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American Cinema and Youth:
New Global Histories

Scholarship on American cinema and youth is dominated by examinations of Hollywood
teen films that relate depictions of young Americans to social, psychological, and/or in-
dustrial currents running through the United States. Broadening our understandings of
this important and complex media-audience relationship is both a salient and timely en-
deavor, not least because such fare has consistently occupied a preeminent position in au-
diovisual cultures across the globe, and because their numbers, loyalty, and supposed vul-
nerability have made young movie-watchers — American or otherwise — a point of
interest for producers, marketers, politicians, watchdogs, and other claims-makers. The
themed content of this English-language issue of Iluminace aims to do just that by spot-
lighting the transnational dimensions of this relationship, by foregrounding its transme-
dia dimensions, and by revising our understandings of well known topics and films. It is
comprised of four original essays, which can be seen as answering such calls insofar as
they respond to the broader impulses driving them, and two interviews with leading
scholars in the field reflecting on this important aspect of global audiovisual culture.

The first of themed essays is a revisionist reception study in which Lisa M. Rabin reo-
pens the casebook on a series of studies conducted in the 1930s into the implications of
young people’s consumption of motion pictures in New York City. Researchers initially
proposed these youths’ testimonies were evidence of their pathological relationships to
the movies. However, Rabin suggests these data actually reveal a more nuanced picture,
one in which movie-going and content in fact helped Italian and Puerto Rican youths ne-
gotiate personal identity and human interactions in this economically and socially chal-
lenging environment.

If Rabin’s essay considers transnational dimensions of studies of American cinema and
youth while maintaining a focus on the United States, the second essay provides a case-
study of the cross border flow of a talismanic embodiment of American cinema and youth:
the starlet. In her contribution, Sirka Gmiterkovd examines how images of young
Hollywood actresses were taken up in two key media sectors of 1930s Czechoslovakia. The
country’s leading film magazine, she argues, utilized these alluring and otherworldly fig-
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ures as a means of imagining local equivalents and of securing female readers on the
promise that they too could break into the movies. Moreover, a major film production
company saw in Hollywood starlets a potentially replicable model of talent acquisition
and development that would help increase the appeal of its output; a fleeting practice
which ultimately proved to be rather ill-suited to the dynamics of this small national
market.

The third essay, co-written by Jindfiska Blahova and myself, also approaches the rela-
tionships between American cinema, youth, and Czechoslovakia, albeit from a quite dif-
ferent perspective to that of the previous contribution. We consider the different ways this
nation’s communist-controlled film company appropriated youth-oriented American im-
ports in the 1970s and 1980s, and framed them for local audiences in a manner derived
from changing cultural policies. We try to make the case that these films were used in four
historically situated ways: to blame student unrest on lax parenting, to demonize American
capitalist democracy, to undermine subversive indigenous youth subcultures, and to
suggest the liberalization of the cultural sphere. In so doing, this essay — not unlike
Gmiterkovd’s — illustrates that some overseas elites embraced youth-oriented dimensions
of American cinema rather than only voicing concerns about them.

Whereas the movement of film and film-related phenomena across different texts and
channels is central to the three preceding contributions, transmediality is the principal
concern of the fourth and final essay. Valerie Wee's contribution brings the historical per-
spective of this issue very much up to date with an examination of the handling of the
GLEE franchise, especially the 201 1spinoff GLEE THE 3D CONCERT MoOVIE. Wee considers
the industrial dynamics and moral implications of industry stakeholders encouraging
young fans to contribute their creative labor to the production, content, and promotion of
this property through various online activities marshaled around a competition inviting fans
to pronounce themselves the world’s “biggest GLEEK”. In so doing, she highlights a media
conglomerate’s efforts to capitalize on the Gen-Z consumer-producer or “produser”.

These four themed essays are followed by the aforementioned interviews I conducted
with two world leading authorities on American cinema and youth.

It is at this point that I would like to stress that the point of this issue is not to dismiss
or downplay the type of work highlighted in the opening paragraph: much of it still needs
to be done after all. Rather, it is to suggest that new work in this vein might be comple-
mented with additional approaches which develop our insights into American cinema
and youth. Accordingly, the first of the interviews was conducted with a scholar whose
work in this vein is routinely cited to enable others — including myself, I should make
clear — to spotlight their intended contributions to the field: Timothy Shary. Shary con-
siders the processes of writing and subsequently revising and updating his seminal study
of American youth-centered films of the late twenty first century, Generation Multiplex, so
as to respond to subsequent developments in this sphere of cultural production and in
scholarship examining it.

The themed content of this issue concludes with an interview I conducted with
Catherine Driscoll. As well as providing insights into her longstanding research into the
topic, Driscoll posits in some detail the value of work which approaches American youth
cinema as an international and a multimedia phenomenon; scholarship considering the
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transnational dimensions of such fare and its status as a node in the networks of objects
and texts traversing audiovisual cultures past, present, and future.

With inward-looking studies of American cinema and youth far from exhaustive, and
with the international and transmedia dimensions of this topic only just being systemati-
cally explored, much work still needs to be done on this most important of media-audi-
ence relationships. While its limited scope means a volume such as this can only make the
most fleeting of gestures towards broadening our understanding of the topic, it does so in
the hope of inspiring other scholars to work — or to continue working — along similar
lines.

RN
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Lisa M. Rabin

The Normals, the Questionables,
and the Delinquents

East Harlem Youth and the Movies, 1931-1934

In the working-class, largely Italian and Puerto Rican neighborhood of East Harlem, New
York City, the best attended films of the late 1920s and early 1930s included UNDERWORLD
(1927), Arias JiMmMY VALENTINE (1928), ALL QUIET ON' THE WESTERN FRONT, (1930),
CIMARRON, LITTLE CAESAR, SKIPPY, UP FOR MURDER (all 1931), and Tax1! (1932).” East
Harlem teenagers were among the most avid consumers of these films and others like
them screened at East Harlem’s 16 movie theaters.” Sometimes they skipped school or
flouted their parents’ disapproval to see them, and sometimes they acted them out on city
streets, often causing adults to worry about the effects the movies might have been having
on their upbringing. One East Harlem parent, for example, testified that “in the moving
pictures they learn all bad things”* Similarly, New York City police commissioner William
Mulrooney asserted that the city’s second-generation immigrant youth “learned twisted
things from the movies”"

At this time, the anxieties that parents and the police harbored about working-class
immigrant teenagers and the movies were not limited to New York City. They were spread
throughout the nation, and were entrenched in larger discourses connecting movies to de-
linquency. As film historians have pointed out, sociological interest in the urban immi-
grant child and his/her relationship to movies and other forms of commercialized leisure

1) Paul Cressey, “The community — a social setting for the motion picture’ (unpublished manuscript, 1932),
Hoover Institution on War, Revolution and Peace, Motion Picture Research Council, 162, reprinted in Garth
Jowett, Tan Jarvie, and Kathleen Fuller, Children and the Movies: Media Influence and the Payne Fund
Controversy (Cambridge: Cambridge University Press, 1996), p. 72. Further citations of Cressey’s document
in this essay are all from the original manuscript.
Frederic Thrasher, ‘Final report on the Jefferson Park branch of the Boys’ Club of New York] 1935, The
Bureau of Social Hygiene Project and Research Files (1911-1940), a Collection of the Rockefeller Archive
Center of the Rockefeller University, North Tarrytown, New York, Series 3.3, Boxes 11, 12, and 13, p. 232.
3) ‘Interview by Boys’ Club study staff member with resident of East Harlem) quoted in Thrasher, ‘Final Report,
p. 303.
4) S.J. Woolf, ‘Mulrooney talks of youth and crime: the police commissioner says the number of youngsters in
the line-up shows the city to be in a bad way’ New York Times, 15 March 1931, p. 83.

3]
—
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intensified in the 1920s and 1930s.” This close scrutiny of working-class youth was condi-
tioned by the Progressive-Era truism that mass culture — and particularly movie-going
and film consumption — was in competition with settlement houses, social service agen-
cies, and public schools in their socialization of youth.® Such a position posited that mov-
ies offered too much of an unregulated environment, which threatened to foster antisocial
behaviors such as violence, sexual wantonness, and criminality.”

East Harlem teenagers lived in what sociologists deemed an “interstitial” neighborhood
— “a kind of urban frontier’,” where the lack of an infrastructure was thought to make
these young people particularly vulnerable to the influences of mass culture. As such, they
would become the subjects of three sociological studies on the subject of movies and youth,
all of which were conducted in the neighborhood in the late 1920s and early 1930s. The first
of these studies was the New York University Motion Picture Study (MPS), which the socio-
logist Paul Cressey conducted on the movie-going activities of 2400 teenage boys, and which
was originally expected to become a part of the Payne Fund Studies (PFS).” Meanwhile,
640 teenage girls from East Harlem participated in a study on female youth leisure activi-
ties undertaken by the Columbia University educational sociology student Dorothy Reed."”’
In a third study, the National Young Women's Christian Association (YWCA) surveyed
1,045 East Harlem girls on their movie-going habits and other leisure activities.'” These
studies generated a wealth of documentation, including Reed’s dissertation, the YWCA

5) Lea Jacobs, ‘Reformers and spectators: the film education movement in the thirties, Camera Obscura 22
(1990), pp. 29-49; Richard deCordova, ‘Ethnography and exhibition: the child audience, the Hays Office and
Saturday matinees, Camera Obscura 23 (1990), pp. 90-107; Jowett, Jarvie, and Fuller, Children and the
Movies, pp. 24-29; Dana Polan, Scenes of Instruction: The Beginnings of the U.S. Study of Film (Berkeley & Los
Angeles: University of California Press, 2007), pp. 335-338; Lee Grieveson, ‘Cinema studies and the conduct
of conduct, in Haidee Wasson and Lee Grieveson (eds), Inventing Film Studies (Durham and London: Duke
University Press, 2008), pp. 3-37; Mark Lynn Anderson, ‘Taking Liberties, in Wasson and Grieveson (eds),
Inventing Film Studies, pp. 38-65; Mark Lynn Anderson, Twilight of the Idols: Hollywood and the Human
Sciences in 1920s America (Berkeley. Los Angeles, and London: University of California Press, 2011), pp. 12,
68-69, 171-174.

6) Sarah Chinn, Inventing Modern Adolescence (Rutgers, N.J.: Rutgers University Press, 2005), pp. 77-102.

7) Polan, Scenes, pp. 335-338; Grieveson, ‘Cinema studies, p. 22; Anderson, ‘Taking liberties, pp. 38-65;
Anderson, Twilight of the Idols, pp. 171-174.

8) Frederic Thrasher, The gang: a study of 1,313 gangs in Chicago (Chicago: University of Chicago Press, 1927),
p. 22; Cressey, ‘The community, p. 62; Anderson, ‘Taking Liberties, pp. 41-42.

9) The Payne Fund Studies was a series of twelve social science projects researching the effects of the movies on
children that were conducted across the country from 1929-1932. The series was underwritten by the pri-
vate foundation The Payne Fund, and was overseen by W.W. Charters at Ohio State University. Well-known
academics including educationalist Edgar Dale, sociologist Herbert Blumer, and the psychologists Frank
Shuttleworth and Mark May directed other projects in the series. The projects covered a range of movie in-
fluences on children including knowledge acquisition, social attitudes, sleep, and behavior. Cressey used the
MPS as material for his dissertation ‘The Social Role of Motion Pictures in an Interstitial Area’ at NYU, but
he never completed the East Harlem project for the Payne Fund and apparently never submitted his disser-
tation. Meanwhile, MacMillan published nine volumes and a summary of the Studies between 1933 and
1935. For an overview of the series and its historical significance for mass media studies see Jowett, Jarvie,
and Fuller, Children, 30, 17-124.

10) Dorothy Reed, ‘Leisure time of girls in a “Little Italy” (Dissertation: Columbia University, 1932).

11) ‘Report of the East Harlem Study, submitted by the Industrial Secretary of the City of New York Y.W.C.A,
December 1928, YWCA of the USA Records, 1876-1970, Microform reel #196, ‘Local associations in New
York City,, call #689.

—
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national records, and the manuscript collection of Leonard Covello, who was the principal
at the Benjamin Franklin High School that was attended by many of Cressey’s male subjects.

A close analysis of these studies reveals richly textured testimonies that the East
Harlem teenagers provided on their movie-going activities, as well as on their engagement
with films and film-related phenomena like stars.'? Existing scholarship on both the MPS
and similar studies conducted at this time has tended to focus on the sociologists’ discur-
sive construction of the teenagemoviegoer and its imbrications within larger structures of
power and knowledge.”” My research indicates that the documents produced on East
Harlem youth also offer an opportunity to historicize youth film reception. Accordingly,
this essay offers a case study of teenage film audiences in the working-class immigrant
community of East Harlem in the late 1920s and early 1930s. I situate my work within an
expanding historiography of film audiences that approaches reception as a form of social
history, and which in so doing considers movie-going and film culture to represent a sig-
nificant way in which individuals and groups perform and craft social identities. To date,
scholars have tended to centralize the film text when researching historical audiences.
However, as Richard Maltby has pointed out, such an approach risks using individual
movies “as proxies for the missing historical audience”'?

Alternate approaches, such as that employed here, ground their analysis on examina-
tions of both primary and secondary sources.'" This essay therefore draws upon docu-
ments related to the three East Harlem studies, upon newspapers and academic journals,
and makes use of secondary sources on US immigrant history in order to analyze the so-
cial role that cinema played in the lives of East Harlem youth. Because it focuses on the
historical specificity of East Harlem teenagers, the essay also contributes to understand-
ings of the valence of class, race, ethnicity, gender, and/or intergroup relations in the his-
torical formation of youth identity.'” In particular, it develops current understandings of

12) 1am grateful to Dana Polan for providing me with this insight.

13) Tam grateful to Christina Petersen and Laura Isabel Serna for helping me with this insight. See for example
deCordova, ‘Ethnography’; Jacobs, ‘Reformers’; Sharon Lowery and Melvin Lawrence Defleur, Milestones in
Mass Communications Research (New York: Longman, 1994), pp. 31-54;; Jowett, Jarvie, and Fuller, Children;
Polan, Scenes of instruction, pp. 335-338; William ]. Buxton, ‘From park to Cressey: Chicago sociology’s en-
gagement with mass culture) in David W. Park and Jeff Pooley (eds), The History of Media and Communication
Research: Contested Memories (New York: Peter Lang, 2008), pp. 345-362; Grieveson, ‘Cinema studies’;
Anderson, ‘Taking liberties’; Anderson, Twilight of the Idols, pp. 12, 68-69, 171-174; Christina Petersen, The
crowd mind: the archival legacy of the Payne Fund Studies’ Mediascape 2013 (Winter). Movies and Conduct
(1933), <http://www.tft.ucla.edu/mediascape/Winter2013_CrowdMind.html> [accessed 18 November
2014].

14) Richard Maltby, ‘New cinema histories, in Richard Maltby, Daniel Biltereyst, and Philippe Meers (eds),
Explorations in New Cinema History: Approaches and Case Studies (Malden, MA & Oxford: Blackwell, 2011),
p-12.

15) For useful overviews of this approach see Philippe Meers and Daniel Biltereyst, ‘Film audiences in perspec-
tive: the social practices of film going) in Helena Bilandzic, Geoffroy Patriarche, and Paul J. Traudt (eds), The
Social Use of Media: Cultural and Social Scientific Perspectives on Audience Research (Bristol: Intellect, 2012),
pp. 120-140; Maltby, ‘New cinema histories, pp. 3-40; Eric Smoodin, ‘Introduction: the history of film his-
tory, in Jon Lewis and Eric Smoodin (eds), Looking Past the Screen (Durham & London: Duke University
Press, 2007), pp. 1-34.

16) As Andrew Diamond points out, the Centre for Contemporary Cultural Studies projects on “vouth subcul-
tures” were seminal to the development of this field. See for example Stuart Hall and Tony Jefferson (eds),

]
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the roles that the mass media played in the emergent youth cultures of the early twentieth
century.'” I show that cinema played an important role in East Harlem teenagers’ psycho-
logical development, serving as a springboard from which teenagers could “try on” or
“play with” new subjectivities. We know from developmental psychologists and anthro-
pologists that fictional worlds are used throughout life to cope with increased complexity,
and to imagine alternative outcomes. With these points in mind, this essay considers how
the psychological investments of East Harlem youth in late 1920’s and early 1930’s cinema
are situated both historically and culturally.

The East Harlem Studies

In 1929, the year in which the MPS began, East Harlem was bounded by 98" and 99"
streets on the south, 126" Street and the Harlem River on the north, Fifth Avenue on the
West and the Harlem and East Rivers on the east. Twenty blocks in length and six avenues
wide, this urban neighborhood, which is now known as Spanish Harlem and populated
mostly by Latin@s, was then mainly home to Italian immigrants and their children. In the
1920s and 1930s, up to 90,000 Italian immigrants lived there, constituting the largest
Italian American area of the day.'® A smaller although not insignificant number of Puerto
Rican immigrants also lived in the western area of the neighborhood. By the 1940s, they
had superseded Italians as the largest ethnic enclave in this part of the city.'”’ According to
a 1930 survey conducted by the Casa Italiana Educational Bureau, small numbers of
African Americans, Jews, Germans, Finns, Scandinavians, and Slavs were also resident in
the area.””

Resistance through Rituals: Youth Subcultures in Postwar Britain (London: Harper Collins Academic, 1976);
Paul Willis, Learning to Labor: How Working Class Kids Get Working Class Jobs (New York: Columbia
University Press, 1977); Dick Hebdige, Subculture: The Meaning of Style (London: Routledge, 1979). Andrew
Diamond, Mean Streets: Chicago Youths and the Everyday Struggle for Empowerment in the Multiracial City,
1908-1969 (Berkeley: University of California Press, 2009), pp. 5, 316 n. 12. I am indebted in particular to
US histories of working-class youth culture, including Joseph Kett, Rites of Passage: Adolescence in America
1790 to the Present (New York: Harper Collins, 1978); Kathy Peiss, Cheap Amusements: Working Women and
Leisure in Turn-of-the-Century New York (Philadelphia: Temple University Press, 1986); Ruth Alexander,
The “Girl Problem”: Female Sexual Delinquency in New York, 1900-1930 (Ithaca: Cornell University Press,
1995); Grace Palladino, Teenagers (New York: Harper Collins, 1996); Joel Austin and Michael Willard (eds)
Generations of Youth: Youth Cultures and History in Twentieth-Century America (New York: New York UP, 1998);
Randy McBee, Dance Hall Days: Intimacy and Leisure Among Working-Class Immigrants in the United States
(New York: New York University Press, 2001); Chinn, Inventing Modern Adolescence; Kelly Schrum, Some
Wore Bobby Sox (London: Palgrave McMillan, 2005); Mark Wild, ‘So many children at once and so many
kinds: the world of center city children, in Street Meeting: Multiethnic Neighborhoods in Early Twentieth-
Century Los Angeles (Berkeley: University of California Press, 2005), pp. 94-120; Diamond, Mean Street.

17) See Kett, Rites of Passage, Palladino, Teenagers; Chinn, Inventing Modern Adolescence; Chinn, Schrum, Some
Wore Bobby Sox; Wild, ‘So many children

18) Simone Cinotto, ‘Leonard Covello, the Covello papers, and the history of eating habits among Italian immi-
grants in New York Journal of American History, vol. 91, no. 2 (2002), p. 1.

19) Virginia Sanchez Korroll, From Colonia to Community: The History of Puerto Ricans in New York City
(Berkeley & Los Angeles: University of California Press, 1994), 58-62; Richard T. Schaefer, Encyclopedia of
Race and Ethnicity, Volume I (Thousand Oaks, London, New Delhi, Singapore: Sage, 2008), pp. 429-430.

20) Casa Italiana Educational Bureau, ‘East Harlem population by nationality, nativity, and color — 1930
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Figure 1. Youth at the New Progress Theatre, 1892 Third
Avenue (106" Street), East Harlem

In the 1930s, East Harlem was one of the poorest areas of New York City. Apartments
were cramped, often lacking central heating and baths, and public spaces were few and far
between.”" East Harlem’s lack of a significant economic infrastructure resulted in eighty
percent of neighborhood workers commuting.?” The Great Depression hit this communi-
ty particularly hard. In 1930 and 1931, 45 percent of adults were out of work, and 28 per-
cent of residents had relief jobs.”” Many East Harlem youths were, however, employed.
Around 28 percent of the girls interviewed in Reed’s study held jobs, with almost 11 per-
cent of these positions part-time jobs the girls worked after school.?” A study conducted
by sociologist Frederic Thrasher and a team of NYU sociologists revealed that of the
96 percent of boys who were in work, almost twenty five percent held full-time posi-
tions.””

To address a lack of public space for play, and to encourage “wholesome” activities
among the neighborhood’s male youths, the Boys’ Club established a Jefferson Park Branch
in East Harlem in 1927. Consequently, between 1928 and 1934, Thrasher and his collabo-
rators, who were funded by the Rockefeller Foundation’s Bureau of Social Hygiene, con-
ducted a major study of the Boys’ Club’s role in preventing delinquency.*® After research-
ing the behavior of 11,190 7-18 year-old boys, as well as some young men enrolled at the
club, Thrasher concluded that the organization did not prevent crime. Boys Club mem-

CP Box 6, Folder 7, and Box 77, Folder 5, cited in Michael Johanek and John Puckett, Leonard Covello and
the Making of Benjamin Franklin High School: Education as if Citizenship Mattered (Philadelphia: Temple
University Press, 2007), p. 67.

21) Gerald Meyer, ‘Italian Harlem: America’s largest and most Italian little Italy. <http://www.vitomarcantonio.
com/eh_italian_east_harlem.html#> [accessed 14 November 2014].

22) Ibid.

23) Ibid.

24) Reed, Leisure Time of Girls, p. 30.

25) Thrasher, ‘Final report, p. 881.

26) Jowett, Jarvie, and Fuller, Children and the Movies, pp. 3, 130-131.
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bership was in fact correlated with increased levels of delinquency; members participated
in extralegal activities at a significantly higher rate than the areas non-members.””
Underwritten by the Payne Fund and charged with studying the effects of movie-going on
East Harlem Boys Club members, the MPS emerged out of Thrasher’s Boys’ Club project.
As noted above, the MPS had originally been projected as one of twelve monographs that
would comprise what are now known as the Payne Fund Studies. Paul Cressey was princi-
pal researcher of the MPS. From 1931 to 1934, he and his team surveyed 2,400 East Harlem
teenagers on their movie-going habits.? Cressey did not share the strident views on caus-
al relations between movies and youth delinquency held by his former colleagues at the
University of Chicago and other PFS researchers such as Herbert Blumer and Philip
Hauser. Nevertheless, much like Thrasher and their mutual mentor sociologist Robert
Park, Cressey still believed mass culture played a profound and poorly understood role in
the moral education of American immigrants, and, as a consequence, he felt this relation-
ship should be carefully examined and ultimately regulated.”

Cressey’s research revealed that East Harlem boys aged 12 to 16 attended movie screen-
ings at an average rate of 83.4 times annually or 1.6 times per week. Cressey pointed out
that the minimum of 166.8 hours per year these youths spent in theaters was about the
same as they spent in school.*” These data supported Cressey’s belief that movies were in
direct competition with American schools and other institutions for the hearts and minds
of immigrant youth. In 1933, Cressey lamented to the Ohio State University Professor of
Education and PFS research director W.W. Charters that

[c]ertainly it is true that if we were to name the most influential teachers of youth
today we would be forced to include, among others: James Cagney, Robert
Montgomery, Norma Shearer, William Powell, Joan Crawford and Edward G.
Robinson — to mention only a few of the contemporary cinema educators of this
new era.’”

By studying how forms of unregulated mass culture served the working-class youth,
Cressey hoped to provide leverage for those elites planning to initiate more wholesome
and closely regulated forms of education and recreation, including the development of
movie curricula at public schools and a series of screenings at immigrant youth agen-
cies.’” Because Cressey conceptualized his study of movie influence within what he and
Thrasher termed the “total situation” — or the range of social forces shaping the world of

27) Thrasher, ‘Final report, pp. 1185-1186, 1187-1191. Although it was submitted to the Bureau of Social
Hygiene in 1935, Thrasher’s report was not complete (Jowett, Jarvie, and Fuller, Children and the Movies,
p- 131).

28) For a detailed history of the MPS see Jowett, Jarvie, and Fuller, Children and the Movies.

29) Thrasher, The Gang, 22; Cressey, ‘The community’, p. 62; Anderson, ‘“Taking liberties, pp. 141-142,

30) Paul Cressey, “The motion picture as informal education, Journal of Educational Sociology, vol. 7, no. 8
(1934), p. 504.

31) Cressey, letter to W.W. Charters, 05 May 1933, W. W. Charters Papers, Special Collections, Ohio State
University Libraries. Cressey file.

32) Cressey, “The community; pp. 1-64; Cressey, “The motion picture’ For an analysis of Thrasher’s and Cressey’s
roles in the sociologically-trained “media expert” in American society see Anderson, ‘Taking liberties.
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East Harlem boys and possibly contributing to asocial behaviors — Cressey’s methods en-
compassed twenty different approaches. These included movie “life histories” of his sub-
jects, face-to-face interviews, and “special investigations” conducted by anonymous re-
searchers who secretly followed boys in their movie-going activities.”

Meanwhile, Columbia University doctoral researcher Dorothy Reed yielded key data
on the movie-going activities of teenage girls during this period by examining the recrea-
tional interests of East Harlem girls aged around 15 years.*” Almost all of Reed’s 640 inter-
viewees went to the movies twice a week, and nearly 30 percent of them went more than
once a week; frequent movie-goers were quoted as saying “they went as often ‘as we got
took; or ‘whenever we can get money™.*> Around 93 percent of the girls whom Reed stud-
ied preferred movies to other leisure activities, including going down to the front step of
one’s apartment building, where girls would occasionally be allowed to watch — although
not participate in — the world going by.”® Meanwhile, nearly one third of the interviewees
in a 1927 YWCA study of East Harlem girls’ leisure activities reported movies were second
only to family among their “major interests”*”

The testimonies of East Harlem youths clearly stood at odds with the sociologists as-
sumptions. Although Reed sought to establish a link between commercialized leisure and
delinquency, her study failed to establish a correlation between movie-going and antiso-
cial behavior. Indeed, girls from all the three groups studied by Reed (whom she termed
“normal,” “questionable;” and “delinquent”) reported similar patterns. Conversely, female
youths in East Harlem used the movies for what adult elites would have endorsed at this
time as positive forms of socialization: being with friends in safe outdoor locations, achiev-
ing a measure of independence thanks to expendable income, escaping boredom and
cramped spaces, and reflective thought. Cressey’s MPS meanwhile provided scant evi-
dence that movies were even partially linked to emergent criminal behavior among teens,
and the nominal data that was produced — such as boys’ appropriation of crime tech-
niques that had been shown in gangster films — could not be unraveled from broader dis-
courses that may already have convinced teenagers that movies fostered “twisted ideas”.
One young male MPS subject speculated that he was being interviewed “[s]o you can put
me in the papers, eh?”’® Instead, the teenage boys who participated in the MPS revealed
that they had gained many positive things from the movies, including a sense of inde-
pendence, increased self-confidence and self-worth, and inspiration for self-invention.
These experiences were either a product of the performative roles that they cultivated dur-
ing courting rituals, or of their negotiating of social ranking in the urban environment.

33) Jowett, Jarvie, and Fuller, Children and the Movies, p. 126. On the aegis of this holistic method in the Chicago
School of Sociology see Anderson, “Taking liberties, pp. 47-50. The multiple approaches in the MPS are de-
scribed by Cressey with co-authors Philip M. Hauser, Edgar Dale, and Charles C. Peters in “The motion pic-
ture experience as modified by social background and personality; Journal of Educational Sociology, vol. 6,
no. 4 (1932), pp. 240-243.

34) The YWCA study included no ethnographic data from teenagers themselves.

35) Reed, Leisure Time of Girls, p. 47.

36) Ibid., p. 44.

37) YWCA, ‘Report, Chart IV.

38) Cressey, ‘The community’, p. 127. For this insight, I am grateful to Jowett, Jarvie, and Fuller, Children and the
Maovies, pp. 68, 91; Anderson, Twilight of the Idols, pp. 171-174.
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Close analysis of such documents reveals that developmental processes for these working-
class youngsters overlapped with cinema culture, and that their reception of films was
rooted in their social worlds.

Movies as the Material of Daydreaming and Subjectivity

One of the most fruitful debates in Screen Studies concerns the supposedly “immersive”
effects that audiovisual media exert upon audiences.”” Although the East Harlem docu-
ments do not record testimonies acquired from subjects during film consumption, it is
persuasive that a sense of mental reverie and “transport” repeatedly accompanied the
teenagers’ subsequent discussions of film. Their testimony often bore witness to the extent
to which film appeared in their daydreaming and imaginative role-play. The small amount
of available ethnographic evidence that emerged from Reed’s East Harlem study of teen-
age girls, suggests that romances — her subjects’ preferred genre of film — offered a world
of escape that provided some relief from experiences of deprivation, as well as from bore-
dom, and from the sense of claustrophobia endured in the cramped spaces common to
East Harlem life in the 1930s."” Statements of this sort included: “I like to see the swells
and forget we're poor”, “I like to see people love each other and be happy”, “I like to be di-
verted and forget”, “[w]e don't get not chance to live that way and you can pretend when
you sce the pictures that it's you”, and “[t]he movies takes you away from home where
there ain’t nuthin’ to do but sit”*"

The capacity of movie-going and movie-watching to provide a measure of independ-
ence — which is clearly evident from these respondents’ anecdotes — seems to be an ex-
perience that was distinct to the young female members of East Harlem’s immigrant work-
ing-class community; a community in which parents were especially conservative when it
came to raising their female offspring. In the YWCA study, researchers found that of the
758 employed youths surveyed, which included young women up to the age of 25, only
60 girls and women did not require their parents’ permission to leave the family home,
thereby highlighting the close control that Italian immigrant families in East Harlem sought
to exert over female children.*” Robert Orsi’s examination of the history and culture of
East Harlem reveals that family and community strictures were overwhelmingly focused
on containing and delimiting young girls’ sexuality, by making the “upbringing of female
children in East Harlem ... exceedingly strict and fraught with anxiety and dread”* In

39) For a partial overview of the debate, see Laura Rascaroli, ‘Like a dream. A critical history of the Oneiric met-
aphor in film theory, Kinema: A Journal for Film and Audiovisual Media (Fall 2002). <http://www.kinema.
uwaterloo.ca/article.php?id=141> [accessed 18 November 2014]; Philip Sandifer, ‘Out of the screen and into
the theater: 3-D film as demo, Cinema Journal, vol. 50, no. 3 (2011), pp. 66-78.

40) Reed, Leisure Time of Girls, p. 47.

41) Ibid., p. 48. Reed’s transcripts, like those of the MPS, demonstrate the researchers’ attempts to replicate East
Harlem teenagers’ non-standard speech. Richard Dyer’s analysis of entertainment’s “utopian sensibility” has
been helpful to me here. Richard Dyer, ‘Entertainment and utopia, in Bill Nichols (ed.), Movies and Methods:
Volume II (Berkeley, Los Angeles, and London: University of California Press, 1985), pp. 220-32.

42) YWCA, ‘Report, p. 4.

43) Robert Orsi, The Madonna of 115" Street (New Haven: Yale University Press, 1985), p. 136.
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this environment, conflicts often turned on the movies. Thus, twenty-year-old “Miss S
who was interviewed by the well-known educator Leonard Covello as a part of his doctor-
al research on Italian American culture and families, yearned to attend movie screenings,
and deeply resented her father’s strict dictum on their “demoralizing” effects.** Still, girls
and young women did find ways of circumventing parental control in order to frequent
their favorite commercial establishments. Reed discovered that while the girls and young
women whom she interviewed may have required an escort to attend movie screenings,
they frequently flouted this rule. Reed wrote that the girls “side-stepped [their parents’
rules] by going without permission and finding another excuse”*”

Diachronically produced histories of young working- and middle-class women’s mov-
ie-going in the early twentieth century have demonstrated the influence that film culture
and other commercialized aspects of culture exerted on evolving forms of public culture
and self-expression, although not on their feminist agency.* In light of this research, the
significance of the data from the studies of East Harlem girls is deepened. These data sug-
gest that cinema offered a form of independence which enabled young people to circum-
vent strict parental control, for at least part of the time. When they are compared to other
public and commercialized entertainment, movie theaters may also have offered a “safe
space” in which to mix with others. Kathy Peiss’ history of women and early cinema sup-
ports such an assessment. Peiss argued that a movie culture characterized by interaction
both with other women and families provided a relative haven for young women, one that
facilitated hetero-sociality without the social and physical risks of engaging in more direct
forms of contact with men, as might have been the case with visits to dance halls and
amusements parks.”” Moreover, although both Thrasher and Cressey worried about what
Thrasher called “sub-rosa activities” in movie houses,* theater attendance in East Harlem
— characterized by one teenage boy as a “married couples with one or two children, old
ladies, old men, young girls in groups of from [sic] two to six and young fellows who come
in gangs of from three to ten” — seemed relatively safe.*” Teenagers told MPS investiga-
tors about the protocols of courtship that shaped heterosexual interaction at theaters, sug-
gesting boys and girls mutually agreed the limits of sexual contact,™® with unwanted ad-

44) CP, Box 65, folder 14. Cited in Orsi, Madonna, p. 126.

45) Reed, Leisure-Time, p. 46. Notably, these questions were not asked in the MPS study, presumably because it

was understood that immigrant teenage boys were extended certain freedoms in East Harlem. For an histor-

ical analysis of the conservative attitudes of Italian families towards their female children in American cities

of the early twentieth century see Kathy Peiss, Cheap Amusements: Working Women and Leisure in Turn-of-

the-Century New York (Philadelphia: Temple University Press, 1986), pp. 68-70, 73, 51; Linda Gordon,

Heroes of Their Own Lives: The Politics and History of Family Violence, Boston, 1880-1960 (New York:

Penguin, 1988), pp.10-11; Palladino, Teenagers, pp. 11-12; Orsi, Madonna, pp. 129-149.

Judith Mayne, ‘Immigrants and spectators, Wide Angle, vol. 5, no. 2 (1982), pp. 32-41; Peiss, Cheap

Amusements; Miriam Hansen, Babel and Babylon: Spectatorship in American Silent Film (Cambridge, MA.:

Harvard University Press, 1991); Shelley Stamp, Movie-Struck Girls (Princeton, N.J.: Princeton University

Press, 2000); Schrum, Some Wore.

47) Peiss, Cheap Amusements, p. 153.

48) Frederic Thrasher, “Social attitudes of superior boys, in Kimball Young and Luther Lee Bernard (eds) Social
Attitudes (New York: H. Holt & Co., 1931), p. 247; Cressey, ‘The community’, pp. 103-110.

49) Thrasher, ‘Social attitudes, p. 249.

50) Cressey, ‘“The community, pp. 108-109, 110.
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vances rejected easily by girls and young women. “A few of the males are so thick-skinned
that only a good slap in the face will cure them of their ‘hand trouble™, explained one
youth;*" another suggested that “De girl calls an usher if dey get wise”*?

For the young immigrant girls of East Harlem interviewed in Reed’s study, movie-go-
ing and film consumption offered a way of temporarily circumventing the difficulties of
material circumstances, of living in close quarters, of loneliness, and of poverty, as well as
the possibility of achieving both homo- and hetero-sociality in safe, public spaces.*® Reed’s
study nuances the girls’ connection between getting outside to the movie house, and an ex-
pansion of the mind, by which I mean a getting outside of the normative views on teenage
female heterosexual desire, with romance movies providing them with “ideas”. Indeed, in
the one movie testimony from a teenage girl that is in fact cited in the MPS documents,
the writer asserts that the girl used such fare to try on new states of mind and to explore
her emotions:

[TThe best thing about a movie is that its like a dream. ... [T]he movies give us
a chance to enjoy things we wouldn’t dare do ourselves and to realize what they're
like second hand. ... We wouldn't dare do some of the things we see the movie her-
oines do, but we let the movie heroine do it for us. But we don't know, really. Maybe
wed violate the commandment and do those things if we were faced with the situa-
tion shown in the picture. That's why I don’t always condemn a movie heroine for
doing them. In fact, when I see a picture I sort of put aside in my mind what she did
and how she met her problem, as a sort of reference to myself, in case I might run
into that problem in the future.*”

Although Cressey comments on this girl's “imaginative adjustments”, he expressed
doubts about her and her peers’ capacity to deal with “problems in sex conduct which they
encounter [on the screen]”* Yet, however much Cressey’s comments might emphasize
the need for pedagogical intervention into teenagers’ engagement with “love pictures’, this
young girl clearly demonstrates a sophisticated propensity for self-reflection. Her descrip-
tion of making a “reference to myself” suggests she is placing film narrative onto a mental
bookshelf filled with other stories; one which she may “consult” at a later date. In this re-
spect, the girl can “try on” an adult judgment safely without needing to experience that
story firsthand.

51) Thrasher, ‘Social attitudes, p. 247.

52) Cressey, “The community’, p. 109.

53) I am indebted to Annette Kuhn's view of British movie theaters as independent childhood destinations.
Annette Kuhn, Dreaming of Fred and Ginger: Cinema and Cultural Memory (New York: New York University
Press, 2002), pp. 16-37.

54) Paul Cressey, “Youth looks at the world; in Youth Looks at the World: Specific Contributions of the Photoplays
to Youth. Unpublished manuscript, n.d., CP Box 65, Folder 14, pp. 9-10.

55) Ibid., p. 9. Cressey was probably referring to the so-called fallen woman pictures that Lea Jacobs identified
as a significant source of anxiety and regulation during the 1930s. See Lea Jacobs, The Wages of Sin:
Censorship and the Fallen Woman Film, 1928-1942 (Berkeley & Los Angeles: University of California Press,
1995).
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The girl's anecdote coheres strikingly with what developmental psychologists and an-
thropologists have suggested about the world of play, which includes the spheres of art,
reading, film consumption and reflection, and other cultural practices. From these per-
spectives, playing with reality — as in the girl's drawing on romantic films as a “reference”
in her mind — is an essential way of modulating life’s complexities and expanding one’s
sense of possibility in the world.” Providing additional perspectives on these theoretical
concepts is len Ang’s and Jackie Stacey’s research on women audiences. Both Ang and
Stacey argue that although media texts like television shows or feature films might express
traditional patriarchal values, some women still find the very act of consumption and re-
flection of these media to be liberating, because they use these experiences mentally to
“transcend” everyday circumstances and hardships, and to consider ideas from multiple
angles. Similarly, even though the romance films that East Harlem girl teenagers preferred
did not feature liberatory narratives, they did offer content and themes that facilitated East
Harlem girls’ consideration of new states of desire — ones that were disavowed in the re-
pressive environment of their immigrant culture.’” These ideas could help girls to test the
adult world’s conceptions of sexuality and gender in a non-threatening way — that is with-
out needing, as other commercial establishments demanded, the presence of a real-life
male partner. In Blumer and Hauser’s study, a teenage girl in Chicago summarized the val-
ue of these films thus: “[p]assionate love pictures make me think most”**

The Movies and Role-Play

The MPS contains a wealth of information about East Harlem male teenagers’ imitations
of movie stars, and about their using film to try on new versions of themselves, whether
privately, among peers of both sexes, or in the wider adult world. Their adult interviewers
may have sometimes dismissed teens’ actions as “dressing up” or as mimicking the idiolect
of movie stars, but a significant amount of material exists to suggest that the teenagers em-
bodied these characters wholesale by playing them out on city streets. Many instances of
role-play described in MPS documents revolved around the actors Rudolph Valentino and
James Cagney, and tended to engage with ethnic and gendered aspects of their respective
star personae.

In what is perhaps the richest document on role-play included in the MPS, one teen-
age boy, who is described as “like [Valentino] both in appearance and nationality”*” re-
counts this star’s effect on his fantasy life in the following way:

56) D.W. Winnicott, Playing and Reality (New York: Routledge, 1971), p. 13; Johan Huizinga, Homo Ludens:
A Study of the Play Element in Culture, pp. 11-12, 18-27; Roger Lancaster, ‘Guto’s Performance, Daniel
Balderston and Donna J. Guy (eds), Sex and Sexuality in Latin America (New York & London: New York
University Press, 1997), pp. 24-26.

57) I am indebted for this insight to Hansen, Babel and Babylon, p. 120; Janet Staiger, Perverse Spectators: The
Practices of Film Reception (New York & London: New York University Press, 2000), pp. 77-92.

58) Herbert Blumer and Philip Hauser, Movies, Delinquency, and Crime. Payne Fund Studies Vol. 8 (New York:
MacMillan), p. 85.

59) Cressey, ‘The community’, p. 149.
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My first yearning to become a movie star was when Valentino passed away. That was
because my folks and friends were saying that I looked very much like him. I had
a scar on myself as he had and combed my hair in the same style. Then I did not
think of the fact that I lacked eight or nine inches to be as tall as he was. I could al-
ready picture myself taking Vilma Banky in my arms and kissing her. Flashing my
eyes here and there. And whenever I would reach the Grand Central Station young
ladies would beg for my autograph or attempt to kiss me and probably swoon away.
The idea of running away to Hollywood began to gnaw on my brain but thank heav-
ens I got over it after a few years.®”

From a developmental perspective, role-play, whether it is enacted as play or in thera-
peutic contexts, is considered to be a developmentally complex undertaking that shows
a persons ability to stand outside the self and to craft the self differently, even as a possible
“self” he or she may inhabit one day.®” In the passage cited above, the young man advanc-
es a remarkable narrative of self-transformation that reveals something of his social world.
He inserts himself into the narrative of Valentinos 1926 film The Son of the Sheik when he
talks of “taking [the actress] Vilma Banky into my arms and kissing her”, even as he relo-
cates this story to a local setting by adding “when I arrived at Grand Central Station, the
girls would swoon”. This youth’s imagined diegetic and extra-diegetic participation in the
film is rich in kinetic and spatial detail, which conveys his connection to Valentino’s phys-
icality. The youth’s identification with Valentino also overlaps with extra-textual discours-
es that circulated contemporaneously around this star, especially his appeal to both work-
ing-class immigrant and middle-class non-immigrant women fans. Valentino’s cross-class
and cross-ethnic appeal is recast by this youth as the teenager’s own magnetism for girls in
East Harlem and at Grand Central Station.®” By invoking Valentino’s Hollywood success,
this youth also invokes a public manifestation of the immigrant worker’s socio-cultural in-
tegration, financial prosperity, and professional success that were central to the American
Dream.®” The testimony of this Italian-American teenager supports recent claims about
the more radical dimensions of immigrant audiences’ perceptions of Valentino’s star per-
sona, particularly its invocation of the social boundary-crossings offered by contempora-
neous urban life, including mixed-class, racial, and ethnic socialization, as well as its em-
bodiment of a form of male heterosexuality that departed from dominant norms of white,
middle-class masculinity.*” Valentino inaugurated what Anderson called the “desegrega-
tion of modern cinema’, a phenomenon that would be continued by such immigrant stars

60) Ibid.

61) Peter Fonagy, Gyorgy Gergely, Elliot Jurist, and Mary Target, Affect Regulation, Mentalization, and the
Development of the Self (New York: Other Press, 2002), unpaginated.

62) Anderson, Twilight of the Idols, pp. 70-124; Hansen, Babel and Babylon, pp. 245-94; Gaylyn Studlar, This
Mad Masquerade: Stardom and Masculinity in the Jazz Age (New York: Columbia University Press, 1996),
pp- 150-198.

63) Anderson considers the ambivalent reception of this story. See Anderson, Twilight of the Idols, 106-109; see
also Hansen, Babel and Babylon, pp. 258-259).

64) Anderson, Twilight of the Idols, pp. 70-154; Giorgio Bertellini ‘Duce/Divo: masculinity, racial identity, and
politics among Italian Americans in 1920s New York City}, Journal of Urban History, vol. 31, no. 5 (2005),
pp. 685-726.
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as the Mexican-born heartthrob Ramén Navarro and the attractive Polish-born actress
Pola Negri; Valentino himself opened myriad points of identification for diverse ethnic
groups.®” Accordingly, Giuseppe Bertellini has heralded Valentino as a new model for
[talian- American audiences, one marked by youthful, urbanized sophistication and pleas-
ure-seeking sensuality, which working-class Italian Americans could celebrate as a depar-
ture from nativist and Italian middle-class gender norms.* In the MPS, East Harlem boys
frequently referred to themselves and their male peers as “a sheik” (by which they meant
a lady’s man), or they shared Valentino’s influence on their own courting practices. A spe-
cial investigator interviewed a youth called “Patsy”, reporting that “T ... asked him if he
knew Big Jack (a youth who resembled Clark Gable). ‘Sure, I know that shiek [sic]. He’s
a sucker for de women™®’ In another movie life story, a youth recalled emulating
Valentino’s “long kiss” on a first date, and boasted that his date had called him a “man of
the world” [emphasis in original].®® This youth’s anecdote reveals how Valentino’s projec-
tion of a mysterious, sexually-experienced, and exotic persona resonated with boys and
girls who wished to escape the confines of East Harlem’s patriarchal culture, if only through
a fleeting kiss.*”

As suggested by the first Valentino movie anecdote cited above, the possibilities evoked
by Valentinos reputation as an adventurous libertine had uses beyond East Harlem.
Robert Orsi has underlined the importance of the southern Italian “domus” or patriarchal
culture in circumscribing immigrant social relations in East Harlem. He argued that im-
migrants were expected to perform traditionally gendered roles of self-abnegation and
loyalty to family and community, both at home and in public:

In a very fundamental way, the individual could not exist apart from the domus and
remain a human being. He or she could not make plans or take steps apart from the
priorities of the domus. All were expected to forego personal satisfaction on behalf
of it™

Orsi explains that this loyalty was translated frequently into indifference and aversion
to community outsiders — attitudes which contributed to hostility among Italians to-
wards their African-American and Puerto Rican neighbors.”"

From an anthropological perspective, role-play is a means of testing of social relations,
as one group member tries out a role or a social activity that has a bearing on the entire
group’s belief system and culture.” For the East Harlem youth who breaks away from the
neighborhood in his imagined role-playing of the star, Valentino — especially in terms of

65) Anderson, Twilight of the Idols, pp. 138; Bertellini, ‘Duce/Divo, p. 706.

66) Bertellini, ‘Duce/Divo;, p. 717.

7) Cressey, “The community, p. 142.

8) Ibid., p. 145.

9) I am grateful here to Anderson’s subtle analysis of Valentinos “ideological crossing of sexual desire and an
exotic distant past”. See Anderson, Twilight of the Idols, p. 128.

70) Orsi, Madonna, p. 82.

71) Ibid., p. 102.
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his youth and physicality — represented independence, mobility, and a trying on of new
social relations, notably in terms of forging new intimacies outside the circumscription of
ethnicity and class. After all, Grand Central represented both the quintessential “central’
station to New York’s mixture of cultures and a prime route to the outside world. “[T]hank
goodness I got over that”, remarked the youth. Such a declaration invites a number of in-
terpretations: his recognition of the caprice of his Hollywood dream, his comprehension
of the futility of crossing larger structural boundaries of class and ethnicity, and his resig-
nation to the domus. Although it is impossible to know precisely what this youth is refer-
ring to, his testimony does make it possible to more fully conceive of Valentinos meaning
for immigrant male youth in East Harlem. Valentino offered a vehicle through which
these youth could test social boundaries, offering a sense of possibility for otherwise unat-
tainably fluid forms of contact and intimacy.

