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Uvod

| echy, mala zemé uprostied Evropy, jsou
| mistem, kde stfetdni a prolinani rozma-
i nitych duchovnich vlivii bylo vZdy vychodis-

kem pozoruhodnyeh kuiturnich a uméleckych vyboji.

Monumentalismus tu vidy plsobil cize, pravé tak
jako exaltovana dramata a vypjaté tragédie, zato hoi-
ka komika, pfizracnost, absurdnost, groteskni nad-
sdzka - a na dné toho vieho hluboka lidskost - to
jsou pojmy, jeZ bychom mohli vztdhnout na lecktery
projev zdejsiho uméléckého ducha. Loutka, jakasi
miniaturizovana napodobenina ¢lovéka, oscilujici
mezi jeho idealizaci a karikaturou, k tomuto regionu
patfi od nepaméti a loutkové divadlo znalo z jarmar-
ku kaZzdé malé dité uz v pfedminulém stoleti.

Na jeho scéné se odehrélo nescetné bizardnich
pfibéht, nemdlo rekim tu byly staty hlavy anebo jim
zlovolné uklady padouchi zkousely opakovans vy-
rvat z naruce jejich vyvolenou, neZ koneéné zavladla
spravedlnost. Trnka, jedna z nejvétsich postav lout-
kového filmu, vzpominal na pimpriova piedstaveni
jako na nejsilngjsi zaZitky z détstvi, oznacoval je

78, nejmoengjsi zdroje inspirace pro své dilo. Mistr

o generaci mladsi, Jan Svankmajer, citi jejich poetiku
a duchovni n4boj stejné naléhave.

Jen z neznalosti ize mluvit o velkolepém nastupu
¢eského animovaného filmu po druhé svétové valee
jako o nevysvéilitelném z4zraku, jak se s tim v lite-
ratufe setkdvame, on tady prosté musel vzniknout,
on tady vlastné latentné existoval v podobé bohaté
a Zivé tradice loutkového divadla. Jen diky této tradi-
ci se mohl ¢esky animovany film, sotva zrozeny,
razné postavit vSemocné disneyovské poetice
a namisto amerického realismu a naturalismu nasto-
lit poetickou zkratku, metaforu, jazyk plny jemnych
naznaky, vybizejicich divika ke hfe a k premysleni.
Jenze ¢esky aminovany film, to neni jen film
loutkovy, nybrZ 1 kresleny. Zazafil na konei 40. let,
kdy objevné prokazal, Ze rozhybané obrazky nemusi
byt jen valicim se vodopadem gagd, ale i vybidnutim
k hlub$imu premitani o soucasném svéts, spolecnosti
a ¢lovéku. Namisto jednotného vytvarného nazoru,
JjemuZ se musi vdichni pod¥idit, prosadila se zde

Introduction

he Czech lands a small country in the mid-

dle of Europe, are a place where the con-

frontation and interweaving of different spiri-
uences has been a permanent source

of remarkable cultural and artistic disclosures.

Monumentalism has always been something alien

here, as has exalted drama, tense tragedy, whereas
bitter humour, symbolism, absurdity, grotesque exag-
geration - and at the bottom of everything, profound
humanity - are concepts which can be related to all
kinds of displays of the Czech artistic spirit. The pup-
pet, a sort of miniaturising image of a person, osciflat-
ing between ideal and caricature, has belonged to
this region since time immemorial. Every small child
knew puppet theatre from fairs by the 18th century.
Endless bizarre stories were acted out on the puppet
stage; heroes had their heads cut off or malevolently
plotting villains repeatedly tried to snatch their cho-
sen one from the heroes * arms, before justice finally
prevailed. Trnka, one of the greatest figures of puppet
film, remembered puppet shows as the strongest
experiences of his childhood, and called them the
most potent sources of inspiration for his work.
A master from a generation later, Jan Svankmajer,
feels their poet ics and psychological charge no iess
keenly. Only unfamiliarity can cause the magnificent
rise of Czech animated film after the Second World
War to be spoken of as an unexplainable miracle,
as is sometimes said in film Hterature. It simply had
to arise here, and in fact existed latently in the form
of the rich and vital tradition of the puppet theatre.
Only thanks to this tradition could Czech animated
film, when hardly born, manage to face the Disney
tradition so vigorously, and instead of American real-
ism and naturalism establish the poet ic symbol,
the metaphor, a language full of subtle hints, inviting
the viewer to play and to ponder. However, Czech ani-
mated film is not just puppet film, but cartoon film as
well. This shone for first at the end of the 1940s, when
it revealed that animated pictures did not have to roll
in a waterfall of jokes, but could also be an invitation
to think more deeply about the contemporary world.



originalita vytvarnych rukopist a pouhé kopirovani
skute¢nosti bylo nahrazeno volnou hrou autorské
fantazie. Tyto nové zjevené hodnoty se pak plné
rozvinuly v 60. letech s n&stupem mladych tviired,
jejichz dila obdafila kresleny film impozantni i a
barvitost] vytvarnyeh i animaénich styhi. Sedesata
léta, to je také Cas, kdy animovany film dosah] véku
své dospélosti, kdy se postavil po bok jinych uméni,
jelikoZ osvédcil svou schopnost zabyvat se sloZitymi
existencidlnimi problémy a reagovat vnimavé

na akiudlni spolednské déni.

esky animovany film m4 spletitou historii
a ac onéch zhruba pét desetileti jeho trvani
se vejde do jednoho lidského Zivota, stadil
svému narodu i svétu nékolik zeela vyjimednych
jmen. Jmen talentovanych lidi, ktefi objevili nové
tvarné postupy, inspirovali dalsi svym jedineénym
stylem a pfedeviim mnohokrat potvrdili, Ze magic-
kout silou fantazie lze vzdorovat nepravostem svéta.
Je to zvlastni, ale fantaskni loutky ¢ podivuhodné
metamorf6zy kreslenych tvart, odehravajici se
na stiibrném platné, stale hypnotizuji divaka stejné
sugestivné jako kdysl jarmareéni pFedstaven
venkovského chasnicka v Trnkové Spalitku, jenz se
na poufovém piedstaveni vrhl na loutku zlotfilce,
ahy zachrénil spanilou zemanskou deeru.

As far as the graphics of cartoon is considered the
unified design was replaced by the individual one
and free imagination has heen involved instead of
making copies of reality. These newly revealed quali-
ties of a cartoon developed then fully in sixties when
young generation of filmmakers appeared. Cartoon
film reached with their work an imposing variety in
styles of design and animation. That decade was also
the time when animated film grew up to the age of
maturity, and took its place by the side of other arts,
in as much as it proved its capability of dealing with
complex existential problems and of reacting sensi-
tively to eurrent social affairs.

zech animated film has a complicated histo-
ry, and although these first fifty years or so
can fit into one human life, it has managed
to give the Czechs and the world several quite
exceptional names. These are names of talented peo-
ple who discovered new artistic approaches, and
gave Inspiration with their singular style. Above all
they have shown many times that the magic power
of the imagination can counter the wrongs of the
world. It is strange, but fantastic puppets or peculiar
metamorphosis o f drawn forms on the silver screen
can hypnotise audiences just as much as the puppet
play influenced the village lad in Troka’s “The Czech
Year”, who during the performance throws himself
on the puppet villain in order to save the yeoman’s
charming daughter.
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Prvopocatky

a pocatky
ovolite-li, ivodem nékolik Gvah.
Ceské republika je dnes jednim
z mensich stfedoevropskych
statll. Presto byly Cechy ve ¢irnactém
stoleti za vlady Karla IV. skutecnou vel-
moci, sttedem evropské kultury a vzde-
lanosti. Roku 1621 ztratily svou samo-
statnost a kdysi mocnd ¢eskd Slechta
byla rozdrcena a jeji majetek vyvlastnen.
Po celd tit staletf byly pak Cechy a Mo-
rava pod vladou Habsburku politicky
bezvyznamnou slozkou rakouského
soustati, branici se germanizaci a boju-
jiei za zachovani své narodni identity.
Po celou tu dobu vSak charakierizovala
¢esky lid vysoka gramotnost, tvorivost
a ¢inorodost. V devatenactém stoleti
byly Cechy primyslové nejvyspélejsi
zemi rakousko-uherské monarchie.

o prvni svétové valce, béhem
dvacetl let svého trvani, byla
Ceskoslovensk4 republika jed-
nim z kulturné i hospedafsky nejpro-
duktivnéjsich statd Evropy. Nacisticka
ckupace zrusila nejprve éeské vysoké
gkoly, cenzurovala ¢eskou kulturu

a ¢esky pramysl exploatovala pro potie-
by Rige, Povaleény komunisticky diktat
postupoval pod jinou firmou obdobné.
Pfistup na vysoké 8koly, pro mnohé
zapovézeny, podminil povinnym studiem
marxismu-leninismu, lehky a spotfebni
pramysl téméf zni¢il a vybudoval pro
tuto zemi nevyhodny pramys] tézky.
Literaturu, divadlo, publicistiku, film,
rozhlas a televizi spoutal ideologickym
nahubkem. Ceska kultura se v8ak vyvi-
jela dal v zahraniéni emigraci, v doméa-
cim disentu a ve stélych stfetech se
stranickou nomenklaturou,

Hermina Tyrlova
Ferda Mravenec
“Ferda the Ant”

The
beginnings

1 few considerations o begin
with. The Czech Republic is
today one of the smaller ceniral
uropean states. Nevertheless, during
the fourteenth century, under Charles IV,
Bohemia was a real power,

~ a centre of European culture and educa-

tion. In 1621 it lost its independence,
and the once-powerful Czech nobility
was beaten and its property appropriat-
ed. For three whole centuries Bohemia
and Moravia were then an unimportant
part of the Austrian empire under the
Hapsburgs, protecting themselves
against germanisation and struggling to-
preserve their national identity. For the
whole of this period, however, the
Czechs were characterised by a high
level of liferacy, creativeness and active-
ness. In the nineteenth century,
Bohemia was the most industrially
developed country in the Austro-
Hungarian empire.

fter the First World War, the
Czechoslovak Republic was, for

_ the twenty years it lasted, one

of the culturally and econonomically most
productive countries of Europe. Nazi
occupation first closed down Czech uni-
versities, then began to censor Czech cul-
ture and exploited Czech industry for the
needs of the Reich. The post-war commu-
nist dictatorship carried on the same
thing under a different name. It made
access to higher education conditional

on the compulsory study of Marxist-
Leninism, it almost destroyed light and
consumer industry, and it built up heavy
industries, which were quite unsuitable
for the country. Literature, theatre, jour



ednou z nejméné zasaZenych
oblasti, schopnou vlastniho

; } vyvoje, se stal i po zestdtnén{
kinematografie rodici se kresleny

a loutkovy film. Spad proto, Ze byl ¢in-

Hermina Tyrlova
Ferda Mravenec
“Ferda the Ant”

T

nostf, do niZ mohli jen stéZ{ zasahovat Hermina Tyriova

laici, kterd neskytala moZnosti tuénych nalism, film, radio and television were “americky pohyb” - animaci, pak jsou  Hvézda Betlé;t]lslllié N audience of children. The internal caus-
prebend a pak 1 proto, Ze nebyl jako bound with an ideological muzzle. zadatky Geské animované tvorby znadné The Star of Bethlehem es of its rapid, almost dizzy success,

hficka uréend zdanlivé jen détskym
divakim bran pfili§ vaZné. Vlastnimi
pfi¢inami jeho rychlého, téméf zdvrat-
ného uspéchu byla vysokd trovei
¢eskeho vytvarného uméni, smysl

pro humor i sebeironii, respektovani
filmové specifiky tohoto Zénru, osobitost
tvidred, netrpicich stadnosti a jejich
demokraticky hurmanismus.

uZeme-li pokladat za datum
zrodu animovaného {ilmu rok
1906, v némzZ neznamy technik
spole¢nosti Vitagraph nauéil kameru
pookénkovému snimani a kdy jeji maji-
tel James Stuart Blackton natodil sviij.
Hounted house, v némz poprvé pouil

Hermina Tyrlova
pracovni foto
“working phetograph”

However, Czech culture continued to
develop in foreign exile, in dissident
movements at home, and in continuous
clashes with the party apparatchiks.

| ne of the areas which suffered
the fewest inroads and was

1 able to develop alone, even
after the nationalisation of the film
industry, was the newly-emerging art of
cartoon and animated film. This was
perhaps because it was an area to
which the layman had little access, cne
which did not offer the possibility of rich
financial reward and because it was not
seen as a sericus art form but as a game
which was apparenily aimed only at an

opoZdéné, Teprve o dvacet let pozdéji -
za¢ind Cesky propagad¢ni grafik Karel
Dodal se svou spolecnici Herminou
Tyrlovou, pozd&jsi reZisérkou desitek
uspésnych loutkovych filmi, své experi-
menty s animovanym filmem. Jejich
prvni kresleny film Zamilovany vodnik
vznikl roku 1926, tedy v dobé, kdy Walt
Disney slavil jiz své nejvétsi tspéchy

s Kralikem Oswaldem, MySakem
Mickeym a se svymi Silly Symphonies,
O jejich dalsich filmech napsal pfedni
filmovy historik Georges Sadoul:

V Ceskoslovensku vedly dlouholeté
snahy malife Dodala a jeho Zeny

k pozoruhodnym vysledkiim ve snimku
Viudybylova dobrodruzstvi, ktery mél

were the high standard of Czech fine art,
a sense of humour and self-irony, a
respect for the film specifics of the
genre, the personalities of its creators
who had no intention of following the
herd, and their democratic humanism.

2 he birth of animated film may

. be taken fo have occurred in
11~ 1906, when an unknown techini-
cian from the Vitagraph company got a
camera to shoot frame by frame, and the
company’s owner, James Stuart
Blackton, made a film called “Haunted
House”, the first to use American
motion, or animation. In this respect, the

beginnings of Czech animated film came



Hermina Tyrlova
. - p Hvézda Betlémska
vychovné poslani, v Nezapomenutelném

plakatu, ktery byl komicky a v nékolika
abstrakinich filmech”,

oku 1939 odjizdi Dodal pred
agresivnim nacismem do ciziny
a Hermina Tyrlova pokracuje
ve své praci v zlinskych Batovych
ateliérech, kde natddi prvnf Gesky
loutkovy film Ferda Mravenec (1944),
realizovany animaci loutek s draténymi
kostrami.

Za valky prehiraji Némei v Praze
malou propagaéni firmu AFIT (ateliér
filmového triku), aby z ni vybudovali
podnik, schopny konkurovat samotnému
Disneyovi. Po zavieni vysokych $kol pii-
jimaji 120 jejich poslucha¢i-vytvarnikd
a pod vedenim Raku$ana Richarda
Dillenze, naprostého diletanta, zahajuji
velikassky projekt animované opery.

Po jeho krachu pfichazeji ¢esti vytvarni-

“The Star of Bethlehem”

relatively late, when twenty years after-
wards, the Czech commercijal graphic
designer Karel Dodal began to experi-
ment with animated film, together with
his partner Hermina Tyrlova who was
later to direct dozens of successful pup-
pet films. They made their first cartoon
film, “The Love-Lorn Water Sprite”, in
1926, at a time when Walt Disney had
already celebrated his greatest success-
es with Bugs Bunny, Mickey Mouse and
the Silly Symphonies. Dodal and
Tyrlova's further successes were
described by the leading film historian
Georges Sadoul : In Czechoslovakia, the
attempts over many years of Dodal, the
artist, and his wife produced remarkable
results in a film called “The Globetrotter’s
Adventures” which had an educational
message, in “The Unforgettable Poster”,
which was comic, and in several
abstract {ilms.

n 1939 aggressive Nazism
forced Dodal to go abroad, and
Hermina Tyrlova carried on
working in Bata’s ateliers in Zlin, south
Moravia, where she made the first
Czech puppet film, “Ferda the Ant”
(1944), made by animating puppets with
wire skeletons.

