ILUMINACE

Casopis pro teorii, historii

a estetiku filmu

The Journal of Film Theory, History,
and Aesthetics

/ 2020

Ro¢nik / Volume 32

TEMA / MAIN TOPIC:
INTERFACE

Editofi / Editors:

Lucie Cesalkova - Jifi Anger



OBSAH

Cldnky
Miroslava Papezova: Kdo, s kym, o ¢em, pro koho. Geneze formatu televizni pisnicky
a spoluprace kulturnich priimysl v 60. letech v CeSKOSIOVENSKU .......vvvennrvvverrrivesenneiesensisennens

Cldnky k tématu
EQIOTIAL ...ttt
Miriam De Rosa: On Interfaces as Moving Image Configurations in Space...........cccvcuveurevence
Chloé Galibert-Lainé: Netnographic Cinema as a Cultural Interface..........cooceevcurerverncrncrncnnce
Daniel Strutt: Mystical-Type Experience at the Virtual Reality Interface.
Technics, Aesthetics, and Theology in the Search for Cosmic Connection .........ccccccvvueienuneee

Rozhovor
Luka$ Likav¢an: From Remediation to Digital Plenitude and Back Again.
An Interview with Jay David BOIET .......c.ccveuiuniiriiniiniiriiireineieeciseeisieisessaesses e ssesssasessees

Edice a materidly
Jaroslav Lopour: ,Kdo to vi? Tedy, kdo?“ Kinematograficka anketa ve¢erniku
INATOANICH LIS (1927) oot eteee ettt s sttt s et e st s s tes et ese s et s et etesesetene
Ivan Klimes: Minulost na obzoru. Doslov k edici..

Obzor
Petr Mares: Co chcete védét o teoriich zvuku ve filmu...
(James Buhler, Theories of the SOUNALIACK) .......ocvvuvveveureunienirinirereeireree e
Noemi Purkrabkova - Jifi Sirti¢ek: Designovat pro(ti) vyhynuti:
Ptedstavy planety v ¢asech klimatické krize (Lukas Likavc¢an: Introduction
10 ComMPArative PIANEIOLOZY) ......cc.vwuvuvvuveeriureireiniireireisieseiseissaseiseis et sssssenns




CONTENTS

Articles
Miroslava Papezova: Who, with Whom, about What, for Whom.
The Genesis of the Television Song Format and Culture Industries Cooperation
in Czechoslovakia in the 19605...........cc.riiriririnciic s

Themed Articles
EdIOTTal ..o
Miriam De Rosa: On Interfaces as Moving Image Configurations in Space..........ccoceeuveurerennee
Chloé Galibert-Lainé: Netnographic Cinema as a Cultural Interface.........cccoecovivcinincinnnnnce
Daniel Strutt: Mystical-Type Experience at the Virtual Reality Interface.
Technics, Aesthetics, and Theology in the Search for Cosmic Connection .........cecvcuveeveurerennee

Interview
Lukas Likav¢an: From Remediation to Digital Plenitude and Back Again.
An Interview with Jay David BOIET .......cocurvuriureureurienieniinieneireisieseiseiscesessessesseisessessessessessessessessesssnce

Documents
Jaroslav Lopour: “Who Knows? So, Who?” Cinema Survey of Ndrodni listy (1927)
Ivan Klimes: The Past on the Horizon. An Afterword to the Edition of Documents .

Horizon
Petr Mares: What Do You Want to Know about Sound Theories in Film...

(James Buhler, Theories of the SOUNALIACK) .......ccvvuvvuveureuninirinirereeereree e 137

Noemi Purkrabkova - Jifi Sirti¢ek: Designing for/against Extinction:
Images of the Planet in Times of Climate Crisis (Luka$ Likav¢an: Introduction

10 ComMPArative PlANEIOLOZY) ......cc.evuewueeueveriureieeeniiseireisieseiseissistisese sttt sesssenns 142






ILUMINACE Roénik 32, 2020, & 2 (118) CLANKY 5

Miroslava Papeiové (Univerzita Karlova)

Kdo, s kym, o ¢em, pro koho

Geneze formdtu televizni pisnicky a spoluprdce kulturnich primyslii
v 60. letech v Ceskoslovensku

Dalo by se zjednodus$ené fici: televizni hra je zalezitost zdjemct o tento druh dramatického
umént; televizni zpravodajstvi hovorii predev§im k milovnikiim cerstvych zprav; ale televiz-
ni pisni¢ka je pro vSechny.!

Hudebni audiovizualni obsah je v dnes$ni digitalni online dobé fenoménem, nad jehoz
vSudypfitomnosti se uz ani nepozastavujeme, a jehoz dostupnost je takika automaticka.
Distribu¢ni kandly typu specializovanych televiznich stanic, webovych platforem, social-
nich siti ¢i YouTube transformovaly videoklip do produktu pristupného konzumentiim
tohoto typu zdbavy témér kdykoliv a kdekoliv. Jak tomu ale bylo v dobé pfed padesati se-
desiti lety, kdy neexistovalo ani slovo videoklip, kdy divaci, sedic soustfedéné u televiz-
nich obrazovek, az s dychtivym napétim ocekavali, zda v hudebné zdabavném poradu vy-
stoupi alespon na par minut konkrétné jejich oblibend pop-hvézda s popularni pisnickou?
A jak ¢eské kulturni pramysly v 60. letech 20. stoleti chapaly a nasledné dokazaly vyuzivat
potencial formatu, jenz se tehdy nazyval televizni nebo také filmova ¢i inscenovana pis-
nicka, a ktery dnes mtizeme chapat jako predchtdce videoklipu? Jista nahodilost a pozvol-
ny trend zpracovani pisni¢ek do televizni ¢i filmové podoby se od konce 50. let vyvinul bé-
hem let 60. do fenoménu propojujiciho divadlo, televizi, film, rozhlas a nahravaci
pramysl a posléze ustavujiciho praxi spoluprace téchto odvétvi s prvky konkurence a trz-
nich mechanismt. Hudebni pasma ¢i revue sestavena z televiznich pisnicek byla jednémi
z prvnich poradt, které v 60. letech ziskavaly ocenéni na mezinarodnich festivalech tele-
vizni tvorby a nésledné se staly zadanym vyvoznim artiklem i do zemi z ideologickych dii-
vodi jinak zapovézenych. Filmovému ztvarnéni nové vznikajicich modernich tane¢nich

vvvvv

1) Milan Schulz, Pisnicky na obrazovce. Mlady svét 8, 1966, ¢. 48 (2. 12.), s. 4.



6 Miroslava Papezova: Kdo, s kym, o ¢em, pro koho

ktefi z tviirct nové vlny. Navic, zachované a digitalizované televizni pisnicky pretrvavaji
zakomponované do vzpominkovych stfihovych poradi na televizni obrazovce do dnes-
nich dnii a nasledné koluji souc¢asnym medialnim prostorem ve zcela novych kontextech.
Setrvale se objevuji na playlistech i dne$ni mladé generace a jména jako Marta Kubisova,
Eva Pilarova, Helena Vondrackova, Karel Gott, Waldemar Matuska, Vaclav Neckaf a mno-
hé dalsi se stala neodmyslitelnou soucasti soudobého diskursu.

Tato studie si tedy klade za cil objasnit genezi vzniku audiovizualniho formétu zvané-
ho televizni pisnicka jako soucasti sirsiho pole televizni zabavy, na jehoz ptidorysu vzni-
kala nejprve jako primarni produkt, posléze spise jako sekundarni vystup hudebné zabav-
nych pisni¢kovych cykli a seridltl. Format televizni pisnicky je i historicky pouze jednou
z moznosti prezentace hudby na televiznich obrazovkach. V tomto textu je timto dobo-
vym oznacenim pojmenovan kratky nékolikaminutovy format, samostatné ucelené dilko,
které ztvarnuje audio produkt vizualni formou za uéelem jeho zakomponovani do televiz-
niho vysilani, at uz samostatné, nebo jako soucast hudebné zdbavnych pisni¢kovych pora-
da. Studie dale predstavuje televizni pisnicku jako komplexni medialni fenomén repre-
zentujici mnozstvi dobovych sociokulturnich kontexti, které zrod tohoto specifického
formatu umoznily, které do sebe televizni pisnicka nasavala a jez i sama podnécovala.
A predevsim rozkryva synergii sledovanych kulturnich pramysla a vysvétluje (ne)speci-
fiénost jejich spoluprace v socialistickém usporadani. Tedy kdo mél na filmovém zpraco-
vani modernich tane¢nich pisnic¢ek a na jejich propagaci v televizi zajem a zda (ne)slo
o marketingové strategie, které bychom v socialistickém a centralné fizeném hospodarstvi
na prvni pohled neocekévali. Kulturnimi préimysly, které byly pro zdméry této prace po-
suzovany, jsou priimysl hudebni, nahrévaci (konkrétné instituce Ceskoslovensky rozhlas —
déle rozhlas nebo CSRo, Gramofonové zavody a Statni hudebni vydavatelstvi — dale
Supraphon),” filmovy a televizni (Ceskoslovenska televize — déle televize nebo CST), pfi-
¢emz vyznamnou, ne-li nejvyznamnéjsi roli v celém procesu sehral kontext divadel ma-
lych forem (napriklad Semafor, Rokoko) se svymi viid¢imi predstaviteli. Bez téchto na di-
vadelni scéné nové se rodicich uskupeni by televizni pisnicka ani tehdej$i pop-hvézdy
neexistovaly v takové mife, v takové podobé a s takovou popularitou, v jaké je zname do-
dnes. V neposledni fadé je zamérem této prace upozornit na dalsi historicky audiovizual-
ni rozmér $esté dekady minulého stoleti, ktera byva v tomto sméru ,,zasvécena“ spise ki-
nematografii a jeji nové viné, byt vyznamna a progresivni byla i tvorba televizni.

2) Gramofonové zavody, n.p. byly zalozeny po zestitnéni gramofonového praimyslu a oficidlné byly zfizeny
vyhldskou ministra pramyslu ke dni 1. 1. 1946. V nésledujicich letech prosel gramofonovy primysl nékoli-
ka reorganizacemi a zménami nazvii: vynosem ministra $kolstvi a kultury ze dne 30. 12. 1960 bylo k 1. 1.
1961 ztizeno Statni hudebni vydavatelstvi, ndrodni podnik a Gramofonové zavody - Supraphon, narodni
podnik, a to jako jedina vyrobné hospodarska jednotka, v niz funkci vedouciho podniku vykonavalo Statni
hudebni vydavatelstvi. Dne 5. 4. 1967 bylo Statni hudebni vydavatelstvi pfejmenovano na SUPRAPHON,
nérodni podnik, gramofonové desky a vydavatelstvi. (Viz NA, f. MK CSR/CR, sign. 33, k. 130, Material pro
PV MK CSR, dokument MK CSR jako piiloha ke Z¥izovaci listiné vyrobni hospodatské jednotky SUPRA-
PHON, o. p. Praha).
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Potize televizni zabavy — kontext televize

Divak prosté oc¢ekava od televize rozptyleni a obveseleni vzdycky, kdyz oto¢i knoflikem
a z hloubi obrazovky se ladné vyhoupne zprvu rozmazana a pak krdsné kontrastni obrazova
kompozice.”)

Za prvni televizni pisnicku je povazovanid DAME s1 DO BYTU,” kterou nato¢il v roce 1958
rezisér Ladislav Rychman pro hodinovy silvestrovsky kabaret s nazvem DNES VECER BEZ
ZAvADY. Rychman, dle svych vlastnich slov, dlouhodobé¢ sméfoval k hudebni tvorbé, ale na
Barrandové na pielomu 50. a 60. let nebyla jesté moznost néco takového délat, nebot hu-
debni film byl pokladan za prozapadni (imperialisticky) zanr. Naopak v televizi se prilezi-
tost skytala pravé v zébavni tvorbé.” Televize, ktera je ze sledovanych odvétvi tim nej-
mlads$im, zahdjila zku$ebni vysilani dne 1. kvétna 1953. V prvnich letech predstavovala
hlavné technickou vymozenost, kdy divaci byli fascinovani novym médiem jako takovym
a az posléze ji zacali vnimat jako instituci, ktera vnasi do jejich domacnosti informace,
nové povédomi o déni v celé zemi, kulturu, ale hlavné zabavu. Z personalniho hlediska
byla tato instituce od poc¢atku poddimenzovana. Avsak co se tvirciho pristupu tyée, hna-
cim motorem byl v prvnich letech pfedevsim entuziasmus a obétavost ze strany pracovni-
ki, které lakala prikopnickd prace v nové se rodicim médiu, byt tito nastupovali do trist-
nich pracovnich podminek a oproti Barrandovu a divadlim s podhodnocenymi platy.?
Specifickym a v chodu CST neustale vyvstavajicim problémem byla oblast televizni z4-
bavy. Toto téma se fesilo na poradé kolegia CST naptiklad v inoru 1959, kde se projedna-
val dokument K problémiim zdbavnych potadii v televizi. V ném se objevila kritika apoli-
ti¢nosti, vystrelktl intelektudlské recese, kycatstvi, pronikani zdpadnich vzorti a moderni
tane¢ni hudby do estradnich programi. Za pri¢inu téchto ,,nesvarti“ byly oznaceny jednak
$patné scéndre a texty pisnicek, ale predev§im nedostatek ,,dobrych, politicky vyhrané-
nych a napaditych autord, ktefi by do estradnich poradu vnesli souc¢asnost, nové myslen-
ky a neopotiebované ndpady“” Citelny nedostatek kvalitnich pracovnika byl i na useku
realizace téchto poradd, kde chybéli specializovani reziséti a asistenti rezie, ktefi méli sou-

3) Vladimir Sappak aj., Ctyfikrdt o televizi. Praha: Ceskoslovensky spisovatel 1961, s. 70.

4) Interni databdze Ceské televize PROVYS sice eviduje v kategorii videoklip 3:35 minut trvajici dilko PARA-
PLICKO ze silvestra 1957, s anotaci hrand pisni¢ka-scénka, s popisem evokujicim dojem postupt televizni
pisnicky: ,,]. Bek sedi na lavicce v parku v obleku a zirardaku, cte si casopis Panorama, prijde divka, ktere se
dvori gesty, ktera ho ale odmitne beze slov, odejde a zapomene destnik. Bek s nim toci a zpiva rychlou pisen —
Maly destnicek, blede modre paraple (jazz styl, basa, vibrafon),“ nicméné nejde o zépis dobovy, toto dilko se
zfejmé nezachovalo, neni o ném zminka ani v programu, ani jsem béhem vyzkumu v archivech, institucich
¢ivdobovém tisku na zddné dalsi informace o ném nenarazila. Obecné a jiz zauzivané se jako prvni televiz-
ni pisnic¢ka vidy zminuje dochovand Rychmanova DAME s1 DO BYTU ze silvestra 1958, coz miij vyzkum po-
tvrdil. DAME s1 Do BYTU se diky natoc¢eni na 35mm filmovy pés a opakovanému pouziti v dalsim Rychma-
nové poradu Tisic POHLEDU zA KULISY zachovala, na rozdil od kompletniho silvestrovského pofadu DNEs
VECER BEZ ZAVADY.

5) Ptepis rozhovoru s Ladislavem Rychmanem. Nérodni filmovy archiv (NFA), Sbirka zvukovych zdznamu
(OH), 219 OS Ladislav Rychman.

6) Jarmila Cysatova, Televize a moc 1953-1967. Praha: Ustav pro soudobé déjiny AV CR 1996, s. 22.

7) K problémtim zabavnych potadi v televizi — materidl pro schiizi kolegia UTS, dne 23. 2. 1959, Spisovy
archiv Ceské televize (Spisovy archiv CT), f. Vel, k. 87, inv. & 698.
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¢asné vyhledavat a vychovavat nové talenty. Chybéli také estradni umélci, konferenciéti
avhodné naméty.® V souhrnu, televizni redakce humoru a lidové zdbavy zvana HULIZA,
ktera méla tvorbu televizni zdbavy v popisu prace, neméla dostatecnou kapacitu pracov-
nich sil, natozpak profesiondlii se zkusenosti v oblasti zdbavy, z UV KSC dostévala ideolo-
gicky vymezené mantinely s poZadavkem tvorby s vysokou ideovou i uméleckou trovni,”
avsak zespod od divaka silily pozadavky na zabavu lehkou, oddychovou. Jak je zfejmé
z dopist, které do CST prichdzely, od takovych porad si divaci slibovali pobaveni i odpo-
¢inek po celotydenni praci. Zdbava méla byt jednoduse zabavou, oklesténou od pracov-
nich i jinych problému. Potvrdil to i vyzkum o vlivu televize na vesnici z let 1961-1963.
Oblibenym zanrem byly pravé problematické estrady, o néz v dotazniku projevilo zdjem
86 % ceskych dotdzanych.!'” V zévére¢né zpravé vyzkumu se pak konstatuje, Ze na jedné
strané sice stoji naléhavd spolecenska poptavka televiznich divak, av§ak na strané druhé
omezené moznosti samotné televize, ktera zapasi s velkymi tézkostmi v ziskavani spolu-
pracovnikil pro oblast televizni zabavy. A pravé kombinace nedostatku televiznich pracov-
nika s odhodldnim pfivést na obrazovku pivodni a specificky televizni tvorbu a enormni
zéjem divakd o neproblematickou lehkou zédbavu dévala tviircim volnéjsi ruku, nesvéza-
nou tak piisnymi dogmaty, jako tomu bylo napfiklad v konzervativnim rozhlase. S na-
stupem Jittho Pelikana na post feditele CST v roce 1963, spolu s celospolecenskymi
zménami, se stavalo z televize liberdlnéj$i tviiréi prostredi, které umoznilo vznik novych
progresivnich poradii a formatti.

Hleda se pisnicka pro v§edni den — inicia¢ni hudebni a televizni soutéze

Ke genezi prvni televizni pisni¢ky se jeji tviirce Ladislav Rychman opakované vyjadril, ze
§lo vlastné o ndhodu a z nouze ctnost.!” Dle jeho slov mu do silvestrovského poradu stéle
chybélo par minut,'? a tak se rozhodl zfilmovat ve volné stylizované dekoraci s tmavym
pozadim pisnicku o dvou mladych lidech, jiz si zatizuji byt. Herci Méstskych divadel praz-
skych, Irena Kacirkova a Josef Bek, predstavuji mlady par, ktery sni o svém malém skrom-
ném byté a predstavuje si jeho zafizovani i spole¢ny Zivot v ném. V optimistickém duchu
a jednoduché rytmické choreografii se pfi tom pohybuji na malé interiérové plose, obklo-
peni postupné pribyvajicimi malovanymi kulisami nabytku tak, jak o tom vypovida text
pisnicky. V jejich nad$eném usili je posléze podpoii i jazzovi hudebnici (obr. 1 a 2). Jde
o veelku doslovné vizualni zobrazeni zpivaného textu, do néhoz Rychman zapojil i drob-
né filmové triky, kdy se na scéné postupné sttihem objevuji malované kulisy bytového vy-
baveni — od stolu s vazou pres pohovku az po barometr (obr. 3 a 4). Na konci 50. let $lo

8) Tamtéz.

9)  Usneseni a dokumenty UV KSC od 11. sjezdu do celostdtni konference 1960. Praha: Statni nakladatelstvi poli-
tické literatury 1960, s. 841.

10) Vladimir Krejé¢a — Ctibor Tahy, Zdverecna zprdva o vysledku vyskumu vplyvu televizie na uspokojovanie kul-
tirnych potrieb pracujiicich na dedine v rdmci vyskumnej tilohy vplyvu hromadnych prostriedkov informdcii
v rdmci $tdtneho pldnu XV-5/9. Praha - Bratislava: Osvetovy tstav v Bratislave a v Prahe 1961-1963, s. 42.

11) UsmEvy LapIsLava RycHMANA (Pavel Vantuch, 1998, Ceska televize, cyklus UsmEvy), 0:15:40.

12) Marie Valterova, Vratislav Blazek. Hrdc pred Bohem a lidmi. Praha: Achat 1998, s. 95.
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Obr. 1 Obr. 2

Obr. 3 Obr. 4

o skute¢né inven¢ni poéin, nebot dfive se §lagry na obrazovkach prezentovaly v podobé,
jiz Saul Austerlitz kategorizuje jako performance video,' coZ znamenalo de facto pfenos
¢i zaznam koncertniho vystoupeni. Zpévaci a zpévacky, vétsinou solisté orchestru Karla
Vlacha, stali vzpfimené u mikrofonu a maximalné s lehounkym pohupovanim se do ryt-
mu, s optimistickym vyrazem a drobnou mimikou v tvati a téméf vzdy s orchestrem a jeho
dirigentem za zady interpretovali lehké ¢i swingové pisnicky. Touto prezentaci pisnicek
jsou prosluli zpévaci jako Rudolf Cortés, Jarmila Veseld, Josef Zima nebo tfeba dvojice Mi-
lan Chladil a Yvetta Simonova. Rychmanova televizni pisni¢cka DAME s1 Do BYTU byla co
do zpisobu inscenovani hudby a pisni a jejich stylizaci pro televizni obrazovku zlomem
a soucasné podnétem, jak o prezentaci slagrii nove uvazovat, jak je atraktivné vizualizovat
a zprostredkovavat divakiim, a to ve specifické Gpravé pro televizni obrazovku a oblast z4-
bavné tvorby predevsim.

Le¢ aby bylo viibec mozné néjaké moderni tane¢ni pisnicky do vizudlni podoby pro
nartistajici pocet stale naro¢néjsich televiznich koncesionart zpracovat, bylo potieba
v obdobi prelomu 50. a 60. let nejprve tento repertodr obstaravat. Zivotni styl v té dobé
ovliviiovalo mimo jiné dospivani ro¢niki povale¢ného populacniho boomu, coz se proje-

13) Saul Austerlitz, Money for Nothing. A History of the Music Video from the Beatles to the White Stripes. New
York: Continuum 2007, s. 2-3.




10 Miroslava Papezova: Kdo, s kym, o ¢em, pro koho

vovalo i v preferencich hudebnich zanrta. Obdobi masové budovatelské pisné, ktera byla
do té doby jednim z ideologicky preferovanych zanrt, zacala ve druhé poloviné 50. let na-
bouravat stale silnéjsi vina tzv. malych hudebnich zanri, coz se stranic¢ti ideologicti ¢ini-
telé sice snazili mit pod kontrolou, nicméné nové situaci uz neslo zcela vzdorovat. Mladou
generaci to tahlo do tanec¢nich kavéren, na koncerty a do divadel malych forem, na jejichz
prknech pravé moderni tane¢ni pisnicka dominovala. Postupné se tedy zacaly prosazovat
nové hudebni trendy, $tépeni zanrovych preferenci, individualismus. Diky novym maso-
vym médiim se sice zlepSovala i véeobecna poslechova dostupnost, avsak stéle chybél roz-
manity a dostacujici obsah. Pisnicek, které by pruzné reagovaly na dobové zmény, se
zkratka nedostévalo. Spolecenska potieba spolu s politickym tanim tak otevirala prostor
k néstupu novych stylovych a zdnrovych druht populdrni hudby.'”

Hledéame pisnic¢ku pro vSedni den

V druhé poloviné 50. let se tak zacind ,,zdola® iniciovat vznik novych akci, pofadanych
skupinami mladych hudebnich fanousku i profesionalnich hudebniki. Jednou z takovych
iniciativ byla soutéz Hleddme pisnicku pro vSedni den. Potadatelem soutéze byl Kruh ja-
zzové a moderni tane¢ni hudby, ktery vznikl pti zdvodnim klubu ndrodniho podniku Gra-
mofonové zavody v prosinci 1956. Pfevaznou ¢ast Kruhu tvorili aktivni hudebnici, sklada-
telé, aranzéri a jejich cilem bylo zlepsit tiroven ¢eskoslovenského jazzu a moderni tane¢ni
hudby. Ve spolupraci s hudebnimi skladateli se jako pomoc ¢eské tane¢ni pisni rozhodli
usporadat soutéz, kde by se prezentovaly nové skladby ¢eskych autorti. Uz prvni dva ro¢-
niky 1958 a 1959 sklidily u obecenstva i skladatelti pozitivni ohlas, a pfedevs§im splnily
svtj hlavni tkol ,,najit nové dobré tane¢ni pisné a popularizovat je mezi nej$ir$imi vrstva-
mi vefejnosti, i mezi orchestry a zpévaky.“'® Ze soutéze vzesly evergreeny jako ,,Dva mod-
ré balonky, ,,Divka jménem Pygmalion’, ,,Je po desti“ a dalsi. Celkem se v letech 1958-1964
uskutecnilo pét ro¢niki této soutéze.

Soutéz Hleddme pisnicku pro vsedni den byla dulezitou akei i z hlediska nové se nava-
zujici spoluprace kulturnich pramyslt, konkrétné: kromé poradajictho Kruhu jazzové
a moderni tane¢ni hudby podporované Svazem ¢eskoslovenskych skladatelt se do ni za-
pojily i instituce CSRo, CST, Supraphon, Statni nakladatelstvi krasné literatury, hudby
a uméni a nakladatelstvi Panton.'” Rozhlas vysilal 10. ¢ervna 1958 ze zdznamu tzv. zdbéry
z findlového vecera prvniho ro¢niku soutéze, ktery se konal 31. kvétna 1958 v prazské Lu-
cerné,"” televize tuto udalost z Lucerny dne 31. kvétna prenasela zivé." CST se uspéchem
této soutéze inspirovala a navézala vlastnimi soutéZemi PiSNICKY NA ziTRA nebo Kpo,
§ KYM, O CEM, PRO KOHO. Supraphon vydaval témért viechny vitézné pisné na gramofono-
vych deskach a aby k nim prilakal pozornost kupujicich, opattoval je etiketami se zfetel-

14) Josef Kotek, Déjiny ceské populdrni hudby a zpévu (1918-1968). Praha: Academia 1998, s. 309-310.

15) Jaromir Hofec - Jan Hammer, Dvacet let v zapisniku. Tanecni hudba a jazz. Sbornik stati a ptispévkii k otdz-
kdm jazzu a moderni tanecni hudby 1, 1960, ¢. 1, s. 32.

16) Milo$ Bergl, Hledame pisnicku pro vSedni den. Tanecni hudba a jazz. Sbornik stati a prispévkii k otdzkdm
jazzu a moderni taneéni hudby 2, 1961, ¢. 1, 5. 59.

17) Program rozhlasového vysilani 10. 6. 1958. Ceskoslovensky rozhlas a televize 25, 1958, &. 24, s. 4.

18) Televise. Program televisniho vysilani 31. 5. 1958. Ceskoslovensky rozhlas a televise 25, 1958, &. 22,'s. 13.
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nym upozornénim, ze se jedna o pisni¢ky ze soutéze Hleddme pisnicku pro vedni den. Vel-
kou poptavku po této produkci dokazuje i fakt, Ze edice gramofonovych desek
s pisni¢kami ze soutéze byly na trhu rozebrany.’ Supraphon podporoval soutéz také fi-
nan¢né: ,V zajmu propagace produkce SHV a k ziskani vhodnych skladeb tane¢ni a zd-
bavné hudby, ovétenych verejnou soutézi, souhlasi se s ucasti SHV na financovani nakla-
di soutéze HPPVD, ro¢nik 1963, maximélné do vyse 14.500,— K&.“*” Casopis Hudba pro
radost. Novinky z oboru tanecni a zdbavné hudby, vydavany rovnéz Supraphonem, uvadél
na svych strankdch nejen ¢lanky o soutézi, ale také noty a texty vitéznych pisni,?” a pravi-
delné i upozornéni — reklamu na vychézejici desky a hudebniny s témito pisnickami.*?
Nakladatelstvi Panton a Statni nakladatelstvi krdsné literatury, hudby a uméni pak vyda-
valo pisni¢ky v podobé hudebnin v upravé pro kytaru ¢&i klavir.® Hleddme pisnicku pro
vSedni den byla jednozna¢éné iniciativou samotnych hudebnika a pratel hudby, ktefi se
snazili vlastni neoficidlni cestou reagovat na zaostalost a nedostatek produkce v oblasti
tanecni hudby. Televize a rozhlas se do akce zapojily az nasledné prendSenim piimych
pfenost ¢i zaznamu. Supraphon, pro néhoz se jednalo o zajisténi nahravek k vydavani na
deskach, akci podporil i finan¢éné, pricemz se mu tento vklad vratil na rozprodanych
atraktivnich edicich. Supraphon touto spolupraci usiloval také o popularizaci gramodesky
a jeji Sifeni k co nejvétsimu poctu zdkazniki, a to z divodi ideologicky-progresivnich
i ekonomickych. Populédrni hudba totiz byla pro tento podnik zdrojem finané¢nich prijmad,
na jejichz zakladé mohl budovat rozsahly a mezindrodné reprezentativni katalog nahra-
vek vazné hudby.® Soutéz Hleddme pisnicku pro vsedni den tak byla prvni vétsi sou¢innos-
ti v této praci sledovanych kulturnich primysla od konce 50. let, na coz se v letech 60. na-
vazovalo mnohem sofistikovanéj$imi formami.

Dal$im hlediskem zvyznamnujicim tuto iniciaéni soutéz je zapojeni divaka a poslu-
chac¢ti do hlasovani o pisnickach. Princip soutéze, kdy se béhem roku konalo deset pred-
béznych soutéznich kol, béhem nichz pisnicky hodnotila jak umélecka porota, tak i diva-
ci, znamenalo pfimou participaci laické verejnosti, ¢imz se projevila jista demokrati¢nost,
nebot se lidé mohli skute¢né aktivné podilet na vybéru pisnicek, které by radi béhem
véednich dnti poslouchali z radia, televize anebo si je poustéli na svych gramofonech z de-
sek. Na jednu stranu nelze je$té v tomto obdobi mluvit o hvézdné slavé jednotlivych inter-
pretu, byt néktefi zpévaci jako Jarmila Veseld, Josef Zima, Rudolf Cortés nebo Jiti Popper
se t&$ili znacné posluchacské popularité, na druhou stranu Ize jen tézko uvétit, ze by u di-
vaka hrala pii rozhodovani roli ¢isté umélecka kvalita pisni. Dilezitym faktorem v tomto
typu hodnoceni, na rozdil od hodnoceni umélecké poroty, bylo jisté to, kdo pisnicku zpi-
val, tedy osobni sympatie ke konkrétnimu zpévékovi. Ptilezitost, kterd se vystupovanim

19) Milos Bergl, c. d., s. 59.

20) Zapis z 23. porady vedeni SHV. Archiv Supraphon, nezpracovéno, k. 43.

21) Anon., Libi se vam. Hudba pro radost. Novinky z oboru tanecni a zdbavné hudby, 1962, ¢. 4 (¢ervenec—srpen),
s. 19.

22) Anon.,, Klavir a zpév. Hudba pro radost. Novinky z oboru tanecni a zdbavné hudby, 1962, ¢. 5 (zati-fijen), s. 5.

23) Viz Hleddme pisnicky pro viedni den. Klavirni album. Pisnicky ze soutéze Hleddame pisnicku pro viedni den
1961. Praha: Statni hudebni vydavatelstvi 1961. Zpivdme s kytarou ¢. 4. 10 skladeb ze soutéze Hleddme pisnic-
ku pro vSedni den 1958. Praha: Statni nakladatelstvi krdsné literatury, hudby a uméni 1959.

24) Jan Miiller — Petr Prajzler, Budovini Ceskoslovenského gramofonového prismyslu po druhé svétové vilce
1945-1963. Usti nad Labem: Statutdrni mésto Usti nad Labem 2017, s. 39.
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oblibenych zpévaku tane¢nich pisni ve spojeni s hlasovanim divaka-fanousku naskytla, se
da oznacit za pocatek utvareni budoucich hvézdnych statusti zpévaka a zpévacek od polo-
viny 60. let.

PisNICKY NA ZITRA

Dal$im podnétem k vyteseni absence pisni¢ek byla po vzoru soutéze Hleddme pisnicku pro
vsedni den obdobna akce s ndzvem PiSNICKY NA z{TRA poiddand tentokrat piimo CST.
Tento porad vymyslel Vladimir Dvorak spolu s hudebnim dramaturgem Jifim Malaskem
arealizovat se zacal v roce 1960. Dle Dvorakovych slov ,,chtéli [...] ozivit skrze obrazovku
tvorbu pivodnich pisnicek a zdjem o né podnitit divackou anketou. Préli jsme si i rozsirit
pomérné tzkou zakladnu interpretti a také dat vyraznou prilezitost orchestru Karla Vla-
cha“* Zamérem byla i realizace nového zdbavného poradu pro sobotni hlavni vysilaci
¢as.® Tyto cile se naplnily a PISNICKY NA ZITRA se s Uspéchem objevovaly na obrazovkach
az do roku 1965. Béhem péti let se porad tésil velké divacké oblibé, prinesl mnoho $lagru
a nadto prispél ke zvySeni pruznosti a akceschopnosti nahravaciho primyslu. Jak uvadi
Dvorak: ,,Kdyz naptiklad v sobotu vecer zaznéla ve vysilani poprvé Podéstova Babicko,
nau¢ mé charleston, méla takovy ohlas, ze v nedéli vecer uz si ji zadali navstévnici vindren,
bart a tane¢nich kavaren.“”” Potad vzbudil velky ohlas u rozhlasovych posluchaci. Ve
Zpravé o ohlasu k vysilani za mésic listopad 1961 se uvadi, ze: ,,nejvétsi listopadovy ohlas
viak mély vitézné pisné z televizniho poradu Pisnicky na zitra ,Zhasnéte lampiony* a ,Pi-
seft 0 musli-“?® Uspésnych skladeb ,,Babicko, nau¢ mé charleston, ,,Zhasnéte lampiony*
(obr. 5) nebo ,,J4 jsem zamilovand® ¢i ,,Jezdim bez nehod® (obr. 6) si vsimli i reziséfi
a ztvarnili je ve formatu televiznich pisnic¢ek. Soutéz katapultovala do rozhlasovych vln, na
vinyly i do tisténého diskursu mnoho dalsich pisni i zpévakt: Karel Gott uvedl pisnicku
»Tam, kam chodi vitr spat‘, Milan Chladil s Yvettou Simonovou nazpivali slavny duet

Obr. 5 Obr. 6

25) Vladimir Dvorak, Vsechny ndhody mého Zivota. Praha: SDN Kredit 1991, s. 94.

26) Tamtéz.

27) Tamtéz.

28) Zprava o ohlasu posluchaci k vysilani za mésic listopad 1961. Archiv Ceského rozhlasu (Archiv CRo), ne-
zpracovano, k. Zpravy o dopisovém ohlasu posluchact 1961, 1962.
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,O nas dvou, Waldemar Matuska s Karlem Stédrym $ldgr ,,Mam maly stan“>” Casopis
Mlady sveét otiskl v roce 1961 notovou partituru a text pisnicky ,,Babicko, nau¢ mé charles-
ton“ s profilem jeji interpretky Edity Staubertové®® a o par mésicti pozdéji v rubrice ,,Zpi-
véme"“ jednu z vitéznych pisni soutéze.*” Toto kolovani pisni v riznych forméch a podo-
bach uz se pomalu stavalo pravidlem a noty s textem a profily zpévaka zaplnovaly stale
vice stranek nejrtiznéjsich ¢asopist. Supraphon na svém viibec prvnim zasedani edi¢ni
rady sekce tane¢ni a zdbavné hudby v prosinci 1962 prehraval véechny pisné z PisNICEK
NA ZITRA a rada ndsledné doporucila nahrat je k vydéni na ¢ernych kotoucich vSechny.*?
Supraphon byl ale tiskem také kritizovan za nepruznost pfi vydavani desek s pisnickami
této soutéZe, nebot nez se tyto tzv. pisnicky na zitra dostaly na gramodeskach k zakazni-
ktim, byly z nich uZ spiSe pisni¢ky vcerejsi, i kdyZ na popularité jim to neubralo.*®

Popsané zkusenosti a explicitni kritika opozdéného vydavani a distribuce gramodesek
na pulty prodejen rozhybavala uvazovani predstavitelti zac¢astnénych instituci smérem ke
koordinovanéj$imu planovani nahrévani, vydavani a filmovani modernich tane¢nich pis-
ni. V ramci socialistického zfizeni se tak de facto rysovaly prvky trzniho mechanismu, ne-
bot se instituce snazily pruzné reagovat na poptavku trhu. V obecnéjsi roviné pak soutéz-
ni porad PISNICKY NA z{TRA vyrazné prispél k proméné struktury kulturni a zabavni
oblasti. Totiz, v poloviné 60. let, kdy porad skoncil, méli uz kolem sebe zpévaci doprovod-
né skupiny, objevovali se prvni manazeri, fungovaly hudebné-textarské tandemy, které
¢asto skladaly pisnicky interprettim tzv. na télo, prosadily se dfive mensinové zanry. A te-
levizni divaci uz nebyli la¢ni novych pisnicek, jimiz se trh pribézneé sytil, tudiz se pozor-
nost stdcela k originalité a kvalité jejich vizudlniho ztvarnéni.**

Kpo, s KYM, 0 CEM, PRO KOHO

Na jiz vy¢erpavajici se format poradu P{SNICKY NA z{TRA navazal dvoulety cyklus s na-
zvem Kpo, s KYM, 0 CEM, PRO KOHO. I kdyzZ zatim ani v tomto pfipadé neslo o ztvarnéni
skladeb do inovativniho formatu televizni pisnicky, neni jeho nazev do nazvu této studie
vetknuty samoucelné. Naopak, jak pojmenovani, tak i princip potradu v sobé kumuluji vy-
znamové i interpreta¢ni roviny vyvoje televizni pisni¢ky a spoluprace kulturnich préimys-
l4. S napadem na Kpo, s KYM, 0 CEM, PRO KOHO prisel opét tandem Dvorak-Malasek. Ci-
lem bylo vyplnit exponovany sobotni prime time pofadem, ktery by zaujal a uspokojil
stéle vybiravéjsi divaky.® Kvuli zatraktivnéni dfivéjsiho modelu vymyslel Dvorak format
s momentem nahody a pfekvapeni. Nové pisné vznikaly losovanim autort hudby, textu,
namétu a interpreta: ,Na zavér kazdého kola losovaly krasné divky ze ¢ty bubnd. Vyloso-
vany skladatel mél za tikol slozit do ptistiho vecera pisnicku na text vylosovaného textare,

29) Jiti Knapik — Martin Franc aj., Privodce kulturnim dénim a zivotnim stylem v eskych zemich 1948-1967.
2. dil. Praha: Academia 2012, s. 676.

(j¢), Zpiva Edita Staubertova. Mlady svét 3, 1961, &. 16 (17.4.), s. 9.

Anon., Zpivame... Nahodou. Mlady svét 3, 1961, ¢. 49 (8. 12.), s. 10.

Zprava o ohlasu posluchacu k vysilani za mésic listopad 1961. Archiv Supraphon, nezpracovano, k. 43.

jfp, Nové desky. Mlady svét 4, 1962, ¢. 18 (4. 5.), s. 11.

Viz Vladimir Dvoidk, c. d., s. 95.

Vladimir Dvorék, c. d., s. 99.
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ov$em vyhradné pro zpévaka (zpévacku), jehoz jméno bylo tazeno ze tfetiho bubnu, a na
téma vylosované z bubnu ¢&tvrtého.“*® Vylosovani interpreti pak nové slozenou piser za-
zpivali v koncertnim pddiovém vystoupeni v pristim dile poradu. Oproti pfedchozim cyk-
lam byli ke spolupraci na Kpo, s KYM, 0 ¢EM, PRO KOHO prizvani jiz zavedeni a zkuSeni
skladatelé a textati, kteti se mezitim v branzi etablovali. Rezisérem byl stejné jako u Pisni-
CEK NA ZITRA, a jako u mnoha budoucich hudebné zabavnych potada, Ivo Paukert. Pilot-
ni dil potadu vysilala CST 18. prosince 1965 a v programu jej televizni divaci s nadsenim
vyhledavali dva roky. Stejné jako predchozi cykly generovalo Kpo, s k¥m, 0 CEM, PRO
KOHO vyslovné hity, naptiklad ,,Lékofice” pro Vaclava Neckare, ktera se stala rozhlaso-
vym, supraphonskym i televiznim hitem.

Cely cyklus neskoncil v roce 1967 proto, zZe by nebyl uspésny, nybrz proto, Ze se zacaly
projevovat piriznaky hvézdnosti interprett, jejich nové profesni a kariérni preference.
A ani jejich vytizenost na mnoha projektech v divadle, televizi, u filmu, na koncertech uz
neumoznovala soustredit je k nataceni takového typu televizniho poradu. Podle Vladimi-
ra Dvoraka ,,popularni zpévaci ¢im dal tim houzevnatéji prosazovali svij vlastni repertoar
a své doprovodné skupiny.“*” Znatelné se tim opét proménila struktura hudebniho zdbav-
ného primyslu, dnesnimi slovy showbyznysu. Byt tedy primarnim cilem televize bylo za-
bavit divaky v exponovaném case soboty vecer, soucasné tim poskytla prostor ke zviditel-
néni interprettl, ¢imz se vyznamné podilela na bujicim kultu pop-hvézd. V druhé poloviné
60. let uz kolem interprett popularnich pisni¢ek fungovaly zajmové skupiny, které se jim
staraly jak o pivodni repertoar, tak o zajisténi jejich prezentace v médiich, coz pramenilo
i ze stalého angazma téchto interprett v jednotlivych divadlech malych forem.

Zacalo to Redutou — kontext divadel malych forem

Rokokac vostreleny (Darcus bambas rococococtaliensis) je télnaty hmyz, ztfizujici si skvost-
né hnizdo, do kterého laka predevsim ptacky-zpévacky, jimiz si vystyla chozras¢ot (druh to
ekonomické zainteresovanosti na oné planetce).®

Dne 15. ledna 1958 byl v malém zakoureném suterénnim prostoru Reduta v Praze uveden
prvni text-appeal a pravé odsud vzeslo to, co se posléze v 60. letech rozvinulo do fenomé-
nu divadel malych forem. V roce 1959 zaklddaji Jiti Suchy a Jif{ Slitr divadlo Semafor
a hned prvni nastudované hudebni komedie Clovék z piidy byla pro tuto tvirei dvojici
vstupem mezi nejosobitéjsi a nejvlivnéjsi autory domacich popularnich pisni.* Nadto,
predstaventi jako Takovd ztrdta krve, Jonds a tingl-tangl a nékolik pisniovych pasem o Zuza-
né, kterd je sama doma, ptinasela novy ptivodni repertoar z dilny Suchy a Slitr. Vysledkem
bylo, ze televize méla co filmovat i z divadla prenaset, gramofonovy priimysl mél co liso-
vat na desky, poetické texty Jiftho Suchého vychazely knizné a psalo se o nich jako o sbir-

36) Tamtéz.

37) Tamtéz.

38) Zacalo to Redutou. Z text-appealii Divadla Na zdbradli, divadla Semafor a Paravan. Praha: Orbis 1964,
s. 236-237.

39) Josef Kotek, Déjiny ceské populdrni hudby a zpévu (1918-1968). Praha: Academia 1998, s. 314.
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kach novodobé poezie. Jenom konzervativni rozhlas se vysilani semaforskych pisni zprvu
branil, protoze mu ptipadaly diletantské,*” ale nakonec se zéjmu posluchact podvolil.*?
Ke spolupraci s filmem a televizi se Jifi Suchy v roce 1964 vyjadril, Ze Semafor chce s tele-
vizi vice spolupracovat, nebot nabizi ,nové moznosti, lakaji stylem prace, rtznosti pro-
stfedka, Sirokym dosahem™*? A skute¢né: vznikly recitaly, benefice, zdznamy semafor-
skych predstaveni i jejich adaptace primo pro televizni obrazovky.

Citat v uvodu této kapitoly pak vtipné a jinotajné vystihuje aktivitu semaforského
»konkurenta“ divadla Rokoko, jehoz ,ptacci-zpévacci® se stali béhem druhé poloviny
60. let ekonomickym tahounem tohoto divadla i pop-celebritami, a to diky pfimému per-
sonalnimu napojeni Rokoka na televizi a na rozhlas, jak bude podrobné pojednano dile
v textu. Divadelni ¢innost ve kdysi slavném prazském kabaretu na Véclavském namésti
obnovil na konci roku 1957 rezisér, herec, autor her a posléze dlouholety reditel Rokoka
Darek Vosttel (vlastnim jménem Bozidar). Zahajovaci Vykradeno! bylo pasmem satiric-
kych skect, propojenych hudbou, pisnémi a tancem, coz pfedznamenalo budouci sméro-
vani této scény.” Podobné jako u Semaforu §lo v ptipadé Rokoka o alternativu k velkym,
tradi¢nim, oficidlnim divadelnim prkntim. Vosttel, ktery v pfedstavenich také sim ucin-
koval, utvoril hereckou komedialni dvojici s Jitim Sagkem, taktéZ ¢lenem souboru a auto-
rem nékterych predstaveni Rokoka. Spole¢né pak vystupovali nejen v Rokoku, ale aktiv-
nim pri¢inénim se zdsadné prosadili také v televizni zabavné produkei. Rokoko se zacalo
posléze profilovat jako divadlo scénicky hudebni,* coz byl Vostifeliiv zimér a manazersky
tah, nebot tim do repertoaru Rokoka promitl ménici se situaci v kulturni sfére a pozadav-
ky divéku, potazmo fanouski pop-hvézd od poloviny 60. let. Do souboru presli (docasné)
ze Semaforu Waldemar Matuska a Eva Pilarovd, Hana Hegerova naopak prestoupila do
Semaforu, kam se pozdéji vrétila i Pilarova. Na jeji misto prijal Vostrel Martu KubiSovou
z plzenského divadélka Alfa.

Kromé Semaforu a Rokoka vznikaly v 60. letech dal$i malé scény s vlastnim repertoa-
rem a dramaturgii. V roce 1965 zalozil textaf Jiti Staidl divadlo Apollo, kam piesel ze Se-
maforu Karel Gott, angazovali také Yvonne Pfenosilovou, Pavlinu Filipovskou, Karla
Hélu. V Brné pusobilo od konce 50. let satirické divadlo Veéerni Brno, v Plzni Alfa, z niz
kromé Kubi$ové presli do Rokoka Vaclav Neckar a hudebni skladatel Bohuslav Ondracek,
vlivna osobnost hudebniho byznysu. Pro ty talentované byla mensi a mimoprazska diva-
délka Casto jen prestupni stanici k mnohem vétsi slavé na prknech prazskych divadel. Sé-
fové ¢i blizel spolupracovnici Semaforu a Rokoka totiz ptisobili mimo jiné jako vyhleda-
vaci péveckych talentt, které angazovali do svych predstaveni. Divadla malych scén se tak
stavala lthnémi novych zpévaki, zpévacek, pripadné i celych kapel, a nadmiru dulezité
bylo, Ze jim ve spolupraci se skladateli a textafi zajiStovala repertodr, praci v rozhlase, tele-
vizi, na zajezdech.

40) Jaroslav Pacovsky, Na vindch rozhlasu (1923-1993). Praha: Cesky rozhlas 1993, s. 106.

41) Zpréva o ohlasu posluchai k vysilani za mésic listopad 1960. Archiv CRo, nezpracovano, k. Zpravy o dopi-
sovém ohlasu posluchact 1959, 1960.

42) Vladimir Justl, Semafor, mladez a uméni. Hovotime s Jifim Suchym. Kulturni tvorba 2, 1964, ¢. 32 (6. 8.), s. 6.

43) Pavel Bér, 100 let Divadla Rokoko. Sbornik vydany u p¥ilezitosti 100. vyroci zaloZeni Divadla Rokoko. Praha:
Meéstska divadla prazska 2015, s. 66.

44) jap, Muzika sili v Rokoku. Vecerni Praha 11, 1965, ¢. 243 (8. 10.), s. 3.
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Televizni pisnicka jako svébytné dilo

Prvotni idea i samotny akt natoceni televizni pisnicky byl individudlnim pocinem
tviirce-jednotlivce. Neglo o nijak systematicky planovany medialni produkt, jeho vyvoj
byl vazany na potencial tviirct, jejich osobni kontakty na autory i interprety pisni a na bu-
jici nové divadelni podhoubi. Nasledné zacala televizni pisnicka a pasma i revue z ni sesta-
vena sbirat ocenéni v zahrani¢i: pisnickové pasmo Tisic POHLEDU zA KULISY Ladislava
Rychmana z roku 1960 ziskalo Bronzovou rizi na 1. Mezinarodnim festivalu zabavné te-
levizni tvorby ve Svycarském Montreux v roce 1961, ZTRACENA REVUE Zderka Podskal-
ského z roku 1961 privezla v nasledujicim roce ze stejného festivalu Sttibrnou razi a dalsi
ocenéni z festivalu v Alexandrii, nasledovaly dal$i porady a dal$i ceny. A i na zakladé téch-
to Gspéchu zacala televize vyrobu formatu televizni pisnic¢ky i poradi, do nichz byla za-
komponovand, promyslet, podporovat a zndsobovat.* Soubézné s tim dochdzi v prvni
poloviné 60. let také k rehabilitaci zinru muzikalu a hudebniho filmu, do té doby v ¢eském
filmovém priimyslu pro tviirce zapovézeného kviili idajné vzbuzovanym asociacim na za-
padni kinematografie a Zivotni styl.*® Ladislav Rychman nata¢i prvni ¢esky muzikél STAR-
CI NA CHMELU a nésledné DAMU NA KOLEJicH,"” Jdn Rohd¢ a Vladimir Svitacek, persondl-
né napojeni na divadlo Semafor, prevedli na filmové platno stejnojmennou divadelni hru
KpyBY T1sic KLARINETU. Zdenék Podskalsky natocil o néco pozdéji, v roce 1967, hudeb-
ni revue TA NASE PISNICKA CESKA, v niZ navazoval na uspé$né uvadéni haslerovskych
prazskych pisnicek v divacky oblibenych televiznich poradech BABICCINA KRABICKA
a BEJvAvaLo. Ve filmu Ta NASE PISNICKA CESKA pak spojil nostalgickou linku, oslovujici
star$i generaci, s podanim téchto pisnic¢ek oblibenymi zpévaky, coz bylo lakadlem zase pro
divaky mlads$i. Snimek TA NASE PISNICKA CESKA se stal nejnav$tévovanéj$im filmem roku
1967.* Viechny zmifiované snimky se rovnéz podilely na tehdejsi juvenilizaci kin.*” Pod-
statné je také to, ze vSichni zminovani reziséfi zdrocili v téchto celovecernich snimcich
zkugenosti z prace v divadle, na kratkych televiznich formatech, at uz $lo o pisnicky nebo
reklamy, skece, scénky, ¢imz dosly televizni a filmovy primysl i divadelni scéna skrze tvir-
ce zabavné produkce vzdjemného propojeni a ovlivnéni.

Prvni televizni pisnicka DAME s1 DO BYTU byla odvysiland jako soudast silvestrovské-
ho poradu v roce 1958. Uvadéni televiznich pisnicek jako zabavného prvku silvestrov-
skych poradii se osvédcilo, a tak se program posledniho dne roku stal po néjakou dobu
pravidelné prostorem pro jejich vysilani. Vzhledem k povaze formatu, tzn. kratky tii- az
pétiminutovy film s vypravénim krati¢kého pribéhu, bylo jeho programovani témért vzdy
planované jako soucast vétsiho celku, coz s logikou programovani tizce souvisi, nebot v té

45) Milan Kruml, Televize? Televize! Prochdzka Sesti dekddami televizniho vysildni u nds pro zaldtecniky i pokro-
¢ilé. Praha: Ceska televize 2013, s. 95-96.

Sarka Gmiterkova - Miroslava Papezova, Only a groomed woman deserves her name: Fashion, emancipati-
on, and stardom in the Czechoslovak film musical The Lady of the Lines. Online: <https://necsus-ejms.org/
only-a-groomed-woman-deserves-her-name-fashion-emancipation-and-stardom-in-the-czechoslovak-
-film-musical-the-lady-of-the-lines/>, [cit. 6. 7. 2020].

Tamtéz.

Stépanka Rehakova, Filmovy rok 1968 na Barrandové. Kino 23, 1968, & 3 (8. 2.), s. 2.

Pavel Skopal, Filmovd kultura severniho trojithelniku. Filmy, kina a divdci Ceskych zemi, NDR a Polska
1945-1970. Brno: Host 2014, s. 224-225.
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Obr. 7 Obr. 8

dobé neexistovaly specidlni hudebni programy. Televize byla pouze jedna, vysilala skrze
jeden program a byla i jedinym vyrobcem televiznich pisni¢ek. Rok 1959 byl na pocet te-
leviznich pisnicek jesté skromny, materidl k jejich tvorbé se teprve zapocinal skrze jiz zmi-
néné soutéze typu Hleddme pisnicku pro véedni den, PisNICKY NA ziTRA ad. Atraktivni po-
¢in nabidl Jan Kadar, a sice PRAMINEK vLASU Suchého a Slitra, v némz invenéné zapojil
prvky Laterny magiky, kdy se v projekcich v druhém planu objevuje divka, o niz interpret
zpiva a sni, ktera se mu zjevuje a unika (obr. 7). Podobné originalnim zptsobem pak pra-
coval i v roce 1963 na ztvarnéni $estiminutové orchestralni jazzové skladby NEoNy v po-
dani Karla Krautgartnera s orchestrem. V dobé, kdy pro televizni pisnicku neexistovaly
zadné zavedené postupy a pravidla, a kdy tviirci méli pfi jejich tvorbé volnou ruku, vnase-
li o to vic do vizuélniho zpracovani pisnic¢ek vlastni formalni a stylisticky rukopis, dobové
podnétné stylistické prvky, ¢imz prispivali k rozmanité estetizaci televiznich poradi. To
plati i o MACKIE MESSEROVI, kterého natocil v roce 1960 Ladislav Rychman s MiloSem
Kopeckym a skupinou tanecnic (obr. 8). V roce 1960 vznikla mimo jiné jedna z prvnich
televiznich pisnicek dvojice Jan Roha¢ a Vladimir Sviti¢ek CARY A KOUZLA v poddni Ju-
dity Cetovské (obr. 9). Televizni pisni¢kova tvorba dvojice Roha¢ a Svitdcek tizce souvise-
la s pisni¢kovou produkei divadla Semafor, nebot Jan Roha¢ pusobil v tomto divadle jako
rezisér. Pisnicky ke zfilmovani vybiral on a jejich realizaci dohodl s televizi i s divadlem.*”
V roce 1961 pak vznikd v CST Televizni filmova tvorba vedend Eduardem Hofmanem,
ktera ma kromé televiznich inscenaci v kompetenci natd¢eni i televiznich pisnicek pro re-
dakci humoru a lidové zabavy, pozdéji hlavni redakci zdbavnych poradi. V roce 1961
vznikaji naptiklad televizni pisni¢ky BABICKO, NAUC ME CHARLESTON V rezii Milana Ti-
chého, jednoduse inscenované SLUNICKO Vv rezii Jaromira Vasty s Darkem Vostrelem
a détskou semaforskou hereckou Zuzanou Vrbovou (obr. 10), ve stylu némych grotesek
ztvarnil Ladislav Rychman OBNOSENOU VESTU (obr. 11) a s varkou novych televiznich pis-
nic¢ek vstupuje vyraznéji na scénu pravé dvojice Rohac-Svitacek. Ti nataci MALE KOTE
s animacemi Bretislava Pojara (obr. 12) ¢i MARNIVOU SESTRENICI. Roha¢ se Svitackem
vnesli do formatu televizni pisni¢ky vtip a humor, napadité vypravéni v podobé malych
déjovych akei ¢i drobnych zéapletek, v nékterych pripadech $lo skute¢né o kratké filmy

50) Jiti Suchy v emailovém rozhovoru s autorkou prace dne 7. 5. 2018.
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Obr. 13 Obr. 14

s expozici, déjem a pointou. Obecné je pak spoluprace televiznich rezisért souc¢asné anga-
zovanych v nékterém z divadel malych forem pro televizni hudebné zabavnou pisnicko-
vou tvorbu v 60. letech priznac¢na. V pozdéjsich televiznich pisni¢kach dvojice Roha¢-Svi-
tacek se nové zacina stacet pozornost na zpévaka ¢i zpévacku, ktefi se dostavaji pred
kamerou do tstfedni role. ZDVORILY WooDY predstavuje Karla Gotta v roli kovboje mezi
tancicim stddem krav (obr. 13), v pisni¢ce ZIvoT JE pEs dostéva prilezitost Pavel Sedlacek,

ZCERVENA prezentuje Jifitho Suchého a zpévaka a trumpetistu Jifiho Jelinka (obr. 14)
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a v pisni¢ce ZHASNETE LAMPIONY hraje vedle Milose Kopeckého a Miroslava Hornicka
jednu z hlavnich roli Hana Hegerova. Tendence, kdy dominantni roli v televizni pisni¢ce
sehrava jeji skute¢ny interpret, jenz pisnicku nahrava i v rozhlase a/nebo ji vydava na des-
kach Supraphonu, za¢ina prevladat s nastupujici érou zébavnych hudebné pisnic¢kovych
poradt CST od roku 1963. Dale pak jesté vice sili v souvislosti s natd¢enim televiznich re-
citala jednotlivych zpévaki a zpévacek ¢i hudebnich pasem. Pfi tvorbé tohoto typu pora-
da se autorsky uplatnili i tviirci nové vlny; napriklad Jan Némec natocil recital s Karlem
Gottem (Cas SLUNCE A RUZ{), dva recitdly s Martou Kubi$ovou (NAHRDELN{K MELAN-
CHOLIE, PROUDY LASKU ODNESOU), Evald Schorm pisnicky JO, TRESNE ZRALY a IRENE JDI
SPAT nebo origindlni koldZovitou revue GRAMO VON BALET. Tento trend je soucasné mil-
nikem ve zptisobu prezentace zpévaku a zpévacek, z ¢ehoz pozdéji vyrustd kult péveckych
hvézd 60. let.

