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Julie Miinter Lassen  (Aarhus University)
Jannick Kirk Serensen  (Aalborg University)

Curation of a Personalized Video
on Demand Service

A Longitudinal Study of the Danish Public Service Broadcaster DR

Abstract

National public service broadcasters are in their programming portfolio very different from global
streaming services. Public service is media with a mission, and with some very specific obligations,
e.g. to promote national culture. However, departing from the channel-oriented broadcasting herit-
age public service media are now also becoming popular streaming services. With the Danish pub-
lic service organization DR as our case, we analyze the tensions in the transition from channels over

video on demand to personalized recommendations.

Keywords
Public service media, curation, TV-channels, video on demand, personalization, Danish media

1 Introduction

An analysis of the use of video on demand (VoD) services in Denmark from September
2019 shows — not surprisingly — that Netflix is the most popular service: 56% of the Dan-
ish population use Netflix."” The second most popular VoD service in Denmark is, howev-
er, a service run by the oldest Danish public service broadcaster DR. Fifty per cent of the
population watch content on DRTV. What is interesting about these numbers is that the
two services are run under extremely different conditions: one is global, the other is na-
tional. One is commercial, the other is publicly financed. One aims at offering users what
they want, the other has obligations to provide a diverse program offer and create coher-

1) Det danske Filminstitut, Den Digitale Forbruger 2019: Kob, leje og streaming (Copenhagen: Det Danske
Filminstitut, 2019), accessed December 30, 2020, https://www.dfi.dk/nyheder/den-digitale-forbruger-2019.
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ence amongst the Danish citizens. And not least: one is very successful in its use of algo-
rithms, the other has just started the process of combining public service scheduling prin-
ciples with algorithms. In this article we analyze how DR has approached the challenge
from Netflix and other global VoD services in the light of public service obligations. By ex-
amining DR’s video on Demand service DRTV over a period of one year we discuss how
streaming strategies and personalized recommendations relate to high-level ideas of pub-
lic service. We shed light on the practice of PSB online curation, seeing publishing strate-
gies, interface design and algorithmic personalization as new tools for expressing the PSB
identity. We base our analysis on quantitative measurements of online program exposure,
on in-depth interviews with key PSM staft from DR, on analyses of interfaces, and on
studies of policy documents and news articles. The article is structured as follows: First we
introduce the notion of public service broadcasting and its core values to provide a back-
drop for the analysis of DRTV. Second, we shed light on the transition of the television
market from single TV channels over channel portfolios to VoD interfaces. We choose the
Danish PSB “DR” as a paradigmatic case to inform a general understanding of the rela-
tions between linear scheduling strategies, non-personalized VoD publishing strategies
and algorithmic (personalized) recommendation strategies understood as different meth-
ods for or way of performing content curation. Finally, we discuss the persistence of the
channel concept in a VoD context. We find that flow channel brands to a high degree are
present in the VoD interface serving as points of orientation for DRTV’s users. The strong
presence of particularly one channel brand — DR3 — can partly be explained through the
channel’s discontinuation as flow channel, partly through DR’ desire to strengthen the
VoD consumption for the channel’s target group. The channel concept is thus well repre-
sented in the DRTV VoD despite curation such as thematic rows (“collections”) that are
not centered around a channel. The page content is only to a little degree personalized. The
DRTYV VoD is thus more a continuation of DR’s flow channel curation strategies than a
novel type of curation.

2 Background

Private and public service broadcasters share many of the problems related to the transi-
tion to Video on Demand (VoD) and personalization, but public service broadcasters have
special obligations that make them particularly interesting as an object for study. One im-
portant distinguishing element of public service broadcasting (PSB) is that both the con-
tent production, the journalistic approach and the scheduling / publishing strategies not
alone are defined by what is popular among users and audiences, but also by program-
ming obligations defined in contracts with media regulators. These contracts etc. stress the
promotion of specific content and / or types of content both in the production and in the
broadcast scheduling. The exact obligations vary from country to country and among PSB
organizations, but the central observation is that the content exposure is shaped and influ-
enced by these obligations. The obligations have historically influenced the scheduling of
programming on broadcast as well the portfolios and identities of TV channels. It could
be assumed that these obligations also are expressed in the design and curation of online
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PSM services such as Video on Demand services, but this question is under-researched.
Also the question of how the obligations are reflected in the PSB / PSM use of algorithmic
recommendations is under-researched. This article attempts to address these under-re-
searched questions.

The above-mentioned obligations are rooted in the history of PSB having monopoly
on radio and TV in North European countries, and in the close affiliation of broadcast or-
ganizations with the respective nation states. PSB was from the beginning conceived as a
media political instrument to promote certain values, societal cohesion, and enlighten-
ment. Central programming values from the early days of broadcasting are thus still cen-
tral to the concepts of PSB and PSM. The first director general of the BBC, John Reith is
often referred as the source? of the public service mission — to Inform, Educate, and En-
tertain — although the US-based inventor of broadcasting, David Sarnoft, already in 1922
expressed similar ideas.” The public service values are typically rooted in an understand-
ing of societies as deliberative or participatory consensus-seeking democracies and based
on the independence of the public service organizations.” As formulated by former direc-
tor general at the Danish PSB DR, Christian Nissen: “Influencing the listener’s and view-
ers choices, and thus media consumption pattern is the very reason why public media
were established and why their existence has been upheld even in times of abundant me-
dia supply”® Public service media are thus value-driven. The core obligations have re-
mained until today despite technical and media political developments.

Despite the existence of public service broadcasting (PSB) for nearly a hundred years,
neither the notion of PSB nor its platform neutral successor “public service media” (PSM)
is clear. Academia has dealt with the concept for several decades and the research field
covers many aspects: While some scholars, e.g. Garnham, Scannell, Murdock, and Trac-
ey® have defended the public service organizations’ importance to society, others such as
Jakubowicz, Donders, Graham et al., and Doyle” have paid attention to how these media

2) John C. W. Reith, Broadcast Over Britain (London: Hodder and Stoughton, 1924).

3) AsaBriggs, The BBC — The First Fifty Years (Oxford and New York: Oxford University Press, 1985).

4) UNESCO, “Public Broadcasting Why? How?” (Paris: UNESCO, 2001), accessed May 18, 2021, http://unes-
doc.unesco.org/images/0012/001240/124058¢o0.pdf.

5) Christian S. Nissen, “No Public Service without Both Public and Service — Content Provision between the
Scylla of Populism and the Charybdis of Elitism,” in Making a Difference: Public Service Broadcasting in the
European Media Landscape, ed. Christian S. Nissen (Eastleigh: John Libbey Publishing, 2006), 69.

6) Nicholas Garnham, “The Media and the Public Sphere,” in Communicating Politics: Mass Communications
and the Political Process, eds. Peter Golding, Graham Murdock, and Philip Schlesinger (New York: Holmes
& Meier, 1987), 37-55; Paddy Scannell, “Public Service Broadcasting and Modern Public Life,” Media, Cul-
ture & Society 11, no. 2 (1989), 135-166, https://doi.org/10.1177/016344389011002002; Graham Murdock,
“Medier, Offentlighed og Marked: Kommunikation og Politisk Myndiggerelse i Kapitalistiske Demokratier;”
MedieKultur: Journal of Media and Communication Research 6, no. 13 (June 1990), 21, https://doi.
org/10.7146/mediekultur.v6il3.875; Michael Tracey, The Decline and Fall of Public Service Broadcasting
(New York: Oxford University Press, 1998).

7)  Karol Jakubowicz, “Bringing Public Service to Account,” in Broadcasting & Convergence: New Articulations
of the Public Service Remit, eds. Gregory Ferrell Lowe and Taisto Hujanen (G6teborg: Nordicom, Goteborg
Universitet, 2003), 147-165; Karen Donders, “State Aid and Public Service Broadcasting,” in Rethinking
European Media and Communications Policy, eds. Caroline Pauwels, Harri Kalimo, Karen Donders, and Ben
Van Rompuy (Brussels: VUB Press, 2009), 187-216; Andrew Graham, Christian Koboldt, Sarah Hogg, Bill
Robinson, David Currie, Martin Siner, Graham Mather, Julian Le Grand, Bill New, and Ian Corfield, Public
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are regulated and politically controlled. Others again e.g. Ytreberg, Lowe, Enli, and Ihle-
beek, Syvertsen, & Ytreberg® have studied the PSM from an institutionalized perspective,
focusing — among other perspectives — on the scheduling of the range of programs and
the relation to the audiences. Finally, within the last decades, a wide range of literature has
paid attention to the transition from PSB to PSM, that is what happens to the notion and
practices of the public institutions as the media become digital.”

Certain aspects however remain important despite the transformations of the institu-
tions from PSB to PSM and the scholarly discussions. One is the obligation to provide a
diverse and versatile program offer, and that (political) communication must be impartial.
Another core value is the emphasis on the national culture, language, and identity. Van
den Bulck describes how PSB became an important part of nation building in the middle
of the 20th century.!” Today the national public service organizations often verbalize
themselves or are verbalized by others as crucial counterpoises to global media, not least
regarding children’s content. The final important characteristic, we would like to highlight
in this context, also originates from the very founding of broadcasting, namely the idea of
universality.

When the radio and television stations were established, a crucial matter was to make
sure that the services were available nationwide.'” This was achieved via a network of
powerful relayed radio transmitters. However, as the distribution technology, competition
and media market have changed, the interpretation of universalism has developed.'? Uni-
versality is no longer only a matter of making sure the entire population can access the
PSB content. Van den Bulck and Moe instead focus on universality as content: both in the
sense of a universal appeal and as: “[...] the idea that PSM must cater to every specific

»

taste, even outside the mainstream”!® This is not something new: It has traditionally been

Purposes in Broadcasting: Funding the BBC (Luton: University of Luton Press, 1999); Gillian Doyle, Under-
standing Media Economics (London and Thousand Oaks and New Delhi: Sage Publications Inc, 2013).

8) Espen Ytreberg, “Continuity in Environments: The Evolution of Basic Practices and Dilemmas in Nordic
Television Scheduling,” European Journal of Communication 17, no. 3 (September 2002), 283-304, https://
doi.org/10.1177/0267323102017003687; Gregory Ferrell Lowe, ed., The Public in Public Service Media
(Goteborg: Nordicom, Goteborg Universitet, 2010); Gunn Sara Enli, “Defending Nordic Children against
Disney: PBS Children’s Channels in the Age of Globalization,” Nordicom Review 34, no. 1 (2013), 77-90;
Karoline Andrea Ihlebzk, Trine Syvertsen, and Espen Ytreberg, “Keeping Them and Moving Them,” Televi-
sion & New Media 15, no. 5 (2014), 470-486, https://doi.org/10.1177/1527476413479676.

9) Benedetta Brevini, “Under Siege by Commercial Interests? BBC and DR Online between the National and

European Policy Frameworks,” Interactions: Studies in Communication & Culture 1, no. 2 (2009), 203-215,

https://doi.org/10.1386/iscc.1.2.203_1; Karen Arriaza Ibarra, Eva Nowak, and Raymond Kuhn, eds., Public

Service Media in Europe: A Comparative Approach (Abingdon and New York: Routledge, 2015); Michal

Glowacki, and Alicja Jaskiernia, Public Service Media Renewal: Adaptation to Digital Network Challenges.

(Frankfurt a.M.: Peter Lang GmbH, Internationaler Verlag der Wissenschaften, 2018); Gregory Ferrell

Lowe, Hilde Van den Bulck, and Karen Donders, Public Service Media in the Networked Society: RIPE@2017

(Goteborg: Nordicom, Goteborg Universitet, 2018).

Hilde Van den Bulck, “Public Service Television and National Identity as a Project of Modernity: The Exam-

ple of Flemish Television,” Media, Culture & Society 23, no. 1 (2001), 53-69, https://doi.org/10.1177/

016344301023001003.

11) Trine Syvertsen, “The Many Uses of the ‘Public Service’ Concept,” Nordicom Review 20, no. 1 (1999), 6.

12) Jannick Kirk Serensen, “Personalised Universalism in the Age of Algorithms,” in Universalism in Public Ser-
vice Media: RIPE@2019 (Goteborg: Nordicom, Goteborg Universitet, 2020), 191-205.

13) Hilde Van den Bulck, and Hallvard Moe, “Public Service Media, Universality and Personalisation through

10

=
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an obligation that the PSB organizations cater to minorities. It is, however, interesting to
see how universality now can be interpreted in two somehow contradictory ways: as a
matter of addressing the entire population and as serving the niche audiences as well. This
development points to the fact that the notion of public service is transmutable and resil-
ient, which is a part of the explanation why these media institutions still hold a strong po-
sition 100 years after their foundation. The understanding of universality, the idea of a di-
verse and versatile program offer must now be put into practice under very different
technological conditions than when the broadcasters were given their initial mission. Fol-
lowing this, it is also relevant to shortly address the development of the notion itself: From
the middle of the 2000s it became widespread in academia to use the term “public service
media” instead of “public service broadcasting”. The point of this transition was to empha-
size the platform neutrality of the public service activities. In the next section we will elab-
orate on one aspect of this transition: the development of television from being programs
distributed on a single channel to being content available in an online catalogue.

2.1 From Single TV Channels to Portfolios and VoD Interfaces

The concept of “channels” has a long and strong tradition, rooted in the physical proprie-
ties of radio waves. Ellis'¥ and Johnson'® characterize the so-called broadcast era —
roughly from the 1930s to the 1980s — by a scarcity of channels. A consequence of the
limited number of channels was that the national governments in several western coun-
tries decided to distribute the few frequencies amongst broadcasters, military, and tele-
communication.’® As a consequence of the broadcast monopoly, universal geographical
coverage of the radio waves was made a policy goal or an obligation. The single or very few
available channels meant that in the broadcast era, the channel was “just” a means to dis-
tribute programs. However, with cable and satellite and new frequency bands, as well as
the liberalization of the TV market in the 1980s and 1990s, the number of TV channels
grew, and the role of the channel changed.

The programming policies of PSM have at all days attracted great attention. These pol-
icies not only represent the voice of the nation and of authorities, but also have to meet au-
dience interests and expectations. Thus, Bruun'” characterizes the schedule as a core gen-
re of television. In the early days of broadcasting typically only a single national channel
was offered to the audience. The single channel structure implied — and ensured — that
every listener received the same message, and the selection and composition of the pro-
gram schedule was an efficient way of collective agenda-setting. The single channel offered
not only a continuity of shared programs, but also created a collective rhythm of the day

Algorithms: Mapping Strategies and Exploring Dilemmas,” Media, Culture & Society 40, no. 6 (September
2018), 878, https://doi.org/10.1177/0163443717734407.

14) John Ellis, Seeing Things: Television in the Age of Uncertainty (London and New York: L.B. Tauris, 2002).

15) Catherine Johnson, “The Authorial Function of the Television Channel: Augmentation and Identity;” in
A Companion to Media Authorship, eds. Jonathan Gray, and Derek Johnson (Wiley Online Library, 2013),
275-295.

16) Tom Lewis, Empire of Air: The Men Who Made Radio (NY: Edward Burlingame Books, 1991).

17) Hanne Bruun, Re-Scheduling Television in the Digital Era. 1st ed. Routledge Focus on Television Studies
(London and New York: Routledge, 2020), https://doi.org/10.4324/9780429276309.
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and year, synchronizing the society."® However, urged by listeners, the BBC and later oth-
er public service radios already after World War II launched more radio channels to ac-
commodate for different tastes in music.'” The BBC Light Programme from 1945 is thus
the first example of segmented programming. The introduction of a multi-channel system
ended the broadcast’s initial close connection between the technical universality obtained
by the ubiquitous coverage of radio waves and universality in programming obtained by a
single channel. The PSB institution was not any longer only speaking with one voice. In a
metaphorical sense, broadcasting ceased to exist with the multi-channel system.?”

Johnson” and Light*? describe how the increased competition between the broad-
casters and the single channels made it necessary for the television companies to make
their channels stand out with clear and distinguishable profiles, addressing a specific au-
dience. According to Johnson the viewers kept to approximately 5-8 channels in spite of
the amount of channels to choose between.?® Thus it became “[...] increasingly important
not only for broadcasters to stand out in an ever more crowded marketplace, but also to
try to position themselves as one of the few regular channels for television viewing”*" A
distinct profile became an important instrument in the struggle between the channels to
be one of the selected few of the viewers’ choice.

Also, PSM organizations launched new targeted channels in the *90s and ’00s.2® Often
the portfolios consisted of a number of narrowly profiled channels along a popular main
channel.?® With the multi-channel portfolios the PSM programming policy shifted from
catering for diversity in the programming of one single channel to addressing diversity via
a portfolio of channels each with a specific focus. Thus, the schedulers on the public ser-
vice television channels had the important and challenging task to strike the balance be-
tween two somewhat conflicting missions. On the one hand it was (and is!) in the broad-
casters’ interest to retain the viewers on the channel/within the channel portfolio, while on
the other hand encouraging a consumption of a diverse range of programs that met all of
the public service obligations.?”

18) Sylviane Agacinski, Time Passing: Modernity and Nostalgia (Columbia University Press, 2003); Paddy Scan-
nell, “The Meaning of Broadcasting in the Digital Era,” in Cultural Dilemmas in Public Service Broadcasting:
RIPE@2005, ed. Per Jauert (Goteborg: Nordicom, Géteborg Universitet, 2005), 129-142.

19) Paddy Scannell, “Public Service Broadcasting and Modern Public Life,” Media, Culture ¢ Society 11, no. 2
(1989), 135-166, https://doi.org/10.1177/016344389011002002.

20) Julie Mejse Miinter Lassen, “DRs Tv-Virksomhed i Forandring: Programflade, Portefolje og Platforme” (Un-
published PhD dissertation, Copenhagen: Copenhagen University, 2018), accessed May 18, 2021 https://
static-curis.ku.dk/portal/files/209265845/Ph.d._athandling 2018_Lassen.pdf; Julie Miinter Lassen, “Multi-
channel Strategy, Universalism, and the Challenge of Audience Fragmentation,” in Universalism in Public
Service Media: RIPE@2019, eds. Mercedes Medina, Philip Savage, and Gregory Ferrell Lowe (Gothenburg:
Nordicom, Géteborg Universitet, 2020).

21) Johnson, “The Authorial Function of the Television Channel”.

22) Julie]. Light, “Television Channel Identity: The Role of Channels in the Delivery of Public Service Television
in Britain, 1996-2002” (Unpublished PhD thesis, Glasgow: University of Glasgow, 2004).

23) Catherine Johnson, Branding Television (London: Routledge, 2012), 85.

24) Johnson, “The Authorial Function of the Television Channel,” 283.

25) Jeanette Steemers, “Public Service Broadcasting Is Not Dead Yet: Strategies in the 21st Century,” in Broad-
casting & Convergence: New Articulations of the Public Service Remit, eds. Gregory Ferrell Lowe, and Taisto
Hujanen (Kungilv: Nordicom, Géteborg Universitet, 2003), 123-137.

26) Lassen, “Multichannel Strategy”.

27) Ytreberg, “Continuity in Environments”
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2.2 “The Scylla of Populism and the Charybdis of Elitism”

In the few-channel-environment, before private TV broadcasting was allowed in North
Europe, the different broadcast programming types (e.g. news, religious programs, music)
were produced in specialized PSB departments each responsible for one or several slots in
the broadcasting schedule. With the introduction of the “dual system” with private TV-
channels, public service broadcasters were forced to re-think the scheduling strategies and
dissolve the legendary “department-slot” scheduling principle.?® Furthermore, PSB or-
ganizations had to formulate in a more specific manner the public service element of their
programming. If this was too little distinctive, the accusation of unfair license-financed
competition was raised by private broadcasters. Conversely, if too many viewers aban-
doned the PSB channel, the very legitimacy of the institution and the license-fee would
disappear. In the multi-channel TV era, according to Nissen, PSB organizations thus
balanced between being too popular and too distinctive.’” Above-mentioned Nissen ex-
trapolated this logic into a VoD future arguing that also PSM in the content provision
would have to navigate between “the Scylla of populism and the Charybdis of elitism.”*"
As discussed by Serensen® the personalized exposure of PSB content could ease the nav-
igation, but would at the same time challenge central PSB concepts such as “universalism”
and “diversity”. In a fully personalized interface, every user would be presented to differ-
ent PSM content, possibly lacking a shared curation.

2.3 Video on Demand services

The video on demand (VoD) platforms that emerged during the 2000s and 2010s chal-
lenged the classic channel portfolio concept as both public and private media organiza-
tions started to offer their content on new platforms. Furthermore, from around 2010
broadcasters faced additional competition as international streaming services like Netflix,
Amazon Prime and HBO were introduced in countries outside the United States. This
movement has undoubtedly accelerated the integration of VoD services in the PSM activ-
ities.

Television on-demand differs from linear television to a degree that even though the
content might be more or less identical, distribution, arrangement, and reception are ba-
sically different between the two platforms. In three ways on-demand TV is different from
its predecessor, broadcast TV: The catalogue structure, interactivity, and the fact that in-
ternet-distributed television “[...] does not require time-specific viewing” as Lotz puts
it.*¥ Through a database or catalogue the viewer search and choose content themselves in-

28) Henrik Sendergaard, DR i Tv-Konkurrencens Tidsalder (Kobenhavn: Samfundslitteratur, 1994).

29) Nissen, “No public service.”

30) Ibid.

31) Ibid.

32) J. K. Serensen, “PSB Goes Personal: The Failure of Personalised PSB Web Pages,” MedieKultur 29, no. 55
(2013), 43-71; J. K. Serensen, “The Paradox of Personalisation: Public Service Broadcasters’ Approaches to
Media Personalisation Technologies,” (Unpublished PhD dissertation, University of Southern Denmark,
2011).

33) Amanda D. Lotz, Portals: A Treatise on Internet-Distributed Television (Ann Arbor: Michigan Publishing,
University of Michigan Library, 2017), 15, accessed May 18, 2021, http://hdl.handle.net/2027/spo.mpub
9699689.
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stead of viewing a flow of programs structured by schedulers. The number of programs on
a linear channel is limited by a timeframe: A linear channel can only broadcast 24 hours
per day. This does not apply for an online database: Capacity is no longer a matter of
broadcast hours. However, this entails other kinds of challenges. As Webster describes, the
online catalogues tend to be most comprehensive, to a degree that the user lose track of
things.*¥ Therefore, he argues, recommendation systems and personalization become
necessary.

Recommendations and personalization also become important in the fierce competi-
tion about the users’ attention among the tech and media companies. According to Tryon,
“[...] subscription video-on-demand (SVoD) services, such as Netflix, have ‘packaged’ the
television text through streaming archives that encourage users to watch episodes consec-
utively, especially through sustained periods of watching successive episodes, a practice
that has popularly become known as ‘binge watching”*® While bingeing traditionally is a
word used to describe a kind of excessive or unrestrained behavior, according to Tryon,
“Netflix, through its practice of releasing an entire season’s worth of episodes simultane-
ously, seeks to emulate this experience of liveness, in part by promoting the idea that view-
ers will be left out if they don’t watch new seasons as soon as they are available. Netflix in
particular works to promote the idea that streaming series simultaneously could revitalize
this shared sense of collectivity through its validation of the instant mode”>®

In the competition with the binge-strategy of Netflix and similar players, the PSM face
a difficult challenge: on the one hand they wish — and need to appear attractive to the us-
ers. Otherwise, they lose their importance to the society. On the other hand, they must
stand out as an alternative to the commercial services, adhering to their original task of of-
fering a diverse and versatile program offer, and supporting the national language, culture,
and identity.

3 Research question

This article examines, through a case study of the Danish PSM “DR’, public service media
organizations’ dilemma between optimizing their VoD services to match the streaming
competition and at the same time maintaining strong channel portfolios and identities.
The questions are: 1) What is the relation between channels, VoD interface and content?
2) To which extent are channel brands directly or indirectly present in the VoD interface?
By studying the curation strategies for VoD interfaces, this article sheds light on public
service broadcasters’ transformation to public service media organization.

34) James G. Webster, Marketplace of Attention — How Audiences Take Shape in a Digital Age (The MIT Press,
2016), 70-73.

35) Chuck Tryon, “TV Got Better: Netflix’s Original Programming Strategies and the on-Demand Television
Transition,” Media Industries Journal 2, no. 2 (2015), 106.

36) Ibid., 107.
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3.1 Approach

We approach the analysis of the DRTV VoD and DR’s flow TV with the concept of “cura-
tion”. Hereby we signify the (human) selection that makes TV content (programs) visible
for viewers and users in an interface. Since 2017 DR has used the term “curation” to de-
scribe the editorial arrangement of the DRTV landing page.”” Before this, several scholars
have connected the notion of curation with the television companies’ streaming services
and how these are structured.®® The notion of curation originates from the field of art his-
tory. Thus, Graham and Cook define the task of the curator as “caring for objects” and add
that the curator is basically: “[...] acting as a kind of interface between artist, institution,
and audience [...]”* The reason why it is an advantage for a public service media institu-
tion such as DR to verbalize its online activities as a matter of curation is that curation is
platform-neutral. By describing its role as the one of a curator, DR is emphasizing its ex-
perience and expertise in selecting and presenting programs independent of the platform.
In the VoD service the curation of the programs is expressed e.g. by the placement of con-
tent at the page; top or bottom — within or outside the visible part of the browser window;
by labels, headlines, categories, “collections” and other text descriptions of the content;
and visual emphasis of it via background color etc. We borrow our approach to the analy-
sis of VoD interfaces from Kelly (forthcoming)*” emphasizing the designed and scripted
nature of the interface.*)

4 Method

As case study, the Danish PSM “DR” has been chosen as a paradigmatic case*? based on
DR’s strong position in the relatively small Danish media market characterized both by
globalization and by the prominence of national culture and language programming pol-
icy. Even though Denmark is a small country — measured on both population and lan-
guage wise — DR is an important player internationally. First, DR is famous for its drama

37) DR, Redegorelse vedr. befolkningens brug af on demand samt erfaringerne med DRs tilrdadighedsstillelse af tv-
-programmer on demand (June 2017). Copenhagen, accessed December 16, 2020, https://www.dr.dk/static/
documents/2017/06/14/redegoerelse_om_dr_tv_aa65a3b7.pdf; Lassen, “Multichannel Strategy,” 146.

38) Johnson, “The Authorial Function of the Television Channel”; Inge Ejbye Serensen, “Channels as Content
Curators: Multiplatform Strategies for Documentary Film and Factual Content in British Public Service
Broadcasting,” European Journal of Communication 29, no. 1 (2014), 34-49; Gillian Doyle, “Resistance of
Channels: Television Distribution in the Multiplatform Era,” Telematics and Informatics 33, no. 2 (2016),
693-702.

39) Beryl Graham, Sarah Cook, and Steve Dietz, Rethinking Curating Art after New Media (Cambridge, Mass
and London, England: The MIT Press, 2010), 10.

40) J. P. Kelly, “Recommended for you: A Distant Reading of BBC iPlayer,” Critical Studies in Television: The In-
ternational Journal of Television Studies, forthcoming.

41) Daniel Chamberlain, “Scripted Spaces: Television Interfaces and the Non-Places of Asynchronous Enter-
tainment;” in Television as Digital Media, eds. James Bennett, and Niki Strange (Durham: Duke University
Press, 2011), 230-254.

42) Bent Flyvbjerg, “Five Misunderstandings About Case-Study Research,” Qualitative Inquiry 12, no. 2 (April
2006), 219-245, https://doi.org/10.1177/1077800405284363.
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series, which have won several international prizes and have been sold in several countries
all over the world. Second, and more relevant in this context, DR is a part of a very strong
tradition of PSM in the Nordic countries.” The Nordic PSM organizations are character-
ized by a (historic) noticeable level of support from the public as well as politicians.*” They
have for years attracted attention from other parts of the world.

The research questions are addressed both via quantitative and qualitative data related
to the case study. Via a longitudinal registration over 337 days of program content present-
ed at the web front page of DRTV’s VoD service* publishing trends can be characterized
quantitatively. The website has been accessed and documented on a daily basis from
March 1, 2019 to March 1, 2020, however with a few days missing due to technical prob-
lems. The VoD service is also available on other platforms such as smart phones, tablets
and smart TV but we limit our analysis to the web browser interface of DRTV. The head-
lines and program titles of the site, as well as the position of the content at the page, has
been stored in a database to facilitate the analysis. Qualitatively the article is informed by
in-depth interviews with Head of Scheduling at DRTV Henrik Birck, with Head of the DR
personalization project Jakob Faarvang, with then Head of DR Media Gitte Rabel, with
digital editor of DRTV Christian Boye-Roed, and with staff directly involved with the per-
sonalization of DRTV: Product Owner/DataOps Ulrik Dornonville de la Cour; Specialist
in Optimisation and Personalisation Seren Gjelstrup Jessen and UX designer Mads Nilsson.

5 Case study: DR

Founded in 1925 as Statsradiofonien (the State Broadcaster), “Danish Broadcasting Cor-
poration”) — short DR — was, until mid 1980s, the only national radio and TV station in
Denmark, a country of approximately five million Danish-speaking inhabitants. The mo-
nopoly lasted until 1983 where local community radio was initiated as a democratization
project. In 1988 a second TV-channel, TV 2, was launched as a result of a political desire
to “break” DRs monopoly on TV.* Facing the competition, the launch of TV 2 caused
fundamental changes in DR both to the commissioning, production and scheduling of TV
programs.*”) Despite the many new competitors that also entered the market the following
years, DR’s TV channels have however obtained a weekly reach of 71,6% and a share of
35,5% in total in 2019.*®

43) Trine Syvertsen, The Media Welfare State: Nordic Media in the Digital Era (Ann Arbor [Michigan]: The Uni-
versity of Michigan Press, 2014); Daniel Hallin, and Paolo Mancini, Comparing Media Systems: Three Mod-
els of Media and Politics (Cambridge: Cambridge University Press, 2004).

44) Cf. Benedetta Brevini, Public Service Broadcasting Online: A Comparative European Policy Study of PSB 2.0
(London: Palgrave Macmillan, 2013); Christian S. Nissen, “Introduction: What's so Special about Nordic
Public Service Media?,” in Public Service Media from a Nordic Horizon: Politics, Markets, Programming and
Users, ed. Ulla Carlsson (Goteborg: Nordicom, Goteborg Universitet, 2013), 9-16.

45) DR, accessed November 12, 2020, https://www.dr.dk/drtv/.

46) Politiken, “Radikalt nej til TV-plan,” Politiken, January 27, 1983, 10.

47) Sendergaard, DR i Tv-Konkurrencens Tidsalder.

48) DR, DR’ public service-redegorelse 2019 (May 2020), accessed December 16, 2020, https://www.dr.dk/static/
documents/2020/05/01/drs_public_service-redegoerelse_2019_59d1e890.pdf; DR, MEDIEUDVIKLINGEN
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5.1 DR’s Channel Portfolio

Until the launch of DR’s second TV channel DR2 in 1996, one single DR TV channel had
to cover all genres, e.g. news, children’s programs, fiction and current affairs. With the
launch of DR2, a distinct division of labor was introduced inspired by the BBC’s model.
DR1 was given the role of “our channel” with the popular, mainstream programs for the
entire population, while DR2 got the identity of “my channel” with programs for the nar-
row target groups: youth programs, science programs and programs about fine art. Thus,
the overall public service task was taken care of across the portfolio, not on the single
channel. Also, with the following channels (DRK and DR Ramasjang launched in 2008,
DR Ultra and DR3 launched in 2013), this strategy has been maintained even though the
channel profiles have been changed and the number of channels reduced.

The different channel profiles of the portfolio provide an insight into the challenges
DR has experienced over the years, not least the matter of competition. When the compo-
sition of the television channel portfolio was revised in 2014, it was decided to dedicate
three of the six channels to the younger audience groups: one channel (DR Ramasjang) for
the young children, one channel (DR Ultra) for the older children, and one channel (DR3)
for the young adults aged 15-39. The reason for this decision was the increased competi-
tion with new platforms and services such as YouTube, Facebook and Netflix. In 2020 the
six channels were reduced to three as a combined wish from DR and a political decision.
DR Ultra, DRK and DR3 ceased to exist as flow channels by the end of 2019. Instead, they

are, in different ways, continued as online universes.*’)

5.2 DRTV’s Video on Demand

DR’s VoD service has developed considerably over the last 15 years. This reflects shifting
approaches to the channel branding of VoD content. Throughout the history of DR’s VoD,
the hierarchy of web navigation has changed, reflecting the struggle between channels and
content in search of an organizing principle for the VoD service. The first version, launched
in October 2005, offered 31 videos: ten news programs, four documentaries, six entertain-
ment programs, five consumer programs, two under the label Science; and four targeted
children and teenagers.*” In 2010 the video on-demand service was relaunched, present-
ing a larger variety and number of programs. The new interface featured teaser texts intro-
ducing to the program content, listing of other programs in the same series, and tonight’s
broadcast schedule for the specific channel. The number of different available programs
grows, e.g. in June 25, 2012 one can find about 470 different titles.”” In December 2020, we

2019, accessed December 16, 2020, https://www.dr.dk/static/documents/2020/01/22/medieudviklingen2019
_0Ocl1ldlcb.pdf.

49) DR has announced that a new online universe called Minisjang will be launched in April 2021. The target
group is children aged 0-3, and the ambition is to take up competition with YouTube. Research has shown
that the youngest Danish children (and their parents) have a substantial media usage, which is currently not
met by DR.

50) DR, “nettv’, accessed August 3, 2019 through the Internet Archive Wayback Machine, https://web.archive.
org/web/20051026003719/http://www.dr.dk:80/drdkT V/html/nettv.asp

51) DR, “Nu: Alle programserier,” accessed August 3, 2019 through the Internet Archive Wayback Machine, htt-
ps://web.archive.org/web/20120625012356/http://www.dr.dk/nu/programseries. August 8, 2012 is the last
capture of http://www.dr.dk/nu/player/ by the Internet Archive Wayback Machine.
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can find more than 1400 videos — individual programs as well as episodes — in the alpha-
betical listing of DR’s VoD.*” More than 14.000 hours of TV has been available at DRTV
during 2019, according to DR’s public service account.”

Until 2012, the on-demand videos were subsumed the channel structure, using the
broadcast channels as organizing principle for the VoD content. An archived dr.dk web
page from 2010 shows broadcast channels as the primary categorizing principle, alphabet-
ical lists as subcategories. The navigational bread crumb text for the video “Dremmehav-
er” [Dream gardens] illustrates the channel hierarchy supplemented by an alphabetical
listing: “Du er her [you are here]: dr.dk > DR2 > D > Droemmehaver”* The reference to
the linear channel is in the 2012 interface removed, but the broadcast date and time is still
shown along the video.

During its 15 years of existence DR’s VoD service is increasingly being more and more
curated. In 2015 the interface of the streaming service was substantially developed, not
least in the numbers of programs being presented on the front page. Also, DRs role as a
curator is more visible in 2015 than in 2012, as named categories signal to the user that the
exposed programs have been chosen for a specific reason. The curation is also expressed
in the page layout. From 2012 to November 2019 video content was promoted on the front
page dr.dk/tv via five large pictures. The layout of the VoD page* distinguishes between
four different sizes of pictures / thumbnails of the video, clearly indicating the editorial de-
cisions.*® The newest, the most seen, the pre-views and the “last chance” videos are pro-
moted in separate sections along lists of genres and channels. In November 2019 this type
of visual emphasis of five specially promoted programs ceased when the current VoD in-
terface was launched under a new URL (dr.dk/drtv). In the new layout, all content is pre-
sented in horizontal rows, some high-lighted with background color as discussed above.

5.3 The Carousel and the Rows
The current interface layout of the VoD service has similarities with other VoD interfaces
featuring large revolving pictures at the top of the screen, followed by a number of rows
with medium-sized or smaller pictures. Each picture is a link to a TV-program, either an
episode, a single program, or a series. A logo in the corner of each picture signals the
channel brand of the video. The “News and Debate” row is emphasized with a dark gray-
blue color at the otherwise white background of the DRTV web page.

Below the carousel we see 17 to 25 rows with pictures, for the entire sampling period
we calculate an average of 21,5 rows. Each row represents what DR terms a “collection’, a
collection of program titles which in most cases are manually or semi-manually curated,

52) DR, “A-A;” accessed December 12, 2020, https://www.dr.dk/drtv/a-aa accessed 2020-12-12; included is all
video content available from a Danish IP address.

53) DR, DR’ public service-redegorelse 2019 (Tech. Rep.), 6, accessed December 16, 2020, https://www.dr.dk/
static/documents/2020/05/01/drs_public_service-redegoerelse_2019_59d1e890.pdf.

54) DR, “Dremmehaver,” accessed August 3, 2019 through the Internet Archive Wayback Machine, https://web.
archive.org/web/20100416013345/http://www.dr.dk/DR2/D/Droemmehaver/.

55) DR, accessed September 28, 2019, https://www.dr.dk/tv.

56) DR, “SE TV, accessed August 3, 2019 through the Internet Archive Wayback Machine, https://web.archive.
org/web/20120914232554/http://www.dr.dk/tv.
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Row Labels / Row Number 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26 |Grand Total
NYT FRA DR3 209338 25 18 5 N34 22 8 10 9 7 191
DANSK DRAMA | VERDENSKLASSE 19 3 F21NgEaRND3) S 2 36 28 14 8 8 191
ALTID GODT SELSKAB 3 119270nly 7 18| 5 4 4 13 12 §268 19 5 191
DE NYESTE DANSKE DOKUMENTARER 1 §278800) 11 P21es) 8 11 10 11 2 157
DE STPRSTE PROGRAMMER LIGE NU 12 29 31 1 14 28 27 5 2 149
UGENS FIKTIONSSERIER - NYT HVER FREDAG 16| 5 §25) 13 6 4 4 1548y 15 5 139
Kom med bag facaden 107 3 8 4 '14829803) 5 104
Skaebner fra en vild verden - pa under 10 minutter 112806 4 2 1 S 6 B 12012 2 104
De bedste fiktionsserier fra DR3 1 5 4 1 5 16 8 1NN 3 8 8 2 104
Mest sete pd DRTV " o] 2 2 2 3 glo] 2 104
Det bedste fra DR2 Temalgrdag 10151 3 3 7 4 [12p@8g23) S5 104
Danske i 2 1 19 18 34 16 12 2 104
D¢ pé DRTV - ugens udvalgte 1958 1 1 g7 4 O pSigons 5 3 104
Danske film 1 §18) 12 gSgR20) 11 8 2 103
Store dramaserier 4 6 28 36 8 8 8 2 100
HUDL@ST ARLIGE DOKUMENTARER 4 9 ol 17 a 8l 87
DANSKE TALENTFILM 4 9 o 17 A B el 87
DE BEDSTE SERIER FRA DR3 2 8 25 12 19 18 3 87
SKZBNER FRA EN VILD VERDEN — PA UNDER 10 MINUTTER 1 10 23 14 1 29 9 87
ANMELDERROSTE DOKUMENTARFILM 4 9 jom 17 2. 8 i 87
KRIMISAGER FRA VIRKELIGHEDEN 4 9 NaN 17 2838 1 87
DOKUMENTAR PA DRTV — UGENS UDVALGTE 2 19 33 33 87
NYHEDER OG MAGASINER 6 1 34 28 11 1 1 82
SIDSTE CHANCE 1 8 48 17 2 1 1 78
KRIMI- OG SPANLC 2 36 29 10 77
ST/ARKE NORDISKE DRAMASERIER 1 11 gas) 11 72
KLAR TIL KLIMAKAMP 5] 4 3 7 12p%4 10 3 71
MEST SETE S jioggs) 3 60
De staerkeste DR3-dokumentarer 4 3 NEBENEN 6 57
Kom i julestemning 3 15 4 4 1 14 11 43
BAG NYHEDEN — KORT FORTALT 29 5 6 41
MED ANDRES ORD - TAT PA DANMARKS ST@RSTE FORT/ALLINGER 7 14 1 7 11 40
Nyt fra DR2+ 30 6 1 37
Personlige forteellinger du kan maerke 1 1 & 3 '8 6 2 36
DANSKE DOKUMENTARER 1 BONEIRN7, 8 8 34
Nyt ar - et bedre mig? 1 5 12 11 2 31
AKTUELLE PROGRAMMER 2 3 6 30

Figure 1: The hierarchy of DRTV'S collections: The number of days collections have been shown at different row num-
bers, with total number of exposure days in the Grand Total column. Row number 2 is positioned at the top of the
page, directly under the revolving “carousel”. Plot for collections present 30 days or more in the data set. Time-span:
2019-08-13 to 2020-03-01 (191 days)

see the later section on personalization. We observe a high degree of stability in the expo-
sure of a subset of the row headings — the titles of the “collections™ 15 row headings are
present more than 50 percent of the days, five row headings are present every of the 191
days in the data set.”” Other seven row titles are present more than 40 per cent of the
days.®® In figure 1 we observe a certain stability in page position of collections that dem-
onstrates a hierarchy of DRTV’s collections.

Some collections are centered on a theme, e.g. “Klar til Klimakamp” (“Ready to fight
for the climate”) while others refer to a linear TV channel, or a genre. Seven of the collec-
tions contain documentary, current affairs or news programs, while five collections con-
tain drama or crime content. Two collections contain “feel good” videos, e.g. on lifestyle
or infotainment. Three collections are promoting specifically Danish content, e.g. “New
Danish Documentaries” or “Danish World-class Drama’, while one collection promotes

57) “Dansk drama i verdensklasse”, “De bedste fiktionsserier fra DR3”, “Dokumentar pa DRTV — ugens udval-
gte”, “Nyt fra DR3”, “Skaebner fra en vild verden — pé under 10 minutter”. Row headings are unfortunately
not documented in the dataset before August 13, 2019 due to a technical error.

58) Row titles as on screen: ‘ANMELDERROSTE DOKUMENTARFILM”, “DANSKE”, “HUDL@ST ZARLIGE
DOKUMENTARER’, “KRIMISAGER FRA VIRKELIGHEDEN”, “NYHEDER OG MAGASINER’, “SIDSTE
CHANCE”, “KRIMI- OG SPANDINGSSERIER”. Over time DRTV uses both majuscules and minuscules

for row titles.
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“Strong Nordic Drama”. Finally, some collections are more functional showing “Most Pop-
ular” or “Last chance” (for viewing), or “live now”. Continuously new collections are add-
ed, while other are removed as VoD page editors react on planned and unforeseen events,
e.g. elections or theme-related campaigns run across the whole media organization. The
only channel that is explicitly mentioned in the VoD collections is DR3, the youth-uni-
verse, via collections named “News from DR3” and “The best series from DR3”. DR3 is
present throughout the entire sampling period. Out of 65 different row headings over the
sampling period, the word “DR3” is present in six of these with an aggregated exposure of
in total 473 days. Scrolling down the page we see some rows are highlighted with a back-
ground color. The row “Nyt fra DR3” (News from DR3) is from January 22, 2020, high-
lighted consistently with a pink color, reflecting the channel’s new life as an online-only
option. While DR3 is explicitly mentioned in four of the collections shown in figure 1
(“News from DR3”, “The best fictional series from DR3”, “The best series from DR3” and
“The strongest DR3 documentaries”) and indirectly referred to through the title “Totally
honest documentaries” (Hudlest arlige dokumentarer) — a catch line for the DR3 brand,
DR2 is referred to twice: “DR2 Theme Saturday” and “News from DR2+7, the latter high-
lighted in the interface with a brown-yellow color. The main channel DR1 is not men-
tioned in any of the collection titles, but if we take a closer look at the collection “The big-
gest programs” 52 per cent are DR1 programs. Both the “News from DR2+” collection and
the “News from DR3” collection are — with small deviations — located at the same place
in the interface in the sampling period, see Figure 2.

Bruun uses the notion of the broadcast scheduling strategy of “tent-poling” to describe
the advantages of a VoD landing page.”® “Tent-poling” is the scheduling principle where
two strong programs are placed around a weaker (a less popular or a new) program with
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Figure 2: The positions of the “Nyt fra DR3” and “Nyt fra DR2” rows at the DRT'V front page over 191 days (2019-
08-13 to 2020-03-01)

59) Bruun, Re-Scheduling Television in the Digital Era, 95.
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the ambition of lifting the viewing figures of the weak one.*®® Following Lotz,*" Bruun
points out that on the VoD landing page only the “tent-pole programs” are necessary, not
the weaker programs that are used to fill out the schedule of the linear broadcast chan-
nel.®? This is clearly reflected in our findings: It is DRs own productions, the expensive
programs, and/or the “big” programs that also is/would have been broadcast during prime
time that is exposed on the VoD landing page, and especially in the top collections.

5.4 Visibility of Programs

The empirical observations indicates that a VoD interface is not a simple database of con-
tent that can be accessed by users. Johnson describes how a hierarchy is created when the
content of an online streaming service is arranged on a vertical axis.®” The programs that
are visual when the user enters the service will, naturally, get more attention than the pro-
grams placed further down. The same goes for the horizontal axes; the further to the right,
the less attention. In case of DRT'V, four to six programs — depending on the size of the
still photo that represents the program — are visible to the user without horizontal scroll-
ing (with a browser width of approximately 1300 pixels). Of the in total 112592 program
items shown during the sampling period (4589 unique program titles), 3073 items were
shown in the carousel at the top of the page (1149 unique titles). Below the top carousel
109519 items were shown throughout the sampling period, representing 4311 unique pro-
gram titles. Of these 27952 items (1934 unique) are placed at visible part of the rows (as-
suming six visible items) whereas 81567 items are only visible when the user scrolls hori-
zontally. Only one third of all program items are visible without horizontal scrolling.
However, if we look at unique program titles over the whole sampling period, we see that
four out of five program titles have been shown in the visible part of the page at some point
of time.®” See Table 1 for an overview.

All Program Unique Program
items titles
Total no. of items in the data set 112592 4589
Items shown in carousel 3073 1149
Items shown in rows below the carousel 109519 4311
Items below the carousel, visible without horizonal scrolling 27952 1934
Items below the carousel, not visible without horizonal scrolling 81567 2377

Table 1: Distribution of Programs at the DRTV page, March 2019-March 2020 (337 days sampled)

60) Susan Tyler Eastman, and Douglas A. Ferguson, Broadcasting / Cable Programming Strategies. 5th ed. (Bel-
mont CA: Wadsworth, 1997). See also Susan Tyler Eastman, and Douglas A. Ferguson, Media programming:
Strategies and practices (Boston: Wadsworth, 2012).

61) Amanda D. Lotz, The Television Will Be Revolutionized (New York and London: New York University Press,
2014).

62) Bruun, Re-Scheduling Television in the Digital Era.

63) Catherine Johnson, “Beyond catch-up: Vod interfaces, itv hub and the repositioning of television online,”
Critical Studies in Television 12, no. 2 (2017), 121-138.

64) Personalized or random composition of the sequence of items in the row could result in another number of
“invisible” items.
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5.5 Channel-presence in the VoD
The representation of channels in the VoD — expressed via the labelling of the VoD con-
tent with channel logos — has also changed over the years. In 2010 no channel logos were
attached to the presented programs on the front page of DRTV. In 2015 some of the pro-
grams had the logo from the linear channel on which they were originally broadcast, while
others did not. In 2020 channel logos were used as “headlines” for some of the rows and
programs presented in the carousel were consistently marked with channel brand logos, as
described above. The rest of the thumbnail pictures contains no channel logos. According
to one of the editors of DRT'V this praxis reflects an ongoing discussion in DR concerning
the role of the channels in the online universe: While some want to make DRTV an inde-
pendent VoD platform with little or no connection to the linear broadcast channels, oth-
ers have argued that having a channel logo in the online universe is an important indica-
tion of the programs’ “flavor”, style and expression, that can help the viewer to decide what
program to watch. Besides the presence of channels at the DRTV front page, each channel —
also the online-only brands such as DR3 and the children’s DR Ultra — have own pages
with content recommendations and alphabetical program overview at the site, e.g.:
https://www.dr.dk/drtv/drl. Channels are present in the DRTV front page also in a more
indirect way. When browsing the interface viewers of the linear channels may recognize
program brands from the flow schedule at the VoD page. To examine this possible syner-
gy between linear TV and VoD we have calculated the percentage of program titles shown
in the VoD also appearing in one or more flow channel schedules.

In Figure 3 we see the development for channels over one year, for the whole page:
DR1 has a slightly increasing share, while DR3 and particularly DR2 has a declining share.

100
— DR1 - DR2 DR3 — DRK — DR Ramasjang -+ DRUltra

Number of unique programmes
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Figure 3: DR flow channel programs present at the DRTV front page, March 2019 — March 2020 (337 days sam-

pled) with trendlines
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Figure 4: Distribution among channels in percent for  Figure 5: Distribution among channels in percent for
DR flow channel programs present at the DRTV front DR flow channel programs present at the DRTV front
page, March 2019-March 2020 (337 days sampled),  page, March 2019-March 2020 (337 days sampled),
page top — first three rows whole page

DR Ramasjang and DR Ultra are only sporadically present in the VoD. DRK is throughout
the sampling period present, but at a low level. This reflects the fact that the linear channel
DRK ceased to exist in January 2020. In Figure 4 we see the distribution among the chan-
nels for program titles in the upper three rows (carousel and two rows below). DR1 leads
while the small children’s channel DR Ramasjang is barely visible. However, DR Ra-
masjang and DR Ultra have their own entrances subsumed the front page of DRTV. In
Figure 5 we see the similar calculation for all program titles.

When we analyze the videos being marketed in the most prominent way — via the
slide show (carousel) — we see a clear dominance of videos from three of DR’s six channel
brands. Over a period of 337 days from March 2019 to March 2020 we have registered the
content in the slide show and on the page. We find that the mainstream channel DR1
dominates in exposure, both in the whole page and in the top three rows. The DR1 chan-
nel is present in the carousel 321 of the 337 days. With some margin the linear channel
DR2 and the online-only brand DR3 follows, but when we look at the entire page DR3 is
the most exposed channel brand of the two. Programs from the DRK channel, specialized
on culture, are only shown 80 of the 337 days, whereas DR3 programming is present in the
carousel 277 of the 337 days, and DR2 270 days.® Videos from the children’s channels are
very close to absent. In the linear world DR1 continues to be the main channel, aimed at
the entire population. The programs deemed most important by DR are scheduled at the
main channel, and DRI is prioritized also financially. Our data shows that the prioritiza-
tion of content at the front page of DR’s VoD service follows the prioritization of the
broadcast channels, except for a greater emphasis on the youth-segmented channel brand
DR3. This exemplifies a paradox: a once linear brand is used to promote content in a VoD
interface. According to Henrik Birch, head of publishing in DR, DRTV is for all age and

65) In some cases, videos belong to more than one channel.
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target groups. But at the same time, he admits that DR has a special focus on appealing to
the younger audiences, those who are leaving the linear television medium and use
streaming services instead.® When we thus see a strong emphasis of the DR3 channel in
the VoD interface it is also important to note that the linear channel has been closed. This
has — not surprisingly — meant a decline in DR3’s viewing figures,*” and the channel
brand “needs” a prominent position in the VoD to (continue to) be visual in DR’s online
offer.

Drawing on Johnson’s®® terminology, DRTV is what we could term “TV native’, that is
a VoD service that originates from a broadcaster. This provides the service with a strong
brand, but also entails some challenges regarding the transition from linear to VoD: A
very simple, but still important issue to decide is to what extent the broadcast channels
should continue their existence online? As stated above: For the linear TV service the
channels are important identity markers. The channels guide the viewers in their choice,
and the channel logo plays a key role in linking each program to a specific channel and
thus gives it a certain identity: Is this a program intended for the young viewers, is it high-
brow, or is it mainstream? In an online VoD service the channels cease to exist, and the
channel logos become redundant. However, if we look at the way DR uses the channel log-
os in the VoD service we find that practices have changed over time — and that the cur-
rent use expresses an uncertainty.

