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From Post-Communist
to Post-Human Care

A Comparative Study of The Death of Mr. Lazarescu and Eden

Abstract

On basis of a comparative close reading of two paradigmatic Eastern European films about precari-
ous lives and acts of care, this article explores the relationship between three distinct but interrelat-
ed phenomena: (1) the early 21* century experience of increased precatity and vulnerability, (2) cer-
tain philosophical or theoretical trends (such as care ethics and critical posthumanism) that aim to
conceptualize this new state of insecurity, and (3) new Eastern European cinematic trends that can
be understood as responses to the first two phenomena. The article’s starting hypothesis is that so-
cially committed Eastern European art cinema responds to the social and cultural changes of the
times, and therefore expresses a whole set of cultural assumptions about ethical behaviour, the hu-
man being’s relation to others, or the possible values that may govern human decisions. By compar-
ing a classic example of the Eastern European social problem film, The Death of Mr Lazaresu with
the more recent Eden, the article highlights recent cinematic shifts in the representation of precari-
ous lives. By putting these two films in the context of the Eastern European social problem film, the
article explores the ways the 21* century experience of ecological crisis and the cinematic influence
of transnational ecocinema may change existing Eastern European cinematic practices, inspiring
new, eco-critically informed ethical approaches and definitions of precarity.

Keywords
precarity, care ethics, post-communist, post-human, The Death of Mr Lazarescu, Eden

The following article explores new developments in Eastern European art cinema that can
be regarded as responses to such early 21-st century crisis-situations as climate change and
environmental degradation. These films are also often shaped by those new theoretical
discourses that aim to theorize the present experience of vulnerability, precarity, and
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crisis.” Based on the contextualized comparison of two specific films, The Death of Mr. La-
zaresu (Cristi Puiu, 2005) and Eden (Agnes Kocsis, 2020), I will outline two different ap-
proaches to the cinematic representation of “precarious lives,”? and show the ways the dif-
ferences between the two films may be attributed to the influence of such trends as critical
posthumanism, ecocriticism and the ethics of care. By contrasting two cinematic defini-
tions of precarity, which may be associated with two historically specific ethical approach-
es that I will call post-communist and post-human care, the article also indicates possible
ways Eastern European cinematic traditions may shift due to the above mentioned histor-
ical experiences.

In the English language precarity stands for the state of being precarious or uncertain,
a state of persistent insecurity, vulnerability or danger. While the term scarcely occurs in
late 20" century academic literature, in the crisis-ridden early 21* century it became a key
term in a wide variety of fields, such as sociology, labour studies, environmental humani-
ties, disability studies, gender studies, migration studies, and political economy, a crucial
concept for theorizing life in an era of uncertainty. In this article, following Judith Butler,
I define precarity as a socially and politically produced condition, which manifests in his-
torically specific ways.” When contrasting various cinematic definitions of precarity, I will
indicate the processes through which the ontological precariousness of bodies is turned
into socially and politically constituted forms of precarity in ways that are not only specif-
ic to geographical space and historical time, but are also shaped by the ways Eastern Euro-
pean cinemas react to these new historical, artistic and theoretical trends. Relying on a set
of recent studies from sociology and political science, I argue that Eastern Europe, the for-
mer Eastern bloc, can be still recognized as a region with shared historical experiences, so-
ciocultural characteristics and political trends, a “unique cultural space,”” which also pro-
duces recognisably regional experiences and cultural representations of precarity.” It is for
these reasons that I rely on the East / West distinction, which, according to the above ref-
erenced studies, remains relevant in the post-communist period as well. While Eastern
Europe cannot be comfortably placed in the Global North / Global South binary, in which
its historical, social and political particularities become invisible, it does remain an “Oth-
er Europe,”® distinguishable from the northwest European centre.

When exploring Eastern European cinematic representations of precarity and their
shifting representational paradigms, one has to acknowledge the tendency of European art

1) The present research was supported by the Faculty of Humanities of the University of Debrecen, Hungary.
Some of the ideas developed here were first formulated in different contexts in Gy6rgy Kalmar, “Post-Crisis
Reckoning: Making Sense of Early 21 Century Civilizational Ruptures,” Acta Sapientia Philologica 13, no. 1
(2021), 1-17 and Gyorgy Kalmar, “Eden and Eastern European Ecocinema,” Studies in Eastern European
Cinema, March 9, 2023, 1-23. T also owe thanks to my colleagues for their valuable comments at the NECS
2023: Care conference in Oslo, where this research was first presented.

2) Judith Butler, Precarious Life: The Powers of Mourning and Violence (London: Verso, 2004).

3) Ibid.; Judith Butler, Frames of War: When Is Life Grievable? (London: Verso, 2010); Gediminas Lesutis, The
Politics of Precarity: Spaces of Extractivism, Violence, and Suffering (London and New York: Routledge, 2020).

4) Dina Iordanova, Cinema of the Other Europe: The Industry and Artistry of East-Central European Film (Lon-
don and New York: The Wallflower Press, 2003), 5.

5) Ivan Krastev and Stephen Holmes, The Light that Failed: A Reckoning (London: Allen Lane, 2019).

6) Iordanova, Cinema of the Other Europe.
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cinema in general to present social problems and raise awareness about the struggles of
ordinary people. This socially committed, emancipatory attitude has been among the key
defining characteristics of art cinema throughout its history, from Eizenstein through Vit-
torio de Sica to the Dardenne brothers. This democratic and emancipatory potential of
cinema is even more pronounced in the often oppressive, authoritarian political climate of
Eastern European countries, both before and after the fall of communism, where film is
one of those rare mediums in which social issues can be problematized and public debates
can be initiated.

Even before ecocriticism, critical post-humanism or care ethics gained prominence
and called attention to human and non-human precarity, Eastern European art films had
the tendency to be attentive to vulnerability and precariousness. Many of the most influ-
ential Eastern European auteur films speak of a heightened sense of human vulnerability,
which lies often at the very focus of these films. This sharp sense of socially and “political-
ly mediated differential exposure to violence” and harm” is traceable in such classics as
Ashes and Diamonds (Andrzej Wajda, 1958), The Shop on Main Street (Jan Kadar and El-
mar Klos, 1965), Andrei Rublev (Andrei Tarkovsky, 1966), The Round-Up (Miklos Jancso,
1966) or Closely Watched Trains (Jiti Menzel, 1966), as well as in such recent multiple
award-winning titles as 4 Months, 3 Weeks and 2 Days (Cristian Mungiu, 2007), Delta (Kor-
nél Mundruczo, 2008) or Cold War (Pawel Pawlikowski, 2018). Though many of these
films are repeatedly acclaimed for elevating that sense of human vulnerability and precar-
iousness to a metaphysical level, to an ontological condition (as most notably in the films
of Tarkovsky and Tarr), the films tend to define this condition through such a social back-
drop that associates the sense of vulnerability with specifically Eastern European histori-
cal and sociocultural phenomena. These cinematic trends have contributed to depicting
Eastern Europe in the European cultural imaginary as a place where human lives are
cheaper, less protected, more vulnerable and afflicted. Though there may be plenty of so-
ciological and medical studies that support such a “dark vision™ of the region, in this ar-
ticle I focus mostly on the discursive aspect of these figurations of Eastern Europe, and re-
gard them primarily as cinematic mythologies, in other words, cultural fabrications. The
differences between these cinematic acts of self-fashioning, and the various representa-
tional strategies and cinematic imaginaries one encounters in these films call attention to
the importance of art films and more specifically the social problem film in shaping the
cultural imaginary of Eastern Europe.”

Indeed, both The Death of Mr. Lazarescu and Eden can be regarded as time-specific
variations or timely appropriations of the so-called social problem film, also referred to as
social-consciousness film or message film in film theory and criticism.'” It is an important
cinematic trend in both art and genre cinema, which is often theorized as a separate, rec-
ognizable genre.') Significantly for the present study, cinema attendance statistics suggest

7) Lesutis, The Politics of Precarity, 7.

8) Doru Pop, Romanian New Wave Cinema: An Introduction (Jefferson: McFarland, 2014), 37.

9) Iordanova, Cinema of the Other Europe.

10) Steve Neale, Genre and Hollywood (London and New York: Routledge, 2000), 105.

11) Peter Roffman and Jim Purdy, The Hollywood Social Problem Film: Madness, Despair and Politics from the
Depression to the Fifties (Bloomington: Indiana University Press, 1981), viii; Neale, Genre and Hollywood, 105.
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that the social problem film is one of the most popular film types or genres in both Roma-
nia and Hungary.'? Its most defining characteristic feature is “the dramatization of topical
social issues” in a film narrative, that is, the combination of “social analysis and dramat-
ic conflict within a coherent narrative structure”'¥ Although these qualities overlap with
some of the typical trends in global art cinema, and may also appear in many other gen-
res, such as the biopic, the historical film or even science fiction, “social problem films are
distinct from them in that they typically have settings roughly contemporaneous with
their moment of release, and they usually employ a serious tone and realistic mode of rep-
resentation in engaging with their subject matter” Importantly for both films to be ana-
lysed in detail here, social problem films also tend to highlight and explore the problem-
atic relationship of an individual (its protagonist) with specific social institutions.'” As
Roffman and Purdy’s book or Neale’s article demonstrate, social problem films, because of
their focus on the issues of their times, tend to change in sync with the societies at large,
and are therefore ideal material for academic studies that wish to explore films in a social,
cultural or political context.

In the comparative analysis below I will argue that The Death of Mr. Lazarescu and
Eden belong to two distinct periods in this history, and that the changes in their approach
to human vulnerability, precarity and the social problems that create them are (at least
party) due to the influence of ecocriticism and ecocinema. This leads to the research ques-
tion how the traditional portrayal of precarious lives in Eastern European social problem
films aligns with the principles of these characteristically 21* century cinematic trends
and theoretical perspectives. In the analyses below I will highlight the ways the cinematic
reception of these critical trends necessarily includes acts of localization, appropriation
and the readjustment of formal filmmaking strategies. The above mentioned discourses
consciously and systematically challenge one’s fundamental assumptions about (post)in-
dustrial capitalism and its modus operandi, the human subject’s relation to its environ-
ment (or the Earth as such), as well as the meaning and targets of ethical behaviour.””
These conceptual shifts have significant implications for cinema, affecting social imagi-
naries, the stories told, the way precarity is depicted and understood, as well as the mean-
ing of ethical behaviour.

Ecocinema is closely related to such tends: its emergence marks a new sense of (non-
anthropological, ecological or biological) precarity. As opposed to Shpolberg and Brasis-

12) Andrea Virginas, Film Genres in Hungarian and Romanian Cinema: History, Theory, and Reception (London
and New York: Lexington Books, 2021), 118.

13) Marcia Landy, British Genres: Hollywood and Society, 1930-1960 (Princeton: Princeton University Press,

1991), 432.

Roffman and Purdy, The Hollywood Social Problem Film, viii.

Steven Doles, “Social Problem Films,” Oxford Bibliographies, March 30, 2015, 1.

Roffman and Purdy, The Hollywood Social Problem Film, viii; Neale, Genre and Hollywood, 105.

Masha Shpolberg and Lukas Brasiskis, eds., Cinema and the Environment in Eastern Europe: From Commu-

nism to Capitalism (New York and Oxford: Berghahn Books, 2023); Paula Willoquet-Maricondi, Framing

the World: Explorations in Ecocriticism and Film (Charlottesville: University of Virginia Press, 2010); Mau-

rice Hamington and Michael Flower, eds., Care Ethics in the Age of Precarity (Minneapolis and London: Uni-

versity of Minnesota Press, 2021); Joseph Kupfer, Feminist Ethics in Film: Reconfiguring Care through Cine-

ma (Bristol and Chicago: Intellect, 2012).

14
15
16
17

—_ =
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kis’s seminal volume,'® I do not regard ecocinema here as merely a critical approach or in-
terpretive strategy. For practical reasons, similarly to MacDonald, Willoquet and others,
I regard both specific thematic and formal characteristic features of the films necessary so
as to be categorized as ecocinema. These include focusing on environmental themes, crit-
icizing or undermining anthropocentrism and industrial modernity, raising awareness
about environmental issues or damaging industrial practices, and experimenting with al-
ternative film formats that may lead to a more ethical view of the biosphere.'?

According to this stricter or narrower definition of ecocinema, however, one finds rel-
atively few examples from Eastern Europe.?” These are mostly documentaries or experi-
mental films and videos, such as Sirenomelia (Emilija Skarnulyté, 2017), Acid Forest (Rug-
ile Barzdziukaite, 2018), Frozen May (Péter Lichter, 2017), Greetings from Free Forests (Ian
Soroka, 2018), Freshwater (Peter Riviera, 2021), or Land of Warm Waters (Igor Buharov
and Ivan Buharov, 2022), with only a few potential feature film examples, such as Gregorz
Krolikiewitz’s experimental feature Trees (Drzewa, 1995), Gyorgy Pélfi's Hukkle (2002),
Sonja Prosenc’s The Tree (Drevo, 2014), or Angieszka Holland’s Spoor (2017). The Hungar-
ian director Agnes Kocsis’s 2020 film Eden is thus among the first examples of this trend
in the Eastern European feature film scene. Eden is also important for the present study
because it seems to consciously re-examine the traditional representational strategies and
definitions of precarity of the Eastern European social problem film in the light of our
21* century understanding of ecological crisis.

Therefore, in what follows, I will map out the transformative effects that the 21% centu-
ry state of precarity as well as the ensuing new perspectives of ecocriticism and care ethics
may have on Eastern European social problem films, with a particular focus on the ways
precarious lives and acts of care are understood and represented. In my comparative study
of The Death of Mr. Lazarescu and Eden, I will highlight the most significant shifts in rep-
resentational strategies. Both films tell stories about precarious lives and acts of care, but
while Lazarescu suits the formula of the Eastern European social problem film, of which it
is a formative example, and depicts what one could call post-communist precarity, Eden
shows signs of a profound philosophical and cinematic transformation in its approach,
and can be regarded as one of the first Eastern European cinematic representations of
post-human precarity. Though the two films can naturally be placed in a chronological or-
der, my intention is neither to create a teleological narrative of cinema’s historical pro-
gress, nor to jump to generalizing conclusions about the effect of ecocinema on Eastern
European film cultures at large, but rather to explore possible examples of the ways new
challenges and influences of the new millennium may shape Eastern European cinematic
accounts of precarious lives, thereby potentially changing several well-established and ar-
tistically successful regional cinematic conventions.

18) Shpolberg and Brasiskis, eds., Cinema and the Environment in Eastern Europe.

19) See: Willoquet, Framing the World, xi-xvii, 9-10; Scott MacDonald, “Toward an Eco-cinema,” Interdisciplinary
Studies in Literature and Environment 11, no. 2 (2004), 111.

20) Meta Mazaj, “Coming to the Senses: Environmental Ethics and the Limits of Narrative in Contemporary
Slovenian Cinema,” in Shpolberg and Brasiskis, Cinema and the Environment in Eastern Europe, 219; Kris
Van Heuckelom, “Cinema of the Forest People: From Environmental Consciousness Toward Ecocritical
Perspectives in Polish (Post)communist Film,” in Shpolberg and Brasiskis, Cinema and the Environment in
Eastern Europe, 245.
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Changing definitions of the precarious Other

Now let me turn to The Death of Lazarescu, Cristi Puiu’s 2005 film, which “put the Roma-
nian New Wave on the international map” by winning the prestigious Un Certain Regard
prize in Cannes, so as to lay out the basic characteristic features of its approach to precar-
ity and care. First of all, true to the traditions of the European social problem film and re-
alist filmmaking in general, one can notice a clear “commitment to revealing lived materi-
al and political experience;? for example in the way the film creates the authentic feel of
a well-definable social situation with realist aesthetics, “inherent minimalism,” “verbal
naturalism,” “long shots and slow-paced action.”* The fact that Lazarescu chooses its pro-
tagonists from the less privileged classes, so as to emphasise the social and psychological
effects of post-communist destitution and disenchantment is equally typical of both the
Romanian New Wave and the New Hungarian Cinema of the early 2000s. This tendency,
as Doru Pop convincingly demonstrates, can be traced back to the filmmakers of Italian
Neorealism, who thought that “the only ‘real-reality’ was that of the marginalized, of the
lower parts of society””® For these filmmakers, as well as for most members of the Roma-
nian New Wave “ordinary people and their uneventful existence became the basis of what
seemed to be a new understanding of human life (a ‘revolutionary humanism’ as Bazin has
put it).”> Mr. Lazarescu is no exception in this row of characters: he is a retired, widowed,
alcoholic engineer, who lives alone in his shabby flat in a run-down apartment building
somewhere in Bucharest after the fall of Ceausescu’s state-socialist dictatorship. The bleak-
ness and deprivation communicated by the mise-en-scene, by the old, cheap objects,
mostly leftovers of the puritan mass-production of a fallen regime, all signify various sorts
of deprivation, physical, emotional, intellectual and spiritual, thus creating a somewhat
self-exoticizing picture of the “other” Europe, which is as characteristic of Puiu’s other
films, such as Stuff and Dough (Marfa si banii, 2001), as the films of such other Eastern Eu-
ropean multi-award-winning directors as the Romanian Cristian Mungiu or the Hungar-
ian Kornél Mundruczé. Lazarescu relies on “wobbly camerawork, verisimilar mise-en-
scene, the construction of mobile subject positions, and toned down uncommunicative
narration™ and avoids the use of extra-diegetic music, all serving the purpose of creating
an immersive feeling of the protagonist’s miserable conditions and to “to give the sense of
life unfolding in real time”*” In this somewhat self-exoticizing and ironically self-depreci-
ating approach to its protagonist, which the critics of Romanian New Wave have often de-
scribed a “miserabilism,’® Mr. Lazarescu is presented as an Eastern European post-com-
munist everyman. “I drink like every man” he says once, when questioned by a paramedic
about his alcohol consumption. In Lazarescu, this seems to be more than a peculiar inter-

21) Rahul Hamid, “The Death of Mr. Lazarescu (Cristi Puiu, 2005),” Senses of Cinema, September, 2017, accessed
January 10, 2025, https://www.sensesofcinema.com/2017/cteq/the-death-of-mr-lazarescu/.

22) Ibid., 1.
23) Pop, Romanian New Wave Cinema, 8.
24) Tbid., 54.
25) Ibid., 54.
26) Lészl6 Strausz, Hesitant Visions on the Romanian Screen (London: Palgrave Macmillan, 2017), 184.
27) Hamid, “The Death of Mr. Lazarescu,” 2.

)

28) Pop, Romanian New Wave Cinema, 8.


https://www.sensesofcinema.com/2017/cteq/the-death-of-mr-lazarescu/
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est in the vicissitudes of a particular character. Rather, as Pop’s detailed analyses demon-
strate, it is a general artistic approach to society, its systemic problems and the suffering
they cause, an approach or vision that permeates many of the films of the Romanian New
Wave.? In Lazarescu, most other characters are also built form well-established, self-crit-
ical, local stereotypes of the post-communist world, they tend to be weary, overworked,
underpaid and generally irritated by the situations and people their work makes them en-
counter.

One evening Mr. Lazarescu starts experiencing health problems, dizziness and a se-
vere headache, which, as we later learn, are signs of his advanced, undiagnosed cancer. The
film shows his series of attempts to seek medical help, from neighbours, relatives and
medical professionals. The post-communist healthcare system, however, is one of reluc-
tant care, which produces precarity in a systematic way, as a matter of course.*® When the
paramedics step into the smelly and shabby apartment of the old man in his worn clothes
and smell of liqueur, they immediately put him into the category of the less deserving Oth-
er, someone inferior to a “proper,” ideal human being, someone whose pleas for help are
morally less pressing, an outsider to “the ideology of the worthy citizen*" Throughout the
narrative, Lazarescu encounters weary medical professionals, a series of bureaucratic ob-
stacles, and a system that seems more concerned with paperwork than with saving lives.
Along the way, Lazarescu is transported from one hospital to another, facing long waits
and dismissive staff members, while his condition steadily worsens.

Thus, the film focuses on such social problems as health inequality, ageing, the institu-
tional causes of human suffering, and it is set in social conditions where human life be-
comes precarious, chances of survival are slim, and gestures of genuine compassion are
rare. This foregrounding of the historical, social and institutional causes of vulnerability
aligns the film with Judith Butler’s socio-political definition of precarity, according to
which it is “a politically induced condition in which certain populations suffer from fail-
ing social and economic networks of support and become differentially exposed to injury,
violence, and death”? The labyrinthian physical and bureaucratic spaces of the Romani-
an healthcare system, in which the increasingly confused and desperate Lazarescu won-
ders around express disorientation, the lack of agency and the systematic erosion of hu-
man dignity.® Through its even, meticulous and deliberate pacing, the film further
reinforces a sense of helplessness and inevitability. This overall gloominess is only bal-
anced by occasional instances of black humour, some rare gestures of genuine care, and
the abstract, religious layer of the film’s meaning (also highlighted by its protagonist’s Bib-
lical name), which makes it an allegorical story of human precarity.

Importantly from the point of view of ethics, The Death of Mr. Lazarescu is also a sto-
ry of missed human contacts, unanswered ethical pleas, and failures of care. Though the

29) Ibid., 52-65.

30) Strausz, Hesitant Visions, 187.

31) Eva Feder Kittay, “Precarity, Precariousness and Disability,” in Care Ethics in the Age of Precarity, eds. Mau-
rice Hamington and Michael Flower (Minneapolis and London: University of Minnesota Press, 2021), 21.

32) Butler, Frames of War, 25.

33) Strausz, Hesitant Visions, 186; Gyorgy Kalmar, Post-Communist Hungarian Cinema: Labyrinthian Men
(London: Palgrave Macmillan, 2017).




12 Gyorgy Kalmér: From Post-Communist to Post-Human Care

film makes clear that our protagonist needs help, and that without caring others his chanc-
es of survival are thin, in the eyes of most other characters Lazarescu becomes abject: he
smells bad, just like his apartment, he vomits, defecates, he is humiliated repeatedly and
treated like abject matter. The film, following the traditions of the social problem film, em-
phasises the “socially determined™* nature of these tragic misadventures. They seem to be
integral parts of the strictly hierarchical post-communist medical systems in which rank,
authority and status are everything,’ and ethical concerns are considered to be an unaf-
fordable luxury. Lazarescu’s phone calls and appeals for help are exemplary ethical situa-
tions, where one is supposed to hear and respond to the call of the Other. Yet, the ambu-
lance does not come for a terribly long time, he is seldom treated with respect, he is blamed
for his condition, when he calls his relatives he gets lectured on drinking, his daughter is
of no avail, as she has already moved to Canada, and the neighbours simply refuse to go
with him to the hospital. Thus, Lazarescu depicts post-communist healthcare as a dys-
functional, disillusioned system of reluctant care, in which the alterity or otherness of the
Other is routinely missed or used as a pretext for inefficient care. Though in interviews
Puiu emphasised the influence of real-life stories and personal experiences that influenced
his naturalist, almost documentary approach in the film,* I would also like to highlight
the influence of the well-definable cinematic mythology of the “other” Europe, which
defines human precarity as produced by the social and economic backwardness of the
region.

The network of similarities and differences between Lazarescu and Eden regarding the
definition of the suffering Other are most revealing. Eden also tells the story of a person in
need of others, it also focuses on a situation in which human care and ethical behaviour
are associated with medical care, and it also makes the spectator contemplate the complex
ethical implications of the human situations represented. However, Eden signifies a signif-
icant departure from the prevailing representational paradigm working in Lazarescu. Set
in a near-future Budapest, the film narrates the story of Eva, a solitary woman grappling
with a debilitating condition that renders her life precarious and her agency severely lim-
ited. Afflicted by multiple chemical sensitivity, Eva experiences allergic asphyxiation in re-
sponse to the pollutants present in her environment. She lives in the confines of an airtight
apartment, among furniture made of steel and glass, and she has to rely on specialized air
purifiers to supply her with breathable air. Everyday items, including clothing, must be
free of washing powder or fabric softener, and she can only venture outside her home cov-
ered by a protective spacesuit. The construction of her hermetically sealed home was
made possible through the sponsorship of a clinic, which, in return, conducts experiments
on her in an attempt to comprehend the nature of her illness.

Here one can already note a significant alteration of the dominant local cultural my-
thologies. While Eva’s anxiety and desperation bear semblance to those depicted in nu-
merous Eastern European social problem films (including Lazarescu), here they are attrib-
uted to new kinds of causes, mostly to the degradation of the environment and the

34) Pop, Romanian New Wave Cinema, 40.
35) Ibid., 27.
36) Ibid., 65.
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pollution caused by modern civilization. The fact that Eden is set in the near future, and
not in the time of its making, as it is conventional social problem films,*” already indicates
that the root causes of the issues it problematizes are not located in the particularities of
a specific time or place. Eva’s suffocation is no longer a consequence of post-communist
destitution or any local social issue, but rather a potent symbol of a possible future that
may be shared by us all. The source of her suffering, conflicts, and dramatic tension tran-
scends cultural, economic, and sociological factors, focusing instead on ecological ramifi-
cations. This is a major shift in the underlying local mythologies and cultural geography
informing the film. In most Eastern European post-communist social problem films, as in
The Death of Mr. Lazarescu, 4 Months, 3 Weeks and 2 Days (Cristian Mungiu, 2007), Land
of Storms (Adam Csészi, 2014) The Class (Ilmar Raag, 2007), Beyond the Hills (Cristian
Mungiu, 2012) or The Trap (Srdan Golubovic, 2007), to name only a few, the protagonists’
troubles are (at least party) produced by social backwardness, deprivation and poverty,
which are firmly established in the regional cultural mythologies as characteristic features
of the “East,”*® effects of inadequate progress and insufficient modernization. As we have
seen above, it is this self-depreciating cultural mythology and tradition of social criticism
that shapes Lazarescu’s “dark vision” of underfunded health services, the all-pervading
“decrepitude of space,”* the scenery of dilapidated hospitals and destructive social habits.
By contrast, in Eden Eva’s troubles are not caused by the backwardness of the local or re-
gional, but, on the contrary, they are the side-effects of progress-oriented industrial mo-
dernity and corporate capitalism.

Together with these shifts in the cause of suffering and death, the social and physical
aspects of character-building change too. Within the Eastern European film context,
Eden’s most notable departure from well-established local practices is its breaking with the
established de-idealizing character-building practices. As Doru Pop’s chapter on antihe-
roes in Romanian New Wave Cinema* and my previous work on the formations of mas-
culinity in post-communist Hungarian cinema*” may amply demonstrate, the portrayal of
antiheroes that are consciously distanced from both the idealized protagonists of Ameri-
can genre cinema and the equally idealized communist hero types is as characteristic of
the Romanian New Wave as of New Hungarian Cinema. Mr. Lazarescu thus belongs to
a long list of characters with limited agency, neglected bodies, unassuming appearances,
peculiar clothing choices, self-destructive habits, or behaviour patterns at odds with the
norms of their societies. These characters have become ingrained within Eastern Europe-
an art cinema, constituting recognizable and established elements of a distinct cinematic
(and wider cultural) tradition that treats locals in an ironically self-depreciating manner,
depicting them as irredeemably imperfect, but often darkly funny human beings.*” These

37) Doles, “Social Problem Films,” 1.

38) Miklos Saghy, “Irany a nyugat! — filmes utazasok keletrdl nyugatra a magyar rendszervaltas utdn,” in Tér,
hatalom és identitds viszonyai a magyar filmben, eds. Zsolt Gy6ri and Gy6rgy Kalmar (Debrecen: Debreceni
Egyetemi Kiado, 2015), 233-243.

39) Pop, Romanian New Wave Cinema, 37.

40) Ibid., 87-100.

41) Kalmdr, Post-Communist Hungarian Cinema.

42) Pop, Romanian New Wave Cinema, 153.
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practices, as the films of Béla Tarr most prominently exemplify, often convey existential
anguish experienced in an indifferent or destructive social milieu, but they also raise un-
settling questions about human existence in general. From a more specific cinematic per-
spective, these de-idealizing character-building practices may also be regarded as a dark
mirror and implicit critique of the shallow fantasies of perfection fostered by genre cine-
ma and the cultural mythologies it embodies. The above mentioned abject-like qualities of
Mr. Lazarescu simultaneously ridicule the far-from-ideal Eastern European everyman,
and reveal the falsity of the ideals that he cannot live up to. In other words, these tradition-
al de-idealizing practices of Eastern European cinema effectively serve as poignant meta-
phors for the Eastern European condition on the one hand, and sarcastically satirize the
pervasive Americanization of culture on the other.*?

It is most telling that Eden breaks with this well-established character-building tech-
nique: unlike Mr. Lazarescu, who is easily identifiable as a type, as Eastern European art-
house cinema’s definition of the local everyman, Eva is much closer to the physical, social
and cultural ideals associated with the middle class of northwest Europe. Though she is in
her early forties, beyond the preferred youth promoted by the beauty industry, Eva re-
frains from indulging in the typical vices of Lazarescu-like characters, such as drinking or
smoking, and she possesses none of the unappealing bodily traits typically associated with
de-idealized characters, such as being smelly, dishevelled, or overweight. This shift is all
the more notable since the female protagonists of the director Agnes Kocsis’s previous
films were shaped by the previous cinematic paradigm — see the public toilet cleaner Vi-
ola in Fresh Air (Friss levegd, 2006) or the compulsively overeating, obese nurse Piroska in
Adrienn Pdl (Par Adrienn, 2010). Instead, Eva embodies qualities such as intelligence, wit,
sensitivity, and empathy, and she can find solace in the classical music coming from her
neighbour’s home. In contrast to the lower class Lazarescu, who lacks discernible taste or
intellectual and creative pursuits, Eva engages in crafting and sculpting, using the metallic
materials available to her.

It is important to note that both films show characteristic features of ethics of care, as
they rely on a social and relational concept of the human subject,* and explore ethical
problems less as abstract ideals, and more as practices of “informed responsive actions” of
care.* As opposed to the abstract individual of liberal humanism, both films depict pro-
tagonists as defined by particular social and historical situations, as parts of a network of
various sentient beings, human and non-human life forms (Lazarescu has cats, Eva has
turtles), and depict acts of care as “a response to the needs of particular persons in their
determinate circumstances.”*® Furthermore, both films make it clear that human life is to
be seen in a social context, loneliness is killing, and one can only survive if one is embed-
ded in a set of caring relationships. However, Lazarescu suggests that due to the miserable

43) See: Gabor Gelencsér, Az eredendé mdshol: Magyar filmes szélamok (Budapest: Gondolat, 2014), 302-307;
Pop, Romanian New Wave Cinema, 87-100; Anik6 Imre, Identity Games: Globalization and the Transfor-
mation of Media Cultures in the New Europe (Cambridge: The MIT Press, 2009), 200; Kalmar, Post-Com-
munist Hungarian Cinema, 79-84.

44) Hamington and Flowers, eds., Care Ethics in the Age of Precarity, 4-5; Butler, Frames of War, 25.

45) Hamington and Flowers, eds., Care Ethics in the Age of Precarity, 5.

46) Kupfer, Feminist Ethics in Film, 1.
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social conditions that produce post-communist precarity, such a caring community is dif-
ficult to find, which predestines poor Mr. Lazarescu to an undignified, untimely death. On
the other hand, in Eden, alongside the above mentioned social, physical and personal
changes, there is a discernible shift in cultural and social class dynamics. Eva is no longer
depicted as a hopelessly destitute, uneducated societal outcast. While Mr. Lazarescu’s
choices are also seriously limited by his own understanding of his situation as well as his
socio-economic status, Eva has a clear opinion about the cause of her problems, and ac-
tively seeks medical and legal help. Thus, this shift in character-building may signify not
only a shift in cinematic traditions, but also a different ethical stance, a different intention
and moral message. It suggests that in the face of the ecological crisis precarity, far from
being a characteristic of underprivileged lower class Eastern European people, becomes
a defining characteristic feature of life as such, regardless of wealth, age, geographical lo-
cation, education or social class.

Shifting spatial arrangements of subjectivity

The above explored shifts in the cinematic definitions of the vulnerable Other and the
causes of suffering are matched with subtle changes in the arrangements of cinematic
space in which the precarious subject is defined. Locations, spaces and the mise-en-scene
play a crucial part in the cinematic language and visual grammar of both the Romanian
New Wave and Hungarian New Cinema.*” As Pop argues,

Representing space as having significant narrative values, where spatial construc-
tion is in close connection with the disenfranchised nature of the human beings
populating it, is a syntactic connection. It links the cinematographic aspects of the
movie and the narrative levels, with a close attention to the negative effects of indus-
trialism and the profound alienating nature of the relationships between humans.
This is essential for the cinematic grammar of the young Romanian directors, and it
is instrumental when it comes to interpreting the works of these New Wavers.*®)

Pop’s description is not only important for highlighting the way the relationship be-
tween space and the human being is made meaningful in this kind of cinema, but (as I will
later indicate) also highlights points where this approach to social problems can be appro-
priated for the purposes of ecocinema.

Other studies have called attention to the ways the characters’ spatial movements are
used systematically by these filmmakers to express abstract and symbolic meanings, and
highlighted the wider cultural implications of these movements.*’ In case of the two films

47) Pop, Romanian New Wave Cinema, 42-73; Hajnal Kirdly, Film a hatdron (Kolozsvar: Erdélyi Mizeum
Egyestilet, 2022), 14-49; Hajnal Kirdly, “Leave to Live? Placeless People in Contemporary Hungarian and
Romanian Films of Return,” Studies in Eastern European Cinema 6, no. 2 (2015), 169-183.

48) Pop, Romanian New Wave Cinema, 37.

49) Kiraly, “Leave to Live;” Laszl6 Strausz, “Vissza a Multba: Az Emlékezés Tematikaja Fiatal Magyar Rende-
z6knél,” Metropolis, no. 3 (2011), 20-29; Strausz, Hesitant Visions; Saghy, “Irany a nyugat””
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in focus, one must first highlight the prominent role of hospital environments, which are
crucial for both Lazarescu’s and Eden’s visual style, mise-en-scene, and spatial symbolism.
It also seems clear that the unsymmetrical power structures of these medical spaces play
a key role in the representation of the ethical questions lying at the heart of the films’ in-
terest.””)

Isolation, loneliness, desperation and vulnerability are key qualities in both films, and
both protagonists are seriously deprived of agency and are in need of the care of the Oth-
er. Arguably, these are features that can be as relevant for more conventional social prob-
lem films as for ecocinema. As Meta Mazaj’s analysis of the Slovenian eco-film The Tree
(Drovo; Sonja Prosenc, 2014) also demonstrates, Eden is not the only Eastern European
eco-film that places its protagonist in a claustrophobic, “barren and depleted” space®” in
a manner reminiscent of the spatial settings described by Pop above. However, the differ-
ences in the means of cinematic representation may indicate shifting theoretical and eth-
ical perspectives. While Lazarescu relies on the casual, realistic camerawork of the Roma-
nian New Wave, giving the spectator the feeling of sharing the same spaces as the
characters, living and moving with them,* in the clinical scenes of Eden we do not have
hand-held cameras, but rather carefully designed, geometrical compositions that high-
light the allegorical qualities of the image. While in Lazarescu our relation to the image is
mostly sensuous, affective and immersive, in Eden almost every frame is a call for intellec-
tual contemplation and philosophical analysis. Furthermore, in Eden we almost never see
the doctors from Eva’s point of view (as in Lazarescu and real-life medical situations). In
the most typical spatial arrangement, she becomes a spectacle, an object of curiosity for
both the film'’s spectator and the medical professionals within the narrative. The mise-en-
scene in these scenes at the research clinic is filled with medical equipment displays and
monitors, all showing her. She occupies the centre of the frame, sitting in the back in
a glass cube, separated by window panes and targeted by multiple cameras, and thus ap-
pears mostly as a vulnerable, tormented specimen in a cruel laboratory experiment. This
spatial and visual arrangement of characters invites the spectator to identify with the doc-
tors, the subjects of the diegetic gaze, yet this identification (due to the doctors’ clinical de-
tachment and lack of empathic emotional response as they watch Eva’s convulsions and
near-suffocation) fills the spectator with unease.

Thus, although with different cinematic methods, both films alienate us from the med-
ical gaze, and call attention to its ethical shortcomings. However, while this failure to re-
spond to the suffering Other mainly stems from a socially and historically well-defined sit-
uation in Lazarescu, and thus works mostly as a critique of post-communist social
conditions, the medical situations taking place in the bright, slightly futuristic clinic of
Eden seem to have a different, wider scope of meaning. Eva’s story, as well as her filmic rep-
resentation in medical spaces can be interpreted as a general critique of the cold, detached,
objectifying medical gaze of Western medicine, and, by implication, of Western science.

50) Eszter Ureczky, “When Cura Encounters Xenos: Women, Care and the (Un)kindness of Strangers in Three
Films by the Dardenne Brothers,” in European Cinema at Times of Change, eds. Gyorgy Kalmar and Zsolt
Gyo6ri (Debrecen: Debrecen University Press, 2021), 224-243; Kiraly, Film a hatdron.
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Reminiscent of the influential critiques of Western medical science by Donna Haraway or
Rosi Braidotti, the film implies that it is this objectifying, rational, goal-oriented and often
profit-driven, care-less attitude that leads to the destruction of the biosphere, the preva-
lence of pollution and various allergic substances, as well as to the pronounced precarious-
ness of human and animal life.*

This leads to a significant shift in the relationship between humans and technology,
a matter of key importance to many of the 21 century theoretical discourses shaping
Eden. In the established cultural narrative of Eastern European art cinema, spaces charac-
terized by advanced technology and other hallmarks of enlightened modernity are often
linked with the “West,” understood simultaneously as geographical and cultural space.
Within this somewhat self-exoticizing and self-colonizing trend in cultural geography, the
East is typically depicted as less developed, less tolerant, and more backwards and run-
down, a place from which most protagonists feel alienated.> In The Death of Mr. Lazares-
cu, as in numerous other 21st-century Eastern European films, the backwards, intolerant
or hostile qualities of the characters’ surroundings even lead to their deaths, as in Beyond
the Hills (Mungiu, 2012), Delta (Mundruczd, 2008), or Land of Storms (Csaszi, 2014).5
However, some contemporary approaches, such as ecocriticism or critical posthumanism,
appear to be at odds with this established cinematic mythology. Eden’s narrative could
very well be set in the West, and the film neither necessarily define Budapest as “East” (in
the cultural geographical sense), nor does it turn its location into a “storytelling devise
with a grammatical function™® as the Romanian New Wave in general and many exam-
ples of the New Hungarian Cinema of the 2000s do.

The general targeting of key aspects of industrial modernity and Western science in
Eden, however, come at a high cost. The film eschews elements that could limit or localize
its critical edge, and therefore departs from many of the above discussed conventional cin-
ematic traits associated with Eastern European social problem films. Eden, in contrast to
most examples of the Romanian New Wave and the New Hungarian Cinema of the 2000’s,
does not rely on local idiosyncratic socio-cultural elements, does not create atmosphere
on basis of sensuous qualities of such elements or locations, there is no naturalistic por-
trayal of the socio-cultural context specific to the Eastern European semi-periphery, no
aesthetics of decay, the characters do not particularly resist idealization, and the general
inclination to depict bleak lives lived in shabby settings with a touch of dark humour is al-
most completely missing. Consequently, Eden differs significantly from Lazarescu and
Kocsiss previous films, as it conspicuously positions itself as a transnational eco-film
meant for the global audience of art cinema. Its narrative could take place in virtually any
industrialized locale worldwide, and it could be about any middle-aged, middle-class
woman facing a similar health challenge. Eva does not stand for the post-communist eve-
rywoman, rather, she is presented as a global metropolitan individual confronting the eco-
logical crisis, someone in need of the Other’s care. This globalizing effect is, in part,

53) Donna J. Haraway, When Species Meet (Minneapolis: University of Minnesota Press, 2008); Ureczky, “When
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achieved through the film’s deliberate purification of its mise-en-scene. While Lazarescu
features numerous locally significant objects steeped in post-communist nostalgia, such
as clothes, furniture or kitchen equipment, these culturally resonant items have been de-
liberately eliminated from Evass sterile, metal-and-glass environment. The same holds true
about the other spaces of the film: such meaningful pieces of local object-culture and rel-
ics of the past are missing from both the clinic and the home of the film’s other protago-
nist, the well-paid clinical psychiatrist Andras, who tends to listen to classy jazz in his
tasteful middle class house while sipping red wine from stylish wine glasses.

Not only spaces are meaningfully different in the two films, however, but the charac-
ters’ movements within these as well. Again, we have a set of similarities, which highlight
the differences: both main characters find themselves trapped in their life circumstances,
and the central question driving their narratives revolves around the possibility of break-
ing free from these constraints in order to lead what could be considered “normal” or
healthy lives. Claustrophobia is one of the main affective qualities of both films, as Laza-
rescu sinks deeper and deeper in the hell of post-communist healthcare with his ever
worsening symptoms of a fatal disease, and Eva gets more and more desperate due to her
physical and emotional isolation. As the above quoted longer passage from Doru Pop and
the studies referenced at the beginning of this section demonstrate, this feeling of claus-
trophobia and these spatial configurations of entrapment, as well as the ensuing narrative
driven by the desire for liberation, align with a longstanding tradition in Hungarian and
Romanian cinemas, which often define human beings as trapped, limited and compro-
mised, haunted by existential angst and a fair bit of insatiable and unfulfillable desire to be
someone else somewhere else. (See, for example, Kocsis’s two previous feature films, Fresh
Air and Adrienn Pdl, or Mungiu’s Occident, 2002). Eden skilfully carries forward this as-
pect from the Eastern European social problem film, retaining the ethical questions that
result from the encounter with such a trapped and suffering Other, while effectively re-
placing the traditional local (socio-cultural) adversities with global (ecological) ones.

However, concerning the spatial dynamics that emerge from this initial situation of
entrapment and the desire to escape, Eden deviates from established paradigms. In Hun-
garian and Romanian social problem films, as for example in Beyond the Hills, Fresh Air,
Moscow Square (Ferenc Torok, 2001), White Palms (Szabolcs Hajdu, 2006), or The Way
I Spent the End of the World (Catalin Mitulescu, 2006), the conventional pattern features
failed escapes, circular and regressive journeys within disorienting and often hostile spac-
es, where protagonists ultimately abandon their initial goals and aspirations, and return to
their point of origin or simply die.”” Lazarescu follows this pattern, as its protagonist can
never escape the dire social and medical conditions of post-communist Romania, but re-
mains “trapped alone in his socially determined tragedy;*® thus it reaffirms the existential
angst and all-pervasive sense of entrapment characteristic of the regional cultural mythol-
ogies. However, Eden seems to challenge this canonical pattern by introducing alternative
spatial movements and narrative trajectories.

57) Strausz, “Vissza a Multba,” 23-24; Saghy, “Irany a nyugat;” Kirély, “Leave to Live
58) Ibid., 40.
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The most remarkable difference lies in the fact that Eva’s journey is neither circular nor
regressive or repetitive. It has a clear trajectory, not only on a psychological level but also
in terms of physical and spatial progression. Throughout the film, Eva manages to liberate
herself from the confines of her apartment and the clinical laboratory, either independently
or with Andras’s caring emotional and medical assistance. While Mr. Lazarescu is carried
from one hospital to the other in the night without any real agency or chance to escape or
heal, and we last see him in a small hospital room, lying unconscious, Eva ventures out
into the streets while clad in her space suit, visits a pet shop, buys turtles, and even em-
barks on several strolls in the parks and forests surrounding Budapest with Andras. In the
final scene of the film she even makes the daring decision to go on a picnic with Andras,
despite the associated health risks. On a beautiful early summer day, she spreads a blanket
on the grass and removes her protective attire so as to enjoy the fresh air in a delightful
summer dress. Though after a brief period of joyful abandon Eva has an allergic attack and
dies, the film does not represent this as an unambiguously dark ending. In contrast to the
protagonists of the above listed films, she does not return to her former, constricting spaces,
she is recognized as an Other worthy of love and care, and she regains agency by deliber-
ately choosing to experience a picnic on a summer morning in a summer dress, even if this
is her last experience in this life. As opposed to the bleak and confining hospital room
where Lazarescu’s ordeals (presumably) end, Eva’s spatial journey culminates in this pictu-
resque setting on Margaret Island, in natural surroundings, in the film's most colourful scene.

Thus, while The Death of Mr. Lazarescu ends in a small room, with its protagonist ly-
ing unconscious on a hospital bed, being prepared for surgery, Eden takes us outside, into
a wide open space of natural greenery. Moreover, Eden adds a meaningful shot that marks
the differences between the two films’ approaches: in the last shot of the film we witness
Eva’s passing from an aerial perspective, with the camera positioned a few meters above
the blanket and the meadow. This non-human viewpoint simultaneously distances us
from the personal drama and draws attention to the visual splendour of the scene. Grad-
ually, the camera begins to ascend, as if Eva’s soul were transcending the earthly realm, de-
parting from the field, the island, the city, and soaring through the clouds until it encom-
passes the entire Earth in a single view. This visual movement corresponds to a shift in the
auditory experience, where the diegetic sounds of the scene gradually diminish and make
way for Lucio Dalla’s song “Il Cielo”

In this final scene of Eden, the Earth’s appearance as the last image and ultimate focal
point associates Eva with the planet, and therefore extends the scope of traditional ethics
by associating the ethical imperative to care for a suffering Other with that of caring for
the planet. Furthermore, it creates a post-human perspective, which surpasses individual
human existence, and embraces all life on Earth as one unified, living entity. It is notewor-
thy that the first photographic portrayals of Earth in this manner were produced by the as-
tronauts of the Apollo program, who were the first humans to witness and photograph our
planet from outer space, presenting it as a single, vibrant sphere amidst the vast expanse of
the cosmos. The ethical implications of the final image of Eden are further highlighted by
the fact that the astronauts also reported that such a perspective invariably evoked a pro-
found sense of humanity’s oneness and connectedness in them, along with a sense of re-
sponsibility toward all life on Earth.
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Thus, the closing image of Eden defines the film’s ultimate meaning within a post-hu-
man conceptual framework,* in relation with the planetary sublime,*” where the ethical
responsibility to care is extended to the whole of the planet. Within this perspective of ex-
tended post-human care, Eva’s death is not necessarily understood as the tragic destiny of
a solitary human being, but rather as a form of liberation from a pained and restricted hu-
man existence, a journey toward sublime transcendence.

The introduction of the planetary sublime in the film’s conclusion gains further com-
plexity and depth through the unexpected appearance of extra-diegetic music. Playing
a somewhat flimsy, sentimental, melodramatic song during the end credits was also the
way Puiu softened the tragic overtones of Lazarescu. Similarly, the Italian popular hit II
Cielo (Italian for “the sky”) further alleviates the tragic tension of the final scene of Eden
and validates Eva’s interpretation of her liberation from her confining spacesuit (and her
no less confining physical existence) as the happiest moment of her life. The song places
her narrative within the wider context of the Earth (and the sky) as an integral whole, and
interprets her death as ascent and escape. There is no circular journey,*” no return or
retreat,”” no dual movement® here, only human mortality subsumed by the planetary
sublime, a sense of shared ethical responsibilities, and a touch of self-reflective irony (due
to the overdone sentimentality of the old pop song), which saves the film from the danger
of too much pathos and dogmatism by playfully complicating the epistemological status
of the film’s closing image.

Conclusions: from the post-communist to the post-human

Thus, Eden’s resolution simultaneously underlines the heightened sense of precariousness
in the age of environmental degradation, and redefines precarious life within the frame-
work of the planetary sublime. Unlike The Death of Mr. Lazarescu, Eden does not simply
tell another powerful story about human precarity and the importance of gestures of care,
but also attempts to reconceptualise and reframe such narratives. The last shot of the film
can be seen as a validation of the ecocritical perspective as the ultimate frame of reference
through which to view life, human relationships, acts of care, or questions of ethical be-
haviour. While Mr. Dante Lazarescu’s journey could be described as a descent into hell,
central to Eden’s perspective is the concept of ascent, a rhetorical device usually avoided in
Eastern European art cinema because of its moralizing implications, but frequently used
in the environmental movement. Mark Minster defines the rhetoric of ascent as a story-
telling technique where the main character transitions from a narrow-minded, environ-
mentally destructive, materialistic, and morally inferior stance to a morally superior, eco-
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logically conscious one.* It is noteworthy that Minster traces the origins of this narrative
pattern to the religious tradition of the conversion narrative,*” underscoring its signifi-
cance for the ethical and moral principles of the environmental movement.

Minster’s analysis and reinterpretation of the rhetorical figure of ascent can shed new
light on the concluding scenes of Eden, while also highlighting those aspects of the trope’s
working that distance it from most Eastern European art films. Though Eva’s ascent into
the planetary sublime may constitute an agreeable ending for spectators concerned about
the climate crisis, ecological destruction, or the devastating effects of corporate capitalism,
in the context of Eastern European art films, such a resolution may seem like a new and
potentially dangerous gambit. This is a tradition that favours aesthetic complexity over the
reiteration of recognizable rhetorical and narrative patterns, that prefers ambiguity over
simple messages, that seeks to depict and comprehend morally complex (and often com-
promised) characters, a tradition that (due to the region’s painful historical experience of
authoritarian regimes) is deeply sceptical about simple black and white moral(izing) mes-
sages and ideologically laden perspectives.®® As the above comparisons with Lazarescu
have also indicated, Eden rewrites some of the typical character-building strategies, narra-
tive patterns and aesthetic choices of Eastern European art cinema, including not only
films such as The Death of Mr. Lazarescu, but also director Agnes Kocsis’s previous films.
The subtle displacements that take place between such shifts between conventional social
problem films and ecocinema are well-indicated by the way Eden retains some of the usu-
al spatial definitions of its protagonist, such as isolation and alienation in bleak spaces, but
(somewhat similarly to The Tree),*” redefined the source of this confining condition in
ecocritical terms and constructed a narrative with different spatial trajectories.

Films made under the influence of the 21 century state of insecurity or precarity, sim-
ilarly to Eden and other eco-films present a new cinematic approach that incorporates
such conservative rhetorical and narrative elements as the ascent narrative to convey mes-
sages usually classified as progressive. On the one hand, as Minster’s analysis of films like
An Inconvenient Truth (2006) and Everything’s Cool (2007) underscores, ecocinema often
carries a moral stance. These films typically leave little room for doubt regarding what is
considered environmentally responsible, pure, conscious, forward-thinking, and urgently
necessary. They aim to persuade viewers of the moral high ground associated with eco-
conscious attitudes or the moral unacceptability of environmentally harmful approaches
without worrying too much about the historically compromised cultural materials they
recycle. Often, they draw inspiration from conventional genres like moral allegories, spir-
itual awakening narratives, conversion stories, or the exemplum, appropriating these old
patterns for advocating new messages.
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However, as opposed to American examples like Safe (1995), Eden seems to be aware
of the possible dangers associated with this paradigm shift, the awkward proximity of its
pattern of ascent to Christian moral allegories or the Hegelian Aufhebung (literally: lifting
up), not to mention the ways these goal-oriented patterns are regularly abused by shady
political ideologies. Including the cheesy Italian pop-song Il Cielo in the film’s resolution
serves precisely this purpose of ironically undermining the self-assured moral pathos of
these historically over-used (and politically compromised) generic patterns. Another sim-
ilar safeguard is the fact that in Eden we never get a definitive answer to the question about
the role of environmental and psychological factors in Eva’s symptoms. It is worth noting
that in The Death of Mr Lazarescu we also do not learn whether the protagonist’s cancer
was caused by his drinking habits, and arguably in that cinematic universe it is not even
important. What matters is the heightened sense of precarity and lack of care in a specific
social and historical context. In this sense, Eden does not completely break with the tradi-
tions of the Eastern European social problem film. Rather, it serves as a case study illus-
trating the complexities arising when different local and global cultural influences, philo-
sophical and aesthetic trends meet under the pressure created by the sense of precarity. It
also marks our time as that of profound change, when long-standing artistic, ethical, and
cultural frameworks start shifting in unexpected but meaningful ways.
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Filmography

4 Months, 3 Weeks and 2 Days (4 luni, 3 saptidmani si 2 zile; Cristian Mungiu, 2007)
Acid Forest (Ragstus miskas; Rugile Barzdziukaité, 2018)

Adrienn Pdl (P4l Adrienn; Agnes Kocsis, 2010)

An Inconvenient Truth (An Inconvenient Truth; Davis Guggenheim, 2006)
Andrei Rublev (Augpeit Py6nés; Andrei Tarkovsky, 1966)

Ashes and Diamonds (Popiol i diament; Andrzej Wajda, 1958)

Beyond the Hills (Dupa dealuri; Cristian Mungiu, 2012)

Cold War (Zimna wojna; Pawel Pawlikowski, 2018)

Closely Watched Trains (Ostie sledované vlaky; Jiti Menzel, 1966)

Delta (Delta; Kornél Mundruczd, 2008)

Eden (Eden; Agnes Kocsis, 2020)

Everything’s Cool (Everything’s Cool; Daniel B. Gold and Judith Helfand, 2007)
Fresh Air (Friss levegd; Agnes Kocsis, 2006)

Freshwater (Freshwater; Peter Riviera, 2021)

Frozen May (Fagyott méjus; Péter Lichter, 2017)

Greetings from Free Forests (Pozdravy z volnych lesti; Ian Soroka, 2018)
Hukkle (Hukkle; Gyorgy Palfi, 2002)

Land of Storms (Viharsarok; Adam Csaszi, 2014)

Land of Warm Waters (A meleg vizek f6ldje; Igor Buharov and Ivan Buharov, 2022)
Moscow Square (Moszkva tér; Ferenc Torok, 2001)

Occident (Occident; Cristian Mungiu, 2002)

Safe (Safe; Todd Haynes, 1995)

Sirenomelia (Sirenomelia; Emilija Skarnulyté, 2017)

Spoor (Pokot; Agnieszka Holland, 2017)

Stuff and Dough (Marfa si banii; Cristi Puiu, 2001)

The Class (Klass; Ilmar Raag, 2007)

The Death of Mr. Lazarescu (Moartea domnului Lazarescu; Cristi Puiu, 2005)
The Round-Up (Szegénylegények; Miklos Jancsd, 1966)

The Shop on Main Street (Obchod na korze; Jan Kadar and Elmar Klos, 1965)
The Trap (Klopka; Srdan Golubovic, 2007)

The Tree (Drevo; Sonja Prosenc, 2014)
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The Way I Spent the End of the World (Cum mi-am petrecut sfarsitul lumii; Catédlin Mitulescu, 2006)
Trees (Drzewa; Grzegorz Krélikiewicz, 1995)
White Palms (Fehér tenyér; Szabolcs Hajdu, 2006)
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Abstract

Different self-presentation strategies constantly compete on the battlefield between two propagan-
das using various media — documentary films and docudramas are among the most used persua-
sive tools to convey and disseminate a specific worldview through the mediation of selected infor-
mation and analysis. The target audience of the films is influenced by techniques to maximize the
effect of propaganda, including the emphasis on the credibility of the information conveyed, specif-
ic truth claims concerning the topic discussed, and, finally, the very nature of the visual message it-
self, which gives the impression of an authentic depiction of reality. Based on previous research on
self-presentation strategies and an analysis of the propaganda of the Tibet Museum in Dharamsala,
India (which is under the direct supervision of the Central Tibetan Administration [CTA] and the
Dalai Lama), this case study focuses on the movie theatre located in the mentioned institution and
the films screened daily. Through a discourse analysis of the documentaries and docudramas that the
CTA has selected for their cinema, this paper aims to explore the preferred narrative perspectives on
the history of Sino-Tibetan relations and other motives, like oppression and destruction of Tibet,
environmental and human rights issues or the role of the 14th Dalai Lama and Tibetan Buddhism.

Keywords
Cinema, documentaries, Central Tibetan Administration, Tibet Museum, propaganda

Introduction

Tibet is mystical and wise; Tibet is backward and underdeveloped; Tibet is liberated and
modernized; Tibet is destroyed and exploited. The Land of Snow has been and still is
called by similar adjectives in the various narratives that have emerged and continue to
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evolve throughout history. Perhaps the most prolific period in this dynamic process came
when the “Tibet question” and the associated official discourses and propaganda strategies
of the two still warring parties — the People’s Republic of China and the Tibetan Govern-
ment-in-Exile — emerged in the 1950s. After the departure of the 14th Dalai Lama, Ten-
zin Gyatso, to Indian Exile in 1959, a new phase of propaganda war began over the histo-
ry of Tibet, the identity of Tibetans inside and outside the Tibet Autonomous Region
(TAR), and the views, consent and support of the world public and political powers. One
of the places where such competing discourses and propaganda take shape today, and
where people come into personal contact and interaction with it, is a specific type of insti-
tution used by both sides of the barricade to distribute their political beliefs and goals: the
museum.

In my recently defended dissertation," I explored the dynamics of discourses, practic-
es, and the resulting self-presentation and propaganda strategies employed by the Tibet
Museum (TM) in Dharamsala, the only museum in the world under the direct supervi-
sion of the Tibetan Government-in-Exile (today known as CTA), during its more than
two decades of existence. The original research draws on data collected over seven years
(2017-2024), primarily during three visits to two Indian sites (the former TM at McLeod
Ganj and the new TM at Gangchen Kyishong, Dharamsala); the most recent and up-to-
date data have been acquired through communication with museum staff. As a follow-up
to the abovementioned research, this paper aims to present, summarise, and enrich the
whole endeavour by analyzing another primary source of data: the films that the CTA
chose as a representative sample to support its narratives. These documentaries and doc-
udramas are screened daily in the museum’s cinema and thus become another suitable
tool in the fight against Chinese propaganda, which has sufficient resources and motiva-
tion to fire back.

In the individual chapters of the present article, I first attempt to (1) provide the read-
er with an adequate portrayal of the context and results of the overall research on the Ti-
bet Museum, (2) introduce the theoretical and methodological background and present
a sample of the films that were subjected to the research, and (3) show how the main nar-
ratives and self-presentation strategies of CTA propaganda are supported and comple-
mented by the sample of films analyzed.

The Tibet Museum

As outlined in the introduction, the films I have chosen to examine were selected by mem-
bers of the CTA and have been displayed virtually every day in the interior of the old TM
(existing between 2000-2022) and the new one (opened in 2022). This section aims to
present and summarise my research on this institution, thus providing the reader with

1) This article draws heavily on a dissertation that was defended in January 2024 at Masaryk University in the
Czech Republic. Fort the full text (in Czech) see Martin Spirk, “My jsme Tibetané, a toto je nas ptibéh’: dy-
namika diskurzii a propagandistickych strategii Tibetského muzea v Dharamsale” ['We are Tibetan, and this
is our story’: the dynamics of discourses and propaganda strategies at the Tibet Museum in Dharamsala]
(PhD thesis, Masaryk University, 2024), https://is.muni.cz/th/q2axc/?lang=en.
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sufficient contextual background and an idea of the surroundings in which the films have
been screened to this day to incoming audiences.