During the war the Germans in
Prague took over the small AFIT firm,
which made animated films for adver-
tisements, with the intention of creating
a company able to compete with Disney
itself. After the universities were closed,

¢i a animatofi s vlastnim podnétem k roz-
marné bajce Svatba v Kordlovém mofi,
ktera byla aspésné dokondena jesté pied
koncem vélky. Film &erpal z poucek
Disneyovych, ale mél jiZ své animaénd
velmt zdafilé pasaZe a osobitou, Gsmévnou
poetiku. Pracovala na ném fada pozdgjsich

vyznamnych animatord, vytvarniki a reZi- -

sérti, jako Eduard Hofman, Jifi Brdecka,
Bretislav Pojar, Vaclav Bedfich, Jaroslav
Kéndl, Cenék Duba, Stanislav Latal,
Bohuslav Sramek, Josef Kluge a dals.

Mal4 skupina vytvarnik( se pokousela
o kresleny film i ve Zling, jeji produkee se
vSak nakonec omezila jen na Némei objed-
nany seridl. I z ni viak vze§li reZiséfi-ani-
matofi Zdenék Miler, Josef Kabrt a Bieti-
slav Dvofak. Ve Zlin¢ debutoval tehdy
i Karel Zeman, jenZ spoltt s Herminou
Tyrlovou natoéil pozoruhodny film Vanoéni
sen, kombinujfei hru redlného herce s ani-
maci loutky.

I kdyZ tedy byly poéatky ¢eské animova-
né tvorby ponékud chaotické, piesto
dokazaly, Ze jsou pro tuto tak specifickou
vytvarnou a fantaskni filmovon oblast
v Cechdch relné predpoklady.

* Hermina Tsrlova
Ferda Mravenec
“Ferda the Ant”

they took on 120 art students, who, led
by the Ausirian Richard Dillenz, an utter
dilettante, began the meaningless pro-
ject of an animated opera. After the pro-
ject failed, the Czech artists and anima-
tors came up with their own idea for a
capricious tale called “The Wedding in
the Coral Sea”, which was successfully
completed before the end of the war.
The film used many of Disney’s precepts,
but had some very successful passages
of animation in its own right and a high-
ly individual and cheerful lyricism. A
number of animators, artists and direc-
tors worked on it who were later to
become famous, such as Eduard
Hofman, Jiri Brdecka, Bretislav Pojar,
Vaclav Bedrich, Jaroslav Kandl, Cenek
Duba, Stanislav Latal, Bohuslav Sramek,
Josef Kluge and others.

A small group of artists in Zlin also
tried to make a cartoon, but all they
were able to produce in the end was a
serial ordered by the Germans, However,
this group did produce some notable
directors and animators - Zdenek Miler,
Josef Kabrt and Bretislav Dvorak Karel
Zeman also made his debut in Zlin at
this time; he and Hermina, Tyrlova made
a remarkable film called “The Christmas
Dream” using a combination of a real
actor and animated puppets.

Although the beginnings of Czech film
were therefore somewhat chaotic,
nonetheless they showed that in the
Czech lands the right conditions existed
for this artistic and imaginative area of
film-making. ‘



Bratfii v triku
a Jiri Trmka.

1% za valky pfipravovala fada
filmovych pracovniki zestat-
néni ceskoslovenské kine-
matografie. Nebyli to komunisté, ale

... demokrati¢ti antifa8isté. Jejich cilem
‘nebylo ani zdaleka podfizeni filmové
tvorby statnimu diktatu, ale jeji
osvobozeni od diktatu politického a jed-
nostranné ekonomického. Nikoho ani
nenapadlo zat8Zovat stat dotacemi,
nebot filmova produkee byla tehdy zcela
rentabilnf. Orgén, rozhodujici o otdzkich
filmové tvorby, Filmovy umeélecky sbor,
byl sloZen z prednich ¢eskych fil-
maid, umélel a ze zdstupel vech
Ctyt povaleénych politickych stran.
AZ po tmoru 1948 byl rozpustén

a nahraZen “umeéleckym vedenim”,
jmenovanym a Fizenym sice nepit-
mo, ale tim pevnéji, Komunistickou
stranou. Od té doby to byl také
“socialisticky stat”, jenZ financoval
a “dotoval” stamilidnovymi castkami fil-
movou tvorbu. O jejich rovnéZ stamili-
onovyeh piijmech z distribuce

v kinech, ze zakdzkové vyroby, z prodeje
do zahraniéi, z prondjmu ateliéri

a sluZeb, z koprodukel atd. se viak

uZ nehovofilo nikdy.

o0 zestatnéné kinematografie se
zapoiili i mladi vytvarnici a ani-
matofi z AFITu a béhem
necelého mésice po osvobozeni v roce
1945 zaloZili prvni studio kreslenych
filmu, pripojené pozdéji ke Kratkému
filmu Praha. Nazvali je Bratfi v triku.

Veédéli dobfe, Ze mezi nimi dosud neni Jifi Trnka
’ Perék a 88

“The Springer and SS-Men”

The Trick Brothers
and Jiri Trnka

uring the war a number of film
workers were already prepar-
ing the nationalisation of the
Czech film industry. They weré not com-
munists, but democratic anti-fascists,
and their goal was not to subjugate film-
making to the dictates of the state, but
to free it from political and one-sided
econoric dictates. It did not even occur.
to anyone to burden the state with hav-
ing to provide subsidies, since film pro-
duction was at that time entirely profit-
making. The bedy which decided ques-
tions concerning film-making, the Film
Artistry Association, was composed of
the foremost Czech film makers, film
artists and representatives of all four
post-war political parties. After the
Communist putsch in February 1948 it
was dissolved and replaced by an artis-
tic leadership appointed and managed
by the Communist Party, albeit indirectly
but all the more strongly for that. From
then on it was also the socialist state
which financed and subsidised the film
industry with its million parts. However,
nothing was ever said of the millions of
crowns gained from distribution {o cine-
mas, bans on production, foreign sales
and the hiring ouf of studios and ser-
vices.

I he young film artists and ani-
mators from AFIT also joined in
the nationalisation of film-mak-
ing, and in less than a month after the
country was liberated in 1945 they
founded the first cartoon studio, later
joined to Kratky Film Praha, and called
it Trick Brothers. They were well aware
that there was no outstanding artistic

PR

vyrazna umsleckd osobnost a pozadali

o vedeni studia mladého, tiiatficetiletého
, ale jiZ vBestranné uspésného malife,
grafika, ilusiratora, scénografa a lout-
kate Jiftho Trnku, jenZ se jiZ difve

o spolupraci s animovanym filmem zaji-
mal. Touto volbou byl dan zaklad nejen
k Gspésnému starty, ale i k perspek-
tivdm dalSiho vyvoje animované tvorby.

Jii Troka
Arie prérie
“Fhe Song of the Prairie”

pracovni foto
“working
photograph”

personality among them, and they
requested that the studio be led by the
thirty-three-year-old but already suc-
cessful artist, graphic designer, illustra-
tor and puppeteer Jiri Trnka, who had
previously taken an interest in animated
film. This choice not only ensured them
a good start, but good prospects for the
future development of animated work.



Jifi Trnka
Bajaja
“Bayaya”

Jifi Trnka
pracovni foto
“working
photograph”

1 1Ff Trnka vyrastal na Ceské ves-
nici, jejiz lid a tradice znal
a miloval, hlavné v8ak na pred-
mésti primyslové Plzng. Loutky
a hracky vyfezaval uZ jeho dédedek,
vesnicky muzikant. Jeho profesorem
kresleni na redlce byl Josef Skupa, za-
kladatel moderniho ¢eského loutkového
divadla. Trnka uZ jako kluk umél vzit
za viechno a v sedmndcti letech vysta-
voval v Praze viastni loutky. V dobé, kdy
se ujim4 vedeni studia Bratfi v triku, ma
za sebou studia na Uméleckoprimyslo-
vé gkole a hohatou vlastni tvorbu. Pedni
moderni Cesky bésnik Vitézslav Nezval ji
charakterizoval jako “¢inorodé snéni”,
v ném? se propojuje fantazie a poetic-
nost s diimyslem,vynalézavosti, realistic-
kym pohledem a tviirgi vitalitou.
Podstatné pro Trnkiv pfistup k ani-

“movanému filmu je, Ze se nezalekl jeho

sloZité a dosud neprobadané technolo-
gie a Ze spravné pochopil jeji moZnosti.
VyuZival jejich podnéth k optimalnimu -
uplatnéni svych vytvarnych zaméri.
Vytvarnik a filmar byli v ném dvéma
stranami téZe mince.

HiE Trnka
Ruka
“The Hand”
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Jif Tritka

scéndf, “seript”

Jifi Trnka

Sen noci svatojanské

“Midsummer Night's Dream”

1 iri Trnka’s childhood was spent
partly in a Czech village, whose
| people and traditions he knew
and loved but mainly in the suburbs of
industrial Plzen. His grandfather, a vil-
lage musician, always used to carve
puppets and toys. Trnka’s drawing mas-
ter at school was Josef Skupa, the
founder of modern Czech puppet the-
atre. Even as a boy he was extremely
resourceful, and when he was seventeen
he exhibited his own puppets in Prague.
When he took on the Jeadership of the
Trick Brothers studio, he was a graduate
of the College of Applied Art and -
already had a rich portfolio of work
behind him. The leading Czech poet
Viteslav Nezval called it active dream-
ing, in which Trnka joined imagination
and lyricism with ingenuity, inventive-
ness, a realistic outlook and a creative
vitality.

What is fundamental about Trnka’s
approach to animated film is that he
was not afraid of its complicated and as
vet unfathomed technology, and correct-
ly understood the possiblities it offered.
From the very start he respected the
organic structure of all the components
of film making, and not just passively;
they spurred him on to make all his
artistic intentions felt. Artist and film-

-maker were in him two sides of the
same coin




¢ervna 1945 vstupuje Trnka
poprvé do nového studia a jiZ
v fijnu odevzdéava sviyj prvni
desetiminutovy kresleny film., ismé&vnou
bajku Zasadil dédek fepu. V nasledu-
jieim roce vznika pohadka Zvifdtka
a PefrovEtl a v zap#&ti satira na médnost
v uméni Darek a protinacisticka satira
‘Pérak a SS. TH filmy, t#i rlizné Zanry, tH
rizné vytvarné polohy. Svym druhym
filmem Zvitatka a Petrovti vitézi Trnka
v té nejtéZ3i mezinarodni konkurenci
v Cannes, Pérak a S8 ziskava cenu
v Oberhausenu. Jednu z hlavnich cen
v Cannes obdrZel i Joutkovy film Karla
Zemana Vanocni sen. Tyto své prvni
uspéchy na mezinarodnim kolbisti
ziskavaji ceské filmy svou prostotou
a srdecnosti, neviiravym humorem, vy-
tvarnou hodnotou. Trochu pFipominajf
Davida mezi Goliasi.

Pornfmks obTar
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Jifi Trnka
scénar
“seript”

Jifi Trnka
pracovni foto
“working photograph”

Jif{ Trnka
Autoportrét
“Self-Portrait”
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Jifi Trnka
pracovni foto
“working
phetograph”

Jifi Trnka
Osudy dobrého
vojaka Svejka
“Fortunes of the
Good Soldier
Shweik”

A rmka started work with the new
studic on June 5, 1945, and by
October had finished his first
fen-minute cartoon, “Grandpa planted

a bheet”, a traditional children’s story. In
the following year he produced another
traditional story, “The Musicians of
Bremen”, “The Gift’, a satire on fashion
In art, and the anti-Nazi satire “Spring-
man and the SS”. Three films, three dif-
ferent genres and three different artistic
pitches. His second film, “The Musicians
of Bremen”, won against strong interna-
tional competition at Cannes, and “Perak
and the SS” won an award at
Oberhausen. One of the main awards at
Cannes was taken by Karel Zeman's
“The Christmas Dream”. It was their
simplicity and directness, their unobtru-
sive humour and their artistic value
which gained Czech films these first
successes on the international circuit.
They were a little like Davids among
Goliaths.

Ji#i Trnka
Osudy dobrého vojaka Svejka
“Fortunes of the Good Soldier Shweik”



Ceska
Skola a statni
kinematografie

71 a vlastni zrod ¢eského animo-
vaného filmu miZeme tedy

/ 1 prakticky pokladat rok 1945,

U jeho kolébky stoji tfi jména: Hermina
Tyrlové, Karel Zeman a Jifi Trnka. Jeho
vyvoj a historil je proto tak t87ké sledo-
vat, Ze trva teprve necelé pilstoleti.
Mnoz{ z jeho prikopniki tvofi dodnes,
pfibyla ovam nové, neméné vyznamna
jména.

Byla léta Zirné a léta hubend. O eské
8kole animovaného filmu se pravi, Ze ji i Trnka
charakterizuje jeji vytvarna kvalita, jeji Perik a 8
animacni mistrovstvi, jeji myslenkova
a mravni hodnota, jeji humor, To viech-
no je pravda. Piesto jsou pro ni dileZité
i jeji dalsi vlastnosti: tou prvni je absen-
ce uniformity, usilovné hledacstvi,
vyrazng osobitost. Tou dal3{ je spontan-
ni, bytostny demokratismus. Treti je
intelekt, odpor k schematismu, Ctvrtou
je respektovani filmové redi, jeji
montaZe, asoprostoru. A koneéné
lidskost.

Kratce jesté o podminkach, v nich#
se Ceska animovand tvorba vyvijela.
Kladné 1 zaporné se projevovalo jeji
zafazeni do statni kinematografie.

Na jedné strané stat poskytoval
prostiedky na jeji rozvoj, coZ alespoil
zpo&atku umozilovalo relativni svobodu
tvorby. Analogicky s vyvojem politickym
vBak do ni pozdsji i zasahoval

a véemozné ji usmérioval. To se pro-
jevovalo zejména v padesatych letech,
v dobé stalinismu a Zdanovovské
estetiky a v sedmdesatych letech

v obdobi tuhé “normalizace” v éfe
breznévovské, kdy byly muohé latky

Jifi Trnka
Paraplitko
“The Little Umbrella”

“The Springer and SS-Men”

The Czech

school and state

filmmaking
ractically speaking, then, Czech
animated film can be said to
. have been born in 1945. At its
cradle were three names: Hermina
Tyrlova, Karel Zeman and Jiri Trnka.
Its development and history is difficult
to follow for the reason that it has lasted
less than half a century. Many of its pio-
neers are still active today, aithough of
course there is an abundance of new, no
less significant names.

There were fat vears and lean years.
It is said that the Czech school of ani-
mated film can be characterised by its
artistic quality, its masterful animation,
fts intellectual and moral value, and s
humour. This is all true. Nonetheless,
other qualities are also important; the
first is an absence of uniformity, a
strong desire to search and a consider-
able individualism. The second is a
spontaneous, fundamental democracy,
and the third is an intellect which
makes it oppose schematism. The fourth
is a respect for film language, its mon-
tage and its spatial and temporal nature.
Finally there is the humanity which can
go as far as self-irony.

Alittle more about the conditions in
which Czech animated film developed.
The nationalisation of the state film
industry had both positive and negative
consequences for animated fiim, On
one hand, the state provided the means
for its development, which, at least at
first, allowed it relative freedom.
However, in a way analogous to the
political developments, it later began to
interiere, and made every attempt possi-

B B

tabuizovany a tvorba nékterych autord
znadéné omezena.

| po¢atkd rozmistén do fady
274 objekth, dilen a studif, do ma-
Iy h prostoru s ¢asto primitivnim
vybavenim. Tato nevyhoda méla vSak
i jedinou vyhodu: vedla k vytvareni
mensich, sehranych tviiréich tymd,
jejichZ nad8eni umoziiovalo rychlou

a levnou realizaci naro¢nych
projekit. Po vybudovani novych
ateliér na Barrandove,
filmovém komplexu

na okraji Prahy, byla
tato tymové tvorba
znatné narugena.