Cressey notes in the MPS that in 1930-1931 James Cagney and Edward G. Robinson
were the “unquestioned ‘favorite actors” of East Harlem.”” One interviewee noted
“[a]lmost all the guys imitate Cagney”’” A smaller survey determined that 50% of the
20 older teenage boys that were interviewed in this study emulated Cagney. The investiga-
tor wrote that most subjects:

[Used] Cagney’s friendly, ‘one, two’ punch to the rib, chin, and shoulder. They imi-
tate his little jig. They fake his ‘shake hands’ and laugh at you as they point their
thumbs back over their shoulder as Cagney might have done. They develop that big
Cagney swagger. They smiled a la Cagney with all teeth exposed and two of the boys
wear the Cagney spear head shirts.”™

One MPS interviewer noted that his Italian-American subject had adopted Cagney’s
trademark accent and dialect, encapsulated in the following utterance:

I ain't going to get in Dutch wid de law [meaning: to get in trouble with the law]
‘cause I'm gonna get protection before I do anything. An’ [ aint havin’ no broads
aroun’ while dere’s work to do. You can't trust ‘'em and dey get you in trouble. If it
wasn't for a broad dey never woulda got Little Caesar.”

Cagney’s codification of the gangster type in THE PuBLic ENEMY (1931) and later films
held special significance for second-generation immigrant male youths, who were negoti-
ating the demands of American society and traditional attachments in the 1930s.”” As well
as contemporaneous new gangsters played by George Raft, Paul Muni, and Edward G.

73) Cressey, ‘The community, p. 140, n.1.

74) Ibid., p. 154.

75) Ibid.

76) Ibid., p. 136.

77) Richard Maltby, ‘Why boys go wrong;: gangsters, hoodlums, and the natural history of delinquent careers, in
Lee Grieveson, Esther Sonnet, and Peter Stanfield (eds), Mob Culture: Hidden Histories of the Gangster Film
(New Brunswick: Rutgers University Press, 2005), p. 55; Lizabeth Cohen., Making a New Deal: Industrial
Workers in Chicago, 1919-1931 (Cambridge, U.K.: Cambridge University Press, 1990), pp. 144-147.
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Robinson, Cagney’s personae signified an explicit confrontation with the larger structural
order.” In the MPS interview cited immediately above, Cagney’s sartorial and vernacular
style serves to enhance the content of the interviewee’s testimony or to support his claim
to have figured out the system, as exemplified by his boast that “T ain’t going to get in
Dutch wid de law because I'm gonna get protection”. This teenager’s affectation of Cagney’s
style is at least in part a resistance to power.”” It also illuminates gendered power relations
in East Harlem. Both Robert Sklar and Norman Mailer have pinpointed Cagney’s specific
and inimitable contribution to the tough guy figure, namely what Sklar called Cagney’s
“softie side” — a trait rooted in his characters’ dependence on strong women.*” Cagney’s
embodiment of masculine independence, coupled with an attachment to strong females,
was perhaps particularly appealing to East Harlem’s immigrant male youth, on account of
their need to negotiate what Orsi has called the “public patriarchy” and the “private matri-
archy” of the domus.*” Orsi writes that mothers in the community were the “hidden cent-
er of the domus-centered society, the fountainhead of the blood which bound together
members of the domus and connected it to the rest of the community”*? Compared to
playing at Valentino, taking on the role of Cagney on the city streets may well have repre-
sented a different and a more complex way of testing social relations. The role of Cagney
revealed the gender conflicts subtending East Harlem culture, even as it represented
a challenge to the larger racialized order.*” In another MPS testimony, a teenage boy ra-
tionalized his emulating of Cagney thus: “Well, it makes me feel big"*¥

Crucially, however, it was not gangster pictures’ narratives — the rise and fall trajecto-
ries of some high-profile films or the redemptive arcs of others — that were naturalized by
East Harlem youth.*® As Cressey laments with respect to the older teens, “there is a strong
discounting of the (outcome) of the underworld pictures”*® Such sentiments are apparent
in the previous Cagney testimony, where the youth asserts that while he likes “Little Caesar
and Jim Cagney ... dat’s de baloney dey give you in de pictures. Dey always die or get
canned. Dan'’t ain’t true. Looka Joe Citro, Pedro Salami, and Tony Vendatta. Looka de ol’
man”*” During this interview, the teenager — and perhaps even more so in his affectation

78) Giorgio Bertellini, ‘Black hands and white hearts: southern Italian immigrants, crime, and race in early
American cinema, In Grieveson, Sonnet, and Stanfield (eds), Mob Culture, p. 209.

79) Kuhn draws similar conclusions about working-class male youth subjects growing up in 1930s England. See,
Kuhn, Dreaming of Fred and Ginger, pp. 108-109). Meanwhile, Chicano poet Jos¢ Montoya wrote a poem
entitled “El Louie” about a Northern California pachuco (a Chicano teenager identified by his idiolect and
zoot suits) who was also an admirer of 1930s gangster stars: “El Louie’s” emulation of the gangster stars is
linked in the poem to the pachuco culture’s larger resistance to Anglo power structures. Jos¢ Montoya, ‘El
Louie, El Sol y Los De Abajo and other R.C.A.E. poems por José Montoya (San Francisco: Ediciones Pocho-
che, 1972), unpaginated.

80) Norman Mailer, cited in Richard Schickel, James Cagney: A Celebration (New York: Applause, 1999, p. 10;
Robert Sklar, City Boys: Cagney, Bogart, Garfield (Princeton, N.J.: Princeton University Press, 1992), p. 34.

81) Orsi, Madonna, pp. 120, 131.

82) Ibid, p. 131.

83) Iam grateful to Cindy Dell Clark for this insight.

84) Cressey, "The community, p. 153.

85) For an analysis of the later, reformist narratives of the gangster genre, see Lee Grieveson, ‘Gangsters and gov-
ernance in the silent era) in Grieveson, Sonnet, and Stanfield, Mob Culture, pp. 13-40.

86) Cressey, ‘The community, p. 136.

87) Ibid.
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of Cagney’s speech and dress — distinguishes between the movie gangster’s style and the
fate of actual local gangsters. The reality of successful extralegal activity in East Harlem is
encapsulated in an anecdote that he was told by a Boys’ Club counselor, and which is
printed in Thrashers final report. The counselor, who worked in a male youth reformato-
ry, instructed his students to draft a job application letter. All of the students wrote to
gangsters. Perhaps assuming that the mass media had a negative effect on vulnerable
youth, the counselor was surprised to find that they were not writing to celebrity criminals
of the day, but to local gangsters. Extralegal activity was clearly a source of income, surviv-
al, and even deference on the streets of East Harlem. As Orsi revealed, the Mafia was seen
as a protector and enforcer of East Harlem’s patriarchal culture.* The community conflat-
ed the mob’s extralegal activity with the domus, believing it to be an institution that out-
siders misunderstood and unfairly maligned.* Thus, the fate of celluloid gangsters had lit-
tle purchase for youth in a neighborhood where gangsters “g[o]t away”, ran well-known
businesses, forged important political connections, and garnered respect from the com-
munity. For East Harlem’s teenagers, if not for well-meaning middle-class reformers, it
was obvious that one’s fate was conditioned by structural forces, and not by the influence
of James Cagney.

Conclusion

East Harlem youths of the 1930s viewed movie-going as an act of independence that in-
volved a location to which they returned time and again in the process of separating them-
selves from the adult world.”” The route to the movies was hewn by these teenagers, often
with their own income, in pursuit of freedom and breathing room from the home, the
school, and the street; for aspiring to a future; for imagining and sometimes trying out ro-
mantic intimacy in a safe and secure environment; and for trying on new roles, including
those that promised to generate visibility and status in the community. In particular, cin-
ema seemed to offer a way for East Harlem immigrant youth to mitigate the strains of ne-
gotiating the polarizing modes of growing up between the patriarchal strictures of their
immigrant families and the individualizing and often racializing culture of American con-
sumerism and schooling. In this sense, theatres provided an opportunity to get lost in play
and to try on new subjectivities, actions which psychoanalyst D.W. Winnicott deems nec-
essary to lifelong human development.”” Just as love stories and fallen woman pictures al-
lowed East Harlems teenage girls safely to imagine new states of desiring, so Valentino’s
star persona permitted teenage boys increasingly flexible options for asserting gendered,
sexual, and class identities, and Cagney provided many boys a conduit through which to
take a public stance in their neighborhood and in the culture at large.

Importantly, East Harlem youths’ play with filmic worlds also created local culture, as
teens engaged their movie knowledge in courting rituals, cinema talk, and public perfor-

88) Orsi, Madonna, pp. 103104, 127-129.

89) Ibid.

90) Here [ am again indebted to Kuhn, Dreaming of Fred and Ginger, pp. 16-37.
91) Winnicott, Playing with Reality, p. 13.
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Figure 2.  East Harlem youth, photograph Helen Levitt,
c. 1940

mances on city streets. Crystallizing this phenomenon is a rare Puerto Rican testimony in
Thrasher’s final report on the Boys” Club Study. Entitled “Porto Rican Life in East Harlem”,
this document recounts the separate behavior of different generations of Puerto Ricans at
a wake. While the elders are described as “immediately gathering to exchange their vari-
ous premonitions before the unfortunate incident occurred’, the youth notes that “[t]he
younger people gather and discuss the various topics such as dances, movies, parties, etc.,
all of course, with proper decorum”’® The juxtaposition of adult discussion of older Puerto
Rican folkways related to death, on the one hand, and on the other youth talking about
movies and other urban leisure activities, underscores how cinema helped to create new
demarcations of social groups in East Harlem between the generations.”” While their el-
ders looked to the past, the teenagers embrace the present and the possibilities of the not-
too-distant future.

Recent developments in Reception Studies stress that movie-going and movie culture
can provide deep fonts of social history. Meanwhile, existing histories of twentieth-centu-
ry childhood and adolescence have shed new light on the role that movies and other con-
sumer culture played in helping teenagers to more clearly demarcate the culture of adoles-
cence.”” This essay has developed these two strands of historiography by showing that
in East Harlem, film and film culture helped teenagers forge youth identities. The East
Harlem Movie Studies aimed to determine how working-class immigrant youth’s con-
sumption of movies was connected to what their writers saw as a failure of culture in that
community: a lack of tradition, of middle-class morals, of parental control, of schooling.
What the documents reveal, however, is that cinema was very much a part of East Harlem
teenagers’ own culture, a culture in which issues of class, ethnicity, and gender were both
salient and deeply intertwined. As I hope this essay demonstrates, East Harlem youth used
the images and narratives of cinema for vital, creative, and social acts: that is, for making
themselves subjects in the world.

92) Unnamed Porto Rican resident, quoted in Thrasher, ‘Final report, p. 296.

93) Sarah Chinn’s historicization of an earlier generation gap between immigrant teenagers and adult society in
the first decades of the twentieth century has been helpful to me here. See Chinn, Inventing.

94) Joseph Kett, Rites of Passage: Adolescence in America 1790 to the Present (New York: Harper Collins, 1978);
Palladino, Teenagers; Chinn, Inventing; Schrum, Some Wore.
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SUMMARY

The Normals, the Questionables, and the Delinquents:
East Harlem Youth and the Movies, 1931-1934

Lisa M. Rabin

This essay is a reception history of adolescents’ encounters with cinema in the working-class and
predominantly Italian and Puerto Rican neighborhood of 1930s East Harlem. From 1929 to 1934,
sociologists at the Payne Foundation conducted a “Motion Picture Study” on the allegedly deleteri-
ous effects of Hollywood cinema on the area’s male youths, with two similar studies of girls also un-
dertaken at this time. I examine the institutional forces shaping these young people’s testimonies
and the ways in which these testimonies show immigrant teenagers’ using films and movie-going as
a means of negotiating both their roles and independence in this urban environment. I also analyze
the gangster movies and romances they discuss in order to understand the aesthetic and gendered

influences these films exerted on the formation of new youth identities in East Harlem.
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Sarka Gmiterkova

Importing Modern Venus

Hollywood, Starlets, and the Czech Star System
of the early-to-mid 1930s

The relationships between Hollywood and young American womanhood, especially in the
years after the coming of sound, have drawn a significant amount of scholarly attention.
A number of studies have emphasized the extent to which, by virtue of their public visibil-
ity and their apparent sexual and intellectual autonomy, Hollywood’s female stars embod-
ied the “New Woman”." This figure surfaced on the silver screen in such sexually-charged
and attention-grabbing forms as the vamp and the flapper.?’ Where the exoticism of the
former is widely understood as a manifestation of western fears of non-white female sex-
uality, the latter is generally seen to strike a balance between light-heartedness and sexi-
ness vis-a-vis beautification, fashion, and lifestyle,” combining sexual and social rebellion
with “girl next door” innocence. Youth was central to both figures, even though the term
“teenager” had yet to be coined, as neither of them accommodated markers of aging, not
even positive ones such as elegance and grace.” Although it is difficult to assign a specific

1) The concept of the New Woman emerged in industrialized countries at the turn of the nineteenth century in
relation to several images of rebelious womanhood such as suffragists, anarchists, and flappers. The concept
reflected the growing number of middle- and working-class women embracing new and more publically vis-
ible roles. See Maria Elena Buszek, Pin-Up Grrrls: Feminism, Sexuality, Popular Culture. (London and
Durham, NC: Duke University Press, 2006), p. 78.

2) 'This figure previously appeared in a series of Charles Dana Gibson illustrations published in Life magazine.
The Gibson Girl presented a romanticized vision of the New Woman. Beautiful and idealised, she pointed to
supposed female limitations vis-a-vis sports, education, and masculine dress. See Ibid., p. 85-99. For more
on flappers see for example Sara Ross, ‘Good little bad girls: controversy and the flapper comedienne, Film
History, vol. 13, no. 4 (2001), pp. 409-423.

3)  On the relationships between lifestyle and modern womanhood as promoted by Hollywood’s stars and star-
lets, particularly in terms of the importance of leisure and consumption, see Joanne Hershfield, “The
Hollywood movie star and the Mexican chica moderna, in Rachel Moseley (ed.), Fashioning Film Stars:
Dress, Culture, Identity. (London: BFI Publishing, 2005), pp. 98-108.

4)  See for example Report from Newcastle Revisiting Star Studies Conference, < http://www.necsus-ejms.org/
revisiting-star-studies-12-14-june-2013-newcastle-university/> [accessed 12 April 2014].
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age to vamps and flappers, their make-up and revealing clothing certainly suggests wom-
en in their twenties, an age very much congruent with youth.

When considering the young performers who embodied these youthful types, we need
to recognize fundamental differences between these “starlets” and their more established
counterparts, stars. Conceptually, the starlet is presented as an industry newcomer who,
through a combination of intensive promotion and good fortune, has achieved sufficient
professional success to bring her to the cusp of fame.” Rather than being associated with
a new film role, she is more likely to be positioned as an off-screen presence about to re-
ceive her big break. The star, on the other hand, is presented as having ascended to a posi-
tion of power and status on the back of creative labor exerted over a lengthy period of
time.® Differences between stars and starlets are also historically specific. As exemplified
by the countless close-ups of actresses like Marlene Dietrich and Greta Garbo, the face was
central to Classical Hollywood star images.” And, while costuming played a key role, the
bodies of such actresses remained largely hidden from view.® By contrast, the spectacle of
the visible female figure was central to images of 1930s starlets, who were often pictured
outdoors, either relaxing or playing sports in revealing outfits like swimming costumes,
short trousers, and low-cut dresses.” This emphasis on close-ups imbued the star with
a degree of polish and sophistication, which contrasted with the more “natural” feeling of
the young, active female body captured in medium shots. The transition between these
two types of shot was therefore central to an actress’s development from starlet to fully-
fledged star. It entailed a shift from appearing merely to be captured by the camera to play-
ing directly to it, through such valued techniques as impersonation and personification.
Finally, the transition from starlet to star was completed by the act of speaking, as the star
complemented the primarily visual nature of the starlet with a voice that might showcase
singing, an educated accent and vocabulary, enlightened views, and the capacity to convey
agency through the very act of talking.

The ways in which Hollywood’s youthful star images were appropriated and recalibrat-
ed overseas have also been examined by several scholars.!”’ For example, the local negoti-
ation of imported star images is central to a study by Neepa Majumdar, in which she ar-
gues that, from the 1930s to the 1950s, a combination of Hollywood star images and
nationalistic impulses drove the proliferation in Indian audiovisual culture of the “cul-
tured lady”; this culturally powerful construct stood as an epitome of stardom, and served
as a vehicle through which female public visibility could be negotiated."” Meanwhile,

5) On fame versus stardom see Catharine Lumby, ‘Doing it for themselves? Teenage Girls, sexuality and fame,
in Sean Redmond and Sue Holmes (eds), Stardom and Celebrity: A Reader (Los Angeles: Sage Publications,
2007), pp. 341-352.

6) See for example Ginette Vincendeau, Stars and Stardom in French Cinema (London: Continuum, 2000), pp.
82-109.

7)  See for example Roland Barthes, “The Face of Garbo), in Stardom and Celebrity, pp. 261-262.

8) See Charlotte Cornelia Herzog and Jane Marie Gaines, ‘Puffed Sleeves before Tea Time: Joan Crawford,
Adrian and women audiences, in Christine Gledhill (ed.), Stardom: Industry of Desire (London and New
York: Routledge, 1991), pp. 74-91.

9) Ibid.

10) Hershfield, “The Hollywood Movie Star and the Mexican Chica Moderna’

11) Neepa Majumdar, Wanted Cultured Ladies Only! Female Stardom and Cinema in India 1930-1950s (Urbana,
IL, and Chicago, IL: University of Illinois Press, 2010).
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Erica Carter has argued that the partial modeling of Third Reich stars on their Hollywood
counterparts generated tensions between authenticity and excess, artistry and craft, and
generality and specificity.'” Studies such as these suggest that we might enrich our under-
standings of how the Czech film production and publishing industries of the 1930s nego-
tiated imported images of Hollywood’s young female stars.'® The interplay of discourses
pertaining to stardom, womanhood, and beauty influenced both talent scouting and the
circulation of star images in this country. As understandings of stardom in Czechoslovakia
have derived mainly from case studies of individual actresses’ career histories,'¥ this topic
may also be developed by studies that focus on the structure and production of star imag-
es within this particular context.

Accordingly, this essay shows that imported images of Hollywood starlets were largely
embraced in early-1930s Czechoslovakia, especially within publishing and film industrial
circles. Their mainly positive reception, I argue, led to attempts to fashion similar images
of, and around, Czech starlets, as new film magazines were used to disseminate pictures of
aspiring young actresses in a manner indebted to such American archetypes as the chorus
girl, the pin-up, and Hollywood stars. The appeal of young modern womanhood lay in its
supposedly democratic underpinnings; practically anyone with the requisite looks and
talent could make it, irrespective of class, nationality, connections, and experience. Press
discourse frequently offered readers a chance to break into the movies through photo con-
tests, thereby deepening the talent pool for the production sector. Accordingly, the essay
opens by considering the representational practices of the film magazine Kinorevue, be-
fore examining how these practices shaped the Czech film industry’s recruitment and pro-
motion of young female talent. In so doing, I hope to enrich understandings of Czech film
stardom in the early 1930s in a manner that promises also to offer transferable insights
that might deepen our knowledge of other nations’ relationships to Hollywood star imag-
es. Across Europe, countless creative industry personnel, intellectuals, and artists saw
American culture as a force capable of liberating them from the limitations of national
heritage. They saw in Hollywood stars the promise of replicable models of physical perfec-
tion and reminders of the possibility of social and economic upward mobility. This essay
therefore invites scholars to consider not only the reception of youthful star images but
also the process of manufacturing these starlets in various national popular and artistic

cultural productions.

12) Erica Carter, ‘Marlene Dietrich — The Prodigal Daughter’, in Tim Bergfelder, Erica Carter, Deniz Gokturk
(eds), The German Cinema Book (London: BFI Publishing, 2008), pp. 71-80.

13) This essay follows standard practice by using the term “Czech’, as opposed to “Czechoslovak’, film industry
and film culture because, prior to World War Two, Prague served as the center of film production, distribu-
tion, and exhibition. See for example Petr Szczepanik, Konzervy se slovy. Poditky zvukovéhe filmu a éeskd
medialni kultura 30. let (Brno: Host, 2009).

14) See Iluminace, vol. 24, no. 1 (2012). In particular see Sarka Gmiterkova, ‘Filmova ctnost je blond: Jifina
Stépnickova (1930-1945), pp. 45-67; Vladimira Chytilové, ‘Olga Schoberové, filmové hvézda v kontextu
Ceskoslovenské kinematografie 60. let, pp. 87-112. The case of Stépnickova highlights the connections be-
tween stage and screen stardom in their interwar years, showing how appropriate femininity, notions of act-
ing quality, social prestige, and citizenship were articulated in these arenas. The case of the 1960s bombshell
Olga Schoberova marked a shift away from the facets exemplified by Stépni¢kova toward notions of youth,
beauty, style, and sexual allure that reflected the liberalization of 1960s Czechoslovakia.

L]
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In need of young talent

The early-to-mid 1930s was a transitional period for the Czech film industry, especially in
terms of the state’s funding of films. With the coming of sound, this small national cinema
faced a number of challenges. For one, the talkies tripled production budgets, due to the
cost of implementing new technologies during shooting, postproduction, and exhibition.
What is more, this additional expense was not offset by a comparable increase in box of-
fice returns on the domestic market. With an average of twenty five releases annually, only
two tended to generate sufficient revenue to cover production costs. It was estimated that
Czech films lost an average of CZK 162,000."

Deeming films to be culturally significant objects in spite of their economic shortcom-
ings, the Czech government decided partially to underwrite production in the country.'®
Yet, because its contributions amounted to only one quarter of a film’s production costs,
industry decision makers were required to secure additional sources of financing. For one,
even though most Czech producers were well aware of the limited commercial potential
of exporting their films, the popular success of C. A K. PoLNi MARSALEK (1930) in its
German-speaking target markets gave the industry a reason to be optimistic. While pen-
etrating international markets promised to increase revenue, this film also highlights the
deeper connections between the Czech and German markets, in terms of shared audience
preferences and cultural practices. While Czech moviegoers tended to prefer films in their
own language, they also gravitated en masse to some Hollywood imports, first talkies and
by 1935 star vehicles.'”” The biggest draws on the Czech market were the Swedish-born
Greta Garbo with five hit films to her name, and the Frenchman Maurice Chevalier with
two. Drawing on the model of Hollywood stardom therefore offered Czech industry insid-
ers a practical method of breaking into foreign markets.

The limited contributions made by the state also encouraged Czech filmmakers to de-
velop commercially-oriented approaches to motion picture content. For example, in 1935,
Milo$ Havel, an influential producer-distributor and the owner of Barrandov studios, sug-
gested that “[...] to make Czech cinema healthy again we must take greater responsibility
when selecting subject matter, developing screenplays, and recruiting above-the-line tal-
ent”.'® Producers therefore fashioned screenplays that centralized genres and topics which
promised to appeal to a sizable audience at home and ideally abroad. Crucially, Czech pro-
ducers also saw casting, especially the cultivation of a homegrown star system, as central
to their financial wellbeing. However, their attempts to systematize talent scouting, based
on a highly subjective view of Hollywood practice, clashed with the rather informal nature
of Czech film elite circles, where belonging to a certain clique and frequenting the right ca-
fés was of utmost importance.' This clash resulted in starlets failing to develop into fully
fledged stars.

15) Szczepanik, Konzervy se slovy, p. 39.

16) Ibid., p. 42.

17) Tbid., pp. 273-274.

18) Translation: “Ozdraveni ¢eskoslovenského filmu ma predpokladem odpovédnéjsi vybér niméta, peclivéjsi
zpracovani scéndfl a rozsifeni sboru hereckého a rezisérského. Po strance technické a vyrobné organisaéni
je v8e v potadku”. Jifi Havelka, Ceskoslovenské filmové hospodarstvi 1929-1934 (Praha: Cefis, 1935), p. X.

19) For a detailed discussion see Petr Szczepanik, “Machii” a “Diletanti” Zékladni jednotky filmové praxe
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The mid 1930s were a good time to develop emerging stars, as the Czech cultural in-
dustries were becoming increasingly interested in capitalizing on the phenomenon of
youth. Since the 1920s, this nation’s theater sector had incorporated avant-garde trends,
including those associated with Meyerhold theatre and the principles of comedia dell arte,
in terms of prioritizing physical expression.?” Even the illustrious National Theater em-
braced experimental practices, employing a troupe of young performers experienced in
this type of performance.”” In addition to prestigious institutions seeking to increase their
cultural cache, light entertainment enterprises demanded young, physically fit performers
for leading roles and especially background choruses. Revue operettas in particular were
dominated by spectacularly orchestrated dance numbers centralizing large troupes of cho-
rines or “girls”, as they were often called at this time.?” The sense of an international stand-
ard of feminine identity that was summoned by leaving the term “girls” un-translated also
emerged in film magazines. It is clear that by the early-to-mid 1930s the concept of the girl
was understood across the developed world as one derived from American cultural arti-
facts but ultimately adaptable to other national contexts. Therefore, Kinorevue could state
that “Girls were invented in America”™ but still publish similar images from Czech,
German, French, and Japanese sources.*” The broad visibility and international appeal of
the girl therefore highlighted the existence of an element of content that promised to be
easily exportable. This potential was further enhanced by the assumption that regular
moviegoers and film buffs tended to be quite young themselves, and would therefore grav-
itate to films which featured talent of a similar age.”

The theater was thus seen to provide the Czech film industry with a solution to one of
its biggest challenges: a dearth of young screen actors. The stage would provide a talent
pool from which film producers could draw younger performers. Another solution to this
problem was offered by the popular press. Film magazines posited an easily applicable
model of youth stardom, one derived from a local understanding of the ways Hollywood
constructed star images. The latter brought with it the challenge of adapting American
models to local cultural dispositions however. It needs stressing that the Czech star
system did not correspond fully to Richard deCordova’s model of stardom, whereby
stars are seen to offer public access to an actor’s biographical legend and “private” informa-

v dobé reorganizaci a politickych zvrata 1945 az 1962, in Pavel Skopal (ed.), Naplanovand kinematografie.
Cesky filmovy primysl 1945 az 1960 (Praha: Aacademia, 2012), pp. 27-101.

20) For a thorough overview of theatrical trends of the period see Frantisek Cerny, Déjiny ceského divadla IV.
Cinoherni divadlo v Ceskoslovenské republice a za nacistické okupace (Praha: Academia, 1983); Jan Cisaf,
Prehled déjin ceského divadla II, 1862-1945 (Praha: AMU, 2004).

21) Between 1925 and 1930 the National Theatre employed promising young talent such as Jifina Stépnickova,
Jarmila Horakova, Ladislav Pesek, Ladislav Boha¢, and Jifina §ejbalové, some of whom were the first per-
formers to develop concurrent film and stage careers.

22) Operettas are lighter, more comical versions of prestigious operas. Revue operettas were then-popular up-
dates of traditional versions of the genre. See Miroslav Sulc, Ceskd operetni kronika 1863-1945. Vypravéni
a fakta (Praha: Divadelni ustav 2002).

23) Kinorevue, vol. 1, no. 16 (1934), pp. 305-6.

24) See Czech “Jencik Girls”, Kinorevue, vol. 1, no. 27 (1935), p. 8; “Japanese girls posing on a beach’, Kinorevue,
vol.1, no. 25 (1935), p. 492; “A group of French girls”, Kinorevue, vol. 1, no. 13 (1934), p. 241.

25) Markéta Lostdkovd, Ctendri filmu — divdci casopisu. Ceské filmové publikum v letech 1918-1938 (Pfibram:
Pistorius & Olsanska, 2012), pp. 73-95.
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tion.” In this respect, Czech stars perhaps better exemplified what deCordova called the
picture personality, without ever truly attaining the status of bona fide stars, precisely be-
cause of a lack of “private” information about them entering into the public sphere.
Substituting for the absence of such information was the positioning of Czech film stars as
artistes. This facet derived largely from their associations with legitimate theater; the ma-
jority of Czech film stars not only started their careers on the stage but usually continued
working there after they started appearing on the silver screen. Various national and cul-
tural discourses imbued the Czech theater with a genuine sense of heritage and respecta-
bility, which in turn exerted a profound influence on the manner in which the personae of
Czech stars were seen at this time. Where Hollywood starlets were widely perceived as at-
tractive yet superficial and unreachable, indigenous stars were typically promoted on their
talent, beauty, and charisma.

Stars and starlets in the discourse of Kinorevue

A popular film weekly launched in September 1934, Kinorevue sought to nurture closer
relationships between film stars and fans. Like its American equivalents, most of the news
and profiles published in this magazine tended to reproduce film industry positions and
rhetoric. The “official biographies” featured therein often blurred the lines between a star’s
persona and the personality of the character s/he played in a particular film, insofar as bi-
ographical narratives echoed key elements of the storylines of their latest star vehicles.
Kinorevue conceptualized stardom around two pairs of contrasting ideas related to vis-
ibility and age; the distinction between the Czech and the international star, and between
the star and the starlet. Czech stars were seen primarily as artistes, on account of their be-
ing framed as supremely talented individuals, on their projecting an air of national au-
thenticity based on speaking Czech and their physical appearances, and on their convey-
ing a sense of personal substance and depth due to their professional mastery, beauty,
everydayness, and accessibility. By contrast, Hollywood stars were seen to possess an al-
most otherworldly quality, on account of their romantic and luxurious lifestyle, their air of
superiority, and their sophistication, elegance, and charisma. The term star itself was re-
served for Czech leading ladies that journalists considered marketable, and who could
pursue professional activities outside Czechoslovakia.?”” Czech stars were nevertheless
treated with reverence, in contrast to their American counterparts, who were usually pre-

26) This definition is offered by Richard deCordova, who suggests that film stardom was developed in three
stages in the United States: from a discourse on acting through to the picture personality and finally to the
star. These phases also describe the general trajectory of a performer who achieves the status of a star. The
discourse tied up with stardom allows for private information such as romance, familial ties, and scandals to
enter into the public sphere. Such mediated and publicly consumed images may not accurately or fully re-
flect the “authentic” self of the star, but pleasure can lie in this illusion of access. See Richard deCordova,
Picture Personalities: The Emergence of the Star System in America (Champaigne, IL: University of Illinois
Press, 1990).

27) With the exception of the first homegrown star in the 1920s, Anny Ondra who worked in the German film
industry, and Lida Baarovd, who enjoyed a promising start in that country, no Czech stars actively pursued
an international career in the 1930s.
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sented in a slightly ironic way that allowed for doubts about their performance skills and
private personalities to be countered in publicity materials. Nevertheless, from beneath
this form of image management surfaced a clear admiration for Hollywood’s apparent sys-
tematic and successful cultivation of internationally embraced on-screen performers.
Starlets however, whether Czech or American, were firmly rooted to the bottom of the
pecking order. These young women were effectively excluded from prestigious columns
such as biographical portraits, because they were mainly presented as anonymous per-
formers. Yet, they could be found regularly adorning fashion pages and articles on beauty
and lifestyle. For example, in an article entitled “Swimwear Season’”, photographs of star-
lets featured alongside text describing Joan Crawford’s and Greta Garbo’s bathing suits.””
In Kinorevue, American starlets projected the notion of Hollywood as a site of eternal
springtime, leisure, and sport. In many cases, this notion stood in marked contrast to
Czech discourses on stardom, which emphasized that focus, discipline, and hard work
were needed to maintain this professional standing.

The presentation of Hollywood starlets also largely characterized their Czech sisters,
although the latter were invariably named by the press. Czech starlets were introduced to
the public by way of one- or two-sentence captions, a photograph, and notification of their
upcoming motion pictures debuts.”” Such an approach spotlighted selected experiences of
individual starlets, and accentuated their physical assets. For example, Eliska Pleyova, who
came from the fashion industry, was introduced in a studio photo sporting a bathing suit
(Figure 1).*” Julka Starikova was also presented in swimwear, but in an apparent outdoor
snapshot (Figure 2).*"’ Marta Fri¢ovd, however, was captured dancing, alongside a refer-
ence to the growing popularity of her film dancing school, thereby invoking the nature of
her talent.”” Other promotional stills focused on the faces of particularly photogenic star-
lets. A specific category of talent scouting existed which offered readers the opportunity to
break into the film industry; however, these were geared less to the needs of film produc-
ers than to increasing the magazine’s circulation, based on the opportunities they ap-
peared to offer fame-hungry girls and women. Newcomers recruited from the readership
of Kinorevue could in principle be employed either as screenwriters or as starlets. Potential
starlets were evaluated on the photographs they submitted, but which the magazine’s edi-
tors tended to relegate to readers’ letters pages. In reality, these photos were just another
attraction for the magazine, offering, as they did, little chance for a would-be starlet to ac-
tually break into the business.*”

28) ‘Sezona plavek, Kinorevue, vol. 2, no. 41 (1936), pp. 290-291.

29) As much as it seemed to reflect the dominant imported strategies of promoting starlets, not all young Czech
screen talent was presented in this way. This being said, the motivation behind the various approaches re-
mains unclear.

30) Kinorevue, vol. 1, no. 46 (1935), p. 393.

31) Kinorevue, vol. 1, no. 46 (1935), p. 387

32) In the case of this particular photograph, as well as other images centralizing female subjects, it is possible
to see evidence of broader cultural influences, such as avant-garde photography, modern dance techniques,
and experimental theater. However, because they appeared in a section dedicated to educating of non-pro-
fessional filmmakers, these images were effectively excluded from the main part of Kinorevue.

33) Lostakova, Ctendri filmu — divdci casopisu, pp. 90-95.
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Fig. 1. Eliska Pleyova posing in a bath- Fig. 2. Julka Stankova pictured outdoors (Kinorevue)
ing suit (Kinorevue)

More so than any other film magazine, Kinorevue printed countless photographs,
making it an ideal site for the naturalization of Hollywood imagery in Czechoslovakia
during the interwar years. Between 1934 and 1936, production stills from upcoming
Hollywood films, chorus girls (usually from Eddie Cantor movies), and pin-ups appeared
regularly on the pages of this magazine. Such images either captured a group of girls per-
forming ornate routines or honed in on a specific girl who was being given a professional
push. Where pin-up aesthetics informed the presentation of those starlets who exuded
a hint of sexual magnetism or individuality, chorus girl heritage placed an emphasis on
styling and physicality. Limiting our focus solely to the image of the single starlet allows us
to trace a complex set of negotiations between interchangeability and uniqueness, be-
tween the visible and the concealed, and between artificiality and naturalness.

The pin-up provided a key visual reference point when Czech starlets were introduced
to the public. Beyond its popular status as a “cheesecake” shot adorning countless
American G.Is" walls or fighter planes, the pin-up represented a publicly displayed and
publicly consumed exemplar of feminine portraiture, one in which the pin-up’s isolation
from men lent itself to both a male and a female gaze.** Sexuality was always already im-

34) See Buszek, Pin-Up Grrrls, pp. 1-26.
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plicit in these snapshots and in the full body images,
but it was rarely explicit, the revealing nature of the
images notwithstanding. Their invocation of the
pin-up imbued the Czech girls with some of the val-
ues and meanings ascribed to American youth.
Their intimidating physiques, which Johanna Frueh
insightfully describes as a monster/beauty, ** cou-
pled with their apparent self-confidence, lent these
young women a measure of sexual allure. Chorus
girls or troupes of young women delivering intri-
cately choreographed dance routines, on the other
hand, connoted a sense of collective identity.
Siegfried Kracauer has aptly described these girls as
an exemplary product of what he called “American
distraction factories’,*® while noting that their geo-
metrically precise performances were sufficiently ac-
cessible to be enjoyed across the globe. Their perfor-
mances involved myriad female bodies partially
covered by bathing suits, albeit with the potential
sexuality and sensuality of these displayed bodies
minimized by the collective nature of the perfor-
mance. The visible parts of the dancers’ bodies —
their arms, legs, and torsos — were presented in
Fig. 3.  Anonymous Modern Venus such a way as to offer the viewer a distinct visual ar-
(Kinorevue) rangement.”” What emerges here is the calculated

and mechanical character of a choreography that ap-
proximates that of the classical Hollywood star system, especially in terms of the talent
scouting described in Kinorevue. The magazine often compared Hollywood’s organization
of creative labor to a factory; to a standardized process designed to deliver predictable and
satisfactory results. Its articles typically presented Hollywood in a playful, slightly ironic
tone, and sought to undermine the glamorous aspects of the accompanying photographs.
Critiques tended to be subtle; gestures to the petulance, grandiosity, vanity and superfici-
ality of certain tinsel town “divas” only became truly apparent in the context of their Czech
counterparts presentation as authentic and dedicated artistes. The pictured American
starlets were usually buttressed by commentary that highlighted their symmetrical beau-
ty, slimness, discipline, and healthy lifestyles involving sports and other outdoor activities.
Beautification, dieting, and physical training were seen as aspects of working life, but

35) Joanna Frueh, Monster/Beauty: Building the Body of Love (Berkeley and Los Angeles: University of California
Press, 2001).

36) Siegfried Kracauer, The Mass Ornament: Weimar Essays (Cambridge, MA and London: Harvard University
Press, 1995), pp. 75-76.

37) Kracauer’s assumption that cultural production invariably mirrors contemporaneous ideological undercur-
rents may be questionable, but his description of the dance performances and the look of the girls are in this
case is sound, I maintain.
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a strong accent was also placed on leisure. Thus, a fairly typical series of photographs
showed a young woman posing on a beach and striking statuesque poses while undertak-
ing various physical activities, including tennis and working out at the gym. One of the
captions that accompanied these images read: “Modern Venus: After a long day in the stu-
dio, a shapely movie starlet unwinds at the beach with the sun, sea, and cooling breeze”
(see Figure 3).%®

Kinorevue therefore posited a somewhat schizophrenic and unattainable sense of fe-
male beauty, which was offered as a prerequisite for those aspiring to become starlets
themselves. In this respect, beauty was frequently considered in terms of geometry; sym-
metry, proportions, and “adequate” measurements. It was also constructed around exper-
tise, both in terms of marketing operations and the democratization of stardom, wherein
even the brightest stars had physical flaws which needed “correcting” with cosmetics such
as creams and make-up. After the emergence of affordable beauty products after World
War I, the feminine ideal could not be attained without the aid of the cosmetic industry —
the natural needed to be modified with various touch-ups. For example, one article cen-
tered on Katharine Hepburn’s purported attempts to remove freckles from her face. Lastly,
female beauty was constructed around notions of strict physical self-discipline related to
dieting and the sculpting of a fit, lithe body. These elements were more or less attainable;
however, the conferral of star status called for additional qualities, which were harder to
emulate and sometimes even escaped precise description. This slipperiness related to no-
tions of talent, charm, and above all else, to sex appeal, the combination of which became
something of a leitmotif for Kinorevue. Sex appeal, which made speaking about sexuality
possible at high society events, and in magazines and newspapers, was mystified however.
“Sex appeal doesn’t need any justification. It can’t cease to exist because its bond with our
lives is too strong. Sex appeal makes art and our lives meaningful” noted one writer. *
Such broad and vague definitions echo Kracauer’s description of girls losing their sexual
allure and their individuality in the context of precisely orchestrated choreography.*”
From their bathing suits and revealing shorts to their outdoor settings and their focus on
the body over the face, these promotional materials were clearly inspired by the chorus
girl.

The production and education of Czech starlets
Despite their apparently random application, the efforts described above were widespread

in the industry, and were closely tied to changes in film importation and the organization
of audiovisual culture. One of the institutions that flourished in the mid 1930s by looking

38) Translation: “Moderni Venuse — krasné rostla, usmévava filmovd hvézda na motské plazi, kde si v bla-
hodarné lazni vzduchu, slunce a vody uklidiiuje nervy, unavené vycerpavajici praci v atelieru” Kinorevue
vol. 1, no. 44 (1935), p. 345.

39) Translation: “Sex-appeal viibec nepotfebuje obhajoby. Nemiize zaniknout, protoze je pfilis silné spjat
s naSim Zivotem. Je v ném smysl naSeho Zivota i smysl vééného uméni, které nerozluéné provazi” a¢, ‘Idealni
Zenskd krdsa a kolik méri.. ., Kinorevue, vol. 1, no. 44 (1935), pp. 344-347.

40) Kracauer, The Mass Ornament. Weimar Essays, pp. 76-78.
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qualitatively to elevate of domestic film production was the company Filmové Studio,
founded in 1934 by Milo$ Havel. First and foremost a businessman, Havel set up the com-
pany not only as a means of acquiring young talent but above all else as a way of securing
state subsidies. These were tied to fulfilling several imperatives, chief among which was
the recruitment of filmmakers and actors. In its first two years, Filmové Studio concentrat-
ed on searching for photogenic types.*” The company originally toyed with the idea of
making a star out of a newcomer who would be groomed for cinematic stardom. The can-
didates or “adepts”, as they were called, tended to lack acting or performing experience,
but Filmové Studio was willing to train them. This educational mission was, however,
rather loosely defined. Talent would either be shown films selected by tutors before partic-
ipating in a discussion or would join the film department of the conservatory.*?)

Across the early 1930s, it was clear that the lack of young screen actors was a major
problem for the Czech film production sector. The emergence of sound had precipitated
a shakeup of who was deemed to be a top star. Generational shifts had also contributed to
this state of affairs. But a hitherto unprecedented premium was now placed on the vocal
skills of those aspiring to stardom in sound cinema. Filmové Studio wanted to continue
the practice of scouting and grooming talent based on what was widely believed to be the
Hollywood standard. Kinorevue frequently parlayed the Hollywood approach in the fol-
lowing terms. In Hollywood, strict selective criteria were applied to the vast numbers of
aspiring stars; these criteria were based on evaluations of the photogenic potential of the
face and body. When a promising starlet was offered a contract, she would undergo
a transformative process that accentuated her beauty and personal style, which would
then be followed by a series of screen tests. Kinorevue claimed that this was a standard pro-
cess, pointing to Katharine Hepburn, Joan Crawford, and others as evidence of its routi-
nized role in Hollywood. Yet, we should not forget that Czech publicists would have lacked
precise information about the Hollywood studio system; about how this institution actu-
ally operated. Their interpretation was therefore based on promotional materials that pre-
sented the manufacture of stardom as a coherent and replicable formula. This step-by-step
process indicated that Hollywood’s conceptions of star-making could be employed as
a practical “research and development” model.

Even though these ideas about Hollywood’s stardom might have been rather ill-in-
formed, Czech producers nevertheless aimed to adapt what they believed to be essential
aspects of the star system: selectivity, efficiency, and standardization. As Karel Smrz,
a Czech publicist, journalist, and an influential figure at Filmové Studio explained, the
number of individuals who made it to the screen was minute in comparison to those who
aspired to such a position. “From almost eight hundred applicants only ten percent suc-
ceeded in the preliminary test shots”, he detailed, adding: “even those ten percent have

41) Inventory no. 14, p. 1, f. Spolek Filmové studio, Oddéleni pisemnych archivélii, Narodni filmovy archiv
(hereafter OPA NFA).

42) This idea evolved into collaborations on short films between trainee directors and novice actors, even
though formal filmmaker training institutions only existed in Czechoslovakia after the Second World War.
Again though, there is no evidence to suggest that this plan was actually put into practice. ‘Inventory no. 8,
p. 15, f. Spolek Filmové studio, OPA NFA.
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only the slimmest of chances of succeeding on screen”* Smrz would go on to assert that
starlets were usually driven not by a dedication to their craft or to the medium of film, but
by the pursuit of fame; a misguided motive, he felt.*” His position promotes a vision of
stardom determined by creative labor and by the long-term pursuit of noble goals such as
the cultivation and mastery of one’s craft. The search for prospective talent was therefore
considered to be a lengthy and exhausting process. Consequently, those starlets who were
fortunate enough to be selected would not be treated as mere extras but instead cast in mi-
nor roles with some dialogue. In its first year of existence, Filmové Studio regularly con-
ducted screen tests; however, these were abandoned, partly due to financial restraints but
mostly to Czech film directors’ indifference to screen tests. This indifference was most
likely the result of two factors. First, directors did not have the time to shoot them; they
were put through grueling schedules with feature films typically needing to be shot in nine
to twelve days. Second, the branding of Czech cinema as a cinema of quality incentivized
the positioning of its films in relation to elevated culture, which ranged from adapting lit-
erary classics, making costume dramas, and drawing upon prestigious topical themes to
the recruitment of prestigious human resources such as those with an established career
in legitimate theater.

Conclusion

While they may have been short-lived, the practices described above nevertheless repre-
sented part of the systematization and consolidation of the Czech cinema in the 1930s.
The “contingent system”, a means of controlling imports provided support for the domes-
tic film industry. State subsidies led indigenous productions to increase from an average of
twenty-three films in the early 1930s to thirty five by the middle of the decade,*” high-
lighting two problems: the challenge of producing polished internationally appealing
films, and a shortage of screen talent. With the Czech film industry’s demand for new tal-
ent was only partly met by theater performers transitioning from stage to screen, produc-
ers wanted to institutionalize a star system of their own. However, rather than lending
themselves to emerging talents, star vehicles were intended to showcase the talents and
presence of celebrated stage performers. This situation may have been complicated by the
fact that long-term investment in stardom would have undermined the financial security
that state subsidies provided the industry. With capital investment in the cultivation of hu-
man resources increasing with the act of grooming each new aspiring starlet, producers
were ultimately content to limit major speaking roles to a handful of A-listers that includ-
ed Lida Baarovd, Adina Mandlova, and Natasa Gollova.

43) Translation: “Z téméf osmi set prihlaSenych adepti jen asi 10% obstalo pfi predbézné zkousce a bylo fil-
movino — a i z téchto deseti procent jen mald ¢ast ma nadéji, Ze by se mohla se svymi schopnostmi ve fil-
mu uplatnit”. Karel Smrz, ‘Filmové studio a cesky film, Kinorevue, vol. 1, no. 33 (1935), pp. 121-124.

44) Ibid.

45) Ivan Klimes, ‘Kulturni priimysl a politika. Ceské a rakouské filmové hospodafstvi v politické krizi tficitych
let, in Gernot Heiss and Ivan Klime$ (eds), Obrazy éasu. Cesky a rakousky film 30. let (Praha, Brno: NFA,
2003), p. 318.
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These financial disincentives effectively limited starlets to publicity materials, especial-
ly their presentation in Kinorevue as personifications of an international vision of young
female beauty. There were several reasons for this development. For one, critics dismissed
the films in which the starlets appeared as commercially-minded trash, all but ignoring
their admittedly minor roles and thus stalling their careers. The starlets of the 1930s also
failed to survive in cultural memory, and all copies of a film introducing some of the star-
lets, POLIBEK VE SNEHU (1935), are believed lost. Filmové Studio therefore serves as some-
thing of a proxy case study, as it was at this company that the systematic cultivation of star-
lets flourished, for a short time at least. At the outset, Filmové Studio’s quest for fresh faces
was clearly inspired by “Hollywood machinery”; a notion that was both ridiculed and
ironized in Czech film cultural circles, but which was at the same time quietly admired.
The Czech film industry was in reality closer in its structure and outlook to the German
and Austrian film industries. Consequently, it produced stars that embodied forms of na-
tional identity derived from heritage culture such as literary classics, especially the solid,
busty “blood and milk” type. However, the images of slender, modern young American
womanhood featured in Kinorevue were also alluring. The starlets fashioned to this mold,
echoed Hollywood archetypes. The emphasis placed on physicality in body-centric photo-
graphs of active starlets engaging in outdoor and sporting activities highlighted sexiness
and youth. It may have resonated well with young urban audiences, but Czech films gen-
erated most of their revenue from small-town and village theaters.*® These moviegoers
demonstrated a preference for a highly valued vision of Czech womanhood based on en-
durance, self-sacrifice, and chastity that harked back to nineteenth-century literary hero-
ines seen as important symbols of national pride. The influence of this nationally gendered
figure was felt well into the twentieth century, when such images conveyed a combination
of doe-eyed innocence, mild eroticism, and dramatic suffering, and conjured the figure of
the dedicated, serious artiste behind them. While photographs of Hollywood starlets may
have provided a pleasant distraction, it might well have been unfeasible to present young
Czech actresses in a similar way. The public might not have been offended by such image-
ry, but in all likelihood it would not have embraced it either. While Hollywood was fre-
quently portrayed as the land of eternal youth and springtime, the Czech audience was
probably not ready for Czech starlets who exuded leisure, insouciance, and notions of
wellness.

