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Iveta ]ansové (Masarykova univerzita)

Uzivatelska kreativita
v digitalni dobé: od produserismu
k fanouskovské tvorbé

Specialni ¢islo Iluminace, jez pravé Ctete, je vénovano aktivnim a tvtir¢im publikéim cha-
rakteristickym jejich kreativnim potencidlem. V tomto ohledu jsou kli¢ovymi aktéry to-
hoto ¢isla medialni fanousci, tematizovany jsou ovsem i daldi typy kreativnich uzivatela
a uzivatelek. Spole¢nym jmenovatelem vsech je to, Ze vyuzivaji existujicich produktd me-
didlni kultury jako zakladu ¢i inspirace pro dalsi origindlni tvorbu. Obecné feceno je tedy
toto ¢islo zaméteno na tzv. produzivatele neboli jedince, jiZ umné kombinuji uzivatelskou
a producentskou identitu a vytvareji originalni produkty ,,odvozeného charakteru® Nové
vznikajici apokryfni kultura, ¢i snad v kontextu Illuminace lépe spin-off kultura, ¢erpa
z celé fady ptivodnich medidlnich textti — filmd, komikst, her, televiznich serialt a mno-
ha dalsich — a nabyva stejné rozmanitych podob (textd, videi, kostymd, obrazt apod.).
Jiz ve vyzvé pro zasilani texti do tohoto tematického ¢isla jsem zdiiraziiovala skutec-
nost, Ze s ohledem na vSudyptitomnost chytrych technologii a socialnich siti neni v sou-
¢asnosti produzivatelstvi v obecném slova smyslu nikterak vyjime¢nou zalezitosti. Zjed-
nodus$ené feceno se témér kazdy z nds miize podilet na tvorbé a cirkulaci medialnich
obsahd, byt naptiklad jen zverfejnovanim, komentovanim ¢i sdilenim fotografii na Insta-
gramu. Uzivatelé podobnych socidlnich siti jsou pak pravidelné vyzyvani k tomu, aby ve-
fejné vyjadrili ndklonnost néjakému objektu ¢i subjektu, a stali se tak jeho ,fanousky®
A ackoli se stale béznéjsi uzivani tohoto pojmu ¢aste¢né podili na jeho depatologizaci (na-
ptiklad od skodlivych stereotypt medialnich fanouski jako fanatickych stalkerti celebrit),
prispiva také k jeho vyznamovému vyprazdiovani. V tomto kontextu proto citim potfebu
deklarovat, Ze se v aktudlnim ¢isle nesoustfedime na onen vyprazdiovany pojem fanous-
ka ¢i produzivatele. Ve stfedu nasi pozornosti stoji naopak osobnosti specializovanych pub-
lik typické svou expertni zdjmovou vyhranénosti, jez tvori zaklad jejich dalsi kreativity.
Pomérné bézny vyskyt terminu fanousek ve vefejném prostoru, at uz ve spojeni se so-
cidlnimi sitémi, sportem, ¢i médii, ¢aste¢né zastira skute¢nost, ze v ¢eském akademickém
prostredi se i nadale jednd o zcela marginalni oblast vyzkumného zajmu. Pfestoze stu-
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dium fanouskovstvi ¢i tzv. fanouskovska studia (fan studies) se v angloamerickém kontex-
tu (doposud nejdominantnéj$im v tomto poli badani) vyvijeji jiz od 80. let 20. stoleti,
v Ceské republice se tématu a7 na vyjimky prozatim vénuji spise absolventské prace riiz-
ného stupné vysokoskolského studia. Podobné jako tomu bylo (a mnohdy stale je) v pri-
padé studia popularni kultury, je také studium fanouskovstvi vnimano jako nedostate¢né
za/vainé. V akademickych kruzich je k nim pristupovano spiSe s opatrnosti reflektujici
stereotypni nahlizeni na osobnosti fanouskti coby nenormativnich jedinct. Jejich odlis-
nost je pak pripisovana intenzivni konzumaci medialnich obsahii, neschopnosti rozlisit
fikci od reality, obsesivni tendenci tstici v jiZ zminované obtézovani subjektt jejich zajmu
a mnoho dal$ich pejorativnich odsudka.” Jiz existujici piiklady odborného zdjmu o fa-
nouskovstvi ovSem ukazuji, ze ackoli i takovi fanousci existuji, fanouskovstvi jako takové
je komplexni fenomén, ktery lze povazovat za manifest loajalniho zajmu jedinct. Ten se
muze projevovat vytvarenim zajmovych komunit (fandomit), originalni tvorby (texty, ko-
miksy, kostymy apod.) nebo aktivistické ¢innosti (eduka¢ni kampané, protestni akce atd.)
a mnoha dal$imi zptsoby.

Prestoze jsou obdobné aktivity spojeny s konkrétnimi medidlnimi texty (v $irokém
slova smyslu), poukazuji na obecnéj$i promény medidlnich praxi soucasnych publik, a je
proto pomérné kratkozraké se osobnostem fanousku ¢i dalsich zajmovych a aktivnich
publik nevénovat. I proto bylo od pocatku nasi snahou ve specialni Iluminaci postihnout
$iroké pole tematicky rozli¢nych textd, jez se z rtiznych pohledti dotykaji tématu uzivatel-
ské kreativity vedouci k pretvareni/dotvareni existujicich medialnich texti, a to zejména
v kontextu audiovizudlni sféry (screen/digital culture). Findlni soubor texttl pokryva nej-
rtiznéjsi témata spadajici do vyty¢eného pole badani. Setkavame se zde zejména s prispév-
ky k mezinarodnimu védéni zabyvajicimi se obecnéj$imi principy uzivatelskych praxi
(napf. hra¢ské moderstvi) ¢i zahraniéni tradici (napt. fandom Jane Austen).

Cesky psanym textem, ktery zcela explicitné rozpracovdva podoby a moznosti kreati-
vity zajmového uzivatelstva, je stat Martina Charvéta a Vita Gvozdiaka Moderstvi pocita-
Covych her: mezi komunitni praxi a hernim mainstreamem. Text je koncipovan coby tGvo-
dova studie tzv. herniho moderstvi, jez autofi origindlné ramuji jako jistou podobu
fanouskovské aktivity. Ze své ,,avodové podstaty” pfinasi studie zamysleni nad obecnéjsi-
mi principy kultury konvergence, stejné tak jako $ife vyznamu fanouskovské identity a jeji
totoznosti/odli$nosti s identitou hra¢skou. Umné shrnuje dosavadni védéni o moderstvi
a predstavuje také jeho vyvoj. Moderstvi je uchopeno coby inherentné transformativni ak-
tivita, ktera muze byt pro uZivatele emancipacni i omezujici (naptiklad diky snadné ko-
modifikovatelnosti ze strany ptvodnich tvirct, ptipadné vyvojart). Autorim textu se
dafi poukazat na kiehkost uzivatelské moci nad ptivodnimi medialnimi texty, jez v konec¢-
ném dusledku i nadale podléhaji diktatu kulturniho priimyslu, jakkoli emancipaéni ¢i re-
volu¢ni mohou ve svém jadru byt.

Specifickym textem v novém Ccisle, ktery poukazuje na $ifi a bohatost produzivatel-
skych aktivit, je anglicky psand studie Adély Gjuricové History Reloaded: The Communist

1) Nejvice nasnadé jsou priklady spojené s hudebnim fanouskovstvim, v nichz se zejména obrazy mladych di-
vek a jejich emocionalnich projevii pti setkdni/blizkosti jejich idoli (at uz jsou to One Direction, BTS ¢i
kdokoli jiny) staly jakousi normou medidlni reprezentace a v dusledku ostrakizace takového ,fanatického*
jednani.
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Past in Digital Space. Autorka se v ném vénuje riznym ptikladtim, v nichz byly ptivodné
nedigitalizované artefakty komunistického rezimu v Ceskoslovensku prevedeny do digi-
talni podoby a byl jim vdechnut novy zivot (life-after-life) diky uzivatelim digitalnich
technologii. Znovu zde narazime, byt implicitné, na kulturu konvergence, nikoli pouze ve
smyslu technologickém, ale zejména kulturnim. Autorka textu otevird zasadni téma ,,de-
mokratizace paméti®, coz miizeme chépat v kontextu kolektivni inteligence, tedy spole¢né
utvareného souboru védéni jednotlivymi uzivateli, v tomto piipadé tedy kolektivné re/in-
terpretované minulosti. Artefakty minulosti (napf. fotografie apod.) jsou vyjimany ze své-
ho ptvodniho vyznamového pole a preskladany, remixovany ¢i zvyznamnovany v nové
podobé odpovidajici ideovému nastaveni autora ¢i autorky tohoto (znovu)pfivlastnéni
medialntho objektu. Mohou tak vznikat zcela nova ,,prevypravéni® existujicich pribéht,
coz muze mit za néasledek postupné mazani ¢i prerdmovani uréitych skuteénosti minu-
losti.

Do historie smétuje také ¢esky psany text Anny Bilé (A)historicky fandom Jane Austen:
z vysoké kultury do populdrni a zpét. Autorka v ném upozornuje na fakt, ze fanouskovstvi
neni pouze novodobym fenoménem, ale je mozné podobné aktivity nachdzet v mnohem

vvvvvv

(minimélné terminologicky) muze byt, aktivity a praktiky ozna¢ované dnes za ,,typicky fa-
nouskovské® se objevovaly naptiklad jiz u priznivcii tvorby Jane Austen. Dilo Jane Austen
navic predstavuje idedlni piiklad toho, jak vrtkava pozice literati i jejich dél je na pomezi
tzv. vysoké kultury a kultury popularni, zduraziuje predevs$im roli samotnych pfijemct,
ktefi toto misto spoluurcuji. Znovu je kladen diraz na individualni identity uZivateld, je-
jichz mnohovrstevnatost a rozmanitost je zcela zdsadnim hybatelem uzZivatelskych praxi
jakéhokoli druhu.

Praveé specifické (v tomto pripadé marginalizované) identity fanouska stoji za bohatou
$kalou rozpracovani riznych pribéhti televiznich seriald ¢i filmt. Tomu, jak napriklad vy-
padaji (nejen) homoerotické interpretace televizniho seridlu Hannibal, se vénuje Lucia
Kajankova ve svém anglicky psaném textu Adaptation as Fan Fiction Practice in Serialized
Narratives. Oproti jinym textim zafazenym do tohoto specidlniho ¢isla se jedna o kratsi
teoretickou pripadovou studii konkrétniho fenoménu. Vzhledem k oblibé postavy Hanni-
bala v ramci mnoha fanouskovskych uskupeni je pravé i takova sonda hodna nasi pozor-
nosti. Zejména proto, Ze se jako jedina z pritomnych textti vénuje celosvétovému fenomé-
nuslash interpretacia poukazuje podrobné najednu ze zasadnich motivaci fanouskovskych
pfe/roz/pracovani jiz existujicich dél. Tou je pravé mensinova (zde sexudlni) identita pub-
lik, které se v jejich pohledu nemusi v mainstreamové kultufe dostavat dostatek (kvalitni-
ho) prostoru, procez si tento prostor vyjednaji svou originalni tvorbou.

Pokud bychom méli poodstoupit a zamyslet se nad tim, co nam texty tohoto ¢isla fika-
ji dohromady, odpovéd je jednoduchd. Fanousci a tviir¢i uzivatelé vyuzivaji vlastni kreati-
vity a (vétSinou digitalni) gramotnosti k tomu, aby vytvareli takovy svét, jaky by ho chtéli
uzivatelé si zasluhuji nasi (nejen akademickou) pozornost, nebot jsou to pravé oni (a jsme
to také my), kdo spoluutvari soucasnou podobu kulturnich textd, které nas obklopuji
a které vyznamné ovliviiuji to, jak rozumime nasi kazdodennosti.
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Martin Charvat (Metropolitni univerzita Praha)
Vit Gvozdiak  (Fakulta humanitnich studii, Univerzita Karlova)

Moderstvi pocitacovych her:
mezi komunitni praxi a hernim
mainstreamem

Computer Games Modding: Between Community Praxis
and Mainstream Game Industry

Abstract

The presented paper attempts to elaborate on the topic of computer games modding as an example
of specific fan-activity. 1) We draw on Jenkins’ definition of convergence culture and 2) attempt to
introduce a short genealogy of modding, and in the last part 3) offer an interpretative overview of
game-modding from a structural and cultural (social or community) perspective. As a result, we un-
derstand modding as a productive activity that has the potential to deterritorialize structures of giv-
en material (original game) and contributes to the transformation of the video game industry.

Keywords
modding, computer games, participative culture, convergence, new media

Kli¢ova slova
moderstvi, pocitacové hry, participativni kultura, konvergence, novd média

V tomto textu zkoumame moderstvi pocitacovych her jako svébytnou fanouskovskou ak-
tivitu, tedy aktivitu formovanou ,,zdola“ ktera se specifickym zptisobem nejen vyjadiuje
k produkci a distribuci medialniho obsahu ,,shora® garantovaného oficidlnimi tvirci, vy-
davateli a distributory, ale také ji komentuje a podrobuje zkoumani a kritice, a tak aktivné
(spolu)utvari vysledny produkt/obsah.

Cilem tohoto textu je predlozit popis obecnych tendenci moderstvi pocitatovych
her. Tvrdime, Ze moderstvi je svébytnou kulturni praktikou a technikou s vlastni tradici,



10  Martin Charvat - Vit Gvozdiak: Moderstvi pocitacovych her: mezi komunitni praxi
a hernim mainstreamem

soubory predpokladi technologickych (technologickd kompetence) a medialnich

(napf. apropriace struktury narativniho diskursu pocitacovych her) a spolecenskych du-

sledki (situovani sebe sama do urcité uzivatelské komunity). Takto koncipovany text se

snazi jednak uvést do tuzemského akademického prostiedi problematiku moderstvi poci-
tacovych her, na niz je pozornost zamérovana spise okrajové, jednak ukdzat moderstvi ja-
kozto produktivni aktivitu, kterd ma potencidl uré¢it smérovani mainstreamového herniho
pramyslu.

Nas postup Ize shrnout do tfech kroku:

1) V prvni ¢asti se vénujeme vztahu moderstvi a fanouskovstvi. Pokousime se vymezit
moderstvi jako svého druhu specifické aktivity, které lze sice na jednu stranu chapat
jako projevy fanouskovstvi, zaroven se ale — na stranu druhou — v nékterych ohle-
dech od jinych typut fanouskovstvi odli§uji. V tomto ohledu vychazime z Jenkinsovy
teze o povaze konvergence a fanouskovské aktivity, zdiraziiujeme zejména motivace
fanouskovstvi. Prvni ¢ast je obecnéj$im tivodem do problematiky fanouskovstvi a za-
roven vymezenim pristupu, ktery k moderstvi zaujimame.

2) V druhé casti se vénujeme nastinu genealogie moderstvi. Snazime se ukazat, ze mo-
derstvi je inherentni soucasti déjin pocitacovych her, a rozlisit nékolik fazi ve vyvoji
moderstvi. Za jeden z dulezitych meznikii povazujeme polovinu 90. let 20. stoleti, kdy
dochézi k propojeni technologickych, kritickych a komunitnich pfedpokladi a vzniku
moderstvi v uz§im slova smyslu.

3) V casti tieti popisujeme hlavni tendence moderské aktivity. Hlavni diiraz klademe na
faktor komplexity a bez ndroku na Gplnost pfedkldddme prehled vyznamnych aspektt
moderstvi jako tentativni tivahu o klasifikaci moderstvi a jeho produktd.

Moderstvi a fanouskovstvi

Moderstvi, tedy vytvafeni neoficidlnich, fanouskovskych tprav (modii) pocitacovych
her, mtizeme charakterizovat jako aktivitu, kterd 1) je zavisla na existenci ptivodni hry
v tom smyslu, Ze mody nemaji v drtivé vét$iné pripadii samostatnou identitu a existenci,
tzn. uzivani ¢i hrani modu neni bez ptivodni hry mozné, a mod je proto s ptivodni hrou
medialné homogenni; 2) ma komunitni povahu, jeji produkty, mody podléhaji komunit-
ni evaluaci a jsou distribuovany vybranymi, na téch oficialnich ¢asto nezavislymi kanaly.

Ne-autonomni homogenitu moderstvi 1ze chépat jako specificky pripad dynamiky
kultury. Kazda kultura se podle Fiskeho vyviji zevnitf, ze sebe samé, nikoli jako dusledek
néjaké externi sily ,,shora“ ¢i mimo systém.? Jednim z kli¢ovych mechanismi tohoto vy-
voje je exkorporace,? tedy proces, v némz hierarchicky nize postaveni ¢i zavisli ¢lenové
(v tomto pripadé modeti) utvareji vlastni (sub)kulturu s vyuzitim zdroju, které jim posky-
tuje hierarchicky vyssi ¢i dominantni kultura (v naSem pripadé tviirci pocitacovych her ¢i
herni pramysl obecné). Fiske upozoriuje, ze dominantni systém subkultute fakticky zne-

1) John Fiske, Understanding Popular Culture (London — New York: Routledge, 1989), 23.
2) Tamtéz, 15.
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moznuje formulovat jeji opozi¢nost tim, ze do sebe inkorporuje pravé ty prostiedky, kte-
ré subkultufe umoznuji diferen¢né vymezovat vlastni identitu. Jinymi slovy: dominantni
herni primysl nejen poskytuje material, bez néhoz je moderstvi nemozné, ale zaroven do
sebe postupné vstiebava moderské prostredky a mechaniky a jesté vice oslabuje jeho au-
tonomii.

Takové chapani popularni kultury i konkrétné moderstvi ale neni kompletni. Vstieba-
vani dominantni kulturou neni nikdy tGplné; bohatost subkulturnich praktik je natolik
velka a diferencovana, Ze je dominantni kultura nucena ve svém vstiebavani redukovat
a selektovat. Podle Fiskeho® tak dominantni kultura silu hierarchicky nizsich praktik sys-
tematicky podcenuje, protoze je nemize v jejich komplexité absorbovat. Je patrné, ze mo-
derstvi je v ur¢itém smyslu aktivita zavisla a v urc¢itém oddélend, autonomni. Prasec¢iku
téchto rysti mtizeme rozumét nikoli jako paradoxu, ale spise jako projevu vlastnosti, kterd
je typickd pro moderské chovani, tedy jeho konvergentni povaze.

Kdyz Henry Jenkins (re)definuje pojem konvergence, nezaméfuje se pouze na techno-
logické promény produkce a distribuce medialniho obsahu, ale zdsadnim zpiisobem zo-
hlednuje také chovani publika:? divéci a konzumenti obsah nejen aktivné vyhledévaji, ale
jsou ochotni ,vydat se téméf kamkoliv,” aby plné saturovali touhu po vlastnich zazitcich.
Publikum ,,migruje®, tzn. md moznost okamzitych presunii na odlisnou mediélni platfor-
mu, a je to pravé chovani publik, co tviircim a distributortim upravuje podminky zptso-
bt zachazeni s medialnim obsahem: konzumenti aktivné vstupuji do procesti produkce
a distribuce ¢i vysilani (napriklad skrze internetové diskuze ¢i vytvareni vlastniho obsahu
ve formé fan-fikci).

Konvergentni/participativni kultura podle Jenkinse nabyva tvaru jakoZzto spojeni tii
trendt: 1) nové technologické nastroje umoziuji konzumentim archivovat, apropriovat
a znovu distribuovat medidlni obsah; 2) subkultury vyuzivaji DIY praktiky, a ukazuji tak,
jak jsou technologické nastroje vyuzivany v praxi; 3) distribuce medialnich obsahti skrze
odlisné medialni platformy vyzyva uzivatele k aktivni ucasti, ktera mtize spocivat napri-
klad ve vytvéfeni vlastniho obsahu ¢i proméné distribuovaného obsahu.?

Nelze si ov§em myslet, pokracuje Jenkins, zZe bychom mohli konzumenty povazovat za
homogenni masu. I mezi nimi existuji rozdily. Za vyznamny povazuje ten, ze nékteti
z nich disponuji lepsimi (nejen technologickymi) schopnostmi ne? jini.” Kompetentnéjsi
konzumenti rychleji ziskavaji informace o déni v medidlnim pramyslu, jsou schopni
s nimi aktivné pracovat, napt. budovat fanouskovské komunity a vytvaret vlastni (fanous-
kovsky) obsah. Z tohoto diivodu Jenkins tvrdi, Ze zdkladni charakteristika fanouskov-
skych komunit spo¢ivé na mechanismech sdilené produkce a recipro¢ni vymeéné védéni,¥
a tim v komunité fanouska vznika hierarchické uspotadani a principialni nerovnost jejich
¢lend.

3) Tamtéz, 18-19.
4) Henry Jenkins, Convergence Culture (New York: NYU Press, 2006), 2.
5) Tamtéz, 2.
6) Henry Jenkins, Fans, Bloggers, Gamers: Media Consumers in a Digital Age (New York: NYU Press, 2006).
7) Tamtéz, 3, 23.
)

&

Tamtéz, 27.
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Kromé poukazu na produktivni potencial fanouskovskych komunit” se Jenkins ostte
vymezuje proti redukci fanouskovstvi na adoraci ur¢itého fenoménu.’” Fanouskovska akti-
vita je podle néj do jisté miry vysledkem frustrace a antagonistického postoje, ktery konzu-
menti zaujimaji v okamziku, kdy napriklad narativni schémata, logika vyvoje déje a postav
stoji proti vnitfnim pravidlum fik¢niho univerza.'” Mimo jiné z tohoto divodu vznikaji
fan-fikce, ale napriklad také mody pocitacovych her. Jinymi slovy: dle Jenkinse se fanousci
snazi napravit to, co je v jejich o¢ich povazovano za principialni chybu nebo je diisledkem
$patnych produkénich rozhodnuti. V- mnoha pripadech se oficidlni producenti medialni-
ho obsahu snazi tyto aktivity omezovat, nebo je mit pfinejmensim pod kontrolou. Jedna
se nejen o pripad fan-fikce, jeji publikace a distribuce, ale také modu pocitacovych her.!?

Modeti pocitaéovych her vytvareji vlastni komunitu ¢i subkulturu,' kterd je do jisté
miry parazitni'¥ a zdroven velmi normativni. Modefi ve velmi specifickém smyslu vidi
a snazi se zménit, vylepsit, odstranit ¢i pretvorit ty aspekty, v nichz hra (v jejich o¢ich) se-
lhava, popira strukturu fikéniho svéta, je technicky nedokonald, pfipadné hru doplnit
o dalsi prvky. Moderské aktivity predpokladaji urcité zdroje, technologickou kompetenci
¢i vlastnictvi adekvatniho hardwaru a softwaru. Tyto charakteristiky poukazuji na nesy-
nonymni aspekty vztahu moderstvi a fanouskovstvi. Ne kazdy fanousek pocita¢ovych her
je moderem (bez naroku na kvantitativni ovéritelnost bychom mohli dokonce tvrdit, Ze
prvnich bude vyrazné vice nez druhych); zdroven plati, ze ne kazdy moder musi byt nut-
né fanouskem dané hry. PrestoZe Postigo tvrdi,' Ze modefi jsou téméf bez vyjimky vasni-

9) Proto v ndvaznosti na Michela de Certeaua (viz Michel de Certeau, ,.Cteni jako pytlaceni®, in Kapitoly z dé-
jin a teorie médii, ed. Toma$ Dvorak (Praha: AVU, 2010), 135-146) pouziva pojem ,,pytlactvi“ (nechceme se
zde do detailt zabyvat Jenkinsovym posunem vyznamu; proto jen velmi stru¢né: Jenkins odmita Certeauo-
vo rozlideni mezi ,¢tendfi“ a ,,spisovateli®, protoze je prili§ reduktivni a zbyte¢né odliduje role, které se na
urovni fanouskovskych komunit vzajemné proplétaji: ,¢tenar* fanouskovské fikce miize byt zaroven jejim
»spisovatelem’, dochazi k viméné fanouskovskych dél, fanousci je mohou vytvaret spole¢né bez vyznaceni
konkrétniho autorstvi atd.). Fanousci ,,pytlaé¢i“ na medialnich obsazich, které konzumuyji, tim, Ze si z nich
vybiraji urcité prvky a rysy, které nasledné pretvari a vyuzivaji dle svého uvazeni a svych preferenci; neboli
dochazi k produktivnimu (vy)uzivini medidlniho obsahu a cirkulaci (novych) vyznami ve formé fanous-
kovskych aktivit, které jsou charakteristické tim, Ze se vydavaji do prostoru za hranicemi konstituovanymi
dominantnimi médii (Henry Jenkins, Textual Poachers: Television Fans & Participatory Culture (New York
- London: Routledge, 2012), 23).
Fanouskovstvi, respektive tvorbu fan-fikci jako narcistni a sebe-afirmativni tendenci popisuje Sandvoss, kdy
fanouskovské zachazeni s ptivodnim materidlem odrazi touhu po sebeidentifikaci skrze tvir¢i akt. Cornel
Sandvoss, Game of Two Halves (New York — London: Routledge, 2003); Cornel Sandvoss, Fans: The Mirror
of Consumption (Boston: Polity Press, 2005).
Jenkins, Textual Poachers, 24, 108.
Viz napiiklad James Batchelor, ,,ZeniMax shuts down fan remake of Doom", gamesindustry.biz, cit. 3. 12.
2021, https://www.gamesindustry.biz/articles/2019-06-14-zenimax-shuts-down-fan-remake-of-doom.
Na Jenkinse navazuje Sihvonen ve své knize o modech pocitacové herni série The Sims, zejména zdtraznu-
je moderstvi jako vytvifeni a dotvareni (uméleckého) artefaktu ze strany ur¢ité komunity (Tanja Sihvonen,
Players Unleashed! Modding The Sims and the Culture of Gaming (Amsterdam: Amsterdam University Press,
2011), 31, 38, 40). Co se tyce The Sims, Jenkins cituje jejiho tviirce Willa Wrighta, ktery ji sam oznacuje jako
»sandbox*, v némz pomoci pfedem dané sady moznosti mohou hra¢i donekone¢na utvéret individudlni (Zi-
votni) ptibéhy postav (Jenkins, Fans, Bloggers, Gamers, 148-149).
14) Nikoliv ale v negativnim slova smyslu. Chceme pouze naznacit nutnou zavislost moderti na modované/pi-
vodni pocitacové hre.
15) Hector Postigo, ,,Of Mods and Modders: Chasing Down the Value of Fan-Based Digital Game Modificati-
ons®, Games and Culture 2, ¢. 4 (2007), 300-313.
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vymi hra¢i, a za jeden z dulezitych predpokladti k moderstvi miizeme povazovat kriticky
afirmativni vztah modera k modované hte, neni tento vztah dostate¢nou podminkou vy-
mezujici aktivitu moderstvi. Dal§im aspektim vztahu moder — modovana hra (véetné
motivaci a cil) se vénujeme dale ve tfeti ¢asti. Pro tuto chvili posta¢i zduraznit, Ze speci-
ficnost modera jako fanouska vychdzi z jedné z vyse uvedenych charakteristik moderstvi,
ne-autonomni homogenity. Pokud maji fanouskovské aktivity ko-kreativni povahu, drzi
se tato fanouskovska tvorba jazyka ¢i vyrazovych prostfedkt predlohy (napt. fan-fikce,
které vychazeji z urc¢itého romanového univerza), nebo se pravé uzitymi prostfedky me-
dialné odlisuje (napt. fanouskovské povidky ze svéta Star Wars &i World of Warcraft). Mo-
deti pocitacovych her v tomto ohledu spadaji do prvni skupiny: jejich tvorba je zavisla na
»puvodnim“ médiu. Bez ohledu na variabilitu vztah, které mize moder k modované hie
mit, tento vztah vyjadfuje vyhradné pomoci prostiedka, které jsou identické s témi, které
vyuziva ptivodni hra. Za jeden z dtisledku této charakteristiky povazujeme uzké propoje-
ni s hernim mainstreamem. Jinymi slovy, vysledky moderskych aktivit maji vyrazné vétsi
potencial ovliviiovat mainstreamovy provoz nez v ptipadé fanouskovské tvorby v jinych
segmentech.

Vychodiskem moderské aktivity je herni produkt, ktery je restrukturalizovan, dopliio-
van a ,opravovan® s cilem proménit a vytvorit potencidl pro novou herni zkusenost.
Vsechny tyto upravy ale shodné predpokladaji urcitou (technologickou) kompetenci, kte-
rou sdili s tviirci ptivodniho obsahu (predpoklad, ktery v jinych typech fanouskovstvi neni
bézny). V tomto ohledu Ize moderstvi oznacit za praxi, kterd je sice trividlné zavisla na
existenci herniho mainstreamu, jeho produktii a pravidel, ale zaroven predstavuje poten-
cidl k jeho transformaci pravé v dtsledku sdilenych kompetenci. Pro potteby predlozeného
textu je — z tohoto dtivodu — spojeni modera a fanouska spise operativni, nicméné ukot-
vené v praxi oznac¢ovani moderi jako ,,fanouskt, pfipadné ,fanouski-programatort®'®

O hernim primyslu a stru¢nych déjinach moderstvi

Pocatky moderstvi, resp. pre-moderskou fazi mtizeme spatrovat v 50. a 60. letech minulé-
ho stoleti. Za jednu z nejstarsich pocita¢ovych her byva obecné povazovan Pong (1972).
Tu viibec nejstarsi Tennis for Two (1958) lze povazovat za disledek transformace, modifi-
kace kddu ptivodniho programu, ktery byl zalozen na softwaru, jehoz primarni tcel spo-
¢ival ve vypoctu drahy strel na pohybujici se cile (letadla). Claus Pias podotyka, ze prvni
tvlirci pocitacovych her nebyli matematici, fyzici a inZenyti, kteti chapali pocitac jako na-
stroj, ale spiSe uZivatelé, ktefi experimentovali s moznostmi hardwaru a softwaru.'” Pias

16) Tamtéz.

17) Claus Pias ve své viriliovsky ladéné monografii podotyka, Ze prvni pocitacové hry vznikaly a byly urceny pro
¢isté akademické prostiedi. Tyto hry nebyly chapany jako ,vyznamuplné, jejich ,,smysl“ nespocival v tom,
Ze by byly priméarné povazovany za hry, ale mnohem spise za ,diagnostické programy*, ,,experimenty*, kte-
ré ohledavaly moznosti interaktivity a také moznosti daného hardwaru. Teprve v pozdnich 60. letech zacaly
byt pocitacové obrazovky vyuzivany pro jiné nez vile¢né ucely, a to je také moment, ktery miizeme povazo-
vat za zrod pocita¢ovych her. Claus Pias, Computer Game Worlds (Chicago: University of Chicago Press,
2017), 93, 91.
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hovofi o ,nespravném vyuziti“ technologie, hacich a skute¢nosti, Ze v souvislosti s novos-
ti pocitac¢ové technologie bylo programovani chapano jako pohyb v prostfedi, v némz lze
velmi slozité hledat jakékoliv normy spravného pouziti.

Podobné je tomu v pripadé hry Spacewar! (1962). Jeji programatoti si kladli za cil vy-
tvorit multiplicitu ,,opera¢nich sekvenci a ,,implementovat interakce v pfitomném case;
§lo jim tedy predev$im o zkoumdni technickych mozZnosti tehdejsich pocitact.'® Hra
Spacewar! nebyla komeréni hrou v novéjsim slova smyslu, jak ostatné bylo v té dobé zvy-
kem, ale ,,[...] cirkulovala ve formé zdrojového kddu mezi univerzitami, na némz se dale
pracovalo®, pfi¢emz byl rozsifovan, pfepisovan a ,,hrdn na studentskych turnajich”!”

