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Vaclav Macek

Karel Peceny versus Pavol Cambala

, O dvoch rokoch rokoch spoluprdce Aktuality
‘ a Ndstupu (1938-1940)"

Pri priprave opraveného a doplneného druhého vydania Dejin slovenskej kinematografie je
potrebné do nového textu okrem iného zahrnut vysledky vyskumov, ktoré boli publikova-
né po roku 1996 v Cechach, na Morave i na Slovensku. Za toto pomerne dlhé obdobie sa
objavili pocetné studie, knihy, zborniky, monografie, ktoré vo vicsej alebo mensej miere
| doplfiajii ¢ aj menia obraz toho, ako sme zobrazovali premeny kinematografie pred
| takmer dvadsiatimi rokmi

, Vyrazne sa doplnil obraz kinematografie v rokoch 1938-1945, ktory nasa povojnova
jr filmova historiografia bud obchadzala alebo skreslovala. Z mnohych prispevkov ktoré
"| musime brat do Gvahy, stoji za pozornost rozsiahla $tudia Karla Margryho: ,,Filmové tyde-
| niky v okupovaném Ceskoslovensku®, ktora predtym, nez vysla v Iluminaci,” bola uverej-

nena v Stvrtro¢niku Historical Journal of Film, Radio and Televison.”

J
J
; Jan 1937 — oktéber 1938
| Od premiéry prvého ¢isla AKTUALITY, ¢eskoslovenského filmového tyzdennika,
} po premiéru NASTUPU, slovenského zvukového tyzdennika

Vztah medzi slovenskou a ¢eskou kinematografiou ziskal novy rozmer na konci tridsia-
. tych rokov. Predtym sa o nom hovorilo najma v suvislosti s niektorymi hranymi filmami
! resp. s Plickovym opusom ZEM SPIEVA, ale v zévere druhej dekady spolognej Ceskosloven-
skej republiky sa vynorili aj otazky tykajtce sa filmového spravodajstva.

1) Nasledovny text by nevznikol bez pomoci Terezy Czesany Dvordkovej z Filozofickej fakulty UK v Prahe
a Petry Handkovej zo Slovenskej narodnej galérie v Bratislave, ktorych rady mi pomohli objavit pre mna

| predtym nezname historické dokumenty.

' 2) Karel Margry, Filmové tydeniky v okupovaném Ceskoslovensku. Iluminace 21, ¢. 2, 2009, s. 83-134. Tato

' studie je téz citovana dale v textu.

3) Karel Margry, Newsreels in Nazi-occupied Czechoslovakia: Karel Peceny and his Newsreel Aktualita.
Historical Journal of Film, Radio and Television 24,2004, . 1, s. 69-117.
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6 Vaclav Macek: Karel Peceny versus Pavol Cambala

V spominanej $tudii Karel Margry uvadza jednu podkapitolu titulkom ,,Slovensky ty-
denik Aktuality NAsTUP“ (s. 105). O dve strany neskor pise, ze Peceny chcel v oktébri 1939
prerusit spojenie s Nastupom a distribuovat ,sviij tydenik na Slovensku jinak* (s.107).

Podla starsich prac slovenskych historikov, aj podla Pavla Cambalu, vtedajsieho riadi-
tela Ustrednej spravy spojenych kin, v novembri 1938 zac¢al vychadzat SLOVENSKY ZvUKO-
VY TYZDENNIK NASTUP. Aby sme mohli zaujat stanovisko, musime overit hypotézu, ze pod
tymto nazvom Karel Peceny vyddval AKTUALITU upravenu a premenovana pre slovensky
trh.

Nikto nebude spochybnovat, Ze iniciativa pre vznik Nastupu nepatrila Karolovi Pece-
nému, ale urcite viacerym postavam slovenskej politiky a kinematografie. Bez naroku na
tiplnost mozem spomentt Ivana J. Kovacevica, Pavla Cambalu, Alexandra Macha. Aktua-
lita nevyrdbala Specidlne vydanie pre slovensky trh, na rozdiel od nemeckej verzie, ktora
prestala vychadzat po ¢. 36/1938, jej zurnal bol jednotny pre celé Ceskoslovensko (vidy
bol v cestine s vynimkou Sotu Andrej Hlinka do slovenskej zeme, AKTUALITA &. 35/1938) az
do vyhldsenia autondmie Slovenska 6. oktdbra 1938 v dosledku mnichovskej dohody.
V polovici oktobra 1938 Karel Peceny nechal vyprodukovat slovenskojazyéni podobu tyz-
dennika AKTUALITA ¢. 42/1938 — vSetky prispevky boli také isté ako cesky variant, ale ko-
mentdr uz bol preloZeny do slovenciny. Nasledujuce dve ¢isla — 43/1938 a 44/1938 — uz
predstavovali Specidlne slovenské verzie, s odli$nou dramaturgiou oproti éeskym vyda-
niam, niesli stdle ndzov AKTUALITA.

V prvom novembrovom tyzdni — 6. novembra 1938 — sa uz neobjavuje v slovenskych
kindch AKTUALITA, ale novy SLOVENSKY ZVUKOVY TYZDENNIK NASTUP. Co sa stalo? Ak-
tualita zanikla? Bola premenovana? Kam sa podela? Aby sme nasli odpovede, mézeme po-
kracovat vysvetlenim, kedy a za akych podmienok je mozné oznacit filmovy tyzdennik za
mutdciu a kedy plati jeho charakteristika ako nezavislej snimky.

Ministerstvo priemyslu, obchodu a Zivnosti v roku 1935 vydalo nariadenie, podla kto-
rého 20 % materialu v kazdom Zurndle musi byt o Ceskoslovensku.” Obchod s filmovymi
tyzdennikmi v Ceskoslovensku ovladali v druhej polovici tridsiatych rokov americké tyz-
denniky spole¢nosti Fox a Paramount a nemecka spolo¢nost UFA s vlastnymi zvukovymi
tyzdennikmi.” Kazda z tychto spolo¢nosti dodavala pod svojou znackou do kin titul
schvileny cenzirou, ktory obsahoval obvykle minimalne dva Soty z Ceskoslovenska
a s Ceskym komentdrom (slovensky komentar az do vyroby Elite-zurnélu na jar roku 1938
nikto nepouzival). Dramaturgia zurndlov zavisela od stratégie majitelov, v pripade Zvuko-
vého tyzdennika UFA sa viac ¢i menej zjavne propagovalo nacistické Nemecko, ostatné
zurnaly propagovali demokratické $taty a kultiru demokracie, v americkych hrala pod-
statni ulohu zdbava. Vizba na ich ,domace” — nemecké ¢i americké — spravodajstvo
bola volna, boli to ,,vyrobky* globalne, ale aktualizované pre ceskoslovensky trh (jazykom,
$otmi, dramaturgiou).

Ich majitelia investovali peniaze a ocakavali ich navratnost prostrednictvom pozi¢ov-
ného.

O dva roky neskor, 4. novembra 1941, sa uskuto¢nilo informativne rokovanie zdstup-

4) Vyhladka ministerstva priemyslu, obchodu a Zivnosti z 24. 1. 1935, Kinema, 1935, & 9-10, 5. 77.
5) Pavel Zeman, Stit a filmové propaganda ve tficatych letech. Hluminace 11, 1999, &. 1, s. 86.
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cov Auslandswochenschau a predstavitelov Nastupu, slovenskej filmovej spolocnosti, kto-
ré pripravovalo ndhradu za zmluvu medzi Nastupom a Universum Film AG (Ufa) zo dfa
15. marca 1940. Tam najdeme odpoved na otazku, ¢i v novembri roku 1938 vznikol len
»slovensky tydenik Aktuality“ alebo vznikol novy samostatny tyzdennik.® Na stretnuti sa
diskutovalo aj o ivodne;j titulke. Slovenski zdstupcovia nesuhlasili s tym, aby sa na platne
objavilo oznacenie ,,Nastup, slovensky zvukovy tyzdennik v spolupréci s Ufou®. Argumen-
tovali tym, Ze ked , Néstup uzaviera ujednania s Deutsche Wochenschau, je celkom zby-
to¢né robit pritom propagandu obchodnej firme, akou je UFA"” Pavol Cambala zdoraz-
nil, Ze uz v zmluve s Aktualitou z decembra roku 1938 bolo uvedené, Ze Ustrednd sprava
spojenych kin, ako predchodca Nastupu, si zabezpecila ,,absolutnu ingerenciu a gesciu tak
pri nakrucani slovenskych scén ako aj pri vybere cudzieho materidlu, pri zostavovani ko-
mentarov, pri synchronizovani atd.“"

V ziadosti o milost Karla Pe¢eného zo dna 4. 8. 1947, adresovanej prezidentovi repub-
liky, mdme tuto informaciu potvrdenu aj od druhého ucastnika kontraktu z decembra
roku 1938: .,V Néstupe v naich rukou byly jen prace technicko-vyrobni — redakci a na-
mét si obstaravali a doddvali Slovaci sami.“” Mozeme si to doplnit aj Peceného tvrdenim
z jeho spravy o ¢innosti pocas rokov 1939 — 1945, ked uvédza, ze z Aktuality ,sa stal po-
uhy dodavatel kamerovych $tabu a techniky za stanovenou cenu®'”

Treba e$te pripomenut, ze prechod k novému tyzdenniku bol postupny. Peceny sa
adaptoval na zmenené podmienky, na vznik druhej Cesko-slovenskej republiky tym, Ze
utvoril slovensku verziu AKTUALITY, ktora sa premietala ako AKTUALITA, Ceskoslovensky
filmovy tyzdennik, ale uréeny pre Slovensko. Podobne, ako ked vyrabal pred 6. oktobrom
1938 nemeck verziu AKTUALITY pre Sudety.

V pripade Aktuality ¢isiel 43/1938 a 44/1938 sa v prazskom $tudiu sustredili technic-
ko-vyrobné préce, ale aj dramaturgia, redakcia, komentdre, toto bola AKTUALITA pre Slo-
vensko.

O dva tyzdne neskor vznikol NAsTup, ktory Aktualita vyrabala, ale ho neurcovala.

Zda sa mi teda spravne tvrdenie Cambalu, Rumanovského, Mihalika, ale aj tvrdenie
v Dejindch slovenskej kinematografie (1997), Ze sa u nas od novembra roku 1938 nepremie-
tal ,,slovensky tydenik Aktuality NAsTUP®, ale NASTUP, SLOVENSKY ZVUKOVY TYZDENNIK.

6) Politisches Archiv Des Auswirtigen Amts, Gesandschaft (PAAA G) Pressburg, krabica ¢.61. Zapis na pamat
/ napisany dna 4. novembra 1941, s. 1.
Podla zdpisu sa na stretnuti zuc¢astnil Hans Fleischmann, zistupca Auslandswochenschau vo Viedni a
dr. Konradowitsch, poverenik ri$skeho ministerstva propagandy, ktory zodpovedal za Deutsche Ausland-
swochenschau.

Texty z nemeckého jazyka do slovenciny prekladal VM.

7) Tamze,s. 15.

8) Tamze,s. 4.

9) Stétni oblastni archiv Praha, fond Mimotadny lidovy soud. Ziadost o milost (odpustenie zbytku trestu) Kar-
la Pe¢eného adresovana prezidentovi republiky zo dna 4. 8. 1947.

10) Karel Margry, Filmové tydeniky v okupovaném Ceskoslovensku. lluminace 21, 2009, ¢. 2, s. 85.
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December 1938 — marec 1939

0d podpisu zmluvy medzi Ustrednou spravou spojenych kin, zastiipenou

Pavlom Cambalom, a Aktualitou, zastipenou Karlom Pe¢enym, po jej potvrdenie
po zaniku Ceskoslovenska

Kedy doslo k prvému stretnutiu medzi Pecenym a Cambalom, sa mdzeme len dohadovat.
Je celkom mozné, Ze ich cesty sa prvykrét prekriZili v roku 1938, ked sa Cambala musel
rozhodovat pre niektory z tyzdennikov, ktoré boli na trhu dostupné. Pritom vieme, ze Ufa
zurnal sa ,v jeho” kinach urcite nepremietal, lebo tento exploatoval Josef Cefovsky, naj-
vyznamnejsi slovensky distribator. A Cambala urcite premietal v kindch Tatra banky obi-
dve cisla slovenskej verzie AKTUALITY z oktdbra roku 1938.

Zivotné drahy Pe¢eného a Cambalu sa diametralne odligovali. Margry u Peceného vy-
zdvihuje, zZe bol ,,zanieteny filmovy nadsenec” (s. 83), ,umelec” (s. 109), v roku 1938 mal
za sebou dlhoro¢nu pracu v kinematografii, patril k vyraznym osobnostiam, ktoré budo-
vali filmové spravodajstvo. A ked v roku 1937 inicioval a presadil vznik nového Zurnalu,
tak musel byt uplne pohlteny touto pracou.

Naproti tomu jeho generaény rovesnik Pavol (Pavel) Cambala bol bankovy uradnik,
ktory za¢inal v roku 1921 v Tatrabanke, v roku 1930 pracoval vo funkcii hlavného tajom-
nika a prokuristu. Od roku 1933 zacala jeho drahu krizovat kinematografia. Tatra banka
ho menovala v tomto roku za vedtceho jej kina Tatra, v roku 1938, ked jej patrili uz tri
kind (Metropol, Ur4nia, Tatra), zriadila ,administrativny urad kinopodnikov — Ustrednu
spravu spojenych kin“ (USSK), ktora podliehala Slovenskej hotelovej ucastinnej spolo¢-
nosti (jeden z podnikov Tatra banky), a 1. februara 1938 menovala Pavla Cambalu jej ria-
ditelom. Pod neho patrilo aj ,,zvlastne oddelenie pre vyrobu a exploiticiu SLOVENSKEHO
ZVUKOVEHO TYZDENNIKA NAsTUP", ktoré bolo zriadené pri obchodnej sprave Tatra ban-
ky zaciatkom novembra 1938.'"

Cambala bol bankar, penaznik (sucasnym slovnikom manazér), ktory existoval vo
sfére Cisiel, zisku. Jeho plat v lete roku 1939 pozostaval zo mzdy za vedenie USSK (3000
kortn slovenskych), filmovej pozicovne (3 500 kortun slovenskych), od februara 1938 bol
zavisly aj od trzieb, ,,z celého ¢istého zisku kinovej kanceldrie® mu patrilo 5 %.'?

V oktébri sa muselo uskutoénit stretnutie Pavla Cambalu, Karla Peceného a Alexandra
(Sana) Macha, predsedu Uradu propagandy, ktoré viedlo k premiére nového Zurndlu
6. novembra 1938. Dohody sa uzatvorili len tstne, lebo pisomnd zmluva medzi USSK,
v zastiipeni Pavlom Cambalom, a Aktualitou, v zastipeni Karlom Pe¢enym, bola podpisa-
né az 7. decembra 1938. NAsTUP v tom ¢ase uz mal vyrobené §tyri &isla.

Preco Peceny netrval na tom, Ze bude doddvat slovensku verziu AkTuaLiTY do kin, ale
radsej akceptoval rolu dodavatela technicko-vyrobnych prac? Myslim, Ze bol dost prag-
maticky na to, aby odhadol, Ze jeho miesto vyrobcu by mohla nahradit ind firma (hoci ur-
¢ite nie nemeckd, lebo td uz spolupracovala s Cetovskym). Navyse, sam presiel podobnou
situdciou na zaciatku roku 1937, ked préave idea vlastnej ceskej alternativny k zahrani¢nym

11) Slovensky narodny archiv, fond Tatra banka, kartdn ¢. 289,
12) Archiv NBS, fond Statna banka ¢eskoslovenska, oblastny tstav pre Slovensko. Osobné spisy, Pavol Camba-
la, krabica 51.




e ———————————————————————————e— —— e — e e e —- e —. . e e e

ILUMINACE Roc¢nik 24, 2012, No. 4 (88) CLANKY 9

tyzdennikom bola spustacom vzniku Aktuality podporovanej §titom. Opravnene mohol
predpokladat, ze Cambalova iniciativa sa nakoniec presadi — takisto ako ta jeho rok pred-
tym — a urcite nechcel stratit slovensky trh, i ked maly, ale predsa len s trzbami, ktoré by
pomohli vylepsit ekonomickt bilanciu vtedy nie velmi spesne fungujiceho podniku
(podla finan¢nej bilancie k 30. junu 1940 strata za roky 1939-1940 dosiahla 675 624,10 ko-
run).'®

V zmluve medzi USSK a Aktualitou sa dohodla dodavka 6smich képii za 8 750 K&, Ak-
tualita mala povinnost aspon raz do mesiaca dat k dispozicii zvukovu aparatiru pre na-
kricanie. Ndstup sa zaviazal, Ze sa postara, aby sa na Slovensku nepremietal iny tyZzdennik
nez NASTUP — ani Fox, ani Paramount, ani Ufa. Do tyZdennika sa nesmeli zaradit scény,
ktoré by ,,nezodpovedaly intenciam slovenskej vlady®.'¥ Spolupraca sa velmi rychlo roz-
behla, nepodarilo sa mi ndjst doklady o nejakych sporoch, komplikaciach, podla vietkého
prvé mesiace fungovala vyroba nového tyzdennika pomerne hladko. Ukazalo sa, Ze zmlu-
va bola rieSenim vyhodnym pre obidve strany. USSK prisla na trh so spravodajstvom, kto-
ré stavalo na mnohorocnej Peceného praxi, a Aktualita v novej situdcii nestratila pracu,
trh si v inej forme udrzala.

Peceny ako riaditel Aktuality vyuzival technické, tvorivé kapacity podniku, prinasal
trzby, vykazal k juni 1940 ¢&isty zisk 80 000 kortn.'® Cambalovi $tart nového tyzdennika
zdsadne ulahcila skutoc¢nost, Ze nemusel riesit Ziadne technické, jazykove, legislativne ¢i
colné problémy, ktoré by inak podstatne vyrazne ohrozili zac¢iatky nového podnikania.
Slovensky bankovy uradnik nasiel spolo¢nu re¢ s ¢eskym ,nezévislym obchodnikom®
ktory si vzdy ,zaistil alebo sa pokusil si zaistit dobry vysledok a maximalizovat zisk*.'®

Z hladiska historického filmového kontextu sa na Slovensku v oktébri/novembri roku
1938 zopakovala situdcia z ¢eského filmového prostredia rokov 1936 az 1937. Pocas leta
roku 1937 sa pod domacim tlakom zacala budovat tradicia kvalitnej ¢eskej filmovej repor-
taze, ktora mohla byt konkurenciou zahrani¢nej produkcii. Bola ,,nasa“ (¢eskd) a okrem
toho aj remeselne kvalitnd. S touto istou stratégiou slovenské filmové prostredie, v zhode
s politikmi autondmnej vlady, na jesen roku 1938 vystupilo s iniciativou zaloZenia vlastné-
ho slovenského zurndlu. Ani pri vzniku Aktuality nebolo podstatné, kde sidli Fox, Para-
mount ¢i UFA, ale to, Ze neexistoval priestor pre vyjadrenie ¢eského stanoviska. A toto isté
prebiehalo o rok neskor pri zalozeni Nastupu. Bol to pokus o budovanie ,nasej (sloven-
skej) filmovej spravodajskej skoly prostrednictvom Zurnalu NAsTup. Nebol to problém
provincie (Bratislavy) a centra (Prahy), ale problém dvoch narodnych kultur.

Problém dominantne nebol v tom, Ze ,slovenskd administrativa nebola nad$ena“
z toho, ze Aktualita bola riadena z Prahy,'” ale v stave slovenskej kinematografie. V tom,
ze sme chceli mat vlastny tyzdennik a Cambala s Machom prijali spolupracu s Pecenym
ako idedlne rieSenie na vytvorenie slovenskej obdoby tyzdennikov Aktuality, Foxu, Para-
mountu, Ufy.

13) K. Margry,c.d,s. 84.

14) BA PAA G Pressburg, krabica ¢.61, c. d., s. 8.

15) Statni oblastni archiv Praha, fond Mimofadny lidovy soud. Moje ¢innost za okupace 1939-1945, s. 55-57.
16) K. Margry,c.d.,s. 98a133.

17) K. Margry,c.d,s. 85.
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Pohybujeme sa v obdobi druhej Cesko-slovenskej republiky, §tat je okliesteny o Sude-
ty, o juzné tzemia Slovenska a cast Podkarpatskej Rusi. Vzostup nemeckej moci sa neda
nevidiet, zacinaju platit prvé antisemitské nariadenia, na Slovensku s zrusené politické
strany. V tomto Case prichddza na sluzobnu cestu na Slovensko Giinther Schwarz, riaditel
Oborovej skupiny filmového exportu nemeckej Risskej filmovej komory (RFK). Zo svo-
jich rokovani v Bratislave podava vedeniu RFK spravu dna 16. februdra 1939 pod ndzvom
Stav filmového trhu ku dne$nému dnu na Slovensku. Sprava sa venuje distribtcii, kinam
aj vyrobe zurndlu. Cielom jeho cesty bolo zbieranie informacii, ktoré mali sluzit na to, aby
nemecké ,,Statne orgdny prijali rozhodnutia®, ktoré pomdézu nemeckému filmovému prie-
myslu urcit ,,sposob, akym treba pristupovat k ¢eskému a slovenskému trhu®, ziadal rych-
le kroky, aby sa predislo strate ,,trhu pre cely produkény rok“.'®

V prvej polovici februdra Schwarz rokuje aj s Pavlom Cambalom, riaditelom USSK,
predsedom Spolku majitelov biografov na Slovensku. Tento bankar, dva mesiace po uzav-
reti zmluvy s Pe¢enym v decembri 1938, navrhol vo februari 1939 Schwarzovi, ze by mo-
hol presuntt objednavku vyroby Nastupu do spolo¢nosti UFA. Urcite mal celkom jasnu
predstavu, aku $truktiru by tyzdennik mal pontkat, ale kladol si jednu podstatni pod-
mienku — UFA by mohla pripadne nahradit Aktualitu, vyrabat slovensky tyzdennik ,,im
Lohn und Auftrag'?, ale musi prestat dodévat materidly ELITE-ZURNALU, teda konku-
rencnému tyzdenniku, ktory ako prvy slovensky zvukovy tyzdennik produkoval Josef
Cerovsky od jari 1938.20

Riaditel USSK, producent NAsTUPU, po tom, ako v novembri 1938 dosiahol, Zze Aktu-
alita musela Tatra banke prepustit ¢ast svojich ziskov, lebo sa obmedzila jej pritomnost na
slovenskom trhu, vo februari 1939 uz planoval likvidaciu iného konkurenta. NAsTuP mal
byt monopolny tyzdennik, nie vladnym nariadenim, ale obchodnymi postupmi. Je iro-
niou, Ze napliial aj jeden z bodov dohody s Pe¢enym, podla ktorej ma USSK zaistit, aby sa
v kinach nepremietal iny tyZzdennik nez NAsTUP.

Cambalove rokovanie z februara 1939 mohlo vyvolat u niekoho dojem, ze nebol ,,di-
véryhodny spojenec proti nepratelim®, ,hrdl na dvé strany, v marci ponuikol dokazy
,»0 ochoté Sloviku prebéhnout®?" Z hladiska dejin je zaujimavé, ze Karel Peceny, ktory sa
mal citit podvedeny, po rokoch, ked podaval svedectvo o vztahoch Aktuality a Néstupu,
tvrdil, Ze u Cambalu ,,nalézal pro svoje snahy a zasady vidy nejvétsi porozuméni. S jeho
pomoci jsem udrZel vyrobu NAstupu v nadich rukou pres nejhorsi dobu, az do dubna
1940.“%

Strnasteho a 15. marca 1939 sa situdcia radikdlne zmenila. Najprv Slovéci vyhlasili sa-
mostatnu republiku (podpisali ochrannii zmluvu s Nemeckou ri$ou). O den neskér ne-

18) Bundesarchiv, Berlin, R-109 [/1615, Die Entwicklung des Filmmarktes in der Slowakei bis zum heutigen
Standes, 16. 2.1939, 5. 11.

19) Tamze,s. 9.

20) Prvé ¢islo ELITE-ZURNALU (Prvy slovensky hovoreny zvukovy tyzdennik) uviedli do kin vo februari 1938,
pod tymto nazvom vychadzal az do jina roku 1939, potom sa zmenil na Slovensky zvukovy tyzdennik UFA.
Prestal vychadzat v aprili roku 1940, ked Nastup zacal spolupracoavt s Ufou.
Viac pozri Vaclav Macek - Jelena Pastékova, Dejiny slovenskej kinematografie. Martin: Vydavatelstvo Osve-
ta 1997, s. 77.

21) K. Margry,c.d,s. 106.

22) Statni oblastni archiv Praha, fond Mimotadny lidovy soud, c. d., 5. 55-57.
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mecké vojska obsadili Cechy a Moravu, vznikol Protektorat Cechy a Morava, Madari ob-
sadili Podkarpatsku Rus a dalsie slovenské tizemia vratane Kosic. Druha Cesko-slovenska
republika zanikla. Mocenské pomery sa tiplne zmenili a Nemci ovladli takmer celé tzemie
byvalého Cesko-slovenska. Mohlo sa zdat, ze vzhladom na napité slovensko-ceské vztahy
Néstup vyuzije situaciu a prerusi vztahy s Aktualitou a zacat tyZzdennik vyrabat s Ufou. Ne-
bolo tomu tak.

Citujem z Pe¢eného spravy: ,,19. 3. 1939 jsem byl v Bratislavé, abych na misté zjistil, co
se dd délat. [...] Do Prahy jsem se vracel — moje dalsi vydavani slovenského tydeniku
podle staré smlouvy pro nejblizsi dobu zajisténo.“*» Cambala potvrdil, ¢o podpisal, a Slo-
vaci nikam ,,neprebehli. Nevedno, ¢i boli Cambala s Pe¢enym priatelmi alebo nie, ale ur-
¢ite boli obchodni partneri, ktori sa jeden na druhého spolahli. A hrali v rokoch 1938/1939
na tej istej strane.

A to, ze Cambala nezrusil dohodu s Pecenym, moze mat rozne dalsie motivacie. Na-
priklad aj td, ze podla Bohumila Havranka bol Peceny zadobre s Machom, ktory v Urade
propagandy nielen podporil vznik Nastupu, ale aj kontroloval, o sa bude a ¢o nebude na
Slovensku premietat. Mozno rolu zohralo aj to, Ze Nemci si stéle ponechavali v hre Josefa
Cetovského ako dlhoroéného partnera UFA na Slovensku, ¢o Cambala nebol ochotny ak-
ceptovat. Ale to st len $pekulécie. Fakt je, Ze aj po 14. marci 1939 Cambala premietal na
Slovensku v NASTUPE to isté, o PeCeny v AKTUALITE v Protektorite.

Az do 14. marca 1939 sa Peceny aj Cambala pohybovali v ramci celkom jasne vyme-
dzeného podnikatelského priestoru tak, ako sa sformoval v priebehu predchadzajicich
dvadsiatich rokov. Obidvaja vedeli, Ze ich podnikanie musi byt v ¢iernych cislach, Ze si ne-
mozu dovolit straty, lebo zbankrotuju. Sticasne si museli ¢coraz viac uvedomovat, v dosled-
ku mnichovskej dohody i ¢oraz vacsich medzinarodnych uspechov nacistov, ze bez poli-
tického zazemia nebudu v novej situacii ekonomicky uspesni.

Niekedy sa tvrdi, ze 14. marec roku 1939 mal vyustit do situdcie, v ktorej sa na Sloven-
sku za¢ne riedit ,,zavislost na ¢eskych penézich“*¥ Nedokazem posudit, ako to bolo v inych
odvetviach hospodarstva, ale v kinematografii mozem zodpovedne povedat, Ze Ziadne
»Ceské“ peniaze do filmového podnikania na Slovensku neprichddzali. Nemohla tam teda
byt ziadna zavislost.

Kde sa mohli ,,¢eské” peniaze v kinematografii investovat, ¢o mohli ovplyviiovat? Kina
to urcite neboli, poZicovne taktiez nie, filmové $tudia tiez nie, ostava len filmova vyroba.
A tam, po krachu filmu ZeM spPIEVA, ktory na dlhé roky finanéne zlikvidoval Ladislava
Koldu a Maticu slovensku a dondtil ich v podstate tiplne zastavit filmovi vyrobu, sa Ziad-
ne filmy na Slovensku nevyrabali. Vetko so slovenskou témou, hercami, spevdkmi, pro-
dukovali ceské spolo¢nosti, v dokumentdrnej sfére to bolo rovnaké

Vecné skimanie slovensko-ceskych vztahov v obdobi rokov 1938/1939 niekedy nara-
Za na stereotypy, ktoré brania preniknuf do pomerne zlozitej siete vztahov. Vznik fasistic-
kej slovenskej republiky a nemecké okupécia Ciech a Moravy akoby opraviiovali stupiio-
vanie negativizmu voci Slovakom. V texte sa potom prechadza od slovenskych ,,zradcov®
¢i ,mocnej nendvisti k vietkému ¢eskému® k tvrdeniu, Ze — ,,Slovaci preferovali kolabo-

23) Tamze.
24) K. Margry,c.d,s. 106.
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raci s Némci“. Na rozdiel od toho, Ze ,fadizmus sa, s vynimkou kratkeho vzostupu v roku
1940, v Cechéch a na Morave neujal“

Tvrdenie o kolaboracii je kruté nielen kvoli jednotlivym osudom, staci pripomenut
osud Pavla Branka, jedného z nasich najlepsich filmovych kritikov 20. storocia, ktory bol
za roznasanie protifasistickych letdkov odsudeny v roku 1942 na dozivotie, ale aj kvoli
inym historickym faktom spojenym s 14. marcom 1939: ,Vyhlasenie samostatnosti prija-
lo slovenské obyvatelstvo bez nadSenia... slovensky stat vznikol neocakavane, v danej
chvili dokonca proti voli va¢siny jeho obyvatelov, a naviac v podmienkach, ktoré ho odsu-
dzovali k naprostej zdvislosti na nacistickom Nemecku,“*

Cast Slovékov (jednoznacne celd slovenské politicka elita) bola faisticka aj kolaboro-
vala, ved bez toho by neboli mozné arizicie ani vrazdenie v koncentracnych tdboroch, ale
toto urdite neplati ani o celom ndrode, ani o vietkych filmdroch.

O trendoch po 14. marci 1939 si mdzeme urobit dobru predstavu aj z listu Deutsche
Partei z 26. augusta 1939 prezidentovi Risskej filmovej komory Karlovi Frohlichovi. Zdo-
raziiuje sa v nom, ze Nemci na Slovensku su ,,$tastni, Ze vdaka ochrannej zmluve medzi
Ri$ou a Slovenskom nie sme ziadnym ,zahrani¢im’ v beznom slova zmysle, ale citime sa
byt predmostim RiSe. [...] Film ndm ma sluzit tak isto ako nasim sukmenovcom v Risi,
preto potrebujeme rovnaké institicie v kinematografii a rovnaké filmy ako v Risi.“*” A tiez
tvrdili, Ze je nespravne, aby sa dodavali materialy priamo z Berlina, ako chce RFK, ale mali
by sa dodavat z Viedne, lebo Slovensko nie je pre Nemecko Ziadne skuto¢né zahranicie
a nemalo by sa k slovenskému filmovému trhu pristupovat z ekonomického hladiska, ale
najmi z naciondlne a politického. Kone¢nym zamerom bolo, aby poZicovné izemie Slo-
venska splynulo s velkonemeckym pozi¢ovnym tzemim.**

April 1939 —jian 1939
Od prvych navrhov na zriadenie monopolnej filmovej organizicie az po jej
schvilenie slovenskou vladou v juni 1939

V dnioch 22. az 27. marca roku 1939 sa Giinther Schwarz z Risskej filmovej komory v Ber-
line opit vydal na sluzobnu cestu. Stravil ju v Prahe aj v Bratislave, uz vSak bol v inej pozi-
cii. Protektorat Cechy a Morava patril priamo pod Berlin a Slovenska republika vdaka
ochrannej zmluve tiez zavisela od Nemecka. Jeho cielom bol dosiahnut, aby sa splnili obi-
dva zakladné ciele nemeckého filmového priemyslu — zisk a propaganda nacizmu. Zauji-
mal sa o vSetky aspekty podnikania — distribuciu, kind, filmovu vyrobu (v slovenskom
pripade len o Zurndl).

Po rozhovoroch v Prahe sa uskuto¢nilo stretnutie vietkych zainteresovanych v Brati-
slave (vratane Cambalu, Kovacevica, zastupcov Uradu propagandy, ministerstva hospo-
darstva, Deutsche Partei, Spolku majitelov biografov na Slovensku). Ani nie dva tyzdne po

25) Tamze, s. 106 a 112.

26) Jan Rychlik, Cesia Slovdci ve 20. stoleti. Praha: Vysehrad, Ustav pro studium totalitnich rezimu 2012, s. 183.
27) PAAA G Pressburg, krabica ¢. 61, list Deutsche Partei prezidentovi RFK, 26. 8. 1939.

28) Bundesarchiv, Berlin, R-109 1/1615, Bohmen - Mahren - Slowakei, 17. 4. 1939, s. 3.
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rozpade Ceskoslovenska a jeho ovladnuti Nemcami. Na rokovani uz Schwarz ,,nesondo-
val“ moznosti ako pred mesiacom v rozhovore s Cambalom, ale kladol poziadavky. M4
vzniknut Filmova komora, v ktorej budu paritne zastipeni Slovdci a reprezentanti nemec-
kej narodnostnej skupiny na Slovensku. Nové licencie pre kina musia dostat len arijci.
Cenzira sa musi riadit podla nemeckych pravidiel. ZaloZenie novej slovenskej distribuc-
nej spoloc¢nosti nesmie ist proti vyvoznym zaujmom nemeckého filmového priemyslu.

Zaznam z rokovania uvddza, Ze slovenski zastupcovia si kladli za ciel osamostatnit sa
pri dovoze filmov od prazskych spolo¢nosti. Na mysli mali dovoz nemeckych, resp. inych
zahrani¢nych titulov, neslo o ¢eské diela. Uprednostiovali dovoz cez Vieden, iba doplnko-
vo sa mal uskutoc¢novat dovoz filmov z Prahy. Nerokovalo sa vobec o tom, Ze by Nastup
odisiel od Aktuality — bolo to tyzden po tom, ako Cambala, nepochybne so stthlasom
Uradu propagandy a ministerstva hospodérstva, potvrdil Pe¢enému platnost zmluvy.?”

Dvadsiateho druhého marca 1939 pocas ich stretnutia v Prahe poziadal Schwarz Pece-
ného, aby predal svoj 15-percentny podiel Ufe a prinutil k predaju aj ostatnych akcionarov
Aktuality.*”

V aprili sa riesili préavne dosledky zmeny $tatnych hranic, priclenenia Ciech a Moravy
k Nemecku.

Stvrtého aprila 1939 Oborové skupina domacich filmovych podnikov Rigskej filmovej
komory ziadala, aby pre Protektorat platili rovnaké pravidld ako pre ostatné domace ne-
mecké pozicovne. K Slovensku sa malo pristupovat podobne ako k Luxemburgu, Gdan-
sku, teda nie rovnako ako k Taliansku ¢i Spanielsku. Dohody sa mali uzatvérat cez Vieden,
ale vzdy so suhlasom Berlina — ciefom bol ¢o najvyssi prijem deviz a pésobenie v duchu
nemeckej kultirnej propagandy.*”

Peceny spolu s Cambalom mali zdsluhu na tom, Ze na Slovensku ,,se z projekéniho
plétna biografu neozvalo ani jediné slovo proti Cechiim®?? Séf Aktuality cestoval na Slo-
vensko do Bratislavy dvakrat mesac¢ne na niekolko dni (v bilancii Aktuality k 30. jinu
1940 st uvedené aj jeho velké vydaje za cesty do Bratislavy a Berlina), ale priority ich za-
pasov sa v aprili 1939 rozdelili. NAsTup bez problémov vychadzal, vyroba fungovala, kaz-
dy z nich sa sustredil na nieco iné.

Karel Pec¢eny musel bojovat o zachovanie Aktuality v ¢eskych rukach, tlak Nemcov na
jej prevzatie sa stupfioval pocas celého roka 1939, Cambala sa ststredil na ovladnutie ce-
lej slovenskej kinematografie Tatra bankou. Co naznatila Schwarzova sprava z februdra
1939, sa v aprili uz naplno presadzovalo — Nemci z politickych, ale aj hospodarskych do-
vodov chceli prevziat do svojich ruk cely filmovy priemysel..

Na Slovensku sa v aprili aZ maji roku 1939 odohrali v zdkulisi zdsadné rozhodnutia.
USSK zriadila za¢iatkom méja samostatné oddelenie pre pozZiciavanie filmov. ,Tito nasa
¢innost zdsahmi, ktoré sme podnikli na kompetentnych miestach, rieSend ma byt v tom
zasahu, aby filmovy dovoz a obchod bol na izemi Slovenského statu usmerneny pod ges-

29) Bundesarchiv, Berlin, R-109 1/1615, Bericht tber die Reise nach Prag und Pressburg vom 22.-27. 3. 1939,
s. 17-20.

30 K. Margry,c.d,s. 95

31) Bundesarchiv, Berlin, R-109 1/1615, zasadnutie Reichsfilmkammer, 4. 4. 1939, s. 3-4.

32) Statni oblastni archiv Praha, fond Mimorddny lidovy soud, c. d. s. 55-57.
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ciou nasho ustavu s vylucenim akejkolvek konkurencie. Plan, ktory som sostavil, schvle-
ny bol prave v poslednych dnoch vsetkymi kompetentnymi miestami.“*?

Cambala takto zaistil Tatra banke podstatny nérast ziskov — patrili im kina, pozicov-
fia, vyrdbali Zurndl, kruh sa uzavrel, monopol im umoziioval uréovat ceny aj zisky. Aj Pe-
¢eny prezival uspesné obdobie. V maji 1939 celil pokusom Nemcov o odkupenie jeho po-
dielu v Aktualite, ale dokazal ho zvratit, napriek natlaku argumentov, Ze nenemecki
akciondri nemézu byt tolerovani ani v protektoratnej kinematografii tak isto, ako nie st
v nemeckej. Zaciatkom juna Nemci stuhlasili s tym, ze ak dokaze odkupit podiely ostat-
nych ¢eskych akciondrov v Aktualite (Orbis, Melantrich, Havel), tak nebudu trvat na od-
kuapeni jeho podielu. S podporou protektoratnej vlady sa Peceny koncom roka stal jedi-
nym majitelom Aktuality.**

V ,prospech® obidvoch riaditelov hral fakt, ze boli drijcami, Ze sa nestali obetami pro-
tizidovského taZenia, ktoré uz zasiahlo aj cesku, aj slovenskt kinematografiu. Nemci do-
sledne trvali na tom, Ze nebudu spolupracovat s nikym inym, len s arijcami.

Z tohto vietkého je zrejmé, Ze zmena situdcie spocivala v tom, Ze bez stithlasu Nemcov
sa ani v kinematografii nedali robit Ziadne rozhodnutia, bol to ,hrac® ktory disponoval
pravom veta v kazdej otazke.

Josef Cetovsky

V tridsiatych rokoch vybudoval Josef Cefovsky pozicoviiu Elitefilm, ktord bola v roku
1938 najviacsou slovenskou spolo¢nostou. Okrem distribucie vyrabal tyzdennik (premie-
tal sa v dvoch kopiach), podporoval vydavanie ¢asopisu Slovensky filmovy kuriér, bol naj-
dolezitej§im (najbohat$im) filmovym podnikatelom na Slovensku.

Jeho postavenie v kinematografii sa vak zmenilo po tom, ako koncom roka 1938 au-
tonomna vlada rozhodla, Ze vo filmovom podnikani zavedie monopol. A docasne poveri-
la vetkymi pravomocami USSK. Cefovského podnikanie sa ocitlo v konflikte so zdujma-
mi Pavla Cambalu (Tatra banky).

Po 14. marci 1939 a vyhldseni Slovenskej republiky sa jeho postavenie ako Cecha na
Slovensku zhorsilo.

O politike Tisovej vlady, ktora sa réznymi zakonmi usilovala vyhnat Cechov zo Slo-
venska, niet sporu. Tridsiateho prvého decembra roku 1938 zilo na Slovensku 77 488 Ce-
chov, v roku 1943 ich zostalo len 31 451. (Ulohu v spomaleni vyhénania zohral aj fakt, ze
ako protiopatrenie ceské firmy v Protektorate zacali prepustat slovenskych robotnikov.)*
Historik ¢esko-slovenskych vztahov spravne konstatuje, Ze ,nacionalisticka antic¢eska vina
z pocatku existence slovenského statu pomérné rychle presla a v nasledujicim obdobi byl
naopak vztah Slovikt k Cechiim na Slovensku velmi ptatelsky“*® Je zrejmé, Ze slovensko-
-¢esky vztah nebol vobec jednoduchy.

33) Archiv NBS, fond Stitna banka eskoslovenska, oblastny tstav pre Slovensko. Osobné spisy, krabica 51. List
Pavla Cambalu obchodnej sprave Tatra banke, 17. 6. 1939.

34) K. Margry,c.d,s. 97-101.

35) J. Rychlik,c.d., s 217.

36) Tamze, s. 218.
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Cerovsky pestoval uzke vztahy najmi s nemeckou spolo¢nostou Ufa, preto na baze jej
tyzdennika postavil svoj zurnal. K okruhu jeho blizkych kontaktov patril Prochdzka, zd-
stupca Ufa v Prahe, ale aj Hans Fleischmann, rissky Nemec, ktory pracoval v Prochazko-
vej firme.

Na zaklade udania byvalého zamestnanca Elite-filmu, ktory uZ pracoval pre Cambalu,
v juini roku 1939 Cefovského vydetrovala policia kvoli idajnym ,,protistatnym” vyrokom.
Cerovsky sa obhajoval, Ze presadzoval premietanie nemeckych filmov ete pocas ¢eskoslo-
venskej republiky, aj ked ,UFA filmy boli velmi bojkotované a len od $tatneho prevratu
pri§li do kurzu. Takze keby sa terajsi rezim skuto¢ne zmenil, bolo by to iba na moju 8ko-
du, ¢o si ako obchodnik neprajem®*”

Pre tuto dobu je priznac¢né, Ze sa ho nezastal ani Ivan J. Kovacevic, ktory v roku 1938
redakéne pripravoval ELITE-ZURNAL, potom vsak presiel v novembri 1938 do tyzdennika
Nastup.

V zdpase o ziskanie dominancie na nevelkom slovenskom trhu sa licitovalo aj s Cefov-
ského firmou. Podla uvah zastupcov Deutsche Partei, ale aj Schwarza, existovala moznost,
ze by prijali ponuku Cefovského, aby bud odkupili jeho firmu a na jej béze vybudovali
vlastnii pozicoviiu pre nemecké filmy, alebo si prenajali jeho priestory a v nich zalozili
vlastné podnikanie. Ked véak na augustovych rokovaniach roku 1939 na ministerstve hos-
podérstva Schwarz zistoval, ¢i by bolo moiné, aby v novo zakladanom Néstupe dostal
funkciu Cefovsky, resp. ¢i by Nemci mohli prevziat jeho firmu Elite, tak dostal zamietava
odpoved. Argumentom slovenskej administrativy bolo, Ze to sa nemoze stat, lebo je Cech
a eSte sa proti nemu aj vedie policajné vySetrovanie.

Nemci potvrdili Cefovskému, Ze zabezpecia, aby nebol odsunuty. V priebehu pol roka
sa z lidra filmového trhu stal outsider, ktorého Nemci pouzivali na natlak voci Nastupu,
pouzivali ho ako alternativu, vyhrézku, ze ak im Cambala neustupi a nesplni ich poZiadav-
ky, tak podporia Cefovského. Po¢itali s nim v niektorych kalkulaciach, ale redlne uz ho ne-
dokazali presadit.

Ako sa da zladit tdajné ,nenavist k véetkému ceskému® s faktom, ze ceské filmy mali
stale vysoku popularitu? Ked Cefovsky radil Schwarzovi v lete 1939, ako ma robit program
kin na Slovensku, tak mu pripominal, Ze musi stavat na ¢eskom programe, lebo inak ne-
bude ziskovy. To isté sa odohravalo pocas stretnutia réznych inych slovenskych indtitucii.
V prospech dovozu ¢eskych filmov sa vyslovil aj Ledndr, novy predseda Zvazu majitelov
biografov na Slovensku, ktory ho obhajoval aj jazykovou blizkostou, takZze ,,najma na vi-
dieku st skvele navstevované, podstatne lepsie ako nemecké filmy, divaci nemusia citat ti-
tulky®®

Vyhrotenie sporu o Cambalu viedlo v decembri 1939 k ostrému vypadu proti Cefov-
skému. V sprave o nazoroch Safia Macha z 29. 12. 1939 sa uvadza, 7e Mach ozna¢il Cefov-
ského za nepriatela vo¢i Nemcom i Slovakom, ktory zbohatol na obchode so Zidmi, Ze aj
jeho spolupracovnik Fleischmann sa stretava v kaviarfiach so zidovskymi filmovymi pod-
nikatelmi*.

37) Slovensky nirodny archiv, fond Policajné riaditelstvo, krabica 455, zapisnica spisand na Policajnom riadi-
telstve dna 7. 7. 1939, s. 5.

38) Bundesarchiv, Berlin, R-109 1/1615, zasadnutie RFK zo dna 25. 5. 1941.

39) PAAAG Pressburg, krabica ¢. 61, 29. 12. 1939, s. 6-7.
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Po tejto sprave do Berlina sa uz viackrét v rokovaniach na zaciatku roka 1940 Cefov-
ského meno neobjavovalo.

Jual 1939 — december 1939
Od rozhodnutia slovenskej vlady o filmovom monopole na Slovensku az po chvilu,
ked sa Peceny stava majitelom Aktuality

Po tom, ako slovenska vlada suihlasila v jini roku 1939 s tym, ze vznikne filmovy mono-
pol, ¢o vyhovovalo USSK (lebo to znamenalo vyssie prijmy pre Tatra banku), Uradu pro-
pagandy (lepsia a jednoduchsia kontrola filmového podnikania), doslo k napitiu s Ris-
skou filmovou komorou. Nemecki reprezentanti boli postaveni pred hotovu vec a zacali
intenzivne naliehat, aby sa toto rozhodnutie zmenilo, resp. uplne zrusilo. Cielom RFK
bolo zvysenie poctu premietanych nemeckych filmov v kinach, dovoz priamo z Berlina,
ziadala 50 aZ 60-percentny podiel na projekciach, pridelenie kin Deutsche Partei (ziskali
16 licencii), dovoz filmov spolo¢nostou, ktort budi sami ovladat. Posledny ciel sa stal
problémovym, slovenski zastupcovia trvali na tom, ze dominantnym majitelom spolo¢-
nosti bude ministerstvo hospodarstva spolu s dvomi bankami — Tatra bankou a Ludovou
bankou —, nemeckej Deutsche Partei schvilili len 9-percentny podiel akcii.

V lete 1939 podla Peceného spravy Goebbelsovo ministerstvo propagandy vydalo roz-
kaz, Ze ,,Aktualita musi ze Slovenska. Rozhodné jsem odmitl ustoupit dobrovolné. [...]
Protoze po dobrém Némci se mnou nic neporidili, zalezelo vée na pevnosti Slovéku. Vim,
ze tehdy davali upfimné prednost ndm pred Ufou a véechny némecké pokyny odrézeli
podle mych pokyna.“*”

Cambala sa teda ocitol v konflikte, ktory sa netykal len tyzdennika, ale aj distribucie.
U Peceného sa spor s Nemcami krutil len okolo Aktuality. O Cambalovej stratégii sved¢i
aj udalost z polovice jala roku 1939. Bol obchodnikom, pre neho nehrala rolu loajalita
k inému okrem jeho zamestnavatela. Od 14. marca 1939 uplynul dostatok ¢asu, aby bolo
jasné, kto si osobuje pravo v kone¢nom dosledku rozhodovat v novej republike. Napriek
tomu Cambala v juli 1939 odoslal takmer stcasne dva listy — jeden nemeckym producen-
tom v Berline, druhy distribitorom nemeckych filmov v Prahe. Zmyslom bolo zistit pod-
mienky, za akych by mohol nakupovat nemecké filmy.

Obidva listy sa ocitli na stole Giinthera Schwarza, ktory to pochopitelne vnimal ako
snahu o obchddzanie poziadaviek Riskej filmovej komory na odoberanie nemeckych sni-
mok priamo z Berlina. Opit vycestoval na sluzobnu cestu do Bratislavy, spolu s prokuris-
tom Gerhardom Kronem, v diioch 6.-10. augusta 1939, aby ,,urobil poriadky“ v Nastupe.
V tomto pripade neslo o vyrobu tyzdennika NAsTUP, ale o zabezpecenie filmov pre kina,
no aj tak to potvrdzuje myslienku, ze Cambala sa vzdy usiloval o najvyhodnejsie finanéné
podmienky.

Niekedy je velmi tazké urcit pri¢inu a nasledok, udalosti prebiehali takmer paralelne
a vzdjomné superenie o ¢o najvyhodnejsie kontrakty — do uvahy sa brali nielen ekono-
mické, ale aj politické dovody — sa da rekonstruovat len netplne.

40) Statni oblastni archiv Praha, fond Mimotddny lidovy soud, c. d., s. 55-57.
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V juli roku 1939 opit vstupila do hry diskusia o tyzdenniku. Jozef Fleischer z oddele-
nia kultiry Deutsche Partei, ktory zodpovedal v kulturamt Deutsche Partei za film, ¢o
bolo postavenie obdobné velkonemeckému Gaufilmstellenleiters, navrhoval v liste RFK
a UFA, aby sa zrusil tyzdennik NAsTuP a aby sa dovazal tyzdennik UFA ako jediny tyz-
dennik na Slovensku za predpokladu, Ze Ufa bude vysielat na Slovensko zvukovy voz kvo-
li nakricaniu domadci $otov.*” O tri tyZzdne neskor, pocas Schwarzovej cesty na Slovensko,
na rokovaniach RFK v Bratislave s vyslanectvom Nemecka, ale aj s Deutsche Partei, pre-
hlasili nemecki predstavitelia na Slovensku, ze s nespokojni s aktualnou formou NAsTU-
pU. Stazovali si na nedostatok nemeckych $otov nielen v NASTUPE, ale aj v Cefovského
ELITE-ZURNALI (0zna¢ovanom ako tyzdennik UFA v slovenskej reci). ,V nemeckych kru-
hoch vladne nazor, Ze musime Ziadat od slovenskej vlady, aby sa na Slovensku uvadzal ne-
mecky tyzdennik v neskratenej forme, bud so slovenskymi titulkami, alebo v slovencine,
ktory eventudlne moze byt doplneny $otmi zo Slovenska.“*?

Aj vyslanectvo Nemecka, aj slovenski Nemci zdoraznovali, Ze su nespokojni s Nastu-
pom (nie slovenskd administrativa). Podla Schwarzovej spravy z 15. augusta 1939 Jozef
Fleischer urobil analyzu 36 cisiel NAstupu, ktoré podla neho tvoria na 80 % snimky pro-
dukované Aktualitou. Schwarz doplia, Ze to potvrdila aj projekcia jedného ¢isla NAsTu-
PU, ale aj ELITE-ZURNALU (vtedy uz premenovaného na Slovensky zvukovy tyzdennik
Utfa), ze tam takmer vobec neboli nemecké Soty, a ak, tak nepodstatné udalosti.

O tomto probléme sa hovorilo aj na rokovani Auslandsbesprechungs 28. 9. 1939. Za-
stupca Tobisu, riaditel Hubert, v8ak hned zddraznil, Ze nespokojnost nemoze byt obsaho-
va, pretoze Tobis, ktory mal zmluvu s Aktualitou o dodavani nemeckych materialov do
Aktuality pravdepodobne od decembra 1938,* dba o to, aby kazdé ¢islo bolo vyrobené
v duchu nemeckych zdujmov. A ked Nastup prebera Soty od Aktuality, tak aj jeho drama-
turgia zodpovedd nemeckym zdujmom. V3etci pritomni uznali, Ze NAsTuP v poslednom
obdobi uverejnuje vo velkom pocte nemecké $oty. Ako protiargument v prospech zmeny
vztahu Aktualita-Nastup sa pouzil navrh ministerstva hospodarstva zo septembra roku
1939, aby sa NAsTUP vyrabal v Berline, ale najmé tvrdenie, Ze ak bude Nastup preberat
priamo AUSLANDSWOCHENSCHAU UFA, tak slovensky tyzdennik bude na 100 % v nemec-
kych rukach. Zastupca Tobisu tito zmenu akceptoval.*

Mame tu teda rozpor — spravu z bratislavskej projekcie NAsTupu a ELITE-ZURNALU
zo Schwarzovej cesty 6. az 10. 8. 1939 a tvrdenie z Auslandsbesprechungs z 28. 9. 1939, kto-
ré s obsahom tyzdennikov vyslovuje spokojnost. Kritika slovenskych tyzdennikov v Brati-
slave zaznela od Jozefa Fleischera, zdstupcu Deutsche Partei, zastupcu slovenskej vetvy ne-
meckej nacistickej strany, ktord pldnovali ¢o najrychlejdie splynutie s RiSou. Naproti tomu
stal fakt, ze vSetky tyzdenniky po 14. marci 1939 prechadzali trojndsobnou cenzirou —
v Berline, v Prahe, v Bratislave. Predstava, Ze by cenzura dostato¢ne neobhajovala propa-
gandu Nemecka v tyZdenniku UFA, ktory bol zakladom ELITE-ZURNALU, ¢i v AKTUALITE,
spolupracujucej s Tobisom, ktorej prispevky preberal NAsTup, sa mi zda byt mylna.