The original TM built its visual and textual materials on the rhetorical strategies aptly
described by Stephen Hartnett in his study with the term “catastrophic witnessing”?’ The
horrors of the Chinese occupation, a national tragedy and hardships of the Tibetan people
over the past seventy years, are complemented by themes of self-immolation,” the abduc-
tion of the Panchen Lama,? and reminders of other atrocities perpetrated by the Chinese
in their policy towards Tibet. The second central theme that runs through most of the ex-
hibitions and materials produced in and around the old TM is the Dalai Lama’s agenda of
a so-called Middle Way Approach, a compromise solution to the Tibetan question.” Un-
derlying all these narratives and political views are cultural myths and stereotypes, espe-
cially the image of a naturally and culturally rich, untouched Tibet and its people: a pro-
foundly religious, peaceful, democratically minded and united nation® that seeks to end
the Sino-Tibetan dispute and negotiations, primarily through non-violence, at all costs,
while adhering to the Dalai Lama’s life commitments, which include applying the princi-
ples of compassion, forgiveness, tolerance and self-discipline, promoting interfaith har-
mony and preserving Buddhist culture. The objectives of the self-presentation strategies

«

2) Stephen Hartnett, “Tibet is Burning’: Competing Rhetorics of Liberation, Occupation, Resistance, and Pa-
ralysis on the Roof of the World,” Quarterly Journal of Speech 99, no. 3 (2013), 283-316.

3) Self-immolations in Tibet are a relatively new phenomenon, which arouses very ambivalent reactions
among Tibetans, Buddhists and academics. It began to appear more massively between 2008 and 2019; most
recent CTA data indicate that two more Tibetans, Tsewang Norbu (25 years old) and Taphun (81 years old),
were added to the Tibetans burned in 2022, bringing the total number of victims today to 157 (see Anon.,
“Self-immolation fact sheet,” Central Tibetan Administration, 2022, accessed July 18, 2024, https://tibet.net/
important-issues/factsheet-immolation-2011-2012/).

4) In 1989, the 10th Panchen Lama died suddenly, and both Beijing and Dharamsala were aware that the selec-
tion of a new spiritual master would carry with it a very significant political role, not least because in the per-
son of the Panchen Lama, China had been nurturing a counterweight to the authority of the Dalai Lamas
since the 18th century. Although China already thought it was in control of the candidate selection situation,
to its astonishment, the Dalai Lama announced in 1995 that he would select the Panchen Lama himself. This
action infuriated the party, especially since it now looked like the Dalai Lama alone had control over the
whole process. The boy selected and confirmed by the 14th Dalai Lama, Gendun Choekyi Nyima (born
April 24, 1989), was quickly removed from the public eye, and within a few months, China had already an-
nounced the existence of its candidate, Gyaltsen Norbu (born February 13, 1989), who holds the position to
this day (for more information see for example Sam Van Schaik, Tibet: A History (New Haven and London:
Yale University Press, 2011), 262-263).

5) In 1988, the Dalai Lama made a public speech (in Strasbourg before the European Parliament) where he sur-
prised many Tibetans by agreeing to the Chinese condition that Tibet give up its claim to independence.
China was thus to become responsible for foreign policy, security and defence in return for a promise of full
autonomy for the whole of central Tibet, Kham and Amdo. This political strategy, publicly embraced in 1988
by the CTA and the Dalai Lama, became known as the Middle Way Approach (for the full version of the con-
cept see Dalai Lama, “His Holiness's Middle Way Approach for Resolving the Issue of Tibet,” The Office of
His Holiness the Dalai Lama, 1988, accessed July 18, 2024, https://www.dalailama.com/messages/tibet/mid-
dle-way-approach).

6) The unity of the Tibetan exile community is a very controversial topic. Three generations have grown up
since the Chinese invasion of Tibet. These people have fought against the PRC army in the form of a CIA-
backed guerrilla war, often standing by the Dalai Lama’s views and the Middle Way Approach or opting for
the aforementioned form of protest by self-immolation and engaging in polemics about more violent solu-
tions to the Tibetan struggle towards independence. To illustrate this issue, see the film Rituals of Resistance
(Tenzin Phuntsog and Joy Dietrich, 2018).



https://www.dalailama.com/messages/tibet/middle-way-approach
https://www.dalailama.com/messages/tibet/middle-way-approach
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are then straightforward. In terms of integrative propaganda, it is an information cam-
paign to explain the issues mentioned above to new generations of Tibetan exiles, strength-
ening relations with host India and clearly defining its position vis-a-vis Chinese narra-
tives. The agitational component, in contrast, mainly targets international democratic
society to win the support of individual states and the general public.

The motif of catastrophic witnessing, which still occupies a particular space in the new
TM, has been complemented by a much more complex narrative that targets a global au-
dience, including contemporary Tibetans in exile, by presenting the richness and impor-
tance of Tibetan nature, culture, history, and the work done by the CTA and the Tibetan
exile community during their long-standing efforts to preserve and restore Tibetan cul-
ture. During my whole research, I found many shifts in the dynamics of the discourse of
the TM institution, such as the transformation of ideology and propaganda strategies
from the portrayal of the Tibetans as victims of the policies of the People’s Republic of
China to Tibetans consciously and heroically (but above all non-violently) fighting with
all available means, finding in their renewed and unified identity a weapon against Chi-
nese oppression. The new museum is not only trying to explain to the latest generation of
Tibetan exiles the hardships of previous generations, but it is also trying to reach out to
them, to rouse them, almost to recruit them to a nonviolent struggle for their own identi-
ty and freedom, and thus to ignite in them a sense of pride and support for the CTA’s pol-
icy. Similarly, the non-Tibetan audience is also approached and, through educational
techniques, the CTA's political narrative and calls for engagement with human rights and
environmental protection in Tibet, is directed to sympathize with the agenda of the CTA
and the Dalai Lama, who, according to the new TM, represents the whole of a “global Ti-
bet” of which the museum visitor can now be a part.

Theoretical and Methodological Background (Objectives and Methodology)

This article adds a new ingredient to the research about the TM and CTASs self-presenta-
tion strategies and narratives: documentaries and docudramas that are among the most
widely used tools in shaping public opinion and propaganda today. The authors of these
works often try to convey and disseminate a specific view of the world through selected in-
formation and “analyses,” thus developing unique forms of social expression that tell not
only about the era of the documentary’s creation but also reveal other embedded contexts
related to the production of the film itself. Defining this film genre is not easy; the simplest
way to treat a film as a documentary is to consider it as such if the producer or the broad-
casting company declares it so.” However, it is worth remembering that documentary film
has no prescribed topics, techniques, formats, styles or characteristics. On the other hand,
if a film strives for credibility and persuasiveness and wants to present itself as a documen-
tary, it must use certain filmmaking tools. The target audience of the films should be influ-
enced by the results of techniques that maximize the effect of the film and its propaganda,

7) For an elaborate discussion on what is or is not a documentary film or how to define it, see for example Bill
Nichols, Introduction to Documentary (Bloomington: Indiana University Press, 2017), 1-28.
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including an emphasis on the credibility of the information conveyed, truthful statements
regarding the topic under discussion, and finally, the very nature of the visual message it-
self, which should give the impression of an authentic representation of reality.¥
Moreover, the term propaganda appears frequently in this article. This expression itself
has rather negative connotations today; one imagines it mainly as lies, manipulation of
public opinion, brainwashing and fake news. Other definitions speak of propaganda as
controlled persuasion, the art of telling people what they want to hear; in a more neutral
sense, we can talk purely about the dissemination (promotion) of specific ideas and ideol-
ogies. In the background, however, there is always a specific type of control and assertion
of power, the aim of which is to transform (or consolidate and preserve) the behaviour and
attitudes of the audience to which the propaganda is addressed.” Although it is challeng-
ing to define propaganda as such, in this article (and in my dissertation), I agree with Vic-
toria O’Donnell and Garth Jowett, who see propaganda as one of the many forms of com-
munication that have existed in human history since time immemorial. They define it as

a “deliberate, systematic attempt to shape perceptions, manipulate cognitions, and direct

behaviour to achieve a response that furthers the desired intent of the propagandist”'”
Regarding the research questions, in this case, the qualitative discourse analysis of the

documentaries focuses mainly on the thematic framework of the selected films; essential is:

o What political ideologies are emphasized, what motifs and narratives are used, and
what views and values resonate in the documents (especially on Sino-Tibetan rela-
tions, Tibetan Buddhism and the Dalai Lama)?

» How do the examined documentary films deal with authenticity and credibility or the
technical elements of filmmaking to evoke emotions?

o Who are the authors of these materials — who is directly or indirectly responsible for
them? What relationship do these people or institutions have with the CTA and Tibet?
The answers to those questions should help me determine the extent to which the Ti-

bet Museum’s cinema and the selected films on its screens are consistent with the CTA’s

overall rhetoric, agenda, and self-presentational (propaganda) strategies employed by the

TM institution.

Data Sources

During my research (between 2017 and 2024), I noted the screening of 39 different docu-
dramas and documentaries at the Tibet Museum. In the presented table, it is possible to
trace the specific year in which the films were screened and distinguish whether it was in
the old TM (2017, 2019) or the new one (2022, 2024). Data include not only the titles of
the films, the year they were made, the directors and distribution companies but also a cat-

8) Methodology of this research is based on the theory and principles of discourse analysis of documentary
films developed by Alexander Pollak, see “Analyzing TV Documentaries,” in Qualitative Discourse Analysis
in the Social Sciences, eds. Ruth Wodak and Michat Krzyzanowski (New York: Palgrave Macmillan, 2008),
77-95.

9) Garth Jowett and Victoria O’Donnell, Propaganda ¢ Persuasion (Los Angeles: Sage, 2019), 2-4.

10) Ibid., 6, 41.
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egorization system of analysis (or coding levels) — the reader can then easily associate the
films with the most prominent themes and narratives presented below, that the CTA is
using in its propaganda campaign. I must add that I could not find or recognize all the
movies that appeared in the cinema programmes. Thus, the table contains only those films
that I was 100% able to identify and watch and analyze their content (28).

Table 1: Sample of Films

Ashraf Abbas

Title Year Director Production Screenedin TM | Category
Out of This World:
A Journey into 1952 Lowesllr"/[]}rlomas T. R. Kupfermann 2024 1
Forbidden Tibet o
The Lion’s Roar | 1985 |  Mark Elliot A Centre 2022/2024 4
Productions Film
Compassion in Exile: Lemle Pictures
HH the 14" Dalai 1992 | Mickey Lemle with Central 2017/2019 4
Lama Productions
Tibet: The Story of | 1595 | [ ydovic Seggara France 3 TV 2017/2019/2024 1,2,4
a Tragedy
A Stranger in My Ritu Sarin White Crane
Native Land 1998 Tenzin Sonam Films 2019/2022/2024 2
Shadow Circus: Ritu Sarin White Crane
CIA in Tibet 1998 Tenzin Sonam Films 2017/2019/2022/2024 L3
Tibet’s Stolen Child | 2000 | Robin Garthwait Garthwait & | 0010120222024 | 2,4
Griffin Films
Tibet: Cry ,0 f the 2002 Tom Peosay Earthworks Films 2019 12,3,
Snow Lion 4
A NOVA
Lost T;Z:m S| 2003 Liesl Clark Production for 2024 2
WGBH/Boston
Columbia Pictures
Mountain Patrol 2004 Lu Chuan with Huayi 2017 3
Brothers
What Remains of Us | 2004 | Lrancois Prevost | dik Films 2017/2019 2,4
Hugo Latulippe
10 Questions for The | Rick Ray Rick Ray Films | 2017/2019/2022/2024 | 4
Dalai Lama
Art in Exile 2006 Nidhi Tuli PSBT India 2019/2022/2024 2
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Women of Tibet: Rosemary Frame of Mind 1,2,3,
A Quiet Revolution 2007 Rawcliffe Films 2017/2019/2022/2024 4
Buddha’s Warriors 2008 Christiane CNN Productions 2019 1,4
Amanpour
Kokonor: Tsering Purple
An Endangered Lake 2008 Chenaktsang Productions 2022/2024 3
. . Dhondup . .
Leaving Fear Behind | 2008 Filming for Tibet | 2017/2019/2022/2024 2
Wangchen
The Unwinking Gaze | 2008 | Joshua Dugdale World in Vision 2017/2019 4
Tibet: Murder in the 2008 Mark Gould 360 Degree Films 2019 )
Snow for BBC
Tibet’s Cry for 2008 Lara Damiani Lara Dan.nam & 2017/2019 1,2,3,
Freedom Associates 4
Undercover in Tibet | 2008 | JezzaNeumann | Irue Vision 2017/2019 2
Production
Meltdown in Tibet 2009 | Michale Buckley Wild Yak Films 2019/2022/2024 3
The Sun Behind Ritu Sarin White Crane 1,2,3,
the Clouds 2009 Tenzin Sonam Films 2017/2019/2022/2024 4
The Dalai Lama: . . .
50 Years after the Fall | 2009 th_u Sarin Whlt? Crane 2022/2024 12,3,
. Tenzin Sonam Films 4
of Tibet
From Nomad to | 511 | \ichael Buckley |  Wild Yak Films 2019 3
Nobody
. . Dhundup DIIR
The Burning Question | 2012 Gyalpo CTA 2022/2024 2
Plundering Tibet 2014 | Michael Buckley Wild Yak Films 2022/2024 3
Umay Lam: . .
Middle Way 2018 Tenzin Kalden Tibet TV 2019 1

The Official Tibetan Exile Propaganda Cinema: The Main Narratives

The cinema inside TM has undergone several changes during the almost twenty-five years
of the institution’s existence. The museum building in McLeod Ganj initially had two
floors — the first held the original exhibition entitled A Long Look Homeward with the
motifs mentioned earlier, and the second contained religious objects (offerings in the
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form of butter lamps and a large portrait of the Dalai Lama). As Clare Harris has observed
in her research, however, this design decision was rather unfortunate, as Tibetan visitors
unfamiliar with the rules of Western museology ignored the exhibitions on the lower
floors and immediately ran to the Dalai Lama’s altar to pay their respects.!” So, over time,
the upper floor ceased to be used as originally intended and began to serve as a cinema
and space for temporary exhibitions and other activities organized by the CTA. During
my visits to Dharamsala in 2017 and 2019, the cinema took the form of a small cabinet
with a projection screen, a presenters” desk, a few chairs and a privacy curtain to prevent
the screening from disturbing visitors browsing the nearby exhibition on the same floor.
At that time, the cinema was still showing twice daily, with some selected films repeated
during the week. In the newly built Tibet Museum, a cinema (and lecture space) was al-
ready anticipated; we can now find modern equipment here. Still, it is a relatively small
space (about 40 seats), and screenings occur once a day, according to a monthly program.
The cinema also hosts lectures and the regular Tibet Awareness Talk Series.

I have identified several themes based on previous research regarding TM and other
sources (websites, publications, etc.) related to CTA propaganda and political strategies.
Let us look at the central narratives the CTA and the Dalai Lama use in their self-presen-
tation/propaganda strategies and some examples of films TM chose to support or comple-
ment these main agendas.

1. The Myth and Retold History of Tibet

The images reveal the innocent and easy-going happiness of an isolated [Tibetan]
society — poor, dynamic and violence-free. Their religion was Buddhism and the
people lived in a feudal structure ruled by monks and several lords.'?

With a written history of more than 2,000 years, Tibet existed as an independent so-
vereign state prior to Chinese rule. But having no representation in the United
Nations, the world largely stood by and allowed China’s occupation and destruction
to happen.'

One of the fundamental techniques of propaganda disseminated through TM (and the
films screened there) is the creation of a specific interpretation of history to represent and
legitimize the CTA’s position, often serving as a counterpoint to other narratives, especial-
ly the Chinese one.'” The stories of the CTA and the selected documents are intertwined

11) Clare Harris, The Museum on the Roof of the World: Art, Politics, and the Representation of Tibet (Chicago
and London: The University of Chicago Press, 2012), 167-168.

12) Tibet: The Story of a Tragedy (Ludovic Seggara, 1995).

13) Anon., “Issues facing Tibet today,” Central Tibetan Administration, 2022, accessed July 22, 2024, https://tibet.
net/important-issues/issues-facing-tibet-today/.

14) Here it is necessary to point out a certain discrepancy between Chinese and official Tibetan exile propagan-
da. It is practically not the case that the CTA tells filmmakers exactly what to film and how to film (as the
Chinese government and Communist Party do). Filmmakers make films on their terms (or presumably at
the behest of a sponsor) and then the CTA picks and chooses the ones that somehow help further their agen-
da — a fundamental difference in approach compared to China. Thus, not all of the films selected by the
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with the claim that Tibetans have lived in peace for over a thousand or more years and
have always preferred the path of non-violence. However, studying the factual history of
Tibet unravels the myth of a compassionate, pacific Land of Snow imbued with Buddhist
ethics. The evolution of the narratives of the Dalai Lama and the CTA (as well as the dis-
satisfaction of certain Tibetans with this political rhetoric) is demonstrated in an article by
former Tibetan freedom fighter, activist, writer and blogger Jamyang Norbu. As he states,
one of the leading roles of the Tibetan Government-in-Exile was to promote the image of
pre-1959 Tibet in a way that makes the Land of Snow appear as a spiritual region of har-
mony and peace. Such an enterprise entails a lot of hard work, especially rewriting the
modern history of Tibet. Unsurprisingly, Norbu criticizes the downplaying of the role of
the armed uprising against Chinese occupation from 1956 onwards and the propagation
of the fiction that the resistance was largely nonviolent and led in the spirit of Gandhian
ideas by the Dalai Lama.® It should be added here, however, that this self-presentational
strategy has changed, and in the last twenty years, the CTA, even through the institution
of TM and its cinema, has been mentioning and devoting more and more space to the is-
sue of the guerrilla war of the Tibetans against China. An example of such a document is
Shadow Circus: CIA in Tibet (Ritu Sarin and Tenzin Sonam, 1998), which deals with The
Tibetan resistance and their considerable support from the US intelligence services at the
time — the CIA began recruiting and training Tibetans in the 1950s, but the operations
were not very successful. Directors of the movie Ritu Sarin and Tensing Sonam can be la-
belled as the court directors of the Central Tibetan Administration. They founded White
Crane Films production in 1991 and were among the first to be approached by the
CTA. Documentaries of these two artists could be seen during the opening of the leading
exhibition of the old TM, and today, visitors can watch their videos at the new TM cine-
ma and the leading exhibition. Sarin and Sonam are also directors and founders of the
Dharamsala International Film Festival (DIFF), one of India’s leading independent film
festivals.

Many authors of the selected sample are often engaged activists and filmmakers from
the West who sometimes use precisely selected academics and writers'® to enhance the
narratives’ credibility. As historian Tsering Shakya points out regarding Western influence
on Tibet, throughout the course of history, the West has always reserved the right to inter-
pret events in Tibet primarily according to its interests and to project its desires and wish-
es into its image. Since Tibet has never been wholly subjugated and colonized, it had to be
mythologized and thus become that Shangri-la in Western minds. This one and other
myths then had a direct impact on the perception of Tibet’s real political problems — the
West began to portray Tibetans as victims and members of an endangered species who
have no voice of their own, and so must be represented by representatives of more potent

CTA present a completely unified, uncomplicated picture (unlike Chinese propaganda, which is strictly uni-
form with a unified vocabulary and a single narrative).

15) Jamyang Norbu, “Behind the Lost Horizon: Demystifying Tibet,” in Imagining Tibet: Perceptions, Projections,
and Fantasies, eds. Thierry Dodin and Heinz Rather (Boston: Wisdom Publications, 2001), 377.

16) For example, in the film Tibet: Cry of the Snow Lion (Tom Peosay, 2002) you can find Tibetanist Robert Thur-
man, professor of Chinese Studies John Major, professor of History Ton Grunfeld, author Stephen Batche-
lor, historian John Avedon or former British officer, diplomat and adventurer Robert Ford.
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and more advanced nations who, among other things, also provide a wellspring of charity
and compassion towards the “backward nation resisting the march of modernity”'” This
view is echoed by Donald Lopez, who, in his classic work Prisoners of Shangri-la, points
out not only that idealizing Tibetan history and religion (as the CTA, allied activists and
scientists do) can hurt Tibetan aspirations for independence, but he also notes in his re-
search that Tibetans in exile have become both prisoners and guards in their own prisons.
What does Lopez mean by this? The myths, lies and modern interpretations of Tibetan
culture (or Tibetan Buddhism) that have been fabricated primarily through the Western
imagination have left their imprint on Tibetans themselves — especially on those who
have gone into diaspora in India, North America or Europe. These people found that the
world of imagined Tibet was already taking on a life of its own outside their homeland and
had to come to terms with and adapt to the new narratives, often even learning to incor-
porate them into their own stories and the process of creating a new exile identity.'¥
Since 1959, the Dalai Lama and the CTA have been working vehemently to interpret
history and convince their audiences of their interpretation of the problem of the status of
Tibet. These arguments began to be disseminated from Dharamsala primarily in English
(the global language) in highly inconsistent forms. In the 1980s, the Tibetan Government-
in-Exile turned to the Belgian lawyer and long-time sympathizer Michael C. van Walt van
Praag — the publication Status of Tibet'? emerged, which was subsequently translated into
Tibetan and became the official position of the Tibetan exile. From the same author, inci-
dentally, comes the claim that Tibet existed as an independent state for almost two thou-
sand years, long before Chinese communist forces invaded and began to occupy Tibet,
which again is a very questionable statement.”” The Middle Way concept has been at the
forefront of the CTA’s political rhetoric since the late 1980s. The documentary Umay Lam:
Middle Way (Tenzin Kalden, 2018), created directly by the CTA (Department of Informa-
tion and International Relations, DIIR), declares: “Umay Lam, the Middle Way, has been
our approach to peaceful resolution of Tibet issue for the last three decades”?" To give
some context, I have to add (in the words of the well-known Tibetologist Elliot Sperling)
that Umay Lam’s approach can be considered part of the CTA’s policy of “self-delusion.”

The exile leadership’s approach is to bring the broad Tibetan exile community to be-
lieve that: a) if they teach China’s leaders what’s in their laws Tibetans can achieve
“genuine autonomy” and; b) the exile government is actually seeking “genuine auto-
nomy” Actually, as described by Lobsang Sangay [former Sikyong, political leader of
CTA, in office from 2012-2021] all the Tibetan exile leadership is asking for is a cos-
metic change: the placement of Tibetan faces in leading positions within the local
Communist Party in Tibet. They are explicitly not seeking the implementation of

17) Tsering Shakya, “Tibet and the Occident: Myth of Shangri-la,” Tibetan Review 27, no. 1 (1992), 13-16.

18) Donald Lopez, Prisoners of Shangri-la (London and Chicago: The University of Chicago Press, 2018), 10-13,
181-207.

19) Michael van Walt van Praag, The Status of Tibet: History, Rights and Prospects in International Law (London:
Wisdom, 1987).

20) Elliot Sperling, The Tibet-China Conflict: History and Polemics (Washington: East-West Center, 2004), 15-21.

21) Umay Lam: Middle Way (Tenzin Kalden, 2018).
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democratic practices (which, after all, would be the only way that anything qualified
to be called “genuine autonomy” could function).”

The concept of the Middle Way also divides exiled Tibetans themselves. You won’t find
much about the split of Tibetan exile in the Tibet Museum and its exhibitions; however,
a few documentaries do touch on the issue. For example, in The Sun Behind the Clouds
(Ritu Sarin and Tenzin Sonam, 2009), one of the Tibetan activists argues with the support-
ers of CTAs agenda in an emotional debate: “The time has come for Dalai Lama to change
his policy! ... Even if Middle Way won and you returned to Tibet, could you take down the
Tibetan flag, raise China’s flag and live under it?” A very similar personal challenge and
struggle is shared by Lhadon Tethong, a member of the activist group Students for a Free
Tibet, who talks about the difficulty of her decision between devotion to the Dalai Lama
and political realism in another documentary The Dalai Lama: 50 Years after the Fall of Ti-
bet (Ritu Sarin and Tenzin Sonam, 2009), screened in TM to this day.

2. The Oppression and Rape of Tibet

China’s policy of occupation and oppression has resulted in no more or less than the
destruction of Tibet’s national independence, culture and religion, environment and
the universal human rights of its people. Time and time again, the infliction of this
destruction sees China break international laws with impunity.?

You probably know that Tibet was invaded by the Chinese army in 1950. Since then,
one million two hundred thousand unarmed Tibetans have disappeared in labour

camps and prisons, have been executed, tortured to death or have died of starvation. >

Another essential narrative that can be seen in CTA propaganda and selected docu-
mentaries operates with rhetorical figures about a unique and extraordinary Tibet that is
threatened, destroyed and abused. Robert Barnett has aptly named this discourse “violat-
ed specialness.” The roots of these rhetorical/diplomatic strategies go back to the 1940s;>
in the 1980s, with the support of US senators and Western NGOs, the CTA and the Dalai
Lama decided to return to them in their public speeches (especially to the West). The sto-
ry of the raped Tibet eventually began to spread, with the Land of Snow and its people be-
ing presented as untainted but now defiled, abused and tortured by the Chinese authori-
ties, military and individuals. As Barnett argues, however, this strategy portrays the

22) Elliot Sperling, “Self Delusion: The Middle-Way Approach,” Tibetan Buddhism in the West: Problems of
adaptation & cross-cultural confusion, 2014, accessed July 24, 2024, https://info-buddhism.com/Self-
Delusion_Middle-Way-Approach_Dalai-Lama_Exile_CTA_Sperling.html.

23) “Issues facing Tibet today,” Central Tibetan Administration, 2022, accessed July 22, 2024, https://tibet.net/
important-issues/issues-facing-tibet-today/.

24) What remains of Us (Francois Prevost and Hugo Latulippe, 2004).

25) Prior to the Chinese occupation, Tibetan politicians used similar diplomatic strategies. The story of a unique
and special Tibet, for example, appears as early as 1946 in letters from the Tibetan government to Chinese
President Chiang Kai-shek.
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https://info-buddhism.com/Self-Delusion_Middle-Way-Approach_Dalai-Lama_Exile_CTA_Sperling.html
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victims as incapable of defending themselves. Thus, it can be counterproductive in poli-
tics: Tibet, as an innocent prey (incapable of independent action and resolution), needs
rescuing from someone. Closely related to the narrative of violated specialness is another
rhetorical strategy of the CTA, which seeks to draw its audience’s attention to the issue of
human rights violations in Tibet. After realizing that the Western powers had no political
or strategic interest in resolving the Tibetan issue, the CTA began to mobilize activists and
put pressure on the Western public. According to Barnett, this is no longer an internation-
al political debate but rather an effort to achieve its goals through public involvement in
creating its image and self-presentation.?”

Documentaries dealing with the following topics, namely Undercover in Tibet (Jezza
Neumann, 2008), What Remains of Us (Francois Prevost and Hugo Latulippe, 2004),
A Stranger in My Native Land (Ritu Sarin and Tenzin Sonam, 1998) or Leaving Fear Behind
(Dhondup Wangchen, 2008) often work with techniques such as undercover interviews
and visits to Tibet. The main narrators or filmmakers themselves, under different identi-
ties, visit their original homeland and collect impressions and data on the situation of their
relatives or the local population. Themes of cultural genocide, non-freedom of expression,
arrests, torture and kidnapping of Tibetans (including the story as mentioned earlier of
the so-called world’s youngest political prisoner, the 11th Panchen Lama, see Tibet’s Stolen
Child [Robin Garthwait, 2000]), who protest in any way against the control and behaviour
of the Chinese government, come to the fore. Another frequently mentioned topic is the
issue of self-immolation. A documentary on the subject, The Burning Question (Dhundup
Gyalpo, 2012), was produced in Dharamshala under the DIIR’s banner to answer ques-
tions related to the CTA’ attitude towards the phenomenon of Tibetan human torches.
The reasons behind self-immolations, according to the documentary, stem from political
repression against Tibet, the process of economic marginalization, efforts at cultural as-
similation, and ongoing environmental destruction.?” The CTA has been trying to dis-
courage all Tibetans from engaging in such acts since 2012, when a massive wave of self-
immolations occurred. However, in the words of former Minister of Information and
International Relations Dicki Chhoyang, the CTA feels the need to become a spokesper-
son for these people before an international audience to explain the reasons for such po-
litical protests based on China’s policy of violating religious freedoms, imposing language,
environmental destruction and forced settlement of nomadic tribes.

I have also included documents on preserving and restoring the destroyed Tibetan
culture and art in this section. One branch of the CTA, the Department of Religion and
Culture, has, as it states, “the responsibility of supervising works aimed at reviving, pre-
serving, and promoting Tibetan religious and cultural heritage that is being led to the

26) Robert Barnett, “Violated Specialness’: Western Political Representations of Tibet,” in Imagining Tibet: Per-
ceptions, Projections, and Fantasies, eds. Thierry Dodin and Heinz Réther (Boston: Wisdom Publications,
2001), 272-279.

27) Without surprise, the Chinese politicians and academics both paint the self-immolation of Tibetans in a dif-
ferent light. The main arguments are not only that self-immolation is not a noble behavior or religious prac-
tice, but that it is fundamentally a crime, religious extremism and an act of terror (see e. g. Decheng Li, “Self-
immolations are not noble behavior,” China Daily, 2011, accessed January 12, 2025, https://usa.chinadaily.
com.cn/epaper/2011-11/30/content_14188153.htm.).
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verge of extinction in Tibet”?® Of course, these efforts are reflected in the massive TM
project and the several films screened here. For example, the documentary Art in Exile
(Nidhi Tuli and Ashraf Abbas, 2006), guided by the well-known Tibetan activist and poet
Tenzin Tsundue, shows exiled activist workshops or singing, dancing and playing tradi-
tional instruments at the Tibetan Institute of Performing Arts (founded by the 14th Dalai
Lama on reaching Kalimpong in August 1959). Attention is also paid to thangka® paint-
ing, traditional metal sculpting, modern music, and poetry. Artists often believe that their
craft is one of the possible tools to retell the tragic Tibetan story and method for preserv-
ing and saving Tibetan (and Buddhist) culture. The use and shift of this motif can be seen
in TM’s new exhibition, where the practice, preservation and renewal of Tibet’s colourful
and rich culture becomes an act of resistance. The documentary also records the dissatis-
faction of many exiled Tibetans and artists with the Dalai Lama’s Middle Way policy and
a black vision of the Tibetan future. According to activist and writer Jamyang Norbu, the
Dalai Lama and CTA have succumbed to pressure from his Western supporters and frus-
tration with frozen talks with Beijing. Instead of continuing the struggle for an independ-
ent Tibet, official representatives of the Tibetan exile shifted to other concerns — the pres-
ervation of Tibetan Buddhist culture, which matches the Western demand for the secret
wisdom of Tibet so necessary to save the self-destructive and materialistic West. Norbu
states that it is a swing to strategies imbued with ecological or spiritual tendencies that re-
flect the needs of the West rather than actually addressing the real problems of Tibet and
its people.*”

3. Environmentalism and Equal Rights

For thousands of years, despite its cold environment, the Tibetan people occupied
this plateau and created cultural landscapes based on the principles of simplicity and
non-violence that are in harmony with the environment. Guided by Buddhist beliefs
in the interdependence of both living and non-living elements of the earth, Tibetans
lived in harmony with nature.*”

Since 1959, countless Tibetan women have become leaders in the peaceful struggle

to rebuild our lives and preserve our cultural identity for future generations.*”

In the mid-1980s, modern self-representational narratives portraying a new, complex
Tibetan identity first began to appear in publications, press releases, and other communi-
cation channels of the Tibetan Government-in-Exile. Behind these constructs stand most-

28) Anon., “Department of Religion & Culture,” Central Tibetan Administration, 2023, accessed July 25, 2024,
https://tibet.net/department/religion/.

29) A thangka is a scroll painting of various sizes, depicting various deities, Buddhas, mandalas or other scenes
with Buddhist themes, created according to precise iconometry on canvas, leather or paper.

30) Jamyang Norbu, “Behind the Lost Horizon: Demystifying Tibet,” in Immagining Tibet: Perceptions, Projections,
and Fantasies, eds.Thierry Dodin and Heinz Réther (Boston: Wisdom Publications, 2001), 377.

31) Anon., “Environment and Development Issues,” Central Tibetan Administration, 2022, accessed July 22,
2024, https://tibet.net/important-issues/tibets-environment-and-development-issues/.

32) Women of Tibet: A Quiet Revolution (Rosemary Rawcliffe, 2007).
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ly Tibetan exile political and intellectual elites, who are often well-educated and have de-
veloped a considerable repertoire of self-representational strategies and styles over their
relatively long contact with the Western world. However, while similar narratives are
propagated in the exile community and globally, they often carry little weight for the re-
maining 95% of Tibetans living in the PRC.* These new concepts and politicized identi-
ties have their origins primarily in the growing cooperation of Tibetan elites with interna-
tional institutions, which often promote world peace and ecological awareness and reflect
gender issues. In the narratives of the CTA, a nonviolent and pacifist, environmentally
conscious and gender-equal Tibet has thus emerged. These characteristics, which are now
commonly presented by any multinational corporation, political party or various move-
ments representing world religions, have become a self-marketing strategy in the case of
CTA3

Although individual themes are intertwined and appear across the selected sample of
documentaries and docudramas (see Table 1), only a few films deal directly with the men-
tioned ecological or environmental topics. For example, one documentary highlights the
nomadic Tibetan yak herders’ “original, hard and resilient way of life” and their most sig-
nificant “survival test” because of Chinese politics and approaches to the environment of
Tibet. A documentary by traveller and environmental activist Michael Buckley, who has
set up his production studio Wild Yak Films, explores this issue head-on (From Nomad to
Nobody [Michael Buckley, 2011]). Buckley cooperates directly with the CTA and TM (his
documents feature representatives of the official Tibetan exile) and does not hesitate to
confront Chinese propaganda in his narratives regarding the Tibetan nomads™ alleged
happiness and rising standard of living. Unsurprisingly, the CTA chose even other films
from his production for its cinema, such as Meltdown in Tibet (2009) or Plundering Tibet
(2014), based mainly on criticism of China’s environmental policy and actions in Tibet.
Michael Buckley also does not refrain from being critical of Western companies that co-
operate with China and profit significantly from, for example, mining in Tibet. Another
example of a similar document is Kokonor: An Endangered Lake (Tsering Chenaktsang,
2008), which is concerned with problems of environmental impacts of tourism, nuclear
testing and waste, and the internal migration policy of China that destroys the original Ti-
betan culture in Qinghai Province. The author of this film and former inhabitant of the
area, also known as Jangbu, is one of the most famous and influential Tibetan artists and
poets living now in exile (France), so it is no wonder that the CTA still uses his documen-
tary in TM cinema today.

The issues of pacifism, equality, and feminism are represented among the selected
films in the documentary Women of Tibet: A Quiet Revolution (Rosemary Rawclifte, 2007),
made by a producer, director and activist who focuses on human rights issues and the in-
terpretation of the world from a female perspective. The film not only features themes re-

33) It should be added here that these figures are given in rough estimates by Tibetanist Tony Huber without the
support of any statistics or research (which is not strange, since any non-Chinese-influenced research in the
Tibet Autonomous Region is practically impossible today).

34) Toni Huber, “Shangri-la in Exile: Representations of Tibetan Identity and Transnational Culture,” in Imag-
ining Tibet: Perceptions, Projections, and Fantasies, eds. Thierry Dodin and Heinz Réther (Boston: Wisdom
Publications, 2001), 357-359, 366-367.
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lating to the lives and hardships of different generations of Tibetan women and their role
in today’s reconstruction of Tibetan society in exile. Also, the Dalai Lama speaks within
the movie about admiration for those “old women who led that demonstration [today so-
called Tibet Women’s Uprising against the Chinese occupation in 1959] as if they already
know the Feminist movement.” Then he laughs, “But of course, they had no idea. But sim-
ply out of courage, they organized the women...perhaps I think in Tibetan history may be
the first time, Woman’s movement!” The documentary also provides an exciting insight
into the changing discourse on the role of the Tibetan woman, which came with the mi-
gration from traditional Tibetan society to an exile and therefore in some ways Western-
influenced environment. On the one hand, the film presents a view of how women’s edu-
cation and empowerment are necessary for community change and growth — mainly
because of the need to educate refugee children or women’s participation in CTA govern-
ance. On the other hand, the documentary emphasizes preserving Tibetan culture through
the family. The role of the housewife, who is in charge of running the household, taking
care of the children or looking after the family’s welfare and happiness, is highlighted.

4. 14th Dalai Lama and Tibetan Buddhism

His Holiness the 14th Dalai Lama, the manifestation of Avalokiteshvara in human
form, the designated deity of Tibet, is the divine lord of the Three Realms, a champ-
ion of world peace, the master of all Buddhist teachings, the protector of all Tibetans,
and their supreme leader and guide. He is the objective embodiment of the Tibetan
people, the symbol of their unity, and a free spokesperson for all Tibetans.*
Tibetans have a tremendous body of a spiritual knowledge, a spiritual technology if
you will, that is an immense gift to human learning. They have preserved in their
monastic universities a vast corpus of learning and understanding about a nature
consciousness and structure of human mind. The Western science is just beginning
to comprehend. 3

The religious traditions and institution of the Dalai Lama play a central role in Tibet-
an politics. As the majority religious system, Buddhism is interwoven in Tibetan history
and culture, has permeated the political system, serves as a source of legitimacy, and influ-
ences virtually every aspect of Tibetans’ daily lives. In contrast to other forms of Mahaya-
na Buddhism, Tibetan traditions are characterized by the over-emphasis on a spiritual
teacher — the guru/lama — who often occupied a significant political role and possessed
various magical powers; he also provided various forms of assistance to the community in
its daily life. Such an influential position of spiritual leader is not common in other tradi-
tional Buddhist communities, nor is it typical for monks to enjoy significant political pow-
er and not be controlled by secular power structures (there are exceptions, of course, such

35) The Tibetan Parliament-in-Exile, “Charter of the Tibetans in Exile (chapter 1, article 1),” Central Tibetan Ad-
ministration, 2021, accessed July 26, 2024, https://tibet.net/about-cta/constitution/.
36) Tibet: Cry of the Snow Lion (Tom Peosay, 2002).
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as Sri Lanka). Since the 17th century, the most powerful lama in Tibet has been a monk
with the title Dalai Lama. As the personification of Chenrezig (Avalokiteshvara, the bo-
dhisattva of compassion and protector of Tibet), he is part of almost every Tibetan’s own
culture and, in a way, ensures the continuity of Tibetan history. As Fiona McConnell
points out, in exile, especially given the ambiguous political position of the Tibetan dias-
pora, the Dalai Lama acts as the centre of Tibetan identity and the ultimate formerly po-
litical (until 2011), now primarily moral authority. The institution of the Dalai Lama and
its symbolic significance has become a power tool in the CTA’ political discourse that is
applied to a predetermined audience. Through political rhetoric, the Dalai Lama’s extraor-
dinary human qualities are highlighted (to reinforce enthusiasm among the target audi-
ence); he initiates a democratization process in the Tibetan diaspora that links represent-
ative politics with Buddhist values.”” However, as Robert Barnett notes, it is challenging to
answer the question of how and who the Dalai Lama really represents. Is it all Tibetans
around the world? Or all followers of Tibetan Buddhism? Or those who constitute Tibet-
an culture? And if so, do Tibetan Christians or Muslims also fall into that category? For
the Dalai Lama, meeting politicians is tough — he is aware that he is perceived as a sym-
bol rather than a politician, often in a very romanticized form.*®

So, it is no surprise that the Dalai Lama also has played a central role in the old and
new TM and a lot of the films shown there (e.g. 10 Questions for The Dalai Lama [Rick
Ray, 2006], The Unwinking Gaze [Joshua Dugdale, 2008] or Compassion in Exile: HH the
14th Dalai Lama [Mickey Lemle, 1992]). Today, the institution of the most famous tulku®
is presented as “the embodiment of our religious and political identity”” The new TM then
seeks to portray the 14th Dalai Lama as a man of many faces and interests: the leader of
a nation and a people, a simple Buddhist monk, “just another human being,” or as a scien-
tist and philosopher. Here, I would like to mention one of the documentaries used direct-
ly in the main exposition of the new TM. Film The Dalai Lama: Scientist (made by Dawn
Engle and Ivan Suvanjieff in 2019 through their PeaceJam Foundation and screened at the
Dharamsala’s abovementioned film festival [DIFF] in 2020) shows the 14th Dalai Lama in
conversations with various scientists; the visitor is then educated about the similarities be-
tween multiple branches of Western science (quantum physics, cosmology, cognitive sci-
ences, molecular biology or genetics) and so-called “Buddhist science” According to the
Dalai Lama, Buddhism and science have the same method of research, namely, discover-

37) Fiona McConnel, Rehearsing the State: The Political Practices of the Tibetan Government-in-Exile (Chichester:
Wiley-Blackwell, 2016), 94-96.

38) Robert Barnett, “Violated Specialness’: Western Political Representations of Tibet,” in Imagining Tibet: Per-
ceptions, Projections, and Fantasies, 298-302.

39) The institution of tulku, which emerged in Tibet in the 12th century, is generally based on the Buddhist be-
lief in the chain of rebirth. These beings, recognised as embodied emanations of Buddhas and bodhisattvas,
are repeatedly reborn in human bodies by their own will and often head Tibetan monasteries and schools as
prominent lamas (spiritual masters). Selected individuals are initiated into monastic life upon recognition
and undergo the study of Buddhist philosophy and ritual practice. From an early age, they are also expected
to participate in and often lead many public events and performances, both for the monastic community
and the lay public. The two most famous lineages of tulkus in Tibet are the Dalai Lamas (emanations of the
bodhisattva Avalokiteshvara) and the Panchen Lamas (emanations of the Buddha Amitabha). In theory and
sometimes in practice, the Dalai Lamas and Panchen Lamas used to have a teacher-disciple relationship
with each other and affirmed each other.
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ing reality through empirical means. The phenomenon of linking Buddhism and science
has a long history, and again, Western ideas and interpretations have played a role here,
seeing Buddhism not only as a religion but also as a treasure trove of ancient wisdom and
guidance for a better and longer life. The development of this issue is summarised in the
book Buddhism & Science: A Guide for the Perplexed by Donald Lopez, who also notes the
situation surrounding the 14th Dalai Lama. As he points out, it is clear that the under-
standing of what it means for science to discover reality through empirical means differs
significantly from the ideas of Buddhist traditions and the Dalai Lama himself.*")
As a social anthropologist, Ashild Kolis points out:

In dialogue between Tibetans and Chinese, there is constant return to and manipu-
lation of religious language and idioms. These idioms pervaded discourse in Tibet
prior to the Chinese occupation, and now being recreated and used in a new politi-
cal context. [...] The practice of religion is ultimately a threat to Chinese authority
because it represents and enacts an alternative conception of society. From a Tibetan
perspective, religion provides a more legitimate set of values than the Communist
Party doctrine. [...] New ideas about international law, human rights and democra-
cy are currently being expressed by politically concerned Tibetans, often trough the
idioms and vocabulary of Tibetan Buddhism. The emphasis on nonviolent protest is
one aspect of this political articulation.*”

However, some of the documentaries in the TM cinema confirm that not everyone is
on board with the process of democratization. On the contrary, many Tibetans of the
younger generation see the problem with the constant mixing of Buddhist doctrines and
the Dalai Lama into the politics of exile, as it is said to be an obstacle to the further devel-
opment of the community. One of the stereotypes that persist not just in the West to this
day is also still visible: Buddhism is generally perceived as an ambassador of universal un-
derstanding and pacifism and is associated with a diverse range of exotic ideas. However,
Buddhist traditions, like any other system of diverse beliefs and practices, are permeated
by internal and external forms of violence. It is also true of Buddhism that the ideal norm
is not the same as what is lived daily. Historian Ugyan Choedup points out that today’s di-
asporic Tibetan identity is a complex product of exile hardships, various new configura-
tions of external influences, and the deliberate social engineering by Tibetan elites to ritu-
alize, modify, and institutionalize traditional customs and practices to serve new
nationalist interests. Although these newly modified practices often have no factual his-
torical basis, they provide a sense of historical continuity to the public, especially to Tibet-
ans born in exile. While indigenous Tibetan society has never had homogeneous mytho-
logical or historical narratives, the CTA has ensured in its efforts that children born in
exile feel like members of a single and unique community defined by Buddhism and the
person of the Dalai Lama. A new pan-Tibetan vision of Tibet has thus emerged: three re-

40) Donald Lopez, Buddhism ¢ Science: A Guide for the Perplexed (Chicago and London: The University of Chi-
cago Press, 2008), 131-136.
41) See Ashild Kolas, “Tibetan Nationalism: The Politics of Religion,” Journal of Peace Research 33, no. 1 (1996), 56.
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gions and three regional identities, but one nation united under the banner of the Dalai
Lama and Buddhist values.*?

Conclusion

The documentaries and docudramas that the CTA has chosen for its agenda more or less
replicate and support the narratives that appear not only on the CTA’s websites and state-
ments but also in the institution of the Tibet Museum. Among the most salient themes are
the retold history of a mystical and culturally and naturally rich Tibet, the catastrophic tes-
timony of the hardships of the Tibetan people under the rule of Communist China, and
Tibet and its people as a mindful, ecological, united and egalitarian nation, united more
than anything else by a Buddhist identity under the leadership of the Dalai Lama.

The ways in which the films affect the viewer and fight for their cause are many: from
the use of carefully chosen and appropriate authorities to appealing to the emotions
through depictions of hardship and eyewitness accounts to mystifying the audience about
a pristine and untouched Buddhist Tibet that is falling into the abyss. These films are not
only made by the CTA and exiled artists but are primarily produced in the USA, UK, Can-
ada or Europe. The directors of these documentaries are mostly independent filmmakers
and activists whose work focuses on human rights, environmental issues, modern history
and travel. Producers include well-known organizations and broadcasters such as PBS, CNN,
BBC, France 3 TV, and small productions such as Wild Yak Films and White Crane Films.

In the unequal power struggle with China, the CTA stands basically alone. It is, there-
fore, trying to use every means at its disposal in its propaganda battles with an adversary
that has finance, resources, time and global influence on its side. Similar independent pro-
duction to that shown by the Tibetan Government-in-Exile cinema in Chinese Tibet is
virtually non-existent today, replaced by official, highly sophisticated propaganda. So, the
narrative of peaceful Buddhists living in symbiosis with nature who, even at the cost of
compromise, want only peace, freedom and the ability to continue their unique way of life
that was disrupted by the colonization and occupation of Communist China seventy years
ago, is juxtaposed with the story of the “peaceful liberation” of Tibet, the expulsion of im-
perialists, the destruction of poverty and the gift of emancipation, security, progress and
development to the previously oppressed Tibetan people. In this case, however, “truth”
and “falsehood” do not oppose each other, and, as this article was mainly intended to
show, everything is a bit more complicated.
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Abstract

This article is the first synthesis of the social, political and economic conditions of Polish cinema in
recent years and their influence on the current shape of Polish cinema. This shape is changing dy-
namically all the time, although the direction of the changes is not obvious at the moment. In many
respects the situation of Polish cinema has been exceptional in recent years. But the processes or el-
ements of the processes described in this article are reflected in the internal markets of Central and
Eastern Europe. This situation should prompt researchers to analyse the impact of the external and
internal environment on national film markets in this region. The conclusions may be useful and

can be translated into formal and organisational solutions in local cinema systems.

Keywords
film production, producers, self-censorship, platform imperialism, Polish cinema

Introduction

We live in a world of endless streams of audiovisual content, reaching us constantly
through new fields and systems. Among this content, film still plays a distinct role as ar-
tistic work, even though cinema as an art is currently undergoing rapid transformation.
The traditional model of functioning of contemporary European cinema is beginning to
crumble. The harmonious system outlined by, among others, Ruth Towse", assuming the
dominance of public support systems offering protection against the Hollywood globali-
zation and supplemented with private funding sources, is beginning to crumble. This phe-
nomenon results from a change in global processes, including the popularization of

1) Ruth Towse, A textbook of Cultural Economics (New York: Cambridge University Press, 2010), 434-460.
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streaming as one of the main methods of disseminating film through the strategies of large
corporations such as Netflix, Disney and Amazon.” However, the contemporary viewer is
never “just” a global viewer. Just as there is not one universal audience. European internal
audiences, although highly susceptible to external influence, create their own national mi-
cro-worlds. The local filter, superimposed on global processes, determines the specificity
of each small audiovisual market. Although it is worth trying to predict the effects of the
exploration of large corporations in the Eastern European market, it is also worth analys-
ing internal political factors specific to Poland, which remained under the rule of a popu-
list conservative party from 2015 to 2023. During this period, the authorities consistently
pursued a vision of culture as a factor strengthening local, national values, with particular
care for historical content and the so-called “accountability stream.

The author’s main objective is to answer the question of the impact of these two dis-
tinct external factors on the condition and character of Polish cinema in recent years. The
expansion of global streaming platforms has created a demand for new content, designed
for VOD and targeted at new audiences.” This paper seeks to answer the question of
whether the entry of large corporations onto the audiovisual market has significantly
changed the image of Polish cinema and whether this change is permanent. One might ask
to what extent the Polish market is a beneficiary of the new audiovisual content distribu-
tion system, or whether we can already speak of a specific form of cultural imperialism,
i. e. “platform imperialism.® Yet another question comes to mind, namely what is the re-
sponse of producers of audiovisual content, i. e. film producers, to these trends and what
is their position in relation to such unequal, highly resourceful partners.

In the following part of the article the author discusses the impact of the cultural pol-
icy of the Law and Justice government (2015-2023) on the image of Polish cinema in re-
cent years. A question arises here to what extent did the principle explicitly formulated by
the former Minister of Culture saying: “it is my duty to shape Polish film according to the
needs of Polish historical policy, translate in practical terms into the selection of themes
and artistic choices of producers and filmmakers. There are two main issues here, i. e. how
much did Polish filmmakers succumb to self-censorship practices (present in world cine-
ma since its inception) and how effective was the consistent historical policy of the Law
and Justice in terms of attendance figures or artistic success of Polish film. A minor but in-
teresting point here is the technique of “bypassing the system” used by feature filmmakers
and producers seeking alternative sources of funding for their productions, independent
of politicians and officials.

2) Amanda Lotz, Netflix and Streaming Video (Cambridge: Polity Press, 2020), 197-202.

3) Dawn Chmielewski and Dade Hayes, Binge Times: Inside Hollywood’s Furious Billion-Dollar Battle to Take
Down Netflix (New York: William Morrow, 2022, e-book), 12-36.

4) Dal Yoong Jin, “The construction of platform imperialism in the globalization era,” Triple C: Communica-
tion, Capitalism, & Critique 11, no. 1(2013), 145-172, accessed September 24, 2024, https://doi.org/10.31269/
triplec; Stuart Davis, “What is Netflix imperialism? Interrogating the monopoly aspirations of the World’s
largest television network,” Information, Communication and Society 26, no. 6 (2021), 1143-1158, accessed
September 25, 2024, https://doi.org/10.1080/1369118X.2021.1993955.

5) Anon., “Piotr Gliniski: mam demokratyczny mandat do decydowania o sprawach kinematografii,” Wirtu-
alnemedia.pl, November 4, 2021, accessed September 25, 2024, https://www.wirtualnemedia.pl/artykul/pi-
otr-glinski-demokratyczny-mandat-do-decydowania-o-sprawach-kinematografii.
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This work should complement the currently available catalogue of analyses of Polish
cinema for international audiences with a characterization of the latest trends in cinema
seen from an economic, political and global perspective. International resources mainly
comprise historical monographs as well as film studies discourse based on an analysis of
narratives, artistic trends and the output of Polish filmmakers. Marek Haltof’s milestone
publication of 2002 was the first comprehensive English-language study of Polish cinema.
The thoroughly updated and expanded 2018 edition is a comprehensive description of
Polish cinema from the 19th century to the present day, taking into account the key film-
makers, trends and genres, also contemporary ones, against the backdrop of an increas-
ingly transnational film culture.? Whereas the German-language monograph Der Polnis-
che Film Von seinen Anfingen bis zur Gegenwart” is a comprehensive synthesis of Polish
film history based on important socio-political turns in Europe, taking into account the
aesthetic, national and gender discourses of the times.

The 21st century has seen more specialized monographs dedicated to specific eras, in-
cluding the contemporary era, which is of interest to the author. The 2010 Polish Cinema
Now! monograph edited by Mateusz Werner and intended for the foreign reader presents
a vibrant, multicolored picture of Polish cinema twenty years after the fall of communism,
attempting to characterize the trends and directions representative of this dynamic time in
Polish history.® The most recent interpretative perspective on contemporary Polish cine-
ma is presented in the monograph entitled Polish Cinema Today: A Bold New Era in Film,
in which Helena Goscilo and Beth Holmgren take a look at the latest cinema productions
in terms of key themes, such as the image of national or gender identity, the confrontation
with martyrdom, the image of the modern family, the problem of migration and the influ-
ence of the Catholic Church on the lives of individuals.”

Nevertheless, the author is most interested in the area of so-called “production cul-
ture,” clearly adopted in the text and outlined in the introduction, which is being dynam-
ically examined by Eastern European researchers such as Marcin Adamczak (Poland) and
Petr Szczepanik (Czech Republic). In this approach, cinema is interpreted through the
system of production practices, the organization of the audiovisual industry and the legal
and economic system. This may involve adopting a historical perspective with a contem-
porary context, such as in the monograph entitled Film Units: Restart'” or primarily a con-
temporary perspective.'” An obvious weakness of this trend, responding to all changes in
the economic, technological, social and global environment, is the rapid obsolescence of
the factual layer and the resulting smooth transition from contemporary to historical dis-
course. The last decade was marked by extensive changes in the global audiovisual sector
and in Poland itself due to the rule of a right-wing populist government, highly problem-

6) Marek Haltof, Polish Cinema: A History (New York: Berghahn Books, 2018).

7) Konrad Klejsa, Schamma Shahadat, and Margarete Wach, eds., Der Polnische Film Von seinen Anfiingen bis
zur Gegenwart (Marburg: Schiiren Verlag, 2012).

8) Mateusz Werner, Polish Cinema Now! (Barnett: John Libbey Publishing, 2010).

9) Helena Goscilo and Beth Holmgren, Polish Cinema Today: A Bold New Era in Film (Lanham: Lexington
Books, 2023).

10) Marcin Adamczak, Piotr Marecki, and Marcin Malatyniski, eds., Restart zespotéw filmowych: Film Units: Re-
start (Krakéw and L6dz: Korporacja Halart and Wydawnictwo PWSFTVIT, 2012).

11) Petr Szczepanik, Screen Industries in East-central Europe (London: Bloomsbury Publishing, 2021).
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atic for culture. It is the duty of a researcher studying production culture to look critically
and at the same time analytically at the contemporary audiovisual market through the
prism of these large and powerful trends.

Polish Film Industry in the Phase of Initial Growth

The situation of Polish cinema in the 21st century was determined by the key turning
point of 2005, i. e. the adoption of the Act on Cinema by the Polish parliament, which rev-
olutionarily changed the conditions of financing and indirectly of the production of Pol-
ish films."? Polski Instytut Sztuki Filmowej (Polish Film Institute) was established, and
new sources of funding emerged. The change was evident both at the domestic box office
and in the international cinema circuit. Polish cinema became professionalized, with fea-
ture films, documentaries and animated films not only regularly featured at A-class film
festivals, but also receiving more and more nominations and distinctions at the Academy
Awards (ten nominations and one Oscar since 2005) and the European Film Academy
Awards. Over the years, there has been an ongoing cooperation based on a critical yet ne-
gotiating relationship between the film community and decision-makers, primarily repre-
sented by the Polish Film Institute and other smaller public funds. An average of sixty fea-
ture films per year were produced with an average budget of €1,2,000,000 (2015-2016,
budgets are now showing an upward trend), public funds accounted for half of the feature
film budget on average, and films supported by central funds — usually from the auteur
stream — accounted for about two-thirds of the annual production volume. '¥Although
the existence of the PFI has stabilised the film market, the fact that a grant has been re-
ceived or in what amount is not directly related to the reception of a film. Audiences’ re-
actions (as in Europe as a whole, preferring Hollywood films) depend on many factors be-
yond the Institute’s control, such as the quality of advertising and the final artistic decisions
made by authors and producers. Since 2005, the Polish Film Institute has pursued its pub-
lic purpose by supporting difficult, national or international studio productions that do
not appeal to mainstream tastes. In 2019, on the basis of a special legal act, a system of so-
called incentives was set up, operated by PFL.'¥ Polish film production still tends to be
over-reliant on public funding. Ideally, the sources of funding for domestic cinema should
be diversified. Investing private funds in film production is, however, risky due to uncer-
tain returns.'® After 2005, Polish cinema showed developmental trends, both in terms of
the number and quality of productions and the cinema market (twenty-thirty percent

12) Marcin Adamczak, Obok ekranu: Perspektywa badan produkcyjnych a spoteczne istnienie filmu (Poznan:
Wydawnictwo Naukowe UAM, 2014), 49-54.

13) Artur Majer, Agnieszka Orankiewicz, and Anna Wroblewska, Pienigdze — produkcja — rynek: Finansowanie
produkcji filmowej w Polsce (L6dz: Wydawnictwo PWSFTVIT, 2019), 18-26.

14) Agnieszka Orankiewicz, “The Role of Public Support for the Film Industry — An Analysis of Movie Pro-
duction Incentives in Europe;” Prace Naukowe Uniwersytetu Ekonomicznego we Wroctawiu 66, no. 2 (2022),
90-104.

15) Artur Majer and Agnieszka Orankiewicz, “Trends in Film Industry Development in Poland,” Humanities
and Social Sciences 25, no. 4 (2018), 263-276, accessed September 25, 2024, https://doi.org/10.7862/rz.2018.
hss.83.
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share of local productions in the annual box office until the pandemic) and international
sales.

