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Pavel Zahradka

Profesionalni versus fanouskovska
kulturni kritika

Kvalitativni vyzkum sémantiky a normativity hodnoceni filmovych dél

V posledni dobé je ¢asto diskutovana krize kulturni kritiky," jeji proména v souvislosti
s nastupem internetu jako nové komunikacni technologie, ktera snizuje bariéry vstupu do
pole kulturni kritiky, resp. k prostfedkiim produkce a $ifeni kulturni kritiky prostfednic-
tvim socidlnich médii, internetovych strének a blogd, filmovych databazi (napt. CSFD)
s uzivatelsky vytvafenym obsahem (komentafi a hodnocenimi ke zhlédnutému filmu) ¢i
platforem sdruzujicich filmové recenze, na zakladé kterych jsou filmy algoritmicky hod-
noceny (napf. Rotten Tomatoes). Vstup nové technologie do pole kulturni kritiky umoz-
nil rovnéz vstup novych aktérii kulturni kritiky (fanousci, laici, medialni celebrity) a v dii-
sledku demokratizace kulturni kritiky vedl k destabilizaci povolani kulturniho kritika a ke
zpochybnéni autority etablovanych kulturnich kritikd, tj. ke zpochybnéni jejich symbolic-
kého kapitdlu spocivajicim v opravnéni popisovat, vysvétlovat, kontextualizovat a hodno-
tit kulturni obsahy pro ur¢ité publikum. Jinak fe¢eno, masivni nartist ucasti laické vetej-
nosti na diskuzich o hodnoté uméleckych dél a kulturnich artefaktti prostfednictvim
digitalnich médii vedl ke zpochybnéni epistemické autority tradi¢ni instituce kulturni
kritiky.?

Aniz bych chtél precenovat rétoriku krize kulturni kritiky, ktera je doprovodnym je-
vem kulturni kritiky od samotnych jejich pocatk a zesiluje vzdy s nastupem nové techno-
logie,® rad bych vyuzil nastalé zmény v kulturnim poli zpisobené nartstem konkurenéni
fanouskovské kritiky a porovnal dva typy kulturni kritiky: kritiku profesionalnich kritika

1) Viz napt. Vincent Rossmeier, Where Have All the Film Critics Gone? The Brooklyn Rail, 7. 6. 2008. Dostupné
online: <https://brooklynrail.org/2008/06/express/where-have-all-the-film-critics-gone>, [cit. 4. 4. 2019];
Rénan McDonald, The Death of the Critic. London, New York: Continuum 2007; James Elkins, What
Happened to Art Criticism? Chicago: Prickly Paradigm Press 2003; Maurice Berger (ed.), The Crisis of
Criticism. New York: The New Press 1998.

2) James Elkins, What Happened to Art Criticism? Chicago: Prickly Paradigm Press 2003; Marc Verboord, The
Impact of Peer-produced Criticism on Cultural Evaluation: A Multilevel Analysis of Discourse Employment
in Online and Offline Film Reviews. New Media Society 16, 2014, ¢. 6, s. 921-940.

3) Srov. Mattias Frey, The Permanent Crisis of Film Criticism: The Anxiety of Authority. Amsterdam: Amsterdam
University Press 2015.
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a kritiku fanouskil.. Predpokladam, ze aktéti obou typt kulturni kritiky budou explicitné
¢i implicitné vytvatet hranice legitimni kritiky, tj. urcovat pravidla své vlastni hry.¥ Bude
mé proto zajimat, v ¢em se li§i expertni soud kritika od kritickych soudt vynasenych
laiky ¢i fanousky a zdali se viibec né¢im odliSuje; jaké epistemické parametry ma expertni
soud kritika, resp. v ¢em spoc¢iva jeho epistemicka hodnota.

Cilem vyzkumu je prozkoumat epistemickou hodnotu kritickych soudi vynasenych
profesionalnimi kritiky a bézZnymi konzumenty, tj. laiky a fanousky, a porovnat podobnos-
ti a odli$nosti v jejich souzeni. Vyzkum je omezen na oblast filmové kritiky. Vychazim
z predpokladu, Ze nejlep$im zptsobem pro urceni epistemické hodnoty kritického soudu
je rekonstrukce zptsobu, jak vlastnimu hodnoceni rozumi samotni mluv¢i. Rekonstrukee
epistemické hodnoty (tzv. normativni zavaznosti) kritického soudu se ov§em neobejde
bez porozuméni jeho vyznamu. Pouze kdyz budeme rozumét tomu, co mluvei fikaji, kdyz
hodnoti ur¢ity film, mtizeme porozumét tomu, jakou platnost ¢i zavaznost m4 jejich hod-
noceni. Normativita hodnoticiho soudu je navazana na jeho sémantiku. Vyzkum se proto
zaméfi na rekonstrukci sémantiky a normativity hodnoticiho soudu vynaseného mluvci-
mi, ktefi zastavaji v ramci kulturniho pole odli$né pozice (kritici, fanousci a laici).

Vzhledem k jazykové povaze naprosté vétsiny hodnoticich soudt, vhodnym nastro-
jem pro vyzkum filmové kritiky je analyza jazyka. Hodnoceni je ovSem také tizce spjato se
situaci, ve které se nachazi hodnotitel. Vyznamu slov lze jen obtiZné porozumét bez vzta-
hu k situa¢nimu kontextu promluvy a zamérim mluvéiho. Na tuto skute¢nost upozornil
jako jeden z prvnich Ludwig Wittgenstein:

Miéme-li porozumét estetickym sloviim, musime popsat zptisoby Zivota. Ackoliv se
domnivame, Ze je nutné hovorit o estetickych soudech jako , Tohle je krasné®, uka-
zuje se, Ze chceme-li hovotit o estetickych soudech, na tato slova vitbec nenarazime.
Namisto nich se setkavame se slovy uzitymi spiSe jako gesta doprovazejici slozité
jednani.y

Za vhodné metodologické vychodisko pro zkoumani hodnoceni filmé povazuji proto
teorii jazykovych her. Jinak feceno, za vhodny zptisob, jak porozumét normativité a vy-
znamu kritickych soudu, povazuji pragmalingvisticky vyzkum fecovych aktti a sociolo-
gicky vyzkum kontextu (jazykové hry), ve kterém je dany soud vynasen.

Jaké jazykové hry tedy hraji profesionalni kritici? A jaké hry uz naopak nehraji, popt.
je povazuji za nelegitimni? Kde jsou hranice jazykové hry profesionalni kritiky a jaka jsou
jeji pravidla? Jaky vyznam md hodnotici soud v ramci filmové kritiky? Nalezi hodnoticim
soudtim vyslovenym kritiky normativita a na ¢em se v ramci jazykové hry zaklada? Jakym
zpusobem fesi kritici spory o hodnoceni a co je podle nich ditivodem jejich vzniku? Jaké
jazykové hry hraji fanousci a laici? A lisi se co do vyznamu a normativity od jazykové hry,
kterou hraji filmovi kritici?

4) Matt Carlson - Sath C. Lewis (eds.), Boundaries of Journalism: Professionalism, Practices and Participation.
London: Routledge 2015.

5) Ludwig Wittgenstein, Lectures and Conversations on Aesthetics, Psychology and Religious Belief. Berkeley:
University of California Press 1967, s. 11.
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Tyto vyzkumné otazky jsem se snazil zodpovédét prostiednictvim kombinace dvou
technik pro sbér kvalitativnich dat o hodnoceni filmovych dél. Prvni technikou byl polo-
strukturovany rozhovor s respondenty. Druhou technikou byla kvalitativni textualni ana-
lyza recenzi, jejichz autory byli respondenti. Vzhledem ke komparativni povaze vyzkumu
jsem vyzkumny vzorek strukturoval podle relevantnich roli, které nalezi ucastnikam kul-
turniho pole v procesu posuzovani umeéleckych dél. Respondenty byli nejen kritici, ale
také divaci. Pricemz skupinu divaku jsem rozdélil na laické posuzovatele a filmové fanous-
ky, ktefi se vénovali bud studiu filmové védy, anebo pravidelné na svém soukromém blo-
gu uverejnovali vlastni recenze k vybranym filméim. Lai¢ti divaci nespliovali ani jednu
z vy$e uvedenych podminek. Vzorek filmovych kritika tvorili prispévatelé do hlavnich
¢eskych tisténych ¢i online denikii (MF Drnes, Lidové noviny, Aktudlné), popularnich ¢aso-
pisti ¢i rozhlasovych potadi vénovanych filmu (Premiere, Cinema, potad Celisti radia
Wave), kulturnich periodik a revue (Cinepur, A2, Reflex, Film a doba). Podle typologie
kulturnich kritikii navrzené danskymi vyzkumnicemi $lo o tzv. profesionalni kulturni no-
vindre, ktefi pracuji pro ti§téné ¢i internetové periodikum, popf. provozuji vlastni zpoplat-
néné webové stranky s filmovymi recenzemi.® Z vyzkumného vzorku byli vylouceni tzv.
intelektudln{ kritici, ktef{ disponuji institucionalizovanym kulturnim kapitdlem,” tj. vy-
ucuji filmovou védu na vysoké skole ¢i prispivaji do odbornych (filmovédnych) ¢asopist
(Iluminace).

Celkem bylo provedeno 30 polostrukturovanych rozhovort vzdy s deseti zastupci
dané kategorie respondentt (profesionalni kritici, fanousci, laici). Vzorek dat pro textual-
ni analyzu tvofila kromé recenzi samotnych respondentt (u vétsiny laikl a nékterych
fanouski $lo o recenzi na vyzadani) rovnéz hodnoceni uZivateli databaze CSFD (4. fa-
nouska) k ndhodné vybranym, nicméné Zanrové odli$nym fikénim filmovym diliim (Has-
TRMAN, MILADA, MAS j1!, BLADE RUNNER 2049), ktera méla premiéru v ¢eskych kinech
v roce 2017 nebo 2018.

Zatimco sbér dat prostifednictvim kvalitativni analyzy recenznich textt slouzil k iden-
tifikaci témat rozhovoru (hodnotici vyjadfeni, hodnotici adjektiva, hodnoceny film)
a umoznil popis strategii pro zdivodiiovani hodnoticiho soudu, sbér kvalitativnich dat
prostrednictvim polostrukturovanych rozhovorti umoznil odhalovat motivace, cile a pred-
poklady mluv¢iho v rameci jazykové hry, a porozumét tak Iépe vyznamu hodnoticich vyja-
dreni a jejich normativité. Pro ucely analyzy dat jsem zvolil metodu zakotvené teorie, jejiz
dil¢i metodické kroky — oteviené a axialni kodovani — vedly nejen ke komplexni rekon-
strukci jazykové hry, jejich pravidel, predpokladii a disledku pro feseni estetickych roze-
pti, ale také — prostrednictvim selektivniho kddovani — k identifikaci jejiho hlavniho
ucelu, tj. ziméru mluvéiho.?

6) Nete Kristensen — Unni From, From Ivory Tower to Cross-media Personas: The Heterogeneous Cultural
Critic in the Media. Journalism Practice 9, 2015, ¢. 6, s. 854. V textu jsou rozliseny celkem ¢tyfi idedlni typy
kulturnich kritika vyskytujici se v sou¢asné medidlni kultufe: intelektudlni kritik, profesiondlni kulturni no-
vinaf, medidlni soudce ve vécech vkusu, kazdodenni laicky odbornik.

7) K teorii kapital viz napt. Pierre Bourdieu, The Forms of Capital. In: John G. Richardson (ed.), Handbook of
Theory and Research for the Sociology of Education. New York: Greenwood 1986, s. 241-258.

8) Vice k metodé zakotvené teorie viz Anselm Strauss — Juliet Corbin, Zdklady kvalitativniho vyzkumu. Praha:
Albert 1999.
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Jako indikatory jazykové hry jsem na zakladé otevieného kédovani zvolil nésledujici
kategorie: a) zamér mluvciho, resp. ilokuéni funkce hodnoticiho soudu, b) vyznam hod-
noticiho soudu, ¢) zdroj a povaha normativniho naroku, d) strategie zdivodnéni hodno-
tictho soudu, e) vstupni predpoklady jazykové hry, f) vztah mezi emociondlni reakci
a hodnocenim. Nékterd klasifika¢ni kritéria navazuji na typologii estetickych jazykovych
her, kterou vypracoval Werner Strube, a to na zdkladé tfi indikatort (ilokuéni cil jazykové
promluvy, propozi¢ni obsah estetického hodnoticiho vyjadfeni, zdiivodnéni estetického
hodnoticiho vyjadfeni).” Nedostatkem jeho postupu je nicméné omezeni na texty filo-
zofické estetiky jakozto vychozi zdroj dat pro rekonstrukei jazykovych her a absence
empirického vyzkumu jednak fecovych aktt samotnych mluvéich a jednak $irsiho social-
né-kulturniho kontextu promluvy. Strubeho ptipsani analyzované jazykové hry idealné-
-typické postavé mluvciho (kritik, milovnik uméni, estét, kritik stylu, znalec) je proto spe-
kulativni a nema silnou oporu v datech, resp. v realnych aktech hodnoceni.

Jazykové hry profesionalnich filmovych kritika

Predné je tfeba uvést, Ze filmovi kritici nehraji pouze jednu, ale vice jazykovych her. Zaro-
ven je tfeba dodat, Ze jeden a tyz mluvéi miize hrat rizné jazykové hry pri odlisnych pti-
lezitostech. Tyto jazykové hry se dokonce mohou prolinat v ramci jedné recenze ¢i hodno-
ceni. Analyza rozhovort a recenzi mne privedla k identifikaci celkem tfi zakladnich typt
jazykovych her, které hraji soucasni ¢esti filmovi kritici: hra milovnika uméni, impresio-
nisticka kritika a znaleckd kritika. Jazykova hra znalce uméni je zaloZena na znalosti kon-
textu vzniku dila (napf. technickych parametrt filmového média a autorského zaméru)
a nasledném posouzeni naro¢nosti a ispésnosti jeho realizace. Impresionisticka kritika se
zaklada na asociativnim rozvijeni pozitivniho dojmu, ktery film v kritikovi vyvolal. Obé
jazykové hry ovSem patfily v rdmci vyzkumu k okrajové zastoupenym hram.!” Naopak
hra milovnika uméni byla identifikovana u v8ech dotdzanych respondenttl.'” Nadale se
budu vénovat podrobnéjsimu popisu vyhradné této jazykové hry, protoze byla identifiko-
vana nejen u véech dotazovanych profesionalnich kritiki, ale také témét u vSech respon-
dentt reprezentujicich kategorii filmového fanouska ¢i laika. Zkoumani jazykové hry mi-
lovnika uméni praktikované jak experty, tak i laiky méze proto prispét k diskuzi
o stirajicich se hranicich mezi profesionalni a amatérskou kritikou a pripadné rovnéz
k identifikaci novych hranic a bariér mezi hodnocenim obou skupin mluv¢ich.

Avsak drive, nez tak u¢inim, se stru¢né zminim o jazykovych hrach, které filmovi kri-
tici nehraji nebo explicitné odmitaji hrat. K identifikaci absentujicich her vyuziji zavede-

9) Werner Strube, Sprachanalytische Asthetik. Miinchen: Fink 1981.

10) Tim nema byt feceno, Ze jazykova hra milovnika uméni je ve skutec¢nosti hrou provozovanou naprostou vét-
sinou filmovych kritiktt v CR. Tento z&vér nelze vyvodit z kvalitativniho vyzkumu, jehoZ cilem byla explo-
race a komparace jazykovych her za tc¢elem zkoumadni krize epistemické autority profesiondlni kritiky.
Takovy zavér ma pouze formu hypotézy, kterou — ackoli ma oporu v kvalitativnich datech — je tfeba tepr-
ve ovéfit nastroji kvantitativniho Setfeni na reprezentativnim vzorku respondenti.

Pojem jazykové hry milovnika uméni pfejimam ze Strubeho typologie estetickych jazykovych her. Viz
Werner Strube, Sprachanalytische Asthetik. Miinchen: Fink 1981.

11

~—
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nou typologii teorii estetického soudu,'? jejichZ tradi¢ni ambici bylo zdtivodnit epistemic-
ky narok hodnoticiho soudu, nebo ho naopak zpochybnit ¢i vyvritit. Tato typologie
rozliSuje mezi dvéma protikladnymi pfistupy k problému epistemického statusu estetické-
ho soudu: mezi objektivismem a subjektivismem. Esteti¢ti objektivisté haji pravdivost es-
tetického soudu ve smyslu korespondence s estetickymi fakty bud na zakladé objektivity
pravidel ¢i kritérii, podle kterych je soud vynasen,' anebo prenesenim objektivity do ne-
zaujatého subjektu posuzovatele.'¥ Naopak esteti¢ti subjektivisté bud zcela upiraji estetic-
kému soudu jakykoliv propozi¢ni obsah (tzv. non-kognitivismus), a tudiz i pravdivostni
hodnotu, kdyz esteticky soud redukuji na vyjadieni emocionalniho rozpolozeni mluvé¢iho
a eliminuji tim jakykoliv normativni narok estetického soudu,'” anebo estetické soudy re-
dukuji na vypovédi o vlastnim prozivani mluvciho.'® Estetické soudy maji sice pravdivost-
ni hodnotu, ale ta je vysoce proménlivd v zavislosti na idiosynkratickych faktorech, jaky-
mi je momentalni nalada ¢i prozivana emoce.

Rozhovory s respondenty ukazaly, ze filmovi kritici se vyhybaji obéma extrémnim pé-
lam jazykovych her, reprezentovanym v estetické teorii nonkognitivismem a subjektivis-
mem na jedné strané a objektivismem na strané druhé. Analyza rozhovort i psanych re-
cenzi nepotvrdila, ze by néktery z kritikii zd@ivodnioval platnost svého hodnoceni
deduktivné na zakladé toho, ze by se odkazoval na platnost obecnéjsich — napt. zanro-
vych — pravidel. Argumentace kritika se povétSinou opirala o jejich vlastni dispozici hod-
notit urcité kvality dila urc¢itym zptusobem: ,,Tohle mé prosté sere® (kritik 1). Tato dispozi-
ce méla zaklad v osobnostnich charakteristikaich mluv¢iho, jeho hodnotové orientaci ¢i
vyplyvala z ur¢itého jim zastavaného kritického a angazovaného postoje:

Jazyk kritiky se hodné tvari, Ze fikte néco, co je univerzalné platné, ale trosku se za
tim schovavate vy. Dneska uz se piSe vic osobnim stylem, svymi texty si vytvarite
svou image a uz deklarujete, Ze prezentujete sviij osobni nazor, ze to hodnoceni je
néco, co mluvi i o vas. [...] Mira toho, do jaké miry to priznate, je rtizna u rtiznych
kritika. (kritik 10)

Ackoliv néktefi respondenti uvadéli znalost Zanrovych pravidel jako jednu z charakte-
ristik dobrého kritika, kvalita dila spo¢ivala podle nich nikoliv v jejich dodrzovani, ale na-
opak v jejich védomém porusovani. Néktefi respondenti explicitné popreli existenci ja-
kychkoliv pravidel pro hodnoceni filmovych dél:

Ono to vypads, Ze kritici vzdycky predstavi obecné znaky nebo néco popisi, a pak
teknou, Ze proto je to dobré. Casto ta figura vypada tak, 7e se stanovi obecna krité-

12) Viz napt. Maria E. Reicher, Einfiihrung in die philosophische Asthetik. Darmstadt: Wissenschaftliche Buch-
gesellschaft 2005.

13) Daniel Kaufman, Normative Criticism and the Objective Value of Artworks. Journal of Aesthetics and Art
Criticism 60, 2002, s. 151-166; Daniel Kaufman, Critical Justification and Critical Laws. The British Journal
of Aesthetics 43, 2003, s. 393-400; Noél Carroll, On Criticism. New York: Routledge 2008.

14) David Hume, O normé vkusu. Aluze 5, 2002, ¢. 2, s. 82-91.

15) Alfred Ayer, Language, Truth and Logic. Harmondsworth: Pelican 1971.

16) Isabel Hungerland, The Logic of Aesthetic Concepts. Proceedings and Addresses of the American Philosophical
Association 36, 1962, s. 43-66.
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ria né¢eho, a pak se fekne, ze tento film tohle mad, tohle m4, takze to naplnil a je to
dobré. Ale nevim, do jaké miry tohle funguje redlné, protoze podle mé to vypada
spis tak, Ze kritik vidi film, md ndzor, a ty obecné znaky, které popisuje, vytvaii na
miru filmu. (kritik 2)

Kritéria hodnoceni nejsou pfedem dana, ale rozhoduje o nich ¢asto az samotné dilo:

Neni to tak, Ze by kritéria vzesla zvenku nebo byla ptipravend dopredu a kritik by na
né placnul film nebo délal si fajtky, co tam v8echno je, a ten seznam kritérii mél
v kiné dopfedu a uz se jenom kouka a déla si znacky, ale spis je to tak, ze vidi film,
vytvori téma, o kterém chce psat, a pak na miru filmu vytvaii argumenty. [...] Ty fil-

my si o to feknou. (kritik 2)

Skutec¢nost, Ze argumentace kritikii se neopird o zanrova kritéria kvality, neznamena,
ze by zanrova klasifikace nehrala v ramci hodnoticiho procesu Zadnou roli. Hodnoceni
z hlediska Zanrovych pravidel je dtlezité predev$im u filmu, které tato pravidla védomeé
porusuji ¢i pozménuji. Zatazeni dila do urcitého Zanru ¢i autorského stylu vymezuje sku-
pinu dél, se kterymi je respondenti srovnavaji. Toto srovnani ovSem neprobihd tak, ze by
dila byla poméfovana podle toho, do jaké miry se jim dafi naplnovat pravidla zanru, ale
slouzi jednak ke kontextualizaci dila, tj. vyhledavani podobnosti a odli$nosti ve vztahu
k pfedchozim dilim dané kategorie kulturni produkce, a jednak ke sledovani vyvoje zan-
ru, tj. popisu toho, jak nové dilo pravidla Zanru pozménuje:

Kdyz se objevi néjaky novy western, tak je velkd pravdépodobnost, Ze vés to bude
zajimat pravé z hlediska zanru, a to proto, Ze westernti dneska neni moc, a uz to, Ze
nékdo natoc¢i novy western, znamend, Ze se sim chce hlasit k tradici, kterd je asi ne
uzavfend, ale je to zanr, ktery mé velkou historii, ale ne velkou soucasnost, to zna-
mena, ze je to gesto, které vas k tomu vede. (kritik 9)

Na druhé strané respondenti své hodnoceni rovnéz nepojimali jako vyjadfeni emociél-
niho rozpolozZeni ¢i jako popis emocionalnich stavi, které pfi zhlédnuti snimku prozivali:

Pokud se opravdu nevypisujete z osobniho problému, ale pokud pisete o filmu na
zdkladé vasi emocni reakee, pak je to o tom filmu, neni to o vas. Je to sice vagni roz-
liseni, ale pfi ¢teni textu pozndte, jestli vam to otevird ten film, nebo jestli si fikate,
ze tady nékdo ma problém, a vlastné si ne¢tu o tom filmu, ale ¢tu si o ném. (kritik 8)

Hodnotici soud kritika neni ani kauzalné vyvolanou reakci na ur¢ity podnét (zhlédnu-
ty film), ani autopsychologickym konstatovanim, které se podoba odpovédi pacienta na
otazku psychiatra, jak se pravé citi.

Jazykové hry predkladané filozofickymi teoriemi estetického soudu nejsou ovsem je-
dinymi hrami, které filmovi kritici nehraji. Néktefi respondenti se totiz explicitné vyme-
zovali viici tzv. biografické kritice, ktera podle nich tvotila dominantni ¢ast kritického dis-
kursu o filmu v Ceské republice, resp. v byvalém Ceskoslovensku v 90. letech a na prelomu
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stoleti.'” Podle pravidel této hry mluvéi své pozitivni hodnoceni dévé implicitné najevo
prostfednictvim interpretace filmového dila na zakladé rekonstrukce autorského zameéru,
a to na zakladé znalosti Zivotopisu tviirce (reziséra). Divody nedivéry respondentd vici
biografické kritice jsou teoretického a historického razu. Respondenti pochybuji o smys-
luplnosti biografické kritiky vzhledem k tomu, Ze umélctiv zdmér neni z hlediska porozu-
méni dilu smérodatny ¢i zavazny, protoze dilo se utvari teprve v aktu recepce. Kromé toho
je film kolektivnim vytvorem, a nelze proto predpokladat, ze by jeden z tvirct dokédzal
prosadit svou vizi na tkor ostatnich spolutviircii a Ze jedine¢nost osobnosti tviirce (rezi-
séra) nachdzi svij otisk v jedinec¢nosti autorského dila. I kdyby se silnému tviirci podatilo
svilj umélecky zameér prosadit, je tento zamér velmi obtiZné verifikovatelny, a tudiz se sta-
va pfedmétem spekulaci a pfi¢inou dezinterpretace dila: ,,Pro mé je to lusténi uméleckych
sklont z umélcovy fyziognomie a rodinného zazemi [...] na Grovni frenologie, pavédy
lustici zlo¢inecké sklony z pahrbku na lebee. (kritik 3)

Opozice vici biografické kritice ma rovnéz své historické dtivody. Biograficka kritika
byla totiz jednou z dominantnich jazykovych her filmové kritiky v 90. letech v Ceskoslo-
vensku. Jeji vysadni postaveni bylo zaruceno tim, Ze jeji pfedstavitelé zastavali pfedni aka-
demické pozice na vysokych skoldch a v edi¢nich radach filmovédnych periodik. Pfedmé-
tem biografické kritiky byla filmova dila uznavanych tvircti svétové kinematografie, jako
je Bergman, Bresson, Buiuel, Fellini, Godard, Kurosawa aj. Dusledkem institucionalni
dominance biografické kritiky bylo ovsem vytlacovani predstavitelt jinych jazykovych her
na okraj kulturniho a akademického pole. Spor o legitimitu jazykovych her filmové kriti-
ky pojmenoval jako jeden z prvnich Zdenék Holy ve svém eseji ,,Mystickd louze“'® a dob-
fe jej doklada diskuze, kterou v roce 2006 vyvolal kriticky komentéat jednoho ze soucas-
nych kritikii reprezentujici mlads$i generaci Kamila Fily k nekrologim uznévaného
filmového védce Jiftho Cieslara, hlavniho predstavitele autorského ¢éteni filmovych dél.
Sam Fila tento stfet mezi institucionalizovanou biografickou kritikou a vytlacovanymi
konkuren¢nimi hrami filmové kritiky doklada nasledujicimi slovy:

Pokud pisete do béZného populdrniho ¢asopisu nebo novin, zcela bez problému
vam prochdzeji impresionistické véty, vyroky slucujici redlného a implikovaného
autora a medialné esencialistické vyroky. [...] Pokud ovSem za¢nete psat pod vlivem
»nové historie a kritiky“ o intermedialité, intertextualité, dekonstrukei, ideologic-
kych podtextech, zavadite-li Zdnrové anebo feministicko-genderové ¢teni — aniz
byste pouzili pfimo tyto terminy a zaméfujete se pouze na obecnou metodu — bu-
dou vas redaktofi neustale peskovat, co smite, a co ne, a Ze je lepsi tfeba viibec néja-

ké téma neotvirat.'”

Vymezovani se respondentti viici biografické kritice jakozto zpate¢nickému a neverifi-
kovatelnému psychologizovani o osobnosti tviirce 1ze proto chapat jako protireakci na in-

17) Vice k tomu internetové diskuze v reakci na ¢lanek filmového kritika Kamila Fily, Nekrolog(y) za Jitiho
Cieslara. Cinepur 44, 2006. Dostupné online: <http://cinepur.cz/article.php?article=1009>, [cit. 4. 4. 2019].

18) Zdenék Holy, Mysticka louze. Cinepur 31, 2003. Dostupné online: <http://cinepur.cz/article.php?article=
580>, [cit. 4. 4. 2019].

19) Kamil Fila, Nekrolog(y) za Jittho Cieslara. Cinepur 44, 2006, editorial.
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stitucionalni a intelektudlni utlak, kterému néktefi z nasich respondentti ¢elili v 90. letech
a na prelomu stoleti.

Sémantika jazykové hry milovnika uméni

Cilem hry milovnika uméni je dat hodnoticim soudem najevo, zdali se mu sledované fil-
mové dilo libi, nebo nelibi. Libeni ¢i nelibeni milovnika uméni je vyvolano jeho bezpro-
stfednim vnimanim, nikoliv srovnanim kvalit dila s méfitkem kvality a zjistovanim, zdali
dilo tento standard napliuje. Milovnik uméni se nicméné hodnocenim nevztahuje ke své-

mu prozivani (pocitu libosti ¢i nelibosti), ale ke kvalitim samotného dila:

Urcité mé muze tfeba dojmout sttihova skladba v néjakym momentu ve filmu
k slzam, kdy si fikdm ,,no to je bdjecny“ a v ty chvili ja nerozlisuju néjaky esteticky
soud nebo jak je to technicky bravurné udélany, ale primarné je to ta emoce, kterd
vznika spojenim rtiznych hledisek. A pak teprve, kdyz si fikdm ,,Aha, tohle se mi li-
bilo, za¢nu uvazovat pro¢ a za¢nu postupovat ddl k tomu, Ze to je béje¢ny stiih,
a mizu ten stfih rozebirat. (kritik 4)

Cilem jeho hry je dat adresatim soudu najevo, zdali se mu dilo libi, ¢i nelibi a na za-
kladé osobniho (ne)libeni popsat jednotlivé kvality dila. Tzv. predikaty osobniho vkusu
(»nudny*, ,,strhujici, ,vtipny*, ,trapny“ apod.), které se v kontextu hry milovnika uméni
vyskytuji, nepopisuji prozivani mluv¢iho, prestoze odkazuji k (ne)libeni zptsobenému
vnimanim dila. Prohlaenim filmu za nudny milovnik uméni netika pouze, ze pti jeho
projekei se nudil, ale ze se nudil, protoze pfibéh filmu byl predvidatelny, herecké vykony
nepresvédcivé apod. Jinak receno, predikaty osobniho vkusu se stavaji v jazykové hie mi-
lovnika uméni estetickymi pojmy, které maji kromé hodnotici slozky rovnéz deskriptivni
obsah odkazujici k vnimanym kvalitdm filmového dila.?”

Hodnotici soud neni kauzalnim vyjadfenim emocialniho rozpolozeni mluvéiho, pres-
toze podle slov respondentt pro vysledné hodnoceni je valence ptivodniho emociélniho
prozitku diilezita. Jinak feceno, bezprosttedni emocialni dojem neni denotatem hodnoti-
ciho soudu, ale jeho vychodiskem. Vztah mezi hodnocenim a emocialnim prozivanim
miZze ovsem v ramci jazykové hry milovnika uméni nabyvat dvou rznych podob. Fa-
nousci ¢i laici se ve svém hodnoceni vice spoléhaji na svou bezprostfedni emocidlni reak-
ci a jejich vysledné hodnoceni koresponduje s valenci jejich ptivodniho emocialniho pro-
zitku: ,,Je mi lito, nesmadl jsem se, takZe nemtiZzu jinak. [...] Za mé misty az otravny
prusvih.“ (fanousek 2) Na rozdil od kritikd, u jazykové hry fanousku a laikt plati, Ze ¢im
vic se dilo divakovi libi, tim je také lepsi. Intenzita libeni se je proto pro fanousky mérit-

20) Nekteti filmovi fanousci nicméné nedodrzuji pravidla hry milovnika uméni a ve svém hodnoceni se sou-
stfedi na popis toho, co pti zhlédnuti posuzovaného filmu prozivali: ,,BohuZzel musim rict, Ze mé film minul.
Nudil jsem se. To je asi to hlavni, co se u filmu nesmi divakovi stat. Byl jsem z toho zmateny. Nerozumél jsem
postavam a jejich motivaci.“ (fanousek 3) Emocialni prozitek je u nich natolik prevladajici, zZe odvadi jejich
pozornost od kvalit filmu k popisu jejich vlastniho prozivani. Nehraji pak jazykovou hru milovnika uméni,
ale hru, kterou popisuji subjektivistické teorie estetického soudu.



ILUMINACE Roénik 31,2019, &1 (113) CLANKY 13

kem hodnoty dila. Naproti tomu kritik ptistupuje k ptivodnimu emocidlnimu prozitku
s urc¢itou mirou distance a provéfuje jeho opravnénost, resp. legitimitu. Vysledny hodno-
tici soud nemusi u kritika vzdy korespondovat s valenci prvotniho prozitku. V reflektiv-
nim odstupu od vlastniho prozivani spo¢iva hlavni odli$nost mezi fanouskovskou a laic-
kou kritikou na jedné strané a profesionalni kritikou na strané druhé v ramci jazykové hry
milovnika uméni. Praci s emocemi bude vénovan predposledni oddil.

Milovnik uméni si rovnéz uvédomuje, Ze jeho hodnoceni je podminéno jeho osob-
nostni dispozici hodnotit ur¢ité kvality dila pozitivné nebo negativné a hodnotici soud
zdivodiiuje odkazem na tuto dispozici. Osobnostni dispozici respondenti nazyvaji ,,vku-
sem™: ,Kazdy z nas ma néjaky vkus, coz je hrozné filozoficky zatiZené slovo, ale nemyslim
tim nic jiného, nez ze mu néjaky typ filmu sedne vic nez néjaky jiny. Nékoho bavi vic
gangsterky nez horory, nebo naopak. Pak se to promita do toho psani. (...) Pak se v tom
projevi i osobni background, co se mu libi, co min.“ (kritik 2) Jinak feceno, gramaticka
forma estetického soudu ,, X je krasné“ ma v jazykové hre fanouskd, laiku i kritikd logic-
kou formu ,,Podle mé je X krasné® Tento epistemicky postoj vystizné ilustruje citace jed-
noho z fanousku provozujiciho vlastni internetovy blog:

Jsem presvédceny, Ze cokoliv kdokoliv hodnoti, tak je subjektivni. A pokud nékdo
tvrdi, Ze néco je objektivné Spatny, tak je to nesmysl. Ja samoziejmé nepisu do kaz-
dy véty to ,,subjektivné, ale beru to tak, ze lidi kazdy moje hodnoceni chapou, ze
toto je subjektivni nazor [fanouska 1]. (fanousek 1)

Promitani vkusu milovnika uméni do hodnoceni explicitné zdtraznuji rovnéz vsichni
respondenti nélezejici do kategorie filmovych kritiku:

Ur¢ité, nejsem objektivni soudce. Myslim, Ze ja miizu vydat svédectvi za sebe a vim,
ze je to jeden z rliznych nazort a ze neni lepsi nez ostatni. Vnimam se tak, Ze prispi-
vam k hodnoceni toho filmu za sebe a svou zkusenost. (kritik 4)

Svuj vkus respondenti rekonstruuji zpétné induktivnim zptusobem. Nicméné ho nepo-
kladaji za empiricky verifikovany princip s obecnou platnosti. Vkus ptipousti vyjimky, tj.
neni zarukou toho, Ze se mluvéimu vzdy budou libit dila, ktera odpovidaji jeho vkusu.
Vkus neni ani trvalou dispozici, ale proménuje se v zavislosti na celé fadé faktort, jako
jsou vzdélani, hodnoty, potteby, tuzby, zkusenost ¢i povahové sklony. Vkusem neni pouze
preference urcitého typu dila, ale také zptisob jeho hodnoceni.

Normativita jazykové hry milovnika uméni

Jelikoz osobnostni tendence hodnotit filmova dila uréitym zptisobem neni trvala, ale pro-
meériuje se v souvislosti s proménou ,,ekonomie osobnosti“*" mluv¢iho, respondenti se do-

21) Pojem celkové ekonomie osobnosti uzivd Barbara Smithova k oznaceni souhrnu individualnich a pro-
meénlivych faktort (potfeby, zajmy, zkusSenosti, védomosti atd.), jejichz vyslednou funkci je (kontingentni
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mnivaji, ze hodnotici soudy nemohou mit intersubjektivni ¢i dokonce obecnou platnost
a uznavaji legitimitu vétsiho poctu odlisnych nazort na hodnotu filmového dila. Hodno-
tici soud podle jejich vyjadieni neni ani ¢isté subjektivni, ani ¢isté objektivni, ale reflektu-
je smés ,,subjektivnich® (vkus mluvéiho) i ,objektivnich® (materidlni struktura dila) fakto-
rti, které zakladaji legitimitu odli$nych a ¢asto soupeticich reakei a postoji k vnimanému
dilu. Jeden z respondenttt dokonce vy¢islil miru podilu osobnostnich faktort na hodno-
ceni dila na 40 %.

Hodnotici soudy nejsou podle respondentti pravdivé ¢i nepravdivé ve smyslu jejich
korespondence s estetickymi fakty: ,,I pokud fikam néjaky silné hodnotici nazor, tak se
vzdycky snazim zddraznit, Ze to je mdj nazor a Ze to neni nic zavazného, Ze si nemyslim
nic $patného o lidech, ktefi maji jiny nazor.“ (kritik 2) Tento postoj vedl respondenty re-
prezentujici filmové laiky a fanousky k rezignaci na normativni zavaznost hodnoticiho
soudu: ,,Prijde mi, ze kazdy ma hodnocent jiné, zadné neni legitimnéj$i.“ (laik 6)

Nékter{ fanousci ztotoznili platnost hodnoticiho soudu s mirou jeho u¢inku na ¢tena-
fe. O normativni zavaznosti soudu rozhoduje ve vysledku pocet ¢tenari, kteti se s danym
soudem identifikuji na zéklad¢ toho, Ze rezonuje s jejich ndhledem na hodnoceny snimek:

Mné je jedno, jaky jsou objektivni kritéria pro filmovou kritiku. Ja prosté napisu svo-
je subjektivni ndzory a pravdépodobné je tedy dost lidi, ktery zajimaji subjektivni na-
zory. JejichZ nazory se natolik shoduji s témi mymi, Ze to moje subjektivni hodnoce-
ni md pro né né¢jaky vyznam. A to mi naprosto staci ke spokojenosti. (fanousek 1)

Kritici normativitu hodnoticiho soudu naopak odvozuji z jeho imanentnich kvalit,
resp. ze zpusobu, jakym je hodnotici soud zdtivodnén, konzistentni s osobnostnimi cha-
rakteristikami mluv¢iho a zajimavy ¢i inovativni. Jinak feceno, absence naroku hodnotici-
ho soudu na pravdivost podle kritikii neznamena, Ze tyto soudy nemohou byt z epistemo-
logického hlediska klasifikovany jako horsi nebo lepsi. Epistemickou kvalitu hodnoticiho
soudu kritici pométuji predevsim podle zptisobu, jakym k nému mluvci dospél:

Ja si myslim, Ze hodnoceni je hrozné individudlni zaleZitost a zajimaji mé i texty, kte-
ré maji jiny nazor na film. To jejich hodnoceni je tplné opa¢né nez moje, ale zajima
mé zpuisob, jakym se k tomu dopracovali. (kritik 8)

Nejlepsi ocenéni pro mé je, kdyz mi nékdo fekne néco v duchu: ,Nesouhlasim
vidycky s tim, co piSete, ale chdpu, pro¢ si to myslite. A je pro mé zajimavé, jak
dovedete porovnédvat nazory raznych skupin nebo jak dojdete ke svému ndzoru.“
(kritik 3)

Prvnim kritériem kvality hodnoticiho soudu je proto jeho autenticita (poctivost ¢i
opravdovost), tj. skute¢nost, zdali se jedna o osobni nazor kritika (nikoliv naptiklad o re-
klamu, pouhy popis dila ¢i pfevzaty nazor), resp. zdali je jeho ndzor v souladu s tim, jak na

a nestalé, nikoliv ovSem nahodilé ¢i libovolné) hodnoceni uméleckého objektu. Viz Barbara H. Smith,
Contingencies of Value: Alternative Perspectives for Critical Theory. Cambridge, MA: Harvard University
Press 1988.
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néj dilo ptisobi. Druhym kritériem je kvalita estetické argumentace, tj. zptisob, jakym do-
kaze kritik své hodnoceni odtivodnit. Toto odiivodnéni oviem kritici neztotoznuji ani
s deduktivnim vyvozenim hodnoticiho soudu na zakladé porovnani vlastnosti dila s obec-
né platnym pravidlem umélecké (zanrové) kvality, ani s induktivni argumentaci zdvod-
nujici hodnotici soud analogii mezi podobnymi ptipady dél, ktera by méla vyvolat v reci-
pientovi s trvalou dispozici stejny, resp. predvidatelny c¢inek. Zdivodnéni ma povahu
autobiografického vysvétleni, ve kterém kritik poukazuje na vlastni dispozici hodnotit
dilo ur¢itym zptsobem. To znamena, Ze dokaze poslucha¢tim ¢i ¢tenaftim vysvétlit, co
mu na hodnoceném dile vadi nebo co na ném ocenuje a pro¢. Posledni epistemickou kva-
litou, kterou kritici hodnoticimu soudu ptipisuji, je jeho zajimavost. Soudy mohou byt za-
jimavé ¢i nezajimavé podle toho, zdali odhaluji osobni postoj mluvéiho k danému dilu
a dokdzou diskuzi o jeho umélecké kvalité obohatit o alternativni a odivodnény nazor.

V souladu s pravidly jazykové hry milovnika uméni kritici nepokladaji za cil filmové
kritiky sdélovani pravdivych nazort ¢i obecné platného posouzeni umélecké hodnoty fil-
mového dila, ale autentické vyjadfeni vlastniho reflektovaného postoje k danému dilu,
které md ¢tenafim recenze napomoci k hleddni a vytvoreni si vlastniho nazoru: ,Nejde
o to s nékym souhlasit, jde o to obohatit se jinym pohledem na véc, nebo aspon pochopit,
pro¢ si nékdo néco mysli.“ (kritik 3) Cilem kritika neni posluchace ¢i ¢tenafe presvédcit
o pravdivosti jeho soudu, ale pfedlozit mu nahled, u kterého bude zfejmé, na jakém zakla-
dé k nému kritik dospél. Timto zptisobem chtéji kritici vychovéavat své ¢tenare a primét je
k reflexi opravnénosti jejich vlastniho nazoru ¢i k jeho vytvoreni. Rozepte o uméleckou
kvalitu dila maji podle respondentt proto smysl pouze za predpokladu, Ze diskutujici jsou
ochotni revidovat svtij ptivodni nazor, jsou ochotni naslouchat nazoru druhého ¢lovéka
a diskuzi shledévaji zabavnou nebo pou¢nou v tom smyslu, Ze se v ni mohou naucit dilo
hodnotit z jiného uhlu pohledu ¢i alespont pochopit, pro¢ si nékdo jiny miize o dile mys-
let néco jiného a odli$né ho hodnotit.

Piedpoklady jazykové hry milovnika uméni

Vzhledem k tomu, Ze kritici hdji normativitu hodnoticiho soudu, reflektuji rovnéz ve vys-
$§i mife pravidla jazykové hry, kterou hraji, resp. dokdzou formulovat pozadavky (znalosti,
dovednosti a postoje), které by mél spravny kritik (tj. kritik, ktery vynasi spravny hodno-
tici soud) splnovat.

a) Spravny kritik by mél byt zkuseny a pouceny. Kritik by mél podle vyjadieni respon-
dentt v prvé fadé zhlédnout velké mnozstvi filmt kvuli moznosti srovnavani a posouzeni
novosti. Kritik by mél byt dale informovany o kontextu vzniku posuzovaného dila, aktu-
alnim déni a mél by znat pravidla filmovych Zanrd. Znalost kontextu vzniku dila je diile-
zita proto, aby se kritik vyvaroval faktickych chyb. Znalost aktualniho déni je predpokla-
dem pro porozuméni diliim, ktera budou oslovovat divacké skupiny s odli$nym vkusem,
nez je ten kritik(iv. Znalost zdnrovych konvenci je nutnou podminkou pro rozpoznani
kvality dila, ve kterém tyto konvence jeho autofi védomé porusuji ¢i pozménuji.

b) Mezi klicové schopnosti kritika fadi respondenti citlivost. Respondenti vnimavost
vztahuji nejen k diferencovanéjsimu poznani dil¢ich kvalit dila, ale pfedev$im k vlastnimu
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prozivani a souvislosti mezi kvalitami dila, prozitkem a osobnim vkusem. Citlivost je
schopnost rozumét sim sobé a pri¢inam svych emocnich reakci na dilo:

Kritik by mél byt citlivy. Citlivy nejenom k uméleckymu dilu, ale i k sobé samymu.
Ja fikdm, Ze se na filmy divam v btise. To znamend, Ze spi$ nez Ze bych pozoroval fil-
my jako takovy, tak pozoruju, co ty filmy se mnou délaj. (kritik 6)

¢) Kritik ma byt dale otevieny (nepredpojaty), pokorny a tolerantni, konzistentni,
upiimny a osobity. Otevienost spociva ve schopnosti odhlédnout od svych vlastnich pred-
sudkd vici uréitému ,neoblibenému® Zanru ¢i alternativnimu zptsobu vidéni ¢i zobrazo-
vani svéta:

Ja se snazim bejt otevienej k tém filmiim, samoztejmé jsem rad, kdyz se mi néjakej
film libi, nejsem zapsklej kritik, jak si lidi nékdy mysli, Ze se tésim, jak ten film zob-
cuju, takze i kdyz nemam rad muzikaly, tak chci, aby se mi ten film libil, a ten film
ma férovou $anci, i kdyz uz je muzikél. (kritik 8)

Pokoru a toleranci vii¢i jinému nézoru na filmové dilo zakladaji respondenti na pre-
svédceni, Ze jejich vlastni hodnoceni je podminéno osobnim vkusem:

Ale zase ty filmy se netoci pro mé, toci se pro divaky, takze ja musim respektovat to,
Ze ti lidé, prestoze védi kulovy a nic si nepamatuji velice ¢asto, maji ¢asto néjaké na-
zory [...] Musim mit pokoru pred témi divaky. (kritik 4)

Konzistence a autenticita v nazorech je pozadavek, ktery opét vyplyva z presvédcenti,
ze kritika je vyjadfenim osobniho vkusu kritika a kritik do recenze promitd vlastni osob-
nost:

Pak je asi pro mé duleZita néjaka osobni kvalita, aby to byl ¢lovék, ktery neni zamé-
feny jen na film, ale néjakym zptisobem Zije i v jiném kulturnim prosttedi i socidl-
nim a je konzistentni dohromady. To je ten idedl, kdo nenapise, Ze je Gizasné, kdyz je
film o veganech, a pak si da hamburger. (kritik 4)

Pozadavek konzistentni kritiky nevylu¢uje moznost zmény nazoru v souvislosti s pro-
ménou osobniho vkusu. Tato zména musi byt ale srozumitelna v kontextu toho, jakym
zpusobem se vyviji osobnost kritika, napf. jeho postoje a nazory. Kritik rovnéz ma byt
osobity. Jeho osobitost ve smyslu ekonomie osobnosti se projevuje v jeho individudlnim
vkusu. Smysl kritiky podle respondentt spo¢iva pravé v tomto priznaném promitani vku-
su kritika do hodnoceni dila. Pfedpokladem kritiky neni odhliZeni od vysoce individual-
nich faktort a prozitkd, ale jejich kontrolované promitani do hodnoceni.

Nabizi se srovnani s objektivistickou teorii idealniho kritika, kterd objektivitu estetic-
kého soudu odvozuje z objektivity mluvciho, tj. z idedlnich podminek vnimani ¢i proziva-
ni, které zarucuji shodu mezi idedlnimi kritiky, protoze odhaluji ptirozené spojeni mezi
kvalitami dila a estetickou reakci.?? Vstupni podminky jazykové hry milovnika uméni ov-
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$em nezarucuji shodu v estetickém souzeni. Z pravidel jazykové hry naopak vyplyva, ze
jejim vysledkem budou ¢asto pravé neshody mezi mluvéimi v disledku jejich odlisného
osobniho vkusu. Tyto neshody nejsou respondenty nicméné povazovany za chybu ¢i ne-
dostatek estetického diskursu, ale naopak za pfinosné a zadouci, protoze napomahaji tfi-
beni vlastni argumentace a seznamuji ucastniky diskuze s odli$nymi a podnétnymi nazo-
ry na posuzované dilo.

Objektivizace emoci

Kromé odlisného pojeti normativity je dal$im odlisujicim prvkem jazykové hry kritikil
oproti jazykové hie fanousku a laiktl dfive jiz zminéna kontrola emoci. Na rozdil od fa-
nouski a laika se kritici snazi si své emoce vyvolané recepci dila uvédomovat a reflektovat
souvislost mezi vlastnim prozivanim a kvalitami dila.” Cilem této reflexe je posoudit le-
gitimitu emoce, resp. uméleckou hodnotu dila. Kritik si klade otazky: 1) jaké kvality dila
v ném dany prozitek vyvolaly a pro¢; 2) do jaké miry je tento dojem ovlivnén trvalou
osobnostni dispozici kritika a do jaké miry je jeho soud konzistentni s pfedchozimi hod-
nocenimi; 3) jakym zptsobem dilo daného emocialniho t¢inku docililo.

Tato objektivizace emoci je dosahovana rtiznymi zptsoby. Néktefi respondenti srov-
navaji napiiklad svou reakci s opaénymi nazory a reakcemi divédkd na portdlu CSFD
a v prubéhu psani vlastni recenze si teprve ujasnuji vlastni pozici, resp. mohou dospét ke
zméné svého hodnoceni a nazoru. Svou prvotni reakci respondenti porovnavaji rovnéz
s nazory dalsich kritikd, popt. odhadovanymi reakcemi ¢tenditi média, pro které pisi. To
ov$em neznamena, ze sviij nazor oportunisticky prizptisobuji o¢ekdvanym reakcim ¢tend-
. V pripadé, Ze se jejich ndzor rozchazi s vétsinovym nazorem komunity kritikd, anebo
oc¢ekavanimi editorti a ¢tenart média, jsou ve svych hodnoticich soudech opatrnéjsi, ane-
bo svou pozici peclivéji zdiivodnuji. Nékterfi respondenti se na film divaji vice nez jednou
a srovnavaji prvni a druhy dojem: ,,Kdyz to vidite podruhé, tak mate moznost srovnani
s dojmem z prvniho zhlédnuti, tak to vzdycky vyvazujete.” (kritik 2) Dal$im zptisobem
objektivizace emoci je kontextualizace dila, tj. dohledavani informaci o podminkach jeho
vzniku a jeho tématu:

Uz to, Ze se ¢lovék na film podiva a pak si sviij nazor koriguje tim, Ze cte kritiky, cte,
co o tom Fikaji tviirci, pfemysli, jestli néjaké vyhrady davaji smysl v tom smyslu, Ze

22) David Hume, O normé vkusu. Aluze 5,2002, ¢. 2, s. 82-91; Immanuel Kant, Kritika soudnosti. Praha: Odeon
1975.