41) PAAA G Pressburg. Bericht tiber die Filmlage in der Slowakei, 15. 8. 1939, s. 2.

42) Tamze,s. 10.

43) K.Margry,c.d,s.87.

44) Bundesarchiv, Berlin, R-109 1/1615, zasadnutie Reichsfilmkammer, 28. 9. 1939, s. 4.

NARODN! FILMOVY anipi,
KNIHOVNA




18 Vaclav Macek: Karel Peceny versus Pavol Cambala

Peleny v texte z jiina roku 1945 spravne pise, Ze ,zadny filmovy tydenik na svété by ne-
mohl vychddzet ani 14 dni s otevienou tendenci proti sméru vladnoucimu na tizemi, kde
je exploitovén. Nepfipustila by to ani nejslabsi vykonnd moc, natoz takova, jakou méli
u nds Némci.“*® Hlavnym argumentom bolo tplné ovlddnutie vyroby tyZdennika NAsTup,
nie obsahova nespokojnost s nim, ale jeho tiplna kontrola.

Nie st Ziadne doklady o tom, Ze by v tomto obdobi, od potvrdenia zmluvy s Pecenym
19. marca 1939 az po navstevu predstavitelov RFK za¢iatkom augusta v Bratislave, zazne-
li vyhrady zo strany ministerstva hospodarstva, tradu propagandy ¢i USSK na Aktualitu.

Vysledkom névitevy bolo nemecké memorandum z 9. augusta 1939, ktoré odovzdali
na ministerstve vnutra pocas svojej navstevy. Jeden z dosledkov natlaku sa prejavil o me-
siac neskor.

Na zasadnuti komisie pre export RFK dna 28. 9. roku 1939 v Berline informoval
Schwarz, Ze slovenské ministerstvo hospodarstva prijalo myslienku vyroby tyzdennika
NAsTUP v Berline s tym, Ze Soty sa budu posielat na spracovanie do Berlina, vlozia sa do
tyzdennika UFA a zhotovi sa slovensky komentdr. V memorande z 9. augusta 1939 sa
v Siestom bode uvadza: ,,Dovoz a premietanie nemeckych tyzdennikov a kultarnych fil-
mov musi byt schvédleny bez akychkolvek obmedzeni“® s tym, Ze ak sa tento a ostatné
body neschvalia, tak Ri$ska filmova komora vyda nariadenie, aby sa neobnovil dovoz ne-
meckych filmov na slovensky trh.

Ked vas vydieraja a prijmete poziadavku, je to nie¢o celkom iné, ako ked sdm ste ini-
ciativny. Takze Schwarzovo tvrdenie o stthlase ministerstva hospodarstva bolo az druhym
krokom, nie slovenskou iniciativou voc¢i Aktualite. Navyse, v odpovedi ministerstva hos-
podarstva z 13. septembra 1939 sa nehovori o Ziadnom odstipeni od zmluvy s Aktualitou,
ale iba o tom, Ze ministerstvo hospodarstva schvililo pre tyzdennik NAsTuP moZnost, aby
prehlbil spolupracu s nemeckym zvukovym tyzdennikom.*”

V septembri 1939 bola situdcia ina aj v tom, Ze 1. septembra roku 1939 vypukla druha
svetova vojna, Nemci prepadli Polsko (na ich strane bojovala aj slovenska armada), akoby
ich nemohlo ni¢ zastavit v ovlddnuti eurépskeho priestoru.

Od juna 1939 Peceny sustavne rokoval s Nemcami, ktori chceli ovlidnut Aktualitu.
Rozhodujtice bolo jeho rokovanie v juni v Berline, na ktorom nemecka strana sihlasila
s tym, Ze ak ostatni akciondri budu ochotni predat svoj podiel Pe¢enému a véetko bude
koncentrované u jedného majitela, tak Nemci mozno budu suhlasit s jeho vlastnictvom.
Ich protindvrh spocival v tom, Ze 70-percentny podiel akcii sa rozdeli rovhomerne medzi
Ufu a Tobis.

Pocas rokovani v Prahe so zdstupcami Orbisu a Melantrichu aj dosiahol ich stihlas
s predajom a sucasne ziskal aj dotaciu od ceskej vlady na vykrytie predchddzajucich strat
Aktuality. Hlavnym argumentom podpory Pe¢eného navrhu bola snaha, aby sa Nemci ne-
dostali do ceského filmu a do Aktuality, a najma, aby zostala v ¢eskych rukach. Sucastou
dohody o predaji bola aj klauzula o navrate akcii ich majitefom za rovnakych podmienok,
ak sa situdcia zmeni.* V decembri roku 1939 boli tieto dohody aj formalne potvrdené.

45) Statni oblastni archiv Praha, fond Mimoradny lidovy soud, c. d., s. 45.

46) PAAAG, Pressburg, krabica ¢. 61.

47) PAAA G Pressburg, krabica ¢. 61. List z ministerstva hospodarstva v Bratislave do RFK, 13. 9. 1939, s. 4.
48) K. Margry,c. d, s. 98-100.
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Cambala bol v tiplne opacnej situdcii nez Peceny. Od jiila 1938 sa zacala cielena kam-
pan na jeho odstrdnenie z cela spolo¢nosti Nastup. Dr. Fries, hlavny pravnik ministerstva
narodnej osvety a propagandy v Berline, piSe v sprave zo dna 21. 6. 1939: ,Cambala nemo-
ze byt menovany za riaditela, pretoze ma tizke kontakty so zidovskymi a ¢eskymi bene$ov-
skymi kruhmi [...] a pripravuje organizaciu slovenského filmu v tzkej spolupraci s Pra-
hou“*”

Problém Cambala vyrazne vstipil do rokovani o pripravovanej monopolnej spoloé-
nosti Néstup, ktora mala nahradit USSK. Odpor slovenskych Nemcov z Deutsche Partei
voci nemu bol zdsadny. V Schwarzovej sprave o rokovaniach v Bratislave zo dna 15. 8.
1939 sa pise, Ze spolupraca ,,der volksdeutschen Gruppe® s nim je z ,,osobnych a vecnych
dovodov nemoznd” a Ze Deutsche Partei odovzdala na ministerstvo vnitra Cambalovu
obzalobu pozostavajtcu z deviatich bodov.*”

V augustovej sprave ndjdeme aj informéciu, ako na stretnuti s dr. Sirsichom z minis-
terstva hospodarstva nemecki zastupcovia pohrozili, Ze ak bude Cambala menovany za
riaditela, tak nemecké exportné firmy v Berline mézu dostat prikaz, aby nedovazali takej-
to spolo¢nosti filmy a ,,cela monopolna firma skrachuje“. Nemci navrhovali, ze bud pre-
vezmu Cefovského spolo¢nost Elite-film, ktora potom bude dovazat nemecké filmy, alebo
budu podporovat novovznikajiicu spolo¢nost Néstup, ak jej riaditelom bude sudetsky,
resp. rissky Nemec.

Ministerstvo hospodarstva v odpovedi z 13. 9.1939 na memorandum z dfa 9. 8. 1939
vyhlasilo, Ze izemie je malé, nemézZu prezit dve pozicovne, a nemecké zaujmy sa budu
chranit tym, Ze v monopolnom Néstupe bude patrit nejaka ¢ast Nemcom. Este aj v decem-
bri 1939 sa v liste Deutsche Partei objavilo tvrdenie, Ze by malo byt mozZné zalozit $pecial-
nu nemecku pozicoviu, ale stanovisko slovenskej strany z 13. 9. 1939 sa uz nezmenilo.

O desat dni neskor, v sobotu 23. septembra 1939, sa v Bratislave uskuto¢nilo stretnutie
zastupcov ministerstva hospodarstva, Tatra banky a dr. Schwarza, ktoré opit rokovalo
o podmienkach, za akych st Nemci ochotni dodévat na Slovensko filmy. Nemci suhlasili
s tym, Ze sa mozu dovézat aj filmy s neslovenskymi titulkami, ale Ziadali, aby tito moznost
vyprsala do 31. decembra 1939 — ¢o vyplyvalo z ich tlaku, aby sa ni¢ nedovazalo z Prahy
na Slovensko. Okrem financno-technickych otazok dovozu filmov, zlozenia dozornej
rady, kapitélovej ucasti Deutsche Partei atd. opat Nemci zdoraznili, ze ak bude Cambala
na cele Nastupu, tak prestanu filmy dovazat a spolo¢nost skolabuje. Schwarz informoval,
ze Ri$ska filmovéa komora zasle prikazy nemeckym firmam v Berline, aby Nastupu nedo-
ddvali ziadne filmy, a sucasne poziada protektoratne urady v Prahe, aby urobili to isté.

Nemci tiez pozadovali, aby ku kazdému predstaveniu bol pripojeny slovensky, resp.
nemecky kultirny film (kedZe slovenské neexistovali, i§lo len o priddvanie nemeckych
kultirnych filmov). A ri§skonemecky tyzdennik v slovenskej reci ako NAsTUP so sloven-
skymi Sotmi musi by pevnou stcastou kazdého predstavenia.®"

49) PAAA G Pressburg, krabica ¢. 61. List z ministerstva propagandy na ministerstvo zahrani¢nych veci, 21. 6.
1939, s. 1-2.

50) PAAA G Pressburg, krabica ¢. 61. Bericht iiber die Filmlage in der Slowakei, 15. 8. 1939, s. 12.

51) PAAA G Pressburg, krabica ¢. 61. List Schwarza, ata$é vyslanectva, princovi Solmsovi v Bratislave, 23. 9.
1939.




20  Viclav Macek: Karel Peceny versus Pavol Cambala

Siedmeho novembra roku 1939 bola zalozena slovenska filmova ucastinna spolo¢nost
Naéstup, dozornd rada na jej ¢elo menovala Pavla Cambalu.

Zachovala sa $trnastbodové spréiva ,,Fall Cambala“ (pripad Cambala), ktoru podpisal
Franz Karmasin 16. novembra 1939. Vyhrady z p6vodnej devitbodovej obzaloby sa iste
opakovali: 16. marca roku 1939 ziadal ing. Tarisch z Deutsche Partei na ministerstve vnut-
ra, aby boli zatvorené vsetky kind, ktorych majitelmi su zidia alebo Cesi. O den neskor
Cambala oznamil, Ze to nepdjde, ale ze je mozné dosadit komisarov do takychto kin.
Nemci v tomto materidli ako doklad jeho politickej nespolahlivosti uvadzali okrem iného
aj to, Zze sa o neho zaujimalo gestapo, ze ,vSetky vyjednavania s nemeckymi filmarmi
v roku 1939 sabotoval a nedodrzoval, Ze nemaji k nemu déveru“>? V sprave z Bratislavy
zo diia 20. 12. 1939, pravdepodobne z Deutsche Partei, sa piSe, ze Cambala je predstavitel
»Kkliky nepriatelskej voci Risi, ktord v rokoch ¢eskoslovenskej republiky potlacala filmy na-
klonené Risi a podporovala Risi nepriatelské protinemecké, zidovské a liberdlne tenden-
cie®?

Strnasteho novembra 1939 pozval generalny riaditel Tatra banky Rudolf Kubi$ na ro-
kovanie ataé nemeckého vyslanectva princa Solmsa. Nemecki zastupcovia ho informova-
li, Ze v ziadnom pripade nebudu suhlasit s tym, aby Cambala zostal riaditefom Nastupu,
Kubi$ naopak trval na rozhodnuti ponechat Cambalu na vedicom poste Néstupu. A iba
v pripade, Ze by sa objavili vo¢i nemu zavazné vyhrady, tak by mohol uvazovat o zmene
stanoviska.*” V priebehu nasledujucich dvoch tyzdiov zmenil stanovisko Safio Mach, kto-
ry suhlasil s tym, ze by namiesto Cambalu menovali do ¢ela Nastupu iného pracovnika,
ktory by vycestoval do Berlina a obnovil pozastavené rokovania s Risskou filmovou komo-
rou, kvoli dokon¢eniu zmluvy o spolupraci medzi RFK a Nastupom.®

Nemci neZiadali 0 zmenu stanoviska bez toho, aby redlne nenaplnali hrozby. Svedéi to
o mocenskom rozlozZeni sil v trojuholniku Bratislava — Praha — Vieden. Ked Schwarz po-
Cas rokovani v Bratislave v septembri pisal do Berlina, Ze je potrebné, aby protektoratne
miesta dostali Ziadost, na zdklade ktorej malo dojst k zastaveniu dovozu filmov z Prahy na
Slovensko, rovnaku ziadost mala adresovat REK svojim zdstupcom v Prahe. Tato hrozba
sa aj naplnila.

Najprv ¢esky Zvaz filmového priemyslu a obchodu (ZFPO), na zédklade upozornenia
Antona Kogla (vediceho tradu, ktory po ansluse Rakiska reorganizoval rakusky film
a v Prahe fungoval ako zmocnenec Risského filmového archivu pri ministerstve propa-
gandy)*®, ziadal, aby slovenska vldda zakézala priamy nékup filmov od ¢eskych pozi¢ovni,
obeznik z 24. 10. 1939 — ¢o nebola pravda. Potom ZFPO rozoslal obeznik dna 24. 11.
roku 1939, ktory oznamil zakaz ,,predaja monopolov a filmovych képii na Slovensko. [...]
Ziadosti o schvalenie vyvozu na Slovensko budu zamietnuté.“” A obeznikom z 21. 12.
roku 1939 ZFPO priamo prikédzal svojim ¢lenom, aby prerusili styky so Slovenskom kvoli

52) PAAA G Pressburg, krabica ¢. 61. Auszug aus dem Fall Cambala, november 1939.

53) PAAA G Pressburg, krabica & 61.. Betrifft: Falls Cambala, 20. 12. 1939, 5.1-2.

54) PAAA G Pressburg, krabica ¢. 61. list Solmsa Schwarzovi, 14. 11. 1939,

55) PAAA G Pressburg, krabica ¢. 61. List z vyslanectva v Bratislave na MZV do Berlina, 29. 11. 1939.

56) K. Margry,c.d,s. 109

57) V. M., Nepriatelsky ¢in ¢eského filmového ustredia voci slovenskej kinematografii. Slovdk 21, 1939 (12. 12.),
¢.285,s. 4.
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zédkazu projekcii filmov s ¢eskymi titulkami (¢o tiez nebola pravda, ziadne také nariadenie
nebolo schvélené, bol to len zimer Nemcov).*®

Z kratkozrakého hladiska by niekto mohol pisat, ze ,Cesi podrazili Slovakov®, ale
v skutoénosti Nemci vyuzivali priamo obsadené izemie byvalého Cesko-slovenska, aby si
upevnili postavenie aj v druhom, tzv. chranenom priestore.

Zaciatkom decembra 1939 Cambala podal demisiu.

December 1939 — marec 1940
0d Cambalovej demisie po nahradenie Aktulity zmluvou s UFA

Rudolf Kubis, generalny riaditel Tatra banky, demisiu odmietol prijat 15. decembra. Vza-
pati Deutsche Partei napisala do RFK v Berline, Ze rokovania stroskotali, Ze treba zalozit
nemecku filmovu spolo¢nost na Slovensku a menovat Hansa Fleischmanna za jej riaditela.

Tretieho janudra 1940 prisiel Schwarz opit do Bratislavy na rokovania.

Po tom, ako nebolo mozné doviezt filmy z Protektoratu, Cambala hladal novych doda-
vatelov. Zacdiatkom roku 1940 s pomocou slovenského velvyslanectva v ZSSR zacal roko-
vanie s INTORG-KINO, dostal ponuku, Ze cena kazdého zakupeného filmu z Moskvy by
sa pohybovala v rozmedzi 15-20 tisic Ks, plus 3Ks za meter pri licencii na 3 roky. IN-
TORG-KINO akceptoval platbu aj v ri§skych markach. Riaditel Nastupu rokoval aj so za-
stupenim americkej spolo¢nosti Universal v Budapesti, pldnoval objednavku 12 filmov,
napriek tomu, Ze tato americka firma bola v Nemecku zakdzand. Vyslanectvo Nemecka na
Slovensku ziadalo Ri$sku filmovi komoru, aby dosiahla zru$enie tychto rokovani.”

Podobnu staznost zaslala na Rissku filmovi komoru aj Deutsche Partei z Bratislavy.
Tvrdi sa v nej, ze zmluva o nakupe americkych, Nemecku nepriatelskych filmov s Univer-
zalom v Budapesti bola aj podpisana, pretoze boli lacnejsie ako americké filmy kupované
cez Risu; Ze jediné rieSenie, ako dosiahnut zakaz ich dovozu je pri cenzirnom schvalova-
ni, ked sa bude upozorniovat na ich protinemecké tendencie; ze dosiahol pri nakupe ta-
lianskych filmov v Rime vyhodnejsie ceny nez v Berline. ,Nastup ma kupovat viac nemec-
kych filmov, a nie nadvizovat kontakty s Moskvou, Rimom, Budapestou.“*”

Cambala rokoval priamo s producentmi v Rusku ¢ Taliansku, lebo chcel obist
sprostredkovatelov, ktori kvoli svojej provizii prirodzene ponutkali pozi¢ovniam filmy
drahsie nez ich vyrobcovia. Az do tohoto obdobia vari Ziaden slovensky distributor nero-
koval s nikym inym, neZ so zastupcami pozicovni v Prahe, priame kontakty boli len s ces-
kymi filmovymi producentmi, ostatné boli len nepriame.

58) Statny archiv, Bratislava, fond Cudové sudy, spis Pavol Cambala. Navrh Pavla Cambalu spravnej rade Néstu-
pu zo dia 3. 2. 1940. Cambala okrem iného uvadzal, Ze proti obeznikom protestovalo slovenské minister-
stvo zahraniénych veci cez Generalny konzulat SR v Prahe, ale nedspesne. Odporucal spravnej rade, ,,aby
poverila Eugena Fodora, aby sa cestou z Berlina zastavil v Prahe a intervenoval u tamojieho ministerstva
obchodu, resp. u kultdrne politického oddelenia risskeho protektora, aby trady, resp. film ustredie s okamzi-
tou platnostou uvolnilo vyvoz filmov z Protektordtu, menovite ¢eskych a inych zahrani¢nych produkcii
(okrem nemeckych, ktoré dostavame priamo z Berlina a Viedne).

59) Bundesarchiv Berlin, R-109, I/1615. Zapis zo zasadnutia Reichsfilmkammer, 23. 5. 1940.

60) Bundesarchiv Berlin, R-109, I/1615. List z Deutsche Partei, Bratislava, 5. 6. 1940 na RFK.
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Velmi uzito¢ny je zachovany pohlad na dévody, ktoré pripisovali Nemci — Ze stale nie
su ukoncené rokovania o spolupraci medzi RFK a Nastupom. Deutsche Partei odoslala
koncept ako podklad k rokovaniam pre Schwarza z 20. 12. 1939, kde uvadza dovody, pre
ktoré Slovaci, podla ich nazoru, natahuju rokovania. Slovaci: 1. cheu zistit, ¢i RiSa dokaze
akceptovat aj osoby, ktoré nie st jej naklonené, aby s nou spolupracovali; 2. myslia si,
Nemci st odkazani na dovoz filmov na Slovensko, preto chcu zvysit vlastny zisk; 3. je zrej-
mé, ze na Slovensku, rovnako ako v inych krajinach, sme svedkami toho, ze Slovaci ida do
konfliktu s Ri$ou, aby ukazali vlastna suverenitu. Ri$a ma chranit ich hranice, ale nema sa
starat do domacich zalezZitosti.

V tajnej $ifrovanej sprave z 22. 12.1939 z Vyslanectva Nemecka v Bratislave odoslanej
na ministerstvo zahrani¢nych veci do Berlina sa piSe, Ze ,rokovania so Slovdkmi su ne-
aspesné, preto im treba ozndmit, ze 3. 1. 1940 vznika na Slovensku pobocka RFK, jej ria-
ditefom bude Hans Fleischmann, ktora bude poskytovat filmy priamo kinim mimo mo-
nopolnej spoloc¢nosti Nastup“(podpisany vyslanec Bernard).

V sprave z 29. 12. 1939, ktora zhfnala Machovo stanovisko, sa opit objavuje motiv su-
verenity ako zasadny v spore o Cambalu. Podla Macha Hans Fleischmann pred Ivanom
Kovacevicom vyhldsil, Ze UFA Zurndl nahradi Néstup a prehlasil: ,,Slovaci nds musia vo
vietkom poslichat. Musia si byt vedomi, ze ich oslobodil fithrer, a ked z nich urobi Pro-
tektorat, tak budu tancovat ako on piska.“ Podla Macha Fleischman podnecoval politické
spory, namiesto toho, aby sa staral o filmy. Podla Petersa, ktory tato spravu zostavil, Mach
sa vratil k obhajobe Cambalu, lebo keby Slovéci suhlasili s menovanim Nemca do cela Na-
stupu, tak by mohol vzniknut dojem, Ze dovolia ohrozit suverenitu ich $tatu.

V podkladoch pre Schwarza na jeho rokovania v Bratislave 3. 1. 1940, ktoré mu pripra-
vilo berlinske ministerstvo zahranicia, sa uvadza, aby nespominal v rokovaniach dovoz
¢eskych filmov a ak by s tym zacala slovenska strana, ma odpovedat, Zze Protektorat patri
do Rise a vyslanectvo nema Ziadne moZnosti toto ovplyvnit. A Schwarz, ked ho na janud-
rovom stretnuti ziadalo ministertsvo hospodarstva, aby poziadal protekoratne firmy
o uvolnenie dovozu, odpovedal, Ze st to samostatné firmy a on im neméze ni¢ prikazovat
a ani RFK neméze preto nic urobit.®”

V sprave z tychto rokovani Schwarz uvéadza, Ze slovenski predstavitelia ho informova-
li, vyhrady Deutsche Partei vo¢i Cambalovi preskimali $tyri ministerstvd, politické mies-
ta a policia a Ze ni¢ z nich sa nepotrvdilo. Slovenski zastupcovia trvali na pévodnom sta-
novisku, Cambalu nie je dévod odvolat z funckie riaditela Nastupu. Rokovania boli
preru$ené, aby Schwarz mohol telefonicky konzultovat s Berlinom, vysledkom bolo stano-
visko ministerstva zahrani¢nych veci, ze problém Cambala neméze byt otézkou prestize,
a tiez, Ze nie je mozné dalej diskutovat o druhej nemeckej distribu¢nej spolo¢nosti na Slo-
vensku, kedZe to je v rozpore s nariadenim o monopole Nastupu. Nemci sa nechceli vzdat
svojich poziadaviek, pretoze sa im v poslednom case stavalo, ze tlak Slovakov na vlastnu
autondémiu silnel. Schwarz dal ndvrh, Ze Nédstup nebude spolupracovat s ¢eskym Zurnd-
lom, ale bude brat UFA Auslandswochenschau, kde budu aj Soty zo Slovenska. A za tych
istych finan¢nych podmienok aké boli v dohode s PeCenym. Ministerstvo hospodarstva

61) PAAA G Pressburg, krabica ¢. 61. Bericht iiber die Verhandlungen mit der slowakischen Regierung und der
»Nastup, 4.-10. januar 1940, s. 9.
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odvetilo, ze v zasade je to mozné, ale musi o tom rozhodnut dozorna rada Nastupu a ze
koncom janudra 1940 pride do Berlina komisia, ktora bude riesit tento problém. K 1. feb-
rudru 1940 vypovie slovenska strana zmluvu s Aktualitou a od 1. marca 1940 méze Zurnal
Nastup vyrabat Ufa.®?

Po tychto rokovaniach sa dosiahla ramcova zhoda, ktora vyustila do podpisania zmlu-
vy medzi RFK a Nastupom dfia 15. janudra 1940 — pripad Cambala uz neblokoval
zmluvu, hoci eSte neskor Deutsche Partei vo februari ziadala jeho odstupenie z cela spo-
lo¢nosti.

V tomto obdobi aj protektoratne miesta na prikaz z Berlina vstupili do Pe¢eného ,,so-
uboje na Slovensku s Némci. Odmitli mi stdlé povoleni k cestdm na Slovensko, tlacili na
mné skrytymi i otevienymi hrozbami, az to do$lo v unoru 1940 tak daleko, Ze pro moji
slovenskou netstupnost byla pfimo ohrozena Aktualita v Praze. [...] Trval jsem na tom,
ze Aktualita bude tak dlouho plnit smlouvu se Slovéky, dokud nebude vypovédéna. My ji
neporudime a nevypovime nikdy. Abych mohl dal na Slovensko jezdit, musel jsem se
v Praze zavazat, ze kdyby Slovici nasi smlouvu zrusili, Ze se v Zadném ptipadé nepokusim
ji znovu obnovit. [...] V bfeznu 1940 slovenska vladla povolila a smlouvu s Aktualitou vy-
povédéla.“*® Podla Margryho Peceny, aby sa vyhol politickej argumentécii v spore s ne-
meckym ministerstvom propagandy o Nastup, zdoraznoval, ze mu ide len o zachovanie
pozitivnej ekonomickej bilancie, ze sa nemoéze ,,obejit bez slovenského trhu, ktery mu vy-
nasi 80 tisic korun ro¢né“® V realite tomu tak nemuselo byt, pretoZe Peceny po vojne
v sprave o ¢innosti v rokoch 1939-1945 pisal, Ze ddval zauctovat na vyrobu NASTUPU len
¢ast skutoénych nakladov, velku ¢ast miezd platil priamo na Slovensku bez zauctovania do
uctovnictva. (Asi po odpocitani vetkych nikladov, ide teda o ¢isty zisk.)

Zmluva medzi Nastupom a spolo¢nostou bola podpisana tak, ze 1. aprila 1940 uz bolo
nové ¢islo Zurnalu vyrobené v spolupraci s Nemcami.

Epilég

V nasledujticich mesiacoch a rokoch sa cesty Peceného a Cambalu prekrizili aj po tom,
ako miesto Aktuality prevzala Ufa. Urcite aj preto, ze podla zmluvy z 7. decembra roku
1938 patrili negativy slovenskych Sotov Aktualite. V pripade, Ze Néastup chcel vyuzit star-
$ie zabery do strihovych filmov, musel poziadat o negativ Aktualitu a zaplatit 10 Ks za kaz-
dy meter negativu.®”

Tiez je celkom mozné, Ze spolu komunikovali, ked Peceny musel z materidlov nakra-
tenych nemeckym kameramanom vybrat 500 m materialov o Slovenskom narodnom po-
vstani, ktoré sa dostali do Aktuality z 3. novembra 1944. Koncom oktdbra 1944 musel vy-
slat aj filmového reportéra Aktuality nakricat o porazke povstania.®® Pavol Cambala

62) Tamize, s. 3-9.

63) Stitni oblastni archiv Praha, fond Mimofadny lidovy soud, c. d., s. 55-57.

64) K. Margry,c.d,s. 106.

65) PAAA G Pressburg, krabica ¢. 61. Zapis na pamaf napisany diia 4. novembra 1941, s. 14.

66) K. Margry,c.d.,s. 123, Redakéné opravy v Margryho texte: a) 29. 8. 1944 nie slovenski partizani, ale slo-
venské vojsko a dostojnici (60 000) a partizéni (17 000) zacali ozbrojené povstanie proti Nemcom; b) sloven-
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musel riesit podobné problémy, ked pripravoval $pecidlne Cislo o vitazstve Nemcov nad
povstalcami a prispevok o vyznamenani, ktoré prezident Tiso odovzdaval fasistom v Ban-
skej Bystrici.

Po skonéent II. svetovej vojny, po porazke fasistov a obnoveni Ceskoslovenska sa obi-
dvaja filmovi riaditelia ocitli vo vdzeni. 23. aprila 1945 Narodna bezpecnost zaistila Pavla
Cambalu, stale vo funkcii generélneho riaditela Néstup, odovzdala ho do Krajskej vaznice
v Bratislave. Cambala bol obvineny z umyselného a iniciativneho kolaborantstva s Nemca-
mi a z toho, Ze sa exponoval pre byvaly rezim.”

Karel Peceny bol odsudeny na pit rokov vizenia, neskor po odvolani bol trest zmier-
neny na 18 mesiacov a stratu majetku. Pavol Cambala bol oslobodeny.

Prof. Viclav Macek, CSc. (1952)
Absolvoval odbor divadelnej a filmovej vedy na Karlovej univerzite. Po $tudiach pracoval okrem
iného v Ustave Dejin umenia Slovenskej akadémie vied, v Slovenskej narodnej galérii a Slovenskom

filmovom ustave. Od roku 1993 je pedagogom Katedry audiovizudlnych $tudii Filmovej a televizne;j
fakulty VSMU v Bratislave.

Citované filmy:
Zem spieva (Karel Plicka, 1933).

ski povstalci okrem inych boli in$pirovani aj Var§avskym povstanim, ale nie iba nim; c) povstalci sa okolo
27.10. 1944 ,,nerozhodne nevytratili®, ale ¢ast bola zajatd, ¢ast sa vratila domov a ¢ast ostala v horach a po-
kracovala v boji.

67) Statny archiv, Bratislava, fond Ludové stdy, spis Pavol Cambala. Zo Ziadosti o prepustenie Pavla Cambalu
z viizby zo dnia 14. 11. 1945 adresovand poverenikovi informdcii Samuelovi Bellusovi.
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SUMMARY

Karel Peceny vs. Pavol Cambala.
Two Years of Cooperation Between Aktualita and Ndstup (1938-1940)

Vaclav Macek

The study analyses in detail Slovak-Czech cooperation from the autumn of 1938 up to the spring of
1940 in connection with the production of the weekly film journal AkTuAaLITA. The cooperation was
significantly influenced by German interests as of early 1939. The study reconstructs the founding of
the Slovak weekly journal NAsTup and its connection with the Czech weekly journal AKTUALITA.
Newly found documentation serves to alter our understanding of the behind-the-scenes power
struggles within the relatively small Slovak market of German producers represented by the Film
Chamber of the Reich. These included issues related to the production of NAsTuP. Research on Karel
Peceny, the director and also later owner of Aktualita, and Pavel Cambala, the director of the jour-
nal and later also of the entire company Néstup, reveals that the situation was much more complex
than Karel Margry’s study, published in Czech translation in Iluminace in 2009, has suggested. The
primary argument of the text in question leads to the conclusion that the interruption of film busi-
ness cooperation between Prague and Bratislava by the end of 1939 was by no means the choice of
Cambala or Peceny, but rather the result of orders by German figures in the Protectorate. The text
details the individual travels by Gunther Schwarz to Bratislava, the reactions by the relevant minis-
tries, as well as by Aktualita and Néstup. The study also reconstructs a crucial meeting which took
place in early January 1940 and led to the termination of the contract between Aktualita and Nastup
at the end of March 1940 and to the conclusion of a new contract between Nastup and Ufa.
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Screen Industries
in East-Central Europe

The collection of themed articles that appear in this issue of Iluminace has its origin in
a conference on film and television industries in East-Central Europe (SIECE) that was
held at Masaryk University in Brno from 11 to 13 November 2011."” The conference,
which is now in its second year, was intended to break new ground in terms of scholarly
understandings of the region’s modes of production, distribution, exhibition, and delivery,
and of the communities of industry personnel that have worked there.”” The Screen
Industries in East-Central Europe Conference represented, to the best knowledge of its or-
ganizers, the regions first intervention into the field of media industry studies and produc-
tion studies — disciplines that continue to develop at a rapid pace in the United States and
Western Europe. It investigated both historical and contemporary dimensions of the re-
gion’s screen industries and professional communities, from a variety of angles — local,
transnational, economic, cultural, social, and political — and through a suitably broad
range of conceptual papers and empirically researched case-studies.

Out of the eighteen presentations that were delivered at the conference, we selected
four that together covered historical and contemporary developments in two of the
Visegrad countries: Hungary and Poland. The essays contributed by Baldzs Varga and
Marcin Adamczak provide general overviews of these nation’s production systems during
the turbulent post-1989 period, focusing on the changing nature of state support and its
relationships to national politics. Drawing upon extensive archival research, Anna Misiak
critically re-evaluates the history of censorship in Cold War Poland. She emphasizes that
the nation’s censors and filmmakers were not the wholly distinct groups that they are of-
ten claimed to have been, but that they actually interacted on a regular basis, and often
shared common interests. Beata Hock offers a rare feminist analysis of the changing char-

1) See the 2011 conference program <www.cefs.cz/img/CEFS_SHECE_A3-1.pdf> and reports by Baldzs Varga
(Iluminace, vol. 23, no. 4 /2011/, pp. 140-143) and Olof Hedling (Studies in Eastern European Cinema,
vol. 3, no. 1 /March 2012/, pp. 119-123).

2) See the 2012 conference program <www.projectfind.cz/files/siece2012/SIECE_A3.pdf> and reports by Jan
Hanzlik in this issue of lluminace and by Kevin Sanson online: <www.carseywolf.ucsb.edu/mip/mip-siece>.
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acter of women’s participation in the Hungarian film industry from 1945 to 2005, and ges-
tures to the influence their presence might have had on film content.

It perhaps goes without saying that this modest collection is unable to fully represent
the breadth and variety of research being conducted on the region or the complexities of
its screen industries; it must inevitably leave many important topics aside, including the
fourth Visegrad country of Slovakia, the strong role that public television played in the re-
gion, and its pre-1945 ties to Austria and Germany. Nevertheless, this issue represents the
first of no doubt many steps towards establishing forms of intellectual exchange that may
go beyond traditionally narrow canons of celebrated films, directors, and actors, and be-
yond the well-worn issues of ideology and national heritage. We believe that this issue's
links to the conference may provide a springboard for Iluminace to become a key region-
ally-based publication for innovative scholarship focusing on screen industries in their
widest possible sense. The present issue would not be possible without the extensive assis-
tance of our partner editor Richard Nowell. A selection of the presentations that were de-
livered at the 2012 conference will be included in the third issue of Iluminace to be pub-
lished in 2013.

BS.
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Balazs Varga

Take the Money and...?

Questions of Self-governance in the Hungarian Film Industry

The past two decades have witnessed both local and global changes in the Hungarian film
industry, in Hungarian cinema, and in terms of their cultural significance. During the
1990s and the early part of the twenty first century, Hungarian cinema tended to be seen
as offering something of a blueprint with respect to its institutional structure and the role
that the state played therein. The newly established Motion Picture Foundation of Hungary
— known in Hungarian as Magyar Mozgokép Alapitvany or the MMA — was seen to be
exemplary insofar as it was a self-governing institution that operated outside of the polit-
ical sphere." Legislation that was passed in 2004 became a standard for developing invest-
ment incentives, tax benefits, and legal frameworks for film industries as well as other sec-
tors of cultural production. The second half of the 2000s is often regarded as the most
dynamic period in the two decades following the fall of communism, one marked by suc-
cesses at film festivals, investment in infrastructure, and fiscal growth. In the past two
years, however, the system changed fundamentally. A series of disputes and scandals have
erupted over the running of the Motion Picture Public Foundation of Hungary. At first,
the Hungarian government cut support for the foundation, before ordering its closure in
the spring of 2011. In the place of the foundation, emerged a new system, at the heart of
which lay the Hungarian National Film Fund (Magyar Nemzeti Filmalap).? One-time
Hollywood producer Andy Vajna was made the government commissioner responsible
for overseeing the industry’s reformation. The abolition of the foundation and the estab-
lishment of this new system drew criticism from filmmakers who feared the demise of art
cinema. Their main objection was that the Film Fund would do away with the foundation’s

1) In 1998, the Foundation became a Public Foundation (Motion Picture Public Foundation of Hungary —
Magyar Mozgékép Kozalapitvany, MMK).

2) The Hungarian National Film Fund was founded by the government. The Fund receives 80% of the tax re-
venue earned from the Hungarian National Lottery. The Fund’s budget for 2012 was 5.5 billion HUF (€20m).
The Fund supports script and production development and the production of feature films (including full-
-length documentaries and animated films). Decisions are made by a five-member Board.
<http://filmalap.hu/en/images/stories/overview_may2012_download.pdf> [accessed at 6 December 2012].
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system of self-governance, Vajna’s calls for a modern, transparent, efficient institution not-
withstanding. During this period of transition, Hungarian film production all but stopped.
More time is needed to evaluate the new system with the first films supported by the Fund
scheduled for released in 2013.

In 2011, my attention turned to the post-communist Hungarian film industry and to
the changing cultural significance of Hungarian cinema. As I am still in the early stages of
this project, my focus in this essay will be restricted to addressing problems I have faced,
to providing an historical overview of the period, and to gesturing to hypotheses that will
likely shape subsequent research.

From State Control to Public Support

The transformation of the East-Central European screen industries in the early 1990s was
primarily determined by political changes and cultural globalization. The influence of
these factors can be described in terms of disintegration and integration. Disintegration
refers to the breaking up of the state-socialist system, integration to supranational cooper-
ation between the European screen industries. Regime change and cultural globalization
necessitated new forms of funding and cultural policy. The consequences of regime change
and the transition to a market economy precipitated the end of censorship and state-con-
trol of the cultural industries. Political changes also catalyzed both the liberalization of
media and cultural globalization, which prompted new regulations in European coun-
tries.” During the 1990s, legal and economic mechanisms were established on both a na-
tional and a supranational level.” The European Community’s audiovisual support system
was developed in parallel to the fall of the Soviet bloc (the MEDIA I Program was launched
in 1991).” Thus, the disintegration of the state-controlled cultural industries and the in-
creasing integration of European screen industries provided two key challenges for
Eastern European cinema of the early 1990s.

The forty-year history of the state-socialist mode of production ended with the politi-
cal changes of the late 1980s and early 1990s. Censorship and state-controlled production
ground to a halt, and the centralized system started to collapse. At this time, plans to re-
structure the Hungarian film industry were drawn up. Financial questions and structural

3) Peter Humphrey writes: “Since the 1980s in the audiovisual sector new forms and arenas of regulation have
developed, as policymakers have sought to adapt to new market and technological realities: principally, glo-
balisation, trans-frontier broadcasting by satellite, and the digital convergence of broadcasting, telecoms and
the internet. One key element of regulatory change is the European Union’s (EU) accumulation of regulato-
ry influence in the audiovisual field, in part to re-establish problem-solving capacity that is escaping the na-
tional level as the result of the new technologies (satellite broadcasting, etc.)” Peter Humphrey, ‘EU audio-
visual policy, cultural diversity and the future of public service broadcasting) in Jackie Harrison and
Bridgette Wessels (eds), Mediating Europe: New Media, Mass Communications and the European Public
Sphere (New York: Berghahn Books, 2008), p. 183,

4) Tim Bergfelder, ‘National, transnational or supranational cinema? Rethinking European film studies, Media
Culture Society, vol. 27 no. 3. (May 2005), pp. 315-331.

5) The implementation of the EU’s audiovisual support system was accompanied by debates about the princi-
ples of cultural policies. The tension between the liberal (economic) and the interventionist (cultural)
aspects reaflirm the importance of integration in the analysis of the East European screen industries.
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Figure 1: The organizational structure of the Motion Picture Foundation of Hungary’s Boards and decision-
making system.

changes were at the center of debates. Following protracted negotiations, a new structure
was established in 1991 under the banner of the Motion Picture Foundation of Hungary.
It was based on a consensus between representatives of the Hungarian film industry and
the country’s new political parties. The foundation was established by the Ministry of
Culture and Education and thirty other organizations. For the next two decades, it was the
central institution of the Hungarian film industry, with its basic operations remaining un-
changed throughout the period. As Hungary’s primary funding body, the foundation con-
cerned itself with all sectors of the Hungarian film industry, from production to distribu-
tion and exhibition, and even education.

The foundation’s operations were based on a two-tier decision-making process. The
National Board, which consisted of cultural elites such as politicians and intellectuals, al-
located money to Advisory Boards that represented different sectors of the industry In
turn, the Advisory Boards, which themselves were mainly made up of critics, intellectuals,
and filmmakers, determined how capital was allocated in a given sector.” However, in ad-
dition to being the principal beneficiary of state funding, according to its mission state-
ment the foundation was also a self-governing institution. The members of the National
Board and the Advisory Board were selected from a pool of individuals nominated by the
founding organizations; the founders had to agree on the composition of the Boards.
Because the selection of these decision-makers was based on negotiations and consensus
among the founders, the Boards could testify to the democratic and self-governing nature
of the foundation. During the 1990s, the foundation boasted seven Advisory Boards, each
representing a sector of the Hungarian film industry (see Figure 1).

Because the state-socialist cinema industries’ transformation was characterized by de-
centralization, it is necessary to consider financing and the mode of production.
Decentralization (or diversification) of financing relates to motion picture funding com-

6) Due to new regulations for public foundations, the 2000s witnessed changes to the decision-making proce-
sses of the Foundation. Decisions on all applications had to be made by the National Board based on recom-
mendations by the Advisory Boards. The question of balance between the Advisory Boards and the
National Board was a delicate matter, but the National Board mostly approved the Advisory Boards’ recom-
mendations.
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ing from various sources instead of being provided solely by the state, as was the case in
the state-socialist system. Decentralization of production led to a shift away from a social-
ist studio system that involved state-owned companies and creative units of filmmakers to
a package-unit system that was based on individual producers and their projects.” These
two developments were intimately intertwined during the early years of the foundation.

Through self-governance the foundation became responsible for distributing state
subsidies to the Hungarian film industry. After the fall of communism, the foundation
served as a reliable single-channeled funding model. In this respect, the Hungarian cine-
ma industry of the early 1990s retained much of the state-socialist model but jettisoned
the political control that had been central to it. Self-governance was the major change, as
financing had yet to be decentralized, and the shift from to the package-unit system would
take several years to complete.

Self-governance as the Fulfillment
of the Socialist Era System of Creative Units

It is customary to discuss the post-communist transformation of East-European film in-
dustries in terms of a transition from the socialist studio system’s creative units to the pro-
ducer-based package-unit system.” This perspective provides a useful starting point for
considering the developments that took place in the Hungarian film industry from the late
1980s to the 2000s.

The units (known in Hungarian as studios) that were established in Hungary during
the first half of the 1960s offered a creative hub for film production, based as they were on
the collective efforts of filmmakers. The units were run by directors, production managers,
and intellectuals. All units elected a council of four, which consisted of a head, a director,
a story editor, and a production manager. The units had the authority to make important
decisions, including the scripts they greenlighted and the scheduling of shoots. The influ-
ence of censorship (and self-censorship) notwithstanding, units were pivotal decision-
making forums when it came to evaluating proposals ahd to approving completed films.
They therefore operated with a high degree of autonomy.” In fact the units continually
sought greater levels of autonomy, levels which they achieved in 1987 when the four ma-

7) On the package-unit system and its role in classical Hollywood see David Bordwell, Janet Staiger, and Kris-
tin Thompson, The Classical Hollywood Cinema: Film Style and Mode of Production to1960 (New York: Co-
lumbia University Press, 1985). pp. 571-579.

8) Dina lordanova, ‘East Europe’s cinema industries: financing structure and studios, Javnost/The Public, vol. 6,
no. 2 (1999), pp. 45-60.

9) 'The structure of creative units allowed for greater autonomy than the Central Dramaturgy of the 1950s. It
can be divided into four parts. The first acknowledges the importance of professionalism, the second refers
to the units’ creative autonomy and internal self-governance, the third to the possibility of organization
according to different artistic platforms (compared to the uniformed, centralized and hierarchical system of
the 1950s), and the last to the growth of diversity and the establishment of alternative options (filmmakers
were allowed to transfer an unsuccessful bid team to another studio team). See Balazs Varga, ‘Cooperation:
the organization of studio units in the Hungarian film industry of the 1950s and 1960s, in Marcin Adamc-
zak, Piotr Marecki, and Marcin Malatynski (eds), Film Units: Restart (Krakéw: Halart, 2013).
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jor units (namely: Budapest, Dial6g, Hunnia, and Objektiv) separated from MAFILM (the
state film production company) to become independent companies. Henceforth, the stu-
dios operated as creative production units and received government support, but they
were no longer required to work with MAFILM, which allowed them to pick and chose
partners from a growing number of private companies that had emerged. It is a mark of
the studios’ strength in representing their own interests that they were able to maintain
their dominant position after the foundation was set up. Where new companies submitted
each of their projects individually, the studios could submit a number of projects simulta-
neously as a package. The lion’s share of state support was, however, given to those studios
that submitted applications for packages of films — which the Advisory Board evaluated
as a block. Studio executives decided how best to distribute funds among their projects.
The model did not therefore change substantially from that of previous decades. The
framework of financial support for the studios may no longer have been decided by the
ministry or executives of the film industry but studio executives still decided on the actu-
al selection of films.

The early years of the foundation witnessed countless debates about studio efforts to
minimize the board’s enforcement of its views. Discussions raged over whether the board
could cherry pick from the individual films that had been submitted as a package or
whether it could vote for additional funding to be given to projects that it deemed partic-
ularly worthy. The studios argued that their creative teams should be regarded as juries at
the lowest level of the system since the studios were more than “a delivery service for in-
dividual film projects”'” They also suggested that the board should not form an opinion
on individual films in the package but base its decision on the studios track-record. This
system favored established directors and greatly inhibited the development of young, in-
dependent, or alternative filmmakers who worked outside the system.'"

In summary, the establishment of the Foundation safeguarded Hungarian film pro-
duction and state support for the film industry while at the same time minimizing politi-
cal interference. This represented a major achievement given the hostility that erupted
over the reconfiguration over other sectors of the Hungarian media.'” The changes pri-
marily served the interests of the studios and their most powerful directors. The concept
of self-governance and the foundation’s operational model also stood to provoke internal
conflicts, relating for example, to the amount of financial support that was given to indi-
vidual sectors of the Hungarian film industry. Conflict also arose because the founders of
the foundation were applying for financial support to the very Advisory Boards they had
voted into office. Furthermore, law dictated that the circle of founders could not be al-
tered. As a result of these conditions, questions emerged about the ability of the newly es-
tablished organizations and companies to represent their own interests and to ensure pro-
fessional self-determination. Ad hoc forums and organizations served to diffuse this

10) Quoted in a letter by the Guild of Hungarian Film Directors to the Fiction Films Advisory Board of the Mo-
tion Picture Foundation of Hungary, Magyar Filmlevél, vol. 2, no. 1. (1992), pp. 16-17.

11) Balazs Varga, ‘A magyar filmszakma és a rendszervéltds: Intézménytorténeti vazlat, Metropolis, vol. 14, no. 4
(2010), pp. 10-18.

12) Péter Bajomi-Lazar, ‘Freedom of the media in Hungary, 1990-2002" (Dissertation, Central European Uni-
versity, 2003).
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situation, with, for example, the Motion Picture Roundtable providing an opportunity for
industry-insiders to meet with the foundation.

The Transformation of the Support System

In terms of state support, the transformation of the Hungarian film industry in the 1990s
can also be described as having been characterized by decentralization. When the founda-
tion was established, it was the only institution that distributed state subsidies to the film
industry. However, there was no regulation of the amount of state support provided annu-
ally to the film industry, and it was unclear whether subsidies were to be distributed exclu-
sively through the foundation. In its first year, the foundation had presided over almost
one billion HUF (approximately US$1.26m). In the following years, rising inflation caused
comparable amounts of state funding to drop in real terms (see figure 1 and figure 2).
Because foundation grants rarely covered the cost of producing a film, filmmakers
were required to top up their budgets with capital secured from other sources. This situa-
tion led to the demise of the single-channeled model as new forms of state, European, and
private investment in film production opened up. State funding bodies included the
Hungarian Historical Film Foundation, the National Cultural Fund, and the National
Radio and Television Board.'” Moreover, even though many European Television stations
underwrote the production of national cinema, financial limitations prevented their
Hungarian counterparts from doing so in a sustained and meaningful manner.'"
Hungarian films may have been financed with capital secured from a range of sources, and
the late 1990s may have seen contributions allocated by the National Radio and Television

13) The Hungarian Historical Film Foundation (Magyar Torténelmi Film Alapitvany) was established in 1992
by the Ministry for Culture and Education. Its main goal was to fund documentaries on the twentieth cen-
tury history of Hungary. A vear later, this brief was expanded to include historical feature films. The Foun-
dation’s annual budget was around HUF100m.

The National Cultural Fund (Nemzeti Kulturilis Alap) was set up in 1993. It was supported by culture taxes
and its boards were organized by artistic areas. Its motion picture board primarily supported scriptwriting,
project development, distribution, exhibition, education, film festivals, and magazines, while also subsidi-
zing film production. Each year, the specialized board gave approximately HUF 200m in the 1990s and
HUF300-400m in the 2000s.

The Media Law of 1996 restructured radio and television broadcasting in Hungary and opened the way to
the dualistic (public/private) television system. It took around five years of political debate and struggle to
ratify it. The Media Law also established the National Radio and Television Board (Orszigos Radi6 és Tele-
vizi Testiilet), which was the supervisory body for broadcasters, and a new funding body for the audiovi-
sual sector. In addition to television programmes, documentaries, and animation, the Authority occasiona-
lly supported film production.

14) Due to the ambiguity of the media law and the financial collapse of public television, hardly any Hungarian
telefilms and television series were made in the late 1990s and early 2000s. In order to open up new avenu-
es for TV film production, which has been reduced dramatically after the fall of communism, the media law
would have needed to be rewritten, but due to disagreements between the government and the opposition
this remained unfulfilled. Due to the Media Law, the two national commercial televisions (TV2 and RTL
Klub), which enjoyed hegemony in the market, were required to allocate a small part of their advertising in-
come to the Foundation, thereby providing important additional financial source for the Hungarian film in-
dustry.

e |
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Figure 1: State support for the Motion Picture (Public) Foundation of Hungary, 1992-2001 (HUFb). Source:
Motion Picture Public Foundation of Hungary.
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Figure 2: Inflation in Hungary, 1992-2000. Source: Hungarian Central Statistical Office.

Commission exceed those handed out by the foundation itself, but the foundation never-
theless remained the most important institution in the industry (see Figure 3)." The
foundation’s system might not have been perfect but it functioned.

As it was not part of governmental decision-making, the foundation was unable to
lobby for its interests during annual budget meetings, which partly explains why the cap-

15) Sources: Hungarian Motion Picture Foundation; Réka Sarkozy, Elbeszélt mutltjaink. A magyar torténelmi do-
kumentumfilm utjai (Budapest: 1956-os Intézet-L'Harmattan, 2011); Zsolt Zadori, ‘Az alapétlettdl az
alapprogramig, Beszéld, no. 4 (2003) <http://beszelo.c3.hu/cikkek/az-alapotlettol-az-alapprogramig> [acce-
ssed 6 December, 2012];

National Radio and Television Board. <http://tamogatas.mtva.hu/index.php?mid=97&m1=87&m2=97>
[accessed 6 December, 2012].
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Figure 3: Amount of State support given to major Hungarian film funding bodies (HUFb).

ital it distributed to the Hungarian film industry dropped in inflation-adjusted terms. The
late-1990s explosion of private organizations and state institutions may have filled this
void to a greater extent but it also led the domestic financing scene to become increasing-
ly complicated and convoluted. Industry regulation was one way of bringing a semblance
of order to this increasingly chaotic situation.

The Hungarian Film Law

During the 1990s, Hungarian cinema appeared to have become increasingly disconnected
from the political sphere. However, in the early 2000s, politics once again took center stage
as discussion turned to how the Hungarian state might participate in the restructuring of
the nation’s film industry. Central to this question were issues of motion picture financing
and industry structure.

New legislation was drafted. It was innovative insofar as it involved allocating to the
foundation an annual budget that was based on levies (for example on ticket sales) or in-
vestor tax benefits and was not determined by the short-term political agenda of the par-
ty in power. Such an approach, it was hoped, would give rise to a stable and fully function-
ing system built on the autonomy and self-governance of the foundation. However, efforts
to ratify such a law ended in failure. The first failed attempt took place in 1998 when pro-
tests from distributors and the Hungarian Ministry of Finance slowed down ratification to
the extent that the draft legislation could not be written into law because the ruling
Socialist-Liberal coalition had been voted out of office. A second attempt was made after
the 1998 elections, with the new conservative coalition government placing the secretary
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of the foundation in charge of drafting the legislation. By the end of 2000, a new draft had
been written that promised to appease the various sectors of the film industry, maximize
revenue, be appropriately transparent, and use monies from culture taxes and investment
tax allowances so as to increase the amount of capital available to the industry. Ultimately,
however, the government decided to abandon this legislation and instead proposed to re-
place the foundation with a new institution called the National Film Center — an institu-
tion that would jettison the foundation’s system of boards in favor of a professional com-
mittee presided over by a head that had been appointed by the Ministry of Culture. The
ministry’s proposal promised to increase film production subsidies, providing that the
center boasted high levels of transparency. This proposal provoked intense debate, with,
for example, Hungarian film directors roundly criticizing the proposed center because
they feared it would be underfunded and that its reliance on public monies would pave the
way for the kind of political interference that the industry had been fighting.