According to the Olsberg SPI report'® commissioned by Krajowa Izba Producentéw
Audiowizualnych (Polish Producers Alliance),in recent years Poland has been experienc-
ing a rapid increase in the production of films and series, and this economic sector contin-
ues to develop. The number of film and TV production companies in Poland has been
growing steadily in recent years, exceeding 12,000 companies in 2022. In 2022 alone, Pol-
ish filmmakers produced a total of 367 films (of all genres)‘ of which 112 were feature-
length films and 255 were medium-length and short films. Since 2015, broadcasters’
spending on Polish films and series has also continued to grow — by an average of eight
percent per annum. The arrival of streaming services such as Netflix, HBO Max, Amazon
Prime Video, Viaplay and Player.pl also had a big impact on investments in the audiovis-
ual market. In total, traditional broadcasters and streaming services spent over PLN
2,500,000,000 on Polish original content last year. However, the report points to some
weaknesses in the market. In recent years, neighboring countries — such as Hungary,
Lithuania and the Czech Republic — started to attract big international productions and
develop their technological resources for the audiovisual industry. There are stable and
well-established systems operating in those countries with incentives for producers to
make films locally. In order not to waste the potential of the Polish film and series produc-
tion industry, the authors of the report warn of the challenges connected to budget con-
straints in Poland’s audiovisual incentive system.

The trends in Polish cinema indicated above can be illustrated by referring to the full
volume of Polish film production (2021-2023) available on the Polish-language platform
www.filmpolski.pl, which is a source of information on annual film production. The cata-
logue is compiled on the basis of opening and closing credits provided by film producers,
and is thus the most reliable source of information on Polish films.

In 2022, seventy-two feature films were made in Poland, in 2023 — seventy-one.
Among them, an average of ten percent are minority co-productions, which cannot be de-
scribed as Polish films but only films with Polish participation. The overrepresentation of
2022 is the result of production processes delayed due to the pandemic (forty-two films
were produced in 2020 and sixty-eight in 2021).

Streaming Platforms and Post-imperial Discourse

Before the world media started circulating the rare term “pandemic,” 2019 had already
proved to be a time of turning points, with the big Hollywood studios (the so-called “ma-
jors”) struggling to preserve the old order and their own position, and Netflix challenging
that order. The first phase of the streaming war had already begun. It became clear that it
was not the amount of the fees or the size of the marketing campaigns that would play
a key role, but the content — which comes from two main sources: market purchases and

16) “Economic Impact of Screen Production in Poland,” kipa.pl, Olsberg SPI, 2023, accessed September 25,
2024, https://kipa.pl/raport-olsberg-spi-wplyw-sektora-av-na-gospodarke-polski.
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in-house original productions. The consequences of disrupting the system of “holdbacks,”
or distribution windows of a film, proved to be a system revolution, crushing the founda-
tions of the business logic of global Hollywood.'” As in other countries,'® also in Poland
Netflix boasts the highest number of users (over 10,000,000). Netflix has three times more
users than Disney+ (over 3,300,000). ' The strategies of Netflix and other large platforms
have become the subject of interesting analysis in recent years. Amanda Lotz*” notes that
this hegemon is looking for content that is slightly different from typical linear TV, usual-
ly with adverts. It tries to make its catalogue stand out among others and builds its strate-
gy on this. Most viewers only notice the section of the library that interests them, so that
section becomes part of their Netflix vision. Netflix is successful insofar as it increases the
number of people who are willing to pay for interesting bundled content. It is not so much
about the individual “peak;” but about the attractiveness of the package. The key here is the
diversity of the offer.

Since the pandemic, i. e. from 2020 onwards, Netflix Poland has published regular up-
dates on the production of local series and feature films it has commissioned. Sylwia Szos-
tak® rightly points out that thanks to the platform’s investment in local content, Polish
productions are gaining opportunities for international distribution, with some of them
achieving impressive results internationally, such as the High Water (Wielka woda; Jan
Holoubek, 2022) series, which has reached the threshold of 10,000,000 viewers world-
wide. While the production of original films is fraught with risk, a production commis-
sioned by the platform means greater financial security and cash flow, which is also diffi-
cult to find in productions for local broadcasters. Netflix still offers higher rates than those
offered by independent producers or Polish broadcasters. Moreover, Netflix is giving more
freedom to Polish content creators. Series such as Sexify (Kalina Alabrudzinska, Piotr
Dylewski, 2021, 2023) or Queen (Krolowa; Lukasz Ko$micki, 2022) or Piotr Domalewski’s
Operation Hyacinth (Hiacynt; 2021) film would never have seen the light of day had they
not been commissioned by Netflix. Public television, but also independent producers,
avoided topics related to intimacy, sex or LGBTQA+ because they were inappropriate for
the conservative, right-wing Polish government.

A recurring theme in discussions in the community is the treatment of Polish produc-
ers work as “third-world” or “post-colonial” practices (in the case of Poland, it would be
more appropriate to speak of cultural imperialism, as the country has never had a coloni-
al experience). This situation provides an opportunity to refer to the classic theses of,

17) Marcin Adamczak and Stawomir Salamon, “Kruszenie globalnego Hollywood: System ‘holdbacks’ i sekwen-
cyjno$¢ okien dystrybucyjnych a rozwdj platform streamingowych,” Kwartalnik Filmowy, no. 108 (2019),
243-255, accessed September 25, 2024, https://czasopisma.ispan.pl/index.php/kf/article/view/190.

18) “Top Streaming Services by Subscribers,” Flixpatrol, 2023, accessed September 25, 2024, https://flixpatrol.
com/streaming-services/subscribers/.

19) Anon., “HBO Max i Disney+ z wieksza przewaga nad TVP VOD i Playerem: Zyskuje Prime Video, w dét
Viaplay,” Wirtualnemedia.pl, February 19, 2024, accessed September 25, 2024, https://www.wirtualnemedia.
pl/artykul/hbo-max-disney-tvp-vod-player-prime-video.

20) Lotz, Netflix and Streaming Video, 44-52.

21) Sylwia Szostak, “Netflix Poland — caught between a rock and a hard place,” Flow, October 11, 2023, accessed
September 25, 2024, https://www.flowjournal.org/2023/10/netflix-poland/.
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among others, Edward W. Said?? and successors and to translate them into the contempo-
rary cinema of small European audiences. Ramon Lobato® points out that Netflix treats
its strategic and less important one-off investments in original native content as a way to
introduce subscribers to the platform’s operation and to familiarize them with its global
(i. e. American) catalogue. The platform easily combines local and global elements and,
thanks to algorithms, functions as many different products at the same time. Therefore, al-
though the economic and political aspect of its operations appears to be an extreme case
of the local-global dialectic (a North American company gaining an advantage over na-
tional companies), the way the platform is constructed blurs the boundaries between lo-
cal and global.

In the classic view of Edward Said*” (and his predecessors), cultural imperialism is the
domination of one culture — obviously Western — over another. Imperialism, or coloni-
alism, is not a matter of a simple act of conquering and gathering. In his works and lec-
tures, Said always stressed that imperialism or colonialism is not just about the simple
conquest of territory, but about the related staggering idea that certain peoples (or more
broadly: communities, groups) require domination, or even that it is justified. In the dis-
course on cultural imperialism, there is a persistent theme of cultural domination based
on the media superiority of cultures and patterns transmitted by global media. 2

As aresult of the dynamic growth of the global audiovisual market due to the popular-
ization of digital services, the center of gravity of the contemporary discussion on cultur-
al imperialism shifts towards media imperialism and even “platform imperialism.”*® The
debate even uses a special acronym to denote the most powerful media corporations —
FAANG (Facebook, Amazon, Apple, Netflix, Google).?”

In an excellent article on Netflix’s international activities, Stuart Davis?® points to four
basic tendencies of platform imperialism, which are also visible in the streaming giants
policies: (1) the vertical integration of production and distribution centered around a pro-
prietary platform; (2) attempts at rapid transnational scaling up within new markets; (3)
a systematic avoidance of accountability to regulation; and (4) the collection and some-
times surreptitious repurposing of user data. The production and distribution of content
is becoming internationalized, and integration allows for the elimination of competition
and for the acquisition of small, growing companies. Internationalization and increased
scale encourage global expansion, especially in terms of countries without a powerful film

22) Edward Said, Culture and Imperialism, Lecture delivered at York University, Toronto, 10 February 1993,
accessed September 25, 2024, http://www.turowski.uni.wroc.pl/said.htm.

23) Ramon Lobato, Netflix Nations: The Geography of Digital Distribution (New York: New York University
Press, 2019), 144-150.

24) Edward Said, Culture and Imperialism (London: Vintage Books, 1994), 1-15.

25) John Tomlinson, Cultural Imperialism: A Critical Introduction (Baltimore: Johns Hopkins University Press,
1991), 34-67.

26) Dal Yoong Jin, “The construction of platform imperialism in the globalization era,” Triple C 11, no. 1 (2013),
145-172, accessed September 24, 2024, https://doi.org/10.31269/triplec.

27) Thomas W. Hazlett, “U.S. Antitrust Policy in the Age of Amazon, Google, Microsoft, Apple, Netflix and Fa-
cebook,” Constitutional Political Economy 35, (2024), 73-108, accessed September 25, 2024, https://doi.
org/10.1007/s10602-022-09391-9.

28) Davies, ,What is Netflix imperialism?“
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market or sufficient regulatory capabilities. The diversity and richness of the Netflix li-
brary does not cover up the fact that in many markets the company shows imperialist and
monopolistic ambitions, expressed, among others, by building self-sustaining production
and distribution systems in local markets. According to Davis, the corporation shows
a tendency to undermine the role of various institutions, regulatory organizations, author-
ities, local content producers, which threatens the development of media industries in
smaller countries. Understanding the monopolistic aspirations of platforms plays a key
role in implementing ways to safeguard against their global influence and in holding them
accountable in local national markets.

In the light of the discussion on the nature and effects of streaming imperialism,
a question emerges, as formulated in the introduction, about the influence of large corpo-
rations on the Polish film market. A market which, as indicated in the report cited earlier,
is growing rapidly in terms of the quality and number of productions on the one hand, but
insufficiently uses international potential on the other. This can encourage “post-colonial
practices” A fear of them is evident in the local discourse, also in a statement by director
Pawel Maslona at the 2021 industry conference:

I have only questions and no answers. We have Netflix, Viaplay, Disney coming
soon. I am horrified by the prospect of several corporations being responsible for
what will be produced. I worry about directors, about cinemas. Right now, we ope-
rate in a system, we have the Polish Film Institute. We can compete with each other
for funding to make films. Suddenly, we are starting to work in a new reality, for
platforms, we have to decide, we have to pitch immediately, everything happens very
quickly. Will our auteur cinema survive?>”

However, the attitude of Polish producers towards the policies of platforms such as
Netflix, Disney, Warner and Amazon seems nuanced. In 2021, the Polish Producers Alli-
ance conducted a survey of producers to answer the question of how they are coping with
the pandemic and to what extent and how it has affected their vision of the future.’” The
producers surveyed felt that a new strategy would be to minimise and diversify risk, which
means above all being more open to non-cinema projects, targeting slightly “more cer-
tain” productions (offering a greater chance of commercial success). The greater focus on
production for broadcasters and platforms evident in the research, however, does not
mean abandoning the cinema, still regarded as an important, sometimes key, area of op-
eration. Funds generated from productions for platforms or television are intended to fi-
nance part of the budget of auteur films. Already in 2021, there was a clear increase in the
number of productions planned and realized in collaboration with streaming platforms,
often bypassing the cinema. The flow of production towards platforms is not only driven

29) Anna Wrdblewska, “Konferencja w Serocku (IV): O producentach, kosztach, platformach i ekipach,” Asso-
ciation of Polish Filmmakers, December 7, 2021, accessed September 24, 2024, https://www.sfp.org.pl/wyda
rzenia,5,32566,2,1,Konferencja-w-Serocku-IV-O-producentach-kosztach-platformach-i-ekipach.html.

30) “Badanie wptywu COVID-19 na dziatalnoé¢ producentéw filmowych w Polsce,” Box Office Lab, 2021, ac-
cessed September 24, 2024, https://www.boxofficelab.pl/static/15b1967f8ad233d63ad3462bc2cad2af/
Badanie-covid-producenci-PISF-2021_PL-EN.pdf.
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by financial and liquidity needs, but also by working conditions and comfort. Producers
point to the partnership-based relations and the involvement of the other party in resolv-
ing crisis situations. At the same time, concerns emerge about the role of the independent
producer and whether future platforms will, in effect, reduce companies to contractors.

Similar conclusions can be drawn from a survey of active feature film producers con-
ducted in September 2023 by the author and researchers from Uniwersytet Adama Mick-
iewicza w Poznaniu (Adam Mickiewicz University in Poznan) and Szkota Filmowa w
Lodzi (Lodz Film School) for Stowarzyszenie Filmowcow Polskich (Association of Polish
Filmmakers).>" Polish producers admit to liquidity problems and difficulties in securing
financing for the production of feature films in the widely accepted domestic co-produc-
tion model. Working with broadcasters and platforms is seen to be simpler and quicker
than the process of applying and accounting for grants from the most important source of
cinema funding, the Polish Film Institute. Still, production for platforms complements the
basic production of films in the European model.

The results of the two surveys of Polish producers in 2021 and 2023, as well as obser-
vation of the film production catalogue, lead to the conclusion that cooperation with plat-
forms is usually a well-thought-out strategy of producers, thus minimizing the risk of dis-
rupting cash flow and diversifying their business and sources of revenue.

The answer to the question to what extent these declarations are consistent with the
producers’ actual strategies can be found in an analysis of the annual production volume
(according to the official database of Polish cinema maintained by the Lodz Film School
www.filmpolski.pl). Active Polish audiovisual producers such as Opus Film, Akson Film,
Aurum Film, Watchout Studio, ATM and Wonder Films clearly strive to diversify the pro-
duction catalogue, at the same time seeking to secure lucrative contracts with platforms
and broadcasters. One of the reasons for this cooperation is the need to provide an own
contribution to productions supported by the Polish Film Institute and to finance high-
risk projects in development. This is how declarations of dedicating part of the revenue to
auteur projects should be understood.

Producers’ enthusiasm about the platforms is being dampened by the experience of
the last decade: in 2019, the Showmax corporation withdrew from the Polish market over-
night, and in 2022 HBO Max unexpectedly discontinued feature film production in Po-
land. This distance is also growing due to the fierce conflict between film organizations
and platforms. It was not until 2024, after an extremely fierce fight by the creative commu-
nity, that the Polish parliament adopted an act on mandatory royalties from the Internet
for Polish creators. In January 2024, the largest organization of filmmakers, the Associa-
tion of Polish Filmmakers, filed a report of a suspected offence of failure to implement the
directive. At the same time, the Association asked the public prosecutor’s office to investi-
gate the course of the unrecorded meeting between former Prime Minister Mateusz
Morawiecki and the Head of the Netlix platform (which took place in December 2022)
and its connection to the fact that immediately after the meeting a motion was made to

31) “Badanie ogdlnych warunkéw produkeji filmowej w Polsce” (Unpublished internal report, Warsaw: Asso-
ciation of Polish Filmmakers, 2023).
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drop the draft regulation on Internet royalties.* In this situation, producers cannot open-
ly go against creators affiliated in organizations.

In the context of the imperialist practices of platforms in local markets, as defined by
Stuart Davis, it is worth noting that Netflix fulfils its obligations towards the Polish film
market by, among others, paying public levies to the Polish Film Institute, just like broad-
casters or cinemas. However, the contentious issue of royalties raises questions about the
boundaries of permissible lobbying, although film organizations direct official accusations
against the state administration. The fear of imperialist practices in the Polish market has
been fueled, among other things, by the tendency of corporations to drain the market and
to raise the rates for crews (below the line), which adversely affects the conditions for the
production of auteur cinema. In this way, crews inflate their financial expectations. Pro-
ducers of auteur films, low-budget films, find it difficult to assemble a crew because they
are not able to meet financial expectations at the same level as platforms.*

The impact of the most active platform — Netflix — on the current film production
volume in Poland is presented below.

Transnational Films. Commissioned by Platforms

TV stations have already got viewers used to so-called premium series, but now these
same stations are starting to produce series premieres for the platforms, creating the foun-
dations for a possible future demise of linear TV. However, Netflix has introduced a new
production model to the Polish market — full-length feature films made exclusively for
VOD distribution. From 2021, around ten feature films per year have been produced in
this way, including 365 Days. This Day (365 dni. Ten dzien; Barbara Bialowgs and Tomasz
Mandes, 2022), The Next 365 Days (Kolejne 365 dni; Barbara Biatowas and Tomasz Man-
des, 2022), Forgotten Love (Znachor; Michal Gazda, 2023), Freestyle (Maciej Bochniak,
2023), Mother’s Day (Dzienn Matki; Mateusz Rakowicz, 2023). At the same time, Netflix
produced premium original feature series from local studios: (in 2021 — three, in 2022 —
eight, in 2023 — four). Production of films similar to content made for VOD platforms
and for TV broadcasters is a valuable source of international capital, both financial and so-
cial, for Polish producers. Most of these productions are genre films, somewhat pretend-
ing to be set in contemporary realities, which can be called transnational (e.g. the vision
of a post-communist and post-industrial city in the Queen series or of a pre-war Eastern
European village in Forgotten Love). This makes them more easily digestible for an inter-
national audience. They also occasionally make it into the Polish Film Festival selection in
Gdynia (Operation Hyacinth, Freestyle).

This fact is not insignificant. Participation in the Gdynia Film Festival, the country’s
most important film festival, is seen in Polish filmmaking circles as an opportunity for

32) Anon., “SFP zawiadamia o podejrzeniu przestepstwa w sprawie tantiem,” Associaction of Polish Filmma-
kers, February 2, 2024, accessed September 24, 2024, https://www.sfp.org.pl/wydarzenia,5,35362,2,1,SFP-
zawiadamia-o-podejrzeniu-przestepstwa-w-sprawie-tantiem.html.

33) Wréblewska, ,Konferencja w Serocku (IV).“
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what we understand as building the symbolic capital of a new film.* Outsider unfamiliar
with the Polish film industry may find it difficult to understand the importance that film-
makers and producers attach to participating in this relatively small festival with very lim-
ited external recognition. The event, which has a clear industry character but is also open
to the public, is an annual competitive review of the current output of Polish cinema. The
invariably controversial list of competing films becomes a kind of annual canon of Polish
cinema, similarly to the “apocryphal” list of “notable absentees,” i. e. well-regarded films
that did not qualify for various reasons. Therefore, the participation of a film produced for
the platforms in the Main Competition in Gdynia sends a clear internal message to the in-
dustry indicating that a Polish production financed solely by an American corporation is
an integral part of Polish cinema.

During the 47th Polish Film Festival in Gdynia in 2022, Lukasz Kluskiewicz, repre-
senting Netflix Poland, stated that the platform has cumulatively invested PLN 490,000,000
in content production and acquisition; 206 jobs have been created, twelve feature series
and sixteen films to date, with more productions in the pipeline.* With an average cata-
logue of sixty items, ten original productions already represent a significant share, chang-
ing the landscape of Polish cinema. However, the experience of the Polish market connect-
ed to the suspended investment by the Showmax and HBO MAX platforms and the
ongoing monitoring of the global policy of large corporations suggest caution in treating
this trend as permanent. These productions do not earn the producers awards at festivals
or a favourable critical reception, but they integrate the Polish audiovisual industry into
international distribution. These films create Polish cinema in a specific way: through the
use of crews, filmmakers, resources, locations, but not through content or relevance to
a social message.

In answering the questions outlined in the introduction, it should be assumed that the
Polish audiovisual market now forms part of the global market, if only because of the scale
of investment by media corporations in the production of audiovisual content and perma-
nent change in viewers’ attitudes. At the same time, it is not possible to establish to what
extent these investments will have a lasting impact on Polish cinema, understood as the
system of producing feature films, documentaries and animations. Although the topic of
“postcolonial practices” is discussed in the community, the term seems inadequate to the
complexity of the phenomenon. It would be justified to say that transnational films pro-
duced for platforms will complement mainstream Polish cinema, as the main focus of
transnational corporations is on premium series rather than feature films. Polish produc-
ers are adapting to the investors’ policy as they see an opportunity to achieve liquidity and,
as a result, stability, in working for large companies.

34) Marijke De Valck, “Film Festivals, Bourdieu, and the Economization of Culture,” Canadian Journal of Film
Studies 23, no. 1 (2014), 74-89.

35) Ola Salwa, “Czesi nie $pig, my tez nie powinnismy,” Polish Film Festival Gdynia, 2022, accessed September 24,
2024, https://festiwalgdynia.pl/aktualnosci/gdynia-industry-podsumowanie-4-dnia-16-wrzesnia.
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Right-wing Vision of Culture and Self-censorship Practices

The cinema has numerous resources at its disposal that it can use in its mission to support
state policy. This was what the conservative (and at the same time populist) Polish govern-
ment of 2015-2023 explicitly expected from filmmakers. The words of the Minister of
Culture quoted in the introduction about the duties of cinema sound peculiar and strik-
ing in the realities of a democratic state. With sincerity, he articulates the principle that, as
the Minister of Culture, he has a democratic mandate to decide on “these matters”*® Cin-
ematic popular culture creates a “fictional truth” that is a delusion of reality. Delusion re-
places authenticity and the cinemagoer becomes a prisoner of history. There is no time for
reflection, verification of facts or discussion.”” A certain way of thinking about the duties
of cinema suggests that the story told through film should be beautiful: with impressive
battles, spectacular sieges, stunning ceremonies. This is the assumption not of the histori-
cal order, but of the technical-film order.*® Such an understanding of the function of cin-
ema is shared by the state or its representative — the Head of the Ministry of Culture, who,
speaking of the duties of creators, points out that: every community pursues a historical
policy because it is the source of its chances in international competition and continued
existence. However, it should be noted that the strategy adopted by the conservative gov-
ernment did not really translate into the dominance of patriotic and historical themes or
in the elimination of films dealing with contemporary reality (as discussed below). Polish
cinema remained pluralistic and diverse in expression. Instead, it signified an idea, pur-
sued for years, which determines certain choices and strategies of producers and creators.

One mechanism that is triggered in a situation of political pressure on culture is self-
censorship. The issue of self-censorship in cinema from a contemporary perspective is not
researched enough, although monographs on the intersection of law and media sciences®
can be a valuable point of reference, as those on cinema are primarily historical in nature.
Their authors prove conclusively that the phenomenon of self-censorship in American
cinema dates back to the silent film era.*” Self-censorship was one of the strongest inter-
nal mechanisms regulating film production and distribution in Poland after the country
regained its independence in 1918. This shameful mechanism worked so well that the of-
ficial censorship rejected only five-six percent of films distributed in Poland. This is be-
cause it was simply not worth the risk to anyone — the creators, producers, distributors or
cinema owners.*)

36) Anon., “Piotr Glinski: mam demokratyczny mandat do decydowania o sprawach kinematografii”
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The Law and Justice party, which is leaving in 2023 after eight years in government,
formulated a coherent idea of culture as an instrument of community based on the notion
of nation, thus targeting the authentic needs of society. Culture is being appreciated, nu-
merous institutions are being set up, a range of projects are being supported, while at the
same time pushing out of the public sphere anything that does not fit with the vision of the
“national culture” The words of a senior culture ministry official are symptomatic here, as
she spoke of the need to silence the “leftist uproar” so that a conservative work can begin
on a cleared field. What we are dealing with here is not so much censorship as a deliberate
shaping of cultural policy aimed at suppressing the expression of certain content in culture
while enhancing other content.*?

Such policies build tension between policy makers and creators and producers, highly
dependent on public funding. A certain game is played at the boundaries of a state-con-
trolled area versus a space where artistically independent films recognised at internation-
al auteur cinema festivals continue to be made. Under political pressure, rational produc-
ers minimise risks, avoid uncomfortable topics, do not invest in development, do not
apply for funds. They therefore apply self-censorship practices. A talk of “safe” topics is
emerging in industry discourse. On the other hand, mechanisms are developing to cir-
cumvent possible complications through alternative ways of financing production that are
not dependent on the decisions of experts and management of the film office (e.g. Ag-
nieszka Holland’s The Green Border (Zielona granica; 2023) or Damian Kocur’s Bread and
Salt (Chleb i sdl; 2023)).

Around ten historical and costume films are currently being made in Poland each year.
This is a lot, considering that a historical film is up to several times more expensive than
the average contemporary film, which currently has an average budget of €1,400,000—
-€1,600,000. Since Law and Justice took over power, there has been a visible current of
“national cinema” in cinema that is a de facto implementation of the cultural policy
described above, a.o.: Young Eagles (Orleta. Grodno ’39; Krzysztof Lukaszewicz, 2022),
Witold’s Report (Raport Pileckiego; Krzysztof Lukaszewicz, 2023), Strawmen (Figurant;
Robert Glinski, 2023), Wyszyriski. Revenge and Forgiveness (Wyszynski. Zemsta czy prze-
baczenie; Tadeusz Syka, 2021), Below the Surface (Orzel. Ostatni patrol; Jacek Blawut,
2023). The artistic results of these productions vary greatly depending on the talent and
experience of the filmmaker, but the low cinema attendance for these films in a society
that until recently appreciated historical film productions is astonishing. As explained
above, Polish historical films follow a strategy in which there is rarely room to present an
alternative history, there is no room for the intricacies of motivation or the complexity of
causes, and any details are banished from the world of history.* The factual value of these
films is undeniable, as is the role of their characters for the history of the countries. And
yet their audience is no larger than that of the average contemporary film and often even
smaller.

42) Jakub Majmurek and Iwona Kurz, “Dobra zmiana dowartosciowala kultur¢ — ale tylko jako ‘kulture na-
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This may be due to a number of reasons. The simplest explanation is that the public is
tired of the government’s intrusive cultural policies and propaganda. Cinema audiences
are mainly young people, residents of large and medium-sized cities, who do not belong
to the electorate of the conservative right-wing party. However, the most pertinent expla-
nation seems to be that the viewer, accustomed to Hollywood blockbusters and modern
platform productions, is looking for either attractive biographies in historical cinema,
such as Johnny (Daniel Jaroszek, 2022), 25 Years of Innocence (Tomasz Komenda. 20 lat
niewinnosci; Jan Holoubek, 2020) or an alternative, authorial, dialogue-based historical
message, so far poorly presented in Polish cinema, a.0. Scarborn (Kos; Pawel Maslona, 2023),
The Wedding (Wesele; Wojciech Smarzowski, 2021). An interesting example of a spectac-
ular viewership success is The Peasants (Chlopi; DK Welchman and Hugh Welchman,
2023) an adaptation of the novel by Wladystaw Reymont awarded the Nobel Prize at the
beginning of the 20th century. Each frame was hand-painted by professional painters, and
many of the shots referred directly to the canon of Polish painting. The extensive plot was
reduced to the main character’s thread. The most popular Polish production of 2023 was
by 1,800,000 viewers, indicating that both the literary canon and national history can be-
come the background of a popular film, provided they are adapted in a way that is attrac-
tive to modern audiences.

An analysis of the last three years of the Polish Film Festival leads to the conclusion
that there is a lack of sufficient representation of films touching on controversial subjects,
provoking social, political and historical discussion. This is not to say that a picture of re-
ality is not consistently constructed by Polish cinema, but it is incomplete. The repertoire
is dominated by historically encapsulated stories, auteur films focusing on the relationship
of the human being to the surrounding world, on filtered social and personal relation-
ships.

Over the past three years, only a few films can be categorized as political, closely linked
to ongoing social debates or presenting a new take on history. These include the winner of
the 46th Polish Film Festival, i. e. All Ours Fears (Wszystkie nasze starchy; Lukasz Rondu-
da and Eukasz Zal, 2021) where the protagonist is a real person — a farmer, at the same
time an artist and a representative of the LGBT community. The right-wing press inter-
preted the biopic as a film about the political protests of a political farmers” organization
and an alleged persecution of lesbians and gays in the Polish countryside by a backward,
xenophobic, aggressive and ignorant society. Films that open up a new discussion on the
interpretation of history also belong to this trend, including: Scarborn by Pawel Maslona,
The Wedding by Wojciech Smarzowski, discussed below, or Operation Hyacinth by Piotr
Domalewski. This last example is unique, as it is one of the first Polish Netflix original pro-
ductions, and its creators made no secret of the fact that only an American corporation
could have undertaken such a film. Indeed, the starting point of the drama is the infamous
campaign of police officers in the 1980s against the homosexual community. So far, it is
the only Polish Netflix film directly referring to recent history.
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Circumventing the System

As realists, soberly assessing the possibilities of raising funds, Polish producers look for al-
ternative sources of funding or “bypass the system.” The example of two well-received in-
timate debuts is extremely interesting in this context: Bread and Salt by Damian Kocur,
which was awarded a special prize in the Orizzonti competition at the Venice IFF, and
a production that received multiple awards at the 48th Polish Film Festival, i. e. Next to
Nothing (Tyle co nic; 2023), drama film by Grzegorz Debowski. These films were made at
the Studio Munka, which operates at the largest and strongest industry organization, the
Polish Filmmakers Association. The studio runs four debut film programs for young film-
makers: documentary shorts, animated shorts, feature films and a low-cost debut feature
film program. Although it has money from the Polish Film Institute and the Ministry of
Culture, this is money earmarked for the professional development of young filmmakers,
not from the production fund, which requires a panel of experts to assess each film pro-
ject. In practice, this means that from 2019, two feature-length films have been made in
Poland annually with the support of the Institute, but outside its expert system. As a result,
films are made that deal with themes that are extremely bold and poorly represented in
mainstream productions: a dystopian vision of a patriarchal Poland (Eastern (Piotr Adam-
ski, 2019)), moral decay and corruption of politics (Supernova (Bartosz Kruhlik, 2019)),
political and economic threat to the future of the Polish countryside (Next to Nothing),
xenophobia, aggression and intolerance (Bread and Salt). In the right-wing press, gener-
ously supported by state funds, a film, which has been awarded in Venice and at a number
of prestigious festivals, has been described as a racist incident in a Polish town being used
to portray Poles as the epitome of xenophobia.

Interestingly, a similar mechanism for bypassing policymakers’ evaluation systems
also operates in film schools, which, like Studio Munka, receive a single grant for the en-
tire annual production. Under the school’s patronage, and with public funding, a short
animated etude was created — the protest song There Are People in the Forest (W lesie sa
ludzie; 2023) by Szymon Ruczynski dedicated to the refugee and political crisis on the Pol-
ish border, remaining in opposition to the Polish government’s chosen methods of dealing
with illegal emigrants.

The vast majority of films produced are entered into the competitions of the Polish
Film Festival in Gdynia, which are then subject to selection. Not submitting a film to Po-
land’s most important film festival is always a conscious decision on the part of the pro-
ducer. The festival is largely publicly funded and the ruling parliamentary majority has
a strong influence on the final selection through the participation of representatives of
state institutions on the Organizing Committee.*” The final selection for the main compe-
tition features between sixteen (2021, 2023, 2024) and twenty films (2022). In recent years,
a dangerous practice has formed around the festival of not submitting films that might be

44) Anna Wroblewska, “Identyfikacja interesariuszy jako wstep do analizy srodowiska projektowego imprezy
kulturalnej: Przykiad Festiwalu Polskich Filméw Fabularnych w Gdyni,” in Zarzgdzanie w sektorze kultury.
Miedzy teorig a praktykg, eds. Ewa Kocoj, Joanna Szulborska-Lukaszewicz, and Alicja Kedziora (Krakéw:
Wydawnictwa Uniwersytetu Jagiellonskiego, 2019), 199-224.
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attacked by the state authorities (for example, for fear of attempts to stop distribution, re-
porting the filmmakers for prosecution, etc.). Wojciech Smarzowski made Clergy (Kler) in
2017, dedicated to the unresolved issue of pedophilia among priests; the film was seen by
more than 5,200,000 viewers (Boxoffice.pl) making it the third most popular film on Pol-
ish screens since the fall of communism. The director’s next work, The Wedding, tells the
story of complicated Polish-Jewish relations and includes a reconstruction of the persecu-
tion of Jews during the Second World War. The film, called “anti-Polish” by politicians and
the right-wing press while still in production*”, was not submitted to the Polish Film Fes-
tival in Gdynia before its premiere. One can only suspect that the filmmakers did not want
the film to be seen by hostile government officials. Finally, The Wedding took part in the
competition a year later already after the distribution had been completed, which closed
with a satisfying result of around 500,000 viewers during the difficult pandemic period.
Much more than the most expensive historical film in recent years, Witold’s Report (around
200,000) or Below the Surface (90,000).

Marcin Koszalka’s historical film White Courage (Biata odwaga; 2024), portraying the
collaboration of some highlanders with the Germans during the Second World War, was
also not submitted for the 2023 competition in Gdynia. The film made headlines when the
Minister of Justice attacked it in the right-wing press, claiming that “the issue of cultural
spending is important to us because we also have to explain ourselves to the electorate for
funding further artistic and historical provocations of the left”* Interestingly, the produc-
tion was consistently defended by the Director of the PFI, who comes from a conservative
background and who had awarded a grant for the film.

The most notable absentee from the 2023 Polish Film Festival was Green Border by Ag-
nieszka Holland, Poland’s best-known female director, Oscar nominee and President of
the European Film Academy. The film, which takes a critical look at the attitude of the Pol-
ish state towards the refugee crisis on the Polish-Belarusian border, was produced without
central subsidies and premiered at the Venice IFF, which it left with awards. However, the
producers did not submit the film to the Polish national festival, even though the date of
the Polish premiere coincided with the date of the event. The film, which was introduced
during Poland’s election campaign in September 2023, became the cause of fierce political
attacks from the ruling party. It has also been used in negative campaign messages creat-
ed by the ruling party. The Polish President even recalled, in the context of Holland’s film,
the Second World War slogan “only pigs sit in the cinema” The phrase was commonly
used by the Polish resistance movement during the Nazi occupation during World War II,
when propaganda films of the Third Reich were screened in Polish cinemas. The campaign
against Holland’s film, who had to employ personal security, reverberated throughout the
world of film. The Directors Guild of America has issued a statement defending Holland’s
film and stressing that the guild “will continue to support the free speech rights of all

45) Dawid Drézdz, “Prawica grzmi, ze PISF dal kase na ‘antypolski’ film: PISF: Nie dofinansowalismy ‘Wesela,
ale...,” Wyborcza.pl, October 19, 2021, accessed September 24, 2024, https://wyborcza.pl/7,101707,276
96659,prawica-pisf-dal-kase-na-wesele-smarzowskiego-pisf-zaprzecza.html.

46) Krzysztof Spér, “Biata odwaga’ Koszalki lewacka prowokacja?,” Spér w kinie, March 22, 2021, accessed
September 24, 2024, https://sporwkinie.blogspot.com/2021/03/biaa-odwaga-koszaki-lewacka-prowokacja.
html.
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Directors”*” It is difficult to assess to what extent building a negative message around the
film helped the Law and Justice party, which eventually had to give up power after the
elections. Certainly, the political hype helped the film, which was seen by 800,000 viewers.
On the other hand, Agnieszka Holland’s film was not submitted as a Polish candidate for
an Oscar; the selection committee chose The Peasants, which was unsuccessful in the
competition. State policy thus shaped the fate of Green Border by depriving it of its chance
in the world’s most prestigious film competition.

The example of Green Border is particularly dramatic. However, the specific character
of the Polish cultural landscape does not allow for simple analogies with the situation in
other countries with outlined autocratic tendencies. The Law and Justice government nev-
er “closed the system” in the same way as the government of Viktor Orban, which it con-
siders to be the ideal of right-wing rule. As a result of his cultural and media policy, con-
temporary Hungarian cinema was divided into two streams: high-budget, official state
films and low-budget independent films. Variety quotes the words of director Gabor Re-
isz: “Nobody dares to talk about politics in film and nobody dares to call things out by
their name. Everybody’s afraid*® As in the Polish film community, escapism and avoid-
ance of difficult topics are clearly evident in Hungarian film, but in the latter case the state
reached for specific tools of shaping film policy. In the aforementioned article, Christo-
pher Vourlias*” cites opinions critical of the system, according to which the National Film
Institute (NFI) is partly responsible for silencing dissenting voices and controversial top-
ics in the Hungarian film industry. And the majority of the NFI budget is dedicated to lav-
ish films promoting a triumphalist, nationalist narrative. Even during the Law and Justice
rule, the Polish film landscape remained much more diverse. With the help of a system of
grants, more semantically neutral financial incentives and other sources of public funding,
it was possible to produce films such as the aforementioned The Wedding, Bread and Salt,
White Courage and Malgorzata Szumowska’s and Michal Englert’s recent film on transgen-
der people, Woman Of (Kobieta z...; 2024), which premiered at the Venice International
Film Festival in 2023. Although it needs to be stressed that these decisions were often met
with attack from the right-wing media and politicians, and the catalogue of “brave” films
is still very limited in quantity. Under the Law and Justice government implementing
a program policy consistent with the party’s guidelines, the public broadcaster, Telewizja
Polska (Polish Television), as a co-producer of feature films and documentaries, remained
diverse in its programming decisions. It was regularly involved in the production of his-
torical films of different classes: the superproduction Witold’s Report by Krzysztof
Lukaszewicz, Filip by Michal Kwiecinski (2022) awarded at numerous Polish festivals, the
winner of the main prize in Gdynia in 2023 eastern Scarborn by Pawel Maslona, the hagi-

47) Christopher Vourlias, “Agnieszka Holland Defiant Despite ‘Abominable, ‘Dangerous Attacks’ as Venice
Prize-Winning Refugee Drama ‘Green Border’ Prepares for Polish Theatrical Release (EXCLUSIVE),” Variety,
September 21, 2023, accessed September 24, 2024, https://variety.com/2023/film/global/agnieszka-holland-
green-border-backlash-poland-release-1235730878/.

48) Christopher Vourlias, “Filmmakers Fight Back Against Deepening Chill in Viktor Orban’s Hungary: ‘People
Have Nothing to Lose}’ Variety, September 2, 2023, accessed September 24, 2024, https://variety.com/2023/
film/global/filmmakers-fight-repression-viktor-orban-hungary-1235700898.

49) Ibid.
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ographic Prophet (Prorok; Michal Kondrat, 2022) and March 68 (Marzec ’68; Krzysztof
Lang, 2022) referring to the events of the 20th century, while at the same time supple-
menting its catalogue with acclaimed auteur or genre cinema productions: Sonata (Bartosz
Blashke, 2021), Amateurs (Amatorzy; Iwona Siekierzynska, 2020) I Never Cry (Jak najdalej
stad; Piotr Domalewski, 2020).

In terms of the questions presented in the introduction, the rule of the Law and Justice,
although characterised by a strong historical policy in the area of cinema, did not produce
the intended results in terms of the dissemination of historical film and the associated
awakening of civic attitudes. The opposite happened, as Polish audiences, which for many
years had been accustomed to the historical trend in cinema, are now rejecting it. It is dif-
ficult to conclude how permanent this phenomenon is. The problem is that there are still
expensive productions being made, initiated in recent years, with no clear prospect of at-
tendance success. On the other hand, intrusive state policy translated into a loss of dyna-
mism in cinema as a cultural field, as filmmakers and producers quickly learned to apply
for public funds by avoiding topics that were controversial or inconvenient for govern-
ment officials. The examples of ways to “bypass the system” are only a marginal experi-
ence. It seems that the question of filmmakers’ attitudes towards state policy should be an-
alysed in terms of both the filmmaking community and film studies in the near future.

Conclusion

Strong, expressive external stimuli and changing factoids are putting pressure on the con-
temporary Polish audiovisual system, changing it before our eyes. This text analyses two
separate and unrelated trends that simultaneously exerted strong pressure on Polish film
and its creators and producers. One is closely related to the policy of global platforms
(FAANG) assuming the production of original content through the exploration of local
markets; the other trend resulted directly from the cultural policies of the right-wing pop-
ulist government.

This article constitutes the first attempt at a synthesis of Polish cinema in the context
of these two parallel yet unrelated phenomena. The Law and Justice rule ended in Decem-
ber 2023, with the new government appointing new directors for Polish Television, the
Polish Film Institute and Filmoteka Narodowa — Instytut Audiowizualny (National Film
Archive — Audiovisual Institute) in 2024. As a symbol of the new era, the producers sub-
mitted two films from 2023 — White Courage and Green Border — to the 2024 Gdynia
Film Festival. Both films received important awards, including Golden Lions for Agniesz-
ka Holland.®” The situation is different when it comes to the “platformisation” of Polish
cinema — the process is being analysed in its developmental phase, so many questions re-
main unanswered.

50) Katarzyna Grynienko, “FNE at Gdynia Polish Film Festival 2024: Prize Winners,” Film New Europe, Septem-
ber 29, 2024, accessed September 30, 2024, https://www.filmneweurope.com/news/poland-news/item/126
215-fne-at-gdynia-polish-film-festival-2024-prize-winners.
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After all, the mere change of power and the adoption of a liberal course in cultural pol-
icy does not mean that creators and producers will show courage and artistic risk. The
question still seems to be whether the stable position of developed cinema from Central
and Eastern Europe will be maintained. Or perhaps the future of Polish cinema will be de-
termined by factors such as production comfort, guaranteed by international corpora-
tions, or stability, associated with the production of films which are commercial, but poor-
ly represented outside the country, as well as a kind of security, which guides producers
and filmmakers choosing neutral themes and genres that can count on the support of de-
cision-making expert groups.

This article is the first synthesis of the social, political and economic conditions of Pol-
ish film in recent years and their influence on the current shape of Polish cinema. This
shape is changing dynamically all the time, although the direction of the changes is not
obvious at the moment. In many respects, the situation of Polish cinema has been excep-
tional in recent years. However, the processes or elements of the processes described in
this article are reflected in the internal markets of Central and Eastern Europe. This situa-
tion should prompt researchers to conduct a joint analysis of the impact of the external
and internal environment on national film markets in this region. The conclusions may be
useful and can be translated into formal and organisational solutions in local cinema sys-
tems.
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www.sfp.org.pl/wydarzenia,5,32566,2,1,Konferencja-w-Serocku-IV-O-producentach-kosztach-
platformach-i-ekipach.html.
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Zajicek, Edward. Zarys historii gospodarczej kinematografii polskiej: Kinematografia wolnorynkowa
w latach 1896-1939 (L6dz: Wydawnictwo PWSFTViT, 2008).

Filmography

25 Years of Innocence (25 lat niewinnoéci. Sprawa Tomka Komendy; Jan Holoubek, 2020)
365 Days: This Day (365 dni. Ten dzien; Barbara Biatowas and Tomasz Mandes, 2022)
All Our Fears (Wszystkie nasze starchy; Lukasz Ronduda and fukasz Zal, 2021)
Amateurs (Amatorzy; Iwona Siekierzynska, 2020)

Below the Surface (Orzel. Ostatni patrol; Jacek Btawut, 2023)

Bread and Salt (Chleb i s6l; Damian Kocur, 2023)

Clergy (Kler; Wojciech Smarzowski, 2017)

Eastern (Piotr Adamski, 2019)

Filip (Michal Kwiecinski, 2022)

Forgotten Love (Znachor; Michal Gazda, 2023)

Freestyle (Maciej Bochniak, 2023)

Green Border (Zielona granica; Agnieszka Holland, 2023)

High Water (Wielka woda; Jan Holoubek, 2022)

I Never Cry (Jak najdalej stad; Piotr Domalewski, 2020)

Johnny (Daniel Jaroszek; 2022)

March 68 (Marzec ’68; Krzysztof Lang, 2022)

Mother’s Day (Dzieri Matki; Mateusz Rakowicz, 2023)

Next to Nothing (Tyle co nic; Grzegorz Debowski, 2023)

Operation Hyacinth (Hiacynt; Piotr Domalewski, 2021)

Prophet (Prorok; Michat Kondrat, 2022)

Queen (Krélowa; Lukasz Ko$micki, 2022)

Scarborn (Kos; Pawel Ma$lona, 2023)

Sexify (Kalina Alabrudziniska and Piotr Domalewski, 2021-2023)

Sonata (Bartosz Blashke, 2021)

Strawmen (Figurant; Robert Glinski, 2023)

Supernova (Bartosz Kruhlik, 2019)

The Next 365 Days (Kolejne 365 dni; Barbara Bialowas and Tomasz Mandes, 2022)
The Peasants (Chtopi; DK Welchman and Hugh Welchman, 2023)

The Wedding (Wesele; Wojciech Smarzowski, 2021)

There Are People in the Forest (W lesie sa ludzie; Szymon Ruczynski, 2023)

White Courage (Biata odwaga; Marcin Koszatka, 2024)

Witold’s Report (Raport Pileckiego; Krzysztof Lukaszewicz, 2023)

Woman Of (Kobieta z...; Malgorzata Szumowska and Michat Englert, 2024)
Wyszyfiski. Revenge and Forgiveness (Wyszyniski. Zemsta czy przebaczenie; Tadeusz Syka, 2021)
Young Eagles (Orleta. Grodno ’39; Krzysztof Lukaszewicz, 2022)
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Visual Expansions in Narrating
Contemporary Conflicts and History

The Possibilities of Virtual Reality (VR) Films

Abstract

This article focuses on Virtual Reality films depicting contemporary conflicts, with an emphasis on
building viewer-screen relations and considering the cinematographic elements establishing the
emotional reaction to the films. Analyzing the visual and narrative architecture of chosen Virtual
Reality productions, the author explains correlations between the level of immersion and the view-
er’s experience from the perspective of film and media studies. Furthermore, the author uses multi-
modal critical theory as the primary methodological tool to focus on modes experienced through
different sensual channels during the 360° screenings. Moreover, it is also analyzed how the dis-
course applied in chosen examples influences the presentation of historical events in a Virtual Real-
ity environment. The choice of films, underlining the wide specter of thematic areas that can be cov-
ered under the term ,contemporary conflicts, allows for observing the variety of approaches.

Keywords
contemporary conflicts, VR film, immersion, multimodal theory, digital learning and teaching

Introduction

In the digital era, audiovisual media are shaping the perception of contemporary conflicts
on national and international levels.” Understanding contemporary conflicts seems cru-
cial in the process of informed decision-making and developing an insight into global se-

1) A vivid example can be the information war surrounding the Russia-Ukraine war since 2014. More Unwala
Azhar and Ghori Shaheen, “Brandishing the Cybered Bear: Information War and the Russia-Ukraine Con-
flict,” Military Cyber Affairs 1, no. 1 (2016), art. 7, n. p.




74  Agnieszka Kiejziewicz: Visual Expansions in Narrating Contemporary Conflicts and History

curity issues, which influence not only the economy and social structures but also shape
modern art, literature, and popular culture. Among the productions that encourage med-
itation on the most recent history, virtual reality (VR) films put considerable emphasis on
the immersive character of the viewer’s experience and the role of embodiment. The dy-
namics of remembrance and historical reproduction in VR films are established by build-
ing the audience’s emotional involvement through participation in in-depth observation
of the struggles of affected groups. Reconsidering the role of the chosen expanded media
in documenting historical events, this paper investigates how VR films about recent con-
flicts contribute to understanding socio-political contexts and the scope of this contribu-
tion. The main aim of this research is to define the potential of VR films beyond storytell-
ing, investigating their possibilities as educational tools and, at the same time,
acknowledging the limitations in informing the audience about the political, social and
historical complexities.

The concept of immersion, which remains the core of the discussions about the impact
of expanded spectacles, has been extensively studied by scholars from different disciplines
also before the emergence of VR. The foundation text for further research on immersion
and visual expansions was Gene Youngblood’s book Experimental Cinema, published in
1970.? Further, researchers such as Oliver Grau and Philippe Bédard offered critical in-
sights into user experiences within audiovisual spectacles® and cinema.” After the emer-
gence of VR, immersion was redefined, for example, by Mel Slater, as an objective proper-
ty of the VR system. The level of immersion, as Slater observed, is determined by the
technological capabilities of the used equipment and correlated to the concept of presence,
referring to the user’s subjective experience of being in the virtual world.” Similarly, Nils-
son et al. highlighted the importance of sensory response and interactivity in creating im-
mersive experiences.® Researchers from several disciplines, such as film studies, psychol-
ogy, and journalism have further explored these foundational concepts. References to
immersion also appeared in the academic discussions about interactive learning interfac-
es, presented, for example, by Chris Dede.”

Referring to selected VR films about contemporary conflicts — from the Syrian Civil
War to the immigration crisis on the U.S.-Mexico border, this paper argues that through
immersive engagement of senses, VR films can enhance awareness of contemporary con-
flicts; however, the process of learning must be accompanied by additional explanatory re-
sources, organizing the causes and effects of the conflict. As an emerging technology, VR
films have the potential to redefine how audiences engage with complex social and histor-
ical issues, blending emotional and intellectual immersion that justifies further explora-

2) Gene Youngblood, Expanded Cinema (New York: P. Dutton & Co., Inc., 1970).

3) Oliver Grau, Virtual Art: From Illusion to Immersion (Cambridge: The MIT Press, 2003).

4) Philippe Bédard, “Making Room for Empathy in Contemporary Virtual Reality Cinema,” Studies in Docu-
mentary Film 18, no. 1 (2023), 34-52.

5) Mel Slater, “Immersion and the illusion of presence in virtual reality;” British Journal of Psychology 109, no. 3
(2018), 431-433.

6) Niels C. Nilsson, Rolf Nordahl, and Stefania Serafin, “Immersion Revisited: A Review of Existing Definitions
of Immersion and Their Relation to Different Theories of Presence,” Human Technology 12, no. 2 (2016),
108-134.

7) Chris Dede, “Immersive Interfaces for Engagement and Learning,” Science 323, (2009), 66-69.
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tion. By analyzing narrative structures, audial and visual presentation, and the specter of
presented information about the conflict and viewer experience, this paper aims to ad-
dress how VR films can serve as communication tools about recent history. Taking into
consideration Dooley’s approach to creating VR narratives® and analyzing the visual ar-
chitecture of chosen VR productions, I want to explain what modes the viewer experienc-
es through different sensual channels during the VR screening and how the applied dis-
courses influence the presentation of historical events. This paper will also present VR’s
limitations as a medium. For example, focusing on sensation and emotional engagement,
VR tends to underpin social, political, and historical factors, which further leaves the au-
dience with fragmented knowledge or can lead to misunderstanding of the primary intent
of the film. It is also worth indicating that while VR experiences’ market share remains
limited, their impact lies in providing immersive, first-person perspectives that tradition-
al media cannot offer.” This proves that research on VR films is feasible from the broader
perspective of drawing the contemporary media landscape regardless of the observed li-
mitations.

The complexity of the somatic character of the VR experience, which significantly dif-
fers from non-expanded screenings, calls for an extended language of description. Conse-
quently, to explain representational, interactive, compositional, and image-level mean-
ings, not forgetting about aesthetics and virtual mise-en-scene, I will refer to multimodal
theory'® in the expanded context of intermedial and intercultural communication, as ap-
plied by Maiorani and Christie.'” Analyzing VR films through the lenses of multimodal
epistemology, it is crucial to draw the model of approaching the digital narratives as a re-
ality that can be described by the set of symbolic multi-means. In the analyzed VR films,
a symbol system creates multi-means by juxtaposing the action, commentary, documen-
tary material, and the velocity of an immaterial viewer’s body moving through time and
space.'? The applied methodology will allow analyzing how discourse on history and con-
temporary conflicts is created in chosen productions.

8) Kath Dooley, Cinematic Virtual Reality: A Critical Study of 21st Century Approaches and Practices (Cham:
Palgrave Macmillan, 2021), 23-40. Dooley states that the 360-degree surrounding provides a more profound
sense of presence and embodiment for the viewer, however, raising questions about new challenges, such as
narrative coherency in the context of viewer’s agency.

9) Johannes Miitterlein, “The three pillars of virtual reality? Investigating the roles of immersion, presence, and
interactivity,” Proceedings of the 51st Hawaii International Conference on System Sciences (2018), 1407-1415;
Michael E. Porter and James E. Heppelmann, “Why every organization needs an augmented reality strate-
gy, Harvard Business Review 95, no. 6 (2017), 46-57. Miitterlein, analyzing a quantitative survey he con-
ducted in a VR center with 294 participants, observes that immersion, presence, and interactivity in VR in-
fluence user satisfaction and experience with VR content. Porter and Heppelmann further underline the
strategies and possibilities of VR implementations in business.

10) John B. Bateman and Karl-Heinrich Schmidt, Multimodal film analysis: How film mean (London: Routledge,
2011).

11) Arianna Maiorani and Christine Christie, Multimodal Epistemologies: Towards an Integrated Framework
(New York: Routledge, 2014).

12) Even though the architecture of VR films entertains by bending the rules of physics, the viewers are still sub-
ject to the constraints of their material bodies outside the virtual world. The banal feeling of exhaustion or
restrained movements, when the viewer needs to stay in a safe area marked by the VR controller sensitivity,
can significantly impact immersion.
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In this article, I focus on chosen VR films depicting contemporary conflicts, conclud-
ing the preliminary research conducted between 2017 and 2023. During this period,
I have analyzed over 17 VR films' labeled as history-related, listed on Youtube, Vimeo,
and Oculus TV/Meta Quest TV.' The applied keywords featured the variations of ap-
proaches to social, cultural and military conflicts, film genres, and aesthetics (for example,
‘war documentary VR or “VR conflict footage movie’), as well as to chosen contemporary
conflicts (‘Ukraine; “VR black history; ‘VR America conflict’). Among them, I chose ex-
amples highlighting different socio-political and geographical contexts. The choice of
films, underlining the broad spectrum of thematic areas that can be covered under the
term ‘contemporary conflicts; will allow observing the variety of approaches to VR films
and through VR films. The choice was also made considering the specific aesthetics and
visual solutions applied to the projects, aiming at highlighting possible approaches to con-
flict depictions. In the selection process, I have chosen films with consistent narratives,
recognized by critics and showcased at film festivals. In the selection process, the animat-
ed films, experiences created solely with Unreal Engine software, and fragmented projects
“in progress” were excluded. The relatively small amount of available contemporary con-
flict VR films meeting the criteria of the documentary genre and consistency underlines
the technological and narrative challenges set by this format.

Literature Review

Incorporating VR into education promises immersive experiences that consider gathering
information and emotional involvement as equal parts of the learning process. However,
it must be considered that VR films are not simply empathy-building mechanisms.
Schlembach et al. underlined that VR, perceived as an “empathy machine,” has manipula-
tive potential if we assume, according to the liberal-humanitarian logic, that immersive
experiences naturally lead to empathy.'® Moreover, Raz postulated the revision of the eth-
ics of using VR for empathy enhancement, observing that as the medium manipulates the
body of the viewer through multisensory stimulation, the perceptual transformation is
a process that can possibly be controlled.'”

On the other hand, researchers have already debated different types of conflict depic-
tions in digital media, such as games, before the advent of VR technology, providing vari-
ous observations on the immersive potential of expanded experience. Early literature on
VR experiences predominantly focused on gaming, the gamer’s perception, and reactions

13) The list is attached as an appendix. The list includes all films available on the mentioned platforms at the end
of 2023.

14) Meta Quest TV contains its own film library, focused exclusively on VR and 3D experiences. The library
itself can be accessed without a VR headset through the service’s main page: https://www.meta.com/quest/
entertainment/.

15) Raphael Schlembach and Nicola Clewer, “Forced empathy’: Manipulation, trauma and affect in virtual
reality film,” International Journal of Cultural Studies 24, no. 5 (2021), 827-843.

16) Gal Raz, “Rage against the empathy machine revisited: The ethics of empathy-related affordances of virtual
reality;” Convergence 28, no. 5 (2022), 1457-1475.
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to transgressive narrative solutions.” In this context, the ethics of simulating brutal con-
flict reality and wartime conditions were analyzed by Miguel Sicart,'¥ who emphasized the
process of transferring values through virtual agencies. Significant analysis was also devel-
oped by Philip Sabin, who described the relationships between the players’ reactions and
the design of digital war and conflict strategy simulations in the context of narrative mod-
eling techniques.'” Sabin underlined that the level of immersion and satisfaction depends
on the level of rationality and probability of role-playing scenarios.?” Similar issues were
tackled by Elliott and Kapell,?? as well as Hammond and P6tzsch?? in their publications
about war games.

Recent scholarship has expanded beyond the relationships of VR and gaming, explor-
ing applications of this technology in journalism, communication studies and documen-
tary storytelling. For example, Kukkakorpi and Pantti* examined how VR journalism
creates a sense of place in the context of conflict zones and emotional engagement in com-
plex realities. Furthermore, Rose critically analyzed the rise of VR as a nonfiction plat-
form, exploring both the sensational emotions and the practical implications of VR story-
telling in representing trauma. Discussing such VR projects as Clouds Over Sidra, focused
on the Syrian refugee camp, she looks beyond the opportunities for audience engagement,
underlining that VR storytelling raises ethical concerns about voyeurism and emotional
manipulation.” VR interactive documentaries were also analyzed by Nash* in the con-
text of the logic of first-person media and empathy-building processes. The author under-
lines the importance of ethical storytelling and maintaining historical accuracy in highly
immersive formats stimulating sensory experiences. Moreover, she stresses the risk of
oversimplifying complex historical events for the sake of user engagement, thus arguing
for a re-evaluation of authenticity and audience agency. Other limitations of VR are listed
by Bédard,* who observed that immersion does not automatically translate to empathet-
ic engagement and understanding of the narratives about conflicts. Moreover, the re-
searchers also undertake attempts to bridge the gaps in understanding applications of XR
(Expanded Reality) technologies in STEM learning and teaching, juxtaposing VR with AR

17) Gerald A. Voorhees, Joshua Call, and Katie Whitlock, Guns, Grenades, and Grunts: First-Person Shooter
Games (New York: Bloomsbury, 2012); Andrew B. R. Elliott and Matthew Wilhelm Kapell, Playing with the
Past: Digital Games and the Simulation of History (New York: Bloomsbury, 2013).

18) Miguel Sicart, The Ethics of Computer Games (Cambridge: The MIT Press, 2009).

19) Philip Sabin, Simulating War: Studying Conflict through Simulation Games (New York: Bloomsbury, 2014).

20) However, considering Jeremy BlacK’s review, it must be underlined that Sabin’s insight excludes non-Western
approaches, thus overlooking Asian ground entirely. Jeremy Black, “Simulating War: Studying Conflict
through Simulation Games by Philip Sabin,” Journal of Strategic Studies 36, no. 5 (2012), 752-753.

21) Elliott and Kapell, Playing with the Past, 170-172.

22) Philip Hammond and Holger Pétzsch, War Game: Memory, Militarism, and the Subject of Play (New York:
Bloomsbury, 2019).

23) Mariia Kukkakorpi and Mervi Pantti, ,,A Sense of Place: VR Journalism and Emotional Engagement,’
Journalism Practice 15, no. 6 (2020), 785-802.

