I1 the banalities of the early 1970s eventually gave way to the re-employment of a nun
ber of New Wave directors, 1980s production clearly sought to move bc}'(n‘ld carlier limit
tions. There is at Jeast some evidence that continuing problems were not always those of off
cial censorship. The limitations of the 1970s had often been internalised and, in less preg
ways, institutionalised. There was also a genuine shortage of ideas and scripts pointing
to deficiencies in training and to the absence of that symbiosis of the arts that had cha
terised the 1960s.

Two significant developments in the 19805 were, firstly, a move towards the develog
ment of a more ‘commercial’ mainstream and, secondly, a growth in the genre of s |l
problem films. Both were officially approved and sponsored tendencies, and they so
overlapped.

While low costs had, to some extent, allowed the production of empty moralising ¢
tor empty cinemas, the film industry had (0 make some attempt to gain audiences. d
was most often achieved through the promotion of a select range of Hollywood and for€
movies, and it was not altogether surprising that a group of directors should attempt |
make films with similar appeal. While it would not be true to say that the Czech and Slow
cinemas consisted of ‘art’ and commercial’ sectars in the West European/North A
sense. there was also a whole range of popular comedy films, notably those by Oldfich
and Zdenék Podskalsky, as well as children’s films, that I have not discussed. They were
however, films particularly responsive to Hollywood influences. ’

‘Two of the directors most associated with the moves towards a more commercial cines
were Vit Olmer and Jaroslav Soukup. Olmer, who was known as an actor in the 1960s af
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had continued to act in films on a regular basis, made his directing debut in the 1970s. With
Jako jed (Like Poison, 1985), he analysed the love aflair between a middle-aged architect
(Zdenék Svérak} and a young Slovak girl. while Antonyho Sance (Anthonys Chance, 1986)
is the story of a young widower trying to bring up his daughter and create a new marriage.
while dealing with genuine social issues, the prime focus is entertainment, with attractive
performances, atmospheric photography (Ota Kopfiva), and lively music scores from [ifi
stivin. Soukup focused more on the youth market with Liska v pasaZe (Love in the Arcade,
1984). addressing problems of teenage crime and drugs and. in 1986, made Pesti ve tmé (Fists
in the Dark), known as the Czech Rocky, a nostalgic retro movie with the 1930s reconceived
very much in the manner of Hollywood. Zdenék Troska, a director of some talent, began his
sequence of Sun, Hay and... comedies,” which have a been likened to the British Carry On
films.

Drugs were also the focus of Zdenek Zaoral's Pavucina (The Cobweb, 1986), notable
because the film began life outside the official production programme. Smyczek's Prod?
(WhyZ 1987} dealt with the subject of football hooliganism and attracted international
attention. A violent and sometimes shocking drama documentary reconstruction, it was
distinguished by its lack of easy moralising and the fact that its ‘hooligans” were ordinary
teenagers. The problem, it seemed to suggest, had more generalised roots. Olmer’s enor-
mously successtul Bony a klid (Big Money, 1987) exposed the activities of rival mafia gangs
in a hectically paced film accompanied by Frankie Goes To Hollywood on the soundtrack. It
was full-blooded, but also exploitative,

In the late 1980s, a number of new directars made their debuts with some striking first
features, Zdenck Tyc made a feature film at FAMU featuring Milo§ Forman’s son Petr -
Vojtéch, feceny sirotek (An Orphan Called Vojtich, 1989) revealing that the ‘auteur’ film was
not vet dead. Petr Koliha made Nézny barbar (Iender Barbarian, 1989), featuring Boleslay
Polivka and Iiti Menzel, a spirited attempt to film Hrabal’s novel based on the life of the
Fxplosionalist” artist. Vladimir Boudnik. Irena Pavlaskovd, in Cas sluhtt (The Time of the
Servants, 1989}, made a powerful political/stylistic debut confronting the corruption of the
system. In 1989, it was announced that the ban on the films of the 1960s might be lifted; there
was talk of re-establishing links with suppressed creative traditions, and The Fireman’s Ball
was generally released. [n film, al any rate, the dam seemed that it might break. Would the
Czech and Slovak cinemas rediscover thewr past vitality?