Pre-moderska faze je charakteristicka predev$im tim, ze 1) vyuziva/modifikuje pro-
gram/software, ktery byl vyvijen a uzivan pro odli$né, ne-herni ucely, a 2) vzniklé modifi-
kace, hry prochdazeji tadou dalsich transformaci jakozto procest diseminace uréitého vé-
déni v ramci komunity. Jussi Parikka v této souvislosti mluvi o tom, ze jednou z dulezitych
DIY programatorskych technik, velmi podobnou té, ktera byla popsana vyse, bylo psani
»sebereprodukujiciho softwaru®, jehoz smysl spocival v poznavani a prekonavani danych
technologicko-epistemickych hranic.””)

V 80. letech se pocitacové technologie roz$iruji mezi béznymi uzivateli. I presto (a jes-
té nasledujicich 10 az 15 let) bylo nutné disponovat expertnimi (programatorskymi) zna-
lostmi technologie, pokud chtél uzivatel programy modifikovat ¢i vytvaret programy
vlastni. Teoretik James McAllister sam sebe popisuje jako va$nivého hrace a dodava, ze na
zacatku 80. let dokonce vytvoril na pocitaci TI-99 nékolik her. McAllisterova motivace ne-
spoc¢ivala v potencialnim ekonomickém zisku, ale na jeho fascinaci ,,izasnymi vécmi, kte-
ré bylo mozné vytvofit za pomoci programovacich jazyka“*" Podobné pak teoretik Noah
Wardrup-Fruin zpétné reflektuje zkusenosti s BBS (Bulletin Board System), které vznika-
ly jiz na konci 70. let a které se o dekadu pozdéji jakozto predchidci internetu staly velmi
oblibené (nejen) mezi teenagery. V jejich ramci bylo mozné nejen stahovat a nahravat
soubory a zapojovat se do obdoby diskuznich fér, ale také hrat textové hry.?? Sém Wardrup-
-Fruin naptiklad modifikoval program Eliza, znamy, ale velmi jednoduchy psychotera-
peuticky software, a zcela v souladu s vy$e uvedenou charakteristikou pre-moderstvi tvr-
di, Ze ,,software samozfejmé nemusi byt nutné hrou, aby ke hfe inspiroval“*?

Pre-moderska faze se v tomto obdobi odehrava skrze vyuzivani oficidlnich editor,
které béznym uzivateliim umoznovaly ménit podobu her, aniz by museli disponovat po-
kro¢ilou programovaci kompetenci. Za prvni hru, kterd oficialné disponovala editorem
urovni, je povazovan Lode Runner (1983). Zhruba v poloviné 80. let zacaly také vznikat
construction sety, specifické programy na rozhrani her a vyvojarského softwaru, které uzi-
vatelim umoziiovaly vytvafet vlastni verze her,”” designovat vlastni Grovné a dopliiovat

18) Tamtéz, 89.

19) Tamtéz, 90.

20) Jussi Parikka, Digital Contagions: A Media Archaeology of Computer Viruses (Zirndorf: Peter Lang, 2017).

21) James S. MacAllister, Game Work: Language, Power, and Computer Games Culture (Tuscaloosa: The Univer-
sity of Alabama Press, 2006), ix.

22) Noah Wardrup-Fruin, Expressive Processing: Digital Fictions, Computer Games, Software Studies (Cam-
bridge: MIT Press, 2009), 23.

23) Tamtéz, 35.

24) Mezi né patfil napfiklad Pinball Construction Set (1983), Adventure Construction Set (1984), Racing
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herni prostfedi. Construction sety predstavovaly pfechodovou fazi mezi pre-moderstvim
a moderstvim, protoZe snizily naroky na expertni znalosti uzivatelti/hract/fanouska a tim
napomohly etablovat moderstvi jako kulturné identifikovatelnou praktiku.

V poloviné 90. let*” se herni priimysl svym objemem zac¢al pomalu ptiblizovat pramy-
slu filmovému. Na pocatku dekady zaznamenaly velky tspéch Windows 3.0, vznikaly prv-
ni 3D (respektive 2,5D) akéni hry z pohledu prvni osoby a o nékolik let pozdéji doslo
k druhému velkému rozsiteni pocitac¢ti mezi béznymi uzivateli (za zasadni lze povazovat
zejména vyuziti CD-ROM mechanik).”® Celé desetileti je charakteristické pfekotnym vy-
vojem v oblasti hardwaru i softwaru.

A bylo to zhruba v poloviné 90. let, kdy se zacalo konstituovat moderstvi v uz$im
slova smyslu jako diisledek nového pristupu ve vyvoji a tvorbé her. Dle naseho nazoru
lze fict, Ze vznik moderstvi je pfimo zavisly na tfech vzdjemné provazanych aspektech:
1) technologii herniho enginu ¢i obecnéji opakovatelnosti uréitych aspekti her, 2) kritic-
ké reflexi fungovani her, teorii herniho designu a 3) vznikem online komunitnich platfo-
rem, které predstavuji nejen misto distribuce mod, ale také diskuze o technickych a kon-
ceptudlnich aspektech modovani.

Prvni vyznamnéjsi moderska komunita zacala vznikat kolem hry Doom (1993). Podle
Eddieho Lohmeyera predstavoval pravé Doom se svym id Tech 1 enginem zdsadni zménu
ustavenim konceptu enginu jako nééeho, co slouzi jako platforma pro vytvareni herniho
obsahu, ale samo hernim obsahem neni, a stava se tak technologii, ktera je budovana na
principu opakovaného uziti. Naptiklad prave id Tech 1 engine podklddd nejen obé piivodni
hry ze série Doom,” ale na jeho pozdéjsich verzich stoji mj. hry Quake (1996), Quake II
(1997), Return to Castle Wolfenstein (2001), Doom 3 (2004), Doom (2016) a také nejnovéj-
§i Doom Eternal (2020).>® Moderstvi bylo moZné nejen na zakladé skute¢nosti, Ze modefi
byli ve svych snahdch podporovani spole¢nosti id Software, kterd mody pro plnou verzi
hry, nikoli tu sharewareovou umoziiovala,” ale pravé v disledku existence herniho engi-
nu jakozto platformy, ktera podnécuje medialni experimenty s hernimi moduly. Anne
Balsamo piSe, Ze technologické inovace nejsou zalezitosti vyhradné vyvojaru, ale také jed-

Destruction Set (1984), piipadné také Music Construction Set (1983). Viz Sihvonen, Players Unleashed!, 60.
Podobné pro hry Boulder Dash a The Bard’s Tale byly vydany Boulder Dash Construction Kit (1986) a The
Bard’s Tale Construction Set (1991).

25) Jesté na zacdtku 90. let se akademicky zdjem o pocitatovou technologii (ptipadné pocitacové hry) vychaze-
jici z kulturologické perspektivy odehraval do jisté miry v podzemi. Jak pise Jenkins, ve sklepnich prostorach
Media Lab na MIT se na pocatku 90. let schazela ,,skupina doktorandt a mladsich pedagogt, aby cetli a dis-
kutovali o teorii kultury. Rikali si ,Skupina pro studium inteligence a narativity’ (Narrative/Intelligence
Reading Group), ¢imz vyjadrovali své zdjmy pohybujici se na pomezi teorie narativity, recep¢ni teorie a pro-
blematiky umélé inteligence® (Henry Jenkins, ,,Teoretické dilo ve véku digitalni transformace®, in Kapitoly
z déjin a teorie médii, ed. Dvorak, 313-314). Jenkins byl jednim ze zaklddajicich ¢lent skupiny a podotyka,
ze mysleni o digitalnich technologiich a umélé inteligenci se posunulo vyrazné kuptedu v okamziku, kdy se
postupneé stiraly rozdily mezi humanitnimi védci a inZenyry; ,humanitni védci se uci programovat a digital-
nf umélci se snazi vytvéret teorie svého tviir¢iho procesu® (tamtéz, 316).

26) Jaan van Dijk, The Network Society: Social Aspects of New Media (London: Sage, 2006).

27) 1d Tech 1 engine byl licencovan také pro celou fadu dalsich her. Za zminku stoji predevsim Heretic ¢i Hexen.

28) Eddie Lohmeyer, Unstable Aesthetics: Game Engines and Strangeness of Modding (Bloomsburry: Bloomsbu-
rry Academic, 2021), 117nn.

29) Sihvonen, Players Unleashed!, 57-64.
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notlivych uzivateld.*” Enginy a oficidlni moderské nastroje jsou nebo mohou byt vytvare-
ny a distribuovany vyvojari, ale jejich popularita a prace s nimi je dtsledkem sil ptisobi-
cich ,,zdola" ze ,$edé zony“ herniho/kreativniho pramyslu.*”

Na prelomu tisicileti, jak podotyka James McAllister, zac¢ala vychézet celd fada publi-
kaci o hernim designu, naptiklad Game Architecture and Design od Andrewa Rollingse
a Davea Morrise z roku 1999 ¢i Game Design: Secrets of the Sages Marca Saltzmana ze stej-
ného roku, které naznacovaly, Ze osvojeni si zakladt programovani a tvorby her neni nijak
slozitou zalezitosti. K dispozici byl také velky pocet ,kita" které povétsinou obsahovaly
knihu plnou ,,generickych rad ohledné herniho designu [...] a CD s nékolika programo-
vacimi ndstroji“*?

Komunitni aspekt moderstvi byl posilen v roce 2001, kdy byla v dusledku zvétsujiciho
se zajmu o herni mody spusténa fanouskovska webova stranka Nexus Mods. Ta ptispéla
k institucionalizaci moderstvi a dodnes patfi k nejvyznamnéj$im a nejvétsim zdrojiim
hernich modi. Webové stranky podobného typu a online diskuzni féra se staly klicovym
katalyzatorem legitimizace moderstvi v §irsim métitku. Moderské komunity funguji na
podobnych principech, které popsal Jenkins v souvislosti s (televiznimi) fanousky: kumu-
luji a distribuuji znalosti, diskutuji o technickych aspektech moderstvi a validité mod,
a to jim umoznuje poustét se do ambicidznéjsich projekti. V roce 2002 byla spusténa
stranka Mod DB, kterd kromé distribuce modii od roku 2006 také vyhlasuje v nékolika ka-
tegoriich cenu Mod of the year.

Za posledni vyznamny milnik v déjinach moderstvi lze povazovat spusténi Steam
Workshop v roce 2012, ktery v ramci distribu¢ni a herni platformy Steam umoznuje hra-
¢tim mody primo instalovat, ale také tviircim mody nahravat. Minimalizuje se tak pomy-
slna vzdalenost mezi ptvodni hrou a jejimi mody; striktni odli$nost distribu¢nich kanala
oficialnich her a neoficidlnich modu se za¢ina stirat. Od roku 2015 Steam dokonce tvir-
cim umoznuje mody zpoplatriovat a jesté vice tak prispiva ke konvergenci vyvojate-pro-
fesionala a modera-amatéra.

Moderstvi jako kulturni praktika

V navaznosti na Bruna Latoura hovofi Anne Balsamo o technologiich obecné a pocitaco-
vych hrach konkrétné jako o ,technologiich imaginace®, tedy technologiich, které stimu-
luji kreativni my$leni. Mezi technologie imaginace Balsamo explicitné fadi (byt pouze
v jedné zmince) také mody pocitacovych her, které ,,umoznuji uzivateliim preskupit exis-
tujici technicko-kulturni artefakty s cilem vytvofeni né¢eho nového™* Podminkou moz-
nosti tvorby ,,né¢eho nového* (na drovni digitalnich médii / pocitacovych her) je — nu-
merickd reprezentace a modularita.’® Elementarni stavebni prvky herniho svéta jsou na

30) Anne Balsamo, Designing Culture: The Technological Imagination at Work (Durham: Duke University Press,
2011), 1.

) Tamtéz, 3.

32) MacAllister, Game Work, 19.

33) Balsamo, Designing Culture, 164.

34) Lev Manovich, Jazyk novych médii (Praha: Karolinum, 2018).

31
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sobé relativné nezavislé (na té nejzakladnéjsi grafické Grovni mitizeme tvrdit, ze charakte-
ristika jednotlivého pixelu je vici ostatnim pixelim autonomni), a herni svét je proto
mozné preskupovat do riznych typt usporadani. Svéty pocitacovych her jsou zaroven vy-
sledkem proces, které zévisi na algoritmech a matematickych pravidlech.* V nékterych
ptipadech je to pravé algoritmus, ktery muze v ur¢itém ohledu automatizovat proménli-
vost herniho svéta a zazitku, a nahrazovat tak nékteré moderské ¢innosti — jedna se o pti-
pady, kdy je kreativni proces, resp. ¢ast tohoto procesu pti vytvareni svéta delegovana al-
goritmu, ktery v kazdé instanci nové hry jedine¢né generuje svét novy, naptiklad Dwarf
Fortress (2006).

Déjiny pocitac¢ovych her lze z uréitého hlediska chépat jako déjiny zvysujici se komple-
xity. Naptiklad Ian Bogost tvrdi, ze ,,hra by méla byt jednoducha k naudeni, ale slozita
k Gplnému ovlddnuti“*® To samozfejmé neznamena, Ze by hra mohla byt zcela intuitivni.
Jak tikd McLuhan, na kazdé médium si musime zvyknout, Zddné nemuzeme uzivat pouze
intuitivné.”” Jde spise o to, Ze by pro hrac¢e mélo byt od prvnich okamzika zfejmé, v jakém
prostoru fikénich moznosti se pohybuje, a design hry by mél vést k tomu, ze se hrac (po-
stupné) seznamuje se zékony a limity daného herniho prostfedi. V tomto smyslu existuji
rozdily mezi hernimi Zanry, ale také rozdily hracéskych pristupt (,causal® versus ,hard-
core“ hra¢). Piikladem zvysujici se komplexity jsou hry se semi-open world ¢i open-world
prostfedim. To souvisi nejen s vyvojem technologii a technologickych rozhrani ¢i nastro-
ju, ale odrazi se i ve strukture samotnych pravidel herniho svéta, kterd hledaji kompromis
mezi maximdlni volnosti chovani hrace a principialni nemoznosti takové absolutni vol-
nosti doséhnout.*

Je-1i fe¢ o pravidlech daného herniho svéta a obecné hernich zanri, je nutné podotk-
nout, ze zanrova pravidla jsou postupné ustanovovana, pricemz vSak dochazi k jejich
invenénim posuniim a proméndm, k jejich miseni, ba dokonce i jejich negacim ¢i roz-
porovani. A jsou to pravé moderské komunity, které ,,éasto herni pravidla redefinuji“*”
V souvislosti s moderstvim Anne-Marie Schleiner mluvi o ludickych mutacich jakozto
sile uzivateltt nepodléhat pfedem stanovenym pravidlim hry, ale pravé skrze mody vyja-
dfovat vlastn{ silu.*” V tomto kontextu se konstituuje iloha modera jako nékoho, kdo na-
pravuje chyby nebo domnélé chyby herniho designu a tvoii vlastni rtiznorody obsah roz-
$itujici pavodni hru. Takova ¢innost je do jisté miry subjektivni, zaloZzena na individualnich
preferencich, zaroven ale podléhajici komunitnimu hodnoceni. Koneckonct, pravé ko-
munitni hodnocenti je jednou z nejdilezitéjsich slozek podstaty fungovani moderstvi.

Moderstvi je ¢innost fanouskovska, a v pfipadé hernich modt — az na vyjimky — ne-
komeréni a jako takova méné stabilni. V ambicidéznéjsich, vétsich moderskych projektech
(napriklad doposud nevydany mod ,,Skywind® pro The Elder Scrolls V: Skyrim) patii kro-

35) Michael Nitsche, Video Games Spaces: Image, Play, and Structures in 3D Worlds (Cambridge: MIT Press), 8.

36) Ian Bogost, How to Do Things with Videogames (Minneapolis: University of Minnesota Press, 2011), 125.

37) Marshall McLuhan, ,,Médium je poselstvim®, in Jak rozumét médiim, Marshall McLuhan (Praha: Odeon,
1991), 19-32.

38) Zminme, Ze vztah mezi volnosti a svazanosti hrace v hernim svété stoji v zakladu hry, ptivodné vsak modu
pro Half-Life 2 s ndzvem ,,The Stanley Parable®

39) Nitsche, Video Games Spaces, 28.

40) Anne-Marie Schleiner, The Player’s Power to Change the Game (Amsterdam: Amsterdam University Press,
2017).
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mé ¢asové naro¢nosti mezi hlavni dtivody nestability a zaroven nejistoty vysledku néroky
kladené na modersky tym a jeho organizaci. McAllister v této souvislosti podotyka, Ze
»amatéfi se prili§ nezajimaji o produkéni harmonogramy“? a s managementem vétsich
tyma ¢asto nemaji velké zkusenosti. Moderstvi tak lze sice chapat jako participativni
aspekt videoherni kultury, jako prispévek aktivni, technologicky kompetentni fanouskov-
ské komunity, ale z pohledu vyvojarskych studii moderstvi nepfedstavuje Zadnou homo-
genni aktivitu. Na jedné strané je moderstvi jakysi omezeny predstupen ko-kreativniho
ptistupu v tvorbé videoher.”? Moderstvi ale pfimo (a ¢asto ani nepfimo) nevstupuje do
procest vyvoje novych videohernich titulti a moderské komunity,* jak tvrdi Jedrzej Czar-
nota, vét§inou zustavaji striktné oddélené od vyvojatskych tymu. Z tohoto ditvodu se mo-
derstvi stavi vzhledem k participativné ko-kreativnim postuptim do ur¢itého protikladu.
Modera muizeme v navaznosti na Jenkinse povazovat za nékoho, kdo uz ¢asto neni pytlak,
ale jesté se nestal hajnym. Moder neni pouze konzumentem herniho obsahu, neni ale ani
pouze jeho komentatorem; jeho hlavni charakteristikou je to, Ze vyuziva stejné prostredky
¢i stejny ,,jazyk™ jako vyvojari, vétsinou se ale nestava reprezentantem dominantni kultu-
ry, nema vyvojarsky status.

Moderstvi a komplexita

Herni mody jsou zavislé na existenci toho, co je modifikovano. Z tohoto diivodu se mody
ptirozené shlukuji kolem konkrétnich her, které zaroven diktuji povahu jejich dalstho dé-
leni. Médium pocita¢ovych her je radikdlné modularni a odlisuje se naptiklad od filmu ¢i
literatury, u nichz je koncept moderstvi v rozsahu, ktery pozorujeme u pocitacovych her,
nemyslitelné. Obecnéji Ize mody jednoduse klasifikovat na zakladé aspektu ¢i modulu,
ktery v ptivodni hie upravuji. Na zékladni Grovni mizeme mluvit o modech grafickych/
vizualnich, na trovni objekttl uvnitf herniho svéta i rozhrani (naptiklad ,,SkyUI“ mod pro
The Elder Scrolls V: Skyrim); zvukovych a hudebnich (napfiklad ,CONELRAD 640-1240 -
Civil Defense Radio® pro Fallout: New Vegas). Na tomto misté se ale nechceme poustét do
zevrubné klasifikace modi, ani vycerpavajictho navrhu jejich moznych kritérii, ale zaji-
maji nas pouze hlavni tendence.

Za tu nejobecnéjsi mizeme povazovat vyse zminovanou komplexitu. Ta totiz sehrava
svou ulohu jak na urovni her, které jsou modifikovany, tak na tirovni samotnych modi.
V prvnim pripadé je patrna tendence modifikovat hry s vysokou ¢i relativné vyssi komple-
xitou (zejména grafickou, narativni ¢i komplexitou herniho svéta). Z tohoto divodu patti
mezi zanry nej¢astéji* modovanych her RPG, The Elder Scrolls V: Skyrim (2011), Fallout 4

41) MacAllister, Game Work, 110.

42) Jedrzej Czarnota, Co-Creation, Innovation and New Service Development: The Case of Videogames Industry
(New York: Routledge, 2018), 59.

43) Zde bychom radi zminili i ty hry, které ,vyZaduji modifikaci“ v tom slova smyslu, Ze pokud ze strany hrace
nedojde k pretvoreni herniho svéta, jsou nehratelné (naptiklad Super Mario Maker (2015) nebo samotna
platforma Robolox).

44) 7 deseti nejc¢astéji modovanych her na webu NexusMods je osm z nich v zanru RPG ¢i kombinaci RPG
a akéni adventury.
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(2015) a Fallout: New Vegas (2010), tedy hry s otevienym svétem, rozvojem postavy a na-
rativni strukturou. Pravé relativni otevienost (svéta, vlastnosti a pfibéhu) predstavuje po-
tencidl moznosti, které v modech aktualizovat. Neznamena to, Ze by hry v ostatnich
zanrech nepredstavovaly viibec Zddny zdjem moderské komunity. Takové mody jsou ale
komparativné méné Casté. Tuto tendenci ve vybéru materidlu k modovani lze formulovat
také z opa¢ného hlediska: Modifikace relativné uzavienych her ¢i her s niz$i komplexitou
(jako jsou jednoduché hry typu Tetris ¢i jiné logické a arcade hry) je méné béznd — v téch-
to pripadech se setkdvame spise s tim, Ze se mechanismy a moduly ptivodni hry kopiruji
a plagiarizuji. Nikoli pravidlo, ale spiSe urcity trend lze proto spatfovat v pfimé uméte
mezi komplexitou pivodni hry a mnozstvim a popularitou modt, které pro ni komunita
vyviji.*?

Komplexitou Ize samoziejmé pomérovat také samotné mody. Mody s nizkou komple-
xitou jsou zaloZeny na upravé ¢i doplnéni urcitého aspektu hry, herniho svéta, postav
a drobnych zasahti do hernich mechanik. Vzhledem k nizké komplexité a zaroven vysoké
zavislosti na ptivodni hte je zasah do struktury herniho svéta maly. Do této kategorie spa-
daji mensi grafické upravy, zména vlastnosti objektti a chovani postav ¢i pridavani novych
objektti do herniho svéta. Tim v$im se zvySuje variabilita herniho prostfedi a v nékterych
ptipadech imerzivnost hry viibec.

Vyssi komplexitu vykazuji napfiklad modifikace star$ich her, které jsou pomoci modti
»prekladany“ do soucasného, predev$im vizualniho/grafického jazyka, a jedna se tak de
facto o fanouskovské remastery ¢i ve vyjimecnych pripadech remaky. Typickym prikla-
dem je ,,Black Mesa“ pro Half-Life (1998), ktery byl ptivodné vydan v podobé fanouskov-
ského modu a pozdéji s podporou ptivodniho vydavatele predstaven jako samostatnd hra.
Navzdory vyssi komplexité se podobné preklady casto tykaji pouze jedné dimenze: nejcas-
téji tpravy textur ¢i dalsich grafickych prvka (,Q2VPKT“ mod, ktery pridava ray-tracing
pro hru Quake II), v mensi mife zvuk, pripadné upravy ovladani a podobné. Komplex-
né&jsi grafické i dal$i modifikace strukturné odpovidaji zakladnim ¢i jednoduchym
modim, jsou ale ¢asové a technologicky naro¢né. Tyto modifikace (vétsinou) nezasahuji
do hernich mechanik, chovani postav, umélé inteligence ¢i narativni struktury; v mo-
derskych komunitach jsou velmi populdrni a ¢asto slouzi pravé jako aktualizace starsich
her.*®

Za nejkomplexnéjsi mody lze povazovat ty, které upravuji ¢i doplnuji narativni linie
puvodni hry, nebo vybiraji a transformuji vybrané (vétsinou grafické) moduly ptvodni
hry do nového, autonomniho tvaru. Na jednu stranu mizeme mluvit o intradiegetickych
modech, které respektuji pravidla ptivodniho herniho svéta a pribéhu a bud ve formé no-
vych questt ¢i v jinych zanrech levelt dodavaji svétu a vypravéni vétsi hloubku, nebo vy-
tvareji nové a v néjakém smyslu oddélené prostiedi s vlastni (hlavni) ptibéhovou linii
a pripadné také vedlejsimi questy. V obou téchto pripadech nejde pouze o pridavani urci-

45) Viz kategorie ,trending" na webové strance Nexus Mods, cit. 15. 10. 2021, https://www.nexusmods.com/
mods/trending/.

46) Z podobného zékladu vychazeji sice fanouskovské, ale nikoli ve striktnim smyslu moderské projekty typu
transmedia storytelling a spocivaji v doplnovani herniho svéta ¢i pribéhu na odli$nych medidlnich platfor-
mach, naptiklad ve formé povidek, komiksii a posterti. Do této oblasti patii také grafické downgrady, zejmé-
na pixelartové, ne-herni transformace.
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tého, vétsiho ¢i mensiho, narativniho bloku, ale samoziejmé také o to, Ze tento blok vyza-
duje ur¢ité vyrazové zpracovani (grafické, zvukové, hudebni), a tim v§im se zaroven nut-
né stava herné komplexnéjsim. V téchto pripadech lze spatfovat urcité stycné body
s (oficidlnimi) datadisky a DLC (typu ,,Bloodmoon® pro The Elder Scrolls III: Morrowind
¢i ,Old World Blues® pro Fallout: New Vegas). Rozdily mezi mody tohoto typu a oficialni-
mi DLC spocivaji nejcastéji v produkéni kvalité (empirické vyzkumy ukazuji, ze kvalita
modu je pfimo ovlivnéna aktivni podporou ze strany vyvojait),”” velikosti a fungovéni
vyvojarského tymu. Pfikladem tohoto typu mtize byt tuzemsky mod ,Fallout 1.5 Resu-
rrection” pro Fallout 2. Piibéh, ktery mod prezentuje, se odehravd v hernim svété her
Fallout 1 a 2, v zdsadé dodrzuje jejich herni pravidla, ale pfedstavuje samostatnou pribé-
hovou linii, kterd navazuje na udalosti Fallout 1. Tento mod je mimo jiné zajimavy tim, Ze
pracuje s motivy rasismu a zpracovava téma promény ¢lovéka v ghoula. V ,Ressurection®
se hlavni hrdina podrobuje transformaci, a tim se radikalné méni perspektiva vnimani
herniho svéta tak, jak byla nastolena vyvojati ptivodni hry.

Na stranu druhou mizeme mluvit o modech diegeticky autonomnich, které vybiraji
a transformuji ne-narativni bloky/moduly ptvodni hry a vytvéfeji zcela odli$né, na origi-
nélu nezavislé pribéhy a svéty. Tyto mody lze chapat jako autonomni hry, hry zcela jiného
typu ¢i Zanru. Spojeni modu s originalem nemusi byt a ¢asto neni v téchto pripadech ztej-
mé, dochazi k deteritorializaci ptivodnich hernich struktur a pravidel. Nejznaméj$im pri-
kladem této kategorie je Counter-Strike, ktery vznikl v roce 1999 jako mod pro Half-Life,
v roce nasledujicim byl institucializovan jako samostatna hra a vydan vydavatelem ptivod-
ni hry. Stejny vzorec vidime také v pfipadé DayZ, ptivodné modu pro (¢eskou) hru ARMA 2,
ktery se vzhledem ke své popularité stal oficidlni a de facto samostatnou hrou.*”

O moznych klasifikacich modii a moderstvi jako kulturni a spole¢enské praxi

Jak jiz bylo feceno, jednou z funkei herntho moderstvi je korektivni substituce téch prvka,
které hra¢skd a moderska komunita povazuje za chybné ¢i nefunkéni. Ulohou modera je
byt (neoficidlnim) korektorem bugti ¢asto jesté pred vydanim oficidlnich oprav. Ani tim se
ale tloha moderstvi, jakozto kulturni a spolecenské praxe, nevycerpava. Ostatné to nazna-
¢uje i fada studii, které se zabyvaji diivody, pro¢ modeti moduji. VSechny zminuji onu ten-
denci ke korekci problematickych prvka daného herniho designu, ale také fadu jinych in-
tenci, s nimiz modefi pristupuji k tvorbé vlastniho herniho obsahu.

Obecny popis nabizi Hector Postigo: 1) Moderstvi je specifickym typem umélecké ¢in-
nosti, pfi niz se uplatiuji kreativita a imaginace. Svou ¢innosti modeti konstituuji a vytva-
feji uréitou (uméleckou) komunitu s vlastnimi pravidly a systémy hodnoceni. 2) Moder-
stvi je zaloZeno na osobni vazbé mezi moderem a modovanou hrou. Postigo si v§ima toho,
ze modeti jsou témér bez vyjimky vagnivymi hraci, a modovani jim tak umoznuje vytvo-

47) Daniel Lee - Dayi Lin - Cor-Paul Bezemer — Ahmed E. Hassan, ,,Building the perfect game — an empirical
study of game modifications, Empirical Software Engineering Journal 25, ¢. 4 (2020), 2485-2518.

48) Vice viz Fallout 1.5: Resurrection, cit. 12. 4. 2021, http://resurrection.cz.

49) Podobné je tomu také v ptipadé PlayerUnknown’s Battlegrounds (PUBG).
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fit si s hrou uzsi vazbu. Pomoci modt hru ptizptisobuji vlastnim pottebam, pfipadné po-
tfebdm komunity. 3) Modeti mohou svou ¢innost chapat jako cestu k vlastni profesionali-
zaci, tedy jako zpusob, jak se z DIY hobby-modera stit plnohodnotnym ¢lenem herniho
pramyslu.*”

Na Postiga navazuje Olli Sotamaa v pripadové studii o ¢eské hie Operace Flashpoint.
Sotamaa uvadi pét hlavnich motiva¢nich faktortt moderstvi: 1) Herni — uzivatel si uzil
hru jako hréa¢, ptipojil se do nékteré z jejich internetovych komunit a pokusil se vytvorit
»Néco svého', stal se moderem, protoze se mu hra zdala v nékterém aspektu nekompletni;
2) Hackersky — moder se snazi testovat hranice svéta a mechanismi dané hry. 3) Vy-
zkumny — nékteré mody jsou vytvoreny odborniky na specifickou problematiku, napti-
klad v ptipadé Operace Flashpoint se jedna o fanousky vojenstvi, kteti chtéji do herniho
svéta zakomponovat pravé ten typ védéni, v némz maji expertni znalost. 4) Umélecky —
moderstvi predstavuje podobnou aktivitu jako malifstvi, slouzi jako zptisob vyjadreni
kreativity a originality. 5) Kooperativni — vytvareni modu je kooperativni proces, v jehoz
ramci ¢lenové moderského tymu sdileji nad$eni pro hru a pro samotné modovéni.*"

Moderstvi ma — jak vyplyva z prvniho Postigova a ¢tvrtého Sotamaaova bodu —
urdity esteticky rozmér. Moder stoji v pozici nékoho, kdo nejen disponuje technologickou
kompetenci, kterd ho odli$uje od bézného hrace-fanouska, ale je zaroven predstavitelem
urcité esteticko-funkéni normy. Spojitosti moderstvi a uméni se vénuje Eddie Lohmeyer
v knize Unstable Aesthetics a ukazuje, ze pravé umélecké motivace a ambice jsou s moder-
stvim spojeny prinejmensim od poloviny 90. let, kofeny takovych spojeni ale nachazi jiz
v avantgardé. Umélecké mody nahlizi prizmatem Sklovského koncepce ozvlastnéni a upo-
zornuje, Ze strategie téchto modu spocivaji mimo jiné v mechanismu koldze a kreativnim
vyuzivini nedokonalosti a chyb ptivodnich her.*” Moder-umélec neni béZnym korekto-
rem ¢i opravafem nedokonalosti originalu, ale spiSe nékym, kdo pravé tyto vlastnosti na-
sviti a ukaze tim principialni cizost hernich systémi.