Films Cited:
C. a K. Polni marsdlek (Karel Lamac, 1930); Polibek ve snéhu (Vaclav Binovec, 1935).

Sarka Gmiterkova is a Ph.D. candidate at the Department of Film and Audiovisual Culture,
Masaryk University, Brno, Czech Republic, where she is completing her thesis on prewar Czech film
stardom. In 2012, she served as a guest editor of a special issue of lluminace on this topic.

46) ‘Jak se déla film. Rozhlasova reportaz z AB akciovych filmovych toviren na Barrandové, Filmova Politika,
vol. 2, no. 17 (1935), p. 2.
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SUMMARY

Importing Modern Venus
Hollywood, Starlets, and the Czech Star System of the early-to-mid 1930s

Sarka Gmiterkova

It is generally accepted that, as ambassadors of modern womanhood, Hollywood’s youthful stars of
the 1930s boasted international appeal. Accordingly, this essay examines the two areas of Czech film
culture that benefited most from embracing the American starlet at this time. The first was film mag-
azines like Kinorevue, which published numerous photographs of young actresses both form
Hollywood and closer to home. The democratic nature of starlets — promising fame to anyone with
the requisite looks and talent — attracted readers of a similar age who harbored such ambitions. The
second was the newly established Filmové studio, which used Hollywood models as partial tem-
plates for grooming the young talents it expected to increase the international appeal of its films.
While short-lived, these transatlantic exchanges represented a key part of Czech cinema of the
1930s.
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Jindfi$ka Blahova - Richard Nowell"

“If not for their Artistic Merit
then their Capacity to Connect
with People”

Czechoslovak Communists, Late Cold War Cultural Policy,
and Youth-oriented American Films

Youth-oriented American imports such as Five Easy Pieces (US release: 1970/
Czechoslovak release: 1973), SATURDAY NIGHT FEVER (1977/1979), and FLASHDANCE
(1983/1989) were a prominent part of Czechoslovak culture during the late Cold War pe-
riod.” In the 1970s and 1980s, the State Film Company (CSF), via its distribution branch
the Central Film Distributor (Ustfedni ptij¢ovna filmd, hereafter CED),” targeted young
people with domestic productions like HoLky z PORCELANU (Girls from a Porcelain
Factory, 1975) and DiscopRiBEH (Disco Story, 1987), and those of other nations includ-
ing West Germany (ErRsTE LieBE, 1970) and Poland (TRZEBA ZzABIC TE MILOSC,
1972/1979).* This Communist-controlled, vertically integrated organization’s handling of
such fare was governed by Party ideology and economic pragmatism. On the one hand,

2)

4)

The authors would like to thank the reviewers of this essay, the general editor of this journal, and its copy-
editor for their valuable insights.

A note on the contributions of the authors: research conducted in Czech archives and surveys of Czech-
language secondary sources was conducted by Jindfiska Bldhovd. Research of secondary English-language
sources, analysis, lines of argumentation, choice of examples, as well as the organization and writing of this
paper are products of close collaboration between the authors.

It was not uncommon for some time to pass between a film's US and Czechoslovak releases. We need to ap-
preciate that a number of factors, many of which were not ideological in nature, affected the timing of a film’s
purchase and release in Czechoslovakia. These included long-term distribution plans, the lower cost at
which older films could be acquired, the willingness of a rights holder to lease a film for a lump sum as op-
posed to a share of the profits, and the thirty percent cap the Communist Party placed on the amount of
films from capitalist countries in circulation at one time.

Reinvigorated academic interest in the working lives of media workers suggests new lines of enquiry which
promise to shine a light on the decision-making behind the activities discussed in this paper. Such endeav-
or is welcomed but ultimately beyond the scope of this essay.

Robert Kolaf, ‘Rok 1973 v nasich kinech. Hovofime s feditelem UPF Vladislavem Magkem, Zdbér,
25 January 1973, pp. 3, 6; Zdenka Silanova, ‘Ustfedni pajc¢ovna filma uvadi.. ., Kino, 26 September 1973, p. 5;
Ludvik Toman, ‘Z referdtu na mezindrodnim sympoziu o plsobeni filmu a televizi na spolecenské védomi
ve dnech 14.-18. ledna 1974, in Slavoj Ondrousek (ed.), Za socialistické filmové uméni (sbornik dokumentil
1969-1974) (Praha: Cs. filmovy ustav, 1975), p. 153; Miroslava Knoflickovd, Podil filinu na Sifent uméleckych
a kulturnich hodnot (Praha: Ustav pro vyzkum kultury, 1988), pp. 1-43.
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the Czechoslovak Communist Party had commissioned the CSF to expose young people
to pictures advancing socialist values. The CSF’s promotion of Party policy was deter-
mined less by mandate, however, than by personnel politics, professionalism, naturaliza-
tion, and self-censorship. This being said, the Party did ensure the CSF executed policy by
employing trusted managers and by monitoring the marketing materials it produced.”’ On
the other hand, the CSF deemed US imports particularly valuable because they were
thought to attract the young people who dominated ticket sales at a time when attendance
was generally declining.” The CFD estimated that 12-25 year-olds accounted for eighty
percent of the tickets sold in Czechoslovakia, with 15-19 year-olds representing the most
avid motion picture consumers. Naturally, it sought to retain this powerful audience.”

The specific logic and strategies that underwrote the CFD’s handling of its youth-ori-
ented American imports across the final two decades of Communist rule are examined in
this essay. From an analysis of cultural policy statements, press coverage, and promotion-
al materials, we argue that the organization framed these films in four historically situated
ways reflecting changes in cultural policy.” We begin by explaining that all of its approach-
es were rooted in an important series of social and political developments that unfolded in
the late 1960s. From there, we detail how each approach was also informed by conditions
characterizing the period in which it was widely adopted. From 1969 to 1970, the CFD
used youth-oriented American imports to blame student protests on bad parenting. Then,
across the early 1970, this organization used counterculture films to critique various as-
pects of American capitalist democracy. It would appropriate musical movies in the late
1970s and early 1980s as a means of promoting anodyne alternatives to indigenous music
subcultures associated with antiestablishment sentiments. And, finally, the late 1980s saw
the CFD utilize another selection of musical movies to mitigate consumer dissatisfaction
when public frustration was growing at the failings of the Czechoslovak economy.

By shedding new light on the CSF’s investments in the cultural products of an “enemy
state”, this essay develops our understandings of how European elites appropriated youth-

5) The CFD typically commissioned its own promotional posters for imported films, and selected lobby cards
from those provided by the rights holder. Marie Sylvestrové, ‘Czech film posters since [sic] 1945 to the pre-
sent, in Czech Film Posters of the 20* Century (Brno: Moravian Gallery and Prague: Exlibris, 2000), p. 56.

6) BK, "Bosé nohy v parku; Filmovy prehled, 10 October 1969; Ales Danielis and Radko Hdjek, ‘Film a divak X,
Nové svéty, Film a doba, 1989, p. 556; For Czechoslovakia theater attendance figures see Ladislav Pistora,
‘Filmovi navitévnici a kina na tzemi Ceské republiky’, Iluminace, vol. 9, no. 2 (1997), pp. 63-106.

7) Toman, Z referatu’; Knoflickovd, Podil filmu, p. 12; Anon., ‘Ustfedni dramaturg filmového studia Barrandov
Ludvik Toman bilancuje rok 1974 a hovofi o dramaturgickém planu na rok 1975, Zpravodaj és. filmu,
9 January 1975, p. I; “Zavéry 1. schiize komise UV KSC pro praci s mlddezi ze dne 14. fijna 1976, National
Archive in Prague (hereafter NA), Central Committee of the Communist Party Files (hereafter f. A UV
KSC), Komise pro praci s mladezi 1945-1989 (hereafter f. 10/20) folder 3, Archival Unit (hereafter AU) 12,
sheet 35; See also Ivo Pondélicek, Promény filmového hledisté v CSR (1966-1968): Filmologicky sbornik, V.
(Praha: CSFU, 1969); Radko Hajek, Soucasnd kultura filmového divika CSR: Zdvérecnd zpréva vyzkumu
(Praha: CSFU, 1980); Miloslava Cesnekové, Helena Vostradovska and Radko Hajek, Sociologickd analyza fil-
mu (Praha: CSFU, 1984-1985).

8) The Czechoslovak Communist Party had previously employed American films for ideological purposes. For
example, in the late 1940s, they used some of Charlie Chaplin’s films, and invoked aspects of his star perso-
na, to criticize Hollywood and American capitalist democracy. See Jindfiska Blidhové, ‘No place for peace-
mongers: Charlie Chaplin, Monsieur Verdoux (1947), and Czechoslovak communist propaganda, Historical
Journal of Film, Radio and Television, vol. 29, no. 3 (2009), pp. 271-292.
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oriented American cinema in the second half of the twentieth century. For one, an exam-
ination of the organization’s use of such fare broadens our appreciation of the conduct of
the most influential body in Czechoslovak film culture at this time. In particular, it pro-
vides insights missing from existing quantitative studies, by considering how some
American imports fitted into the political and economic strategies of this organization.”
To date, historians have explained that the CSF underwrote audiovisual entertainment to
distract citizens from social and political problems.'” Yet, the roles of its imports remain
poorly understood; this in spite of the fact that the CSF often considered such films to be
better ideological tools than domestic productions, which some viewers avoided due to
suspicions of propagandistic intent. The social, cultural, and political importance the CFD
assigned to its youth-oriented American imports also reminds us that historians have con-
centrated on the concerns European claims-makers expressed about such fare in the sec-
ond half of the twentieth century. For example, Daniel Biltereyst shows that stakeholders
in 1950s Britain and France feared some Hollywood teen films could incite antisocial be-
havior among impressionable youngsters.'" Similarly, Uta G. Poiger details how comparable
issues preoccupied the regimes of East and West Germany.'” By contrast, the case of the
CSF reveals some European elites drew fairly positive conclusions about this type of film.

Normalization, youth, and cinema

To better understand the CFD’s handling of youth-oriented American imports in the
1970s and 1980s, it is helpful to recognize the impact of social and political developments
which took place in the preceding years. The years 1967 and 1968 saw the liberal wing of
the ruling Czechoslovak Communist Party push for political and economic reforms."?
Calls for increased freedom of speech encouraged some young people, especially students,
to voice their dissatisfaction of the regime.'” In what became known as the Prague Spring,
students rallied in cities such as Prague, and rebellious subcultures including hippies,
punks, and, beatniks proliferated."” Such events suggested that a generational conflict was

9) Ludék Havel, ‘Hollywood a normalizace’ (MA Dissertation: Masaryk University, 2008).

10) Stépan Hulik, Kinematografie zapomnéni (Praha: Casablanca, 2011), pp. 290-292.

11) Daniel Biltereyst, American juvenile delinquency movies and the European censors: the cross-cultural re-
ception and censorship of The Wild One, Blackboard Jungle, and Rebel without a Cause, in Timothy Shary
and Alexandra Seibel (eds), Youth Culture in Global Cinema (Austin: University of Texas Press, 2007),
pp- 9-26.

12) Uta G. Poiger, Jazz, Rock, and Rebels: Cold War Politics and American Culture in a Divided Germany
(Berkeley: University of California Press, 2000), p. 32.

13) Zdenék Doskotil, Duben 1969: Anatomie jednoho mocenského zvratu (Praha: Ustav pro soudobé déjiny,
2006); see also Vilém Precan, Promény prazského jara: Sbornik studii a dokumentii o nekapitulantskych pos-
tojich v ceskoslovenské spolecnosti 19681969 (Praha: Ustav pro soudobé déjiny AV CR, 1993).

14) Jaroslav Pazout, Ceskoslovenské studentské hnuti v Sedesdtych letech dvacdtého stoleti (Prague: Libri prohibi-
ti, 2001); Milan Otéhal, Studenti a komunisticka moc v ceskoslovenskych zemich 1968—1989 (Praha: Dokofan,
2003).

15) Miroslav Vanék (ed.), Ostriivky svobody: kulturni a obéanské aktivity mladé generace v 80. letech v Ce-
skoslovensku (Praha: Ustav pro soudobé déjiny AV CR and Votobia, 2002), p. 7; Miroslav Vanék, Byl to jenom
rock ‘n’ roll? Hudebni alternativa v komunistickém Ceskoslovensku 1956-1989 (Praha: Academia, 2010),
p. 231.
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gripping Czechoslovakia; the values these youths held dear appeared at odds to those of
a parent generation that included conservative political elites.

The Soviet-led invasion of Czechoslovakia in August 1968 ushered in a draconian pe-
riod in the country’s history known as normalization. The hardline Communists who had
consistently seen the young dissenters as an affront to socialist mores and a threat to the
regime now wielded greater sway over policy and public discourse.'” These hardliners
were shocked by the protests. As Christiane Brenner has pointed out, the Party had ex-
pected State-socialism to eradicate this type of problem; to produce a young people who
supported the regime, especially when they had been raised exclusively under this sys-
tem."” In response, hardliners attempted to discredit the protesters and present the Party
as the sole guarantor of order, security, and prosperity." These positions were part of
a broader strategy that also included discrediting liberal journalists and liberal party
members, which the Party used to foster the civil obedience it deemed central to normal-
ization.'”

The ideological education of the country’s young became a priority for the Czechoslovak
Communist Party during normalization. In addition to commissioning studies on inter-
generational tension and juvenile delinquency, the Party redrafted cultural policy to cur-
tail dissent, placing its ideological commission in charge of it.*” The value the Party as-
signed to the youth-focused aspects of cultural policy was exemplified by its assuming
control of Czechoslovakia’s largest youth organization: the Socialist Youth Union
(Socialisticky svaz mladeze). This union was not only tasked with shaping young minds
and producing the next generation of leaders, but its council was sought by the CSF when
choosing youth-oriented films.?"” What is more, the Party’s Committee for Working with
Youth (Komise pro préci s mladezi) was made responsible for ensuring young people’s
free-time was built around activities that promoted socialist ideals, for policing youth-ori-
ented publications and television broadcasts, and for supervising education centers, youth
clubs, and film societies.?”

Naturally, under normalization, cultural policy directly affected cinema.?” Thus, 1969
saw new editors-in-chief put in charge of film magazines to ensure journalists who had

16) Ibid, pp. 231-232.

17) Christiane Brenner, ‘Troublemakers! dealing with juvenile deviance and delinquency in Socialist
Czechoslovakia, Acta historic Universitatis Silesianae Opaviensis, no. 6 (2013), p. 126.

18) See Jaroslav Pazout, Hnuti revolucni mlddeze 1968-1970: edice dokumenti: (Praha: Ustav pro soudobé déjiny
AV CR, 2004); Anon., ‘Pro¢ byl leden nutny. Rozhovor Rudého préava se soudruhem Gustavem Husakem),
Rudé prdvo, 5 January 1970, p. 3.

19) Petr Cajthaml, ‘Nastup normalizace v televizni publicistice a dokumentu; in Petr Kopal (ed.), Film a déjiny
4, Normalizace (Praha: Casablanca and Ustav pro studium totalitnich rezimu, 2014), pp. 17-24.

20) See Brenner, ‘Troublemakers!, pp. 123-137; see also Christiane Brenner, ‘Liné divky, lehké divky?
“Prizivnictvi” a disciplinace mladych zen v dobé normalizace, Déjiny a soucasnost, vol. 9, no. 7 (2013),
pp- 19-22.

21) An interview with Ale$ Danielis, 23. 3. 2013 (author’s archive).

22) The Socialist Youth Union Charta, <http://www.totalita.cz/txt/txt_ssm_stanovy.pdf> [accessed 10 Sep-
tember 2014]; On film clubs see Vladimir Slanaf. ‘Filmové kluby déti a mladeze’ (MA Dissertation: Filmova
a Televizni Fakulta Akademie Muzickych Uméni, 1988).

23) Jifi Pur§, ‘Projev reditele Cs. filmu Jifiho Purge z roku 1970, in Jiti Havelka, Cs. filmové hospoddrstvi 1966-
~1970 (Praha: Ceskoslovensky filmovy tstav, 1976), pp. 16-19; ‘Zprava o plnéni Realiza¢ni smérnice a dalsi
tkoly ideologické ¢innosti strany, projednané na 2. schizi ideologické komise UV KSC konané dne
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survived the purges of early normalization toed the party line. Party elites also publicly
distinguished between the films they found acceptable and unacceptable.?” For example,
in an address to the Socialist Youth Union, new Party general secretary Gustav Husdk —
the face of normalization — denounced some films as peddling “filth, perversion, negativ-
ity” and offering little “positive, pure, nice, or cultural”* Similarly, the newly appointed
director of the CSF accused some filmmakers of corrupting youth with “the wrong philo-
sophical, political, and ideological perspectives”?® In the hope that it might limit young
people’s exposure to themes of nihilism, relativism, and negativity, which the Party deemed
anathematic to socialist society, the CSF instructed theaters to only screen films that dis-
seminated Socialist ideals.”” It also withdrew from circulation twenty-three locally pro-
duced “anti-communist films”, including new-wave fare like THE FIREMEN’S BALL (1967)
and THE CREMATOR (1968), and condemned imports it saw as “promoting the western
way of life”.* However, at the same time, the CSF recognized some youth-oriented films
could be used to advance Party policy and thus catalyze normalization. Such pictures were
usually played at the Youth Film Festival in the city of Trutnov (Filmovy festival mladeze)
and on the Youth and Culture television program (Mladez a kultura).?” Among them were
those positing parents as accountable for their unruly offspring.

17. gervna 1970}, NA, A UV KSC, Fond Ideologicka komise UV KSC (hereafter f. 1261/1/15), folder 1, AU 2,
note, 0, L. 6; On normalization in the film industry see: Hulik, Kinematografie zapomnéni; on normalization
more generally see, for instance: Milan Otdhal, ‘O vztahu spole¢nosti k normaliza¢nimu vedent, in Oldfich
Tima and Tomas Vilimek (eds), Ceskd spolecnosti v 70. a 80. letech: socidlni a ekonomické aspekty (Praha:
Ustav pro soudobé déjiny AV CR, 2012), pp. 247-284; Zdenék Hejzlar, Praha ve stinu Stalina a Breznéva:
Vznik a pordzka reformniho komunismu v Ceskoslovensku (Praha: Prace, 1991).

24) Believing that audiences could be both measured and understood, the CSF commissioned sociological re-
search into why individuals attended theaters and expressed preferences for certain genres, subject matter,
and sites of production. These studies were expected to make it possible for the organization to devise a for-
mula for appealing to the enlightened socialist moviegoer, which is to say those viewers who were “sensitive
to the ethics and issues of modern society” In other words, the film authorities tried to engineer a situation
where audiences would “naturally” choose, say, a Bulgarian film about struggling factory workers over an
American musical. Youth figured into this research. The authorities were, for example, concerned by young
people who did not pursue tertiary education expressing a preference for spectacle-driven entertainment.
Knoflickova, Podil filmu, p. 11.

) Husak, ‘Ustavujici celostatni konference, p. 26.

26) Purs, ‘Projev feditele Cs. filmu; p. 16.

) Jiti Purs, Obrysy vyvoje ceskoslovenské zndrodnéné kinematografie, (1945-1918) (Praha: CSFU, 1985), p. 101.
) Purs, ‘Projev feditele Cs. filmu} p. 17; On the restrictions on films distributed in Czechoslovakia see Jifi Purs,

‘Nade ukoly a cile, in Ondrousek (ed.), Za socialistické filmové umént, p. 89; ‘Zapis z 2. schiize ideologické

komise UV KSC konané dne 17. &ervna 1970} NA, f. UV KSC, 1261/1/15, folder 1, AU 2, note, Ob, pp. 5-6,

sheets 7-8; ‘Néavrh organiza¢niho, kddrového a obsahové-funkéniho uspofddani odboru kulturni politiky

UR CSF, National Film Archive in Prague (hereafter NFA), Central Directorate of the Czechoslovak State

Film Files (hereafter f. UR CSF), 1972, R12/AIl/3P/2K.

29) ‘Filmové distribuce v roce 1968, 08. 11. 1967, NFA, f. UR CSF, Folder UR CSF kolegidlni porady 1967,
zahranici a distribuce 70. léta, R10/BI/4P/1K, p. 8; ‘Osnova ramcové koncepce vychovy filmového divika,
12.12.1967, NFA, f. UR CSE, R10/BI/4P/1K, p. 6.
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Juvenile delinquency, parenting, and Reer witHOUT A CAUSE

Where some European clites found REBEL wiTHOUT A CAUSE (1955/1969) objectionable,
the CFD considered this film so important that it granted it a premiere at the prestigious
Workers Film Festival (Filmovy festival pracujicich) — a roadshow maximizing the avail-
ability of ideologically significant films.*” Some British politicians and journalists had de-
rided REBEL WITHOUT A CAUSE as “poisonous stuff for the teddy inclined adolescents”,
East German authorities had denounced the film as mass culture trash, and their West
German counterparts had feared it would provoke riots and destabilize gender relations.*"”
By contrast, the CFD found value in this picture’s renditions of a dysfunctional family, in-
effectual childrearing, and adolescent self-destruction. At the time, the Committee for
Working with Youth emphasized parenting was central to the production of upstanding
socialist citizens,’ with the Party’s flagship newspaper Rudé pravo printing numerous ar-
ticles on the ideological education of the young. One tract published when REBEL wiTH-
ouT A CAUSE was on general release blamed student dissent partly on the parent genera-
tion instilling lax morals and values into its offspring.*”

REBEL WITHOUT A CAUSE enabled the CFD to blame the juvenile delinquency that the
Party claimed was sweeping the country on parents, and, by extension, to absolve the au-
thorities themselves of responsibility. The mouthpiece of the CSE, Filmovy pfehled, spot-
lighted the generalizable nature of the themes summoned by this film, stressing “juvenile
delinquency was not restricted to American society”*” The magazine also invited readers
to draw comparisons between the adult world depicted in the film and Czechoslovakia’s
socialist system of governance, insisting that REBEL wiTHOUT A CAUSE “showed juvenile
criminality was usually a product of substandard parenting leading to psychological prob-
lems in the young™*® It framed the film as a cautionary tale, one which promised to pre-
vent youngsters from “polluting” Czechoslovakia like their older siblings had in the late
1960s. “Young people who do not trust adults, who do not trust their parent and teachers,
and who do not believe in the social order these adults created”, mused one writer, “find
themselves drawn to that symbol of rebellion: the gang”*® This position suggested that the
social unrest which had blighted the previous decade could be prevented by a loving
home, thereby encouraging parents to attend to the generational conflicts that the Party
insisted underpinned such unrest in the first place.*”

30) Havelka, Cs. filmové hospodarstvi 1966-1970, p. 74.

31) Biltereyst, American juvenile delinquency; p. 19; Poigner, Jazz, Rock, and Rebels, pp. 77-85, 108-110.

32) “Zavéry 1. schiize komise UV KSC pro préaci s mladezi ze dne 14. fijna 1976) p. 13.

33) Jan Beranek and Josef Muzik, ‘K problémiim svétondzorové vychovy na vysokych $kolach. Hledat a nachazet
pravdu, Rudé pravo, 13 January 1970, p. 3; See also z., ‘Vychovavat mladé lidi v tfidné uvédomélé obcany),
Rudé prdvo, 8 November 1969, p. 1; Jifina Liskovd, ‘Z vlastniho pfesvédceni, Rudé prdvo, 5 December, 1969,
p- 3; tt., ‘O mlddi, mladezi a generacich, Mlady svét vol. 12, no. 3, 1970, p. 20.

34) Anon., ‘Rebel bez priciny, Filmovy prehled, 7 November 1969, p. 4.

35) Ibid.

36) Ibid; ‘Distribucni list & 9/70, UPF, 25. 12. 1969, NFA, Sbirka reklamnich materidl k ¢eskym i zahrani¢nim
filmim.

37) Controlled by the Socialist Youth Union after 1970, the widely read youth magazine Mlady svét ran a series of
articles in which Communist top brass insisted young people should stop criticizing the parent generation
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The CFD’s promotion of REBEL WITH-
out A Cause also spotlighted a figure
which some Communists had consistently
invoked as a symbol of failed parenting and
western social decay: the hippie (see Figure
1). Whereas the liberal wing of the Party
had indirectly facilitated the student pro-
tests and the proliferation of youth subcul-
tures, hardliners had long since denounced
both, singling out hippies as the most in-
sidious of dissenters. As far back as the mid
1960s, pro-hardline newspapers had de-
monized the American counterculture,
spotlighting permissiveness, drug use, and
aimlessness as evidence of young people
losing their way under capitalist democra-
cy. Moreover, following several protests,
Prague’s municipal council had warned it
would clamp down on hippies for their
purported transgression of appropriate so-
cialist behaviors.® In his aforementioned
address to the Socialist Youth Union,
Husak even suggested un-socialist cinema

had seduced otherwise well-adjusted young Czechoslovaks into a “western Hippie under-
world”* Replacing the bankable James Dean whose image had dominated REBEL WITH-
ouT A CAUSE’s American poster with one of a young man sporting bellbottoms, a flowered
shirt, and long hair, allowed the CFD to convey precisely who it considered the rebels
without a cause to be, and who parents should fear their children might become. The
CFD’s use of REBEL wiTHOUT A CAUSE to advance the Party line on juvenile delinquency
and parenting was superseded by its appropriation of other youth-oriented American im-
ports to critique American capitalist democracy.

and redirect their energies to Party-endorsed undertakings. See Anon., ‘Na otdzku Mladého svéta odpovida
JUDTr. Felix Vasecka, Csc, ministr spravedlnosti CSR, Mlady svét vol. 12, no. 5, 1970, p. 3; Anon., ‘Na otdzky
Mladého svéta odpovida ministr zdravotnictvi Ceské socialistické republiky, RNDr. Vladislav Vicek, Mlady
svét vol. 12, no. 8, 1970, p. 3; Anon., ‘Na otazky Mladého svéta odpovida ministr zemédélstvi a vyzivy slo-
venské socialistické republiky Ing. Jan Janovic, CSc. Mlady svét, vol. 12, no. 9, (1970), p. 3.

38) Vanék, Byl to jenom, p. 232.
39) Ibid.
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Idealization, American capitalist democracy, and counterculture pictures

In the early 1970s, the CSF prioritized youth-oriented American imports that enabled it to
spotlight the supposed generational tensions, social problems, and political upheavals
blighting the United States. Consequently, the Central Distribution Company framed sev-
eral counterculture pictures in a manner that suggested the turmoil they depicted revealed
the dire consequences of the reforms both the Party’s liberal wing and students demand-
ed in the late 1960s. The organization used SUMMERTREE (1971/1973), F1ve Easy PIECES,
and THE STRAWBERRY STATEMENT (1970/1976) to posit that, rather than guaranteeing
freedom, capitalist democracy precipitated tyranny; a position which in turn suggested
that the Soviet-led invasion of 1968 deserved to be credited for saving Czechoslovaks from
a similar fate. These films were positioned as a direct contrast to CFD releases depicting
young people in socialist countries. On the one hand, the Soviet-imports O Ljusv1 (1970)
and TENDERNESS (1970/1972), and the domestically made METRACEK (1971) and Mty
BRACHA MA PRIMA BRACHU (My Brother Has a Great Brother 1973), foregrounded hu-
manist themes like interpersonal relationships, romantic love, and social responsibility
and harmony. On the other, the CSF-produced musicals TRICET PANNEN A PYTHAGORAS
(Thirty Maidens and Pythagoras, 1973) and HoLkY z PORCELANU, among others, showed
Czechoslovak youth contently studying and apprenticing.*”

This anti-American approach to framing youth-oriented US imports unfolded during
a highly draconian period in Czechoslovak history that Jaromir Blazejovsky calls “nor-
malization on the offensive’*" Policymakers like Jan Fojtik, a member of the Central
Committees Ideological Commission responsible for media and culture, feared
Czechoslovakia’s pro-American youth destabilized State-socialism and threatened mass
defections to the west.*” In response, hardliners sought to stop young people from view-
ing capitalist nations in general and the United States in particular as beacons of progres-
sivity. Suggesting that such positions derived from romantic fantasy involved contrasting
the putative vices of capitalism with the apparent virtues of socialism.*” The CSF believed
that some US counterculture pictures promised to undermine young people’s idealization
of life in this paradigm of capitalist democracy.

The CSF selected SUMMERTREE from a cluster of films critical of America’s invasion
and occupation of Vietnam due to the overt nature of its denunciation of US governmen-
tal policy. At the time, the Czechoslovak press regularly condemned Washington for its
operations in this Southeast Asian country. The Communist Party’s flagship film maga-
zine Kino had for example attacked the bellicosity of the pro-Vietnam opus THE GREEN
BERETS (1968). It had also printed interviews with high-profile American liberals who had
spoken out against the war, including blacklisted director Elia Kazan and the actress and

40) The CFD continued to release positive portrayals of student life under State-socialism across the 1980s. Such
films included Snowdrops and Dabs and How the World Looses Poets (both 1982).

41) Jaromir Blazejovsky, ‘A Time of the Servants (1969-1989); in Sylvestrova (ed.), Czech Film Posters of the 20"
Century, p. 108.

42) “Zaznam z 2. schuze ideologické komise UV KSC, 17. ¢ervna 1970, NA, A UV KSC, f. 1261/1/15 folder 1,
AU. 2, note, 0.

43) Doskocil, Duben 1969, p. 21.
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- activist Jane Fonda. Rather than being
LETN I STB o M voiced by Communists, these denuncia-
tions of a system purportedly built on so-
cial inequality, genocide, and bloodlust
were shown to be articulated by American
citizens themselves.* SUMMERTREE, the
story of a young draft dodger fleeing to
Canada, was seen to exhibit so much polit-
ical value that it, like REBEL WITHOUT
A CAUSE earlier, was granted a spot at the
Workers Film Festival."” Moreover, its por-
trayal of the injustices of US capitalist
democracy and expansionism allowed
Filmovy prehled to posit an irreconcilable
tension between Washington’s objectives
and those of the “outraged” young
Americans who refused to “fight for goals
that were not their own”*" Boasting a tag-
line that emphasized social engagement
Fig.2 The Czechoslovak poster for SUMMERTREE (“An Insight into Conternporary America”),

the CFD’s print advertising pictured US

foreign policy as a ruthless folly doing un-

told damage to youth. It featured a young
couple lying beneath a night sky, pierced, as if by a bullet, to reveal the bloodshed and hor-
ror of US military action (see Figure 2). By contrast, Columbia Pictures sold the film to
American audiences as a bittersweet romance — “Once there was a girl and a guitar and
a summertime” read its promotional poster.

Five Easy Pieces permitted the CFD to spotlight the youth alienation hardliners had
diagnosed as a symptom of America’s crumbling capitalist democracy.*” Stateside, this
film was sold as a largely indeterminate quality drama based on the apparent virtuoso per-
formance of star Jack Nicholson and the purported vision of director Bob Rafelson.
However, Filmovy pfehled suggested that this tale of a bourgeois dropout was further evi-
dence of “the psychological confusion of young Americans today” and their “futile search
for something meaningful”*® The supposed pressures of life in the United States were also
emphasized in the film’s print advertising. Where lobby cards pictured a confrontation be-
tween two young men, promotional posters featured an expressionistic image of a young
man’s blinding rage. Encapsulating the despair many young Americans allegedly felt at

44) jb., ‘Rozpaky kolem Vietnamu, Zdbér, 7 January 1971, p. 6; A. Spindlerovd, ‘Pfipad Elia Kazan, Kino,
26 February 1973, p. 15; Anon., ‘Je na ¢ase, aby Amerika odhodila sombréra a kolty, Kino, 22 May 1973,
pp. 3-4.

45) BK., ‘Letni strom, Filmovy prehled, 29 December 1972, p. 3.

46) Blbid.

47) L. Oliva, ‘Skromnd mnohostrannost; Kino, 4 December 1973, p. 5.

48) Anon., ‘Malé zivotni etudy, Filmovy prehled, 2 November 1973, p. 2.
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Fig.3 Five Easy Pieces’ Czechoslovak poster (top)
and one of its lobby cards (bottom)

this time, an accompanying tagline read:
“About a man who had nothing to live for”
(see Figure 3).

THE STRAWBERRY STATEMENT allowed
the CFD to suggest that many young
Americans were dissatisfied with the very
freedoms Czechoslovak youths and Party
liberals demanded.”” The US marketing of
this film was influenced by Hollywood’s
concerns about counterculture pictures
causing public relations headaches, anger-
ing the influential college press, and failing
to attract large audiences.®® It highlighted
a romance between two students innocent-
ly enjoying the tertiary education they had
worked hard to receive, and their being in-
nocently caught up in protests they did not
understand. By contrast, the artwork with
which the CFD promoted this story of
campus protests invoked the idea of a na-
tion on the brink of collapse. It billed THE
STRAWBERRY STATEMENT as “The US Film
Awarded a Special Jury Prize at the Cannes
Film Festival”. The presence of the munici-
pal-sounding “US” instead of the more
commonly used “American” was signifi-
cant. In the context of an image of a make-
up-clad Statue of Liberty that looked rath-
er like a caricature of imperial Roman
busts, this semantic nuance evoked an em-
pire whose bold public fagade barely con-
cealed its structural unsoundness (see
Figure 4). Such themes were developed in

press discussion of the film. Journalists used THE STRAWBERRY STATEMENT to support
American protestors, by casting their actions as an understandable response to the injus-
tices of capitalist democracy. At the same time, they used the film to mount attacks on
those who had voiced disapproval of State-socialist Czechoslovakia, where, they main-
tained, such putatively intolerable conditions simply did not exist.””’ Commentators insist-

49) This film also allowed the Ideological Committee to fulfill its brief of showcasing “capitalist governments’
clamping down on student radicals”. ‘Zavéry 1. schiize komise UV KSC pro préci s mladezi ze dne 14. fijna

1976, sheet 37.

50) See Aniko Bodroghkozy, ‘Reel revolutionaries: an examination of Hollywood’s cycle of 1960s youth rebel-
lion films, Cinema Journal, vol. 41, no. 3 (2002), pp. 38-58.
51) Atentdt na kulturu, Czechoslovak State Television, originally aired 1977.
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ed that misguided young Czechoslovaks
had no real grounds to challenge the re-
gime.”” When presented less as acts of le-
gitimate political engagement than as pro-
testing for the sake of it, these young
people’s actions could be dismissed and ul-
timately contained as juvenile posturing.
Appropriating youth-oriented American
films to discredit segments of Czechoslovak
youth continued unabated albeit using dif-
ferent films for different reasons.

Deviant subcultures, anodyne alterna-
tives, and musical movies

In the late 1970s, the CFD mainly used
JAH(’\ )D(’“)VA PROKMMA(’“ youth-oriented American imports, musi-
AV AV N i cal movies to be exact, as anodyne alterna-
Fig.4 The Czechoslovak Poster for tives to subversive subcultures. By mid
THE STRAWBERRY STATEMENT

decade, the Czechoslovak Communist
Party was convinced that several subaltern
music scenes were leading otherwise up-
standing young people into un-socialist thinking. Chief among the culprits, it felt, were
rock, punk, and “underground” — a form of psychedelic rock that developed in
Czechoslovakia in the 1960s — all of which operated beyond the Party’s purview due to
holding events at unlicensed venues.*” As the agenda of the Committee for Working with
Youth and a conference held in Moscow in 1983 both demonstrated,* the Party feared
that, what it saw as, anti-socialist provocateurs would grow in numbers, initiating
a groundswell of calls for reform. Whereas the Party’s concerns had primarily been direct-
ed at students following their protests in the late 1960s, now both its Committee for
Working with Youth and film experts identified another vulnerable segment of the popu-
lation. Young male trade apprentices were deemed at-risk on the rather patronizing
grounds that their supposed intellectual limitations made them particularly susceptible to
the “patently anti-socialist” values of the music subcultures.”

Where scholars have explained how such concerns led the Czechoslovak Communist
Party to crack down on these formations, we must also recognize that it employed less op-

52) Anon., Jahodova proklamace, Filmovy prehled, 14 May 1976; L. Oliva, ‘Proklamace a protesty ve filmu USA,
Kino, 1 June 1976, p. 3.

53) Vanék, Byl to jenom, p. 342.

54) Ibid., pp. 338-342.

55) ‘Nékteré poznatky o soucasném puisobeni burZoazni propagandy a ideologické diverze na mladou generaci
hodnoceni obdobi 1980-84 °, Komise UV KSC pro préci s mladezi, 4. schiize, 22. 2. 1984, NA, A AUV KSC,
f. 10/10.
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pressive strategies.” It is clear that the Party directed charges of low quality and social fail-
ure at the musical genres around which these subcultures were built. For one, it accused
them of failing to fulfill socialist culture’s function of enriching citizens through “the beau-
ty of music, words, and human movement”, and of preventing the social engagement and
collectivism art was meant to foster.”” These styles were accused of sounding “ugly” due to
their “repetitiveness, primitiveness, and monotony”, of being escapist because their “anti-
socialist lyrics spread nihilism and hopelessness”, and of promoting individualism.*®
However, the Party also sought to offset the influence of such formations by promoting
musical genres it felt posed no threat to State-socialism.

On the one hand, the CSF pushed films centered on state-approved genres of music
based on discourses of maturity, heritage, and quality. This practice can be traced back to
1973, when the CFD had used its rerelease of WEST SIDE STORY (1961) to stress that the
film’s soundtrack fulfilled the Socialist view of culture needing to enrich and enlighten cit-
izens.”” The organization considered Leonard Bernstein’s show tunes so important that it
promoted them above the film’s themes of racial conflict (much like its US distributor had
done), which it could have easily invoked to spotlight American social injustice. The state-
owned record label Supraphon issued WEsT SIDE STORY’s soundtrack and Kino printed
the sheet-music and Czech-language lyrics to the song “Tonight” in a manner reminiscent
of classical music.

The CFD pursued this strategy consistently in the early 1980s, when it released sever-
al films built around rock ‘n’ roll music. As with jazz, the authorities publically accepted
rock ‘n’ roll, on the grounds that its heritage imbued it with greater cultural value than
modern trends, whose own relationships to earlier styles were conveniently sidestepped
due to their dissenting fan bases.®” The CFD posited the superiority of rock ‘n’ roll, with
copy advertising for AMERICAN HoT Wax (1978/1982) claiming that the genre’s true
worth had become “more apparent with the passing of time”*" Similarly, the biopic ELvis
(1979/1982) was advertised on the esteem in which this performer was held by other mu-
sicians. Presley was placed on a pedestal alongside another favorite of the authorities,
Louis Armstrong, whom they had invited to play in Prague. Moreover, because state-con-
trolled theaters were easier to supervise than the clubs and private premises which
hosted gigs, it would appear that the Central Distribution Company sought to draw youth
to the former. It did so by promoting rock ‘n’ roll movies such as AMERICAN HOT WAX
and LET’s SPENT THE NIGHT TOGETHER (1982) in a manner which likened them to live
concerts.

Conversely, the CFD drew on the Party’s view that some forms of popular culture were
useful “if not for their artistic merit, then their capacity to connect with people, especial-

56) Vanék, Byl to jenom.

57) ‘Zprava o soucasném stavu zdbavné hudby a opatteni ke zvyseni jeji ideové urovné, NA, A UV KSC, Praha
— komise; NA, Fond Ministerstva kultury (hereafter f. MK CSR), folder 129.

58) Vanek, Byl to jen, p. 245.

59) L. Oliva, ‘Romeo, Julie a West Side Story), Kino, 12 September 1973, p. 6.

60) The Party’s tolerance of jazz led to the wide release of films featuring this style of music, including All that
Jazz (1979).

61) mim., 'V zajeti hudby, Filmovy prehled, no. 7 (1982), p. 23.
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Fig.
NIGHT FEVER

ly the young”, when it purposed American
disco films to counter the unsanctioned
subcultures.®” At this time, the Party felt
that some low genres and performers could
be “interpolated into ideological policy”*”
The Communist Parties of Eastern Europe
largely accepted disco music and the ven-
ues playing it.*” By the late 1970s, even
Moscow had embraced acts like Boney M
and their numerous homegrown imita-
tors.” Disco music was also a mainstay
of Czechoslovakias state-controlled night
clubs, with Party-affiliated composers and
; = songwriters such as Jaroslav Machek, Karel
d*ORECKﬂ) Svoboda, and FrantiSek Ringo Cech pen-
SOBOTNI O ning anodyne lyrics, which the authorities
endorsed. Cech’s “Diskotéka” (1978) even
advanced the official party line on disco
- with lyrics such as “guess where we're going
5 The Czechoslovak Poster for SATURDAY to dance tonight, enjoy ourselves, and sing?
Guess where were going to have a good
time, and celebrate your sixteenth birth-
day? At the discotheque™® The CFD there-

fore took great interest in the blockbuster SATURDAY NIGHT FEVER, promoting the film on
its soundtrack, star, and portrayal of disco culture.””” Promotional taglines read “John
Travolta in the American Music Film — Music, the Bee Gees, and the Brooklyn King of
the Discotheque” (see Figure 5). The Czechoslovak campaign therefore came close to that
which Paramount Pictures used for SATURDAY NIGHT FEVER’s 1979 US rerelease, when it
was framed as an anodyne musical akin to GREASE (1978), rather than the hard-edged

62)
63)
64)

65)

66)

67)

‘Zprava o plnéni Realiza¢ni smérnice a dalsi ukoly ideologické ¢innosti strany, projednané na 2. Schizi
ideologické komise UV KSC konané dne 17. éervna 1970, NA, A UV KSC, f. 1261/1/15, folder 1, AU 2, note,
0,16.

Ibid.

On disco music in other Soviet satellites see for example Karin Taylor, Let’s Twist Again: Youth and Leisure
in Socialist Bulgaria (Miinster: LIT Verlag, 2006).

Vasily Shumov, “The golden era of Soviet discos, Russia ¢ India Report, 16 September 2013. <http://in.rbth.
com/arts/2013/09/16/the_golden_era_of_soviet_discos_29399.html> [accessed 17 November 2014]; Sergei
I. Zhuk, “The “closed” Soviet society and the west: the consumption of the western cultural products, youth
and identity in the Soviet Ukraine during the 1970s, in Marie-Janine Calic, Dietmar Neutatz and Julia
Obertreis (eds), The Crisis of Socialist Modernity: The Soviet Union and Yugoslavia in the 1970s (Géttingen:
Vandenhoeck & Ruprecht, 2011), pp. 96-99.

Original lyrics: “Kampak piijdem dneska vecer tan¢it, radovat se, zpivat, no tak hddej / kam se pdjdem
dneska bavit a tvych Sestndct slavit, no tak hadej — diskotéka” Discobolos — Diskotéka, <https://www.
youtube.com/watch?v=ExDQIUUDggl> [accessed 28 November 2014].

‘Distribucni list 163/79, 30.08.1979, NFA, Sbirka reklamnich materiald; ‘Horecka sobotni noci, C/1886/
98218, NFA, Sbirka reklamnich materiali.
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subculture film it was initially sold as being.®® The CFD also used XaNADU (1980/1985),
an incoherent tale of a young couple renovating a roller disco, which Filmovy prehled
dubbed a “fairytale which pulses to a disco beat”®” as a cinematic equivalent to state-sanc-
tioned musical venues. This approach stood in direct contrast to the film’s US marketing
campaign, which had underplayed its disco content to avoid association with what had be-
come an unpopular trend stateside.”” Lobby cards also invited moviegoers to draw paral-
lels to well-liked television variety shows such as TELEVARIETE (1971-1998); the face of
apolitical entertainment under the Czechoslovak Communist Party. While central to the
CFD’s youth-oriented American releases at this time, the escapist qualities of musical
movies would become ever more salient as the 1980s drew to a close.

Depolitization, the female citizen-consumer, and musical movies

Toward the end of Communist rule, the CFD used several new American musical movies
to temper consumer frustration, positing the notion that, in spite of what they might
think, people were enjoying a period of liberalization. In reality, the 1980s was an especial-
ly challenging time for many Czechoslovaks. Perestroika, which had started to address
some of the social, cultural, and economic problems of the USSR, had yet to spread to this
Soviet satellite. Czechoslovakia’s planned economy was struggling, thus limiting the avail-
ability of goods and services, and restricting professional and leisure opportunities.”
These concerns were in part a sign of disenchantment at the Party’s strict control of offi-
cial culture and the restrictions it placed on international travel.” As domestic managers,
women experienced the former firsthand. They were left especially disheartened, by,
among other things, a shortage of personal hygiene products and household supplies.”
Young people felt particularly pessimistic however, with many hardliners predictably fear-
ing these “bored youths” might fall into the clutches of underground subcultures.™

The Czechoslovak Communist Party attempted to quell its citizens’ frustrations with
the promise of an improved form of State-socialism that would match the quality and va-
riety of consumer goods available in the west. Yet, in spite of such rhetoric, the Party

68) See Richard Nowell, ‘Hollywood don't skate: US production trends, industry analysis, and the roller-disco
movie, New Review of Film and Television Studies, vol. 11, no. 1 (2013), p- 83.

69) mim., ‘Xanadu, Filmovy prehled, no. 6 (1985), p- 29.

70) Nowell, Hollywood don't skate, p. 86.

71) Milan Sekanina, ‘Nedokonéena: Ceskoslovenska ekonomika v druhé poloviné 80. let minulého stoleti, Acta
Oeconomica Pragensia, vol. 15, no. 7 (2007), p. 338; Alexej Bilek, ‘Ceskoslovenska ekonomika v osmdesétych
letech 20. stoleti, Acta oeconomica pragensia, vol. 15, no. 7 (2007), pp. 45-54.

72) Lubomir Kopecek, ‘Cesta k listopadu: komunisticky rezim, spole¢nost a opozice v éfe normalizace, in Era
nevinnosti: Ceskd politika 19891997 (Brno: Barrister & Principal, 2010), p. 15.

73) Ibid.

74) . Bilkovd, ‘Nejen o mlddezi, nejen pro mladez, Kino, 22 November 1988, p. 4; See also ‘Zpréva o populaénim
vyvoji CSSR a névrh v postup v populaéni politice v dnesnim obdobi, 07.09.1982, NA, f. UV KSC 1945-1989
— Ptedsednictvo UV KSC 1981-1986. On youth violence at the end of State-socialism see Ondrej Daniel,
‘Nasili Ceskoslovenské mladeze na konci statniho socialismu: Bezpecnostni riziko a téma spolecenské kri-
tiky’ in Ondrej Daniel, Tom4§ Kavka, and Jakub Machek (eds), Popularni kultura v ceském prostoru (Praha:
Karolinum, 2013), pp. 274-290.
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showed little commitment to meaningful change, hoping it might placate the people by
depoliticizing the cultural sphere.” Consequently, the CFD deemphasized ideological ed-
ucation and instead suggested it was treating citizens less as subjects than as media con-
sumers.” The organization hoped that by diversifying output it could present cinema as
proof positive of the liberalizing processes which supposedly set apart 1980s Czechoslovakia
from the normalization of the previous decade. In this respect, it made important symbol-
ical gestures by releasing films that dealt with hitherto unacceptable subjects or that had
been made by blacklisted talent or which it had banned following the protests of the
1960s.”” For instance, the CSF issued HAIR (1979), a picture directed by Milo§ Forman —
persona non grata following his defection to the United States — which portrayed the
once demonized hippie as an agent of positive social change.