S rastem mezinarodnich tspéchu se pak podle svédectvi nékterych tviirctt mluvilo
i v zahrani¢i o nasi zdbavné hudebni a pisnickové tvorbé jako o né¢em opravdu pivod-
nim, vyjime¢ném, novatorském a jako o tzv. ¢eské 8kole.”? Televizni pisnicka i revue se
staly pro CST dokonce vybornym vyvoznim artiklem,” coz pro CST znamenalo nejen
ekonomicky prinos, ale predevs$im prestiz. Televize vSak byla v souvislosti s nata¢enim te-
leviznich pisni¢ek postavena pred ukol, jak je divakiim zptistupniovat i opakované. Vladi-
mir Svita¢ek vzpominal, Ze kdyz se v televizi néco ,,porouchalo” a bylo potteba ziskat ¢as
k opravé, hodily se k vyplnéni ¢asu pravé pisnic¢ky.> V roce 1961 se v televizi zrodila my-
§lenka zafazovat televizni pisnicky do prestdvek sportovnich pfenost.*” V Piehledu ohla-
su na vysildni ze dne 5. 2. 1964 je zaznamenano, ze lidé zadaji, aby ,,pisnic¢ek bylo pouziva-
no jako vyplné prestdvek a aby byly opakovany“* A v pfistim roce pfisly diviktim vhod
televizni pisnicky, zatazené pred prenos z cyklistického Zavodu miru.*® V témze roce
v dubnu se na ohlasu vysildni uvddi: ,,Rezerva: TV pisni¢ky 21.50 (9')*” z ¢ehoz vyplyva,
ze tato kratkometrazni dilka slouzila také jako rezerva pro pripad nedodrzeni vysilacich
¢astl jinych poradu. Televizni pisni¢ky se objevily i na platnech kin v Praze a v nékterych
dal3ich velkych méstech. Slo o projekt Televizni kinematofor z roku 1962, neboli ,,pestry
koloto¢ tane¢nich pisni a televiznich veseloher*® V televiznim programu se rovnéz ne-
pravidelné vyskytuji zhruba desetiminutové bloky s ndzvem Televizni pisnicky>® nebo ne-
celd pulhodina televiznich pisnicek z archivu pod ndzvem Zazpivejme sobé...®". Reprizy
televiznich pisnicek se uplatnily také v poradu Pisnicky kolem nds, ktery televize vysilala
od roku 1959.%V Jak se pise v Mladém svété v roce 1966, Pisnicky kolem nds ptinasely ,kaz-

51) Ptepis rozhovoru s Ladislavem Rychmanem. NFA, OH, 219 OS Ladislav Rychman.

52) Ivan Soeldner, Koté je solidni pro cely svét. Tanecni hudba a jazz. Sbornik stati a prispévkii k otdzkdm jazzu
a moderni tanecni hudby 4, 1963, ¢. 1, s. 79-80.

53) Prepis rozhovoru s Vladimirem Svitd¢kem. NFA, OH, 215 OS Vladimir Svita¢ek.

54) Ptehled ohlasu na vysilani CT v sobotu 8. 5. a vnedéli 9. 5. 1965. Spisovy archiv CT, f. Inf, k. 114, inv. & 511.

55) Zapis z gremidlni porady dne 19. 8. 1961. Spisovy archiv CT, f. Vel, k. 55, inv. ¢. 495.

56) Prehled ohlasu na vysilini CT v sobotu 8. 5. a v nedéli 9. 5. 1965. Spisovy archiv CT, f. Inf, k. 114, inv. & 511.

57) Ptehled ohlasu na vysilani CT Praha v sobotu 17., v nedéli 18. a v pondéli 19. dubna 1965. Spisovy archiv

CT, f. Inf, k. 114, inv. & 511.

Ivan Soeldner, Televize vyhrala. Film a doba 8, 1962, ¢. 6, s. 333.

Televizni program 23. 1. 1965. Ceskoslovensk)? rozhlas a televize 32, 1965, ¢. 4, s. 7.

Televizni program 23. 2. 1966. Ceskoslovenskd televize 1, 1966, ¢. 9, s. 5.

Valter Feldstein, Televize vcera, dnes, zitra. Praha: Orbis 1964, s. 188.
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dy tyden zadouci osvéZeni, pti kterém zdjemce, odkazany zatim jen na rozhlasovy nebo
gramofonovy zvuk, mohl pohlédnout i do zpévékovy tvére.“®” Hudebnim dramaturgem
tohoto poradu byl zaméstnanec redakce HULIZA Jiti Maldsek, ktery mél také lvi podil na
vybéru pisnicek k televiznimu zpracovani, jakozto i vliv na pozdéjsi televizni i celovecer-
ni filmovou hudebni tvorbu.

Televizni pisnicky jako svébytna dila se natdcely hlavné v prvni etapé prace s timto for-
matem v letech 1958-1963. Ani poté individualné natocena televizni pisnicka z produkce
zcela nevymizela, ale od roku 1963 zacala televizni pisnickové zabavé dominovat pasma
zaméfend na prezentaci zpévaki a zpévacek, a hlavné hudebné pisnickové cykly vznikaji-
cive spolupréci s rozhlasovym Taneénim orchestrem Ceskoslovenského rozhlasu (TOCR)
a Supraphonem. Do té doby se vsak televizni pisnicka, coby svébytné kratkometrazni
kompaktni dilo, diky stale vétsimu poctu televiznich koncesionarti zaslouzila mimo jiné
o pronikani moderni tane¢ni hudby na venkov, jinak tradi¢né oplyvajici hudbou lidovou
a dechovou, a také o prosazeni této hudby v rozhlase a vétsi popularizaci na gramodes-
kach.

Televizni pisnickové cykly jako dalsi stupen vyvoje formatu televizni pisnicky

Pokrocilejsi koncepci, jez zajistovala pisiiovym nahravkam kontinudlni televizni ztvarné-
ni i uvadéni, bylo jejich nataceni na zakazku, a nadto cykly na principu seriality. Televizni
pisnic¢ka se tak vymanila z nahodilosti a transformovala se do podptirné role pro vystavbu
vétsich celkt, do podoby herecko-pévecko-tane¢nich vystoupeni, tvoticich patet hudeb-
nich pisnickovych poradii. Nové se jednalo o koncep¢né, dramaturgicky, produkéné
i marketingové promyslené porady, jichZ byla televizni pisnicka pevnou soucasti, ale také
sekundarnim vystupem.

ALBUM SUPRAPHONU

Album, to je takova véc, kam ¢lovék uklada to, co je mu milé, co mu ptipomina néjakou hez-
kou chvilku nebo pfijemnou udalost a k ¢emu se rad vraci. A proto se do alba neukladaji je-
nom postovni zndmky a vybrané predmanzelské fotografie, ale také nejmilejsi melodie
s hlasy oblibenych zpévaku a zpévacek. Ovsem, v konservované podobé, na gramofonové
desce.®)

Takhle anoncoval tydenik Ceskoslovensky rozhlas a televize novy projekt ve spolupraci
Supraphonu, CST a CSRo, a sice piehlidku nejuspésnéjsich gramonahrévek s ndzvem Ar-
BUM SUPRAPHONU. Prvni dil v podobé tfthodinového zivého koncertu se pfimym preno-
sem z prazské Sportovni haly vysilal 3. listopadu 1962 po rozhlasovych vlnach, do televi-
ze a Intervizi i do NDR, Madarska a Polska. ,Cely pofad byl ptipravovan del$i dobu

62) Milan Schulz, Pisnicky na obrazovce. Mlady svét 8, 1966, ¢. 48 (2. 12.), s. 4.
63) Anon., Prvni album Supraphonu. Ceskoslovensky rozhlas a televize 29, 1962, ¢&. 44, s. 9.
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’

skupinou povéfenych programovych pracovnikit viech zucastnénych instituci.“*¥ Slo
o prvni akci tohoto typu, a predev$im tohoto rozméru, kterd byla netrpélivé ocekavana
laickou i odbornou veiejnosti. CST, jeji spolupracovnici a jeji divaci méli v té dobé za se-
bou jiz zkusenosti s pfenosy Intervize z NDR, ktera zprostfedkovavala svoje hudebni pre-
hlidky a estrady Z MELODIE DO MELODIE a AMIGA KOKTEJL. Na zakladé téchto prenost
dostévala CST tadu dopisti s podivenim, pro¢ nase televize néco takového také neptipra-
vi a cozpak to neumi?®® Clének v tisku sice pfedem upozornoval, ze se PRVNI ALBUM
SUPRAPHONU ,,nechce vitbec zhlizet v Amiga koktejlech, které nam uz desetkrat dali
ochutnat nasi némecti prételé*,®® soucasné vsak nezastiral, Ze chce ziskat pozornost diva-
ki ¢eskych i zahrani¢nich. Supraphon mél na této akei velky zajem a podporil ji ¢éstkou
40000 K¢&s.”) Uspéch méli zastitit zkuseni pracovnici CST hudebni dramaturg Jiti Maldsek
arezisér Jifi Nesvadba. PRVNIMU ALBU SUPRAPHONU se ale nakonec vy¢itala dramaturgic-
ka roztfisténost, nestastné umisténi do Sportovni haly, vzdalenost zpévaka od mikrofonu
a orchestru, ozvuceni a dalsi problémy. Zpétné se nelze divit, nebot tfihodinovy pfimy
prenos koncertu z velké haly, s programem, kdy konferenciéfi oznami nékolik hudebnich
¢isel a ta jsou pak v jednom sledu za sebou odehrana a odzpivana, nemohl byt pro divéky,
v roce 1962 uz ptivyklé na vypravnost vychodonémeckych estrad z prenosti Intervize a na
¢eské inscenované televizni pisnicky, nijak atraktivni. Zajem Supraphonu o popularizaci
jeho nahravek formou roéniho bilan¢niho zpracovani nicméné pretrvaval, a tak se dalsi
ro¢nik ALBA realizoval, avSak ve zcela jiném provedeni. Rezii pfevzal Ivo Paukert a nato-
¢il vSechny pisnicky inscenované ve studiu, propojil je spojovaky Vladimira Dvoréka
a skute¢né vznikl potad, po némz se do CST valily pochvalné dopisy s zddostmi o opako-
vani i pokrac¢ovani.®® Vladimir Dvordk se ve svych vystupech nékolikrat zminil o Supra-
phonu, gramofonech, ¢ernych kotoucich, rozhlasu, tedy fe¢i dnesnich pojmu zapojili

tviirci product placement (obr. 15 a 16). Supraphon se v pribéhu realizace jednotlivych

64) Anon., Prvni album Supraphonu. Hudba pro radost. Novinky z oboru tanecni a zdbavné hudby, 1963, ¢. 1
(leden-brezen), s. 4.

65) Anon., Prvni album Supraphonu. Ceskoslovensky rozhlas a televize 29, 1962, ¢&. 44, s. 9.

66) Tamtéz.

67) Komplexni rozbor ¢innosti obchodniho useku SHV za rok 1962. Archiv Supraphon, nezpracovano, k. 50.

68) Dopisy divakti — II. album Supraphonu. Spisovy archiv CT, f. Inf, k. 137, inv. & 875.
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ro¢niktt ALBA naudil vydévat kompilace desek k témto poradim s predstihem, a tak napti-
klad pisnicky ze IV. ALBA SUPRAPHONU, které mélo byt vysilané 25. zati 1965, byly k expe-
dici pripraveny jiz 15. zaf{ 1965.%

Pracovnici Supraphonu na poradéch jednozna¢né deklarovali zdjem ve spolupraci
s televizi pokracovat, nebot $lo o velice efektivni zptisob propagace. V roce 1967 se v§ak
na zapisu z porady objevuje informace, ze CST poZzaduje finan¢ni podil na akeci ve vysi
140000 K¢s, coz vedeni Supraphonu povazovalo za nepfijatelné, a zacalo se vyjednavat.
Televize nakonec neptijala ani kompromisni navrh Supraphonu v podobé 50000 Kés.””
Situace vyvrcholila tim, Ze CST ,,opét zménila nézor a porad Album Supraphonu vysilat
nehodld a zatadi misto toho 31. 12. 1967 zkrdceny potad gramohitti’" Televize si v dru-
hé poloviné 60. let s nartistajicim poctem koncesiondfti a televiznich ptijimact v domac-
nostech zacala byt védoma svého dosahu a také svého vlivu na ndkupni potencial divaka
a hodlala z toho rovnéz profitovat. Supraphon se nakonec rozhodl vydat pfipravené pis-
nicky pouze na deskach a $esté, ani zadné dal$i ALBUM SUPRAPHONU se uZ na televiznich
obrazovkach neobjevilo. Nicméné spolupréce CST a Supraphonu neskonila tiplné, nebot
se obé instituce i nadéle potfebovaly — televize nahravky Supraphonu k filmovani a Supra-
phon televizi pro svoji efektivni prezentaci. Na televiznich obrazovkach tak mohli divaci
v letech 1967 a 1968 zhlédnout porady GRAMOHIT a také SUPRAPHON SHOW, coz bylo kon-
certni vystoupeni spojené s predavanim zlatych, sttibrnych a bronzovych desek interpre-
tim za prodej alb. Tento pocin souvisel s podepsanim exkluzivnich smluv se zpévaky
a zpévackami v reakci Supraphonu na vstup nahravaci spole¢nosti Panton na gramodes-
kovy trh.

VYSILA STUDIO A, PiSEN PRO RuDOLFA III.

Nejuspésnéjsimi porady se zaclenénim sledovaného formatu, koncipovanymi na principu
seriality, které soucasné znamenaji vrcholnou formu spoluprace ¢eskych kulturnich pri-
mysla v 60. letech, jsou dvacetidilny cyklus VysiLA sTUDIO A z let 1963-1966 a osmidilny
fik¢ni serial P{SEN PrRo RuDOLFA III. z let 1967-1968. Mési¢nik VysiLA sTuDIO A byl ¢a-
sopisem Melodie oznalen za ,,pofad nového typu“’? S ndpadem na cyklus, kde je jedno-
duché d&jové pdsmo propojené pisnickovymi novinkami z produkce TOCRu, ptisel Da-
rek Vostrel a Jaromir Vasta. Cilem bylo seznamit divéky atraktivni formou s produkci
tohoto télesa, coz bylo pokazdé explicitné zdliraznéno v titulcich i moderatorem poradu
Karlem Stédrym z Rokoka (obr. 17 a 18). Nésledujici PiseX Pro RupoLra III. byla uz na-
rativnim fikénim seridlem, pro néjz byly nékteré pisnicky dokonce psané na miru, aby lépe
zapadly do déje. Hlavnimi postavami serialu byli ¢lenové rodiny Vandasovych, v ¢ele s ot-
cem Rudolfem (Darek Vosttel) a jeho dcerou Sarkou (Iva Janzurova). Otec Rudolf byl pi-
li§ zaméstnan praktickymi vécmi a povolanim feznika, naopak Sarka byla rozvernou teen-
agerkou s hlavou v oblacich, plnd fantazirovani, a pravé sny a fantazie umoznovaly
zakomponovat do serialu pisnicky v podani populdrnich zpévaku (obr. 19-22).

69
70
71
72

Zapis z porady vedeni obchodniho tiseku ze dne 30. srpna 1965. Archiv Supraphon, nezpracovano, k. 45.
Zapis z porady vedeni 4. 7. 1967. Archiv Supraphon, nezpracovano, k. 47.

Zapis z porady vedeni 12. 9. 1967. Archiv Supraphon, nezpracovano, k. 47.

nd, Vysila studio A. Melodie 2, 1964, ¢. 3, s. 43.
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Vv

Z hlediska synergie pramysli jsou tyto dva seriadly rovnéz nejdilezitéjsimi priklady
efektivniho propojeni pramysld, a to na bdzi spoluprace s prvky tzv. klientelismu. Totiz,
produkce obou projekti byla zastiténa tfemi osobami ze zainteresovanych instituci: Dar-
kem Vosttelem, feditelem divadla Rokoko, Jaromirem Vastou, rezisérem CST a rovnéz
blizkym spolupracovnikem Rokoka, Josefem Vobrubou, dirigentem rozhlasového TOCRu,
soucasné hudebnim dramaturgem Rokoka, posléze angazovanym i do Supraphonu v ram-
ci nové vzniklych produkénich jednotek. V této souvislosti se mluvi a piSe o tzv. V-triu
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(Vosttel-Vasta—Vobruba), které do nahravani v rozhlase a prezentaci v televizi prosazova-
lo predevsim pisnovou produkci a pévecké tvare Rokoka, nebot vsichni tfi aktéti byli
s timto divadlem spojeni. Pisni¢ky z jevistniho predstaveni Vostrelova Rokoka nahral
Josef Vobruba s TOCRem a do televizni podoby je reziroval Jaromir Vasta. Tym kolem
Darka Vosttela tak obsahl pozice ve v8ech kli¢ovych médiich potfebnych k popularizaci
svého repertoaru a pévecko-hereckého souboru. Je faktem, Ze v$ichni tfi ,,Vé¢kati“ byli na-
paditi, ve svém oboru odborné i organiza¢né zdatni, zapéleni pro véc, méli blizko k mo-
derni tane¢ni hudbé a pisnicce, dokazali spolupraci koordinovat, projekty prosazovat a rea-
lizovat. Pro kazdého z nich, i pro kazdou instituci, kterou zastupovali, pak z této efektiv-
ni kooperace pramenil nejen dilezity ekonomicky profit, ale také prestiz. Divadla byla
iv 60. letech tlacena do ekonomické sobéstacnosti, a tak prezentace Rokokovych zpévaku
Vaclava Neckare, Marty Kubi$ové, Heleny Vondrackové, Waldemara Matusky a dal$ich
v atraktivnich poradech na televizni obrazovce zajistovala této divadelni scéné nabity sal
a samotnym zpévaktim do té doby bezprecedentni status pop-hvézd. Kritice ob¢as podlé-
hal rozhlas, respektive Josef Vobruba za to, ze v ramci spoluprace V-tria preferuje k nahra-
vani i do vysilani Vosttelovy chranénce, a podobné se jednu dobu zdélo, ze VYsiLANT sTU-
DIA A dominuji titiz interpreti. Darek Vostfel dostaval v rozhovorech dotazy sméfujici
k uspéchiim jeho svéfencti a na know-how, s jehoz pomoci se mu dafi transformovat ta-
lenty ve hvézdy. V jednom z dilt pofadu KAM DNES VECER, MILY PANE? z roku 1968 se po-
dle dochovaného scénare Vostrel k tomuto tématu se zleh¢ujicim podtextem vyjadril,
kdyz na polozenou otazku: ,,[...] chtél bych u vas v divadle zpivat. Jak se to déld.“ odpové-
dél: ,Jednoduse. Vezme se zpévak, zavola se panu Vobrubovi, ten prinese noty, lidem se to
1ibi a je to. Dnesni nasi zpévaci zadinali takhle.“”

Prvnim krokem k budouci spolupraci V-tria na vzniku uvedenych poradii a obecné
prosazeni se divadelnich tviirct v televizi byla uz v roce 1960 schtizka se spisovateli a au-
tory malych humoristickych zanra a satirickych forem. Jak jiz bylo uvedeno, tikolem tele-
vize bylo tyto porady pfipravovat a zkvalitiiovat, neméla vSak pro to dostatek vhodnych
pracovnikt. Schiizky 18. bfezna 1960 se zucastnili mimo jinych téZ zastupci Rokoka a Se-
maforu, ptitomni byli dramaturgové televizni redakce HULIZA. Debatovalo se o problé-
mech humoru a satiry v televizi, o realiza¢nich moznostech i honorarovych podminkach.
Dohodlo se, Ze véem zucastnénym se umozni seznamit se s tvorbou televizniho scénare,
s pripravou televiznich potadd, Ze se budou uzavirat individualni smlouvy a Ze schiizky
s autory se budou za icelem vymény zku$enosti svolavat alespori dvakrét v roce.” Tento
moment znamenal oteviené dvere pro vstup ptvodné divadelniki do televize, potazmo
televizni zabavy. Uvedeni prvniho dilu VysfLA sTUDIO A v fijnu 1963 predchazel také do-
kument Hlavni tkoly Cs. rozhlasu v roce 1963, v némz se deklaruje snaha i potieba ,,usku-
te¢nit vSechna dohodnuta opatfeni k rozvoji skute¢né spoluprace s televizi tak, aby ve dru-
hém pololeti byla dusledné uplatiiovana a projevovala se v programu®’ Veskeré tyto

73) Kam dnes vecer, mily pane? Osma pozvanka na zabavu, kterou uvadi zaslouzild umélkyné Ljuba Hermano-
vé a ve které navstivime ,Kladivadlo“ z Usti nad Labem a divadélko Rokoko v Praze. Archiv hlavniho més-
ta Prahy (AHMP), f. 1307 Divadlo Rokoko, k. 88.

74) Zprava o schlizce se spisovateli a autory humor. zanrd. Spisovy archiv CT, f. Vel, k. 88, inv. &. 708.

75) Programové besedy 1959-60. Hlavni tkoly Cs. rozhlasu v roce 1963. Archiv CRo, nezpracovéno, k. 72.
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predchazejici akty formovaly pracovni prostfedi a moznosti spoluprace zucastnénych
pramysla do stavu, do néhoz pak se svymi napady a naméty realiza¢né vstoupilo V-trio,
tedy Vosttel, Vobruba, Vasta, a také jiz pouceny a pruznéjsi Supraphon s vylisovanymi
deskami, pfipravenymi k prodeji uz v den premiéry daného poradu.

Televizni pisnicka nebyla jen pasivnim produktem, nybrz se stala i aktivnim hybatelem
procesti. V dobé, kdy si do spole¢nosti pronikajici malé hudebni zanry s moderni tane¢ni
pisni vynutily u Supraphonu prechod od dlouhodobého planovani k plantim kratkodo-
bym, reagujicim na chovani trhu a na vznik $lagrt, musela si i televize za¢it uvédomovat,
ze pouhé prenosy koncertnich vystoupeni se zpévaky toporné stojicimi u mikrofonu pte-
stavaji dobovym pozadavkiim stacit. Slo viak o tviiréi invence jednotlivych filmatii, kteii
nakonec genezi formatu televizni pisnic¢ky zapricinili. Cely proces tak vzesel tzv. zdola, bez
jakychkoliv predem pfipravenych a planovanych produkénich zamért. Podnét nedal
Supraphon ani rozhlas, dokonce ani samotnd televize. Ta reagovala az nasledné. Ve své
dobé byla televize také jedinym vyrobcem a jedinym distributorem televiznich pisnicek,
tudiz se na ni posléze zacaly obracet jiné instituce reprezentujici kulturni pramysly s na-
vrhy na cilenou propagaci své ¢innosti a svych produktt s cilem dosazeni nebo zvys$eni
zisku, spolec¢enského vlivu i prestize.

Motivace a rysy této spoluprace v tehdejsi vrcholné podobé demonstruje fungovani
tzv. V-tria, tedy Darek Vostiel — feditel divadla Rokoko, scendrista, autor divadelnich her
i televiznich namétt a scénara, herec, moderator, vyhledavac péveckych talentt, dnesnimi
slovy schopny manazer, dale Josef Vobruba — hudebni skladatel, aranzér pisni, dirigent
Taneéniho orchestru Ceskoslovenského rozhlasu a sou¢asné hudebni dramaturg divadla
Rokoko, posléze jeden z producentii Supraphonu, a za tfeti Jaromir Vasta — televizni re-
zisér a soucasné rezisér divadla Rokoko. Tato trojice v sobé kumuluje véechny sledované
kulturni pramysly a ukazuje, jaké zajmy tyto pramysly sledovaly. Divadla malych forem,
ktera stdla na pocatku déni predevsim diky své pisnickové tvorbé, jiz bylo mozné v televi-
zi vizuadlné ztvarnovat, si ucasti v televiznich hudebné zabavnych pisni¢kovych poradech
zajistovala plné hledisté béhem svych predstaveni a snazila se tak resit ekonomickou sobé-
sta¢nost. Supraphon, ktery mél v ramci pokroku za cil popularizovat gramofonovou des-
ku jakozto médium, rad prejimal k vydavani zakazniky vyhleddvané nahravky modernich
tane¢nich pisnicek, coz soucasné prinaselo finance na jeho exkluzivni a prestizni, avsak ne
tolik vydéle¢né edice s nahravkami vazné hudby. Rozhlas diky zaloZeni svého hudebniho
télesa Tane¢niho orchestru Ceskoslovenského rozhlasu a jeho rozitépeni na jazzovou sek-
ci a sekei orientujici se na produkci moderni tane¢ni hudby produkoval svoje vlastni na-
hrévky pro vysilani a sou¢asné je poskytoval Supraphonu k vyd4véani na deskach. Uspés-
nost nahravek pak rozhlas nasobil jejich prezentaci coby novinek v hudebné pisnickovych
televiznich cyklech. Zdjem televize byl mit dostatek ptivodni pisni¢kové tvorby k jejimu
vizualnimu ztvarnéni, ¢imz se snazil vyhovét poptavce divakd, prahnoucich jak po zaba-
vé, tak postupem ¢asu po moznosti vidét na obrazovce svoje oblibené pop-hvézdy. Televi-
ze timto uspokojovanim divackého zdjmu sledovala jednak potfebu naplnit pozadavky di-
vakill na zaslouzeny oddech po celotydenni praci a v kone¢ném disledku navy$ovani
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Obr. 23 Fotografie zpévakti z Midem v Cannes 1968 © CTK (foto), 2020

poctu televiznich koncesionaru, tedy dovrseni statusu masového média. Nic z toho by se
v$ak neudalo, nebyt postupného liberalizaéniho procesu ¢eskoslovenské spole¢nosti v 60.
letech.

V ramci synergie kulturnich pramyslti — obrazné feceno - vnesla televizni pisnicka do
socialistického hospodarstvi prvky trzniho prostfedi a dala vzniknout marketingové
a manazersky fungujicim ostriivkiéim v limitech socialistického ztizeni. V 60. letech tak lze
nachdzet pocatky organizacnich platforem showbyznysu, zndmé z pozdéjsich let. Cely
tento proces pak znamenal nebyvaly rozvoj popkultury s projevy hvézdné slavy interpre-
tt tane¢nich pisni, kulminujici v druhé poloviné 60. let do statusu pop-hvézd. Zasluhu na
tom mélo vy$e uvedené V-trio, které svymi pracovnimi postupy vyrabélo z talentt hvéz-
dy. Zpévaci jako Karel Gott, Waldemar Matuska, Josef Laufer, Vaclav Neckar a zpévacky
Marta Kubisova, Helena Vondrackova, Yvonne Pfenosilova se v roce 1968, v dobé své vr-
cholné slavy, zacastnili mezindrodniho veletrhu gramofonového primyslu MIDEM
v Cannes. Zaznamenali tam velky uspéch, prilakali pozornost zahrani¢nich manazert
a producentt, a néktefi z nich stali na poc¢atku rozjednanych zahrani¢nich kariér. Nadse-
ni a radost nejen z téchto tspéchu se otiskly do fotografie, jez v Cannes vznikla (obr. 23),
a jeZ se az ndpadné podoba témér ikonické fotografii rezisérti nové vlny s jejich optimis-
ticky rozjivenymi tvatemi (obr. 24). Z kontextu obou téchto fotografii lze ¢ist velky poten-
cidl, ktery nase spole¢nost a kultura v priibéhu liberaliza¢nich 60. let nabyvala, avsak kte-
ry se vlivem vstupu vojsk Varsavské smlouvy dne 21. srpna 1968 a nasledného obdobi tzv.
normalizace jiz nepodafilo kontinualné rozvinout a zuro¢it. Nicméné na jiz polozené za-
klady struktur hudebniho showbyznysu navazali novi hraci se svymi péveckymi stalicemi
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Obr. 24 Ikonicka fotografie tviircii ¢s. nové viny © Tibor Borsky

¢i novymi potencidlné hvézdnymi objevy. Tyto kolem sebe koncentrovali vétsinou $éfové
a dirigenti orchestrt (naptiklad Ladislav Staidl) nebo hudebnici a skladatelé (napiiklad
Karel Svoboda), kteti byli dobrymi obchodniky a manazery, zastavali vlivné pozice, a pte-
devs$im obsahli potrebné kontakty do nahravacich spole¢nosti a médii. V 80. letech se pak
kromé ¢innosti tehdy upozadénych, a tudiz dnes $irsi vefejnosti prakticky neznamych hu-
debnich manazert jednotlivcli utvarely tzv. stdje (napriklad FrantiSek Janecek, Petr
Hannig), jejichz aktéti se v pop-music tak aspésné prosadili skrze svoje manazersko-pro-
ducentské schopnosti zahrnujici jak spravné kontakty a osobni protielost, tak predevsim
ideologickou nezavadnost a jednoduchou libivost tvorby. Mnoho z nich se nasledné doka-
zalo transformovat i do pomérti po roce 1989 a svymi hudebnimi produkty ovliviiuji
branzi a mainstreamovou kulturni sféru dodnes.

Miroslava Papezova absolvovala magistersky program Teorie a déjiny filmu a audiovizudlni kultu-
ry na Filozofické fakulté Masarykovy univerzity. V souc¢asné dobé je interni doktorandkou oboru
Filmova véda na Filozofické fakulté Univerzity Karlovy. Zajima se predevsim o historicky vyzkum
v ramci déjin ceské kinematografie a audiovizualni kultury po roce 1945. Vénuje se hlavné formatu
televizni pisnicky, historii televizniho vysilani a zabavy, hudebnim filmtiim a formatim, spolupraci
kulturnich prtimysla, popkultute a vyzkumu hvézd. Prilezitostné publikuje v oborovych periodi-
cich. Aktudlné je hlavni fesitelkou studentského projektu ,, Ladislav Rychman - reZisér mezi filmem,
divadlem, hudbou a televizi®

(Kontakt: mirkapapezova@seznam.cz).
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Citovana audiovizualni dila:

Album Supraphonu (Jiti Nesvadba, Ivo Paukert, 1962-1967), Babiccina krabicka (Zdenék Podskal-
sky, 1963-1964), Babicko, nauc¢ mé charleston (Milan Tichy, 1961), Bejvdvalo (Zdenék Podskalsky,
1965-1968), Cdry a kouzla (Jan Roh&¢, Vladimir Svitacek, 1960), Cas slunce a riZ (Jan Némec,
1968), Ddme si do bytu (Ladislav Rychman, 1958), Dnes vecer bez zdvady (Ladislav Rychman, 1958),
Gramo von balet (Evald Schorm, 1966), Gramohit (Ivo Paukert, 1967-1968), Irene, jdi spdt (Evald
Schorm, 1964), Jezdim bez nehod (Jan Roha¢, Vladimir Svitacek, 1961), Jo, tfesné zrdly (Evald
Schorm, 1964), Kdo, s kym, o cem, pro koho (Ivo Paukert, 1965-1967), Kdyby tisic klarinetii (Jan Ro-
ha¢, Vladimir Svitacek, 1964), Mackie Messer (Ladislav Rychman, 1960), Malé koté (Jan Rohac, Vla-
dimir Svitacek, 1961), Marnivd sestenice (Jan Rohdé, Vladimir Svitacek, 1961), Ndhrdelnik melan-
cholie (Jan Némec, 1968), Neony (Jan Kaddr, 1963), Obnosend vesta (Ladislav Rychman, 1961), Piseri
pro Rudolfa III. (Jaromir Vasta, 1967-1968), Pisnicky kolem nds (komponovany potad — rtzni rezi-
séfi, od roku 1959), Pisnicky na zitra (Ivo Paukert, 1960-1965), Praminek vlasii (Jan Kadar, 1959),
Proudy ldsku odnesou (Jan Némec, 1969), Slunicko (Jaromir Vasta, 1961), Starci na chmelu (Ladislav
Rychman, 1964), Supraphon show (Jaromir Vasta, 1968-1969), Ta nase pisnicka ceskd (Zdenék Pod-
skalsky, 1967), Tisic pohledii za kulisy (Ladislav Rychman, 1960), Vysild studio A (Jaromir Vasta,
1963-1966), Zéervend (Jan Roha¢, Vladimir Svitdcek, 1963), Zdvorily Woody (Jan Roha¢, Vladimir
Svitacek, 1963), Zhasnéte lampiony (Jan Roha¢, Vladimir Svitacek, 1962), Ztracend revue (Zdenék
Podskalsky, 1961), Zivot je pes (Jan Roha¢, Vladimir Svitdcek, 1963).
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SUMMARY

Who, with Whom, about What, for Whom

The Genesis of the Television Song Format and Culture Industries Cooperation
in Czechoslovakia in the 1960s

Miroslava Papezova

This study is a historical research work focused on the specific audiovisual format called television
song, which was the music video forerunner made by Czechoslovak Television since 1958. The re-
search is focused on the early years of working with this format until 1968/1970, which was the his-
torical milestone representing the shutdown of the liberalization process in Czechoslovakia follow-
ing the Soviet-led invasion on 21st August 1968. The aim of this work is to clarify the genesis of the
television song format as a part of television entertainment which was the production field for film-
ing this format. This study also proves how elastic the format of the television song was and how it
contributed to more flexible and effective cooperation among culture industries. This work reveals
a synergy of culture industries (theatre, television, film, radio broadcasting companies, recording
companies) as well as the (non)specificity of their cooperation in the socialist state and its economy.
The final ambition is to outline a new perspective on the audiovisual formats in the context of the
1960s, thus paving the way to a more structured view about the nature and peculiarities of audiovis-
ual production during this period in Czechoslovakia.

kli¢ova slova: televize, televizni pisnicka, videoklip, kulturni pramysly, popkultura

key words: television, music video, culture industries, pop culture, television entertainment
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Editorial

Themed section of this issue of Iluminace has its origin in the “Interface Symposium” held
at the Czech National Film Archive in Prague on November 1, 2019. The symposium
marked a special occasion, for it commemorated the 30" anniversary of this journal. We
built upon the tradition established during the last major (25") anniversary, which was
celebrated by two lectures by David Bordwell, and brought notable film and media schol-
ars to Prague. This time, we decided to organize a symposium around a topic that is both
current and firmly established within our field of study, and that also unites theoretical
and practical concerns. The notion of interface presented such a transversal theme that it
allowed us to invite leading media theorists (Jay David Bolter, Miriam De Rosa, Daniel
Strutt) as well as figures from the emerging “artistic research” scene (Chloé Galibert-Lainé,
Kevin B. Lee, Metahaven).

In film and media studies, interface is generally understood as a structure that medi-
ates encounters between two or more diverse realities, and that is increasingly responsible
for our everyday contact with the outside world in the digital reality. In 1997, Lev Manovich
described cinema as a “cultural interface’, a basic language that enables computer users to
access and interact with digital images, sounds, and texts, and sparked a huge debate that
more or less continues to this day. Whereas Manovich’s privileging of cinema over other
prominent media of the 20" century or his necessarily reductive vision of cinematic lan-
guage have been criticized over the years, his concept remains a useful tool for analyzing
the emerging media forms, from computers through smartphones to virtual reality, which
bring with themselves a promise of a new perception of the world yet are still entwined in
older means of expression. The presentations delivered at the symposium focused on ways
in which the early notions of interface can be actualized or transformed face to face with
the current technological development on the one hand and the evolving means of cine-
matic expression on the other.
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Of the six presentations delivered at the symposium, three were developed for publi-
cation, each concentrating on a very different aspect of what cinema as an interface is and
can be.

The study by Miriam De Rosa can be seen as a contribution to the spatial turn in film
studies. De Rosa focuses on the Spatial City installation by Milan-based Studio Azzurro,
first presented at Expo 2010 in Shanghai, and through it deepens reflections on space-im-
age as a specific viewing experience influenced by the environment. The environment of
the Spatial City, De Rosa argues, works as a sensitive interface which actively interacts
with visitors, their memories and impressions of the city, creating the experience of ex-
change.

In the second paper, Chloé Galibert-Lainé introduces the notion of “netnographic cin-
ema’, an umbrella term that includes contemporary experimental films which document
an online community by appropriating and re-editing media produced by members of
that community, thereby resonating with the aims of traditional ethnographic cinema. By
comparing two netnographic films made from the same online material — Penny Lane’s
The Pain of Others (2018) and a desktop documentary that Galibert-Lainé produced in re-
sponse to Lane’s film, entitled Watching the Pain of Others (2019) — the author articulates
why such “netnographic” films can be understood as “cultural interfaces”, as defined by
both Lev Manovich and Indigenous scholar Martin Nakata. On the one hand, she argues
that Manovich’s theoretical framework offers an original way to approach the netnograph-
ic practice, allowing specifically for a problematization of its cultural implications. Sym-
metrically, she also shows that focusing on these films can enrich our perception of what
“cultural interfaces” are and what they do — thus allowing for an expanded understand-
ing of Manovich’s theory in light of postcolonial and indigenous studies.

The third article, written by Daniel Strutt, speculates on the cultural and subjective val-
ue of Virtual Reality content that focuses on spiritual, religious, or ‘mystical-type experi-
ences’ (MTEs). Drawing issues of critical theology and media technology together with
a consideration of the aesthetics of mystical or metaphysical experiences, the author asks
what specific types of VR content might offer an enhanced interface to sensations that ap-
proximate mystical or transcendent experience. In reaching an understanding that even
an “authentic” mystical experience is essentially virtual and technological, and accepting
that all such mystical “interfaces” are best understood as practices of ontological self-re-
flection, this article finally asks what the usefulness is of this technical form (the VR head-
mounted display) at this specific time of social and environmental crisis. Could VR in its
increased immersivity, interactivity, and interfacial complexity potentially serve as a bet-
ter medium for ontological reflexivity — as an enhanced “interface to the infinite” in the
words of Laura U. Marks — or does it, by making space, objects, bodies, and information
more material and operational, actually foreclose virtuality?

Besides these three original articles, this issue also includes an extensive interview
with a keynote speaker, Jay David Bolter. The interview returns to the concept of remedi-
ation, which Bolter introduced in 1998 together with Richard Grusin, and tries to look at
the changes related to digital culture through it. Through remediation, Bolter explains, for
example, the experience of virtual reality — he recalls that references to VR as the “last
medium” have repeatedly shown how important the context of other media is for under-
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standing the meaning of a given medium. To understand the current saturation of every-
day life with digital culture, which he presents in his latest book, The Digital Plenitude,
Bolter goes back to the period after World War II. He sees this era as the beginning of the
disintegration of cultural hierarchies and the birth of new (prod)user communities.

All of these encounters between cinema, interface, and digital reality strive to convey
the idea that cinema as a form of vision, expression, and mediation still persists — wheth-
er reflected in the ever-emerging forms and techniques of mediation or transformed
through specific artistic practices. We hope that this collection not only contributes to the
international debate on cinematic and other interfaces permeating our reality but also
sparks diverse creative solutions that could help us survive in this reality.

LC-JA
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Miriam De RosaV (Coventry University)

On Interfaces as Moving Image
Configurations in Space

In the era of “film as an experience’,? a rich debate has been focussing on coming to terms
with existing definitions and proposing new ones able to grapple with the moving image
formations the so-called post-cinema has brought about. While the majority of the efforts
have proposed a revision or a new reading of the categories that have traditionally charac-

terised our way of thinking of film moving across the territory of ontological enquiry,” less
frequent is the consideration of how the contemporary production and reception of mov-
ing images increasingly involves the employed dispositifs” and interfaces.

In what follows I wish to adopt the latter approach, with the aim of looking beyond

medium specificity, which I find imposes constraining coordinates to the discussion. To

1)

An early and complementing version of this text has been published as Dwelling with Moving Images in
Dominique Chateau and José Moure (eds.), Post-cinema (Amsterdam: Amsterdam University Press, 2020).
I wish to thank the anonymous reviewer for having suggested a number of stimulating points on my work.
Janet Harbord, Film Cultures (London: Sage, 2002). Comp. Francesco Casetti, The Lumiére Galaxy: Seven
Keywords for the Cinema to Come (New York: Columbia University Press, 2015).

Anne Friedberg, “The End of Cinema: Multimedia and Technological Change; in Christine Gledhill, Linda
Williams (eds.), Reinventing Film Studies (New York: Bloomsbury, 2000), pp. 438-452. Comp. Rosalind E.
Krauss, ‘Reinventing the Medium, Critical Inquiry, vol. 25, no. 2, (1999), pp. 289-305. Comp. Rosalind E.
Krauss, A Voyage on the North Sea. Art in the Age of the Post-medium Condition (New York: Thames &
Hudson, 1999). Comp. Paolo Cherchi Usai, The Death of Cinema: History, Cultural Memory and the Digital
Dark Age (London: BFI, 2001). Comp. David N. Rodowick, The Virtual Life of Film (Cambridge MA:
Harvard University Press, 2008). Comp. Francesco Casetti, ‘Filmic Experience, Screen, vol. 50, no. 1, (2009),
pp. 56-66. Comp. Francesco Casetti, ‘Back to the Motherland: the film theatre in the postmedia age} Screen,
vol. 52, no. 1 (2011), pp. 1-12. Comp. Jacques Aumont, Que reste-t-il du cinéma? (Paris: Vrin, 2012). Comp.
André Gaudreault, Philippe Marion, The End of Cinema? A Medium in Crisis in the Digital Age (New York:
Columbia University Press, 2015).

I do not translate dispositif as apparatus as this would be reductive and would convey the idea of a more ‘sta-
ble formation, traditional and recurrent in its composition and structure. I owe a similar use of the term to
Raymond Bellour, Between-the-images (Zurich: JRP/Ringier, 2012).
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do so, I'look in particular at how the experience of moving images is articulated when it
enters art spaces, observing how the setup serves as spatial interface facilitating and allow-
ing for the unfolding of the exhibited works and their consumption.

Situating artistic moving images in relation to the spatial turn in film studies,” I am in-
terested in the contamination between cinema and art with regards to spectatorship and
in particular in the ways in which a more distinct horizon of operationality characterises
the agency of spectators/visitors. Moving from a phenomenological perspective, the kind
of moving image experience I look at is the one belonging to the subject, by which I mean
a spectator/visitor living and performing an embodied experience, who is embedded in
physical space. In this view, the contemporary experience of artistic moving images that
I shall study does not simply raise the important issues revolving around the increasingly
algorithmic creation, distribution, recycling, remix and reordering of cinema, but because
it is situated it poses the question of dwelling, too. Considering space as a key element in
the configuration of moving images, the observation of the location where these unfold,
are exhibited, installed and consumed makes it even more apparent how they are woven
into the networked texture of everyday life and practices. Differently put, the experience
of moving images results from a complex set of elements where text and context contrib-
ute equally. The concept of the postdigital, in this instance, may perhaps help in coming to
terms with this, as it refers precisely to the mix of content and the situation “containing”
it. In the frame of a postdigital world, then, moving images work as a fibre of our reality;
they inhabit the same space we inhabit and allow us inhabiting it through the image.

Relationality reloaded: space, moving images and the postdigital

The increasing presence of moving images in gallery spaces is certainly not a new trend
but, entering its second century, cinema is at the centre of a process of interaction, at times
integration, and exchange with a system of image consumption that does not only influ-
ence its language but powerfully impacts on it as a medium.” Observing these dynamics
from a slightly different point of view, art critic Nicolas Bourriaud coined the fortunate
phrase “relational aesthetics” to describe precisely a kind of art that defines and constitutes
itself in the act of opening outwards, and in particular towards the public. If in the case of
the art Bourriaud has in mind, “the exchanges that take place between people [...] turn
out to be as likely to act as the raw matter for an artistic work’,® cinema in the age of the
postdigital also opens up, namely to a variability of modes of production, distribution, re-
ception, subsequent elaboration and recycling, as well as to a myriad of possible formats.

5) E.g. Maeve Connolly, The Place of Artists Cinema: Space, Site and Screen (Bristol: Intellect, 2009). Comp.
John David Rhodes, Elena Gorfinkel (eds.), Taking Place: Location and the Moving Image (Minneapolis: Uni-
versity of Minnesota Press, 2011).

6) Florian Cramer, ‘What is post-digital?’ 2013, Post-digital-research. Online: <http://post-digital.projects.cavi.
au.dk/?p=599>, [accessed 20 April 2020]. Comp. David Berry, Michael Dieter (eds.), Postdigital Aesthetics:
Art, Computation and Design (Basingstoke: Palgrave Macmillan, 2015).

7)  Elizabeth Cowie, ‘On Documentary Sounds and Images in the Gallery, Screen, vol. 50, no. 1 (2009), pp. 124-134.

8) Nicolas Bourriaud, Relational Aesthetics (Paris: Les Press du Réel, 2010), p. 37.
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This reshuflles the relationship of moving images with other media, with themselves and
their histories. Engaging in a reflection on this is then a way to rethink moving images in
light of a relational system based on the interconnections among processes, discourses
and disciplines, which proceeds by relation. This does not imply a focus on relation per se;
in fact, it rather employs it structurally to describe the procedure that articulates the tem-
porary formation of moving image configurations, in the awareness that while relation —
we could equally say interfaces — is the means, the ultimate result of the process are these
configurations.

The elements composing the moving image configurations I study, then, are not sim-
ply associated with one another relationally or aesthetically; instead they organically come
to be part of the same assemblage, as temporary as it may be: they work together as an en-
tity, as a specific dispositif, as essential parts of that very formation, located in that very
space which is informed by their presence, as I'll explain further below. Each component
contributes in its own way to that configuration that “lives and breathes” thanks to the mu-
tual positions and contributions of the others, to which they connect in a structural, or-
ganic fashion.

Already in the 1960s and 1970s, but more systematically from the 1990s, “[f]ilm or
filmic effects are so pervasive in the art world they have begun to reformat all kinds of oth-
er practices”” With the benefit of living some 15 years after this statement was first shared,
I would contend that the situation is now possibly more exacerbated: it is very rare not to
encounter moving images in museums and art spaces, regardless of the content of the col-
lection or the selection they exhibit. In fact, moving images do not enter art spaces only in
the form of objects on display per se; on the contrary, they are employed according to var-
ious strategies that involve and insert them in the mechanics of galleries as dispositifs. We
tend to forget or to take it for granted because this is by now an entirely naturalised prac-
tice, as totally naturalised and familiar as are the interfaces that make them accessible, but
it is worth reminding how moving images in art spaces are not limited to the presence of
artists’ films or video installation projects. On a more procedural, technical, and subtler
level, screens and displays are used as digital signage tools that require the public to watch
them. Whilst this is certainly not comparable to the experience of watching a film or a vid-
eo art work installed in the gallery, such experience demands nonetheless a specific set of
actions and establishes an equally specific set of expectations from the viewer. What hap-
pens in these instances is that a “screen-sphere”® emerges in the art space implying
a number of practices and establishing an economy of the attention that borrows from the
etiquette and the mechanisms characterising cinematic experience.

Looking more closely, what happens to the space where these dynamics unfold is that
the introduction of screens and moving image-based tools in the museum builds a sort of
bubble that gathers the subjects around them and determines — albeit with a fairly wide
range of possibilities — their attitudes and behaviours within the art space. Such bubble,

9) Hal Foster, Malcolm Turvey, Chrissie Iles, George Baker, Matthew Buckingham, Anthony McCall, “The Pro-
jected Image in Contemporary Art, October, no. 104 (Spring 2003), p. 93.

10) Vivian Sobchack, ‘From Screen-Scape to Screen-Sphere: A Meditation in Medias Res, in Dominique
Chateau and José Moure (eds.), Screens: From Materiality to Spectatorship — A Historical and Theoretical
Reassessment (Amsterdam: Amsterdam University Press, 2016), pp. 157-175.
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such screen-sphere, might give the idea of a process informed after a centripetal force;
however, this is not simply an inward-looking event that solely acts upon the interior of
the museum. On the contrary, the same screening situation eliciting and favouring a view-
ing experience that is typical of cinema occurs when the museum space itself is remediat-
ed into a viewing surface which displays the pieces outwards. This allows for an outward-
facing distribution and consumption of the art that is otherwise only accessible once
overcoming the institutional and economical barriers that generally regulate the access
to it.

The examples in this instance are countless, but works such as Doug Aitkens Sleep-
walkers, commissioned by the MoMA in 2007 for its central Manhattan venue, are a case
in point. Comprised of 5 video pieces, the artwork has been installed taking advantage of
the external walls of the museum building, both those facing the Sculpture Garden and
those actually facing outwards. This seemed to respond to a logic of extension and open-
ing, whereby the moving image literally “made room for itself”, discarding the binary in-
terior/exterior, and re-designing the balance between the two, as well as the relationship
between the private/institutional and the public spheres. As in a sort of reverse configura-
tion, the gallery walls become a double-sided surface for art — meaning by that Aitken’s
gallery film. They articulate a trajectory and provide an architecture to the public’s visit at
the museum if taken in their internal side. Contextually, however, the same walls work as
outdoor screens too, making the artworks public'” with no requirement to buy any tickets

Fig. 1: Doug Aitken, Sleepwalkers (2007). Photo moma.org

11) Due to space constraints, I cannot delve here into a close analysis of Sleepwalkers; further details and visuals
can however be found online. Please refer to the installation website: <https://www.moma.org/interactives/
exhibitions/2007/aitken/>, [accessed 20 April 2020].
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to watch the films, no indications of where to stand, sit or stop to have the best view of the
screens, nor of the duration, temporal development, beginning or end point of the screen-
ing.'” Allin all, these aspects contribute to metaphorically (but also very practically) show
how the spread of moving images outside the classic cinematic precincts works, what
role the spatial element plays, what challenges it poses and what are the reactions of the
public.

The generative possibility of place

As I have briefly mentioned, the reading of such processes that I would like to argue for is
one considering first and foremost space and the position of the entities situated therein
alongside the moving image. In this view, the subjects, as much as the moving image itself,
have a power to practice and activate the space they are in. In the framework I am sketch-
ing, I propose to define this action on space as design. Such function is followed by a sec-
ond action that puts into practice the concept offered by the overall design, whereby the
space undergoes a disposition, that is, a re-articulation that functionally facilitates the de-
sign by establishing the conditions for it to move from a status of potentiality to one of re-
ality. When applied to screen media dispositifs as those in our galleries, as well as the set-
up and the interfaces used, work precisely in making this shift possible, that is, to link and
connect, to turn the reality of a space into the generative possibility of a place. It is in fact
worth specifying how these processes impact on the definition of the environment where
they unfold. I have thus far used the term space to mean the spatial extension where the
subject, the moving image and any other entity is located. To be more specific, however,
I would suggest to differentiate the environment taken in its neutral character and the
practiced, lived environment once this is informed by the entities it contains, as is it rath-
er incontestable that when an entity enters a certain environment this is marked by its
presence. In line with phenomenology and more specifically with Martin Heidegger’s phi-
losophy of space,'? I term the neutral environment space and the marked environment
place. The main difference between the two concepts is that while space is pure extension,

12) A rich literature addresses the characteristics of gallery films and their pattern of consumption. In the im-
possibility to provide a full overview on this, please see the key contributions in this area, such as Catherine
Fowler, ‘Room for experiment: gallery films and vertical time from Maya Deren to Eija Liisa Ahtila, Screen,
vol. 45, no. 4 (2004), pp. 324-343; Catherine Fowler, ‘Remembering cinema elsewhere: introspections and
circumspection in the gallery films, Cinema Journal, vol. 2, no. 51 (2011), pp. 26-45; Tanya Leighton (ed.),
Art and Moving Image: A Critical Reader (London: Tate/Afterall, 2008); Connolly, The Place of Artists Cine-
ma: Space, Site and Screen; Andrew Uroskie, Between the Black Box and the White Cube: Expanded Cinema
and Postwar Art (Chicago and London: University of Chicago Press, 2014); Frangois Bovier, Adeena Mey
(eds), Exhibiting the Moving Image: History Revisited (Zurich: JRP Ringier, 2015).

Martin Heidegger, ‘Art and Space, (or. 1969) reprinted in Man and World, vol. 6, no. 1 (1973), pp. 3-8.
Comp. Martin Heidegger, ‘... Poetically Man Dwells.. ), in Poetry, Language, Thought (New York: Harper and
Row, 1971), pp. 221-239. Comp. Martin Heidegger, ‘Building, Dwelling, Thinking} in Basic Writings (New
York: Harper Collins, 1993), pp. 343-363. In “Art and Space” (or. 1969, 1973) the philosopher is less preoc-
cupied in distinguishing space and place but addresses the interplay of art and space and mentions the con-
cept of gathering (versammeln) as I have alluded to earlier while discussing the introduction of screens and
moving image-based tools in the museum space.
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place is a space marked by the presence of an entity and its action, that is, by the design it
informs around itself and the disposition it elicits. If place is the specific space of an enti-
ty, then, the space where I live is “my place”; the space where I go see art pieces is a muse-
um, the place of art; the space where I watch a film is the place of cinema, and so forth.
However, this categorisation may be a little rigid for our postdigital, fast-paced, multi-
tasking, hyper-flexible way of life. This is why I posit that a strictly ontological reading of
the processes I am discussing is, in my view, not the most suitable: doing so exposes to the
risk of employing categories and concepts that, as familiar as they may be, do not reflect
the objects they are supposed to attend to. Shifting the attention from ontology to phe-
nomenology is the option I propose to take on, in that it allows for a better consideration
of the spatial element, making easier at the same time a truly interdisciplinary approach.
The framework I am borrowing from Heidegger to do so focusses on the conditions of
not simply being but of being-there, that is, on a spatially-mindful horizon of existence
which is articulated in direct response to space and time. Whilst this aspect is not made
explicit as such in the philosopher’s essays on spatiality, I suggest it would indeed be of
particular relevance for the development of the debate informing current film studies.
This would not only take up the challenge of the spatial turn investing them, developing it
further, but it would also put film studies in relation with other areas of the humanities so
as to practice the interdisciplinarity I just advocated for above. As a matter of fact, I find
this would be a good way for the academic discourse to mirror reality: our contemporary
moving-image forms mix up and mingle with other media configurations, consequently
anticipating to grasp them adopting film studies’ tools only is simply insufficient to offer
an overview of how they work as they weave in our culture and organically coalesce into
its forms. Being an integral part of this, interfaces appear increasingly naturalised, envel-
oping, and spatial, to the extent that it is more productive to think of them as thresholds
and processes rather than simply as objects.'¥ As such, they contribute to blur the distinc-
tion between the actual content and the format this is shaped into to be eventually experi-
enced, in line with a framework of hybridity and fluidity. The most common narrative is
to explain a similar frame in terms of “crisis’, as the content, the format and the technolo-
gy apt to deliver it tend to overlap questioning their status — the sign of a “medium in cri-
sis”1). Regardless of whether one agrees or not with this explanation, looking beyond the
classic borders of the discipline taking the risk of a non-ontological-oriented and medi-
um-specific view becomes in my view an important move to mirror the historic moment
we live in. This is an historic and cultural moment whereby “crisis” seems to be the key-
word to interpret many phenomena — a quick online search of the term shows this quite
clearly, as it offers no less than approx. about 929,000,000 results in 0.55 seconds.'® In such
moment, for example, “post-cinema” may easily be seen as an expression of the crisis of
cinema, and the postdigital is most often (and very superficially) reduced to something
occurring chronologically after the digital. Whilst situating the object of our inquiry in

14) Alexander Galloway, The Interface Effect (Cambridge and Malden: Polity, 2012). Comp. Sarah Kember,
Joanna Zylinska, Life after New Media (Cambridge MA: MIT Press, 2012).