Moderstvi ma zaroven eticky rozmér. Kazdy mod ve vétsi ¢i mensi mife narusuje iden-
titu ptivodni hry a mtize byt zdrojem kontroverze spocivajici na protikladu mezi hra¢skou
komunitou a vyvojati a jejich predstavami o benefitech a nebezpecich, které pro né mody
predstavuji. Pravé v tomto smyslu je moderstvi chdpano jako soubor aktivit natolik boha-
tych a riznorodych, Ze je dominantni diskurs nemtize jednoduse absorbovat v celku; ab-
sorpce je vidy selektivni a evaluativni a musi brat ohled na snahu dominantni kultury
udrzovat urcity status quo, zejména svou dominanci. Na zaklad¢ tohoto principu uvazuji
o Kklasifikaci moda Mark Kretzschmar a Mel Stanfill.*® Klasifikaci modu vidi jako matrici
¢tyt principidlnich oblasti: a) mody, z nichZ maji prospéch jak hraci, tak vyvojati (napti-
klad Arthmoorovy mody pro Skyrim); b) mody, které jsou vyhodné pro vyvojare, ale po-
$kozuji hra¢skou komunitu (naptiklad modifikace postav, které objektivizuji lidské télo);

50) Postigo, ,Of Mods and Modders*, 300-313.

51) Olli Satamaa, ,When the Game is Not Enough: Motivations and Practices Among Computer Game Mod-
ding Culture, Games and Culture 5, ¢. 3 (2010), 246.

52) Lohmeyer, Unstable Aesthetics.

53) Mark Kretzschmar — Mel Stanfill, ,,Mods as Lightning Rods: A Typology of Video Game Mods, Intellectual
Property, and Social Benefit/Harm®, Social § Legal Studies 28, ¢. 4 (2019), 517-536.
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¢) mody, které poskozuji vyvojare, ale jsou vyhodné pro hrace, zejména mody, které vzni-
kaji bez souhlasu vyvojari (napriklad remake Streets of Rage); d) mody, které poskozuji
jak hrace, tak vyvojare (napfiklad cheaty).

Do modu kategorie b) patfi mimo jiné takové, které pridavaji explicitné eroticky ¢i se-
xudlni obsah (naptiklad nude mody pro Witcher 3) ¢i explicitni, nékdy zaroven sexudlni
nasili a brutalitu (naptiklad ,Immersive children“ mod pro Skyrim, v némz se imerzivnos-
ti mysli moznost v hernim svété zabijet déti, ¢i rape mod pro GTA V).

Mody kategorie ¢) izce souviseji s institucionalizaci, zviditelnénim a zasadnim zvyse-
nim dostupnosti modi. Podobné jako v pripadech fan-fikce a dalsi fanouskovské tvorby
dochdzi ke konfliktiim mezi vyvojarskymi studii a autory/autorskymi tymy vytvarejicimi
mody. Mod nelze chapat jako zcela individualni, a proto nevyznamny zasah do ptivodni
hry, ale jako produkt a soucast ur¢ité komunitni ¢i spolecenské, tedy systematické praxe.
Ve chvili, kdy je moderstvi organizovanou ¢innosti na Grovni vyvoje i na trovni distribu-
ce, jsou také mody povazovany za kulturni statky nadané nejen komer¢nim (¢i negativné
komer¢nim) potencidlem, ale mohou byt vnimany jako néco, vii¢i ¢emu je nutné se aktiv-
né branit (pravé tento postoj uplatiuji napriklad spolec¢nosti Disney, Lucasarts, Take Two
¢i Rockstar ¢i Nintendo).* Svou povahou totiz mody hry aktualizuji, udrzuji jejich aktiv-
ni misto v hra¢ské komunité a pfimo ¢i nepfimo ovliviiuji prodeje jinych her.

Mody kategorie d) pak predstavuji radikalni naruseni herniho zazitku. V singleplaye-
rovych hrach mohou byt sice pfimou, oficidlni soucasti herniho kodu a bezesporu maji
svou vlastni zajimavost a historii (viz napf. doomovské IDDQD), zasadnéjsi naruseni
predstavuji pro multiplayerové a online kompetitivni hry, v nichz nefunguji jako prosté re-
gula¢ni mechanismy, ale spi$e mechanismy konstitutivni, které destabilizuji herni zazitek,
protoze technologicky hierarchizuji online prostfedi.

Stru¢né: Mody kategorie b) ¢asto predstavuji urcitou etickou ¢i moralni kontroverzi,
jejiz zdroje jsou obecnéjsi a netykaji se vyhradné her, mody kategorie c) z pohledu vyvo-
jara ¢i majiteld prislusnych prav parazituji na jejich dusevnim vlastnictvi, mody kategorie d)
vytvéreji nerovné podminky, zejména ve hrach vice hract. VSechny tyto ptipady jsou ale
pouze radikdlnim prodlouzenim podstaty moderstvi, které je ve svém jadru namifeno
proti pravidliim, a to ¢asto nejen pravidlim herniho svéta a pribéhu, ale v nékterych pri-
padech také pravidlim vibec.”

Moderstvi ma kromé estetického a etického rozméru také vyrazné antropologické cha-
rakteristiky a funguje jako kritika mainstreamové herni praxe, je produktivni v tom smy-
slu, Ze transformaci hernich prvka odhaluje jejich modularitu, a evaluuje tim jejich hod-
notu jako prispévek celku. Modeti tak tvofi dulezitou soucast herniho ekosystému
a spole¢né s hernimi fanousky a hernimi novinafi a kritiky ptsobi jako sila, kterd ma po-
tencial ovliviiovat sméfovani celého primyslu.

54) Naptiklad viz Wilson Sonsini Goodrich & Rosati, ,,Are Gaming Companies Maddened by Mods or Embra-
cing Them?*, JDSupra, cit. 4. 5. 2021, https://www.jdsupra.com/legalnews/are-gaming-companies-madde-
ned-by-mods-51053/.

55) Viz téz Schleiner, The Player’s Power to Change the Game.
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Zavér

V tomto textu jsme se pokusili nacrtnout zakladni rysy moderstvi jako kulturni praktiky,
ktera ve smyslu své specifické produktivity zaujimd k fanouskovstvi zvlastni vztahy. Snazi-
li jsme se ukazat, Ze nejednoduchost a nepfimocarost téchto vztaht ma sviij ptivod v pred-
pokladu ne-autonomni homogenity moderstvi a technologické kompetence na strané
modera. Tyto pfedpoklady modera a moderstvi nejen vymezuji, ale zaroven je tésnéji pri-
mykaji k modovanym hram, a sekundarné také k hernimu priimyslu, aniz by s nim nutné
splyvali. Tyto konvergentni tendence chdpeme v ndvaznosti na Jenkinse jako konstitutiv-
ni soucast moderstvi.

V druhé ¢asti jsme se zaméfili na to, Ze vyvoj moderstvi je tizce svazan neprekvapivé
nejen s vyvojem pocitacovych her, ale obecnéji s vyvojem pristupu k softwaru a jeho mis-
tu v kulturni praxi. Tu nelze redukovat vyhradné na technologickou kompetenci, ale jeji
nedilnou soucasti je fada vstupt pochazejici z procesu demokratizace pocitacovych tech-
nologii. Na tomto zakladé nahlizime na moderstvi optikou komplexity; za jedno z nejdii-
lezitéjsich zjisténi povazujeme tezi o vztahu mezi komplexitou hry a tendencemi k jeji mo-
difikaci. Pravé pomoci parametru komplexity jsme uvazovali také o obecnych principech
mozné klasifikace modu. Tento pohled jsme se v zdvéreéné ¢asti pokusili dale rozsirit
a chdpat moderstvi v jeho antropologickych souvislostech, mj. v souvislosti s motivacemi
a cili modert, komunitni povahou moderstvi i moralnimi kontroverzemi, které mtize vy-
volavat. Moderstvi se, v radikdlnich pfipadech, miize stavét proti zavedenym kulturnim
pravidlim a schémattim, proti normam dané kultury, prevracet a deteritorializovat jeji
stavebni kameny. Konkrétni projevy moderstvi tak nepfedstavuji pouze negativni kritiku
mainstreamové, vyhradné konzumni (herni) kultury, ale zaroven jeden ze zdrojti jeji dy-
namiky.

Financovani

Studie je z¢asti (50 %) vysledkem projektu Védecko-vyzkumného zaméru MUP ¢. 87-01 ,,Politolo-
gie, medialni a anglofonni studia“ financovaného z podpory MSMT na Dlouhodoby koncepéni roz-
voj vyzkumné organizace v roce 2021.
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Abstract

The study focuses on creative approaches to digitised audiovisual material with history-related con-
tent, both archival sources and professional arts production. User practice is conceptualized as ap-
propriation, which allows inclusion of many different modes from mere sharing of material under
one’s title and description, through more or less sophisticated remix, to digital manipulation and
deepfakes. Applying critical discourse analysis on a selected volume of examples dealing with the
Communist history in East-Central Europe, the study offers a historical interpretation of new phe-
nomena connected with general accessibility and pervasive use of the technology by individuals and
institutions, as they relate to the nature of human memory and historical consciousness, but also to
the historical and archival expertise and curation practice.

Keywords
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The Digital Turn has transformed, inter alia, the work of a historian. In 2015, the commu-
nity of historians applauded Sheila Fitzpatrick’s book On Stalin’s Team, a fascinating re-
cord of communication within the Soviet leader’s inner circle from the 1930s onward. It is

1) The text emerged within the “European History Reloaded: Curation and Appropriation of Digital Audio-
visual Heritage” project (CADEAH), supported by JPICH Digital Heritage Program, ref. no. JPICH.DH.17.010
(MSMT 8F1800). My thanks go to Michaela Len¢ésova, Klara Pinerova, Tamerlan Mirzadzhanov and my
children for recommending videos.



28  Adéla Gjuricova: History Reloaded: The Communist Past in Digital Space

based on a collection of written notes exchanged between the members of the circle.” The
approval was also driven by the traditional and, indeed, exclusive, nature of the sources
Fitzpatrick used: historians are trained in their critique and analysis. There is a prevailing
belief that historiographical methods are essentially fit to cope with them. Contrary to
that, any more contemporary subject of study brings up the dilemma of the amount, the
general accessibility, complexity and challenging authenticity of emails, tweets and other
digital communication, of various sorts of media appearances, and — what is an utterly
new dimension — their re-published, shared and digitally manipulated versions. Sources
from earlier periods are not saved either: amateur archives of digitised historical photos
and videos pop up every minute in the digital space. Ad-hoc virtual communities are built
around individual posts, their spatial, temporary or other contexts. Far from merely pos-
ing fundamental questions of authenticity and relevance in historical analysis, the phe-
nomenon of a digital life of documents and sources presents new dilemmas in curation of
historical sources.

This study explores an illustrative example of a digital life-after-life of the originally
pre-digital history, namely of the many often contradictory aspects of the Communist dic-
tatorships in Czechoslovakia and other countries in East-Central Europe. They encom-
pass a wide range of topics such as the oppression of opponents, official presentation of
political leaders, and the aesthetics of public space and consumer life.

The interaction between digital technology and the historical interpretation of Com-
munist dictatorships has been neglected as an object of local scholarly discussion so far,
reducing the problem to generally shared belief into the digital as a politically neutral
technological instrument of curation and analysis within so called digital humanities.” Yet
in a recent study on the Czech story of the digitization of the archival materials of the State
Security (Statni bezpe¢nost, StB), the historian Vitézslav Sommer described “digital uto-
pia” built around the issue, according to which “every citizen would, from the comfort of
his or her home and using his or her computer, study documents on Communist repres-
sion, learn the truth about the past and embrace its correct interpretation”. This was how
it was expected to finally reach the public “coming to terms with the Communist past”
Sommer showed that, after the digitization project became the flagship of the archives’ in-
stitutionalization at the Institute for the Study of Totalitarian Regimes, its generous public
funding and a powerful political baking turned the seemingly neutral technology into an
instrument producing a dominating interpretation of the past, which saw the repressive
policies as the fundamental, if not only characteristic of Communism.

While Sommer’s study identifies the politics of history that different actors practiced
while drawing public attention to digital technology, the present study focuses on popular
approaches and their implications for general social phenomena such as historical con-

2) Sheila Fitzpatrick, On Stalin’s Team: The Years of Living Dangerously in Soviet Politics (Princeton: Princeton
University Press, 2015). Czech translation: Sheila Fitzpatrickova, Ve Stalinové tymu: Roky riskantniho Zivota
v sovétské politice (Praha: Argo, 2018).

3) See e.g. Digital Humanities portal, run by the Czech Academy of Sciences, accessed November 24, 2021,
https://digitalhumanities.cz/.

4) Vitézslav Sommer, “Decommunization as a digital utopia: Digitization of the communist State Security
archives in the Czech Republic,” Stfed / Centre 13, no. 1 (2021), 82-112.
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sciousness and collective memory. In doing so, it can make use of parts of existing social-
science production dealing with online remediation and digital culture in general and
their effects on shaping historical memory and identity. Andrew Hoskins devoted numer-
ous studies and edited volumes to the phenomenon, introducing a number of concepts ex-
plaining the transformed relationship between media and memory (connective turn, net-
worked memory) as well as the shift from the individual as a consumer of media to one
complemented by a role of producer and active user (produsage, participatory media).”) He
argues that the turn brings an ontological shift in what memory is and what memory does,
paradoxically both arresting and unmooring the past. Memory is liberated from the tradi-
tional spatial archive and from institutions in general; it can be distributed between brains,
but “this opening up of new ways of finding, sorting, sifting, using, seeing, losing and
abusing the past, both imprisons and liberates active human remembering and forget-
ting”®

The present study further refers to the extensive debate that has evolved around the
question how memory of specific pasts or particular events transforms through digital
technology. Alison Landsberg introduced the metaphor of prosthetic memory to describe
the mass-media production and dissemination of memory, in which it has become possi-
ble to have an intimate relationship to memories of events through which one did not live.
Prosthetic memories are personal, as they derive from engagement with mediated repre-
sentations of the past. Like an artificial body part, they are interchangeable and exchange-
able. They are even not geographically specific or serve to reinforce a group identity. Indi-
viduals can only share them with others, but their meanings can never be completely
stabilised.” The question of changing temporal and spatial boundaries of historical events
is also important for Roger I. Simon, who tried to prove that digital technologies offer a
productive space for assembling diverse groups of people to engage in an interactive prac-
tice of remembering together. He analysed the recent social-media discourse about the
1984 disaster of the gas leak in Bhopal, India. The practice of remembering together has
produced vast numbers of sites, social network profiles, blogs etc., people were put in re-
lation as they expressed and remade their connection to the historical event and each oth-
er. It is remarkable that the reflectivity characteristic for the communication about the
event is not a dialogue: the posts are not contingent on the substance of the previous ones,
as would be the case in a conversation. And yet, there is an extent of emotional continui-
ty, the sense of “just remembrance”, and a particular sense of commonality.? Andrew
Hoskins recently joined the discussion by drawing attention to the fact that individuals

5) Andrew Hoskins, “Digital Network Memory;” in Mediation, Remediation, and the Dynamics of Cultural Me-
mory, eds. Astrid Erll and Anne Rigney (Berlin: de Gruyter, 2009), 91-106; Andrew Hoskins, ed., Digital
Memory Studies: Media Pasts in Transition (New York and London: Routledge, 2018).

6) Hoskins, ed., Digital Memory Studies, 1.

7) Alison Landsberg, “Prosthetic memory: the ethics and politics of memory in an age of mass culture,” in
Memory and Popular Film, ed. Paul Grainge (Manchester: Manchester UP, 2003), 144-161. See also her
book Alison Landsberg, Prosthetic Memory: The Transformation of American Remembrance in the Age of
Mass Culture (New York: Columbia UP, 2004).

8) Roger I. Simon, “Remembering together: social media and the formation of the historical present,” in Heri-
tage and Social Media: Understanding heritage in a participatory culture, ed. Elisa Giaccardi (Oxon and New
York: Routledge, 2012), 89-106.
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and groups feel active in participatory media: “But it is precisely that feeling of being ac-
tive that hides the actual loss of control over what is in effect a convergence of communi-
cation with archive and [...] the culture of digital search.” Following the argument, he
went as far as declaring a “new memory boom of the self””

The present study examines the contemporary transformations of historical con-
sciousness and memory of the past through exploring creative approaches to digitised au-
diovisual material with history-related content, archival sources and professional arts pro-
duction. The user practice is conceptualized as appropriation, which enables inclusion of
a number of different modes from mere sharing of material under a title and description,
through sophisticated remix, to digital manipulation and deepfakes. Applying critical dis-
course analysis on a selected volume of examples, the study articulates historical interpre-
tation of new phenomena connected with general accessibility and pervasive use of the
technology by individuals and institutions that relate to the nature of human memory and
historical consciousness, and to the historical and archival expertise and curation practice.
It addresses the following questions: What strategies do creative users apply when appro-
priating the material? Do various forms of appropriation of audiovisual footage cause
shifts in the established historical narratives? If so, what kind of shifts are they? Does the
memory of historical events change in the digital era? What are the effects of all this for
historical expertise and archival practice?

In this study, the analysed corpus of videos will be exemplified through representatives
of four types of appropriations that had been identified. The examples will be approached
with an analytical toolkit inspired by the critical discourse analysis.'"” Appropriation is ex-
amined in terms of social practice and the link is sought between the communication
code, the ideological message included, and the historical context and factography. Com-
paring the original and the appropriation-related mutation, the study tracks the transfor-
mation of content, form, and position. The approach shares the interest in the range of cre-
ative strategies with media anthropologists.'” Yet it does not take the size of viewership,
the specific online platform, or the extent of professionalism in the appropriation into ac-

9) Andrew Hoskins, “Digital media and the precarity of memory,” in Collaborative Remembering: Theories, Re-
search, and Applications, eds. Michelle L. Meade, Celia B. Harris, Penny Van Bergen, John Sutton and Aman-
da J. Barnier (Oxford: Oxford UP, 2018), 371-385, quote from 378 and 380. Cf. Wulf Kansteiner, “Transna-
tional Holocaust Memory, Digital Culture and the End of Reception Studies,” in The Twentieth Century in
European Memory: Transcultural Mediation and Reception, eds. Tea Sindbzk Andersen and Barbara Térn-
quist-Plewa (Leiden: Brill, 2017), 305-343. For the reception of the theoretical concepts in East European
context see also Ellen Rutten, Julie Fedor and Vera Zvereva, eds., Memory, Conflict and New Media: Web
Wars in Post-Socialist States (Oxon and New York: Routledge, 2013); Mykola Makhortykh, “Remediating the
past: YouTube and Second World War memory in Ukraine and Russia,” Memory Studies 13, no. 2 (2020),
146-161.

The toolkit has been designed by Irena Reifovd, Assistant Professor of media studies at the Faculty of Social
Sciences of Charles University. Her references to Ruth Wodak, Norman Fairclough, and Teun van Dijk as
well as the toolkit design have been discussed and tested during the “Remediace audiovizualniho dédictvi
v prostfedi online popularni kultury” workshop at the Institute of Contemporary History of the Czech
Academy of Science on March 25, 2019.

The anthropological approach has been summarized by another colleague in the project: Abby S. Waysdorf,
“Remix in the age of ubiquitous remix,” Convergence: The International Journal of Research into New Media
Technologies 20, no. 4 (2021), 1129-1144.
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count. The main focus remains the identification of how historical themes are employed
and their interpretations altered more-or-less (sub)consciously, and what it says about the
current nature of relating to the past, its socially constitutive power, and the historical ex-
pertise.

1. Appropriating established narratives

Originally, the pop song Nase cesty [Our journeys] by Marek Ztraceny'® had nothing to do
with Communism or history in general. Its lyrics consist of unspecific phrases about hu-
man dedication to love and the need to seek it in a relationship, no matter how complicat-
ed the route may be: “Na cesté klikaty, / jsme jenom ja a ty, / nesmime zastavit, / jestli
chceme mit klid” [Along the curvy road / just you and I/ We mustn’t stop / If we wish for
some peace]. The professional team behind the official video decided to accompany the
broad lyrics with filmed scenes explicitly referring to a politically motivated escape from
Communist Czechoslovakia. A young attractive couple struggles through the forests of
South-Western Bohemia, drawn by the idea of freedom in the West and pursued by bor-
der guards. While one of the guards lets them flee, the voiceover says the song is dedicat-
ed to those who were not this lucky, and summarizes the atrocities “caused by Commu-
nism”.

In the comments bellow the official YouTube post, the audience responded in exactly
the projected manner. Viewers appreciated it both as “an adorable song” and “an impor-
tant memento”. While showing disdain for Communism in general, they expressed joy
that “that world” was gone.'?

Rather than an existing footage it is an established narrative what is appropriated here.
Hence, the video managed to build a link between the song and the idea of overcoming a
deplorable chapter in the history of Czechoslovakia. It enabled the vocalist along with the
audience to identify with those who attempted to escape and aspired for freedom. In this
case, professional film-making and a positive narrative were involved. In other instances,
the narrative can be more critical. For example, the video by Czech singer-songwriter
Xindl X, accompanying his song Cechééek a totacek [The Petty Czech and Petty Totality],
depicts a common civic conformity under Socialism through visual tricks of multiplica-
tion and associates it with the present-day political nostalgia for Communism.' Far more
frequently though, pop music consumers share songs that do not include any historical
reference on their profiles and add the context by themselves, inspired by a current anni-
versary of an event, somebody’s family history under Communism, or driven by disen-
chantment with current politics.

What all examples of this type of appropriation have in common is that historical ac-
curacy does not matter: in the case of the filmed escape, the formal visual attributes, the

12) “Marek Ztraceny — Nase cesty (oficialni video),” YouTube, 2019, accessed November 24, 2021, https://www.
youtube.com/watch?v=KzEdxAPNAiM&list=RDEM98mIRiclyqqtqsAjnReVEA&start_radio=1.

13) Ibid.

14) “Xindl X — Cechécek a tota¢ek,” YouTube, accessed November 24, 2021, https://www.youtube.com/watch
2v=ko8NsZtqw38.
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outfit of the couple, their car, and even the uniforms refer to the period of the late Social-
ism, i.e. the 1970s or 1980s, while the escape by walking through the border almost exclu-
sively took place at the turn of the 1940s and 1950s, before the Iron Curtain was complet-
ed. The visual style evokes the Socialist period, while the general attributes, such as the
barbed wire, armed border guards etc., draw attention through their moral connotation.
The simplicity and familiarity of the narrative are the keys to building its connection to the
song, what makes its commercial or emotional exploitation feasible.

2. Appropriating the archival footage

The well-known Cerveny Hradek Speech by the then Communist Party Secretary Gener-
al Milos Jake$ played an important role during the summer and autumn of 1989, when it
contributed to the radicalization of anti-Communist sentiments in Czech society. Curi-
ously enough, the footage had been widely “shared” and publicly circulating long before
the digital era, although the analogue technology only enabled copying audio cassettes
and playing them at private gatherings. What remained hidden from the audience then
and what is not a part of the established collective memory of the event is that the “speech”
was a remix, a heavily edited version of a short statement by Jake$ and the following Q&A
session at a meeting of regional party officials held in a culture centre at the outskirts of the
city of Pilsen on July 7, 1989. The event was recorded by a professional crew of Czechoslo-
vak Television and briefly featured in the evening news. Yet a copy of the full audiovisual
footage was appropriated and edited by a member of the crew.’® The most eccentric foot-
age — where the leader mixed up terms and sounded confused and overall funny — were
removed from the video track and leaked as an audio recording. Jake$ intended to speak
openly to his kin on politically sensitive issues such as the petition Nékolik vét [A Few Sen-
tences] and its wide support, including that by a number of popular singers and actors.
The edited version, on the contrary, made an impression of the Secretary General engag-
ing in an unintended poor stand-up comedy. More generally, it potentially showed a spir-
itual and political degeneration of the Communist Party and its apparatus.

It was this version that was understood as an authoritative source that was quoted, ap-
propriated and further modified. In the early 1990s, a project by earlier new-wave band
Ratataplan (also known as Pravda) produced a music remix, using dub rhythm, several
iconic sentences from the Cerveny Hradek Speech, picking up and looping words or
phrases. The Z4ddnej z nés [None of Us] vinyl single is still available on second-hand sites.
Twenty years later, the music remix was posted on YouTube, without a date or information
on its genesis.'® In most comments, viewers did not refer to the actual remix, its political
and music context, but to history in general. Compared to 1989, the interpretation shifts

15) Even detailed accounts of the event omit the act of editing the footage and keep referring to it as Jakess
speech, e.g. “Reportéti CT;” Ceskd televize, 16. 11. 2009, accessed November 24, 2021, https://www.ceskate-
levize.cz/ivysilani/1142743803-reporteri-ct/209452801240043/titulky/. Cf. the official report published in
1989: Vaclav Pergl, “Potfebujeme tvorivé mysleni a §ikovné ruce,” Rudé prdvo, July 18, 1989, 1-2.

16) “Pravda — Lidé bdéte! (1991) — Zadnej z nas (remix);,” YouTube, 2010, accessed November 24, 2021,
https://www.youtube.com/watch?v=0lIu_CxQYedo.
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toward a more tolerant, entertained tone: “Yeah, we must have this recording on a cassette
home somewhere [meaning the “original” of the Cerveny Hradek Speech]. Great memo-
ries :)”'” The audiovisual footage edited in 1989 was also shown by Czech and Slovak TV
on the so-called Velvet Night show in 1999, commemorating the 10th anniversary of the
democratic revolution in Czechoslovakia. Short clips from these have been digitised, fur-
ther edited, and put online under titles and descriptions by individual users. Yet again, un-
like in 1989, the clips are viewed with amusement, or even astonishment: Jakes and Late
Socialism now seem more open than traditionally perceived, and their economic ideas
even inspiring: “Yes, he was right. Just a pity he came up with these too late”'® The content
and the form remain the same, while the ideological position of the appropriator shifts
substantially.

Speeches by Communist leaders are a welcome source for digital user creativity.!” In
this respect, Gustav Husak, Communist Party Secretary General in 1969-1987 and Czech-
oslovak President 1975-1989, enjoys a prominent place in digital space. His New- Year ad-
dresses from 1976 to 1989 have been edited into a 36-second statement to evoke the idea
of stagnation and a lack of invention in the period.”” A number of his speeches at Com-
munist Party Congresses have been re-dubbed to refer to Communist atrocities or, ironi-
cally, to forecast post-1989 developments and the decay of the present-day political estab-
lishment.?V In the Husdk Dancing video, the kick-off is a short section of one of Husdk’s
excellent, charismatic speeches in 1968, when he asserts the right of the Communists to
defend their position within the context of the Prague Spring reforms, once “everybody
else got the right to speak out”. Yet, it continues with clips from the late 1980s, to confront
the assertive defence of Communists with scenes of various meetings expressing unani-
mous support to the Party, and footage of beating and detaining anti-Communist demon-
strators. The accompanying melody of “Be my, be my baby, be my little baby” by the Ron-
nettes fittingly contrasts with the police using water cannons against protesters.??
Curiously enough, it is this, relatively sophisticated remix that provoked some serious de-
bate among the commenting viewers on which achievements of the Prague Spring Husak
actually tried to defend by his twist away from a reformist politician to the proponent of
the so-called Normalization.

17) Ibid.

18) “Milous Jake$ na Cerveném Hradku — 17. 7. 1989, YouTube, accessed November 24, 2021, https://www.
youtube.com/watch?v=_e5hfcohY_U, the comment is from discussion at “Milous Jake§ 1989 Cerveny
hrédek — ekonomické otazky, sesttih,” YouTube, accessed November 24, 2021, https://www.youtube.com/
watch?v=kkVvPLXN2xo.

19) This is true also for much larger national and language communities. For example, a highly popular Russian
musician and youtuber Enjoykin mixed Leonid Brezhnev’s speeches with his own music: “Enjoykin —
Tloporue FOnbie [Ipysps,” YouTube, accessed November 24, 2021, https://www.youtube.com/watch?v=A-
Y20Cyk-Pc.

20) “Gustav Husédk — Novoro¢ni projevy 1976-1989 — unikatni a zébavny sesttih,” accessed November 24,
2021, https://www.youtube.com/watch?v=QiBm4YX9y24.

21) E.g. “Gustav Husak,” YouTube, accessed November 24, 2021, https://www.youtube.com/watch?v=0IoONg_-
PVM. “GUSTAV HUSAK; YouTube, 2011, accessed November 24, 2021, https://www.youtube.com/
watch?v=AQ092rRTr{E.

22) “Husak dancing,” YouTube, accessed November 24,2021, https://www.youtube.com/watch?v=]UXqe8ikpgU.
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The Czech video re-mediation scene also includes a case remotely reminiscent of the
international popularity of the clip from the Downfall,*> with Hitler shouting at his offic-
ers, that has been re-used many times by adding subtitles that deal with up-to-date and of-
ten highly profane issues which can produce a strong comical effect. A similar effect is reg-
ularly achieved by editing the visual track of a scene from one episode of Thirty Cases of
Major Zeman,*® a prominent Socialist-era TV thriller series. The first version of the re-
make was produced professionally in 1994 as part of the political satire Ceskd soda [Czech
Soda]. While in the original the Communist detectives watched the documentation of
their criminal object of investigation, in the remix their repulsed comments — such as
“T've never seen anything like that. He’s a monster, not a human?” or “Look at him. This is
an experienced trickster” — aimed at the then Czech Prime Minister Véclav Klaus whose
footage of playing the harmonica was edited in.® Since then the criminal has been re-
placed by other politicians, both Czech and Slovak, as well as by non-political, yet ill-
famed figures.?

Yet the intriguing phenomenon is the completely new “charge” of the scene. The orig-
inal Major Zeman series from the 1970s was made to promote a radical post-1968 (i.e.
hard-line Communist) interpretation of key events of post-war Czechoslovak history, and
was directly supervised by the Ministry of Interior and the Communist Party. According
to the series, the Socialist collectivization of agriculture faced armed insurgents that the
policemen had to find; the dissidents were depicted as layabouts and drug addicts, but
many of the episodes made up good action thrillers, even with a horror-movie touch. This
top example of — high-quality — Communist propaganda provoked a heated discussion
in the 1990s about whether it should be allowed to appear on TV again. Yet, after scandal-
izing the Czech public service TV for running it, several private channels benefited from
its popularity.” What is more important, however, is that within the remix, the detectives,
who are members of the infamous State Security, have become morally neutral, the con-
text of the series has turned comical, rather than political, and it is the previous Prime
Minister, rather than the Communist propaganda that is the object of parody.* A major
revision not only of the original narrative from the 1970s, but also of the radical anti-
Communist perspective of the 1990s.

The second type of popular re-mediations has demonstrated that remix is not exclu-
sive to the digital era. What the whole corpus of videos seems to suggest as characteristic

23) Der Untergang (Oliver Hirschbiegel, 2004).

24) Tticet pripadii majora Zemana (Jif{ Sequens, 1974-1979).

25) Ceska soda X. (Petr Ctvrtnicek, Milan Steindler, 1994). The clip is available as “Major Zeman: Vaclav Klaus
(Ceska soda),” YouTube, 2011, accessed November 24, 2021, https://www.youtube.com/watch?v=5NL131-iixY.

26) “Major Zeman vers Babi$, YouTube, 2017, accessed November 24, 2021, https://www.youtube.com/
watch?v=Zih3WkmcxHk. “Lhat Michal Hasek kontra major Zeman,” YouTube, accessed November 24,
2021, https://www.youtube.com/watch?v=SeY804uiTfo. “Pirat silnic Trpisovsky — Major Zeman parody,’
YouTube, 2011, accessed November 24, 2021, https://www.youtube.com/watch?v=M-5z9BZmj-o. “Major
Zeman sa hneva na Kapitiana Danka,” YouTube, accessed November 24, 2021, https://www.youtube.com/
watch?v=xd8d79qMB5o0.

27) Jan Zapotocky, “Serial Tticet pfipadii majora Zemana po roce 1989: jeho revitalizace, reflexe a deideologi-
zace [Thirty Cases of Major Zeman after 1989: The Series’ Revitalization, Reflection and De-Ideologiza-
tion]” (Unpublished MA thesis, FSV UK, 2013).
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for contemporary creative strategies though is the decreasing need to be original. Just the
opposite, it is even better if the object of your remix is known and the remediation repeats
the same joke. Nonetheless, changing some parts of the form of a well-known footage, i.e.
adding a different sound, subtitles, or changing a part of the video track, very easily shifts
the content connotations, foregrounds and backgrounds different content particles, and
thus transforms the message.