Zakazkova tvorba
a distribucni
praxe

7 istou samostatnost mélo piivod-
| né i oddéleni uréené realizaci

| zakdzkovych animovanych
fllmu pro zahranici. Byla to nejprve
spoleénost Rembrandt-film (Wiilliam
L.Snyder). pro niZ toto studio natocilo
fadu dili popularnich serialdi Namornik
Pepek, Crazy Cat a dald], i nékteré jed-
notlivé filmy, rezirované Véclavem
Bedfichem a Jifim Brdeckou. Pozdéji

to byla firma Weston Wood (Norton
Schindel). Do Prahy piijizdi predni
americky rezisér Gene Deitch, kdysi ¢len
skupiny UPA a pfinasi s sebou své
bohaté scénaristickeé, reZijni a organizag-
ni zkugenosti. Natac] zde svého

Jifi Trnka
Staré povésti Eeské
“0Old Czech Legends”

ble to bring film-making into line. This
was most apparent during the period of
Stalinist oppression in the fifties, and
during the period of hard-line normali-
sation of the seventies, in the Brezhnov
era, when much material was taboo and

the work of many filmmakers was

severely limited.

hen animated film began, its
production was spread out over
a number of buildings, labora-
fories and studios, often primitively fur-
nished. This disadvantage did have one
advantage, however - it led to the cre-
ation of small, well-coordinated teams,
whose enthusiasm enabled demanding
rojects to be completed fast and cheap-
} After new studios were built at

B Barrandov, the film studio complex on

the outskirts of Prague, this team work
as considerably disrupted.

Films made to order
and distribution
practice

B certain independence was origi-
nally enjoyed by the depart-
ments designed to create ani-
mated films to order from abroad. The
first of these customers was the
Rembrandt-film (William L. Snyder)
company, for whom the studio made a
number of episodes of the popular seri-
als Popeye the Sailor, Crazy Cat and
others, and some individual films, direct-
ed by Vaclav Bedrich and Jiri Brdecka.
Later came the Weston Wood (Norton
Schindel) company. The American direc-
tor Gene Deitch came to Prague; once a
member of the UPA group, he brought
with him his rich scriptwriting, directing




Oscarem vyznamenaného Nudnika a fadu dal§ich
film1, na nichZ spolupracuje jak s prednimi svétovy-
mi vytvarniky (James Flora, Tomi Ungerer, Celeswtin
Piatti, Edward Emberley, Pat Hudchinsonové, Gail
Haleyov, L. Dillon,Tomie de Paola atd), tak s nék-
terymi vytvarniky éeskymi (Miloslav Jagr, Vratislav
Hlavaty, Jaroslav Maldk, Frantisek Skala). Vénuje se
realizaci cyklu svétovych pohadek a natodi i nékolik
film pro ¢&s. distribuci. Jeho divacky atraktivni

i umélecky hodnotnd tvorba ziskdva Fadu ocenéni
na mezinarodnich festivalech. Deitchova spoluprace
s Ceskym animovanym filmem je vzorovou ukézkou
mezinarodni kulturni koexistence a vzajemné
inspirace.

zakazkové tvorbé patfila v 60. letech i roz-
sahla produkce détskych seridld pro tele-
vizi, kterd si vétSinou sama dodavala
scéndfe a designovala vytvarniky i reZiséry. Tato
masové produkce nemivala viak vidy tu nejvyssi
tiroveii. Byla finanéné nizce limitovana, vedla

k netinosnému zjednodudeni pfib&hu i animace-

a blokovala znadénou &4st kapaeity pro tvorbu distri-
buénich filmt pro kina. Jejich vyrobni terminy se pak
prodluZovaly a ndklady stoupaly. Byla to viak pravée
tato programova tvorba, kierd byla viasini doménoun
animované kinematografie a jejf vyvojovou zaklad-
nou. Jejim rubem byla v8ak absurdni praxe, s niz
statni filmové distribuce pfipojovala ¢asto animovany
film bez ohledu na jeho charakter a adresata k jedi-
nému hranému filmu, at éeskému & zahrani¢nimu.
Pii nevhodném piipojeni zlistal pak nékdy zna-
menity, mnoha cenami odménény animovany film
zeela nevyuZit a témér neznam.

and organisational experience. He made the Oscar-
nominated Nudnik here, as well as a number of
other films on which he worked together with lead-
ing world artists such as James Flora, Tomi Ungerer,
Celestwin Piatti, Edward Emberley, Pat Hudchinson,
(ail Haley, L. Dillon and Tomie di Paola, and with
several Czech artists (Miloslav Jagr, Vratislav
Hlavaty, Jaroslav Malak, Frantisek Skala). He
worked on his series of fairy tales from around the
world, and also made several films for Czechoslovak
distribution. His work was both attractive to audi-
ences and artistically valuable, and won a number

of awards at international festivals. Deitch's coopera-
tion with Czech animated film is a model of interna-
tional cultural coexistence and mutual inspiration.

=2 ater, extensive children’s television serials
were also made to order, which mostly sup-
plied their own scriptwriters, and designat-
ed particular-artists and directors. This mass produc-
tion was not always of the highest standard. It was
done on a small budget, led to a unbearable simplify-
ing of the story and the animation, and blocked a
considerable part of the capacity for the creation of
distribution films for the cinema. Their production
deadlines were then extended and the costs went up.
It was this work which was the domain of animated
film and its developmental base. The other side of

* the coin, however, was the absurd practice by which

the state film distribution often joined an animated
film, heedless of its character and audience, on to a
feature film, whether Czech or foreign. Unfortunate
combinations then sometimes led to notable, often
award-winning animated films remaining completely
unused and almost unknown.
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Rezisér -
vytvarnik
7 ro Geskou Skolu je také charak-
teristickd mnohovrstevnost
vztahti reZiséra, vytvarnika
a animatora. Jifi Trnka byl klasickym
pifkladem reZirujiciho vytvarnika, jenz
byl i autorem a scéndristou vétsiny

svych filmifl, sdm v8ak nikdy neanimoval.

Hermina Tyrlova byla pedeviim anima-
torkou a reZisérkou, kterd vZdy praco-
vala s dal3imi vytvarniky a zpravidla

i autory a scéndristy. Ve Ctyficatych

a padesatych letech byla téchto reZiséri
nevytvarnikl vétsina (Eduard Hofman,
Jif{ Brdecka, Vaclav Bedfich, Bretislav
Pojar, Josef Kluge a dalgf). V Sedesatych
letech pfichazeji absolventi vyborného

- ateliéru filmoveé a televizni grafiky

na Vysoké $kole uméleckoprimyslové

. v Praze, ktery ved] nejprve znamenity

spisovatel, ilustrator, karikaturista

a diplomat Adolf Hoffmelster a pozd&ji
zkueny pedagog a ilustritor Miloslav
Jagr. Ovladaji v podstaté kresbu, ani-
maci I rezii a pfevazuje opét plejada
reZirujicich vytvarnikii. Nékteti z nich si
Své fllmy take sami pisi a nékdy i ani-
muji (Vaclav Mergl, Jana Olexovd,
Pavel Koutsky, Jif{ Barta atd.).

Miloslav Jagr
Osmy trpaslik pana Haby
“Mr. Haba’s Eighth Dwarl”

The director -
artist

| nother characteristic of the
Czech shool is the multiple
relationships between the
dlrector artist and animator. Jiri Trnka
is a classic example of an artist who
was also the director, as well as the
seriptwriter, for most of his films, but
never did any of the animation himself.
Hermina Tyrlova was above all an ani-
mator and a director, who always
worked with other artists and usually
with authors and seriptwriters. In the
1940s and 1950s most directors were
not artists (Eduard Hofman, Jiri
Brdecka, Vaclav Bedrich, Bretislav Pojar,
Josef Kluge and others). In the 1960s,
graduates of the excellent film and tele-
vision graphics studio of the Prague
College of Applied Art arrived on the
scene. The studio was led by the noted
writer, illustrator, cartoonist and diplo-
mat Adolf Hoffmeister, and later by the
experienced teacher and illustrator
Miloslav Jagr. Their graduates were
well-versed in drawing, animation and
direction, and the majority of them were
both artists and directors. Some of them
also wrote and even animated their
films themselves (Vaclav Mergl, Jana
Olexova, Pavel Koutsky, Jiri Barta and
others).

Jiif Brdecka
Blaho lasky
“The Blessing of Love”



Dalsi ﬁspé‘chy
prvnich let
tvorby

9 ratme se viak k vlastnim
zatatkam, k roku 19486, kdy se
Jifi Trnka po svych étyfech
kreslenych filmech louéf s Bratry v triku,
aby se pIné vénoval filmu loutkovému.
Béhem jediného roku natoCi pak ve stis-
nénych podminkach bytového ateliéru

s malym tymem spolupracovniki prvni
tesky celovederni loutkovy film Spalicek.
Mohli bychom dokonce Fici - velkofilm.
V Sesti ¢astech a se stovkami loutek

v ném vypravi o zvycich, zabavach, praci
a Zivoté vesnického lidu od jara do zimy.
Loutky jsou je§té masivni, toporné,
skloubené dratky, t6Zko animovatelné.
Trnka jim vSak dokaZe dat mistrnou
choreografii a z&bérovou skladbou vifivy
pohyb, atmosféru, humor. Film sklizi
doma i v zahraniéi mimofadné aspéchy
a festivalové ceny.

22 ezahdli viak ani Trokou tak
Sastné odstartovany kresleny
| film. Cerpa predevim ze dvou
#vlast silnych AdI’O_]U které opét bez-
prosttedné souviseji s ¢eskou povahou:
ze soutasné karikaturni kresby

a z kniZn{ ilustrace, tedy ze smyslu

pro humor a z lasky ke krasné knize.
A snad jesté z chuti vypravét af uz
pohddku, pfbéh & anekdotu. V jeho
vyvoji viak témér chybi tak popularni
honi¢kova groteska a comicsova kresba.

V &em spodivala podstata
Trnkova novétorského piistupu
k filmové loutce & k loutkovému

filmu vibec? Predeviim v tom,
%e nepiejima ani tradice loutkové
marionety (divadelni loutky)

a jejiho jevidtného prostoru, ani se
nepokoui nahradit autentickou
fyziognomii, fed i pohyb realného
herce. Tak, jako se hrany film
zlek] detailnim zabérem vniméni
herce jen v celku jevidtd a
kontinuity akce, osvobodil Traka
i hrw filmové loutky zébé&rovou
dekupaZi a-montai od optické
popisnosti. V¥tvamou stylizaci
loutky prohlubuje jefi znakovou
funkei, jeji individualitu
i charakter, jeji emotivni
plsobivost. Pravé tak se
nepokoudi naturalisticky
a veristicky piepsat animact
autenticitu jejiho pohybu. I ten
umochiuje jak stylizaci animace,
tak zabérovou kempozict
a montdZi do polohy
charakterotvorné, dramaticks,
poetické & humorné. Pokud
Trokova loutka hovori, nepokousi
se o pitvorné napodobovani
synchronné se poltybujicich tst,
aby jim nenarusila kontinuitu
vnitfni spontannesti divikova
vjemu. Trrkova poetitnost neni
jen ve vytvarném pojeti loutky
& dekorace, ale v citové jednoiné
stylizacl a kompozici véech
slozek filmového dila jako
harmonického celku.

Further
successes
of the early years

et us return to the beginnining,
to the year 1946 when Jiri

I Trnka, after making four car-
toons, left the Trick Brothers so he
could concentrate on puppet film.
During a single year, in the cramped
conditions of a home studio with a small
team of co-workers, he made the first
Czech full-length puppet film, “The
Czech Year”. It could even be called an
epic film; in six parts and using hun-
dreds of puppets it relates the customs,
entertalnments, work and life of village
people from spring to winter. The pup-
pets are still massive, stiff, wire-jointed
and difficult to animate. However, Trnka
choreographs them masterfully, and cre-
ates a collage bustling with movement,
atmosphere and humour. The film was
exceptionally successful both at home
and abroad, and won many prizes at
festivals.

iven such a successful start by
Trnka, cartoon film did not

: remain idle. It drew in particu-
lar from two abundant sources, which
are again connected with the Czech
character; from contemporary caricature
and from book illustration - from a sense
of humour and from love of beautiful
books. It also drew from & love of telling
fairytales, stories and anecdotes. In its
development, however, the popular trend
for the grotesque and for comic-type
drawing is almost completely absent.

7] lady rezisér Cenek Duba natadf
¢ & s vynikajicim vytvarnikem
.01 Kamilem Lhotakem vtipnou
a a idernou protivaleénou satiru Atom
na rozcesti (1947), ktera vitézi v Benat-
kach , v Bernu a v PafiZi ziskdva
prestiZzni Méliésovu cenu. Eduard
Hofman, jeden ze zakladatell studia
Bratii v triky, natodi s vytvarnikem
I'rantiskem Freiwilligem kouzelnou
satiru na nevdécnost zdpasu dobra se
zlem Andslsky kabét (1948), kterd
rovnéZ ohdrzi Méliésovu cenu. Vytvarnik
Zdenék Miler realizuje moderni socialnt
pohadku O milionafi, ktery ukradl
slunce (1948), kterou vyprévi v naroéné
expresivni perokreshé. Trnk(v scéndris-
ticky spolupracovnik, jemny a kultivo-
vany Jifi Brdecka, natadi s Kamilem
Lhotakem secesni piibéh zamilovaného
vzduchoplavee Vzducholod a laska, jenz
ziskava hlavni cenu v Montevideu.

=1 mka s4m reziruje v roce 1948
% dalgi celoveterni loutkovy film,
- ‘_"_’ kombinovany s hranym ram-
cem na motivy Andersenovy pohadky
Cisaftiv slavik. Jeho loutka se v ném
déle uvoliiuje a vyviji a Trnka-vytvarnik
se v ném predstihuje s Trnkou-filmafem
a Trnkou-bdsnikem. Opét hlavni
ceny v New Yorku, Locarnu, PafiZi
a v Maridnskych Laznich a dalsi
Méliésova cena.

Ve zlingkém studiu startuje Gspésné
Karel Zeman. Ve filmu Podkova
pro §tésti (1946) vytvoii znamenitou
loutku ustaraného brylatého obéénka
v slamaékuy, pana Prokouka, zd4nlivého
nemotory, kterd se pak stane oblibenym
hrdinou fady dal8ich satirickych moralit.
V poetickém vytvarném krasném filmu
Inspirace (1948) dokaze pak kouzelnik
Zeman vskutku nemo#né. Rozehraje
v pantomimické baletni etudé loutky

Jiri Trnka’s approach to the
film puppet and to puppet film in
general lay above all in not simply
taking over the puppet theatre
and its stage, or trying to replace
the authentic physiognomy,
speech and movement of real
actors. Just as feature film with its
detailed shots no longer percieved
the actor as part of the entire
stage and within continuity of
action, so Trnka used decoupage
and montage 1o free the puppet
film from visual description. By
giving the puppet artistic stylisa-
tion, Trnka deepens its symbolic
function, its individuality and
character and its emotional effec-
tiveness. In the same way, his ani-
mation does not iry to transcribe
authenticity of movement natural-
istically and truthfully. He gives
greater power to the movement
itself through stylisation of the
animation and the composition
and montage of shots to create
character, add drama, poetry and
humour. When Trnka makes his
puppets talk, he does not attempt
a distorted simulation of meuths
moving in synchronisation - he
does not want to disturb the conti-
nuify of the audience,s inner spon-
taneity. Trnka's poetry lies not
only in his artistic coneeption of
the puppet or in the decoration,
but in the emotionally unified styl-
isation and composition of all the
elements of a film work as a har-
monious whole.

he young director Cenek Duba
and the brilliant artist Kamil

& Lhotak made a wilty and strik-
ing anti-war satire called “The Atom at
the Crossroads” (1947), which was suc-
cessful at the Venice and Berne film fes-
tivals, and won the prestigious Melies
Award in Paris. Eduard Hofman, one of
the founders of the Trick Brothers, and
the artist Frantisek Freiwillig made a
magical satire on the unrewarding battle
between good and evil, “The Angelic
Coat” {1947), which also won the Melies
Award. The artist Zdenek Miler created
a modern social fairy tale calied “The
Millionaire Who Stole the Sun” (1948),
which tells its story in demanding pen-
and-ink drawings. Jiri Brdecka, a mild
and cultivated man who was also the
co-writer of Trnka’s scripts, created a
fin-de-siecle story about an aeronaut in
love, called “Airship and Love”, which
won the main award at Montevideo.

i

n 1948, Trnka directed another
. full-length puppet film, framed
L with real actors, from Hans

Christian Anderson’s fairy tale “The
Emperor’s Nightingale”. His puppets
develop and become freer, and Trnka
the artist catches up with Trnka the
filmmaker and poet. Onece again, the film
won main prizes in New York, Paris and
Marianske Lazne, and anctber Melies
Award.