THE VELVET REVOLUTION AND AFTER

While Czechs invariably denied that there was any significant change in the summer of 1989,
it was clear that there was a new mental climate and a new outspokenness. As Vaclav Havel
once said in a television interview, it was not in doubt that the system would fall: it was
Purely 2 matter of which event or events would light the touch paper.

On 16 January massive demonstrations had accompanied the twentieth anniversary
of Jan Palach’s self-immolation in protest against the 1968 invasion. In February. Obroda
(Revival), ‘A Club for Socialist Restructuring” was formed by former officials of the Prague
Spring supporting the Gorbachey line and demanding more rapid reforms, while April saw
the ‘non-person’ Alexander Dubéek interviewed on Hungarian Television. In June, the peti
tion ‘Nekolik vat' (‘Just a Few Sentences’) called for increased democratisation and was signed
by 40,000 people in five months. However, against a background of the triumph of Solidarity
In the Polish elections (June) and Gorbachev’s renunciation of the Brezhnev Doctrine (July),
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-‘r" 'n re-

when he
he Czech Republic in 2003.

Lalled velvet divorce, while

majority of Slovaks. In fact, a co

He

unit
fully in the reconstruction of Central and E
Republic as an inevitable part o
was at the expense of German econo
future developments within the Europe
glovakia under Meciar are well documented, the

< formed under the Ceska socidlni demokraticka strana (CSD; Czech Social Democratic
y). Despite a constitutional confrontation in 1994 when the Slovak President Michal
i¢ encouraged the opposition parties to unite and oust Metiar (11 March), he was
clected the following September, remaining in office until the 1998 elections,
was defeated by the opposition. Klaus, of course. replaced Havel as President of

{ry from 1993 into the separate Czech and Slovak Republics, the so
having its roots in historical conflicts and economic and political
1ces, was by no means incvitable. It was essentially a decision made within the élites
polls, desired neither by the majority of Czechs nor by the
nsiderable part of the country requested a referendum.”
swever, it did allow Klaus to progress unhindered with his ‘Ihatcherite economic reforms,
d pleased those on the Slovak side who saw it as the first and perhaps last historical oppor-
y to assert an independent identity. Given the failure of the West to engage meaning-
astern Europe, the attempt to establish the Czech
{ Western Europe was understandable.” Whether or not this
mic and cultural hegemony depended very much on
an Union.” While totalitarian tendencies in the new
country was, by 2003, one of the fastest

The split in the coun

fterct
according to public opinion

s in Central Europe.
In the summer of 1991, a cinema in one of Prague’s main streets, Na prikopé, stood
draped in camoutflage. Above it, a tank barrel penetrated the balloon shaped pink graffiti of
a naked woman. The film being advertised was the enormously successful Tankovy prapor
(The Tank Battalion), directed by Vit Olmer and adapted from the novel by Josef Skvorecky.

and Eroticism) as the first privately-

rotkas Shince, seno, erotika (Sun, Hay.
ars. it was one of the four Prague cinemas showing Czech or

devoted to the Tatest Hollywood releases. A

growing economie

Just preceding 1
produced film in over forty ye
Slovak films. The remaining thirty screens were
new era had arrived.
lechnically illegal (the industry had yet to be privatised), The
funding by the state insurance company and
a successful film within the constraints of the market, its open-
vision advertising and featured a showbiz event in which

licopter. It has to be said, however, that the film is

d scarcely did justice to the novel. Made with

Tank Battalion was funded
by Bonton Records, with co a geological firm.
A spirited attempt to make
ing was preceded by blanket tele
Skvorecky and Olmer descended by he
frequently crude, in all senses of the word, an

it could undoubtedly have been an inte
arrandoy Studios sacked 1500 employees, while directors,

made freelance. Some said that that was not what they
as noted that not even the Nazi Occupation
bt that Barrandov was overstafted, but it
ry for years could be lost.

n in the region of fifty million
achieved by domestic product. After 1989, audiences
question of the validity of the Czech and Slovak film

industries was again at the forefront. Given increased production costs. a population of only
ten million (the Czech lands) and five million (Slovakia), declining audiences, US market
importance of television, it was clear that the industry had
uction and television co-pro-

greater finesse, rnational success.