15) Please refer to the sourcesI listed in the opening of this text for a bibliography regarding postcinema and the
debate around the presumed end/death — read, crisis — of cinema.

16) Google, [accessed 20 April 2020].
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a broader space may not be the solution for “the crisis”, perhaps it is at least a way to real-
istically capture the situation. Conceptually, observing this climate and narrative of crisis
is rather significant: interpreting the ways in which it influences the ways moving images
work, are thought of, is to me a great opportunity to understand if and how what we study
is interconnected with other entities, how it responds to this proximity, and to the gener-
alised regime of ongoingness that makes contemporary media increasingly fluid.'” If, as
Galloway has argued, “the universe is no longer divided up into objects so much as nexus-
es of relation, forever ebbing and flowing in and out of equilibrium”'® then I would sug-
gest that diving into this flow would well enable us to better grasp in what way moving-im-
age configurations unfold in space, how they morph alongside their surroundings and
articulate with them into the actual configuration which they bring into existence, con-
taminating or mutually strengthening their identity.

Coming back to Heidegger’s system of thought, the main shift describing the passage
from space to place is that by gathering (versammeln) the pure spatial extension around
the entity entering it and making it suitable for its needs, making it — so to say — its
“home”; in this way the entity inhabits the environment it is contained in. In other words,
once space is entered, practiced by an entity, designed and disposed around it, place is
founded and dwelling is possible. When articulating his framework, Heidegger had most-
ly in mind man as the entity activating space and turning it into place, but he develops the
argument in reference to sculpture, too."” In this vein, I believe the process well suits the
mechanism in a broader fashion, which is why I suggest applying it, as I already anticipat-
ed, to any entity entering a certain space. In the conviction that, if anything, any entity has
in itself a certain potential for action and that this is mirrored in the area around it,  am
to apply this scheme to moving images. Better yet, design, disposition and dwelling are the
three key processes that I argue can be applied to moving images as they enter art spaces.?”
In this view, I shall contend an experience of moving images that gives equal importance
to text and context, and allows for a new sense of inhabitation of space, on the basis of
a temporarily contamination and integration between image and space itself.

17) Janine Marchessault, Susan Lord (eds.), Fluid Screens, Expanded Cinema (Toronto, Buffalo and London:
University of Toronto Press, 2007). Comp. Laura U. Marks, Tmmersed in the Single Channel: Experimental
Media from Theater to Gallery, Millennium Film Journal, no. 55 (2012), pp. 14-23. Comp. Jihoon Kim,
Between Film, Video, and the Digital: Hybrid Moving Images in the Post-Media Age (New York and London:
Bloomsbury, 2016). Comp. Miriam De Rosa, Vinzenz Hediger, ‘Post-what? Post-when? A conversation on
the ‘Posts-’ of Post-media and Post-cinema, Cinéma et Cie. International Film Studies Journal, vol. XVI,
no. 26/27 (2017), pp. 9-20.

18) Alexander Galloway, Laruelle: Against the Digital (Minneapolis: University of Minnesota Press, 2014), p. 39.

19) Heidegger, ‘Art and Space.

20) This does not apply to art spaces only. In Cinema e Postmedia: I territori del filmico nel contemporaneo
(Milan: postmedia books, 2013), I offered a wider overview of other possible real-life situations where the
moving image triggers a number of mechanisms impacting on the spaces it enters so as to activate the pro-
cesses I discuss here. Unlike in that early writing, as it is clear by now, this article proposes a non-ontologi-
cal perspective.
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The spatialisation of moving images

Let’s move back to the heart of Manhattan in light of this: what occurs on 5™ Avenue when
Aitken’s Sleepwalkers opened is that a street, with its own characteristics and destination
of use, ceases to be only a space of transit, of motion, a way of connecting point A to point
B or the back side of a major cultural institution, and it turns into a place of viewing mod-
elled after the presence, action and experience of moving images. A viewing situation, as
transitory as it may be, is created, the design of a screen-sphere is set, and the elements ar-
ticulating the situation are disposed so that this very design can be created and its ultimate
function activated. Albeit only for the temporary duration of the screening, the viewer can
dwell within this situation where moving images become part of the texture of the envi-
ronment s-/he lives in, practices and inhabits.

Fig. 2: Richard Mosse, Incoming, Barbican Centre, London (2017). Author’s personal archive

Of course, the variability of the setting mirrors, in turn, a high degree of variability of
the situation resulting from the processes of design, disposition and dwelling. Offering
a taxonomy of situations exceeds the purposes of this reflection, but for the sake of exem-
plifying, the variability of moving-image configurations may well range from immersive,
large-scale works such as Richard Mosse’s Incoming (2017) to interactive projects such as
the audio-visual performance and digital environments by Refik Anadol (2008 onwards),
or, again, to the architectural quality of works that re-articulate the gallery space as in Stan
Van der BeeKk’s classic Movie Mural (1968) refashioned for the 55" Venice Biennale in
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Fig. 3: Refik Anadol, Bosphorus, Pilevneli Gallery, Istanbul (2018). Photo refikanadol.com

2013, or maybe play with the same re-articulation of the gallery/movie theatre nexus liter-
ally bringing the black box in the white cube as, notably, in Janet Cardift and George Bu-
res-Miller’s Paradise Institute (2001). In all these as well as in other cases, a re-writing of
art spaces is put into action in light of/by the presence of the moving image, allowing for
an experience that is different from the classic film viewing as much as it is different from
the traditional museum visit. In fact, cinema and art exchange visual and aural materials,
languages, codes and formats mixing and borrowing from each other to create new con-
figurations. As Janet Harbord has observed in her study of contemporary film cultures,

the relationship of form and content, of mimesis and abstraction, becomes reconfi-
gured through the different contexts of exhibition. What emerges is a binary of a di-
fferent order: on the one hand a desire to maintain the purity of the singular object
of the film text, and on the other, the dissolution of the film into a range of ancillary
products in a context of consumption. Or, more simply, film as a discrete object or
film as an experience.?”

Some 15 years after Harbord, it is enough to observe our contemporary artistic mov-
ing images to discard a binary model (the film or the constellation of products emerging
around it; the object or the experience it enables) in favour of a much more complex, mul-
tifaceted, fluid one. However, well in line with the idea effectively proposed by Harbord
that the moving image as a component of a temporary configuration entering a(-n art)
space can be also understood in terms of experience, I shall also posit that when this hap-
pens a spatialisation of moving images is favoured. As a fibre of an organic whole, moving

21) Harbord, Film Cultures, pp. 44-45.
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images weave into the environment, becoming part of its texture, a component of that
place, of that screen-sphere I have already introduced. They make room for themselves,
activating an audio-visual regime which impacts onto the behaviour of the subject — not
just a gallery visitor any longer but a spectator, too — onto her/his mode of navigation of
the space s-/he is in, and the way s-/he will consume the art objects s-/he is going to en-
counter therein. As a matter of fact, by way of the design, disposition and dwelling pro-
cesses I have discussed, both the configuration of the space and the creation of a place, as
well as the approach of the subjects towards them, are profoundly altered. What does this
mean in relation to art spaces? How do their setup, organisation, pattern of use, and func-
tions change when they are entered by the moving image? How do they relate to the con-
cept of spatial interface? What kind of experience do they favour? Is it an artistic experi-
ence, a filmic experience, neither or both altogether?

The disposition of the elements featured in art spaces, both structurally and in terms
of setup, define the environment formally and functionally, that is to say the regime of (au-
dio-)vision offered to the visitors/spectators and its practicability. The possibility of action,
operability and practicability of space is enhanced by the coming together of moving im-
ages, (art) space and the subject.

A modulation of the light conditions, for example, which has historically determined
the difference between black box and white cube undergoes a sort of short circuit as the
two are contained one in the other, paired side by side within the same context, or, again,
mixed, their boundaries blurred. Alongside with this, and as a consequence, the focus of
the attention and the ability of the image to hook the subject’s eyes are played out differ-
ently than in the movie theatre, having to open up the classic viewing scheme to a not nec-
essarily frontal, not necessarily single-channel viewing situation conceived for a not nec-
essarily static viewer. The distance that characterised the position between the spectator
and the screen in the theatrical setting, albeit imposed, is altered as the classic apparatus is
basically invested by a certain flexibility that reassembles its components in various differ-
ent ways. These, in turn, imply a variable unveiling, closeness, and interaction with the dis-
positif itself. As a result, the psycho-motor stasis typical of the contemplation mode and
the inquisitive attitude of the moving and interactive visitor are combined differently from
time to time. A negotiation between the instances of cinema and those of art enabled by
the design and disposition of the space turn the latter into a place for viewing and support
the spectator/visitor in her/his experience of the space, which will be practiced according
to the design that the moving image has traced for her/him therein. In so doing, the tra-
jectories crossing this space contribute to a dwelling experience that is offered by the mov-
ing image and that, in effect, re-organises the space itself as a new, hybrid, reconfigured
place bringing together cinema and art seamlessly.

Experiencing interfaces: the space-image
The configuration that results from the encounter and reciprocal action of subject + mov-

ing images + space is a spatial interface that assesses the sense of being there of the subject,
her/his sense of inhabiting the space alongside and through the image. I term this config-
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uration space-image to stress the mutual interconnections and exchange among the ele-
ments involved. By way of the processes of design, disposition and dwelling, moving im-
ages are woven into the networked texture of the practices regulating the space they are in,
and make it practicable to the visitor/spectator. The negotiation between the elements at
stake takes place in an organic fashion, in a dynamic system that, similarly to how Yuk
Hui® defines digital objects, conditions human experience and existence: the encounter
between black box and white cube does not produce a third, possibly grey, area but rather
makes possible a space-image, that is, a configuration of experience which brings togeth-
er space, image and subject, predicates their phenomenological co-presence, and is based
on their mutual, temporary influences on each other.>®

A good example that illustrates the mechanisms of such dynamic system and shows
the intertwined nature of its components is the work by Milan-based collective Studio
Azzurro. In particular, their sensitive environments represent a case in point when it comes
to how the space-image in an artistic context looks like. The group has produced several
projects based on a specific attention to space combined with an interest and exploration
of interactive digital technologies, joining a large number of artists and filmmakers who
have been producing works attending to the equal relevance of the textual and contextual
components of their pieces. One project in particular, Sensitive City (SC thereon), lends it-
self well in this instance, as it speaks both from a structural and a thematic perspective to

Fig. 4: Studio Azzurro, Sensitive City (2010). Installation rendering courtesy Studio Azzurro

22) Yuk Hui, On the existence of digital objects (Minneapolis: Minnesota University Press, 2016).

23) More details on the philosophy of space informing the space-image are detailed in Miriam De Rosa, Cinema
e postmedia: I territori del filmico nel contemporaneo (Milan: postmedia books, 2013), where I first intro-
duced the term. The reader will excuse me if I am citing my own work here, but in the impossibility of re-
constructing the whole argumentation developed there, I refer to this text insofar as it constitutes the basis
for the ideas that I try to explore in this article. Without restating too much, then, it is worth emphasising
that — as the coupling of the words space and image suggests — my vocabulary is indebted to Gilles Deleuze’s
thought in his tomes Cinema 1: The Movement-Image (Minneapolis: University of Minnesota Press, 1986)
and Cinema 2: The Time-Image (Minneapolis: University of Minnesota Press, 1989). Interesting to note is
also the use of the same term I propose eventually offered in Antoine Gaudin, Lespace cinématographique.
Esthétique et dramaturgie (Paris: Armand Colin, 2015), albeit in a slightly different sense.
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the dynamics of design, disposition and dwelling that I described. In other words, the ac-
tual exhibition space where the installation is set up on the one hand, and the narrative it
develops on the other, both revolve around and favour a critical reflection on spatiality
and spatialisation.

Centred on a novel interpretation of Thomas Moore’s Utopia, SC also promotes the
values of ideal communal living in space and with others. Instead of a centralised model
planned by a visionary creator, however, it brings together in a unique narrative the por-
trait of a series of mid-size Italian cities, as they are experienced by their inhabitants. This
is why the curators have defined SC as a “counter-utopian city”" rather than a proper uto-
pia. Embracing the perspective of people living in Matera, Chioggia, Trieste, Siracusa,
Spoleto and Lucca, allows the collective to enter into the depth of their features, histories,
memories, to connect specific spots of the narrated places that are eventually filmed, pho-
tographed and mapped by the artists. The result is an exquisitely subjective geography of
the places, a depiction of a number of areas precisely as places, in the Heideggerian sense
of the term. To convey these aspects, the installation offers an urban texture that is not
structured a priori but instead takes shape and unfolds on the basis of the inhabitants’ per-
sonal knowledge of the cities, by embedding in the representation their stories, affection
for the corners of the cities they talk about, their drawings or sketches of their place of the
heart or childhood fond memories. Such a dense symbolical dimension speaks well to the
kind of experience contemporary artistic moving images have to offer in a postdigital age,
insofar as the freshness and live character of oral history, the transitory nature of mnestic
processes as well as the placemaking and dwelling dynamics deriving from them well re-
spond to the idea of space-image as a fluctuating, morphing configuration of experience.
How to make this possible? How to create a storytelling-based exercise without a pre-de-
termined script which would conversely crystallise the sense of ongoingness featuring the
project?

These needs have been translated into a specific format, the sensitive environment, and
thus into a specific choice in terms of the employed technology. Thanks to a system of sen-
sors and large-scale touch screens, Studio Azzurro has redesigned the exhibition space
disposing a set of complex devices which ensured a spatialisation of moving images across
the space. In this way they reconstruct the cities selected for the installation and promote
a connection between the experience of their inhabitants and the sense of dwelling of the
visitors, both sharing and having a placemaking experience.

From the reality of space into the generative possibility of place —
sensitive environments

First presented at the World Expo 2010 in Shanghai, the installation was organised in
three main areas that offer an increasingly interactive experience to the visitor: closer to
the entrance is the photographic documentation of the cities explored in the project; next
to these and moving more towards the bottom section of the pavilion are the portraits of

24) Paolo Rosa, ‘Sensitive City, in Studio Azzurro, Sensitive City (Milan: Scalpendi, 2010), p. 18.
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the inhabitants of the cities who contributed to the project — space and subject, paired as
essential ingredients of a dwelling recipe. Moving images soon join space and subject in
the third section of the project, leading to the creation of a space-image. This last section
is the bigger and core component of the project, and is located diagonally across the entire
space. Projected on a long screen crossing the pavilion, moving images bring together the
city and the people that the visitors had the opportunity to meet in the previous two areas
of the installation. Not simple still faces anymore, the inhabitants of the sensitive cities are
now presented in their full body presence thanks to a life-size projection.

They walk along the screen almost mingling with the visitors walking around the pa-
vilion. Their movements and orientation are obviously limited by the shape of the screen
they appear on, and yet their presence is there, in the same space shared by the visitors,
awaiting random encounters among them to happen. The Italian collective has imagined
everyday life encounters among the visitors and the inhabitants to take place in the gallery
space: the screen works as a proper tactile interactive surface programmed with a touch-
based mechanism, so that if the inhabitants are touched by the visitors, the former stop
their march and start talking to them about their city, their experience of the place, their
memories or stories. In the artists’ words:

[the filmed subjects are] projected and triggered by interactive technological devices
so that they become nodes of a reticular network and the core of our narrative structure.
Each “story carrier” can be consulted, as he walks along, only if the visitor halts him or her
with their hand. In which case they will turn towards them and begin their narration,

Fig. 5: Studio Azzurro, Sensitive City (2010). Courtesy Studio Azzurro




48  Miriam De Rosa: On Interfaces as Moving Image Configurations in Space

which will last for as long as the hand will remain in contact with the projection surface.
What we are suggesting is a very common relational gesture, the same we perform when
we wish to stop someone in the streets to ask for directions. A simple gesture, yet endowed
with a strong communicative symbolism which in this instance, in order to be complete,
must persist to ensure that our virtual exchange is not cut short.”

The surface of the image does not only provide a space to make a story visible and
watchable, as any screen would classically do, but becomes a “sensitive interface” activat-
ing and maintaining alive the connection between the narrative and the public. The co-
presence of the image and the subject in space, their being there, is indeed independent
one from the other, but their encounter, the process of their gathering, is what constitutes
the core of the project. This allows for a humanist reading: the fact that the installation is
activated only when characters and public actually come together suggests that not only
they are there, but they are there for each other. They exist in the ongoingness of their im-
age, and in turn their image breathes their presence out.

Listening to the stories couched in the sound of footsteps, in the instability of water,
in the balance of wind, the surprise provided by darkness or the sudden appearance
of light, means introducing one to think of a city in terms of the stories that are wo-
ven through it, the invisible shapes that permeate it, the emotional layers of which is
made [...] the quality of the relationships that are born out of it.2

SC takes its cues from a relational map able to connect heterogenous elements and fo-
cusses on the potentiality of a collective unfolding process. The result is a multi-centric
city whose exterior aspect moves and evolves as those inhabiting (the interviewed people)
and crossing it (the viewers) practice its space. Metaphorically corresponding to the in-
stallation space, the narrated city is constituted by the images transitorily substantiating its
views, spots, streets and anecdotes throughout the exhibition space. This is why I find this
installation perfectly exemplifies the concept of spatialisation I presented above. And that
is not all: captured by the moving image and thus translated into a graspable, perceptible
material, narrative and relationships become the fibres of the sensitive city’s texture. Lo-
cated in a three-dimensional space such texture spatialises the dwelling experience of the
story-carriers with the aim of eliciting a similar one in the viewers. This is precisely the
main feature of Studio Azzurro’s video-environments: SC offers the depiction of a city that
literally explodes in the pavilion and fills it. The moving image makes room for itself across
the exhibition space turning it into a place for viewing and dwelling, it works in other
words as an organic material facilitating an interface, interaction and appropriation of the
space so as to allow a dynamic configuration to come to the surface®”.

25) Rosa, ‘Sensitive City, p. 22.

26) Ibid.

27) I use the term configuration to convey the sense of a form taking shape taken in its own becoming and al-
luding to the possibility of morphing into a different shape over time. Such emphasis is posed in order to dis-
tinguish the term from the conceptually close notion of constellation, which I adopt once in this text in the
way Juliane Rebentisch does in her illuminating text Aesthetics of Installation Art (Berlin: Sternberg Press,
2012), rather than in the Benjaminian sense discussed by Paula Schwebel [‘Constellation and Expression in
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Encounter, Touch, Interface

The concepts of encounter, touch and interface play a key role in SC. Specifically, it is
thanks to the latter that an opportunity to explicate their agency is given to the visitors —
an agency which is an integral part of the symbolic value imbued in the installation, as it
puts forth the principle of the encounter; an agency which is also very practically planned
by the artists, as the encounter it promotes is technically possible via the touch, which is
written in the project as an essential solution of the design experience. Subverting the
golden rule of museum/cinema going, the public is requested to touch the moving image.
The interface selected by Studio Azzurro requires the public to practice and participate,
and hints to the materiality of a gesture — touching the screen — that alludes to an inter-
active quality which relies on a potentiality eventually becoming a real experience of ex-
change. Through such a gesture, fiction and reality come together, and along the surface of
the interface virtual and bodily qualities meet, allowing the image to find its consistency
anew. If, borrowing from Bourriaud, “any artwork might [...] be defined as a relational ob-
ject, like the geometric place of a negotiation with countless correspondents and recipi-
ents”® then SC pushes this assumption further, employing the relation to facilitate a pro-
cess of encounter. That'’s what interfaces are: medium-based methods of encounters.
Offering to the public a city which is primarily a place of negotiation on both the diegetic
and the extra-diegetic level, SC exemplifies and celebrates the very idea of encounter, mix-
ing the inputs of subjects, space and image altogether.

In this view, the embedment of the subject within a texture of images dispersed
throughout the space produces and enhances the sense of immersion, which represents
the main formal characteristic of Studio Azzurro’s sensitive environments. On a function-
al level, this translates in the ability of the installation of enveloping the visitors and impli-
cate them in a visual and tactile relationship with the moving image. SC offers emotional
interstices and prehensile possibilities which overcome the spatial constraints of the rep-
resentation appearing on a standard frontal screen, activating instead a placemaking pro-
cess which reconstructs the selected cities through the words, images, drawings and notes
created by the inhabitants. These elements are the real interfaces. They work as bridges
connecting memories and stories to the present experience of the visitors, their desires to
know more about what they see, their curiosity for some faraway places and some foreign
faces that are now “spending their time” with them to explain about their places and shar-
ing a space that becomes common ground. Additionally, the immersion and co-presence
typical of the sensitive environments such as SC favour a situation where the image does

Leibniz and Benjamin; in Nassima Sahraoui, Caroline Sauter (eds.), Thinking in Constellations: Walter Ben-
jamin in the Humanities (Newcastle upon Tyne: Cambridge Scholars, 2018), pp. 51-82] and Tom Vandep-
utte [‘Constellation and Configuration: Language and Reading in the “Epistemo-Critical Prologue”, in Sah-
raoui, Sauter (eds.), Thinking in Constellations: Walter Benjamin in the Humanities, pp. 83-103]. T have
discussed this by offering a reading of configurations as something fluid whereby moving images fluctuate
from a state or shape to another in a dialogue with Vinzenz Hediger published in Cinéma et Cie. (see De
Rosa, Hediger, ‘Post-what? Post-when? A conversation on the ‘Posts-’ of Post-media and Post-cinema’). On
surface, please see at least Giuliana Bruno, Surface: Matters of Aesthetics, Materiality, and Media (Chicago:
University of Chicago Press, 2014).
28) Bourriaud, Relational Aesthetics, p. 26.
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not address to the subject with a direct interpellation, rather it cannot literally be activat-
ed without her/his participation. A mutual and constant exchange, epitomised by the
touch that the hand of the visitor is invited to perform, shows how the employed interface
implies a synesthetic process: one has to touch in order to see. At a time of widespread
touchscreens, the fingers of the public in contact with the skin of the moving image® cre-
ate the body of the sensitive city. Differently from the classic scheme typical of the muse-
um, for example a collection to look at, the installation allows for a radically diverse expe-
rience, where the moving images work as a relational platform, an interface designed to
create a room for dialogue, exchange, encounter.

If the artistic space-image describes the shapes experience can take in a place of art,
here the engagement of the subject sits precisely in her/his active role in causing or being
part of the event that generates the experience itself. In SC, the key process is the activa-
tion of the system that shows the city as it is taking shape. The installation space is there-
fore ever-changing, an ongoing assemblage of signs and images that emerge and dissolve.
In order to collect these elements and organise them, the public is expected to literally go
through them and create a conjunction with them which exceeds the haptic regime and
requires an explicitly tactile contact. Conceptually, then, it is only by way of a complete su-
perimposition of the physical gallery space and the symbolic fictional space that an appro-
priation of the narrated place is possible. Such appropriation and inhabitation of the mu-
seum space, as if it were the city space, enables a construction of place: the visitors touch
the screen and see the urban environment coming to existence; they listen to the narrative
about it and are involved, invited, implicated into it. In this sense, the itineraries and the
images describing the city contribute to both the representation of the real Italian cities
they refer to and to construct the texture of the counter-utopic, unique, sensitive city that
serves as organic material constituting the space-image. Analysing this correspondence
closer, it is possible to see a process of deixis: the exploration of the cities narrated by the
inhabitants is continued by the visitors in the exhibition space, a connection between rep-
resented and practiced dimensions, between fictional and physical space occurs and it is
here that dwelling becomes a shared horizon of experience.

Processes like the one we encounter in SC are, as Alison Butler has efficaciously ar-
gued, the effect of a “deictic turn”>” By way of conclusion, I shall posit this is to be consid-
ered in relation to the spatial turn in film studies which served as a methodological prem-
ise of my analysis. Exemplifying the characteristics of a hybrid, fluid, postdigital culture,
in the experience elicited by SC, the text can be fragmented and vary; the context does not
simply work as a container but substantially contributes to the content of the piece as
much as the moving images do. The interface is not to be understood simply as an object
that connects two dimensions — typically the screen seen as a window — but rather as
a flowing concept, a process that contributes in its own right to the mediation, becoming
a structural part of the work that does not merely coincide with a component of an appa-

29) Laura U. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses (Durham and Lon-
don: Duke University Press, 2000).

30) Butler, Alison, ‘A Deictic Turn: Space and Location in Contemporary Gallery Film and Video Installation,
Screen, vol. 51, no. 4 (2010), pp. 305-323.
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ratus but that works as the organic part of a complex system evolving as a dynamic assem-
blage. Because the nature of such dispositif is variable, the configuration that moving im-
ages will take is established also subject to a substantial variability, resulting in a pattern
which may include various degrees of activity and interactivity — cognitive, perceptual
and intellectual alike — from the end of the public. All of this mirrors a situation where
certainly the processes of design, disposition, re-disposition and, finally, the chance of
dwelling all represent a complexification of previous canons, models and apparatuses but
also open up the precious opportunity to be there, with the moving image, for the moving
image, and to use it to re-affirm its relational potentialities and the creative, very human,
power of encounters.

Miriam De Rosa is Assistant Professor in the Centre of Postdigital Cultures at Coventry University.
She is the author of Cinema e Postmedia (2013), the editor of Post-what? Post-when?, Thinking mov-
ing images beyond the postcinema condition (2017), Gesture (2019) and Film and Domestic Space
(2020). She is interested in experimental cinema and screen media arts, as well as in the intersec-
tions across film philosophy and contemporary visual cultures.
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SUMMARY

On Interfaces as Moving Image Configurations in Space

Miriam De Rosa
The article focusses on artistic moving images and takes its cues from Studio Azzurro’s Sensitive City
(2010) to offer a reading in light of the postdigital that revolves around the concept of space-image.

To do so, the author reflect upon space and place, and interrogates the environmental dynamics trig-

gered by screen media interfaces from a phenomenological point of view.

keywords: moving image configurations, space-image, space, place, interface.
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Chloé Galibert-Lainé (SACRe/ENS de Paris-PSL University)

Netnographic Cinema
as a Cultural Interface

By focusing on the notion of “interface’, this journal issue invites an actualization of the
debates sparked by Lev Manovich’s 1997 essay “Cinema as a Cultural Interface’? a text
that he later included in his reference book The Language of New Media.? This article con-
tributes to this collective agenda by reflecting on the light that Manovichs theoretical
proposition — to consider how the cinematic language became one of the basic means by
which computer users access and interact with digital images, sounds and texts — sheds
on a corpus of contemporary films that, for reasons I will expose below, I propose to iden-
tify as “netnographic” documentaries. These films are experimental nonfiction works that
rely exclusively or principally on the appropriation of online contents (texts, images, vid-
eos or sounds, found on various online platforms), which the filmmakers re-edit so as to
represent cinematically the social interactions in a given online community. Examples of
such films include, to name only a few: all of Dominic Gagnon’s recent films, most nota-
bly of the North (2015), which appropriates YouTube videos uploaded by members of dif-
ferent Indigenous communities inhabiting regions close to the North Pole; Grégoire Beil’s
Roman national (2018) and Shengze Zhu’s Present.Perfect (2019), two films entirely made
from screen recordings captured from different livestream applications in France and Chi-
na; and Chris Kennedy’s Watching the Detectives (2017), which documents the manhunt
via the Reddit forum after the Boston marathon terrorist attacks in 2013, in the form of
a silent slideshow, which the filmmaker transferred onto a 16mm film.

In bringing together netnographic films and Manovich’s understanding of cinema as
a “cultural interface”, I am pursuing a double goal. On the one hand, I argue that Manovich’s

1) Lev Manovich, ‘Cinema as a Cultural Interface, International Journal of Transmedia Literacy, vol. 1, no. 1
(2015), pp. 221-251.
2) Lev Manovich, The Language of New Media (Cambridge: The MIT Press, 2001).
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theoretical framework offers an original way to approach this contemporary filmmaking
practice, allowing specifically for a problematization of its cultural implications. Symmet-
rically, I also hope to show that focusing on these films can enrich our perception of what
“cultural interfaces” are and what they do — thus allowing for an expanded understand-
ing of Manovich’s theory. This article is organized in three sections. First, I present briefly
the notion of “netnographic” cinema, so as to expose the broader conceptual context of
my explorations into this filmmaking practice. Secondly, as a way to acknowledge how
these theoretical considerations have emerged from, and in return informed my own
practice as a netnographic filmmaker, I propose a comparative analysis of two netno-
graphic films made with the same original material but adopting almost opposite formal
strategies for exploring this material cinematically: Penny Lane’s The Pain of Others (2018),
and a film that I made in response to her film, entitled Watching the Pain of Others (2019).
Finally, I reflect on the resonance between netnographic cinema and the notion of “cultur-
al interface’, as defined by both Lev Manovich and Indigenous researcher Martin Nakata.

Ethnographic Filmmaking in the Digital Age

In order to introduce the notion of “netnographic” cinema, I first need to underline that
the films that I propose to gather under this umbrella term have not been produced in the
context of a research in social sciences, nor are their makers academic researchers. They
are experimental films made by artists and are primarily distributed in the international
film festival circuit. They thus do not belong to the corpus of ethnographic films in the
most restricted sense, which according to Jay Ruby should ideally be only produced by
“professional anthropologists, who use the medium to convey the results of their ethno-
graphic studies and ethnological knowledge”?) Nonetheless, I argue that it is productive to
interpret the common gesture of these experimental films — to document an online com-
munity by appropriating and re-editing media produced by members of that community
— in the light of the history of criticism and theoretical literature about ethnographic
filmmaking. Therefore, I do not use the expression “netnographic cinema” as an ontolog-
ical category designating a new genre, the borders of which I would claim to define asser-
tively. My proposition consists rather in superimposing the idea of “ethnography” to these
singular cinematic experiments, like an abstract figure drawn on a tracing paper placed
over the films, as a way to observe what it may reveal from their respective aesthetic dis-
positifs. This approach was directly inspired by Catherine Russell’s Experimental Ethnog-
raphy. In this book, Russell revisits the history of experimental cinema in a search for “co-
lonial and postcolonial forms of looking and documenting”® Referring to ethnography in
relation to a corpus of films that were not identified as “ethnographic” by their makers nor
by contemporary spectators is not an issue for her, as she argues that:

3) Jay Ruby, Picturing Culture: Explorations of Film and Anthropology (Chicago: University of Chicago Press,
2000), p. 1.
4) Catherine Russell, Experimental Ethnography (Durham: Duke University Press, 1999), p. 18.
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Especially in cross-cultural viewing situations, many films take on ethnographic as-
pects, as “ethnography” becomes less of a scientific practice and more like a critical
method, a means of “reading” culture and not transparently representing it.”

She writes that “ethnography provides a critical framework for shifting the focus from
formal concerns to a recognition of avant-garde filmmakers’ cultural investment and po-
sitioning”® It is a similar approach that I adopt when I propose to refer to these contem-
porary experimental films as “netnographic” films, i.e. ethnographic films depicting Inter-
net-based social interactions. Far from suggesting that these films are effectively works of
anthropology, I use the term to draw attention to the cultural positioning of the filmmak-
ers in relation to their subjects, and to invite close readings of the ways in which this posi-
tioning informs and can be read in the very form of their films.”

Why is it productive to relate the above-described contemporary filmmaking practice
to the history of ethnographic cinema? I propose a brief case-study. The film Present.Per-
fect, directed by Chinese-born, Chicago-based director Shengze Zhu and winner of the
most prestigious prize (the Tiger Award) at the International Film Festival Rotterdam in
2019, is entirely made of videos that the director recorded from the three most popular
livestream platforms in China. The images have been turned into black and white, and the
chat window in which the online viewers could interact with the streamers (the “anchors”)
is left off the cinematic screen [Fig. 1]. Except for these modifications, the appropriated
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Fig. 1: Still from Present.Perfect (Shengze Zhu, 2019)

5) Ibid., p. 23.

6) Ibid., p.17.

7) The word “netnographic” is a convenient portmanteau word coined by Robert K. Kozinets in Netnography:
Doing Ethnographic Research Online (London: SAGE Publications Ltd, 2010). However, the term has most-
ly been used in the context of marketing research, which is not the field in which I wish to contextualize my
own work. I therefore kindly ask the reader to accept that the term is invested here with a different meaning
than when first introduced.
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images are allowed to play at length, mostly unedited. Sequence after sequence, one gets to
witness snippets from the lives of several anchors as they stream from their workplace,
walking down the streets where they live, or from the intimacy of their homes.

In an interview, the director explained that she wanted to explore “how people who
feel isolated in real life can find support and community online”* Her use of the word
“community” can raise questions, especially in the context of a discussion about ethnog-
raphy, because much has been written about the use of that term in reference to the online
environment. As early as 1993, Howard Rheingold defined virtual communities as

social aggregations that emerge from the net when enough people carry on [...]
public discussions long enough, with sufficient human feeling, to form webs of per-
sonal relationships in cyberspace.”

The evolution of digital platforms and the diversification of online interactions has
since required a complexification of this definition. It would require more space than I have
here to expose the details of the recent discussions on these matters; the fact that a film like
Present.Perfect only shows the streamers, silencing the voices of their audiences without
acknowledging that the vast majority of their spectators (the “lurkers”'”) would never in-
teract with them, should nonetheless prevent us from stating that the film straightfor-
wardly “depicts the online community” defined by the use of these streaming platforms. In
fact, most of the social practices that surround these platforms are left off screen. Never-
theless, Shengze Zhu seems more interested in depicting the anchors’ desire to belong to
a group than in producing a comprehensive description of how these platforms operate.
Present.Perfect can therefore be perceived as a portrait of an imaginary, ideal community
that both the streamers and Shengze Zhu herself seem to fantasize about, and which her
film enacts for the duration of the screening.'” In that sense, Present. Perfect can indeed be
described as a film “concerned with the documentation of [the] culture” of a community —
albeit virtual in many ways — which according to Catherine Russell is a defining compo-
nent of the practice of ethnography.'? In another interview, Shengze Zhu also declared:

I've always been interested in seeing the world through the eyes of others. I want to
know how people see their world, their perception of the world. The virtual stream-
ing community is just like this — it unfolds itself through the lenses of different peo-
ple from distinctive backgrounds.'?

8) Becca Voelcker, ‘Interview: Shengze Zhu, Filmcomment, 1 February 2019. Online: <https://www.filmco-
mment.com/blog/interview-shengze-zhu/>, [accessed 20 April 2020].

9) Howard Rheingold, The Virtual Community: Homesteading on the Electronic Frontier (Addison-Wesley:
Reading, 1993), p. 5.

10) Na Sun, Patrick Pei-Luen Rau, and Liang Ma, ‘Understanding lurkers in online communities: A literature
review, Computers in Human Behavior, vol. 38, September (2014), pp. 110-117.

11) For a definition of “community” by a subjective sense of “belonging together”, see James Brow, ‘Notes on
Community, Hegemony, and the Uses of the Past, Anthropological Quarterly, vol. 65 (1990), pp. 1-5.

12) Russell, Experimental Ethnography, p. 34.

13) Daniel Eagan, ““Shows of Women Who Eat Bananas Seductively are Banned”: Shengze Zhu on Present.
Perfect, Filmmaker Magazine, May 17, 2020. Online: <https://filmmakermagazine.com/107526-shows-of-



ILUMINACE Volume 32, 2020, No. 2 (118) THEMED ARTICLES 57

This declaration of intention is very reminiscent of Bronistaw Malinowski’s oft-cited
definition of the goal of ethnography: “to grasp the native’s point of view, his [sic] relation
to life, to realize his vision of his world”!'? In that sense, films such as Present.Perfect can
be perceived as the ultimate realization of a dream that many ethnographers have pursued
over the course of the 20™ century: not only make a film about a community, or with the
participation of that community, but produce a movie that would show the way that this
community perceives and represents itself. This dream was perhaps never better articulat-

ed than by Jean Rouch, who in 1974 wrote:

And tomorrow? Tomorrow will be the time of color video portapacks, video editing,
of instant replay (“instant feedback”). The dreams of Vertov and Flaherty will be
combined into a mechanical “cin-eye-ear” and of a camera that can so totally partic-
ipate that it will pass automatically into the hands of those who were always in front
of the lens."

In this informed prophecy, Rouch connects the possibility of a truly participatory
form of ethnography, in which the subjects would be able to manipulate the camera them-
selves, to the development of new, highly mobile technologies. In her prolific work on
what she calls “indigenous media”, Faye Ginsburg has later studied how the emergence of
video cameras, and later the democratization of digital technologies, have indeed led
many communities to develop their own practices of media production and distribu-
tion.'® And as André Gunthert has observed, the proliferation of these highly mobile cam-
eras has also “encouraged autophotography”;'” owners of smartphones tend to use them
both for documenting what surrounds them and for filming themselves. For this reason,
the media that online communities produce and exchange show not only how their mem-
bers perceive the world but also how they wish to be presented to the world. Compiling
these media into a feature film can therefore appear as the ideal, most truthful and non-
biased way for an ethnographer to represent that community (both its image and its gaze)
on a cinematic screen.

On the other hand, appropriating media produced by an online community can also
be understood as reactivating what has over time been identified as the more problematic
aspects of ethnographic filmmaking. According to Catherine Russell again:

women-who-eat-bananas-seductively-are-banned-shengze-zhu-on-present-perfect>, [accessed 20 April
2020].

14) Bronistaw Malinowski, Argonauts of the Western Pacific (Boston: Dutton, 1961), p. 25.

15) Jean Rouch, “The Camera and Man, Studies in the Anthropology of Visual Communication’, vol. 1, no. 1
(1974), p. 43. Cited in Jay Ruby, ‘Speaking for, speaking about, speaking with, or speaking alongside: an an-
thropological and documentary dilemma; Journal of Film and Video, vol. 44, no. 1/2 (1992), p. 53.

16) For a theoretical examination of that phenomenon, illustrated by the study of indigenous media groups in
Central Australia, see Faye Ginsburg, ‘Indigenous Media: Faustian Contract or Global Village?, Cultural
Anthropology, vol. 6, no. 1 (1991), pp. 92-112.

17) André Gunthert, ‘La consécration du selfie. Une histoire culturelle, Etudes photographiques, vol. 32 (2015).
Online: <https://journals.openedition.org/etudesphotographiques/3529>, [accessed 20 April 2020].




58  Chloé Galibert-Lainé: Netnographic Cinema as a Cultural Interface

The ideal ethnographic film is one in which social observation is presented as a form
of cultural knowledge, but given the colonial context of the development of anthro-
pology and its ethnographic branch, this “knowledge” is bound to the hierarchies of
race, ethnicity, and mastery implicit in colonial culture. The history of ethnograph-
ic film is thus a history of the production of Otherness.'¥

The films that I identify as “netnographic” can be said to participate in this “produc-
tion of Otherness” in two ways. First, the embedding of the appropriated, formerly inter-
active media in the cinematic dispositif produces an alienating effect. Once labelled as cin-
ematic objects and projected onto a big screen, the images pulled from the Internet
exhibit their “poorness’' in a way that turns them into the mediatic “Other” of cinema it-
self. This idea can be illustrated by another quote of Shengze Zhu, who justified her fasci-

nation for livestream images by the fact that their makers:

are not trained filmmakers or cinematographers. It’s based on instinct in a way. They
had no idea what aperture is or how to compose and frame an image. [...] And be-
cause they don’t know the rules, they can be very creative.?”

Online images are considered as mediatic “Others” by the professional filmmaker; one
can then argue that to reframe them in a cinematic context amounts to extending this per-
ception to all viewers, who are invited to appreciate their specific qualities with reference
to how much they differ from other cinematic images. This quote also hints at the second
dimension of the process of “Otherness production” that I argue is constitutive of this
filmmaking practice: these films rely not only on the confrontation between two forms of
mediatic practices — the legitimate art form of experimental cinema and popular new
media — but also on the distinction between two groups of people. On the one hand, the
people “out there’?" namely the members of the depicted online community, who are
looked at, often without being given a chance to watch and criticize the finished film (for
instance, Shengze Zhu confirmed in an unpublished interview that she chose not to send
a full screener to the anchors whose images she appropriated in her film).?® On the other
hand, the people “in here”, experimental cinema lovers and professional festivalgoers, who
watch the film from the safe vantage point of their cinema seats.

It could seem that my argument leads to a univocal dismissal of the practice of netno-
graphic cinema. Yet my intention is very different. Because they have all been produced in
the 21 century, at a time when awareness about identity politics and post-colonial theo-
ries has been widely spread across the intellectual landscape of the film industry in gener-

18) Russell, Experimental Ethnography, p. 34.

19) Iam referring to Hito Steyerl’s term “poor image”, which characterizes the impoverished yet potentially lib-
erating existence of low-resolution images in the online space. Hito Steyerl, ‘In Defense of the Poor Image,
e-flux journal, vol. 10, no. 11 (2009). Online: <https://www.e-flux.com/journal/10/61362/in-defense-of-the-
poor-image/>, [accessed 20 April 2020].

20) Eagan, “Shows of Women Who Eat Bananas Seductively are Banned”.

21) Trinh T. Minh-ha, When the Moon Waves Red (New York: Routledge, 1991), p. 35.

22) Personal conversation with the filmmaker at the International Film Festival Rotterdam in January 2019.
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al and documentary cinema in particular, the films that I propose to call “netnographic”
cannot be suspected of having been produced without any consideration paid to the eth-
ics of cultural appropriation. It is impossible to imagine that today a filmmaker could ap-
propriate media produced by members of a community to which she does not belong,
make a whole feature film out of these media, and never question her relation to that com-
munity and the cultural implications of her creative project. Shengze Zhu herself has ex-
plained how these considerations informed her own production process, how eager she
was to represent respectfully the anchors whose images she had appropriated, and to give
credit to the different forms of labor that had gone into the production of their lives-
treams.” Therefore, my approach does not aim at revealing hidden aspects or uncon-
scious biases that would have informed the production of these films, nor to argue that
they are necessarily and automatically unethical. Conversely, I argue that it is precisely the
fact that these questions are now on every filmmaker’s mind that makes it so interesting
and productive to observe how each of them negotiates the processes of “Otherness pro-
duction” that cannot help but be part of their aesthetic project.

Two Different Pains of Others

At this point of my article, I need to acknowledge that my perspective on netnographic
cinema is informed by the fact that I am myself a practitioner of this art form. I have in re-
cent last years directed several films that I would call “netnographic”, and my interest in
this practice is therefore both theoretical and very practical. This probably explains why
I am less inclined to criticize the unconscious ideological biases that may have informed
the production of films such as Present.Perfect than to examine the creative solution that
their makers have designed to work around these biases. I also find that adopting the per-
spective of a maker allows for a more generous appreciation of this filmmaking practice,
as it helps appreciating practically the challenges that it raises. Before I move on to expos-
ing the announced rapprochement between this filmmaking practice and Lev Manovich’s
notion of cinema as a “cultural interface”, I would like to offer an interlude in the form of
a comparative analysis of two films — one that I watched and one that I made. Hopefully,
this double analysis will add flesh to the theoretical skeleton constructed in the first part
of this article, and offer useful insights into the practical decisions that netnographic film-
makers have to make when trying to negotiate their relation to the members of the com-
munity that their film depicts.

The Pain of Others is a feature-length experimental documentary about a skin disease
called “Morgellons’, the existence of which has never been acknowledged by institutional
medicine. According to doctors, it is a delusional disease, a psychological condition. As
a response to this denial of existence of the disease by professional doctors, a community
has emerged on YouTube and other online platforms, where Morgellons patients (mostly
women) document their symptoms and exchange tips about how they deal with this sup-

23) See for instance Becca Voelcker, ‘Interview: Shengze Zhu), Film Comment, 2019; or Eagan, “Shows of Wom-
en Who Eat Bananas Seductively are Banned”.
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I’'ve been losing hair far about a

Fig. 2: Still from The Pain of Others (Penny Lane, 2018)

posedly imaginary illness. The film of Penny Lane is entirely made of videos found on
YouTube: vlogs by Morgellons patients [Fig 2], and clips from television programs in
which professional doctors explain their reasons for denying the existence of the disease.

When I first watched it, the film left a strong impression on me. The main reason for
this was Lane€’s refusal to formulate a definitive answer about the “reality” of the disease.
By juxtaposing the discourses of the patients and that of the doctors, and by carefully con-
structing her edit in such a way that neither one nor the other side would have the final
word, the filmmaker delegates to her spectators the responsibility to reach their own con-
clusion about the films’ subject matter.

I soon decided to make my own netnographic film, re-appropriating both Lane’s film
and other original media that I found online, so as to explore my spectatorial experience
with this work of netnographic cinema. I saw this as a way to respond to Lane’s implicit in-
vitation that each spectator should decide for herself the meaning of the images that com-
pose her film. I also hoped that exposing the complexity of my own responses to the film’s
imagery and multi-layered discourses would allow my viewers to reflect critically and per-
formatively upon their own spectatorial mechanisms. Quoting Brad Haseman,? Cathe-
rine Grant writes that performative research can be described as:

research performed in the same medium or mode as the subject of the research, that
is — in the case of film, television, audiovisual artworks, or internet videos — audio-
visually.®

24) Brad Haseman, ‘A Manifesto for Performative Research, Media International Australia incorporating Cultu-
re and Policy, vol. 118, no. 1 (February 2006), pp. 98-106.

25) Catherine Grant, ‘The audiovisual essay as performative research, NECSUS. European Journal of Media
Studies, vol. 5, no. 2 (2016). Online: <https://necsus-ejms.org/the-audiovisual-essay-as-performative-re-
search/>, [accessed 20 April 2020].
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Here, the subject of my research was the spectatorial experience invited by Penny
Lane’s film; therefore, studying it performatively meant producing a new spectatorial ex-
perience, which would hopefully be critical and reflexive enough that it would allow my
viewers to distance themselves both from the film and from my take on it. This resulted in
the production of a 31-minute film entitled Watching the Pain of Others, which is available
online.? T adopted for this film an aesthetic strategy that is very different from that of
Lane’s film; this formal discrepancy, and the two ethical stances it reveals, is what I would
like to elaborate on here. I will especially focus on two aspects in which the films strongly
depart from one another: the decision (not) to show the online interfaces in which the ap-
propriated videos were originally embedded and the choice (not) to position ourselves as
protagonists within our respective films.

As Richard Brody has remarked, Lane’s film is fundamentally “observational”?” Simi-
lar in that sense to Present.Perfect, the film appears as a linear edit of online videos that fill
the cinematic screen, and are allowed to play at length, leaving a lot of time and space for
the protagonists to express themselves on camera. Lane’s own voice is never to be heard.
Her editing style is somewhat reminiscent of the approach to ethnographic filmmaking
that Roger Sandall and Colin Young conceptualized in the 1970s under the expression of
“observational cinema”, which aimed at documenting as transparently as possible the eve-
ryday life of the filmed subjects without imposing the filmmaker’s interpretation onto the
images.” Lane seems to have followed the lead of the photographer Garry Winogrand,
who reportedly declared: “I have nothing to say. I believe the event is better than any ide-
as I could have about it”* Or, in Lane’s own terms:

If you think about the different varieties of found footage filmmaking: I wasn’t mak-
ing a clever collage. I wasn’t juxtaposing two clips to create new meaning or making
a supercut of the things that everyone always says in Morgellons videos. None of
that was happening and that was very conscious because I was treading very careful-
ly an ethical [line of what] I thought was okay to do and it felt important to accurate-
ly represent the content of these videos, so I wanted my editing to be as unobtrusive

as possible.’”

Opverall, her film appears to be extremely respectful of the media it appropriates, allow-
ing for an immersive and empathetic understanding of the lived experience of Morgellons
sufferers. Conversely, I adopted for my own film a “desktop documentary” approach,
which can only be described as an “obtrusive” editing strategy. This filmmaking style was

26) Chloé Galibert-Lainé, ‘Watching the Pain of Others, [in] Transition. Journal of Videographic Film & Moving
Image Studies, vol. 6, no. 3 (2019). Online: <http://mediacommons.org/intransition/watching-pain-others>,
[accessed 20 April 2020].

27) Richard Brody, ‘Highlights from the 2018 Maryland Film Festival, The New Yorker, May 2018.

28) Colin Young, ‘Observational Cinema, in Paul Hockings (ed.), Principles of Visual Anthropology (Berlin:
Mouton de Gruyter, 1975), pp. 99-114.

29) Quoted in Roger Sandall, ‘Observation and Identity, Sight and Sound Magazine, vol. 4, no. 41 (1972),
pp. 192-196.

30) Stephen Saito, ‘Interview: Penny Lane on Keeping Up Appearances with “The Pain of Others™, The Moveable
Fest, June 2018. Online: <http://moveablefest.com/penny-lane-pain-of-others/> [accessed April 20 2020].
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pioneered by artists such as Nick Briz (Apple Computer, 2013) and Kevin B. Lee (Trans-
formers: The Premake, 2014), and can be described as a sub-category of the cinematic gen-
re that has grown to be called “desktop cinema”. They are films that take place on the desk-
top of a computer (or even more recently, a tablet or a smartphone) and rely on screen
recordings instead of filmed images. Examples of feature-length fiction films made in this
style include Unfriended (Levan Gabriadze, 2014), Searching (Aneesh Chaganty, 2018)
and Profile (Timur Bekmambetov, 2018).

As could be seen in Fig. 2, the YouTube graphic interface is entirely absent from Pen-
ny Lane’s film; the appropriated videos play on the full screen, without any visual reference
to their online origins (no title, no viewcounts, no URL). Conversely, I staged my research
story on the screen of my computer and re-framed the appropriated material back into its
original platforms. In showing not only the YouTube graphic interface but also my entire
desktop, I tried to exhibit the multi-layering of frames and contexts in which all the media
that I was analyzing were embedded: the videos of Morgellons patients, but also Penny
Lane’s film itself, which I watched on the online platform Vimeo [Fig. 3].

This made sense to me because I wanted to compare the intellectual and affective re-
sponses that were triggered by the same footage, depending on whether it was perceived
as a YouTube video or as a cinematic sequence. Therefore, I hoped that the desktop docu-
mentary approach would invite a reflection on the influence of frames and graphic inter-
faces on the meaning of online media. In the context of this comparison between Lane’s
and my own creative decisions, it appears that this difference between our approaches was
not as motivated by a disjunction between our respective ethical guidelines as it was justi-
fied by a divergence in our goals and interests for (or what in another context we would
call our “research questions” about) the appropriated media.

Beyond this decision (not) to show the online interfaces in which the appropriated
media was originally embedded, I also wish to comment on the fact that Penny Lane does
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Fig. 3: Still from Watching the Pain of Others (Chloé Galibert-Lainé, 2019)
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not appear as a character in her own film, whereas I chose to present myself as the narra-
tor of my research story. There is a long tradition of essay films being narrated by their
makers, as well as cinematic autoethnographies in which the filmmaker appears on-
screen.’” The history of literature about ethnographic cinema is again a useful point of ref-
erence to reflect upon this approach. It is precisely for its apparent lack of reflexivity that
the “observational” approach was criticized in the 1980s by authors who called for a “more
self-conscious ethnographic cinema that acknowledged the conditions of its own mak-
ing”*? Considering this history raises interesting questions about Penny Lane’s decision to
adopt an observational approach for The Pain of Others, especially as she appeared on
screen in her short documentary The Abortion Diaries (2005) and is currently working on
an autobiographical essay film in which her voice should play an important narrative
role.’® Therefore, her decision to do neither of these things in The Pain of Others cannot be
considered a default choice. For my own film, following the methodological recommen-
dations of post-colonial ethnographers,* I decided that it was important to be as trans-
parent as possible about the vantage point from which I was engaging with these media
(which is informed by my gender, age, cultural background, education...), as well as to ac-
knowledge my role as a participant in the online environment that I was documenting.
Because so much of my film is about the attention economy of online platforms, and how
far Morgellons YouTubers are willing to go to be visible within these platforms, it seemed
important to acknowledge that my research was also contributing to that economy: my
clicks were adding views to YouTube’s counters, hence favoring the visibility of the videos
that I was researching. This can be related to Christine Hine’s observation that

the online ethnographer is always, in some sense, a participant, in that in order to be
present in online spaces the ethnographer has to use the same technologies that par-

ticipants are using.*”

But to me the most interesting dimension of this aesthetic dilemma (whether or not to
become a protagonist of one’s netnographic film) relates, once again, to its ethical implica-
tions. In the above-quoted interview, Lane declared that her decision to “stay out of it” was
related to her considerations of what she thought was “okay to do” with the appropriated
material. In other words, she favored a way of editing that she felt was most respectful of

31) See for instance in Nora Alter, The Essay Film After Fact and Fiction (New York: Columbia University Press,
2018); or the last chapter of Catherine Russell, Experimental Ethnography (Durham: Duke University Press,
1999).

32) Anna Grimshaw and Amanda Ravetz, ‘Rethinking Observational Cinema, The Journal of the Royal
Anthropological Institute, vol. 15, no. 3 (2009), p. 541. For an early and oft-cited formulation of this criticism
against observational cinema, see David MacDougall, ‘Beyond Observational Cinema; in Principles of Visual
Anthropology (La Hague, 1975), pp. 115-132.

33) Information about this ongoing project can be found here: Online: <https://catapultfilmfund.org/films/
ConfessionsOfAGoodSamaritan/>, [accessed 20 April 2020].

34) Especially the above-mentioned book by Trinh T. Minh-Ha, but also other works such as Ruth Behar, The
Vulnerable Observer: Anthropology that Breaks Your Heart (Boston: Beacon Press, 1996).

35) Christine Hine, ‘Ethnographies of Online Communities and Social Media: Modes, Varieties, Affordances, in
Nigel G. Fielding, Raymond M. Lee and Grant Blank (eds.), The SAGE Handbook of Online Research Methods
(London: SAGE Publications Ltd, 2017), p. 415.
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the people who appeared in the media that she appropriated, which led her not to impose
her own ideas or interpretations onto the footage. But the very same ethical concern led
me to make the opposite decision. Instead of disappearing behind the footage, I chose to
present myself in the same way that the Morgellons YouTubers present themselves in their
videos: as a vulnerable, embodied, gendered figure, whose authority comes more from the
authenticity of her voice than the scientificity of her discourse.

My objective is not to argue in favor of one or the other approach. I did not develop my
own approach as a way to compensate for eventual limitations of Lane’s film but precisely
because I was provoked by the powerfulness of its observationality. However, I find it in-
teresting that similar ethical concerns can lead to such diverse formal strategies, depend-
ing on both the makers’ sensibilities and the epistemological framework within which
they wish for their films to operate. I hope this serves as an exemplification of the impor-
tance to consider the aesthetic dispositifs of netnographic films in the light of the cultural
positioning that they reveal. The final part of this essay will pursue this idea further, com-
plementing the theoretical framework presented above with reflections inspired by a re-
visitation of Lev Manovich’s classic article “Cinema as a Cultural Interface”

The Cultural Interface

Bringing the discussion back to a more theoretical ground, I can now expose the mutual
illumination that I argue is produced by bringing together the corpus of netnographic cin-
ema and Lev Manovich’s notion of cinema as a “cultural interface” It may help to first re-
call briefly the scope and structure of Manovich’s argument. In his 1997 article, the author
develops the idea that over the decades cinema has contributed to the formation of a spe-
cific perceptive attitude which, despite it being historically linked to canonical works and
to a specific technological dispositif (the projection on a big screen), it is now possible to
exercise in other contexts, and in relation to other media objects. This idea is based on the
observation of a historical tendency that makes “cultural forms” gradually dissociate from
the type of “data” with which they were first associated. As an example, Manovich writes
that during the 1990s, the computer stopped being a tool and became a medium, as it was
no longer employed only to produce certain specific types of contents but had evolved to
allow access to a wide range of “cultural data” (digital encyclopaedias, video games, digi-
tized works of art, etc.). Manovich states that parallel to this evolution, it is possible to “see
that the printed word and cinema also can be thought of as interfaces, even though histor-
ically they have been tied to particular kinds of data”*® Specifying this idea, he adds:

Today, as media is being “liberated” from its traditional physical storage media —
paper, film, stone, glass, magnetic tape — the elements of printed word interface and
cinema interface, which previously were hardwired to the content, become “liberat-
ed” as well. [...] No longer embedded within particular texts and films, these organ-
izational strategies are now free floating in our culture, available for use in new con-

36) Manovich, The Language of New Media, p. 83.
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texts. In this respect, printed word and cinema have indeed became interfaces — rich
sets of metaphors, ways of navigating through content, ways of accessing and stor-
ing data.’”