6 Personalization

Behind the DRTV’s interface an advanced publishing software system since November
2019 enables both personalization and algorithmic composition of collections. One of the
authors of this article has via in-depth interviews over four years followed and analyzed
the process of selecting and implementing the new system.® After about five months
where the algorithm was trained to learn from users’ behaviors, the system for personal-
ized recommendation of DRTV content was launched April 2020.7” One of the objectives
of the personalization project was, according to the former project leader Jacob Faarvang,
to address the shortcomings in user-friendliness. A survey commissioned by DR had
shown that DR’s VoD was perceived as less user-friendly by users compared to other VoDs
in the Danish market, e.g. Netflix and the Danish PSM competitor “T'V2 Play”, lacking
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functionalities such as recommendations, storage of personal favorites and “remember
me”’Y The new DRTV is not DR’s first attempt to personalize the content. Sgrensen’ de-
scribes how DR 2006-2011 developed and launched a customizable interface that allowed
users to compose their own news page, inspired by the then popular RSS customization
service Netvibe.”” Despite many technical endeavors to develop the customizable page,
the users showed very little interest. The concept of customer sovereignty remained how-
ever of importance to DR. Head of dr.dk Nicolai Porsbo stated in 2010 in a press release
that the intention with the VoD service DR NU is to signal that users themselves decide
what and when to watch.”

Although the new VoD publishing system — provided by one of the commercial TV
industry’s major software providers, Think Analytics — enables very sophisticated pub-
lishing strategies such as micro-segments based on user behavior, dynamic creation of col-
lections, personalization, and advanced conditional business rules, DRTV’s current use of
the system is limited to a few rows / collections. This contrasts the original visions where
the system was seen as a tool for innovating DR’s publishing strategies (Serensen, 2020a).
The limited personalization is partly caused by problems with DR’s metadata which not in
all cases is suitable for personalized recommendations as it is based on high-level content
categories used for public service audit reporting and budgeting as e.g. in DR’s public ser-
vice account.” The personalization is partly also curbed by technical performance prob-
lems, and by the obligatory GDPR-motivated cookie consent dialogue box. About 40 per-
cent of DRTV’s users decline the cookie consent. This leads not only to less precise
personalized recommendations for these users, but also to a generally lower quality of rec-
ommendations.”

The personalization of the VoD service is, from an organizational perspective, not an
independent data optimization project but is an integrated a part of DRTV’s curation ac-
tivities. It is placed in the scheduling department. An optimization specialist configures,
in collaboration with the DRTV editors, the personalized collections. It is to him and the
editors essential to keep DR’s “tone-of-voice” — the appearance of DRTV to users; the
quality of the algorithmic recommendations should be as good as human editors’ cura-
tion. The personalization is not an objective in itself, but is one of many tools for the cura-
tion. A hybrid form of personalization can be seen in some collections / rows: The pro-
grams are selected by a human editor but the sorting order is personalized by the algorithm
to predict the programs that are most likely to be seen by the specific user. In this way pro-
grams will be exposed in different orders, except for e.g. the first one or two items which
can be manually locked by an editor. It is expected that this method will give a higher ex-
posure of programs that otherwise would hide behind the horizontal scroll button, and
thus it may contribute to increasing the exposure of DRTV’s entire catalogue.
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The introduction of algorithmic recommendation at DRTV opens many new opportu-
nities for bundling content. The composition of collections can be personalized, and col-
lections can even be generated based on user preferences. The new possibilities trigger,
however, also many questions: What will be the future of manually curated channels and
collections? Will filter bubbles emerge? How are DR’s public service mission and obliga-
tions reflected in the algorithmic recommendations? For PSM, recommender algorithms
challenge both values and objectives.”” While the objective of commercial platforms alone
may be to increase consumption and loyalty, e.g. via personalized recommendations,” the
editorial policies and the PSM objectives introduces additional requirements to the algo-
rithms.”” Thus a number of questions emerge, e.g.: How should the objective of recom-
mending diverse programming be interpreted in algorithms, how should filter bubbles be
avoided?®® While having the attention of PSM organizations, these questions are still to be
answered.®) The introduction of algorithmic recommendation in media has resulted in a
number of publications that either discusses the normative tensions between personalization
and public service media or the general change of power as algorithms make decisions
previously taken by humans.®? The algorithmic selection of content is inexplicable and not
accountable to humans.*® The use of the popular algorithmic method collaborative filter-
ing can result in a too narrow set of recommendations caused by over-fitting in the calcu-
lation of correlations.*” Popularized by Eli Pariser® (2011), the concept of filter bubbles
echoes thus a general concern of social fragmentation of societies, cf.: Putnam (2000)%
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and a fear of losing agency to the machines. However, after a decade with media personal-
ization it has proven difficult to show empirically that algorithms create filter bubbles.®”

DR applies a pragmatic black-box approach to the algorithmic opacity.* Aslong as the
output of the algorithm can be inspected, the exact processes of the recommender system
are less relevant. This approach may be relevant despite its opacity. Serensen (2020) dis-
cerns between different levels of control, observing that the basic algorithmic principles
are the same (more or less) for all recommender systems.® These are thus less interesting
as objects for control and inspection than the configuration of the specific recommender
system and the data it is fed with, e.g. the quality of the metadata and amount of user-be-
havioral data used for the calculations. The effect on the exposure of the content through
personalization is yet to be seen, but as most of the content shown at the new page still will
remain manually curated, the immediate effects of personalization will probably be small.
The current success of dr.dk/drtv does not put a pressure on DR to optimize exposure with
the help of personalization, instead algorithms can be used to display a bigger part of
DRTV’s catalogue. Maintaining distinctiveness not only in the programming but also in
the curation may be both a media political advantage and presenting users with a distinct
and recognizable product. Being curated by editors and not personalized by algorithms
may be a better value proposition — and something DR verbalizes in the media political
negotiations. The 2017 edition of DR’s public service report stresses that DRTV should be
offered to users on equal terms with DR’s flow channels, furthermore that DRT Vs content
and the curation should be distinct from commercial streaming services. Finally, the re-
port promises, without too many details, the development of a “public service algorithm”.
The emerging question is whether algorithmic recommendations in a PSM context can be
applied in other ways than those perfected by Netflix and other tech-companies? DR’s first
steps into algorithmic recommendation are however both small and careful.

7 Discussion

The growing importance of streaming services puts legacy broadcasters in a dilemma in
respect to exposure and bundling of content. Broadcasting schedules that traditionally
centered on main- and niche channels now must co-exist with VoD offers, triggering e.g.
the question whether new attractive content such as series episodes should be published
first in the VoD interface or only after broadcast. Another, more fundamental problem is
the evolution of channel curation and channel identity: What is the relation between
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channel identity and curation in a broadcast context, and the exposure of content online?
Does it make sense in the presentation and marketing of the content online to maintain
the reference to the broadcast channel where the content also has been shown? It will be
interesting to see whether channel brands such as DR3 will remain strong indicators of cu-
rated selections in a personalized VoD or whether new labels and brands will take over
their place. This should be seen in relation to the media-political construction of channels,
exposure, and scheduling as signs of the fulfilment of public service contracts, and as in-
terpretation of public service values. For now, we can note that the use of channel logos in
DRTYV falls between two chairs: between continuation and elimination.

For media organizations, streaming is a familiar continuation of the broadcast (as also
described by Bruun®” in her study of the Danish TV organization TV 2), but personalized
recommendations have a disruptive effect on traditional programming and scheduling
methods. As pointed out above, it is within the remit of the legacy PSB to address and
strengthen the societal cohesion. But whereas Netflix, according to Tryon, seek to create a
sense of collectivity through collective binge-watching experiences, a PSM organization
such as DR is also obliged to provide a versatile and manifold program offer. While it has
never been required of DR to ensure a diverse reception, there is, however, an implicit ex-
pectation that a versatile supply can stimulate diversity of reception.’” The study of
DRT'V’s use of personalization®” shows that maintaining the unison organizational voice
expressed in the linear TV publishing strategies and in the manual curation of VoD inter-
faces is more important to PSM organizations than the potential optimization of exposure
and consumption that one could hope from personalized interfaces. Put differently: PSM
organizations’ success criteria may be less driven by the kind of economical optimization
one would see in a commercial context, but more driven by the creation and maintenance
of a collective shared experiences of ideas. The user’s consumption of high-profiled pro-
gramming related to strong channel brands may be more important for the PSM organi-
zation than the economical optimization of the utilization of the long tail specialized con-
tent powered by sophisticated and complex algorithmic systems, as used e.g. by YouTube.*®
In balancing the interests of creating a strong “we” versus serving particular needs of a sin-
gle “me’’? the “we” wins internal organizational discussions, backed by the path-depend-
encies in PSM policies, despite rhetoric about customer sovereignty.
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8 Conclusion

Public service media organizations are still split between serving the broadcast audience
with channel curation and VoDs that compete with streaming services. However, the pub-
lic service obligations, missions, and values place PSM organizations in another position
than those of the streaming services. In this article we have argued, with Danish DR as
case, that not being Netflix is actually a productive position for the legacy public service
broadcaster, as the institution can curate the content with very specific values in mind.
This can be observed in how differently personalization is approached, and in DRTV’s
very active curation of a selection that is offered more or less unchanged to all users re-
gardless of viewing habits or preferences.

The recommendation and curation strategies of DR reflect rather a traditional chan-
nel-oriented public service agenda-setting than an attempt to optimize viewing: The VoD
seems both wanting to reinforce the DR1 brand, promote the less used DR3 brand, and
promote content with a strong affiliation with the DR public service brand: documenta-
ries, news, and drama. This signals a clear public service distinctiveness. Provocatively, we
could argue that the VoD page acts more as a traditional agenda-setter than a free-choice
interface for customer sovereignty “on demand”. Users are nudged to see certain content
via the positioning of content elements at the VoD page. The visual organization of the
DRTV VoD interface signals curation and editorial prioritization.

Personalization will thus not mean optimization towards narrow user interests, rather
it will be a sorting of the already curated collections to optimize for different users. In this
sense, also the algorithmic recommendations are curated, however now in a more indirect
way. The new personalization technologies are thus, despite their assumed power in opti-
mizing exposure and consumption, subsumed the idea of curated channels and themes
common for all users. The on-demand interface thus reflects a broadcaster agenda-setting.

PSM obligations such as promoting national culture and language are more explicitly
visible at the VoD page than values such as diversity. These values are rather being ex-
pressed via the content. The composition of the VoD represents a half-way attempt to
abandon channels as curated collections of content, towards curation centered on topics,
genres, and themes. The VoD thus represents a step away from channel editing but re-
mains an expression of explicit curation.
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Abstract

Building an audience is currently the most challenging task for national film industries in Europe.
This article scrutinizes this challenge by focusing on a specific European region — the post-Yugo-
slav one. Following the disintegration of Yugoslavia, a large joint film market which regularly pro-
duced highly successful films was replaced by seven national cinemas. In industry terms, these cin-
emas operate in a very different context from that of the former Yugoslavia, including no integrative
film policy, fragmented territories and audiences. Yet a number of post-Yugoslav films have man-
aged to reach a significant national and/or regional audience.

Relying on the concepts of low-brow, middle-brow, high-brow cinema and the ideal European
co-production, and using data from the LumierePro database and national film centers, we map out
films that achieved success domestically and those that managed to traverse national borders, in or-
der to understand what attracts domestic, regional and (occasionally) international audiences. We
also identify the main obstacles to a better box-office of post-Yugoslav films and discuss possible
policy steps to remedy them. For this, we analyze film texts, production processes, as well as obser-
vational data from two industry events.

Our analysis paints a complex picture. While audiences across the region do differ, some the-
matic and style preferences are shared — a situation that can be harnessed through the development
of quality regional ideal European co-productions. But new distribution strategies are needed, to-
gether with more scholarly efforts to understand the audiences and their engagement.

Keywords
popular cinema, post-Yugoslav region, ideal European co-productions, Serbia, Croatia, Yugoslavia
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Introduction

Building an audience is currently the most challenging task for national film industries
in Europe. While the past several decades have seen a massive cross-border movement
of European film professionals and a surge in the number of European films, those films
only occasionally attract a wider (inter)national audience. This is due to multiple reasons.
First and foremost, the European continent is fragmented linguistically and films in local
languages are not likely to appeal to foreign distributors. At the same time, due to the rules
of geo-blocking and territorial exclusivity, many European films remain technically inac-
cessible to European audiences outside the home territories. Global streaming platforms
like Netflix, HBO or Disney+ offer plenty of popular content in English and thus addition-
ally alienate the European audiences from local and European titles. Moreover, despite nu-
merous distribution subsidies administered by European public film funds, the theatrical
windows of European films in many territories remain too short and the promotional
campaigns too conservative to prompt communication with wider audiences.

This article scrutinizes these challenges by focusing on a specific European region —
the one that emerged after the breakup of Yugoslavia in 1992. The post-Yugoslav countries
make an illuminating case as they nominally have the potential to avoid some of the above
challenges. For example, the region knows almost no linguistic barriers as the local lan-
guages (except for Kosovo) are either identical (Serbian, Croatian, Bosnian, Montenegrin)
or similar (Slovenian and Macedonian). Producers from these countries actively engage in
regional co-productions. The largest regional film festival — Sarajevo Film Festival — of-
fers networking infrastructure for the regional film professionals. Finally, the post-Yugo-
slav audiences share the legacy of having lived in the same country for decades, which im-
plies some commonalities when it comes to their taste in popular culture. There are indeed
examples of films from the history of Yugoslav cinema that attracted large audiences with-
in (and outside) Yugoslavia. Many of these films were either low-brow comedies or Sec-
ond World War epics, but some of them were also dramas that attracted audiences with
their controversial depictions of WWII and the everyday life of Yugoslavs. Echoes of this
audience loyalty to local films are still present. As we discuss in this article, there are a
number of recent films that generated solid admissions within the individual post-Yugo-
slav states, but also across the region. However, the situation is far from the glorious days
of Yugoslav cinema.

The purpose of this article is to systematize popular genres in the (post-)Yugoslav re-
gion as well as to discuss possible policy actions that can bring audiences in the region
closer to local films. Relying on four concepts which we elaborate on below — low-brow,
middle-brow, high-brow (art) cinema and the ideal European co-production — we map
out the films that were successful in their domestic post-Yugoslav markets, as well as those
that managed to successfully traverse national borders, achieving distribution and some
success in the post-Yugoslav and occasionally also the European film market. Due to the
lack of comprehensive data for all post-Yugoslav states, but also the fact that they consti-
tute the two largest national film markets, we focus primarily on two countries: Croatia
and Serbia. We identified the most popular post-Yugoslav films by consulting European
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Audiovisual Observatory’s LumierePro database and documents of the Film Center Ser-
bia (FCS) and the Croatian Audiovisual Centre (HAVC)."

We then move on to identifying the main obstacles to post-Yugoslav films achieving
(domestic and regional) success, and discuss some possible policy steps to remedy them
in the future. For this, we analyzed the texts and distribution processes of a number of
films in question and observed the workshop “Digitalni Propeler” that was held in Bel-
grade on November 9-10, 2020 as well as industry webinars on digital distribution during
the Sarajevo Film Festival in August 2020, to learn more about the challenges to audience-
building in the region and the possible digital strategies to respond to these challenges.

Our analysis shows that there are no easy answers: audience preferences in Serbia and
Croatia (and judging by the limited available data, also in other post-Yugoslav states) do
differ somewhat, and they are also evolving and are marked by changes in their local con-
texts. However, there is indication that films can travel successfully across borders (Serbi-
an commercial cinema in particular has demonstrated this in recent years) and that some
thematic and style preferences are shared — a situation that can be harnessed through the
development of quality regional co-productions that are best described as ideal European
co-productions. However, regional authors and producers should also turn to new distri-
bution platforms, while scholars should invest more effort into understanding the prefer-
ences of regional audiences and the possibilities they open up, as our analysis indicates au-
dience preferences cannot always be determined just from box office numbers.

Post-Yugoslav Cinema and Popular Genres

Defining the audience-friendly genres in the context of the post-Yugoslav cinema is a
complex task, just as it is the case in European cinema in general. Audience-friendly post-
Yugoslav films cannot be posited simply under the generic definition of European popu-
lar cinema. This definition refers to all films with large box office, regardless of their gen-
re, format, cultural and artistic value,? or to commercial, but specifically national, films
that do not fall into the modernist canon of European auteur (anti-commercial and anti-
Hollywood) cinema.” Such popular films exist and are relevant for film studies and in the
context of this article. However, European film polices insist on films that combine audi-
ence-potential with cultural value. This problematizes the notion of popular cinema as it
sometimes makes purely commercial projects unpopular among independent European
producers, who heavily depend on the culture-oriented European public financing.
According to the European Audiovisual Observatory, the two most important financ-
ing sources on the European level are direct public funding and broadcaster investment,

1) LumierePro is a subscription-based database that contains details about the distribution of European films.
The documents from FCS and HAVC include different reports that are available on the websites of the two
institutions. The references to specific reports can be found in the footnotes throughout the text.

2) Richard Dyer and Ginette Vincendeau, eds., Popular European Cinema (London: Routledge, 1993).

3) Dimitris Eleftheriotis, Popular Cinemas of Europe: Studies of Texts, Contexts and Frameworks (London: Con-
tinuum, 2001).
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which altogether make for around 50% of the total film financing.” In small European
countries, such as the ones that emerged after the breakup of Yugoslavia, the percentage of
direct film financing is even larger as there are few significant 100%-national films or ma-
jority co-productions that are not in some way co-financed by public film funds. The rea-
son why producers are dependent on public funds to such a high extent lies in the fact that
national markets are too small to finance the entire film budgets.

Thus, the main goal of both policymakers and independent producers in the post-Yu-
goslav region is not to encourage more popular films, but more popular films with cultur-
al value. The film studies literature has provided several definitions for such films includ-
ing “popular European art films”, “quality films” and “artsy mainstream films”> Yet, the
most all-encompassing term referring to the popular European cinema with cultural val-
ue is middle-brow. Tim Bergfelder refers to middle-brow European cinema as cinema that
ensures prestige and quality. Middle-brow films combine high production value and clas-
sical narrative with good acting, authentic locations and serious subject matters.” They
manage “to be both popular and receive critical accolades and prizes by avoiding radical
experimentation in terms of content, narration or visual composition, but also by distin-
guishing itself from obviously too generic, low-brow or mass cultural association”” Ac-
cording to the book anthology Middlebrow Cinema (2016),” the middle-brow quality of a
film is determined by analysis of the film’s text, audiences, and the institutions that back
the film.

Finally, Petar Mitri¢ defines a specific category of European arthouse films with a
broader appeal as “the ideal European co-production’, building on the policy priorities of
the main players in the European film industry — the European public film funds. To be-
come an ideal European co-production, a film should be able to attract some selective
public financing as a token of cultural or artistic value; should not be low-brow even when
it follows conventional genres, translates Hollywood or is in great part financed by the
market; should win awards at A-category film festivals (e.g. Cannes, Berlin, Venice, Toron-
to) and ideally combine them with an appropriate box-office success; should be socially
relevant. Mitri¢, however, emphasizes that such films are not a common practice in the
European film industry, but rather the ultimate goal of the policymakers, as only a hand-
ful of European film co-productions meet all these criteria.”

4) Martin Kanzler, Fiction film financing in Europe: A sample analysis of films released in 2017 (Strasbourg: Eu-
ropean Audiovisual Observatory, 2019).

5) See Mariana Liz, Euro-Visions: Europe in Contemporary Cinema (New York: Bloomsbury, 2016), 32-33; For
further references to such films see also, Michael Wayne, Politics of Contemporary European Cinema: Histo-
ries, Borders, Diasporas (London: Intellect, 2002), 73-74 and Birger Langkjeer, “Realism as a third practice,”
MedieKultur (SMID) 51, no. 3 (2011), 40-54.

6) Tim Bergfelder, “Popular European cinema in the 2000s: cinephilia, genre and heritage,” in The European-
ness of European Cinema: Identity, Meaning, Globalization, eds. Mary Harrod, Mariana Liz and Alissa
Timoshkina (London: I.B. TAURIS, 2015), 44-48.

7) Ibid,, 45.

8) Sally Faulkner, Middlebrow Cinema (London: Routledge, 2016).

9) Petar Mitri¢, “Co-produce or Perish: An Interpretive Study of European Film Co-production Policies” (PhD
dissertation, University of Copenhagen, 2019), 43.
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Yet, our closer textual and reception analysis of relevant post-Yugoslav films elucidat-
ed one additional aspect of popular films. While 50,000 admissions may be an ultimate
success for one film, it would be an absolute failure for another. Hence, we argue that the
former film should also be classified as a popular film if it reaches its 50,000 targeted ad-
missions through unique positioning in the market as well as tailor-made story-telling,
distribution and marketing.

In this article we will operationalize the above concepts in order to categorize the post-
Yugoslav audience-appealing films into middle-brow films, low-budget popular (low-brow)
films, ideal European co-productions and popular 100% national arthouse (high-brow)
films. In addition, we discuss how the digital distribution is, and might be, utilized in mak-
ing more regional films popular within their own category.

Popular Middle-brow, Low-brow, and High-brow Films in the Socialist
Yugoslavia (1969-1992)'%

The cinema of the socialist Yugoslavia'” was traditionally marked by popular titles. These
popular films sometimes resulted from the specific state-sponsored film policies. Some
films were popular because their producers vigorously followed the market principles,
whereas a number of auteur and arthouse films reached wide popularity due to their con-
troversial subject matters. In order to understand what makes some of today’s — post-Yu-
goslav — titles popular, it helps to first revisit these three traditions within the popular Yu-
goslav cinema and identify their patterns.

The presence of a state-sponsored film policy is clear already from a simple analysis of
the Yugoslav film hits about the glorification of the role of the Yugoslav communists in
WWII — their production set-ups, box-office, themes and ideology. The initial success
story of such a film policy was the first globally-known Yugoslav film, The Battle of Neret-
va (Bitka na Neretvi: Veljko Bulaji¢, 1969). This film fulfilled the principal policy goal of
building a Yugoslav cinema as an industry with attached cultural and artistic aspects.'?
Despite the lack, as well as inaccuracy, of available data about the exploitation of The Bat-
tle of Neretva, there are several facts that explain why this film became the first globally
competitive Yugoslav title.

The film had a high production value due to its 12 million USD budget, which in the
late 1960s by far exceeded the average film budgets.'” It was made as, at the time, a first-
class international co-production that, in addition to the four large Yugoslav production
companies, also included experienced Italian, German and the US minority co-producers.

10) Unless otherwise specified, the admissions data in this section are taken from Marina Fafuli¢ Milosavljevi¢,
50 godina filmskog hita u srpskoj kinematografiji, 1969-2019 (Beograd: Filmski centar Srbije, 2020), 533-553.

11) While the socialist Yugoslavia was established earlier, we start our analysis from the year of the biggest suc-
cess story of domestic film policy.

12) Milosavljevi¢, 50 godina filmskog hita u srpskoj kinematografiji, 529.

13) “Bitka na Neretvi,” IMDB, accessed June 16, 2021, https://www.imdb.com/title/tt0064091/; see also “Za
‘Neretvu’ ¢ak i Pikaso odbio honorar i dva prava mosta dignuta u vazduh,” Danas.rs, accessed June 16, 2021,
https://www.danas.rs/kultura/za-neretvu-cak-i-pikaso-odbio-honorar-i-dva-prava-mosta-dignuta-u-
vazduh/.
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Yugoslavia had already participated in German and Italian large-scale projects as a service
provider and minority co-producer,'® but The Battle of Neretva was the first large interna-
tional production wherein the Yugoslav producers took over the role of the majority pro-
ducer to make a war spectacle based on a local Yugoslav story from WWIL' This co-pro-
duction set-up also ensured a wider distribution of the film across Western Europe and
the US, which all led to an Oscar nomination. Furthermore, the film featured stars from
the co-producing countries such as Yul Brynner, Hardy Kriiger, Franco Nero and Orson
Welles, which increased its international appeal. The Battle of Neretva attracted a large the-
atrical audience. In Serbia the film achieved more than one million admissions,'® and
reached over 4.1 million viewers in the whole of Yugoslavia.'”

The Battle of Neretva was not an isolated example of one popular, policy-driven Yugo-
slav war film. It was rather the beginning of the wave of expensive film spectacles about
WWII in Yugoslavia. The Yugoslav state was ready to finance these expensive films as they
propagated the proclaimed ideology of brotherhood and unity among the Yugoslav na-
tions as well as the cult of the Yugoslav president Tito, while also entertaining the specta-
tors and attracting them to cinemas due to their high production value comparable to the
global film hits at the time. There was on average at least one popular war spectacle per
year until the beginning of the 1980s when their popularity abated. These films include ti-
tles such as Walter Defends Sarajevo (Valter brani Sarajevo; Hajrudin Krvavac, 1972) that
in Serbia alone sold 500,000 tickets, Sutjeska (Stipe Deli¢, 1973) that was seen by 1.5 mil-
lion people in Serbia alone and probably by two-three times more people in the rest of Yu-
goslavia,'® and Guns of War (Uzicka republika; Zika Mitrovi¢, 1974) with around 1.4 mil-
lion tickets sold in Serbia alone.

If we recall the film studies literature, the above Yugoslav war epics fall into the catego-
ry of middle-brow cinema. Just as classic middle-brow films, they ensured prestige and
quality by combining high production value with a classical narrative, good acting and se-
rious subject matters. These films demonstrated cultural value and distanced themselves
from the low-brow and mass culture even though they attracted ever larger domestic (and
sometimes international) audiences. This distancing was also institutionally recognized,
as these films often received festival awards and affirmative reviews from film critics. Fi-
nally, from an audience perspective, these films epitomized Pierre Bourdieu’s definition of
middle-brow art as the type of serious content aimed at “socially heterogeneous public”
frequently referred to as “average spectators” who do not consume high-art.?)

14) Tim Bergfelder, International Adventures: German Popular Cinema and European Co-Productions in the
1960 (New York: Berghahn Books, 2005), 55-82.

15) Francesko Di Chiara, “Looking for New Aesthetic Models through Italian-Yugoslavian Film Co-Produc-
tions: Lowbrow Neorealism in Sand, Love and Salt,” Iluminace 25, no. 3 (2013), 37-49.

16) Milosavljevi¢, 50 godina filmskog hita u srpskoj kinematografiji, 533.

17) See “Bitka na Neretvi] Baza HR kinematografije, accessed April 13, 2021, http://hrfilm.hr/baza_film.
php?id=79.

18) Reliable data is often hard to find. However, some sources list that Sutjeska had, by the end of September
1975, been seen by 4 325 491 viewers in Yugoslavia. See “Iznenadit ¢e vas koliko su zapravo zaradili ratni
spektakli Sutjeska i Neretva,” Index.hr, December 18, 2017, accessed April 13, 2021, https://www.index.hr/
magazin/clanak/iznenadit-ce-vas-koliko-su-zapravo-zaradili-ratni-spektakli-sutjeska-i-neretva/1014468.
aspx.

19) Pierre Bourdieu, The Field of Cultural Production (New York: Columbia University Press, 2009), 125.
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The second wave of popular Yugoslav movies were low-brow comedies of the 1980s.
These films were completely financed from the free market — mostly as co-productions
between exhibitors from all over Yugoslavia — and as such had to use unrefined and sim-
ple humor to appeal to a wide audience recoup their costs and make profit. They were
meant only for the local Yugoslav audiences and their dramaturgy built on common ste-
reotypes about gender relations, different professions and classes within the Yugoslav so-
ciety. They owed their popularity in part also to featuring extremely popular folk singers
at the time as guest actors. These films did not aspire to any cultural or artistic value, which
was reflected also in their absence from film festivals and negative and cynical reviews
from film critics. The profit was the producers’ one and only driving force, and the admis-
sions demonstrate that this mission was often accomplished. For example, some of the ten
films from the franchise Foolish Years (Lude godine; 1977-1992) were the most popular
films in the Yugoslav cinemas in the mid-80s. The eighth film in the franchise generated
over 2.5 million cinema admissions in 1986, earning three times more money than was in-
vested. In addition to Foolish Years, there were three other equally profitable low-brow
franchises in the same period, as well as some titles that were based on the nation-wide
popularity of some TV series.

Finally, there were some popular arthouse films in the socialist Yugoslavia. Despite
their high-brow aspects such as refined and sophisticated humor, unconventional drama-
turgy and experimentation with genre, some of the Yugoslav auteur films managed to
reach a wider audience. The most appealing elements of these films were the superb act-
ing of the main protagonists, politically controversial subject matters, well-developed
scripts, and a humane depiction of every-day challenges in the lives of ordinary Yugoslavs.

The first wave of these films was made by the so-called “Prague group” — a group of
Yugoslav directors who graduated from the Film and TV School at the Academy of Per-
forming Arts in Prague (FAMU) during the late 1960s and the 1970s.2 Even though the
Prague group authors do not consider themselves as part of the same movement as they
never created and followed a joint manifesto, we still perceive them, in the context of this
article, as members of the same wave for several reasons. Firstly, as the film scholar Dejan
Dabi¢ writes, the Prague group films refreshed the Yugoslav cinema on the thematic, for-
mal, and aesthetic level. Their films were open-ended dramas with comedic reliefs that
evoked the humor, sarcasm and social engagement from the renowned Czechoslovak New
Wave authors such as Milo§ Forman, Jiti Menzel or Véra Chytilova.”" The characters from
their films were ordinary middle-class people or people from the social margin who are
depicted with humanism, empathy, without any distance. Finally, the Prague group films
were superbly shot (many directors of photography also studied at FAMU), precisely
framed and well-edited films that skillfully used music as a dramaturgical element. All
these characteristics made the Prague group films audience-friendly and attracted main-
stream Yugoslavs to cinemas.

20) The term “Prague group” refers primarily to six directors — Lordan Zafranovi¢, Rajko Grli¢ (Croatia), Emir
Kusturica (Bosnia), Goran Paskaljevi¢, Goran Markovi¢, and Srdjan Karanovi¢ (Serbia) as well as a number of
Yugoslav cinematographers who made notable international and national career after graduating from FAMU.

21) Dejan Dabi¢, “Praska skola ne postoji,” Preporuke Filmova, December 7, 2012, accessed January 22, 2021,
https://www.filmovipreporuke.com/praska-skola-ne-postoji/.
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During the late 1970 and throughout the 1980s, the auteurs from the Prague group
shot over twenty films that were seen by over one million people each. The most popular
titles, however, were the films by Sarajevo-based Emir Kusturica, whose Do You Remem-
ber Dolly Bell? (Sjecas li se Doli Bel?; 1981), When Father Was Away on Business (Otac na
sluzbenom putu; 1985) and Time of the Gypsies (Dom za veSanje; 1988) sold millions of
cinema tickets, the latter two being the biggest successes in domestic cinemas in the years
of their distribution. Additionally, the Prague group films were also screened at all major
international film festivals* and gathered accolades from film critics all over the world.
The most notable was Kusturica’s When Father Was Away on Business, which was unani-
mously awarded the Palme d’Or and was an Oscar nominee for the Best Foreign Language
Film. Therefore, the Prague group films certainly joined the group of the few European
films that achieved the ever-lasting ideal of the European film policies to create popular
high-brow films analogous to today’s ideal European co-productions.

All in all, the above analysis of the three strands among popular films in the Socialist
Yugoslavia points to several important patterns. Firstly, there is no formula for making
popular films. The prescription-based policy that insists solely on high production value,
classical narrative and star systems is certainly needed, but is not enough. Secondly, poli-
cy mechanisms of internationalization and co-production can trigger more popular films.
Yugoslav international co-productions with Italy, Germany and US did not only lead to
valuable knowledge transfers, but also enabled access to international theatrical markets,
financing sources and stars. A similar process happened within Yugoslavia as well, in the
sense that a majority of popular films were also inter-Yugoslav co-productions between
(some or all of) the eight Yugoslav federal units. These internal co-productions ensured a
better circulation of films throughout the entire Yugoslav market of some twenty million
people and trained film practitioners from the smaller or less developed Yugoslav regions.
Finally, the Yugoslav popular cinema managed to acclimate to the two highly disruptive
technological revolutions — the emergence of television in the early 1970s and home-vid-
eo (VHS) in the late 1980s. Namely, all the popular titles that we have mentioned above,
and many others that we have not, managed to become theatrical hits despite the multipli-
cation of the release windows. In many cases, these new release windows were an oppor-
tunity for reaching a non-theatrical audience, rather than a threat of losing the loyal cin-
emagoers.

The Landscape of Popular Post-Yugoslav Cinema (1992-)

It is sometimes said that the breakup of Yugoslavia started with a film event, namely with
the cancellation, in July 1991, of the annual Festival of Yugoslav Feature Film in Pula, the

22) Aside from Kusturica, other notable examples include Palme d’'Or nominations for Rajko Grli¢ (Bravo Maes-
tro, 1978), Lordan Zafranovi¢ (Occupation in 26 Pictures [Okupacija u 26 slika, 1979]) and Goran Paskaljevi¢
[Poseban tretman, 1980]); Venice Golden Lion nomination for Zafranovi¢ (The Fall of Italy [Pad Italije,
1981]); and two Berlin Golden Bear nominations for Paskaljevi¢ (Beach Guard in Winter [Cuvar plaze u zim-
skom period, 1976]; The Dog Who Loves Trains [Pas koji je voleo vozove, 1978]).
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largest national festival for showcasing domestic film production.” While the anecdote is
exaggerated®” and a film-related event did not mark the beginning of the end of the coun-
try, the reverse was in fact the case: the breakup of the Yugoslav federation also marked the
end of a joint national cinema.

The dissolution means that there are now seven countries where there used to be one
federation: Bosnia, Croatia, Slovenia, North Macedonia, Serbia, Montenegro and Kosovo.
Instead of one, there are now also seven national cinemas, each of which had its own tra-
jectory of development.

All of them started oft with significant disadvantages, first due to the wars that engaged
most of the countries, followed by processes of political transition and privatization. As a
result, filmmaking was significantly slowed down (or even halted) during the 1990s, with
only Slovenia rebuilding a proper system of audiovisual production headed by the Slove-
nian Film Fund, founded in 1994.> In Croatia and Bosnia, the war partly or entirely de-
stroyed the screening network,* reducing the number of viewers. Due to the lack of qual-
ity local content, audiences developed a disinterest in domestic film production,?” turning
to Hollywood instead. On the other hand, in Serbia, the UN-imposed economic sanctions
(1992-2000) meant little competition from abroad for domestic films. The absence of di-
rect conflict on Serbian territory (until the 1999 NATO bombing) meant that the screen-
ing network was mostly intact. The dissolved state funding system meant films were fi-
nanced primarily from private sources, and were audience-oriented, as producers were
trying to return (and increase) their investments. These factors together led to the emer-
gence of a national cinema that was popular with its domestic audiences, while also devel-
oping specific genre and thematic focus.?® Serbia and Croatia would eventually restore
their national film policies by introducing public film agencies — Film Center Serbia
(FCS) in 2004 and the Croatian Audiovisual Centre (HAVC) in 2008. The other post-Yu-
goslav countries also went through their own transitions.

In light of these changes, what films dominated the national markets, and which suc-
cessfully travelled across the borders? We explore the answers to these questions in the fol-
lowing sections. Due to data availability, we focus primarily on Serbia and Croatia. Yet be-
fore we do, a note of clarification is in order. While we acknowledge the significant impact
that the 90s conflicts have had on cinema in the region — and the impact cinema had in
mobilizing nationalism and shaping post-conflict memory*” — our analysis will not deal

23) Ana Jankovi¢ Pilji¢, “Ko se boji Alise u zemlji cuda?,” in Uvodenje mladosti: Sami sebe naslikali, ed. Miroljub
Vuckovi¢ (Beograd: Filmski centar Srbije, 2008), 27-41.

24) Jurica Pavici¢, Postjugoslavenski film: Stil i ideologija (Zagreb: Hrvatski filmski savez, 2011), 14.

25) Jurica Pavici¢, “Pregled razvoja postjugoslavenskih kinematografija,” Sarajevske Sveske, 2008, accessed
October 11, 2018, http://sveske.ba/en/content/pregled-razvoja-postjugoslavenskih-kinematografija.

26) For example, the number of cinemas in Croatia dropped from 188 to 84, and then to barely over 50 through-
out the decade following the war. Tomislav Kurelec, “Institutions, Infrastructure, Industry: Croatian Film or
a Battle for Survival,” in In Contrast: Croatian Film Today, eds. Aida Vidan and Gordana P. Crnkovi¢ (Za-
greb: Hrvatski filmski savez; Berghain Books, 2012), 41-48.

27) Pavicié, Postjugoslavenski film.

28) See Pavici¢, Postjugoslavenski film.

29) On the intersection between film and politics in the region, see Pavici¢, Postjugoslavenski film; specifically,
on Croatia, see Tamara Kolari¢, “Hidden Dialogues with the Past: Cinema and Memory of the ‘Homeland
War” (PhD dissertation, Central European University, 2019).
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with the political dimension of the filmic narratives or their societal implications, unless
where necessary to understand the reception of a particular film.

Serbia: From Popular Arthouse to Popular Low-brow*”

The specific situation in Serbia in the 90s opened up the possibility for domestic films to
reach domestic audiences. At the beginning of the decade, Serbian films had respectable
audience numbers, especially considering the situation of economic uncertainty and the
wars the country engaged in. This was partly due to the continuous popularity of low-
brow comedies, both familiar sequels — A Tight Spot 4 (Tesna koza; Mica Milo$evic, 1991)
— and debut films by unknown directors, such as the graduate film by Srdan Dragojevi¢,
We Are Not Angels (Mi nismo andeli; 1992). More interestingly, the period saw high box
office numbers for distinctly recognizable art films by the Prague group authors. Reflect-
ing on the Yugoslav period, Goran Markovi¢ made Tito and Me (Tito i ja; 1992), a gentle
demystification of the Yugoslav period through the eyes of a boy slowly coming of age;
while Emir Kusturica made Underground (1994), a Cannes Palme d’Or winner that be-
came a benchmark for the ideal European co-production, boasting a recognizable style,
distinct social relevance, festival awards and box office success.

However, the true intersection between domestic art films and audiences would hap-
pen in the next few years. Moving away from low-brow comedies, Dragojevi¢ made the
most commercially successful film of the era: Pretty Village, Pretty Flame (Lepa sela lepo
gore; 1996), about the roots of the conflict in Bosnia. Filled with grotesque humor, meta-
phors, intertextuality (including references to both American and Yugoslav partisan films)
and stereotypically “Balkan” masculinity, and made on a respectable budget partly sup-
ported by the Serbian culture ministry and state television, the film drew in over 600,000
viewers. In 1998 came its follow-up, The Wounds (Rane; 1998) with 320,000 admissions,
about youth and crime in contemporary Belgrade, made in the by now recognizable style.
Interestingly, The Wounds was the first Serbian film distributed in Croatia after the war,
where it was seen by over 80,000 people,*” a difficult-to-achieve number for most of the
local productions.®

Another Prague group director, Goran Paskaljevi¢, made the award-winning Cabaret
Balkan (Bure baruta; 1998), whose depiction of the then Belgrade as a city of rising ten-

30) In this section, unless otherwise specified, the admissions data for the period before 2000 are taken from
Milosavljevi¢, 50 godina filmskog hita u srpskoj kinematografiji, 533-553; data for the 2000-2009 period are
taken from “Lista gledanosti domacih filmova u bioskopima 2000 — 2009,” Filmski centar Srbije, accessed
January 28, 2021, http://www.fcs.rs/new/wp-content/uploads/2020/11/Lista-gledanosti-2000.pdf; data for
the 2010-2019 period are taken from “Lista gledanosti domacih filmova u bioskopima 2010 — 2019,” Film-
ski centar Srbije, accessed January 28, 2021, http://www.fcs.rs/new/wp-content/uploads/2020/10/Lista-
gledanosti-2.pdf. Data were cross-referenced with LumierePro whenever possible.

Pavici¢, Postjugoslavenski film, 48.

Even during the war, Serbian film and culture in general were sought-after in Croatia, often available as ille-
gal copies at video stores. See Gordana P. Crnkovi¢, “Non-Nationalist Culture, Under and Above the
Ground,” in Croatia since Independence, eds. Sabrina P. Ramet, Konrad Clewing, and Reneo Luki¢ (Munich:
R. Oldenbourg Verlag, 2008), 233-250; Edward Alexander, “Yugosphere Insiders or Croatian Outsiders: The
Reception of Serbian Films in Croatia since the Breakup of Yugoslavia,” Iimage ¢~ Narrative 18, no. 1 (2017),
45-62.
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sions waiting to explode into violence was seen by 350,000 viewers. Finally, two more films
deserve a mention. In 1998, Kusturica made the romantic Roma comedy Black Cat, White
Cat (Crna macka, beli macor; 1998), which arrived with accolades from the Venice Film
Festival and was seen by nearly half a million cinemagoers. And amidst the arthouse suc-
cesses, one middle-brow film stood out: the nationalist epic Knife (Noz; Miroslav Leki¢,
1998) was seen by nearly the same number of viewers in 1999.

The unusual box office dominance of arthouse films during the 1990s makes develop-
ments in the next decades particularly striking. During the 2000s, following the fall of
Milo$evi¢ and the end of economic sanctions, the box office numbers for domestic films
grew further, but with an obvious shift in audience preferences. The audience no longer
gravitated predominantly towards distinctly authored films (except for 2-3 random titles),
but settled for more escapist stories, whether in the form of costumed period pieces or
popular comedies. Among the former, Zona Zamfirova (Zdravko Sotra, 2002), a historical
romance set in the “better times” of the 19" century, surpassed one million viewers, be-
coming the most successful Serbian film at the domestic box office to this day. Three oth-
er films — We Are Not Angels 2 (Mi nismo andjeli 2; Srdan Dragojevi¢, 2005); Ivko’s Feast
(Ivkova Slava; Zdravko Sotra, 2005); and Dudes (Munje!; Radivoje Andri¢, 2001) — man-
aged to reach over half a million viewers each.

The other popular films of the time remained decidedly middle-brow both in their de-
piction of society and the use of film tools. Some of those films reflected on contemporary
political events such as the 1999 NATO bombing (Sky Hook [Nebeska udica; Ljubisa
Samardzi¢, 2000]) and the fall of MiloSevi¢ (Natasha [Natasa; Ljubi$a Samardzi¢, 2001]).
Others re-envisioned the national past, whether through satire — as in Dragojevi¢’s Saint
George Shoots the Dragon (Sveti Georgije ubiva azdahu; 2009) — or as romantic fantasy
(Tears for Sale [Carlston za Ognjenku; Uro$ Stojanovié, 2008]). One notable exception,
and proof that the Yugoslav filmmaking tradition still held relevance after two decades,
was the return of Dusan Kovacevic, the director of one of the most beloved Yugoslav com-
edies, Balkan Spy (Balkanski $pijun; 1984). His comedy The Professional (Profesionalac;
2003) was, with 215,000 viewers, the most successful middle-brow film of the decade.

The 2010-2019 period brought a decline in the number of viewers for the most suc-
cessful domestic films. It also tipped the scale further from once popular arthouse films:
ironically, as Serbian arthouse cinema was becoming more diverse in both style and
themes, it was becoming less relevant to domestic audiences. The most successful film of
the decade was, however, no longer a period piece or a popular comedy, but a fairly gener-
ic genre film: South Wind (Juzni vetar; Milo§ Avramovi¢, 2018), a story of the Belgrade
criminal underground featuring the young Milo§ Bikovi¢, a familiar face advertised at
home as a star in Russia. The film was seen by almost 620,000 domestic viewers.

In terms of content, successful productions continued to focus on reimagining the
unity and togetherness of the Serbian nation, now through historical epics focusing on na-
tional heroes of WWI (King Petar The First [Kralj Petar I; Petar Ristovski, 2018]; around
200,000 viewers) or sport success stories, such as the two films about the Yugoslav nation-
al team at the 1930 FIFA World Cup Montevideo: Taste of a Dream (Montevideo, Bog te
video!; Dragan Bjelogrli¢, 2010) and See You in Montevideo (Montevideo, vidimo se!; Dra-
gan Bjelogrli¢, 2014), each achieving about half a million viewers.
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Audience-targeting market-driven films continued to focus on humorous urban crime
stories for the young, as well as the familiar historical romances or biopics. A representa-
tive of the former are the films made in collaboration between the critic and screenwriter
Dimitrije Vojnov and the director Danilo Be¢kovi¢, Little Buddho (Mali Budo; 2014) and
The Samurai in Autumn (Jesen samuraja; 2016), with over 200,000 and over 140,000 view-
ers respectively.

One interesting thing is the renewed success of Serbian productions across the former
Yugoslavia (aside from Kosovo), but this time in the form not of art, but commercial pop-
ular film. South Wind is a good example, with a distribution in 12 countries and significant
successes in several post-Yugoslav countries: just over 100,000 viewers in Bosnia, 30,000
in Croatia, almost 35,000 in Montenegro, 13,000 in Macedonia and 11,000 in Slovenia —
a true feat for an entirely domestically produced film. A similar example is the comedy
Taxi Blues (Taksi bluz; Miroslav Stamatov, 2019), with 270,000 viewers at home and a re-
spectable, even if smaller, distribution in four other countries in the region. Also of inter-
est is the case of We Will Be the World Champions (Bi¢emo prvaci sveta; Darko Bajic,
2015), which could be labelled as an attempt to create an ideal post-Yugoslav co-produc-
tion. A middle-brow production about the Yugoslav basketball team and its success in the
1970s, it was co-produced by Serbia, Slovenia, and Croatia, and screened in all countries
of the former Yugoslavia except Kosovo to a moderate success (56,440 viewers across all
markets), on top of being a domestic hit. While the film did not have a particular festival
visibility (except in Croatia, where it was awarded the audience award at the Pula Film
Festival), a shared topic of interest enabled it to travel beyond one national context, even
if without big results.*

Croatia: Skeptical Audiences and Children’s Films*¥

In Croatia, the landscape of popular film looks somewhat different, with less emphasis on
low-brow cinema and a particular place for children’s film. However, the market is also
smaller, and unlike in Serbia, where national cinema has enjoyed popularity since Yugo-
slavia’s dissolution, in Croatia the audiences have been more critical and skeptical.*® So,
while film production has been steadily growing in the last three decades, this growth (for

33) The admission numbers are taken from European Audiovisual Observatory’s LumierePro database.

34) Unless otherwise specified, the admissions data in this section for the period 1992-2016 were taken from
“Nacionalni program promicanja audiovizualnog stvaralastva 2017.-2021.,” Hrvatski audiovizualni centar,
97-104, accessed January 28, 2021, https://www.havc.hr/file/publication/file/havc-nacionalni-program-
promicanja-audiovizualnog-stvaralastva-2017-2021.pdf; data for the subsequent years 2017-2019 were tak-
en from “Brojke & slova za 2017,” Hrvatski audiovizualni centar, accessed January 28, 2021, https://www.
havc.hr/file/publication/file/havc-facts-figures-prijelom-2017.pdf; “Brojke i slova za 2018,” Hrvatski audio-
vizualni centar, accessed January 28, 2021, https://www.havc.hr/file/publication/file/havc-facts-figures-
2018.pdf; and “Brojke i slova za 2019, Hrvatski audiovizualni centar, accessed January 28, 2021, https://
www.havc.hr/file/publication/file/havc-facts-figures-2019-digital.pdf; All data were cross-checked with the
LumierePro database where possible. Data for international admissions were obtained from the LumierePro
database.

One could, however, ask if the skepticism was truly the case still. In a 2014 survey on film-watching habits,
the second most selected answer to why individuals choose to watch Croatian films was “I like Croatian
films” (10,1%). Drago Peri¢, “Croatians Love to Laugh at Themselves When Times Are Tough,” Croatian
Cinema, no. 1 (2014), 9-10.
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the most part both in quantity and in quality of the films produced) has not always been
reflected in the domestic audiences’ interest in films measured at the box office — leading
some to ask whether something like a “Croatian blockbuster” is even possible.*® What
have the Croatian audiences been enjoying since the 90s?

During the first half of the 90s, production was small and went on under specific cir-
cumstances of an armed conflict happening in the country. A few of the first audience-at-
tracting films — such as Countess Dora (Kontesa Dora; 1993; 40,000 viewers) by the estab-
lished modernist Zvonimir Berkovi¢ — were produced before the breakup of Yugoslavia.*”
In others, topics of “national interest” dominated. Films such as Oja Kodar’s Italian co-
production A Time for... (Vrijeme za...; 1993; 60,000) or Vukovar: The Way Home (Vuko-
var se vraca kuci; 1994; 35,000) were meant to tell the story of suffering during war to do-
mestic and foreign audiences in a serious manner that evokes middle-brow projects
— although not always adhering fully to the classical narration or featuring grandiose
budgets (the latter likely due to circumstances); yet the results were often underwhelming.
This opens a specifically Croatian question with regard to middle-brow cinema: should it
be categorized with the acknowledgment of the intent and the way a film was presented,
or solely by the outcome? Unlike in Serbia, where ideologically debatable films during the
1990s were made by authors with a unique style or at least good storytellers, in Croatia, the
focus on ideology led to a number of unremarkably executed, often critically poorly re-
ceived films, which were still endorsed by the state (although some were even partially pri-
vately produced), and — for Croatian circumstances — seen by a respectable audience.
The latest example of this trajectory is the 2019 The General (General; Antun Vrdoljak). As
a fictionalized account of the life of a prominent general of the Croatian army during the
90s conflict, it received significant funding from both HAVC and the Croatian public ser-
vice broadcaster (HRT'), as well as logistical aid in military equipment from the Ministry
of Defense. However, the resulting film was not a quality epic — perhaps in the style of the
Yugoslav partisan films that once relied on similar state aid, or even Serbia’s King Petar the
First, with which it shared some similarity in terms of their respective states’ endorsement,
but also notable differences (a heroic vs. a tragic story of statehood). Instead, it was a cha-
otic film that catered to an uncritical audience, shunned by the critics.®® It was seen by
74,000 viewers, not a remarkable feat considering its large budget® and the 97 copies in
distribution, yet still relatively high for the Croatian market.

The small domestic market size and skeptical audiences might be why low-brow pro-
ductions are not as popular as in Serbia, as making films for profit in such circumstances
is risky. The one title that stands out as a successful market experiment is Lara’s Choice: The
Lost Prince (Larin izbor: izgubljeni princ; Tomislav Rukavina, 2012), a spin-oft of a popu-

36) Nenad Polimac, “Hrvatski blockbusteri,” Hrvatski filmski ljetopis, no. 40 (2004), 17-20.

37) Hrvoje Turkovi¢ in Anja Sogi¢, “Film i rat u Hrvatskoj: Refleksije jugoslavenskih ratova u hrvatskom igra-
nom filmu,” Zapis, nos. 64-65 (2009).

38) See, for example, Damir Radi¢, “General poslije bitke,” Novosti, July 20, 2019, accessed June 16, 2021, https://
www.portalnovosti.com/filmska-kritika-general-poslije-bitke; Jurica Pavi¢i¢, “General je suh, siv i dosadan,”
JutarnjiLIST, August 14, 2019, accessed June 16, 2021, https://www.jutarnji.hr/kultura/film-i-televizija/
general-je-suh-siv-i-dosadan/9118070.