24) Rose Mandy, “The immersive turn: hype and hope in the emergence of virtual reality as a nonfiction plat-
form,” Studies in Documentary Film 12, no. 2 (2018), 132-149.

25) Kate Nash, Interactive Documentary: Theory and Debate (London and New York: Routledge, 2021), 102-120.

26) Philippe Bédard, “Making Room for Empathy in Contemporary Virtual Reality Cinema,” Studies in Docu-
mentary Film 18, no. 1 (2023), 34-52.
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(Augmented Reality) and MR (Mixed Reality). For example, Beams and Crofton-Sleigh,
in their edited monograph, collected insights into haptic feedback technologies, providing
a theoretical framework and case studies helping to implement XR into teaching cur-
ricula.?”

The scope of available literature provides multiangled insight into the development of
perception of the new technology in the context of non-fictional audiovisual spectacles.
As stated above, the research gaps and highlighted limitations call for revising the ap-

proaches in different disciplines, such as film studies.

Methodology: VR Technology and Somatic Modalities

The origins of visual expansions, understood as the attempts to cross the restrictions of
a flat screen, can be traced back to 1911 Soviet Russia, where the so-called ‘electro-theatre’
Tanagra in St. Petersburg displayed unique Kinemakolor pictures based on Oskar Messer’s
patent. The stereoscopic films were soon shown in New York in 1915.29 Further experi-
ments were conducted again in 1950 and later by visionary filmmakers like Morton Heil-
ing? and technological companies, including NASA.*” Early virtual expansions aimed at
crossing traditional notions of film art or experimenting with new forms of displays fo-
cused on immersive experiences.’” The dream of the highly immersive spectacle is finally
disseminated in VR films and digital games,*? which are no longer determined to be
watched on a screen and strive to engage as many senses as possible. In VR films, the
boundary between a viewer and a screen, separated from each other in 2D cinema, is re-
placed by the importance of an interactive ‘viewer-screen’ relationship.*® The transgres-
sion from flat to palpable spectacle establishes the critical moment to analyze the dis-
course-creating practices in digitally expanded media and, thus, their influence on viewers’
perceptions.

In the abovementioned context, the multimodal theory provides methodological tools
for presenting a thorough analysis of the discourse in VR films. The studies on multimo-
dality and film were focused, so far, on classic genre cinema, featuring mostly westerns,
melodramas, dramas, and thrillers, mentioning other genres and currents only as possible

27) Brian Beams and Lissa Crofton-Sleigh, eds., Past and Future Presence: Approaches for Implementing XR Tech-
nology in Humanities and Art Education (Amherst: Amherst College Press, 2024).

28) Nikolai Mayorov, “A first in cinema...stereoscopic films in Russia and the Soviet Union,” Studies in Russian
and Soviet Cinema 6, no. 2 (2012), 218.

29) Morton L. Heilig, “Simulator for generating and displaying dynamic imagery;” (U.S. Patent No. 3,050,870,
filed January 10, 1961 and issued August 28, 1962), https://patents.google.com/patent/US3050870 A/en.

30) Scott S. Fisher, “The NASA Ames VIEWIlab Project—A Brief History,” Presence: Teleoperators and Virtual
Environments 25, no. 4 (2016), 339-348.

31) The term ‘expanded cinema’ appeared in the 1960s. It was explained by an avant-garde theorist and artist
Malcolm Le Grice as a “general move by artists to break old artistic boundaries, explore cross-media fusions,
experiment with new technologies but, most importantly, to challenge the constraints of existing art dis-
courses.” Grice Le Malcolm, Experimental Cinema in the Digital Age (London: Palgrave, 2001), 273-274.

32) Digital games are considered as the next stage of possible research on the subject.

33) Luke Hockley, Somatic Cinema: The relationship between body and screen — a Jungian perspective (New
York: Routledge, 2014), 1-5.
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fields to introduce new research perspectives.* According to multimodal theory, distinct
semiotic modes of audiovisual material are carried by different sensory channels (sound,
visual, and aural) designed to adequately represent the needed information set. According
to multimodal theory, initially developed by linguists such as Bateman® and Van
Leeuwen,?® the field of discourse, mode of discourse, and tenor of discourse build the
message of the audiovisual material. These elements are constituted by a set of meanings
mentioned in the introduction. Therefore, multimodal film theory emphasizes how ele-
ments such as genre, image, characters, and sound create the complete discourse.””

Using the multimodal theory in the research focused on VR films allows for consider-
ation of the influence of film techniques on audiences’ emotional engagement, thus ob-
serving the phenomenon of shaping approaches and opinions through direct participa-
tion. As Gillian Rose observes in Visual Methodologies, visual representation depends
both on technology and social practice, which further defines the affective experience of
the image. “Vision is as cultural as corporeal,” she writes, thus drawing the approach to VR
films that multimodal theory will further embody.* Multimodal critical theory allows for
the analysis of semiotics and modes with linguistic precision, recognizing the film as a text
communicating about the sources of power at a particular time and in the selected area.
The primary aim of multimodal theory, as Michal Post observes, is to explain how the
combinations of visual, sound, and language elements build the story.* The sound and
language, as well as somatic modalities, support visual patterns, creating the wholeness of
the film composition. According to this, it can be concluded that multimodal analysis is
based on determining the narrative-compositional segments and semiotic visual struc-
tures responsible for delivering messages to the viewer. Subsequently, the application of
multimodal analysis to the research on VR films explains the interactions between the se-
miotic structures creating the meanings of the film and the body considered as the proces-
sor of information.*”

Discussion: Experiencing History in VR

Similarly to genre designations in cinema, a rapid increase in VR film production has led
to categorization according to their purposes and thematic areas. However, such divisions

34) Michat Post, Film jako tekst multimodalny: Zatozenia i narzedzia jego analizy [Film as multimodal text.
Terms of reference and tools to analyze it] (Wroclaw: WWSE, 2017); Sigrid Norris, Multimodality in Practice:
Investigating Theory-in-Practice-through-Methodology (New York: Routledge, 2012); Ruth Page, New Per-
spectives on Narrative and Multimodality (New York: Routledge, 2010).

35) Bateman and Schmidt, Multimodal film analysis; John B. Bateman, “Multimodality and Film,” in The Ency-
clopedia of Applied Linguistics, vol. 7, ed. Carol A. Chapelle (London: Blackwell, 2013), 4030-4033.

36) Theo van Leeuwen, “Critical Analysis of Multimodal Discourse;” in The Encyclopedia of Applied Linguistics,
ed. Chapelle, 4002-4006.

37) Xu Bo, “Multimodal Discourse Analysis of the Movie Argo,” English Language Teaching 11, no. 4 (2018), 132.

38) Gillian Rose, Visual Methodologies: An Introduction to Researching with Visual Materials, 4th edition (Lon-
don: SAGE Publications Ltd, 2016), 9.

39) Post, Film jako tekst multimodalny, 147.

40) Mark B. Hansen, New Philosophy for a New Media (Cambridge: The MIT Press, 2004), 21-22.
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do not follow well-established notions of cinematic genres; instead, the films are classified
by keywords and hashtags based on social media nomenclature. Among the main types of
VR productions generally accepted across platforms or repositories are travel and adven-
ture films, educational VR (including VR used in museums and theatre spectacles record-
ed in VR technology), VR entertainment films (i. e., horror films), and history/conflict VR
films considered in this article.

As with travel and adventure VR films, historical VR films establish the connection be-
tween the viewer and the surrounding environment. This can be processed in several
ways, from the most extreme close-ups possible (i. e., the viewer is part of an action) to
distant observation. In both cases, the viewer can be immersed in the places and times she
will never visit. Moreover, no matter how close the observation is and how deeply the
viewer is involved in the action, the surrounding is presented from unnatural camera an-
gles, building the experience of floating above the ground or being too short compared to
the virtual characters around. The rapid movement and sudden changes in the viewing
perspective create the feeling of transgressing the body — making a viewer a body-less,
immaterial observer. This perspective often appears in VR films focused on distant past
events, such as Napoleon’ battle reconstructions,*” where the virtual body of the viewer is
floating above the marching troops. The observer is not entirely fitted to the other charac-
ters’ positions. Instead, she is a passive observer of the struggle, not participating fully in
the event.*?

VR films that commemorate historical events put considerable emphasis on the view-
er's emotions through experiencing visual representations of terror. Using its immersive
potential, affecting emotions such as shame, guilt, or fear, films provide a digital narrative-
based vision of history — built upon the viewer’s identification with the characters, plac-
es, events, and ideologies. Here, immersive learning expected by the creators* is based on
the continuum of emotional engagement, varying from interest to, ideally, total immer-
sion.*” Similarly, as in digital games, VR film immersion can be divided into three catego-
ries: actional immersion (the viewer can experience actions impossible in the real world),
symbolic immersion (the content of the film is built around psychological and semantic
associations), and sensory immersion (haptic feedback).” In VR films about historical
events, these should be connected to create a discourse on the past and broader ideologi-
cal considerations. The abovementioned categories of immersion will serve as the organ-

41) BLACK DOT FILMS VR, National Geographic, 360° Battle of Waterloo (2017). All short VR films mentioned
in this article can be seen on Youtube, Vimeo or Meta TV.

42) Here should be explained the term ‘participation’ in connection to VR. When discussing VR films, the ap-
pearance of the viewer balances between participation and observation, depending on the narrative and
technological design of a particular picture. While the observation is related to keeping distance, par-
ticipation in VR film starts when the viewer reaches close proximity to the action or other characters and the
film’s design requires her reaction — for example, encouraging the movements of her head.

43) Immersive learning is defined by Chris Dede as one based on “subjective impression that one is participating
in a comprehensive, realistic experience” Dede, “Immersive Interfaces for Engagement and Learning;” 66-69.

44) Stefaan Ternier, Roland Klemke, Marco Kalz, Patricia Van Ulzen, and Marcus Specht, “ARLearn: Augmented
Reality Meets Augmented Virtuality,” Journal of Universal Computer Science 18, no. 15, (2012), 2144-2145.

45) Ternier, Klemke, Kalz, Van Ulzen and Specht, “ARLearn,” 2145; Ayoka Chenzira, “Haptic cinema: An art
practice on the interactive digital media tabletop” (Unpublished PhD dissertation, Atlanta, Georgia Institute
of Technology, 2011), 8.
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izing method for further findings concentrating on the following chosen exemplars and
their analyses.

Distant Observation and Storytelling

Welcome to Aleppo (2015) was the first VR film made from footage recorded in a war zone.
The film takes the viewer to the streets of Aleppo, destroyed during the war in Syria. This
conflict involved civil disagreement and multiple international interventions, beginning
with the Syrian Civil War in 2011 after protests against President Bashar al-Assad’s gov-
ernment, fueled by people’s demands for political freedom, economic transformation, and
an end to government corruption and repressions. Inspired by the wave of the Arab
Spring, where citizens across the Middle East called for democratic reforms, Syrians ini-
tially held peaceful demonstrations. However, the government’s violent crackdown on
protestors, including arrests, torture, and killings, escalated the situation, leading to wide-
spread unrest and, eventually, the civil war. This war has drawn in multiple actors, includ-
ing regional and global powers like Russia, the U.S., Turkey, and various local armed
groups, creating a complex arena of power struggles. The situation has led to significant
humanitarian crises, destabilization of the region, and debates around sovereignty, inter-
vention, and human rights.*”

Welcome to Aleppo was created by war journalist Christian Stephen, with the help of
the production company RYOT. The narrative is built around the testimony of a woman
survivor, who introduces the observer to the background of the conflict and its influence
on the city’s destruction. The virtual mise-en-scene is created from the images of de-
stroyed Aleppo, juxtaposed with its former glory — intact buildings from before the con-
flict and daily gatherings of the inhabitants. Such a comparison is designed to influence
the empathy of the viewer, who is exposed to dynamically changing pictures of the ruins
(symbolizing the present) and the hustle of overcrowded bazaars (representing the past).
The sudden changes in surroundings create a virtual nostalgia for the peaceful state, deep-
ened by the knowledge that the presented footage comes from the war zone, not the digi-
tal reconstruction. However, the viewer’s position defines their role as a distant observer
of the terror. Welcome to Aleppo is created without consideration of the virtual presence of
the observer. The camera angles do not leave a place for the virtual body, as the shots are
often presented from a frog’s perspective or high above the ground. This aesthetic choice
may result from technological limitations while shooting with 360° cameras in a war zone.
The camera is placed at ground level or on the high floor of the building, which makes it
easier to stabilize in extreme conditions. Observing the war zone is the film’s main point,
and there is no opportunity for closer exploration of the surroundings as a virtual avatar.

Most of the action depicted in Welcome to Aleppo happens behind the screen. Usually,
the viewer can only observe the static frames of ruins and hear shooting sounds without
identifying their sources. It underlines the significance of sound in this production;
through the inability to locate the danger, the viewer can feel the same uncertainty as the

46) Christopher Phillips, The Battle for Syria: International Rivalry in the New Middle East (New Haven: Yale
University Press, 2016).
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refugees — warfare is everywhere, and there is no place to hide. However, deprived of
a recognizable and controllable virtual body, the viewer remains outside the reference sys-
tem, which brings further challenges in full engagement in the experience. Following the
findings about the multimodality of meaning-making processes proposed by Majorani
and Christie,"” who pointed out the importance of cultural stances in forming communi-
cative contexts, it can be concluded that the viewer’s emotions can be influenced by the
lack of an archetypal reference system, as the semiotic reading of the surrounding is dis-
torted by referencing to chosen senses only. Not knowing who is speaking and locating the
danger only by the sound of missiles and shooting, without the ability to engage in full-
body movement or adjust the visual perspective, the viewer cannot encode the film’s social
contexts. Moreover, without a well-defined narrative pattern and a lack of historical and
political contexts, the emotional and intellectual engagements outside the sensational feel-
ing of danger can be questioned.

The primary purpose of Welcome to Aleppo is to commemorate the moments and im-
pressions, not to provide more profound knowledge about the causes and political con-
texts. The function of this film is to remind about the conflict and bring the worldwide
community’s attention to the fate of thousands of refugees forced from their homes.* Sig-
nificantly, the narrative, through understatements and contextual gaps, is created without
highlighting the blame of the sides of the conflict. Instead, the story underlines the impact
of war on ordinary people, the state’s disintegration, and the demolition of national mon-
uments, which serve as symbols of the final destruction of society.

Distant observation was also applied as a primary tool of designed immersion in the
film Dnipro — outpost of Ukraine (2022), created by Yevhen Titarenko with the support of
the Ukrainian Cultural Foundation and the Dnipropetrovsk National History Museum.
This audiovisual work is not a VR film per se, as it is presented as a series of conventional
2D videos projected and mixed in virtual reality. It doesn’t use the immersive footage of
conflict, instead proposing another form of expanded visuality. In this perspective, juxta-
posing this work with fully immersive VR films in this paper provides an additional per-
spective on applying VR technology to discussing modern history.

In the contextual layer, the film is a documentary response to disinformation sur-
rounding the conflict in Ukraine; thus, the discourse is presented from a Ukraine-cen-
tered perspective. The roots of the Russo-Ukrainian War are heavily tied to Russia’s desire
to prevent Ukraine from aligning with Western institutions, including NATO.* Besides
perceiving connections to the West as a threat, Russia’s actions are underpinned by a long-
standing belief that Ukraine and Russia share deep historical and cultural ties, which, in
Russia’s perception, justify the sphere of influence over Ukraine.*” The conflict resulted in
a humanitarian crisis, with millions of Ukrainians fleeing their country.*”

47) Maiorani and Christie, Multimodal Epistemologies.

48) Similar themes were covered in such VR films about contemporary conflict as The Fight for Falluja (2016)
created by The New York Times or Refugees 360 VR documentary (2015) by Scopic company. See: Appendix.

49) See more: Rajan Menon and Eugene Rumer, Conflict in Ukraine: The Unwinding of the Post-Cold War Order
(Cambridge: The MIT Press, 2018).

50) Richard Sakwa, Frontline Ukraine: Crisis in the Borderlands (London: 1. B. Tauris, 2015), 120-147.

51) UNHCR, Ukraine Refugee Situation, 2022, accessed October 15, 2024, https://www.unhcr.org/enus/ukraine-
emergency.html.
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Titarenko’s film focuses on the most recent military struggles against Russian occupa-
tion. It starts with footage depicting the development of pre-war Ukrainian cities and
a brief history of the country in the 20th and 21st centuries. The viewer learns about the
origins of the war by listening to a narrator, witnesses, and soldiers and visiting places of
conflict—with a focus on the surroundings of the Eastern Ukrainian city of Donetsk. The
narrative layer juxtaposes scenes of warfare, commentary, historical archives, animated
backgrounds, and infographics. The additional resources aim to introduce the elements of
the historical accuracy of the presented material, communicating that the knowledge
about the conflict is obtained by comparing various perspectives and cannot be based
solely on testimonies. Still, the essential parts of the film are the encounters with Ukraini-
an people — soldiers and inhabitants of the occupied lands. While the off-screen narrator
organizes the flow of testimonies and guides the viewer, the Ukrainians in the film com-
plement the commentary through personalized insights. Moreover, found footage frag-
ments build the film’s aesthetics and symbolic layer. Shaking camera in the guerilla-film-
making style creates a feeling of participation for the audience. The fragmentation of
visual material and sudden jumps between screens, even though they require deep focus,
still follow a narrative pattern of creating and recollecting memories.

On the other hand, the plethora of the displayed resources influences the viewer’s par-
ticipation in the experience, situating her, similarly to Welcome to Aleppo, as an observer.
The sudden disconnection from immersion is applied by the visual architecture of Dnipro,
which encloses the viewer in a virtual cubicle divided into six spaces — four screens, floor,
and ceiling. From this position, the scenes are experienced through head movement only,
which allows for concentrating on different screens. The virtual displays, especially those
recognized as a floor and ceiling, change their structure — they pretend to be grass, con-
crete, or part of the action, showing close-ups of chosen objects. The multi-screen projec-
tion allows a visual comparison between several places, juxtaposing peaceful scenes with
warfare or listening to several testimonies simultaneously. As many screens create differ-
ent semiotic systems at once, the multimodality unfolds here through overlayed commu-
nique, providing several patterns of reception.

The experience in Dnipro is also built by animated techniques based on bringing pal-
pable danger through sequences positioned close to the viewer’s virtual body. The observ-
er is licked by the fire coming out from the screen, or suddenly, she is in the middle of
shooting, experiencing the bullets going through all the screens around. The film tries to
gamify the political and historical information by using game-derived dynamics, primar-
ily applied by threatening the viewer’s personal space. This is a popular solution for VR
films labeled as entertainment, overloaded with data and based on cubicle-like visual ar-
chitecture, establishing a surrounding made of virtual screens instead of 3D-animated
backgrounds.

It is worth underlining that the meaning of Dnipro is highly representational, with at-
tempts to create interactivity through storytelling practices. On the other hand, the feeling
of being in a cage made from screens aligns with the aim and central theme of the film, un-
derlining that there is no escape from modern warfare, as the media pictures will follow
the viewer even after leaving the danger zone.




84  Agnieszka Kiejziewicz: Visual Expansions in Narrating Contemporary Conflicts and History

Learning Through Immersion and Controlled Trauma

Emmy-nominated documentary VR film Traveling while Black (2019) by Roger Ross Wil-
liams® recreates the experiences of the Black American community and the problems of
traveling in America during the Jim Crow era. During the late 19th century to the mid-
20th century, mainly in the Southern US states, racial segregation and discrimination of
Black Americans included systemic exclusion from accommodations, restaurants, and
other public spaces, affecting freedom and safety in daily lives and while traveling.*® Un-
comfortable and often dangerous situations related to stopping for a meal or searching for
a place to rest resulted in the necessity of distributing Black travelers-oriented guides, such
as the famous The Negro Motorist Green Book.* Williams’s film had its Internet premiere
a year after Peter Farrelly’s Oscar-winning film Green Book (2018), continuing the post-
modern deconstruction of nostalgic visions of the socio-political history of the middle
20% century.

This VR experience aims to expand the popular notions of the subject by allowing the
viewer to face the witnesses of those times.” At the narrative level, the viewer joins a group
of people sitting in Ben’s Chili Bowl diner*® and listens to their recollections of past events.
The experience is supplemented (or, somehow, interrupted) by historical footage of the
history of the black community in America since before World War II and commentary
by an off-screen narrator. The audience experiences the supplementary material through
sudden changes of perspective and places of action — the historical footage is depicted on
a car cinema-like screen. After the interruption, the viewer is transferred back to the din-
er; however, it is transferred to a different table with different speakers. In a few retrospec-
tive scenes, the viewer is also suddenly transposed to a moving vehicle, observing the rec-
reated surroundings of the 1960s while continuing to listen to the speakers’ stories from
the diner. In this case, the viewer is simultaneously in multiple locations, building her un-
derstanding through experiencing both direct and indirect participation.

A significant aspect of the stories told by the witnesses is left to the observer’s imagina-
tion, underlining the crucial point of Travelling while Black, which is, similarly to Dnipro,
the process of learning history through the testimonies of the witnesses. The experience of
Travelling while Black is controlled and shaped by the documentary style of the film, with
such disruptions as non-diegetic music and the oft-screen guiding voice. The additional
data provided by the narrator highlights the context of the film but, at the same time,
deepens the distance between the observer and the story. The expository documentary

52) Roger Ross Williams is also known for Music by Prudence, which won an Oscar in 2009 for Best Documentary
Short Film, and God Loves Uganda (2014).

53) Jerrold M. Packard, American Nightmare: The History of Jim Crow (New York: St. Martins Press, 2002).

54) Gretchen Sorin, Driving While Black: African American Travel and the Road to Civil Rights (New York: Live-
right, 2019).

55) However, it is worth underlining that this film was created as a part of a non-commercial start-up grant of-
fered by the NEH Digital Development program. See Roger R. Williams, “Traveling While Black,” Inde-
pendent Feature Project (Report), accessed November 12, 2014, https://doi.org/10.17613/M6MH18.

56) Ben’s Chili Bowl is a landmark in Washington, D. C., opened in 1958 and still operating today. It was an es-
sential shelter for the American black community during the 1968 riots and served as a community cultur-
al hub.
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form and lack of integration of the viewer’s virtual character presence into the narrative
disturb the viewer’s sensorial channels, stepping against the multimodal possibilities of
VR technology. Further to this, the soundtrack is interrupted by the archival documenta-
ry footage interjecting with the stories and fragmenting the narrative. On the other hand,
it must be observed that this film’s specific architecture helps control the immersion level,
which serves educational purposes. Williams’ film could be easily approached by younger
viewers and presented in parts, being included in the classroom environment if supple-
mented by other media, such as lectures and documentary films, allowing the expansion
of the topic of systemic discrimination in the U.S. The film does not contain explicit foot-
age or jump-scares as in Dnipro. It also does not operate on putting the viewer in a trau-
matic situation; instead, it narrates the memories.

Searching for more examples of the connections between VR and building an under-
standing of contemporary conflicts through immersive experience, it is worth mentioning
Alejandro G. Ifdrritu’s film Carne y Arena (2017).” This mixed-reality installation con-
nects VR film with scenography, engaging all senses in experiencing moments from the
lives of Mexican refugees who try to cross the border between Central and North Ameri-
ca illegally.®® The main objectives of the film were inspired by the crisis at the US-Mexico
border, which involves thousands of Mexican and Central American refugees fleeing vio-
lence, poverty, and political instability in their home countries. During the risky journey
in case to seek asylum in the United States,*® the immigrants are exposed to human traf-
ficking, exploitation, extreme environmental conditions, and long bureaucratic processes
when they finally reach the US.*”

The seven-minute Carne y Arena covers the dramatic sequence in which the migrants
are spotted, caught, and arrested by the border authorities. The experience starts before
the VR film screening with a short introduction displaying the situation on the United
States’ southern border. The viewer then proceeds to the next room, arranged as a holding
area for people captured when crossing the desert illegally. The place is filled with real ob-
jects lost by migrants escaping through the desert. Observing this little museum of arti-
facts before entering the main room makes the experience more authentic and almost pal-
pable, engaging the sense of touch, primarily addressed in VR films through controllers’
vibrations. In this case, the director connects the perceptual systems of vision and touch,
referring to the haptic experience more than to the leading function of the gaze. As Majo-
rani and Christie observe, posture and proxemics often coincide in the act of everyday hu-
man interactions, deeply influencing the process of meaning-making. In this case, engag-
ing more senses is closer to the mood of contemporary events, setting the context for the

57) Made in collaboration with film operator Emmanuel Lubezki and ILMxLab studio. See: LACMA, “Alejandro
G. Inarritu: CARNE y ARENA (Virtually present, Physically invisible),” Los Angeles County Museum of Art
Webpage, 2017, accessed September 15, 2023, https://www.lacma.org/art/exhibition/alejandro-g-inarritu-
carne-y-arena-virtually-present-physically-invisible.

58) Joost Raessens, “Virtually Present, Physically Invisible: Alejandro G. Ifarritu’s Mixed Reality Installation
Carne y Arena,” Television ¢ New Media 20, no. 6 (2019), 634-635.

59) Douglas S. Massey and Karen A. Pren, “Unintended Consequences of US Immigration Policy: Explaining
the Post-1965 Surge from Latin America,” Population and Development Review 38, no. 1 (2012), 1-29.

60) Jason De Leon, The Land of Open Graves: Living and Dying on the Migrant Trail (Oakland: University of
California Press, 2015).
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spectacle.®” At the entrance to the installation, the viewer is also supplied with a backpack
that represents the burden of their escape and emphasizes the material connection be-
tween the observer and the spectacle.

Indrritu indicated that his film is designed to experiment with the medium’s possibili-
ties by “break[ing] the dictatorship of the frame”*? Disseminating this vision, the director
transferred the screening to a vast room with a floor covered with sand, which became
a tangible part of the experience. The viewers were expected to enter barefoot — enhanc-
ing the reception of the installation. Moreover, the VR set cables range is not limited to the
defined area, as the technical staff follows the viewer, carrying the lengthened cables be-
hind her. Such a movement pattern design allows the observer to employ a natural body
reaction to the danger and removes the limitations of the equipment — it is even possible
to run, jump, or lay down — following the orders of the virtual border guards.

While creating the installation, actual refugees were interviewed to reconstruct the ex-
periences depicted later in the film.®® Rebecca A. Adelman describes Ifidrritu’s approach
to creating a VR experience based on real stories as ‘immersion and immiseration, under-
lining the emphatic response of the viewer exposed to unnatural, traumatic conditions®”.
Analyzing the viewer’s experience of Carne y Arena further, Ifiarritu points out that “by
taking part [in the spectacle], a participant virtually surrenders his security*® This pro-
cess symbolically starts when the visitor removes his shoes and leaves all his belongings
before reaching the main room. Entering the arena barefoot, the observer automatically
takes an inferior position, becoming one of the immigrants who fight for life and against
the law (represented by the guards). Moreover, even though the visitor knows what will
happen initially, she voluntarily exposes herself to borderline emotions.

In the visual layer of the installation, the viewer is surrounded by a crowd of people
who cross the border with her. The plethora of native and official languages from Central
America that are heard authenticates the experience. Being a part of the migrating group,
the viewer is also considered a trespasser and spotted by the guards, who point guns into
her face and scream directly at her, which makes it impossible to keep a distance from the
narrative or choose a passive observer position. Even though the viewer can freely move
around the room, the experience’s design is based on milestones activated at specified
points. In this case, when the viewer decides to step back from the group and only watch
the scene, she will finally be spotted by the guard, and the group will be gathered around
anyway. Also, the ongoing narrative of the film will activate regardless of the viewer’s po-
sition. One of the significant, almost symbolic parts of the experience features sudden
bumping into one of the guards and, for a brief moment, experiencing a dreamlike state of
a ghost that can penetrate animate and inanimate objects. From this perspective, it is pos-

61) Maiorani and Christie, Multimodal Epistemologies, 232.

62) Liliana Torpey, “CARNE y ARENA (Virtually present, Physically invisible) — Review;” Nacla, 2023, accessed
December 20, 2023, https://nacla.org/carne-y-arena-virtually-present-physically-invisible-review.

63) Jenna Pirog, “Carne y Arena: Art and Technology,” YouTube, 2018, accessed January 15, 2024, https://www.
youtube.com/watch?v=-Xcv]6lUTwlI.

64) Rebecca A. Adelman, “Immersion and Immiseration: Alejandro Gonzalez Ifidrritu’s Carne y Arena,” Amer-
ican Quarterly, no. 71 (2019), 1093-1109.

65) Pirog, “Carne y Arena: Art and Technology”
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sible to observe the internal organs of the guard while being inside his body. Even though
this scene crosses the notions of a documentary approach, it creates a discursive attempt
to humanize the other part of the conflict. The viewer experiences a universal message of
the fears and struggles of displaced people. Yet, the design of Indrritu’s installation rein-
forces empathy towards both sides — not only towards the refugees but also undertakes
a problematic issue of compassion towards the guards.

The challenge of illegal immigration in Ifdrritu’s film is communicated using modes
focused on the relations of power, ideology, and social conditions. However, the center of
the installation is the viewer’s body, which, together with its virtual avatar, complements
the design of the experience. Through design practices, Carne y Arena connects contem-
porary audiovisual art and the newest technologies, creating new immersive exhibition
cultures. The viewer, the emotions, and the applied multimodality become integral parts
of the work of art.

Conclusion

The provided discussion featured examples of history and contemporary conflict VR films
and evidenced various approaches to recording and sharing experiences through new me-
dia. Taking into consideration the analyzed films and the research findings, it can be con-
cluded that VR films addressing history are noticeably constrained in the scope of infor-
mation they can convey. The knowledge they provide is limited in nature, emphasizing
embodied and immersive experiences that prioritize visual engagement and sensational
approach. As a result, their capacity to address complex political and social concerns is
significantly restricted by the creators’ inability to provide clear connections between the
immersion and dissemination of contextual meanings. VR proves not to be entirely ade-
quate as an educational tool for conveying political, historical, or social contexts, particu-
larly in relation to violent conflicts, which are often presented from the emotional and
one-sided point of view. This limitation influences the effectiveness of VR as a learning
tool. Nonetheless, VR can offer valuable contributions when integrated with traditional
forms of communication, such as reading or additional, extradiegetic commentary. The
possibilities of VR films in exploring dialogues on political and social concerns (i. e., pov-
erty, migration, law, or warfare) provide the opportunity to design reception patterns with
consideration of the accompanying resources and tutorials.

On the other hand, the engagement of various senses provided by diverse VR experi-
ences and the entertaining purpose of most productions redefines the boundaries of pos-
sible visual and discursive expansions. In VR films about contemporary conflicts and
modern history, immersion is created by accentuating an individual experience of the vir-
tual environment. A significant role is also assigned to such additional elements as the off-
screen commentary or scenography that introduce the narrative and educate through
emotional impact. Also, it is worth observing that these contemporary conflict VR films
do not depend on transgressive content and explicit violence. Instead, they often utilize
philosophical reflections on universal values. This shift is related to the models of distri-
bution and general perception of VR experience as entertainment — the high costs and
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relatively sophisticated process of implementing the artistic vision into the final product
result in adjusting the level of transgression to the expectations of the viewers and film
production economy.

Data availability
All films mentioned in this article are available on publicly accessible websites or through services
(Meta TV). The access information (links) or names of services are provided in the appendix.
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360° Battle of Waterloo (Black Dot Films VR, National Geographic, 2017)
Carne y Arena (Alejandro G. Ifarritu, 2017)
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Asian film, media, culture, and art. For the past few years, she has been working at the University of
Gdansk, Poland, teaching Asian cinema, New Media Technologies, Academic Writing, and Film
Analysis. She also developed the Andrzej Wajda Film Center project at the University of Gdansk,
connecting film culture with industry partners and starting an internship scheme for students inter-
ested in film culture. She cooperates with cultural institutions, art galleries. In her research activities,
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Appendix: List of analyzed VR films

No Title Authors Year | Platform Access
R National https://www.youtube.com/
1 | 360° Battle of Waterloo Geographic 2017 | YouTube watch?v=BjlavW3LuVo
5 Carne y Arena Ifdrritu Alejandro 2017 Installa'tlon/ )
G on site
Stephen Christian, https://www.youtube.com/
3 Welcome to Aleppo RYOT Company 2015 YouTube watch?v=Nxxb_7wzv]I
. https://www.youtube.com/
4 Dnip nz];;izzpon of Titarenko Yevhen | 2022 YouTube watch?v=L6Cj_
XeEZok&t=1052s
- https://about.meta.com/
5 Travelling While Black Williams Roger 2019 Meta community/vr-for-good/
Ross . .
traveling-while-black/
Dunkirk VR
Experience: Find
https: . .
6 Yourself On The Shores Warner Bros 2017 | YouTube tzsztig:y_vzygz;??{;.coom/
Of Dunkirk Fighting To Ve )8
Survive
Civil War 1864:
A Virtual Reality American https://www.youtube.com/
201 YouT:
7 Experience, Full Battlefield Trust 019 ouTube watch?v=xuVHe-0r-BE
Version
. . The New York https://www.youtube.com/
8 The Fight for Falluja Times 2016 | YouTube watch?v=_ Af0UkmID6s
. The New York https://www.youtube.com/
D 201 YouT:
? The Displaced Times 015 ouTube watch?v=ecavbpCuvkl
Ukraine Today: See the
Horrifying Destruction .
R Nickolay https://www.youtube.com/
10 Jrom War in Ky, Omelchenko 2022 YouTube watch?v=NTZZwOZhEKc
Bucha on VR Headsets
in 8 K 360°
g i
11 MOVE Bombing Shirah Dedman | 2019 | YouTube Fv=se sy -
Philadelvhia n5pazEeziepwer00ICa-
P ilLcwf-CybwK
Bat‘tle Road: Th? History360™ and https://www.youtube.com/
12 American Revolution 360RIZE, 2016 YouTube tch?v=1TqvPNh18
in 360/VR walehiv=2ay ms
Refugees 360 VR . https://www.youtube.com/
13 documentary Scopic 2015 YouTube watch?v=29HEGHOk5hM
Life in the time of Nokia and The
. o https://www.youtube.com/
14 refuge | A virtual Humamtaljlan 2017 YouTube watch?v=XI9A6mQdMCQ
reality documentary Cooperative
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15

Solidarity for Chad
360°

UN Country
Team in Chad, the
UN Department
of Political and
Peacebuilding
Affairs, and the
Ukrainian VR
company Qualium
Systems

2023

Vimeo

https://vimeo.
com/894088427

16

Code of Freedom 1991

Bartosh Polonski

Andrius
Lekavicius; Gluk
Media, AL-VR

2019

Vimeo /
YouTube
[excerpts]

https://www.youtube.com/
watch?v=0f _sz_edtls

17

Home After War.
Returning to Fear in
Fallujah

Gayatri
Parameswaran;
NowHere Media

2020

Meta

https://www.homeafterwar.
net/
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(Eo6tvos Lorand University, Hungary)

Move on Down

Precarity in Contemporary Hungarian Cinema

Watch the audiovisual essay here:

https://youtu.be/KZKCSefolbl

Abstract

This video essay engages with the topic of precarity in feature films produced in Hungary around
and after the regime change of 1989, which launched tectonic social transformations leading to
widespread instability. The essay confronts precarity as downward intragenerational mobility from
an economic and social perspective from the final years of state socialism until the present. As an au-
diovisual product, the video documents the author’s efforts to move beyond the disembodied voice
of academic texts and experiment with accent as a marker of social entanglement.

Keywords
precarity, Hungarian cinema, regime change, social instability

Creator’s Statement

This video is an offshoot of the research project on the social history of Hungarian cinema
conducted at the E6tvos Lordand University between 2015 and 2020. Together with my col-
leagues, we coded all feature films produced in Hungary for a large number of variables,
such as time period, location, protagonists, genre, etc. With the database at my disposal,
I compiled a list of feature films made after 1985 in which the protagonist experiences so-
cial and/or economic downfall during the last years of the state socialist system and its im-
mediate aftermath.
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In the article based on the findings — “Move on Down. Precarity and Downward Mo-
bility in Contemporary Hungarian Feature Films™ — I argue that the representation of
precarity is a useful prism through which one can glimpse the cinematic reflections on so-
cial transformation from 1985 onward. Additionally, images of precarity also mirror the
filmmakers’ own dispositions towards social mobility, and intellectuals’ fears about pre-
carity and the loss of social status in general.? In the written text, I made sure to follow the
established conventions of academic writing, using a detached and objective language.
Guiding readers from the initial hypotheses through the evidence towards the conclusion,
I made every attempt to remain as neutral as possible as a scholarly voice — in written
form. There was no need to reveal the subjective position of the speaker: the research
question made sense, the methodology was sound, the argument — hopefully — convinc-
ing!

The production of the video essay allowed me to leave behind the safe but often con-
fining entrenchments of academic writing and offer viewers something personal that
could not be expressed in written form. As Barbara Zecchi has suggested, the video essay
itself represents an accented form of intellectual engagement when compared with tradi-

1) Lészl6 Strausz, “Move on Down: Precarity and Downward Mobility in Contemporary Hungarian Feature
Films,” in Precarity in European Films: Depictions and Discourses, eds. Elisa Cuter, Guido Kirsten, and Hanna
Prenzel (Berlin and Boston: De Gruyter, 2022), 179-197.

2) At least two articles adopt a similar database methodology. In her article “Up the Slope: Women’s Mobility
Stories in Post-Transition Hungarian Cinema,” Margithdzi discusses upwards mobility in relation to female
protagonists. Beja Margithdzi, “Up the Slope: Women’s Mobility Stories in Post-Transition Hungarian Cine-
ma,” Acta Univ. Sapientiae, Film and Media Studies, no. 18 (2020), 223-250. Also, Vajdovichs “Good Wives,
or Emancipated, Working Women?” (2019) analyzes the representation of female roles in Hungarian feature
films between 1931 and 1944. Vajdovich Gy6rgyi, “J6 feleség vagy emancipalt, dolgozé né? Nészerepek és
ndéi mobilitds az 1931-44 kozotti magyar filmben [Good Wives, or Emancipated, Working Women? Female
Roles and Female Mobility in Hungarian Films between 1931 and 1944],” Metropolis 23, no. 4 (2019), 8-29.
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tional written scholarship: she considers video essays to be an “accented video way of feel-
ing as thinking”® The topic of regime change-era precarity in Eastern Europe is, after all,
not just another topic that I address objectively throughout my work. Rather, the period
was a formative event that impacted my thinking ever since, and the video essay gave me
the opportunity to reveal this involvement. Thus, when planning the voice-over for the
video, one element I decided not to mask was an accented English. An English with a dis-
tinct Eastern European accent. An English that at times puts emphasis on the wrong syl-
lable. My English, which reflects on how language itself can be a source of precarity for
non-native speakers, in academia and elsewhere. My accent allowed me to slip into the
skin of the films’ protagonists and play with how this not-quite complete command of lan-
guage, this off-centered referentiality may be used productively.

Exploring various perspectives on the role of voice-over in videographic work, Ian
Garwood addresses the allegation that voice-over is, essentially, un-video-essay-istic writ-
ing. “If we can talk ourselves into this position,” he proposes, then “we can talk ourselves
out of it,”” and refers to Kevin B. Lee who suggests that we treat spoken words audiovisu-
ally. One such strategy, Lee argues, is when sounds redefine words.” For example, the dif-
ference between perfect British-English voice-over narration, and a distinctly accented
voice-over transforms the meaning of narration itself. Here I follow Hamid Naficy’s con-
cept and practice of accented thinking as a form of critical displacement and affect.® And
while it would probably be an exaggeration to state that the accent entirely redefines the
meaning of the words from the written article, the physical qualities of the spoken words”
surely open up new possibilities for interaction between image and sound.

My original plan with making this video essay was to produce a straightforward audi-
ovisual adaptation of a published text. However, the process brought about unexpected
revelations way beyond the upshots of this plan. My own disembodied academic voice
from the written essay transformed in the voice-over into an embodied voice — one that
is geopolitically circumscribed, one that has a history. As such, the adaptation motivated
me further to add auditory markers of my personal involvement, participation, and entan-
glement in the topic of precarity as a whole. The work has allowed me to reflect on how the
voice of an involved narrator can diminish the distance between the speaking subject and
the object of inquiry. It is this distance that produces too often hierarchical, exoticizing de-
scriptions of peripheral cultures and subjects. My video essay has allowed me to confront
the argument by Alexander Kiossev® on the self-exoticizing Eastern European intellectual,

3) Barbara Zecchi, “An accented video way of thinking: Becoming videoessay,” Academic Quarter, vol. 28 (2024),
28, accessed January 14, 2025, https://journals.aau.dk/index.php/ak/article/view/8852/7105.

4) Tan Garwood, “The Place of Voiceover in Academic Audiovisual Film and Television Criticism,” NECSUS
European Journal of Media Studies 5, no. 2 (2016), accessed January 14, 2025, https://necsus-ejms.org/the-
place-of-voiceover-in-audiovisual-film-and-television-criticism/.

5) Kevin B. Lee, “Elements of the Essay Film,” Vimeo, 2014, accessed January 14, 2025, https://vimeo.com/901
50897.

6) Hamid Naficy, An Accented Cinema: Exilic and Diasporic Filmmaking (Princeton: Princeton University Press,
2001).

7) On top of the discussed quality of the accent, a more detailed analysis would also take into consideration
pitch, tempo, timbre, volume etc.

8) Alexander Kiossev, “The self-colonizing metaphor;” Atlas of Transformation, 2011, accessed January 14, 2025,
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https://necsus-ejms.org/the-place-of-voiceover-in-audiovisual-film-and-television-criticism/
https://vimeo.com/90150897
https://vimeo.com/90150897
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who through her own discursive practices situates herself as inferior in relation to the
Western subject. My project has shown that the accented language does not necessarily
have to stand in a comparative-hierarchical relation to non-accented-ness. Rather, it can
express a set of experiences accessible only for the accented subject.
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Abstract

In the 1960s and 1970s, film studies scholarship linked to psychoanalysis and Marxism attempted,
under the umbrella of apparatus theory, to examine the ways in which cinema reproduces capitalist
power and ideologically affects the perceiving subject. Rather than analyzing the narrative configu-
rations of films, its proponents focused on the hidden effects of the cinematic apparatus itself, and
the ways in which it inscribes itself imperceptibly into the unconscious of viewers and interpellates
them. Building on the insights of apparatus theory, this text asks how the analytical inputs of this
thinking and its theory of the constitution of the subject can be applied today — after the transfor-
mation of the cinematic media regime into a post-cinematic one. By focusing on media dispositifs
and the ways in which they manipulate the user, the text shows how the post-cinematic apparatus
(defined primarily by the asignifying processes of algorithmic systems) affects the perceiving sub-
ject. In the same way that apparatus theory considered the interpellation of the fixed subject (which
would later become part of capitalist labor relations to produce value) as the main mechanism of
ideology, the subject of post-cinema is, through the modulation of desires, attached to dispersive
media platforms where he or she actively generates value in the form of data. The text will therefore
argue that, despite the significant structural transformations of media environments, the process of
subjectivation described by the apparatus theory is still a relevant theoretical tool for exploring the

dynamics of the manipulatory power of contemporary media dispositifs.
Kli¢ova slova
algoritmus, apardt, dispozitiv, postkinematografie, subjekt

Keywords
algorithm, apparatus, dispositif, post-cinema, subject
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»Nepomijejicim problémem marxismu odjakziva bylo,“ cituje David N. Rodowick Colina
MacCabea v knize The Crisis of Political Modernism, ,jak podchytit ne-donucovaci pova-
hu prostiedkd, jimiz se $ifi kapitalistické vztahy.“V Jak si v§imaji jiz Marx s Engelsem
v 19. stoleti, kapitalismus reprodukuje svoji moc nejen represi, ale $ifi se taktéz zdanlivé
nenasilné a ,,pfirozené” skrze u¢inky ideologie.” (Nejen) v navaznosti na Marxe a Engelse
proto béhem 60. a 70. let 20. stoleti zacala fada filozofek, filozoft, teoretikil i teoreti¢ek
kultury, filmu, médii a dal$ich ptidruzenych disciplin zkoumat také roli kulturnich insti-
tuci pti formovani dominantni ideologie a odkryvat zptsoby, jimiz dochazi k (nerepresiv-
nimu) upeviiovani prevladajicich mocenskych a pracovnich vztaht. Kultura byla totiz
brana jako jeden z dtilezitych nastrojt, kterymi se realizuje politickd manipulace a jimiz
dochazi k nevédomému formovani lidské subjektivity. Ve filmovédném diskurzu jsou nej-
spi$ nejznaméj$im reliktem tohoto mysleni texty fadici se k aparatové teorii, ktera se od
konce 60. let zacala budovat okolo francouzskych ¢asopist Cahiers du Cinéma, Positif &i
Cinéthique a pak nasledné i na strandch anglicky pisicich Film Quarterly, Film Reader,
Quarterly Review of Film Studies, Screen a dalsich. Klicovym pro dané sméry bylo analy-
zovat mechanismy, jimiz ,,ideologické aparaty a mocenské dispozitivy piisobi na divaky
a divacky, a odhalovat, jak jsou tyto manipulativni procesy podminény filmovou instituci.

I pfes urcitou ztratu kredibility, kterou aparatova teorie kviili svym ahistorickym a pfi-
1i$ univerzalistickym stanoviskiim zaznamenala,” 1ze s odstupem tvrdit, Ze nékteré z jejich
podnétt ztistavaji doposud relevantnimi, a je proto stale pfinosné se v navaznosti ptat, jak
se proménuji (post)kinematografické dispozitivy a formy subjektivizace ve 21. stoleti, kdy
film prochézi natolik zdsadnimi proménami, Ze nékteti dokonce hovofi o jeho smrti.® Jak
totiz uvadi filmovédci Shane Denson a Julia Leyda v tivodu sborniku Post-Cinema: Theo-
rizing 21st-Century Film, o novych médiich je tfeba pfemyslet ,,nikoliv jen ve smyslu jejich
novosti, ale také ve smyslu jejich trvajici, nepravidelné a neur¢ité historické tranzice®>

I kdyz Denson a Leyda navazuji ve svém pojeti postkinematografickych dispozitivi
primarné na fenomenologicky ¢i deleuzovsky orientované myslenkové tradice,” jez — jak
i déle uvidime — s apardtovou teorii v mnohém nesouhlasi, jejich vyzva k hledani konti-

1) Colin MacCabe, ,,Class of ’68: Elements of an Intellectual Autobiography 1967-81% in David N. Rodowick,
The Crisis of Political Modernism: Criticism and Ideology in Contemporary Film Theory (Berkeley — Los An-
geles — London: University of California Press, 1994), 5.

2) Friedrich Engels - Karl Marx, Némeckd ideologie: 1, Feuerbach, protiklad materialistického a idealistického
nazirdni, prel. Pavel Levit (Praha: Nakladatelstvi Svoboda, 1952).

3) Viznaptiklad James Spellerberg, ,,Technology and Ideology in the Cinema*, Quarterly Review of Film Studies 3,
¢. 2 (1977), 288-301; Rodowick, The Crisis of Political Modernism; Steven Shaviro, The Cinematic Body
(Minneapolis - London: University of Minnesota Press, 1993).

4) Viz Godfrey Cheshire, ,Part Two of The Death of Film/ The Decay of Cinema“, New York Press, 11. 8. 1999,
cit. 12. 11. 2024, https://www.nypress.com/news/part-two-of-the-death-of-filmthe-decay-of-cinema-JVNP
1019990811308119930 nebo David N. Rodowick, The Virtual Life of Film (Cambridge - London: Harvard
University Press, 2007).

5) Shane Denson - Julia Leyda, eds., Post-Cinema: Theorizing 21st-Century Film (Falmer: REFRAME Books,
2016), 2.

6) Tyto tradice v medidlné-teoretickém a filmovédném kontextu dale po svém reprezentuji naptiklad Mark
B. Hansen, Steven Shaviro ¢i znovu David N. Rodowick. Viz Mark B. Hansen, ,, Algorithmic Sensibility: Re-
flections on the Post-Perceptual Image*, in Denson - Leyda, Post-Cinema; Steven Shaviro, Post-Cinematic
Affect (Winchester: Zero Books, 2009); David N. Rodowick, What Philosophy Wants from Images (Chicago:
University of Chicago Press, 2017).
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nuit a moznych (byt nepravidelnych) vztahti mezi rozdilnymi kinematografickymi rezimy
miize slouzZit jako podnét pro nachdzeni nesamoztejmych paralel i mezi odli$nymi teore-
tickymi pristupy k médiim. Skrze marxistickou a psychoanalytickou analyzu, spojenou
s formalistickou teorii, totiz aparatova teorie poskytla funk¢ni model medidlni interpela-
ce subjektu, jez v mnohém pretrvava i v ramci algoritmicky fizenych dispozitivii postki-
nematografie. Nékteré otdzky polozené v ramci vznétlivych diskuzi 60. a 70. let jsou tak
nadéle aktudlni, jakkoli na né dost mozna najdeme jinou odpovéd, nez si samotni tazajici
predstavovali.

Ideologicky (filmovy) aparat

K postizeni aparatové teorie a jeji analyzy politickych G¢inkd kinematografie na formova-
ni subjektu je nejdfive nutné se zastavit u toho, jak chapal ideologické tcinky na jednot-
livce francouzsky filozof Louis Althusser. Pravé jeho myslenky se totiz zacaly v ovzdusi
protestil Sedesatého osmého roku proplétat s filmovou teorii a poskytly ji fadu koncep-
¢nich nastroju, s jejichz pomoci bylo mozné odhalovat vazby mezi filmem a politikou.
Althusser ve slavné eseji ,,Ideologie a ideologické statni aparaty definuje ideologii jako
»reprezentaci imagindrnich vztaht individui k redlnym podminkdm jejich existence®”
Ideologie totiz podle néj neni jen iluzorni (jak tvrdi néktefi jeho marxisti¢ti predchtidci),
ale md konstitutivni funkei, ktera je neoddélitelnd jak od fungovéni spole¢nosti,® tak od
jejlho materialniho usporddani. Jeji u¢inky zabranuji subjektu vidét pravou povahu pre-
vlddajiciho systému, a naopak jej ,podrizuji“ spole¢enskym normém, hodnotdm a narati-
vim, které jsou oviem produkovény ,ideologickymi statnimi aparaty® ,Ideologie tak
nereprezentuje systém vztahd, jez vladnou existenci individui, ale imaginarni vztah téch-
to individui k redlnym vztahtm, v nichz ziji,'? piSe Althusser. Zatimco se subjekt domni-
va, ze svobodné rozhoduje o svém zivoté, je nevédomé interpelovan koédy dominantni
moci, ktera definuje jeho pozici uvnitf spole¢nosti a v ramci (nerovnomérné distribuova-
nych) pracovnich vztahd. Althusserova koncepce ideologické interpelace tak zbavuje ,,vé-
domi interiority“!V a ptibliZuje, jak na ¢lovéka zvnéjsku pusobi ¢asto nezaznamenatelné
kédy formujici jeho subjektivitu.

Neni proto ani tak prekvapivé, ze Althusser povazoval za jednoho z aktivnich $ititelti
ideologie také film. I z tohoto diivodu se jeho myslenky spole¢né s ranou lacanovskou psy-
choanalyzou staly ur¢itou ,,zdkladnou“ pro aparatovou teorii, ktera je vyuzila ke kritice
idealistickych a fenomenologickych filmovédnych pristupt (napiiklad bazinovského cha-

7) Louis Althusser, ,Ideology and Ideological State Apparatuses®, in Lenin and Philosophy and Other Essays,
prel. Ben Brewster (New York — London: Monthly Review Press, 1971), 161.

8) Petr Kuzel, ,,Ideologie, ideologické statni aparaty a konstituce subjektu v dile Louise Althussera“ (Pfednaska
prezentovand v ramci seminére Spole¢nosti pro filosofickou antropologii, Prazské kreativni centrum, Praha,
16. 10. 2018, cit. 12. 11. 2024, https://www.youtube.com/watch?v=c6adMD7lyyg). Viz také Petr Kuzel, Filo-
sofie Louise Althussera: O filosofii, kterd chtéla zménit svét (Praha: Nakladatelstvi Filosofia, 2014).

9) I pfes to, ze Althusser hovori o moci statni, fadi pod ideologické statni aparaty i soukromé spole¢nosti.

10) Althusser, ,,Jdeology and Ideological State Apparatuses, 165.

11) Kuzel, ,Ideologie, ideologické statni aparaty a konstituce subjektu v dile Louise Althussera®
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pani filmu jako otisku objektivni reality'?) a k demonstraci, Ze kinematografie je ,,neoddé-
litelnd od ideologickych pozadavku, konstelaci a kontradikei socidlniho celku®!® Filmovi
teoretici Jean-Louis Comolli a Jean Narboni v editorialu Cahiers du cinéma z roku 1969
pisi, ze film je ,konkrétnim produktem vytvorenym v systému ekonomickych vztahtu“
a »jakozto materidlni produkt systému je taktéz produktem ideologickym“'¥ Cilem da-
nych debat bylo upozornit na bezprostfedni provazanost filmu s dominantnim politickym
ztizenim a odhalit mocenské mechanismy za procesy, jimiz je film ,,produkovan, vyroben,
distribuovan a rozumén®'?

I pres skute¢nost, Ze opozi¢ni filmova teorie 60. a 70. let byla velmi riiznoroda,'® u fady
kli¢ovych textd'” mzeme vidét shodnou snahu dekonstruovat ideologické fungovani fil-
mového aparatu a jeho u¢inki na subjekt, ktery byl chapan jako centrdlni zdjem mocen-
skych operaci. Nejspi$ nejzapalenéjsi diskuze se odehravaly na strankach Cinéthique a Ca-
hiers, kde teoretici jako Jean-Pierre Oudart, Jean-Louis Baudry nebo zminovani Comolli
¢i Narboni ¢asto revidovali my$leni i svych star$ich kolegti a misto zkoumani ,,pravdivos-
ti filmu“'® se pokouseli demaskovat — za audiovizualnimi dily se skryvajici — ¢inky ki-
nematografického dispozitivu na subjekt. Jejich analyzy ukazovaly, Ze nékteré specifické
filmové postupy jako hloubka pole, narace, pohyby kamery, prace s perspektivou nebo
stfih jsou nositeli sémiotickych funkci, jejichz zdmérem je v divacich vytvaret iluzorni
zdani, Ze sleduji objektivni realitu. Pod timto preludem realismu se méla ov§em skryvat
cela technologicko-kulturni masinérie filmové instituce a jeji vazby na ideologické vyzna-
my piisobici na nevédomi subjektu. V tomto kontextu je tfeba zminit zdsadni text ,,Ideo-
logical Effects of the Basic Cinematographic Apparatus® od Jeana-Louise Baudryho, ktery
se rozborem klasického narativniho filmu pokousel odhalit, jak ma nerusené plynuti filmi
za cil odvadét pozornost od materialnich a politicky manipulativnich struktur kinemato-
grafie: ,Vznikajici vyznamové uc¢inky nezavisi pouze na obsahu obrazi, ale také na mate-
ridlnich procesech, z jejichZ nesourodych elementt je vzkii$ena — na setrvacnosti vidéni
z4visld — iluze kontinuity,“! pige Baudry.

12) Viz André Bazin, Co je to film? (Praha: Ceskoslovensky filmovy tstav, 1979).

13) Jean-Louis Comolli, ,Technique and Ideology: Camera, Perspective, Depth of Field [Parts 3 and 4] prel.
Diana Matias, in Narrative, Apparatus, Ideology: A Film Theory Reader, ed. Philip Rosen (New York: Colum-
bia University Press, 1986), 421-443.

14) Jean-Louis Comolli - Jean Narboni, ,,Cinema/Ideology/Criticism', in Movies and Methods 1, ed. Bill Nichols
(Berkeley — Los Angeles — London: University of California Press, 1976), 24.

15) Comolli - Narboni, ,,Cinema/Ideology/Criticsm", 24.

16) Jak ukazuje Rodowick, ani o aparatové teorii nelze hovorit jako o zcela jednotném sméru, coz podporovala
i skute¢nost, Ze v rtiznych redakcich panovala ¢asto vyrazné odli$na teoreticka vychodiska. Viz Rodowick,
The Crisis of Political Modernism, ix.

17) Viz napiiklad Jean-Louis Baudry, ,Ideological Effects of the Basic Cinematographic Apparatus®, Film Qua-
terly 28, ¢. 2 (1974-1975), 39-47; Comolli, ,,Technique and Ideology*; Daniel Dayan, ,The Tutor-Code of
Classical Cinema®, Film Quarterly 28, ¢. 1 (1974), 22-31; Stephen Heath, ,,On screen, in frame: Film and ide-
ology*, Quarterly Review of Film Studies 1, ¢. 3 (1976), 251-265; Jean-Pierre Oudart, ,Dossier Suture: Cine-
ma and Suture, Screen 18, ¢. 4 (1977), 35-47.

18) Jak pise i Petra Handkova, Comolliho a Narboniho prohlédseni v editoridlu Cahiers, Ze ,,jiz neni mozné se
naivné ptat, co je film lze ¢ist pfimo jako ,antibazinovské®. Petra Hanakova, ,,Filmovy divak jako dédic
renesan¢niho pozorovatele? Rozpory perspektivniho ukotveni teorie filmového pohledu’, Slovo a smysl, cit.
14. 11. 2024, http://slovoasmysl.ff.cuni.cz/node/102.