Bypassing official notions of art as obligated to provoke intellectual, social, and politi-
cal stimulation, the CFD suggested that some musical movies offered Czechoslovaks
a temporary escape into fantasy. For example, this notion was thematized in the CSF-
produced DiscopriBEH (1987), a self-reflexive musical about one of the disillusioned
Czechoslovak youths described above retreating into upbeat pop songs. It was also central
to the CFD’s handling of newly imported American musical movies whose marketing
campaigns in large part echoed those used to sell them in the United States. Consequently,
a measure of otherworldliness was suggested by print advertizing for DirTy DANCING,
which retained the English-language term “Dirty Dance” in an otherwise Czech-language
tagline translated as “The Story of Love in the Style of ‘Dirty Dance”. The notion of a tem-
porary withdrawal from the frustrations and banality of everyday life was conveyed icon-
ographically as well, with promotional posters setting dirty dancers against a palm tree. In
conjunction with the Miamr Vice (1984-1990) style of the poster, this imagery sum-
moned not the film’s rural upstate New York setting but Florida beach resorts which trav-
el restrictions had rendered unreachable to almost all Czechoslovaks (see Figure 6).

Much like American distributors, the CFD also suggested that such films offered
Czechoslovaks romance and titillation. It therefore underplayed DirTy DANCING's leftist
subtext of generational and class conflict,’” and its themes of coming-of-age, in favor of
spotlighting a love affair between a teenager and her dance instructor. Similarly, it pitched
FLASHDANCE as “a story of love, jealousy, and misunderstanding between paramours”’
What is more, where Filmovy pfehled announced DirTY DANCING featured “the most
erotic dance” ever seen and that the film elicited an erotic charge “second only to lovemak-

. »

ing"*” marketing materials emphasized FLASHDANCE’s “erotic and dynamic dance num-

75) Kopecek, ‘Cesta k listopadu’, pp. 10-22;

76) Ales Danielis and Radko Héjek, ‘Film a divak (1)} Film a doba, no. 1 (1989), p. 24; Ales Danielis and Radko
Hajek, ‘Film a divadk VII, Francouzské a italské filmy, Film a doba, no. 7 (1989), p. 394; Danielis and Hajek,
‘Film a divak X. Nové svéty, p. 557; Jifi Tvrznik, ‘Znovu do kin, Kino, 25 April 1989, pp. 4-5.

77) On the impact of liberalization on film distribution see Ivrznik, ‘Znovu do kin, pp. 4-5; Helena Hejcova,
‘Rozhovor s tstfednim dramaturgem UPF dr. Aloisem Humplikem, Kino, 8 December 1989, pp. 3-4.

78) For discussions of the political dimensions of Dirty Dancing see various contributions to Yannis Tzioumakis
(ed.), The Time of Our Lives: Dirty Dancing and Popular Culture (Detroit: Wayne State University Press,
2013).

79) mim.,, ‘Flashdance, Filmovy prehled, no. 7 (1987), p. 9.

80) mf, ‘Htisny tanec, Filmovy pfehled, no. 8 (1989), p. 5.
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7 bers”® In both cases, the emotional and
HRISNY TAN Ec corporeal pleasures these films purported-
ly excited were framed as expressions of
young womens growing sense of self-con-
fidence.*” For example, both promotional
materials and Kino magazine positioned
FLASHDANCE’s leading lady Jennifer Beals
and her character as strong, independent
role models.*” As the benefactor of such
depoliticized entertainment, the CSF in
turn positioned itself, and, by extension,
the Party it represented, as newly open-
minded, permissive even; as a benevolent
regime befitting a new age of reform.*

Conclusion

Gl
W
-3
¢!
w0
24
it
g
T

g
£
S
3

Where historians have shed considerable

Figure 6 The Czechoslovak poster for DirTY light on why some European elites har-
DancingG (1987)

bored concerns about the themes and in-
fluence of certain American teen films, this
essay has shown that the CSF via its distri-
bution branch the Central Film Distributor appropriated other youth-oriented US im-
ports to advance various aspects of its late Cold War agenda. This institution initially used
REBEL WITHOUT A CAUSE to make the case that young people’s calls for social and eco-
nomic reform were less legitimate protests against a flawed political system than a failure
of parenting, and that parents rather than the state should prevent further outbursts of
what the Party cast as juvenile delinquency. Thereafter, it released a series of American
counterculture films in order to suggest that young people felt alienated from capitalist de-
mocracy, and that youthful grievances stateside were directed at problems that did not ex-
ist under State-socialism. In the late 1970s and early 1980s, the CED appropriated several
American musical movies as a means of promoting what it deemed to be benign genres
like disco and rock ‘n’ roll as alternatives to indigenous musical subcultures that were
thought to incubate antiauthoritarianism and dissent. By 1989, the film monopoly dis-
seminated other musical movies to suggest that their status as sexy, escapist fantasies ex-
emplified a newly liberalized cultural sphere, one geared to quelling growing frustration
among the general population, especially women. These four strategies reveal that the CSF
did not just release the occasional American youth film begrudgingly to placate audience

81) mim., ‘Flashdance, p. 9.

82) Jff., °V tane¢nim rytmu do hlubin hfichu, Kino, 8 December 1989, pp. 8-9.

83) kra., Jennifer Beals, Kino, 20 June 1989, p. 16.

84) mf., ‘Hfi8ny tanec; p. 5; On titillation in Czechoslovak film marketing see Havel, ‘Hollywood a normalizace,
p. 60.
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demands for entertainment, but that this Communist institution systematically embraced
such fare as a means of promoting its own political interests.

The roles youth-oriented American imports played in the audiovisual culture of Cold
War Czechoslovakia obviously exceeded those related to Communist cultural policy.
Films like THE STRAWBERRY STATEMENT, SATURDAY NIGHT FEVER, and DIRTY DANCING
were also prominent in the cultural experiences of many Czechoslovak moviegoers.
Examinations of the contemporaneous popular reception of these films and others like
them, along with their construction and functions in popular memory, therefore promise
to enrich the findings of existing studies of leisure under State socialism, which have con-
centrated on television, music, and on the practice of retreating to weekend cottages.® If
this essay has identified how and why the CDF pitched youth-oriented American films to
Czechoslovak audiences, new research might consider how those audiences actually con-
sumed and used them, and their recollections of such conduct. In so doing, such studies
are likely to complement this essay’s contribution to our understandings of American im-
ports’ places in cultural, social, and political life behind the iron curtain.
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SUMMARY

“If not for their Artistic Merit then their Capacity
to Connect with People™:

Czechoslovak Communists, Late Cold War Cultural Policy,
and Youth-oriented American Films

Jindriska Blahova and Richard Nowell

This essay examines the Czechoslovak State Film Company’s (CSF) handling of youth-oriented
American imports including REBEL wiITHOUT A CAUSE (1955), SATURDAY NIGHT FEVER (1977),
and DirTYy DANCING (1987) in the late Cold War period. From an analysis of cultural policy state-
ments, press coverage, and promotional materials, the essay argues that this organization’s Central
Film Distributor (CFD) framed such films in four historically situated ways reflecting changes in
Czechoslovak Communist Party cultural policy: blaming parents for student unrest, demonizing
American capitalist democracy, undermining subversive indigenous subcultures, and suggesting
the liberalization of the cultural sphere. The authors posit that these approaches were rooted in im-
portant social and political developments of the late 1960 and were informed by conditions charac-
terizing the period in which they were widely adopted. To date, historians have emphasized the con-
cerns European claims-makers expressed about youth-oriented American fare in the second half of
the twentieth century. By contrast, the case of the CSF and the CFD not only develops understand-
ings of this organization, but also reveals that some European elites drew fairly positive conclusions
about this type of film.
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Valerie Wee

“Who is the Biggest Gleek?”

Traditional Media Targets the Digital Youth Generation

Following the series premiere in 2009, GLEE (2009-2015) rapidly developed into a fully
fledged multimedia franchise encompassing soundtrack albums, a reality series, clothing
and accessories, and a series of live concerts subsequently repackaged in 2011 as GLEE:
THE 3D CoNcerT MovVIE (hereafter GLEE 3D). This franchise is typical of a conglomer-
ate’s exploitation of content and synergies in today’s multimedia entertainment environ-
ment." However, we must also recognize that the development of the property involved
negotiating changing technologies and audience expectations which characterized the
new millennium. Most significant in this respect was the proliferation of digital technolo-
gies that had begun in the 1990s.

This shift increased audience expectations of agency, interactivity, and direct involve-
ment with the media they consume. It is especially true of a new generation of digitally
proficient young people born between 1995 and 2012, labeled variously as Gen Z, millen-
nials, and the digital generation. Many of their ranks have been drawn to digital technol-
ogies’ promise of heightened opportunities for users to actively adapt and fashion their
own entertainment experiences. This generation also boasts high numbers of amateur me-
dia producers active in the (re-)production of content, often through the appropriation of
copyrighted material. The changed behavior of a youth demographic long valued as media
consumers has had significant repercussions for the media conglomerates.” It has signaled

1) For examinations of multimedia conglomeration and its impact on the strategic development of synergistic
content see Derek Johnson, Media Franchising: Creative License and Collaboration in the Culture Industries
(New York: New York University Press, 2013); William M. Kunz, Culture Conglomerates: Consolidation in
the Motion Picture and Television Industries (New York: Rowman & Littlefield, 2007). For an exploration of
multimedia conglomeration and youth-oriented media in the late 1990s and early 2000s see Valerie Wee,
Teen Media: Hollywood and the Youth Market in the Digital Age (Raleigh, NC: McFarland, 2010).

2) See for example Elissa Moses, The $100 Billion Allowance: Accessing the Global Teen Market (New York: John
Wiley & Sons, 2000); Peter Zollo, Wise up to Teens: Insights into Marketing & Advertising to Teenagers (New
York: New Strategist, 1999); Lawrie Mifflin, ‘Where young viewers go (and ads Follow, New York Times,
8 September 1998, unpaginated. http://www.nytimes.com/1998/09/08/arts/where-young-viewers-go-ads-
follow-wb-network-with-narrow-focus-grows-20-percent.html [accessed Jan 5, 2015]; Thomas Doherty,
Teenagers and Teenpics: The Juvenilization of American Movies in the 1950s (Boston: Unwin Hyman, 1988).
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a need for producers, particularly those targeting youth, to rethink the ways they court
this tech-savvy cohort. This is especially true of those handling traditional media such as
films and broadcast television. The multimedia franchise that is GLEE furnishes us with
a touchstone example of traditional media companies’ attempts to confront the opportu-
nities and challenges of this new technological media environment and of the new gener-
ation of consumers prominent therein. Although many of their strategies have developed
from existing practices, the specific adaptations applied to GLEE offer us important in-
sights into the media industry’s responses to the changing commercial entertainment
landscape of the twenty first century.

Accordingly, this article explores how the different components of the GLEE franchise
reveal one media company’s attempts to negotiate this shifting terrain and the new behav-
iors and demands of young consumers. I consider how these conditions shaped a high-
profile GLEE promotional campaign and the aforementioned GLEE 3D film, specifically
how this campaign and the conventions of the concert picture were reworked so as to ap-
peal to an audience demanding acknowledgement, engagement, and involvement. I show
that 20" Century-Fox Television (hereafter FOX) cultivated such behaviors when, in 2009,
its Marketing and Communications division, along with its Online Content and Strategy
division, and GLEE’s production company, Ryan Murphy Productions, devised a cam-
paign centered on the search for “the biggest GLEEK” or fan of the property. This campaign
encouraged the participation of interested youth, and harnessed their labor to promote
the television series. It used digital communications technologies to construct a fan iden-
tity characterized by discourses of competition; to prove oneself the most dedicated
GLEEKk, and ultimately to convert others. I also highlight how such efforts were paired with
the humanist ideals of GLEE’s diegetic universe. To that end, this essay is divided into three
sections. The first section overviews the contemporary media landscape, spotlighting key
differences between traditional and new media, and explaining how digital technologies
have transformed the media experience. In the second section, I turn my attention to the
strategies with which the aforementioned decision-makers targeted millennials during the
launch of the GLEE TV series. The third section considers how stakeholders in GLEE 3D
modified the conventions of the concert film to reach out to, and to capitalize on the labor
of, millennials through fan-centered segments positing the franchise’s humanist themes.

From traditional media’s passive consumer to new media’s (inter)active produser

Early scholarly comparisons of traditional and new media emphasized differences, usual-
ly in binary terms.” On the one hand, traditional media was typically perceived as
a “closed” system marked by high barriers of entry derived from their complex infrastruc-
tures, which required significant capital to maintain.” It was also suggested that tradition-

3) See for example Kevin Kawamoto, Media and Society in the Digital Age (Boston, MA: Pearson, 2003), pp. 32-
-35. This early view has since given way to discussions of traditional and new media that acknowledge
a steady blurring of boundaries and distinctions between the two.

4) 'The film and television industries require huge financial commitments to sustain production, distribution,
and exhibition. The cost of producing a Hollywood film or television series typically runs into tens of
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al media was difficult and expensive to produce,” consumed on regulated schedules in
specific venues via distinct devices, and offered identifiably disparate experiences.® By
contrast, new media was touted as open, democratic, and promising crossmedia “conver-
gence” and easier access to and for content producers, distributors, and consumers.”
Unlike traditional media, which is predicated on a model of mass communication where-
by information flows from a single source to many passive recipients,®’ new media’s large-
ly unregulated structure and low barriers of entry allow for information to flow from
countless sources to recipients. This shift has in turn given rise to the figure of the active
digital media user-consumer-producer, intent on exploiting the increased flexibility
afforded by these new technologies.

These developments have changed the expectations, behaviors, and desires of consum-
ers. Digital technologies have afforded such individuals greater freedoms in terms of how,
where, and when they consume entertainment; a situation which itself has incentivized
the development of new ways to engage with media products. The impact new digital
technologies had on traditional media, especially television, has also received notable
scholarly attention. For example, Amanda Lotz, Theresa Rizzo, and Graeme Turner all
considered the extent to which digitization transformed this particular medium, arguing
that television’ traditional associations with domesticity, family viewing, and regimented
consumption have diminished in recent years, and must therefore be rethought.” The dig-
ital era is thus populated by viewers driven by personal schedules, heightened control, and
self-determination, and who utilize the technology’s capacity to overcome spatial and
temporal differences to enable viewers to imagine communities built around shared inter-
ests and commitments to particular material; “tribes of affinity”, as Lotz called them." In
examining the effects of digital technology on television, Rizzo shows that consumers now
enjoy unprecedented levels of “personalization, customization and individualization”'"
She also argues that they have adopted a “playlist” model so as to interact with content that
need “not result in social isolation, but rather the opposite: [it] encourages sharing and

millions of dollars, as does the price of maintaining both national and international distribution networks.
The operating budgets of exhibitors — whether multiplexes or television stations — are also high.

5) Film, television, and music production typically involves numerous individuals, the use of expensive, high-
tech equipment, and specialized talents and expertise.

6) For instance, films are traditionally experienced in a movie theatre, while television is characterized as a do-
mestic medium at one time accessed only via the television set.

7) 'This is not to suggest new media is entirely responsible for the collapse of media-specific distinctions. The
rise of media intersections and hybrids preceded the rise of new media, motivated by the rise of media con-
glomerates and their synergistic practices. However, developments in new media have catalyzed media-con-
tent and aesthetic convergences.

8) In labeling traditional media’s audiences “passive”, I refer to their inability to control how, when, and where
they consume these media, not their ability to critically engage with media texts.

9) See Amanda Lotz, The Television will be Revolutionized (New York: New York University Press, 2007);
Theresa Rizzo, ‘Programming your own channel: an archeology of the playlist, in Andrew T. Kenyon (ed.)
TV Futures: Digital Television Policy in Australia (Melbourne: University of Melbourne Press, 2007); Greame
Turner, ‘Convergence and divergence: the international experience of digital television, in James Bennett
and Niki Strange (eds), Television as Digital Media (Durham and London: Duke University Press, 2011),
pp. 31-51.

10) Lotz, The Television will be Revolutionalized, p. 246.

11) Rizzo, ‘Programming your own channel p. 112.
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tap[s] into the desire for communities”.'” Both scholars posit a new generation of viewers
whose expectations of television have shifted away from one bounded by passivity, spatio-
temporal constraints, and industry control, towards activeness, freedom, and self-deter-
mination.

In a related development, digitization has encouraged user-consumers to expect great-
er interactivity and input than heretofore.'”’ The millennials who came of age in the digi-
tal era have developed behaviors and preferences that shape their understanding of what
constitutes entertainment. New media’s “democratic” access, in conjunction with afforda-
ble user-friendly software, has made it easier for them to participate in some forms of pro-
duction. Going digital allows such viewers to “customize” and generate their own content,
and to distribute the fruits of the labor across online platforms. Hence the coining of port-
manteau terms such as “produser”'* (conjoining “producer” and “user”) and “prosump-
tion” (“production” and “consumption”).'” Reworking and disseminating copyrighted
content and information for their own and others’ pleasure, contemporary produsers
prompted Joshua Green to observe that television in the digital age is ideally suited to, and
actively address, the needs of fans.' This situation consequently broadened the range of
creative activity taking place outside the control of the major media corporations.

As they began to repurpose content and distribute their efforts, produsers ran afoul of
the content owners from whom they were poaching. The media industrie’s early respons-
es to this activity were often hostile. Before the 2000s, they typically reacted to such con-
duct by issuing cease and desist letters.'”” However, these companies came to accept that
digital media, and more recently social media, might be mobilized to generate audience
interest. This realization prompted them to position “their creative texts to plug into pre-
formed fandoms and pre-established online cultures and communities”'® Consequently,
the industry’s ever more pointed cultivation of fans communities, along with the creative
and interactive opportunities of digital platforms and interfaces, has resulted in a surge of
produser activity. These developments coincided with a rise in audience expectations to
interact directly with personnel and performers,'” and participate — however marginally
— in the creative process. It is therefore increasingly common for creative practitioners to

12) Ibid,, p. 114.

13) For discussion of the emergence of these (inter)active media consumers/fans and the need to reconceptual-
ize this media-audience interaction through an “engagement-based model” see Henry Jenkins, Sam Ford,
and Joshua Green, Spreadable Media (New York: New York University Press, 2013), p. 116. See also
Kawamoto, Media and Society in the Digital Age.

14) Axel Bruns, Blogs, Wikipedia, Second Life, and Beyond: From Production to Produsage (New York: Peter
Lang, 2008). '

15) Don Tappscott and Anthony D. Williams, Wikinomics: How Mass Collaboration Changes Everything (New
York: Portfolio, 2006).

16) Joshua Green, ‘Why do they call it TV when it’s not on the box? “new” television services and old television
functions, Media International Australia no. 126 (2008), p. 103. While fans have historically “poached” pro-
fessionally produced media content, using and transforming it to serve their own purposes and pleasures,
these earlier activities have often been personal and restricted to small communities. See Henry Jenkins,
Textual Poachers: Television Fans and Participatory Culture (New York: Routledge, 1992).

17) Jennifer Gillan, Television and New Media: Must Click TV (New York: Routledge, 2011), p. 3.

18) Ibid.

19) Entertainment producers and stars commonly use social media such as Twitter to update fans on their lat-
est projects and activities. Elizabeth Ellcessor examines how online media creator, writer, and actor Felicia
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involve fans in this process, by tweeting updates, posting Instagram photos, or soliciting
feedback on content.” Companies offering targeted publics the chance to contribute to
the production and assembly of their media products are thus oftentimes better posi-
tioned to capture the interest of millennials and exploit their willingness unwittingly to
serve as unpaid creative labor.?"

These new media platforms challenge Hollywood because it remains uncertain about
how to utilize them or whether it is commercially viable to do so. The challenges digital
media poses to traditional platforms have predictably led to fears of a looming crisis.
Several reports highlighted a marked decline in youth consumption of commercial media
entertainment supplied by traditional platforms. For example, S. Craig Watkins reported
that 52% of the young people he surveyed “agreed that there are Internet sites they must
visit every day’, whereas 60% did not consider watching network television a daily neces-
sity.”” The partial shift to digital platforms is also said to have had a detrimental effect on
the film industry. Consequently, the trade paper Variety reported that in 2013 frequent
moviegoers in the powerful 18-24 year-old age group had fallen by 21% and 12-17-year-
olds by 15%.** This decline prompted speculation that youth audiences had started to
abandon traditional, industry controlled, forms of media for new ones, especially plat-
forms offering levels of agency and interactivity which gave these young people a height-
ened sense of participation, control, and ownership of the text. Cognizant of the challeng-
es facing television networks' pursuit of millennial youth, FOX and Glees other
stakeholders began formulating strategies to attract this hard-to-reach but potentially lu-
crative segment.

The GLee phenomenon
The American media industries have long believed that young people prefer entertain-

ment which acknowledges their experiences and lifestyles. As a consequence of such
thinking, youth-oriented fare tends to be quite formulaic, often isolating a group of teen-

Day uses online activities to cultivate fans and generate media attention. While Day is a marginal media
practitioner compared to Hollywood talent, her activities furnish us with one example of how a profession-
al involved in this sphere benefits from exploiting the opportunities provided by the internet and social me-
dia. See Elizabeth Ellcessor, “Tweeting @feliciaday: online social media, convergence, and subcultural star-
dom” Cinema Journal, vol. 51 no. 1 (2012), pp. 46-75.

20) This is not to suggest that fans usually exert a meaningful influence over the creative or decision-making
processes. Rather, it appears fans are being offered a heightened sense of involvement, one intended to feed
their sense of importance and to encourage them to develop a form of ownership over the show. These at-
tempts at fan cultivation and engagement are also apparent in the increasing importance of events such as
Comic Con, where producers and stars present filmed content and answer fan queries as a means of gener-
ating interest in media products.

21) For an in-depth examination of Millennials’ interaction with and use of contemporary digital media see
S. Craig Watkins. The Young and the Digital (Boston: Beacon Press, 2009).

22) Watkins, The Young and the Digital, p. 16. Youths’ disinterest in daily television viewing threatens the net-
works, as traditional television viewing is founded on habit.

23) Andrew Stewart, ‘Number of frequent young moviegoers plummets in 2013, Variety, 25 March 2014,
unpaginated. Variety, <http://variety.com/2014/film/news/number-of-frequent-young-moviegoers-plum-
mets-in-2013-1201146426/> [accessed 27March 2014].
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agers (many alienated or unpopular) from adult society through institutions like High
School. Its key themes typically concern the perennial challenge of surviving High School,
and related issues such as the formation of identity — often in the face of bullying or peer
pressure, sexual exploration, and, in recent years, accepting non-heteronormative sexual
identities. This package also invariably centralizes music to convey the tone of such expe-
riences.?"

GLEE is therefore hardly innovative as a youth-oriented product in its depiction of
marginalized students joining an “uncool” Glee Club to spotlight humanistic concerns.
Thus, during this series, the once popular football players Finn and Puck learn to ignore
their mocking teammates and embrace the pleasure of Glee Club. Meanwhile, Rachel,
a talented, ambitious, self-absorbed “diva-in-training” forms friendships with club mem-
bers. Quinn, a pregnant and thus ostracized cheerleader, finds acceptance from the very
club she once previously ridiculed. And the somewhat effete Kurt receives support from
the club during a homosexual romance with another club member. These events are
wrapped around dance performances to pop songs, hip hop tunes, power ballads, and
Broadway standards, which show the clubs members seeking validation by competing at
various events.*

This combination of musical numbers and tales of ordinary people seeking acceptance
and validation by harnessing their untapped talent and dedication positioned GLEE as
a successor to a number of hit television shows. For one, it was seen as a successor to com-
petition based reality shows like AMERICAN IDOL (2002-), because it too thematized craft-
ing an authentic sense of self through music, performance, and the pursuit of stardom. At
the same time, its mixture of music and humanism called to mind earlier youth-centered
dramas such as DawsoN’s CREEK (1998-2003), BEVERLY HiLLs, 90210 (1990-2000), and
My So-CALLED LIFE (1994-1995). What is more, when combined with the notion of po-
tential stardom, GLEE evoked the successful tween-oriented properties HANNAH
MONTANA (2006-2011), HigH ScHooL MusicaL (2006, 2007, 2008),® and CaMP Rock
(2008).

In contrast to these derivative features, FOX launched GLEE under quite unusual cir-
cumstances. The show premiered at the close of the 2008/2009 primetime television sea-
son following the grand finale of AMERICAN IDOL. This was an eye-opening strategy inso-
much as audience interest in GLEE needed to be sustained across the three month gap
before it returned to screens that August. FOX took steps to ensure critics were wrong
when they predicted that young people would have forgotten about the show come August.
Over the summer, the company used its website and social media to build interest and loy-
alty to the property. Central to this practice was a contest named “Who is the Biggest
Greek?” which Fox ran on its website and publicized on the social network services
Facebook, MySpace, and Twitter. This practice was not entirely novel as DawsoN’s CREEK

24) For a detailed discussion of the fundamental features of teen television see Wee, Teen Media, pp- 142-165.

25) Music has provided an effective means of attracting young viewers. THE Dick CLARK SHOW (1958-60),
MTYV, and more recently, the online social network site MySpace, all embraced a music-focused format to ef-
fectively draw a youth audience/user/consumer.

26) While the first two parts of the trilogy were made-for-cable films premiering on The Disney Channel, their
success prompted the third film to be released theatrically.
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had been targeted to teens through a website that sought to retain fan interest by provid-
ing updates on characters’ desktops and diaries.””” Similarly, Disney promoted HiGn
ScuooL MusicalL by offering tweens a free downloadable song and software needed to
make their own HigH ScHooL MusicaL videos. It also held a competition on MySpace of-
fering graduating classes the chance to win a trip to a Disney resorts by completing vari-
ous tasks online.? However, Fox’s version of this practice involved fulfilling millennials’
expectations for greater interaction and participation.

A detailed analysis of the “biggest GLEEK” contest reveals the strategies FOX's market-
ing and online content divisions adopted to connect with millennial youth. FOX directly
“hailed” young people, thereby explicitly acknowledging and interpolating them as active
participants in the show’s success, by asking “[w]ho is the biggest GLEek?” Millennials
were urged to form a community based on their dedication to GLEE’s humanistic values of
self-respect, compassion, and acceptance of anything traditionally unpopular. This angle
encouraged them to align themselves with the marginalized characters featured in the se-
ries premiere and to compete for the title of “biggest” GLEE fan as they went about unwit-
tingly promoting the show.

This contest, like that of HiGH ScHooL MusicaL before it, invited viewers to compete
for a prize. The opportunity to meet GLEE’s cast could be won by exploring websites, post-
ing self-produced material, and interacting with the likeminded. The campaign overtly
courted digitally savvy youth, by encouraging them to engage in creative online activities,
“link your ‘Biggest GLEEK’ profile to your Facebook profile”, “[post] links of the day to your
online profile”, “[invite] friends to join the competition”, and so on. GLEE’s promotional
activities therefore extended beyond pushing branded products towards production-ori-
ented activities. Not only were young people encouraged to disseminate their GLEE-related
profiles online, they were urged to base these on their dedication to GLEE’S humanist
themes.”

Furthermore, millennials were invited to help GLEE become a hit; to become active, in-
dustry-recognized, valued advocates of the show. The GLEE campaign thus adapted the
“audience-as-essential-participant” model which had contributed to AMERICAN IDOL’s
sizable fan base. It even marshaled the rhetoric of this singing competition’s repeated calls
to viewers to participate and therefore determine a contestant’s ranking by “calling in to
vote”. In this respect, copy advertising made similar appeals to youth, by fostering a sense
of ownership and responsibility. As Jenkins, Ford and Green note, in the contemporary
digital era, such “engagement-based models see the audience as a collective of active
agents whose labor may generate alternative forms of market value”.*” GLEE therefore rep-
resented another case of a network attempting to organize the online activities of a poten-
tial mass audience. This call to GLEekdom remained industry controlled insomuch as it

27) For a detailed study of Dawson’s Creek.com, see Wee, Teen Media, pp. 192-218.

28) For a detailed study of Disney’s promotion of these properties see Wee, Teen Media, pp. 166-191.

29) FOX’s cultivation of young people, and the company’s encouragement of their online activities and creative
practices, marks a reversal of the network’s earlier responses to THE X-FiLEs fansites, when the company
threatened legal action against those who created sites discussing and promoting this property. See Gillan,
Television and New Media, pp. 31-32.

30) See Jenkins, Ford, and Green, Spreadable Media, p. 116.




70  Valerie Wee: “Who is the Biggest Gleek?”

was a top-down enterprise. Yet, its endorsement of fan production and promotion indicat-
ed another step in the development of the fan-industry online relationship: FOX’s cam-
paign stands as a carefully orchestrated attempt to whet millennials’ appetites before mar-
shalling their labor.*"

The success of this campaign ensured that a sizable segment of the targeted youth au-
dience embraced GLEE when it returned for the 2009/2010 season. By the end of that sea-
son, GLEE was the top rated show among 18-49-year-old females.” It was also the third
most lucrative show that season based on advertising purchases, behind AMERICAN IDOL
and NBC Sunpay NIGHT FoorBaLL (2006-).*" Despite relatively low overall ratings,
ranking 38 for the season with a 4.0 rating in the general 18-49 demographic,* GLEE's
core youth audience was particularly attractive to advertisers, who paid between US$272,
694 and US$373,014 for a thirty second spot.

In light of these achievements, FOX extended the GLEE experience to other media in
order to promote the show and create new profit centers such as branded merchandise.”
Like predecessors such as Dawson’s CReek and HiGH ScHooL Musical, GLEE licensed
products included DVDs and Blu-Rays, novelizations, and soundtracks, while Macy’s and
Claire’s stores sold apparel across the United States.”® Moreover, in 2011, THE GLEE
PROJECT — an AMERICAN IpoL-like show in which contestants competed for a role in

31) Fan labor is a complex issue, which has generated a fairly contentious relationship between fans and the in-
dustry that hopes to exploit them and their work. For insights into these conflicts see Alexis Lothian, ‘Living
in a den of thieves: fan video and digital challenges to ownership, Cinema Journal, vol. 48, no. 4 (2009),
pp- 130-136; Julie Levin Russo, ‘User-penetrated content: fan video in the age of convergence, Cinema
Journal, vol. 48, no. 4 (2009), pp. 125-130; Robert V. Kozinets, ‘Why brands suddenly need “fans™, in Denise
Mann (ed.), Wired TV, (New Jersey, Rutgers University Press, 2014), pp. 161-175.

32) See Ann Donahue, “Glee” throws lifeline to music industry), Reuters, 13 December 2010, unpaginated.
Reuters, <http://in.reuters.com/article/2010/12/13/us-glee-idINTRE6BCOLL20101213> [accessed 12 May
12, 2014]. According to Josef Adalian, Glee “soared to just over 12 million viewers, its biggest audience sans
an American Idol lead-in ever. It was the No. 1 show of the night in the crucial under-50 demo (5.5 rating)
and was an instrument of destruction in women 18 to 34 (outdrawing ABC, NBC, and CBS combined
among that group)”. See Josef Adalian, “Your TV ratings explained: let's hear it for Glee!, Vulture,
23 September 2010, unpaginated. Vulture, <http://www.vulture.com/2010/09/your_tv_ratings_explained_
lets.html> [accessed 20 February 2014].

33) See Darren Franich, “American Idol,” “Glee,” and football top the list of most expensive broadcast TV shows
for advertising, 18 October, 2010. Popwatch, <http://popwatch.ew.com/2010/10/18/american-idol-glee-
and-football-top-the-list-of-most-expensive-broadcast-tv-shows-for-advertising/> [accessed 6 November
2014].

34) Bill Gorman, ‘Final 2009-10 broadcast prime-time show average viewership, 16 June 2010, unpaginated.
TV by the Numbers, <http://tvbythenumbers.zap2it.com/2010/06/16/final-2009-10-broadcast-primetime-
show-average-viewership/54336/> [accessed 6 November 2014].

35) For a discussion of television networks’ efforts to leverage youth-oriented shows beyond the boundaries of
the medium see Wee, Teen Media, chapters six and seven.

36) In addition to multiple volumes of Glee: The Music soundtrack albums, there were also collections of GLEE
cover versions of specific performers’ music (including Madonna), a Christmas album, a Dance music al-
bum, and a complication of ballads. All of these tracks were available for download on iTunes, a strategy
clearly acknowledging the consumer behaviors and preferences of the digital youth demographic. See
Donahue, “Glee” throws lifeline to music industry’; T. L. Stanley, ‘Dress yourself in “Glee”: TV shows go
licensing crazy, Los Angeles Times, 8 June 2010, unpaginated. Los Angeles Times, <http://latimesblogs.
latimes.com/showtracker/2010/06/glee-swag-hits-stores-in-fall-shows-tv-shows-licensing-crazy.html>
[accessed 10 June 2014].
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GLEE — premiered on the Oxygen cable network.”” Like Disney’s HANNAH MONTANA
and Camp Rock,* there was also a summer concert tour GLEE LIVE! IN CONCERT!, which
featured cast members performing songs from the series, and a concert film. The latter
represented an attempt to extend returns from the concert tours by catering to fans
who had been unable to attend live events or those lucky few who simply wanted to relive
them.

The notions of becoming oneself the “biggest GLEEK”, extolling the pleasures of GLEE,
and converting others served to align each GLEE branded product. This strategy freed the
franchise from needing to link media texts narratively, thereby distinguishing this proper-
ty from many earlier instances of transmedia expansion.’” Rather, FOX intended for
GLEE’s constituent texts to attract youth via the shared exhortation to be “the biggest
GLEek,” a notion which emphasized the construction of GLEEkdom as a distinctive iden-
tity based on humanist ideals; a notion central to the handling of GLEE 3D.

Gueg: THE 3D ConcertT Movie — celebrating the biggest GLeeks

Opening on 12 August 2011, GLEE 3D received a limited two week theatrical release be-
fore the premiere of the series’ third season.”” As with the earlier version of the “biggest
GLEEK” campaign, GLEE 3D was designed to retain young people’s interest in the proper-
ty during the show’s summer hiatus. GLEE 3D confirmed FOX’s commitment to incorpo-
rating millennial youth into the entertainment product and experience by allowing them
to contribute to both. To appreciate why this approach was extended in a manner that ad-
dressed millennials’ desire for acknowledgement, engagement, and participation we must
consider how GLEE’s creators sought to overcome the constraints of the concert film for-
mat that typically includes emphasis on stars, the blending of song and dance numbers
with backstage events, and the inclusion of fan testimonials. It is therefore necessary to ask
how stakeholders’ marshalling of fan labor in the guise of audience interaction was inte-
grated into the concert film format.

37) Oxygen's target demographic of young female viewers matches that of GLEE. See Robert Seidman, “Oxygen
Media increases original programming by 50%) 4 April 2011, unpaginated. TV by the numbers, <http://
tvbythenumbers.zap2it.com/2011/04/04/oxygen-media-increases-original-programming-by-26-in-
2011-launches-new-night-of-originals-on-sunday-june-12/88149/> [accessed 3 February 2014].

38) Disney’s HANNAH MONTANA was promoted with a concert tour featuring the series’ star, Miley Cyrus,
which was then released as a 3D concert film with related CD releases. Disney replicated these practices with
stars of CAMP Rock, The Jonas Brothers, who also headlined a concert tour, a concert film based on that
tour, and featured on CDs cross-promoting these various entertainment texts. See Wee, Teen Media, pp.
166-191.

39) Engagement-based transmedia links are not uncommon for Reality formats such as AMERICAN IDOL; how-
ever, GLEE offers an example of a fictional, narrative-based, series characterized by techniques more typical
of the reality format. I would like to thank one of my peer-reviewers for making this point. Jenkins, Ford,
and Green comment on the shift away from a narrative-based model of transmedia links to an engagement-
based model, in which they cite GLEE as an example. See Jenkins, Ford, and Green, Spreadable Media, p. 146.

40) Steven Zeitchik, ‘With “Glee” 3-D concert movie, Lea Michelle will sing on the big screen) Los Angeles Times,
4 May 2011, unpaginated. Los Angeles Times, <http://latimesblogs.latimes.com/movies/2011/05/glee-3d-
lea-michell-ryan-murphy-movie.html> [accessed 11 June 2014].
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The decision-makers behind GLEE 3D replicated the TV show’s combination of musi-
cal performances and humanist themes, thereby reinforcing the typical GLEE experience,
while advocating diversity and difference. However, GLEE 3D all but jettisoned the narra-
tive structure of the series. Instead, the bulk of the film showcased onstage musical num-
bers in which the cast of the show recreated well known performances from the series. The
film also featured brief backstage interludes of the cast in character, conducting vocal ex-
ercises, having makeup applied, and delivering sound-bites to camera. This material was
paired with testimonials in which fans declared their allegiance to individual characters,
or explained why they were “the biggest GLEEK’, or stressed that thanks to GLEE they were
more socially engaged and better understood difference.*”

Alongside this traditional concert film content were less typical segments directed by
the documentary filmmaker Jennifer Arnold spotlighting three self-proclaimed “biggest
GLeEks” who personified GLEE’s message of celebrating difference, (self-)acceptance, and
peer-support. Janae is a high school cheerleader with dwarfism, Josey struggles with the
autism spectrum disorder Asperger syndrome, and Trenton is an African American stu-
dent who suffered discrimination because of his homosexuality. A combination of person-
al statements, interviews with friends and teachers, footage of their daily lives, and dram-
atized segments revealed their anxieties, challenges, and triumphs. Crucially, the trio
emphasized that GLEE helped them build their self-confidence and fight for acceptance.
Each GLeek also related his or her challenges to those experienced by characters in
GLEE."

Comprising almost one third of the film, these segments represent GLEE 3D’s most
striking deviation from the conventions of the concert film. As demonstrated by contem-
poraries such as Michael Jackson’s THis Is It (2009), JusTIN BIEBER: NEVER SAY NEVER
(2011), and KAty PERRY: PART OF ME (2012), such films typically bolster concert perfor-
mances with documentary footage of the star performer. For example, both Perry’s and
Bieber’s films traced their respective stars’ rise to prominence, and offered biographical in-
sights by way of interviews with family, home videos, and “day-in-the-life” material. By
contrast, GLEE 3D’ focus on the aforementioned GLEEks positioned them as deserving
the spotlight more than the returning cast members, so much so in fact that the profes-
sionals’ performances are interrupted to focus on the fans. The GLEgks became a featured
attraction, reinforcing the notion that they were as vital a component to the GLEE text as
its traditional onscreen talent.

These segments served additional functions however. They extended the original TV
show’s humanistic themes, providing a voice for young people typically overlooked by
mainstream media. GLEE 3D therefore offered an — admittedly mediated — form of rec-

41) I'would like to thank one of my peer-reviewers for bringing this to my attention.

42) For instance, Janae comments on how she related to the show’s “popular” characters, as she was part of her
high school cheerleading squad, and the more ‘marginalized’ characters, due to her dwarfism. Josey praised
the show for giving the marginalized and unpopular a voice, one she appreciated as someone with Aspergers,
while also highlighting how GLEE served as the means for her to bond with other GLEE fans based on their
shared love of the show. Trenton discusses how he survived the high school bullying and ostracism which he
experienced when his homosexuality became known, by identifying with the struggles, hardships, and tri-
umphs that Kurt, one of GLEE’s homosexual characters, experienced.
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ognition such individuals are usually denied. By representing these GLEEks believably, and
by presenting their experiences in the style of a documentary, GLEE 3D acknowledged
their marginal status while validating their struggles and achievements. Taken as a whole,
these testimonies — and those of others used to support them — maintained and rein-
forced the notion of GLEEks comprising a special community. Being a GLEEk was thus as-
sociated with empathy, compassion, and rooting for underdogs, which, although not alien
to youth-oriented media, is rarely presented in a documentary style or articulated on the
screen by actual teens.

Yet, these strategies also served distinctly corporate and thus commercial functions.
By ensuring that the film and the franchise to which it belonged allowed young people di-
rectly to participate in the GLEE universe, they showcased the property’s relevance to
youth. Foregrounding fans’ proud, insistent proclamations of the roles this franchise
played in their lives enabled decision-makers behind the property to undermine charges
that this series was a cynical exercise in exploiting the young, even though doing so can-
not avoid supporting such claims. By interpolating GLEEks into the texts, stakeholders
could indeed capitalize on fans seemingly tireless efforts not only to promote the GLEE ex-
perience, but also to be a part of the product. As with the appropriation of fan labor in the
promotion of the TV series, GLEE 3D supports Mark Andrejevic’s assertion that such la-
bor does little to challenge traditional media relations as it ultimately “[reinforces] social
and material relations”*" While the feature film format prevented the degree of interactiv-
ity and creative productivity possible with digital media, GLEE 3D nevertheless offered its
own form of fan engagement, participation, and labor exploitation. It provided an addi-
tional opportunity for fans to declare their dedication to the series, to build a sense of
community, and even to share — and thus commodify — the sometimes painful often
personal struggles faced by individuals such as Janae, Josey, and Trenton.*¥

Produced on a budget of $9 million, GLEE 3D ended its brief theatrical run with
a North American gross of $11.8 million.*” Commentators considered this a disappoint-
ing figure.*® It suggested once more that, in spite of their best efforts to cultivate millenni-
al youth- and even to interpolate it into the entertainment text — traditional media pro-
ducers continue to struggle to find a reliable means of fully capturing this demographic.
However, we should not forget that this concert film may well have fulfilled its principal
function of retaining fan interest and whetting fans” appetites for the new series of GLEE.
Immediately after GLEE 3D’s theatrical run had concluded, a third season of the show pre-
miered to similar ratings as its much anticipated debut season, once again scoring 4.0 in
the coveted 18-49-year-olds demographic and successfully holding off audience attrition.

43) Mark Andrejavic, “Watching television without pity: the productivity of online fans, Television and New
Media, vol. 9, no. 1 (2008), p. 43.

44) This is not to simplistically suggest that these individuals are strictly or solely victims of “big business” ex-
ploitation or that FOX and GLEE’s other creators are primarily driven by unfeeling commercial motives.
Rather, I simply wish to highlight the complex nature of this youth-oriented entertainment enterprise.

45) Anon., ‘Glee: The 3D Concert Movie, unpaginated, Box Office Mojo, <http://www.boxofficemojo.com/
movies/?page=main&id=gleelive3d.htm> [accessed 20 November 2014].

46) Eric Ditzian, ““Glee”: Five reasons “3D Concert” sunk at the box-office, 15 August 2011, unpaginated. MTV,
<http://www.mtv.com/news/1669059/glee-3d-concert-movie-box-oftice/> [accessed 20 November 2014].
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Conclusion

GLEE offers an instructive case study of the challenges facing the media entertainment in-
dustry as it confronts the opportunities and difficulties of the digital age. Stakeholders in
the property adopted many fairly standard strategies characteristic of an increasingly
transmedia world, by spinning off a media text across multiple platforms. However, they
also adapted a series of key strategies revolving around the specific interests, behaviors,
and desires of digital youth. Many of their online strategies were adapted from existing
practice. Their one innovation, however, lay in the cooption of fan stories in place of the
stars’ profiles as part of a sustained commitment to integrate them into the show and re-
lated texts as active participants.*”

This commitment enabled the GLEE franchise to deviate from the more common prac-
tice of transmedia production dominated by the narrative expansion of a universe and its
characters across various media texts. GLEE instead embraced the strategies of its adver-
tising campaign by expanding the quest for “the biggest GLEEK” across multiple platforms.
The fictional developments explored in the television series did not feature in any of its
media spinoffs. For example, GLEE 3D divided its focus between the GLEE concert featur-
ing the TV show’s characters and documentary footage of the “biggest GLEEks”. Just as the
promotional campaign placed the “Biggest GLEEK” at the center of its activities and atten-
tion, THE GLEE PROJECT exploited unknowns seeking media attention and stardom. In
each case, it was the fan that was accorded a participatory role in a GLEE spinoff.

These interrelated media texts and activities served as an effective marketing tool.
Seeking out the biggest GLEEk ensured the extension of the series’ message of affirmation,
self-confidence, and support of the GLEE community. The mantra that different is OK was
repeated across multiple media products, alongside the exhortation to be yourself, face
down peer pressure and rejection, and follow your dreams. Such practice also allowed for
the exploitation of fans who appeared thrilled to be assimilated into the text/product, and
allowed themselves, their stories, and their labor to be utilized into the production, con-
tent, and marketing of GLEE. These activities ultimately married an ostensibly humanist
message with a commercial one.

There is no denying GLEekdom existed as a media-created and organized identity, one
which GLEEks appeared gleefully to embrace, at least going by the numerous admissions
found in GLEE 3D. However, it is difficult to determine precisely where the boundary lies
between celebrating these fans and exploiting them for entertainment and capital gain.
Thus, despite GLEE’s ostensibly humanist messages of empowerment and agency, the me-
dia industry’s relations to fans are characterized by ongoing struggle in which top-down
manipulation is difficult to avoid.

47) 1 thank one of my peer-reviewers for pointing out that GLEE’s emphasis on celebrating fan identity and hu-
manist ideals while seemingly downplaying the show’s narratives and talent reads as an efficient strategy to
help counter the inherent challenges of a high school format characterized by the aging of on-screen talent
and the necessity to continually changing its characters.
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SUMMARY

“Who is the Biggest GLeek?”
Traditional Media Targets the Digital Youth Generation

Valerie Wee

This article considers how the different components of the GLEE franchise reveal one media compa-
ny’s attempts to attract the valuable youth demographic amid shifting media and technological ter-
rain, and the evolving entertainment demands and emerging new behaviors of young consumers in
the digital age. Specifically, I illustrate how 20" Century-Fox and Ryan Murphy Productions’ suc-
cessful promotional strategy for the GLEE television series — an online contest to discover “the big-
gest GLEEK” (i.e. GLEE’s most committed fan who was devoted to everything GLEE-related, and ded-
icated to promoting and converting others into fellow fans) — would eventually shape the form and
content of a wider range of GLEE spin-offs, including GLEE: THE 3D CONCERT MOVIE. In examining
these developments, the article explores how this campaign and the conventions of the concert pic-
ture were reworked so as to appeal to an audience demanding acknowledgement, engagement, and
involvement. This investigation further reveals how these profit-oriented interests in cultivating and
exploiting fan labor is blended with (and camouflaged by) a discourse emphasizing humanist values
of inclusion, acceptance, and respect for self and others.
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Richard Nowell

Developing a Research Program in
Youth Cinema Studies and Revising
Generation Multiplex

An Interview with Timothy Shary

Timothy Shary is the author of Generation Multiplex: The Image of Youth in Contemporary
American Cinema (University of Texas Press, 2002; revised 2014) and Teen Movies:
American Youth on Screen (Wallflower Press, 2005), as well as co-editor with Alexandra
Seibel of Youth Culture in Global Cinema (Texas, 2007). His work on youth cinema has
been published in numerous books and journals since the 1990s, including The Journal of
Film and Video, Film Quarterly, The Journal of Popular Culture, and The Journal of Popular
Film and Television. He has also edited Millennial Masculinity: Men in Contemporary
American Cinema (Wayne State, 2013) and will be the co-editor of Refocus: The Films of
Amy Heckerling with Frances Smith (Edinburgh, forthcoming). He is currently finishing
a book on aging in American cinema with Nancy McVittie, to be published by Texas in
2016.