In spring 2001, the debates ended. The vast majority of Hungarian filmmakers be-
lieved that the ministry’s proposal essentially institutionalized political interference in
film funding. As such, they denounced the concept of a centralized film center, even
though it guaranteed an increase in production capital. In response, the government ini-
tially put the near-completed draft legislation on ice, stating that film subsidies would only
be increased if the film center was accepted, before dropping the idea once it recognized
the depth of hostility it had provoked. Despite the resumption of negotiations between
filmmakers and the government, no deal was cut. Rather, the ministry agreed to subsidize
several films, many of which were historical dramas. The cost of just two of these films —
BRIDGEMAN and BANK BAN (both 2002) — approached €11m, a sum that easily surpassed
that which had been allocated to the foundation. As a consequence, the advisory board
struggled to allocate its meager resources among the hundreds of filmmakers who had ap-
plied for support, and was forced to postpone any decision on the matter. These circum-
stances led to a sizable injection of capital into the system but to most of it being dissemi-
nated by the ministry.

The impasse was finally resolved after the 2002 elections when the Socialist-Liberal
coalition replaced the conservative government. The new government rejected the idea
of a film centre and reopened negotiations with filmmakers about the terms of the new
legislation. After lengthy debate, all parties came to an agreement, and the legislation was
ratified unanimously by the Hungarian parliament in December 2003. When the new leg-
islation was written into law, it provided a legal framework and an institutional-organiza-
tional structure in which state subsidization of film production would operate. In addition
to direct funding, it introduced investment incentives and tax breaks that were designed
to increase the competitiveness of the Hungarian film industry, to promote production
services to runaway productions being shot in the country, and to encourage internation-
al co-production. These measures were seen to be well overdue as the Hungarian film in-
dustry had lagged behind those of its East-Central European neighbors since the early
2000s. The new law reinforced the foundation’s position as the central institution of the
Hungarian film industry albeit under a modified mandate. New types of subsidy were in-
troduced, the most important of which was the prioritization of support to filmmakers
who had enjoyed commercial success or who had entered their films into leading interna-
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tional festivals.'® This policy change meant that the foundation now promoted popular
cinema and not just prestigious art cinema.'”)

The new law was intended to increase the domestic standing of Hungarian films and
to integrate the nation’s film industry into the international market. Positive developments
have been seen on both fronts. Hungarian productions have captured a larger share of the
domestic market and the international standing of the nation’s film industry has also im-
proved (see figure 4). Thanks in large part to a generous 20% tax deduction, capital has
flowed into the Hungarian film industry from inside and outside of the country (see fig-
ure 5). Alongside the surge in domestic output, more and more overseas productions are
being shot in Hungary. Films such as MuNicH (2005), HELLBOY II: THE GOLDEN ARMY
(2008), and A Goop DAy To Die HARD (2013) have seen the country become an impor-
tant player in the so-called “subsidy game”, wherein nations compete to host Hollywood’s
runaway productions.

It was clear that infrastructural changes would need to be implemented if the Hungarian
film industry was to fully exploit the new opportunities that were opened up by the film
law. Filmmakers wanted to be able to have a say in the control of, and direction taken by,
industry institutions, and were concerned by the role of the state and the possibility of pri-
vatization. The filmmakers’ lobby was successful and, following discussions with the gov-
ernment, the foundation gained a leading role in the management of the onetime state-
owned film studio MAFILM and the Hungarian Filmlab (the oldest film laboratory in
Hungary).'® The prosperity of the Hungarian film industry and an accompanying boom
in service jobs provided to runaway productions such as the BBC television series ROBIN
Hoob (2006) was driven by new investments made by venture capitalists. Unlike other
East-Central European nations, by the early 2000s, Hungary still did not possess studio fa-
cilities capable of serving Hollywood productions. This situation changed in the middle of
the decade with the construction of private studios on the outskirts of Budapest.'” Due to
tax incentives, the city has become one of Europe’s hottest sites for runaway productions.*”

The mid-2000s also saw an increase in the amount of support that the Hungarian gov-
ernment gave to the foundation. Yet, a byproduct of this injection of capital has been a sig-
nificant amount of debt. This situation came about because the foundation allocated sub-

16) The system was quite complex. Directors and producers received so-called “funding points” for commerci-
ally successful films (the higher the attendance the more points they were awarded) and for A-category fes- I
tival participation (prize-winners were given extra points). The foundation decided each year on the exact
fiscal value of these points based on the number of applications they had received. On the whole, the value
of these points decreased as time went by. .

17) Little has been done to encourage cooperation between the film industry and public television, as had been \
called for by the legislation. ;

18) In 2012, the National Film Fund took over the Foundation’s dept as part of a liquidation and dept settlement
with the Motion Picture Public Foundation of Hungary. In exchange, the Fund obtained MAFILM and J
Hungarian Filmlab. '

19) The first was Stern Film Studios and Media Center in Pomaz (20km north of Budapest) which opened in late
2006. The Korda Studios (located in Etyek, 30km west of Budapest) opened in 2007 and the Raleigh Studio I
Budapest (on the outskirts of the city) opened in 2010.

20) Dan Bilefsky, ‘Hollywood on the Danube;, New York Times, 2 July 2010, unpaginated.
<http://www.nytimes.com/2010/07/03/business/global/03iht-eastfilms.html?_r=1&pagewanted=all>
|accessed 6 December 2012].
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sidies based on monies that the government agreed to provide rather than those that it
actually provided. During 2003’s Film Week, the Hungarian Prime Minister, Péter
Medgyessy, promised to gradually increase state subsidies to ten billion HUF (€40m) by

2006,

but the foundation received significantly less than it was anticipating (see figure 6).

In 2005, the amount of support that the state promised to provide was cut by about 40 %.
That year, the government did not allocate the HUF2.85b that it had promised the foun-
dation but instead let it “borrow” this amount from the following year’s budget. In 2006,
the foundation may have been allocated a budget of HUF6.2b, but in reality it received un-
der HUF3.5b due to the additional HUF2.85b it had used in 2005. As with the previous
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Figure 6: Amount of state support provided to the Motion Picture Public Foundation of Hungary (HUFb).
Source: Motion Picture Public Foundation of Hungary and the State Audit Office’s (Allami Szimvevészék)
audit of Motion Picture Public Foundation of Hungary, 2003, 2006.
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Figure 7: Over-expenditure on feature film production, 2005-2009 (HUFDb). Source: Internal Audit of the
Motion Picure Public Foundation of Hungary, 2010.

year, the foundation was permitted to make up the shortfall by using HUF3.1b that had
been set aside for 2007. To manage these transactions, and thereby support production
without causing the industry to collapse, the foundation merely presented a letter of intent
to the production companies, who on this basis turned to banks for loans, which the foun-
dation would then repay from the state support it received the following year. Problems
increased however because each year the foundation’s outgoings exceeded its income (see
figure 7).?" In 2007, the financial support that the state gave the foundation decreased by

21) In November 2012, Atlatszo.hu, a Hungarian Wikileaks-like portal and investigative journalism center pu-

blished the Motion Picure Public Foundation of Hungary’s 2010 internal audit. All financial data cited are
from this report. <http://atlatszo.hu/2012/12/04/fraudulent-misuse-of-state-funds-for-the-film-industry/>
[accessed 6 December 2012]
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30%. Concurrently, an agreement was made between the foundation and the Ministry of
Culture that guaranteed that no additional cuts would be imposed on those monies re-
maining after the initial 30% cut had been made. The foundation was plunged into debt
through a combination of over-expenditure and the interest that it had incurred on bank
loans, leading to numerous scandals and ultimately to its closure.?”

Self-governance as a System of Obligations and Commitments

Across its twenty year history, self-governance has been a leitmotif of the Motion Picture
Foundation of Hungary. The issue of self-governance amounts to a yearning for independ-
ence; that the support of individual films and the industry as a whole should not be made
on ideological-political grounds and not by a government ministry but by a committee of
professionals. Efforts to secure this kind of independence can be traced to the years before
the new law was ratified, when “take the money and shoot (a film)” logic was in full effect.
Nevertheless, in light of the failures to get earlier legislation written into law, the 2004 leg-
islation employed a quite different form of logic to legitimate the foundation on the prin-
ciple of self-governance. This logic can be described in terms of a reciprocal relationship;
as a system of obligations and commitments insomuch as it not only emphasized the state’s
responsibility to the support of domestic film culture but the film industry’s right to oper-
ate as a self-governing institution. Among these obligations were the reaching of produc-
tion targets, the fostering of cultural diversity, and the support of popular cinema. The role
domestic box office performances played with respect to state support of the domestic film
industry was underscored by an initiative proposed during negotiations over the terms of
the legislation. In 2003, the foundation set aside tens of millions of HUF in additional sub-
sidies if applicants could make the case that a proposed film stood to sell at least 80,000
tickets domestically; if the film in question failed to reach this target, applicants were re-
quired to repay the monies.

Ultimately, the developments of the early 2000s indicate some of the ways in which the
self-governance of the Hungarian film industry could be made acceptable both for politi-
cians and the general public. From this perspective, the operations of the foundation can
be seen as something of a learning process underwritten by acts of self-correction.
However, due to financial mismanagement, misplaced faith in government promises,
over-expenditure, and over-production, the foundation became trapped in debt.”®

Although the post-communist development of the Hungarian film industry is in many
ways similar to the development of the film industries of other former Eastern bloc coun-
tries, it is also characterized by some specificities due to the rise and fall of the Motion
Picture (Public) Foundation of Hungary. The transition from a state-controlled industry
to a public support system was comparatively rapid and smooth. It was also one tainted by

22) There are different figures circulating about the total debt of the Motion Picture Public Foundation of Hun-
gary.

23) As there are the Government Monitoring Office (Kormanyzati Ellenérzési Hivatal) and the police are still
conducting investigations of the financial affairs of the Motion Picture Foundations of Hungary, it would be
inappropriate to sum up the Foundation’s financial affairs.
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the inability of the film and television industries to cooperate with one another. Finally, it
was chracterized by the belated reorganization of the production sector through the devel-
opment of up-to-date facilities such as film studios.

The establishment of the foundation in the early 1990s was a success in the sense that
it maintained continuity in the Hungarian film production sector. Yet one might stop to
consider the type of production it maintianed. One might ask if this type of Hugarian film
production does not need to be justified. Can there be national film production and a na-
tional cinema without the cooperation of the film and television industries? In addition to
largescale social, political, economic, and cultural questions, fundamental questions also
remain about the challenges facing industry professionals and institutions. Such questions
relate to the ways structural change (studio-based support and production-based sup-
port), generational change (the rise of young and independent filmmakers), and attitudi-
nal changes (the value that is placed respectively on art cinema and popular cinema) may
challenge the transitional era’s valorization of Hungarian filmmakers who prioritized so-
cially- and politically-engaged cinema. The 2010s have already witnessed radical changes
in the Hungarian film industry, notably the fall of the Motion Picture (Public) Foundation
of Hungary and the establishment of the Hungarian National Film Fund. Time will tell if
these developments mark a new chapter in Hungarian film history.

This essay was supported by the Janos Bolyai Research Scholarship of the Hungarian Academy of
Sciences.
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SUMMARY

Take the money and...?

Questions of Self-governance in the Hungarian Film Industry

Balazs Varga

This essay provides an overview of the post-communist transformation of the Hungarian film in-
dustry and the changing roles the state played therein. At the center of the essay is an analysis of the
rise and fall of the Motion Picture Public Foundation of Hungary (Magyar Mozgokép Kézalapitvany),
Hungary’s principal film funding body. Both the establishment of the foundation in the early 1990s
and new film legislation that went into effect in 2004 were success stories in the sense that they pre-
served continuity in Hungarian cinema. However, during the second half of the 2000s, the founda-
tion got into dept, which led to its closure in the early 2010s. The essay reviews the workings of the
foundation with special attention being paid to issues of self-governance — a leitmotif of the insti-
tution’s twenty-year history.
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Marcin Adamczak

Polish Cinema after 1989

A Quest for Visibility and a Voice in the Market

This essay describes the ways in which economics and state support have shaped contem-
porary Polish cinema. Primarily concerned with changes that have unfolded since 1989, it
considers how the collapse of socialism has prompted ongoing efforts to re-establish cin-
ema within a free market environment. The essay draws on a range of materials including
published accounts of industrial and state practices, economic data provided by the Polish
Film Institute, documents relating to the country’s “Cinema Act” (legislation designed to
provide state support for Polish cinema), and interviews that were conducted with indus-
try-insiders as part of a separate project.”

“Imaginary Cinema”: Cinema before 1989 as a Living Memory after 1989

The twentieth-century history of Poland is usually divided into three periods. The Second
Republic (1918-1939) was founded after the country regained independence. The People’s
Republic (1944-1989), which was a socialist state, was established after WWII. And the
Third Republic (1989-), a democratic state, was founded after Communist rule ended.
Polish cinematic output of the postwar communist period tends to be valorized and nos-
talgized. In contrast to those of the Second and Third Republics, such films are very much
a part of Polish film culture thanks to continued popular and academic interest.
Exemplifying this situation is the book The History of Polish Cinema: Masters, Films and
Contexts, in which Tadeusz Lubelski devotes only 67 pages to the cinema of the Second
Republic, and just 79 to the Third Republic. These numbers stand in marked contrast to
the 374 pages he allocates to the cinema of the People’s Republic.” Lubelski’s focus is em-

1) The statistical data used in this essay were produced by the author when conducting an earlier research pro-
ject. While drawn from official reports, some estimates were required to ascertain the number of films in
production. Those films include Polish produced feature films, coproductions between Polish companies
and others, and those produced independently.

2) Tadeusz Lubelski, Historia kina polskiego: tworcy, filmy, konteksty (Katowice: Videograf I1, 2009).
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blematic of broader currents in Polish film culture, wherein these periods function as
mere bookends to the main body of enquiry. However, it should be stressed that, at the
time of writing, the combined duration of the Second Republic (21 years) and Third
Republic (23 years) is equal to that of the 44-year-long People’s Republic. Estimates indi-
cate that the number of Polish films produced in the two periods is roughly equal to that
of the much-vaunted People’s Republic. The disproportionate attention paid to the cinema
of the People’s Republic can only partly be explained as a product of the difficulties in-
volved in accessing surviving Second Republic films or of the time-lag that often charac-
terizes Film Studies’ embracing of contemporary cinema.

Matters of economics and production practice are usually left unaddressed in discus-
sions of the cinema of the People’s Republic. Instead, claims of artistic significance have
tended to be invoked to justify the attention lavished on the period, particularly those of
the “Polish School” of the late 1950s and early 1960s, and the so-called “cinema of moral
concern” of the late 1970s. Issues arising from the roles of censorship have also dominat-
ed scholarship on the cinema of the People’s Republic. What sometimes appeared to be an
era in which filmmakers where beholden to the political establishment’s views on the po-
litical, ideological, and artistic qualities of film, can also be seen as a time in which crea-
tive practitioners enjoyed significant economic freedom. Interviews show that minimal
budgetary restraints existed for filmmakers working for the distinguished Polish film unit
“Tor”. “The issue of money hardy existed at that time”, explained Stanistaw Rézewicz, “the
most important thing was to go through the script commission”. Rézewicz went on to sug-
gest that “after a positive evaluation of a script, one would go to the company, there they
simply typed a letter of referral for production and the money was immediately available:
Today such things boggle our mind”?

This situation is quite different from that which has characterized the Polish produc-
tion sector since 1989; a point made clear by Iwona Ziutkowska, who managed a Polish
film unit:

It is difficult to believe how easy it was to produce a movie in the previous system.
I am using the word “produce” on purpose, in order to set apart the issue of freedom
of speech and censorship. Once you had the decision about sending the movie to
production, the financial and organizational issues went smoothly, along usual sche-
mes, although there were some plans, limits, commissions and although naturally,
in different periods there were various standards and rules, which were subject to
evolution. However, the magical decision about the realization of a movie automati-
cally meant that the money was there. No one perceived the concept of financing
a movie as a creative process, a concept, which exists currently in ugly borrowings
such as “completion of finances” or their “closure”"

3) “W tamtym czasie problem pienigdza wlasciwie nie istnial. Najwazniejsze bylo przejécie przez komisjg sce-
nariuszow3. Po pozytywnej ocenie scenariusza, nastepnego dnia szlo si¢ do przedsiebiorstwa, tam wystuki-
wali skierowanie do produkcji i natychmiast uruchamiali pieniadze. Dzisiaj si¢ to w glowie nie miegci.” Bar-
bara Hollender and Zofia Turowska, Zespé? TOR (Warszawa: Proszynski i S-ka, 2000), pp. 61-62.

4) “Trudno uwierzy¢, jak tatwo bylo wyprodukowa¢ film w poprzednim systemie. Uzytam celowo stowa ‘wy-
produkowac; aby zdystansowac si¢ od kwestii wolnosci wypowiedzi i cenzury. Z chwilg uzyskania decyzji
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The People’s Republic was exceptional in the sense that in the sphere of film produc-
tion ideology trumped market economics, leading to what might be called a “reversed
economy’. It was quite easy for filmmakers to secure financing prior to production or if
they went over budget when shooting a picture. In fact, between 1945 and 1989, only one
film was officially suspended during shooting for financial reasons: Andrzej Zulawski’s ON
THE SILVER GLOBE (1977/1988). Indeed, even in that instance, economic grounds were
used to mask the real reasons for its being closed down: political objections. The paradox-
es of the socialist economy — whereby the bottom-line was not always the be all and end
all, and state institutions were on hand to offer material assistance to the makers of popu-
lar cinema — provided a nurturing environment not only for artistic films but also for rel-
atively big-budget spectacles.” Budgets may have been smaller than those typically used in
the West, but a dozen Polish films nevertheless boasted production values comparable to
those of contemporaneous Hollywood productions, from KNiGHTS OF TEUTONIC ORDER
(1960) and THE SARAGOSSA MANUSCRIPT (1964) to PHARAOH (1966) and PROMISED
LAND (1975).

Something of a safe haven existed for filmmakers in the People’s Republic. In addition
to the aforementioned budgetary freedoms, censorship could be negotiated and contest-
ed. Moreover, the monetary rewards available to filmmakers were quite impressive, espe-
cially for those working for film units, which functioned ostensibly as filmmaking cooper-
atives. For example, during the late 1950s and early 1960s, directors could earn up to 100
times the average monthly salary on a single film. Furthermore, after 1976, support for
filmmakers grew across Polish society, particularly among those intellectuals who op-
posed the socialist government. Some filmmakers were seen as important counter-hegem-
onic agents who were capable of sidestepping the control that the State held over the me-
dia in such a way that promised to refashion Polish national culture. Therein lay a great
paradox of the People’s Republic: even though it controlled film financing and production,
the State still underwrote the critical filmmaking that made popular heroes out of opposi-
tional filmmakers.

There is no easy answer to the question of why the Polish State backed the production
of films that were critical of its social, economic, and political systems. To some extent, this
practice was likely driven by the prestige attached to supporting films whose artistic mer-
its were signaled by their winning awards at international film festivals. This situation al-
lowed a socialist state to position itself as a patron of the arts and to present itself to
Westerners as a progressive and open institution. Ultimately, such practices led a small

o skierowaniu filmu do produkcji sprawy finansowe i organizacyjne szly gltadko, wedlug utartych schema-
tow, cho¢ istnialy plany, limity, komisje i cho¢ oczywiscie w réznych okresach istnialy odrebne wzorce i za-
sady, ktore podlegaly ewolucji. Ale magiczna decyzja o realizacji filmu automatycznie oznaczala, ze s3
pieniagdze. Nikt nie rozumial pojecia finansowania filmu jako procesu tworczego, pojecia, ktore istnieje
obecnie w brzydkich zapozyczeniach jezykowych: ‘skompletowanie finanséw’ lub ich ‘zamkniecie™. Ibid.,
pp- 210-211.

5) Thisamounted to voluntary work in film production. Consider the following observation by Filip Bajon: “In
order to take advantage of the army’s help, one had to bring a crate of vodka to the military training area for
their general and next morning there were 300 extras available. And a few officers on top of that, who kick-
ed their arse to keep discipline and make them stand under command no matter if in sun or snow”. Quoted
in Hollender and Turowska, Zespéf TOR, p. 87.
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number of directors to enjoy a measure of international recognition, which in turn put
pressure on their relationship with the Polish authorities. It is also possible that on occa-
sion such relationships might have developed out of a genuine respect that members of the
political establishment felt toward cultural producers and their work. Some filmmakers
cynically dubbed this union “the complex of the swineherd”, a phrase that they employed
to refer to an apparent inferiority complex that those in power experienced when they
were exposed to the intellectual elite.” Other important factors that shaped the relation-
ships between the Polish State and filmmakers were the ebbs and flows of the political
character of the People’s Republic, notably power struggles, shifts between liberalization
and conservatism, and the various personalities of the heads of culture and cinema (thus,
where Jozef Tejchma was quite liberal, Janusz Wilhelmi ruled with an iron fist).” A final
incentive may have been the appeal of reinvesting into new productions those monies that
critically applauded Polish films had generated on the International Art Cinema circuit.”

In the 1980s, financial crises brought an end to this situation. The same conditions that
resulted in a shortage in basic commodities and the introduction of food stamps, also led
to the pauperization of the cinematic professions, which were underwritten by State sub-
sidies.”. The unstable financial situation in which the nation’s filmmakers found them-
selves is exemplified by the plight that befell one young director who was forced retire
from the industry to sell computers shortly after his debut feature won the coveted Bronze
Lions at the nation’s Gdynia Film Festival.'” Elsewhere, documentarians Maciej Dejczer
and Mirostaw Bork were left with little alternative than to back out of a project when their
budget could not cover basic travel costs.'” The financial crises widened the gap between
Polish filmmakers and their Western counterparts. Polish filmmakers technological
equipment — such as cameras, lighting, editing facilities — was falling behind that used
in the West. It is therefore possible to suggest that the type of Polish film production that
characterized the 1990s had already taken root in the late 1980s and that dominant dis-
course in the contemporary Polish film production sphere has tended to romanticize pro-
duction during the People’s Republic by transforming the period into something of an il-
lusionary golden age.

6) Wanda Wertenstein, Zespdf filmowy “X” (Warszawa: Officina, 1991), pp. 59-60.

7) On the institutional and political background of this period see Edward Zajicek, Poza ekranem. Polska kine-
matografia w latach 1896-2005 (Warszawa: Stowarzyszenie Filmowcow Polskich oraz Studio Filmowe Mon-
tevideo, 2009).

8) 'This led to asituation in the 1970s and early 1980s when several internationally recognized filmmakers (who
were often also heads of units) began to see themselves as film producers who were responsible for the pro-
fitability of the industry. Evidence of such delusions of grandeur can be seen in a series of points outlined by
the Polish director Andrzej Wajda in an open letter in which he addressed deputy minister of culture, Sta-
nistaw Stefanski, after a screening of his film INTERROGATION (Polish: PRZESLUCHANIE).

Ryszard Bugajski, Jak powstalo ,, Przestuchanie” (Swiat Ksigzki: Warszawa, 2010), p. 172.

9) For a comprehensive overview of the state of the Polish economy at this time see: Janusz Kalifiski and Zbig-
niew Landau, Gospodarka Polski w XX wieku (Warszawa: Polskie Wydawnictwo Ekonomiczne, 2003).

10) Piotr Wasilewski, Swiadectwa metryk: polskie kino miodych w latach osiemdziesigtych (Krakéw: Oficyna
Obecnych, 1990), p. 154.

11) Ibid, p. 115.
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Transformation through Collapse and Twenty-First-Century Revival

'The introduction of democracy and a free market economy, along with the abolition of re-
strictions on the importation of audiovisual products, exerted a profound influence on
Polish cinema. With the precipitous decline in governmental support for the domestic in-
dustry, Hollywood films began to dominate Polish screens. Initially, theatrical attendance
declined rapidly as a financial depression accompanied the first phase of Poland’s econom-
ic transformation. The number of Poles going to the movies plummeted between 1990 and
1992, before rising across the remainder of the decade to roughly half that of the late
1980s. Attendance would only return to late-1980s levels when the Polish Film Institute
was established in 2005.

Issues relating to motion picture financing undermined a viable system of supporting
local film production after 1989. Operating from 1987 to 2005, the Committee of Cinema,
which was made up of filmmakers, furthered the notion of creative self-management as
a support mechanism for Polish cinema. This approach changed the ways production sub-
sidies were distributed. Financial support was no longer allocated to film units (subse-
quently renamed “studios”) in order to fulfill their individual budgetary requirements, but
was instead awarded on a film by film basis.'” Given the economic turmoil that accompa-
nied Poland’s transition to democratic rule and a free market, it is perhaps unsurprising
that the State did not consider the financial support of motion picture production to be
a priority.

Against the backdrop of economic turmoil, debates soon emerged over whether it was
morally or financially justifiable for the State to provide subsidies for Polish cinema, and
other forms of indigenous culture, that were not self-sustaining, commercially viable ven-
tures in the country’s nascent free market. Officials and decision-makers questioned
whether funds could not be given to more pressing causes. For example, in 1990, Marian
Terlecki, president of the Radio and TV Commission, claimed:

Let’s say it honestly — this small number of movies for cinemas on photosensitive
film are now produced to be put on the shelf. It is evident that nobody watches them.
We cannot continue spending hundreds of billions of Polish zloty on making movies
which do not get through to the audience. This should change in the nearest future."

Polish filmmakers and producers often discuss 1989-2005 as the worst period in the
history of postwar Polish cinema. The sense of community that they considered to have
existed between the nation’s filmmakers and the national audience was seen to have been
lost, as was the influence Polish cinema exerted on Polish perceptions of the world.'? As

12) In 1991, three agencies were established with the task of dividing public funds: the Scriptwriting Agency, the
Film Production Agency, and the Distribution Agency. Another institution called Polish Film had been set
up at an earlier date. The Promotion Agency was established in 2000 and took over the responsibilities of
both the Distribution Agency and Polish Film.

13) Zajicek, Poza ekranem, p. 312.

14) Tadeusz Lubelski, ‘Wzlot i upadek wspdlnoty, czyli kino polskie 1975-1995], Kino, no. 1 (1997), pp. 17-20.
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filmmaker Juliusz Machulski put it: “Paradoxically, in Poland professional cinema ended
with the socialist state”!”

At this time, two influential positions emerged in discussions of Polish cinema: what
could be called the “invisible hand” and the “helping hand”. The former is a reference to
a well-known metaphor used by economist Adam Smith. Within this discourse, film is
perceived first and foremost as a commodity subject to the demands of the market.
Advocates posit that there is little justification for a national cinema that is incapable of
turning a profit. They have also tended to conclude that in the long-term cinema in its cur-
rent form is likely to be superseded by new media such as the Internet and interactive dig-
ital TV. The latter — the helping hand — suggests that films aught not be treated solely as
commodities, but that they are first and foremost cultural or artistic artifacts.'® Across the
1990s and the early years of the twenty first century, the invisible handle position domi-
nated high-level discourse on Polish cinema; however, the balance of power shifted in
2005 towards the helping hand position. The turning point came with the ratification of
a new cinema act and the establishment of a Polish film institute modeled on those of oth-
er European nations. These developments can be seen as symptoms of an increasingly in-
terventionist stance that the Polish State has adopted with respect to cinema.

The new Act on Cinema was passed on the 7 June 2005 by the Sejm (the Lower
Chamber of the Polish Parliament).'” It is worth considering its most important points,
which currently shape the institutional structure of the Polish film industry. The act sanc-
tions state support of cinema (article 3), thus ostensibly foreclosing the debates that raged
in the 1990s over the appropriateness of such support. The state’s activities in the field of
cinema fall under the jurisdiction of the Ministry of Culture and National Heritage (arti-
cle 6) and the Polish Film Institute (article 7). The ministry’s responsibilities as specified in
the act are quite general (article 6), but those of the Institute are outlined with greater pre-
cision and in greater detail (article 8). These responsibilities include: the co-financing and
promotion of Polish film production; and creating suitable conditions for the develop-
ment of filmmaking, Polish film culture, independent cinema, and archives. The institute
is run by a director, who is appointed every five years and can serve a maximum of two
terms. An advisory body of the Council of the Institute consists of 11 members who are
appointed to three year terms by the Minister of Culture. It includes three members rep-
resenting filmmakers, one representing producers, one from trade unions active in the
field of cinema, five from organizations financing the institute, and one proposed by the
Minister of Culture. In addition to determining the direction taken by the Institute, the
Council is also responsible for evaluating its annual activity plans and reports, for writing
financial reports, and for designing policy and strategy. The composition of the Council
seems to reflect the self-management of filmmakers on the one hand, and, on the other,
the financing organizations’ participation in managing the institute.

15) Konrad J. Zarebski, “Taka pigkna przygoda. Juliusz Machulski, Jacek Bromski i Jacek Moczydtowski o tym,
skad sie wzigla i jak dojrzata ZEBRA, in Kreci nas Zebra. 20 lat Studia Filmowego ZEBRA (Warszawa: Fun-
dacja KINO, 2009), p. 24.

16) Itis likely that advocates of these two positions will butt heads over the drafting of a new cinema act.

17) ‘Ustawa z dnia 30 czerwca 2005 r. o kinematografii, Dziennik Ustaw, no. 132 (2005), poz. 1111,
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The institute’s budget comes from a combination of State subsidies, capital that the in-
stitute generates from film titles it owns, and mandatory contributions from the five key
players comprising the national distribution-exhibition sector. It was decided that distrib-
utors would supply 1.5% from distributions fees. Similarly, theatre chains had to donate
1.5% of the revenue they made from ticket-sales and advertizing. In addition, TV broad-
casters were compelled to contribute either 1.5% of their income from commercials and
telesales or 1.5% of subscription fees if that sum was the higher of the two. To these mon-
ies would be added 1.5% of the digital platform operators’ turnover from providing access
to TV channels, and 1.5% of the revenue cable TV operators made as service providers.
This apparent uniformity of contributions masked very real discrepancies in terms of the
actual amounts of money that these players contributed. According to the data from 2010,
outside contributions to the institute are in descending order: Terrestrial television broad-
casters: 43.07%; Digital TV operators: 34.31 per cent; Cable TV operators: 14.54%; thea-
tres: 7.07%; distributors: 1.01%.'"® Because they provide the overwhelming majority of fis-
cal support to the institution, it is possible to conclude that television companies of one
sort or another are the lifeblood of Polish cinema.

In the short time since its founding, the Polish Film Institute has become the core of
Polish cinema. Its status as something of a production hegemon dominating the field is
perhaps best exemplified by a series of startling statistics. First, 38 of the 39 movies regis-
tered at the 2010 Polish Film Festival in Gdynia were produced in cooperation with the
Institute. A year later, out of 12 movies participating in the competition, only one was not
supported by the Polish Film Institute, and out of the 9 movies in the Panorama, 6 were made
with the Institute’s cooperation. Then, in 2012, out of the 14 movies that featured in the
main competition, 13 were made with the assistance of the Polish Film Institute, which had
also supported 4 of the 6 pictures that participated in the Panorama section of the festival.

The institute’s main brief was to support and finance film production. It provides up to
50% of a film’s production budget, although this limit could be increased to 90% for films
that are deemed to exhibit particularly strong artistic promise but little commercial poten-
tial. To date, however, the institute has capped contributions to such projects at 70%, with
90% contributions reserved for artistic projects helmed by first-time directors. Moreover,
since 2010, additional subsidies have been provided by the Ministry of Culture and
National Heritage for certain historical films that are deemed to be particularly patriotic
or to contribute to Polish national heritage.

The subsidies offered by the Polish Film Institute are pooled with capital secured from
a range of different types of investor, as is typical of European film financing as a whole.

They include regional funding bodies such as the Krakow Film Commission, the £6dz
Film Commission, and Silesia Film; distributors; state or private broadcasting companies;
private investors; and, in the case of fairly big-budget projects, companies, banks, and the
Polish Treasury. Currently, sales agents do not invest in Polish film production because
they have yet to establish a firm foothold in the country.”® And, in spite of vociferous calls

18) Polski Instytut Sztuki Filmowej, <www.pisf.pl/pl/instytut/budzet> [accessed June 20, 2012].
19) Opus Film’ international co-productions such as CONGRESss (in production) are exceptions insofar as they
are intended for international distribution.
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for such support, tax breaks and similar financial incentives do not exist in Poland — ex-
cept that is for VAT refunds. The paucity of such financial incentives for producers sets
Poland apart from many other European nations. For example, in 2004, steps were taken
to incentivize film production in Hungary. The initiative led to investments in the Czech
film industry plummeting by 70% as those in Hungary skyrocketed by 480%; a situation
which remained roughly the same in 2005 and 2006.%”

The Polish Film Institute tends to employ a five point criteria to determine the alloca-
tion of production subsidies. Article 22 of the Cinema Act spotlights “artistic values; cog-
nitive and ethical values; contribution to national culture and the strengthening of Polish
traditions and the Polish language; potential to enrich European cultural diversity; finan-
cial viability”?" Ultimately, the director of the institute decides whether to offer subsidies
after consulting with a pool of 120-200 advisors whom the Minister of Culture draws
from “film and opinion-making circles” (article 24).?” The roles that these advisers played
provoked controversy before the system was recently overhauled.

In 2012, significant changes were made to the ways in which advisers operated in the 1
decision-making processes of the Polish Film Institute. These changes were intended to
streamline the process by reducing the number of advisers considering individual applica- !
tions, to introduce greater stability by limiting the turnover of advisors, and to introduce
increased transparency and answerability by making public the names of those involved.
These steps increased the power of six “commission leaders”. The Commission leaders are
usually well-known and experienced film directors. The chosen six are appointed to one
year terms by the director of the Institute after he has consulted with members of the
Polish film community.* Each leader forms a one-year commission comprising four-
members drawn from the film industry, film journalism, or academe. Film producers ap-
plying for subsidies may then chose a particular commission, before which they would
like to make their proposal. Following internal discussions, a commission may endorse
a proposal, after which it will be handed over to the director and the six commission lead-
ers, who will make a final decision. While the director is not obliged to accept the advice
of the commission leaders, to date, 9 out of 10 decisions have respected their conclusions.

The overhaul of the Polish Film Institute can be seen as something of a gamble. It is in-
tended to energize Polish cinema by ensuring that the fiscal responsibility developed in
previous years is augmented by the nurturing of more obviously artistic projects. It is also
intended to reduce suspicions that projects are supported arbitrarily, to minimize the in-
fluence of lobbying, and to prevent cronyism. Nevertheless, the reforms have excited con-
troversies of their own. Questions have been asked about the suitability of the expert ad-
visors and about the limited opportunities to compare applications to each other. The fact

20) ‘Incoming investments of film production companies in the Czech Republic and Hungary 2002-2006) in
Report on the Czech Cinematography 2008 (Praha: Ministerstvo kultury Ceské republiky, 2009), pp. 38-39.
In 2010, the Czech Republic introduced a 20% rebate on production costs. See <www.ppfp.cz/clanky/pro-
gram.html> [accessed November 2, 2012].

21) ‘Ustawa z dnia 30 czerwca 2005 r. o kinematografii, Dziennik Ustaw, no. 132 (2005), poz. 1111.

22) Ibid.

23) This structure relates only to narrative feature film production. There are separate leaders and commissions
that are responsible for documentary, animation, and script development.
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Number of feature films produced in Poland (selected years)
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Figure 1: calculated by the author on the basis of: Jerzy Plazewski, Historia filmu (Wroctaw: Ossolineum, 1995);
Krzysztof Kucharski, Kino Plus. Film i dystrybucja kinowa w Polsce 1990-2000 (Torun: Oficyna Wydawnicza
Kucharski, 2002); and data from Polish Film Institute.
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Figure 2: Krzysztof Kucharski, Kino Plus. Film i dystrybucja kinowa w Polsce 1990-2000 (Torun: Oficyna
Wydawnicza Kucharski, 2002); and data from Polish Film Institute.

that producers are entitled to choose who evaluates their projects has also been identified
as increasing the chances of cronyism. Moreover, concerns have also been raised about the
implications of producers tailoring their applications — and thus the content of the films
— in ways that are likely to appeal to the perceived preferences of the publically known de-
cision-makers or to avoid their alienation. This type of calculated practice threatens to
generate safer forms of cinema which balance a measure of social critique with more ac-
cessible material, thereby undermining the institutes efforts to cultivate more artistically
and ideologically diverse films. The Polish Film Institute’s reforms appear to amount to
a partial return to the film units of the People’s Republic, albeit in such a way that respects
the character of the free market. Time will tell if this gamble pays off.

P



54 Marcin Adamczak: Polish Cinema after 1989

Share of Polish films at domestic market
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Figure 3: Polish Film Institute.

Top 20 Polish films by gross box office after 1989 (national market)
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Figure 4: Polish Film Institute and also data from internet box-office sources, mainly at portalfilmowy.pl and
stopklatka.pl.
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The Contemporary Polish Market

After 2005, signs of economic and industrial progress became evident in Polish cinema.
First, there is clear evidence of an injection of capital into the system and a shift towards
sustainable growth. This situation stands in stark contrast to 2002 when the Polish film in-
dustry was close to collapse. Second, more feature films are being made; quantities are
comparable to those of the late 1970s and early 1980s (see Figure 1). Third, after plummet-
ing in the early 1990s, cinema admissions recovered after 2005 to reach levels enjoyed in
the final years of Socialism (see Figure 2). The 20-25% share of the national market held
by Polish productions also ranks strongly compared to other European markets. Thus,
where 2010 was relatively poor due to a dearth of locally produced hits, 2011 saw Polish
productions’ share of national box office receipts climb to over 30% — one of the highest
figures in Europe (see Figure 3).

Companies associated with the Hollywood majors dominate the Polish distribution
sector. These companies include United International Pictures, which handles films owned
by Universal, Paramount, and DreamWorks; Forum Films, which has long-term contracts
with Disney; and Imperial, which has similar agreements with Twentieth Century Fox. In
Poland the films that are released by these companies are consumed primarily in multiplex
theaters that are owned by one of the three companies holding a combined 82% share of
the nation’s ticket sales. Movie-going takes place mainly in urban areas, with one in five
tickets sold in Poland’s capital Warsaw, and over half in the country’s five largest cities.

A survey of Polish box office charts reveals that three types of film have provided the
greatest number of breakaway hits since 1989. Performing best of all are historical epics
that have tended to be stylistically anachronistic and either based on nineteenth-century
Polish literature or twentieth-century Polish history. Romantic comedies that powerful
media conglomerate ITI group bases on Hollywood models were the second most com-
mercially successful genre. Religious biopics, which were once derided as sacro movies and
which focus on leading figures in the Catholic Church such as Pope John Paul II and
Cardinal Wyszynski, have also fared well.

The ITI group is the dominant non-subsidized film production company operating on
the Polish market. It is a huge media and entertainment holding that consists of more than
50 companies that operate in various sectors of the media and entertainment industry. I'TI
is active in among others the TV market, with a portfolio that boasts the TV stations
TVN, TVN 7, and information channel TVN 24, topical channels including TVN Meteo,
TVN Turbo, and TVN Style, a business channel, a sports channel, a religion and history
channel, and the digital platform “n”. The group also owns the internet portal Onet, the
Polish multiplex chain Multikino, the theatrical distributor ITI Cinema, DVD (and, in the
past, VHS) distribution company ITI Home Cinema, the film production company ITI
Film Studio, Tygodnik Powszechny (a prestigious weekly newsmagazine), and the football
club Legia Warszawa.” ITT’s key holdings are market leaders. For example, its TVN chan-
nel is the most powerful private television station in Poland, Onet is the nations’ preemi-

24) A major share of Onet was sold in 2012 to the German conglomerate Ringier Axel Springer.
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nent internet portal, Multikino is one of Poland’s two largest multiplex chains (after its ac-
quisition of its competitor Silver Screen), and ITI Cinema is one of three largest distributors
operating on the Polish film market. ITT is also a key player in the nascent digital TV mar-
ket.

ITI exploits its corporate structure to maximize cross-promotion and in so doing gen-
erate high levels of synergy? An ITI produced film is promoted by its sister companies —
oftentimes in the form of supposedly objective reportage. Thus, ITI’s main news broadcast
“Fakty” (1997-) relayed extensive information about its romantic comedies. Trivial pro-
duction information such as child casting would be transformed into Boorstinian “pseu-
do-events” as they were promoted as hot topics on the talk show ROZMOWY W TOKU
(2000-).The popular internet portal Onet also served as an inexpensive vehicle to publi-
cize and advertize these films. The opportunities provided by its corporate structure have
enabled ITT to turn low-budget productions into domestic blockbuster hits.

The Quest for a voice and visibility

Concerns remain over the commercial and artistic credentials of Polish films. A general
sense of pessimism has pointed to the low key international presence of Polish cinema, as
well as a perceived lack of originality and topical relevance. This downbeat perspective
also pervades the industry itself. Thus an interview that I conducted with one industry in-
sider brought to light the question of weak screenwriting.”®

Furthermore, the generally enfeebled state of the domestic theatrical market (Polish
citizens go to the movies on average once a year), coupled with the limited exportability of
Polish films, has led the domestic industry to minimize risk by all but abandoning certain
types of big budget film. For example, contemporary psychological dramas and romantic
comedies tend to be made cheaply, and lavish patriotic historical epics are only produced
sporadically with the support of banks and corporate sponsors.”” Although the 2005 es-
tablishment of the Film Institute has ushered in a period of relative economic health for
Polish cinema, room for improvement clearly remains. In particular, the question of how
best to develop an institutional framework that will nurture intelligent filmmaking has yet
to be answered, with a partial return to the film units of the past being a possible solu-
tion.?

The near absence of Polish cinema from European screens and a lack of success at
prestigious international film festivals have also been causes for concern. The current sit-

25) See <www.iti.pl/index.php/Investors/ITIGroup> [accessed: 20 June 2012].

26) The interviews were conducted during spring and summer 2012 as a part of research into the culture of pro-
duction in the contemporary Polish film industry.

27) For an in-depth picture of Polish cinema see Ewa Mazierska, Polish Postcommunist Cinema: From Pavement
Level (Bern: Peter Lang Publishing, 2007)

28) Film units can be seen as forms of partial self-governance in the Polish film industry (as well as in a few
other socialist film industries). They are collectives of filmmaking institutions assembled mainly from film
directors and run by a head of unit (usually an experienced and rewarded film director), a dramaturgist
(writer or literary critic), and chief of production. Film units also provided a nurturing environment for up
and coming creative talent.
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uation contrasts sharply to that of the Socialist era. With the exception of recent Kieslowski
films, which were French co-productions, the Polish presence on the festival circuit has
been minimal in the last twenty years.*” The lack of success on the festival circuit has con-
tributed to the low key presence of Polish movies in international theatrical distribution,
thus rendering largely invisible such highly regarded Polish productions as THE DARK
Housg, ALL THAT I Love, REVERSE (all 2009), MOTHER THERESA OF CATS, and THE
CHRISTENING (both 2010). Given this situation, and given the market dominance of
Hollywood fare (and to some extent that enjoyed by ostensibly domestic productions), it
seems unlikely that anything will change in the short-term. Ultimately, international
breakthroughs seem most likely to come from Festival winners or from Polish films di-
rected by the prestigious Auteurs of yesteryear. In light of the popularity that some Czech
productions have garnered in Poland (especially among young poles), and of Hungarian
productions’ penetration into the market, it is perhaps worth considering the extent to
which regional cooperation might help Eastern European films to break overseas markets.
Such cooperation may not necessarily be restricted to co-productions like the commer-
cially disastrous Polish-Czech effort KARAMAZOV BROTHERS (2008), but could also in-
clude pan-regional distribution and supporting film promotion.

Post-1989 Polish cinema is generally seen as being comprised of low-budget, formula-
ic films that neither export well nor comment adequately on'the domestic social changes
of the last quarter of a century. This view may well be fuelled by the sense that contempo-
rary Polish cinema is found wanting when it is compared to that of the 1950s, 1960s, and
1970s; however, the key to progress would seem now to lie in the ways Polish film institu-
tions confront the realities of the market. Only when such matters have been addressed is
the quality of Polish films likely to improve.

Marcin Adamczak is an Associate Professor at the Institute of Cultural Studies at the Adam
Mickiewicz University in Poznan. He is a graduate of and lecturer at the film production department
at the National Film School in £6dZ, a scholar of the Foundation for Polish Science in 2010 and
2011, a winner of the Krzysztof Metrak award for young film critics (2010), and the author of
Globalne Hollywood, filmowa Europa i polskie kino po 1989 roku (2010). His interests center on the
economics of contemporary cinema and production culture in the Polish film industry.

(Address: mad80@amu.edu.pl)

29) In recent years only two Polish films — KaTyn (2008) and IN DARKNESS (2012) — received Academy Award
nominations. Both failed to win statuettes however. Granted, the Jerzy Stuhr directed film LovE STORIES
won the FIPRESCI award at the 1997 Venice Film Festival, which of all the major International film festivals
remains the most receptive to Polish productions, and, on the back of this success, Stuhr’s follow-up A WEEK
OF A L1FE OF A MAN was accepted into the competition in 1999. Moreover, in 2003, PORNOGRAPHY featured
in the main competition, followed in 2010 by EssenTiaL KiLLING, while TATARAK was presented in compe-
tition at the 2009 Berlin Film Festival, where it received the Alfred Bauer Prize. On the whole Polish films
have failed consistently to win awards at the major European film festivals. The exceptions remain: RETRIE-
vaL winning the Prize of the Ecumenical Jury at the Un Certain Regard section at Cannes in 2006; THe Co-
LLECTOR winning the 2006 Prize of the Ecumenical Jury at Berlin's Panorama; Ep1 winning a prize in the
“New Cinema” section of the Berlin Film Festival; Tricks winning the Europa Cinemas and Lanterna Ma-
gica prize at Venice in 2007; and EssenTIAL KiLLING winning the CinemAwenire award at Venice in 2010.
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SUMMARY

Polish Cinema after 1989
A Quest for Visibility and a Voice in the Market

Marcin Adamczak

This essay describes the ways in which economics and state support have shaped contemporary
Polish cinema. Primarily concerned with changes that have unfolded since 1989, it considers how
the collapse of socialism has prompted ongoing efforts to re-establish cinema within a free market
environment. The essay draws on a range of materials including published accounts of industrial
and state practices, economic data provided by the Polish Film Institute, documents relating to the
country’s “Cinema Act” (legislation designed to provide state support for Polish cinema), and inter-
views conducted with industry-insiders as part of a separate project.
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Anna Misiak

The Polish Film Industry under
Communist Control

Conceptions and Misconceptions of Censorship

Introduction: The Blurred Distance between Us and Them

Poland’s film directors could finally forget about the pressures of complying with govern-
ment censorship when communism was pronounced dead in the country on 4 June 1989.
‘That day, the nation’s first free elections marked the transformation from socialism to cap-
italism and democracy."” Before long, censors had disappeared, much like the governing
Party, whose interests they had once represented. According to Edward Zaji¢ek: “[a]s in
a fairy tale [...] filmmakers’ dreams came true [...] without any interference from outside,
[...] [they] could now work freely on scripts of their choice”? Ironically, as soon as Polish
cinema underwent full political liberalization, it became clear that in exchange for politi-
cal freedom, it had lost something that was impossible to acquire in a free market environ-
ment: the generous financial support of the old censor, the Communist Party.

In pre-1989 Poland, film funding was not driven by the market. Popular entertainment
and art cinema had an equal chance of securing Party support. Instead of commercial po-
tential, the promise of contributing to national culture usually sufficed to justify investing
state monies into feature films, despite the fact that some production capital came from
revenue generated by earlier releases. The Communist Party might have been wary of its
own political standing but it was also aware of Polish citizens’ appetites for both art and
entertainment. Careful to preempt accusations of damaging national film culture, the Par-
ty aimed to appear to be committed to its self-proclaimed mission of supporting film. The
bureaucrats who controlled the film industry did not want to be seen as tightfisted. Many
of the hard-line socialists often subscribed to the view that communist cinema needed to

1) See Norman Davies, God’s Playground: A History of Poland, vol.2, 2nd edition (Oxford: Oxford University
Press, 2005) and Ewa Mazierska, ‘Polish martial law of 1981 seen from abroad’, New Cinemas, vol. 7, no. 3
(2009), pp. 198-9.

2) Edward Zajicek, Poza ekranem: Kinematografia polska 1918-1991 (Warszawa: Filmoteka Narodowa, Wyda-
wnictwa Filmowe i Artystyczne, 1992), p. 269. The author is responsible for translating all Polish-lanaguage
quotations into English.
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be given the opportunity to demonstrate its superiority to that produced under capitalism.
In the early 1990s, when memories of censorship were still relatively fresh, Polish film di-
rector Krzysztof Kieslowski confirmed:

I wouldn't say that clerks only aimed at hampering our efforts, it wasn't like that ...
People, who acted as film censors, at the same time had cultural ambitions, they
wanted film culture to exist ... So, almost paradoxically, they really cared about film
and wanted it to be of highbrow quality.”

Recognizing the dual-role played by the Party — as censor and patron — helps us to
explain the various paradoxes that characterized postwar Polish cinema, wherein direc-
tors often appeared to bite the very hand that fed them; that of the generous communist
patron.

Despite their generosity, Party officials, who typically liaised with top industry profes-
sionals such as directors, producers, screenwriters, and critics before approving narrative
feature films, were also quite pragmatic. As a rule, once a project had been greenlighted,
political or ideological concerns were put aside so that film units (zespoty filmowe) could
go about producing a film. Censorship was therefore used to ensure a film would be com-
pleted in a timely fashion. The fact that some pre-1989 films were critical of the very po-
litical system that underwrote their production is not evidence of the censors having been
duped. Rather, it was a case of the Party protecting substantial investments in the film in
question. Sometimes Party officials would even go as far as to cite artistic merits over ide-
ological concerns in order to ensure that films could be exhibited domestically. Docu-
ments from the Central Committee’s Department of Culture (Wydzial Kultury KC PZPR)
reveal that this situation characterized the release of MAN oF MARBLE (1976), CAMOU-
FLAGE (1976/1977), and TEDDY BEAR (1980/1981). %

The late 1990s saw the demise of the state subsidization of film production, with Pol-
ish state television (TVP) taking the responsibility of subsidizing some narrative films. Ac-
cess to the new sources of funding that had been made available by the national broadcast-
er, as well as by the private sector, was usually preconditioned by a project’s capacity to
generate revenue. Financial security perished with censorship. Concern spread across the
Polish film community. The once prosperous film units looked to survive by transforming
themselves into small production houses that were subject to the ebbs and flows of the
market. Among them was Film Unit “Tor”, whose head, renowned director Krzysztof
Zanussi, lamented in 2000:

The time of freedom and market brought speed to our lives, the rhythm that killed
off our old habit of reflective meetings and non-committing informal chats... I am
not in a position to predict the fate of filmmaking [in Poland-AM], or, for that ma-

3) Krzysztof Kieslowski featured in the documentary TREN NA $MIERC CENZORA (1992). The published versi-
on of the transcript from the film is available as “Tren na $mier¢ cenzora. Rezyser, no. 11 (1992}, p. 1.

4) See Anna Misiak, Kinematograf Kontrolowany: Cenzura Filmowa w Kraju Socjalistycznym i Demokratycz-
nym (PRL i USA). Analiza Socjologiczna (Krakow: Universitas, 2006), pp. 297-311.

e
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tter, the future of Tor, which despite all shortages has remained an enclave of such
thinking that primarily locates film in the domain of arts, where the industrial side
of it is only of secondary importance.”

It took over fifteen years for the lower chamber of the Polish Parliament (Sejm) to pass
an act that sanctioned the opening of the Polish Film Institute (2005), which currently of-
fers “complex assistance to film production” and distributes funding to animators, docu-
mentarians, and feature film makers.® Before the institute was established, a period of eco-
nomic hardship had led to contemplative reassessments of the communist era. The sense
of nostalgia for a time of financial security and leisurely work pace that is evident in
Zanussi’s musings was widespread among Polish filmmakers. These views stand at odds to
Western thinking about Polish cinema’s past, which tends to be quite negative about the
communist management of the film industry and typically pays minimal attention to the
institutional foundations and practices of the nation’s system of censorship.” The repres-
sive aspects of this system notwithstanding, a more objective and systematic critical as-
sessment of the political control of the Cold War film industry is well over due, especially
one that is underpinned by archival research. In 1990, the archives of the Department of
Culture of the Central Committee of the Communist Party (Wydziat Kultury KC PZPR)
were opened, thereby providing access to minutes from film-related Party meetings and
letters documenting exchanges between filmmakers and the communist authorities. These
materials bring to light the negotiations that took place between the officials and film di-
rectors, who usually acted as diplomatic players rather than defenseless victims of censor-
ship.

During periods of political liberalization and less stringent control of cinema, conces-
sions were made both by filmmakers and censors. Such periods included the 1950s Thaw
(Odwilz) after the Stalinist era, when the Polish Film School flourished, and at the turn of
the 1970s and 1980s, which saw the first public screenings of the Cinema of Moral Con-
cern. No decisions on censorship were deemed final because this system of control drew
individuals from the government (the Ministry of Culture), the film industry, and from
different levels of the Party, including the Central Committee’s Department of Culture
(Wydzial Kultury KC PZPR), the Central Committee (Komitet Centralny PZPR), and the
Politburo. Internal checks and balances, as well as criticism of previous management prac-
tices, allowed for decisions to be reconsidered and reversed. Even if a film was shelved,
there was always a chance that it would be given a reprieve by new leadership. For exam-
ple, under martial law eleven previously released films including such well known titles as
SHIVERS (1981), FEVER (1980/1981), INDEX (1977/1981), and MAN oF IrRON (1981) were

5) Krzysztof Zanussi quoted in Barbara Hollender and Zofia Turowska, Zespdt Filmowy Tor (Warszawa: Pros-
zynski i S-ka, 2000), p. 239.