In the Zlin studio, Karel Zeman made
a successful start. In the film “A Horse-
shoe For Luck” (1946), he created a
remarkable puppet called Mr. Prokouk,
a careworn, bespectacled, seemingly
clumsy man in a straw hat, who then
became the hero of several other satiri-
cal films with a moral at the end. In the
Iyrical “Inspiration”, a beautiful film from
1948, Zeman magically achieves the



Karel Zeman
Vyndlez zkizy
“Invention of
Destruction”

z foukaného skla, navrzené Zeleznobrod-
skym sklafem prof. Jaroslavem Brych-
tou. Film vitézi v Knokke Le Zoute,

v Yorktonu, v Dillii a v Montevideu.

7 aké Hermina Tyrlova
pfesvédéila hned svymi ?ova—
leénymi filmy. Ve Vzpoufe
hracek (1946) kombinuje hru pixilo-
vanéhe herce s animovanymi hradkami
a ziskdva za ni ocenéni v Benatkéch
a v Bruselu. V Benatkdch vitézi pak
i svym dalsim filmem Ukolébavka (1948),
v némz tentokrat citlivé a poeticky kom-
- binuje hru nemiuvnéte s animaci loutky-
hrac¢ky.

Karel Zeman
pracovni foto
“working photograph”

apparenily impossible - a ballet of pup-
pets made from blown glass, created by
the glassmaker Jaroslav Brychta. The
film won awards at Knokke Le Zoute,
Yorkton, Delhi and Montevideo.

ermina Tyrlova's post-war films
were also successiul. In “Revolt
of the Toys ” (1946), she shrinks
an actor and combines him with animat-
ed toys, winning awards in Venice and
Brussels. She was also successful in
Venice with her next film “Lullaby”
(1948), a sensitive and lyrical combina-
tion of a baby and animated 1oys.
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¢hem necelych ¥ let od svého
vzniku vytvofila tak deska ani-
] mované tvorba asi tficet filma,
vetné dvou celovedernich, z nichg jt
dvanact proslavilo svétovs a pispéio

k vzniku pojmu deské Skoly. Casto se
fika, Ze tato §kola vznikla jako protest
proti filmové estetice disneyovské. Nenf
to pravda. Vsichni &e3ti tvirei si znatné
¢asti Disneyovy tvorby vazili a v mno-
hém vychézeli z jejich poznatkd, Jejich
ctnosti vsak bylo, Ze §ii vlastni, vaajemns
znatné diferencovanou cestou, Ze ne-
propadli Sabloné a madnim poZadavkim
a hiedali vlastnf vztah k svym divakim

a ke své dobé. Nemoralizuji ani neidyli-
Zuji, spise viipné glosujf, ironizuji,
rozmarné si pohravajf,

Karel Zeman
Kral Lavra
“King Lavra®

Karel Zeman
pracovnd foto
“working photograph”

% hus in the first three years of Czech
animated film, about thirty films were
: .| made, including two full-length ones.
Twelve of these won international acclaim,
thus contributing to the concept of the Czech
school. It is often said that this school arose
as a protest against the Disney film aesthetic,
but this is not true, All the Czech film artists
admired a large part of Disney’s work, and
made considerabie use of his knowledge.

To their credit, however, they went their own
ways, which were often very different from
each other, and did not fall into a rut or suc-
cumb to the dictates of fashion, but found their
own relationship to their audience and their
time. They neither idyllised nor moralised,

but made witty and ironic comments and
piayed capriciously with different themes.




‘Loutkovy film
v padesatych letech

& o tomto Gspédném nastupu

| ¢ | madchazi vSak, s pfevzetim
i moci Komunistickou stranou
Ceskoslovenska a s jepm tofalitnim dik-
tatem, obdobi pevného fizeni a umé-
lecké stagnace, jimZ dokéazali Gelit jen ti
nejpevnéjsi. Animovany film, podeziely
z kritickych postojii a kosmopolitismu,

se smél vénovat jen tvorbé pro déii Fa
a i ta musela byt ideové nezdvadna, T

popisna a poucnd Kvantita tvorby mima
stoupd, uméleckou kvalitu viak svizelné
obhajuje nejvyse &tyri pét autord.

=% e to predeviim Jif{ Trnka, jenz
| vroce 1949 realizuje tii
Laod 4 zanrove odlisné filmy, v nich?
se soustred’u]e na vyvoj hereckych
moznosti loutky. Strasidelnou pohadku
Certuv mlyn, prepis kiehké, ironické
Cechovovy povidky Romén s basou
a virtu6zni parodii na laciné westerny
Arie prérie, ktera kromé Méliséovy ceny
ziskava Fadu daldich festivalovych poct.
V roce 1950 nasleduje dalsi loutkovy

velkofilm na motivy pohddek ¢eské
spisovatelky BoZeny Némcové Princ
Bajaja, plny lasky a odvahy, poezie

i kouzel. Bravurni klauniddou filmu
Vesely cirkus, na niZ spolupracuje s vy-
tvarniky Seydlem, Tichym a Lhotakem,
si ovéfi i technologii ploskového filmu
a ziskdva za néj kromé ostatnich i dalsi
Meéliésovu cenu (francouzsky “Oscar”
za, nejlepdi animovany film roku).

Jiff Trka
Arie prérie
“The Song of the Prairie”

Jiff Trnka
Sen noci svatojanske
“Midsummer Night's Dream”

Puppet film
in the 1950s

T2 fter this successiul beginning,
¢ | however, the Communist Party

72| came to powerin
C7echoslovakla, and in the 1950s there
followed a period of firm control and
artistic stagnation, which could only be
faced by the strongest people. Animated
film, suspected of critical attitudes and
of cosmopolitanism, was only allowed
to produce work for children, which had
to be ideologically sound, descriptive
and instructional. The quantity of work
produced rose & little, but it is difficult
to defend the artistic quality of more
than four or five filmmakers.

e hief among these was Jiri

| Trmka, who in 1949 made three

b4 films which were different in

genre but which all concentrated on the

development of the acting capabilities of

puppets They were a ghost story called
“Devil's Mill", a versicn of Chekhov's

fragile, ironic short story “Story with

a Contrabass” and a virtuoso parody of
™ cheap westerns, “Song of the Prairie”,

which apart from a Melies Award

won a number of other prizes at other
festivals.

In 1950 he made another full-length
puppet film, “Prince Bajaja”, from a story
by the Czech writer Bozena Nemcova,
full of love and courage, poetry and
magic. With “The Merry Circus”, a bril-
liant clown film on which the artists
Seydl, Tichy and Lhotak also worked, he
proved himself in the technique of two-
dimensional film, and among the awards
it won was another Melies award (the
French Oscar for the best animated film
of the year)

Staré povésti Ceské (1952), opat
vypravny celovederni film, zobrazuje
v dramatické zkratce slamé legendy
z davnych déjin deského naroda. Jedna
jeho ¢ast, Luckd valka, je pravé tak
hlubokou analyzou odvahy a zbabélosti,
jako jednim z nejvarovnéjsich obrazd
valetnych hriz v déjindch svétové kine-
matografie. Film ziskava deset vyznam-
nych mezinarodnich trofeji a patii k jed-
ném z vrcholnych dél kinematografie
viibec. Jifi Trnka se jim definitivné stava
klasikem loutkového filmu.

Roku 1954 uzavird Trnka distojné
svou ¢innost tohoto obdobi dal3im
celovedernim filmem, sloZenym ze tH
epizod slavného roménu Jaroslava
Haska Osudy dobrého vojéka Svejka.
Vychdzi v ném ze znarodnélé vytvarné
interpretace Svejka éeského kreslire
a ilustratora Josefa Lady, kombinuje Jiff Trnka
v ném loutkovy film s plotkovym Certim mljn
a ispéind Fes] 1 nevdéeny Gkol hovorict ‘The Devil's Mill
loutky. Film vitézi v Montevideu
a v Karlovych Varech.

K Tnkové charakteristice je tieba
jesté dodat, Ze kromé vlastnich filmh
realizuje vytvarné i fadu filmf svich
spolupracovniki (Stanislav Latal,
Bretislav Pojar, Jif{ Brdedka) a %e kromé
své filmové tvorby maluje, znamenité
ilustruje desitky knih, fedi vyznamné
vystavy atd. Vazby této a filmové Ginnos-
fi jsou u néj vzdjemné podnétné
a dileZité.

ké Karel Zeman piekonéava
nékolika filmech tisnivy kul-
urni Gtlum. Pokraduje tispéiné
v pribézich svého pana Prokouka a roku
1950 realizuje satirickou loutkovou
pohédku Kral Lévra, V orientalni pohad- g
ce Poklad Ptaciho ostrova (1952), ‘2” Tmka
natoCené kombinaci loutky a kresby "The 8230?,3§eap
ve stylu perskych miniatur, se poprvé
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“Old Czech Legends” {1952), another nar-
rative full-length film, depicts famous leg-
ends from the early history of the Czech
nation. One part, “The Lucine War’, is a
profound analysis of courage and cow-
ardice, one of the most admonitory pictures
of the horrors of war in the history of world
cinema. In fact, the film is one of the
supreme works of world einetna in general,
winning ten international trophies and mak-
ing Jiri Tnka one of the classic puppet ani-
mators.

In 1954 Trka made a fitting end to his
activities in this area with another full-
length film, comprising three episodes of
Jaroslav Hasek's famous novel, “The Good
Soldier Svejk”. Taking his lead from Josef
Lada’s popular illustrations, he combined
puppet and two-dimensional fitm, and also
successfully solved the thankless task of
making the puppets talk. The film was suc-
cessful at Montevideo and Karlovy Vary.

It should also be mentioned that Trnka,
besides making his own films, contributed
artistically to a number of films made by
colleagues of his such as Stanislav Latal,
Bretislav Pojar and Jirl Brdecka, and that
he also painted, memorably illustrated
dozens of children’s books helped arrange
important exhibitions. The connections
between these and his film activities are
mutually stimulating and important.

4 arel Zeman also overcame the
oppressive cultural clampdown
4 in several of his films. He con-
tinued successfully with the doings of
Mr. Prokouk, and in 1950 made & satiri-
cal puppet story called “King Lavra”.

In the Oriental fairy tale, “The Treasure
of Bird Island”, a combination of puppet
and cartoon film, he attempted his first
long film. However, Zeman was above
all an eternal explorer, trying indefatiga-
bly to find his own path. He makes



pokousi o dlouhou metraZ Zeman je -
véak predevim véénym prizkumnikem
usilovné hledajicim vlastni cestu. Pod-
statné se k ni pfibliZ{ v Cesté do pravé-
ku (1955), v niZ kombinuje akei hercl

s rekonstrukef a oZivenim pravéké
pifrody a tvorstva.

vou cestu hledd i jemné a kieh-
| k4 Hermina Tyrlova. Roku 1951
tspésné dokonéuje dalsi kom-
binovany film Nepovedeny panéadek,
jehoZ aktéry jsou détské hadrové loutky.
Ve filmech Devét kufatek (1952), Pohad-
ka o drakovi (1953), Zlatovlaska (1956}

a Pasadek vepii (1958) se véak marné
snazi vyhovét pozadavkim na fabulo-
vany poucny piibéh s klasickou loutkou.
Cim je pfibéh epictéfs, literarngjsi, lout-

ka popisnéjsi, tim je Tyrlova bezradnéjsi.

Jeji kouzelné animaéni hrétky, s nimiz
umi rozehrat pfedmét, prostou hracku
a dat jim charakter, nejsou pokladany
za dostateéné pifnosné. Daleko lépe se
ji pak daii v poetickych etudéch filmt
Micek Flicek (1956), Vénetek pisni
(1956) a Kalamajka (1957), ale ani v nich
dosud nedospiva k svému bytostnému
VYTrazi.

Stastnym byl v t&chto letech reijni
start Trnkova animatora Bretislava
Pojara. Roku 1953 realizuje s loutkami
Jitiho Trnky osvétovou povidku
O skleni¢ku vie, varujict fidide pred
pozivanim alkoholu. Byl to kromé
Zemanovych Prokouki prvni ¢esky
loutkovy film se soucasnymi civilnimi
aktéry, plny sugesitvn{ atmosféry a fil-
maiského temperamentu. Dalsi Pojarav
film Parapli¢ko, jehoZ vytvarniky byl
Zdensk Seydl a Jiff Trnka, byl vytvarng,
animadné i reZijné strhujici loutkovou
pohadkovou estradou. Oba filmy ziskaly

devét vyznamnych festivalovych ocendni.

a fundamental step towards it in

“Journey Into Prehistory” (1955), in
which he combines real actors with
reconstructed prehistoric creatures.

he subtle, delicate Hermina
Tyrlova was also looking for her
.| own path to follow. In 1951 she
successfully completed another combined
film, “The Misfit Figure”, whose charac-
ters are children’s rag dolls. In “The Ten
Chickens” (1952), “The Taming of the
Dragon” (1953), “Goldilocks” (1956}, and
“The Little Swineherd” (1958), however,
she in vain tried to meet the demands of
an imaginative but instructional story
with classical puppety. The more epic
and literary the story, and the more clas-
sical and realistic the puppets, the more
difficultiess Tyrlova. Her magical animat-
ed has escapades, in which she brings an
object, a simple toy, to life and gives it
character, were not considered sufficient-
ly educational. She did much better in
the poetical “The Naughty Ball” (1956),
“A Garland of Folk Songs” (1956) and "Kala-
majka” (1957), but not even in these did she
find her essential mode of expression.

Trnka's animator Bretislav Pojar made
a successful debut as a director at this
time. [n 1953, using puppets by Trnka,
he made an illuminating story called
“One Glass Too Many”, which warned
against drinking and driving, Apart fom
Zeman’s Mr, Prokouk films it was the
first Czech puppet film to use contempo-
rary, everyday characters and was full
of atmosphere and temperament. Pojar’s
next film, “The Little Umbrella”, whose
artists were Zdenek Seydl and Jiri
Trnka, was in its artistry, animation and
direction a captivating exposition of the
possibilities of the puppet film. Both
films won nine important international
awards,
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~ Stagnace
kresleného filmu

é7ce byli timto desetiletim postiZeni zejména Bratfi v iriku,
tedy film kresleny, jenZ se mohl nejhiife obejit bez jinotaje,
nadsazky a zkratky. Vétsinu filmd, uréenych vyhradné détem,
charakierizovala nudnd literdrni story, popisny iulustrativni obraz
a rozvieklé tempo. Nad primér se vymkl snad jen volny cyklus pifbéhi
Povidani o pejskovi a kocidee, realizovany Eduardem Hofmanem podle
knihy a kreseb vynikajiciho vytvarnika a spisovatele Josefa Capka.
Jedinym zahraniénim uspéchem tohoto obdobi byl film reZiséra
a vytvarnika Zderika Milera Jak krtek ke kalhotkam pfigel (1957},
Je to asmévny a sv&Zi détsky pfibéh, jehoZ hrdina patf{ mezi nejzna-
menitéjii herce Ceské kreslene tvorby. Po Sesti letech se k nému jeho
autor vratil a nasledovalo pak jeho dalsich 22 dilG. Ani jimi viak
neskondéil. Jeho plilhodinové koprodukéni pokradgovand se natacejf
dodnes. "Krtek” je nejstarsi cesky kresleny seridl a jeho doméci popu-
larita si nezada s nékdejsi sldvou Kocoura Felixe.