23) Postoj kritika k emocim koresponduje s Bulloughovou naukou o estetické distanci jako zékladnim principu
estetického vnimani. Pfedpokladem estetického proZivani okolnich véci je podle Bullougha distance pozo-
rovatele od svého praktického ,,ja“ Tato distance predpoklada reflektivni vztah k vlastnimu prozivani, tj.
uvédoméni, co a jak na nds pasobi. Chybou v estetickém vnimani je podle Bullougha ztréta distance, kterou
muize v pripadé kritika zpusobit tzv. pre-distancovani, tj. sledovani dila bez emocidlniho zaujeti v dasledku
soustfedéni pozornosti na jeho technické parametry (kamera, stfih, podobnost literarni predloze apod.).
Chybou je ovéem také tzv. pod-distancovani, tj. nereflektovana bezprostfedni emocidlni reakce na zhlédnu-
té dilo. Viz Edward Bullough, ,,Psychicka distance” jako faktor v uméni a esteticky princip. Estetika 32, 1995,
¢ 1,s.10-30.
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nejsou tieba fakticky mylné. Ze ja tteba ocekdvam, Ze nékde bude néjaky typ scén,
treba super automobilové honicky, a pak zjistim, Ze tilidi na to neméli rozpocet, tak-
Ze nemizu ocekavat od néjakého danského akéniho filmu za pét miliont totéz, co
od néjakého hollywoodského za sto padesit milionu. (kritik 1)

Cilem reflexe je zjistit, zdali kauzalni pti¢iny zptisobujici urc¢itou emocialni reakci,
predstavuji dtivody pro pozitivni ¢i negativni hodnoceni dila. ,,Zvédomovani emoci® se
projevuje vysvétlovanim cisté hodnoticich ¢i emocidlné zabarvenych pojmi kvalitami ob-
jektu, popt. podminénim pusobeni dila urcitou osobnostni dispozici ,,Pokud méte dispo-
zici X, bude na vés dilo pusobit zptisobem Y

Dlouho jsem nebyl zastance toho, co mi fikala jedna star$i kolegyné, Ze tenhle film
pochopim, az budu mit déti. Zastaval jsem tezi, Ze prece ten film by mél mit kvality
nezavisle na tom, jestli clovék ma, nebo nema déti. Ale neda se to odstfihnout. Mam
déti a chapu urcity véci jinak. Jsem na urcity véci citlivéjsi. Vim, Ze to nemtizu od-
bourat, ale pracuju s tim védomé. [...] TakzZe anticipuju ¢tenafe ve svych recenzich
treba i takhle polopatickym zpasobem: ,,Pokud mate radi romanticky komedie nebo
pokud mate déti nebo pokud jste citlivy na tohleto a tohleto, tak bud si davejte po-
zor, tenhle film neni pro vés, nebo naopak se vam to bude libit o to vic.“ (kritik 6)

V ramci objektivizace emoci respondenti rovnéz rozlisuji mezi legitimnimi a nelegi-
timnimi osobnostnimi faktory, které mohou mit vliv na vysledny hodnotici soud. Zatim-
co trvala dispozice hodnotit dila s ur¢itymi vlastnostmi konzistentnim zptisobem utvari
osobni vkus kritika a je legitimnim faktorem ovliviiujicim hodnoceni, pfechodné emocio-
nalni stavy (§patnd nalada, inava, roztékanost apod.) jsou pokladany kritiky za nelegitim-
ni faktory, které by se do hodnoceni dila promitat nemély. Kritérium déleni osobnostnich
faktorti na legitimni a nelegitimni nekoresponduje ovem s ,kantovskym® rozlienim
mezi obecné sdilenou zkugenosti ¢i dispozici na jedné strané a individualni osobni per-
spektivou ¢i idiosynkratickym faktorem na strané druhé,*” ale je zavislé na stélosti indivi-
dudlni dispozice. Pokud je vkus utvaren vysoce individudlnim faktorem, jakym je napti-
klad vale¢na zku$enost ¢i melancholickd povaha, respondenti tento faktor povazuji
z hlediska hodnoceni nejen za legitimni, ale také za Zadouci, protoze zvysuje kritikovu
vnimavost vi¢i danému dilu a mtize vyrazné prispét k jedinecnosti, novosti a propracova-
nosti kritikova nahledu. Respondenti se proto snazi pfi hodnoceni odhlizet od pomijivych
osobnostnich faktort, které odvadéji jejich pozornost od posuzovaného dila (unava, na-
$tvanost apod.) a narusuji konzistenci jejich hodnoceni, tj. integritu jejich osobniho vku-
su, podle kterého jsou pro své ¢tenafe jednak rozpoznatelni a jejich soud je — za predpo-
kladu podobného vkusu — spolehlivym indikatorem (ne)kvality dila:

Pocity momentélniho naladéni, pokud to nejsou véci typu, ze jdu do kina zpruzely,
ze jsem musel brzo vstdvat a ten film mé vlastné nezajima, to je néco jiného, ale ty

24) Elisabeth Schellekens, A Reasonable Objectivism for Aesthetic Judgements: Towards an Aesthetic Psychology.
London: King’s College London 2008, s. 49-91.
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osobni pocitové véci vyladuji vasi citlivost viici filmu jinym zptisobem, nez ma
nékdo jiny, to znamend, Ze to mize hodné pomoct. [...] A zase ve spousté pripadu
to muiZze byt véc, kterd textu miize pomoct, protoze to muze vyladit vasi citlivost,
pokud se dobte potkate s tim filmem, na néco, co vam ten film pomuize rozkryt pec-
livéji, to je blbé slovo, néjakym zptusobem osobitéji, nez to udélaji ostatni kritici.
(kritik 2)

Soudasti ,,prace s emocemi je rovnéz rozliSovani mezi fale$nymi (,,povrchnimi, ,,laci-
nymi“) a pravymi (,,hlubokymi, ,,autentickymi“) emocemi, které dilo v divdkovi vyvola-
va, a to na zakladé zpusobu, jakym tohoto t¢inku dilo dosahuje. Pokud je zptisob vyvola-
ni emoce kritiky vyhodnocen jako manipulativni, respondenti hodnoti dilo negativné.
Ukézkovym ptikladem je hodnoceni filmu AMELIE Z MONTMARTRU, ktery podle jednoho
z respondentti ptsobi otravné mile, protoze vypravény pribéh o bezstarostné lasce ve vi-

zualné stylizovaném prostfedi je v prikrém rozporu se socialni realitou pafizské ctvrti
Montmartre, ve které byl film natacen.

Zavér

Zavérem lze konstatovat, Ze navzdory tomu, Ze jazykovd hra profesionalnich kritikd i fa-
nouskd md stejny ilokuc¢ni cil, tj. dospét k vlastnimu nazoru na zhlédnuté dilo, které kore-
sponduje s osobnim vkusem mluv¢iho, existuji mezi nimi i rozdily. Prvni rozdil spociva
v odli$ném pojeti normativity hodnoticiho soudu. Zatimco laici a fanousci na normativni
zavaznost svych soudt rezignuji, popt. ji spojuji s tim, Ze jejich ndzor rezonuje u pocetné
skupiny Ctenari jejich recenzi uvefejiiovanych napriklad na soukromém blogu ¢i v data-
bézi CSFD, kritici normativni platnost hodnoticiho soudu presouvaji do kvalit samotné-
ho hodnoticiho soudu, resp. do jeho autenticity a konzistence a zptsobu jeho zdtvod-
néni.

Dalsi odli$nosti v ramci jazykové hry milovnika uméni je prace s emocemi. Kritici vice
reflektuji vztah mezi bezprosttedni reakei, kvalitami dila a osobnim vkusem. Osobnostni
faktory, které maji vliv na jejich prozitek dila, se ale nesnazi ve vztahu k hodnoceni dila eli-
minovat, ale uvédomovat si je a v kontrolované podobé promitnout do hodnoceni tak, aby
bylo zajimavé, autentické a zaroven srozumitelné pro nékoho, na koho dilo piisobilo od-
lisSnym dojmem. Kontrola emoci je mechanismem, jakym profesionalni kritici vymezuji
pole legitimni kritiky:

Oproti fanouskovskym recenzim zapojuju vice rozum a nespoléhdm se jen na emo-
ce, libido a fetige. [...] Vyzaduje to ode mé umét mluvit nepfijemné o filmech, které
mam rad, a umét ocenit néco i na filmech, které se mi nelibi. (kritik 3)

Klapky na o¢i, podivat se na film a pak to hodnoceni vypdlit, to ne! (kritik 2)

Vymezovani se viici fanouskovské ¢i laické kritice je nejvice patrné v piipadé, Ze toto
pravidlo porusuje nékdo z profesionalnich kritikd:
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Po precteni néjakého textu od [kritika 7] a ode mé se da dobre rozlisit, co je recenze
a co kritika. [...] Ja jsem si v§imnul, Ze [kritik 7] neargumentuje. To je kli¢ova véc.
Ona nepouziva argumenty, ona své recenze skldda z hodnoceni. TakzZe ona hodnoti
jednu véc a pak hodnoti druhou véc. Kazda véta je vlastné hodnotici a nepodporu-
je to ni¢im. [...] Ta kritika by fakt méla mit minimalné dva kroky. To znamend, po-
lozim si otazku, pak se ptam ,,Opravdu to plati ve vSech pripadech nebo je to zdu-
vodnitelny nebo jesté bych to mél né¢im relativizovat nebo neslo by ten pohled
uplné prevratit, neni to Gplné naopak?“ (kritik 3)

Objektivizace emoci filmovymi kritiky koresponduje s teorii psychické distance, ktera
estetické ocenovani podminuje distancovanym a reflektivnim postojem k vlastnimu bez-
prostfednimu proZivdni*® Zatimco kritici dokdzou zaujmout psychickou distanci vicdi
vlastnimu prozivani a objektivizovat zakousené emoce, fanousci této distance schopni ne-
jsou a jejich prozivani se bezprosttedné promita do jejich hodnoceni. Tato schopnost di-
stancovani vysvétluje i schopnost kritikii pozitivné ocenit dila, kterd v nich vyvolavaji
emocidlni prozitky s negativni valenci (tizkost, pocit absurdity, zhnuseni, odpor, litost).2”
Jako neadekvatni je naopak tieba z hlediska praxe profesionalnich kulturnich novinara
odmitnout teorie umélecké kritiky, které sice postuluji diskrepanci mezi prozivanim
a hodnocenim kritika, ale vysvétluji ji tim, Ze kritik pfi formulaci svého expertniho osudu
deduktivné nasleduje pravidla uméleckého uspéchu, ktera jsou objektivné dana pro dany
typ umélecké formy.?” Jako neadekvatni se ukazuje rovnéz teorie estetického soudu, kterd
sice pripousti vliv subjektivity na hodnoceni, ale rozliSuje mezi legitimnimi (interperso-
nélni perspektiva zalozend na obecné sdilenych faktorech a zkusenostech) a nelegitimni-
mi (individualni osobni perspektiva zatizend predsudky, sklony a zajmy jedince) osobni-
mi faktory, které by na hodnoceni mély, ¢i nemély mit vliv.?® Realizovany vyzkum ukdzal,
ze vysoce individualizované osobnostni rysy jsou pravé témi faktory, které jsou z hlediska
hodnoceni filmovych kritikia dilezité a které kromé toho, Ze umoziuji porozumeéni filmo-
vému dilu, napomdhaji k vytvoreni zajimavé a ojedinélé recenze, které prindsi novy po-
hled na posuzované dilo.

Analyza dat v neposledni radé ukdzala, Ze na objektivizaci emoci ma podstatny vliv
rovnéz médium, pro které kritici své filmové recenze pisou. Zatimco kritici pisici pro kul-
turni rubriky s mési¢ni ¢i ¢tvrtletni periodicitou (napt. Cinepur, Film a doba) urcené Cte-
narim (fanousktim), ktefi posuzovany film jiz zhlédli a radi by o ném diskutovali ¢i se
konfrontovali s odliSnym ndzorem, podrobuji své emoce vysoké mife kontroly:

25) Vice k teorii psychické distance viz Edward Bullough, ,,Psychicka distance“ jako faktor v uméni a esteticky
princip. Estetika 32, 1995, ¢. 1, s. 10-30.

26) Vice k empirickému vyzkumu vztahu mezi estetickym hodnocenim a prozivanim u expertti a laikii viz napf.
Helmut Leder a kol., What Makes an Art Expert? Emotion and Evaluation in Art Appreciation. Cognition
and Emotion 28, 2014, ¢. 6, s. 1137-1147.

27) Viz napf. Daniel Kaufman, Normative Criticism and the Objective Value of Artworks. Journal of Aesthetics
and Art Criticism 60, 2002, s. 151-166; Noél Carroll, On Criticism. New York: Routledge 2008.

28) Elisabeth Schellekens, A Reasonable Objectivism for Aesthetic Judgements: Towards an Aesthetic Psychology.
London: King’s College London 2008.
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vs v

Mnozina lidi, ktefi ¢tou kritiky, je mnohem mensi neZ mnozina lidi, ktefi chodi na
filmy. A jsou to lidi, které spi§ zajimaji texty nez filmy, spis ta debata, kterd se o tom
vede v prosttedi kritika. Myslim si, ze bych neovliviioval ani tak lidi, ktefi ten film
nevidéli, ale spi§ se snazim nabidnout néco tém, co uz to vidéli a chtéji o tom dal
premyslet. (kritik 5)

Kritici, kteti piSou do hlavnich novinovych denik ¢i jejichz porad méa omezenou
dobu vysilani, tj. ocitaji se pod vétsim tlakem editort na rychlost a ¢tenost recenze, své
hodnoceni ¢asto zakladaji na prvotni reakci libi/nelibi:

KdyZ jsem tieba ¢as od ¢asu host v rozhlasovém potadu Celisti na Wave, tak tam
vim, Ze neni prostor a neni moc zajem délat néjaké hluboké interpretace, a spis se
chce, z diivodu, kolik tam toho stihnete Fict, tak spi$ feknu to doporuceni nebo ne-
doporuceni, a jsem povrchnéjsi nebo stru¢néjsi, snazim se premyslet o tom, co mam
moznost do toho média fict na tom prostoru, ktery tam je, a tomu se prizptsobit.
(kritik 2)

Navic ¢tenafi a posluchacdi jejich recenzi jsou predevs$im ti, ktefi posuzovany film ne-
vidéli a rozhoduji se, zdali jeho zhlédnuti v kiné vénuji svij ¢as a penize (4. laici). Cilem
jejich kritiky neni proto vést polemiku s alternativnimi ndzory na kvalitu snimku, ale film
¢tenarim doporucit, ¢i naopak nedoporudit: ,,Jsme schopni lidem usettit penize za listek.
Kdyz pozname, Ze ten film za moc nestoji a nalezité to popiSeme, tak fada lidi ndm muze
byt vdécnd, ze mize ztstat doma.“ (kritik 4) Vyzkum soustfedény na podminky prace
profesionalnich kulturnich kritikit mtze proto odhalit dal$i vyznamné faktory, které ovliv-
nuji jazykové hry, které kritici hraji pfi posuzovani kulturnich artefaktt, a mohou tak pri-
spét k pochopeni promén kulturni kritiky v sou¢asnosti.*”

Pavel Zahradka ptisobi na katedfe divadelnich a filmovych studii Univerzity Palackého v Olomou-
ci. V letech 2010-2011 vyucoval estetiku a filozofii uméni jako zastupujici profesor na Miinsterské
univerzité. V letech 2015-2016 vedl mezinarodni vyzkumny tym zabyvajici se etikou kopirovani
v Centru pro interdisciplinarni vyzkum (ZIF) v Bielefeldu. V soucasnosti je hlavnim fesitelem pro-
jektu Vyzkum dopadu stavajici legislativy a strategie Evropské komise pro jednotny digitdlni trh na
&esky audiovizudlni priimysl financovaného Technologickou agenturou Ceské republiky a hlavnim
fesitelem projektu Kvalitativni vyzkum sémantiky estetickych soudu (¢. 18-18532S) financovaného
Grantovou agenturou Ceské republiky.

29) Tato prace vznikla za podpory projektu Kvalitativni vyzkum sémantiky estetickych soudu reg. ¢. 18-18532S
podpoteného Grantovou agenturou Ceské republiky a projektu Kreativita a adaptabilita jako predpoklad
uspéchu Evropy v propojeném svété reg. ¢. CZ.02.1.01/0.0/0.0/16_019/0000734 financovaného z Evropského
fondu pro regionalni rozvoj.
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Citované filmy

Amélie z Montmartru (Le Fabuleux Destin d’Amélie Poulain; Jean-Pierre Jeunet, 2001), Blade Runner
2049 (Denis Villeneuve, 2017), Hastrman (Ondfej Havelka, 2018), Mds ji! (Jeft Tomsic, 2018), Mila-
da (David Mrnka, 2017).
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SUMMARY

Professional vs. Fan Cultural Criticism
Qualitative Analysis of Semantics and Normativity in Evaluation of Films

Pavel Zahradka

The article deals with the reconstruction and comparison of language games played by professional
film critics and film fans evaluating film works. As part of this reconstruction, I focus on a pragma-
linguistic analysis of semantics and normativity of evaluative judgments, which is methodically
based on the analysis of relevant written reviews and semi-structured interviews with reviewers. My
research shows that professional film critics and fans play essentially the same language game of the
art lover, in which evaluative judgements rely on the speaker’s personal taste. The most striking dif-
ference between the language games of both types of respondents lies in the reflexive work with the
emotions they experience while watching a movie, namely in a different relationship between film
critics’/fans’ emotional experience and their evaluation.

keywords: film criticism, language game, normativity, semantics, emotions

klicova slova: filmovd kritika, jazykovd hra, normativita, sémantika, emoce
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Film Archives and Sharing

In April 2018 Narodni filmovy archiv, Prague welcomed delegates and guests of the 74th
Congress of FIAF. Prague organizers chose “sharing” as a guiding principle for FIAF’s two-
day Symposium with the aim of highlighting as many aspects of the term as possible.
While all archives acknowledge the uniqueness of their collections, they try to come up
with ways of sharing not only their “content” but also their related data, as well as the tools
and methods they use to preserve and research them. In addition, as FIAF archives, part
of an international community, they don’t operate as islands but must consider their ef-
forts and tasks in line with other partners in the field, just like other cultural heritage in-
stitutions. At this Symposium, invited speakers examined and discussed what film ar-
chives share, with whom, and how, but also the possible limits of sharing, and what
justifications they might have.

This issue of Iluminace develops the notion of sharing discussed at the symposium
with the aim of better understanding what challenges lie before film archives today. The
theme of sharing is spread out across different columns: peer-reviewed articles, reports,
projects, and interviews.

In her text, Beatriz Tadeo Fuica opens an important topic about the influence of inter-
national exchange between archives and the organization of retrospectives on the creation
of a film canon. In the forefront of her interests are France, Uruguay, and Argentina. Fui-
ca analyses the relationship between archives and film clubs and highlights the key role of
Henri Langlois in the early process of building foreign film collections. Alain Boillat and
Frédéric Maire present a collaboration between the Cinema Department of the Universi-
ty of Lausanne and the Cinématheque suisse. Their descriptive article highlights how aca-
demic researchers can contribute to the knowledge and interpretation of archival collec-
tions.

Marie Bare$ova interviewed Michael Loebenstein, FIAF’s Secretary General, but above
all the current director of the Austrian Film Museum and former director of the National
Film and Sound Archive of Australia. Many years of experience in managing archival in-
stitutions and collaborating on a number of international projects enables Loebenstein to
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compare concrete institutional practices and articulate the current challenges of the field.
One recent significant events of the film-archive world has been the publication of the
FIAF Moving Image Cataloguing Manual (2016). Thelma Ross from the Museum of Mod-
ern Art Film Center and Head of the FIAF cataloguing committee spoke with Ladislav
Cubr and Mat¢j Strnad, among others, about how archives can work with their data.

Two of the texts are devoted to the work of Czech film archivists with a collection of
films by the Czech cinema pioneer Jan Ktizenecky. Jaroslav Lopour describes the compli-
cated identification of Jan KtiZzenecky’s films using a broad range of press articles from the
end of the 19* century. Jeanne Pommeau presents the procedures chosen for the digitiza-
tion of Ktizenecky’s work. The digitization will make these unique films available to the
general public in a form that would not have been achievable by photochemical proce-
dures.

In their project Nadja Si¢arov from Slovenian Cinematheque and Janneke van Dalen
from the Austrian Film Museum point out that the archivist profession is not exclusively
shaped by educational and training activities, such as special study programs, internships,
workshops, summer schools and the like, but also by the exchange of experience and
knowledge across generations of archivists. According to their findings, all innovations in-
itiated by the advent of new technologies or new ways of thinking about archiving must be
understood in continuity, as a continuation of the long-term work of earlier generations.

Petr Bednarik’s review in the Horizon column is also related to the topic, even though
we do not publish it in English. Bednatik reviews Jan Trnka’s monograph on the history of
the Czech film archive, which examines how the practice of the film archive have changed
in long-term political, social and technological developments.
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Beatriz Tadeo Fuica

Tracing Past Exchanges between
European and South American
Cinematheques

A Key to Understanding the Impact of Sharing

Collaboration between archives from all over the world to preserve and provide access to
films is not new and there are many examples that testify to this. In 1991, the Lumiére Pro-
ject gathered European film archivists with several aims: organizing joint restoration pro-
jects, writing a collective European filmography, and searching for and identifying lost Eu-
ropean productions.” Institutions from Austria, Belgium, Denmark, France, Germany,
Greece, Ireland, Italy, Luxembourg, Netherlands, Norway, Portugal, Spain and the United
Kingdom were members of this initiative.? However, the collections of two Uruguayan in-
stitutions — the National Archive SODRE and the Uruguayan Cinematheque — also pro-
vided copies of lost European films to the “Search for Lost Films Bureau” created and
based at the Cineteca di Bologna as part of the Lumiére project. When Gian Luca Farinel-
li and Vittorio Martinelli accounted for film losses and recoveries they referred to the val-
ue of the collection of Uruguayan cinephile Fernando Pereda, who “collected large num-
bers of films in the late 1920s, including many hand-coloured early works” These prints,
held at SODRE since the 1970s, became part of the Lumiére project and thanks to the co-
operation between the Uruguayan institutions and the cinematheques of Bologna and
Belgium, the films were restored and later screened at the 11" Edition of the Cinema Ri-
trovato Festival in Italy.”” Almost two decades later, in 2008, the finding of a longer version
of Metropolis (F. Lang, 1927) in the Museo del Cine Pablo Ducrés Hicken in Argentina
provides another more recent example of a European film recovered from an archive in

1) José Manuel Costa, ‘Working Together’, in Catherine A. Surowiec (ed.), The Lumiere Project: The European
Film Archives at the Crossroads (Lisbon: Associagio Projeto Lumiere, 1996), p. 9.

2) Catherine A. Surowiec (ed.), The Lumiere Project, p. 247.

3) Gian Luca Farinelli and Vittorio Martinelli, “The Search for Lost Films, in Surowiec (ed.), The Lumiere
Project, p. 179.

4) Eugenio Hintz, Algo para recordar: la verdadera historia de Cine Club del Uruguay (Montevideo: Ediciones
de la Plaza, 1998), p. 98-100; Gian Luca Farinelli, XXVI Mostra Internazionale del Cinema Libero
IL CINEMA RITROVATO 1997, undicesima edizione, <http://www.cinetecadibologna.it/files/festival/
CinemaRitrovato/archivio/fcr1997.pdf> [accessed 10 August 2018].
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the south.” These cases remind us of the importance of the circulation of copies among
different countries and institutions. The history of film circulation, however, has tended to
be overlooked and more work certainly needs to be done on this topic, which has been
crucial for the origin of many archives.

In her study of the history of the circulation of experimental and avant-garde films and
video art from the 1960s, Erika Balsom emphasizes that the act of reproduction “is the
means by which works are disrespected and the means by which works become known; it
is the way formats will be driven into obsolescence and the way works in obsolete formats
will be saved from obscurity”® These observations are relevant to this article inasmuch as
the copies that travelled among institutions were mostly made without the authorization
of copyright holders. However, thanks to the circulation of these copies, far-flung specta-
tors became familiar with a cinema that was not necessarily released abroad. Likewise, as
pointed out, the circuit created among film archives has permitted the finding of lost films
and the further reconstruction of collections.”

The aim of this article is to contribute to uncovering and analyzing film exchanges be-
tween the French cinematheque and the cinematheques in Buenos Aires (Argentina) and
Montevideo (Uruguay) in the aftermath of World War II. It therefore follows the perspec-
tives of so-called “new cinema history”, which, in the words of Richard Maltby, is part of
“an emerging international trend in research into cinema history [that] has shifted its fo-
cus away from the content of films to consider their circulation and consumption, and to
examine the cinema as a site of social and cultural exchange”® The analysis of the traces
that these past exchanges left on the screens, archives and films that entered this circuit al-
lows us to reflect more broadly on the impact of the practice of collection sharing, which
has been at the core of the International Federation of Film Archives (FIAF) since its con-
ception.

In the aftermath of WWII the opening of several cinematheques around the world cre-
ated an extraordinarily rich and complex transnational circuit of film and non-film ex-
changes. Although archives’ critical role in the writing of film history through their selec-
tion and preservation policies has been widely acknowledged,” the importance of the
circulation of films promoted by these same archives has been taken for granted. As Car-
oline Frick has pointed out, “although the major histories of film archives have focused
upon FIAF’s preservation-related activities, the organization maintained an ongoing in-
terest in developing international distribution networks of ‘classic’ films throughout the
1950s”'” An exploration of part of this circuit is intended to show the importance that
these exchanges had for the history and present of cinema.

5) Ake Bergvall, ‘Apocalyptic Imagery in Fritz Lang’s “Metropolis™, Literature/Film Quarterly, vol. 40, no. 4,
(2012), pp. 246-257; Thomas Elsaesser, Metropolis (London; New York: Palgrave Macmillan, 2012).

6) Erika Balsom, After Uniqueness. A History of Film and Video Art in Circulation (New York: Columbia
University Press, 2017), p. 24.

7) In this article no specific distinction has been made between the terms cinematheque and film archive.

8) Richard Maltby, ‘New cinema histories, in Richard Maltby, Daniel Biltereyst and Philippe Meers (eds.),
Exploration in New Cinema History: Approaches and Case Studies (Malden, MA: Wiley-Blackwell, 2011),
p.3.

9)  Eric Schaefer, ‘Introduction. In Focus: the 21% Century Archive, Cinema Journal, vol. 46, no. 3 (2007), p. 112.

10) Caroline Frick, Saving Cinema: The politics of Preservation (Oxford: Oxford University Press, 2011), p. 106.
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In order to tackle this important aspect of the Federation, under-researched sources
need to be explored. For this article, the retrieval and analysis of documents such as let-
ters, telegrams, shipping orders, insurance policies and programs kept in the administra-
tive collections of the institutions — SODRE, FIAF, Uruguayan and French cinematheques
— were crucial.'” This methodological choice has been carefully evaluated, since it has
been noticed that exchanges between archives have mostly been overlooked due to the se-
crecy around them. Even if these cinematheques were doing their best to preserve and
screen films that would have otherwise been lost forever, they had a dubious legal status
and were frequently attacked by rights holders.'? Catalogues were not shared to avoid
problems and also to choose which films to share. As Langlois put it, “we are bound to
keep a professional secret, like banks”! If no-one knew what was in a collection, no-one
could request a specific title. When films were shared, the interactions remained private.
As José Manuel Costa has pointed out, “the international network was a network of com-
plicity”'¥ The relationship between archivists and programmers was based on trust. As
a consequence there are not many records of these exchanges today. Current archives do
not necessarily know where their copies come from, since perhaps no traces remain be-
yond some administrative exchanges. Moreover, during the last seven decades, these insti-
tutions have moved premises a few times and most have lost parts of their collections in
fires. However, even if lacunar, the documents that still exist today do give us a solid start-
ing point to identify and analyze concrete examples of the circulation of copies between
these three countries: Argentina, France and Uruguay.

In the pages that follow, the analyses of precise film exchanges are organized into two
tendencies: from south to north and from north to south. The first section explores both
the retrieval of European films in the south and the inclusion of films made in the south
in the programs of the French cinematheque. The second studies the circulation of Euro-
pean cinema on southern screens and its possible impact on the perpetuation of a canon
of classics. Before exploring specific cases, a brief history of the creation of the South
American cinematheques and the beginnings of the interactions with Henri Langlois, the
general secretary of the French institution, will be presented.

From cine-clubs to cinematheques
After WWITI, the FIAF resumed its activities and organized its second congress in Paris, in

1946.") During the years between the immediate aftermath of the military conflict and the
end of the 1950s, the French cinematheque was at the core of the Federation and Langlois

11) The archive of the Argentinean Cinematheque could not yet be visited. However, the French Cinematheque
has a very complete archive of the interactions between Langlois and Roland.

12) Pierre Barbin, La Cinémathéque frangaise 1936-1989: Inventaire et légendes (Paris: Vuibert, 2005), pp. 65-66.

13) Henri Langlois, letter to René Jeanne, 25 November 1953, cited in Laurent Mannoni, Histoire de la
Cinémathéque frangaise (Turin: Gallimard, 2006), p. 169.

14) Costa, “Working Together”, p. 13.

15) For the activities of the FIAF during the war years see, Christophe Dupin, ‘FIAF: From a Promising Start to
Forced Hibernation (1938-1945), The Journal of Film Preservation, vol. 99, 2018, pp. 77-89.
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was to become its leading figure.'® He believed in the importance of screening and circu-
lating films even at the risk of damaging or losing copies. This belief could be traced back
to his origins as a cinephile, collector and programmer of Le Cercle du Cinéma, the cine-
club he founded with Georges Franju in 1935 and for which he continued programming
until 1947.

At the beginning, most of the films that were part of the French cinematheque would
be screened at cine-clubs both in France and abroad. However, as time passed the num-
bers of these film societies grew and it became more difficult to cater for their screening
needs."” In addition, Langlois saw the creation of the French Federation of Cine Clubs
(FFCC) in 1946 as a direct competitor to the French Cinematheque. The FFCC also had
its own collection of films and some cine-clubs would attempt to purchase the same films
he had set his eyes on.!® Problems also existed with copyright holders who deposited their
films in the institution managed by Langlois and only wanted them to be screened in sim-
ilar settings. Luis Builuel, for example, allowed copies of his film Age of Gold (Lage dor,
1930) to be screened in film museums and cinematheques, even outside France, but not at
cine-clubs.'

Conflicts between archives and cine-clubs extended beyond France. To provide
a framework for their interactions, the International Federation of Cine-clubs (FICC) and
the FIAF signed a “gentleman’s agreement” at the FIAF congress in Rome in 1949 to define
the terms and conditions of their relationships. Among other things, the screening of
FIAF films would be allowed in cine-clubs only under the auspices and control of a na-
tional FIAF affiliated archive.”’ However, in practice, Langlois considered that it was bet-
ter if films belonging to the French cinematheque were to circulate among similar institu-
tions that were already — or soon to be — affiliated with the Federation. When foreign
cine-clubs contacted him to borrow films from his collection, he would persuade them to
transform their institutions into cinematheques. This is how, in Argentina, the cine-clubs
Gente de Cine and Cine Arte created the Cinemateca Argentina in 1949 and, in Uruguay,
Cine Universitario and Cine Club del Uruguay teamed up to inaugurate the Cinemateca
Uruguaya in 1952. However, history is never linear and there are always a few layers to dig
up in order to fully understand why these institutions and the French cinematheque start-
ed interacting and exchanging material.

The first contact between Langlois and Uruguay took place in 1947 when Danilo
Trelles, director of Cine Arte SODRE — the National film archive and screening outlet
managed by the Uruguayan state (henceforth SODRE) — wrote to Langlois asking to bor-
row copies of films that were not easily found in the region.?” Langlois responded warm-

16) Raymond Borde, Les Cinémathéques ([Paris]: Ramsay Poche cinema, 1988), p. 96.

17) Mannoni, Histoire de la Cinémathéque frangaise, p. 166. For further information on French cine-clubs, see
Léo Souillés-Debats, La culture cinématographique du mouvement ciné-club: une histoire de cinephiles (1944
1999) (Paris: AFRHC, 2017).

18) Mannoni, Histoire de la Cinémathéque frangaise, p. 167.

19) Henri Langlois, letter to Paulo Emilio Sales Gomes, 12 January 1951. Cinémathéque Frangaise Archives
(Hereafter A-CF).

20) Gentleman’s agreement, 26 November 1949. A-CE.

21) Danilo Trelles, letter to Henri Langlois, 15 July 1947. A-CE
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ly to this approach. He described briefly his collection and envisaged fruitful interactions
between both institutions. In line with his constant search for lost films, Langlois asked to
be sent SODREs institutional programs to see if there were copies of films in Uruguay that
were missing in Europe. If that were the case, promising exchanges were planned.?? In this
context, SODRE was invited to join FIAF straightaway. In August 1948, Langlois remind-
ed Trelles that, together with Iris Barry, he wanted SODRE to apply as a full member as
soon as possible, so that it could be admitted at the following congress.? Trelles submit-
ted the application at the beginning of September 1948 and it was accepted that same
month.?

Argentina founded its cinematheque the following year. Indeed, a document dated
September 1949 and signed in Paris by Elias Lapzeson from Cine Arte, Roland from Club
Gente de Cine and Langlois reveals the agreement under which these Argentinean cine-
clubs were to become one cinematheque following “the rules, aims and regulations of the
International Federation of Film Archives, which they commit to respect.”* This docu-
ment inaugurated the interaction between Roland and Langlois and the exchange of films
between both countries. However, Roland postponed the Argentinean Cinematheque’s
application to enter the FIAF for three years. At the Congress of Amsterdam in 1952 this
cinematheque was accepted as a corresponding member and its membership became ef-
fective at the Congress of Vence in 1953.%)

A newly created Uruguayan cinematheque went through the same process at the Am-
sterdam and Vence congresses. Although SODRE was already the archive representing
Uruguay at the FIAF, other Uruguayan institutions were created to join the Federation. As
the relationship between Trelles and Langlois became very strained at the turn of the dec-
ade, Langlois sought other means of contact with cine-clubs and collectors from the coun-
try. In order to circumvent SODRE, with the help of Roland (his Argentinean colleague,
who frequently interacted with the two main cine-clubs in Montevideo: Cine Universitar-
io and Cine Club del Uruguay) contacts were established with Walter Dassori and Euge-
nio Hintz, from both Uruguayan institutions, respectively. For the congress in Amster-
dam, each cine-club had inaugurated its own cinematheque and both of them applied to
enter the FIAF: Cine Universitario had created the Uruguayan Cinematheque and Cine
Club del Uruguay had founded the Cinematheque of Independent Cinema.?” However,
a year later, after overcoming local rivalries and differences, the two cinematheques
merged their collections and kept the name Uruguayan Cinematheque.?® This institution
would provide films for screening to both cine-clubs. It would also, occasionally, organize

22) Henri Langlois, letter to Danilo Trelles, 4 August 1947. A-CF.

23) Henri Langlois, letter to Danilo Trelles, 19 August 1948. A-CE.

24) Danilo Trelles, letter to FIAF’s president, 3 September 1948. FIAF Archive (Hereafter A-FIAF); G. Toeplitz
and Barry Iris, letter to Danilo Trelles, 30 September 1948. A-FIAE

25) Henri Langlois, Elias Lapzeson and Roland, Document, September 1949. A-CE. The author translated all the
documents that were written in a language other than English.

26) Roland, letter to Henri Langlois, 8 May 1952, A-FIAF; Roland, letter to FIAF, 19 October 1953, A-FIAF;
E Gaffary, letter to Roland, 26 November 1953, A-FIAF.

27) Minutes FIAF Congress Amsterdam 1952, 29 October 1952, 14h30, pp. 1-18. A-FIAE.

28) Eugenio Hintz and Walter Dassori, et al., Minutes of meeting, 7 December 1953. Archives Cinemateca
Uruguaya (Hereafter A-CU).
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its own screenings. The 1953 congress of Vence sealed the Uruguayan Cinematheque’s full
membership with the FIAE?) In contrast to SODRE, which was state-funded, both the
Uruguayan and Argentinean cinematheques were private and aimed to follow the French
cinematheque’s organizational principles.

In terms of the larger historical context, the period in which interactions between the
French, Argentinean and Uruguayan institutions began was peculiar. During WWII, both
South American countries were able to develop industrial projects and also received Eu-
ropean immigration. By the end of the war, Argentina and Uruguay were in good eco-
nomic shape. Admiration for and close ties to European culture — cinema included — re-
sulted in trips and cultural exchanges on several levels. Cine-clubs were very popular and
would screen films that either belonged to local collectors (who would travel and purchase
small-gauge copies of European or American classics), were lent by embassies or were
purchased to national or regional distributors. However, as the 1950s advanced both
countries experienced major social and economic crises. Beyond the political specificities
of each country, this was the consequence of, among other things, the recovery of Europe
and the fragility of an industrialization project that could no longer be promoted and pro-
tected within a different international context.”

From South to North

This section reveals the mutually beneficial interactions that took place between Paris,
Buenos Aires and Montevideo. The few histories and testimonies dealing with the creation
of the Argentinean and Uruguayan cinematheques have duly acknowledged that Langlois
helped these institutions to access films and that his contributions were important for
their inception.’” However, they have failed to study the ways in which Argentina and
Uruguay also contributed to the collections and screens of the French cinematheque. To
demonstrate this, I will first provide examples of European titles that were recovered from
Argentinean collections before referring to cases of films made in either Argentina or
Uruguay that were programmed at the French cinematheque.

The recovery of Soviet and German “lost films”

The documents available today suggest that Langlois’s interest in recovering Soviet and
German films was the driving force behind the interaction with Argentina. From there, at
the beginning of 1950, Langlois received, in a first delivery, four Soviet films that he had

29) F. Gaffari, letter to Walter Dassori, 24 November 1953. A-FIAE.

30) For Argentina, see Juan Carlos Torre (ed.), Nueva historia argentina: los afios peronistas 1943-1955 (Buenos
Aires: Editorial Sudamericana, 2002); for Uruguay, see Gerardo Caetano and José Rilla, Historia contempo-
ranea del Uruguay: de la colonia al Siglo XXI (Montevideo: Editorial Fin de Siglo, 2005).

31) See Christian Dimitriu, ‘La Cinemateca argentina — Entrevista con Guillermo Fernandez Jurado, The
Journal of Film Preservation, vol. 74-75, 2007, pp. 15, 17-18; Germadn Silveira, ‘Réseaux culturels, réseaux
politiques. Les archives du film en Amérique latine, des années 1950 aux années 1970, Artl@s Bulletin,
vol. 3, 2017, pp. 38-41.
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long sought for: The New Babylon (La nouvelle Babylone; G. Kozintsev, L. Trauberg, 1929),
Zvenigora (A. Dovjenko, Y. Solntseva, 1927), Two Days (Les deux jours; G. Stabovoi, 1927)
and The Girl with the Hatbox (La jeune fille au carton a chapeau; Boris Barnet, 1927).3?
However, these were not the only Soviet films he received from the Argentinean institu-
tion. In 1951, he was also sent Penal Servitude (Trabajos forzados; Y. Raizman, 1928)** and
The Three Million Trial (Le procés des trois millions; Y. Protazanov, 1926).>Y According to
the French cinematheque’s programs available today, with the exception of The New Bab-
ylon and Penal Servitude, all the films had been programmed at least once close to their
arrival dates: Zvenigora on 10 November 1951; Two Days and Girl with the Hatbox on 20
March 1951; and The Three Million Trial on 29 October 1951.* The programming of
Soviet films was frequent at the French cinematheque, which at that time had daily screen-
ings of the same film at its premises at 7 Avenue de Messine at 6.30pm, 8.30pm and
10.30pm.

In the context of the Cold War, Langlois’ search for Soviet films is very telling. Al-
though contacts with Russia can be traced at the French cinematheque during these same
years, evidence suggests that it was easier to receive these films from elsewhere. Indeed,
documents reveal that Soviet titles did travel from distant spots. In the case of October
(S. Eisenstein, 1927), for example, in an attempt to compare the length of his copy with the
one held in Argentina, Langlois mentioned that the film at the French cinematheque came
from New York’s MoMA. He also said that he had no copy of Ivan the Terrible (S. Eisen-
stein, 1944). However, he instructed Roland not to send him his copy as he was expecting
to get one from other institutions in Europe.>®

In 1950, Langlois requested the help of his Argentinean colleague in searching for sev-
eral lost Soviet films, including The Deserter (Le deserteur; V. Pudovkin, 1933), A Simple
Case (Un simple cas; V. Pudovkin, 1930), Ivan (Ivan de laerograd; A. Dovjenko, 1932),
Three Songs about Lenin (Trois chants de Lenine; D. Vertov, 1934) and Strike (Greéve;
S. Eisenstein, 1925). Langlois emphasized the importance of these titles, by saying, “if you
found these films and, particularly, the last one [Strike] you would have oeuvres of great
exchange value because all the cinematheques, even New York, are after them and would
be very happy to have them”?” Moreover, he mentioned that he had heard that there was
a copy of Three Songs about Lenin in Chile and that all the cinematheques were after it.

In response to Langlois’s request, Roland said that the last copy of Strike held in Argen-
tina had burnt in a fire and there were no copies of the other titles in the country. Howev-

32) Henri Langlois, letter to Roland, 17 January 1950. A-CE In the documents titles were written in either
French or Spanish and, in most cases, there was no indication of director or year of production. If they were
available, I respected the information provided in the letters. Missing information was completed using da-
tabases and relevant bibliography. In addition to the English title, either the Spanish or French name used in
the letters was left inside brackets to provide the reader with extra information on the names with which the
films circulated at that time.

33) French Embassy in Argentina, letter to Miss Catala, 23 June 1951. A-CE

34) Roland, letter to Henri Langlois, 19 October 1951. A-CF; Roland, telegram to Henri Langlois, 20 October
1951. A-CE.

35) 1951 programs. A-CE.

36) Henri Langlois, letter to Roland, 12 February 1951. A-CE.

37) Henri Langlois, letter to Roland, 13 March 1950. A-CE.
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er, from a historiographical point of view, the lists of films that were sought for provide us
with valuable information today. They reveal which films were thought to be lost at the be-
ginning of the 1950s and this could therefore prompt further research on when and how
these films, which are widely accessible today, were finally presented to European audi-
ences. Moreover, Langlois’s emphasis on the “great exchange value” of these titles points to
the expectations behind film loans. This value was passed on with the films. This is why
Langlois requested the permission of his Argentinean colleague to make countertypes of
the copies that belonged to his institution and were in Paris, so that he could exchange the
new copies with other European archives.”® The authorization was granted.’ As Bregt
Lameris writes in her study of the history of the Netherlands Filmmuseum, within the
FIAF there was a hierarchy of archives, depending on their collections; the scholar points
out that having titles “regarded as part of the art-film canon” would provide archives with
better conditions when it came to exchanging films with other FIAF institutions.*” By
making countertypes of the films he received from foreign cinematheques, Langlois was
enriching his own collection and was better placed when making further exchanges with
other institutions. If Langlois carried out this project, we may wonder how many film ar-
chives in Europe still have copies of the negatives that he planned to do in 1951. Although
gathering this information could be interesting — especially if archives have these copies
and do not know of their origin — this example shows a way in which specific titles might
have gone from being lost to being disseminated throughout Europe very quickly.

Due to the demise of the German cinematheque, Langlois also tried to recover films
from that country. As he told his Uruguayan colleague, “The German cinematheque [...]
does not exist, but I hope that we will manage, step by step, to reconstruct these archives”*"
In fact, Langlois had been worried about the contents of this archive when the outbreak of
war seemed inevitable. In November 1938, he wrote to his counterpart from MoMA, Iris
Barry, saying “we must expect new trouble by the spring. The more films out of Germany
the better”” His willingness to recover part of what might have been these collections
comes as no surprise. From Argentina, he received, in May 1951, the film Tartuff
(E W. Murnau, 1925)* and five months later The Love of Jeanne Ney (LAmour de Jeanne
Ney; G. W. Pabst, 1927).* Langlois had also identified German titles in Uruguayan pro-
grams. He was extremely interested in H. Galleen’s The Student of Prague (1927). Howev-
er, this title, which belonged to Pereda’s collection, and was part of the Lumiére project in
the 1990s, was never sent to him.

38) Henri Langlois, letter to Roland, 18 September 1951. A-CE

39) Roland, letter to Henri Langlois, 19 October 1951. A-CE.

40) Bregt Lameris, Film Museum Practice and Film Historiography: The Case of the Nederlands Filmmuseum
(1946-2000) (Amsterdam: Amsterdam University Press, 2017), p. 47.

41) Henri Langlois, letter to Danilo Trelles, 6 October 1947. A-CE.

42) Henri Langlois, letter to Iris Barry, 6 November 1938. A-MoMa, cited in Dupin, ‘FIAF, p. 80.

43) Roland, letter to Henri Langlois, 19 May 1951 and 27 May 1951. A-CF; Ms Catala, letter to Roland, 6 June
1951. A-CE.

44) Roland, letter to Henri Langlois, 19 October 1951. A-CF; Roland, telegram to Henri Langlois, 20 October
1951. A-CE
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Argentinean and Uruguayan productions programmed

at the French cinematheque

Although interactions with Uruguay were less frequent than with Argentina, a few copies
travelled from Montevideo to Paris. Here I will focus on a set of films that were sent from
the Cinematheque of Independent Cinema. This was a short-lived institution that gath-
ered the collections of Cine Club del Uruguay between 1952 and 1953 before it was merged
with the Uruguayan cinematheque.

Eugenio Hintz, the head of the institution, seems to have sent Langlois five local titles,
which he defined as “experimental films”*> They were: Fede (A. Mantaras, 1952), Lapsus
(A. Mantaras, 1951), Written on Water (Escrito sobre el agua; E. Amorim, 1952), The Wall
(El muro; L. T. Nilsson) and José Artigas (E. Gras, 1950). Whereas Uruguayan directors were
behind the first three films, an Argentinean filmmaker was in charge of the fourth one, and
the renowned Italian filmmaker Enrico Gras directed the last one. Gras had made a few
films in South America at the time, including Turay (E. Gras, 1949), in Argentina; and
Eye-pupil in the Wind (Pupila al viento; Gras and Trelles, 1949) and Artigas (E. Gras, 1950),
in Uruguay. In fact, Langlois had received Turay from Argentina in order for it to be
screened at the Festival of Antibes in 1950.* Even though the film did not make it on time
for the festival, the copy stayed at the French cinematheque and was programmed later.

The fact that Roland had sent Turay is certainly important, since, as stated, the other
films that had been shipped from the Argentinean cinematheque included Soviet and
German films exclusively. However, the origin of the film becomes less relevant when the
friendship between Langlois and the Italian filmmaker is taken into account.” Langlois’s
interest in Turay was mostly linked to his admiration for Gras’s work rather than to the
fact that the film was made in Argentina. In this sense, the selection made by Hintz be-
comes especially relevant, since it included, in addition to a film by Gras, titles directed by
three Uruguayan directors and one from Argentina.

Hintz’s choices should be framed within the project of creating an Association of Ex-
perimental Documentary and Avant-garde Film that Langlois and Ledoux began discuss-
ing in March 1952. In a letter in which Langlois summarizes the early stages of this pro-
ject, a branch was already anticipated either in Montevideo or Buenos Aires, and Gras
appeared as one of the vice-presidents.” Over the months, Langlois invited different col-
leagues to join “The International Association of Experimental Documentary and Avant-
garde Film”, which had been created under the auspices of FIAE* In parallel, he request-
ed from his colleagues materials for an Exhibition on Experimental Documentary and
Avant-garde Film that he was planning to organize in Paris at the Palais des Beaux Arts.*”

45) Eugenio Hintz, Rapport Cinemateca del cine independiente, 16 October 1953. A-FIAE

46) Roland, letter to Henri Langlois, 24 October 1950. A-CF; Henri Langlois, letter to Roland, 3 November 1950.
A-CE For information on this festival see Laurent Mannoni, Histoire de la Cinémathéque frangaise, p. 153—
166.

47) Danilo Trelles, letter to Henri Langlois, 12 April 1948. A-CF; Henri Langlois, letter to Danilo Trelles,
26 April 1948. A-CE.

48) Henri Langlois, letter to Jacques Ledoux, 7 March 1952. A-CE

49) Henri Langlois, letter to Théodore Huff, 19 August 1952. A-CE.

50) Henri Langlois, letter to Olwen Vaughan, 5 August 1952. A-CF; Henri Langlois, letter to André Thirifays,
11 September 1952, A-CF; Henri Langlois, letter to Richard Griffith, 12 September 1952. A-CF.
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Hintz was among the colleagues that Langlois contacted. At that time, the opening of
a Uruguayan cinematheque was still not very clear to Langlois, so he invited Hintz to cre-
ate a Section of the Federation of Independent Cinema, in charge of documentaries, and
avant-garde and experimental films.” This explains the origin of the cinematheque creat-
ed by Cine Club del Uruguay and the reason it was called Cinematheque of Independent
Cinema.”? In this context, Hintz offered to coordinate with Gras, who was at that time liv-
ing in Buenos Aires, the shipment of different materials related to the production of his
films Artigas (made in Uruguay) and Turay.” At least fifty-four elements, including pho-
tograms, script notes and props were sent to Paris.*?

However, from the documents available it is unclear whether the films from the Ar-
gentinean and Uruguayan directors were programmed at all. The only evidence that might
indicate that they actually were is the generic “South American films” which appears in
a list for the “Screenings and Exhibition of Experimental Documentary and Avant-garde
Film” In contrast, the three films directed by Gras in Argentina and Uruguay were indeed
programmed, at least once, at the French cinematheque in other seasons. Turay was pro-
grammed on 1 November 1950 and 13 April 1953;° Artigas on 28 March 1953; and Eye-
pupil in the Wind on 10 March 1953.° The choice to program these three films emphasiz-
es the importance that Langlois attributed to the auteur. Although he insisted that every
film needed to be taken care of, choices were thoroughly made at the time of program-
ming. Indeed, documents suggest that during these first years of interaction with Uruguay
and Argentina, Langlois was not curious about the developments of their cinemas and did
not request local productions from unknown filmmakers.

From North to South: Consolidating the cannon of French classics

This section focuses on some titles that were sent from the French cinematheque to Ar-
gentina and Uruguay in order to demonstrate that, in these exchanges, access was privi-
leged over quality and that this decision has a contemporary impact on restoration pro-
jects. It also explores how these far-flung foreign screens served to reinforce further the
canon of French classics, mostly from the 1920s, that had been already celebrated by
cinephiles in Europe.

51) Henri Langlois, letter to Eugenio Hintz, 7 June 1952. A-CF. The Statutes of the Federation were written in
June 1952 in Paris: “Fédération Internationale du documentaire expérimental et du film d’avant-garde”, June
1952. A-CE.

52) Eugenio Hintz, letter to Henri Langlois, 24 July 1952. A-FIAF; Eugenio Hintz, letter to the President of the
International Federation of Experimental and Avant-garde Film, 24 July 1952. A-FIAF.

53) Eugenio Hintz, letter to Henri Langlois, 4 September 1952. A-CE

54) Cinématheque frangaise, Exposition du cinema experimental et d’avant-garde. Seccion uruguayenne.
Document without date, dated by the author of this article in 1952. A-CE

55) Programme Musée du Cinéma, Cinématheque frangaise, Novembre 1950. A-CF; Programme Musée du
Cinéma, Cinémathéque frangaise, ‘Les Maitres du court-métrage 1893-1953) first semestre, 1953, p. 27.
A-CE

56) Program Musée du Cinéma, Cinématheéque frangaise, ‘Les Maitres du court-métrage 1893-1953), first se-
mester, 1953, p. 22 and 17, respectively. A-CE.
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Trelles and Roland’s motivation behind contacting Langlois was to gain access to films
that had not necessarily circulated in Uruguay or Argentina. The first delivery from the
French cinematheque to SODRE-Uruguay was made during the second half of 1948.
At that time, Langlois sent Nana (Jean Renoir, 1926), The Devil in the City (Le diable dans
la ville; Germaine Dulac, 1924), Peach Skin (Peau de peche; Jean Benoit-Levy, 1928),
Nosferatu (Nosferatu le vampire; . W. Murnau, 1921), Loulou (G. W. Pabst, 1927) and
Okraina (B. Barnet, 1932).5” As we can see, on this occasion, he did not restrict his choices
to French titles and also added one Soviet and two German films. From a FIAF perspec-
tive, Langlois should have limited his selection to French films; however, the political con-
text could explain that he took the liberty of including them. Moreover, this decision
demonstrates the interest he had shown in receiving copies from these origins. Probably it
was part of a strategy that did not work with SODRE (as he never managed to receive the
Soviet and German films he requested) but did end up working later during interactions
with Argentina.