39) IMDB lists it at approximately 3 million USD, which is significantly over the standard budget for a Croatian
film.
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lar TV soap opera with almost 80,000 admissions in Croatia (and some 15,000 in Slove-
nia), despite having been shunned by a major distributor and not receiving state sup-
port.”” At the same time, interest does exist for films catering to wide audiences, as the
successes of the urban-rural romance Sonja and the Bull (Sonja i bik; Vlatka Vorkapi¢,
2012; 98,000 admissions) or the Yugoslav football fan rivalry comedy ZG80 (Igor Seregi,
2016; 65,685 admissions) demonstrate. However, state funding and quality authorship
push these crowd-pleasers towards layered, middle-brow territory. The prime example is
What is a Man without a Moustache? (Sto je muskarac bez brkova?; Hrvoje Hribar, 2006),
a popular comedy also riffing on the urban-rural divide and religion but with an intelli-
gent political subtext, which amassed just over 150,000 viewers.

In Croatia, one category of films continuously does well — namely children’s films,
which can be understood as a specific subcategory of middle-brow cinema. The second
place for the biggest domestic box office success is still held by an animated feature film for
children: the Croatian-German co-production Lapitch the Little Shoemaker (Cudnovate
zgode Segrta Hlapica; Milan Blazekovi¢, 1997), with over 220,000 viewers, while a live ac-
tion film based on the same story The Brave Adventures of a Little Shoemaker (Segrt Hlapi¢;
Silvije Petranovi¢, 2013) was seen by 137,523 domestic viewers. Up to this day, eight chil-
dren’s films managed to reach over 30,000 viewers, putting them in the top 25 overall.
These films tend to be based on well-known children’s books, featuring popular charac-
ters. In 2019, an interesting new model was tried out with a children’s European co-pro-
duction My Grandpa is an Alien (Moj dida je pao s Marsa; Marina Andree Skop, Drazen
Zarkovi¢), a pilot-project including a manual and videos for teaching film to children, all
accessible online.*” However, while the film did reasonably well domestically, amassing al-
most 30,000 viewers, it wasn’t a particular success in the other co-producing countries
(Bosnia, the Czech Republic, Luxemburg, Slovakia and Slovenia).

Finally, the most popular Croatian film since the country’s independence, with 338,000
domestic cinemagoers,*? is multiply indicative of the market. Vinko Bre$an’s How the War
Started on My Island (Kako je poceo rat na mom otoku) was released in 1996, produced by
the HRT initially as a made-for-TV film. Made with a modest budget (estimated at just
over 280,000 EUR) and in a style combining “Mediterranean grotesque”* with the influ-
ence of Czech comedies, offering familiar and relatable characters, How the War Started...
was the first invitation for the Croatian audience to laugh at the absurdity and sadness of
the Homeland War (1991-1995). Relying on good comedic writing (including drawing on
local stereotypes), impressively acted and politically relevant, the film was an all-around
(unexpected) success. BreSan’s next film, the political comedy Marshal Tito’s Spirit (Marsal;
1999), marketed as the director’s follow-up and made on a bigger budget (about 1 million
EUR) managed to attract an audience of just over 100,000, while also achieving some fes-

40) Nenad Polimac, “Filmski nastavak Larinog izbora veliki je hit,” JutarnjiLIST, August 3, 2012, accessed April 14,
2021, https://www.jutarnji.hr/kultura/film-i-televizija/filmski-nastavak-larinog-izbora-veliki-je-hit-1537650.

41) Filmovi ne padaju s Marsa, accessed April 14, 2021, http://didasmarsa.com/filmovi-ne-padaju-s-marsa/.

42) For comparison, to this day the most viewed film in Croatian cinemas since independence, James Camer-
ons Titanic (1997), attracted 480,483 cinemagoers.

43) Nikica Gili¢, Uvod u povijest hrvatskog igranog filma (Zagreb: Leykam International, 2014), 144.
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tival success abroad. Both were co-written with Bresan’s father, the known playwright Ivo
Bresan, which might have contributed to their success.

With regard to style or themes, can we see any patterns emerging among the Croatian
audiences? The war and the contested recent past remain relatively popular, as do films
that thematize the everyday difficulties of “ordinary citizens’, which sometimes become
unexpected hits (Cashier Wants to Go to the Seaside [Blagajnica hoce i¢i na more; Dalibor
Matani¢, 2000]; 48,849); however, for every one of these films that becomes a success,
many remain unnoticed. A comedic approach*® or a classical narrative expectedly do bet-
ter than art films: while by now there are several established arthouse directors, their films
rarely get to 20,000 viewers, even in the case of controversial topics domestically. The au-
dience particularly seems to shy away from demanding or critically intonated films about
the war period; but even quality, high-production films with a patriotic bent do not nec-
essarily do well.

Slovenia, Montenegro, Macedonia, Kosovo, Bosnia: Small Markets, Strong films*
While we dedicate less space to the other post-Yugoslav national cinemas, they have all
had their own interesting trajectories. In Slovenia, the initial interest was mostly in films
about either the Yugoslav past (Outsider [Andrej Kosak, 1997] — 90,954 viewers and the
first post-Yugoslav film theatrically released in all post-Yugoslav countries) or films bring-
ing together characters — and familiar actors or public figures — from across the post-Yu-
goslav countries (Cheese and Jam [Kajmak i marmelada; Branko Duri¢, 2003]; about
150,000 or Rooster’s Breakfast [Petelinji zajtrk; Marko Nabersnik, 2007]; about 180,000 ad-
missions). More recently however, the biggest success were low-brow comedies such as Pr’
Hostar (Luka Marcetic, 2016) with 211,721 viewers or — as in the case of their next-door
neighbors — family-friendly films: Going Our Way (Gremo mi po svoje; Miha Hocevar,
2010; 208,737 viewers);*® Let Him Be a Basketball Player (Kosarkar naj bo; Boris Petkovi¢,
2017; 87,501) and its eponymous 2019 sequel (76,824). However, for a country of two mil-
lion, Slovenia also has a solid culture of viewership for art film, with titles such as Class En-
emy (Razredni sovraznik; Rok Bi¢ek, 2013) with 60,000 viewers and a remarkable festival
success.

Two things prevent us from covering the next three post-Yugoslav states — Montene-
gro, North Macedonia and Kosovo — in detail: the unavailability of reliable data on their
domestic cinema audiences, and the lack of visible, box-office successful films coming
from these countries. While they all have had some critical successes, they are yet to have
truly commercial hits.

Finally, there is Bosnia and Herzegovina. The country went from hardly any fiction
film productions until the year 2000 to producing by now well-known successes at major
European festivals. However, there is limited viewer interest in home-produced films: in

44) In fact, when asked, both the audiences and the producers seem to agree that the preferred genre is comedy
(and children’s films). See Peri¢, “Croatians Love to Laugh at Themselves When Times Are Tough,” 9-10 and
Igor Tomljanovi¢, “Ljestvica gledanosti visoko je podignuta. mozemo li je odrzati?,” Croatian Cinema, no. 1
(2014), 40-46, accessed April 14, 2021, https://www.havc.hr/file/publication/file/croatian-cinema-01-en.pdf.

45) In this, section all admissions data are taken from LumierePro database.

46) Interestingly, the film also had a sequel, yet it barely managed to get over 10,000 viewers.
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2020, only 3,23% of viewers opted for domestic films — an increase from 0,18% (!) in the
previous year.*” In one thing, however, the country is an exceptional case: while its domes-
tic audience may not have enough access to (and perhaps interest in) domestic art cinema,
its producers have — partly due to domestic funding limitations, and partly due to the po-
tential shown by its authors — perfected the art of co-producing, and specifically in creat-
ing ideal European co-productions. In fact, this co-production model has shown much
potential in the post-Yugoslav region, including at the box office.

(Ideal European) co-productions: A way forward?*®

As we mentioned earlier, same or similar languages and a long period of building some
similarities in tastes make the post-Yugoslav states the natural markets for each other’s
films. This was, as our earlier analysis shows, sometimes successfully utilized — in recent
years mostly by exporting Serbian cinema to other countries in the region, or by co-pro-
ducing films on topics of shared interest that resonate across borders, sometimes produc-
ing conventionally narrated, solid quality films. However, a particularly interesting story
is that of successful co-productions that were also made to high artistic standards and that
managed to travel across borders, fitting Mitri¢’s definition of the ideal European co-pro-
duction. Many of these films are co-produced by multiple post-Yugoslav countries (with
or without further European funding), made by respected auteurs, achieving critical suc-
cess and doing well across the post-Yugoslav market (and sometimes beyond).*”

The pilot for the category could be The Border Post (Karaula; Rajko Grli¢), the 2005 co-
production between all then existing post-Yugoslav cinemas as well as Great Britain, Hun-
gary, and France, helmed by the Prague group director Rajko Grli¢, a well-known name
across the region, and supported by Eurimages. The film, a comedy about fictional events
in a Yugoslav National Army’s military post on the border with Albania, featured a post-
Yugoslav cast, Grli¢’s recognizable style — and a retelling of the Yugoslav narrative that,
with its reminiscence of a peaceful period of not co-existence, but mutual friendship be-
tween the Yugoslav nations, could appeal to audiences across the region. And it did. With
43,000 viewers in Croatia, the film was a relative hit — while also attracting just over
100,000 in Serbia, making it the second most successful domestic film in that year, and en-
joying moderate success in Slovenia (around 13,000).*”

47) Vesna Besic, “Broj posjetitelja u kinima u BiH u prosloj godini pao za 70 posto,” Andalou Agency, January 8,
2021, accessed February 2, 2021, https://www.aa.com.tr/ba/kultura-i-umjetnost/broj-posjetitelja-u-kinima-
-u-bih-u-prosloj-godini-pao-za-70-posto/2103179.

48) All admissions data in this section are taken from the LumierePro database, except for data for Croatia

which were taken from “Nacionalni program promicanja audiovizualnog stvaralastva 2017.-2021.,” Hrvat-

ski audiovizualni centar, 97-104, accessed January 28, 2021, https://www.havc.hr/file/publication/file/havc-
nacionalni-program-promicanja-audiovizualnog-stvaralastva-2017-2021.pdf and cross-checked with the

LumierePro database.

As Lydia Papadimitriou and Ana Grgi¢ note, this kind of resonant collaboration has become a feature re-

cently not just of post-Yugoslav, but of Balkan cinemas more broadly. See Lydia Papadimitriou and Ana

Grgi¢, “Introduction,” in Contemporary Balkan Cinema: Transnational Exchanges and Global Circuits, eds.

Lydia Papadimitriou and Ana Grgi¢ (Edinburgh: Edinburgh University Press, 2020), 10.

50) The data for the other countries were not available to us.
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Even more successful was Srdan Dragojevi¢’s 2011 film The Parade (Parada), a Serbi-
an-North Macedonian-Slovenian-Croatian®" co-production about a homophobic Serbian
gangster who recruits a troupe of ex-Yu “enemies” to protect a gay pride event in Belgrade.
Again, supported by Eurimages, the film was a big regional success, with over 300,000
viewers in Serbia, 170,000 in Croatia (making it the third most viewed domestic film over-
all since independence) and about 100,000 in the rest of the post-Yugoslav countries. It
also received a wide distribution abroad.

However, it wasn’t just films that thematically encompassed, in one way or another, the
whole of Yugoslavia that were successful. In 2013, Vinko Bresan released The Priest’s Chil-
dren (Sveéenikova djeca), a film about a young priest who comes to a small Dalmatian is-
land the population of which is slowly going extinct — so he decides to act on it by secret-
ly puncturing holes in condoms sold at the local newsstand. This Croatian-Serbian
co-production (supported again by Eurimages) drew around 160,000 viewers domestical-
ly, capitalizing on BreSan’s familiar name and style with the local audiences, while also
achieving a successful European distribution and a favorable reception in Serbia. While
achieving some — sometimes remarkable — box office success, these films also continued
to screen at prestigious festivals (e.g. San Sebastian in the case of The Border Post, Berlina-
le Panorama for Pride, and Karlovy Vary for The Priest’s Children).

In terms of the ideal European co-productions, however, by far the most successful are
the films by the Bosnian female author Jasmila Zbani¢. Eschewing the comedic bend for a
somber tone and a fairly classical narrative, her Bosnian-Croatian-Austrian-German co-
production Esma’s Secret — Grbavica (Grbavica; 2006), about wartime rape in the coun-
try, won the Golden Bear at the 2006 Berlinale, while also receiving wide European distri-
bution (a little short of 300,000 viewers) and reaching over 20,000 viewers in Croatia
alone; its 2010 successor On the Path (Na putu), dealing with the present-day Islamic rad-
icalization, was also fairly successful. Her last film, the Oscar-nominee Quo Vadis, Aida?
(2020), which was screened in Venice and picked up for the UK VOD distribution by Cur-
zon (with cinemas closed or limited due to the pandemic), was a successful multi-plat-
form release.

Other notable examples include films by Vinko Bresan, Rajko Grli¢, Srdan Golubovi¢,
Dalibor Matani¢ (whose High Sun [Zvizdan, 2015], winning the 2015 Un Certain Regard
Jury Prize, is perhaps the country’s greatest critical, while also being a solid commercial
success), as well as those by Aida Begi¢ (Snow [Snijeg; 2008]; Children of Sarajevo [Djeca;
2012]), Alen Drljevi¢ (Men Don’t Cry [Muskarci ne placu; 2017]), Dana Budisavljevi¢ (The
Diary of Diana B [Dnevnik Diane Budisavljevi¢, 2019]). To this list, we might soon need
to add works by Kosovan directors such as Visar Morina (Sarajevo Film Festival 2020 win-
ner and Sundance-screened Exile [Exil]) and Blerta Basholli, who just recently won the
Jury, Audience and Best Director awards in the World Cinema selection at the 2021
Sundance Film Festival with Hive (Zgjoi; 2021) — although their distribution and possi-
ble audience success remain yet to be seen.

51) LumierePro database lists also Germany and Hungary as co-producers.
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Can Digitization Make the Post-Yugoslav Cinema More Popular?

The above analysis of popular films in the post-Yugoslav theatrical market points to sever-
al structural challenges within the current distribution sector in the region. The overall
challenge is the lack of any regional distribution policy. As we could see, some individual
examples of films such as The Wounds (1998), The Border Post (2005), Pride (2011) or Taxi
Blues (2019) show that the cross-regional appetite for certain titles remains. It comes as no
surprise, as the post-Yugoslav countries in great part share the taste in popular culture due
to the same (or similar) language and the common Yugoslav past. However, these films are
random and unpredictable examples as there are no policies in place that would stream-
line and capitalize on the existing potential. A number of initiatives for a regional distri-
bution policy have been discussed. For example, the Sarajevo Film Festival arranged a fo-
rum on this topic in August 2013,°» while the Head of Serbian MEDIA Desk revealed
plans about a regional distribution fund during the last edition of the Free Zone film fes-
tival in Belgrade.®™ Yet, none of those initiatives have come to fruition.

Furthermore, a common problem across the post-Yugoslav region is massive and un-
controlled piracy. According to the last available report from 2016, almost a quarter of the
population in the region illegally downloads and streams films and series.” The situation
with piracy has been improving on the regulatory level in those parts of the post-Yugoslav
region that have aligned their legislations with the relevant EU laws. However, the regula-
tory framework is not enough to eradicate the two major reasons for piracy in the post-
Yugoslav countries — low economic standard and inaccessibility of arthouse films that
disappear after several festival screenings in big cities and a too short (or non-existent)
theatrical release.

Finally, the entire post-Yugoslav distribution market is monopolized by a handful of
players whose dominant presence hinders any competition-driven and non-traditional
way of thinking when it comes to strategies for reaching a wider audience. One example is
the monopolist Serbian company MegaCom Film. In addition to being the regional distri-
bution leader whose catalogues combine studio-titles with independent, arthouse and do-
mestic films, MegaCom is a partner of many regional film festivals, providing the rights to
prominent international arthouse films. The company also organizes film festivals, the
most notable being Belgrade’s Auteur Film Festival, supplies exhibitors across Serbia and
owns the major Serbian VoD platform — MojOFE Spanning the distribution and exhibi-
tion of both studio titles and arthouse and domestic films, MegaCom Film is in the posi-
tion to generate a high turnover from the market as well as to receive the greatest share of
the available public subsidies for distribution of European arthouse cinema.

In such a socio-political and economic context — with no regional distribution policy
in place, where the post-Yugoslav distribution markets are monopolized and the viewers’

52) See “State of the Region 2013, Sarajevo Film Festival, accessed January 28, 2021, https://www.sff.ba/upload/
documents/State%200{%20the%20Region13_print.pdf.

53) At the industry workshop “Digital Propeller” in Belgrade on 9 November 2020.

54) Jovan Djuri¢, “Internet piraterija: Zbog skidanja filmova mozete da odete u zatvor,” B92, November 13, 2019,
accessed January 28, 2021, https://www.b92.net/biz/vesti/srbija.php?yyyy=2019&mm=11&dd=13&nav_
id=1616436.
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media behavior affected by low incomes — a more prominent digital distribution seems
like one viable solution for making local films more visible and accessible. The recent pen-
etration of global streaming platforms (e.g. Netflix and HBO) to the region and the glob-
al pandemic only speeded up this process. Although it is early to evaluate the digital dis-
tribution initiatives in the post-Yugoslav region as many are still nascent and no
systematic data reports have been made available, it is worth exploring the current situa-
tion in this area. The digital distribution potential in popularizing post-Yugoslav titles has
been visible in three forms: through collaboration with HBO, the presence on YouTube as
a free video-sharing platform and the emergence of local TVOD platforms.

Two local post-Yugoslav film directors, Mila Turajli¢ and Danis Tanovi¢, have collab-
orated with HBO in two different ways. Turajli¢’s creative documentary The Other Side of
Everything (Druga strana svega; 2017), an ideal European co-production that combines
traditional forms of public financing with the financing from HBO Europe, had a wide fes-
tival release after it won the main IDFA award in 2017, a limited — but very successful —
theatrical release in Belgrade™ and the long-term digital release on HBO. The digital re-
lease made the film accessible to many viewers in the post-Yugoslav region who would
otherwise find the film impossible to access, or would not even hear of it.

The Oscar-winning Bosnian director Danis Tanovi¢ directed HBO's first and, thus far,
only original production in the post-Yugoslav region — the high-end mini-series Success
(Uspjeh, 2018). Tanovi¢’s collaboration with HBO is reminiscent of the production mod-
els from the golden era of Yugoslav popular middle-brow co-productions. Commissioned
and executive produced by a global streaming platform, Success is simultaneously a mix of
creative and production elements from different parts of former Yugoslavia — written by
a Croatian/Macedonian scriptwriter, shot in Croatia with the majority Croatian crew and
cast and the Serbian actor in the main role.

Moreover, HBO has been increasingly picking up a variety of post-Yugoslav titles for
their catalogue, which prolongs their exploitation life and makes them visible and accessi-
ble to a wider audience. Thus, in addition to The Other Side of Everything and Success that
HBO (co-)produced, the platform’s catalogue currently includes over thirty local films
made between 1999 and 2019. The list includes primarily ideal European co-productions
made by local directors, the theatrical distribution of which was too short and underpro-
moted, but there is also a number of middle-brow theatrical successes as well as genre
films.

Finally, the collaboration with HBO and other international streaming platforms who
are entering the post-Yugoslav region shall be furthered by virtue of Article 13 of the new
EU’s Audiovisual Media Directive (AVMSD). Article 13 enables the European countries to
impose more stringent obligations for the streaming platforms regarding the production
and promotion of the local content. The implementation of Article 13 has already given
results across several European territories (e.g. France, Italy, Germany, Flanders)*® and

55) According to the Film Center Serbia’s database, the film earned 7,000 cinema admissions during only seve-
ral available screenings in one cinema in Belgrade.

56) Ivana Kostovska, Tim Raats, and Karen Donders, “The rise of the ‘Netflix tax’ and what it means for sustain-
ing European audiovisual markets,” Innovation: The European Journal of Social Research 33, no. 4 (2020),
423-441.
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will certainly be more exploited across European countries, including some post-Yugoslav
states in the near future.””

The most intriguing phenomenon regarding the digital distribution of post-Yugoslav
films is, however, a critical number of theatrical flops that attract hundreds of thousands
of viewers within a short period once they are shared on YouTube for free. Table 1 pro-
vides a few examples that give a taste of how drastic this phenomenon is.

£z, |8
Title g é :; E _g § U;{l(::azqu:te Category
53|
Halima’s Path 8,500 2.1mil. | 2012 14 April 2014 | Middle-brow
72 Days 198 | 700,000 | 2010 5 June 2020 Middle-brow
Motel Nana 6,000 1 mil. | 2010 Unknown®® Ideal Eur. co-pro
Name: Dobrica, Last Name: Unknown | 4,500 | 660,000 | 2016 | 14 Mar 2018 Eﬁﬁ;}l‘idﬁgﬁ;
Enclave 28,000 | 523,000 | 2015 16 Dec 2020 | Ideal Eur. co-pro
Tour 40,000 | 500,000 | 2008 22 Maj 2020 | Ideal Eur. co-pro
The Man Who Defended Gavrilo Princip | 15,000 | 434,000 | 2014 | 30 Aug2017 | Middle-brow
Children of Sarajevo 22,000 | 261,000 | 2012 26 Jan 2014 | Ideal Eur. co-pro
Circles 33,000 | 227,000 | 2013 Unknown Ideal Eur. co-pro
My Beautiful Country 1,500 | 225,000 | 2012 Unknown Ideal Eur. co-pro

Table 1: Popular post-Yugoslav films on YouTube and their cinema admissions. Source: European Audiovisual
Observatory, Film Center Serbia and YouTube (as of January 29, 2021)

A quick look into Table 1 shows that a number of arthouse post-Yugoslav films may
have a wider audience appeal than their low cinema admissions suggest. Moreover, the
thousands of comments under the uploads of these films indicate their social relevance, as
they inspire an array of discussions and emotions among the viewers who originate from
different post-Yugoslav nations and social classes. They discuss Yugonostalgia, national-
isms, war-related PTSDs (among other things) and thus prompt what in the discourse of
the European public film funds — as well as in the definition of the ideal European co-
production — is called “cultural value”, which in part justifies the costs of these films.

The YouTube popularity of these films leads to the conclusion that post-Yugoslav the-
atrical flops are not necessarily unwatchable, bad or elitist films. On the contrary, they may
have a latent audience. However, those people may not have money for cinema, or may
have no access to cinemas (for instance, diasporic and rural audiences), or they simply

57) Petar Mitri¢ and Petr Szczepanik, Pomiize Netflix Ceskému filmu? Vyzvy a prileZitosti implementace ¢lanku 13
revidované smérnice o audiovizudlnich medidlnich sluzbdch (Praha and Olomouc: Univerzita Karlova; Uni-
verzita Palackého, 2020).

58) Films marked as “unknown” were removed from YouTube by the time we checked the date.
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may miss films due to the distributor’s poor promotional strategies. Therefore, the local
policymakers as well as distributors and exhibitors may certainly consider innovative dig-
ital strategies for making regional films more visible and more accessible. Making the
films legally available online for a lower price would decrease illegal downloading, in-
crease the revenue streams and help distributors track the data about the number and de-
mographics of local audiences.

The challenge of visibility and accessibility of European films is already being ad-
dressed across Europe by virtue of several business models based on digital distribution.
These business models include Premium-VOD (PVOD) platforms, virtual cinemas, film
festival VOD platforms and digital aggregators which aggregate digital release for inde-
pendent exhibitors. These business models allow distributors to go very wide and very tar-
geted without having to build and run a cinema in one geographical location. They also
empower customers to watch films in multiple ways and at different prices, and enable dis-
tributors to track the data about their clients’ digital behavior.

It is the pandemic and the closures of cinemas that also stimulated distributors and ex-
hibitors in the post-Yugoslav region to commit more to online distribution. They either
used the existing local SVOD and TVOD platforms or opened new ones during the first
lockdown to offer content for free streaming. The idea was to attract a new audience and
offer an alternative to loyal cinema-goers, which according to Igor Stankovi¢, the CEO of
MegaCom Film, was very successful:

Once you provide something for free, people in our region are keen to watch it. We
experienced it with the platform Moj-OFF that we launched on 24 March. We pro-
vided five film slots a day for newest arthouse films for 14 days. Those films were
scheduled for cinemas, but we made them available across ex-Yugoslavia online for
free. Already during the first night, we had 60,000 unique clicks. By the end of this
14-day online festival, our website received almost 4 million visits. That was the se-
cond most visited website on the platform we used to host the site in those fourteen
days in the entire world. We will transform it into a transactional VoD platform,
with an intention of becoming a PVOD for films which will be screened on festival
and then, a day after, on that platform. So, developing their own platform isa MUST-
DO for all the local distributors. Moj-OFF cinema will keep copying the Curzon-
cinema Premium-VOD model.*”

Other platforms in the region followed the same model in the spring 2020, including
the only regional SVOD platform Pickbox, which focuses mostly on commercial serial
content but has recently also become open for all kinds of regional content during the
lockdown.

Finally, a number of smaller TVOD platforms (e.g. Kino Meeting Point OnDemand
and KinoKauch) were launched either to host the online screenings during the pandemic
editions of local film festivals or to provide a digital release window for new films. These

59) Igor Stankovi¢, at “Cine link talks: Radical New Distribution Strategies” — an industry panel at the Sarajevo
Film Festival, August 15, 2020.
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new platforms innovate the post-Yugoslav distribution sector in two ways. Firstly, the
same film can be released across several of these platforms as none of them receive exclu-
sive rights, which is never the case with theatrical distribution. Secondly, the new plat-
forms provide a digital release of local films across ex-Yugoslavia (or sometimes even
globally), making them more accessible, more visible, and cheaper when compared to the
situation during cinema release.

An illuminating example in this regard is the recent digital release of Quo Vadis, Aida?
by Jasmila Zbani¢ — the first film about the Srebrenica genocide perpetrated in July 1995
by the Bosnian Serb Army against the local Muslim population. Even though this ideal
European co-production has an obvious audience appeal (a linear dramaturgy, classic nar-
rative, high production value, Venice-competitor, and a well-known topic), it will never be
released in cinemas in some parts of ex-Yugoslavia due to strictly political reasons. How-
ever, thanks to its digital distribution on Kino Meeting Point OnDemand, the film over-
came the political obstacles and became legally accessible at an affordable price across the
post-Yugoslav region. Furthermore, in addition to watching the film in high-quality, the
viewers can read the film’s reviews and see video interviews with the actors. Most interest-
ingly, even though the digital release of the film ended in mid-January 2021, at the audi-
ence request, the film was digitally re-released across the region in early February. This is
definitely a trend that the post-Yugoslav theatrical distribution of arthouse films has nev-
er seen.

All in all, the commercial digital distribution of post-Yugoslav films is still very mod-
est when compared to some other parts of Europe such as Scandinavia and the Czech Re-
public where the presence of digital players is much more vibrant. Also, the effects of the
digital distribution on popularizing of post-Yugoslav films are still difficult to measure as
there is almost no available streaming data. Yet, the above-described developments re-
garding both legal and illegal digital distribution of popular local films show that the re-
gional digital distribution infrastructure, although underdeveloped, is steadily evolving
and becoming increasingly complementary with the theatrical one.

Conclusion

In this article, inspired by the broader policy challenges of building film audiences for Eu-
ropean films in an age of digitization, but also prompted by the current epidemiological
situation that brought on new challenges for film distribution, we analyzed the preferenc-
es of film audiences of one specific film market — namely that of the former Yugoslavia.
The post-Yugoslav space — with some similarities in preferences among the local audi-
ences as well as with its long history of collaborative filmmaking that was abruptly inter-
rupted by the dissolution of the Yugoslav federation in the early 90s — is in many ways a
natural market for films from respective national cinemas of what are now seven inde-
pendent states. We wanted to understand what kinds of post-Yugoslav films capitalize on
this historical potential in order to find their way to the audiences in the region most suc-
cessfully and contribute to the completion of a major European film policy goal of creat-
ing audience-appealing films with an inherent cultural value. In doing so, we categorized
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the popular films across the region into four categories: low-brow, middle-brow, popular
arthouse films and, drawing on the theoretical work by Petar Mitri¢, ideal European co-
productions.

While audiences everywhere are difficult to analyze and predict, some patterns — and
reasons for optimism, but also invitations for creative thinking about both film produc-
tion and distribution — emerge from our analysis. On the one hand, we find that, while
caution is needed when considering films popular in different contexts due to market size
and other factors, some post-Yugoslav countries have yet to create truly popular films, do-
mestically or beyond. Others — specifically Bosnia and Herzegovina, Croatia, Serbia and
Slovenia — each show their individual, distinct trends, with certain genres and themes
dominating in popularity over others. However, we also find that when created in the re-
gion as joint co-productions between the post-Yugoslav states (with or without additional
European funding), films that can be categorized as ideal European co-productions often
do well in and beyond their national markets. They can attract significant audiences —
with one possible outlier being Bosnia, whose highly critically accomplished films seem to
still be searching for a domestic audience, but more data is needed to be able to say this
with confidence.

What we also do find, however, is that interest in and legal access to films do not always
overlap in the post-Yugoslav region. This happens due to familiar reasons like the domi-
nation of Hollywood titles and absence of locally made films on major VOD networks, but
also more locally specific issues such as widespread piracy, low living standard and insuf-
ficient access to cinemas, as well as distributor-side limitations. Hence, in the last section
of our paper, drawing on qualitative data from two different industry events, we explored
some indicators for what might be considered key issues — both in getting films to view-
ers successfully and in studying and understanding that success or lack thereof — as well
as possible places to start addressing them, in the region and beyond.
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Filmography

Feature films

72 Days (72 dana; Danilo Serbediija, 2010)

A Tight Spot 4 (Tesna koza 4; Mica Milosevi¢, 1991)

A Time for... (Vrijeme za...; Oja Kodar, 1993)

Balkan Spy (Balkanski $pijun; Dusan Kovacevi¢, 1984)

Beach Guard in Winter (Cuvar plaZe u zimskom period; Goran Paskaljevi¢, 1976)

Black Cat, White Cat (Crna macka, beli macor; Emir Kusturica, 1998)

Bravo Maestro (Rajko Grli¢, 1978)

Cabaret Balkan (Bure baruta; Goran Paskaljevi¢, 1998)

Cashier Wants to Go to the Seaside (Blagajnica hoce i¢i na more; Dalibor Matani¢, 2000)
Cheese and Jam (Kajmak i marmelada; Branko Duri¢, 2003)

Children of Sarajevo (Djeca; Aida Begi¢, 2012)

Circles (Krugovi; Srdan Golubovi¢, 2013)

Class Enemy (Razredni sovraznik; Rok Bi¢ek, 2013)

Countess Dora (Kontesa Dora; Zvonimir Berkovié, 1993)

Do You Remember Dolly Bell? (Sjec¢a$ li se Doli Bel?, 1981)

Dudes (Munje!; Radivoje Andri¢, 2001)

Enclave (Enklava; Goran Radovanovié, 2015)

Esma’s Secret — Grbavica (Grbavica; Jasmila Zbanié, 2006)

Exile (Exil; Visar Morina, 2020)

Foolish Years (Lude godine; 1977-1992)

Going Our Way (Gremo mi po svoje; Miha Hocevar, 2010)

Guns of War (Uzicka republika; Zika Mitrovié, 1974)

Halima’s Path (Halimin put; Arsen Anton Ostoji¢, 2012)

High Sun (Zvizdan; Dalibor Matani¢, 2015)

Hive (Zgjoi; Blerta Basholli, 2021)

How the War Started on My Island (Kako je poceo rat na mom otoku; Vinko Bre$an, 1996)
Ivko’s Feast (Ivkova slava; Zdravko Sotra, 2005)

King Petar the First (Kralj Petar I; Petar Ristovski, 2018)

Knife (Noz; Miroslav Leki¢, 1998)

Lapitch the Little Shoemaker (Cudnovate zgode Segrta Hlapi¢a; Milan Blazekovi¢, 1997)
Lara’s Choice: The Lost Prince (Larin izbor: Izgubljeni princ; Tomislav Rukavina, 2012)
Let Him Be a Basketball Player (Kosarkar naj bo; Boris Petkovi¢, 2017)

Little Buddho (Mali Budo; Danilo Beékovi¢, 2014)

Marshal Tito's Spirit (Marsal; Vinko Bresan, 1999)

Men Don’t Cry (Muskarci ne placu; Alen Drljevi¢, 2017)

Montevideo: Taste of a Dream (Montevideo, Bog te video!; Dragan Bjelogrli¢, 2010)
Motel Nana (Predrag Velinovi¢, 2010)

My Beautiful Country (Die Briicke am Ibar; Michaela Kezele, 2012)

My Grandpa is an Alien (Moj dida je pao s Marsa; Marina Andree Skop, Drazen Zarkovi¢)
Name: Dobrica, Last Name: Unknown (Ime: Dobrica, prezime: nepoznato; Srda Penezié, 2016)
Natasha (Natasa; Ljubisa Samardzi¢, 2001)



ILUMINACE Volume 33, 2021, No. 1 (121) ARTICLES

Occupation in 26 Pictures (Okupacija u 26 slika; Lordan Zafranovi¢, 1979)

On the Path (Na putu; Jasmila Zbani¢, 2011)

Outsider (Andrej Kosak, 1997)

Pr’ Hostar (Luka Marcetic, 2016)

Pretty Village, Pretty Flame (Lepa sela lepo gore; Srdan Dragojevi¢, 1996)

Quo Vadis, Aida? (Jasmila Zbanié, 2020)

Rooster’s Breakfast (Petelinji zajtrk; Marko Naber$nik, 2007)

Saint George Shoots the Dragon (Sveti Georgije ubiva azdahu; Srdan Dragojevi¢, 2009)
See You in Montevideo (Montevideo, vidimo se!; Dragan Bjelogrli¢, 2014)

Sky Hook (Nebeska udica; Ljubi$a Samardzi¢, 2000)

Snow (Snijeg; Aida Begi¢, 2008)

Sonja and the Bull (Sonja i bik; Vlatka Vorkapi¢, 2012)

South Wind (Juzni vetar; Milo§ Avramovi¢, 2018)

Special Treatment (Poseban tretman; Goran Paskaljevi¢, 1980)

Sutjeska (Stipe Deli¢, 1973)

Taxi Blues (Taksi bluz; Miroslav Stamatov, 2019)

Tears for Sale (Carlston za Ognjenku; Uro$ Stojanovié, 2008)

The Battle of Neretva (Bitka na Neretvi; Veljko Bulaji¢, 1969)

The Border Post (Karaula; Rajko Grli¢, 2005)

The Brave Adventures of a Little Shoemaker (Segrt Hlapi¢; Silvije Petranovi¢, 2013)
The Diary of Diana B (Dnevnik Diane Budisavljevi¢; Dana Budisavljevi¢, 2019)
The Dog Who Loves Trains (Pas koji je voleo vozove; Goran Paskaljevi¢, 1978)

The Fall of Italy (Pad Italije; Lordan Zafranovi¢, 1981)

The General (General; Antun Vrdoljak, 2019)

The Man Who Defended Gavrilo Princip (Branio sam Mladu Bosnu, Srdan Koljevi¢, 2014)
The Other Side of Everything (Druga strana svega; Mila Turajli¢, 2017)

The Parade (Parada; Srdan Dragojevi¢, 2011)

The Priest’s Children (Sve¢enikova djeca; Vinko Bresan, 2013)

The Professional (Profesionalac; Dusan Kovacevi¢, 2003)

The Samurai in Autumn (Jesen samuraja; Danilo Be¢kovié, 2016)

The Tour (Turneja, Goran Markovi¢, 2008)

The Wounds (Rane; Srdan Dragojevi¢, 1998)

Time of the Gypsies (Dom za ve$anje; 1988)

Tito and Me (Tito i ja; Goran Markovi¢, 1992)

Underground (Emir Kusturica, 1994)

Vukovar: The Way Home (Vukovar se vra¢a kudi; Branko Schmidt, 1994)

Walter Defends Sarajevo (Valter brani Sarajevo; Hajrudin Krvavac, 1972)

We Are Not Angels (Mi nismo andeli; Srdan Dragojevi¢, 1992)

We Are Not Angels 2 (Mi nismo andeli 2; Srdan Dragojevi¢, 2005)

We Will Be the World Champions (Bi¢emo prvaci sveta; Darko Baji¢, 2015)

What is a Man without a Moustache? (Sto je mugkarac bez brkova?; Hrvoje Hribar, 2006)
When Father Was Away on Business (Otac na sluzbenom putu; Emir Kusturica, 1985)
Zona Zamfirova (Zdravko Sotra, 2002)

ZG80 (Igor Seregi, 2016)
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TV series
Success (Uspjeh; created by Marjan Al¢evski; Danis Tanovi¢, 2019)

Biographies
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sion Co-production: Policy and Practice (Palgrave Macmillan).

Tamara Kolari¢ is an independent researcher and lecturer with OLIve Weekend, a Central Europe-
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tersections between memory and film in the post-Yugoslav region.
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Petr Mare$ (Charles University Prague)

In Poland, That Is To Say Nowhere

Ubu roi in the Czech and Polish Film Versions"

Abstract

This article comprises an analysis and comparison of two film adaptations of the play Ubu roi by Al-
fred Jarry, made in Central Europe following the fall of communism in 1989 — one was shot in the
Czech Republic (Krdl Ubu, E A. Brabec, 1996), the other one in Poland (Ubu Krél, Piotr Szulkin,
2003). The article explores the motivation behind these adaptations and how it is reflected in their
structure and semantics. The significant reception Jarry’s work had enjoyed in both cultures in pre-
vious decades appears to have been one such stimulus. Furthermore, the source had a potential for
being an appropriate foundation for a metaphorical expression of current political and social prob-
lems as well as for post-modernist re-writing and variations. Finally, Jarry’s play was attractive on ac-
count of its provocative nature and drastic humour, which had a potential of drawing audiences. The
adaptations differ in the degree to which they stress each of these factors. E. A. Brabec transformed
Jarry’s play into a universal parable of warning, with a diversity of allusions referring to the state of
Czech society at the time of shooting. The director pays equal attention to elaborate visual styliza-
tion of the film, while making occasional use of effects related to corporeality and sexuality, which
can often be seen to be superficial and pandering. Piotr Szulkin’s adaptation is a radically pessimis-
tic reflection on the development and current situation in Poland and the entire world. The film has
the form of an eccentric vision mixing elements of grotesque, dystopia, carnival as well as vaudeville.
At the same time, it is designed as a complex structure based on repetition and variation.

Keywords
adaptation, re-writing, intertextuality, humour, corporeality, political and social issues

1) As Jarry himself said, the scene of Ubu roi is set “en Pologne, cest-a-dire Nulle Part”; Alfred Jarry, “Confé-
rence prononcée a la création d’ «Ubu roi»” in Alfred Jarry, Ubu roi, ed. Henri Béhar (Paris: Larousse, 1985),
135.
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Following 1989, the year of fundamental political changes that resulted in the end of com-
munist rule in many countries, two film adaptations of the play Ubu roi (1896)? by Alfred
Jarry were shot in Central Europe. One was made in the Czech Republic as a directing
début of the renowned cinematographer E A. (FrantiSek Antonin) Brabec (Krdl Ubu,
1996),” the other came into existence later in Poland (Ubu Krdl, 2003); it was directed by
Piotr Szulkin, who had gained an international reputation for his “dystopian tetralogy”?
Although Szulkin’s Ubu was not presented to audiences until the beginning of the 21 cen-
tury, preparations for both projects ran more or less in parallel. Szulkin first attempted at
the realization of his adaptation in the first half of the 1990s, but production difficulties
caused the shooting to be postponed multiple times. As a consequence, Ubu Krél was con-
sidered a “backward work”, which belonged, in respect to its orientation, more to the pre-
vious decade;” this was undoubtedly one of the reasons why the film only received a re-
strained reception from Polish critics and little interest from the audience.” Similarly, F. A.
Brabec achieved only a partial success both among experts and audiences.” However,
while F. A. Brabec continued with his career as a director after Krdl Ubu (he has since
made seven more feature films), Ubu Krol was Szulkin’s last work. Not only because of his
deteriorating health, he never made another film after that, dying in 2018.9
The fact that two Central-European film industries realized, shortly one after the oth-
er, a film based on the same (rather old and foreign-language) source gives rise to the
question as to the reasons for such parallel decisions. We can allow for four possible mo-
tivations:
(1) The tradition — the long-term reception of Alfred Jarry’s works both in the Czech and
Polish cultures — acted as a stimulus.
(2) The story of King Ubu was considered to be a suitable basis for the artistic reflection of
contemporary political and social problems (the filmmakers wanted to come to terms
with the past as well as the complexity and conflicts of the post-communist era).

2) In English, several titles exist, including Ubu the King, King Ubu, Ubu Roi and Ubu Rex.

3) In the Czech cultural tradition, Jarry’s play alternates between two titles. The book editions are titled Ubu
kralem (“Ubu as the King”), but numerous theatre productions — and the film adaptation — use the title
Kral Ubu (“King Ubu”).

4) The tetralogy consists of the films Golem (The Golem, 1979), Wojna swiatéw — nastepne stulecie (The War of
the Worlds: the Next Century, 1981), O-bi, o-ba. Koniec cywilizacji (O-bi, O-ba: The End of Civilization, 1984)
and Ga, ga. Chwata bohaterom (Ga, Ga: Glory to the Heroes, 1985). See Ludmila Gruszewska-Blaim, “Dys-
topianising the dystopian: Piotr Szulkin’s film tetralogy,“ in Dystopia(n) Matters: On the Page, on Screen, on
Stage, ed. Fatima Vieira (Newcastle upon Tyne: Cambridge Scholars Publishing, 2013), 202-216; Krzysztof
Loska, “The apocalyptic imagination in the films of Piotr Szulkin,” Maska. Magazyn antropologiczno-
spoleczno-kulturowy, no. 35 (2017), 11-22, accessed 22 June, 2019, http: //www.maska.psc.uj.edu.pl/num-
ery/numery-regularne/numery-31-40/numer-xxxv#; Sebastian Jakub Konefal, “Piotr Szulkin: katastrofy
logosu i absurdy istnienia,” Kwartalnik Filmowy, no. 104 (2018), 216-227.

5) Lukasz Maciejewski, “Gréwnem po réwno,” Kino 38, no. 1 (2004), 50; Piotr Mirski, “Piotr Szulkin z perspek-
tywy, Kino 46, no. 10 (2012), 88.

6) Tadeusz Lubelski, Historia kina polskiego: Twércy, filmy, konteksty (Chorzow: Videograf II, 2009), 564.

7) Vladimir Just, “Ubu spoutany?”, Film a doba 42, no. 4 (1996), 186-187; Andrej Halada, Cesky film de-
vadesdtych let: Od Tankového praporu ke Koljovi (Praha: Nakladatelstvi Lidové noviny, 1997), 158-159; Jan
Culik, Jaci jsme: Ceskd spolecnost v hraném filmu devadesdtych a nultych let (Brno: Host, 2007), 531-532.

8) See Sebastian Jakub Konefal, “Piotr Szulkin (26 April 1950-3 August 2018),” Studies in Eastern European
Cinema 10, no. 1 (2019), 75-76, accessed 8 July, 2019, https://www.tandfonline.com /doi/full/10.1080/
2040350X. 2018.1543997.
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(3) The play was believed to provide elbow room for creativity and a suitable basis for
(post-modernist) re-writing, re-interpretation, variations as well as intertextual refer-
encing.

(4) It was believed that because of its provocative nature, infringing taboos both in lan-
guage and behaviour, drastic humour and spectacular scenes, Jarry’s play would be at-
tractive to film audiences (and would also lend itself well to various modifications, fur-
ther increasing its attractiveness).

In this text, I will focus on whether it is possible to find some evidence of the above
mentioned motivations for adaptation in the Ubu films, or whether it is possible to inter-
pret some parts of these films as the result of these motivations. Moreover, I will pay atten-
tion to the formal and semantic features of both films as well as to their mutual similari-
ties and differences.

The common starting point: Ubu roi by Alfred Jarry

The first performance of Ubu roi in December 1896 was described as “one of the most
scandalous first runs which have ever been given”” The role of the forerunner of Dadaism,
Surrealism and Theatre of the Absurd was attributed to Jarry'” mainly owing to this and
other plays of the so called Ubu cycle.')

The radicalism of Ubu roi, which was originally intended for puppet theatre, is based
on consistent schematizing of the plot and “emptying” of the characters. They are devoid
of psychological features and reduced to their corporeality and instincts. The protagonist,
Papa Ubu, “is the ultimate anti-hero. Monstrous, animalistic and foul-mouthed”!'? Ac-
cording to Martin Esslin’s depiction, “he is mean, vulgar, and incredibly brutal”'® More-
over, other characters are also determined in their actions by cruelty, avariciousness, stu-
pidity and cowardice. The play shows in an exemplary manner how fight for power and
power mechanisms function under such conditions: In fictitious Poland, Papa Ubu, at the
insistence of Mama Ubu, has King Wenceslas and his sons assassinated. He seizes the
throne and enriches himself unscrupulously. He is later defeated by the Russian tsar in a
battle in Ukraine. Mama Ubu is expelled from Poland by Wenceslas’s only descendant
who has survived. At the end of the play, Ubu and his allies sail for France.'¥

The emphasis on grotesque, bizarre and monstrous situations, along with the lack of
theatrical “illusion of reality’, triggers a distanced attitude in the audience. Thus, horrible

9) Ludvik Kundera, “Ubuovsky svét Alfreda Jarryho,” in Ubu, Alfred Jarry (Praha: KRA, 1993), 9 (all transla-
tions from Czech to English by the author).

10) “Jarry [...] must be regarded as one of the originators of the concepts on which a good deal of contemporary
art, and not only in literature and the theatre, is based” Martin Esslin, The Theatre of the Absurd (Garden
City, NY: Doubleday, 1961), 259.

11) Ubu cocu (Ubu Cuckolded, 1897, published 1944), Ubu enchainé (Ubu Enchained, 1900), Ubu sur la butte
(Ubu on the Mound, 1901). Theatre productions and adaptations often combine parts of various Ubu plays.

12) Brian Nelson, The Cambridge Introduction to French Literature (Cambridge: Cambridge University Press,
2015), 173.

13) Esslin, The Theatre of the Absurd, 256.

14) A detailed reproduction of the play’s action is found, inter alia, in Jill Fell, Alfed Jarry (London: Reaktion
Books, 2010), 85-89.
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actions and cynical statements are not taken “seriously” and become laughable. The pa-
rodic approach, applied conspicuously, is connected with this. Ubu roi (as well as other
Ubu plays) refers with humour and ridicule to the conventions of classical historical dra-
ma and turns nobility into baseness.'” The parodic nature of these plays also becomes ev-
ident in the use of language; it is ostentatiously heterogeneous, combining archaic and
florid formulations with striking vulgarisms.

On the other hand, the characters and actions are open for adding various concretiz-
ing meanings and generalizing interpretations. As Henri Béhar notes, Ubu was perceived
as a caricature of both a bourgeois and an anarchist; he was also considered a symbol of
capitalism, Nazism and Stalinism.'® In a similar vein, Katefina Miholova speculates that
Papa Ubu is an archetypal phenomenon that can be seen as a petit bourgeois, as a dictator
and as a mythical creature.'” Besides, Jarry himself described Ubu as a character that com-
bined features of all people and was an “ignoble double” of the theatrical audience.'¥

In general, the play Ubu roi (along with others in the Ubu cycle) is a dynamic whole,
whose structure is based on combining heterogeneous elements; it presents unspecified
characters and events, inviting various explanations of their significance. Therefore, it en-
ables and motivates more new and new readings, modifications and adaptations.

The Czech Ubu

Jarry’s Ubu roi was first staged by the Prague avant-garde theatre Osvobozené divadlo
(‘Liberated Theatre’) in November 1928." Its translation by the actor Jifi Voskovec was
published along with other texts by Jarry in 1930.2% Following the Second World War, the
Ubu theme was subject to creative paraphrase by the poet and playwright Josef Kainar in
his plays Ubu se vraci (‘Ubu Returns, 1947-1948) and Ubu pokracuje (‘Ubu Lives On, ca.
1950). They were never published in their day; the former was staged by the Nové divadlo
satiry (‘New Theatre of Satire’) in early 1949, with little success and a run of only six per-
formances. Ubu se vraci was written as an absurd grotesque depicting fight for power and
cynical demagogy; by contrast, the latter piece, Ubu pokracuje, is a considerable update on
the characters and action and appears to justify and celebrate the Communist takeover in
February 1948.29

By the 1960s, Jarry’s works were firmly established in Czech culture. A new selection
of his texts was published in 1961.» However, it was only the staging titled Krdl Ubu at the

15) Henri Béhar, “Ubu roi 1896: Notice,” in Ubu roi, Alfred Jarry (Paris: Larousse, 1985), 13.

16) Ibid., 14.

17) Katetina Miholovd, Krdl Ubu / Ubu the King. Jarry & Grossman ¢ Fira (Praha: KANT, 2007), 17-20, 137—
139. The book comprises both the text in Czech (9-125) and its (shortened) English version (127-192).

18) Alfred Jarry, “Questions de théatre”, Ubu roi, Alfred Jarry, 138.

19) For the Czech reception of the works by Jarry, see Kundera, “Ubuovsky svét Alfreda Jarryho,” 13; Miholov4,
Krdl Ubu / Ubu the King, 21, 140.

20) Alfred Jarry, [Nadsamec, Messalina, Ubu krdlem] (Praha: Rudolf Skeiik, 1930).

21) See Josef Kainar, Ubu se vraci a jiné hry (Praha: Filip Tomd$§ — Akropolis, 2019), 199-334; commentary
690-695.

22) Alfred Jarry, Ubu krdlem a jiné hry a prézy (Praha: Statni nakladatelstvi krasné literatury a uméni, 1961). As
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Divadlo Na zdbradli (“Theatre on the Balustrade’) in Prague, where it opened in May 1964,
that was of essential importance.?” The production, created by the director Jan Grossman
and the writer and screen-writer Milo§ Macourek, also featured selected passages from
other texts by Jarry, especially Ubu enchainé.*” The adapted play contains various actual-
izing allusions to the situation and ideology of the period, but (using the passages from
Ubu enchainé) it concentrates primarily on the problem of proclaimed freedom of behav-
iour which is ordered and controlled, thus becoming a new form of violence.?”

Grossman’s production brought the Ubu theme into the awareness of a wider Czech
audience; moreover, it illustrated the possibilities of adapting Jarry’s work to contempo-
rary conditions. Although the play was not allowed to be presented after the invasion of
the troops of the Warsaw Pact in August 1968, it survived in the cultural memory. This
memory was supported by the fact that the TV version of the performance shot in sum-
mer 1968 had been saved and was made available to the general public after the fall of
communism in November 1989.

The authors of the film adaptation made in 1996, exactly one hundred years after the
play premiered, could expect that the characters of Papa and Mama Ubu were not un-
known to the audiences (but it was also evident that the film would be compared with the
memorable staging from the 1960s). It was symptomatic that the screenplay initiated by
E A. Brabec was written by Milo§ Macourek, who had co-authored the staging directed by
Jan Grossman. Macourek declared that his aim was to re-write Jarry’s work in such a way
that it would have the chance “to speak to as large an audience as possible”>® Nevertheless,
this aim clashed with the attitude of Brabec, a beginning director and renowned cinema-
tographer, who considered the project to be, first and foremost, a chance to apply impres-
sive visual stylization. Therefore, the film is characterized by evident (and sometimes dis-
turbing) heterogeneity of its components.

The adaptation keeps the main features of the play’s plot; nevertheless, it departs from
Jarry’s work in many ways:

The film lays emphasis on the presentation of megalomania, coarse manners, stupidi-
ty, niggardliness and the power conflicts resulting from them. In this respect, the film
reaches further than the play, because it shows as a warning (in the days when there is a

for the play Ubu roi, the volume included its translation by Jifi Voskovec (who emigrated in 1948), revised
and signed by his brother Prokop. The translation (and its variations) was analysed by K. Miholov4, S. Beli-
sova and O. Nédvornik. See Miholové, Krdl Ubu / Ubu the King, 33-34, 150-151; Sérka Belisov4, “La tra-
duction tchéque & Ubu Roi,” in Alfred Jarry et la culture tchéque / a Ceskd kultura, ed. Mariana Kune$ova
(Ostrava: Ostravska univerzita v Ostravé, 2008), 201-210; Ondiej Nadvornik, “Bratrsky pteklad neboli po-
rovnani a stylisticka analyza dvou textd Ubu krdlem,” in Krdl Ubu: Pandéro moci, Alfred Jarry (Ostrava:
Nérodni divadlo moravskoslezské, 2016), 35-72.