The stagnation
of cartoon film

% he decade was a more diffi-
cult one for the Trick
= Brothers in particular, since
carloon film found it more difficult to
get by without allegory, exaggeration
and symbols. Most films were aimed
exclusively at children, and were
characterised by tedious literary
adaptations, realistic, illustrative pic-
tures and a flaccid pace. Perhaps
only one project rose ahove the aver-
age, and that was the Cat and Dog
series, made by Eduard Hofman from
the books and drawings of the bril-
liant artist and writer Josef Capek.
The one foreigh success of this
period was a film by the director and
artist Zdenek Miler, How the Mole
Got Its Trousers, a light and humor-
ous children’s story with one of the
most distinguished heroes of Czech
cartoon history. Six years later Miler
returned to him, and there followed
22 more Mole films. This was not the
end, though - he continues to star in
films made in co-produection foday.
The Mole is the oldest Czech car-
toon, and his popularity at home
ranks with the former glory of Felix
the Cat.

Zdenék Miler
Krtek
“The Mole”



Povétrnostni kalendar
ak nahle, jako se nad animovanou tvorbou
zatahla po roce 1948 téZka mracdna, tak se

.‘ zadalo po roce 1957 opét vytasovat.

Ne Ze by se smélo viechno, ale jen méloco bylo
pfimo zakazano. A kdyZ uz jsme u tohoto povétrnost-
nito kalendére, nebot nyni budeme sledovat souvisle
tvorbu jednotlivych umélced, koncem Sedesatych let,
po padu “PraZského jara”, se obloha opét zatahla.
Nové vedeni nepiélo “intelektudlnim pofouchlostem”,
tedy talentu a kritice, nepfalo mnohym “prostore-
kym” autortim, vyZadovalo ideologickou disciplinu

a prosazovalo vlastnoru¢ng pachané a fadné
“bojovné” naméty, antikapitalistické a antiimperiali-
stické. Ty ov8em byla ochotna realizovat jen ta
nejpokleslejsi garnitura reZiséri a vytvarniki. Presto
se v8ak ani toto vedeni nevzdalo touhy po festivalo-
vych vaviinech, na nichZ by dokazovalo svobodu
tvorby v “socialistickém” staté. Bylo tedy pfece jen
nuceno nechat obéas todit i ty opravdu schopné

a nepfisluhujici. Pfes toto nestilé podasi pak dodlo

v sedmdesatych a osmdesatych letech k nastupu
nove, talentované a pribojné generace.

ozkvét animovaného filmu konce padesa-
tych let reprezentujf jak dila jeho prikop-
E ik, tak dspéchy dalgich rezisérd

a vytvarniki: a dochdzi k znaénému obohacenti jeho
Zénrove a technologicke vyrazové 8kaly. Cilem je
mySlenka a jejf osobité, vytvarné akéni sdélen,
naléhavé a poutavé osloveni divaka, af uZ jde o mi-
nutovy black-out ¢i celoveéerni film, rozmarnou
hii¢ku, britkou satiru, zdébavny piibéh, viZnou
tavahu ¢ spoledenskou sondu.

The weather change

ust as suddenly as the sky had clouded over
for animated film after 1948, after 1957 it
began to clear up. Not that everything was
allowed, but there was very little that was directly
banned. At the end of the 1960s, after the collapse of
the Prague Spring, the sky grew dark again. The new
leadership did not favour intellectual guile, or talent
and criticism, it did not favour many plain-spoken
artists; it demanded ideological discipline and suit-
ably militant anti-capitalist and anti-imperialist sub-
jects. Naturally, only the most fallen yes-men among
directors and artists were willing to make such films.
Nonetheless, the regime did not give up its desire for
festival successes by which it could demonstrate the
freedom of expression afforded by the socialist state,
and thus eapable artists who did not toe the line
were occasionally forced to make something. And
despite the uncertain weather, in the 1970s and

. 1980s a new, talented and determined generation did

emerge.

he blossoming of animated film at the end
of the 1950s was the work both of its pio-
neers and of other directors and artists. Its
range of genres and its means of technical expres-
sion were noticeably enriched, with the goal being to
express an idea in a personal way through artistical-
ly interesting action, addressing the audience with an
urgent and absorbing voice, whether in a minute-
long “black-out” or a full-length film, something short
and frivolous, a scathing satire, an entertaining story,
a serious reflection or a socially probing work.

Jiff Trnka v “prazském predjaii a jaru”

iff Trnka pfichazi s dilem, jimZ vrcholi jeho
mistrovstvi loutky, vytvarné imaginace

1 reZijni invence. S celovederni loutkovou
Sirokotihlou pantomimickou féerif Shakespearova
Snu noci svatojanské (1959) . Genidlné v nf uplatni
jeji fantaskni snovou poetiku 1 jeji hiuboce lidské
dimenze. Loutku v ném pravé tak odhmotn{ jako
zredlni. Filmové vidéni, feé a skladba, oko kamery

i zAbérova montaZ, vie vytvafi dchvatny, sugestivni
a monolitn{ celek. Film vitézi na Fadé festivald, Trnka
viak opdt ménf smér.

Aseii (1961) je natoCena s grotesknéjsi

a kineti¢t&jsi loutkou reiiéfni a Trnka se v ni

obraci v ostré satife k soucasnosti, k jeji
é touze po stale vt rychlosti, bezohlednost
a hazardu. Vysoce aktudlni je i stfedometrazni
science fiction Kyberneticka babicka {1962), varujici
pfed citovym odcizenim jako disledku jednostranné
technokratického vyvoje.

V Archandélu Gabrielovi a pani Huse (1964),
rozverném boccacciovském piib&hu, parodujicim
pokrytecké svatouskovstvi, je poeticky Trnka zdravé
a robustné chlapsky a ironicky. Atmosféru renesan-
¢nich Benatek v ném sugestivné evokuje v kolaZich
a asamblazich nejroztodivnéjsich materiald. I fyto tf
filmy sklizeji fadu viznamnych cen.

Filmem Ruka se Trnka rokn 1965 s animovanym
filmem a zahy i s Zivotem pred¢asné loudi Pribéhem
pandcl, jenZ touzi Zit sviyj Zivot a odmita diktat
modci, uzavird Troka své dilo tim
nejvasnivéjsim vyznanim viry
svobodé a lidstvi, protestem
proti nésili totality. Film
j& pochopen, obdivovan
a 0cenén celym svétem.

JiFi Troka
Perdk a SS
“The Springer and SS-Men”

Jiri Trnka and the Prague Spring and pre-spring

t this time Jiri Trnka came up with a work
which represented the height of his puppet
mastery, artistic imagination and directorial
invention. A full-length, wide-screen puppet film,

“A Midsummer Night's Dream” is a wordless and
magical version of Shakespeare’s play which cap-
tures both its fantastic, dream-like atmosphere and
its profound human dimension with great genius.
Puppets that manage to be both ethereal and realis-
tic, the film's vision, language and composition, the
eve of the camera and the montage of shots, all cre-
ate a captivating, evocative and monolithic whole.
The film won at a number of {estivals; Trnka then -
changed direction once again.

he puppets in “Passion” (1961) are more
gratesque in their relief, and thus more suit-
ed to the cinema, The film is a sharp satire
on modern life, with its unhealthy desire to go faster
and faster with less heed and ever more hazard.
Another very contemporary film was the medium-
length sci-fi “The Cybernetic Grandmother” (1962),
which warns against emotional emptiness as the
result of one-sided technocratic development.

In “The Archangel Gabriel and Mistress Gioose”
(1964), a rousing Boccaccio-style story which paro-
dies hypocritical sainfliness, the usually lyrical
Trnka is healthily and robustly boyish and ironic.
The atmosphere of Renaissance Venice is evoked
with collages of the most varied and peculiar materi-
als. These three films also won several important

- awards.

With “The Hand” in 1965, both Trnka’s film work
and his life came to a sudden and premature end.
The film’s story is that of a clown who longs to live
his own life and rejects the dictates of power, and
with it Trnka closed his work with his most passion-
ate declaration of his belief in freedom and humani-
ty, a protest against the violence of totality. The
film was understood, admired and esteemed the
world over.



V letech breZnévovsko-husdkovké “normalizace”
je pak spolu s fadou dalgich filma staZen z kin
a vyfazen z distribuce.

Jiff Trnka byl umélcem renesanéniho formatu.
Jeho dilo neni jen vyvrcholenim vytvarnych a filmo-
vych vyvojovych tendenc, ale renezanci poetiky, fan-
tazie, humanismu, Nikdo z téch, kiefi se jej pokouseli
napodobit, neuspél. Zvitézili viak ti, ktefi 8li cestou
jeho délného hledadstvi, jeho tviirdi pokory, spontan-
nostt a originality, jeho citu a vidéni.

Nové vyhoje Karla Zemana

oncem padesatych let vrcholi 1 tvorba Karla
Zemana. Loudi se s loutkou a vytvaii novy
fantaskni Zanr, kombinujici zamérné naivi-
zovanou hru herce s vytvarné stylizovanym
prostiedim, s trikem i s animaci, kiery mu kroms
svétovych tspdchii vynese i prezdivku “Cesky
Meéligs”. Je to predevsim Vynalez zkazy (1958),
parafrdzovany na motivy Verneova roménu a realizo-
vany v dekoracich inspirovanych Riouxovymi xylo-
grafickymi ilustracemi a Baron Prail (1961),
vychazejici z vvivarnych podnétd Doréovych. Zeman
v nich vak nevitézi jen zéplavou iriki, jimiz vzarusu-
je divéka, ale i vytvarnou emocf a suchym humorem.
Stejné pak natadf i daldi Gspédné celovederni filmy
Blaznova kronika (1964), Ukradend vzducholod
(1966) a Na komets {1970).

Po téchto smélych vybojich se Zeman vraci k poe-
tice pohadky a ke kreslené a ploskové technologii

- v celovedernich filmech Pohédky tisice-a jedné noct

a Mafence (1980). Zemanova tvorba prekrodila hrani-
ce dosavadnich zobrazovacich moZnosti a dala nai

i svétové kinematografii nové tvaroslovi, duchaplny
humor a lidsky etos. Dala podnéty, ale pfimého
pokragovatele pro svou neopakovatelnou imaginaci
a originalitu dosud nenalezla.

(1974), Carodéjiiv udeit (1977) a Pohadka o Honzikovi -

Later, in the years of “normalisation” which followed
1968, this film along with many others was taken out
of the cinemas and removed from distribution.

Jiri Trnka was an artist on 2 Renaissance scale.
Not only does his work represent the summit of
developments in art and film, but it includes a
Renaissance lyricism, imagination and humanism.
No attempts to imitate him came off, success going
rather to those who followed the path of his ener-
getic searching, his creative humility, spontaneity
and originality, his feeling and vision.

The new agression of Karel Zeman

7 t the end of the 1950s the work of Karel
Zeman was also at its height. Ie finished
- with puppets and started to create a new
imaginative genre which combined actors with an
artistically stylised background, using film tricks and
animation. Besides worldwide success, this earned
him the nickname of “the Czech Melies”. This genre
is best llustrated in Zeman's “The Invention of
Destruction” (1958), a paraphrase of Jules Verne's
novel shot against a backdrop inspired by Rioux’s
woodcuts, and “Baron Prasil” (1961), which is stimu-
lated by the art of Gustave Dore. However, Zeman's
suceess Is not merely due to the abundance of tricks
with which he excites the audience, but to his cre-
ative emotion and dry humour. He then made three
other successful full-length films along the same
lines, “Chronicle of a Madman” (1964), “The Stolen
Airship” (1966) and “Mr. Servadac’s Ark” (1970).
After these daring incursions, Zeman returned
to the fairy-tale and to two-dimensional and cartoon
technology. In the full-length films “The Arabian
Nights” (1974), “The Sorcerer’s Apprentice” (1977
and “The Gingerbread House” (1980}, Zeman’s work
crossed the boundary of previous visual possibilities
and gave Czech cinema a new morphology, spirited
humour ¢nd human ethos. However, while it may
have given these stimuli, it had not yet found some-
one capable of continuing its unrepeatable imagina-
tion and originality.

Hermina Tyrlova nalézé svou cestu

bavena dogmat nesmyslnych poZadavk(
nalezla vlastni cestu i Hermyna Tyrlova.
Vzdala se béZné tvarované loutky i pohad-
kovych schémat a soustiedila se na animaci pfed-
métd, loutky-hraéky, nejriznéjsich materiald, které
neantopomorfizovala nésilnymi atributy, ale jen jejich
akeil. Do vécné charakteristiky tviirdich postupi toho
kterého autora nepatfi citové vylevy. U Herminy
Tyrlové se vBak pfi ni bez citovych emoct neobej-
deme. Je jisté skv&lou animétorkou, kterd dovede
osobité tlumodit podnéty svych vitvarnych spolupra-
covniki. Jeji podstatou je v8ak schopnost souznéni
s détskou dusi. S jejf fantazii. S jeji pfedstavivosti,
ktera ji umozni sdilet vét3f vzrudeni z nesndzi
hadrové panenky, micku, sklenéné kuli¢ky, nez te
nejkrasnéjsi princezny &l nejstradnéjsiho draka.
V této poloze jsou filmy Herminy Tyrlove kiehké,
jemné, ucelené, kiisfdlove ¢isté. Snad pravé proto
t nich nedokiZeme hovofit o metodé, kompozici,
zabérové skladbé, ale jen a jen o porozumént
a o plvabu upfimnosti. Natadf milé a tismévné
hratky Uzel na kapesniku {1958), VIa¢ek kolejadek
(1959), Ztracens panenka (1959), Dvé klubika (1962)
a Kulicka (1963).