After not receiving anything in exchange from the Uruguayan institution, in 1950 Lan-
glois requested that this group of films be sent to Argentina.”® The Argentinean cinema-
theque used these first copies, which included three French titles, together with films from
its own collection, to screen a season entitled “History of French Cinema”* Indeed, Ro-
land was very interested in French films and was planning to organize regular seasons
with titles from the French cinematheque.®”

In most cases, the shipments from Paris to Buenos Aires included titles that Langlois
suggested and his Argentinean colleague accepted. The first selection, received in October
1950, included The New Gentlemen (Les nouveaux messieurs; J. Feyder, 1929), The Imagi-
nary Voyage (Le voyage imaginaire; R. Clair, 1926), The Faithful Heart (Ceeur fidéle;
J. Epstein, 1923) and El Dorado (M. L'Herbier, 1921).°" The reasons behind these choices
are unknown. From a practical perspective, we can deduce, since the French cinema-
theque had the negatives, that it was easier for Langlois to make extra duplicates.®” How-
ever, in the case of this particular delivery, Roland mentioned that three of the titles — The
New Gentlemen, The Faithful Heart and El Dorado — had arrived without inter-titles.®®
These details inform us about the kind of copies that travelled and remind us of the nature
of cinema itself. Each copy becomes a unique oeuvre and that is one of the reasons current
restoration projects need so much research, time and funding. Not all versions have titles
or share the same ones; not all of them share color processes (if they have any at all), and
the same goes for sound. As Lameris pointed out “film, as a historical source, is also a mul-
tiple object. For this reason, it is extremely important for film historiography and film the-
ory that ancient, even worn-out duplicates of films are preserved”.*” These versions that
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Roland, letter to Henri Langlois, 6 March 1950. A-CE

Roland, letter to Henri Langlois, 24 October 1950. A-CF.
Henri Langlois, letter to Danilo Trelles, 6 October 1947. A-CE.
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have been spread throughout the world and continue to appear today constantly challenge
— and complement — previous findings.*”

The multiplicity of versions can include differences not only in the film’s edition, colors
and sound, but also in the actual gauge. Films from cinematheques were sent in both
35mm and 16 mm. A shipment from Paris to Buenos Aires, made at the end of 1950,
clearly shows this. On that occasion, Argentina received The Red Inn (Lauberge rouge;
J. Epstein, 1923) on 35mm and both An Andalusian Dog (Le chien andalou; L. Buiiel,
1929) and Fever (Fiévre; L. Delluc, 1921) on 16 mm.*® Cheaper laboratory costs prompted
the printing of small-gauge copies, especially made for travelling and wider circulation.
When it came to transatlantic transport, sending 16 mm prints could make a substantial
saving in shipping costs. Moreover, the decision to reduce prints signals that access was
prioritized over quality. This has become a constant in the history — and digital present —
of cinema since the early 1920s, when small-gauge films (9.5 mm and 16 mm) introduced
the concept of portable cinema.” These copies were rented or sold for them to be project-
ed at home. Indeed, many of these domestic copies that were gathered by private collec-
tors ended up feeding the collections of archives around the world when 35mm copies
were in an excessively poor state or had disappeared.

Access was certainly the priority for the French Ministry of Foreign Affairs when it
provided funding to the French cinematheque to circulate around the world a series of
programs promoting French cinema. The selection that entered this project included both
fragments and complete films. The first shipment included R. Clair’s Entracte (1924), The
Italian Straw Hat (Le chapeau de paille d’Italie; 1928) and La Tour (1928); M. L'Herbier’s
The Late Matthias Pascal (Feu Mathias Pascal; 1925), El Dorado (1921, fragment) and Don
Juan and Faust (Don Juan et Faust; 1922, fragment); A. Gance’s The Madness of Dr. Tube
(La folie du Dr. Tube; 1915), The Tenth Symphony (La dixiéme symphonie; 1918, fragment),
Napoleon (1927, fragment) and The Wheel (La roue;1923, fragment); and J. Renoir’s Night
at the Crossroads (La nuit du carrefour; 1932), The Little Match Girl (La petite marchande
dallumettes; 1928, fragments) and Nana (1926, fragment).®® The second group had films
including L. Delluc’s The Flood (Linondation; 1924) and The Woman from Nowhere (La
femme de nulle part; 1922); ]. Epstein’s The Fall of the House of Usher (La chute de la mai-
son Usher; 1928), The Faithful Heart (Ceeur fidéle; 1923, fragment) and The Three-sided
Mirror (La glace a trois faces; 1927, fragment); and G. Dulac’s Themes and Variations
(Thémes et variations; 1928), Spanish Fiesta (La féte espagnole; 1928, fragment), The Smil-
ing Madame Beudet (La souriante Mme Beudet; 1923) and The Seashell and the Clergyman
(La coquille et le clergyman; 1928).%”

As I have argued elsewhere, these programs, classified by the director’s names, show
a dauteur approach and provide an overview of French classics, most of which belonged

65) See Marie Frappat, ‘Histoire(s) de la restauration des films, The Journal of Film Preservation, vol. 94, 2016,
pp- 45-46 and Lameris, Film Museum Practice, pp. 109-123.
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to the silent period and which Langlois frequently programmed in his seasons.”” Explor-
ing the programs in detail also allows us to reflect upon the sense of unity that Langlois an-
ticipated. Otherwise, it would be difficult to understand the shipment of fragments of EI
Dorado, The Faithful Heart and Nana on 16 mm when the full-length copies on 35 mm had
been sent to Buenos Aires before. These programs were intended to continue circulating
in other South American countries and documents show that many of these titles were
sent from Roland to Uruguay to be screened both at Cine Universitario and Cine Club del
Uruguay.”"

Exploring the selection of French titles and directors that crossed the Atlantic between
1948 and 1951 reveals a canon of classics. Christophe Gauthier, in his research on the be-
ginnings of French cinema prior to WWII, identified films considered “classics” in influ-
ential texts on the 1920s and 1930s, such as the screening publications of the cinema Vieux
Colombier, the catalogue of the FFCC, the journal Pour vous and the writings of Jean
George Auriol and H. Langlois. Gauthier’s findings show that classic status had already
been bestowed on Clair’s Entracte and The Italian Straw Hat; LHerbier’s The Late Matthi-
as Pascal and El Dorado; Delluc’s Fever; Gance’s The Wheel; Renoir’s The Little Match Girl;
and Epsteins The Faithful Heart.”™

As time passed these titles continued circulating and representing French cinema. In
March 1957 films such as Dulac’s The Seashell and the Clergyman, Clair’s Entracte and Bu-
nuel's An Andalusian Dog were part of a program called “The French Avant-Garde”
screened at the Netherlands Filmmuseum.” A few decades later these films are still avail-
able and circulating thanks to restoration projects. As an illustration, the likes of Delluc’s
Fever, The Flood and The Woman from Nowhere, Dulac’s Spanish Fiesta, Epstein’s The
Three-sided Mirror, Feyder’s The New Gentlemen and Clair’s The Tower have been restored
by the French cinematheque.” Likewise, it is still possible today to see these films at archi-
val film festivals such as Il Cinema Ritrovato (Italy) and Festival Lumiére (France). To give
only a few examples, Il Cinema Ritrovato programmed in 2016 Benoit-Levy’s Peach Skin
and Epstein’s The Faithful Heart™™ and the Festival Lumiére showed in 2017 Clair’s The Ital-
ian Straw Hat and in 2018 Clair’s Entracte and Renoir’s Nana and The Little Match Girl.™®
If we consider these examples, it is unclear whether these films became classics because of
their quality or their wide circulation, i.e., the availability of copies that made them travel
extensively. Most likely, it is a combination of both that has led to them remaining classics
of film history. However, from a historiographical point of view it is important to establish

70) Beatriz Tadeo Fuica, ‘Echange de Films avec TAmérique du Sud: une étude de séances envisagées par la
Cinématheéque frangaise et le ministére des Affaires étrangeres au cours des années 50), Kinétraces Editions
(forthcoming).

71) Ibid.

72) Christophe Gauthier, ‘Une composition frangaise: la mémoire du cinema en France des origines 4 la Seconde
Guerre mondiale’ (PhD Thesis: University Pantheon Sorbonne-Paris 1, 2007), appendix 31.

73) Lameris, Film Museum Practice, p. 154.

74) See http://www.cinematheque.fr/catalogues/restaurations-tirages/index.php [accessed 20 February 2019].

75) These films were part of a retrospective on the work of Marie Epstein and highlighted her contribution to
both films. See <https://festival.ilcinemaritrovato.it/en/sezione/marie-epstein-attrice-sceneggiatrice-regis-
ta-conservatrice-restauratrice/> [accessed 20 February 2019].

76) See <http://www.festival-lumiere.org> [accessed 20 February 2019].
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a link between today’s availability of classics and the past circulation of films. In this sense,
uncovering the titles that the influential Langlois selected to reach distant audiences helps
us trace how the canon of classics has been created and maintained throughout the dec-
ades.

From then on: some consequences of initial collection sharing

The interaction during the late 1940s and early 1950s between Langlois and cinephiles in
South America has left several still palpable institutional imprints. In theory, a film ar-
chive, or cinematheque, should reach a balance between preservation and access. Howev-
er, history has shown that it is very difficult to reach this balance. In addition, the concept
of preservation has evolved and continues evolving as technologies change. While it is be-
yond the scope of this article to study its evolution, it is important to understand how Lan-
glois conceived of it, especially in the aftermath of WWII.

The fact that for Langlois screening was part of film preservation had a determining
impact on the cinematheques created under his auspices in South America in the late
1940s and early 1950. This influence can be traced as time passed. Indeed, Ernest Lindgren
from the National Film Library in London wondered at the 1969 FIAF congress whether
South America had any film archives at all, because “they seemed not to have any of the
resources necessary to perform any of the functions of a film archive”” Lindgren was re-
ferring to the very practices that he had previously criticized about Langlois’s work at the
French cinematheque.”¥ From the beginning, South American cinematheques indeed
adopted several practices that led them to be considered “mere screeners of cine-clubs””
Beyond the pejorative connotations of this observation, it is true that these cinematheques
were created to access copies for their screening outlets, most of which were previously es-
tablished cine-clubs. Their collections have in fact been mostly composed of projection
copies bought to distributors or received thanks to exchanges between cinematheques,
and donations from local collectors. This fact, however, should not obscure their impor-
tance. On the contrary, these holdings dating from the late 1940s have proven to be more
attractive than expected.

For Langlois, a good way of avoiding losses was to send copies to other institutions
abroad. In March 1948, he wrote to his Uruguayan colleague Trelles saying, “we actually
believe that now is time to address the preservation of cinema and prevent any possible
destruction. It seems to me that the only effective way is to create an international collec-
tion, to multiply copies and to scatter them around different cinematheques”®” Placed in
the post-war context, this idea makes a lot of sense. As this article has demonstrated, the

77) Minutes XXV FIAF Congress General Meeting, New York City, May 21-24, 1969, 33, cited in Janet Ceja
Alcald, Tmperfect Archives and the Principle of Social Praxis in the History of Film Preservation in Latin
America, The Moving Image, vol. 13, no. 1 (2013), p. 78.

78) See Borde, ‘Les Cinématheéques), pp. 122-124; Clyde Jeavons, “The Moving Image: Subject or Object?’, Journal
of Film Preservation, vol. 73, 2007, p. 27.
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fact that copies reached territories outside Europe has been instrumental in the recovery
of various lost titles.

In the late 1940s and early 1950s the French cinephile promoted the creation of insti-
tutions that would follow his cinematheques’ principles and enter the FIAF-created circuit
of film sharing. This practice, which has been in place for almost seven decades, reminds
us that the film and documents dispersed in several archives are pieces of a jigsaw puzzle
that still needs to be put together. The evidence recorded in precise exchanges and the
routes taken by specific titles help us to continue reflecting on the nature of cinema and
the physical condition of film itself. This also allows us to see that contributions were mu-
tually beneficial: in addition to the widely recognized contribution that Langlois made to
cinematheques in Argentina and Uruguay, they in turn added to the development of the
French institution. Studying in depth the networks that the pioneer generation of film ar-
chivists created provides us with analytical tools relevant for understanding further the
creation of canons of classics and present restoration projects. Last but not least, exploring
the comings and goings of specific titles that were part of this circuit reminds us that film
history needs to continue being rewritten in order to acknowledge the work of all the ac-
tors who, throughout time, have contributed to taking care of and disseminating the ab-
stract worldwide film collection that belongs to us all.
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SUMMARY

Tracing Past Exchanges between European and South American
Cinematheques
A Key to Understanding the Impact of Sharing

Beatriz Tadeo Fuica

The aim of this article is to contribute to uncovering and analyzing film exchanges between the
French cinematheque and the cinematheques in Buenos Aires (Argentina) and Montevideo (Uru-
guay) in the aftermath of World War II. In addition to providing a brief history of the creation of the
South American institutions, this article studies specific titles that travelled between these three
countries. On the one hand, it explores how films that arrived from the south allowed for the recov-
ery of titles thought to be lost and contributed to the programs of the French cinematheque. On the
other hand, it examines how the selection that was sent from the north contributed to both the per-
petuation of a canon of classics and the circulation of versions that have an impact on current access

and restoration projects.

keywords: cinematheques, film circulation, film archives, film history, Henri Langlois
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Alain Boillat - Frédéric Maire

Sharing Knowledge between
University and Cinémathéque

The Autant-Lara Personal Archive for Research Projects

An institutional context favourable to sharing

In Switzerland, two institutions dedicated to the history of the cinema are located in the
Canton of Vaud: Cinémathéque suisse, the national film archive, founded in 1948, and
the History and Aesthetics of Cinema Department within the Faculty of Arts at the Uni-
versity of Lausanne (UNIL), created in 1990. From the earliest years of university film in-
struction in Lausanne, under the direction of Professor Francois Albera, at a time when
Cinématheque suisse was headed by Freddy Buache, a productive dialogue was estab-
lished between the two institutions,? taking the form of regular joint events (screening cy-
cles, study days, invitations to filmmakers) and publications, in particular a two-volume
collective work dedicated to the history of Swiss cinema.” In 2006, the Cinema Depart-
ment of UNIL became the leading house of the Network Cinema CH," a national collabo-
ration for teaching and research involving the three major Swiss linguistic regions that has
now been made permanent. Cinémathéque suisse is a partner alongside the universities of
Lausanne, Zurich, and Lugano, as well as the film schools in French-, German-, and Ital-
ian-speaking Switzerland. It participates in managing a teaching program provided in part
on its premises and dedicated to the question of archives — film and otherwise — con-

1) Cinémathéque suisse has one of the most important film collections in the world. It holds more than 85,000
Swiss and foreign films, as well as millions of photos, posters, books, archive files, and documents.

2) For a history of the ties between Cinématheque suisse and the University of Lausanne, see Alessia Bottani
and Pierre-Emmanuel Jaques, ‘La Cinémathéque suisse: faire connaitre le cinématous-azimuts, in Frédéric
Maire and Maria Tortajada (eds.), website La Collaboration UNIL + Cinémathéque suisse, <www.unil-cine-
matheque.ch>, March 2015.

3) The volume, to which a team of researchers contributed, was edited by the director of the Cinématheque at
the time and by a professor of the Cinema Department of UNIL: Hervé Dumont and Maria Tortajada (eds.),
Histoire du cinémasuisse 1966-2000 (Lausanne/Hauterive Cinémathequesuisse/Editions Gilles Attinger,
2007).

4) <http://www.reseau-cinema.ch>. This program is currently led by the CEC (Centre détudes cinéma-
tographiques) of UNIL and the Seminar fiir Filmwissenschaft of the University of Zurich.
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ceived of both from a film preservation/restoration perspective and from one of cinema
management for research purposes or public dissemination. That educational anchoring
is essential for the research dynamic because students become acquainted with a variety of
research methodologies and with certain collections (and even, more concretely, with the
staff of the Cinémathéque — and vice versa!) before their diploma research, for which they
are therefore more inclined to exploit the collections, and, in some cases, pursue that work
at the doctoral level.

In the autumn of 2009, when a new director came to the Cinématheque (the co-author
of this article), the two Vaud institutions set a shared goal of intensifying their collabora-
tion by encouraging research on the vast collections, and, in that way, valorising them na-
tionally and internationally. That project came to fruition in late 2010 with the signing of
a partnership agreement, the “Collaboration UNIL + Cinématheque suisse”, whose steer-
ing committee defines projects to be developed and encourages their implementation.
With that in view, two researchers were mandated to carry out an inventory® of both the
film and non-film archives (paper: screenplays, documentary files, institutional archives,
as well as image and camera) in which they highlighted collections which, thanks to their
exceptional richness, are particularly encouraging research subjects. That document was
circulated internally within the two institutions and discussed during joint meetings,
serving as a basis of early exchanges about research perspectives.

Entries in that inventory include collections on filmmakers such as Alexander J. Seiler,
Daniel Schmid, Michel Soutter, Ernest Ansorge, and Claude Autant-Lara. That institu-
tional context, spurred on by individual energies, has been particularly stimulating for
launching research projects, seven of which have already been financed by third-party
funds,” including five by the FNS (Swiss National Science Foundation). Three of those are
devoted to the directors Ansorge and Autant-Lara, and the first one to be initiated was
emblematic of the goals of the collaboration in that its subject was the history of Ciné-
matheque suisse itself, examined via the institution’s archives. The projects are presented
on a website specifically designed to showcase the activities of the Collaboration;” it in-
cludes, for one of the two projects discussed here, documents and analysis available only
to secondary-school teachers in the context of a continuing education program on the
theme of adaptation.

We should note that the Collaboration UNIL+CS is unique in bringing together three
fields of activity that are in constant interaction: university instruction (to which Ciné-
mathéque employees sometimes contribute for specific interventions), research (devel-

5) Alessia Bottani and Pierre-Emmanuel Jaques, “Les fonds de la Cinématheéque suisse — Eléments pour un
état des lieux”, December 2011 (internal document). Project direction: Prof. Maria Tortajada.

6) In addition to the two projects discussed below, these are: “Cinémathéque suisse: une histoire institution-
nelle” (under the direction of Frangois Albera); “Le cinéma de Nag et Gis¢le Ansorge: institutions, pratiques
et forms” (under the direction of Maria Tortajada); “Histoire des machines et archéologie des pratiques:
Bolex et le cinéma amateur en Suisse” (under the direction of Benoit Turquety); “Liaisons aériennes: aux
croisements industriels du cinéma et de l'aviation” (under the direction of Stéphane Tralongo); “Entre LACS:
Lumiéres sur les archives du cinéma sensible” (a Cinémathéque des Pays de Savoie et de 'Ain/Cinématheéque
suisse partnership).

7)  <http://wp.unil.ch/cinematheque-unil/projets/>. The site is currently managed by Stéphane Tralongo, a re-
searcher at UNIL whose responsibilities include activities specific to the Collaboration UNIL+CS.
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oped by researchers in the context of exchanges with archivists) and scientific and cultur-
al mediation (encouraged by centralised management, thanks to the creation of a new
department within the Faculty of Letters of UNIL, the CEC — Centre for Film Studies).
The latter takes the form of screening cycles closely linked to course subjects or interna-
tional symposia, which frequently take place in part within the walls of Cinématheque
suisse, on the Montbenon site in the city of Lausanne, thereby opening these scientific
events to the general public while offering added value to certain screenings thanks to ex-
pert commentary (public conferences, roundtables, contributions to the Bulletin de la Ci-
nématheque suisse, presentations of films, regular courses open to the public with screen-
ing of film excerpts, etc.). Researchers at the Cinema Department have also organised
several events within the walls of the Cinématheéque to introduce film history and the way
it is studied to secondary education, whether those be continuing education programs or-
ganised for teachers in collaboration with the Haute Ecole pédagogique of the Canton of
Vaud, or screenings for students supported by teaching materials. Those programs have
made it possible to develop an analysis about the place of film studies in pre-university ed-
ucation and about the approaches and tools best adapted to the Swiss context. A study day
organized in Montbenon with media education professionals in 2015 led to the publica-
tion of the special issue “Education and Cinema” in Décadrages, the academic journal af-
filiated with the Cinema Department.®

At the university level, the policy of intensifying collaboration between the University
and Cinématheque Suisse since 2010 has led to the creation of master’s level courses that,
from a professional perspective, combine practical experience and academic reflection. In
addition to the various courses in the archive section, which also include reflection about
the valorisation of film heritage in various forms, a course entitled “Film Distribution”,
jointly led by directors of the Cinématheque and a professor, focuses on film distribution
and release, from the theatre to the small screen, as well as on the economic and cultural
functions of festivals, markets, and archives. In that context, the programming of Ciné-
matheéque suisse has offered a productive practical field, allowing students to become fa-
miliar with the constraints involved in programming as well as with the local cultural fab-
ric. For example, in 2013, master’s students took part in developing a program and
producing presentation texts for a retrospective by Cinématheque suissein parallel with an
exhibition organized by the Fondation de 'Hermitage in Lausanne (“Fenétre: de la Re-
naissance a nos jours”).

The Autant-Lara collection as an object of academic research

The personal archives of French director Claude Autant-Lara, which consist of some
250 inventoried boxes, unquestionably represent one of the most precious collections held
by Cinématheque suisse (fig. 1). This bequest was the result of the friendship between the
filmmaker and the director of the Cinémathéque at the time, Freddy Buache, who au-

8) Décadrages, no. 31 (2015); report led by Séverine Graff, Charlotte Bouchez, and Tristan Lavoyer. Available
online: <https://journals.openedition.org/decadrages/822>.
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Fig. 1

thored what was until quite recently the only monograph dedicated to the filmmaker.”
Held up for more than four years in French customs due to a legal battle between Switzer-
land and France, the archives were deposited in Lausanne in December 2000, a little less
than one year after the filmmaker’s death. He had been very keen to deposit his archives
with Cinématheéque suisse, harbouring a lot of bitterness toward his native country. Those
archives were catalogued by Cinémathéque archivist Nadia Roch, who is currently head of
the non-film department, first in the context of preparations for an exhibition entitled
“One Filmmaker Against Everyone” at the MUDAC (Museum of Contemporary Design
and Applied Arts) in Lausanne in 2002 — an event that was accompanied that same year,
from May to August, by a retrospective of twenty-six of the director’s films at the Ciné-
matheéque.’” The familiarity with elements of the collection that the archivist acquired
made her an important resource person (including for her familiarity with the handwrit-
ing of the manuscripts) for researchers undertaking initial study work with the intention

9) Freddy Buache, Claude Autant-Lara (Lausanne: CAge  Homme, 1982). In 2018, a work by Jean-Pierre Bleys
of the same name was published by I'Institut Lumiére and Actes Sud; the author made extensive use of
Cinématheque suisse archives to explore the genesis of the films but unfortunately does not systematically
cite his sources to support his claims and, when he does cite them, omits the archive reference codes, which
make it impossible to verify his statements and does not encourage the continuation of the research by
others. The collaboration between the UNIL and the archivists of the Cinémathéque pursues an objective
opposed to that of establishing a fixed sum of knowledge by promoting the dissemination of knowledge pro-
duced in relation to specific archival elements as well as collective research over the long term, whose results
can be reused by others.

10) See the Bulletin de la Cinémathéque suisse, no. 200 and 201 (2002).
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of exploiting part of the collection archives. With regard to classifying and identifying the
elements, dialogue between archivists and researchers has never ceased because — due to
the chaotic condition in which the archives reached the Cinématheque after their long
stay with French customs, as well as to the massive quantity of documents — cataloguing
can be constantly refined as discoveries are made during research.

Two research projects directed by the co-author of this article were funded by the FNS
and facilitated the exploitation of the paper archives of the collection, in particular screen-
play-related documents. Numerous screenplays are available in the collections of institu-
tions dedicated to preserving film heritage — Cinémathéque suisse has more than 9,000
— but these are most often shooting scripts used by the film crew, one of whose members
ensured the transmission of the document. These texts are therefore generally quite close to
the finished film, even if their value as sources relating to the creative process is undeniable.

In fact, they are most valuable in cases where the film itself has been lost; regarding di-
rectors who leave considerable room for improvisation during shooting; when it comes to
those who significantly modify the film during editing (which is not at all the case for Au-
tant-Lara); or if one is interested in the writing style of the script genre itself. The distinc-
tive feature of the documents in the Claude Autant-Lara collection is that they are often
annotated (or even handwritten) documents that correspond to different stages of screen-
play development. In addition, they are accompanied in certain cases by a large number of
sheets of notes scribbled by the filmmaker,'¥ making it all the easier for researchers to ac-
cess reflexive commentary about the progress of the work that accounts for how it was per-
ceived and makes certain choices explicit; to explore the variants that were considered but
not retained; and, more generally, to reconstitute how the work of screenwriting unfolded.
For example, for the script of Le Blé en herbe (1954), adapted by the novel of the same
name by Colette, we see that Autant-Lara and his wife Ghislaine Auboin systematically de-
leted from the “final” version submitted to them by screenwriters Jean Aurenche and
Pierre Bost all references to a female character (added by the screenwriters with consider-
able liberty in relation to the original work) with whom the “Lady in White” in the story
maintains a homosexual relationship.'¥ Changes made by the couple can be seen in the
very materiality of the document, since the deleted or replaced parts in the final text by
Aurenche and Bost appear physically as collages that cover certain typed or hand-written
elements. The description of this item in the collection inventory (“Complete technical
screenplay, annotated and bound”) does not suggest the unique nature of those annota-
tions, the study of which has been precious in tracing the successive variants of the story.
Correspondence — including a letter from Aurenche' in which the screenwriter com-

11) Concerning annotated screenplays and manuscripts, Cinématheque suisse holds many for the films of Luis
Buiuel and Georges Franju, as well as numerous Swiss filmmakers.

12) With regard to this type of documents, see Alain Boillat, “Dans les coulisses de la fabrique du personnage:
les archives scénaristiques au service des star studies (En cas de malheur, Claude Autant-Lara, 1958)”, in
Manon Billaut and Mélissa Gignac (eds.), Quel(s) scénario(s) pour quelle(s) approche(s) du cinéma (Paris:
AFRHC, forthcoming).

13) CS CAL 53/8 A4.2.

14) CS CAL 179/6 A3 (handwritten letter).




50  Alain Boillat - Frédéric Maire: Sharing Knowledge between University and Cinémathéque

plains about the changes made without him being consulted, as well as the reply from the
filmmaker,'” who justifies himself on the pretext of cuts imposed by the producer — sheds
light on the methods of their collaboration.

To understand the process of genesis, it is important to understand the context of the
screenwriting effort (in particular the constraints weighing on the writing) as well as the
collective dynamics of screenplay development,'® and it is therefore necessary to have ac-
cess to the various sources that contribute to documenting that context, such as contracts
and the filmmaker’s correspondence. Such documents are all the more numerous in the
Claude Autant-Lara collection since the filmmaker — who was regularly involved in legal
squabbles—scrupulously kept all of his correspondence, going so far as to copy his own let-
ters (for which he also sometimes even kept handwritten drafts) in order to keep track of
them, such that historians have access to the entirety of the exchanges. However, the film-
maker’s position in relationship to his personal archives exposes a limit to the use of such
a collection that must be examined. Indeed, such a collection makes researchers depend-
ent on the information the donor has been willing to provide, knowing that he has pre-
sorted the material; it is therefore necessary to cross-check the sources, using, when pos-
sible, other archive collections. Research conducted with other collections then allows
archivists to better define the specificities of the archives for which they are responsible.

Two distinct projects in terms of approach

The author of the present article, part of a school of film studies researchers concerned
about combining cinema theory and history, is a specialist at the UNIL about questions re-
lating to theories of fiction, narrative, and intermediality, and consequently collaborates
frequently with colleagues from disciplines such as literature, linguistics, comparative lit-
erature, and media history. In connection with one of the master’s courses in the Cinema
Department about the history of the screenplay and discourse related to it (including
manuals), he had shifted his narratological approach towards both general criticism and
gender studies. These new orientations owe much to his exploring of the Claude Autant-
Lara collections and his observation of the productivity of the studies it makes possible.
The first project dedicated to the Cinémathéque suisse Claude Autant-Lara collection
(November 2013-March 2017), entitled “Discours du scénario: étude historique et géné-
tique des adaptations cinématographiques de Stendhal” (co-directed with the linguist
Gilles Philippe), falls within the scope of a narratological, literary, and stylistic perspec-
tive; it consisted of examining the writing techniques that prevailed during the “classical”
era of French cinema by focusing on three adaptations by Autant-Lara of works by Stend-
hal, the status of which are very different: Le Rouge et le noir (1954) was a prestigious fea-
ture film; Lucien Leuwen (1972) was in the end made as a television series; and La Char-

15) CS CAL 179/6 A3 (handwritten draft).

16) See the article by two researchers on the project: Adrien Gaillard and Julien Meyer, ‘Jean Aurenche, Pierre
Bostet Claude Autant-Lara, auteurs de Douce. Genése d’une pratique scénaristique, Genesis, no. 41 (2015),
pp. 91-101.
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treuse de Parme, an adaptation for which thousands of pages of screenplay were written,
was never produced. The second project (August 2016-July 2020), using the same archives
(though on other films, in this case those of the 1940s), is “Personnage et vedettariat au
prisme du genre (gender): étude de la fabrique des représentations cinématographiques”
(co-directed with Charles-Antoine Courcoux). It follows, as its title indicates, a cultural
studies approach, while also relying on screenplay texts. Alongside these collective inves-
tigations of the collection, three ongoing doctoral theses can be seen, partly, from a per-
spective of genesis."”

The two projects both examine the collaborative screenwriting process between Jean
Aurenche, Pierre Bost, and Claude Autant-Lara, considered at every stage. Access to all of
the non-film archives was therefore necessary and the context of long-term collaboration
between researchers and the Cinémathéque on a variety of projects not only represented
an undeniable asset from the point of view of obtaining third-party funding (to the extent
that it provides a guarantee of project feasibility and visibility); the collaboration also
made it possible — in the context of works undertaken on site at the Penthaz Archives and
Research Center — to plan access to documents in a timely manner. The consultation
rooms, since completed, have greatly facilitated collective examination by a research team
and allowed productive and informal, albeit regular, interactions among researchers and
archivists present during the consultations, particularly with regard to the history of the
inventory of the collection. Departments of the institution other than non-film ones have
also been involved, including the film department for the digitization of copies for inter-
nal use, and the picture department, whose items are particularly interesting in the case of
Autant-Lara, who, having started in film as a set designer and costume designer in the
1920s, paid particular attention to those technical aspects, sometimes overseeing them
personally.

Documents employed for such a study are numerous, going beyond screenplay ele-
ments, since cross-referencing of sources is necessary for contextualization. In the context
of the second project, the genesis of films is approached through the question of the rela-
tionship between character construction and the persona of the star identified to embody
it, the writing not being independent of the choice of actors, who bring with them a cer-
tain baggage accumulated in previous films, and who can also demand changes.

That Cinémathéque suisse has made the Autant-Lara collection available is a critical
condition for research projects and their methodological specificities. The objective of the
current project, “Star et vedettariat...”, is to study the mechanisms involved in producing
gendered representations in a set of film narratives from French films made under the
Occupation and during the immediate post-war period. This study fills a gap in gender
studies as they are usually applied to film studies because it takes into account numerous
sources linked to the genesis of the films (in particular the various screenplays), and spe-

17) Laure Cordonier, ‘Les théories de l'adaptation par la lucarne du scénario: genése de la trilogie stendhalienne
par Autant-Lara, Aurenche et Bost’; Adrien Gaillard, ‘A Tombre de lauteur, [écriture collective du scénario.
Approche génétique de La Traversée de Paris (1956)’; Jeanne Rohner, ‘Vedette, persona et personnage: pour
une étude génétique du genre. Danielle Darrieux et Micheline Presle dans le cinéma francais d’aprés-guerre
(1945-1956)’
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cifically with regard to two related axes of reflection: the first examines the link between
the making and the reception of images of the stars used by Claude Autant-Lara (Odette
Joyeux, Micheline Presle, Gérard Philipe, and Danielle Darrieux); the second looks at the
process of creating characters in the film narrative, within a network defined by the spe-
cific ways gender identities and relationships are constructed. By examining the produc-
tion archives to understand the way gender relationships were viewed by the filmmakers
and other collaborators at various stages of the evolution of the screenwriting process, and
how they underlie the interactions among the people who took part in making the film,
this research provides a different perspective that provides nuance to the theses formulat-
ed in particular by Geneviéve Sellierand Noél Burch about French cinema of the period,'¥
which they interpret from a strict perspective of the internal analysis of the films, without
taking into account the other alternatives considered during the development of the films
and the fact that a film results from a consensus among divergent positions that reflect
their own time.

Given the variety of elements to identify in the texts in the Claude Autant-Lara collec-
tion, the number of different documents to be correlated (from promotion to reception,
for example), and the importance making connections among the various contributors to
the film, a database was created by the University of Lausanne that is currently being up-
dated by the research team.

The purpose of a research database

During the first project, researchers photographed all of the documents in the Ciné-
matheque’s Autant-Lara collection relative to the film Le Rouge et le noir (approximately
5,000 pages); for the second project, the same undertaking was planned for two earlier
films, Le Diable au corps and Occupe-toi dAmélie. This was, of course, not a professional
digitization, which would have involved significant costs, but the creation of digital files
integrated into the archival research work. The goal presented in the second FNS applica-
tion was the creation a database that would make it possible both to share documents and
comments made about them, and to satisfy the recent demands of the FNS in terms of
a data management plan. The goal was to create a database from these image files, as part
of a process of preserving data for research, of making it available to the scientific commu-
nity and for future use in the context of master’s level courses offered at the University of
Lausanne in history of the screenplay. The need for such a digital tool was recognized and
funded by the FNS and a postdoc researcher specializing in questions addressed by the
project, Delphine Chedaleux,' took charge of developing the database on the scientific
level. From a technical point of view, the database was developed within the Laboratory of

18) Genevieve Sellier and Noél Burch, The Battle of the Sexes in French Cinema, 1930-1956 (Durham/London:
Duke University Press, 2014 [1996]). See also Martin O’Shaughnessy, ‘Cinematic Stardom, Shifting
Masculinities, in Christopher E. Forth and Bertrand Taithe, French Masculinities. History, Culture, Politics,
(New York: Palgrave Macmillan), pp. 190-205.

19) Delphine, Chedaleux, Jeunes premiers et jeunes premiéres sur les écrans de I'Occupation (France, 1940-1944)
(Bordeaux: Presses universitaires de Bordeaux, 2016).
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Digital Cultures and Humanities of the University of Lausanne (the LADHUL), and more
specifically by its technical platform that supports the management of research data in the
Knora environment (acronym for Knowledge Organisation, Representation and Annota-
tion). Then Salsah, a graphic web interface currently being improved, was added.It is im-
portant to note that the database was not developed for general use, but that its ontology
is the result of a translation of scientific issues specific to the research project. Identifica-
tion of items includes Cinématheque suisse inventory codes, such that the database can
serve as an extension of a small part of that inventory. The series of numbers that follows
the code corresponds to the native title of the photographic file, each image having been
taken successively in the order of appearance in the files, such that we preserve a trace of
the order of each page in a file; this would then be possible to reconstitute should it be ac-
cidentally modified by a clumsy manipulation, for example. Given the large quantity of
important information for each document (annotations, letterhead, handwriting likely to
be identified, etc.) that would have made any retranscription tedious and complex, the so-
lution of preserving images in digital form emerged as the most elegant one.

The goal is not to replace tools a film archive might employ, since the database does not
cover the entire collection and is not intended for the general public; it is a research tool
the parameters of which were defined according to the priorities of the project relative to
notions of stardom and gender. Indeed, not all kinds of documents in the collection were
chosen, the categories having been defined according to the goals of each project. In addi-
tion, the thematic keywords chosen to tag certain items or parts of documents (the tool
makes it possible to define zones within the image) are explicitly linked to the study sub-
ject and the approach (fig. 2): we would not necessarily have chosen the term “anti-cleri-
calism” in relation to films by other directors, nor the notion “actor-character match” had
the research not been carried out in a star studies perspective. The perspective is, therefore,
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different from that of a film archive that aims for exhaustive cataloguing with general en-
tries; the parallel existence of this database nonetheless constitutes a supplementary tool,
and the reflection carried out in the framework of the project constitutes a contribution to
the digital projects of the Cinématheque itself, just as — inversely — future developments
of Cinématheéque databases could lead to expanding Salsah’s scope of use, including add-
ing links to digitized film clips. That is why it is important for exchanges to take place be-
tween designers of tools developed at the university and at the Cinématheéque. Those ex-
changes have sometimes been about precise elements of nomenclature insofar as, in
academic projects, a notion such as “screenplay” gives rise to a large number of subdivi-
sions that also take into account a predefined terminology (synopsis, continuity, literary
screenplay, technical cutting, etc.), and that do not necessarily intersect with those used in
the inventory of the Cinématheéque (nor, as it happens, with period terminology, which
constitutes an object of study in itself). It is not only a question of sources that document
the genesis of the film, but also, among other things, published articles (the reception of
a film echoes the way stars were perceived at the time) and promotional documents (that
testify to how the persona of the star is constructed).The categories are defined in Salsah
in relation to the types of documents deemed pertinent to the project, in this case script
documents; contractual and legal documents; personal correspondence; published arti-
cles; personal documents; work organization; and promotion.

The online database thus provides a specialized and partial inventory to which the Ci-
nématheque can provide access should it be of interest in the future to other researchers
working on Autant-Lara or the cinema of the time. For the time being, its use is limited in-
ternally to the research group, to associated partners, and to Cinémathéque suisse archi-
vists. The possibility of open access (which would certainly only concern metadata, the
documents themselves being subject to copyright) will eventually need to be discussed.
However, the architecture of the database was designed with the intention of making cer-
tain data available without providing access to the documents themselves (authors, people
cited, theoretical and thematic keywords, etc.). This required compiling digital reproduc-
tions of the archives, reordering the documents by archival piece and type, linking the ar-
chives to bibliographic data, and making specific signed and dated annotations on all or
part of the documents.

That access will therefore help orient other researchers as they prepare to consult the
collections, allowing them to know, before they come to Penthaz, certain things about the
documents (date, recipients, length, type of writing or annotation, specificities compared
to similar documents...) and to evaluate their relevance to a given project, as well as any
possible particularities of the document compared to elements available in other archives.
Providing restricted access to some researchers would also provide them with the oppor-
tunity to supplement the metadata by introducing individualized comments that could
then be exchanged with UNIL researchers. Future use of the database — and its expansion
to other films (currently to En cas de malheur, 1958) — is in all cases subject to joint re-
flection between Cinémathéque suisse, which holds the originals, and the university,
which stores a few copies in digital file format and accompanies them with metadata from
the research, which should also be enriched by student work in the long term.
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From the archive to the public

The Collaboration UNIL-CS was designed to promote communication among the areas of
teaching, research, and cultural mediation. So, in the context of the second project dedi-
cated to the Claude Autant-Lara collection, a cycle of screenings entitled “Female Figures
in French Cinema of the 1940s-1950s”, including presentations by the four project re-
searchers, is planned for March 2019as an extension of an international symposium to
which historians of other media (radio, television, press)*® will also contribute. The pro-
ject therefore makes it possible to integrate programming and research. Thus, a symposi-
um was organized as part of the first project on Autant-Lara that took place in part at the
Cinématheéque in Montbenon;?" a conference for the general public served as an introduc-
tion to a screening (Le Journal d'un curé de campagne, by Bresson); and the work resulting
from that symposium, LAdaptation. Des livres aux scenarios,?” was also launched at Mont-
benon in March 2018 on the occasion of a screening (Occupe-toi dAmélie... dAutant-Lara,
1949). It can be highlighted that, in the context of that publication, the collaboration be-
tween university and film archive continues on the level of promoting the results of the re-
search to film historians, who are thereby informed about the wealth of the archive collec-
tions and of its productivity in terms of analysis. In the collective work published by
Impressions Nouvelles, significantly subtitled “interdisciplinary approach of French cine-
ma archives”, the acknowledgements recognizing several members of the Cinématheque
suisse team are far from just a courtesy since the material brought together owes a lot to
collaboration with archivists, especially in the image department — beginning with the
cover,” which used a painting by Autant-Lara himself, intended to serve as a frontispiece
for the screenplay and representing one of the scenes from his proposed adaptation of La
Chartreuse de Parme, which ultimately was never produced. Inside the book, various pre-
viously unpublished and unknown documents accompany the studies; reproduction
rights were obtained from the rights holders with support from Cinémathéque suisse,
which took charge of creating high-quality digitisations of the documents. But valorisa-
tion does not only take place via writing; it also relies on events, with Cinématheque and
University finding themselves in their shared role of transmitting culture.

And so La Traversée de Paris was programmed at the great Lausanne Capitole?” thea-
tre with a presentation by the project’s researchers as part of a ceremony in honour of the

20) “Gender and Francophone media in Europe in the 1940s-1950s” 21 and 22 March 2019, Université de
Lausanne.

21) International symposium “From books to screenplays”, 10-11 October 2016, University of Lausanne, under
the direction of Alain Boillat and Gilles Philippe, followed by a partner symposium “Of Screenplays and
Books”, directed by Mireille Brangé and Jean-Louis Jeannelle, 13-14 October 2016, University of Paris 13
and University of Rouen.

22) Alain Boillat and Gilles Philippe (eds.), LAdaptation — Des livres aux scénarios. Approche interdisciplinaire
des archives du cinéma frangais (1930-1960) (Brussels: Impressions Nouvelles, 2018).

23) See the large format image in the screenshot of the website, fig. 2.

24) The Capitole cinema, built in 1929, is the largest theatre in Switzerland still operating (897 seats). It was pur-
chased by the City of Lausanne in 2010 with the intention of entrusting its operation to Cinémathéque
suisse, which has since organized all of its major events there. Ongoing restoration and renovation work will
add a second, smaller theatre and spaces to access digitized archived available to the general public.
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UNIL-Cinématheque suisse collaboration during which all of the ongoing projects were
presented. Through the Cinématheque, the university has easier access to the general pub-
lic, while the Cinématheque can base some of its program on the works studied at the uni-
versity — and therefore attract an audience composed of researchers and students by of-
fering a scientific analysis in touch with current research as added value to its screenings.

That type of event is the visible tip of the iceberg of a collaboration that began, as we
have shown, much earlier, and that often takes place through exchanges that occur due to
the simple fact that researchers and archivists find themselves in the same place around
the same objects, and, above all, share the same passion.

Alain Boillat is full professor at the cinema departement of the University of Lausanne (Faculty of
the Arts). His research focuses on media archeology, narration and fiction theories in digital medi-
as, relations between comics and film, human interactions with audio-visual devices, film history/
semiotics, archive research, narrative representations of technology in popular cultures and history
of scriptwiting. His publications include about a hundred academic articles and the following books:
Cinéma, machine a mondes. Essai sur les films a univers multiples (2014), Dubbing. La Traduction au-
diovisuelle (Schiiren, 2014, coed. with I. Weber), Star Wars, un monde en expansion (ActuSE, 2014),
Dialogues avec le cinéma. Approches de loralité cinématographique (Nota Bene, 2016, coed. with
G. Lacasse), BD-US: les comics vus par 'Europe (Infolio, 2016, coed. with M. Atallah), Case, strip, ac-
tion! (Infolio, 2016, coed. with E Revaz), LAdaptation. Des livres aux scénarios (Impressions Nou-
velles, 2018, coed. with G. Philippe) and Loin des yeux... le cinéma. De la téléphonie a Internet: ima-
ginaires médiatiques des télécommunications et de la surveillance (L’Age d’Homme, 2019, coed. with

Laurent Guido).

Born 1961, Swiss and Italian, Frédéric Maire starts working in the field of cinema in the late 1970s
as film director, journalist and programmer. In 1992, he is one of the four founders of the children’s
film club The Magic Lantern, and he co-directs it until 2005. In 2005, he is appointed artistic direc-
tor of the Locarno Film Festival, which he runs until he becomes director of Cinémathéque Suisse,
in October 2009. He is also president of FIAF since 2017.
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toi dAmélie (Claude Autant-Lara, 1949), La Traversée de Paris (Claude Autant-Lara, 1956).
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SUMMARY

Sharing Knowledge between University and Cinématheque
The Autant-Lara Personal Archive for Research Projects

Alain Boillat and Frédéric Maire

This paper discusses the modalities of collaboration between the Cinema Department of the Univer-
sity of Lausanne and the Cinémathéque suisse in three fields of activity: academic education, re-
search (developed by researchers in the context of exchanges with archivists) and scientific and cul-
tural mediation (with centralised management). In the autumn of 2009, the two Vaud institutions
set a shared goal on the basis of a specific inventory of intensifying their collaboration by encourag-
ing research on the vast collections, and, in that way, valorising them nationally and internationally.
Currently seven research projects have already been financed by third-party funds. Two of them are
related to the personal archives of French director Claude Autant-Lara; they facilitated the exploita-
tion of the paper archives of the collection. The main goal is to develop a methodology to under-
stand the process of genesis and collective dynamics of screenplay development, and to analyse
them from the perspective of star and gender studies. A database was created by the University of
Lausanne that is currently being updated by the research team. This article show how such projects
allow productive and informal interactions among researchers and archivists.

keywords: research projects, non-film archives, data base, public dissimination, education in films
studies
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Marie Baresova

Active Archive

An Interview with Michael Loebenstein

Michael Loebenstein is the director of the Austrian Film Museum (Osterreichisches Film-
museum). Previously, he held the post of Chief Executive Officer (CEO) of the National
Film and Sound Archive of Australia (NFSA) for six years. He is currently serving his se-
cond term as Secretary General of the International Federation of Film Archives (FIAF).
He also worked at the Ludwig Boltzmann Institute in its historical research cluster, as well
as an advisor to the Austrian Federal Ministry for Education, Arts and Culture. In his re-
search and curatorial activities, he mostly dealt with documentary film, the Holocaust,
and visual history. He has published texts about Dziga Vertov, Peter Tscherkassky, Gustav
Deutsch, and other filmmakers. Together with Paolo Cherchi Usai, David Francis and Ale-
xander Horwath, he co-edited Film Curatorship: Archives, Museums and the Digital Mar-
ketplace (Vienna, 2008).

You worked as a director of the National Film and Sound Archive of Australia and now you
are in charge of the Austrian Film Museum. Could you compare these two experiences?

They are very different institutions. The National Film and Sound Archive of Australia
is a governmental institution, and it has a legislative mandate for collecting, preserving
and making film accessible. It was also a big organisation with offices at four locations and
about 220 employees. The Austrian Film Museum is a charitable non-profit organisation
that operates on annual funding. It does receive governmental funding, but it does not re-
port to the government. Its money also comes from sponsors and memberships. It is also
much smaller in terms of staff. There are around 40 people working there. More impor-
tantly, it is a museum, whose founders wanted to build a place for researching and presen-
ting. So, obviously its purpose and philosophy, if you like, differ from that of an archival
institution.

The biggest difference for me was the contrast between the vision and the cultural mi-
ssion as well as the actual processes. The most important thing for the archive is safeguar-



60 Marie BareSové: Active Archive

ding and preserving its collections, the Australian national production foremost. When
you try to gather and capture everything that is produced by such a big country, it is a huge
task. There is no division in terms of quality, for example. The National Film and Sound
Archive of Australia is supposed to collect every single publicly produced film and sound
recording. There was a curatorial team that would try to understand what happens in au-
diovisual culture, and they would try to choose a representative sample of its overall pro-
duction. The archive obviously participates in a broad variety of activities, but its core in-
terest was and will be the Australian national cinema: what was made by Australians in
Australia and seen by Australians.

The Austrian Film Museum on the other hand had from the beginning its curatorial
vision and focus on examples from world cinema that represent the essence and nature of
film as a document as well as film as a work of art. Also, influenced by the museum foun-
der’s strict vision, it always had a strong focus on independent, avant-garde and art cine-
ma. However, they also collected examples of “industrial” filmmaking to demonstrate how
certain techniques, viewpoints of cinematic devices, operated throughout history. Our li-
brary was founded later on. It is now the largest film-related library in Austria, and the
museum started to collect non-filmic materials, documents and photographs. The traditi-
onal focus on art cinema also shifted a bit towards popular and contemporary cinema. The
research and scholarship department was built over the course of the past twenty years to
enable research within the museum’s collections and educational activities.

My personal experience very much derives from the cultural basis. A governmental
institution obviously differs from a small non-profit organisation. It was a very interesting
experience, because you do learn about responsibility and accountability. Everything you
do needs to be 100% transparent, and you also need to be constantly aware that you are
spending taxpayers’ money rightfully in the interest of the government and people. That
teaches you a lot of humility and also about how democracy works. On the other hand, for
my nature being originally a curator and scholarly researcher, the constraints and all pro-
cesses associated make it very hard to act spontaneously, be creative and daring. Working
in a museum context is thus more suitable to my interests. However, learning about the
obligations in public administration helped to be more responsible as a curator. My perso-
nal decision after having experience with both worlds was that I feel much more at home
within the context of research and curation working in a smaller organisation with a less
hierarchical structure.

Australians tend to put down their culture, stating that they are some second-rate co-
lony with no history. That is absolutely not true. The culture is extremely interesting. Not
only the aboriginal heritage, but also what was happening in the past hundred years. Pay-
ing attention to all this was a fantastic experience. Learning about the responsibility to-
wards the public, no matter whether you work in an archive, museum or library, combi-
ned with the philosophy of FIAF, really helps me.

Since you have already mentioned FIAE how would you describe, from your position of Se-
cretary General, the contemporary state or future of the association?

I think that FIAF is in a really good state at the moment. The past couple of years has
seen FIAF gain a very strong membership, and our financial situation improved after the
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financial crisis. FIAF was thus able to support and encourage projects — in terms of pub-
lications, for instance, the cataloguing manual, but also in the area of training, outreach
and knowledge-sharing. FIAF is not only an active member, but also really one of the dri-
ving factors in CCAAA — The Coordinating Council of Audio-visual Archives — and an
“umbrella” for various professional associations. It has also increasingly sponsored sub-
stantial training initiatives over the course of past two years. Beyond FIAF Summer
School, which is known and has been appreciated for a long time, there have also been
workshops and seminars in the Balkans, in Eastern Europe, Western Europe, India, Sri
Lanka as well as in South East Asia. This global scope demonstrates the importance of
FIAF as not only a European- or North American-based organisation. Members of tradi-
tional institutions such as NFA or BFI sit next to representatives of very small or recently
opened institutions. This plurality and diversity makes it very rich and of course also very
hard. You have many individual voices, and it is not necessarily centralised.

What are the major tasks for FIAF in the nearest future?