23) K. Miholova thoroughly analysed the production directed by Grossman and its critical reception in her
“interactive reconstruction”. See Miholova, Krdl Ubu / Ubu the King.

24) Alfred Jarry, Krdl Ubu. Adapted by Milos Macourek and Jan Grossman (Praha: Dilia, 1966).

25) Jan Grossman, “Kral Ubu [1966],” in Analyzy, Jan Grossman (Praha: Ceskoslovensk)’f spisovatel, 1991),
381-382.

26) See the author’s comment in the book publication of the screenplay. Milo§ Macourek, “Autorska poznamka,”
in Krdl Ubu. Filmovy scéndi Milose Macourka, Alfred Jarry (Praha: Cinema, 1996), 88. The publishing of the
screenplay, enriched with photographs, at the time of the first run of the film, bears witness to the high am-
bitions of the project.
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general conviction that democratic development after the fall of communism is irreversi-
ble) that unscrupulous striving for power still remains a serious and indestructible danger.
While the defeated protagonist escapes at the end of the play, Ubu in the film liquidates
mercilessly those who stand in his way (i.e. the legitimate ruler and his family) and is ap-
parently on the rise to power again.*”

The film includes various allusions referring to the presupposed experience and atti-
tudes of its audience. In connection with the traumatizing recent past, it was especially the
Russian component of the story that seemed suitable. For example, the Russian army is
marching festively (at an accelerating and jerky pace) across the snow-covered steppes to
the accompaniment of the song Kalinka, which evokes concerts by the Alexandrov En-
semble, the official choir of the Red Army. Grotesque scenes “with the Russian tsar, dream-
ily infantile and playful in a senile way”® are perfectly elaborated. Moreover, special atten-
tion was paid to the motif of corruption, this time by means of the somewhat pandering
cameo appearance of the singer Lou Fandnek Hagen whose (added) role of a jailer is more
an interlude serving his own self-promotion.”” There was an obvious effort to enlarge the
potential audience by casting celebrities from the music scene.*”

Other departures from the theatrical source were supposed to attract audiences’ atten-
tion by reaching beyond the sphere of common and acceptable phenomena. The empha-
sis on vulgarity and corporeality, which had already been part of the provocative orienta-
tion of Jarry’s play, is clearly intensified in the film.*" Ugliness and taboo bodily
manifestations (belching, flatulence, urinating) are performed almost with delight. This
could appear to be a liberating gesture to a certain extent, but it could also signal a prefer-
ence for primitive humour. The prominent position of sexuality functions in an analogous
way. Indications found in several passages of the play Ubu sur la butte motivated the con-
ception of Mama Ubu as a “sexual demon” who, using her passion, liquidates (literally
“turns into ashes”) not only Ubu’s ally Palcontent Gyron, but also a whole regiment of the
Russian army. The character of Eleutheria is borrowed from the play Ubu enchainé. She is
a girl who — in an added line of action without any relation to Jarry’s text — does her best
to solve “the problem of reproduction”, in which she finally succeeds.

Although the film is characterized by a clear development of plot and, at the same
time, it concentrates on drastic effects, it is its artistic construction, visual stylization and
various formal contrasts that are often at the forefront. One of them is the opposition be-
tween theatrical and filmic presentation. The film version reflects the theatrical nature of

27) 'The screenplay suggests the total massacre of the ruler’s numerous family (Jarry, Krdl Ubu. Filmovy scéndf
Milose Macourka, 85-87); however, in the film one of the children symbolically survives and escapes with a
dagger in his hand so that — as Brabec put it — “at least a little light of hope” remains. Macourek, “Autorska
poznamka,” 88.

28) Just, “Ubu spoutany?,” 187.

29) The director acted upon the same principle when casting the character of Mama Ubu. Lucie Bild bears out
her status at the end of the film when she plays her real role of a pop-singer.

30) See Just, “Ubu spoutany?;” 186-187.

31) When, for example, Ubu says in the play that he will “invent a wind-driven carriage capable of transferring
the entire army”, in the film he adds that the soldiers will drive it by “powerful farts” (0:06:27-0:06:37). Al-
fred Jarry, The Ubu Plays, transl. by Cyril Connelly and Simon Watson Taylor (London: Methuen, 1983), 53.



ILUMINACE Volume 33, 2021, No. 1 (121) ARTICLES 69

its source (this is even conventionally signalled by the curtain being raised at the begin-
ning and dropped at the end). The scene of reckoning with the aristocracy is presented as
a stage action and adequate stage equipment (a trapdoor) is used. The film also retains tei-
choscopy, a traditional theatrical technique consisting in verbal references to passing
events which are not possible or suitable to show directly (the reporting of the murdering
of King Wenceslas’ children). On the other hand, the film makes an extensive use of the
real (or cinematically treated) setting, alternating between open and closed space. Thus,
one of the forms of the depicted space are boundless areas sometimes structured by a col-
onnade and solitary palaces. The emphasis is placed on symmetrical compositions and a
perfect choreography of the characters’ movements, which sometimes assume (thanks to
acceleration) the form of a grotesque dance. At the opposite pole is the dark and cramped
space, such as a subterranean vault and an underground sewer (where Ubu symbolically
stays at the end of the film) or, in an extreme case, the inside of a grand piano in which the
escaping prince hides.

The integrating element of the Czech film adaptation of Ubu roi is its orientation
towards producing a story presented as a warning parable. At the same time, it is affected
on the one hand by the tension between a tendency towards the artistic, and a clear effort
to attract the widest possible audience on the other. This leads to the accumulation
of spectacular and drastic scenes as well as pandering and incongruous ones. In Krdl Ubu
the tendency towards “wild”, free and provoking adaptations from the period shortly
after 1989 — which is best exemplified by the film V Zdru krdlovské ldsky (The Flames of
Royal Love, 1990) by Jan Némec — is fading away. On the other hand, the film marks the
beginning of a path towards adaptations, both attractive and trivial, of the works of classic
Czech literature which were shot by E. A. Brabec later: Kytice (Wild Flowers, 2000), Mdj
(May, 2008).

The Polish Ubu

The Polish interest in Ubu roi was sparked by the fact that the play was situated in this very
country, although it took place in Poland that “did not exist”. The first translation was pub-
lished in 1936 by the renowned translator and critic Tadeusz Boy-Zelenski.*? Since the
1950s, the play has been staged many times by Polish theatres.*” An animated feature film
based on the Ubu plays was made in France by Polish graphic artist and noted author of
cartoons Jan Lenica (Ubu et la grande Gidouille, 1979). The comic opera Ubu Rex by the
famous composer Krzysztof Penderecki dates from 1991. Furthermore, Jarry’s work has
left a strong mark in Polish visual arts (e.g. the graphic designer and illustrator Jan
Mtodozeniec).>¥

32) See Alfred Jarry, Ubu Krél, czyli Polacy (Wolne lektury, SA), accessed June 25, 2019, http://wolnelektury.pl/
katalog/ lektura/ubu-krol.

33) One of these productions was directed by Piotr Szulkin (French Institute, Warsaw 1986).

34) As for the reception of Jarry’s works in Poland, see Aleksander Abtamowicz, “Alfred Jarry et le modernisme
polonais,” in Alfred Jarry et la culture tchéque / a Ceskd kultura, ed. Mariana Kune$ova, 241-245; Mikolaj
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In his film adaptation, Piotr Szulkin approached Jarry’s Ubu roi with the same latitude
which he had applied to the novel Der Golem (The Golem) by Gustav Meyrink or The War
of the Worlds by Herbert George Wells. He keeps the essential elements of the story and
utilizes some passages from Boy-Zelenskis classic translation, yet he also interferes in the
work considerably, transforming and updating it. Although the depiction of the imaginary
country remains, it becomes a basis for the subjective reflection of the development, situ-
ation and perspectives of actual Poland; at the same time, this reflection aspires to express
the general nature of social and political processes. Minor yet noticeable language chang-
es can be seen as a clue suggesting such an approach: All real geographic names used in
the play were deformed slightly (Poland became Foland, Poznan became Foznan, Lithua-
nia became Fithuania, etc.). These changes correspond fully with Jarry’s liking for puns,*
but they also create a distance from the film’s source, which is well-known through its ap-
plication of real data concerning Poland into the framework of fiction. On the other hand,
this is Szulkin’s way of suggesting that the depicted story should not only relate to concrete
facts and phenomena, but should represent a generalizing vision as well.

The primary means of implementing the above mentioned approach is maintaining
and stressing theatricality. The film by Szulkin — like that by Brabec — is based on clear-
cut stylisation. Szulkin follows up on the dystopian and post-apocalyptic worlds depicted
in his previous works. The principal place of action is a large complex of shabby industri-
al buildings including a mixture of closed and open spaces that are enlivened by adequate-
ly shabby characters. These spaces represent suitable settings for various collective perfor-
mances, which are often eccentric, grotesque and spectacular (exactly in line with the
tradition of dystopian films). The depicted scenes contain numerous elements reflecting
real facts and events, but these are always dispersed in a heterogeneous whole. They be-
come parts of activities evoking a rollicking event or a carnival, which precludes their un-
ambiguous classification. This is how the era of communism in Poland, among other
things, is evoked in the film. The setting sees members of the paramilitary police forma-
tions known as ZOMO, which were used for crushing opposition rallies, alongside “pro-
gressive young people” with red scarves, who show gymnastic and “cultural” performances.
There are banners with inscriptions hanging on the walls which parody revolutionary
slogans and give them a paradoxical and absurd nature.*® In addition, other generalized
references to historical experience appear — appeals for the greatness of the nation and
the will of the people, executions staged as a folk festival to the accompaniment of music,
organized abuse of those called traitors and culprits of failures, etc. The principal charac-
ters are conceived to motivate audiences to search for parallels in reality, but again with-
out the possibility of their unambiguous identification. Film critics noted that the charac-
ter of Papa Ubu carries certain traits of the communist satrap Wtadyslaw Gomulka as well

Glinski, “Krol Ubu czyli Polacy’ — oczami Polakéw,” 2013, accessed June 25, 2019, https:// culture.pl/pl/ar-
tykul/krol-ubu-czyli-polacy-oczami-polakow.

35) The word merdre (pshitt in English), which opens the play, is famous. Another example is the word phynances.
See Jarry, Ubu roi, 23, 67; The Ubu plays, 21, 58.

36) See Janusz Wroblewski, “Gréwno narodowe,” Polityka, no. 3 (2004), 61.
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as Andrzej Lepper, a trade union chief and populist politician who served as deputy of
Sejm, the Polish parliament, when the film was shot.*”

The primary aims of the Polish adaptation become evident when it is compared with
the Czech version. E. A. Brabec concentrates, in his effort to produce attractiveness, also
on the fate of the play’s side characters, even adding some new ones (see the bizarre story
of Eleutheria), while Szulkin reduces the marginal components of Jarry’s work (for exam-
ple, King Wenceslas’ children are absent entirely). The space thus created is filled with the
reflection of political and social issues based both on Polish historical experience and the
complexity of the contemporary world.

The group of actors who participate in the execution of power is expanded and differ-
entiated. Ubu enforces his criminal governance both in cooperation and conflict with the
church. He also relies on his opportunistic advisor, on a man who does the “dirty work”
and on a deranged intellectual and visionary who promotes an obscure project (concern-
ing the industrial use of the “national pshitt”)*® supposed to lead to economic growth and
prosperity.

In an analogous way, the position of the people as a counterpart to those who rule
them is stressed. At the beginning of the film, ordinary people are presented as a crowd of
sleepers. As soon as they wake up, they worry about nothing but the lack of beer. Conse-
quently, they are depicted as an impoverished, passive, infantile and manageable mass that
willingly extols those who are in power just now and therefore is to blame for the state of
the society.* This is illustrated, in a concise form, by the motif of a blind girl repeatedly
offering flowers to those in power. The international political context is incorporated into
the film by means of caricatures of the ambassadors of important countries who, under the
guise of aid, look after their own interests.

Szulkin’s Ubu Krél is provocatively pessimistic in two aspects. (1) It shows the develop-
ment of society (and evidently not only Polish) as a sequence of various regimes which
seize power but in fact do not differ from one another. They are all characterized by mali-
cious intentions, incompetence and love of gain. The proclaimed democracy is presented
as a means of oppression. In a grotesque concise form, this changelessness is demonstrat-
ed by the recurring vain attempts of a pub owner pleading for the consumed beer bill to be
paid. (2) Just like Brabec’s Czech film, Ubu Krél comes to the conclusion that the evil em-
bodied in Papa and Mama Ubu is indestructible. Having been defeated, they come to the
centre of contemporary Warsaw looking for a suitable palace for themselves — and what
they find is the huge and notorious Palace of Culture. However, Szulkin goes in fact deep-
er when he points out explicitly — and in correspondence with Jarry’s indications — that
Ubu’s traits exist even in those who watch the film. In Polish people? In people as such? At
the crossing outside the Palace of Culture, Papa and Mama Ubu are seen dancing and
singing “We are you” (1:25:58).

37) Wiestaw Kot, “Rachunek za piwo,” Newsweek Polska, no. 3 (2004), 93.

38) Gréwno in the translation by Boy-Zeleriski. Within the framework of this project, the utterances about ex-
crements, which have their basis in Ubu’s statements, are presented in more and more monstrous forms.

39) See Katarzyna Janowska, “Witamy w kraju Ubu,” Polityka, no. 39 (2003), 63.
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One of the important features of Szulkin’s adaptation is the fact that the linear devel-
opment of the story is in conflict with the paradigmatic structuring of the film. This con-
cerns both the use of the above-mentioned repeated motifs (the blind girl with flowers, the
pub owner with a bill) and the articulation of the film by inserting, relatively regularly,
scenes that serve as either explicit or implicit comments.

The verses recited effusively by a small girl with a skipping rope are naive and often
also subversive interpretations of the depicted events. On the other hand, the series of mu-
sical, singing and dancing numbers, which bring into the film the genre features of vaude-
ville,” is not easy to grasp and thus become irritating. These scenes are disruptions that
trigger the Brechtian alienation effect and, at the same time, are a spectacular and ironi-
cally treated attraction. However, they are also challenging to be incorporated into the se-
mantic structure of the film. Construction of sense is often dependent on intertextual re-
lations and, with them, the wider cultural context. The tension between this context and
the internal context of the film leads to a variety of results. For example, the validity of the
songs, which are generally perceived as a praise of freedom and an expression of longing
for a better world, is questioned in this way. The singing of Beethoven’s Ode fo Joy, which
accompanies the messy battle with the Russian army, gives the impression of being nota-
bly unfitting. In other cases, the works which represent both high and popular culture can
be considered not only a contrasting counterpart to the presented events, but also a proof
of the fact that even culture can be misused and serve the purpose of manipulation. Nev-
ertheless, what remains constant is the worrying vagueness of the relations and meanings
which prevents from restraining clear-cut explication of these components of the film.

The Czech Ubu versus the Polish Ubu: several points of comparison

As is evident from the previous discussion, the Czech and Polish adaptations alike re-
spond to a similar cultural context and socially-political circumstances. At the same time,
the filmmakers aspired to pursue their distinctive creative conceptions. Both films show
numerous parallels (e.g. allusions to contemporary problems and attitudes as well as to the
historical experience of their presumed audiences, post-modernist liberty in treating var-
ious elements of the original drama and in constructing intertextual relationships, strik-
ing visual stylization, use of theatrical techniques); nevertheless, they differ frequently, es-
pecially in handling the specific components.

One aspect where marked differences exist is the representation of some of the charac-
ters. The Czech adaptation preserves the emphasis on Papa Ubu’s fleshy physique — in
keeping with the tradition represented by Grossman’s renowned stage production. Ubu
(Marian Labuda) is characterized by unbridled self-indulgence, a constant need for — and
(unrestrained) consumption of — huge quantities of food; in a grotesquely hyperbolic
added scene from the battleground, this feature is underlined by his willingness to engage
in cannibalism (exemplifying at the same time Ubu’s intoxication with his own power).
The character is shaped by the contrast between his formless appearance and a surprising

40) Wroblewski, “Gréwno narodowe,” 61.
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gracefulness of movement in some scenes as well as between his plebeian untidiness and
his vulgar fondness for luxury. By contrast, Papa Ubu in the Polish film (Jan Peszek) is ag-
ile and relatively slim; nevertheless, his inconspicuous and ordinary appearance does not
detract from his successful demagogic efforts. In various actions, however, the physically
dominant position is occupied by Mama Ubu (Katarzyna Figura), who ostentatiously dis-
plays her mane of hair, naked parts of her body as well as her unkempt and torn clothes,
stockings in particular; this is visible, among other scenes, when she brutally strips the
overthrown Queen of her crown and various pieces of clothing.

Differences between the two versions are especially pronounced regarding the manner
in which the Russian tsar is presented. Unlike the “Czech” tsar (Ivan Vyskoc¢il), the tsar in
the Polish adaptation (Jerzy Trela) lacks playfulness and childish whimsiness; instead, his
demeanour is dominated by statuesque majesty, disdainfulness and ruthlessness (“Kill
that dog. Let’s go” — 1:11:52). Furthermore, he possesses, in fact, two faces: the one is that
of a monarch endowed with regal attributes such as gold and fur; on the other hand, his
portraits show a striking resemblance to Joseph Stalin. The Russian element is thus not
treated with an ironically detached view, becoming instead an obvious carrier of danger
and threat.

Further comparisons can be made with regard to the overall approach to the represen-
tation of the world. The setting of the Czech adaptation is highly differentiated and varia-
ble, with diverse alternating spaces. It is interesting to note that these spaces are “enliv-
ened” not only with moving persons, but also numerous animals, which are matched with
certain characters or places, potentially receiving symbolic meanings. Thus, Mama Ubu is
repeatedly associated with the goose, Papa Ubu with the bat, while their matrimony is
symbolized by a cat that keeps them company throughout the film; adding to the bizarre-
ness of the village house is a sheep lying on the bed; the Queen’s death is anticipated by a
squeaking rat, which suddenly appears in the palace cellars, etc. By contrast, Szulkin’s film,
with the exception of the closing passage, concentrates all the action into the confined en-
vironment of an industrial compound. Animals do not take any prominent role; instead,
various symbolic objects receive adequate attention, such as a bust of the monarch, a par-
asol which used to belong to the Queen, calculators on office desks, empty bottles, a large
four-poster bed, paintings and banners. In short, the world of the story is shaped through
distinct approaches in each of the films.

Conclusion

The shooting of the Czech and Polish film adaptations of Ubu roi corroborated the undy-
ing stimulating nature of Jarry’s work and its openness to new interpretations and trans-
positions. It is evident that we can identify all motivations mentioned in the introduction,
albeit with different accents. The adaptation by F. A. Brabec aspires to combine a general
warning message, which includes contemporary references, with elaborate visual styliza-
tion, adding a variety of (sometimes pandering) effects to enhance the appeal of the film.
The main problem of the film consists in its discrepancies and the unsubstantiated heter-
ogeneity of its components (among other things, the actors noticeably differ in the way
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and quality of their performances). On the other hand, the adaptation by Piotr Szulkin
places major emphasis on the grotesque and eccentric nature of the film, constructing a
complex structure based on repetition and variation. But first of all, Szulkin employs Jar-
ry’s play for a radically pessimistic reflection of the political and social development in Po-
land and in the world. However, when the film was shown, this approach was met with
criticism for not corresponding with the seemingly satisfactory state of the Polish society
(of that time).*"

This article is a longer version of a paper presented at the conference entitled Adaptation and
Modernisms: Establishing and dismantling borders in adaptation practice and theory (Asso-
ciation of Adaptation Studies Annual Conference 2019), Brno, 19"-20" September 2019.
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Ladislav Rychman: The Transmedia Way to The Hop-Pickers

Abstract

This study explains the early career of the Czech film director Ladislav Rychman including forming
his professional orientation, creative approach and features. Dealing with the transmedia directors
concept, it analyses the Ladislav Rychman’s way to making the first film musical in Czechoslovakia
— The Hop-Pickers from 1964. Working on short and documentary films, advertising films, televi-
sion entertainment shows and formats, music films and film musicals, polyecran projects, Ladislav
Rychman transposed his creative know-how between culture industries, media and formats simul-
taneously during his longlasting career. The aim of the study is to reveal this transmedia transfer of
institutional and stylistic practices in Rychman’s career towards The Hop-Pickers.

Keywords
pop culture, culture industries, film musical, genre films, transmedia director

Klicova slova
popkultura, kulturni primysly, filmovy muzikal, Zanrovy film, transmedidlni rezisér

Miize se zdat ponékud nezvyklé uvést studii zaméfenou na jednoho tviirce momentem
konce jeho zivota. V pripadé reziséra, scenaristy a inter- i multimedialniho tvtirce Ladisla-
va Rychmana je vak takovy zacatek prihodny i pfizna¢ny. Ukazuje nam totiz, jak se dlou-
holeta, obsahld, formalné i zanrové pestra tvorba realizovand pro nejriznéj$i média muize
v nasi kulturni paméti pomérné snadno a rychle zredukovat na par tzv. kanonickych po-
lozek. Ptitom podrobnéjsi vhled do kariérni trajektorie jednoho takového opomijeného
tviirce muze o nasi audiovizualni kultufe rozkryt mnohem vice nezli setrvavani u vykladu
déjin skrze jiz zavedené tradi¢ni figury a dila.
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Za¢nu tedy samotnym koncem. Kdyz Ladislav Rychman 1. dubna 2007 ve véku 84 let
zemtel, nekrology vétsinou recyklovaly podobné, ne prili§ invenéni titulky jako v pripadé
Rychmanovych Zivotnich jubilei nebo zverejnéni jeho dramatického zézitku z konce dru-
hé svétové valky: ,Zemfel otec Starcti na chmelu” ,,Chodili spolu z ¢&isté lasky. Zemfel re-
zisér filmového muzikdlu Starci na chmelu Ladislav Rychman®? ,,Starci na chmelu osife-
1i» ,ReZisér Starct si kopal hrob“’. Na jednu stranu pfirozend asociace a obvyklé
pripomenuti nejproslulejsiho filmu-muzikalu, s nimz Rychman byl, je a zfejmé i nadéle
bude ponejvice spojovan. Na stranu druhou pfizivovani mytu reziséra jednoho dila. Ostat-
né on sam si ptilezitostné povzdechl, Ze je ,,,Starci‘ proklety ¢lovék“? Jeho ranymi filmar-
skymi pociny totiz byly formaty spiSe efemérni nebo zdanlivé méné atraktivni povahy
realizované v reklamni a kratkometrazni tvorbé. Popkulturni produkce zejména v oblasti
televizni zdbavy, jakkoliv divacky zadana i femeslné kvalitni muze byt, je zase umélecky
pomijivou, ¢asto apriori zatracovanou. Moznd i proto zlistava tato sféra bez vétsi pozor-
nosti badatelii a bez odborné reflexe. A jde-li o Rychmanovu praci z doby tzv. normaliza-
ce, tato byla doposud spiSe devalvovana na jiz takika zlopovéstny snimek Hvézda pada
vzhiiru v hlavni roli s Karlem Gottem.

Filmografie Ladislava Rychmana je vSak mnohem obséhlejsi a co do formétt i jejich
ztvarnéni pesttejsi. Zahrnuje ptisobeni na divadle, v reklamé, tvorbu kratkometrazni i ce-
lovecerni, Zanr detektivky, psychologické drama i budovatelské melodrama, hororovou
komedii a samoziejmé hudebni filmy a muzikaly. Specialni kategorie pak tvori hudebni
zabavné formaty a porady vyrobené pro televizni obrazovku ¢i polyekranové projekty. Jak
dosavadni vyzkum ukazuje, Ladislav Rychman byl samouk, filmaf-femeslnik i inovator,
ktery tzv. zespod nabyvané know-how transmedialné $ifil kulturnimi pramysly a médii,
mezi nimiz se posunoval nebo simultdnné ptisobil.

Tvurdi prekracovani hranic médii a presuny mezi nimi bylo (a stéle je) zaleZitosti i ji-
nych umélcit, tudiz nejde o praxi v ceské kultufe ani kinematografii neobvyklou. Pavel
Hobl za¢inal po absolutoriu FAMU natacenim kratkych a dokumentarnich filmi, pak po
néjakou dobu kombinoval praci na celovecernich zanrové pestrych filmech a televiznich
hudebné-zabavnych i pisni¢kovych poradech, vyzkousel i praci na polyekranech. V 70. le-
tech po navratu z Némecka se tézistém jeho tvorby staly dokumenty, ptipadné prace pro
televizi. Z rezisérti se mezi televizni zabavou a celove¢ernimi filmy pohyboval Zdenék
Podskalsky. Jan Roha¢ spolupracoval s divadlem Semafor, spolu s Vladimirem Svitackem
nataceli televizni pisnicky a realizovali celovecerni hudebni film Kdyby tisic klarinetii. Jan
Rohdc se pak od 70. let do své predc¢asné smrti v roce 1980 vénoval stézejné televizni za-
bavé. Jan Némec se po absolventském kratkém filmu zamétil na tvorbu celovecerni a pro
televizi pracoval v dobé, kdy nedostaval prilezitosti na Barrandové. Tehdy natocil dva te-
levizni recitdly s Martou Kubi$ovou.?

1) Mirka Spécilova, ,,Zemfel otec Starcti na chmelu®, Mladd fronta DNES 18, ¢. 79 (2007), B/5.
2) Véra Miskova, ,,Chodili spolu z ¢isté lasky: Zemfel rezisér filmového muzikalu Starci na chmelu Ladislav
Rychman', Prdvo 17, ¢. 79 (2007), 14.

3) Blanka Kovarikova, ,,Starci na chmelu osifeli®, Viasta 61, ¢. 18 (2007), 50-51.

4) Jan Gazdik, ,Rezisér Starct si kopal hrob‘, Mladd fronta DNES 17, ¢. 246 (2006), 1, A6.

5) Helena Hej¢ova, ,,S Ladislavem Rychmanem: O jednom vzacném koteni®, Kino 37, ¢. 20 (1982), 5.

6) Miroslava Papezova, ,Marta Kubi$ové: ne-herecka s cenou Thélie: Ceské pop-hvézdy 60. let mezi divadlem,

filmem a televizi®, Iluminace 30, ¢. 2 (2018), 77-92.
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Rychmanova praxe tedy neni ojedinéla, je soucasti tradice, mimochodem doposud po-
drobné neanalyzované a nepopsané. Analyza jeho kariérni trajektorie a vlivu na lokalni
audiovizudlni tvorbu tak miize byt i pfipadovou studii o fungovani téchto tradic a proce-
st v nasem kulturnim prostredi. To, ¢im se Rychman vymyka, je schopnost fluidné prena-
Set tézisté své tvorby mezi rizné pramysly ¢i média a formaty. Mimo néj se maloktery fil-
mat transponoval takto univerzalné, soubézné a dlouhodobé béhem celé kariéry. Navic,
jak ve studii objasnim, Rychman systematicky pracoval s hudebni slozkou svych projektt,
podilel se na hudebni dramaturgii svych filmt, a to i mimo vylozené hudebni snimky.

Carol Vernallis v knize Transmedia Directors. Artistry, Industry and New Audiovisual
Aesthetics oznacuje za transmedidlni takové reziséry, jejichz umélecka stopa je vysledova-
telnd pravé skrze ptisobeni v riznych médiich, a jimz vlastni styl je z této stopy abstraho-
vatelny a identifikovatelny. Mnoho takovych rezisérti pracuje ve svych dilech vyznamnym
zptusobem s hudbou a Vernallis se spolu s dal$imi badateli soustfedi pravé na to, jak
transmedidlni reZiséfi pracuji s obrazem a hudbou napti¢ médii.” Ladislav Rychman je
prikladem ceského filmare, ktery takto ptisobil mnohem dfive, nez byla jeho praxe za
transmedidlni oznacena. Jako tviirce tzv. syntetického typu usiloval v tvorbé o symbidzu
zvuku a obrazu a snazil se toto spojeni ozvlastiiovat a modifikovat. Cilem této studie je
tyto postupy pojmenovat, vysledovat tviréi vychodiska Rychmanovy budouci profesni
orientace, charakterizovat jeho tvir¢i naturel a analyzovat transfer jeho tviiréiho ptistupu
mezi audiovizualnimi formaty a médii.

Vzhledem k rozsahlosti Rychmanovy tvorby zasahujici nékolik desetileti neni mozné
na prostoru jedné studie podrobné analyzovat v§echna dila a jevy. Proto se zaméfim na ra-
nou kariéru s formativnimi udalostmi, poukdzu na prenos zkusenosti a prvka mezi for-
maty a médii, a to z hlediska institucionalniho i z hlediska stylu, ¢imZ mimo jiné objasnim
okolnosti a dréhu, jez vedly k oném dnes uz témét ikonickym Starciim na chmelu (1964).
Rovnéz predesilam, ze se v ramci vyzkumu nevyhybam spolec¢ensko-politickym otdzkam
nebo otdzkam spojenym s Rychmanovym ptisobenim po roce 1969. Pro zaméry a cile této
studie se vSak tato jinak dtilezitd problematika nejevi jako podstatna a také si zad4 jesté
dtisledny priizkum a relevantni vyhodnoceni dosavadnich i protichiidnych zjisténi.*

7) Carol Vernallis — Holly Rogers - Lisa Perrott, eds., Transmedia Directors: Artistry, Industry, and New Audio-
visual Aesthetics (New York — London, Bloomsbury, 2020), 1-8.

8) Autorka studie provadi od roku 2019 reserse tykajici se této problematiky, napiiklad i otazky Rychmanova
Clenstvi ve strané. Z vefejné dostupnych zdroju i ze $etfeni v nékterych institucich v8ak nelze zatim uéinit
jednoznaéné zévéry. Setfeni v Archivu bezpe¢nostnich slozek i v Narodnim archivu skonéilo s negativnim
vysledkem. Oproti tomu Stépan Hulik ozna¢uje Rychmana za jednoho z deviti rezisért, ktefi si po provér-
kach na Barrandové pocatkem 70. let ¢lenstvi v KSC uchovali. Viz Stépan Hulik, Kinematografie zapomnéni:
Pocdtky normalizace ve Filmovém studiu Barrandov (1968-1973) (Praha: Academia, 2011), 121.
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Twiiréi vichodiska a profesni orientace

Humor je do urcité miry prizma, jimz méfim Zivot. Je to svého druhu vyznani, néco,
co je v ¢lovéku nejvice uloZeno. Snad proto, zZe ja sim mél zivot tézky a vim, jaka
hodnota je mit a zachovat si co nejdéle smysl pro humor. Proto se snazim, aby se di-

vak na mych filmech alespon trochu bavil.”

Ladislav Rychman se narodil 9. fijna 1922 v Praze do narodnostné smiseného manzel-
stvi. Matka Marta Rychmanové byla Zidovka, otec Ladislav Rychman, dastojnik Cesko-
slovenské armady byl Cech. Rodice se v roce 1933 rozvedli, tudiZ nasledujici celosvétové
udélosti spojené s ndstupem nacismu a perzekuci Zid do Rychmanova zivota vyrazné za-
sahly. Ladislav Rychman osobni tiZivé zkusenosti s holokaustem do své tvorby explicitné
nepromitl ani je po dlouhou dobu neakcentoval ve vefejném vystupovani.'?

CelozZivotné traumatizujicim zazitkem pro néj bylo povolani maminky a nevlastni se-
stry v roce 1942 k transportu. Z hlediska formovani Rychmanovych tviréich vychodisek
byla inicia¢ni osobou pravé maminka, které i on sam pfipisuje zasadni roli pro svoji poz-
déjsi profesni orientaci. Od raného détstvi v ném ptirozenym zptsobem — laskou k hud-
bé a zpévu, poslechem radia, zdlibou v divadle — podnécovala zdjem nejen o tyto umélec-
ké obory."” Rychman chodil s rodi¢i na operu, hral na pianovou harmoniku, u¢il se na
klavir. Pozdéji jako student trochu muziciroval, bavil ho swing a jazz, soubézné stéle na-
vitévoval operni predstaveni v Narodnim divadle. Zacal si pj¢ovat a béhem predstaveni
sledovat klavirni partitury, coz ho po vélce ptivedlo i ke studiu hudebni védy u profesora
Josefa Huttera.' Veskeré tyto Rychmanovy détské a mladické kontakty s uménim a hud-
bou rozli¢nych Zanrt byly ur¢ujicimi pro jeho specializaci na hudebné-dramatické Zanry,
jez se staly dominantni soucasti a specifickym rysem jeho tvorby.

Vedle orientace na formélné i stylisticky funkéni propojeni audia s vizualnim je dal$im
znakem Rychmanovy kariéry takika eminentni zdjem o populdrni zabavné zanry, jehoz
pocatky lze shledavat v zapojeni do akei studentské recesistické party. Recessisté, jak si fi-
kali, se seskupili pred valkou a Rychman se ptipojil coby student v dobé okupace. Nalezi-
té ustrojeni, vybaveni fotoaparaty a vypujéenymi kamerami bez filmu podnikali damysl-
né naplanované vypravy, pfi nichz uvadéli nezacastnéné lidi do stavu tzv. recesse, tedy
zamérné v nich vzbuzovali dojem tcasti na néjaké recessisty smyslené skute¢nosti, uplat-
fiovali pti tom absurdni humor, sledovali reakce lidi, akce fotodokumentovali.' Tyto vy-
pravy péstovaly v Ladislavu Rychmanovi specificky smysl pro humor, rozvijely fantazii

9) Jiti Pehe - Ladislava Vydrova, ,,Nové barrandovské veselohry*, Kino 36, ¢. 10 (1981), 8-9, zde 9.

10) Ladislav Rychman zvetejnil sviij ptibéh poprvé v 80. letech a ucelené jej pak odvypravél v roce 1996 pro na-
daci Survivors of the Shoah Visual History Foundation, jejimz zakladatelem je rezisér Steven Spielberg, aby
svym svédectvim prispél k uchovani paméti holokaustu. Viz USC Shoah Foundation, cit. 21. 2. 2021, https://
vhaonline.usc.edu/quickSearch/resultList. Srov. Magda Hettnerova, et al., Kniha Zivyich: Hovory s pamétniky
2. svétové vilky (Kostelni Vydrti: Karmelitdanské nakladatelstvi, 2005), 9.

11) USC Shoah Foundation, cit. 21. 2. 2021, https://vhaonline.usc.edu/quickSearch/resultList.

12) Ladislav Rychman, Od let u¢iovskych (Skoldk, recesista, ldgr, divadlo Satiry, televize, a jiné) aZ k filmové ma-
turité (Starci na chmelu). Rukopis, nedatovano [2005?], 4. Osobni archiv Ladislava Rychmana.

13) Vladimir Borecky, ,,S Recessi tiikrat v recesi®, Zdravotnické noviny 39, ¢. 47-48 (1990), 11.
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Obr. 1: Ddma na kolejich Obr. 2: ,,Babicky dobijejte presné!”

a byly také jeho prvnimi hereckymi vystupy.'? Vymyslenim, planovénim a realizaci téch-
to zabavnych projekti nabyval i amatérské dramaturgicko-rezijni zkusenosti.

Ochotnicka tvorba byla pro Rychmana huménnim elementem béhem jeho internace
v pracovnim tédbore v Bystfici u Benesova, k ¢emuz byl v 1été roku 1944 povolan. Podle
jeho slov museli vézni v tabofe téZce pracovat, byli $ikanovani a trestdni za malickosti, ale
situace tam byla o néco snazsi a Sance prezit vétsi nez ve vyhlazovacich nebo i jinych pra-
covnich téborech v okoli.’ Paradoxné pravé zde se v Rychmanovi zacaly probouzet umé-
lecké ambice, a to pfi nacvi¢ovani drobnych scének a skect, které po vecerech spolu s dal-
$imi, podobné zaloZzenymi vézni predvadéli, a které u spoluvézni vzbuzovaly velky
ohlas.'® Kromé toho si po velerech Septem zpivali, hlavné pisné Voskovce a Wericha.
»Iehdy jsem poznal, jakou silu mize mit pisnicka. I herecky projev a zabava obecné. Zjis-
til jsem, ze dokdzi drzet lidi nad vodou,“” pi§e Rychman, objevujici v drsnych podmin-
kach lagru naladotvorny, povzbuzujici rozmér zabavy i umélecky potencial v sobé samém.

Hudba byla dilezitym pojitkem i pro Rychmantv navrat z pracovniho tabora, navic
po dramatickém zazitku, kdy byl spolu s dal$imi uprchliky zajaty na ttéku ndhodnou hlid-
kou. Vsichni si museli pred popravou zastrelenim vykopat hrob, dostihla je ale hlidka z ta-
bora a de facto je vysvobodila, aby je privedla zpét do tabora. Bylo to uz na samém konci
valky dne 2. kvétna 1945, hned v nasledujicich dnech byl tabor rozpustén a vézni se roz-
prchli. Po navratu do Prahy Sel Rychman ke kamaradtim, ktefi ho bezprostfedné, bez ja-
kéhokoliv sentimentu ptivitali, posadili ke klaviru a vyzadovali hrani a zpév. Pravé diky
tomuto pristupu se Rychman dle svych vzpominek zacal razem citit zase jako normalni
¢lovék.'

Prozitky z détstvi s milujici maminkou, ktera inklinovala k hudbé¢, divadlu, opefe, na-
sledné mladické zkusenosti s moderni muzikou, s recesi, i co do provedeni prostd, avsak
v t¢inku nesmirné silnd zabava vyvzdorovana skrze podminky pracovniho tébora, to vie
nakonec prevysilo zazitky traumatické a Ladislava Rychmana motivovalo a determinova-

14) Ladislav Rychman se kratce objevil ve filmech Dalekd cesta, Cisafiiv pekai — Pekariiv cisaf. Pozdéji se jako
rezisérské cameo predstavil coby postava feditele sporitelny v Ddmé na kolejich (obr. 1), pti zkousce kosty-
mu tanec¢nice v povidce Jak se koupe Zena z filmu Zloc¢in v divci skole nebo jako jeden ze zajemcti o robotic-
kou babicku ve snimku ,, Babicky dobijejte presné!* (obr. 2).

15) Hettnerova, et al., Kniha Zivych, 13.

16) Dal$imi vézni z kulturni a umélecké sféry byli naptiklad operni a operetni zpévik Jara Pospisil nebo herec
Milos Kopecky.

17) Hettnerova, et al., Kniha Zivych, 14.
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lo k plisobeni v oblasti zabavy a k péstovani popkulturnich Zanrt. Sam k tomu fekl, ze
oproti jinym, ktefi z vale¢nych prozitka tézili skvéld dila, on sam za sebe se rozhodl upnout
energii a vetknout potencial do tvorby zabavné.'”

K vale¢né tematice se ve své tvorbé uchylil jen jednou, a sice v normaliza¢nim budo-
vatelském melodramatu Piseri o stromu a riiZi, kde se hlavnimu hrdinovi v hereckém po-
dani Vjaceslava Tichonova ve flashbacich vraci vzpominky na osvobozovani Prahy, a i ty
Rychman stylisticky zastfel mlhavou zaclonou coby oparem vzpominek hlavni postavy
snimku. Absence vale¢né tematiky nebyla u Rychmana projevem zatvrzelosti vii¢i osobni
minulosti, zahotknutim ¢i unikem. O tom, Ze ho prozita traumata v budouci tvorbé ne-
omezovala, svéd¢i i jeho ucast v koprodukénim polyekranovém projektu Noricama, ktery
realizoval se scénografem Josefem Svobodou a dal§imi spolupracovniky na pocatku 70. let
pro mésto Norimberk u prilezitosti pétistého vyro¢i narozeni némeckého malite Albrech-
ta Diirera.?”

Pravdépodobné jedinym jeho zamyslenym pacifistickym projektem pak ztstava ne-
realizovany scénar k filmu Mraky a hracky, ktery napsal v roce 1957 spolu s Josefem Bouc-
kem.?' Hlavni my$lenka povidkového filmu ,,aby nikdo a nikde uz nerusil détské hry“*
meéla byt ladéna az do dokumentaristického stylu a véechny dilezité situace vyjadieny vice

obrazem nezli dialogy, coz je v explikaci scéndare oznaceno za ,,u nds snad méné obvyklé“*

Oznaceni ,méné obvyklé“ se postupné stava charakteristické pro Rychmantv tvirci pri-
stup. Citat z explikace scénate zamysleného snimku Mraky a hracky je v tomto textu prv-

nim z konkrétnich ptikladti Rychmanovy snahy neotfele promyslet formalné-stylistické
postupy pro vyjadreni filmovych naméta.

Tvurdi piistup a charakteristika

Vidycky mé lakalo vechno, co se mi zddlo objevné a nové, a proto jsem se dostal
i do téch oblasti, které nebyly ¢isté filmové. Stéle to ale bylo kdesi v pozadi podmi-
néno snahou délat na muziku.??

Zaostrenim na zabavnou tvorbu se Rychman ocitl v autorsky rozmanitém a z divacké-
ho hlediska atraktivnim teritoriu. V ramci popkulturni sféry zkousel nové formaty (tele-
vizni pisnicka), vnasel originalni podnéty (reklamni tvorba a folklorni snimky), nakladal
volnéji s zanry (naptiklad hudebni filmy nebo hororova komedie ,,Babicky dobijejte pres-
neél®) ¢irealizoval nékolik tzv. poprvé (televizni revue, filmovy muzikal ad.). Pionyrsky pri-
stup patfil k jeho tviiréimu naturelu, i kdyz vysledek nebyl nutné vzdy kriticky povazovan
za zdaftily, respektive byly Rychmanovy pozdni filmy prijimany jako méné zdarilé nezli oni

18) USC Shoah Foundation, cit. 21. 2. 2021, https://vhaonline.usc.edu/quickSearch/resultList.
9) Tamtéz.
20) Hettnerova, et al., Kniha Zivych, 14.
21) Scénéi Mraky a hracky, Archiv Barrandov Studio, f. Scénare.
)
)
)

—_

22) Tamtéz.
23) Tamtéz.
24) Hejc¢ova, ,,S Ladislavem Rychmanem®, 5.
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»mezni“ Starci na chmelu. Ze synopsi, explikaci a scénarti vyplyvd, ze Rychman nechtél se-
trvat u ¢isté muzikalové formy a zajimaly ho spie Zanrové modifikace. V roce 1969 napsal
spolu s Vaclavem Nyvltem scénat podle divadelni predlohy Vitézslava Nezvala Milenci
z kiosku, ktery byl urcen pro tviréi skupinu Filmového studia Barrandov (FSB) Pavel Ju-
racek — Jaroslav Kuéera. V uvodni explikaci se pise:

V tomto filmu se nékteré dialogy mluvi a nékteré zpivaji. Nékdy dochazi k této zmé-
né i uprostred jediné véty [...] Kromé ptivodnich autorovych figur zasahuji do hry
jesté dveé postavy [...] Jejich predstavitelé by méli mit smysl pro pohybové znac¢né
ndro¢né herectvi, blizké komice smutnych klaunt nebo projevu nékterych typa
z klasické filmové grotesky. Tyto dvé postavy obstardvaji skute¢né asi to, co v opete
sbor, a také se tim netaji, nybrz naopak — prevlékaji se pred zraky divaka do téch

epizodnich roli, které jsou pravé potteba pro atmosféru a dokresleni urcité scény.”

Uvedena citace je prikladem Rychmanova zdjmu posunout hudebné-dramatickou
tvorbu experimentalnim zptisobem mimo znamé konvence nebo transformovat divadel-
ni ¢i operni prvky do média filmového a televizniho, a to i v kratkometraznich a reklam-
nich formatech. Jinymi ukdzkami zanrovych variaci jsou televizni hudebni komedie na
motivy z fecké mytologie podle scénéte Natasi Krempové Pojdte s ndmi mezi bohy! a dvou-
dilna bohatyrsko-milostna hudebni komedie T#i musketyfi. Materialy ke Trem muskety-
rizm svéd¢i o Rychmanovych schopnostech pristupovat k zamyslenému projektu kom-
plexné jak v roviné umélecké, tak i praktické nebo technické. Jeho priivodni komentar
z kvétna 1982 k vlastnimu scénafi je roz¢lenén do ¢tyt kategorii — tprava ptivodni pred-
lohy, hudebni slozka, pojeti obrazové a obsazeni — pricemz v kazdé kategorii podrobné
rozepisuje vlastni ideu. V roviné umélecké: ,Méla by to byt podivand. Podivana atraktiv-
ni, romantickd — okouzleni basnickym slovem, hudbou i obrazem,** tj. spolu s tancem
uméleckymi obory, jejichZ syntéza v audiovizi byla neustalym pfedmétem jeho tvtir¢iho
zajmu. Na praktické Grovni pak v elaboratu s nazvem ,,Jak by méli vypadat televizni Tri
musketyti a co jsem pro to u¢inil“ popisuje praci pti nutném zkraceni predlohy a zptisob
eliminace versu, nebot jiz znal specifika televizni tvorby a védél: ,,ze divacky zazitek z te-
levizniho dila je pfi del$im ¢asovém trvani podroben zna¢nému naroku.“?”? Vznasi i tech-
nické pozadavky na prenosovy nékolikakamerovy viiz kvtili scénam v exteriéru, na spolu-
praci s kaskadéry a skupinami historického Sermu kviili ,akénim® scénam a pocita s herci
v prvé fadé dobte mluvicimi ver$e a v druhé fadé zna¢né pohybové nadanymi“® Co se
hudebni dramaturgie tyce, analyzoval hudebni slozku a jeji jednotlivé motivy, nebot chtél
vyuzit Nezvalovu ptivodni klavirni skicu. V rdmci projektu tak mél kontrolu i nad velkou
casti pripravné faze.

Nezdarem ¢asto kon¢ily Rychmanovy pokusy prosadit zanrové obmény i do jejich po-
jmenovani v ramci propagace a uvedeni snimku. Kuptikladu hudebni film ze studentské-

)
26) Scénéf Tii musketyti. Osobnl archiv Ladislava Rychmana.
27) Tamtéz.
28) Tamtéz
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ho prostiedi Ldska na druhy pohled doplnil pfidomkem , fikankovy“* nebo spise ,,film
komentovany hudbou‘*” Upozornoval na epigramickou strukturu jako novou formu hu-
debniho filmu ve své filmografii a od propagace tohoto snimku coby muzikalu se v rozho-
vorech distancoval.’ Nicméné zminén{ Zénru muzikalu, potazmo od reziséra filmu Star-
ci na chmelu, Ddma na kolejich, Hvézda padd vzhiiru nebo Jen ho nechte, at se boji, mélo
byt prvkem, ktery do kin ptilaka co nejvice divaki. To se pak podepsalo i na rozporupl-
ném prijeti filmu,* ackoliv Zdnrovéd nejasnost nebyla jedinym diivodem negativni kriti-
ky,* a oproti dffvéj$im filmim i upadajici nav§tévnosti.>¥

Za zésadni problém rozvoje muzikalové tvorby v ceskoslovenské kinematografii ozna-
¢oval Ladislav Rychman nedostatek kvalitnich naméti, které by bylo viibec redlné do mu-
zikalové podoby prevést, a predevs$im pak absenci kvalitnich scénara vhodnych pro tento
vyjimecny, u nds ne tak uplné péstény zanr.>® On sam filmové ndméty vyhledédval, ale za
scenaristu se nepovazoval. Do celovecernich projekti vstupoval jako spoluscenarista a hu-
debni dramaturg, podepsany je pod scénafi technickymi. Uspéch Starcii i Ddmy ptisuzo-
val mimo jiné pravé scénaiim spolupracovnika Vratislava Blazka, ktery byl vybornym
dramatikem, satirikem, textafem i scendristou schopnym psat tak, Ze volné prechazel mezi
mluvenym slovem a texty pisni, tudiz byly jeho scénéte koherentnim dilem. Kromé blizké
spolupréace s Vratislavem Blazkem adaptoval Rychman v 60. letech dvé predlohy Josefa
Skvoreckého. Oba autofi ale odesli po srpnovych udélostech roku 1968 do exilu a Rych-
man se tak ocitl v situaci bez osvéd¢enych autorti a scendristu.

Z hlediska kazdodenni filmarské praxe je pro Rychmana symptomaticka potfeba ko-
mentovat nefunkéni nebo omezujici produkéni, technické ¢i pracovni podminky. V lednu
1964 sepsal dvoustrankovy elaborat v podobé reportaze z nataceni Starcit na chmelu s na-
zvem ,,Uméni do 18ti aneb Na chodbé stoji rozhnévany mlady muz...“ V rukopise doku-
mentu uréeném s nejvétsi pravdépodobnosti vedeni FSB li¢i produkéni praktiky béhem
nataceni prvniho ¢eskoslovenského muzikalu. S ironii jemu vlastni vykresluje situaci, kdy
v patek v 16:23 hodin, uprostied nataceni jedné ze scén s Vladimirem Pucholtem, rusi
techni¢ti pomocni ¢lenové $tdbu herce koncentrovaného na vykon pred kamerou odpoci-
tavanim minut zbyvajicich do konce pracovni doby. Soucasné avizuji neochotu podilet se
na dokonceni natdceni jiz postavené, pripravené a nasvicené scény, i kdyz by $lo o pou-
hych dvacet minut pres¢asu. Produkéni praktiky, kdy se vse fidi plany, fady, dennimi met-
rdzemi, tabulkami, které viibec nezohlednuji praxi uméleckou, li¢i Rychman jako ,,neuvé-
titelnou tézkopadnost, ktera ve svych dtisledcich hospodarskych se obraci — presné proti
nému,” tedy proti pracovnimu tymu i celému systému.*®

29) Ladislav Rychman, Explikace k zavére¢né Gpravé scénare filmu Laska na druhy pohled pred realizaci, ze dne
14.7.1979. Archiv Barrandov Studio, f. Scénire.

30) Robert Kolat [Ladislav Tunys], ,,Jaka je Laska na druhy pohled*, Zdbér 14, ¢. 25 (1981), 3.

31) Tamtéz.

32) Jan Kliment, ,,Spi$e komedie nez muzikal®, Rudé pravo 62, ¢. 196 (1982), 5.

33) Jan Rejzek, ,Netspéch na prvni pohled®, Film a doba 28, ¢. 9 (1982), 524-526.

34) Vaclav Biezina, et al., Ceskoslovensky film a filmova distribuce 1.: Katalog dlouhych zvukovych hranych filmi
1930-1987 (Praha: UPF, 1988).

35) Hejcova, ,,S Ladislavem Rychmanem, 5.