V letech 1963-69 vznikd Sest “vinénych” pohédek,
ki'ehkych minipfibéhi, jejichZ aktéry jsou loutky
z vindnych vldken: Vinéna pohadka (1963),
Chlapecek nebo hol¢icka (1966), Snéhulak (1966),
Psi nebe {1967), Vanodni stromedek (1968), Hvézda
betlémska (1969). Patfi snad k vrcholtim toho, co nas
animovany film pro ty nejmens] divaky vytvoril
Hackovanou & pletenou vinu pouZije pak Tyrlova
uspésné i v dalsim cyklu Pfibéhtl kocoura Modro-
ocka (1974-76). Roku 1993 tato do posledniho
okamZiku aktivni umélkyné umird. Jen zd4nlivé
nepfinesla do vyvoje anfmované tvorby Zadné vEts{
objevy. Snad nikdo jako ona nedokazal détské divaky
tak upoutat, okouzlit a oslovit ismévnou myslenkou
i krasnym obrazem. To potvrdily i desitky, ne-li
stovky cen na domacich i zahrani¢nich festivalech
a miliény déiskych Gsmévi. :

Hermina Tyrlova finds her way

elieved of the dogmatisms of meaningless
requests, Hermin Tyrlova began to find her
own way. She gave up ordinary puppets
and fairytales, and concentrated od the animation of
objects, toys and all sorts of other things, which she
did not anthromorphologise with violent attributes,
but only with their actions. Emotional outpourings
are not one of Hermina Tyrlova’s permanent charac-
teristic; however, we cannot avoid mentioning emo-
tion when considering her work. She is certainly a
brilliant animator, capable of translating the ideas of
her artists in a personal way. The essence of her tal-
ent, thogh, lies in her ability to identify with a child's
soul - with the imagination which allows a child to
be more worried by the troubles of a rag doll, a ball
or a marble than that of the most beautiful princess
faced by the most terrible dragon. Hermina Tyrlova's
films are fragile, subtle, polished and crystal-clear.
This is perhaps why we cannot talk here about
method, composition, or arrangement of shots, but
only about understanding and the charm of direct-
ness.. She created several endearing and humorous
films, “A Knot in the Handkerchief” (1958}
“The School Train” (1959), “The Lost Doll” {1959),
“Two Balls” (1962), and “The Glass Marble” (1963).
In the years 1963-69 came the “woolly stories”,
delicate little films whose characters are made out
of wool: “A Woolly Story” (1963), “Boy or Girl?” {1966),
“The Snowman” {1966), “Tale Dog’'s” (1967), “The
Christmas Tree” (1968) and “The Star of Bethlehem”
{1969). These perhaps represent the best of what
Czech animated film has made for the very youngest
audiences. Tyrlova used croched and knitted wool
again in the “Tales of a Blue-Eyed Cat” (1974-76).
Hermina Tyrlova died in 1993, active until the last
moment. Only ostensibly did she not make any large
discoveries in animated film; no-one, perhaps, knew
how to hold the attention of children as she did, cap-
tivating them with funny ideas and beautiful pictures.
This was confirmed by the tens, if not hundreds, of
awards which she gained at both Czechoslovak and
foreign festivals, not to mention the millions of chil-
dren’s laughs.



ermina Tyrlové pracovala také s prednimi
vytvarniky, jako byll Kamil Lhotak, Zdenék

pracovnikem byl vSak zlinsky vytvarnik Ludvik
Kadletek. Kadlecek je i znamenitym animétorem

a reZisérem, Ve zlinskémstudiu natodil fadu filmi
ur¢enych détem, z nichZ mmohé byly i formalné
objevné, V usmévné hiféce Pro¢ plade Zirafa (1960)
vitipné rozehral aktéry, vytvorené z plodné détské
skladanky, v Zajatci modré planety (1962) a ve filmu
O ptaku, ktery dupal (1969)animuje modelaci plaste-
liny. Stejnou technologif pracuje na volném experi-
mentalnim cyklu s vytvarnikem Zdenkem Seydlem
(1970-72} a s keramikem Pravoslavem Radou
animuje modelaci stradidelnou tagkafici Bu-bu-bu,

Bfetislav Pojar
Zahrada
“The Garden”

Miler, Zdenék Seydl. Jejfim nejbliZSim spolu-

1 ermina Tyrlova worked with leading artists
such as Kamil Lhotak, Zdenek Miler and

71 Zdenek Seydl Her closest collaborator,
however was the Zlin artist Ludvik Kadlecek, who is
also a significant animator and director. In the Zlin
studio he made a number of children’s films, which
were often innovative in form. In the humorous “Why
the Giraffe Cries” (1960} he made witty use of charac-
ters from two-dimensional childrens jigsaws, in
“Prisoners of the Blue Planet” (1962) and “The Bird
that Stamped” (1969) he animated plasticine models.
Using the same technology, he worked on a free
experimental series with the artist Zdenek Seydl
(1970-72), while with the ceramicist Pravoslav Rada
he animated models for the ghostly pranks

of “Bu-bu-bu”.

Zdengk Seydl
Lev a pisnitka
“The Lion and the Song”
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Loutkové studio v Nuslich -
Bretislav Pojar a ti druzi

Praze se filmové Joutce vénuje soustavneé
Bretislav Pojar, jenZ nynf pracuje v novém
malém studiu, byvalé kamenické dilné,
Jeho alegorické bajka Lev a pisnicka (1959, vyw.
7d. Seydl), pripominajicf nesmrtelnost uméleckého
dila, sklizi svou dramatickou poetikowyvirtudézaf ani-
maci a silou mySlenky dal3i svétové aspéchy.

Po dvou kreslenych satirdch Sldva a Bontbomanie
(1959) a znamenitém ploskovém triptychu Kodici
fkola, Koti¢i slovo a Malovani pro ko¢ku {1960-61,
vytv. Miroslav Stépanek, fada dal$ich cen) , obraci se
Pojar ¢tyfmi filmy k divakiim dospélym, k soucasné

Josef Kluge
Kocour Mike3
“Tom-Cat Mike”
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~ The Nusle puppet studios -

Bretislav Pojar and the others .

n Prague, film puppetry was being given
serious attention by Bretislav Pojar, who was
now working in a new, small studio which
used o be a mason's workshop. His allegorical fable
“The Lion and the Song” (1959, artwork by Zdenek
Seydl), which deals with the immortality of artistic
work, earned world recognition for its dramatic lyri-
cism, virtuoso animation and the strength of its ideas.
After two cartoon satires, “Glory” and “Bombomania”
(1959), and the important two-dimensional triptych,
“School for Cats”, “The Word of a Cat”, and “Painting

for Cat's” (1960-61, artwork by Miroslav Stepanek,

Jan Brychta )
Ukryt éerného Billa
“Black Bills hideout”



Josef Kluge
Kocour Mikes
“Tom-Cat Mike”

satie a k osobité technologii reliéfni loutky : Biliar
(1961, vytv. Zd Seyd)) ironizuje hierarchii vylévani si
vzteku na slab§im. Uvodn( slovo pronese (1962, vitv.
Zd.§eydl}je bravurni satirou na nabubfelou #vanivost,
v iz nepadne jediné slovo. Jeji brilantni napaditost
byla ocenéna sedmi mezindrodnimi cenami, Ve dvou
dalSich satirdch Romance (1963) a Ideal (1963) je pak
Pojar sdm 1 vytvarnikem. |
Jedenactidilny cyklus pfib&hd dvou medvédich

braskii Pojdte, pane, budeme si hrat ! (1965-73) jehoz
autorem byl zkuSeny scéndrista Ivan Urban a vynika-
jicim vytvarnikem Miroslav Stépanek, se stal svym
humorgm, vytvarnym vtipem a animadni i reZijni
invenci neflepsim a nejuspé§néjsim deskym
!outkovym seridlem vibec. Ackoli je znatng zavisly

I na vokaln{ interpretaci, byl s nadsenfm prijat

i v zahraniéi,

Z podnétu Trnkovy knihy Zahrada (1974-77) vznikl

pak dals{ uspésny petidilny cyklus reliéfnich filme, -
jehoZ vytvarnikem byl opét Miroslav Stépanek.

Miroslav Stépanek
Potkali se u Kolina
“They Met Near Kolin”

numerous awards), Pojar made four films aimed at_
adult audiences, full of contemporary satire and using
a personal technique of relief puppets, “Billiards”
(1961, artwork Zdenek Seydl) looks with irony at the
hierarchy in which agression is taken out on the
weaker. “The Opening Speech Will be Given By..”
{1962, artwork Zdenek Seydl} is a brilliant satire on
bombastic vanity, in which no words are actuaily said.
Its inspiration was rewarded with seven international
prizes. In two other satires, “Romance” (1963) and
“Ideal” (1963) Pojar did his own artwork.

The eleven-part series about two bear brothers,
“Come and Play, Sir” (1965-73) written by the experi-
enced scriptwriter Ivan Urban, and with artwork by
Miroslav Stepanek, became the best and most suc-
cessful Czech puppet series ever, through its
humour, artistic wittiness and animational and direc-
torial invention. Although it is dependent to a consid-
erable degree on vocal interpretation, it was also
enthusiastically received abroad.

Jan Brychta
Potouchlé skotaéinky Zivota
“Guileful Mischiefs of Life”

Sedmidilny seridl Dasetika (1977-79) natocil Pojar

na motivy populdrni knihy Karla Capka a byl kombi-
paci redlnych zabéra §ténatka s ploskové animovany-
mi pithéhy pejski, kreslenymi roméZ M.Stépankem.

Mistrnym dilem potrnkovského obdobi loutkového
filmu byla pak poetickd pohadka Jablotiova panna
(1973), které dali Stépankovi aktéii a dekorace
kouzelnou vytvarnou atmosféru. Baladickd Romance
z temnot {1985). realizovana v koprodukei s National
Board of Canada, s nimZ i s Normanem McLaren
mé Pojar dlouholeté pracovni i pratelskeé styky, je
kombinaci loutkovych aktérii se Spendlikovou tech-
nikou, jiZ jsou animovany ostatn{ sloZky filmu.
Vytvarnikem 8pendlikovych pléten je Kanadan
Jacques Druin.

Svébytnou strankou Pojarovy tvorby jsou satiricke
morality natitené ploskovou technkou. Prvn z nich,
Co #iZala netusila,aneb Antidarwin (1969), je jesté
realizovana vytvarnikem Miroslavem StSpankern.
Vytvarnikem daldich satir luzologie (1969),

Inspired by Trnka’s book Garden, Pojar pro-
duced another successful five-part series of relief
films, whose artist was once again Miroslav
Stepanek. The seven-part serial Dasenka, from
Capek’s popular book, is a combination of real
shots of a puppy with two-dimensional animated
stories about dogs, also drawn by Miroslav
Stepanek. :

The masterpiece of post-Trnka puppet film, how-
ever, was the poetic fairy-tale “The Apple Maiden”
(1973), which Stepanek’s characters and back-
ground gave a magical atmosphere. The balladic
“Imagery in the Darkness” (1985) was made in co-
production with the National Film Board of
Canada, with whom as with Norman McLaren
Pojar had many years of contact, both on a pro-
fessional and on a personal level. It combines
puppet characters with a pinhead technique
which is used to animate the other components
of the film. The creator of the pin boards is the
Canadian Jacques Druin.

Some of Pojar's most individual work can be seen
in his two-dimensional satires. The first, “What the .
Earthworm Didn’t Guess, or Antidarwin” {1969) was -
also made with Miroslav Stepanek. The artist for
the other five satires, “Ilusology” (1969), “Balablock”
E1973;, “Why Do We Have Dogs?” (1979), “Boom”

1979),

and “If" (1981) was Pojar himself. Pregnant with
ideas, full of witty metaphors and with a lively dra-
matic flow, these films won many festival awards.
Although Pojar was not himself an artist first and
foremost, he was the only person who during
Trka’s life and after his death devoted himself
purposefully to classical and relief puppetry

and to developing it further.
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Balablock (1973), Pro¢ mé, ¢lovék psa? (1979); Boom
{1979) a Kdyby ...(1981) je Pojar sam. Také tyto filmy
ziskavaji pregnantnosti svych myslenek, viipem
metafor a Zivym spadem Fadu festivalovych vaviind.
Agkoli tedy nebyl Pojar sém 4 priori vytvarnikem, byl

*= he director and animator Josef Kluge also

- created puppet films in Pojar's studio. His
first success was “The Courageous Chicken’
(1960 artwork by Milos Nesvadba), which with its

. simple and direct style won the Golden Lion at

"

Dal3i promény filmové loutky
v Ceském filma

T a Trnkovu tvorbu navézal jako reZisér fil-

Further developments
in post-Trnka puppet film

2 he director, film critic and theorist Jaroslav
'+ Bocek also took his lead from Trnka's work.

L

movy kritik a teoretik Jaroslav Bocek, jenZ
21 spolu s citlivou vytvarnict Dagmar Berkovou
realizoval filmy Svatopluk a jeho synové(1968),
Vdova z Effezu (1971) a TH etudy pro animétora
(1977), z nichZ zejména prvni a posledni ziskaly vy-
znamnd ocenéni. Jeho dalsi dva loutkové filmy,
natodené s vytvarnikem Zdeitkem Pilafem, Sochafka
z Poli¢ky (1970) a O stateéné Kagence (1972) se jiz
od trnkovské poetiky znacéné vzdalily a Bocek pak
natodil uz jen ploskové a kreslené filmy, z nichZ
upoutaly Roman mourovatého kocoura (1977,

vit. Jiti Salamoun), Och, Shetlandy (1978, vytv. Jifi
Kovaiik) a Muzikantska (1980, vytv. J. Kalousek).

Venice. Two contemporary satires, “Small But Mine”

{1962)-and “The Reliable Grandfather” {1863), whose

artwork was also done by Miroslav Stepanek, con-

tributed to the development of the contemporary

puppet. Other remarkable puppets were those of

Kamil Lhotak in Kluge's lively science-fiction film,
. “Xanthippa and Socrates” (1961).

Between 1961 and 1965 Kluge, together with the
artist Jan Brychta, made three witty puppet adapta-
tions of O. Henry’s stories “Life’s Mischief”, “Black
Bill's Hideout” and “The Policeman and the Chorale”.
Qther fierce satires, “Why Do We Not Have Feet?”
(1967) and “Our Faithful Love” (1967}, “Slanderers”

jedinym, kdo se za Trnkova Zivota i po jeho odchodu
vénoval cilevédomé klasicke i reliéini loutce a jejimu
dalimu vyvojl.

L Together with the sensitive artist Dagmar
Berkova he made three films, “Svatopluk and His
Sons” {1968), “The Widow of Ephesus” (1971) and
“Three Studies For an Animator” (1977), of which the
first and the last won notable awards. His other two
puppet films, made with the artist Zdenek Pilar, “The
Sculptress for Policka” (1970}, and “Brave Kacenka”
(1972) were already some distance away from the
Troka tradition, and Bocek thereafter made only two-
dimensional and cartoon films, of which “The Story
of the Tabby Cat” (1977, artwork by Jiri Salamoun), -
“Och, the Shetlands” (1978, artwork Jiri Kovarik) and

Pojarové studiu se na loutkovy film zamégil
také reZisér-animéator Josef Kluge. Prvnim
jeho tspéchem bylo Statetné kufatko (1960,
vyiv. Milo Nesvadba), které svou prostotou a
srde¢nosti ziskalo Zlatého lva v Benéfkéach. Dvé
soudasné satiry, Malé ale moje {1962) a Solidni
dédecek (1963), jejichi vytvarnikem byl M. Stépének,
piispély k vyvoji typologie soucasné civilni loutky.

Pozoruhodné byiy f loutky Kamila Lhotaka v
Klugeové rozverné science-fiction Xantlppa a
Sokrates {1961).

V letech 1964-65 natadi Kluge s vytvarnikem
Janem Brychtou i vtipné loutkové adaptace povi-
dek’ O’'Henryho Pofouchlé skotadinky Zivota,
¢erného Billa a Policajt a choral. Na dalich bFitkych
satirach Pro¢ nemame noZicky? (1967), Vérné nase
milovani (1967), Pomlouvaéi (1967)

a Pomocnici (1968) pracuje s vytvarnici Hanou
Stépanovou a kombinuje v nich reliéini loutku

5 ploskovou technikou. Ploskové technologii zistava
pak vérny i v sedmidilném serialu piib&ht z oblasti
“myslivecké latiny” Pozor, zde se stfili! (1972-78),
temperamening kresleném Frantifkem Skalou

a ve 26ii dilnych pf{bézich Kocoura Mikese
(1970-77), vychazejicich z knizky a obrazki

Josefa Lady.

Vyznamné se v POJarove studiu pledstavil
i Jaroslav Zahradnik, jenZ ve svych tfech rozmarnych
groteskach Hlinak (1972), Spacir (1972) a Na $pagitd
(1973) pracuje s moduritovou loutkou, animovanou
meodelaci, Byl jednim z méla disledné autorskych

- typi v oblasti Joutkového filmu a jeho tak ohavni

(1967), and “The Helpers” (1968} Kluge made with
the artist Hana Stepanova; they combine relief pup-
pets with two-dimensional technique. He stayed
with two-dimensional technique in the seven-part
serial using hunter’s stories “Walch Out, Shooting!”
(1972-78) with lively drawings by Frantisek Skala,
and in the 26 part “Mikes the Cat” stories, inspired
by Josef Lada’s books and pictures.

Another director who made successful films in
Pojar's studio was Jaroslav Zahradnik In his three
capricious and grotesque films “The Clay Man”
(1972), “The Walk” (1972} and “In the Spaghetti”
(1973) he worked with animated models. He was
one of the few really creative types in the field of
puppet film, and his disgusting and yet beautifully
human characters influenced a whole galaxy
of Czech and foreign artists after his early and
tragic death.