I think the core challenges for the organisations are what we do globally to raise aware-
ness. That is very difficult, because the importance of film heritage and its safeguarding
and preserving is globally still underestimated. How can you create global advocacy and
awareness when all of the national contexts are always so different, and lobbying as well as
final decisions always happen on the national level? The key question thus is: what do you
do on the international level? The other task is to be an active participant in communica-
tion and knowledge exchange as well as encouraging the development in the field of hel-
ping archives to find sustainable solutions leading towards long-term archiving of film.
Best practice is shown through safeguarding motion pictures as the analogue format. If
the government wants to know what needs to be done to guarantee safeguarding and sa-
fekeeping of films, they have someone to contact who can confirm that the procedures
taken are the right ones. The next step is that we need to do that for long-term digital ar-
chiving. There is a real danger of a divide between big governmental and relatively weal-
thy organisations that establish very costly, complex digital long-term systems of preserva-
tion on one side. Then there is the majority of organisations that do not know what skills
they need, do not have access to the technology, or have very little funds to put towards di-
gital preservation. This is where there is a huge opportunity for collaboration between ar-
chives where FIAF can be not of essential service, but more of a communicator or media-
tor. Small or medium-size archives can then actually enter the process of co-development
of applications based on open standards and open-source software. That was one of the
achievements of the Prague congress. This process of sharing and deep professional obli-
gation: how can I make my knowledge available to you, to help you learn as well as to learn
from you. This opportunity is given to us by the international network.

It is also important to note that we should no longer be raising the question whether
we should or should not go digital, because we already have a digital collection. Now the
question is: what can we do to approach this with same standards as we did our analogue
collections? Communication through FIAF is again the solution. We can figure out,
among various world archives, if there actually is an affordable and sustainable solution
that will enable even organisations with little money to reach this goal. The General As-
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sembly during the last congress thus also approved an internship programme that will
allow international mobility. FIAF can again function as a mediator. Some institutions will
offer placement for an intern, whereas others will seek one. This is again to encourage col-
laboration and sharing. This is the main advantage and main challenge at the same time.
There is still a lack of awareness and lack of support globally for film as cultural heritage.
There is an urge and need to find sustainable ways of ensuring long-term digital preserva-
tion. There is also a care and communication around maintaining a culture of motion
picture films and film as a medium. FIAF can again have the ability to be a place which will
enable the exchange for archives that are committed to screening actual film and willing
to lend prints to other archives.

You co-presented the I-Media Cities Project during the Prague symposium. Could you ex-
plain what the project is about?

This project, financed by Horizon 2020, is a collaboration between archives, research
institutions and technology providers with the aim of creating a shared online repository
of mostly public domain films: unpublished, rare and historical films shot in and about
nine European cities. The purpose of this repository is not only to share digital copies of
these films, but also to facilitate cooperation with researchers from a digital humanities
background and various fields such as urban, historical, film or media studies to develop
tools for the actual analysing of these materials. The outcome will be a web site where re-
searchers, scholars, teachers and also the general public will be able not only to watch
these films but also be presented with rich annotations and metadata for these films.
Through the tools that enable shot-by-shot databasing of all of those films, you will be able
to see the collections and to create links and comparisons between different shows from
different times and places. It will greatly advance the way we employ existing open stan-
dards, such as filmographic metadata, but also tools available for automated content ana-
lysis. It will apply them to historical materials, which is very rarely done. I think that this
will be a very fascinating opportunity.

What would you consider crucial in the relation between cities and media?

Modern cities as we know them and audiovisual media were practically born at the
same time. The speed, movement, density and certain characteristics of modern cities,
their diversity, mobility and technology, have from the beginning related to the cinemato-
graph. The cinematograph actually captures movement, and it is in its nature a time and
space machine, allowing you through editing to “leap” from one place to another. Thus, it
reflects the lesson learnt from the modern city and its mobility and transport. The cinema-
tograph is also like a training ground preparing the population that used to be largely ru-
ral for city life and modernity. It allows you to learn about radical or rapid changes. Major
cities were from the beginning accompanied by Lumiere’s cinematograph. So, for me, the
core of the project goes back to three films that the Lumiéres shot in Vienna. It is a fasci-
nating idea that Vienna was about to reach its peak as a central European metropolis at
this time. It was in terms of population even bigger than it is now. It was marked by in-
credible density of life in the streets. It was largely pedestrianised, without automobiles,
but three times more tram lines would exist than now, steam drive trams, horse carts, bi-



ILUMINACE Volume 31, 2019, No. 1 (113) INTERVIEW 63

cycles... All those things that you can see in those early images are astonishing. This is
where digital humanities become so interesting. Film can be seen, and it is often seen as
pure evidence. But I am as much interested not only in what film captures, but also how it
presents a particular view on reality: what is visible and what is invisible, what are the fil-
mic devices, what is societal and ideological. Given that framework is as important as
what was actually filmed. Interdisciplinary research such as the one we do at the film
museum, but what is also enabled by I-Media Cities, allows you to describe and discuss all
these various aspects. I am honestly endlessly fascinated.

What is the connection between I-Media Cities and Film Stadt Wien, the project you conduc-
ted before?

In 2010 when Film Stadt Wien ended, we all thought that the next step would be a Eu-
ropean project, a comparison of European cities. But I moved to Australia. I-Media Cities
originated in La Cinématheque royale de Belgique. My team was first approached and of-
fered to join the project in 2015. I was coincidentally in Vienna at that time, but still wor-
king in Australia. When I learnt about this new project, I immediately realised that this
was much broader and more advanced than Film Stadt Wien. Looking back, I have be-
come much more critical of which films to actually pick from your collection. The per-
spective we had in Film Stadt Wien was filtered through three different experiences. If you
want a mainstream German-speaking and ethnic German middle class view, then you get
a fair share of progressive leftist experimental or political dissent filmmaking from the
1930s and then particularly the 1960s and 1970s, and then a part of Jewish interwar peri-
od going up to 1938 or 1939 when Jewish Austrians were expelled or had to escape. So that
is a Jewish minority perspective. What is lacking is a gendered view, for instance. There is
a lack of women’s views in those films. Is it because women had limited access to the film
medium at that stage, or have we not looked into our collections well enough? Another
problem is that between 1900 and 1918 a quarter of the Vienna population was by ethni-
city and by language Czech. There is no trace of that in our collection. The diversity of the
Austro-Hungarian Empire is not shown in films. Thus, the films actually give a false im-
pression unless you contextualize it. From the 1960s onwards, Vienna was also largely in-
fluenced by immigration from what was then Yugoslavia. Again, in all of the films, there is
not a single migrant’s perspective. My experience in Australia has inspired me, because it
is very much a country of immigrants, to go back to our collections and start looking har-
der as well as ask ourselves how it is possible that the film museum has not actually recei-
ved any films that were shot by non-German speakers. The reason is that the museum ne-
ver actually looked for them. They do exist. There is another project, “Am Rand die Stadt”,
which translates roughly at “On the margins of the city”. In this collaboration with artists
Deutsch & Schimek, we do actively look, contextualize and digitise films made not by pe-
ople representing middle class life in the centre, but people who live at the margins of the
city in its suburban districts or who represent minorities. Pointing out the difference be-
tween centre and periphery, mainstream and marginal, is one of the things that I-Media
Cities enabled in the last year or so.
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Jifi Anger - Tomas Jirsa

We Never Took Deconstruction
Seriously Enough

(On Affects, Formalism,

and Film Theory)

An Interview with Eugenie Brinkema

Eugenie Brinkema is Associate Professor of Contemporary Literature and Media at the
Massachusetts Institute of Technology. Trained in film studies and philosophy at Yale Uni-
versity (B.A.), and literary studies and psychoanalysis at the State University of New York
at Buffalo (M.A.), she received her PhD from Brown University, where she expanded her
expertise into the fields of critical theory and continental philosophy. Although her first
book, The Forms of the Affects (Duke University Press, 2014), was published only recently,
it has brought about a crucial impulse for turning the attention of cultural affect theory to
what it largely neglected so far: close reading of aesthetic forms. In her work, subscribing
to radical formalism, she combines close analyses of the film forms with a compelling
theoretical discussion of such diverse fields as violence, affects, sexuality, and ethics, ex-
ploring mainly three areas: contemporary horror films, pornography, and the European
modernist cinema that builds on the formal logic of both genres.

In addition to her book, which was awarded Honorable Mention for the Modern Lan-
guage Association First Book Prize, and entered its second printing in 2015, her publica-
tions include numerous chapters and articles in renowned journals such as Angelaki,
Camera Obscura, Criticism, differences, and The Journal of Speculative Philosophy. Amongst
the most cited are ‘Laura Dern’s Vomit, or, Kant and Derrida in Oz’ (Film-Philosophy,
2011), ‘Violence and the Diagram; Or, The Human Centipede’ (qui parle, 2016), and
‘Trrumation, the Interrogative: Extreme Porn and the Crisis of Reading’ (Polygraph, 2017).
Accordingly, she co-edited (with Caetlin Benson-Allott) a special issue of the Journal
of Visual Culture “The Design and Componentry of Horror’ (2015) for which she wrote
a substantial introduction about a “genreless horror” She is also a member of the editorial
boards of the following distinguished journals: The Journal of Cinema and Media Studies,
Discourse: Journal for Theoretical Studies in Media and Culture, and New Review of Film
and Television Studies. Between 2018 and 2019, Brinkema is Visiting Scholar in Media
Studies at the University of Amsterdam, where she is completing a second book manu-
script on the relation of radical formalism to the affective extremes of horror and love.
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In marked contrast with the prevailing approaches in affect theory, which understand
affect as an immediate, visceral experience, and against the widespread claim that con-
cepts of affect and formalism are antithetical, Brinkema posits that affects have forms —
in the sense of specific and unique aesthetic structures that must be read for. Unlike the
common identification of affect with both intentional expression and bodily sensation for
the spectator, she turns her attention to both the aesthetically and theoretically generative
work of forms. Unthinkable without the distinctive style that echoes Roland Barthes’
neological writing, Jacques Derrida’s aporetic critique, and deconstructive fascination
with etymology, her transdisciplinary close readings are made through the lenses of film,
critical, and literary theory but also against the backdrop of Lacanian psychoanalysis,
existentialist philosophy, and poststructuralism. Central to her theory is the concept of
formal affect, i.e., a “self-folding exteriority that manifests in, as, and with textual form,”?
which allows a theorist not only to analyze cinematic affects operating at the level of
structure and composition but also to claim that specific film structures and genres resemble
them. Offering an account of cinematic affects (such as grief in Michael Haneke’s Funny
Games [1997] with its specific light, mise-en-scéne, and temporality) outside of their
usual associations with embodiment, expressivity, and spectatorship in film studies,
Brinkema pushes formalism as a methodological tool past its conventional understandings
toward its speculative, theoretical force. Since The Forms of the Affects and the “enjoyable
audacity of its attack on contemporary film studies,” as one of the reviewers articulated the
book’s polemical drive,” Brinkema’s work has been strongly engaged in the relationship
between aesthetics and ethics while moving from the affective turn toward a stronger
accent on contemporary philosophy. Reducing forms to their structural principles, such as
diagram or grid, aesthetic language becomes a speculative ground for thinking about the
ethics of violence and love.

The following interview was recorded on the occasion of Prof. Brinkema visit to the
PAF — Festival of Film Animation and Contemporary Art, Olomouc, in December 2018,
where she participated as a juror in the Other Visions competition of Czech moving
image.” In her lecture entitled ‘No Reason / Nothing to Express, she presented a close
reading of the toroidal form of the killer tire in Quentin Dupieux’s 2010 film Rubber,
arguing that the film stages a meta-formal thinking of two competing theories of affect:
one bound to the anthropomorphic view of a diegetic chorus and the other attached to the
vibrant life of non-correlated objects — only to disqualify both as providing the ground of
an ethical critique of violence. Uncovering how violence is redescribed as being not
catastrophic but catamorphic, she concluded that Rubber redefines horror as the terrain on
which an ethical critique of violence is rendered good for nothing.” In this interview,

1) Eugenie Brinkema, The Forms of the Affects (Durham: Duke University Press, 2014), p. 25.

2) Julian Hanich, ‘Review of Eugenie Brinkema: The Forms of the Affects! Projections: The Journal for Movies
and Mind, vol. 9, no. 1 (2015), pp. 112-117.

3) For more on the activities of the cultural platform and the festival PAF, see http://2018.pifpaf.cz/en. Work on
this interview was part of the research project JG_2019_007, funded by Palacky University Olomouc.

4) The lecture stems from Brinkema’s chapter ‘(Nearly) Nothing to Express : Horror : some Tread : a Toroid,
in How to Do Things with Affects: Affective Triggers in Aesthetic Forms and Cultural Practices, ed. Ernst van
Alphen and Tomas Jirsa (Leiden: Brill, 2019), pp. 81-98.
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Brinkema explains her formalist approach to horror and other “body genres”, the ethical
dimension of violence, and the challenges of affective analysis for film theory, while
offering a wide array of inspirational ways how to make thinking through film both
aesthetically generative and conceptually enriching.

When reading your 2014 book The Forms of the Affects, which not only offers a revisionist
critique of the recent affective turn but also presents an approach based on formalist reading
so far neglected by the advocates of affect theory, a certain curiosity arises: How would you
situate affect theory in your scholarly biography, and what was the impetus that led you to-
ward the affective analysis of films? Was it in any way related to your own spectatorial expe-
rience, or rather to a discontent with a certain disregard of formal qualities in the work of
affect scholars such as Steven Shaviro, Laura Marks, or Anne Rutherford?

My background when I was an undergraduate at Yale University was in film studies
and philosophy, and then I obtained a degree in psychoanalysis from the State University
of New York at Buffalo. After having discovered that I was not a dogmatic Lacanian, I went
to the Department of Modern Culture and Media Department at Brown University, where
I worked with media objects, film history and theory, but I was also studying the history
of critical theory and the philosophical canon. The main reason, however, why I went to
Brown, was to work on feminist film theory. Studying with some famous feminist film
theorists had a great impact on my writing between 2003 and 2005, when I made all sorts
of references to desire, spectatorship, corporeality, and also embodied affect. Right around
that time there were a lot of scholars in film and literary studies starting to talk about
affect, and my first intention was to write a dissertation about affect in film theory. I was
intrigued by the way many film theories, especially feminist and psychoanalytic approaches,
turned to languages of grief and love; so if you read for instance Christian Metz or
Raymond Bellour, you can easily see to what extent the theory and ontology of the medium
is grounded in the language of affectivity. And that was what I thought my dissertation
would be about.

So, I started reading a lot of contemporary affect theory and thought this would help
me talk about the affects in film theory; Sianne Ngai’s Ugly Feelings (2005) has just come
out, Laura Marks and phenomenologists were writing at that time, many scholars worked
with Brian Massumi and Gilles Deleuze, and I also went back to Steven Shaviros older
book The Cinematic Body (1993).” But being the close reader I am, reading the works of
affect theory and their actual readings of films got me really irritated: the films were
actually used only as convenient examples of “affectively” doing the same thing. All genre
and other differences were of lesser interest than a certain visceral intensity that those
affect theorists kept returning to. Even though everyone was talking about affect, it seemed
they all had in mind the same thing, which is the capacity for some kind of systemic

5) Sianne Ngai, Ugly Feelings (Cambridge: Harvard University Press, 2005); Laura U. Marks, The Skin of the
Film: Intercultural Cinema, Embodiment, and the Senses (Durham: Duke University Press, 2000); Steven
Shaviro, The Cinematic Body (Minneapolis: Minnesota University Press, 1993).
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excess, some residue, something ineffable that resists systems and pushes back. And
I thought this was actually very boring.

So, I realized that rather than discussing the affects in film theory, I should perhaps
explore affects in film. But I wanted to talk about differences, about what makes a work by
Michael Haneke different than a work by Peter Greenaway, different than a music video or
an object of televisual seriality. I love specificity, and since I started thinking about films
and affects, I found myself returning to the methodology I have been working on since
I was 18 years old, which is close reading. I was using less and less a kind of intentional line
of thought, less and less a line that was about spectatorial and embodied reaction, while
thinking much more about the formal and textual construction of both the films and film
theory, but also about philosophical thought on affects. Hence the methodology in some
ways emerged out of a dissatisfaction, and dissatisfaction is also an affect. Whilst a theo-
retical dissatisfaction with Screen theory is what led to affect theory, my dissatisfaction
with affect theory, analogously, is what led to a formalist rejoinder to affect theory. And
ultimately, the book that resulted from my dissertation was written as a polemic, and
a polemic is also an affective form: a form of anger. There is something about affect that is
theoretically renewable and conceptually invigorating, but what I had to do in order to make
sense of why we should even be concerned with affect was bound to textual specificities:
they make the ground of speculative questions.

Affect theory has faced a severe backlash in recent years by art and media theory — and
mainly for the reasons you just indicated: for being conceptually vague, abstract, negative,
not giving enough attention to form, sometimes for being too obsessed with sensuality and
embodiment. Yet affect remains a crucial term in your work. So, what makes it such a fasci-
nating and important concept for analyzing cultural and social phenomena, and why are
affects still important, even with all those reservations in mind?

It has to do with the double sense that is always imputed to affect; in other words,
affecting and being affected. Affects always move two ways, in a mutual interaction of
something, be it objects, forces, other affects, or bodies. The dissatisfaction with emotion
as a term in the affective turn came from the etymological problem of emovere, which
signifies a moving out, an expression of some pre-existing inner state, and I always liked this
reciprocity but also the symmetry that has something to do with mutual forces relating to
each other. I am not a Deleuzian, but I read a lot of Deleuze, and what Deleuze is quite
astute about is the way that mutually affecting forces always give rise to a new concept.
And so the affect of the mutual interaction of color and rhythm, or color and line, in his
book on Francis Bacon, The Logic of Sensation (1981),” is what gives rise to some kind of
new concept, of sensation. This is why I hold on to the word ‘affect’ — because of the
mutuality. But I also pluralize it, and the reason why I always talk about affects is that I am
always trying to find more particulars, more specificities, and more differences.

It seems that the one thing where Deleuzians really betray the spirit of Deleuze is that
they turn affect into something that eludes difference; they offer “repetition with no differ-
ence”: as a result, affect became a general universal term, a negative signifier for resistance,

6) Gilles Deleuze, Francis Bacon: The Logic of Sensation (London and New York: Continuum 2003).



ILUMINACE Volume 31, 2019, No. 1 (113) INTERVIEW 69

something ineffable that evades systems of representation. Nevertheless, even Deleuze in
the Logic of Sensation points to this approach when he says that although there is a vio-
lence of representation, the monsters, and crucifixion, sensation does something different.
But it seems to me that it is not one violence, one sensation, one resistance; it really be-
comes interesting only if there is plurality, many different affects, and if they work differ-
ently. I also want to see how much we could pin down differences between, for example,
grief and disgust, disgust and joy, joy and ecstasy; I love minor differences because I think
they are the closest thing we have to Deleuze’s appeal to generate concepts, proliferate spe-
cificities, and produce something new, something surprising.

I think one of the problems with the early moments of the affective turn is that there
was nothing surprising about it. If you say there is something disturbing and provocative
that addresses us in a problematic and desubjectivized way, this a far cry from a shocking
statement; but linking it to specificity has the potential to bring out something that we
didn’t see coming, and this very encounter with something not-yet-known is what affect
is supposed to be naming. This is where close reading comes back to become a speculative
ground: not to describe something that is already in the text — received as a commodity
by the audience — but rather to talk about how the form itself is surprising and specula-
tive, the form which might not be already there but is produced and unfolded through
active close reading.

Speaking about joy, disgust, anxiety, grief, and other affects definitely means that you do not
stick to Brian Massumi’s claim that once affects are named, they are tamed, transferred into
meaning, and thereby become mere emotions.”

I totally disagree and, in fact, this is going to be a moment of tension. There is a real
problem taking a Deleuzian theory of affect seriously; in many ways, the turn to affect
struck me as a regressive move that really wanted to pretend the linguistic turn never hap-
pened. It seemed to me they tried to avoid some provocations that deconstruction really
brought to the question of language. So no, naming something is by no means closing it
down; the problem of language and representation is that naming something is an opening
up of the infinite deferral of signs and hence the beginning of speculation. I love the histo-
ries of words, their textures, the play of signification, not because they lead to a final sig-
nified, not because there is a disgust-in-itself, but because it is a generative unfolding of
further problems. And this is why we have to keep reading for affects.

Massumi and I don't share a theory of language, and I think that’s fair. My argument
about film theory is we never took deconstruction seriously enough. We never took post-
structuralism seriously enough. And, actually, a lot of the history of film theory is choos-
ing certain critical moments and saturating their implications. The corrective that post-
structuralism tried to offer to film theory, especially in the late days of apparatus theory,
was exemplified in Stephen Heath’s idea of the spectator as a textual effect that is con-

7) For Massumi, the key difference lies in that whereas affect is a virtual and pre-subjective intensity, “unqual-
ified”, “not ownable or recognizable” and “thus resistant to critique”, emotion is “subjective content, the
socio-linguistic fixing of the quality of an experience (...). It is intensity owned and recognized” Brian
Massumi, “The Autonomy of Affect; in Parables for the Virtual: Movement, Affect, Sensation (Durham: Duke
University Press, 2002), p. 27.
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structed through the narrative progress.¥ And this was absolutely an anathema to the
1980s cultural studies’ interest in identity, bodies, politics of difference, so we just ran over
that, concluding that we really want to think about female, queer, marginalized spectators
because there is politics behind it. That’s fine and important, but it seems to me that we
never took the pressure of poststructuralism as seriously as literary theory had to.

Your critical approach draws heavily from continental philosophy, and mainly French theo-
ry; Roland Barthes, Gilles Deleuze, Jacques Derrida, Jacques Lacan, but also Sigmund Freud,
Soren Kierkegaard, and Martin Heidegger are among the most quoted figures in your works.
In which ways is this philosophical background fruitful for the affective analysis of films? And
would it be out of line to note that your critical and formal readings are dominantly informed
by European philosophy and psychoanalysis rather than American film and literary scholar-
ship?

Continental philosophy and psychoanalysis is definitely the tradition that I'm operat-
ing within, but for a few reasons. On the one hand, it’s pure election: we all work within
some critical tradition, and we choose certain ways of reading and certain people we cling
to. The turn to affect was also about a privileged set of interlocutors; there is a cybernetic
tradition based on the reception of Silvan Tomkins, then there is Massumi’s popularized
version of Deleuze, or more specifically a kind of Deleuzian-Guattarian reading of affectus
that became popularized through Massumi and then got disseminated. But I was also
really interested in who got left out of that turn. Psychoanalysis was the continual bad object
in the affective turn, especially in film theory, because psychoanalytic film theory was all
about a phobic relation to pleasure, suspicion of a surface of the image, and so film theo-
rists from Giuliana Bruno through feminist film theorists to Deleuzians, including Shavi-
ro, quite strongly stated that we have to get rid of psychoanalytic film theory, that psycho-
analysis does not have a theory of affect: it’s about cold analytic structures of perversity
and desire, and it’s not actually about warm or hot visceral experience. And this drove me
crazy because as someone who spent two years of my Master’s degree doing nothing but
reading Jacques Lacan’s Seminars and who thought that Lacan was talking about affect all
over the place,” discussing affect on a structural level, offering topologies of affect and
diagrams of affect, it seemed to me that it was really strange to say psychoanalysis has no
theory of affects. I mean, what is Freudian psychoanalysis but a study of anxiety; what is
the uncanny but the study of negative affect in the history of aesthetics?

So, I really wanted to go back and ask who has been included in the affective turn as
the interlocutor and who'’s been excluded — and why. And what I wanted to do in the book
was to move both ways and say: look, if these different theoretical traditions help us think
about affects and their formal and textual details, maybe it’s also the case that philosophy
and psychoanalysis, which themselves are textual fields, also have a kind of formalization

8) Heath’s poignant actualization of the psychoanalytically based concept of suture made possible to
acknowledge the role that specific formal and narrative features play in continually immersing — or sewing
— the spectator into the fictional world. See, for example: Stephen Heath, Questions of Cinema (Bloomington:
Indiana University Press, 1981), pp. 19-75, 76-112.

9) The 27 books of Jacques Lacan’s Séminaire are based on his weekly lessons he gave at different places in Paris
between 1952 and 1980; the majority are translated into English and edited by Jacques-Alain Miller.
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of affect in their own thinking of these terms. This is what allowed me to bring a very
robust discussion of anxiety back to the centre of Lacanian and Freudian thought as a formal
problem — for Freud, it’s a problem of interruption and repetition; for Lacan, it’s a prob-
lem of the relationship to movement and enervation. It therefore struck me that psycho-
analysis could end up being rehabilitated as essential to affect theory if we formalize affect;
and if we do so, then we see it’s something Freud and Lacan thought about just as much as
specific works of art.

And since for me the history of philosophy and psychoanalysis, but also aesthetic ob-
jects, are all doing the work of thinking, I don’t make distinctions between them: films are
thinking and philosophy as well; films are texts and philosophy is text; you can read all of
them, so I wanted to read for homologies between the two.!” It's something about the
problem of anxiety and movement that philosophy and psychoanalysis is working out,
that horror films are working out as well; they have their own specific languages and
forms, but they think together. Thinking things together has been my project since I was old
enough to keep track of my intellectual project, and in part it goes back to the question of
affectus and interest in things that mutually affect each other. 'm very uninterested in
using psychoanalysis or philosophy as a master signifying system that reveals some truth
in the work of art, but I'm also very uninterested in using art as a way of discontinuously
simplifying or clarifying philosophical concepts. The only point in thinking them together
is through an encounter during which they both become foreign to us and so then we have
to engage them anew.

I will also point out, however, that you have very different traditions presented here.
First, there is a tradition of existential phenomenology: I work a lot with Heidegger,
Nietzsche, and Kierkegaard, who is an unusual interlocutor, but the Kierkegaard that
I love is also radically impersonal, radically formalist. 'm actually using him a lot in my
current work on love, because one of the things that Kierkegaard does is that he abstracts
and depersonalizes love in his philosophical work. There’s also a psychoanalytic tradition
from Freud to Lacan up through the New Lacanians like Joan Copjec and Slavoj Zizek.
And then there’s another tradition, because I would say that people like Roland Barthes
operate a kind of third term. Barthes is always the intruder, and I think part of the reason
is that he moves between structuralist and poststructuralist phases, but by the time you get
to Camera Lucida (1980) and the late works,'" you see that he really turned to a naive phe-
nomenology that he’s made his own, so there’s something about Barthes that can be em-
ployed to think with almost any model of thought that was dominant in the second half of
the 20th century. I feel in some ways closest to him as somebody who moves between the
systems of thought that allow him to make an expression at a given time, and he’s also
someone who’s deeply attentive to language; Barthes always thought of himself as a writer
as much as a thinker, and definitely not a philosopher. There are times when I also think

10) This is also a conceptual premise of the forthcoming book to which Brinkema has recently contributed. See
Eugenie Brinkema, ‘Colors without Bodies: Wes Andersons Drab Ethics; in Bernd Herzogenrath (ed.),
Practical Aesthetics (New York and London: Bloomsbury, 2020).

11) Roland Barthes, Camera Lucida: Reflections on Photography (New York: Hill and Wang, 1981); for the later
works, see esp. Barthes’ published lecture courses at the College de France from 1976-1979 (The Neutral; The
Preparation of the Novel; and How to Live Together).
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of myself as a writer about film, and this is also one way in which form and language play

a role in my writing of film theory.

- b ¥ Nl - "'c‘ . m
Fig. 1: The Cook, the Thief, His Wife ¢ Her Lover (Peter Greenaway, 1989), © Miramax

One of the main arguments elaborated in your formalist approach is that affect theory did
not pay sufficient attention to form. Your notion of form may, however, seem quite broad and
somewhat tricky. On the one hand, it involves traditional properties of film form, such as
light, color, rhythm, and duration; on the other, by form you also mean the toroidal shape in
Quentin Dupieux’s Rubber (2010), or even abstract concepts as, for instance, death’s design
in the film Final Destination (James Wong, 2000). What exactly constitutes a form that
interests you, be it the form which is ‘auto-affectively charged”, or a formal affect that “takes
shape in the details of specific visual forms and temporal structures”, as you put it?'?

I need to disentangle two phases in my thinking, because on the one hand there’s the
way that I treat form in the first book, The Forms of the Affects, and then some other works
you have just described that will be in the second book, where I actually push my relation-
ship to form quite a bit. In the first book, all I really meant by formalism was the negative
prohibition against reducing the act of reading to either a question of theme or to a pre-
sumption of a general textual encounter with the spectator. So, I hewed quite closely to the
usual suspects of close analysis (line, color, mise-en-scéne, montage, rhythm, duration)
that are grounded in very traditional notions of formal analysis. How can we formally
analyze the structuralist grid of color in Greenaway’s The Cook, the Thief, His Wife & Her
Lover (1989)? This is something that somebody in 1968 or 1938 would have recognized as
a formal reading of the film. And then what became interesting to me was how those for-
mal qualities change over time in ways that are homologous to a kind of gastronomic
thinking of qualities and the way it relates to disgust. In Open Water (Chris Kentis, 2003)
I was interested in the problem of blocks of space, being inspired by Noél Burch’s writing
about Japanese cinema,' and again, this is something anyone would have recognized

12) Eugenie Brinkema, The Forms of the Affects (Durham: Duke University Press, 2014), p. 37.
13) See esp. Noél Burch, To the Distant Observer: Form and Meaning in the Japanese Cinema. Rev. and ed.
Annette Michelson (Berkeley and Los Angeles: University of California Press, 1979).
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from the history of film theory. The book was trying to be quite polemical about affect but
somewhat conventional about how we read form: the way I read ellipses, formlessness,
and other problems of textual specificity would be recognizable to someone from 50 years
ago who was also thinking about the form of a specific work of art.

In the second book, I'm actually trying to push the problem further, and what I've
done is taken form as a broad problem for a dialectic between appearance and essence.
What really interests me about the word form is something that Raymond Williams talks
about in Keywords (1976): he says the problem with form is that it spans a whole sense of
something that is external and superficial, i.e., the form of an object, or an external shape
that is given to it, but in the history of philosophy the term form has also meant the essen-
tial, eternal, and determining substance and principle of something.'” He claims the ten-
sion is between form tied to the superficial and inherent to appearance and form that is
fundamental. Something that 'm thinking about in the new book is how we can go back
to the history of formalism in the history of ideas, the history of aesthetics, and actually re-
cover a formalism that would be the ground of speculative thought.

I used the expression radical formalism in the first book, but I'm really doubling down
on it in the second book. The root of radical is radix, it means the root, the same that Mar-
tin Hagglund talks about in relation to radical atheism;'® so what is the root of formal
thinking? What kind of roots could it offer for speculative questions? What I'm trying in
this book is to expand form to include other problems of visual and textual appearance,
and so in Final Destination it’s also about the idea of design, in The Human Centipede
(Tom Six, 2009) it’s about the diagram, in The Cabin in the Woods (Drew Goddard, 2012)
it's about the relation between the grid and the table. These problems of aesthetic form
appear in a specific aesthetic manifestation, they have shape, they can be analyzed in terms
of line and space, but they are also forms in the sense that they are structures, give rise to
ideas, and play with tension.

In some ways, I'm being slipperier with the term, but I also try to expand what it means
to read films formally. It involves both reading the form of the films, light, montage etc.,
but also thinking about how abstract forms such as toroid, list, design, diagram, or grid
operate as a kind of thinking as well. I've been able to go back to a bunch of different for-
malist theories, e.g., from the history of art, and one of my favorites is the definition by the
neoclassicist painter Maurice Denis from 1890: he reminds us that before a picture is
a battle horse, it is essentially lines on a plane, a flat surface.'” Before something is a rep-
resentation of horror and ecology and the devastation of the Earth, it’s also a toroidal
shape, also a darkness and lightness, a problem of spacing, of the graphic and the morphic.

14) Raymond Williams, ‘Formalist, Keywords: A Vocabulary of Culture and Society (Oxford: Oxford University
Press, 2015), pp. 93-95.

15) Martin Hagglund, Radical Atheism: Derrida and the Time of Life (California: Stanford University Press,
2008).

16) “It is well to remember that a picture — before being a battle horse, a nude woman, or some anecdote — is
essentially a flat surface covered with colors assembled in a certain order” Maurice Denis, ‘Definition of
Neotraditionism, originally published in the journal Art et Critique (August 1890). Cited after Herschel
Browning Chipp, Theories of Modern Art: A Source Book by Artists and Critics (Berkeley, Los Angeles and
London: University of California Press, 1968), p. 94.
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So, part of my effort is to reduce things to forms. If in the first book the idea was that we
need to pay attention to form, in the second one I'm looking at the way specific forms like
the diagram or the grid can actually open up really complicated relationships to ethics and
violence.

One of the provocative gestures of your critique of what you call “intentional affect” is to stress
that affects should not be identified with spectators’ or critics’ embodiment, let alone an emo-
tional expressivity. And yet the body still plays a significant role in your analyses (e.g., the
corpse and cannibalistic meal in Greenaway’s The Cook, the Thief, His Wife & Her Lover
or the body as a catamorphic object in Rubber). Under what circumstances can the body
operate as an affective form?

I often get asked: Yes, but really, how do you feel when you watch film XY? How do you
feel when you watch The Human Centipede? How do you feel when you watch Funny
Games? And usually I try to read what’s implicit in that question: I talk about Foucault and
our desire to produce confession as a mode of truth telling, and I also think theres
a gender component to that question, because what it’s really asking is to make a testimony
of your subject position as an embodied creature, which is overlaid with lots of interesting
and complicated histories. So, I usually refuse to answer it and give a really obnoxious
reply, trying to deconstruct the question. Of course I have wept at movies, I have shuddered,
and have had embodied reactions; I just don’t think these reactions are that interesting.
I don't actually think they’re speculatively generative; I would be intellectually mortified to
produce a kind of diaristic account because I just can’t imagine that anyone else would be
that interested in what my body does. And I think it’s a very strange thing to keep calling
certain intellectual positions to account for producing such a record. So that’s the not
smart way I get asked that question about what I really think about bodies.

The smart way of asking it is the way you phrase it. Which is to say: what is a body in
a formalist thinking of affect? And the answer for me would be that the body is also a form.
What happens when we read the body? To me, this is the history of psychoanalysis; the fig-
ure or the symptom is a reading of the body. The body is a profusion of signs that have to
be interpreted, and Freud tells us that analysis is basically interminable: we do not get out
of the hitches and ticks and the symptomatic cacophony of the body, not because the body
is the locus of meaning but because the body is the locus of sublime potential in the world.
So, I talk about the body a lot, but the body for me is always a question of form.

And then the interesting thing to me is what different genres and fields do with the
body. For example, horror, pornography, and melodrama are always taken as the preemi-
nent body genres, because we have all read Linda Williams, and that’s been a really useful
heuristic for thinking about genres addressing the body and its mimetic responses.'” But
what’s important for me is that melodrama, horror, and pornography work very different-
ly with the body. Even on the etymological level they are obviously distinct: melodrama
refers to music, sound, and the sonic; pornography refers to writing; horror refers to
a transformation of the body. The melodramatic body is one of enclosure and leakage, one

17) Linda Williams, ‘Film Bodies: Gender, Genre, Excess, Film Quarterly, vol. 44, no. 4 (1991), pp. 2-13.
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that can’t be profuse enough with erotic expression, so it leaks between the seams, in tears
that come out at inappropriate moments or sobs that escape the lips. To me, that’s not
about a body but about a system that has moments of leakage, that has possibilities for
excess.

Horror is the genre that treats the body as a form that can be creatively destroyed.
What Rubber stages is the maximal destruction of bodies as aesthetically generative possi-
bilities. Hence the question is: Wherefore can we read that as a problem for an ethics of
violence? If the chorus is there, we can; but if it’s not and we lose the anthropocentric per-
spective, can we still talk about that? Horror formalizes the body in order to subject it to
maximal formal modification, i.e., destruction. But from the point of view of form, it is
a generative modification and as such a real problem for ethics.

And pornography strikes me as the most deeply invested in the formalizing of bodies
— what a body is to pornography is a field of planes and holes, and the pornography that
interests me the most to write about is extreme gonzo, which continually plays with the
plasticity of the body and posits the body as a problem of apertures. I recently wrote a long
essay about Max Hardcore, who is engaged in taking women’s bodies and doing things like
putting a tube that has an end connected to a funnel inside them, making them vomit into
the funnel, using the funnel to piss into their bodies, playing with a speculum to open
their bodies, etc.!® That is nothing but a regard for the body as a formal field that can be
opened and reconstructed and moved around, and what intrigues me about pornography
is not that it makes people come in the audience, but that it is an effort to think of the body
as something which is infinitely and renewably formally modifiable in order to target any
specific fetish or reconfiguration someone might desire to see.

In some ways, I talk about the body all the time, but I think that the formalist approach
also allows you to see the way in which the body is one thing among many others, and that
certain genres are obsessed with it not to resituate subjectivity, not even to invest it with
materiality, but, instead, to invest the body with the topology of a specific form. And the
feminist theory that I've been influenced by is talking about the body as a form, a form of
discourse, a form of scientific research, a form of performance. I tend to be more interest-
ed in the aesthetic concept of the body as a form, but generally it seems to me that once
you get away from embodied affect, you get to talk about the body in a more surprising
way.

So, to think the body as a form leads rather to its conceptual unfoldings and aesthetic opera-
tions than to an exploration of its visceral effects and affective transmissions?

When we talk only about affect and embodied experience, we are missing a more com-
plex model of the body. Precisely because we think, for example, that discussing horror
means talking about horrere — hairs bristling on the back of the neck. But even a rudi-
mentary reading of psychoanalysis would tell us that the moment we scream is actually
a release from horror — it’s the catharsis, the thing we can do, a possibility of draining the
affect away. When actually horror is in the moments when something doesn’t happen,

18) Eugenie Brinkema, ‘Irrumation, the Interrogative: Extreme Porn and the Crisis of Reading; Polygraph, vol.
26 (2017), pp. 130-164.
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when something fails to arrive. I just think that when we record what the body does by
using received vocabulary, we happen to domesticate a truly disturbing encounter. We're
doing it to reify and also commodify affective payofts, so I think horror becomes a lot less
scary when we talk about horrere and screaming the same way porn becomes a lot less
interesting when we talk about orgasms. These days, it seems so sexy in academia to talk
about bodily fluids and shivering, but I think it’s just a way of familiarizing something for
which we don’t have a name yet.

Fig. 2: Rubber (Quentin Dupieux, 2010), © Magnet Releasing

Let us move to your analysis of the horror film Rubber, which is based on the relationship
between a specific affective mode (horror) and the concrete form (toroidal shape of the killer
tire). How would you describe the logic that binds these figures together? And how important
is the notion that Rubber is perhaps more on the side of a highly grotesque deconstruction
and parody of the horror than a film that would follow the horror genre conventions and the
emotional effects this genre produces?

One thing I had to grapple with early in the horror project was whether I wanted to
talk about genre or not. Genre is a disastrous conceptual problem, so I went to Derrida’s
“The Law of Genre’ (1980), where he says that genre is a mark of a participation that is not
a belonging, a participation that is not exhaustive.'” And I decided that the problem of
genre was never going to be done away with. I use the word ‘horror, so 'm already nam-
ing the genre, I cannot get away from its overloaded history, but also I didn't want to end
up with the empirical circle where we only talk about horror as what’s already been de-

19) “Every text participates in one or several genres, there is no genreless text, there is always a genre and gen-
res, yet such participation never amounts to belonging.” Jacques Derrida, ‘The Law of Genre, trans. Avital
Ronell, in Derek Attridge (ed.), Jacques Derrida: Acts of Literature (New York and London: Routledge, 1992),
p- 230.
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fined by the properties of the genre that have been determined in advance. What I've been
playing with is the idea of a relation between the genre and the general. Genre is connect-
ed to the idea of gender, genus, and belonging, so I'm trying to counterpose it to the idea
of generality, which would not be about belonging to some sort of collection but rather
about irreducibility.

One way I'm thinking about horror texts as having something in common is that hor-
ror attests to an irreducibility of violence. And this allows me to talk about Rubber, which
is a film that may not horrere, provoke shuddering and screaming, but is nevertheless in-
volved in this irreducibility. It just happens to take that violence as a problem of this toroi-
dal interaction with the world. Such an approach allows me to talk about Final Destination
and The Human Centipede, but also about avant-garde works that we would never generi-
cally treat as traditional horrors. And I don't really care what one puts under that rubric;
you could say that Funny Games is a horror film, and Haneke himself said it was a parody
of the horror film; it doesn’t interest me whether that’s true from the point of the genre, but
it’s definitely true from the point of view of the irreducibility of violence.

Rubber poses a real problem of what we do with violence after the end of the human,
whether it is the literal end of the human from the anthropocentric perspective, but also
what you do after the end of the human in critical theory. If we turn to object-oriented
ontology, speculative realism, new materialism, or vibrant matter, if we want to be posthu-
man, what’s your critique of violence, what kind of ethics of violence can those systems of
thought actually offer, or can they do nothing? What intrigued me was whether we could
retain the critique of violence even after the end of the human. Rubber posed a question
about the interaction of objects in the world that does not allow us to speak about vio-
lence, whereby the destruction of the human form is just a creation of a new and different
forms, but also doesn’t require us to keep the human alive. This led me to return to the
question of shape, something that is both there and not there, something that is constant-
ly reminding us of its presence, that is, in fact, voiding the film of a critical position, allows
it to be nearly nothing, neither a critique of violence nor a total absence of a critique,
a kind of almost critique of violence, a thinking of the ethical without a return to the hu-
manist language of ethics that the chorus is constantly doing. I am interested in horror
putting pressure on a critique of violence, and the film Rubber literalizes that.

Not just horror but negative affects in general — grief in Michael Haneke’s Funny Games,
disgust in the films of Peter Greenaway and David Lynch, anxiety and pain in Open Water —
receive a huge amount of attention in your works. Is there something that makes them par-
ticularly suitable for your method of formalist analysis? Or is it more a question of your spec-
tatorial preferences, fascination with violence, or the ethical concerns?

Sometimes when I have to describe to deans what I do, I say I work on the ethics and
aesthetics of extremity. I often talk polarities — horror and love, disgust and joy; in other
words, a conventional understanding of extremities. But I also tend to work on other ex-
tremities: on the one hand, I focus on European modernist art cinema, like Haneke and
Greenaway; on the other, I'm also fascinated with the lowest of the low, low-brow horror
and extreme gonzo pornography. I have never written about a film that was nominated for
an Oscar: I just don’t tend to work in a middle cultural register, and nor do I work in
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a middle affective register, although there’s no reason you couldn’t do that formally. For
example, I know that some scholars have used my theory of a formal affect to talk about
boredom and cringe and awkwardness and other more minor affects.”” When we think
about the extreme, it’s simply something brought to its furthest conclusions, something
put under pressure or restricted by a system. That is one reason that it makes no difference
whether it’s extreme gonzo or modernist art cinema: they both have to push something to
a kind of aesthetic limit. And likewise, anxiety and joy are not interesting to me for being
limit cases of an ecstatic subject, but for being structures that push to the limit a certain
formal thinking.

But that having been said, this question about fascination is really intriguing because
there are two ways of answering. On some level, we all write about what fascinates us in an
ordinary language sense, but 'm actually writing now about fascination in a more theo-
rized sense, and it’s a really interesting problem. While doing research on the topic, I ran-
domly discovered a preface Derrida wrote to Alain David’s book Racisme et antisémitisme
(2001), wherein David does a reading of racism and antisemitism in relation to visibility
and visible shape.?" Derrida actually says that the author’s phenomenology of racism and
antisemitism comes down to a fascination with form, to an over-fascination with a visible
shape, with an eidos. So, I started to explore violence and its fascination with form, which
is also a real problem for thinking art and horror, and I wondered if there is also a way in
which philosophy’s own fascinations with forms, with ethical and metaphysical ones, with
forms of thinking, is a kind of violent reduction to principles (the violence of metaphysics
leads to formalization of certain types of problems, for example).

One thing that reading for form demands is to be attentive to whether there is a vio-
lence in that methodology; there are things formalism does not let you talk about, and
there is an aggression in such reductive reading. I happen to think it’s necessary, it’s the
ground of speculative thinking, but one has to own that. The fascination with form is
something shared across different ideological, political, and ethical commitment, and we
should take that seriously.

What comes as another striking aspect of your method is a continual emphasis on the ety-
mology of words and concepts (e.g., how the contemporary meaning of horror is determined
by its evolution from the Latin word horrere). Where does this fascination with language and
its roots stem from, and how does it relate to formal details in supposedly ‘non-textual’ me-
dia such as film?

One of the reading reports I got for The Forms of the Affects said: “I really love the book,
but I can’t stand that she writes text instead of film.” Yes, you'll hear me say text instead of
film, and textual details instead of filmic details. A poem by Anne Carson, a novel by
Beckett, a play by Shakespeare, an advertisement by some anonymous collective, it’s all
text. On some level, it has to do with my semiotic training: it makes me comfortable talk-

20) For one of these conceptual elaborations, see e.g., Nick Salvato, Obstruction (Durham: Duke University
Press, 2016).

21) Jacques Derrida, ‘La forme et la fagon (plus jamais: envers et contre tout, ne plus jamais penser ¢a “pour la
forme”), in Alain David, Racisme et antisémitisme: Essai de philosophie sur lenvers des concepts (Paris:
Ellipses, 2001), pp. 7-28.
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Fig. 3: Funny Games (Michael Haneke, 1997), © Wega Film

ing about texts because it opens up a more promiscuous set of objects, but it also allows
me to read philosophy and theory in my own way.

When I started writing about film as an undergrad, I always tried to argue something
that the professor hadn’t heard before. I found myself unsatisfied with this need for trans-
lating time-based moving images into words on a page, and the active translation struck
me as frustrating but also challenging. Around that time, I also started reading Raymond
Bellour’s The Analysis of Film (1979), which is still one of my absolute favourite works of
film theory.*” The book begins with the problem of writing about film: Bellour describes
films as “unattainable texts” and says that film theory can produce only an inadequate
shading of the work itself. What he meant by this statement was that critics and theorists
go to the cinema to watch a film they might never see again, and yet they have to write
about it. And when you're doing a detailed symbolic analysis like he was trying to do, that
seems impossible.

So, you get this whole moment in film theory when people misremember things. At
the beginning of his The World Viewed (1971), Stanley Cavell notes something like: I will
misremember my films, but my mis-memories are part of what the film meant for me.?”
This idea of film theory existing in an oblique relationship to the film object was incredi-
bly exciting to me. Because if the text was unattainable, then such obliquity presented an
opportunity for film theory to be more than a text, to be its own aesthetic positive object
that exists not to explain the film, not as its adjunct but rather as another thing that thinks
with the film. Even before I had the vocabulary to explain this, before I read Deleuze and

22) Raymond Bellour, The Analysis of Film, ed. Constance Penley (Bloomington: Indiana University Press,
2001).

23) “I mention this as [...] an apology for the off memories that may crop up; and as a confession that a few
faulty memories will not themselves shake my conviction in what I've said, since I am as interested in how
a memory went wrong as in why the memories that are right occur when they do.” Stanley Cavell, The World
Viewed: Reflections on the Ontology of Film (Cambridge: Harvard University Press, 1979), p. xxiv.
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thought about philosophy as a generation of concepts, I found the idea that my work of
film theory could be its own generative aesthetic object deeply intriguing.

Nevertheless, treating films as texts means taking language very seriously, and to this
day I don’t allow students to embed clips in their essays. I force them to take a stand on
how they use language to talk about time-based image objects, and some of them really
hate that. They want to drop in a still, an entire clip, and not have to do a close analysis that
is a translation, or improvisation at translation, that has etymologies and histories and de-
ferrals of potential meanings. They don’t like that... I love that; I think it’s the coolest thing
in the world, and I try to be experimental in my writing to make that acute. I use such
restraints in my theoretical writings all the time: for instance, my essay ‘Sophie Calle’s
Secrets; which was written as a homage to Barthes’ A Lover’s Discourse (1977), is conceived
as an alphabetic and highly poetic encyclopedic entry of problems, using the alphabet as
an arbitrary restraint to think about problems of secrecy and love.? And in my essay on
Yorgos Lanthimos’ Dogtooth (2009), which is all about the problem of paradigm, of the
example, I constantly introduced examples to complicate the argument as I was making it.?>

I also attend to the specificity of words because we cannot help being stuck in lan-
guage. Many scholars are trying to get us out of the linguistic turn, but the words that we
choose determine what we think about the world and how we interpret it. I just happen to
love etymologies because we tend to spin out the complications and deferrals of words as
we use them; even if it’s just the first or second level of unpacking, there is a kind of ety-
mological debt that is important to expose. I also try to play with rhythm: sometimes
copyeditors are deeply frustrated with me because I like long accumulative sentences that
constantly restate and slightly rephrase or permute things. I probably spend more time
reading Samuel Beckett and Anne Carson more than most film theorists do, because I re-
ally want to think about language as performative thought, and not as a neutral or quasi-
scientific or descriptive document.

The strategy of ‘reading for form’ that you both advocate and elaborate may seem somewhat
paradoxical when considered in the context of the evolution of film studies and affect theory’s
original anti-textual, anti-representational, and anti-semiotic impetus. Is there any funda-
mental difference between your reading of Rubber (and other films as texts) and the ap-
proach of Screen theory scholars of the 1970s and 1980s? And, if so, in which ways do these
readings precisely differ?

I'm more than happy to repudiate decades of film theory — what happened in the
1980s and 1990s with the rise of phenomenology and the received version of Deleuzian
film theory. 'm more than happy to bracket that and say that what was valuable about
Screen theory was that it was really Theoria, a way to see differently. The question wheth-
er we can still have such theoria in our times is really important. Screen theory was an ef-

24) Eugenie Brinkema, 26 more or less: Sophie Calle’s Secrets; in Henriette Huldisch (ed.), An Inventory of
Shimmers: Objects of Intimacy in Contemporary Art (Munich, London, New York: DelMonico Books /
Prestel), pp. 28-37.

25) Eugenie Brinkema, ‘e.g., Dogtooth, issue on Distance, World Picture 7. See online: <http://www.worldpic-
turejournal.com/WP_7/Brinkema.html>.
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fort to generalize a theory of the cinematic apparatus that would work in any situation,
that would account for the spectator as an effect of specific texts, and that would also be
specific in, for instance, how a melodrama differs from a western. What happened in the
1980s and 1990s was a mix of David Bordwell and Noel Caroll’s cognitivist post-theory
movement, in addition to a lot of phenomenological work, which in its own way was also
post-theory. A lot of cultural studies, feminism, queer theory, and disability studies took
up what actually became post-theoretical. People were saying it’s the end of Grand theory
and big explanatory paradigms. But now what’s happening is that the affective turn is be-
coming a Grand theory, an ostensible explanation of how everything works — yet without
connecting it to the textual specificities that allow us to tell the difference between a melo-
drama and a western, or to account for the work of color in a specific aesthetic object, or
to think from and with rhythm as an interesting problem in its own right.

Now there’s an interest in speculative realism, which also aspires to an overriding the-
ory of everything. I have no problem with grand theories, but the question is: if we try to
think with the vocabulary of OO0, how do we keep asking questions, how do we keep go-
ing as a discipline, how do we continue having conversations? Do you really need films to
show that they are demonstrating a prior theory of the Anthropocene? Or any other art-
works to claim that they are demonstrating accelerationism? No, so there’s no point then
in making things and writing theory, because then you can just do a digital humanities
description of how object A matches with the traits of theory B. This is very boring and not
how creative life works, nor would we want to live in such a world.

I think what happened with Screen theory was that there was not as much theoretical
promiscuity as there could have been. There was the dominant Lacanian/Althusserian
line, but it could have gone other ways, too. Metz opens up Freud and follows through
a certain strand of psychoanalytic thinking, but had he opened up Donald W. Winnicott,
we might get a different history of psychoanalytic film theory. We began with the premise
that the spectator stands for an effect of the text, but if we really put the text under more
rigorous deconstructive pressure, we might have been able to resuscitate the idea that ap-
paratus theory was not a totalizing theory but a general exploration of things that went in
many surprising directions. Maybe the body could have been thought of as a form under
a more capacious apparatus theory, and then cultural studies would not have had to dis-
card talking about form altogether.