19) Baudry, ,,Ideological Effects of the Basic Cinematographic Apparatus", 42.
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Tyto vyznamy produkované ,,sesivanim“ jinak nesourodych ,konstitu¢nich diferen-
ci*“?V yytvateji v divacich nejen dojem, Ze svét na platné davd smysl, ale Ze se nachdzeji ve
stfedu déni a maji nad nim dokonce kontrolu. Shodné s althusserovskou filozofii tak apa-
ratové teorie odkryva jako jeden z hlavnich uc¢inka filmového ,,ideologického apargtu“®
pravé pocit svobody a moci subjektu (zddni, ze vytvari vyznam dila), jez ovSem vychazi
z jeho fiktivniho vztahu k redlnym podminkam (v nasem pfipadé z dojmu, Ze filmova fik-
ce je pfenosem skute¢nosti). Jak si v§imd i James Spellerberg v textu ,,Technology and Ide-
ology in Cinema ,,[z]4sadni je, Ze filmovy aparat musi byt schovan nebo potlacen, aby se
konstituce subjektu zdala jako vlastnost prirozeného svéta pfimo prendsena kinematogra-
fif, nikoliv jako efekt produkce samotného média“?* Hlavni ,ideologicky trik“ podle apa-
ratové teorie tak spociva v tom, Ze vinimajici subjekt si neni védom ucinkd, které na néj/ni
kinematograficky aparat ma — jak piSe filmovy teoretik Daniel Dayan, ,,[k]6d efektivné
zmizi, ¢imz zajisti ideologické G¢inky filmu. Kéd, ktery produkuje imaginarni, ideologic-
ky efekt, je schovan za vyznamem®? Aparat tak pfimo pusobi na nevédomi divéki a skr-
ze zakryvani skute¢nych podminek produkee (za plynulost zazitku ¢i koherenci vyznamu)
také proménuje, jak chapou realitu. Film proto neni jen ideologickym, ale také psycholo-
gickym C¢initelem, jenz pomoci systéma znaki ustanovuje spole¢enskou hegemonii a sou-
¢asné vytvari ve vnimajicim subjektu zdani jedinec¢nosti, uplnosti a kontroly: ,,Poskytuje
nam iluzi role ovlddajicich, zatimco jsme pouze ovladani,® shrnuje filmovy védec
Francesco Casetti. I proto je vedle Althussera zdsadnim teoretickym vychodiskem apara-
tové teorie pravé rana lacanovska psychoanalyza, ktera (mimo jiné) zkouma systémy sig-
nifika¢nich procest formujicich identitu subjektu a jeho pojeti sebe sama.

Slavnym ptikladem, ktery Baudry uvadi, je piisobeni filmového dispozitivu. Divak/
subjekt sedici v zatemnélém, uzavieném kinosale nehybné hledici na obraz totiz dle
Baudryho pfipomina dité ve ,,stadiu zrcadla®, jez Lacan popisuje jako okamzik, kdy se do-
posud jazykem nedot¢ené dité priblizné okolo véku $esti mésicti odtrhava od matky a za-
¢ne chapat svébytnost a integritu sebe sama skrze identifikaci se svym obrazem v zrca-
dle.®® Toto ztotoznéni ovSem neni podle Lacana nikdy zcela pravdivé, nebot dité si svij
odraz idealizuje na zdkladé vzoru dospélého a mylné se nahlizi jako ,celistvé a autonom-
ni individuum. Dle psychoanalyzy je formovani subjektu vzdy ovlivnéno vztahem k vnéj-
$im podnétim, v pfipadé Lacana k védéni a jazyku, jez ustanovuje spolecenskou roli je-
dince — ta ov§em vychdzi z fady nepresnych rozpoznani, nesourodych podnéti a falesnych
identifikaci.?” Béhem projekce se, jak tvrdi Baudry, vnimajici divak nachézi v podobném
rozpolozeni, nebot taktéZ podléha nepravdivé iluzi uplnosti a fiktivné se identifikuje s po-

20
21
22) Althusser predevsim hovofi o statnich ideologickych aparatech, ale fadi pod né i soukromé spole¢nosti.

) Oudart, ,Dossier Suture: Cinema and Suture®.
) P
)
23) Spellerberg, ,Technology and Ideology in the Cinema®, 290.
)
)
)

etra Hanakova, ,, Aparat®, Cinepur, 1. 2. 2001, cit. 14. 11. 2024, http://cinepur.cz/article.php?article=109.

24) Dayan, ,The Tutor-Code of Classical Cinema®, 30.

25) Francesco Casetti, Filmové teorie 1945-1990 (Praha: Akademie muzickych uméni v Praze, 2008), 226.

26) Jacques Lacan, ,,Stadium zrcadla jako to, co formuje funkci J4, jak ndm je odhalovana v psychoanalytické
zkusenosti®, in Imagindrno a symboli¢no: Imaginaire et symbolique (Praha: Academia, 2016), 21-35.

27) Stuart Hall, ,,Recent Developments in Theories of Language and Ideology: A Critical Note", in Culture, Me-
dia, Language: Working Papers in Cultural Studies, 1972-79, eds. Stuart Hall — Dorothy Hobson — Andrew
Lowe - Paul Willis (London: Routledge, 2003), 148.
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stavami a prezentovanou filmovou ,,skute¢nosti®. Baudry pise, Ze ,,[s]tejné tak jako zrcadlo
skladd fragmentarizované télo do imaginarni integrity osobnosti, transcendentalni ja spo-
juje nesouvislé kusy fenoménii a zitych zkusenosti do sjednocujiciho vyznamu“?® Pocit
celistvosti je ale fiktivnim ideologickym ucinkem, jez navic podle Baudryho nevychazi
pouze z divacké identifikace s naraci, ale také z pasobeni technologickych, a dokonce ar-
chitektonickych usporadani projekéni situace — tedy z materialnich podminek samotné-
ho filmového aparatu.

Zde je ovSem nutné podotknout, Ze divacka zkuSenost, jiz Baudry — ¢i obecné apara-
tova teorie — popisuje, se vyrazné lidi od prevladajicich zptisobti medialni recepce
60.a 70. let 20. stoleti. Filmovy historik John Belton proto upozoriuje na nepiehlédnutel-
nou ahistori¢nost danych pristupt a v§imd si, Ze Baudryho analyza spie popisuje pod-
minky vlastni sledovani némého filmu, nez aby reflektovala dobovou podobu média
a technologické promény, kterymi jiz tehdy prochazelo (Belton naptiklad zminuje rozsi-
feni stereo zvuku v kinech ¢i néstup televize).”” A jak si v§ima filozof a filmovy teoretik
Steven Shaviro — a jak uvidime v nasledujici kapitole —, na pfelomu milénia se kinemato-
grafie jesté vice vzdaluje modeliim zkoumanym aparatovou teorii, nebot s digitalizaci do-
chazi k ustanoveni zcela ,,odlisného medidlniho rezimu*® v némz se zptisoby recepce
i produkce pohyblivych obrazii zdsadné lisi i od téch, co dominovaly 20. stoleti. Je tak tte-
ba se ptat, zdali dnes vitbec mohou byt postiehy aparatové teorie piinosné, a pokud ano,
do jakych sfér se ve 21. stoleti presouvaji dispozitivy moci, skrze jaké aparaty je soucasna
kontrola instrumentalizovana, jaké procesy urcuji konstituci subjektu a jak jsou propoje-

vy

ny s médii ificimi pohyblivy obraz.

Postkinematografické dispozitivy kontroly

Filmové védkyné Lisa Akervall pise, Ze ,,medialni kultury dvacatého prvniho stoleti, zahr-
nujici film, televizni porfady, virdlni videa a videoinstalace, vystihuji typ zkusenosti a este-
tiky, ktery lze nejlépe charakterizovat jako postkinematograficky“*" Zatimco tradi¢ni ki-
nematograficky model — o némz hovoti aparatova teorie — stale pocital s prostorové
vymezenou projekei fixujici subjekt do nehybné pozice, postkinematograficky medidlni
rezim, akcelerovany digitalizaci, je dynamicky, vSeprostupujici a ¢lovékem zakouseny ,,uz
skrze byti a jedndni v prostoru a ¢ase“*

Jak pi$e Denson a Leyda, postkinematografickd média jsou ,digitalni, interaktivni,
prositovana, hravd, miniaturizovana, socialni, procesualni, algoritmickd, seskupena, envi-
ronmentalni nebo sbihavd“* Pfinasi proto vyrazné strukturdlni promény v materialité
i medialité kinematografie, na jejichz zakladé dokonce dosla fada teoretic¢ek a teoretiku

28
29
30
31

Baudry, ,,Ideological Effects of the Basic Cinematographic Apparatus®, 45-46.

John Belton, ,,If film is dead, what is cinema?*, Screen 55, ¢. 4 (2014), 469-470.

Shaviro, Post-Cinematic Affect, 2.

Lisa Akervall, ,,Networked Selves: Ryan Trecartin and Lizzie Fitch’s Postcinematic Aesthetics®, Screen 57, &. 1
(2016), 38.

32) Shane Denson, Discorrelated Images (Durham - London: Duke University Press, 2020), 37.

33) Denson - Leyda, Post-Cinerma, 1.
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k zévéru, ze film jiz neexistuje.’® Jak ovSem ukazuje Denson a Leyda v Gvodu vyse citova-
ného sborniku Post-Cinema, souc¢asny medialni rezim — postkinematografii — neni nut-
né chapat na zdkladé zjednodusujici polarity mezi mizejicim analogem a nastupujicim di-
gitdlem, nybrz jako ,.transformaci, jez stfidavé zavrhuje, napodobuje, prodluzuje, oplakava
nebo vzyva kinematografii“*® Film tak ,neumird’ ale ,relokuje se“*® do $ir$ich mediél-
nich rdmct, v nichz se misi s dal$imi formaty, technologiemi ¢i infrastrukturami a stava se
nedilnou soucasti kazdodenni audiovizudlni zkusenosti.

Tyto transformace jsou pochopitelné soucasti vétsich procest. Jak zminuje v navaz-
nosti na filozofa Gilberta Simondona napriklad medialni teoretik Erich Horl, ve 21. stole-
ti se technologie — a s nimi i medialni primysl — stavaji ,,dfive nemyslitelnym milieu
véeho byti“*” a rozli¢nymi zpusoby se propisuji do vech vrstev zkuSenosti. A jak také po-
dotykd Horl, ,,environmentalizace**® médii pfinasi i zcela nové dimenze governmentality,
v nichz se moc presouva do ,vice zakofenéné, vice intenzivni formy subjektivizace a indi-
viduace“* Zd4 se, ze jeden z prvnich, kdo zaznamenal tyto promény, byl filozof Gilles De-
leuze, ktery si v textech z pfelomu 80. a 90. let*” v§ima vyraznych promén spolecenské go-
vernmentality a zpisobd, jimiz moc plsobi na jednotlivce. Zatimco byly drivéjsi
disciplinarni spole¢nosti (o nichz hovofil Foucault), vlastni 18. az 20. stoleti, zaloZeny na
presunech mezi uzavienymi prosttedimi — $kolami, nemocnicemi, tovarnami, vézenimi
nebo rodinou — ,,dnes“ dle Deleuze dochdzi k ¢aste¢nému rozpusténi diskurzivni moci
téchto rigidnich instituci. Disciplina¢ni praktiky vlastni uzavienym prosttedim totiz dopl-
nily mnohem subtilnéjsi formy vladnuti, které stoji na ,,okamzitych, ale neustalych upra-
vach“*V Jak sdm piSe, ,,[v]e spole¢nostech discipliny se ¢lovék nezastavoval, aby znovu za-
¢inal (ze Skoly do kasaren, z kasaren do tovarny), zatimco ve spole¢nostech kontroly nikdy
s ni¢im nekondi, podnik, formovani, sluzba jsou metastabilni a koexistujici stavy jedné
a té samé modulace“*? Zikonitosti spole¢nosti kontroly tak jiz nevychdzi jen z mocenské-
ho ohrani¢ovani moznosti, ale naopak spo¢ivaji v kontrolované otevienosti a dostupnosti

34) Paolo Cherchi Usai, The Death of Cinema: History, Cultural Memory, and the Digital Dark Age (London: Bri-
tish Film Institute, 2001) nebo Rodowick, The Virtual Life of Film.

35) Denson - Leyda, Post-Cinema, 2.

36) Francesco Casetti, The Lumiére Galaxy: Seven Key Words for the Cinema to Come (New York: Columbia Uni-
versity Press, 2015), 17.

37) Erich Horl, ,General Ecology®, in Posthuman Glossary, eds. Rosi Braidotti — Maria Hlavajova (London -
New York: Bloomsbury, 2018), 173.

38) Erich Horl, ,The Environmentalitarian Situation: Reflections on the Becoming-Environmental of Thinking,
Power, and Capital®, Cultural Politics 14, ¢. 2 (2018), 153-173.

39) Tamtéz, 159.

40) Gilles Deleuze — Antonio Negri, ,,Control and Becoming®, in Gilles Deleuze, Negotiations, ptel. Martin Jou-
ghin (New York: Columbia University Press, 1995), 169-176; Gilles Deleuze, Foucault (Praha: Herrmann &
Synové, 1996); Gilles Deleuze, ,Having an Idea in Cinema (On the Cinema of Straub-Huillet)®, ptel. Eleanor
Kaufman, in Deleuze and Guattari: New Mappings in Politics, Philosophy, and Culture, eds. Eleanor Kaufman -
Kevin Jon Heller (Minneapolis: University of Minnesota Press, 1998), 14-19; Gilles Deleuze, ,,Postskriptum
ke spole¢nostem kontroly*, cit. 20. 2. 2025, http://fysis.cz/filosofiecz/texty/jarda/deleuze. htm. ,,Postskrip-
tum" taktéZ vyslo knizné ve slovenském prekladu v ramci Gilles Deleuze, Rokovania: 1972-1990, ptel. Miro-
slav Marcelli (Bratislava: Archa, 1998).

41) Frida Beckman, ed., Control Culture: Foucault and Deleuze After Discipline (Edinburgh: Edinburgh Univer-
sity Press, 2018), 4.

42) Deleuze, ,Postskriptum ke spole¢nostem kontroly*
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— moc tak prekracuje pevné hranice, je flexibilni, distribuovana, proménnd, modulativni
a prostupna.

Deleuze k vystizeni téchto mechanism pouziva priklad dalnice, jez svym uzivateltiim
umoziuji ur¢itou formu svobody a zdéni volného pohybu, zatimco jejich linie jsou vzdy
predem vyty¢ené a téméf neustdle monitorované.* Jesté vice nez dlnicim je ale charak-
ter dnesni kontroly bliz$i dynamickym procestim digitalnich infrastruktur, jez poskytuji
drive neviditelné moznosti interakci a voleb, ale ve stejny okamzik také prostor pro dohled
a manipulaci. To ostatné naznacuje i sam Deleuze, kdy?z piSe, Ze pravé pocitace jsou domi-
nantnimi nositeli a producenty novych forem moci.*” Shaviro ve své neddvné knize The
Rhythm Image (z¢asti navazujici pravé na Deleuzovo mysleni) shodné podotykd, ze logika
spole¢nosti kontroly se stala digitdlni — ,,prositovanou, horizontélni, ,disperzivni“.*”

Kdyz se znovu vratime k pojeti (kinematografické) moci aparatovou teorii, vS§imneme
si, Ze dané chépani odkazuje spi$e k mechanismtim ,,Foucaultovych® disciplindrnich rezi-
mu. Stejné jako byla disciplinaci vlastni neprostupnost instituci, tak i Baudry popisuje
kino jako uzavieny celek, v némz je dle néj divak doslova uvéznény a vydany napospas pii-
soben{ aparatu.’® Uz u Baudryho ov§em nalezneme mezi aparatem a dispozitivem rozdil,
a zatimco prvni zminény lze popsat jako jakysi , kinematograficky hardware“” — mate-
ridlni usporddani projekce (zahrnujic prostory kina, projekéni zafizeni atd.), dispozitiv
oznacduje (i v ndvaznosti na Foucaulta, ktery predstavuje dany pojem v Déjindch sexuali-
ty*) spiSe konceptudlni a nemateridlni usporadani, které umistuje recipujici subjekt do
urcité pozice a interpeluje jej ve vztahu k moci. Jak si v§imd kulturni teoreticka Olga Bry-
ukhovetska, ideologie je produkovéna jak aparatem, tak dispozitivem, ale ,,imagindrni
stav, jenz vychdzi z mocenského ptisobeni, je ,zakusitelny“ pouze skrze ucinky dispoziti-
vu, jenz je ,heterogennim mechanismem ,zachycujicim’ a ,transformujicim’ Zivé bytosti
do subjektti* Jak jsme vidéli vySe, Baudrym popisovany divacky model byl jiz ve své
dobé prezitkem, i presto jim naznacend imaterialni dimenze dispozitivu, jez vychazi
z konceptudlniho usporadani mocenskych uc¢inkil, umoznuje i dnes termin neredukovat
na uzavfené prostory kinosélu, ale chapat jej v §ifi piisobeni celé (postkinematografické)
instituce napfic casem.

Jak uvadi Lisa Akervall, v rdmci postkinematografie dochazi k presunu medialni re-
cepce do prostredi digitalnich platforem, jez ztélesnuji ,,jiny mod sledovani — divaci se
¢asto pohybuji mezi nékolika roztrou$enymi obrazovkami, jsou singuldrni a mobilni“*?
Recepce tak jiz neni centralizovana (a uzavfena), ale fragmentarné prechazi mezi obsa-
hem spravovanym diverznimi korporatnimi rozhranimi, jejichz podobu fidi automatizo-
vané procesy algoritm. I proto je tfeba hovotit o koexistenci vice dispozitivii (oproti jed-
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44) Deleuze, ,,Postskriptum ke spole¢nostem kontroly*.

45) Steven Shaviro, The Rhythm Image, Music Videos and New Audiovisual Forms (London - New York: Blooms-
bury, 2022), 16.

46) Baudry, ,Ideological Effects of the Basic Cinematographic Apparatus", 44.

47) Olga Bryukhovetska, ,,,Dispositif Theory: Returning to the Movie Theater, ART iT, 8. 10. 2010, cit. 4. 11.
2024, https://www.art-it.asia/en/u/admin_ed_columns_e/apskocmpv5zwojrgnvxf/.

48) Michel Foucault, Déjiny sexuality I: Viile k védéni (Praha: Herrmann & synové, 1999).

49) Bryukhovetska, ,,,Dispositif Theory*.

50) Akervall, ,Networked selves 38.
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notnému kinematografickému), nebot postkinematografickd média pisobi na kazdy
subjekt individualné, jsou ztfizovana soubéziné vice institucemi i technologiemi a jsou ne-
ohranicené rozprostfena do neustale nastavajicich a ménicich se recep¢nich situaci. Z to-
hoto diivodu také neni mozné, aby byla moc instrumentalizovana ,,pouze” skrze ideolo-
gické pusobeni jednoho audiovizualniho produktu, nebot mnozstvi dostupného obsahu je
prakticky ,,nekone¢né*", a tudiz jej ani nelze centralizovat a homogenizovat. Matthew
Flisfeder v knize Algorithmic Desire proto pise: ,,platformy ukazuji, Ze ideologie nasi doby
se nenachazi na trovni jejich ptimého ideologického obsahu — ¢i specifické ideologie —
ale na urovni jejich formy“* Zatimco obsah na socidlnich sitich, streamovacich platfor-
mach a u dalsich digitalnich dodavateld je téméf neomezeny a neregulovany, mocenské
ucinky se presouvaji do samotnych struktur, jimiz je zkuSenost fizend a jimiz produkuje
presvédceni, ze uzivatel ma kontrolu nad vlastni konzumpci. Vyzkumnice a doktorka prav
Antoinette Rouvroy a filozof Thomas Berns proto tvrdi, Ze ,,zdanlivé ne-selektivni zptusob,
kterym se sbirdni dat a algoritmické profilovani vztahuji ke svétu, vytvari dojem, Ze [algo-
ritmy] berou v potaz celistvost kazdé reality, i jeji nejvice trivialni a nedulezité aspekty,
a hodnoti cely svét podle stejnych standardd [...]. Cilem jiz neni vynechat néco, co neza-
pada do praméru, ale [...] zajistit, Ze vSichni jsou skute¢né sami sebou.“*® Pravé v této az
demokratické ,,a-normativité“*? algoritmickych systémd, jez strukturuji obsah na zakladé
empiricky nasbiranych dat, vznika zdani, Ze se uzivatelé ptiblizuji sami sobé, svému auten-
tickému a ,,objektivnimu® ja. Na miru vytvorend domadci stranka Netflixu ¢i Amazonu dle
medialni teoreticky Ganaele Langlois buduje pocit, Ze jsme ,jedine¢nymi jedinci®, jejichz
skute¢nd identita je platformou ,,rozpoznédna“ a ,ocenéna“*> Proto ani neni pfekvapivé, ze
v roce 2016, kdyz Netflix rozsifil svoje streamovaci sluzby do 190 zemi, spoluzakladatel
spole¢nosti Reed Hastings pronesl, Ze ,,s pomoci internetu® davaji ,,moc do rukou spotte-
bitelq

Podle predstavitele aparatové teorie Jean-Pierra Oudarta spocival ideologicky u¢inek
filmu ve ,v$ivani“ divakd do filmové fikce skrze zdanlivou hladkost formalnich postupi,
primarné zabéri (a protizabért) kamery.*” Ty za ucelenymi vyznamy a plynulym stylem
skryvaly kontradikce, mezery a nesrovnalosti, jez ve skute¢nosti umoznovaly fungovani
samotného apardtu, ktery se takto mohl nepozorované propisovat do subjektivizace diva-
kii. Pokud tak pro aparatovou teorii spo¢ival u¢inek kinematografie v manipulaci subjek-
tu skryvanim filmové materiality a technologickych procest, jez umoziuji projekéni si-
tuaci, vidime, Ze na téchto principech funguji i soucasné digitalni platformy. Algoritmické

51) Dominic Pettman, Infinite Distraction: Paying Attention to Social Media (Malden: Polity, 2016).
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systémy totiZ procesovanim nezmérného mnozstvi dat uzptisobuji podobu ,,plochy* na-
$im individudlnim (kognitivnim) moZnostem a skrze personalizaci nabizi ,,smysluplné“®
vysledky hledani. Slouzi tak jako urcity mediator mezi nesrozumitelnymi velkymi daty
a uzivatelskym rozhranim, jez nabizi personalizované informace ¢i obsahy. Digitalni zku-
$enost je proto stale vice podminéna témito tfidicimi operacemi technologii, jez uhlazuji
diskrepance mezi ,,procesy softwaru a kulturnimi reprezentacemi“* Jak popisuje medidl-
ni teoretik Ed Finn v knize What Algorithms Want, zimérem softwaru je zaplnit mezeru
existujici mezi témito sférami a hladce provazat ,komputa¢ni a kulturni konstrukce reali-
ty, jez kulturni stroje tvori i ovliviiuji za ucelem dosaZeni svych proceduralnich cila“*”
Misto realné povahy technologického aparatu se tak uZivatelé setkdvaji az s algoritmy me-
diovanymi (a manipulovanymi) rozhranimi, jez ov§em neumoznuji nahlédnou pravou
skute¢nost vztaht, které strukturuji zkusenost.

Jak déle ukazuje Finn, algoritmické , kurdtorovdni“®) interakce s rozhranim zdaleka
neni objektivni nebo neutralni (jak dodavatelé ¢asto tvrdi®?), nebot algoritmické operace
obsahuji celou fadu skrytych zamért — jak zfizovatelii platforem, tak vyvojart, ktefi je
napsali.®¥ Toho si v8ima i Flisfeder, ktery piSe, ze ,[n]ez mize byt algoritmus navrzen,
musi programétoti nejprve definovat jeho realitu [...], coz délaji tak, Ze se opiraji o ramce
znalosti, k nimz maji pfistup v zavislosti na svém relativnim (tfidnim) postaveni ve spo-
le¢nosti“* Zékony, jez definuji procesualitu algoritmi, tudiZ ani nemohou byt zcela neza-
ujaté, jelikoz vzdy odrazeji kulturu, systémy hodnot a pozici jejich tviircti. Navic, pokud se
podivame napriklad na Cinematch, algoritmus Netflixu, uvidime, Ze mimo personalizova-
ny obsah nam rozhrani taktéz zamérné podsouvd agendu a marketingové zajmy samotné
spolec¢nosti. Jak piSe filmova teoreticka Neta Alexander, ,Netflix si vyhrazuje pravo upra-
vovat sviij algoritmus tak, aby propagoval sviij ptivodni obsah, aniz by o tom informoval
zdkazniky“*) Domovska strdnka, kterou Netflix ,,prodava“ jako jedine¢nou pro kazdého
uzivatele, tak nabizi nejen personalizované tipy vypocitané na zakladé ,autentickych® tu-
zeb, ale sofistikované mezi né vnasii svd vlastni doporuceni a preference. Pokud tak méla
dle aparatové teorie kinematografie vytvaret zdani, Ze sledujeme objektivni realitu, postki-
nematografickd rozhrani v nds maji vyvolat dojem, Ze se pfed ndmi otevira skute¢nost, jez
neni jen pravdivym odrazem svéta, ale nds samotnych. Jak pi$e Baudry, ,realita napodo-
bovana kinematografii je tak pfedné realitou ,ja‘ (self).*® V obou piipadech je ovsem vy-
sledkem stejna situace: zatimco mame pocit, Ze jsme jedine¢nymi strujci situace, netrans-
parentni procesy platforem nds stavi do pozice ovladanych.®”)
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Je ovSem dutilezité vyhnout se tendenci absolutizovat silu ideologie a jejiho piisobeni na
subjekt.®® To je ostatné vyrazny koncep¢ni nedostatek Baudryho a dalsich, jejichz teorie
tthnou k hegemonizaci G¢inkdi moci a popisuji divaky jako pasivni recipienty, jiz nehybné
a nekriticky konzumuji promitany obsah a nechavaji se jim manipulovat. To problemati-
zuje napriklad teoretik kulturalnich studii Stuart Hall, jenZ ve své diskurzivni analyze me-
dialni cirkulace prokazuje, Ze riizni recipienti dek6duji obsah odli$né, na zakladé jejich si-
tuovanosti ve vztahu k pfijimanym informacim.® Hall velmi pfesné vystihuje, jak jsou
pozice subjektt i u¢inky kodi proménlivé, coz také znamend, Ze ani dopad ideologické in-
terpelace nemusi viibec nasledovat mocenské zaméry ,vysilajicich®. Nabizi se tak otdzka,
proc¢ se vitbec navracet k teoretickym ramctim, které jiz v dobé svého vzniku nedostatec-
né pokryvaly komplexitu subjektivity recipienti i vyvoj samotného média.

Je to pravé (nebo dokonce az) dnes, kdy se téma absolutizace médii stava aktudlnim.
Zatimco subjekt 20. stoleti totizZ mohl televizi vypnout ¢i odejit z kina, postkinematogra-
fickd média tuto moznost nenabizeji. Bez definovanych hranic prostupuji kazdodenni
zkudenosti a jsou tak, abychom ptipomnéli Ericha Hérla, ,,milieu véeho byti“’® Co proto
v ramci soucasnych mocenskych dispozitivii sledujeme, je bezprecedentni roz$ifeni me-
didlniho ptisobeni (az do environmentalnich dimenzi), jez dévé subjektu pouze malou
$anci uniku. Jak ukazuje medidlni teoreticka Taina Bucher, ani smazani uZivatelskych
uctd, odhlaseni ¢i odchod z internetu nezarucuje ne-participaci, jelikoz i neaktivita prina-
§i algoritmtim cenna data, skrze néz mohou trénovat své kalkulace a zdokonalovat budou-
ci doporuéeni.”? Pasivita tak uZivatele nevyjme z v§udypfitomnych medidlnich vztahi. Ve
stejny okamzik vidime, Ze aktivita subjektu také automaticky nepfinasi vysi miru rezisten-
ce viici rozprostfenym mocenskym vliviim. Teoretik Daniel Chamberlain si v$§ima, Ze me-
dialni ideologii je dnes tfeba hledat pravé v aktivni uzivatelské participaci, jelikoz platfor-
my ,,zmocnuji [uZivatele] pocitem, Ze je soucdsti triku, jednim z dilt systému®, zatimco
»hyper-komodifikuji“’? jeho jedndni a reakce. Pocit svobody je tak podle Chamberlaina
pouze iluzorni, jelikoz ,,medidlni rozhrani sbiraji informace o zajmech a tuzbach uzivate-
le a na jejich zdkladé upravuji divackou zkusenost“’> Podobné pise i medidlni teoreticka
Tara McPherson, Ze ,,[v]olby, personalizace a transformace [...] vystupniované jako na-
vnady na zazitky, umocnéné zddnim mobility a vyhleddvani® jsou stéle soucasti ,,neo-for-
distickych zpétnovazebnych smycek/? v jejichz ramci se konzumenti soucasné stévaji
producenty ,,imateridlnich zdroji“’® v podobé dat a informaci. Algoritmy nabizejici obsa-
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hy totiz ve stejny okamzik schranuji, srovnavaji a kategorizuji aktivity uzivatelt a na jejich
zakladé vyhodnocuji, jak je lze vyuzit ke komerénim uceltim. Aby tak platforma mohla
zhodnotit tyto ,,cenné komodity“,’® musi nachazet zpiisoby, jimiz lze podnitit uzivatelské
interakce a ziskat jejich pozornost. Aktivita jednotlivce jiz proto neni v opozici viici pasiv-
ni konzumpci, jelikoz i béhem odpocinku je uzivatel produktivni a, jak uvadi Langlois,
nevédomky vykonava préci.”” Flisfeder si v8§ima, Ze pravé zde je Althusserova teorie ideo-
logickych statnich aparatti — v niz se moc reprodukuje skrze exploatovanou praci a ideolo-
gickou interpelaci — aplikovatelna taktéz na svét algoritmickych médii.”® Zatimco oviem
pro Althussera instituce (pfipadné film) $ifily ideologii za tcelem fixace subjektu v ramci
kapitalistickych (pracovnich i konzumnich) vztahii, uvnitf ,,a-normativnich® a otevte-
nych postkinematografickych dispozitivi se subjekt stava producentem jiz v okamziku re-
cepce. Uzivatelé jsou tak manipulovani béhem sledovani obsahu a soubéiné ,vepsani do
produktivni asamblaZe jejich vlastni participaci na produkci’ V ramci volného pohybu
v digitalnim prostredi se tak stavaji soucasti pracovniho kolobéhu generujiciho zisk plat-
formam.

Stejné jako podle Comolliho a Narboniho film odrazel (i reprodukoval) dominantni
ekonomické a ideologické vztahy ve spole¢nosti, i algoritmicka média spravujici postkine-
matografickou recepci odrazeji (i akceleruji) logiku soucasné kontroly. Vyzva aparatové
teorie zkoumat mocenské struktury nachdzejici se v samotnych technologickych uspora-
déanich kinematografie nam mtiZe i dnes pomoci odhalovat, jaké formy politické manipu-
lace se skryvaji za uzivatelskou ,,moci“ a ,,smysluplnosti“ individualizovanych postkine-
matografickych rozhrani. Jak bylo ukdzdno vyse, Oudarttv strukturalismem ovlivnény
model ,v$ivani“ — i kdyz se ptivodné tykal filmové formy — mize doposud slouzit k po-
chopeni mocenskych medidlnich machinaci, nebot v rdmci usporadani uzivatelskych roz-
hrani, které zamérné upozaduji operace tfidicich algoritmt a proménuji je ve srozumitel-
né ,kulturni reprezentace®, se za plynulosti a dostupnosti obsahu stale odehréavaji procesy
»fixace® subjektu ve vztahu k platformam. I personalizace a decentralizovany pohyb v di-
gitalnich prostfedich taktéz poukazuji zpét na myslenky aparatové teorie: Stejné tak jako
byl divak kinematografie béhem zabavy nevédomky interpelovan (aby mimo jiné ztstal
soucasti pracovnich vztahil), uzivatel algoritmickych platforem se béhem v§udypritomné
medialni konzumpce stava pracovnikem produkujicim data, jez jsou nasledné zuzitkova-
na platformami. Subjekty obou medidlnich rezimi tak nabyvaji fiktivni dojem vlastni svo-
body a kontroly nad situaci, v niZ jsou ovSem soucasti umélych usporadani a vsudypti-
tomnych mocenskych dispozitivii zasahujicich jak jejich chapani svéta, tak sebe sama.
A pravé na zpusoby, jimiz postkinematografickd média ovliviiuji formovani psychologie
uzivatelt a jejich subjektivizaci, se vice zaméfi nasledujici kapitola.
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Mezi vyznamy a absenci: Postkinematograficky subjekt

To, Ze média pisobi na psychologii divaki, védéla filmova teorie jiz pfed udalostmi kvét-
na 1968,* oviem diky propojeni lacanovské (a freudidnské) psychoanalyzy a marxistické
teorie se aparatové teorii podafilo blize nahlédnout ideologické ucinky filmu a zptsoby,
kterymi se vpisuji do nevédomi divéki. Jak podotyka Stuart Hall, na svoji dobu se tak jed-
nalo o velice ambicidzni projekt, jenz se nesnazil o nic mensiho nez o podchyceni toho,
»jak se biologi¢ti jedinci stavaji socidlnimi subjekty, a jak jsou tyto subjekty fixovany v po-
zicich védéni ve vztahu k jazyku a reprezentaci, a jak jsou interpelovany ve specifickych
ideologickych diskurzech“*" Kvtili ptilisnému diirazu na ptsobeni jazykovych formaci pfi
konstituci subjektu byly ovSem dané pristupy jiz ve svych zacatcich zna¢né kritizovany
(mj. i zminénym Stuartem Hallem®). I pfes to, Ze apardtova teorie ptivadéla pozornost
k materidlnim konfiguracim kinematografie a jejich nevédomym u¢inktim, dle mnohych
spocivala jeji slabina v tom, Ze po vzoru Lacana tyto procesy nasledné interpretovala jako
koédy a vyznamy. Jak shrnuje filozof a sociolog Maurizio Lazzarato, pro psychoanalyzu se
»subjekt stavd efektem jazyka a jazyk zdrojem subjektu®, jehoz ,nevédomi je strukturova-
no jako jazyk“® To odrdzi i tvrzeni ,aparatového teoretika“ Stephena Heatha, dle néjz dé-
jiny filmu nelze ¢ist ,,jako pfimé reflexe ideologickych reprezentaci, ani jako prostou auto-
nomii ideality forem, ale jako historii produkce vyznamii osvojenych a ustanovenych
kinematografii“**

Jak si ve stejné dobé vsiml byvaly Lacantv student, psycholog a filozof Félix Guattari,
formovani subjektivity se neodehravd pouze pisobenim lingvistickych kodu, ale uvnitf
medialnich prostfedi maji na clovéka vliv i jazykem nepodchytitelné procesy technologic-
kych aparatd, jejichz operace se viibec nemusi fidit kulturné (nebo ¢lovékem) ustanoveny-
mi vyznamy.*¥ Zdmérem Guattariho kritiky Lacana bylo ukdzat, Ze mimo kédy, které si-
tuuji subjekty do ur¢itych spole¢enskych roli, existuji dalsi roviny, jez spojuji individuum
s non-verbalnimi procesy strojit. Tyto vazby se jiz neorganizuji pomoci vyznami nebo
chapani (byt nevédomého), ale funguji ,skrze desubjektivizaci vyvolanou mobilizaci
funkciondlni a operativni, ne-reprezentativni a asignifikantni [...] sémiotiky“* Mimo
signifikaci podilejici se na ,socialnim podrizeni® a interpelaci subjektu, o nichz hovoti na-
ptiklad Althusser, Baudry ¢i Lacan, existuji podle Guattariho i ,,pfed-individudlni, pred-
-kognitivni a pfed-verbalni komponenty subjektivity,*” které jsou vysledkem komplex-
nich vztaht produkovanych technologiemi. Ty jiz neovliviiuji ¢lovéka jen jazykové, ale

80) Pripomenme napiiklad obligatni Hugo Miinsterberg, The Film: A Psychological Study (Mineola — New York:
Dover Publications, 2004).

81) Hall, ,,Recent Developments in Theories of Language and Ideology*, 149.

82) Tamtéz.

83) Maurizio Lazzarato, Signs and Machines: Capitalism and the Production of Subjectivity, piel. Joshua David
Jordan (Los Angeles: Semiotext(e), 2014), 58-59.

84) Heath, ,,On screen, in frame*, 255.

85) Félix Guattari, Chaosmosis: An Ethico-Aesthetic Paradigm, ptel. Paul Bains a Julian Pefanis (Bloomington -
Indianapolis: Indiana University Press, 1995).

86) Lazzarato, Signs and Machines, 25.

87) Maurizio Lazzarato, ,The Machine®, pfel. Mary O’Neill, Traversal, 2010, cit. 11. 11. 2024, https://transversal.
at/transversal/1106/lazzarato/en.
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podle Guattariho (a nasledné i Deleuze) si jej ,podmanuji“ i na molekularni roviné. ,,So-
cidlni podtizeni pojima individua a stroje jako zcela sobésta¢né entity (subjekt a objekt)
a ustanovuje mezi nimi nepfekonatelné hranice. Oproti tomu strojové zotroceni povazuje
individua a stroje jako oteviené multiplicity,®® shrnuje Lazzarato. Strojové zotroceni se
proto odehravd mimo definované kontury individuality — ¢lovék se zde nachdzi na jedné
roviné spole¢né s ne-lidskymi aparaty, jez na néj pusobi afektivné a mimo jazyk. Jak pise
znovu Lazzarato, u¢inky stroju se tak ptimo otiskuji do fungovani tél: ,,Podmanuji si lid-
ské bytosti ,zevniti"“*)

Jak bylo zminéno vyse, postkinematografickd média jsou primarné fizena algoritmic-
kymi systémy, které vyuzivaji uzivatelska data ke komer¢nim ucelim. V pfipadé soucas-
nych médif a technologii je proto Guattariho analyza velmi pfinosna, jelikoz algoritmické
systémy pro instrumentalizaci dat ¢asto ani nepotfebuji ucelené subjektivni postoje uziva-
teld, ale spise sbiraji fragmenty jejich rozmanitych reakci a na zakladé personalizace zpét-
né aktivuji nadindividudlni afekty a impulzy (vedouci k ndkupu zbozi ¢i konzumpci obsa-
hu). Antoinette Rouvroy proto podotykd, ze dnes$ni automatizovana média ,obchdzeji
védomi [...] a operuji na urovni upozornéni a reflex“*® Rozhodnuti subjektu tak nemu-
si jiz viibec odpovidat jeho imagindrnimu pojeti sebe sama, ale, jak ukazuje Rouvroy,
miize byt zcela nevédomé, reaktivni a ,bezobsazné®. Podle Densona tak postkinematogra-
fické dispozitivy funguji tak, ,,ze metabolizuji vztahy mezi subjektem a objektem a trans-
formuji je a znovu-vytvari“ a ,,umistuji nds a nase afektivni stroje do novych vztaht k sobé
samym a soucasné i do $ir$ich vznikajicich tokd bitd, tél a dal$ich materialnich jednotek
vymény*“*Y Deleuze proto pie, ze se individua stavaji dividui,®® ,,¢astmi sebe, afekti, tu-
zeb, jez jsou kontrolovany jako samply a data“*® Dividuum se od singuldrniho subjektu
1isi tim, Ze je niterné provazano s afektivnimi a asignifikantnimi toky rozprostfenych digi-
talnich infrastruktur: ,Nestoji tak v opozici ke strojim, ani neni uzivatelem externich ob-
jektty; dividuum je se stroji soubézné. Spole¢né konstituuji ,lidsko-strojovy* aparat, ve kte-
rém jsou lidé a stroje jen opakujicimi se a nahraditelnymi ¢astmi produkce, komunikace
a konzumace.“*

Pokud tedy pro aparatovou teorii bylo hlavnim u¢inkem ideologie formovani subjek-
tl, postkinematografickd média zasahuji jesté hlubsi vrstvy existence uzivatele, nez je (ne)
védomi, a podmaniuji si jejich ,,dividualni® reflexy, impulzy, afekty. Pro velkou ¢ast soucas-
né medialni teorie, jeZ se zabyva algoritmickou kontrolou (a navazuje na Deleuze a Gua-

88) Tamtéz.

89) Lazzarato, Signs and Machines, 38.

90) Antoinette Rouvroy, ,,The end(s) of critique, Data behaviourism versus due process®, in Privacy, Due Proce-
ss and the Computational Turn: The Philosophy Of Law Meets The Philosophy Of Technology, eds. Mireille
Hildebrandt - Katja de Vries (London: Routledge, 2013), 153.

Denson, Discorrelated Images, 43.

Deleuze, ,,Postskriptum ke spole¢nostem kontroly®

Beckman, ed., Control Culture, 4.

Lazzarato, Signs and Machines, 26. Tuto myslenku rozviji Deleuze a Guattari i v Tisici plosindch, kde pisi:
»[Tlelevizi jsme zotroceni jakozto lidsky stroj, nebot televizni divaci jiz nejsou konzumenti ani uZivatelé,
a dokonce uz ani subjekty, které ji zdanlivé ,vytvareji‘, ale vnitini komponenty, ,vstupy“ a ,vystupy*, feed-
-backy ¢i redukee pattici ke stroji.“ Viz Gilles Deleuze — Félix Guattari, Tisic plosin, ptel. Marie Carucio-Ca-
porale (Praha: Herrmann a synové, 2010), 525.
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ttariho), je tak dividuum ustfedni analytickou figurou, nebot pravé ,,jeho“ neosobni a té-
lesné propojeni s medialni infrastrukturou umoziuje lépe pochopit u¢inky, jez na (nejen)
lidské recipienty technologické planetdrni systémy maji.>> S tim, jak kapitalismus pfesta-
va adresovat ¢lovéka vyhradné v jeho subjektivni roving, tudiz vidime i jistou snahu o de-
-antropocentrizaci teorie médii a technologii a v rdmci rozboru jejich piisobeni upted-
nostiiovat vice-nez-lidské dimenze identity.®® Jak pi§e Lazzarato, ,je tieba Fidit se
Guattariho radou ,opustit jazyk™ a ,,oddélit subjektivitu od subjektu, od individua, a do-
konce od ¢lovéka, a prestat povazovat vyjadrovaci moc (the power of enunciation) jako vy-
hradné nalezici ¢lovéku a subjektu®”

V tomto ohledu se tak miZe aparatova teorie zdat aZ obsoletni, nebot predmét jejtho
zajmu je (ideologii) interpelovany subjekt, jenz mimo jiné vznika skrze signifika¢ni pro-
cesy aparatu a jej spravujicich instituci. V kontextu medidlnich prostfedi jsou navic tyto
teorie zna¢né antropocentrické, nebot i pres diiraz na ne-lidské dimenze kinematografic-
kého aparatu stale nasleduji polaritu mezi subjektem a objektem a prehlizeji jejich mole-
kularni propojeni. Souc¢asné dnes ale vidime, Ze s intenzifikaci pred-subjektivnich u¢inka
medidlnich aparatt z postkinematografickych platforem zdjem o individudlni uZzivatele
a jejich pozornost™ zcela nemizi — nebot pravé manipulaci a modulaci jejich vniméni lze
jednotlivce ,o0slovit® a z jejich reakci ndsledné tézit data a z nich poté hodnotu. K tomu,
aby platformy udrzely konzumenty aktivnimi, piisobi i na jejich subjektivni psychologic-
ké reakce skrze kulturné srozumitelné a personalizované vysledky hledani. Subjekt tak zii-
stava dilezitou figurou, jejiz aktivita udrzuje postkinematografické zabavni platformy
v chodu.

Jak si v8imd Ganaele Langlois, je to pravé zdani, Ze vysledky algoritmickych hledani
maji ,vyznam* (meaning) ¢i jsou ,smysluplné“ (meaningful), co udrzuje uzivatele platfo-
rem aktivnimi.® S tim, jak je obsah jednotlivych medidlnich produkti stile méné regulo-
vany, je dle Langlois tfeba nachazet mocenské praktiky v samotnych interakcich s platfor-
mami, v tom, jak ptsobi na uzivatele a jak v nich buduji presvédceni, ze konkrétni
vysledky jsou pro né uzite¢né a hodnotné.'® Procesy algoritmickych systémd, které Lan-
glois ptihodné nazyvé ,vyznamovymi stroji“'®V (meaning machines), tak nespocivaji pou-
ze v instrumentalizaci impulzivnich reakci, ale taktéZ v poskytovani individualizovanych
obsahtl rozdilnym uzivateltim, jiz takto ziskdvaji pocit smysluplnosti z medidlni interakce.

95) Viz naptiklad Emanuele Arielli, ,Taste and the Algorithm’, Studi di Estetica 12, ¢. 3 (2018), 77-97; Beckman,
ed., Control Culture; Mark B. N. Hansen, ,,Ubiquitous Sensation: Toward an Atmospheric, Collective, and
Microtemporal Model of Media®, in Throughout: Art and Culture Emerging with Ubiquitous Computing, ed.
Ulrik Ekman (Cambridge: The MIT Press, 2012), 63-88; Deborah Lupton, Data Selves: More-than-Human
Perspectives (Cambridge: Polity Press, 2019); Rouvroy - Berns, ,, Algorithmic governmentality®.

96) Viz napiiklad Richard Grusin, The Nonhuman Turn (Minneapolis - London: University of Minnesota Press,
2015) nebo Jussi Parikka, Insect Media: An Archaeology of Animals and Technology (Minneapolis — London:
University of Minnesota Press, 2010).

97) Lazzarato, Signs and Machines, 62.

98) Arne De Boever — Warren Neidich, eds., The Psychopathologies of Cognitive Capitalism: Part One (Berlin:
Archive Books, 2013).

99) Langlois, Meaning in the Age of Social Media, 28.

100) Tamtéz, 27.

101) Tamtéz, 51.
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Jak bylo feéeno i v predchozi kapitole, algoritmy ,,se$ivaji“ nesourodé procesy softwaru do
kulturné srozumitelnych podob, skrze néz mohou budovat dojem ucelenosti a tplnosti.
I proto neni tfeba limitovat Oudartovu teorii se$ivani na formdlni prostfedky filma,'*? ale,
jak uvadi i Daniel Strutt, kdyz parafrazuje Francesca Casettiho, je dnes mozné ji chapat
jako ,,matici rétorickych prostredka, které ¢ini skute¢nost koherentni“!'®® Jak citace na-
znacuje, pravé diky smysluplnosti a soudrznosti rozhranim nabizenych vyznami vznikd
»autenticka® ,,ucelend a ,,jedine¢nd” zkusenost.

Tento pocit koherence, jenz vychazi z usporadani personalizovanych rozhrani a ze
smysluplnosti, jiz algoritmy nabizeji, produkuje ve vnimajicim individuu afirmativni re-
akce. Jak vystihuje Langlois, smysluplnost vysledka algoritmickych operaci nepiinasi
pouze pragmatické zavrseni hledani, ale oslovuje hlubsi psychologické dimenze identity
a uspokojuje vnitfni touhu po nachdzeni novych podnéti. Objevovani a hledani vede
k ,,osobni kontemplaci® ¢i pfimo k ,vefejnému uzndni*'* a motivuje tak uZivatele zistat
na platformé. Langlois na prikladu socialnich siti ukazuje, Ze ,,platforma funguje na zakla-
dé prislibu subjektivniho, psychosocidlniho rozvoje. Prislib smysluplnosti, lepsiho pocho-
peni sebe sama a druhych a ziskani urc¢itého uspokojeni z danych aktivit je ustfednim prv-
kem této uZzivatelské interakce s vyznamovym strojem".!% A pravé zde se nachdzi zdsadni
mocensky u¢inek dnesnich (post)médii, nebot algoritmickou modulaci tuzeb ¢i radosti ze
smysluplnosti aktivit dochdzi i k proméné toho, jak uzivatel chape svoji identitu a své ni-
terné potreby. Langlois dale piSe, Ze algoritmickd doporuceni ,,odhaluji uZivatele jak sobé
samym, tak druhym®,'*® ¢imzZ vyrazné kontroluji jejich subjektivizaci a ,,mddy sebe-aktua-
lizace®!"”) Interpretaci pfedchoziho chovéni, jeZ je pfeménéno v predjimdani ,potenciél-
nich z4mu a tuzeb po urditém zboZi"'®® tak dochdzi k podfizovani uzivatelskych prefe-
renci vliviim, které neotiskuji (jen) jejich potteby, ale také zajmy (i limitace) platforem.
Népadné se zde tudiz pfipomina Baudryho aplikace lacanovského stadia zrcadla na pro-
jekéni situaci, nebot i ,,uvniti“ algoritmickych médii se subjekt mylné rozpoznava v odra-
zu, ktery ale nezobrazuje jeho samotného, ale aparatem/algoritmem reprodukovanou ilu-
zi, na jejimz zakladé buduje své ,,ja".

Algoritmickd média tak pomoci kulturné kodifikovanych vyznamu (jez ,,preklddaji
nesrozumitelnd technologicka data) oslovuji jednotlivce a pokousi se uspokojit jeho tuzby
po smysluplné zkusenosti. Skrze pod/védomy pocit naplnéni, jez z téchto manipulova-
nych interakei s platformou vychdzi, pak uzivatel ,,objevuje” sebe sama a své ,vlastni® tuz-
by a potreby. Co ovsem v rozboru filmovych mocenskych praktik ukazuje jiz aparatova
teorie, je, Ze naplnéni ,slasti“ neni nikdy uplné — soubézné s uspokojenim urcuje konsti-

102) K aktualizaci teorie sutury na postkinematograficka média viz naptiklad Jiti Anger - Kevin B. Lee, ,,Sutu-
re Goes Meta: Desktop Documentary and its Narrativization of Screen-Mediated Experience®, Quarterly
Review of Film and Video 40, ¢. 5 (2023), 595-622; Francesco Casetti, ,Sutured Reality: Film, from Photo-
graphic to Digital, October, ¢. 138 (2011), 95-106; Daniel Strutt, The Digital Image and Reality: Affect, Me-
taphysics, and Post-Cinema (Amsterdam: Amsterdam University Press, 2019).

Strutt, The Digital Image and Reality, 170.

Langlois, Meaning in the Age of Social Media, 96.
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tuci subjektu i rozpoznani, ze potéSeni neni nikdy zakonéené, nebot je vidy protka-
no i jeho nedostatkem. Kdyz Petra Hanakova pise o Oudartové teorii sutury, uvadi, Ze
»[plfesun od pohledu k protipohledu umoznuje [aparatovym] teoretikiim aplikaci za-
kladnich psychoanalytickych schémat — v prvnim zabéru je podle nich divacky subjekt
nejdfive zahrnut pocitem naplnénosti, oblazen slasti ze zmocnéni se svéta pohledem —
nasledné si ovSem uvédomi omezeni tohoto pohledu, existenci nepfitomného, absentuji-
ciho pole, a slast ustoupi rozmrzelosti“!* Vyse bylo feceno, Ze algoritmické softwary ne-
ustale vybiraji z nekone¢ného mnozstvi dat ,,optimalni“ uzivatelsky obsah a poskytuji tak
stale nova doporuceni. Stejné tak jako film neni nikdy kompletni a zdbér nahrazeny dal-
$im zabérem nutné probouzi se slasti i ,rozmrzelost®, také uspokojeni vychazejici z inter-
akce s rozhranim neni nikdy tplné, jelikoz Instagramovy reel, film na streamovaci platfor-
mé ¢i Facebookové video vzdy nahradi dalsi obsah.

Matthew Flisfeder se proto vymezuje proti definici algoritmi jako ,vyznamovych stro-
ju“a v opozici viici Langlois tvrdi, Ze pro zkusenost s platformou neni ani tak defini¢ni na-
lezeni vyznamu ¢i smysluplnost informaci, ale spi$ jejich nedostatek: ,, Algoritmicka mé-
dianas[...] nutik ustavi¢cnému hledani nedosazitelného predmétu touhy. Timto zpiisobem
se objet petit a vpisuje do algoritm. Sila algoritmu spociva v jeho schopnosti neustale vy-
volavat a nasledné vytésnovat touhu.“''” Zatimco pro Langlois je to prchavé naplnéni vy-
znamu (disperzné se objevujicich na sitich) a smysluplnosti, co umoziiuje politickou ma-
nipulaci a tsti v konstituci subjektu, dle Flisfedera je stéZejnim mocenskym mechanismem
obsazenym v algoritmech naopak absence, spojend s nemoznosti uspokojivého naplnéni
svych (podvédomych) tuzeb. ,,Algoritmy tedy neptidéluji vyznam nebo smysluplnost (na
rozdil od Langlois), ale reprodukuji nedostatek, ktery je pro subjektivitu ustavujici, !V
uvadi Flisfeder. Média nas tak dle néj zamérné vzdaluji od ,,objektu touhy“ a podmariuji si
subjekt a jeho identitu pravé umocnénim této absence a neuplnosti slasti. Flisfeder zde ex-
plicitné vychazi z lacanovské teorie kastrace, podle niz subjekt vznika pravé skrze neupl-
nost, vytrzenim z diivéjsi totality (Imagindrna) a vstupem do fadu jazyka a vyznamu
(Symboli¢na). Toto vytrzeni ma pro néj byt ustavujici, nebot dle psychoanalyzy se indivi-
duum neustale pokousi o opétovné (a nedosazitelné) naplnéni své ddvné celistvosti. V na-
$em kontextu se jednd o nemozné uspokojeni touhy nalézt ucelené vyznamy a smysluplné
celky v algoritmy rizenych rozhranich.

Flisfeder ov§em az prili$ rigidné stavi uspokojeni do opozice k jeho absenci a chape je
jako vzdjemné se vylucujici protip6ly. Tim prehlizi produktivni dimenze vychazejici z na-
plnéni smysluplného hledani a mechanicky podtizuje interakei s platformou teorii kastra-
ce. Jak ovSem ukazala jiz aparatova teorie syntézou marxismu a psychoanalyzy, ideologic-
ké Gcinky aparatu spocivaji pravé v dialektice mezi uspokojenim a jeho mizenim. Stejné
jako bylo zminéno vy$e u Oudarta, i pfi interakci s algoritmickymi rozhranimi se subjekt
nachazi mezi rznorodymi pdly zkusenosti, v jejichZ ramci zaziva radost z nalezeni indi-
vidualizovaného obsahu, ktera je ale hned nahrazena védomim neuplnosti hledani. Jak
potéSenim — zddnim, ze nabizena informace je smysluplna ¢i ,,spravna“ —, tak opétov-

109) Petra Hanakova, ,,Sutura’, Cinepur, 1. 12. 2003, cit. 5. 11. 2024, https://www.cinepur.cz/rubriky/604-sutura.
110) Flisfeder, Algorithmic Desire, 108.
111) Tamtéz, 108.
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nym tapanim totiz dochdzi k ,,sebe-aktualizaci® subjektu a jeho rozpoznani se uvnitf spo-
le¢enskych vztaht.

Zatimco naptiklad vy$e zminény Lazzarato vénuje vyraznéjsi pozornost asignifikant-
nim u¢inkdm stroji a ,strojovému zotroc¢eni“ — pro néz je koherentni subjekt irelevant-
ni — vidime, Ze i prace s nabizenim a mizenim vyznamd, smysluplnosti a s rozdilnymi
formami psychologickych manipulaci ztstévaji nadale hybnymi principy souc¢asnych me-
tod ,fixace® uzivatel a jejich vnimani. Mocenské operace tak oslovuji uzivatele/subjekty
nejen afektivné, ale také ,,zvnéjsku“ skrze vyznamy a koédy. Na zakladé psychologické re-
akce, ktera vychazi z vysledki personalizace, uzivatelé totiz obdrzi i obraz sebe sama
a pravé seznanim, co je pro né smysluplné (¢i nikoliv), co je napliluje, nebo jim naopak
chybi, dochazi k jejich konstituci ve vztahu k mocenskym usporadanim. Jak bylo také fe-
¢eno, tyto vztahy nejsou nikdy objektivni, ale nesou v sobé principy dominantnich spole-
¢enskych (infra)struktur a cile platforem. Pokud prihlédneme k produkci smysluplnosti
a vyznami optikou aparatové teorie, uvidime, ze i pfes proménu prostredki ztistava pova-
ha medidlni manipulace konzistentni — subjekt se domnéle nachazi v centru vyznamd,
a zatimco se zdanlivé jevi jako hybatel, média proménuji jeho chépdni svéta i sebe sama.
A pfes to, ze situovanost subjektu proménuje zpusoby, jimiz na néj tato manipulovand hra
se ,,slasti“ a ,,rozmrzelosti“ ptisobi, vidéli jsme, ze vykrocit zcela vné ptsobeni postkine-
matografickych dispozitivi je stale naro¢néj$im tkonem, nebot globalni média se stala
environmentalizovanou soucasti existence 21. stoleti.

Poznamky na zavér

Flisfeder ve vyse citované knize Algorithmic Desire kritizuje Lazzarata (a s nim i Guattari-
ho) za uprednostnéni asignifikantnich uc¢inka strojového zotroc¢eni pred procesem sub-
jektivizace. V opozici vii¢i podobnym pristuptim Flisfeder tvrdi, Ze pred tim, nezli dividuum
splyne se strojovou asamblazi, je interpelovano algoritmickou moci, jez ,reprodukci
ideologické hegemonie“!'? pfipisuje jednotlivci spolecenskou roli a tim z néj vytvoii sig-
nifikaci teritorializovany subjekt.!!” Ten tak dle néj vidy pfedchdzi molekuldrnimu propo-
jeni ¢lovéka s aparatem. Textem predstavené uc¢inky médif na uzivatele a jejich touhy ndm
ov$em ukazuji, Ze v algoritmy Fizenych postkinematografickych dispozitivech se ptisobe-
ni medialni kontroly stale vice propisuje i do niternich procesti samotnych uzivatelii/sub-
jektt. Althusser pojimal interpelujici moc jako externi (ptsobici skrze fixaci spolecenské
pozice subjektu v ramci pracovnich vztahi, interpelaci zdkonem, filmovou reprodukci
ideologie...) — jako néco, co zbavuje ,védomi interiority a nepozorované se vpisuje do
subjektivizace. Jak ale naznacuje uz Deleuze, kontrola se s digitalizaci stala naturalizova-
nym a v$udypiitomnym principem. I v ramci postkinematografickych dispozitivi se pro-
to moc neskryva jen za nevédomym ,,0oslovenim®, ale algoritmickou personalizaci a ptipi-
sovanim smysluplnosti interpeluje samotné vnitfni tuzby uzivatele. Pokud se totiz uzivatel
»sebe-aktualizuje® na zdkladé individualizovanych doporudeni a ptijimad je za vlastni, in-

112) Tamtéz, 102.
113) Tamtéz, 102.
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terpelujici moc se nasledné stava i jeho soucasti a propléta se s inherentnimi procesy, skr-
ze néz buduje svij vztah k sobé i ke spole¢nosti.

Jak zminuje Langlois, mocenské aparaty jiz nefixuji subjekt v jedné rigidni pozici, ale
»pokousi se modulovat psychosocidlni toky*" které se jevi jako jeho niterné potteby.
Vys$e zminéna polarita mezi vnitfnim strojovym zotroc¢enim a vnéjsi subjektivizaci tudiz
neni absolutni, jelikoZ v sou¢asném medidlnim rezimu nelze ani subjekt striktné pojimat
jako pasivni ,,celek® formujici na zdkladé vnéjsich vliv. Algoritmické vysledky se totiz
stavaji soucasti tuzeb uzivatele. I proto je zbyte¢né pokouset se jednomu prirazovat prven-
stvi a druhému naslednost, nebot souc¢asné formy medialniho ptsobeni jsou externi i in-
herentni soubézné a zasahuji jak subjektivitu, tak dividualitu. To také znamena, Ze i asig-
nifikantni ¢inky stroju se poji se sémiotickymi sitémi kapitalismu a az skrze komplexni
molekularni i jazykové asamblaze se podileji na formovani identity uZivatele.