Farlier in the year, the B
screenwriters and cameramen were
had demonstrated for in November 1989, and itw
had wrought such destruction. There was little dou
did seem that the craft skills that had underpinned the indust

In the last years of Communism, film audiences had bee
per year, with a third of that figure

dropped by fifteen million. The whole

penetration and the increased
no chance of survival without subsidy, international cn-pmd
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duction. Models and strategies applicable in Western Europe within much
}vm.llq }‘1andly be less necessary in such small countries. The problems, of steering
alrt!stu: or parochial products, and of the lure of ‘Europuddings. presented co
difficulties. Even when a film succeeds by all major criteria, the difficulty of p .
declining international market for foreign-language film remains dauntin; o
‘ Privatisation in the Czech Republic was not without its opponents nols'lbl'y the
Film and Television Artists, for which the main spokesperson was \’é;'a Ch ﬂoﬁ‘
abolishing the state monopoly was not passed until autumn 199.';. ‘The Unﬁ e
Czech film production could not be sustained without substantial state su : o
head of the film section of the Ministry of Culture, argued in response: ‘\\}')fgbeli-
subsidise the film industry. The new system is more flexible and will.im rowm
industry. We prefer to support projects and individuals rather than sluc];ius a::r
w.hich must be able to support themselves.™ Grant aid was limited to no more than
of pmduc\ticm costs. By 1997, the Barrandov studios had virtually abandoned ‘nati ..H. '
duction, focusing instead on servicing international pmducti(m.-; such as Mission [
Les Misérables, The Barber of Siberia and The Scarlet Pimpernel. Czech films "
increasingly dependent on the support of public-service television. 4
Audiences have continued to shrink (from fifty million a vear in the last vears of
munism to 21.9 million in 1993 and 9.8 million in 1996) and this may to some
inevitable. Not only do people have more things to do with their lives, but the introd
improved television and. in 1994, the first private television company, NOVA, have all
impact. Cinema-owners can often find more profitable uses for their premisés. N ‘
audiences improved by 19% in 2001 with the introduction of a further five multi
with the overall total rising to 12 million in 2003, the highest figure for nine years. In 2
there were 208 film premieres, which included 112 new American films and 15 Czech,
Czech titles were in the top ten in 1993 and 1999, and four in 1994, 1997, 2000, 2001 as
2003. Production has averaged out at around 16-20 features a vear. , .
As the ‘realities’ of the market asserted themselves, many films were quickly and &
ally made. with Olmer and Soukup continuing to follow thc.lugic of their 1980s
Olmer had some success with his grossly exploitative Nahota na prodej (Nudity for
1993), but had less of a success with Playgirls (1995) and Playgirls 2 ( 1995), while S
Byl jednou jeden polda (Once Upon a Time there Was a Cop) was the only n';-.ljor hit of 1¢
Boca Abrhamovd pointed out that where films were once discussed pr‘imarilv in tern
artistic criteria, the priorities of the market now dominated. * In addition, as Eva Zao
suggested. there was almost a modernist/ postmodernist division among filmmakers, as th
synﬂ_m]iml and humanism of the New Wave are rejected by younger directors.” 1
; The New Wave has not suddenly bounced back, and. where it has been successful, the
films appear as if from another era. Menzel, although he scored a box-office success Wil
the dc]a}"ed release of Skylarks on a String, adapted his successful stage production of Véek
P}avel‘x Zebrackd opera (The Beggars Opera, 1990) in an over-literal fashion. His version 0
\. fadimir Voinovich's Zivot g neobyceina dobrodruzstvi vojdka Ivana Conkina ( The Life ar d
I_:xrrmrrdfmrr;,' Adventures of Private Ivan Chonkin, 1994), scripted by Zdenék Svérdk nd
‘Ie‘lluring Russian actors, was as good as any of his other recent films. but somehow out @
its ime. Perhaps also, after a number of Army comedies denouncing Stalinism, Czech @
ences fell they had settled that account, Chytilovas comedy, ;')édit'fl:.i aneb Kun"m‘n-Js'i gl
(Inheritance or Shit-Boys Gutntag, 1992), featuring Boleslav Polivka and Jozef Kroner, we
commercial success (and one of the top ten in Slovakia), but pleased the critics rather les
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{Tmps! Traps,
desc
of castration. However, even without their testicle
minister), h
the first to attack ‘capitalist’ morality with the enthusiasm previously reserved for ‘socialist’
EXCESS
ines the situation of a film director attempting to create an artistic work. His screenwriter
wishes to maximise its humanist philosophy while his Russian producer is more interested
inits e
favour with either criti
two-part feature documentary, Valety a pady (Flights and Falls, 2000}, an investigation of the