6) ‘Task and structure, Polish Film Institute, <http://www.pisf.pl/en/about/structure> [accessed 10 April
2012].

7) See for example Dina lordanova, Cinema of the Other Europe: The Industry and the Artistry of East Central
European Film (London and New York: Wallflower Press, 2003), Marek Haltof, Polish National Cinema (New
York and Oxford: Berghahn Books, 2003); Richard Taylor et al (eds), The BFI Companion to Eastern Europe-
an Cinema (London: BFI, 2000).
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withdrawn from circulation on 13 December 1981, only to be returned to distribution
over the next few years, after the political climate in the country had calmed.” The Polish
system of censorship corresponds with Christian Metz’s observation that “[t]he peculiari-
ty of censorship, and one of its most noticeable characteristics—in the absence of which
we would never be able to grasp its existence—is that things are always managing to get
past it”” It may have been the cause of much frustration but Polish film censorship boast-
ed a flexible and ever-shifting character that also offered filmmakers hope.

Although these historical intricacies are familiar to Polish academics, critics, and au-
diences, they are not discussed in writings produced outside the country. English-lan-
guage scholarship has barely attempted to examine the decision-making processes behind
Polish censorship. The picture that has been painted in the west of the communist control
of Polish cinema is therefore far from complete. It is also one that is undermined by stere-
otype. As the next section shows, Western critics and academics have invariably sympa-
thized with Polish filmmakers. Whether intentionally or otherwise, this tendency has re-
sulted in their interaction being framed as an “us and them” relationship, with filmmakers
placed in opposition to Party censors. In reality, this gap was bridged on countless occa-
sions.

The View from the West

Twenty years after the fall of communism in Poland, communist film censorship evident-
ly remains something of an enigma in the English-speaking world. Censors are common-
ly pictured as Kafkaesque bureaucrats who sit in gloomy socialist-realist lairs purging
completed films of content that strayed from the Party line. The sense of repression and
doom that permeates such images could easily be dismissed were it not for the fact it has
led to misrepresentation in histories of Polish cinema. Such misconceptions have pro-
duced misunderstandings of the forces driving film production, with notions of artistic as-
piration often superseded by images of dissenting filmmakers. Consequently, discussions
of banned films, and production histories that chronicle Polish directors scheming to side-
step the watchful eye of the censor, are multiple. As Dina Iordanova observes, “[i]t is still
assumed that censored films had a higher artistic value than those that were not cen-
sored”'” This tendency has led to the valorization of films that criticized communism,
which in turn explains the cultural prestige attached in the West to films such as AsHEs
AND DiamonDs (1958), CAMERA BUFF (1979), INTERROGATION (1982/1989), and MAN
OF MARBLE (1977). The latter tells the story of a young documentarian who struggles sin-
gle-handedly against Polish television censorship while looking to uncover the truth be-
hind the oppression of workers in the 1950s. Its depiction of Polish censorship, as menac-

8) ‘Filmy fabularne, ktorych eksploatacje wstrzymano po 13 grudnia 1981 roku, Archiwum Akt Nowych
w Warszawie, KC PZPR Wydzial Kultury, 889/2.

9) Christian Metz, The Imaginary Signifier: Psychoanalysis and the Cinema, trans. Celia Britton et al. (Bloo-
mington: Indiana University Press, 1982), p. 254.

10) Iordanova, Cinema of the Other Europe, p. 33.
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ing, senseless, and intent on disorientating the viewer, has profoundly influenced Western
understandings of the subject.

Marek Haltof charts the most important developments in the history of the Polish film
industry, but pays little attention to mechanisms of control in the country. Haltof’s occa-
sional discussion of censorship is usually limited to its restriction of creative freedom. Like
other Anglophone scholars, Haltof uses terms such as “state censorship” but stops short of
explaining who acted in the name of the state, or how the state implemented control. By
portraying censorship as a faceless, alienating phenomenon, Haltof neglects to mention
the extent to which filmmakers negotiated with censors, and, in so doing, reproduces the
“us and them” dichotomy.'”

English-language scholarship has also barely examined the institutional structure of
Polish film censorship.'” This is in part a product of the limited access scholars based out-
side Poland have had to archival material, and is, perhaps more importantly, a product of
what Aniko6 Imre has called “widespread academic amnesia about Eastern Europe”'® Imre
argues that films produced in the region during the Cold War period are typically seen as
a known quantity that offers little in the way of new points of interest to Western academ-
ics. Her diagnosis of the stagnation of the field is of particular relevance to studies of the
industrial structures of censorship in Poland, which have suffered from academic apathy
and from the misleading generalizations that Dina Iordanova has described as “the emerg-
ing templates of rushed historiography”™'?

It is easy to misjudge the history of the Polish film industry under communism if one
focuses exclusively on existing scholarly accounts and not on archival materials. The Com-
munist Party rarely publicized its reasons for modifying feature films, for shelving some of
them, or for reversing its decisions. Not only was this information confidential but the
very processes through which those decisions were made was clouded in mystery. Time
and again, the drawing of rash conclusions has led to overly pessimistic historiography.
A notable exception is the revisionist work of Paul Coates, who has argued that

The myth [of the obtuse censor-AM] is fed [...] by confusion between various in-

stances within the institution known as “censorship”: for censorship was not just the

11) Haltof, Polish National Cinema.

12) For an exception see Paul Coates, The Red and The White: The Cinema of Peoples Poland, (London & New
York: Wallflower, 2005), pp. 74-115.
For Polish-langauge scholarship see Edward Zajicek, Poza ekranem: Kinematografia polska 1918-1991 (War-
szawa: Filmoteka Narodowa, Wydawnictwa Filmowe i Artystyczne, 1992); Edward Zaijcek (ed.) Encyklope-
dia kultury polskiej XX wieku: Film. Kinematografia (Warszawa: Instytut Kultury, Komitet Kinematografii,
1994); Zygmunt Machwitz, ‘Represje i opresje w kinematografii PRL, Tygiel kultury, no.1 (1996), pp. 94-100;
Alina Madej, Kino-wladza publicznos¢ (Bielsko Biala: Wydawnictwo Prasa Beskidzka, 2002); Malgorzata
Hendrykowska, Kronika kinematografii polskiej 1895-1997 (Poznan: Ars Nova, 1999); Anna Misiak, ‘Cen-
zura filmowa po Zjezdzie w Wisle, Kwartalnik filmowy, no. 43 (2003), pp. 93-102; Anna Misiak, Kinemato-
graf kontrolowany: Cenzura filmowa w kraju socjalistycznym i demokratycznym. Analiza socjologiczna (Kra-
kéw: Universitas, 2006).

13) Aniké Imre, ‘East European cinemas in new perspectives, in Aniké Imre (ed.) East European Cinemas (New

York & London: Routledge, 2005), p. xvi.

Dina Iordanova, ‘“The cinema of Eastern Europe: strained loyalties, elusive clusters, in Aniké Imre (ed.) East

European Cinemas (New York & London: Routledge, 2005), p. 230.

14
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comments penciled in the margin by the anonymous drone of Mysia Street, it was
also the spluttering expostulation of the Minister chairing the Script Assessment
Commission, of his colleagues in the Central Committee or even the Politburo[.]**

Coates draws upon archival resources painstakingly to reconstruct the process through
which every screenplay went before it was shot. The close attention he pays to textual and
institutional concerns enables Coates to revise a number of misconceptions about the top-
ic, for which he deserves credit. Nevertheless, his study could be accused of failing fully to
distinguish the different echelons of control, the responsibilities of each institution in-
volved, and their methods. As Iordanova correctly points out, most Western studies of
Eastern Bloc film censorship offer “simplistic explanations”. Her detailed analysis of film
censorship in Hungary follows Miklés Haraszty in concluding that the absence of an insti-
tution dedicated to the task led the country to develop the region’s “most sophisticated and
elusive censorship mechanisms [...]”. However, Iordanova limits her discussion of control
of the Polish film industry to a single sentence: “Poland had a special body in charge of
media censorship, the Main Office for Control [...]"!¥ Furthermore, The BFI Companion
to Eastern European and Russian Cinema mentions some banned Polish films and explains
that some high-profile Polish filmmakers ran into problems with the censors, but says lit-
tle about the nature of these skirmishes and even less about those agencies that caused
them."” Crucially, the companion again gives the misleading impression that the Main Of-
fice for Control of the Press, Publications, and Public Performances (Gtéwny Urzad Kon-
troli Prasy, Publikacji i Widowisk, GUKPPiW) was the principal institution responsible
for ensuring that films reflected Party ideology. In fact, from the mid-1950s, the Main Of-
fice rarely viewed narrative feature films in their entirety; its interventions , if any, were
typically restricted to script development and post-production.'® Similar errors occur in
other historical accounts. For example, David A. Cook, discusses some of the oppression
that Polish filmmakers experienced under communism, but does not fully explain how
the censoring apparatus worked. His reference to The Black Book of Polish Censorship —
a collection of papers from the Main Office that were first published in English in 1984 —
again invokes the “us and them” dichotomy.'”

The documents that were later included in The Black Book were smuggled out of Po-
land by Main Office employee Tomasz Strzyzewski. The Polish-language version was first
published in the west as Czarna ksigga cenzury PRL. It revealed the draconian and some-

15) Coates, The Red and the White, p. 75.

16) lordanova, Cinema of The Other Europe, pp. 33-34. See also Miklés Haraszty, The Velvet Prison: Artists under
State Socialism (New York: Basic Books, 1987).

17) Anon., ‘Censorship in Eastern Europe, in Richard Taylor et al (eds), The BFI Companion to Eastern Europe-
an Cinema (London: BFI, 2000), pp. 44-6.

18) These were usually overseen by changing commissions of diverse personal composition. A censor from the
Main Office would often sit in the meetings, but his role was of advisory nature. Scattered, rather complex,
yet loosely defined, this film censorship was a porous system and by no means as efficient as the country’s
control of print materials, which indeed directly passed through the hands of clerks in the Main Office.

19) David A. Cook, A History of Narrative Film, 4th edition (New York & London: W.W. Norton and Company,
2004), p. 617. See also Jane Leftwitch Curry (ed.), The Black Book of Polish Censorship, trans. Jane Leftwitch
Curry (New York: Vintage Books, 1984).
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times quite absurd practices of censors in 1970s Poland.?” At this time, the regime of Ed-
ward Gierek allowed its investment in ideology to override rationality and to blind it to
a rising tide of opposition. The Black Book portrays communist control of print journal-
ism and the media as repressive and hostile to individual creativity. The English-language
translation of his book influenced western thinking about censoring practices in the Peo-
ple’s Republic of Poland, which were mistakenly applied to cinema and rarely questioned
thereafter. However, The Black Book barely mentions feature films and includes the names
of only a handful of film industry-professionals, mainly those like director Aleksander
Ford who fled Poland in the late 1960s in response to increasing anti-Semitism.?" As harsh
it may have been, their treatment was not a result of the political content of their films;
Main Office documents listed such individuals as personae non grata but made no men-
tion of their work. In addition, the Main Office was not directly involved in the censoring
of such films as Hanps Up! (1967/1985) or THE DEvIL (1972/1988), whose production
and distribution was interrupted by authorities operating within, or in cooperation with,
the film industry. The absence of Polish feature films from The Black Book can be ex-
plained by the fact that Strzyzewski worked in Cracow and not in Warsaw or 1L.6dz, where
the majority of narrative films were made in the 1970s. The Black Book also demonstrates
that the Main Office exerted minimal influence on issues related to film. Rather, the Com-
munist Party — acting through governmental/industrial bodies — usually ensured that
anti-communist sentiments had been purged from films prior to final cut, thereby render-
ing a professional censor superfluous to requirements on nine out of ten occasions.

Despite historical evidence to the contrary, Western visions of communist film censor-
ship in Poland continue to be underpinned by two fallacies: that creative freedom was un-
der continuous attack from the authorities, and that filmmakers and the authorities were
completely removed from each other. These fallacies were in part shaped by misleading
accounts that were passed on by exiled Polish filmmakers such as Roman Polanski, Jerzy
Skolimowski, and Ryszard Bugajski. They were also driven by exposure to films that dram-
atized the various abuses that Polish citizens suffered during the Cold War, including MAN
OF MARBLE, MAN OF IRON, and INTERROGATION. Finally, Western perceptions were
shaped by the content of The Black Book.

In 1984, an issue of the film magazine Cineaste featured numerous English-speaking
critics and experts imposing on to film the framework of censorship that The Black Book
had described as operating in other media. It included several pieces that focused on the
fate of the Polish filmmaker under martial law. It also printed interviews with prominent
Polish critics and filmmakers, including writer-director Feliks Falk, who had scripted AND
ALL THAT Jazz (1981/1984), a film that had been withdrawn from Polish theaters in 1981.
In her editorial to the issue, Patricia Aufderheide highlighted “[t]he adversary [sic] rela-
tionship between Polish filmmakers and the Ministry of Culture”.* Despite focusing ex-
clusively on the most draconian period in Polish history, the views that were expressed in

20) Czarna ksigga cenzury PRL (London: Aneks,1977).

21) See Anna Misiak, ‘Politically involved filmmaker: Aleksander Ford and film censorship in Poland after 1945,
Kinema (Fall 2003), pp. 19-31.

22) Patricia Aufderheide ‘Solidarity and the Polish cinema, Cineaste, vol. 13, no. 3 (1984), p. 6.
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Cineaste appear both directly and indirectly to have influenced the ways in which Western
academics subsequently understood the topic, thereby giving the misleading impression
that this fleeting animosity between filmmakers and the authorities applied to the entire
communist era.

This “us and them” view of Polish film censorship was cemented by citing claims of an-
tagonism attributed to émigrés such as Roman Polanski and Jerzy Skolimowski. For exam-
ple, in his study of Polanski’s KNIFE IN THE WATER (1962), Coates implies that the Party
was hostile to the young director’s wish to dramatize youthful morality in the manner of
French New Wave, but does not explain why it objected. He also notes in passing that
scriptwriter Aleksander Scibor-Rylski was against Polaniski’s project, but does not mention
that this position was also held by the Head of the Central Committee’s Department of
Culture, Wincenty Krasko. Krasko felt that Polanski’s characters were shallow and that the
script as a whole lacked substance. “[A]ny average journalist could write a script like this
[...]" suggested Krasko, “[w]e are not going to start this production, not to mention spend
3 million ztotys on it. It is absolutely out of question”** The Party officials that supported
Krasko's assessment were not merely looking to hamper the development of new creative
talent. Rather, Polanski’s script failed to comply with their conservative views on youth
morality and art cinema. Their disinterest in seeing public monies invested into what they
saw as a superficial and frivolous production was even shared by a significant number of
filmmakers. Nevertheless, the Party ultimately acquiesced following the intervention of
several established filmmakers, resulting in Polaniski making and releasing the film large-
ly uncut.

The cooperative character of film censorship so clearly apparent in the production his-
tory of KNIFE IN THE WATER is all but lost in Coates’ article, which echoes Polanski’s auto-
biography by suggesting that the film was “almost shelved by the Ministry of Culture”.?¥
In reality, the threat of shelving or banning a film was only ever used by the Party to nego-
tiate stronger positions, to encourage filmmakers to make compromises, and to ensure
that filmmakers behaved frugally. Moreover, Coates neglects to mention the fact that Par-
ty officials also took some steps to ensure that films would be appealing to Polish viewers.
Perhaps surprisingly, it was actually the Catholic Church — that bastion of opposition in
communist Poland — that was critical of Polanski’s films, condemning KNIFE IN THE WA-
TER on the grounds that “its shallowness excuse[d] free love”.**

The Western debates that centered on binary oppositions between filmmakers and
censors were fuelled by imaginary tales of a typical director’s life under communism that
were articulated by a minority of exiled filmmakers. Next to the aforementioned Alek-
sander Ford, only Jerzy Skolimowski and Ryszard Bugajski felt so stifled by censorship that
they chose to abandon their careers in their homeland. Their influential accounts of the
otherwise obscure operations of the Polish film industry need to be understood as prod-
ucts of quite exceptional experiences.

23) ‘Protokoét z posiedzenia Komisji Oceny Scenariuszy, 25 kwietnia 1961, Archiwum Filmoteki Narodowej w
Warszawie, A-214, p. 22.

24) See Roman Polanski, Roman (New York: William Morrow & Company, 1984); Paul Coates, ‘Noz w wodzie/
Knife in the Water, p. 83.

25) Malgorzata Hendrykowska, Kronika kinematografii polskiej 1895-1997, p. 245.
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A similar case involved HANDs Upy, a film that caused problems for the party when it
went into production during the social and political upheavals of 1968. The authorities did
not shelve Skolimowski’s surreal portrait of youth but did order cuts.* It was shown in ur-
ban art houses before being withdrawn from circulation. Discussion of communist efforts
to derail Hanps Up! surfaced time and again in the Western press, especially around 1984,
when Skolimowski released Success 1s THE BEST REVENGE (1984). The latter film tells the
story of Alexander Rodak, a theater director, who leaves Poland to work in England. As
Ewa Mazierska argues, the oppressive political climate of martial law-era Poland
“accentuate[s] Skolimowski’s identification with Rodak™?” The character of Rodak ex-
presses the then-prevalent notion of Poland as a country under occupation from a ruth-
less communist invader when he declares: “I want to play for Poland and help her win”
The demonization of Party officials was central to the manner in which Skolimowski
framed his experiences in Poland. Mazierska suggests that he “constructed himself in in-
terviews [...] as an exile who was forced in a nomadic life by the cruel communist author-
ities and his own pride and obstinacy”*® Through his films and acts of self-promotion,
Skolimowski, contributed to the sense of opposition between moral filmmakers and ruth-
less communist authorities, and by extension to the “us and them” dichotomy.

The West’s draconian image of Poland’s communist officials was sealed in 1990, when
INTERROGATION was shown at Cannes, some seven years after it was produced. The film
tells the story of Tonia (Krystyna Janda), who is tortured repeatedly in prison in the 1950s.
This content spotlighted the brutality and absurdity of the communist practice of subju-
gating individuality and personal freedom. Based, as it was, on the most infamous period
of communist rule, INTERROGATION was shelved by the authorities who feared that it
would fuel social unrest during the already tense period in which martial law was im-
posed.” INTERROGATION was cited in the aforementioned issue of Cineaste by writer Law-
rence Weschler as illustrative of the supposed antagonism that existed between Polish
filmmakers and the censors.’” This position was developed in interviews with the film’s di-
rector, who projected the experiences of the film’s protagonist onto his own life. “INTER-
ROGATION was my manifesto’, claimed Bugajski, “I did show my vision of reality that had
surrounded me for the most part of my life, and which was as far from my personal needs
as possible, far from how it should be”?" While the image of the Polish film industry paint-
ed by both Cineaste and Bugajski applied only to the martial law years, it reflects the way
Western critics and intellectuals have framed the communist period as a whole.

26) ‘Notatka dotyczaca filmu Jerzego Skolimowskiego Rece do gory oraz filmu publicystyczno-dokumentalnego
Tadeusza Jaworskiego Sekretarz, Archiwum Akt Nowych w Warszawie, KC PZPR Wydzial Kultury, 237/
XVII1/262.

27) Ewa Mazierska, ‘Polish martial law of 1981 seen from abroad, p. 204.

28) Ewa Mazierska, Jerzy Skolimowski: The Cinema of a Non-conformist (New York & Oxford: Berghahn, 2010),
pp- 21-2.

29) Malgorzata Hendrykowska, Kronika kinematografii polskiej 1895-1997, p. 390.

30) Lawrence Weschler, ‘Poland’s banned films, Cineaste, vol. 13, no. 3, pp. 11-12.

31) Ryszard Bugajski quoted in “Przestuchanie’, available at <filmpolski.pl/fp/index.php/123101> [Accessed on
10 April 2012].
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The Origins of the System: The Party and the Film Units

The foundations of Poland’s centrally managed film industry were laid within a half a year
of the end of WWILI. The nationalization of the Polish production, distribution, and exhi-
bition sectors was accompanied by the founding of the state company Film Polski
(Przedsigbiorstwo Panstwowe). It replaced the short-lived Department of Film Propagan-
da, which had previously overseen film production and the exhibition.?® In the early Sta-
linist years, the Polish government followed the Soviet model of censorship and propagan-
da, as the Main Office for Control worked with the Head of Film Polski Aleksander Ford
to ensure the ideological soundness of the handful of films that were being made at the
time. This model was stringent and relied heavily on the political and artistic judgment of
Ford. Because it proved to be less effective than Stalinist officials had hoped, the Party
swiftly took control out of the hands of Film Polski and the Main Office. Even at this ear-
ly stage, it had become clear that a lack of communication between state bodies and film-
makers was leading to stagnation in the film industry; centralized control was having a sti-
fling effect on creativity. To stimulate Polish cinema, the authorities started gradually to
pay more and more attention to the views of filmmakers. This process of integration may
have been gradual at first, but it paved the way for subsequent developments.

By 1947, Polish film industry professionals recognized that the Party would play an in-
creasingly important role in their working lives. That year, the Film Sub-committee was
established within the Department of Education and Culture (Wydziat Oswiaty i Kultury
Komitetu Centralnego Polskiej Partii Robotniczej, KC PPR).* It was responsible for plan-
ning film production and deciding whether films were fit for distribution.** Where im-
ports needed to be approved by the Movie Rental Central (Centrala Wynajmu Filmow),
domestic features now required verification from various commissions that had been set
up to evaluate the ideological and artistic credentials of scripts and completed films. Al-
though the composition of the controlling bodies changed over time, the centralized sys-
tem of film censorship remained in place during communist rule.

Nevertheless, in 1949, communist authorities made one final attempt to make Polish
films subject to the type of incontestable ideological control that was in place in the Sovi-
et Union. During the Congress of Filmmakers in Wisla, socialist realism was declared to
be an ideological and artistic benchmark for Polish cinema; a political and aesthetic mod-
el that would drive the post-war restoration of the nation’s film industry.* This ideologi-
cal mode of storytelling was to be implemented by the Party in a propagandistic manner.
Approved scripts would be scrutinized to ensure that only those that promoted socialism

32) ‘Dekret z dnia 13 listopada 1945 o utworzeniu PP Film Polski, Archiwum Akt Nowych w Warszawie, MKiS
Generalna Dyrekcja Filmu Polskiego, Biuro Organizacyjno-Prawne, 1945, 102a.

33) ‘Notatka tow. Trojanowskiego w sprawie Filmu Polskiego, Archiwum Akt Nowych w Warszawie, PPR, 295/
XVII/10.

34) After the Unification Congress of 1948 (Zjazd Zjednoczeniowy Polskiej Partii Robotniczej /PPR/ i Polskiej
Partii Socjalistycznej /PPS/), the Party was officially renamed the Polish United Workers Party (Polska Zjed-
noczona Partia Robotnicza PZPR). It was also restructured and reorganized. The Department of Culture
and Education was renamed the Central Committee’s Department of Culture (Wydzial Kultury KC PZPR)
but remained responsible for film production in Poland..

35) See Anna Misiak, ‘Cenzura filmowa po Zjezdzie w Wiéle, Kwartalnik filmowy, no.43 (2003), pp. 93-102.
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went into production. The Department of Culture sought greater control over the film in-
dustry by announcing what it dubbed “the primacy of script writing over directing”. In
a speech during the Congress of Filmmakers, renowned film critic Jerzy Toeplitz declared:
“The director serves as a creator of the screen interpretation of a literary text. This literary
text at the core of any film is the screenplay”*® The Party also attempted to persuade some
directors to produce films that would encourage viewers to support the new political sys-
tem.

Party efforts to promote socialist realism often disrupted production. For example, di-
rector Wanda Jakubowska was involved in such protracted discussions with the Party and
the Polish army that her WWII epic SOLDIER OF VICTORY lost much of its topical reso-
nance when it was finally released in 1953. This type of case was by no means unique. Ef-
forts to tighten the Party’s control of film content often met with resistance from filmmak-
ers, which led to countless impasses, such as in 1952, when feature film production ground
to a halt. In response to these problems, Film Polski was replaced by the Central Office of
Cinema (Centralny Urzad Kinematografii). The Department of Culture concluded that it
needed either to relax its control of the industry or to accept that feature film production
might have to be sacrificed all together.

The death of Soviet leader Josef Stalin precipitated a measure of liberalization in the
Soviet Union and its satellites which in turn hastened the death of Polish socialist realism.
This shift exerted a profound influence over the ways in which the Party sought to control
Polish film production. In the early post-Stalin years, the authorities increased their efforts
to forge a working relationship with filmmakers by reintegrating them into the decision-
making process. This step, which departed from the Soviet model, proved to be so effec-
tive that it remained in place until Communism fell in 1989. While the power that film-
makers believed they held was sometimes illusionary, their opinions were consistently
taken into account. To foster relations with filmmakers, the Party relaxed its vetting of
screenplays and placed filmmakers in charge of shooting and postproduction. In 1955, the
Central Office of Cinema founded film units — creative cooperatives that specialized in
the production of narrative features — and, in so doing, it officially recognized the impor-
tance of creative talent.”” The office also put in place opportunities for negotiation be-
tween filmmakers and the authorities, which for the most part remained in place until
1989. As Bolestaw Michatek and Frank Turaj observed:

In the 1950s, [t]here was no change to the notion of cinema as a socially engaged
activity, but it was desired that the control and administration, as much as possible,
be in the hands of film directors, writers and cameramen. In short, filmmakers were
looking for relief from government officials. The government accepted the idea.*®

Although the number and composition of the film units changed over the years, they
operated with remarkable stability.

36) Jerzy Toeplitz, “Walka o film realizmu socjalistycznego, Archiwum Akt Nowych w Warszawie, KC PZPR,
Wydzial Kultury, 237/XVIII/31.
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In the post-Stalin years, the Polish film industry was managed by the Chief Board of
Cinema (Naczelny Zarzad Kinematografii). This body was established in 1956 to replace
the Central Office of Cinema.’ The Head of the Chief Board served as the producer of all
Polish feature films and the principal financier of the industry. He was responsible to the
Minister of Culture and was in charge of distributing funds to the units. Due to the large
number of films produced after 1956, the film industry functioned as a separate, almost fi-
nancially self-sufficient entity.

In 1958, a new system of financing was introduced to stimulate the more efficient pro-
duction of interesting films. It linked funding to the economic performance of the units,
to the artistic and ideological qualities of their films, and to the size of the audience those
films attracted. Production financing was therefore determined by levels of prior success
at the Polish box office, which, by implication, indicated a film’s capacity to reach out to
the popular audience. Although this practice provided monetary rewards based on the
ideological or commercial prowess of a given film, it did not directly affect filmmakers’
salaries, which were not linked to the box office performances of their films. Unit employ-
ees received fixed monthly salaries related to qualifications and experience, providing
them with a measure of financial security regardless of whether they made hits or flops.*”

The film units only stopped production on two occasions. The first of these occasions
was the result of stricter control of film industry-insiders that followed an upsurge in an-
ti-Semitism and an intensification of Party efforts to target “enemies of the state” in 1968;
there was a heavy Jewish presence in the industry at the time, and, ironically, the most
high-profile casualty of this prejudice was Aleksander Ford, the man who had redesigned
the Polish film industry after WWIL*" In a March 1968 speech to the Politburo, the First
Secretary Wladystaw Gomulka criticized Polish culture for what he saw as its liberalism,
cosmopolitism, and Zionism. The film industry was not granted immunity from this soci-
ety-wide witch-hunt. Against the backdrop of growing nationalism and xenophobia, the
Party targeted several filmmakers who had participated in co-productions with Western
nations. Furthermore, to avoid exile, well known directors such as Jan Rybkowski, Wanda
Jakubowska, and Jerzy Kawalerowicz were forced to engage in public self-criticism; under
Gomutka, it was not uncommon to preempt or curtail opposition by forcing alleged ene-
mies of the state to confess the error of their ways and to swear allegiance to the Party. Fi-
nally, the old units were replaced by new production groups dubbed “commissioners’
units” (zespoly komisarzy) that were managed by Party loyalists.*

The industry was reorganized in 1972, when film directors were once again put in
charge of the units.*” This new structure comprised seven units, each led by a famous in-
dustry figure: the “Illuzjon” unit was run by Czestaw Petelski, “Tor” by Stanistaw Rozewicz,
“X” by Andrzej Wajda, “Panorama” by Jerzy Passendorfer, “Silesia” by Kazimierz Kutz,
“Prymat” by Aleksander Scibor-Rylski, and “Kadr” by Jerzy Kawalerowicz. These film-

39) The most commonly used translations of the names of these two bodies are also used here, although other
authors may use different English names, including the Chief Board of Cinematography (NZK) and the
Central Office of Cinema (CUK).

40) See Edward Zaji¢ek, Poza ekranem: Kinematografia polska 1918-1991, pp.162-7.

41) See Misiak, ‘Aleksander Ford and film censorship in Poland after 1945’ pp. 19-31.

42) Malgorzata Hendrykowska, Kronika kinematografii polskiej 1895-1997, p. 283.
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makers wielded considerable influence over the industry as their positions of power per-
mitted them to negotiate with the Party. The new political climate led to a relaxation of
control that allowed for the production of films such as 1977's MAN oF MARBLE, which
appeared from a Western perspective to bite the hand that fed them. In such cases, Party
officials were willing to make concessions based on what they saw as a film's exceptional
artistic merits. Supporting such films, in spite of their political positions, was deemed
preferable to dealing with a backlash from filmmakers and audiences that would likely be
provoked if they were banned. As Prime Minister Piotr Jaroszewicz explained “[MAN OF
MARBLE] is politically wrong, but very attractive in terms of its artistic values. The masses
will want to see it”*) At this time, the film’s director Andrzej Wajda was seen as one of Po-
land’s most accomplished filmmakers. Moreover, MAN OF MARBLE had received consid-
erable publicity while in production, and rumors had spread about its political themes.
Under these circumstances, the Party wanted to avoid playing into opposition hands by
giving dissenters a readymade example of the state restricting creative freedom. Rather
than fooling the censors, Wajda cleverly exploited the political climate and the Party’s de-
sire to secure international praise for innovative Polish cinema; the communists’ promo-
tion of art films was reflected consistently in the conduct of the censors, but perhaps nev-
er more so than in the second half of the 1970s, when contributions to the Cinema of
Moral Concern first hit Polish screens. Films such as CAMOUFLAGE (1977), Top Dog,
WiTHOUT ANESTHESIA (both 1978), PROVINCIAL ACTORS (1979), and A LONELY WOMAN
(1981) may have been highly critical of the regime, but little evidence exists to suggest that
their emergence was a symptom of the Party suspending its control of Polish cinema, or of
the Department of Culture suddenly taking its eye of the ball. Such films were made with
the full knowledge of the regime. Party control remained in place, but was superseded by
| efforts to foster a world renowned film culture, an ambition of the Party’s since the early
i 1950s. The Cinema of Moral Concern was therefore clearly facilitated by Party officials.*”
The second interruption of Polish film production came on 13 December 1981 when
‘ General Wojciech Jaruzelski declared martial law. The units were not closed, but the Par-
ty did monitor filmmakers more closely than it had previously done. Moreover, some films
were withdrawn from circulation and suspected subversives were removed from the
units.* Among them were Andrzej Wajda, whose Film Unit “X” was shut down in 1983,
and Krzysztof Kieslowski, who was dismissed from Film Unit “Tor” that year.*” These
\ measures may have been oppressive — even tyrannical — but they were short-lived. From
1984 to the end of communist rule in 1989, the Polish film industry reverted to pre-mar-

tial law models of production and censorship.
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The Approval Process: From Script to Screen

Apart from a brief period in the late 1960s and early 1970s, and when martial law was im-
posed in the early 1980s, film units were an integral part of Polish cinema under commu-
nism. They were intended to be production clusters that facilitated partnerships between
professionals who possessed different skill-sets. These fully subsidized cooperatives en-
joyed relative creative freedom during shooting, even if the end-product of their labor
needed to be ratified by the communist authorities. Having invested time, energy, and
capital in making a film, the authorities were reluctant to block its distribution and exhi-
bition. They therefore, tended to rely on preemptive measures that eliminated controver-
sial material during production. Conversely, Polish filmmakers sought to remain true to
their creative agenda, which sometimes meant fashioning films that would offer audienc-
es views that were critical of either the regime or Polish society. It was in neither side’s in-
terest to shelve a film during production. Such a step could destroy a filmmaker’s career, as
had been the case with Jerzy Skolimowski, who had clashed with the censors during the
making of HANDs Up! (1967/1985), and with Ryszard Bugajski, who had done so when
producing INTERROGATION. In most cases, the process of censoring was a balancing act,
rather than all out conflict. On the whole, the Party practiced preventative — as opposed
to oppressive — measures, which Polish film critic Jerzy Ptazewski dubbed “prophylactic
criticism”*®

Every film that was destined for public exhibition in Poland went through official
channels of verification on two occasions prior to release. First, the screenplay had to be
approved at several levels before production started (see Figure 1). As with scripts, first full
edits of films had to be handed over to the authorities so that their ideological and artistic
credentials could be considered. Decisions made by the relevant committee determined
the fate of a film and would usually inform those at the upper echelons of the political hi-
erarchy, in the event that such a step was deemed necessary (see Figure 2). As Coates
points out, “[i]n Poland [...] there was no on-set Soviet style inspector to ensure the con-
gruence between the approved script and what was actually shot. And once a work had
been filmed, it was always on the cards that it would be shown”*” The release of most films
was secured by the consultations that were built into this framework; The Party relied on
expert advice from an ever-changing roster of critics, scholars, and writers that included
Jan Kott, Jerzy Toeplitz, Jerzy Putrament, Jerzy Andrzejewski, and Stanistaw Dygat, as well
as film industry professionals, who were often given the opportunity to defend their films.

The artistic and ideological control of a film began during project development. Each
unit featured a Programming Board that was responsible for approving scripts before they
were presented to the Commission for Evaluating Scripts and Films (Komisja Ocen Sce-
nariuszy i Filmow) (see Figure 1).

The Commission for Evaluating Scripts and Films underwent reform on several occa-
sions following its establishment in 1952.°” It should be noted that in the 1950s the De-
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DECISION MAKING PROCESS (SCRIPT)

Department of Culture Film ; : <
------------ > Screenwriter / Director
KC PZPR Subject
Programming Board

in the Production Unit

wed + LI

YES Revisions

:

Commision for Evaluating Scripts/Films
(+ the Chief Board Scripts Reviewers)

ol ¥ L

YES Revisions

:

Head of Chief Board of Cinema (NZK)
Reporting to the Minister of Culture and Art

Figure 1: A Typical Script Approval Process (Pre-production)

partment of Culture and the Chief Board of Cinema considered the screenplay to be the
central component of narrative film production, more important in fact than the film it-
self. In 1957, the commission focused on scripts, and dropped the term “film” from its
name. The Commission for Evaluating Scripts (Komisja Ocen Scenariuszy), as it was
henceforth known, temporarily operated independent of the Commission for Approval of
Feature Films (Komisja do Odbioru Filméw Fabularnych Diugometrazowych).*” Howev-
er, in an effort to bring greater efficiency to the system and to prevent filmmakers from
disregarding the recommendations of the Commission for Evaluating Scripts when they
were shooting films, the two commissions were reunified in 1973 under the title of the
Commission for Evaluating Cinematic Films (Komisja Ocen Fabularnych Filméw Kinow-
ych) (see Figure 2).°» Despite these changes, the process of approving scripts and complet-
ed films did not differ substantially during communist rule, even though at certain times,
such as in the late 1960s and 1970s, scripts were vetted by reviewers at the Chief Board of

51) ‘“Tryb ocen filméw fabularnych (referat na Kolegium NZK w dniu 17 stycznia 1961), Archiwum Akt Nowych
w Warszawie, NZK, 1/24.

52) ‘Zarzadzenie nr 27 MKiS z dnia 31 marca 1973 w sprawie powolania i zasad dziatania Komisji Oceny Fabu-
larnych Filméw Kinowych, Archiwum Akt Nowych w Warszawie, NZK, 4/14.
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DECISION MAKING PROCESS (FILM)
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Figure 2: Typical Film Approval Process (Pre-release)

Shelved Corrections

Cinema before they were discussed at commission meetings. While some screenplays
were rejected, the bodies that handled completed films tended to call for revisions based
on issues of art or ideology so that films could be resubmitted rather than rejected out-
right.

Some screenplays were withdrawn from consideration because writers found it impos-
sible to accept the Commission’s negative evaluation of their work or because they were
deemed to boast little interest to Polish audiences. For example, Stanistaw Dygat withdrew
from consideration his script Jezioro Bodetiskie, “I came to the conclusion that I am not
well suited to work in film”, he protested, “[i]f I write a book, it is my own personal project.
In the film industry the situation is different. My own criteria differ from those proposed
by the industry and by my film colleagues.>® Cases like Jezioro Bodenskie were, however,
quite uncommon. Typically, scripts were shot, albeit sometimes years later, as happened
with MAN oF MARBLE, which took a decade and half to go before the cameras. The com-
mission generally aimed to complete rather than forestall what it considered to be strong
projects. Moreover, the Head of the Chief Board of Cinema rarely exercised his power to

53) ‘Protokot z posiedzenia Komisji Ocen Scenariuszy), 10 May 1960, Iluzjon, no. 3-4 (1994), 105-112.

]




ILUMINACE Volume 24, 2012, No. 4 (88) THEME ARTICLES 77

veto a script if reviewers and the commission had concluded that it was sufficiently artis-
tic or appealing to audiences (see Figure 1).

The dual role of the commission — as censor and an advisor to the body that distrib-
uted state subsidies to filmmakers — has given rise to a number of misunderstandings in
Western scholarship. Primary documentation shows that it were artistic shortcomings
rather than political issues that prevented some screenplays from reaching the screen. The
number of screenplays that were accepted but not ultimately filmed or distributed in-
creased significantly from the late 1960s to the mid 1970s. The period is often cited to sup-
port claims that the Chief Board of Cinema abused his power. However, it was in fact
marked by stricter control of the film industry generally, which, as noted above, had also
seen an increase in the creative control granted to the commissioners that were placed in
charge of the new units; commissioners who proved to be wholly incapable of producing
filmable scripts or releasable quality films. These circumstances highlighted the need for
genuine creative talent within the units, thereby paving the way for many renowned direc-
tors to return to the roles they had previously held in the industry. Nevertheless, accord-
ing to documents housed at the Department of Culture (Wydzial Kultury KC PZPR), over
twenty scripts that were accepted between 1974 and the first half of 1976 were never
shot.** The industry did however pick up at decade’s end, when control loosened as part
of the more liberal political climate of the late 1970s. In general though, during politically
stable times, scripts that were greenlighted by the commission were shot, not least because
directors recognized that it was prudent to follow the commission’s recommendations in
order to safeguard their own careers.

Even though the minutes of Programming Board meetings are unavailable, it is likely
that some projects were rejected on artistic grounds before they left the unit. Prior to the
1970s, stories were developed by professional scriptwriters who also wrote novels or short
stories. Many scripts were adapted from novels or short stories, sometimes by their origi-
nal author, as in the case of THE EiGHT DAY oF THE WEEK (1958/1983), ASHES AND DiA-
MONDS (1958), and How To BE LovED (1963), which were adapted respectively by Marek
Hlasko, Jerzy Andrzejewski, and Kazimierz Brandys. In contrast, few films were inspired
by story ideas that came from the Department of Culture (see Figure 1), a notable excep-
tion being the Polish-Russian co-production LastT DrRoP oF BLoop (1978).* This prac-
tice shows that the Party intervened into creative matters to a lesser degree than one might
expect.

Whereas directors rarely wrote scripts at the beginning of the Cold War, a more direc-
tor-driven model of screenwriting was starting to take shape by the 1970s. At this time, di-
rectors including Wojciech Marczewski, Agnieszka Holland, Janusz Kijowski, Krzysztof
Kieslowski, and Feliks Falk, all penned their own screenplays. Of course, these scripts also
went before the Programming Board, which had the right to ask for changes to be made
to them (see Figure 1). In the interests of time management, modifications were made be-
fore the script in question was ready to be passed over to the Commission and/or the re-

54) ‘Scenariusze nieskierowane do produkcji, Archiwum Akt Nowych w Warszawie, NZK, 5/94.
55) Notatka infomacyjna na temat filmu J. Hoffmana Do krwi ostatniej, Archiwum Akt Nowych w Warszawie,
KC PZPR Wydzial Kultury, 832/93.
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viewers at the Chief Board of Cinema (see Figure 1). When such projects had been shot
and edited, they underwent the same process of approval that began at the Programming
Board (see Figure 2). The Commission for Evaluating (Scripts and) (Cinematic) Films
may in principle have served as an advisor to the Head of the Chief Board of Cinema but
in practice its recommendations were rarely dismissed (see Figure 2) for the simple fact
that the Politburo and the Ministry of Culture trusted its views. The Commission paired
a small number of Party officials with renowned filmmakers and critics. For example, in
the second half of the 1970s, Commission members included prominent directors such as
Andrzej Wajda, Krzysztof Zanssi, Jerzy Antczak, Kazimierz Kutz, Wanda Jakubowska, and
Jerzy Kawalerowicz. Known in Polish as kolaudacje, the formal meetings of the Commis-
sion were preceded by pre-release screenings and concluded with a formal decision that
was made by the chair of the proceedings; sometimes the chair was the Head of the De-
partment of Culture, other times the Head of the Chief Board, and, in the case of the
1970s, the Director of the Programming and Distribution Department at the Chief Board.
Although Party representatives held unquestionably strong positions at the meetings,
their feedback was not merely oppressive but also constructive insofar as it was intended
to improve the look, sound, and structure of the film under discussion. Directors were —
along with their mangers, a creative supervisor, and the director of the film unit — typi-
cally invited to attend Commission meetings about their films. The commission’s invest-
ment in issues that fell beyond strictly Party political concerns is exemplified by a meeting
that took place in 1960 to consider a script about a nun haunted by the devil that was re-
leased as MOTHER JOAN OF THE ANGELS (1961), during which the commission expressed
concerns about the film’s capacity to anger the Catholic Church. Kolaudacje gave Party of-
ficials their first opportunity to view feature films. Apart from a brief period in the 1960s,
when the Commission examined rushes (rough footage), the Party did not supervise the
pre-production, shooting or the post-production of feature films.* As with scripts, man-
datory revisions were often requested. However, a film would only be sent to the Chief
Board of the Cinema, who had the authority to demand revisions, if a filmmaker had re-
fused to comply with requests. The Politburo only intervened in exceptional cases that had
not been dealt with by the various forms of pre- and post-production verification (see Fig-
ure 2). These circumstances help to explain why so few films were shelved by the Central
Committee.

The Communist Party was nevertheless not entirely separated from the various stages
of film production or from the process of control, because it had members on all of the
commissions and in all of the units (see Figure 3). Although many Polish citizens were
Party members, they did not necessarily subscribe to communist ideology. The extent to
which they cooperated with the authorities therefore hinged on both the roles they played
within the system, as well as their personal commitment to communist ideology. While
some filmmakers were Party members, it did not follow that their creative contributions
were driven by a political agenda. In contrast each commission boasted Party members
who acted on behalf of the authorities. The presence on the commissions of both “inert”

56) “Tryb ocen filméw fabularnych (referat na Kolegium NZK w dniu 17 stycznia 1961), Archiwum Akt Nowych
w Warszawie, NZK, 1/24.
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INFLUENCE VIA MEMBERSHIP
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' Figure 3: Communist Party influence on Censoring Decisions through its censoring bodies

and “active” Party members ensured that Party leadership possessed a solid sense of the
direction a production was taking. Archival documents do however indicate that when
martial law was not in effect, Party leadership tended to rely on formal channels — and
not the grapevine — to keep check of filmmakers. In this sense, they had probably learned
much from the Stalin years, when stricter forms of control had led to stagnation.
| Given that it had high-ranking members imbedded in funding and control bodies, as
| well as in the film industry, it is fairly safe to conclude that the Party itself masterminded
the system (see Figure 3). Such a conclusion explains why employees of the Department of
Culture were the most active contributors when it came to evaluating the artistic and ide-
ological credentials of a given film. It also explains why the Head of the Department of
Culture had the power to advise the Minister of Culture and the Politburo to authorize the
cutting or shelving of a film during times of political crisis. This model of controlling film
remained in place throughout Communist rule.

In a manner that recalled Lenin’s declaration of cinema’s primacy among the arts, the
Polish government made every effort to stimulate film, albeit in ways that benefitted the
Party. As long as films followed the unwritten rule of not opposing the system in a direct
way, the communist government provided a safety net, even when Polish cinema seemed
to be unsustainable. For example, during an economic crisis in the late 1970s, the Council
of Ministers (Rada Ministréw) passed an act establishing a new central source of film fi-
nancing, ensuring the survival of the units irrespective of how their films fared with audi-

4o
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ences. Cinema therefore remained well funded and capable of competing against its new
leisure time competitor, television. The Party was once again able to balance its role as
controller and patron, before changing its approach in the late 1970s when opposition to
the Party developed into the unified Solidarity movement that contributed to the fall of
communism. The Party’s wish to excel in the sphere of film led the Department of Culture
to compose numerous alarmist memoranda in which they expressed what they saw as an
unacceptable paucity of greenlighted scripts: so-called screenplay crises (kryzysy scenari-
uszowe). Concerns of this sort reveal that the Party actually over-financed the Polish film
industry, thereby preventing cash-flow problems and guaranteeing its existence through-
out the Cold War period.

Some screenplay crises were caused by the commission’s overly strict forms of verifica-
tion. During the first half of the 1960s, for example, an over-representation of hardliners
in the commission resulted in a near-50% rejection rate. In 1960 alone, only 25 of the 42
submitted screenplays were actually permitted to go into production. The following year,
only 33 of 61 were greenlighted. Instead of accepting its own culpability in this period of
stagnation, the Party placed the blame squarely on industry decision-makers;*” the Party
believed that it was fulfilling its obligations so long as production capital was available and
no oppositional films were being made. The ideologues’ refusal to accept even partial re-
sponsibility for the situation was emblematic of the Communist Party’s tendency to cover
up the negative consequences its political interference had on creative practice.

The Department of Culture recognized that undermining the creative control of film-
makers was not without its problems, even if official acknowledgement was not forthcom-
ing. For this reason, the manner in which the department executed its powers tended to
oscillate between periods of rigid adherence to Party ideology and a more relaxed ap-
proach. Many a time, minor rewrites or cuts allowed a previously rejected script to be
greenlighted or a banned film to be released. Along with Central Committee policy shifts,
the composition of the various bodies also underwent change. Financially secure film-
makers often insisted on negotiating over their projects, especially after 1973 when the
Ministry of Culture’s newly ratified Directive 27 stated that the Commission for Evaluat-
ing Films was required to inform a unit about the grounds for approving or rejecting
a film or for calling for revisions to be made to it.*® Once the rational was spelled out, dis-
cussions could open between a unit and the Chief Board of Cinema and/or the Depart-
ment of Culture.

The influence a filmmaker wielded among Party officials was usually determined by
his reputation and the perceived quality of his oeuvre. Established industry luminaries
such as Andrzej Wajda therefore tended to hold greater sway than a first time director or
one who had had a strained relationship with the authorities. As long as the political cli-
mate was fairly relaxed, this position of power could be used to make films that were crit-
ical of the Party. For example, Wajda’s disapproving films MAN oF MARBLE and MAN OF
IrRON encountered only slight delays before being released, because this director, who en-

57) Untitled document, Archiwum Akt Nowych w Warszawie, KC PZPR Wydzial Kultury, 237/XVIII/262.
58) ‘Zarzadzenie nr 27 MKIS z dnia 31 marca 1973 w sprawie powolania i zasad dzialania Komisji Ocen Fabu-
larnych Filméw Kinowych, Archiwum Akt Nowych w Warszawie, NZK, 4/14.
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joyed a high standing in Polish film culture, had longstanding relations with Party officials
and held pragmatic views on compromise. Unlike Wajda, newcomers to the industry and
recently arrived émigré filmmakers struggled to get politically critical projects released.
For example, production of Andrzej Zutawskis THE SiLvER GLOBE (1977/1989) was
stopped just as Polish audiences were given the opportunity to view Wajda’s films. While
these decisions may appear paradoxical, they were rationalized by the institutionalized
mechanisms of control upon which the Party relied to protect its political and financial in-
terests. In this case, Zulawski’s relationship with the Party had already been strained by his
production of the ideologically critical film THe DEvIL and by his inability to prevent the
film from going over-budget. Factors such as these highlight the extent to which context-
dependent logic underpinned the decision-making process. Lack of awareness of these
conditions has led Westerners to conclude that the system was riddled with absurdities.
Even if financial issues were not raised, it was clear to filmmakers and the authorities that
the monopoly the Party enjoyed in the spheres of film production and distribution gave it
major leverage during discussions between the two sides. The Party’s primary objectives
were to erase signs of dissent, and to maintain and promote the political system.

Conclusion: Sophisticated and Elusive Control with Artistic Ambitions

To date, Anglophone historiography has relied on early Polish writings and the claims of
émigré filmmakers to paint a partial and misrepresentative picture of Polish film censor-
ship under communism. At the same time, ‘academic amnesia; as Imre called it, has exag-
gerated the opposition that existed between filmmakers and the authorities. However,
through a close examination of archival documents, this essay has shown that irrespective
of how oppressive Polish film censorship may have been at this time, it was also character-
ized by negotiations between filmmakers and Party officials that were intended to protect
state investments in motion picture production.

Marek Hendrykowski has considered the extent to which a sense of interdependency
shaped relations between Polish filmmakers and the communist government, and how it
offered potential benefits to both sides.*” Although the broad scope of his work prevents
Hendrykowski from reconstructing the operations that comprised this system, his obser-
vations nevertheless develop current understandings of Polish film censorship. Hend-
rykowski’s observation on a mutual tradition of ascribing supreme value to individual cre-
ativity helps to explain the similarities between the Polish system and that which Haraszty
has described as operating in 1980s Hungary.*” The case of Polish film censorship sup-
ports lordanova’s conclusions of the “sophisticated and elusive” character of other Eastern
European systems of censorship.®”

59) Marek Hendrykowski, ‘Changing states in East Central Europe, in Geoffrey Nowell-Smith (ed.) The Oxford
History of World Cinema: The Definitive History of Cinema Worldwide (Oxford: Oxford University Press,
1996), pp. 632-640.

60) Hendrykowski, ‘Changing states in East Central Europe, p. 633;Miklos Haraszty, The Velvet Prison: Artists
Under State Socialism (New York: Basic Books, 1987).

61) Tordanova, Cinema of the Other Europe, p. 34.
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The belief that filmmakers should first and foremost be treated as artists helped to
shape the institutional structure of Polish film censorship and to open up the possibility
for negotiation between filmmakers and the authorities. Both sides used the notion of the
filmmaker as artist to serve their respective needs. On the one hand, communist officials
mainly encouraged filmmakers to make films of a high quality that promised to promote
the regime, not dull political pictures but ones that stood to generate prestige for the state
by winning awards at international festivals. On the other, filmmakers would invoke
“artistic values” as leverage to convince the Party of the merits of their work. For these very
reasons, when martial law was not in effect, a place existed in communist Poland for films
that were critical of the regime.