3. The remix wars

There are two further methods of using the digital technology for re-mediating audio-
visual content relating to the Communist past that deserve a brief mention. The first one
will be illustrated by a clash of amateur video compilations that address the unsettling case
of the Masin brothers of the early 1950s, its exploitation by political elites, and the uncer-
tain position of the Czech public toward it. As was most recently shown by Jaroslav Pinkas,
within his treatise on how to approach the case and its memory in teaching history at
schools, even though the Masin story has been researched thoroughly by historians, some
parts of their story make it one of the most controversial issues in the Czech public debate
on post-war history.?”

The interpretation of the insurgence and the violent escape of the group to West Ber-
lin has attracted a number of audiovisual contesters.’” The costs, including casualties, of
their insurgent activity are the centre of the argument. One position appreciates the Masin
family and their part in anti-Nazi resistance during WWII, but wavers when it comes to
killing a number of people while fleeing Czechoslovakia. The other position in the con-
flict, very much in line with how the Masin brothers themselves legitimized their conduct,
suggests that the early years of Communist dictatorship were a period of war, as declared
by the Communist Party on non-Communists, and the Masins were legitimate fighters in
war, where casualties belong.

All the videos imitate, with varying level of sophistication and technical ability, the tra-
ditional genre of documentary film. Some appropriate parts or full versions of documen-
taries created by Czech Television or other professional productions. Sections of inter-

28) “Major Zeman vers Babis,” YouTube, 2017, accessed November 24, 2021, https://www.youtube.com/watch-
2v=Zih3WkmcxHk.

29) Jaroslav Pinkas, “Ptipad bratrtt Masint,” in Tfeti odboj v didaktické perspektivé, ed. Jaroslav Pinkas (Praha:
NLN and Ustav pro studium totalitnich rezimd, 2020), 171-200.

30) E.g. “Bratti Masinové byli vrazi — dokument SNB,” YouTube, 2012, accessed November 24, 2021, https://
www.youtube.com/watch?v=IeSMLuwkj34. “Bratfi Masinové: hrdinové a partyzani,” YouTube, 2011, ac-
cessed November 24, 2021, https://www.youtube.com/watch?v=9_40RxBGuJc. “Ptedseda KSCM: Masinové
jsou vrazi a Lenin byl humanista,” YouTube, 2011, accessed November 24, 2021, https://www.youtube.com/
watch?v=yg9ZidRbfj8. “Ocenéni pro odbojovou skupinu brati Masint + anketa,” YouTube, 2012, accessed
November 24, 2021, https://www.youtube.com/watch?v=muKJILE9a0E. “A Tribute to Radek Masin,” You-
Tube, 2011, accessed November 24, 2021, https://www.youtube.com/watch?v=HGUpEmvI50Y. “Ctirad
Masin versus poslanec Stanislav Huml,” YouTube, 2011, accessed November 24, 2021, https://www.youtube.
com/watch?v=HFtwz-wuhO8. “Sudte je — Masini,” YouTube, 2009, accessed November 24, 2021, https://
www.youtube.com/watch?v=L{2tZSGRnwE.
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views, news outlets, existing documentary and feature films, but also camera shots of
archival documents and photos are pasted together and provided with title cards, reminis-
cent of silent film. The original source, date, title or copyright of the original footage is
never mentioned. It is fascinating that the same content can be used as an argument in
support of each of the opposite stances: the photo of Jaroslav Honzétko, the young police-
man who had been drugged and killed by the escaping Masins, can demonstrate the ruth-
lessness of the gang, or, in a different compilation, prove that the policeman did not feel
any pain and died immediately. The context of neighbouring material is the key: the same
photo can be placed next to a scene of a peaceful sunny afternoon in a small town, or next
to a footage, taken from a US documentary on Stalinism, with piles of bodies in mass
graves somewhere in the Soviet Gulag. In the latter case, a simple black-and-white title
card explains: “The Masin brothers have killed, / rather humanely / !!lonly a handful!!!!/
armed guardians of the communist regime.” The resulting card points to a Communist
Party MP, who engaged in the debate, and claims his lack of humanity as a result of his
“not liking the quick, light and painless death of Constable Honzétko”*"

What we are witnessing is a varying position accompanying a very similar form — the
music, for example, seems rather arbitrary, ranging from Mozart’s Requiem to Tina Turn-
er’s The Best — and even parts of content. Contrary to the basic impression the videos
make and their documentary and argumentative look suggests, most examples in the cor-
pus do not seem to have been produced to actually convince anybody from the opposing
camp or to carry on with a debate. Neither do they seek to shift any established historical
narrative. Instead, they only put a visual content in a certain context and produce a mean-
ing as a result. Most of the examples collected have been posted on sites whose audience
declare their identity in comments or when sharing the material. The videos are designed
to strengthen the tie with the story worshipped by the group and to dishonest those who
disagree. In this respect, they are worth comparing to other fan cultures explored in this
special issue of Iluminace — and to the following, final type of amateur videos.

4. Socialism is beautiful

The last type is especially difficult to tackle, using traditional historiographical concepts
and methods. We are clearly witnessing a rise of large participatory cultures around fan-
made videos combining special music styles with audiovisual footage from the Socialist
era in East-Central Europe, Asia and even Cuba. While the earlier phenomenon of Ostal-
gie had been explained by people’s traumatic loss of an existing universe combined with
economic difficulties,” the current nostalgic communities and their styles are vigorous in
a different sense. They play around with excerpted images and even ideological messages,
but these are mostly used as aesthetical ornaments accompanying — and accompanied by —

31) “Ctirad Masin versus poslanec Stanislav Huml,” YouTube, 2011, accessed November 24, 2021, https://www.
youtube.com/watch?v=HFtwz-wuhO8.

32) For summary of the original East German concept and its Czech reception, see Martin Franc, “Ostalgie
v Cechach,” in Kapitoly z déjin Ceské demokracie po roce 1989, eds. Adéla Gjuri¢ova and Michal Kopecek
(Prague and Litomysl: Paseka, 2008), 193-216.
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synth music. The vaporwave music style,* for example, has found its “socialist” divisions
of Laborwave, Sovietwave or even FidelCastroWave fanvid communities. The phenome-
non is not exclusive to amateur YouTube channels. A professionally developed and dis-
tributed video game The Workers & Resources: Soviet Republic was released in 2019. Play-
ers can build up their own republic “with a centrally-planned economy and transform a
poor country into a rich superpower”*¥ Not only does such admiration for the beauty of
Socialist-era manufacturing or large-scale farming seem to be a major retreat from the
post-material values and sustainability trends, but, as will be further demonstrated, we are
witnessing a new, ideologically highly ambiguous, and strongly aestetized re-mediation of
images from Communist dictatorships.

A Laborwave video is made of archival footage or photograph. It is rearranged, set to a
vaporwave, synthwave or other song, and altered through the uses of filters to give it a
1980s look, adding pastel colour tones, VHS-style lines or date graphics. This can be done
to still portraits of Karl Marx, videos of cars and people moving through East Berlin
streets,* but even to military parades and war action. As an example of the latter, Abby
Waysdorf tried to approach the cluster of “vaporwar” videos within the anthropological
part of the CADEAH project. Their makers adhere to a specific vaporwave-inspired style
of visual arranging clips of military footage — combat action from the Socialist era, but
also real footage from the Yugoslav war in the 1990s. They cut them up and edit to the beat
of a song, and add elements associated with vaporwave aesthetic, including that of styliz-
ing the word as “aesthetic” to mimic vaporwave’s drawn-out sound. The author of the
study concluded that the focus on aesthetics is the main quality of the videos, and the
main evaluative point for viewers. What matters most is that these militaries, either solic-
ited by viewers or found by creators, “look cool”: “Essentially, these are videos by military
content fans for military content fans”*

The matter seems more complicated when exploring historical narratives. With the va-
porwar style, that was just mentioned, the whole tragic message of war is missing: the pur-
ple colour tone and sluggish music may make one feel the military is “cool’, but does not
draw viewer attention to who are the men who are being captured in the video and led into
a school building or what would happen to them. Taking non-military videos into account
does not make the interpretation any easier. The content — form — stance analytical trip-
let is difficult to use, since even an image with an explicit message or even a slogan does
not have to preserve the ideological content traditionally associated with it, or it can still
have it on the side of the creator, but not the viewer, or vice versa. Let us take an example
from the current Sovietwave style, which combines modern synth music sounding like the
1980s with images from Soviet films, posters and photos.?” Several video compilations use

33) “Vaporwave,” accessed November 24, 2021, https://en.wikipedia.org/wiki/Vaporwave. Cf. Grafton Tanner,
Babbling Corpse: Vaporwave and Commodification of Ghoasts (Winchester and Washington: Zero Books,
2016).

34) “The Workers & Resources: Soviet Republic,” accessed November 24, 2021, https://www.sovietrepublic.net/.

35) “OSTBERLIN 1989,” YouTube, accessed November 24, 2021, https://www.youtube.com/watch?v=26K
d9zDqXdo.

36) Abby Waysdorf, Vaporwar and Military Contents Fandom. CADEAH Working Paper 2020.

37) E.g. “Our Dream — Sovietwave Mix,” YouTube, accessed November 24, 2021, https://www.youtube.com/




38  Adéla Gjuricova: History Reloaded: The Communist Past in Digital Space

photos of shabby Socialist residential buildings, factories or public institutions, in desert-
ed landscapes to accompany hours of melancholic Sovietwave music. In some cases, it is
the viewers who need to rationalize their position, as in case of a socially critical comment
that said: “Nostalgia for the USSR is not nostalgia for the past but for the lost future” —
and this single comment got hundreds of likes.* And, contrary to that, one can come
across a video with a supposedly explicit ideological image — a collage of the waving fig-
ure of Fidel Castro, next to a number of white-collar Cuban men with pensive engineer-
like looks, all set in purple tone, with an 3D grid connecting them to the mountains on the
horizon and the following words in a retro computing font: “Capitalism has neither the ca-
pacity, nor the morality, nor the ethics to solve the problems of poverty.” The text suggests
that the reference to the past is used as comprehensible frame that helps to communicate
topical issues of today, namely an explicit anti-capitalist critique. And yet, the few com-
ments just keep a celebratory tone: “Nice video, keep going comrade!™ To them, Fidel is
an ornament to music.

Conclusion

Historical consciousness is considered a general human competence and proclivity. Histo-
riography expressed its understanding of the relation between history, as an objective idea
and special analytical approach, and the subjective perception of the past through the con-
cept of memory. Until recently, it was believed that social groups, influenced by national-
ist or socially critical activists, tend to create relatively stable common collective memo-
ries. Such imagined bonds have had a far-reaching effect on the political and social
history in Central and Eastern Europe. They have played a major role in modern nation-
building, in population transfers and expulsions after WWII, or in dismantling the Social-
ist dictatorships in 1989 and replacing them with a widely shared anti-communist narra-
tive. As Maurice Halbwachs argued in The Collective Memory, his seminal work on the
concept that this text refers to, the stability, strength and endurance of collective memory
is not some accident, but depends upon “an interest, a shared body of concerns and ide-
as”* It is the common interest, a common motivation for remembering and constructing
the memory of certain things, while forgetting others that stood behind many social and
political movements and conflicts in the 19th and 20th century. A number of contempo-
rary authors, whose ideas are summarized in the introduction, have challenged the tradi-
tional concept of collective memory as applicable in the digital era.

watch?v=DMoCM_FgLP8. Popular Russian playlists also include videos that combine memes and music
from Chechen War. The ambiguous message connects with the society’s uncertain attitude to the war. See
e.g. “Chechen War Doomer Playlist,” YouTube, accessed November 24, 2021, https://www.youtube.com/
watch?zv=WkWWvbAMXAc.

38) “1 Hour Of Melancholic Sovietwave 2nd Mix,” YouTube, accessed November 24, 2021, https://www.you-
tube.com/watch?v=iLxj6 TbbtDk.

39) “Fidel Castro Wave — Laborwave, synths and beats against imperialism,” YouTube, accessed Novem-
ber 24, 2021, https://www.youtube.com/watch?v=9RNKI79k4 Yc.

40) Maurice Halbwachs, The Collective Memory (New York: Harper & Row, 1980), 119.
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Anti-Communist memory of the Socialist era, that became widely dominant across
East-Central Europe after 1989, was still constructed and preserved through the tradition-
al instruments of collective-memory building. The digital technology contributes to a de-
mocratization of the memory scene. Yet, the clusters of videos presented in this study were
to demonstrate that the digital has transformed the whole framework of historical memo-
ry and consciousness, but also of historical sources and expertise. We are challenged by
copyright issues and altogether new sites, ways of curation, and many other questions the
elaboration of which would go beyond the scope of this article. It focused on the extent to
which the technology allows that any aspect of popular appropriation of a historical mate-
rial — content, form or stance — is respected or changed, codified within a community or
played with by each individual user. The following three shifts represent the key trends in
transforming the established historical narratives and the emergence of narratives of a
new sort.

First, the source and its authenticity tends to become less important to digital users.
Contrary to traditional approach to historical material, where taking the source, its author
and provenance into account is a necessary aspect of the analysis and of the historical
craft, in popular digital appropriation, source is not mentioned, and nobody seems to miss
the information. Neither is it necessary that the specific footage is exceptional in any
sense. Contrarily, the focus is most often on the familiarity of the footage, or the reference
the image invokes. In other words, it has to be familiar to the viewers, then they react to it,
share it.

The second tendency is that large parts of historical contexts can be omitted or changed
in popular re-use. One can post a photo of a peaceful middle-class neighbourhood in
Warsaw taken during WWII or a scene of people sunbathing and playing volleyball at a
river bank in Prague in the 1950s, and attract large communities of fans, sharing their ex-
clamations of “envy”, happy memories, and desire for the times to return. The historical
context of the scenes — the Nazi occupation and the Holocaust, or the Stalinist phase of
Czechoslovak Communist dictatorship can be left out from the online situation. Andrew
Hoskins coined this principal accident of digital memory as emergence: digital technology
creates vast potential for the digitized past “to emerge, awaiting (re)discovery, (re)connec-
tion and (re)mediation, in unprescribed and unpredictable future times”.*" Yet the incli-
nation can go beyond the missing historical context. In fact, any of the triplet of compo-
nents tracked by the analysis — i.e. content, form, and position — can be “switched oft”
and not taken into account, as was the case of the Laborwave video of cars and people
moving through East Berlin streets in the late 1980s: no position toward the East German
Communist Party was taken by its appropriation, which instead relied solely on its affec-
tion for the deserted streets and the pace which fitted the music added in the remix.

Third, new types of consumers of digital historical products seem to arise. As was pre-
viously shown, the videos and any other posts aim neither at contributing a rational posi-
tion to a debate, nor at building a long-term collective memory. And yet, this does not
make the resulting group sentiment toward the historical material any weaker. In other
words, people build communities around supposedly shared memories, such as escaping

41) Hoskins, Digital media and the precarity of memory, 385.
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through the Iron Curtain or being oppressed by Communist police. They tend to identify
with such memories, although in technical sense they have nothing in common with
them. That is by no means new. In human history, collective memories have routinely
been invented and intentionally created to revive or build certain, ethnic, gender, political
and other communities. Memories that spread through digital media and social networks —
similar to Alison Landsberg’s prosthetic memories as well as Roger I. Simon’s remember-
ing together, explicated above — are authentically shared thanks to and through one’s
presence and activity in the digital platform, but without any common social, ethnic, or
geographic background. The question of changing temporal and spatial boundaries of his-
torical events seems to be helpful in trying to interpret how the digital media support the
formation of new types of consumers and publics by enabling strangers to share their ex-
periences and renegotiate their relations to specific historical events and to each other.

In spite of the popularity of historical subjects in the current digital culture, the actual
sense of history seems to diminish. We have new ways of searching, organizing, sharing,
and comparing (and manipulating) historical sources. Nonetheless, we also tend to know,
learn and (rationally) remember fewer and fewer historical facts. As Andrew Hoskins put
it, we replaced memory with a “hyperconnective illusion of an open access world of the
availability, accessibility, and reproduceability of the past”*? The past has been stripped of
its previous coherence and stability and replaced by emotionally powerful representations
of remembering together. This facilitates identification with those memorialized, yet it is
the awareness of the complexities of the past that is at stake.
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(A)historicky fandom Jane Austen:
z vysoké kultury do popularni a zpét

(A)historical Fandom of Jane Austen: From High Culture
to Popular Culture and Back

Abstract

This paper deals with Jane Austen fandom, and works with the assumption that fandom is not just
a modern phenomenon but rather a historical one. This text is based on the notion that fandom can
be a manifestation of a new form of religiosity, taking inspiration from the term “cult fandom” (coi-
ned by Matt Hills). I am concerned with Austen as a published and praised author during her lifeti-
me; how her works came to be a part of literary canon; and how the elitist fandom and popular fan-
dom are both connected to their idol. The aim of this article is to show that we can find roots of
fandom in a more distant past, and fans of the canonical writers can manifest themselves with the
same activities and practices like any other media fandom.

Keywords
literary fandom, cult fandom, implicit fandom, Jane Austen, history of fandom

Klic¢ova slova
literdrni fandom, kultovni fandom, implicitni fandom, Jane Austen, historie fanouskovstvi

Medialni fanouskovstvi si mnozi z nas v soucasné dobé predstavuji predevsim v souvislos-
ti s modernimi fenomény, jako jsou popularni hudebni kapely, televizni serialy nebo fil-
mové blockbustery. Nicméné koteny fanouskovstvi nalezneme mnohem dal v historii, kdy
se vazalo na literdrni autory coby jedny z prvnich slavnych osobnosti.

Tento prispévek se zabyva fandomem Jane Austen a jeji tvorby, pricemz ke spisovatel-
ce pristupuje jako k rané celebrité a k jejim ¢tenartim jakozto k prototypu fanouska. A¢-
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koli nalezneme knihy i studie, které se zabyvaji riznymi adaptacemi dél Jane Austen a pro-
nikdnim jejiho dila do populdrni kultury, tento text bude k ,Janeitim® pristupovat
z pozice fanouskovskych studii. Aktivity a praktiky milovnika dila Jane Austen budou re-
flektovany s odkazem na tzv. kultovni fandom, tak jak jej pojal Matt Hills (2002) coby ,,na-
boZenstvi“ svého druhu,” a na koncept aficionados jako teoreticky rdmec pro fanousky
kanonické literatury® obecné. Prostfednictvim kompilace jiz existujicich poznatk zahra-
ni¢nich autort ptispévek sleduje historické projevy elitnich fanouski (aficionados) a po-
stupné pronikani dila Jane Austen do popularni kultury i mezi $ir$i publikum, odkud po-
chazeji i bézni fanousci. Cilem ¢lanku je ukézat, Ze fanouskovstvi kanonické literatury
nabyva stejnych podob jako jina medidlni fanouskovstvi, a Ze netvori jen moderni podo-
bu medialniho konzumentstvi a sledovani aktualnich trendi, ale jde i o zdlezZitost historic-
kou.

Fanouskovstvi v historii

Jako fanouska zpravidla oznacujeme jedince, ktery chova k urc¢itému medialnimu obsahu
¢i verejné osobnosti citovou vazbu presahujici béznou konzumaci sdéleni. Fandom poté
predstavuje kolektivni oznaceni téchto jedinct. Pojem fanousek (anglicky fan) vychazi ze
zakladu slova fanaticus, tj. fanaticky. Fanati¢nost odkazuje k vagnivému, horlivému nésle-
dovani, posedlosti a nekritickému postoji. Objevuji se ovsem i nazory, Ze tento pojem mél
svtj kofen i ve slové fancy, coz v angli¢tiné odkazuje k zalibeni, oblibé.” Uz jen z téchto
dvou nahledii na zaklady slova fanousek mazeme vidét, ze citové vazby charakterizujici
tento fenomén se pohybuji spiSe na urcité skale, nez aby tvorily konkrétni, ustilenou po-
dobu fanouskovstvi. Ani etymologie dal$iho pojmu pro nadseni, entuziasmus, nedokaze
zmirnit pfipadné spojeni s negativnimi konotacemi. Slovo entheos pochazi z fectiny
a oznacuje nabozensky koncept posedlosti bohem. Propojeni fanati¢nosti, posedlosti a as-
pekttl ndbozenstvi muze tedy obraz fanouskovstvi dodnes poskozovat tzv. patologickym®
pojetim.

Medicinsky a psychologicky diskurs 19. stoleti se snazil pro riizna lidskd jednani nalez-
nout jista pojmenovani a vymezit, jaké chovani je jesté prijatelné a které je jiz ,,za hranou®
V kontextu fanouskovstvi se hovofilo o ménii,” jez postihuje jednotlivce, popfipadé o da-

1) Matt Hills, Fan Cultures (London: Routledge, 2002).

2) Koncept aficionados se vztahuje obecné k elitni formé fanouskovstvi a jeho projeviim, které odkazuji k od-
bornym znalostem, vy$$imu kulturnimu statutu a snaze odlisit se od ,,béZnych®, emocemi vedenych fanous-
kovskych projevil. Spojovan je tedy napf. s divadlem ¢i vaznou hudbou; v tomto ¢lanku jej budu uzivat
v souvislosti s fandomem klasické literatury. (Viz dale).

3) Daniel Cavicchi, ,Fandom Before ,Fan": Shaping the History of Enthusiastic Audiences, Reception: Text,
Readers, Audiences, History 6, ¢. 1 (2014), 54.

4) Patologické vymezeni fanouskovstvi odkazuje ke zminovanym negativnim konotacim: nekriticky postoj, fa-
natické a obsesivni sledovani. V tomto pojeti je fanousek odpovédi na tzv. star systém a obéti manipulace
médii. Je iracionalni, nedokéze rozeznat fantazii od reality. Joli Jensen, ,Fandom as Pathology: The Conse-
quences of Characterization®, in The Adoring Audience: Fan Culture and Popular Media, ed. Lisa A. Lewis
(London: Routledge, 1992), 9-26; Henry Jenkins, Textual Poachers: Television Fans & Participatory Culture
(New York: Routledge, 1992).

5) Pojem francouzského psychiatra Jeana-Etienna Dominiqua Esquirola, ktery v roce 1810 popsal ¢4st mozku,
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vovém chovdni, jak jej popsal Gustave Le Bon.® Strach z velkych skupin soustfedénych na
jeden podnét byl (a do jisté miry stale je) spojovan s nekontrolovatelnym a deviantnim
jednanim, které je ze zasady anti-spolecenské. Jakékoli skupiny odlisujici se od vétsiny
tedy predstavuji néco, nad ¢im je potteba ziskat kontrolu a vii¢i ¢emu se vymezit. V tom-
to ohledu nékteti autoti fanouskovstvi definuji prizmatem subkulturni” teorie, ktera se té-
mito ,,jinymi“ skupinami zaobira. Fanouskovstvi, ackoli spliiuje nékteré aspekty subkultu-
ry, v§ak jako jeji synonymum nevnimam. Zatimco fanouskem se mtize stat kdokoli bez
ohledu na sociodemografické charakteristiky ¢i Zivotni postoje, subkultury predpokladaji
jisté ideologické presvédéeni a snahu odlisit se od mainstreamové kultury.?

Literaturu si spojujeme s vysokym uménim, se vzdélanosti a kultivovanosti, kde hyste-
rické davové projevy nemaji misto. I proto muze literarni fanouskovstvi v tomto pripadé
pro mnohé predstavovat oxymoron, podobné jako je tomu u pojmu kulturni priimysl, kte-
rym se zabyvali Max Horkheimer a Theodor Adorno (1944, ¢esky 2009).” Podle nich
umélecka dila pod vlivem masové produkee ztraceji svou piivodni originalitu a autentic-
nost a jejich standardizace ¢ini z pfijemct pasivni obéti, kterymi Ize snadno manipulovat.
Podobnou kritiku masové kultury ptinasi napiiklad i Dwight Macdonald (1953)'” nebo
Antonina Kloskowska (1967).'" Literarni dila, zejména ta, kterd jsou zafazena do tzv. ka-
noni,'? jsou ovSem povazovand za tradi¢ni uméni, za vysokou kulturu. Fakt, Ze nékteti
autofi byli ve své dobé pomérné popularni a dd se fici ,,mainstreamovi®, tento elitarsky
pristup spise opomiji. Pfitom spisovatelé se daji povazovat za prvni medialni celebrity
a jejich oddani ¢tenari zase za potencialni fanousky.

Masovou kulturu zde nezminuji ndhodné. Fanouskovstvi a nasledovani celebrit se roz-
viji spole¢né s rozmachem masovych médii a $ifenim medidlnich obsaht mezi Siroké vrst-
vy spole¢nosti. Knihy a periodické tiskoviny, jakozto jedny z prvnich masovych médii, ke
kterym se mohli dostat gramotni lidé, ptirozené prispivaly k popularité spisovatelt. A to
si uvédomovali i autoii — publikovat povidky v ¢asopisech nebylo nic neobvyklého. S po-
stupnym rozsifovanim fotografie jako média se k diliim pridavaly i tvare jejich autort,

kterd muze vytvaret abnormalni posedlost jistym objektem, jinymi slovy ménii. Uz v roce 1833 se v Encyklo-
pedii praktické mediciny objevil pojem muzikomdnie, oznacujici ochromujici vasen pro hudbu. Cavicchi,
»Fandom Before ,Fan“, 63.

6) 'V knize Duse davu (1895) autor popisuje zménu jednani v davu, kolektivni dusi, ztratu individuality a vse-
obecné pohlceni emocemi, které ovladaji i zpravidla rozvazné jedince, pokud se v davu ocitnou. Gustave Le
Bon, Psychologie davu (Praha: KRA, 1994).

7)  Jako subkulturu chapu skupinu lidi, kterou spojuji spole¢né ideje, jez se zaroven odlisuji od dominantni spo-
lecenské ideologie. Subkulturu charakterizuje propojeni hodnot, postoju, urcitého stylu vyjadieného mate-
rialnimi artefakty a interakce mezi jejimi ¢leny. Srov. Stanley Cohen, Folk Devils and Moral Panics: The Crea-
tion of the Mods and Rockers (London: Paladin, 1972); Dick Hebdige, Subculture: The Meaning of Style
(London: Routledge, 1979).

8) Viz. Anna Bil4, ,Hudebni fandom a/vs. subkultury: perspektiva kulturalnich studii, Medidlni studia 13, ¢. 2
(2019), 143-159.

9) Theodor W. Adorno - Max Horkheimer, Dialektika osvicenstvi: filosofické fragmenty (Praha: OIKOYMENH,
2009).

10) Dwight Macdonald, ,,A Theory of Mass Culture, Diogenes 1, ¢. 3 (1953), 1-17.

11) Antonina Kloskowska, Masovd kultura: Kritika a obhajoba (Praha: Svoboda, 1967).

12) Kdnonem rozumim soubor dél, ktera jsou oznac¢ovand jako klasickd a ustéla zkousku ¢asu, takze se k nim
nové generace neustdle vraceji. O uzivani pojmu kénon a jeho historii piSe napfiklad Henryk Markiewicz,
,O literdrnich kdnonech®, Aluze, ¢. 3 (2007), 63-73.
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s filmem a rozhlasem uz byl postupné ustavovan diskurs celebrit; a fanouskovstvi mtizeme
povazovat za zdroj vzniku star systému, ale i za jeho dusledek. Jinymi slovy: ,,Nebyla by
sldva, kdyby nebylo fanouski, a nebylo by fanouskt, kdyby nebyla média.“!¥

Zpétné definovani toho, co jesté fanouskovstvi je a co neni, je nutné reflektovat jako
teoreticky konstrukt. I samotné slovo fanousek se zacalo pouzivat az koncem 19. stoleti,
tehdy navic k oznaceni pfiznivcl baseballu.'¥

Periodicky tisk umoznil ¢tenaftim sledovat jejich tymy v textové podobé, a citit se
jako soucast komunity fanouskd, aniz by museli dorazit na stadion. [...] Slovo ,fa-
nousek se pak zacalo objevovat i v prvnich filmovych ¢asopisech a ozna¢ovalo oso-
bu, kterd sledovala filmy stejnym zptsobem, jako baseballovi fanousci sledovali své
oblibené tymy. [...] Zaroven prvni filmové magaziny si brzy uvédomily, Ze tento od-

dany zdjem ¢ini z fanousku idedlni konzumenty.'?

Rozvoj masovych médii byl tedy pro fanouskovstvi zasadni, stejné jako zajmové pub-
likum pro masova média.

Neni mozné zeptat se tenarii 18. ¢i 19. stoleti na to, zda by se povazovali za fanousky
¢ine. Av$ak nékteré zdznamy o jejich aktivitdch ¢i osobni deniky nabizeji moznost, jak na-
hlédnout do jejich kazdodenniho Zivota. Daniel Cavicchi naptiklad takto analyzoval deni-
ky hudebnich nad$enct a z jejich zdznami vyvodil, ze ackoli nepouzili explicitni oznaceni
»fanousek", popsali své zazitky presné tak, jak o nich hovofi dne$ni fanousci. Popisovali
nadseni, elektrizujici atmosféru koncerti, snahu ziskat ta nejlep$i mista, pocit soundlezi-
tosti v daném okamziku. Zaroven také kladli diiraz na osobnost umélce — tito lidé popi-
sovali, Ze cilené vyhledavali vystoupeni svych oblibenct, ke kterym citili obdiv, a idealizo-
vali si predstavu uréitého citového spojeni s témito prvnimi celebritami. Zaroven sbirali
memorabilie — vstupenky nebo notové zapisy predvadénych dél — a chtéli se s témito
umélci setkat.'”

Datace pocatku fanouskovstvi se také lisi kulturnim kontextem: ,,Britsti teoretici ¢asto
povazuji dila Jane Austen a Arthura Conana Doyla jako zaklady vzniku fandomu [...],
Americ¢ané ale trasuji pocatky fanouskovstvi pres serial Star Trek v 60. letech k ¢asopistim
o science fiction na pfelom 20. a 30. let.“!” Vzhledem k tématu tohoto ¢lanku se pfiklanim
k britské tradici a kofeny fanouskovstvi spatfuji u ¢tenaru literatury 18. a 19. stoleti.

Historické zaznamy popisuji i dalsi projevy fanouskovského obdivu a aktivity zasahu-
jici do oblasti poradatelstvi (tj. jedné ze signifikantnich fanouskovskych aktivit, viz dale).
V roce 1769 obdivovatel Williama Shakespeara David Garrick usporadal festival ,,Shake-
speare Jubilee“ v rodisti spisovatele. K této prilezitosti se ve Stratfordu nad Avonou kona-
ly privody, ohnostroje a jarmarky. Néktefi mistni femeslnici zdjem navstévnika vyuzili

13) Kerry Ferris — Scott Harris, Stargazing: Celebrity, Fame and Social Interaction (New York: Routledge, 2011), 13.

14) Daniel Cavicchi, ,,Foundational Discourses of Fandom, in A Companion to Media Fandom and Fan Studies,
ed. Paul Booth (Hoboken: John Wiley & Sons, 2018), 27.

15) Alexandra Edwards, ,,Literature Fandom and Literary Fans®, in A Companion to Media Fandom, ed. Booth,
53.

16) Cavicchi, ,,Fandom Before ,Fan™, 56-60.