{ was one of the few films to cast a jaundiced eye on the excesses of the ‘new capitalism. She

was still unable to set up her long-planned film based on the life of BoZena Némcovi. More
recently. she returned to the polemical style of Prefab Story with her Pasti, pasti, pasticky

Traps, Little Traps, 1998). The story of a woman who is raped by two men, she
ribes it as a ‘feminist black comedy’ As a vet, the heroine is well-trained in the practice
s, the two men (one of them a deputy
ang on to their power and position. The film received a mixed reaction but was

es. In Vyhndni z raje (Expulsion from Paradise, 2001), set on a nudist beach. she exam-

rotic’ content. However, Chytilovas merciless exposure of human flesh did not find
¢s or audiences. Her most impressive ‘post-revolutionary’ film was the

Jives of three Czech photographers (Viclav Chochola, Karel Ludwig, Zdenek Tmeje) from
{he 1930s to the present. In her early years as a model. Chytilova was married to Ludwig,
who had specialised in his own brand of Hollywood style portraits of female actors in the
19305 and 1940s. It is a fascinating and atmospheric journey through a hidden culture in
which Chytilova herself was a participant. It is interesting, as well, to see the ariginal café
where Hrabal set his At the World Cafeteria, with Hrabal himself appearing in an extract
from Chytilovds film version.

Antonin Masa’s Byli jsme to my? (Were We Really Like This?, 1990}, dedicated to Pavel
juracek and Evald Schorm, tells of a politically persecuted stage director and his attempts to
circumvent Party censorship. Since both he and Schorm had worked in theatre after being
panned from the studios, it has both a personal and a political resonance. Jan Schmidt’s
Vracenky (Rounders/Lenin, My Lord and Mother, 1992} was one of the hest films about the
Stalinist experience of the late 1940s/early 19505 but, being in black-and-white and leavened
with humanism and understanding, not a commercial success.

Nemecs long-delayed V' Zaru kralovské lasky (‘The Flames of Royal Love, 1990), based
on Ladislav Klimas ‘grotesque’ novel first published in 1928, provided plenty of opportunity
for horror and eroticism in its story of a sexual obsession treading the borders of love and
hatred. Updated into the near future and with music by Jan Hammer, itis a bold film but, not
surprisingly. lacks the spontaneity that characterised his work in the 1960s. In 1996, Némec
made his Jméno kédu: Rubin (Codename: Ruby), a collage which combined a story of uncon-
summated love with political leaders’ attempts to master the secrets of alchemy. Dedicated to
Krumbachova, he described its basic theme as ‘the mystery of alchemy, enriched and filled
with parallel levels. It achieved neither critical nor commercial success but his digitally-shot
Nocni havory s matkou (Late Night Talks with Mother, 2001) again altracted international
attention. A parallel to Kafkas Letter to the Father (Brief an den Vater), it is constructed as a
dialogue with his dead mother, combining haunting and evocative images of his journey to

her graveside with material from his life (his marriages to Krumbachova and Kubisova, film
ing the Soviet invasion, his exile in California). Echoing the visual power of his earlier films,
it is both formally complex and strangely youthful.

Jakubisko's Lepsie byt bohaty a zdravy, ako chudobny a chory (It s Better to be Healthy and
Wealthy than Poor and [Il, 1992) began as a Slovak film but ended up as as a Czech produc-
tion, satirising both capitalism and Slovak nationalism in his characteristic free-wheeling
style. After moving to the Czech Republic, he produced his expensive epic Nejasnd zprdva
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«er and Menzel are apparent, the
cpansion of the tradition rather than simple imitation.

family relations during the Prague
yech couple who hide a Tewish neighbour during the
ior them. solving their infertility problems an

| ather than the larger world of politics, revealing how
Complex and ironic, the
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the Hollywood
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father Zdenék Sverdk’s script
46. Following the adventures of te
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films of the new direclors represent an extension and

Hiebejks films, wh ich deal, respectively, with the moral dilemmas of life under com-
ism and the German occupation, enjoyed a great domestic success. Cosy Dens looks
Spring while Divided We Fall examines the plight of a
Second World War. He fathers a child
d providing legal protection at the same time,
focusing on the microworld of the everyday
people adapt, conform and change.
rather than

th filins were scripted by Petr Jarchovsky,

y also highlight the need to address historical experience
of ideologies. Divided We Fall gained an Oscar nomination, but the
th from domestic to international success still remains a problem.