Nevertheless, what I wanted to do with my first book was not to recycle Screen theory
but to go further into it and ask: what happens if we push the insights of psychoanalytic or
poststructuralist thinking? We should stop being so neoliberal with our theoretical com-
mitments. It’s not enough to say, “Today I'm a queer theorist, and tomorrow I'll be a new
materialist,” and choose what is locally convenient. We have to take theory seriously and
see where it leads, not as a set of tools or as a way of making things simple but as some-
thing that opens up things we don’t know yet.

Let’s get back to your overall approach that divorces affects from the issues of expressivity,
embodiment, and emotional responses, and explores them as textual details and ‘self-folding
exteriorities. With this definition in mind, can affects be localized beyond or somewhere else
than in the inflections of nothing — as your analyses suggest in relation to the non-expres-
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sive tear in Psycho (Alfred Hitchcock, 1960), mise-nen-scene in Open Water, or the flat cir-
cle in Rubber?

Yes, and in fact in the horror book I end up talking about a language of positive attes-
tation quite a bit. What interests me about Rubber is this toroid, while in The Human Cen-
tipede it is this attestation of a diagram, while in The Cabin in the Woods it is this grid and
this table. Although I'm still attentive to the generativity of negative formulations, the lan-
guage of attestation plays a distinctive role in this project. I try not to use the word pres-
ence without being aware of the overloaded problems with the term, but I do take serious-
ly the way that a visible thereness and “inthewayness” are problems of form. And Rubber
both hystericizes and literalizes that by making violence resonate with a morphic shape
which is constantly moving across the frame, constantly framing its own excision that
gives us a big nothing that is also a something. I used the language of nothing and the ‘not
enough’ and the ‘non-scene’ in the first book, while in my second book I talk a lot about
attestations of something; but it is always a formal something such as diagram or grid that
gets in the way.

What really fascinates me about horror is its overreliance on the figure of the monster,
which etymologically links to the words monstrum and moneo, signs of wonder — the
monster shows something. It is compelling to see what happens when we talk about what
this form demonstrates, displays, what kind of signs does it attest to. For example, some-
thing is missing in The Final Destination, and that something is death, but it turns into
a kind of ontological fact of existence in the horror franchise, and it’s linked to design. In
The Human Centipede, the mad scientist, oddly enough, is constantly apologizing for hav-
ing to do this, but it’s a process of research and experimentation, so the violence is on the
side of this diagram of scientific enquiry. In Rubber, something is literally missing — cau-
sality, interiority, subjectivity —, and yet it is there. 'm interested in what happens when
horror loses the monster, as a return of the repressed or as something that threatens nor-
malcy, and becomes, instead, about a monstration itself, a demonstration of a formal pro-
cess. I don’t completely lose the monstrative, I just lose the monster.

Fig. 4: The Cabin in the Woods (Drew Goddard, 2012), © Lionsgate
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What comes as a refreshing surprise for a reader of contemporary affect theory is your con-
cern with speculative realism in your text about Rubber. Which benefits come from thinking
speculative realism and specific affective modes, especially horror, together? Do you find some
of the theorists and philosophers who wrote about horror from the object-oriented and relat-
ed perspective — be it Graham Harman, Eugene Thacket, or Dylan Trigg — inspirational for
your work?

Opening up the question of what it is really like to be a killer tire, Rubber demonstrates
the “secret lives of things’, as Ian Bogost would put it.*® But the film itself is a critical
rejoinder to these theoretical models because it’s posing the question of human and
non-human perspective in the duality of chorus and torus. For me, Rubber is thus a lot more
interesting than most speculative realist thinkers. What’s interesting is how horror films
can actually intervene in theoretical debates and gridlocks, especially about materiality
and things, but offer some kind of a rejoinder — and Rubber does just that. If tearing up
my lawn is the same as tearing up my child, do we really have no problem with that? If we
want to invest in a theory of materiality so that we can talk about the destruction of the
environment, about the vitality of stones and lawn, does it actually mean that we're willing
to void certain philosophical theories of violence and ethics? The film’s posing a question
that such philosophical systems should work with. And likewise, right now I'm working
on The Cabin in the Woods, and the film also speculates about the very same operations
that govern accelerationist thinking. It asks questions about extensibility, about a model
for acuteness of systems of late capitalism, and what that would actually look like if it were
pushed to the limit; and it does so through the reduction of its world to one of Ancients
and Bureaucrats, and then through a variety of hypotactic narrative levels. The work is
therefore a kind of thought experiment about these philosophical problems. And I find it
very productive to think of films as thought experiments about philosophical problems as
long as we also regard philosophy as a series of thought experiments about aesthetic prob-
lems. As long as both these aspects are held at once, then some generative work can come
out of it.

Speaking of horror, many OOO scholars are talking about H. P. Lovecraft; see, for ex-
ample, Graham Harman’s book Weird Realism (2012),” but I find Lovecraft’s work itself
much more thought-provoking than the uses to which it has been put. From the thinkers
you mention, Thacker is my favourite: I teach his Horror of Philosophy trilogy quite a bit,
and I also like his book Cosmic Pessimism (2015).2® Thacker sets out a conceptual homol-
ogy between horror and philosophy, and then he reads horrors as works of philosophy and
philosophy as works of horror; he lets it move both ways, which is methodologically very
beautiful and compelling. Although he does not talk about aesthetic specificity very often,
when he does, he does so in a productive way that I find very formalist. When he discuss-

26) Ian Bogost, Alien Phenomenology, or What It’s Like to be a Thing (Minneapolis: University of Minnesota
Press, 2012).

27) Graham Harman, Weird Realism: Lovecraft and Philosophy (Winchester: Zero Books, 2012).

28) Eugene Thacker, In the Dust of This Planet: Horror of Philosophy, vol. 1 (Winchester: Zero Books, 2011);
Starry Speculative Corpse: Horror of Philosophy, vol. 2 (Winchester: Zero Books, 2015); Tentacles Longer
Than Night: Horror of Philosophy, vol. 3 (Winchester: Zero Books, 2015); Eugene Thacker, Cosmic Pessimism
(Minneapolis: Univocal Publishing, 2015).
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es Dante’s Inferno (1304), he focuses on topology, layers, and diagrammatic arrangements
of space, on a specific philosophical problem of the void, etc. My favourite thing to do with
Thacker is to take seriously his typologies; his distinction between the world-with-us, the
world-for-us, and the world-without-us is an incredibly useful heuristic for discussing
horror films, which themselves talk about the same kind of typology. My only problem is
that just as he’s getting very radical in his reading of horror and philosophy together, he
falls back on a very conventional understanding of the genre. His version of horror is for
the most part Gothic, metaphysical, Lovecraftian, and he would probably not recognize
Rubber as horror in this language. Horror only works for him when it deals with tentacles,
but not so much when operating with diagrammatic arrangement. Overall, treating hor-
ror as a negative metaphysics is stimulating (another work that points in this direction is
Andrew Culp’s Dark Deleuze);*” nevertheless, when you only take horror as purely nega-
tive dimension of philosophy, as a void or nothingness, you also potentially appropriate
horror into predetermined binaristic categories, and that can be a problem.

Let us now turn to your forthcoming book, which you are finishing as a Visiting Scholar at
the University of Amsterdam. To what extent is this going to be a follow-up to your previous
arguments and methodology? What are the conceptual gains of The Forms of the Affects
you would like to develop further; and are there, in contrast, any previous pitfalls you wish
to avoid?

The Forms of the Affects seemed to be about affect, but it really was my love letter to
form. The new book is supposed to be about form, but it really is an effort to think about
the ethical, a commitment to aesthetic language as a speculative ground for thinking about
ethics. It takes up the previous argument, but it’s also trying to push it in further direc-
tions. In the first book, I talked about formalism simply to reclaim close reading for the
affective turn. In the new book, I argue that radical formalism also involves not talking
about conventional ways in which we think about violence and, instead, demands that we
take seriously a certain kind of reduction to bare principles, and then tease out what it
means to think about the maximal destruction of the body, or, in case of love, a kind of
maximal indebtedness of figures to each other. I don’t talk a lot about affect theory, though,
as ’'m presuming people have read the first book and know where I stand. My interlocu-
tors for this book are Seren Kierkegaard’s Works of Love (1847), Bernhard Siegert and oth-
er German media theorists writing about the grid, architecture and design theorists who
deal with the diagram, but also some of the OOO scholars.*” T am also indebted to Derri-
da’s thinking of genre and generality. The book is actually much more engaged with con-
temporary philosophy than with affect theory.

The other difference lies in the fact that the first book was a positive project: I end with
the insistence that we don't yet know what form can do. The second one is much more po-
lemical and asks what we can say about the ethical from a radical formalist point of view.

29) Andrew Culp, Dark Deleuze (Minneapolis: University of Minnesota Press, 2016).

30) Seren Kierkegaard, Works of Love: Kierkegaard’s Writings, XV1, ed. and trans. Howard V. Hong and Edna
H. Hong (Princeton: Princeton University Press, 1998); Bernhard Siegert, Cultural Techniques: Grids, Filters,
Doors, and Other Articulations of the Real, trans. Geoffrey Winthrop-Young (New York: Fordham University
Press, 2015).
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The net result is that we cannot say all sorts of things about the ethical: for example, Rich-
ard Rorty’s accusation of Levinas’ ethics of alterity was that it was merely an “empty for-
malism”, and Theodor Adorno’s criticism of Kierkegaard’s theory of love is that its cold
cruel formalism acted “towards all men as if they were dead”*’ These constitute really
hard ethical positions that formalism makes visible in works of horror and love and phi-
losophy. And in the affective polarities and extremes, we see a kind of ethical demand
which is very hard to live with. One example would be Levinas’ suggestion that we have
a debt to the Other, which a film like The Human Centipede literalizes and radically con-
cretizes. What does it mean to have a debt to the Other? It means you’ll be sewn to the
Other, you'll live and die attached to them, youre diagrammatically bound to the Other. It
is the irreducibility of violence that is present not only in Levinas’ philosophy and in the
history of metaphysics but also in the horror film as a visual attestation manifested in the
diagram. And that should make us really uncomfortable.

Fig. 5: The Human Centipede (Tom Six, 2009), © Six Entertainment

31) Theodor W. Adorno, ‘On Kierkegaard’s Doctrine of Love, in Modern Critical Views, ed. Harold Bloom (New
York: Chelsea House, 1989), pp. 22-23.
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We Will Never Have Perfect Data

An interview with Thelma Ross

One of the most important thematic lines of the
2018 FIAF symposium was the question of meta-
data sharing. One of the three FIAF expert com-
mittees is dedicated to cataloguing, with the FIAF
Moving Image Cataloguing Manual (2016)" be-
ing its most important output in recent years. The
cataloguing manual brings concepts from the li-
brary environment to the film archive environ-
ment to help unify the way we organize and
describe film collections. Building on the interna-
tional standard EN 15907 and a hierarchical view
of what the cinematic work is — a four-tiered
model of work, version, manifestation and carri-
er — at least for now appears to be the most
promising solution for a comprehensive descrip-
tion of film collections. Thelma Ross of the Muse-
um of Modern Art (MoMA) Film Center is Head
of the FIAF cataloguing committee.

As an introduction, please tell us a little bit about
the Cataloguing and Documentation Commission
(CDC) of FIAE your mission, and aims.

The general purpose of the CDC is to promote
exchanging information and expertise and re-
sources. We really mean concrete implementable
resources, useful not just among FIAF colleagues
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but for the wider community. We focus on the ar-
eas of cataloguing moving images but also of doc-
umentation related to cinema. Our goals are to
get a sense of the working procedures in the areas
of cataloguing and documentation in film ar-
chives and to help facilitate their standardization.
We want to encourage schemas and philosophies
that lead to interoperability of systems and the
sharing of metadata through various communi-
cation protocols. As a commission we meet regu-
larly, conduct workshops, and both create and use

guidelines and standards in our institutions.?

You mentioned the wider community: how does it
reflect the composition of the CDC, actually?

One of the great strengths of the CDC member-
ship is that we have a wide mix. We have academ-
ics, database system experts, cataloguers and
metadata experts, documentation specialists...
And we come from a variety of institutional envi-
ronments, such as libraries, archives and muse-
ums. In terms of academic background, many of
us come out of programmes that are designed to
educate us in the cultural heritage institutions.

Following on you mentioning the wider perspec-
tive, what is your experience with implementing
the best practices in varied environments, such as

1) See: https://www.fiafnet.org/pages/e-resources/cataloguing-manual.html.
2) See: https://www.fiafnet.org/pages/E-Resources/Cataloguing-Documentation-Commission-Resources.html.
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yours — a museum which operates both a film col-
lection and a library?

That’s what's been interesting about the publica-
tion of the Manual, because it came along as
a tangible thing I could point to — in conjunction
with the metadata schema, the CEN standard for
moving images (http://filmstandards.org/). With
these resources at hand, I became much more
successful at advocating for moving image meta-
data and advocating for it being structured ap-
propriately, so that it is not marginalised in a larg-
er environment which has competing concerns.
I have seen the same happen in other major insti-
tutions that our commission members come
from, such as the BFI or the CNC. And even if
within MoMA we have not adopted the one ma-
jor system the others have (Adlib), we have been
able to structure our data in a way that serves the
needs of the collection. And again, in order to
make my case for that, I relied on these existing
standards.

We can also see the effect of there being a book that
you can put on people’s desks. Could you comment on
it still being a manual, not necessary a guideline?

We've worked really hard on not being pre-
scriptive, because we thought that would be unre-
alistic given all the differences in institutional en-
vironments, mission statements and collection
sizes’ budgets. We wanted to provide more than
one approach. Even if you have a flat file system,
we were conscious to provide guidance — if you
can’t do it this way, maybe there is another way.
That doesn’t mean you can’t describe the entities,
agents and relations that you need. A lot of what
I did even at MOMA — my fight was not to make
the system architecture comply to a four-level hi-
erarchy system, my fight was to achieve that even
within an existing system; all the entities I care
about are represented. So, I have kept stressing
that there is no pure approach here; the approach
is flexible. Having the benefit of a varied mem-
bership of the CDC, we knew everyone would
have to accommodate.
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It might be frustrating, because people really
like standardization to mean that we are all doing
thing exactly the same way. To me it means we
can take a variety of approaches to attain the
same ends.

What are the same ends — would that be the inter-
operability?

I think that the end goal is that we have come to
an agreement about certain concepts and how we
understand them. So that when we are looking at
anyone’s data we are able to recognize them —
whether we use the same field names or not is ir-
relevant to me. It facilitates the sharing and bor-
rowing of data and making the information more
accessible through tools like linked open data.

I believe that if we — like the library communi-
ty which we have been trailing this whole time —
make an agreement that these are the entities,
relations and attributes of importance, it will fa-
cilitate sharing our data as well as making access
to our collections easier.

One of your questions was about the needs of
our users. One of the things we can do is invest in
our data, which to me means making schemas
that are appropriate to your materials a priority,
just like we make investments in vaults and nec-
essary storage. That is something we do without
much discussion around it.

What can be learned from the libraries, for exam-
ple, in the field of authority files?

The libraries community seems to have really
figured it out. If you need to do name authority
work, you just go to the Library of Congress
name authority files or somewhere like the Getty
Institute, and you don’t have to create the record
from scratch.

And with linked open data, you don’t even need
to copy that data; you just use the URI to take the
user to the data. If I didn’t have to research my
constituents, I'd be saving so much time, and it
would change the basics of cataloguing if we went
down that road.
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I presume you are in touch with people looking for
data and looking for films. Are you always able to
explain to them the specifics of film collections’ cat-
aloguing? Are you often confronted with their ex-
pectations which might be coming from the library
field?

That’s not actually a part of my everyday job.
But just in my life at conferences and social events
where there are academics, I seem to realise peo-
ple often lack the context. We all have to under-
stand that our profession is still in its infancy,
while libraries have been around for much, much
longer. I don’t think it’s surprising we lag behind,
because in many countries we still try to legiti-
mize ourselves as a profession, even. What's been
helpful were the various study programmes, for
example.

My personal experience is that when I tell peo-
ple what I do, their response is often “I didn't even
know a thing like that existed in the world” But if
I had said I was a librarian, everyone would im-
mediately know what that is. Here, digital has
both complicated this and created an opportuni-
ty for advocacy, because people want everything
streamed — and now!

Would you be then using the term “film librarian”
as a means of explaining your profession? Or would
you rather get rid of the librarianship context and
just say you work as a film cataloguer and that
we're all film and moving image archivists?

I always say I'm a film archivist first, because
I feel like they need to know that exists as a thing
in the world. And then I say what I do is what you
would understand a librarian does; a librarian
who describes books in a catalogue and you go
down that system and you find the book that you

want.

How do you see the dilemma of openness versus ar-
chives as hierarchical keepers of knowledge?

First of all, we all know that there are limits to
openness when it comes to sensitive information
about collections. We ethically are guardians of
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information about donors or financial figures
that we don’t want to and should not share.

Among the various institutions, I have seen and
experienced a willingness to solicit and crowd-
source information while at the same time re-
maining a source of authoritative information
about the items in their collection. So, this is not
in favour of one or the other, but a kind of merg-
ing of the two, where users or the public get inter-
ested and want to engage, and the institution em-
braces that engagement.

Any good examples here?

For instance, when the Library of Congress
published all of their still images as digital thumb-
nails, and they invited the community to tag it...
That made search and discovery available for
thousands and thousands of photos that had been
previously inaccessible.

I also worked with Documentary Educational
Resources (www.der.org), and they want to put
together a union catalogue for ethnographic
films. One of the things that they want to do is to
make it possible for the community being repre-
sented in these films to be able to comment and
provide information. And that is a wonderful
marriage; I think we should engage our commu-
nity and use their information. Also, there’s some
great information out there.

On the other hand, I know institutions invest in
building authoritative data, and that shouldn’t be
dumped either. But I think the complication is, of
course, how do you moderate incoming informa-
tion? And how do you incorporate it within a sys-
tem that has been standardized? That is still
a challenge that I don’t really have any answer to,
but I think it’s worth the fight. It’s worth trying to
use user-generated content. And that'll come
with linked open data and with wiki data —
things like that. There’s obviously a lot of concern
over what happens if we make our data open, and
we have made mistakes.

But we will never have perfect data. And if we

wait for that day, we will never make our data ac-
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cessible. And I think that would be a shame.
Mistakes will be more quickly identified and cor-
rected if we make our data open. That might be
a benefit that we don't talk about; we worry too
much about not being perfect.

Ladislav Cubr - Matéj Strnad

INDUSTRY VOICES
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Satan’s Best Ceremony: The Identification of Three Films

by Jan KiiZenecky

The year 2018 brought, among other state anni-
versaries, some notable jubilees reminding us of
the dawn of Czech film. We celebrated one hun-
dred and fifty years since the birth of the pioneer
Jan Ktizenecky (real name Jan Nepomuk Josef
Norbert Ktizenecky; 20. 3. 1868 Prague — 9. 2.
1921 Prague), and also one hundred and twenty
years since this inventive man made his first films
in 1898, thus laying down the cornerstone of our
national cinema. It is not only for these anniver-
saries that all of KiiZenecky’s surviving films
from 1898 to 1911 were transferred by the Narod-
ni filmovy archiv to a digital format and accom-
panied by a soundtrack, in order to make them
available to today’s viewer.

The digitization project also created an oppor-
tunity for film historians to focus on the corpus of
Jan KfiZenecky’s works and view it in high defini-
tion picture quality. Thanks to new technologies,
surviving film materials were easier to identify,
and they also could be assembled into their orig-
inal shape and reconstructed according to the time
lines of captured events (this was especially the

case for Sokol rallies or events accompanying an-
niversary exhibitions). And after more than a cen-
tury, these processes enabled the correct identifi-
cation of three pictures — To nejlepsi ¢islo (The Best
Number), Satanova jizda po Zeleznici (Satan’s Rail-
way Ride), and Svéceni zdkladniho kamene jubilej-
niho kostela sv. Antonina v Praze VII. (Consecration
Ceremony for the Foundation Stone of the Jubilee
Church of St. Anthony in Prague VII) — of which
film historians incorrectly noted the year of mak-
ing and knew them only by incorrect names."

The Best Number

At the now non-existent Smichov station, se-
veral young ladies and an older gentleman,
among other people, are hastily boarding the
train. Everything is being supervised by the
conductor (played by Alois Charvat), who, af-
ter the departure of the train, takes his hat off,
and happily heads for the camera, smiling wi-

dely into the lens.

1) Twould like to thank the following colleagues from the Narodni filmovy archiv for their cooperation with the
identification of these three films: among others, Jiti Anger, Ivan Klime$, Eva Pavlikovd, Eva Urbanova, and
Sona Weigertovd; also, Markéta Travnickova from the History of Theater Department at the National Museum

in Prague.
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This is the synopsis of a short feature film, which
survived in the Narodni filmovy archiv collection
in the original negative,? with the Lumiére perfo-
rated film strip® spanning 15.2 meters (in a stand-
ard projection format, this film would last a mere
half a minute). The film has been known only
since 1995 under the name The Best Number and
was dated to 1907, or rather 1902.¥ Thanks to the
film content itself, newspaper articles from the
era, and the memories of actual participants, it
was possible to correctly date this short film to
1906 and link it with the project Satan’s Railway
Ride, which up to then was considered lost.

On Monday, October 6, 1902, the Smichov
Arena hosted the premiere” of “an epic farce with
librettos with 4 parts and an interlude”,® The Best
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Number by Julius Freund, translated by Josef
Kubik, and directed by Josef, or actually Jan,
Kubik.” This would not be anything that extraor-
dinary, if the classified section of the newspaper,
including the theater posters, did not advertise
that “the light scene in part I will be performed
with the assistance of a cinematograph and its ex-
traordinary boards, manufactured for that sole
purpose, by the Lumier [sic!] company in Lyon”?
In the early stages of cinema, when film was being
transformed from a simple technical invention,
evolving from a cinema attraction towards its
narrative format, while discovering its means of
expression as well as trade and artistic use, this
was considered an unusual use of film in a classi-
cal stage play.

2) Aside from the camera negative, there are three duplicate negatives, one duplicate positive, and two prints

stored at the Nérodni filmovy archiv.

3) 'The film stock by the brothers Auguste and Louis Lumiére is different from the classic standardized materials,
mainly by its shape and the number of perforations (sprocket holes), which is why it cannot be used on regu-

lar projectors.

4) Collective of authors, Czech Feature Film I 1898-1930 (Praha: Narodni filmovy archiv, 1995), p. 123. It is here
that the material was connected with this name for the first time and the noted estimated year 1907 was later

corrected to 1902.

5) For more on Prague’s Smichov Arena, which between 1891 and 1934 stood between Palacky and Railway
bridges and was used during this period as a summer scene for the Svanda Theater, in the possession of the de-
scendants of Pavel Svanda from Semcice, see Eva Sormové (ed.), Ceskd divadla: Encyklopedie divadelnich

souborii (Praha: Divadelni ustav, 2000), pp. 488-493.

6) Arénana Smichové, Ndrodni listy, vol. 42, no. 275 (1902), p. 3. This play, originally Eine feine Nummer, started
stage rehearsals at the end of September. Z kancelate Smichovského divadla, Ndrodni politika, vol. 20, no. 263

(1902), p. 6.

7) Based on the period sources it is not entirely clear whether the play was produced by its translator, stage de-
signer and actor Josef Kubik (18. 2. 1877 Prague - 8. 1. 1949 Prague) or by his father Jan Kubik (18. 11. 1849
Prague - 6. 1. 1913 Prague). During the years 1896-1907, they were both involved as actors as well as directors
at the Svanda Theater and at the Smichov Arena. To confuse matters more, there are two surviving theater
plaques of this play at the History of Theater Department at the National Museum. On the first one, without
a date, Jan Kubik is printed as the director, while on the second one, dated March 19%, 1904, the son Josef Kubik
(Nérodni muzeum, Divadelni oddéleni, Sbirka divadelnich ceduli a plakatd, inv. no. H6C-37150, H6C-6171).
Just as confusing are the notes from the period newspaper, with Josef and Jan Kubik being noted as director of
the piece for the same time period. Z kancelate Smichovského divadla, Ndrodni politika, vol. 22, no. 59 (1904),
p. 9. Aréna na Smichov¢, Ndrodni listy, vol. 44, no. 79 (1904), p. 5. Z kancelafe Smichovského divadla, Néirodni
politika, vol. 22, no. 79 (1904), p. 8. The advertisements from 1902 usually noted the director as J. Kubik. For
more on the activities of Josef and Jan Kubik, see Eva Sormové (ed.), Ceskd ¢inohra 19. a zaédtku 20. stoleti.
Osobnosti; I. dil A-M (Praha: Divadelni ustav — Academia, 2015), pp. 531-535. See also note 15.

8) Aréna na Smichové, Ndrodni listy, vol. 42, no. 275 (1902), p. 3. The play was also described as an “epic farce with
cinematographic scenes”. Z kancelare Smichovského divadla, Ndrodni politika, vol. 20, no. 295 (1902), p. 21.
“The attraction of this farce are its light scenes, made by a French company Lumier [sic!] from Lyon.
Z kancelate Smichovského divadla, Ndrodni politika, vol. 20, no. 288 (1902), p. 26. Aréna na Smichové, Ndrod-
ni listy, vol. 42, no. 280 (1902), p. 6. Aréna na Smichové, Ndrodni listy, vol. 42, no. 284 (1902), p. 6. Narodni
muzeum, Divadelni oddéleni, Sbirka divadelnich ceduli a plakatu, inv. no. H6C-37150.



ILUMINACE Volume 31,2019, No. 1 (113)

The content and format of the film interludes
during the play The Best Number were described
by Olga Fastrova in her critique:

In order for the [theater administration] to
save the farce, they invented cinematographic
scenes, which depict the end of the prelude.
This would not be so bad; any attraction can be
interwoven into a farce, as long as it’s connec-
ted with the plot and its presence is somehow
explained. Sadly though, in the third intermi-
ssion, the cinematographic scenes are back
and they do not depict a scene from the play,
but exercises of the Hulan battalion, bridge

openings, and other such events.”

The above-mentioned film interlude at the end
of a prelude, called Skanddl v divadle (Scandal at
the Theater), was filmed especially for this play.
One of the performers, the actor Alois Charvat,'”
was reminiscing about this picture, and this is
what he remembered about playing the inter-
ludes during the play:

In October [1902], the play The Best Number

was shown, where film was used for the first
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time. Towards the end of the first act, a havoc
overtook the stage, everyone was rushing out
of the theater, and what was taking place in
front of the theater, was sort of happening on
the film screen, lowered where the theater cur-

tain normally is.'”

Clearly, Charvat’s depiction of the film does not
correspond with the above description of the sur-
viving content, which was originally attributed to
the play The Best Number, or with any other film
material stored in the Narodni filmovy archiv
collections. Similarly states also a report from
1904, when a play “with its cinematographic
scenes depicting a scandal in the Theater Varieté
and its consequences caused a lively sensation”'?

The play, reportedly popular with audiences,'?
was being re-shown during October and at the
beginning of November 1902 and again, accom-
panied by cinematographic scenes, on February
28, 1904, and re-shown in March.'? We will most
likely never know who was the author of the idea
and who made the decision to insert this film into
the intermissions of the farce, whether it was its
translator and director Josef Kubik or perhaps his
father Jan Kubik,' or the owners and conces-

9) Fastrova continues: “Shocked, we asked, how does this relate to the plot? We are not denying that it is only for
the cinematograph, that the audience is coming to see The Best Number, but we are thinking: if this piece is per-
formed only for the sake of such cabaret shows, then let us lose that piece altogether and play only that cine-
matograph and those inserted, beautiful couplets a la ‘Eulalie}, and above the theater gate they could place an
inscription, ‘Svanda’s Theater Varieté. The reviewers would no longer be getting angry, and the theater admin-
istration would not have to force upon itself such a despicably serious repertoire. And all involved parties
would again be contented. — OVA [Olga Fastrova], “Svandovo divadlo”, Divadelni listy, vol. 3, no. 18-19

(1902), pp. 487-488.

10) In the prelude, alongside Charvat performed Jan Zdrtibecky, Joza Hadrbolcova, Marie Groszova, Antonin
Krpalek, Bohumil Visek, Ladislav Spirek, Jozka Vanerova, and Antonin Mily.

11) Alois Charvat, Ze staré Prahy (Divadelni a jiné vzpominky) (Praha: Nakladatel Leopold Maza¢, 1926), p. 202.

12) Z kancelare Smichovského divadla, Ndrodni politika, vol. 22, no. 59 (1904), p. 9.

13) Aréna na Smichové, Ndrodni listy, vol. 42, no. 279 (1902), p. 4. Z kancelate Smichovského divadla, Ndrodni
politika, vol. 20, no. 279 (1902), p. 6. Z kanceldfe Smichovského divadla, Ndrodni politika, vol. 20, no. 281

(1902), p. 30.

14) Z kanceldfe Smichovského divadla, Ndrodni politika, vol. 22, no. 59 (1904), p. 9. Z kancelate Smichovského di-

vadla, Ndrodni politika, vol. 22, no. 65 (1904), p. 6.

15) On doubts about the director, see note 7. Interestingly, Josef Kubik already wrote for the Smichov Arena in
1898, and it was a play with a film topic, The Bohemian Biograph, which was described as “a series of monu-
mental photographs”. Josef Kubik continued to insert film into his theatrical directorials in following years, for
example during the light opera To se musi vidét! (That Must Be Seen!) from July 18, 1914, at the Smichov Arena.
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sionaries, the descendants of the founder Pavel
Svanda from Sem¢ice.'®

Another uncertain question remained: who
was the author of these film inserts? Most likely it
was Jan Kfizenecky, as there are several clues
guiding us to his authorship.”” So far, we have
been unable to prove that there was a local in the
Czech lands prior to 1906, besides Ktizenecky,
who owned a Lumiére camera (Cinématographe),
and was actively involved in filmmaking. Un-
doubtedly, the short (only a few meters long) film
in front of the theater with Czech actors had to be
made in Prague. It is unlikely that a foreign cam-
eraman from the Lumiére company would travel
all the way to Prague to film this segment, not to
mention the financial burden associated with
such an action. The aforementioned participation
of the Lumiére company from Lyon in the project
was most likely limited to providing the raw neg-
ative material, lab work, and a supply of prints,
whereas the filming itself was managed by
Kfizenecky in Prague. For that matter, the film-
maker already opted for this method back in
1898 at the Exhibition of Architecture and Engi-
neering at the Prague Exhibition Grounds, where
he introduced his Czech cinematograph for the
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first time, and as we shall see, he did so later on as
well. As noted in Olga Fastrovas critique, there
were others, unrelated to the plot, inserts, news
flashes, and reports, such as exercises or bridge
openings.'" Ktizenecky, too, filmed similar pic-
tures, and his report Slavnostni vysvéceni mostu
Frantiska I. (Grand Consecration of the Emperor
Franz 1. Bridge) was made in 1901.

Aside from the period press,'”” a considerable
footprint of Ktizenecky’s involvement was pro-
duced by a surviving theater plaque for The Best
Number, announcing that “the cinematograph for
the light scene show in the interlude was bor-
rowed by and is directed by J. Pokorny”*” Togeth-
er with an office colleague and a former class-
mate, Josef Franti$ek Pokorny (30. 3. 1869 Prague
- 18. 6. 1917 Prague), Jan Ktizenecky purchased
(with the help of a loan from his father Josef
Pokorny, Sr.) in May 1898 a Lumiére Cinémato-
graphe?) Together they operated the Czech
Cinematograph pavilion at the Exhibition of
Architecture and Engineering, mentioned earlier.
Evidently, Pokorny, as a partner, had, during the
first years after the end of the exhibition, the right
to operate a Lumiére machine and was then able

Yy

to show Kfizenecky’s films during theater plays in

Z kancelare Smichovského divadla, Ndrodni politika, vol. 16, no. 228 (1898), p. 4. Prazsky illustrovany kuryr,
vol. 7, August 28, 1898, p. 9. The play is later on incorrectly named and noted in literature as The American
Biograph. For comparison, see Vladimir Birgus, “Pocatky vyuziti filmu na ¢eském jevisti’, Panordma, vol. 4,
no. 4 (1977), pp. 36, 40.

For more on the creative pathways of Pavel Svanda, jr., from Sem¢ice, Karel Svanda from Semcice and others,

see Eva Sormova (ed.), Ceskd ¢inohra 19. a za&dtku 20. stoleti. Osobnosti; II. dil N-Z (Praha: Divadelni tstav —

Academia, 2015), pp. 1074-1083.

For argumentation, aside from others, see Zdenék Stabla, Cesky kinematograf Jana K¥iZeneckého (Praha:

Ceskoslovensky filmovy ustav, 1973), pp. 178-182, 245-246. Birgus, “Pocatky vyuziti filmu na ¢eském jevisti’

pp. 36-42. Lubo$ Bartosek, Déjiny ceskoslovenské kinematografie I. dil. Némy film 1896-1930. I. ¢dst (Praha:

Statni pedagogické nakladatelstvi — Univerzita Karlova, 1979), pp. 27, 142. Lubos Bartosek, Nds film: Kapitoly

z déjin 1896-1945 (Praha: Mladé fronta, 1985), pp. 32, 37, 38, 364, 365. “Zivotopis Jana Ki{zeneckého’, Filmovy

prehled, http://www.filmovyprehled.cz/cs/person/127419/jan-krizenecky, [accessed 27 September 2018].

18) — OVA [Olga Fastrova], “Svandovo divadlo’, pp. 487-488.

19) “The cinematograph for this scene was again borrowed by and production is directed by J. Pokorny”. Z kancelafe
Smichovského divadla, Ndrodni politika, vol. 22, no. 59 (1904), p. 9.

20) The plaque is dated March 19, 1904. The second surviving theater plaque but without a date only contains
a sign “The light scenes produced by a cinematograph machine provided by the Lumier [sic!] company in Lyon”
Nérodni muzeum, Divadelni oddéleni, Sbirka divadelnich ceduli a plakatt, inv. no. H6C-37150, H6C-6171.

21) A Lumiére Cinématographe, owned by Ktizenecky, served as a camera, a printer, and also as a projector.

16

=

17

—



ILUMINACE Volume 31,2019, No. 1 (113)

the Arena. Pokorny’s younger brother and an ex-
hibition co-worker of the Czech Cinematograph,
Vincenc Pokorny (5. 4. 1875 Prague - 5. 11. 1968
Prague), provided a significant testimony to the
National Technical Museum in Prague in Octo-
ber 1952:

With mister architect Jan KfiZzenecky, we play-
ed these films [from the architecture and engi-
neering exhibit] several more times later on,
and always as a part of a different entertain-
ment program only, for example in the
Méstanska beseda in Prague, at the Narodni
dim at Vinohrady, in the Smichov Arena, in
“Orfeus” at Krélovské Vinohrady and perhaps
other places too, but I do not remember where

exactly.?

It cannot be entirely dismissed that the above
noted screening in the Arena could have been
managed by Vincenc Pokorny, incorrectly noted
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on the theater plaque and in the newspapers as
J. Pokorny.? However, the assertion that Josef or
Vincenc Pokorny were actively engaged in cine-
ma in the following years, aside from the exhibi-
tion work in 1898, or were actively shooting
films, has not yet been confirmed. All these
actions were performed by the photographer
Ktizenecky himself?¥ The Best Number can
therefore be attributed to Jan KiiZenecky.

Film screenings (for example, street news from
Prague) were being shown on Czech theater stag-
es for the first time in 1896 and then regularly
during the years 1899-1907 in the Karlin Theater
Varieté, but they complemented various enter-
tainment programs without any connection to
the other parts of the program.> The Best Num-
ber® is at this point considered to be the very first
domestic use of film as an independent attraction
as well as a staging resource linked to the play’s
plot.?” Currently, the film insert The Best Number
is considered to be lost.

22) Cited according to Ivan Klimes, “Cesky kinematograf v Kralovské obote 1898 Iuminace, vol. 10, no. 1 (29)
(1998), pp. 203, 205. Vincenc Pokorny, “Pocatky ¢eskych kinematografickych film”, Narodni muzeum, Di-
vadelni oddéleni, Sbirka divadelnich ceduli a plakatd, inv. no. 338 (unprocessed). See also Pokorny, [P. T. Na-
tional Technical Museum], Praha, 3. 2. 1953, inv. no. 403 (unprocessed).

23) According to his brother’s memories, shortly after the end of the Exhibition of Architecture and Engineering,
Josef Pokorny left Prague and settled in Moravian Ostrava as a builder. Prior to his death, he also worked in Sa-
rajevo.

24) For more on the cooperation between Jan KfiZenecky and Josef and Vincenc Pokorny, also to be included is

Kftizenecky’s brother-in-law Ferdinand Gyra (18. 3. 1861 Prague - 15. 6. 1933 Prague), and on operating the

Czech cinematograph at the Exhibition of Architecture and Engineering, see Zdenék Stabla, Cesky kinemato-

graf Jana KiiZeneckého, Klimes, “Cesky kinematograf v Kralovské obote 1898” pp. 165-208, Ivan Klimes,

Kinematograf! Vénec studii o raném filmu (Praha: Nérodni filmovy archiv - Casablanca, 2013), pp. 24-39.

Further, these were pictures filmed by a foreign cameraman. Zdenék Stabla, Data a fakta z déjin ¢s. kinemato-

grafie 1896-1945. I. svazek (Praha: Ceskoslovensky filmovy tstav, 1988 [internal print]). Zdenék Stabla, “Kine-

matografické projekce v Cechdch a na Moravé v letech 1896-1897”, in Jana Samonilové (ed.), Texty &s. fil-
mového dstavu ¢ 13 /Historické sesity ¢ VI/ (Praha: Ceskoslovensky filmovy dstav 1979 [internal print]),
pp. 52-54. Stabla, Cesky kinematograf Jana K#izeneckého, pp. 113114, 181. Birgus, “Pocatky vyuziti filmu na

Ceském jevisti”, p. 36.

26) Even the critics of the era noted the incorrect naming of the play: “Noted, by the way: in the Czech language,
the placement of a definite article ‘to’ [‘the’] before a 3rd degree adjective is completely redundant and unaccep-
table. How could the theater administration allow such a horrible Germanism, even on the theater plaque and
to line Prague’s streets with it! All those, who know their Czech language well, were simply terrified by that
green plaque” — OVA [Olga Fastrovi], “Svandovo divadlo”, pp. 487-488.

27) This is how the play is understood even in Czech theater historiography. Frantisek Cerny - Ljuba Klosova
(eds.), Déjiny ceského divadla I11. dil. Cinohra 1848-1918 (Praha: Academia, 1977), pp. 372, 581. Sormovi4 (ed.),
Ceskd divadla, p. 490. Milena Nyklov4, “O modernim herectvi’, Zdbér, vol. 11, no. 2 (1978), p. 7. Birgus,
“Pocatky vyuziti filmu na ceském jevisti’, pp. 36-42.
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Satan’s Railway Ride

In the first half of July 1906, the press reported
that the Smichov Arena was putting on a new
English fantasy play consisting of three parts and
eight scenes with new decorations, costumes,
props, many extras, and also a ballet, Satan’s Last
Trip. The play by James Harry and Edward Goul-
ton, translated by Vilém Taborsky, was directed
by actor Antonin Vaverka (31. 10. 1868 Prague —
2. 6. 1937 Prague). By the beginning of August,
stage rehearsals were underway, the final rehears-
al took place on August 3,” and the piece pre-
miered on Saturday, August 4, 1906.%” At the end
of July it was already reported that, for the pur-
poses of the play, “a large cinema scene by the
Lumiére company™” was created. The Smichov
Arena used the same approach as in the case of
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the play The Best Number, four years prior. As
repeatedly reported by the period news, “the
cinematographic scenes by the company Limiers
[sic!] from Lyon ‘Satan’s Railway Ride’ evoked

a stormy applause”®"

It was at this point that
the film insert earned its new, separate name,
Satan’s Railway Ride, which was supposed to de-
pict “a picture of the platform in Podlesi™? in
part IL.

Thanks to newspaper reports, there are several
descriptions of this film insert available, includ-

ing its description, cast and plot:

A cinematographic scene, portraying Satan to-
gether with his procession, captured by a pho-
tographic machine, precisely at a moment of
boarding a train at the Smichov station, with

train conductor Mr. Charvat.*

28) Z kancelafe Smichovského divadla, Ndrodni politika, vol. 24, no. 191 (1906), p. 8. Aréna na Smichoveé, Ndrodni

listy, vol. 46, no. 191 (1906), p. 4. Aréna na Smichové, Ndrodni listy, vol. 46, no. 202 (1906), p. 6. Z kancelate
Smichovského divadla, Ndrodni politika, vol. 24, no. 202 (1906), p. 7. Aréna na Smichové, Ndrodni listy, vol. 46,
no. 204 (1906), p. 3. Z kancelafe Smichovského divadla, Ndrodni politika, vol. 24, no. 205 (27. 7. 1906), p. 7.
Z kancelate Smichovského divadla, Ndrodni politika, vol. 24, no. 209 (1906), p. 7. Aréna na Smichové, Ndrodni
listy, vol. 46, no. 210 (1906), p. 4. Z kancelare Smichovského divadla, Ndrodni politika, vol. 24, no. 210 (1906),
p. 7. Aréna na Smichové, Ndrodni listy, vol. 46, no. 211 (1906), p. 3. Aréna na Smichové¢, Ndrodni listy, vol. 46,
no. 212 (1906), pp. 4, 6. Z kancelafe Smichovského divadla, Ndrodni politika, vol. 24, no. 212 (1906), p. 8.

29) Z kancelafe Smichovského divadla, Ndrodni politika, vol. 24, no. 213 (1906), p. 9.
30) Aréna na Smichové, “Satantv posledni vylet’, Ndrodni listy, vol. 46, no. 207 (1906), p. 5. Here also is a short

synopsis of the play.

31) Zkanceldfe Smichovského divadla, Ndrodni politika, vol. 24, no. 220 (1906), p.7. For comparison, see
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Z kancelare Smichovského divadla, Ndrodni politika, vol. 24, no. 248 (1906), p. 2 (appendix). During the fol-
lowing days, the box office was emphasizing that every show, except for the premiere, is sold out and that the
audience is attending in high numbers. Particularly, the film insert is “enjoying a roaring applause” or “boister-
ous applause”. Z kancelare Smichovského divadla, Ndrodni politika, vol. 24, no. 280 (1906), p. 8. Also, among
others: Z kanceldfe Smichovského divadla, Ndrodni politika, vol. 24, no. 214 (1906), p. 9; Aréna na Smichové,
Narodni listy, vol. 46, no. 230 (1906), p. 3; Z kancelate Smichovského divadla, Ndrodni politika, vol. 24, no. 230
(1906), p. 7; Aréna na Smichové, Ndrodni listy, vol. 46, no. 232 (1906), p. 4; Z kancelare Smichovského divadla,
Narodni politika, vol. 24, no. 253 (1906), p. 9.

Aréna na Smichove, Prazsky illustrovany kuryr, vol. 15, no. 220 (1906), p. 8. See also Aréna na Smichové,
Prazsky illustrovany kuryr, vol. 15, no. 224 (1906), pp. 7, 10. That the film insert is named Satans Railway Ride
was repeated several more times. Z kanceldfe Smichovského divadla, Ndrodni politika, vol. 24, no. 220 (1906),
p. 7. Aréna na Smichové, Ndrodni listy, vol. 46, no. 221 (1906), p. 4. Z kancelafe Smichovského divadla, Ndrod-
ni politika, vol. 24, no. 228 (1906), p. 2 (appendix). Z kancelate Smichovského divadla, Ndrodni politika, vol. 24,
no. 230 (1906), p. 7. Exceptionally, the name Sataniiv vylet na svét (Satan’s Trip into the World) appeared. See
Aréna na Smichové, Ndrodni listy, vol. 46, no. 224 (1906), p. 3. Aréna na Smichové, Prazsky illustrovany kuryr,
vol. 15, no. 224 (1906), p. 10.

Aréna na Smichové, Ndrodnf listy, vol. 46, no. 219 (1906), p. 3. See also, Z kancelate Smichovského divadla,
Narodni politika, vol 24, no. 219 (1906), p. 7. Aréna na Smichové, Prazsky illustrovany kuryr, vol. 15, no. 219
(1906), p. 10.
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A cinematographic scene, portraying Satan,
hijacking several village girls onto a train [...].
Persons getting on and off the train are mainly
actors, and the rehearsals of the scenes requi-
red tiresome practice and considerable cost.*”
Contributing towards the success of the play is
also the cinematographic portrayal of our rail
station, depicting the departure of village girls
with Satan to Prague.’

One transformation is even taking place with
the help of cinematographic pictures of a real

locomotive, train cars and passengers.*®

The noted descriptions correctly correspond
with the actual synopsis of the surviving film, the
plot of which is described above. Thus, the film
material known as The Best Number from 1902
was safely and unequivocally identified as Satan’s
Railway Ride from the summer of 1906.

Due to issues with customs tax on the devel-
oped film material, the film insert Satan’s Railway
Ride was not shown together with the premiered
play on August 4, 1906, but during its fifth run on
August 9. A detailed explanation was provided
by the press six days later:

AD FONTES 97

As already announced, the cinematographic
scene “Satan’s Trip into the World” was com-
missioned at the Lumiéres [sic] company in
Lyon. However, since the order was, due to
some oversight at the customs office, delayed,
the new scenes were taken at a local train stati-
on by a renowned specialist, Mr. Antonin
Pech, a photographer from Ceské Budgjovice,
who developed all these materials himself, and
both scenes will be shown during today’s per-
formance, which is what lends the performan-

ce its special curiosity.*®

Therefore, two identical films were created to
accompany the play, and both were shown during
the re-runs from August 15 and throughout fall
1906 until the last show in February 1907. The
newspaper clearly states that the second version
was filmed by Antonin Pech (21. 10. 1874 CiZice
[near Pilsen] - 20. 2. 1928 Prague).* Satan’s Rail-
way Ride is Pecli’s first known professional cine-
matographic work, even though it was originally
assumed that he ventured into his film, entrepre-
neurial, production, cinematographic, and direc-
torial activities later, after his move from Ceské
Budéjovice to Prague at the end of 1907.%")

34) Aréna na Smichové, Ndrodni listy, vol. 46, no. 221 (1906), p. 4.
35) B., “Svandovo divadlo na Smichové”, Divadlo, vol. 4, no. 20 (1906), pp. 449-450. Here also is a short synopsis

of the play.

36) R., “Satantv posledni vylet’, Ndrodni politika, vol. 24, no. 228 (1906), p. 2 (appendix). Here also is a short syn-

opsis of the play.

37) “But the delayed delivering of the film [from the Lumiére company in Lyon] was due to some oversight at the
customs office, and it wasn’t until yesterday’s play that the picture was reproduced and was liked very much”
Aréna na Smichové, Ndrodni listy, vol. 46, no. 219 (1906), p. 3. See also, Z kancelafe Smichovského divadla,
Narodni politika, vol. 24, no. 219 (1906), p. 7. Aréna na Smichov¢, Prazsky illustrovany kuryr, vol. 15, no. 219

(1906), p. 10.

38) Aréna na Smichové, Ndrodni listy, vol. 46, no. 224 (1906), p. 3. Aréna na Smichové, Prazsky illustrovany kuryr,

vol. 15, no. 224 (1906), p. 10.

39) Pech’s participation in the filming was, compared to the involvement of the Lumiérs, advertised only a few
times, but is indisputable. See, for example, Z kancelate Smichovského divadla, Ndrodni politika, vol. 24, no.
228 (1906), p. 2 (appendix). Z kancelare Smichovského divadla, Ndrodni politika, vol. 24, no. 228 (1906), p. 4
(appendix). Aréna na Smichové, Ndrodni listy, vol. 46, no. 230 (1906), p. 3. Z kanceldfe Smichovského divadla,
Narodni politika, vol. 24, no. 230 (1906), p. 7. Z kancelare Smichovského divadla, Ndrodni politika, vol. 26,
no. 231 (1906), p. 7. Aréna na Smichov¢, Ndrodni listy, vol. 46, no. 232 (1906), p. 4. Aréna na Smichové, Ndrod-

ni listy, vol. 46, no. 233 (1906), p. 6.

40) On the activities of Antonin Pech, one of the pioneers of Czech cinematography, including his participation in
Satan’s Last Trip, see Bartosek, Déjiny Ceskoslovenské kinematografie, pp. 27-30, 142. Bartosek, Nds film, pp. 32,
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The remaining question, though, was the au-
thorship of the first, original version of the film.
Although the press consistently listed the Lumi-
ére Brothers factory in Lyon as the creator of the
film insert, the circumstances repeatedly pointed
to Jan Ktizenecky for authorship. Aside from the
fact that he had already collaborated with the
Arena (Smichov, transl. note) on a similar project
in the past, and was practically the only camera-
man in Prague, the surviving film material also
testifies to his authorship. In addition, it was
found among KfiZenecky’s estate. Further, as al-
ready noted, it was endowed with the Lumiere
perforation — and thus had to be filmed only
with a Lumiere Cinématographe, which the crea-
tor owned. Again, it is unlikely, that the Smichov
scene was filmed by one of Lumiére’s foreign
cameramen — or that perhaps it was filmed
abroad. The Lyonnaise company’s involvement
was again limited to providing only the film ma-
terials, lab processing, and a return delivery.*"
These assumptions were eventually confirmed by
currently unpublished manuscript memoirs from
the director of the farce Satan’s Last Trip, Antonin
Vaverka, which were written probably sometime
during the 1930s under the title Mé vzpominky od
Zlaté Prahy az po americké hvézdy (My Memories
from Golden Prague to American Stars):

In 1906 I directed an epic light opera, Satan’s
Last Trip, where I played the main character.
During the shoot I was pondering an idea, that
the train station scene should be true in the eye
of the audience, that it should have larger di-
mensions and should offer more than just a fe-
igned world. This idea captivated me greatly,
and so I immediately created, well created
/since there was nothing similar in the libretto/

anew scene, which I livened up by many comi-
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cal features, but basically, scenic format, which
fused moving pictures with live speech from
the stage, literally theater with film, which was
my directorial idea for an epic light opera, and
which our then artistic director Dr. Karel
Svanda immediately encouraged. For this pur-
pose, I set off to the State Railways headquar-
ters, where I presented my request, which
actually was not only approved as for the time
and the place, without counting not even
a penny, but they also supplied me with two
large heated locomotives for these purposes.
Soon after — one afternoon — between two
and four oclock, when the Smichov train stati-
on tracks were free, I was able to start directing
my first film! By my side and under my direc-
torship, the following people starred: Alois
Charvét as the devil and my secretary, also,
school girls Magda Skrdlikova, Véra Skalska,
etc., the school janitor was V. Jan Zdribecky,
his wife Zdrabeckd, etc. By the machine stood
Ing. [Jan] Ktizenecky. The weather, time of
day, scenes, and shooting went swimmingly, so
that I finished all the filming at the designated
time, and Ing. Ktizenecky had the whole thing
successfully in the box. Back then the film shi-
pped to Paris to be developed, and much to my
dismay it happened that it did not arrive back
on time and I was forced to rent two “trains”
from the National Theater in order to keep the
date of the Satan’s Last Trip premiere. Finally,
for the fifth re-run, it “arrived” from the Paris
laboratory, and for the first time “arrived” on
screen of the Smichov Theater Arena. This
film-theater novelty lived to see several dozen
re-runs in sold out houses and evoked such
enthusiasm that two clever financiers noticed
it and came to me with an offer to employ me

for similar plays. I do not even recall why I did

37-40, 364-365. Stabla, Cesky kinematograf Jana KiZzeneckého, pp. 117-182, 245-246. Jiti Havelka, Kdo byl kdo
v Ceskoslovenském filmu pred rokem 1945 (Praha: Ceskoslovensk)’f filmovy ustav, 1979), pp. 138, 139, 192, 200,

275 (manuscript).