While scholars have focused on Polish film censorship during times of political crisis,
significantly less attention has been paid to comparatively relaxed periods, during which
many important films were produced. The overview of processes of control that has been
outlined above is intended to contribute to an ongoing program of revisionist Western |
historiography that will enrich understandings of the Polish film industry. |

Anna Misiak is a Senior Lecturer in Film at University College Falmouth, UK. She is a former Ful- ‘
bright Scholar at the University of Southern California and a Polish-Czech government grantee at '
Charles University in Prague. Her research has been published in many European, American, and i
Canadian film journals. She is the author of Kinematograf kontrolowany (2006), a comparative study |
of Polish and American film censorship. ,
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And All That Jazz (Byt Jazz; Feliks Falk, 1981/1984), Ashes and Diamonds (Popiol i diament; Andrzej
Wajda, 1958), Camera Buff (Amator; Krzysztof Kieslowski, 1979), Camouflage (Barwy Ochronne;
Krzysztof Zanussi, 1977), The Devil (Diabet; Andrzej Zutawski, 1972/1988), The Eighth Day of the
Week (Osmy Dzien Tygodnia; Aleksander Ford 1958/1983), Fever (Gorgczka; Agnieszka Holland,
1980/1981), Hands Up! (Rgce do gory; Jerzy Skolimowski, 1967/1985), How to Be Loved (Jak by¢
kochang; Wojciech Has, 1963), Index (Indeks; Janusz Kijowski, 1977/1981), Interrogation (Prze-
stuchanie; Ryszard Bugajski, 1982/1989), Knife in the Water (N6z w wodzie; Roman Polanski, 1962),
Last Drop of Blood (Do krwi ostatniej; Jerzy Hoffman 1978), A Lonely Woman (Kobieta samotna;
Agnieszka Holland, 1981), Man of Iron (Cztowiek z zelaza; Andrzej Wajda, 1981), Man of Marble
(Czlowiek z marmuru; Andrzej Wajda, 1977), Mother Joan of the Angels (Matka Joanna of Aniolow;
Jerzy Kawlerowicz, 1961), Provincial Actors (Aktorzy prowincjonalni;Agnieszka Holland,1979),
Shivers (Dreszcze; Wojciech Marczewski, 1981), The Silver Globe (Na Srebrnym Globie; Andrzej
Zutawski, 1976/1987), Soldier of Victory (Zolnierz zwycigstwa; Wanda Jakubowska, 1953), Success is
the Best Revenge (Jerzy Skolimowski, 1984), Teddy Bear (Mis; Stanistaw Bareja, 1981), Top Dog
(Wodzirej; Feliks Falk, 1978), Tren na smier¢ cenzora (Krzysztof Magowski, 1992), Without Anesthe-
sia (Bez znieczulenia; Andrzej Wajda, 1978).
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SUMMARY

The Polish Film Industry under Communist Control

Conceptions and Misconceptions of Censorship

Anna Misiak

This essay makes use of archival documents and existing historiography to provide an overview of
the institutional framework of film censorship that operated in Poland during the Cold War era. In
contrast to scholarship that portrays the relationship between filmmakers and censors in terms of
a “them and us” mentality, I demonstrate that at this time control of Polish narrative cinema resid-
ed in the interaction of the Party and the nation’s film industry. I argue that the censorship and mod-
ification of Polish films was bound up with the ways in which the state distributed production sub-
sidies, and was underwritten by negotiation between filmmakers and the authorities. While the
system was often quite oppressive, its standards changed over time, and were often relatively flexible.
Ultimately, the essay seeks to counter myths that remain prevalent in Western scholarship by intro-
ducing international readers to positions that have been developed in Polish revisionist film histori-

ography.
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Beata Hock

Coming into Age/ncy

Women in Filmmaking — The Hungarian Case

Industry practice has received insufficient attention in histories of East-Central European
cinema in general, with studies that also consider gender being particularly scarce. The
growing body of scholarship that focuses on East-Central European women’s participa-
tion in filmmaking reflects broader tendencies in international feminist Film Studies inso-
far as it tends to limit discussion to the contributions of female directors, or assesses com-
pleted works. Other behind-the-screen positions have received scant attention and
questions of production have not been broached.” In response, i attempted elsewhere to
provide the first history of the Hungarian film industry that was written from a feminist
perspective,” one that covered the ways in which women were represented on the screen
and how they contributed to film production during the period of state-socialism and the
first fifteen years of democratic rule.” That study considered whether the representation
and the participation of women were more favorable during state-socialism or after it.
This essay provides a summary and an analysis of the data uncovered in the process of re-
searching that project, before addressing questions of representation in the final section.

1) See for example Elzbieta H. Oleksy, Elzbieta Ostrowska, and Michael Stevenson (eds.), Gender in Film and
the Media: East-West Dialogues (Frankfurt am Main: Peter Lang, 2000); Dina lordanova, ‘Women'’s cinema,
women’s concerns, in Cinema of the Other Europe: The Industry and Artistry of East Central European Film
(London: Wallflower, 2003), pp. 119-42; Almira Ousmanova, ‘Re-making love: love and sexual difference in
Soviet and Post-Soviet cinema, in Lytys, medijos, masiné kultara (Vilnius: Academy of Fine Arts, 2005),
pp- 179-92; Aniké Imre, East European Cinemas (New York: Routledge, 2005); Ewa Mazierska and Elzbieta
Ostrowska, Women in Polish Cinema (New York: Berghahn, 2006).

2) 'The use of the lowercase pronoun “i” signifies my reservations about a convention in the English language,
wherein the first-person singular is capitalized and thusly prioritized. It comes across as a remarkably self-
-centered characteristic and as such may deserve to be denaturalized. In this sense my use of “i” is not unli-
ke the initially distracting but now widely accepted replacement of the generic “he” with gender-neutral pro-
nouns. See T.R.0.Y,, “The new world disorder: a global network of direct democracy and community
currency. <http://utopianwc.com/2001/troy_text.asp> [accessed 19 June 2012].

3) 'This article is an abbreviated version of Part III of my monograph Gendered Creative Options and Social
Voices: Politics, Cinema, and the Visual Arts in State-Socialist and Post-Socialist Hungary (Stuttgart: Franz
Steiner Verlag, 2013). I thank the publisher for granting me permission to reprint an edited version here.
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The “emancipation” of women through paid work and civic engagement constituted
part of the political agenda of state-socialism.” Consequently, the education, employment,
and public visibility of women increased considerably. One of the most high-profile
achievements of such a policy was the unprecedented numbers of women in employment,
which reached 95% by the end of the 1980s. Female employment rates surpassed those of
developed nations, including even those of Scandinavian countries, which were widely
seen to have been trailblazers in this respect. Women'’s participation in secondary and ter-
tiary education also grew rapidly, exceeding that of men by the mid-1970s.” Nevertheless,
in spite of these gains, gender stereotyping remained a pervasive problem. While some
professions boasted high levels of female participation, others remained all but closed to
women, who were particularly underrepresented in positions of power.

Both the inroads that women made and the obstacles that stood in their way contin-
ued after socialism ended in Hungary in 1989. Although women now have equal educa-
tional opportunities — to the extent that they constitute the majority of full-time students
— gender-specific differences in educational and career paths remain.® Worryingly, stud-
ies showed that the number of working women decreased as state-socialist employment
structures — and the relative security they offered — fell by the wayside. At the same time,
gender discrimination became an unofficial part of recruitment practices, with the growth
of conservative and even anti-feminist views setting Hungary apart from its East-Central
European neighbors.”

The inroads that women made into under-researched professions such as filmmaking
demand closer scrutiny, not least because of the tensions that have arisen over female em-
ployment. As sociologist Judit H. Sas suggests:

Women’s mass employment should only be the first step in realizing gender equali-
ty. This first step, however, has not brought about major changes in sex-based discri-
mination or historically produced gender relations. Women’s mass entry in the labor

4) A growing body of social science scholarship helped me to assess the roles that gender politics played in the
socialist era and how they shaped women’s perceptions of the transition to democracy and the free market.
See Judit H. Sas, Néies nék és férfias férfiak (Budapest: Akadémiai Kiado, 1984); Olga Toth, ‘No envy, no pity,
in Nanette Funk and Magda Mueller (eds), Gender Politics and Post-Communism: Reflections from Eastern
Europe and the Former Soviet Union (New York and London: Routledge, 1993), pp. 213-23; Maria Frey, ‘Nék
és férfiak a munkaerdpiacon, in Nagy Ildiké, Tiborné Pongracz, and Istvan Gyorgy Toth (eds), Szerepvlto-
zdsok. Jelentés a nék és a férfiak helyzetérsl 2001 (Budapest: Tarki-SZCSM, 2001), pp. 9-29.

5) See Andor Laddnyi, ‘Két évfordulo: A nék felséfoki tanulmanyainak széz éve, Educatio, vol. 5, no. 3 (1996),
pp- 375-89.

6) Teréz Laky and Lészl6 Neumann, ‘Policies shaping employment, skills and gender equality in the Hungari-
an labour market: National Report, 2004’ <http://www.bifrost.is/wellknow/Files/Skra_0005520.pdf> [acce-
ssed Nov 17, 2012].

7) See for example Julia Szalai, ‘Some aspects of the changing situation of women in hungary, Signs, vol. 17, no. 1
(1991), pp. 152-70; Diane M. Duffy, ‘Social identity and its influence on women's roles in East-Central Eu-
rope’ International Feminist Journal of Politics, vol. 2, no. 2 (2000), pp. 214-43; Anna Pollert, ‘Gender relati-
ons, equal opportunities and women in transition in Central Eastern Europe, lecture given at Central Euro-
pean University, Budapest, Hungary 2001; Marietta Pongracz, ‘Opinions on gender roles: findings of an
international comparative study;, in Ildiké Nagy, Marietta Pongracz, and Istvan Gyorgy Toth (eds), Changing
Roles: Report on the Situation of Women and Men in Hungary 2005 (Budapest: TARKI, 2006), pp. 71-84.
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force did little to women’s and men’s differing access to positions of authority, deci-
sion-making [...] or those requiring intellectual investment.”

Consideration of the social dynamics of creative practice prompts three intersecting
questions. First, did state-socialist efforts to include women in working life influence
women’s participation in creative professions? Second, did their participation in such pro-
fessions influence the ways in which they were portrayed in audiovisual products? And
third, did these representational practices and the distribution of labor reflect social
changes that were unfolding in the transition period?

Feminist thinkers have debated if, and if so how, the representation of gender in audi-
ovisual forms is influenced by a rise in the number of female cultural producers.” While
no clear consensus has emerged, it can be said that they tend to agree that increased fe-
male participation does lead to more progressive representational practices, and that pro-
gressivity is hard to imagine without a growth in female involvement in production. This
notion led me to conduct a survey of films made in Hungary between 1945 and 2005, both
to ascertain the number of women who participated in the industry, and to consider the
degree to which they might have influenced the representation of women. Such an ap-
proach was complemented by a qualitative content analysis of those films, one that was in-
tended to assess the ways in which female characters were depicted. Drawing on feminist
film scholarship, i considered the favorable representation of women to hinge on the fol-
lowing criteria, with attention paid to character choices that influenced the development
of the narrative and its conclusion. Favorable representation included self-sufficient fe-
male charactes, the depiction of women who were not punished for displaying agency and
independent action, and endings that either did not return female characters to mixed-sex
unions or challenged patriarchal order. Other favorable features included addressing fe-
male audiences and the deliberate eschewal of fetishizing the female body. By favorable
participation i mean cases in which women occupied a range of behind-the-scenes roles
throughout the production process, including the key positions of director, (script)writer,
camera operator, editor, and producer. Such circumstances suggest that, in terms of the
gender of behind-the-scenes production personnel, the Hungarian film industry was
characterized by diversity, and that women’s participation in filmmaking was therefore not
restricted to individual productions.

8) Sas, Ndies ndk, p. 104.

9) A major strand in feminist studies employs a sociological approach to cultural products. Concerned with
exposing the stereotypical, sexually objectifying nature of dominant modes of representation, and by the
flatness of women characters, proponents of this view tend to posit a direct relation between the number of
women creating representations and the nature or transformation of those representations. Proponents of
another major trend, textual analysis, found this approach wanting, and, instead of focusing on the gender
of filmmakers, examine the textual codes of cinematic signification, arguing that camera movement, the sca-
le and type of shot, the methods of editing and lighting, as well as dialogue and narrative techniques may
also underpin sexual imbalance in the processes of identification. This debate has been rehearsed by a great
number of authors in a multitude of texts. For a succinct and insightful overview see Shohini Chaudhuri, Fe-
minist Film Theorists: Laura Mulvey, Kaja Silverman, Teresa de Lauretis, Barbara Creed (London; New York:
Routledge, 2006).
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Women’s Inroads into Filmmaking

The inaugural issue of the American journal Women and Film announced that “the strug-
gle” to end cultural products that foisted oppressive ideology and stereotyping onto wom-
en needed to be taken up “on all fronts™: from images of women on the screen to female
participation in the industry that produced them.'” While the marginalization of women
in film production does not have to be the result of a conscious masculinist agenda, their
near-exclusion may nevertheless produce tangible, material consequences. A male-domi-
nated environment often affects the manner in which the female minority is treated; all
the more so when female workers have only just started to make inroads into near-male-
only professions like Hungarian film production. Marta Elbert, the first female production
manager of the national film studios in Hungary, recalled the attitude that permeated her
workplace thusly: “You had to adopt a tough, self-confident, in fact masculine posture if
you did not want the men around to feel up your butt or molest you™'"’ Moreover, Lili
Suranyi, who worked in a number of positions at film studios and in national television,
related how she temporarily “disappeared from the picture”; “what happened was that
I was not willing to become the mistress of the highly influential general director. [...] He
had me sacked. [...] His revenge has swayed my life a great deal”'” Marian Evans’s study
of female participation in the New Zealand film industry also suggests that filmmaking is
“a business based on personal relationships and social contacts. [...] This requires a social
integration within the professional community”.'* Moreover, the social dimensions of se-
curing production capital, Sharon Krum has argued, can pose particular challenges to
women because the forms of networking that are so central to that side of the business of-
ten work to exclude female participation.'?

Comprehensive records of female involvement in the film industries of the former
Eastern bloc countries (and elsewhere) are largely unavailable."” A general paucity of data

10) Quoted in Sue Thornham, Feminist Film Theory: A Reader (New York: New York University Press, 1999), p. 9.

11) Elbert Marta, “Megsemmisiilsz, vagy felrepiilsz a csillagokig ...”, Filmkultura.hu, December 2003. <http://
www.filmkultura.iif hu/regi/2004/articles/profiles/elbertm.hu.html> [accessed 28 September 2012].
Translated by author.

12) Suranyi, Lili. “Csinaljak ezt ma utanunk!” Suranyi Lili jelmeztervezd-tévérendezével Fazekas Eszter beszél-
get. <http://www.filmkultura.hu/regi/2004/articles/profiles/suranyil.hu.html> [accessed July 2, 2012].

13) D. Hunt quoted in Marian Evans, ‘Development: Opening space for New Zealand women’s participation in
scriptwriting for feature films’ Ph.D. Dissertation: Victoria University of Wellington, New Zealand, 2009.

14) Sharon Krum, ‘Beware! Queen Kong is coming, Guardian, 24 February 2006. http://www.guardian.co.uk/
world/2006/feb/24/gender.oscars2006 [accessed 14 January 2013]

15) A number of qualitative studies investigate female directors’ contributions to East-Central European cine-
ma or critically assess the roles female characters are assigned. See for example Barbara Quart, ‘Eastern Fu-
ropean women directors, in Women Directors: The Emergence of a New Cinema (New York: Praeger, 1988);
Catherine Portuges, Screen Memories: The Hungarian Cinema of Mdrta Mészdros (Bloomington: Indiana
University Press, 1993); Eva Varga and Gabor Kresalek, N8k az 6tvenes évek filmjeiben) in Ldszl6 A. Varga
(ed.), Vera (nem csak) a varosban (Budapest: Hajnal Istvan Kor, 1995); John Haynes, ‘Reconstruction or re-
production? mothers and the great Soviet family in cinema after Stalin} in Melanie Ilic, Susan Reid, and
Lynne Attwood (eds.), Women in the Khrushchev Era (Basingstoke: Palgrave Macmillan, 2004); Ewa Mazier-
ska and Elzbieta Ostrowska, Women in Polish Cinemna (New York: Berghahn, 2006); Petra Handkova, ‘From
Marka the Bricklayer to Black and White Sylva: images of women in Czech visual culture and the Eastern Eu-
ropean visual paradox, Studies in East European Cinema, vol. 2, no. 2 (2011).
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on creative professions may well be down to creative practice not being regarded as a form
of labor that contributes to a society’s economic well being, or to difficulties in applying la-
bor research methods that are better suited to gauging other, more regulated forms of em-
ployment. It is, however, possible to record the make-up of the film industry in state-so-
cialist Hungary because personnel were well-paid employees of the state.'® Such studies
have also been made of other national film industries. For example, Martha Lauzen’s
“Celluloid Ceiling” and a study of Danish Film and Television by Mette Knudsen and Jane
Rowley both examined the number of women in well-paid, influential positions such as
director, producer, screenwriter, camera operator, editor, and executive producer.'”
Lauzen also conducted a quantitative content analysis of the annual top 250 films at the
North American box office, paying particular attention to goal-oriented female characters,
to their realization of those goals, and to the number of female protagonists who occupied
positions of power in a film. Knudsen and Rowley sought “to find out who makes the
funding decisions and who gets the chance to communicate their visions” within the na-
tional film and TV industry.'® In a separate survey of writers and directors, Marian Evans
mapped “women’s contemporary public participation in story-telling” in the New Zealand
film industry."” These scholars showed that — in spite of press reports to the contrary —
women had not achieved parity with men either in the US entertainment business (where
only 0.5% of films were made solely by women), or in the other two national industries.

My research methods were similar to those employed by these authors insomuch as
they involved consulting the credits of narrative feature films in order to determine female
involvement. However, i considered a longer period of time and a broader spectrum of in-
dustry positions so as to get a better sense of the range of jobs that were taken by women,
as well as of the gendered character of the industry as a whole. Statistics were broken into
manageable 5-year blocks, which were deemed sufficiently long to indicate broader shifts
and tendencies.””

16) For related information see Dina Iordanova, Cinema of the Other Europe: The Industry and Artistry of East
Central European Film (London: Wallflower, 2003), p. 21; John Cunningham, Hungarian Cinema: From Co-
ffee House to Multiplex (London & New York: Wallflower Press, 2004), p. 48.

17) Mette Knudsen and Jane Rowley, ‘Gender and work in Danish film & TV 1992-2002’. New York Women in

Film & Television, <http://www.nywift.org/article.aspx?id=82> [accessed 11 September 2012]; Martha Lau-
zen, "The celluloid ceiling: behind-the-scenes employment of women in the Top 250 Films of 2001: Execu-
tive summary. http://www.films42.com/feature/july_feature.asp; ‘“The celluloid ceiling: behind-the-scenes
employment of women in the top 250 films of 2005, 2006’ <http://www.nywift.org/article.aspx?id=79>
[accessed 30 July 2012].
Lauzen’s research was popularized to some extent by the Guerilla Girls, a group of American feminist activists
and artists who sought to increase the presence in the arts of women and people of color. The group drew on
Lauzenss findings for a billboard campaign that it executed on the streets of Hollywood and which included
posters featuring slogans such as “No woman director has ever won the Oscar”, “Women directed only 7% of the
top 200 films of 2005”, and “Female film directors [in Hollywood]: 4%”. See http://www.guerrillagirls.com.

18) Knudsen and Rowley, ‘Gender and work’

19) Evans, ‘Development’

20) The following sources were consulted: Varga Baldzs (ed.), Hungarian Feature Films 1931-1998. (Budapest:
Magyar Filmintézet, 1999); the series Filmévkonyv (the annual Film Almanac; publisher: Magyar Filminté-
zet) and the catalogues of the yearly Hungarian Film Week (Magyar Filmszemle). [ am also grateful to the
film critic and researcher Balazs Varga, to the costume designer Lilla Khoor, and to the editor Anna Kis for
their observations.

Rt
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Respecting the collaborative, hierarchical, and contested manner in which power
functions in the filmmaking process, my survey sought to answer the following questions:
Which non-acting professions boasted high numbers of women? Who were the women
who blazed a trail in their professions? What conditions might help to explain the devel-
opment of clear gender divides within a profession? Have gradual increases of women in
positions of power led to an increase in female participation generally or to changes in the
ways women are represented on-screen?

The Case of the Hungarian Film Industry

It perhaps comes as little surprise to learn that costume design was the first filmmaking
profession to be dominated by women. As early as 1945-49, as many as 31.5% of Hungarian
films — or six out of 19 — employed a woman in this position, or, to be precise, they used
the same female costume designer: Lili Suranyi. Similarly, one woman — Vitéz Mikl6sné
— worked as the production manager on four of the 19 Hungarian films made during the
period. It was not until 1981 that another female production manager worked on
a Hungarian film. Only two films featured female editors from 1945-49. This low figure is
quite surprising given the fact that shortly after this time the number of films boasting
a female editor equaled that employing a female costume designer. Where several women
worked as costume designers from 1950 to 1955, a single woman — Szécsényi Ferencné —
was the only female editor during this time. The quantity of women in a given profession
is important because it enables us to determine whether one or two individuals broke into
a profession and then enjoyed regular employment, or whether a broader penetration of
the profession had in fact taken place. Some of the women involved turned out to be the
wives and daughters of male industry-insiders. It took some time for women to break into
costume design and editing in their own right. From 1961-65, large numbers of women
became story editors. Table 1 shows that, over the years, women came to occupy a greater
diversity of positions in the Hungarian film industry. Across a twenty year period, they
made inroads into 13-14 positions. The period 1981-85 saw women occupy the greatest
number of positions: 17 in total. However, they still tended not to secure roles that enabled
them to make decisions about subject matter, the position that a film took on its subject
matter, or characterization. This high number remained fairly stable: it did not dip below
13 positions in the period examined. The post-1989 Hungarian statistics stand up favora-
bly to those returned by the aforementioned Danish and US surveys of the 1990s and ear-
ly 2000s. They do, however, show a significant drop in the number of women that had pre-
viously occupied such positions in the Hungarian film industry.

The percentage of women involved in the three most female-leaning positions in-
creased steadily during the state-socialist period (see Table 2). Women edited 90% of
films, worked as costume designers on 70-80% of them, and, in 35-40% of cases, the sto-
ry editor was female.”” These figures dropped after the system change. The drop in female

21) The credits of subsequent film do not always indicate the name of the costume designer, making the related
data somewhat precarious.
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Table 1: Women’s participation in various behind-the-screen positions of Hungarian feature film production,
1945-2005

Sources: for data 1945-1998: Baldzs Varga, Hungarian Feature Films 1931-1998 (Budapest: Hungarian Film In-
stitute, 1999); for data 1999-2005: annual Film Almanac (Filmévkonyv; Budapest: Magyar Filmintézet), catalogs
of the yearly Hungarian Film Week (Magyar Filmszemle), and www.magyarfilmszemle.hu. Numbers and per-
centages are my own computation.

number of films % of women
functions women featured in : emloying women emloying
in the position* in the position*

period 1945-49 (total number of films made: 19)

costume designer 6 31,5
production manager 4 21,0
editor 2 10,5
choreographer 1 5.2

writer 1 5,2

period 1950-55 (total number of films made: 48)

costume designer 15 31,2
editor 7 14,5
script writer 5 10,4
production manager 4 8,3

story line editor 2 4,0

lyrics 1 2,0

period 1956-60 (total number of films made: 111)

costume designer - L e : . 59 53,0
editor Ui 17 15,3
story line editor 14 12,1
set designer it T 11 9,9
script writer 7 6,3
choreographer 3 2,7
writer 3 7
consultant 1 0,9
period 1961-65 (total number of films made: 92)

costume designer AR St s e R R T 77 83,6
story line editor =3 IZH A i 2 ‘ 26 28,2
editor it i 16 17,3
script writer 9 9,7
set designer 7 7.6
assistant director ; 6 6,5
choreographer 6 6,5

writer 3 3,2

lyrics 2 2.1

director 1 1,0




92 Beata Hock: Coming into Age/ncy

number of films % of women
functions women featured in emloying women emloying

in the position* in the position*
period 1966-70 (total number of films made: 106)
costume designer 92 86,7
editor 35 33,0
story line editor 31 29,2
script writer 12 11,3
director 7 6,6
set designer 5 4,7
choreographer 5 4,7
writer 3 2.8
assistant director 2 1,8
lyrics 2 1,8
idea 1 0,9
production manager 1 0,9
music 1 0,9
period 1971-75 (total number of films made: 96)
costume designer . . 78 81,2
editor A 40 41,6
story line editor ) 34 354
script writer 13 13,5
consultant 12 12,5
director 6 6,2
assistant director 6 6.2
lyrics 5 5.4
writer 4 4,1
set designer 4 4,1
music 3 31
choreographer 1 1,0
idea 1 1,0
period 1976-80 (total number of films made: 110)
costume designer i 85 77,2
editor i R - 82 74,5
story line editor ] 45 40,9
script writer 20 18,1
director 13 11,8
writer 10 9,0
consultant 8 7.2
set designer 7 6.3
music 5 4,5
assistant director 4 3.6
choreographer 3 2.7
production manager 3 57
idea 2 1.8
lyrics 1 0.9
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functions women featured in

period 1981-85 (total number of films made: 102)
editor

costume designer
story line editor
script writer
director

production manager
consultant

writer

set designer

lyrics
choreographer

idea

sound
cinematographer
music designer
assistant director

special effects

period 1986-90 (total number of films made: 88)

editor

costume designer
story line editor
script writer
director

set designer
production manager
consultant

writer

music

special effects
sound

producer

period 1991-95 (total number of films made: 85)
editor

costume designer
script writer
director

story line editor
producer

studio manager

set designer
production manager
writer

idea

consultant
choreographer
sound

cinematographer

music
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number of films
emloying women
in the position*

e - T -]
0 W o N

W W W & o o o

R W W

—

[ BN T

-

[N}

LS SR "R PURT RN Y-

% of women

emloying
in the position*

85,2
73,5
42,1
17,6
8,8
8,8
7.9
39
29
29
29
29
2,9
1.9
k9
1,9
0,9

95,4
79,5
43,1
14,7
14,7
9,0
7.9
56
4,5
4,5
2,2
2.2
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period 1996-2000 (total number of films made: 99)

editor | JURT e T o ) - o DA T X ;
N ——————————
o—— R

production manager _
e
story line editor

set designer
director

music
choreographer
consultant
special effects
cinematographer
studio manager
writer

lyrics

sound

period 2001-05 (total number of films made: 119)

comume designer LT S A Y
cditr BT ot SR e
production manager _

producer SRR

set designer I e s Seh P
script writer “
director -

story line editor _

special effects _

music -
writer I
sound E
cinematographer l

number of films
emloying women
in the position*

% of women

emloying 7
in the position®

72,7
52,0
20,0
16,1
16,1
10,0
10,0
8,0
7,0
4,0
4,0
20
2,0
20
1,0
1,0
1,0

59,6
53,7
24,3
19,3
16,8
14,2
6,7
6,7
58
4,2
1,6
0.8
0.8

* Cases when women fill the position individually or in mixed-gender teams. For the differences between the
number/percentage of women filling the position individually or in mixed-gender teams, see Table 2.




Table 2: Number and proportion of women in selected behind-the-screen positions of Hungarian feature film production, 1945-2005 (highest numbers and percentages in bold

face type)
Position
Period
(number of films Director Script writer Storyline editor Editor Costume designer Production manager
analyzed)

1 2 3 4 1 2 3 4 1 2 3 4 1 2 3 4 ! 2 3 4 1 2 3 4
1945-49 (19) - - - - - 1 - 5.2 = = A = 2 = 10.5 - 6 - 315 - 4 - 21 -
1950-55 (48) - - - - 3 5 6.2 10.4 2 - 4.1 - 7 - 145 - 15 - 31.2 - 4 - 83 -
1956-60 (111) - - - - 7 - 6.3 - 10 14 9 126 17 153 = 59 = 53 = - - - -
1961-65 (92) 1 = 1 & 5 9 54 | 97 | 26 = || 282 | - 16 " 173 | - 77 - | 838 | - = = = =
1966-70 (106) 7 - 6.6 - 5 12 4.7 113 30 31 283 29.2 33 35 311 33 89 92 84 86.7 - 1 - 0.4
1971-75 (96) 6 - 6.2 - 6 13 6.2 135 34 - 354 - 39 40 40.6 | 41.6 78 - 81.2 - - - - &
1976-80 (110) 12 13 109 | 11.8 12 20 109 | 18.1 41 45 37.2 | 40.9 80 82 727 | 745 85 - 77.2 - 1 2 0.9 1.8
1981-85 (102) 8 9 7.8 88 6 18 5.8 17.6 38 43 37.2 | 421 85 87 833 | 852 72 75 705 | 735 8 9 7.8 8.8
1986-90 (88) 10 13 113 | 147 11 13 125 | 147 34 38 386 | 43.1 80 84 909 | 95.4 69 70 784 | 795 3 7 34 7.9
1991-95 (85) 12 15 141 | 176 11 28 129 | 329 21 - 247 - 72 80 846 | 94.1 51 58 60 68.2 3 7 35 8.2
1996-2000 (99) 7 9 7 9 8 16 8 16 10 = 10 = 58 72 58.5 727 44 52 44 52 14 16 14.1 16.1
2001-05(119) 8 = 6.7 - 8 17 4.2 14.2 4 8 33 6.7 59 64 49.5 | 53.7 63 71 52.9 | 59.6 23 29 193 | 243

1 Number of films with a woman in the position
2 Number of films with a mixed-gender team in the position (when applicable)

3 Percentage of women in the position

4 Percentage of with mixed-gender teams in the position (when applicable)

Sources: for data 1945-1998: Balazs Varga, Hungarian Feature Films 1931-1998 (Budapest: Hungarian Film Institute, 1999); for data 1999-2005: annual Film Almanac
(Filmévkionyv; Budapest: Magyar Filmintézet), catalogs of the yearly Hungarian Film Week (Magyar Filmszemle), and http://www.magyarfilmszemle.hu/. Numbers and
percentages are my own computation.
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story editors was no doubt a product of the position being phased out as the Hungarian
industry transitioned from the film cooperatives or “units” of the socialist period to the in-
creasingly decentralized structure of the nascent free market. The quantitative data only
permits the drawing of preliminary hypotheses about the decreasing number of female
costume designers and editors, and, by extension, the growing number of men that moved
into these positions. This shift was perhaps partly down to increased competition for work
that followed the restructuring of the industry along capitalist lines. As far as costume de-
sign is concerned, doors may have been closed by the emergence of powerful figures who
bought up the hitherto state-owned prop warehouses, thereby preventing other designers
from accessing the tools of their trade.?” As for editing: a shift from largely manual to dig-
ital processes certainly resulted in greater numbers of men gravitating to, or remaining in,
the profession, perhaps due to their having gained experience of working with similar
technologies in spheres such as advertising.

The 1980s witnessed an increase in the recruitment of female production managers.
However, even though women held 20% of these positions, they were more often than not
teamed with one or more men. Standalone female producers accounted for only 5% of the
films produced between 1991 and 2005, compared to the 18% that were made with
a mixed-sex team. Only 3% of production managers were women. Although the function
and status of today’s producers and the production managers of the socialist industry do
not completely overlap, it is interesting to point out a relative similarity concerning their
feminization. Sharon Krum responded to the findings of Martha Lauzen’s study on female
participation in some sectors of the American film industry by asking: “How [can we] ex-
plain the number of women executives in Hollywood, where six studios now have female
heads of production?”?® Although she stops short of offering an explanation, Krum im-
plies that women stood a greater chance of succeeding in administrative and managerial
aspects of the business than they did in high-level creative positions. Lauzen dubs this
phenomenon “the Celluloid Ceiling”; a term designed to call to mind the invisible barri-
ers to career development that social scientists called “the glass ceiling”, whereby women
can see the potential for professional upward mobility but are prevented from realizing it.
As the studies cited above suggest, there appears to be a barely penetrable celluloid ceiling
in the Hungarian film industry, one that separates low-level behind-the-scenes roles and
top “above-the-line” creative positions.

Women rarely worked as camera operators. The idea that their underrepresentation in
this position may be down to the physical demands of the job is, however, more relevant
to earlier times — when heavy 35mm cameras were used — than to the contemporary pe-
riod, which has seen increased use of lightweight digital cameras. As such, the rare occa-
sions on which women did work as camera operators are largely restricted to the 2000s.

Throughout the period under examination, women were underrepresented in posi-
tions that meaningfully influenced on-screen representation: screenwriters and directors.
Women scriptwriters increased from a zero in 1945-49 to a modest 12.5% (or 18.1% as co-
writers) in socialist times, before falling to 4.2% (or 14.2% as co-writers) in the first fifteen

22) This factor was suggested by the costume designer Lilla Khoér and by the editor Anna Kis.
23) Krum, ‘Beware!.
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years of democracy. The highest proportion of women writing original screenplays or who
had written literary works that were adapted for the screen was 12.9% (1991-95) and 7.2%
(1976-80) respectively. In both cases, these high water marks were followed by a rapid de-
cline, which in 2001-05 hit an all-time low of 1.6% and 4.2% respectively.

Women were remarkably slow to break into directing. Interviews with television direc-
tor Lili Suranyi indicate that the industry saw the very idea of a female director as unfea-
sible:

When in 1957 a townsman of mine was appointed director of the national film stu-
dios, I was there the following day. He indeed asked me what kind of job T would
want to take. “I wanna direct!” Back then it sounded like a foolish idea. A female di-

rector? ... Even female assistant directors were hard to find back then.?*

Following the emergence of Eva Zsurzs in 1966 and of Marta Mészaros in 1968, the
number of films directed by women rose from 6% to 15%. This figure remained fairly sta-
ble in the early 1990s, when 17.6% of Hungarian films were directed or co-directed by
a woman, before it dropped in 2001-05 to 6.7%. In the early 1960s, Eva Zsurzs became the
first woman to direct Hungarian narrative feature films.”” She primarily adapted classical
Hungarian novels for television, although they were also screened theatrically. Marta
Meészaros was the first woman to direct major Hungarian feature films. In her autobio-
graphical work DIARY FOR MY LOVERS (1987), Mészaros recalls how she was treated in
a patronizing way when she sat an entrance exam at the Budapest Film School. She sug-
gests that deeply entrenched sexism, rather than institutional obstacles, blocked her way.
On account of her distinctly women-centered films, Mészaros became an important figure
in discussions of how Hungarian women directors represented female characters on the
screen, with the thematic concerns and stylistic qualities of her films securing Mészaros
the attention and recognition of feminist film scholars and commentators around the
world. Her early films feature mainly working-class characters that are required to deal
with issues relating to reproduction, middle-age womanhood, and destructive interper-
sonal relationships. Mészaros also sought to preempt the possibility that her films would
lend themselves to a controlling male gaze. Stylistically, she avoided fetishizing the female
body; narratively, she minimized male protagonists, in favor of explorations of relation-
ships between women.

Two female directors — Livia Gyarmati and Judit Elek — made their feature film de-
buts in 1969, after which point, between one and four women broke into the profession in
each of the subsequent five-year periods. These breakthroughs may initially appear prom-
ising was it not for the fact that the women in question still represented a tiny minority of
the directors working on Hungarian films. At their most prominent, women comprised
only 11% of directors in 1976-80, when they helmed 12 of the 110 films made, and 14% in
1991-95, when they were responsible for 12 out of 85. The most recent period shows a de-

24) Surényi, ‘Csinaljak ezt ma utanunk!.
25) Before Zsurzs, Lia Simonyi made documentaries and short films between 1939-53, after which she immi-
grated to, and continued to work in, Switzerland. See Cunningham, Hungarian Cinema, p. 113.
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cline in the percentage of female-directed Hungarian films: of the 119 made form 2001-
05 only eight or 6.7% were helmed by women. Moreover, apart from Mészaros, whose for-
ty-year career marks her as the most prolific female filmmaker in East-Central European
cinema, Hungarian women have to date directed only small numbers of film.?® Where
Mészaros directed 21 feature films in the period examined, Livia Gyarmathy made only
eight, Eva Zsurzs six, and Judit Elek and Gyorgyi Szalai five respectively. In line with
Lauzen’s findings, directors such as these nevertheless increased female participation in
Hungarian filmmaking because they often choose to collaborate with female scriptwriters,
story editors, editors, and advisors rather than their male peers.

Undermining Gender Hierarchies

A survey of Hungarian female directors does not allow us to draw the conclusion that
feminist film practice has a strong track-record in Hungary. The handful of women direc-
tors who broke into the industry tended to make only a small number of films which rare-
ly featured female-dominated casts of characters. Those who did make female-dominated
films do not necessarily perceive their work as feminist, even though their films clearly ad-
dressed feminist concerns and even though the directors — most notably Mészaros —
sometimes take an activist stance. Instead, a number of films that were made by men in the
late 1960s through to the 1980s centralized socially- and historically-situated female char-
acters, as opposed to objectifying, vilifying, or blindly revering them.?” Petra Handkova
observes similar dynamics in Czechoslovak cinema but suggests that relatively valuable
portrayals were limited to the 1950s. However, where Hanakova suggests a disjuncture be-
tween representational tendencies bringing in capable women and the heavy political con-
trol of culture at the time, it is possible to draw a different conclusion about this “visual
paradox”*® The content of the films of the 1950s can in fact be seen to have derived from
the political discourse of the day; the new socialist agenda is articulated in the form of ac-
tive, self-sufficient female characters. In short, these representational patterns were possi-
bly facilitated by the preeminence of the “women’s question” — women’s equality and lib-
eration — in communist rhetoric and policy, as well as by the high levels of public
visibility that women experienced during state-socialism. Hanakova finds it similarly par-
adoxical that the liberalization of the 1960s precipitated an end to this form of representa-
tion in Czechoslovak Cinema. Such conditions did not, however, see a marked shift in
gender representation in Hungarian films. On the contrary, favorable portrayals of female
characters of various ages and from social backgrounds proliferated and became ever
more varied and nuanced throughout the socialist era as a means of addressing not only
women but a general audience as well.

26) See lordanova, Cinema of the Other Europe, pp. 119-42. This situation also characterized the Hollywood di-
rectors surveyed by Krum. See Krum, ‘Beware!’

27) For a detailed study of these forms of representation see my forthcoming monograph. Here i can only brie-
fly summarize my related propositions in an effort to show how the statistical industry survey and the qua-
litative analysis come together in that book.

28) Hanakova, ‘From Marka the Bricklayer’
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The largely favorable depiction of women in Hungarian cinema was also likely influ-
enced by the modes of production that characterized the socialist period and the free mar-
ket. During the former, the production and distribution of films was underwritten by the
state, thereby ensuring a film's domestic release and partially freeing its makers from the
type of profit-seeking that characterizes the free market.*® This model exerted an influ-
ence upon film content, in terms of subject matter, stylistic choices, and representation.
From the 1960s to the 1980s, it gave rise to experimental and cerebral filmmaking that en-
couraged active, interpretive consumption. While it was not a direct result of feminist in-
tervention, this “cinema of moral concern” transformed the codes of classical narrative
cinema in ways similar to the “counter-cinema” that was called for by some feminists. It is
therefore possible to suggest that feminism — as a specific politics defined by Western the-
ory and experience — was (and is) not the only vehicle for challenging gender hierar-
chies.””

In the 1990s and 2000s, the prevalence of female protagonists dropped in Hungarian
films. This marginalization has been interpreted in some quarters as an attempt to recu-
perate masculinity against the backdrop of new “post-emancipation” democracies that are
marked by the re-affirmation of gendered hierarchies in the public- and private-sphere,
and by a denial of many of the goals and achievements of state-socialism — including its
positions on gender equality. Other film scholars have suggested that the shift is emblem-
atic of far-reaching recent processes affecting East-central European cinema. The latter
typically propose that “values, concepts, visions, and even technical details have been af-
fected by this acute crisis” — to which it might be added that such a crisis has also flat-
tened the ways in which women and women’s issues have been treated on the screen®’

Since the completion of the research upon which this essay draws, female students are
no longer in the minority at Hungarian Film Academy. It remains to be seen whether this
new generation of creative practitioners includes female filmmakers who generate sizable
bodies of work, and how the style and content of their films help to shape Hungarian cin-
ema.

29) Csala Karoly, ‘Helyzetkép a magyar filmrol, <http://www.filmkultura.iif.hu/regi/1999/articles/essays/csala.
hu.html> [accessed June 12, 2012]; lordanova, Cinema of the Other Europe, p. 27-28; Cunningham, Hunga-
rian Cinema, p. 117.

30) This position echoes Iordanova’s assessment of socialist cinema. See lordanova, Cinema of the Other Europe,
pp. 108-16.

31) Krisztina Sztojanova, ‘Rendszervaltas a kelet-eurdpai mozikban;, transl. Katalin Battydn, Eszmélet, no 35
(1997), p. 24; see also Anna Varga, ‘A film szaz év maganya: A magyar kapitalizmus mivészetellenessége és
a filmkultura konfliktusa, Eszmélet, no. 73 (2007), pp. 102-39; Andrew Horton, ‘Passive and pubescent: pe-
culiar gender politics in Central European Cinema, Central Europe Review, no. 34, 17 May 1999.
<http://www.ce-review.org/kinoeye/kinoeye34old.html> [accessed 3 June 2012].
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SUMMARY

Coming into Age/ncy.

Women in Filmmaking — The Hungarian Case

Beata Hock

This essay considers the extent to which women participated in the Hungarian film industry, and
how they contributed to the nation’s cinema, between 1945 and 2005. It therefore compares these
phenomena under state-socialism and capitalism. An exploration of the ideological, social, and ma-
terial conditions of cultural production provides the conceptual background of the essay. Data gen-
erated by empirical research is approached from a feminist perspective that takes into account relat-
ed debates about the manner in which increases in the number of female cultural producers
influence film content. I argue that during state-socialism a comparatively strong female presence in
film production reflected the broader promotion of female employment. At this time, women broke
into some positions and saw their numbers grow in others, but at the same time they were less like-
ly than men to assume positions of authority or exert a meaningful influence over the creative pro-
cess. Hungary’s transition to capitalism brought with it a transformation in the gendered distribu-
tion of labor in the national film industry, with the number of women in behind-the-scenes positions
such as costume designer, editor, and story editor all dropping below levels experienced during

state-socialism.




-

Nové rubrika ,Hlasy z praxe* reaguje na skute¢nost, ze v Cesku chybi ¢asopis, ktery by pravidelné
prezentoval nazory filmovych a televiznich profesionalii. ,,Hlasy z praxe® pfinesou tivahy o nastupu-
jicich trendech a dosud skrytych problémech ¢eskych audiovizudlnich médii, jak je vnimaji zkuseni
insidefi — zastupci a zastupkyné kreativnich ¢i manazerskych profesi, ktefi maji predpoklady reflek-
tovat sviij obor na zikladé dlouhodobé osobni zku§enosti a z kritického nadhledu. Budou odhalovat
skrytd uskali za zdanlivé jednoduchymi fesenimi, ale zdroven nabizet vyhledy do budoucna a zasa-
zovat specifické rysy ¢eskych médii do mezinarodnich souvislosti. Rubrika si klade za cil zprostred-
kovavat ¢tenafim soucasné zptisoby mysleni filmovych a televiznich praktiki a napomadhat dialogu
mezi medidlnim priimyslem a akademickou sférou. Zastituje ji projekt FIND, financovany z pro-
stredkt Evropského socidlniho fondu (www.projectfind.cz), ktery stoji také za blogem podobného
zamérfeni, zvefejiiovanym na webovych strankach casopisu Respekt (filmindustryinternshipproject.
blog.respekt.ihned.cz).

4

—
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aneb Pocdtky minoritnich koprodukci v Cesku

Tento ¢lanek jsem napsal na zakladé svych zku-
Senosti s praci na minoritnich koprodukcich
v ramci nasi spole¢nosti Evolution Films. Mym
cilem neni faktograficky prehled v§ech minorit-
nich koprodukci, jejich rozpocti, udélené pod-
pory atd., ale spide analyza praktické stranky
véci. Pochopitelné tak budu ¢init predeviim ze
svého osobniho pohledu producenta, takze by
nasledujici text mél byt chapan spise jako sub-
jektivni a polemicka uvaha nez pokus o obecné
platné zavéry.

Co je to minoritni koprodukce

Minoritni koprodukce je koprodukce z pohledu
koproducenta s matematicky (nej)mensim ko-
produkénim vkladem. Cisté matematicky po-
hled v§ak neni dostacujici, a proto je potteba pro
tento ¢lanek pojem ,,minoritni koprodukce® zu-
zit. Casto se totiz koproducenty celovecernich
filma stavaji napfiklad pajcovny filmové techni-
ky nebo postprodukéni studia, ktera bezplatné
vkladaji do vyroby svoje technické vybaveni,
a i kdy?Z je toto mnohdy dilezitou ¢asti financo-
vani filmu, neni to pro naplnéni smyslu vyse
uvedené definice postacujici. Ve svém ¢lanku se
tedy budu zabyvat pouze mezindrodnimi mino-
ritnimi koprodukcemi v uz$im smyslu: kopro-
ducentem je soukromd produkéni spolecnost,
jejimz hlavni pfedmétem podnikani je vyroba
pavodnich audiovizudlnich dél, a to pfevazné
celovecernich hranych (a dokumentdrnich) fil-
mii. Tato spolecnost pak v pozici minoritniho
koproducenta zajistuje financovani filmu prede-
v§im z jinych nez vlastnich zdroji. Pro potieby
tohoto ¢ldnku se zaméfim hlavné na zdroje ve-
fejné, tedy filmové fondy jednotlivych zemi, kte-

ré v piipadé minoritnich koprodukci hraji ¢asto
rozhodujici roli. Tento ¢lanek se také nebude za-
byvat projekty, kdy jedinym ceskym vefejnym
zdrojem financovani jsou prostfedky z Progra-
mu podpory filmového priimyslu (PPFP). Zaji-
maji mé predevsim takové minoritni koproduk-
ce, které hledi na uméleckou kvalitu a jde jim
o spojovani riznych ndrodnich kinematografii
do organického celku.

Pro¢ koprodukovat

Motivace, pro¢ se stit minoritnim koproducen-
tem, mohou byt velmi riiznorodé a lisi se projekt
od projektu, producent od producenta atd. Ze
svého pohledu vidim tfi zakladni davody: cel-
kovy potencial projektu, uméleckd ucast mino-
ritniho koproducenta a finance, pficemz se do-
mnivam, Ze v praxi se uplatiuji viechny tfi. Za
nejdulezitéjsi povazuji ten prvni, kdy minoritni
koproducent vidi v daném projektu uréity po-
tencidl, libi se mu dané téma, nebo prosté jen
touzi po tom stat se jeho soucdsti. Jelikoz filmo-
vé uméni je postaveno na emocich, i rozhodnu-
ti v tomto piipadé byvaji casto emocionalné
ovlivnéna, a tim padem také velmi osobni az ira-
ciondlni. Druhy divod — umélecka ucast — je
napfiklad to, Ze minoritni koproducent vi, ze
pro dany projekt je konkrétni umélec z jeho teri-
toria tou jedinou a spravnou volbou. Duvod fi-
nancni je jasny — potencidlni minoritni kopro-
ducent vidi, Ze by mohl ziskat na svou stranu
vyrobu filmu, a z ni mit potencidlni provizi. Pro-
to se snazi zajistit ve svém teritoriu minoritni fi-
nancovani, které majoritniho koproducenta
muzZe presvedcit pro vyrobu filmu v zemi mino-
ritniho koproducenta. Tento diivod vsak vidim
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jako zasadni spiSe v piipadé spolecnosti, které se
primdrné orientuji na servisni produkci, kde je
ziskana dotace prijemnym ,bonusem” pro ma-
joritniho koproducenta. S konkrétni motivaci
minoritntho koproducenta pak také souvisi
i jeho postaveni vici ostatnim koproducentiim
a majoritnimu koproducentovi. Pokud se mino-
ritni koproducent stane i vyrobcem filmu, tedy
je zodpovédny za celé natdceni, jedna se o posta-
veni relativné vyhodné. Pochopitelné ma vidy
posledni slovo majoritni producent, nicméné
minoritni koproducent ,drii otéze® naticeni
a skrze né je schopen hodné véci
V tomto pripadé ma vsak vétsi kontrolu spise
nad finan¢ni nez kreativni strankou véci. Pokud
skrze minoritniho koproducenta do projektu
vstupuje i klicovy autor, je pochopitelné jeho
postaveni velmi silné ve smyslu kreativniho vli-
vu na celkovy vysledek.

ovlivnit.

Historie minoritnich koprodukci v Cechach

Minoritni koprodukce v nasem slova smyslu,
tedy podpofené Statnim fondem CR pro podpo-
ru a rozvoj ceské kinematografie, jsou pomérné
novou zlezitosti. Statni fond CR nebyl dlouha
léta této podpore prilis naklonén, a pokud pod-
potil jiny nez ¢esky film, jednalo se hlavné o fil-
my slovenské. Viibec prvni minoritni koproduk-
ci podporenou Statnim fondem byl polsky film
Yuma (rezie Piotr Mularuk), pficemz tuto pod-
poru se podaftilo ziskat v roce 2009 (film byl do-
konéen aZ v roce 2012). Do té doby nebyla Ces-
ka republika vnimana jako potencidlni partner
pro minoritni koprodukce. V 90. letech byla CR
mezi zahrani¢nimi koproducenty a fondy zna-
ma bud jako skvélé a vyhodné misto k naticeni
vysokorozpoctovych studiovych filmi, nebo
jako zemé, jejiz filmy je potfeba podporovat,
protoze zdejsi systém financovani kinematogra-
fie se tehdy teprve rozvijel. Francie a hlavné Né-
mecko hojné podporovaly a az do dnes$nich dni
minoritnim financovdnim podporuji nase filmy.
Po roce 2000, kdy pocet ceskych filmi podpote-
nych ze zahrani¢i minoritnim financovanim byl
jiz relativné vysoky a samotna ¢eska kinemato-
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grafie se vzpamatovala z dob porevoluéni trans-
formace, evropské kinematografie zacaly po
pravu ocekavat, ze nyni bude Cesko poskytovat
minoritni financovani takfikajic ,na oplatku”.
Toto viak az do podpory filmu Yuma nebylo
mozné, vie se definitivné zlomilo teprve v roce
2010, kdy Statni fond CR pochopil vyznam mi-
noritnich koprodukci a ze svého rozpoétu alo-
koval ro¢né ekvivalent priblizné jednoho milio-
nu EUR pouze na jejich podporu. Obvykla
podpora jednotlivych minoritnich koprodukci
se v zahrani¢i pohybuje maximdlné kolem
200.000 EUR a Statni fond CR se chova v pod-
staté podobné. Castéjsi jsou viak podpory nizsi,
kolem dvou nebo tii miliona K¢.

Evropskd umluva o koprodukci

Zakladni mezindrodni pravidla, kterymi se fidi
obecné viechny koprodukce, jsou zakotvena
v Evropské timluvé o filmové koprodukei.” Tato
stanovi, Ze v pfipadé dvoustranné koprodukce
nesmi podil minoritniho koproducenta kles-
nout pod 20 procent a v pripadé tfistranné ko-
produkce pod 10 procent. Déle umluva stanovi,
ze se kazdy koproducent na filmu musi podilet
v mife prislusné svému podilu i technicky
a umeélecky. Minoritni podil smi klesnout i v pri-
padé dvoustranné koprodukce na 10 procent,
kdyz se takovdto koprodukce nazyva ,finan¢ni”
a neni pozadovana technickd a umélecka ucast.
Splnéni podminek Umluvy je zakladnim a zi-
sadnim predpokladem jakékoli minoritni ko-
produkce v nasem slova smyslu, jelikoZ je pod-
minkou pro pfistup k vefejnym zdrojim
financovani v kazdé ze zcastnénych zemi.

Princip reciprocity

mezi jednotlivymi zemémi

Jak jsem zminil vy3e, zahrani¢ni producenti
a jejich fondy ocekavali, ze Statni fond CR bude
postupné opétovat jejich podporu. Princip reci-
proéni spoluprice mezi jednotlivymi fondy je
v zépadni Evropé pomérné bézny a fondy i kon-
krétni producenti spolu na této bazi dlouhodo-
bé spolupracuji. V soucasné dobé je toto velky

1) Viz online: <www.mbkcr.cz/assets/statni-fondy/fond-pro-podporu-a-rozvoj-ceske-kinematografie/ Evropska_
umluva_o_filmove_koprodukci.doc> [cit. 7. 1. 2013].
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problém mezi Ceskou republikou a Polskem.
Polsky filmovy institut (PISF), ktery od svého
zalozeni v roce 2005 disponuje na polskou kine-
matografii nebyvalymi prostfedky, zacal velko-
ryse podporovat minoritni koprodukce vysoky-
mi castkami (REMBRANTOVA NOCNI HLIDKA
reziséra Petera Greenawaye byla polskou mino-
ritni koprodukci podpofenou takika jednim
milionem EUR) a pozdéji podporil i fadu ces-
kych filmi (napf. Karamazovi, VE sTiNv,
GHETTO JMENEM BALUTY). Statni fond CR viak
podle dostupnych informaci zatim podporil
pouze jeden polsky film (YuMa) a PISF na dalsi
minoritni koprodukce s CR uvalil neoficilni,
avsak o to pevnéjsi embargo. Oproti tomu vétsi-
na némeckych fondi stile bere CR jako zemi
s niz§im rozpoctem na podporu kinematografie,
sami se citi finan¢né silnéjsi a i kdyz by je reci-
pro¢ni podpora z ceské strany potésila, neni pro
né tak zasadni jako pro Poldky. Naptiklad Mi-
tteldeutsche Medienférderung (MDM) podpo-
rovala hojné ceské filmy, ale teprve v lonském
roce se podarilo podporit z ceského fondu né-
mecky film SpuTNIK, ktery ma domovské terito-
rium pravé v regionu MDM (&eskym koprodu-
centem je spolecnost Negativ).