The one director to attract international attention has been Jan Svérak. After winning
student Academy Award” in 1989 with his spoof documentary, Ropdci (The
iti Menzel’s footsteps by gaining an Academy Award” nomina-
(The Elementary School, 1992). Based on his
about his early childhood. it is set in the school year of 1945-
n year-old Eda and his friend Tonda, a series of episodes
aordinary teacher (Jan Tiskal, who
aling the postwar era with

tradition of Czech lyrical
in the beauty

claims to have been a Slovak Resistance fighter. Authentically reve
its chewing gum and abandoned weaponry, it remains within the
cinema. Intended by the Svéraks as a ‘healing’ film, its unashamed indulgence
its critical edge.

of landscape or the music of Dvofak does not dispe
science fiction comedy based on

With Akumuldtor 1 (1994), Svérak made a successful
the theme of television sets being able to suck the energy from viewers' bodies. Excellent spe
his one of the more expensive Czech films in recent years, and it headed
Svérak followed this with one of the
Karlovy Vary. An obvious

cial eftects rendered t
the box-office charts for 1994. By way of compensation,
cheapest in Jizda (1 he Ride. 1995}, which won the Grand Prix at
Rider (1969}, it focuses on two young men who buy a used car and take it
on the country roads of southern Bohemia. They pick up a young woman, and her boviriend
pursues them in a black sedan. The style is loose and freewheeling with the ‘unserious” and
self- indulgent look of a student work. However, it is also sophisticated in its timing and use
with a precise understanding of what works on film. In fact, it is an extremely
ng from Godard to Passer while linking itself to the
ashionably cynical and alien-

‘homage’ to Fasy

of humour,
clever film that draws on influences rangi
world of contemporary youth culture. The films heroes are i
ated. but Sverak brilliantly conveys a tenderness and naiveté beneath the
In the Oscar”-winning Kolja (Kolya, 1996), the first post revolutionary film to be bought
for American distribution, Zdenék Sverak stars as | ouka, 2 musician banned from playing
with the Czech Philharmonic Orchestra, who agrees to marry a Russian woman for money.
When she leaves for Germany on her Czech passport, he is left with their five-year old son.
A sentimental and humanist story made with flair and humour, it deliberately evokes the
Iyrical tradition so successfully tapped in The Flementary School. The political realities of the
d with too much of a spirit of reconciliation, but there is
designed 1o play to the preoccupa-
domestic market, He enjoyed simi-
1, 2001), which, like

surface.

1980s sometimes seem to be treate
also a strong sense of irony. While it seems to have been
tions of foreign critics, it also proved a big success in the
lar domestic success with his later Tmavomodry svét (Deep Blue Worl:
Kolya, was based on a script by Zdenek Svérak. A co-production with Britain and Germany,
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its romantic love story is set against a background of the Czech air force units serving

Royal Air Force during the Second World War. Technically impressive, it was fairly ex -

modelled on the simplified storylines and characterisations of contemporary Hollyy

Of the new directors to have made their debuts in the late 1980s, Pavliskoy
Delicti (1992) was a disappointment, but Zdenék Tye continued to promise
Ziletky (Razor Blades, 1994), demonstrating that the ‘art’ film may still have som
offer. Petr Koliha headed a dramatic group within Czech Television which was res
ble for a number of successes that included Hynek Bodan’s adaptation of Eva Kangs
Pritelkyné = domi smutku (My Companions in the House of Anguishi My Compg
Bleak House, 1993) and Michalek's Amerika. Milan Steindler. who had made an im
debut with his comedy, Vrat'se do hrobu (Go Back to the Grave. 1990), confirmed his
with Diky za kazde nové rino (I Thank You for Fach New Morning, 1995),