36) Uméni do 18ti aneb Na chodbé stoji rozhnévany mlady muz... Rukopis I/1964. Osobni archiv Ladislava
Rychmana.
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V ptipadé Ddmy na kolejich se v dopise rediteli FSB Vlastimilu Harnachovi vymezuje
proti nadsazenému mnozstvi pfedepsané denni metraze. Pro tviirce a $tab to bylo nevy-
hodné a ekonomicky predem demotivujici, jelikoz nemohli dodrzet denni vyrobnost,
a tim ani terminy a rozpocet. V zavéru dopisu pak doslovné prosi, aby se smél v pripadé,
ze mu nebude vyhovéno a nenajde se ani lidsky rozumné feseni, vzdat rezie tohoto fil-
mu.*” V dopise ustfednimu dramaturgovi FSB Ludviku Tomanovi se zase ohradil proti
novému pozadavku na technické pojeti a zméné formatu filmu Ldska na druhy pohled.
Stabu bylo nékolik dni po provedené technické explikaci snimku sdéleno, Ze nové mé byt
natocen na format cinemascope. Rychman spolu s kameramanem povazovali toto roz-
hodnuti za neptiznivé, a to kviili nedostupnosti pottebnych svételnych objektivi a citlivéj-
$tho filmového materialu. Film ,,by mél byt snimkem s rychlym, mladym, svézim, vnit-
nim i vnéj$im rytmem. Budeme-li v8ak tocit aparaturou a svételnym parkem nutnym pro
CS, staneme se razem tézkopadni, jaksi neohrabani proti tomu, co je napsano ve scénd-
£1,“’® piSe Rychman a jmenuje divody, pro které se kvili ne¢ekanému natizeni stanou
realizace filmu i jeho vysledna podoba problematickymi.

Neslo o to, ze by se Rychman novych technologii obaval. Kuptikladu pravé v Ldsce na
druhy pohled pouzil v té dobé jednu z nejmodernéjsich kamer steadicam pro co mozna
nejautentic¢téj$i zachyceni tane¢nich scén na parketu ve studentském klubu. ,,Ano, je to
riskantni, ale myslim, ze kdyz lidé tuto techniku dobte zvladnou, d4 se ji dosdhnout dob-
rych vysledkd. A ja jsem byl vidycky pro nové, nejen v technice,* vyjadril se k tomu.
Rychmaniiv spolupracovnik, kameraman Josef Hanus, ho oznacil za tviirce-koumese, pro-
toZe zatimco nékterym jinym rezisériim pry stacilo, ze se tzv. obrazky hybou, Rychman se
mnohem vice zajimal i o praktickou a technickou stranku véci a o to, jakym zptisobem
film natocit.*” Odmital v8ak riskovat v pfipadech, kdy byl pfesvédcen, Ze neprofesionalni
rozhodnuti poskodi jeho filmafskou praxi i finalni podobu snimku. Mohl sice budit do-
jem kverulanta, presto se vii¢i zavedené praxi, jez byla pro tviir¢i proces prekazkou, vyme-
zoval.

»0d let uétiovskych az k filmové maturité,“" Ladislav Rychman
jako transmedialni rezisér

K vyse uvedenym rysiim Rychmanovy rezisérské tvorby a osobnosti vedla empiricky
i kreativné bohata $niira dil¢ich zku$enosti realizovanych skrze rozli¢né formaty a napri¢
kulturné-medidlnimi oblastmi: od divadla pres kratky film, reklamu az po televizni i celo-
velerni tvorbu. Vzdjemné tyto oblasti prolinal a interaktivné mezi nimi prenasel svoje

tviiréi preference, zkusenosti, stylistické prvky i profesni kontakty a znamosti.

37) Dopis Vlastimilu Harnachovi ze dne 19. ¢ervna 1965. Osobni archiv Ladislava Rychmana.

38) Dopis Ludviku Tomanovi, ze dne 18. 3. 1981. Slozka Ldaska na druhy pohled. Archiv Barrandov Studio, f.
Scénare.

39) Kolat, ,Jaka je Laska na druhy pohled, 3.

40) Osobni rozhovor s kameramanem Josefem Hanu$em ze dne 30. fijna 2019 a telefonicky rozhovor s Josefem
Hanusem dne 28. ledna 2021. Osobni archiv autorky.

41) Rychman, Od let uctiovskych. Osobni archiv Ladislava Rychmana.




86  Miroslava Papezova: Ladislav Rychman: transmedialni cesta ke Starciim na chmelu

Divadlo a prvni filmové zkusenosti

Prvni oficialni pfilezitosti, kde mohl Ladislav Rychman formovat svoje umélecké ambice,
bylo angazma v Divadle satiry v prazské Umélecké besedé¢, jehoz clenem se stal v roce
1945. Divadlo satiry bylo v povéle¢né dobé vyzna¢nou, divacky oblibenou scénou.*? Pro
Rychmanovu kariéru bylo pfinosné, ze §lo o moderni hudebni divadlo autorského typu,
kde se péstovaly malé jevistni formy a se slovem, zpévem, tancem a hudbou se pracovalo
v syntetickém propojeni.*® Kuptikladu v kabaretnim pasmu Cirkus plechovy nesly mini-
malné polovinu sdéleni hudba, tanec a zpév. Kromé osobitého rezisérského stylu Oldficha
Lipského méla tato revue s hudebnimi, tane¢nimi a vizudlnimi prvky také svoji vlastni
choreografii a hudbu zkomponovanou kmenovym spolupracovnikem Divadla satiry, kla-
viristou, skladatelem a zpévakem Karlem Harry Macourkem.*”

Rychman se tak ocitl v inspirativnim kulturnim centru, kde se kultivovaly v§echny dis-
cipliny jevistniho projevu, a sou¢asné umélecké sméry, které ho zajimaly. Dostal prilezi-
tost podilet se na namétech i scénarich, v nékterych predstavenich ucinkoval. Kromé toho
bylo Divadlo satiry pro Rychmana inicia¢ni co do navazani profesnich kontaktti. Mezi za-
kladatele Divadla satiry patfili bratii rezisér Oldfich Lipsky a herec Lubomir Lipsky, do
hereckého souboru byli ptijimani tehdejsi novacci jako Miroslav Hornicek, Milo$ Kopec-
ky, Stella Zazvorkova, Vlastimil Brodsky, Jifi Lir, Josef Hlinomaz. Mnoho z nich pak Rych-
man obsazoval do svych televiznich pisnic¢ek (Milo§ Kopecky v Mackie Messerovi), reklam
(Stella Zazvorkova v reklamé na sluzby Opravy lozniho prddla), hudebné-zabavnych pora-
di i celovecernich filmti (Lubomir Lipsky ve filmové roli porucika Bortivky nebo v televiz-
nim snimku Letni romance s Helenou Vondrackovou). Kromé budoucich znamych herec-
kych tvari se zde Rychman potkal s Alfrédem Radokem a scénografem Josefem Svobodou,
s nimz pozdéji spolupracoval na polyekranovych projektech nejen v Laterné magice. Vii-
bec nejzasadnéjsim shledanim ale bylo to s dramatikem a scenéristou, ptivodné grafikem
Vratislavem Blazkem, autorem scénaiti k filmovym muzikalm Starci na chmelu a Ddma
na kolejich. Kratka a zdanlivé nepodstatna divadelni epizoda byla v Rychmanové kariéfe
naopak diilezitym impulzem, nebot méla zdsadni vliv na néj osobné coby tvitirce a v dii-
sledku i na mnozstvi audiovizualnich pocint, jez realizoval a za néz byl ocenovan.

Vedle divadla byla pro Rychmana stéle pritazlivéjsi muiza filmova. Dobové atraktivni
Divadlo satiry navstévovali rovnéz filmari, a tak se skrze zndmost s Drahoslavem Holu-
bem dostal Rychman uz v roce 1948 ke scendristické a rezijni spolupraci v Kratkém filmu.
Podilel se na sérii zhruba desetiminutovych snimkd, jejichz ukolem bylo tzv. nastavovat
zrcadlo prohfeskiim v pracovni mordlce nebo tfeba byrokratickym ne§vartim (Zrcadlo by-
rokratické). Zrcadla byla soucasti potnorového zaméfeni spole¢nosti Kratky film (KF) na
mimo jiné skloubeni satirické linie dokumentarni tvorby s jeji vychovnou roli ve spolec-
nosti a cely cyklus mél v tehdejsi produkci KF privilegované postaveni. I proto bylo jejich
tvlircim umoznéno provést nékolik veelku zasadnich formalné-stylistickych zmén oproti
puvodné schvilenému planu.* Ze scénare uvodniho dilu z fijna 1948 s nazvem Zrcadlo

42) Vladimir Just, Divadlo plné paradoxii: Pfibéh Divadla satiry 1944-1949 a nejen jeho (Praha: Panorama,
1990), 16-17.

43) Tamtéz, 43.

44) Tamtéz.

45) Lucie Cesalkov4, ,,Jednej spravné socialisticky!: Cesky satiricko-vychovny dokument 50. let*, in Dokumen-
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(Dnesni zivot) vyplyva, ze forméalné mél byt cyklus koncipovan jako novy druh filmu, sto-
jici na interakei mezi divaky a filmafi.*® Tomu odpovida i zpracovani avodniho dilu. Ra-
muje ho divacky atraktivni zpfitomnéni filmového $tabu v ¢ele s Miroslavem Hornickem
coby rezisérem, ktery divaky sebereflexivné oslovuje a v zdvéru vyzyva k psani dopisti
s naméty na ztvarnéni dalsich spolecenskych nekalosti. V explikaci scénate se pise, ze jed-
notlivé filmy

mély by svij trvaly nazev Zrcadlo a znélku, jimiz by byly vzdy uvadény, takze by se
staly popularni a vzily jako tfeba rubriky piSicich ¢tendrti v nékterych novinach
nebo besedy v rozhlase. Byly by ovSem pfizptsobeny filmové technice, filmovym
vyrazovym prostiedkim, filmovym moznostem a podrzely by zabavnou formu, na
coz klademe velky diraz.*”

Autori tedy uvazovali o Zrcadlech jako o jakési znacce, jako o prototypu nového inter-
aktivniho filmového cyklu, a promysleli transfer rozhlasovych ¢i pisemnych formata pro
film. Ackoliv $lo o teprve rezijni a scendristickou spolupraci Rychmana, lze uz zde na
drobnych prvcich vystopovat jeho ti¢ast na koncepénim uvazovani pti planovani filmové-
ho projektu véetné zanrového a formalniho ozvlastnéni. A jakkoliv jsou Zrcadla ideologic-
ky poplatna potinorové dob¢, jsou také svéze, moderné a humorné zpracovanou spolecen-
skou satirou a moralitou, jaka se péstovala pravé na tehdejsi Rychmanové domovské
divadelni scéné. Zrcadla jsou rovnéz vychozim prikladem Rychmanovy transmediality
mezi kulturnimi sférami, v tomto pfipadé mezi divadlem a filmem, a to prostfednictvim
zanru satiry a angazovanim kolegt z divadla: hudbu skladal Harry Macourek a hereckou
ptilezitost dostali mimo jiné Miroslav Hornic¢ek, Lubomir Lipsky, Milo§ Kopecky, Karel
Effa, Josef Hlinomaz.

Divadelni prostfedi posunulo Ladislava Rychmana na profesni trajektorii smérem
k formdm zabavnych i hudebné-dramatickych Zanra. Ziskal zde prvni scendristicko-dra-
maturgickou praxi a oproti amatérskym hereckym vystuptim v pracovnim lagru také zku-
$enosti s vystupovanim na profesionalnich divadelnich prknech. Oproti roku 1945, kdy
do Divadla satiry nastoupil, mél nyni jasnéj$i pfedstavu o organizaci, zivoté a praci v umé-
leckém prostiedi, o fungovani uméleckého souboru, a predev$im o moznostech a uéin-
cich réiznych vyjadfovacich prostfedki. Kromé toho zde navazal kontakty dilezité pro
budouci tspésnou filmovou praxi, kterou zapocal spoluti¢asti na projektech v Kratkém fil-
mu. Rychmaniv tvar¢i rukopis se tedy utvarel uz v povéle¢né dobg, a to bez oficidlniho
vzdélani umélecké povahy, bez zazemi vétsi kulturni instituce, ¢isté empirickou cestou
a intenzivnim psobenim v uméleckych prostiedich.*®

tdrny film v krajindch V4, ed. Méria Ferencuhova (Bratislava: Vysoka $kola muzickych umeni Bratislava —
Filmovd a televizna fakulta, 2014), 10-23.

46) Scéndr Zrcadlo (Dnesni Zivot), 1. Osobni archiv Ladislava Rychmana.

47) Tamtéz.

48) Ze sirsi perspektivy se pak k vkladu Divadla satiry nejen na formovani Rychmanovy kariéry, ale také na cel-
kovy zdnrovy a popkulturni pfinos do nasi audiovizualni kultury chce dodat, Ze snad neni néhoda, kdyz dva
nejlispésnéjsi zanrové filmy 60. let nato¢ili pravé umélci spjati s Divadlem satiry: Oldfich Lipsky je rezisé-
rem parodie Limonddovy Joe aneb Koriskd opera a Ladislav Rychman rezisérem muzikalu Starci na chmelu.
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Obr. 3: Véstec Obr. 4: Véstec

Obr. 5: Starci na chmelu Obr. 6: Starci na chmelu

Prvky satiry prenesl Rychman také do studia Propagfilm, kde coby spoluautor ndmé-
tu, scénare a jako rezisér natocil v roce 1961 pro podnik Mistniho hospodéfstvi mini-
moralitu Dart z pohodli. V roce 1963 uplatnil zkusenosti s inscenovanim satirickych zan-
rt také v televizi a na Barrandové. Televizni satirickou agitku za poctivéjsi pristup k praci
namisto popracovni honby za melouchatenim s ndazvem Melouch ztvarnil Rychman ve
stylu starych némych grotesek, zapojil na miru zkomponovany hudebni doprovod a po-
uzil animované mezititulky. Formu a styl némé grotesky pouzil uz dfive pro televizni
ztvarnéni pisnicky ,,Obnosena vesta® (Obnosend vesta, 1961). Televizni Melouch zazname-
nal v rdmci skladby zédbavnych silvestrovskych poradi pfiznivy kriticky ohlas, a to i diky
obsazeni Milose Kopeckého a Miroslava Hornicka, dfivéjsich kolegu z Divadla satiry.*”)

Ve FSB natocil v roce 1963 kratkometrazni satiru Véstec o podnikovém téetnim Sliko-
vi (Oldrich Novy), kterému pro jeho vnimavost a praci s ¢isly fikaji véstec, a ktery se témi-
to ,,nadpfirozenymi“ schopnostmi stane obavanym a nepohodlnym pro nového general-
niho feditele Usttedi potravinéiskych prodejen. V tomto svizném dilku se uz také naplno
projevily Rychmanovy tendence pro préci s hudebnimi motivy a zvukovymi prvky.®” Veést-
ce po zvukové strance uvozuji rytmické uhozy mechanické kalkulacky, vzapéti doprovaze-
né moderni jazzovou hudbou. Ve scéné, kdy se zaméstnanci predstavuji novému rediteli,
nahradily slova hudebni motivy vystihujici jednotlivé osobnosti: napriklad zvy$enym
téonem §tébetajici zena nebo jako zabak kvdkajici naméstek. Kromé toho rytmizuji fil-

49) viz Ota Popp, ,,Piehledy na konci®, Vecerni Praha 10, ¢. 2 (1964), 3. Srov. Jarmila Vyskocilova, ,Televize, sil-
vestr a telefon, Prdce 20, ¢. 3 (1964), 3.
50) Hudbu k filmu slozil Lubo$ Fiser.
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mové vypravéni zabéry a zvuky stylizovaného potlesku ¢i synchronné kracejicich nohou
(obr. 3-4).

Tyto postupy lze pak opakované nachazet v Rychmanové celovecerni tvorbé. Ve Star-
cich na chmelu udava rytmus kromé tleskani tteba luskani prstt (obr. 5-6). Nebo podob-
né jako ve Véstci zvuéi scénu mechanicky stroj u¢etniho Slika, funguje ve Starcich na chme-
Iu volné lezici rekvizita budiku, jehoz tikani vzapéti nahradi lehké udery do bubinku
spolu s luskanim prstd, coz nasledné propojuje pohyb taneénikt a krokovou choreografii
(obr. 6). Hodiny s jelenem na ptidé u Filipa a Hanky nejenze ohlasuji nadchazejici ptlnoc,
ale soucasné svym odbijenim predznamenavaji dramatickou situaci i zvrat ve vypravéni,
kdyz Honza s kumpany napadnou a svazou Filipa v lese a Honza sam se vyda za Hankou
na pudu.

Spolupréce s divadlem neprestala Rychmana zajimat ani v dobé¢, kdy uz se plné etablo-
val ve filmu a televizi. Naopak, svoje tviir¢i tézisté mezi nimi ptirozené transponoval.
V roce 1967 natocil televizni pisni¢ky se zpévaky divadélka Apollo bratii Jifiho a Ladisla-
va Staidlovych,’” s nimiz uz od roku 1968 spole¢né piipravovali filmovy muzikal Hvézda
padd vzhiiru, pavodné s ndzvem Komety a ctitelé.”> V roce 1977 realizoval divicky uspés-
nou blaznivou komedii s pisni¢kami Jen ho nechte, at se boji, ktera byla napsand ptimo pro
Ludka Sobotu a jeho kolegy z divadla Semafor,*® a kde hraje divadelni prostfedi duleZitou
roli. Uvedené priklady Rychmanovy soubézné pracovni aktivity pro dvé a vice medialnich
platforem, které svym ptisobenim vzajemné ovliviiuje a mezi nimiz prenasi svoje tvirci
preference i zkusenosti, je soucasné dlouhodobym rysem jeho tvorby.

Kratky film
Vedle ptsobeni v Divadle satiry, nedokon¢eného studia FAMU a brigady na Barrandové
pracoval Ladislav Rychman rovnéz v Kratkém filmu, kam od roku 1949 nastoupil do pra-
covniho poméru. V roce 1950 napsal a reziroval barevny propagacni film PraZskd nedéle,
ktery mél propagovat vyrobky ceského textilu a odivani spole¢nosti Centrotex v zahrani-
) A¢ snimek zaznamenal v tisku pochvalu,® podle Rychmanovych slov $lo o ideologic-
ky priisvih, a to kvuli idajné nespokojenosti s prili§ modernim pojetim, které se mélo vy-
mykat domécim dobovym trendéim v reklamnim filmu.*® Jakkoliv je nutné brét podobna
zpétna hodnoceni samotnych osobnosti s rezervou, faktem je, Ze Rychman moderni zpti-
soby filmového vyjadreni latky vyhledaval. Navic se po Prazské nedéli v jeho filmografii
namisto reklam objevuje fada instruktaznich filmi a $otli s naméty z nejriznéjsich oblas-
ti lidské ¢innosti: Loupaci radlicka o hluboké orbé timto nastrojem, snimek o novych
moznostech vyuziti propan-butanu, o vyrobé vodicii, normovani, $etfeni energii. Soudé
dle dostupnych scénarti a jednoho z mala dochovanych snimkt Umélé osvétleni pracovis-
t¢ o vlivu spravné zvoleného typu osvétleni pracovniho mista na produktivitu, bezpe¢nost

51) Josef Hanus, Zivot s kamerou i bez ni (Blansko: SURF, 2003), 147.

52) Slozka Hvézda. Osobni archiv Ladislava Rychmana.

53) Jaroslav Vokidl, ,,Kdyz komedie blazni®, Prdce 34, ¢. 169 (1978), 6.

54) Propaga¢ni snimek PraZskd nedéle se nedochoval.

55) KP, ,,Propagacni film o ¢eskoslovenském textilu®, Zena a méda 2, &. 9 (1950), 25.
56) Rychman, Od let ucriovskych, 18. Osobni archiv Ladislava Rychmana.
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Obr. 8: Umeélé osvétleni pracovisté

Obr. 9: Ddme si do bytu Obr. 10: Ddme si do bytu

a zdravi pracovnikd, Rychman zpracoval kreativné i tyto na prvni pohled fadni osvétové
latky: kombinoval hrané scénky s animacemi (obr. 7-8) nebo nechal nastfikat pole bilou
barvou, aby byla funkénost loupaci radlicky pfi orbé efektné nazorna.”” Kombinaci hrané
akce s jednoduchymi trikovymi animacemi pouzil Rychman i ve své prvni televizni pis-
ni¢ce Ddme si do bytu v roce 1958 (obr. 9-10). Praci na instruktaznich filmech se stal
z Rychmana tzv. filmovy femeslnik, a to tim, kolik rozmanitych témat z nejriznéjsich ob-
lasti nejen rezijné, ale také scendristicky zpracoval, a jak rtiznorodé postupy béhem této
praxe obsahl do svych tviiré¢ich kompetenci.

Na instruktazni snimky navazuje v Rychmanové filmografii soubor kratkych filmi veé-
novanych osobnostem nasi kultury a uméni, natoceny pro Studio populdrné-védeckych
a nau¢nych filmu. Tyto ndméty predstavovaly pro Rychmana terén, kam mohl vnést svoje
tviiréi preference a uplatnit uméleckou praxi. V oslavném portrétu Ndrodni umélec Viclay
Vydra zapojil divadelni zkusenosti a zinscenoval s Vydrou jevistné dvé scény ze hry Maxi-
ma Gorkého Jegor Bulycev, v nichz mélo vyniknout Vydrovo mistrovské herectvi. Hudeb-
ni znalosti a zajmy vyuzil ve snimku Kytice dikii z roku 1953, ktery je adoraci tehdejsiho
ministra $kolstvi a jednoho ze striijct vyvoje potinorové kulturni politiky Zdenka Nejed-
1ého. Ten je prezentovan jako ¢lovék, ktery se bez ustani vénuje praci pro svij narod
avzacnou volnou chvili pak vénuje rodiné a uméni. Rychman nechavé v delsi scéné vynik-
nout jeho podani klavirnich skladeb Beethovena ¢i Fibicha v rodinném kruhu. Scénar fil-
mu Vdclav Hollar — Cesky rytec z roku 1955°® pak doklada poéatky Rychmanovy prace
v oblasti hudebni dramaturgie jeho snimkd. V pravém sloupci scénafe totiz Rychman ro-

57) Tamtéz, 17-18.
58) Scénar Véaclav Hollar — esky rytec. Osobni archiv Ladislava Rychmana.
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Obr. 11: Lidové tance z Lasska Obr. 12: Lidové tance z Lasska

e s

Obr. 13: Lidové tance z Lasska Obr. 14: Lidové tance z Lasska

zepisuje, jakou hudbu pouzit pro zesileni emoci, jaké hudebni prvky budou nejvhodnéjsi
pro poskytnuti voditek béhem vypravéni nebo jaky hudebni motiv se bude vazat k posta-
vam ¢i udalostem. Pomoci hudby odvypravél Rychman narativ umélcova dila i Zivota, for-
malné vystavény na originalnim nasnimani Hollarovych leptt.

Biografické snimky s dirazem na narodnostni motivy byly jednémi z typickych pro
kratkometrazni filmovou produkci v 50. letech. Potinorova kulturni politika preferovala
mimo jiné obraceni se k narodni tradici a napliiovani osvétového poslani. Zasadnimi mo-
tivy byly vlastenectvi a narodni obrozeni. Tyto filmy mély prispivat k potvrzeni oficidlni-
ho vykladu vyznamu uméni ve spole¢nosti a jejich stézejnim rétorickym prvkem byla li-
dovost.” Do této ideologické linie spadd dalsi kategorie Rychmanovych filmu, a sice
snimky folklorni. Ty byly v rdmci praxe v KF Rychmanovymi nejoblibenéj$imi, nebot se
v nich mohl zabyvat syntézou hudby a tance, i kdyz je tfeba zminit, Ze etnografie ¢i folklor
jako takové pro néj nebyly zasadni, podstatna se mu jevila moznost vyjadfovat rytmické
dynamické zélezitosti jako tanec a zpév filmovymi prostfedky bez ohledu na obor.®” Z hle-
diska transmedialniho pfenosu institucionalnich zku$enosti a stylistickych prvki je pak
soubor téchto kratkych filma jasnou pripravou a predobrazem ke Starciim na chmelu.
V roce 1952, béhem piehlidky soubort lidovych pisni a tancti ve Straznici, zachytil Rych-
man lidové tance z riznych oblasti Ceskoslovenska, napiiklad Lidové tance z Lasska, Lido-
vé tance z Pohorelé a dalsi. Jde o ¢ernobilé tzv. instrukéni tanecni filmy, jejichz cilem bylo

59) Dominika Béuchelova, ,,Cti narodni tradici a lid svij: Reflexe déjin, uméni a folkloru v ¢eském kratkém fil-
muS, in Film — nds pomocnik: Studie o (ne)uzitecnosti ceského kratkého filmu 50. let, ed. Lucie Cesélkova
(Praha - Brno: Ndrodni filmovy archiv - Masarykova univerzita, 2015), 163-165.

60) Prepis rozhovoru s Ladislavem Rychmanem. Nérodni filmovy archiv (NFA), Sbirka zvukovych zaznamut
(OH), 219 OS Ladislav Rychman.
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Obr. 17: Hrdly dudy Obr. 18: Hrdly dudy

v audiovizualni podobé uchovat narodni kulturni dédictvi. Jednotlivé filmy jsou uvozené
animovanou mapou s vyznacenim a popisem kraje, odkud tance pochazi. Nasleduje ani-
movany mezititulek s etnograficky diilezitymi informacemi. Samotny tanec je nazorné za-
znamenan jak v celcich, podstatné krokové a jiné tane¢ni variace, pak i v detailu (obr. 11-14).

Odlisnou a volnéjsi formou zpracoval Rychman folklorni tematiku a motiviku ve
snimcich Hrdly dudy (1953), Na zelené louce (1955) a Détské jaro (1956), pro které byl
vzhledem k ideologicky preferovanému tématu, tudiz jeho atraktivnéjsimu zpracovani,
zvolen barevny filmovy material. Na vcelku malé stopazi tfinacti minut snimku Hrdly
dudy rozviji Rychman piibéh mladého ucitele Josefa Rezného ze Strakonic, ktery ve vol-
nych chvilich vyrdzi na mopedu do terénu zaznamendavat mizejici lidové pisné a tance
z oblasti Prachenska v jiznich Cechich. Tyto pak Rezny predavd ddl mladsi generaci
v Prachenském souboru lidovych pisni a tancti (obr. 15-18). Jakkoliv Rychmantv snimek
nic z toho prvoplanové nezduraznuje a nevyzdvihuje, ndrodnost i lidovost pfirozené a im-
plicitné obsazena jiz v samotném tématu plné odpovida dobovym ideologickym tenden-
cim kladenym na kratkometrazni produkei. Zavére¢né usneseni zapisu ze schtize tviréiho
kolektivu pti schvalovaci projekci dne 22. ledna 1954 tika, ze ,,Film je zdatilym dilem jak
v prosté a u¢inné ndmétové vystavbé, tak i v rezijnim pojeti. [...] Uroven snimku je tak vy-
sokd, ze film je schopen representovat studio i na mezindrodnich festivalech.“*" To dopo-
rucuje i posudek redakéni rady Studia populdrné-védeckého filmu ze dne 26. ledna 1954.9?
V roce 1959 byl film Hrdly dudy spolu se dvéma dal$imi Rychmanovymi snimky Na zele-
né louce a Détské jaro vyslan jako kolekce na II. Mezinarodni festival filmu a tance ve Va-

61) Zapis ze schiize tvir¢iho kolektivu ze dne 22. ledna 1954 v projekei. Osobni archiv Ladislava Rychmana.
62) Posudek RR ze dne 26. ledna 1954. Osobni archiv Ladislava Rychmana.
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Obr. 19: Na zelené louce

Obr. 21: Na zelené louce Obr. 22: Na zelené louce

lencii. Kolekce se setkala s nad$enim i u zahrani¢nich divaki a porota ji ocenila jednou ze
téf hlavnich cen.®® Nadto Fotografické studio ve Valencii udélilo zlatou medaili reZisérovi
Ladislavu Rychmanovi a bronzovou medaili kameramanovi Josefu Peskovi.®”

Obé¢ barevné filmové suity Na zelené louce z roku 1955 a Détské jaro z roku 1956 nata-
¢el Rychman na Slovensku a obé poeticky zachycuji lidové détské obyceje, tance, fikanky
a pisnicky. Rychman dava velkymi celky vyniknout slovenské krajiné i vesnici, do nichz
vkomponovava choreografie détskych her a mladeznickych tanct. Dimyslné vystavéné
choreografie ptitom ptisobi naprosto autenticky (obr. 19-20). Hlavné v Na zelené louce se
Casto zabéry celkd rychlym stfihem sttidaji s detailnéj$imi zabéry, kamera prebird hledis-
ko chlapce, ktery visi pfi hte hlavou dold, nebo se kamera ocitne uvnitt kruhu zpivajicich
a tancicich divek, coz dodava snimku dynamiku. Jako jeden z typickych Rychmanovych
stylistickych prvki se v obou snimcich objevuje zabér na tane¢niky z podhledu, kombino-
vany s polodetailnim nebo detailnim zdbérem nohou pii tanci. Takové zabéry zdtiraznuji
choreografické prvky, buduji rytmus, pripadné jimi graduje tempo (obr. 21-22). Prace
s velkymi celky a davovymi tane¢nimi scénami, stejné jako preostfeni na detail néjaké
choreografie jsou pak typické i pro estetiku Starcii na chmelu a Rychman v nich ¢asto kom-
ponuje scény a zabéry tak, Ze vyuziva prithledy skrze tancici téla (obr. 23-28).

Presto, ze se Rychman ke svému pusobeni a praxi pred Starci nékdy vyjadril ponékud
ptikie,* pravé tyto riznorodé zkusenosti se ztvarnénim symbidzy hudby, zpévu a tance,
se zachycenim konkrétni choreografie ustici do gradujicich efektnich prvki, prechody

63) A. M. Brousil, ,Uspéch na festivalu ve Valencii®, Kultura 3, & 25 (1959), 6.
64) Tamtéz.
65) Karol Sidon, ed., Starci a klarinety (Praha: Orbis, 1965), 119-120.
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Obr. 27: Starci na chmelu Obr. 28: Starci na chmelu

mezi velkymi celky a detaily choreografie byly tviir¢im tréninkem a praktickou priipravou
na vétsi filmové atvary, jimz se o par let pozdéji za¢ne vénovat v televizi a na Barrandové.
Zpétné a nejednou i on sam oznacil tuto praxi za skvély trénink na prvni ¢eskoslovensky
muzikal Starci na chmelu.*®

Reklama a propagace

Od poloviny 50. let pracuje Rychman je$té vice multizdnrové i transmedialné: nata¢enim
dalsich reklam® navazuje na svij prvni propagacni snimek Prazskd nedéle, kombinuje
produkei kratkych filmt o uméleckych osobnostech s filmy folklornimi a s reklamami,

66) V. Cabalka, ,,Cesta k musicalu®, Kino 19, &. 16 (1964), 6.

67) Z propagacnich a reklamnich snimki Ladislava Rychmana se zachoval pouze zlomek, neexistuje ani jejich
kompletni evidence. Jistou pfedstavu lze ziskat ze scénéit a fotografii v osobnim archivu Ladislava Rychma-
na a z dobového tisku. Autorka studie na resersi a pripravé takového seznamu, stejné jako na patrani po do-
chovanych snimcich prubézné pracuje.
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k tomu za¢ina koncem 50. let pracovat i v Ceskoslovenské televizi (CsT). Po¢itkem roku
1956 nataci reklamni snimek o nové jarni médé s ndzvem Poviddni o jaru®® a v zati téhoz
roku se jako ¢len ceskoslovenské delegace uic¢astni III. mezindrodniho festivalu reklamnich
filmt v Cannes, kde byly ¢eskoslovenské filmy, véetné Rychmanovych, poprvé v soutézi.*”
V Cannes mél Rychman moznost zhlédnout ,,né¢kolik formalné skute¢né dokonalych
snimkd’” kterymi se nechal inspirovat a jejichZ formu pfenasel do naseho prostiedi.
Vznikly tak napfiklad reklamy Opera Gustiosa, Intermezzo Silonico, Concerto Glassico.”"

Snahu pracovat s hudebnimi prvky v novych kontextech potvrzuje hodnoceni reklam-
niho snimku Prodej jidel ptes ulici z roku 1961: ,,U tohoto filmu je tfeba si vazit originalni-
ho pristupu k zpracovani namétu. Film je vytvoren u nds nezvyklou formou — opernim
podédnim komentare.“’? Uspésnou reklamou se stalo taktéz Concerto Glassico z roku 1962
pro podnik zahrani¢niho obchodu Skloexport. Uznani si Rychman vyslouzil za pfirovna-
ni préce sklaf ke koncertnimu uméni’ a za dokonaly soulad hudby s obrazem, coZ bylo
oznaceno za dikaz Rychmanova spravného uvazovani o ucincich takového propojeni.’
Z uvedenych citaci je zfejmé, jak Rychman inklinoval k napaditému zapojeni uméleckych,
opernich a jinych hudebnich motivii coby ozvlastnujicich prvka do raznych formatd,
v tomto pripadé do reklamy, tudiZ jak je transmedialné $ifil.

U dilka Concerto Glassico se vyzdvihovalo, Ze ,,je pro zahrani¢ni obchod cenny hlavné
tim, Ze tak, jak je pojat, md otevienou cestu k bezplatnému promitani v zahrani¢nich tele-
vizich i k promitani na rtiznych oficialnich jednanich v zahrani¢i. Je dobrou ukazkou spo-
jeni komer¢nich a statné propagacnich tkoli.“”® Rychman si byl téchto ptidanych hodnot
védom a neobjevovaly se v jeho reklamni tvorbé nahodné. Mél zkusenost z Cannes, sou-
lad hudby a obrazu védomé komponoval a problematice propagace se vénoval i teoretic-
ky: peclivé studoval zbozi a stavbu namétu, vénoval se reklamni psychologii, rozbortiim
odbytové situace, kazdému jeho snimku predchazel i priizkum a sledovani pfi promitani
v kinech.”® Reklam pro film a pro televizi natocil mezi 50. a 70. lety desitky — na hliniko-
vé nadobi i kosmetiku, na mdédu, budiky i piana, na klenoty a sklo, pro Diéim sluzeb i Dét-
sky déim, na kupénovou loterii v letech 60. i televizni cyklus reklam pro Sportku v le-
tech 70.7” Praci na reklamnich filmech vnimal jako té73i neZ praci na jinych kratkych for-
matech, nebot zadani musel vyjadrit béhem jedné az dvou minut a respektovat pfi tom
mnoho komer¢nich pozadavku a propagac¢nich pravidel.”®

Propagacni znalosti nabyté v KF prenesl Ladislav Rychman kromé televizni reklamni
tvorby také do propagace svych celovecernich snimkd a dal$ich projektti. Jeho blizky spo-

68) Dr Cabalka, ,Povidani o jaru®, Svét v obrazech 12, ¢. 15 (1956), 21.
69) Vladimir Cabalka, ,,III. mezindrodni festival reklamnich film® v Cannes 1956 Reklama 3, ¢. 2 (1957), 47.
Srov. (CTK), ,ITI. mezinarodni festival reklamnich filmé, Rudé prdvo 36, &. 255 (1956), 3.

70) V. C., ,,Starci tancuju bossa novu, Film a divadlo 8, ¢. 15 (1964), 10.

71) Tamtéz.

72) Jiti Danda, ,Zabéry z prehlidky®, Propagace 8, ¢. 5 (1962), 101.

3) -0j-, ,Uspéch propagaéniho filmu‘, Propagace 9, &. 5 (1963), 116.

74) Otto Jirdk, ,Nadéjna perspektiva®, Propagace 9, ¢. 5 (1963), 95.
)
)
)
)

~N

75) Tamtéz.

76) Cabalka, ,Poviddni o jaru‘, 21.

77) Nameéty, scénafe, fotografie. Osobni archiv Ladislava Rychmana.
78) V. C.,, ,,Starci tancuju bossa novu*, 10.
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lupracovnik z KF Vladimir Cabalka vypracoval v bfeznu 1964 kompletni podrobny plan
propagace Starcii na chmelu,” ktery Rychman oznacil za viibec prvni komplexni propaga-
ci celove¢erniho filmu v Ceskoslovensku. Je nutné zdtraznit, ze $lo o aktivitu mimo insti-
tuci Ceskoslovenského stétniho filmu i FSB, tedy o aktivitu Cabalky a Rychmana na zékla-
dé spoluprice v KE. Rychmanovu osobni angazovanost na propagaci jeho projekti
dokldda i vzkaz pracovnice propaga¢niho oddéleni Ustfedni ptij¢ovny filmd, ktera v dub-
nu 1969 Rychmanovi pise ve véci propagace filmu Sest cernyich divek aneb Pro¢ zmizel Za-
jic?: ,Vazeny pane rezisére Rychmane, oznamuji Vam radostnou zpravu, a totiz, Zze mam na
starosti propagaci Vadeho nového filmu. Myslim, Ze by bylo nejlepsi, kdybychom se napfi-
klad sesli a domluvili se o Vasich ptanich a naich perspektivnich moznostech.“*%

Teoretickou rovinu propagacnich zkusenosti uplatnil i v hodnoceni propagace Later-
ny magiky na EXPO “67 v Montrealu, kterého se ztc¢astnil mimo jiné jako reZisér pasma
Revue z bedny. Z tohoto ptsobeni sepsal v srpnu 1967 pro feditele Statniho divadelniho
studia Milo$e Hercika dokument ,,Pozndmky o Laterné, o Montrealu a vibec...,“*" kde
v kapitole Propagace ostfe zkritizoval totalni nepfipravenost propagace jejich ptisobeni
v Montrealu.®” Nazyva to propaga¢nim Waterloo a dodava, ze i kdyz trapné okamziky li¢i
radéji Zertem, citil je velmi silné proto, Ze je mu uméni propagace blizké a u svych dvou
ptredchozich praci (Ddma na kolejich a Starci na chmelu) mél propagaéni stranku vzdy
peclivé zajisténou.®

Prace na reklamnich snimcich institucionalné rozlozend mezi KF a Ceskoslovenskou
televizi neznamenala tedy v Rychmanové pripadé nabyti pouze filmarskych zkusenosti
a schopnosti tcelného zkratkovitého vyjadreni konkrétniho zadani, nybrz i osvojeni si
teoretickych pravidel tohoto oboru. Umoznilo mu to pfemyslet a pristupovat k audiovi-
zualnim projektim komplexné od faze developmentu az po uvadéni a propagaci. Navic,
jak jiz bylo zminéno, praci v KF se stal Rychman filmafem-femeslnikem a diky zku$enos-
tem s reklamni tvorbou i tzv. mistrem zkratky. Tohle, spolu se zvladnutim symbiézy hud-
by a tance ¢i zvuku a obrazu, se posléze stalo Rychmanovym rezijnim rukopisem a vkla-
dem do televizni sféry, predevs$im pii natdceni kratkych formata televiznich pisnicek.

Filmové studio Barrandov a Ceskoslovenska televize v 50. a 60. letech

Predchozi uspéchy vedly k tomu, Ze mezi jinymi byla i Ladislavu Rychmanovi nabidnuta
v roce 1956 moznost natocit celovecerni debut na Barrandové a v roce 1957 mél premiéru
jeho film Pfipad jesté nekonci, zanrové zarazeny jako detektivka. Z transmedidlniho hle-
diska je Pripad jesté nekonci relevantni tim, Ze mezi uvodni titulky a prvni hrané scény to-
hoto filmu Rychman dopsal a nato¢il na zakladé zkusenosti z KF dokumentarné ladény
prolog o vyvoji 1ékt ve Statnim ustavu experimentdlniho lékatstvi, kde se déj filmu ode-

79) Starci na chmelu — plan propagace (Praha, brezen 1964). Starci na chmelu — plan tvodni propagace (Pra-
ha, brezen 1964). Starci na chmelu — plan avodni propagace (Rekapitulace ke konci ¢ervna 1964). Prehled
propagacnich prostredki k uvedeni filmu ,,Starci na chmelu“ v Praze, ze dne 21. srpna 1964. Osobni archiv
Ladislava Rychmana.

80) Jana Zvonickova, dopis ze dne 8. dubna 1969. Osobni archiv Ladislava Rychmana.

81) Ladislav Rychman, Poznamky o Laterné, o Montrealu a viibec... 4. 8. 1967. Osobni archiv Ladislava Rych-
mana.

82) Tamtéz.

83) Tamtéz.
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hrava, a vnesl tim do celove¢erniho filmu formalni i stylistické prvky filmu kratkometraz-
niho. V roce 1959 nato¢il druhy celovecerni film Kruh a vyzkousel si tim opét zcela jiny
zanr, a sice psychologické drama pojednévajici o Zené, kterou opousti manzel. Ani v jed-
nom piipadé neslo o Rychmanuv pivodni nimét nebo o scéndt, ke kterému by tihnul,
a i proto se k témto filmtim pozdéji stavél ponékud maces$sky.*” V rozhovoru fika, ze se
tehdy v ramci celovecerniho filmu hledal, a Ze tyto dva snimky nejsou pfinosem na jeho
cesté k muzikalové tvorbé,® kam do té doby spise podprahové, avsak cilevédomé sméfo-
val. Naopak podstatnou zastavkou na této cesté byla realizace formatu tzv. televizni pisni¢-
ky, coby predchidce videoklipu, a televiznich revue.

Ladislav Rychman sice oznacuje prvni televizni pisnicku Ddme si do bytu z roku 1958
za realiza¢ni ndhodu,* nicméné vzhledem k jeho tvaréi pripravé je spiSe zurocenim
predchoziho usili, vyuzitim novych ptileZitosti a snahy o syntetizovani vice druhtt umé-
lecké praxe do filmového ¢i televizniho obrazu. Televizni pisnicka se stala divacky vyhle-
davanym formatem v oblasti televizni zabavy, dilezitym elementem z hlediska spolupra-
ce kulturnich pramysli v 60. letech v Ceskoslovensku a ovlivnila estetiku i programovou
strategii televizniho vysildni od konce 50. let minulého stoleti.*” Vyvrcholenim veskeré
dosavadni tviréi praxe a transmedialniho ptisobeni Ladislava Rychmana je pravé prvni
¢eskoslovensky muzikal Starci na chmelu z roku 1964, ktery Rychman oznadil za svoji fil-
movou maturitu.’® Produk¢né k nému vedla komplikovanéjsi cesta, protoze na prelomu
50. a 60. let jesté nebyla moznost tento Zanr na Barrandové prosadit. I proto rozvijel Rych-
man hudebni formaty ponejprv v televizi, kde mél naopak v tvorbé mnohem volnéjsi ruce
a pole ptisobnosti, mimo jiné diky obrovskému zajmu a divacké odezvé, a také vzhledem
k tspéchtim a prosazeni hudebné-zabavné televizni tvorby v zahrani¢i skrze mezinarodni
festivaly televizni tvorby.®”

Rychman tedy soubézné s filmovanim na Barrandové od konce 50. let pracoval také
pro Ceskoslovenskou televizi, kde spolupracoval mimo jiné i s Vratislavem Blazkem. Se-
znamil se zde také s hudebnim dramaturgem a skladatelem Jifim Maldskem, ktery byl
spolu s Jifim Bazantem a Vlastimilem Halou po¢inaje Starci na chmelu skladatelem filmo-
vé hudby k vétsiné Rychmanovych celovecernich snimki, a spole¢né ovlivnili nejen filmo-
vou, ale i televizni hudebné-zabavnou Zanrovou tvorbu. Jak bylo jiz zminéno, Rychman se
uz od ptisobeni v KF podilel na hudebni dramaturgii svych snimkt. V ¢lanku ,,Ohlizeni
s Ladislavem Rychmanem" z roku 1982 se o ném pise jako o rezisérovi, ktery nejenze scé-
nu docela pfesné vidi, ale musi ji i docela presné slyset.*” ,Musi védét, zda to bude andan-
te nebo amoroso, na které gesto v akci hudba nasadi a po kterém slové skon¢i, musi mit
minutdz, ba sekunddz téhle hudebni tsecky. Totiz nemusi — ale chce!™" Ke vzdjemné
spoluprici se Jifi Maldsek vyjadril: ,,S Rychmanem se hudebnikovi déla skute¢né jako s ni-

84) (Ig), »Ladislav Rychman: Pozndmky k ¢eskému muzikalu, Filmové informace 15, ¢. 13 (1964), 10.

85) Tamtéz.

86) Miroslava Papezova, ,Kdo, s kym, o ¢em, pro koho: Geneze formatu televizni pisnicky a spoluprace kultur-
nich pramysla v 60. letech v Ceskoslovensku®, Iluminace 32, & 2 (2020), 5-29.

87) Tamtéz.

88) Rychman, Od let ucriovskych. Osobni archiv Ladislava Rychmana.

)
)
9) Papezovi, ,Kdo, s kym, o ¢em, pro koho', 5-29.
)
)

o«

90) Jan Votruba, ,Ohlizeni s Ladislavem Rychmanem, Scéna 7, ¢. 25-26 (1982), 7.

91) Tamtéz.
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kym jinym. Je to muzikant a vZdycky vi, co pfesné na ¢lovéku chce.? Skladatelskou a dra-
maturgickou praci na hudbé a pisnic¢kach ke Starciim na chmelu podrobnéji oztejmil Jifi
Bazant. Popisuje ji jako de facto konkurzni zpisob prace, kdy v8ichni tfi skladatelé sklada-
li hudbu postupné ke véem pisnickdm, na spole¢ném setkani s Blazkem a Rychmanem si
v8ichni nové skladby poslechli a spole¢né vybrali tu pro danou pisen a film nejlep$i.* Pis-
nicky ze Starcii pak zasadné prispély k dobové popularité filmu, staly se z nich $lagry a do-
dnes tvori plnohodnotnou soucast ¢eské popularni hudby.

Zavér

Ladislav Rychman se béhem své kariéry cilené vénoval syntéze hudby, slova a tance na
urovni vice medialnich platforem, které svym piisobenim propojoval a prenasel mezi nimi
svoje tvirci preference a postupné nabyvané zkusenosti. Tim se souc¢asné utvarel i jeho re-
zisérsky rukopis pozdéji cenény v souvislosti s prvnim ceskoslovenskym muzikalem Star-
ci na chmelu. Filmarské femeslo osvojené béhem prace na kratkych filmech rtiznorodych
namétt doplnil mistrovstvim zkratky z reklamni tvorby. Toto spolu s tvtiréimi postupy
prevzatymi z prace na folklornich snimcich vnasel do tvorby novatorskych televiznich for-
matt a zdbavnych poradt. Umél dobre pracovat se Zanrem satiry a ani jiny komedialni
pristup mu nebyl cizi. Byl schopny vyhledavat naméty, podilet se na scénéri, zdsadné vstu-
poval do hudebni dramaturgie svych dél, prizptisoboval ndmét zanru a zanr médiu i di-
vackému vnimdni. Rychman je tak prikladem popkulturniho tviirce, ktery posouval hra-
nice v Zanrové hudebni a zdbavné tvorbé. Ta byla od pocatku jeho primérni volbou a po
celou kariéru usiloval o jeji rozvoj. Jako Zanrovy tviirce se specializaci na hudebni film
a muzikal se definitivné etabloval filmem Starci na chmelu. I kdyZz sam sebe, na zakladé
zku$enosti s prijetim jeho tvorby po Starcich, oznacoval za ,,,Starci’ prokletého tviirce®, ni-
kdy na kultivovani tohoto zanru nerezignoval, naopak se snazil o jeho prosazeni v novych
podobach ve filmu i televizi, navzdory rozporuplnému ptijeti. Transmedialné a multi-
zanrové prenasel formalni prvky z reklamy do televizni pisnicky, z televizni pisnicky do
inovovanych forem filmovych i televiznich muzikalt a hudebnich filmi, stejné jako styli-
stické prvky z folklornich kratkych snimkii. Zkusenosti z Laterny magiky zaro¢il v poly-
ekranovém projektu Noricama a tuto estetiku prenesl mimo jiné i do hudebné-zabavného
televizniho cyklu Hald, tady Orchestr a balet Ceskoslovenské televize na za&atku 80. let.
Reflexi ¢eskoslovenské socialistické popkultury, podobné jako zanrové tvorby v ¢esko-
slovenské kinematografii bylo doposud v akademické sfére vénovano mélo zdjmu a pro-
storu, stejné jako analyze filmové hudby ¢i syntéze zvuku a obrazu, o coz Rychman usilo-
val v praktické roviné. A ani tato studie zamétena na formovani tviiréiho know-how a jeho
transmedialni prenos mezi formaty a médii nemohla propojit vSechna dila Rychmanovy
vice nez padesatileté kariéry a zahrnout veskera nova zjisténi. To ziistava predmétem dal-
81 prace. Za zminku vsak stoji jesté alespon dva nerealizované projekty: s Vratislavem

92) Sidon, ed., Starci a klarinety, 125.
93) Kam zmizel ten stary song. Jiti Bazant (Rudolf Tesacek, 2004, Ceska televize, cyklus Kam zmizel ten stary
song). Tuto praxi popsal autorce v rozhovoru i syn Jifiho Maldska, klavirista a hudebni skladatel Petr Malasek.
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Blazkem a skladatelskym tymem Maldsek-Bazant-Héla na konci 60. let planovany filmo-
vy satiricky muzikal Seherezdda a z pocatku let 80. rockovy muzikal Cyrano z predmestia
podle ptivodniho slovenského scénare Alty Vasové, k némuz napsali hudbu Pavol Ham-
mel a Maridn Varga. I tyto dva projekty totiz dokazuji Rychmanutv tvaréi rozptyl a v pri-
padé slovenského Cyrana i zdjem o moderni projekty, pro néz byl oslovovan. Ve druhé po-
loviné 80. let a po poslednim barrandovském celovecernim filmu ,,Babicky dobijejte
presné!®, kdy byl jiz zdravotné hodné limitovan, coz ohrozovalo produkci velkych filmo-
vych celki, se vratil ke kratkometrazni tvorbé pro televizni obrazovky a realizoval cyklus
patnactiminutovych povidek pro jednoho herce s nazvem Povidka pro... Popularizaci
a hodnoceni televizni zdbavy se vénoval i jako publicista pro Svobodné slovo, ptipravoval
rozhlasové porady a podilel se na cyklu Trocha Safrdanu z televizniho archivu.