Kritéria ,,koprodukovatelnosti“

Rozhodnuti o vstupu ¢eského minoritniho ko-
producenta do zahrani¢niho projektu vzdy zavi-
si na mire zapojeni technickych a umeéleckych
slozek do celkového tvirc¢iho procesu filmu.
Obecné lIze Fici, Ze asi nejpfirozenéjsi prilezitos-
ti pro koprodukci je projekt, kdy jsou Ceska re-
publika, ceska historie nebo ¢eské postavy pfiro-
zené zakotveny v pfibéhu. Nutno vsak Fici, Ze
toto se prili§ ¢asto nestavd, a tak hned dal$im
kritériem je to, ze se dany projekt v Ceské repub-
lice, at uz z finan¢nich nebo uméleckych davo-
di, ma natacet. Z pohledu majoritniho kopro-
ducenta je moZnost financovéni v zemich, ve
kterych by mohl natacet, velmi dilezitym krité-
riem pro findlni rozhodnuti. Toto jsou kritéria
pfirozend, ale ¢asto se miZeme v praxi setkat
s tim, Ze majoritni koproducent hledd dalsi fi-
nancovani, a proto vymysli, Ze ta a ta postava
mtze byt tfeba z Ddnska, zvukova postprodukce
se mize udélat v Némecku atd. Je jasné, Ze se po-
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zadavkiim ostatnich koproducentt a financuji-
cich subjekt musi projekt prizpusobit, nicméné
by to nikdy neme¢lo byt na ukor vysledné kvality
filmu. V praxi jsou proto nasim cilem pfi vybé-
ru (potencidlnich) minoritnich koprodukci ta-
kové projekty, kde nase ticast mad své opodstat-
néni a mize byt pro vyslednou podobu filmu
podstatnym piinosem. Nase spole¢nost dopo-
sud realizovala tfi minoritni koprodukce: Yuma
(rezie Piotr Mularuk, producent Yeti Films Pol-
sko), ddle LOVE (rezie Jakub Kroner, producent
Inout Studio Slovensko) a DETEKTIV DOWN (re-
zie Bard Breien, producent Friland Produksjon
Norsko, koproducent Nimbus film Dansko).
Divody, pro¢ jsme do nich vstoupili a jakym
zplsobem jsme se jich tcastnili, uvedu dale.

Nase zkusenosti s konkrétnimi projekty
Uplné prvni minoritni koprodukci, kterou jsme
zafinancovali predev§im ze Statniho fondu CR,
byl polsky film Yuma, pojednavajici o divoké
porevolucni transformaci v polsko-némeckém
pohranic¢i. Development projektu jsem sledoval
pomérné dlouho a podstata pfibéhu mne velice
zaujala. Chtél jsem byt soucasti filmu, ktery o di-
vokych devadesatych letech hovofi zcela uptim-
né a oteviené, protoZze podobny pocin mi v ces-
ké kinematografii chybél. Zaroven jsem védél, ze
rezisér Piotr Mularuk dokaze toto téma pojmout
divicky atraktivnim, ale ziroven ne povrchnim
zplsobem, coz se myslim podafilo. Kromé dota-
ce od Statniho fondu CR do filmu Yuma vstou-
pily vécnym plnénim jako dal$i koproducenti
spolecnosti Studio Bystrouska a Avion Film.
Oba tyto subjekty byly také velice dulezitymi
tviir¢imi slozkami. Kontaktni zvuk a sound de-
sign zajidfovali Cesti zvukafi, coz byla nase spo-
lecna volba s Yeti Films, ktefi si byli védomi
toho, Ze roven zvukové postprodukce je v Ces-
ku vyssi nez v Polsku. Poslednim a velmi dalezi-
tym ucastnikem z ceské strany byl skladatel Jan
P. Muchow, jehoZz hudba velmi pozitivné ovliv-
nila vyslednou podobu filmu. Pro film Yuma
bylo potieba vytvorit vicezanrovou hudebni
slozku a zdroven pisné, které by parafrazovaly
hudbu z klasickych westerni. Po spole¢ném
zvazeni riznych moZnosti jsme se s Yeti Films
rozhodli pravé pro Jana P. Muchowa.

—
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Do nasi druhé minoritni koprodukee, sloven-
ského filmu LOVE, jsme se zapojili opét zcela
pfirozené, a to tak, Ze jednoho z mych kolegu,
Ondreje Zimu, kontaktovala slovenska produ-
centka Adriana Kronerova, aby se na filmu po-
dilel jako vykonny producent. Ondfej tuto na-
bidku pfijal, a protoze ve scénari vidél velky
potencidl, pokusil se ziskat dotaci od Stitniho
fondu CR a uspél. Hlavni argumenty byly, Ze
film L6vE nabidne dobrou ,,domaci* alternativu
hollywoodskych filmt pro teenagery, Ze ¢dst po-
stprodukce probéhne v Praze a predevsim sku-
te¢nost, Ze LOVE stitha cesky stfiha¢ Otakar Se-
novsky.

Nasi zatim posledni minoritni koprodukci je
film DeETEKTIV DOWN norského reziséra Barda
Breiena, ktery je v tuto chvili ve fazi postproduk-
ce a je pro nas zatim nejkomplikovanéjsim pro-
jektem. Na film DeTEkTIV DOWN se podafilo
ziskat grant Statniho fondu CR, dotaci z Progra-
mu podpory filmového primyslu a poprvé ve
své historii vstoupila do minoritni koprodukce
Ceska televize. Diilezitym kritériem , koprodu-
kovatelnosti“ v tomto pripadé bylo, Ze se cely
film natacel v Ceské republice, a to z diivodi ne-
jen finan¢nich, ale i uméleckych. Svou roli se-
hrala také vysoka popularita predchoziho filmu
Barda Breiena KURZ NEGATIVNIHO MYSLENi
u ceské verejnosti i mezi domacimi filmovymi
profesiondly. Zasadni tviréi vklad za ceskou
stranu prinesl architekt Jindfich Ko¢i, ktery do-
kazal plnit pozadavky reZiséra tak efektivné, jak
by to z hlediska komplikované vypravy a lokaci
v Norsku nikdy neslo.

Podpora minoritnich koprodukci

v okolnich zemich

Velmocemi minoritnich koprodukei jsou prede-
v8im Francie a Némecko. Obé tyto zemé maji
natolik silny systém podpory kinematografie, ze
si mohou dovolit cilené financovat minoritni
koprodukce ve velké mife, a to predevsim ze
zemi ekonomicky slabich. Francouzské CNC
(Centre national du cinéma et de I'image ani-
mée) ma pro tyto potfeby i konkrétni grantové
programy. Historicky to byly pfedev§im progra-
my na pomoc financovani filmi rozvojovych
zemi. V devadesatych letech jsme takovouto
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zemi z pohledu Francie byly i my, a tak se Fran-
cie podilela napfiklad na filmu Jana Svérika
Kovrja. Némecko i Francie maji i naddle razné
fondy na podporu takzvanych tretich zemi, kte-
ré viak jiz nezahrnuji Ceskou republiku. Loni
ale CNC otevfelo program zaméreny na nefran-
couzské, predevsim autorsky ladéné umélecké
filmy, kam tedy lze zahrnutou i projekty z Ceské
republiky. Z ¢eskych projekti v tomto programu
zatim uspél piipravovany film Petra Viclava
CEesTA VEN. Kam az mé znalosti sahaji, Némec-
ko nema kromé podpory filmu ze tfetich zemi
cilené orientovany program na podporu nené-
mecky mluvenych filmia, nicméné je dlouhodo-
bé v této oblasti velmi aktivni. Obecné lze fici, ze
se jak Némecko, tak Francie zaméfuji predevsim
na filmy z naseho pohledu exotickych kinema-
tografii, které maji velky festivalovy potencial.
A to bud kvili zavedenym tvirctim, nebo kon-
troverznim témattiim z vybusnych oblasti po ce-
lém svété. Némecko kromé hojné podpory filmi
tureckych, egyptskych, albanskych apod. viak
také dlouhodobé minoritné podporuje filmy
teské. Predevsim se podafilo navazat velmi silné
spojeni Ceské produkcni spolecnosti Negativ
a némecké spole¢nosti Pandora. Némecko,
Francie a ob¢as Polsko podporuje minoritni ko-
produkce predeviim proto, Ze festivalové uspé-
chy téchto filmi zvysuji filmovou prestiz dané
zemé, Ceskd republika si pochopitelné takto
hojnou minoritni podporu dovolit nemze, nic-
méné se v omezené mife snazi chovat podob-
nym zplsobem. V tomto kontextu bych uvedl
pripad podpory majoritné gruzinského projektu
KUKURICNY OSTROV (1. George Ovasvili, mino-
ritni ¢esky koproducent Axman Production),
ktery ma velky festivalovy potencidl, a mize tak
pomoci zviditelnit ¢eskou kinematografii.

Legislativa a pravidla pro financovani
minoritnich koprodukci

Vétsina zahrani¢nich fondi ma jasné stanovené
podminky podpory minoritnich koprodukci.
V pfipadé némeckych a francouzskych fondi to
vétSinou byva povinnost utratit 100 az 200 pro-
cent ziskané dotace v regionu daného fondu. To
znamena, Ze je nutné v dané zemi ziskat jesté
jiné financovéani nez z fondu nebo ze svého fi-

1
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nancovani ,poslat” néjaké penize na uatratu
v zemi minoritni podpory. V praxi to tedy miize
mit za ndsledek, ze ziskané dotace se eskému
koproducentovi nevyplati, jelikoz za sluzby
nebo zboZzi musi utratit vice, nez kolik by za né
zaplatil v CR. Zaroven miiZe byt také cesky pro-
ducent nucen nesmyslné a nepfirozené zallenit
Némecko do pfibéhu, tocit tam atd. Samoziej-
mym pozadavkem fondii je také urcita umélec-
ka ucast.

Polsky filmovy institut ma pro minoritni ko-
produkce podminku, Ze mizZe pfispét pouze do
vy$e 50 procent celkového polského finan¢niho
vkladu. Polsky minoritni koproducent tak ma
povinnost zajistit dal$ich 50 procent z jinych
polskych zdroji. V praxi je toto kritérium viak
velmi tézko splnitelné a z mého pohledu jde tro-
chu proti myslence podpory minoritnich kopro-
dukei evropskych filmii. Je totiz zcela neredlné
ziskat naptiklad penize z predprodeje prav ces-
kého filmu do polské televize, jako je nemozné
ziskat ¢astku rovnajici se dotaci z Fondu od Ces-
ké televize na polsky film.

Statni fond CR alespon prozatim zédnéd pevna
kritéria pro minoritni koprodukce nema, nic-
méné obvykle je pro néj zdsadni predevsim cel-
kové kvalita projektu, déle vyzaduje vyraznou
uméleckou uéast z CR, zajisténou distribuci
v Ceskych kinech a vyhodou je utrata alespon
100 procent dotace v Ceské republice. Tato vol-
néjsi kritéria ze svého pohledu vidim jako vyho-
du, protoze mohou umoznit Ceské republice
cast i na projektech, které za to stoji, avsak kte-
ré by nikdy nebyly schopny dostat napriklad po-
vinnosti 200 procent utraty ze ziskané dotace
v Ceské republice. Zdlezi tedy na urcité osvice-
nosti a erudovanosti ¢lent Rady Fondu, ktery
projekt podpofia pro¢. V leto$nim roce na pole
minoritnich koprodukci vstoupila také Ceska
televize, ktera se rozhodla koprodukovat hned
¢tyfi: DETEKTIV DOwN, ZAZRAK, POTRUBI
a PREs HRANICI Nové vzniklé Filmové centrum
Ceské televize v tuto chvili pilné pfipravuje nové
smlouvy, nicméné doposud se i na minoritni ko-
produkce musi uzavirat standardni koproduk¢-
ni smlouva dle vzorii Ceské televize. Vzhledem
k tomu, Ze tento smluvni vzor je usit na miru
¢eskym filmam, Casto jsou nékteré pozadavky
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v ptipadé minoritni koprodukce, kdy cesky pro-
ducent md na celkovy projekt maly vliv, takika
nesplnitelné.

Vyhody a rizika minoritnich

koprodukci

Spoluprace na minoritnich koprodukcich s se-
bou muze v urditych pripadech nést jista rizika,
ale v zdsadé jsou urcité mensi nez u vlastni pu-
vodni produkce. Minoritni koproducent nenese
zodpovédnost za cely projekt a pochopitelné i fi-
nancni rizika jsou nizsi. V piipadé uspéchu ho-
tového filmu vsak i minoritni koproducent zis-
kava kredit, Ze se na filmu podilel. Mij ndzor je,
ze neni dobré se specializovat pouze na minorit-
ni koprodukce a produkéni spolecnost by je
méla vyvazovat vidy i vlastnimi tituly. Orienta-
ce na minoritni koprodukce mize navenek vy-
padat jako neschopnost dané spolec¢nosti vyvi-
nout vlastni ldtku a plné ji zafinancovat.

Obecné se minoritni koproducent musi poty-
kat s tim, Ze nemd na celou véc dostatecny vliv,
at uz vyrobni, finan¢ni nebo umélecky. V pfipa-
dé filmu Yuma byla v moci ¢eské strany celd po-
stprodukce, nicméné samo nataceni bylo zcela
mimo nas vliv. Mohlo by se zdat, ze to zasadné
nevadi, aviak spoustu probléma, kterym by se
za nasi pfitomnosti dalo predejit, jsme pak mu-
seli fedit v postprodukci, coz cely proces jak
¢asové, tak finanéné komplikovalo. Dal§im pro-
blémy v tomto pfipadé zpusobovaly i urcité kul-
turni a narodnostni rozdily ve zvycich a pracov-
nich standardech, které riziko pro nds jako
minoritniho koproducenta jesté zvysovaly.

V piipadé filmu LOvE, kdy nase spole¢nost
byla jak koproducentem, tak zaroven vyrobcem,
bylo jakékoli finanéni riziko minimdlni, respek-
tive bylo pfedev$im v nasich rukou a nebyli jsme
odkazani na rozhodovani majoritniho koprodu-
centa, které bychom nemohli nijak ovliviovat.

V ptipadé filmu DETEKTIV DOWN byly pro-
blémy v podstaté minimdlni. Hlavni vyhoda
spotivala v tom, Ze se cely film natacel u nas,
a fyzicka vyroba byla tedy pevné pod nasi kont-
rolou.

Ve vsech trech pripadech vsak panovala zd-
sadni divéra mezi nami a nasimi zahrani¢nimi
partnery. Bez ni neni mozné zadnou koproduk-

—
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ci realizovat, a proto v ni vidim vedle kvality dal-
§1 klicové kritérium pro vybér vhodného pro-
jektu.

Uloha Statniho fondu CR a dal$i moznosti
financovani minoritnich koprodukci

Jak ze zakladni definice minoritnich koprodukci
v tuvodu tohoto ¢lanku vyplyvd, klicovou roli
v jejich financovéni hraje Statni fond CR. Osvi-
cenost a pochopeni ¢lentl jeho rady je tak zasad-
ni pro jakoukoli i¢ast Ceské republiky na mezi-
narodnim poli a z mého pohledu je velky
spéch, ze Statni fond CR uz nékolik let mino-
ritni koprodukce systematicky podporuje. Kro-
meé jiz vySe zminénych rozhodovacich kritérii
Fondu je z jeho hlediska také dulezity potencidl
mezinarodni (festivalové) distribuce. Fond tak
chépe, zZe pres peclivé vybirané minoritni kopro-
dukce se naskyta prilezitost ke zviditelnéni ceské
kinematografie. Jak je v jiném kontextu uvedeno
vyse, aktudlni nastaveni kritérii a pravidel pro
podporu minoritni koprodukci povazuji za dob-
ré a funkcni. Volnéjsi pravidla umoznuji hodno-
tit konkrétni projekty vidy s ohledem na jejich
specificky charakter a vytvofit pro né vhodny
model, coz davé prostor pro podporu velmi riz-
norodych filmu. Vzhledem k doposud podpore-
nym minoritnim koprodukcim se domnivam,
ze Rada Fondu zatim prokazuje velkou erudova-
nost a odvahu.

Kromé Stitniho fondu CR je tézké ziskat jiné
financovani nez vécné plnéni dodavatelskych fi-
rem. Dal$im zdrojem finan¢nich prosttedku ale
do budoucna miize byt Ceska televize, ktera se
svymi prvinimi minoritnimi koprodukcemi ten-
to terén zatim spiSe opatrné ohledava. Za uri-
tych okolnosti miize minoritni koprodukce pro-
fitovat také z Programu pro podporu filmového
pramyslu. Vzhledem k tomu, ze se viak jedna
o podporu v podstaté automatickou, respektive
zaloZenou spide na ekonomickych nez umélec-
kych kritériich, nejsou filmy financované pouze
timto zpsobem predmétem tohoto ¢lanku. Na-
vic je PPFP zaméfen predevsim na velké studio-
vé filmy, kdezto minoritni koprodukce z pohle-
du nezavislého producenta jsou prevaziné filmy
evropské.
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Moznosti distribuce minoritnich

koprodukci :

Vzhledem k obecné divacké preferenci lokalni
a americké produkce byva velmi tézké evropské
minoritni koprodukce v kinech distribuovat
s ekonomickym uspéchem. Minoritni kopro-
dukce je totiz z pohledu bézného divaka v pod-
staté cizi film. Fakt, Ze byl treba ¢aste¢né natacen
nebo vyrdbén v Ceské republice, pro néj neni ni-
jak rozhodujici, pokud se o ném wviibec dozvi.
Urcitym benefitem muze byt obsazeni ceskych
hercti, nicméné nijak zasadnim. Distribuce mi-
noritnich koprodukci tak md $anci na uspéch
predeviim u publika orientovaného na mensi-
nové zanry nebo v pripadé filmu, které jsou ce-
losvétovym fenoménem ¢i v nich hraji globdlni
hvézdy. (Napriklad KRALOVSKA AFERA, majorit-
né dansky film, ve kterém hraje Mads Mikkel-
sen). Piipadné akvizice Ceskou televizi &i jinymi
vysilateli jsou pochopitelné mozné, nicméné
i tito na minoritni koprodukce hledi jako na ¢is-
t¢ zahrani¢ni film.

Kontroverzni pfipad — Zentropa

Zvlastni pozornost by si v kontextu minoritnich
koprodukci zaslouzila danska produkéni spolec-
nost Zentropa, kterd ma svoje dcefiné a sester-
ské spolecnosti po celé Evropé, a skrze né ziska-
va u lokdlnich fond( financovani pro svoje
majoritné danské projekty. Napriklad film ME-
LANCHOLIA proslulého reziséra Larse von Triera
je oficidlné déansko-$védsko-némecko-francouz-
skou koprodukci, nicméné nékteré z koprodu-
kujicich spole¢nosti z Némecka a Svédska byly
(spolu)vlastnény Zentropou z Danska. Jisté, vel-
ké filmy velkych rezisért zaslouzi velkou pod-
poru, ale jedna se je§té o minoritni keprodukci
ve smyslu podpory riznych narodnich kinema-
tografii?

Zavér
Minoritni koprodukce jsou z hlediska ¢eskych
producent(i pomérné novou zalezitosti. Pro nds

jako pro mensi nezavislou ceskou produkéni
spolecnost prinasi minoritni koprodukce mno-
hé. Ziskivime moznost podilet se na filmech
a pribézich, které bychom nikdy sami nebyli
schopni natocit, a samotna spoluprace se zahra-




ILUMINACE Roc¢nik 24, 2012, ¢. 4 (88)

ni¢nimi filmafi je profesné obohacujici. Zasad-
nim pfinosem je pro nas moznost skrze zahra-
ni¢ni filmy, jejichz jsme koproducenty, poznat
dalsi divéryhodné partnery pro recipro¢ni spo-
lupraci i na naSich vlastnich koprodukénich
projektech. Z obecného hlediska ¢eské kinema-
tografie vidim jako dulezité také to, Ze pokud
bude Statni fond CR minoritné podporovat za-
hrani¢ni filmy, budou mit komplikovanéjsi ¢es-
ke filmy, které by se bez koproduk¢nich penéz
neobesly, snazsi pfistup k fondim v zahranici.
Doufejme, Ze s nové schvalenym zdkonem si
bude Ceska republika moci dovolit chovat se ¢a-
sem jako Némecko, Francie nebo i Polsko a pe¢-
livym vybérem podpofenych minoritnich ko-
produkei se podilet na vzniku mimofadnych
a nadcasovych dél evropské kinematografie.

O autorovi: Pavel Bercik absolvoval katedru
produkce na FAMU a dva semestry stravil také
v Mexico City na Centro de Capacitacién Cine-
matografica. Jesté pred ukoncenim studif zaloZil
spolu s Janem Ludvikem a Ondfejem Zimou
spolec¢nost Evolution Films, jejimz prvnim fil-
mem byl celovecerni debut Jana Prusinovského
FRANTISEK JE DEVKAR. Pavel Ber¢ik se v rdmci
Evolution Films zamétuje predev$im na mezi-
narodni projekty (Yuma, DETEKTIV DOWN)
a na dokumenty (VERA 68, MRTVA TRAT atd.).
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Artur Heller-Film 1936-1941 (1946)

Ackoli byla firma Artur Heller-Film, ptjcovna,
vyroba a prodej filma, zapsana do obchodniho
rejstitku dne 19. srpna 1936," nepiimé kofeny
jejiho piivodu mizeme hledat jiz v predposled-
nim roce prvni svétové valky. Tehdy — v dubnu
roku 1916 — zalozil Artur Heller (narozen roku
1883 v Lounech)? ptj¢ovnu Hellerfilm sidlici na
Smetanové nabiezi ¢. 8 v Praze. Tento zdstupce
riznych svétovych firem a majitel vlastni promi-
taci siné zde kazdy tyden predvadél filmové no-
vinky — zejména danské filmy s Valdemar Psi-
landerem, Robertem Dinesenem a Carlem
Wiethem.”

Pocatkem tficatych let — v prosinci 1931 — se
na poli ceského filmového obchodu objevil dalsi
Hellerav podnik a pfimy predchiidce popisova-
né spolecnosti, kterym byla firma Arko-Film,
pujcovna a prodejna zvukovych filmu. Ta sidlila
na Vaclavském namésti ¢. 47, pozdéji ve Stépéan-
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ské ulici ¢. 28 v Praze I1. Jiz rok po svém zaloze-
ni (1932) firma vyrobila celovecerni komedii
MALOSTRANST] MUSKETYRI v rezii Svatopluka
Innemanna.

Jako urcity meznik ve vyvoji Hellerova podni-
kani lze oznait ¢erven roku 1934, kdy se pod-
nikatel rozhodl svoji neprotokolovanou firmu
Arko-Film pfejmenovat a nechat zapsat do ob-
chodniho rejstiiku vedeného pfi Krajském sou-
du obchodnim v Praze.” Tento zépis byl viak
kvuli Hellerem nevhodné volenym nézviim spo-
lecnosti® uskutecnén, jak bylo jiz vySe feceno, az
o dva roky pozdéji. Doslo nejen ke zméné na-
zvu, ale predeviim ke zméné pfedmétu podni-
kani spole¢nosti, kde — vedle pajcovny a ob-
chodu s filmy — nové pribyla také jejich
vyroba.” Spole¢nost tak byla do obchodniho
rejstiiku zapsana dne 19. srpna 1936 pod kom-
promisnim nazvem Artur Heller-Film, pjcov-

1) Statni oblastni archiv v Praze (ddle jen SOA Praha), f. Krajsky soud obchodni Praha (dale jen KSO Praha),

spis sign. A XXIV-89, fol. 35.

2) SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 10.

3)

4)
5)
6)

Zdenék Stabla, Data a fakta z déjin és. kinematografie 1896-1945, sv. 1. Praha: CSFU 1988, s. 278-279.
Heller se pozdéji stal na kratkou dobu zastupcem videnské spolecnosti Das Kino, od kvétna 1918 pak piiso-
bil opét jako zastupce videfiské Oesterreich-Ungarische Kinoindustrie. Vlastnil monopoly pro Cechy, Mo-
ravu a Slezsko. V jeho filmové nabidce se objevila i americka série Chaplin Cartoons, némecké filmy Maxe
Landy aj. Viz téz Petr Bednafik, Arizace ceské kinematografie. Praha: Nakladatelstvi Karolinum 2003,
s. 115. Ve dvacétych letech byl Artur Heller feditelem prazské pobocky amerického Foxfilmu.

Zdenék Stabla, Data a fakta z déjin &. kinematografie 1896-1945, sv. 3/1. Praha: CSFU 1990, s. 258.
SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 3.

SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 8-21. Jako prvni Heller navrhl ndzev ,, Arko-Film, ptj-
¢ovna a prodej filma®. Prazska obchodni a zivnostenska komora nemeéla namitek proti vécnému oznaceni
~plj¢ovna a prodej filmi, Zddost viak zamitla kvili oznaceni ,, Arko-Film®. To dle vyjadfeni komory mohlo
vzbuzovat dojem, Ze jde o podnik zabyvajici se vyrobou filmii znacky Arko. Stejné tak nebyl kvili pridom-
ku ,,Film* komorou schvalen ani dalsi navrhovany nazev , Artur Heller-Film, piij¢ovna a prodej filma® ne-
bot se firma vyrobou filmi nezabyvala.

SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 22.
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na, vyroba a prodej filma.* Dochované materid-
ly (zejména firemni hlavickové papiry) vsak
dokazuji, ze podnik pouzival také dalsi varianty
nazvu — napfiklad ,Artur Heller Arko-Film®,
~Arko-Film Artu$ Heller” nebo pouze ,, Arko-
-Film® Stejné tak se déje i v soudobém tisku
a odborné literatufe, kde podnik byva oznaco-
van star§im ndzvem Arkofilm ¢&i Arko. X

I pres oficidlni zménu pfedmétu podnikéni
firmy zistala jeji faktickd ¢innost viceméné stej-
nd. V letech 1931-1938 dovezla spolecnost té-
méf tricet zahrani¢nich filmi — zejména ame-
rickych, anglickych, némeckych a francouzskych
(po péti az sedmi filmech). V jeji nabidce se vsak
objevily také snimky z Madarska, Rakouska ¢i
Svédska a pét z produkce ceskoslovenské (véet-
né dvou vlastnich celovedernich filmi).'? Svij
druhy celovecerni, tentokrat melodramaticky,
film DRUHE MLADI v rezii Vaclava Binovce vyro-
bil Artur Heller-Film v roce 1938.'" Roku 1935
byla spole¢nost jednim ze zaklddajicich ¢lent
Kartelu filmovych dovozci,'? stejné tak se Hel-
ler ucastnil i ¢lenskych schizi Svazu filmového
prumyslu a obchodu.'” Ke dni 30. bfezna 1939
byla udélena samostatna prokura Frantisku Ko-
ldtovi (Praha XI, Jeseniova ulice ¢. 9).'%

Arizacni opatfeni, kterd ceskou kinematogra-
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fii zasdhla po vzniku protektoratu Cechy a Mo-
rava, se nevyhnula ani spole¢nosti Artur Heller-
-Film. Ke dni 18. zari 1939 firma ukondila svaj
obchod s filmy a vstoupila do likvidace. Jejim li-
kvidatorem se stal Frantisek Koldf, jehoZ tiko-
lem bylo provést vyuctovani se spolecnosti
PDC."” Té Artur Heller-Film predal za 25% pro-
vizi z pij¢ovného a reklamy filmy, které byly do
té doby v jeji distribuci. VeSkery personal pak
byl — dle zavérecné zpravy treuhandra Wilhel-
ma Sohnela — fadné vyplacen, propustén a za-
kazané filmy z pfikazu Filmtreuhandstelle roku
1940 prodény jako stary materidl.'®’

Vynosem fisského protektora ze dne 19. uno-
ra 1940 byl podle paragrafu 9 nafizeni fisského
protektora v Cechach a na Moravé o zidovském
majetku ze dne 21. ¢ervna 1939 a podle paragra-
fu 15 provadéciho nafizeni ze dne 8. prosince
1939 ustanoven treuhidndrem spole¢nosti Wil-
helm S6hnel.”” Ukolem tohoto nového samo-
statného zastupce firmy byla pfedevsim likvida-
ce vSech jejich dluht a pohledavek. Pl roku po
jmenovani treuhdndra — v kvétnu roku 1940 —
Artur Heller ozndmil Zivnostenskému referatu
Magistratu hlavniho mésta Prahy (dale jen
MHMP), Ze se vzdava opravnéni provozovat vy-
robu, prodej a pajcovnu filmi.'"® O dva mésice

8) SOA Praha, f. KSO, spis sign. A XXIV/89, fol. 34-40. Informace o zapisu firmy vysly v Ustfednim oznamo-
vateli, ro¢. 18,¢. 110 ze dne 12. 9. 1936 a v Urednim listu Republiky Ceskoslovenské ze dne 19.9. 1936. Zivno-
stensky list na vyrobu (bez pofizovani fotografickych filmi), prodej a pijcovnu filmi byl Arturu Hellerovi
Magistratem hlavniho mésta Prahy (referat Zivnostensky IT A) vydan dne 23. 9. 1936, ¢imz byla vzata na vé-
domi Hellerova opovéd ze dne 12. 3. 1932. Viz Nérodni filmovy archiv (déle jen NFA), f. Artur Heller-Film,

k.1,inv. & 1.
9) NFA, f. Artur Heller-Film, k. 1, inv. & 18, 20 ad.

10) Jifi Havelka, C‘s.ﬁlmové hospoddtstvi I-V, 1929-1938. Praha 1935-1939.
11) Cesky hrany film II, 1930-1945. Praha: Narodni filmovy archiv 1998, s. 80.
12) NFA, f. Kartel filmovych dovozci, k. 1, inv. ¢. 1 a 6; Zdenék Stabla, Data a fakta z déjin és. kinematogra-

fie 1896-1945, sv. 3/2. Praha: CSFU 1990, 5. 521.

13) NFA, f. Svaz filmového primyslu a obchodu, k. 1, inv. ¢&. 18 a k. 4, inv. ¢. 65. Neni pfesné zndmo, od kterého
roku byla spolecnost ¢lenem svazu, objevuje se viak v seznamu ¢leni svazu pro rok 1938, pro rok 1939 jiz

nikoliv.

14) SOA Praha, f. KSO, spis sign. A XXIV/89, fol. 55-56. Frantidek Kolaf (narozen 9. 10. 1898 v Bilince okr. Pi-

sek), soukromy tfednik.
15) Fond P. D. C. s. r. 0. 1920-1955 je ulozen v NFA.

16) NFA, f. Artur Heller-Film, k. 1, inv. &. 3, 11 a 13-15.

17) NFA, f. Artur Heller-Film, k. 1, inv. ¢. 2, 6 a 11; SOA Praha, f. KSO spis sign. AXXIV/89, fol. 60. Tato zména
byla do obchodniho rejstfiku zaznamenana dne 5. 6. 1940. O Sohnelovi blize Petr Bednarfik,c.d., s. 86-

88.

18) SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 58; NFA, f. Artur Heller-Film, k. 1, inv. ¢&. 5.
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pozdéji (11. cervence 1940) pak na zdkladé
oznameni o neprovozovani své zivnosti a vymeé-
ru MHMP ze dne 10. kvétna 1940 o vzdani se
zivnostenského opravnéni pozadal KSO o vy-
maz své firmy z obchodniho rejstriku.'” Do bu-
doucna byl Hellerovi z jeho nékdejsiho majetku
pfiznan narok na mési¢ni prispévek na obzivu
ve vysi 1 500 K2

Kdyz byla v lednu roku 1941 likvidace firmy
dovedena treuhandrem ke konci, zazadala spo-
le¢nost prostfednictvim advokata JUDr. Karla
Knapa znovu o vymaz firmy z obchodniho rejs-
tiiku. Nez tak bylo dne 8. fijna 1941 s konecnou
platnosti u¢inéno,?” staly se jeji dtive censurou
povolené filmy velmi cennym produktem, nebot
tehdejsi filmovy trh trpél nedostatkem novych
filma. Sohnelovi se jesté na zbytek monopolni
doby podafilo prodat film HrRA s oHNEM Marii
Krame$ové, DRUHE MLADI pak ziskal Brom-
-Film.?® Necely rok po zdniku spole¢nosti ma-
zeme sledovat také posledni kroky jejiho byvalé-
ho majitele. Dne 23. ervence 1942 nastoupil
Artur Heller do transportu AAt do Terezina, od-
kud byl 4. srpna téhoz roku deportovan do kon-
centra¢niho tabora Maly Trostinec.”

Rozsah archivniho fondu lze bez vahani ozna-
¢it jako torzovity. Jedingm dokumentem pocha-
zejicim z obdobi samostatné existence spolec-
nosti je pouhy opis zivnostenského listu Artura
Hellera, ktery mu byl vydan v roce 1936.%* Dalsi
pisemnosti jiz patii do obdobi likvidace a nuce-
né spravy podniku. Z materidlq, které se tykaji
spravy a organizace spolecnosti, to jsou napfi-
klad dekret jmenujici Wilhelma Séhnela treu-
hindrem ze dne 19. tnora 1940, zdznamy
o jeho i likvidatorové ¢innosti ¢i zmény zapsané

AD FONTES

do obchodniho rejstfiku. Nalezi sem také kupni
smlouva s Marii Krame$ovou na film Hra s on-
NEM z roku 1941.%% Sv¢é zastoupeni ma ve fondu
téz korespondence v internich zaleZitostech
a korespondence obchodni.?® Hospodarskeé a fi-
nancni zalezitosti spolecnosti pak dokumentuji
bilance z let 1939-1940,”” Hellerova berni kniz-
ka z let 1939-1941% ¢i danova priznani z let
1940-1942.* Svym nevelkym rozsahem mohou
byt dochované materialy dal$im drobnym stfip-
kem do mozaiky obrazu filmového obchodu
a ariza¢nich opateni v dobé protektoratu Cechy
a Morava.

Jarmila Petrova

Rubriku ridi Tomas Lachman,
vedouci oddéleni pisemnych archivalii NFA.

19) SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 63.

20) NFA, f. Artur Heller-Film, k. 1, inv. &. 41-42.

21) SOA Praha, f. KSO Praha, spis sign. A XXIV/89, fol. 82-83.

22) NFA, f. Artur Heller-Film, k. 1, inv. ¢. 8 a 23. Fond Brom-film (1937) 1941-1954 je ulozen v NFA.

23) Protoze presné datum amrti v taborech u vétsiny Zidt z protektoratu Cechy a Morava nebylo zjisténo, uva-
di se jako posledni casovy tdaj jejich zivota datum odjezdu z Terezina. Viz Petr Bednarik,c. d.,s. 116.

24) NFA, f. Artur Heller-Film, k. 1, inv. ¢. 1.

25) NFA, f. Artur Heller-Film, k. 1, inv. & 2-12.
26) NFA, f. Artur Heller-Film, k. 1, inv. & 3-13.
27) NFA, f. Artur Heller-Film, k. 1, inv. ¢&. 24-32.
28) NFA, f. Artur Heller-Film, k. 1, inv. & 33.
29) NFA, f. Artur Heller-Film, k. 1, inv. & 34-39.
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Velmi dobry standard
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Pavel Skopal (ed.), Napldnovand kinematografie. Cesky filmovy priimysl 1945 aZ 1960.

Praha: Academia 2012, 557 stran.

V tvodu graficky i redak¢né pékné zpracovane-
ho sborniku editor Pavel Skopal pomérné jasné
nacrtéva jeho koncepci — zdiraziuje, Ze se ne-
jednd o néjaky pokus o komplexni pohled na ki-
nematografii v Ceskoslovensku v padesétych le-
tech, ¢i ptipadné v povélecné éie do roku 1960.
Naopak vyzdvihuje pozici knihy jako dilezitého
dopliiku dosavadniho bédini. Akcentovdna
méla byt zejména témata, kterym se dosud zad-
na studie zevrubnéji nevénovala. I kdyz samo-
zfejmé tento parametr nebylo mozné dodrzet
uplné stoprocentné, lze konstatovat, ze se sku-
te¢né v mnoha pfipadech jedna o studie nabi-
zejici nékteré nové a neotfelé pohledy. Pfitom
nejde o néjaké kuriozitky nebo o uméle vykon-
struované problémy — naopak se prostfednic-
tvim novych témat dafi osveétlit nékteré méné
znamé skute¢nosti a konstruovat zajimavé dilky
obrazu minulosti kinematografie v ¢eskych ze-
mich a jeji pozice ve spolecnosti. Na druhé stra-
né véak misty ¢tenafe napadd, zda v nékterych
¢astech knihy zvolena koncepce nevede k ab-
senci téch nejatraktivnéjsich problémd, které uz
v minulosti pfilikaly badatele k dikladnéjsimu
vyzkumu.

Jako hlavni pojitka zvefejnénych studii uvadi
v uvodu Pavel Skopal dva fenomény, které Ces-
kou kinematografii padesatych let (hlavné v jejich
prvni poloviné) vyznamné poznamenaly — pla-
novani a (sebe)sovétizaci. Planovani a sovétiza-
ce pochopitelné nezasihly pouze kinematogra-
fii, ale ovlivnily Zivot prakticky celé spole¢nosti.
Ve filmovém pramyslu se ovéem jejich dopad
projevil v mnoha ohledech specificky. Prede-
v$im pravé kinematografie byla jednou z oblasti,
kde se ukazovala zcela jednoznacné naivnost

snah o prosazeni systému pramyslové organiza-
ce vyroby a pldnovani jako véespasného modelu.
Naopak pravé ve vyrobé filma doslo jiz na sa-
mém zalatku padesatych let k zhrouceni celého
systému. I oblast kinematografie se pak zhruba
od poloviny padesitych let musela vyrovnat
s novym tlakem na vétsi ekonomickou sobéstac-
nost kulturni sféry a ukonceni epochy velkory-
sého sponzorovini této sféry ze strany stdtu.
Tato zména pochopitelné vedla k zostfeni kon-
kuren¢niho prostfedi v kultufe, jak ostatné vel-
mi zdafile doklada Simon Bauer v posledni stu-
dii sborniku vénované vztahu mezi Ceskoslo-
venskym filmem a Ceskoslovenskou televizi
v padesatych letech. Stejné jako byly problema-
tické vysledky pokusii zavést do vyroby filma
postupy z béznych primyslovych tovaren, i so-
vétizace se nakonec v prostfedi ceské kinema-
tografie neprosadila v takovém rozsahu, jaky
ptivodné ocekavali ideologové na sklonku Ctyfi-
catych let. Naopak, jak jiz d¥ive ve svych studi-
ich ukazal naptiklad Jiti Knapik, nakonec se do-
kazali uplatnit pfedevs§im zku$eni pracovnici
pusobici u filmu jiz v mezivilecném obdobi. Ne-
plati to pfitom jen o samotnych tvircich (kde
klasickym piikladem je zejména Otakar Vévra),
ale i pracovnici pusobici v produkci a distribuci
(napf. Karel Feix). Je pfitom zajimavé pfipome-
nout, ze silné prvky kontinuity miizeme pozoro-
vat nejen ve filmové produkci, ale i tfeba v dal-
$ich uméleckych odvétvich a také ve védé (pfi
vzniku Ceskoslovenské akademie véd). Prvkiim
navaznosti ¢i diskontinuity se v publikace vénu-
je velmi dukladné rozsdhld prvni studie Petra
Szczepanika, kterd rozebird fungovani ,,zaklad-
nich jednotek filmové praxe® v letech 1945-
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1962. Nejen, Ze autor zde jesté detailnéji diferen-
cuje v jednotlivych skupindch, velmi peclivé
rozebird i dopady jednotlivych organiza¢nich
zmén na fungovini Ceské kinematografie. Za
mimoradné zajimavé povazuji napfiklad Gvahy
o kontextu otazky umisténi pracovist v centru
nebo pfimo na relativné vzdileném Barrandové.
Szczepanikova studie je opravdu zevrubnym di-
lem, v nékterych pasazich snad putsobi i trochu
rozvlekle, ale svym zplisobem predstavuje osu
celého svazku. Navazuje na ni pfispévek editora
vénovany koprodukcim na Barrandové s filmo-
vymi spolecnostmi ze Sovétského svazu, z vy-
chodniho bloku ale i ze zdpadnich zemi (hlavné
z Francie) v priibéhu padesétych let, s tim, Ze au-
tor se nevénuje jen skute¢nym realizacim, ale do
znacné miry také pouze planovanym projek-
tim. Ve shodé se svym tvodnim slovem se Pavel
Skopal pokousi akcentovat komparativni po-
hled, ktery je zatim v ¢eské filmové historiogra-
fii (a zdaleka nejen v ni) pofad pomérné vzacny.
Urcité lze jenom souhlasit, Zze pravé srovnani
s vyvojem v nékterych zemich vychodniho blo-
ku, zejména s NDR, nékdy miize nabidnout zaji-
mavé vysvétleni urcitych zmén a zlomda, které
jsou bez védomi mezinarodniho kontextu na-
prosto nepochopitelné. Snad by se dalo jesté pri-
pojit, ze v mnoha ohledech neni bez zajimavosti
také komparace s vyvojem v nékterych statech
s podobnymi kulturnimi kofeny, byt s odliSnym
spolecenskym zfizenim jako napf. s Rakous-
kem. V prfipadé kinematografie viak asi najde-
me pfece jen vice odlidnosti nez tieba v mno-
hych aspektech kazdodenniho zivota.
Navazujici text Lukase Skupy se soustfedi na
zactatky détského filmu v ceské kinematografii
v letech 1945-1955. Na rozdil od jinych badate-
1t vénujicich se détskému filmu se vsak spiSe nez
uméleckému hodnoceni kanonickych dél a tviir-
ct zaméfuje na snahy raznych instituci (pfede-
véim ministerstva §kolstvi) ziskat nad danou ob-
lasti kontrolu a na souboj riznych ideovych
konceptu, casto bez vétdiho kontaktu s realitou.
Nezapomina také na pusobeni hospodaiskych
faktoru, které dosud bylo nepravem opomijeno.
Domnivam se véak, Ze se autorovi pfili§ nepoda-
filo osvétlit obrovsky boom zanru od druhé po-
loviny padesatych let, ktery dovedl Ceskoslo-

OBZOR

vensko az k pozici velmoci v oblasti détského
filmu. Vzhledem ke koncepci studie také prisly
ponékud zkratka dvahy o kontextu a o pozici
nékterych hranych filmi pro déti, které ovlivnily
nékolik generaci détskych divaka a staly vyraz-
nym symbolem uspésnych transferti ideologie
do détského prostfedi. Nejznaméjsim prikla-
dem v tomto ohledu je nepochybné Pysnd prin-
cezna, jejimz kontextem se v minulosti intenziv-
né zabyval napfiklad literdrni historik Vladimir
Macura. Nic na tom neménila ani dobova vytka
ptipominana Lukasem Skupou, Ze z vytvarného
hlediska se jeji autofi nedrzeli historické vér-
nosti.

Autorka dalsi prace Lucie Cesdlkova si klade
otazky spojené s vyvojem kratkého filmu a pre-
dev$im se schopnosti jeho tviirci napliovat
stanovené idedlni pozadavky. Poukazuje na neu-
stalé potize s nedostate¢nou flexibilitou a s tech-
nickymi prostfedky i na trvaly nedostatek fi-
nan¢nich prostfedku, coz prakticky vylucovalo
moznost, ze by se kratky film mohl skute¢né stat
wvzpruhou pii plnéni pétiletého planu“. Casovy
tlak a chybéjici finance vedl podle autorky k ¢as-
té monotonnosti a formélni podobnosti jednot-
livych snimka. U pfispévku americké badatelky
Alice Lovejoy vénovaného armadnimu filmu se
sice rovnéz diskutuje napéti mezi planem a rea-
lizaci, pficiny jsou vsak ponékud odlisné. Au-
torka zduraznuje piedeviim konflikty vznikajici
v ramci snah o propojeni vojenské a civilni sféry
a na nepochopeni limita filmové tvorby ze stra-
ny &asti distojnikd. Studie Alice Lovejoy zakon-
¢uje prvni oddil knihy vénovany samotné filmo-
vé vyrobé. Ten je pojat patrné i v urcité opozici
ke klasickym historiografickym pracim vénova-
nym kinematografii zaméfen cely spiSe na sféru
plénovéni tvorby a ekonomicko-technickym
souvislostem, tedy tématiim, ktera zistavala pro
svoji mensi atraktivnost dosud ponékud stra-
nou. V nékterych oblastech vsak prece jen studie
pusobi piili$ jako jakési pripodotknuti a doplné-
ni jiZ existujicich dél. Uzite¢né, ale diléi a leckdy
ne uplné dotazené.

Jadrem druhého oddilu nazvaného distribuce
a uvadéni jsou tfi pfispévky vénované filmovym
festivalim a pfehlidkdm. Rozsdhld studie Jin-
dfisky Bldhové rozebird vyvoj mezindrodniho
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filmového festivalu v Marianskych Léaznich re-
spektive v Karlovych Varech, Ludék Havel se vé-
nuje zpocatku konkurenénimu a poté komple-
mentdrnimu Filmovému festivalu pracujicich
a kone¢né Hana Kvétové se soustfedila na Fil-
mové jaro na vesnici. Clanky o festivalech na-
sledné doplnuji prispévky vénované putovnim
kinim (Michal Carnicky), vyvoje technického
zdzemi kin po roce 1945 (Anna Batistova) a ko-
neéné jiz zminované problematice vztahu Ces-
koslovenského stitniho filmu a Ceskoslovenské
televize v padesatych letech (Simon Bauer). Do-
mnivam se, ze autofi pfispévka o dvou nejvy-
znamnéjsich domdcich festivalech moznd moh-
li jesté uzeji spolupracovat a posilit paralelni
prvky v textech. U karlovarského (respektive
maridnskolazenského) festivalu autorka sleduje
podrobné promény jeho charakteru od akcentu
na narodni kinematografii, pfes zdaraznovani
slovanského elementu k festivalu slouzicimu
jako demonstrace superiority produkce zemi
»socialistickych a ,,smétujicich k socialismu®
Vyrazné zaznivalo zejména na pocatku padesa-
tych let oficialni heslo boje za mir, v poloviné
padesitych let se naopak festival otevrel zdpadni
kinematografii a obnovily se ambice festivalu
stat se konkurenci nejvyznamnéjsich evrop-
skych filmovych festivali (Cannes, Benatky).
Negativni zlom ov$em prinesl zavér padesdtych
let, kdy karlovarsky festival priSel o nejvy3si
kategorii FIAPF a bylo rozhodnuto o stfidani
tohoto festivalu s festivalem v Moskvé. V na-
sledném prispévku o Filmovych festivalech pra-
cujicich Ludék Havel ukazuje komplikovany
vztah této akce k mezindrodnimu filmovému
festivalu v Marianskych Laznich (Karlovych Va-
rech), ktery souvisel s vnimanim specifik zvole-
né formy piehlidky. V raném budovatelském
obdobi s vypjatou tfidni rétorikou se objevovaly
silné tendence k nadrazovani Filmového festiva-
lu pracujicich jako akce, na niz filmy hodnoti sa-
motny pracujici lid, nad burzoaznimi manyry
zavanéjicim mezinarodnim festivalem v zépa-
doéeskych laznich. Pozdéji se viak hroty vyraz-
né otupily a vrchu nabyly pfedstavy o Filmovém
festivalu pracujicich jako o akci, ktera distribuu-
je k Sirokym vrstvam v fadé mést po republice to
nejlepsi pravé z festivalu v Karlovych Varech.
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Prevazila tedy snaha o ,,demokratizaci kultury*
a ,vychovu uménim® Tato dobova hesla hrala
velkou roli i pfi rozifovani putovnich kin, kte-
rym je vénovan dalsi studie.

Putovni kina méla fesit hlavné v prvni polovi-
né padesatych omezené moznosti ,,kulturniho
vyziti“ v malych lokalitich, v pozdéjsim obdobi
se jejich vyznam vyrazné snizoval, coz vedle
houstnouci sité biografi napfiklad ve stiedisko-
vych obcich souviselo nepochybné i s vysokou
ztratovosti téchto kin. Téma kinematografie na
venkové zpracovava z jiného thlu i pfispévek
o Filmovych jarech na vesnici, kde autorka zvy-
raznila zejména ideologicko-propagacni rozmér
celé akce. Ten ostatné presvédcivé dokladaji
i programy filmovych jar na vesnici v letech
1951-1956. Opomenut neni ale ani aspekt osvé-
tovy, i kdyz i kratké filmy o zemédélstvi mély
predevsim za ucel pomdhat pfi prosazovani ko-
lektivizace. Zaméfeni studie Anny Batistové
o vyvoji technického zdzemi ceskych kin jasné
naznacuje jeji hlavni titul — ,Cesta k sobéstac-
nosti®. Jde jasné predevsim o vyvoj doméciho
promitaciho zatizeni standardniho typu. I v této
oblasti véak nalezneme podle autorky zajimavé
prvky persondlni kontinuity s predinorovou
érou. To vsak u technicky a technologicky na-
rocné produkce asi tézko miiZe vyraznéji pre-
kvapit. Mimoradné pozoruhodny pohled na
vyvoj televizniho vysildni nabizi posledni pfi-
spévek ve sborniku vénovany zdanlivé nepfilis
atraktivnimu tématu vyvoje smluvniho ramce
Ceskoslovenské televize a Ceskoslovenského
(statniho) filmu v letech 1953-1960. Velice plas-
ticky je zde vyli¢en tvrdy postoj filmového ustie-
di ke stéle nebezpecnéjii konkurenci. Ceskoslo-
vensky statni film vyuzil svého postaveni pri
uzavirdni smluv mj. k tomu, aby penézi ziskany-
mi od Ceskoslovenské televize vice nez nahradil
ptipadny vypadek ziskil z provozu sité biografi.
Navic stale zpfisnoval podminky pro uvadéni
film na televiznich obrazovkach, zejména no-
véj8i produkce. Tlak filmového ustiedi tak vy-
znamné prispél k rozsifovani vlastni tvorby Ces-
koslovenské televize od sklonku padesatych let,
ktery vedl i ke vzniku mnoha novych zanru.

Kdyz bychom méli shrnout celkovy dojem ze
sborniku, je asi potfeba na prvnim misté uvést,
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ze vsechny studie maji velmi dobry standard
a nevyskytuji se zde prispévky, které by pasobily
dojmem zbytecnosti nebo ledabylosti. V nékte-
rych ptipadech by snad bylo mozno vyuzit §irsi
skdlu pramenti a sekundérni historické literatu-
ry, ale rozhodné nejde o zdvaznéjsi problém. Za
mimoradné potésujici povazuji troven textu stu-
dentu (vesmés z Masarykovy univerzity v Brné),
které prakticky v ni¢em nezaostavaji za dily je-
jich vyucujicich. Stejné jako nedavno ocenéné
dilo Stépana Hulika je i tento sbornik jasnym
dokladem, Ze vyrusta silna generace filmovych
historikt s velmi kvalitni prapravou a schop-
nostmi. Na druhou stranu vsak recenzovani
kniha neobsahuje Zddny ohiiostroj napadu a ne-
zanechdva ve Ctendfi dojem mimoradného za-
zitku. Snad v tom hraje roli i skutecnost, zZe jen
velmi okrajové se v ni hovoii o osobach a na-
opak akcentovan je vyvoj struktur a akci. Jde
prosté o soubor solidnich studii, v nichz si kazdy
zdjemce o déjiny ceské kinematografie asi najde
néjaky zajimavy aspekt nebo informaci. Ale my-
slim si, ze v dnes$ni dobé nedotazenych a nevy-
zralych pokusi a chrleni odbytych textl to neni
viibec malo.

Martin Franc

OBZOR
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Pro¢ se dnes ptat po filmu jako uméni
Berys Gaut, A Philosophy of Cinematic Art. Cambridge — New York: Cambridge

University Press 2010, 324 stran.

Co urcuje film jako film? A je film uméni? Tre-
baze si tyto otdzky kladou nékteré zakladni tex-
ty filmové teorie — napriklad Baziniiv esej ,Co
je film?“ ¢i Arnheimovy tuvahy na téma ,,Film
jako uméni® — poloZit si je dnes znovu a navic
ocekavat, ze odpovéd na prvni z nich pomuize
odpovédét na druhou, vyzaduje odvahu. Mnozi
filmovi badatelé je povazuji za prekonané, sva-
zané s ranou filmovou teorii a s jeji mocensky ¢i
modernisticky motivovanou snahou pasovat
film na uméni. Nejsystematictéjsi argumenty
proti riznym formam ,medidlni specifi¢nosti,
predevsim ve vztahu k filmovému uméni, pred-
stavil Noél Carroll, ktery se tématu vénoval s ta-
kovym nasazenim a peclivosti, Ze se odmitnuti
medialni specifi¢nosti filmu stalo ve filmové te-
orii nového tisicileti téméf zakladnim vychodis-
kem.

Ve své knize A Philosophy of Cinematic Art Be-
rys Gaut tvrdi, ze koncept medidlni specifi¢nos-
ti neni mrtvy, ani neuzitecny: dokazeme-li do-
statetné presné zachytit, jak se lisi obrazy od
textd nebo videohra od tradi¢niho filmu, ziska-
me kli¢ k urcitému typu hodnoceni jednotlivych
dél (teze 1) a k vysvétleni pfipisovani nékterych
jejich estetickych vlastnosti (teze 2). Dokazeme
pak také rozhodnout, zda je urcité nové médium
uméleckou formou, ¢i nikoli (teze 3).