41) Actually mentioned in period press concerning the delivery delay due to customs issues.



ILUMINACE Volume 31, 2019, No. 1 (113) AD FONTES 99

not pay more serious attention to them. Per- After some experience with productions of The
haps because I could never really calculate for Best Number and Satan’s Last Trip at the Smichov
myself! With Satan’s Last Trip 1 became indeed Arena, film inserts became an integral part of
the first film director, actor and a pioneer of an theater plays and started to appear as early as the
idea /mine/ to fuse theater and film here... in nineteen aughts and more regularly after 1918 as
Prague!*? part of Prague’s and later also regional Czech

stages, and continue being used up to this day.*¥

Of interest in Vaverka’s memoirs is the absence
of any mention of the filmmaker Antonin Pech’s
participation and of the existence of the second Laying of the Foundation Stone for the Palacky
version of the film, which is currently considered Monument in Prague vs. Consecration
lost.*” Thanks to all these sources, the Narodni ~ Ceremony for the Foundation Stone of the
filmovy archiv was able to mark the film with the  Jubilee Church of St. Anthony in Prague VII
title Satan’s Railway Ride, denote the year of mak-

ing as 1906, award the authorship to Jan Krize- On October 25, 1908, at Bubny Square (today’s
necky, and place the picture in a catalogue of Strossmayer Square), accompanied by many
Czech feature films. attendees and dignitaries, the Prague archbis-

42) Antonin Vaverka, Mé vzpominky od Zlaté Prahy az po americké hvézdy (manuscript), Narodni filmovy archiv,
f. Vaverka Antonin (1868-1937), k. 1, sig. I/c, inv. no. 11, 22-23. Vaverka’s memoirs were prepared by Ivan
Klimes (thanks to him for pointing them out) and the Narodni filmovy archiv for publication in a critics’ edi-
tion. Vaverka was, however, wrong when he identified himself as the first film director and a pioneer of the idea
of theater and film fusion, as is proved by a four year older play The Best Number, which was shown two years
prior to the premiere of Satan’s Last Trip. It cannot be ruled out that Josef or Vincenc Pokorny again cooper-
ated during the shooting or showing of this picture.

Equally puzzling is the absence of any mention of Jan KtiZenecky’s participation in the newspapers from 1902,
1904 and 1906. On the contrary, the involvement of the Lyonnaise and not Parisian company of the Lumiére
brothers was exaggerated, however, in this case most likely due to advertisement reasons. It is possible that
Kftizenecky did not want, as a city building official, to connect his name with the suburban folkloric theater and
musical scene. As a matter of fact, the creator had already used pseudonyms earlier, during previous pro-
ductions, e.g., in 1899 with the spelling Jan Kfizansky. See Stébla, Cesky kinematograf Jana K¥izeneckého,
pp- 98-99.

Prior to 1918, the film was supposed to be used in the production of Expresni vlak do Nizzy (Express Train to
Nizza; premiere on August 31, 1913, at the City Theater of Kralovské Vinohrady), Pdn bez kvartyru (The Gen-
tleman Without a Residence; 1914 at the Theater Varieté — supplementary film Ceské hrady a zdmky [Czech
Castles and Palaces]), or To se musi vidét! (July 18, 1914, again at the Smichov Arena). After 1918, at first in the
’20s, for example at the Vinohrady stages (a play Pan on February 26, 1919, Zlocin v horské boudé [Crime in
a Mountain Hut] on June 5, 1921, Spaci viiz Praha-Pafiz [Sleeping House Prague—Paris] on June 7, 1924), at
the Industrial Palace (Novd Oresteia [The New Oresteia] in April 1923) and in the Dada Theater (Poutnik [The
Wanderer] on April 11, 1928). The film was also used in a creative way during the ’30s by E. E. Burian in pro-
ductions at his theater D 34. After 1945, director Alfréd Radok and scenographer Josef Svoboda (Samberk’s
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duction techniques, together with their colleagues, culminated at the end of the ’50s with Laterna magika,
where the multimedia fusion of theater and film became its foundation principal. A whole other story in the-
ater is the use of slide shows (At the National Theater in Prague since 1900). See Birgus, “Pocatky vyuziti filmu
na ¢eském jevisti’, pp. 36-42. V. Birgus, “Filmy Cenka Zahradni¢ka v Burianovych inscenacich’, Panordma,
vol. 3, no. 4 (1976), pp. 48-61. Zdenék Hedbavny, Alfréd Radok. Zprdva o jednom osudu (Praha: Nérodni di-
vadlo - Divadelni tstav, 1994). Eva Stehlikova (ed.), Alfréd Radok mezi filmem a divadlem (Praha: AMU -
Nérodni filmovy archiv, 2007). Cerny — Klosové (eds.), Déjiny ceského divadla II1. dil. Frantisek Cerny - Adolf
Scherl (eds.), Déjiny ceského divadla IV. dil. Cinoherni divadlo v Ceskoslovenské republice a za nacistické okupace
(Praha: Academia, 1983). Vladimir Just, Divadlo v totalitnim systému (Praha: Academia, 2010).
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hop and cardinal Lev Skrbensky from HFisté is
approaching the unfinished foundations of the
St. Anthony of Padua church. After a brief pre-
paration and a prayer, the archbishop and his
suite consecrate the foundation stone and
place it within the church foundation. A con-
secration of the entire length of the foundation
walls follows. After the ceremony, the religious

dignitary gets into a carriage and leaves.

This is a description of an actuality from Jan
Ktizenecky’s estate, which is also looked after by
the Nérodni filmovy archiv.* Originally, this ma-
terial was stored under the name Kladen? zdklad-
ntho kamene k Palackého pomniku v Praze (Lay-
ing of the Foundation Stone for the Palacky
Monument in Prague), dated to 1898. In this year,
a foundation stone to Stanislav Sucharda’s large
monument to Franti$ek Palacky was placed at the
Palacky Square in the New Town, Prague. After
all, this event is captured by yet another
Ktizenecky picture, Slavnost zakldddni pomniku
Frantiska Palackého (Foundation Ceremony of
the Franti$ek Palacky Monument).

Several circumstances counter the assertion
that the film is depicting the laying of the founda-
tion stone for the Palacky Monument.*® Neither
press articles nor other literature mention the ex-
istence of several records of the foundation stone
placement to this memorial. The surrounding
housing area in the picture is different from the
waterfront and the area near Palacky Square, and
also the vastness of the construction site is not
proportional to the size of the monument. Fur-
thermore, the recorded archbishop does not re-
semble Cardinal Frantisek Schonborn, who would
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otherwise, shortly before his death, have attended
this consecration in 1898. Of use was the option to
examine the film in greater detail in high defini-
tion resolution, where a sign on a fence in the back-
ground of one scene read “Stavba Jubilejniho k-”
(“The building site of the jubilee ch-”; the remain-
der of the sign — the word “kostel” [“church”] —
was covered by a column). Provided that the film
was indeed made in 1898, it was plausible that
this could be the Jubilee Church of St. Prokop in
Zizkov, the foundation stone of which was placed
on October 30, 1898, on the occasion of Emperor
Franz Josef’s fifty years on the throne.*”” However,
the surrounding housing area does not match.

Considering the era, another issue is the exces-
sive length of the film. The Lumieére Cinémato-
graphe owned by Jan KfiZzenecky in 1898 was able
to contain only seventeen meters of material. Lat-
er, probably not until 1907, it was adjusted and
able to contain eighty meters, which is the ap-
proximate length of the film.*¥ The picture is
comprised of several shots, taken at various loca-
tions, and the cameraman is already using pano-
rama, turning the camera on a tripod from side to
side horizontally. Such expressive means in
Ktizenecky’s films from 1898 have not been
found — back then, records were reduced to
short, one-shot static takes. This difference is
even further noticeable in comparison with
Foundation Ceremony of the Frantisek Palacky
Monument, which should be depicting the same
event.

The key step to identifying the film was the rec-
ognition of the house numbers 966/11, 967/12,
and 990/4, which still stand at Strossmayer
Square in Prague VII, HoleSovice, in the neigh-

45) The film’s duplicate negative as well as the duplicate positive and combined prints in lengths 72 and 69.6 me-
ters are stored at the Ndrodni filmovy archiv. At the end of the film material, there is an approximately 5-second
panorama scene of the Old Town Square (view from the Old Town Hall towards Dlouhd Street), which has no-

thing in common with the previous event.

46) The incentive that this was not the correct event came from the Institute of Art History at the Czech Academy

of Sciences.

47) “Kostel sv. Prokopa. Rimskokatolicka farnost Zizkov’, http://farnost-zizkov.cz/?p=3475 [accessed 7 October

2018].

48) Stabla, Cesky kinematograf Jana Kiizeneckého, pp. 26, 29, 70, 125-129, 137-140.
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borhood of the Church of St. Anthony of Padua.
The foundation stone of the Jubilee Church of St.
Anthony of Padua in HoleSovice was consecrated
by Prague archbishop and cardinal Lev Skrben-
sky from Hristé. The event took place on October
25,1908, at 9 a.m.,* on the occasion of celebrat-
ing Emperor Franz Josef’s sixty years on the
throne.*® Prior to this, the building foundation,
underpinnings, and pillars up to the height of the
future church floors had already been built and
were visible in the film during the consecration.*”
Aside from the archbishop, in attendance was
also Prague Mayor Karel Gro§, many distin-
guished officials and members of the monarchy,
as well as representatives of clerical orders, the
armed forces, public figures, and also ordinary
citizens. After prayers and the consecration, the
foundation stone was set inside the left pillar of
the church apse together with the commemora-
tive deed in a copper case. The consecration of
the church walls followed.* Hence, the film does
not depict the consecration of the foundation
stone of the Franti§ek Palacky Monument, but the
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consecration of a foundation stone and the foun-
dations for the HoleSovice church.

Ten years later, at the Anniversary Exhibition of
the Chamber of Trade and Commerce (May —
October 1908), Ktizenecky repeated his formula
from the Exhibition of Architecture and Engi-
neering. Together with his colleague Maxmilidn
Kock, he opened a “cinematographic theater” The
Royal Biograph Co. in a travelling cinema of Lou-
is Praiss and his own “advertisementgraph” right
in the open air of the exhibition grounds. Aside
from the scenes for and about the exhibition, he
also showed brief reports from Prague.” The film
depicting the consecration ceremony for the
foundation stone of the Church of St. Anthony of
Padua was most likely shot and shown during the
last days of the exhibition, which finished a mere
six days later.

The film was given an artificial name,” Conse-
cration Ceremony for the Foundation Stone of the
Jubilee Church of St. Anthony in Prague VII, and
dated to 1908.° This name was used by a period
newspaper*® to label the given event and corre-

49) “Novy kostel v Praze”, Plzeriské listy, vol. 44, no. 241 (1908), p. 4.

50) That is why the church used the adjective “jubilee”.

51) The neo-gothic church by the architect Frantisek Miks was, due to lack of money, not built until 1912-1914 and
consecrated by Archbishop Skrbensky, coincidentally on the day of the sixth anniversary of the placement of
the foundation stone, October 25, 1914. “Slavnostni posvécent jubilejniho chramu sv. Antonina v Hole$ovicich-
-Bubnech’, Véstnik obecni Krdlovského hlavniho mésta Prahy, vol. 21, no. 19 (1914), p. 367. “Historie farnosti.
Farnost svatého Antonina z Padovy”, https://www.svatyantonin.cz/historie-farnosti [accessed 7 October 2018].
Made for this occasion, and still preserved, was a short, four-and-a-half-minute long picture Vysvéceni kostela
sv. Antonina (Consecration of the Church of St. Anthony, 1914).

52) “Ku svéceni zakladniho kamene jubilejniho kostela sv. Antonina v Praze VII, Ndrodni politika, vol. 26, no. 293
(1908), p. 2. “Svéceni zakladniho kamene jubilejniho kostela sv. Antonina v Praze VIL, Ndrodnf listy, vol. 48,
no. 293 (1908), p. 3. “Slavnost polozeni zakladniho kamene k jubilejnimu chramu v Praze VII?, Ndrodni listy,
vol. 48, no. 295 (1908), p. 2.

53) Stébla, Cesk)ﬁ kinematograf Jana KfiZeneckého, pp. 145-174. “Zivotopis Jana Kiizeneckého’, Filmovy piehled,
http://www.filmovyprehled.cz/cs/person/127419/jan-krizenecky [accessed 27 September 2018].

54) Jan Kiizenecky’s films were never firmly named. During various screenings at exhibitions, they would be an-
nounced using different titles. This was also happening in the period newspapers, that is if the film title was
mentioned at all. The film materials themselves did not contain any titles. The working method to name a film
by one name in the very first subtitle came into practice gradually and in Czech film did not start until the nine-
teen aughts.

55) Even the original film material title, Kladeni zdkladniho kamene k Palackého pomniku v Praze (Laying of the
Foundation Stone for the Palacky Monument in Prague), was artificially named and incorrectly attributed.
Therefore, a film with such a name most likely never existed.

56) “Svéceni zakladniho kamene jubilejniho kostela sv. Antonina v Praze VII”, Ndrodni listy, vol. 48, no. 293
(1908), p. 3.
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sponds the most with the content of the picture.
We had no idea about the existence of a film on
the consecration of the church in Holesovice as
part of Jan Kfizenecky’s collection. It was also
never mentioned by any period newspaper, com-
memorative article, or period study.

Jaroslav Lopour
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The Best Number

Epic farce with songs and dance of four parts with
prelude (interlude Scandal and the theater, 1. Taj-
nosti haji v Opatii (The Secrets of the Meadows
in Opatia), 2. Hrozostrasna noc (Terrifying
Night), 3. Sesli se pred soudem (Rendezvous at
Court), 4. Maskary v nesndzich / Smifeni na
reduté (Mascarades in Trouble / Atonement in
Reduta). Original name Eine feine Nummer. At
the Smichov Arena, 1902 and 1904.

Written by Julius Freund, free adaptation by
Leopold Krenn and Carl Lindau, translated by Jo-
sef Kubik, music composed by Victor Hollander
and Leo Fall, directed by Josef Kubik / Jan Kubik,
orchestra conductor Jaroslav Hess, scenes Josef
Kubik, film insert The Best Number Jan Kiize-
necky.

Cast: Jan Zdrabecky (pastry chef Dominik
Princ), Joza Hadrbolcova (Emma Langeova alias
Princess Lahora / Ella Langova alias Princess La-
hova), Alois Charvét (artist August Strudel alias
Prince Sahib), Marie Groszova (artist without
contract Berta Pejskova/Rejskovd), Emanuel
Krpalek / Otakar Ledvinka (director), Bohumil
Visek / Emanuel Krpalek (stage manager Boucek),
Ladislav Sirek / Josef Kramer (Sada Jacco), Jozka
Vanerova / Klara Kos$afovéa (Kavakami), Antonin
Mily / Karel Fu¢ik (police officer), Marie Svest-
kové (Bozena, Prince’s wife), Vaclav Benes / Josef
Kubik (judicial candidate Jaromil Danes), Bed-
fich Splavec / Jan Ferramonti (banker Mayer), Jan
Potocky / Antonin Kfepela (baron Jiticka from
Jiti¢kov), Jaroslav Sedlacek / Vaclav Bene$ (spa
doctor Dr. Krejéi), Otto Stary / Otakar Ledvinka
(Earl of Peckenthal), Vaclav Gorner / Eduard
[Ferdinand] Valecka (hotelier), Alois Ludvik
(porter), Ruda Halova-Kubikova (young fisher-
woman Ninetta), Otakar Ledvinka / Tomas$ Jirot-
ka (fisherman Beppo/Peppo), Jindfich Klasny /
Alois Ludvik (fisherman Niccolo), Emanuel
Krpalek (theater agent Skokan), Tonca Stroba-
chova (maid at Dane$ Malca), Josef Kubik / Jan
Kubik (councilman Truhli¢ek), Karel Potocky /
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Josef Kysel (associate judge Houba), Karel Téima /
Karel FiSer (associate judge Vosatko), Alois Stro-
bach (court assistant Cecetka), Zofie Bouskova
(Max Strudel’s son), Eduard [Ferdinand] Vale¢-
ka / Vincenc Kloucek (controller Tichy), Vaclav
Drobny (Volavka), Toma$ Jirotka (dance master
Novotny), B. Zahradkova (lady), Antonin Krasa
(committee).

Premiere 6. 10. 1902; known re-runs 7. 10., 8. 10.,
10. 10., 11. 10., 12. 10., 13. 10., 15. 10., 17. 10,
19. 10., 26. 10. 1902, 2. 11., 9. 11. 1902; show
re-started 28. 2. 1904; known re-runs 5. 3., 6. 3.,
13.3.,19. 3. 1904.

The light scenes produced by a cinematograph
machine were provided by the Lumiere company
in Lyon.

The cinematograph for the light scene shows
in the interlude was borrowed by and directed by
J. Pokorny.

Satan’s Last Trip

Epic fantasy farce of three parts and eight scenes.
Smichov Arena, 1906-1907.

Written by James Harry and Edward Goulton,
translated by Vilém Taborsky, music composed
by William Bell, direction Antonin Vaverka,
scenes FrantiSek Petrdnek, hall in Monaco made
by E. J. Reichert, costumes Jan Reiss, stage props
Josef Koukal, light effects directed by Vilém Kin¢-
ler, choreography Frantiska Hergetovd, film in-
serts Satan’s Railway Ride Jan Krizenecky and
Antonin Pech.

Cast: Antonin Vaverka (Satan), Alois Charvat
(comedian Alois Charvat, Satan’s helper), Véra
Skalska (village girl Hani¢ka), Magda Skrdlikova
/ Marie Simanovska (village girl Ani¢ka), Marie
Zdrtbecka (Satan’s wife), Jan Zdribecky (teacher
Tobiasek), Jindfich Edl (Kru$ina from Krusi-
nov), Marie Simanovskéd (Mérinka), Alois Drazil
(bored English man) and others.

Premiere 4. 8. 1906; known re-runs 5. 8. (two
shows), 7. 8., 8. 8., 9. 8. (for the first time with the
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film insert), 10. 8., 11. 8., 12. 8. (two shows),
14. 8., 15. 8. (two shows, for the first time with the
second film insert), 16. 8., 17. 8., 19. 8. (two
shows), 21. 8., 22. 8., 23. 8., 24. 8., 26. 8. (two
shows), 28. 8., 30. 8. 1906, 6.9.,8.9.,9.9., 14.9,,
16.9.,30.9. 1906, 4. 10.,7.10.,11. 10., 12. 10. 1906,
4.11.1906, 9. 12. 1906, 17. 2. 1907.
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The Digitization of Jan K¥iZenecky’s Films

The aim of this project was the digitization of the
preserved films of Jan Kfizenecky, the first films
made and presented in the Czech lands. In this
case, we decided not to use the term “digital res-
toration”; since our aim was to preserve the his-
torical value and authentic photographic quality
of the films, digital retouching would not be ap-
propriate. We wanted to present the films in
a form that would respect the current state of the
materials and, at the same time, make them ac-
cessible to contemporary audiences.

The digitization was based on film stock of var-
ious origins: a major portion had been collected
by Jindfich Brichta at the National Technical
Museum, probably already during the interwar
period. The materials came into the Narodni
filmovy archiv, in many waves, most recently
in 2002. Kftizenecky’s films survived in various
forms: while some of them were preserved as
original negatives or vintage prints, others were
preserved only in the form of acetate prints made
in the second half of the 20™ century. Some of the

films were preserved during the 1920s in the
form of nitrate prints,” under conditions that did
not respect their original frame setting or their
photographic quality. The film strip shifted in the
printer to such an extent that a visible frame line
often appeared within the original frame. Conse-
quently, these prints were deemed unsuitable as
source materials.

Paradoxically, the films preserved by printing
on safety material in the 1970s were in problem-
atic condition, while the materials that survived
on the original nitrate film base have outstanding
photographic quality, in some cases even without
significant chemical or mechanical damage.
Apart from some prints that have undergone
significant degradation or disintegration (such
as Kocdrovd doprava [Coach Transport, 1908],?
Svatojanskd pout v Ceskoslovanské vesnici, [Mid-
summer Pilgrimage in a Czechoslavic Village,
1898], and Slavnostni vysvéceni mostu cisafe
Frantiska I. [Grand Consecration of the Emperor
Franz I. Bridge, 1898]), or exhibit major mechan-

1)  With the support of the Czechoslovak Society for Scientific Cinematography, Karel Smrz and Dr. Ludovit Hon-
ty transferred the original Lumiére perforated film stock (with 1 round perforation on each side of a film
frame) onto classic Edison perforated film stock (with 4 “angular” perforations on each side of a frame) in

1926.

2) This fragment is also presented in the newly assembled compilation Jubilejni vystava Obchodni a Zivnostenské
komory 1908 v Praze (Anniversary Exhibition of the Chamber of Trade and Commerce in 1908 in Prague,

1908).
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ical defects (such as Smich a plac¢ [Laughter and
Tears, 1898] and Dostavenicko ve mlynici [An As-
signation in the Mill, 1898]), most of the film ma-
terials dating to the time of their first screening
do not show any noticeable signs of aging. In par-
ticular, the original camera negatives, which have
not been used as often as, for example, the vintage
prints, are in excellent technical condition. Au-
thentic photographic materiality thus triumphs
over the ravages of time.

The analysis of documentation preserved in the
National Archive, the Narodni filmovy archiv,
and the National Technical Museum, as well as
the material found in the Cinématheque fran-
caise and various studies on the Lumiére brothers
and Ktizenecky, provided us with basic informa-
tion on the specific features of the digitized films.
A 2017 article on the Lumiére brothers by Lau-
rent Mannoni helped us perceive the original film
stock in a way that better reflects its uniqueness.”
Although there is still considerable uncertainty
about the methods KiiZenecky used to process
his films and about some of the physical and
chemical properties of the film strips, these new
findings played a crucial role in determining our
approach toward the digitization.

Ktizenecky used a “Cinématographe-type” ap-
paratus for filming, which he acquired directly
from the Lumiére brothers in 1898, and which
has been preserved in the National Technical
Museum. This device served not only as a camera
but also as a printer and a projector. In
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Ktizenecky’s films, we can observe several techni-
cal particularities typical for films shot with this
device. The most obvious feature of this model is
undoubtedly the single round perforation on
each side of the film frame.” Furthermore, on the
left side of the frame there are also remnants of
fuzz from the velvet strip placed at the projector
gate. We can also observe vertical instability,
which was quite common at that time, but more
visible with the Cinématographe-type, as well as
horizontal instability, which was a problem spe-
cific to films shot on this apparatus. The film feed-
ing mechanism of the cinematograph, which en-
sures the motion of the film strip in the camera
and keeps it in place during exposure, causes sub-
stantial fluctuation of the image during screen-
ing.” Nevertheless, the photographic image is
generally very sharp and characterized by a large
dynamic range.

The Lumiére film strips are also specific in
many respects.” One of their typical features is
high sensitivity to static electricity that can occur
during filming or printing, and can leave traces
on the emulsion when there is electrical dis-
charge.? The contemporary viewer might be
most surprised to discover that the original prints
are not black and white, but monochromatic: in
the case of Ktizenecky’s films they are yellowish-
orange, sometimes with visible color variations
between individual prints. This single spread of
color over the entire surface of the film might
seem reminiscent of the practice of film tinting,

3) Inhis article, Laurent Mannoni outlines the development of various cinematographic devices produced by the
Lumiére brothers, including the Cinématographe-type, used by KiiZenecky. Laurent Mannoni, Les Appareils
cinématographiques Lumiére. 1895, no. 82 (2017), pp. 52-85.

4) 'There is an invoice deposited in the National Technical Museum certifying that K¥izenecky bought the Ciné-
matographe and film stock from the Lumiére brothers in May 1898.

5) The only exception is the film Pomnik Frantiska Palackého pred dokoncenim (Franti$ek Palacky Monument Pri-
or to Its Completion, 1911) which was shot on film material with the standard four perforations.

6) Such instability is clearly observable, for example, in Slavnostni vysvéceni nového Cechova mostu (Opening

Ceremony of the Cech Bridge).

7) 'The film strips used by the Lumiéres were exclusively manufactured by Victor Planchon. In 1896, he even
founded the Société anonyme des pellicules frangaises in Lyon, where the Lumiére factory headquarters were

located.

8) The small size of the device also increases the amount of static electricity.
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which existed since the very beginnings of cine-
ma. However, the homogeneity of the shades, as
well as their presence in films shot by various
“cinematographers” from different parts of the
world and developed with varying techniques,
etc., indicate that the Lumiére film stock probably
already contained color prior to the printing pro-
cess.

All this information has helped us appreciate
the key features of the cinematographic apparatus
and the Lumiére film stock, as well as the aesthet-
ic options offered by them. However, it was also
necessary to account for why some of KtiZzenecky’s
films have a different exposure level than other
films shot on Lumiére stock. Most of the Lumiére
“opérateurs™ had previously worked in the Lum-
iere factory, which produced photographic plates
and film stock. Jan KtiZenecky, however, was
a photographer and construction engineer, not
a Lumiére opérateur, so he only learned how to
work with the camera and the processes of print-
ing, processing, and projecting only after he ob-
tained the cinematographic apparatus. It is likely
for this reason that some of his films, especially
Svéceni zdkladniho kamene jubilejniho kostela
sv. Antonina v Praze VII. (Consecration Ceremo-
ny for the Foundation Stone of the Jubilee Church
of St. Anthony in Prague VII, 1908), were not op-
timally exposed. For a better understanding of
the nature of the original film stock, it is also im-
portant to realize that Ktizenecky initially bought
six negatives and six positives from Lumiéres,
in addition to the cinematograph itself, which
means that each negative was intended to serve
for only one positive print. The singular status of
the prints of Ktizenecky’s films is thus even more
apparent than with most others: each individual
print is unique.

In order to maintain the specific traits of the
initial stock, and to preserve its value, we pro-
ceeded as follows: in the digitization process it-
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self, all surviving film stock (except duplicates in
poor condition) was first scanned at 4K resolu-
tion on a FilmLight Northlight 2 device with cap-
stan drives — the original stock has a different
perforation than modern film strips. These scans
were then digitally archived to serve for future re-
search or potential reinterpretation.

Digital retouching is usually performed after
the scanning process, but we decided not to inter-
fere with the material in this way, for two reasons.
First, some signs of damage could not be re-
touched without creating an entirely new digital
image. Second, since these were historically the
very first Czech films which reproduced actual
motion, we wanted to remain faithful to their
original materiality. Such an approach highlights
the authentic photographic quality of the art-
works: soft contrast, depth of field, and grain sur-
vived without digital intervention.

We also tried to preserve the current state of the
material when carrying out color corrections on
the scanned original prints. Therefore, we adjust-
ed brightness and tone, so that even traces of
color degradation, which are more intense and al-
most red, would be recognizable in all their nu-
ances. Each film roll was graded separately, since
the shades among them vary slightly — some-
times the saturation changes even within a single
shot. Since we could not rely on period referenc-
es for orientation, when processing other materi-
als (modern prints, original negatives, duplicate
negatives and positives), digital grading was per-
formed so that the black-and-white photographic
image was as discernible as possible. In cases
where original negatives were used, we also pre-
sent the films in their positive form in order to al-
low the viewer to compare the quality of the re-
spective materials.

We also had to decide on the appropriate de-
gree of digital correction with regard to image in-
stability during the scanning procedure. Al-

9) 'The expression “opérateur” was used at that time to identify the profession, which comprised the jobs of both

the cinematographer and the projectionist.
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though it is technically possible to repair the
image so that it is completely stable, we decided
to compensate for instability only when it oc-
curred as a result of the film strip fluctuation in
the scanner. Additionally, if we stabilized the
films according to the exposed or printed image,
we would mask the instability created in the ap-
paratus during the shooting. Therefore, we decid-
ed to use the perforations at the edges of the strips
as reference points. However, stabilization based
on the perforations was complicated by the fact
that they are not angular but round, since the
software is capable of automatically stabilizing
the image only by referring to horizontal or verti-
cal lines. On top of that, mechanical damage of-
ten made it impossible for the software to deter-
mine the location of the sprocket holes, so we had
to move each frame manually. At the same time,
due to their poor condition, the fluctuation of
some film strips in the scanner was so irregular
that the image occasionally slid slightly out of the
scanner frame. Wherever possible, we decided to
present the original picture frame in its entirety
as well as part of the perforation.

Since the digitized films were intended for
DVD and Blu-ray release as well as for cinema
screenings (in DCP format), their screening
frame rate had to be adapted. Since K¥izenecky’s
films were shot manually, i.e. in irregular rhythm,
and were not screened at any predetermined tem-
po, it was not necessary to abide by any particular
rate. If we were to adjust the frequency to natural
motion, e.g. 18 frames per second, we would have
to duplicate every third film frame and then
change the rhythm of motion, which we found
unacceptable. Therefore, we chose frame rates
that correspond to standard projection frequen-
cies for the target media: 24 fps for Blu-ray and
DCP, 25 fps for DVD.

Due to our intention to reflect the materiality of
the films, the aspect ratio was adjusted in order to
make visible the entire frame (even during mo-
ments of vertical instability) and also the perfora-
tion whenever it was possible. This is the reason
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why the aspect ratio does not correspond with
contemporary standards.

The most valuable outcome of the digitization
project is that we have made Jan Kfizenecky’s
films available in a form that would not have been
achievable by photochemical procedures. The
way in which they are now presented brings their
original diversity and material beauty to the fore.

Jeanne Pommeau - Jifi Anger




108 ILUMINACE Ro¢nik31,2019,¢.1(113)

Vlacil FrantiSek (1924-1999)

V souvislosti s nedavnym vydanim fenomenalni
vlacilovské monografie od Petra Gajdosika® se
zd4 vhodné predstavit na strankdach rubriky Ad
fontes jeden ze stézejnich zdroji badani o Fran-
tisku Vlacilovi — tedy VIacilav osobni fond ulo-
zeny v oddéleni pisemnych archivalii Narodniho
filmového archivu.

Texty rubriky Ad fontes vénované nékterému
z osobnich fondii oddéleni pisemnych archivali
zacinaji zpravidla stru¢nou biografii ptvodce
fondu. V ptipadé Frantiska Vlacila se to zda,
s ohledem na onu vy$e zminénou monografii,
jako ztréta casu, a to jak pro autora tohoto textu,
tak také pro pripadné ¢tenare. Misto toho se vsak
miizeme podivat pfimo na konkrétni archivalie,
které nam biografické informace podévaji.?)

V prvni fadé se jedna o soubor nékolika vlast-
noru¢né psanych zivotopist.”’ Pozornost si za-
slouzi zejména prvni a nejrozsahlejsi text, ktery
— byt se jednd pouze o nedokonceny fragment —
na svych jednadvaceti strankdch uhledného ru-
kopisu predklada soucasnému badateli velice
cennou osobni vypovéd. V této své vskutku zaji-
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mavé autobiografii FrantiSek VIacil vypravi ote-
viené nejen o svém profesnim Zivoté, ale prede-
v$im o svych osobnich prozitcich a rodinnych
konstelacich. Neuhyba ani pted takovymi zéleZi-
tostmi, jakymi byly okolnosti stojici na pozadi
krachu jeho manzelstvi, ¢i diivody, kvuli kterym
byl po nastupu normalizace odstaven od prace na
celovecernich filmech. Text je nedatovany, podle
obsahu v8ak lze za dobu jeho vzniku povazovat
pocatek sedmdesatych let.

Dal$i cenné biografické udaje pak poskytuje
soubor didft a zépisnikd,? soubor nejriznéjsich
osobnich dokladd (napt. krestni list, oddaci list,
list domovsky), prikazt (napt. obcansky prikaz,
vojenskd knizka, ¢lensky prikaz ROH) a vysvéd-
¢eni (z obecné 8koly, z redlného gymnazia a vy-
svédleni dospélosti)® a v neposledni fadé je tie-
ba zminit rovnéz méné rozsahly, avSak zajimavy
soubor archivalii tykajici se hospodarskych a ma-
jetkovych zélezitosti Frantiska V1a¢ila.9

Patefi celého archivniho fondu jsou bezpochy-
by podkladové materidly k Vlacilové filmové
tvorbé. Jednotlivé slozky jsou alfabeticky seraze-

1) Petr Gajdosik, Frantisek VIdcil. Zivot a dilo. Ptibram, Svatd Hora: Camera obscura 2018.
2) Zivotopisny material, sig. I.). Ndrodn{ filmovy archiv (NFA), f. VI4¢&il Frantisek (1924-1999), inv. & 1 az 119,

kartony 1 az 4.

3) Vlastni Zivotopis. NFA, f. VIa¢il Frantisek, inv. ¢. 101, karton 4.

4) Pozndmkovy blok a sesit, Didfe s rukopisnymi poznamkami. NFA, f. V1a¢il Franti$ek, inv. ¢. 104 a 105, karton 4.
5) Osobni doklady, signatura I. a). NFA, f. V1a¢il Frantisek, inv. ¢. 1 az 31, karton 1.

6) Hospodarské a majetkové zélezitosti, signatura I. d). NFA, f. VI4cil Frantisek, inv. ¢. 107 az 115, karton 4.
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ny podle nazvu filma a zabiraji celkem 28 karto-
ni.” Obsahuji filmové naméty, scénafe, scénosle-
dy, nejriiznéjsi poznamky, podkladové materialy
a pripadné také dochovanou korespondenci vzta-
hujici se k natdéeni daného snimku. Na tomto
misté se nachdzeji rovnéz slozky obsahujici pod-
klady k nerealizovanym projektim (napt. film
RALLYE)® a taktéZ soubor materidli k filmdm na-
to¢enym pro Ceskoslovensky armadni film.”
Proslulé jsou zejména Vlacilovy vlastnoru¢ni
kresby, kterymi scénafe doplnoval. Je fascinujici
sledovat, jak jasnou mél predstavu o vytvarné
koncepci filmii a také jak se mu tato predstava da-
fila (¢i nékdy také z rtiznych divodt nedafila)
vtisknout do vysledného dila. Ty nejznaméjsi
a zfejmé také nejpropracovanéjsi kresby vznikaly
pti pfipravé filmu MARKETA LAZAROVA.' A¢ se
postupem ¢asu zpusob Vlacdilovy prace vyvijel,
nelze pausalné tvrdit, Ze se u snimkd pozdniho
obdobi uchylil pouze ke schematickym skicdm
a nacrtkam. Ackoliv jeho pfiprava v sedmdesa-
tych a osmdesitych letech nebyla tak dikladna
jako v letech Sedesatych, mame v pripadé filmt
KONCERT NA KONCI LETA') anebo MAG'? docho-
vany opét velice detailni a propracované kresby,
i kdyz jiz ne v takovém mnozstvi jako u MAR-
KETY LAZAROVE. Bylo by zajimavé sledovat na
zakladé téchto vytvarnych podkladu intenzitu
pripravy na nataceni ¢i porovnat rezisérovy pred-
stavy o vytvarné koncepci s vyslednymi filmovy-
mi zabéry. Je tedy velkou $kodou, Ze se v pripadé
oné jiz na uvod zminované Gajdosikovy mono-
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grafie nepodatilo nakonec jejimu nakladateli vy-
dat ji v plném planovaném rozsahu, tedy doplné-
nou o desitky az stovky ilustraci préavé z Vlacilova
osobniho fondu."”

Pod zvlastni signaturou IIL. g 2) jsou v archiv-
nim fondu uloZeny pracovni fotografie z nataceni
Vlécilovych filmi' Obzvlast pozoruhodné jsou
fotografie z exteriérovych obhlidek a z hereckych
zkousek. Badatelsky zajimavé by mohlo byt ku-
ptikladu sledovat, mezi jakymi hereckymi typy
Franti$ek VI1acil volil pti obsazovani roli. Za pti-
klad mtZzeme zminit film MAgG, u kterého se ve
slozce fotografii z hereckych zkousek' objevuji
vedle fotografii Jititho Schwarze, vitézného kandi-
data na hlavni roli Karla Hynka Méchy, rovnéz
fotografie Pavla Ktize, Jifiho Bartosky ¢i Marka
Vasuta. Jako jistou kuriozitu je mozno zminit, Ze
se mezi témito fotografiemi objevuje rovnéz por-
trét Bronislava Cerného, znamého predevsim
z Troskovy hostické trilogie.

Také soucasti slozky fotografii z hereckych
zkousek pro film MARKETA LAZAROVA jsou kro-
mé fotografii Magdy Vasaryové snimky nékte-
rych neaspé$nych kandidatek. Zajimavé jsou rov-
néz fotografie z hereckych zkousek pro vedlejsi
role, kterych se zucastnil napi. Ladislav Pesek,
Jan Kacer ¢i FrantiSek Husdk.'® V ptipadé filmu
UpoLi VCEL jsou pozoruhodné portrétn{ snimky
polského herce Wlodzimierze Wilkosze v kosty-
mu némeckého rytite. Jedna se o zajimavy doklad
toho, 7e se pro film UpoLf vEEL uvazovalo ziejmé
také o moznosti angazovat polské herce.

7) Scénafe, filmovd libreta, ndméty, signatura III. b. 2). NFA, f. VI4¢il Frantisek, inv. ¢. 253 az 290.
8) Slozka scéndit a ndmétt k filmu RALLYE. NFA, f. VIacil Frantisek, inv. ¢. 280, karton 24 a 25.
9) Slozka scénafti a ndaméta k filmam vytvorenym v Ceskoslovenském armadnim filmu. NFA, f. V1a¢&il FrantiSek,

inv. & 257, karton 10.
10
11

)
)
12)
)

Slozka scénaiti a ndmétd k filmu MARKETA LAZAROVA. NFA, f. VI&¢il Frantisek, inv. ¢. 269, karton 17 a 18.
Slozka scénéarti a ndméth k filmu KONCERT NA KONCI LETA. NFA, f. VIa¢il Franti$ek, inv. ¢. 265, karton 14.
Slozka scénaiti a namétd k filmu MAG. NFA, f. VIacil Frantisek, inv. ¢. 268, karton 15 a 16.

13) O okolnostech vydani knihy omezené pouze na autorsky text se zminuje nakladatel Milo§ Fry$ na interne-
tovych strankach nakladatelstvi Camera obscura. Dostupné online: <http://www.cameraobscura.wz.cz/vlacil/

index.html>, [cit. 12. 4. 2019].

14) Fotografie z natdceni a z filmd, portréty herct, signatura III. g 2). NFA, f. VIa¢il Frantisek, inv. ¢. 293 az 314,

kartony 35 az 40.

15) Slozka fotografii k filmu MAG. NFA, f. VI4¢il Frantisek, inv. ¢. 299, karton 37.
16) Slozka fotografii k filmu MARKETA LAZAROVA. NFA, f. VIacil FrantiSek, inv. ¢. 300, karton 38.
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Bez zajimavosti nejsou ani fotografie exteriéro-
vych obhlidek, at jiz se jedna o fotografie roman-
tickych zakouti a ztracenych dvorku staré Prahy
pro snimek MAG,"” anebo fotografie polského
hradu Malbork a mést Frombork a Lidzbark
Warminski pro snimek UpoLf vEEL.™®

O filmovém dile Frantigka Vlacila v§ak nevypo-
vidaji pouze scénare, kresby, autorské poznamky,
podkladové studijni materidly a fotografie. Tako-
vé archivalie hovoii o autorském uchopeni filmu
— o samotném tvar¢im procesu. DuleZité jsou
ovSem také ty archivilie, které vypovidaji o di-
vackeé a kritické recepci vysledného dila. V osob-
nim fondu Frantiska Vl1acila jsou pod signaturou
V. ¢) ptitomné alfabeticky fazené slozky k jednot-
livym snimkam, které obsahuji rtizné typy pravé
téchto archivélii.'” Jedna se ve vét$iné pfipada
o novinové vystfizky dobovych recenzi, najdeme
zde oviem také kolekei divackych ohlasu® a za-
znamy o hodnoceni filmi samotnou dramatur-
gickou skupinou?? ¢i Uméleckou radou.”

Dokladem o dobové recepci Vlacilovych filmi
jsou rovnéz nejriznéjsi diplomy a filmova ocené-
ni, kterd jsou ulozena celkem ve tfech kartonech
ajedné specidalni prepravce pro ceny a tubusy vét-
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$ich rozméra.? Nalezneme zde mimo jiné di-
plom za film HOLUBICE z Benatského biendle,?!
statni cenu Klementa Gottwalda za film MARKE-
TA LAZAROVA® ¢i Velkou cenu z XXI. MFF Kar-
lovy Vary za film STINY HORKEHO LETA.?® V roce
2018 NFA od Frantiska Vl1acila ml. ziskal jesté né-
kolik dalsich archivalii, mezi nimiz je také kupiti-
kladu diplom zaslouzilého umélce z roku 1968.>”

Z pohledu soucasného historického badani se
za jeden z nejcennéj$ich informacnich prament
povazuje osobni korespondence. V1acilova kore-
spondence je ulozena pod signaturou II. a) aIL. b)
celkem ve dvou kartonech.?® Z velké ¢4sti se vak
skladd z nejriznéjsich blahoptani,® vanocnich
pohlednic® ¢&i pozvanek.? Vskutku informaéné
hodnotné jsou tak predevsim dvé kolekce kore-
spondence, a to s Filmovym studiem Barran-
dov®? a Kratkym filmem,* které jako jediné ob-
sahuji nejen dorucena psani, ale v malém mnoz-
stvi rovnéz koncepty Vlacilovych odpovédi. Pres
svij nevelky pocet viak tyto archivélie prindseji
zajimavé poznatky o klicovych letech nastupu
normalizace, postupného ustrnuti spoluprice
s Franti$kem Vlacilem ze strany Filmového studia
Barrandov a jeho uchyleni se do Kratkého filmu.

17) Slozka fotografii k filmu MAG. NFA, f. V1a¢il Frantisek, inv. ¢. 299, karton 37.

18) Slozka fotografii k filmu UpoLi vEEL. NFA, f. VI4¢il Frantigek, inv. & 308, karton 39.

19) Referaty a recenze, signatura V. c¢). NFA, f. V1a¢il Frantisek, inv. ¢. 373 az 385, karton 45.

20) Divackeé ohlasy na film HoLuBIcE. NFA, f. V1acil Frantisek, inv. ¢. 374, karton 45.

21) Hodnoceni dramaturgické skupiny dr. V. Kaliny filmu DYM BRAMBOROVE NATE. NFA, f. VIa¢il Frantisek,

inv. & 373, karton 45.

22) Zaznam ze schvalovani filmu HoruBice Umeéleckou radou. NFA, f. VIa¢il Frantisek, inv. ¢. 374, karton 45.
23) Diplomy a ceny, signatura L. a). NFA, f. VI4¢il Frantigek, inv. ¢. 32 az 100, kartony 1 az 3 (a ¢éste¢né také mimo

kartony).

24) Benatky, diplom za film HoLuBICE. NFA, f. VIacil Frantisek, inv. ¢. 33 a 83, karton 3.
25) Statni cena Klementa Gottwalda za scéndf a realizaci filmu MARKETA LAzAROVA. NFA, f. VI4éil Frantisek,

inv. &, 44, tubus mimo karton.

26) XXI. MFF Karlovy Vary — Velka cena filmu STINY HORKEHO LETA. NFA, f. VIacil Frantisek, inv. ¢. 59, desky

mimo karton.

27) Cestny titul zaslouzilého umélce. NFA, f. VI4&il Frantisek, inv. ¢. 433, tubus mimo karton.

28) Korespondence, signatura II. a) a IT. b). NFA, f. VI4¢il Frantisek, inv. ¢. 120 az 251, kartony 5 a 6.

29) Blahopténi k udéleni Statni ceny Klementa Gottwalda za film STINY HORKEHO LETA. NFA, f. V1a¢il FrantiSek,
¢. 169 az 187, karton 6. Blahopiani k narozenindm. NFA, f. V1a¢il Frantiek, inv. ¢. 188 az 217, karton 6.

30) Vano¢nia novoro¢ni prani. NFA, f. VIa¢il Frantisek, inv. ¢. 218 az 229, karton 6.

31) Pozvanky. NFA, f. VI4cil Frantisek, inv. ¢. 230 az 251, karton 6.

32) Korespondence s Filmovym studiem Barrandov. NFA, f. VI4¢il Frantisek, inv. ¢. 158, karton 5.

33) Korespondence s Kratkym filmem. NFA, f. VIac¢il FrantiSek, inv. ¢. 159, karton 5.
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Osobni fond Frantiska VIacila patfi k nejucele-
né$im a nejzajimavéj$im osobnim fondim,
o které oddéleni pisemnych archivalii Narodniho
filmového archivu pecuje. Spolu se slozkami foto-
grafii, plakatd, nejraznéjsich reklamnich materi-
alu ¢i titulkovych a dialogovych listin z Vlacilo-
vych filmi a samoziejmé také spolu se slozkou
portrétnich fotografii samotného Frantiska Vla-
¢ila tak tvori jedine¢nou kolekci archivnich pra-
ment dokumentujicich vyznamnou soucast toho
nejcennéjsiho z tuzemského filmového dédictvi.

Ackoliv se muze zdat, Ze kniha Petra Gajdosika
zcela vycerpala vlacilovské téma, alespon co se
faktografické stranky tyce, véfime, ze osobni fond
Frantiska Vlacila ulozeny v oddéleni pisemnych
archivalii Narodniho filmového archivu poslouzi
jako dilezity zdroj jesté mnoha generacim bada-
teld a pomiize zodpovédét velkou fadu origi-
nalnich vyzkumnych otazek. Pt¥ipadné budouci
badatele vSak musime upozornit, Ze se jedna
o archivni fond relativné mlady a musi tedy poci-
tat se skutecnosti, Ze nékteré archivalie nelze
s ohledem na platnou legislativu predkladat ke
studiu.®

Petr Hasan
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34) Jednad se o archivalie mladsi tficeti let a o archivalie obsahujici osobni tidaje a citlivé osobni udaje Zijicich osob.
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Slozita cesta filmového archivnictvi

Jan Trnka, Cesky Filmovy archiv 1943-1993. Instituciondlni vyvoj a problémy praxe.
Praha: NFA 2018.

Jan Trnka v ivodu knihy vysvétluje, Ze impulzem pro vznik jeho textu bylo 70. vyro¢i vzniku Filmové-
ho archivu, které ptipadlo na rok 2013 (s. 19)."” K tématu historie Filmového archivu dosud existovaly
jen kratsi ¢lanky a dil¢i studie, jez autoru poslouZily jako vychodisko, ale zdkladem knihy musel byt
hlavné jeho vlastni vyzkum. Sledované obdobi pritom ohranicil vznikem Filmového archivu v roce
1943 a transformaci do podoby Néarodniho filmového archivu v roce 1993.

U koncového roku 1993 by mohly byt namitky, Ze autor mél pokracovat i v mapovani nasledujici-
ho obdobi 25 let. Domnivam se vak, Ze stanoveni daného roku coby mezniku bylo spravné rozhodnu-
ti. Lze totiZ souhlasit s tvrzenim, Ze pak jiz zacala zcela nova éra spojend s existenci Narodniho filmo-
vého archivu jako samostatné instituce, ktera fungovala ve zcela jinych podminkach, nez jaké platily
v predchozich desetiletich. Jisté by pro Narodni filmovy archiv bylo dobré, aby naptiklad k 30. vyroci
jeho existence vznikla obdobnd publikace, ktera by zachycovala vyvoj NFA v téchto tfech desetiletich,
ale to je skute¢né spiSe téma pro novy text. I tak se v knize vyskytuji téz informace predchazejici roku
1943 a naopak i nékteré zminky o udélostech po roce 1993 (napt. odvolani Vladimira Opély z funkce
feditele NFA, stavba depozitait na Hradistku). Jak ovSem objasiiuje autor v uvodu, tak vzhledem
k rozsahu tematiky bylo nutné slevit v nérocich na tplnost — z mnozstvi témat spojenych s dé¢jinami
instituce Filmového archivu se tedy zaméril pouze na nékterd. I kdyz by se toto vymezeni mohlo zdat
reduktivni, ¢tendt zahy zjisti, Ze kniha zpracovava vyvoj filmového archivnictvi velmi podrobné.

Autor rozdéluje knihu do dvou ¢asti. V prvni zachycuje institucionalni a organizacni vyvoj Filmo-
vého archivu, kdy jej zajimaji promény koncepci, identity, domaciho a mezinarodniho postaveni. Fil-
movy archiv vinimd jako béZnou organizaéni entitu, kterd md jasné definované cile, pravidla, pravni
normy, pfi¢emz coby pamétova instituce je ve formulaci své ¢innosti ovlivnéna statem, kinematogra-
fickou infrastrukturou, mezinarodnimi kontakty i pohledem vefejnosti. Jak autor uvadi, rozhodl se na
Filmovy archiv nahlizet jako na vysledek soupeteni zdgjmovych skupin, které ptsobily na instituci ze-
vnitf i zvnéjsku (s. 19-20). Dé&jiny Filmového archivu autor v této prvni ¢asti popisuje chronologicky
v ramci zkoumaného obdobi.

1) Nazev Filmového archivu se ve sledovaném obdobi promérioval, stejné jako se vyvijelo organizaéni usporada-
ni, v jehoZ ramci archiv ptsobil. V kontextu mezinarodniho fungovani Filmového archivu existovalo hned né-
kolik nazvi, pro prehlednost ale budeme i v tomto textu uvadét jako hlavni nazev Filmovy archiv.
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Ve druhé ¢asti publikace autor sleduje ¢tyti slozky ¢innosti Filmového archivu jako pamétové in-
stituce — shromazdovani, zpracovavani, uchovavani a vyuzivani sbirek —, pficemz jde o ukoly, které
jsou s Filmovym archivem spojené v kazdém desetileti, jejich zptisob realizace se ale proménuje.
I v této druhé ¢asti se Jan Trnka drzi historického pohledu a zachycuje, jakym zptsobem se ¢innosti
vyvijely. Domnivam se, Ze struktura publikace byla zvolena velmi vhodné: rozdéleni do dvou &asti je
opodstatnéné, md svoji logiku, napomaha vétsi prehlednosti textu a umoziluje ¢tenati lepsi orientaci
v informacich. Zatimco v prvni ¢asti se ¢tendf soustredi na sledovani institucionalniho vyvoje Filmo-
vého archivu, v ¢asti druhé se mtize blize seznamit s jednotlivymi ¢innostmi v historickém pohledu
a plné si tak uvédomit, co v§echno ¢innost pamétové instituce v minulosti zahrnovala.

Publikace je napsdna na zakladé rozsahlého archivniho vyzkumu. Trnka vyuzil fadu archivnich
fondu z Narodniho filmového archivu, z nichz nékteré dosud nejsou zpracované, coz autorovu bada-
telskou ¢innost jisté komplikovalo. Pracoval ale i s fondy dal$ich instituci — Archivu Kancelate prezi-
denta republiky, Archivu Narodniho technického muzea, Archivu Ceské televize, archivu Barrandov
Studia —, zaroven mél k dispozici i nékteré soukromé archivy. V ramci Narodniho filmového archivu
pro néj byly cenné zejména informace ze sbirky zvukovych zdznamu (napf. vzpominky reziséra Ladi-
slava Helgeho, ktery ve Filmovém archivu pusobil v povéle¢nych letech, nebo rozhovor s filmovym
historikem LuboSem Bartoskem, kli¢ové osobnosti pro mapovani déjin ¢eské kinematografie). Tyto
udaje zde uvadim pro zdtiraznéni autorova skute¢né peclivého studia informac¢nich zdroju. Z textu je
ztejma opravdu rozsahld priprava a hledani informaci.