17) Edwards, ,Literature Fandom and Literary Fans®, 51.
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také k prodeji suvenyra s motivy Velkého Barda.'® Garrick byl zaroven hercem, ktery vy-
stupoval v mnoha jeho hrach, a nechal také na svém pozemku vystavét kapli, do niz umis-
til spisovatelovu bustu, aby méli poutnici misto, kde se mu mohou poklonit.!” Dalsi vy-
znamnou spisovatelskou osobnosti, u které mizeme identifikovat znaky fanouskovského
nasledovani, je Arthur Conan Doyle. Jeho pravdépodobné nejslavnéjsi literarni postavou
je Sherlock Holmes, jenz se tési popularité nejen v souc¢asnosti vlivem adaptace BBC s Be-
nedictem Cumberbatchem v hlavni roli, ale Gspéchy zaznamenaval i v dobé vydani Doy-
lovych romant. Povidky se Sherlockem Holmesem vychazely v letech 1891-1927 v ¢aso-
pise Strand Magazine. V roce 1893 Doyle nechal v jedné povidce hlavni postavu zemfit,
coz se setkalo s kritikou fanouska. Ti posilali spisovateli dopisy, Zadali o navrat postavy
a psali také vlastni povidky rozvijejici Holmesovy pribéhy. Tlak byl nakonec tak vytrvaly
a silny, Ze po roce 1902 Doyle Sherlocka Holmese v dal$ich povidkach ,,0Zivil“*” Tyto his-
torické priklady fanouskovskych projevii ndm napovidaji, Ze skupiny aktivnich recipientt
mély i v minulosti tendence Zivit zajem o jistd dila a udrzet je co nejdéle v povédomi spo-
le¢nosti (nejen) pro vlastni potéseni. Z takového dlouhého trvani fenoménu se pravé diky

7y.o

aktivité ¢tenafd, posluchaci ¢i divakd vyvijeji tzv. kultovni fandomy.

Celebrity a kultovni fandom

Matt Hills definuje kultovni fandom jako takovy, jemuz ,,chybi novy ¢i pivodni material
“2) a jehoz ,ptvodni artefakt opustil mainstreamovou kulturu®??
Jeho vymezeni také odpovida popisovanym literarnim fandomiim; uz nevychazi zadné
nové hry od Shakespeara nebo povidky od Doyla, ve spole¢nosti pretrvavaji jenom jejich
puvodni dila, ze kterych byl zaroven vytvoren kanonicky objekt. Nadale jsou ovéem ak-
tudlni a popularni, a to pravé diky neustalym adaptacim téchto kultovnich dél, které maji
potencidl generovat nové fanousky.”> Adaptace jako Romeo a Julie (1996) Baze Luhrman-
na s Leonardem DiCapriem a Claire Danes v hlavnich rolich ptiblizila Shakespearovo dilo
mlad$im generacim pravé originalnim zpracovanim a zasazenim do moderniho svéta
a atraktivniho prostredi plaze, obchodnich rivalii a prestielek; podobné 10 diivodii, pro¢ té
nendvidim®» (1999) s Heathem Ledgerem a Julii Stiles prepracovava hru Zkroceni zIé Zeny.

ve zdrojovém médiu

18) Na zakladé této prezdivky Williama Shakespeara se i jeho fanousci nazyvaji Bardolatoti. Bardolatry je spo-
jenim slov Bard a latria (fec. uctivani).

19) llya Gililov, The Shakespeare Game: The Mystery of the Great Phoenix (New York: Algora Publishing, 2003),
171-172.

20) Srov. Nancy Reagin - Anne Rubenstein, ,,,I'm Buffy, and you’re history*: Putting fan studies into history*,
Transformative Works and Cultures, ¢. 6 (2011), cit. 14. 6. 2021, https://journal.transformativeworks.org/in-
dex.php/twc/article/view/272/200.

21) Hills, Fan Cultures, x.

22) Kristin Barton - Jonathan Malcolm Lampley, Fan Culture: Essays on Participatory Fandom in the 21st Cen-
tury (Jefferson: McFarland, 2014), 5-6.

23) Johnathan H. Pope, Shakespeare’s Fans: Adapting the Bard in the Age of Media Fandom (Palgrave Macmillan,
2020), 10.

24) V tomto filmu se navic objevuje fanynka Shakespeara, vedlej$i postava jménem Mandella, ktera cituje jeho
hry, ma ohromné znalosti o jeho dile a zaroven si na ples oblékne historické saty ze 17. stoleti.
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Stejné tak je tomu i v pfipadé Sherlocka Holmese, jehoZz zminovana televizni adaptace od
BBC (2010-2017) s Benedictem Cumberbatchem a Martinem Freemanem v hlavnich ro-
lich méla vysokou sledovanost nejen v Britanii.

Pojem kultovni odkazuje k jisté formé ndbozenstvi.

Fandom, podobné jako nabozenstvi, v sobé zahrnuje intenzivni citovou zku$enost.
Véci, které milujeme — filmy, televizni serialy, knihy, hudba — nezakous$ime jenom
jako text, ale i jako d¢jisté intenzivniho emocionalniho spojeni. Pfindseji nam ob-
rovskou radost i vztek. Uklidiluji nds nebo nds pobizeji k aktivismu. Buduji komu-
nitu a zdroven poskytuji podnéty pro osobni rozjiméni.”

Hills pfitom ale nechce klast mezi ndbozenstvi a fandom rovnitko, naopak spise jen
poukazuje na urcité podobnosti.?”

Podobné k této paralele pfistupuje i Daniel Cavicchi (1998), ktery uvadi nékolik struk-
turdlnich podobnosti mezi fanouskovstvim a nabozenstvim:*”

« vytvareji blizkost k jinak nedosazitelnému druhému,

 poskytuji ur¢itou moralni orientaci ve svété,

o kazdodenni zivot jednotlivci zasvécuji interpretaci texti a komunité zaloZené na sdile-
né odevzdanosti.

I pres tyto podobnosti nemiizeme fanouskovstvi povazovat za nabozenstvi, presnéjsi je
uvazovat o prvcich nabozenstvi ve fandomu. Neexistuje totiz Zadna jednotna teologie a fa-
nousci mohou ,,uctivat” vice nez jednu ,,bozskou* entitu nardz.*® Nic v§ak fanouskim ne-
brani uzivat nabozenské fraze k tomu, aby popsali své zkusenosti — kdyz objevili néjaky
medialni text ¢i celebritu, byli podle svych slov ,,znovuzrozeni® ¢i ,,spaseni®, o svych ido-
lech mluvi jako o ,,bozich, o cestach na koncerty nebo do rodist idolt hovorti jako o ,,pou-
tich®

Kult v kontextu fanouskovstvi oznacuje objekty budici silnou intenzitu zdjmu, generu-
jici ur¢ity typ publika a miru oddanosti, a odkazuje i k dlouhodobému pretrvavani oblibe-
nosti ve spole¢nosti. MtiZe se vztahovat jak k primarnim textim (tj. ,,kultovnim textim®),
tak k fandomu (tj. ,,kultovnimu fenoménu*).>” Zdrojem vzniku kultovniho fandomu mo-
hou byt i celebrity samotné — jejich vefejnd persona je tvorena souborem medialnich tex-
t a obraztl, jimiz jsou obklopovani a které proudi k medialnim pfijemctim. Na tuto verej-
nou image se navazuji fanouskovské komunity; celebrita jakozto text pak zastfesuje rizné
aktivity a praktiky vztahujici se k jejim diltim. Neni nahodou, Ze jména slavnych osobnos-

25) Lynn Zubernis — Katherine Larsen, ,Make Space for Us! Fandom in the Real World®, in A Companion to Me-
dia Fandom, ed. Booth, 215.

26) Matt Hills, ,Sacralising Fandom? From the ,Loss Hypothesis® to Fans ,Media Rituals
(2013), 13.

27) Daniel Cavicchi, Tramps Like Us: Music and Meaning Among Springsteen Fans (Oxford: Oxford University
Press, 1998), 186.

28) Mark Duffett, Understanding Fandom: An Introduction to the Study of Media Fan Culture (London: Blooms-
bury, 2013), 253.

29) Srov. Matt Hills, ,Media Fandom, Neoreligiosity, and Cult(ural) Studies®, The Velvet Light Trap 46, (2000),
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ti (¢i dél) jsou nasledné vyuzivana k pojmenovani celého fandomu: napriklad fanousky
sagy o Harrym Potterovi oznac¢ujeme jako Potterheads, fanousky pribéht detektiva Sher-
locka Holmese jako Sherlockians, fanousky dila Williama Shakespeara jako Bardolators
atd.

Matt Hills podobné poukazuje na tfi konstitutivni ¢asti kultu: afektivni, tj. vyvolavaji-
ci silné fanouskovské vazby; lingvistickou, tedy ptijeti kultovniho diskursu; a tempordlni,
tj. kult pretrvava v ¢ase.’ V pfipadé fandomu Jane Austen, o kterém pojednava tento text,
se tyto konstitutivni ¢asti projevuji v podobé silnych emoci pti konzumaci autorc¢inych
dél; prijetim fanouskovského jazyka i historického odkazu autorky; a uvédomovanim si
dlouholeté tradice popularity austenovskych dél i fanouskovského nasledovéni, které je
reprezentovano napf. oficidlnimi organizacemi, jako je Jane Austen Society (viz dale).

V tomto ohledu tedy spisovatelé a spisovatelky literarniho kdnonu predstavuji kulty
vystavené na autorské osobnosti a popularité svych dél. Vyznacuji se dlouhotrvajicim
a silnym fanouskovskym nasledovanim, které se neustale obnovuje pod vlivem riiznych
novych adaptaci a cirkulace obsahu ve vefejném prostoru.

Fandom literarniho kdnonu

Z historickych prikladii i z definice kultovniho fandomu je tedy patrné, ze spisovatelé pa-
trili mezi prvni medialni celebrity, kolem nichz se seskupovaly skupiny jedinct, které by-
chom mohli dne$ni optikou oznacit za prvni fanousky. Od roku 1910 se tak k propagova-
ni knih ¢tendttim zacalo vyuzivat rovnéz fanouskovské identity. Od 20. let pak reklamy ve
vydavatelském odvétvi uzivaly oznaceni knizni fanousek jako ,,zkratku pro vasnivé konzu-
menty knizni formy [...] a jako odli$eni od béznych ¢tenart. Toto vymezeni ukazuje, Ze
koncept oddaného konzumenta jakozto fanouska se posunulo od filmového a sportovni-
ho pramyslu a naslo své misto na literdrnim trhu.“*? Béhem let 1880-1940 média kon-
struovala pojeti fanouskd predevsim skrze reklamy a interaktivni obsah, jako jsou ¢tenar-
ské dopisy (jak v tisku, tak v rozhlase). Vrely vztah k literature samoztejmé nebyl ni¢im
novym; co se vSak zménilo, bylo vyjadfovani médii o va$nivych ¢tenarich — ,literarni fa-
nousek® nové oznacoval specifickou identitu, kterd v sobé zahrnovala jak urcity jazyk
(zptisoby vyjadfovani, znalosti fanouskovského slovniku), tak soubor praktik (konkrétni
aktivity jako napt. sbératelstvi).*

Literaturu 17., 18. a 19. stoleti z dne$niho pohledu povazujeme spise za soucast vyso-
ké kultury. Z téchto staleti pochazi nejvice polozek v seznamech kanonické, povinné lite-
ratury, predev$im co se ty¢e obdobi romantismu. Nékdy zapomindme na skuteénost, Ze
tito autori mnohdy publikovali i pro $iroké publikum. Pfi zbézném pohledu bychom si asi
nepredstavili tehdejsi ¢tendfe jako fanousky; nabizi se spise obraz kultivované ¢tenarské
obce, kterd kriticky premysli nad filozofickymi aspekty v knihach. Nicméné i v oblasti li-
teratury nalezneme patologizujici tradici, jakou jsem nastinila dfive u definovani fanous-

31) Hills, Fan Cultures, xi.
32) Edwards, ,Literature Fandom and Literary Fans®, 55.
33) Tamtéz, 58.
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kit obecné. Reverend Thomas Frognall Dibdin v roce 1809 vydal knihu s ndzvem Biblio-
manie, aneb knizni $ilenstvi (Bibliomania; or Book-Madness).* Dibdin byl knihovnik,
jenz formou fikénich rozhovort popsal priznaky ,nemoci, kterd se projevovala ,knizni
obsesi“. Byt se jednd o dilo fikce, navic spise parodického razu, bibliomanie se ve vefejném
povédomi usadila. V psychologii je spole¢né s bibliofilii definovana nasledovné:

Bibliomaniaci i bibliofilové miluji knihy, ale bibliomaniaci je miluji jakozto objekty
samotné, jako unikatni, vzaicné ¢i neobvykle krasné objekty. Bibliofilové miluji kni-
hy pro jejich obsah; a i kdyz obdivuji jemné detaily vazby a estetiku typografie, chté-
ji knihu, kterd jim sedi a kterou si mohou pre¢ist.’”

JelikoZ se obdobi romantismu vyznacovalo ur¢itou modou sbératelstvi knih a vytvare-
ni ohromnych domécich knihoven,* Dibdin pravdépodobné citil potfebu tento fenomén
popsat.

Ze vzne$eného uméni se tedy staval komercni objekt, ktery nutné neslouzil pouze ke
kultivovani ducha, nybrz i jako ukazka spole¢enského statutu ¢i kulturniho kapitalu. Byt
nelze tvrdit, Ze kazdy sbératel knih je nutné i jejich fanouskem (jak napovida zminénd de-
finice bibliomaniaka), kazdy milovnik knih je do jisté miry sbératelem (jak je tomu v pri-
padé bibliofila) — i kdyby jen jednoho oblibeného autora, Zanru ¢i konkrétniho dila.

Jane Austen, jejiz tvorbou se v tomto ¢ldnku budu zabyvat, je jakozto autorka fazena
do zminovaného obdobi romantismu (s dozvuky predchazejiciho obdobi osvicenstvi). Jeji
dilo mélo z hlediska prodeje vytiskii i ¢tendfského zajmu uspéch jiz za jejiho zivota: pub-
likovala ¢tyti romdany, dva dalsi vysly po jeji smrti.*” Tehdejsi spisovatelky mély na rozdil
od svych muzskych protéjska vétsi prekazky v tom, jak mohly publikovat. Anglicka spo-
le¢nost zenam sice umoznovala psat, ovSem s jistymi vyhradami. ,,Psani bylo jednim z vy-
déle¢nych zaméstnani, kterym se Zeny mohly vénovat z domova, aniz by se vystavily ne-
bezpedi, ze narusi svou vézenost, jako tomu bylo u zpévacek ¢&i herecek.“*® Nicméné Zeny
té doby se mély vénovat predev$im domdcnosti a détem, a proto i spisovatelky Celily natla-
kéim na svou osobu kviili prevladajicim moralnim pravidlim, co by mély a nemély délat.
Z toho diivodu se mnoho z nich, véetné Austen, rozhodlo nejprve publikovat anonymné
a skrze muzského prostiednika, ktery mohl podepisovat smlouvy.* I pfes prvotni anony-
mitu si Austen dokazala vytvorit ¢tendrskou zakladnu. Po vydani Rozumu a citu se na jeji
dalsi dila odkazovalo jako na ,,novinku od autorky’” Rozumu a citu®, a ¢tenafi se tak moh-
li cilené vracet k jedné spisovatelské osobnosti. S timto uspéchem se Austen ¢im dal méné
bala odhaleni identity a zacala vyuzZivat své jméno, které fungovalo i jako marketingovy
ndstroj, jako znacka.? I pfesto, Ze se v dopisech své sestfe Cassandfe zmiriuje o strachu,

34) Thomas Frognall Dibdin, Bibliomania; or Book-Madness (London: Longman, Hurst, Rees, and Orme, 1809).

35) Charles G. Roland, ,,Bibliomania®, JAMA 212, ¢. 1 (1970), 134.

36) Coz je vidétiv dile Jane Austen, naptiklad pan Darcy (Pycha a predsudek) se timto sbératelstvim vyznacoval.

37) Robert Irvine, Jane Austen (London - New York: Routledge, 2005), 15-17.

38) Tamtéz, 13.

39) Pro Jane Austen byl timto prostfednikem a jednatelem jeji bratr Henry.

40) V angli¢tiné slovo ,,author® oznaduje zeny i muze, proto do té doby nebyla anonymita Austen nijak narusena.

41) Srov. Irvine, Jane Austen, 16; Claire Harman, Jane’s Fame: How Jane Austen Conquered the World (Edinburgh:
Canongate, 2009).
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aby nepusobila jako , literdrni lvice®* a neptitahovala nechténou pozornost. Zpiisob, ja-

kym reflektovala svou vefejnou pozici, dokazuje, ze spisovatelé plnili do urcité miry roli
celebrit, méli své ctenarské nasledovatele a nélezitou publicitu.

Fandom literdrniho kdnonu miizeme povazovat i za formu tzv. implicitniho fandomu,
poptipadé fandomu vysoké kultury.*” Implicitni fandom se vyznaluje tim, Ze nevyuziva
praktik mainstreamového medialniho fanouskovstvi; snazi se od néj distancovat a odlisit
tim, Ze d4v4 diiraz na kulturni hierarchii. Clenové implicitniho fandomu chtéji zdtiraznit
pokleslost ostatnich medialnich texta ,,béznych fanousktl masové kultury a distancovat
se od nich jakozto od ,téch druhych® pomoci kulturniho kapitélu.

Pokud je objekt touhy oblibeny u niz§i nebo stfedni tfidy, je pomérné levny a $iroce
dostupny, povazuje se za zalezitost fandomu [...]; pokud je oblibeny u bohatych
a vzdélanych, je drahy a vzacny, mluvime spiSe o preferencich, zajmu nebo exper-

tize.*?

K ucelu odliSeni je v odborné literatute vyuzivano také oznaceni béznych fanouska
(fans) a nadSenct (aficionados®).

Aficionados je koncept, ktery pracuje s kulturni hierarchii, prestizi, statutem jedince.
Jde o tissi, uctivéjsi, ,normalnéjsi“ projevy fanouskovstvi, jez vyuziva stigmatizaci, nalep-
kovani druhych, jinych, ,,deviantnich® fanouska. Joli Jensen vysvétluje, Ze takova stigma-
tizace funguje jako zpusob tlevy od strachu, jako pfesun viny a utvrzeni, Ze ,,u nas" je sta-
le vSechno v porddku.* Aficionados se projevuji praktikami, jako je znalectvi, sbératelstvi,
vyhledévani rarit, kumulovani kulturniho kapitalu. Jde o ,vazné“ fanousky: zajem proje-
vuji na vys$si intelektudlni urovni a zajima je spise obsah a kvalita dél, nez aby se soustte-
dili na celebrity samotné.*” Pfes tuto snahu o jakési elitni vymezeni vii¢i béZnym fanouskiim
véak i aficionados spliuji charakteristiky fanouska stanovené dle Henryho Jenkinse®® —
od citové vazby k objektu zajmu ¢i osobité recepce pres tvorbu alternativnich komunit
a konzumentsky aktivismus po formovani uméleckého svéta. Potteba odlisit se je tedy vy-
razné ovlivnéna snahou poukazat na socidlni status jedince a jeho vybranéjsi vkus. Nicmé-
né i aficionados jsou ovlivnéni komer¢nim prostfedim kultury a svou pfislusnost k urcité-
mu objektu zdgjmu mohou projevovat nakupovanim merchandisingu s jeho motivy.
Typickym prikladem jsou umélecké galerie, které maji vlastni pfidruzené obchody, v nichz
je mozné nakoupit repliky obrazi, pohledy, zapisniky, destniky ¢i obaly na bryle, magne-
ty a mnoho dalsich pfedmétti s motivy klasickych dél.

42) Irvine, Jane Austen, 16. Jako lvi (lvice) byly oznacovany ty osobnosti, které bychom dnes béZné oznacili za
celebrity. Tj. osobnosti téici se vyznamnému nasledovani, obdivu a publicité.

43) Matt Hills, ,,Implicit Fandom in the Fields of Theatre, Art, and Literature: Studying ,Fans‘ Beyond Fan Dis-
courses', in A Companion to Media Fandom, ed. Booth, 447-494.

44) Jensen, ,Fandom as Pathology*, 19.

45) Vzhledem k tomu, Ze ¢esky ekvivalent dostate¢né nepopisuje vyznamovy rozdil, budu ve ¢lanku nadéle vy-
uzivat anglického oznacenti aficionados.

46) Jensen, ,Fandom as Pathology*, 24.

47) Srov. Roy Shuker, Understanding Popular Music Culture (London: Routledge, 2001).

48) Jenkins, Textual Poachers, 364-367.
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Fandom literarniho kdnonu do jisté miry odpovida praktikim aficionados — zejména
ten segment, ktery voli jako objekt zajmu kanonickou literaturu. Tito lidé jsou ¢asto sbé-
rateli knih, véetné vzacnych vydani, maji prehled v literarnich zanrech ¢i historickych ob-
dobich literarni tvorby, orientuji se v prostfedi kniznich nakladatelstvi a vydavatelstvi.
Beth Driscoll v souvislosti s literarnim fandomem a jeho projevy hovoti o vzniku tzv. lite-
rarniho middlebrow.*” Jedna se o prusecik vysoké a populdrni kultury, ktery je vysledkem
komercializace vysoké kultury. Promitd se do néj medialni kapital a vyuziti literarnich ce-
lebrit.*® Stejné jako je tomu u nad$enct uméni nakupujicich magnety s replikami obraz,
i,literarni nadenci® maji své tasky s oblibenymi citaty nebo zalozky s podobiznami auto-
rtl, které je snadno identifikuji jako fanousky.

V tomto textu ovSem aficionados neberu jako ekvivalent pro oznacent literarnich nad-
$enct, ale spise jako jednu z moznosti na $kale projevti fanouskovstvi. Literarni fandom
miize nabyvat podoby aficionados, ktefi se distancuji od masovych adaptaci svych oblibe-
nych literarnich dél, ale i ,,prostych fanouski, pro néz je dulezita vazba na oblibeného
autora ¢i dilo bez ohledu na ptivod textu — at uz jde o ptivodni literarni dilo, filmovou
adaptaci, nebo fanouskovskou fikci.

Janeité

Jak jsem uvedla dfive, v tomto prispévku se klonim na stranu britské tradice a pocatky fa-
nouskovstvi pripisuji jiz ¢tendftim prvnich znamych a populdrnich spisovateltl. Austenov-
sky fandom spliuje i charakteristiky dfive vymezeného kultovniho fandomu, jelikoz jiz
nevychazi zadny novy ptivodni material a zaroven se jeji dila osvéd¢ila v Case; tési se obli-
bé u ¢tenard, ale i dal$ich medialnich ptijemcti. Fanouskovstvi navazané na Jane Austen
ajeji dila se — podobné jako u dalsich fandomt — pohybuje na urcité skale. Nékteti nad-
$enci se mohou identifikovat jako aficionados a trvat pouze na ptivodnich textech a mate-
ridlech souvisejicich s autorkou, jini svilj zajem presouvaji i na novéjsi filmové ¢i seridlové
adaptace ptvodnich pribéht. Jak se austenovské fanouskovstvi proménovalo v case i ja-
kou ma podobu dnes, bude predmétem nésledujici ¢asti.

Ptvod fanouskovstvi Jane Austen miizeme spatfovat uz za jejiho zivota, kdy se jeji dila
tésila jisté oblibé a ziskala si tak své misto v literarnim prostiedi. Bez ¢tenard, jimz se kni-
hy libily, by takovy ohlas pravdépodobné neziskala. Autorka zemfela v roce 1817 a jesté po
jeji smrti byly vydany dalsi dva romény (Northangerské opatstvi a Anna Elliotovd®V) a je-
den roman v dopisech s ndzvem Lady Susan. Poptavka po jejich textech v§ak nezmizela —
i proto se jejich nedokonéenych dél ujali pribuzni ¢i jini autofi.

Skute¢na Austen-manie se zacala objevovat ke konci 19. stoleti v souvislosti s publi-
kovénim Zzivotopisu spisovatelky v roce 1870.? Jeho autorem byl synovec Jane, James

49) Beth Driscoll, The New Literary Middlebrow: Tastemakers and Reading in the Twenty First Century (London:
Palgrave Macmillan, 2014), 17.

50) Srov. Joe Moran, Star Authors: Literary Celebrity in America (London: Pluto Press, 2000); Loren Glass, Lite-
rary Celebrity in the Modern United States, 1880-1980 (New York: New York University Press, 2004).

52) Holly Luetkenhaus — Zoe Weinstein, Austentatious: The Evolving World of Jane Austen Fans (Iowa City: Uni-
versity of Jowa Press, 2019), 9.
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Edward Austen-Leigh, a vyli¢il v ném ,tetu Jane coz byl familidrni obraz, ke kterému se
zacali vztahovat i nadSenci. V 80. letech 19. stoleti byly Austeniny romény publikovany
v novych, masovych, $estakovych vydanich, jez se dostaly k $irsimu publiku. To se stalo tr-
nem v oku pro ,,pravé“ fanousky Jane Austen, elitni, vzdélané okruhy lidi, jimzZ se takova
masova propagace nelibila. Jednim z nich byl i Henry James, ktery sice poznamenal, Ze by
se Austen ,,tolik neprodavala, kdybychom ji nezaprodali sva srdce®, ovéem vadilo mu, Ze
jeji dilo ,,je milovano $patnym zptisobem a $patnou vrstvou lidi, ktefi jsou zjevné nezpu-
sobili ocenit jeji hodnotu“* Literdrni elita, estéti a nad$enci z vyssich tfid ,,proménili
Austen v kult a nazvali se ,Janeité“*¥ Tento ndzev poprvé pouzil literdrni teoretik George
Saintsbury v pfedmluvé k novému vydani Pychy a predsudku z roku 1894 a ve své podsta-
té tak chtél odlisit aficionados od masovych fanouska dila Jane Austen.*® Zatimco nadse-
né Ctenare pritahoval predevsim aspekt romance a zajimavé postavy, literarni znalci na-
opak obdivovali propracovanost déje a socidlni komentare. Tito Janeité se snazili udrzet
status dila Jane Austen striktné v ramci vysoké kultury. *®

»Janeité raného 20. stoleti byli, s vyzna¢nou vyjimkou shakespearovské teoreticky Ca-
roline Spurgeon, predevs§im muzsti nad$enci z fad vydavateld, profesort a literata jako
[...] Walter Raleigh, R. W. Chapman nebo E. M. Forster.“*” Jednim z nich byl také spiso-
vatel Rudyard Kipling, jenz v povidkové sbirce z roku 1926 vydal ptibéh s nazvem The Ja-
neites. Ten pojednaval o vojacich z prvni svétové valky, ktefi tajné vytvori fandom Jane
Austen a diskutuji o jejich dilech. Na zacatku 20. stoleti se objevuji i dila, ktera lze povazo-
vat za vysledek fanouskovské tvorby. Za prvni fanouskovskou fikci,*® kterd rozvijela praci
Jane Austen, je povazovana novela Sybily G. Brinton Old Friends and New Fancies: An
Imaginary Sequel to the Novels of Jane Austen, vydana v letech 1912-1913.%

Od dob prvnich Janeitt a elitniho pfistupu se mnohé zménilo. Jako Janeité uz nejsou
oznacovani jen aficionados s odbornymi znalostmi literarniho kdnonu a literarniho dis-
kursu, ale i bézni, masovi konzumenti se zalibou v dilech Jane Austen. Pravé tito nadsSeni
¢tenafi se k Jane Austen pravidelné vraceli, a to jak v ptivodni podobé, tak i v riiznych
adaptacich. Literarnich zpracovani riznych austenovskych motivii je bezpocet — uz jen
knihy souvisejici s panem Darcym, hlavni muzskou postavou Pychy a predsudku, se na
trhu objevuji v raznych obménach (napt. Dcery pana Darcyho, Sny o panu Darcym, Jd
a pan Darcy, Vikend s panem Darcym apod.). Fitzwilliam Darcy se stal uréitou $ablonou
romantického hrdiny a vyuziti jeho jména odkazuje k celé sadé vyznamovych konotaci.

53) Claudia Johnson, ,Austen Cults and Cultures®, in The Cambridge Companion to Jane Austen, eds. Edward
Copeland - Juliet McMaster (Cambridge: Cambridge University Press, 1997), 212.

54) Irvine, Jane Austen, 101.

55) Deidre Lynch, ,,Cult of Jane Austen’, in Jane Austen in Context, ed. Janet Todd (Cambridge: Cambridge Uni-
versity Press, 2005), 117.

56) Brianna Surratt, Visiting Jane: Jane Austen, Fan Culture, and Literary Tourism (Columbia: University of South
Carolina, 2021), 10.

57) Johnson, ,,Austen Cults and Cultures®, 213-214.

58) Néktefi uvadéji, Ze za skute¢né prvni fanouskovskou fikci je mozné povazovat dopis Jane Fisher do redakce
The Lady’s Magazine v roce 1823, v némz jeho pisatelka vyuzila postavu Jane Austen, aby ilustrovala geniali-
tu spisovatelky a vyty¢ila cil, ke kterému by se méli dalsi autofi snazit priblizit. Devoney Looser, ,Genius Ex-
pressed in the Nose: The Earliest Known Piece of Jane Austen-inspired Fan Fiction, TLS, 2019, cit. 15. 11.
2021, https://www.the-tls.co.uk/articles/genius-expressed-in-the-nose/.

59) Devoney Looser, The Making of Jane Austen (Baltimore: John Hopkins University Press, 2017), 216.




54  Anna Bild: (A)historicky fandom Jane Austen: z vysoké kultury do popularni a zpét

Uspéchu téchto dél si samoziejmé v§imli i audiovizudlni producenti. Rizné filmové a te-
levizni adaptace knih Jane Austen se objevuji v pritbéhu 20. stoleti a vznikaji dodnes —
jednim z poslednich pocinii je naptiklad film Emma z roku 2020.

BBC vyprodukovala prvni filmovou adaptaci [Pychy a pfedsudku] v roce 1938. Od
té doby se objevuje alespori jedna nova austenovska adaptace v kazdé dekadé. [...]
V 90. letech jich vzniklo dokonce $est, které byly primou adaptaci jejich roméan;
v prvnich deseti letech 21. stoleti jich bylo sedm. Pokud bychom k tomu ptipocetli
i volné adaptace jako Prasténd holka (Clueless, 1995) nebo Denik Bridget Jonesové
(Bridget Joness Diary, 2001) a nové adaptace na YouTube, bylo by jich jesté vice.®”

Kromé adaptaci dél Jane Austen se v popularni kultute objevuje i postava samotné spi-
sovatelky. V soucasnosti je asi nejznaméjsi biografii film Viseri a cit (Becoming Jane,
2007), kde Austen ztvarnila Anne Hathaway.

Pravé rizné adaptace vychazejici v riznych dekadach zpiistupnily dilo Jane Austen
novym a mlads$im publikiim. Mozna i diky tomu nejsou jeji knihy jen povinnou polozkou
na seznamech $kolni literatury, ale vyhleddvanymi nad¢asovymi ptibéhy z Anglie. Ptizpu-
sobovani adaptaci soudobym trendéim pritom hraje pomérné zasadni roli, a to nejen
z hlediska vyvoje jazyka a prizptisobovani prekladd, ale i z hlediska vyvoje technologii au-
diovize. Souc¢asné mladé publikum s dilem Jane Austen (kromé povinné skolni cetby)
pravdépodobné prijde poprvé do kontaktu spise ve filmové verzi Pychy a predsudku z roku
2005 s Keirou Knightley a Matthewem Macfaydenem v hlavnich rolich, poptipadé v po-
dobé transmedialniho vypravéni spojujici YouTube videa a prispévky na dalsich social-
nich sitich v podobé The Lizzie Bennet Diaries z roku 2012. (Viz dale.)

V prubéhu staleti byla tedy spole¢nost svédkem toho, jak se dilo Jane Austen, a s tim
i jeho prijeti ve spole¢nosti, pod vlivem novéjsich médii postupné promeénovalo. Prvni
¢tenari byli ti, ktefi si dilo mohli dovolit a méli predpoklady k tomu, aby jej precetli. S roz-
vojem gramotnosti a prostfedki nutnych k hromadnému tisku se z autoréinych knih sta-
la zélezitost masova a pribéhy byly testovany riiznymi vrstvami spole¢nosti. Literdrni teo-
retici postupné dilo Jane Austen ohodnotili jako kulturni dédictvi a zafadili jej do
literarniho kanonu — tedy do souboru literarnich dél, ,jejichZ znalost je poZzadovana od
urcité skupiny prijemct (obligatorni kdnon) nebo je této skupiné pfimo nebo implicitné
doporucovana (doporucujici kdnon)“®" Opakované zatazovani Jane Austen do seznamu
literatury k maturitnim zkouskdm je jen $pickou ledovce. The Open Syllabus Project uka-
zal, na zdkladé dat z miliont Skolnich sylabti z celého svéta, Ze po filmové adaptaci Pychy
a predsudku z roku 2005 se z tohoto dila stala 38. nejpopularnéjsi kniha v hodinach litera-
tury.*?