Hned zkraje této recenze je tieba fici, Ze tieba-
ze lze Gautovu knihu vnimat jako polemiku
s Carrollem, jen vzacné se s nim Gaut utka v ote-
vieném boji. Pfedevsim ve svétle fady Carrollo-

vych polemik jsou pfitom vSechny tri teze (teze
o hodnoceni, o vysvétleni hodnoceni a o umé-
lecké formé), které tvori jadro Gautovy knihy,
kontroverzni. V této recenzi se proto mimojiné
pokusim vystihnout, v jakych bodech Gaut
Carrollovi oponuje, a predstavit si, co by mu
Carroll mohl na jeho ndmitky odpovédét.
Vénovat se budu predevsim treti tezi, ktera za-
roven souvisi s otazkou po tom, zda je film umé-
ni. Ale moment: ma dnes viibec smysl se takto
ptat? Copak nékdo o tom, zda je film uméni, po-
chybuje? Vsichni jsme snad vidéli filmova dila,
kterd lze bez kontroverze za uméni prohlasit.
Carroll ostatné doporucuje uvazovat stejnym
zpusobem o vsech ,,novych® uméleckych formach,
jako byly svého ¢asu napriklad video nebo foto-
grafie. Obhdjcim medialni specificnosti radi:
nez patrat po tom, v ¢em je dané médium lepsi
nez véechna ostatni, ,,byste diikaz toho, Ze je ono
médium zavedenym uménim, méli radéji hledat
v uspésnych dilech — dilech esteticky hodnot-
nych —, ktera v pfislusném médiu vznikla.
A pokud nic presvédcivého nenajdete, tvrzeni,
ze se jednd o zavedené uméni, je prazdné.”"
Gaut v$ak pravé tomuto nazoru oponuje. Tvr-
di, ze ,povéimnout si existence filmu, které jsou
bezpochyby umélecka dila, jesté samo o sobé
nedokazuje, Ze film je uméleckou formou®
(s. 23). Gaut vychazi z toho, Ze médium je Sirsi
pojem nez umélecka forma. Ne kazdé médium
— a ne vizdy — funguje esteticky. Naptiklad po-
dle Rogera Scrutona”, s jehoz tezemi se Gaut vy-

1) Noél Carroll, Theorizing the Moving Image. Cambridge: Cambridge University Press 1996, s. 19.
2) Roger Scruton, Photography and Representation. The Aesthetic Understanding. London and New York:
Methuen 1983, s. 102-126.
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rovnava v prvni kapitole své knihy, se fotografie
a potazmo i film za vlastni uméni povazovat ne-
daji: jakozto pouhd simulakra, otisky, jejichZ
veskery expresivni potencial nalezi obsahu, na-
nejvys na néjaké umélecké formé (napriklad di-
vadle) parazituji. Film sam tedy neni uménim;
muze pouze uméni zachytit. Ackoli Gaut Scru-
tona v mnoha bodech vyvraci, souhlasi s tim, ze
ma-li byt médium uméleckou formou, musi se
vzdat cisté reproduktivni funkce. Sam ostatné
odkazuje k jistému ,,pFiSernému zanru®, tzv. films
dart, které byly natdcené mezi lety 1908-12.
Tyto filmy — podobné jako Scrutonovy fotogra-
fie — Cerpaly vedkery ndrok na umélecky status
z toho, co zobrazovaly, ,nepridavaly zadnou
uméleckou hodnotu k tomu, ¢eho divdk mohl
dosahnout piimo v divadelnim séle, pfi sledova-
ni stejné hry“ (s. 304).

Podobny argument piedstavil svého casu
i Gautliv priznany inspira¢ni zdroj, Rudolf Arn-
heim, ktery ovSem oproti Scrutonovi film za
umeéni povazoval — av8ak pouze v té mife, v niz
se odchyloval od pouhého reprodukovani. Pravé
jako Arnheim, i Gaut zaklada svou odpovéd na
otazku, kdy funguje filmové médium umélecky,
na teorii odchylek od mechanického zachyceni
skute¢nosti. Oproti Arnheimovi tyto odchylky
charakterizuje spise jako schopnosti filmu, niko-
li jako omezeni, a sviij vyklad dopliuje pozadav-
kem jejich proménlivosti vztahujici se k néja-
kym historicky a kulturné ukotvenym normém.
Jeden z prikladi, které uvadi, je pohyb kamery:
prili§ tézka kamera, pouzivana pri tvorbé prv-
nich filmu, nutila tviirce snimat akci z pevného
bodu — nepohyblivost kamery tak nic nevyja-
drovala, byla jen technickou nutnosti. Kdyz ov-
$em kameru zafixuje sou¢asny kameraman, kte-
ry mize volit mezi pohybem a stanim, pak se
jedna o odchylku, jez bude mit silny expresivni
dopad.

TtebazZe se tedy Gaut v mnohém vraci k Arn-
heimovi, neprebird jeho nejkontroverznéjsi za-
vér, totiz Ze zdokonalovdni reproduktivnich
schopnosti filmového média — pridani zvuku,
barvy, prohloubeni obrazu, zvétseni platna —
a tedy redukce odchylek od dokonalého repro-
dukovani reality, zbavuje film uméleckého sta-
tusu. Technicky pokrok podle Gauta naopak
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rozsifuje moznosti expresivity. Pravé takto Gaut
uvazuje o digitdlni kinematografii, kterd nabizi
oproti tradi¢nimu filmu vice manipulovatelnych
dimenzi a prohlubuje tak ,,moznosti estetické
transformace” (s. 44).

Je véak mozné argumentovat, ze Gautova od-
povéd — totiz ze film je uménim diky plasticité
zobrazovacich moZznosti — je nedostate¢na. Ka-
zdé médium je plastické, aviak ne kazdé médi-
um je uméleckou formou. Svou ndladu mohu
popsat v textové zpraveé slovy, s vyuzitim nékte-
rého z emotikont, pripadné kombinaci téchto
prostredki. To, Ze je mozné misto ,VTIPNE®
napsat ,,:-D je$té neznamena, Ze 1ze sms-ky po-
vazovat za umélecka vyjadreni. Gaut tedy dopl-
nuje svou odpovéd nasledovné:

Film se stava uméleckou formou nejen
proto, ze md schopnost obménovat zpi-
sob provedeni. Je také nutné, aby se ten-
to zpusob provedeni lisil od ostatnich.
Filmové médium je uméleckou formou,
protoze dokdze zhmotnit svébytné umé-
lecké vlastnosti, spide nez ze by byl pou-
ze prikladem obecnéjsi kategorie nara-
tivni umélecké formy (s. 303-4).

Aby bylo mozné film povazovat za samostat-
nou uméleckou formu, je tfeba, aby jeho pro-
sttedky bylo mozné uskute¢nit néco ,,umélecky
zajimavého a svébytného” (s. 305). Z tohoto du-
vodu, argumentuje Gaut, je mozné povazovat za
novou uméleckou formu naptiklad digitalni
film: nejednd se jen o zménu nosice, protoze ,lze
ukdzat, ze digitalni film miize dosahnout svébyt-
nych umeleckych vlastnosti a hodnot” (s. 305).

Ptikladu téchto svébytnych uméleckych vlast-
nosti filmu (potazmo digitalniho filmu a také in-
teraktivni digitalni kinematografie, jez podle
Gauta predstavuji samostatné umélecké formy)
rozviji v priibéhu knihy celou fadu. Napfiklad:
jednim z (Sesti) analyzovanych vyznamu filmo-
vého realismu je ,fotorealismus® (za méritko
realistického znazornéni se povazuje to, jak by
vypadala fotografie znazornéného predmétu) —
termin bézné uzivany v oblasti digitalniho fil-
mu. Gaut pfi té pfilezitosti poznamena: ,,Fotore-
alisticka animace je esteticky dilezitd a predsta-

4—
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vuje klicovy prostredek k dosazeni realismu
v zanru fantasy a zvla$tnich efekti digitalnich
filma. Mame zde tedy minimalné jeden estetic-
ky relevantni dopad, ktery odlisuje médium di-
gitalniho filmu® (s. 67).

Vici predstavené strategii rozliseni filmového
umeéleckého média se nabizi nasledujici namit-
ka. Zpusob, jakym Gaut rozhoduje mezi tim,
zda je filmové médium uménim, se v posledku
zakladd na tom, zdali vykazuje svébytné umé-
lecké hodnoty. Co to vSak znamend? Odkud se
takové umeéleckého hodnoty berou? Gaut sam
vyse naznacil odpoved: vztahuji se k néjakym
historicky a kulturné ukotvenym normém, které
jsou, dodavam, vytvafeny jednotlivymi, jiz exis-
tujicimi dily a kulturni praxi (jejiz dalezitou
soucasti je prdce kritik().” Zda se, ze se tak do
Gautovy vlastni charakteristiky zadnimi vratky
dostava Carrollova rada, proti které puvodné
vystupoval: rozhodnout o tom, zda lze dané mé-
dium ,,povysit“ na uméleckou formu, nelze apri-
ori, ale pouze s prihlédnutim k umélecké tradici,
k tomu, co je povazovano za umeélecky hodnot-
né, k panujicim estetickym kanonam.

Tvrzeni, ze odkazovat k médiu vidy znamena
odkazovat k néjakému zpusobu pouziti média,
je jednou z cest, kterou Carroll dospiva ke své-
mu centrdlnimu argumentu proti teoriim medi-
alni specificnosti. ,Nejcastéji — a nejspis vlastné
vzdy — se doporuceni vychazejici z medialni
specifi¢nosti ve vysledku ukézi nikoli jako obra-
na urcitého média jako takového, ale argumenty
na podporu jistého stylu, Zanru ¢i uméleckého
sméru.“! Ti, ktefi radoby popisuji, v ¢em je urdi-
té¢ médium svébytné, ve skutecnosti predepisuji,
jaké vlastnosti se maji povazovat za hodnotné —
protézuji jeden konkrétni esteticky program,
neboli fidi se tim, co povazuji za ,sprivnou
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funkci dané umélecké formy." Za stézejni
Carrolliv nahled tedy pokladam nasledujici:
Umeéleckd forma — jisty soubor estetickych no-
rem — v posledku pfedepisuje nejenom to, jak
se urcité médium pouziva, ale i to, co médiem
vlastné rozumime. Otdzka, za jakych podminek
se urcité médium stava uméleckou formou, na
niz ma odpovédét Gautova tieti teze, je tedy po-
dle Carrolla od zdkladi chybné polozena.

Je $koda, ze Gaut vstupuje s Carrollem do ote-
vieného konfliktu jen na nékolika mélo mistech
a jeho argumentaci se nevénuje s vétsi peclivos-
ti. Tento nedostatek je o to zietelnéjsi, ze kontra-
stuje s jeho pristupem k jinym filmovym teoreti-
kiim a estetikim, na jejichZ teorie pti svém
vykladu narazi — Rogerovi Scrutonovi, Georgo-
vi Wilsonovi ¢i Dominicu Lopesovi, abych jme-
novala jen ty nejcastéji zminované. Zachazi
s nimi podle odkazu té nejlep$i analytické tradi-
ce: podrobné predstavi jejich argumentaci, vy-
vodi dusledky, zformuluje namitky a pokusi se
vyrovnat s pfipadnou obranou pvodnich argu-
mentl. Pravé v téchto pasazich — pfi diskuzi
o tématech, jako je obhajoba pluralitniho autor-
stvi filmovych dél ¢i koncept vypravéce v piipa-
dé filmového vypravéni — je Gautova kniha nej-
presveédcivejsi.

Tereza Hadravova

3) V této souvislosti se hodi pfipomenout, Ze Gaut je autorem dosud velmi vlivného ¢lanku ,,Uméni jako klas-
trovy pojem” (2000, ¢. 2010), ve kterém obhajuje wittgensteinovskou definici pojmu uméni, zaloZenou na
otevieném, tj. dile doplnitelném vy¢tu rozli¢nych vlastnosti, ,jejichz vyskyt podle bézného tsudku prispi-
va k tomu, Ze se véc bude pocitat mezi umélecka dila“ (2010: s. 401). Kandidati na takové vlastnosti se pfi-
tom podle Gauta rekrutuji v ramci $iroce pojaté kulturni praxe. Viz Berys Gaut, ,Uméni“ jako klastrovy
pojem. In: Toma§ Kulka - Denis Ciporanov (eds.), Co je uméni?. Cerveny Kostelec: Pavel Mervart

2010.

4) Noél Carroll, Theorizing the Moving Image, s. 14.
5) Noél Carroll, Theorizing the Moving Image, s. 52.
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Bridging the Gaps

OBZOR

Screen Industries in East-Central Europe Conference and Theorizing Screenwriting
Practice Workshop, Brno, 22-25 November 2012.

Back in 2011, the inaugural Screen Industries in
East-Central Europe Conference (SIECE) was
driven by the need to complement textual anal-
ysis with examinations of the institutional con-
texts that shape the production and content of
films. This was a particularly important step for
a region in which such studies have been quite
rare. In its second year, the conference expanded
in size and included a workshop entitled Theo-
rizing Screenwriting Practice. Whereas the con-
ference was intended to foster debate among
screen studies scholars, the workshop was in-
tended to encourage mutually beneficial ex-
changes between academics and creative practi-
tioners.

Screen Industries in East-Central Europe
Conference

The conference itself offered a useful platform
for the exchange of ideas among scholars. In
particular, it provided a unique opportunity to
compare historical and national developments
among the constituent film industries of Eastern
and Central Europe. The broad range of presen-
tations delivered confirmed that Production
Studies is presently a rich and varied field of
study.

The first conference panel focused on the bell-
wether topic of film festivals. Dorota Ostrowska,
Stefano Pisu, and Jindfiska Bldhova each con-
sidered the complex relations between festivals
and state-socialist institutions during the Cold
War period. Meanwhile, Aida Vallejo examined
the roles festivals played with respect to the pro-
duction and distribution of documentaries. The
second panel was concerned with contemporary

relations between the state and the film indus-
tries of the former Eastern bloc. Marcin Adamc-
zak broached the question of what constitutes
political cinema in post-1989 Poland. In addi-
tion, Baldzs Varga and Hana Rezkova analyzed
film funding in Hungary and the Czech Repub-
lic respectively. As had been the case with the
previous year’s conference, this panel provided
a much-needed opportunity to compare devel-
opments that had taken place in a number of
post-communist countries.

Although a panel entitled “Ideology”, which
was dedicated to textual and reception analyses,
stood out from the conference’s general indus-
trial-orientation, it confirmed that more tradi-
tional approaches to the study of cinema still
have a significant role to play in Film Studies.
The panel included Drehli Robnik, whose pres-
entation confronted some of the implications of
US runaway productions based in Eastern and
Central Europe, and asked how they impacted
upon the ways region is represented in Western
fantasy films. Pavel Skopal detailed how Com-
munist party notions of “ideal” cinema influ-
enced Stalinist-era films such as Czechoslova-
kia's NEw WARRIORS WILL ARISE (1950). From
there, Fernando Ramos Arenas charted the po-
litical and ideological struggles against which
the Leipzig University Film Club operated from
1956 and 1966.

Contemporary transnational approaches to
screen industries were showcased by the “Co-
Productions and Commissions” panel. Philip
Drake’s paper questioned the status of the Scot-
tish film industry, in the context of the London-
centered production culture of the United King-
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dom, while also considering the implications on
that country of Hollywood and Bollywood co-
productions and runaway productions. The re-
lationships between East-Germany’s DEFA Stu-
dios and the country’s television industry were
taken up by Thomas Beutelschmidt, who argued
that the relationship was characterized by a mix-
ture of tension and cooperation that was born
out of competing political and artistic goals as
well as by the targeting of audiences. The panel
continued with Francesco Di Chiara’s paper on
collaborations between Italian, German, and
Yugoslav film institutions, and their different
creative ambitions. It was rounded out by Alice
Lovejoy’s analysis of the competition that exist-
ed among socialist-era Czechoslovak producers
such as the Army Film Studio.

The “Industrial Sites and Trends” panel
opened with Patrick Vonderau’s bold and timely
overview of digital delivery systems. Thereafter,
Konrad Klejsa shed light on the ways in which
the Polish city of Lodz has developed into, and
been promoted as, a center for film production
in that country. Kavin Sanson focused on the
place of local creative labor in runaway produc-
tions, and city-to-city competition to host them.
Lastly, Melis Behlil provided an overview of de-
velopments in the Turkish film industry, which
unlike most of its European counterparts is able
to boast a sizable share of the domestic market.

In addition to these panels, the conference
also boasted two keynote addresses. In the first
of them, David S. Frey paired an overview of the
pre- and postwar Hungarian film industry with
an analysis of the films it produced during
WWII, paying particular attention to experi-
mental approaches to nationalistic films and
those that themetized the idea of nation. The
second saw Andrds Balint Kovdcs detail how
state funding and regulation factored into the
Hungarian government’s response to the recent
collapse of the nation’s film industry.

Theorizing Screenwriting

Practice

In addition to agreeing that greater attention
needs to be paid to screenwriting practices in
both film production and scholarship, the par-
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ticipants of this workshop also agreed that spe-
cific objects of study are less clear-cut than one
might think. As Ian Macdonald suggested in his
keynote address, the study of screenwriting re-
quires attention be directed to multiple sites,
from completed films and various draft scripts
to the discourses of power that develop around
and through the process of writing for the
screen. Macdonald also listed four questions
that have preoccupied contributors to the Jour-
nal of Screenwriting: How do those involved at-
tempt to convey their ideas? How do they inter-
act when working on a project? How is their
work influenced by phenomena such as technol-
ogy or a specific culture? To what extent does
theory influence the organization and conduct
of the participants? These questions were ap-
proached by the workshop panels.

The first workshop panel, “American Models,
European TV, revealed the influence that
American models have exerted over post-1989
television production in Poland, Hungary, and
the Czech Republic. Media scholar Sylwia Szos-
tak and industry professionals Tomas Baldyn-
sky, Magda Bittnerova and Gébor Krigler high-
lighted both the difficulties and opportunities
related to the adoption in these post-communist
countries of American models, which initiated
not only aesthetic changes but different styles of
writing and new production strategies

The second panel, “Practices and Communi-
ties”, was comprised of film scholars. In her pres-
entation, Juliane Scholz detailed the changing
historical roles and functions of screenwriting
in Germany. Petr Szczepanik explored how, at
different stages of script development, top-down
political control influenced screenwriting prac-
tices in Czechoslovakia from 1945 to 1990. My
own presentation attempted to explain how gen-
der stereotypes shape certain film professions in
the Czech Republic.

In her keynote address, Jill Nelmes focused on
preproduction cooperation between screenwrit-
ers and producers in the British film industry,
and emphasized the opportunities offered to
production studies by archival research, espe-
cially its capacity to shed new light on creative
development.

—
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Adam Ganzs keynote address positioned
screenwriters in relation to other aspects of the
industry. Ganz argued that screenplays are
adapted in ways that complement different stag-
es of production — writing, casting, shooting,
editing — and that this process is extended by
new forms of storytelling inspired by website
such as YouTube, by computer games, by crowd-
funding, and by other interactive platforms.
This line of argumentation reminds us of the dif-
ficulties in defining our objects of study, as Mac-
donald’s address suggested.

Ganz’s paper segued neatly into the next pan-
el, which focused primarily on contemporary
screenwriting. Andrew Kenneth Gay delivered
a presentation on the teaching of screenwriting
and the position of the screenwriter in the age of
crowd-funding and micro-budget productions
executed outside traditional channels. Baldzs
Lovas detailed the state of screenplay develop-
ment in Hungarian movie-making, and Vit
Janecek considered whether documentary film-
making needs scripting at all and if it does what
kinds of script should be used. To my mind, one
of the most fascinating presentations of the
event was Matthias Briitsch’s thorough and illu-
minating analysis of the concept of the three-act
structure. Briitsch ultimately concluded that
mainstream cinema is more narratively complex
than the popular notion of three-act structure
might otherwise suggest.

Steven Price’s keynote address analyzed the
different ways in which characters have been
conceptualized by novelists, playwrights, screen-
writers and film scholars, including American
playwright and screenwriter David Mamet’s
suggestion that there is no such thing as a char-
acter, merely lines on a page. In the subsequent
panel focusing on characters, Mirostaw Przylip-
iak focused on contemporary Polish documen-
tary, Agnieszka Kruk on the contemporary
practices and teaching of screenwriting in Po-
land, and Marja-Riitta Koivumaki on the roles
of minor characters in Andrej Tarkovsky’s film
NosTALGIA (1983).

The closing panel concentrated on screenwrit-
ing pedagogy with a focus on manuals and
schools. In her presentation, Bridget Conor sug-
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gested that manuals should be taken into ac-
count in examinations of screenwriting practice,
demonstrating that they not only offer advice on
writing screenplays but also serve to position
screenwriters in the industry and are commodi-
ties in and of themselves. Claus Tieber analyzed
screenwriting manuals and seminars from a his-
torical perspective, paying particular attention
to Classical Hollywood and New Hollywood
storytelling, and stressing that manuals need to
be seen as products of specific historical con-
texts. In addition, Pavel Jech introduced the
work of the Czech-born American screenwrit-
ing guru FrantiSek Daniel, and, finally, Talvio
Raija provided a history of teaching screenwrit-
ing in Scandinavian countries (with a particular
focus on Finland).

Although it may seem logical that film schol-
ars need to communicate with film professionals
in order to fully grasp the complexity of film
production, both the conference and the work-
shop indicated that two different discourses
dominate discussion of film production. On the
one hand, is the practical and anecdotal dis-
course of the industry professionals who shed
light on the everyday struggles that are a part of
film and television production; on the other, is
the discourse of film scholars who try to under-
stand more about how film production works,
and about its ideological and aesthetic impli-
cations vis-a-vis cinema. At times, common
interests emerged across the conference and
workshop, particularly the problem of what
screenwriting was, what it is, and what it might
or even should become. Yet, there remains a gap
between these two discourses which, if over-
come, may benefit both film professionals and
scholars alike. Similar workshops promise to
serve as a platform for this type of cooperation
and in so doing may help to bridge the gap be-
tween film scholars and film professionals in the
same way as the SIECE bridges the gap between
scholars from different countries.

Jan Hanzlik

This paper was supported by the Internal Grant
Agency of the University of Economics in Prague.
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PROJEKTY 123

Vliv polymerni podlozky a podminek uloZeni na stabilitu
barevnych kinematografickych filmii

Uvod

Jiz z ndzvu samotného projektu je patrné, ze se
netyka pouze filmové historie a filmové védy.
Uz proto, Ze se jednd o téma diserta¢ni price na
Vysoké Skole chemicko-technologické v Praze,
zasahuje predeviim do véd materidlovych. Jiz
v minulych letech bylo na Ustavu chemické
technologie restaurovani pamatek mozné zaby-
vat se materidlovym vyzkumem zamérenym ne-
jen na dfevo, kdmen (i textil, ale také na papir
a fotografii. Tento projekt se v navaznosti na tyto
tendence bude vénovat materidlim pouzivanym
ve filmové tvorbé.

Poprvé jsem se s problematikou kinematogra-
fickych filmi setkala na stdzi na Bolorské uni-
verzité (Universita di Bologna), jejiz soucisti je
také laboratof technologie restaurovani pama-
tek, sidlici v Ravenné. Studenti se zde Castéji vé-
nuji redlnym pfipadiim z praxe, a tak se do labo-
ratofe dostalo i nékolik snimki z némého filmu
TaMBURINO SARDO, ktery zrovna prochdzel ru-
kama restauratori Bolonské filmové laboratofe
LCImmagine ritrovata. Cilem technologického
pruzkumu bylo identifikovat barevné slozky fil-
mu a objasnit tak ptivodni barevnost degrado-
vanych snimka.” Pfestoze vysledky tohoto pri-
zkumu nakonec neovlivnily restaurdtorsky
zdsah, vzbudila prace dali iniciativy ve vyzku-
mu v této oblasti.

Zaméfeni prace a jeji cile

Moje disertaéni prace se zaméfuje na studium
degradace barevnych kinofilmi z chemického
hlediska. Klade si tedy za cil sledovat chemické
zmeény, které probihaji v barevnych kinemato-
grafickych filmech postupem ¢asu, a to vlivem
plisobeni jednotlivych faktort, jako jsou teplo,
vlhko a svétlo. K tomu je nutné vyuzit vhodnych
analytickych technik, které umozni tyto zmény
detekovat. A také dobfe naplanovat postup ex-
perimentdlni prace, aby bylo mozné tyto zmény
pfifadit jednotlivym faktorim.

ProtoZe pojem barevny film zahrnuje $irokou
$kdlu barevnych technologii pouzivanych v ki-
nematografli, ziZila jsem okruh studovanych
filmia z hlediska Casového sledu na pocatek
20. stoleti. Cilovou skupinou se tak staly prede-
v8im virdZované a ténované filmy, které byly ve
20. letech 20. stoleti produkovany Castéji nez sa-
motné ¢ernobilé filmy.? I tak se vSak dostavame
k Sirokému tématu, které je nutné rozpracovat
do jednotlivych tseka.

Price je délena do dvou zakladnich ¢asti:

a) teoreticka ¢ast zahrnuje souhrn dosavadni-
ho stavu pozndni, teoreticky prizkum barvicich
postupti, pouzivanych barviv a jejich vlastnosti,
dobového zpracovani filmu v laboratofich a po-
uzivanych analytickych technik pro studium ki-
nematografickych filmi;

1) Alessandra Capucci, Tecniche diagnostiche applicate allo studio di pellicole cinematorgrafiche: Caso del
w»lamburino Sardo’, Cines Roma 1911. Bakalaiska prace. Bologna: Universita di Bologna 2011.
2) Podle nékterych zdroju pfedstavovaly tyto barevné filmy v Easnych 20. letech 20. stoleti az 80 % celkové fil-

mové produkee.

Paul Read - Mark-Paul Meyer, Restoration of Motion Picture Film. Oxford: Butterworth-Heinemann

2000.
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b) experimentalni ¢ast vychazi z prace v labo-
ratofi; pro experiment budou pfipraveny a obar-
veny vzorky filmu, které budou nasledné pod-
robeny umélému stirnuti za specifikovanych
podminek; patfi sem také analytickd ¢dst, tedy
vyvoj metodik pro aplikaci vybranych analytic-
kych technik ke studiu filmi a samotné méreni
vzorki pred umélym starnutim, v jeho prabéhu
a po jeho ukonceni.

Hlavnimi otdzkami, na které ve své praci hle-
dam odpovédi, jsou: Jak ovliviuji teplo, vlhko
a svétlo barevnou stabilitu téchto kinofilma?
Jaké dalsi faktory (chemické zpracovani filmu
atd.) zde mohou ptisobit? Jaky vliv na barevnou
stabilitu ma typ podlozky filmu? Jak se zméni
chovani a degradace citlivé emulzni vrstvy do-
jde-li k obarveni filmu? Jaké jsou rozdily ve sta-
bilité jednotlivych barevnych slouéenin?

Barevny film na pocatku 20. stoleti —
pfedstaveni teoretické ¢asti prace

Pfi prvnim seznamovdni s tématem jsem stu-
dovala literdrni zdroje zaméfené na zpusoby
barveni kinematografickych filmi na pocatku
20. stoleti. Zde Ize dobfe vyuzit dochovanych
ptirucek pro barveni, dobovych zminek v ¢aso-
pisech ¢i novodobéjsi literaturu o historii ki-
nematografie ¢i restaurovani filma. Zminila-li
jsem virdzovani a ténovani, nelze opomenout
také rucni barveni filmi, které se zacalo objevo-
vat v zapéti po vynalezu kinematografie. Rozsi-
feni této metody zajistila automatizace nanaseni
barev na film, technika zvand Pathécolour, au
pochoir nebo stencil, ve které se dle literatury
pouzivala anilinovd barviva.” Prestoze tento
zpusob barveni umoznoval pouziti vice barev
v jedné scéné, pro svoji komplikovanou apli-
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kaci rychle ustoupil virazovani a ténovéni.
Tyto techniky sice poskytuji monochromatické
zbarveni (pfi jejich kombinaci dichromatické),
byvaly v8ak aplikovany pfevazné macenim fil-
mu v barevné lazni, coz usnadnovalo jejich po-
uziti.

Metoda virazovani zajidtovala probarveni
svétlych ploch scény. Toho mohlo byt docileno
nejen jiz zminénym mdcenim v barvici ldzni, ale
také pokrytim filmu tenkou vrstvou barevného
laku nebo pouzitim filma s barevnymi podloz-
kami, které napf. firma Eastman Kodak vyrabé-
la v nékolika odstinech.” V pfipadé tonovini §lo
o probarveni tmavych ploch scény. Kovové stii-
bro obrazu tak bylo prevedeno bud na jinou ba-
revnou slouceninu (napf. na nékterou z barev-
nych soli kovii) nebo na slou¢eninu schopnou
vazat na sebe pti dal$im kroku organické barvi-
vo (tzv. proces moreni).

Barviva pro virdZzovani a ténovani se lisila che-
mickou strukturou. Na virazovani se pouzivalo
prevazné kyselych barviv, ktera dobfe probarvi-
la Zelatinu. Pfi tonovani se pak filmy namécely
do roztoki zasaditych barviv, kterd se vazala na
moftidlo, ale na Zelatiné témeér neulpéla.” Mno-
ho zdroju, véetné pfirucek firem Eastman Ko-
dak nebo Agfa,” prehledné uvadi, jaka barviva
se pouzivala. Casto je viak obtizné dopatrat se
presného chemického slozeni. V mnoha pfipa-
dech jsou totiz uvadény obchodni nazvy barviv,
pod kterymi Ize v novodobych databazich nalézt
hned nékolik organickych slouc¢enin.

Dulezitou casti prace je tedy také studium ra-
nych syntetickych barviv. Zde pfichdzeji na fadu
chemické prirucky, internetové zdroje a databa-
ze chemickych sloucenin. Synteticka barviva se
nejcastéji déli dle svoji chemické struktury, a to

3) Paoclo Cherchi Usai, Silent Cinema: An Introduction. London: BFI Publishing, 2000.
4) Podle pfirucky firmy Eastman Kodak byly na trh uvddény filmy s barevnymi podlozkami jak z nitritu, tak

z acetatu celuldzy, a to hned v deviti odstinech.

Tinting and Toning of Eastman Positive Motion Picture Film. Manual. Rochester N.Y.: Research Laboratories

of the Eastman Kodak Company 1922.

5) Zasaditych barviv mohlo byt vyuzito téz pro virdzovani, pfidal-li se do roztoku pridavek kyseliny.
Milan Veceta -Jiti Struska, VirdZovdni kinematografickych filmii. Zavére¢na zprava. Praha: Vyzkum-
ny ustav zvukové, obrazové a reprodukéni techniky 1979.

6) Agfa Kine Handbuch, informace o knize s ukazkou virazovanych filma lze nalézt na internetu:
Sensitometry of heritage soundtrack. Dostupné online: <http://www.haghefilmfoundation.org/Research.

html>, [cit. 28. 7. 2012].

\
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podle chromofori, které obsahuji.” Najdeme
zde kromé nejznaméjsich azobarviv také barvi-
va di- a triarylmethinova a jejich derivaty, ftalo-
cianinova, sirnd, nitro- a nitrosobarviva a dalsi.
Barviva se mohou délit také podle zptisobu je-
jich pouziti. Potom byvaji ozna¢ovana jako pfi-
ma, reaktivni nebo napf. motidlova. Nazev ani-
linova barviva se dnes jiz prili§ nepouzivd,
protoZe prozrazuje pouze to, Ze bylo barvivo pfi-
praveno z anilinu®. Vzhledem k rychlému vyvo-
ji organickych barviv ve 20. stoleti pak byly
viem barviviim pfidéleny tzv. barevné indexy
(Colour Index), které odliSuji jednotliva barviva
podle chemického slozeni.

Nazvy barviv uvadéné v recepturich pro vira-
zovéni, ténovani, i v popisech techniky Pathéco-
lour, koresponduji s barvivy z nékolika skupin.
V receptech se nejcastéji vyskytuji azobarviva
a di- a triarylmethinova barviva, a to jak u vira-
zovani, tak u ténovani. Azobarviva zastupuji
napf. Chrisoidin, Crocein Scarlet, Tartrazin,
Wool Orange nebo Wool Yellow. U di- a triaryl-
methanovych barviv je to predeviim Methylova
violet a Malachitovd zelen. Z derivata téchto
barviv pak lze jmenovat xanthenovd barviva
Rhodamin nebo Eosin, azinové barvivo Safra-
nin ¢i thiazinové barvivo Methylenovou modf.
Dile se miZzeme setkat napf. s nitrosobarvivy
Naftolovou zeleni ¢i Naftolovou Zluti.

Jak jsem jiz zminila v popisu prace, aby bylo
mozné sledovat chemické zmény, k nimz ve fil-
mech pfi jejich starnuti dochazi, je nutné vyuzit
vhodnych analytickych metod, které poskytnou
potiebné informace. Zaméfila jsem se tedy na
védecké publikace vénujici se aplikaci analytic-
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kych technik pro studium kinematografickych
filma, pripadné fotografickych negativii. Jednou
z oblasti hleddni bylo také téma identifikace
syntetickych barviv, kde se ¢asto jednalo také
o casopisy k chemii barviv nebo i k chemii po-
travin. Jako priklad publikace k technologii
restaurovani filmd si dovolim zminit ¢lanek Gi-
ovanny di Pietro, ktera se vénuje aplikaci spekt-
roskopickych technik, infracervené a Ramanovy
spektroskopie, k identifikaci barviv v moder-
nich barevnych filmech.”

Tyto techniky jsou zaloZeny na principu inter-
akce materidlu s urcitym druhem zareni. Pfi
ozafeni studovaného materidlu dochézi k odra-
zu ¢i prichodu daného zéfeni, které se tak méni
v zdvislosti na pfitomnych molekulach. Pri zpét-
né detekci zareni tak ziskame informaci o sloze-
ni materidlu. Kazda z technik ma své vyhody
i nevyhody, a to jak v ziskanych informacich, tak
v moznostech aplikace. U Ramanovy spektro-
skopie je napfiklad mozné méfit ze stratigrafic-
kého nédbrusu filmu a to z tak malé plochy, ze
zméfime pouze citlivou vrstvu Zelatiny. Vysled-
ky viak casto rusi fluorescence — zafeni, které
vyzafuji nékteré organické materialy a které rusi
zpétnou informaci prichéazejici z analyzovaného
materidlu. V pfipadé tonovanych filmu vsak lze
tuto fluorescenci potlacit a to diky pfitomnosti
stiibrnych iontd, které zesiluji signdl informace
o materidlu. V ptipadé infracervené spektrosko-
pie pak nelze pouzit stratigraficky nabrus, pro-
toze mérena plocha zasahuje i do podlozky fil-
mu a okoli. Signél v$ak neni rusen fluorescenci,
a tak je mozné zvolit vhodny zpisob meéfeni,
pripadné vhodné upravit vzorek.

7) Jako chromofory jsou oznacovany ty skupiny, které v molekule zptisobuji jeji barevnost. Patfi sem napt. skupi-
ny s dvojnou a trojnou vazbou, heteroatomy (O, S, N), atd. Konkrétné napf. skupiny -C=C-, -C=0, -N=N-.
Josif Michajlovi¢ Ko gan, Chemie barviv. Praha: SNTL 1960.

8) Prvni syntetick barviva byla véechna odvozena z anilinu, ktery byl prvni synteticky pfipravenou slouéeni-
nou a tedy i zakladni vychozi latkou v pocatcich organické syntézy:

Priimysl barviv. Dostupné online: <http://www.ped.muni.cz/wchem/sm/he/hist/tov/prumyslbarviv.html>,

[ cit. 28.7. 2012].

9) Giovanna di Pietro se vénuje analytickym prazkumim vicevrstvych barevnych filmq, ve kterych se vyuziva
systému subtraktivniho skldddni barev zluté, azurové a purpurové, tedy barevného modelu ktery se v kine-

matografii pouziva dodnes.

Giovanna Di Pietro, Examples of Using Advanced Analytical Techniques to Investigate the Degradati-
on of Photographic Materials. Physical Techniques in the Study of Art, Archaeology and Cultural Heritage 2,

2007, s. 155-198.
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Protoze se v disertacni praci budu témto tech-
nikam vénovat, zminila bych se kratce o jejich
aplikaci na viraZzované a tonované filmy, kterou
jsem otestovala na zkusebnich vzorcich. Pfi tes-
tovacim méreni se prokdzala vhodnost Rama-
novy spektroskopie pro méreni stratigrafickych
ndbrust ténovanych vzorkd. U virdZzovanych
vzorkil prevazil signal fluorescence, a tak bude
nutné najit vhodnéjsi zpiisob méreni. V piipadé
infracervené spektroskopie se nepodaftilo ziskat
informaci o barvivu ani ze stratigrafického na-
brusu, ani z plochy filmu bez jeho upravy. Pro
dalsi aplikaci tak budu hledat vhodnou upravu
vzorku, kterou by mohlo byt seskrabnuti malé
plochy Zelatinové vrstvy a jeji dalsi zpracovani
rozpudténim ve vodé nebo extrakci barviva.

Dalsi technikou, ktera je vhodna pro iden-
tifikaci barviv, je kapalinovd chromatografie
s hmotnostni detekci (HPLC/MS), kterd byla
pouzita jiz pfi studiu nékterych virdzovanych
snimk z filmu MACISTE IMPERATORE na Uni-
verzité Ca’ Foscari v Benatkach.'” Tato technika
umoziuje separaci jednotlivych slozek obsaze-
nych ve vzorku filmu a jejich naslednou detekci
podle molarni hmotnosti iontd. Pro pouziti
techniky je nutna pfiprava vzorku ve formé ex-
trakce barviva. Je tedy destruktivni, stejné jako
predchozi metody, protoze pfi zvolenych postu-
pech je nutny odbér vzorku z filmu a jeho na-
sledna tprava. To omezuje vyuziti téchto tech-
nik v praxi, a proto se béhem prace budu snazit
o vyvinuti takového postupu, ktery by byl k pi-
vodnimu materialu co nejsetrnéjsi a dal se v bu-
doucnu aplikovat i na realné filmy.

PribliZeni experimentalni ¢asti prace

Prvni ¢asti experimentalni prace bude priprava
vzorkt obarvenych filmi, které budou moci byt
destruktivné analyzovéany. PrestoZe je je$té v jed-
nani, jak presné by zku$ebni filmy mély vypadat
(vzhledem k nutné standardizaci, aby se vylou-
¢ily dalsi faktory, které by mohly experiment
ovlivnit), budou tyto filmy obarveny podle né-
kolika receptii uvedenych v literatufe. Pro prvni
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experiment budou pouzita barviva ze skupiny
di- a triarylmethanovych barviv a jejich deriva-
ta. Obarvené filmy budou umistény do klimati-
zacnich komor, kde budou vystaveny vlivu tepla
a vlhka. Prestoze jsou filmy vétsinou uchovava-
ny ve tmé, zvazuji také vliv urcitého typu osvét-
leni, které by cdstecné simulovalo osvétleni fil-
mu pfi promitani. U filma pak budou pied,
v pribéhu i po starnuti méfeny vybrané vlast-
nosti, jejichz zmény budou studovany. Kromé
meéfeni chemickych zmén pomoci Ramanovy
a infracervené spektroskopie, pripadné dalsich
technik, budu sledovat také zmény barevnosti,
které budou zaznamendny pomoci kolorimet-
rickych méfeni (spektrofotometrie ¢i densito-
metrie).

Podle rozsahu prvniho experimentu pak budu
dale pokracovat v testovani daldich typa barviv,
a to predeviim azobarviv, kterd jsou v receptech
také hojné zastoupena. Jednou z moznosti je
také zahrnout do experimentu tonovaci postupy
zalozené na tvorbé anorganickych kovovych
soli. Dalsi kroky vsak budou zvazeny v pribéhu
prace.

Zavérem

Na zavér bych se chtéla zminit o tom, co by vy-
sledky prace mohly pfinést a jak by mohly byt
uzitecné. Timto rozsahlejsim vyzkumem bych
rada zjistila, jaka barviva jsou stélejsi, zda se je-
jich stabilita za urcitych podminek snizuje (i
zvy$uje) a také jak se pfi starnuti méni odstin
jednotlivych barev. Tyto poznatky by mohly byt
vyuzity pfi uchovavani filma, protoze by mohly
poskytnout informace o tom, ¢eho se béhem
skladovani vyvarovat. Dale by pak mohly byt
pfinosem pfi tvorbé novych kopii ze starych fil-
mu. Nejen proto, ze by mohly pomoci v pfipa-
dech nejasné barevnosti degradovaného filmu.
Pokud bychom otestovali také novéjsi materialy,
barviva i filmy, mohli bychom predpovédét je-
jich stalost a zvolit vhodny material tak, aby byla
nova kopie vyrobena ve stejné barevnosti a s co
nejvyssi stalosti. Dnedni postupy pfi tvorbé ko-

10) Serena Borgatello, Analisi di coloranti di pellicole cinematografiche del cinema muto. Diplomova prace.
Venezia: Universita Ca’ Foscari di Venezia 2007/2008.

|
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pii ¢asto uprednostiuji ¢ernobily obraz, ktery je
povazovan za staly, aviak oproti barevnému
ztraci svoji autenti¢nost. Jednim z hlavnich cila
prace je tak ziskani vysledka, které by pomohly
pti archivaci barevnych snimkii a jejich dlouho-
dobém uchovani.

Alena Otmarova

(Vedouci diserta¢ni prace Dr. Ing. Michal
Durovié, Ustav chemické technologie
restaurovani pamatek, VSCHT Praha, 2. rok
feSeni; otmarova@vscht.cz)
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Z priristkia Knihovny NFA

ANDEL, Jaroslav

Mysleni o fotografii : privodce modernitou v antolo-
gii textli. 1/ Jaroslav Andél. -- 1. vyd. -- Praha : Nakla-
datelstvi Akademie muizickych uméni v Praze, 2012, --
462 s. : il, faksim. -- Pfedmluva, edi¢ni poznamka
- Bibliografie na s. 447-450, rejstiik jmenny - Prvni dil
antologie textt o fotografii je vénovan casovému use-
ku od prehistorie fotografie az do 2. svétové valky. Pro
editora byla ddlezitym hlediskem pfi vybéru jednotli-
vych myslenek jejich originalita, jejich vzdjemna na-
vaznost a vztah ke specifickym souvislostem. -- ISBN
978-80-7331-235-0 (broz.)

BARBER, Stephen

Abandoned images : film and film's end / Stephen Bar-
ber. -- 1st publ. -- London : Reaktion Books, 2010. --
189 s. : il. -- Uvod, o autorovi - Monografie zkouma,
jaky vyznam a smysl mély pro divakiv kinematogra-
ficky zazitek prostory pavodnich honosnych biografu
a kinopaldcii jako jsou napiiklad ty, které byly posta-
veny mezi lety 1910 a 1930 na Broadway Avenue
v centru Los Angeles, jehoz identita je neoddélitelné
spojena s filmovym primyslem. Nekteré budovy se
dochovaly téméf neporudené, nékteré zchatraly a dalsi
byly zménény, aby slouzily k jinym uéelim (napt. jako
kostely a no¢ni kluby). Barberova monografie piedsta-
vuje interiéry téchto pozoruhodnych staveb s cilem
pochopit zrozeni a zdnik filmu jako média a socidlni
udalosti. -- ISBN 978-1-86189-645-2 (broz.)

——

PRILOHA

serdi a vyzkumu jeho dila, nabizi souhrn utfidénych
informaci, poznatki a vyklada a slouzi jako zasvéceny
privodce svétem vyjimeéného tviirce. Kniha vychazi
z chronologického pristupu, obsahuje piivodni ¢eské
texty k jednotlivym tviiréim etapam a detailni pozor-
nost je vénovana také Markerovi spisovateli a novina-
fi. Poprvé v ¢eském prekladu vychazi inspirativni scé-
nafe k imagindrnim filmim Soy Mexico a Amerika
v fi8i snd. Souddsti knihy jsou i studie zahraniénich
autord, jez pfinaseji inovativni pohled na filmy, jako je
Rampa, Patizsky maj nebo Bez slunce. -- ISBN 978-
80-7331-242-8 (broz.)

DEITCH, Gene

For the love of Prague : how it really was during the
communist times, through the eyes of the only Ameri-
can who lived in Prague continuously for 30 years du-
ring that era, and was completely free of control by the
regime / by Oscar-winnung animation filmmaker
Gene Deitch. -- [Prague] : Pragma, 1997. -- 312 s. :
(nékteré barev.) il., portréty. -- Autor pfedmluvy Da-
vid Speranza - Vynatky, poznamky v textu - Rezisér
Gene Deitch vzpomina na sviyj pfichod do Ceskoslo-
venska, seznameni se svou Zenou (Deitchova, Zdenka)
a pocdtky filmafské prace. Li¢i podminky v komunis-
tickém rezimu, politické souvislosti - studena viélka,
situace na Kubé, rok 1968 a nasledna normalizace, sa-
metova revoluce v roce 1989 a udalosti po ni - v kon-
textu s jeho soukromym Zivotem a filmovou tvorbou.
-- ISBN 80-7205-467-8 (broz.)

CENEK, David

Chris Marker / David Cenék. -- 1. vyd. -- Praha : Na-
kladatelstvi Akademie muzickych uméni v Praze ;
Jihlava : JSAF - Mezindrodni festival dokumentarnich
filma Jihlava, 2012. -- 424 s. : il,, portréty, faksim. --
(edice 20/21). -- Uvod, pozndmky v textu, vynatky, ci-
taty, komentovand filmografie Ch. Markera, anglické
resumé - Bibliografie na s. 403-406, rejstiik jmenny
a nazvovy - Monografie o francouzském filmafi Chri-
su Markerovi (1921-2012) vychdzi z mnohaletych re-

DIRECTORY

Directory of world cinema. Vol. 14, Britain / edited by
Emma Bell and Neil Mitchell. -- 1st publ. -- Bristol ;
Chicago : Intellect, 2012. -- 271 s. : (nékteré barev.) il.,
portréty. -- Uvod, poznamky v textu, filmografie, o au-
torech - Bibliografie v textu a na s. 252-263 - Kolektiv-
(véetné Skotska, Walesu a Severniho Irska) kinemato-
grafii, jeji tviirce a produkéni a distribuéni zazemi.
Prostrednictvim kritik klicovych filmovych dél i del-
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$ich esejt o stézejnich rezisérech (David Lean, Micha-
el Powell a Emeric Pressburger, Shane Meadows) jsou
predstaveny v socidlné-politickém, kulturné-hospo-
dafském kontextu typické Zinry a tematické okruhy
hraného i dokumentarniho filmu (socialni realismus,
komedie, melodrama, krimindlni, horory, sci-fi). Na
zavér je pripojen test. -- ISBN 978-1-84150-557-2
(broz.). -- ISSN 2040-7971

DVORAKOVA, Tereza

Idea filmové komory [rukopis] = The idea of a Film
Chamber : Ceskomoravské filmové tstredi a konti-
nuita centraliza¢nich tendenci ve filmovém oboru
30. a 40. let : the Bohemian-Moravian Film Union and
continuity of centralizing tendencies in the film indu-
stry in the 1930s and 1940s : disertacni prace / Tereza
Czesany Dvordkova ; vedouci price Ivan Klimes. --
Praha : Univerzita Karlova v Praze - Filozoficka fakul-
ta, 2011. -- 3941, : faksim. -- Nahofe na tit. s. uvedeno:
Univerzita Karlova v Praze, Filozoficka fakulta, Kated-
ra filmovych studii, Obecnd teorie a dé&iny uméni
a kultury - Filmova véda - PC tisk - Bibliografie na 1.
326-339 - Disertacni price se zabyva postupnym defi-
novanim ideje filmové komory v ¢eském prostredi ve
30. letech a naslednou snahou o uvedeni téchto plani
v zivot, a posléze vztahem &eského filmového oboru
k Ceskomoravskému filmovému tstfedi, které co do
rozsahu pravomoci i finanéniho a organiza¢niho zaze-
mi pliany na filmovou komoru idedlné naplnila. --
(vaz.)

FASSBINDER, Rainer Werner

Der Film Berlin Alexanderplatz : ein Arbeitsjournal /
von Rainer Werner Fassbinder und Harry Baer. -- 2.
Aufl. -- Frankfurt am Main : Zweitausendeins, 1984. --
575 s. : il,, portréty. -- Knizni vydani scendfe a pracov-
niho deniku s bohatou fotografickou dokumentaci vy-
znamného televizniho seridlu Berlin Alexanderplatz
(1980), ktery rezisér Rainer Werner Fassbinder natoc¢il
podle romanu Alfreda Déblina.. -- (Broz.)

GAVALIER, Peter

Hrabalovsky svet o¢ami Jifiho Menzla / Peter Gavalier.
-- 1. vyd. -- Bratislava : Slovensky filmovy tstav, 2012.
-- 161 s. : il,, portréty. -- (Camera obscura). -- Vyd. ve
spolupréci s Nérodnim filmovym archivem Praha -
Uvod, pozndmky na s. 148-151, vybérova filmografie,
o0 autorovi - Bibliografie na s. 154-155 - Knizni studie
pojednava o $estici filmovych dél, ve kterych se uspés-
ny a uznavany rezisér Jifi Menzel pokusil sobé vlast-
nim, neopakovatelnym zplisobem adaptovat 3est lite-
rarnich pfedloh ceského spisovatele Bohumila
Hrabala. -- ISBN 978-80-85187-60-1 (broz.)
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GILES, David

Psychologie médii / David Giles ; [z anglického origi-
nalu ... preloZila Helena Solcovd]. -- Vyd. 1. -- Praha :
GRADA, 2012. -- 185 5. -- (Z pohledu psychologie). --
Pozndmka editort kniZni fady, slovnicek pojmi - Bib-
liografie v textu a na s. 167-185 - Autor této poutavé
knihy David Giles, ktery je lektorem psychologie mé-
dii pfi britské University of Winchester, zkoumd nase
vztahy s médii, zabyva se Gcinky reklamy, adoraci ce-
lebrit a vlivem meédii na chovani lidi. - Nazev origi-
nalu: Psychology of the media / Giles, David, 1964-.
-- London : Palgrave Macmillan, 2010. -- ISBN 978-
80-247-3921-2 (broz.)

GODARD, Jean-Luc

Jean-Luc Godard : das Gesagte kommt vom Gesehe-
nen : drei Gespriache 2000-01 / Jean-Luc Godard ; Ge-
folgt von J. A. Whistler. -- Bern ; Berlin : Verlag Gach-
nang & Springer, 2002. -- 128 s. -- (Pamphlete). -- Uvod
vydavatele, poznamky v textu - Bibliografie v textu -
KniZzni soubor tfi rozhovort s Jeanem-Lukem Godar-
dem, ktery byly ptivodné uvefejnény ve francouzském
casopisu Cahiers du cinéma (kvéten 2000, kvéten
2001) a v némeckém deniku Stiddeutschen Zeitung
(17. 5. 2001). -- ISBN 3-906127-63-X (broz.)

HORI,

Hof{, ma panenko / Anna Batistova (ed.). -- Vyd. 1. --
Praha : Narodni filmovy archiv, 2012. -- 301 s. : (né&kte-
ré barev.) il, portréty. -- Uvod, citaty, vynatky, po-
znamky v textu, filmografie, zkratky - Bibliografie na
s. 269-277 - Obsahuje: Zpriva o digitalnim restauro-
vani / Anna Batistova - Ceska skromnost a zahrani¢ni
ambice : o produkéni historii filmu Hofi, ma panenko
/ Luka§ Skupa - Pfili§ kruté pro Americany : Carlo
Ponti, ¢eskd nova vlna a barrandovské koprodukee /
Francesco Di Chiara, Pavel Skopal - Satira je satira, ale
pozérnik je uctyhodny ¢lovék / Lucie Cesdlkova - Po-
zor - pohov : ¢lovék, moc a jazyk v Hofi, ma panenko
/ Petra Hanakové - Disparita funkci hudby ve ,veris-
tickém" filmu Hofi, ma panenko / Milo$ Zapletal - Ba-
revny pohled na ,neslu$né manzelstvi komi¢na se
smrti“ / Miloslav Novak - Sbornik texti k legendérni-
mu snimku Milo§ Formana shrnuje vysledky badatel-
ského vyzkumu pfi digitdlnim restaurovani filmu
a poskytuje prostor pro nové zhodnoceni tohoto filmu
prostfednictvim mapovani rady aspektd jeho pro-
dukeni historie v¢etné analyzy ndsledného spolecen-
ského ohlasu doma i v zahraniéi. Historicky zaméfené
studie dopliiuji rozhovory s pamétniky a tvirci (Vac-
lav Sasek, Ladislav Kachtik, Miroslav Urban), unikatni
fotografickd a archivni dokumentace, chronologicky
prehled a souhrnné statistické informace o vyrobé
a uvadéni filmu. -- ISBN 978-80-7004-150-5 (broz.)
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KRUPKA, Jaroslav

Ceska reklama : od pana Vajicka po fale$né soby / Ja-
roslav Krupka. -- 1. vyd. -- Brno : BizBooks, 2012. --
264 s. : (vétdinou barev.) il., portréty, faksim. -- Uvod,
slovnigek osob, o autorovi - Rejstfik - Kniha rekapitu-
luje zrod, rozvoj, zdkulisi a osobnosti tuzemské rekla-
my od prvopocatkl az po posledni uspéchy ceskych
tviirci na mezinarodnim festivalu reklamy v Cannes.
-- ISBN 978-80-265-0046-9 (vaz.)