Since the exclusivity that linked the filmic object to the cinematic medium (defined in
turn by the material medium of film, the cinema theater, the social practice of attending
a screening) has been destabilized, and movies can now be experienced through the inter-
face of a computer, Manovich argues that it is necessary to rethink not only what has long
been called “film” but also what “cinema” has been and can continue to be. He therefore
proposes not to consider cinema as a corpus of canonical works but as a way of experienc-
ing audiovisual objects; as a certain “way of navigating” through images and sounds,
wherever they may come from and whatever their material and technological format.

And what do netnographic films do if not invite us to watch online media cinematical-
ly? To mobilize, in front of images that were originally produced for online consumption,
the specific “way of navigating through content’, the focused form of attention that we
have learnt in movie theaters? By appropriating online images and turning them into
a cinematic work, netnographic filmmakers propose a “relocation™® of the cinematic ex-
perience. The effect of this relocation is that these media, which were meant to be encoun-
tered in the context of a networked computer-based or smartphone-based platform, are
now perceived as cinematic objects. This is the first reason why thinking of cinema as
a “cultural interface” is particularly relevant in the context of netnographic cinema. By def-
inition, the term “interface” designates the limit between two (or more) distinct systems;
the interface is a space of encounter between several domains with different properties,
between which it conditions the possibility of exchanges and interactions. Because they
approach online media from the tradition of experimental cinema, netnographic films ex-
plore in a sense the interface between the same two “cultural forms”, whose interactions
and respective influences Manovich was trying to map in his 1997 article. His goal was to
describe how the language of 20" century cinema had shaped the media of the 21% centu-
ry; netnographic films explore the opposite trajectory, borrowing audiovisual material
that was originally produced in a “new media” context and shaping it into a cultural object —
a film — that very much respects the conventions of 20™ century cinema. But in both cas-
es, what is at stake is the idea that cinema can usefully be understood as a perceptual mode
that can be activated in relation to non-cinematic audiovisual objects, and therefore can
serve an interface to engage with online media.

Yet there is another reason why it is productive to bring together netnographic film-
making practices and Manovich’s understanding of cinema as a “cultural interface” The
first part of my essay showed that the main characteristic of netnographic films is that they
explore the possible encounters between two different communities that have their own
distinctive sets of media practices and cultural systems: the online community that the
films depict and the community of their makers and spectators. I have argued that this as-

37) Ibid.
38) Francesco Casetti, The Lumiére Galaxy: Seven Key Words for the Cinema to Come (New York: Columbia
University Press, 2015).
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pect of netnographic filmmaking invites a rapprochement with the oft-commented ethi-
cal and ideological challenges raised by the practice of ethnography, understood here as
“an experimentation with cultural difference and cross-cultural experience’,* which has
historically taken place in colonial contexts. Yet already in his 1997 article, comparing the
“interface” to a semiotic code, Manovich wrote:

In cultural communication, a code is rarely simply a neutral transport mechanism;
usually it affects the messages transmitted with its help. For instance, it may make
some messages easy to conceive and render others unthinkable. A code may also
provide its own model of the world, its own logical system, or ideology.*”

Manovich underlines that interfaces are shaped by ideologies: adopting his model in
relation to netnographic films therefore invites an acute observation of the ideological bi-
ases that inform not only the content of these films, but their very form. Therefore, think-
ing of netnographic cinema as cultural interface allows for the formulation of the follow-
ing question, which resonates very directly with the questions evoked in the first part of
my article: when online images are turned into an experimental feature film that will in
turn be distributed at international film festivals, into what ideology is the appropriated
media shaped? Or perhaps more importantly, into whose ideology is the appropriated me-
dia shaped?

This leads me to a second, perhaps lesser-known reference, that can usefully expand
our understanding of what it means to consider cinema, and specifically netnographic
cinema, as a “cultural interface”. Martin Nakata is an Australian scholar from the Torres
Strait Island who works in the field of Indigenous Education. In his 2007 book Disciplin-
ing the Savages, Savaging the Disciplines, Nakata in turn mobilizes the notion of the “Cul-
tural Interface” (which he capitalizes) to describe the space in which Indigenous people
live. He describes the Cultural Interface as a space where confronting and potentially mu-
tually exclusive systems of knowledge co-exist; specifically, the cultural system that Torres
Strait Islanders inherited from their ancestors and to which each new generation has made
changes and the value system promoted by Western science, which still largely informs the
institutions that govern their daily lives. It is obvious that Martin Nakata and Lev Manovich
have conceptualized the notion of “Cultural Interface” in very different contexts, and had
very different agendas in doing so; bringing together their respective theoretical models
could therefore appear as an absurd exercise, insufliciently justified by the fact that they
coincidentally used the same term to designate two very different objects. But because the
issue of cultural appropriation is so clearly at the heart of the practice of netnographic cin-
ema, I argue that conceptualizing these films as “cultural interfaces” requires to at least
consider how that notion has been invested not only by Lev Manovich but also from the
“standpoint™" of a researcher whose culture has been, and in different ways still is, the ob-
ject of a process of colonization.

39) Russell, Experimental Ethnography, p. 18.

40) Manovich, ‘Cinema as a Cultural Interface;, p. 76.

41) Martin Nakata, ‘Anthropological texts and Indigenous standpoints, Australian Aboriginal Studies, no. 2
(1998), p. 3.
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In his book, Nakata mobilizes the term “interface” as a substitute to the term “intersec-
tion”, which he deems insufficient because it seems to describe a binary structure:

Islanders in the Torres Strait [...] operate on a daily basis in a space that is common-
ly understood as the intersection between two different cultures [...]. This position
is often represented theoretically as a simple intersection of two different and often
contesting elements that give rise to a ‘clash of cultures; a ‘cultural mismatch;, ‘cultur-
al dissonance’ or the dominance of one culture over the other.*?

Conversely, the term “interface” is described as more appropriate because it suggests
a more complex web of interacting agents:

The Cultural Interface [...] is a multi-layered and multi-dimensional space of dy-
namic relations constituted by the intersections of time, place, distance, different
systems of thought, competing and contesting discourses within and between differ-
ent knowledge traditions [...]. It is also a space that abounds with contradictions,
ambiguities, conflict and contestation of meanings that emerge from these various

shifting intersections.*?

Nakata warns against the simplistic perspective of thinking the cultural interface as
a place of confrontation between two incompatible systems; instead, he invites the devel-
opment of alternative conceptual tools that would allow us to break out from the dichoto-
mous paradigm separating one community from another. Stressing the “multidimension-
al” and fundamentally “ambiguous” nature of the interface, he emphasizes the importance
of paying attention to the specific ways in which the abstract “contradictions” between the
two cultural universes it brings into contact (as well as the contradictions that exist with-
in each of them) may be actualized in a given situation. In his view, only a careful atten-
tion paid to the details of the interactions that happen at the interface may capture the
complexity of its structure.

Conclusion

Transposed to the study of netnographic cinema, the perspective of Manovich and Naka-
ta makes it possible to formulate a firmer theoretical understanding of their interfacial
structure. I argue that articulating Manovich’s and Nakata’s views allow for the formula-
tion of the following three ideas:

1) Netnographic cinema can be understood as a cultural interface to the extent that it
produces a space of encounter between different social worlds, between their systems
of beliefs and knowledge and their respective forms of media expression.

42) Martin Nakata, Disciplining the Savages, Savaging the Disciplines (Acton: Aboriginal Studies Press, 2007), p. 322.
43) Tbid,, p. 323.
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2) As interfaces are never ideologically neutral, it is indispensable to question the cultur-
al, social, and aesthetic values that inform how online content is shaped and trans-
formed in netnographic cinema.

3) Netnographic films, like other cultural interfaces, are “multi-layered and multi-dimen-
sional spaces of dynamic relations” It is therefore necessary to pay attention, in our
analyses of these films, to the complexity of their aesthetic dispositifs, without simpli-
fying them into a binary opposition between the filmmaker and the Internet users
whose media are appropriated.

The double objective of this article was to reactivate Lev Manovich’s theory of cinema
as a “cultural interface” by bringing it in a dialogue with Martin Nakata’s views on the same
notion and to propose an original angle to approach a new, fast-growing filmmaking prac-
tice, which interests me both theoretically and practically. The expression “netnographic
cinema’” was proposed to designate that filmmaking practice, to underline how much it in-
herits from both the highest aspirations and the most difficult challenges of ethnographic
cinema. Thinking of netnographic films as “cultural interfaces” (this notion being under-
stood at the intersection between Manovich’s and Nakata’s models) works as an invitation
to observe how their formal dispositifs are informed by, and in turn condition, the multi-
layered cultural relations between the filmmaker and her cinematic practice on the one
hand and the depicted community and their media practices on the other. As a practitioner,
I find that this theoretical framework raises compelling creative challenges, in that it un-
derlines the importance of designing our films so that they acknowledge the complexity of
their own appropriative dispositifs. As a spectator, I cannot wait to see what new strategies
future filmmakers and artists will invent to address and displace these challenges.

Chloé Galibert-Lainé is a French researcher and filmmaker, currently preparing a PhD at the Ecole
normale supérieure de Paris (SACRe / PSL). In recent years, she has taught and led workshops at in-
stitutions including Paris 8 University, the Royal Academy of Art in The Hague, the Johannes Guten-
berg University in Mainz, the School of Art and Design in Lucerne and the Merz Academy in Stutt-
gart. Her research takes different forms (texts, films, video installations and live performances) and
explores modes of spectatorship, gestures of appropriation and mediated memory. Her films have
been presented at festivals including FIDMarseille, True/False festival, transmediale, Ars Electroni-
ca Festival, Images Festival, Kasseler Dokfest and EMAF.
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SUMMARY

Netnographic Cinema as a Cultural Interface

Chloé Galibert-Lainé

This article introduces the notion of “netnographic cinema” and contextualizes this contemporary
filmmaking practice in the light of Lev Manovich’s 1997 article “Cinema as a Cultural Interface”
First, I present a corpus of contemporary experimental films that are entirely made of appropriated
online media and argue that it is productive to interpret this new filmmaking practice in the light of
the history of ethnographic cinema. The second part of the article offers a comparative close-analy-
sis of two netnographic films made from the same online material, but adopting different formal
strategies for representing that material: Penny Lane’s feature-length The Pain of Others (2018), and
a medium-length desktop documentary that I produced in response to Lane’s film, entitled Watch-
ing the Pain of Others (2019). Finally, a third part articulates why such “netnographic” films can be
understood as “cultural interfaces”, as defined by both Lev Manovich and Indigenous scholar Mar-
tin Nakata. The results of the article are twofold: an original theoretical angle is proposed to ap-
proach a contemporary filmmaking practice, which is described from the perspective of a practi-
tioner; and a classic article by Lev Manovich is revisited and actualized with considerations to recent
developments in the field of Post-Colonial and Indigenous Studies.

keywords: Experimental Cinema, Online Ethnography, Lev Manovich, Cultural Appropriation,
Videographic Research
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Daniel Strutt (Goldsmiths, University of London)

Mystical-Type Experience
at The Virtual Reality Interface

Technics, Aesthetics, and Theology in the Search
for Cosmic Connection

In recently received event invitations and articles in online tech publications such as
Wired, Futurism and The Verge," I have noticed an interesting pattern of a kind of “spirit-
ual” attention being paid towards new digital immersive technologies like Virtual Reality
(VR) and Augmented Reality (AR). I attended one such event (in which an acquaintance,
a “ritual designer”, was involved) and my experience there deepened my interest in this
field of what I would call quasi-religious, mystical or metaphysical themed experience in
mixed reality. It has also raised some questions that I hope to address in this article regard-
ing the specific modes of ontological reflection that technologies such as VR and AR
might be capable of offering, and the cultural or existential needs or crises that they seem
to address. Moreover, I am led to speculate on the value of such experiences — do new
immersive technologies really offer an enhanced interface to sensations of cosmic or mys-
tical connection, or do they, by attempting to manifest what is often understood as essen-
tially ineffable, intangible, and not “actual” in a literal sense, actually in some ways demean
the “authentic” mystical experience?

Named Isness, the specific experience I had was a communal guided “ritual” experi-
ence in VR, presented as a workshop within the biennial “Breaking Convention: Confer-
ence of Psychedelic Consciousness” at the University of Greenwich in London in 2019.?

1) Specific articles I explore later in this paper are: Jon Porter, ‘HTC Thinks Christians are VR’s Next Big Audi-
ence: From virtual to spiritual realities, 16 December 2018, The Verge, <www.theverge.com/2018/12/
16/18139134/htc-vive-studios-7-miracles-focus-virtual-reality-movie-raindance-film-festival>, [accessed
28 April 2020].
Kristen French, “This Pastor Is Putting His Faith in a Virtual Reality Church’, 2 February 2018, <www.wired.
com/story/virtual-reality-church/>, [accessed 28 April 2020].
Kristin Houser, ‘Watch a Mother Reunite With Her Deceased Child in VR, 7 February 2020, <futurism.
com/watch-mother-reunion-deceased-child-vr>, [accessed 28 April 2020].

2) See: <www.breakingconvention.co.uk/>, [accessed 30 June 2020].
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Though I confess that didn’t engage much with the conference itself and merely arrived for
the VR experience, I could tell upon entering the bustling main hall of the venue that this
was not a regular academic conference. Despite lectures and talks by such esteemed folk
as government advisor Dr. David Nutt, this seemed to me to be an event directed primar-
ily at practitioners of alternative therapies and self-confessed “psychonauts”, and the trap-
pings of this were evident in the tables laden with rainbow-coloured art, crystals and
dreamcatchers. However, I located the room in which this VR experience took place, and
despite a little tentative awkwardness, I had an experience that genuinely excited me.

After a brief introductory stretch and breathing exercise with the host who had greeted
us, my group of four were led single-file and blindfolded into another room, where we
were positioned within a space, our blindfolds removed and replaced with VR goggles. By
the gentle guiding voice of a narrator (the familiar voice of my acquaintance) we were in-
structed how to interact with the virtual space, the other three participants, and with the
molecular objects which appeared to float between us.” It was an incredibly calming, har-
monious experience. At the end, about 20 minutes later, the goggles were removed and we
sat on the floor to discuss what we had seen and felt. The other participants straight away
likened their experience to drug-induced visions they had previously had with the sha-
manic ritual hallucinogen ayahuasca. I personally felt calm, focused, and yet excited to
have had my first meaningfully shared VR experience. What was perhaps then of equal
fascination was to find out that this pseudo-spiritual experience was in fact an academic
research project led by Dr. David Glowacki, working out of the Intangible Realities Labora-
tory at the University of Bristol.¥

Despite this VR experience’s empirical purpose, having been there myself, then having
read the paper written about the research,” and considering its location at a psychedelic
consciousness convention, it does seem to me (possibly contentiously) that it was inten-
tionally designed to appeal primarily to a kind of new-age spirituality movement. Though
I am sure that the researchers saw this audience, and this conference specifically, as fecund
territory for an open-minded sample group for their experiment, they will no doubt have
also had considered the topicality of the fresh cultural focus from groups invested in
“Eastern philosophy, alternative therapy and contemplative studies” and indeed from some
more established churches, in the technologies of virtual, augmented, and mixed reality.®
For most of these groups, VR is seen to have potential as a means of attaining what are
referred to as Mystical-Type Experiences (MTEs). Though I will go into greater detail on
these later, MTEs are described by Glowacki et al. in short as “subjective experiences
whose characteristics include a sense of connectedness, transcendence and ineffability””

In a culturally broader sense (beyond just new-age spiritualism), there is a recent at-
tention paid not only to the attainment of higher states of consciousness at the crossover

3) A shortvideo about the Isness experience can be viewed here: <vimeo.com/386402891>, [accessed 11 July 2020].

4) The website of which can be found at: <irl.itch.io/>, [accessed 11 July 2020].

5) David R. Glowacki, Mark D. Wonnacott, Rachel Freire, Becca R. Glowacki, Ella M. Gale, James E. Pike, Tiu
de Haan, Mike Chatziapostolou, and Oussama Metatla, Tsness: Using Multi-Person VR to Design Peak
Mystical-Type Experiences Comparable to Psychedelics, arXiv:2002.00940 (2020).

6) See for instance the website: <embodiedphilosophy.org>, [accessed 28 April 2020].

7) Glowacki et al., ‘Isness, p. 1.
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of religious and psychedelic experience, but also to other modes of liminal consciousness;
engaging with pathologies such as psychosis and schizophrenia, with trauma and grief,
and with Near-Death Experiences (NDEs) and Out-of-Body Experiences (OBEs). In this
sense, immersive virtual technologies are being used to simulate a wide category of bound-
ary states of consciousness that are not just mystical but more metaphysical, in the sense
that they do not only aim for an exhilarating transcendence but also, in a more mundane
therapeutic sense, for simply maintaining a conscious equilibrium through moments of
cultural and psychological instability.

Of course, this attention to the ontology or indeed theology of VR is not entirely new.
Michael Heim articulated these parameters in 1993 in his influential book The Metaphys-
ics of Virtual Reality:

Some observers, in their first efforts to explain the phenomenon to their contempo-
raries, pointed to drugs or sex or entertainment. But the profundity of the VR expe-
rience calls for something of a grander stature, something philosophical and reli-
gious. The time has come to grasp the phenomenon in its depth and scope. After all,
we are talking about virtual “reality;” not fleeting hallucinations or cheap thrills. We
are talking about a profound shift in the layers of human life and thought. We are

talking about something metaphysical.?

Heim acknowledges that VR is often first associated to the effects of hallucinatory
drugs, and wishes to look beyond these trivial “cheap thrills” towards something consider-
ably more authentic and profound — even religious. However, for Glowacki et al. and
others, it is certainly not to demean VR to liken it to psychedelics, as both experiences are
equally authentic in a phenomenological sense. They express an understanding that both
VR and hallucinogens exist within a “broad continuum of virtual technologies” that in-
clude ritual practices, dreaming and meditation that can permit MTEs to occur without
drugs or technological augmentation.” If what Heim is seeking is a lasting experience of
profundity then this is something certainly achievable through hallucinatory states (as has
been very well documented by figures such as Alexander Shulgin and Aldous Huxley).
What is perhaps more questionable is whether anything approximating this same elevat-
ed, fully embodied state is achievable through VR alone. If drug-induced psychedelic ex-
periences seem to emerge spontaneously from within, and are seen from our own mind’s
eye, do immersive technologies not simply offer a rather more superficial simulation of
profundity, represented and displayed before us, but created by someone else?

Glowacki et al’s research on MTEs in virtual reality in fact directly models itself on
relatively recent psychedelic drug research by Griffiths et al.' Interestingly, these experi-
mental models were developed to use psychedelics for the therapeutic treatment of de-
pression, addiction, and end-of-life anxiety, and yielded results not only in the successtul

8) Michael Heim, The Metaphysics of Virtual Reality (Oxford: Oxford University Press, 1993), p. xvii.

9) Glowacki et al., Isness) p. 10.

10) Roland Griffiths, William A. Richards, Una McCann and Robert Jesse, ‘Psilocybin can occasion mystical-
type experiences having substantial and sustained personal meaning and spiritual significance’ Psychophar-
macology, vol. 187, no. 3 (2006), pp. 268-283.
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alleviation of symptoms but also in generating meaningful MTEs. The research in fact
concluded that the two were directly correlated — the implication being that mystical
experiences are no mere side effect of the treatment of pathology, but rather a major factor
in the healing process.

This all leads me to ask what ontological status VR experiences should have, and
through what disciplinary knowledge should we approach the kinds of meaningful expe-
riences that VR affords? Is this a psychological issue of media affordances (deployed within
the therapeutic pursuit of “self-help” or self-discovery); a philosophical issue of techno-
logical systems by which we can potentially enhance our understanding of our existence
through technological prostheses; an aesthetic issue of how images or art stimulate and
provoke metaphysical thought; or in fact a theological issue of quasi-religious experience?
To address some of these questions, in this paper I shall consider some technical and aes-
thetic theory that seems pertinent to these issues of mystical or spiritual experience in
media in general, before looking at some current trends in VR content creation to ask how
their makers configure a techno-aesthetic appropriate to this category of experience. Fi-
nally, I move to consider some of the theological issues these trends raise, exploring the
possibility of a techno-theology or “technoetics” for VR.

Technogenesis and Metaphysical Experience

In my book The Digital Image and Reality: Affect, Metaphysics and Post-Cinema I discussed
“metaphysical experience” as something that is subtly altered through the influence of
digital image technologies.'” I wrote about how digitally rendered experiences of plastic
or malleable time, space, materiality and causality (in cinematic special effects and post-
cinematic immersive environments) passively accumulate towards a profound ontological
shift barely noticeable at a conscious level. Rather than experiencing revelatory or sublime
eureka moments of insight that are recognised and acknowledged as such, we instead ex-
perience a slow, subconscious meshing together of small, low-key affective “frissons’, and
without really realising it find ourselves within quite a different structure of feeling about
the universe, the world, and our sense of self. Rather than framing this shift in a theologi-
cal sense, I aimed for a rather more ambivalent ethical stance of a “mellow nihilism” or
“weak metaphysics” (from philosopher Gianni Vattimo), and of a kind of playful specula-
tive futurism.'?

I accounted for the digital shift in metaphysical thought by working with a philosoph-
ical concept of technogenesis, emerging from Heidegger’s essay The Question Concerning
Technology' and through Bernard Stiegler’s notion of “grammatisation’,'® in which we see
humanity evolving alongside technology in a synergistic mode. Within my understand-

11) Daniel Strutt, The Digital Image and Reality: Affect, Metaphysics and Post-Cinema (Amsterdam: Amsterdam
University Press, 2019).

12) Gianni Vattimo, ‘From Utopia to Heterotopia, in The Transparent Society (Cambridge: Polity Press, 1992).

13) Martin Heidegger, The Question Concerning Technology (New York: Harper Perennial, 1977).

14) Bernard Stiegler, ‘Die Aufklarung in the age of Philosophical Engineering), in M. Hildebrand et al. (eds.),
Digital Enlightenment Yearbook 2013 (Amsterdam: IOS Press, 2013).
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ing, digital image technologies arrive after cinema (possibly as an extension or re-launch
of the Deleuzian “Time-Image”) as the latest mode of the enframing of existence (or “Ges-
tell” in Heidegger’s language).' Digital technologies capture and express reality as image
according to their own technical capacities and automatisms, in a broad shift from photo-
graphic representation (in cinema) to the digital simulation of more complex and mallea-
ble realities.

For theorists such as Patricia Pisters, digital image technologies bring to the fore a spe-
cific category of image of mental landscapes — the neuro-image — as an apparent turn
inwards and away from stable, observable realities.'” Here we see images of psychosis and
schizophrenia that reflect on the contemporary status of our consciousness of the world,
and on our contemporary digital networked screen culture, which is itself schizophrenic.
For other theorists such as D. N. Rodowick, the turn away from the indexicality of photo-
graphic media permits a turn to fantasy landscapes, which while retaining “reality mark-
ers” such as three-dimensional space and gravitational force, inexorably gravitate towards
the stretching and breaking of physical realist principles.'”)

In my own approach, I see these contortions of reality as ethical modes of ontological
reflexivity — not dissolved within the detached relativity of multiple subjective perspec-
tives of equal importance, but rather as a means of imagining ethical futures in a prag-
matic if still playful sense. By aesthetically experimenting with the liminality of digitally
rendered realities through digital image tools (e.g. the morph, the glitch, deepdream, etc.),
we might start to intuit an immanent plasticity in all of our lived realities. This is to say that
a reality that is understood to be simulated is one that can also be manipulated — not
necessarily as the nightmarish Matrix of the film, but instead an empowering indirect real-
ism that allows us to palpably feel the world as virtual and plastic.'¥

Cosmic Connectedness

While in my work I have steered clear of religious or theological concepts even when con-
sidering films such as Enter the Void and Source Code that explicitly deal with concepts of
soul and reincarnation, media theorist Laura Marks expertly draws together issues of
faith, philosophy, and media technology. In her two latest books Enfoldment and Infinity'*
and Hanan al-Cinema®), as well as in much of her other recent writing, she works with
Islamic theological concepts drawn from what were the “Dark Ages” of Western Europe
but a time of great philosophical illumination in medieval Arabia and Persia, to reflect on

a shift away from the figurative, direct realism of European art towards a figural and ab-

15) Gillles Deleuze, Cinema 2: The Time Image (London: The Athlone Press, 1989).

16) Patricia Pisters, The Neuro Image: A Deleuzian Film-Philosophy of Digital Screen Culture (Palo Alto, CA:
Stanford University Press, 2012).

17) David N. Rodowick, The Virtual Life of Film (Boston: Harvard University Press, 2007).

18) Catherine Malabou, Plasticity at the Dusk of Writing: Dialectic, Destruction, Deconstruction (New York:
Columbia University Press, 2010).

19) Laura U. Marks, Enfoldment and Infinity: An Islamic Genealogy of New Media Art (Cambridge, MA: The
MIT Press, 2010).

20) Laura U. Marks, Hanan Al-Cinema: Affections for the Moving Image (Cambridge, MA: MIT Press, 2015).
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stract digital, algorithmic aesthetic.?” As Marks most succinctly explains in her article
“Thinking Like a Carpet: Embodied Perception and Individuation in Algorithmic Media’,
due to the Quran forbidding the representation of actual living forms as blasphemy,
a powerfully abstract expression of divinity developed through material media such as
carpets, wood carving, tiles, and calligraphy, amongst others. >

By returning to pre-modern spiritual philosophies “of an enchanted world, the world
before the great disenchantment of the enlightenment”, Marks speaks to both a concept
and an embodied aesthetic of the harmonious interconnectedness of body, world, and
cosmos that was later overridden or “repressed” by the Western rationalist enlighten-
ment.” Woven carpets function as a useful metaphor for this kind of thought: “thinking
like a carpet may help us model, with our thoughts and our bodies, the relationships be-
tween points and the universe”* Although perhaps an obvious truth, this mode of
thought highlights the fact that no mediated image, nor any image-generating hardware
or software, is independent of energies, processes, and underlying dimensions of the uni-
verse. This points to the indirect realist observation that no image is ever simply a repre-
sentation of something but is a manifestation of complex connected forces, and thus con-
stitutes its own essential microcosm. In addition, each act of embodied sensual perception
creates the image anew in its affective dimension — a momentary extraction and materi-
alisation of form from a fluctuation of cosmic energies. In her book chapter “Enfolding-
Unfolding Aesthetics” from 2014, she describes mediation in general as a process of un-
folding the infinite (the cosmic) into material existence.

Mediation is not a block to the infinite but a fold between the infinite and our per-
ception [...] Media does not destroy nature but is part of it; it is an extra set of folds,
a surface complication, codifying and altering nature, and contributing its own ma-
teriality.?

Connecting Deleuze and Guattari’s actuality and virtuality to Islamic concepts of man-
ifest and latent states (zahir and batin, respectively), the technological medium that shows
us reality does not simply represent it as an image but rather unfolds it and actualises it for
our sensory faculties from an underlying immanent and infinite virtuality. Images do not
represent the infinite but rather conjure their own material realities as manifestations of

21) Drawing on Deleuze’s idea of figural aesthetics from Francis Bacon: the logic of sensation (London: Contin-
uum, 2003).

22) In Marks’ words, living forms include “anything with a face, anything with a body, and sometimes even with
anoutline”. Laura U. Marks, “Thinking Like a Carpet: Embodied Perception and Individuation in Algorithmic
Media, Acta Univ. Sapientiae, Film and Media Studies, vol. 7 (2013), p. 9.

23) Laura U. Marks, ‘Rethinking Digital Ideologies: In Conversation with Laura Marks), Interview with Max
Breakenridge. 16™ December 2019, University of Glasgow School of Culture & Creative Arts. Online:
<cca.academicblogs.co.uk/rethinking-digital-ideologies-in-conversation-with-laura-marks/>, [accessed April
2020].

24) Marks, ‘Thinking Like a Carpet;, p. 19.

25) Laura U. Marks, ‘Enfolding-Unfolding Aesthetics, or the Unthought at the Heart of Wood;, in R. Gaafar and
M. Schulz (eds.), Technology and Desire: The Trangressive Art of Moving Images (Bristol: Intellect, 2014),
p- 159.



ILUMINACE Volume 32, 2020, No. 2 (118) THEMED ARTICLES 77

an underlying immanence. Cultivating a “cosmic perception”, then, is to sense and per-
ceive the infinite in and through images.?”

Of course, not all images cultivate or encourage this mode of perception, or act effec-
tively as interfaces to the infinite. Figurative art represents the recognisable forms of life as
they appear in ordinary perception, often mummified and static. For Marks, carpets, like
other forms of Islamic art, are effective exactly because they are not permitted to be figura-
tive, instead using organic or cosmic forms:

These carpets depict a mise-en-abime of worlds within worlds. Carpet scholars
sometimes suggest that the center or the deepest layer represents heaven; often the
motifs become increasingly refined as they approach the “divine” center. A mystical
view could see these carpets as lessons that all of reality is illusory, but that the uni-

verse has an underlying Structure.””

Marks has on many occasions described this same cosmic aesthetic unfolding in new
media art. In Chapter 10 of Enfoldment and Infinity she compares Caucasian carpets to
“genetic algorithms” (drawing on the concepts of evolutionary biology as they has been
taken up by computer science) that do not imitate the forms of life but instead the pro-
cesses of life. She suggests that though programmed by discrete sets of rules and parame-
ters, through time these carpet designs evolve and “mutate” with a kind of non-organic
but self-organising creative life-force.?¥

These strange forms show that the new arises not from laws but from chance, crea-
tivity, and individual actions that could not be foreseen. If there is religion here, it is
a Gnostic one, imagining a God who does not make laws but just observes the sys-

tem as it unfolds, curious to see what we will do next.?”

In new work, Marks articulates a concept of a specific kind of “talisman-image”, a me-
dia form that like a magical talisman explicitly and effectively folds cosmic energies to our
advantage, and “connects the divine source to the human recipient”*” She describes:

With the Neoplatonist model of a well-organised cosmos established, practices
emerged to intervene in its order by folding it differently: astrology, alchemy, and
magic, in particular the making of talismans. The talisman-image intervenes in the
order of the cosmos by folding it and drawing the folded points into contact with the
body.*"

26) Marks, Rethinking Digital Ideologies.

27) Marks, ‘Thinking Like a Carpet,, p. 15.

28) Marks, Enfoldment and Infinity, pp. 305-315.

29) Marks, Enfoldment and Infinity, p. 315.

30) Laura U. Marks, ‘Talisman-images: from the cosmos to your body’ in Radek Przedpelski and Steven Elliot
Wilmer (eds.), Deleuze and Arts of Multiplicity (Edinburgh: Edinburgh University Press), p. 28 [forthcom-
ing].

31) Marks, ‘Talisman-images: from the cosmos to your body, p. 6.
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Although Marks does not believe in actual magical powers, she aims to describe how

» «

this kind of image “appeals to interconnected cosmic levels”, “cultivates awareness of these
interconnections”, and makes it possible “to cultivate ourselves as microcosms”.*?

Whilst saying that she will save a detailed investigation of talismanic media content for
later writings, Marks does nonetheless briefly speak of a talismanic cinema that shows how
the universe is connected, and which “activate sympathy among entities at different levels
of the cosmos”. This raises questions about how we might then imagine a form of talis-
manic VR content. Could VR, even more so than cinema, be an especially effective inter-

face to the infinite?

Interfaciality and Virtual Reality

Although Laura Marks flirts with virtual reality in chapter 9 of her Enfoldment and Infin-
ity, “Herat, 1 487: Early Virtual Reality”, she is really dealing with a metaphor of virtuality
for Islamic Art (in the Deleuzian sense) rather than the actual technical interface of the
VR apparatus. To now move to discuss VR as a discrete technical form in its own right,
with its own specific content, I find it useful to draw on the theory of interface and inter-
faciality from Korean film scholar Seung-hoon Jeong. Serving as a useful bridge between
cinematic concepts and digital forms, Jeong’s concept of interface draws together the phi-
losophy of technology (or technics) and image theory in a way that allows us to think
about the specificity of VR as an interface which generates a particular kind of ontological
reflexivity.

In his Cinematic Interfaces: Film Theory After New Media, Jeong suggests that the cin-
ematic image was originally and from its birth about a flickering tension between actual
and virtual modes of perception. In rethinking and reconceptualising cinematic form and
aesthetics through the new media metaphor of the interface, he creatively appropriates
a concept of interfaciality to frame the cinematic concept of suture as a flexible and crea-
tive point of contact with media content and technological forms. He states: “Suture is no
longer a suspicious ideological mechanism, but a productive agency for renewing film
theory. 7 For Jeong, suturing techniques, along with de-suturing breaks, have from the
beginning of cinema worked in harmony to creatively play with our consciousness of the
reality status of images. They work together to imply a tension at the interface between
direct and indirect realist modes of embodied perception, forcing us — our body, our
subjectivity — “back-in-the-room” De-suturing moments force an acknowledgment of
the virtuality of the image, or at least its highly contingent reality status. The interface is
thus a space of continual suture and de-suture, unfolding and enfolding, within fluctuat-
ing realities, and where we can creatively negotiate our own subjectivity within virtual
cinematic dimensions.

32) Marks, ‘Talisman-images: from the cosmos to your body, p. 34.
33) Seung-hoon Jeong, Cinematic Interfaces: Film Theory After New Media (London: Routledge, 2013), p. 15.
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Interfaciality proliferates in self-reflexive and self-encompassing ways between the
strictly material interface, the fantasy interfacing with the extradiegetic outside, and
the film as a fantastic interface installed in our social reality. The specific interface
per se then sutures one shot to another, and thereby desutures the shot/reverse-shot
structure; fantasy sutures the character into the intradiegetic outside, thereby desu-
turing the diegetic inside; film sutures the spectator into the entire diegesis, thereby
desuturing one’s sense of reality of reality boundary.**

Jeong ends up describing a system of “Chinese boxes of interfaciality” offering connec-
tion between “different dimensions of the image (diegesis, enunciation) or of the subject
(reality, the Real)”*

Though articulating his theory initially through the cinematic image, by using the new
media “interface” as an expansive metaphor Jeong is most literally discussing digital
media forms. As analogue film offered up a specific and limited technical apparatus for
suturing and de-suturing processes (the edit, the camera, the projector, film effects), the
technical interfaces of computational hardware and software offer up a wholly different,
considerably more complex, and ontologically distinct set of image processes.

Jeong describes how the image-interface in digital forms offers its own layered dynam-
ics of subjectivity and reality: cultural and historical content becomes re-organised from
classical cinematic linear narrative and diegetic forms into virtual database worlds such as
YouTube (that he defines as cultural interfaces); screens become permeable membranes
and immersive interactive spaces that complexify the distance of cinematic interface (per-
ceptual interfaces); and the body is now a sensory interface in and of itself, without which
the “image” does not manifest or have any independent existence (embodied interfaces).*®
Each image offers different dimensions of interfaciality that impact on connecting con-
sciousness to reality in specifically digital modes. On VR specifically, Jeong describes the
increasingly active user-subject:

No longer remaining a dreamer of a fantasy world simulated on a head-mounted
display, the VR user now becomes a navigator whose embodied agency, motor in-
tentionality and tactility actualises access to a real space, a “space full of information
that can be activated, revealed, reorganised and recombined” as he navigates it. The
turn is clear: from optic observation to haptic operation, from digital imagery to
digit-using subjectivity, from passive reaction to active production.””

Noting the increased materiality of this “real space”, VR does seem, for Jeong, to bring
new dynamics of intentionality and agency. In principle, this seems like increasingly pro-
ductive agency as a kind of creative empowerment, but at the same time, the interface is in
a way less virtual that cinema was — more actual, more real, more tangible. The question
then becomes: could VR in its increased immersivity and complexity potentially serve as

34) Tbid., p. 49.

35) Ibid., p. 50.

36) Ibid., pp. 4-6.

37) Ibid., p. 210 (quoting Mark Hansen).
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a better medium for ontological reflexivity — as an enhanced “interface to the infinite” in
Marks’ words — or does it, by making space, objects, bodies, and information more mate-
rial and operational, actually foreclose virtuality? Is there in fact something about “re-
maining a dreamer of a fantasy world” that is potentially lost in VR?

Ultimately broadening out beyond material technological interfaces, Jeong’s theory,
much like Marks, moves beyond the image-as-representation altogether to offer a broader
ontology of images, of aesthetic experience, and of existence in general. He asserts that in
fact all experience is interface, such that being embodied and embedded in the world de-
pends fundamentally on virtual interfacial processes with manifested realities. It is, Joeng
says, simply, “connectedness”>*

In this sense, interfaciality could become merely another abstract and relativistic
catch-all term for phenomenological experience; a productive new-media metaphor that
serves for all aspects of reality and subjectivity. However, with enough technical and me-
dium specificity the term can pivot to the ontological, to processes and moments of be-
coming or unfolding at distinct technological interfaces. Jeong’s interfaciality, as woven
together with Stiegler’s understanding of technical grammatisation and Deleuze’s princi-
ples of a “time-image” cinema, allows us to think about an ontological paradigm shift that
accompanies digitisation, and to speak of ontologies of digital interfaces in both specific
forms (from discrete simulation and 3D technologies to VR) and yet in terms which are
generalisable to a whole generation of new-media users.

VR as Mystical-Type Experience: Enchantment, or Connectedness?

Moving through the abstract technical systems of Stiegler, to a general image philosophy
through Marks, and then to the specificity of cinematic and digital image interfaces
through Jeong, we can perhaps arrive at VR technology proper with a functional theoreti-
cal backdrop. This is to see VR as an enhanced technical interface that potentially gener-
ates its own emergent dynamic relationship of our subjectivity with realities and their
underlying virtual or informational basis. Understanding then that all media forms, from
wood, to carpet, to cinema, generate material realities as interfaces to the infinite (which
is really to say that all images generate their own ontology), we might be encouraged to ask
what is so special about VR? What are the specific functionalities or affordances of virtual
reality that inspire the conviction (or faith) amongst some that this technical form is espe-
cially well adapted to offer us an elevated mystical-type experience? And what, then, are
the specific affordances of VR as relative to those of hallucinogenic drugs (which lead
Heim to believe VR to be even more real and profound than any drug experience), or in-
deed to those of religious ritual?*”

38) Ibid., p. 8.

39) Affordances here are understood first through James J. Gibson’s original 1986 ecological definition, as “what
the environment provides or furnishes the animal” [James J. Gibson, The Ecological Approach to Visual
Perception (New York: Taylor and Francis, 1986)] and then through Donald Norman’s revision of the con-
cept as the discoverability of an object or system’s “action possibilities” — as a question of technical or inter-
face design [Donald Norman, The Design of Everyday Things: Revised and Expanded Edition, 2nd ed. (New
York: Basic Books, 2013)].
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It is perhaps necessary to look closer at what actually qualifies as a subjective MTE in
any context, be it induced by psychoactive drug, religious ritual, or media interface. As
Glowacki et al. describe, a solid empirical framework for measuring mystical experience
was developed by Ralph Hood in 1975 within the realm of the phenomenology of religios-
ity and spirituality.*” Called the “M Scal¢’, it was designed to cluster and measure self-re-
ported descriptions of a variety of mystical-type experiences for comparison and correla-
tion. This scale was itself based on an earlier categorisation of specifically religious
experience from 1960 by perennialist philosopher*) Walter Stace*?, which Hood organ-
ised in three categories of experience as such:

Introvertive mysticism

o timelessness and spacelessness (“I have had an experience which was both timeless and
spaceless”)

o ego loss (“I have had an experience in which something greater than myself seemed to
absorb me”)

o ineffability (“I have had an experience which cannot be expressed in words”)

Extrovertive mysticism
o inner subjectivity (“I have had an experience in which all things seemed to be conscious”)
o unity (“I have had an experience in which I realized the oneness of myself with all things”)

Interpretation

« positive affect (“I have experienced profound joy”)

o sacredness (“I have had an experience which I knew to be sacred”)

o noetic quality (“I have had an experience in which a new view of reality was revealed
to me”)*)

Glowacki et al. explain how Griffiths et al. in 2006 then first used Hood’s M-scale to
measure experience under the influence of high doses of psilocybin.*” To do this, they
deliberately eliminated overt reference to God or a godlike sentience, secularising the

40) Ralph W. Hood, “The Construction and Preliminary Validation of a Measure of Reported Mystical Experi-
ence, Journal for the Scientific Study of Religion, vol. 14 (1975), pp. 29-41.

41) The perennialist position towards mysticism taken by Hood, Stace and others, such as William James and
Aldous Huxley, seeks a universal account of mystical experience with an assumption that all such practices
are in pursuit of a single or identical type of metaphysical truth. This school of thought sees that there are
core similarities to mystical experience across religions, cultures and eras. This is disputed by Katz (1978),
who states that Stace’s typology is reductive of the complexities and varieties of mystical experience, and
notes that Stace supposes that superficial similarities in the way experiences are described implies a similar-
ity in experience. According to Katz, a closer examination of context reveals that those experiences are not
in fact identical. Steven T. Katz, ‘Language, Epistemology, and Mysticism, in Mysticism and Philosophical
Analysis (Oxford, Oxford University Press, 1978).

42) Walter T. Stace, Mysticism and Philosophy (Philadelphia: Lippincott, 1960).

43) Source: Research Centre for Biographical Studies in Contemporary Religion, Bielefeld University. Online:
<www.uni-bielefeld.de/(en)/theologie/forschung/religionsforschung/forschung/streib/methoden/mysti-
cismscale.html>, [accessed 28 April 2020].

44) Griffiths et al., ‘Psilocybin can occasion mystical-type experiences.
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mystical-type experience into notions of wellbeing, meaningful insight, and positive af-
fect.* Griffiths' “Mystical Experience Questionnaire” (the MEQ30) was thus simplified
and restructured again with a streamlined four-category structure:

It is designed to capture a participant’s feeling that their experience: (1) is ineffable;
(2) transcends typical experiences of space and time; (3) is mystical (i.e., produces
senses of internal/external unity, connectedness, sacredness, and noetic qualities);
and (4) produces a positive mood.*®

Glowacki et al. then make the additional shift to apply these categorisations of MTEs
to experiences within VR. He takes the four above categories — I, T, M, P — as measures
of MTEs, and charts them on graphs with supporting descriptive “indicative quotations”
as a qualitative measure of these categories of experience.

I cannot help but reflect on these categories of “mystical-type” experience relative to
my own consideration of “metaphysical” experience (framed by a philosophy of techno-
genesis). I discussed metaphysics in terms of our embodied understanding and awareness
of unobservable but real structures of existence, albeit sometimes very abstract laws of
speculative and theoretical physics such as quantum physics, string theory, and dark mat-
ter. I suggested that the way that these virtual concepts and forces (which are often as
much a matter of philosophical reflection as of empirical science) are mediated, shown, or
actualised in a technical interface, affects the embodied intuition of our bodies in time,
space, material reality or within multiple dimensions. To cultivate a sense of the structure
of the universe and our place within it seems clearly related to “mystical experience” as
defined thus far. The suspension or transcendence of space and time, ineffability, positive
affect, noetic quality, unity, and reflection on subjectivity and ego all seem also within the
realm of metaphysical experience.*” But this raises the question of what is in fact specifi-
cally mystical about these experiences. Why entertain the use of what are really theological
definitions of mystical experience rather than considering more secular scientific con-
cepts of the organisation of the universe?*¥

Perhaps we really need to ask if we are truly in the realm of theology, or instead of the
much more tangible and technical concepts of media affordances? Interestingly, Glowacki
et al,, like Griffiths et al. before them, steer clear of explicitly religious concepts in their
article. And yet the context of my experience of Isness was very clearly and deliberately
spiritual, with my co-participants already highly invested in both the vocabulary and the
stated goal of attaining higher states of consciousness (this issue of sample selection is in
fact addressed by Glowacki, as I will discuss later).

In comparison, Laura Marks really does reflect on issues of God and faith in her work,

45) Glowacki et al., Isness, p. 3.

46) Glowacki et al., Tsness, p. 3.

47) I perhaps also deliberately secularised these experiences by framing them within the realms of scientific
knowledge of the universe as explored through science fiction and fantasy.

48) This perennialist account of mystical experience as actually being more about metaphysical intuition is also
the position taken by Huston Smith in his article Is There a Perennial Philosophy?} Journal of the American
Academy of Religion, vol. 55, no. 3 (1987), pp. 553-566.
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talking specifically about experience of the infinite and the cosmic through “enchanted”
and magical Islamic theology and philosophy. It is interesting to think about how she ex-
pertly bridges this gap between metaphysical and mystical experience through an aes-
thetic analysis. It feels like a deep consideration of aesthetics is often the missing compo-
nent in both overly technical (focussing only on the structure or apparatus) and overly
mystical (focussing only on phenomenological meaningfulness) accounts of metaphysical
experience, and could offer a bridge, or point of triangulation, between them. This is be-
cause we can speak of a digital aesthetics as much as we can speak of a religious or sacred
aesthetic, with both of these approaches permitting discussion of intellectually distanced
concepts as well as the more intimate affective and perceptual aspects of the objects them-
selves. Aesthetics accounts for the way we approach such experiences within a pre-exist-
ing world-view that contextualises the “direct” experience we have just as much as the
actual technical interface and its contents, and thus perhaps can go some way to explain-
ing the kinds of cultural and subjective investments people have in these types of media.*”

Mystical and Metaphysical Aesthetics

To discuss the aesthetics of interfaces and metaphysics in an abstract sense, we have to
eventually also talk about the actual tangible content of these VR experiences that I have
described. I would thus like to quickly survey what kinds of VR content are out there cur-
rently, to ask how they relate to a cosmic affective aesthetics of “unfolding the infinite” at
the digital interface.

However, we should first ask: what is the aesthetic content of the original categories of
MTE — that of the divine, or of God him/herself — otherwise thought of as the generic
characteristic of religious mystical experience (that we are, ultimately, comparing a VR
style MTE to)? In doing this, we should acknowledge that differing religions are perhaps
marked by their distinct cultural and aesthetic approaches to the sacred, the mystical, and
the afterlife. Not only do different religious traditions have discrete vocabularies and sym-
bolic forms of God, they have a kind of political aesthetic of the role of faith and religion
in a well-functioning society. Without delving too deeply into this complex of cultural-
theological relations (though I do return to this below), we could perhaps broadly say that
Judeo-Christian religion is marked by mystical categories of experiences that typically
include hearing the voice of God, angelic or sublime visions, and the witnessing of mira-
cles. Alternatively, as Laura Marks describes in “thinking like a carpet’, in Islamic anicon-
ism divinity is represented and experienced indirectly through a rather more abstract sa-
cred aesthetic of algorithmic complexity.

Then we could ask: what is the aesthetic content of drug-induced and hallucinogenic
MTEs? While this is, to an extent, unique to the user, ritual-use shamanic drugs such as
ayahuasca and peyote are known for inducing very distinctive visions and spectacular

49) One other philosopher who approaches an aesthetic theory of mystical experience is Kai-man Kwan, who
describes a complexity of holistic factors involved in religious experience that undermines any scientific ap-
proach of “narrow empiricism”. Kai-man Kwan, The Rainbow of Experiences, Critical Trust, and God: A De-
fense of Holistic Empiricism (London: Continuum, 2011).
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imagery of nature and connection — intricate and brightly coloured designs that pulse
with light and energy. People then often describe encountering intelligent entities as
guides, in the form of animals, plants, and other humans, or gods, aliens, hybrids, and be-
ings that could not be described with words.*® Similarly, ketamine users (at very high
doses) have described communion with extraterrestial beings and computers (for the
“psychonaut” John C. Lilly), or with nature and states of transcendent being — leading one
woman, Marcia Moore (the “priestess”), to dub the drug the “aesthetic anaesthetic” and
later her “Goddess Ketamine”*V However, ketamine seems to have a very different sensory
aesthetic to ayahuasca, inducing less explicitly visual hallucinations as internal images,
and rather distortions or exaggerations of perception (especially auditory).

Arriving to MTEs at the VR interface, we might simply expect the content and aes-
thetic of metaphysical or mystical experience in this medium to straightforwardly mimic
or duplicate these kinds of religious and quasi-religious aesthetic experiences, hoping that
a “mystical-type” feeling of transcendence would simply fall in behind these re-creations.
This is, to an extent, exactly what most producers of this style of VR content actually seem
to be doing. However, there is an immediate distinction to be made between the re-pres-
entation of this in “old” media forms and its simulation in VR-type interfaces — adding
dimensions of operationality and agency that could be argued to be lacking even in reli-
gious or drug-induced experience. Religious and hallucinogenic MTEs, while fully em-
bodied and overwhelming, seem to be more usually witnessed as visions rather than being
consciously controlled by the user or interactive in any lucid dreaming sense.*? This leads
me to now consider the actual MTE content in current circulation on VR platforms to see
exactly how it either conforms or deviates from the types described thus far. I then aim to
ask if they offer a potentially enhanced or more profound mystical experience or its op-
posite — a neutered virtuality.

We could start perhaps by describing Mutator VR, a “generative art” experience cre-
ated by my colleague at Goldsmiths, Prof. William Latham. This installation deploys an
almost explicitly hallucinogenic aesthetic in the mould of the ayahuasca or DMT experi-
ence — offering brightly coloured organic shapes with their stated aesthetic origins in
both rave culture and fractal psychedelia. While “futuristic” and “alien” in one sense, this
is, as Latham says himself, also nostalgic for a 1980s aesthetic vision of VR that was imag-
ined in movies like Tron and Lawnmower Man, only now finally fully manifested due to

50) See for instance: <psychedelictimes.com/the-universal-archetypes-of-ayahuasca-dreams-and-making-sense-
of-your-own-visions/>, [accessed 11 July 2020].

51) As discussed in chapter two of Karl Jansen’s Ketamine: Dreams and Realities, Marcia Moore understood her
experience through Hinduist therological concepts: “The highest state was said to be the cosmic matrix, out
of which she forms a new word “cosmatrix”, described as a pure state of transcendent being. The cosmatrix
was equated with Sat, which Moore described as “the first emanations from the power source which the
Hindus call Brahman” (the fundamental divine energy source from which everything is said to be derived).
Karl L.R. Jansen, Ketamine: Dreams and Realities (Sarasota, FL: Multidisciplinary Association for Psychedelic
Studies, [MAPS], 2000), p. 52.

A cinematic example of this is the hallucinogenic DMT sequence at the beginning of the film Enter the Void
that is widely regarded as authentic, and which is based closely on the director’s own experience. Ian
Failes. “Enter the Void Made by FX”. 28th December 2010, FXGuide, <www.fxguide.com/fxfeatured/enter_
the_void_made_by_fx>, [accessed 28 April 2020].

52

~
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Mutator VR

the huge processing power available to us. However, while engaging with a “rave” aes-
thetic that incorporates positive affects of happiness, togetherness, and ecstasy, Mutator
VR makes no explicit claim to offer a spiritual or mystical-type experience, and its context
(other than occasionally in the nightclub) is in the art gallery or technical showcase, and
not for a psychedelic spirituality audience.

It was, however, in exactly the environment of pseudo- or alternative spirituality that
I found Isness. Despite this, what initially distinguished Isness for me was not the context
but the fact that it was a communal experience. As Glowacki et al. describe:

We developed Isness as a fork of the open-source Narupa project, a multi-person
room-scale VR framework originally designed to enable groups of people to simul-
taneously cohabit real-time scientific simulation environments where they can
reach out and touch molecular objects, manipulating rigorous real-time simulations
of their dynamics.”

In the VR simulation of Isness, we found ourselves in a dark space that looked like
a valley with distant hazy mountains surrounding us. Using a glove controller (called
a “mudra” glove by the creators), we were guided by the narrator through a series of tasks
which involved interaction with our own bodies (visualised as glowing forms), with the
other participants, and then with the “molecular objects” mentioned above, which ap-
peared as a floating string of geometrically connected floating points and lines (our task
here was to work together to untangle the object, before allowing it to float up and away).
This was all visualised in simple graphic forms that varied in colour, density, and bright-
ness according to our interactions. These different tasks, conceived by the creators as

53) Glowacki et al., ‘Isness, p. 4.
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An image from Isness (from glow-wacky.com)

“states”, were each designed to a set of “aesthetic hyperparameters” that attempted to con-
nect them directly to the discrete attributes of the MTE as describes by Griffiths et al.:

We defined a phenomenological “state” as a given set of aesthetic hyperparameter
values. [...] Our decisions on how to set the aesthetic hyperparameters were ground-
ed in design concepts [...] highlighted in the psychedelics research literature.”

So this experience, with a kind of elemental design aesthetic, sets out to directly repro-
duce and stimulate MTEs, and the feedback questionnaire, in turn, was designed to di-
rectly link the aesthetic states back to the categories of mystical-type experiences as origi-
nally articulated by Hood in 1975.

Another category of VR experience that also seems to explicitly connect mystical and
drug-induced experiences are virtual OBEs (out-of-body experience) and NDEs (near-
death experience) — where the former is considered to be a generic feature of the latter.
The VR OBE conjures a virtual experience of leaving your body. By deploying psycho-
logical techniques such as “rubber hand illusion™ and haptic feedback within the VR
simulation, the user is first sensorily situated within a virtual body, before then having
their perspective shifted up and out of that body to look down upon their virtual form.*®
Researchers claim that this experience can help alleviate end-of-life anxiety, though critics
note the pseudo-religious presumptions of this finding. As Vice documents:

54) Glowacki et al., ‘Isness), pp. 4-5.

55) See for instance: Marieke Rohde, Massimiliano Di Luca, and Marc O Ernst, “The Rubber Hand Illusion: feel-
ing of ownership and proprioceptive drift do not go hand in hand’ PloS ONE, vol. 6, no. 6 (2011), 21659.

56) Pierre Bourdin, Itxaso Barberia, Ramon Oliva, Mel Slater ‘A Virtual Out-of-Body Experience Reduces Fear
of Death’ PLoS ONE, vol. 12, no. 1 (2017), €0169343.
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Craig Blinderman, the director of the Adult Palliative Medicine Service at Columbia
University Medical Center, [...] feels that something about the VR experience is
false, and if it did work, it might be promoting or creating belief systems that weren't
there before. “There is something manipulative about “creating” a psychological be-
lief that there may be “life after death” or that “my body is the only thing that dies,
but some non-corporeal entity may live on,” he says. “It all feels a little bit like escap-
ing from reality”*”

Other VR NDEs seem less empirical in emphasis, instead aiming only to faithfully
represent a distillation of described experiences of near-death in an aesthetic way. One
such experience, created by clinical psychologist and mindfulness teacher Tamara Russell
with “cyberdelic” artist Jose Montemayor, seems to focus a combination of haptic effects,
music, abstract art, and landscapes. As a journalist from Psychologies magazine reports
(with fairly hazy detail), after a calming qigong session the group of four are given a head-
set and haptic backpack, and enter their own (separate) worlds:

And what a world! After the near-death scenario — which feels like a pain-free ac-
cident; not at all scary — things get interesting. There is an exhilarating buoyancy,
the feeling that ’'m ascending into the cosmos, of seeing the earth, a ball of life be-
neath me, gorgeous swirling images that Montemayor calls “visionary art” — art
that inspires us to look inward — beautiful natural landscapes, the soothing voice of
a “guide’, uplifting music and a choice to enter new realms. It's so wonderful, love-
filled and compelling I don’t want it to end.*®

In a slightly more perturbing experimental VR experience that was televised in South
Korea in 2019 in a documentary called I Met You, the line between death and life is per-
haps similarly transgressed, as a grieving mother was reunited, virtually, with her daugh-
ter Nayeon, who died in 2016 from an incurable disease.”” In an extremely emotional
video, the mother speaks to and tries to reach out to touch the ghostly, uncanny image of
Nayeon, while the rest of the family watch as spectators.®” Mother and daughter then float
together upwards away from the simulated “real” world and to some other fantasy plane
where they enjoy a rather eerie birthday picnic party together. The child then lies down to
sleep before dissipating into a glowing white butterfly that flies off into the sky. The moth-
er at this moment is clearly intended to experience a sense of cathartic release and emo-
tional closure. However, there is a strange sense of stilted interaction in this whole simula-
tion. Mother and child seem to converse, and yet the child speaks over the mother, clearly
pre-programmed with her actions and reactions and unresponsive to the mother in any

57) Shayla Love, “The VR Experience That Might Make You Less Afraid to Die} 31 January 2018, Vice. Online:
<www.vice.com/en_asia/article/qvwgpb/the-vr-experience-that-might-make-you-less-afraid-to-die>,
[accessed 28 April 2020].