Nutno fici, Ze zachytit prehledné institucionalni vyvoj Filmového archivu byl dost slozity ukol, po-
kud mélo byt v8e popsano zplisobem, aby se ¢tenaf v predlozenych informacich opravdu orientoval.
Autor se vraci jesté pred rok 1943, kdy zaznamenévé aktivity Ceskoslovenské spole¢nosti pro védec-
kou kinematografii a Technického muzea pti usili o vytvoreni filmového archivu, kde se jiz projevova-
la vyrazna osobnost Jindficha Brichty. Autor dobte popisuje, jak paradoxné az doba totalitniho rezimu
umoznila realizovat dlouhodoby zamér zalozit filmovy archiv. Je zajimavé sledovat, jak Filmové ustte-
di pro Cechy a Moravu (pozdéji Ceskomoravské filmové ustiedi) vnimalo vznik Filmového archivu
jako dulezity krok pro uchovani filmového dédictvi ¢eské kinematografie. Pfitom zdroven i Némci
méli zdjem na vzniku instituce, kdy pocitali s tim, Ze jejim partnerem bude némecky Reichsfilmarchiv.
Reditelem Filmového archivu se stal Némec Walter Gottfried Lohmeyer, ktery véak nechal prostor
Jindfichu Brichtovi, aby vytvotil koncepci ¢innosti archivu.

Nasledné pak autor vymezuje pozici Filmového archivu v ramci znarodnéné kinematografie od
roku 1945. I zde je jisté podnétné sledovat, jaké mél Brichta predstavy o Filmovém archivu i Kinema-
tografickém muzeu, nicméné v kontextu vyvoje ¢eskoslovenské kinematografie se ménila i situace fil-
mového archivnictvi. Velké usili Brichty a jeho nejblizsich spolupracovnikil pti ziskavani filma pro
sbirky Filmového archivu je opravdu nutné ocenit. Jako vSechny oblasti zivota spole¢nosti, tak i kine-
matografie v 50. letech prochdzela rtiznymi reorganizacemi, coz se promitlo i do ¢innosti Filmového
archivu, véetné zmény pozice Brichty a jeho odchodu z pozice kli¢ové pro vyvoj instituce (jeho rozséh-
1¢é aktivity pak ukoncila smrt v roce 1957). Riizné organiza¢ni zmény archiv absolvoval i nasledné
v 60. letech. Pro ¢tendfe neni Gplné jednoduché vsechny tyto zmény sledovat, proto oceni tabulku na
s. 44, kde autor celkovy instituciondlni a organiza¢ni vyvoj Filmového archivu piehledné shrnul. Infor-
mace jsou sice uvedené jiz v textu kapitol, ale je uzite¢né, kdyz je mtizeme vidét v tabulkovém uspo-
radani.

Autor pak pokracuje ve svém chronologickém prehledu od poloviny 60. let az do zacatku 90. let. Je
dobie vidét, co pro Filmovy archiv (pfejmenovany na Ceskoslovenskou filmotéku) znamenal rok 1968,
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kdy existovaly odli$né pohledy, jak by mél archiv fungovat v ramci Ceskoslovenského filmového usta-
vu a co vSechno by mél zajistovat. Pfesné je také ukazano, jak Filmovy archiv ovlivnila doba normali-
zace z hlediska personalniho i organiza¢niho. Ctenat tak mtize kontinualné sledovat, jak se vyvijela
pozice archivu v rémci ¢innosti zasteujictho Ceskoslovenského filmového tstavu.

Pfti ¢teni publikace o Filmovém archivu je zfejmé, jak moc by badani prospélo vydani vice podob-
nych publikaci, které by se vyvoji filmovych instituci vénovaly. Jedna by idedlné méla vzniknout o Ces-
koslovenském statnim filmu (Ceskoslovenském filmu). Za timto uéelem by bylo nutné zpracovat roz-
sahly podnikovy archiv této instituce, nicméné pro zmapovani vyvoje ¢eskoslovenské kinematografie
od zndrodnéni az do zaniku tohoto podniku na zacatku 90. let je takovyto vyzkum nezbytny. Zcela ob-
dobné by potom bylo dobré se podivat na institucionalni vyvoj Ceskoslovenského filmového tstavu:
jak se proménioval, co byly jeho ¢innosti, jaké byly klicové osobnosti. Jan Trnka sice v knize informace
o Cs. filmovém Ustavu prezentuje, ale jelikoz byl Filmovy archiv pouze jednou &asti Cs. filmového tsta-
vu, tézko se autor miize detailné vénovat rozsahlym aktivitam Cs. filmového tstavu, jeho organizaéni-
mu usporadani i celkové pozici v ramci ¢eskoslovenské kinematografie.? Proto by kniha Jana Trnky
mobhla byt i vychozim bodem pro dalsi publikace, které budou na ¢&s. kinematografii nahlizet optikou
institucionalniho vyvoje. Této tlohy by se méli ujmout zejména badatelé Narodniho filmového archi-
vu, kteti maji ptistup k archivnim fondim. Tématem pro samostatnou publikaci by vsak jisté byl i sa-
motny Badatelsky kabinet a jeho ¢innost v rdmci Ceskoslovenského filmového ustavu v obdobi 60. let.
Pod vedenim Ivo Pond¢licka se vénoval pozoruhodnym vyzkumim ve vztahu k filmu z oblasti socio-
logie, psychologie ¢i estetiky. Tyto Gvahy nas ale mohou vést k otazce, zda nékdy dojde k realizaci se-
psani soubornych déjin ¢eské kinematografie. Jak ukazuje ve své knize Jan Trnka, tak zdmér pfipravit
d¢jiny domaci kinematografie zde byl i v minulosti, ale ve vysledku se nikdy nedoslo od zaméru k re-
alizaci s konkrétnim vysledkem.

U publikace Jana Trnky Ize pozitivné hodnotit také jeji mezindrodni kontext. Nejenze autor uvadi
informace o vyvoji filmového archivnictvi v jinych zemich, ale zabyvé se rovnéz komplikovanym vzta-
hem Filmového archivu a Mezindrodni federace filmovych archivii FIAE? Je zajimavé sledovat, jak
FIAF vznésel rizné pozadavky na Filmovy archiv, jakym zptisobem by mél fungovat, aby dodrzoval
platné stanovy. Publikace ukazuje, do jaké miry se Filmovy archiv rozhodoval podle téchto pozadavki
postupovat (napt. upravami svého nazvu). Zaroven jde o téma dtilezité i z pohledu fungovani ¢lenské
zemé z vychodniho bloku v ramci organizace, kde méli silnou pozici i zastupci filmovych archivi z ka-
pitalistickych zemi. Trnkova kniha odhaluje, jak probihaly nazorové stiety i mezi vedoucimi ¢initeli
FIAF a co z toho pro Filmovy archiv vyplyvalo.

Ve druhé ¢asti publikace se autor soustiedil na zakladni problémy praxe. Mozna toto oznaceni ne-
vyzniva piili§ atraktivné a miize se zdat, Ze tyto kapitoly jsou spiSe jen pro ¢tenafe-filmové archivare,
tak tomu ale neni. Z mého pohledu jsou tyto pasdze pro $irsi vefejnost jisté poutavé. Budeme-li totiz
movy archiv vyda naptiklad knihu o ur¢ité osobnosti nebo o konkrétnim filmu. Institucionalni vyvoj
Filmového archivu je velmi specializovana tematika a asi nelze uplné ocekavat, ze oslovi §irsi skupinu
¢tendri. Naopak ve druhé ¢sti publikace mohou ¢tendfi najit naptiklad informace o historii kina
Ponrepo a jeho vyznamu pro zdjemce o filmovou historii od 60. let.

2) Jan Svoboda napsal studii o pocatcich Cs. filmového ustavu: Pouceni z ¢innosti Cs. filmového tstavu v letech
1945-1950. In: Ivan Klimes - Jif{ Rak (eds.): Filmovy sbornik historicky 2. Praha: Ceskoslovensky filmovy tstav
1991, s. 263-270.

3) FIAF — Fédération Internationale des Archives du Film.
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Autorovo zaujeti je znat napiiklad v samostatné kapitole o Bohumilu Veselém, ktery vytvotil roz-
sahlou vlastni sbirku film a mnohokrat kviili tomu celil potizim. Stejné tak je podnétné sledovat, jak
bratti Cvancarové sestavili vlastni filmotéku, kterou prezentovali okruhu zdjemcti. Zkoumanou tema-
tikou jsou i soukromad predstaveni starych filmu: skrze promitani organizovana filmovym historikem
Myrtilem Fridou se Ize v knize vice dozvédét také o atmosféte ve Filmovém archivu v dobé Fridova pa-
sobeni. Tématem pro samostatnou publikaci muze byt i ptij¢ovani filmi ze sbirek pro promiténi nejen
filmovych klubt. Jan Trnka v této ¢asti prehledné prezentuje, jakym zptsobem pravé ptj¢ovani filmi
velmi vyrazné zlepsovalo od 60. let rozpocet Cs. filmového tistavu, soucasné viak narézelo na vytky ze
strany organizace FIAF a otdzky kolem promitani bez zaplaceni distribu¢nich prav zahrani¢nim vlast-
nikiim filmé. Samostatnym problémem je také vztah Filmového archivu a Ceskoslovenské televize, re-
spektive zarazovani filma ze sbirek Filmového archivu do televizniho vysildni. Tato druha ¢ast publi-
kace tedy nabizi fadu klicovych témat, ktera mohou byt ndmétem pii pfipravé dal$ich odbornych
studii.

Jako ¢tenar bych uvital zatazeni profil nékterych osobnosti z historie Filmového archivu. Je mi
jasné, ze nékdy muze byt prament nedostatek, nicméné je $koda, Ze se nepodarilo najit néjaké infor-
mace o Milanu Tuckovi, vedoucim Filmového archivu v letech 1951-1956. Bylo by zajimavé sledovat,
odesel. Zajisté by potom byvalo mozné uvést podrobnéjsi profily Jindficha Brichty, Myrtila Fridy, Mi-
roslava Svobody nebo Vladimira Opély. Ctené si je sice v nékterych ptipadech miize dohledat z jinych
zdroju, ale myslim si, Ze by se s nimi ¢tenafi mohli sezndmit pfimo v publikaci.¥ Osobné mi ptipadd,
Ze by publikace mohla obsahovat zikladni informace o Janu Trnkovi jako autorovi knihy: jestlize
v uvodu své knihy uvadi, Ze neni archivar ani knihovnik, tak by ¢tendfe mohlo zajimat, c¢emu se autor
doposud vénoval.

U publikace je ztetelnd pecliva redakéni priprava. Kniha ma velmi dobfe pfipraveny poznamkovy
aparat, obsahuje nékolik prehlednych schémat organiza¢niho usporadani, seznam zkratek, jmenny
rejsttik, seznam vyobrazeni. Ctendi nalezne v publikaci fadu zajimavych fotografii z historie Filmové-
ho archivu véetné portrétii riiznych osobnosti. Na textu zaujme i netradi¢ni grafickd uprava.

Kniha Cesky Filmovy archiv 1943-1993 je podnétnym piispévkem k historii ¢eského filmu. Autor
Jan Trnka v ni velmi ptehledné predstavil Filmovy archiv z hlediska instituciondlniho vyvoje i pro-
stfednictvim pohledu na promény jednotlivych ¢innosti. Je urcité dobte, Ze Nérodni filmovy archiv
podporou autorova badani i vyddanim knihy umoznil poznani vlastni historie, a jak jiz bylo uvedeno,
bylo by vhodné, kdyby dalsi obdobné publikace nasledovaly.

Petr Bednarik

4) Napt. Jiti Kutil, Jindfich Brichta (1897-1957). Iluminace 30, 2018, ¢. 3, s. 104-108; Valentin Knor — Daniel Fri-
da (eds.), To je mi péknd historie. Praha: Cs. filmovy tstav 1989; Milo$ Fikejz, Cesky film. Herci, herecky. 111. dil
S-Z. Heslo Miroslav Svoboda. Praha: Libri 2008.
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Kaleidoskopické déjiny fotografie z pera doyena operativni fotografie

Nadar, Kdyz jsem byl fotografem. Praha: NAMU 2018.

»Kdyz se rozsifila zprava, Ze se dvéma vynalezctim podarilo zachytit na postfibfené desticky kazdy ob-
raz, ktery se pred nimi objevi, vyvolalo to v§eobecny udiv. Takovy, Ze si to dnes jiz ani nedokazeme
predstavit, protoZe jsme na fotografii uz dlouha léta zvykli a otupéli z jeji popularizace. Byli taci, ktefi
se vzpirali a nechtéli uvérit. Jde o bézny jev, protoze jsme od prirody neduvérivi viici kazdé myslence,
ktera znejistuje to, co zname, a narusuje nase zvyky“ (s. 5). Takto zacina biografie Gasparda-Félixe
Tournachona, znamého pod pseudonymem Nadar, ktera vysla v roce 1900 (respektive prvni vydani je
datovano do roku 1899, oviem bez zavére¢ného textu, jak podotykd v doslovu Tomdas Dvordk). Kniha
rozhodné neni nesena klasickou biografickou formou, kdy se postupné dozvidime o détstvi autora,
jeho dospélém zivoté a nakonec o stari. Nadarova kniha je koncipovéana jako soubor textt vznikajicich
v riiznych obdobich, které mtizeme chapat jednak jako sondy do historie fotografického média, jednak
jako analyzy fyziognomie patizského Zivota cca od roku 1830 do konce stoleti (Nadar se pohybuje ze-
jména kolem roku 1885).

Jak je vidét z tvodni citace z prvni kapitoly nazvané ,Balzac a daguerrotypie, ocitdme se pfimo in
medias res, jsme vhozeni do vypravéni, které ma charakter reflexivni a klade diiraz na vnitini zkuse-
nost autora. Nadar se pritom neboji hodnotit svét kolem sebe: je vypravécem, ktery nestoji mimo po-
pisované udalosti, ale je v nich vzZdy osobn¢ zainteresovén, a pravé tento interes dodava Nadarové vy-
kladu specificky rytmus a pohyb. Schvalné hovotfim o vypravéni, protoze pro Nadartv styl je typicka
tendence k narativité: jednotlivé kapitoly jsou podany ve formé pfibéhu, diky nimz ziskava biografie
kaleidoskopicky charakter. Ctenafi je tak predlozen svézi vhled do rtiznych oblasti vyvoje fotografické-
ho média, jenz je téméf prost detailniho popisu technickych zdokonaleni (a pokud pfitomen je, tak
znovu s ohledem na vypravény pribéh), pricemz Nadar se ponejvice zaméfuje na peripetie své profese
(od kazdodennich strett se zakazniky az k obtizim pri pokusech o prvni ariealni fotografie).

Vratme se v$ak k tvodnimu textu. Po pozndmce ohledné ,,novosti“ daguerrotypu a jeho pozvolného
pfijeti se dostdvdme ke konkrétni ilustraci lidské tendence vzpirat se vSemu novému a nezndmému —
vybird si priklad Balzaca, ktery sim k Nadarovi dochézel, aby ziskal portrétni fotografie. Jak Nadar pise:

[T]gnoranti a nevzdélanci nebyli ve své podeziivavé a jakoby povércivé vdhavosti sami.
Touto ndkazou prvotniho odstupu bylo zasazeno i mnoho vynikajicich duchii. Aby-
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chom uvedli jednoho z nejvétsich, ani Balzac se pfed novym zazrakem necitil ve své
kiizi a neubranil se $patnému pochopeni Daguerrova pocinu [...] Podle Balzacaje [...]
v prirodé kazdé télo slozeno z nekone¢né mnoha prizraki, jez jsou na sebe navreny
v nesmirné tenkych vrstvach, a to ve vech smérech, jimiz je zrak schopen tato téla
vnimat. Clovék nikdy nemutize doséhnout stvofent, to znamena ze zjeveni, z nepostiZi-
telného vytvofit néco pevného, neboli z niceho ucinit néco; takze kazdy Daguerrav sni-
mek prekvapi, oddéli, zadrzi a nepusti jednu z vrstev nebohého téla. Pti kazdé dalsi
operaci tedy télo nepochybné prichazi o dalsi ze svych prizrakd, to znamena o ¢ast své
konstitutivni podstaty (s. 8).

Nadar nasledné uzavird poznamkou, kterd je charakteristickd pro jeho styl, ale absolutné prost4 re-
sentimentu (Nadar téméf nikdy na nikoho ve svych pamétech explicitné nedto¢i a podobné vyroky
jsou ukazkou jeho humoru): ,,Balzac mohl na téchto ztratach jen vydélat, jeho mohutna télesnd kon-
stituce i dalsi dispozice mu umoznovaly piizraky prili§ nesettit (s. 9).

Anekdoticky ladénym stylem (jak jej oznacuje Tomas Dvorak) se vSak nesmime nechat zmadst,
protoze k tématu recepce medialni technologie se Nadar vraci v dal$im textu nazvaném ,,Prvni foto-
grafové® Ten je (nejen historicky) nesmirné vyznamny, nebot jsou v ném predestteny ¢rty hlavnich fo-
tografti 19. stoleti a zaroven v ném vystupuje do popredi Nadarova vyjime¢na pozice v déjindch foto-
grafie, jiz on sam casto velmi rad zaml¢uje (na nékolika mistech napriklad piSe, Ze co se tyce jeho
objevi, tak se jedna o dilo ndhody, Ze zrovna on muze byt chapan za pritkopnika — mohl jim byt kdo-
koliv jiny). Jak Nadar v uvodu studie podotyka, tak mozna nebude ,,pro specializované vyzkumniky
minulych ¢asti bez zajimavosti, kdyz jim zanecham nékolik spise stru¢nych zminek o nagich prvoradych
pionyrech fotografie, ktefi stali pfimo u jejiho zrodu a které jsem znal nebo se s nimi alespon setkal.
Mam tu nepfili§ zavidénihodnou vyhodu, Ze jsem se dozil tolika let, az se ze mne dnes stal doyen ope-
rativni fotografie, takze mi pripadl tento kol a musim jej splnit, dokud je jesté trochu ¢asu® (s. 134).

Mezi onémi zminénymi ¢rtami nachdzime také poznamky o Disdérim, jez jsou jedny z madla,
v nichz? je vidét Nadartiv odstup od ur¢ité osobnosti. Nadar nijak nezastird fakt, ze Disdéri byl velmi
obratny obchodnik; ,,objevil se Disdéri a jeho fotografické vizitky. Za pouhych dvacet franku byl scho-
pen vyrobit tucet portréti, kdyz predtim se platilo padesat az sto franki za jeden jediny. To znamena-
lo naprosty rozvrat® (s. 143). Jednim z davodd, pro¢ Nadar, ktery se stejné jako Disdéri vénoval por-
trétdm, pocituje urcity resentiment vici Disdérimu, mtZe byt skute¢nost, Ze Disdériho portréty jsou
spiSe reprezentaci urcitych lidskych typt, zatimco v pripadé Nadara lze hovofit o zna¢né umélecké
kvalité a jedinec¢nosti. Ostatné jak sam Nadar dale pokracuje: ,,Zminil jsem Disdériho. Ale mam-li se
na chvili zastavit u tohoto jména, které po ¢tvrt stoleti vzbuzovalo vétsi rozruch nez kdejaky general
nebo dobrodinec, zmociiuji se mne pochyby a ptdm se sdm sebe, zda tyto retrospektivni poznamky
o0 osobnostech, které jiz nejsou mezi nami, ale maji zde své misto, i kdyZ jsou ¢asto druhotadé, mohou
zajimat i nékoho jiného nez odborniky — a koho“ (s. 144). Disdéri $el cestou otevreni fotografického
média masam a ziskal zna¢ny majetek, byt skoncil osamocen, hluchy a slepy, bez jediného franku.
Disdérimu obchodni um zajistil jméni, ale jak Nadar naznacuje, fotografické médium pro néj bylo spi-
$e praktickym nastrojem nez predmétem védecké vasné. Rozmarily zpiisob Zivota nakonec zapficinil
jeho krach, na strané druhé je neodmyslitelné spjat s rozsitovanim fotografie ve spole¢nosti. Oviem,
jak piSe Nadar: ,,Jak nas v8ak u¢i moudfti predkové, takto se pevny dim nestavi [...] Tak rychly byl
Disdériho vzestup a do takovych vysin, aZ se nechal oslnit. Byl uhranut svym tspéchem a dlouho od-
mital dale sledovat vyvoj fotografie, jiz vdécil za vSechno® (s. 147).




118 ILUMINACE Ro¢nik31,2019,¢.1(113) OBZOR

Tyto poznamky nés ostatné vedou k tématu kazdodenniho provozu fotografického studia. Tomu
se Nadar vénuje zejména ve dvou textech: ,Zakaznice a zakaznici“ a ,,Profesionalni tajemstvi“. Vime
jiz, Ze mezi Nadarovy zékazniky casto patfily véhlasné postavy dané doby. Nadar ale zminuje prede-
v8im rutinni styky s béznymi zdkazniky a souc¢asné zduraziiuje svoji profesiondlni ¢est. Naptiklad dvé-
ma dustojnikiim a jedné damé odmita prodat portrétni fotografie, o nichz vi, ze budou nekvalitni. Jak-
koli zakaznici naléhaji, Nadar je neoblomny: ,Vase penize jsou dobré, to nelze nijak zpochybnit: prace,
kterou jsem vyménou za tyto penize odvedl, by méla byt rovnéz dobra a nezpochybnitelna, oboji by si
meélo byt rovno — jinak se podnik, do néhoz jste vstoupili, nemutze povazovat za poctivy a ja bych
v ném viibec nepracoval. Nemohu nez vam znovu vyjadfit svou litost” (s. 103). Byt byla pro Nadara
vjeho zadatcich nabizend suma dvou set frankt obrovskd, tak presto zakoncuje tento pribéh tak, Ze ,,ji-
nak se dobry podnik vybudovat nedd, a vzdycky si za tim budu stat* (s. 104).

Nadar také nabizi nékolik postfeht tykajicich se zejména muzskych zdkaznikil a vibec prace
s nimi: za prvé je dulezité, aby si fotograf sam potvrdil, Ze dany vysledek je opravitelny, nebot tak mtize
byt nespokojeny zakaznik ¢asto ukonejSen. Druhou strategii je, Ze vysledky své prace ma fotograf pre-
zentovat nikoliv jednomu zdkaznikovi, ale idedlné i tomu, s kym zadkaznik studio navstivil: druha oso-
ba je s fotografii ve vétsiné pripadti nadmiru spokojena, a zakaznik tak muze byt zvikldn ve svém né-
zoru. To ale nemd znamenat, Ze by Nadar nabizel snimky, které jsou nekvalitni, hovofime mnohem
spi$e o narcismu zdkazniku: jeden z nich Nadara urputné prosil, zda by neslo udélat jesté jedno seze-
ni, protoze se mu nelibi, jak mu na fotografii tr¢i jeden jediny vlas (dokonce z toho cely vecer nemohl
spat). V tomto kontextu Nadar zmifuje novou ,,médu® ve stylizaci sebe sama, a to pézu. Marnivost
muzi je mu znakem nejistoty a odmita ji, mimo to ovéem zminuje i jiné humorné historky: dva zédkaz-
nici byli nad$eni z fotografii, které pravé obdrzeli, Nadar v$ak pii bliz§im zkoumdni zjistil, ze drzi v ru-
kou vzéjemné prohozené fotografie. Kdyz je na tento fakt upozorni, oba se rozesméji a odchdzeji.

Humorné prihody ndsledné vysttida reflexe vlivu fotografie na masové minéni (pouzivame tento
termin spi$e v pfeneseném slova smyslu). Nadar zminuje pfibéh chudého lékarnika, jeho Zeny a v eko-
nomickych potizich se zmitajictho navstévnika nalevny, s nimz se lékarnik poznal a vzal jej za svého
asistenta. Milostny trojihelnik na sebe nenecha dlouho ¢ekat: 1ékarnik zavrazdi asistenta a jde se udat
na policii, kdy, podle dobovych tradic, neo¢ekava velky trest. Télo obéti je ovéem posléze vyplaveno na
breh feky a zahy i vyfotografovano: ,,Nejdtive z policejni prefektury nafidili celou tu hrtizu vyfotogra-
fovat. Snimky se zahy ocitly v celondrodnich novinach, které musi byt v§ude a ve v§em prvni, takze ve
dvorané Figaro se tisni davy lidi, vystfida se tam ptl Pafize“ (s. 50). VSichni zacinaji vyktikovat, ze vra-
hovi (a jeho Zené) ma byt uloZen trest smrti s tim, Ze takto ,,zfidit“ mladého muzZe je nehuménni. Na-
dar ovéem tuto perspektivu odmitd, vzdyt pravé tento mlady muz byl tim, kdo byl ¢initelem zla: ,,Ce-
lou svou bytosti jsem odmital spoluti¢ast na nespravedlivém rozsudku, vynuceném za vSeobecného
nadseni povykujicim davem zahrnujicim obzalované divokymi kletbami, a co je jesté horsi, zranujici
ironii [...] Avsak FOTOGRAFIE tomu tentokrat chtéla takto...“ (s. 52).

Obratme se jesté k poslednimu tématu, které je v biografii predloZeno, a tim jsou Nadarovy zéslu-
hy v experimentovani s fotografickym médiem. Za prvé se jedna o ariedlni fotografii. Nadar popisuje,
jak se potykal s celou fadou problémt, které byly nakonec uspésné vyreseny. Jeho ptiklon k letu balo-
nem byl déan fascinaci moznostmi vzdu$né dopravy, ale také ekonomickymi divody: pfedvadéni letu
baldénem bylo zdrojem zna¢ného zisku, z néhoz mohl financovat své badani a také vyzkum spole¢nos-
ti, jiz zalozil. Jak ovS§em Nadar konstatuje, vSechny penize, které vydélal, rychle zmizely. Ariedlni foto-
grafie — kromé prestizniho prvenstvi v této oblasti, jez Nadara pohanélo (spolu s jeho touhou po po-
souvani hranic fotografického zachycovani reality) —, se mohla uplatnit pfi katastralnim méfeni,
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ov$em ani to nevyslo. A tak Nadar, s humorem sob¢ vlastnim, konstatuje: ,M4 vrozena a naprosta za-
bednénost viici exaktnim védam mi ztézovala pochopenti jeho explikace [plukovnika Laussedata, kte-
ry Nadarovi vysvétlil, pro¢ se jeho predstavy mijeji se skutecnosti], ale pred jeho autoritou a presvéd-
¢ivosti vykladu jsem se sklonil — a toho se stdle drzim® (s. 70-71). Za druhé se jednd o slavné
fotografie z parizského podzemi, katakomb. Nadar znovu zmiruje celou fadu prekdzek, které musel
prekonat, aby se nakonec setkal s ispéchem. I tyto pokusy jsou uvedeny specifickym narativem, kdy
vypravé¢ hovori k neznamé Zené a provazi ji podzemim, nacez se vénuje samotnému popisu katakomb
a nutnosti vyporadat se, mimo jiné, s dlouhou expozi¢ni dobou. Fotografie se staly velice slavnymi
v ramci déjin fotografie a i v soucasnosti si udrzuji nezaménitelnou silu (ne ndhodou Nadar odkazuje
na Hugtv popis podzemi z Bidnikii, a je mozno fici, ze podzemni PafiZz do zna¢né miry formovala
i my$leni naptiklad Waltera Benjamina).

Z vyse feceného je myslim zfejmé, Ze knihu nelze nez doporucit. Povazuji za obdivuhodny krok,
ze byla pfipravena a vydana v tuzemském prostredi. Editor knihy Toma$ Dvorak navic obohatil Nada-
rovo dilo nejen peclivym zpracovanim, nybrz i skvélym doslovem. Dvorak jednak pripomina, Ze Na-
dar se autobiografii, respektive ,,Zdnru memodrt, ,vénoval prabézné“ (s. 211): v 50. letech 19. stoleti
vydal vzpominky na sviij studentsky Zivot a o deset let pozdéji i na pamatny let balénem. Déle také
Dvordk odkazuje na proménu Patize a situuje ji do kontextu Nadarova Zivota, kdy dodava, Ze Nadar

vvvvv 7

»nebyl pouze fotografem a fotografii nepovazoval za nejdilezitéjsi ze svych povolani®, ,,oznacoval [se]
spiSe za literata, umélce a priikopnika letectvi® (s. 214). V neposledni fadé také doslov predklada cte-
néfti néco z Nadarovych znalosti dobovych ,,pseudovédeckych nauk®, mezi néz patfily ,,Lavaterova fy-
ziognomie a Gallova frenologie® (s. 222), coz ostatné znovu vede k Nadarové pivodni profesi karika-
turisty. Dvorak tak podava bryskni vhled do Nadarova Zivotniho osudu a poskytuje dalsi voditka
k moznému ¢teni predlozené biografie.

V zévéru tedy konstatujme jedno: ,Déjiny” fotografie z pera Nadara je nutno ¢ist. A je nutno se

k nim opakované vracet.

Martin Charvat
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Reakcia na text Patchwork od Viaclava Maceka

Kazdy filmovy vedec, ktory publikoval vedecku ¢i odbornt monografiu, musi byt pripraveny aj na jej
kriticku reflexiu. Na Slovensku je bohuzial ¢astym javom, Ze sa autor nestreta s vecnou, vedecky zo-
rientovanou a dostato¢ne argumentacne podlozenou kritikou jeho prace. Pritom prave takato kritika
modze vytvorit konstruktivny vedecky dialdg, ¢o by malo byt jej zmyslom. Namiesto toho sa vak v na-
$om vedeckom diskurze stretdvame s uverejnenim subjektivnych a ¢asto nedostatoéne odévodnenych
nazorov, ktorych cielom nie je ani tak kriticky zhodnotit danu monografiu, ale skor vystavit do popre-
dia osobny postoj recenzenta k predmetu takejto monografie ¢i k jej autorovi.

Vaclav Macek je slovensky filmovy historik, uz menej teoretik. Naposledy mu v redigovanom dru-
hom vydani v spoluautorstve s Jelenou Pastékovou vysla rozsirena publikacia Dejiny slovenskej kine-
matografie: 1896-1969.” Mna i mojich kolegov zaradil recenzent medzi tych publikujicich autorov,
ktori ukonili $tddium na Ftf VSMU, ale uz neuvadza, Ze na Katedre posobili aj pedagogicky. Bolo by
dobré na tomto mieste pripomenut, Ze Macekova poznamka o hfstke publikujicich autorov je aj na-
sledkom dlhodobo zvlastnej politiky vedenia Katedry (pred tym filmovej vedy, teraz audiovizualnych
$tudif). Macek menuje niektorych, inych neuvadza. Mnohi perspektivni a aktivni tvorcovia ¢i filmovi
vedci napokon vyvijaju svoju ¢innost mimo spomenutej Katedry a bez jej podpory a zda sa, Ze sa im aj
vcelku dari. Bez toho, aby som citil potrebu zastitovat sa nejakou alianciou autorov, chcem len vecne
reagovat na zac¢iatok Macekovho textu, pricom je otazne, nakolko tieto informécie suvisia s obsahom
mojej monografie. Uréite viak suvisia s dlhodobou neschopnostou Katedry udrzat si kvalitnych Tudi,
vychovat dal$ich a pripravit ich pre odbornt prax. Odliv pritom bohuzial pre odbor pokrac¢uje doteraz.

Ja a Jana Dudkova ako jedini z absolventov pravidelne publikujeme aj nadalej pod hlavickou Usta-
vu divadelnej a filmovej vedy — Centra vied o umeni SAV, kde predtym posobil aj recenzent. Obidva-
ja sa momentdlne venujeme najmi reflexii sucasnej slovenskej hranej a dokumentdrnej kinematogra-
fie od roku 1989-2019. Autori z prostredia SAV dosial, okrem inych prac, vydali $tyri samostatné
vedecké monografie o sii¢asnom filme u nas.? Clenovia Katedry z VSMU nepublikovali na tdto tému,

1) Vaclav Macek - Jelena Pastékovd, Dejiny slovenskej kinematografie: 1896-1969. Bratislava: SFU - Fotofo 2017.
2) Jana Dudkova, Slovensky film v ére transkulturality. Bratislava: Vlna - Drewo a srd 2011; Martin Paltch, Autor-
sky dokumentdrny film na Slovensku po roku 1989. Bratislava: Vlna - Drewo a srd 2015; Marek Urban, Identita
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vratane recenzenta, zatial ani jednu samostatni monografiu. Kolektivne prace ano, a samozrejme re-
cenzie.

Pri citate od Tomasa Baldynského, ktorym Macek recenziu zacina a pravdepodobne sa stotoznuje
s jeho obsahom, nie je problematicky ani tak moralizujico-apelativny naboj uryvku, ale skuto¢nost, ze
sa tematicky vztahuje na konkrétne kontroverzné divadelné predstavenie, kontextovo hodnoti umelec-
ky mainstream a tyka sa Ceskej republiky. Z méjho pohladu sa len fazko daju za umelecky mainstream
povazovat filmy, tvorcovia a ich kauzy na Slovensku, o ktorych pisem v monografii Cenziira a doku-
mentdrny film po roku 1989. Z povahy zrekons$truovanych pripadov je totiz zrejmé, ze menovani filma-
ri po roku 1989 u nas: ,,... [generace] si musely volit mezi svobodnosti uméleckého vyjadreni a ztratou
moznosti pracovat, vylou¢enim ze spole¢nosti...“» a ak im aj nehrozilo vezenie, tak poniektori Celili
stdnym sporom.

O mojej monografii s ndzvom Autorsky dokumentdrny film na Slovensku po roku 1989 recenzent
piSe ako o ,rekapituldcii vyvoja dokumentérnej tvorby po roku 1989“* Neuvadza, ze prvych 13-79
stran sa vyhradne venuje teoretickym koncepcidm dokumentarneho filmu. V pripade recenzentovej
vycitky o vymedzeni povodu slova cenzura podla slovnika je pravdepodobné, ze tu mohlo dojst
k skresleniu, ¢o je vSak sposobené najma etymologickym korefiom terminu, povod ktorého siaha az
k indodrijskym tvarom odvodenym z jazyka sanskrit.

Kapitolu s ndzvom Strucny pohlad do minulosti: cenziira filmu riadend $tatom oznacil recenzent za
»expresny“ prehlad. Nemala v§ak ambiciu vycerpat tému, len prizvukovat zakladné historicky pod-
mienené premeny vo vyvoji chapania filmovej cenzury riadenej $taitom v sledovanom obdobi u nas do
roku 1989. Kapitola pritom obsahuje odkazy, Ze tejto téme sa uz podrobne venovala ind odborna lite-
rattira u nas i v Cechach. Naposledy do roku 1969 napriklad aj uz zmienené Dejiny slovenskej kinema-
tografie: 1896-1969. Moje konstatovanie o relativne dostato¢nom preskimani tejto témy pred rokom
1989 pritom recenzentovi nevyhovuje, akoby tym mieril aj do vlastnych radov. Sam sa totiz vyskumu
cenziry v rokoch 1896-1969 systematicky venoval. Ja pritom nikde neuvadzam, Ze téma je uz vycer-
pana.

Treba tiez zdoraznit, ze kapitola Strucny pohlad do minulosti: cenziira filmu riadend Stdtom sluzi ¢i-
tatelovi najmi na zorientovanie sa a ako uvod do problematiky pre porovnanie, pretoze tematické jad-
ro monografie sa zameriava vyhradne na sporné kontroverzie v spojitosti s moznou cenzirou po roku
1989.

Recenzent kritizuje aj zlozeny termin ,autorsky dokumentarny film“ Oznacuje ho za ,pleona-
zmus“. Predpoklada totiz, Ze pri definicii dokumentarneho filmu podla Johna Griersona mozeme po-

X3

jem ,tvorivy’

X3

(creative) pri preklade automaticky stotoznit s pojmom ,,autorsky®. V stucasnom diskur-
ze pritom dominuju nové a revidované charakteristiky dokumentirneho filmu (napriklad od
Gregoryho Currieho, Noéla Carrolla, Carla Plantingu, Rogera Odina a i.) pricom diskusia na tuto
tému sa nadalej vyvija a ni¢ nie je normativne uzavreté. Z tohto dévodu nema, teoreticky ani praktic-
ky, ziadny vyznam zamys$lat sa nad recenzentovym autorsky kreativnym prekladom definicie Johna
Griersona do slovenciny, a uz vobec nie vo vztahu k nazvu mojej monografie.

Recenzentova poznamka, ze v pripade filmu CooLTURA (2016) od reziséra Mira Rema ide Zanro-
vo o montazny film, je zavadzajica a vytrhnutd z kontextu. Tento $tyl argumentdcie je inak typickym

autora. Bratislava: Veda 2017; Martin Paltch, Cenziira a dokumentdrny film po roku 1989. Bratislava: Vlna -
Drewo a srd 2017.

3) Pozri: Vaclav Macek, Patchwork. Iluminace 30, 2018, ¢. 3, s. 118.

4) Tamtéz,s. 118.
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prejavom kritického zmyslania recenzenta. Pri naozaj minimalnej snahe citatela pochopit suvislosti, ¢o
sa od neho oc¢akava, by vysvetlenie tohto tvrdenia, Ze pri COOLTURE ide o vyrazne montazou uprave-
ny obsah, nasiel v pasdzi venovanej rozboru tohto filmu na strane 107. Odkaz na citat Evy Pavlovi¢o-
vej o pomyselnych novodobych cenzoroch v ulohach ¢lenov komisii Audiovizudlneho fondu recen-
zent narychlo prevzal z uz pred nim publikovanej recenzie na monografiu od Eduarda Gre¢nera, ale
zabudol sa k tomu priznat.”)

Zmienku recenzenta o schopnostiach mdojho ,vedeckého (pravdepodobne myslel odborného) re-
daktora zaradujem do kategdrie najabsurdnejsich. Prave $éfredaktor ¢asopisu Kino-Ikon, ktory na
monografii spolupracoval ako odborny redaktor, ma castokrat nezanedbatelnd zasluhu na vyslednej
kvalite publikaénych vystupov recenzenta. Mozno by s nim Macek mohol spolupracovat v buducnos-
ti aj pri pisani recenzii pred ich publikovanim.

Selektivny pristup k pévodnej vete z monografie: ,Objavila sa silna medidlna reakcia, protestné
¢lanky proti prvej ponovembrovej cenztre na pdde STV zverejnilo mnozstvo médii, umoznilo vznik
novej formuldcie v recenzii: ,Martin Palich nedbd na rozne nepresnosti. Tvrdi, Ze sme boli svedkami
»prvej ponovembrovej cenziry na péde STV v roku 2004 za riaditela Richarda Rybni¢ka“® V texte
kapitoly sa pritom jasne zdovodnuje, Ze v obdobi ,,meciarizmu“ nebolo pravidlom vyjadrovat kritické
tvrdenia slobodne a uverejnovat ich bez strachu v mienkotvornych médiéch. O to citlivejsie novinari,
tvorcovia a verejnost vnimali nové kauzy, ktoré sa objavovali po pade meéiarizmu a v obdobi obnove-
nej demokracie po roku 1998. Prave preto sa o kauze filmu MiLuj BLIZNEHO sSvOjHO (r. Dusan Hudec)
v roku 2004 uz celkom otvorene pisalo najma v stvislosti s cenzurou obsahu.”

Na margo recenzentovho tvrdenia, Ze ,,ani jeden z predchddzajucich riaditelov v obdobi 1990-2003
teda ,,necenzuroval“ v zmysle Palichovej interpretacie — Vladimir Strnisko, Roman Kalisky, Peter Ze-
man, Rudolf Simko, Marian Kleis, Peter Malec, Miroslav Majoro$, Ivan Stadtrucker, Jozef Darmo, Igor
Kubis, Stefan Dlugolinsky, Milan Materdk, Jozef Filo, Jozef Mra¢na treba zdoraznit, Ze celd predchadza-
juca kapitola s ndzvom ,,Politicka cenzira verzus dokumentarny film v 90-tych rokoch 20. storo¢ia“ sa
venuje kontroverzidm, nie len, ale aj v stvislosti so situdciou a vyrobou v STV v sledovanom obdobi.
Skuto¢nost, ze neuvddzam ani jedno konkrétne meno riaditela STV, vychddza z metodologického
pristupu, ktory sa prisne dodrziava v celej publikdcii. VSetky pouzité citované pramene totiz pochd-
dzaju z verejnych zdrojov. Ide o autorizované ¢lanky a uZ pred tym publikované rozhovory a nazory,
ktoré sa daju datovat, dohladat a verifikovat. Mojim primarnym zdmerom totiz nebolo pri pisani mo-
nografie ohovarat, ale rekonstruovat kauzy spajané s cenzirou na zaklade dostupnych dobovych zdro-
jov. Preto neobstoji vyhrada, postavena na argumente, Ze som dodato¢ne nekontaktoval dotknutych
tvorcov, pretoze som sa systémovo vyhybal chodbovym klebetim a tvrdeniam ziskanym emailom, tak
ako ich proti mne pouziva recenzent. Zaroven ani on alibisticky Ziadny dal$i priklad, ktory by sa pria-
mo tykal menovanych riaditelov, neuvadza.

Recenzent sa kriticky vyjadruje aj ku koncepcii knihy. Prekdza mu, Ze neuvadzam cenziru z pozi-
cie mordlky, ale hovorim o nabozenskej cenzire. Zjavne preto, ze v pripade dokumentarneho filmu po
roku 1989 u nds nebol Ziadny dokument prijaty kontroverzne na zaklade moralky, ale hlavne z hladis-
ka nabozenského presved¢enia (MILUJ BLIZNEHO SVOJHO).

5) Pozri: Eduard Grecner, 1150 slov o cenzure. Kinecko (e-¢asopis) 6, 2018, ¢. 3. Dostupné online: <https://www.
kinecko.com/1150-slov-o-cenzure/>, [cit. 22. 4. 2019].

6) V. Macek, Patchwork, s. 121.

7) Pozri: M. Paluch, Cenziira a dokumentdrny film po roku 1989.

8) Ale napriklad na strane 42 sa uvddza meno Igora Kubia v citéte zo spomienky Mareka Sulika.
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Rovnako otdzne a ni¢im nevyargumentované je aj Macekovo tvrdenie, Ze podlieham konspiraciam
preto, lebo zdévodnujem kontext, ktory v kone¢nom désledku mohol ovplyvnit a viest k zabraneniu
filmu STANISLAV BABINSKY — ZIVOT JE NEKOMPROMISNY BUMERANG (r. Dubomir Stecko, 1990) dostat
sa do distribucie.

Recenzent dokonca sam vyvracia vlastné argumenty, ked raz protire¢ivo tvrdi, Ze za Meciara tu
nieco ako ,,politicka cenzira“ bola, a nasledne uvedie: ,V obdobi, ked sme sa stali pluralitnou demok-
raciou, so slobodou slova, mnozstvom stran, tak Paltch tvrdi, ze pokracuje politicka cenzira. V texte
neobjavime ziaden doklad o tom, Ze by niektora politicka strana resp. jej organy dosiahli zmeny v die-
le, resp. v jeho distribticii — akurat spomenie, Ze traja viznamni politici tej doby — Milan Ci¢, Peter
Colotka, Ivan Gagparovi¢, mohli ovplyviiovat Sirenie diela. Ni¢im to v8ak nedolozi. Naproti tomu uva-
dza, ze jediny, ktory protestoval a Ziadal sidne zédkazy projekcii, bol Stanislav Babinsky, ktory ale po
mnohych rokoch nakoniec sudne spory prehral a film sa moze uvadzat.“ Na tomto mieste sa priznam,
ze neviem posudit, kolki z ¢itatelov predmetny film videli, ale myslim si, Ze som uviedol dostatok do-
kladov o tom, Ze menovani politicki funkcionari mali priamy a osobny vplyv na kauzu, o ktorej film
vypoveda, a preco (archivne prepisy zo zasadnuti Federalneho zhromazdenia, vyjadrenia v tlaci, roz-
bor filmu, opakované sudne spory, uplatnenie prava na ochranu osobnosti zo strany socidlneho herca).
Ani publikdcie Dejiny slovenskej kinematografie (1997)” a K dejindm slovenského dokumentdrneho fil-
mu (1992)' neobsahuju zmienku, ktord by prispela k osvetleniu situdcie okolo distribucie tohto prob-
lematického a druhého najdrahsieho celovecerného dokumentérneho filmu z prechodového obdobia
1989-1990 na Slovensku. Vyvstava teda otdzka, ide o kriticky argument recenzenta, alebo skor o jeho
osobny politicky postoj, na zéklade ktorého posudzuje (a teda nie nezavisle a objektivne) a interpretu-
je obsah knihy? Chce tym Macek tvrdit, Ze politicka cenzura v menovanom obdobi bola, alebo nebo-
la? Alebo si prispdsobuje vyklad politickej cenzury, ako sa to hodi jeho osobnému vykladu a politické-
mu presvedéeniu?

Prave heslovitost a nedostatok reflexie ma motivovali k napisaniu nie encyklopedicky suchopar-
nych, ale analyticky na formu a obsah zameranych rozborov, aj ponovembrovych dokumentarnych fil-
mov, o ktorych sa nedali nikde néjst relevantné informacie.

Je zaujimavé, Ze recenzent, v snahe branit sa pouZivaniu terminu cenzura pri dokumentirnom fil-
me po roku 1989, sim tento vyraz pouziva v pripade televiznej publicistiky v stvislosti s Ivetou I$toko-
vou z obdobia rokov 1994-1995: ,, Az velky medialny tlak prelomil interny cenzdrny zdkaz“'" Zarover
povazujem za ni¢im nepodlozené tvrdenie recenzenta, Ze Babinsky sidne spory s STV prehral a film
sa uvadzat na verejnosti méze. Tto vedomost nemam. Posledné oficidlne vysielanie filmu v televizii
bolo v roku 1992, zaloba Babinského na vlastnika vysielacich prav (STV) bola opakovane a naposledy
podand v Strasburgu v roku 2002.

Recenzent povazuje za problematické aj ¢lenenie publikdcie do kapitol. Pri filme STANISLAV BaA-
BINSKY — ZIVOT JE NEKOMPROMISNY BUMERANG pise: ,, Ak uz autor chcel film niekam zaradit, tak do
Casti, ktord sa venuje ,,medializovanym kontroverziam — filmdri verzus jednotlivci, intittcie a skupi-
ny", resp. ,Autor verzus protagonisti a korporatna reguldcia®, nie do kapitoly o politickej cenzire.“'?
Tato vyhrada nie je na mieste, pretoze pri tomto filme sa o ziadnej medializacii nedd hovorit. Okrem

9) Vaclav Macek - Jelena Pastékovd, Dejiny slovenskej kinematografie. Martin: Osveta 1997.
10) Vaclav Macek, K dejindm slovenského dokumentdrneho filmu. Bratislava: SFU 1992.

11) Dejiny slovenskej kinematografie, s. 512.

12) Pozri: V. Macek, Patchwork, s. 122.
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$tatistickych informadcii ¢i skreslujicich konstatdcii nie je o iom nikde ani zmienka a nejde pri iom
ani o ziadnu korporatnu regulaciu.

Recenzent sa snazi radit aj dal$im. Napriklad Dusanovi Handkovi, ¢o a ako mal urobit v pripade
peripetii so zahrani¢nymi producentami okolo finalnej verzie filmu PAPIEROVE HLAVY (1995). Z mnoz-
stva kduz Zuzany Piussi si ucelovo vyberie len jednu, td okrajovi, relativne margindlnu v suvislosti
s filmom KREHKA IDENTITA (2012).

S protire¢ivou argumentaciou sa stretneme aj dalej. Na jednej strane nesuhlasi s koncepciou knihy
o cenzure po roku 1989, na druhej priznava, Ze: ,,Prave roky 1994-1998 najviac charakterizuje snaha
o presadenie nejakej obdoby politickej cenzury vo verejnopravnych médidch.“'¥ Zaroven spéja nespo-
jiteIné. Pri peripetiach v stvislosti s prijatim/neprijatim absolventského filmu Hras 98 komisiou na
VSMU iracionélne, bez vysvetlenia a dvakrét pouzije rovnaké a ucelové tvrdenia tykajice sa Akadémie
umeni v Banskej Bystrici.'¥ Zrejme utoéi na tdto institiciu, ako je u neho zvykom z nedostatku vec-
nych argumentov. Pri selekcii informacii vsak z recenzie vypadlo, Ze jeden z dévodov, ktory sa v pub-
likdcii uvadza v suvislosti s problémami okolo absolventského filmu Hras 98 (r. M. Kubos, 1998) je
diskutabilné pouzitie citdcie pri zverejneni celého alebo ¢asti cudzieho diela bez licencie. Film Mareka
Kubosa totiz obsahuje volebné spoty politickych stran, ktoré su takto bez licencie pouZzité.

Argumentdciu vytrhnutd z kontextu nachadzame aj pri tvrdeni, Ze film MILUJ BLIZNEHO SVOJHO
nepatri do kapitoly o naboZenskej cenzure: ,V tej istej kapitole, kde piSe o cenzurovani MiLuy BL{ZNE-
HO SVOJHO, uvedie presné hodnotenie Martina Smatléka, ze nejde o ziadnu cenziru, ale o ,,rozpor
s autorskym zdkonom® (s. 53), ale Paltich to necha opit bez vysvetlenia, pricom zo Smatlakovho citatu
vyplyva, Ze je omylom zaradenie filmu do kapitoly o ,,ndbozenskej cenzire. Nemoéze mat pravdu su-
&asne aj Paltich, aj Smatldk“'® Smatldk pritom jednoznacne uvadza, ze po medidlnom tlaku sa cenzir-
ny zéasah napokon netykal problematického obsahu filmu, ale jeho verejného uvadzania, ¢o je v rozpo-
re s autorskym zakonom. Interné nariadenie riaditela televizie, ked jednou z vladnych stran bolo
Krestansko-demokratické hnutie, sposobilo, Ze film sa nemohol verejne premietat bez sprievodnej dis-
kusie. Macek opit selektivne manipuluje.'®

Recenzent zatracuje aj obalku knihy, na ktorej je fotografia Martina Kollara z filmu ZamATOVI TE-
RORISTI, napriek tomu, Ze sa o tomto filme v suvislosti s cenzirou obsahu po roku 1989 v publikacii
piSe. Zaroven ide o velmi trefni metaforu, teda ak recenzent akceptuje posunutie vyznamu nie len
v ramci tejto fotografie, ale aj v pripade terminov ,trezorovy film*“ ¢i ,,sic¢asna filmova cenzira®

Nedokaze akceptovat ani termin cenzura v spojeni s dokumentarnym filmom po roku 1989. Ho-
vori o koncepcii pancenzury, podla ktorej by prvym cenzorom mal byt autor knihy. Ak prijmeme jeho
koncept z recenzie o ,,stratégii obete pri spravani sa dotknutych tvorcov, mézeme rovnako uvazovat
aj 0 ,,stratégii demagogie“ pri recenzovani monografii. V zévere recenzent vzyva terminy, ktoré sa sna-

13) Tamtéz, s. 123.

14) Tamtéz, s. 123, 124.

15) Tamtéz, s. 125.