My work in youth cinema studies began as a doctoral student in the Communication
Department at the University of Massachusetts in the mid-1990s. I wrote my first paper on
a teen movie back in high school in 1985. It was on THE BREAKFAST CLUB; a film that so
captivated me I was compelled to see it twice in one week, even taking notes in the theat-
er (which I am sure made me feel especially brainy). Yet, I did not take on dedicated
thought about the genre until a decade later, when I was considering my dissertation
topic.

My primary reservation about pursuing teen movies before this time was that I knew
that many of my academic peers, and most of my potential employers, would not take the
topic seriously. This would turn out to be true; movies about children had inspired some
respected studies because little kids are endearing, but movies about adolescent issues
were — and still are — treated with snobbish scorn by many academics. I explained this to
one of my advisors at UMass, who told me that I needed to really like the topic, because it
would surround me for a few years, if not longer.
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THE BREAKFAST CLUB (1985)

After all, the reasons for taking on an earnest study of the genre were abundant. [ knew
that teen movies would be appealing to students I taught. I also knew that this genre was
richly detailed with social commentary, and I knew that little substantial work had been
done outside of that written in the 1980s by David Considine and by Thomas Doherty.”
By the 1990s, Jon Lewis and a few other authors were also showing how teen movies could
be appreciated, but, for a dissertation, I felt the pretentious push to advance some kind of
complete genre theory in order to make this fringe form seem more worthy.”

What were some the challenges you encountered working in what at this point remained an
under-examined aspect of cinema?

As many dissertations will so conspire, I wrestled with a lot of theory, in both the fields
of film genre and youth studies, primarily advancing an ambition to see as many repre-
sentative films as I could. Doherty had thoroughly covered films of the 1950s and 1960s,
and Considine was comprehensive until the early 1980s ... and that was just when I saw
the genre taking on its latest relevance. At this time, teen sex romps had begun to replace

1) David Considine, The Cinema of Adolescence (Jefferson, N.C.: McFarland, 1985); Thomas Doherty, Teenagers
and Teenpics: The Juvenilization of American Movies in the 1950s (Boston: Unwin Hyman, 1988).

2) Jon Lewis, The Road to Romance and Ruin: Teen Films and Youth Culture (New York: Routledge, 1992). See
also Jonathan Bernstein, Pretty in Pink: The Golden Age of Teenage Movies (New York: St. Martin’s Griffin,
1997); Lesley Speed, “Tuesday’s gone: the nostalgic teen film, Journal of Popular Film and Television, vol. 26,
no. 1 (1998), pp. 24-32; Elayne Rapping, ‘Youth cult films] in Media-tions: Forays into the Culture and
Gender War (New York: South End Press, 1999), pp. 88-99.
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the wave of slasher films of the late 1970s, and were soon to be followed by John Hughes’s
sensitive middle-American kids in THE BREAKFAST CLUB (1985) as well as other trends.
I wanted to start my study in the early 1980s and go to the present, planning to see every
teen film made in that time.

Little did I realize at first that such an agenda would be unfeasible if only because
I could not possibly find all the examples that I identified. At that time, so-called search
engines for movies were scant, so I compiled my filmography by combing through a wide
range of catalogs. I aligned with Considine in defining adolescent years as primarily the
teens; in wanting to incorporate junior high up to the start of college, I set my age range
for protagonists as 12 to 20 years of age. I also wanted to include some movies that were
not often labeled for teens but were nonetheless about them, which necessitated tracing
young actors across numerous films that fell outside of the genre’s popular trappings. After
a few months devoted to this aspect of the project, my filmography ran to about 1,000 ex-
amples. Yet, even with a few years of dedicated viewing thereafter, I only managed to
screen about 420 of them, despite my best efforts raiding the video stores of western
Massachusetts. With equal levels of exhaustion and resignation, I reached a point where
I felt that my sample pool was at least sufficiently large to provide general commentary,
and relevant enough to conduct closer readings.

In addition to incorporating a wide scope on the genre, I knew that many films about
teenagers used different conventions based on their subject matter and styles. This led me
to identify subgenres, which were easiest to codify in their most extreme incarnations —
the slasher (FRipAY THE 13TH /1980/, A NIGHTMARE ON ELM STREET /1984/) and the sex
romp (GOIN’ ALL THE WAY! /1982/, PRIVATE RESORT /1985/) — yet at the same time it de-
manded more nuanced appraisal when looking at diftuse topics such as delinquency (LEss
THAN ZERO /1987/, Boyz N THE HooD /1991/) and schooling (Lucas /1986/, CLUELESS
/1995/). And there had been a prominent wave of sci-fi thrillers featuring teens (WARGAMES
/1983/, SpACECAMP /1986/); even if they were fading by the 1990s, this subgenre was at
least worth exploring for its intellectual phobias.

Thus I settled on five subgenres: school, which was generically diffuse but elemental in
identifying teen characters; delinquency, with its wide scale of moral consequences; hor-
ror, which went beyond the stock slasher victims to the supernatural; science, still perti-
nent to 1990s youth; and love/sex, an awkward moniker I used to signify the even more
awkward complications of young romance. I sifted through the hundreds of titles I had
uncovered in an effort to understand just how each film conveyed its particular subject
matter and how it served generic interests, demonstrating through this process the very
subjective and slippery nature of genre research that I had anticipated. The dissertation
reached an excessive length, which my committee kindly tolerated, and saw fit to approve
in early 1998.

Could you explain the process of transforming this doctoral research into the first version of
your book Generation Multiplex?

Soon after graduating, I queried the major university presses in Film Studies to see if
any of them would be interested in publishing the manuscript as a book. While a few ex-
pressed interest, I was most impressed with the University of Texas Press, because their ac-
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quisitions editor, Jim Burr, responded with an enthusiastic phone call. The document
I submitted for review, alas, was far too much like the original dissertation, despite my ef-
forts to follow the publisher’s recommendations. My first reviewer, who turned out to be
David Considine, made clear that the manuscript was still far too long and needed a clear-
er structure.

I edited it over the next year, and by the end of the year 2000, after being reviewed by
Kathy Merlock Jackson, one of the notable authors on children in cinema, the revised ver-
sion was ready for publication. As is customary in academic publishing, the book still
needed to be approved by the press’s editorial board, another hurdle that I cleared in early
2001 to make Generation Multiplex: The Image of Youth in Contemporary American
Cinema a reality. Soon thereafter, I asked Considine to write the foreword, because he had
had such an influence on both the field and my own work. He generously agreed. The pro-
duction process of the book still required many more months, as I acquired images and
went through copyediting before sending the entire package to Texas at the end of sum-
mer 2001. The final phase before publication was the review of page proofs, which I did
with industrious detail, knowing that every word choice and punctuation mark would
soon be out of my control.

In many ways, letting the book pass from an ongoing project for six years into the fixed
result of a permanent volume was quite intimidating. A much higher level of responsibil-
ity set in for me when I thought of those readers who might take me to task on my claims,
like the many students I had taught in genre classes at UMass and Clark University; stu-
dents who naturally had a vested interest in the representation of a population they felt
they knew well. I knew that scholars who published work on, for instance, silent or
European cinema, were not routinely challenged by recent teenagers.

Even after the book arrived in late 2002, I could not quite feel comfortable that it was
complete, especially as I lamented that so many new movies about youth were appearing
and, in some cases, changing my ideas about past trends. I had expressed this sense of
frustration in my preface when I called out some of those titles in a disclaimer that voiced
my frustration at the continually evolving teen movie genre. This is of course an issue that
any critic of contemporary culture must face: you must agree to let the present study end,
even as the field develops. Some of my tensions were at least relieved by the positive re-
views that came out months later and more so when Jim Burr notified me in 2004 that the
book had sold well enough to go into a second printing.

What led you to revise Generation Multiplex some years after its initial publication?

By 2004, I had begun work on a more concise yet chronologically expanded history of
American movies about adolescence for Wallflower Press, which would appear in 2005.
[ had also been in discussion with a colleague from NYU, Alexandra Seibel, about co-ed-
iting a collection on the youth film from an international perspective, which had yet to be
done in English.” I was fortunate to again work with Jim as my editor at Texas, and we saw
through on that anthology in 2007.

3) Timothy Shary, Teen Movies: American Youth on Screen (London: Wallflower, 2005).
4) Timothy Shary and Alexandra Seibel (eds), Youth Culture in Global Cinema (Austin: University of Texas
Press, 2007).
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In subsequent years, I moved away from the topic of youth in movies and took on oth-
er projects, yet the turn of another decade had brought many more compelling films about
adolescence, as well as changes in the industry’s style and output of the youth genre.
Having seen the rise of many courses on teen films, I thought that a completely revised
and expanded edition of Generation Multiplex was warranted for the 2010s.

The thesis from the first edition would remain essentially intact, and now it seemed
even more certain: “American films about youth are dynamically and diversely represent-
ative of adolescents, to the point that these films constitute their own genre and have en-
gendered individual subgenres with particular and often consistent codes for that repre-
sentation.”® So I would still examine films set in or around school, which tend to employ
one to five recognizable character types, as well as teen horror films, which tend to care
less about characters and focus more on the types of abuse and murder portrayed in their
stories. Teen films about juvenile delinquency continued to employ a similar method of
concentrating on the crimes and misdemeanors of youth, and their etiology, while films
about young people having sex and falling in love continued to be preoccupied with mor-
al messages about their perils and pleasures; in this case, I was happy to jettison the cum-
bersome “love/sex” label and simply call this subgenre “romance”. And I could reconsider
past releases while incorporating new films up to 2013.

What do you feel are the principal differences between the two editions of Generation
Multiplex?

The most significant chapter change I wanted to make from the first edition was the
elimination of the chapter on science films. The subgenre had declined by the end of the
1980s and was obsolete by the 2000s. For all the ongoing use of technology by children in
real life, the topic is now almost entirely elided by Hollywood, most likely because youth
do not find it nearly as dramatic or as fearful as it was in the past. The novelty has certain-
ly worn off, and today kids use computers and other machines (phones, pads, tablets) in
a seamless, confident connection to their personal lives.

A few sections of chapters also needed to be reconfigured, or in the case of the “Patriotic
Purpose” category, excised. These were films that I had listed as components of the delin-
quent subgenre in the 1980s. They explored Reagan-era militaristic revolts by youth,
achieving warped infamy in examples such as RED DawN (1984) and IRON EAGLE (1986).
Yet, like the science subgenre, these films expressed topical concerns of the 1980s, and did
not see a revival after the 9/11 attacks and the renewed jingoism of the George W. Bush
presidency.

Conversely, I wanted to expand certain sections. When I wrote about queer youth at
the start of the 2000s, there had been some burgeoning examples, but in the new decade
the topic was more common, with many films featuring queer protagonists and many en-
semble films incorporating gay roles for supporting characters. Within the school subgen-
re, there had also been an evident effort to increase the realistic roles that girls have in ath-
letics; at least 20 films have depicted girl athletes since 2000 compared to less than five in

5) Timothy Shary, Generation Multiplex: The Image of Youth in American Cinema Since 1980 (Austin: University
of Texas Press, 2014), p. xiii. [ made the slight title change to avoid using the ambiguous term “contempo-
rary” again.
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all the years before. Movies about proms had always fallen into a liminal space between the
other subgenres, while usually maintaining an emphasis on the dating ritual, so I felt that
they needed their own section within the romance chapter. Clearly, the realm of fantasy
had expanded enormously in recent years, especially with the success of the HARRY
POTTER series from 2001-2011 (which were US-UK co-productions), and then the
TwILIGHT series (2008-2012); films that ostensibly fell within the horror subgenre, and
were now achieving wider popularity and cultural commentary than ever before.

I returned to my previous method of building the filmography, which was now sub-
stantially aided by the Internet Movie Database (IMDb), although its “keywords” and plot
searches remained less than comprehensive. The IMDb system requires users to compile
these terms, which results in a great deal of subjective slippage and loss between catego-
ries, which meant that I needed to be even more diligent about including and excluding ti-
tles. The terms that I found most relevant were: adolescence, adolescent, coming-of-age,
high-school, junior-high-school, juvenile, middle-school, school, teen, teenage, teenager,
teen-angst, tween, 12-year-old, and youth. A number of films listed in the IMDb have nev-
er been released, or have had such limited releases that no descriptions are available.
I therefore only included films that had at least one external review.

How did the rise in academic interest in youth-oriented cinema after the publication of the
first edition of Generation Multiplex affect the new edition?

Along with the increased attention to the youth genre at the college course level came
further helpful scholarship in the field, which I wanted to cover in the new edition. Murray
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Pomerance and Frances Gateward edited two youth cinema anthologies, the first on girls
(2002) and the second on boys (2005).% Other studies appeared on familiar topics such as
school movies (Bulman, 2004), girls (Hentges, 2006), and horror (Nowell, 2011), while
new approaches led to books on goth (Siegel, 2005) and queer boys (Dennis, 2006), as well
as appreciations of teen movies in the 1970s (Brickman, 2012) and Generation X (Lee,
2010).” Meanwhile, starting in 2008 at Brigham Young University, Mark Callister was part
of prodigious sociological research on youth movies, both as an author and a supervisor
of graduate work.*

Two books on teen films in general appeared since the first edition, one by Stephen
Tropiano (2006) and the other by Catherine Driscoll (2011), both of which were quite im-
pressive.” 1 enjoyed Stephen’s infectious spirit for the genre, and I was struck by how
Catherine had so thoroughly critiqued my ideas and those of others. So, in keeping with
the spirit of the first edition, I thought it would only be fitting to invite them to comment
on my manuscript, in a foreword and afterword, respectively. I asked Stephen to consider
the genre and its future, and I asked Catherine to write about research trends and oppor-
tunities. I still feel that too many academics are in competition with each other when what
we really need is greater collaboration. I was honored to have them be a part of this new
volume.

What do you think has been the legacy of Generation Multiplex?

My greatest gratification in studying youth on screen has been in lending to the genre
some semblance of legitimacy. While I argue for the quality of certain films over others,
teen films in general have given us an opportunity to appreciate a large section of society
that has been gaining authority yet in most cases still relies on adults to speak for it. In fact,
the politics of age representation demand further study, because the young and old, while

6) Murray Pomerance and Frances Gateward (eds), Sugar, Spice, and Everything Nice: Contemporary Cinemas
of Girlhood (Detroit: Wayne State University Press, 2002); Where the Boys Are: Cinemas of Masculinity and
Youth (Detroit: Wayne State University Press, 2005).

7) Robert C. Bulman, Hollywood Goes to High School: Cinema, Schools, and American Culture (New York:
Worth, 2004); Sarah Hentges, Pictures of Girlhood: Modern Female Adolescence on Screen (Jefferson, N.C.:
McFarland, 2006); Richard Nowell, Blood Money: A History of the First Teen Slasher Cycle (New York:
Continuum, 2011); Carol Siegel, Goth’s Dark Empire (Bloomington: Indiana University Press, 2005); Jeffery
P. Dennis, Queering Teen Culture: All-American Boys and Same-Sex Desire in Film and Television (New York:
Routledge, 2006); Barbara Jane Brickman, New American Teenagers: The Lost Generation of Youth in 1970s
Film (New York: Continuum, 2012); Christina Lee, Screening Generation X: The Politics and Popular Memory
of Youth in Contemporary Cinema (London: Ashgate, 2010).

8) Emily Bennion, ‘Sexual content in teen films: 1980-2007" (M.M.C. thesis: Brigham Young University, 2008);
Sarah Coyne, Mark Callister, and Tom Robinson, ‘Yes, another teen movie: three decades of physical vio-
lence in films aimed at adolescents, The Journal of Children and Media, vol. 4, no. 4 (2010), pp. 387-401;
Mark Callister, Lesa Stern, Sarah Coyne, Tom Robinson, and Emily Bennion, ‘Evaluation of sexual content
in teen-centered films from 1980 to 2007, Mass Communication and Society, vol. 14, no. 4 (2011), pp. 454~
~474; Jason Beck, ‘A comparison of male athletes with teenage peers in popular teen movies' (M.A. thesis:
Brigham Young University, 2011; Mark Callister, Sarah Coyne, Tom Robinson, John ]. Davies, Chris Near,
Lynn Van Valkenburg, and Jason Gillespie, ““Three sheets to the wind”: substance use in teen-centered film
from 1980 to 2007, Addiction Research and Theory, vol. 20, no. 1 (2012), pp. 30-41.

9) Stephen Tropiano, Rebels and Chicks: A History of the Hollywood Teen Movie (New York: Back Stage Books,
2006); Catherine Driscoll, Teen Film: A Critical Introduction (New York: Berg, 2011).
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very influential, creative, talented, and vocal, remain disenfranchised. This is why I have
been moving into studies of aging at the other end of the scale in recent years, the so-called
old and elderly, or in formal parlance, the senescent. Given all the studies devoted to cer-
tain populations in cinema and media, age is a universal quality to all characters, one that
nonetheless remains in need of much more analysis.
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American Teen Film: Something more
Slippery than it used to be

An Interview with Catherine Driscoll

Catherine Driscoll is Professor of Gender and Cultural Studies at the University of
Sydney, Australia. Her books include Girls: Feminine Adolescence in Popular Culture and
Cultural Theory (Columbia UP 2002), Modernist Cultural Studies (UP Florida 2010), Teen
Film: A Critical Introduction (Berg 2011), and The Australian Country Girl: History, Image,
Experience (Ashgate 2014). She is co-editor, with Meaghan Morris, of Gender, Media and
Modernity in the Asia-Pacific (Routledge 2014) and, with Megan Watkins and Greg Noble,
of Cultural Pedagogies and Human Conduct (Routledge 2015). She has also published
many essays on girls studies, popular media and popular genres, rural cultural studies,
modernism, modernity, and cultural studies and cultural theory.

Youth-centered and youth-oriented cinema and media has been a central focus of your re-
search for many years. Could you say a little about what first drew you to this topic?

It’s probably not the most obvious starting point but it started at the end of my under-
graduate degree when I was writing my thesis on modernist literature, James Joyce in par-
ticular. I was particularly fascinated by the figure of the girl, yet no one seemed to talk
about this essential aspect of Joyce's fiction. When I went on to do my Ph.D. that fascina-
tion remained, because everything I read at the time suggested that there was a lot more
to be said about what was meant to be revolutionary about modernist literature; about the
place of the new image of young women, and about a highly visible new image of adoles-
cence in general. That's what my thesis turned into: a thesis on adolescence, for which the
theoretical, philosophical, and aesthetic discourses of the time were key pieces of evidence
for thinking about how central adolescence came to be in European, American, and
Anglophone culture.
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What were some of the main questions you felt needed answering at this time?

[ started with an interest in where our current idea of adolescence came from, especial-
ly in terms of how that adolescence was gendered, and how we share ideas about it. So, as
I moved into the field of cultural studies, I felt compelled to tackle contemporary instanc-
es of these topics. That's how I came to research popular media. In doing my Ph.D. on that
new centrality of adolescence, and in coming to think about contemporary culture in this
light, I developed certain questions that underpinned my first book Girls: Feminine
Adolescence in Popular Culture and Cultural Theory, as well a number of articles and pa-
pers I wrote around this time. They were: where do contemporary ideas of girlhood, ado-
lescence, youth identity, and youth culture come from? How have they changed since they
first emerged in the late nineteenth century? And when did they begin to look the way
they look to us now? As I was working through these questions I became fascinated by
how, in the face of social change, we maintained so many of the same ideas about youth,
adolescence, and the ways they are gendered, and I became increasingly interested in the
ways we shared these ideas through popular media and through discourses on citizenship
and identity that are reflected in popular media as much as in theoretical literature or his-
tory books. Girls is very much a history of the idea of girlhood, from the late nineteenth
century to when I was writing at the beginning of the twenty-first century. My guiding in-
terest was to track ideas about girls and girlhood through different kinds of cultural for-
mation, including feminist theory, psychoanalysis, and sociology, as well as popular cul-
ture, guidance manuals, and educational literature about puberty. So really it was a big
abstract question: how did we get to this point? With each of these different formations it
was really that question that interested me.

To what extent do you feel you responded to these early questions you had about the topic?

How I feel about that now really depends on the type of question I am asking myself,
When I think about popular media, especially media that represents girls and that is dis-
tributed to them, I still think considering the context of late modernity is crucial. The lon-
gevity of our ideas about girlhood is partly explained by the powerful figure of the girl rep-
resenting late modernity. I feel that this point is still important, because such ideas are
often de-historicized. But, at the same time, when I come to some of my new projects, I do
feel like I was being too general back then; that such a frame is simply too big for some of
the arguments I want to pursue now in relation to specific media forms, particular genres,
and specific cultural locations.

How did your interest in this topic develop across the years? What were some of the new ques-
tions you found yourself asking following the publication of your first book on this topic?

[ think Girls was too ambitious in some respects to be anything more than background,
although I hope it is good background insofar as it raiscs several important foundational
questions. After that book I consciously divided my broad interests into distinct fields
about which I wanted to know more. Some of that work was directed to researching his-
torical questions about how specific ideas related to youth, adolescence, and girlhood
emerged. For example, my second book Modernist Cultural Studies includes chapters on
the idea of adolescence, love and sexuality, the shop girl (a figure for the girl who is em-
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ployed as an independent worker), and fashion. While the same ideas about adolescence,
and how it is gendered, arise in that book, there I asked myself “why do we care about
these particular things in the late modern period?”. And I take a different, more focused,
approach in my work on contemporary media forms. My book Teen Film: A Critical
Introduction is an example of this. It does reflect on questions of modernity, and why the
film audience and adolescence are, from certain perspectives, so closely tied together. The
book also has a historical dimension, but it is mainly concerned with contemporary forms
and their development. It is more focused than my discussion of teen film was in Girls. In
fact, I don't think the same things about teen film as I did when I wrote Girls, a point in
time at which I was really interested in the idea that certain kinds of films for young peo-
ple had girls at their center and certain ones did not. By the time I had done close work on
the genre itself, this idea seemed less important. I now think that amidst the diversity of
narratives about adolescence in teen films gender is a more mutable factor than I had
thought in the past.

To what extent have your own research methods and conceptual approaches changed in this
time — and what motivated these changes?

I now have a more targeted sense of the methods that are appropriate for particular
projects; this too began with Girls. I interviewed some high school students in two
Australian states, encouraging them to talk about how they understood girlhood. None of
that material ended up in the book, because it simply didn’t fit. When I was looking at the
transcripts I couldn’t decide if it mattered what a particular girl thought about girlhood.
[ kept asking myself “why does it matter what she thought, as compared to what Freud or
Adorno thought”?, and “how am I supposed to position these girls and their ideas?” in this
history. One of the things that interested me after Girls came out of those interviews how-
ever. I write about this in the introduction to my new book, Australian Country Girlhood:
History, Image, Experience, in which I discuss my shock at discovering, in the process of
conducting those interviews, the sheer number of differences between the girls in rural
schools and those in city schools; far more than simply between wealthy private schools
and disadvantaged public schools, which was the difference I expected to find. The coun-
try girl project is primarily ethnographic, conducting field work in county towns, schools,
parks; interviewing girls and women who were once girls; and spending time living in
those towns. This kind of ethnographic work would have been incompatible with the Girls
book, and I would never have attempted it with Teen Film.

What is more, certain theoretical frameworks that seemed crucial at a certain point in
time stopped feeling all that enlightening to me. When I started my Ph.D. back in the ear-
ly 1990s I was really quite fascinated by the Lacanian-feminist approach, which was very
much a product of the time when I finished my undergraduate degree. I was particularly
interested in the criticism of Lacanian ideas about gender and representation, in feminist
politics, in the appropriation of Marxism, and in what critiques of psychoanalysis might
say about adolescence — in contrast to what still seems to be a dominant assumption
about the psychoanalytic story of adolescence in both an academic and broader public
sense (educational policy and so forth). In the years following, and right up to Girls, it
seemed crucial to me to combat psychoanalytic accounts with every reading I made of
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girls’ magazines or movies about girls or children’s story books. I have noticed that such
ideas are still quite pervasive, with scholars in many fields that might talk about youth and
youth culture continuing to work with those tools. But arguing for or against psychoanal-
ysis is definitely not a major focus for me any longer. After that I spent a long time using
a Foucauldian framework to explore discourses of adolescence and institutional appara-
tuses around adolescence. Right now, my work is more pragmatic than it used to be. I am
quite self-conscious about using pragmatist philosophy, and to a certain extent I've also
been experimenting with phenomenological approaches. I think that, from a pragmatic
point of view, it no longer matters to me quite as much whether the psychoanalytic mod-
el is correct. More important are the effects of the models we take for granted.

What do you think remain the most pervasive misunderstandings about youth and cinema?

The first way I would like to answer this question relates to the category of teen film.
I think we should use this category and term to talk about cinematic representations of
youth that are oriented primarily around ideas about youth and the youth audience. The
first major misunderstanding is that teen film is a purely American phenomenon; that it is
produced in America for Americans. When Timothy Shary was doing the second version
of Generation Multiplex, he asked me if I would write an afterword to that book as a kind
of reply. I was happy to, but not for the reason he expected. He had felt that I didn't like his
book because I spent so much time in Teen Film saying “this phenomenon is not American”
and Shary, of course, does talks about it being American and about the American-ness of
teen film. [ actually think Shary’s book is incredibly useful, but I certainly do think that if
we fail to acknowledge that teen film is not just American we neglect the full range of his-
torical and contemporary forms of this genre. Youth-oriented media in general can never
be defined by where it is produced, and that’s not just a matter of its being consumed in
many places. Rather, this is about the internalization of an idea of adolescence: about
youth as a subject, an object, and as a field in which media is circulated. For example, it is
not unusual to see a scholar discussing Turkish films that thematize adolescence, and to
read that because they were made in Turkey it follows that they are about a Turkish ver-
sion of adolescence, and that they exclusively relate to the “Turkish” experience. But there
can be no purely Turkish version of adolescence, any more than there can be a purely
American version of adolescence. It think this is so at least since high school, as a system
based on a narrative of puberty and development, was institutionalized internationally
and was increasingly attached to public discourses on the guidance and protection of ad-
olescents.

I also think that scholars working in the field of the cinema of adolescence really want
to anchor teen film to a specific historical and cultural formation. Whether it's the 1950s,
as Thomas Doherty did in his book Teenagers and Teenpics: The Juvenilization of American
Movies in the 1950s, or 1990s” post-feminism, there appears to be a drive to find a perfect-
ed form of the genre that is specific to a time as well as a place. I think this approach is un-
helpful. The third issue I have is that teen film is not just about teens in the audience; rath-
er, it’s about popular narratives of adolescence which are not exclusively oriented to
a youth audience. They also retain a durable and extensive range of possible attachments
for adults and for people who are not yet teenagers. It is a dazzling field for children who
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are not yet teenagers as much as it is a place of pleasures for adults, not all of which are
nostalgic. Finally, I take issue with the position that teen film is low quality and repeti-
tiously generic. Granted, it is repetitious and generic a lot of the time, because that’s part
of its pleasure, but there are many kinds of aesthetic experimentation. I don't think we
have to take the either/or option on this (focusing on “great” examples and forgetting
about the generic, or focusing on the generic but forgetting about exceptional films).

Your recent work challenged the received wisdom that American teenpics emerged as a fully

formed product line in the 1950s. What opportunities and challenges do you think might
characterize subsequent research on this earlier period?

Doherty’s Teenagers and Teenpics, which is a great book in its own way, has a really in-
teresting discussion about the marketing arms of film production companies inventing
this new idea about the teen film and its audience. I completely agree with his specific ar-
gument on that period, but that marketing speak — let’s give it this label and sell it in this
particular way — was so successful at that moment that it cast a long shadow across eve-
rything that had gone before it, making it seem as though this was entirely about the pre-
sent and the now, and that nothing similar had ever existed beforehand. So even though
this was happening within a few years of an array of diverse and successful films about ju-
venile delinquency and bobbysoxers and so on in the 1940s, those earlier efforts were ren-
dered invisible by the massive success of the marketing of the “new teen film”. So when we
encounter Doherty’s argument that the teen film was invented in 1955 and died in 1959,
we need to understand that he is really describing a specific narrative about the teen film
as a blindingly new 1950s postwar phenomenon. It is interesting to think about how we
historicize films using that story, because it seems so absurd to be told in 2014 that there
have been no teen films made since 1959. I think such arguments are useful in terms of
what they refuse to do as much as for what they do. Doherty’s insistence that all the fa-
mous teen films of the 1980s and 1990s were merely repetitions of 1950s movies — that
there was nothing new except for the fact that adults could now watch teen films — is a re-
ally interesting argument because it is clearly so wrong. It is useful to make those claims
because anyone encountering them for the first time will invariably ask you about later
films. However, I think stepping outside of tight periodization debates where there must
be a point of origin for teen film proper allows us to think about how media and its rela-
tionships to youth culture are always changing. This in turn allows us to ask more interest-
ing questions about the relationships between say film, television, and the internet, and
what they have to say, collectively and to each other, about youth culture.

Studies of the address, the representation, and the consumption practices of young females
have thankfully received increased scholarly attention in recent years. How do you think such
studies reorient or broaden our understandings of this important media-audience relationship?

[ think talking about girls is now no longer extraordinary in Anglophone studies of
media and popular culture, but it’s still far more uncommon in, for example, Francophone
studies of the same field, or in disciplines where popular culture still seems a marginal
concern. It is still surprising to me how many places and disciplines there are where work
on girls involves having conversations that Anglophone cultural studies writers like
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Angela McRobbie and Jenny Garber were already doing in the late 1970s and 1980s. There
are different histories for French, for example, or for Nordic girls studies. I think we need
to recognize that thinking about girls, and asking how different the situation looks if we
focus on them individually rather than on a generic youth or on girls rather than boys, has
been going on for a long time. The situation has been different in the last ten years because
Girls Studies has become a more visible and coherent field, and now boasts its own intel-
lectual spaces and dialogues. I still think when Media Studies scholars talk about youth in
general, and when ideas about youth and media are put forward, there is a default assump-
tion that it’s either about boys or, if it is about gender, it is about boys and girls as distinct
categories. I think both of those situations remain rather problematic. Youth-oriented
popular culture is certainly one of the sites in which gender differentiation, whether from
a production or a consumption standpoint, is very striking, but we still have to think about
the idea of youth that frames those things. We need those distinct perspectives and that
broader frame as well.

Your work is notable for the fact that it veers away from a primarily or exclusively US-centric
perspective on youth-oriented cinema towards a more international one. Given the central
position that transnational approaches now occupy in the study of cinema, how do you think
such a change of perspective might enrich or alter our understandings of American cinema
and youth?

It is a change of perspective, which does not put the site of production as the beginning
and the end of what you are going to say about a media form like cinema; taking an inter-
national perspective foregrounds a mobile, changing, international idea about adoles-
cence that compels that genre and gives it certain shapes. This not to say that, for example,
Indian and Turkish filmmakers are copying American films, but that these films share cer-
tain structures relating to how adolescence works and how it should be understood. These
ideas are Turkish or Indian ideas even if they are also American. I think that starting from
this conceptual frame allows us to think differently about the nation state’s relationship to
media. It also gets us away from some stories of globalization that were always problemat-
ic and often taken in unhelpful directions — in the direction, for example, of homogeni-
zation or American imperialism, because no form of media has ever been that simple. This
international frame doesn’t forget about the national. It lets you talk about the nation state
as a place where industries are nourished, and harnessed to national economies, but also
where they’re monitored and where apparatuses of training and protection are built up
around ideas of adolescence as much as media industries. It therefore lets you think about
the nation state in what seems to me a better way, paying attention to certain cultural spe-
cificities without assuming that the form derives its cultural specificity from where it was
produced. There are some very Australian things about teen film in Australia, for example,
but the most interesting one is not that the films themselves were made in Australia.

I think the problem I have with many of the reception studies around is that, consid-
ering, say the consumption of American teen films in Germany, they simplify how
American such films could be and how distinctly German those consumers could be.
I want to stress the important ideas that are shared, by whatever means of translation, as
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a rubric for understanding youth and adolescence. These ideas build a bridge between cul-
tural contexts before any movie is even seen. I think some American scholars who work
on teen film take my statement that the genre should not be seen as American as under-
mining the value of their talking about the American-ness of these films or of talking
about American films per se. In fact, I think recognizing that teen film is not wholesale or
automatically American is helpful for American scholars too, because it lets them focus on
the peculiar American-ness of some manifestations of teen film, and to consider what al-
lows some films to have some distinctive meanings for American audiences. It also allows
them to think about how American-made teen films have always been engaged with the
rest of the world. They have borrowed not only from films made in other places but also
from the broader field of youth-oriented media. I think it’s to the advantage of American
scholars of American film to acknowledge that there is not just a default association be-
tween America and teen film.

What do you think are some of the more exciting and potentially illuminating avenues of re-
search currently being explored by scholars in this field?

In terms of girls and popular media, there is a lot of work being done on sexualization
in girls’ media and on girls’ responses to that. This includes girls’ responses to teen film;
how girls respond to the dominance of narratives about sexual identity, sexual awakening,
and sexual experience. I find this work to be very useful when it considers films or dis-
course on films in relation to discourses on sexualization in say public policy, schools, and
so on; when it doesn't isolate the films and see them as exclusively filmic events but rather
as parts of a much broader cultural field. I recently read a wonderful PhD thesis by Heta
Mulari, from Finland, on Swedish girl films in the 90s that was doing that kind of work.
I don’t, however, appreciate work that fails to disassociate itself from moral certainties,
preordained cultural hierarchies, or panic formulas. It is great when film scholarship gives
a new resonance to young people’s continued consumption — year after year, generation
after generation — of stories about adolescence. I also appreciate it when it manages to
place film in relation to peoples’ reflections on their own place in the world and their own
experiences.

The other thing I think is really interesting in current work on youth and film are stud-
ies which put film into a broader media framework and think about how slippery the bor-
ders are between media forms: between film and digital or online media, film and televi-
sion, mobile phones and movies, video games and movies, and so on. I also appreciate
work that notices how slippery our notions of age and gender are, the minute we start talk-
ing about audiences that are only virtually identifiable, and only virtually anchored to
a specific nation. Even though I have expressed some concern about the ways in which
discussions of transmedia texts become discussions of “convergence culture’, in general
I do think it is crucial that we recognize media change. To talk about film now is to talk
about a different thing than it was fifteen-to-twenty years ago. These issues come to bear
on the question of what to do with American cinema now. I think we all, as scholars,
should be more flexible about what we mean by cinema.
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What are some of the (still marginalized or under-examined) aspects of the topic you think
deserve greater scholarly attention? And how might such studies enrich current understand-
ings of this topic?

I would love to see many more people working in teen film with an eye on the broad
historical framework of where our ideas about adolescence come from and how we main-
tain them, and at the same time with an eye on the international terrain that this history
covers, and that therefore any teen film addresses. I suppose that is the overwhelming in-
terest of all my answers to your questions, but I feel like there’s a lot more to be done along
these lines.

Finally, what are some of the research questions shaping your current and upcoming work on
youth and cinema?

I recently won a large research grant to study international media classification sys-
tems, and the histories of how they emerged in seven separate countries including
Australia, Britain, Brazil, India, China, Japan, and the U.S.A., and how those histories re-
late to each other. The British Board of Film Classification is our British partner, and in
Australia our partner is the National Classification Authority, whereas in Brazil our part-
ner is a research center focused on censorship and classification. With the other case stud-
ies we have partner investigators who specialize on film censorship and/or classification in
those countries, and sometimes particularly in youth and youth culture as well. One of the
focal points of that project is the question of how these systems frame film in terms of the
young movie audience or in terms of young people on the screen. This represents one of
my own attempts to try and stop myself from thinking only about film in terms of the film
text; to recognize that film has always been part of a cultural field in which many media
forms are important, but also to think of film today as something more slippery than it
used to be.
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Filmovy umélecky sbor
1946-1948

Statni filmovd dramaturgie, nasledné piejmeno-
vana na Ustfedni filmovou dramaturgii, vznikla
v souvislosti s prezidentskym dekretem," jimz byl
znarodnén filmovy primysl, a méla zajistit kvali-
tativni vzestup filmové tvorby. Po ro¢nim neu-
spésném fizeni tvaréi prace byla viak Ustfedni
filmova dramaturgie zruSena a misto ni mél
vzniknout novy vykonny dramaturgicky organ,
jenz by rozhodovaci procesy zjednodusil.” V prv-
ni poloviné zari 1946 se seslo kolegium odpovéd-
nych filmovych pracovniki, z jehoz jedndni
vzeslo memorandum fesici otdzku uméleckého,
kulturniho a technického vedeni zestitnéné kine-
matografie. Autofi memoranda doporudili zfidit
Aprobacni komisi pro schvalovani ¢eskych hra-
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nych filma (dédle jen Aproba¢ni komise), Sbor
umeélecky a Sbor technicky.”

Sbor umelecky, posléze piejmenovany na Fil-
movy umeélecky sbor (dale jen FIUS), byl oficiél-
né ustanoven dekretem Ministerstva informaci
€. j. 83952/46-V/1 dne 18. zafi 1946, ale teprve
12. biezna 1947 udélilo Ministerstvo informaci
FIUSu zvldétni statut.” Na zahajovaci schiizi sbo-
ru, ktera se uskutecnila 10. fijna 1946, byl schva-
len jednaci fdd FIUSu® a z fad ¢lent bylo zvoleno
osm zdstupc, ktefi se stali cleny Aprobac¢ni ko-
mise.” Sbor se sklddal z predsedy a patndcti ¢le-
na, ktefi byli vybrani mezi basniky, spisovateli,
filmovymi hudebniky, reziséry, herci, filmovymi
novindfi a kameramany. Do sboru své zastupce

1) Dekret prezidenta republiky ¢. 50 ze dne 11. srpna 1945, o opatfenich v oblasti filmu (,,...a aby byly umoznény
fadné pripravy a véasné provedeni trvalé upravy v oboru vyroby... ).
2) Véra Adina Sefrani, Ceskd filmovd dramaturgie pod dohledem ideologie 1945-1955. Diserta¢ni prace. Olo-

mouc: FF UP 2012, s. 7.
3) Tamtéz, s. 38.

4) Narodni filmovy archiv (NFA), f. Filmovy umélecky sbor (FIUS), ref. ozn. 1/1/2//1, Statut FIUSu. Statut byl vy-
dan pod ¢. j. 80640/V. Statut definuje v paragrafu 1 sbor jako ,,nezavisly vrcholny dramaturgicky organ, jehoz
tkolem je vybrati vhodné filmové naméty, zkoumati jejich scénaristické zpracovani, a scénére, které schvali,
doporuci pak instancni cestou k filmové realisaci. Pokud by se mezi jednotlivymi uméleckymi slozkami toho
kterého schvileného filmu vyskytly rozpory zasadniho razu, ma pravo FIUS rozhodnout®. V celém znéni byl
statut publikovan ve filmovém hospodéfstvi: Jifi Havelka, Ceské filmové hospoddrstvi 1945 a 1946. Praha:
Cs. filmové nakladatelstvi, 1947, s. 27-28. Ve zkracené podobé byl statut publikovan ve Filmovych novinach:
uf. Statut Filmového umeéleckého sboru. Filmové noviny 1, 1947, ¢. 12 (22. 3.), s. 2.

5) NFA, f. FIUS, ref. ozn. 1/2/1//1, Jednaci fad FIUSu' V jednacim fédu FIUSu schvaleném na zahajovaci schtzi
10. fijna 1946 byla ¢leniim stanovena povinna Gcast na pravidelnych tydennich poradich a zdroven upraven
i postih ¢lent za jejich neucast.

6) J. Havelka,c.d.,s. 28. Aprobac¢ni komise byla slozena ze ¢lentit FIUSu a Filmového technického sboru (dale
jen FITES) v poméru 8:4. Pfedsedou Aprobaéni komise byl jmenovan J. Maranek.
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dale delegovalo Ministerstvo $kolstvi a osvéty
a Syndikat ¢eskych filmovych umélct a techniki.”
Do predsednické funkce byl ministrem informa-
ci Viclavem Kopeckym jmenovan spisovatel
a ministersky rada Jifi Maranek, prednosta dra-
maturgického oddéleni 5. odboru ministerstva
informaci, ktery ve funkci setrval az do zruseni
sboru v roce 1948.% Hospodarsky byl sbor pficle-
nén k Ceskoslovenskému filmovému ustavu.”
Sidlo sboru bylo na adrese Klimentska 6, Praha 2.

Sbor byl poradnim organem ministerstva a pa-
sobil jako nezavisly vrcholny dramaturgicky or-
gan, ktery vybiral vhodné filmové naméty pro
scenaristické zpracovani a zajistoval odborné kul-
turni a umélecké vedeni filmové tvorby. Tedy ale-
spon tomu tak byt mélo. Na ¢innost FIUSu se nic-
méné béhem jeho dvouletého piisobeni neustdle
snasela vlna kritiky, pfedevsim za malou umélec-
kou kvalitu nékterych natocenych filmii. Clenové
sboru se viici témto vytkdm vymezovali prevdzné
na strankdch odborného periodika Filmové novi-
ny.!” Na svou obranu argumentovali predevsim
nedostatkem dobrych namétl a s tim spojenou
nezaméstnanosti ateliéri nepfipustnou v plano-
vaném hospodaftstvi, dodate¢nym snizenim roz-
poctovych limith ¢i zménami scénafe pri samot-
né realizaci filmu bez védomi FIUSu. Autofi
odmitnutych scénaiti soucasné dokonce nékoli-
krit zautocili i na osobu pfedsedy sboru J. Ma-
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fanka, kvili ¢emuz vydal sbor prohlaseni, ze
FIUS pfi své ¢innosti vzdy rozhoduje sborové. '’

Dne 4. fijna 1948 byla na schazi Kulturni rady
UV KSC shleddna dosavadni ¢innost FIUSu jako
zastarala a neefektivni, nedostdvajici ndrokim
politickych pozadavki v rdmci pripravované cen-
tralizace filmové dramaturgie. Sbor mél byt pu-
vodné jen reorganizovan, ale na schiizi Kulturni
rady UV KSC konané 11. fijna 1948 padl névrh
na zruseni sboru a jeho nahrazeni jinym orga-
nem.'? V listopadu 1948 byla zfizena Ustfedni
dramaturgie vyroby dlouhych hranych filmt a po
reorganizaci, provedené nedlouho poté, se nej-
vy$$im poradnim orgdnem ministerstva stala Fil-
mova rada."”

Pro badatele asi nejpfinosnéj$im a zaroven nej-
vice zastoupenym typem dokumenti ve fondu
jsou posudky filmovych scénarii, povidek a nd-
métl, o nichz ¢lenové sboru jednali mezi biez-
nem a zafim 1948. Archivni fond déle obsahuje
opisy dekretu, zvlastniho statutu a jednaciho fadu
s fadou rukopisnych poznamek a navrh, seznam
¢lent sboru a dvanact prezencnich listin. Ve fon-
du jsou v mnozstvi nékolika jednotlivin zachovi-
ny i dokumenty souvisejici s odbornou ¢innosti
nékolika pavodci uzce spolupracujicich s FIU-

Sem.'#

Jifi Kutil

7) Tamtéz.

8) Mistopredsedou FIUSu byl po celou dobu jeho existence Konstantin Biebl. Na misté tajemnika se vystridali
Roman Hlava¢ a Jan Pos$. Cleny FIUSu postupné byli Antonin Martin Brousil, Martin Fri¢, Vaclav Hanus, Jifi
Hendrych, Frantisek Hrubin, Véclav Kadlec, Julius Kala$, Arno$t Klima, Jan Stanislav Kolar, Karel Konrad, Vi-
1ém Kun, Jifi Lehovec, Marie Majerova, Antonin Matéj Pisa, Jaroslav Pricha, Jindfich Plachta, Marie Pujma-
nova, Bohdan Rossa, Jifi Srnka, Vladimir Smeral, Bohumil Stépének, Ladislav Stoll, Otakar Vévra a Jan Zazvor-
ka ml. Udaje byly prevzaty z piehledu filmového hospodafstvi: ]. Havelka,c. d,s. 10,28.]. Havelka,
Ceské filmové hospodarstvi 1945-1950. Praha: Cesky filmovy ustav, 1970, s. 47.

9) NFA, f. FIUS, ref. ozn. 1/2/1//1, Jednaci fad FIUSu

10) Milan Noha¢, Mluvili jsme s pfedsedou FIUSu min. radou Jifim Mafankem. Filmové noviny 1, 1947, ¢. 27
(5.7.), s. 3. Filmovy umélecky sbor. FIUS na obranu své ¢innosti. Filmové noviny 1, 1947, &. 48 (29. 11.),5. 4. ].
D. Pravomoc, naméty, kritika. Filmové noviny 2, 1948, ¢. 20 (14. 5.), s. 4.

11) Filmovy umélecky sbor. Prohldseni FIUSu. Filmové noviny 1, 1947, ¢. 15 (12.4.), 5. 1.

12) Ivan Klime$, Kulturni rada UV KSC o filmové dramaturgii 1948-1949. Iluminace 12, 2000, ¢. 4, s. 140-149.

13) V.A. Sefrana,c.d,s. 65.

14) Jedna se o Aprobaéni komisi, Syndikat ¢eskych filmovych umeélct, Syndikat ceskych spisovatelt, Syndikat Ces-
kych skladateld, Spravni sbor pro hospodafské a finan¢ni véci filmového podnikdni a Ministerstvo informaci.
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Archivni pomiicky oddéleni pisemnych archivalii NFA on-line

V poslednich letech se stalo standardem zpfi-
stupniovani archivnich pomicek (pfedeviim
inventafu a katalogu) fondu a sbirek na interne-
tovych strankach archivi,” popfipadé na interne-
tové strance spoleéné pro nékolik partnerskych
instituci.? Zvetejnéni archivnich pomticek on-
-line je prospésné jak pro badatele, tak pro archi-
vife — o tom nemuze byt sporu. Proto se i oddé-
leni pisemnych archivélii Ndarodniho filmového
archivu (dile jen OPA NFA) rozhodlo zvefejnit
vSechny schvélené archivni pomicky na interne-
tovych strankdach NFA.

Na adrese http://nfa.cz/cz/sbirky/sbirky-a-fon-
dy/ nalezne badatel v sekci Pozustalosti (http://
nfa.cz/cz/sbirky/sbirky-a-fondy/pozustalosti/)
53 inventara k osobnim fondim napf. Vladimira
Cecha, Jindficha Brichty, Martina Fric¢e, Vladimi-
ra Slavinského ¢i Frantiska Vlacila. Obdobné
v sekci Fondy instituci (http://nfa.cz/cz/sbirky/
/sbirky-a-fondy/fondy-instituci/) je k dispozici
64 inventafi k fondim filmovych vyrobnich
a distribu¢nich spole¢nosti, kin a profesnich
sdruzeni z oboru kinematografie z obdobi do
roku 1945, Jsou mezi nimi vyznamné produkéni
a distribuéni spole¢nosti, jako napf. Aktuali-
ta, Elektafilm, Host, Lucernafilm, Nationalfilm,

Prag-Film (A-B), Ufa-Film ¢i Bratfi Deglové. Po-
sledni sekci, v niz badatel nalezne inventare, jsou
Varia (http://nfa.cz/cz/sbirky/sbirky-a-fondy/va-
ria/) obsahujici inventafe k deviti sbirkam. Zde je
tfeba pfedev$im upozornit na sbirku Filmové in-
stituce — varia, kterou by nezasvéceny badatel
hledal spi$e v sekci Fondy instituci.