58) Jini Reddy, ‘Virtual reality: recreating the near-death experience, 8 April 2019, Psychologies. Online: <www.
psychologies.co.uk/virtual-reality-recreating-near-death-experience>, [accessed 28 April 2020].

59) Houser, ‘Watch a Mother Reunite with Her Deceased Child in VR,

60) See the video of the experience here: <https://youtu.be/uflTK8c4w0c>, [accessed 30 June 2020].
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- Mom, Good bye

Screenshot from I Met You (Munhwa Broadcasting Corporation, Korea, 2019)

meaningful sense. Later, we see the mother’s hands passing through the child’s face as she
tries to touch her, and later still the mother appears to be placing virtual candles on the
birthday cake as if in a gaming environment. The uncanny valley is a gaping chasm here,
and I have to wonder, despite the tacit acknowledgment of cultural differences in the me-
morialising of the dead, if this is truly therapeutic for those involved.®”

My personal sense of discomfort aside, this experience, like the OBE described above,
clearly plays to a kind of belief in an afterlife by representing a fantasy realm in which this
is the case, and in which the child transmogrifies into a pure entity of white light before
“passing over”. While these images are perhaps generically spiritual in terms of commun-
ing with the dead, watching them I did not feel as if they conform to any kind of mystical-
type experience of ineffability, ego-loss, or ontological reflection, as despite the emotion-
ally charged situation and technological prowess that is evident, the aesthetic here seems
rather clichéd and cathartic. There is little in the way of virtuality here, and this does not
feel like an expansive ontological experience but rather more in the realm of phantasy
fulfilment.

This generic spiritual approach, perhaps unsurprisingly, also seems to apply to straight-
forwardly dogmatic religious content. As The Verge reported in 2018, the VR company
HTC directly targeted Christians with the VR video game 7 Miracles. They describe:

Although billed as the world’s first feature-length VR movie, it's more accurate to
think of 7 Miracles as a collection of seven 10-minute-long vignettes, each of them
focused on one of Jesus’ miracles as described in the Gospel of John. It’s nothing if

61) This is a subject of some debate even in Houser’s Futurism article on the topic. See also Russ Banham, “The
Departed: Communicating with Lost Loved Ones Through Al and VR, 2019, DellTechnologies.com, <htt-
ps://www.delltechnologies.com/en-us/perspectives/the-departed-communicating-with-lost-loved-ones-
through-ai-and-vr/>, [accessed 30 June 2020].
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not a straight telling of one of the least controversial portions of the Bible that
wouldn't feel out of place as a special attraction in Sunday School.*?

Clearly, having experiences which might seem too new-age spiritual, open, or alterna-
tive could be construed as problematic for any monotheistic religion which finds its source
of truth in scripture. Thus, the only images that could feasibly be shown are those already
described in religious writings. Within the short biblical narratives of 7 Miracles, having
any interactive agency beyond simply moving through the staged 360-degree scene, or
having a simulated power to intervene in or change events, might also be problematic.
And so the experience ultimately leaves The Verge journalist cold, as he describes the de-
tached nature of the representational aesthetic — “devoid of blood, politics and conflict”.

Christians like and engage with the stories and lessons contained within the two
Testaments in the Bible, but the shared community of experiencing and understand-
ing their lessons is just as important, if not more so. Although the stories the Bible
has to tell hold little appeal for me, the sense of community and togetherness does.
Though well-produced in places, 7 Miracles offers the former without the latter.*”

For this journalist, there is no elevated or mystical experience here, though the content
is perhaps also inherently “spiritual”. His suggestion is that while VR could potentially of-
fer a more communal, immersive, and embodied spiritual experience, and thus an en-
hanced social experience of religious content, 7 Miracles remains limited by old media
conventions. The appeal of VR to denominational religious audiences is nonetheless still
evident, with examples of VR churches and sermons, religious games, and VR bible apps,
and so one has to wonder why this is. Perhaps they imagine that by making the narratives
less historically distant, and by making the sacraments more sensorily immediate, they
will be more vividly experienced as sacred.® However, one can see that by literalising
these imagined miracles, they can instead seem stripped of their “magical” power and
become merely dry storytelling.

Radical Theology, Aesthetics, and Technoesis

I think I can easily surmise that mystical or metaphysical type experience in VR is not
about the relative representational or narrative realism of the immersive experience, al-
though some level of embodied sensory authenticity through haptic feedback can cer-
tainly act to better locate people in the immersive experience. So what then are the deci-
sive factors of a mystical-type experience, that turn it into a meaningful, productive
experience of agency at the interface of subjectivity and ontology? There are several factors
I have addressed: questions of technology (e.g. suture, interfaciality, immersivity, interac-

62) Porter, ‘HTC Thinks Christians are VR’s Next Big Audience’
63) Porter, HTC Thinks Christians are VR’s Next Big Audience’
64) French, “This Pastor Is Putting His Faith in a Virtual Reality Church’
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tion), questions of metaphysics (e.g. time, space, energy, materiality), questions of aesthet-
ics (e.g. realism, abstraction, psychedelia, virtuality, communality), and questions that are
really best accounted for by theological concepts (enchantment, connectedness, cosmic
perception, sacredness). It does then feel, given the established proliferation of interest in
mystical or spiritual experience in VR, that it might actually be quite productive to think
of these technical notions of suture, immersion and interface through an aesthetico-theo-
logical lens.

There is a clear conviction, both philosophically and empirically, that VR has the po-
tential to offer an enhanced ontological self-reflexivity at the digital interface — due to its
fully embodied perceptual experiences of immersion and agency. For some, this is and
will always be analogous to neuro-chemical psychedelic highs, where VR can offer a radi-
cal cerebral disruption of “normal, baseline perception”®” As author Diana Reid Slattery
notes:

Both VR technology and psychedelic technologies extend perception and reorgan-
ize sensory ratios to create new experiences of reality, new epistemological plat-
forms and the conditions for new knowledge acquisition in the fields to which they
are applied.*®

For others such as Thomas and Glowacki (2018), it seems more explicitly about inhab-
ited bodily/somatic rather than neural/perceptual transformation:

Cinema, immersive theatre, puppetry, digital performance, religious ritual, and
meditation practice are all examples of practices which create spaces and cultures of
how virtuality can be imagined and represented, and which can transform or trans-
port the bodies of participants or audiences. [...] A participant who is transported
to a virtual environment (VE) using virtual reality (VR) technologies is arguably not
merely transformed, transported or extended but instead undergoes an intrinsic
sensorial re-wiring.*”

Ambivalently, we can simply see VR as a technoetic human-computer interface, a tech-
nology of embodied consciousness, that has the potential to encourage productive thought
about who we are in the universe — perhaps better thought of as a technologically aug-
mented meditation device. More speculatively, or perhaps optimistically, this translates as
a capacity to offer aesthetic experiences that approximate mystical or transcendent insight
and experience, and thus can be deployed as a healing or therapeutic medium to “re-
connect” people with something beyond, or bigger than, themselves. Given that this ther-
apeutic capacity for Glowacki, Griffiths, and others pivots on (or “correlates” with) the
experience of the mystical, it is maybe productive to look more directly at theology, or to

65) Diana R. Slattery, ‘VR and hallucination: a Technoetic Perspective, Technoetic Arts: A Journal of Speculative
Research, vol. 6, no. 1 (2008), p. 16.

66) Slattery, ‘VR and hallucination: a technoetic perspective, p. 16.

67) Lisa May Thomas and David R. Glowacki, ‘Seeing and feeling in VR: bodily perception in the gaps between
layered realities, International Journal of Performance Arts and Digital Media, vol. 14, no. 2 (2018), p. 145.
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be exact, to the field of critical or radical theology. This is, for the purposes of this article,
more of a suggestion of a productive future interdisciplinary pursuit of a techno-theologi-
cal aesthetics (though this is arguably the style of analysis already pursued by Laura Marks).

The work of radical theologist Don Cupitt seems of particular relevance here, as he
explicitly engages in what one could call a technical theology. An ex-priest and author of
some 48 books of critical theology, Cupitt offers what he calls a “non-realist” account of
religious experience which draws itself in relation to the work of Heidegger, Wittgenstein,
and Derrida. His understanding equates to a wholesale rejection of any direct realist truth
value to the dogmatic narratives and myths of organised religion, instead drawing on con-
tinental philosophy, linguistic and aesthetic models to account for subjective phenome-
nologies of faith. As one reviewer of Cupitt summarises:

Religion is “simply alot of stories and symbols, values and practices” which one
must, like an artist, shape into one’s own religious life. The believer is like an artist —
the material she has to work on is her own life. Faith, then, is “the production of
ones life as a work of religious art”.*®

Cupitt sees faith and religious experience as primarily linguistic, drawing on Wittgen-
stein’s “ordinary language” and Derrida’s grammatology. As such, humanity’s mystical-
type experience has evolved as our idea of God has changed both in language and culture,
and, I propose, in other mediated symbolic forms. Cupitt speaks of how “God” is more
recently expressed though a language of nature, [ife itself, or indeed “connectedness” as
a humanistic and “ordinary” language of the sacred. As another theological analysis of

Cupitt articulates:

He collected hundreds of new phrases, noting the overwhelming reference to the
word “life” as the replacement for God, and as a new religious object. In our collo-
quial language practices the “supra-natural” has died out and has been dispersed
into the ordinariness of our lives. We often take recourse to such phrases like “wres-
tling with life”, “loving life” or “having faith in life”, which have over time established
themselves as standardised expressions through which we have consciously or half-

consciously transformed God into the encompassing notion of “life”.*”

Cupitt vigorously denies being an atheist, but for him “God” is nothing but a fluid,
contextual and changing category more like Heidegger’s Dasein (as a self-reflexive rela-
tionship to existence). He posits that Nietzsche’s “Death of God” is both a crisis of repre-
sentation and a tacit acknowledgement that, as in Islamic aniconism, we cannot attempt
to truly express God. He offers Wittgenstein’s statement: “Do not ask what the words pic-
ture or stand for; ask instead, in the context, what job the utterance is being used to do”"”

68) Jane Compson, ‘Review of Is Nothing Sacred? The Non-Realistic Philosophy of Religion, Conversations in
Religion & Theology, vol. 1, no. 2 (2003), p. 145.

69) David Biernot and Christoffel Lombaard, ‘“The prayers, tears and joys of Don Cupitt: Non-realist, post-
Christian spirituality under scrutiny, HTS Teologiese Studies / Theological Studies, vol. 74, no. 3 (2015), p. 5.

70) Don Cupitt, Turns of Phrase: Radical Theology from A to Z (London: SCM Press, 2011), p. 9.
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In this way, we ask what do these notions of God, the infinite, mystical experience, or
cosmic connection, do in specific cultural contexts, and what do we then make of that? His
approach essentially brings together the technicity of language, aesthetics, and ontology
within a critical theological philosophy of experience.

What I take this to mean for the search for MTEs in VR is that we can productively
position this impulse, these technical affordances, and the underlying faith in VR’s poten-
tial, within a wider sphere of critical and speculative theology. It should not then be posi-
tioned as a search for “truth” or “connectedness” in any direct realist sense. As Cupitt
notes, any attempt to cling to a metaphysical realism leads ultimately to a cultish margin-
alisation (which he thinks has already happened to the Catholic Church). We should thus
think technically and aesthetically, rather than supernaturally:

Cupitt advocates a faith resembling abstract art — the Abstract Sacred, as he calls it,
must “refuse to accept the lie of otherworldliness” and be “entirely of this world and
quite unconsoled.” Sacredness, for Cupitt then, lies in the very rejection of the tradi-
tionally sacred, namely the idea of a supernatural realm, and an acceptance of our
transience and radical contingency.””

Conclusion

Despite the setting of Isness within a context of what I personally construed as a new-age
metaphysical realist conference (admittedly based on my own perceptual bias), and with
a research sample selection which seemed to be “preaching to the converted”, it cannot be
said that its creators do not maintain a healthy sceptical attitude. They themselves note
concerns about the relative authenticity of the mystical nature of the experience — given
that the technology is explicitly virtual (and where the “true” experience of god would be
presumed actual). To resolve this, they take a purely perennialist phenomenological stance
towards the capacity of contributors to self-report and interpret the experience, to reach
the non-realist and relativist conclusion that all such experiences are pretty much simi-
larly virtual at the level of linguistic description:

This logic, combined with our evidence that VR can occasion MTEs, suggests that
“virtual reality” may be a concept best understood from a wider vantage point,
where head mounted displays (HMDs) simply represent one kind of “virtual reali-
ty” technology amongst a broader continuum of VR technologies, which include for
example YDs, mythologies, rituals, meditation practices, lucid dreaming, etc.””

Accepting that even “authentic” mystical experience is essentially virtual and techno-
logical, and accepting that all such mystical “interfaces” are best roughly understood as
self-reflexive technologies of Being (Dasein), then we have to ask, technically, what is the

71) Compson, ‘Review of Is Nothing Sacred?) p. 146.
72) Glowacki et al., Tsness, p. 10.
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productivity of this specific technical form of virtual reality (the head mounted display) at
this time in our existence? Without being too instrumentalist, and conserving the right to
play as a productive mode of ethical practice, the question becomes: what doesa VR MTE
potentially add to our reality? It is perhaps reductive to see these experiences as only or
mainly therapeutic in a narrow pragmatic sense (as is the clinical emphasis of both
Glowacki et al., and in other research on psychedelics in the treatment of anxiety, depres-
sion and other psychopathologies). While this empirically measurable goal no doubt le-
gitimises the research, it does not do justice to the theological issues raised.

However, there is one profoundly theological issue that emerges to connect many of
the theorists cited — a clear and present existential crisis to which this technology, this
aesthetic, this theology, and these experiences, do directly address — and that is an envi-
ronmental crisis. For Glowacki et al., the need or yearning for meaningfully connected
experience (that VR responds to) is directly connected to recent discourses of extinction
(which he says instigate a kind of end-of-life anxiety), and to crises of capitalist rationality
that he refers to obliquely as the “addiction to unsustainable growth paradigms”’® For
Laura Marks, the desire for an enchanted, sacred aesthetic of cosmic perception responds
to a disenchanted, disconnected world in which we simply do not understand the under-
lying material and energetic flows that underlie all our technological behaviour.” For
Cupitt, the difference lies between introvertive and extravertive mysticism; where the for-
mer draws one inward, disconnecting us from the world — “listening for God in the dark’,
the latter “sees the world charged with the grandeur of God”, affirming nature, everyday
objects and sights as sacred, and tending towards a “rapturous, high-spirited solar joy
in life”7

The new forms of immersive interface then seem to have a specific potential to offer
a kind of embodied ecological connectivity — of a sympathy and aesthetic passion for liv-
ing and non-living connected systems which can be construed as sacred or divine. Con-
sidered this way, VR content, images and experiences should then cultivate our awareness
of these connected “cosmic” systems and our role within them, and this could be enor-
mously humbling, but also empowering. As Marks describes: “When images make contact
with us, we recognise that we are strung in webs of causality. By cultivating affective re-
sponse and indexical awareness, we can draw the universe close, even rearrange it”’®

This ecological perspective also hold sway in current theological discourse, as “system-
atic theologist” Paul Schutz describes:

Arguing for a perceptual turn to the cosmos does not only aim to increase awareness
of ecological issues in theology. Rather, it broadens the context for theology, empha-
sizing how the interconnectedness of all aspects of reality operate as constitutive el-
ements of the total reality theology must address.””

73) Glowacki et al., ‘Isness, p. 2.
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While environmental issues might frame VR MTEs in a somewhat abstract sense, we
must be reminded that they ultimately manifest through a mystical or magical phenome-
nology, and this reminds us that these experiences are best thought of, ultimately, as
a matter of “faith”. An ecological aesthetic, as Schutz describes, can then merely enrich this
faith belief, turning it from dogmatic introversion towards a more extravertive and joyous
piety.

Laura Marks reminds us on a couple of occasions that a faith in the potential of the
image must come first. The user of the “talismanic image” that interfaces to cosmic con-
nectedness must approach it with the appropriate ritual respect, or with the correct pious
“mindset”:®

For a talisman to function, the indexical, operational, and passionate links between
talisman and object is not enough: the talisman must be activated through ceremo-
ny [...] Al-Kindi emphasises that both the operator and the recipient of image mag-
ic must have focus and right intention, and the magician must have imagination, de-
sire and confidence/faith (fides).”

What this seems to mean is that, like the attendees at the psychedelic consciousness
conference where I found Isness (and thus for the researcher’s experimental sample), one
needs to, if not already be a believer, at least be fully open and willing to embrace the pos-
sibility of the MTE. One needs to already have a subjective or cultural faith in something,
whatever that may be (life, nature, God, technology) to come seeking this kind of connec-
tion. This, I feel, is ultimately a theological issue. Whether VR technology (especially as it
develops as a shared, communal experience of the mystical) has a specific potential talis-
manic power to convert people to a cosmic perception, truly remains to be seen.

Daniel Strutt is a lecturer in the department of Media, Communications and Cultural Studies at
Goldsmiths, University of London, where he teaches film theory and analysis alongside social, cul-
tural and economic theory. His book The Digital Image and Reality: Affect, Metaphysics and Post-
Cinema was published in 2019 with Amsterdam University Press. Having worked on research pro-
jects with Creativeworks London, CREATe and the AHRC Creative Economy Programme, he also
now engages in innovative performance production work with contemporary digital audio-visual
artists.

78) In “Thinking Like a Carpet) Laura Marks speaks about the need to approach Islamic art (in this case carpets)
with a non-figurative mindset to appreciate and understand “the rhythmic energy of the abstract line”, and
she states that this may be an issue of prior exposure to similar images, p. 19.
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SUMMARY

Mystical-Type Experience at The Virtual Reality Interface

Technics, Aesthetics, and Theology in the Search for Cosmic Connection

Daniel Strutt

In the context of a recent proliferation of Virtual Reality content that focusses on spiritual, religious
or “mystical-type experiences” (MTEs), this article speculates on its cultural and subjective value, to
ask if new immersive technologies might offer an enhanced interface to sensations of “cosmic con-
nection”. Drawing issues of critical theology and media technology together with a consideration of
the aesthetics of mystical or metaphysical experiences, the author asks what specific types of VR
content might actually have a capacity to offer sensations that approximate mystical or transcendent
experience. Can these then be deployed as healing or therapeutic experiences to (re-)connect people
with something beyond, or bigger than, themselves?

In reaching an understanding that even “authentic” mystical experience is essentially virtual and
technological in a philosophical sense, and accepting that all such mystical “interfaces” are best
understood as practices of ontological self-reflection, this article finally asks, what is the usefulness
of this technical form (the VR head mounted display) at this specific time of social and environmen-
tal crisis? Could VR in its increased immersivity, interactivity and interfacial complexity potentially
serve as a better medium for ontological reflexivity — as an enhanced “interface to the infinite” in
the words of Laura U. Marks — or does it, by making space, objects, bodies, and information more
material and operational, actually foreclose virtuality?

keywords: Immersive Technology, Mystical Type Experience (MTE), Virtual Reality, Technoetic,
Cosmic Perception, Interface
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Lukas Likavéan

From Remediation to Digital
Plenitude and Back Again

An Interview with Jay David Bolter

Jay David Bolter is Wesley Chair of New Media and Co-director of the Augmented Media
Lab at Georgia Institute of Technology. He became widely known in the field of media
studies in 1998, when he co-published the book Remediation. Understanding New Media
with Richard Grusin. Bolter and Grusin described remediation as the principle of mutual
relations between new and old media. According to this theory, each new medium builds
on some old media and reshapes and updates aspects of it. At the same time, Bolter and
Grusin distinguished between the processes of immediation, i.e. the tendency of the me-
dia to reflect reality and create an impression of presence and move towards experience
without mediation, and hypermediation, which in turn shows the process of mediation
and leads the viewer or user to perceive their experience as mediated.

However, Remediation was the third book in Jay David Bolter’s work, building on his
earlier interest in media-technology relations. In the 1980s, inspired by the history of ide-
as, Bolter wrote a book tracing the idea of the computer in Western culture in the 20th
century, Turings Man: Western Culture in the Computer Age (1984). In his second book,
Writing Space (1990), Bolter addressed the nascent phenomenon of hypertext. In his latest
book, The Digital Penitude (2019), he traces the rise of digital technologies in the context
of the disintegration of cultural hierarchies in the second half of the 20th century. During
his career, Bolter, in addition to historical-theoretical reflection on emerging media forms
and technologies, has long been involved in the development of new technologies and me-
dia forms, whether they are used in entertainment, education or care for cultural heritage.

This interview took place in early November 2019 following the Interface Symposium,
organized to mark the 30th anniversary of Iluminace, in which Jay David Bolter participat-
ed as one of the keynote speakers.
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It’s been 20 years since your defining work, the book Remediation, was written. When you
look at the book in hindsight, how do its main theses stand today?

To be honest, I think it holds up well. So many things have happened in digital tech-
nology and in our culture’s use of technologies since 1999 — in particular, of course, the
entire social media revolution. What was originally by Tim O’Reilly called Web 2.0, which
has transformed the way we think about the world of digital technology in our culture,
was totally absent from our book. We understood digital technologies and their impact in
terms of Web 1.0 — the World Wide Web — in terms of video games and a few other kinds
of digital manifestations at the time, but we couldn’t have anticipated, nor did anyone,
I think, anticipate a social media revolution: Twitter, Facebook, YouTube. And yet, when
I look at these technologies today, and the role that they play, it seems to me that Remedi-
ation still is, in one way, one lens in which we can understand what’s happening in each of
them individually, and in the whole digital revolution collectively. What I have toyed with
several times is updating Remediation; to, essentially, look at the whole new set of exam-
ples and the ways in which the media forms such as YouTube, for example, may resonate
with earlier technologies of representation. And I think it would be quite instructive to do
so. Having said that, we never thought of Remediation as a universal theory that explained
all of media, and so in the interim there have been lots of interesting and important ways
to understand digital media that we didn't take into account.

At the beginning of the book, you mention the double logic between immediacy and hyper-
mediacy. I was thinking about to what extent one principle can take over the other: Is there
a balance between immediacy and hypermediacy today, or do some kinds of immediacy, es-
pecially in the context of VR, take over hypermediacy?

I think wed have to look at the situation case by case, as to say, looking at each of these
new media forms, and, even more specifically, their relationship to the way they’re used by
certain groups or for certain purposes. I would say that the way we tried to present it is
that immediacy and hypermediacy are always present in any media economy, deep with-
in any media form, and that in a certain sense they penetrate one another, so they’re both
dichotomies, end points — they enter a kind of dialogue with each other at the same time.
And I think that would still be true today.

Now, let’s begin with the first example you’ve mentioned, virtual reality. As I was try-
ing to suggest at the Interface symposium, virtual reality has pursued immediacy for its
representational strategy which we call transparency. Strongly, since its inception, and we
can date the inception to 1965-1970, alternatively later to the 1980s, but in either case, the
rhetoric that virtual reality makes the media disappear and essentially transports us to an-
other world, that it is seamless, has been very strong since the beginning and is just as
strong today. Nevertheless, even within virtual reality, we can see the alternate strategy of
hypermediacy playing at least a minor role, and in particular because our concept or no-
tion of virtual reality and the technological platforms that support it have become more
sophisticated and more varied over the years. Originally, we only thought of virtual reali-
ty as a leverage technology that required you to wear a headset which completely covered
your view, really blacked out all other access to media, and in that context it was easy to
see the goal of virtual reality as transparent immediacy. However, as it’s evolved, the term
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“virtual reality” and the practices associated with virtual reality have come to include
screen-based video games in the 1990s and in the 2000s, and, more recently, on smart-
phones and tablets the possibilities of hypermediacy or multiple media forms intersecting
with one another or interacting with one another become more real. And then, on the oth-
er hand, within the last five years or so, the rise of inexpensive and fairly effective, fairly
high-quality headsets from Oculus and Vive and other manufacturers, has made it possi-
ble for us to return, in a certain sense, to that golden era, to a notion of virtual reality as
immediate. So even in VR we could argue that hypermediacy has a role.

And then, if we think about augmented reality, it should be the hypermediated tech-
nology par excellence, in a sense that it is about putting various media forms in front,
making them available to the user, as he/she walks through his/her everyday environment.
So, in a sense, augmented reality simply “realifies” immediate condition that we already
experience every day. I was just walking through Prague and everyone had a phone out —
to take a picture or to use a map, or to consult a website about some historic building. Then
we have screens in our bars, in our airports, in our hotel rooms, in our homes, in our of-
fices... So, augmented reality, in a certain sense, just takes all of the screens and puts them
into one application. It should be the apotheosis of hypermediacy. And in some sense, it
is. On the other hand, there is even there an attempt to think about augmented reality as
a kind of immediate experience in which the 3D graphics that you see in front of you are
so perfectly integrated into your environment that you can't tell the difference between
that and the physical world. Thats a dream, or a dystopia, depending on your point of
view, that we're nowhere near reaching, but it sits there as a kind of vision that is a coun-
terpart to the immediacy of virtual reality.

In your lecture you also talked about VR as a reality medium, or medium which is, accord-
ing to some authors (for example Chris Milk), even the last medium. To what extent do you
subscribe, for example, to this idea of the VR as the last medium, or are you critical towards
such a stance?

I am critical. The notion that virtual reality is the medium to end all media is some-
thing that we were talking about in the late 1990s with regard to the film Strange Days by
Kathryn Bigelow. We already saw a filmic representation of that notion of virtual reality,
where people would wear a headset that had the ability to record our sensations from our
brains, in such a way that if another user put on the headset, they effectively inhabited the
other person’s perceptual world. So that, as Ralph Fiennes says in the movie, virtual reali-
ty is not a medium anymore at all, it is real life. And the notion that virtual reality can give
us the experience of life is still present in Chris Milk’s Ted Talk that I was referring to at the
conference.” Chris Milk is a 360° video filmmaker who has argued that virtual reality
could be the last medium, or the first medium that gives us the experience of the world as
if it were unmediated. We were critical of that vision in the 1990s and we remain so today,
in the sense that it's always only half of the story. In fact, this argument contains the seeds
of its own inadequacy: when people like Chris Milk, or like the characters in Strange Days

1) Online: <https://www.ted.com/talks/chris_milk_how_virtual_reality_can_create_the_ultimate_empathy_
machine/discussion>, [accessed 24 June 2020].
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20 years ago, talk about this medium that ends all media, they end up talking about it in
terms of other media. That was our notion of remediation. Thus, the awareness of other
media is always present as part of our understanding of how a medium functions, even
when that medium is purporting to be real life.

It seems like this notion also relates to the way some cinema scholars — such as Laurent
Bazin and Oliver Grau — imagine VR as something like a cinema of all senses’: the total im-
mersion which started with the screen in the cinema and ends up with a headset.? In this re-
spect, I wonder whether there is some limitation to how we can think about digital media
through the lenses of film studies? Or, shouldn’t there also be some alternative genealogies of
digital media, not relying on the parallels or analogies taken from the cinema context?

I think that both approaches to digital media make sense. In other words, I think that
film studies have a lot to contribute to our understanding of digital media. Not least of
which, because, as I was just suggesting, cinema as one of the dominant media forms of
the 20th century has been formative in the way we think about virtual reality — even
when the creators of virtual reality are not consciously aware of it, they are still caught in
the logic of remediation, still thinking in cinematic terms. And we have to be fair and say
that many of the makers of 3D graphics and even VR artefacts are actually aware of the re-
lationship to cinema. They talk about the camera, lighting, and techniques of representa-
tion that come from cinema and photography. As I was suggesting at the conference,
I think that film studies can contribute to our notions of digital media mainly because they
have such a rich, long and varied tradition of thinking about the relationship of technolo-
gy to the processes of representation. In Remediation and continuing on from there, I've
always argued that it’s valuable to take a historical view of the evolution of digital media,
and that historical view has sometimes been ignored by the makers and even the theorists
of digital media because they’ve been caught in a kind of logic of “the new”, which is real-
ly a modernist notion, a logic of revolution. So, they argue that digital media is something
completely new, and we can’t think of it in terms of earlier media forms, and, ironically,
they end up doing just that. On the other hand, to get back to your original point, I don’t
think we should think of film as the only genealogy of digital theory. There are other ways
to think about it that could be equally productive.

An alternative genealogy I have in mind is, for example, to think about VR from the position
of video games. That would be a kind of genealogy that approaches VR more as an environ-
mental or architectural medium rather than a medium that presents a motion, or a speed —
i.e. a spatial medium rather than a temporal one.

Video games, and games in general, are, obviously, important to think about virtual re-
ality. And that’s borne out not only culturally, but even economically. If you look at what’s
happening today with VR, you’ll see that it is videogames that constitute the most impor-
tant route to the popularization of these VR headsets. When they project who's going to be
buying VR headsets and why, it’s the gaming community first and foremost. And then,
other users are hopefully going to catch up. So, yes, indeed, video games are an important

2)  Online: <http://sensesofcinema.com/2019/feature-articles/total-cinema-or-what-is-vr/>, [accessed 24 June 2020].
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place to look for our understanding of VR. Yet, with all that I've said, one of these trends,
but only one of these trends in terms of understanding video games, is cinema, after all.
Video games, or at least some genres, depend very heavily on cinematic conventions while
other genres reject cinematic conventions altogether.

Last question related to VR: one of the effects of VR is what you call the proliferation of un-
canny doubles. The double might be a copy of the world itself, as OASIS from Ready Player
One, or it can be just a copy of a person (e.g. an avatar). Could you please elaborate a bit on
where these uncanny doubles, or uncanny bodies we encounter in the VR, might lead to and
how to unpack them?

That’s an interesting question. What got me thinking about it is that I didn’t coin the
term “uncanny” in the context of virtual reality or computer graphics. In fact, the idea of
the “uncanny valley” is something that computer graphics specialists and people interest-
ed in what we could call the aesthetics of computer graphics have been talking about for
quite some time. The term uncanny valley goes back to the roboticist Masahiro Mori, who
coined that term as early as in 1970 in relation to robots that were being fashioned to look
more like humans. The majority opinion was that if you made robots look more human,
they would integrate better with human workers, while he claimed that this wasn’t always
the case. If the robots looked too much like humans, but were not convincing replicas of
the human, they would end up in an interim space, an uncomfortable space which he
called the uncanny valley, creating a kind of eerie feeling that it was better to keep the ro-
bot looking more mechanical. So, that concept was taken up by computer graphics experts
as they were trying to pursue the goal of photorealism to make computer graphic images
look more and more like photographs and animations look more and more like live action
films. We're still in the midst of that experiment, particularly in video games, and also in
certain kinds of movies the computer graphics experimentations are becoming more and
more realistic. So, again, the uncanny valley in the context of computer graphics is a val-
ley which you want to get through, you want to get to the other side, get up the mountain
as it were, of a perfect photorealism.

That got me thinking about the term “uncanny” which, of course, has a long and inter-
esting theoretical history that goes back, in particular, to the early part of the 20th centu-
ry, with the essays by Ernst Jentsch and then, of course, Sigmund Freud.” Both of whom
talk about the 19th century literature of horror in which the uncanny double appears as
a figure of menace, a figure that’s rejected by the human society, so Mary Shelley’s Frank-
enstein or E. T. Hoftmann’s The Sandman become cardinal examples. And the tradition of
the double as something horrible takes us right up into the present with Jordan Peele’s re-
cent film Us, in which doubles who live underground come back and attack their above-
ground counterparts. The connection to Sigmund Freud’s theory is itself uncanny in the
sense that Freud postulated that the feeling of the uncanny comes from the return of the
repressed, and in Jordan Peele’s film the repressed figures are, in fact, returning — they’re
in fact coming up from the unconscious, from the underground world.

3) Ernst Jentsch, ‘On the Psychology of the Uncanny (1906); Angelaki, vol. 2, no. 1 (1995), pp. 7-16. Sigmund

Freud, “The “Uncanny”, in James Strachey et al. (ed.), The Standard Edition of the Complete Psychological
Works of Sigmund Freud, vol. 17 (London: Hogarth, 1955), pp. 217-56.
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That whole tradition of the uncanny as horrible and eerie would seem to be in concert
with the computer graphic notion of the uncanny valley. But my point was that the uncan-
ny double is, in fact, something that can even have a certain appeal to us, as much for the
flaws and differences that we see between the double and the real as for the similarities. So,
if we think of it that way, we see that computer graphics is, in fact, in the position of pro-
ducing a whole world of uncanny doubles, but in a certain sense, what virtual reality is al-
ways doing is creating these doubles. Not as an accident, not as something it’s trying to
avoid, but in fact in the very nature of its representation. It takes away the world that we
see and gives us another world which may look very much like the one that it replaces, in
terms of its physics, and in terms of its graphic appearance, or it may be a totally imagi-
nary world. The concept of the metaverse from science fiction is something that virtual re-
ality is now pursuing, at least, again, in principle, if not able yet to realize it.

So, this ties to a larger theme that I was talking about at the conference, the theme of
reality medium, where I have argued with my colleagues Maria Engberg and Blair MacIn-
tyre? that not only virtual reality and augmented reality, which have the word reality in the
title, should be thought of as reality media, but, in fact, film and television, and several
other media in history of representation deserve that title as well. And in every case, one
of the characteristics of reality media is this concept of doubling; they take whatever their
representational practice is and use it to double the world in some sense for us.

Talking about photorealism, the tendency to refrain to this safe solution in confrontation
with uncanniness produced by contemporary digital media strikes me as an example of cheap
ethics of image-making. I wonder to what extent the uncanny can be treated also in more
productive terms. Such a productive stance might be also related to some subjective transfor-
mations, alluding to Tom Gunning talking about ‘La Ciotat’ effect in terms of the transfor-
mation of the subject produced by the moving image. In his explanation of the effect, he does
not interpret the moving image as an illusion of reality, but instead he focuses on what is hap-
pening to an audience when they see a moving image of a train for the first time.”

Yes, let me elaborate on what Gunning was talking about first. There’s a very famous
film at the very birth of cinema called The Arrival of a Train at La Ciotat Station, which is
one of the earliest films of the Lumiére brothers. And a legend grew up about the recep-
tion of that film. The idea was that the audience was terrified that the engine of the train
looked so real that it was going to burst through the screen into the theatre and crush
them. And so they ran for the door; they got up and left their seats in a panic. And this
myth is an early version of what virtual reality is still trying to propagate — the notion that
a medium could be so real that it could replace reality for us, that it could lose any sense
of mediation, become immediate to our experience.

The film historian and media archaeologist Tom Gunning in the 1980s already argued
that this myth was, in fact, not very likely to have occurred. It was hard for him to imag-
ine, as he put it, that an audience of sophisticated Parisians of the end of the 19th century

4) Jay David Bolter — Maria Engberg — Blair MacIntyre, Reality Media. Augmented and Virtual Reality (Cam-
bridge, MA: The MIT Press, forthcoming).
5) Tom Gunning, ‘An Aesthetic of Astonishment, Art and Text, vol. 34 (1989), pp. 31-32.
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would be so naive as to think that what they saw on the screen was actually going to jump
out of the screen and crush them. Instead, what he thought happened was a sense of as-
tonishment, or wonder, that a medium could seem so real. So that the audience was able
to entertain at the same time a kind of frisson, a kind of shiver that the train was actually
there, while maintaining a sophisticated response of understanding that it was a medium
they were watching, and their wonder was that medium could do that, that medium could
get that response from them.

I'm not sure that Gunning actually called this the La Ciotat effect, but we've called it
that, my colleagues and I, to think about how certain reality media can function, both
causing us a kind of suspension of disbelief, leading us to a kind of suspension of disbelief,
while at the same time keeping us, allowing us to maintain our understanding that it is
a medium. So that to me is a very important aspect of the way reality media in general
function, and it relates to the concept of doubling in a sense that we are conscious of this
double, the double layer, this double logic of representation, as we experience the medium.
For example, if we think, again, about virtual reality: you may put on the headset today,
we'll never get to the point when we actually forget that we are wearing a headset and im-
agine that we're in another world. Despite the rhetoric that often surrounds these VR ex-
periences, it’s simply the case that the representation is not good enough, nor is the tech-
nology transparent enough that we totally forget it. But, in fact, we get close. And that
closeness combined with an understanding of mediation is what seems to me to connect
our reaction to VR to that sense of astonishment that Gunning was describing in La Cio-
tat.

When we talk about doubling, it seems to me as one of the many instances of a general pro-
liferation of culture in media technologies, and that brings me to your last book that you've
recently published, which is The Digital Plenitude.® What does the plenitude mean for you?
And why did you bring this term into the scholarly debate?

The plenitude is the proliferation of media forms and media artefacts in which we live
today. And it’s something that is so much a part of our everyday lives that we tend to for-
get how remarkable it is, or at least how new and unusual this condition is in relation to
the way we have lived as a culture for hundreds and even thousands of years. So, today we
live in a sea of media and media artefacts, everywhere we turn there are media that we use
or that bombard us. And we all know this, we all understand that this is the condition. So,
in a certain sense, 'm not saying anything that we don’t already know. But in the book I'm
trying to account for the historical dimension of this condition.

As T've described in the book, it’s an attempt to chart a relationship, or understand the
relationship between two important historical forces of the last 50 years or so. One of
those is the declining elite culture, or to put it more positively, the rise of what used to be
called popular culture, and a breakdown of a sense of hierarchy in culture that existed in
Western culture certainly before the Second World War, or perhaps even a little earlier. If
we think back to the period prior to the Second World War, we see a world in which cer-

6) Jay David Bolter, The Digital Plenitude. The Decline of Elite Culture and the Rise of New Media (Cambridge,
MA: The MIT Press, 2019).
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tain cultural practices, such as “serious literature”, classical music and the visual arts, were
simply understood as more culturally important than various popular expressions such as
film, popular music, various forms of romance or other kinds of popular literature, comic
books, and so on. What happened after the Second World War was a gradual flattening of
culture in a sense that none of those earlier forms disappeared — in fact, they all contin-
ued to flourish — but what we saw was a rising status of precisely those popular forms that
were considered relatively unimportant prior to that time. I think we can chart the rise,
first of all, to the rise of popular music in the 1950s and 1960s. And this, in turn, has both
cultural and economic dimensions. We have the rise after the Second World War of a mid-
dle class that had more disposable income, and particularly young people had the oppor-
tunity to buy music, listen to music, follow or create their own musical trends. And as they
pursued these, the musicians, the artists of rock‘n’roll, began to just be regarded as more
culturally important that they had prior to this. So, by the 1960s the rock figures were re-
garded as artists in their own right, they were regarded as cultural icons. At the same time,
however, film began to be regarded as a serious art form, and to some extent, more slow-
ly, television, and even in comics and other popular forms of expression. So, one way to
think about this rise is as a kind of levelling in which the culture that had been hierarchi-
cal had become horizontal, had developed what we could later call networks of affiliation,
rather than simple hierarchies. Now, critics like Fredric Jameson and others who've talked
about postmodernism have acknowledged this for a long time. Although, I don’t think
we've really taken it entirely as seriously as we should, it’s a major watershed in the way our
culture operates. And, in particular, I think this development of cultural communities, in
place of cultural hierarchies, is something that has had a tremendous impact on how we
understand the production of culture.

Now, this process happened independently of the other historical strand that I talked
about in the book, which is, of course, the rise of digital media. And the computer itself
dates from the Second World War — depending on how you want to define what a com-
puter is, we have ENIAC, we have the first stored program computers, fully electronic
computers, after the Second World War. Nevertheless, the computer wasn’t understood as
a medium until much later. Pioneers like J. C. R. Licklider and others who developed the
ARPANET, which later became the Internet, pioneers such as Ivan Sutherland, Douglas
Engelbart, and Alan Kay who developed computer graphics and the graphical user inter-
face. And then, in the 1980s, we had the first really popular personal computers, we had
Steve Jobs and the Apple Macintosh in 1984. And these pioneers eventually succeeded in
giving us the computer technology and the software that made it possible for the comput-
er to become a medium for millions of users. Or, as a computer technology, to create a se-
ries of media forms that became more and more influential at this time. That is actually
happening a little bit later than the decline of hierarchies that I have just mentioned, but
they’re proceeding in parallel.

My argument is not that computer technology itself was the cause of the breakdown of
this hierarchical culture. Nor do I think that the breakdown of these hierarchies necessar-
ily had anything to do with the rise of the computer as a medium. But the two developed
together, and it turned out, especially in the 1990s and the 2000s, that the computer tech-
nology has become the perfect matrix for the cultural condition that we have today. For
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two reasons: one, because we can represent and store so many of media forms in digital
formats, everything from music to video and games now. And other so-called new digital
media forms are all available online or in digital formats. And through the Internet they
can be delivered or transferred across wide distances, essentially without cost. And the
other important factor was that the computer, especially with the rise of social media after
about 2000, is able to support online communities. And these online communities can be
social and political, but they can also be culturable. So that all sorts of different cultural
forms have their own large and small communities that exist in this complicated network
of overlapping identities. If you are interested in classical music, there are dozens or thou-
sands of communities that you can take part in; if you're interested in hip-hop, there are
thousands or hundreds of thousands of such communities. And, so, we now have the ide-
al technological affordances for the networking, the flattening out of our culture, at the
same time that the culture wants to become flat. And that's what I mean by the digital
plenitude; that’s what I've been trying to describe in this book.

Once I gave a question to my student — how to compare remediation with Manovich’s con-
cept of transcoding. My intuition was that certain concepts — such as transcoding or remedi-
ation — are tethered to certain periods of the development of digital media, in order to grasp
some important historical dynamics happening at the beginning of the 2000s or at the end of
the 1990s. In a similar vein, do you consider the term ‘digital plenitude” significant for our
historical period, twenty years later?

Yes, the 1990s was a period in which we were particularly occupied with these mo-
ments of transition. The rise of digital media was at that point already inevitable, but it cer-
tainly wasn't complete. Richard Grusin and myself, when we talked about remediation, we
were struck by all the rhetoric of the 1990s that I referred to earlier, that the computer was
a completely new media experience for which there was no parallel and no precedent. And
that was kind of the driving force for making us argue the opposite. Now, in the case of Lev
Manovich’s work, his ground-breaking work The Language of New Media,” you would
need to ask him. But it does seem to me he’s very much trying to understand this moment
of transcoding, as he puts it, in terms of both its historical antecedents and what makes it
new. His argument is, essentially, that we are in a new moment, but it’s not a moment with-
out precedents — in particular, he finds them in the Soviet avant-garde cinema of the
1920s, in the works of Dziga Vertov. He argues that what the avant-garde filmmakers of
that period were doing was a kind of what he called “database” cinema, that he saw as the
operatable aesthetic of the new digital media. So, yes, in fact that was the moment for that.
I think today what a number of film or digital media theorists are impressed by is what I'm
calling a plenitude, this overwhelming impact of the wealth of media that are available to
us in the absence of an organizing principle or hierarchy. We don’t have settled categories
anymore to describe the ways in which culture is both producing and absorbing these new
media forms, and this lack of settled categories makes us, impels us to try to understand
this phenomenon in terms of ecologies or communities.

7) Lev Manovich, The Language of New Media (Cambridge, MA: The MIT Press, 2002).
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And does plenitude bring some new cultural forms? Would the database, for example, be
a cultural form which is endemic or native to the digital plenitude?

That’s a good question. Just as I've said that the computer technology provides the ma-
trix for this new kind of flattened cultural condition, the database is part of that same tech-
nological matrix. When you have an enormous number of different cultural units that can
be reconfigured in a variety of ways, when you don’t have a hierarchical framework that
controls the way our culture is configured, you get a database rather than something that’s
more top-down, more hierarchical.

At the end of your lecture, you asked a question to the audience: To what extent is science be-
coming increasingly cinematic today? It is true that climate models are presented to the broad
audience in a cinematic mannet, and in space exploration, for example, immersive media are
used to navigate rovers in Martian terrain (I've recently seen this concept being developed —
Jet Propulsion Laboratory (JPL)). It seems that we are in midst of a period when more and
more cultural practices become visual to the extent that science itself takes over the visual as
the tool of conceptual elaboration of the presentation of its outputs, of communicating new
information, and even of producing new knowledge. How did it happen that the cinematic
visuality became the dominant aesthetics of knowledge?

This was a topic that came up at the end of the conference, and it was Daniel Strutt who
raised this very interesting question. And he pursues that in detail in his new book called
The Digital Image and Reality,® which is definitely worth looking into. 'm wondering if, in
fact, what we're talking about is a change in science or a change, rather, in media technol-
ogies that have offered science a new venue for communication. In other words, it would
be presumptuous of me as a non-scientist to argue that the way scientists work itself is
changing as a result of these new visualization forms. And let’s elaborate for a moment:
what Daniel was talking about was the fact that we now have these especially graphic tech-
nologies that make it possible to visualize more effectively than ever the abstract concepts
that scientists, particularly let’s say cosmologists, have been talking about for decades. So
that in a film like Interstellar we can have a visualization of a black hole that is as scientifi-
cally accurate as we can imagine at this point. What I'm saying is, I don’t know whether
scientists are finding these visualization techniques to be a new way of doing their work,
doing the actual hard science. It may be that they are; we would have to ask them. They’ve
been doing these things abstractly, this kind of reasoning abstractly, in mathematics, for
decades, and made enormous progress. It may be that these new visualizations are, in fact,
helping them make further progress. But what seems clear is that it’s helping, and I think
that this was Daniel’s point — it’s helping scientists to communicate to a larger audience
more effectively than ever before.

8) Daniel Strutt, The Digital Image and Reality. Affect, Metaphysics and Post-Cinema (Amsterdam: Amsterdam
University Press, 2019).
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In your practice you also work with the practitioners in the field of VR or cinema. Could you
share a bit of your experience in this field?

Yes, but I haven't been doing anything in the area of scientific visualization. The work
that I've been doing with my colleagues at Georgia Tech and at Malmé University has
more to do with cultural heritage, informal education, and, to some extent, experience,
design, and expression. We've been using not only virtual reality but also augmented real-
ity. For example, we've been creating an elaborate model of the Acropolis in Athens in
a form in which it could appear as a virtual reality environment, or it could actually serve
as an augmented reality manifestation. The idea of the virtual reality environment would
be that you could have a virtual tour of the Acropolis led by a guide in VR space prior to
an actual visit. And the VR model allows you to reconstruct a crude sense of what the
Acropolis looked like in 400 BC, which you can then compare to what the Acropolis looks
like today, to the situation, you know, after most of the temples have fallen. We character-
ize that kind of experience as cultural heritage or informal education — not an attempt to
replace the experience, embody the experience of being there, but to supplement it. And
one of the interesting things I noticed is that what’s happening today in virtual reality, in
augmented reality, is that the two are coming together, the technologies are converging.
Although originally, in the 1990s and even in the 2000s, there was a fairly strong divide in
the expert communities, now, because of the advent of a whole set of both headsets and
devices for displaying AR and VR, were in a situation where you can choose whether you
want something to be an augmented or virtual experience, and very easily move from one
to the other. That’s going to be one of the interesting features of the way these technologies
have deployed as media forms. And it’s something that we've been experimenting with —
my colleague Blair MacIntyre is working with Mozilla on creating a web-based protocol
called WebXR for staging experiences that can be hybrids of webpages, virtual reality ex-
periences and augmented reality experiences in the future. So, I think this convergence of
media forms leads to a very interesting place, both in terms of the technology, but also in
terms of expressive possibilities of these reality media.
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»Kdo to vi? Tedy, kdo?“

Kinematografickd anketa vecerniku Narodnich lista (1927)

Nejstarsi obdobi ¢eské kinematografie z let 1896-1914 patfi k obdobim nejméné probadanym, jakoz
i s nejvice nejasnostmi, a to ve filmové vyrobé, distribuci i v pfedvadéni.V Tehdejsi ¢eska filmovd tvor-
ba vznikala velmi pomalu a zna¢né omezené: pro nedostateéné finan¢ni a materidlni zajisténi, neexis-
tujici zazemi, nezku$enost tviirct i nezdjem organt a uradi se pohybovala na hrané profesionalismu
a amatérismu. Filmov¢ historické badani komplikuje rovnéz torzovitost dochovanych filmovych mate-
rialt a nedostatek vérohodnych pramentl. I z téchto diivodit mohou pro historicky vyzkum dané epo-
chy byt kromé archivnich, ¢asopiseckych nebo novinovych zdroju uzite¢né také vzpominky primych
aktérn ¢i jejich soucasnik.

vevs

¢lanku v tisku, vyro¢nich brozur, korespondence ¢i umélecké prozy, o to cennéjsi véak maze byt po-
hled, ktery nam dnes zprostfedkovava k poznani dobové atmosféry a nékterych detaild. Badatelské vy-
uziti takového vypravéni prinasi ovéem i sva uskali. Vzpominani mutze byt nespolehlivé, obzvlast po-
kud se odehrava s velkym ¢asovym odstupem, mnohdy i nékolika desitek let. Vzpominajici v nékterych
ptipadech zaméiuji udalosti, nepfesné ¢i $patné je popisuji, pletou si aktéry, chybné urcuji dataci ¢i
posloupnost. Nehledé na to, ze nardtor mnohdy z riznych pricin nékteré uddlosti zdmérné zamléi
nebo pozméni. Badatel je tedy nucen tyto texty ¢ist kriticky a dasledné je ovéfovat s prameny a dosa-
vadnimi vyzkumy.

Ve dvou edicich z predchozich ¢isel Iluminace jsme prinesli doposud nalezené vzpominkové texty
na filmovou vyrobu, distribuci a predvadéni v ceskych zemich pred rokem 1914. Tentokrat na toto
téma a obdobi predkladdme novinovou anketu z pocatku roku 1927, jez byla vyhlasena Vecernikem
Ndrod deniku Ndrodni listy. U jejiho zrodu stél redaktor a textat Jif{ Voldan (rozeny Jaroslav Hudec;
20. 3. 1901 Praha-5. 10. 1985 Praha), jenz ¢tenaftim tohoto listu polozil 29. ledna 1927 dvé otazky:
»Ktery byl prvni staly biograf v Praze?* a ,,Ktery prvni film se v ném hral?“ Béhem nékolika tydni se
sesly dopisy ¢tenaru, které vak zodpovédély podstatné vice nez jen ony prvotni otazky.

Tato anketa je v nékolika aspektech pozoruhodnd. Nejenom Ze kromé hlasti znamych osobnosti
ptinasi i vzpominky naprosto nezndmych ¢tenari, které by jinak zistaly utajeny. Déle je nezanedbatel-

1) 'V posledni dobé se ovSem dafi diky nelehkému vyzkumu i toto obdobi postupné rozkryvat, naptiklad Ivan Kli-
me$, Kinematograf! Vénec studii o raném filmu. Praha: Nérodni filmovy archiv — Casablanca 2013. Michal Ve-
Cefa, ,,Jen pro par kin a hodné lacino® Hrané filmy v obchodnich planech prazskych vyroben mezi lety 1911
a 1915. Iluminace 29, 2017, ¢. 1, 5. 5-28.
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ny fakt, Ze se tato anketa objevila jiz v roce 1927, byla vypsana v bézném, nefilmovém periodiku a pta-
la se na tehdy jesté stale nezvyklé téma.? Informacni hodnotu ankety mirné snizuje okolnost, Ze odpo-
védi prispévatelii nejsou citovany doslovné, ale redakéné parafrazovany a kraceny. Soucasné se zde
vzpominajici ¢asto dopoustéji omylii a chyb, zejména v dataci jimi popisovanych udalosti.

Vysledky Voldéan otiskl na strankach Vecerniku Ndrod v tydennich intervalech (a s jednou ¢trnéc-
tidenni prestavkou) od 3. unora do 7. brezna 1927 v celkem péti pokrac¢ovanich.

V tvodnim je feceno, Ze prvni staly biograf v Praze oteviel Viktor Ponrepo a prvni filmy natacel
Jan Kifzenecky. Odpovédi dorazily od herce Josefa Sviba-Malostranského, Boh. Cibulky z Dejvic,
M. Jirka z Loun a od Ant. Pesuly.

Ve druhém se anketa vénovala mimo jiné opét Janu K¥izeneckému a Viktoru Ponrepovi, z odpo-
védi jsou citovani ministersky rada Viktor Sulc, byvaly kolega Ktizeneckého, Jaroslav Macha¢ z Pelhfi-
mova a Jos. Valasek.

V dalsim, tfetim pokracovani se vdova Karla Slamborova-Ponrepova rozpomnéla na svého muze,
kinematografistu Viktora Ponrepa.

Ve ¢tvrté ¢asti dal Vecernik Ndrod slovo typografu Ferdinandu Gyrovi, jenz rovnéz popsal filmové
¢innosti svého §vagra Jana KifZzeneckého.

V zavére¢ném patém dilu s vysledky ankety Voldan prenechal prostor Ctiboru Prokopovi a jeho
popisu jedné z historicky prvnich prazskych projekci v hotelu U Cerného koné z podzimu roku 1896.

K edici jednotlivych ¢lanka z Vecerniku Ndrod s anketou jsou ptifazeny tfi ptivodni dopisy, jeZ se
v kopii dochovaly v pozustalosti filmare a filmového historika Jindficha Brichty v Narodnim filmovém
archivu. V nich konzul Jaroslav Macha¢ vzpomina na Viktora Ponrepa pfi jedné z jeho kinematogra-
fickych $taci v Pelhtimové. Architekt Frantisek X. Ctrndcty na maly biograf existujici kratce na praz-
ském Vaclavském ndmésti koncem 90. let 19. stoleti. A ufednik Ctibor Prokop na jednu z prvnich
prazskych filmovych projekci v hotelu U Cerného koné z podzimu 1896. Diky nim mtzeme alespoii
u tff respondentt presné rekonstruovat jejich odpoveédi.

K anketé se Jiti Voldan vratil o étyticet let pozdéji, kdyz ve své vzpominkové knize Sli t#i muzikan-
ti a jiné vzpominky na ty, o nichz se mdlo psalo vénoval dvé kapitoly Viktoru Ponrepovi a Janu Kfize-
neckému. V nich autor vyuzil pvodni dopisy jiz zminéné Karly Slamborové-Ponrepové, Josefa Svba-
-Malostranského, Jaroslava Machace, Ferdinanda Gyry a Viktora Sulce, které mu zacdtkem roku 1927
zaslali. Tyto dvé kapitoly z Voldanovych memoadri edici uzaviraji.

Kinematograficka anketa Vecerniku Ndrod 1927 svymi upominkami na vyrobu i distribuci a pted-
vadéni na prelomu 19. a 20. stoleti, na Jana Ktizeneckého a Viktora Ponrepa dopliuje a zakoncuje dvé
edice z predchozich ¢isel Iluminace, jez zachycovaly obdobné vzpominky na pocatky ceské kinemato-
grafie pred rokem 1914.

Jaroslav Lopour

2) 'V obdobi 20. let nelze jesté hovotit o vyzkumu a snaze zaznamenat nejstarsi déjiny ¢eského filmu z prelomu
19.a 20. stoleti.
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Kinematograficka anketa Vederniku Ndrod

Prehled materiala v edici:

1L
III.
Iv.

VL
VIL
VIIL
IX.

Nase anketa (29. 1. 1927)

Ktery byl prvni stély biograf v Praze a jaky film se v ném hral? (3. 2. 1927)
Vzpominky nasich ¢tendit na prvni pocatky kinematografii u nas (9. 2. 1927)
Prvni filmové kriicky v Praze a Cechach pred 30 lety (25. 2. 1927)

K nasi kinematografické anketé (2. 3. 1927)

Kdy bylo v Praze poprvé biografické predstaveni? (7. 3. 1927)

Dopis Jaroslava Machace (4. 2. 1927)

Dopis Frantiska Xavera Ctrnactého (5. 3. 1927)

Dopis Ctibora Prokopa (unor 1927)

Dodatky od Jittho Voldéna (1967)

Prejaté texty v edici uverejiiujeme bez vyraznéjsich zmén, prestoze se v nich mohou vyskytnout gra-

matické chyby. Pripadné zasahy, vysvétleni ¢i opravy editora jsou umistény v poznamkach ¢i vyznace-

ny hranatymi zdvorkami [ ].
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Nase anketa.