Jan Svankmajer continued his i ndependent course, considerably assisted by a

international interest in his work. Faust, based on one of his long-term obsessia
timely update of the legend to contemporary Prague. It was to be the last film of Petr
who died before its completion. His performance as Faust is full of the kinds of
that must have pleased Svankmaier, Having established himself as relatively markes
Svankmajer made a virtually live-action film with Spiklenci slasti (Conspirators of Pleg
1996). in which he listed among his technical advisers the Marquis de Sade, Sacher-

and Luis Buiuel. A demonstration that he did not need Communism to provide him

targets, it features such delights as a man who seeks to achieve climax while watchi

evision newsreader, and another who constructs himself a papier niiché rooster’s heag
of pornographic magazines. It continues Svankmajer’s black and sarcastic view of the

condition. In Ofesdnek (Little Otik, 2000). based on a Czech fairytale, he told the st
childless couple, who acquire a baby from an unusual source, Mr Hordk digs up a
resembling a child and presents it to his wife. Only too willing to accept it as real, shei
powdering its bottom, changing its nappies and trimming its ‘nails. Otik comes
develops a voracious appetite. The family cat, the postman and a social worker myste
disappear. Otik was not a child in the real sense, said Svankmajer, but the materialis:
desire, of rebellion against nature.

After a silence of over twenty years, Karel Vachek returned 1o filmmaking with

long films for television, Novy hyperion aneb Volnost, rovnost, bratrstvi (The New

Freedom, Equality, Fraternity, 1992), Co délat? (Cesta z Pr ahy do Ceského Krumiova ol

jsem sestoval novou vladu) [What is to be Done? (A Journey from Prague to Cesky Krt
How I Formed My Own Government), 1996], Bohemia docta aneb I abyrint svéta a |

srdce (Boiskd komedie) [Bohemia docta or the Labyrinth of the Soul and the Paradise of
Heart (A Divine Comedy), 2000] and Kdo bude hlidat hlidace? I Jalibor aneb kif¢ k chale

strycka toma (Who Will Guard the Guard? Dalibor or the Key to Uncle Tom'’s Cabin,

The first is centred on the Czech and Slovak elections of 1990, and was shown just befi

the 1992 elections. Described by Vachek as neither fiction nor documentary, it is a mo
of events in which politicians are shown with the mask off. While sometimes vergl
the surreal, it is also a discourse on democracy and an ironic view of the human con
What Should We Do? juxtaposes a tour of the south Bohemian town of Cesky Krumloy
a bus journey from Prague, in which an assortment of intellectuals (including Kantt
Chramostova, Milota, Krejéik, Ivan Tirous and Frazim Kohik) are encouraged to give t
views. Interviews from a variety of sources are edited to produce reflections on such t
as democracy, hierarchy, revenge, Socialism, the nature of power and the role of the ar
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evision debate. It ends with the

epopei

ultilevel discussion, in
il

jn place of th
gnitised, Vachek’s de

sredecessors. Here,

alibor at the National Theatre.
¢ ; “aclav Talich preserve .
' the conductor Vaclay Talic : a/and colabmated with ¢ e
:0: between the National Theatre and the ideals of Masaryk, Jan Némec denouncing
n }
Palibor legend. the
g As Slovak production bad,

proach that gains much from occurring outside the logical structures of

b s motto that it only makes sense through the medium of

] s 5 isti P i ‘interviews ialngue.
| Hﬂht‘ﬂlfﬂ docta Vachek’s characteristic overla pl‘I'lgt)] imnterviews, themes andd
“ ¥

g i >to ] ! “ha's Slovanskd

from the title’s juxtaposition of Comenius and Dante to Marx, Almns.. Muc hf"f Sl v’ -
- Slav Epic) and the legendary rock group, The Plastic People of the L-mversn.f s
o disc terspersed with a taxonomy of mushrooms and castles, ranges from

i i sef Vach: ing of the
;derations of Roma culture to the writer and artist Josef Vachal, the reopening
S 3

i ic ; er of Vaclavy Klaus
ctania restaurant, the workings of the former security police and the poster of Vaclay K
ja rests ,

iscussion is usually simplified and
Stalin monument. In a media world where discussion is usually simplified a
t‘ ) . 1 o H alvr 1 3 - .‘v 3
bates and unusual connections can be genuinely instructive