< " « uge PR . v i Dy Doubkova
a prece krasné lidsti akiéfi ovlivnili po jeho predéas- i el A osadlo
né tragické smrti celou plejadu tviired domécich a jeho synové “The Tinder Box”
i zahraniénich. “Svatopluk

and His Sons”

“Musical” (1980, artwork J. Kalousek) were especially
eye-catching. :




Lubomir Bene$
Muzikant a smrt
“The Musician and Death”

ezil loutkového filmu se vénovala rovnéz
vynikajici Trnkova animatorka Vlasta Pospi-
| glova. Ve filmech O Marysce a V1éim hrad-
I (1979, vytv. DBerkové) a Pani Bida (1983, vytv.

_ &arkea Vachova) , se Gspésné soustfeduje na akénost
;j pondkud horrorové romantiky pohadek, jejichz
it moralka je vZdy ¢ernobile nekompromisni. Ne fak
v daliich rozmarnych pohadkach Jana Wericha
Lakoma Barka (1988} a Az opads listi z dubu (1992}
plnych pochopeni pro svizele lidského mijeni
; a vrikavost clovicich povah. PospiSilové se v nich
& prostidnictvim vyraznyeh loutek a dekoraci Petra
Poge piné zaméifuje na charaktery svych aktéri

a na tragigrotesknost jejich pifbéhi. Dochézi tak
opét k dokonalé jednoté autora predlohy a vytvarni-
ka s refisérem a animatorem nejen v poloze a Zanry,
ale i v temperamentu a dikel.

Vlasta Pospisilova
T etudy pro animatora
“Three Etudes for the Animatoer”

mka’s animator Vlasta Pospisilova also
directed puppet films. “Maryska and Wolf
Castle” (1979, artwork by Dagmar Berkova)
and “Lady Poverty” (1983, artwork by Sarka Vachova)
are romantic stories with an element of horror,
whose moral is always uncompromisingly black and
white. This is not so in her films of Jan Werich's
whimsical stories “Mean Barka” {1988) and “When
the Leaf Falls From the Oak’ (1992), which are fuil of
understanding for human vicissitudes and fickleness.
With the expressive puppets and background of Petr
Pos, Pospisilova focuses on the natures’ of her char-
acters, and on the tragic grotesqueness of their sto-
ries, She manages to achieve a perfect unity between
the author of the literary work, the artist, director
and animator, not only in tone and the genre, but
also in spirit and diction. _—

Ivan Rent
Strazce Majiku
“The lighthouse Keeper”

podstaté Trukovou cestou Sel ve svyeh tfech
tspésnych loutkovych filmech Krél a sk¥itek
* | (1980), Muzikant a smrt (1984} a Rohy (1986)
také animator Lubomir Benes, jehoZ napaditym part-
nerem byl vytvarnik Jan Tippman. Také tyto filmy
z_[skaly fadu cen a pfispély k udrzeni pozic ¢eské
loutkové tvorby.

ozomho@ou expresivné stylizovanou lout-
ku vytvofila i vytvarnice Milada Kucerova
a znamenité ji uplatnila v povéstech z déjin
mésta Prahy O mistru Hanugovi (1976), Faust(v dam
(1977, re# (.Seko), Daliborka a Jeruzalémska ulice
(1978, re. Ivan Reng).

Petr Pos
Lakoma Barka
“Mean Barka”

ubomir Benes was another director who

was essentially following Trnka’s path with
his three successful puppet films “The King
and the Goblin” (1980) “The Musician and Death”
(1984) and “Horns” (1986). His resourceful partner
was the artist Jan Tippman. These films also won

a number of prizes, and coniributed to Czech puppet
work majntaining its position.

he artist Milada Kucerova created some
remarkably expressive stylised puppets,

: 1 and used them to great effect in stories from
the history of Prague, “Master Hanus” (1976}, “Faust's
House” (1977, directed by G. Seko), “Daliborka” and
Jerusalem Street” (1978, directed by Ivan Renc).




Garik Seko
O mistru Hanusovi
“Master Hanus”

yznamné byla ndkdy | ojedinéla dila téch
reZiséril a vytvarniku, ktefi se jinak prevaz-
¢ né vénovali jinym oblastem animovane tvor-
by. Mezi né patfi pfedeviim Johannnes doktor Faust
(1958) reziséra Emila Radoka a vytvarnika V.Benese,
revokujici kouzle. starych marionet. Pozoruhodné
bizarni loutky vytvofila animatorka Stanislava
Prochazkova pro komickou operku O kominku zed-
niky lagkovné nakfivo postaveném (1968), kterou
lispésné reZfroval jeji muZ animator Pavel Prochaz-
ka. Vytvarnik Radek Pilaf pracoval v Pisnicce

pro sklitka (1967, reZ. VBedfich) s akiéry ze sklené-
nych stieptl. Vynikajici kresli¢ Adolf Born navrhi
romantické loutky k celoveéernimu filmu Robinson
Crusoe (1981, re Stanislav Latal). Moderni fan-
taskné groteskni loutky vytvofil pro Renciv film
StraZce majaku vytvarnik Jaromir Gal. Plnokrevné
vtipné loutky i anekdotizované dekorace navrhla
pro svou andersenovskou pohédku Kiesadlo (1985)
vytvarnice a rezisérka Dagmar Doubkova. I tento film
sklidil fadu mezindrodnich cen.

noteable puppet film was sometimes pro-
duced by directors and artists who otherwise
devoted themselves largely to other areas of
animated work. Among these are “Johannes Doktor
Faust” (1958), directed by Emil Radok, artwork by.

V. Benes, which recalls the magic of old marionettes.
The animator Stanislava Prochazkova created some
remarkably bizarre puppets for the comic operetta .
“The Chimmey Built Awry By the Waggish Bricklayers”
(1968), which was successfully directed by her husband,
the director Pavel Prochazka. The artist Radek Pilar
worked on “A Song for Glass Splinters” (1967, dir. .-

V. Bedrich), whose characters are bits of broken glass.
The brilliant draughtsman Adolf Born created some
romantic puppets for a fulllength film, “Robinson
Crusoe” {1981, dir. Stanislav Latal), and the artist
Jaromir Gal made some modern, fantastically grotesque
puppets for Renc's film “The Lighthouse Keeper”. The
artist and director Dagmar Doubkova made full-blooded
and witty puppets and a jocular background for her
version of Andersen’s fairy-tale “The Tinder Box’,
which also won several international awards.

Renesance
lﬂ'esleného
filmu

ravé tak, jako neni vyvoj
¢eského loutkového filmu
determinovan jednotnou kon-
cepci, ale soucasnym osobitym postojem,
spojenym jen potiebou sdélit a zauj-
mout, je i vyvoj ¢eského kresleného
filmu jednotny jen v téchto svych findl-
nich aspektech. A snad je to prave ona
povéstnd, goetheovska “Lust zu fabu-
lieren”, chuf vypravét, kterd je tak
charakteristicka pro ¢eské animované
filmy a ktera je jednou z hlavnich pficin
jejich Gspéchti. Mnohé filmy ocenéne
ve svétovych soutéZich sledujeme

s obdivem pro jejich myslenkovou kon-
strukei ¢i pro jejich vytvarné hodnoty,
musime je viak pfece jen jaksi deSifro-
vat s jistou obavou, neni-li chyba v nés,
jsme-li dostate¢né chapavi, U eskych
filmd tuto obavu nepocitime téméf
nikdy. Af jde o prostou détskou
hFieku, o dramaticky piibéh &

o psychologickou sondu, vhimame
ji vétsinou tak citové spontanné, jak
je spontanné a temperamentné vyjadie-
na. I kdyZ se ani ona ob¢asnym
“pachatelim uméni” nevyhnula

zeela, ohrozovala, jeji slabsi ¢ést spiSe
suverénni profesionalita primérného
femesla, kterd “vyrabéla” zpravidla rych-
leji a levnéji, neZ skutecny talent.
Koncem padesétych let se vak i

Pavel Koutsky
At Zije mys
“Long Life The Mouse”

“kresleny film po desetiletém Gtlumu

probouzi k Zivotu naraz
a na vysoké urovii.

-]

The renaissance
of .cartoon
film

ust as the development of
Czech puppet film was not
8 determined by a unified con-
ption, but by a contemporary and per-
sonal attitude, connected only with the
need to recount and to captivate, the
development of Czech cartoon film was
only unified in its final aspects. It is pos-
sibly just this Goethian “Lust zu fabu-
lieren” - the desire to tell stories - which
is so characteristic for Czech animated
film and which is one of the main cans-
es of its success. Many of the award-
winning films in international competi-
tions are looked upon with wonder for
the construction of their ideas or for
their artistic value, but we have to as it
were decipher them, with a certain fear
that if we cannot understand them prop-
etly then it is we who are at fault. In
Czech films we hardly ever encounter
this fear. Whether they are children’s
films, dramatic or psychologically prob-
ing stories, we perceive them for the
most part with feelings as spontaneous
as those which are expressed In
them. Even if Czech animated
film has not totally avoided the
“perpetrators of art’, its weaker part has
been more threatened by the sovereign
professionalism of average crafisman-
ship which “produced” quickly and
cheaply than real talent. At the end of
the 19508, however, even cartoon film,
after being stifled for ten years, came to
life at once and rapidly attained a high
standard. -




Eduard Hofroan
Stvoireni svéta
“The Creation of the World”

Eduard Hofman

Umdlecky vedouct Studia Bratil
v triku Eduard Hofman upozornil
na sebe rezii prvniho celovecerniho
kresleného muzikalu”Stvofeni svéta
(1958), inspirovaného cyklem kreseb
frrancouzského kreslife Jeana Effela.
O rok pozdgiji realizuje experimentaln
satiru Tucet mych tatinkd, na jejiz tvor-
bé se podili dvanéet vytvarnikil, V letech
1959-73 natadi sedmidilny cyklus pohé-
dek na motivy Karla Gapka, vychézejici
vjtvamé z llustraci Josefa Capka. Hof-
man je pfedeviim vynikajicim organiza-
torem , jen% se pozdéji vénoval Hzeni
hraného filmu, zakladal hranou i ani-
movanou tvorbu televizni, pfednéasel na
Vysoké Skole uméleckoprimyslové atd.

Eduard Hofman

The artistic director of the Trick
Brothers Studio, Eduard Hofman, drew
attention to himself with a spirited full-
length cartoon musical, “The Creation of
the World” (1958), which was inspired by
a series of drawings by the French artist
Jean Effel. A year later he made the
experimental satire “A Dozen of My
Fathers”, in which he was helped by
twelve artists. Between 1959 and 1973
he made a seven-part series of stories
from Karel Capek, whose artwork came
from Josef CapeK’s illustrations. Hofman
was above all an outstanding organiser,
who later devoted himself to directing
feature films. He was a founder of acted
and animated film for television and lec-
tured at the College of Applied Arts.

Jiri Brdecka

Roku 1958 se vraci ke kreslenemu
filmu jako scéndrista a reZisér duchaplny
a kultivovany Jiii Brdecka, kreslif-
samouk a znamenity filmovy kritik & teo-
retik. V ironické historii letectvi
Jak se ¢lovék naudil 1état
spolupracuje opét s Kamilem
Lhotakem a kombinuje v ni
kreslené animované
sekvence se starymi doku-
mentarnimi snimky. Padnou
a dynamickou protivalecnou
satiru Pozor! (1959) realizuje
s vytvarnikem Zdenkem
Seydlem pravé tak, jako
&irokothlou filozefickou
tvahu Rozum a cit (1962},

§ Vratislavem Hlavatym natad

pro spoleénost Rembrandt-Film Miroslav Iﬁ’;igﬁ“ek
ironickou persiflaZ americké country- "A Revenge"
pisné M{j milatek Clementine (1 959) Pifpravnd kresba

a s Jaroslavem Malakem dal3i pisefl
pro tutéZ produkci Zimrzly dfevar,

Na Spatné namalované slepici (1963)
pracuje Brdecka s Maldkem a se
Seydlem a vznika tak jedna z nejvtip-
ngjsich obZalob tupé amiizi¢nostl oslava
fantazie a imaginace, vyznamenand osimi
cenami a v sedmdesatych letech staZena
z distribuce v kinech. Neméné tisp&sné je
i elekgické Blaho lasky (1966), jehoZ
citlivym vytvarnikem je Jifi Trnka a které
je i posledni Trnkovou filmovou praci.
Maly piibéh pavouka a jeho piitele
basnika Ladaska.(1978), jehoZ vynika-
jicim interpretem je grafik Jifi Salamoun,

“je zase drastickym odsouzenim lidského
nevdéku. Vytvarnym 1 filmovym skvostem
je parafréze horrorové povidky Gérarda
de Nervala Pomsta, jejim vytvarnikem je
Miroslav Stépéanek.

Kromé téchto klasickych kreslenych
film realizuje viak Brdecka 1 takove,

Jiri Brdecka

In 1958, the lively and cultivated self-
taught draughtsman and film critic Jiri
Brdecka returned to cartoon film as a
scriptwriter and director. In a satirical
history of flying, “How People Learnt to
Fly”, he once again worked with Kamil
Lhotak, combining cartoon animated
sequences with old documentary pic-
tures. With Zdenek Seydl he direcied the
cogent and dynamic anti-war satire :
“Watch Qut!” as well as the wide-screen
philosophical reflection, “Reason and
Emotion”. With Vratislav Hlavaty he
made a parody of American country
songs, “My Darling Clementine” (1959) for
the Rembrandt-Film company, for whom
he also made another song with Jaroslav
Malak, “The Frozen Woodcutter”.

In “The Incorrectly Drawn Hen” (1963}
Brdecka worked with Malak and Seyd!
to create one of the most witty indict-
ments of obtuse philistinism, a celebra-
tion of fantasy and the imagination
which won eight awards but in the 1970s
was withdrawn from cinemas. Equally
successful was his elegiac “The Blessing
of Love” (1966), whose artist was the
sengsitive Jiri Trnka, and which was
Traka’s last film work. The small story of
a spider and his poet [riend, “Loooove...”
(1978), outstandingly drawn by the artist
Jiri Salamoun, is a drastic condemnation
of human ingratitude. “Revenge” is a
paraphrase of Gerard de Nerval's horror
story which is a gem of both art
(Miroslav Stepanek) and film work.

Besides these classie cartoons,
Brdecka made many in which animation
was more secondary, and which could
be categorised as artistic film poems.
Among these are several films which
were composed around national or folk
songs such as “Slovce M” (1964, artist



Ludmila Jirincova), “Up to the Hunts-
man’s Watch” (1966, artist Frantisek
Braun) and “There Was a Miller on a
River” (1971, artist Eva Svankmajerova).
These films did not illustrate their texts,
but created in them their own pictorial
compositions and poetic visions. The
artistic composition is similar in the
classical myth “Metamorpheus” {1963,
artist Vladimir Kladiva) and Wilde's
short story “What I Did Not Say to the
Prince” (1975, artist Jitka Walterova).

part from thirty films which he
directed himself, and which
wom more than sixty important
awards, Brdecka worked on dozens of
other scripts for colleagues, including
screenplays for feature films. His great-
est achievement, however, was his ener-
getic development of the possibilities of
animated work, and in his exceptionally

Jiff Brdecka
Blaho lasky
“The Blessing of Love”

v nichZ je animace spie sekundérni

a které bychom mohli zafadit do oblasti
ryzi vytvarné filmové poezie. Patii mezi
né predev§im filmy, komponované

na nérodni nebo lidovou pisen, jako jsou
Slévee M (1964, vytv. Ludmila Jifincova),
Do lesitka na ¢ekanou (1966, vytv.
Frantiek Braun) a Jsouc na fece mlynar
jeden (1971, vytv. Eva Svankmajerova),
které jejich texty neilustruji, ale vytvareji

k nim vlastni obrazové skladby a poe- Zdefr,flzcoifydl cultivated interpretations, whether on
iické vize. Podobné je vytvarné kom- “Attention!” the level of satirical invective, lively

bagatelles, profound reflection or visual
poetry. The music of his films is never
a passive accompaniment to the action,
but is a dramatic element in its own

ponovana i anticka baje Metamorfeus
(1963, vytv. Vladimir Kladiva) a Wildeova
ovidka Co jsem princi nefekla
1975, vytv, Jitka Walterova).

romé tficetl film, které sam
reziroval a které ziskaly

) na Sedesat vyznamngch cen,
pracoval Brdetka na desitkéch ndméta
a scénard svyeh kolegi § na fadé
scénafl hranych filma. Pro kresleny film
objevil desitky vytvarnikd a fadu novych
poloh a postupd. Jeho nejvatsi piinos
byl viak v dusledném rozvijeni specifiky
animované tvorby a v jeji mimofadné
kultivované interpretaci, at uZ v poloze
satirické invekiivy, rozverné hratky,
hiubokého zamysleni & obrazové poe-
tiky. Hudba v jeho filmech nikdy pasivné
nekolorovala déj, ale byla adekvatnim
dramatickym prvkem, umochujicim jak
myslenku filmu, tak jeho vytvarnou polo-
hu. Ackoli Brdeéka své filiy aZ na jedi-
nou nepodstatnou vyjimku nikdy sém
nenavrhoval, ackoli vZdy znovu peclivé
volil optimalniho v¥tvarného interpreta
téktere latky, je jeho vytvarny podil

na véech jeho filmech nezaménitelny

a neoddiskutovatelny. Nékdy mivame
dokonce pocit vyslovené autorského
filmu a jen téZko mizeme rozlisit, jde-li
o dilo skladatele i dirigenta. Patrné je
jako autor a scénarista skladatelem,
jako rezisér dirigentem. Rada
Brde¢kovych praci patfi nesporné

do zlatého fondu

dé&jin svétové

animované tvorby.