Kdo to vi?

Vypisujeme zajimavou anketu. Filmovou. Vime dobfe, jak kino stalo se opravdu lidovou zabavou
a jak je hojné vyhledavano. Dnes ovSem si nikdo snad ani neuvédomuje rozmach filmového uméni
i techniky, a¢ neni tomu tolik let, co byli jsme svédky primitivnich pfirodnich snimki, primitivnich
dramat a ,,frasek k popukani®. Vneste se, mili ¢tenafi a ¢tenarky, o nékolik roktl nazpét a jste v té dobé,
kdy se kino teprve ,,tvorilo® Vzpomindte, jak tenkrate népisy cetl prediikavatel, jak pfi promitani hra-
val pouze gramofon a jak kino bylo obycejné v néjakém hospodském sale nebo v 1été v pivovarské za-
hradé? A dnes? Mame kina (tento nazev se rovnéz vzil, a¢ dfive fikali jsme ,svételné divadlo®) luxus-
né divadelné vypravend, s orchestry i o 30 clenech, dokonce i s varhanami, aby publikum bylo
dokonale uvedeno do nalady. A tenkrat? Obycejné lavice nebo zahradni zidle, gramofon, a to jiz bylo
néco, kdyz k promiténi hrél pianista nebo dokonce trio. Tedy rozmachu kina jsme byli u¢astniky a pro-

to vzpomnéli jsme na anketu: Kdo to vi? A co?

Ktery byl prvni staly biograf v Praze?
A jestlize tohle budete védét, snad si i vzpomenete na predstaveni, jehoz jste se ztcastnil a pak bu-
dete ndm moc zodpovédét i druhou otazku:

Ktery prvni film se v ném hral?

Anketa tato je jisté zajimava. A véfime, Ze bude hojné nasimi ¢tendfi obesldna. Vysledek ankety
pak otiskneme, coz bude vlastné i dokumentarni materidl k rozvoji kina u nds. Ze ten rozvoj zde je,
tomu svédci 80 biografti v Praze, s nejldkavéj$imi programy. A prece byl pred lety v Praze jen jeden bio-
graf, s prvnim filmem. Na to ptaji se vy$e uvedené otézky, oznacené: Kdo to vi? Tedy, kdo?

Jifi Voldan, Nase anketa. Ndrodni listy. Vecernik Ndrod 67,1927, ¢. 23 (29. 1.), s. 5.
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II.

Ktery byl prvni staly biograf v Praze a jaky film se v ném hral?

K nasi anketé. — Co vi p. Svab-Malostransky? — Dalsi shodné odpovédi s nim.

K nasemu dotazu: Kdo to vi? odpovédél velmi spésné nestor ceskych filmovych hercti p. J[osef]
Svab-Malostransky. A i sebevédomé, nebot napsal: ,,J4 to vim!“ Tedy p. Svab-Malostransky vi toto:
Prvni staly biograf oteviel v r. 1899 znamy p. V[iktor] Slambor-Ponrepo v malé mistnosti ve Sme¢-
kach, pti ¢emz provozoval i kouzelnickd predstaveni. Pozdéji prestéhoval se do pivovarské zahrady
v Nuslich, pak do Hybernské ul. do ,Orientu®, pak do ,,Bezovky* a nakonec ,,U modré stiky“ v Malé
Karlové ul., kde je jiz 23 let.” Na na$ dotaz, ktery prvni film se v Praze hral, pravi pisatel, Ze to by mohl
zodpovédéti jediné p. Slambor-Ponrepo, ktery, bohuzel, pred nedavnem zemtel. Pokud vi p. Svab-Ma-
lostransky, hrély se tehdy zcela kratké filmy, bez urcitych nazvi, jako: scéna z domdcnosti, lovu apod.
Nestor ¢eskych filmovych herct piSe nam dale, kdy se po prvé v Praze filmovalo. V roce 1898, o vy-
stavé architektti a inzenyrt filmoval p. inZ. [Jan] Kiizenecky tti kratké zertiky, navrzené p. Svibem-
-Malostranskym.”

S touto odpovédi shoduji se v podstaté i dalsi, takze p. Svabovi ziistane to: ,,J4 to vim!“ Pan Boh. Ci-
bulka z Dejvic uvadi, ze prvni biograf byl ztizen asi pred 30 lety ve Smeckach v Praze I, prvni film,
ktery tu vidél, ukazoval fotografa, ktery bral do aparatu krajinku, stal vSak na kolejich, v tom se pfihnal
vlak, ktery ho srazil. Po odjezdu vlaku fotograf, lezici na kolejich, vstal a odesel. Dale si pisatel pama-
tuje prvni bio v pfirodé v zahradé na Klamovce v Kosifich, kde se hrél film: Zavrazdéni srbského kra-
le a jeho manzelky Dragy.”

Pan M. Jirek z Loun pravi rovnéz shodné, Ze prvni biograf v Praze byl Ponrepiiv, jaké filmy se zde
predvadély, se jiz nepamatuje. Pan Ant. Pesula uvadi, Ze prvni kino bylo v letech devadesatych v Hy-
bernské ul., v hotelu De Saxe, kde se predvadély pouze prirodni snimky: ,,Navstéva ruského cara Mi-
kulége II. ve Vidni®, druhy snimek byl Zertovny a ukazoval ¢ernocha, jak se u¢i jizdé na kole, tfeti sni-
mek pak ukazoval ¢ernossky kmen, jak se koupe v moti. Prvni staly biograf byl pak Ponrepu, pisatel
vsak uvadi, Ze mél jej v prozatimni platéné boudé za ruskym kostelem, pak v pivovarské zahradé
v Nuslich a nakonec v Karlové ul.

Dalsi zajimavé odpovédi k této anketé budeme postupné uverejnovat. Zatim ovem jiz zistane fak-
tem, Ze prvni staly biograf v Praze byl Ponreptv, jak spravné oznacil prvni pan Svéb-Malostransky.

Jifi Voldan, Ktery byl prvni staly biograf v Praze a jaky film se v ném hral? Ndrodni listy. Vecernik Nd-
rod 67,1927, ¢.27 (3. 2.), 5. 3.

3) Viktor Ponrepo v uvedenych ¢astech Prahy promital pouze kratkodobg, stalym kinem v pravém slova smyslu
se stalo az to, které otevfel 15. zafi 1907 v domé U Modré stiky ve staroméstské Karlové ulici.

4) Jednalo se de facto o prvni tfi ¢eské hrané filmy z roku 1898 DOSTAVEN{CKO VE MLYNICI, VYSTAVN{ PARKAR
A LEPIC PLAKATU a SMICH A PLAC.

5) Zavrazdéni srbského kréle Alexandra I. Obrenovice, prislusnikt jeho rodiny a ¢lentt srbské vlady se udalo
v kvétnu 1903.
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sy 0

Vzpominky nasich ¢tenaiii na prvni pocatky kinematografii u nas.

Zajimava nase anketa. — Arch. Kfizenecky iniciatorem stalého kina?

Nase anketa vyvolala u nasich ¢tenari Zivy ohlas, a ti, kdoz vzpomnéli na to, jak byli svédky prv-
niho promitani filmd v Praze, sdéluji nam své vzpominky. Z dalsich doslych odpovédi uvadime hlas
inZ. arch. Viktora Sulce, min. rady, ktery sice neodpovida pfimo na nasi danou otdzku o prvnim std-
1ém biografu v Praze, ale jeho slova jisté prispéji k celkovému obrazu o vyvinu biografickych predsta-
ven{ v Praze. P. Sulc pamatuje, jak prvni promitani v Praze bylo provedeno pied r. 1898 (snad
v r. 1897) v hotelu ,,U ¢erného koné“ na Ptikopé. Byl to maly, kocujici podnik a filmova predstavent tr-
vala pouze nékolik dni. Vstupného platilo se tehdy asi 20 krejcarti. Pfedstaveni dala se v malém poko-
ji, kam se veslo asi 20 osob a sedélo se na obycejnych zidlich, postavenych ve tfech fadach. Svételné ob-
razy byly vrhany na bily papir, filmy byly tfi a dlouhé asi jen 25 metri.” Na jeden z nich se pisatel
urcité pamatuje, byly to by¢i zapasy ve Spanélsku. Pohyby na filmech byly velmi trhané.

Prvni ¢eské filmy arch. K¥iZeneckého

Tato predstaveni zaptisobila tehdy mocné na arch. Kiizeneckého, s nimz inz. arch. Sulc pracoval
v technické kanceldfi staveb. Gfadu mésta Prahy. Arch. KiiZzenecky koupil tehdy v Pafizi” kinemato-
graficky pristroj za 2500 zlatych (coz byl velky obnos tenkréte), pfistrojem tim mohlo se nejen fotogra-
fovati, ale i promitati. InZ. Sulc stykal se velmi s arch. K¥izeneckym a fesil s nim riizné problémy, tyka-
jici se ptijimani filmovych snimkd. A tak potvrzuje pisatel to, co ndm jiz sdélil p. Svib-Malostransky,
ze arch. Ktizenecky ,natocil® tfi kratké fragkovité vyjevy, navrzené a hrané dnes jiz ,,nestorem ¢sl. fil-
movych herci® Jeden z téchto Zertikil se na pt. jmenoval ,,Pferusené dostavenicko® (P. Svib-Malo-
stransky hrél nevérného manzela, byl pfistizen Zenou a dostal ko$tétem pres zada.)® Tyto prvni ceské
filmy byly pfedvadény, jak jiz predesle sdéleno, na vystavé arch. a inZ. v Praze r. 1898.

Prvni ¢esky ,trikfilm*

A tak vynikl i prvni ¢esky t. zv. trikfilm. Arch. Sulce napadlo u¢initi pokus, jak by to dopadlo, kdy-
by se film pfi promitdni vsunul do aparatu obracené, t. j. koncem do predu. Pokus se podaril. Byl bran
ruch koupajicich se na prazské plovarné. Pohyb obrazki byl obraceny, takze lidé skékali z vody na
mustek a chodili pozpatku. Tento film nesl pak titulek: ,,Obraceny svét“?

Prvni jakysi kinematograficky podnik byl pak na vystavé arch. a inzenyru, zde se predvadély tyto
prvni Ceské filmy, a sice v platéné boudé, kam se veslo asi 100 osob. Predvadéni délo se po celou dobu
vystavy od 15. ¢ervna do 15. fjna 1898. Podnik vedl a filmy predvadél arch. Ktizenecky.

Pisatel vyslovuje pak v zavéru téchto svych vzpominek minéni, Ze arch. Ktizenecky pry dal podnét
k prvnimu biografu v Praze, snad nasel jako spole¢nika pravé p. Ponrepa, sdm jako ufednik mésta Pra-

6) Napriklad tehdejsi Lumiérovy kamery dokazaly pojmout pfiblizné jen sedmnéct metrt filmového materialu.

7) Kinematografické aparaty bratrt Lumiért vyrabéla tovarna ve francouzském Lyonu.

8) Film byva uvadén jako DosTAVENICKO VE MLYNICI (1898) a nevérny manzel v ném nebyl pfistizen svou Zenou,
ale muzem milenky.

9) Jde o snimek ZOFINSKA PLOVARNA (1898).
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hy nemohl biograf svym jménem vésti. Ze se zabyval myslenkou oteviiti staly biograf v Praze, to pan
arch. Sulc vi, po vystavé viak jejich styky byly preruseny, nebot p. arch. Sulc se odstéhoval do Plzné.
V této véci, jak mini pisatel — mohli by piispéti k objasnéni nejblizsi ptibuzni jak arch. Kfizeneckého,
tak i p. Ponrepa.

Prvni biograf v Pelhifimové.

Dr. Jaroslav Machad, konsul CSR., nam sdéluje, Ze p. Ponrepo mél nejen prvni staly biograf, ale mél
i prvni biograf kocovny. Vzpomind si, jak asi v letech 1897 ptijel p. Ponrepo do Pelhfimova, kde pred-
vadeél filmy, které budily zdéSeni: riize se rozvila v pannu, vlak jel proti obecenstvu a pak i ¢esky film,
zertik s p. Svibem-Malostranskym, takovou honic¢ku, v niz porazil mlékatku, cukrate, babu s ovocem
a pod.'” Téchto ,,kouskd“ bylo az 14 s pfestavkou. Pisatel pravi, Ze p. Ponrepo timto zptisobem propa-
goval nejen biograf, ale i gramofon, lidé v Pelhfimové v§ak tomu tehdy nevéfili a fikali, Ze ,,ty obraz-
ky jsou jen tak délany®, o gramofonu pak, Ze ,,do ty roury nékdo kfi¢i...“ Pan Jos. Valasek se pamatuje
na Ponreptiv ,,biograf“ v plachtovém stanu, ktery si postavil na poli u sadi Svat. Cecha na Vinohra-
dech, pry asi v letech 1893-96.'V

Nase zajimava anketa pfinesla uz v jedné otazce jasno: prvni staly biograf v Praze mél p. Ponrepo.
Na vic vime, Ze prvni ¢eské filmy délal p. arch. K¥iZzenecky, o némz nyni byla vyslovena domnénka, ze
on to byl, ktery dal podnét k tomuto prvnimu stalému biografu. Pokud se ty¢e druhé otazky, ktery film
se v ném prvné hrdl, bude lze tézko odpovédéti, leda by nékdo mél skute¢né obdivuhodnou pamét.

Jiti Voldan, Vzpominky nasich ¢tenatii na prvni pocatky kinematografu u nds. Ndrodni listy. Vecernik
Ndrod 67,1927, &.32 (9. 2.), s. 3.

10) Neni pravdépodobné, ze by v tomto obdobi byly ko¢ovnymi kinematografisty prevadény jakékoliv ¢eské filmy.
Obdobny film s Josefem Svabem-Malostranskym neexistuje.

11) Viktor Ponrepo zapocal se svymi ko¢ovnymi kouzelnickymi programy jiz v roce 1881, ovéem kinematograf do
svych vystoupeni zaradil aZ v roce 1899.
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Iv.

Prvni filmové kriicky v Praze a Cechach pied 30 lety.

K nasi kinematografické anketé. — Néco o p. Ponrepovi.

Z odpovédi, které nam dosly k vypsané kinematografické anketé, dovédeéli jsme se jiz, ze prvni sta-
ly biograf v Praze zaiidil p. Ponrepo. Vdova po zesnulém, pi [Karla] Slamborova-Ponrepové, zasila
nam nyni zajimavé vzpominky, jak p. Ponrepo zacinal, vzpominky, které se velmi pékné ¢tou a nasi
Ctenafi si je prectou jisté s chuti.

Divak, ktery sedi dnes, v pfepychovém biografu, kde projekce filmu je dokonald, neuvédomuje si,
jaké potize mél p. Ponrepo s predvadénim filmi, kdyZ nebylo ani $koleného personélu a ani elektric-
kého svétla. Kdyz p. Ponrepo zacinal, byla elektrika pouze na Zizkové, v Jindf[ichové] Hradci a Pisku.
V poslednim jmenovaném mésté méli elektrarnu na vodni pohon a proud byl slaby, takze kdyz
p. Ponrepo v séle hotelu ,,U kola“ zapjal lampu na 18 ampér, byl cely hotel i ulice potmé. Pan Ponrepo
byl tudiZ nucen pouzivati zvlast sestrojené lampy, t. zv. svétlo Drummondovo, kterd je dnes uschovana
v technickém museu na Hrad¢anech.

Jedna z veselych piihod.

Pan Ponrepo zazil jist¢ mnoho veselych prihod na svych cestach s putovnim kinem. Povedenou
pak v Chocni, v hostinci ,,U koruny*. K promitani filmt, jak jiz uvedeno, mél zvlastni lampu, vedle niz
stél lis s vakem kyslika, kterého bylo tfeba k lampé. Pojednou zpozoroval, ze kyslik ma prili§ mnoho
tlaku a svétlo nevydavalo potfebné zafe k promitani. Bézi k lisu ubrati z néj kameni a tu mas! Na lisu
sedél jeden tlusty obcan, ktery si sice koupil listek k stani, ale pouzil této prilezitosti posadit se. Samo-
ztejmé, Ze byl ihned ,,vyexpedovan® pry¢ z lisu a svétlo opét vesele zazatilo.

S filmy mél p. Ponrepo potiz. Mél aparat od bratfi Lumiért z Lyonu, ale ten byl zfizen na jednodir-
kovou perforaci. Proto pozdéji vyménil aparat za Pathétv z perforaci ¢tyfdirkovou, takze pak mohl ku-
povati filmy i v Americe. P. Ponrepo mél zahy 24 filmd, coz bylo na tehdejsi dobu uz malé jméni.

Prvni promitani ve Varieté.

Jedno z prvych promiténi bylo také ve Varieté.' Ptijeli londynsti operatéfi, postavili stroj a dopo-
ledne byla zkouska. Té byl pfitomen majitel p. [Eduard] Tichy a sekretat Stein a kdyz oba vidéli ,,zivé
obréazky*, fekli: ,To musi ven, to neni zadné ¢islo...“ Pres to pti ve¢ernim predstaveni byl film predve-
den a kdyz se druhy den chystali operatéfi k odjezdu, ptibéhl p. Tichy a domlouval jim, aby zistali, ne-
bot po listcich do Varieté pocala byti shanka. Zprava o ,,zivych obrazech® se totiz rozlétla Prahou a kde
kdo chtél je vidét. Promitani filmu se ve Varieté pak prodlouZilo.

Zacatky p. Ponrepa byly tézké. Filmy byly jen s némeckymi napisy, které musely byti prekladany,
takze kdo ptiSel k biografu, umél zéhy némecky, jako kdyz bi¢em praska — fikal p. Ponrepo. Také ope-
ratért nebylo a p. Ponrepo, kdyZz nakonec zakotvil ,,U modré $tiky*, kdeZ jeho biograf jest dodnes, pl-

12) V karlinském Varieté se prvni filmov4 projekce uskute¢nila zfejmé 3. listopadu 1896. Zdenék Stébla, Data
a fakta z déjin &. kinematografie 1896-1945. 1. svazek. Praha: Ceskoslovensky filmovy ustav 1988, s. 29-30
(interni tisk).
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nych $est rokil sam Fidil projekci filmut. A nebyla to prace lehka. Jednou rukou to¢il, druhou promital
skli¢ka, odsunoval lampu a tu jeho slova vzdy byla: ,,Kdybych mél aspon ¢tyti ruce, §lo by to lehceji...
O¢ snazsi praci ma kinooperatér dnes.

Kino v pfirodé — napad p. Ponrepa

P. Ponrepo ukazal ndm biograf dtive nez byl ve Vidni a pfipadl i na §tastnou myslenku, hrati v pi-
rodé. Prvni jeho takovy biograf byl v zahradé na Klamovce, pak v pivovarské zahradé v Nuslich a na
Zizkové v Bezovce. Tenkréte, kdyz se zacal jiz biograf vice rozifovati, dovédélo se nékolik majiteld ces-
tovnich biografii, ze p. Ponrepo bude hrat v pfirodé. Ptijeli schvalné, aby vidéli, jak to bude provadéti.
Domnivali se, ze predvadéni snad bude pod néjakymi plachtami, ale pan Ponrepo je pékné provedl,
ukdzal, jak vSe setidil a pfipravil a pak dodal: ,Ted po¢kdm, a7 bude tma a pak budeme hrat...“

K témto nékolika vzpominkdm pfi¢lenujeme 1 fotografii'® prvého priikopnika biografu u nds
p. Ponrepa a nakonec uvadime i stesk pi Ponrepové. Jisty prazsky ilustrovany list psal svého ¢asu
o p. Ponrepovi, ovsem velice neSetrné a ptes to, Ze pi Ponrepova ohradila se proti tomu, redakce dotyc¢-
ného listu neuznala neSetrnost opraviti. A pfece p. Ponrepo byl jednim z téch lidi, ktefi se vysinuli
vlastni, houZevnatou praci a jakozto k prvnimu biografistovi v Praze a Cechach patfi mu zasluhy estné.

Nasge anketa témito vzpominkami ziskdva na cené, tykaji se pfimo toho, o némz nam ve stech do-

pisti ¢tenari psali, Zze u ného byli v biografu a vidéli ilm — prvné.

Jiti Voldan, Prvni filmové kriicky v Praze a Cechach pied 30 lety. Ndrodni listy. Vecernik Nérod 67,
1927, ¢. 46 (25. 2.), s. 3.

13) U ¢lanku jsou otisknuty fotografie Jana Kfizeneckého a Viktora Ponrepa.
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K nasi kinematografické anketé.

O arch. Kfizeneckém, prvnim vyrobci ¢eskych filmu.

Z nasi ankety, tiebaze podobné otdzka déna nebyla, vysvitlo, ze prvnim filmatem v Cechach byl
arch. Ktizenecky, ktery zemiel v r. 1921. Néco o arch. Kiizeneckém nadhodil ndm ve své odpovédi
p. Svab-Malostransky, pak jeho pritel arch. Sulc a nyni{ dostalo se ndm néco vzpominek od $vakra ze-
snulého p. Ferd[inanda] Gyry z Krél. Vinohrad.

Kdy a kde bylo v Praze prvni biografické piedstaveni.

Pan Gyra urcité se pamatuje, Ze prvni biografické predstaveni v Praze bylo v hotelu ,,de Saxe®
v Hybernské ul., asi ku konci roku 1897. Tam se promitalo $est film, z téch pamatuje si pisatel pou-
ze jeden, byl to obrazek Zebrdka-simulanta, sediciho nékde v patizské ulici, ktery pojednou spatfil
straznika, lekl se, odhodil berle a utekl pry¢. Tehdy vyvolalo to bouti smichu.

Touto novinkou byl arch. KtiZzenecky primo elektrisovan a hned pojal myslenku sam filmovati.
Bylt dobrym znalcem fotografie, fidil magistratni fot. odd¢l. mésta Prahy a zhotovil nes¢etné mnozstvi
fotografif starych pamadtek prazskych. Vesel tudiz ihned ve spojeni s firmou ,,Lumiere” ve Francii, kdez
si objednal aparat. Prvni ¢esky biograf, oviem Ze docasny, byl na inZenyrské vystavé, ktera byla pora-
déna r. 1898, prvni ¢eské kinematografické predvadéni pocalo v den zahdjeni vystavy o svatku Nane-
bevstoupeni Pané vyse uvedeného roku. K tomuto promitdni byla na vystavé zvlast postavena dievéna
budova, domdcich snimki bylo promitdno $est, k nim byly ptidany pak nékteré francouzské. Mnoho-
-li se platilo, p. Gyra se jiZ nepamatuje, hodnostari v§ak byli uvadéni do prednich lavic, tedy opa¢né,
nez je tomu dnes, kdy drazsi mista v kinu jsou vzadu. O novy vynalez zajimal se tehdy také polni pod-
marsal bar. Salomon z Friedbergu (malif, spisovatel a upfimny vlastenec).

Prvni ¢esky filmy, které se promitaly, byly: ,, Alarm hasi¢t staroméstskych®,'¥ ,,Plovarna na Zofi-
nés'9  Prekazené dostavenicko™” (fragka), ,,Poledni vystiel z déla®'® ,Jizda prazského Sokola“? a jes-
té nékolik jinych. Arch. KfiZenecky ,filmoval“ také na vyletech, kteréz tehdy se spole¢nosti konal do

okoli Prahy.

14) Prvni filmové piedstaveni v Praze probéhlo v hotelu U Cerného koné v ulici Na Piikopé od 18. fijna 1896 do
17. ledna 1897. Uskute¢nil jej Adolf Oppenheimer (zastupujici francouzskou firmu T. A. Edisona). V hotelu
U Saského dvora v Hybernské ulici provozovali bratfi Lumiérové sva predstaveni v zastoupeni Hermana Arle-
ta od 22. tijna do 19. listopadu 1896. Zdenék Stbla, Data a fakta z déjin &. kinematografie 1896-1945. I. sva-
zek. Praha: Ceskoslovensky filmovy tstav 1988, s. 26-28 (internf tisk). Vzhledem k tomu, Ze oba podniky se
nachazely blizko sebe, a ze zahdjeni provozu obou podnikii probéhlo témér soucasné v rozpéti ¢ty dni, se pii-
spévatelé ankety, véetné Ferdinanda Gyry, zmylili, kde probéhla prvni prazska filmova projekce.

15) Jde o film ALARM STAROMESTSKYCH HASICU (1898). Ve stejny rok vznikl jesté také snimek STAROMESTST HA-
SICI.

16) ZOFINSKA PLOVARNA (1898).

17) DOSTAVENICKO VE MLYNICI (1898).

18) POLEDNI VYSTREL NA MARIANSKYCH HRADBACH (1898).

19) VOLTYZOVANT JiZDNfHO ODBORU SOKOLA PRAZSKEHO (1898).
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Jak vypadaly prvni filmy a pro¢ byly pfi promitani ,,trhavé pohyby“? Paivodni staré filmy mély ve-
likost, a tvar nynéjsich filmi, ale perforovani bylo jiné. Stary film mél pouze jeden kulaty otvor, kdez-
to dnes md film otvory ¢tyfi a obdélnickové, takze vina ,,trhani“ byla pravé asi v tomto perforovani.

Arch. Ktizenecky mél tedy prvni biograf v Praze, ov§em docasny, t. j. od ¢ervna do fijna 1898
a na vyse jiz uvedené vystavé. Slusi dodati jesté, ze arch. KtiZzenecky pracoval na tomto poli vlastné
z lasky k fotografovani a z nad$eni pro véc a nikoli pro zisk. A Ze byl prvnim ¢eskym propagatorem
kinematografie, to mu zistane a cesti filmafi dnes zachovaji jeho jméno jisté v dobré paméti.

Jiff Voldan, K nasi kinematografické anketé. Ndrodni listy. Vecernik Nédrod 67, 1927, ¢. 50 (2. 3.), s. 3.
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VL

Kdy bylo v Praze poprvé biografické predstaveni?

K nasi anketé. — Novy hlas. — A slovo zavérem.

Nase c¢lanky o kinematografickych pocatcich u nds, v nichz ovsem byly doslé odpovédi nasich cte-
narf na anketu, kterou jsme vypsali, se zajimavé Cetli [sic!]. Ze spousty dopist vyjimame jesté hlas
p. Ctibora Prokopa, ktery ndm sdéluje, Ze dosud uvedena data o prvnim promiténi v Praze nebyla pres-
na. Ze svych détskych let pak pamatuje si, jako roku 1894,2” kdy bylo mu 14 let, jednoho odpiildne
jeho otec mu fekl, Ze se pijdou podivat na zivé obrazy. Kdyz se ptal otce, co to bude, fekl mu, Ze ani on
sam to vlastné nevi. Sli pak na Ptikopy, do hotelu Cerny ki, kde byly nalepeny ohromné plakaty hl4-
sajici, Ze zde budou predvadény ,,Svételné Zivé obrazy® Vstupné bylo tehdy 1 zlaty, na tehdejsi pomé-
ry tedy znacné vysoké. V nevelké mistnosti seslo se asi 50 osob a zdhy zaznél klavir. Co nésledovalo
pak, ohromilo vechny divaky. Na natazeném platné objevilo se svételné kolo a hned nato obraz more,
jeho? vlny se vzdouvaly. Snimek byl nedokonaly, ,,trhal® zrak, k ¢emuz ptispélo nemdlo i vlnici se plat-
no, které nebylo pevné napjato na ramu. Pak nasledoval obraz ptijezd vlaku do nadrazi. Titulka snim-
ky nemély, také nebyl k nim ani slovni doprovod. Obecenstvo tehdy vstavalo se zidli a hlasité volalo
»ach a sdélovalo své usudky o tom. Pak nasledoval ,humorny snimek®, obraz rybare, ktery vytahuje
starou botu. Toho dne se nemluvilo v Praze o ni¢em nez o zZivych obrazech. Podnik byl pry majetkem
dvou Francouzt, ktefi s nim cestovali po svété. Od tohoto prvého predstaveni uplynulo pak asi
2-3 leta [sic!], nez se objevily pokusy dalsi, ve Variété [sic!], na vystavé inZenyra a pod. o nichz jiz bylo
psano.

A nyni slovo zavérem. NaSe prvni otazka znéla: ktery byl v Praze prvni staly biograf. Z doslych od-
povédi je zndmo, Ze to byl biograf p. Ponreptiv. Ve Variété [sic!] predvadéni bylo jen jakymsi dodatkem
k programu artistickému. Biograf p. Kfizeneckého na vystavé inzenyrt byl jen do¢asny. Tedy stalé kino
zavedl u nds p. Ponrepo. A druhy dotaz: prvni film v ném? Zde se odpovédi rtizni, coz lze pochopiti,
nebot filmy byly dosud primitivni, byly to jen pfirodni snimky nebo naivni zertiky, byly kratké, takze
jejich tituly nelze si ani pamatovati. Spise jesté d¢j. Timto doslovem ukon¢ili bychom tedy nasi filmo-
vou anketu, kterd vzbudila mezi nasimi ¢tenafi tolik zajmu. A za vSechny jejich odpovédi vzdavame
dik v presvédceni, ze anketa pfinesla dokumentarni a zajimavy material nejen pro filmové nadsence,
ale i ty, kdoz o film jevi snad mensi interes. Ti byli nasi anketou pouceni, jak to vlastné s tim biografem
u nés zacalo.

Jifi Voldan, Kdy bylo v Praze poprvé biografické predstaveni? Ndrodni listy. Vecernik Ndrod 67, 1927,
& 54(7.3),s. 3.

20) Slo o podzim roku 1896.
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Dochované dopisy k anketé

VIL

Dr. Jaroslav Machac.?"
Praha, 4. 2. 27

Cténa redakce.

Mohu jen potvrditi, ze Ponrepo byl prvnim majitelem biografu stalého, ale co vice, on mél i prvni
biograf ko¢ovny a pamatuji se velmi dobte jako student, jak s nim pfijel do Pelhfimova asi v létech
1897. Program byl velmi pestry, snimky pfirodni hrozné podexponované, kde byly jen obloha a voda
jedinym ,,svétlym bodem®, potom nékolik kouskt kouzelnych, kde riize se rozvila v bledézelenou pan-
nu, ktera se opét najednou ztratila, néjaké tance se zavoji, vlak jedouci proti obecenstvu, coz vyvolalo
nemalé zdéseni a pak prvni Cesky film: Pan Svab Malostransky si sedi hezky na slunci na sesliku, ko-
lem jdou dva mlddenci, zakopnou o jeho skfizené [sic!] nohy, v8ichni se svali, nacez ndsleduje honic-
ka, které se podari porazit jesté mlikarku, babu s ovocem, cukrare s cukrovim na hlavé a jiné Zivnost-
niky, ktefi jsou na tom milém svété jen pro filmové burlesky.”” Takovych raznych kouska bylo az 14
s prestavkou uprostied predstaveni, kterd se bohuzel zachovala az na nase dny a jejiz barbarské pretr-
zeni déje a ndlady ma ten jediny ucel, aby se prodala nebo spise neprodala dvé uvalena Eskima. Pred
zahdjenim predstaveni vyzvanél elektricky zvonek, coZ se zachovalo az podnes ve Francii. Obecenstvo
svolaval ,vyvolavac®, uniformovany zfizenec, ktery dnes zadrzuje a redukuje naval. Pozdéji prisla uz
delsi dramata, obycejné po pronasledované chudé divce, kterd dojde koneéné §tésti po boku majitele
tovarny nebo ,viibec milionafe. Napisktl nebylo — ach kde jsou ty blahé doby — nutné informace
o déji a osobach vyktikoval z ptitmi hledisté velmi sugestivné ,vyvolavac“ z venci, kde jeho ¢innost za-
pocetim predstaveni skoncila. Jeden takovy mluveny napis byl pak docela prislove¢nym: ,Tak to vidi$
Heleno, jak se z Tebe stala velkd pani!“ Myslim, Ze po pfevratu bylo mozno tento ,,ndpis“ umistit pod
mnohou hlavu.

Ale Ponrepo propagoval nejen biograf, nybrz i gramofon, ktery obstaraval hudebni doprovod fil-
mu. Ale oba vynalezy neziskaly hned davéry. Lidé v Pelhfimové tenkrate hned tak na néco nevéfili.
A jako se o filmu vSeobecné fikalo, Ze ,ty obrazky jsou jen tak délany“ — Bth mily vi, jak chtéli, aby
byly udélany — tak zase jedna moc velikd pani nevéiila na gramofon a tvrdila ,,to Ze néjaky panacek
do té roury kfi¢i“. Kdyz on Ponrepo mél zkazené renomé svymi kouzelnickymi kousky, které byly téZ
¢asti programu, a které délal po certech obratné.

Tak tedy pocal film svou vitéznou cestu na Ceskomoravské Vysocing.

Dr. Jaroslav Machad,
konsul RCS

21) Otisk razitka.

22) Jak jiz bylo fe¢eno, Viktor Ponrepo do svého programu kinematograf zatadil az v roce 1899. Rovnéz v tu dobu
nebylo mozné v kocovnych kinech vidét ¢esky film, nehledé na neexistenci podobného filmu s Josefem Sva-
bem-Malostranskym.
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Praha VII /Jirec¢kova ulice 17./
J. Macha¢?
Kopie tii stran dopisu ve strojopise o velikosti A5 ulozena: Narodni filmovy archiv, f. Brichta Jindfich

(1897-1957), k. 6, sig. I1I/g 4, inv. ¢. 258, Odezvy na anketu vyhlasenou vecernikem Narod v r. 1927,
fol. 1-3.

23) Vlastnoruéni podpis.
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VIIIL.
Provédéni staveb ARCHITEKT Praha
Vnitini zafizeni ING. FR. XAV. CTRNACTY Dittrichova ul. ¢. 21
Plany — Rozpocty . - . . L . Palac
Odhady UREDNE AUTORISOVANY CIVILNIINZENYR oo
PRO ARCHITEKTURU A STAVBY POZEMNI
Telefon ¢is. 42967 BETON A ZELEZOBETON Cis. uétu post. uf. sek.

v Praze 66.935

Praha, dne 5. bfezna 1927.29

Redakci Vec¢erniku ,N ar o d*
Praha II.

Nesledoval jsem Vasi kinematografickou anketu od jejitho pocatku a dovoluji si Vés tedy upozorni-
ti — pakli-Ze [sic!] jiz o tom nebylo zminky, Ze malo jest zndmo o jednom z nejprvnéjsich z biografis-
tickych [sic!] podniki, a sice v krému na Vaclavském ndmésti, v misté kde asi nyni jest fma Cekan. Ko-
lem roku [1897]* 1898 byl tu prazdny krdmek, kde se piilezitostné ukazovaly rizné koc¢ovné rarity.
V té dobé byl zde téz biograf, ktery sestaval z projekéniho platna na zadni sténé kramku, v pfedu 2 fady
lavic. Program mél asi 3 ¢isla, z nichZ se pamatuji na scénu s pierotem, ktery zavrazdi lichvare, déle na
jakési ¢islo baletni a snimek prednésejiciho kuplety. Tento snimek byl tim zajimavy, ze jiz tenkrat kup-
letovy piednase¢ doprovazen byl fonografem tak, jak zpival v nékteré cizi fe¢i.*® OvSem spojeni fono-
grafu s biografem bylo nedokonalé, obrazky samy trhavé. Podnik vykazoval velice slabou navstévu
vzdy 2 az 3 divaky a brzo byl uzavien.

Hodi-li se Vam tato zprava racte ji pouZiti.

S veskerou uctou
Fr. Ctrnécty®”

Kopie jedné strany dopisu s predtisténou hlavickou a psany ve strojopise o velikosti A4 ulozena: Na-
rodni filmovy archiv, f. Brichta Jindfich (1897-1957), k. 6, sig. I1I/g 4, inv. ¢. 258, Odezvy na anketu vy-
hlasenou vecernikem Nérod v r. 1927, fol. 4.

24
25
26
27

Predtisténa hlavicka dopisniho papiru, pouze datum doplnéno na stroji.
Preskrtnuto.

Dovétek ,,v nékteré cizi fec¢i“ je jako vsuvka dopsan rukou.

Vlastnoruéni podpis.

—_ = T =
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IX.

Kdy bylo v Praze prvé biografické predstaveni
K2

Ku Vasi anketé o prvnich stopach biografu sdéluji, Ze azZ posud nedocetl jsem se o skutecnych, prv-
nich pocatcich této novodobé vymozenosti.

Mém velice dobrou pamét a pamatuji se dobfe i na rtizné udalosti, po¢inajic jiz ¢tvrtym rokem
mého véku.

Tim spiSe pamatuji se na nasledujici episodu.

Bylo to roku 1894,*) kdy chodil jsem [jiz posledni rok]*® do $koly, nebot [dovr$oval jsem]*” mé
bylo® 14 let [mého Zzivota]*®.

Vratil jsem se jednoho odptldne domt, a tu prekvapil mne muj otec, fidici ucitel, nasledujicim
uvitdnim: ,, Tak hochu, pijdeme se dnes podivati na Zivé obrazy!“

LZivé obrazy? Jak to?“ ptam se udiven.

»Nevim je$té sim co to vlastné je a bude-li to stati za néco. Ale kdyz se tak o tom vSude mluvi, tedy
se na to podivame. Tebe to bude zajimat jisté.“ A §li jsme.

Otec vedl mne na Ptikopy do hotelu ,,Cerny ki kde vzadu ve dvoie vlevo vesli jsme do nevelké
mistnosti, vyplnéné nékolika zidlemi. Na ulici pfed hotelem i zde v nddvofi nalepeny byly ohromné
plakaty, hldsajici ¢ernymi, palcatovymi literami ,,Svételné zivé obrazy“. Co upoutalo hned moji pozor-
nost pti vchodu do mistnosti, bylo volné visici bilé platno. Zaplatili jsme vstupné jez bylo jednotné a na
tehdejsi poméry jisté znac¢né, t. j. 1 zlaty za osobu. Seslo se v celku asi 50 osob a zahy ozval se klavir, kte-
ry mél uvésti obecenstvo do prislusné nalady. Déti nevidél jsem zadnych, nejspise pro vysoké vstupné.

S napétim, jez zachvatilo nejen mne ale i v§echny ucastniky, oc¢ekavali jsme véci pristi, kdyz v tom
ozval se zvonek, hlasajici zacatek predstaveni.

Co nésledovalo nyni, ohromilo veskeré divéky, ktefi az dosud posuzovali véc [az]*® velmi skep-
ticky.

V mistnosti, jez octla se najednou v tmé [...]*® zavieni okenic, ozval se zvuk, pfipominajici libé
zvuky détské rehtacky, a na platné objevilo se bilé kolo svételné. Hned v zapéti vSak objevil se na plat-
né obraz mote, jehoz vlny silné se vzdouvajici, naznacovaly pfiliv a odliv. Dnes ov§éem vzpominam si,
jak tento snimek byl nedokonaly, jak se uZasné chvél a ,,trhal zrak. K tomu pfispivalo nemalo vlnici se
plétno jez nebylo, jako nyni, pevné napjato v ramu. NezZ tehdy, jak je pochopitelno, pfivitali vSichni di-
vaci snimek udivenym ,,Ach®. Nebylo Zadnych titulkd ani slovniho doprovodu. Pak nésledoval obraz
piijezdu vlaku do nadrazi na nastup cestujicich. Objeveni se lidi, jeZ se — na obraze — pohybuji, vzbu-
dilo ov§em rozruch jesté vétsi. Obecenstvo vstavalo ze zidli a hlasité volalo a sdélovalo svoje tsudky.

28) Oba radky dodate¢né dopsané rukou.

29) Udélost se musela stit v roce 1896.

30) Preskrtnuto.

31) Preskrtnuto.

32) Dovétek ,,mé bylo“ je jako vsuvka dopsan rukou.
33) Preskrtnuto.

34) Preskrtnuto.

35) Dvé slova z prvniho fadku stranky jsou odstfizena.
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Na konec byl ,,humorny snimek a sice obraz rybate, ktery vrha udici do vody a vytahuje — ,,sta-
rou botu® —.

Tento program, ktery by dnes neobstal ani v nejhorsim poutovém biografu, nas ovéem tehdy ohro-
mil, ba ani myj otec, ktery jiz lecos [sic!] vidél, netajil se svym tdivem a ptekvapenim. Pochopil, Ze ne-
jde o pouhou hracku nebo dokonce o trik, ale o vynalez dalekosahlého vyznamu.

Mam za to, Ze ani ostatni divaci, nelitoval[i] zna¢ného vstupného. Toho dne nemluvilo se v Praze
o ni¢em jiném nez o Zivych obrazech. Bylo to viibec prvé predstaveni biografické.

Podnik byl, jak jsem se pozdéji dovédél, majetkem dvou Francouzi, ktefi s nim cestovali po svéte.

V3echny domnélé pocitky biografi, doposud v anketé uvddéné, jsou jiz vlastné reprisami. Od to-
hoto prvého predstaveni, a nékolika dalsich, bezprostfedné nasledujicich, uplynula delsi doba snad asi
2-3 let, [sic!] neZ objevily se dal$i pokusy, a sice jednak v Narodnim domé na Kr. Vinohradech /baron
Hacke/ a v Karlinském Varieté. Vyvoj samostatnych biografi po¢ina vlastné mnohem pozdéji. Tolik
chtél jsem pripojiti k Vasi anketé a myslim, Ze se snad jesté najde pamétnik tohoto prvé[ho] pokusu
biografického v hotelu u ,,Cerného koné.

V plné ucté

Ctibor Prokop
admin. afed.®®

Kopie dvou stran dopisu ve strojopise s odstfizenym hornim a dolnim okrajem o velikosti A4 ulozena:
Narodni filmovy archiv, f. Brichta Jindfich (1897-1957), k. 6, sig. I1I/g 4, inv. ¢. 258, Odezvy na anke-
tu vyhldgenou vecernikem Néarod v r. 1927, fol. 5-6.

36) Vlastnoru¢ni podpis. Dalsi fadek je ustfizen.
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Dodatky od Jifiho Volddna

PRVNI BIOGRAF V PRAZE

Jsem z generace, ktera si pamatuje zacatky kinematografie, aviatiky, automobilismu, gramofonu
a rozhlasu. Cili — rozhodné vim, kdo to byl pan Ponrepo.

Zeptejte se dne$ni mladé generace jestli vi, pro¢ se na Letné jmenuje jeden biograf ,,Ponrepo”. Ta-
kové sedmndctiletd divka ¢i chlapec feknou, Ze to nevédi. ,,To jsme ve $kole neméli...“ feknou upfimné.

Pan Ponrepo mél totiz v Praze prvni staly biograf a na jeho pamétku bylo toto letenské kino po-
jmenovano jeho jménem.

O tom, kdy se v Praze promitaly prvni filmy, ¢i jak se fikalo ,,Zivé obrazy“ — to si nechame do jiné
kapitoly. V té si také povime, kdy se v Praze prvné filmovalo, kdo a co filmoval. Ted se podivame za pa-
nem Ponrepem. Tedy; on se vlastné jmenoval Dismas Slambor, byl kouzelnikem a jezdil po poutich,
kde potadal kouzelnicka predstaveni. A protoZe se kouzelnik nemtZe jmenovat Slambor, tak si dal
jméno Ponrepo.

A pan Ponrepo si v roce 1899 v malé mistnosti Ve smeckach oteviel biograf.*” Biograf si zatidil
v kramé novostavby po zbouraném zajezdnim hostinci ,,Na kosiku“. A protoze se domnival, Ze ho pro-
mitani nékolika filma neuzivi, provozoval pii tom jesté kouzelnicka ¢isla. Byl tedy nejen prvnim ces-
kym kouzelnikem, ale i biografistou. Jenze biograf se tak vzil, ze zahy nechal kouzelnictvi a zivil se jen
biografem.

Ale ono to nebylo tehdy jen tak. Pred 40 lety, kdy byla Ziva jesté pani Karla Slamborov4 a truchlila
po zesnulém manzeli (zemfel v roce 1927),* jsme si s ni povédéli o za¢dtcich biografu v Praze. Pové-
déla ndm mnoho zajimavého. Tahla totiZ tu prvni biografickou karu state¢né se svym manzelem. Mu-
sime si pfedstavit jedno: kdyz pan Ponrepo s biografem zacinal, nebyl tehdy v Praze jesté elektricky
proud. Tenkrat se svitilo elektrikou pouze na Zizkové. Také ve venkovskych méstech, kam pan Ponre-
po s biografem zajizdél, nebylo elektfiny a proto musel pouzivat zvlast sestrojené lampy. Bylo to tak
zvané svétlo Drummondovo — smés sviticitho plynu, v némz byl obsazen vodik a kyslik, pousténého
na videnské vapno, které bylo v kolackach velikosti pétikoruny.

Tohle svétlo — vyprévéla pani Slamborova — kdyz se pékné rozhotelo, vydalo krsny intenzivni
jas. Ovsem bylo to svétlo drazsi nez elektrické. Pani nam také vypovédéla, jak se s timhle svétlem pra-
covalo. Vzdy dopoledne se musely kyslikem naplnit kaucukové pytle, které pak byly zatizeny kame-
nim, jehoz muselo byt asi metrak.

Ovsem stala se panu Ponrepovi také tahle véc. To hostoval se svym biografem v Chocni v hostinci
U koruny. V prvnim patte bylo jevisté, tady pan Ponrepo napjal platno, vzadu v séle byla kabina s pro-
mitacim strojem a vedle stal lis s vakem kysliku. Ale promitat se nemohlo. Pan Ponrepo pribéhl do ka-
biny pro¢ se nepromita a operatér mu fikal, Ze svétlo se nemize rozhotet, protoze kyslik ma prili§
mnoho tlaku. Tak tedy honem bézet ubrat kameni. Jenze kameni se ubirat nemuselo, ale musel z lisu
pry¢ jeden tlusty obcan, ktery mél sice listek k stani, ale sedl si na lis (aniz mél tusent, Ze tady sedét ne-

37) Viktor Ponrepo v Praze promital aZ pozdéji, navic do roku 1907 pouze kratkodobé.
38) Viktor Ponrepo zemftel 3. prosince 1926 v Praze.
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milZe, protoze by se nemohlo promitat). A jen byl pry¢, svétlo se pékné rozhortelo a filmy se v promi-
tacce rozhrcely.

Pani Slamborova nam tehdy také vysvétlila, jak si jeji manzel opatioval filmy. Promitaci aparat mél
francouzsky, z Lyonu. Oviem to byl pfistroj zafizeny na filmy, které mély jednodirkovou perforaci.
A téchto filmt bylo maélo. Proto si pan Ponrepo opatfil jiny promitaci aparat, Pathé, ktery uz byl zari-
zen na filmy s perforaci ¢tyfdirkovou. Takové filmy se vyrabély v Americe, odkud si je pan Ponrepo ob-
jednaval. Samoziejmé, Ze dodani zasilky nebylo obratem — zasilka filmt dosla vzdy tak za dva az tfi
mésice.

Ale pan Ponrepo mél v brzku asi 24 filmi, coz bylo na tehdejsi dobu hotové jméni. Pochopitelné,
Ze to nebyly filmy v dne$ni podobé¢, celovecerni; byly to kratké aktuality, nehordzné frasky — honicky
nebo dojemné pithody unosu déti, nestastné lasky apod.

Tenkrat se zacal biograf rozsifovat a pan Ponrepo uz nebyl sam, kdo mél cestovni biograf. A kdyz
tedy jednoho dne na pocatku léta ohlésil, Ze bude hrat v zahradé nuselského pivovaru, asi tfi panové,
kteti uz také jezdili po vlastech ceskych s biografem, se ptijeli do Nusli podivat, jak to bude vlastné
Ponrepo délat. Domnivali se totiz, Ze to bude v néjakém stanu nebo ze natahne nad publikum plachty.
A 7asli, kdyz vidéli v nuselské pivovarské zahradé na dvou tramech natazené platno, pred platnem sbi-
té z fo$en primitivni lavice, které byly od mist k statni oddéleny zabradlim z laték. Na konci zahrady
byla operatérska kabina, rovnéz dfevéna, a po levé strané platna mél pan Ponrepo zvlastni stul.

Pan Ponrepo jim to vSechno pékné ukazal a kdyz se ho podivem ptali jak bude vlastné promitat
tady pod $irym nebem, tak se jen usmal a fekl: ,,J6, promitat? No, to budu veler, az bude tma!...“ A ti
prvni biografisté jen kroutili hlavami, jaky je ten pan Ponrepo chytry ¢lovék.

Na vstupné si uz nepamatuji, kolik jsme jako kluci platili, kdyZ jsme $li na toto predstaveni pod $i-
rym nebem. Vim, Ze jsme byli na mistech k stani, ale nestali jsme. Sedli jsme si na zem, na travu.

Pan Ponrepo pak na stole vedle platna spustil velky gramofon a hral na ném vélecek za valeckem,
aby mezi divéky byla patfi¢na nélada. Myslim, ze se tehdy netikalo gramofon, ale fonograf. Nu, a jinak
po celé predstaveni pan Ponrepo cetl titulky, ¢ili — nahlas vyktikoval to, co se délo na platné...

S jednim ale pan Ponrepo prece jen nepocital. Za nuselskou pivovarskou zahradou totiz vedla trat
pro nakladni vlaky, prejizdéjici ze smichovského nadrazi pfimo na nddrazi vriovické. Trat je tam do-
sud, i viadukt. A tak se stalo, Ze pravé v nejlepsim, kdyz se na platné odehravala tieba néjaka tragédie,
kdy lupici prohledavali chatr¢, v niz pod stolem byl schovan prchajici hrdina ¢i hrdinka, projizdél za
platnem nékladni vlak. Lokomotiva supéla tak mocné a jedouci vagony finéely, Ze nebylo pana Ponre-
pa slyset, co vlastné k tomu napinavému déji vyklada.

Takhle v piirodé hral pan Ponrepo jesté v Bezovce na Zizkové a na Klamovce v Kosifich. Ale jeho
néapadu vyuzila po pfevratu r. 1918 skupina legionait v Nuslich, kterd obdrzela biografickou koncesi
a oteviela v Nuslich nové kino nazvané ,,Baroko® V zimé hrali v salku v Palackého ulici, ale v 1été ote-
vieli zase v této nuselské pivovarské zahradé prirodni letni kino. Divaci sem chodili radi uz proto, Ze
sedéli za teplého letniho vecera pékné venku, divali se na film a jesté k tomu popijeli pivo, které ¢isnik
nosil jako v&jit v obou rukach...

Prvni filmy, které promital pan Ponrepo a které byly jeho majetkem, nemély ustalenych nazva.
Byly to pohyblivé obrazky ukazujici rodinu v domdcnosti, lov v lese, jedouci vlak, koriské dostihy, stav-
bu domu a podobné.

Kdyz pak pozdéji ziskaval uz filmy hrané, ty zas byly s némeckymi napisy a proto pan Ponrepo je
musel preklddat a divakiim ¢ist. Ale biograf se rychle vzival a modernizoval a tak ¢teni titulkd ustalo
a byla na platno promitana sklicka, na nichz byly titulky bud napsany ru¢né a pozdéji psacim strojem.
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Se svym stalym biografem zakotvil pan Ponrepo v Malé Karlové ulici v domé U modré stiky. Pl-
nych $est roku hrél zde biograf sam, ale pak uz mél také operatéra, zcela nové povolani, které se tepr-
ve zavadélo. Ono promitat v biografu film nebylo tehdy lehké. Jednou rukou musel operatér tocit kli¢-
kou, druhou rukou musel ,hazet® sklicka s ¢eskymi titulky, kterych byly okolo dvou set. Kromé toho
levou rukou musel fidit a odsunovat lampu, inu, operatér se ve své projekéni kabiné béhem promitani
fadné zapotil. V prestdvce zas musel po celém biografu ru¢ni stfikackou rozprasovat viini, aby tak ,,ob-
Cerstvil® v tmavém sale vydychany vzduch. Protoze néjaké moderni vétrani v takovych malych biogra-
fickych salech nebylo. Vzdyt to byly zvlasté na predmésti Prahy salky malych hosptidek.

Pti shanéni materidlu o prvnim stdlém biografu pané Ponrepova objevili jsme jednoho divaka,
ktery se na Ponreptv biograf také dobte pamatoval, kdyZz s nim pan Ponrepo ptijel do Pelhfimova. Na§
informator si dobfe vzpomnél, jak jako student $el na tohle pfedstaveni. Pan Ponrepo si pfivezl velmi
pestry program — nékolik pfirodnich snimk, kde se ¢etila voda, pak snimek néjaké tane¢nice se za-
voji, potom jedouci vlak proti obecenstvu, coz vyvolalo v fadadch pelhfimovskych divaka dlek. Pak
promital néjakou honicku, pti niz utikajici povali babku s ovocem, cukrare s ticem cukrovi pod. Tako-
vych filmi promitl pan Ponrepo — jak dolozil nas pelhfimovsky pamétnik — asi ¢trnact s prestavkou.
Teprve pozdéji ziskal a promital pan Ponrepo ona primitivni dramata chudé divky, jez hodné zkusi nez
se provda za bohatého pana a kdy pan Ponrepo mohl vykiiknout do sélu titulek: ,, Tak vidis, Heleno, jak
se z tebe stala velkd pani...“

Naés pelhfimovsky divak ndm také zduraznil, Zze pan Ponrepo nepropagoval jen biograf, ale i fono-
graf. Oba vynalezy si neziskaly naraz duvéry.

Byli mnozi lidé v Pelhfimové, ktefi byli na pané Ponrepové predstaveni a vidéli promitané filmy,
ale fikali pochybovaéné, Ze ty obrazky jsou ,jen tak délany, aniz mohli fici jak. Jedna zase moc velka
pani nevéfila fonografu a tvrdila, Ze to néjaky panacek do té roury k#ici. ..

Tak takhle tedy ptijali néktefi lidé v Pelhtimové prvni biograf a fonograf, coz zde bylo k vidéni
a sly$eni kolem roku 1899. Ze jsou to néjakd ponrepovska kouzla mohli lidé soudit i podle toho, Ze pan
Ponrepo se tady pfi tomto predstaveni produkoval i svymi kouzelnickymi kousky, které délal po cer-
tech obratné...

Nutno v8ak Fici, Ze to byl pravé Pelhfimov, odkud film nastoupil svou vitéznou cestu po ¢eskomo-
ravské vysocing.

Pozn. autora:

Informatory o prvnim biografu mi byli: v r. 1927 pan Josef Svab Malostransky a pani Karla Slamboro-
va. Ob¢anem pelhfimovskym byl konsul RCS dr. Jaroslav Machag, jenz bydlil tehdy v Praze VII, Jire¢-
kova ul. 17.

KDO NATACEL V PRAZE PRVNI FILMY?

Kdyz v Praze 9. inora 1921 zemfel architekt Jan Ktizenecky, nikdo si valné nevzpomnél, Ze tohle
byl muz, ktery u nds nato¢il prvni filmy.

Jak se k tomu dostal, on, vrchni revident stavebniho tGfadu mésta Prahy? Koncem roku 1897
v hotelu de Sax v Hybernské ulici se promitaly ,,Zivé obrazy® Také se tomu fikalo ,,pohyblivé fotogra-

39) Spravné rok 1896.
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fie“. Architekt Jan Krizenecky, jenz byl téhle zajimavé podivané pritomen, si fekl: ,Kdyz mohou mit
7ivé fotografie Francouzi, pro¢ by je nemohli mit i Cesi...“ Byl totiz vybornym fotografem-amatérem,
potizoval pro obec prazskou fotografie starych prazskych pamadtek: portala, mfizi, soch, apod. Jako fo-
toamatér pysnil se arch. Kiizenecky nékolika medailemi, které ziskal na vystavach fotografii.

Neni tedy divu, Ze ho zaujaly fotografie ,,zivé“. Co délal? Dopsal firmé Lumiére do Francie, kde si
objednal snimaci aparat. Adresa firmy byla: ,Société anonyme deplaques et papiers photographiques
Antoine Lumiére et ses fils, Lyon-Monplaisir®. Psal, aby mu firma zésilku poslala co nejrychleji. Ten
spéch nebyl nadarmo. Chystala se totiz v Praze r. 1898 inzenyrska vystava a architekt Kfizenecky uz tu
chtél zivé obrazy predvadét.

Firma vyfidila promptné objednavku a tak ,,monsieur Krizenecki, Sokolska N 34 Prague-Autri-
che“ zajasal, kdyZ obdrzel balik s touto adresou. Snimaci aparat tu byl. A byl sou¢asné i promitaci. Ar-
chitekt Kfizenecky zacal chvatné potizovat zivé obrazy — ¢ili dal se do filmovani. V$echno si potizo-
val sam.