60) Holly Luetkenhaus — Zoe Weinstein, Austentatious: The Evolving World of Jane Austen Fans (Iowa City: Uni-
versity of Towa Press, 2019), 13.

61) Markiewicz, ,,0 literdrnich kdnonech, 66; kurziva v originale.

62) Looser, The Making of Jane Austen, 245.
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Austen dneska, Austen online

Pro dnesni medialni ptijemce uz Jane Austen nefiguruje pouze jako literarni osobnost, ale
predstavuje i ,urcitou znacku. Zajem o ni probouzi uz jen cirkulace jejich dél sama o sobé,
zejména diky raznym, jiz zminénym adaptacim.®® Podobné je tomu i u zminovaného
Williama Shakespeara, ackoli pfi porovnavani téchto dvou postav narazime na vyrazny
genderovy bias — fanousci Austen jsou nahliZeni spi$e jako femininni a tthnouci k popu-
larni kulture, fanousci Shakespeara naopak jako maskulinni, priklanéjici se spise k vysoké
kultufe a kritickému ptistupu k diliim.*¥ D4 se fici, Ze je to zplisobeno i stylem jejich psa-
ni, jelikoz oproti slozitym shakespearovskym hram Austen psala aktualni, soudobou for-
mou anglictiny a s jejimi postavami se tehdejsi i soucasni ¢tenafi mohli snadnéji ztotoznit.
Proto ¢tenafi jeji dila nadale ¢tou, uZzivaji si je a snadno si je pamatuji.®”

Takové ztotoznéni souvisi s emo¢nim realismem, jak jej popsala Ien Ang (1985, cesky
2018), kdy je konzument textu schopen ztotoznit se s postavou na emocni trovni, i kdyz
se jeho socialni kontext zcela lisi od kontextu postavy.

Kdy?z [divaci] jmenuji prvky, jez jsou ,jako ze zivota®, biji je, pravda, do o¢i konkrét-
ni zivotni okolnosti, v nichZ jsou postavy zobrazeny (a na mysl jim tu pfijde zvlasté
bohatstvi postav), ale jejich obsah pro né neni dilezity; konkrétni situace a zapletky
jsou spise povazovany za symbolické reprezentace obecnéjsich lidskych zkusenosti:
hédek, pletich, problémd, §tésti a trapeni.*®

Realisti¢nost se tedy tyka emocniho prozivani, ztotoziovani se s pocity postav.

Prestoze Ang emoc¢ni realismus vztahovala k divaktim televizni soap opery Dallas, jeji
koncept je mozné aplikovat i na konzumenty romand. Lidé, ktefi Cetli a ¢tou romdny Jane
Austen, popripadé sleduji néjakou z adaptaci, se nemusi nachdzet ve stejném prostredi
jako postavy, ale na emo¢ni turovni jim rozuméji a ztotoznuji se s nimi — napriklad maji
matku, ktera je chce co nejdfive provdat, jako je pani Bennet v Pyse a predsudku. Lidské
vztahy jsou z hlediska emoé¢niho realismu nejuniverzalnéjsim jazykem. A pravé vztahy
jsou prvkem, diky kterému mohou byt dila Jane Austen aktualni pro kazdou novou gene-
raci.

Prikladem aktualnosti dél této spisovatelky je adaptace Pychy a predsudku zvetejnéna
na platformé YouTube — webseridl The Lizzie Bennet Diaries (2012-2013). Tento seriél
ma podobu kratkych vloga® (v rozmezi 2-8 minut), a hlavni ptibéhova linie probihd
v celkem 100 epizodach. K tomu vznikala navic také dalsi, bonusova videa, kde postavy
napiiklad odpovidaly na otdzky divakt nebo kde vystupovala néktera z vedlejsich postav,
aby byl pribéh komplexnéjsi. Scénar je prizptisoben sou¢asné dobé — Lizzie Bennet je stu-
dentkou masové komunikace a jako svou zavéreénou praci si vybrala prakticky vystup

63) Harman, Jane’s Fame, 244.

64) Hills, ,Implicit Fandom in the Fields of Theatre, Art, and Literature.

65) Juliette Wells, Everybody’s Jane: Austen in the Popular Imagination (Bloomsbury Academic, 2012), 16-17.
66) Ien Ang, Divikem Dallasu: Soap opera a melodramatickd imaginace (Praha: Akropolis, 2018), 53.

67) Vlog je zkratkou pro video blog, tedy pfispévek nahrdvany na kameru. Obvykle ma podobu denikovych

vstupt.
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v podobé vlogového serialu o svém Zivoté. S natacenim ji pomaha jeji kamarddka Char-
lotte Lu, ktera md rovnéz své medialni ambice. Lizzie Zije se svymi rodici a dvéma sestra-
mi, starsi Jane a mladsi Lydii.

Seridl vyuzivd hlavni motivy ptivodniho dila Jane Austen — tlak predsudkd vidi li-
dem, zejména v interpersonalnich vztazich — a adaptuje okolnosti ptibéhu tak, aby lépe
odpovidaly modernimu Zivotnimu stylu a z4jmim mladeze. Stejné tak je moderni obsa-
zeni postav: snazi se o diverzitu a odrdzi rozmanitost souc¢asné spole¢nosti. Prestoze sest-
ry Bennetovy a William Darcy jsou jako hlavni postavy bélosi, Bing Lee (Charles Bingley
v knize) ma asijské kofeny, stejné jako nejlepsi kamaradka Lizzie, Charlotte Lu (Charlotte
Lucas v knize). Seridl je zasazen do amerického prostfedi — na rozdil od ptivodniho dila —
a vazbu na Britanii, kde dilo ptivodné vzniklo, vidime pouze v predstiraném anglickém
ptizvuku, ktery Lizzie nasazuje, kdyZ napodobuje svou matku.

Komplexnost pribéhu a jeho zpracovani dokresluje jeho transmedialni povaha. Kromé
vlogti na YouTube mély postavy i své profily na socidlnich sitich (Twitter, Facebook, Tum-
blr apod.), kde se vyjadrovaly k aktualné probihajicim epizodam. Lydie v priibéhu serialu
zaroven zacala natdcet své vlastni vlogy na kanalu The Lydia Bennet. Tyto YouTube kana-
ly zastfe$uje matef'sky kanal Pemberley Digital,* kde vystupuje predevsim sestra Williama
Darcyho Gigi, a skrze ktery se fanousci mohli dostat i k dal$im adaptacim Jane Austen —
Emma Approved (adaptace Emmy) nebo Welcome to Sanditon, ktera pracuje s nedokonce-
nym dilem autorky s ndzvem Sanditon. Za tento kreativni zptisob zpracovani Pychy a pred-
sudku ziskali autofi The Lizzie Bennet Diary v roce 2013 cenu Emmy za kreativni pocin
v oblasti interaktivnich médii. O uspéchu webseridlu hovori také statistiky — jeho oficial-
ni YouTube kanal ¢ita 270 tisic odbérateld, pri¢emz playlist vSech 100 epizod byl prehran
vice nez 24milionkrat.®”)

Uvedené spojeni online platforem predstavuje pro soudobé fanousky moznosti, jak se
co nejvice provazat s ostatnimi nadsenci a diskutovat o spole¢ném objektu zdjmu, potaz-
mo pretavit nékteré z téchto kontaktii do komplexnéjsiho, organizovaného fandomu. Pro-
stiedi socidlnich siti a moznosti pfidavani komentéii ¢i reakénich videi ¢ini z fanouskov-
ské komunikace aktivni, zivou debatu a posiluje védomi fanouskovské identity Janeitu.
Projekty, jako je zminované Pemberley Digital, které v sobé snoubi nékolik rtiznych plat-
forem a vyuzivaji transmedialni vypravéni, soucasnym fanouskéim nabizeji recepci pii-
vodniho austenovského dila ve formé, ktera je jim casto bliz$i nez ptivodni dila. Stejnym
zptisobem tak mohou oslovit i nové, mladsi recipienty.

Fandom Jane Austen a jejiho dila spliuje i zminované charakteristiky vyty¢ené He-
nrym Jenkinsem (1992):

o fanousci dila konzumuji svym osobitym zptisobem recepce, buduji si k nim vztah

a vyhledavaji si v nich vlastni vyznamy, které jsou pro né zasadni;
 Janeité vytvareji specifické alternativni socialni komunity, které jim slouzi k utvrzeni

a budovani vlastni fanouskovské identity, ale i k navazovani socialnich vazeb s dal$imi

nadSenci, s nimiz sdileji spole¢ny zdjem a diskutuji o ném;

68) Autofi téchto webseridlii se rozhodli zpracovat i jina klasickd dila, naptiklad Frankensteina (1818) Mary
Wollstonecraft Shelley nebo Malé zZeny (1869) Louisy May Alcott.
69) Ke dni 14. 6. 2021.
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o tato komunita se projevuje také konzumentskym aktivismem, ktery vyjadfuji napt.
lobbovanim za pokracovani nékterych seridlovych pocinti (jako tomu bylo v pfipadé
The Lizzie Bennet Diary) nebo vlastni propagaci novych adaptaci austenovskych dél;

o formovani uméleckého svéta Janeitt se vyznacuje aktivni tvorbou rtiznych fanous-
kovskych dél, od zminovanych fanouskovskych fikei (tj. textd, které pracuji s ptivod-
nimi motivy austenovskych dél nebo s postavou autorky) pfes fan arty a fan videa
(4. préaci s vizualnimi a audiovizuadlnimi materialy, jako jsou kresby postav z austenov-
skych dél nebo malby autorky jakozto pocta Jane Austen, popripadé komplexnéjsi vi-
deomontaze sestfthané z riznych filmovych i seridlovych adaptaci) po cosplay, kdy se
fanousci prevlékaji do dobovych kostymd, aby tak ztvarnili své oblibené postavy nebo
i spisovatelku samotnou;

 na fanouskovsky umélecky svét je také navazana tvorba interpreta¢ni komunity: fa-
nousci predstavuji skupinu, ktera si osvojuje spole¢né interpretaéni praktiky a ramce,
vytvari si vlastni fanouskovsky jazyk (tzv. fanspeak) a doplnuje si znalosti o rtiznych
puvodnich dilech i adaptacich, aby se dokdzala v Sirokém ,,diskursu Jane Austen® po-
hybovat a uméla dekédovat riizné fanouskovské vyznamy a narazky.

Jenkinsovu teorii pozdéji rozsirila Janet Staiger o priinik fanouskovstvi do kazdoden-
nosti jedinct.”” V ptipadé Janeitd se jednd naptiklad o noseni tri¢ek s austenovskymi mo-
tivy, o tasky s citaty z oblibenych dél Jane Austen, o pouzivani tematickych zalozek do knih
apod. Neni neobvyklé, Ze fanousci k pojmenovani potomk vyuzivaji jména svych oblibe-
nych postav, coz se opét miize projevit i u fandomu Jane Austen — obzvlast pokud maji
k postavé skute¢né hluboky vztah. Poslednim rozsifenim této typologie je praktika pofa-
datelstvi, které ptinesla Iveta Jansova,” a s niZ se opét miizeme setkat i u Janeitd. Vznik
organizaci, jako je naptiklad The Jane Austen Society ve Velké Britanii, s regionalnimi vét-
vemi JASNA pro Severni Ameriku ¢i JASA pro Australii, s sebou prinasi také vznik fa-
nouskovskych skupin, které hledaji zptsob, jak spole¢né oslavit oblibenou autorku a jeji
dila. Bézné je tak poradani plesti v dobovych kostymech nebo organizace kniznich klubii.

Ackoli je dilo Jane Austen staré nékolik staleti, novodobi konzumenti jejich dél (at uz
puvodnich knih, nebo rtiznych adaptaci) nadale udrzuji literarni odkaz autorky a rozsitu-
ji povédomi o ném prostiednictvim rtznych oficidlnich organizaci, ale i soukromych
kniznich klubii a diskuzi mezi jedinci. Naplnuji mnoho z uvedenych fanouskovskych cha-
rakteristik a projevuji se i naplnovanim jednotlivych aktivit a praktik.

,»Nase Jane“

Jak je vidét, dilo Jane Austen ma i v dnes$ni dobé své misto v kultufe, a to nejenom ve vy-
soké, kanonické, ale i v té popularni. Od doby svého vydani tato dila putovala z main-
streamu do literarniho kdnonu a odtud opét do mainstreamu v podobé novych adaptaci.
Da se povazovat za jakysi ,,crossover fenomén', jelikoz preklenuje rozdily mezi vysokou

70) Janet Staiger, Media Reception Studies (New York — London: NYU Press, 2005), 105-107.
71) Iveta Jansovd, (Bez)mocni medidlni fanousci: Televizni seridl jako zdroj bojii o vyznam mezi fanousky a pro-
ducenty (Olomouc: Univerzita Palackého, 2020), 60.
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a nizkou kulturou a nachdzi své misto v obou oblastech.” Jak poznamenala Devoney
Looser: ,,Jane Austen je akademickym a zdroven i popularnim fenoménem uz dlouho, coz
jen dokazuje, Ze ,popovéd Austen’ nemuze zni¢it misto akademické Austen.“’?)

Fanousci se navic nemusi spokojit ,pouze® s kniznim ¢i audiovizudlnim materidlem,
jelikoz — stejné jako je tomu i u jinych fandomt — existuje mnoho austenovského
merchandisingu, pomoci kterého je ,materialné formovana [austenovska] subkultura.
Tyto objektové znaky jsou zaroven nositeli vyznamu, ktery sdéluje, jaky ma ¢lovék vkus
a jakou chova naklonnost k dilu.“’# Proto muZzeme vidat zalozky nebo tricka s ndpisy Ra-
déji bych si Cetla s Jane (Id Rather Be Reading with Jane) nebo placky a tasky oznamujici, Ze
Cekdm na svého pana Darcyho (Waiting for Mr. Darcy). Vechny tyto jevy jen odkazuji
k tomu, ze lidé vetejné ukazuji svou lasku k jejim dilam.

Cilem tohoto prispévku bylo na prikladu fandomu Jane Austen ukazat, ze historické
koteny fanouskovstvi sahaji mnohem dale nez ke zrodu sttibrného platna a prichodu prv-
nich hollywoodskych hvézd. Kanonicti literati, ktefi jsou ¢asto nahlizeni jako predmét
studia akademikil a ve volném case se jimi zabyvd pouze elitni a kultivovanéjsi ¢ast publi-
ka, v§ak maji blizko i k béZnym ¢tenattim v jejich kazdodennosti. Udrzovani kultovniho
fandomu spisovatelti napomahaji moderni adaptace, které jejich dila predstavuji neustale
novéj$im publikiim a pfizptisobuji se jejich rétorice. Kromé odkazu Jane Austen lze sledo-
vat podobné tendence u osobnosti Emily Dickinson (a posilované napt. seridlem Dickin-
son z roku 2019) nebo Mary Wollstonecraft Shelley (popularizované napt. filmem Mary
Shelley z roku 2017). Miizeme tedy pocitat s tim, Ze Jane Austen zlstane soucasti nasi
(pop)kultury a prozatim nikam neodejde.

Financovani

Zpracovani studie bylo umoznéno diky tcelové podpore na specificky vysokoskolsky vyzkum
(IGA_FF_2021_021) udélené Ministerstvem $kolstvi, mladeZe a télovychovy CR Univerzité Palac-
kého v Olomouci.
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Sherlock (Mark Gatiss, Steven Moffat, 2010-2017)

The Lizzie Bennet Diaries (Bernie Su, Margaret Dunlap, 2012-2013)
Visen a cit (Becoming Jane; Julian Jarrold, 2007)



ILUMINACE Roénik 33,2021, ¢ 3 (123) CLANKY 61

Biografie

Anna Bila vystudovala bakalafské i magisterské studium na Katedfe medidlnich a kulturdlnich stu-
dif a zurnalistiky Univerzity Palackého v Olomouci, kde je v sou¢asné dobé i doktorandkou. Ptisobi
také jako odborna asistentka v sekci Televiznich a rozhlasovych studii na Katedfe divadelnich a fil-
movych studii Univerzity Palackého v Olomouci. Mezi jeji odborné specializace patfi predevsim fa-
nouskovska studia, medidlni reprezentace Zen v popularné-kulturni audiovizualni tvorbé a novo-
medidlni fenomény, jako jsou napt. bookstagramy.







ILUMINACE Volume 33, 2021, No. 3 (123) ARTICLES 63

Lucia Kajénkové (Film and TV School, Academy of Performing Arts)

Adaptation as Fan Fiction Practice
in Serialized Narratives

Abstract

The article explores how an official and prestige TV adaptation effectively uses creative practices
typical for fan generated content, using a close reading of the series Hannibal (2013-2015, NBC,
Bryan Fuller) as an example. The focus lies in serialized narratives, where two different types of
source material are identified: the external, pre-existing source and the adapted series itself as it
spans several seasons. The objective of the article is to propose a framework for analyzing contem-
porary adapted works that engage with their source material in a transgressive and/or revisionist

manner.
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In summer 2021, showrunner Bryan Fuller tweeted a picture of real-life friends as well as
former co-stars Mads Mikkelsen and Hugh Dancy casually meeting up and it drove a cer-
tain corner of the internet into a frenzy. Instagram, Twitter and tumblr fan accounts en-
gaged in spinning playful narratives that fit the photo in an imaginary possible version of
season four of the cancelled TV show Hannibal (NBC, 2013-2015, Bryan Fuller), where
Mikkelsen and Dancy portrayed the dual protagonists Hannibal Lecter and Will Graham,
whose fate remains open since the cancellation and as plans for a possible fourth season
are discussed in interviews but have not yet materialized.

Fullers and the show stars’ engagement with dedicated fans of the series, the self-pro-
claimed Fannibals, has been a staple of Hannibal's appeal and it has continued for years af-
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ter the cancellation. Felix Brikner attributes the “unlikely survival” of Hannibal on the
NBC network for three full seasons, despite low audience ratings, to the attention and
power of Fannibals during the airing.” In 2021, the revival campaign was trending with
the hashtag #HannibalDeservesMore and what might happen in that elusive fourth season
is teased by the creators in current media appearances,” while many versions have been
written by fans and uploaded to fanfiction sites fanfiction.net, archiveofourown.org and
others.

The practice they are engaging in, from Bryan Fuller himself to the anonymous ad-
ministrator of the hannimeme Instagram account, can be best described with Rebecca
Williams’ term post-object fandom — continued practices after a show has been taken off
air.”) They are creating a variety of paratexts in different media forms, multiple variants of
season four of Hannibal. The driving force of fan generated content is to both celebrate the
characters and take them, narratively, where the creators did not, for whatever reason,
venture. And the practice continues after the elemental object of their devoted creativity
has been discontinued.

In the pilot episode of the series, the ever-cranky Will Graham quips at Hannibal Lect-
er: “I don't find you that interesting” He gets a self-assured reply with a smirk: “You will”
This short exchange of dialogue serves as a self-fulfilling prophecy as well as a rather om-
inous foreshadowing for the rest of the series, given who Hannibal Lecter is and the de-
struction their mutual fascination will wreak on both characters’ lives. It may also be read
as a plea or promise to the audience, given that in 2013 the Hannibal Lecter franchise,
counting four novels and five feature films, has been exploited to the death, especially af-
ter the Hannibal Lecter origin story novel and film, Hannibal Rising (Peter Webber, 2007),
that the author Thomas Harris was allegedly blackmailed into writing by the producer
Dino De Laurentiis.”

This essay aims to explore how the T'V series created by Bryan Fuller attempted to res-
urrect it, using techniques commonplace in fan fiction rather than those used in more
conservative adaptation. The goal of the text is to offer an example of a possible analytical
approach that crosses over the gap between fan studies and adaptation studies, based on
close reading of the material, in order to illuminate the rising trend of writers and show-
runners treating pre-existing source material as basis for its re-imagination as officially
sanctioned fan fiction.

1) Felix Brinker, “NBC’s Hannibal and the Politics of Audience Engagement,” in Transgressive Television:
Politics and Crime in 21st-Century American TV Series, eds. Birgit Dawes, Alexandra Ganser, and Nicole
Poppenhagen (Heidelberg: Universititsverlag Winter, 2015), 303-328.

2) E. Alex Jung, “Mads Mikkelsen, In Conversation,” Vulture, April 20, 2021, accessed October 1, 2021, https://
www.vulture.com/article/mads-mikkelsen-in-conversation.html?utm_medium=s1&utm_source=tw&utm
_campaign=vulture.

3) Rebecca Williams, Post-Object Fandom: Television, Identity and Self-Narrative (New York and London:
Bloomsbury Academic, 2016). See p. 195 for a conclusive definition of the phenomena.

4) Daniel Fierman, “Hannibal Lecter Meets His End,” Entertainment Weekly, February 16, 2007, accessed Oc-
tober 1, 2021, https://ew.com/article/2007/02/16/hannibal-lecter-meets-his-end/.
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Hannibal as Fan Fiction of the Source Material

Hannibal is, according to the show’s credits, based on the characters of the first Thomas
Harris novel Red Dragon. The distinction, compared to being based simply on the novel it-
self, is telling and presents a major pointer to understanding the the series’ adaptation ap-
proach. It is not until the second half of the series’ third season that the plot of the novel,
namely hunting the titular serial killer, is adapted. To further complicate matters, the se-
ries uses and remixes plot, characters, and various elements from all the four Thomas Har-
ris novels and their feature film adaptations®, threading carefully on the verge of copyright
breach around The Silence of the Lambs (Jonathan Demme, 1991), as that is owned by a
different entity.

publication/ | Thomas Harris | feature film Hannibal Lecter
release novel adaptation actor
1981 Red Dragon
. Hannibal Lecter is incarcerated. Will Graham consults
1986 Manhunter Brian Cox the Red Dragon case with him.
The Silence of
1988 the Lambs
The Silence . Hannibal Lecter is incarcerated. Clarice Starling con-
1991 of the Lambs Anthony Hopkins sults the Buffalo Bill case with him. Hannibal escapes.
1999 Hannibal
Hannibal Lecter on the run in Italy, returns to the US
2001 Hannibal Anthony Hopkins kidnapped by Mason Verger. Reunited with Clarice
Starling.
2002 Red Dragon | Anthony Hopkins
2005 Hannibal
Rising
Hannibal Gaspard Ulliel Har'lmbal Lecter as a child and young man in Eprope,
2007 Risin (Aaran Thomas) taking revenge on men who murdered his family and
.4 made him eat his sister. Sets off for the US.

Table 1: Hannibal Lecter novels and feature film adaptations

Hannibal (TV) | Hannibal (TV) Hannibal (TV)
season 1 season 2 season 3
Hannibal Red The Silence Hannibal
Rising Dragon of the Lambs

Table 2: Hannibal Lecter chronology

5) Shannon Wells-Lassagne in her analysis terms Hannibal “a sustained allusion rather than adaptation” and
writes about an “echo chamber” of motifs and images. See: Shannon Wells-Lassagne, “The ouroborous of
television prequels: endings and beginnings in Hannibal (NBC, 2013-2015),” in Adapting Endings from Book
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In order to highlight what the series does in terms of adapting its claimed source ma-
terial, a short summary is necessary: In the novel as well as both the feature film adapta-
tions, Manhunter (Michael Mann, 1986) and Red Dragon (Brett Ratner, 2002) Will Gra-
ham is pulled out of early retirement to aid the FBI in hunting a serial killer who calls
himself the Red Dragon. To do that, he consults with the psychiatrist and cannibal serial
killer Hannibal Lecter, incarcerated at the Baltimore State Hospital for the Criminally In-
sane. It is revealed that it was Graham himself who exposed Lecter and managed to get
him arrested, while getting gutted in the process. This piece of backstory spans roughly
three pages of the novel, as Graham recaps it to a curious policeman. Manhunter alludes
to it in dialogue and Red Dragon shows the revelation and Graham getting gutted by Lect-
er in a pre-opening credits scene. The series uses the key turning points of this brief back-
story (Graham consults with Lecter, he figures out Lecter is a serial killer and Lecter guts
him, Lecter ends up behind bars) but spans them into 33 episodes of serialized storytell-
ing, while putting a substantial spin on these events, deepening, and expanding the rela-
tionship between Will Graham and Hannibal Lecter.

Bryan Fuller summarized the approach in an interview thus: “So much of this show is
really fan fiction. ‘Oh, what if Hannibal and Will were friends? Let’s explore that relation-
ship and how complicated it could be! It was kind of the oil that lubricated the adapta-
tion”® This goes back to the series being based on the characters primarily, as they are lift-
ed from the novel, and exploring the what if in an original setup, namely Will Graham
attending regular therapy sessions with Hannibal Lecter as his psychiatrist as well as con-
sulting his cases with him as their relationship develops. This paper highlights the key de-
cisions of the adaptation process specifically, but the essential turnabout is determined
right here: the attitude of what if in approaching the material, marking the shift from a du-
tiful adaptor to fanfiction creator eager to explore the previously unseen variabilities.
Bluntly in the words of Bryan Fuller: “The book has been adapted twice so if we did the
same thing, we're assholes.””

Another layer of the adaptation process that goes against the grain of adapting the ma-
terial as faithfully as the medium would allow and one that was a crucial element in Full-
er’s pitch is apparent from examining the source material’s chronology. Hannibal Rising,
written simultaneously as a novel and a screenplay for the eponymous feature film, is the
latest installment of the franchise, an origin story of the Hannibal Lecter character that ex-
plores his childhood and youth, ending with Lecter in his early twenties leaving Europe
for the USA. Chronologically, the Red Dragon novel and film adaptations follow, finding

to Screen: Last Pages, Last Shots, eds. Armelle Parey and Shannon Wells-Lassagne (London and New York:
Routledge, 2020), 101-111. Lori Morimoto tracks details such as bits of dialogue transposed from the fea-
ture film adaptations into the TV series and engages in the discourse of “fanboy adaptation” when refering
to Bryan Fuller’s approach. See: Lori Morimoto, “Hannibal: Adaptation and Authorship in the Age of Fan
Production,” 2019, accessed October 10, 2021, https://www.academia.edu/44622990/Hannibal_Adapta-
tion_and_Authorship_in_the_Age_of Fan_Production.

6) Emily VanDerWerft, “Hannibal Creator Bryan Fuller Looks Back at That Finale and His Show’s Last Season,”
Vox, August 30, 2015, accessed October 1, 2021, https://www.vox.com/2015/8/30/9224313/hannibal-finale-
recap-bryan-fuller.

7) “Hannibal at PaleyFest 2014, YouTube, accessed October 1, 2021, https://www.youtube.com/watch?v=
hKWhRIATIacA.
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the character already exposed and incarcerated. Hannibal covers a period in the charac-
ter’s timeline that represents a gap which has never been explored in the source material:
Hannibal Lecter as an adult man with a successful psychiatry practice, member of the so-
phisticated high society in Baltimore, hosting elaborate dinners where he serves the guests
meals made from his victims’ flesh. And no one in this world, apart from his victims, is
aware of his cannibal serial killer identity — yet.

As Henry Jenkins describes in the chapter “Ten Way to Rewrite a Television Show” of
his seminal book,” recontextualization through filling the chronological and narrative
gaps of the material and the expansion of its timeline, often in order to deepen the emo-
tional background of characters’ relationship, constitutes a principal component of fanfic-
tion. What Hannibal does is that it takes this tenet and expands it throughout the series.

In screenwriting terminology, the setup of the audience’s superior knowledge over the
characters’ is known as dramatic irony and as Paul Gulino describes its function, it “push-
es audience attention into the future because it creates anticipation about what is going to
happen when the truth comes out”” However superfluous the audience’s familiarity with
the source material might be, Hannibal Lecter being a cannibal killer is such a well-estab-
lished pop cultural reference that it was a safe assumption on part of the creative team to
take it for granted. Andrew Scahill, writing about both Hannibal and The Bates Motel, es-
tablishes the neologism pre-boot, a combination of the terms prequel and reboot, for the
shows that chronologically precede their source material while taking liberties with it, “to
retroactively rewrite or reimagine elements of the original and create new and unexpect-
ed plot twists” but concedes that “for all the stories’ machinations, the characters’ fates
have already been written”'” The audience, unlike the characters, knows Hannibal Lect-
er’s identity and also his future: he will end up in that cell behind glass with an anti-bite
mask and Will Graham will be his undoing. Hannibal employs two fanfiction tropes here:
First, the slow-burn strategy,'” delaying the inevitable plot-point as far as possible while
dwelling on the slowly unfolding emotional development of the characters. Second, the
role-reversal or role-swap trope,'? reversing the setup in which the characters find them-
selves compared to the source material. In the final scene of season one, it is Will Graham
who ends up incarcerated, falsely accused of Hannibal’s murders and Hannibal visits him,
using the same dialogue lines as in the source material’s iconic scene, only with their po-
sitions flipped.

And while we may consider, as Scahill does, Hannibal as a prequel or preboot to The
Silence of the Lambs (Jonathan Demme, 1991), his notion that the series reaffirms the cin-
ematic text(s) that precede it in production and follow it in the narrative timeline,' is
questionable. The aptly titled finale of season three, The Wrath of the Lamb, quite literally

8) Henry Jenkins, Textual Poachers: Television Fans and Participatory Culture (London and New York: Rout-
ledge, 2005, e-book edition).

9) Paul Gulino, Screenwriting: The Sequence Approach (New York and London: Continuum, 2004), 9.

10) Andrew Scahill, “Serialized Killers: Prebooting Horror in Bates Motel and Hannibal,” in Cycles, Sequels, Spin-
Offs, Remakes, and Reboots: Multiplicities in Film and Television, eds. Amanda Ann Klein and R. Barton
Palmer (Austin: University of Texas Press, 2016), 323.

11) See “Slow Burn (trope),” accessed December 6, 2021, https://fanlore.org/wiki/Slow_Burn_(trope).

12) See “Role Swap AU, accessed December 6, 2021, https://tvtropes.org/pmwiki/pmwiki.php/Main/RoleSwapAU.

13) Scahill, “Serialized Killers,” 333.
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throws the continuity in the air as in the final scene Will Graham embraces Hannibal and
pulls them both over a cliff edge into the roaring Atlantic Ocean below.

The fanfiction vocabulary offers three terms that we can find useful at this point: can-
on-compliant, canon-divergent, and post-canon, canon standing in for the official, estab-
lished version of the narrative and crucial in terms of continuity and coherence of the fic-
tional world.'” Hannibal skirts the edge of compliant and divergent in a way that is both
illuminative and provocative in its storytelling strategy. The major divergencies include re-
structuring the timeline by incorporating characters and events from the post-Red Drag-
on novels and films into the pre-Red Dragon storyline (Verger siblings and Hannibal’s time
in Italy after fleeing the USA) and the contextual shifts which maintain the key plot twists
while rearranging the characters’ motivations. Still, on the macroscopic level, the series re-
mains tethered to the canon in the crucial continuity checkpoint that its re-imagined Han-
nibal Lecter, for all the divergencies, is headed to an underground cell where he would
await the appearance of Clarice Starling and the plot of The Silence of the Lambs. Scahill
and other authors writing on the subject of re-boots argue, the audience’s foreknowledge
of the characters’ fate constitutes a major part of the viewing pleasure. The series allows for
this outcome and thus the possibility of canon-compliance, until the finale that constitutes
a possible point of departure from the canon.