Mnoho autorti spjatych s televizni tvorbou a zdbavnimi Zanry predevs$im si obcas
»postézuje’, ze délat zabavu je tézké a hlavné nevdééné. Transmedialni pohled na profesni
kariéry rezisértt umoznuje tento sentiment, vyplyvajici z role dichotomie vysoké a nizké
kultury v kulturni paméti, pfekonat a nahlédnout v komplexité vztahti mezi dil¢imi kul-
turnimi pramysly. Piiklad Ladislava Rychmana coby tviirce hudebnich format naptic
médii potvrzuje zasadni roli hudby a hudebniho primyslu jako synergického pojitka riz-
nych audiovizualnich disciplin a umoznuje tak nové promyslet vztahy mezi kinematogra-
fii, televizi, divadlem, reklamou a hudbou v socialistickém Ceskoslovensku.
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Tato studie vznikla s finan¢ni podporou grantu poskytnutého GA UK ¢. 498119, s nazvem ,,Ladislav
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Citovana audiovizualni dila

»Babicky dobijejte presné!“ (Ladislav Rychman, 1983)
Cisativ pekai — Pekattiv cisar (Martin Fri¢, 1951)
Concerto Glassico (Ladislav Rychman, 1962)

Dalekd cesta (Alfréd Radok, 1948)

Ddma na kolejich (Ladislav Rychman, 1966)

Ddme si do bytu (Ladislav Rychman, 1958)

Daii z pohodli (Ladislav Rychman, 1961)
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Détské jaro (Ladislav Rychman, 1956)

Dnes vecer bez zivady (Ladislav Rychman, 1958)

Dovolend s Andélem (Botivoj Zeman, 1952)

Halé, tady Orchestr a balet Ceskoslovenské televize (Ladislav Rychman, 1980-1982)
Hrdly dudy (Ladislav Rychman, 1953)

Hvézda padd vzhiiru (Ladislav Rychman, 1974)

Jen ho nechte, at se boji (Ladislav Rychman, 1977)

Kdyby tisic klarinetii (Jan Roha¢ — Vladimir Svitacek, 1964)
Kruh (Ladislav Rychman, 1959)

Kytice dikii (Ladislav Rychman, 1953)

Ldska na druhy pohled (Ladislav Rychman, 1981)

Letni romance (Ladislav Rychman, 1975)

Lidové tance z Lasska (Ladislav Rychman, 1952)

Lidové tance z Pohorelé (Ladislav Rychman, 1952)

Lidové tance z Polabi (Ladislav Rychman, 1952)
Limonddovy Joe aneb Koriskd opera (Oldrich Lipsky, 1964)
Loupaci radli¢ka (Ladislav Rychman, 1951)

Mackie Messer (Ladislav Rychman, 1960)

Melouch (Ladislav Rychman, 1963)

Na zelené louce (Ladislav Rychman, 1955)

Ndrodni umélec Viclav Vydra (Ladislav Rychman, 1952)
Obnosend vesta (Ladislav Rychman, 1961)

Opravy lozniho prddla (Ladislav Rychman, 1958)

Piseri o stromu a riizi (Ladislav Rychman, 1978)

Pojdte s ndmi mezi bohy! (Ladislav Rychman, 1986)
Poviddni o jaru (Ladislav Rychman, 1956)

Povidka pro... (Ladislav Rychman, 1988)

Prazskd nedéle (Ladislav Rychman, 1950)

Prodej jidel ptes ulici (Ladislav Rychman 1961)

Pripad jesté nekonci (Ladislav Rychman, 1957)

Revue z bedny (Ladislav Rychman, 1967)

Starci na chmelu (Ladislav Rychman, 1964)

Sest cernych divek aneb Pro¢ zmizel Zajic? (Ladislav Rychman, 1969)
T#i musketyti (Ladislav Rychman, 1983)

Umélé osvétleni pracovisté (Ladislav Rychman, 1951)

Viclav Hollar — Cesky rytec (Ladislav Rychman, 1955)
Véstec (Ladislav Rychman, 1963)

Zlocin v divci skole, povidka Jak se koupe Zena (Ladislav Rychman, 1965)
Zrcadlo (Drahoslav Holub, 1948)

Zrcadlo byrokratické (Hugo Huska, 1949)
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Ceska hudebni amatérska
a poloprofesionalni audiovizualni
tvorba na pocatku 21. stoleti

Czech Amateur and Semi-professional Music Audiovisual Production
at the Beginning of the 21st Century

Abstract

The presented article focuses on the audiovisual production of Czech amateur and semi-profession-
al musicians at the beginning of the 21st century. The study contains quantitative data analysis con-
cerning information on the development of the volume and genre structure of audiovisual produc-
tion in the years 2009 to 2018. The main part of the study is based on a series of in-depth interviews
with semi-professional and professional producers of audiovisual content who shared their view on
the development of a music video in each of the six music genre categories (Elektronika, Hip-hop /
R&B, Jazz / Blues / Klasika, Metal / HC, Pop / Rock / Punk, a World music / Ethno / Folk). The study
exposes a long-term synergy of examined audiovisual production and technological development,
in the monitored period, especially with regard to the possibility of content sharing and publishing.
Even though amateur and semi-professional productions are affected by global trends and commer-
cial culture, it retains a strong connection to subcultures and their local-specific characteristics. Fi-
nally, the study provides a structured view of how Czech music amateur and semi-professional au-
diovisual production changed in the past thirty years.

Keywords
music video, amateur production, semi-professional production, subcultures
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videoklip, amatérska produkce, poloprofesiondlni produkce, subkultury
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Hudba je, v mnoha svych rozmanitych forméch, nedilnou soucasti kinematografie jiz od
jejich samotnych pocatkil. O néco komplikovanéjsi situace nastava v pripadé diskuze nad
otazkou, kdy poprvé vyuzil hudebni priimysl kinematografii jako néstroj vlastni prezenta-
ce. Videoklip jako samostatny format se dostal do povédomi vefejnosti zejména po roce
1981, kdy zacala vysilat hudebni stanice MTYV, jeZ se postupem Casu stala téméf synony-
mem videoklipu.” Soucasné vyzkumy nicméné prokazuji, ze kotfeny videoklipt sahaji az
do 30. let 20. stoleti, kdy se na platnech kin objevuji prvni kratké filmy s primarné hudeb-
nim obsahem. Ostatné fada publikaci zminuje scénku z prvniho zvukového filmu The Jazz
Singer z roku 1927, ve které zpévak Al Jolson v doprovodu své kapely zpivé pisen.? Mathias
Korsgaard dokonce spojuje piivod videoklipu pfimo se vznikem kinematografie, tedy
koncem 19. stoleti.”)

Filmovy priimysl nékdejsi Ceskoslovenské republiky drzel krok s Hollywoodem, a tak
i v tuzemskych prvorepublikovych filmech mtzeme nalézt mnoho dokladd pfitomnosti
hudby nejen jako pouhého hudebniho podkresu, ale i jako soucasti déje. Za priklad je
mozné uvést film Kristidn z roku 1939, kde dostaly prostor pisné interpretované nejen her-
cem hlavni role Oldtichem Novym, ale i pisné interpretované tehdy popularnim télesem
Melody Makers v cele s hudebnikem R. A. Dvorskym. Samostatné filmové ztvarnéni pis-
né piislo az pomérné dlouho po zahajeni vysilani Ceskoslovenské televize v roce 1953. Ta
se ve svych pocatcich potykala s nedostate¢nym technologickym vybavenim a celou fadou
provoznich i jinych komplikaci, v prvnich letech proto pristupovala pouze k zivym preno-
sim.” Za prvni ¢eskoslovensky videoklip v dne$nim slova smyslu je tak veobecné pova-
zovan klip k pisni Ddme si do bytu natoCeny roku 1958 rezisérem Ladislavem Rychma-
nem.” Naslednd 60. léta se nesla ve znameni rozvoje pfitomnosti hudby v televiznim
a rozhlasovém vysilani, a s tim rostl i zdjem o pisné. Oproti minulosti se v§ak zaroven vice
a vice soustredoval na jejich interprety a s nimi spojeny fenomén péveckych hvézd. Ces-
koslovenska televize si zahy uvédomila svoje moznosti a zacala spolupracovat s tehdej$im
hudebnim priamyslem formou aktivniho vytvareni poradu s prevazné ¢i vyhradné hudeb-
nim obsahem.® Zpracovéni i obsah odpovidaly dobové politicko-ideologické linii, v zdsa-
dé s prihlédnutim k aktudlnim pomérim ve spole¢nosti a jejimu vkusu. Na obrazovce se
tak sice objevovali reprezentanti vétsiny populdrnich hudebnich Zanru, témét bez vyjim-
ky vsak $lo o ideové nezavadné interprety, jejichz ¢innost byla povolena statnimi organy.
Oficialni kultura tvorila jedinou hudebni nabidku televiznich obrazovek az do definitivni-
ho odstranéni stétni cenzury v oblasti televizniho vysilani na pfelomu 80. a 90. let.” Konec

1) Mathias Bonde Korsgaard, Music Video After MTV: Audiovisual Studies, New Media, and Popular Music
(London - New York: Routledge, 2017), 16.

2) K tomuto filmu blize viz John H. Mundy, Popular Music On Screen: From Hollywood Musical to Music Video
(Manchester — New York: Manchester University Press, 1999), 39-51.

3) Korsgaard, Music Video After, 18.

4) Petr Hrabalik, ,Historie ¢eskoslovenského hudebniho klipu do r. 1989 Ceskd televize, cit. 10. 10. 2020,
http://www.ceskatelevize.cz/specialy/bigbit/ceskoslovensko/clanky/187-historie-ceskoslovenskeho-hudeb-
niho-klipu-do-r-1989/. Viz téZ Martin Stoll, ,Nad archivalii a panikou v zavadéni televize v Ceskosloven-
sku®, Iluminace 29, ¢. 1 (2017), 91-93.

5) Miroslava Papezova, ,Kdo, s kym, o ¢em, pro koho: Geneze formatu televizni pisnicky a spoluprace kultur-
nich pramysla v 60. letech v Ceskoslovensku®, Iluminace 32, & 2 (2020), 7.

6) Hrabalik, ,Historie ¢eskoslovenského hudebniho klipu do r. 1989

7) Viz Papezova, ,Kdo, s kym, o ¢em, pro koho", 25-27.
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80. let znamenal také oslabeni a nasledné odstranéni cenzury v oblasti hudebni produkce,
ktera dlouha desetileti fakticky potlacovala existenci jiné nez profesionalizované hudebni
scény. Soucasné na iizemi tehdejsi Ceskoslovenské federativni republiky zacala proudit za-
padni kultura a s ni ptisel i ptiliv celé fady dosud netolerovanych hudebnich Zanra a sub-
zanra.y

Prfes vSeobecné uvolnéni zistala dominantnim médiem pro $ifeni audiovizualniho
projevu tuzemské hudebni scény televize. Presto az do roku 2002 neexistovala na tizemi
Ceské republiky z4dn4 hudebn stanice, a ani v tomto roce zalozena televize Ocko nebyla
kapacitné schopna vyhovét poptavce amatérské a poloprofesiondlni scény po prezentaci
prostfednictvim audiovizudlniho obsahu. Soucasné stale jesté nebyly tak dostupné digi-
talni technologie umoznujici tvorbu a $ifeni audiovizualniho obsahu $irsi vefejnosti. To
vse prislo az pozdéji, zejména v souvislosti se spusténim portalu pro sdileni audiovizuél-
niho obsahu YouTube v roce 2005, které zdsadné zménilo zptsob, jakym tvirci i konzu-
menti s audiovizualnim obsahem pracuji a jak k nému pfistupuji.”

Tato studie si klade za cil popsat vyvoj a soucasny stav amatérské a poloprofesionalni
audiovizudlni tvorby, dfive z mnoha hledisek znevyhodnénych ¢eskych amatérskych a po-
loprofesionalnich hudebnich interpretii na pocatku 21. stoleti. Tedy v dobé, kdy jsou jiz
moznosti tvorby a $ifeni tohoto obsahu v zasadé neomezené. Divodd, pro¢ se timto téma-
tem zabyvat, je vice: Byt jde v mnoha ohledech o okrajovou ¢ast audiovizualntho praimy-
slu, jednd se o relativné dulezitou komer¢ni aktivitu, kterd v audiovizualnim pramyslu (¢i
§ifeji v kreativnich pramyslech) spoluvytvari pracovni mista (coz dokladaji i respondenti
této studie), jednak tvori dosud malo popsanou oblast sou¢asné audiovizualni kultury.
Avsak stejné jako v jinych oblastech kinematografie i v této oblasti audiovizudlni tvorby je
amatér ¢i poloprofesional (ktery je zadavatelem zakazky) ,vytvorem trhu a priamyslu re-
spektive moznosti a omezeni, které se v daném case k trhu a pramyslu vazi.'?

Hudebni interpreti a jejich audiovizualni tvorba jsou v této studii kategorizovani na
zakladé prislusnosti k jednotlivym hudebnim Zanrtim, respektive Zanrovym skupinam
a podskupindm. Ty jsou velmi ¢asto Uzce propojeny se specifickymi subkulturami s rozdil-
nym postojem viici vizualité, potazmo audiovizudlni tvorbé. Jako subkultury lze oznacit
spolecenstvi lidi se specifickymi kulturnimi znaky, které je odlisuji od vét$inové kultury.
Pfes tyto znaky jsou subkultury do jisté miry soucasti hlavniho kulturniho proudu, mo-
hou jej ovliviiovat, ptipadné jim byt ovliviiovany.') Mohou vznikat na zdkladé urcitych
vzorct chovéni, hodnot, zivotniho stylu, ale také sdileni. A pravé sdileni hudby, ktera ob-
sahuje urcitou ideologii, vedlo v druhé poloviné 20. stoleti k rozmachu fenoménu hudeb-
nich subkultur.'” Dick Hebdige uvadi, Ze v 70. letech se tyto subkultury zacaly odliSovat
nejen nazory a postoji, ale i vnéj$imi prvky, coz formovalo subkulturni styly, tedy soubo-

8) Khudebni cenzute v obdobi normalizace viz Martin Husdk, ,,Rock Music Censorship in Czechoslovakia be-
tween 1969 and 1989, Popular Music and Society 43, ¢. 3 (2017), 310-329.

9) Tomas Jirsa — Mathias B. Korsgaard, ,,The Music Video in Transformation: Notes on a Hybrid Audiovisual
Configuration’, Music, Sound and the Moving Image 13, ¢. 2 (2019), 114-115. Viz téz Carol Vernallis, Unru-
ly Media: YouTube, Music Video, and the New Digital Cinema (Oxford University Press, 2013), 127-154.

10) Laurent Creton, ,,Ekonomika a trhy amatérského filmu: dynamika vyvoje®, Iluminace 16, ¢. 3 (2004), 35-36.

11) Jan Jandourek, Uvod do sociologie (Praha: Portdl, 2003), 180.

12) David Hesmondhalgh, ,,Subcultures, Scenes or Tribes?: None of the Above®, Journal of Youth Studies 8, ¢. 1
(2005), 21-23.
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ru vizualnich prvkd, vystupovani a slangu, které jsou vlastni ¢lentim jednotlivych subkul-
tur.”?

Prestoze subkultury jsou dnes globdlnim fenoménem, autori zabyvajici se timto téma-
tem se vesmés shoduji, Ze vyznamnou roli urcujici podobu subkultury stile jesté hraje
i kulturni specifi¢nost jednotlivych zemi, potazmo podoba kultury jejich obyvatel.'¥ Dale
uvadéji, ze do zptsobu, jakym éelni reprezentanti subkultur, v naSem pripadé hudebni in-
terpreti, pfistupuji k tvorbé prezenta¢nich materialt, v¢etné audiovizualniho obsahu, se
promité i postoj subkultury k vizualité jako takové.’® Ten se s postupem ¢asu v riznych
subkulturach méni, a proto je v této studii pfedmétem zkoumani v neposledni radé i ob-
sahovy posun v audiovizualni tvorbé amatérskych a poloprofesionalnich interpreta.

Druhotnym cilem studie je postihnout situace pred a po zméné paradigmat z hlediska
tvorby a $ifeni audiovizudlniho obsahu, a popsat dopady této zmény na vkus, pozadavky
a objem tvorby ¢eskych amatérskych a poloprofesionalnich hudebnich interpretii. Sou-
¢asné jde o vyuziti unikdtniho zdroje dat — nize popsané databaze hudebniho serveru
Bandzone.cz, ktera je ve své rozsahlosti i komplexnosti zcela ojedinélou nejen v tuzem-
ském, ale i celosvétovém méritku.

3

Metodologie, zdroj dat a vybér ucastniki vyzkumu

Zdrojem kvantitativnich dat pro tuto studii je databaze nejvétsiho ¢eského hudebniho
serveru Bandzone.cz, ktery od roku 2004 sdruzuje prevazné amatérské a poloprofesional-
ni hudebni interprety ptisobici na izemi Ceské republiky a na Slovensku. Zakladni funk-
cionalitu serveru predstavuje profil kazdého interpreta, jakysi pfedchiidce profilu na dnes-
nich socialnich sitich, ktery obsahuje celou fadu informaci nejen o interpretovi, ale
i dynamickou moznost umistovani obsahu, at uz ve formé zvukové, obrazové, ¢i audiovi-
zudlni. Od roku 2008 se tento server stal lidrem mezi ceskymi a slovenskymi hudebnimi
servery. Zakladatel Bandzone.cz Michal Novak priznavd, ze obdobi po roce 2014 zname-
nalo zpomaleni rustu serveru v dusledku rozvoje socidlnich siti i globalni konkurence,
i tak ale duplikat databaze datovany k srpnu 2019 obsahuje unikatni zdznamy vice nez
62 000 hudebnich interprett celkové, respektive o vice nez 41 000 na izemi Ceské repub-
liky.'” Soucasné databdze obsahuje téméf 42 000 zdznam tykajicich se audiovizudlniho
obsahu, které jednotlivi ¢esti hudebni interpreti na server ulozili. Databaze mezi nimi dale
rozliuje oficialni videoklipy, Zivd vystoupeni a ostatni. Pfi¢emz pod kategorii ,,ostatni” je
mozné si predstavit rozhovory, dokumenty, pozvanky na vystoupeni a podobné. Viibec
nejstarsi oficialni videoklip uloZeny na databdzi je Prestdvds snit plzeniské rockové skupiny
Turbo z roku 1981.'” Tento videoklip je nicméné z ¢asového hlediska naprostou vyjimkou
a pouze o néco vice nez procento audiovizualnich soubort tvori soubory datované pred

13) Dick Hebdige, Subculture: The Meaning of Style (London: Methuen, 1979).

14) Dana Bittnerova — Martin Hefmansky — Petr Janecek, Folklor atomového véku: Kolektivné sdilené prvky ex-
presivni kultury v soudobé ceské spolec¢nosti (Praha: Narodni muzeum, 2011), 103.

15) Bittnerova — Hefmansky - Janecek, Folklor atomového véku, 95-97.

16) Rozhovor s Michalem Novékem, zakladatelem serveru Bandzone.cz vedl Martin Zeleny, 10. 9. 2018.

17) ,TURBO Prestavas snit®, YouTube, cit. 30. 12. 2020, https://youtu.be/S8ZV6Ugb9Zk.
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rok 2005.'" Abychom minimalizovali riziko deformace vystupnich dat, kterd by mohla byt
zpusobena rozvojem platformy Bandzone.cz v prvnich letech, kdy nejvice pribyvaly nové
soubory, rozhodli jsme se pro analyzu vyuzit pouze zdznamy z doby, kdy byl server jiz plné
zaveden. Vysledny zdroj dat tak tvofi zdznamy o necelych 40 000 audiovizudlnich soubo-
rech vytvorenych letech 2009 az 2018. Tato data je mozné déle ¢lenit do $esti Zanrovych
skupin (Elektronika, Hip-hop / R&B, Jazz / Blues / Klasika, Metal / HC, Pop / Rock / Punk,
a World music / Ethno / Folk),'” 92 subzanrii a dale nespoctu jejich vzdjemnych kombina-
ci. Je tedy mozné pomérné presné identifikovat intenzitu, se kterou se reprezentanti jed-
notlivych zanra a subzanra vénuji tvorbé audiovizudlniho obsahu.?” Samotna prislusnost
interprett do zanrovych skupin muze byt zkreslena tim, Ze se interpreti definuji sami. Do-
mnivame se ale, Ze naprostd vétsina interpretd si je dostate¢né védoma povahy toho, co
vytvari, a proto tento nedostatek povazujeme za nepodstatny.

Zamérem autortl je ziskana kvantitativni data vyuzit jako podklad pro hlavni — kvali-
tativni ¢ast studie. Ta jednak pracuje s obecnou teorii subkultur a jejich vazeb na hudebni
zanry, ale také popisem specifickych znaki subkultur na tuzemi Ceské republiky zasaze-
nym do historického kontextu. Ziskané poznatky rozsifuje analyza individualnich rozho-
vort s u¢astniky vyzkumu, ktefi se tvorbou audiovizualniho obsahu pro hudebni interpre-
ty dlouhodobé zabyvaji. Cilem této ¢asti studie je doplnéni, a ¢aste¢né také verifikace
informaci ziskanych v ramci kvantitativni analyzy vyse popsané zdrojové databaze.

Oba autoti prace se nékolik let pohybuji ve zkoumaném oboru, jeden z autort se do-
konce profesné vénuje i tvorbé audiovizudlniho obsahu na zakazku, a disponuji tedy ra-
dou kontaktu, které bylo mozné oslovit s pozadavkem vyjadfeni se ke zkoumanému téma-
tu. Celkem bylo provedeno sedm rozhovort s jedinci pohybujicimi se v oboru 11-26 let.
Jedna se o tvtirce pracujici v oboru zakazkové audiovizualni vyroby, kteti ptisobi (mnoh-
dy soucasné) jako reziséfi, kameramani, sttihaci, a nékdy i producenti. Zpravidla jde
o muze mladiho aZ sttedniho véku, ktefi sice pochdzeji z riiznych mist Ceské republiky,
dva ze Slovenska, za svoje piisobisté vsak oznacuji shodné celou Ceskou republiku, s pre-
sahem na Slovensko. Tti z nich se sebe-indentifikuji jako poloprofesionalové, ¢tyfti jako
profesionalové. Pouze dva tcastnici vyzkumu jsou v oboru audiovizualni tvorby vysoko-
$kolsky vzdélani. Jelikoz si vétsina ucastnikt vyzkumu préla zastat v anonymité, jejich
jména jsou uvedena zkratkou. Samotné rozhovory probihaly pfevazné formou online vi-
deohovort, pouze minoritni podil byl realizovan osobné. Rozhovory nebyly jednozna¢né
strukturované, nebot ucastnici vyzkumu projevovali tendenci rozsifovat témata klade-
nych otazek. Polostrukturované rozhovory se tak sousttedily na nasledujici okruhy témat,
inspirované analyzou kvantitativnich dat:

o dopady technologického vyvoje na oblast audiovizualni tvorby,
o struktura objemu audiovizualni tvorby dle hudebnich zanrd,

18) Terminem audiovizualni soubor je v ramci studie oznacovano kratsi ¢i delsi audiovizuélni dilo vlozené v di-
gitalni podob¢ do sdileného virtualniho prostoru internetu.

19) Bandzone.cz termin hip-hop uvadi s poml¢kou, v popisu kategorii tento format piejimame, v textu samot-
ném piseme tak, jak je obecné uzivén, tedy s mezerou misto pomlcky.

20) Pro tplnost je tieba dodat, Ze datova baze rozliSuje mezi datem nahrani a datem jeho vzniku, pricemz celd
tato studie operuje vyhradné s datem vzniku. Systém kategorizace jednotlivych interpreti je ptejat v podo-
bé, kterou vyuziva zdrojova baze dat. Hlubsi kategorizace zde neni z diivodu rozsahu studie explicitné pre-
zentovana, nicméné byla vyuzita jako jeden z podkladu.
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o specifika audiovizualni tvorby jednotlivych hudebnich zanr,
« rozdily v motivaci interpretti k vytvareni audiovizudlni tvorby,
o obsahovy posun v ramci hudebnich zanri za dobu ptisobeni v profesi.
Vsichni ucastnici vyzkumu odpovidali hovorovou fedi za vyuziti slangovych vyraz,
prepis rozhovort byl proto misty stylisticky upraven za ticelem lepsi srozumitelnosti.
Vystup kvalitativni ¢asti vyrazné prevazil svym rozsahem i objemem informaci, které
jednotlivi tcastnici vyzkumu poskytli. Vyhodnoceni kvantitativnich dat je tak ve studii do
jisté miry upozadéno a slouzi predev§im k uvozeni predstavy o vyvoji ¢eské amatérské
a poloprofesiondlni scény ve sledovaném obdobi 2009 az 2018, soucasné také jako zaklad
pro kvalitativni vyzkum tykajici se jednotlivych zanrovych skupin. Kvantitativni vyzkum
nenfi striktné oddélen, naopak jeho vystupy ramuji vyzkum kvalitativni.

Ceska hudebni amatérska a poloprofesionalni audiovizualni tvorba
v historickém kontextu

Jak jiz bylo zminéno, 80. 1éta, a zejména jejich druhd ptile, se nesla ve znameni postupné-
ho rozvolnovani poméri. To se projevovalo, mimo jiné, vy$si mirou tolerance statniho
apardtu vidi jinym formdm kultury, neZ byla ta oficidlni.?" V praxi to znamenalo, Ze popr-
vé od roku 1968 byly podminky dostate¢né pfiznivé pro rozvoj toho, co se dnes s oblibou
pojmenovava jako alternativni kulturni scéna. Soucasné do nasi zemé zacala stéle inten-
zivnéji pronikat zdpadni kultura, pochopitelné hudebni kulturu nevyjimaje. Do té doby
byly zapadni hudebni nahravky pfedmétem pasovani, nahravani ze zahrani¢nich stanic, ¢i
nakupti v ostatnich zemich socialistického bloku, zkratka vice ¢i méné nelegalnim zbo-
zim. Tento status ztratily az se zménou rezimu, nicméné lze konstatovat, Ze koncem 80. let
jiz bylo mozné jejich porizeni cestami, které, a¢ prevazné neoficidlni, existovaly s tichym
souhlasem stitu.”” Soucasné s tim se mirné zvysila i dostupnost hudebnich néstrojt a re-
produkéni techniky. To vée poskytnulo uréité zazemi pro rozsifeni tehdy popularnich hu-
debnich 74nrd, a s nimi i ndrdst poétu jejich interprett. V ptipadé tehdejitho Ceskoslo-
venska doslo k rozvoji Zanrovych scén a soucasné rozvoji subkultur pridruzenych k folku,
elektronické hudbé a rocku, zejména pak jeho subzanry punk a metal. Jejich ¢elnim pred-
stavitelim se jiz v té dob¢ ¢as od ¢asu dafilo dostat na televizni obrazovky, nicméné vétsi-
nou prostrednictvim zpravodajskych reportazi Ceskoslovenské televize.? Urcitou vyjim-
ku v tomto ohledu znamenaly porady Triangel a ¢aste¢né také Televizni klub mladych. I ty
ale poskytovaly prostor pouze ideologicky nezavadnym interprettim, byt jim nelze upirat,
ze vénovaly pozornost i nastupujicim hudebnim Zanrtim a trendiim, na coz vzpomind
ucastnik vyzkumu E T., kterému v té dobé bylo jen necelych patnact let:

21) Husak, ,Rock Music Censorship in Czechoslovakia between 1969 and 1989 4.

22) Adam Havlik, ,Loopholes in the Iron Curtain: Obtaining Western Music in State Socialist Czechoslovakia
in the 1970s and 1980s", in Eastern European Popular Music in a Transnational Context: Palgrave European
Film and Media Studies, eds. Ewa Mazierska — Zsolt Gy6ri (Cham: Palgrave Macmillan, 2019), 39-44.

23) Hrabalik, ,,Historie ¢eskoslovenského hudebniho klipu do r. 1989
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Televizi jsme uz tenkrat méli, muzika mé, jako vSechny kolem, bavila, takze jsme sa-
moziejmé na hudebni porady koukali, ja, bracha a celd parta. A pamatuji se, hlavné
na TKM, a potom Triangel, ten byl o néco min svazany, tam jsem taky poprvé slysel
metal, kapelu uz nevim, ale pamatuju se, jak to na mé udélalo dojem. Tehdy to bylo
néco naprosto vyjime¢ného, véude se hrali jenom interpreti jako David, Zagorova

24)

a podobné.

90. 1éta v tomto ohledu znamenala dalsi posun, a to poté, co se na televiznich obrazov-
kach objevily prvni svobodné televizni hitparady, do kterych bylo mozné zasilat vlastni
audiovizudlni nahravky. Konkrétné $lo o potad Ceské televize Mediiza uvedeny poprvé
v roce 1992 a nasledné obdobny formét poradu, jehoz vysilani v roce 1994 zahdjila televi-
ze Nova pod nazvem Eso. I kdyz $lo o porady, které v zasadé deklarovaly svoji liberalni
podstatu, dramaturgie stale zaujimala viceméné negativni postoj vii¢i amatérské a po-
loprofesionalni scéné:

Kamarad mél kapelu, docela méli jméno, prfisli za mnou, Ze jestli bych jim udélal
klip, to jsem uz délal na Nové, a tam ta technika byla, takze to bylo ok. TakZe jsme to
néjak udélali, nic velkého, slu§ny priamér na tu dobu. A poslali to do Esa i Meduzy,
7e to zkusi. Z Ceské televize jim alespon ptisla odpovéd. Tak jsem se ptal v praci, mi

fekli, Ze prece tam nebudou dévat nékoho nezndmého.>”

Tato situace ve vétsi ¢i mensi mife trvala az do zahdjeni vysilani prvni ceské hudebni
televize Ocko v roce 2002, diky které vlastné vitbec poprvé dostali i ¢esti amatérti a po-
loprofesionalni hudebni interpreti moznost audiovizualni prezentace v relativné $irsi
mifte. Posléze televize Ocko podnitila tuto &ast scény zafazenim kategorie amatérsky vi-
deoklip do svych kazdoro¢né vyhlasovanych cen.

Vsechna tato zlep$eni v oblasti audiovizualni prezentace nemohla pokryt zdjem jed-
notlivych amatérskych a poloprofesionalnich interprett o $ifeni vlastniho audiovizudlni-
ho obsahu. Soucasné s tim az do pocatku nového tisicileti v zasadé nebyly $irsi vefejnosti
dostupné technické nastroje a vybaveni, které by umoznovalo potizovani takového obsa-
hu v dostate¢né kvalité. Hudebni interpreti se tak az do této doby museli spoléhat na spo-
lupraci s profesionalnimi ¢i poloprofesionalnimi filmari, na ¢emz se shoduji vsichni ucast-
nici vyzkumu:

Jo technika byl problém, nejen Ze s ni mélokdo umél, ale taky jedna véc je néco na-
todit, druha pak sestiihat, takze kdyz uz nékdo si nékde puij¢il kameru a dejme tomu
i néjaka svétla, malokdy to nechal sim na sobé. Ta postprodukéni ¢ast se nikde moc
nepiijcovala, a to se bavime o stovkach tisic v nakupu, takze to bylo fakt jen pro ty,
kteti s tim délali denné, aby se to viibec zaplatilo, pro nékoho, kdo by délal dva tii

klipy ro¢né, absolutni nesmysl.2®

24) Rozhovor s E T. vedl Michal Straka, 16. 10. 2020.
25) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.
26) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.
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Pro predstavu poklesu nakladu potfebnych pro tvorbu profesionalniho videoklipu
uvadime priklad z amerického prostredi, ktery zminuje Victor Luckerson: V poloviné 90.
let podle néj mohl stat plné profesiondlni videoklip i ptil milionu dolart, na pocatku tisi-
cileti to bylo bézné desetkrdt méné, a toto ¢islo neustéle klesd.”” Obdobny posun v rdmci
Ceské republiky vnim4 také ucastnik vyzkumu M. N.:

Délam to vic jak ctvrtstoleti, tak mizu porovnavat. Moznosti dneska, to je nebe
a dudy, driv pokud jsi nemél znamé nebo se v tom nepohyboval jako zaméstnanec
— bez Sance. Dneska md techniku kdekdo, véecko ma uvnitt software, takze sludny
obsah udéla kazdy, a i téch nadsenct pribyva, ktefi to délaji jako konicek. Jasné, po-
kud chce nékdo svétovou uroven, poiad to néco stoji, ale oproti difv pakatel.?®

Jak vyplyva z rozhovorti, druhym problémem byl fakt, Ze audiovizudlni obsah, ktery jiz
bylo relativné mozné bez enormnich nakladd potizovat, neslo nékam efektivné umistovat
a sdilet jej:

Kolem roku 2002, nadetfil jsem na prvni digitdlni kameru, jak byvaly ty malé do
ruky, dneska uz davno za zenitem, a tocili jsme amatérské filmy, to byla parada.
Akorat ze jsme se prihlasili na prehlidku filmi a zdjem pak méla spousta lidi. Jenze
nebylo mog, jak nékomu video poslat, takze bud ¢lovék musel osobné i s kamerou
a poustét pfimo, nebo byl software na sdileni, ale ten mél malokdo, navic trvalo de-
sitky hodin néco poslat, takze fakt nebylo jednoduché nékam §ifit.

Pfirozené poptavka po tomto typu sluzby rostla vSude po svété, cehoz si v§imnula tro-
jice zaméstnancti spole¢nosti PayPal (Chad Hurley, Steve Chen a Jawed Karim), ktefi
v roce 2005 spustili portal YouTube. Hned nasledujici rok byl YouTube zakoupen spole¢-
nosti Google, diky ¢emuz se stal globalnim. Pro uplnost je tfeba dodat, Ze ¢eska verze byla
spusténa v roce 2008, tedy v dob¢, kdy jiz valna cast ¢eské spolecnosti méla pristup k in-
ternetu.”” Dopady nové vzniknuvsiho fenoménu se zahy projevily dramatickym nértistem
audiovizudlni tvorby, zverejiiovanim digitalizovanych archivnich zaznamd, ale také po-
mérné vyznamnou zménou ve vztahu k jejich tvorbé. Tu najednou mohl produkovat do-
slova kazdy ¢lovék vybaveny alespon zédkladni technikou, a stejné tak ji mohl konzumovat
kdokoli se zarizenim s pripojenim k internetu. Sledovani videa nadto rozsitily moznosti
komentovani a sdileni, které podpofily zrychleni distribuce po celém internetu.*”

27) Victor Luckerson, ,,Internet Saved the Video Star: How Music Videos Found New Life After MTV, Time, 2.
4. 2013, cit. 11. 10. 2020, https://business.time.com/2013/04/02/internet-saved-the-video-star-how-music-
-videos-found-new-life-after-mtv/.

28) Rozhovor s E T. vedl Michal Straka, 16. 10. 2020.

29) Rozhovor s L. A. vedl Michal Straka, 30. 9. 2020.

30) Jiti Vanék - Jan Jarolimek — Tereza Vogeltanzova, ,,Information and Communication Technologies for Re-
gional Development in the Czech Republic — Broadband Connectivity in Rural Areas”, AGRIS on-line Pa-
pers in Economics and Informatics 3, ¢. 3 (2011), 71-72.

31) Jirsa — Korsgaard, ,The Music video in Transformation®, 115.
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Hudebnim interpretiim se touto cestou otevielo objemné mnozstvi hudebniho mate-
ridlu, ktery mohli nahle velmi snadno vyuzit pro inspiraci, a to jak po strance hudebni
a obsahové, tak audiovizudlniho zpracovani, coz v rozhovoru popisuje M. N.:

Prvnich par tydnt, co to béZelo v Americe, jsme si viibec neuvédomili potencidl, ale
pak zacali chodit i zdkaznici, Ze vidéli to, a Ze tamto je bavi, a Ze by chtéli, aby to celé
vypadalo jako nékteré z téch videi na internetu. A zacalo jich chodit vic a vic, nékte-
fi si samoziejmé obsah vytvareli a vytvareji sami, ale co si budeme namlouvat, béz-
nd kapela neni zaroven nahravaci spolecnosti a nema kapacitu na néjakou solidni
filmatinu, i kdyzZ dost ¢asto jsou lidi od filmu, aspon co ji zndm, k muzice blizko.*

Paralelné se zjednodu$enim piistupu nejprve k celé skale audio a poté i audiovizualni-
ho obsahu zacalo dochazet z hlediska posluchacii k jakémusi rozostfovani hudebniho
vkusu. To se projevilo na strané interpretd predstavujicich jednotlivé zZanrové navazané
subkultury. Nékteri autofi jiz dfive tento jev oznacili jako splyvani stylii a nadale hovofi ne
o subkulturdch, ale post-subkulturach.* Aktualni prazkumy doklddaji, Ze téméf 80 % pti-
znivct hudby ve véku 13-17 let neni vyhranéno pouze na jeden Zanr, a soucasné, ze typic-
ky poslucha¢ stfedniho véku jiz neni zaméfen na uzce definovany hudebni zanr, ale spi$ na
obecnéjsi Zanrovou skupinu.*¥

Co pretrvava do soucasnosti, je vyznamny socidlni faktor, ktery spociva pravé ve
vizualité a jinych charakteristickych vnéjsich znacich vyplyvajicich z uzkého propojeni
hudebnich Zdnrt se subkulturami. Jak poznamendvad Fabian Holt, vihimani hudebnich
zanrt, jakymi jsou metal, country nebo hip hop, dnes neformuje hudebni tvorba konkrét-
nich interpretd ani zdaleka tolik, jako vnéjsi znaky, kterymi jsou typické obleceni, chova-
ni a celkova vizudlni kultura véetné podoby audiovizudlni tvorby.>

Ceska hudebni amatérska a poloprofesionalni audiovizualni tvorba
vletech 2009 az 2018

Jak jiz bylo vyse uvedeno, zdrojem kvantitativnich dat je databdze serveru Bandzone.cz.
Ten audiovizualni obsah pfimo neuklada do vlastnich tlozist, nybrz funguje jako primé
propojeni s portalem YouTube, diky ¢emuz se stava jakymsi pomyslnym katalogem inter-
pretd. Bandzone.cz shromazduje dopliujici informace nejen o samotném obsahu, ale
i jeho autorech, publiku a fadé dalsich souvisejicich okolnosti.

Pro kvantitativni analyzu jsme zvolili vyse¢ datového souboru ohrani¢enou lety 2009
a 2018 z divodu, Ze sami provozovatelé Bandzone.cz oznacuji za prelomovy rok 2008, kdy
se server stal lidrem na ¢eské i slovenské scéné hudebnich portald, a soucasné Ze od té
doby nedoslo v ramci serveru k zadnym rozsahlej$im procesnim zménam, které by poten-

32) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.

33) David Muggleton, Inside Subculture: the Postmodern Meaning of Style (Berg: Oxford, 2000), 47.

34) ,,3 Trends Shaping Gen Z’s Taste in Music, YPULSE, 6. 11. 2019, cit. 11. 10. 2020, https://www.ypulse.com/
wp-content/uploads/2019/06/3_Trends_Shaping Gen_Zs_Taste_In_Music_06.11.2019.pdf.

35) Fabian Holt, Genre in Popular Music (Chicago: University of Chicago Press, 2007), 28.
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Obr. 1: Vyvoj ro¢niho objemu tvorby audiovizualnich souborti mezi lety 2009-2018 (zdroj: autofi dle databaze
Bandzone.cz)
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cialné mohly ovlivnit chovani interpretd v rdmci nahrévani obsahu. Nutno dodat, zZe po-
¢et novych registraci interpreti na Bandzone.cz i nadéle roste, av§ak tempo rtistu se kaz-
dym dal$im rokem snizuje.

Objem tvorby audiovizudlnich souborti ma ve sledovaném obdobi odli$ny vyvoj (obr. 1).
Zatimco od roku 2009 se kazdy rok registrovalo méné a méné novych interprettl, audiovi-
zualniho obsahu naopak ptibyvalo stale vice a vice. V obdobi doznivajici ekonomické kri-
ze, které nastalo po roce 2012, zacal rapidné stoupat objem tvorby. Ucastnici vyzkumu se
shoduji, ze jde pravdépodobné o reakci na vyvoj celkové ekonomické situace a zmirnéni
obav z dusledkt potencidlniho prichodu krize a jejich dopadit na odvétvi mimo kulturu,
ktera mnohdy tvori hlavni ¢ast pfijmt amatérskych a poloprofesionalnich interprettl. Po
roce 2014 nastava urcity pokles a nasledna stagnace objemu az do konce sledovaného ob-
dobi.

To, v kombinaci s rostoucim poctem registrovanych interpretd, znamena, ze od roku
2014 jednotlivi interpreti vytvati primérné stale méné audiovizualnich soubort. U¢astni-
ci vyzkumu se k vyvoji po roce 2014 vyjadfuji nejednoznacné, ovéem naznacuji, ze dtivo-
dem miize byt jakési prozreni amatérskych a poloamatérskych interpreti z iluze o zdsad-
ni dilezitosti audiovizudlni tvorby v procesu ziskani ohlast a tspéchu.

Ve sledovaném obdobi nedoslo k zadnému vykyvu na trovni individualni Zanrové
skupiny, a i pfi pohledu na vyvoj ro¢ni tvorby audiovizudlniho obsahu je patrné, Ze vyvo-
jova tendence ¢eské amatérské a poloprofesionalni hudebni scény v uplynulych letech je
z hlediska vSech zanrovych skupin obdobna (obr. 1).
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Obr. 2: Kategorizovana celkova aktivita registraci a objem tvorby audiovizualnich souborti za obdobi 2009-2018
(zdroj: autoti dle databaze Bandzone.cz)
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Zatimco v zapadnim svété se elektronicka hudba jako plnohodnotny zanr prosadila jiz
v 70. letech, na uzemi Ceskoslovenska byla nejprve témét vyhradné predmétem zdjmu od-
borné vetejnosti.** Teprve v pribéhu 80. let za¢lenilo mnoZstvi interpreta do své tvorby
elektronické nastroje, jako interpret udavajici smérovani elektronické hudby se vak tehdy
ani pozdéji nedokdzal prosadit v podstaté nikdo.”” Celd tuzemska scéna tak zistava klu-
bovd a ovliviiovand zahrani¢nimi trendy.

Mezi jednu z nejvyraznéjsich subkultur spojenych s elektronikou patfi free techno, za-
lozené na volnomyslenkaiském pristupu jak k tvorbé, tak zivotnimu stylu. Stereotypné se
s touto subkulturou poji obraz technoparty poradané na pronajatych venkovnich plo-
chach, kde se pred sestavami podomacku vyrabénych reproduktorovych soustav, neboli
soundsystemtl, rytmicky pohybuji postavy jedinct s dredy, zpravidla pod vlivem alkoho-
lu ¢i jinych omamnych latek. Jde samoziejmé o zjednoduseny obraz zpravidla predklada-
ny médii, z hlediska vizuality v§ak obraz pomérné vystizny. Jak poznamenava Ondrej Sla-
calek, free techno je jakymsi extrémem, v omezenéjsi mire ¢i modifikované podobé jsou
ale jeho zdkladni myslenky pritomny na celé ¢eské elektronické scéné. Dodava, Ze ta je

36) Ondtej Urban, Instrumentdr elektroakustického zvuku (Praha: Akademie muzickych uméni, 2007), 12-15.
Viz téz Vladimir Lébl, Elektronickd hudba (Praha: Statni hudebni vydavatelstvi, 1966), 68-74.
37) Byt néktefi interpreti, napf. The Ecstasy of Saint Theresa, zaznamenali mezinarodni aspéch.
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mistem, kde se stykaji jak vySe popsani jedinci, tak ale také intelektualové ¢ilidé vzdélani,
a soucasné i piiznivci tane¢ni hudby.*®

Ceské amatérské a poloprofesionalni elektronické scéné z hlediska registrovanych in-
terprett dominuje experimentdlni elektronicka hudba a hudba, ktera navazuje na pavod-
ni tradici zanru elektronika. V priméru dva ze tfech interpretti vytvorili ve sledovaném
obdobi néjaky audiovizualni obsah (obr. 2). Pfestoze vice nez polovinu tohoto obsahu tvo-
i1 oficidlni videoklipy, je nutné dodat, Ze jejich podoba je zna¢né odlisna od toho, co si ob-
vykle pod terminem hudebni videoklip bézné predstavujeme, jak uvadi ti¢astnik vyzkumu
V. P:

Elektro je tplné jiné. S nadsazkou bych je ozna¢il za néco jako spofic¢ obrazovky, kdo
z vas pamatuje. Vétsinou jde o nekone¢nou smyc¢ku, nékdy s textem, nékdy bez. Ty
klipy navic trvaji i desitky minut, takZe konven¢ni ani byt nemuzou, to by museli
rovnou tocit celé filmy.*

Utastnik vyzkumu M. N. dopliiuje, Ze nejde o konvenéni piistup ve smyslu narativu,
ale spi$ jakousi doprovodnou vizudlni formu, ktera ma slouzit uréitému naladéni se na
hudbu jako takovou:

V elektru jde o pocity, zazitek, naladéni a tak. Tviirce se snazi provést néjakym zazit-
kem nebo emoci pomoci urcitych systémi zvuki. Je to i hodné spojené s ezoterikou
a jde o urcity zptsob duSevniho cestovani nebo pouté. Do urcité miry vas to casem
zaéne ovliviiovat v ramci vaseho zivotniho stylu, coz je samoziejmé znakem inklina-

ce do ur¢itého spolecenstvi nebo pravé subkultury, které zminujes.*”

Typickou ukdzkou je videoklip No words kapely Apophysia z roku 2014.*" Videoklip
sestava ze zabérli zaméfovani pozemnich cilt a néslednych leteckych ttokt na tyto cile,
pficemz obraz je mnohdy pribliZzeny ¢i rozpixelovany natolik, Ze prestava byt rozpoznatel-
ny a presahuje do abstrakce pfipominajici psychedelickou tvorbu z 60. let 20. stoleti, ce-
muz odpovidaji i kombinace pouzitych barevnych filtra.

Utastnici vyzkumu pohybujici se v elektronické hudbé se shoduji, Ze scéna v Ceské re-
publice ma odlisnou povahu nez na velkych zahrani¢nich trzich, kde se elektronicka hud-
ba stala vyznamnym prvkem komeréniho mainstreamu, jak zdtraznuje V. P.:

Ve svété jsou elektronickd hudba a jeji odnoze masovou zalezitosti, a tim je jasné, ze
se muze z kohokoli stat doslova pres noc superhvézda, zvlast v tanecni elektronické
hudbé. V Cechéch je to ale trochu jinak. Tady se nebavime o takové mite komerce,

a tim padem o néco uvolnénéjsi atmosfére, mensi konkurenci a obecné pratel§téjsim

38) Ondrej Slacalek, ,Ceské freetekno — pohyblivé prostory autonomie?*, in Revolta stylem: Hudebni subkultu-
ry mlddeze v Ceské republice, ed. Marta Kolétova (Praha: Sociologicky tstav AV CR, 2011), 101-102.

39) Rozhovor s V. P. vedl Michal Straka, 12. 10. 2020.

40) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.

41) ,,Apophysia — No Words®, YouTube, cit. 30. 12. 2020, https://youtu.be/UR237Z0EBNA.
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prostredi, coz jesté vic nahrava propojovani zazitku a zivotniho stylu jako hlavni pi-

lit tohoto Zanru.*?

Klipy se sice vytvareji, ale jejich podoba respektuje zabéhnuté konvence, a neni tak pri-
mo dilem filmaf, jako spi§ grafikii a programatord. Prikladem budiz videoklip s ndzvem
XI-2s interpreta Fertilizer z roku 2010, ktery spojuje rtizné animacni postupy s retro-este-
tikou odkazujici k ranym pocitactim (v souladu se zvukovou stopou, v niz zni pocitacové
generovany hlas). Pozadavek na pocitacovou grafiku je v soucasnosti natolik durazny, Ze
tuto sluzbu i castnik vyzkumu FE. T, stejné jako mnozi dalsi, zaclenil do své nabidky:

Jestli se podivéte na libovolny videoklip z elektro Zanru, je to nejspis$ néjaky vytvor
motion designéra, takze 2D, 2.5D nebo 3D animace, smycka néjakych morfujicich
se tvard nebo jiné az pfimo psychedelické vizualni projevy. Ur¢ité se mizeme setkat
s to¢enym klipem. Ten se ale bude pohybovat na jedné scéné, kde se v podstaté ne-
bude nic dit, anebo sesttih riiznych zabérd, které se snazi dotvéaret spolu s hudbou
néjakou tu emoci. My, co jsme délali, to byly sestfihy akci nebo festivalii. Tam se sa-
moziejmé zaméfuje na atmosféru, uvolnéni a exprese jednotlivych aktéra ¢ili cilem
je provazat obsah s akei, spi$ nez s muzikou jako takovou.*

M. D. dopliuje, ze povaha audiovizualni tvorby je tak navazana nikoli na snimaci
techniku, ale spise na vyvoj informacnich technologii jako takovych:

Pokud bereme jako obecny prvek vétsiny elektronickych videoklipti morfovani tva-
rt jakoZto vysledek prace motion designéra, tak historicky to byl naprosto téméf ne-
predstavitelny cil. V kinematografii se takovych efektt zacalo poradné dosahovat
v 80. letech. Takové triky ale nebylo mozné jen tak replikovat, a proto se miizeme se-
tkdvat s riznymi kaleidoskopickymi efekty to¢enymi na kamery nebo rtzné svétel-
né efekty, promitdni zni¢eného filmu na platno a podobné. Nejvétsi zménou pak byl
pravé rozmach domacich pocitaci a softwaru, diky kterym je dnes mozné dosah-
nout urovné hollywoodskych efektt.*”

Utastnici vyzkumu se shoduji, ze videoklip v ceské elektronické hudbé sice profituje
z technologického pokroku stejné jako kdekoli jinde, nezaznamenali v§ak Zaddny posun
z hlediska obsahu. Komunita dle nich stale je$té drzi podobu komunity, kterd je do velké
miry nepoznamenana komerci, diky ¢emuz si zachovava ptivodni znaky a charakteristic-
ké rysy scény. Jen vyjimecné se proto setkavaji s pozadavkem na néjakou konkrétni tvor-
bu, vyrazné obvyklejsi byvaji sesttihy z akci, turné ¢i setkdni komunity, pochopitelné do-
plnéné o elektronickou hudbu. Otazkou zustava, zda, kdy, a jestli vibec, trend
komercionalizace dorazi i do Ceské republiky. Pokud ano, predpoklddaji, ze ne v mife
srovnatelné se zahrani¢im, a neoc¢ekavaji tedy ani zadny vyrazny posun z hlediska jak ob-
jemu, tak obsahu audiovizudlni tvorby jednotlivych interpretd.

42) Rozhovor s V. P. vedl Michal Straka, 12. 10. 2020.
43) Rozhovor s E T. vedl Michal Straka, 16. 10. 2020.
44) Rozhovor s M. D. vedl Michal Straka, 16. 10. 2020.
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Hip-Hop / R&B

Hip hop vznikl jako charakteristicky prostfedek hudebniho vyjadrovani ¢ernosské komu-
chazi z urcité komunity, jej determinuje k tomu, aby byl jeji nedilnou soucasti. V jistém
slova smyslu tak je hip hop soucasné hudebnim Zinrem a soucasné subkulturou. Celd
hiphopova kultura se ptivodné skladala z nékolika specifickych znakd, a sice rapu, tedy
specifické formy recitace do ptivodné bluesového ¢i funkového podkladu, déle djingu
a samplovani, tedy prace s pfedem nahranym hudebnim podkladem, breakdance a graffi-
ti. Zahy byly tyto znaky rozsifeny o freestyle ¢ili improvizované rapovani, specifickou for-
mu tance break dance, a charakteristicky zptsob oblékani spocivajici v no$eni volného ob-
le¢eni a vyraznych doplnki.*”

Na tzemi tehdejsiho Ceskoslovenska se hip hop poprvé objevil v roce 1984, v $ir§im
méritku se zacal prosazovat az po roce 1993 v souvislosti s uspéchem prvnich kapel, jaky-
mi byli PSH, WWW nebo Chaozz. Celd scéna se zacala vytvaret v prostredich mést, v tés-
né blizkosti komunity graffiti, coz se také projevilo do celkové vizuality, véetné tematické-
ho obsahu ptivodnich videoklipti. Postupem ¢asu a s riistem popularity zanru vznikla cela
fada proudud, od rapu,® vymezeni se interpret respektujicich ptivodni my$lenky hip
hopu, po experimentalni ¢i inovativni ¢ast scény, ktera prebird zahrani¢ni trendy. Dyna-
miku rdstu zanru umocnuje i to, Ze hip hop nutné nevyzaduje zvladnuti konkrétniho hu-
debniho nastroje, a v soucasné situaci dostupnosti technologii je moznost vytvaret tento
typ hudby dostupnd v zasadé¢ vSem.

V ramci zanrové skupiny Hip-Hop / R&B tvori méné nez sedm procent vzorku ostat-
ni zanry nez hip hop a rap, proto je pozornost vénovana pouze témto dvéma Zanrtim. Pro
uplnost dodavame, Ze obecna analyza vzorku téchto dvou Zanrt potvrdila, Ze terminy hip
hop a rap jsou v Ceské republice nejasné rozliSované a ¢asto se zaménuji, pristupujeme
k nim tedy jako k nedilnému celku. Jak je uvedeno vyse, ptivod hip hopu je siln¢ spojen
s graffiti, a tedy se silnym vztahem k vizualité. Je proto s podivem, Ze ve sledovaném obdo-
bi pouze priblizné kazdy ¢tvrty registrovany interpret vytvoril néjaky audiovizualni obsah
(obr. 2). Dvé tietiny audiovizualnich soubort ve vzorku tvoii oficialni videoklipy. To je
mirné prekvapivé vzhledem k tomu, Ze ptivodni hip hop byl zalozen ¢isté na Zivych vy-
stoupenich.?”