16) ,Martin Smatlik dod4va: ,V prvom rade treba zdoraznit, Ze nijaky zasah do toho filmu sa napokon neuskuto¢-
nil — predovsetkym vdaka autorovmu postoju a verejnému tlaku. To povazujem za jednozna¢ny posun vpred
oproti cenzire zo strany strazcov zakona a ideoldgie ¢i oproti ,samoregulacii® mnohych tvorcov a novinarov
v predchadzajucich rokoch. No ,zésah; ktory v diskusii verejne predviedol riaditel STV, sa napokon netyka fil-
mu, ale ,iba‘ jeho verejného uvadzania. STV vraj vzdy bude tento film verejne prezentovat iba v spojeni s uve-
denou diskusiou. Tento kratkozraky postoj mdze napokon zabranit tomu, aby film kipila napriklad Cesk4 te-
levizia alebo aby sa distribuoval na videokazetich. Okrem toho podmienovat verejné Sirenie diela jeho
spojenim s dielom inym — to uz je v rozpore aj s autorskym zdkonom. A tu uz rozhodne o ziadnom posune
vpred nemozno hovorit.“ Cenziira a dokumentdrny film po roku 1989, s. 53.
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zim pomenovat pravym menom, a nie néhradnymi ekvivalentami s tplne odli$nymi vyznamami: ,Zda
sa mi, ze omnoho presnejsie je hovorit o manipulacii/propagande/autorskom zamere, tieto terminy
viac zodpovedaju situdcii umeleckej tvorby v demokracii na rozdiel od autoritativnych/totalitnych re-
zimov. Kniha so slovom cenzira v nazve by mala obsahovat aspon jednu kapitolu o tom, Ze je spravne,
ak si spolo¢nost brani hodnoty, na ktorych je postavend. Ze zrugenie vietkych hranic znamen4 zénik,
sloboda bez zodpovednosti je koniec spolo¢nosti“!” K aspektom ochrany spolo¢nosti pred nevhod-
nym obsahom sa predsa vyjadruje kapitola s nazvom ,,Reguldcia a kontrola verzus ochrana alebo cen-
z0ra“. Zaroven je tato pripomienka polemicka a prekriica podstatu sledovaného problému. Neviem si
predstavit, ze by som pisal kapitolu o blahodarnych t¢inkoch cenziry na povodny dokumentarny film
po roku 1989.

Recenzent dalej navrhuje, Ze v demokracii, na rozdiel od totality, treba pravidld dodrziavat a chra-
nit, pricom: ,,¢o je nevhodné, treba ostrakizovat*'® teda vylucit zo spolo¢nosti, odsunut stranou, igno-
rovat, zbavit sa. Domyslené do ddsledkov, navrhuje Macek zriadenie cenzorského tradu, aby rozhodol
koho a ¢o treba ostrakizovat? Vzdialene to pripomina povzdych cenzora bez kompetencii v demokra-
cii. Recenzent pide tieZ nieo o vrazdeni a znasilnovani, ale zabida, Ze publikdcia sa orientuje len na
kauzy v dokumentarnom filme po roku 1989, v ktorych o Ziadne vrazdenie a znasilnovanie nejde.
Okrem toho platny Audiovizualny zdkon a Zakon o vysielani a retransmisii uvadzanie diel s nevhod-
nym obsahom uzZ reguluji. Moja monografia sa vylu¢ne venuje kritickym snimkom, ktoré mali na za-
klade témy a obsahu problém s uvedenim podobne ako tie v minulom rezime.

Recenzent kritizuje aj americké priklady, spdjané s cenztrou v USA, akceptoval by radsej nemec-
ké, ¢eské ¢i polské. Mozno by na tto tému mohol niekto nieco napisat v spolupraci s mikrovydava-
telstvom Fotofo, ¢o by bolo vybornym prinosom do sféry poznania dalsich cenzorskych postupov
v tzv. krajindch V4 z pohladu Slovenska.

Recenzent nerozumie ani kapitole o autocenzure a opét ju navrhuje prehodit na iné miesto v ram-
ci ¢lenenia kapitol. Naozaj zvla$tne uvaZovanie o upravach svojbytnej knihy vydanej v edicii svojbyt-
ného vydavatelstva, ktoré sa zameriava aj na publikovanie samostatnych vedeckych monografii o sd-
¢asnom slovenskom filme.

Snazil som sa aspon Ciasto¢ne reagovat na miestami vycerpavajicu zmes dojmov recenzenta
V. Maceka. Zaroverh ma povzbudzuje, ze publikdcia vyvolala vieobecny zdujem u nds aj v Cechéch. Z4-
mer podnietit diskusiu na tému filmovej cenziry po roku 1989 sa vydaril. Dokazom je aj mnoZstvo
ohlasov na publikaciu a tieZ tato recenzia, na ktort sa nedalo nezareagovat. A ¢o sa tyka progndzy vy-
voja, odporucam recenzentovi, aby si pozrel aktualne prieskumy preferencii stran (nie len u nas, ale aj
inde v Eurdpe) a odvodil si sim, na kolko nim navrhovana metdda ostrakizacie nevhodnych nazorov
z verejného diskurzu napomaha k spolo¢enskym zmendm v demokracii.

Na zaver chcem zdoraznit, Ze hlavnym zamerom publikacie Cenziira a dokumentdrny film po roku
1989 bolo objasnit problém cenzury z hladiska, ktoré je explicitne uvedené na obalke publikacie: ,, Ak
je cenzira na Slovensku podla zakona z roku 1990 nepripustna, preco sa v stvislosti s dokumentérnou
tvorbou terminy ako cenzira a ,,trezorovy film“ opakovane objavuji vo verejnom, v medidlnom a od-
bornom diskurze?* Ako autor nemézem za to, ked recenzent ignoruje, Ze absolttna vicsina citatov
v kapitoldch a poznamkach pod ¢iarou reflektuje vyskyt pojmu cenzira v spojitosti s dokumentarnym
filmom po roku 1989 v spolo¢enskom diskurze u nas. Ak by si to v§imol, videl by jasne pripady, kauzy,
filmy a tvorcov, pri ktorych sa tento termin objavuje bez ohladu na Véclava Maceka a Martina Paltcha.

17) V. Macek, Patchwork, s. 125.
18) Tamtéz, s. 126.
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V ktorych pripadoch, kedy a preco. V akych suvislostiach a kontextoch. Vyhrada, Ze termin sa mi ne-
paci, je nezmysel, pretoze leps$i nemame.

Osobitne by som touto cestou chcel podakovat obidvom recenzentom publikacie — Ingrid Maye-
rovej a Janovi Gogolovi st. za cenné rady a pripomienky. A vlastne aj recenzentovi, Ze sa o téme opit pise.

Na tomto mieste este zacitujem z Uvodu publikacie, kde néjdeme takuto definiciu sicasnej filmo-
vej cenzury (Silencing Cinema: Film Censorship Around the World, 2013): ,Filmovt cenzuru chdpeme
ako pokus zabranit slobode prejavu, tvorby, produkcie, distribtcie, uvadzania a recepcie filmov alebo
ju obmedzit. Vyhybame sa jej izkemu vymedzeniu v prospech pohladu, pri ktorom sa rozlisuju rézne
sily zo $irokého spektra vplyvov. To znamena [...], Ze filmovd cenzira je ovela $ir$i fenomén nez ten,
ktory je spojeny s fungovanim $tatnych, sikromnych alebo priemyselnych institucii, ktorych hlavnou
ulohou je dozerat na filmovy obsah a moralku [...]. Tato myslienka ,rozmanitosti’ cenziry zahria
vstup mnohych dal$ich instittcii, ktoré z roznych dévodov pracovali (a v niektorych pripadoch stale
pracuju) s filmom. Kapitoly v tomto zvézku ilustruju, ze popri filmovych cenztrnych radach, inych or-
ganizaciach a ich zastupcoch, ako st trestné sudy a iné pravne instittcie, obmedzujt volnt vyrobu, dis-
tribuciu a spotrebu filmu vlady, diplomati a velvyslanectva, policajné zbory, miestne $taty, mestské za-
stupitelstva, tla¢, ndbozenské organizicie a iné natlakové skupiny spolu s trhovymi mechanizmami.“'”
Takéto $iroké chépanie cenziiry médzeme uplatnit aj pri skimani sac¢asnych trendov a prejavov v tejto
oblasti, s ktorymi sa stretdvame naprie¢ eurdpskymi i mimoeur6pskymi krajinami, a to nezavisle od
ich aktudlneho $tatneho zriadenia. Z tohto hladiska nds bude skiimanie foriem a prejavov cenzury
v suvislosti so slovenskym dokumentarnym filmom po roku 1989 zaujimat v dvoch rovinach. Na jed-
nej strane ide o uplatnovanie pravidiel kontrolovanych statom na zaklade kritérii vhodnosti a pristup-
nosti filmového diela pre deti a mladistvych, na druhej strane o nespecifikované restriktivne opatrenia
organov §tatnej moci, §tatnych verejnych instittcii a zdujmovych skupin, ktoré sa z pozicie autority ale-
bo moci snazia zakazat verejné Sirenie dokumentarneho diela alebo mu zabranit. Osobitné pripady
budu tvorit kauzy, pri ktorych sa o zakaz verejného $irenia diela tispe$ne ¢i menej ispesne ,,zasluzili
fyzické osoby, najmi socialni herci vystupujici vo filme.

Sucasnu situdciu na Slovensku v zavere porovnavam s aktualnou situdciou v USA. Je totiz zrejmé,
Ze su¢asné uplatniovanie nie¢oho, ¢o pripomina cenziru vo véeobecnom zmysle chapania tohto termi-
nu, ktoré je u nds podmienené historickou skisenostou, sa na Slovensku po roku 1989 prepédja s tradi-
ciami, na ktoré v poslednom obdobi narazime v oblasti cenztry v USA. Pri oficidlne deklarovanej ne-
pripustnosti cenziry u nds i v Severnej Amerike zohrava pri tomto skiimani rozhodujiucu tlohu
analyza sudobého medidlneho diskurzu v obidvoch krajinach, v ktorom sa termin cenzura vyskytuje
v hojnom mnozstve. K hladaniu vysledkov v takto zameranom vyskume nds nabddaju aj slovd Toma-
$a Lachmana: ,,Zatial ¢o v eurdpskych oblastiach sa vyskum orientuje predovéetkym na tlohu $tatu
a jeho institacii ako hlavnych regula¢nych ¢initelov, americké studie sa naopak zameriavaji na interak-
cie filmového priemyslu a ideologicky orientovanych obc¢ianskych zoskupeni a ich natlakovych akti-
vit.“?” Po roku 1989 sa v pripade dokumentdrneho filmu stretivame s kombindciou obidvoch faktorov
zo spomenutych vyskumnych linif.

Martin Paluch

19) Daniel Biltereyst — Roel Vande Winkel (eds.), Silencing Cinema: Censorship around the World. New York: Pal-
grave Macmillan 2013, s. 4.
20) Tomas Lachman, Filmova cenztira v CSR 1919-1939. Iluminace 18, 2006, ¢. 3, s. 194.
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Share That Knowledge! Finding Strategies for Passing
on Knowledge Across Generations of Archivists

Audiovisual archivists hold a special kind of
knowledge about the collections they work with.
An understanding of what is where, since when
and why, what it is made of and how it is made.
This knowledge is complex: it can be individual,
is closely related to particular collections, is
learned through years of experience, and con-
nects and intertwines historical, organizational,
and technical information with material handling
skills. It is a type of knowledge that cannot all be
taught in archival study programmes, nor written
down in institutional databases or collection pol-
icies. Yet, it is of vital importance for an audio-
visual archive and deserves as much attention as
the preservation of audiovisual collections. How
can the experience and comprehension of archi-
vists with a long tenure at an institution be passed
on to newcomers? How can a younger generation
of archivists contribute with new knowledge?
These questions were explored in our presenta-
tion “Share that Knowledge! Finding Strategies
for Passing on Knowledge Across Generations of
Archivists” held at the 2018 FIAF (International
Federation of Film Archives) symposium themed
“Sharing”, which took place at the Narodni fil-
movy archiv in Prague. The symposium was the
right place to address and discuss this topic with
colleagues from all over the world. In these dis-

cussions it became clear that most of us do recog-
nize the importance of preserving and sharing
the knowledge of archivists, but that there are
very few concrete methods in place to facilitate
this knowledge transfer in a strategic and system-
atic manner.

For this topic to receive greater attention, we
called for action and asked fellow archivists to
participate in a project that will research the cur-
rent state of matters related to knowledge transfer
within archives. By means of conducting research
within the field, identifying the knowledge that
we need to preserve and discerning the challeng-
es of its transfer, we want to devise a plan and de-
velop practical methods for knowledge transfer
within audiovisual archiving institutions; con-
crete methods that can be employed by archivists
and managers alike.

This written contribution will explain the focus
of the project and outline its goals and objectives.
The first part explains the components of the re-
search, followed by a description of the research
methodology. Then, the focus of the research
subject itself will be explained in more depth to
give a better understanding of the direction and
intended outcomes of this research. Here we will
focus on the expert knowledge and the challeng-

es we encounter.
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Researching an intangible form of heritage

The passing on of knowledge across generations
of archivists within an institution is an essential
part of the preservation of audiovisual heritage.
Sustaining knowledge about a collection there-
fore belongs to an institution’s preservation tasks.
Archivists know the history of a collection, its or-
ganization, physical makeup and subject matter.
While some areas of knowledge are easily recog-
nizable, it is the tacit or intangible knowledge an
archivist holds which cannot always be expressed
clearly or written down. It is therefore much
harder to pass on, as archivists often know more
than they can tell (in line with philosopher Mi-
chael Polanyi’s explanation of tacit knowing),
particularly when it comes to predecessors with
a long tenure at an institution."

Within many archives there is a lack of conti-
nuity regarding knowledge transfer across gener-
ations, as it is not acknowledged and undertaken
in a methodical manner. The main challenge lies
in passing on the tacit forms of knowledge;
knowledge that is personal in nature, is consid-
ered too sensitive to express, Or Comes so natural
to someone that the value of the knowledge is not
recognized. Challenges in knowledge transfer
might be reinforced by other factors, such as or-
ganizational change, technological developments
or a changing working culture in the context of
audiovisual archiving. Institutions may have
found their own individual methods of passing
on knowledge, but not yet articulated and shared
these methods through published research. Up
until now, no attempt has been made to bring to-
gether professionals in order to engage in this
crucial, yet largely unexplored topic.

At this point in time, we have gathered a group
of seventeen motivated archivists from thirteen
different institutions who will collectively dive
into this study. The group consists of a wide vari-
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ety of people of different generations, from vari-
ous parts of the world and cultural backgrounds,
working for small, large, government run or pri-
vate collecting institutions. These archive affili-
ates will work together over the course of three
years, from January 2019 until January 2022. The
diversity of the working group will be reflected in
the outcomes and the wide array of case-studies
will make for strong comparisons.

The focus of the research will be on real-life ex-
amples; actual working practices within the field
will be studied using methods of qualitative re-
search, which will be based on an ethnographic
approach, combined with grounded theory and
action research. The research approach is largely
inspired by the method of ‘archival ethnography’
as defined by Karen F. Gracy (associate professor
at the School of Information at Kent State Univer-
sity).?

The research will focus on the knowledge of au-
diovisual archivists, a term used to indicate pro-
fessionals engaged in audiovisual archiving in the
broadest sense of the word. Audiovisual archive
refers to an institution that collect and preserve
audiovisual materials — be it a cinematheque,
a national or regional archive, broadcasting insti-
tution, library, university, or a museum. Although
this research will focus on and be conducted
within the field of audiovisual archiving, the out-
comes can be useful for related fields, such as for
technical professions in film laboratories (audio-
visual technicians whose knowledge is in danger
of becoming obsolete) or managers and curators
of audiovisual collections.

Research methodology
The focus of the research is working practices

within audiovisual archives and in particular the
process of transferring knowledge among col-

1) Michael Polanyi, The Tacit Dimension (Garden City, NY: Doubleday, 1966), p. 4.
2) Karen E Gracy, ‘Documenting Communities of Practice: Making the Case for Archival Ethnography’, Archival

Science, vol. 4, no. 4 (2004), pp. 335-365.
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leagues. Methods of qualitative research can be
well used to study this process, because they are
especially relevant for studying social interac-
tions.” Furthermore, qualitative research has
been a proven method of inquiry in knowledge
management studies within other professional
fields.

Karen F. Gracy developed a method of qualita-
tive research she describes as ‘archival ethnogra-
phy’:
tions the researcher within an archival environ-

a form of naturalistic inquiry which posi-

ment to gain the cultural perspective of those
responsible for the creation, collection, care, and
use of records.”® This form of inquiry can be used
to study a selected subject among a group of par-
ticipants in relation to the social and cultural
context and the particular archival setting. Archi-
val ethnography aims at “uncovering and collect-
ing data on tacit knowledge, that is, unstated
practices and norms shared among community
members,” and can therefore be particularly help-
ful in studying forms of implicit knowledge and
how this knowledge plays a role in the interaction
among colleagues.”)

Archival ethnography is based on the method-
ology of ethnographic fieldwork and grounded
theory. Sociologist Kathy Charmaz explains
grounded theory as “a way to learn about the
worlds we study and a method for developing
theories to understand them.”® Through ground-
ed theory, theory emerges from data. These data
are collected in the field, by means of interviews
and observations among other techniques. Paral-
lel to the data collection, the findings are ana-
lysed, interpreted and coded, and theoretical con-
cepts are developed. The outcomes of the
qualitative research to be conducted in the audio-
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visual archives will form the theoretical founda-
tion for developing concrete strategies to be inte-
grated in the working practice.

Along with formulating theory from the data,
the theoretical outcomes and proposed strategies
will need to be validated within the participating
institutions. For this purpose, we will combine
archival ethnographic methods with ‘action re-
search; in which theory and practice are brought
together; theory is used for practical solutions.”
Action research will be used as a way to validate
theory, while at the same time it will be beneficial
for the participating institutions; the inquiry will
be a process of reflection upon their working
practices, and the proposed methods will be sub-
sequently tested to aid internal archival processes.

The qualitative methods will be used to define
the expert knowledge of audiovisual archivists, to
identify the challenges in transferring the expert
knowledge of audiovisual archivists, to explore
the methods of knowledge transfer within audio-
visual archives that already exist and, finally, to
formulate and disseminate successful strategies
of knowledge transfer for audiovisual archives.

The things an archivist knows

What is the expert knowledge of an archivist?
And why is this knowledge important for the
preservation of audiovisual collections? The fol-
lowing broadly defined areas of knowledge and
their importance for the practice of archiving will
be explored in depth:

History of collection. Within each institution,
the history of how a collection was formed pro-

U1 W

Ibid., p. 336.
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Publications, 2006), p. 10.

Uwe Flick, An Introduction to Qualitative Research (London: Sage Publications, 2006).
Gracy, ‘Documenting Communities of Practice: Making the Case for Archival Ethnography,, p. 337.

Kathy Charmaz, Constructing Grounded Theory: A Practical Guide through Qualitative Analysis (London: Sage

7) Peter Reason and Hilary Bradbury, The SAGE Handbook of Action Research, participative inquiry and practice

(Los Angeles, CA, and London: SAGE, 2008), p. 4.
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vides an understanding of its current state. This
includes information regarding acquisitions,
donor relationships and provenance of materials,
as well as sensitive information that has been
kept internal and is part of an unofficial history.
By giving context to why and how past decisions
were made, this knowledge provides histori-
cal awareness and helps sustain the identity of
an institution, which is essential for future deci-

sions.

Organization of collection. The way in which
a collection is managed is often unique to a par-
ticular organization and wusually built upon
a complex series of past decisions. This includes
systems of locating, cataloguing and identifying
collection objects, as well as ways in which access
is provided. Understanding of how a collection is
organized helps to avoid redundancies, to prevent
repeating past mistakes and to minimize conflict-
ing strategies. When an archive wishes to im-
prove its organizational scheme, this knowledge
forms a valuable background.

Physical makeup of collection. Audiovisual ar-
chives consist of a variety of different media, and
the type of material is often specific to its intent as
a collecting institution. This area of knowledge
encompasses identification and handling of ma-
terials, methods of audiovisual production tech-
niques (which are often regionally specific), as
well as knowledge about equipment, appropriate
workflows, and proper preservation environ-
ments of an organization. Technical knowledge
and practical expertise, consisting of both gener-
al as well as collection-specific knowledge, should
be passed on in order to inform decisions related
to preservation.

Subject matter of collection. Through years of
experience in working with collection objects, an
archivist builds up an invaluable base of knowl-
edge about the subject matter of a collection, i.e.
the content of the collected material. This knowl-
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edge is characterized by a complex network of
conceptual associations and connections, and
historical knowledge related. It is important to
sustain this information within an organization
because it provides a point of entry to a collec-
tion, through which it can be used and under-
stood. This type of knowledge is difficult to write
down or transfer to a database because it is per-
sonal in nature.

If no conscious attempt is made to pass on these
various types of knowledge to the next genera-
tion, there is a good chance that this knowledge
will disappear when people leave or retire from
their position.

The challenges

The research will explore and articulate what ob-
structs knowledge transfer within the field of au-
diovisual archiving. Defining these challenges
will give an idea of the conditions necessary for
sharing knowledge. The following identified is-
sues will be explored in more depth:

Recognition and transfer of tacit knowledge.
One of the most obvious challenges in knowledge
transfer relates to an archivist’s inability to recog-
nize the importance of the tacit knowledge they
possess and to articulate it. They might not be
aware of the relevance of their knowledge and the
importance of sharing it.

Generational differences. Generational differ-
ences can stand in the way of successfully passing
on knowledge. For example, our predecessors
and colleagues mostly learned by doing and self-
teaching, while nowadays we have more opportu-
nities to learn through studying. Older genera-
tions often had a stable job for years, while the
younger generation tends to shift jobs more regu-
larly. These generational differences in the worst
cases can lead to misunderstandings and atti-
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tudes of hubris, lack of trust, and a lack of pa-
tience.

Ongoing technological developments. Contin-
uous changes in the technology of audiovisual
production and distribution, as well as archiving,
reinforce generational differences. For instance,
an archivist who starts their career today has few-
er possibilities to acquire practical knowledge
concerning analogue film and laboratory tech-
niques. At the same time, it might be difficult for
archivists who were ‘raised analogue’ to become
fluent in the use of advanced digital tools. This
can create a situation where a newcomer might
not have enough background to understand tech-
nical specifics of holdings in a collection, while
a long-term archivist may find it difficult to ac-
cept new technological developments. When
these differences in focus and knowledge among
staff members are not bridged, they can disrupt
the workflow and sharing of information.

Gatekeeping. Another issue that should be ad-
dressed is the phenomenon of archivists who
have developed a protective attitude towards the
collection and knowledge related to it. This atti-
tude stems from caring for a collection, which
can develop into being perhaps too protective. It
makes certain knowledge exclusive, which in
turn makes it difficult to share.

Organizational changes. The consequences of
organizational changes can also have an impact
on the passing on knowledge transfer. For exam-
ple, in the case of the Austrian Film Museum,
rapid organizational growth led to a structure
and division of work significantly different from
how it was previously. This in turn made it diffi-
cult for a long-term archivist to pass on her
knowledge to the right person. A high staff turn-
over contributes to these challenges as well. Addi-
tionally, when there is no acknowledgement of
transferring knowledge within an organization as
a whole, i.e. on the level of the management; this
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poses a challenge for the long-term maintenance
of knowledge.

Changing archival standards. Over time, archi-
val standards have changed and have been adjust-
ed. For example, in the past it might not have
been equally important to register provenance in-
formation when materials were accessioned in
the collection. Present-day standards might con-
trast with those of the past, and if there is no
commonly shared understanding for these
changes, this might lead to inconsistent practices
of archiving.

It becomes apparent that the unique character
of a collection environment will strongly influ-
ence the challenges that arise. Therefore, the crit-
ical case-studies will specifically address the con-
text of a particular archiving institution, such as
the unique characteristics of an organization and
its history. This wide range of information about
the circumstances of each working environment
must be taken into account when developing
strategies — only in this way are we able to ensure
that the strategies can be adopted by different
types of audiovisual archives.

Strategies and methods of knowledge transfer

Every audiovisual archive has its own existing
ways of passing on knowledge. In some cases,
these methods are not part of a conscious strate-
gy, but instead might have been developed intui-
tively and have an informal character, such as
learning by doing within the day-to-day archival
processes. Others show a more formalised and
active approach to transferring knowledge, such
as wide-ranging and detailed methods of consul-
tation, mentoring, and holding workshops. For
example, in some places experienced profession-
als or former employees are invited to teach by
means of hands-on sessions. The necessary re-
quirement for such methods is the creation of
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a learning environment in which everyone in-
volved must be willing to exchange knowledge.

Another method of collecting different per-
spectives and reflections on the history of an or-
ganization is through oral history programmes.?
This can be a useful method for sustaining long-
term preservation of knowledge within a collec-
tion, as oral histories capture important elements
of the collection’s past that might otherwise re-
main undocumented. One can gather a lot of un-
filtered information that seems important to an
individual archivist but has never been verbalized
and recognized as an integral part of a collection’s
history.

Intended results and afterlife

The project aims at contributing to and helping
professionals from the wider archival communi-
ty, including those of different generations, posi-
tions in an archive, and most importantly, profes-
sionals working in institutions with limited
resources and a lower profile. In order to reach
a large number of professionals, the final report
of the research and methods will be published in
print and will be accessible via an online plat-
form. The printed publication will be free of
charge for audiovisual archives and freely accessi-
ble to all via the project website, as well as the
websites of institutions and overarching organi-
zations supporting the project, such as the Co-or-
dinating Council of Audiovisual Archives Asso-
ciations (CCAAA) and FIAF. The handbook will
remain available online after the project is fin-
ished in 2022. Besides that, we will reach out to
training courses and master programmes for au-
diovisual archiving and the FIAF Training and
Outreach Programme to see how the outcomes
can be integrated with curricula and how pro-

PROJECTS

spective professionals can be reached. We also
plan to present the outcomes through a dedicated
symposium.

This project is an initiative of the Austrian Film
Museum and Slovenska kinoteka and a working
group that constitutes of colleagues from the fol-
lowing institutions: Akademski Filmski Centar -
Dom kulture Studentski grad (Serbia), BFI (UK),
Cinématheéque québécoise (Canada), Cineteca
Nacional de México (Mexico), Imperial War Mu-
seum (UK), J.H. Kwabena Nketia Archives Uni-
versity of Ghana (Ghana), Néarodni filmovy ar-
chiv (Czech Republic), National Film and Sound
Archive (Australia), National Film Archive India
(India), Netherlands Institute for Sound and Vi-
sion (The Netherlands) and UCLA (USA). Karen
E Gracy (associate professor at the School of In-
formation of Kent State University) will partici-
pate as an advising researcher.

8) Such as employed by Ray Edmondson in his study of the National Film and Television Archive in Australia in:
Ray Edmondson, ‘National Film and Sound Archive: the quest for identity: factors shaping the uneven devel-
opment of a cultural institution’ (Dissertation: University of Canberra, 2011).
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Z prirastkia Knihovny NFA

CINEGRAPH — HAMBURGISCHES CENTRUM
FUR FILMFORSCHUNG E.V.

Meister des Weimarer Kinos : Joe May und das wan-
dernde Bild : cinefest / [Redaktion Olaf Brill, Jorn Scho-
ning ; Texte Hans-Michael Bock ... et al.]. -- Hamburg :
CineGraph - Hamburgisches Centrum fiir Filmfor-
schung e.V.,, 2018. -- 167 s. : il., portréty, faksim. -- Dal-
§1 autofi: Olaf Brill, Jorg Schoning, Erika Wottrich -
Uvod, vynatky, citity, adreséfe - Rejstiik filmu a reziséra
- Katalog 15. mezinarodniho festivalu némeckého fil-
mového dédictvi CineFest 2018 (soucasné 31. mezina-
rodni filmovéhistoricky kongres) je tentokrat vénovan
reziséru Joe Mayovi a jeho tvorbé. Sbornik je slozeny
z textt soucasnych historikii a dobovych materiald, kte-
ré priblizuji konkrétni filmy. Na zavér je pripojen slov-
nicek reziséri a scendristii promitanych filmu a prehled
ocenéni, udélenych na CineFestu v pfedchozim roce. --
(Broz.)

CINGER, Frantisek

To byl Arnost Lustig / co s nim prozil a zapsal Frantisek
Cinger. -- Praha : Eminent, 2019. -- 206 s. : il., portréty.
-- Literarni historik a publicista FrantiSek Cinger sklada
touto svou vzpominkovou knihou hold svému pfiteli,
spisovateli a scenaristovi Arnostu Lustigovi. V souboru
autentickych vzpominek vystihuje autor jedine¢nost
osobnosti tviirce, ktery vlastni literdrni i filmovou tvor-
bu zasvétil obétem Soa, zkazy, organizované na zidov-
ském narodu nacisty. Kniha pfinasi také fadu nezna-
mych ptihod z Lustigova Zivota, napiiklad setkani
s lidmi, jako byli Che Guevara nebo Golda Meierova. --
ISBN 978-80-7281-543-2 (vaz.) : K¢ 299,00

FILIMONOY, Viktor Petrovi¢

Andrej Tarkovskij : skute¢nost a sny o domové / Viktor
Filimonov ; [z ruského origindlu ... prelozil Michal Téra
; preklad versi, pokud neni uvedeno jinak, Jakub Lev
Houdek]. -- Cerveny Kostelec : Pavel Mervart, 2018. --
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557 s.: il,, portréty. -- Predmluva - Filmografie, divadel-
ni a rozhlasové inscenace - Zékladni data zivota a tvor-
by A. A. Tarkovského - Literatura - Portrét Andreje
Tarkovského na frontispisu - Jmenny rejstiik - Kniha
Viktora Filimonova predstavuje Zivot a tvorbu reziséra
Andreje Arsenjevi¢e Tarkovského (1932-1986). Jedna
se o prvni komplexni biografii tohoto vyznamného fil-
mového tviirce vydanou v cestiné. Autor podrobné
zkoumd Tarkovského rodinné zazemi, rodové koteny
a prochazi reziséruv zivot od détstvi pres dospivani az
k obdobi tvirci zralosti. Publikace je zaloZena nejen na
bohaté odborné literatute o Tarkovském a jeho tvorbé,
ale také na osobnich svédectvich Tarkovského spolu-
pracovnikii a jeho nejblizsich. Najdeme v ni také histo-
rii vzniku jednotlivych filmi (Andrej Rublev, Solaris,
Zrcadlo, Stalker, Nostalgie, Obét), analyzu filmovych
scénaftl a zafazeni Tarkovského do kontextu soudobé
sovétské a svétové kinematografie. - Nézev originalu:
Andrej Tarkovskij : sny i jav o dome / Filimonov, Viktor
Petrovi¢, 1947-. -- Moskva : [Molodaja gvardija], 2011.
-- ISBN 978-80-7465-361-2

HLAVICA, Marek

Dramatickd tvorba ostravského studia Ceskoslovenské
televize. (1955-1991) / Marek Hlavica. - 1. vyd. --
V Brné : Janackova akademie muzickych uméni, 2017.
--611s.: il -- Uvod - Z&vér - Pouzité prameny a litera-
tura - Resumé v anglickém jazyce - Jmenny rejstiik -
Dramaturg, scendrista a vysokoskolsky pedagog Marek
Hlavica se ve své knize zabyva dramatickymi pofady
vyrobenymi v ostravském studiu Ceskoslovenské tele-
vize od jeho zaloZeni v roce 1955 az do konce roku
1991. Popisuje a analyzuje zde potady urcené dospélym
i détskym divaktim, a to vSechny zanry a programové
typy (napt. psychologickd dramata, komedie, kriminal-
ni pribéhy, adaptace literarnich predloh, serialy, animo-
vané potady, pfenosy a zdznamy divadelnich predsta-
veni, inscenace oper). Vedle zkouméni samotnych
dramatickych poradu cerpa také z archivnich doku-
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mentd a osobnich rozhovorti se zaméstnanci i spolu-
pracovniky studia. -- ISBN 978-80-7460-129-3 (vaz.) :
K¢ 318,00

IMPERIAL WAR MUSEUM

Film and video archive loans : a catalogue of titles for
hire / text prepared by: Brad King, Toby Haggith ; Im-
perial War Museum. -- London : Imperial War Muse-
um, 2000. -- 61 s. : il. -- Novy katalog vice nez 100 no-
vych titulti 16mm filmt a videi z obdobi druhé svétové
valky pro moznost zaptjceni ze sbirek Imperial War
Musea. -- (Broz.)

LIZALDE, Eduardo

Luis Bufiuel : odisea del demoledor / Eduardo Lizalde.
-- Mexico : Universidad Nacional Autonoma de Méxi-
o, 1962. -- 50 s., [12] s. obr. pril. : il. -- (Cuadernos de
cine; 2). -- Filmografie - Publikace vydana v roce 1962,
je vénovana portrétu $panélského filmového reziséra
Luise Bunuela. Obsahuje i filmografii a doplnujici
snimky z nejvyznamnéjsich filma. -- (Broz.)

MIHALIK, Peter

Vznik slovenskej narodnej kinematografie 1896-1948 /
Peter Mihalik. -- 1. vyd. -- Bratislava : Kabinet divadla
a filmu SAV, 1994. -- 256 5. -- Pfedmluva editora - Uvod
- Resumé v anglickém jazyce - Literatura a prameny -
Profil autora - Jmenny rejstéik - Vécny rejstrik - Knizni
vydani rigorézni prace pozdéjsiho slovenského filmo-
vého teoretika, historika, kritika, estetika, publicisty,
dramaturga, scendristy a reziséra Petera Mihdlika
(1945-1987), kterou obhéjil jiz v roce 1972 na Univerzi-
té Jana Evangelisty Purkyné v Brné. Tato prace je pova-
zovéana dodnes za zédkladni, synteticky a kompletni po-
hled na historii slovenské kinematografie od pocatka
do roku 1948 a zaroven dulezity a podnétny studijni
a informa¢ni material. Toto vydani nezahrnuje zvlastni
editorské upravy; je doplnéno a aktualizovano o publi-
kace k danému tématu, které vysly az po jejim napsani.
-~ ISBN 80-967207-3-2 (broz.)

MIRZOEFF, Nicholas

Jak vidét svét / Nicholas Mirzoeft ; [preklad z anglické-
ho originalu ... Andrea Priichova Hrtizova a Jan J. Skrob
; rozhovor s Nicholasem Mirzoeffem Andrea Priichova
Hrtizovd]. -- Vyd. 1. -- Praha : ArtMap, 2018. -- 372 s.:
il. -- Poznamky - Doporucena literatura - Rejstiik -
Britsky teoretik kultury a uméni Nicholas Mirzoeft ve
své knize ,,Jak vidét svét” osvétluje, jak dnes zodpoved-
né a kriticky obrazy tvofit, ifit a interpretovat. Srozu-
mitelny priivodce vizudlni kulturou 21. stoleti je ideal-
nim pomocnikem pro zorientovani se v soucasném
obrazovém svéteé. Vychazi poprvé v ceském prekladu
a doplnuje ho rozsahly rozhovor s autorem a tématické
ilustrace. -- ISBN 978-80-906599-5-7 (broz.)

PRILOHA

SLADOVNIKOVA, Sarka

The holocaust in Czechoslovak and Czech feature films
/ Sérka Sladovnikova. -- Stuttgart : ibidem-Verlag, 2018.
-- 161 s. : il. -- (Literatur und Kultur im mittleren und
ostlichen Europa ; vol. 19). -- Predmluva - Uvod - Fil-
mografie - Bibliografie na s. 139-148 - Rejstrik - V této
studii Sarka Sladovnikova analyzuje zobrazeni holo-
caustu v ¢eskych a ¢eskoslovenskych celovecernich fil-
mech (1948-2015) a jejich relevantni literdrni predlo-
hy; vykresluje socialni a kulturni ramec, ve kterém byly
filmy vyrobeny a zmény tohoto ,rdmce®. Zaméfuje se
také na filmovy jazyk, kompozici a piibéh v kazdém fil-
mu a sleduje také Zanrové aspekty filmu. Zvlastni po-
zornost vénuje Sladovnikova zobrazeni stereotypu
a kontrastnich situaci ve filmech, kde uz znamé obrazy,
situace a pozadi se opakuji a vychazeji tak vstiic divako-
vu ocekavani. Stavi je do kontrastu s témi, které toto ne-
splnuji. Velka ¢ast analyzovanych filma jsou adaptace li-
terarnich dél. Proto je tato kniha i prispévkem k rychlé
se rozvijejici oblasti ,,adaptation studies®. Studie je zalo-
Zena na autorciné praci se stejnym ndzvem uverejnéné
v kolektivni monografii Cizi i blizci. -- ISBN 978-3-
8382-1196-1 (broz.). -- ISSN 2195-1497

STOLL, Martin

Television and totalitarianism in Czechoslovakia : from
the first democratic republic to the fall of communism /
Martin Stoll ; translation: Michaela Kondrkova. -- Ist
publ. -- New York ; London ; Oxford ; New Delhi ; Syd-
ney : Bloomsbury Academic, 2019. -- xxi, 279 s. : il. --
Seznam zkratek - Poznidmky - Piedmluva - Uvod -
O autorovi - Bibliografie na s. 247-256 - Rejsttik - Prvni
souhrnna publikace v anglickém jazyce o dé&jinéch Ces-
koslovenské televize, kterou vydalo prestizni naklada-
telstvi Bloomsbury Publishing. Podtitul knihy From the
First Democratic Republic to the Fall of Communism
napovid4, Ze kniha zpracovava nejen prehistorii televiz-
niho vysilani u nds mezi dvéma svétovymi valkami, ale
také celou dobu existence Ceskoslovenské televize az do
roku 1989, resp. do rozpadu Ceskoslovenska. Monogra-
fie je cennym prispévkem jak ke studiu historie médii,
tak pomtckou pro studenty Fakulty socidlnich véd
z obort Medialn{ studia, Zurnalistika, Politologie a Me-
zindrodni vztahy. -- ISBN 978-1-5013-2475-8 (vaz.)

TAUSSIG, Pavel

Barrandovska bohéma? : bylo jednou jedno filmové stu-
dio, kterym prosly déjiny / Pavel Taussig. -- 1. vyd. --
Praha: Plus, 2019. -- 212 s. : il,, portréty, faksim. -- (Ob-
jevené portréty). -- Rejstiik filmovych dél - Jmenny
rejstifk - Magické slovo Barrandov, hvézdy sttibrného
platna. Koho by neoslnily? Byli to vSak opravdovi bohé-
mové, jak by napovidal i nazev televizniho serialu Bo-
héma mapujiciho barrandovské ateliéry od nastupu fa-
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§ismu po 50. a 60. léta? U mnohych s tim Ize
polemizovat. Nejvétsi bohém prvorepublikovych filmu
Hugo Haas byl v nucené emigraci a zivoty herct, rezisé-
rii a ostatnich filmaf, mozna vic nez koho jiného, od
néastupu fasismu pres komunistické fadéni, semilalo
soukoli d¢jin. Nahlédnéte do zakulisi filmovych studii!
Milos Havel, Vladislav Vancura, Vlasta Burian, Oldfich
Novy, Zdenék Stépanek, Jaroslav Marvan, Otakar Va-
vra, Anna Letenska, Jif{ Brdec¢ka, Véra Chytilova a dalsi
jsou, stejné jako ve televiznim seridlu, hrdiny této knihy.
Par strdnek vénoval Taussig také filmam ze 40. let: Jan
Cimbura (1941), Pfijdu hned (1942), Méstecko na dlani
(1942), Uloupena hranice (1947). -- ISBN 978-80-259-
1067-2 (vaz.)

Pfipravila Bozena Vasickova.
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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@nfa.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.



Iluminace 2/2019
Soucasny cesky dokumentarni film

(uzdvérka 30. kvétna 2019)

editorky: Lucie Cesalkovd a Magda Spanihelov4

Kli¢ovymi tématy teoretické i historické reflexe dokumentarniho filmu byly velmi dlouho
otdzky hranic dokumentu a fikce, autenticity a dokumentaristické etiky. Okolnosti poslednich
let nicméné vyzyvaji k zasadnimu prehodnoceni téchto debat, jejich nahlédnuti ve zcela jiném
svétle a posunuti jadra dokumentarnich studif odlisnym smérem. Doba fake-news, normali-
zace post-pravdy a alternativnich fakt, doba, kdy se diky novym technologiim a socidlnim
sitim stavaji reportéry oby¢ejni lidé, vyznamné ovliviiuje pojeti toho, ¢im je dnes dokumen-
tarni film. V kontextu digitélni kultury se proménily socio-politické, technologické i ekono-
mické okolnosti toho, jak vznika, jak je $ifen a jak je recipovan. Dokumentarni film se navic
pohybuje v stéle hybridnéj$im kulturnim prostoru, na pomezi uméni, aktivismu, zabavni

a populdrni kultury, pedagogiky, Zurnalistiky. Jeho hranice a funkce tak nabyvaji zcela novych

vyznamil.

Dokumentarni film tak mimo jiné jiz neni mozné chapat oddélené, nebo snad dokonce v jed-

noduché opozici k tvorbé hrané. S ohledem na tyto a dalsi posuny v ramci dokumentérniho

diskursu navrhuji Kate Nashova, Craig Hight a Catherine Summerhayesova chdpat dokument
jako soucast ,,komplexniho medidlniho prostfedi, v ramci ,nové dokumentarni ekologie®

Konceptudlni ramec (medidlni) ekologie jim dovoluje porozumét dokumentarnimu filmu

jako dynamickému systému vzajemné provazanych a na sobé zavislych proménnych. Pro-

zkoumat, jak digitalni kultura ovlivnila platformy, praktiky, diskursy a aktéry dokumentarni-

ho filmu v ¢eském kontextu, chce ptipravované ¢islo Iluminace 2/2019.

Porevolu¢nimu dokumentarnimu filmu bylo doposud vénovano jen nékolik malo text —

zpravidla diplomovych ¢i disertaénich praci, pfipadné esejistického typu. Na svou odbornou

reflexi tato oblast stile jesté ceka. Pripravované ¢islo Iluminace se nicméné uzeji zaméfi na
nejbliz§i minulost a vyvoj uplynulych tficeti let bude vnimat spise ve smyslu predpokladu
soucasné situace.

Otazky, jimz by se mély vénovat texty zafazené do tohoto ¢isla, jsou mimo jiné a nikoli bezvy-

hradné nasledujici:

o Jak se v poslednich letech proménily podminky vyroby, distribuce a uvadéni dokumen-
tarnich filma?

o Jak ¢esky dokumentarni film reaguje na vyzvy globalizujiciho se filmového primyslu —
jak se zviditeliuje zahrani¢i, at ve smyslu festivalové, televizni ¢i jiné distribuce anebo ko-
produkéni spoluprace?

o Ovlivnuji ¢eskou dokumentarni tvorbu nové trendy prichdzejici z oblasti webu ¢i virtual-
ni reality — spoluprace s internetovymi televizemi, tvorba webovych dokumentti a VR
dokumentti?

o Jak digitalni kultura otevtela dokumentarnimu filmu cesty mimo kino — na web, do ga-
lerijnich prostor?



o Ovliviiuje domaci dokumentaristiku nové vymezovani roli na televiznim trhu? Dochazi
v ramci vzdjemného ovliviiovani vefejnopravni, komeréni a internetové televize k rozrtiz-
novani, ¢i naopak sblizovani obsahu, vznikaji nové originalni formaty?

o Dochazi v dtsledku digitalnich technologii k proméné tematiky a estetiky dokumentarni-
ho filmu?

Vybran4 literatura:

Aston, Judith - Gaudenzi, Sandra — Rose, Mandy (eds.): I-Docs: The Evolving Practices of Inte-
ractive Documentary. New York: Columbia University Press 2017.

Buckingham, David - Willett, Rebekah (eds.): Video Cultures. Media Technology and Every-
day Creativity. New York: Palgrave Macmillan 2009.

Cagle, Chris: Postclassical Nonfiction: Narration in the Contemporary Documentary. Cinema
Journal 52,2012, ¢. 1, s. 45-65.

Doueihi, Milad: Digital Cultures. Harvard University Press 2011.

Harvey, Kerric: ‘Walk-In Documentary’: New paradigms for gamebased interactive storytel-
ling and experiential conflict mediation. Studies in Documentary Film 6,2012,¢. 2,s. 189-202.
Honess Roe, Annabelle: Animated Documentary. New York: Palgrave MacMillan 2013.
Nash, Kate - Hight, Craig — Summerhayes, Catherine (eds.): New Documentary Ecologies.
Emerging Platforms, Practices, and Discourses. New York: Palgrave Macmillan 2014.

O’Flynn, Siobhan: Documentary’s metamorphic form: Webdoc, interactive, transmedia, par-
ticipatory and beyond. Studies in Documentary Film 6, 2012, ¢. 2, s. 141-157.

O’Sullivan, Shane: The economy of memory: Archive-driven documentaries in the digital age.
Journal of Media Practice 14, 2013, ¢. 3, s. 231-248.

Hesmondhalgh, David - Zoellner, Anna: Is Media Work Good Work? A Case Study of Tele-
vision Documentary. In: Valdivia, Angharad N. (ed.), The International Encyclopedia of Media
Studies. Blackwell Publishing 2013.

Abstrakty navrhovanych prispévki v délce max. 200 slov posilejte spolu s kratkou biografii do
15. bfezna 2019 na adresy lucie.cesalkova@nfa.cz, magda.spanihel@gmail.com. Pro ode-
vzdani finalnich studii do recenzniho fizeni je stanovena uzavérka 30. kvétna 2019.

Texty dodavejte upravené dle citacni normy Iluminace, opatiené anglickym summary,
péti kli¢covymi slovy v ¢e$tiné a angli¢tiné, biografickym medailonem a seznamem citova-
nych filmi (AV dél).

Uvitdme téZ nerecenzované texty, které s tématem souviseji v $ir§im smyslu sou¢asného doku-
mentdrniho filmu (recenze aktudlni literatury, recenze vystav ¢i prehlidek, zpravy z konferen-
ci, sympozii a workshoptl, projekty, nevyhybame se téZ esejim ¢i polemikdam). S naméty téch-
to textl opét kontaktujte editorky.



Iluminace 3/2019
Laterna magika mezi médii, druhy a formaty

(uzdvérka 30. cervence 2019)

editorky: Lucie Cesdlkové a Katefina Svatonové

Laterna magika vznikla jako sou¢ast pavilonu, jenz mél reprezentovat Ceskoslovensko na
Svétové vystavé Expo v Bruselu roku 1958. Vznikla tedy z kulturné-politické potieby, na kul-
turné-politické zadan{ a s cilem kulturné-politické reprezentace Ceskoslovenska v zahranii.
Jeji tispéch v oéich zahrani¢niho publika pak také podpotil dali rozvoj tohoto formétu v pod-
minkach statniho socialismu. V roce 2018 uplynulo 60 let od vzniku Laterny magiky, pficemz
tato dlouhd historie vybizi ke kritické analyze postupt, jimiz Laterna magika obohatila dom4-
ci i zahrani¢ni kulturu. V pfipravovaném disle Iluminace bychom Laternu magiku rady na-
hlédly predevsim jako hrani¢ni fenomén. Laterna magika byla v pribéhu svého vyvoje za rtiz-
nych politickych, spole¢enskych a kulturnich okolnosti vzdy fenoménem oscilujicim mezi
uméleckym tvarem, technologickou novinkou a politikem; mezi divadlem, filmem, tancem
a hudbou. Vstiebavala dobové aktudlni impulzy vSech téchto uméleckych druhti a zpétné tyto
druhy, ale také $irsi sféru doméci (populdrni) kultury ovliviiovala.

Do planované Iluminace bychom tedy primarné rady zaradily texty nahliZejici Laternu magi-
ku jako svébytny fenomén rozvijejici se napti¢ dé¢jinami filmového, divadelniho, tane¢niho,
vytvarného a hudebniho uméni, ale i ty, které ji sleduji jako specifické médium, kulturni tech-
niku ¢i performativni praxi. Laternu magiku bychom nicméné jako multimedidlni dilo rady
problematizovaly nejen z hlediska uméleckych déjin, ale také z hlediska archivnictvi. Nahléd-
neme-li totiZ na tento unikatni tvar také z hlediska kulturni paméti a jejitho uchovavani pro
budouci generace, pak v dobé digitalniho zpracovani a uklddani historickych dat navic vy-
vstava palciva otazka, jak podobné komplexni formaty adekvatné archivovat.
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Abstrakty navrhovanych prispévkil v délce max. 200 slov posilejte spolu s kratkou biografii do
30. dubna 2019 na adresy lucie.cesalkova@nfa.cz, katerinasvatonova@gmail.com. Pro
odevzdani findlnich studii do recenzniho fizeni je stanovena uzévérka 30. ¢ervence 2019.
Texty dodavejte upravené dle citacni normy Iluminace, opatiené anglickym summary,
péti klicovymi slovy v ¢estiné a angli¢tiné, biografickym medailonem a seznamem citova-
nych filmi (AV dél).
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Cislo je planovano jako volné. Budeme publikovat aktualn{ vystupy domaciho vyzkumu bez
tematického sepéti.

(uzdvérka 30. zdri 2019)

Abstrakty navrhovanych pfispévkil v délce max. 200 slov posilejte spolu s kratkou biografii do
15. srpna 2019 na adresu lucie.cesalkova@nfa.cz. Pro odevzdani findlnich studii do recenz-
niho fizeni je stanovena uzavérka 30. zafi 2019.

Texty dodavejte upravené dle citacni normy Iluminace, opatiené anglickym summary,
péti klicovymi slovy v cestiné a angli¢tiné, biografickym medailonem a seznamem citova-
nych filmi (AV dél).
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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
lucie.cesalkova@gmail.com. Doporucuje se nejprve zaslat struény popis koncepce textu.
U ptvodnich studii se predpokladad délka 15-35 normostran, u rozhovort 10-30 normo-
stran, u ostatnich 4-15; v odtivodnénych ptipadech a po domluvé s redakei je mozné tyto li-
mity prekrocit. V§echny nabizené prispévky musi byt v definitivni verzi. Rukopisy studii je
treba 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 normostrana, anglic-
kym prekladem ndzvu, biografickou notickou v délce 3-5 radka, volitelné i kontaktni adre-
sou. Obrazky se prijimaji ve formatu JPG (s popisky a idaji o zdroji), grafy v programu Excel.
Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro bibliografické citace®).

Pravidla a pribéh 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 aktualni slozeni
je uvedeno v kazdém Cisle ¢asopisu. Séfredaktor ma pravo vyzidat si od autora jesté pied za-
pocetim recenzniho fizeni jazykové i vécné tpravy nabizenych textd nebo je do recenzniho
Fizeni viibec nepostoupit, pokud nespliiuji zakladni kritéria pivodni védecké prace. Toto roz-
hodnuti musi autorovi nélezité zduvodnit. Kazdou predbéiné ptijatou studii redakce predlo-
zi k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkdch, jimiZ se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdivodni v pfilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo prepracovani, uvedou do posudku hlavni divody, respektive podnéty
k upravam. V pripadé pozadavku na piepracovani nebo pfi protichidnych hodnocenich
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miize redakce zadat tfeti posudek. Na zakladé posudku $éfredaktor pfijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkrat§im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mize své stanovisko vyjadrit
v dopise, ktery redakce predd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptisobem, ktery umozni zpétné ovéfent, zda
se v ném postupovalo podle vyse uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka troven textu.

Dalsi ustanoveni

U nabizenych rukopisii 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-
kovéna jakakoli ¢ast nabizeného textu, autor je povinen tuto skute¢nost sdélit redakei a uvést
v rukopise. Nevyzadané ptispévky se nevraceji. Pokud si autor nepfeje, aby jeho text byl zve-
fejnén na internetovych strankdch ¢asopisu (www.iluminace.cz), je tteba sdélit nesouhlas pi-
semné redakci.

Pokyny k formalni Gpravé ¢lanki jsou ke stazeni na téze internetové adrese, pod sekei ,, Auto-

o«

i ¢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
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