Hannibal and Will go over the cliff and as the camera follows them, there are no bod-
ies to be seen. A post-credits scene strongly suggests, though does not confirm, that they
have both survived. The openness of the ending creates an intriguing conundrum in terms
of the place Hannibal holds in the canon continuity and highlights options the series could
have taken for the next season as well as decisions in the creative process:

A) reveal that even with the prison break and clift dive, it remains canon-compliant re-
garding the crucial plot points. Thus, Hannibal Lecter survives the fall and will imme-
diately or eventually get caught again, consulting with Clarice Starling on the Buffalo
Bill case from behind bars. This hypothetical continuation branches out into two dis-
tinct directions.

A1) The first variant offers season four of Hannibal adapting The Silence of the Lambs,
as with Hannibal Lecter alive there is no major continuity dissonance to do so.
There are two problems with this hypothetical, one legal and one creative. The
Hannibal Lecter franchise is subject to a peculiar copyright situation, as different
subjects hold rights to the characters from the Red Dragon and The Silence of the
Lambs novels. Bryan Fuller repeatedly mentioned in interviews that there were ne-
gotiations with the rights holders to the Clarice Starling character and hinted at
plans to incorporate the events from the novel into Hannibal but these plans have
not worked out. And even if there were a season four of the series, a deal that would
allow using the character seems very unlikely, as the network CBS released a pro-
cedural crime series Clarice (CBS, Jenny Lumet and Alex Kurtzman, 2021) in 2021,
with Clarice Starling as the protagonist investigating crimes. Due to the copyright

14) See “Canon — Fanlore,” accessed October 1, 2021, https://fanlore.org/wiki/Canon.
“Canon — TV Tropes,” accessed October 1, 2021, https://tvtropes.org/pmwiki/pmwiki.php/Main/Canon.
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situation, the name Hannibal Lecter cannot be uttered in the series. As we are
thinking through hypotheticals, we may circumvent the copyright issue and ques-
tion what this continuation would yield creatively for Hannibal. The real story en-
gine of the series is the relationship between the dual protagonists Hannibal Lecter
and Will Graham. Will Graham is merely a footnote mentioned in passing in The
Silence of the Lambs novel and non-existent in the feature film.

A2) The second variant would have Hannibal Lecter surviving the fall, most likely due
to reasons described above, alongside Will Graham, who would be incorporated
into The Silence of the Lambs plotline.

B) An ultimate canon-divergence in that Hannibal Lecter dies in the series finale (or is

C

~

never apprehended again.) Given that there is no season four of Hannibal and the clift
dive constitutes the ending to the series, taken to its conclusion, this perspective would
retroactively render the series an AU — alternate universe scenario in fan fiction termi-
nology.

Setting the following season(s) as post-canon, a continuation that expands beyond the
source material. This interpretation would require that we understand the character
arch of Clarice Starling has been adapted in the series, even though her name has not
been uttered due to copyright reasons. The arguments for such a reading are available:
the character distilled and split into the original characters of Miriam Lass and Bede-
lia du Maurier, while the main weight of mutual fascination and/or possible love inter-
est incorporated into the character of Will Graham.' This option would find both
Hannibal Lecter and Will Graham alive and on the run together. In his engagement
with the fandom, this scenario is the one Bryan Fuller playfully confirms as the current
state of affairs for the characters. And it is not surprising that some of the most popu-
lar, rated by hits, bookmarks and kudos, fanfics on archiveofourown.org offer their
post-canon takes on what happens after the finale: What We Talk About When We Talk
About Blood by damnslippyplanet,'® Two Solitudes by emungere'” (by available met-
rics, one of the most celebrated writers in the fandom) and a fanfiction with the most
kudos on the site, The Shape of Me Will Always be You by MissDisoriental.'®

15

16

17
18

=

See Bryan Fuller’s commentary on the substitution of Clarice Starling’s storyline elements by Will Graham

- Emma Dibdin, “Hannibal: Bryan Fuller Talks Season 4, Sexual Fluidity, and How Will Became Clarice

Starling,” Digital Spy, September 6, 2015, accessed October 1, 2021, http://www.digitalspy.com/tv/ustv/

a667077/hannibal-bryan-fuller-talks-season-4-sexual-fluidity-and-how-will-became-clarice-starling/. See

the analysis by Mat Daniel, focusing on the gender-swapping and queering of the characters: Mat Daniel,

“Hannibal: Beginning to Bloom,” in Queer/Adaptation: A Collection of Critical Essays, ed. Pamela Demory

(Syracuse and Clemson: Palgrave Macmillan, 2019), 67-86.

) “What We Talk About When We Talk About Blood,” accessed October 1, 2021, https://archiveofourown.org/
works/4960567.

) “Two Solitudes,” accessed October 1, 2021, https://archiveofourown.org/works/10673940.

) “The Shape of Me Will Always Be You,” accessed October 11, 2021, https://archiveofourown.org/works/

5367389.
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Hannibal as Fan Fiction of Itself

The post-canon fanfiction works mentioned in the previous section, as well as many oth-
ers, use the slow-burn strategy building up to an admittedly romantic and sexual relation-
ship between Hannibal and Will. Fictional characters are presumed to be heterosexual un-
less it is explicitly stated otherwise. The rising acceptance, on the legislative as well as
public opinion level, of LGBT+ people in the Western cultural space has brought on a dis-
tinctive shift in the treatment of popular characters’ identities. ].K. Rowling outed Dumb-
ledore as gay on Twitter, Marvel Comics recently featured two of its male characters wed-
ding on the cover of the issue, the star actors portraying two fan-favorite characters in the
newest Star Wars installment publicly complained about their relationship not having
been taken further than friendship. The conceptual axis, where fictional characters’ sexu-
ality and its perception by the audience oscillates, can be denoted by Adrienne Rich’s com-
pulsory heterosexuality on one end, posing heterosexuality as the implicit and enforced
norm," and Alexander Doty’s queer reading, opening the possibility that any characters
and relationships can be read as queer by the audience, regardless of the text itself or the
creator’s intent.?”

Bryan Fuller did not set out to queer the Hannibal Lecter/Will Graham characters or
their relationship, known in the fandom under the portmanteau name Hannigram; he de-
scribes the process as an organic development of a friendship-turned-antagonist dynamic
into a love story,?" acknowledged by the creators. Fuller as well as Mat Daniel in his anal-
ysis? track the development of the subtext into text over the course of three seasons.

Reframing a canonically heterosexual relationship as a queer one has been a cardinal
drive in fanfiction, traced back to Star Trek’s (NBC, Gene Roddenberry, 1966-1969) pair-
ing of Captain Kirk and Spock, denoted by the slash sign that gave the name to the genre
as slash fiction. Henry Jenkins sums up the structure of slash thus:

The narrative formula of slash involves a series of movements from an initial part-
nership, through a crisis in communication that threatens to disrupt that union, to-
ward its reconfirmation through sexual intimacy. These conventions represent both
the dystopian dimensions of conventional masculinity and the Utopian possibility
of a reconstructed masculinity. Dramatic moments occur around boundaries within
the continuum of male sexual and social desire; emotional intensity surrounds tho-
se moments when the men finally confess their feelings to each other. Here, sexual
scenes merely confirm the partners’ acceptance of these revelations as a basis for

their new commitments.?>

19) Adrienne Rich, “Compulsory Heterosexuality and Lesbian Existence,” Signs 5, no. 4 (1980), 631-631, http://
www.jstor.org/stable/3173834.

20) Alexander Doty, Flaming Classics: Queering the Film Canon (New York and London: Routledge Taylor &
Francis Group, 2000, e-book edition).

21) Dibdin, “Hannibal: Bryan Fuller Talks Season 4, Sexual Fluidity, and How Will Became Clarice Starling.”

22) Daniel, “Hannibal: Beginning to Bloom,” 67-86.

23) Jenkins, Textual Poachers, 211.
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The relationship in Hannibal does not turn explicitly sexual, although a possibility of
the characters sharing a kiss in the season three finale has been brought up.?” What qual-
ifies the series as a slash fiction in the paradigm formulated by Jenkins and what the many
fan-generated paratexts make explicit, is the emotional intensity and acknowledgment
within the text of the TV show that re-structures its key plot points around the relation-
ship: Hannibal Lecter guts Will Graham in the season two finale not as an attempt to
evade escape but as punishment for a perceived betrayal and when he finally gets arrested
in the mid-season finale of season three, it is of his own volition in order to have Will Gra-
ham know where he can find him after Will has rejected him. The factual content and nar-
rative outcome of these scenes is identical to the source material, canon-compliant on the
surface, but what changes is the context and emotional charge in terms of character moti-
vation and development. As Jeff Stone writes in his review of the episode: “I’s a big devia-
tion from the source material, but one that definitely works in the context of the show. ...
You don’t get to call the shots in this relationship, Will!”?* In further reviews, the same au-
thor cheekily refers to Hannibal’s manipulations of Will in the Red Dragon storyline as
“passive-aggressive ex stuff.?® The characters within the show refer to their murderous
back-and-forth as foreplay or seduction and the tabloid journalist character nicknames
the duo murder husbands, a moniker that became widely popular among the Fannibals.
And Henry Jenkins would likely have punched the air with the visual reference of the
characters touching the glass of Hannibal’s cell that separates them, in an explicit reference
to the famous Star Trek scene.””

Hannibal developed over the course of three seasons from a monster-of-the-week
procedural series that used the Hannibal Lecter/Will Graham dynamic as its overall nar-
rative arch to a series that explicitly posits the relationship as its main dramatic situation,
an impossible love story. As was quoted above, this was not the author’s intention in the
beginning. And in this sense, a multiple-season series offers intriguing material to analyze
because the standard process, for television as well as SVOD content, entails a built-in
evolution of the material in time. When the creator presents the pitch for a series, it usu-
ally includes a rough outline of the potential continuation, in case the series proves suc-
cessful and is renewed for a next season. However, the renewal is always uncertain, and the
screenplays are written only after the confirmation. Thus, the preceding season functions
as source material for the next one. And with this framework, Hannibal’s slash fiction

24) Jung, “Mads Mikkelsen, In Conversation.”

25) Jeff Stone, “Review: ‘Hannibal’ Season 3, Episode 13, “The Wrath of the Lamb’: Over The Edge | IndieWire,”
Indiewire, August 30, 2015, accessed October 1, 2021, https://www.indiewire.com/2015/08/review-hanni-
bal-season-3-episode-13-the-wrath-of-the-lamb-over-the-edge-58783/.

26) Ibid.

27) Henry Jenkins wrote a widely reproduced note, titled “Confessions of a Male Slash Fan,” in 1993: “The glass,
for me, is often more social than physical; the glass represents those aspects of traditional masculinity which
prevent emotional expressiveness or physical intimacy between men... One of the most exciting things
about slash is that it teaches us how to recognize the signs of emotional caring beneath all the masks by
which traditional male culture seeks to repress or hide those feelings” See: Henry Jenkins, “What’s Behind
“The Glass’?,” Henry Jenkins, May 8, 2008, accessed October 1, 2021, http://henryjenkins.org/blog/2008/05/
the_glass.html.
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treatment of the central relationship is not a queering of the pre-existent source material
but of the series itself over time.
John Bryant writes of adaptations in general:

As an announced retelling of an earlier work, an adaptation cannot exist without its
tether to its originating source. When audiences lose their hold on this tether, the
adaptation becomes at best a retelling only, like a fairy tale whose Ur-text cannot be
found. And if readers were to forget as well, the original story it retells, the adaptati-
on would become perhaps an originating textual identity of its own, a text without a
link to a defining past or originating source.®)

Hannibal does not lose its tether to the originating source and due to the pop-cultural
relevance of its titular character, does not let its audience lose the hold of that tether. How-
ever, it does become an originating textual identity in its own right, as fanfiction text of
both its source material and itself.

Conclusion

In the pilot episode, Hannibal warns the killer Gareth Jacob Hobbs, whom the FBI is about
to arrest, with a phone call, saying only: “They know.” The warning puts in motion a mas-
sacre of Hobbs’ family that is ended by Will Graham, who fatally shoots Hobbs. As he is
dying on the kitchen floor, he utters “You see?” at Will. In the season two finale, the situa-
tion is mirrored and reversed, as Will calls Hannibal, about to be arrested by Jack and says
“They know? If we interpret the whole series with the lens of Will Graham’s character de-
velopment, it is pointedly bookmarked by the “You see?” question that puts his evolution
in motion and the answer in the series finale, as Will answers affirmatively to Hannibal
asking him by using exactly the same phrase, before throwing them off of the cliff while
Love Crime by Siouxie Sioux, composed for the show, plays over the credits.

The series Hannibal offers a creative and transformative approach in adapting its ex-
tensive source material, employing practices familiar in fanfiction, while over the course
of three seasons engages with developing dynamics and building on motifs it has estab-
lished independently from the source material.

This paper offered a perspective of approaching officially sanctioned serialized adapta-
tions through the lens of fan studies, specifically identifying the creative techniques that
are perceived as a staple of fan generated content and analyzing how they are functionally
used in adapting pre-existing works, bringing original and fresh perspectives to seeming-
ly fixed canons. For further enquiries in this direction, a considerable paradigm is present-
ed in bridging the gap between adaptation studies, focused exclusively on official adapta-
tions, and fan studies, examining fan-generated content as it relates to the hierarchically

28) John Bryant, “Textual identity and adaptive revision: Editing adaptation as a fluid text,” in Adaptation Stud-
ies: New Challenges, New Directions, eds. Jorgen Bruhn Gjelsvik, Anne Hanssen, and Eirik Frisvold (London
and New York: Bloomsbury, 2013, Kindle edition).
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removed canons. In the contemporary television and film industry,® especially in the
commencing era of streaming wars, there is an apparent increase of the ever-present ten-
dency to expand and adapt existing properties in a way that will keep the established fan-
base as well as attract new audiences and examining how the adaptation practice uses fan-
fiction techniques presents a useful perspective.
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Hackers and Coders versus Viewers: The Stakes of Photography
in an Era of Image Massification

Tomas Dvordk and Jussi Parikka, eds., Photography Off the Scale: Technologies
and Theories of the Mass Image (Edinburgh: Edinburgh University Press, 2021).

The book Photography Off the Scale: Technologies and Theories of the Mass Image is, first of all, about
quantities. Those with memories of pre-smartphone years may suspect that the images of this world
have increased in number. Perhaps fewer, however, are aware of just how much. Among the first things
we learn in this book is that, in 2018, over 30 million images were uploaded to Twitter, 52 million to
Instagram, and 350 million to Facebook — daily (25). For someone who makes a handful of uploads a
week, this was news. Who could possibly be looking at them? It turns out, no one. Even if everyone on
Earth spent eight hours scrolling through images, they would not all get seen (25). The quantities are
just too large. This book claims that the now unconscionable scale at which images circulate and are
produced is because they are actually no longer tailored to the human. Interrogating an optics of “ec-
centric metrics” (Dvorak), the book tackles one of the liveliest issues in image studies, media studies,
and art history today — machine vision, or the vision of the human eye as it is extended by technical
apparatuses. It is this seeing “by other means” that the book alleges has thrown the number of images
“off the scale”

Images increasingly make our bodies, society, and planet available to mechanized forms of obser-
vation. Medical scanning technologies probe our anatomical insides.” Algorithms read faces for emo-
tions.?” Satellites map geodynamics.” Underground observatories track exploding stars. A telescope
recently photographed a black hole.” Machines have extended our observational capacities into the in-
finitesimally near and far not just by converting different types of energy into detectable light signals,
but also by expanding the scale at which these images are being produced. Image-making processes
must be automated in order to ensure continuity of observation. Operating under the totalizing prin-
ciple of surveillance (an interrupted CCTV image stream has no value), the unblinking eye of today’s

1) Lisa Cartwright, Screening the Body Tracing Medicine’s Visual Culture (Minneapolis: University of Minnesota
Press, 1995).

2) Roland Meyer, Gesichtserkennung: Vernetzte Bilder, Korperlose Masken (Berlin: Klaus Wagenbach, 2021).

3) Hito Steyerl, “In Free Fall: A Thought Experiment on Vertical Perspective,” E-Flux, no. 24 (2011), accessed Sep-
tember 1, 2021, https://www.e-flux.com/journal/24/67860/in-free-fall-a-thought-experiment-on-vertical-per-
spective/.

4) Katarina Fritsch et al., Andreas Gursky (London: Hayward Gallery Publishing, 2018).

5) See, for example, the documentary film The Edge of All We Know (Peter Galison, 2020).
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“imaging” technologies knows no rest. Nonetheless, in aiming for total reconstructions of the world,
the world is precisely what these images threaten to eclipse.

The second set of issues concerning images “off the scale” relates to what it means when “the quan-
tity of images becomes their new quality;” as Dvorak puts it (43). It is not clear to all involved that the
object of machine vision continues to be an image. The imaging technologies in self-driving cars, as
Jussi Parikka reminds us, model, map, and navigate the urban landscape by sending out pulses of light
and sound (Figures 10.4-6 in the book). Resulting from millions of directed light pulses emitted, re-
turned, recorded, and modeled per second, the eerie landscapes generated by radar-based technolo-
gies meticulously replicate a world for purposes that might have more in common with sensing or
signaling than the genealogies of seeing involving cameras.

And yet, despite the rhetoric of anti-retinal blindness, what we are presented with in Parikka’s
chapter (and essentially all the others) is still... images. This book is, therefore, full of — productive —
contradictions. Starting with its upfront dedication to photography, a field of image-study with a par-
ticularly lengthy and venerable tradition and one that is somewhat indelibly associated with the struc-
tural-technical properties of cameras, devices of the lenticular variety. The book holds true to this
commitment throughout, assembling the names of classic photo historians, theorists, critics, and prac-
titioners on its pages. Rather than guide the reader in the direction of uncharted Elysian Fields, the col-
lection follows the hard-won media-archaeological wisdom of traveling into new “scales” with its face
turned toward the ruins of visual media. To discuss technologies no longer modeled on the human eye
as “photographic” is strategic, therefore, as it recognizes the critical role that the image may still poten-
tially play in rendering the ongoing environmental, biopolitical, psychosocial, and ethical catastrophe
at a humanly intelligible scale.

An example of the photographic past creating opportunities for our sense of measure being ex-
ceeded and re-scaled at the same time is Annebella Pollen’s study of the historic photographic format
of the lantern slide. Slides here demonstrate one of the central claims of the book: that photography’s
coincidence with the rise of consumer capitalism means that the issue of scale, as well as related con-
cepts of mass production, reproduction, and disposability, are innate to it. Massive collections of slides
that now have a second life as installation art bear witness — at a scale that remains empirically appre-
ciable — to photography’s potential for excess or abundance. Nevertheless, they also foreground the
essential part in this excess or abundance played by operations of image cataloging and management.
Stacked against the walls, across tables, or dumped across the gallery floor, these slide collections are
missing the central bureaucratic-clerical-statistical component that once ensured their use-value,
which was not the camera but the filing cabinet, as the photography historian Allan Sekula once not-
ed.” These images make abundantly apparent the chaos latent in any image collection and the critical
role of operational infrastructures in keeping it at bay.

The inaccessible nature of digital image infrastructure and machinic image production appears
nowhere more clearly stated than in Sean Cubitt’s “mass image” hypothesis. The mass image hypothe-
sis understands the object of machine vision to be something of a moving target. The mass image is the
unique result of an image search whose results will appear on the basis of all the information (images,
sites, reactions, and metadata) constituting a given user’s online profile at a given point in time. This
“image” “has no center, its dynamic topology has no fixity and no focus because it is not primarily vis-
ual (or in any humanly recognizable sense perceptual),” Cubitt writes (30). However, the mass image’s

6) Allan Sekula, “The Body and the Archive,” October 39 (1986), 16.
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definition as a data aggregate also means that the user remains involved in its production with every
click, like, or search. Rather than being beyond the reach of the human, image production has argua-
bly never been more dependent on us. The novelty of the mass image lies in the fact that we contribute
our share of labor without either compensation or awareness.

In her study, Michelle Henning focuses on the affect whose investment in images is the precondi-
tion to sustaining this technical assemblage of human and nonhuman. She examines a range of imag-
es used in developing sentiment analysis and mood tracking, from Hugo Ball’s design of the smiley
face in the 1960s to digital emojis. Henning contextualizes what she calls “feeling images” within pho-
tography’s historic leveraging of affect for purposes of ensuring its mass appeal and emotional “conta-
gion” (90). She argues that this preoccupation with affect genders photography’s claim of universal
transparency, communicability, and sociability in a problematic fashion.

Andrew Fisher elaborates on this call for a new sensibility of measure in light of the recent attain-
ment of excessive scales of image production. For him, photography’s excessive scale impinges on its
promise of rendering the world sensible and thus shareable. Fisher draws on the philosophical work of
Jean-Luc Nancy to reimagine different modes of photographic enunciation, or being-with-others, as
“scaled” In addition to the “I” that announces its presence by pressing the cameras shutter and the
“you” that appears on the scene in the act of being photographed, the “we” involves a notional coinci-
dence between “I” and “you” in an identity that is imposed from without. Fisher takes Nancy’s propos-
al of a “we others” (nous autres), instead, to exemplify a “coexistence without coincidence” that would
be necessary to establish a new topography of (scaled) relations (73).

The subject of media has been varyingly conceptualized as displaced, pacified, and harvested into
a “data subject,” while the technologies of mass image production and distribution are perceived as
forming a single, all-encompassing, impenetrable, and perfectible artifice. While there are good rea-
sons for this, part of what this book does is move past this duality. One way it does so is through its new
typology of images forms. This is particularly fruitful in offering a critique of two other, extremely im-
portant image types it arguably inherits: Harun Farocki’s concept of operational images, that is, images
whose purpose is technical,” and Trevor Paglen’s notion of seeing machines, or technologies of obser-
vation whose resulting images are not meant to be seen by the human eye.¥

In their chapter, Luka$ Likavéan and Paul Heinicke take up Harun Farocki’s conceptualization of
the operational image as observing the world and turning it into data (217). The term is discussed in
relation to the case of a diagram of cropmarks in a field in Wales such as was revealed by satellite im-
aging in 2018 after a heatwave (Fig. 11.3) — an example of the human-made “knowledge infrastruc-
ture” of sensing and modeling the Earth, their more general subject of study. The enunciative position
afforded by the image is clearly nonhuman, as these cropmarks were not observed from a vantage
point far removed from that of any earthbound traveler. In its production of data, it seems to bear out
the simulacral logic of the operational image. However, given that the climate crisis is human-made,
insulating this image from all human agency is also a mistake, as it would also be in the case of images
of hurricanes, heatwaves, droughts, sea level rises, loss of wildlife, or the acidification of oceans. Com-
bining the artist Dietmar Offenhuber’s notion of a “language of the phenomena themselves” with what
the tech industry calls “data visualization,” Likav¢an and Heinicker propose “autographic visualisa-

7)  Eye/Machine III (Harun Farocki, 2003); Harun Farocki, “Transversal Influences,” Trafic 43, no. 1 (2002), 34-35.
8) Trevor Paglen, “Is Photography Over,” fotomuseum Winterthur, March 13, 2014, accessed September 1, 2021,
https://www.fotomuseum.ch/de/2014/03/03/is-photography-over/.
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tion,” or image-making that “isolates some qualities of the phenomenon itself and uses them as traces
of the occurrence of the given phenomenon or process” (217). By adopting the notion of visualization,
they shift the point of origin of the image from the machine to the phenomena, and thus recognize their
share (and, indirectly, their disruption by humans) in the process of “presenting [themselves]” (218).

The essay by Joanna Zylinska that follows continues this vein of critique. Zylinska’s subject is also
premised on the nonhuman nature of photographs, or photographs “not of, by or for the human” (238).
However, she stops short of describing these images as falling outside the spectrum of human visibili-
ty, stating her differences with, this time, the notion of machine vision as articulated by artist Trevor
Paglen, in suggesting this falls short of the “human responsibility [borne out by the image] and the
possibilities of its enactment” (239). “While I acknowledge that both seeing and acting will be under-
taken by human and nonhuman agents,” she writes, “the reflective process on what constitutes good-
ness and what forms it may take [...] will be uniquely human” (238). Using an online labor market-
place run by Amazon called Mechanical Turk, Zylinska employed 100 contractual workers to create an
image composite out of photographs taken “from the window of the room they were in” (242). Using
an online labor marketplace run by Amazon named after an early chess-playing automaton, Zylinska
discovers no sophisticated contraption inside but a human chess master, only a systematic self-efface-
ment that is needed “to power the illusion of a chess-playing machine” (245). So much for seeing ma-
chines being autonomous.

When discussing machine-vision-based image types, this shift may appear slight, essentially
amounting to a choice of emphasis among its two constitutive aspects, the technical and material prac-
tices versus their social and human context. Nevertheless, greater consideration of the latter could have
significant consequences; namely, the contemplation of a politics of such images, a call that is once
again made in the exchange reproduced here between early photo historian Geoffrey Batchen and con-
temporary photographer Joan Fontcuberta. While the networked digital image’s rhetoric of apocalypse
can be correlated with the colonization of everyday life by machine learning and artificial intelligence,
placing the blame on the side of the machine is arguably contributing to the inevitability of this image-
apocalypse.

One potentially productive reading of the book assembles the many moments when its authors
probe the networked image for its systematic vulnerabilities. Obsolescence seems an important one, as
the scaled nature of the concept does not chart photography’s dramatic growth but its decline. As Font-
cuberta reminds us, digitalization may have accelerated image production, but it also perpetuated im-
age loss. Describing her process of forensic analysis as “prowling around photo libraries and archives
in search of patients in a state of trauma,” Fontcuberta sees herself diagnosing and rescuing “sick im-
ages” (254). Her location of authorship in appropriation and reuse allows her to identify not with the
making but the un-making of images, a statement that also resonates with Zylinska’s notion of “undig-
ital photography” as a reminder of the inherent openness of the digital image to manipulation and
practices of post-production. It also recalls Tereza Stejskalovd’s study of the idea of a “broken machine”
in Alexandria Ocasio-Cortez’s embrace of the live-stream format on Instagram and the feminist resil-
ience and empathy implied in the ambivalence and impoverishment — due to patchy network connec-
tivity — to which her “broken” image exposes her (106). In the era of “image massification” (Batchen
and Fontcuberta), discovering the inherent instability of the mass image means gaining ground against
the machines.

Two potentially surprising conclusions transpire. First, that, contrary to belief, close study will re-
veal that no two mechanically produced copies of an image are identical, which Josef Ledvina demon-
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strates through traces of image burn-in, retention, and “ghosts” on the red monochrome image repro-
duced on six technically identical television monitors (Fig. 9.2). Errors are as ephemeral as they are
uniquely site and context-specific, which is why the commercial standardization of analog techniques
kills reproducibility’s political affordances (Michal Simtinek). And second, that to single out one image
from a deluge of images can actually be strategic, in the sense described by these authors as “overcom-
ing, countering or getting behind the ephemerality and interchangeability that governs the contempo-
rary image environment” (161). Singularity returns to the discussion through the force of its encoun-
ter with a (distributed and networked) human viewer.

Also promising in this regard is the book’s engagement with contemporary art and visual culture.
An example of this are the booK’s illustrations, which range from charting the stark realities of inflation
in a towering stack of bills next to a bundle of carrots in Venezuela of 2018 (Figs. 3.4-6) to the irony of
the photograph in which the designer of the original smiley face, Harvey Ball, as he sits at his desk un-
smiling (Fig. 5.1). It includes Eric Kessel’s deluge of uploaded photographs in the corner of an art gal-
lery (Fig. 1.1), the haunting beauty of a city viewed through lidar (Figs. 10.4-6), or Joan Fontcuberta’s
archaeological excavations (Figs. 13.1-3), among others. These illustrations bear ample visual witness
to photography’s continued entanglement in the issues of reproducibility, massification, and scale.
Nevertheless, they also imply another, relatively recent shift in critical media studies into the spaces of
art history and media archaeology.” Many of the images considered by the book could have been (and
potentially were) displayed in galleries and museums, “white cubes” that have opened up to “black
boxes.”'? This is significant, not just because the involvement of artists implies an increased accessibil-
ity of the “imaging” technologies at stake in this book, but also because of the range of cultural tech-
niques involved, most notable being that of close looking and formal analysis. By gathering together
examples of scale as both enacted and represented by images, this book opens onto a previously unim-
aginable horizon of possibility in which the agency possessed by a handful of hackers and coders
could, through new ontologies of the image, be expanded to include the vast network of viewers.

Eszter M Polonyi (University of Nova Gorica)

»

9) Thomas Elsaesser, “Media Archaeology as Symptom: An Epilogue,” in Film History as Media Archaeology:
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Bezbieha rozpinavost transmediality

Carol Vernallis — Holly Rogers — Lisa Perrott, eds., Transmedia Directors: Artistry, Industry
and New Audiovisual Aesthetics (New York: Bloomsbury Academic, 2020).

V roce 2007 publikoval medialni teoretik Henry Jenkins na svém blogu ¢lanek ,Transmedia Storyte-
lling 101" V névaznosti na svoji teorii konvergentni kultury (convergence culture)® v ném definuje
koncept transmedidlniho vypravéni (transmedia storytelling) jako proces, v némz jsou jednotlivé inte-
gralni prvky fikéniho svéta systematicky $ifeny napii¢ riznymi komunika¢nimi kanaly za acelem
vytvoreni soudrzného celku a koordinovaného zazitku. Kazdy kanal neboli médium pfitom tento
v dusledku kompaktni systém svymi vlastnimi prostfedky a moznostmi rozviji.?) Stru¢né feceno,
transmedidlni vypravéni neboli tzv. transmedialita predstavuje formu rozptyleni narativu napri¢ néko-
lika médii ¢i platformami, kdy kazdé z nich pribéh rozsituje.

S konceptem transmediality nasledné pracovali teoretici i historici z riiznych obort a rozpinavé jej
§itili mnoha badatelskymi sméry i skrze vicero medialnich obort. Na zdkladni Jenkinstiv model se tim
nabalovaly dalsi teorie, poznatky a analyzy, ve velké mife souvisejici s rozvojem modernich technolo-
gii, socidlnich siti a participativni kultury. Béhem neformdlnich diskuzi jsem se vSak setkala i s uva-
hou, ze koncept transmedialniho vypravéni je jen vyhodnou akademickou zastérkou pro marketingo-
vé praktiky medialnich pramyslu, jejichz cilem je generovani co nejvyssiho zisku a kapitalu.? At uz
k ekonomickym profitim fransizovych transmedidlnich projektt prihlédneme, ¢i nikoliv, je zcela
evidentni, Ze béhem uplynuvsich ¢trnécti let se transmedialita stala vlivnym a hojné tematizovanym
konceptem nejen v oblasti medialnich studii.” Historizujicim zpisobem pracuje s transmedialitou na-
priklad Matthew Freeman, ktery ve své knize Historicising Transmedia Storytelling: Early Twentieth-
-Century Transmedia Story Worlds poukazuje mimo jiné na to, Ze transmedialni praktiky $ifeni obsa-
hu existovaly v audiovizudlnim primyslu mnohem dfive, byt jsou dnesnim pohledem a ve srovnani

1) Henry Jenkins, ,Iransmedia Storytelling 101% Confessions of an Aca-Fan, 21. 3. 2007, cit. 16. 8. 2021, http://
henryjenkins.org/blog/2007/03/transmedia_storytelling 101.html.

2) Henry Jenkins, Convergence Culture: Where Old and New Media Collide (New York — London: NYU Press,
2006).

3) Jenkins, ,Transmedia Storytelling 101

4)  Srov. Lucie Cesalkovd, ,, Transmédia: nejprve ptibéh, pak médium: Rozhovor se Sarou Bozanic, Iluminace 26,
¢.1(2014), 107-114.

5) Viz napf. Matthew Freeman — Renira Rampazzo Gambarato, eds., The Routledge Companion to Transmedia
Studies (New York — London: Routledge, 2019).