Viechny archivni pomiicky jsou zvefejnény ve
formdtu PDF a podléhaji autorsko pravni ochra-
né. Neni proto dovoleno kopirovat napiiklad
uryvky ¢i celé kapitoly z uvodi a vyddvat je za
vlastni texty. Pocet zvefejnénych pomficek se
bude neustéle zvySovat v souvislosti s kontinual-
nim poradanim dosud nezpracovanych fondu ¢i
sbirek. V rubrice ,,Ad fontes™ ¢asopisu Iluminace
jsou ¢tendfi jiz nékolik let seznamovani s nové
zpracovanymi fondy ¢i sbirkami. Pomticky k nim
vzdy naleznou i na vy$e zminénych strankach.

Zptistupnéni zpracovanych fondi a sbirek, ve
kterych se badatel i archivaf muze orientovat pra-
vé prostfednictvim pomicek, je globdlné omeze-
no na archivalie starsi tficeti let” a u osobnich
fond rovnéz individudlnimi podminkami jed-
notlivych akvizi¢nich smluv a zdkonem o ochra-
né osobnich udaji.” Zptistupnéni archivalii v ba-
datelné OPA NFA upravuje také badatelsky rad

1) Napt. Statniho oblastniho archivu Praha, viz http://pomucky.soapraha.cz/ ¢i Moravského zemského archivu

v Brné, viz http://www.mza.cz/pomucky.

2) Napi. pomiicky Ndrodniho archivu, Knihovny Ndrodniho muzea a Literarniho archivu Pamétniku néarodniho
pisemnictvi badatel nalezne na http://www.badatelna.eu/.
3) Dle zakona ¢. 499/2004 Sb., o archivnictvi a spisové sluzbé a o zméné nékterych zakond, ve znéni zakona

¢. 167/2012 Sb.
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(http://nfa.cz/cz/sbirky/zpristupneni/pro-bada-
tele/). Vyse popsané v praxi znamend, Ze si bada-
tel dle pomticek vybere archivilie, ve kterych by
chtél badat, a kontaktuje pracovniky OPA NFA.
Neni-li nahlizeni do archivalii limitovano vyse
uvedenymi zékony a akvizi¢nimi smlouvami, do-
mluvi se badatel s pracovniky na terminu navste-
vy badatelny. *

V jednotlivych sekcich internetovych stranek
se badatel zaroven dozvi o existujicich nezpraco-
vanych fondech a sbirkich uloZenych v OPA
NFA, které na zpracovani a vyhotoveni pomticky
teprve Cekaji. Jedna se pfedevsim o fondy filmo-
vych instituci z obdobi po roce 1945, jejichz roz-
sah nékdy vyzaduje az nékolikaletou préci archi-
véfl. V pripadé potreby badat v nezpracovanych
fondech a sbirkach je nutné pozadat o udéleni vy-
jimky s odivodnénim zadosti a pfesnym vyme-
zenim tématu studia. Navod k zadosti je k dispo-
zici v kazdé ze sekci.

Vétime, Ze zpfistupnéni archivnich pomucek
badatelim prostfednictvim internetovych stra-
nek NFA povede k vyssi informovanosti badatel-
ské verejnosti o fondech a sbirkach v pé¢i OPA
NFA a zaroven usnadni a urychli prici badatelim
i archivaram.

Marcela Tyfova

AD FONTES

4) Zakon ¢. 101/2000 Sb., o ochrané osobnich udaji a 0 zméné nékterych zakona.

5) Badatelna OPA NFA sidli na adrese Praha 1, Bartoloméjska 11 (Konvikt). Badatelské dny jsou stfeda (11-20h)

a ¢tvrtek (9-18h).
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Addressing the Russian Other
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Ewa Mazierska — Lars Kristensen — Eva Niripea (eds.),
Postcolonial Approaches to Eastern European Cinema: Portraying Neighbours on Screen.

London: I.B Tauris & Co Ltd. 2014.

It is just about the time for academics to turn
their attention to examining Eastern European
cinema from a postcolonial perspective and, by
re-thinking and overcoming Eurocentrism, im-
verialism, ethnocentrism and the well-known
West-and-the-Rest” opposition, begin to evolve
a colonial discourse that omits the old ‘white/
Occidental’ versus non ‘white/Oriental’ dichoto-
my.” There has been a great need for new ap-
proaches in film studies that transcend the con-
ventional rhetoric of the dominant-subjected/
centred-peripheral representation and, after the
well-known investigations on Francophone,”
Asian,” or Latin American cinema,” comes out
with the postcolonial study of a less analyzed ter-
ritory, although, as the editors of Postcolonial
Approaches to Eastern European Cinema pin-
point, examining Eastern Europe as a geo-politi-
cal territory that has been colonized by the Soviet
Union is a controversial task. This is to say that

the Eastern European countries were already
postcolonial when they got seized by Russo-
Soviet power. Furthermore, the level of the
USSR’s control and oppressive measures had dif-
ferent faces in the Baltic States, Yugoslavia and
the Central European countries, thus, the socio-
political, cultural, national, economic and even
religious differences among the satellite countries
and the way they comprehended Marxist ideolo-
gy makes it difficult to consider them as one. This
diversity as well as the difference from the classi-
cal colonies and, — as the editors bravely note —
the West’s ‘sympathy towards the Soviet political
project’® caused the lack of postcolonial ap-
proaches towards Eastern Europe. Consequently,
the primary aim of Postcolonial Approaches to
Eastern European Cinema is to fill up this gap and
contribute to film studies with providing postco-
lonial readings of Eastern European national cin-
emas by linking ‘colonialism/postcolonialism in

1) Edward Said, Orientalism (New York: Pantheon, 1978).

2) Robert Stam, Louise Spence, ‘Colonialism, Racism and Representation, Screen, vol. 24, no. 2 (1983), pp. 2-20.

3) Dina Scherzer, Cinema, Colonialism, Postcolonialism: Perspectives from the French and Francophone Worlds
(Austin: University of Texas Press, 1996); Samba Diop, African francophone cinema (New Orleans: University
Press of the South, 2004).

4) Wimal Dissanayake (ed.), Colonialism and Nationalism in Asian Cinema (Bloomington: Indiana University
Press, 1994).

5) Charles Ramirez Berg, Latino images in film: stereotypes, subversion, & resistance (Austin: University of Texas
Press, 2002); Chon A. Noriega (ed.), Chicanos and Film: Representation and Resistance (Minneapolis: University
of Minnesota Press, 1992).

6) Ewa Mazierska, Lars Kristensen and Eva Niripea (eds), Postcolonial Approaches to Eastern European Cinema
(London: 1.B Tauris & Co Ltd, London, 2014), p. 16.
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Eastern Europe with the concept of neighbour-
hood.” Consequently, the eleven studies of the
collection are connected by focusing on the rela-
tion of ethnic groups in the post-socialist coun-
tries and the self-determination and identity of
Eastern European nations.

The collection’s first study addresses the
post-communist representation of Poles in
German cinema by mainly focusing on Kaspar
Heidelbach’s PoLskr CrasH (1993).
Kopp® provides a multiple, detailed spatial analy-

Kirstin

sis of the film, arguing that after Germany’s unifi-
cation, the border with Poland had become
a ‘threat that is either successfully staved off by
[...] Germany [...] or that seeps into East German
space, exploiting its economically and socially
weakened position’” Accordingly, Kopp explains
the socio-historical background of the Poles’ neg-
ative image as primitive, dangerous Naturvolk in
German context and examines the neighbour’s
representation as criminal in the cinema of the
1990s. Consequently, she argues that in PoLsk1
CRrasH the Polish ‘urban space becomes marked
by an almost Kafkaesque illegibility of power
structures and of the identities of individuals
within the system,"” thus meaning a site of decay
for the male protagonist. However, as Kopp con-
cludes, there has been a shift in Poles’ negative
representation in the 2000s and the Eastern
Other tends to be illustrated as more equal in
Germany’s contemporary cinema.

The next essay shows the other side of the coin
and deals with the representation of Germans in
Polish communist and post-communist cinema.
Focusing on the latter, Ewa Mazierska'’ brings
examples that did not follow the conventional

HORIZON

post-war representation of Germans as aggres-
sive, ruthless Nazi soldiers (Wanda Jakubowska’s
OstaTni ETAP /The Last Stage/, 1948 or Filip
Bajon's Magnat /The Magnate/, 1986 for in-
stance), furthermore, when examining the post-
communist Polish cinema, she draws attention to
the positive images of Germans in Roman
Polanskis THE Pianist (2002) and Wojtek
Smarzowskis Roza (2001). In addition, she
offers a stimulating analysis on Franz Maurer’s
hybrid, Polish-German, Western-Eastern identi-
ty in Wiadystaw Pasikowski’s well-known Psy
(Dogs) (1992) who, despite his role as communist
secret agent, acts as a sympathetic character that
is easy to identify with. Mazierska also notes that,
due to the good political relationship between
Germany and Poland after 1989, the previously
prevailing negative image of Germans has been
taken over by Russians that now serve as main
enemies and the indicators of the nation’s suffer-
ing. Similarly to Mazierska, Petra Hanakova'? in-
vestigates the role of Germans as well and con-
centrates on the representation of the Sudeten
ethnic in Czech cinema by arguing that, albeit the
last decade has somewhat changed the way films
picture the German-Czech relation, it could not
fully reveal the complexity of it yet. What is for
sure, the ethnic Germans’ negative image is con-
tinuously being challenged since the system
change that Handkova has depicted in three ex-
amples that all visualize this shift differently.
Thus, whether questioning the necessarily guilt of
Germans (Jan Hrebejk's Divibep WE FaLL /
Musime si pomdhat/, 2000), trying to challenge
Sudeten stereotypes (Marek Najbrt's CHAMPIONS
/Mistfi/, 2004) or bring new perspectives (Juraj

7) Ibid., p. 20.

8) Kirstin Kopp, “If your car is stolen, it will soon be in Poland”: criminal representations of Poland and the Poles
in German fictional film of the 1990s, in Mazierska, Kristensen and Naripea (eds), pp. 41-67.

9) Kopp, p. 43.
10) Kopp, p. 51.

11) Ewa Mazierska, ‘Neighbours (almost) like us: representation of Germans, Germanness and Germany in Polish
communist and postcommunist cinema, in Mazierska, Kristensen and Niripea (eds), pp. 67-91.
12) Petra Handkova, “I'm at home here”™: Sudeten Germans in Czech postcommunist cinema, in Mazierska,

Kristensen and Naripea (eds), pp. 91-115.
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MiLL
mlyn/, 2010) into Czech cinema, the country’s

Herz’s HABERMANN'S /Habermannuv
filmmaking has been so far unable to break the
ties with the stereotypes according to the German
minority and could not explore ’the vicissitudes
of national proximity as a product of colonial en-
counter.'?

In the next chapter, Peter Hames'" examines
the Slovak romantic hero, Juraj Janosik’s figure in
Czech (JANOSIK, Martin Fri¢, 1935), Slovak
(JANOSIK, Jaroslav Siakel, 1921), Polish (JaANOSIK,
Jerzy Passendorfer, 1973) and finally Polish-
Slovak (JANOSIK: PRAWDZIWA HISTORIA /Janosik;
A True Story/, Agnieszka Holland and Kasia
Adamik, 2009) context. Accordingly, Hames fol-
lows the transformation of Janosik who first
stands for the legendary, nationalist hero but lat-
er becomes a more complex, albeit less powerful
figure in Holland’s adaptation. Thus, Janosik
slowly loses his connections to his Slovak identity
and becomes a Hollywood-like, transnational
hero.

After putting forward the post-Czechoslovak
and German postcolonial sphere, the collection’s
attention turns to south. Accordingly, John
Cunningham' discusses Romanias role in
Hungarian cinema, with special focus on the
post-2000 Hungarian filmmaking that produced
four movies (Robert Pejo’s DALLAS PASHAMENDE,
2004; Csaba Bollok's Iszka utazAsa /Iskas
Journey/, 2007; Kornél Mundruczd’s DELTA,
2008 and Peter Strickland’s KATALIN VARGA,
2009) that are set in the neighbour country.
Cunningham argues that these films shed a nega-
tive light on Romania with picturing it as an
isolated, primeval territory of ‘grinding poverty
and hopelessness'® where people struggle for
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daily living. Surprisingly, the author drops out
Marian Crisan’s MORGEN (2010) from the investi-
gation, nevertheless it could have added new
perspectives to his study on Hungarian/
Transylvanian-Romanian relations. Apart from
this, Cunningham’s notes on Romania’s represen-
tation are remarkable, albeit sometimes confron-
tational as none of the films deal with concrete
space-time coordinates and it seems like these
filmmakers concentrate on the deserted, dismal
landscape, rather than treating it as a territory of
the Romanian Other.

In the following chapter, Elzbieta Ostrowska'”
analyses the Balkan’s representation in Wiadystaw
Pasikowski's Psy 2: OstaTtnia krREw (Dogs 2,
1994) and DEMONY WOJNY WEDLUG GOl
(Demons of War According to Goya, 1998).
Ostrowska argues that the films' Polish and
Balkan characters define each other, the former
accommodating itself to West while positioning
the post-Yugoslav Other as belonging to East. The
author underlines this dichotomy by bringing
several examples for the narrative patterns of
Western war films that correspond to Pasikowski’s
cinematic representation. After the fascinating
comparison of Western and Polish filmic iconog-
raphy, Ostrowska analyses the role of mediated
images in DoGs 2, highlighting Pasikowski’s dis-
trust towards treating war footages as commodi-
ty, thus refuting the Polish side’s absolute identifi-
cation with West. What is born this way is an in-
between position, which is further scrutinized by
the sexual representation of both films. Ostrowska
offers a remarkable textual analysis on the
Western, masculinist supremacy that the Polish
protagonists take on but again refuses the idea of
the male characters’ total identification with West

13) Hanakova, p. 110.

14) Peter Hames, ‘Janosik: the cross-border hero) in Mazierska, Kristensen and Naripea (eds), pp. 115-147.
15) John Cunningham, ‘From nationalism to rapprochement? Hungary and Romania on-screen, in Mazierska,

Kristensen and Naripea (eds), pp. 147-175.
16) Cunningham, p. 165.

17) Elzbieta Ostrowska, ‘Postcolonial fantasies: imagining the Balkans: the Polish popular cinema of Wladystaw
Pasikowski, in Mazierska, Kristensen and Niripea (eds), pp. 175-201.
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and states that ‘the traditional model of Polish
masculinity (...) continues to confine the Polish
subject as he moves uncertainly between the
Western and Eastern poles of the postcommunist
ideological order in Europe.'®

The next two chapters concentrate on the
Balkans. Spela Zajec' examines post-Yugoslav,
Serbian cinema and Serbs’ self-representation as
heroic figures that defended Europe from Muslim
influence (Boj Na Kosovu /The Battle of
Kosovo/, Zdravko Sotra, 1989) and whose crimes
are depicted as less serious compared to other
ethnicities (LEPA SELA LEPO GORE /Pretty Village,
Pretty Flame/, Srdan Dragojevi¢, 1995). As Zajec
notes, in the films of the 1990s, the neighbour fig-
ure mostly attracts negative images while the
post-2000 Serbian cinema has brought changes in
introducing the neighbour as victim (CETVRTI
c¢ovek /The Fourth Man/, Dejan Zecevic, 2007).
Thus, as the author concludes, ‘nationhood and
neighbourhood narratives [...] in Serbia co-exist,
compete with and even contradict discourses
about the conception of the neighbour in Serbian
Vlastimir Sudar®"
Neighbour’s role in the Croatian film Nic¢yr sin
(No One’s Son, Arsen Anton Ostoji¢, 2008) and
provides a fascinating analysis on the post-Yugo-

cinema.*” dwells on the

slav ethnicities’ neighbourly and personal rela-
tions in the film. Accordingly, he argues that
Croatia’s inter-neighbour relations ‘collapsed vi-
ciously in Croatia,* in addition, the films point
out the neighbouring countries’ threat that ‘had

HORIZON

inscribed itself on the country’s interior psyche*
Consequently, Croatias neighbourly relations
have utterly fallen through.

The book’s Balkan section finishes with Bruce
William's*” investigation on the Albanian post-
colonial cinema through the textual reading
of KoLoNeL Bunker (Kujtim Cashku, 1998).
William reads Albania’s totalitarian past as a co-
lonial one that enforced fear and paranoia on the
nation during the Hoxha regime. He argues that
the film, drawing on the Polish woman’ story in
Razvop po ALBANSKI (Divorce Albanian Style,
Adela Peeva, 2007) and bunkerization, connects
these ‘two discourses of strangeness™ that open
‘ethno-nationalist sentiments and build dynamic
cross-cultural lines.”®

The collection’s final two essays concentrate on
the Russian Other. Lars Kristensen?” examines
the role of the Russian intruder into the
Mongolian neighbourhood in Nikita Mihalkov’s
UrGA (1991) and the way it creates a new,
post-Soviet identity that recalls Russia’s imperial
past while addressing its colonizer position.
Accordingly, through the outstanding textual
analysis of the film, Kristensen places Gombo’s
and Sergei’s friendship in a larger perspective,
thus pointing out their shared marginality that
places them between two forms of post-commu-
nism, the capitalist West and the socialist China.
Consequently, the film depicts two kinds of colo-
nialism, one ‘that the Russian Empire instigated
and the (neo-)colonial influence of Western

18) Ostrowska, p. 195.

19) Spela Zajec, “Narcissism of minor differences™ Problems of “mapping” the neighbour in post-Yugoslav
Serbian cinema; in Mazierska, Kristensen and Niripea (eds), pp. 201-227.

20) Zajec, p. 217.

21) Vlastimir Sudar, ‘New neighbours, old habits and nobody’s children: Croatia in the face of old Yugoslavia, in
Mazierska, Kristensen and Niripea (eds), pp. 227-253.

22) Ibid., p. 246.
23) Ibid., p. 246.

24) Bruce William, ‘The distant among us: Kolonel Bunker (1998) in a postcolonial context, in Mazierska,

Kristensen and Naripea (eds), pp. 253-277.
25) Ibid., p. 268.
26) Ibid., p. 271.

27) Lars Kristensen, “The “far east” neighbour in Nikita Mikhalkov’s Urga, in Mazierska, Kristensen and Niripea

(eds), pp. 277-303.
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hegemonies that holds sway over post-Soviet
Russia,”® arguing that, in order to find their roots,
the friends have to reject these power centres and
get connected to their ancestors.

Following the representation of the Russian
ethnic, Eva Niripea® portrays the role of Russian
females in three Estonian films. She argues that
the Soviet political thaw in the 1980s gave the
Baltic country a new impetus in filmmaking,
such as the topic of the relationship between na-
tive Estonians and non-native Russians living in
the same state. Accordingly, Niripea examines
the Slavic heroines in Leida Laiuss VARASTATUD
KOHTUMINE (Stolen Meeting, 1988),
Tho's VAATLEJA (The Birdwatchers, 1987) and
HALASTAJAODE — AINULT HULLUDELE (The
Sister of Mercy — Only for the Crazy, 1990).
Similarly to Kristensen, Niripea highlights the

Arvo

marginalized, disempowered position of the
Russian protagonists and the rootedness of the
Estonian characters, thus rejecting the nationalist
stereotypes and the colonialist dominant-subject-
ed opposition. As the author correctly notes, the
films testify that ‘any post-colonial situation is
deeply affected by other form of domination be-
sides those induced by colonialism .

Niripeas concluding remarks address the
whole Eastern European corpus of moving imag-
es as none of the neighbourly conflicts can be ful-
ly reduced to and explained with colonial motiva-
tions. However, the area’s postcolonial reading
can successfully contribute to a better under-
standing of the post-socialist cinema and the
Postcolonial Approaches to Eastern European
Cinema is an excellent, multifaceted first step to-
ward this. The editors proved the effectiveness of
postcolonial approaches in post-soviet film that
can be broadened with the study of other nation-
al cinemas such as Bulgaria, Slovenia, Lithuania,

Bosnia and Herzegovina or Latvia that are all
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omitted from the book. Also, although the
Postcolonial Approaches to Eastern European
Cinema concentrates on the concept of neigh-
bourhood, the approach itself might call for sev-
eral further points of investigation. With the
growing number of Eastern European migrants
and diaspora, a new post-socialist/neo-colonized
generation is being born, with hybrid and double
identities, that sets the power relationship be-
tween Russia and the satellite countries in a new
context, which encourages us to re-position the
Other. Correspondingly, thanks to the political
merge of East and West Europe and the econom-
ic integration of post-socialist territories, the is-
sue of languages (Russian vs. English and
German), human trafficking, the exploitation of
Eastern European territories and the national
cinema’s (lack of) reaction to these have become
accurate topics. This is to say that, besides work-
ing on our conception with colonial Russia and
Eastern European satellite-countries, we also
have to look at the area’s current position within
the European Union, thus analyzing the post-so-
cialist region in a broader, post-neo-colonist
framework that might help us with further inves-

tigations.

Anna Batori

28) Ibid., p. 281.

29) Eva Niripea, ‘The women who weren't there: Russians in late Soviet Estonian cinema, in Mazierska, Kristensen

and Naripea (eds), pp. 303-327.
30) Ibid., p. 320.
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Kratky Cesky film 30. aZ 50. rokov v piatich hlbokych nadychoch

Lucie Cesalkova, Atomy vécnosti. Cesky krdtky film 30. az 50. let.

Praha: Narodni filmovy archiv 2014.

V sucasnej ére multimédii, digitalizacie a ve-
mozného spristupnovania neaudiovizudlnych
i audiovizualnych pramenov by sa mohlo zdat, ze
pisat dejiny $pecifickych filmovych Zanrov, fo-
riem alebo filmarskych praktik nikdy nebolo
vdacnejsou ulohou. Dostupnost a mnohost mate-
ridlov je obrovskou vyhodou, ale moze byt aj pas-
cou. Otazka metody, ale aj samej Struktury histo-
riografickej prace potom predstavuje o to viacsiu
vyzvu a dobrodruzstvo. Aky uhol pohladu zvolit?
Co skimat? A v neposlednom rade: ako usporia-
dat masu udajov, faktov, postrehov a zisteni tak,
aby nasmerovala ¢itatelski pozornost na skima-
né aspekty v ich komplexnosti, a nezahltila ju pri-
tom mnozstvom informécii takmer znemoznuju-
cich vnimanie?

Lucie Cesilkova pri pisani svojej monografie
Atomy vécnosti stala presne pred takouto naroc-
nou, a zaroven vylozene dobrodruznou ulohou.
Nie ndhodou vstup do jej knihy zdobi dvojité
motto. Warburgov citét, ,,Co se ostatnim zda byt
okrajovou zvla$tnosti, je pro mne tim, co urcuje
mij smér®, v Cesalkovej pripade poukazuje na
vyskum dosial pomerne ¢asto opominaného fe-
noménu Ceskej kinematografie — kratkych fil-
mov, tzv. ,,dodatkov® a ich formalnych, stylistic-
kych a rétorickych aspektov, ale aj dobovej
recepcie.

Od vyskumu ,dodatkov® sa odvija aj vyskum
kinematografickych institucii, ktoré sa produkcii
kratkych filmov venovali. S vyskumom ucelu

tychto ,,atébmov vecnosti® totiz nevyhnutne suvisi

aj $tudium ich poslania, presnejsie ich funkcie,
a tym padom aj posolstva, ktoré do nich chceli
vlozif objednavatelia — $tat, jednotlivé minister-
stva, organizacie alebo ustanovizne, ktoré v nie-
ktorych pripadoch filmy aj samy produkovali.
S tym sa dalej spaja skimanie vychovnych a vzde-
lavacich stratégii Statu, zastipeného jednotlivymi
indtiticiami, i skimanie jeho socidlnych praktik.

Lucie Cesalkova definuje kratky film v prvom
rade ako film ,,spolocensky zodpovedny* (s. 19).
Je to film s poslanim $irit véeobecne uznavané
hodnoty ¢i apelovat na ob¢ianske povinnosti ve-
dice k prospechu vietkych. Od ,,okrajovej zvlast-
nosti* sa tym dostdvame k pomerne zasadnym
veciam.

Druhy citat z Cesalkovej motta, slavny vyrok fi-
lozofa a matematika Alfreda Korzybskeho ,,Mapa
nie je uzemie, sa dotyka samej problematiky
vedeckého vyskumu a spoznavania predmetu
badatelovho zdaujmu. Formuluje aj jeho limity —
nevyhnutnu filtraciu skuto¢nosti nasimi kogni-
tivnymi schopnostami a jej redukciu na reprezen-
taciu, schému, ¢i na zjednoduseny (historicky)
narativ, postaveny na vysledovani véeobecnych
trendov potvrdenych konkrétnymi prikladmi.

Tento sebareflexivny rozmer Cesalkovej price,
vedomie redukcie a zovieobecnenia, ostatne ba-
dat aj v neustalom komentovani a zdévodnovani
zvolenej metody a v neustalom znovuzameriava-
ni (svojej i Citatelskej) pozornosti na sledované
aspekty. Napriek relativne izkemu casovému in-

tervalu, ramcovanému prvou polovicou 30. a pr-
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vou polovicou 50. rokov 20. storodia, a zacieleniu
vylu¢ne na kritkometrdznu formu, sa totiz Lucie
Cesalkova v knihe venuje viacerym velkym té-
mam a nebrani sa odskokom do dejin idei, repre-
zentdcii a praktik, k pojmom ndroda a $tatnosti ¢i
k interpretdcii dejin. Zaroven vi¢$inu svojich zis-
teni neustale kontextualizuje a dopliia pramenny-
mi zdrojmi, prepdja s dal$imi javmi a tieto prepo-
jenia precizne zdévodnuje.

Nie je preto nihoda, Ze okrem ,,Prologu” je kni-
ha vybavena aj starostlivym, takmer 40strano-
vym ,,Uvodom", v ktorom Cesalkova predstavuje
svoju metodoldgiu, klu¢ k vyberu filmov — na-
kratenych i tych zamyslanych —, a popisuje pra-
cu so zdrojmi, s terminmi i s konceptmi. Zd4 sa,
ze takato dokladnd priprava citatela na samo ¢ita-
nie je typicka pre brnenskd filmovohistorickd
Skolu (metodologickych a sebareflexivnych ko-
mentdrov, a tiez vole k doslednej kontextualizacii,
je plnd aj kniha Petra Szczepanika Konzervy se
slovy o pociatkoch zvukového filmu v ¢ceskom
prostredi 30. rokov 20. storocia), respektive pre
kazdu historiografiu ponatu — povedané s Fran-
cescom Casettim — ako tedria pola.

Jadrom knihy Atomy vécnosti je pat rozsiahlych
kapitol, ¢i skor tematickych casti vymedzenych
podla zakladnych funkcii, ktoré boli kratkemu
filmu postupne pripisované a ktoré Lucie Cesdl-
kova zhrna takto: ,vychova k védéni ¢i poznini,
vychova k ob¢anstvi, vychova k praci, vychova ke
vkusu a vychova filmovych pracovnika® (s. 28).
Pidt Casti tak predstavuje pit transverzdlnych re-
zov viac ako troma desatrociami ¢eského kratke-
ho filmu, a s nim nepriamo aj pat sond do ¢esko-
slovenskej spolo¢nosti, jej institicii a ich hodnét.

Struktira knihy nie je primarne podriadend
chronoldgii. Lepsie povedané, nie je to chronolo-
gicky usporiadané rozpravanie o vyvoji ¢eského
kritkeho filmu od dvadsiatych rokoch po polovi-
cu rokov patdesiatych. Ide totiz o pit hibkovych
ponorov do jednej hlavnej témy — o pit sond,
ktoré navyse nie su nevyhnutne vedené paralelne,
takze sa v niektorych momentoch moézu stretnut,

pretat, narazit na udaje relevantné aj pre tematic-
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ky trochu inak zameranu sondu. Vysledkom toh-
to pretatia viak nie je zdvojovanie informacii, ale
dvojita kontrola a potvrdenie ¢i upresnenie pred-
chadzajucich zisteni.

V prvej casti, nazvanej Skola oportunismu, po-
ukazuje autorka na voviazanost tvorcov kratkych
filmov — najma v ¢asoch obnovenej povojnove;
Ceskoslovenskej republiky — do réznych inititu-
ciondlnych vztahov, takze pripravu a produk-
ciu kratkych filmov definuje v prvom rade ako
tvarovanie latky smerom k vyslednému tvaru
podla potrieb alebo poziadaviek zadévatela ob-
jednavky. Zaroven filmovy material definuje ako
potencidlne recyklovatelny, ako prispevok k roz-
Sirujicemu sa archivu tematickych ¢i motivic-
kych zdberov. Druha ¢ast knihy, ,Vic vidét — vic
védét’, je venovand filmu ,kultirnemu®, teda
vzdeldvaciemu, ale aj vedeckému a popularno-
-vedeckému filmu, a je z celej knihy najrozsiahlej-
$ia. Na ploche viac ako 80 strén v nej Lucie Cesal-
kova prvykrat zostupuje az k zaciatku 20. rokov
a sleduje napriklad genézu $kolského filmu, vyu-
ziteIného ako u¢ebna pomdcka pri vyklade. Zéro-
ven sa venuje aj prvym pokusom o spolupricu
stikromnych produkénych spolo¢nosti so $titny-
mi alebo verejnymi institiciami (projekt Nérod-
nej galérie filmovej, filmy pre Vystavu sidobej
kultary v Brne v roku 1928), ale aj produkcii fil-
mov samotnymi $tatnymi indtiticiami, akymi bol
napriklad Vojensky technicky ustav alebo jednot-
livé ministerstva ¢eskoslovenskej vlady od polo-
vice 30. rokov az do obdobia Protektoritu, ale
aj neskor, uz v ramci postatnenej kinematografie.

V tejto Casti do popredia vyznamne vystupuje
fakt, Ze sa Lucie Cesdlkovd viac ststreduje na
kontinuity a na pozvolné, vobec nie prudké pre-
meny filmu, nez na periodizaciu vymedzent mil-
nikmi politickych dejin, ktorou sa dejiny filmu
ete doneddvna ¢asto nechavali (z)viest. Zaroven
sa pristavuje pri konkrétnych autoroch, ktori
z dnedného, ale i stivekého hladiska predstavovali
to najvyznamnejsie a zaroven do istej miery to ty-
pické, ¢o charakterizovalo dané obdobie. Taky-
mito filmarmi, ktorym Cesalkova v ramci kapito-
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ly venuje pomerne rozsiahle pasdze, su napriklad
Karel Plicka ¢i V. J. Stanék.

Tretia Cast knihy, nazvana ,,Jednej sprivné, ob-
Cane’, v tomto sledovani kontinuit pokracuje.
Osvetovy, vychovny film sa navyse velmi logicky
napdja na , kultiarny film*“ pertraktovany v pred-
chddzajuicej kapitole, ¢o v istom zmysle sluzi na
krizové overovanie hypotéz z predchadzajuce;
Casti textu. Zdravotna vychova, vychova k mater-
stvu, k Setrnosti, ale i k vlastenectvu a narodné-
mu povedomiu, realizovana prostrednictvom
krétkych filmov, je iicelom a ¢asto aj formou tizko
prepojend s didaktickymi zdravotnickymi ¢i his-
torickymi filmami, aké by mohli byt zmienené aj
v suvislosti so vzdelavanim alebo populariziciou
vedy. Napriek tymto podobnostiam sa v tejto ka-
pitole Lucii Cesalkovej podarilo velmi presne za-
chytit premenu rétoriky zameranej na budovanie
niarodného povedomia od ¢ias prvej Ceskoslo-
venskej republiky, cez obdobie Protektoratu, kde
sa Cesky nacionalizmus v rukich nacistov staval
ndstrojom na germanizaciu (s. 239), dalej cez ob-
dobie kritko po obnoveni Ceskoslovenskej re-
publiky, ktord sa vo¢i Nemcom nevyhnutne vy-
medzila, az po pofebruarovi éru, ktora uz bola
poznamenand ucelovou reinterpretaciou ¢i skor
dezinterpretaciu niektorych obdobi ceskej his-
torie.

Aj Stvrtd Cast, ,,Pisné prace", velmi logicky nad-
véazuje na ti predchddzajiucu. Od organizécie vol-
ného casu mladeze, od tém $portu, telovychovy
a s nimi spojenej vychovy k ob¢ianstvu v nej Lu-
cie Cesalkova prechidza k organizécii pracovné-
ho casu, k pracovnej moralke a k propagicii vy-
sledkov prace od prvej republiky, cez vojnové
¢asy, obdobie po oslobodeni, az po budovanie
lepsich zaciatkov. V nich si uz sledovanim for-
mélnych a narativnych riedeni niektorych filmov,
esteticky sa vymykajtcich dobovym $tandardom,
pripravuje podu pre poslednti ¢ast, venovanti ex-
perimentalnym trendom v kritkometraznom fil-
me, ,,Pokusy s vnimavosti®.

V nej jednak prepdja kratky film s dedi¢stvom
avantgdrd, ktoré v ¢eskom prostredi viedli k vzni-
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ku viacerych zaujimavych snimok, a zéroven ho
vsddza do kontextu viacerych umeleckych médii
najma poc¢zic, hudby a divadla. Vrcholné ob-
dobie takyto film zazil v ¢asoch prvej ceskoslo-
venskej republiky, v 30. rokoch navyse s podpo-
rou Masarykovho lidovovychovného dstavu.
V obdobi zdkazkového modelu vyroby iniciova-
nej ministerstvami sa experimenty presunuli do
sféry amatérskeho filmu, no s experimentalnym
filmom sa prekvapivo opit pocitalo v roku 1948
(s. 355), hoci experimentovanie s médiom napo-
kon dostalo priestor viac-menej len vo filme ani-
movanom a zostavalo devizou filmu amatérske-
ho. Zaujimavostou tychto dvoch ¢asti knihy je, ze
ich tempo sa zrychluje a dlzka sa v porovnani
s predchadzajucimi kapitolami skracuje. To ma
vedie k tomu, aby som sa v zavere pozrela aj na
sposob pisania Lucie Cesélkovej, na jej $tyl, na
nardbanie s prikladmi, skritka nielen na makro-
Struktdru textu, ale aj na jeho mikrostruktiru,
Jednotlivé casti totiz pozostavaju z tematickych
podkapitol, v ktorych sa odhaluje aj chronolo-
gicky a vyvojovy aspekt kratkeho filmu. Kazda
z piatich velkych casti obsahuje zhrnutie, ktoré
skondenzuje najdolezitejsie zistenia a vndsa tak
poriadok do inak trochu digresivneho spésobu
pisania Lucie Cesélkovej. Toto digresivne mysle-
nie Strukturuje aj zaradovanie tzv. ,fokusov*, kde
je »odbehnutie® k inej alebo k ciastkovej téme
ujarmené grafickym ramcom. Fokusy Cesalkovej
umoziuju poukdzat na $pecifické pripady, ktoré
ilustrujt, pripadne sa dokonca vymykaju beznej
praxi, no ktoré svojou nazornostou dotvdraju cel-
kovy obraz nielen kratkometrazneho filmu, ale aj
Cesélkovej myslenia. Jej §tyl totiz stoji za zmien-
ku. Analytické pasaze sa v iom striedaju so syn-
tetickymi, a zovieobecnenia podlozené vyskuma-
mi zase so zaujatim jednotlivostami. Je doslova
fascinujuce sledovat, ako sa z informacne hutné-
ho popisu produkéného kontextu didaktickych
filmov 30. a 40. rokov presunie k detailnému sku-
maniu ,,vynimky“ — estetickych atribatov filmov
Karla Plicku (s. 126-138), pripadne ako sa od
vieobecnych charakteristik protektoritnych fil-
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mov nabadajucich k recyklacii surovin dostane-
me ku krdsnej mikroanalyze metaforiky filmu
Huga Husku ZAR{ct TVAR (1943).

Lucie Cesdlkova mé dar pouzit konkrétny pri-
klad ako metonymiu, ako ndzornu ilustraciu vie-
obecného trendu ¢i zabehnutej praxe. Tieto me-
tonymické priklady jej pomahaju otvorit tému,
skocit do nej doslova ,,po hlave® a prudko potom
pokracovat do vicsich hibok ¢&i v ustrety rozlah-
lejsim priestorom. Kapitolu ,,Skola oportunizmu®
takto otvdra rozhorcenie reZiséra Jana Kavana
nad zdsahmi do jeho filmu Jizpa KRALU (s. 59),
kapitolu ,.Vic vidét — vic védét” zase otvori lovec-
ka metafora charakterizujtica okrem iného pracu
vedca, ornitologa a filmara V. |. Stanka (s. 103),
kapitolu ,Jednej spravné, obcane” zase slova
Frantiska Ledvinku z roku 1948 o podiele osveto-
vého filmu na politickej vychove k obcianstvu
(s. 196). Konkrétnost si Ziada kontext, a tak zaos-
trenie na detail zvacsa vystrieda sled velkych cel-
kov.

Cesalkovej pisanie mé teda vnutorné clenenie
podobné zéberovaniu alebo montazi viacerych,
niekedy réznorodych celkov. Vo velkej vacsine
pripadov je takdto ,dramaturgia“ Stastna. Jedi-
nym nie celkom vydarenym ,,strihom"” je zarade-
nie ,,Skoly oportunismu“ hned za ,Uvod®. Kedze
ide o kapitolu vyrazne postavent na povojnovej
organizacii vyroby kratkych filmov, citatelom
moze chybat prvorepublikovy kontext, ktory sa
detailne rozoberd az v nasledujucich castiach. Tie
véak na seba tak vyrazne nadvizuju, ze akékolvek
vsunutie ,,Skoly oportunismu® inde do textu mo-
nografie by bolo nasilné. Na samostatny fokus je
tato kapitola zase privelmi zdsadna, vzhladom na
to, ze poukazuje na casté kompromisy pri pripra-
ve a realizdcii kratkych filmov, na ich recyklova-
telnost a zaroven na jednu z funkcii kratkeho fil-
mu (vychovu buducich filmarov). A tak zostava
jedinym menej efektnym skokom do vod ceského
kratkeho filmu.

Celkovy vysledok Cesalkovej hibkovych pono-
rov do ceskej kratkometraznej tvorby je vSak viac
nez potesujuci. Napriek tomu, Ze mu z méojho po-
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hladu chyba aspon jeden fokus na fungovanie
slovenského kritkeho filmu, v ktorom napokon
v sledovanom obdobi posobilo aj viacero ¢eskych
filmidrov — nielen Karel Plicka, ale aj Karel Skfip-
sky ¢i pomerne krétko, v rokoch 1946-1949, Wal-
ter Sent —, a trochu monumentalnejsi zdver, sa
Lucii Ceséalkovej podarilo vytvorif v podstate cel-
kom novy obraz ceskoslovenskej audiovizudlnej
krajiny 30.-50. rokov 20. storocia. Tento obraz
neprotireci tomu, na ktory sme boli dosial zvyk-
nuti — nerusi, ani nezatienuje obraz, v ktorého
centre stoji ,velky”, dlhometraZzny, produkéne
i tvorivo celkom inak vznikajuci film. Mimoriad-
ne dobre ho viak doplna, vytvira mu iny, novy
kontext a v istom zmysle ho aj trochu inak nasve-
cuje. Kniha Atomy vécnosti je cennd nielen vdaka
vyskumu, ktory sa sustredi na mnoZstvo Siroke;j
verejnosti takmer neznameho filmovému materi-
dlu, ale aj vdaka tomu, Ze autorka zddrazniuje
kontinuity a sleduje pretrvavajuce praktiky, ktoré
jednoducho ,podplavali® medzniky politicke;
historie. Cesalkovej pohlad, zaostreny na zény
a rozhrania, tak hlada a nachadza paralely a sty¢-
né body tam, kde sme mali tendenciu ich prehlia-
dat. Obraz kratkeho ceského filmu je vdaka nemu
sviezi, novy i pésobivy.

Maria Ferenc¢uhova
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Amatérsky film v zemich vychodniho bloku

Konference Inédits v Praze (30. Fijna aZ 1. listopadu 2014)

Vznik evropské asociace Inedits: Amateur Films /
Memory of Europe v roce 1991 (tehdy pod na-
zvem The European Association Inedits) byl
vysledkem snahy o sjednoceni dosud spise soli-
térnich aktivit jednotlivct z fad archivni, akade-
mické a filmarské vefejnosti, soustfedicich sviij
profesionélni zdjem na oblast amatérskych a ro-
dinnych filmi. Inédits (v textu budu asociaci
oznacovat pravé timto slovem, znamenajicim ve
francouzstiné audiovizualni zdznam, ktery neni
primarné urceny ke komeréni distribuci a televiz-
nimu vysilani) se méla stat platformou sdruzujici
instituce i jednotlivce, filmové archivy, televizni
stanice, reziséry, producenty a akademické bada-
tele. Usili ¢lent asociace sméfovalo od pocatku
existence k podpoie vyzkumu, prezervace a ar-
chivace specifického druhu materidlu uzkych
formdti a k jeho ndslednému zhodnocovani,
druhotnému zpracovani a distribuci. Oblast ar-
chivnictvi v Inédits reprezentovaly spiSe regional-
ni, nikoli statni instituce, a i proto aktivity tohoto
sdruzeni stdle trochu zastavaji mimo primy vliv
mezindrodni archivni federace FIAF. Ostatné
FIAF v minulosti deklarovala sviij zajem o nepro-
fesionélni kinematografii spise formou obecnych
prohlddeni a vyzev, bez durazu na realizaci prak-
tickych kroki.

Co se tykd vztahu FIAF a amatérskych filma,
déjiny archivnictvi uvadéji jako vyznamnou uda-

lost kongres konany v roce 1997 v kolumbijském
pristavnim mésté Cartagena, kde se ¢dst progra-
mu zaméfila na dosud opomijenou oblast a na
nutnost jeji zdchrany.” Neni pfesné dolozeno,
jaky konkrétni dopad méla zde vedena diskuze na
dalsi politiku zucastnénych statnich archivi, nic-
méné Ceskd cesta k soustfedéné a trvalé pozor-
nosti o amatéry vedla pres obor ordlni historie
a projekt Galerie amatérskych filmaii, zazname-
navajici vzpominky byvalych aktivnich tviirct.
Béhem samotné realizace se néktefi z nich roz-
hodli svoje dila vénovat ¢i odprodat Narodnimu
filmovému archivu (dale NFA), véetné souvisejici
pisemné dokumentace (ndméty, scénare, diplomy
a ceny, ohlasy v dobovém tisku atd.), coz zname-
nalo bezprostfedni impuls, aby se NFA, instituce
specializovand na ochranu narodni profesionalni
produkce, zacala cilenéji vénovat také neprofesio-
nalni kinematografii, jejiz sbirka byla oficialné
ustavena v roce 2000. O Sest let pozdéji se NFA
stava ¢lenem Inédits jako jeden z mala statnich
archivi a také jako ojedinély reprezentant byva-
lych socialistickych zemi. (V samém pocatku exi-
stence Inédits méla vychodni Evropa zastoupeni
v nezavislém filmati a umélci novych médii Péte-
ru Forgacsovi a pozdéji v nékolikaletém ¢lenstvi
Hungarian Ethnographic Society.)

Kromé ptilezitostné spoluprace na jednotlivych
projektech je pravidelnou aktivitou Inédits kaz-

1) Jan-Christopher Horak, Out of the Attic: Archiving Amateur Film. Journal of Film Preservation 1998, ¢. 56,
5. 5053,
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doro¢ni setkani, které je vzdy vénovano jednomu
tématu. Mezi ta predesla patfila napiiklad Ama-
téri a televize (2005); Amatéfi filmuji historii
(2009); Amatérsky film: §ifeni a pfedavani audio-
vizudlniho dédictvi (2012). V minulém roce se
hostitelskou instituci stal NFA. Fakt, ze se setkani
Inédits poprvé konalo v nékteré z byvalych socia-
listickych zemi, spolec¢né s 25. vyro¢im padu Ber-
linské zdi urcily hlavni téma prazské konference
— Amatérsky film v zemich vychodniho bloku,
jez poskytlo prilezitost pozvat do Prahy badatele
a filmare ze statt s historickou zkusenosti komu-
nistické totality.

Prednaskovy program
Hlavni prednaskova ¢ast konference byla rozcle-
néna do 4 panelt. Z nich tfi se zaméfily na histo-
rické aspekty amatérského filmovani v dobovych
podminkach socialistickych stati. Zahajovaci pa-
nel Filmové deniky a rodinné filmy predstavil dva
ptiklady formadlné a obsahové vyhranéné oblasti
amatérského filmovani ¢asto zahrnujici nékolika-
hodinové kolekce natoceného materialu. Evzenie
Brabcova (absolventka FAMU) priblizila ucast-
nikaim filmafskou osobnost Ludvika Svaba na za-
kladé prizkumu rozsahlého filmového fondu da-
rovaného NFA pani Janou Rendlovou. Nejstarsi
¢ast této kolekce byla natocena jesté Svdbovym
otcem ve tficatych letech minulého stoleti, a to na
format 9,5 mm. Konferen¢ni prispévek se vénoval
povale¢cnym filmim (format 8mm a 16mm)
z obdobi 50. az 70. let. Z autorova pozoruhodné-
ho a rtznorodého vizudlniho deniku vyzdvihl
nékteré charakteristické tematické okruhy od
opakujicich se momenti natoCenych s prateli
v okoli bydlisté, pres casti spojené se Svdbo-
vym puisobenim v povéle¢né surrealistické skupi-
né az po pokusy o vlastni experimentalni tvorbu.
Martin Koerber (Deutsche Kinemathek) zvolil
analyzu amatérské kolekce zachycujici okamziky
kazdodenniho zZivota obyvatel mésta Potsdam, do
nichz se nendpadné prolinaji stopy aktudlni exis-
tence politicky rozdélené Evropy.

Druhy panel se tematicky zameéfil na amatér-

OBZOR 107

skou filmovou tvorbu vznikajici v ramci struktur
organizovaného hnuti podporovaného statem.
Na vyhody a soucasna nebezpeci manipulace fil-
mari totalitni moci upozornily pfipadové studie
vénujici se nejvétsimu polskému klubu SAWA
sidlicimu ve Varsavé (Magdalena Staroszczyko-
va, Museum of Warsaw; Paulina Haratykova, Ja-
giellonian University, Cracow), resp. historii
amatérského filmovani na Gzemi jednoho stitu
— Estonska, v obdobi jeho nedobrovolného pfi-
¢lenéni k Sovétskému svazu (Eva Niripe, Estoni-
an Film Archives).

Treti panel se vénoval amatérské kinematogra-
fii ze sociologického uhlu pohledu. Melinda
Blos-Janiova (Sapientia Hungarian University of
Transylvania) na prikladu rozvétvené filmarské
rodiny, ¢lend jednotlivych generaci, popsala for-
malni a tematické promény filmovéni z hlediska
spolec¢enského postaveni tviirct, pouZivané tech-
niky a organiza¢niho zdzemi. Jeji kolegyné Orso-
lya Téthova (Sapientia Hungarian University of
Transylvania) se zaméfila na obraz rodné Kluze,
urbanistickych ¢asti mésta, jak je na filmovy ma-
teridl zachytili profesiondlni a predev§im ama-
térsti filmari.