£ 4 il G ' (5 7 seems simpler than its
While it lasts for over four hours, W ho Will Guard the Guard? se P

Vachek’s themes are framed by rehearsals for a performance nfﬁmelanafs
The three ‘acts’ of the film focus on attitudes to the past,
iti itali Thus, we have discussions on

«cts for salvation, and the transition to capitalism. Thus, we h.l\f disc e
< ; d Smetana and collaborated with the Nazis, the
1 3 - - T r

secret police, globalisation, the persecution of the Roma and many othe

In Slovakia the situation has inevitably been more severe.

3 ’ divisi "the ¢ in 1993
to all intents and purposes, been separate from Czech, the division of the country in
0 s ses,

had no overt effect on the industry. Feature production was a]wi}ts 1‘95.‘;.11::?::;11}2}:«3) :;ﬁiz
Jands and, in the Communist period, had numbereld ilPPI’Ox‘l'ITl'alL }: tlu: ;)u‘w‘. }i it
1992 this dropped o four feature films, and to 1‘wo in .19?3' E}.uert} ‘];9:) _1}0“0“' ap to his
great success with his Fontdna pro Zuzanu .3 {f:uw:m:ff for .‘ms_mriﬁ. ‘ th.f. v f
1985 film, Fontdna pro Zuzanu (Fountain for Susclml. !'-l_u:cessmi - ,u:-mtim; .,Gf e
it had 25 prints struck, rivalling its US cmnpet.lmrs. [he n}on»pr{n{: ;6} i
Studios, despite their use as a base l'mi th;‘) :\m;ncm;‘ I ::z?'r:z] i:;:r m‘(-n;ch phrosm——.
controversy and little use. Interestingly, t eré have been @ e .? e R, 196,
sductions, most notably Miloslav Luther’s Anjel n}ifu.»gh nstva (A"ﬂ‘i,t it i
E:;aplcd from the novel by Vladimir Kérner. Winner ul the l?.url((;;lt:rm 2231;:1\;;1:3“11‘:. ;‘l; ;rlld
a voung woman's experiences at the front during the First World War
iith the civil wars in former Yugoslavia. . . o |
““h'::t‘ ‘(:1‘: ‘;ljdisputahle autcﬁr to have emerged _Irlom the (T%CChda?"} 51:.;\ gll\ r;:nj;:'::::
in recent vears has been Martin Sulik, with his L‘I‘ltl_(.“dll}' aiclaln;e;/ }noda oo
'['Il'ndvrm'::& 1991), Vietko co mdm rad (Everything I Like, 19.9,.}‘:1?1‘ . a !r:; o
d with Ondiej Sulaj, who had previously scripted two 0

53, All were co-scripte By .
e 19805, Zoro Zahon's Pomocnik (The Assistant, 1982) and

controversial Slovak films of the _
Dugan Tran¢iK's Pavilon Seliem (Cage of Wild Beasts, 1982). _ s Camnnais

With Tenderness, Sulik examined what it means ‘to be hgman 1:? a] Ef-nm;na“sa“un.
sociely, with human relations crucially influenced by th:.- moral u)rr}}ll} 1mrelali0ns ——
It examined the relationship of a young man to a marrleq ¢ m'Pl‘:' “"::e v;;-(hol(igit al study
on a strange mixture of tenderness and wll-lurilurc. fm’llks pc:;.epal (-Oi;cived  ibatine
was in some ways reminiscent of Bergman and Everything I_ Li i;\f‘- e i i g
vein. Here, its divorced hero (Juraj Nvota) has an uncertain rc ‘“::: eqcll’: imiry
teacher (Gina Bellman). The film is constructed from short scenes ed

istentiali 1€,
: 4 ; s a searching and existentialist then
single title, and again promotes a searching and
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58 “dialectical’ documentary has arguably
vachelk’s style of ‘dialectic yhas .
i sivot (Battle for Life, 2000) by Vit ]anew‘k,
Dust GGames (Martin

ore specifically, .