84 ILUMINACE Ro¢nik 33,2021, ¢. 3 (123) RECENZE

s dne$ni praxi méné sofistikované.” I to bylo ostatné inspiraci a metodologickou vyzvou pro miij vy-
zkum geneze a rozvoje formatu televizni pisnicky spolu se sledovanim spolupréace kulturnich pramys-
1& v 60. letech v Ceskoslovensku.”

Jednim z poslednich prispévka redefinujicich ptivodni Jenkinstv koncept je recenzovand kniha
Transmedia Directors: Artistry, Industry and New Audiovisual Aesthetics (déle jen Transmedia Direc-
tors) editorek Carol Vernallis, Holly Rogers a Lisy Perrott. Ty jsou soucasné i editorkami knizni fady
»New Approaches to Sound, Music and Media“ nakladatelstvi Bloomsbury, jejiz prioritou je prispivat
ke zméné vnimani a chapani vztahu zvuku a obrazu napfi¢ médii a v niz kniha jako prvni pocin této
edi¢ni fady vysla. Carol Vernallis (Stanford University, USA), Holly Rogers (University of London,
UK) a Lisa Perrott (University of Waikato, New Zealand) jsou v tomto sméru fundovanymi badatelka-
mi a autorkami. Ve svych vyzkumech a publikacich se vénuji pravé interakci hudby s jinymi médii
a disciplinami nebo audiovizudlni estetice napfi¢ médii, formaty a digitalnimi technologiemi. Verna-
llis je mimo jiné autorkou knihy Experiencing Music Video® nebo spolueditorkou The Oxford Hand-
book of Sound and Image in Digital Media,” Rogers se predev$im zabyva hudbou a zvukem v doku-
mentarnim a experimentdlnim filmu a videoartu'® a Perrott klade ve své praci diiraz na vztah audio
a vizudlnich médii, na populdrni hudbu a videoklipy, publikovala napt. nékolik praci o Davidu Bowi-
em.') Viechny pak piisobi na univerzitnich katedrach spjatych s medialnimi studii a muzikologicky-
mi obory.

Kniha Transmedia Directors je sbornikem, ktery na 396 strandch (s poznamkovym aparatem
483 stran) kromé tvodu zahrnuje 26 studii rozdélenych do 9 kapitol. Editorky tak sestavily obsahlou
a celkové rozmanitou kolekei prispévki od 25 autorti pochazejicich z odlisného oborového i univerzit-
niho prostfedi. Sbornik tak nabyva urcité pestrosti, nebot téméf kazdy z autort pfinasi originalni stu-
dii s badatelsky osobitym postojem. Je v§ak nutné zminit, ze s ptivodnim Jenkinsovym pojetim kon-
ceptu transmediality nékteré texty komunikuji jen velmi volné az vagné, jiné k ptivodnimu vyznamu
pouze formalné odkazuji, nékdy provazani s timto pristupem témér absentuje. I proto by se u nékte-
rych prispévki knihy nabizel jako vhodnéjsi spise metodologicky ,,méné zavadéjici“ pojem cross-me-
dialni nebo multi-medialni. Nicméné, jestli se budou i takové prispévky jevit jako metodologicky pod-
nétné ¢i jinak inspirativni, je pak na kazdém ¢tenafi, a predev$im na tom, z jakého oboru vychazi
a z jaké perspektivy k této problematice pfistupuje.

Usttednim principem konceptu transmedialnich reziséra (transmedia directors) je podle uvodni-
ho textu Carol Vernallis pfendseni tviiri praxe reziséri a jejich stylu napri¢ formaty a médii, mira i vy-
znam jejich spoluprace s jinymi tviréimi profesemi a interakce hudby a zvuku s obrazem v jejich dile.

6) Matthew Freeman, Historicising Transmedia Storytelling: Early Twentieth-Century Transmedia Story Worlds
(New York - London: Routledge, 2017).

7) Miroslava Papezova, ,Kdo, s kym, o ¢em, pro koho: Geneze formatu televizni pisni¢ky a spoluprace kulturnich
pramyslt v 60. letech v Ceskoslovensku®, Iluminace 32, ¢. 2 (2020), 5-29.

8) Carol Vernallis, Experiencing Music Video: Aesthetics and Cultural Context (New York: Columbia University
Press, 2004).

9) Carol Vernallis - Amy Herzog - John Richardson, eds., The Oxford Handbook of Sound and Image in Digital

Media (Oxford - New York: Oxford University Press, 2013).

Holly Rogers, ed., Music and Sound in Documentary Film (New York — London: Routledge, 2014); Holly Ro-

gers — Jeremy Barham, eds., The Music and Sound of Experimental Film (Oxford - New York: Oxford Universi-

ty Press, 2017).

11) Viz napt. Ana Cristina Mendes — Lisa Perrott, eds., David Bowie and Transmedia Stardom (New York — Lon-
don: Routledge, 2019).

10

=



ILUMINACE Ro¢nik 33,2021, ¢. 3 (123) RECENZE 85

Vernallis pojmenovava jako transmedidlni ty reziséry, jejichZ tviréi rysy a trajektorii 1ze vysledovat na-
pri¢ rozli¢nymi platformami soucasného zesilujictho medialniho viteni (intensified media swirl) a je-
jichz styl ¢i rukopis je na zdkladé tohoto transmedidlniho ptisobeni identifikovatelny. Uvadi, Ze mno-
ho téchto reziséra pracuje vyznamnym zptsobem s hudbou a pozornost soustfedi na to, jak v jejich
tvorbé hudba s obrazem komunikuje a jak podstatna je tato interakce pro jejich filmatsky styl. Jednot-
livé analyzy tedy vychazeji predevsim ze stylistické roviny rezisérského dila, ale pochopitelné zohled-
nuji i kulturné-historicky kontext, zazemi a predispozice umélct, v nékterych pripadech i produkéni
podminky. V centru zdjmu ale stoji vzdy dany rezisér ¢i umélec, pricemz prispévky této Siroké kolek-
ce reflektuji gender, rasu, vék, narodnost i LGBTQ.

Duilezité je podotknout, Ze v Transmedia Directors jde pfedevsim o analyzy soudobych tvircich
praktik umélci a reZiséri. Za zdsadni kontext transmedidlnich rezisérti povazuji editorky audiovi-
zudlni prostfedi pojimajici souc¢asné trendy a moznosti modernich technologii, digitalni praktiky
a medialni vifeni. Vernallis dokonce zastava pottebu zaloZeni nové discipliny v ramci audiovizualnich
studii, ktera by pojimala vSechna média a jejich vztahy, a podobné upozornuje na pottebu vyzkumu
zaméfenych na kratké formdty véetné reklam, instagramovych ptispévka, zpravodajskych sekvenci,
YouTube videi, trailert a dal$ich utvard, které zapadaji do dnesni zrychlené a roztfisténé percepce
i uzivatelské participace (3, 7-8).

Na tvodni teze Carol Vernallis navazuje Holly Rogers, ktera definuje koncept transmedialnich re-
7isérii také jako zesilenou a roziifenou formu audiovizuality. Rika, Ze ackoliv jednotlivé studie zkou-
maji zptsoby, jakymi se utvareji autorské rysy jednotlivce-reziséra skrze projekty a naptic¢ platforma-
mi, vétsina badatelt béhem vyzkumu objevila nartstajici proménlivost piivodniho pojmu. Zejména
asambladZovy pristup v rdmci tvaréi spoluprace ma zasadni vliv na vznik rozptyleného autorstvi (9).
Svym stru¢nym, avak vystiznym avodnim pfispévkem zvyraziiuje promény autorstvi i Lisa Perrott —
o popsanych praktikach navic mluvi jako o transmedialni hte utvarené uvnitt kolaborativniho matri-
Xu reziséra, umélce a fanouska (16).

Jednotlivé kapitoly knihy jsou stfidavé zaméfené bud na konkrétni reziséry (Wes Anderson, David
Lynch, Barry Jenkins, Lars von Trier), nebo na témata reprezentovana studiemi o umélcich, v jejichz
tvorbé shledavaji badatelé sty¢né rysy. Pocet studii v ramci kapitol je nejednotny, az nevyvézeny a vy-
bér rezisért i prostor jim vénovany ztstava blize nezdtivodnény. Wesu Andersonovi a Davidu Lyncho-
vi jsou vénovany vzdy Ctyfi texty, Larsu von Trierovi a Barry Jenkinsovi se dostalo po tfech studiich.
Oproti tomu jiné kapitoly s obecnéj$imi a metodologicky inovativnimi vyzkumy, jako napriklad
»Cross-medial Assemblage and the Making of the Director® (¢ast 2) nebo ,,Transmedial Relations and
Industry (¢4st 3), pojimaji pouze po dvou studiich, vénovanych Sofii Coppole, Michaelu Bayovi,
Dzun-ho Pongovi a Davidu Fincherovi. Je to $koda, nebot daldi takové piispévky bych povazovala za
nejvice podnétné a v rdmci definovaného konceptu uzite¢né, zejména ve smyslu propojeni s kontex-
tem narodnostnich a pramyslovych praktik nebo dikladnéjsiho rozboru transmedialniho stylu.

Stfedobodem studii neni jen tvorba rezisért a jejich spolupracovniktl znamych hlavné tvorbou ce-
lovecernich filmi — nékteré z nich ptikladné cili i na tviirce videoklipti ¢i jinych hudebnich audiovi-
zualnich forem, jimz byla v akademickém prostfedi doposud vénovana jenom mala pozornost. Prikla-
dem muize byt sekce ,,Music Video's Forms, Genres and Surfaces“ analyzujici tvorbu Emila Navy a jeho
spolupraci s dal$imi umélci. Na rozhovor Carol Vernallis s timto rezisérem navazuji dvé studie. Prvni
z nich pojednéava o vyvoji Navovy spoluprace s hudebnikem Calvinem Harrisem a pokracuje formal-
ni a textudlni analyzou pisné Rihanny ,, This Is What You Came For*. Druha se vice zabyva stylistickou
rovinou Navovych videoklipti, konkrétné analyzuje jeho préci s barvou. Na prikladech kolorovani
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dvou jeho videoklipti autor studie argumentuje, ¢im maji Navovy estetické kompozice v dobé rozttis-
téné a rozptylené percepce soustredit divakovu pozornost a pripoutat jeho oko k obrazovce. Nava tak
¢ini s vyuzitim moznosti, které do procesu tvorby vnaseji nova média i moderni technologie.

PrestoZe jsou takové analyzy hudebnich videi pfinosné i potiebné, a Transmedia Directors v tomto
sméru jednozna¢né obohacuji, lze polemizovat, do jaké miry jsou skute¢né vedeny konceptem
transmediality a transmedidlnich rezisért, ¢i zda spise piedstavuji jeho neuchopitelné rozpinavou for-
mu. Ztetelné je to pravé ve studii zaméfené na analyzu videoklipu Rihanny, kterd se vice nez na
transmedidlni praktiky soustfedi na formalné-stylistickou analyzu dila, vztah formy videoklipu s tex-
tem pisné a rozbor kontinuity i zmén ve spolupraci hudebnika a reziséra. Mimo tuto sekci narazi na
podobny problém i kratka kapitolka ,, Analogue Authenticity and the Sound of Wes Anderson® Text se
zabyvd motivem nostalgie ve formé zakomponovani analogovych rekvizit do filmového vypravéni,
s odkazem na vystavu ve Vidni, jejimiz kurdtory byli Wes Anderson se svoji partnerkou. Pojem
transmedialita nebo jeho varianty se v textu ani neobjevi, metodologicky odkazuje spise ke konceptu
autenticity a z teoretikii jmenuje Theodora W. Adorna a Waltera Benjamina.

Hudebnim videim se vénuje rovnéz oddil ,Music Video’s Centrifugal Forces®, jehoZ souddsti je roz-
sdhla, hutnd a inspirativni prace Lisy Perrott ,The Alchemical Union of David Bowie and Floria Sigis-
mondi: ,Transmedia Surrealism' and ,Loose Continuity. V prezentované studii se autorka zabyva nej-
prve analyzou vyvoje Bowieho specifického pfistupu k tvorbé napri¢ médii, a i na zakladé jeho
vlastnich vyroki ho oznacuje za samostatné médium. V druhé casti studie rozkryva kolaborativni
vztah a blizké kreativni partnerstvi Davida Bowieho s rezisérkou jeho videoklipti Floriou Sigismondi.
Perrott fika, Ze jejich spoluprace miize byt ucelné analyzovana optikou transmedialniho surrealismu,
ktery podle ni ohledavéd transmédia méné raciondlnimi prostiedky a za horizontem zfejmych narati-
vl — zapojuje naptiklad i mystické, alchymické a hauntologické prvky. Podobné podnétnym a neotfe-
lym zptisobem pracuji s vychodisky transmediality i transmedidlnich rezisérti Gareth Schott a Karen
Barbour, a to v analyze projektu islandské post-rockové skupiny Sigur Ros s nazvem Valtari Mystery
Film Experiment. Tento projekt spocival v pfizvani nékolika rezisérd, kteti si méli vybrat kazdy jednu
pisnicku z nového alba Sigur Rds a natocit jeji vizualni podobu, ¢imz vznikla koldz videi bez zdanlivé
sjednocujiciho motivu. Autofi studie povazuji v tomto pfipadé za ony transmedialni reZiséry samot-
nou skupinu Sigur Ros s jejich evokativni hudbou.

Z hlediska struktury knihy jsou jednotlivé studie nesourodé jednak co do rozsahu, ale i formatem
¢i zanrové, coz nemusi byt nutné vnimano jako negativum. Sbornik pojal jak kratsi i del$i odborné stu-
die vylozené akademického stylu, tak prispévky spise esejistické povahy i rozhovory. U studii o Wesu
Andersonovi nebo Davidu Lynchovi vSak dochazi k ¢astecné repetici, respektive tematické zaménitel-
nosti. Jak jiz bylo zminéno, v nékterych pripadech se jako pomérné vagni jevi propojeni vyzkumného
problému s prezentovanym konceptem. Kromé dvou vys$e uvedenych prikladi se to tykd i studie ,,Jay
Versace’s Instagram Empire: Queer Black Youth, Social Media and New Audiovisual Possibilities®. Jde
spiSe o esejistické zpracovani (sebe)prezentace mladé instagramové celebrity Jaye Versaceho skrze jeho
tanecni videa, pficemz konceptu transmedidlnich rezisér se tato prace dotyka jen letmo: zapojenim
tématu modernich technologii, média socialnich siti a pfipadné divacké participace.

Co do ¢tenarské atraktivity pak jednotlivé prispévky osciluji mezi takika zazitkovym chytlavym
¢tenim a ztratou pozornosti ¢tenare v pripadé nejednoznaéné artikulace vyzkumného problému i jeho
argumentace. Tedy i v pfipadé této obsahlé publikace plati, Ze kvantita neni vzdy nutné vyvazena od-
povidajici a o¢ekdvanou mirou kvality. Na druhou stranu je potfeba vyzdvihnout alternativni ptistup
k analyze transmedidlnich procest a interdisciplinarni povahu publikace, diky niz miiZe oslovit a in-
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spirovat badatele z vice obort a oblasti medidlnich studii a uménovéd. V neposledni fadé je chvaly-
hodné, Ze participujici badatelé ,,objevuji“ pro tento typ vyzkum v akademickém svété ne tak casto re-
flektované formaty a produkty jako videoklipy, soundtracky, internetové projekty a dalsi.

I kdyz editorky a autofi studii cili jednotlivé analyzy vyhradné na tvorbu a spolupraci soudobych
rezisérd a umélcd, domnivam se, Ze koncept transmedidlnich rezisérit miaze byt uzite¢ny i z historio-
grafické perspektivy. V ramci historického vyzkumu lze totiz jako o nové technologii a novém médiu
uvazovat doboveé treba i o televizi v jejich pocatcich. I televize s sebou totiZ nesla zmény v tvaréich pii-
stupech, nové formaty, navazani novych kolaborativnich svazkl nebo preneseni spoluprace z jinych
platforem do nového média. A plati to i smérem ke zméné divacké, respektive uzivatelské percepce.
Proto jsem tento koncept vyuzila jako metodologicky ramec ve svém vyzkumu, kdy jsem sledovala
prenos tvaréiho know-how a kolaborativnich vazeb mezi médii a formaty u reZiséra Ladislava Rych-
mana.'? Tento tviirce je dnes znamy predevsim jako rezisér prvniho ¢eskoslovenského filmového mu-
zikalu Starci na chmelu z roku 1964. Natoceni tohoto popkulturniho dila v§ak predchazela dlouha ka-
riérni trajektorie, béhem nizZ Rychman prendsel tézisté své tvorby mezi divadlem, filmem a televizi,
natécel kratké filmy, reklamy, televizni pisni¢ky a hudebné zébavné porady, celovecerni filmy i polyek-
ranové projekty. Postupné a takzvané zespod nabyvané know-how tak transmedidlné §itil kulturnimi
pramysly a médii, mezi nimiz se posunoval nebo simultanné pusobil. Navic ve své tvorbé vyznamné
pracoval s hudebni slozkou svych projektt, podilel se na hudebni dramaturgii svych filmd, a to i mimo
vylozené hudebni snimky. Stejné tak, analyzujeme-li dnes z hlediska transmedidlni perspektivy video-
klipy, méli bychom vzit v Gvahu prvotni pokusy o tvorbu tohoto formatu i zmény, které jeho vyvoj
a vzestup rozpohybovaly.'¥ Domnivam se tedy, Ze stejné jako se stal pruznym piivodni Jenkinstiv mo-
del a vyznam transmedialniho vypravéni, Ize podobné fluidné do nékolika smérti adaptovat a uzite¢né
rozpinat i koncept transmedialnich reziséru.

Miroslava Papezova (Univerzita Karlova)

Financovani
Tento text vznikl s finanéni podporou grantu poskytnutého GA UK ¢. 498119, s nazvem ,,Ladislav
Rychman — rezisér mezi filmem, divadlem, hudbou a televizi, feseného na Filozofické fakulté Univer-
zity Karlovy.
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VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

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

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

V nabidce stru¢né popiste koncepci textu; u pivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na webo-
vych strankach ¢asopisu: www.iluminace.cz, v polozce Redakce/kontakty.



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

Guest Editor: Terezia Porubcanska

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

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

- local exhibition patterns

- film programming



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

Abstracts of the proposed studies of up to 200 words together with a short biography should
be sent by May 15, 2021 to lucie.cesalkova@nfa.cz and 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 ¢asopis pro védeckou reflexi kinematografie a pfibuznych problému. Byla za-
lozena v roce 1989 jako pulletnik. Od svého patého ro¢niku presla na Ctvrtletni periodicitu
a pri té prilezitosti se rozsifil jeji rozsah i format. Od roku 2004 je v kazdém ¢isle vyhrazen
prostor pro monotematicky blok texti. Od roku 2005 jsou nékteré monotematické bloky pri-
pravovany ve spoluprdci s hostujicimi editory. Iluminace ptind$i pfedev$im puvodni teoretic-
ké a historické studie o filmu a dalsich audiovizudlnich médiich. Kazdé ¢islo obsahuje rovnéz
preklady zahrani¢nich textu, jez pfiblizuji soucasné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovén kritickym edicim primérnich
pisemnym prament k dé¢jinam kinematografie, stejné jako rozhovortim s vyznamnymi tviir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektt a nové zpracovanych archivnich fondi. Jako kazdy akademicky casopis i lluminace ob-
sahuje rubriku vyhrazenou recenzim domdci a zahrani¢ni odborné literatury, zpravam
z konferenci a dal$im aktualitdim z déni v oboru filmovych a medialnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisit

Redakce piijimé rukopisy v elektronické podobé v editoru Word, a to e-mailem na adrese
lucie.cesalkova@gmail.com. Doporucuje se nejprve zaslat struény popis koncepce textu.
U ptvodnich studii se predpokladd délka 15-35 normostran, u rozhovort 10-30 normo-
stran, u ostatnich 4-15; v odtivodnénych ptipadech a po domluvé s redakei je mozné tyto li-
mity prekrocit. VSechny nabizené prispévky musi byt v definitivni verzi. Rukopisy studii je
treba doplnit filmografickym soupisem (odkazuje-li text na filmové tituly — dle zavedené
praxe Iluminace), abstraktem v angli¢tiné nebo cestiné o rozsahu 0,5-1 normostrana, anglic-
kym prekladem nézvu, biografickou notickou v délce 3-5 radka, volitelné i kontaktni adre-
sou. Obrazky se prijimaji ve formatu JPG (s popisky a tdaji o zdroji), grafy v programu Excel.
Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro bibliografické citace®).

Pravidla a pribéh recenzniho fizeni

Recenzni Fizeni typu ,peer-review se vztahuje na odborné studie, uréené pro rubriku ,Clan-
ky*, a probihd pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktualni slozeni
je uvedeno v kazdém Cisle ¢asopisu. Séfredaktor ma pravo vyzddat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné tpravy nabizenych textd nebo je do recenzniho
fizeni viibec nepostoupit, pokud nespliiuji zékladni kritéria pavodni védecké prace. Toto roz-
hodnuti musi autorovi nélezité zduvodnit. Kazdou pfedbéiné ptijatou studii redakce predlo-
i k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkdch, jimiZ se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdivodni v pfilozeném posudku. Pokud dopo-
ruc¢uji zamitnuti nebo prepracovani, uvedou do posudku hlavni divody, respektive podnéty
k upravam. V pripadé pozadavku na prepracovani nebo pfi protichidnych hodnocenich



miize redakce zadat tfeti posudek. Na zakladé posudku $éfredaktor prijme kone¢né rozhod-
nuti o pfijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkrat§im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, miize své stanovisko vyjadrit
v dopise, ktery redakce ptredd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptisobem, ktery umozni zpétné ovéfent, zda
se v ném postupovalo podle vyse uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka troven textu.

Dalsi ustanoveni

U nabizenych rukopisii se predpoklada, ze autor dany text dosud nikde jinde nepublikoval
a Ze jej v prubéhu recenzniho fizeni ani nebude nabizet jinym ¢asopistim. Pokud byla publi-
kovana jakakoli ¢4st nabizeného textu, autor je povinen tuto skute¢nost sdélit redakci a uvést
v rukopise. Nevyzadané prispévky se nevraceji. Pokud si autor nepreje, aby jeho text byl zve-
fejnén na internetovych strankdch ¢asopisu (www.iluminace.cz), je tteba sdélit nesouhlas pi-
semné redakci.

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

o«

i ¢lanka®



Knihovna Narodniho filmového
archivu nabizi zahranic¢ni filmoveé
databaze

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

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

Zahranic¢ni filmové databaze v Knihovné NFA:

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

a) American Film Institute (AFI) Catalog

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

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



¢) FIAF International Index to Film Periodicals
Databéze obsahuje vice nez 230 000 zaznamii o ¢lancich s filmovou tematikou od roku 1972
do soucasnosti z vice nez 345 filmovych akademickych i popularnich periodik z celého své-
ta. Ro¢ni prirtstek ¢ini 12000 zdznamul. Kazdy zdznam sestava z bibliografickych tdaja, ab-
straktu a zdhlavi (jména autort, filmové tituly, pfedmétové hesla). Databédze obsahuje také
zaznamy o televizi od roku 1979 (cca 50000 zdznamu), od roku 2000 se omezila na ¢lanky
s televizni tematikou pouze z filmovych periodik.

JSTOR

zkratka z anglického Journal Storage (tlozisté casopisti)

Digitalni knihovna pro studenty a vyzkumniky poskytujici pristup k vice nez 12 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 ¢asopisil, magazint a reportt a mnoha dalsich publikaci v plném tex-
tu.

EBSCOHost je jednotné rozhrani umoznujici pristup k vybranym bibliografickym a plnotexto-
vym databazim.

V Knihovné NFA jsou k dispozici dvé databaze megazdroje EBSCO:

a)

Academic Search Ultimate

kolekei recenzovanych plnotextovych ¢asopist, véetné mnoha ¢asopisti indexovanych v pred-
nich cita¢nich indexech. Obsahuje tisice plnotextovych ¢asopisti v angli¢tiné i jinych jazycich,
publikovanych na severoamerickém kontinentu, v Asii, Africe, Oceanii, Evropé a Latinské Ame-
rice, a nabizi tim padem jedine¢né regionalni pokryti. Databaze integruje lokalni obsah pred-
nich tzemné specifickych zdrojt z celého svéta a umoznuje tak studenttim pohled na jejich stu-
dium a vyzkum z globalni perspektivy. Cennou soucasti obsahu je i kolekce videozdznamui (vice
nez 74000) od agentury Associated Press. Pfi vyhledavani se na seznamu vysledkii zobrazuji
v karuselu relevantni videa. Databdze obsahuje videa prednich zpravodajskych agentur publiko-
vana od roku 1930 do soucasnosti a je aktualizovana kazdy mésic.

Film and Television Literature Index with Fulltext

Online nastroj pro vyzkum v oblasti televize a filmu. Databaze pokryva problematiku filmové
a televizni teorie, uchovavani a restaurovani, produkce, kinematografie, technickych aspektt
a recenzi. Obsahuje kompletni indexovani a abstrakty 380 publikaci (a selektivni pokryti témér
300 publikaci), dale plné texty vice nez 100 ¢asopist a 100 knih. Databaze Film & Television Li-
terature Index with Fulltext navic obsahuje i filmové recenze z pfedniho zdroje Variety, datova-
né od roku 1914 do soucasnosti, a vice nez 36 300 obrazku z archivu MPTV Image Archive.

Zpracovala: Bozena Vasickova



Databaze Evropské audiovizualni observatore
(European audiovisual observatory)

O Evropské audiovizualni observatori

Evropska audiovizualni observator (EAO) vznikla roku 1992 jako naslednickd organizace Eureka
Audiovisuel, jejim sidlem je Strasburk. Cinnost této instituce spociva ve sbéru a $ifeni informaci
o audiovizudlnim pramyslu v Evropé. V soucasné dobé sdruzuje 41 ¢lenskych stati a Evropskou
unii, zastoupenou Evropskou komisi. Je financovana ptimymi prispévky ¢lenskych zemi a pfijmy
z prodeje svych produkti a sluzeb.

Poslanim EAO je poskytovat informace profesionaliim v oblasti audiovize a tim také ptispivat k vét-
§i transparentnosti audiovizudlniho sektoru v Evropé. EAO sleduje vechny oblasti audiovizudlniho
pramyslu: film, televizni vysilani, video/DVD a nova média. O kazdé z téchto oblasti poskytuje in-
formace ve sféfe trhu a statistiky, legislativy a financovani vyroby audiovizudlnich dél. EAO sleduje
a podrobné analyzuje vyvoj audiovizudlniho sektoru v ¢lenskych statech.

Pusobi v pravnim ramci Rady Evropy a spolupracuje s fadou partnerskych a profesnich organizaci
z oboru a se siti korespondentii. Kromé piispévkil na konference jsou dal$imi hlavnimi ¢innostmi
vydavani rocenky, zpravodaje a zpravy, kompilace a sprava databazi a poskytovani informaci pro-
stfednictvim internetovych stranek observatote ( http://www.obs.coe.int ).

Ceské republika je ¢lenem EAO od roku 1994.

LUMIERE VOD je adresat evropskych filmt dostupnych na vyzadani v Evropé. Najdéte sluzby
a zemé, kde je film uveden na VOD, a zkombinujte vyhledavaci kritéria a vytvofte seznam dostup-
nych filmi podle reziséra, zemé nebo roku vyroby.

Prezenta¢ni video je k dispozici https://www.youtube.com/watch?v=Wxp_SwD3BZg.

Tento projekt, spravovany Evropskou audiovizualni observatori, je podporovan programem CREA-
TIVE EUROPE Evropské unie.

LUMIERE VOD je databaze evropskych filmi dostupnych na placenych videich na vyzadani (trans-
akéni a predplatné VOD). Poskytuje seznam filmt dostupnych v daném okamziku ze vzorku sluzeb
na vyzadani ptisobicich v Evropské unii.

LUMIERE VOD je primarné urcen pro profesionaly v audiovizudlnim prémyslu : autory, produ-
centy, distributory, filmové fondy a regulatory, aby jim pomohl sledovat vyuziti filmi na VOD a po-
soudit slozeni katalogi VOD. Ucelem nen{ usnadnit pronajem nebo nakup film@ ani predplatné
sluzby.

LUMIERE VOD f1idi Evropska audiovizualni observator na zakladé maximalniho tsili. Adresar je
aktudlné v beta verzi a obsahuje asi 300 katalogti VOD. Pocet sledovanych katalogti a frekvence ak-
tualizaci se bude postupné zvysovat.

Poskytnuté informace

Databaze je prohledavatelna podle rady kritérii. Upozorfiujeme, ze:

» vSechna metadata jsou poskytovana s maximalnim usilim;

 zahrnuli jsme moznost vyhledavat filmy podle originalnich nebo alternativnich tituld. Na stran-
kach vysledka se zobrazi pouze ptivodni nazev;

o zemé produkce uvadéji riizné zemé podilejici se na vyrobé filmu. Zemé produkce uvedend na



prvnim misté oznacuje zemi, ktera tidajné nejvice ptispéla k financovani filmu. Nejedna se o ofi-
cidlni statni prislu§nost filmu, jak je posouzeno narodnim filmovym fondem nebo narodnim re-
guldtorem.

I kdyz byla vénovana maximalni pozornost zajisténi presnosti, neni poskytovana zddna zaruka, ze
materidl neobsahuje chyby nebo opomenuti. Nasim cilem je udrzovat tyto informace aktudlni
a presné. Pokud budeme upozornéni na chyby, pokusime se je vyfesit. Miizete nas kontaktovat
ohledné jakychkoli technickych informaci v adresafi pomoci kontaktniho formulare.

Evropska audiovizualni observator (EAO) vznikla roku 1992 jako naslednicka organizace Eureka
Audiovisuel, jejim sidlem je Strasburk. Cinnost této instituce spo¢iva ve sbéru a $ifeni informaci
o audiovizudlnim pramyslu v Evropé. V soucasné dobé sdruzuje 41 clenskych stati a Evropskou
unii, zastoupenou Evropskou komisi. Je financovana ptimymi prispévky ¢lenskych zemi a prijmy
z prodeje svych produktt a sluzeb.

Poslanim EAO je poskytovat informace profesionalim v oblasti audiovize a tim také ptispivat k vét-
§1 transparentnosti audiovizudlniho sektoru v Evropé. EAO sleduje vechny oblasti audiovizudlniho
pramyslu: film, televizni vysilani, video/DVD a nova média. O kazdé z téchto oblasti poskytuje in-
formace ve sféfe trhu a statistiky, legislativy a financovani vyroby audiovizudlnich dél. EAO sleduje
a podrobné analyzuje vyvoj audiovizudlniho sektoru v ¢lenskych statech.

EAO vydéva Statistickou rocenku, mési¢nik IRIS se specidlnimi suplementy (v ti§téné i elektronic-
ké podobg), ucastni se riiznych konferenci a workshopii. Na webovych strankach EAO jsou vetej-
nosti dostupné tyto informacéni databaze: LUMIERE (obsahuje daje o sledovanosti filma distribu-
ovanych v evropskych kinech), IRIS MERLIN (informace o legislativé upravujici audiovizudlni
sektor v Evropé), databaze poskytovatelt AVMS. Informace o provozovani televizniho vysilani
v ¢lenskych statech obsahuje databaze MAVISE. V$echny tyto informace jsou poskytovany v angli¢-
tiné, francouzstiné a némdiné.

Nejvy$sim organem EAO je Vykonnd rada, v jejimz predsednictvi se kazdy rok stiidaji jednotlivé
clenské zemé.

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 zaznamiu 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 zarucuji nejvy$si moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vasich zdroji je cennym prispévkem k rozsifeni povédomi
o minulosti ¢eského filmu a soucasné i nasi kulturni historie.

Kontakt: kuratorka sbirky Marie Baresova
Marie.Baresova@nfa.cz
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