Posledni z pfednaskovych panelti dokumento-
val na konkrétnich piikladech aktualni situaci
v archivovini vysoce specifického obrazového
materialu (nejen) v byvalém socialistickém teri-
toriu, pricemz nabidl zajimavou konfrontaci pfi-
stupu zavedenych archivnich instituci — Monika
Supruniukova (Filmoteka narodowa), Nicolai
Giitermann (Austrian Film Museum). Tyto pfi-
spévky obohatily prezentace dvou filmart —
Jana Sikla a Marka Sulika, popisujicich osobni
zkusenost se sbérem a uchovavanim rodinnych
a amatérskych filmu, které oba vyuzivaji k vlastni
tvorbé, viz televizni projekty SOUKROME STOLETI
resp. KONZERVY CAsu.

Filmovy program

Dulezitou soucasti konference byly tfi filmové
projekce, z nichz kazda predstavila odlisny zpi-
sob prezentace star$ich amatérskych filmi sou-




108

ILUMINACE Roénik 27, 2015, €. 1(97)

¢asnému divakovi. Prvni ve¢er mél podobu poly-
ekranového predstaveni realizovaného za dopro-
vodu zivé hudby (Handa Gote). Navitévnici kina
Ponrepo se stali ucastniky autentického promita-
ni rodinnych filmi formatu 8 mm ze dvou dobo-
vych pfistroji umisténych v sale kombinovaného
s diaprojekci. Predstaveni nazvané PAN RomaN
sugestivné pfiblizilo atmosféru zivota Ceskoslo-
venska 60.-80. let prostfednictvim obrazového
zaznamu tehdejsich vefejnych a rodinnych ritua-
I, ktery stfihem a projekei ozvlastnil filmovy ex-
perimentitor Martin Jezek.

Italsko-britsky snimek VLAk po Moskvy po-
slouzil jako priklad klasického dokumentarniho
filmu, jenz se soustfedi na vypravéni individual-
niho Zivotniho pfibéhu. Z kontextu bézné doku-
mentarni produkce se vymykal mirou vyuziti ar-
chivnich amatérskych zabéru, které tvotily 90 %
promitaciho casu. Material natoceny kamerou
formétu Standard 8 mm byl uchovén a restauro-
van v jednom z c¢lenskych archivi Inédits: Home
Movies — Archivio Nazionale del Film di Famig-
lia, sidlicim v Boloni. Po projekci probéhla bese-
da s reziséry, F. Ferronem a M. Manzolinim, a se
zastupci archivu, ktery se podilel na digitalizaci
pouzitého obrazového materialu.

Posledni vecer byl vénovan tradi¢ni soucasti se-
tkani asociace Inédits — pasmu filma sestavené-
ho z prispévki clenskych archivi, tentokrit na
téma: Napric Zeleznou oponou. Jak naznacuje na-
zev, ,prazskd”“ kolekce se casové soustredila na
obdobi studené valky a tvofily ji obrazové materi-
aly z riznych zemi tehdejsiho socialistického blo-
ku natocené amatérskymi filmafi ze zipadni Ev-
ropy pfi turistickych a pracovnich cestich za
zZeleznou oponu. Filmovy materidl byl prezento-
vén v ptivodni podobé, jen ve vyjimeénych pripa-
dech upraveny (kraceny) dodate¢nym stfihem.
Kazdému z prispévka predchazel kratky uvod zd-
stupce doty¢ného archivu s informacemi o okol-
nostech vzniku filmu, jeho ziskani do archivnich
sbirek atd. Sbirku neprofesionalni kinematografie
NFA reprezentovaly dva tituly. Dokument Cas
SHROMAZDOVANI KAMENT (1968), ktery rezisér
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Rudolf Mihle natocil pfi navstévé zapadni ¢asti
Berlina, zachytil tizivou atmosféru mésta rozdé-
leného zeleznymi zitarasy a betonovou zdi. Dru-
hy snimek MEsTo MEHO sYNA (Vladimir Kunc,
1988) zaujal divaky nepredstiranym entuzias-
mem détského protagonisty konfrontovaného
s obrazy kazdodennosti chdtrajictho socialismu.

Cilem prazské konference Inédits, jejiz pred-
naskovy program probéhl v anglickém a fran-
couzském jazyce, bylo vytvorit prostor k setkani
a navazani casto prvnich profesionalnich kontak-
th mezi archivéfi, filmari a filmovymi historiky ze
zdpadni a vychodni Evropy, které spojuje zdjem
o amatérsky a rodinny film. Z pfednesenych pfi-
spévk a naslednych diskuzi vyplynulo, ze ve vét-
$iné vychodoevropskych zemi je ze strany statu
archivace amatérskych filmi dosud opomijena
a ze Ceska republika je v tomto ohledu vzacnou
vyjimkou. Loiiska prezentace Inédits v Praze tak
pfinesla pritomnym vychodoevropskym badate-
lim cenny impuls k rozvinuti jejich dosavadnich
aktivit a redlnou moznost budouci intenzivnéjsi
spoluprdce s jiz zavedenymi institucemi zemi za-
padni Evropy, v¢etné samotné Inédits. Naopak
rozdifeni asociace o nové cleny z byvalého vy-
chodniho bloku by do budoucna znamenalo vita-
né oziveni jeji ¢innosti.

Praiské konference se celkem zucastnilo pa-
desat akreditovanych zahrani¢nich hostd, mj.
z Francie, Némecka, Itdlie, Polska, Rumunska ¢i
Estonska. Skoda, ze se nepodafilo vzbudit vétsi
zdjem o navstévu této akce u ceské akademické
obce a mezi studenty specializovanych kateder
a ustavi, existujicich v ramci tfi tuzemskych uni-
verzit.

Jiti Hornicek
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Rezonance filmové staze

Pouziti filmové metody vede k neustalému ob-
novovini, béhem kterého mysl, neschopna se
nikdy uspokojit, presvédcuje sebe sama, Ze na-
podobuje se svou nestabilitou skutecny pohyb
realného. | kdyz se namaha az k hranici zavra-
té, miiZze skonéit svym odevzdanim se iluzi po-
hyblivosti; operace mysli viak nepokrocily ani
o krok, nebot setrvavaji tak daleko jako nikdy
od svého cile. Abychom postoupili s pohybuji-
ci se realitou, musime se v ni zaménit, musime
se umistit uvnitf zmény a pak uchopime naraz
oboji, zménu samotnou a postupujici stavy,
v kterych bychom mohli byt v kazdém oka-

mziku znehybnéni."”

Pohrouzeni se do zdanlivé nehybnosti filmové-
ho zabéru, jenz stazi vyvolava, je pro mne spoje-
no s pocitem nevsedniho vyznamu — s pocitem
pfibliZzeni se realité blize, nez dovoluje jakakoliv
jind zkusenost. Pavodni a¢inek nehybné stize
ovéem, jak ndm ho prezentuje Paul Schrader,”
sméfoval spiSe k opaku — k pfesahu skute¢nos-
ti, transcendenci. Pfedmétem mé disertacni pra-
ce je obhajit tezi, Ze filmova staze je unikétni vizu-
alni utvar, ktery je schopen vyvolat jedinecnou
intuici, jez sjednocuje obé tendence. Podstata
mého projektu je obsahem tohoto textu. Prvnim
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krokem je vymezeni a definice filmové stize
s ohledem na jeji aktudlni funkci v soucasném
filmu. (Staze je zde chipana nejen jako projev,
ale také /ve Schraderové smyslu/ jako disledek
ustrnuti filmového obrazu). Dalsi postup sméiu-
je k hlavnimu zdmeéru mé disertacni prace —
poukazat na jedine¢nou funkci filmové stéze, kte-
ra spociva ve vyvoldni fenoménu specifického
¢asu. Ten je iniciovan zlomem, vpadem ,,nehyb-
nosti“ pohyblivého obrazu do prostoru trvani fil-
mového pribéhu. Metodou analyzy konkrétnich
scén filmovych dél, spojenou s komentafem je-
jich tvirch, chci podpofit svou argumentaci,
ze tento Cas je radikalni formou ,obrazu-¢asu,
jehoz ucinek odkazuje pfimo k ontologickému
potencialu filmového obrazu. Na zakladé refe-
renci k soucasnym diskursim, sledujicim linii
Bergson-Bazin-Deleuze, chci poukazat na tfi ob-
lasti, které jsou bezprostfedné spjaty s trvanim
filmové stize. Tyto oblasti, na které poukazuji
v zdvéru textu, se tykaji elementirni promény
»hloubky prostoru“ filmu do diferencia¢ni roviny
filmového obrazu, déle vytvofeni kvalitativniho
posunu v kvantitativnim opakovani ,,stejného”
obrazu a na zdvér iniciace vstupu virtudlni sku-
te¢nosti, kterou umoziuje energie mimoobrazo-

veho pole.

1) Henri Bergson, Creative Evolution. New York: Random House 1944, s. 334.

2) Termin ,stize" ktery budu pouzivat v celém rozsahu své disertacni prace, byl poprvé pouzit budoucim ame-
rickym scendristou a rezisérem Paulem Schraderem v jeho diserta¢ni praci, kterd byla publikovana knizné
vroce 1972 pod nazvem: Paul Schrader, Transcendental Style in Film: Ozu, Bresson, Dreyer. Berkeley: Uni-
versity of California Press 1972, s. 49. Zde je staze definovana jako ,,zamrzly pohled na Zivot, ktery nefesi roz-
dilnost, ale presahuje ji“ (Stasis: a frozen view of life which does not resolve the disparity but transcends it).
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V sirokém tenden¢nim proudu diskursi, které
se v poslednim desetileti zabyvaji pfimo proble-
matikou nehybného, ustrnulého obrazu v kon-
textu filmu,” se termin filmovd stdze téméf ne-
vyskytuje. Napfi¢ intermedidlni krajinou, kde
nehybnost filmového zaznamu je stéle vyzvou,
byva pozornost upfena na vztahy stavebniho ele-
mentu filmu, kterym je freeze-frame, a pohybu
jako dynamickému propojeni trvani a intenzity
Casu, které plisobi na divaka v ramci technickych
moznosti novych médii. Staze je zde pak chédpéna
v pfeneseném slova smyslu a md obecny vyznam
totozny s pozastavenim, nehybnosti. V oblasti ne-
davné historie filmu se ovéem termin stdze vaze
ke zminéné teoretické praci Paula Schradera.
Jeho text, zabyvajici se duchovnim aspektem fil-
mu, hleda spolecné znaky v projevech tfi rezisé-
rl, kterymi jsou Jasudziro Ozu, Robert Bresson
a Carl Theodor Dreyer, a snazi se spolecné spiri-
tualni aspekty jejich tvorby sjednotit do jednoho
utvaru — franscendentniho stylu, jehoz kulminaci

je pravé staze. Tento pristup, ktery byl tésné pro-
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vazan s reprezentaci vychazejici z ndbozenské
problematiky, se muZe z dne$niho pohledu zdat
ponékud dobovy, neaktualni. Neni tedy prekva-
penim, Ze také v nadchazejicim obdobi (druhé
poloviny 70. let) expanze teorii post-strukturalis-
mu? se ponékud osamély Schradertiv text nese-
tkal s adekvatni reflexi a postupné, az na malé vy-
jimky,” zac¢ina mizet i ze slovniku pozdéjdich
diskursii intermedidlni terminologie. Obecné se
tedy klasifikace filmové staze tyka i nejasnosti
v ramci pojmenovani. (Pokud je tento vizualni
utvar pripomindn, pak je to v souvislosti s délkou
statického zabéru, kde Schraderova verze neni
brana v tivahu).

Poukézat opét na Schraderovo pojeti stize
jsem se rozhodl ze dvou divodi. Predevsim pro-
to, Ze v jeho pojeti je stdze nejen aktem znehybné-
ni filmového obrazu, ale také disledkem — dopa-
da okamzité na subjekt, nerozsifuje déle prostor
re-prezentace, prostor pro racionalni uchopeni.
Druhym davodem je skutecnost, Ze staze je

u Schradera soucasti ur¢itého procesu,” fetézce

3) Eivind Ressaak v pfedmluvé své knihy (Between Stillness and Motion: Film, Photography, Algorithms. Am-
sterdam: Amsterdam University Press 2011, s. 14) uvadi vycet titulii z poslednich let, které zkoumaji vztah ne-
hybného-pohyblivého obrazu v kontextu soucasného diskursu. Zde dopliiuji jesté tituly: Laurent Guido -
Olivier Lugon (eds.), Between Still and Moving Images. Bloomington Indiana University Press: John Libbey
Publishing 2012. Raymond Bellour, Between-the-Images, Zurich: JRP Ringier 2012. Laura Mulvey,
Death 24x a Second: Stillness and the Moving Image. London: Reaktion Books 2006. David Green - Joanna
Lowry (eds.), Stillness and Time: Photography and the Moving Image. Brighton: Photoworks/Photoforum
2006. Karen Beckman - Jean Ma (eds.), Still Moving: Between Cinema and Photography Durham: Duke
University Press 2008. Ludovic Cortade, Le cinéma de I'immobilité: style, politique, reception. Paris: Publi-
cations de la Sorbonne 2008. Dominique Paini, Le temps exposé: Le Cinéma de la salle au muse. Paris: Ca-
hiers du Cinema 2002. Stefanie Diekmann - Winfried Gerlin g (eds.), Freeze Frames: Zum Verhiltnis
von Fotografie und Film Bielefeld: Transcript 2010. Gusztav Himos - Katja Pratschke - Thomas Tode
(eds.), Viva Fotofilm: Bewegt/unbewegt. Marburg: Schiiren Verlag 2009. Francois Albera - Maria Torta-
jada (eds.), Cinema Beyond Film: Media Epistemology in the Modern Era. Amsterdam: Amsterdam Universi-
ty Press 2010. David Campany (ed.), The Cinematic (Whitechapel: Documents of Contemporary Art). Lon-

don: MIT Press 2007.

4) Druhd polovina 70. let ve filmové teorii je charakterizovdna nastupem Althusserova Marxismu, Lacanovy psy-
choanalyzy a post-Saussureovy lingvistiky. Z této pozice je Schraderiiv text mimo pfijatelny kontext.

5) Ziejmé nejrozsihlejsi praci tykajici se samotné filmové staze (ve smyslu pouziti tohoto terminu) je diserta¢ni
prace: Justin Remeselnik, Motion(less) Pictures: The Cinema of Stasis. Detroit: Michigan University 2012.
Autor se zde zabyva predevsim dily americké filmové avantgardy, americkym, piipadné britskym experimen-
talnim filmem od pocitku 60. let minulého stoleti az po souc¢asnost. Autor naznacuje, ze téma filmové staze
jako modality, tedy variantni formy pohybu obrazu, je stale nevytézenym tématem.

6) Stdze, stasis, je tfeti, kone¢nd fize transcendentniho stylu, ktera nasleduje po kazdodennosti (the everyday)
a rozporu (disparity). Stize ve Schraderové pojeti ma zprostfedkovany, svrchované duchovni vyznam. Ma pra-
ce je soustfedéna na strukturalni pojeti elementarnich formaci, které mohou stazi iniciovat.
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uddlosti; na zavér pak kulminaci tohoto procesu.
Staze nékdy neocekavané ukon¢i rozpor, mnohdy
»uhodi“ do bezvyznamnosti déje, vie odesila —
transcenduje — a opét navraci v podobé, kterou
jesté nezname a kterd se vymyka klasifikaci. Fil-
mova staze je komplexni a v kontextu soudasné
kinematografie také vzacny vizualni ttvar. V oje-
dinélych okamzicich staze se ndm muze zdat, ze
se priblizujeme skutecnu, jak nam ho prezentuje
(v Bazinovych textech) fotograficky obraz.” Ten-
to pocit se rovnéz na zakladé fotografie snazil
analyzovat Roland Barthes. Jeho punctum je ,sle-
pé pole®, kterému prikladd ,tfeti vyznam®, jez je
charakterizovin svou neostrosti, nezfejmosti.
Ovsem, jak tvrdi Barthes: ,.¢etba onoho punctum
(pointovaného snimku, chcete-li) je kratka i ak-
tivni, je soustfedéna jako $elma.“® Uéinek filmo-
vé stdze je ukryt ve stale neurcitém poli mezi fil-
mem a fotografii. Zde se mohou také odehravat
okamziky modulace obrazu vyvolévajici stazi,
které maji neosobni, tézce uchopitelny, mimo-ja-
zykovy charakter.

Z technického hlediska muize byt ,zastaveni®
nebo setrvani filmového zabéru, které ma schop-
nost vyvolat stazi, docileno nékolika prostredky.
Pokud nebudeme brat v uvahu zasahy ,zvenéi®
pfi samotné projekci, které dovoluje moderni
technologie, jako je — stop, zpomaleni, fizovani
— tedy prostfedky, které jsou spiSe atributem fil-
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mu, pak filmova stéze mazZe byt vyvoldna dvéma
zpusoby. A to kopirovanim a editaci stejnych fo-
togramd, ,filmogramt“”, nebo v druhém a &as-
téjsim pripadé delsim nebo dlouhym statickym
zabérem, ktery samoziejmé v mnoha pripadech
dovoluje omezeny pohyb v zabéru, pfipadné mo-
dulaci obrazu za pomoci objektivii (anamorfic-
kou distorzi, rozostreni-ostfeni obrazu).'?

Stéze, kterd je pfedmétem mého zdjmu, je pre-
dev$im projevem casovych a rytmizacnich posu-
ni, je také diisledkem nahlé zmény v plynuti fil-
mu, zmény senzomotorického vnimani, nikoli
jen projevem nehybného setrvavani zabéru. Po-
kud nehybny zabér trvd, u¢inek vyvolavajici stazi
postupné zanika, vyprazdnuje se. Transformuje
se do jiného systému. V téchto ptipadech se fil-
mova stdze rozptyluje v konceptudlnim pristupu
dlouhych statickych zabéru a jejich pfimocaré
funkci, jak ji prezentuje experimentalni film
60. a 70. let, ktery systematicky vycerpaval svij
vlastni koncept pravé v extrémni délce jednoho

zabéru.'"

Pole filmové stize. Reference.

Jediné zminky tykajici se stdze v ceské odborné
literatufe poukazuji na Schraderiv koncept ja-
ko soucdst transcendentniho stylu ve filmu.'?
Z mého pohledu posuzuji vyvoléni pocitu trans-
cendence jako mozny dusledek filmové staze.

7) A.Bazin se v tomto kontextu vyjadiuje takto: ,,[...] estetické schopnosti fotografie spocivaji v objevovani sku-
te¢na. Odraz na mokrém chodniku, gesto ditéte, to viechno nezdviselo na mné, aby bylo rozpoznino v tkani
vnejsiho svéta; [...] jenom necitlivost objektivu, ktery oprostil objekt od névyki a predsudka, od veskerého du-
Sevniho nanosu, jez obaloval moje vniméni, mohl ten odraz ¢&i gesto pfiblizit neposkvrnény mé pozornosti,
a tudiz mému zalibeni [...].“ André Bazin, Co je to film? Praha: Ceskoslovensky filmovy tstav 1979, s. 18.

8) Roland Barthes, Svétld komora: Pozndmka k fotografii. Praha: Agite/Fra 2005, s. 57.

9) Modelovym ptikladem je nejznaméjsi dilo vytvofené timto postupem Rampa (1962) Chrise Markera.

10) Anamorfickou distorzi obrazu (ve spojitosti se stazi) za pomoci specifickych ¢ocek a predsazenych skel pouzi-
va Alexandr Sokurov ve filmu MATKA A sYN (1997) nebo ELEGIE CESTY (2001), rozostfeni obrazu nam v dlou-
hych sekvencich pfedstavuje napt. Carlos Reygadas ve filmu Post TENEBRAS Lux (2013).

11) Jedna se zejména o filmy s vyjimecnou délkou statického zabéru Andyho Warhola SLEep (1963) v délce trvani
5 hodin a 21 min., dale EMPIRE (1964), ktery trva 8 hodin 5 min., pfipadné WAVELENGHT (1967) Michaela

Snowa, 45 min.

12) Fenomén spirituality a transcendentniho stylu (ve spojitosti se stizi) rozvdi Jaromir Blazejovsky, Spiri-
tualita ve filmu. Brno: Centrum pro studium demokracie a kultury Brno 2007. Autor odkazuje k dvéma moi-
nostem chdpani spirituality ve filmu, Jedna varianta je ndbozenska a druha nenabozenska, kde spiritudlni efekt
»je vytvafen jistymi strukturnimi kvalitami recipovaného dila, které lze schematicky popsat a racionalné vy-

svétlit®,
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Transcendujici ucinek filmu je v téchto pfipadech
tésné propojen s reprezentaci, symbolem, a niko-
li bezprostiedné se strukturou; je disledkem lite-
rarniho ,Cteni“ obrazii a nachazeni jejich ,,du-
chovniho® obsahu, nikoli vizudlnim utvarem
vyvolévajicim pfed-jazykova vnuknuti.'” M4 di-
sertacni prace je zalozena na zdsadnim opusténi
dichotomie ,,formy a obsahu®. Vychazi ze zdklad-
niho ptedpokladu, ktery spocivé ve splynuti for-
my a obsahu v jediny strukturdlni utvar. Mgj
pfistup k problematice filmové stize sméfuje
k strukturalni povaze filmu, ktery chépu jako
proménu povrchové struktury, podléhajici ¢asové
a prostorové re-strukturalizaci v ramci prezenta-
ce redlného.'?

Tendence, které piiblizuji film situaci navozeni
stize, se zacinaji historicky objevovat poprvé
v povélecnych filmech italského neorealismu, kdy
pohyb kamery v konkrétnich scénich opousti
klasicky kdnon filmové narace. Statické nebo po-
malé zdbéry kamery pohyb narace ,naruduji“
svym vihanim, bloudénim, nékdy i opomijenim
toho, co by si divak mozna pfal vidét. Termin fil-
mova staze (v kontextu italského neorealismu) si
osvojuje J. F Lyotard ve své prednd$ce nazvané
»ldea svrchovaného filmu“ konané v listopadu
1995 v Mnichové."”” Zde nezminuje stdzi v kon-
textu avantgardy jako experiment, ktery vypliuje
filmovy prostor objemem casu, ale chdpe tuto
formu jako svrchovanou, nezavislou na autorité
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pribéhu, jako bezelstné setrvavani filmového zi-
béru, které se miize objevit i v komer¢nim filmu.
Poukazuje, podobné jako pfed nim Gilles Deleu-
ze, na filmy italského neorealismu v obdobi let
1944-1952. Lyotard vénuje ve své prednasce po-
zornost zejména konkrétni scéné, kterd je ve sku-
te¢nosti az dojemné banalni. Zena polozi na plot-
nu rendlik s vodou, aby si uvafila kavu. Kamera
vSak odmita sledovat dalsi déj a setrvivd svym

pohledem nehnuté na rendliku, v kterém zacind
viit voda. Lyotard tuto scénu popisuje slovy:

Jako by ten prosty rendlik, v némz se ohfiva
voda na kavu uz celd léta, s vodnim kamenem
usazenym na dné, s ohmatanym drzadlem,
s otlu¢enymi okraji vypravél néjaky dalsi pfi-
béh. [...] Z rendliku se tak stivd dvojznacna
skutecnost, kterd na jedné strané zije sviij Zivot
podfizeny autorité formy vypravéni, ale na
druhé strané se projevuje ve své svrchované,
nehybné a unikavé materidlnosti, ze vsech
stran pospojované necekanymi svazky s dalsi-
mi pfedméty, slovy, situacemi, tvafemi a ruka-
ma, jez se na okamzik objevuji a hned zase
mizi. Nejsou to vzpominky, spise Gtrzky minu-
lych skutecnosti, nadéji, neoc¢ekdvanych moz-
nosti. V téchto chvilich ,,se zastavuje ¢as.“ An-
dré Bazin napsal o filmové biografii André
Gida: ,Cas se zastavil. Soustfedil se do obrazu

a obtézkal jej uzasnym potencidlem.*'*

13) Deleuze komentuje Schraderiv koncept stize nasledovné: ,Takto se pfiroda ¢i staze podle Schradera vymezu-
ji jako forma, kterd sjednocuje kazdodennost v ‘néco unifikovaného a trvalého. Nemusime se viibec dovoldvat
néjaké transcendence. V kazdodenni banalité maji obraz-akce a dokonce i obraz-pohyb sklon uvolnovat mis-
to ¢isté optickym situacim, ty viak odkryvaji vztahy nového typu, které jiz nejsou senzomotorické a uvadéji
smysly do pfimého vztahu s ¢asem, s myslenim. Jde o velmi specifickou extenzi opznaku: uéinit ¢as a mysleni
vnimatelnymi, ucinit je viditelnymi a slySitelnymi.“ Gilles Deleuze, Film 2: Obraz-éas. Praha: Narodni fil-

movy archiv 2006, s. 27,
14

—

V analyze filmového obrazu jako struktury, odkazujici k povrchu média, ¢erpam z odkazii na post-deleuzovs-

kou literaturu. Soustfeduji se na price autorii (editorii): lan Buchanan, Simon O’Sullivan, Stephen Zepke, Con-
stantin V. Boundas a Gregory Flaxman. V ramci materialni struktuy a restrukturalizace obrazu se pfiklanim
k metodé schizoanalyzy, jak ji pfiblizuje ve dvou svazcich lan Buchanan - Lorna Collins (eds.),
Deleuze and the Schizoanalysis of Visual Art. London/New York: Bloomsbury Academic 2014. lan Bu-
chanan -Patricia Mac Cormack (eds.), Deleuze and the Schizoanalysis of Cinema. London/New York:

Continuum 2008.

15) Jean Francois Lyotard, Ndvrat a jiné eseje. Praha: Herrmann a synové 2002, s, 222.

16) Tamtéz, s. 104-105n.
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Plocha staze rezonuje a md schopnost rezono-
vat. Nehledé na samotnou rezonujici strukturu
projekce je filmovy obraz ,rozechvivan® ozvénou
predchoziho zabéru a dozvukem stize v tom na-
sledujicim. Vniméni uéinku filmové stize je
v téchto pripadech predevsim vyvolano vztahem
pohyblivych zabért a setrvavanim zddnlivé ne-
pohyblivych obrazu a jejich rytmizaci. Rozhodu-
jici faktor v oblasti problematiky filmové staze —
zpomaleni casové rytmizace filmového obrazu
— posouva celou tvahu do oblasti, jez ma své za-
klady v myslenkach ontologie vniméni vychazeji-
ci z fenoménu trvdni, jenz byl dasledné promys-
len jiz od zacatku 20. stoleti Henri Bergsonem.
V ramci filmové teorie je to ale predevsim speci-
ficky ptistup Gillese Deleuze, ktery navazuje svou
osobitou interpretaci na Bergsoniv odkaz'”
a vidi ptilezitost jak uplatnit svou teorii stdvdni se
(becoming) pravé ve filmovém obrazu-pohybu.
Deleuze se snazi prizpusobit si film svym poza-
davkam, tedy filozofii. Film chdpe jako nastroj
ontologie, jako soucast ontogeneze (ontologie std-
vani se), jako jedine¢ny prostfedek aktualizace
virtudlniho pole v ramci neustalé promény obra-
zu. Ve svém dvousvazkovém dile'® oviem upfied-
nostiuje aktivni obraz-pohyb pred pasivnim ob-
razem-zménou. Pouze v jedné referenci zminuje
stav, ktery se bezprostfedné vaze k nehybnosti fil-
mového obrazu, kdyZ popisuje scénu trvani zabe-
ru zatisi s vazou v dile Jasudzira Ozu BANSUN:
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Vaza ve filmu BanSun, (1949) se vsouva mezi
divé¢ino pousmani a moment, kdy ma slzy na
krajicku. Je to nastdvini, zména, prechod.
Aviak forma toho, co se méni, se sama nemé-
ni, nepfechdzi v néco jiného. Je to Cas, zosob-
nény &as, ntrocha ¢asu v cistém stavu®: pfimy
obraz-cas, ktery dava tomu, co se méni, ne-

meénnou formu, v niz se tvofi zména.'”

Deleuze pravé této zméné (ktera by odpovida-
la Bergsonové diferenci v povaze’® — proméné
stdvdni se obrazu bez zjevného pohybu) nevénuje
ptili§ prostoru, nebot jeho mysleni — stroj na vy-
robu konceptii — nesmi ustrnout na hranici pou-
hého setrvavdni, nesmi se nikdy pozastavit. Ray-
mond Bellour podotykd, Ze nehybnost zidbért
ptili§ nezapadd do Deleuzovy dynamické taxono-
mie znaka, tykajici se filmu jako obrazu-pohy-
bu.?"

V Cervenci 1988, v textu, ktery je predmluvou
k anglickému vydani Cinema 2: Time-Image
a ktery vychazi ti roky po jeho francouzském vy-
déni, Deleuze uzavira tuto predmluvu vétou:

»~Ano, pokud film nezahyne nasilnou smrti,
udrzi si silu za¢atku. Opaéné, musime se podi-
vat na predvile¢ny film, dokonce na némy
film, pracujici s velice ¢istym obrazem-casem,
ktery vzdy pronikal, zadrzoval nebo zahrnoval
obraz-pohyb: Ozuovo zitiéi jako neménné for-

ma Casu?“??

17) Henri Bergson oviem chape film jako ,falesného spojence®, zejména ¢asova fragmentace posloupnosti filmo-
vych policek (jako fezii casu /coupes/) neni v souladu s jeho teorii trvdni (durée), jez je charakterizovina jako
viepronikajici, rozpinajici se flux neustalého pohybu. Henri Bergson zemfel v roce 1941, nedozil se tedy plné-
ho rozmachu umélecké kinematografie, kterd zapocala az s italskym neorealismem. (Je ddle mozné se pouze
hypoteticky domnivat, ze by Bergson zménil sviij nazor na kinematografii, pokud by se seznamil s moznostmi
~molekularnich® diferenci v proménach digitalni pixeldze, které umoznuji vizualizovat i ,diference v povaze®
snimanych objektq, a to v jiném rezimu nez tradi¢ni filmovy pas).

18) Gilles Deleuze, Film I: Obraz-pohyb. Praha: Narodni filmovy archiv 2000. Gilles Deleuze, Film 2:

Obraz-¢as. Praha: Narodni filmovy archiv 2006.

19) Gilles Deleuze, Film 2: Obraz-¢as. Praha: Narodni filmovy archiv 2006, s. 26.

20) ,Diference v povaze se prezentuje v ¢istém trvani; je to vnitini multiplicita posloupnosti, fuze, usporadavani,
heterogenity, kvalitativniho rozlisovini.“ Gilles Deleuze, Bergsonismus. Praha: Garamond 2006 s. 40.

21) Raymond Bellour, The Film Stilled, Between-the-images. Zurich: JRP/Ringier 2002, s. 129.

22) Gilles Deleuze, predmluva k anglickému vydani Cinema 2: Time-Image. London: The Athlone Press 1989,

xiii.
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Deleuze je pronasledovan predstavou obrazu
jako ,Cistého* cCasu. Jeho mysleni se pohybuje
v bergsonovském modu, jenz chape i umélecka
dila jako projev stdvdni se, jako molekularni flux,
ktery pfesahuje rdm a ,protéka“ jeho vymeze-
nim. Film je pro Deleuze specificky proces aktua-
lizace virtudlniho pole, ve kterém intenzity, jez
tento proces determinuji, spocivaji v diferenciac-
nim procesu elementt a jejich vzajemnych vzta-
hii uvnitf struktury.”” (Na zakladé tohoto pfi-
stupu tedy neni mozné porovnavat Deleuzovo
stanovisko k filmu s Ziddnou filmovou teorii,
zejména ne s rigidnim schematismem postupu,
vychazejicich z re-prezentace a smétujicich
k tvorbé ,stylu®, vytvareného individudlnimi for-
malnimi postupy v ramci narace).? Nepredvida-
né setrvavani filmového obrazu je neoddélitelné
spojeno s védomim-kamerou,” jez opét nere-
spektuje plynulost narace. Je zfejmé, Ze toto
védomi ma schopnost vyvolavat intuici, spojenou
s ontologickou funkci obrazu, jak na ni poukazal
André Bazin. (Na rozdil od modelu Sergeje Ejzn-
Stejna, jenz vyuziva ucinek stfihové skladby
/montaze/ — Bazin preferuje dlouhé zabéry fixo-
vané kamery pravé ve filmech italského neoreali-
smu). Linii vztahi Bergson-Deleuze-Bazin pova-
zuji pro analyzu problematiky filmové staze za
nosnou do té miry, Ze je mozné na jejich zdkla-
dech dale stavét.

Pozornost, kterou budu vénovat momentim
nehybnosti pohyblivého média, pfichazi v dobé
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ztraty viry v moznosti ontologického potencialu
filmu. Jeho ,genetickd mutace® proménuje sa-
motnou podstatu filmového média do formy
manipulované digitalni fikce, kterd zpusobuje
hodnotovou nivelizaci obrazu, ziskavajici status
lhostejného ,,jakéhokoliv obrazu®. Pfimy kontakt
se skutecnosti pred objektivem kamery udrzuje
disledné (a paradoxné) pouze ,nejrozdifenéjsi
kinematografie” svéta v podobé siti bezpecnost-
nich kamer a CCTV okruh. (Pravé zde, v oblas-
ti nekompromisniho tucelu, spiSe nez v oblasti ko-
merc¢niho filmu, mizZeme tusit tichy ontologicky
potencidl filmu). Staze je oviem vzdcny ttvar, kte-
ry je vyvolin védomim-kamerou, specifickou
rytmizaci trvani filmového zabéru skutecnosti
jako aktu ontologického vyznamu.

Udalost staze. Jiny pristup.

To, co je v pfitomnosti, je to, co obraz ,repre-
zentuje", ale nikoli obraz samotny, ktery, jak ve
filmu, tak v malifstvi, by nemél byt nikdy za-
ménén s tim, co reprezentuje. Samotny obraz
je systém vztahi mezi jeho prvky, to znamena
formace vztahti, z které proménlivd pritom-
nost pouze plyne. A v tomto ohledu, myslim,
Tarkovskij vymezuje rozdil mezi montazi a za-
bérem, kdyz definuje film jako tlak casu v za-
béru. To, co je specifické pro obraz, jakmile je
tvorivy, je ¢init vnimatelnym, ¢init viditelnym,

casové vztahy, které nemohou byt vidény v re-

23) Deleuze poznamendva: ,Virtudlni neni v protikladu k redlnému, ale k aktudlnimu. [...] virtudlni musi byt de-
finovano vylozené jako soucdst redlného objektu — tak jako by objekt mél ¢ast sebe ve virtualnim, do kterého
je ponofen jako do objektivni dimenze. [...] realita virtudlniho sestdva z rozdilnosti elementii a vztahi souéas-
né s jednotlivymi body, ke kterym se vztahuji. Realita virtualniho je struktura.” Gilles Deleuze, Difference and
Repetition. New York: Columbia University Press 1994, s. 208-9.

24) David Bordwell ve své snaze dobrat se formélnich postupi, které ¢ini umélecky film uménim a které se odchy-
luji od normativniho kanonu Hollywoodu, zavadi termin parametrickd narace, jez zahrnuje i pomalost,
pfipadné strnulost zabéru. David B ord well, Narration in the Fiction Film. Madison: The University of Wis-
consin Press 1985, s. 274-310. Podle mého ndzoru je staze ,vypadkem" v siti narace a nelze ji kvalifikovat jako

jeden z formalnich postupl ozvléstnén{ filmové reci.

25) Deleuze situaci védomi-kamery definuje nasledovné: ,Jiz se nenachézime pted obrazy subjektivnimi nebo ob-
jektivnimi; jsme zachyceni v korelaci mezi obrazem-vjemem a védomim-kamerou, které tento obraz transfor-
muje. Je to velmi specidlni kinematografie, jez pfisla na chut tomu dét ,pocitit kameru’ Gilles Deleuze,
Film 1: Obraz-pohyb. Praha: Narodni filmovy archiv 2000, s. 95.
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prezentovaném objektu a nedovoli byt reduko-

vany na pritomnost.2

Pokud se ve filmovém zabéru ,,nic nedéje”, zaci-
na se ,,dit cas“ a samotna struktura obrazu. Toto
déni je aktivnéj$i nez ve statickém obrazu foto-
grafie nebo malby. Na déni samotné struktury fil-
mu je zameérfen i muj pfistup a potazmo ma meto-
da analyzy daného tématu. Ta spocivd v urceni
fenoménu, ktery determinuje imanentni pohyb
v ,nehybném®“ obrazu staze. ,,Pokud obraz o ni-
¢em nevypovida, nefikd zadny pribéh, déje se
néco stale stejného, néco, co definuje fungovani
samotného obrazu®, komentuje Deleuze ztritu
narativity v obrazech Francise Bacona.””

Staze je vyvolana nejen vypadkem v siti narace,
ale casto také radikalni formou tohoto vypadku
— rozptylenim, mizenim samotného obrazu. Pro
tento stav naléza Deleuze odpovidajici prostied-
ky a pojmenovéni. Rozsdhld taxonomie znakd,
kterou uvadi ve svém dvousvazkovém dile, do-
spéje k samotné ,,genetické” stavbé obrazu, k zna-
kim, které opoustéji jistotu figury a pozadi
a postihuji kapalny a plynny stav filmu. Od ,dici-
znaku®, ktery stavi ram a zpevnuje obra,z dochazi
k pojmim reuma a gram(engram).

[...] reuma odkazovalo k obrazu, ktery se stal

kapalnym a ktery protékal rimem nebo pod
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nim. Védomi-kamera se stalo reumnatem, pro-
toze se aktualizovalo v plynoucim vnimani
a dospélo tak k materidlni determinaci, k hmo-
té odtékani. Gram je znakem samotné geneze:
[...] pohyb musi sém sebe pfekonat, aviak
smérem ke svému energetickému prvku. Plyn-
ny status vnimadni je gram, engram, stav ne-
klidné, plynné substance, znak samotné gene-

ze obrazu.®®

Deleuze dale poznamenava: ,Védomi-kamera
stoupa k urceni, které jiz neni formélni a materi-
alni, nybrz genetickeé a diferencidlni® Jako ptiklad
prechodu filmového zédznamu od kapalného sta-
vu k plynnému uvadi Deleuze film Barpo
FoLLies, ktery natocil (v nékolika variacich)
v roce 1966 George Landow.”

Ve své disertacni praci vychdzim z pfedpokla-
du, ze film tvofi soubory jedine¢nych molekular-
nich formaci. Jako nosnou koncepci pro svou
praci povazuji Deleuzovo a Guattariho rozliseni
a upfednostnéni intenzit v ramci diferenci a dife-
renciaci, afekty obrazu jako pohyby moldrniho
a molekuldrniho seskupeni®® Zatimco molarni
jsou formace tvari a jejich exprese, molekuldrni
je samotné stdvdni se. Deleuze je schopen v ramci
tohoto pfistupu jit — za, respektive — pred stav,
kdy dila jsou posuzovana z hlediska sémiotické

funkce jako re-prezentace reality.

26) Gilles Deleuze, predmluva k anglickému vydani Cinema 2, Time-Image, London: The Athlone Press, 1989,

X1L

27) Gilles Deleuze, Francis Bacon: logic of sensation. London/New York: Continuum 2003, s. 12.
28) Gilles Deleuze, Film 1: Obraz-pohyb. Praha: Nirodni filmovy archiv 2000, s. 102-108.

29)

30)

Film George Landowa BArDO FoLLIES (1966) za¢ina smyckou s komerénim zdznamem plavajici Zeny; film
zacina teplem meénit svou strukturu a posléze se propaluje. Obraz ve smy¢kach fyzicky shofi a promeéni se
v bubliny vzduchu ve vodé. Podobny fenomén zpracovéva Hollis Frampton ve filmu HApAx LEGOMENA [: Nos-
TALGIA (1971). Frampton nechava v prabéhu dlouhého statického zabéru postupné pomalu palit a nakonec
uplné zuhelnatét realistické fotografie na elektrickém varfi¢i. Mimo tuto experimentdlni oblast jsou oviem ¢asto
pouzity fenomény v podobé mraki, mlhy, pary, desté, vodniho proudu, které jsou dynamickymi elementy ima-
nentniho pohybu uvnitf filmového obrazu.

V prispévku nazvaném ,The Event of Painting", ktery byl zafazen do souboru studii: lan Buchanan - Lor-
na Collins (eds.), Deleuze and the Schizoanalysis of Visual Art, Bloomsbury 2014, predstavuje Andrea
Eckersley svou studii abstraktni malby vyhradné z pozice intenzit diferenci molekuldrniho napéti povr-
chu. Schizoanalyticky ptistup, ktery je soucasné trancendentdini a materidlni, klade pravé diraz na intenzity
molekulirniho proudu, afektu, uvnitf virtualni/aktudlni sité rizomatu, ktery muize mit v tomto pfipadé pova-
hu samotného média.
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Na zdkladé analyzy konkrétnich scén z filmo-
vych dél (Michaela Hanekeho, Bély Tarra, Wer-
nera Herzoga, Alexandra Sokurova, Carlose Rey-
gadase, Michelangela Antonioniho) se zamérim
na podchyceni tfi fenoménd, které aktivuji stazi
a které, zpétné, filmova staze vyvolava:

1) komprese prostorové iluze a jejich elementi
do planarni struktury;

2) rytmizace opakovani samotné diference fil-
mového obrazu;

3) pusobeni energie mimo-obrazového pole.

1) Staze. Komprese filmového ,,prostoru®.

Komprese filmového ,,prostoru” do specifické pla-
narni struktury v zabérech, které vyvoldvaji uci-
nek staze, je vyvolana relativni nehybnosti obra-
zu, kdy prostor neni ,prohlubovan® pohybem
kamery. Extenzivni prostor filmové akce je v téch-
to pripadech nahrazen intenzivni plochou ,téka-
ni“ samotné struktury obrazu. Dochazi zde k ob-
ratu od Albertiho hloubky prostoru a perspektivy
v iluzi obrazu ke vzniku ,¢asovych struktur® za-
lozenych na trvani, diferenciacich, proménich
zrna filmového obrazu. Pojeti tohoto prostoru jiz
priblizil Maurice Merleau Ponty. Je charakterizo-
vano spi$e nez jako prostor jako misto, kde probi-
haji vibrace figury a pozadi.*" (Urcitou paralelou
muze byt pojeti ¢asu u Henriho Bergsona. Jeho
durée jiz neni obsazeno v ¢ase a prostoru jedno-
duse proto, ze je samotné vitdlni stavdni se asu
a prostoru). V oblasti estetiky vizudlnitho uméni
dochazi k tomuto procesu prfi praci s ,,rozpousté-
nim*“ obrazu do mnoziny ,zrna“, do neurcitosti
vztahu figury a pozadi, do barevnych intenzit
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v nuanci. Tento projev se zacind objevovat v déji-
nach novodobého malifstvi v krajinomalbach
J. M. W. Turnera, pokracuje ..molekularizaci“ ob-
razi u G. Seurata, intenzitami barevného pole
v repetici stejnych ndméta u C. Moneta a pokra-
¢uje az k sublimni monochromii M. Rothka,
B. Newmana, R. Rymana. ,Molekularizace® obra-
zu, tékani elementt plandrni struktury ve filmu
muize byt zpiisobena proménami zrna, pfipadné
digitdlnim ,,Sumem®. Velky podil na tomto pristu-
pu mél proces, ktery je nazvan re-fotografie: za-
znam fotografie samotnou fotografii, pripadneé
filmovani samotné filmové projekce. Nejznamé;-
§im dilem je Tom, Tom, THE PIPER’S SON (1969)
Kena Jacobse. Michelangelo Antonioni ve svém
filmu ZvETSENINA (1966) priblizuje tuto techni-
ku dfive nez experimentdlni film (v zavérecném
setrvavani kamery na fotografii mofe ve WAVE-
LENGHT [1967] Michaela Snowa).

Na ptikladech konkrétnich filmovych dél bude
poukdzano na fakt, Ze klasikové filmu, kterym
byly prisuzovany principy transcendentniho,
»duchovniho® pfistupu k filmu, jako je JasudZiro
Ozu, ale pfedevsim Robert Bresson, se nemylili,
kdyz poukazovali na plosnost nebo dokonce pla-
narni ,povrchovost® obrazi, které (zejména
u ruskych autoru) jako by sméfovaly k ndvratu
k malitské ikonografi (u Andreje Tarkovskeho
a Alexandra Sokurova).*

2) Rozdilnost a opakovani.

Film neni pohyb, film je projekce filmového
okénka (still) — to znamena obrazq, které se
nehybou — ve velmi rychlém rytmu. A vy zis-

kivite iluzi pohybu, samoziejmé, ale to je

31) Henry Somers-Hall tvrdi: ,,Pontyho koncepce hloubky se pfiblizuje Bergsonové koncepci ¢asu. Hloubka jiz
neni prostor v konvenénim smyslu série dimenzi, v kterych pohyby objekti mohou byt méfeny, ale misto, kde
jsou vztahy mezi objekty formovény jako diferencia¢ni procesy. Henry Somers-Hall, Deleuze and Mer-
leau-Ponty, Aesthetics of Difference. In: Constantin V. Boundas (ed.), Gilles Deleuze: The Intensive Reduc-

tion. London/New York: Continuum 2009, s. 123-131.

32) Tyto obrazy se casto objevuji ve filmech Alexandra Sokurova, napt. ELEGIE cEsTY (2001) a HUBERT ROBERT.
StasTNY Zivor (1999). U Wernera Herzoga maji charakter pfizra¢nych krajin ve filmu KaZpY PRO SEBE A BUH

PROTI VSEM (1974).
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zvlastni pfipad a film byl vynalezen pro tento
zvlastni pfipad. V ¢em tedy spociva vyjadrova-
ci schopnost filmu? Ejzenitejn napfiklad pro-
hlasil, ze film je kolize dvou zabéru. Ale je veli-
ce podivné, 7e nikdo nikdy nefekl, Ze film neni
mezi zdbéry, ale mezi ramecky — to je to, co
bych nazval zabér, kdyz jeden ramecek je veli-

ce podobny dal$imu ramecku.™

Peter Kubelka, predstavitel videnské filmové
avantgardy 50. a 60. let minulého stoleti, pouzil
tuto lapidarni definici filmového procesu jako
priklad nepatrné diferenciace. Pokud pfipustime,
ze film je obrazovy diferenciacni stroj, pak trvani
nebo momenty filmové staze jsou momenty s mi-
nimalnimi rozdily, minimélni diferenciaci mezi
jednotlivymi policky filmu v trvani, toku filmo-
vych obrazi. Cilem této kapitoly bude poukazat
na rytmizaci minimaélni diference obrazi a nasto-
leni, metaforicky feceno, vizudlni ,mantry®, kdy
kvantita obrazd s minimalni diferenci se promé-
nuje v novou, odhalujici kvalitu (podobné jako je
tomu u hudebniho minimalismu). Tato kapitola
bude zahrnovat to, co se, z elementarniho hledis-
ka, déje v ramci filmové stopy béhem trvani fil-
mové staze. Tedy problematiku diference a repe-
tice — rozdilnosti a opakovani. Zdrojem procesu
kvalitativnich posunt vyvérajicich s kvantitativni
repetice bude v mé disertacni praci dilo Gillese
Deleuze Difference and Repetition z roku 1968.>?