Mél jen jednoho dobrovolného pomocnika, totiz svého $vagra, typografa Ferdinanda Gyru. Ten
byl prestasten, ze muze svému $vagrovi pii téhle praci pomahat. Tteba tak, Ze nosil za nim $tafle, na
které Ktizenecky lezl, aby potizoval filmové zabéry. Nebo tak, ze s nim v noci filmy vyvolaval. Tohle
délali oba vSechno z nad$eni a lasky pro véc po nedélich a svétcich anebo vecer po celodennim zamést-
nani.

Na inZenyrské vystavé se ,,zivé obrazy“ promitaly ve zvlast k tomu tcelu postaveném dievéném
»divadle®, které bylo na hlavni silnici a bylo vedeno i v katalogu vystavy i na pripojeném planu katalo-
gu. Kolik se tehdy platilo vstupné, to uz nevim, ale je znamo, Ze hodnostari, prichazejici na tato pred-
stavent, byli uvddéni do prednich lavic, tedy opacné, neZ je tomu v biografech dnes.

Z prvnich ¢eskych filmi, jeZ se tu promitaly, byly snimky: ,, Alarm hasi¢a staroméstskych*'® ,,Plo-
varna na Zofiné »Purkyiiovo ndmésti na Vinohradech? (dne$ni Mirové), ,,Svatojanska pout v es-
ké vesnici na vystavé,*» ,Rychlovlak Podmokly-Praha®* ,Defilé vojska o slavnosti Boziho téla na
Hrad¢anech* ,Poledni vystiel z déla“*® Kromé téchto aktualit zde byly promitany i dva filmy hrané,
fragky, v nich? roli zaletnika a lepice plakati hral tehdy velmi popularni komik Josef Svab-Malostran-
sky.

Tohle prvni promitani ¢eskych zivych fotografii mélo tenkrat i svého stalého navstévnika, jenz se
chodil denné na tenhle zazrak oZivlych obrazku divat. A neustale jen kroutil hlavou, jaky to je baje¢ny
vynélez. Byla to osoba vojenskd; polni podmarsal, baron Salomon z Friedbergu, jinak také malif a spi-
sovatel, upfimny vlastenec, snad jediny ze vsech tehdejsich vysokych rakouskych diistojniki, ktery se
dovedl dorozumét s vojiny vSech jazyki a zemi, z nichz Rakousko sestévalo.

A povézme si, jak se architekt Kiizenecky dostaval k filmovym namétam. Tak tfeba nafilmovat po-
ledni vystiel z déla. Aby totiz bylo jasno — pred prvni svétovou vélkou bylo v Praze oznamovéano po-
ledne ranou z kanonu. Tak tohle filmovani dovolil setnik prazského velitelstvi Topsch, ktery filmovani

40) Film byva oznacovén jako ALARM STAROMESTSKYCH HASICU (1898). Ve stejny rok vznikl jesté také snimek
STAROMESTSTI HASICI.

41) ZOFfNSKA PLOVARNA (1898).

42) Nedochované PURKYNOVO NAMEST] NA KRALOVSKYCH VINOHRADECH (1898).

43) SVATOJANSKA POUT V CESKOSLOVANSKE VESNICI (1898).

44) Nedochovany RYCHLOVLAK v PODBABT (1898).

45) DEFILOVANT VOJSKA 0 BoZimM TELE NA KRALOVSKYCH HRADCANECH (1898).

46)

47)

POLEDN{ VYSTREL NA MARIANSKYCH HRADBACH (1898).
DOSTAVENICKO VE MLYNICI (1898) a VYSTAVNI PARKAR A LEPIC PLAKATU (1898).
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»usnadnil. Zaved] Kfizeneckého i s jeho §vagrem na bastu ¢islo 19 nad kasarnami pobliz Brusky a Kla-
rova, kam nikdo nesmél. Tam vyckévali do poledni hodiny. Ze je presné dvanact, bylo oznamovéno na
bastu mavnutim praporu z hvézdarny v Klementinu. Jakmile zaznél vystiel, délo odporem vzduchu
couvlo zpét — a ted ten malér. KiiZzeneckého aparat se tlakem vzduchu prevratil, takze mél po filmu.
Nafilmoval toto péleni z déla znovu druhého dne, ovSem uz z vétsi vzdalenosti.

Architekt KfiZenecky se projevil tehdy i jako pohotovy kameraman aktualit. Dokazuje to tato his-
torka: Pravé v den, kdy byla zahéjena inZenyrska vystava, totiz o svatku Nanebevstoupeni Pané r. 1898,
udal se na Vltavé znamy vybuch parniku, coz pozdéji poslouzilo spisovateli E. E. Kischovi ke znamé-
mu prazskému romanu ,,Pasék holek“. Architekt Ktizenecky pofidil na nabreZi z této udalosti snimky
zastupt lidi, hledicich na Vltavu, ptijezd umrl¢iho vozu (nestésti si vyzadalo tehdy dva lidské Zivoty)
a jesté jiné vyjevy kolem tohoto nestésti. Neni-li snimek dodnes zachovan, tedy se patrné Kiizenecké-
mu nepodaril, coz se také stavalo. Jako tfeba se mu nezdafil snimek kladeni zékladt k pomniku Fran-
tiska Palackého pod Emauzy.*® Podobny malér jako pii filmovani vystfelu z déla stal se nasemu nad-
$enci pii filmovani rychlovlaku.

V Podbabé, kde pan prednosta stanice dovolil v jedné zata¢ce rychlovlak nafilmovat, umistil
arch. Kfizenecky aparat prili§ blizko koleji a stalo se totéz, co na basté. Zavan vzduchu prevalil stativ
s apardtem a muselo se natdcet znovu.

Architekt Ktizenecky byl hlava oteviend a délal s kamerou i rtizné pokusy. Jednou jel vlakem do
Tabora a ze zadni plosiny posledniho vagonu natécel ubihajici krajinu. Takovyhle zabér byl pak v dobé
nejvétstho rozmachu némého filmu v celé fadé hranych filma. Jindy zas, kdyz kardindl [Frantisek]
Schénborn vyjel ze svého palace ke slavné msi ve starobylém kocére tazeném tfemi pary koni, prova-
zen premovanymi lokaji, filmoval Ki{Zenecky tento priivod. Na snimku bylo pry vidét i to, jak se pan
kardindl vyklonil z okna koc¢aru a s podivnym vrténim hlavy se podivoval, co to ten ¢lovék s klickou
provadi...

Architekt KfiZenecky se snazil vzdy néco pékného ,ulovit®, a jezdil proto se znamymi a prateli
o nedélich na vylety do okoli Prahy (Klecany, Z4vist, Bfezany, mukarovské lesy u Ri¢an, Kunratice
apod.). Néktefi z jeho cetnych pratel, jako inz. dr. Stan[islav] Ziing], stavitel détské nemocnice a zakla-
datel pozdéjsiho technického muzea a feditel akademického gymnasia Cyril Kiiz, vyborny hudebnik
a znalec starych hudebnich néstroji, ho pfiméli k tomu, aby nafilmoval pamétny vyfezavany oltar ze
16. stoleti ve zbraslavském kostele. Jenze ¢asto mu nepiiznivé svétlo a nedostupné misto nedovolovalo
podobné snimky poridit.

V té dobé, kdy architekt Ktizenecky vidél prvni promitané filmy a rozhodoval se, Ze si zakoupi fo-
tograficky aparat z Francie, slouzili s nim v technické kanceldfi stavebniho ufadu mésta Prahy je$té dva
jeho prételé: arch. [Josef Frantisek] Pokorny a ing. arch. Viktor Sulec.

Kdyz se jim KtiZenecky svéfil, co ma v imyslu, oba mu to schvalili. A ptitel Pokorny s nim dokon-
ce spole¢né zakoupil francouzsky pristroj za 2500 zlatych. Na tehdejsi dobu to byla ¢astka opravdu
zna¢na. A protozZe se tito dva pratelé arch. K¥izeneckého v kancelafi denné stykali, méli pro jeho filmo-
vani pochopeni a fesili vSichni spole¢né fadu problému s pfijimanim snimkii. Snimky byly sice jen
25 metri*” dlouhé, ale byl to pfece jen problém, jak film vyvolévat.

Abychom si alespon trochu prestavili, jak Kfizenecky filmy vyvolaval, tedy uvazme, ze to délal tak,
Ze vyvolavaci lazen nalil do dvou dfevénych konvi a ru¢né pak pretahoval film z jedné konve do dru-

48) SLAVNOST ZAKLADANT POMNIKU FRANTISKA PALACKEHO (1898).
49) Tehdejsi Lumi¢rova kamera dokazala pojmout pouze piiblizné sedmnact metri materialu.
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hé... Kdyz byl film dostate¢né vyvolan, presoukal pak film do konve s vodou, aby jej oplachl. A pak na-
stala taZz manipulace v ldznich ustalovacich...

A svéte, zasni! Architekt Ktizenecky proved] tenkrat i jeden velmi vtipny trik. Mél totiz nafilmova-
nou scénu na zofinské plovarné: plavce, skékajici do vody. KiiZenecky dostal ndpad — jak by to vypa-
dalo, kdyby se film pfi promitdni vsunul do aparétu obracené. Cili kdyby se promital od konce. Film
mu zprvu do aparatu dobfe nezapadal, ale po malé tpravé se pokus zdafil a tak se na platné ukazalo,
jak lidé chodi na plovarné pozpatku a jak plavci vyskakuji z vody na mistek.

Aby pobavil lidi na vystavé, promital tenhle film pod ndzvem ,Obraceny svét* Josef Svab-Malo-
stransky v jedné své vzpomince také vzpomnél na tenhle legra¢ni film, jak lidé v plavkach vyskakova-
li z vody. A jmenoval jednoho zofinského névstévnika plovarny,™ ktery, kdyz to vidél, pry zasl a fikal:
»Safra, kdyz skdkali z ty vody ven, to uz jsem byl pry¢...“ Pravdivost této historky ponechdvdm ovsem
panu Svabovi-Malostranskému. Nesmime zapomenout, Ze to byl humorista a vtipalek na kazdém kro-
ku.

Tolik snad ve stru¢nosti o tom, kdo v Praze natacel prvni filmy. Architekt KtiZzenecky byl dobry,
snazivy ¢lovék a jeho filmovani bylo spis§ koni¢ek neZ ¢innost, z niz by o¢ekaval zisk. Vzdyt vse to, co
filmoval, délal ve svém volném ¢ase. Uz proto, Ze ho to bavilo a pak i proto, jak je uvedeno na za¢itku
kapitolky: ,,Mohou-li to mit Francouzi, pro¢ by neméli mit Zivé obrazky i Cesi...«

Kromé toho, ze zanechal ve filmovém archivu ¢s. kinematografie prvni ceské filmy, zanechal zde
i nékolik znamych budov, které projektoval. T¥eba budovu holesovické elektrarny — — —

Dik architektu K¥izeneckému radi se pocatky ¢eského filmu velmi cestné do déjin filmu svétového,
nebot necelé tii roky po prvnim vefejném predvadéni Lumiérova kinematografu v Pafizi méli jsme na-
toceny prvni ¢eské filmy!

Ano, i hrané filmy, nebot jak jiz fec¢eno, s aktualitami nafilmoval K¥izenecky i dvé frasky s Josefem
Svébem—Malostransk}’fm, k nim?z si tento komik sam zvolil ndméty. Pravda — naivni, bezduché, ale ani
ty prvni nové nafilmované frasky cizi nebyly jiné.

Nevim, jak pan Kifzenecky, ale Josef Svab-Malostransky byl velmi py$ny na to, ze hral v prvnich
anekdotickych fraskach, byt v nich byl bit jako zaletnik nebo zkusil hodné prikofi jako lepi¢ plakat. ..
Rikalo se mu tedy pravem ,nestor Ceskych filmovych herct

Pozn. autora:
Informatory mi byli v roce 1927: typograf Ferd. Gyra, bytem Vinohrady, Zdhtebska, Ing. arch. Viktor
Sulc, min. rada v min. $kolstvi a nar. osvéty a lidovy humorista a knihkupec Josef Svab Malostransky.

Jiti Voldan, Sli t#i muzikanti a jiné vzpominky na ty, o nichz se mdlo psalo. Praha: Panton 1970, s. 46-57.
Rukopis vznikl v roce 1967.

50) Josef Svib-Malostransky rovnéz vzpominal, Ze se mélo jednat o plavéika. Josef Svab-Malostransky, Vzpomin-
ka na prva filmovani v Praze. Rozpravy Aventina 3, 1928, ¢. 18-19 (24. 5.), s. 222-223.
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Minulost na obzoru

Doslov k edici

Nad pamétnickou anketou Ndrodnich listii stoji za to se trochu pozastavit. Ne snad proto, Ze by tu pred
nami svymi vyroky a svédectvimi defilovaly osobnosti zvu¢nych jmen nebo Ze by z ni prystily nezna-
mé skutecnosti o nejstarsich dobach kinematografie v ¢eské metropoli, ale nasi pozornost zasluhuje
predevsim svym zavaznym svédectvim o reflexi filmového média na sklonku némé éry. Sam ptivodce
ankety, Jif{ Voldén, tj. pseudonymem zakryty Jaroslav Hudec, nebyl zdaleka jen novinar a tehdy redak-
tor veterniku Ndrodnich listit Nérod, ale také textat a skladatel z okruhu kabaretu Jititho Cerveného
,Cervend sedma*“ a rovnéz filmovy kritik. Mél tedy k filmu blizko jak z hlediska specializovaného di-
vactvi, tak z perspektivy méstské zabavni kultury.

Anketa v obecné roviné predstavuje publicisticky zanr, ktery sonduje ndzorové postoje nahodile
shromazdéné skupiny dotazanych. Vysledky takovych anket tedy nelze generalizovat — v jistém smy-
slu tak tvori anketa protipol sociologickych $eteni disponujicich reprezentativnim vzorkem respon-
dentt, kdy naopak zobecnitelnost zavéri predstavuje nejvlastnéjsi smysl podobnych prizkumd. Pecli-
vé vnimani tohoto metodologického rozpéti zdrojii je pti vyzkumu filmového divactvi obzvlast
dalezité. Sociologie filmového divaka vznikala v tésné souvislosti s boomem stélych kin pred rokem
1910. Zvlasté v industrialnim Némecku s mnozstvim velkych zalidnénych méstskych komplext pred-
stavoval nastup stalych kin za absence jakékoliv tfedni regulace mimoradné vyrazny spolecensky
ukaz, na ktery okamzité reagovaly i spolec¢enské elity. Pfedmétem rozsahlych debat o filmovém médiu
se dominantné stala instituce kina, novy kulturni fenomén méstského prostredi, v o¢ich mnohych teh-
dy ovsem fenomén povazlivé ,,nekulturni“’ Film zde velmi zéhy vzbudil zdjem i akademickych kruhu
— tfi nejstarsi diserta¢ni prace s filmovou problematikou pochazeji z roku 1913. Dvé z nich se zabyva-
ji autorskym pravem, tfeti pak zakladatelsky vstupuje na pole sociologie filmu.? Jde o klasické, ¢asto
citované a jiz také reeditované dilo Zur Soziologie des Kino Emilie Altenlohové, jimZ vyvrcholila autor-
¢ina studia ndrodniho hospodéfstvi na univerzité v Heidelbergu a jez predstavuje pfinejmens$im ve

stiedoevropském prostoru vibec prvni vyzkum svého druhu.”

1) Konrad Lange, Das Kino in Gegenwart und Zukunft. Stuttgart: Enke 1920; Ivan Klimes, Déti v brlohu. Boj pro-
ti kinematografiim — bojem o dité! In: tyz, Kinematograf! Vénec studii o raném filmu. Praha: Casablanca - Véc-
lav Zak - NFA 2013, s. 128-167.

2) William Uricchio, German University Dissertations with Motion Picture Related Topics: 1910-1945. Historical
Journal of Film, Radio and Television 7, 1987, ¢. 2, s. 175-190.

3) Emilie Altenlohova provedla sviij sociologicky vyzkum dilem na zédkladé rozhovort s lidmi z kinematografické
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Akademicky sociologicky vyzkum filmu se v mezindrodnim méfitku rozbihal jen velmi zvolna
a jen prilezitostné, ale to neznamena, Ze by neexistovaly prizkumy a sondy zcela systematické povahy.
Pravé forma ankety v nich sehrala kli¢ovou roli, a to zvlasté tehdy, pokud za nimi staly centralni ufa-
dy, které za ucelem zjisténi aktudlni situace poptavaly k rozmanitym tématim ufady nizsich instanci.
Vystupy z takovychto dobovych $etfeni maji pro soucasny historicky vyzkum vysokou hodnotu pravé
svym dusledné plo§nym charakterem, s jakym se jinak prakticky nesetkdme. Zcela mimoradny zdroj
dobovych postoju zainteresovanych stran (interesenttl) vii¢i instituci kina z ¢ast pred prvni svétovou
valkou predstavuje tiskem vydany stenograficky protokol z ttidenni ustni ankety, kterou u prilezitosti
ptipravy prvni celostatni kinematografické normy svolalo do zasedaciho sélu dolnorakouského snému
na 16. a7 18. dubna 1912 ministerstvo vnitra.” Slo o oborovou normu zcela zdsadni povahy, nebot méla
sjednotit a stanovit pravidla pro poradani verejnych kinematografickych predstaveni. Vice nez stovku
sezvanych ucastnika ankety tvorili zastupci nékolika ministerstev (vnitra, obchodu, kultu a vyucova-
ni), zastupci majiteldr kin, promitacd, filmovych vyrobet a distributort, divadelni feditelé, predstavite-
1é skolskych kruhd, aktivisté lidovychovnych spolki a spolki pro péci o mladez, ale i hasici nebo sta-
vebni experti. Této Gstni anketé navic predchdzela jesté anketa pisemnd v podobé dotazniku, jimz
videnské ministerstvo vnitra obeslalo mistodrzitelské utady vsech predlitavskych korunnich zemi.”

Podobné nedocenitelnym pramenem ufedniho pavodu je také prizkum spokojenosti s fungova-
nim filmové cenzury provedeny nedlouho po jejim znovuustaveni na sjednocené celostatni bazi v nové
vzniklém ceskoslovenském statu. (V rakouské monarchii za predchoziho rezimu ztstaval vykon filmo-
vé cenzury v kompetenci jednotlivych korunnich zemi.) Ministerstvo vnitra se prostfednictvim kraj-
skych a okresnich uradii obratilo v roce 1923 obéznikem na kulturni kruhy v celé republice, aby vyda-
ly ,,dobrozdani o dne$ni mravni a kulturni trovni biografickych programii a zejména o tom, zdali
podle jejich ndzoru dnesni filmové censura postupuje prili§ liberalné ¢i rigorosné a maji-li snad ze své-
ho hlediska néjaka piéni co do postupu filmové censury“.® Na obéznik zareagovaly okresni a méstské
osvétové sbory a svazy a jejich kinematografi¢ti zpravodajové, ucitelské jednoty, mistni skolni rady, fe-

branze, dilem na zdkladé pisemné ankety realizované v nékolika kinech v badensko-wiirttemberském mésté
Mannheim po dobu dvou zimnich a dvou letnich mésict. Ziskala tak k analyze na 2400 vyplnénych dotazni-
ki, v nichz ji zajimal nejprve profil respondenta (vék, pohlavi, povoldni, povoldni otce, misto narozeni a dosa-
zené vzdélani) a déle, zda doty¢ny chodi téz do divadel, na koncerty, prednasky atd. a co jej tam nejvice zauja-
lo, jak ¢asto chodi do kina, ktery den v tydnu a v kterou denni dobu, zda sam, ¢i s nékym, zda ztstava na
predstaveni po celou dobu programu (skladal se z deseti a vice kratkych hranych i non-fik¢nich filma rozma-
nitych zanri), co jej k navstévé kina motivuje, jaké filmové zanry preferuje (dramata, komedie, pfirodni snim-
ky atd.), zda v ném néco zanechalo trvaly dojem a kone¢né zda mu kino nékdy zprostifedkovalo umélecké za-
zitky. Emilie Altenloh, Zur Soziologie des Kino. Die Kino-Unternehmung und die sozialen Schichten ihrer
Besucher. Jena: Diederichs 1914; reedice: Emilie Altenloh, Zur Soziologie des Kino. Die Kino-Unternehmung und
die sozialen Schichten ihrer Besucher. Andrea Haller — Martin Loiperdinger — Heide Schliipmann (eds.). Frank-
furt am Main: Stroemfeld 2012.

4) Stenographisches Protokoll der Enquete iiber das Kinematographenwesen. Wien: K. k. Hof- und Staatsdruckerei
1912. Osterreichisches Staatsarchiv (OStA), Allgemeine Verwaltungsarchiv (AVA), Ministerium des Innern
(MdI), kart. 2173, ¢j. 19167/1912. Srov.: Ida Wickenhauser, Die Geschichte und Organisation der Filmzensur in
Osterreich 1895-1918. Universitit Wien (Phil. Diss., strojopis), Wien 1967; Julietta Zacharové, Kinematografie
a rakousky stdt. Ke genezi kinematografické legislativy do roku 1918. Katedra filmové védy FF UK (rigorézni
prace, strojopis). Praha 2001; Ivan Klime3, Kinematografie a stdt v ceskych zemich 1895-1945. Praha: Filozofic-
ka fakulta UK 2016, s. 54-60.

5) Vysledky pisemné ankety viz OStA, AVA, MdI, kart. 2172, ¢&j. 11841/1912. Soubézné s tim proudily na minis-
terstvo vnitra jesté informace o zahrani¢ni praxi, jak je shromdzdily vybrané rakousko-uherské zastupitelské
urady oslovené prostfednictvim ministerstva zahrani¢nich véci.

6) Filmové prdvo. Praha: Pravnické knihkupectvi a nakladatelstvi V. Linhart 1937, s. 119.
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ditelé, ucitelé a profesori obecnych i méstanskych $kol a gymnazii, vzdélavaci a kulturni spolky, okres-
ni péce o mladez, spolky Csl. Cerveného ktize ad., celkem vice nez pét set odpovédi ze viech regionii
republiky. Vyhodnoceni této rozsdhlé sondy trvalo ministerstvu déle nez rok.”

Specifickou kategorii predstavuji ankety, v nichz se redakce obraceji na celebrity. Diky takovym
iniciativdm se nékdy podafilo vymdmit zajimavd a cennd vyjadreni i z osobnosti, které by jinak nemé-
ly dtvod o film viibec zavadit. To se kuptikladu pfihodilo redaktorim deniku Samostatnost, kteti na
jare 1912 oslovili predni osobnosti ¢eské literatury s otdzkou, zda se podle jejich minéni mtiZe film stat
uménim. A néhle ped nami defiluji stanoviska tak exkluzivnich literatd, jako byli F. X. Salda, Jiti Ka-
rasek ze Lvovic, Otakar Theer ¢&i Véclav Stech.¥

Vedle takovychto ambicidznich sond s vysokou poznavaci hodnotou existovala i pestra $kala ji-
nych prizkumu ¢i pseudoprizkumd, z nichZ neni mozné vyvozovat obecnéjsi soudy a mohou slouzit
jen k jakémusi dobarveni celkového obrazu anebo tfeba k poznani néjaké uzaviené komunity ¢i oblas-
ti, kde byl priizkum cilené provadén (napt. konkrétni skoly, vychovného ustavu, pripadné obce, kon-
krétniho regionu).” Se zvy$enou obezietnosti je tfeba pracovat s anketami v periodikach zacilenych na
filmové divéky. Riziko fiktivni ankety nelze nékdy uplné vyloucit, nicméné jsou to ¢asto texty pro Cte-
nafe velmi ptitazlivé, nebot si na nich potvrzuji a upeviuji své vlastni divacké preference. Netieba po-
chybovat, Ze pravé s timto zamérem jsou také takové ankety pfipravovany a zpracovavany, vzdyt jejich
hlubsim smyslem je posilit pouto ¢tenare k danému periodiku. Rozhodné v$ak na tomto poli priizku-
my filmového divaka skute¢né probihaly. Jednu takovou dotaznikovou anketu usporadaly zkraje roku
1920 pravé Narodni listy, tedy tradi¢ni seridozni denik s redaktorskou historif plnou téch nejzvuénéjsich
literdrnich jmen. Ankety se podle sdéleni redakce zucastnilo na 4000 respondentd, ktefi po uvedeni
véku a pohlavi odpovidali, jak ¢asto kino navstévuji, jaky film z posledni doby se jim libil nejvice a pro¢
ajaci jsou jejich nejoblibenéjsi herci a herecky a pro¢. Organizatori akce se tedy vydali velice jednodu-
chou a vylozené populdrni cestou, coz odpovidalo potfebam Siroce otevieného periodika, nicméné
i tak se jim podatilo shromazdit cenné svédectvi o divackych preferencich bezprosttedné povale¢ného
¢asu. Ostatné zajem o veSkery materidl z ankety pry projevil i kinematograficky referat ministerstva
$kolstvi a narodni osvéty.'”

7) Zavére¢né vyhodnoceni ankety viz: zapis z plenarni schiize na ministerstvu vnitra, [Praha] 24. 6. 1924; NA,
MV-SR, k. 1063, slozka 1925-1930, 6/240/23, ¢j. 44033. Srov.: Ivan Klimes$, Kinematografie a jazykova politika
mezivéle¢ného Ceskoslovenska. In: Ivan Klimes — Jan Wiendl (eds.): Kultura a totalita. Ndrod. Praha: FF UK
2013, s. 154-170.

8) Anketa o biografech. Samostatnost 26. 5. 1912 (Vaclav Stech, F. X. Salda, Otakar Theer, Jiti Kardsek ze Lvovic);
Anketa o biografech II. Samostatnost 7. 6. 1912 (Frantisek Céda, Arno Kraus, Arne Laurin, E S. Prochdzka);
Anketa o biografech III. Samostatnost 9. 6. 1912 (Eduard Lederer); Anketa o biografech IV. Samostatnost 15. 6.
1912 (Jaromir Borecky, Vilém Némec, Jaroslav Pasovsky).

9) Naptiklad v nejmenovaném vychovném ustavu pro problematickou mléddez, kam byli ptijiméni chlapci mlad-

$i deseti let, provedli pedagogové v roce 1924 $etfent, jaky vliv mél na jejich détské chovance pred prijetim do

ustavu biograf. Z 59 se jich za navstévniky kin prohlasilo 19. Zjistovana byla ¢etnost navsteév, zda §lo o predsta-
veni odpoledni, ¢i vecerni, zda mél dotyény vstupenku, zda $lo o filmy ptistupné, ¢i nepfistupné a ¢eho se do-
tazovany pod vlivem kina nasledné dopustil. Tabulka s vysledky Setfeni obsahuje v tomto ohledu rubriky kra-
dez, vloupani, podvod, zhafstvi, dobrodruzstvi, bojechtivost (stfelnou zbrani ¢i bodnou zbrani), odvazné ¢iny,
rvacky a milostna dobrodruzstvi. Vysledky priizkumu publikoval ,,¢asopis pro vyzkum a vychovu mladeze sla-
bomyslné, hluchonémé, slepé, mravné vadné a zmrzacelé“ Uchylnd mlddez. Richard Filla, Vliv kinematogra-

fickych predstaveni na déti. Uchylnd mlddez 4, 1928, &. 1-2, s. 35-40.

Vyzva redakce ke ¢tendfim znéla: ,,Prosime své ¢tendfe a ¢tenarky, aby ndm laskavé napsali: 1. Své pohlavi

a vék. 2. Jak ¢asto chodi do kina. 3. Ktery z velkych, v posledni dobé vidénych filmu se jim nejlépe libil a proc¢.

v o«

4. Ktery kinoherec a kinoherecka jsou jejich milacky a pro¢.“ Filmové anketa. Ndrodni listy (Vecerni vyddni) 60,

10

=
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Anketa Jiftho Voldana z vecerniku Ndrodnich listii do této linie pfirozené nalezi, a prece se z ni né-
¢im podstatnym zcela vymykad. Nezije piitomnosti, necili na aktudlni stav, pravé naopak — je zahledeé-
na do minulosti. Ctendfi jsou povoldvani ke vzpominani na ddvné ¢asy kinematografickych pocatki.
Zdanlivé tu o nic nejde, je uplné jedno, jak moc jsou jednotlivé vzpominky pamétnikii mylné ¢i frag-
mentérni, zda se sklddaji v néjaky ucelenéjsi obraz, nebo je to jen nesouroda ttist izolovanych zébles-
ki paméti. To skute¢né podstatné, co se na pudé této a podobnych anket i rozmanitych do minulosti
zahledénych ¢lankua déje, je zrod historického védomi filmového oboru. Je to déni nendpadné, vlast-
né i zatim nespatfené, a prece jim prosakuje nereflektované tuseni, Ze filmové médium, jesté vcera
uzasna technickd novinka, ndm pred o¢ima pomalu stérne, Ze za¢ina mit sviij vék, tedy i vlastni minu-
lost, kterd do pritomnosti zasahuje a dava o sobé védét procesem zaniku — lidi, slavy, mist, predmétt,
instituci... Veho, co se pfitomnosti jednoduse nedozilo anebo se vyzilo a ztratilo pro pfitomnost svij
puvab. Silnéji si to vefejnost uvédomovala vzdy pfi amrti néjaké hvézdy, jako nejvétsi muzské star dan-
ského Nordisku Valdemara Psilandera (+ 1917) nebo hollywoodského idolu Rudolpha Valentina (+ 1926),
ale i po astupu hvézdy z vysluni slavy, jak doklada tfeba povale¢né psani ¢eského filmového tisku
o danské here¢ce Asté Nielsenové, jedné z nejvétsich hvézd evropského filmu desatych let, kterd na
prahu dvacatych let oslavila ¢tyficatiny.'” V atmosféfe zcela zménéného ¢asu po skonceni Svétové val-
ky a vzniku republiky piSe o ni A. V. Ludvik nahle jako o ,,téméf zapomenuté“'? a jeji jméno nechd za-
znit i v ¢lanku k pred¢asnému umrti amerického herce Williama Stowella, kde s necekanou intenzitou
exponuje téma pomijivosti ¢asu, filmovym médiem tak neprehlédnutelné zviditelnované. ,Kdysi byl to
Psilandr [sic!], ktery ovladal svételnou scénu mozno fici celého svéta, byla to Asta Nielsenova a jini,
kdoz stali na vrcholu slavy — pohlédnéme jen nepatrné zpét. Kde jsou jejich zjevy, kde jejich jména?
Léta prchaji, vzpominky Zloutnou a blednou a jiz dnes setkdvame se s faktem, které by pred dvémi, tie-
mi léty nikdo byl nevéfil — Ze jsou horlivi navstévnici kina, ktefi snad ani Psilandra nebo Astu Nielse-
novou neznaji.“!?

Plizivé nartstani minulosti ukoncil zcela razantné a $okujicim zptisobem néstup zvuku. Nahle
bylo jasné uplné véem, Ze filmové médium uz ma svou historii a Ze pravé skoncila celd jedna jeji epo-
cha, ktera uz se nikdy nevrati. Nadesel cas zakladani filmovych archivii a muzei, pofizovani prvnich
soupistl filmil, znovuobjevovani nékdejsich pocatki kinematografie.'¥ Ve Francii se rozpomenou na
davno zapomenutého Georgese Méliese a udéli mu v roce 1931 ¢estnou medaili, v témz roce v Praze
Alexandr Hackenschmied zafadi na program prehlidky avantgardnich film@ v kiné Kotva filmy Jana

1920, ¢. 15 (15. 1.), s. 2. Z vybranych dopist redakce prabézné citovala: Sv., Nage filmova anketa. Ndrodnf listy
(Vecerni vyddni) 60, 1920, ¢. 17 (17. 1.), s. 1; Nase filmova anketa. Pani Anna Sedld¢kova-Urbanova o filmu. Nd-
rodni listy (Vecerni vyddni) 60, 1920, ¢. 20 (20. 1.), s. 1; Nase filmova anketa. Ndrodni listy (Vecerni vydadni) 60,
1920, ¢. 22 (22. 1.), s. 1; Nase filmova anketa. Ndrodni listy (Vecerni vyddni) 60, 1920, ¢. 27 (27. 1.), s. 1; Nage fil-
mova anketa. Ndrodni listy (Vecerni vyddni) 60, 1920, ¢. 31 (31. 1.), s. 1. Zavére¢né vyhodnoceni ankety viz:
Nase filmové anketa. Ndrodni listy (Vecerni vyddni) 60, 1920, & 37 (7. 2.), s. 1. Srov. téz: Filmova anketa. Cesko-
slovensky film 2, 1920, ¢. 3 (15. 2.), s. 3-5. V roce 1920 byl sekénim $éfem MSANO divadelni (a filmovy) rezi-
sér Jaroslav Kvapil, filmovy referat zde tehdy ved! filmovy (a divadelni) rezisér Jan Arnold Palous.

11) Petra Hanakova - Ivan Klimes, Das Bild eines Filmstars als Geburt der Vergangenheit eines Mediums: In Lan-
dern der tschechischen Krone. In: Heide Schliipmann - Eric de Kuyper - Karola Gramann - Sabine Nessel -
Michael Wedel (eds.), Unmdgliche Liebe. Asta Nielsen, ihr Kino. Wien: verlag filmarchiv austria 2009, s. 381-391.

12) Dr. A. V. Ludvik, Waldemar Psilander. Kino 1, 1919, &. 7 (2. 5.), s. 2.

13) Dr. L. [A. V. Ludvik], Ti, ktefi se nevraceji... Kinopublikum 1, 1920, ¢. 14 (14.-20. 5. 1920), s. 1.

14) Petr Szczepanik, Jak rozumét minulosti médii. Filmové retrospektivy a medidlni historie. Déjiny a soucasnost
27,2005, ¢. 12, 5. 37-39.
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Ktizeneckého a nékdy v tomto ¢ase usedne nékde Karel Smrz k sepsani svych Déjin filmu, jejichz pa-
tet tvori hledisko technologické.' Teprve v téchto souvislostech nabyvé Volddnova anketa v Ndrod-
nich listech hlubsiho historického smyslu a provokuje k novému ¢teni.

Ivan Klimes

15) Karel Smrz, Déjiny filmu. Praha: DruZzstevni prace 1933.
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Co chcete védét o teoriich zvuku ve filmu...

James Buhler, Theories of the Soundtrack. New York: Oxford University Press 2019.

James Buhler, profesor hudebni teorie na Texaské univerzité v Austinu a autor ¢i editor fady praci
zejména o filmové hudbé,” byl k sepsani obsédhlého pojednani o ,teoriich zvukové stopy* podnicen
faktem, ze obecné znamé a cenéné vyklady o déjinach filmovych teorii, jmenovité knihy Dudleyho
Andrewa nebo Franceska Casettiho,? vénuji otdzkdm zvuku jen okrajovy zdjem.” Podle Buhlera se
v tomto pristupu odrazi tradi¢ni pojimdni filmu jako vizualniho média, které je, specialné v souvislos-
ti se sou¢asnym rozvojem vyzkumu zvuku (sound studies), evidentné neadekvétni a pfekonané (s. xi).
Recenzovand publikace, jejiZ pfiprava trvala taki'ka deset let, se proto sousttedi pravé na otazku, jak se
vyvijelo teoretické uchopeni zvukové slozky filmu. Vysledkem autorova usili je ,,jasny, avsak naro¢né
pojaty (sophisticated) piehled™ tohoto vyvoje, jenz se propojuje s angazovanym dokazovanim audio-
vizualni podstaty filmu a rovnocennosti jeho obrazové a zvukové slozky. Svym diislednym zaméfenim
na rozmanité teorie filmového zvuku je kniha v kontextu soucasnych vyzkumi patrné unikatni. Urci-
tou paralelu lze snad hledat v $iroce pojatém spise Michela Chiona Le son;® Chion se ovSem zabyva
zvukem obecné a problematiku nazira predev$im ze svého vyhranéného thlu pohledu.

Na zacatku Teorii zvukové stopy se s nardzkou na titul proslulého dila Dudleyho Andrewa uvadi, ze
ptvodni projekt byl redukovan a reorganizovan tak, aby predstavil dilezité (major) teorie zvukové sto-
py (s. xi). Textova baze vykladu je vSak stale neobycejné objemnd a z hlediska odborného zaméteni vy-
razné diferencovand (bibliografie publikaci, které byly vzaty v Gvahu, zabird osmnact stran). Buhlertiv
rozhled, jeho orientace v riiznorodych vyzkumnych proudech i schopnost komplexniho postizeni pro-

1) M;j. James Buhler — David Neumeyer, Hearing the Movies: Music and Sound in Film History. 2. vyd. New York:
Oxford University Press 2016; James Buhler — Caryl Flinn - David Neumeyer (eds.), Music and Cinema. Ha-
nover, NH: University Press of New England — Wesleyan University Press 2000.

2) Dudley Andrew, The Major Film Theories: An Introduction. New York: Oxford University Press 1976; Francesco
Casetti, Filmové teorie 1945-1990. Praha: Nakladatelstvi Akademie muzickych uméni 2008.

3) Slusi se ovSem dodat, Ze nékteré novéjsi syntetické prace o filmovych teoriich se zvukové slozce filmu vénuji
soustavnéji. Srov. napt. Thomas Elsaesser — Malte Hagener, Filin Theory: An Introduction Through the Senses.
2. vyd. New York - London: Routledge 2015, s. 146-168. Viz k tomu téZ recenzi piivodni némecké verze této
knihy (Filmtheorie zur Einfithrung. Hamburg: Junius 2007): Petr Mare$, Némecké privodce po teoriich filmu.
Iluminace 21, 2009, ¢. 3, s. 134-138.

4) Alexander Carter, Theories of the Soundtrack [recenze]. Journal of Radio & Audio Media 26, 2019, ¢. 2,s. 372.

5) Michel Chion, Le son: Traité dacoulogie. 2. vyd. Paris: Armand Colin 2010; anglicky pteklad: Sound: An Acou-
logical Treatise. Durham — London: Duke University Press 2016.
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blematiky si bezpochyby zaslouzi ocenéni. Presto oviem muzeme poukdzat na omezeni, jez jsou dana
teritoridlné a predevsim jazykové. Buhler zdsadné vychazi z textd, které byly uvefejnény v anglicting ¢i
které jsou k dispozici v prekladu do tohoto jazyka. Jen na jednom misté, v pripadé ¢lanku Jeana-Louise
Comolliho,” se pti absenci otisténé anglické verze odkazuje na original ve francouztiné (s. 236).” Za-
roven se prosazuje postupné zuzovani thlu pohledu. V souvislosti s poc¢ate¢nimi fazemi reflexe pro-
blematiky zvuku nebylo mozné pominout vyznamné prispévky ruskych, némeckych ¢i francouzskych
autortl. Pi postupu smérem k soucasnosti se Buhler soustfeduje na americké (respektive do tamniho
kontextu plné integrované) badatele a vedle toho na vybrané, obecné uznavané predstavitele francouz-
ského mysleni o filmu. Soustavné a velmi dikladné se tak probiraji mezinarodné dominujici proudy
teoretické reflexe. Jisté neni namisté Buhlerovi vy¢itat, Ze si nev§ima praci, které mu evidentné nejsou
jazykové pristupné a které se z jeho perspektivy mohou jevit jako marginalni. Stoji ale za to pfipome-
nout, Ze o otdzkach zvuku ve filmu pojednavaji tieba pozoruhodné novéjsi texty némecké® nebo pol-
ské. Buhler naptiklad upozoriuje na to, ze Claudia Gorbmanova v knize Unheard Melodies z roku 1987
zminuje jako jednu z dil¢ich funkei filmové hudby evokaci vzpominky na udalost, jez predtim byla
s danou hudbou spjata, avak nepfipojuje priklad z konkrétniho filmu (s. 161).” Takové uplatnéni hud-
by ve filmu Andrzeje Wajdy PoPELY (1965) uz deset let pfedtim instruktivné analyzovala Alicja Hel-
manov4.'”

Pfi velkém rozsahu zpracovavaného materidlu vystupuje do poptedi otdzka uspotradani vykladu.
Autor se rozhodl pro kombinaci chronologického a tematického postupu (s. 16). Celkové byla tato vol-
ba nepochybné nalezita. Umoziiuje postihnout ¢asovy vyvin koncepci zvuku, determinovany jak mé-
nicimi se teoretickymi ramci, tak technologickou a stylovou evoluci kinematografie, a na druhé strané
ztetelné odlisit uplatiiovand védeckd paradigmata a sledovat specifické rysy kazdého z nich. Pokud jde
o ranéjsi faze reflexe, kde dominuje linearni posloupnost jednotlivych pojeti, ziistava vyklad kompakt-
ni a zcela prehledny. Obdobi od sedmdesatych let oviem prinasi uréité komplikace, nebot se zde para-
lelné realizuji — ale také vzajemné prolinaji — rtizné teoretické pristupy. Nutnym disledkem jsou ¢a-
sové skoky a navraty a rovnéz rozdéleni komentara ke stanoviskiim nékterych badatelt do vice ¢asti.
Chceme-li se napf. seznamit s dilem Michela Chiona, musime projit tfi kapitoly knihy (naratologie,
psychoanalyza, digitalni zvuk).

Dalsi podstatnd volba je spojena s heterogennim charakterem zvukové stopy filmu. I kdyz v fadé
pasazi jde predevsim o celkovy status a funkce zvuku ve vztahu k obrazu, vét§inou se pozornost zamé-
fuje pouze na jeden z komponentt zvukové stopy. Zatimco v souvislosti se star$imi teoriemi byva kla-
den duraz zejména na pozici dialogu, feci, respektive hlasu, postupné se do popredi dostava (nepo-
chybné v souvislosti s autorovou odbornou specializaci) hlavné hudba. Price o filmové hudbé, v¢etné

6) Jean-Louis Comolli, Technique et idéologie (5): Caméra, perspective, profondeur du champ. Cahiers du Ciné-
ma 1971-1972, ¢. 234-235, s. 94-100.

7) Autor pfitom na zacatku knihy poznamenavd, ze se zde opiral o pracovni rukopisny preklad Janet Staigerové
(s. xiii).

8) Napt. Barbara Fliickiger, Sound Design: Die virtuelle Klangwelt des Films. Marburg: Schiiren Verlag 2001; Silke
Martin, Die Sichtbarkeit des Tons im Film: Akustische Modernisierungen des Films seit den 1920er Jahren. Mar-
burg: Schiiren Verlag 2010. K dilu B. Fliickigerové srov. Anna Batistova, Pfeklenout propast mezi analogovymi
déjinami filmu a digitalni technologii. Rozhovor s Barbarou Flueckigerovou. Iluminace 27, 2015, ¢. 2, s. 75-82.

9) Claudia Gorbman, Unheard Melodies: Narrative Film Music. Bloomington: Indiana University Press 1987,

s.23.

Alicja Helmanovd, Znakova funkce hudby a fe¢i ve filmovém sdéleni. lluminace 6, 1994, ¢. 3, s. 52-53 (polsky

origindl byl publikovan v roce 1977).
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¢asopiseckych prispévki, jsou predstavovany a analyzovany velmi podrobné, takze se v ramci celku
mohou jevit jako az nepropor¢né preferované. Lze ovSem poukazovat na to, Ze pravé vyznamy a funk-
ce hudby jsou zfejmé nejobtiznéji uchopitelné. Ruchtim (zvukovym efektiim) je pak vyhrazeno nej-
skromnéj$i misto. Rozvrzeni Buhlerovych vykladi muzeme charakterizovat také na zdkladé koncepce
Sonii Campaniniové, ktera ve své disertaci rozlisila materilni, prezenta¢ni a textovou (obsahové sé-
mantickou) dimenzi filmového zvuku.'” Buhler zfetelné preferuje dimenzi textovou, zatimco otazky
spojené se zaznamovymi technologiemi ¢i zptisobem utvareni sluchového prozitku pti promitani fil-
mu obsdhleji probira jen v souvislosti s pfelomovymi vyvojovymi momenty, jako je pocatek éry zvu-
kové kinematografie nebo digitalizace vyroby filma.

Buhlerovym hlavnim cilem je klasifikovat, porovnat, kriticky popsat a interpretovat existujici teo-
rie zvukové stopy filmu. Nespokojuje se v8ak s roli distancovaného registratora, na mnoha mistech
knihy je patrny autortv tvirci vklad. Predevsim jde o to, Ze se neomezuje na explicitni vyroky tykajici
se zvukové stopy filmu, nybrz hledd rovnéz implicitni odkazy a snazi se aplikovat na oblast zvuku i tvr-
zeni a uvahy, které k ni nebyly pfimo vztazeny. Postupuje ptitom citlivé — podavané zavéry jsou dob-
fe odivodnéné a opatfené piiklady; na druhé strané by ale bylo mozné tvrdit, Ze se tak ,,uméle“ zvysu-
je intenzita a vytvar{ kontinuita mysleni o povaze zvuku ve filmu. Pro Buhlera je tedy charakteristické,
Ze probirané teorie nejednou domysli a dopliiuje; jindy konfrontuje proklamace a jejich uplatnéni
v praxi, uvadi ndzorné priklady ¢i osvétluje a ovéfuje danou teorii pec¢livym rozborem vybraného fil-
mu. Akcenty se pfitom rtizné méni podle povahy koncepci a ptistupil, o nichZ se prave hovori.

Publikace je rozdélena do deviti kapitol, pficemz kapitola uvodni a zavére¢na vytvareji urcity ra-
mec celku. Uvod (s. 1-21) ptindsi vychodiskovy, do jisté miry esejisticky pojaty néért situace, v niZ se
nachdzel film po pripojeni zvukové stopy k obrazu. Autor pfedstavuje utvérejici se zvukovy film i jeho
kritickou odezvu jako sféru napéti, heterogennosti, paradoxu a vicezna¢nosti. I kdyz se nadéle dekla-
rovala dominance vizuality, zvuk nepredstavoval dodatek k obrazu, ale oboji bylo podtizeno (alespori
v komeréni kinematografii) potfebam efektivniho vypravéni. Dialog v tomto aspektu fakticky vystupo-
val jako klicovy element, ktery urcoval strukturu obrazové slozky. Zvukovy film vyuziva dvé oddélené
technologie a zdroven vytvari iluzi jednotného, ,,ptirozeného” prozitku, ktery véak muze byt kdykoli
narusen. Ve filmové praxi se ve vyrazné mife uplatiiuje tzv. mimeticka synchronizace, zalozena na in-
dexalni vazbé mezi zvukem (ptedev$im dialogem) a obrazem, zatimco teoretici zdtiraziuji autonomii
obou stop a argumentuji obavou z nadbyte¢nosti a divadelnosti zvukové slozky. Synchronizace se
miiZe jevit jako priznak realismu, ale jde spiSe o konstruovanou audiovizualni figuru, kterd hierarchi-
zuje znazornéné jevy a upozoriuje na to, co ma byt brano jako dilezité. Tato pfipravna skica vytvari
zékladnu, od niz se dale odviji systematicky vyklad.

Jak je mozno ocekavat, za¢ind se kapitolou vénovanou ranym teoriim (s. 23-55), které se na prelo-
mu dvacatych a tficatych let snazily postihnout specifiku zvukového filmu a stanovit nélezité zptsoby
prace se zvukem (predevs$im Sergej Ejzenstejn, Vsevolod Pudovkin, Béla Baldzs, Rudolf Arnheim).
Ptizna¢nd pro Buhlerav pfistup je zde komparace Pudovkinovych tezi o kontrapunktickém a expre-
sivaim pouziti zvuku a jejich praktické aplikace ve filmu DEZERTER (1933). Pozornost a ocenéni si
ovsem zaslouzi zvlasté jemné rozbory textt Baldzsovych a Arnheimovych. Buhler napiiklad upozor-
fluje na Baldzsovo vytvéfeni analogie mezi obrazovym detailem a ,,detailem zvukovym, ktery by mél
umoznit vjemy zvukd, jichZ si bézné nejsme védomi, a s nim spojenou predstavu ,,hlast véci, které by

11) Sonia Campanini, Film Sound in Presentation and Preservation. Amsterdam: Universiteit van Amsterdam
2014, s. 167-170.
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se mély stat — az bude zvukovy film schopen naplnit sviij umélecky potencial — rovnocennym pro-
téjskem hlasu lidského. V pripadé Arnheima se zase autor ditkladné vyrovnava s jeho rigidnim poje-
tim zvuku jako ¢initele, ktery do filmu vnasi reprodukci redlného svéta na tikor umélecké konstrukce
a naru$uje homogenitu filmu tim, Ze jej $tépi na dvé média bez nutného vzajemného svazku. Kapitola
ovSem prinasi i objevné informace o americkych kriticich, jejichZ prinos k diskuzi o specifice zvuko-
vého filmu zatim neni obecnéji znam. Vedle Gilberta Seldese, ktery na konci dvacatych let poukazoval
na to, ze misto snahy o dosazeni umélé jednoty je tieba respektovat diference uzivanych zaznamovych
technologii, jde o Harryho A. Potamkina, jenz naopak zduraznoval, Ze obraz i zvuk by mély byt pred-
métem stylizace vytvarejici jednotny celek.

Navazujici vyklad o ,teoriich klasického zvukového filmu® (s. 57-86) se sklada ze dvou zfetelné
odli$nych pasem. Popisuje se tu budovani typologickych systémd, které chtély prostfednictvim soubo-
ru opozic komplexné postihnout formalni i sémantické vztahy mezi obrazem a zvukem. Buhler uka-
zuje, ze nejsife pojata byla koncepce gramatiky filmu Raymonda Spottiswooda (1935), popularitu v§ak
ziskala az pozdéjsi zjednodusena verze prezentovana Siegfriedem Kracauerem v Teorii filmu (1960).
Zaroven se zacina projevovat Buhlerova koncentrace na problematiku pozice a funkei filmové hudby —
velmi podrobné probird obsah vyznamnych publikaci ze ¢tyficatych a padesatych let (Aaron Copland,
Hanns Eisler a Theodor W. Adorno, Roger Manvell a John Huntley).

Dalsi tti kapitoly jsou spjaty tim, Ze se podle Buhlerovy charakteristiky zaméruji na analyticko-de-
skriptivni modely. Prvni z nich (s. 87-118) dost ptekvapivé propojuje sémioticky orientované teorie
(Jean Mitry, Christian Metz) a filozoficky podloZenou reflexi Gillesa Deleuze.'? Autor pfitom pouka-
zuje na fakt, Ze ve sledovanych koncepcich neni problematika zvuku (s vyjimkou Metzovych ,,slucho-
vych objektt) prili§ rozvinuta;'» proto ve vyrazné mife vyuziva svou metodu extrapolace a dokazuje,
7e obecné formulovana ¢i k obrazu vztazena tvrzeni ziskavaji platnost i v oblasti zvuku. V kapitole vé-
nované neoformalismu, respektive formalné zalozenym teoriim (s. 119-150), narazi Buhler na obdob-
ny problém, protoze v kanonickych neoformalistickych pracich nenachazi dostate¢né vyhranéné
a propracované pojeti zvukové stopy. Vétsina kapitoly tak pojednava o vyzkumech (Kathryn Kalinako-
vé, David Neumeyer aj.), které se zabyvaji filmovou hudbou jako relativné autonomnim subsystémem
a popisuji jeji formalni charakteristiky a funkce ve vztahu k ostatnim subsystémtm filmu (a pfipadné
se téz snazi aplikovat kognitivni model porozuméni filmu). UZite¢ny tu je zvlasté popis riznych expli-
citnich i implicitnich relaci mezi hudbou a filmovym vypravénim a podilu hudby na vzniku specifickych
vyznamu. Kapitola o naratologii (s. 151-186) se sousttedi pfedev$im na opozici diegeti¢nost — nedie-
geti¢nost a na problematiku fokalizace, pricemz opét preferuje oblast hudby. Do centra pozornosti se
dostavaji principy uplatnéni filmové hudby formulované Claudii Gorbmanovou a vyuziti naratologic-
kych kategorii Gérarda Genetta v jeji koncepci analyzy, jakoZ i fada dalsich praci, které nékdy prejima-
ji, nékdy zpochybnuji distinkci mezi diegetickou a nediegetickou hudbou. Nepominutelny v tomto
kontextu je ddle model audiovizudlni scény navrzeny Michelem Chionem, zejména koncept akusma-
tického zvuku.

Sedmou a osmou kapitolu spojuje zaméfeni na kriticko-interpretativni modely zvukové stopy.
Nejprve jsou obsahle a s opfenim o ptikladové analyzy probirdny ,kritické teorie” (s. 187-220), pfi-
¢emz vychodiskem je $iroce chapany koncept ideologie, ktery je dale konkretizovan ve vztahu ke sféte

12) Spojitost (spise ovsem povrchovou) nachazi Buhler v tom, Ze Deleuze navazuje na nékteré rysy Peirceovy ana-
lyzy znaki (s. 89).

13) Zvukovou stopu filmu ze sémiotického hlediska v sedmdesatych letech soustavné zkoumala vy$e zminovana
Alicja Helmanova.
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postkolonialismu, genderu ¢i queer teorie. Vyklad, prihlizejici k pracim mnoha badateld, se ovSem
mozna v az ptilisné mife koncentruje na otazku, jak jsou prostfednictvim hudby ¢i znéni hlasu udrzo-
vany a na druhé strané rozruovany stereotypni predstavy. Kapitola o psychoanalyticky zalozenych
teoriich (s. 221-256) mimo jiné pfinasi instruktivni osvétleni teorie apardtu a sutury a uvazuje o pozi-
ci zvukové stopy v ramci tohoto pristupu. Jako protéjSek k tomu je predstaveno neolacanovské pojeti
(Joan Copjecova, Slavoj Zizek ¢ Michel Chion), operujici se zvukem jako s &initelem, jenZ se vzpira
formalnim omezenim a vyznamu.

Devita kapitola pak tvori relativné samostatny, aktualizujici zavér publikace. Buhler zde nepojed-
nava o zformulované teorii ¢i rozvinutém vyzkumném sméru, ale snazi se s vyuzitim uz uveiejnénych
praci i prostfednictvim vlastnich analyz odhalit povahu a dusledky zmén, které prinasi digitdlni tech-
nologie a viibec éra digitalnich médii (s. 257-290). Poukazuje na to, Ze dochazi k zasadnimu posunu,
ktery vede k potlaceni rysu reprodukce a k dominanci konstrukee a stylizace. Vznika tak virtualni svét,
v némyz se ztraci odliSitelnost indexalniho odkazu k realité a pocitacové kreace a v oblasti zvuku se roz-
myvaji hranice mezi fe¢i, hudbou a zvukovymi efekty. Zaroven nové technologie vytvareji ze zvukové
slozky filmu aktivni a neustale se proménujici prostor s imerzivnim uc¢inkem. Na druhé strané se roz-
ruduji kulturni hierarchie a zpochybriuje se identita filmu. V$echny tyto jevy vyvolavaji, jak autor zdu-
raziuje, potfebu novych teorii zamétenych na uplatnéni zvuku v digitdlnich médiich.

Vyse podany prehled obsahu knihy mohl byt jen netplny a mezerovity. Rozsah jejich témat
a mnozstvi uvadénych jmen, texti, ndzord a terminti miiZze mit na nepfipraveného ¢tendfre az zahlcu-
jici u¢inek. Hledame-li urcitou osnovu, ktera napomaha orientaci, miizeme se nejspis opfit o rozvinu-
tou soustavu pojmovych a terminologickych opozic, které jsou postupné zavadény, peclivé vymezova-
ny a poté Casto zase relativizovany a zpochybnovany. Proti sobé tak stoji nejen synchronni
a asynchronni zvuk, paralelismus a kontrapunkt, diegeti¢nost a nediegeti¢nost, ale i napf. samostat-
nost a propojeni obrazové a zvukové stopy, reprodukce a stylizovana reprezentace, homogennost a he-
terogennost, technologie a kultura, uméni a zabava. Diky tomuto souboru opozic mame k dispozici
podptrnou sit, ktera prochazi textem a spina linedrné fazené popisy a komentare.