T. P. popisuje vyvoj hiphopové audiovizualni tvorby v tomto ohledu nasledovné:

Ty uplné prvni skupiny viibec klipy délat nechtély. To, co se pak dostalo na tizemi
Ceské republiky, bylo néco jiného, tady to bylo hodné spojené se sidlisti a v§im ko-
lem, ale v té dobé uz klipy byly v kurzu, takze tady mély svoje misto vlastné od po-

45) Karel Vesely, Hudba ohné: radikdlni ¢ernd hudba od jazzu po hip hop a ddle (Praha: BigBoss, 2010), 187-198.

46) Vladimir 518, ,Hip hop: Zivot s obéti inosu’, in Kmeny: Soucasné méstské subkultury, Vladimir 518 — Ka-
rel Vesely — Tomas Soucek (Praha: BigBoss, 2010), 320-326.

47) Samuel C. Watkins, Hip Hop Matters: Politics, Pop Culture, and the Struggle for the Soul of a Movement (Bos-
ton: Beacon Press, 2005), 9-10.
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¢atku, navic bylo jasné, ze nikdo v televizi nedd prostor néjakym dlouhym zézna-
mum, i tak, kdyz se dostal do médii prvni klip, celd scéna nadskakovala.*®)

Vyznam zanrt v Ceské republice 1ze chapat jako analogicky jejich vyznamu v zahrani-
¢i, zejména pak na zdpadé. Cela 90. 1éta tak pripominala Gcastnikovi vyzkumu M. N. za-
hrani¢ni scénu, respektive jeji tradi¢ni podobu:

[Tuzemské] kapely tehdy chtély davat na odiv v§echno, co bylo soucasti vizualni kul-
tury prichdzejici ze zahranici, takze ghetto styl, radoby drsnost, a viibec se tvarit
jako lidi z ulice, ktefi si vybudovali a Ziji svij zivot.

Pozdéji se hip hop stal soucasti sttedniho proudu ve formé rapu, a tim padem se pro-
jevil jeho komeréni potencidl. Do Ceské republiky tento trend dorazil az s prvnimi uspés-
néj$imi interprety, a ti vlastné dodnes ¢aste¢né urcuji trendy, které zbytek scény prejima.
M. D. vnima také urcity konflikt v ramci scény:

S tim, jak zacaly vznikat nové formy a komeréné se prosazovat, zacal taky boj o iden-
titu, takZe najednou tu byli ti, ktefi fikali, uz nejsme ulice, uz jsme v jiné trovni,
a davame na odiv svou moc a bohatstvi, pak ti, ktef{ experimentovali s formami,
které byly zrovna v kurzu, a pak konzervativni proud, ktery se snazil drzet ptivodni

hodnoty. A ti vSichni se navzdjem pomérné ¢asto vefejné napadaji.>”

Doslo tedy k tomu, Ze komer¢ni proud se stal proudem hlavnim, coz jesté dal posunu-
lo jeho podobu a s tim i audiovizudlni projev interpretd, coz se dle T. P. projevilo na podo-
bé klipt:

Dneska klipy vytvari kdekdo, hudebnici investuji nemalé castky, aby to vypadalo
svétové a aby vzbudili ohlas publika. Ale stava se, Ze se podobné chovaji i néktefi
méné uspésni, kteti pak psobi az komicky, kdyz si jdou pujcit rekvizity a pak déla-
ji, Ze nevédi, co s penézi. Skon¢i nataceni a jedou domu sockou. V klipech se taky

objevuje product placement, no, stal se z toho fakt byznys.*"

Vedle zakazkové audiovizudlni tvorby, jejiz podobu predstavuje napiiklad videoklip
Sddismus interpreta DeSade z roku 2013, vznika i fada amatérskych klipa, které zpravidla
cili na to, zaujmout nové posluchace.”” Opakovanymi tématy jsou sidlisté, kriminalita, bo-
hatstvi, dominance a jind, zejména tradi¢néjsi témata scéné vlastni. Tyto prvky obsahuje
naptiklad videoklip Turbulence interpreta Ldjos z roku 2011.>® Vizudlni podoba klipu se

48) Rozhovor s T. P. vedl Michal Straka, 4. 9. 2020.

49) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.

50) Rozhovor s M. D. vedl Michal Straka, 16. 10. 2020.

51) Rozhovor s T. P. vedl Michal Straka, 4. 9. 2020.

52) ,DeSade — Sadismus ft. Lada Firch* (Official Video, ZNK 2013), YouTube, cit. 30. 12. 2020, https://youtu.
be/XBsxidrxHKkO.

53) ,Lajos — TURBULENCE (HD)", YouTube, cit. 30. 12. 2020, https://youtu.be/a2aTp8IxAD4.
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blizi domécimu videu, véetné pouzitych rekvizit. Interpret presto zaujima postoj majitele
lehkého letadla, do kterého laka mladou vyzyvavé oble¢enou letusku, a celkové usiluje
o demonstrovéni své spolecenské pozice. U¢astnik vyzkumu T. P. k podobné amatérské
tvorbé i zméné role videoklipu dopliuje:

Driv ty klipy vznikaly jako doplnék alb vétsich umélct, dneska se nejdtiv to¢i klip
a az nékdy potom deska, klip je dneska to, co v hip hopu a rapu tahne. A taky je to
to, co nejvic déla image téch interpretil. Nékteri zacatecnici podcenuji produkei
a pak to vypada spi$ jako karikatura.>*

Ptestoze v ramci rapu a hip hopu vznikd v porovndni s ostatnimi zanry audiovizualni-
ho obsahu relativné méné, samotna role oficidlniho videoklipu jako média je v této zanro-
vé skupiné velice diilezita. Soucasné s tim, jak hip hop roste a vyviji se, objevuji se také
nové formy a nékteré jeho vyse popsané charakteristiky ustupuji, nékteré ztistavaji. Mezi
vSemi ostatnimi zanrovymi skupinami je tato proména nejvyraznéjsi, a proto ji povazuje-
me za potencialné nejvhodnéjsi k dal$imu vyzkumu.

Jazz / Blues / Klasika

Tato zanrova skupina byla usporadana z hlediska hudebniho projevu sice nesourodg, pre-
ce véak tyto na prvni pohled odlisné Zanry maji mnoho spole¢ného. Z kontextu jejich vy-
voje jde o stabiln{ zanry, které se vS§echny nachazeji za horizontem své vlastni popularity.
Soucasné si ale trvale drzi fanouskovské zakladny, coz znamena, Ze i do téchto zanru pri-
chézi novi interpreti.® Do této zanrové skupiny je zahrnuta také akustickd hudba, respek-
tive hudba instrumentalni. Jeji interpreti predstavuji ptiblizné dvé pétiny celého vzorku,
zatimco jazz a blues kazdy pouze priblizné po pétiné. Zbyvajici pétinu vzorku tvofi z po-
loviny klasicka hudba a dale $anson, swing, soul a fusion.

V pruméru kazdy interpret vytvoril ve sledovaném obdobi alespon jeden audiovizudl-
ni soubor (obr. 2). Jelikoz jde o konzervativnéjsi zanry, jejichz té7i$té nadto spociva v Zivé
produkci, v ramci tvorby audiovizudlniho obsahu prevazuji z vice nez 60 % zaznamy Zzi-
vych vystoupeni. O polovinu méné tvori hudebni videoklipy, jejichz povaha nicméné i tak
do velké miry vychazi z zivych vystoupeni, coz nastinuje uc¢astnik vyzkumu F. T.:

Pokud se bavime o téchto souborech, orchestrech nebo sborech, tak se viechno to¢i
okolo zivych vystoupeni nebo néjakych hezkych zabérech jednotlivych muzikanta
nebo celku at uz venku, nebo v néjakém hezky nasviceném salu. Hodné souborti ani
nemd jiné nahravky nez z zivych vystoupeni, takze to vlastné ani jinak nejde. Je tu
samoziejmé par vyjimek. Najdou se tu moderni kapely, co chtéji tvofit stejny video
obsah jako ostatni Zanry, takze se pousti do obcas zajimavych projektt. Na druhou

54) Rozhovor s T. P. vedl Michal Straka, 4. 9. 2020.
55) Pavel Muzik, ,Hudba v Zivoté dospivajicich: pilotni sonda®, Acta musicologica, 2007, cit. 9. 2. 2021, http://
acta.musicologica.cz/07-02/0702s04.html.
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stranu se samoziejmé najde spoustu amatérskych klipt s néjakym pribéhem, ale to
56)

je vétsinou délané vylozené amatérsky.
Ukazkou toho, co E. T. zminuje, je videoklip Computer child interpreta Vertigo z roku
2013. Jde o ¢ernobily sesttih patrné zivého vystoupeni kapely, ktery sestava z detailnich
zabéru na jednotlivé hrajici ¢leny uspotradanych v obraze paralelné, stejné jako na jejich
nastroje. S vyjimkou stfihii v paralelnich poli¢kach jde o zdznam bez dal$ich zasaht. Ver-
tigo primo v popisku pod videem uvadi, ze vznikl na podporu koncertniho turné v roce
2013.57
Role videoklipt je v ptipadé konzervativnéjsich hudebnich Zanra dosti odlisna od
zanrh ostatnich, nebot jejich hlavnim cilem je urcita sebeprezentace predevsim za ucelem
osloveni potencialnich zajemct o ziva vystoupeni. Slovy ucastnika vyzkumu E T, jde pte-
dev$im o podpurny marketingovy nastroj, nikoli nastroj komer¢ni sim o sobé:

Role klipu je ¢isté propagacni, to znamenad, Ze si to muzikanti chtéji natocit, aby méli
na strankach jednu nebo dvé ukazky toho, co délaji, a to jim vétsinou sta¢i. Malokdy
tu vidime néjaké lyric video nebo néjaky jiny material, ktery by slouzil pro fanous-
ky. Vétim ale, Ze i tahle oblast hudebnich stylt se bude muset do budoucna v audio-
vizudlni tvorbé hodné zménit a snazit se tvorit vic obsahu a zlepsit i celkovou komu-

nikaci s posluchacem.”

Tim, ze jde o Ziva vystoupeni, by se mohlo zdat, ze v oblasti neni pfitomen zadny vét-
$§1 vyvoj, ovSem ten se podle ucastnika vyzkumu M. N. projevuje zejména v narocich inter-
pretu, kteti ¢asto podcenuji ndkladnost i naro¢nost:

Zivy zéznam koncertu se dd natocit na jeden mikrofon a jednu kameru, nebo se na-
zvuci kazdy néstroj zvlast a prijede $tab z Kavcich hor, jako se to délalo dfiv. Obecné
muzeme mluvit o mensi pre-produkéni ¢ésti, protoze kdyz neni pribéh, nemusi byt
storyboard, Zadné efekty ani hledani lokaci. To se ale vyvaZzuje tim, ze kdekdo chce
dneska video, ktery vypada jako z celovecerniho filmu, v§ecko dokonalé, vsecko
perfektni, a to pak znamend, Ze to bude taky néco stat, coz si ale malokdo dokaze do-
predu spocitat. Tfeba problém s nata¢enim zivého vystoupeni v ramci klipu je v tom,
ze se to uz nikdy nemuze zopakovat. V tu chvili vétsinou nestaci jenom jeden kame-
raman, a tim padem naroky na techniku a personal se zvys$uji. Naptiklad jedna ka-
mera musi byt pofdd namifend na zpévaka nebo jiného solistu, aby sedél zdbér

k textu.*”

Ustélené ¢i konzervativni hudebni Zanry podle véeho neprojevuji v oblasti audiovi-
zudlni tvorby zadné vyrazné vyvojové tendence z hlediska obsahu. Dochazi k posunu
v rostoucich pozadavcich na kvalitu zpracovani, zpravidla dle zahrani¢ni inspirace. V tom-

Rozhovor s E T. vedl Michal Straka, 16. 10. 2020.

wVertigo — Computer Child", YouTube, cit. 30. 12. 2020, https://youtu.be/Elmu3qvp88o.
Rozhovor s E T. vedl Michal Straka, 16. 10. 2020.

Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.
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to Gcastnici vyzkumu vidi uréitou slabinu a shoduji se, Ze pro ty, kteti chtéji uspét, bude do
budoucna nutné rozsirit i obsahovou slozku tak, aby jednotliva videa nebyla pouze propa-
gacni, ale aby slouzila jako plnohodnotny obsah aspirujici i na pouziti v médiich s $irokym
dosahem, tedy naptiklad v televizi.

Metal / HC

Heavy metal vznikl na prelomu 60. a 70. let a je spojen s interprety pochdzejicimi z Velké
Britanie, za vSechny jmenujme patrné prvniho, a sice legendarni skupinu Black Sabbath.
Ryan Moore situuje tento zanr do socialniho kontextu zhorsujiciho se postaveni délnické
tridy ve Velké Britanii v kontextu deindustrializace a ndstupu neoliberalismu v 70. a 80. le-
tech.®” Spojuje ho se svétem apokalyptickych obrazii, démont, monster a dalsich destruk-
tivnich a zlovolnych sil.*? Vlna popularity tohoto zdnru dorazila do tehdejstho Ceskoslo-
venska se zpozdénim priblizné jedné dekady, kde se setkala, pres riizné represalie ze strany
rezimu, se zna¢nym ohlasem publika. Zatimco na zdpadé byla v 90. letech uz pozornost
upfena na nové zanry, z tuzemského pohledu prisel vrchol popularity heavy metalu pravé
pocatkem 90. let. Nicméné v celosvétovém méritku brzy poté prisel utlum, jenz vedl k roz-
déleni scény na interprety, ktet{ se rozhodli jit komer¢ni cestou, a ty, ktefi se naopak vzda-
lili od stfedniho proudu do ¢asto extrémnéjsich poloh, aby tak ale sou¢asné dali vzniknout
novym styliim heavy metalu, které se neziidkakdy ¢asem staly samostatné vnimanymi
zanry. Tento globalni trend nasledovala i tuzemska scéna. Ptivodni charakteristické znaky
metalu tak jiz neplati pro v8echny jeho odnoze, nicméné stale jsou ve vétsi ¢i mensi mire
ptritomny. Jde zejména o hlasitost hudby, okultni symboliku, noseni jeansového obleceni
s nasivkami s logy kapel nebo prebirani motorkarské vizualni kultury, véetné vyraznych
kozenych odévy, pripadné celkové tmavého obleceni.®?

Hardcore je tvrdsi variantou punku, kterd se zacala prosazovat v 90. letech. Ackoli vy-
vojoveé vychazi z punku, je dnes tento vyvoj ve stadiu, kdy je mozné jej popisovat jako hu-
debné bliz${ metalové hudbé. Na rozdil od metalu a punku tento Zanr nemd 7adnou aso-
ciaci s vizualné rozpoznatelnou subkulturou. Byva nicméné spojovan se subkulturou
straight edge, kterd je zaloZena na myslence stfidmosti, veganstvi, ekologie a viibec ur¢ité-
mu protipolu dnesniho konzumniho svéta. Audiovizualni tvorba hardcore kapel dle Mar-
ca Calmbacha dost ¢asto saha k motiviim ¢i prvkiim bézné vyuzivanym i modernimi me-
talovymi interprety, byt obvykle v umirnéné mite, coz hodnoti O. S.:*¥

Moderni hardcore kapely, to jsou ¢asto stejné motivy jako moderni metal, v§echno
postavené na mohutném zvuku a celkové temné atmosfére, brownfieldech, tovarny

60) Ryan M. Moore, ,The Unmaking of the English Working Class: Deindustrialization, Reification and the Ori-
gins of Heavy Metal, in Class: The Anthology, eds. Stanley Aronowitz — Michael Roberts (New Jersey: John
Wiley & Sons, 2017), 141-142.

61) Moore, ,,The Unmaking of the English Working Class®, 142.

62) Josef Smolik, Subkultury mlddeze: Uvedeni do problematiky (Praha: Grada, 2010), 218-226.

63) Marc Calmbach, More than Music: Einblicke in die Jugendkultur Hardcore (Bielefeld: transcript Verlag,
2015), 83-88.
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a podobné, ne v§echny samoziejmé, ale takhle mi pfipada, ze vétSina. Namatkou mé
napada klip Lambs, tam je to dobfe vidét — vétsina klipu v polostinu, detaily na ka-
pelu, prosttihy do prostiedi temného lesa...*

Interpreti zatazeni do skupiny Metal / HC jsou v tvorbé audiovizualniho obsahu rela-
tivné hodné aktivni (obr. 2). Podle Gcastnika vyzkumu T. P. kladou tito interpreti na au-
diovizualni tvorbu nejvétsi duraz ze vSech:

Kolikrat sem pfijdou i fakt mladé kapely, jesté nemaji ani dostatek materialu, a uz by
chtéli tocit, vedle hip hopu je to jednozna¢né zanr, ktery délame nejvic, prosté
u obojiho je vizualni projev vnimany jako ten hudebni, u metalu moznd jesté vic, je

to vic vyhranénéjsi zanr.*

Témét polovinu tvori zaznamy Zivych koncertti a tfetinu tvori oficialni videoklipy. Po-
doba obou forem v pribéhu let zaznamenala znaény vyvoj, jak uvadi acastnik vyzkumu
0O.S.

Metal i hardcore byly vzdycky hodné vyhranéné a hodné vizualné zaloZené. Je to na
prvni pohled vidét — casto jsou vytvareny specifické pribéhové klipy. Dfiv to tolik
nebylo, ale dneska je urcitd potreba interpretll vypadat co nejdrsnéji, ono to bylo
vzdycky, ale dneska je to o dost dél. Z pocatku vSecko vypadalo viceméné stejné, né-
jaké ty pribéhy, dneska je to tak, Ze metal je az téméf hororovy nebo otevieny nasili,
sexu a podobné, zatimco hardcore jde vic do téch problému, které resi, diky tomu se
oba zanry postupné vice a vice odli$uji. Spole¢né ale maji to vyhranéni se do ¢im dal
tim extrémnéj$i polohy, patrné tak pod dojmem, ze ¢im vic tomu nalozi, tim vic bu-

dou mit pozornosti.®®

Zatimco hardcore ztstava relativné nekomer¢ni ve svém jak hudebnim, tak vizudlnim
pojeti, ucastnik vyzkumu M. N. uvadi, Ze metalovi interpreti naopak inklinuji k stale na-
kladnéjsi tvorbé, a za priklad davé videoklip Stoupds kapely Kreyson. Jeho déj se odehra-
va na bitevnim poli a nasledné sleduje pohteb padlého vojaka. Mnozstvi exteriért, kom-
pars, pritomnost profesionalnich hercti, letecké zabéry z dronti a celkova produkce si
v ni¢em nezada s produkci televizni:*”

V ramci metalovych klipt se kapely opravdu snazi navodit néjakou napjatou atmo-
sféru, ptiblizujeme se k opravdovym filmovym trikéim a nataceni s velkym §tabem.
Velké interiéry, jako naptiklad opustény kostel, jejich nasviceni, rtizné rekvizity
a jiny mobiliaf, ktery se musi na lokaci dovézt, neni levna zélezitost.®®

64) Rozhovor s O. S. vedl Michal Straka, 22. 8. 2020. Citovany klip ,,Scream of the Lambs — Lambs*, YouTube,
cit. 30. 12. 2020, https://youtu.be/Fzo7YEdbPES.

65) Rozhovor s T. P. vedl Michal Straka, 4. 9. 2020.

66) Rozhovor s O. S. vedl Michal Straka, 22. 8. 2020.

67) »Lada Ktizek a Kreyson — Stoupas®, YouTube, cit. 30. 12. 2020, https://youtu.be/4TYym?7-068Y.

68) Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.
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Oproti tomu nekomer¢nost hardcore vychazi z jeho punkovych idealt, které akcentu-
ji snahu predavat urcité myslenky, byt slySet a soucasné také umoznit ostatnim byt slySen.
Hardcore klipy ¢asto, podobné jako v punkovych klipech, zachycuji interprety uprostfed
vystoupeni, zpravidla v obklopeni jejich fanouskd a dal$ich prislusnik subkultury. Na
rozdil od punku hraje vyraznéjsi roli reflexe textu dané pisné. V klipu Raise our flag inter-
preta Pipes and Pints naptiklad muzi hraji karty, spole¢né zpivaji, nesou vlajky, které jsou
tématem pisné, a celkové se snazi vytvorit dojem revoltujiciho postoje jednotné subkul-
tury.*”

V hardcore se pohybuji komunity lidi, ktef1 stale citi potfebu vymezovat se proti kon-
zumni spolecnosti a ¢asto k tomu dle ucastnika vyzkumu O. S. vyuzivaji audiovizudlni
tvorby:

Ptikladem je skupina Pipes and Pints, ktera v roce 2012 ziskala Zanrového Andéla.
Tém se v Cechéch podatilo prorazit diky pravé praci se svymi fanousky v ramci ko-
munit a subkultur jako straight edge nebo Good Night White Pride a skrze komuni-
kaci své audiovizudlni tvorby ziskali velice stabilni fanouskovskou zékladnu.”

Audiovizualni tvorba v oblasti metalu i hardcore ma z hlediska svého vyvoje jeden
spole¢ny jmenovatel, a sice tendenci svoje zdkladni myslenky a koncepty stale vice extre-
mizovat. V audiovizualni tvorbé se to projevuje tim, ze v metalovych a zfidkakdy i hard-
core klipech jsou stale intenzivnéji pfitomné motivy vlastni zanru. V podstaté mnozi au-
toti balancuji na hranici ptijatelnosti tak, aby samotny klip dokazal dostate¢né zasdhnout
divéka, a zaroven byl spolecensky tinosny. V klipech se toto projevuje inklinaci k explicit-
nimu nasili, scénami az pornografickymi, nahotou, satanskou symbolikou a podobné. Po-
kud tyto klipy hranici ptijatelnosti prekro¢i, jsou ze socialnich siti odstranovany. Nésled-
né koluji po uzavrenych portalech pro sdileni obsahu, respektive mezi fanousky. Pfipadné
jsou znovu publikovany v cenzurované podobé, nicméné i tak byvaji socidlnimi sitémi od-
mitdny.”V

Do jisté miry tak lze konstatovat, Ze se oba zanry a souc¢asné s nimi i ¢lenové pridruze-
nych subkultur stale vice vymezuji vi¢i svému okoli. Z hlediska obsahu samotné tvorby se
shoduji ti¢astnici vyzkumu, Ze stejné jako v pripadé ostatnich Zanrt i zde dochazi k akcen-
tovani pozadavku na vyssi kvalitu a celkovou profesionalitu. V ptipadé zivych koncertt
toto také plati, ovSéem ty podle vSeho kapely povazuji za jakysi doplnék, zatimco videokli-
py jako takové jsou povazovany za néco vic nez pouhy zdznam, byt kvalitné zpracovany,
a to z divodu moznosti lepsiho vyjadieni myslenky a také jisté nadéje, ze vzhledem k je-
jich délce bude publikum schopné tvorbu pojmout v celé jeji $ifi a vénovat se konkrétnim
mys$lenkdm a intencim interprett.

69) ,,Pipes and Pints — Raise our Flag®, YouTube, cit. 20. 2. 2020, https://youtu.be/mD1UmhbOIDc.

70) Rozhovor s O. S. vedl Michal Straka, 22. 8. 2020.

71) Jako priklad tohoto typu cenzury je mozné uvést vétsinu obsahu YouTube kanalu hudebniho labelu Massa-
cre Records, YouTube, cit. 20. 2. 2020, https://www.youtube.com/user/massacrerecords.
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Pop / Rock / Punk

Z&nrova skupina Pop / Rock / Punk tak, jak s ni pracuje zdrojova databaze dat, je vlastné
pfehledem raznych subzanri rocku, se zvlastnim diirazem na pop rock a s odlisenim
punku. Rock, néstupce rock n rollu, jako hudebni zanr je dnes sloZen z fady subzanru, kte-
ré vznikly za vice nez 70 let existence rocku. Jeho vliv byl tak intenzivni, Ze dokazal pro-
niknout ze zapadu do vychodniho bloku, byt vlivem regulaci ze strany aparatu ve velmi
deformované podobé. Kazdopadné dnes jiz neni mnoho toho, co rockové zanry spojuje,
snad s vyjimkou ur¢itého pretrvani konceptu nastrojového obsazeni jednotlivych hudeb-
nich skupin. John Kovach a Andrew Flory uvadi, Ze rockova kultura dnes neni ani tak spo-
jena s néjakou konkrétni subkulturou, jako spise se spole¢nosti jako celkem. Definice roc-
ku neni nijak jednozna¢na a muze zahrnovat vSéechno mozné v zavislosti na tom, v jakém
prosttedi se pohybujeme.” Témét kazdou dekddu se nicméné do popredi dostavaji stile
nové a nové variace. Podle Motti Regeva k sobé jen ojedinéle poutaji subkultury, které by
prezily vinu popularity dané formy rocku. Pfikladem takové budiz emo, které kolem sebe
nacas vytvotilo vizualné nepfehlédnutelnou subkulturu, ta se nicméné z vétsi ¢asti rozpa-
dla s tim, jak opadl zdjem o emo jako takové. Kazda dalsi forma rocku ovliviiuje i ty ostat-
ni napfi¢ celym Zdnrem.” D4 se tak konstatovat, ze rock a pop jsou ve své podstaté dnes
civilni zalezitosti, a proto i jejich audiovizualni, potazmo celkovy projev je vytvaren kaz-
dym individualnim interpretem. To je pochopitelné, nebot i prestoze se nachazime v dobé,
kdy velmi strmé roste popularita hip hopu, je rock a pop Zanrem, na jehoz vyvoji se podi-
Ii stale jesté nejvétsi mnozstvi interpretd. Situace je obdobna i na ¢eské hudebni scéné, coz
doklada fakt, ze necelou polovinu vSech interprett v zdrojové databazi tvori pravé inter-
preti tohoto zanru.

Maloktery subzanr rocku v historii se prosadil a dokazal udrzet jako punk. Ten se do
popredi svétového zajmu dostal v druhé poloviné 70. let jako hudba mladeze pochazejici
z délnické tfidy. A soucasné jako reakce na dominanci pfednich hardrockovych kapel té
doby, které v podstaté urcovaly smér velké ¢asti tehdejsi popularni hudby. Hlavnim ideo-
vym proudem subkultury vzniklé kolem punku byl a je nihilismus, opovrhovani stfednim
proudem kultury a celkovy vzdor. Tyto ideje se projevily i do vyrazné vizualni kultury, kte-
ra zprvu deklarovala sviij postoj prostfednictvim fenoménu DIY neboli kutilstvi, coz
posléze vytvorilo zcela novy mdédni smér (zahrnujici zejména potrhané obleceni, kovové
ozdoby, extravagantni ucesy apod.).”” Do Ceskoslovenska punk zacal pronikat koncem
70. let, a pfestoze se jednalo o hudbu délnické tridy, rezim se k nému choval odmitavé. Dt-
vodem byla nejen vizaz interpretd i fanouska, ale i texty, které zrovna neslibovaly svétlé
zittky v duchu socialistického realismu. Punkova scéna byla ze své podstaty vzdy mimo
stiedni proud kultury a timto zptisobem se také etablovala i v Ceskoslovensku a posléze

72) John R. Kovach - Andrew Flory, Whats That Sound?: An Introduction to Rock and Its History (New York:
W. W. Norton & Company, 2006), 576.

73) Motti Regev, Pop-rock Music: Aesthetic Cosmopolitanism in Late Modernity (New Jersey: John Wiley & Sons,
2013), 75-90.

74) DIY je zkratka pro vyrobu svépomoci (do it yourself), v tomto pripadé predevsim odévi, ale i propagacnich
a jinych produkti. Viz téz Josef Smolik, Subkultury mlddeze: sociologické, psychologické a pedagogické aspek-
ty (Brno: Mendelova Univerzita v Brné, 2017), 76-77.
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Ceské republice. T kdyz to nékteti piislusnici star$i generace punkert vidi jinak, cesky
punk se nikdy nestal soucasti stfedniho proudu hudby a zadny ¢esky punkovy interpret
nedokazal opustit hranice tohoto zanru. Podle Josefa Smolika si punk a jeho formy vice ¢i
méné zachovavaji znaky charakteristické tomuto zdnru i nadale.”

Interpret zatazeny do této Zanrové skupiny vytvoril ve sledovaném obdobi v priméru
alespon jeden audiovizualni soubor, kazdy ¢tvrty dva (obr. 2). Stejné jako v pripadé zan-
rové skupiny Metal / HC i zde tvofi vice nez polovinu v$ech audiovizualnich soubort za-
znamy zivych vystoupeni a piiblizné tfetinu oficidlni videoklipy.

V pripadé této zanrové skupiny neni snahou interpreti jasné definovat prislusnost
k Zanru, daleko vice se zaméruji na individudlni rozpoznatelnost na saturovaném trhu.
Vychézi pfitom z pivodni symboliky Zanru, ovéem ta je v mnoha ptipadech vyprazdnéna
a samotné sdéleni dle u¢astnika vyzkumu L. A. mif{ jinam:

Bavime se tu o kategorii, ktera je jedna z nejkomerc¢néjsich. Proto se videoklipy be-
rou pfevazné jako podptirny produkt prodeje. Cilem je prikraslit, nafouknout kape-
lu, aby se dostali do rddii a na velké festivaly, nebo mobhli jet jako support néjakeé vét-
§i kapele.”®

Za priklad je mozné uvést videoklip Punk rock interpreta The Fialky, ktery vznikl jako
pozvanka na turné kapely a je v podstaté pouze dynamicky nasnimanym a sestfthanym
zaznamem zivého vystoupeni kapely, s vyuzitim barevného filtru za Gcelem zdiiraznéni
Zluto ¢erno fialové barevné kombinace, kterd je jednou z kombinaci typickych pro punk.””

Uz samotné vyuzivani videoklipt pro reklamni tcely, ale i ucelné vyuzivani vizualnich
prvka, které byly ptivodné funkénim vnéj$im rozliSovacim prvkem definujicim subkultu-
ru jako takovou, je kritizovano jejimi ,,pravovérnymi“ ptislusniky. Za pravdu jim dava ko-
mentar Gcastnika vyzkumu L. A.:

[V punkrocku] se opakované setkdvame s ur¢itymi vizudlnimi ndméty nebo kon-
cepty, malokdy s né¢im hluboce promyslenym. Jakozto produkt se musi dbét i na
pravidelnost zvefejiiovani néjakého obsahu, proto se miizeme setkat se vSemi moz-
nymi formami klipt, at se bavime o pribéhovych klipech, lyric videich, kreslenych

klipech, nebo motion designu.”

Zminéné vizualni ndméty a koncepty predstavuje tvorba klipi podobnych Zivym vy-
stoupenim, kterd jsou, nikoli ¢asto, doplnéna o prosttihy do néjaké upozadéné vedlejsi dé-
jové linky.

Stejné jako u vSech ostatnich zanrovych skupin i v popu a rocku, a dokonce i punku se
projevuji rostouci naroky na kvalitu a profesionalitu femeslného provedeni, ovéem v tom-
to pripadé mozna nejvice z divodu opravdu intenzivniho tihnuti ke komerci, a tedy poza-

75) Smolik, Subkultury mlddeze, 185-190.

76) Rozhovor s L. A. vedl Michal Straka, 30. 9. 2020.

77) »~THE FIALKY — Punk rock (videoklip 2016) YouTube, cit. 30. 12. 2020, https://youtu.be/RWGIGCn-
h8C4.

78) Rozhovor s L. A. vedl Michal Straka, 30. 9. 2020.
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davku na intenzitu objemu tvorby. V dutisledku toho je vét$ina audiovizudlni tvorby silné
poznamenana jakousi vnéjsi vizualni uniformitou vlastni dané zanrové skupiné, a to jak
v oblasti zpracovani, tak z hlediska obsahu. Dokladem budiz videoklip interpreta 008
s nazvem Origindl, ktery se od vy$e uvedeného klipu Punk rock lisi vlastné jen hudebni
strankou a vybérem jiného filtru.”” To paradoxné pievazné plati pro vSechny na pohled
nestejnorodé zanry, které do této zZanrové skupiny spadaji a které je mozné radit do stied-
niho proudu kultury. Sami interpreti se tomuto oznaceni nijak nevyhybaji, a dokonce jej
v mnoha pripadech sami iniciuji prostfednictvim své tvorby i pozadavki na ni. Souc¢asné
s tim v ramci jednotlivych subzanra stale existuji i skupiny prislusnika subkultur, které se
snazi udrzet ptivodni pfistup, myslenky, vizualni prvky, étos a charakteristiky zanru ¢ili je-
jich hlavni myslenky, z hlediska celku je to v$ak relativné nepocetna skupina, kterd nadto
timto svym pristupem nutné stagnuje v urcité formé své vlastni tvorby. Tim se pochopitel-
né stavi na okraj zajmu.

World Music / Ethno / Folk

Posledni skupinu ve zkoumané zdrojové databazi tvoti z poloviny folkovi interpreti a svo-
je pomérné vyznamné zastoupeni maji i interpreti world music a country. V pripadé folku
a country jde o zanry, které maji na ¢eské hudebni scéné pomérné dlouhou historii. Jejich
vrchol nastal v obdobi po roce 1989, kdy se pisnickarstvi ukazalo jako efektivni sjednocu-
jici prvek.*® Popularita scény byla posléze prekondna ptilivem nového kulturniho obsahu,
nicméné i tak ztstala scéna zachovana, jakkoli jen maloktery tuzemsky interpret dokazal
nasledné presahnout az do proudu populdrni hudby. Folk a country jsou zalozené na in-
terpretovani pribéhi, proto se obsah audiovizualni tvorby primo nabizi, je vSak otazkou,
zda jej interpreti vyuzivaji i v soucasnosti.

World music je oznaceni pro hudbu, ktera vychazi z lidové tradice, nejde vsak pouze
o ¢eskou lidovou hudbu. Naopak do Zanru world music je fazena hudba celé fady mensin,
v piipadé Ceské republiky v ele s mensinou romskou, ktera disponuje rozvinutou hudeb-
ni kulturou.®”

Interpreti zatazeni do skupiny World Music / Ethno / Folk jsou z interpretii v celém
zkoumaném vzorku viibec nejaktivnéjsi v tvorbé audiovizualniho obsahu (obr. 2). Kazdy
interpret této zanrové skupiny vytvoril ve sledovaném obdobi v priméru alespon jeden
audiovizudlni soubor, kazdy tfeti dva. Vice nez polovinu audiovizudlnich soubort tvori
zaznamy zivych vystoupeni. Oproti Zanrové skupiné Metal / HC je intenzita tvorby ofi-
respektive interpreti country maji rozpoznatelnou vizualni identitu, byt zdaleka ne tak vy-
zadovanou jako u metalovych interpretd, folkovi interpreti se vyznacuji zpravidla pouze

79) ,008 — Originadl (CD — Vsechno je jasné — 2016)%, YouTube, cit. 30. 12. 2020, https://youtu.be/u9G5T-
GXcqac.

80) Josef Prokes, Ceskd folkovd piseri v kontextu 60.-80. let 20. stoleti (Brno: Masarykova univerzita, 2011),
153-156.

81) Carol Silverman, ,,Gypsy music, hybridity and appropriation: Balkan dilemmas of postmodernity*, Ethnolo-
gia Balkanica 15, (2011), 18-20.
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tim, ze maji urcity charakteristicky nastroj a individualni osobnost. Za ptiklad je mozné
uvést videoklip Co z tebe bude interpreta Pokac z roku 2016, ktery se odehrava ve sdileném
kancelarském prostoru, kde je poradana party, snimana jakoby z pohledu ucastnika bez
vyraznéj$ich postprodukénich efektin.®” Kamera se zamétuje na jednotlivé zaméstnance —
herce, na naprosté vét§iné zabéru je vSak pritomna osobnost interpreta. Podobny pristup
dle ti¢astnika vyzkumu M. N. zdsadné ovliviiuje obsah audiovizualni tvorby:

Folk se pohybuje nékde mezi klasikou a popem, coz je pravda veliky rozptyl, ale
abych to uvedl na spravnou miru [...] Pokud ddme do kontrastu folkovy soubor
a kytarového pisnickare, uz to je mozna vice uchopitelné. Zatimco folkovy soubor se
bude chovat podobné jako orchestr, pisnickaf bude inklinovat spiSe k mainstreamu
a pop-rocku. Soubor se tedy bude snazit vytvorit jedno nebo dvé videa v rimci pted-
staveni sebe sama, pisnickar se bude snazit produkovat videoklipy za ti¢elem vstu-

penky do radii nebo televizi, poptipadé festival(L.®

Plati tak, ze interpreti této zanrové skupiny vyuzivaji audiovizualni tvorby predevsim jako
nastroj marketingovy, nikoli jako svébytny produkt. Zpravidla se neda hovotit o ryze ko-
mer¢ni tvorbé, presto i zde jsou rostouci naroky na kvalitu. Jinak je ale z hlediska téchto
interpretdi patrna ur¢ita obsahova stagnace a tendence opakovat jiz nékolikrat pouzitd
schémata. Na druhou stranu tento Zanr dal vzniknout i urcité skupiné interpretd, kteti po-
stupné zanrovy ramec prekrocili a stali se komeréné uspésnymi, jako naptiklad Tomas
Klus. I ten ale z hlediska audiovizudlniho obsahu velmi ¢asto vyuziva prvka Zanru, ovéem
jeho tvorba ma jiz jiny kontext, ktery popisuje ticastnik vyzkumu O. S.:

O komer¢nim vyuziti se tady lze bavit vétSinou pouze u nékolika skupin ¢i jednot-
livet. Ti ale samoziejmé vice tthnou k popu, moznd uz tam dokonce davno presli.
To znamenad, Ze kofeny sice maji ve folku, ale kategoricky jiz budou spadat do popu.
Jiné pofadné komer¢ni vyuziti bych zde uz nehledal *”

Soucasna generace alternativnich interpretu se vyznacuje pozadavky na ur¢itou zasné-
nost, pocit klidu, ¢asto také melancholie. Mnohdy se jedna se o hudebné experimentujici
interprety, coz se projevuje i na podobé audiovizualni tvorby, ktera se vyznacuje praci
s hloubkou obrazu, rozostfenim a pouzivanim filtra. Za priklad miize poslouzit klip inter-
preta Psychedelic Morning s ndzvem Papirova.® Klip zobrazuje Zenu, kterd bloudi ano-
nymni méstskou krajinou a parkem, koufi cigaretu a kolem ni béhd pes. Vyse popisova-
nou atmosféru zasnénosti a melancholie dodava klipu cyklické rozostfovani obrazu,
studené barvy i to, ze se klip odehrava v rannich mlhach.

Omezené se v oblasti audiovizualni tvorby projevuji ptivodni pisnickari pracujici na-
ptiklad i s formou hudebniho protestsongu, z téch znamych jmenujme Vladimira Mertu
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»Poka¢ — Co z tebe bude [official video], YouTube, cit. 30. 12. 2020, https://youtu.be/JttBZlhm5KI.
Rozhovor s M. N. vedl Michal Straka, 12. 10. 2020.

Rozhovor s O. S. vedl Michal Straka, 22. 8. 2020.

»Psychedelic Morning — Papirova®, YouTube, cit. 30. 12. 2020, https://youtu.be/ WjLOAKTEFPU.
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¢i Jaroslava Hutku, ktefi se v podstaté omezuji na zaznamy zivych vystoupeni. Kazdopad-
né pro celou zanrovou skupinu je charakteristické, zZe diraz je od pocatku, i nyni, kladen
predevsim na hudebniky samotné jako hlavni téma. Videoklipy tak byvaji jakousi kombi-
naci zivého zaznamu s piipadnymi prostrihy do urcité déjové linky.

Zavér

Cilem této studie bylo popsat ¢eskou hudebni amatérskou a poloprofesionalni audiovi-
zualni tvorbu na pocatku 21. stoleti. Jde o ¢asové obdobi, které jiz neni omezeno ani ne-
dostupnosti techniky, ani prilisnymi néklady, predevsim ale ani nedostatkem prostredkii
pro medializaci. Absence téchto omezeni spolu s rozsifenosti internetu umoznila pfistup
k svétovym trendtim, stejné jako moznost globalné sdilet obsah. Pfes zahrani¢ni vlivy si
hudebni audiovizudlni tvorba amatérskych a poloprofesionalnich interpretii v Ceské re-
publice zachovava dil¢i autonomii, kterd vychazi z pomérné silného propojeni hudebné
zanrovych skupin se specifickymi subkulturami, jez jsou do velké miry formovany ¢esky-
mi kulturnimi specifiky. Jednim z téchto specifik je konzervatismus a tendence pripomi-
nat podobu subkultury v dobé, kdy pronikla do Ceské republiky, ptipadné v jejich pocat-
cich. Ovsem nikoli nutné v duchu nostalgie, kterou zminuje kuptikladu Tomas Jirsa
v souvislosti s tim, jak skupinu Psi vojaci uchopoval hudebni primysl, posluchaci a novi-
néfi (s pomoci skupiny samé).*® Ale aktivnim reinterpretovanim a v¢lenovéanim tradic-
nich témat a symboliky (napriklad ucest, obleceni, znacek apod.) do soucasné podoby
subkultury.

Soucasné typickym c¢eskym kulturnim specifikem je tendence usilovat o dosazeni své-
tového vysledku svépomoci, alternativnimi cestami, a nejlépe za zlomek nakladd, coz na-
sledné ovliviiuje podobu veskeré tvorby.

Sledované zanrové skupiny je mozné z hlediska vyzkumu kategorizovat dle motivace
pro tvorbu audiovizualniho obsahu do dvou skupin. Pfi¢emz prvni je ta, ktera obsah vy-
uziva primarné jako doplnék hudebni slozky. Jde o Zdnrové skupiny elektronicka hudba,
Hip-hop / R&B, Metal / HC. Interpreti téchto skupin se snazi prichdzet s novym obsahem.
A to i presto, ze pracuji s pivodnimi tématy a motivy Zanru, které dale rozvijeji a rozsitfu-
ji 0 nové reinterpretace, zpravidla vice ¢i méné ovlivnéné tuzemskym kontextem a velmi
¢asto s tendenci tato témata posouvat do extrému. Sleduji zahrani¢ni trendy i stoupajici
uroven zpracovani, zejména v tvorbé interpretii zanrové skupiny Hip-hop / R&B miize ale
nékdy vysledek ptisobit az karikaturné.

Druhou skupinu tvoii interpreti zanrovych skupin Jazz / Blues / Klasika, Pop / Rock /
Punk, a World music / Ethno / Folk, pro které je audiovizudlni obsah predevsim nastro-
jem vlastni propagace, a proto majoritu obsahu tvori zaznamy zivych vystoupeni. Obsa-
hovd stranka videoklipt vétsiny interprett stagnuje a je velmi obtizné v nich hledat néja-
ky posun. Naopak je mozné sledovat tendenci vytvaret komeréni produkt, ktery postupné
jednotlivé znaky a témata charakteristickd pro pridruzené subkultury potlacuje, pripadné
vyuziva jako pouhy vizualni doplnék za uéelem osloveni urcité cilové skupiny. V diisledku

86) Tomas Jirsa, ,Charting Post-Underground Nostalgia®, Iluminace 29, ¢. 3 (2017), 83.
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toho vykazuje vét$ina audiovizualni tvorby schemati¢nost, uniformitu a nevyraznost. Jed-
notlivé interprety je tak na zakladé audiovizualni tvorby pomérné naro¢né rozlisit.

Pro obé vy3e popsané skupiny plati, Ze reflektuji vlivy, které proudi do Ceské republi-
ky ze zahranici, to vede k celkovému zvySovani poZadavki na profesionalitu a kvalitu
zpracovani, coz ucastnici vyzkumu v zasadé vitaji. Zaroven si nejednou posteskli, Ze s tim
ptichazi komercionalizace, pozadavek na vyssi objem produkce a nasledné vyprazdnova-
ni obsahu a repetitivni opakovani témat, ¢asto bez vlastni pridané hodnoty. Za slabou
stranku situace v Ceské republice povazuji trend neustdlého dohanéni zahrani¢i bez
schopnosti prijit s origindlnim obsahem, ktery by mél mezinarodni presah.

Snad i proto vyzkum k této studii, zamysleny jako prvni vhled do problematiky audio-
vizualni tvorby soucasnych ¢eskych amatérskych a poloprofesionalnich hudebnich inter-
pretu, oteviel celou fadu otdzek a témat sméfujicich k hlubsi analyze. Ve sledovaném ob-
dobi sice nedoslo k zadnym vyraznym zménam v pozici jednotlivych zanrovych skupin na
kulturni scéné, soucasné ale existuje predpoklad, ze se tyto skupiny vnitfné stale vice
a vice diverzifikuji. Z hlediska zkoumani audiovizudlni tvorby je tak napiisté tieba zaobi-
rat se detailnéji jednou z Zanrovych skupin a blize zkoumat jeji vnitfni strukturu, uspora-
dani a charakteristiky.
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Kino jako problém: Invence a inovace v déjinach kinematografie

Benoit Turquety, Inventing Cinema: Machines, Gestures and Media History
(Amsterdam: Amsterdam University Press, 2019).

Tato kniha, ptivodné vydana v roce 2014, znovu piichdzi do tisku v anglickém prekladu v roce 2019.
Osoba autora publikace neni odborné ¢tenarské obci neznamad. Benoit Turquety se dlouhodobé vénu-
je archeologii médii a epistemologii stroji pouzivanych ve filmovém pramyslu a uméni a jeho akade-
mické ptisobeni ma k filmové technologii velmi blizko. Kniha jiz svym ndzvem spolu s vyobrazenim
dobové susicky filmového pdsu na prebalu slibuje ¢tendfi exkurzi do historie filmovych technologii
a zpusobtl, jakymi ovlivnily vnimdni filmu a jeho estetiku. Pozadavek na existenci pohyblivého obrazu
je predstaven jako problém, ktery si vyzadal specificka technickd fe$eni. A pravé pochopeni myslenko-
vych postuptl inovétori a jejich umisténi do konkrétniho ramce je cilem této publikace.

V tvodu knihy autor rozebira zmény soucasné technologie smérem k digitdlnimu snimani a pro-
jekei a souvisejici ekonomické diisledky filmové produkce a nasledny vliv na estetiku filmového obra-
zu. Dile se pousti do rozboru problematiky restaurovani archivnich materiala spolu s citovanim etic-
kého kodu FIAFY — nové archivni kopie maji byt pfesnou replikou zdrojového materidlu s ohledem
na technické moznosti soucasnosti. Ale co jsou ony technické moznosti? Je digitélni kopie v nejvy$sim
mozném rozli$eni skute¢né onou presnou replikou, nebo se jedna spise o simulaci pavodniho divako-
va prozitku (s. 19)? Autor sice zminuje, Ze divak ,neuvidi ani neuslysi rozdil” (s. 12) mezi dvéma od-
lisnymi technologiemi (fotochemickou a digitalni),” pfesto soucasny experimentalni vyzkum? nabizi
mirné odli$né zavéry.® Tato teoretickd uvaha nabyva na dulezitosti zejména pfi aplikovéni na techno-
logie vyzadujici specialni projekéni podminky, které je v soucasnosti velmi obtizné znovu vytvorit
(napt. dale v knize analyzovany Kinemacolor). Kazdopadné je nutno souhlasit se zavérem autora, Ze
bez pochopeni a porozuméni epistemologickym podminkdm vzniku jednotlivych stroja (machines)
slouzicich k tvorbé pohyblivého obrazu a prostredi (socidlni, ekonomické), ve kterém byly tyto vyna-
lezy (inventions) zkonstruovany, neni mozno vytvorit vérohodné repliky ranych filmd pro digitalni

1) ,FIAF Code of Ethics®, FIAF cit. 14. 4. 2021, http://www.fiafnet.org/pages/ Community/ Code-Of-Ethics.html.

2) John Belton, ,,Digital Cinema: A False Revolution®, October 100, ¢. 1 (2002), 98-114.

3) Miriam Loertscher — David Weibel — Simon Spiegel — Barbara Flueckiger — Pierre Mennel — Fred W. Mast -
Christian Iseli, ,, As film goes byte: The change from analog to digital film perception’, Psychology of Aesthetics,
Creativity, and the Arts 10, ¢. 4 (2016), 458-471.

4) Tamtéz. Dotaznikovou metodou (356 respondentii) byl proveden psychologicky prizkum zabyvajici se porov-
nanim odli$nosti vnimani fotochemické a digitalni technologie akvizice a projekce obrazu. Studie nabizi zavér,
ze divaci vnimaji vyrazny rozdil zejména v projekci, prestoze sami jeji autofi pfiznavaji urc¢itou moznou ne-
presnost dotaznikové metody oproti ¢isté fyziologickému méfeni (napt. eye-tracking, dilatace zornic, vodivost
kize apod.).
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prostiedi (s. 22). Z pohledu celku muze Gvod knihy piisobit ponékud odstredivé — autor zde vénuje
mnoho plochy vlastnim tvahdm o digitalnim svété soucasnosti, coz neni pfesnym tématem knihy,
av$ak rada ctenard, pravdépodobné se rekrutujicich z prostredi filmovych teoretiki a historiki se za-
jmem o filmovou technologii, bude tuto stat povazovat za podnétnou a pfinosnou.

Jak autor zminuje v zavéru knihy, ,,historiografie strojii neni svazana s déjinami napadu, ale spise
s déjinami problémi a procesy jejich FeSeni (s. 248). Teorie konceptu problému a jeho feSeni, zejmé-
na jak ji definuji Gaston Bachelard, Georges Canguilhem a Gilbert Simondon, prostupuje celou kni-
hou. Epistemologie stroju, jak tento termin pouziva Turquety, se snazi skrze analyzu technickych ob-
jektt a jejich genezi porozumét podminkam jejich vzniku. Pro pochopeni samotného vynélezu stroje
je tedy dulezité vzit v potaz stejné tak technologicky stav v okamziku vzniku jako i systém ¢i koncepe-
ni prostor, ve kterém se zrodil (s. 22). Tato epistemologie bere v potaz kazdy aspekt stroje (jeho formu
a strukturu), technické prosttedi, ve kterém se stroj zrodil, a konkrétni pouZiti jeho uzivateli. Klicové
pro uchopeni tématu jsou terminy inovace a invence. Inovace je chapana jako mald zména, jeZ je sou-
¢asti probihajictho procesu, a invence jakozto zasadni transformace zpusobujici diskontinuitu ,,tech-
nologického linedrniho vyvoje“ (s. 81). Invence je ,,adaptaci-konkretizaci®, kterd ,podminuje vznik
prostredi, namisto aby byla podminéna prostfedim jiz existujicim“® Samotna invence je chdpana jako
fe$eni problému. Je tfeba pochopitelné predpokladat, ze formulace problému predchézi samotnému
(pokusu o) feSeni. Tato formulace mtiZe nabyvat mnoho podob, napt. védomé formulace problému
predchézejici samotnému vyzkumu, ndhodného objevu fenoménu a popisu nasledného technického
fe$eni pro patentovy urad a podobné (s. 111). Stroje samotné vSak nemohou fungovat bez lidské ob-
sluhy, coz také Simondon zminuje — ,.ve strojich samotnych je obsazena i lidska realita, lidskd gesta
jsou fixovéna a krystalizovana do pracovnich postupi“® Jak je déle zdtiraznéno, bez diikladné znalos-
ti pracovnich ¢innosti (gestures) neni mozné plné porozumét analyzovanému stroji a dopadiim na pro-
stiedi, kde byl vyuzivan. Turquety zminuje dva piiklady z filmové historie, kdy jednoduché inovace
stroje, z pohledu pouze technické konstrukee nijak zdvazna, velmi proménila samotny proces filmové
produkce. Naptiklad kamera Technicolor a jeji fyzické rozméry vyzadujici vétsi pocet obsluznych pra-
covniktl omezila kreativni volnost filmovych tviirct. Naproti tomu elektronicka klapka Adton” velmi
zjednodusila synchronizaci zvuku a usnadnila napf. nataceni dokumentd. Z tohoto pohledu stroje
funguji jako archivy obsluznych ¢innosti a gest a historie technologii se stava archeologii strojti (s. 53).