I ptes fadu strukturalnich promén (moci i médii) tak techniky interpelace v dne$nich
medialnich prostredich ziistavaji. Zatimco mél kinematograficky dispozitiv ukotvit sub-
jekt ve vztahu k obrazu tak, aby ziskal pocit kontroly nad situaci a vyznamem, perso-
nalizované platformy vytvari zdani, Ze subjekt je strijjicem svého vlastniho osudu/obsahu,
mezitimco na néj algoritmy nevédomeé ptisobi a ovliviiuji jeho vnitfni tuzby. Postkinema-
tografické dispozitivy tak shodné instrumentalizuji efekt svobody — spojeny s nachazenim
¢i hleddnim naplnéni — a ,,ptipoutavaji“ subjekt k médiim, ovsem nikoliv bezvychodnou
fixaci, ale naopak participaci a aktivitou. Jak ukazuje i deleuzovska a guattariovska tradice
mysleni, pfi popisu moci si proto nelze vystacit pouze s lacanovskou koncepci absence. To
vystihuje i v rdmci kritiky psychoanalytickych filmovédnych teorii Steven Shaviro, ktery
v ndvaznosti na Deleuze a Guattariho uvadi, Ze ,,spiSe nez aby byla moc dramatem repre-
zentace, funguje jako proces produkce — afirmativni hra afektt a efektd, nikoliv sérif od-
déleni a absenci odvijejicich se od logiky negativity“!'® Pro Shavira se aparatova teorie
a lacanovska psychoanalyza az prili§ vénuje nedostatku a prehlizi generativni roviny moci,
jez muze byt i produktivni a potencialné osvobozujici silou. Jak jsme ovSem vidéli, me-
dialni governmentalita je komplexnim mechanismem oscilujicim mezi vice pély soubéz-
né a spojuje v sobé jak regresivni absenci, tak produktivitu. Ty se v ptipadé algoritmickych
médii zjevuji v neustdlém odpirani i doporucovani novych podnétii a obsahii. Zatimco
medialni teorie nasledujici fenomenologické, deleuzovské ¢i deleuzovsko-guattariovské
tradice mysleni jsou vii¢i apardtové teorii v mnohém opozi¢ni, zimérem daného textu
bylo ukazat, ze oba pristupy se mohou v ramci analyzy soucasnych médii dopliovat.
Mimo generativni sily technologii totiZ ve stejny okamzik uzivatelé postkinematografic-
kych platforem ¢eli i logice restrikce a negace, které se v sou¢innosti s produktivitou siti
podileji na tvorbé subjektivity (i dividuality).

Jak nam ukazala jiz aparatova teorie v 60. a 70. letech, vyrazna ¢ast medidlni instituce
tézi z psychologického ptisobeni na divédky/uzivatele, kterym pod zdanim kontroly a smy-
sluplnosti unika skute¢na povaha aparatu, jez formuje a méni jak jejich afekty, tak ne/vé-
domou zkudenost. Ve stinu neddvné konsolidace moci globalnimi technologickymi oli-
garchy je tak tfeba prihlédnout i k ideologickym praktikdim medif a zptisobtim, jimiz jsou

114) Langlois, Meaning in the Age of Social Media, 108.
115) Tamtéz, 23.
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organizovana. V tomto ohledu lze nasledovat podnéty aparatové teorie a pokouset se ana-
lyzou medialnich struktur demaskovat produkci vyznamti a za ,,demokratizaci obsahu se
skryvajici manipulace. Baudryho ¢i Oudartova vyzva zkoumat mimo kone¢né reprezenta-
ce i formy a materidlni usporadani, které za kody stoji, poméhd chépat (post)kinemato-
grafii jako komplexni proces nesouci v sobé symptomy i mechanismy dominantniho spo-
le¢enského usporadani. Pokud ov§em pripomeneme uvodni citat Davida Rodowicka, zda
se, ze zcela demaskovat planetarni operace medialni moci bude dnes mozna jesté kompli-

kovanéjsim ukolem nez pred padesati lety.
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Abstrakt

The terms used to describe animation techniques and the form of animation itself have evolved over
the course of history and changed considerably, resulting in the existence of synonyms, imprecise
definitions, and loose and unanchored use of terms. Through understanding the history of termi-
nology, one can understand the perception of individual techniques and animation in the domestic
environment over the years, and the influences that have shaped their concepts and perceptions.
This understanding facilitates orientation in the inconsistent use of terminology over almost a cen-
tury internationally.
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Soudasti vétsiny publikaci o animaci jsou definice samotného pojmu animace. Celosvéto-
vé se jedna o klicové slovo, které ovlivnilo a sjednotilo oznaceni ve vétsiné jazyku. Histo-
ricka Karen Beckman v uvodu do knihy Animating Film Theory poukazuje na skute¢nost,
ze dany pojem je uzivan v riznych kontextech a oznacuje $iroké spektrum jevi. Je proto
obtizné nalézt jednotnou a univerzalné platnou definici pojmu: ,,V rtiznych momentech se
pojem stal synonymem pro celou fadu konkrétnéjsich terminti a koncepti, véetné pohyb,
Zivot sdm, kvalita Zivosti (nutné nezahrnujici pohyb), duse, [...] filmovdni snimek po snim-
ku, [...] stejné jako $kélu zapojenych médii, ktera se objevuji v animovanych filmech véetné
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sochafstvi, kresby, koldZe, malby nebo loutkéfstvi“? V ramci vytvoreni idedlni definice jde
o snahy charakterizovat animaci technicky, umélecky i spiritualné. Definice nejéastéji
zminuji tato specifika animace: odliSnost animovaného a hraného filmu, film vytvareny
snimek po snimku,” ru¢né vyrobené dilo vytvéfejici iluzi pohybu,” pohyb vznikajici
v hlavé divéka,” ozivovéni nezivého,” ne-ziva akce (z anglického not live action),” anima-
ce jako to, co se déje mezi fizemi.” Je evidentni, Ze definovat pojem animace je velmi na-
ro¢né v celosvétovém kontextu, natoz v pripadé, kdy se k tomuto terminu pridaji jednot-
livé anima¢ni techniky a narodni ¢i jazykové vlivy.

Problém definic terminti animace a jejich technik spociva podle Lilly Husbands a Ca-
roline Ruddell v zdsahu formy animace do rtiznych médii a zanra proto, Ze tvorba anima-
ce stoji na riiznorodych technologiich, které se v ¢ase neustale vyvijeji, je velmi tézké na-
1ézt definici a terminy, které by vyhovovaly ves§kerym technikdm.® Animator Philip Kelly
Denslow v kapitole ,What is Animation and Who Needs to Know? An Essey on Definiti-
ons*“ v knize A Reader in Animation Studies potvrzuje, Ze se definice animace neustale pre-
ménuje podle technologickych zmén, ale zaroven jsou podle néj definice ovlivnény ,,his-
torickym vyvojem, produkei a marketingovymi poZadavky, a estetickymi preferencemi”
K tomu v§emu lze pridat i narodni kontext, jazyk a animac¢ni techniky.

Pojmuim a definicim jednotlivych animac¢nich technik, které se podileji na definici ter-
minu animace, se publikace ani texty vyrazné nevénuji, coz mize byt dano predevsim je-
jich nestédlosti a nepresnou celosvétovou zakotvenosti. Historik Hervé Joubert-Laurencin
se ve své kapitole ,,André Martin, Inventor of Animation Cinema: Prolegomena for a His-
tory of Terms* v knize Animating Film Theory sice zabyva vznikem terminu animace a an-
glického animation cinema a jeho svétového sklonovani a uzivani, uplné véak opomdji jiné
zpusoby oznacovani, vliv jinych jazykil a v oblasti animacnich technik nejde prilis do
hloubky.!? Pravé kvili nemoznosti vytvofit pfesnou a univerzalni definici pro pojem ani-
mace by mohlo byt daleko u¢innéjsi zabyvat se terminy animovaného filmu a jejich vyvo-
ji v konkrétnich politicko-kulturnich a narodnich kontextech. Je daleko jednodussi traso-
vat vznik jednotlivych pojmt a definic na konkrétnim uzemi, kde lze terminy vztahnout
jak ke konkrétni produkci, tak i k jazykovym vliviim.
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- Bloomington: Bloomsbury Academic, 2019), 5-8.

9) Denslow, ,What is animation and who needs to know?* 1.

10) Hervé Joubert-Laurencin — André Martin, ,,Inventor of Animation Cinema: Prolegomena for History of
Terms®, in Animating Film Theory, ed. Beckman, 85-97.
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Vyraznym pocinem v oblasti vyzkumu termint na konkrétnim tzemi je proto prace
holandské histori¢ky a teoreticky animovaného filmu Mette Peters, kterd roce 2022 publi-
kovala text s ndzvem ,,From ,Trucfilm’ to ,Animatiefilm’: How the Emergence of Animati-
on as a New Artistic Form Is Reflected in Dutch Terminology“ popisujici vyvoj pojmul
animace na Gzem{ Nizozemska.'” Peters se zamétuje predev$im na pojmy oznacujici sa-
motnou animaci, a to v letech 1913 az 1940. Zminuje ovSem i nékteré z technik jako kres-
lenou, loutkovou nebo siluetovou animaci,'? u kterych je jejich definovani sice o néco jed-
nodussi nez u nadfazeného terminu animace, ale naopak u nich dochazi napti¢ tzemim
k diverzité v podobé samotnych oznaceni, ktera podléhaji vliviim z riznych jazyka.

V pribéhu celého textu se Peters snazi vysledovat a pochopit konkrétni vlivy jinych ja-
zyktl na ustdleni pojmi v holandstiné. Mapuje i vyvoj pfed samotnym ustalenim daného
terminu, kterému predchdazela fada odlisnych podob. K vyzkumu vyuzivd predevsim do-
bova periodika, propaga¢ni materialy a knihy, na kterych lze nejlépe vysledovat rtiznoro-
dost a vyvoj terminti. V oblasti terminologie tak Ize sledovat historicky vyvoj, ktery je za-
sadné ovlivnén kombinaci narodniho jazyka s cizimi jazyky a produkci animovaného
filmu v konkrétni zemi.

Text Mette Peters je v§ak jedinym, ktery se genezi terminologie animace néjakého ev-
ropského statu vénuje.’® DuleZitost takového vyzkumu spocivé prévé v pojmenovéni od-
lisnosti uzivanych termind, které mohou mit v rtiznych zemich rozli¢né vyznamy ¢i podo-
by. Je potieba pochopit, Ze i pres podobnost terminti v rtiznych jazycich mohou mit slova
odli$ny kontext navazany na specifické uzivani jednotlivych technik a jejich historie
v konkrétni zemi. V pfipadé mezinarodnich vyzkumu pak mize jit o problém, ktery vy-
tvori zmatek v uzivanych terminech, které kazda kultura definuje odli$né na zakladé vlast-
niho historického kontextu. Popsani historického vyvoje terminologie tak slouzi nejen
k pochopeni vyvoje jednotlivych technik a pojmi, které je oznacovaly, ale zaroven i jako
navod na pochopeni odli$nosti a podobnosti terminologie v oblasti animation studies
v mezinarodnim méfitku.

Ceska animace se zacala rozvijet na prelomu 10. a 20. let 20. stoleti a v priibéhu jeji
profesionalizace se také ustalovalo specifické nazvoslovi, postihujici predev$im razné ani-
macni techniky. Vyvoj terminta zdsadné ovlivnila jak samotna ¢estina, kterd vytvarela poj-
my na zakladé popisu dané techniky, ale predev$im zahrani¢ni vlivy. Byla to hlavné, po-
dobné jako v Nizozemsku, némdina, angli¢tina a francouzstina,'® které definovaly to,
jakym smérem se bude ustalovani pojmii pro dané animaéni techniky v Ceskoslovensku
vyvijet. Pojmy se zde, na rozdil od Nizozemska, ustalovaly daleko pomaleji, napt. loutko-
vd animace nebo animovany film jsou v Nizozemsku pouzivany uz ve 20. letech 20. stole-
ti.'» Daleko vétsi vliv mélo v Nizozemsku i slovo karikatura, které se objevuje pfevazné
v anglosaskych zemich.!” Pfedev$im v rané fazi hledani pojmu vsak lze sledovat jisté po-

11) Mette Peters, ,,From ,Trucfilm’ to ,Animatiefilm: How the Emergence of Animation as a New Artistic Form
Is Reflected in Dutch Terminology*, Animation 17, ¢. 1 (2022), 49-69.
12) Tamtéz.
13) Proto jej v priibéhu textu vice vyuzivam jako material k porovnani vyvoje ¢eské terminologie.
14) Peters, ,From ;Trucfilm’ to ,Animatiefilm™, 50.
15) Tamté?, 49-69.
)

16) Tamtéz, 57.
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dobnosti. V Nizozemsku se napf. stejné jako u nas pouzivalo spojeni ,,ziva kresba“ (ho-
landskaé verze: levende teekeningen)'” a podobné pevnou pozici mél pfedev$im na pocat-
ku vyvoje terminologie pojem trikfilm. V obou pripadech se objevovala snaha odlisit
terminem formu animovaného filmu od toho hraného a ur¢it jim specifi¢nost animace.'®

Tento text se bude zabyvat formovanim ¢eské terminologie animovaného filmu a jeho
technik na ¢eském tzemi Ceskoslovenska mezi lety 1919 az 1990. Reserse zachytila nejen
odborna filmova periodika, ale i dal$i kulturné orientovany tisk. Text si klade za cil sledo-
vat uzivani terminti v téchto materidlech at uz filmovymi odborniky, novinafi, ¢i samot-
nymi tvirci. Kromé kvalitativni analyzy promén diskurzu o animac¢nich technikach pred-
kldda studie i kvantitativni analyzu vyvoje uzivani jednotlivych pojmu v Zase.'” Text se
snazi také rekonstruovat proménlivost uzivané terminologie, identifikovat ekvivalentni
pojmy a jejich vzajemné soupefeni a nahrazovani a neptimo také oblibu technik ve filmo-
vé distribuci. Kromé oborového tisku a kulturnich periodik byly do zkoumaného vzorku
zahrnuty také odborné monografické publikace a ¢aste¢né i informace ve filmovych titul-
cich ¢i plakatech. Ty spole¢né s rozhovory s filmovymi profesiondly v periodikach lépe
predstavuji, jaké pojmy pouzivali samotni tvirci a filmovy primysl. Predev$im u nékte-
rych pojmi mtizeme proto sledovat ¢asové rozdily v pfijeti terminti u teoretikd, novinara
a filmového primyslu.

17) Tamtéz.

18) Tamtéz, 49.

19) Reser$ovany byly dostupné prameny z digitalizované knihovny NFA. Jednalo se pfedevsim o tato periodika:
Bulletin ustiedniho feditele Cs. filmu (1963-1965), Czechoslovak Film: Ceskoslovensky film illustrated month-
ly (1948-1989), Ceskoslovenska kinematografie v zahrani¢nim tisku (1973-1976), Ceskoslovenskd kinemato-
grafie ve svétle zahraniéniho tisku (1958-1973), Ceskoslovenské filmy v ciziné (1953-1957), Ceskoslovensky fil-
mexport (1960), Ceskoslovensky filmexport: zahraniéni dokumentace (1960), Ceskoslovensky kinotechnik
(1935-1939), Cesky filmovy svét (1922-1928), Cesky filmovy zpravodaj (1921-1942), Die Lichtspielbiihne
(1920-1933), Divadelni a filmové noviny (1965-1966), Divadelni noviny (1957-1970), Dokumentacni pre-
hled zahranicniho filmového tisku (1953), Film (1918-1919), Film a doba (1955-2015), Film v piehledu za-
hranicniho tisku (1954-1956), Filmovd ekonomika (1958-1968), Filmovd okénka (1948), Filmovd politika
(1934-1937), Filmovd prdce (1945-1946), Filmovd rocenka (1993-2007), Filmova tiskovd korespondence
(1934-1939), Filmovd tribuna (1927-1929), Filmové a televizni noviny (1966-1969, 1992), Filmové aktuali-
ty (1982-1988), Filmové informace (1950-1972), Filmové listy (1929-1941), Filmové novinky (1962-1967),
Filmové zajimavosti (1936-1940), Filmové zpravodajstvi (1946-1949), Filmovy informacni bulletin (1973-1974),
Filmovy kuryr (1922, 1927-1944), Filmovy monitor (1977-1981), Filmovy ptehled (1950-2013), Filmovy
véstnik (1921-1923, 1926), Filmschau (1919-1920), Informace FFP (1972-1974, 1976), Informacni zprdvy
(1945-1947), Internationale Filmschau (1920-1936), Interpress film (1974-1990), Kino (1913, 1926-1927,
1931-1934, 1945-1993), Kino Ponrepo: co hrajeme v... (1966-1974), Kinopublikum (1920), Kinoreflex
(1929-1931), Kinorevue (1934-1945, 1991-1997), Kultura (1957-1962), Kulturni tvorba (1963-1968),
Laterna magika (1962-1963), Literdrni noviny (1952-1968), Nds film (1920), Novinky Ustedni piijcovny fil-
mit (1958-1962), Panordma zahraniéniho filmového tisku (1956-1973), Pathé revue (1932-1935), Prager
Film-Korrespondenz (1935-1938), Prager Film-Kurier (1927, 1933-1936), Pressa: Filmovd tiskovd sluzba
(1933-1945), Radostnd prdce (1945-1947), Rocenka Ustiedniho svazu kinematografit CSR (1936-1938), Scéna
(1976-1992), Studio: Mési¢ni revue pro filmové uméni (1928-1932), Svét ve filmu a obrazech (1932-1934),
Technické zpravy (1947), UPF informuje (1974-1976), Zdbér: Casopis filmového divika (1968-1990), Zitfek
(1968-1969), Zpravodaj Academia filmu Olomouc (1967-1991), Zpravodaj Krdtkého filmu (1986-1990),
Zpravodaj UPF (1982-1990), Zpravodaj zemského svazu kinematografii (1922-1928), Zpravodajstvi: filmo-
vého festivalu pracujicich (1964).
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Cesta za velkym pojmem

Pojem ,kresleny film“ se v dobovych periodikach objevoval pomérné ¢asto uz od druhé
poloviny 20. let 20. stoleti, ale obecnéjsi termin ,,animovany film“ ¢i ,,animace” se podle
tvrzeni filmové historicky Evy Struskové za¢ind celosvétové standardizovat az v 50. a 60. le-
tech 20. stoleti.* Pojem ,,animator® se nicméné objevuje v tisku uz ve 30. letech. V praz-
ském némeckojazyéném casopise Prager Film-Kurier je takto oznacena role osoby, kterd
pti produkei ,trikového filmu“ Disneyho studia navrhuje jednotlivé faze pohybu. Jeho
prace za¢ina v okamziku, kdy uz je jasnd ,,délka scén a hudebni tempo®, a prebira zadani
od rezZiséra, autora hudby a ,kreslice” (Zeichner).* V roce 1935 se v oborovém technic-
kém casopise objevuje termin ,,animatér. Text je zjevné volnym prekladem zahrani¢niho
¢lanku, ktery popisoval tvorbu v Disneyho studiu. Profesni délba préce je tu popsana od-
lisné: neni udrzovan rozdil mezi profesi ,kresli¢e* (Zeichner) a ,animétora“ (Animator),
ale jsou popsany tfi hierarchicky usporadané skupiny animétoru: nejvyse stoji kresli¢i-mi-
stfi, ktefi ,,maji za tikol kresliti zacatky a konce pohybii, nasleduji kresli¢i opisujici kresby
$éfli-animatord a dokoncujici pohyby, tfeti skupina ,kandidatt kresli ,,koute, snéhové
vlocky, destové kapky, Mickeyovy vousy atd.“*? V prubéhu 20. let se tato profese oznaco-
vala i jako malif, jak tomu je v knize Karla Smrze Filmové zdzraky.>

I kratce po 2. svétové valce pokracuje oborovy tisk s vysvétlovanim ,Jak se déla kre-
sleny film a néco o lidech kolem ného* a s popisem profesni délby prace. Autor zde iden-
tifikuje pojem ,,animator® jako anglicismus (,,z angl. animator®) a oznacuje jim hlavniho
fazare, ktery rozkresluje charakteristické pohyby postav. Pojem ,,animator” je zde uz vy-
hrazen pro vylu¢né oznaceni hlavniho fazate, zatimco fazat ,dokresli pak zbyvajici faze
pohybu®, jasné definované jako autonomni pracovni pozice jsou tu i konturisté a koloris-
té, ktefi prejimaji praci v okamziku schvaleni tzv. ,,filmu v tuzce®, tedy na ¢ernobily mate-
ridl nasnimanych, tuzkou nakreslenych a podle scénafe sefazenych scén.? Podle etymo-
logie v sovétské prekladové literatute pak slovo animator odkazuje na latinské slovo anima
(prekl. duse): ,Vytvarnik jako by odusevnil svoji kresbu, pfimél ji k pohybu, dal ji Zivot
na platné. Proto se vytvarnici, ktefi vytvareji pohyb v kresleném filmu, ve vyrobé pri-
znaéné jmenuji ,animatofi', t. j. vlastné ,odusevnovatelé'“* Maly filmovy slovnik od Fran-
tiska Girtlera z roku 1948 neuvadi pojem animace, ale animatora ano. Tuto pozici ale
vztahuje pouze ke kreslenému filmu, a to i presto, ze z dalsich pojmu je evidentni, zZe si
autori uvédomuji existenci jinych animac¢nich technik: ,,pracovnik kresleného filmu, kres-

20) Tomu odpovidaji i zjisténi nizozemské filmové historicky Mette Peters: pojem ,,animovany film* (animatie-
film) zacal byt v nizozemském tisku pouzivan od 60. let 20. stoleti. Peters, ,,From ,Trucfilm’ to ,Animatie-
film*, 50. Srov. také Eva Struskova, ,,Iréna a Karel Dodal: Priikopnici ¢eského animovaného filmu®, llumina-
ce 18, ¢. 3 (2006), 113.

21) Anon., ,Wie entsteht ein Trickfilm?*, Prager Film-Kurier 1, ¢. 12 (1933), 5.

22) J. Dosko¢il, ,,Jeden z pritkopniki kreslenych filmt (Carodéj svého oboru)*, Ceskoslovensky kinotechnik 1,
¢.5-6 (1935), 34.

23) Karel Smr, Filmové zdzraky (Praha: Nakladatelstvi Solc a Simacek, 1927), 28.

24) Anon,, ,Jak se déld kresleny film a néco o lidech kolem ného*, Filmové noviny 1, ¢. 25 (1947), 8.

25) Ivan Vano, Sovétsky kresleny film (Praha: Orbis, 1952), 12.
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Obr. 1: Jan Dudesek oznacen jako
animator. Anon., ,Zlatovléska jako
loutkovy film', Kino 9, ¢. 20 (1954), 320.

lici hlavni faze rozlozeného pohybu postav, kresleného filmu. Viz kresleny film — tech-
nika k. £.“?9 K technice kresleného filmu jsou vztazeny také pojmy ,fazai“ a ,,fdze“?”

V titulcich vétdiny filmd, které jsou dostupné na DVD vydaném Narodnim filmovym
archivem k publikaci Cesky animovany film 1920-1945,® se pozice s ndzvem ,,animator*
nebo ,animace® neobjevuje. Vétsina titulk obsahuje pojem ,kresba“ jako oznaceni pro
vizudlni stranku filmu, kam nejspiSe zapo¢itava i animaci (napf. film Mamincin vylet do
nebe (Irena Dodalova - Karel Dodal, 1935) nebo Nezapomenutelny plakdt (Irena Dodalo-
va — Karel Dodal, 1937)). Uvadéni pozic v titulcich se v nékterych ptipadech fidilo odlis-
nou konvenci, nez jakou pouzival oborovy tisk. V Pernikové chaloupce (Bretislav Pojar,
1951) je animator identifikovan popisnym titulkem ,,pohyb loutek® Podobné je tomu ve
filmu Zlatovidska (Hermina Tyrlova, 1955), a to i presto, Ze v ¢lanku o vyrobé tohoto filmu
z roku 1954 je Jan Dudesek oznacen jako animdtor (viz Obr. 1). V souladu s tvrzenim
Struskové je v ¢eském tisku mozné najit specifické uziti pojmu ,,animace® az ve druhé po-
loving 50. let a v pritbéhu 60. let uz se pomérné aktivné vyuziva nejen oznaceni animator,
ale i animace a animovany film také v titulcich (srov. napt. Spatné namalovand slepice (Jiti
Brdecka, 1963) nebo Vdnocni stromecek (Hermina Tyrlova, 1968), viz Graf ¢. 1).

Pojem ,,animovany film“ je oproti ,,animatorovi“ o néco opozdénéjsi. V prekladu kni-
hy Ivana Vana Sovétsky kresleny film je pomérné ¢asto uzivan pojem ,,animator* ale ,,ani-

26) Ladislav Hanus, ,, Animétor®, in FrantiSek Giirtler, Maly filmovy slovnik (Praha: Ceskoslovenské filmové na-
kladatelstvi, 1948), 39.

27) Ladislav Hanus, ,,Fazat, in Girtler, Maly filmovy slovnik, 143. Ladislav Hanus, ,,Faze, in Giirtler, Maly fil-
movy slovnik, 143.

28) Michaela Mertové a kol., Cesky animovany film 1920-1945 (Praha: Narodni filmovy archiv, 2013).

29) Anon.,, ,Zlatovlaska jako loutkovy film®, Kino 9, ¢. 20 (1954), 320.
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Animator

Graf ¢. 1: Nérust uzivani pojmu animator.

movany film*“ nikoliv®” a ani o pét let pozdéji, tedy v roce 1957, filmovy kritik Jaroslav Bo-
¢ek pri typologizaci filmu podle pouzité techniky zastfesujici pojem ,animovany film*
jesté nepouziva: ,,[...] pfedstavuje-li postavu sam herec, rozeznavame film hrany, predsta-
vuje-li je loutka, film loutkovy, pfedstavuje-li je kresba, film kresleny, predstavuje-li je
plo$na loutka papirovd, film papirkovy.“*"

Usazeni terminu ,,animovany film“ v dobovém diskurzu bylo na rozdil od termint
oznacujicich jednotlivé techniky pomérné pomalé, na rozdil od holandské terminologie,
kde se pojem animovany kvuli blizkosti francouzského a anglického jazyka®® pouziva uz
na zacatku 20. stoleti.* Nicméné uz pfed ustavenim pojmu ,,animovany film“ u nas se
napf. v knize Kresleny film od Jana Kucery*” objevuji soudobd obecna oznadeni pouzivana
v zahranici: ,Némci fikaji kreslenému filmu Der Trick-Film. Francouzsky se fika kreslené-
mu filmu Le Dessin animé — ozivené kresby — italsky Li disegno animato, anglicky The
cartoon — kartony, ¢tvrtky papiru.“®® Kudera se pokusil odpovédét na to, pro¢ se v nasem
prostfedi uziva oznaceni ,kresleny film“ nebo ,,groteska®: ,,Ptate-li se, pro¢ se tomuto dru-
hu kinematografie fika cesky budto kreslené filmy, coz prozrazuje primitivni nazor na
techniku filmu, nebo grotesky, coz je opét oznac¢enim nejéastéjsiho druhu dila, pak mohu
odpovédét jen domnénkou: u nas se totiz kreslené filmy nikdy netocily. Némecky, fran-

30) Vano, Sovétsky kresleny film.

31) Jaroslav Bocek, ,O filmové specifi¢nosti®, Film a doba 3, ¢. 5 (1957), 302.

32) Pojem animace ma vazbu na francouzsky i anglicky jazyk, jak piSe v kapitole André Martin, Inventor of Ani-
mation Cinema: Prolegomena for History of Terms historik Hervé Joubert-Laurencin. Oba jazyky vsak s da-
nym slovem pracuji mirné odli$né.

33) Peters, ,,From ,Trucfilm’ to ,Animatiefilm*, 57-58.

34) Jan Kucera, Kresleny film (Praha: Vysehrad, 1941).

35) Tamtéz, 11.
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Animovany film

Graf ¢. 2: Nérust uzivani pojmu animovany film.

couzsky, italsky a anglicky vyraz nepochazi od divaki, nybrz od tviircii nebo od kritikd.
U nés je to oznaceni lidové a divacké.“*® Kdyz navdzeme na Kucerav postteh o jazykovém
prostredi, ze kterého pojmy pochdzeji, miizeme nasledny postup promény pojmi a pres-
néj$i ustavovani terminologie podle technickych parametri uvést do souvislosti s profe-
sionalizaci celé produkce animovaného filmu u nas.

Ke standardizaci pojmu ,,animovany film“ dochazelo az na prelomu 50. a 60. let (viz
Graf ¢. 2). Poukazuje na to preklad ¢lanku Paula-Louise Thirarda z francouzského ¢asopi-
su Positif, kdy prekladatel oznacuje toto spojeni jako ,,doslovny preklad®, tedy ne preklad
konvencionalizovany:

Pod pojmem ,cinéma d’animation’ (doslova ,animovany film° — pozn. prekl.) je tre-
ba rozumét pravé tak klasicky ,kresleny film jako vytvory jinych natacecich technik
v riizném stupni vyvoje. Od loutkového filmu, snimaného obrazek po obrazku, k fil-
mu kreslenému p¥imo na celuloidovy pés az k animaci osob ¢i pfedmétii fotografo-
vanych podobnou technikou.””

A pravé v dobé, kdy se pojem animovaného filmu usazuje v profesnim diskurzu v Ces-
koslovensku, identifikuje preklad textu Georgese Sadoula odlisnou terminologickou tra-
dici némeckého a francouzského jazykového okruhu z francouzské perspektivy: ,.Ve stfedni
Evropé se animovanému filmu #ika trikovy, coz je vyraz mnohem presnéj$i nez francouz-
sky ,animovany*.*®

36) Tamtéz.

37) Paul-Louis Thirard, ,Kresleny film v roce 1959 na zapadé‘, Panordma zahrani¢niho filmového tisku, ¢. 84
(1960), 155.

38) Georges Sadoul, ,Jifi Trnka ve francouzském tisku®, Ceskoslovenskd kinematografie ve svétle zahraniéniho tis-
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Trikfilm: predchiidce velkého pojmu

Pojem ,,trikfilm* coby synonymum kresleného filmu vstupuje do dobového diskurzu jak
¢eskojazy¢nych, tak némeckojazy¢nych oborovych ¢asopisti na prelomu 10. a 20. let, a to
predev$im v propagac¢nich zminkach o prvnich pokusech Ferdinanda Fialy o ¢eskoslo-
vensky kresleny film.* Jak ukazuje Graf ¢. 3, aZ do konce 30. let se pouzivala také varian-
ta kopirujici némeckojazy¢ny zdroj pojmu, tedy ,,trickfilm® Obé nicméné od konce 30. let
rychle ustupuji pojmu ,kresleny film®, ktery je podle uz zminéného postehu filmového
teoretika Jana Kucery pojmem, ktery nepochazi od tviircti nebo kritikd, ale od divékd (,,je
to oznadeni lidové a divacké®). Kucera vytlacuje pojem trikového filmu do cizi, némecké
(nejen némeckojazy¢né) oblasti (,Némci fikaji kreslenému filmu Der Trick-Film®),*”
a pomaha tak v jazykové zvlast citlivém protektoratnim obdobi v ustaveni ,,kresleného fil-
mu“ jako vyznamového ekvivalentu. V némcéiné se na rozdil od ¢eského ustaveni odlisova-
ly pojmy dva: filmtrick a tricfilm. Filmtrick byl ozna¢enim pro nastroj, ktery byl pouzivan
pro manipulaci svétla a stinu, a diky kterému se vétsinou v hraném filmu vytvorily efekty
¢i objekty, které nebylo mozné vytvorit jednoduse v realité.*” Vedle toho trickfilm bylo
oznaceni pfimo navézané na to, co se pozdéji ve vét§iné zemi oznacilo jako animovany
film. Kniha Filmtricks u. Trickfilme pojem definuje jako ,,umély Zivot vytvofen vrtosivou ru-
kou filmare, sestaveny z jednotlivych, strnulych obrazt a pozic, ktery pak na plétné 7ije“.*

Prvni identifikované pouziti trikfilmu v tisku vychazejicim na izemi Ceskoslovenska
je z élanku z roku 1919 v némeckojazyéném periodiku Filmschau.® V roce 1920 pouzil ¢a-
sopis zaméfeny na filmové publikum pro oznaceni kresleného filmu sou¢asné pojem ,,Ziva
karikatura“ i ,,trickfilm“*

Karel Dodal, jediny filmat, ktery se v Ceskoslovensku systematicky vénoval od druhé
poloviny 20. let az do své emigrace kreslenému filmu, v roce 1927 pouziva pojmy ,kresle-
ny film“ a ,trikfilm" jako synonyma.* S komedidlni nadsdzkou psany text citujici jeho
manzelku a spolupracovnici Irenu Dodalovou hovofi o ,trikfilmarich® posedlych , trikfil-
movou va$ni“ po ,trikfilmech*'® Jako plné zaménitelné pouziva ve stejném roce oba poj-
my i mimooborové periodikum, filmova priloha deniku Tribuna.

ku, ¢. 4 (1960), 19; vy$e zminéna studie Mette Petersové doklada, Ze to plati i pro Nizozemi, kde byl pojem
»trikovy film* (trucfilm) pouzivan od poloviny 10. let do let 30. Nebylo to nicméné jediné oznaceni pro kres-
leny film a némecky kameraman Guido Seeber navrhoval pouzivani pojmu ,Gezeichnete Filme®; béhem
20. a 30. let byla pouzivana spise varianta Zeichenfilm. Indikatorem tfi riiznych jazykovych tradic mtze byt
trojjazy¢ny Universal Filmlexikon — Universal Film Lexicon — Lexique Universel du Film 1933, ktery pro
oznaceni kreslenych filmi George Pala pouziva v anglické verzi ,,animated cartoons®, v némecké , Trickfil-
me*“ a ve francouzské ,,dessins animés®. Srov. Peters, ,,From ,Trucfilm’ to ,Animatiefilm®, 59-60.

39) Ferda Fiala, ,,R0zné", Nds film, ¢. 2 (1920), 7.

40) Kucdera, Kresleny film, 12.

41) M. V. Hotschewar, Filmtricks u. Trickfilme (Halle: Wilhelm Knapp, 1940), 7.

42) Tamtéz.

43) Von Gustav Nowy-Wallberg, ,,Ein Beitrag zur Filmdramaturgie®, Filmschau 1, ¢. 3 (1919), 6.

44) Anon., ,Cesky film*, Kinopublikum, &. 13 (1920), 7.

45) Karel Dodal, ,Reklama kreslenym filmem (Trikfilm), Zpravodaj Zemského svazu kinematografii 7, ¢. 9
(1927), 5-6.

46) Mme Irena, ,,Jak se déla trikfilm*, Filmovy kuryr 9, ¢. 16 (1935), 6.
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Trickfilm a Trikfilm

Graf ¢. 3: Pomér vyuzivani varianty Trickfilm a Trikfilm.

Uz od zacatku 20. let se objevuje tento pojem s adjektivy, ktera uptesnuji pouzitou ani-
macni techniku: ,,plasticky trikfilm® (ktery ,,[...] je pry oproti kreslenému mnohem ptiso-
bivéjsi i zabavnéjsi“),*” popt. ,kombinovany trikfilm** tedy pojmy, které miizeme nejspi-
$e vnimat jako prvni zminky o loutkové animaci.

Vedle substantiva ,,trikfilm* pouzivali novinafi i filmovi profesionalové ,,trik“ jako ad-
jektivum (,,trikovy film®), obvykle pro postupy tvorby iluzi v hraném filmu. V tomto smy-
slu jej pouzila v referatu o berlinské kinematografické vystavé v roce 1925 filmové scena-
ristka a rezisérka Zdena Smolova v ji vyddvaném casopise Cesky filmovy svét: ,,Mozno Fici,
ze atelier pro trikové filmy jest nejpritazlivéjsi ¢asti vystavy. Dva zpomalovaci aparaty
(Zeitluppen) s vykonem az 800 obrazi ve vtefing, stejné jako Ernemannovo zafizeni pro
mikroskopické filmovani tési se veliké oblibé.“*) Systematictéjsi reflexi pojmu, véetné jeho
$irokého vyznamového pole od principu kresleného filmu po iluzivni efekty filmu hrané-
ho, pfinesl text v popularnim ¢asopise Kinorevue o 12 let pozdéji. Autor pod ,trikovy film“
situuje nejen kreslené a loutkové snimky, ale také filmy s ,pfedméty neb modely*, vyme-
zuje tedy ,trikovy film“ v $ir§im smyslu. Jak zminuje ve svém textu Mette Peters: ,,Zatim-
co vSechny animované filmy podle daného zptsobu uvazovani lze povazovat za ,trikfil-
my5* ne viechny trikfilmy‘ jsou animované filmy.“*? Soucasné je to ale ,,kresleny trikfilm",
tedy trikfilm v uz§im smyslu, ktery ma nejlépe realizovat moznosti vyuziti trikového filmu
pro tzv. kulturni film:

[...] jasné, srozumitelné a nazorné predvadéti nejriiznéjsi technické, fysické a che-
mické déje. Kresleny trikfilm otvira ocelové pancite velikych parolodi a turbin, roz-
fezavad kovové valce vybusnych motori a ukazuje nam jasnéji a zietelnéji nez

47
48
49
50

Anon.,, ,,Z celého svéta‘, Filmovy véstnik 1, ¢. 21 (1921), 18.

Anon., ,,Utrzky filmu,“ Filmovd tribuna 1, & 19 (1927), 5.

Anon., ,,Z berlinské kipho®, Cesky filmovy svét 3, &. 12 (1925), 17.

Holandsky terminem je ,.trucfilm* Podoba pojmu vychdzi vice z francouzstiny. Ten ¢eskoslovensky byl vice
ovlivnén némcinou.

51) Peters, ,From ,Trucfilm’ to ,Animatiefilm™; 59.

== D
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roentgenovy snimek pohybujici se a busici srdce strojii. Bez zemépisnych map, fil-
movanych trikfilmem, neni dnes jiz skoro myslitelny ani kulturni, ani déjovy sni-
mek, ktery nds méd pfesné obeznamiti s mistni polohou mista déje.*?

Citace doklads, Ze ,,kresleny film“ i nadéle zaujimal v roz$ifeném poli vyznamu pojmu
LHtrikfilm“ ustfedni postavent, i kdyZ nebyl vzdy pouzivan jako synonymum. Rihtv text ale
formuluje jesté dal$i dulezité vyznamové kontexty trikového filmu: jednak spojeni s kul-
turnim filmem, jednak souvisejici sluzebnou funkci kreslené produkce v eduka¢nim dis-
kurzu, tedy funkci vizualiza¢niho nastroje, ktery upfesnuje informace nebo predvadi ob-
tizné predstavitelné déje. V nazvu studia zaloZeného v roce 1935 pro vyrobu filmovych
titulktl, maket ¢i dekoraci, tedy Ateliér filmovych trikid AFIT, dominoval spiSe iluzivni
aspekt prianiku diskurzu edukace a zabavy, ktery se dél prenasel pres protektoratni Oddé-
leni kresleného filmu (Zeichenfilmabteilung) spole¢nosti Prag-Film A. G. az ke studiu
Bratfti v triku.

Usili identifikovat pojem ,,trikfilm* s filmem kreslenym, ¢i pomoci adjektiv s jinymi
variantami filmt pozdéji oznadovanych jako ,animované, podstupovalo sémanticky sou-
boj s velmi ranym a pomérné intuitivnim chapanim trikového filmu coby filmu schopné-
ho klamat smysly.>® V roce 1935 filmovy publicista a historik Karel Smr7 v sérii text( pro
filmové amatéry vymezuje ,,amatérsky trikfilm“ jako kategorii, kterd zahrnuje tfi podtypy
podle objektd snimanych kamerou pro pookénkové snimani, tedy kreseb, trojrozmérnych
objektil nebo vysttizenych siluet figur.*¥ Irena Dodalova v ¢lanku z roku 1937 nejprve
okomentovala dvoji vyznam pojmu ,trikfilm®, pticemz jeho vyznamu jako ndstroje pro-
dukee iluzivnich svéti vymezuje jen tzky prostor v diskurzu filmovych technikd a kame-
ramant. Za konvenci, ktera byla v Evropé obecné pfijata, povazuje ztotoznéni trikfilmu
s filmem kreslenym. Po tomto zdkladnim pojmovém rozliSeni nasleduje vycet hodnot
a moznosti, které kresleny film (¢i synonymné trikfilm) nabizi: pomocnik ve vzdélavani,
kulturni film prezentujici zabavnou formou poucné obsahy, ale predevsim ,,trikfilm cisté
umeélecky®, trikfilm novych smért: ,, avantgardni, expresionisticky, surrealisticky.**

Timto zptisobem, tedy jako synonymum ,kresleného filmu®, byl ,trikfilm* pouzivan
i béhem protektoratniho obdobi.*® Kritce po skonéeni 2. svétové vélky se jesté objevil ve
Giirtlerové Malém filmovém slovniku, kde jej definoval filmovy kritik, teoretik a pedagog
Jan Kucera manipulaci s filmovym materialem, tedy jako ,,film, v némz se uziva k vyjad-
feni obsahu nebo vzbuzeni uc¢inku zvldstnich umeélych fotografickych zasaht (optic-

52) R. Riha, ,Filmové zazraky*, Kinorevue 3, & 50 (1937), 474-475.

53) Pocinaje stop-triky George Méliése. Srov. Peters, ,,From ,Trucfilm' to ,Animatiefilm™, 59. Srov. také etymolo-
gickou poznamku Jana Kucery z roku 1941: ,Na cizich oznacenich kresleného filmu je jedna, po mém sou-
du zavazna, zajimavost: cizi nazvy vyjadruji podiv nad onim technickym procesem, ktery oZivuje mrtvé, kte-
ry — abych tak fekl — podvddi. Trick-film, to je film zaloZeny na néjakém obratu, na kouzelnickém hmatu,
na triku.“

54) Karel Smrz, ,,Amatérsky trikfilm, Kinorevue ptiloha Kinoamatér 2, ¢. 6 (1935), 22; ¢. 7, 26; €. 8, 29; srov. také
Karel Smrz, ,,O filmovych tricich: (Pokra¢ovani), Pathé-Revue 3, (1934), 91.

55) Iréna [Irena Dodalova], ,Trikfilm a jeho moznosti v Evropé", Kinorevue 4, ¢. 13 (1937), 252-253; ¢. 14,
274-275.

56) Srov. zminku o filmu Svatba v kordlovém moti z roku 1944: ,,Nékolik snimki z kreslené filmové grotesky
Pragfilmu ,Svatba v koralovém mofi' Je to prvni trikfilm tohoto druhu, ktery vznikl v Praze.“ Anon. ,,Svat-
ba v koralovém moii — Kreslena groteska — z Prahy*, Kinorevue 10, ¢. 31 (1944), 245.
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kych)“*" ale z filmového tisku uZ prakticky zmizel. S tim, jak se rozsifovala produkce Ces-
koslovenského kresleného a loutkového filmu, doslo k plné standardizaci oznaceni téchto
typt produkce a pojem ,,trikovy film“ byl pouzivan ¢astéji pro oznaceni filmt kombinuji-
cich bud vice anima¢nich technik, nebo film hrany s filmem animovanym (film Novy Gu-
lliver (Alexandr Ptusko, 1935), ktery kombinoval Zivé herce s loutkami,*® nebo snimek Vd-
nocni sen (Karel Zeman - Botivoj Zeman, 1945), ktery je ,,kombinaci hraného, loutkového
a Caste¢né kresleného filmu, je to tudiz film trikovy [...]).“” Ve druhé poloviné 50. let
pojem definitivné mizi® a nahrazuje jej pomérné plynule ,,animovany film“ (viz Graf ¢. 2).
Verze ,trickfilm*“ se od konce 40. let objevuje v eskych periodikach pouze v navaznosti na
némecka studia ¢i publikace.

Kresleny film

Jak uz bylo feceno vyse, ,kresleny film“ se jako ¢eska jazykovd varianta pojmu ,trikovy
film“ prosazoval az od druhé poloviny 30. let, do té doby se objevovalo adjektivum ,kres-
leny“ v zévislosti na Zdnrové dominujicim substantivu ,,groteska““" nebo ,veselohra“ (viz
Obr. 2),? ptipadné byl kresleny film i zastupovan vyhradné Zanrovym oznacenim ,,gro-
teska®, jak to popisuje Kuclera.® V Nizozemsku propojeni s Zdnrem moc neexistovalo.
Castéji se objevovalo propojent jako ,,%iva kresba“ nebo , kresba karikatur*¥ V obou pti-
padech se vsak jednalo o snahu co nejlépe a nejpresnéji popsat vidéné. Zachytit v pojmech
jak vytvarnou, tak i pohybovou slozku média.

Jedno z mala pouziti pojmu ,kresleny film“ béhem 20. let se tykalo amerického seria-
lu o kocouru Felixovi, kdyz Cesky filmovy zpravodaj v roce 1927 hovoti o ,.kresleném fil-
mu® a o praci ,,kartonistd, ¢imz byli mysleni, jak vyplyva z nasledného popisu prace, fa-
zafi ¢i animatofi.®” Tento piiklad, kdy byl pojem reflektujici uzivanou techniku pouzit i na
pojem oznacujici pracovni pozici, byl typicky i pro holandskou animaci, kde se taktéz ¢as-

¥

to pouzival pojem , kreslif.®

57) Jan Kucera, ,Trikfilm, in Giirtler, Maly filmovy slovnik, 373-374.

58) Anon., ,Zvlastni piiloha Filmového zpravodajstvi®, Filmové zpravodajstvi, ¢. 85 (1946), 4; Eduard Hofman,
»Konfrontace: Cesky, sovétsky a americky kresleny film*, Kino 3, ¢. 24 (1948), 464.

59) Anon., ,,,Vano¢ni sen' vyznamenan v Cannes', Informacni zpravy: Stdtni vyroby celovecernich filmii o priitbéhu
natdceni eskych filmii 1, ¢. 23 (1945-1946), 27.

60) Lucie Cesalkova ve své knize Atomy vécnosti viak zmifiuje, Ze se termin pojem trikfilm objevuje jesté v druhé
poloviné 50. let ve spojitosti s reklamou napt. v periodicich Reklama nebo Propagace. Viz Lucie Cesélkova,
Atomy vécnosti: Cesky kratky film 30. az 50. let (Praha: Narodni filmovy archiv, 2014), 370-371.

61) Stojanik, ,Veselohry v¢erejska a dneska’, Filmové listy 3, ¢. 1 (1931), 7.

62) [Reklama] ,,Nejslavnéjsi hvézda nejlepsich zvukovych veseloher Myska Micky*, Film 11, ¢. 1 (1931), 17. Toto
spojeni podstatného a pridavného jména odpovida procesu tzv. substantivizace zanru popsanému Rickem
Altmanem, srov. Rick Altman, ,Obaly na vicero pouziti: Zanrové produkty a proces recyklace, Iluminace
14, & 4 (2002), 5-40.

63) Kucdera, Kresleny film, 11.

64) Peters, ,From ,Trucfilm’ to ,Animatiefilm®, 63.

65) Anon., ,Jak se filmuje ,Kocour Felix“, Cesky filmovy zpravodaj 7, ¢. 38-40 (1927), 16.

)

66) Peters, ,From ,Trucfilm’ to ,Animatiefilm®, 63.
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Obr. 2: Ukédzka propaga¢niho materidlu
vyuzivajiciho oznaceni kreslena veselohra.
[Reklama] ,,Nejslavnéjsi hvézda nejlepsich
zvukovych veseloher Myska Micky*, Film 11,
& 1(1931), 17.

V roce 1935 vyuzil autor textu o sovétském filmu Novy Gulliver (Alexandr Ptusko,
1935) pojem ,,kresleny film“ jako prostfedek pro vymezeni postupu nataceni, pro které ne-
existoval specificky pojem, tedy pookénkové snimani, a poslouzil tedy podobné jako ¢as-
téji uzivany pojem ,,trikovy film“: ,Pohybového zvladnuti loutek po strance technické bylo
dosazeno zptisoby kresleného filmu.“®”

Jak ukazuje Graf ¢. 4, jesté pred povale¢nym boomem ¢éeské kreslené tvorby doslo k $i-
rokému uzivani sledovaného pojmu v tuzemském tisku ve druhé poloviné 30. let. Vnima-
ni techniky kresleného filmu zdsadné formovaly americké kreslené grotesky, o kterych Ka-
rel Smrz v roce 1934 psal: ,,Kreslend groteska vznikla v Americe — a jenom tam se ji
dobfe dafi. Vechno, co nese jinou vyrobni znacku, jsou vét§inou nevtipné odvary americ-
kych origindla.“*® Kli¢ovym faktorem pro to, Ze se kresleny film objevuje ve druhé polo-
viné 30. let v ¢eském odborném i laickém diskurzu nesrovnatelné ¢astéji nez diive, je uve-
deni celovecerniho kresleného filmu Snéhurka a sedm trpaslikii (David Hand, 1937).%
Velkd vétsina zminek z roku 1935 se vztahuje na americké kreslené filmy. Filmy Walta
Disneyho a jiné americké snimky v druhé poloviné 30. let tvorily pfiblizné polovinu zmi-
nek o kresleném filmu. V periodiku Filmové zajimavosti bylo dokonce ¢asto pfitomné za-

67) Aj, ,Novy Gulliver®, Kinorevue, ¢. 44 (1935), 347.

68) Karel Smrz, ,,Zpivajici tus, Kinorevue 1, ¢. 18 (1934), 348.

69) Anon., ,United Artists se predstavuji v nové produkci 1935/36% Filmovd tiskovd korespondence 2, ¢. 322
(1935), 3.
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Obr. 3: Ukdzka zahlavi periodika Filmové zajimavosti. Filmové zajimavosti 2, ¢. 419 (1937), 1.

hlavi nazvu periodika pravé s Mickey Mousem (viz Obr. 3). Vedle nich se ale objevovaly
zminky napf. o filmu Vsudybylovo dobrodruzstvi (Irena Dodalova — Karel Dodal, 1936),
ktery byl dokoncen v roce 1936 Irenou a Karlem Dodalovymi.

Pfelomovy vliv a ohromujici pasobivost Disneyho Snéhurky a sedmi trpaslikii doku-
mentuji slova Jitiho Kucery z roku 1941:

Ve filmu neni chyby technické ani stavebné dramatické. Je vitbec pochybné, 1ze-li ta-
kové dilo napodobit v jeho vnéjsi dokonalosti. Uspéch dila byl vieobecny. Déti i do-
spéli, prosti divaci i rafinovani teoretikové byli nadSeni. ,Snéhurka® je opravdu jed-
nim z méla filmovych dél v pravém slova smyslu grandiosnich.”®

Prvni vyraznou a explicitni definici ,,kresleného filmu® Ize najit az v roce 1949 v ¢aso-
pise Kino. Nicméné ani zde neni technika kresleného filmu definovana skrze specifikum
kresby: ,,Kresleny film. Pojem (technicky): kresleny film je série obrazt pohybu rozlozené-
ho na v jednotlivé faze, jez nafilmovany a promitany davaji plynuly visudlni vyraz prede-
psanému dé&ji.“”? Giirtler ve svém slovniku definuje kresleny film jako pojem vazany na
techniku: ,,Kresleny film je serie obrazii pohybu rozlozeného v jednotlivé faze, jez nafil-
movany a promitany davaji plynuly visudlni vyraz predepsanému déji.“ Tato ¢ast by ale
mohla byt definici obecnéjsiho pojmu, jakym se pozdéji stal pravé pojem animovany film.
Nicméné z pozdéjsich slov lze sledovat, Ze si je védom i pojmu loutkovy ¢i stinovy film,
ktery fadi pod obecny pojem trikovy film.”

V roce 1951 se objevuje dalsi kombinace, kterd ma vazbu na dlouhodobé uzivani trik-
filmu nebo filmu trikového, a sice kresleny trik. V ¢lanku Film pomdhd lékafiim je tento
pojem vztédhnut k Zdnru instrukéniho filmu.” Nakonec se uzivalo i spojeni kresleny graf,

70) Kucera, Kresleny film, 30.

)
71) Anon., ,Filmové abeceda®, Kino 4, ¢. 10 (1949), 142.
72) Hanus$ - Bldha - Novék, ,,Film kresleny, in Giirtler, Maly filmovy slovnik, 155.
73) Anon., ,,Film pomaha lékaftim: Dva instruk¢ni filmy o u$nich chorobéch ur¢ené pro odborniky*, Kino 6,

¢.1(1951), 8.
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Kresleny film

Graf ¢. 4: Narust uzivani pojmu kresleny film.

Lucie Cesalkova v knize Atomy vécnosti zminuje existenci oddéleni Vyroba kresleného
grafu a diafilmu, které fungovalo v rdmci Studia populdrné-védeckych a nau¢nych filma.”

Loutkovy vs. figurkovy film

Ve 20. letech se pojem ,loutkovy film“ nepouzival a oznacovani figury jako loutky bylo vy-
hrazeno divadlu. V Nizozemsku se pojem naopak pouzival uz ve 20. letech a je vice spojo-
van se siluetovou animaci, kterd méla silné koteny ve v té dobé velmi populérnim silueto-
vém divadle.’> Loutkové technika tak byla v Nizozemsku i v Ceskoslovensku velmi
ovlivnéna typem divadla, které zrovna v danych zemich prevazovalo. Pojem je tak defino-
van odlisnym typem uméni a nelze ho ve vSech jazycich vnimat stejné, nebot ma vzdy
svou specifickou historii.

Prvni uZiti loutkového filmu v Ceskoslovensku lze nalézt v roce 1931 pti popisu filmu
Spejblovo filmové opojeni (Josef Skupa, 1931), ptiznaéné s odkazem na Skupovy loutky
Spejbla a Hurvinka, které ,,staly se svétozndmymi“’® Pojmové rozli§eni mezi filmovanim
pohybu marionet (loutkovy film) a pookénkovou animaci figur (film figurkovy) potvrzu-
je preklad francouzského textu ve Filmovém kuryru:

Filmy Starevi¢ovy byly ,,hrany* figurkami, pfi ¢emz jejich tvtirce tvofil trpélivé po-
hyb, obrazek za obrazkem. Dosud vsak bylo vytvoreno velmi mélo ve filmu, v némz
by hraly opravdové loutky, pfi ¢emzZ pohyb by se byl dél dratky.””

74) Cesalkova, Atomy vécnosti, 85.

75) Peters, ,,From ,Trucfilm' to , Animatiefilm*“, 60-62.

76) Anon., ,Zvukovéa produkce FiSerfilmu®, Filmovy kuryr 5, ¢. 45 (1931), 5.
)

77) Frangois Mazeline, ,,Loutkové filmy s marionetami®, Filmovy kuryr 6, ¢. 46 (1932), 3.
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V prosinci 1940 text ve Filmovych listech prezentuje film bratrti Tovarkovych Vzpo-
minky starého ndmornika (Jaroslav Tovarek — Arno$t Tovarek, ?). Zde autor sice pouziva
pojem loutkového filmu pro anima¢ni techniku, ale popisuje loutkovy film jako nedosaze-
ny ideal. Rozli$uje mezi loutkovym filmem jako svébytnym Zdnrem uréenym filmovou
technikou, kterého Tovarkové jesté nedosdhli, a groteskou — ktera je sice ,,jedina svého
druhu ale je to stale groteska, tedy zanr, ktery zatim neni ani hybridizovany adjektivem

rec

»loutkova, jak se to podatilo kreslenému filmu:

[...] mizeme vidéti, kdyz ne naprosto dokonaly loutkovy, trikovy film, tedy alespon
grotesce dalgi, kterd bude jiz naprosto dokonaly a bude moci konkurovati kreslenym
groteskdm americkym.”®

V roce 1944 byl i film Ferda Mravenec (Hermina Tyrlova, 1944) oznacen ¢eskym roz-
hlasem jako figurkovy, a dokonce cely porad, ktery se touto technikou zabyval, oznacili
obecné jako figurkovy.”® Ani v roce 1946 jesté v profesnim diskurzu pojem loutkového fil-
mu plné nenahradil figurkovy film a Filmové zpravodajstvi charakterizovalo Ptugkova No-
vého Gullivera (Alexandr Ptusko, 1935) jako ,,prvni celovederni hrany film figurkovy**”
Po¢inaje filmem Ferda Mravenec®" a o rok mlad$im Vinocénim snem (Karel Zeman — Bo-
fivoj Zeman, 1945)% se ale pojem loutkového filmu pevné ustavuje a jeho uzivani kulmi-
nuje v roce 1947, kdy jsou pfedmeétem zajmu zminéné loutkové filmy ze Zlina nebo snim-
ky Jitiho Trnky.

Karel Zeman pro Maly filmovy slovnik definoval v roce 1948 loutkovy film pomérné
detailné a zna¢né jej oddéluje od filmu kresleného, a to predevsim skrze prostorovou cha-
rakteristiku:

Umélé tvofeni pohybu, vzniklé souvislym promitanim fady statickych fotografii
loutek, fixovanych v jednotlivych fazich. Tvorba pohybu je zaloZena na principu
rozkladani pohybu stejné jako u filmu kresleného. Na rozdil od kreslife, odkézané-
ho na plochu, vyuziva 1. f. vyhod tfi dimensi a vyhod plynouci z materiald, odli$né-
ho vytvarného zpracovani a fotografie.*

Pojem figurkového filmu neuvadi. Ale zaroven poukazuje i na typ loutkového filmu

jakozto loutkové grotesky.*)

V roce 1958 text ve Filmovych informacich upozornuje na specifické pristupy Karla Ze-
mana k loutkdm. Nékteré z pristupti byly oznadeny za vynélez novych druht animace:

78) Anon., ,Narodila se prvni loutkové ceska groteska®, Filmové listy 12, ¢. 25-26 (1940), 4.
79) R., ,Rozhlasova reportdz o tom jak se déld figurkovy film', Pressa 16, ¢. 56 (1944), 1.
80) Anon., ,,Zvlastni ptiloha Filmového zpravodajstvi®, Filmové zpravodajstvi, ¢. 85 (1946), 4.
81) Anon.,, ,Prazské premiéry, Filmovy kuryr 18, ¢. 1 (1944), 2.
82) Fz, ,,Filmové predvadéni na piestanském sjezdu’, Filmové zprdvy 1, ¢. 88 (1945), 2.
83) K. Zeman, ,,Film loutkovy*, in Giirtler, Maly filmovy slovnik, 158.