Protiklady, kontrasty nejsou u Deleuze proje-
vem maximdlni diference, ale minimem opako-
vani, protiklad je opakovani omezené na dvé, kte-
ré je ozvénou a navratem k sobé, opakovani, které
nalezlo prostiedek, aby sebe samé definovalo jako
diferenci. V konzumni spole¢nosti je opakovani
casto chapano jako periodicita nebo statisticka
kvantita, opakovini je nahodilé a pferusuje po-
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zornost. Skutecna rytmizace opakovani stejnych
policek ve filmové stazi ma charakter vznikajici
nové intenzity. V ramci diferenci mizeme tvrdit,
ze film je jiz vy$e zminénym diferenciaénim stro-
jem. V soucasnosti je tento stroj nastaven tak, aby
se struktura jednotlivych policek lisila od sebe co
nejvice. Film se md priblizovat explozi, kterd
ohroZuje divaka. Minimalni diference skoro stej-
nych poli¢ek filmu u filmové staze je Cistym trva-
nim obrazii bez zjevnych zmén. Je to trvani pohy-
bujicich se obrazti, které uz neddvaji diraz na
»prostorové relace” v diferenci odlisnych obrazi,
ale vztahuji se v opakujici se minimalni diferenci
k sobé samym navzdjem v Case trvani. Peter Hall-
ward popisuje Deleuzovu filosofii opakovani tak-
to: , Tvofivé opakovani muze byt mysleno pouze
jako opakoviani samotné diference. Skute¢né opa-
kovani musi zahrnovat intuici naprosto jedinec-
nych udalosti, diferenci, které nemohou byt za-
ménény nebo nahrazeny.“** Diferujici diference,
trvani pouhého rozlisovdni rozliseni obrazu je po-
dle mého nazoru klicem k chapani staze i moz-

ného transcendujiciho u¢inku obrazu.

3) Energie mimo-obrazového pole.

Filmova staze ma schopnost aktivovat energii mi-
moobrazového pole. To je aktivovdno rytmizaci,
¢asem toku stejnych obrazi v kontextu filmu. Mi-
moobrazové pole je podminéno existenci obrazu.
Divak vétsinou existenci mimoobrazového pole
nevnimd, nebot je plné zaneprazdnén dénim
uvnitf filmovych obrazt. Uvédoméni si proble-
matiky mimoobrazového pole vychézi ze situace,
kterou uz zaznamenava André Bazin. Popisuje roz-
dil mezi malifskym dilem a filmovym zébérem:

Proti prostoru pfirody a nasi aktivni zkusenos-

ti, ktera vytyCuje vnéjsi meze pfirody, ram

33) Peter Kubelka v rozhovoru s Jonasem Mekasem. In: P. Adams Sitney, Visionary Film: the American Avant-
-Garde, 1943-2000. New York: Oxford University Press 2002, s. 286.

34) V disertacni praci vychdzim z prvniho anglického prekladu Paula Pattona: Gilles Deleuze, Difference and
Repetition. New York: Columbia University Press 1994.

35) Peter Hallward, Out of this World, Deleuze and the Philosophy of Creation. London/New York: Verso, 2006,

s. 71.
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u obraz stavi prostor zaméreny dovnitf; pro-
stor k pozorovini je otevien pouze dovnitf ob-
razu. [...] a naopak viechno, co ndm ukazuje
filmové platno, se idajné rozdituje donekonec-
na, do svéta. Ram je dostiedivy, filmové plitno
odstredivé. Z toho plyne, Ze obratime-li malif-
sky postup naruby a vlozime filmové platno do
ramu, prostor obrazu ztrati svou orientaci hra-
nice a zapusobi na nasi pfedstavivost jako cosi

neomezeného.*®

Deleuze pfipomind, Ze mimoobrazové pole se
vztahuje k velkému celku, ktery je ovlivnén dé-
nim uvnitf rdmu obrazi. Toto déni mé tendenci
byt jednak nasyceno, jednak zredéno. Pro ,,pozor-
nost bloudici kamery“ nemd tedy vyznam vyraz-
ny pohyb na mizanscéné, ale nepatrny pohyb na-
syceni nebo zfedéni samotné struktury filmového
obrazu. Termin ,,pozornost kamery” je zde dle-
zity, nebot opét pfisuzuje kamere védomi.

Deleuze rozlisuje dva aspekty mimoobrazové-
ho pole ve filmu:

1) relativni aspekt, ktery ,0znacuje mimoobra-
zové pole jako néco, co existuje jinde, stranou
nebo okolo obrazu®, a druhy;

2) absolutni aspekt, ,jimz se uzavieny systém
otevird trvani, které je imanentni celku ves-
miru, ktery jiz neni souborem a nepatfi do
fadu viditelného".

[...] v druhém ptipadé svédéi mimoobrazové
pole o jesté vice zneklidnujici pritomnosti,
o niz dokonce ani nedovedeme fici, zda existu-
je, ale spi$ Ze ,doléhd" (insiste) nebo ze ,pte-
trvava“ (subsiste), uréité radikalnéjsi jinde,

mimo homogenni prostor i ¢as.””

ProtozZe stdze je iniciovdna nehybnosti kamery
a trvanim zabéru, druhy, tedy absolutni aspekt
muze pripadat v tvahu. Pro zkoumani tohoto
jevu je dilezité urcit soufadnice obrazu a mimo-
obrazového pole. Vychazim z predpokladu, ze fil-
movy obraz je jen nepatrnou vyseci, jen jakymsi
»bodovym nasvicenim“ nekone¢né sité, jejiz
energie ma jak dostfedivou, tak odstfedivou
funkci. Priklanim se k modelu, ktery zminuje Ro-
salind Krauss ve svém textu nazvaném Grids
(MFizky) z roku 1978 a ktery analyzuje centripe-
talni (dostredivou) a centrifugalni (odstfedivou)
funkci mfizky. Jako nejnazornéjsi ptiklad uvadi
Krauss malifské dilo Pieta Mondriana.*®

Pro mou diserta¢ni praci bude nejdulezitéjsi
analyzovat stav, kdy trvani jednoho zabéru vy-
tvéfi v obrazech prostfedi ,podtlaku,” ktery je
charakterizovan chvénim, rezonanci elementu
v ,mélkém prostoru®. Aby tuseni absolutniho mi-
moobrazovéeho pole mohlo vstupovat do zdbéru,
pohyb kamery nesmi rychle ,,odnimat“ okolni re-
alitu, ale zabér se musi pozastavit. Zfedéni a za-
husténi elementd v ,mélkém prostoru® projekce
umoznuje zvysit tlak a pozdeéji vstup absolutniho
mimoobrazového pole do zabéru. Tlak absolutni-
ho mimoobrazového pole dany ,&aso-prostoro-
vou kompresi“ povazuji za prvotni fenomén,
ktery pozdéji nabyva charakter presahu, trans-
cendence.

Zavér

Ma zkuSenost s vnimanim povahy nepohyblivych
obrazi ve vytvarném uméni a ,znéni* forem
v soucasné hudbé prispéla k vytvofeni nazorové
platformy, ktera chape obraz v odlisnému modu
mysleni. Tento modus se dlouhodobé ustalil v ob-

36) André Bazin,Coje to film? Praha: Ceskoslovensky filmovy ustav 1979, s. 145. Problematika mimoobrazové-
ho pole je zahrnuta do analytickych studii — Néel Burch, Nana or the Two Kinds of Space. In.: Theory of
Film Practice. New York: Praeger 1973, s. 17-29. Pascal Bonitzer, Décadrages: Cinéma et peinture. Paris:
Editions de Diffusion, Seuil 1985. David Wilson (ed.), Cahiers Du Cinema, Volume 4: 1973-1978: History,
Ideology, Cultural Struggle, Decadrage (Deframings) New York: Routledge 2000, s. 197-203. (Castecny cesky
preklad ,Odramovani®, Iluminace 15, 2003, ¢. 4, s. 31-34.).

37) Gilles Deleuze, Film 1: Obraz-pohyb. Praha: Néarodni filmovy archiv 2000, s. 29.

38) Rosalind E. Krauss, Grids: The Originality of the Avant-Garde and Other Modernist Myths. Cambridge: The

MIT Press 1985, s. 18-21.
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lasti krajni redukce vyznamové funkce obrazi,
a to az do té miry, Ze tato funkce zacala splyvat
s charakterem samotného ,nosice”, samotného
»podkladu® sdéleni, ktery touto konverzi vytvari
novy utvar. V tomto ohledu je ma diserta¢ni pra-
ce soustfedéna na primarni funkci filmového ob-
razu jako plandrni struktury, kterd je podrobena
specifickym molekuldrnim a moldrnim vzta-
hiim.* Stéaze, jako jedine¢ny utvar, ktery je vyvo-
lan ¢astecnou nehybnosti filmového obrazu, uni-
kd re-prezentaci; jeji u¢inek se projevuje vpddem,
prolomenim narace i filmové iluze, ktera po uply-
nuti staze opét navrati film pochodim re-prezen-
tace pod diktatem narace v ,prostoru” filmu.
Presto, ze chapani filmového obrazu jako pohybu
struktur na molekuldrni bazi se zdd byt ptili§
ochuzujici, povazuji za podstatné poukazat na ge-
netickou podstatu filmu, jez mize byt zpfitomné-
na pravé padem do ,nehybnosti®. Vyjimecné scé-
ny v kontextu mysliciho filmu, tedy ty, které jsou
schopny vyvolat stazi, jsou vytvoreny vyjimecnou
formaci molekuldrnich seskupent, které nesleduji
rychlost, ,,nepronasleduji“ skute¢nost, ale tato se-
skupeni setrvavaji v ,,pfeslapovani na misté®, kde

se skute¢nost navraci v plné sile.

Vaclav Kricek
(vaclavkrucek@hotmail.com)

(Vedouci diserta¢ni prace: PhDr. Katefina
Svatonova Ph.D., Katedra filmovych studii,
FF UK Praha, 2. rok feseni)
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39) Vétdina diskursq, tykajici se filmového obrazu, nebere v ivahu povahu podkladu projekce. Pokud filmové pro-
jekce nezachyti screen, rozptyli se v prostoru. Hubert Damisch charakterizuje obecné iluzi obrazu jako “anihi-
laci substratu” umrtveni podkladu, Hubert Damisch, Our Sheet’s White Care. In: Hubert Damisch,
A Theory of /Cloud/ Toward a history of painting. Stanford University Press 2002, s. 224. Podklad, substrat,
povazuji vzdy za nedilnou soucdst obrazu, i kdyz se jednd o mentalni obraz, ktery je vazdn na sit vlaken,

neurond atd.

|
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Z prirtustki Knihovny NFA

ALQUATI, Roberto

Orbite : attorno al cinema di fantascienza cecoslovacco
/ Roberto Alquati. -- 1a ed. -- [Praha] : Urbone Pub-
lishing, 2014. -- 166 s. -- Uvod, poznamky v textu, fil-
mografie, o autorovi - Bibliografie nas. 160-162 - Kniz-
ni studie zkoumajici v historickém a mezizdnrovém
kontextu ¢eskoslovenské a ceské sci-fi a fantastické fil-
my viech metrazi a druhti (hrané, animované a televiz-
ni) od némé éry az po soucasnost. Téméf polovinu kni-
hy zabira chronologicky fazeny pfehled konkrétnich
filmovych tituld s obsahovymi charakteristikami. --
ISBN 978-80-87797-62-4 (broz.)

ANIMATION

Animation from East Europe : creators in Poland,
Czech, and Croatia : [The Museum of Modern Art, Ha-
yama, 27 September 2014 - 12 January 2015]. -- [Tokyo
: Kyuryudo, 2014]. -- 146 s. : il. (vét§inou batrev.), por-
tréty. -- Cdste¢né text v angli¢tiné - Bibliografie na
5. 143 - Katalog ke stejnojmenné vystavé o animovaném
filmu a jeho tvircich ze tii vychodoevropskych zemi
(Polsko, Ceska republika a Chorvatsko), ktera se konala
27. zafi 2014-12. ledna 2015 v japonské Hayameé. --
ISBN 978-4-7630-1446-7 (broz.)

ANTONISZ

Antonisz : technology for me is a form of art / edited by
Joanna Kordjak-Piotrowska. -- Warsaw : Zacheta - Na-
tional Gallery of Art, 2013. -- 249 s. : il. (vétiinou ba-
rev.), portréty, faksim. + 1 DVD. -- Poznamky v textu,
citaty, filmografie J. Antonisze - Bibliografie na s. 164-
~165 - Kniha ke stejnojmenné vystavé, ktera se konala
22, 1.-17. 3. 2013 ve var$avské umélecké galerii Zache-
ta, je prvni prafezovou publikace shrnujici vSechny ¢in-
nosti, Juliana Antoniszczaka - spoluzakladatele legen-
darniho Studia animovanych filmi v Krakove, reziséra
experimentalnich animovanych filmi, hudebnika a vy-
nalezce. Autofi texti analyzuji nejen fenomén Antonis-
zovych filmd, ale i jeho jazyk, hudbu a konstruktérskou
¢innost, diky které rozvinul technika tvorby non-came-

PRILOHA

rovych filmi. V knize se nachdzeji rovnéz texty restau-
rator( Antoniszovych filml a pfistrojii a umélcovych
dcer, Malviny a Sabiny Antoniszczakovymi. Publikace
obsahuje velmi bohaty ilustrativni material (vice nez
500 obrazky), zobrazujici umélcovu dilnu véetné sou-
¢asné dokumentace jeho pracovny a soukromych foto-
grafii z rodinného archivu. Kniha je doplnéna DVD
s vybérem 16 Antoniszovych filmi. -- ISBN 978-83-
60713-74-7 (broz.)

ARONSON, Linda

Scénaf pro 21. stoleti / Linda Aronsonova ; [z anglickeé-
ho originalu ... prelozila Michaela Graeberovd ; redak-
ce prekladu Zdenék Holy ; konzultace terminologie Jifi
Dufek, Vilém Hakl]. -- 1. vyd. -- Praha : Akademie mu-
zickych uméni v Praze (Nakladatelstvi AMU), 2014. --
337 5. -- Autor predmluvy Paul Thompson - Uvod,
poznamky v textu, poznamka k prekladu, diagramy -
Rejstfik - Jedna z nejuzndvanéjSich publikaci vénova-
nych psani filmovych scénafi. Autorka na zikladeé kla-
sickych scenaristickych pfiru¢ek a peclivého studia
film{, které zavedena pravidla s spéchem porusuji, vy-
tvorila komplexni praktickou rukovét pro scendristy.
Podrobné se vénuje scénari klasického i uméleckého fil-
mu a dospivd aZ ke snimkam jako 21 Gram, Pulp Fic-
tion, Memento ¢i Véény svit neposkvrnéné mysli. Prak-
ticky rozmeér prirucky posiluji rady vénované aspektiim
tvir¢iho psani, jako napftiklad ¢asové efektivnimu psa-
ni, kreativité pod tlakem ¢i aspiracim na mezinarodni
soutéze. - Nazev origindlu: 21st century screenplay :
a comprehensive guide to writing tomorrow's films /
Aronson, Linda, 1950-. -- [Australia] : Allen & Unwin,
2010. -- ISBN 978-80-7331-314-2 (broz.)

BALABANOV

Balabanov / [sostavitéli Ljubov Arkus, Marija Kuvsino-
va, Konstantin Savlovskij]. -- Sankt-Petérbug : KniZnyje
mastérskije : Mastérskaja ,,Seans”, 2013. -- 350 s. : il,
portréty. -- Poznamky v textu, vynatky, filmografie A.
Balabanova - Profilova kolektivni monografie zachycu-
je ve studiich, kritickych ohlasech a rozhovorech Zivot
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a tvorbu predcasné zesnulého ruského filmového rezi-
séra Andreje Balabanova (1959-2013). -- ISBN 978-5-
605586-08-8 (Kniznyje mastérskije : vaz.). -- ISBN 978-
5-905669-13-2 (Mastérskaja Seans : vaz.)
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121

bov, Ivetka a hora) i obecnéjsich problémech. -- ISBN
978.80-7443-109-8 (Vétrné mlyny : vaz.). -- ISBN 978-
80-7331-332-6 (Akademie muzickych uméni v Praze :
vaz.)

BELOBRADEK, Jan

Jaroslav Celba : melodie, které zna kazdy / Jan Bélobra-
dek. -- Vyd. 1. -- [Velka Jesenice] : Lenicon, 2014. -- 193
s. 1 il., portréty, noty, faksim. -- Seznam partitur a pisni
- Zivotopisna kniha zachycuje pozoruhodné osudy hu-
debniho skladatele a muzikanta Jaroslava Celby, ktery
na své zivotni pouti prosel od mladi po boku spoluzéka
Josefa Skvoreckého pres utrapy komunistického lagru
v Jachymové ai po studium Lidové konzervatofe
a uspésnou drahu profesionalniho skladatele, autora
hudby k desitkdm animovanych filmi a vecernickovych
seridli. Kniha je vybavena radou fotografii a autentic-
kych vzpominek, v niz jsou zminény i osudy zajima-
vych osobnosti z autorova blizkého okoli (Pavel Bayer-
le, Josef Skvorecky, Jaroslav Stajnc, Zdenék Smetana,
Jaroslav Cita, Gene Deitch a mnozi dalsi). -- [SBN 978-
80-905895-0-6 (vaz.)

DYCHANIJE
Dychanije kamna : mir filmov Andreja Zvjaginceva /
[Ljumila Kljujeva ... et al.]. -- Moskva : Novoje litéra-

turnoje obozrenije, 2014. -- 453 s. : il. -- Uvod, citdty,
poznamky v textu, filmografie A. Zvjaginceva - Kolek-
tivni monografie je prvnim pokusem zahajit seridzni
diskuzi o osobité filmové estetice a poetice filmi An-
dreje Zvjaginceva. Pfedkladny jsou texty filmovych kri-
tikli a estetikii, vénovanych analyze rezisérovych filmi,
a také rozhovory s ¢leny tvaréiho $tabu (specidlné pfi-
praveny pro tento sbornik) a daldi materidly. -- ISBN
978-5-4448-0083-6 (vaz.)

GENERACE

Generace Jihlava / [podle ndamétu Michala Prochdzky
a Radima Prochazky ; k vydani pripravila Lucie Cesal-
kova]. -- V ¢estiné vyd. 1. -- [Brno] : Vétrné mlyny ;
Praha : Akademie muzickych uméni v Praze, 2014. --
334 s.: il, portréty. -- (Vysocina). -- Uvody, poznamky
v textu, o autorech - Texty sborniku jsou esejistickym
kritickym ohlédnutim za trendem, jejz lze v ¢eské do-
kumentaristice sledovat od poloviny ¢i presnéji konce
90. let a jejz ovlivnil porevoluéni rozvoj Katedry doku-
mentarni tvorby FAMU a vznik jihlavského festivalu.
Sest nejzajimavéjsich autori pisicich o filmu (Petr Fis-
cher, Jan Kolaf, Matéj Nytra, Antonin Tesaf, Michal
Prochézka, Lucie Cesalkova, Magda Spanihelova) vede
dialog se $esti nejvyraznéjsimi zastupci nejsilnéjsi pore-
volu¢ni filmafské generace (Filip Remunda, Vit Klusak,
Erika Hnikovd, Jan Gogola ml., Vit Janecek, Martin Ma-
recek a Lucie Krilova) o jejich klicovych dilech (Cesky
sen, Nonstop, Hry prachu, Ztracend dovolend, Nesvat-

KOLGANOY, Vladimir Alexejevi¢

German, ili, Bozij ¢elovek = Herrmann : Jurij German,
Alexaj German, Alexej German-mladsij / Vladimir
Kolganov. -- Moskva : Centrpoligraf, 2014. -- 316 5. --
Uvod, filmografie - Bibliografie - Kniha pojednava
o dynastii spisovateli a filmafd Germanovych. Jurij
Pavlovi¢ German - populdrni dramatik a romanopisec
30.-60. let minulého stoleti. Alexej Jurjevi¢ German
a Alexej German mladsi psali scénafe a natdceli filmy,
které vzbuzovaly pozornost filmovych kritikd, festiva-
lovych porotcti i divaka. Ukol, ktery si autor zadal - po-
kusit se najit pavod kreativity, pochopit psychologii
tvarct a vysvétlit alespont pro sebe, pro¢ tak mnoha
raznymi zpusoby dosli k aspéchu Jurij German, jeho
syn a vnuk. -- ISBN 978-5-227-05084-7 (vaz.)

LOVEJOY, Alice

Army film and the avant garde : cinema and experiment
in the Czechoslovak military / Alice Lovejoy. -- Bloo-
mington : Indiana University Press, 2015. -- xiii, 305 s.,
[8] s. barev. obr. ptil. : il. (nékteré barev.). -- Uvod, po-
znamky na s, 205-232, filmografie, o autorce - Biblio-
grafie na s. 233-247, rejstfik - Knizni studie, kterd vy-
chdzi z autorciny stejnojmenné diplomové doktorské
prace z Yalské univerzity (2009), se pokousi odpovédét
na otazku, jak vyrobni systém Ceskoslovenského ar-
madniho filmu reagoval na liberalizaci 60. let a nasled-
nou sovétskou invazi a jak se v ném realizovaly umélec-
ké ambice mladych filmart. Ackoliv bylo studio
povazovano predevsim za vyrobce propagandistickych
a vzdélavacich filma, néktefi vyznamni ,,novovlni“ rezi-
séfi zacali svou kariéru pravé tam. Americka filmova
histori¢ka zkoumad institucionalni a statni kofeny pova-
le¢cného ceskoslovenského filmu a poskytuje dukazy
o vztazich studia arméddniho filmu s éeskoslovenskym
umeéleckym filmem. Soucasti knihy je DVD s 13 kratky-
mi filmy z produkce Cs. ministerstva obrany z let 1938-
1969. -- ISBN 978-0-253-01488-7 (broz.)

MALANIKOVA, Hana

Autenticita ve svété medii : televizni piibéh / Hana Ma-
lanikova. -- Vyd. 1. -- Praha : Brkola, 2014. -- 183 s. --
Prolog, citaty, poznamky v textu, anglické resumé - Bib-
liografie na s. 176-181, rejstiik - Kniha je autor¢inym
osobnim svédectvim o hledani pravdivého a svébytné-
ho projevu televizniho moderatora v naroéné komuni-
kacni situaci: vystupovani na vefejnosti bez vefejnosti.
-- ISBN 978-80-905714-5-7 (broz.)
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MALIK, Vladimir

Vyvoj animacnych technolégii od ,Cesty do praveku®
po ,Jursky park®/ Vladimir Malik. -- Vyd. 1. -- Bratisla-
va: VSMU Bratislava, 2008. -- 90 s. -- Uvod - Bibliogra-
fie na s. 87-88 - Ucebni text zaméfeny na animacni
technologie pracujici s trojrozmérnymi objekty v kom-
binaci s redlnou akci zivych aktéra. V uvodni casti se
autor pokousi definovat pojmy animace, animaéni
technika a technologie, ve druhé ¢asti pak prostfednic-
tvim analyzy vyznamnych filmovych dél naértava roz-
voj tohoto druhu animovaného filmu. -- ISBN 978-80-
85182-96-6 (broz.)

MOTEJLOVA-MANOLOVA, Marija

Ukotvené stiny = [Vgradeni senki] / Marija Motejlova-
-Manolova. -- Praha : Komise Rady hl. m. Prahy pro ob-
last narodnostnich mensin na tizemi hl. m. Prahy : Bul-
harské kulturné osvétova organizace v CR, 2003, -- 171
s. : il,, portréty. -- Soubéiny bulharsky text - Na tit. s.
uvedeno téz: Sofia - Dvoujazy¢na kniha autobiografic-
kych vzpominek absolventky FAMU a bulharské man-
zelky prof. Josefa Motejla (1928-1997), pedagoga praz-
ské FAMU a hlavniho kameramana ¢&s. televize na étyfi
desitky let spolecného zivota. -- ISBN 80-239-0933-9
(broz.)

OSTERREICHISCHES FILMMUSEUM (VIDEN,
RAKOUSKO)

Fiinfzig Jahre Osterreichisches Filmmuseum : 1964-
-2014 / herausgegeben von Eszter Kondor, Alexander
Horwath, Paolo Caneppele. -- Wien : Synema — Gesell-
schaft fir Film und Medien, 2014. -- 3 sv. : il. (nékteré
barev.), portréty, faksim. -- (FilmmuseumSynemaPub-
likationen). -- Svazky ve spole¢ném kartonovém obalu -
Pozndmky v textu, anglické resumé, o autorech - Biblio-
grafie - Obsahuje: Aufbrechen : die Griindung des
Osterreichischen Filmmuseums / Eszter Kondor. Film-
museumSynemaPublikationen. Bd. 20. 223 s. - Das
sichtbare Kino : fiinfzig Jahre Filmmuseum - Texte, Bil-
der, Dokumente / herausgegeben von Alexander Hor-
wath. FilmmuseumSynemaPublikationen. Bd. 21. 351
s. - Kollektion: fiinfzig Objekte - Filmgeschichten aus
der Sammlung des Osterreichischen Filmmuseums /
herausgegeben von Paolo Caneppele und Alexander
Horwath. FilmmuseumSynemaPublikationen. Bd. 22.
191 s. - Trisvazkova kronika a jubilejni antologie mapu-
jici ve faktografickych prehledech, vzpominkach a své-
dectvi pametnikd, archivnich dokumentaénich a obra-
zovych materidlech padesdtiletou historii, sbirky
a ¢innost Rakouského filmového muzea ve Vidni. Prvni
svazek je vénovan okolnostem zalozeni, druhd kniha
zachycuje prostiednictvim stovky textd, bohaté kore-
spondence, dokumenti a 200 fotografii viechny pori-
dané akce (vystavy, projekce), vydané publikace a své-
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tové i domaci filmafe, ktefi tuto instituci navstivili.
Tteti dil nabizi dobrodruzné putovini filmovou historii
skrz padesat vybranych objekti z riznych sbirek Filmo-
vého muzea. -- ISBN 978-3-901644-53-5 (soubor :
broz.). -- ISBN 978-3-901644-54-2 (Aufbrechen

broz.). -- ISBN 978-3-901644-55-9 (Das sichtbare Kino
: broz.). -- ISBN 978-3-901644-56-6 (Kollektion : broz.)

SPOLECENSKE

Spolecenské védy a audiovize / Helena Bendova, Matéj
Strnad (eds.) ; [autori text Ferdinand de Saussure ... et
al.]. -- 1. vyd. -- Praha : NAMU, 2014. -- 763 5. -- Autor
doslovu Miroslav Petti¢ek - Uvod, poznamky v textu,
anglické resumé - Rejstiik jmenny - Interdisciplinarni
antologie teoretickych text rozliénych spolecenskych
a humanitnich véd predklada ukazky studii, které vy-
razné ovlivnily nade uvazovéni o audiovizi. Sbornik se
pokousi seznamit komplexnim zptisobem se viemi re-
levantnimi spole¢enskymi i humanitnimi védami (este-
tika, filosofie, jazykovéda, literarni véda, psychologie,
sociologie, antropologie, kulturalni studia, politolo-
gie...) a s jednotlivymi koncepty, které dodnes odborna
vefejnost pouziva k uvazovani o spole¢nosti, médiich
a uméni (napf. ideologie, znak, autor, gender, definice
uméni, interpretace, otazka vkusu a hodnoceni uméni).
Vybér vice nez dvaceti studii zastupuji vyznamni auto-
fi, jakymi jsou Saussure, Freud, Bartlett, Popper, Muka-
fovsky, Althusser, Bourdieu, Foucault, Radwayova, But-
lerova a dalsi. -- ISBN 978-80-7331-313-5 (broz.)

SYROVY, Viclav

Hudebni zvuk : prispévek k teorii zvukové tvorby / Vac-
lav Syrovy. -- 2. dopl. vyd. -- Praha : Akademie muzic-
kych uméni v Praze, 2014. -- 317 s. -- (Akusticka
knihovna Zvukového studia Hudebni fakulty AMU ; 9).
-- Pfedmluva, tvod, anglické resumé - Bibliografie na
5. 305-309, rejstiik vécny - Publikace pfedstavuje pokus
o priinik do svéta tvarci prace se zvukem coby nosite-
lem hudebni informace, nikoliv viak v podobé souhrnu
pragmatickych poucek, jak tvofit zvuk, ale jako teore-
ticka reflexe jevii, déji a postupi, se kterymi se tviirci
zvuku i jejich posluchadi denné setkavaji. Autor v ni
shrnul nejenom své Zivotni ,, zvukafské* zkusenosti, ale
také dilezité ,vedlejsi“ poznatky vyzkumnych projekta,
kterych se jako fesitel ¢i spolutesitel zagastnil. Ctendf je
postupné seznamovin se zpusoby prace se zvukem,
s existenénimi podobami zvuku a jejich interpretaci
a se zdkladnimi psychologickymi aspekty, se kterymi se
muze kazdodenné setkat jak pfi aktivni praci se zvu-
kem, tak pfi jeho pouhém pasivnim vnimani. -- ISBN
978-80-7331-161-2 (broz.)

TIRARD, Laurent
Lekce filmu / Laurent Tirard ; [z francouzského origina-
lu ... prelozila Alena Smithee]. -- 1. vyd. v ¢eském jazy-
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ce. -- Praha : Dokordn, 2014. -- 351 s. : portréty. --
Uvod, predmluva, citaty, filmografie v textu, o autorovi
- Kniha rozhovora o filmové tvorbé, které vedl fran-
couzsky reZisér a novindf Laurent Tirard s 39 prosluly-
mi a uznavanymi svétovymi reZiséry (Milo§ Forman,
Woody Allen, Jean-Luc Godard, Martin Scorsese, Jim
Jarmusch, Pedro Almodoévar, Wong Kar-wai, Wim
Wenders, bratfi Coenové, Lars von Trier a mnozi dalii),
se do tématu ponoruje o néco hloubéji, nez tomu u béz-
nych interview byva, a odkryva technické, tvrci ¢i nd-
zorové aspekty prace filmového reziséra. Tirard polozil
véem zpovidanym autortim tytéz otdzky, takZe tendf
mauze jejich odpovédi sledovat a vzdjemné porovnavat. -
Nizev origindlu: Legons de cinéma / Tirard, Laurent,
1967-. -- Paris : Nouveau Monde éditions, 2009. -- [SBN
978-80-7363-615-9 (vaz.)

Ptipravil Milos Fikejz.
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VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

Prostfednictvim monotematickych blok se lluminace snazi podpotit koncentrova-
néjsi diskusi uvnitf oboru, vytvotit operativni prostredek dialogu s jinymi obory
a usnadnit zapojeni zahranicnich prispévateli. Témata jsou vybirdna tak, aby kore-
spondovala s aktudlnim vyvojem filmové historie a teorie ve svété a aby soucasné
umoznovala otevirat specifické domaci otazky (revidovat problémy déjin ¢eského
filmu, zabyvat se dosud nevyuZitymi prameny). Zajemciim muze redakce poskyt-
nout vybérové bibliografie k jednotlivym tématiim. Kazdé z uvedenych &isel bude
mit rezervovin dostatek prostoru i pro texty s tématem nijak nesouvisejici.

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

V nabidce strucné popiste koncepci textu; u ptivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na webo-
vych strankdch casopisu: www.iluminace.cz, v polozce Redakce/kontakty.
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Déjiny FAMU

(uzdvérka 31. cervence 2015)

Hostujici editofi: Martin Franc - Andrea Slovdkova

Abstrakty ptispévki o rozsahu do 200 slov zasilejte do 30. 4. 2015 na adresu francmartin@
seznam.cz a andrea.slovakova@amu.cz. Uzdvérka pro rukopisy je stanovena na 31. Cervence
2015.

Filmova a televizni fakulta Akademie muzickych uméni v Praze oslavi v roce 2016 sedmdesat
let svého fungovani. Ceskoslovensko se v dobé jejiho zaloZeni stalo ptou zemi na svété, kde
vzniklo podobné zatizeni pro vysokoskolské vzdélavani filmovych (a v budoucnu i televiz-
nich) pracovnik.

Formujici osobnosti prvnich desetileti existence FAMU se stal bezpochyby kontroverzni fil-
movy kritik a teoretik A. M. Brousil. V prubéhu let se FAMU vyvinula i pres vSechny peripe-
tie spojené s tragickym obdobim 50. let v celosvétové respektovanou instituci, kde své vzdéla-
ni ziskalo mnoho tuzemskych, ale i zahranicnich $pickovych tviirci (napt. Emir Kusturica,
Agnieszka Hollandové). Na FAMU se také formovala slavna ¢eska filmova vlna Sedesatych let
20. stoleti. I tuto $kolu vsak, stejné jako jind vysokoskolska a akademicka pracovisté, tvrdé po-
znamenaly dopady tzv. normalizace na pocdtku sedmdesdtych let, kdy FAMU muselo opustit
mnoho kli¢ovych osobnosti z fad pedagogti i studenti. V tomto obdobi dominovali na skole
vyuéujici blizci dogmatickému kfidlu komunistické strany a jeji kulturni politiky, coz se sa-
mozfejmé nemohlo nepodepsat na celkové atmosféfe fakulty. K urcitym zménam k lepsimu
doslo az s personalnimi zménami v druhé poloviné sedmdesatych let. V této dobé se z FAMU
stava do urcité miry jeden z ostriivki svobody, i kdyz samozrejmé dochézelo stdle k zdsahtim
ideologickych dohlizitel. Znovu se ozivily kontakty i se zapadni kinematografii, pod hlavic-
kou Socialistického svazu mladeze doslo k obnoveni studentskych kritickych aktivit v podo-
bé vydavéni rtiznych casopist apod. Formovala se zde dalsi generace studenti, ktera své pre-
svédeni projevila predev$im v listopadu 1989, kdy studenti FAMU i jeji nedavni absolventi
patfili k nejpfednéj$im aktivistim. Studenty pfitom v mnohych krocich podpofilo i tehdejsi
vedeni FAMU v Cele s rektorem Iljou Bojanovskym.

Od roku 1990 se $kola oteviela fadé vyznamnych postav Ceské kinematografie i televizni tvor-
by, které zde zacaly predndset. Ani FAMU se v8ak nevyhnul ur¢ity porevolucni chaos spojeny
s rozpadem tradi¢nich hierarchickych struktur, na néz plynule nenavazovalo budovani struk-
tur novych. Navic se musela, podobné jako ostatni vysoké skoly, vyrovnat s poklesem pfilivu
finanénich prostredka do oblasti $kolstvi a kultury v obdobi bezprostredni transformace ces-
koslovenské ekonomiky. Situace se v§ak postupné pres veskeré potize stabilizovala, mimo jiné
i diky rozsahlému zapojeni do mezinarodni spoluprace. FAMU v podminkéch Ceské repub-
liky prisla o svou prakticky monopolni pozici v oblasti filmové a audiovizudlni vychovy, udr-
zuje privilegované postaveni. Na pocatku 21. stoleti prosla FAMU dalsi vinou transformace
spojené s genera¢ni obménou pedagogti i s novou organizaci vyuky. Inovace a snahy o vylep-
$ovani systému vyuky ovSem probihaji az do soucasnosti jako kontinudlni proces pomahajici
udrzovat kreativni atmosféru na pracovisti.

Pfes nesporny vyznam, ktery AMU v systému ¢eského vysokého skolstvi patfi, byl jejim déji-
nam vénovan dosud nedostatecny badatelsky zajem. Nakladatelstvi Akademie muzickych




uméni v Praze jiz druhym rokem pracuje na projektu Déjiny AMU, jehoz hlavnim vystupem
bude historickd monografie jako zdsadni syntetické dilo, které ukaze $kolu jako jeden celek,
zaroven oviem reflektuje specifika jednotlivych fakult (divadelni DAMU, filmavé a televizni
FAMU a hudebni a tane¢ni HAMU). Vyzkum se zaméfuje na pozici AMU v dobovém kon-
textu kulturni a vysokoskolské politiky, reflektovana je i mezinarodni spoluprice v ramci
smluvnich vztaht se zahrani¢nimi partnerskymi $kolami. Oddily vénované jednotlivym fa-
kultam v pripravované publikaci se zaméfuji na vyvoj jejich institucionalni a personalni
struktury, na problematiku vlivu jednotlivych viid¢ich osobnosti na fakultach v raznych ob-
dobich, ale také na nacrtnuti atmosféry pracovisté. Studie v ¢asopise Iluminace by se mély stat
jednim z dulezitych podkladd pro praci.

Prispévky cisla se maji zabyvat jednotlivymi otazkami z déjin FAMU od jejich poéatka az po

relativné nedavnou minulost. Jako mozné tématické okruhy se nabizeji:

« Diskuse o vzdélavani filmatt v prvni poloviné 20. stoleti v Ceskoslovensku.

« Vznik FAMU v dobovém spolecenském kontextu

« Promény struktury FAMU a pocatky rtznych vedlejdich zafizeni FAMU (Studio FAMU
apod.)

« Vyvoj prijimaciho fizeni, promény prabéhu studia a zavére¢nych praci na FAMU

« Politické a ideologické vlivy na FAMU v letech 1946-1989.

« Kli¢ové osobnosti FAMU

« Formovani filmarskych generaci v ramci FAMU

« Cizinci na FAMU a mezinarodni spoluprace.

« Studentsky zivot na FAMU, podil FAMU na vystoupenich studentl v letech 1968-1969
a 1989.

« Pribéh normalizacnich cistek na FAMU

« Dé¢jiny Mezinarodni pfehlidky studentskych filmt v Karlovych Varech

« Studentskd umélecka a odborna ¢innost na FAMU.

« FAMU v podminkach transformace v letech 1990-1996.

« Promeény postoje verejnosti k FAMU a jeji medidlni reflexe.
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Phvodni seridlova produkce v poslednich ctyfech letech hybe domaci televizni scénou.
Zvl43té po néstupu generdlniho feditele CT Petra Dvoréka, ktery si jeji oziveni vytycil jako je-
den z klicovych bodt svého programu, se stala ohniskem konkurenc¢niho boje mezi soukro-
mymi stanicemi a televizi verejné sluzby. V fadé pripadii sklizi nové vedeni CT nadsenou
chvélu komentator, dlouhodobé frustrovanych povéstnou zakonzervovanosti Kavcich hor -
dvojblok detektivky PRiPADY 1. ODDELENT a pritkopnického sitcomu CTVRTA HVEZDA, vysi-
lanych od pocatku roku 2014, si dokonce vyslouzil Zurnalistické oznaceni ,velka pondélni te-
levizni revoluce".

Prvni kanél Ceské televize soutézi se soukromymi konkurenty jejich vlastnimi zbranémi: do
¢tyf, nebo dokonce péti primetim za tyden, tedy stejné jako Nova a Prima, umistuje ptvod-
ni seridly a série, pficemz vétsina z nich predstavuje vefejnopravni verze tradi¢nich serialo-
vych zanra (krimi, sitcom, soap opera). Na CT 1 se stabilizuji programovi seridlova okna:
pondélni kriminalistické (PRiPADY 1. ODDELENI, VRAZDY V KRUHU), pate¢ni rodinné
(VyprAVE], PRVNI REPUBLIKA, NEVIDITELNI) atd. Na vyvoji novych vefejnopravnich serialt
se podileji lidé, ktefi za Dvordkem pfisli z Novy (Jan Maxa, Radek Bajgar, Tomas Ferftek, Jan
Prusinovsky ad.) a navazali na pfedchozi uspésnou éru ,,novackych® seriali (KRIMINALKA
ANDEL, COMEBACK, OKRESN{ PREBOR).

Vztahy mezi soukromymi a vefejnymi zajmy dale komplikuje dynamicky rostouci sektor ne-
zavislych televiznich producenti, ktefi velkou ¢ast novych seriali pro CT vyrabéji, at uz for-
mou zakdzky, nebo koprodukce (k nejvyznamnéj$im hra¢am patti firmy Dramedy, Logline,
Bionaut, Offside Men a FilmBrigade). Néktefi tito producenti experimentuji se skupinovym
psanim, charakteristickym pro dlouhohrajici serialy typu Ulice, a CT se nebrani ani adapto-
vani osvédcenych zahrani¢nich vzora (Kancr, DokTOR MARTIN), metodé jinak typické pro
soukromé televize.

Priblizné ve stejné dobé, kdy Dvorak ohlasil sviij program postaveny na oziveni piivodni dra-
matické tvorby, spustila svou seridlovou, respektive sériovou produkci mistni pobocka nad-
narodni korporace HBO Europe (TeraPIE, HORICI KER, AZ PO USI). Nejnovéjsim trendem
jsou seridly internetové, z nichZ nejvétsi pozornosti se tési KANCELAR BLANIK z produkce
Stream.cz. Neni divu, Ze rust prestiZe serialové tvorby do televize pfivedl — po vzoru anglo-
americké quality television — renomované filmové tviirce, a to nejen mainstreamového typu




(Jan Hiebejk, Petr Jarchovsky), ale i vylozené artového zaméfeni (Marek Najbrt, Robert
Sedlacek, Bohdan Sldma, Petr Zelenka, Radim Spacek). Otazkou do budoucna zistava, jak se-
ridlova zkusenost ovlivni jejich tvorbu pro kina.

Tyto a dal3i souvisejici trendy badatelim oteviraji neobycejné zajimavé pole pro vyzkum pro-
mén domadci seridlové produkce, jeji navaznosti na film, na ¢eskou seridlovou tradici a na me-
zinarodni vyvoj. Jestlize se ¢eska medialni studia dosud vénovala primarné recepci seridld,
ptipravované Cislo Iluminace se zaméfi na jejich produkci a programovéni. Nase redakce uvi-
ta prispévky pohliZejici na seridly z nize uvedenych perspektiv, ale bude oteviend i jinym té-
matim:

+ Vefejnopravné-institucionalni: rozhodovani o vybéru namétu, tviircii a koproducenta,
schvalovéni, producentské a dramaturgické vedeni, hodnotové ramce klicovych aktéri.

+ Byznysové-producentské: strategie nezavislych producentii pracujicich na zakazkach a ko-
produkcich s CT, misto seridlové tvorby v jejich portfoliu, stabilni tymové skupiny a osob-
ni vazby s tviirci.

+ Esteticko-tvirdi: tviir¢i metody ve vyvoji a realizaci, autorské a skupinové psani, promény
technik natdceni, vysledny serial jako index produkéniho procesu.

» Programové-trzni: strategie programového okna, navaznosti na predchozi produkty, kon-
kurenéni vymezovéani vii¢i produktim soukromych televizi, vliv sledovanosti na vnitfni
hodnoceni a dalsi osudy serialu.
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Soucasny ¢esky audiovizualni priamysl

(uzavérka 28. unora 2017)




ILUMINACE

je recenzovany ¢asopis pro védeckou reflexi kinematografie a pfibuznych problémi. Byla za-
lozena v roce 1989 jako pulletnik. Od svého patého ro¢niku pfedla na ctvrtletni periodicitu
a pri té prilezitosti se rozsifil jeji rozsah i format. Od roku 2004 je v kazdém ¢isle vyhrazen
prostor pro monotematicky blok textii. Od roku 2005 jsou nékteré monotematicke bloky pfi-
pravovany ve spolupréci s hostujicimi editory. Iluminace ptinasi predevsim ptvodni teoretic-
ké a historické studie o filmu a dal$ich audiovizualnich médiich. Kazdé ¢islo obsahuje rovnéz
pteklady zahrani¢nich texti, jez pribliZzuji soucasné badatelské trendy nebo splaceji preklada-
telské dluhy z minulosti. Velky prostor je v Iluminaci vénovan kritickym edicim primérnich
pisemnym pramenii k déjindm kinematografie, stejné jako rozhovoriim s vyznamnymi tvir-
ci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkumnych pro-
jektii a nové zpracovanych archivnich fondi. Jako kazdy akademicky casopis i [luminace ob-
sahuje rubriku vyhrazenou recenzim domaci a zahrani¢ni odborné literatury, zpravam
z konferenci a dal§im aktualitdm z déni v oboru filmovych a medialnich studii.

POKYNY PRO AUTORY:
Nabizeni a format rukopisit

Redakce pfijimé 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 pavodnich studii se predpoklada délka 15-35 normostran, u roz-
hovorti 10-30 normostran, u ostatnich 4-15; v odiivodnénych pfipadech a po domluvé s re-
dakci je mozné tyto limity prekroéit. Véechny nabizené prispévky musi byt v definitivni verzi.
Rukopisy studii je treba doplnit filmografickym soupisem (odkazuje-li text na filmové tituly
— dle zavedené praxe [luminace), abstraktem v angli¢tiné nebo cestiné o rozsahu 0,5-1 nor-
mostrana, anglickym prekladem nazvu, biografickou notickou v délce 3-5 radkd, volitelné
i kontaktni adresou. Obrazky se pfijimaji ve formétu JPG (s popisky a udaji o zdroji), grafy
v programu Excel. Autor je povinen dodrzovat citaéni normu ¢asopisu (viz ,,Pokyny pro bib-
liografické citace®).

Pravidla a pribéh recenzniho fizeni

Recenzni fizeni typu ,,peer-review" se vztahuje na odborné studie, urcené pro rubriku ,Clan-
ky* a probiha pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktudlni slozeni
je uvedeno v kazdém ¢isle casopisu. Séfredaktor mé pravo vyzadat si od autora jesté pred za-
pocetim recenzniho fizeni jazykové i vécné tpravy nabizenych texti nebo je do recenzniho
tizeni viibec nepostoupit, pokud nesplnuji zakladni kritéria pavodni védecke price. Toto roz-
hodnuti musi autorovi nalezité zdtivodnit. Kazdou predbézné prijatou studii redakce predlo-
zi k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otazkach, jimiz se hodnoceny text zabyva, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némzZ uvedou, zda text navrhuji prijmout,

prepracovat, nebo zamitnout. Své stanovisko zdtivodni v pfilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo pfepracovani, uvedou do posudku hlavni divody, respektive podnéty




k upravam. V prfipadé pozadavku na prepracovani nebo pfi protichiidnych hodnocenich
muZe redakce zadat treti posudek. Na zdkladé posudki $éfredaktor pfijme konecné rozhod-
nuti o pfijeti ¢i zamitnuti ptispévku a toto rozhodnuti sdéli v nejkrat§im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mize své stanovisko vyjadrit
v dopise, ktery redakce predd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zpiisobem, ktery umozni zpétné ovéfeni, zda
se v ném postupovalo podle vySe uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka uroven textu.

Dalsi ustanoveni

U nabizenych rukopist se pfedpoklada, ze autor dany text dosud nikde jinde nepublikoval
a ze jej v prubéhu recenzniho Fizeni ani nebude nabizet jinym ¢asopisim. Pokud byla publi-
kovéana jakakoli ¢ast nabizeného textu, autor je povinen tuto skutecnost sdélit redakci a uvést
v rukopise. Nevyzddané prispévky se nevraceji. Pokud si autor nepfeje, aby jeho text byl zve-
fejnén na internetovych strankach ¢asopisu (www.iluminace.cz), je tieba sdélit nesouhlas pi-
semné redakci.

Pokyny k formdlni upravé ¢lankd jsou ke staZeni na téZe internetové adrese, pod sekci ,, Auto-
fi clankd®







Sbirka oralni historie
v Narodnim filmovém archivu

NFA pecuje o nejriiznéjsi typy dokumentti se vztahem k historii ¢eského filmovnictvi véetné
zvukovych a zvukové-obrazovych nahrévek.

Vlastnite-li takové typy materiali (rozhovory, zaznamy udalosti ¢ jiné druhy audiozaznami,
eventualné audiovizudlnich zaznamu rozhovori, vztahujici se k tématu ceské kinematografie,
a to z jakéhokoliv obdobi), a mite zijem o jejich bezpecné uchovani, nabizime vam bezplatné
ulozeni v depozitafich NFA.

NFA splnuje viechny podminky, které zarucuji nejvy$si moznou kvalitu archivace.

Jakékoliv obohaceni nadi sbirky z vasich zdroji je cennym pfispévkem k rozsifeni povédomi
o minulosti ¢eského filmu a sou¢asné i nasi kulturni historie.

Kontakt: kuratorka sbirky Marie Baresova

Marie.Baresova@nfa.cz
226 211 860 / linka 20
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