Kniha o teoriich zvukové stopy je nepochybné publikaci védecky fundovanou, promyslenou a uzi-
te¢nou, i kdyZ nikoli zcela snadno ptistupnou. Lze ji vyuzZit jako spolehlivy zdroj informaci o riznych
vyzkumnych proudech i o obsahu konkrétnich publikaci, ale je podnétna také svym celkovym ladé-
nim, diirazem na dulezitost a nepominutelnost zvukové slozky a na to, Ze je potfebné vénovat ji sou-

stavnou odbornou pozornost.'¥

Petr Mares$

14) Tato recenze vznikla za podpory projektu Univerzity Karlovy Progres Q14. Krize racionality a moderni mygleni.
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Designovat pro(ti) vyhynuti: Pfedstavy planety
v ¢asech klimatické krize

Lukas Likav¢an, Introduction to Comparative Planetology. Moscow: Strelka 2019.

Milokdy jsme si asi uvédomovali propojenost dne$niho globalizovaného svéta tak jako pravé ted. Rok
2020 jesteé neprekrodil ani svou prvni polovinu, a pfitom uz stihl, skrze enormni australské pozary
a predev$im pandemii koronaviru, odkryt zranitelnost kiehkého mechanismu celoplanetarni vymény
tél a zbozi i pfipomenout (post)kolonidlni realitu, v niz strukturdlni rasova nerovnost zdaleka neni
(nejen v USA) minulosti. A¢koli vydani knihy Introduction to Comparative Planetology ptivodem slo-
venského teoretika Lukdse Likav¢ana témto udéalostem predchézelo, daly by se lehce zaradit po bok
dlouhé rady spolecenskych, politickych a predevsim ekologickych krizi, na jejichz zékladé kniha vola
po prehodnoceni mnoha dosavadnich zvyki a zabéhlych predstav. V souvislosti s touto mnohostran-
nou urgenci chce Likavcan definovat novou filozofickou disciplinu komparativni planetologie, ktera
m4 své stejnojmenné sesterské obory v oblasti tvrdé védy, ale i na strankach science fiction literatury,”
a jez se zaobira pravé dalekosdhlymi duasledky toho, jak nad planetou pfemyslime, jak ji popisujeme
a vizudlné zobrazujeme.

V névaznosti na Jana Patocku, ktery pise, Ze ,,problémem filosofie je svét vcelku®? tak kniha upo-
zornuje, ze at uz chceme dnes teoreticky nahlizet pfirodu, lidskou spole¢nost, technologie ¢i cokoliv
dalsiho, je tfeba vzdy brat v potaz vzajemné souvislosti. Ty byly samoziejmeé zasadni odjakziva, s na-
stupem (digitalni) globalizace se z nich vsak stal do jisté miry hlavni urcujici rys jakéhokoli védecké-
ho ¢i filozofického zkoumdni, které je dnes vzdy nutné soudasti extrémni sité infrastrukturnich propo-
jeni. Jak totiz Likavéan pfipomind, veskeré politické a spoleenské uddlosti maji pfimy dopad na
chemické procesy planety coby kosmického télesa a zaroven je to pravé nase predstava planety jako
celku, co zase zasadné ovliviiuje utvareni (geo)politického prostoru, v némz se kazdodenné pohybuje-
me my i fada dalSich biologickych ¢i technologickych agentt. Jednim z hlavnich vychodisek knihy
proto je, ze pokud dokdzeme planetdrni predstavy pojmenovat, mizeme prekrocit stavajici modely
a vytvorit nové myslenkové a vizudlni konceptualizace, jez by nabizely planeté, a mozna i ¢lovéku, eko-

logi¢téjsi a spravedlivéjsi budoucnost.

1) Likav¢an odkazuje na sci-fi autora Kima Stanleyho Robinsona, ktery disciplinu ,,komparativni planetologie®
popisuje v rozhovoru pro BLDGBLOG. Viz Geoff Manaugh, Comparative Planetology: An Interview with
Kim Stanley Robinson. BLDGBLOG, 19. 12. 2007. Online: <http://www. bldgblog.com/2007/12/comparative-
planetology-an-interview-with-kim-stanley-robin- son/>, [cit. 5. 6. 2020].

2) Jan Patocka, Pfirozeny svét jako filosoficky problém. In: Jan Patocka, Fenomenologické spisy I. Praha: Oikoy-
menh 2008, s. 132.
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Abychom vsak byli schopni zobrazovat, predstavovat si ¢i pretvaret svét novymi zptsoby, musime
podle Likav¢ana zasadné prehodnotit implikace dosavadnich kosmologii. Komparativni planetologie
se proto stavi do opozice vii¢i dvéma prevladajicim mys$lenkovym figurdm — predstavé svéta jako kos-
mopolitniho Globu® a ideji lokdlni riiznorodosti, ktera zdiraznuje propojenost ¢lovéka se zemi, pfi-
padné s dal$imi nelidskymi aktéry. Pfedstava Globu stoji podle filozofa Petera Sloterdijka ,,v centru
moderni socio-politické imaginace®: ukazuje planetu jako globalné sjednoceny, ,,hladky*, unifikovany
prostor, jehoZz bezproblémové a zjednodusené povrchové ¢lenéni usnadnuje celosvétovou vyménu
zbozi, prace nebo kapitalu. Veskera mista, izemi a staty se v ramci Globu stévaji soucasti logistické sité
soucasného trhu, a tudiz potencidlnim zdrojem zisku. Pro komparativni planetologii je tato figura ne-
jen slepou konceptudlni uli¢kou, ktera nedokdze ptinést feSeni dne$nim krizim, ale dokonce jednou
z hlavnich pri¢in ekologickych hrozeb antropocénu. Pojeti planety jako Globu totiz postuluje zemi
jako pasivni, poddajnou entitu uréenou k dobyti a extrakci (s. 43), jejiZ zdroje se volné nabizeji k uspo-
kojeni lidskych potreb.

Podobna kritika modernistické predstavy Zemé jako Globu se v rozdilnych akademickych kontex-
tech pochopitelné ozyva posledni dobou casto, silnou strankou Likav¢anovy knihy je ovsem schopnost
propojovat diskursy a souvislosti. Text si po vzoru Benjamina Brattona (ktery je rovnéz programovym
feditelem Strelka Institutu, v jehoz nakladatelstvi kniha vysla) v§ima extrémni propojenosti planetar-
nich infrastruktur a nutnosti popisovat svét pravé na jejich arovni.? Tento ¢asto az chladné technolo-
gicky orientovany pristup ovéem kniha propojuje i s poznatky z oblasti postkolonidlnich studii. Li-
kav¢an silné navazuje napfiklad na myslenky Gayatri Spivakové o planetdrni sounaleZitosti”
a reflektuje i kolonidlni dopady samotné zapadni kosmologie, kterd s sebou ptinasi ruku v ruce s de-
vastaci ptirody i zabirani chranénych Gzemi, vystéhovavani pivodnich obyvatel, segregaci etnickych
skupin nebo ohrozovani zdrojii pitné vody. Kritika figury Globu tak nevytycuje pouze konceptualni
a metodologické zaklady komparativni planetologie, ale stavd se ur¢itym moralnim stanoviskem, jez
odmitd universalismus a hegemonii globalniho severu a po vzoru postkolonidlnich studii se otevira
nedominantnim a ¢asto nezndmym (nejen akademickym) perspektivam, které se ziikaji tendenci kos-
mopolitni modernity.

Jak na poli levicové akademie, tak mezi politickymi aktivisty je ¢astou reakei na globalné propoje-
ny svét a ekonomiku propagace lokalné sobéstacného Zivota v souladu s bezprostfednim okolim.
V kontextu klimatické krize se obhajoba lokalni rtiznorodosti a rozdilnosti ¢asto objevuje jako opozi-
ce figury unifikujiciho Globu. Jak ale (nejen) Likav¢anova kniha ukazuje, vétsina anti-globalistickych
tendenci selhavé v feSeni komplexnich problému soucasného svéta, které ¢asto presahuji nejen statni,
ale dokonce i kontinentdlni hranice. Pravé diskrepance mezi lokdlnim a globalnim tak ¢asto rozdéluje
soucasny ekologicko-levicovy diskurs na dva tabory. Na jedné strané kritizuji myslitelé jako Donna
Harrawayova modernitu a proklamuji dilezitost situovaného zivota,® na strané druhé si naptiklad
predstavitelé souc¢asného akceleracionismu opravnéné v§imaji, Ze pravé lokalni politika neni schopna
se dostate¢né vyporadat s globalni propojenosti planetarnich jevu.

3) Preklad terminu ,,Globe” jako ,,Glob” a pozdéji zminiovaného ,,Terrestrial” jako ,,Pozemsky” si piij¢ujeme z kni-
hy Zpdtky na zem od Bruna Latoura, kterd nedavno vysla v ceském prekladu v nakladatelstvi Neklid. Na stejny
text, ovéem v jeho anglickém znéni, odkazuje i autor Lukas Likav¢an. Viz Bruno Latour, Zpdtky na zem. Praha:
Neklid 2020.

4) Benjamin Bratton, The Stack: On Software and Sovereignty. Cambridge: MIT Press 2016.

5) Viz Gayatri Chakravorty Spivak, Imperatives to Re-Imagine the Planet. Wien: Passagen Verlag 1999.

6) Donna J. Haraway, Staying with the Trouble. Durham: Duke University Press 2016.
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Tento nesoulad se pokousi prekonat Bruno Latour v knize Zpdtky na zem skrze novou figuru Po-
zemského, jez ma prekracovat prilis jasné vymezené hranice lokdlniho a globélniho. Pozemské zdtiraz-
fuje roli specifické mistni prisludnosti,” kterd se vak oproti klasické predstavé lokalismu zfikd homo-
genizujicich, $ovinistickych a historizujicich tendenci a je si zaroven védoma i provazanosti globalnich
jevil a nutnosti otevirat se i ne-lidskym aktérm. Latour tak skrze figuru Pozemského usiluje pravé
o nalezeni kompromisu mezi lokalni situovanosti, v jejimz ramci chce zachovat jisté kontinentalni
(napt. celoevropské) organizacni struktury, a globdlnim povédomim. Podle Likav¢ana se vSak ani této
figufe nedari dostatecné popfrit separatistické a reakcionarské tendence, které se dnes stéle vyraznéji
objevuji u post-fasistickych mysliteld (s. 66) a ¢asto stavi pravé na neoddélitelnosti narodnich spole-
¢enstvi od domdci pudy.

Komparativni planetologie se proto priklani spise k vychodisku, které je predstaveno predevsim
v knize The Stack. Benjamin Bratton zde velmi podnétné ukazuje, Ze samotna polarita mezi globalnim
alokdlnim je iluzorni, jelikoz i zdanlivé lokélni jevy jsou zaroven vzdy soucasti planetarnich procest.?
Jak vyhlazeny a zjednodusujici povrch Globu, tak stale ptili§ narodni ¢i lokalni Pozemsky segregacio-
nismus proto podle Likav¢ana neposkytuji dostatek moznosti, jak komunikovat v a o souc¢asném své-
té. Obeé figury totiz podle néj stale tihnou k interiorizaci. ,Zachazeji s planetou jako se stejnorodym,
jasné roz¢lenénym a snadno sjednotitelnym povrchem* (s. 70), ktery neodpovida komplexnosti proce-
st a vztaht, jez ji ve skute¢nosti utvareji. Kromé principu reduktivniho ohrani¢ovani, z jehoz omeze-
nych mantinelt vzdy nutné néco unikd, s sebou interiorizace navic nese i problém antropocentrismu.
Ackoli se tedy figury Globu i Pozemského vztahuji k planeté jako celku, jejich vychozim meétitkem je
vzdy ¢lovek, jehoz praktickym cilim koncepce planety slouzi a z jehoz zkusSenosti a lokalni situovanos-
ti je odvozovana.

Pravé v kontrastu k témto interiorizaénim tendencim definuje kniha vyrazné exteriorizujici mys-
lenkovou figuru Planetarniho, kterd miZe obohatit nasi politickou, ekologickou a filozofickou imagi-
naci o tolik chybéjici ,vnéjsek® lidské zkusenosti a mysleni. Ve snaze teoretizovat existenci tohoto
vnéjsku a s nim spjatych implikaci se text shoduje s fadou soucasnych filozofickych tendenci, vétsinou
tfazenych pod kategorii ,,spekulativniho realismu® Tento ¢asto sklonovany pojem se stal do jisté miry
zjednodusujici nalepkou, kterou byvé oznac¢ovana fada pomérné nesourodych myslenkovych modeld.
I pfes vyrazné odli$nosti v8ak Ize fict, Ze je spojuje pravé snaha o prekracovani hranic lidského vnima-
ni a my$leni a kritika moderniho universalismu, ktery podrobuje svét antropocentrickym zékonitos-
tem a dogmattim.” Castym nedostatkem spekulativniho realismu ¢i objektové orientované ontologie
vsak byva prilisné uzavieni do chladného popisu odosobnénych jevii, které clovék nedokdze pochopit
anékdy ho tak zavadéji do slepé ulicky, v niz mu nezbyvd prilis prostoru pro jakékoliv aktivni jednani.
Likav¢anova kniha si sice bere z téchto pristupti nékteré koncepce, inovativné je vsak propojuje s di-
razem na subjektivni prozivani, a ukazuje tak, jak naptiklad emocionalni procesy jako truchleni mo-
hou vést k lepsi planetarni a ekologické koordinaci.

Podobné jako knihou definovana figura Planetarniho se tyto pfistupy oteviraji ,,jinakosti“ (alteri-
ty) a pokouseji se tak prekrocit tradice zdpadni epistemologie a jejich dosavadnich modelii a reprezen-
taci. Jedinou cestou, jak predejit klimatické katastrofé, se tak stava vystoupeni z ustavenych vzorcii my-

7) B.Latour,c.d.,s. 61.

8) B. Bratton, c. d.

9) 'V tomto ohledu se shoduji jak novy materialismus Jane Bennettové, tak relacionistické spekulace Stevena Sha-
vira nebo matematicky racionalismus Quentina Meillassouxe. Viz napiiklad Véclav Janos¢ik — Lukas Likav¢an
- Jiti Rtzicka (eds.), Mysl v terénu: Filosoficky realismus v 21. stoleti. Praha: VVP AVU 2018.
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$leni, bindrnich opozic i ptili§ jednoduchych tzemnich déleni a priznat v kosmologii planety misto
i ,cizim® agenttim. Ti se koneckonctl na vytvareni jejich reprezentaci uz davno podileji, at uz se jedna
o slozité sité vztahd, do nichz je clovék jako zivocisny druh zapleten, nebo piimo o technologické ,,in-
frastruktury citéni zemé" (Earth sensing infrastructures, s. 19), které skrze satelitni systémy a méfici
aparaty zasadné (spolu)utvareji veskeré ,nase“ zobrazovaci ¢i prediktivni modely planety. A stejné
jako kniha pfipomind, Ze spolecenské udélosti a politicka ¢i ekonomicka rozhodnuti maji pfimy vliv
na jeji materialni promény, jsou v tomto ohledu i vizualni materialy, s jejichZ pomoci planetu zobrazu-
jeme, né¢im vic nez pouhou reprezentaci. Likav¢an zde odkazuje na Haruna Farockiho a jeho koncep-
ci ,operativnich obrazi,'? které ,nereprezentuji objekt, ale jsou spi§ soucasti operace” (s. 21). Pokud
si uvédomime, do jaké miry je nase mysleni (nejen) o planeté konstituovano naptiklad pravé ziznamy
a vypocty technologickych agentt, stava se neudrzitelnou nejen predstava, Ze planeta je ndmi vlastné-
nym terénem, ktery mizeme ovlddat, ale i samotné reprezentace a koncepce, s nimiz operujeme, se na-
jednou jevi radikalné cizi a neznamé.

Pravé toto zcizeni, decentralizace ¢lovéka a ,exteriorizace® nasich predstav o planeté se podle Li-
kav¢ana mohou stat klicem k uniku ze zacarovaného kruhu Pozemské fragmentarizace i univerzalis-
mu Globu. Figury, které podobné smétovani podporuji, proto vychazeji predev$im ze zpochybnéni
lidské vyjimecnosti v celoplanetarnim narativu a poukazuji na prchavost existence lidského druhu
jako takového.

Prvni takovou figurou je ,,Zemé-bez-nas“ (Earth-without-us), jez ptimo vychazi z koncepce ,,své-
ta-bez-nds“ (world-without-us) Eugena Thackera.'” Popisuje planetu jako indiferentni, neorganickou,
nelidskou a az désivou entitu, kterd operuje v rozprostfeném geologickém case a je zcela inertni viici
lidskym pozadavkam. Hlubokd temporalita Zemé tak miize ¢lovéku pomoci si uvédomit, ze planeta
nés nejen dalece predchazi, ale zcela pravdépodobné i preziva, a neni tedy v naSem podrudi, jak se ji
projekt modernity snazi/il vyobrazovat. Toto seznani podle Likav¢ana umoznuje ¢lovéku prehodnotit
jeho pozici ve svété a uvédomit si, Ze neni dominantnim hybatelem planetarniho déni, nybrz pouze
»spolu-kuratorem® (s. 81), ktery sice mize néjak ménit své okoli, ale nema nad nim nikdy absolutni
moc. Kniha se timto obratem velice dobfe vyporadavd s ¢astym problémem ekologické filozofie, kterd
bud stavi ¢lovéka do pozice jediného $kiidce, nebo mu naopak bere veskerou autonomii a umistuje ho
zcela do podrudi celoplanetarnich procest (jak tomu je naprfiklad ve slavné Lovecockové Gaia hypoté-
ze).'? Komparativni planetologie proto skrze figuru ,,Planetirniho“ nezobrazuje ¢lovéka vyhradné
jako aktivniho nebo pasivniho agenta, ale propléta jej do souvztaznosti s dal$imi zemskymi silami
a pohyby. Sesazuje ho tak z antropocentrického piedestalu modernity, ale zaroven ho necini pouze ne-
vinnym a bezmocnym pozorovatelem rozkvétu ¢i zkazy planetarniho organismu.

Likav¢an proto pozici ¢lovéka v ramci planetdrniho ptibéhu definuje predevsim skrze princip me-
diace.’ Mnohem spi$ nez svrchovanym lidskym subjektem, ktery stél tak dlouho ve stfedu védeckého
i filozofického zkoumani, je ¢lovék sam ,jen“ médiem planetarnich procest. Samotna konstituce sub-
jektu je zde, predevsim skrze Gayatri Spivakovou, popisovana jako ndhodna a pfechodna udalost,'

10) Harun Farocki, Phantom Images. Online: <https://monoskop.org/images/f/f8/Farocki_Harun_2004_Phan-
tom_Images.pdf>, [cit. 25. 6. 2020].

11) Eugene Thacker, In the Dust of This Planet. Winchester: Zero Books 2011.

12) James Lovelock, Gaia: A New Look at Life on Earth. Oxford: Oxford University Press 2000.

13) Predevs$im v ndvaznosti na Jussiho Parikku ¢i Williama E. Connollyho. Viz Jussi Parikka, Geologie médii. Pra-
ha: Karolinum 2020; William Connolly, Facing the Planetary. Durham: Duke University Press 2017.

14) Gayatri Chakravorty Spivak, Death of a Discipline. New York: Columbia University Press 2003.
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ktera ndm umoznuje ,,mediovat“ procesy promény, jez vak na lidskou perspektivu nejsou redukova-
telné a dalece ji presahuji. Nejednd se pfitom jen o procesy hlubokého ¢asu, ale prave i vSudypritomné
technologické infrastruktury, jejichz komplexnost a agence v jistém smyslu ddvno presdhla nase ko-
gnitivni schopnosti i Zivotnost. Technologické infrastruktury se tak podle Likav¢ana, v ndvaznosti na
uvazovani Gilberta Simondona, mozna ubiraji cestou své vlastni ,,evoluce,'” kterd je s tou lidskou bez-
prostfedné spjata, ale nemusi na ni navzdy nutné zaviset. Pfedstavu ¢lovéka jako média hmotnych
i myslenkovych procest, v nichz se ocita na stejné propojené roviné s médii technologickymi, popisu-
je ve svém rozsahlém filozofickém dile i jeden z nejvyraznéjsich Simondonovych pokracovatelt, Ber-
nard Stiegler. Z jeho pohledu je i samotna lidska mysl vzdy pfedem utvarena technologickymi artefak-
ty, jejichZ existence evoluéné podminila rozvoj nasich mentdlnich schopnosti, které jsou tak dost
mozna pouze jejich dusledkem ¢i, s trochou nadsazky, jen vedlej$im produktem. Nejen planetarni pro-
cesy, ale i informace, mysleni a vanimdni jsou tak v disledku popisovany jako toky prochézejici biolo-
gickymi i technologickymi artefakty ¢i médii fungujicimi jako organy velkého, v ¢ase a prostoru roz-
prostreného téla. Ackoli kniha se Stieglerem nepracuje, predstavuje jeho rozvedeni simondonovského
uvazovani velmi podnétny systém, ktery dokaze i pres znac¢nou abstrakci mnohdy prichazet s velmi
konkrétnimi feSenimi pro lidské globélni spole¢enstvi. Jeho uvazovani o tom, jak pretvéret a distribu-
ovat védéni ¢i péci napii¢ infrastrukturami lidskych a technologickych aktért, by ptitom mohlo pro
myslenkovou disciplinu komparativni planetologie byt rozhodné pfinosem.

Podobné komparativni planetologie vnima stale se zdokonalujici technosféru jako potencialniho
agenta zmény, jiz ¢lovék sam, nebo ¢lovek vitbec, neni mozna schopen. Toto trochu prekvapivé spoje-
ni technologickych infrastruktur s ekologii v sobé nese zvlastni rozpor, ktery souvisi se stieglerovskym
pojetim technologii jako farmakonu — tedy néceho, co je z podstaty jedem i 1ékem zérover.'® Ackoli
kazdy odeslany email ptispiva k vypousténi CO, do atmosféry a informacni primysl je jednim z nej-
vétsich spotiebiteli drahych kovil a znecistovateltl planety, dostali jsme se nepochybné do momentu,
kdy jeho vyvoj nemizeme zastavit, a musime tak nutné pracovat na tom, aby se jeho dalsi evoluce ubi-
rala jinym nez pro nas destruktivnim smérem. V dne$ni pro ¢loveéka neusledovatelné a neptrehledné si-
tuaci se totiz technosféra stava mozna jedinou variantou, jak klimatické problémy monitorovat, pred-
povidat a snad i fesit. Neni tedy prekvapivé, ze Bratton odkazuje pfi definovani ,discipliny®
spekulativniho designu pravé ke Stieglerovi a jeho pojmu ,,dlouhych okruht“ (long-circuits), které ve-
dou napti¢ touto neustale se vyvijejici infrastrukturou technologickych aktéru, jiz je ¢clovék dnes pou-
hou soucasti.’”)

At uz se vSak technologie dokazou skutecné ,,stévat environmentalnimi“ (becoming environmen-
tal of computation, s. 31), je nepochybné, Ze jejich agenci nemtizeme déle ignorovat. Likav¢anova kni-
ha opakované upozornuje, Ze moderni dualistickd mysl a omezujici model narodniho statu znemoz-
nuji reagovat dostate¢nym zptsobem na klimatické i dal$i globdlni krize. Nezbytnou soucasti
»Planetarniho uvazovani se tak stivd samotné védomi pomijivosti ¢lovéka i mnoha Zzivoc¢isnych
(Spectral Earth) je
proto ztélesnénim této nutné pravdy vyhynuti, které bychom se neméli vyhybat, ale naopak ji ucinit

v

arostlinnych druht, jejichz vymreni zavinil a je$té zavini. Figura ,,P¥izra¢né Zemé

soucasti naseho mysleni. I pfes svou radikalitu nabizi totiz zptisob, jak prehodnotit lidskou pozici ve

15) Gilbert Simondon, On the Mode of Existence of Technical Objects. Minneapolis: Univocal Publishing 2017.

16) Stiegler tento pojem rozebira na mnoha mistech, viz napt. Bernard Stiegler, Pharmacologie de I¢épistéme nu-
mérique. In: Bernard Stiegler (ed.), Digital Studies. Paris: FYP éditions 2014, s. 15.

17) Benjamin Bratton, On Speculative Design. Online: <http://dismagazine.com/discussion/81971/on-specula-
tive-design-benjamin-h-bratton/>, [cit. 5. 6. 2020].
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svété a najit nové formy infrastrukturni organizace, které by mohly pfinést planeté lepsi budoucnost
(zda ¢lovék bude, ¢i nebude jeji soucasti, pritom zustava nelehkou otazkou).

Introduction to Comparative Planetology na mnoha mistech zminuje ,reprezentace” planety
a ,kosmogramy*, jez o ni vytvarime. Jeji tézisté vSak lezi predevsim ve splétdni teoretickych a filozofic-
kych konceptualizaci, které jakémukoli vizudlnimu zhmotnéni unikaji. V ptipadé preferované figury
Planetdrna, definované pravé opousténim zabéhlych myslenkovych kategorii, tomu snad jinak ani byt
nemiize. Podobné tomu je i s jejimi propojenymi figurami ,,Zemé-bez-nds“ a ,,Pfizra¢né Zemé*, které
ze své vnitini podstaty presahuji ¢lovéka i jeho mysleni a jakakoliv reprezentace se tak jevi nemozna
nebo pfimo kontraproduktivni. Z filozofického hlediska je nas vlastni zanik nemyslitelny,'® a tyto figu-
ry tudiz nelze vnimat jinak nez jako nezaplasitelny stin, ktery mtize moznd mit néjaky vliv na budou-
ci vyvoj, pokud za¢neme brét jeho existenci v potaz.

Jestlize se tedy kniha opakované ptd, ,,pro jakou Zemi designujeme?“ (For what Earth do we de-
sign, s. 10), chce predev$im zduraznit, Ze tento stin nemiizeme ignorovat — vlastnimu konci totiz jde-
me vstfic beze v§i pochyby —a zbyva ndm se pouze rozhodnout, zda pfed nim budeme zavirat odi,
nebo se pokusime za¢it ,,designovat pro vyhynuti“ (design for extinction, s. 84). Jednd se o ambicidzni
pobidku, kterd je filozoficky smysluplnd, ale ze své podstaty do jisté miry neptedstavitelnd — a v desig-
nové, architektonické ¢i umélecké praxi pochopitelné naroéné uskute¢nitelnd. Neexistuje proto mno-
ho konkrétnich poznatkd, na nichz by design odlisné ekologické planetarni budoucnosti mohl stavét.
Je v8ak jisté, Ze zatimco v 60. a 70. letech se ekologicka hnuti mohla jesté domnivat, Ze svét lze trans-
formovat pomoci individudlni zmény a DIY designovych pfiruc¢ek typu Whole Earth Catalog,' ve
21. stoleti je planeta sice stale jednim velkym ,,plavidlem®, na némz vsichni plujeme vesmirem (jak tuto
ptedstavu zpopularizovala slavnd kniha Buckminstera Fullera Operating Manual For Spaceship
Earth),” ale myslet si, ze lidsky druh toto téleso mutze ¢i dokaze svrchované manipulovat, se dnes jevi
naivni a nemozné. Jak kniha presvéd¢ivé ukazuje, ¢lovék neni kormidelnikem, ale ptinejlep$im medi-
atorem, ktery se muze nanejvy$ pokouset najit si vhodné a udrzitelné misto v rozséhlych procesech
planetarnich biologickych a technologickych infrastruktur. Jakykoli re-design se proto musi odehravat
pravé na jejich urovni a mnohem spis ve spolupraci s nimi nez s jejich pouhym ,,pouzitim®.

Jen néco pres 100 stran textu knihy je nutné spise otevienou a velmi rozkrocenou definici ,,kom-
parativni planetologie®, kterd, pokud se ma skute¢né stat plnohodnotnou filozofickou disciplinou, vy-
zaduje dal$i rozpracovani. Motivii k takovému rozsireni totiz obsahuje kniha celou fadu, misty trochu
na ukor prehlednosti a jednoznac¢nosti sdéleni, a mnoha zminénych témat se dotyka jen zbézné. Jeji
nejblizsi rozsifovani by tak mohlo sméfovat naptiklad pravé do oblasti designu a vizudlni teorie i pra-
xe, jelikoz velka ¢ast nasi imaginace planety je konkrétnimi vizudlnimi modely spoluutvarena, a Li-
kav¢anova kniha se pfimo jim vénuje jen minimalné ¢i z velmi abstraktni filozofické perspektivy. Po-
kud chceme skute¢né zacit designovat pro (a v tomto smyslu i proti) vyhynuti, neobejdeme se u toho
bez designéri a designérek schopnych tuto zménu, v tésné kooperaci s technologickymi agenty, néjak
uskutecnit.

Noemi Purkrabkova - Jifi Sirtcek

18) Ray Brassier, Nihil Unbound, Enlightenment and Extinction. London: Palgrave Macmillan 2007.

19) Stewart Brand, Whole Earth Catalog. Online: <https://monoskop.org/images/0/09/Brand_Stewart_Whole_
Earth_Catalog_Fall_1968.pdf>, [cit. 9. 6. 2020].

20) Buckminster Fuller, Operating Manual for Spaceship Earth. Zurich: Lars Miiller 2008.




VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

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

S nabidkami prispévki (studii, recenzi, glos, rozhovort) se obracejte na adresu:
lucie.cesalkova@nfa.cz.

V nabidce stru¢né popiste koncepci textu; u ptivodnich 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 4/2020
Animace na hranicich Zanra i médii

(uzdvérka 30. srpna 2020)

Samostatné tematické ¢islo vénovala Iluminace animovanému filmu naposledy v roce 2009.
Vysledkem byla jedna z prvnich vyraznéjsich snah prinést do ¢eského kontextu pristupy tzv.
animation studies a slovy editorky Katefiny Surmanové rovnéz ,,prozkoumavat a prekracovat
zazité historické modely a stereotypni uvazovani o animaci jako o kresleném nebo détském
filmu® Ackoli dnes miiZe tato formulace evokovat zdani mnohokrat zopakovaného klisé, ani
s odstupem deseti let by nebyla zcela neopravnéna. V domaci profesni komunité se totiz stale
nepodarilo tyto a dalsi predsudky definitivné prekonat, coz je pti¢inou (anebo disledkem?)
skute¢nosti, Ze v ¢eském psani o animaci stéle jesté prevlada predevsim tradicionalisticka li-
nie biograficky deskriptivni historiografie. Kromé potfeby odbourat tento zdanlivy axiom
a ddle rozvijet inovativnéj$i polohy mysleni o animovaném filmu jsou ovSem v soucasné dobé
nevyhnutelné rovnéz dalsi posuny, a to jak v roviné stanovovani vyzkumnych otazek, tak v ro-
viné metodologické.

Vedle nutnosti prekonavat nejriznéjsi metodologicka klisé — jak to napiiklad ucinila teore-
ticka Hannah Frank, kdyZ se namisto animace coby autorského dila jednoho velkého tviirce
zaméfila na animaci jako kolektivni dilo tviirc (a tviirkyrl) anonymnich — se totiz s nastu-
pem novych médii a digitdlnich technologii ukazuje, Ze je potieba zacit prekracovat rovnéz
zanrové ¢i technologické kategorie v ramci kinematografie — jak to z perspektivy umélecké-
ho vyzkumu obvyklého v oboru animation studies déla na dnes populdrnim pomezi animace
a dokumentu naptiklad rezisér Alex Widdowson — a dost mozna dokonce prekracovat hra-
nice kinematografie samotné, nebot z propojeni kinematografie a novych médii zpopularizo-
vaného Lvem Manovichem nelze vyjmout ani animaci. V situaci, kdy ¢im dal tim vy$si podil
stopaze hranych filmut vznikd rukou animdtort a programatort, jiz neni udrzitelné nevnimat
také hlubsi kontexty mezi animovanym, hranym i dokumentarnim filmem, a to v jejich nara-
tivnich i experimentalnich polohdch. Rovnéz se s nartistem objemu nefilmové animace ¢i mo-
tion designu na internetu i ve vefejném prostoru nelze opomijet takové polohy animace, jez
propojuji kinematografii s oblasti grafického designu. Nelze se vyhnout ani pfesahim do ob-
lasti vytvarného uméni. Ackoli v oboru animace je priliv tviirct vzeslych z prostredi vytvar-
ného uméni podstatné starsi zalezitosti nez v oblasti hrané kinematografie, i zde ucinila digi-
talizace své a mnohé z toho nejzajimavéjsiho v soucasné animaci se déje pravé v uzké
provéazanosti s prostfedim vytvarného provozu. Jednoduchym dikazem je ptitom aktudlni
déni na filmovych festivalech zaméfenych na animovanou tvorbu i na vystavach digitalniho
umeéni.

Takto rozostiené hranice oteviraji $iroky badatelsky prostor, v jehoZz ramci je mozné sledovat
pozoruhodné a dosud z velké casti prehlizené dynamiky uvnitf filmového pramyslu, ale
i kontinuity filmové animace s médii a fenomény stojicimi vné kinematografie. Takto $iroky
zabér si pochopitelné jediné tematické ¢islo ¢asopisu nemuze klast za ukol zaplnit, jeho cilem
je tedy predevsim predstavit v naSem kontextu tolik potfebnou diverzitu moznych ptistupa,
jez mohou soudobému mysleni o animaci poskytnout nové impulsy a nasmérovat jej novymi
cestami napfi¢ tradiénimi hranicemi médii. Tematicky se ov§em ani v téchto podminkach
neni tfeba omezovat vyhradné zdjmem o soudobou produkci — jak i v ¢eském prostredi uka-



zaly nékteré nedavné vyzkumné projekty, také v historickém vyzkumu muze byt pfinosem za-
pojeni animace do $ir$ich medidlnich kontextu.

Abstrakty navrhovanych prispévkil v délce max. 200 slov posilejte spolu s kratkou biografii
do 15. ¢ervna 2020 na adresy lucie.cesalkova@nfa.cz a matej.forejt@nfa.cz. Pro odevzdani fi-
nalnich studii do recenzniho fizeni je stanovena uzavérka 30. srpna 2020. Texty dodévejte
upravené dle cita¢ni normy Iluminace, opatfené anglickym summary, péti klicovymi slovy
v Cestiné a angli¢ting, biografickym medailonem a seznamem citovanych filma (AV dél).
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Tluminace 3/2021
UZivatelska kreativita v digitalni dobé: od produserismu k fanouskovské tvorbé
(uzavérka 15. cervna 2021)

Hostujici editorka: Iveta Jansova

Uzivame-li v sou¢asnosti nékterou ze socialnich siti, neni neobvyklé, Ze jsme vyzvani k tomu,
abychom se stali jejimi fanousky. Pojem fanousek je tim do ur¢ité miry vyprazdnovan, v mno-
ha ohledech mtizeme jako pozitivum vnimat, Ze postupné ztraci své ptivodné patologické ko-
notace (spojené napt. s agresivnimi sportovnimi fanousgky), na druhou stranu se mohou vy-
tracet i dal$i vyznamy, které byvaji s terminem spojeny. Fanouskem se paradoxné muize stavat
kazdy, kdo udéli néjaké entité tzv. lajk (¢i jeho jinou variaci), fanouskovstvi tak pozbyva své
expertni zdjmové vyhranénosti a ,,ohrani¢enosti‘, jez byla pfisuzovana zejména aktivni, az ak-
tivistické formé nakladani s medidlnimi obsahy.

Zvlastni ¢islo Iluminace se proto tentokrat zaméfi na toto specifické aktivni a tvarci publikum,
pro néjz jsou produkty medialni kultury inspiraci ¢i vychozim bodem pro jejich vlastni origi-
nélni tvorbu. Otdzka uzivatelskych praxi vedoucich nejen k rozvijejici produktivité, ale i pro-
duktivité vlastni (napt. originalni YouTube/TikTok videa) je pfedmétem akademickych i laic-
kych diskusi. To ostatné naznacuje i pojem produser, tj. produzivatel — producent a uZivatel
v jednom. Odbornou oblasti, ktera se t¢ématu podrobné vénuje a ktera je také vychozi inspira-
ci tohoto specidlniho ¢isla, jsou fanouskovska studia. Ta se kreativitou fanouski (ale obecné
publik) zabyva jiz od svych pocitkia v devadesatych letech dvacatého stoleti.

Zajimavosti fanouskovské tvorby je jeji odvozeny charakter. Nové texty, pisné, obrazy, kosty-
my a mnoho dal$ich projevi fanouskovské produktivity totiz vychazi ptimo z jiz existujicich
medidlnich obsahii (TV serial, komiks, film, hudebni skladba aj.). Je vSak zfejmé, Ze se v dnes-
ni dobé nejednd o vysadni specifikum konkrétnich zdjmovych komunit (at uz fanouskov-
skych ¢i subkulturnich), ale Ze se rizné formy uzivatelské kreativity stavaji stile béznéj$imi
projevy i ,obycejnych konzumentt®. Z tohoto divodu vitime tematické texty zaméfené na
rtizné podoby této apokryfni kultury (tj. psand kreativita, aktivismus, obrazova tvorba atd.),
a to predevsim ty vychazejici z audiovizualni sféry (screen/digital culture). Radi bychom se
rovnéz geograficky zaméfili na Cesky a stfedoevropsky prostor, protoZe existujici prace tento
region prozatim spi$e opomijeji, pfestoze skyta velmi zajimavé vyzkumné prilezitosti. Rele-
vantnim prispévkam k tématu, byt geograficky zachovavajicich angloamerickou a asijskou
hegemonii, se vak také nebrdnime.

V navaznosti na vyse fecené by si tak zasilané prispévky mohly klast za cil zodpovédét otazky
typu: V jakych podobdch se projevuje fanouskovska ¢i subkulturni kreativita ve sttedoevrop-
ském regionu a ¢emu je vénovana? Jakych riaznych podob miize uzivatelska kreativita (a tedy
i fanouskovska tvorba) v sou¢asnosti nabyvat? Jak se li$i afirmativni a transformativni fanous-
kovska tvorba konkrétnich fandomii? Do jaké miry se lisi motivace této tvorby u téchto dvou
druht interpretaci? K jakému ucelu vznikaji fanouskovsko-aktivistické kampané? Jaky dopad
takové kampané mohou mit a ¢emu se ¢asto vénuji? Jak reaguje uzivatelska kreativita na re-
prezentaci (pozitivni i negativni) marginalizovanych identit? Jaké dopady ma (zne)uzivani fa-
nouskovké darové ekonomiky komerc¢nimi subjekty? Jaké ruznici se motivace (a disledky)



miize mit komodifikace ¢i sebe-komodifikace fanouskovské/uzivatelské kreativity ze strany
producentt audiovizudlniho obsahu? Naznacené sméfovani jednotlivych textd znamena
pouze ndpomocnou direktivu, relevantnich témat k feseni je mnohonasobné vice a my je s ra-

dosti uvitdme.
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Abstrakty navrhovanych studii v délce max. 200 slov posilejte spolu s kratkou biografii do
15. bfezna 2021 na adresy lucie.cesalkova@nfa.cz a jansova@fss.muni.cz. Autofi budou
o rozhodnuti informovani do 2. dubna 2021. Pro odevzdani finalnich studii do recenzniho
Fizeni je stanovena uzdvérka 15. ¢ervna 2021. Texty dodévejte upravené dle cita¢ni normy
Iluminace, opatfené anglickym summary, péti klicovymi slovy v ¢estiné a angli¢ting, biogra-
fickym medailonem a seznamem citovanych filmi (AV dél).



Tluminace 4/2021
Digital tools in local cinema history
(Deadline August 31, 2021)

Guest Editor: Terezia Porubcanska

The proliferation of digital technologies has brought new perspectives in understanding and
analysing research problems in almost every scientific field. At first, it was mainly the hard sci-
ences that took advantage of the new possibilities and implemented newly developed digital
tools in their research. With the growing knowledge in computational sciences, some of the
tools have also started to penetrate the soft, social and human sciences. The humanities do not
usually engage with the hard data analysis but rather understand the society, culture and his-
tory in a more fluent and ambiguous manner. Nevertheless, the advantages of implementing
digital tools in research, either on the level of gathering data, data visualisation or analysis,
soon became evident. A new research field, under the name ‘humanities computing’ later
changed to ‘digital humanities, has begun to take form [Schreibman, Siemens, Unsworth,
2016].
The historical research of local film culture and cinema exhibition, as one of many strands of
the film studies intrigued by the new technology, took upon this digital turn rather carefully,
under a broader trend in cinema studies that Richard Maltby has termed ‘the new cinema his-
tory” [Richard Maltby, Melvyn Stokes, and Robert C Allen 2007]. The new cinema history
calls for changing the research focus from the heroic theory to writing the history from below,
from the history of textual relations among films to the history of cinema and cinema-going
as a broader socio-cultural phenomenon [Daniel Biltereyst, Richard Maltby, and Philippe
Meers 2019]. This trend brings the history of cinemas, film exhibition, and audiences’ recep-
tion and everyday life on the local, regional, or national level to the fore.
Engaging with digital technologies, the cinema historians gained tools for more effective da-
ta-gathering and methods of their analysis and visual presentation. The digital technologies
enabled the building of historical databases for storing large sets of data on the characteristics
of the local cinema network, local film exhibition patterns, and film consumption routines.
Geographic visualization and graphical representation made the spatial and temporal aspect
of history more evident in the research and network visualisation, and analysis made it possi-
ble to display relationships among different actors. These are the areas of the research of local
cinema history where digital technologies have had a decisive impact.
The digital approach to the new cinema history has been growing with each year, and this is-
sue aims to bring forward the most recent development in it and recognize possible new ap-
proaches to applying the digital technologies in the research of local film culture and cinema
history. For this issue, we invite studies on cinema history on a local, regional, or national lev-
el with possible topics including but not limited to:
o new perspectives in the research of local cinema history — digital tools and methods of

historical research in cinema studies
o case-studies applying digital tools in researching:

- local exhibition patterns

- film programming



- cinema-going and local film culture
- distribution networks national strategies

Abstracts of the proposed studies of up to 200 words together with a short biography should
be sent by May 15, 2021 to lucie.cesalkova@nfa.cz and terezia.porubcanska@gmail.com. The
authors will be informed of the decision by June 2, 2021. The deadline for submission of final
studies is August 31, 2021.
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ILUMINACE

je recenzovany ¢asopis pro védeckou reflexi kinematografie a pfibuznych problému. Byla za-
lozena v roce 1989 jako pulletnik. Od svého patého ro¢niku presla na Ctvrtletni periodicitu
a pri té prilezitosti se rozsifil jeji rozsah i format. Od roku 2004 je v kazdém ¢isle vyhrazen
prostor pro monotematicky blok texti. Od roku 2005 jsou nékteré monotematické bloky pri-
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 textu, jez pfiblizuji soucasné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovén kritickym edicim primérnich
pisemnym prament k dé¢jinam 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 casopis i lluminace ob-
sahuje rubriku vyhrazenou recenzim domdci 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 predpokladd 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. VSechny 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 cestiné o rozsahu 0,5-1 normostrana, anglic-
kym prekladem nézvu, biografickou notickou v délce 3-5 radka, volitelné i kontaktni adre-
sou. Obrazky se prijimaji ve formatu JPG (s popisky a tdaji 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 vyzddat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné tpravy nabizenych textd nebo je do recenzniho
fizeni viibec nepostoupit, pokud nespliiuji zékladni kritéria pavodni védecké prace. Toto roz-
hodnuti musi autorovi nélezité zduvodnit. Kazdou pfedbéiné ptijatou studii redakce predlo-
i k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkdch, jimiZ se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé 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-
ruc¢uji zamitnuti nebo prepracovani, uvedou do posudku hlavni divody, respektive podnéty
k upravam. V pripadé pozadavku na prepracovani nebo pfi protichidnych hodnocenich



miize redakce zadat tfeti posudek. Na zakladé posudku $éfredaktor prijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkrat§im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, miize své stanovisko vyjadrit
v dopise, ktery redakce ptredd 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-
kovana jakakoli ¢4st nabizeného textu, autor je povinen tuto skute¢nost sdélit redakci a uvést
v rukopise. Nevyzadané prispévky se nevraceji. Pokud si autor nepreje, 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«
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Knihovna Narodniho filmového
archivu nabizi zahranic¢ni filmoveé
databaze

https://nfa.cz/cz/knihovna/licencovane-databaze/

Ve studovné Knihovny NFA (KNFA) jsou v roce 2020 uzivatelim (pro registrované uzivatele i ve
vzdéleném piistupu) k dispozici pro nas obor vybrané elektronické informa¢ni zdroje (EIZ). Kromé
puvodnich databazi NFA (Filmovy prehled, Digitdlni knihovna NFA, Online katalog Knihovny
NFA), jsou to licencované elektronické zdroje (medidlni databdze, zahrani¢ni filmové databaze).
Konkrétné v ptipadé zahrani¢nich filmovych databdzi se jedna v ramci Ceské republiky o jedine¢-
nou kombinaci EIZ, ktera bude navic nasim ¢tenaftim dostupna az do roku 2022.

Zahranic¢ni filmové databaze v Knihovné NFA:

1. Screen Studies Collection (dfive FIO — Film Indexes Online)
nabizi komplexni ndstroj pro piistup k aktudlnim publikacim zaméfenym na filmovou védu
spolu s podrobnymi a rozsahlymi filmografiemi.
Kolekce zahrnuje indexy a filmografie
a) American Film Institute (AFI) Catalog
b) Film Index International (FII)
c) FIAF International Index to Film Periodicals

a) American Film Institute (AFI) Catalog

Filmograficka databaze zaméfend na americkou produkci poskytujici podrobné informace
o dlouhometraznich hranych filmech vyrobenych na izemi USA nebo financovanych ame-
rickymi produkénimi spole¢nostmi v obdobi 1893-1972. Databaze obsahuje vice nez 48000
zaznamu filma s produk¢nimi informacemi, technickymi udaji, Gdaji o tviircich, hereckém
obsazeni a ztvdrnénych postavach; dale zdznamy obsahuji podrobny obsah filmu, poznam-
kovy aparat, zanrové zatazeni filmu a cita¢ni odkazy. Nové udaje jsou vkladany dvakrat ro¢-
né. Klicovy zdroj doporuceny pro vyuku, vyzkum a studium filmového uméni.

b) Film Index International (FII)
Filmograficky informacni zdroj vytvareny British Film Institute (BFI). Pfedstavuje svétové
nejrozsahlejsi profesionalné budovanou filmovou knihovnu s vice nez 100000 podrobnych
zdznamu o filmech ze 170 zemi od prvnich némych film- do soucasnosti s vice nez milio-
nem odkazii na herecké obsazeni a technické tidaje. Dale 500000 odkazii na bibliografické
citace k jednotlivym filmtim a filmovym tviirctim, 40000 profesnich profilii filmovych tvar-
cti, informace o ziskanych cendch na prestiznich filmovych festivalech.



¢) FIAF International Index to Film Periodicals
Databéze obsahuje vice nez 230 000 zaznamii o ¢lancich s filmovou tematikou od roku 1972
do soucasnosti z vice nez 345 filmovych akademickych i popularnich periodik z celého své-
ta. Ro¢ni prirtstek ¢ini 12000 zdznamul. Kazdy zdznam sestava z bibliografickych tdaja, ab-
straktu a zdhlavi (jména autort, filmové tituly, pfedmétové hesla). Databédze obsahuje také
zaznamy o televizi od roku 1979 (cca 50000 zdznamu), od roku 2000 se omezila na ¢lanky
s televizni tematikou pouze z filmovych periodik.

JSTOR

zkratka z anglického Journal Storage (tlozisté casopisti)

Digitalni knihovna pro studenty a vyzkumniky poskytujici pristup k vice nez 12 miliéntim aka-
demickych ¢lanki, knih a primarnim zdrojim z mnoha disciplin véetné filmu.

Predstavuje $pickovou on-line databdzi digitalizovanych plnych textt z vice nez 2000 védeckych
¢asopistl. Kazdy ¢asopis je plné digitalizovan od prvniho ¢isla prvniho ro¢niku az po pohybli-
vou hranici (moving wall), coz je obvykle ,,tfi az pét let od soucasnosti®

EBSCO

Megazdroj védeckych informaci pro spole¢enské a humanitni obory.

Databéze EBSCO vychazi vstfic pozadavkim vSech vyzkumniki a nabizi elektronickou knihov-
nu obsahujici desitky tisic ¢asopisil, magazint a reportt a mnoha dalsich publikaci v plném tex-
tu.

EBSCOHost je jednotné rozhrani umoznujici pristup k vybranym bibliografickym a plnotexto-
vym databazim.

V Knihovné NFA jsou k dispozici dvé databaze megazdroje EBSCO:

a)

Academic Search Ultimate

kolekei recenzovanych plnotextovych ¢asopist, véetné mnoha ¢asopisti indexovanych v pred-
nich cita¢nich indexech. Obsahuje tisice plnotextovych ¢asopisti v angli¢tiné i jinych jazycich,
publikovanych na severoamerickém kontinentu, v Asii, Africe, Oceanii, Evropé a Latinské Ame-
rice, a nabizi tim padem jedine¢né regionalni pokryti. Databaze integruje lokalni obsah pred-
nich tzemné specifickych zdrojt z celého svéta a umoznuje tak studenttim pohled na jejich stu-
dium a vyzkum z globalni perspektivy. Cennou soucasti obsahu je i kolekce videozdznamui (vice
nez 74000) od agentury Associated Press. Pfi vyhledavani se na seznamu vysledkii zobrazuji
v karuselu relevantni videa. Databdze obsahuje videa prednich zpravodajskych agentur publiko-
vana od roku 1930 do soucasnosti a je aktualizovana kazdy mésic.

Film and Television Literature Index with Fulltext

Online nastroj pro vyzkum v oblasti televize a filmu. Databaze pokryva problematiku filmové
a televizni teorie, uchovavani a restaurovani, produkce, kinematografie, technickych aspektt
a recenzi. Obsahuje kompletni indexovani a abstrakty 380 publikaci (a selektivni pokryti témér
300 publikaci), dale plné texty vice nez 100 ¢asopist a 100 knih. Databaze Film & Television Li-
terature Index with Fulltext navic obsahuje i filmové recenze z pfedniho zdroje Variety, datova-
né od roku 1914 do soucasnosti, a vice nez 36 300 obrazku z archivu MPTV Image Archive.

Zpracovala: Bozena Vasickova



Databaze Evropské audiovizualni observatore
(European audiovisual observatory)

O Evropské audiovizualni observatori

Evropska audiovizualni observator (EAO) vznikla roku 1992 jako naslednickd organizace Eureka
Audiovisuel, jejim sidlem je Strasburk. Cinnost této instituce spociva ve sbéru a $ifeni informaci
o audiovizudlnim pramyslu v Evropé. V soucasné dobé sdruzuje 41 ¢lenskych stati a Evropskou
unii, zastoupenou Evropskou komisi. Je financovana ptimymi prispévky ¢lenskych zemi a pfijmy
z prodeje svych produkti a sluzeb.

Poslanim EAO je poskytovat informace profesionaliim v oblasti audiovize a tim také ptispivat k vét-
§i transparentnosti audiovizudlniho sektoru v Evropé. EAO sleduje vechny oblasti audiovizudlniho
pramyslu: film, televizni vysilani, video/DVD a nova média. O kazdé z téchto oblasti poskytuje in-
formace ve sféfe trhu a statistiky, legislativy a financovani vyroby audiovizudlnich dél. EAO sleduje
a podrobné analyzuje vyvoj audiovizudlniho sektoru v ¢lenskych statech.

Pusobi v pravnim ramci Rady Evropy a spolupracuje s fadou partnerskych a profesnich organizaci
z oboru a se siti korespondentii. Kromé piispévkil na konference jsou dal$imi hlavnimi ¢innostmi
vydavani rocenky, zpravodaje a zpravy, kompilace a sprava databazi a poskytovani informaci pro-
stfednictvim internetovych stranek observatote ( http://www.obs.coe.int ).

Ceské republika je ¢lenem EAO od roku 1994.

LUMIERE VOD je adresat evropskych filmt dostupnych na vyzadani v Evropé. Najdéte sluzby
a zemé, kde je film uveden na VOD, a zkombinujte vyhledavaci kritéria a vytvofte seznam dostup-
nych filmi podle reziséra, zemé nebo roku vyroby.

Prezenta¢ni video je k dispozici https://www.youtube.com/watch?v=Wxp_SwD3BZg.

Tento projekt, spravovany Evropskou audiovizualni observatori, je podporovan programem CREA-
TIVE EUROPE Evropské unie.

LUMIERE VOD je databaze evropskych filmi dostupnych na placenych videich na vyzadani (trans-
akéni a predplatné VOD). Poskytuje seznam filmt dostupnych v daném okamziku ze vzorku sluzeb
na vyzadani ptisobicich v Evropské unii.

LUMIERE VOD je primarné urcen pro profesionaly v audiovizudlnim prémyslu : autory, produ-
centy, distributory, filmové fondy a regulatory, aby jim pomohl sledovat vyuziti filmi na VOD a po-
soudit slozeni katalogi VOD. Ucelem nen{ usnadnit pronajem nebo nakup film@ ani predplatné
sluzby.

LUMIERE VOD f1idi Evropska audiovizualni observator na zakladé maximalniho tsili. Adresar je
aktudlné v beta verzi a obsahuje asi 300 katalogti VOD. Pocet sledovanych katalogti a frekvence ak-
tualizaci se bude postupné zvysovat.

Poskytnuté informace

Databaze je prohledavatelna podle rady kritérii. Upozorfiujeme, ze:

» vSechna metadata jsou poskytovana s maximalnim usilim;

 zahrnuli jsme moznost vyhledavat filmy podle originalnich nebo alternativnich tituld. Na stran-
kach vysledka se zobrazi pouze ptivodni nazev;

o zemé produkce uvadéji riizné zemé podilejici se na vyrobé filmu. Zemé produkce uvedend na



prvnim misté oznacuje zemi, ktera tidajné nejvice ptispéla k financovani filmu. Nejedna se o ofi-
cidlni statni prislu§nost filmu, jak je posouzeno narodnim filmovym fondem nebo narodnim re-
guldtorem.

I kdyz byla vénovana maximalni pozornost zajisténi presnosti, neni poskytovana zddna zaruka, ze
materidl neobsahuje chyby nebo opomenuti. Nasim cilem je udrzovat tyto informace aktudlni
a presné. Pokud budeme upozornéni na chyby, pokusime se je vyfesit. Miizete nas kontaktovat
ohledné jakychkoli technickych informaci v adresafi pomoci kontaktniho formulare.

Evropska audiovizualni observator (EAO) vznikla roku 1992 jako naslednicka organizace Eureka
Audiovisuel, jejim sidlem je Strasburk. Cinnost této instituce spo¢iva ve sbéru a $ifeni informaci
o audiovizudlnim pramyslu v Evropé. V soucasné dobé sdruzuje 41 clenskych stati a Evropskou
unii, zastoupenou Evropskou komisi. Je financovana ptimymi prispévky ¢lenskych zemi a prijmy
z prodeje svych produktt a sluzeb.

Poslanim EAO je poskytovat informace profesionalim v oblasti audiovize a tim také ptispivat k vét-
§1 transparentnosti audiovizudlniho sektoru v Evropé. EAO sleduje vechny oblasti audiovizudlniho
pramyslu: film, televizni vysilani, video/DVD a nova média. O kazdé z téchto oblasti poskytuje in-
formace ve sféfe trhu a statistiky, legislativy a financovani vyroby audiovizudlnich dél. EAO sleduje
a podrobné analyzuje vyvoj audiovizudlniho sektoru v ¢lenskych statech.

EAO vydéva Statistickou rocenku, mési¢nik IRIS se specidlnimi suplementy (v ti§téné i elektronic-
ké podobg), ucastni se riiznych konferenci a workshopii. Na webovych strankach EAO jsou vetej-
nosti dostupné tyto informacéni databaze: LUMIERE (obsahuje daje o sledovanosti filma distribu-
ovanych v evropskych kinech), IRIS MERLIN (informace o legislativé upravujici audiovizudlni
sektor v Evropé), databaze poskytovatelt AVMS. Informace o provozovani televizniho vysilani
v ¢lenskych statech obsahuje databaze MAVISE. V$echny tyto informace jsou poskytovany v angli¢-
tiné, francouzstiné a némdiné.

Nejvy$sim organem EAO je Vykonnd rada, v jejimz predsednictvi se kazdy rok stiidaji jednotlivé
clenské zemé.



Sbirka oralni historie
v Narodnim filmovém archivu

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

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 nadi kulturni historie.

Kontakt: kuratorka sbirky Marie Baresova
Marie.Baresova@nfa.cz
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