)

84) Tamtéz, 159.
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Loutkovy film

Graf ¢. 5: Narust uzivani pojmu loutkovy film.

Jiz po patnact let, kdy pracuje ve svém venkovském gottwaldovském ateliéru, vy-
zkousel ¢i vynalezl Zeman nékolik druht animace: figurku s draty (pan Prokouk),
loutky (Krdl Ldvra [Karel Zeman, 1950]) figurka z foukaného skla (Inspirace [Karel
Zeman, 1948]) loutky kombinované s kreslenym filmem (Poklad ptaciho ostrova
[Karel Zeman, 1953]), modely predpotopnich nestvir, kombinované s hrou Zivych
osob (Cesta do pravéku [Karel Zeman, 1955]).5

Specifické je zde rozdélovani loutky na figurku s draty a loutku, kde byly pojmy urce-
ny nejspise podle hodnoceni viditelné struktury loutky.

S naristajicim poctem filmd vyuzZivajicich loutkovou techniku se po valce zvétsuje
i pocet uziti tohoto pojmu. Nejcastéji se termin vaze predevsim na tvorbu Herminy Tyrlo-
vé a Karla Zemana (viz Graf ¢. 5). Vedle toho pojem figurkovy postupné upada a plné jej
nahrazuje pravé loutkovy.

Ploskovy film

Dnes prevladajicimu terminu ,,ploskova animace® predchazelo oznaceni ,,papirkovy film®
V 50. letech, kdy se tato technika zacala pouzivat, je papirkovy film spojen predevs$im
s tvorbou Jifiho Trnky. Text v ¢asopise Kino definuje ,,papirkovou metodu’, ,,[t]o zname-
n4, Ze misto loutek v nich vystupuji ploché, z papiru vystiizené figurky, jak jsme vidéli jiz

85) Anon., ,Velk cena Ceskoslovensku, Filmové informace 9, ¢. 35 (1958), 18.
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v kratkém filmu Vesely cirkus (Jiti Trnka, 1951)“%) Ve Filmovych informacich se v roce
1954 objevuje tato definice: ,,[...] figurky jsou vystfihovany a pohybovany na rtzné od-
stupnovanych sklenénych plochach [...]“*” Technika papirkového filmu, stejné jako prace
s »obrazkovymi filmy* pouzivajici komentované statické obrazky (O zlaté rybce (Jiti Trn-
ka, 1951), Jak statecek ménil az vyménil (Jiti Trnka, 1953)), pfitom slouzi k prezentovani
Trnky jako tspésného inovatora a experimentdtora:

Je dobfe zndm jeho uspé$ny pokus s t. zv. papirkovym filmem [...] v pokus-
ném snimku ,,Cirkus, ktery byl Siroce komentovan a vysoce ocenén i na strankach
zahranic¢niho tisku, pravé tak jako jsou znamy jeho pokusy s t. zv. obrazkovymi fil-
my [...].%

Jako specidlni forma papirkového filmu je v roce 1955 prezentovan ,,magneticky film
poprvé pouzity v agitce pro nabor pro osidlovani pohrani¢i a praci v zemédélstvi Byl jeden
domecek (Vladimir Lehky, 1955): ,,Pti realisaci filmu bylo pouzito nové papirkové techni-
ky, zvané magneticky film.“® Technika byla definovéna jako

[...] zna¢né zlepsend obdoba papirkového filmu, v némz jsou z papiru vysttihované
figurky, opatfené draténymi klouby, uspé$né nahrazeny plechovymi panacky, uva-
dénymi v pohyb na plose elektromagnetické desky. Tato technika odstranuje nut-
nost kloubového otdceni a umoziuje zcela novy a plynulejsi pohyb figurek. Dal$imi
vyhodami této techniky je zna¢né zkraceni vyrobni doby filmu, moZznosti rozvoje
daldich trikd, sniZzeni ndkladu a rozéifeni realisa¢nich moznosti pti natd¢eni jedno-
duchych kréatkych filmi tohoto druhu.®”

V textu je kromé vySe zminéné agitky Byl jednou jeden domecek s technikou spojovan
hlavné animétor Karel Mann, ktery mél zkouset techniku zalozenou na ,,[...] pfilnavosti,
vznikajici v dsledku tieci elektfiny**"

Jind pojmova alternativa k ploskové animaci, ,vystfihovany film®, byla uzivana prede-
v§im na zacatku 50. let soubézné s pocatky pouzivani pojmu ,papirkového filmu® (viz
Graf ¢. 6). V roce 1951 Filmové informace podaly zpravu o promysleni dvou nau¢nych
snimk prazského loutkového filmu, z niz jeden (O pismu) oznacuji jako ,vystfihovany“
a druhy (Déjiny oblékdni) jako ,,papirkovy“®? Véstnik Ceskoslovenského stdtniho filmu
vroce 1951 pti popisu filmu Vesely cirkus (Jifi Trnka, 1951) obé charakteristiky propojil do
oznaceni ,vystfihovany papirkovy®, a zdtraznil tak odlisnost obou pojmi, které oznacuji
budto zpiisob vyroby figur, nebo jejich material.*>

86) Anon., ,Dobry vojak Svejk v loutkovém filmu, Kino 9, &. 7 (1954), 104.

87) Anon.,, ,Jiti Trnka a jeho filmové dilo®, Filmové informace 5, ¢. 19 (1954), 4.

88) Tamtéz.

89) Anon., ,Kreslené propaga¢ni filmy*, Filmové informace 6, ¢. 28 (1955), 7.

90) Anon., ,Nova technika v kresleném filmu*, Filmové informace 6, ¢. 2 (1955), 9.
91) Tamtéz, 10.

92) Anon., ,Loutkovy film v ptistim roce®, Filmové informace 2, ¢. 52 (1951), 10.

)
)
)
)
)
)
) ~
93) Anon., ,Loutkovy film®, Véstnik Ceskoslovenského stdtniho filmu 5, ¢. 7-8 (1951), 40.
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Ploskovy film

Graf & 6: Cetnost uzivani variaci papirkového, vystiihovaného a plogkového filmu.

Termin ,,ploskova animace, ktery od 70. let pro oznaceni této techniky prevladal (viz
Graf 6), neodkazuje ani k materidlu, ani k technice vyroby, ale k rozdilu oproti trojrozmér-
né loutce, a predevsim oproti reliéfni animaci, ktera se objevuje na konci 50. let. Popis fi-
gur jako plosek se poprvé objevuje az v roce 1955, kdy je tento typ animace definovan jako
Lilm vytvafeny pohybem plosek z rizného materidlu“*? V 80. letech nabidlo pracovni-
kim filmové distribuce definici interni metodické periodikum Zpravodaj UPF v textu,
ktery mél omezit chybné pouzivani animacnich technik. Ploskovy a papirkovy film jsou
zde uvedeny jako synonymni oznaceni stejné ,,metody*, uplatiiované pro vét$inu televiz-
nich vecerni¢ki ,,pro Gspornost a pomérnou vyrobni snadnost* Encyklopedie filmové
techniky v roce 1974 oproti tomu uvadi papirkovy film jako podkategorii ploskového fil-
mu (jiné ploskové filmy jsou také vysttihovany, ale z jiného plochého materidlu, nez je
papir).*®

94) Milan Pavlik, ,Deset let ¢eskoslovenskych kreslenych a loutkovych filma, Zdbér 7, ¢. 9 (1955), 4.

95) pz, ,Techniky a terminologie v animovaném filmu, Zpravodaj UPF, (1986), 6.

96) Otto Levinsky — Antonin Stransky, Film a filmovd technika (Praha: Statni nakladatelstvi technické literatury,
1974), 78.
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Reliéfni a poloplasticky film

Graf ¢. 7: Pomér uzivani reliéfniho a poloplastického filmu.

Reliéfni animace

V roce 1958 se v souvislosti s uvedenim filmu Jana Dudeska Viem nelze vyhovét (Jan Du-
desek, 1958) objevily popisy techniky ,,reliéfnich figur“” a typu loutek, které Dudesek po-
uzil: ,[...] pfimocard struktura pribéhu vnukla Dudeskovi napad zahrat jej reliéfnimi
loutkami. Jsou to z profilu vyfezavané figurky, plasti¢téjsi nez vysttihované z papiru, které
se animuji podobné jako marionety [...].“*Y Jedn4 se zdroveii o jednu z mala technik, kte-
rd je velmi vdzand na ¢eskou animaci. Z tohoto divodu nebyl termin ovlivnén néjak vy-
razné okolnimi staty, ale spiSe vychazel pfimo z toho, na ¢em dana technika stdla.

Od konce 50. let uz se za¢ina pozvolna objevovat reliéfni film jako plné standardni
technika a jedna z nejtypi¢téjsich variant animovaného filmu* a od konce 60. let je po-
uzivén alternativni termin ,poloplastickd technika“ (viz Graf & 7).1%0 Uelové piehledy
animacnich technik pro filmové profesionaly z let 1982 a 1986 uvadi ,,reliéfni (poloplastic-
ky)“ film jako jednu ze ¢tyt zakladnich animac¢nich technik vedle kresleného, loutkového
a ploskového (papirkového) filmu s upfesnénim typt moznych materialti pro vyrobu lou-
tek — dfevo, sklo, textil, pernik, umélé hmoty, plastelina a dalsi.’*V

Vyrazné zacala byt technika reliéfni animace spojovana predevsim s Bfetislavem Poja-
rem. Jeho film Bilidr (Bietislav Pojar, 1962) nebo serial Pojdte, pane, budeme si hrdt (Bre-

97) Anon., ,K 60 letim ¢&s. kinematografie, Zpravodajstvi: o krdtkometrdznich filmech 2, ¢. 19 (1958), 11.

98) Marie Benesovd, ,,Ze studii loutkového filmu*, Film a doba 4, &. 2 (1958), 92.

99) Katefina PoSovd, ,,Navstéva ve svété fantazie, Zdbér 5, ¢. 2 (1972), 6.

100) Jifi Tvrznik, ,Nejen cas, energie, ale také srdce®, Kino 34, ¢. 26 (1979), 11.

101) ZS, ,Informace o jednotlivych technikich animovaného filmu, Filmovy prehled, ¢. 7 (1982), 48. Srov. také
pz, »Techniky a terminologie v animovaném filmu*, 6.
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tislav Pojar — Miroslav Stépanek, 1965-1973) zacaly byt velmi vyrazné pouzivany jako pii-
klady reliéfni animace. Zaroven se postupné za¢ina objevovat snaha poukazat na odlisnost
reliéfni animace a oddélit ji od dalsich technik, predevs§im pak od techniky loutkové, se
kterou byla dlouho velmi tizce vazana. Toto lze nejvice pozorovat v textu Tviirci postupy
animovaného filmu (I1.), ktery se objevil ve Filmovych informacich v roce 1971. Text po-
ukazuje na odli$né moznosti a hranice kresleného, loutkového a reliéfniho filmu, ¢imz za-
roven zmiriuje vyhody a nevyhody danych technik.!*?

Kombinovany film

Tento pojem se nejc¢astéji v tuzemském kontextu uzival ve vyznamu, kterym jej definuje
v roce 1974 encyklopedickd publikace Film a filmovd technika, tedy jako

spojeni technik animovaného filmu s technikou filmu hraného, pfi¢emz animovana
slozka prevazuje nebo je s hranou slozkou v rovnovaze [...] vznikl hned na zacatku
animovaného filmu a nejc¢astéji uzivanou formou byl hrany ramec, ktery zdtrazno-
val rozli¢nost dvou technik.!®

V tomto smyslu je pojem aplikovany uz v roce 1946 na Vzpouru hracek (Hermina Tyr-
lova - FrantiSek Sadek, 1946): ,,Loutkovy film, kombinovany s hranym.“'*¥ ,Kombinova-
ny film* nemél jesté ustaveny vyznam, takze si autor textu o festivalovém tspéchu Vinoc-
niho snu (Karel Zeman - Botivoj Zeman, 1945) vypomaha obecnéjsi kategorii ,,trikového
filmu: ,,Vano¢ni sen’ je kombinaci hraného, loutkového a ¢aste¢né kresleného filmu, je to
tudiz film trikovy [...].“1 V roce 1947 Bohumil Brejcha spekuloval o moZznostech kom-
binovat vicero animacnich technik:

Je samoziejmé, ze vyvoj ukazuje, Ze v budoucnosti dojde ke kombinaci filmu loutko-
vého s filmem hranym. A pravé tak vyvoj ukazuje, ze dojde ke kombinaci s filmem
kreslenym. A kdesi daleko v budoucnosti se domnivame, Ze dojde ke kombinaci fil-

mu kresleného, loutkového i hraného.!'%®

Pedagog a filmat Jaroslav Novotny v ¢lanku z roku 1951 ustavuje jasnéjsi obrysy poj-
mu jeho negativnim vymezenim a vysvétluje, Ze film Herminy Tyrlové Nepovedeny pand-
Cek (Hermina Tyrlova, 1951) (zde pod pracovnim ndzvem Miniaturni ptibéh) nespada ke
kombinovanému filmu i pfesto, Ze se ve filmu objevuji jak hrané, tak i animované zabéry,
protoZe nesplnuji podminku, aby se postava setkala s loutkou v jednom zabéru.!®”

) Anon., ,, Iviir¢i postupy v animovaném filmu (I1.), Filmové informace 22, ¢. 30 (1971), 5.
) Levinsky - Stransky, Film a filmovd technika, 70.
104) Anon., ,Filmy ve vyrobé*, Informacni zpravy 1, ¢. 17 (1946).
) Anon., ,,.Vano¢ni sen’ vyznamenan v Cannes®, Informacni zpravy 1, ¢. 23 (1946), 27.
) Bohumil Brejcha, ,,Perspektivy loutkového filmu, Kino 2, ¢. 47 (1947), 927.
) J. Novotny, ,Rezisérka Hermina Tyrlova z gottwaldovského tviir¢iho kolektivu nataéi loutkovy film pro
déti Miniaturni ptibéh’, Kino 6, ¢. 8 (1951), 182.
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V nékterych pripadech byla defini¢ni ,,kombinace® technik upfesnéna jejich vyétem,
jako tomu bylo napt. u popisu Cesty do pravéku (Karel Zeman, 1955) ve Filmovych infor-
macich z roku 1953: ,[...] kombinovany loutkovy, kresleny a hrany film [...],“®®ale i zde
je patrna defini¢ni role hraného filmu a redlnych postav, kombinovanych ve stejném zébé-
ru s animaci. Ackoli tedy tento vyznam v odborném i popularnim tisku prevladal, vysky-
tovalo se i uziti pojmu ,,.kombinovany film“ pro oznaceni spojeni vice technik animace,
konkrétné pro prolnuti ,,postupti kresleného a ploskového filmu'® kdy autorovi jako pti-

klad poslouzila Divokd planeta (René Laloux, 1973) a Smrtici viiné (Vaclav Bedtich, 1969).

Omezena animace: anima¢ni styl jako animacni technika

Predchozi oznaeni animacnich technik vychazeji (s vyjimkou metaoznaceni ,, kombino-
vany film“) z pojmenovani animovaného materidlu (kresleny, loutkovy, figurkovy, papir-
kovy, ploskovy, reliéfni film) nebo z principu prace s vjemy divaka (trikfilm), zatimco
»omezend animace“ definuje techniku na zakladé pouzitého anima¢niho stylu. Pojem
»obrazkovy film“ je v roce 1954 popsan jako film, kde ,,statické obrazky ilustruji slovni ko-
mentaf (pohadky ,0 zlaté rybce’ a ,Jak stafe¢ek ménil az vyménil).“!% Tato definice nacr-
tava obrysy soucasného pojmu ,omezené animace®, ktery pokryva také od konce 40. let
pouzivany termin ,leporelo®: to bylo charakteristické spise sledem statickych obrazku
a pohybem kamery. Jako priklad leporela byl ¢asto uvadén napt. film O makovém koldci
(Zdenék Miler, 1953)."'" Nutno ale podotknout, ze omezend animace jiZz spada spise do
animacniho stylu nez do technik, ale souc¢asné byly v dobovém kontextu ¢asto pouzivany
jako definice technickych vlastnosti filmu. V roce 1954 jsou zminéné filmy Jitiho Trnky
oznacovany spise jako experimentalni tvorba:

[...] pravé tak jako jsou zndmy jeho pokusy s t. zv. obrazkovymi filmy, kde statické
obrazky ilustruji slovni komentat (pohadky O Zlaté rybce a Jak statecek ménil az vy-
ménil).\?

Jako protiklad k pojmu omezené animace nebo obrazkového filmu se od 70. let za¢ina
pouzivat ,totdlni animace“ nebo ,absolutni animace® Totdlni animace byla spojovana
predevsim s tvorbou Pavla Koutského, tedy se zastupcem generace nastupujici v 80. le-
tech," a za jednoho z prvnich tviirctl, ktef{ vyuzivali totalni animaci, je oznacovan Igor
Seveéik.!™ Daleko vétsi vyznam méla absolutni animace pravé v Nizozemsku, kde se ter-
min spojoval s abstraktni tvorbou hlavné némeckych avantgardnich filmafa."* Vyznam

) Anon., ,,Stru¢né o loutkovém filmu*, Filmové informace 4, ¢. 32 (1953), 12.
109) ZS, ,Informace o jednotlivych technikach animovaného filmu*, Filmovy prehled, ¢. 8 (1982), 48.
) Anon., ,Laureat statni ceny 1954 Jifi Trnka a jeho filmové dilo®, Filmovy prehled, ¢. 21 (1954), 2.
) Anon., ,Nové cesty kresleného filmu: (Vytah z rozhlasové prednésky Eduarda Hofmana)®, Filmové infor-
mace 2, ¢. 3 (1951), 16.
Anon.,, ,Laureat statni ceny 1954 Jifi Trnka a jeho filmové dilo, Filmovy prehled, ¢. 21 (1954), 2.
Petr Zvonicek, ,,Zdrava animace Pavla Koutského', Kino 41, ¢. 2 (1986), 13.
Tamtéz.
Peters, ,,From ,Trucfilm’ to ,Animatiefilm®, 59
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absolutni animace je pak odli$ny, nez jak se pouziva u nas. Postupné se posouva vnimani
pojmu coby filmové techniky k jejimu pojeti jako animacéniho stylu, ktery ,,nesmazava ori-
ginalni rukopis® a ,,dospiva k eliminaci stfihu — thly a velikost zabéru resi autofi anima-
ci“! a ,,umoznuje plynulé promény figur a tvart a dava i vétsi prostor zkratce a ndzna-
ku“!"” Nizozemci ho historicky vnimaji spiSe jako typ filmu, kdezto u nds je termin
spojovan spiSe s typem animace a anima¢ni kamery.

Zavér

Terminologii animovaného filmu provézely velké a ¢asté zmény. Ceskd animace byla spe-
cifickd pomérné velkou autonomii a rozvoj pojmit odrazel profesionalizaci produkce. Né-
které pojmy tak ve svém raném obdobi fungovaly ve vicero variantach a nasledné se s po-
stupnou profesionalizaci a ¢astéj$im uzivanim techniky ustaloval pouze jeden z nich.
Dlouhym procesem bylo na rozdil od nizozemského piikladu ustalovani obecného pojmu
»animovany film" ktery by oznacoval a zahrnoval principy animace.

V tomto ohledu ¢eska tvorba tihla z poéatku k némeckému slovniku, ktery vidél pod-
statu animace spi$e v oklamani divakova zraku nez v procesu ,,0ziveni, ze kterého etymo-
logicky vychazi pojem animace. Vét$ina termint se pak snazila hlavné o zaznamenani
propojenosti vytvarné a pohybové slozky. Upeviiovani pojmu trvalo skoro ¢tyticet let, bé-
hem kterych se rozvinula fada technik s mnoha oznacenimi. Ziejmé to byla ale pravé riz-
norodost animacni tvorby a technik, kterd dovolila bez vétsiho chaosu uzivat v jeden mo-
ment nékolik pojmu bez néjakého vétsiho zakotveni. Nejvétsi vliv na vznik pojmu méla
predevsim némdina, angli¢tina a francouzstina, ale objevovaly se i terminy jako napt. re-
liéfni animace, které byly tizce svazany s ¢estinou, nebot se jednalo o techniku velmi spe-
cifikou pro ¢eskou animaci.

Zatimco stars$i techniky jako kreslend animace nebo samotny termin animace ¢i ani-
movany film nebyly jednotné uzivany periodiky a filmovym préimyslem, novéj$i techniky
jako ploskova animace nebo reliéfni animace dosahovaly rychlejsi standardizace v obou
oblastech uzivani. Dobova periodika vice vychazela ze zahrani¢nich pojmu, predstavitelé
filmového pramyslu vytvareli vlastni, z ¢estiny a praxe vychazejici pojmy. Ve vét§iné pri-
padu byl vsak prijat pojem, ktery vychdzel z cizojazy¢né podoby terminu.

Je evidentni, Ze uzivané a ustalené terminy, byt jsou si v mnoha jazycich podobné, mo-
hou mit odli$né vyznamy a historické kontexty navazané na samotnou tvorbu animace.
Bez pohledu na jejich vyvoj prichazime o zajimavé informace o pozici animace v dané kul-
tufe, ale i o pochopeni vyznamt jednotlivych slov a technik, které se pouzivaji naptic ze-
mémi.
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Godzilla versus Kral monster

Dan Kratky, Krdl monster! Filmy s Godzillou v letech 1954 aZ 1965 (Brno: MuniPress, 2023).

Rudolf Schimera
(Univerzita Palackého v Olomouci, Ceskd republika)

Filmy o japonskych monstrech, jimz od 50. let kraluje Godzilla, jsou znamy jako kaiZi eiga. Cesti fa-

nousci tohoto zanru dostali minuly rok mensi darek v podobé knihy Krdl monster! Filmy s Godzillou
v letech 1954 az 1965 (déle jen Krdl monster) od Dana Kratkého." Ta jednak slibuje erudovany vhled
do vyvoje kaidzii eiga, zaroven laka i svym titulem, protoze odkazuje na jeho soucasnou renesanci

a obnoveny zdjem.?

Krdl monster ¢ita osm kapitol, které 1ze rozdélit v zasadé na dva okruhy. Ten prvni se snazi ¢tenare

uvést do redlii souvisejicich s Godzillou® a déjinami japonského filmu, ten druhy pak poskytuje obséh-

lou analyzu $esti vybranych filmu, v nichz se Godzilla mezi lety 1954-1965 postupné objevovala.” Au-

tor sice deklaruje, Ze kniha je ur¢ena pro filmové fanousky (8), text viak klade na ¢tenafe pomérné vy-

soké naroky, protoze je k jeho ¢teni tieba mit solidni znalosti filmové teorie a $irsich souvislosti

1)

Autor je na prebalu knihy uvddén jako doktorand Ustavu filmu a audiovizudlni kultury MUNI. Zaroveii ptiso-
bi i jako dramaturg prehlidky asijskych filmu Filmasia a je predsedou Asociace provozovatelt kin. Krdl mon-
ster je ve skute¢nosti jeho piepracovanou magisterskou diplomovou praci nazvanou Flexibilita probuzené zkd-
zy: Poetika filmii s Godzillou v letech 1954 az 1965, kterou obhdjil v roce 2020 pod vedenim Radomira D. Koke-
$e. Ten nasledné stal i za jejim knizZnim vydanim, jezZ odborné recenzovali Jifi Fligl a Karla Stojakova, ktefi se
asijskému filmu dlouhodobé vénuji a ptsobi i jako dramaturgové mnoha prehlidek zamétenych pravé na riz-
né asijské kinematografie.

Jedna se o dva hollywoodské filmy Godzilla (2014) a Godzilla II Krdl monster (2019), ktery evokuje i ndzev kni-
hy. Posledni moderni inkarnaci tohoto Zénru je jiz ¢isté japonsky film — Godzilla Minus One (2023).

Jen v kratkosti dodavam, Ze zatimco autor pouziva pro Godzillu muzsky rod, ja se budu drzet rodu Zenského,
ktery mi ptijde pro ¢estinu prirozenéjsi. Autor toto rozhodnuti nijak nevysvétluje, zd4 se vsak, Ze idea identifi-
kace Godzilly jako tvora muzského pohlavi ma ptivod v tuzemské anime a otaku komunité. Dodévam, Ze ja-
ponska podstatna jména nerozliSuji rod, ten je vidy tfeba odvodit z kontextu véty. Jméno Godzilly, ¢i japonsky
Godziry (I¥3), byva prepisovano v katakané, coz v japonstiné naznacuje jeho cizi nebo exoticky ptvod. Ety-
mologicky vzniklo jako novotvar, kdy byla spojena slova pro velrybu (japonsky: kudzira, #3%) a gorilu (japon-
sky: gorira, IY3).

Jedna se o ptivodni dva filmy z 50. let, kde se monstrum objevilo poprvé: Godzilla (1954) a Godzilla se vraci
(1955), a nasledné o ¢tyti barevné a vypravnéjsi filmy z 60. let: King Kong vs. Godzilla (1962), Mothra vs. God-
zilla (1964), Ghidorah, tiihlavé monstrum (1964), Godzilla — Utok z neznédma (1965). Kromé filmu Godzilla se
vract, ktery natocil Motojosi Oda, byl rezisérem zbylych péti I$ir6 Honda.
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filmové historie. Jeho realnou cilovou skupinou je podle mého nézoru spi$e vefejnost odborna. O tom
svéd¢i i ambice knihy, protoze autorovi nejde o pouhy prehled dat o kaidZii eiga pro ¢eské fanousky, ale
naopak o jeho velmi ambiciézni teoretickou reinterpretaci.

Zakladni hypotézou Krdle monster by $lo kratce shrnout tak, Ze vybranych $est filmu, kde se God-
zilla postupné objevovala, dohromady vytvaii uzavienou sérii. Druhou je pak teze, Ze tyto filmy mélo
studio Toho ozvlastiovat jesté jinymi zanry tak, aby byly pro divaky atraktivnéjsi a aby tento Zanr sou-
stavné udrzovalo aktudlni pro dalsi generace. Tuto ideu se snazi Kratky prokazat pomoci narativni
a formalni analyzy danych filmi a jejich kontextualizace v déjinach japonského filmu.

Jaky je tedy celkovy vysledek? Bohuzel sporny.

1. Literatura a metodologie

Prestoze Krdl monster neni prili§ rozsahla kniha, jeji zabér je pomérné Siroky. Autor ¢erpéa vyhradné
z anglofonni literatury, s bibliografif ¢itajici osmdesat kniznich tituld a skoro tficet odbornych ¢lank.
Jejich popisu, systematizaci a také metodologii je vénovana celd druha kapitola ,,Godzilla versus aka-
demie, jez se déli na pét podkapitol. Dulezitou roli hraje zejména podkapitola 2.3 ,Godzilla v hlavni
roli, kterd se vénuje pfevazné autortim, jejichz knihy vychdzeji z tradic amerického ,,godzillovského*
fandomu, z néjz autor ¢erpd mnoho dat. Kratky pak Krdle monster do této kategorie sam fadi a chce
jim studium kaidzii eiga, které je v zasadé fanouskovského charakteru, obohatit o ,akademicky® na-
hled. (33) Co presné se tim mini, vyplyne z dalsich podkapitol. Ve 2.4 ,,Godzilla a jeho role v této kni-
ze“ se prihlasi k poetice seridlového vypravéni svého vedouciho prace Radomira D. Kokese, cozZ jej
v dalsi podkapitole 2.5 ,,Godzilla versus Zdpad“ premosti rovnou k Davidu Bordwellovi, na jehoz dilo
se Krdl monster odvolava asi nejvyraznéji. Tyto metodologie jsou pak aplikovany v kapitole 4 ,,Godzilla
a vypravéci taktiky, kde je vyuzita naratologie, a Bordwellové neoformalistické analyze je potom vé-
novana celd sedma kapitola ,,Godzilla versus styl®

Podkapitola 2.5 je v tomto ohledu predevsim jakousi apologii Bordwellova pristupu ke studiu asij-
skych kinematografii, ktery byva povazovan za dosti problematicky. Jednd se samoziejmé o tezi o uni-
verzalnosti ,klasického hollywoodského stylu“ a také o skute¢nosti, Ze Bordwell neumél japonsky
a odvozoval sva tvrzeni mnohdy jen ze sekundarni literatury. Kratky celou podkapitolu uvadi citaci
¢lanku japonského filmového teoretika Micuhira Jo$imota ,,The Difficulty of Being Radical: The Disci-
pline of Film Studies and the Post-Colonial World Order*® a vybira si z néj jen Gvodni tezi: ,, MiiZeme
nékdy opravdu poznat Jiné jako skute¢né Jiné?“. Chape ji nicméné naprosto banalné jako ,,rétorickou
otazku“ a vyklada si ji coby ,,dtlezité pnuti implicitné pfitomné v kazdém uvazovani (nejen) o Japon-
sku z pozice Nejaponce® (35) Ono ,,Jiné“ (,Other“ ¢i ,,Otherness®) je vSak jedno ze zakladnich termi-
nu postkolonidlnich studii, k nimZ se oteviené hlasi i Jo§imoto, ¢erpajici mj. z tezi Gayatri Chakravor-
ty Spivak a jejiho konceptu ,subalterniho“ (subaltern). Spivak ve svych pracich systematicky
kritizovala zapadni intelektualy za to, Ze hovori ,,za“ ony ,,jiné“ ¢i ,,podfizené®. Josimoto v tomto ohle-
du pak dosti jasné odmita prakticky veskeré zapadni autory, ktefi od 50. do 80. let teoretizovali o ja-
ponském filmu, a mini tim i Bordwella.?

5) Mitsuhiro Yoshimoto, ,,The Difficulty of Being Radical: The Discipline of Film Studies and the Postcolonial
World Order*, Boundary 218, ¢. 3 (1991), 242-257.

6) Jo$imoto se tomu vénuje jesté systemati¢téji ve studii ,Japanese Cinema in Search of a Discipline® (in Kurosa-
wa: Film Studies and Japanese Cinema (Durham: Duke University Press, 2000), 3-28), kde hovoti o vyuZiti ja-
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Kratky sice tvrdi, Ze si je této skute¢nosti védom: ,,I poetika fikce ma ovSem svd metodologicka
uskali, jez je tfeba vzit v potaz, a sice rozpoznavani a definovani norem japonské kinematografie pou-
ze ve vztahu k dominantni hollywoodské normé.“ Nasledné dokonce konstatuje: ,,Proto se ve své kni-
ze pokusim takovym komparacim vyhnout a pfistoupit k nim jen v ptipadé, ze najdu dostatek diikazt
ke stabilnimu a nereduktivnimu argumentu.“ (37) Ve vysledku je to pouze plany slib, protoze text je
touto ideologii prodchnut a k hollywoodské paralele se soustavné vraci jako bumerang. Je pfitomen jiz
v podkapitole 1.2 ,Vychodiska a cile®, kdy je citovan japonsky rezisér Mansaku Itami, ktery ,,[...] ote-
viené vyzyval filmare ke sledovani filmia dovaZenych ze Spojenych stati, k jejich pozndmkovani i k jis-
té formé opisovani, obzvlast v hereckém projevu.“ (13) Tento argument je vSak velmi zavadéjici, pro-
toZe Itami se pouze jako pacifista vymezoval proti japonskému militarismu 30. let, ktery zakazoval
zahrani¢ni filmy, tedy i ty americké.” Podobné posunut je i vyrok z textu Marcose Centena Martina
»The Misleading Discovery of Japanese National Cinema“® ktery mé podle Kratkého nachazet v ja-
ponském filmu 50. a 60. let piiklady ,,materializace transkulturnich kodu®, kterd se projevuje ,,styliza-
ci japonskych hrdint po vzoru téch hollywoodskych ¢i opatrné prebirani westernové ikonografie. Na
formovani téchto kédi se podilel i pocet distribuovanych zahrani¢nich filmi v japonskych kinech,
jenz byl oproti pfedchozim rokim dvojndsobny.“ (81) Centeno Martin tim vSak myslel néco trochu ji-
ného, protoze tim obhajoval svij pfistup k transnacionalni kinematografii, ktery souvisi s jeho zdjmem
o japonské mensiny ve filmu, jako jsou Ainuové, a kritizoval tim japonsky nacionalismus. Zminéné za-
padni vlivy Centeno Martin tedy vztahoval jen na maly segment dobové produkee, a to filmy zanru tai-
jbzoku a mukokuseki akuson. V ptipadé westernovych prvki se pak jednalo pouze o sérii Wataridori
(1959-1962) o potulném kytaristovi, ktery imitoval chovani westernovych hrdind, nosil klobouk ¢i
jezdil na koni.”

2. Zakladni vymezeni
Vymezeni historického kontextu vénuje Kratky celou uvodni kapitolu. Deklarovanym predmétem

jeho zdjmu je japonsky filmovy zanr kaidzii eiga, kterym se v obecné roviné rozumi filmy s velkymi
monstry, jez spolu zépasi a ni¢i mésta. Ctendf je viak znejistén jiz v dplné prvni vété, kde sém autor

ponského filmu pti formovani modernich americkych film studies a déli jej na tfi faze (v druhé z nich je
i Bordwell). Bordwellovu knihu Ozu and the Poetics of Cinema, kde prezentoval sviij pohled na vliv klasického
Hollywoodu na japonsky film, kritizoval pro selektivni orientalismus napiiklad sinolog a odbornik na ¢insky
film Chris Berry: Chris Berry, ,,Introduction: The Japanese Cinema Book", FreoTopia, 1. 4. 2021, cit. 14. 3. 2025,
https://freotopia.org/readingroom/4.1/Berryl.html. Toto téma aktualizoval pro soucasny film naptiklad Gary
Needham: Gary Needham, ,,Japanese Cinema and Orientalism', in Japanese Cinema: Texts and Contexts, eds.
Alastair Phillips - Julian Stringer (London: Routledge, 2006), 44-58.

7) Nemluvé o tom, Ze onen citat je pouze parafrazi japonského kritika Tadaa Satéa z knihy Currents in Japanese
Cinema. Jak Itami, tak Sat6 nevolali po hollywoodizaci japonského filmu, ale vnimali americky vliv a jeho re-
prezentaci osobni svobody a individualismu jako kontrapunkt k rigidnimu vojenskému rezimu 30. let.

8) Marcos P. Centeno Martin, ,,Introduction: The Misleading Discovery of Japanese National Cinema“, Arts 7, ¢. 4
(2018), 87.

9) Centeno Martinovu terminologii navic kritizoval napt. japonsky filmovy teoretik a historik Daisuke Mijao ve
své primé reakci na tuto studii ,What Do We Talk About when We Talk About Cinema?*, kde jej mj. kritizuje
za zavadéjici chdpéni terminu ,transnacionalni® Daisuke Miyao, ,How Can We Talk About ,Transnational‘
When We Talk About Japanese Cinema?*, in The Oxford Handbook of Japanese Cinema, ed. Daisuke Miyao
(Oxford: Oxford University Press, 2014), 129-146.
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trochu provokativné deklaruje, ze ,Godzilla mé ptivodné viibec nezajimal® (7) Zdanliva nadsazka v§ak
za¢ne krystalizovat o par radka pozdéji: ,,Tato kniha se nevénuje fenoménu Godzilly v jeho rozsahlos-
ti a mnohotvdrnosti, ale vyuziva jej jako odrazovy mistek k analyze.“ (8) Co tedy mizeme ¢ekat? Na-
ptiklad Ze o monstrech, jako je Rodan, Mothra, Kral Ghidorah, Anguirus a nakonec i samotna God-
zilla, se toho z knihy pfili§ mnoho nedozvime a analyza se bude soustfedit na vSe ostatni, v¢etné
lidskych postav, jimz je vénovana dokonce cela $esta kapitola ,,Godzilla versus hrdinové®

Kli¢ovym vymezenim Krdle monster je jiz zminovany vzorek $esti filma, které autor vnima jako
»sérii‘. Kratky pracuje s obdobim let 1954-1965, kdy onéch $est filmt, v nichZ se postupné objevovala
Godezilla, vznikalo. Pocatek datace rokem 1954 je logicky, protoze byl uveden prvni film. Problematic-
ké je v8ak jeho zakonceni rokem 1965. V ¢em je tak dilezité? Kratky jej zdivodnuje v podkapitole 1.3
~Vyzkumny vzorek a historické vymezeni®, a to tim, Ze po roce 1965 se mél japonsky filmovy priimysl
dostat do ekonomickych problému. Studio T6ho tim padem zacalo $ettit, odesel ptivodni tym, ktery na
onéch Sesti ,,godzillich® filmech pracoval, a na jeho misto postupné prichazeli lidé novi, coz se podle
Kratkého podepsalo na kvalité, stylu a poetice dal$ich filmt.'” I$ir6 Honda sice s Godzillou nato¢il po
roce 1965 jesté dalsi tfi snimky,'" ale protoze na nich nepracoval s onim ,,pivodnim“ tymem, Kratky
je nebere v potaz. (13-15)

Komplikace ovéem nastava, kdyz autor aplikuje druhé prizma, kterym je sama Godzilla. Pravé ona
ma totiz slouZit jako pojitko mezi Sesti filmy. Pokud si éru mezi lety 1954-1965 segmentujeme vyhrad-
né optikou Godzilly, mame tu tfi faze: (1) nejprve jsou to dva filmy z 50. let (tj. Godzilla (1954) a God-
zilla se vraci (1955)), (2) po nich nésleduje Sestiletd ,,pauza‘, kdy se filmy o Godzille neto¢i (1956—
1961) a nakonec (3) faze tfeti v 60. letech (1962-1965), kdy vzniknou hned ¢tyfi filmy (tj. King Kong
vs. Godzilla (1962), Mothra vs. Godzilla (1964), Ghidorah, tithlavé monstrum (1964), Godzilla — Utok
z nezndama (1965)).

Ze zminéného plyne hned nékolik problémi. V mezidobi (1956-1961) totiZ rezisér I$ir6 Honda
natoc¢il nékolik filmt, které se tém Sesti ,,godzillim“ velmi podobaji. Nékteré z nich obsahuji dokonce
kaidzi monstrum,'? jiné zase spliluji naroky Zanru tokusacu eiga, tedy ,trikového filmu®'® Vsechny
»ne-godzilli“ filmy navic spojuje plivodni tviiréi tym, zejména pak rezisér specialnich trik Eidzi Cu-
buraja.

Pro ,,godzilli sérii“ jsou pak dileZité zejména dva snimky: Sora no daikaidzii Radon (1956) o smr-
ticim pterodaktylovi Rodanovi a Mosura (1961) o obfi 1étajici mife Mothie. Obé monstra se totiz na-
sledné objevuji i po roce 1962, kdy se Godzilla ,,znovuzrodi“ a za¢ne se objevovat na platné. V této tie-
ti fazi véak Godzilla jiz nehraje prim hlavniho monstra, ale je na stejné trovni jako Rodan nebo
Mothra. Pro Kratkého vymezeni je to vak irelevantni, coZ vysvétluje v podkapitole 5.3 ,,Godzilla ver-
sus makrosvét, kde konstatuje, Ze filmy, kde se objevuje samostatné Rodan a Mothra, nejsou soucasti
»godzilliho makrosvéta“ (84) Nic na tom neméni naptiklad funkce dvou postav, jimiz jsou vily So-

10) Zminovan je rezisér I$ir6 Honda, rezisér specialnich trika EidZi Cuburaja, skladatel Akira Ifukube a kameraman
Hadzime Koizumi.

11) Jedna se o filmy Kaidzii sésingeki (Destroy All Monsters, 1968), GodZira-Minira-Gabara: Oru kaidzi daisingeki
(All Monsters Attack, 1969) a Mechagodzilla no gjakusii (Terror of Mechagodzilla, 1975).

12) Pro uplnost je to pterodaktyl Rodan (Sora no daikaidzii Radon, 1956), jestér Varan (Daikaidzii Varan, 1958)
a mol/mura Mothra (Mosura, 1961).

13) Jedné se o Cikjii Béeigun (The Mysterians, 1957) a U¢i daisensé (Battle in Outer Space, 1959), oba 0 mimozem-
ské invazi, dale pak BidZo to ekitai ningen (The H-Man, 1958) o radioaktivnich mutantech nebo Gasu ningen
daii¢igé (The Human Vapor, 1960) o muzi, ktery byl védeckym experimentem proménén do plynného skupen-
stvi.
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bidzin, jez vladnou magickou moci, umi Mothru ptivolat nebo zkrotit a bez nichZ neni déj pozdéjsiho
filmu Mothra vs. Godzilla Gplné pochopitelny. Kratky v$ak konstatuje, Ze Mothry z obou filmt ,,nemu-
si byt tou samou fik¢ni entitou, ale spiSe fik¢nim prekladem té prvni z nich pro novy film® (84) To samé
pak plati i pro Rodana z roku 1956, kdy tvrdi, Ze ,,nacrtava diametralné odlisné Japonsko nez snimky
s Godzillou®, (84)

1N

3.V zajeti zanra

Vyse zminéné naznacuje jesté jeden velky problém, a to, jak Kratky chape japonské zanry tokusacu eiga
a kaidzii eiga, které jsou zakladni osou vykladu jeho knihy. V podkapitole 1.2 ,Godzilla a jina monst-
ra“ se dozvime, ze filmy s Godzillou ,,pomohly propojit védeckofantasticky zanr s tradici praktickych
trikdl zvanou fokusatsu®. (9) Kratky vsak tuto definici tokusacu eiga éerpé z recenze americké akade-
micky Normy Jones na film Pacific Rim,'* kterou parafrdzuje v pozndmce pod ¢arou takto: ,Termin
oznacuje typy trikd, které spoléhaji na kaskadéry v kostymech monster i hrdint ¢i budovani miniatur
mést, jez jsou posléze zniceny za doprovodu mnozstvi pyrotechniky® (23) Zaprvé je nutno se ptat,
pro¢ autor odborné prace ¢erpa takto zdsadni definici z recenze autorky, kterd se zjevné na asijsky film
nespecializuje. Zadruhé, takovéto vymezeni tokusacu eiga sedi vice na kaidzii eiga. Definici kaizii eiga
je vénovana dokonce celd podkapitola 1.4 ,Godzilla na pozadi kaiju eiga®“. Kratky ji rovnou uvadi tvr-
zenim, Ze se nebude poustét do jejiho komplexniho vymezeni, protoze by pfesahovalo ,,moznosti, am-
bice i zajmy této knihy* (15) Podkapitola je tedy vy¢tem pokusti mnoha filmovych teoretiki nebo fa-
nousku Zanr definovat optikou zapadni zkuSenosti. Zminén je napiiklad Noél Carroll, pro néjz je pro
kaidzi charakteristickd ,,magnifikace a zvétSeni®, coz do definice zahrnuje i americké filmy, kde se
monstra také zvét$ovala. To v§ak Kratky odmitd, nebot ,,takové vymezeni je nicméné samo o sobé pti-
1i§ volné, protoze o filmech Tarantule ¢i Attack of the 50 Foot Woman (oba 1958) rozhodné neuvazuje-
me v kontextu kaiju eiga“. (15) To je nicméné sporné, protoze pro Japonce by oba filmy naroky zanru
kaidzii eiga splnovaly. Z debaty pak plyne dalsi implikace, a to, ze kaizii eiga by mohl néjak souviset
s hororovym zanrem. Kratky vsak tuto tezi opét odmita: ,,Kategorie kaiju eiga tak nejenze neni jedno-
zna¢né ekvivalentem hollywoodského monster filmu, ale neni ani vyhradné napojitelnd na horor. (16)

Klicem k pochopeni skute¢nosti, pro¢ muize kaidzii eiga paralelné souviset i s Zanry, kterymi se na
zapadé rozumi horor, science-fiction, katastroficky film nebo cokoli, co obsahuje néjaké fantaskni prv-
ky, je pravé ramec tokusacu eiga. Ten je tteba chapat obecnéji a nahlédnout jej mimo zépadni prizma-
ta, tedy nikoli teorii, ale jeho historickym vyvojem v Japonsku.

Je pomérné zndmy fakt, ze na Godzillu (1954) mély ptimy vliv americké filmy jako The Beast from
20,000 Fathoms (1953) a obnovené uvedeni King Konga (1933) v 50. letech. Pokud se vak podivime
na trikové sekvence (tedy tokusacu) v Godzille, tak se oproti zminénym filmtim zésadné lisi. Casoveé
néro¢nd stop-motion animace je nahrazena tzv. ,suitmation (japonsky: sicuméson), coz je postup,
kdy se zivy ¢lovék prevlékal do kostymu z tvrzené gumy a hral prislusné monstrum doslova ,,nazivo®
Autor a rezisér téchto trikt byl Eidzi Cuburaja, jemuz se vSak Krdl monster prili§ nevénuje. Knize tak
unikd fakt, ze Cuburaja zac¢inal je$té v rané némé éfe v roce 1919 jako asistent Josiréa Edamasy, jenz
byva povazovan za zakladatele tokusacu eiga. Edamasa pak natocil snimek Daibucu kaikoku (1934),

14) Norma Jones, ,,Pacific Rim Directed by Guillermo del Toro (review)*, Film & History: An Interdisciplinary Jour-
nal 44, ¢. 1 (2014), 44-47. V cita¢nim aparatu Kratky autorku pfepisuje jako: ,,James Norma® (23)
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z néjz mame dochovany fotografie, na nichz vidime obi{ sochu Buddhy kracejiciho japonskym més-
tem. Existovaly vsak i filmy, které se inspirovaly ptivodni premiérou King Konga v Japonsku, a to Wa-
sei Kingu Kongu (1933) a Edo ni Arawareta Kingu Kongu (1938), k nimz méme opét skromnou fotodo-
kumentaci, z niZ je naprosto zjevné, Ze v kostymech opic byli oble¢eni zivi lidé."”

Zviteci kostymy oteviraji dvere k jesté starsi tradici japonského filmu, kterou byla éra tzv. kabuki
filma. Ty vznikaly pred rokem 1923, bohuzel se vSak kvili pozaru v Tokiu prakticky viibec nedocho-
valy. Zakladatelem kabuki filmt byl ,,otec japonského filmu* $6z6 Makino, z jehoz bohaté tvorby pred
rokem 1923 se ovSem dochoval pouze jeden snimek, Gékecu DZiraija (1921). Zde se v nékolika scé-
nach herci prevlékaji do kostymi magickych zvitat, pficemz hlavni hrdina, ninja Dziraija (hraje jej
nejslavnéjsi herec némé éry Macunosuke Onoe), se umi ménit v ropuchu. Tyto scény pak indikuji i ko-
feny tokusacu eiga, jejichz vliv sahd az k Georgesi Méliésovi, od néjz Makino piimo ¢erpal inspiraci.
Cuburaja i Honda byli s témito filmy, stejné jako cela povéale¢na generace japonskych filmati, velmi

dobfe obeznameni.'?

Co z toho plyne? Jednak poznatek, Ze japonsky fantaskni zanr a ,trikové® filmy mély slozitéjsi
a star$i déjiny. Jednak i to, Ze hranice mezi kaiZu eiga a tokusacu eiga je do jisté miry jen ucelova a Ze se
oba zanry mohou do jisté miry i prolinat, mnohdy jsou az synonymni. Kratky se tim v3ak pfili§ neza-
téZuje a prichdzi se Salamounskym thybnym manévrem, kdyz konstatuje:

Skute¢né porozuméni kaiju eiga v této mnohovrstevnatosti stoji mimo moznosti i za-
jmy této knihy, a budu-li se k nému odkazovat, ptjde o zastfesujici pojem pro zna¢né
riiznorodou skupinu filmt, nikoli o jasné vymezenou zanrovou kategorii. Jinak fece-
no, ackoli s pojmy kaiju a potazmo kaiju eiga pravidelné pracuji a odkazuji se k nim,
moje védomé funkéni pojeti nemd ambici fungovat jako zobecniujici ani tplna katego-
rie. Pro uéely své knihy proto jako kaiju eiga oznacuji ptivodné japonské filmy, ptipad-
né koprodukee s japonskou ucasti, v nichz vystupuje nejméné jedno obrovské monst-
rum a vznikly od roku 1954. (18-19)

Pokud by Kratky tuto ,,mnohovrstevnatost vzal v potaz, musel by vyse naznacenou historickou
re$ersi nakonec udélat, coz by predpokladalo i studium japonského filmu pred rokem 1945. Zaroven
by jej to nejspis donutilo i pfeformulovat nékteré ze svych zakladnich tezi. Vyvoj tohoto zanru pied ro-
kem 1923 totiz jasné poukazuje na skute¢nost, Ze nemuselo vitbec jit o primarni vliv klasického Holly-
woodu, ktery je synonymni i pro Bordwella, ale mohl naopak vyvérat z néjaké ptivodni domaci tradi-
ce, napt. divadla kabuki.

15) Jen pro uplnost doddvam, ze Kratky zminéné filmy ze 30. let v Krdli monster zminuje, vice je véak nerozvadi
a nezasazuje do kontextu éry 50. a 60. let. Cerpé je z knihy Carnal Curses, Disfigured Dreams: Japanese Horror
and Bizarre Cinema 1898-1949 od Kagami Jigoku Kobayashiho, ktera obsahuje mnoho fotografii z dnes jiz ne-
dochovanych filmu a jasné naznacuje obrysy a komplikovangjsi kontext vyvoje japonského fantaskniho Zénru.

16) Na Gokecu Dziraia naprosto adresné odkazoval film Kairjii daikessen (1966), ktery byl adaptaci stejné legendy
o tajemném ninjovi, nicméné jiz s triky ekvivalentnimi dobovym standardim kaidzii eiga.
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4.V zajeti dalSich Zanra

Z&nrové zmaten{ nicméné pokracuje i pozdéji a plné se projevuje v kapitole étvrté ,Godzilla versus vy-
pravéci taktiky® Kratky v uvodu konstatuje, ze pfestoze vétsina divaka chape jako klicovd lakadla fil-
mu s Godzillou praktické triky, barevné kulisy nebo modely vojenské techniky, je tomu pravé naopak:
»Studio Toho se sice snazilo nékteré prvky narativni vystavby kontinudlné udrzovat, aby série i nadéle
nabizela néco, k ¢emu se mohou divaci vracet, ale zaroven diskontinudlné narusovala, aby jejich zku-
$enost s ni ozvlastnovala.“ (53) Monstra jsou tim padem odstavena na vedlejsi kolej, protoZe je Kratky
chépe jako standard zénru, coz jej vede k druhé velké tezi, v niz spekuluje o tom, Ze se v danych Sesti
filmech nachézeji ohlasy na jiné populdrni japonské Zanry, které maji byt onim ,,0zvla$tnénim® Ty se
pak pokousi ve filmech lokalizovat a tvrdi, Ze v pfipadé prvnich dvou filmt se mélo jednat o ,,roman-
tické gendai geki“ (59), v ptipadé tietiho filmu o tzv. salarymenské komedie (67), v ptipadé ¢tvrtého
a patého o kriminalni Zanr (70, 72), v ptipadé patého jesté navic bondovky a science-fiction (72) a na-
konec v ptipadé Sestého opét science-fiction (73).

Jakkoli se jedna o zajimavou tezi, autor k ni neposkytuje prili§ presvéd¢ivou argumentaci. V prvni
fadé vymezeni jednotlivych Zanr neni vénovan dostate¢ny prostor. Mnohdy kli¢ové informace,
z nichz jsou pak vyvozovény velké teorie o strategiich studia T6ho a vyvoji japonského filmu, ¢asto ne-
jsou delsi nez nékolik vét a jsou pouze vkladany ptimo do analyz jednotlivych filma.

Pokud autor hovoii v pfipadé dvou prvnich filmi z 50. let o ,,romantickych gendai geki‘, mini tim
hollywoodské vymezeni Zanru nebo japonskou tradici divadla Sinpa a filmy Kendziho Mizoguciho?
Jak chépe termin gendai geki, ktery v zdsadé viibec nemusi souviset s melodramatem?'” To samé lze
aplikovat i na jeho tvrzeni tykajici se ,krimindlniho Zanru®, ktery ma v Japonsku opét starsi kotreny
a Kratky se k tomu adresuje jen velmi stru¢né. V piipadé ¢tvrtého filmu Mothra vs. Godzilla tvrdi, ze
»tézi z filmovych pribéhii o vySetfovani, které v priabéhu 60. let nabyvaly na popularité s dily jako Black
Line (1960) nebo Rusty Knife (1958)“'® (70) V piipadé patého filmu Ghidorah, tfihlavé monstrum zase,
ze: »tento $piondzni a krimindlni rozmér pfitom ozvlastnuje nejen sérii filmd o monstrech, ale celko-
vou produkci studia Toho, které se do takovych typi filmi prakticky nepoustélo. Kriminalky zistava-
ly doménou spise spole¢nosti Toei a Daiei, ptipadné byly dovézeny pfimo ze Spojenych stati.“!? (72)

17) Termin gendai geki m4 totiz $irsi a obecnéj§i vyznam. Etabloval se az po pozaru Tokia roce 1923 a zacal se uzi-
vat pro snimky vychézejici z divadla $inpa, jez byly skute¢né podobné melodramatu. Gendai geki viak nebyly
vnimany jako ptimy ekvivalent sinpa film, ale aplikovaly se jako obecné oznaceni pro véechny filmy odehra-
vajici se po roce 1868 (pocatek obdobi Meidzi). Komplementarné ke gendai geki se etabloval i termin dZidai
geki, ktery se vztahoval na filmy odehrévajici se pfed rokem 1868. Toto déleni mélo vsak spise praktické diivo-
dy. Ve spaleném Tokiu se historické filmy tocit nedaly, pfesunuly se proto do Kjota, které mélo historickou za-
stavbu zachovanou. Terminy gendai geki, dZidai geki, ale i jiz zminované tokusacu eiga nelze vnimat jako Zanry
samy o sobé, ale spiSe jako zastfe$ujici terminy, pod néz se mohou schovévat jiné Zanry. Aplikovano na kaidzii
eiga — Godzilla by byla v tomto pojeti gendai geki, protoZe se odehrava v dobové pritomnosti, a vy$e zminova-
ny snimek Kairjii daikessen o ninjovi DzZiraijovi by byl zase dzidai geki, protoze je zasazen do davné minulosti
Japonska. Oba filmy jsou v8ak paralelné nejen kaidzii eiga, nebot obsahuji velkd monstra, ale zdroven i tokusa-
cu eiga, protoze se zde pouzivaji specialni triky.

Zavadgjici je tvrzeni, Ze se krimi Zanr stal popularnim béhem 60. let, protoZe jeho boom nastal prokazatelné jiz
po roce 1956 s Zanrem taijozoku a studiem Nikkacu, coz nakonec demonstruje i zminiovany snimek Rusty Kni-
fe (japonsky Sabita naifu; 1958).

Chybné je tvrzeni, ze kriminalky to¢ilo studio Daiei, které se orientovalo spi$e na exportni vypravné dzidai geki
urcené pro zahrani¢ni festivaly — zanr naopak dominantné péstovala studia jako Nikkacu a Téei. Toho se sice
v 60. letech na krimindlni Zanr tolik nespecializovalo, produkovalo v8ak pro sméfovani Zanru zésadni filmy,
napf. Kurosawovy thrillery Zly chlap spi dobfe (1960) a Nebe a peklo (1963).
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Znr japonské science-fiction, ktery byl soucasti patého a $estého filmu, lze chipat pouze jako sou-
¢ast vySe zminéného tokusacu eiga. Jeho inkorporace je opét starsiho data, nez je polovina 60. let, jak
nakonec jasné ukazuji vyse zminéné ,,ne-godzilli“ filmy, které pro Toho v této éfe soustavné tocil I8ir6
Honda. Jedinou dobrou indicii je postieh o salarymenskych komediich — ale i ty by si opét zadaly ob-
séhlej$i a presvéd¢ivéjsi analyzu.

Jen pro predstavu — japonsky filmovy pramysl patfil v éfe 50. a 60. let k jedném z nejproduktiv-
néjsich na svété a generoval mési¢né 40-60 celovecernich filmi (ro¢né pak casto pres 500 filmu). Za
dvandct let, které si Krdl monster vyty¢il, se jednalo o skoro 6 000 celovecernich filmi. V této dobé bylo
naprosto standardni, Ze studiovi reZiséfi nato¢ili 3—4 filmy ro¢né, stejné jako bylo naprosto typické mi-
sen{ nékolika zdnrd v jednom filmu. Naopak, pokud nékdo nato¢il za rok jen 1-2 filmy, jednalo se
po roce 1962, kdy zvolnil nastolené tempo 3-4 filmt ro¢né a soustiedil se jiz vyhradné na tokusacu
eiga.

Krdl monster své dosti suverénni Gvahy o strategii studia T6h6 nebo celého studiového systému
stavi vyhradné na postfezich z analyz vybraného vzorku filmi, a pokud se odkazuje k $irsimu kontex-
tu, Cerpd jej vyhradné z anglofonni literatury bez zohlednéni japonskych zdroju. Problém je vSak
v tom, Ze vétsina dobové produkce se nikdy mimo Japonsko nedostala a anglofonni zdroje tak usuzu-
ji jen ze vzorku, ktery tvoti néco kolem 5-10% ro¢ni produkce. Kratkého hypotézu tedy lze klidné
i obratit. To, co zminuje jako ,,0zvla§tnéni“ Zanru, nemuselo byt pro divaky ni¢im vyjimeénym, nybrz
pouhou ,vatou®, ktera je méla udrzet v napéti, nez nastoupi ono hlavni ozvlastnéni, jimiz byla pravé
monstra a hlavni novinka japonského studiového systému — zanr kaidzu eiga.