Jako prvni stroj demonstrujici spojeni mezi technickou invenci a estetickym novatorstvim Turque-
ty zmifuje zafizeni italského renesan¢niho architekta Filippa Bruneleschiho, které mu jako prvnimu
umoznilo vizualizaci linedrni perspektivy. Tento ,,maly ru¢ni opticky instrument, ktery mtizeme po-
vazovat za pfedchtidce camery obscury, neni ¢asto zminovan v jinych textech vénujicich se historio-
grafii éry pred vznikem kinematografu. Naproti tomu camera obscura je v odbornych textech diiklad-
né rozebirdna a sam autor ji vénuje ndsledujici kapitolu. Ackoli ji vétsinou chdpeme pouze jako
malifskou pomtcku pro snazsi ztvarnéni linedrni perspektivy (studii rozsifeni jejiho pouZivani se vé-
noval napt. malif David Hockney®), Turquety ukazuje na nékolika ptikladech, Ze se pouzivala i k ji-

5) Gilbert Simondon, Du mode d'existence des objets techniques. Nouvelle édition revue et corrigée (Paris: Aubier,
2012).

6) Tamtéz, 18.

7) Elektronickou klapku Aiton patentoval v r. 1968 Jean Pierre Beauviala coby revolu¢ni zptsob synchronizace
zvuku s obrazem prostfednictvim ¢asového kodu exponovaného na negativ malou diodou zabudovanou v ka-
mefe.

8) David Hockney, Secret Knowledge: Rediscovering the Lost Techniques of the Old Masters (New York: Viking Stu-
dio, 2006).
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nym uceltim, napt. jako panorama pro verejnost ¢i pomiicka pro sledovani zatméni Slunce. Camera
obscura v historii nabyla fadu podob, a prestoze vétsina inovaci odpovidala popisu Leonarda da Vin-
ciho, jeji presné technické provedeni bylo predmétem rady tprav.

Z pohledu epistemologie strojii predchazejicich kinematografu jsou nejzasadnéjsi inovace prove-
dené Johannem Keplerem na zacdtku 17. stoleti. Upravou jiz existujictho stroje vytvoril Kepler model
lidského vidéni a camera obscura mu tak poslouzila jako prakticky podklad pro objevy v optice. Ve
svém badani se zabyval velikosti vstupniho otvoru (pupily) ¢i problematikou ostrosti a jasu a postup-

né objevil sférickou ¢ocku (ptivodné ldhev s vodou umisténou za vstupni otvor) a diafragma (clonu).

Timto presné identifikoval roli camery obscury jako epistemologického modelu popi-
sujici lidské vidéni, roli, kterd se v pozdéjsich letech stala fundamentalni. Takto se tedy
zrodilo uvazovani nad smyslem opravdové sily camery obscury, presnéji feceno zpui-
sob technického uvazZovdni nad samotnym ndstrojem. (s. 67)

V dalsi kapitole se Turquety ztotoziluje s tezemi Andrého Bazina® a opird se o jeho text ,,Mytus to-
talniho filmu,'” ktery odmita teleologickou tezi Georgese Sadoula o ,,koherentnim narativu technic-
kého vyvoje“ (s. 106), ¢imz si otevird teoretickou branu k formulaci myslenky o ,,technologickém zlo-
mu Jako ptiklad uvadi Wheatstontv stereoskop, zatizeni uréené pro simulaci trojrozmérného obrazu.
Charles Wheatstone formuloval problém stereoskopie a prvni prototyp pristroje prezentoval v roce
1838 v Royal College of London, piekvapivé jesté pfed masovym nédstupem fotografie.'” Tento prvni
stereoskop v sobé obsahoval fadu nedokonalosti (za prekazku byla povazovana velikost a absence oku-
laru) a postupem casu a zasluhou dalsich inovatorti (David Brewster, Jules Dubosq a dalsi) se toto
technické zatizeni vyrazné transformovalo. Presto zakladni princip fungovani ztstal stejny a tim zd-
stala zachovana i koherence terminu ,,stereoskop” (s. 100). Na tomto prikladu Turquety dobfe ilustru-
je rozdil mezi inovaci a invenci. Novatorstvi stereoskopu povazujeme za nepochybné, nebot Wheatsto-
ne v roce 1838 prezentoval dosud nevidané (jak ostatné sim zminuje).

Jako jeden z dalsi pfikladu invence v kinematografii Turquety pfipomina fe$eni problému pohyb-
livého obrazu, které formuloval Louis Ducos du Hauron jiz v roce 1864." Jedna se o prvni pokus o za-
chyceni pohybu — v popisu patentu je uz zminéna setrva¢nost lidského zraku jako podminka vytvo-
feni iluze pohybu a potfeba promitani jednotlivych snimkit v ¢asové posloupnosti. Hauronovo
zafizeni pouziva stejny princip jako pozdéjsi filmové kamery, presto samotné technické feseni ptisobi
dne$nim pohledem zna¢né originalné a témét neuvétitelné. Jako nosi¢ obrazu jsou pouzity sklenéné
desky s nanesenou kolodiovou vrstvou (postup zndmy téz jako ,,mokry proces“!). Potfebu expozice ¢a-
sové néaslednych snimki pro vytvofeni iluze pohybu technicky du Hauron vyfesil nikoli rychlym po-
suvem pevné desky (velmi obtizné technicky realizovatelnym), ale expozici samostatnych mensich ob-

9) Turquety zminuje rozdily mezi dvéma verzemi Bazinova textu — piivodniho z roku 1946 a upraveného z roku
1958 a zavéry vyvozuje zejména z pozdéjsi verze.

10) Turquety odkazuje na ptivodni verzi textu z roku 1946. André Bazin, ,Le mythe du cinéma total et les origines
du cinématographe®, Critique, ¢. 6 (1946), 552-557.

11) Charles Wheatstone, ,Contributions to the Physiology of Vision: Part the First: On Some Remarkable, and Hi-
therto Unobserved, Phenomena of Binocular Vision®, Philosophical Transactions of the Royal Society of London
(1838), 371-394.

12) Louis Ducos du Hauron, ,, Appareil destiné a reproduire photographiquement une scéne quelconque, avec tou-
tes les transformations quelle a subies pendant un temps déterminé’, francouzsky patent ¢. 61 976, 1. bfezna
1864.
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razl ve vzoru mrizky na jednu velkou desku v definované ¢asové souslednosti. Pro tento pristroj
vytvoril plan, ktery pocital s umisténim neuvéfitelnych 290 snimacich objektivd, jejichz expozici ridil
specidlné zkonstruovanou zavérkou — dvéma pruhy neprtihledné latky s otvory usporddanymi do
diagonaly predstavené pied objektivy. Pfesnou ¢asovou posloupnost zajistoval posuv této diagondly
pred objektivy (postupné ,,otevirajici zdvérku pro jednotlivé snimaci ¢o¢ky) pomoci kliky. Bohuzel se
nedochovala informace, zda byl tento vskutku revoluéni pristroj zkonstruovan, ¢i nikoli.

Autor se ve své analyze ranych pristroji zabyva prevazné dispozitivem kina, ostatné na tento fakt
odkazuje i samotny nazev knihy. Pfesto zahrnuje do textu i pfistroje, které éfe kinematografu predcha-
zely. Z tohoto pohledu je mozné se ztotoZnit s tezi Siegfrieda Zielinského o kinu jako intermezzu v his-
torii ,audiovizi“'¥ A proto povazujeme za velikou $kodu, Ze v knize neni zminén pfistroj pouzivajici
podobny technicky element jako Haurontv patent — mechanicky Nipkowovtiv kotou¢, ktery byl pred-
veden odborné verejnosti o dvacet let pozdéji. Zkonstruovany pristroj je zajimavy minimalné jako
ukdzka rozdilného uvazovani nad feSenim ,,rozpohybovani“ obrazu skrze snimani reality nikoli v jeji
celistvosti (tedy po jednotlivych snimcich), ale rozkladem na jednotlivé body. Ostatné tento princip je
zakladem soucasnych digitdlnich technologii zminénych v zavéru knihy.

Kli¢ové otdzka nésleduje v dalsi kapitole. Je mozné povazovat prvni projekci pohyblivého obrazu
pro vefejnost 28. prosince 1895 za zlomovy okamzik? Pfedné se pozastavme nad samotnym datem,
které bylo stanoveno jako pocatek epochy pohyblivého obrazu. Za samotny okamzik invence kinema-
tografie je, alespon ve frankofonnich zemich, povazovana prvni vefejna projekce pro divaky (tficet na-
vétévnikd Grand Café v Pafizi) — tedy okamzik samotné realizace vynalezu v daném prostredi
(s. 155). Moznost hromadné projekce vyplyva z podstaty designu samotného Lumierova kinematogra-
fu a jeho reverzibility — pouziti jako kamery, filmové kopirky a soucasné projektoru. Ackoli tato rever-
zibilita v pozdéjsich inovacich kinematografu nehréla nijak vyzna¢nou roli (drapak posouvajici film
byl v projektorech nahrazen robustnéj$im Maltézskym kfizem), predstavuje urcity epistemologicky
meznik ozfejmujici uvazovani bratrti Lumiért nad moznostmi vyuziti kinematografu v okamziku zro-
du (feSeni problému). Stejné jako Edison v ptipadé kinetoskopu i Lumiérové uvazovali o ekonomic-
kych otézkach a konkrétni technické feSenti jejich stroje jim umoznilo prezentaci pohyblivého obrazu
pro vice divaka soucasné (s. 188). Z tohoto pohledu vynalez kinematografu plni podminky formulo-
vané Douglasem Gomerym — ,Invence, kterd se odehrava v dilnach a laboratotich, inovace (neboli
adaptace vynalezu pro praktické uziti) a difuze (roz$ifeni produktu nebo techniky pro primyslové po-
uziti), bez téchto spojitosti a jejich pochopeni neni jakékoli analyza zcela kompletni.“'* Ostatné zamé-
feni na projekci samotnou je zminéno i v pfihlasce kinematografu pro francouzsky patentovy urad.

Je znamo, Ze chronofotografické tisky vytvareji pfed o¢ima pozorovatele iluzi pohybu
skrze sérii fotografii objektti nebo lidi v pohybu potizenych v kratkych intervalech
asledovanych v rychlém sledu. N&§ vynélez spociva v novém zatizeni uréeném pro po-
fizeni a sledovani téchto tiska.'

13) Thomas Elsaesser, ,The New Film History as Media Archaeology®, Cinémas 14, ¢. 2-3 (2004), 75-117.

14) Douglas Gomery, ,The Coming of the Talkies: Invention, Innovation and Diffusion’, in The American Film In-
dustry: An Historical Anthology, ed. Tino Balio (Madison: University of Wisconsin Press, 1976), 193-211.

15) Auguste and Louis Lumiere, ,, Appareil servant a l'obtention et a la vision des épreuves chronophotographiques*,
francouzsky patent ¢. 245 032, 13. bfezna 1895.
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Analyza samotného procesu feseni problému predchazejici zminéné projekci prinasi ¢tenari pre-
kvapivé zavéry ohledné jednotlivych technickych elementt. Pivodni kinematograf jiz pouzivd znamy
princip rotaéni zavérky, pulkruhového otoéného disku predsazeného pred filmovou dréhu. Otace-
nim zavérky je film po stiidavé exponovan a stfidavé zatmivan pro umoznéni posuvu filmu. Expozic¢-
ni ¢as je tedy roven prevracené hodnoté poloviny snimkové frekvence, v pfipadé kinematografu tedy
1/32 sekundy. Jak v$ak zminuji dobové prirucky pro amatérské fotografy (s. 178), tento ¢as je prili§
dlouhy pro ostrou reprodukei pohybu a Louis Lumiére, pres technické vyhrady svého konstruktéra
Julese Carpentiera, zvazoval vyrobu nastavitelné zavérky umoznujici plynule regulovat expozi¢ni cas.
Pro nepfijemny stroboskopicky efekt, ktery pouziti kratkého expozi¢niho ¢asu v divécich vyvolava, od
tohoto feseni vSak upustil. Turquety déle neanalyzuje, Ze navrzené fe$eni dvou jemnych kovovych
lamel posuvnych proti sobé a snizujici tak thel kruhové vysece zavérky naslo uplatnéni v pozdéj-
$i konstrukei filmovych kamer pouzivanych i v soucasnosti (kratky expozi¢ni ¢as se pouziva pro triko-
vé zabéry (i rychlé déje jako napt. vybuchy). K problému pohybové (ne)ostrosti se vsak autor vraci
i v pozdéjsi casti knihy a zminuje problém ilustratort Darwinova dila z roku 1870, kteti pouzivali po-
hybovou neostrost v kresbé. Nelze nez nesouhlasit s formulovanou tezi o vlivu Mareyho chronofoto-
grafu a kinematografu bratfi Lumiérti na formovani novych uméleckych hnuti, napf. zminéného futu-
rismu, i v jednotlivostech vychdzejicich z elementdrni podstaty téchto technickych objektu.

Nedilnou soucasti filmové kamery a projektoru jsou i objektivy. Optika pouzivana v rané éfe kine-
matografie neni moc ¢asto zminovana v odbornych publikacich a jeji role je tak ¢asto zanedbéna. Ke
spousté piivodnich kamer se bohuzel objektivy (snimaci a soucasné projekéni) nedochovaly. Turquety
v této kapitole odvedl vynikajici praci a z dochovanych prament tykajicich se prvni projekce zminuje
odhadnutou ohniskovou vzdalenost na 58 mm (v pfepoctu na fotograficky full-frame ,Leica“ format
83 mm), tedy prekvapivé del$i nez standardni a vyzadujici vétsi odstup kamery od snimaného subjek-
tu (s. 202). Jak autor zminuje, toto feseni je nadmiru prekvapivé, protoze komplikuje komponovani za-
béru a vyzaduje vétsi zru¢nost kameramana, zejména s prihlédnutim k absenci prithledového hleda¢-
ku u kinematografu.

Ostatné hledac¢kam filmovych kamer a jejich evoluci autor vénuje velkou pozornost v predchozi
kapitole. Zaobira se podrobné reflexnim (prtithledovym) hleda¢kem (poprvé pouzitym v roce 1937
u kamery Arriflex 35), av§ak nesoustfedi se na samotné technické feseni (spocivajici v odrazné plose
na rota¢ni zavérce a umisténi okuldru na télo kamery), ale spiSe na transformaci gest a pracovnich po-
stupti, které tato inovace prinesla. Rozdil mezi operatorem kamery hledicim skrz hledacek a operato-
rem sledujicim displej ¢i scénu ,,nazivo* se miize zdat zanedbatelny, presto ma vsak své diisledky pro
samotny proces nataceni. Jak ukazuje citace francouzského dokumentaristy Denise Gheerbranta.

V uréitém okamziku (...) si poloZim kameru na rameno, pfilozim pravé oko k hleda¢-
ku, priviu levé oko a snimana osoba je ponechdna tvari v tvar filmové kamere a tvafi,
jejiz oci jsou zavirené. Najednou se jiz nenachazime v kazdodennim vztahu charakteri-
zovaném vymeénou letmych pohledii. Najednou jsme v situaci, kterd jde mimo nas.
Kazdy mame svou specifickou roli. Kamera je divak mezi nami a ja chci téméfr fict, ze
ptivienim o¢i vytvarim prostor pro divaka, coz je pro filmate paradoxni!

Dalsi zména nastala s pfichodem , televizniho dispozitivu“ do ,,dispozitivu kina® jejz ptineslo po-
uzivani pomocného videozaznamu (video-assist). Tato inovace pochopitelné proménila hranici mezi

protagonistou a kameramanem zakrytym télem kamery, ale navic méla i vliv na systém nataceni.
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V soucasnosti rezisér jiz nesedi pobliz kamery a nepozoruje hereckou akci ,nazivo, ale zpovzdali scé-
nu sleduje na malém monitoru se sluchatky na usich, ¢imz se ztraci pfimy kontakt mezi herci a rezisé-
rem (s. 89). Slovo ,,ztratit“ miZze mit negativni konotaci, ale v tomto piipadé se jedna o prosté konsta-
tovani faktu — reZisér sledujici akci na monitoru mutize v urcitych pfipadech zachytit detaily, kterych
by si jinak pti sledovani akce pobliz kamery nev§iml. Turquety uvazuje i nad sledovanim obrazu rezi-
sérem v jiném dispozitivu, nez pro ktery je primarné urcen (¢lovék fyziologicky jinak vnima velky ce-
lek na malém monitoru nez na velkém $irokotthlém platné, coz miize mit vliv napf. na vnimani tem-
porytmu herecké akce). Autor v této casti textu projevuje velkou historiografickou znalost a (ne)
prekvapivou teoretickou silu. Turquetyho zaujeti je zahy vysvétleno odkazem na vlastni stat o hledac-
cich a pomocném videozdznamu.'®

Posledni kapitola je vénovana jednomu z prvnich systémi barevné filmové fotografie: Kinemaco-
loru patentovanému roku 1906 Georgem Albertem Smithem. Na rozdil od ostatnich systémt rané ba-
revné fotografické reprodukce, napt. pfimé barevné fotografie Jamese Clerka Maxwella ¢i Autochromu
bratfi Lumiert, Kinemacolor vyuziva specifi¢nosti filmové kamery — takto vytvoreny barevny obraz
neni vidét na statickém obrazku.!” V tomto systému je iluze barevného obrazu fyziologicky zprostied-
kovana setrvacnosti vidéni. Stejna vlastnost, kterd nam umoznuje vinimat pohyb, ndm dovoluje vnimat
soucasné i barvu, tedy pohyb a barva jsou sobé ekvivalentni (s. 216). Kinemacolor je technicky pomér-
né nendro¢nou inovaci kinematografu, presto divakovi prezentuje zcela novy zazitek, kino v ptiroze-
nych barvach. Z tohoto diivodu Turquety nechdpe Kinemacolor jako pouhou inovaci, ale jako zlom
v déjinach kinematografie. Jako vyhoda tohoto systému se ukdzala jeho kompatibilita s tehdejsi filmo-
vou technikou, kterd umoznila stvofit neobycejné koherentni sit propojujici kamery, projektory i bio-
grafy (s. 229). Jednoduchou vyménou rota¢ni zavérky (dobové manualy slibuji zménu do dvou sekund,
coZ je samoziejmé diskutabilni) se projektor zménil na barevny, reostat motoru projektoru jiz umoz-
noval regulaci otacek, a tedy zvy$eni snimkové frekvence, a ¢ernobily negativni film kromé senzibila-
ce v ¢erveném spektru'® nepotteboval dale ndro¢néjsi laboratorni postupy (na rozdil od néslednych
barevnych procesii jako napt. Technicolor ¢i Kodachrome).

Ackoli se tento systém aditivni barevné fotografie diky ¢innosti pramyslnika a dokumentaristy
Charlese Urbana pomérné rychle rozsifil a reprezentoval ,,luxusni formu kina“, mél i svoje nedostatky,
které nakonec ptispély k jeho zdniku a pozdéjsimu nahrazeni systémy subtraktivni barevné fotografie,
jako jsou Technicolor a Kodachrome, pouzivajicimi samotny filmovy materiél coby nosi¢ barevného
obrazu. Za jednu z téchto nedokonalosti miiZeme povazZovat barevné aberace (tzv. duhovy efekt) v pri-
padé rychle se pohybujicich objektu, které principalné nelze odstranit. Tato vada byla povazovéna za
velmi zavaznou a rusivou, jak ostatné ukazuji i dobové komentare.

16) Benoit Turquety, ,On Viewfinders, Video Assist Systems, and Tape Splicers: Questioning the History of Tech-
niques and Technology in Cinema*, in Technology and Film Scholarship: Experience, Study, Theory, ed. Santia-
go Hidalgo (Amsterdam: Amsterdam University Press, 2017), 239-260.

Cernobily filmovy material je v kamefe exponovan dvojnasobnou snimkovou frekvenci (v roce 1906 tedy
32 snimkii za vtefinu) pod sttidajicimi se barevnymi filtry (¢erveny a zeleny) umisténymi na rotaéni zavérce.
Princip projekce je obraceny, cernobily pozitiv je pies barevné filtry promitén a divak diky setrva¢nosti vidéni
vnima vysledny obraz jako barevny.

Fotografickd emulze pouzivajici halogenidy stfibra je pfirozené ortochromaticka, tedy citlivd prevazné pouze
v modré ¢asti spektra. V systému Kinemacolor byl potfeba negativ panchromaticky, tedy citlivy i na ¢ervenou
Cast spektra.
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Pfi snimani rychlych pohybti mize dojit k situaci, Ze dva snimky barevnych para Ki-
nemacoloru jsou odlisné natolik, Ze na platné nedojde ke kompletnimu prekryti véech
prvki z téchto snimki. Cast promitaného obrazu — napiiklad ruka, noha nebo auto-
mobil — mohou byt pfevazné ¢ervené nebo zelené.'

Je skoda, Ze autor nenachazi analogii Kinemacoloru se sou¢asnou digitélni projeké¢ni technikou
20)

DLP, ktera pouziva stejny princip otac¢ivych barevnych filtri,?” alespon v epilogu knihy, ktery vénuje
problematice souc¢asného digitdlniho prostredi. Stejné tak velice podnétné tivaha o vlivu chvéni (trem-
bling) a pohybové neostrosti, produkované nestabilitou promitaného filmového pasu a dlouhého ex-
pozi¢niho ¢asu, na vznik novych uméleckych smért ve 20. stoleti a jejich estetiku je bohuzel nepfili§
rozvedena. Radu ¢tenatti by jisté velmi zajimala i podrobnéjsi analyza porovnani filmového zrna v ne-
ustalém pohybu a stati¢nosti mrizky svétlocitlivych elementti (photosites) digitdlniho senzoru (s. 244),
zejména s ohledem na velice podnétné myslenky autora v predchozich ¢astech publikace.

Turquetyho kniha Inventing Cinema je svym teoretickym a historiografickym rozsahem jedinec-
nym pocinem a poskytuje velmi obséhly informac¢ni zdklad pro filmové profesiondly a teoretiky. Jeji
obsahlost a historiograficka podrobnost je imponujici, coz miize byt bohuzel souc¢asné jeji nevyhoda
branici vét$simu rozsifeni mezi ¢tendiskou vefejnost, kterou mize prilisnd naro¢nost odradit. Stejné
tak prevazna orientace textu na ranou historii kinematografu ji muaze predurcit spise ¢tenaiské obci re-
krutujici se z filmovych historikil a restauratort zabyvajicich se tématem zacatka kinematografie. Epi-
log knihy hleda podobnosti principti rané kinematografie se sou¢asnym digitalnim prostfedim a ote-
vird spoustu podnétnych otazek, které si jisté zaslouzi hlubsi analyzu. Nutno Fici, Ze Benoit Turquety
ptipadné nové studii propojujici tyto dva svéty polozil velmi solidni zédklady.

Ondfej Belica
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Revisiting the Canon of Sound Theory

Michel Chion, Audio-Vision: Sound on Screen. Second Edition, trans. Claudia Gorbman
(New York: Columbia University Press, 2019).

Audio-Vision, Sound on Screen was first published in French in 1990 and translated to English in 1994.
For being one of the first attempts to address sound in film beyond the technological perspective, the
book became widely referenced among scholars and practitioners. Twenty-five years later, it has been
republished by Columbia University Press.

The author Michel Chion (1947), a French film critic and composer, began his career as an assis-
tant to Pierre Schaeffer in 1970, at the Groupe de Recherches Musicales (GRM)." This led him to collab-
orate with the French journal Cahiers du cinéma between 1982-87 which, together with the arrival of
videotape, triggered a book trilogy about sound in film: La voix au cinéma (1982; The Voice in Cinema
in 1999)? in which he analyzes the hierarchy of voice in the soundtrack (“vococentrism” — p. 6); Le
son au cinema (1985; Film, a Sound Art in 2003),” where he continues to access the language in film-
sound; and La toile trouée. La parole au cinéma (1988),” in which he accesses the development of
sound-film through its dialogues.”

Audio-Vision: Sound on Screen is a compilation of this trilogy. It describes the relationship between
sound and image and establishes the core terminology of sound for film, which has been frequently
cited since then. At the time, there was no antecedent, which is partly due to a general difficulty in
speaking objectively about sound. Thus, as formulated in the foreword by Walter Murch, the terminol-
ogy very often recurs to ordinary language and therefore is self-explanatory. For example, “points of
synchronization” (p. 36), which are the moments in which image and sound meet in time; or “exten-
sion” (p. 84), which is sound’s capacity to extend the perception of the space outside the visual frame.

Very often, Chion extends his explanations to other subjects, grasping different fields without go-
ing beyond the surface. For example, when he attempts to analyze a certain psychology of hearing in
film, by discussing “influences of sound on perceptions of movement and speed” (p. 11), or “on per-
ception of time in the image” (p. 12). Or, when he states that “textual speech has been considerably dis-

1) The Groupe de Recherches Musicales (GRM) is a musical research center created by Pierre Schaeffer in 1958. It
became official part of the Research Service of French Radio and Television in 1960, and then in 1975 integrat-
ed The Institut national de laudiovisuel (INA).

2) Michel Chion, The Voice in Cinema, trans. Claudia Gorbman (New York: Columbia University Press, 1999). La
voix au cinéma has been translated into Czech by Josef Fulka — Michel Chion, Hlas ve filmu, ptel. Josef Fulka
(Praha: NAMU, 2020).

3) Michel Chion, Film, a Sound Art, trans. Claudia Gorbman (New York: Columbia University Press, 2003).

4) Michel Chion, La toile trouée — la parole au cinéma (Paris: Editions de I'Etoile, 1988).

5) Parts of this review are derived from an interview I did with Michel Chion for the journal ArteActa.
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cussed and theorized, often considered as an annex or outgrowth of literature” (p. 157). Where, when
or by whom — it is not said. He speaks from a position in which he rarely makes any reference to oth-
er studies (often saying “many scholars” or “some theorists”), making it hard to understand his contri-
bution.

Whereas that was already somewhat critical in the first edition of his book, it is certainly not ad-
dressed in the new edition. Most of the time, Chion does not theorize about sound per se but about el-
ements that happen to be audible: voice, speech, text, music. He focuses on the impact such usage has
in the overall language of film, rather than sound as a language in itself. His attention belongs to the
filmmakers rather than the sound-makers (Walter Murch being the exception).?

In this line, Audio-Vision proposes an analysis of “soundtrack” based on three elements (speech,
noise and music) in two parts: “The Audiovisual Contract”, which is the foundation of “audio-vision”
itself; and the segment “Beyond Sounds and Images”, which comprises the concepts of “superfield”,
considers noise and sound effects, proposes the “audio-logo-vision” and explains the audiovisual anal-
ysis itself.

The Audiovisual Contract

“The Audiovisual Contract” claims that sound and image are mutually influenced and that “the audi-
ovisual relationship is not natural but rather a sort of symbolic pact to which the audio-spectator
agrees when she or he considers the elements of sound and image to be participating in one and the
same entity or world.”” But this “pact” is the core definition of fiction itself: etymologically, fiction im-
plies the making or manufacturing of something; it presupposes a creator and it requires “the willing
suspension of disbelief”, which suggests that it is not completely detached from reality despite being a
construct.” This “Contract” is, then, a principle that goes beyond audiovisual fiction.

The first chapter launches Chions understanding of the relationship between sound and image.
“The projection of sound on image” creates the “added value”, which is the “expressive and informative
value with which a sound enriches a given image so as to create the definite impression, in the imme-
diate or remembered experience one has of it, that this information or expression ‘naturally’ comes
from what is seen, and is already contained in the image itself” (p. 5). Later on, Who Framed Roger
Rabbit (Robert Zemeckis, 1988) is posed as an example of such: the sounds of Jessica make her believ-
able to the audience (p. 116).

In this line, the second chapter proposes “three listening modes™: causal, semantic and reduced.
Chion’s listening modes are themselves a variation of Schaeffer’s original listening modes in Treatise on
Musical Objects (2007).” Schaeffer enumerates four listening modes: écouter — to listen; ouir — to

6) An excellent counterpoint is Vincent LoBrutto, Sound-on-film: Interviews with Creators of Film Sound (Santa
Barbara: Greenwood Publishing Group, 1994).

7) 'This definition is in the original version of the glossary and it is not included in the revised version. Michel
Chion, Audio-Vision: Sound on Screen, trans. Claudia Gorbman (New York: Columbia University Press, 1994),
222.

8) Samuel Taylor Coleridge, Biographia Literaria; or Biographical Sketches of My Literary Life and Opinions (Lon-
don: Rest Fenner, 1817).

9) Pierre Schaeffer, Treatise on Musical Objects: An Essay across Disciplines, trans. John Dack and Christine North
(Berkeley: University of California Press, 2017).
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perceive aurally; entendre — to hear, and comprendre — to understand; which Chion had already at-
tempted at clarifying in Guide des objets sonores: Pierre Schaeffer et la recherche musicale (1983).'”

If Chionss first two modes are self-explanatory (one understands the cause of what one hears, and
one understands the meaning of what one hears — both even if not seen), the idea of reduced listen-
ing in an audiovisual context is quite elaborate. The “reduced listening mode” is imported from Pierre
Schaeffer’s early studies, where theories of acousmatic music were first drafted.'” In its turn, the term
acousmatic is borrowed from a long mythology that may or may not have started with Pythagoras.'?
Either way, the definition of “reduced listening” is entangled with the concept of “acousmatic” sound:
in the same way that an acousmatic sound is a sound of which one does not see the source, reduced lis-
tening focuses on the sonic traits of the sound itself, regardless of its source. In other words, both em-
phasize the listening experience.

The third chapter is dedicated to “(...) perspectives on audiovisual relations” (p. 35), referring to
the audiovisual counterpoint (or dissonance) as the possibility to avoid linear interpretation or redun-
dancy between audio and image. Tarkovsky’s Solaris (1972) is given as one such case (free counterpoint —
p- 38). This chapter also explores the lack of “unity” in sound editing, by comparing the visual frame to
the (im)possibility of an “auditory shot” (p. 41). While images establish a frame and they cannot be su-
perimposed or cut without notice, sound can be over layered, edited and manipulated without notice.
Again, this statement can be refuted because this is not absolutely true in all circumstances. First, it is
a choice of the makers: one can choose to superimpose two sounds that clearly do not belong togeth-
er in the same time or space within the narrative. By the same token, the sound designer decides what
is included in the “auditory frame” or not. Therefore, the sound boundaries are set just as much as the
camera sets the frame.

In Chion’s opinion, Godard is one of the few cases in which sound jump-cuts are part of cinema’s
rhetoric. In this line, he also mentions the “elements of auditory setting”, which considers some sound
conventions established along the years in sound-film. These are sounds that punctuate the scenes
without the audio-viewer’s awareness; they naturally belong there (dogs barking at a distance, for ex-
ample). Finally, he introduces “synchresis’, which is “a word forged by combining synchronism and syn-
thesis” — a phenomenon dependent on “contextual determinations” (p. 64). In fact, upon Chion’s vis-
it to FAMU (Prague, 2019) he mentioned Daisies (Véra Chytilovd, 1966) as an example of “synchresis”
The first scene in the movie (after the opening credits) illustrates this phenomenon quite accurately: a
squeaking (wood) sound in synchronization with the arms of the two girls moving; a forged relation-
ship between sound and image portraying their puppetness.

The fourth chapter continues to explore the idea that sound lacks the possibility of a frame. He
calls this spatial relationship “the audiovisual scene”. The analogy is based on the fact that the image
frame is a container in itself, claiming there is no such comparison in sound (for sound knows no
boundaries). Although true in a first instance, this idea is the subject of widespread debate and largely

10) John Dack and Christine North have offered an unofficial translation to English available online since 2009.
Michel Chion, Guide to Sound Objects, trans. John Dack and Christine North, 2009, accessed March 19, 2021,
https://monoskop.org/images/0/01/Chion_Michel_Guide_To_Sound_Objects_Pierre_Schaeffer_and_Musi-
cal_Research.pdf.

11) Pierre Schaefter, In Search of a Concrete Music, trans. John Dack and Christine North (Berkeley: University of
California Press, 2013).

12) See Brian Kane, Sound Unseen: Acousmatic Sound in Theory and Practice (Oxford: Oxford University Press,
2014).
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discussed in theories of sound, space and amplification, amongst many other fields.'"¥ Nevertheless,
this is the point of departure for discussing “localization” of sound and, consequently, acousmatic the-
ory. For this, Chion borrows a concept from musique concréte mostly to make a distinction between
“visualized” and “not visualized” (acousmatic) sound. In this way, he divides “onscreen, offscreen and
nondiegetic sound” (p. 73). To these categories, he then adds “ambient, internal and on the air” sounds
(pp- 75-78). These considerations then lead to another widely cited term: “the point of audition”
(p. 88). Although he claims image and sound are not comparable, the whole concept of “point of audi-
tion” is developed as an analogy to the image (point of view): “the analysis of this complex question
shows that point of audition is not parallel to the notion of point of view, because of profound differenc-
es between sound and image and between seeing and hearing” (p. 209). In that line, the point of audi-
tion is “the point in space from where we hear the sound” (p. 209).

Following that analogy, the fifth chapter arrives at yet another concept that became standard in
sound studies, that of “rendered sound” (p. 98). It recurs again to the idea that the audiovisual relation-
ship is not a natural one. Accordingly, this is because sound is manipulated and artificially added to the
image. It is also due to a disjunctive ideology: the illusion of unity. And why is unity an illusion? Be-
cause there is a “philosophical dualism of body and soul: the voice on the soundtrack, the visual aspect
in the image” (p. 251). Instead of elaborating on this, Chion offers a few considerations about the tech-
nical evolution of the theaters and sound amplification. He considers “definition” vs. “fidelity”, in order
to arrive at the idea of “reproduction” vs. “rendering”. That is, “the film spectator recognizes sounds to
be truthful, effective, and fitting not so much if they reproduce what would be heard in the same situ-
ation in reality, but if they render (convey, express) the feelings associated with the situation” (p. 108).
In other words, render is the ability of cinema in general to convey an experience, rather than report-
ing it. But in any case, the experience is not an experience of the real but a fictional one. Later on, Chion
mentions E. H. Gombrich’s Art and Illusion as “wholly relevant” to rendering but does not elaborate
further (p. 180).

Last, in the seventh chapter the “phantom body” finalizes this path through the audiovisual con-
tract. The phantom body itself is an analogy to the concept of “acousmétre”, which had been proposed
in The Voice of Cinema. The acousmétre is a specific character whose existence relies specifically on
sound. It is not just a narrator, it is a body deliberately hidden, invisible and on the “verge of appear-
ing” (p. 127). This voice not only illustrates the power of sound but also a “primary identification with
the camera” and a power of “textual speech” (p. 150). The acousmeétre also shelters the concept of “sus-
pension”, which revolves also around absence. In short, suspension combines expectation and sus-
pense.

Beyond Sounds and Images

The second part of the book is much shorter and approaches the subject matter in a less thorough and
systematic way. It launches on considerations about direct sound, noises and sound amplification, to-
wards the concept of “superfield” — “the space created, in multitrack films, by ambient natural sounds,
city noises, music, and all sorts of rustlings that surround the visual space and that can issue from loud-

13) See for instance Denis Smalley, “Space-Form and the Acousmatic Image,” Organised Sound 12, no. 1 (2007),
35-58.
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speakers outside the physical boundaries of the screen” (p. 143), which is not so different of the previ-
ously mentioned “extension”.

The second chapter of this part (eighth of the whole book) is heavily dedicated to text (speech,
voice). First, throughout three modes of speech: theatrical, textual and emanation (pp. 148-166). In the
second case, we have the exception “wandering text” (p. 154) — a relativized verbal chiaroscuro (p.
159). Additionally, Chion considers the “endless integration’, which is basically cinema’s capacity to
keep up to date and integrate novelty into its own conventions (p. 166). Although this chapter is called
“toward an audio-logo-visual poetics”, the concept of “audio-logo-vision” is never explained.

Last, Chion proposes “an introduction to audiovisual analysis’, which “aims to understand the
ways in which a sequence or whole film works in its use of sound combined with its use of images” (p.
172). This practice is vastly used in his sound courses, often posing two simple questions: “what do I
see of what I hear” and “what do I hear of what I see” (p. 181). Throughout this introduction, the exer-
cises also lead to specific concepts, which helps understanding their implementation in a slightly more
practical way. Following this, the segment finishes with an excerpt analysis of La dolce vita (Federico
Fellini, 1960) and The Silence (Ingmar Bergman, 1963).

2019 Audio-Vision

The new edition consists of a light language revision, in order to avoid a certain vagueness but proba-
bly also resulting from new findings through the several years in which his lectures were repeated.
Here and there we denote a little contextualization, such as a larger introduction to “methods of obser-
vation in audiovisual analysis” (p. 174), or referring to multiple screen sizes, smartphones and internet
streaming. A few times he also addresses previous critiques of the book (e.g. p. 74). There is a slight up-
date on the discussions, as for instance the spatial treatment concerning multitrack recording (al-
though not completely incorporating contemporary deeds, such as 5.1. or Dolby ATMOS). There are
also new film references, for those that did not exist at the time of the first edition but do fit the argu-
ment. For example, Spike Jonze’s Her (2013) provides a clear understanding of a “disembodied” voice,
the “acousmétre” (p. 126), but also Taxi Driver (Martin Scorsese, 1976) is now contextualized as an ex-
ample for phantom sound/deacousmatized voice (p. 181).

While the core structure of the book is the same, the three listening modes have been reformulat-
ed. Now, causal listening is subdivided into “figurative” and “detective” (p. 22). Respectively, they con-
cern diegetic and profilmic reality. This distinction is not really developed any further, nor it is ex-
plained why it is necessary. On the same note, Chion opts for the term “codal listening” instead of se-
mantic (p. 25), evincing that the meaning is not in the sound itself but in the symbols of the narrative.
Finally, to reduce listening he adds the “pivot-dimensions among sound categories”, a property shared
by sound elements of different categories (p. 30) — in which he fits a paragraph about sound design
and another on phenomenology of perception.

The segment about the “point of audition” has also been developed further. Analogous to the im-
age, “point of audition” pertains to spatial or subjective designations. However, Chion argues that it is
not possible to establish such positioning for sound’s omnidirectional nature (both in the source that
is projected in all directions and the listener who can listen from any position in space). To this end,
this part has been extended and reorganized with a particular focus on a list of “telephemes” (p. 91).
Accordingly, “point of audition” is not really possible because there is no such thing as a symbolic mi-
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crophone; that is, a subjective and metaphoric perspective on sound (p. 96). And yet, point of audition
can be objective or subjective (p. 209).

In the second part of the book “Beyond Sounds and Images”, the whole chapter on “television, vid-
eo art and music video” has been excluded, possibly due to its expanding theories since Chion first
published Audio-Vision. However, a segment was added to the textual categories: “the opposite noni-
conogenic narration (...) literally narration that does not create images” (p. 156). Additionally, there
is also a whole new segment in which Chion approaches the difference between “said and shown”
(p. 167), accounting to six of them: scansion, contrast, contradiction, counterpoint, c/omission and sen-
sory naming.'” Finally, in this new revision Chion offers a “Chronology — Landmarks of the Sound
Film” (p. 215).

The legacy

Needless to say, “sound studies” as a field has blossomed immensely in the past two decades with an in-
creasing number of studies and publications from different perspectives.’ In comparison, Chion’s vi-
sion of sound film is very limited. For instance, when stating that “many people consider location
sound (direct sound) not only the sole morally acceptable solution in filmmaking but also the simplest,
since it eliminates the problem of having to make choices” (p. 105). I would argue that location sound
is not simple at all: it is technically very demanding and full of challenges. It is also not clear who these
“many people” are, and what is moral about it. For example, ADR (Automated Dialog Replacement) is
an extremely common technique and many times the director’s first choice. Most importantly, it is nec-
essary to understand that choosing a microphone is a complex chain of multiple variables that will de-
finitively initiate the whole path of sound design.

Chion claims that “a cinema-specific vocabulary for sound isn’t available” (p. 175) and hence his
attempt to create one; but he often recurs to terms that actually have a specific meaning in sound ter-
minology, and quite differently from what he is trying to convey (e.g., rarefaction, masking...). The
same happens, for example, when he re-adjusts the listening modes. Now, the causal-detective listen-
ing mode comprises a brief mention of foley, but it seems completely disconnected from the practice
or technique itself: foley should never be heard as such. Good foley work means the sounds blend in
with the action and therefore seem recorded at the same time as the image. So, who would be watch-
ing a camp-fire scene and wondering how the sounds of the fire were produced (p. 21)? It should go by
unnoticed.

14) Although not mentioned, “Show vs. Tell” is a concept initially proposed by Anton Chekhov, see Percy Lubbock,
The Craft of Fiction (New York: Charles Scribner’s Sons., 1921) and Anton Pavlovich Chekhov, The Unknown
Chekhov: Stories and Other Writings Hitherto Untranslated, trans. Avrahm Yarmolinsky (New York: Noonday
Press, 1954).

On sound for film, see for example: Jay Beck and Tony Grajeda, Lowering the Boom: Critical Studies in Film
Sound (Champaign: University of Illinois Press, 2008), or Vanessa Ament, The Foley Grail: The Art of Perform-
ing Sound for Film, Games, and Animation (Waltham: Focal Press, 2009). On a broader approach see for exam-
ple Seth Kim-Cohen, In the Blink of an Ear: Toward a Non-Cochlear Sonic Art (New York: Bloomsbury Publish-
ing, 2009) or Brandon LaBelle, Background Noise, Second Edition: Perspectives on Sound Art (New York:
Bloomsbury Publishing, 2015).
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Having said that, sound for film owes him much of the attention it got since he started writing
about it, and the crossover between musique concréte and sound-design is still much needed. Audio-
Vision: Sound on Screen is a legacy to all sound theorists since its first edition.

Sara Pinheiro
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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.



Tluminace 3/2021
UZivatelska kreativita v digitalni dobé: od produserismu k fanouskovské tvorbé
(uzdvérka 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 uréité miry vyprazdniovan, 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 zajmové vyhranénosti a ,ohranicenosti®, jez byla pfisuzovana zejména aktivni, az ak-
tivistické formé nakladani s medialnimi 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. Otézka 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 pocatkia v devadesatych letech dvacatého stoleti.

Zajimavosti fanouskovské tvorby je jeji odvozeny charakter. Nové texty, pisné, obrazy, kosty-
my a mnoho dal$ich projevi fanouskovské produktivity totiz vychazi ptimo z jiz existujicich
medidlnich obsahii (TV serial, komiks, film, hudebni skladba aj.). Je vSak zfejmé, Ze se v dnes-
ni dobé nejednd o vysadni specifikum konkrétnich zdgjmovych komunit (at uz fanouskov-
skych ¢i subkulturnich), ale Ze se rizné formy uzivatelské kreativity stavaji stile béznéj$imi
projevy i ,,obycejnych konzument® 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 v8ak také nebrdnime.

V névaznosti na vy$e fe¢ené by si tak zasilané prispévky mohly klast za cil zodpovédét otazky
typu: V jakych podobdch se projevuje fanouskovska ¢i subkulturni kreativita ve sttedoevrop-
ském regionu a ¢emu je vénovana? Jakych riznych podob miize uzivatelskd kreativita (a tedy
i fanouskovska tvorba) v sou¢asnosti nabyvat? Jak se li$i afirmativni a transformativni fanous-
kovska tvorba konkrétnich fandomii? Do jaké miry se lisi motivace této tvorby u téchto dvou
druhi interpretaci? K jakému ucelu vznikaji fanouskovsko-aktivistické kampané? Jaky dopad
takové kampané mohou mit a ¢emu se ¢asto veénuji? 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.

Relevantni oborova literatura:
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Gray, Jonathan - Sandvoss, Cornel - Harrington, Lee. Fandom: Identities and Communi-
ties in a Mediated World. New York: NYU Press 2007.
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Praha: PageFive 2017.

Jansovd, Iveta. (Bez)mocni medidlni fanousci: Televizni seridl jako zdroj bojii o vyznam
mezi fanousky a producenty. Olomouc: Univerzita Palackého 2020.

Jenkins, Henry. Convergence Culture: Where Old and New Media Collide. New York: NYU
Press 2006.

Stanfill, Mel. Exploiting Fandom: How the Media Industry Seeks to Manipulate Fans. lowa:
University of Iowa Press 2019.
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tiven. Wiesbaden: Springer Fachmedien 2017.

Coppa, Francesca. The Fanfiction Reader: Folks Tales for the Digital Age. Ann Arbor: Uni-
versity of Michigan Press 2017

Schwabach, Aaron. Fan Fiction and Copyright: Outsider Works and Intellectual Property
Protection. London, New York: Routledge 2016

Abstrakty navrhovanych studii v délce max. 200 slov posilejte spolu s kratkou biografii do
15. biezna 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 filma (AV dél).



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

POKYNY PRO AUTORY:
Nabizeni a format rukopisit

Redakce piijimé rukopisy v elektronické podobé v editoru Word, a to e-mailem na adrese
lucie.cesalkova@gmail.com. Doporucuje se nejprve zaslat struény popis koncepce textu.
U ptvodnich studii se predpokladad délka 15-35 normostran, u rozhovort 10-30 normo-
stran, u ostatnich 4-15; v odtivodnénych ptipadech a po domluvé s redakei je mozné tyto li-
mity prekrocit. V§echny nabizené prispévky musi byt v definitivni verzi. Rukopisy studii je
treba doplnit filmografickym soupisem (odkazuje-li text na filmové tituly — dle zavedené
praxe Iluminace), abstraktem v angli¢tiné nebo ¢e$tiné o rozsahu 0,5-1 normostrana, anglic-
kym prekladem ndzvu, biografickou notickou v délce 3-5 radka, volitelné i kontaktni adre-
sou. Obrazky se prijimaji ve formatu JPG (s popisky a idaji o zdroji), grafy v programu Excel.
Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro bibliografické citace®).

Pravidla a pribéh recenzniho fizeni

Recenzni Fizeni typu ,peer-review” se vztahuje na odborné studie, uréené pro rubriku ,Clan-
ky*, a probihd pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktualni slozeni
je uvedeno v kazdém Cisle ¢asopisu. Séfredaktor ma pravo vyzidat si od autora jesté pied za-
pocetim recenzniho fizeni jazykové i vécné tpravy nabizenych textd nebo je do recenzniho
Fizeni viibec nepostoupit, pokud nespliiuji zakladni kritéria pivodni védecké prace. Toto roz-
hodnuti musi autorovi nélezité zduvodnit. Kazdou predbéiné ptijatou studii redakce predlo-
zi k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkdch, jimiZ se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdivodni v pfilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo prepracovani, uvedou do posudku hlavni divody, respektive podnéty
k upravam. V pripadé pozadavku na piepracovani nebo pfi protichidnych hodnocenich



o v/

miize redakce zadat tfeti posudek. Na zakladé posudku $éfredaktor pfijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkrat§im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mize své stanovisko vyjadrit
v dopise, ktery redakce predd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptisobem, ktery umozni zpétné ovéfent, zda
se v ném postupovalo podle vyse uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka troven textu.

Dalsi ustanoveni

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

Pokyny k formalni Gpravé ¢lanki jsou ke stazeni na téze internetové adrese, pod sekei ,, Auto-
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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)
¢) FIAF International Index to Film Periodicals

a) American Film Institute (AFI) Catalog

Filmograficka databdze zaméfend na americkou produkei poskytujici podrobné informace
o dlouhometraznich hranych filmech vyrobenych na izemi USA nebo financovanych ame-
rickymi produkénimi spolecnostmi v obdobi 1893-1972. Databéze obsahuje vice nez 48000
zaznami 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 vytvafeny 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-t do soucasnosti s vice nez milio-
nem odkazli na herecké obsazeni a technické tidaje. Dale 500000 odkazi na bibliografické
citace k jednotlivym filmtim a filmovym tviirctim, 40000 profesnich profilai filmovych tvar-
cti, informace o ziskanych cendch na prestiznich filmovych festivalech.



c¢) FIAF International Index to Film Periodicals
Databéze obsahuje vice nez 230 000 zaznamil 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 zdznamil. Kazdy zdznam sestava z bibliografickych tdaja, ab-
straktu a zdhlavi (jména autort, filmové tituly, pfedmétové hesla). Databdze obsahuje také
zdznamy 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 asopisti)

Digitalni knihovna pro studenty a vyzkumniky poskytujici pristup k vice nez 12 miliontim 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 ¢asopistl, magazinti a reportll a mnoha dalsich publikaci v plném tex-
tu.

EBSCOHost je jednotné rozhrani umoznujici pfistup k vybranym bibliografickym a plnotexto-
vym databazim.

V Knihovné NFA jsou k dispozici dvé databaze megazdroje EBSCO:

a)

b)

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 Gzemneé 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 videozaznamui (vice
nez 74000) od agentury Associated Press. Pfi vyhledavani se na seznamu vysledkii zobrazuji
v karuselu relevantni videa. Databaze obsahuje videa prednich zpravodajskych agentur publiko-
vand 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 audiovizualniho sektoru v ¢lenskych statech.

Pusobi v pravnim ramci Rady Evropy a spolupracuje s fadou partnerskych a profesnich organizaci
z oboru a se siti korespondentil. Kromé piispévkil na konference jsou dal$imi hlavnimi ¢innostmi
vydavani rocenky, zpravodaje a zpravy, kompilace a sprava databdzi a poskytovani informaci pro-
stfednictvim internetovych stranek observatote ( http://www.obs.coe.int ).

Ceska republika je ¢lenem EAO od roku 1994.

LUMIERE VOD je adresar 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 pramyslu : autory, produ-
centy, distributory, filmové fondy a reguldtory, aby jim pomohl sledovat vyuziti film{i na VOD a po-
soudit slozeni katalogli VOD. Ucelem nen{ usnadnit pronajem nebo nakup film@ ani predplatné
sluzby.

LUMIERE VOD r1idi Evropska audiovizualni observatof na zakladé maximalniho usili. 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. Nejednd se o ofi-
cidlni statni pfislu§nost filmu, jak je posouzeno narodnim filmovym fondem nebo narodnim re-
gulatorem.

I kdyz byla vénovana maximalni pozornost zajisténi presnosti, neni poskytovana zadna 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 spoéiva ve sbéru a $ifeni informaci
o audiovizualnim 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 profesionaliim v oblasti audiovize a tim také ptispivat k vét-
§i transparentnosti audiovizualniho sektoru v Evropé. EAO sleduje véechny oblasti audiovizualniho
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 tisténé i elektronic-
ké podobé), ucastni se riiznych konferenci a workshopii. Na webovych strankach EAO jsou vefej-
nosti dostupné tyto informaéni databaze: LUMIERE (obsahuje daje o sledovanosti filma distribu-
ovanych v evropskych kinech), IRIS MERLIN (informace o legislativé upravujici audiovizudlni
sektor v Evropé), databaze poskytovatelit 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 stfidaji jednotlivé
¢lenské zemé.

Narodni
filmovy
archiv
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Sbirka oralni historie
v Narodnim filmovém archivu

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

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

NFA spliuje vSechny podminky, které zaru¢uji nejvy$si moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vasich zdroji je cennym prispévkem k roz$iteni povédomi
o minulosti ¢eského filmu a soucasné i nasi kulturni historie.

Kontakt: kurdtorka sbirky Marie BareSova
Marie.Baresova@nfa.cz
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