documentaries as Bitva o v
- a, Nonstop (lan Gogola Jr, 2002), s i
h Dream, 2004) by Vit Klusik and Filip R.en*.mnc a; ‘
umentary based on the diaries of Pavel
esta Lemuela Gullivera (The Key to

unger dirccmr'i‘.. M
a-enced such featu €
;r. lav Janek and Rn;nan \'(a:(\:r
ok 2002) and Cesky: sen (Czet
y ti:.(lag‘} Z\llarl in Sullf,k made a remarkable doc o
ln: '.l d KIi¢ k urcovani trpasliku aneb pos!e?dn.t ¢ . iy
s the Last Vovage of Lemuel Guiliver) and, in 200?. on 45 Hej o
i :')““;f..: )lrrih{ul;: ;0 Frantiek V1adil based on revisiting his locations and a re
l;”d Sentiment, <

i ‘o of the most distinctive directors
F - ere i testaments to two of the mos :

¢ dew. Both were important 10 two oF S A
e m(l;e“::d at the time of writing, Chytilovd, Némec and Vachek are all teaching
the 1960s. And,

EAMU. The continuity has not been lost.

In The Garden, made with Czech financial involvement, he adopts a similar fi
style. Jakub (Roman Luknar), who is having an affair with a married woman, is (|
by his father (Marian Labuda), and takes over a deserted house and garden in
side. Here he meets a ‘miraculous virgin' and learns to understand what is g
understandable! An intimate chamber film with a slow pace and sensitive muy.
again about the relations of characters in crisis, This time, however, Sulik is ¢
the characters’ imaginative world in which cats, dogs, the absurd and the sy
their part.

Sulik’s most recent film, Krajinka (The Landscape, 2000), was co-serie
Dusck, who had written Hanak's Rose- Tinted Dreams and I Love, You Love, B
own and their parents memories of village life, its ten stories set in diffe
periods evoke obvious parallels with lasny’s All My Good Countrymen. Howey
Tasny’s film, the characters rarely continue between episodes, and the role of the yo
narration acquires more significance. The unforgettable characters, the si gnificant
and the power of Iva Bittovals singing are just some of the ingredients in a mult
decply-felt film. As the narrator observes: “This country will never be again ...
landscape remains’

While Sulik’s brand of auteur cinema seems to represent precisely what the
should be avoided in the new world of capitalist realities, it also seems to suggest
sitivity; conviction and filmmaking ability may still be one of the ways to reach an i
tional audience, =

The sole member of the 19605 generation still active in Slovakia is Dugan
completed full length film, 7 ‘apierove hiavy (Paper Heads, 1996), is a compilation dog
tary examining the history of Czechoslovakia from the 1950s to the 1990s, Based on a
material and testimony from 350 interviews, his examination of a submerged history
uranium mines, the political trials of the 1950s, secret police torture - is conts
slogans proclaiming the ‘radiant future’ offered by socialism. Without an understs
history, argues Handk, how can we understand the implications of contemporary polit

Ina changing situation, it is not possible to predict the ways in which the Czech
cinemas will develop. However, some pravisional observations may be made.
assumptions about creative freedom no longer apply in a market situation, there is
theory, a government commitment to subsidy and to cultural traditions other than
Hollywood's ‘soft culture! Grants to filmmakers such as Némec and Svankmajer in
awareness of criteria other than those of mass culture. International co-production,
not overwhelmed with success, has nevertheless seen the production of films such as
Fortress (a co-production with France), and Chonkin and Kolya (both m-pmducﬁoﬂ
Britain). Barrandov has continued to service international production, and television
had a key role in the initiation or co-production of most films, American cultural dom
tion is a threat, but domination of a particular space within audiovisual culture m
imply domination of the whole. The Czech and Slovak Republics face the same prob
much larger European countrics. While production figures will never return to those @
Communist period, it seems likely that their cinemas will survive.

There may never again be a New Wave. Many of the directors mentioned in this b
have now died: directors of the ‘First Wave' such as Kadir and Klos, Helge, Uher, VI4éil,
Kachyna - but also Jires, Schorm, Papousek, Juricek, Brynych, Maga, and Sirovy, Hon
as noted earlier, the influence of the New Wave can be detected in a wide range of films €
the cinema since 1968
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