5. Zavérem

Krdl monster aplikuje na vybrany vzorek kaidzii eiga dvé metodologie — Bordwelltv neoformalismus
a Kokesovu poetiku seridlové fikce. To je samozfejmé na jedné strané legitimni pristup, na strané dru-
hé to zejména v pripadé Bordwella akcentuje diiraz na orientalisticky nahled na japonsky film, ktery je
interpretovan ¢asto jako derivét hollywoodského filmu. Je$té problemati¢téji pak kniha pracuje s kon-
textem historie japonského filmu. Z argumentace vyplyva, Ze vzorek $esti filmt, kde se Godzilla obje-
vovala mezi lety 1954-1965, neni tplné konzistentni a udrzitelny a jeho obhajoba neni moc presvéd-
¢ivd. Hlavnim kamenem trazu je zpiisob, jakym Kratky vymezuje a chape japonské filmové Zanry,
zejména pak tokusacu eiga a kaidzi eiga. Ty je nejprve tfeba uchopit historicky, tedy minimédlné na-
hlédnout proces a kontext jejich vzniku, a teprve az poté se snazit o jakékoli zobecnujici definice nebo
aplikace néjakych metodologii. Ze ¢teni textu vyplyva, Ze autor se s déjinami japonského filmu teprve
seznamuje a mnohé ¢asto elementdrni kontexty mu nejsou jasné nebo mu tplné unikaji. Mnohdy si je
dobie védom toho, Ze historicky kontext je komplikovanéjsi, fesi to vSak alibisticky konstatovanimi, co
bude a nebude ochoten zkoumat a jak dané zanry bude nebo nebude chépat.

Tyto mezery se pak projevi zejména ve druhé poloviné knihy, kde za¢ne své teze a poznatky apli-
kovat na filmy. Jeho hypotéza, Ze Toh6 néjak ,ozvlastiovalo® sérii o obfich monstrech jinymi zanry, je
sice velmi zajimavd, ale neni pro ni uveden zadny presvéd¢ivy podklad. Za asi nejvétsi paradox prace
potom povazuji skute¢nost, Ze monstra samotna (véetné jejich ,,krale“ Godzilly) moc prostoru nedo-
stanou. Jako neudrzitelné mi ptijde také tvrzeni, Ze Godzilla hréla ve filmech uvedenych po roce 1962

ustfedni tlohu, prestoze byla soustavné doprovazena monstry dal$imi. Otazka, pro¢ dalo Téhé God-
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zillu mezi lety 1956-1961 ,,k ledu“ a Honda to¢il jiné tokusacu eiga véetné jinych monster, neni adre-
sovana viibec nebo se ji Kratky vyhyba.

Skute¢nost, Ze text v klicovych pasazich tvrdi, Ze néco podobného ,presahuje“ jeho ambice, je
pravdépodobné reziduum toho, ze se jedna ptivodné o diplomovou préci, v niZ si student musi zcela
pragmaticky vyty¢it jen maly vzorek, ktery bude analyzovat. Nicméné Krdl monster se od své predlohy
zase tolik nelisi: sice nékteré pasaze dopliiuje a jiné redukuje, argumentace a prace s historickym kon-
textem jsou ovSem v podstaté identické. Text tedy ve své argumentaci selhava uz ve své diplomové
verzi.

Kratky v tom vSak neni Gplné sam: jeho diplomova prace prosla obhajobou pred komisi a kniha
zase recenznimi posudky odborniki. Na zavér je tedy nutno se ptat, kolik oci, které text cetly a hodno-
tily, bylo realné pouceno o historii japonského filmu a kolik z nich bylo jen zapalenymi fanousky?
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Hudebni video bylo vzdy putujicim formatem, konstatuji hned v prvni vété knihy Traveling Music Vi-
deos jeji editori Tomas Jirsa a Mathias Bonde Korsgaard (1). Tuto kvalitu historicky posouvaly pro-
dukéni nebo distribu¢ni milniky typu zahdjeni vysilani hudebni stanice MTV v roce 1981, spusténi
globalni platformy YouTube v roce 2005 ¢i v obecném rozmeéru prechod na nelinedrni zptisoby konzu-
mace audiovizualniho obsahu i mozZnosti jeho $ifeni. V poslednim desetileti v§ak nabyvé expanze to-
hoto audiovizudlniho formatu skrze stdle vrstevnatéjsi digitalni medialni krajinu a rapidni technolo-
gicky vyvoj nejen na rychlosti, ale také na vyznamech a vlivu, jez nelze badatelsky ignorovat. Traveling
Music Videos je pocinem, ktery na tuto skute¢nost interdisciplindrné reaguje a napomdhd tim zacelit
jedno z dosavadnich bilych mist medidlnich studii.

Ovsem, je-li Zanr ¢i format hudebniho videa ve svém pohybu a mutaci takto ¢ily, proménlivy i pfi-
zpusobivy, je ke komplexni, smysluplné, ispésné analyze a interpretaci takového fenoménu zapotiebi
stejné ak¢nosti a stejnych kvalit i ze strany badateld a akademikd. Proto nés editofi k témto perspek-
tivnim gestiim také vyzyvaji (15). Sami neziistavaji pouze u slov, nybrz pfinasi kolekci studii, které se
s jejich sympatickou pobidkou i apelem zdarné vyrovnavaji.

% kot

Titul Traveling Music Videos je ptirtistkem edi¢ni fady ,,New Approaches to Sound, Music, and Media“
nakladatelstvi Bloomsbury, kterou v roce 2019 otevrely kolektivni monografii Transmedia Directors jeji
editorky Carol Vernallis, Lisa Perrott a Holly Rogers.” Zdmérem, ktery chtéji editorky touto sérii rea-
lizovat, je inovativné reflektovat souvislosti mezi zvukem a obrazem, jejich cesty napfi¢ médii i promé-
ny percepce téchto vztahil. V tomto sméru jsou Toma4s Jirsa a Mathias Bonde Korsgaard erudovanymi
autory a editory, nebot se témto otazkam ve vztahu k videoklipu vénuji kontinudlné a dlouhodobé. Jir-

1) Tuto publikaci jsem recenzovala rovnéz v Iluminaci: Miroslava Papezovd, ,,Bezbiehd rozpinavost transmedia-
lity*, Iluminace 33, ¢. 3 (2021), 83-88.
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sa dopliuje badatelsky background mimo jiné o teorii a estetiku afektu, Korsgaard dokonce o praktic-
kou rovinu, jelikoZ je sam muzikantem a vénuje se i tvorbé a publikovani audiovizuélnich eseji. Jejich
posledni a spole¢ny pocin se stru¢nym, av$ak vystiznym nazvem Traveling Music Videos lze proto po-
vazovat za adekvatni a vcelku logicky vysledek jejich (nejen) badatelského zajmu i know-how.

Uvedeny edi¢ni predpoklad inovativni reflexe napliuji Jirsa s Korsgaardem mimo jiné tim, Ze
opousti konzervativni pohled na formu hudebniho videa pouze coby uzavieného, svébytného, pevné
vymezeného estetického artefaktu, a namisto toho jej chapou jako objekt kulturnich vyznamu
a transmedidlnich udalosti. Definice hudebniho videa aka videoklipu je v$ak stejné prchavd jako for-
mat sam. Jak sami konstatuji, ,,teoretické vymezeni toho, co je to vitbec hudebni video, zistdva neleh-
kym ukolem® (6). Vzhledem k novym mozZnostem transmedidlnich cest, vyvoji a proméndm sociél-
nich médii, videoher a online video platforem upgraduji vlastni definici z roku 2019, Ze hudebni video
je mimo jiné ,intertextudlni prostor neustalych remediaci, kde jedno médium transformuje druhé“
o jeho ,kli¢ové funkéni a socidlni aspekty, o propojitelnost, platformizaci a transformacéni roli uvnitt
$irstho medidlniho ekosystému* (6).?

Jako hlavni cile knihy ve vztahu k hudebnimu videu uvadi ,,sledovani jeho audiovizuélnich itine-
rafd, mapovani jeho intermedidlnich cest a feSeni dopadu cest hudebniho videa na nas soucasny me-
didlni ekosystém® (3). Podrobnéj$i vymezeni zni, Ze kniha zkouma

¢etné promény hudebniho videoklipu a vénuje pozornost tomu, jak se videoklip stal
nejen velmi populdrni laboratofi postdigitalnich inovaci a medialnich experiment,
které oslovuji stale rostouci publikum, ale také konceptualnim mistem, které nds nuti
znovu promyslet vztah mezi zvukem, hudbou a pohyblivym obrazem (7).

Podobné muzeme knihu metodologicky povazovat za laboratof interdisciplindrniho a transme-
didlniho prizkumu, v niZ spolu efektivné komunikuji ptistupy audiovizualnich studii, kulturni geo-
grafie, kritickych studii medidlni infrastruktury, hernich studii, queer studii zastfeSené konceptem
music video traffic, skrze néjz editofi navrhuji obrat od ontologicky daného k vice konceptualnimu
chépani hudebnich videi uvnitf i vné $irokého medidlniho ekosystému, a mimo jiné tim implikuji ur-
¢ité preramovani oboru music video studies (7, 8).

Aplikovani konceptu transmediality nad ramec fikénich narativnich svéti (transmedia storytelling)
objasiiuje Jamie Sexton v Gvodni ¢asti sedmé kapitoly (,Ghostly Transmedia: Julian House and Haun-
tological Audio-Vision®), vénované dilu grafického designéra a umélce Juliana House. Autorka cituje
Lisu Perrot, ktera kritizuje prevladajici konzervativni debatu o transmedidlnim vypravéni za to, Ze ta-
kova perspektiva prehlizi experimentalni umélce, ktefi pracuji napti¢ médii, ale pfi tom se nezabyvaji
narativnimi svéty: ,,Zatimco narativni kontinuita zastdvd pro nékteré reziséry dilezitym aspektem
transmédii, narativni diskontinuita, audiovizualni diskontinuita a volna kontinuita pfedstavuji dilezi-
té strategie pro transmedialni umélce s avantgardnimi sklony“ (123). Toto tvrzeni podporuji i Matthew
Freeman a Renira Rampazzo Gambarato, ktefi fikaji, Ze ,,komer¢ni transmedialni vypravéni neni kon-
cem pro transmedialitu jako takovou® (123). Osobné se hlasim k ,,obhajobé*“ transmediality coby ram-
ce pro vyzkum jinych nezli jen narativnich forem audiovize, oviem za podminky, je-li vyuziti transme-
didlniho konceptu ucelné, nikoliv pouze tcelové, nebot ani ten zdanlivé nejrozvolnénéjsi koncept

2) Tomas Jirsa — Mathias Bonde Korsgaard, ,,The Music Video in Transformation: Notes on a Hybrid Audiovisual
Configuration’, Music, Sound, and the Moving Image 13, ¢. 2 (2019), 111-122.
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nemuiZze byt degradovan na pouhou nahrazku praktické metodologické opory a funkéniho teoretické-
ho backgroundu.

Korpus patnacti studii je i pfes jejich rozmanitost, tematickou a oborovou rozkro¢enost soudrznou
kolekci, nikoliv rozttisténym kaleidoskopem. C4ste¢né tomu napomaha stejnomérné ¢lenéni kapitol
do ti oddilti podle zasttesujicich oblasti vyzkumu: Topographies and Interventions (mapovani a zdsa-
hy), Extensions and Intersections (rozifeni a pruseciky), Platforms and Interfaces (platformy a roz-
hrani). Devizou Traveling Music Videos je z mého pohledu otevienost mezioborovym badatelskym in-
dividualitam, kterd nejenze vnasi do celé kolekce pestrost, ale predevsim dokazuje prospé$nost takové
spoluprace, a nadto ptivadi ¢tendfe a ¢tenaiky k formdm a vyznamim, jez bychom si na prvni dojem
s hudebnim videem pravdépodobné nespojili. Jednotlivé kapitoly jsou samostatné funkénimi celky,
nicméné je implicitné poji urcita referen¢ni voditka, pfipadné i explicitni vyroky. V souladu s tim se
bude odvijet i struktura nasledujiciho textu.

Podstatné je, Ze ze vSech zminénych oborovych i teoretickych perspektiv pristupuji Jirsa s Kors-
gaardem, spolu s dal$imi autory a autorkami, k videokliptim jako ke komplexnim a plnohodnotnym
objektiim vyznamové zasazenym nejen uvnitf, ale pravé i vné medidlniho spektra. Podrobuji analyzam
oboustranné interakce mezi kinetickym formatem hudebniho videa a rozvifenou digitalni multime-
dialni siti, pficemz zkoumaji, jak a s jakym cilem se hudebni videa formam ¢i pozadavkam této sité vé-
domé uzpusobuji, nebo naopak jaké promény v jejich strukturach zapfi¢inuji, jaké hranice svym puto-
vanim rozrusuji a jaké medialni ,,konflikty“ tim vyvolavaji.

Ztejmé nejvic aktudlnim prikladem takové remediace formatu hudebniho videa je jeho interakce
se socidlni siti TikTok, ktera se uz etablovala jako jeden z nejdilezitéjsich video-kanal pro prezentaci
a propagaci hudby i samotnych umélcii. Nejen maximalni mozna délka videa, nybrz i jista konzumni
freneti¢nost TikToku, kterd nuti tviirce zaujmout neurony sledujicich béhem pouhych par vtefin, jsou
faktory, které dne$ni praxi tvorby videi ovliviiuji. Kvtli propagaci tudiz umélci, v nejvétsi mife vak na-
hravaci spole¢nosti variuji produkei do kondenzovanéjsich podob snadno stravitelnych pro divaky,
potazmo algoritmy. Fragmentuji tak nejen format hudebniho videa, ale i hudebni produkce. Vznika
tlak na samotné umélce, z néhoz nékteti primo tézi, jini proti témto praktikam rebeluji, ve finale v§ak
i diky takovému vzdoru skrze socialni sité v¢etné TikToku do mainstreamu pronikaji (4).

Na druhou stranu jsou to pravé socialni sité, v ¢ele s TikTokem, které pomdhaji revitalizovat desit-
ky let staré, pozapomenuté songy a vdechnout jim druhy Zivot. Je to tfeba pripad Kate Bush a jeji pis-
ni¢ky z roku 1985 ,,Running Up That Hill, ktera se objevila v roce 2022 ve ¢tvrté fadé serialu Stranger
Things a nasledné se stala virdlni skrze opakované re-postovani utrzku scény na TikToku, posilené za-
komponovanim uryvki pisnicky do nové video-tvorby samotnych uzivateld (5). Z tohoto procesu vy-
plyva dalsi dulezity poznatek, a sice jak hudebni video rekonfiguruje reakce a zapojovani divak, po-
tazmo uzivateld a tviirct takovych videi.

Fenoménu tiktokovych hudebnich videi se v posledni, patnacté kapitole ,, Iraveling Sounds, Embo-
died Responses: Aesthetic Reflections on TikTok® vénuje Berenike Jung. V obecné roviné ji zajimaji
estetické kvality amatérské video-produkce v kombinaci s profesionalnimi zvukovymi nahrdvkami
z tiktokové hudebni knihovny. Pta se, jakou touhu TikTok u uzivateld, respektive amatérskych video-
-tviirct aktivuje, jaké potéSeni vyvolava a prostfednictvim jakych praktik a smysli tak ¢ini (246). Jejim
vychodiskem je pfesun pozornosti od ,,pouhého” zaujatého, upfeného sledovani a vniméni obsahu
k synestezii, tedy ke sdruzovani az fetézeni kvalit a vjemt.. Analyzuje jejich télesné poslouchdni a kine-
tické zapojeni, specificky se zaméfuje na lip-sync, tanec a dal$i nonverbalni reakce, kdyz vyuzivaji po-
tencial aplikace remixovat uz existujici video-material a dopliiovat ho svym vlastnim obsahem (tzv. se-
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$ivani). Poukazuje na nepopiratelny dopad tohoto konzumpéniho chovani na hudebni primysl,
predvidd mozné dopady na samotné skladani hudby a psani textd i na naslednou monetizaci platfor-
my. Text Berenike Jung se v metodologické ¢asti zabyva také ohledavanim vhodnych smérti nejen me-
didlnich studii, jez by byly adekvétni a efektivni pro analyzu kinestetickych tiktokovych hudebnich vi-
dei. Je tak i jednim z ptikladii vy$e popsané metodologické laboratote.

Na formy, jeZ jdou ddl, za nase zazité minéni o podobéach hudebniho videa, ¢i dokonce za obrazov-
ky nasich digitalnich zafizeni, poukazuje napiiklad Caleb Kelly v kapitole ,,Art Music Video and the
Gallery“ Kelly uvadi mimo jiné projekt BEACON (2022) Robina Foxe, ktery synchronizoval vizudlni
rej svételnych paprski projektovanych na oblohu no¢ni krajiny pulznimi lasery, a viditelnych pouhym
okem na obrovské vzdalenosti, s audiem, které je mozné si poslechnout v aplikaci mobilniho telefonu;
aZz propojenim obou slozek dila ziskd pfipadny divak zamysleny, celistvy audiovizualni zazitek. Kelly
sméfuje nas zrak do $irokého plenéru, propojuje ho s intimitou poslechu nasich kapesnich zatizeni
a zkouma tak moznosti audiovizudlni estetiky v masivnim métitku (107). Pouziva termin umélecké
hudebni video (art music video), uvazuje o propojeni s vytvarnym a zvukovym uménim a prostfednic-
tvim analyzy dal$ich projektii zkoumad priiniky hudebniho videa s videoartem. Kellyho kapitola tim za-
stupuje vyznam extension oddilu Extensions and Intersections, jeZ ,,obsahuje soubor teoreticky boha-
tych ptipadovych studii zasazenych do $ir§iho rdmce uméleckych instituci, historickych ramcti
a kulturnich identit* (11).

Vyznam intersection pak zastava piipadova studie ,,Miley Cyrus’s ,Mother’s Daughter* as Intersec-
tional Feminist Activism?“ autorky Hanny-Mari Riihimaéki. Riithimaki si klade otazku, do jaké miry je
skladba, respektive videoklip Mother’s Daughter skute¢né feministickym aktem a hymnou, za kterou
byvé oznacovan. Za tim uéelem konfrontuje samotny videoklip s doprovodnymi vypovédmi jeho ak-
térek na socialnich sitich Miley Cyrus a se zpévacéinou prezentaci a hvézdnym obrazem. Dochazi
k ambivalentnim zavértim, jelikoZ sebeprezentace Cyrus ve videoklipu i vefejném prostoru budi spi§
dojem marketingového vyuziti populdrniho feminismu, a tim intersekcionalni aktivismus naopak po-
nékud zastinuje. V textu tak rovnéZ vnimam inspiraci k zapojeni odvétvi star studies a gender studies
pti interpretaci urcitych sociokulturnich gest umélct a rozkli¢ovani, do jaké miry jsou takové ¢iny za-
myslené skutecné aktivisticky, nebo zda jde o pouhé marketingové zkratky, a jaké vyznamy nebo hod-
noty jim tudiZ miZeme pfiznavat.

Blok Platforms and Interfaces, ktery sdruzuje vyzkumy zaméfujici se na hudebni videa ,napti¢
platformami socidlnich médii, videohrami a site-specific performancemi® (13), zahajuje Mathias Bon-
de Korsgaard s praci ,,Music Videos and Video Games: Radiohead’s Kid A Mnesia Exhibition® O pro-
jektu Kid A Mnesia Exhibition uvazuje jako o hybridnim vystupu, amalgaimu mnoha raznych medial-
nich forem a dokladu expandovani zanru hudebniho videa do svéta videoher, a to jak z estetickych, tak
i propaga¢nich davodu (195). Vysledek pak muze byt pro divika-posluchace imerzivnim, tedy mno-
hem intenzivnéj$im zazitkem, jako je tomu v pripadé propojeni hudebniho videa s virtudlni realitou,
o které pisi Eugy Han a Saul Ivan Quintero v kapitole ,,Enacting Virtual Boundaries: Music Video and
the Changing Technological Landscape®

S imerzivnosti se poji i dal$i dvé kapitoly. Za prvé ,Music Video’s Forays into Online Interactive
Concerts: Fortnite’s Ariana Grande and Travis Scott Events“ Carol Vernallis, rovnéz ze sekce Platforms
and Interfaces. Paradoxné vyzniva, Ze se vénuje putovani formatu hudebniho videa v dobé pandemie
covid-19, tedy v dobé, ktera cestovani viibec nepiala. Pravé to ale pfimélo umélce ve spolupraci s on-
line platformami hledat inovativni zptisoby, jak svoji tvorbu a svij obraz k divakim dostat, jak se
s nimi propojit alespon ve virtudlnim svété. Ariana Grande a Travis Scott pfipravili unikatni virtudlni
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koncertni z4Zitek na online herni platformé Fortnite. Hudebni video v tomto pfipadé mutuje s herni-
mi prvky, vizudlnim uménim i novym uméleckym vyjadfenim. Druhym ptipadem je ,Music Video
Aesthetics in Live Stream Concerts: Aurora’s A Touch of the Divine“ od Anny-Eleny Paakkola ze sekce
Extensions and Intersections, s nimz se Vernallis ve své praci explicitné propojuje. Pdakkold na prikla-
du virtudlniho koncertu norské popové umélkyné Aurory metodologicky provétuje zdanlivé jednodu-
chou otazku rozdilu mezi hudebnim videem a zivou performanci umélce. Podrobuje A Touch of the
Divine mikroanalyze a pta se, do jaké miry miiZeme tento projekt povazovat skute¢né za zivé vystou-
peni a stream, nebo do jaké miry jde spise o extenzi formatu hudebniho videa. Jednim z kritérii je kon-
trast mezi autenticitou a inscenovanosti.

Obé¢ posledné citované studie se potykaji s otazkou autenticity, tolik pfetfasanym az zneuzivanym
pojmem v soucasném digitalné-medidlnim diskurzu. Autenticita vstupuje i do prace Laurel Westrup,
ktera se v kapitole ,,For Real? The Cross-pollination of Music Video and Documentary*, z oddilu To-
pographies and Interventions, zamysli nad misenim a priniky formalnich prvku a konvenci typickych
pro dokumentérni film a videoklip. Soustfedi se pfi tom na dva nastroje typické pro obé audiovizudl-
ni formy, a sice performanci a komentar. Ukazuje, jaké artificidlni tendence prejimaji dokumentarni
filmy (laicky ¢asto mylné vnimané jako veskrze realistické a autentické) z formy hudebniho videa,
a naopak jakymi dokumentdrnimi néstroji posiluji dojem upfimnosti a opravdovosti umélci a tviirci
videoklipt. Takto cilené budovand autenticita ma sviij komeré¢ni pfedpoklad v navazani davéryhod-
néjsiho a intimnéj$tho vztahu s konzumenty obsahu a k utvareni uzsiho kontaktu s fanousky.

Kniha pojima i studie, které se vénuji videokliptim, na jejichz transmedialni putovani nemél jesté
zasadni vliv internet, a uz viibec ne socialni sité. Mohly v$ak zpisobovat medidlni vifeni zcela jiného
charakteru. Kuptikladu v ,Rapping a Scandal: The Political Interventions od Central Europe Music Vi-
deos“ se Tomas Jirsa vraci do stfedni a vychodni Evropy pielomu 20. a 21. stoleti. Rozebira okolnosti
ni¢ce skupiny J.A.R. Bulhdfi. Na nékolika dal$ich ptikladech doklada, Ze videoklipy maji schopnost
migrovat do politické scény a nadto ji i utvaret prosttednictvim riiznorodych afektivnich usporadani.
Ponouka ke sledovani intervence hudebnich videi v §irsich afektivnich a transmedialnich trajektoriich,
nebot to ndm muize pomoci chapat nejen politicky podvratny potencidl jejich audiovizudlni estetiky,
ale také zpuisob, jakym koluji a pretvareji specifickd gesta, situace a skandily (86).

* % %

Navzdory hektickym proménam digitalniho medialniho ekosystému mimo jiné i ve vztahu k formatu
hudebniho videa neztratil kuratorsky vybér studii Traveling Music Videos vydany v roce 2023 na plat-
nosti a aktudlnosti. Naopak ziistava ¢tivym zdrojem inspirace, jak o hudebnich videich uvazovat v $ir-
$ich hlediscich, jak trasovat jejich spanilou jizdu taktka bezhrani¢ni medidlni krajinou a jak je meto-
dologicky uchopovat i chapat. K tomuto zavéru mé privadi jednak oborova a tematicka pestrost, jiz
jsem se snazila priblizit konkrétnim vybérem kapitol, ale predevsim teoretické ambice editorti. Rozsi-
feni pozornosti od videoklipu coby uzaviené entity i smérem ven do krajiny a ke kontextiim, jeZ jej ob-
klopuji, zahrnuji ¢i spoluutvéreji, stavi tato dila z vyzkumného hlediska jesté vyraznéji na roven ostat-
nim medidlnim a uméleckym formém. Skrze to pak coby badatelé vnimdme tento vysoce variabilni,
mutujici a ptizptisobivy format perspektivami, které pomohou zachytit a pfesnéji popsat trendy a fe-
nomény, jez pasivné vstiebava i aktivné realizuje. AvSak s vyhlidkou ptekotného vyvoje a $ifeni kupti-
kladu umélé inteligence stojime s nejvétsi pravdépodobnosti pred dalsi vyzvou (nejen) v produkci hu-
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debnich videi. Dosiroka oteviené a propustné by tedy nemély zustat jen teoreticko-metodologické
ambice, ale v prvni fadé nage badatelské oci a mysl. I proto bude zapotiebi drzet se v ivodu zminéné-
ho apelu Tomase Jirsy a Mathiase Bonde Korsgaarda: setrvat v akci a pohybu.

Bibliografie

Jirsa, Tomas — Mathias Bonde Korsgaard. ,,The Music Video in Transformation: Notes on a Hybrid Au-
diovisual Configuration®, Music, Sound, and the Moving Image 13, ¢. 2 (2019), 111-122.

Jirsa, Tomas — Mathias Bonde Korsgaard, eds. Traveling Music Videos (New York: Bloomsbury Acade-
mic, 2023).

Papezovd, Miroslava. ,,Bezbfehd rozpinavost transmediality*, Iluminace 33, ¢. 3 (2021), 83-88.




VYZVA K AUTORSKE SPOLUPRACI

NA MONOTEMATICKYCH BLOCICH
DALSICH CiSEL

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

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

V nabidce stru¢né popiste koncepci textu; u ptivodnich studii se predpoklada délka
15-35 normostran. Podrobné pokyny pro bibliografické citace lze nalézt na we-
bovych strankach ¢asopisu: www.iluminace.cz, v rubrice Publikovat — Pokyny pro
autory.
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Guest editors: Jan Trnka (N4rodni filmovy archiv), Jan Cernik (Palacky University)

Since the last issue of Iluminace focused on screenwriting (4/2014), the field of writing for the
screen and its academic reflection has undergone several changes. The biggest challenges for
the screenwriting community (mainly in the USA but not only there) have been the financial
remuneration of screenwriters, their job opportunities, and the rise of artificial intelligence. It
resulted in another WGA strike, with which many regional screenwriting associations stood
in solidarity. Screenwriting studies are responding to this with a gradual change of perspec-
tive. Alongside the continued interest in teaching screenwriting and narrative patterns, we are
increasingly encountering case studies on regional approaches to writing, scripting for short
formats and VR which can be understood as a tendency to broaden the field of interest and
opportunities for screenwriters.

Issues affecting screenwriting are reflected each year at the annual Screenwriting Research
Network Conference. In 2024 the conference will take place in the Czech Republic and its top-
icis “A Conversation Beyond the Script”. The aim of the conference is to reflect on the chang-
es in formal aspects (especially dialogue and voice), the ways in which audiovisual works are
developed and produced, and the changes in the craft of screenwriting.

We are calling for contributions that address the complex and multifaceted nature of dia-
logues and conversations in the screenwriting and audiovisual industry. This theme can be
grasped in two ways: either as a reflection of dialogues in scripts and audiovisual art or as an
insight into the filmmakers® debates during the development and production phases or as
ways of negotiating between screenwriters and production companies. Papers may reflect
both traditional approaches to writing and new technologies such as AI and VR.

Neither of the meanings of ,conversation' is new to the literature. Film dialogue, although giv-
en less space than other elements of film form (such as framing, editing, and music), has been
more researched in the last thirty years than it used to be. At the turn of the millennium, Sa-
rah Kozloff rehabilitated dialogue as an object of inquiry (Kozloff, 2000). Paolo Braga point-
ed out that dialogue needs to be considered in the context of other formal aspects of film (Bra-
ga, 2015). Warren Buckland has shown how the tools of quantitative linguistics can be used to
clarify what dialogue can tell us about film characters and authors (Buckland, 2019). Besides
there are reflections on the realism of film dialogue (Nelmes, 2011) or research approaching
dialogue as a side topic in texts on acting (Ganz and Price, 2020), or in a number of formal
analyses and interpretive texts.

Dialogues in screenwriting are more than mere exchanges between characters; they are the
lifeblood of storytelling, driving narratives and revealing the depths of characters® emotions
and motivations. This focus on dialogues and conversations recognizes their role in not just
advancing the plot but also in creating a connection with the audience. Dialogues are where
characters’ inner worlds are externalized and conflicts are brought to life.



Similarly, conversations among filmmakers during the creation process are crucial. These col-
laborative discussions shape the final output, blending diverse creative visions into a cohesive
narrative. Understanding these conversations offers insights into the collaborative nature of
filmmaking, highlighting how collective creativity and shared decision-making impact the
storytelling process. Formal or informal conversations between filmmakers during the devel-
opment and production of films is a topic that has been treated much more thoroughly from
a scholarly perspective, as studies on production culture in audiovisual industries have shown
(we are referring here primarily to studies following the tradition of sociological approaches
to the development and production of film, building on authors such as Bourdieu, 1996; Cald-
well, 2008; Macdonald, 2013; and others). Thus, we have new knowledge not only about final
versions of scripts but also new insights into their development from the first simple idea,
more broadly about the essence of screenwriter's job, their analog and digital instruments
(used for communicating personal and shared visions), different kinds of multiple- and col-
laborative authorship, functions of writing departments and organizational structures of lo-
cally or media-specific dramaturgical systems, which altogether changing our understanding
of what happens during the development of a screenplay (or any non/narrative content), and
which presents screenwriting into considerable extent also as art of constant, ongoing discus-
sions (usually democratic in nature) about each detail of future work/creative output (Price,
2010; Bloore, 2012; Macdonald, 2013; Tieber, 2014; Millard, 2014). However, the question
arises whether and possibly to what extent our knowledge of the field will be relevant after the
advent of artificial intelligence.

For the forthcoming issue, we invite authors to send us abstracts dealing with any of these

possible (but not exclusive) topics:

« Dialogues and Discourse in Screenplays: Examining how character dialogues function
within scripts to convey subtext, emotion, and narrative progression.

« Plurality of Voices and Polylogues: Analyzing scripts that feature multiple voices and com-
plex conversational structures, reflecting the diversity of perspectives.

« Dissemination of Information: Investigating how information is shared through dialogue,
affecting audience perception and engagement.

o Storytelling Through Conversation: Exploring the role of conversational dynamics in
shaping narrative and character arcs.

o Collaborative Conversations in Filmmaking: Understanding the impact of dialogue be-
tween writers, directors, and other stakeholders on the creative process.

o Intercultural Dialogue in Film and Television: Studying how cross-cultural interactions
are represented and negotiated through dialogue in screenplays.

 History and Theory of Screenwriting: Reflecting on the evolution of screenwriting practic-
es and theoretical approaches.

o Teaching Screenwriting Techniques: Discussing pedagogical methods and strategies for
teaching dialogue writing and screenplay construction.

« Narrative Strategies in Audiovisual Media: Examining innovative narrative techniques in
film, television, and new media, focusing on the integration of dialogue.

Submission Guidelines:

We invite scholars and practitioners to submit papers that engage with these topics, offering
fresh perspectives and rigorous analysis. Submissions should be original, unpublished works
that contribute to the academic discourse on screenwriting and filmmaking.



Please send an abstract (250 words) and a short bio (150 words) to lucie.cesalkova@nfa.cz,
jan.trnka@nfa.cz and jan.cernik@upol.cz by November 15, 2024. The authors will be in-
formed of the decision by December 15, 2024. The deadline for submitting the full article is
February 15, 2025.

The detailed submission guidelines can be found on our journal’s website.

Literature:
Bloore, Peter. The Screenplay Business: Managing Creativity and Script Development in the Film
Industry (London: Routledge, 2012).
Braga, Paolo. Words in Action: Forms and Techniques of Film Dialogue (Peter Lang, 2015).
Buckland, Warren. “Mind our mouths and beware our talk’: Stylometric analysis of character
dialogue in The Darjeeling Limited,” Journal of Screenwriting 10, no. 2 (2019), 131-137.
Bourdieu, Pierre. Rules of Art: Genesis and Structure of the Literary Field (Stanford: Stanford
University Press, 1996).

Caldwell, John T. Production Culture: Industrial Reflexivity and Critical Practice in Film and
Television (Durham: Duke University Press, 2008).

Davies, Rosamund, Paolo Russo, and Claus Tieber, eds. The Palgrave Handbook of Screenwrit-
ing Studies (London: Palgrave Macmillan, 2023).

Ganz, Adam, and Steven Price. Robert de Niro at Work: From Screenplay to Screen Perfor-
mance (New York: Palgrave Macmillan, 2020).

Kennedy, Andrew K. Dramatic Dialogue: The Duologue of Personal Encounter (Cambridge:
Cambridge University Press, 1983).

Kozloff, Sarah. Overhearing Film Dialogue (Berkeley: University of California Press, 2000).

Kozloff, Sarah. Invisible Storytellers: Voice-over Narration in American Fiction Film (Berkeley:
University of California Press, 1988).

Macdonald, Ian W. Screenwriting Poetics and the Screen Idea (London: Palgrave Macmillan,
2013).

Maras, Steven. Screenwriting: History, Theory and Practice (New York: Wallflower Press, 2009).

Millard, Kathryn. Screenwriting in a Digital Era (London: Palgrave Macmillan, 2014).

Nelmes, Jill, ed. Analysing the Screenplay (London: Routledge, 2011).

Price, Steven. The Screenplay: Authorship, Theory and Criticism (London: Palgrave Macmillan,
2010).

Schatz, Thomas. The Genius of the System: Hollywood Filmmaking in the Studio Era (New
York: Pantheon Books, 1988).

Tieber, Claus. “A story is not a story but a conference’: Story conferences and the classical stu-
dio system,” Journal of Screenwriting 5, no. 2 (2014), 225-237.



Iluminace 3/2025

Special Issue

Filmic Matter and Geographic Specificity

Deadline for abstracts: December 15, 2024; deadline for submissions: April 30, 2025.

Guest editor: Byron Davies (Universidad de Murcia, Spain)

Much classical film theory was marked by an explicit concern with the material foundations
of the cinematic medium, including its connection to “physical reality” (Bazin 1960; Kracau-
er 1960). The aim of articulating a self-consciously materialist ontology of cinema later devel-
oped out of awareness of film’s technological apparatus, with an especially rich relationship to
experimental film (Wollen 1976; Gidal 1978; Le Grice 1978). Of course, there are also very few
agreements about what “materialism” means in these discussions. For example, an assump-
tion often emerging from apparatus theory is that a resolutely materialist perspective should
counter the impulses lying behind photographic realism (Baudry 1976). But in other contexts,
realism can appear to work intricately with materialism, including when it comes to a close
analysis of photographic “noise” and “interference” (Frank 2019). Materialist views, including
so-called “new materialisms” (such as Bennett 2010), are also understood to bear a close rela-
tionship to photochemical film practices (Knowles 2020). Nevertheless, materialist perspec-
tives can also help us to understand digital media—including the material infrastructure of
digital projection as well as of the screen itself (Manovich 2001; Denson 2020).

But are these even the same sets of questions in all regions of the world? Or are questions of
materiality in film permeated by the fundamental geopolitical fact of exploitation of the Glob-
al South by the North? Recent film scholarship has foregrounded geographically varied pho-
tochemical and handmade film practices (MacKenzie and Marchessault 2019; Coelho 2023;
Doing 2024; Ramey 2024) or regionally specific challenges with collecting, preserving, and
curating film materials (Fossati 2021; Hediger and Schulte Strathaus 2023; Cua Lim 2024). At-
tention to the geopolitics of digital matter would additionally turn on access to and extraction
of lithium and indium (Cubitt 2017). What, then, are the consequences of geopolitics and
ecology for current treatments of “matter” in film scholarship? For example, if efforts in ex-
perimental cinema in the South can result in a “shamanic materialism” (Colectivo Los In-
gravidos 2021), what then might we understand to be film’s shamanic matter, if anything?
Taking into account the connections between filmic materiality and corporeality (Knowles
2020; Yue 2021; Sudrez 2024), parallel questions might then arise regarding the geographic
variability of conceptions of bodies communicated on film. Is filmic corporeality the same
phenomenon in all regions of the world, or does it rather reflect the geopolitics and ecology
of the different materials through which it is expressed?

This special issue invites scholars to address questions about geographically specific materials
in film from a range of theoretical, philosophical, historiographic, and practice-based per-
spectives. Contributions may engage with topics such as experimental filmmaking, archival
practices, film stock production, or broader media ecologies, while reflecting on how geo-
graphic specificity shapes variegated understandings of materiality and corporeality. We are
especially interested in case studies of film practices from Latin America, Africa, Asia, Ocean-



ia, and other regions of the Global South. We are also highly interested in alternatives to Eu-
rocentric frameworks and Indigenous conceptions of matter and materialism.

A thought guiding this issue is that attending to geographic specificity might render more
concrete the divergent senses of “matter;” “materiality;” and “bodies” across a variety of tradi-
tions and perspectives, including seemingly irreconcilable ones.

For this issue, we welcome articles (6000-7500 words) or audiovisual essays (5-15 minutes)
with written statements (1000-2500 words).

Please send an abstract (250 words + 3-5 bibliographic references) and a short bio (150 words)
to lucie.cesalkova@nfa.cz, jiri.anger@nfa.cz, and byron.davies@um.es, by December 15, 2024.
The authors will be informed of the decision by January 15, 2025. The deadline for submit-
ting the full article or a completed audiovisual essay is April 30, 2025.

We will be pleased to consider proposals on these or related topics:

o The aesthetic significance of locally specific materialist film practices: experimental cine-
ma, found footage, expanded cinema, animation, but also practices related to textiles, bot-
any, ceramics, and painting (including painting directly on film).

o Materialist theories and philosophies of film articulated from the Global South, including
the relationship between materialist philosophies of film and anti-colonialism and anti-
imperialism.

« Global circulations of film theory/philosophy and their impact on our notions of filmic
matter.

o Alternatives to Eurocentric frameworks for materialist approaches to film, including In-
digenous materialist perspectives.

 The geographic specificity of archival film practices: collecting, curating, preserving, and
exhibiting.

o The geographic specificity of film production: manufacturing, processing, printing.

« DPossibilities of attending to geographically specific film practices as a basis for articulating
alternative conceptions of “matter” and of “bodies”

 The ecological impact of geographically specific film practices, including their potential
for articulating visions of degrowth.

» How geographic specificity informs questions of the materiality of digital audiovisual for-
mats.

» How geographic specificity informs questions of the materiality of profilmic events and
objects.

« Consequences of geographically specific materials for debates about whether films can
“do” philosophy.

Submission guidelines:

Proposals should be original, unpublished works relating to the philosophical significance of
geographically specific materials in film. The detailed submission guidelines can be found on
the journal’s website:

https://www.iluminace.cz/artkey/inf-990000-1200_Instructions-for- Authors.php
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Archives are spaces of power expressions. They are places where power is stored and informa-
tion is selected and converted (Azoulay 2019). At their foundation, archives are essentially
patriarchal, paternal, and colonial institutions designated to preserve and expand the political
order which founded them (Derrida 1996), however archives are also “sites of memory”
(Nora 1989) which preserve traces of cultural and social experiences, practices, and resist-
ances. For this special issue, we invite scholars to consider how short films reinforce and chal-
lenge archival power. Our aim is to draw attention to the way in which short films reverberate
and reflect the (dis)continuities of state-building projects, political activism, and regime
changes in the Balkans and Eastern Europe throughout the 20th and 21st centuries. More
than thirty years after the end of the Cold war, the region now demands a decolonial view of its
past, archives and memory, one that is shaped by “a multivocal discourse” (Sendyka 2022), en-
compassing multiplicity of creative expressions and intersected temporalities (Petkovska 2024).
This special issue aims to shift film studies perspective in four ways: by focusing on short films
(non-fiction, fiction, and hybrid forms) that tend to have a marginalised position within dis-
tribution circuits as a result of social, cultural, and economic practices, and technological
advancements; by approaching their aesthetic, political and narrative specificities, their artis-
tic and archival re-usage in contemporary times; by examining transnational connections,
networks, and exchanges of filmmaking practices; and, finally, by decentering our gaze on the
context of the Balkans and Eastern Europe. Doing so, we hope to make a contribution at the
intersection of area studies, film studies and postcolonial studies (see Mazierska, Kristensen,
& Naripea 2014). Ultimately, we seek to understand how the meanings, histories, and prac-
tices of the short film have contributed to reinforcing or challenging categories, taxonomies,
and relations which have served to shape our knowledge of the Balkans and Eastern Europe,
given that the short film has rarely attracted scholarly attention.

While the history of “author”-centric and national cinemas of Eastern Europe and the Balkans
is quite well-established (see Imre 2005, 2012; Iordanova 2001, 2003; Mazierska & Goddard,
2014), the histories and filmmaking practices of abundant and varied short film forms are
lesser known and rarely considered (see Cesdlkova & al, 2024). We are interested in original
research on hybrid and experimental works, newsreels, and documentaries made by filmmak-
ers, artists, amateurs, and film professionals both within smaller state-funded studios and
within film clubs, film collectives, and other institutions. This special issue also invites schol-
ars to engage with the historicity of short formats by questioning the connections between
short film practices, archives, and their dependence on the political conjectures throughout



the 20th and 21st centuries. What room for manoeuvre did the short format allow for collec-
tives, minority groups, filmmakers and political activists? To what extent was the short film
affected by censorship practices within specific national contexts? And how did the short
format contribute to forms of alternative filmmaking practices (in terms of film expression
and sometimes political orientation)? How did the intertwining of the market economy, po-
litical liberalism, and the predominant role of festivals and archives in the film industry since
the 1990s shape the directions it took?

Furthermore, the uniqueness of short formats should be seen as contributing to cultural ex-
changes between the various blocs during the Cold War. After World War II, films were used
as a way of stimulating collaboration and solidarity between the socialist Eastern European
and Balkan countries and the communist and socialist movements of (post)colonial states
and societies (see Salazkina 2023). With the end of communism, a major part of this film
heritage was deemed as mere propaganda and marginalised by the dominant discourse in
national film histories and historiographies. However, these films remain relevant today, since
the discourses and events that marked the history of Eastern Europe and the Balkans echo the
imperial and colonial politics prevalent in other parts of the world. Through the analysis of
short films, we aim to reflect on the way in which the wake of democratic regimes and “West-
ernisation” affected conceptions of race and politics of transnational relations.

Through this special issue, we also hope to reconsider such films, in order to explore the
memories and limits of decolonial politics in state socialism and beyond. What was the role
of film in fostering direct and flexible transnational connections between the countries of
Eastern Europe, the Balkans, and the rest of the world? How did coproductions affect short
film plots, creativity and the perspectives through which stories are told? Could these connec-
tions be mapped out dynamically, and what form might they take at the beginning of the 21st
century? We are especially interested in case studies which explore the relations between East-
ern Europe, the Balkans, and (post)colonial states in Asia, Africa, and South America through
fiction and non-fiction short films (e.g. films or newsreels documenting anti-colonial move-
ments, such as the Angolan war of independence, the anti-apartheid movement, the Israeli-
Palestinian conflict, the Cuban revolution, the Vietnam war, etc.).

Possible topics include, but are not limited to:

o The aesthetics and history of an evolving short cinematic form (politics of production and
usage of audiovisual archives in Eastern Europe and the Balkans; censorship in archival
film practices and creative approaches used in short films to circumvent censorship, etc.)

« Exhibition practices and spaces (film festivals and short films; film collections and modes
of programming short film; film museum exhibitions; curation and programming of ar-
chival short films in cinemas; short film programmes on TV and digital streaming plat-
forms, etc.)

o Short film and archives (short film archives, regional cooperation and civic engagement;
low budget and DIY approaches to experimenting with short forms and archives; queer
film history and archiving in the context of the short form; community and collective ar-
chiving, resistance archives and short audiovisual forms)

o Short film and memory (transition from analog to digital in the context of film archives
and accessibility; memory and short cinematic forms in a digital age; re-use of archival
short films in compilation film; curating and exhibiting short films in film museums or
cinematheques)

« Transnational perspectives, inter-regional connections, and decolonial practices (third
cinema; the non-aligned movement; militant films, newsreels and anti-colonial move-



ments; feminist movements and short film practice; short films and post-colonial/post-
imperial histories in the Balkans and Eastern Europe)

Submission Guidelines:

We invite scholars to submit papers that engage with these topics, offering fresh perspectives
and rigorous analysis. Submissions should be original, unpublished works that contribute to
the study of the short film form in the Balkans and Eastern Europe.

Please send an abstract (250 words + 3-5 bibliographic references) and a short bio (150 words)
to lucie.cesalkova@nfa.cz, jiri.anger@nfa.cz, irina.tcherneva@cnrs.fr, bego.fabio@gmail.com
and ana.grgic@ubbcluj.ro by February 15, 2025. The authors will be informed of the decision
by February 28, 2025. The deadline for submitting the full article is May 10, 2025. The special
issue is slated for publication in January 2026. The detailed submission guidelines can be
found on our journal’s website here.
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ILUMINACE

je recenzovany ¢asopis pro védeckou reflexi kinematografie a pribuznych problému. Byla za-
loZena v roce 1989 jako pulletnik. Od svého patého ro¢niku presla na ¢tvrtletni periodicitu
a pii 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 monotematické bloky pri-
pravovany ve spolupréci s hostujicimi editory. Po¢inaje rokem 2022 Iluminace vychazi t¥ikrat
ro¢né a v roce 2023 presla do rezimu Open Access. Iluminace pfinasi predevs$im piivodni te-
oretické a historické studie o filmu a dal$ich audiovizualnich médiich. Kazdé ¢islo obsahuje
rovnéz preklady zahrani¢nich textd, jez priblizuji soucasné badatelské trendy nebo splaceji
prekladatelské dluhy z minulosti. Velky prostor je v Iluminaci vénovan kritickym edicim pri-
marnich pisemnym prament k déjindm kinematografie, stejné jako rozhovortim s vyznam-
nymi tvirci a badateli. Zvlastni rubriky poskytuji prostor k prezentaci probihajicich vyzkum-
nych projektt. Jako kazdy akademicky ¢asopis i Iluminace obsahuje rubriku vyhrazenou
recenzim domadci a zahrani¢ni odborné literatury.

POKYNY PRO AUTORY:
Nabizeni a format rukopisi

Redakce prijiméd rukopisy v elektronické podobé v editoru Word, a to e-mailem na adrese
lucie.cesalkova@nfa.cz. Doporucuje se nejprve zaslat stru¢ny popis koncepce textu. U ptivod-
nich studii se predpoklddd délka 15-35 normostran, u rozhovord 10-30 normostran, u ostat-
nich 4-15; v odtvodnénych pripadech a po domluvé s redakei je mozné tyto limity prekrodit.
Vsechny nabizené prispévky musi byt v definitivni verzi. Rukopisy studii je tfeba doplnit fil-
mografickym soupisem (odkazuje-li text na filmové tituly — dle zavedené praxe Iluminace),
abstraktem v angli¢tiné nebo ¢estiné o rozsahu 0,5-1 normostrana, anglickym prekladem né-
zvu, klicovymi slovy v ¢estiné i v angli¢tiné, biografickou notickou v délce 3-5 tadka, volitel-
né i kontaktni adresou. Obrazky se ptijimaji ve formatu JPG (s popisky a udaji o zdroji), gra-
fy v programu Excel. Autor je povinen dodrzovat cita¢ni normu ¢asopisu (viz ,,Pokyny pro
bibliografické citace®).

Pravidla a prabéh recenzniho fizeni

Recenzni fizeni typu ,,peer-review* se vztahuje na odborné studie, uréené pro rubriku ,,Clan-
ky*, a probihd pod dozorem redakéni rady (resp. ,redakéniho okruhu®), jejiz aktualni slozeni
je uvedeno v kazdém ¢&isle ¢asopisu. Séfredaktor ma prévo vyZzadat si od autora jesté pred za-
pocetim recenzniho Fizeni jazykové i vécné ipravy nabizenych textd nebo je do recenzniho
Fizeni viibec nepostoupit, pokud nesplriuji zdkladni kritéria pavodni védeckeé prace. Toto roz-
hodnuti musi autorovi nélezité zdivodnit. Kazdou predbézné ptijatou studii redakce predlo-
71 k posouzeni dvéma recenzentiim. Recenzenti budou vybirani podle kritéria odborné kvali-
fikace v otazkach, jimiz se hodnoceny text zabyvd, a po vylouceni osob, které jsou v blizkém
pracovnim nebo osobnim vztahu s autorem. Autofi a posuzovatelé zistavaji pro sebe navza-
jem anonymni. Posuzovatelé vyplni formuldf, v némz uvedou, zda text navrhuji pfijmout,
prepracovat, nebo zamitnout. Své stanovisko zdivodni v ptilozeném posudku. Pokud dopo-
rucuji zamitnuti nebo piepracovani, uvedou do posudku hlavni divody, respektive podnéty



k tGpravam. V pripadé pozadavku na prepracovani nebo pii protichtidnych hodnocenich
miize redakce zadat tieti posudek. Na zédkladé posudku $éfredaktor ptijme kone¢né rozhod-
nuti o prijeti ¢i zamitnuti pfispévku a toto rozhodnuti sdéli v nejkrat$im mozném terminu au-
torovi. Pokud autor s rozhodnutim $éfredaktora nesouhlasi, mtize své stanovisko vyjadrit
v dopise, ktery redakce predd k posouzeni a dalsimu rozhodnuti ¢lentim redakéniho okruhu.
Vysledky recenzniho fizeni budou archivovany zptsobem, ktery umozni zpétné ovéfenti, zda
se v ném postupovalo podle vyse uvedenych pravidel a zda hlavnim kritériem posuzovani
byla védecka Groven textu.

Dalsi ustanoveni

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

Pokyny k formdlni tpravé ¢lanku jsou ke stazeni na téZe internetové adrese, pod sekci ,,Poky-
ny pro autory*.



Knihovna Narodniho filmového
archivu nabizi zahranic¢ni filmoveé
databaze

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

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

Zahranic¢ni filmové databaze v Knihovné NFA:

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

a) American Film Institute (AFI) Catalog

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

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



c¢) FIAF International Index to Film Periodicals
Databéze obsahuje vice nez 230 000 zaznamil o ¢lancich s filmovou tematikou od roku 1972
do soucasnosti z vice nez 345 filmovych akademickych i popularnich periodik z celého své-
ta. Ro¢ni prirtstek ¢inf 12000 zaznami. Kazdy zaznam sestava z bibliografickych tdaju, ab-
straktu a zahlavi (jména autord, filmové tituly, pfedmétova hesla). Databdze obsahuje také
zdznamy o televizi od roku 1979 (cca 50000 zdznamu), od roku 2000 se omezila na ¢lanky
s televizni tematikou pouze z filmovych periodik.

JSTOR
zkratka z anglického Journal Storage (ulozisté casopisit)

Digitalni knihovna pro studenty a vyzkumniky poskytujici ptistup k vice nez 12 miliontim aka-
demickych ¢lankd, knih a primarnim zdrojiim z mnoha disciplin véetné filmu.

Predstavuje $pickovou on-line databdzi digitalizovanych plnych textt z vice nez 2000 védeckych
¢asopist. Kazdy ¢asopis je plné digitalizovan od prvniho ¢isla prvniho ro¢niku az po pohybli-
vou hranici (moving wall), coz je obvykle ,,tfi az pét let od soucasnosti®

EBSCO

Megazdroj védeckych informaci pro spolecenské a humanitni obory.

Databéze EBSCO vychazi vsttic pozadavkiim vSech vyzkumnika a nabizi elektronickou knihov-
nu obsahujici desitky tisic ¢asopistl, magazinii a reportl a mnoha dalsich publikaci v plném tex-
tu.

EBSCOHost je jednotné rozhrani umoziujici pfistup k vybranym bibliografickym a plnotexto-
vym databazim.

V Knihovné NFA jsou k dispozici dvé databaze megazdroje EBSCO:

a)

b)

Academic Search Ultimate

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

Film and Television Literature Index with Fulltext

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

Zpracovala: BoZena Vasickova



Databaze Evropské audiovizualni observatoie
(European audiovisual observatory)

O Evropské audiovizualni observatori

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

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

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

Ceska republika je ¢clenem EAO od roku 1994.

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

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

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

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

LUMIERE VOD je primdrné uréen pro profesiondly v audiovizudlnim priumyslu : autory, produ-
centy, distributory, filmové fondy a regulatory, aby jim pomohl sledovat vyuziti filmii na VOD a po-
soudit slozeni katalogi VOD. Ucelem neni usnadnit prondjem nebo nakup filmé ani predplatné
sluzby.

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

Poskytnuté informace

Databaze je prohledavatelna podle fady kritérii. Upozornujeme, ze:

» vSechna metadata jsou poskytovana s maximalnim usilim;

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

o zemé produkce uvadéji riizné zemé podilejici se na vyrobé filmu. Zemé produkce uvedend na
prvnim misté oznacuje zemi, ktera tidajné nejvice ptispéla k financovani filmu. Nejednd se o ofi-



cidlni statni prislusnost filmu, jak je posouzeno narodnim filmovym fondem nebo narodnim re-
gulétorem.

I kdyz byla vénovana maximalni pozornost zajisténi presnosti, neni poskytovana zadna zéruka, ze
materidl neobsahuje chyby nebo opomenuti. Nasim cilem je udrzovat tyto informace aktualni
a presné. Pokud budeme upozornéni na chyby, pokusime se je vyresit. MiZete nas kontaktovat
ohledné jakychkoli technickych informaci v adresafi pomoci kontaktniho formulafe.

Evropskd audiovizudlni observatof (EAO) vznikla roku 1992 jako naslednickd organizace Eureka
Audiovisuel, jejim sidlem je Strasburk. Cinnost této instituce spoc¢iva ve sbéru a $ifeni informaci
o audiovizudlnim pramyslu v Evropé. V soucasné dobé sdruzuje 41 ¢lenskych stata a Evropskou
unii, zastoupenou Evropskou komisi. Je financovdna pfimymi prispévky ¢lenskych zemi a ptijmy
z prodeje svych produkti a sluzeb.

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

EAO vydava Statistickou rocenku, mési¢nik IRIS se specidlnimi suplementy (v tisténé i elektronic-
ké podobé), ucastni se riznych konferenci a workshopi. Na webovych strankdch EAO jsou vefej-
nosti dostupné tyto informacni databaze: LUMIERE (obsahuje tdaje o sledovanosti filmu distribu-
ovanych v evropskych kinech), IRIS MERLIN (informace o legislativé upravujici audiovizualni
sektor v Evropé), databaze poskytovatelit AVMS. Informace o provozovani televizniho vysilani
v ¢lenskych statech obsahuje databaze MAVISE. V$echny tyto informace jsou poskytovany v anglic-
tiné, francouzstiné a némdiné.

Nejvy$sim organem EAO je Vykonna rada, v jejimz predsednictvi se kazdy rok stiidaji jednotlivé
¢lenské zemé.

Narodni
filmovy
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Sbirka oralni historie
v Narodnim filmovém archivu

NFA pecuje o nejraznéjsi typy dokumentt se vztahem k historii ¢eského filmovnictvi véetné
zvukovych a zvukové-obrazovych nahravek.

Vlastnite-li takové typy materiala (rozhovory, zaznamy udalosti ¢i jiné druhy audiozaznami,
eventualné audiovizualnich zaznamu rozhovori, vztahujici se k tématu ceské kinematografie,
a to z jakéhokoliv obdobi), a mate zajem o jejich bezpe¢né uchovani, nabizime vam bezplatné
ulozeni v depozitafich NFA.

NFA spliuje vSechny podminky, které zarucuji nejvy$$i moznou kvalitu archivace.

Jakékoliv obohaceni nasi sbirky z vasich zdrojti je cennym ptispévkem k rozsiteni povédomi
o minulosti ¢eského filmu a souc¢asné i nasi kulturni historie.

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



Filmovy prehled,
databaze Narodniho filmového
archivu

ovérend a doposud dohledatelna data a filmografické udaje od pocatki ¢eské kinematografie. Aktu-
alizuje a nahrazuje tak informace, které byly dtive vydany v katalozich Cesky hrany film I-VI a Ces-
ky animovany film I. Uzivatel tak nalezne pfedev$im udaje o ¢eskych hranych (vSechny od roku
1898), dokumentarnich (prozatim vybérové 1898-1991, vechny od 1992) i animovanych (vSech-
ny 1922-1945 a od 1992, prozatim vybérové 1946-1991), studentskych, dlouhych i kratkych fil-
mech, jez byly uvedeny v kinech. Databaze je pravidelné aktualizovana a stale dopliiovana.

Udaje o filmech: filmograficka (v8ichni tviirci, ¢lenové vyrobniho §tdbu, herecké obsazeni a dalsi),
produkéni (vyrobci, véechny nazvy, zanry, prvni a posledni natd¢eci den, datum cenzury, schvaleni
literarniho a technického scénare, prvni kopie a celého filmu, ateliéry, lokace a dalsi), distribu¢ni
(predpremiéry, distribu¢ni, slavnostni, festivalové premiéry, poptipadé obnovené premiéry, distri-
bu¢ni slogany nebo premiérova kina) a technicka (distribu¢ni nosi¢, pomér stran, barva, zvuk, mlu-
veno, jazykova verze, podtitulky, mezititulky, uvodni/zavére¢né titulky, animacni technika, minutaz,
ptivodni metraz) data, anotace, obsahy, zajimavosti, fotografie i plakaty.

Udaje o osobnostech a spole¢nostech: filmografie, profese, zjisténa data i mista narozeni a imrti,
alternativni jména, Zivotopisy, fotografie.

Udaje o ocenéni a dotacich: ¢eskd ocenéni, festivaly a prehlidky, zahrani¢ni ocenéni udélena ces-

kym filméim. Planovéno je téz zvefejnéni filmovych dotaci za 1éta 1992-2022.

https://www.filmovyprehled.cz/cs/databaze



Reserse ve sbirce
Narodniho filmového archivu

Odborné i laické vefejnosti nabizime moznost vypracovani tematickych resersi ve sbirce Narodniho
filmového archivu. S Zadostmi o né se prosim obracejte na e-mailovou adresu reserse@nfa.cz.

Podrobnéjsi informace viz

https://nfa.cz/cz/sbirky/reserse/.

Prehled jednotlivych ¢asti sbirky Narodniho filmového archivu viz

https://nfa.cz/cz/sbirky/sbirky-a-fondy/.
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