LAURENCE, Charles

Spolecensky agent Jifi Mucha : laska a Zal za zeleznou
oponou - intriky, sex, §pioni / Charles Laurence ;
[z anglického originalu ...] prelozila Katefina Lipen-
skd. -- V ¢eském jazyce vyd. 1. -- Praha : Prostor, 2012.
-- 216 5. -- Autor doslovu k ¢eskému vydani Igor Lukes
- O autorovi - Rejstfik jmenny a vécny - Autobiogra-
fickd kniha britského novindfe s americkym obcan-
stvim Charlese Laurence, jehoZ otec byl vysoce posta-
venym britskym diplomatem, vypravi piibéh rodiny,
ktera v 50. letech pobyvala v Praze a kterou tento po-
byt hluboce zasdhl. Prostfednictvim vzpominek auto-
ra, v té dobé malého chlapce, nahlizime do prostredi
prazské diplomatické spole¢nosti a $pionaznich me-
chanismu v prvnim desetileti studené valky. Autor po-
stupné nachazi informace o tom, Ze milostna aféra
jeho matky s prazskym intelektudlem Jifim Muchou
nebyla z Muchovy strany nahlym vzplanutim citd, ale
operaci Statni bezpeé¢nosti, v niz Mucha sehraval roli
»spoleenského agenta®, Cely pfibéh ramuji dva roz-
hovory s Geraldinou Muchovou, manzelkou Jifiho
Muchy. - Nazev origindlu: The social agent : a true in-
trigue of sex, spies, and heartbreak / Laurence, Char-
les, 1950-. -- Chicago : Ivan R. Dee, 2010. -- ISBN 978-
80-7260-268-1 (viz.)

LUMIERE

The Lumiere project : the European film archives at
the crossroads / edited by Catherine A. Surowiec. --
Lisboa : Associagao Projecto Lumiere, 1996. -- 261 s. :
(nékteré barev.) il. -- Uvod, poznamky v textu, citaty,
vynatky, filmografie v textu, o autorech - Rejstiik
jmenny a nazvovy - Vypravna kniha, ktera rekapitulu-
je pétiletou (1991-95) ¢innost a iniciativy panevrop-
ského sdruzeni filmovych archiva, se zabyva problémy
preservace a restaurovani filmi na poé¢atku nového ti-
sicileti. Kniha dokumentuje tfi hlavni ukoly projektu
Lumiere na zachranu evropského filmového dédictvi:
restaurovani 100 klicovych tituld pro historii evropské
kinematografie, patrani po ztracenych filmech a vy-
pracovani spole¢né evropské filmografie (Joint Euro-
pean Filmography). -- ISBN 972-95404-0-3 (vaz.)

MAGHSOUDLOU, Bahman

Grass : untold stories / Bahman Maghsoudlou. -- Cos-
ta Mesa, California : Mazda Publishers, 2009. -- xxi,
348 s. : il,, portréty, faksim. mapy. -- (Bibliotheca Irani-
ca: performing arts series ; no. 8). -- Autor pfedmluvy
Kevin Brownlow - Poznamky v textu, vynatky, citaty,
o autorovi - Bibliografie na s. 335-344, rejstfik - Kniha
ptiblizuje mimofadna dobrodruzstvi a osudy holly-
woodskych filmovych pionyri, jejichz némy film Tra-
va (1925), ktery je povazovin za jeden z prvnich etno-
grafickych dokumentarnich filmu, zachycuje extrémni
zivotni podminky a statecnost kocovnych pastevcii
v [ranu. -- ISBN 978-1-56859-221-3 (véz.)

MINORITY

Minority a film : [zbornik prispevkov zo 14. ¢esko-slo-
venskej filmologickej konferencie, ktora sa konala 20.
- 23. oktébra 2011 v kastieli Topol¢ianky / editor
a zodpovedny redaktor Martin Kanuch ; texty Peter
Michalovi¢ ... et al.]. -- 1. vyd. -- Bratislava : Asocidcia
slovenskych filmovych klubov : Slovensky filmovy
ustav, 2012. -- 203 s. : il. -- Uvod, poznamky v textu, ci-
tované filmy - Sbornik pfispévki ze 14. ¢esko-sloven-
ské filmologické konference konané v Topoltiankach
(20.-23. tijna 2011). Hlavnim tématem tohoto pravi-
delného vyroé¢niho setkani ceskych a slovenskych fil-
movych historiki a teoretiki se stalo zobrazeni mino-
rit ve filmu, zejména v kontextu sttedoevropského
kulturniho prostoru. Konference se na jedné strané
ideové zamérila na analyzu uméleckych zpiisobti zob-
razeni predstaviteli narodnostnich mensin a historic-
kych udalosti, které pfimo a bezprostfedné zasahovaly
do jejich kazdodenniho zivota, ale zdroven oteviela
prostor i pro Gvahy o Sirokém spektru kulturnich, spo-
lecenskych a riizné geopoliticky vzdalenych mensin. --
ISBN 978-80-970420-2-8 (broz.)

NARODNI FILMOVY ARCHIV

Cesky animovany film = Czech animated film. 1,
1920-1945 / [Michaela Mertova ... et al.]. -- Praha :
Narodni filmovy archiv, 2012. -- 111 s. : (nékteré ba-
rev.) il. -- Soubéiny anglicky text - Uvod: Vladimir
Opéla - Predmluva, uvodni poznamka, zkratky - Bib-
liografie v textu a na s. 111, rejstiik jmenny a nazvovy
- Prvni svazek filmografického souboru Cesky animo-
vany film zahrnuje produkci lét 1920-1945. Publikace
obsahuje vSechny zjisténé animované a trikové filmy
ceské vyroby (dochované i nedochované) i snimky,
které vytvofili vyrobci nebo byly vyrobeny pro spolec-
nosti, podnikatele a instituce sidlici na izemi Cesko-
slovenska v obdobi prvni a druhé republiky a také
Protektoratu Cechy a Morava. Filmy jsou fazeny abe-
cedné, u vétdiny je uveden nazev, zinr, technologie
animace, zvuk/barva, rok vyroby a vyrobce, rezie, dal-
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§i tviirci, anotace a obsah, poznamka, filmové materi-
aly, obrazova dokumentace, prameny, cenzura, biblio-
grafie. -- ISBN 978-80-7004-148-2 (vdz.)

ORLEBAR, Jeremy

Kniha o televizi / Jeremy Orlebar ; [z anglického origi-
nélu ... prelozila Helena Bendova ; editor a pfedmluva
k ¢eskému vydani Zdenék Holy]. -- 1. vyd. -- Praha :
Nakladatelstvi Akademie muzickych uméni v Praze,
2012. -- 213 s. : il. -- Uvod, poznamky v textu, slovni-
¢ek vybranych pojmi - Bibliografie v textu, rejstiik -
Kniha, jejiz anglicky nazev The Television Handbook
presné vystihuje celistvost autorova pohledu na tele-
vizni praxi, kterd je vSak obohacena teoretickym za-
myslenim nad smyslem, tcelem, plisobenim a vyvo-
jem televizniho média. Zabyva se mimo jiné televizni
regulaci, principem vefejné sluzby, programovymi
zanry, specifikem televizniho dramatu, postavenim te-
levize mezi ostatnimi souc¢asnymi médii, ale také psa-
nim scénafe, produkci, vybavenim televizniho studia,
praci v televizi. - Nazev originalu: The television hand-
book / Orlebar, Jeremy. -- [London] : Routledge, 2011.
-- ISBN 978-80-7331-246-6 (broz.)

OSTRANNENIE

Ostrannenie : on ,,Strangeness” and the moving image
: the history, reception, and relevance of a concept /
edited by Annie den Oever. -- Amsterdam : Amster-
dam University Press, 2010. -- 278 s. : il,, portréty, fak-
sim. -- (The Key Debates. Mutations and Appropriati-
ons in European Film Studies). -- Editorial, vynatky,
poznamky na s. 205-240, o autorech - Bibliografie na
s. 241-254, rejsiik jmenny, nazvovy a vécny - Kolek-
tivni monografie, v niz dvanact evropskych filmologii
zkouma formou esejii a rozhovori z historického, teo-
retického, kognitivniho a psychoanalytického hledis-
ka podstatu pojmu ,ostrannénije” (,o0zvlastnéni) ve
filmu, avantgardé, médiich a modernim umeéni vibec.
Pivodcem metody a teorie ,,0zvla$tnéni* byl rusky
formalista Viktor Sklovskij, podle néhoz je smyslem
uméni ozvlastnit, defamiliarizovat realitu bézného zi-
vota a béznou komunikativni praxi. -- ISBN 978-90-
8964-079-6 (broz.)

PFLAUM, Hans Giinther

Rainer Werner Fassbinder : Bilder und Dokumente /
Hans Giinther Pflaum. -- Miinchen : Edition Spangen-
berg, 1992. -- 81 s. : il., portréty, faksim. -- (Bilder und
Dokumente). -- Citaty, vynatky, poznamky na s. 81 -
Knizni portrét némeckého filmare a divadelnika Rai-
nera Wernera Fassbindera je staven z dobovych ohla-
si, vzpominek a bohatého obrazové dokumentace.
-- ISBN 3-89409-068-5 (broz.)
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PLURALITA

Pluralita kultury : literatura a film v dne$nim svété /
Josef Jafab a Michal Peprnik (eds.) ; [kolektiv autord
Zuzana Burianova ... et al.]. -- 1. vyd. -- Olomouc :
Univerzita Palackého v Olomouci, 2011. -- 209 s. --
Poznamky v textu, citdty, vynatky, anglické resumé,
o autorech - Bibliografie v textu - Obsahuje téz: Antia-
mericky postoj a amerikanizace ve vale¢nych a pova-
le¢nych filmech Akiry Kurosawy / Lubod Ptacek, s.
145-156 - Kritika a patriotismus: Sam Peckinpah vs.
USA / Zdenék Hudec, , s. 157-190 - Kolektivni mono-
grafie obsahuje jak syntetické kapitoly zkoumajici pro-
jevy plurality v americké, brazilské, francouzské, rus-
ké, skotské a $panélské literatufe, tak i studie
o vyznacnych autorskych osobnostech literatury, filmu
a komiksu jako Allen Ginsberg, Akira Kurosawa, Sam
Peckinpah a Will Eisner. -- ISBN 978-80-244-2981-6
(broz.)

POETIKA

Poetika zlocinu : franctzsky film noir / [editofi Martin
Kanuch a Michal Michalovi¢ ; autofi texti Ginette
Vincendeau ... et al.]. -- 1. vyd. -- Bratislava : produ-
cer, 2012. -- 261 s. : il. -- (Edicia Cinematik). -- Uvod,
poznamky v textu, filmografie v textu, francouzska re-
sumé, o autorech - Obsahuje téz: Poeticky realismus
jako noirové inspirace / Briana Cechovd, s. 49-62 -
Ameri¢ané také nataceji film noir : francouzské texty
ze 40. a 50. let o americkém filmu noir / Milan Hain,
$.77-93 - Asi tyden v ruSném mésté : nesahejte na pra-
chy Jacquesa Beckera / Vaclav Kofron, s. 95-102 -
Rvacka mezi muzi: francouzskd klasika amerického
»zanru® / Jana Bébarova, s. 103-114 - Noir podle Tru-
ffaulta: Stfilejte na pianistu / Jan Kfipa¢, s. 181-202 -
Noirové nalady Bertranda Taverniera / Zdenék Hu-
dec, s. 246-255 - Kolektivni monografie slovenskych
a Ceskych filmovych kritikil a védca v 18 textech pfi-
blizuje souvislosti francouzského filmu noir. Autofi se
vénuji 8irSim kontextiim, at uZ historickému vyvoji
daného fenoménu anebo riiznym tendencim v ramci
neho (poeticky realismus...). Vétdi piehledové studie
jsou doplnéné analyzami a interpretacemi jednotli-
vych filma (Cerné série, Nesahejte na prachy). Do
sborniku pfispél pavodni studii rovnéz Roland-Fra-
ngois Lack, ktery piasobi na University College Lon-
don a pfeloZeny byl i starsi text profesorky z King’s
College London Ginette Vincendeau. -- ISBN 978-80-
971098-0-6 (broz.)

POSTA, Miroslav

Titulkujeme profesionalné / Miroslav Poéta. -- 1. vyd.
-- Praha : Apostrof, 2011. -- 155 s. : il. -- Uvod, citaty,
vynatky, poznamky v textu, o autorovi - Bibliografie
nas. 151-154 - Prvni ¢esky psand publikace o titulko-
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vani filma a dal$ich audiovizualnich dél se zamysli nad
nejdalezitéjsimi aspekty titulkafské price a nabizi
mnoho praktickych tipa a doporudeni. Ptilohy tvori
rozhovory s prednimi prekladateli, ktefi se titulkovani
dlouhodobé vénuji (Dana Hébova, Jifi Josek, Zuzana
Joskova, Larelay, Andrea Svobodova). -- ISBN 978-80-
904887-9-3 (broz.)

RESEARCH@FILM

Research@film : Forschung zwischen Kunst und Wi-
ssenschaft / herausgegeben von Lucie Bader Egloff,
Gabriela Christen und Stefan Schabi ; [die Texte von
Elke Bippus ... et all.]. -- 1. Aufl. -- Ziirich : Ziircher
Hochschule der Kiinste, 2010. -- 84 s. : il. + 1 DVD. --
(subTexte ; 04). -- Cést. anglicky text - Uvod, vynatky,
poznamky v textu, o autorech, anglicka resumé - Ko-
lektivni monografie, ktera na prikladech projekta
z oblasti antropologie, dokumentdarniho filmu, medi-
alnich technologii a filmovych studii poskytuje vhled
do aktudlniho evropského védeckého mysleni. -- ISBN
978-3-906437-32-3 (broz.)

SUBJECTIVITY

Subjectivity : filmic representation and the spectator's
experience / edited by Dominique Chateau. -- Am-
sterdam : Amsterdam University Press, 2011. -- 272 s.
. il., portréty. -- (The Key Debates. Mutations and
Appropriations in European Film Studies). -- Editori-
al, citaty, vynatky, poznamky na s. 207-233, o auto-
rech - Bibliografie na s. 235-247, rejstfik jmenny, na-
zvovy a vécny - Kolektivni monografie dvanacti
evropskych filmologti a estetiki, ktefi ve svych zasveé-
cenych a pouénych esejich zkoumaji zpisoby, jimiz
pojem subjektivita vstoupil do filmové teorie, filozofie,
historie, praxe a kritiky, zdroven vsak také konfrontuji
tento pfedmét s rychle se ménicim médiem. -- ISBN
978-90-896-4317-9 (broz.)

SLINGEROVA, Alena

Obraz umélce v ceskych hranych filmech pounoro-
vych let [rukopis] = The image of the artist in Czech
feature films after 1948 / Alena Slingerova ; vedouci
préace Ivan Klimes. -- Praha : Univerzita Karlova v Pra-
ze - Filozoficka fakulta, 2012. -- 69 1, [19] L. : (nékteré
barev.) il. -- PC tisk - Bibliografie na l. 62-67 - Diplo-
mova price se zabyva zobrazenim umélce v Ceském
hraném filmu po roce 1948. V prvni ¢&asti prace se
autor¢ina pozornost zaméfuje na obraz umélce vy-
abstrahovany z oficidlniho kulturné-politického blo-
ku. Druhé cast prace je vénovana analyze a interpreta-
ci vybranych filma, respektive téch jejich prvka, které
se vztahuji k tematice uméleckého zZivota a tvorby.
Piedmétem analyzy je obsah filmt (se zohlednénim
nékterych relevantnich vazeb na formdlni prostredky
¢i dobovy kontext realizace filmu), pfedeviim zptisob,
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jakym jsou v nich konstruovany postavy umélca. --
(Vaz.)

VZKAZY

Vzkazy domi = Messages home : ptibéhy Cechi, kte-
i odesli do zahraniéi (emigrace a exil 1848-1989) :
stories of Czechs who went abroad (emigration and
exile 1848-1989) / [editorka Lucie Wittlichova ; autofi
text(i Ivan Dubovicky ... et all. ; pfeklad Radek Blahe-
ta]. -- 1. vyd. -- V Praze : Dny ¢eské statnosti : Laby-
rint, 2012. -- 359 s. : il., portréty, faksim. -- Soubézny
anglicky text - Autorka pfedmluvy Madeleine K.
Albrightova - Obsahuje téZ: Gustav Machaty / Jifi
Hornicek - Jiti Voskovec / Véclav Kofron - Sona Cer-
vena / Petr Koura - Petr Sis / Judita Matyasova - Voj-
téch Jasny / Petra Dominkovi - Kolektivni monografie
se zabyva fenoménem emigrace a exilu v éeskych mo-
dernich déjinach. Je rozdélena do péti chronologicky
tazenych oddild, které mapuji hlavni viny emigrace od
roku 1848 az po posledni dny pfed padem komunis-
tického rezimu v roce 1989. Uvodni historické studie
charakterizuji kazdé obdobi a popisuji divody a prici-
ny vystéhovalectvi a podminky Zivota Cechii mimo
svou vlast. Zachycuji, jak ktera doba na své krajany na-
hlizela a opacné - jak se exulanti ¢i emigranti staveli ke
své rodné zemi. Stézejni Cast knihy tvofi 30 pribéha
Cechii, ktefi v pribéhu 19. a 20. stoleti odesli do za-
hraniéi. Na pozadi téchto konkrétnich lidskych osudt
sledujeme nejen motivy a priciny jejich odchodu, ale
i socidlni, politické a psychologickeé aspekty fenoménu
emigrace pti hledani nového domova. Mezi vybrany-
mi nalezneme znamé osobnosti, jako je Gustav Ma-
chaty, Sona Cervend, Jifi Voskovec, Vojtéch Jasny
a Petr Sis. -- ISBN 978-80-904980-1-3 (Dny ceské stat-
nosti : vaz.). -- ISBN 978-80-87260-46-3 (Labyrint :
vaz.)

WINZENTSEN, Franz

Franz Winzentsen / zusammengestellt von Hans-Mi-
chael Bock. -- Wilhelmshaven : Kunstschule ,Die
Werft“ Wilhelmshaven : CineGraph - Hamburgisches
Centrum fur Filmforschung, 1996. -- 94 s. : il., portré-
ty. -- (Monografie; 1). -- Pfedmluva, citaty, filmografie
F. Winzentsena - Sbornik vénovany dilu némeckého
experimentalniho tviirce animovaného filmu Franze
Winzentsena je sloZeny z textd samotného umélce
arozhovort s nim. Publikaci, kterd vychazi pfi pfilezi-
tosti umélcova ocenéni na prehlidce 6. Wilhelmshave-
ner Maritime Filmtage (18.-22. zafi 1996), je kromé
bohaté obrazové dokumentace vybavena podrobnou
filmografii. -- ISBN 3-930510-65-0 (broz.)
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VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CIiSEL

Prostiednictvim monotematickych blokt se Iluminace snazi podpotit koncentrova-
néjsi diskusi uvnit oboru, vytvorit operativni prostredek dialogu s jinymi obory
a usnadnit zapojeni zahrani¢nich prispévateld. Témata jsou vybirdna tak, aby kore-
spondovala s aktudlnim vyvojem filmové historie a teorie ve svété a aby soucasné
umoznovala otevirat specifické domdci otazky (revidovat problémy déjin ceského
filmu, zabyvat se dosud nevyuzitymi prameny). Zajemctim muze redakce poskyt-
nout vybérové bibliografie k jednotlivym tématiim. Kazdé z uvedenych ¢isel bude
mit rezervovan dostatek prostoru i pro texty s tématem nijak nesouvisejici.

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

V nabidce stru¢né popiste koncepci textu; u piivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace 1ze nalézt na webo-
vych strankach casopisu: www.iluminace.cz, v polozce Redakce/kontakty.




2/2013
Filmovy marketing

(uzdvérka: 28. uinora 2013)
Hostujici editorka: Marta Lamperova

Vyznam filmového marketingu pro filmovou praxi i pro odbornou reflexi filmu v USA a dal-
Sich zapadnich zemich roste, zatimco v Ceské republice je v obou zminénych oblastech spise
podcenovén. Je to dano odliSnym historickym kontextem i odlisnymi finanénimi moznostmi
amerického a evropského filmového pramyslu. Hollywoodska studia vynakladaji obrovské
prostfedky na marketing filmi mimo jiné proto, ze kinematografie byla v USA vidy chdpana
spide jako obchod a zdbavni primysl a ziskovost byla zejména pro ,,majors” spolecnosti roz-
hodujicim faktorem. Americka studia zaroven disponuji finanénimi prostfedky na rozsdhlé
marketingové kampané. Naopak v ¢eském prostfedi neni na propagaci filmi dostatek pro-
stfedki, jak upozornila naptiklad Studie ekonomického viivu filmového primyslu v Ceské re-
publice spole¢nosti Olsberg/SPI (2006). Na jednu stranu Ize slySet stiznosti, Zze narodni pro-
dukce ve stredni a vychodni Evropé neni ziskovéa a nedafi se ji uplatiovat na zahrani¢nich
trzich, na druhou stranu neni viile promyslet kvalitni marketingové strategie a pracuje se s na-
ivnim predpokladem, ze dobré uméni se proda samo.

Toto piehlizeni ¢i dokonce nechut k filmovému marketingu se pak logicky pfeléva i do obo-
ru, ktery ma kinematografii reflektovat, tedy do filmovych studii, v dasledku ¢ehoz nebyla to-
muto tématu u nas doposud vénovana adekvatni pozornost. Pripravované &islo Hluminace
sméfuje k naplnéni dvou hlavnich cilii: 1) Je tfeba upozornit na vyznam marketingu pro do-
mici filmové-vyrobni praxi, protoZe bez marketingu nelze vybudovat konkurenceschopnou

filmovou vyrobu. Marketingovou strategii pritom nelze zacit pfipravovat a realizovat, az kdyz

je dilo dokoncené, musi se tdhnout celym procesem vyroby od vyvoje az po hotovy film; méla
by také zohlednovat nové fenomény, jako jsou socialni sité, crowdfunding apod. 2) Marketing
by se mél stat i u nds legitimnim pfedmétem vyzkumu. Predstavuje totiz dilezitou soucast
(pfedev$im americké) filmové kultury, ktera mize prostfednictvim marketingovych kampani
formovat a ménit ocekéavani, preference i zvyky divaka.

Vzhledem k interdisciplindrnimu charakteru filmového marketingu mazeme rozlisit nékolik
typt publikaci, které se k pfedmétu naseho zdjmu vazi. V prvni fadé jsou to publikace odbor-
nikii z marketingové oblasti slouzici primarné jako navod pro filmové-vyrobni a filmové-dis-
tribuéni praxi. Z této pozice pisi o marketingu filmu napiiklad Sibylle Kurzova, Esther van
Messelova a Bjorn Koll v publikaci Low-Budget-Filme. Marketing und Vertrieb optimieren
(2006), Annika Phamovd, Neil Watson a John Durie v knize Marketing and Selling Your Film
Around the World (2000) nebo Finola Kerriganova v knize Film Marketing (2010). Obdob-
nych publikaci lze nalézt celou fadu.

Zadruhé jde o odborné reflexe filmového marketingu naptiklad z pozic sociologickych, eko-
nomickych a historickych. V této souvislosti lze uvést studii sociologa Shyona Baumanna
~Marketing, Cultural Hierarchy. and the Relevance of Critics: Film in the United States, 1935-
1980 (2002), v niz autor provedl obsahovou analyzu reklamy na filmy v novindch a zamétil
se na to, jaky vyznam mélo v reklamé v pribéhu historie slovo filmovych kritikd. Ekonomic-
ky orientované studie reprezentuje napfiklad préce Jaye Praga a Jamese Casavanta ,, An Empi-
rical Study of the Determinants of Revenues and Marketing Expenditures in the Motion
Picture Industry® (1994). Autofi svou analyzou prokazali, ze filmovy marketing ma pfimy
a vyznamny vliv na finan¢ni uspé$nost filmi. Raznorodost ekonomicky orientovanych pri-




stupti k marketingu tykajiciho se filmu dokldda také studie Simona Hudsona ,,Promoting De-
stinations via Film Tourism: An Empirical Identification of Supporting Marketing Initiatives"
(2006). Jak nazev napovid4, zde se autofi nezajimali o marketing filmi, ale o marketing desti-
naci a rozvoj turismu zaloZeny na faktu, Ze se v urcité lokalité tocil film nebo Ze byla tato des-
tinace ve filmu vyobrazena (at uz se film todil kdekoliv). V soucasnosti je toto téma aktudlni
i v ¢eském prostiedi, jak ukdzalo i téma leto$niho Fora cestovniho ruchu se zaméfenim na
,»Film a marketing destinace”. Z historické perspektivy pohlizi na vyznam filmového marke-
tingu napfiklad Justin Wyatt ve své prikopnické knize High concept: Movies and Marketing in
Hollywood, kde sleduje specifické marketingové strategie tzv. blockbusteru vysokého pojeti od
druhé poloviny 70. let do druhé poloviny 80. let. Mohli bychom v tomto vyctu pokracovat
déle, chtéli jsme viak upozornit alespon na nejzajimavéjsi typy vyzkumi realizovanych v ob-
lasti filmového marketingu. Pfispévky se pochopitelné nemusi omezovat na zminéné okruhy
studii. Mezi vitanymi tématy jsou mimo jiné:

« piipadové studie marketingovych strategii konkrétnich filmd,

« marketing ¢eskych a slovenskych filmi v historické perspektivé,

« obsahové analyzy reklamnich kampani na filmy,

« analyzy teaseri a trailerd,

« ekonomické analyzy dopadu marketingovych kampani na tispé$nost filmi,

« kinoreklama,

« kvalitativni a kvantitativni vyzkumy zamérené na marketery a distributory filmi,
« filmovy turismus a destinacni marketing.

Strucny vybér literatury:

Shyon Baumann, Marketing, Cultural Hierarchy, and the Relevance of Critics: Film in the
United States, 1935-1980. Poetics 30, 2002, s. 243-262.

Sue Beeton, Film-Induced Tourism. Clevedon: Channel View Publications 2005.

Mark Steven Bosko, The Complete Independent Movie Marketing Handbook. Studio City: Mi-
chael Wiese Productions 2003.

Simon Hudson, Promoting Destinations via Film Tourism: An Empirical Identification of
Supporting Marketing Initiatives. Journal of Travel Research 44, 2006, ¢. 4, s. 387-396.

Simon Hudson - J. R. Brent Ritchie, Film Tourism and Destination Marketing: The Case of
Captain Corelli’s Mandolin. Journal of Vacation Marketing 12, 2006, ¢. 3, s. 256-268.

Finola Kerrigan, Film Marketing. Oxford: Elsevier 2010.

Finola Kerrigan - Peter Fraser - Mustafa Ozbilgin, Arts Marketing. Oxford: Elsevier Butter-
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Jay Prag - James Casavant, An Empirical Study of the Determinants of Revenues and Marke-
ting Expenditures in the Motion Picture Industry. Journal of Cultural Economics 18, 1994,
€..3,5.217-235,

Justin Wyatt, High concept: Movies and Marketing in Hollywood. Texas: University of Texas
Press 1994.
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Screen Industries in East-Central Europe: Cultural Policies and Political Culture

Special English-Language Edition
(deadline 30 April 2013)

The collection of articles has its origin in a conference on film and TV industries in the region
held in Brno in November 2012 under the same title.
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Beyond “Malé, ale nase”: Czech and Slovak Cinemas as Transnational Cinemas
Special English-Language Edition

(deadline 31 July 2013)
Guest Editors: Alice Lovejoy - Natasa Durovicova

In world film historiography, the current pressures of globalization have led to a general
downplaying of the paradigm of national cinema in favor of transnational perspectives.” By
contrast, the post-1989 “detotalization” of East/Central Europe that gave birth to a dozen
newly devolved nation-states also had direct consequences for writing film history. The dom-
inant historical research soon came to focus on newly minted “unitary one-nation cinemas”
— Czech, Slovak, Ukrainian, Serbian, Montenegrin, Latvian, etc. — born from the ruins of
federated cultural formations.

Yet throughout the course of most of the 20" century, East/Central European filmmaking was,
in some form or another, always also a part of a larger trans- or supranational configuration.
Well beyond the level of individual film productions or bilateral co-production agreements,
transnational force-fields exercised a gravitational pull on the scale, and often on the very
concept, of a cinema for any imagined “national” community. After all, like film industries in
other small countries, the E/CE cinemas had to find ways to persist in the shifting regimes of
cultural and political power by relying on ‘strategic resourcefulness,” that is, had to continu-
ously gauge the wider political and cultural fields in which they operated. In other words, the
historical objects today so plainly and so self-evidently identified as “Czech cinema,” “Slovak
cinema,” etc. disavow their ongoing dependence on, and debt to films, film discourses, film
practices and film industries that are not-Czech, not-Slovak, etc.

This volume seeks to examine such strategies in the cinemas of the Czech and Slovak lands,
which have, variously, been an integral part of the cinema of the Austro-Hungarian Empire,
a part of the multinational Czechoslovak Republic, a sheltered production space within the
World War II Protectorate of Bohemia and Moravia (in the case of the Czech lands), a com-
petitive partner in the Socialist block/Comecon trade exchange structure, two among many
participants of the Eurimages/MEDIA group, or two minor film industries competing in the
global media market. These configurations—all of which exceed the concept and borders of
the Czech and Slovak state—have nonetheless been crucial to the development of “national”
film practice, culture, and style on all levels, and beyond individual film productions: wheth-
er in the choices of production strategies, genres or stars in the thirty-some years from the be-
ginning of film production in Prague at the turn of the 20" century until the end of the first
Republic, the film politics with regard to national minorities as well as multilingual versions
in the same era, the development of dramaturgical practices in the Czech and Slovak studios,
in the “Czechoslovak road to socialism” that films of the early 1950s imagined, in E.U.-
sponsored documentaries, in the persistence of a “bi-national” Czech-Slovak media market af-
ter the split of the two republics, the profiling politics of international film festivals in the
Czech and Slovak republics, etc.

With the goal of expanding theoretical and analytical approaches to the historical and con-
temporary geopolitics of East/Central European cinema, we invite contributions that will in-
vestigate, theorize, and analyze the ways in which Czech and Slovak cinemas have been




shaped by their long-standing and dynamic position in a variety of larger networks. We par-
ticularly welcome studies that examine under- or unexplored films or archival sources, that
extend beyond canonical works, periods, and genres (e.g., fiction features), and that integrate
theoretical and historiographical approaches.

Proposals for issue 4/2013 (3-600 words) are due to the editors Natasa Durovi¢ové (University
of lowa) and Alice Lovejoy (University of Minnesota), via natasa-durovicova@uiowa.edu and
alovejoy@umn.edu on May 1, 2012. The contributions (5-7000 words) may be in English,
Czech or Slovak. The contributors will be notified on July 1, 2012; the essays will be due on
July 31, 2013.

1) E.g.Mette Hjort, On the Plurality of Cinematic Transnationalism. In: Natada Duroviéova -
Kathleen Newman (eds.), World Cinemas, Transnational Practices. New York: Routledge 2009,
pp- 13-33. For an example of an attempt to methodically write a “denationalized” world cinema his-
tory, see e.g. the Italian multivolume history Gian Piero Brunetta (ed.), Storia del cinema mondi-
ale : L Europa. Miti, luoghi, divi. Torino: Einaudi 1999.

2) Mette Hjort, Small Nation, Global Cinema: The New Danish Cinema. Minnesota: University of
Minnesota Press 2005, p. ix.
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Filmové festivaly

(uzdvérka 30. listopadu 2013)
Hostujici editorka: Jindfiska Blahova

Abstrakty prispévki v rozsahu max. 200 slov zasilejte do 10. zafi 2013 na adresy jindriska_
blahova@yahoo.com a lucie.cesalkova@nfa.cz

Vyzkum filmovych festivall je rapidné se vyvijejici disciplinou. Nartist pozornosti, kterou fes-
tivalim jako soucdsti globélni ekonomiky filmového pramyslu védci vénuji, odrazi do znac-
né miry exponencialni narist festivala samotnych za uplynula dvé desetileti. Statisticky pfi-
pada na kazdy den v roce minimalné jeden festival, pfehlidku pofada kazdé vétsi mésto. Roste
zanrova a funkéni pestrost festivali. Uz nejsou jen ,.filmovymi konferencemi® hosticimi kine-
matograficky svét, platformou pro pfedvedeni esteticky hodnotnych filmi, oslavou umélec-
kych a tviir¢ich kvalit ¢&i ,,ndrodnich kinematografii a s nimi tzce spojené ideologické ¢i na-
cionalistické agendy. V porovnéni s desetiletimi po 2. svétové valce, kdy byly filmové festivaly
nedilnou souédsti kulturni a vefejné diplomacie, studenovale¢né geo-politiky a specificky na-
pojené na struktury lokalnich filmovych priamysl, plni v sou¢asnosti festivaly mimo jiné so-
cidlné-aktivistickou funkei (gender, lidsko-pravni otazky, rasa, etnika, demografické skupi-
ny), pfispivaji k emancipaci mensin, formovani a upevnovéni fanouskovskych komunit
(zanrové festivaly), kulturni diverzifikaci ve spole¢nosti, nebo slouzi k rozvoji a oziveni lokal-
nich/mistnich ekonomik (regionu &i turismu). Pomyslné tektonické desky festivalii se zdro-
ven posouvaji. Zatimco zapadni Evropa, kde festivaly vznikly jako fenomén po 2. svétové val-
ce, zaziva boom uzce specializovanych mikro-festivala, v Asii ¢i na Blizkém Vychodé
vznikaji po vzoru zavedenych ,, A“ prehlidek vysoko-rozpoctové akee.

I nadéle jsou festivaly propojené s politikou v $ir$im slova smyslu (jak politikou narodnich
statt, tak kulturni politikou nadnéarodnich formaci jako EU) a kultivuji urcity typ divéka,
ovliviuji stratifikaci kulturni sféry, ptifazuji hodnoty a utvafeji kdnony, jsou sociologickym
fenoménem a integralni souéasti celosvétové ¢im dal tim propojenéjsi filmové ekonomiky —
funguji jako distribué¢ni kanaly, jako filmové trhy, burzy namétt (pitching fora), huby (socidl-
ni i funkcné-praktické) pro setkévani zastupci filmového primyslu, mista, kde se formuluje
audiovizudlni politika. Cim d4l tim &astéji vstupuji do produkce filmi (napf. Berlinale Ci
Rotterdam).

V prostoru festivali, charakterizovanych Manuelem Castellsem jako ,,prostory toku®, se tak
protinaji kultura, ekonomika, ideologie, politika, estetika a koexistuji a soupefi spolu na spe-
cificky, z kazdodennosti vyclenéném prostoru, aktéfi sledujici rozdilné zajmy od zastupci fil-
mového primyslu, pres politiky, lobbisty, novinare, az po publika. Festivaly samotné pak ne-
existuji izolované, ale v propojeném celosvétovém okruhu ¢i siti (Elsaesser 2004). Pravé
teoreticky motivovana snaha o pochopeni fungovani festivalli jako systému predstavuje jed-
nu z hlavnich vétvi jejich vyzkumu (De Valck 2005). Paralelné s ni se stejné intenzivné histo-
rici vénuji vyzkumu déjin festival s diirazem na politické a nacionalistické aspekty hlavné
v raném obdobi existence festivali a béhem Studené vilky (Karl 2007, Fehrenbach 1995,
Kétzing 2007); pficems se diiraz historického vyzkumu posunul v uplynulych nékolika letech
k otazkdm trans-nacionalismu, nad-narodnich struktur a globalizace (Moine, 2007, Evans
2007, Mazdon 2007, Bldhova 2012). Festivaly jsou zkoumany jako sociologicky fenomén
(Ethis 2001, Dayan 2000), z hlediska distribuce (Iordanova 2008), trhu (Chin 1997) a marke-




tingu, imaginarnich komunit (Iordanova-Cheung 2010) i jako pole pro studium hvézd a kul-
tury celebrit (Schwartz 2007). Festivalim jako ze své povahy interdisciplinarnimu fenoménu
se vénuji stale vice i akademici ne-filmovych disciplin jako je management ¢i ekonomie, kteti
zaci a financovani (Riiling a Strandgaard 2010) a na analyzu z hlediska lokalniho rozvoje, ve-
fejné sféry ¢i turismu (Ross 2004).

Festivalové tematické cislo Iluminace se zaméfi primarné, i kdyz nikoliv vyhradné, na region
sttedni Evropy, ktery predstavuje z historického i soucasného hlediska oblast bohatou na
moznosti vyzkumu filmovych festivali, ale do zna¢né miry oblast stéle zastinénou vyzkumem
festivali v zépadni Evropé ¢i jinych regionech jako je Asie. Cilem cisla je rozsifit chdpani
funkci festivalti ve specifickych podminkach ,,narodnich® primysla (at uz z ideologického
nebo praktického hlediska) i jako soucast transnaciondlni ekonomiky, jejich financovani, pro-
gramovani, napojeni na globdlni festivalovy okruh a oteviit uvazovani o modelech festival
charakteristickych pro specificka historickd obdobi a politické rezimy. Mozné tematické okru-
hy ptispévka tak jsou:

+ Historie filmovych festivall, s dirazem na transformaci po roce 1989

+ Rozdilné, dobové a politicky podminéné modely festivali

« Filmové festivaly, distribuce a marketing (systémové i piipadové studie)

« Ekonomika festivald: filmové festivaly jako trhy

« Festivaly a kreativni pramysl

« Financovani filmovych festivalti (dotacni politika, nadnarodni struktury)

+ Programovdni a programova politika

« Festivaly a (kulturni) politika

» Ideologicka a diskurzivni funkce festivalii: formovani ,néarodnich“ kinematografii, ,,narod-
ni identity” a transnacionalni toky

» Festivaly jako sociologicky fenomén: formovani divéika a jejich socialni funkce

» Festivaly a digitalizace

Strucny vybér literatury:

Jindfiska Bldhova, Narodni, mezindrodni, globalni: Promény roli filmového festivalu v Ma-
ridnskych Laznich/Karlovych Varech, 1946-1956. In: Pavel Skopal (ed), Napldnovana kine-
matografie. Cesky filmovy priimysl 1945-1960. Praha: Academia 2012, s. 174-211.

Diane Burgess, Bridging the Gap: Film Festival Governance, Public Partners and the ‘Vexing’
Problem of Film Distribution. Canadian Journal of Film Studies 21, 2012, ¢. 1.

Daniel Dayan, Looking for Sundance: The Social Construction of a Film Festival. In: Ib Bon-
debjerg (ed), Moving Images, Culture and the Mind. Luton: University of Luton Press 2000,
s. 43-52.

Marijke de Valck, Nové objeveni Evropy. Historicky prehled fenoménu filmovych festivali.
Iluminace 15, 2003, ¢. 1, s. 31-51.

Marijke de Valck, Drowning in Popcorn at the International Film Festival Rotterdam? The
Festival as a Multiplex of Cinephilia. In: Marijke de Valck-Malte Hagener (eds.), Cinephilia:
Movies, Love and Memory. Amsterdam: Amsterdam Universitsy Press 2005, s. 97-109.
Thomas Elsaesser, Film Festival Networks: The New Topographies of Cinema in Europe, in
European Cinema: Face to Face with Hollywood. Amsterdam: Amsterdam University Press 2005,
s. 82-107.

Emmanuel Ethis, Aux Marchés du Palais: Le Festival de Cannes sous le Regard des Sciences
Sociales. Paris: La Documentation Frangaise, 2001




Owen Evans, Border Exchanges: The Role of the European Film Festival. Journal of Con-
temporary European Studies 15, 2007, ¢. 1, s. 23-33.

Heidi Fehrenbach, Mass Culture and Cold War Politics: The Berlin Film Festival of the 1950s.
In: Cinema in Democratizing Germany: Reconstructing National Identity after Hitler. Chapel
Hill/London: University of North Carolina Press 1995, s. 234-59.

Daryl Chin, Open Circuits, Closed Markets: Festivals and Expositions of Film and Video.
Performing Arts Journal 23, 2001, ¢. 1, s. 33-47.
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rews: St Andrews Film Studies with College Gate Press 2009.
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Communities. St Andrews: St Andrews Film Studies 2010.

Andreas Kotzing, Filmfestivals als historische Quelle. Deutschland Archiv: Zeitschrift fiir das
vereinigte Deutschland 40, 2007, ¢. 4, s. 693-699.

Caroline Moine, Blicke {iber den Eisernen Vorhang: Die internationalen Filmfestivals im Kal-
ten Krieg 1945-1968. In: Lars Karl (ed), Leinwand zwischen Tauwetter und Frost: Der osteuro-
pdische Spiel-und Dokumentarfilm im Kalten Krieg. Berlin: Metropol 2007, s. 255-278.
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Heinemann 2004, s. 32-51.

Charles-Clemens Riiling- Pedersen J. Strandgaard, Film festival research from an organizati-
onal studies perspective. Scandinavian Journal of Management 26, 2010, s. 318-323,
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American Cinema and Youth: New Global Histories
Special English-Language Issue

Guest editor: Richard Nowell

Please send by 31 August 2013 a 200 word abstract and a 100 word academic bio to richard_
nowell@hotmail.com. Notifications of acceptance will be issued by 30 September 2013. Essays
are to be 6,000-7,500 words (inc. footnotes and a brief abstract). This issue of Iluminace will
be published in hardcopy in spring 2015 and be accessible through EBSCO and ProQuest.

Scholarship on American cinema and youth has been dominated by symptomatic readings of
Hollywood teen films (Lewis 1992; Shary 2002; 2005). The heralding of onscreen depictions
of young Americans as by-products of the (US) social or psychological zeitgeist has led this
important media-audience relationship to be largely cast as celluloid “signs of the times”
Broadening understandings of the multifaceted historical dimensions of American cinema
and youth is both salient and timely, not least because Hollywood has occupied a preeminent
position on major world markets, and not least because their numbers, loyalty, and supposed
vulnerability have made young movie-watchers a point of interest for producers, marketers,
politicians, watchdogs, and public-sphere claims-makers of one sort or another.

Accordingly, this English-language issue of Iluminace seeks to develop existing knowledge of
American cinema and youth through original scholarship that draws upon archival research
and is rooted in either the film-centered New Film History (Chapmen et al 2007) or the recep-
tion-oriented New Cinema History (Maltby et al 2011). To respect the transnational charac-
ter of the relationship, the issue will approach the social, political, industrial, and aesthetic di-
mensions of American cinema and youth both in the US and internationally. Proposals are
invited on, but are not restricted to, the following topics:

« Production and/or distributors of American youth cinema (in the US and abroad)

« US/Overseas youth-oriented co-productions (in the US and abroad)

« Adapting American youth-oriented filmic models overseas

« Marketing American youth-centered and youth-oriented films (in the US and abroad)
 Young American stars and starlets (in the US and abroad)

« Political elites, American cinema, and youth (in the US and abroad)

« Critical elites, American cinema, and youth (in the US and abroad)

« Youth audiences and American cinema (in the US and abroad)

Richard Nowell teaches American cinema at the American Studies Department of Charles
University in Prague. He is the author of Blood Money: A History of the First Teen Slasher Film
Cycle (Continuum, 2011), has served as a contributing editor to an English-language issue of
Iluminace on the topic of genre and the movie business, and is the editor of the forthcoming
collection Merchants of Menace: The Business of Horror Cinema (Bloomsbury). He has also
published articles in among others Cinema Journal, InMedia, the Journal of Film and Video,
the New Review of Film and Television Studies, and Post-Script.



ILUMINACE

je recenzovany Casopis pro védeckou reflexi kinematografie a pfibuznych problému. Byla za-
lozena v roce 1989 jako ptlletnik. 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 cisle vyhrazen
prostor pro monotematicky blok text. Od roku 2005 jsou nékteré monotematické bloky pfi-
pravovany ve spolupraci s hostujicimi editory. Iluminace pfinasi pfedev$im pivodni teoretic-
ke a historické studie o filmu a dalsich audiovizualnich médiich. Kazdé ¢islo obsahuje rovnéz
pieklady zahrani¢nich text, jez pfiblizuji soucasné badatelské trendy nebo splaceji pieklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovan kritickym edicim primérnich
pisemnym prament k déjinam kinematografie, stejné jako rozhovorim s vyznamnymi tvir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektit a nové zpracovanych archivnich fond. Jako kazdy akademicky ¢asopis i [luminace ob-
sahuje rubriku vyhrazenou recenzim domadci a zahrani¢ni odborné literatury, zpravam
z konferenci a dal$im aktualitim z déni v oboru filmovych a mediélnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisii

Redakce prijima rukopisy v elektronické podobé v editoru Word, a to e-mailem na adrese
szczepan@phil.muni.cz nebo lucie.cesalkova@gmail.com. Doporucuje se nejprve zaslat struc-
ny popis koncepce textu. U puvodnich studii se pfedpoklada délka 15-35 normostran, u roz-
hovorii 10-30 normostran, u ostatnich 4-15; v odiivodnénych ptipadech a po domluvé s re-
dakci je mozné tyto limity prekrocit. Vechny nabizené prispévky musi byt v definitivni verzi.
Rukopisy studii je tieba doplnit filmografickym soupisem (odkazuje-li text na filmové tituly
— dle zavedené praxe Iluminace), abstraktem v angli¢tiné nebo ¢estiné o rozsahu 0,5-1 nor-
mostrana, anglickym piekladem nazvu, biografickou notickou v délce 3-5 fadkd, volitelné
i kontaktni adresou. Obrazky se prijimaji ve formatu JPG (s popisky a udaji o zdroji), grafy
v programu Excel. Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro bib-
liografické citace®).

Pravidla a pribéh recenzniho Fizeni

Recenzni fizeni typu ,,peer-review™ se vztahuje na odborné studie, uré¢ené pro rubriku ,Clan-
ky*, a probihd pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktudlni slozeni
je uvedeno v kazdém ¢isle ¢asopisu. Séfredaktor mé prévo vyzadat si od autora jedté pred za-
pocetim recenzniho fizeni jazykové i vécné tipravy nabizenych textd nebo je do recenzniho
fizeni viibec nepostoupit, pokud nesplnuji zakladni kritéria piivodni védecké prace. Toto roz-
hodnuti musi autorovi nalezité zdavodnit. Kazdou pfedbézné ptijatou studii redakce predlo-
zi k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otdzkach, jimiz se hodnoceny text zabyvd, a po vyloudeni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zlstavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdvodni v pfilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo pfepracovani, uvedou do posudku hlavni diivody, respektive podnéty




k upravam. V piipadé pozadavku na piepracovani nebo pfi protichtidnych hodnocenich
muze redakce zadat treti posudek. Na zdkladé posudki séfredaktor prijme konecné rozhod-
nuti o prijeti & zamitnuti prispévku a toto rozhodnuti sdéli v nejkratsim moZném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, miize své stanovisko vyjadrit
v dopise, ktery redakce pfeda k posouzeni a dal§imu rozhodnuti ¢leniim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovdny zptisobem, ktery umozni zpétné ovéreni, zda
se v ném postupovalo podle vy$e uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka uroven textu.

Dalsi ustanoveni

U nabizenych rukopisi se predpoklada, ze autor dany text dosud nikde jinde nepublikoval
a Ze jej v pribéhu recenzniho fizeni ani nebude nabizet jinym casopisim. Pokud byla publi-
kovina jakakoli ¢ast nabizeného textu, autor je povinen tuto skutecnost sdélit redakci a uvest
v rukopise. Nevyzadané prispévky se nevraceji. Pokud si autor nepfreje, aby jeho text byl zve-
fejnén na internetovych strankach ¢asopisu (www.iluminace.cz), je tieba sdélit nesouhlas pi-
semné redakci.

Pokyny k formalni tpravé clank jsou ke stazeni na téze internetové adrese, pod sekci ,, Auto-
fi clanka®
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= KNIHOVNA NFA

Knihovna

Narodniho filmového
archivu

70 let (1943-2013)

Bartoloméjska 11, 110 00 Praha 1

studovna v centru Prahy nad kinem Ponrepo
v historickém prostfedi Konviktu

otevieno UT, CT 9-12, 13-17, PA 9-12
tel. +420 226 211 865

L

nejvétsi specializovana knihovna filmové
literatury v Ceské republice

on-line katalog a ¢lankové bibliograficka
databdze o obsahu 152.000 zdznami

http://arl.nfa.cz

Digitélni knihovna NFA s fulltextovym
vyhledévinim o obsahu 110 tituli ¢eskych
filmovych periodik obdobi 1911-2000

s rozsahem 320.000 stran

http://library.nfa.cz

oteviena vsem studenttim, pedagogtim,
védeckym pracovnikiim, novindfim
a zdjemctm o film

ve fondu 120 000 svazki
a pres 820 casopiseckych titulii z domova
a ze zahranidi

sbirka 10 000 filmovych scénéra

archiv ¢lankl z denniho tisku s filmovou
tematikou od roku 1939 do soucasnosti

filmové encyklopedie
biografie filmovych tviirct
filmologicka literatura

filmové rocenky z celého svéta

katalogy z filmovych festivali a prehlidek
z domova i ze zahranici

umeéleckohistoricka a uménovédna literatura
zfilmovanad beletrie

vzdaleny pfistup do informacnich zdroji
24 hodin denné pro uzivatele Knihovny NFA
prostrednictvim osobniho konta

faktograficka databaze se 72 000 zdznamy
(persondlie, filmy, akce)

vice informaci na strankach Knihovny NFA
http://www.nfa.cz/knihovna.html

KNIHOVNA




Informacni zdroje

Narodniho filmového archivu

www.nfa.cz

On-line katalog Cesky hrany film 1898-1970
» http://web.nfa.cz/CeskyHranyFilm
« Cesko-anglicka filmografickd databédze

s obsahy filmu vytvorena filmovymi historiky

NFA

On-line katalog Knihovny NFA

» http://arl.nfa.cz

« ¢lankova bibliografie z ¢eského filmového
tisku

« katalog fondu knihovny

« 140 000 bibliografickych zdznami

» 69 000 faktografickych zaznam (personalie,
filmy, akce)

Filmova ro¢enka

»

http://web.nfa.cz/FilmovaRocenka/2007
komplexni informace o ¢eské kinematografii
za dané obdobi

vychazi od roku 1992, od roku 2007

v podobé databaze na CD-ROM
cesko-anglicka ukazkova verze ro¢niku 2007
volné pristupnd na internetu

ro¢niky 2007, 2008, 2009, 2010 v databazové
podobé pfistupny v intranetu NFA

Digitalni knihovna NFA

» http://library.nfa.cz

« periodika a knizni tituly ze sbirek Knihovny
Narodniho filmového archivu se zaméfenim
na film a kinematografii o rozsahu 320 000
stran s fulltextovym vyhledavanim

Filmovy ptehled

»

http://web.nfa.cz/fp

nejstarsi ¢esky vychazejici filmovy ¢asopis
(letos 73 let)

od roku 2001 i v elektronickeé verzi (pro
predplatitele)

komplexni informace o ¢eské (piivodné
ceskoslovenské) filmové distribuci

Iluminace

»

http://www.iluminace.cz

odborny filmologicky ¢tvrtletnik vychazejici
od roku 1989

od roku 2001 na webu s vybranymi volné
pfistupnymi plnymi texty
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A/ konference KONFERENCE

CALL FOR PAPERS

Studentska konference
kdy: 7. - 8. bfezna 2013
kde: Umeélecké centrum Filozofické fakulty Univerzity Palackého v Olomouci, Univerzitni 3

web: avkonference.wordpress.com

O konferenci

A/konference se snazi mapovat studentskou teoretickou a historiografickou aktivitu v
oblastech filmovych studii, televiznich studii a novych médii. V prab&hu zimniho semestru
2012 se v Olomouci uskutecnila prvni konference se zamérenim na filmova studia. Na ni
navazuje v letnim semestru 2013 konference vénovana televiznim studiim a novym
médiim. Tento model by mél byt zachovan i do dal$ich roénika.

Témata
* Remediace a jeji vyuziti v televiznim primysiu

e Narativni strategie v soudobé televizni produkci
o Fenomén fandomu optikou recep&nich studii

e Format reality show a jeho promény

e Pocitacové hry a jejich specifika

Proc¢ tato témata?

Téma remediace odraZi jednu z hlavnich tendenci promény televizniho primyslu. Vyuziti
jinych technologickych bazi ve zpfistupnéni obsahu s sebou prineslo mnoho problémd, jez
nebyly dosud v Ceském prostiedi fadné reflektovany. Jedna se zejména o zpusob
reprezentace obsahu webovych stranek, vztahu televiznich stanic k merchandisingu
propagujim serialy nebo nové vyuZiti platforem facebooku, youtube & VOD.

Sekci Narativni strategie v soudobé televizni produkci pak chceme upozornit na
menici se vypraveci techniky v televiznich fikénich pofadech. Inspiraci pro toto téma bylo
letoSni vydani knihy Jasona Mittella Complex TV: The Poetics of Contemporary Television
Storytelling ve kterém poukazuje na jednoznaény odklon od epizodického narativu
smérem ke komplexnimu vypravéni. Tyto posuny u nas zatim nebyly kriticky dostate¢né
akcentovany a tedy je jednou z hlavnich motivaci na né poukazat.

Zkoumani fandomu optikou recepcnich studii ma samoziejmé svou tradici a
probihalo jiz dfive. Vyzkum se vSak zamérfoval spiSe na text a publikum nebylo pfili§
zohlednovano. Téma by tak mélo zahrnovat nejen prazkum samotnych fan fiction, ale také
socialniho postaveni fanousku, jejich medialnich navykl, koexistenci v ramci komunit,
aktivitu v ramci jejich skupiny atd.
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