Spatné namalovana slepice
“Incorrectly Drawn hen”

Jaroslav Malak

®
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Kamil Lhotak
Jak se &lovék naudil 1état
* o a0 Yet They Fly”

right, giving power both to the film’s
ideas and to its artistic tone. Although
Brdecka never directed his films himself,
with one non-essential exception, and
although he always carefully chose a
new artist for each film who could best
interpret its material, his artistic share
in all his films is irreplaceable and
indisputable. One sometimes even gains
the feeling of an actual author’s film,
and it is difficult to tell whether it is the
work of a composer or a conductor. As
author and scriptwriter he is the com-
poser, as director the conductor. A num-
ber of Brdecka’s films belong indis-
putably to the golden treasury of world
animation.



|

Viclav Bedfich

Jinou vyznamnou polohu v kresleném filmu
reprezentuje Vaclav Bedfich. Zaginal rovnéz v AFITu
(Ateliér Filmového triku), progel reZii animovanych
reklam a agitek i nékterych omyli padesatyeh let.

V zakazkovém oddéleni kresleného filmu natodil jako
vedouel animator a rezisér ve spolupraci s Gene
Deitchem desitky dilii populdrnich serjatll jako
Namoinik Pepek, Tom a Jerry, Madlenky atd.

Do dnesniho dne je podepsan pod tiemi sty tituly

a je pokladan za mistra profesiondlni suverenity.
Touto definici by viak byl jeho vyznam znacné
zkreslen. Také Bedfich.podstatné piispél k vyvoji
nejrizndjsich technologii a Zénri. Jeho doménou byl
film kresleny a satiricko-groteskni humor, experimen-
toval viak podnétn i v oblasti filmové loutky, pfived]
k dokonalosti technologii plogkového filmu a dovedl
byt i poeticky a dramaticky. Ackoll byl zruény

Vaclav Bedfich
CtyFicet dgdedki
“Forty Old Men”

Vaclav Bedrich |

Another important place in cartoon film is taken
by Vaclav Bedrich. He also began in the Film Trick
Studio (AFTT), directed several advertisments and
propaganda campaigns, and several mistakes of the
1950s. In the bespoke cartoon department, as head
animator and director working together with Gene
Deitch he made dozens of episodes of the popular
serials “Popeye the Sailor”, “Tom and Jerry”,
“Madlenka” and so on. His credits today number
three hundred titles. and he is considered a master
of technigues professional sovereignty. This definition
would, however, considerably distort his significance.
Bedrich also made an essential contribution to the
development of all sorts of techniques and genres.
His domain was the satirical and grotesque cartoon,
but he also experimented conceptually in the area of
puppet films, brought two-dimensional techniques to

Vladimir Jiranek
Pivo pfes ulici
“Beer to Go”

kreslif, objevoval pro své filmy vidy nové vytvarniky,
jimZ pomohl pochopit podstatu potfeb animace.
Jeho filmyCtyticet dédedki (1962, vytv. M. Stéps-
nek),Posledni vystiel (1963, vytv. Vratislav Hlavaty)
a triptych pifbéht Stivensova Kamendade Bila
(1964-72, vytv. M.Stépanek) byly prikladnymi proto-
typy modern{ crazzy-grotesky. Sedmidilny ploskovy
serial parodif na laciné horrory Smrtici ving
(1969-76, vytvarnici Vlad Kladiva, Jaroslav VoZniak,
Frantisek Braun } mél vynikajici atmosféru, gagy,
animaci, hudbu a vtipnou story. Se znamenitym kres-
lifem Vladimirem Jirdankem vytvoril dokonalé,
soucasné a lidské minigrotesky Automatic (1975),
Pivo pies ulici (1974), Dobré jitro (1975), Dékujeme,
panové (1976} a Gspésny napadity détsky seriél Bob
a Bobek, kralici z klobouku (1978-80).
. S vyraznym & osobitym modernim grafikem Jifim
Salamounem natodil nejprve adaptaci slavné
Cechovovy povidky Kastanka (1976) a v letech

perfection, and managed to be both poetic and dra-
matic. Although he was a skiliul drawer, he always
found new artists for his films, whom he helped to
?nderstand the fundamental requirements of anima-
ion.

His films “Forty Old Men” (1962, artist Miroslav
Stepanek), “The Last Shot” (1963, artist Vratislav
Hiavaty) and the triptych of Stiven’s stories “Strong
Bill" (1964-72, artist Miroslav Stepanek} were proto-
types of the modern mad grotesque. A seven-part
two-dimensional serial parodying cheap horror sto-
ries, “The Deadly Odour” (1969-76, artists Vladimir
Kladiva, Jaroslav Vozniak, Frantisek Braun) had an
outstanding atmosphere, gags, animation and music
and a witty story. Together with the well-known car-
toonist Vladimir Jiranek he made perfect, contempo-
rary and human mini-grotesques, “Automatic” (1975)
“Beer to Go” (1974), “Good Morning” (1975), “Thank
You, Sirs” (1976} and the successful




Jiil Salamoun
Maxipes Fik
“Maxidog FIK"

1975-80 osmadvacetidilny seriél I\ﬂa;;ipes Flk jeni se
stal svou vytvarnou lapidarnosti, Zvym sipgdem akel
a point jednim 2 nejlepsich a nejlispésnéjsich tele-
viznich “veternicki’”.

1 aké Bedfichovy filmy zfskaly ve svété fadu
| cen. Jodté votiim piinosem vSak byla
pro vyvoj ceske animované t\_forby Bedficho-
va schopnost spojent dokonalé prpf§§1onahty_s tem-
peramenterm, rytmem a citem, s nimiz tlllmOé}l nove
polohy & Zénry. Jeho filmy jsou temer yzdy @wgckg,
akéniale nikdy podbizivé. Bedfich _talf.e mamlmalne
uplatiiuje osobitost vytvarnika, s nimz pracuje

a pece je 1 jeho reZijni rukopis nezvamemtglny. N
Byl snad prvni, kdo pochopil a’plne upla!;nll’nez yi-
nou odlignost vytvarného pojeti pro televiznd
obrazovku a filmové platno.

and well-known childrex(ls s%rgaé,] “Bob and Bobek,

its in the Hat™ (1978-80L .
th%?%b&e expressive and individual modem'graphlc
artist Jiri Salamoun he first made an adaptation of
Chekhov's famous short story, Kashtanka [1976),' and
between 1975 and 1980 they made the twenty—e_zlght
part serial Maxidog Fik, whose pithy artwork, lively
action and punchlines made it one of tl_le hest and
most successful television bedtime stories.

= odricly's films often won several awards
abroad. However, of even greater benpﬁt to
the development of Czech apimat_ed film
was his ability to join perfect profes.smnah'ty with the
temperament, thythm and feeling with which he
interpreted new genres. His films are almost always
full of action and are aimed at audiences hut do not
try to court them. Bedrich also brings out the person-
ality of the artist to the full, and yet his own directot-
ia} signature 1s unmistakeable. He was perhaps the
first who understood and fully exercised the essen-
tial difference between the creative needs of televi-
gsion work and that for the large screen.

Zdenék Smetana
Viehochlup
“Bit-of-all-hair”

Zdenék Smetana

? eméné plodnym a frekventova-
nym reZisérem byl i animéator

I a vytvarnik Zdenék Smetana.
eZijiné debutoval v padesatych letech
nékolika reklamnimi filmy a v Sedess-
tych fadou Uspésnych osvétovych agitek,
jichZ byl i vytvarnikem. Ve volném cyklu
Romanetio, Lahev a svét, Vénec, Degtnik
a Brejle (1963-64) vytvoril vdénou po-
stavu vééného smolare. Tyto bravurng
animované “smutné” satirické protesky
maji vytvarny ptivab a dojemné lidské
dimenze.

rozvernych lidovych pohadkéch
Voda &erstvosti (1966) a Vieho-
chlup (1978) pracuje v podstaté
s reliéfn{ loutkou a s pluokrevnym
humorem. Usp&$né jsou i jeho dalsi
kreslené satirické morality Prométheus
(1965), Problematorium (1967),
Lukostielci {1968) a Konec krychle
(1979). Sestadvacetidilny televizni seriél
Pohadky z mechu a kapradi s dstfedni-
mi hidiny lesnimi skiftky Kfemilkem

a Vochomiirkou patfil rovnéz k tém
nejoblibenéjsim. Dobte byla pfijata

i celovegerni Smetanova pohadka

Mal4 Earodéjnice (1983). Méng

zdafilé byly pak nékteré Smetanovy
pokusy o politické alegorie, zcela cizi -
charakteru animované kinematografie.
Smetanova tvorba byla tedy pod- ‘
nétnd predevsim tam, kde
vychazela z vlastnich tviréich
zaméri a kde pFispéla

k vnimavé lidské drobnokreshé
a k zvyraznéni absurdnich kon-
flikth rozumu a citu.

Zdenék Smetana
Kubula a Kuba Kubikula
“The Bear and the Ghost”

Zdenek Smetana

he animator and artist Zdenek.
Smetana was also a prolific

2 1 director. He made his directori-
al debut in the 1950s with several adver-
tisements, and in the 1960s with a num-
ber of successful educational campaign
films, of which he was also the artist. In
the loosely-linked series “Romanetto”,
“The Bottle and the World”, “Wreath”,
“Umbrella”, and “Spectacles” (1963-64)
he created the rewarding character of
the eternal loser. These brilliantly ani-
mated sad satires are full of artistic
charm and have a moving humanity.

n the lively folk tales “The

| Water of Freshness” (1966)

; and “Bit-of-all-Hair” (1978) he
worked essentially with relief puppetry
and with full-blooded humour. His other
cartoon satires, “Prometheus” (1965),
“Problematorium” (1967) “The Longbow
Archers” (1968} and “The End of a Cube”
(1979} were also successful. The twenty-
six part television serial “Tales
From Moss and Ferns”, whose
heroes, the wood sprites Kremilek
and Vochomurka, are two of the
eternal favourites. Smetana’s full-length
fairy-tale “The Little Witch” {1983) was
also well-received. Less felicitous were
his attempts at political allegory, which
was utterly alien to the character of ani-
mated film-making. Smetana’s work was
most interesting when it-stemmed from
his own creative interests, and when it
achieved perceptive human miniatures
and the heightening of absurd conflicts
between reason and feeling.



Reziséii - animatofi :
Kabrt, Lehky, Vystreil,
Latal Moigova, Capek

| nejagilnéidim reZisérim-animatorim patfil
?e?llcaég}oséf Kabrt a Vladimir Lehky.

Oba viak realizovali své filmy x{étsmou

i vytvarné a v této poloze pifli§ nevynikli. Kabrtv

na sebe upozornil skvéle animovanou p;’otlyalecnou
satirou Zelezny klobouk {196 1), rgahzam Wl}de(:yy
povidky Slavik a riZe (1 967), v nf% se pokusil oZivit
vytvarny rukopis Aubreye Beardsleye a §polppracl
na celoveternim plokovém koprodukénim ﬁlvmu’“ ‘
s Armorial-filmem-Paris Divokéa P]ane;ta, Jet}oz reZisé-
rem byl René Laloux a vynikajicim vytvarnikem
Roland Topor.

Frantisek Vystréil
O misto na slanci
“The Place in the Sun”

Director-animators:
Kabrt, Lehky, Vystreil,
Latal, Mozisova, Capek

o of the most agile director-animators
\“x;ere Josef Kab;tagland Vladimir Lehky.
However, both of them also crgaated most
of the artwork for their films, and in this area they
were less talented. Kabrt first drew attention fo him-
self with a brilliant animated anti-war satire, The
Iron Hat” (1961), an adaptation of Oscar Wilde's itory
“The Nightingale and the Rose’ (1?67], in _whlchf e
attempted to breathe life into the illustrations o
Aubrey Beardsley, and a full-length feature film
which he participated in and Whlch was “ma.d%};ll .
co-production with Armorial Film Paris, The Wi
Planet”, directed by Rene Laloux and with the

outstanding artist Roland Topor.

;s-
B
&

Viadimir Lehky
TH# muZl na rybdch
“Three Men Fishing”

namenity animator Vladimir Lehky zaujal
nejprve kreslenou groteskou T mu#i (1959)
i a kreslenym “polyekranem” Parazit (1960).
Tam, kde v8ak vySel ze scénéfe a vytvarnych navrhit
Jittho Tomana, vytvofil filmem Ptaci Kohaci (1965)
virtuozni mezni dilo kreslené tvorby, moderni gro-
tesku-bajku s hlubokym lidskym nabojem.

odobné vyznamnym dilem byla i rozmarnd
hricka reZiséra-animatora i vytvarnika Fran-
tiska Vystréila O misto na slunci (1959)

s mistrné anekdotizovanou myslenkou lidkého sou-
Ziti, realizovand prostou a jednoduchou cohlovskou
kresbou. Ziskala sedm vyznamnych zahraniénich
poct. Vystréil natocil pak jesté nékolik zdafilych
satirickych grotesek Start (1964), Ctverec (1965),
Kosmodrom (1969), Nazky (1970, vytv. Adolf Born)

a Citaty (1973, vytv. Jit{ Kalousek).

Josef Kabrt
Slavik a riiZe
“Nighiingale and Rese”

he distinguished animator Vladimir Lehky
first captured audiences with the cartoon
grotesque “Three Men”, {1959} and the mul-
tiscreen cartoon “Parasite” (1960). Then, using a
script and artistic suggestions by Jiri Toman, he
made a film called “Queer Birds” {1965), a virtuoso
landmark in cartoon work which is 2 modern fable
charged with a profound humanity.

similarly significant work was a quirky film
by the director-animator Frantisek Vystreil,
% “APlace in the Sun” (1959), with its master-
ul anecdotalised ideas about human co-existence,
made with simple drawings. It won seven important
foreign awards. Vystreil then made several success-
ful satirical cartoons, “Start” (1964), “Square” {1965),
“Cosmodrome” (1969) “Seissors” (1970, artist Adolf
Born) and “Quotations” (1973, artist Jiri KaJousek).

Stanislav Latal
. Nebudte mamuty
“Let Bleeping Mammoths Lie”




kugeny Trokdv animator Stanislav Latal se
reZijné nejvyrazngji uplatnil v trojici plosko-
 vych filmd Jak si opatfit hodné dité (1965),
Otylie a 1580 kanék (1965) a Nebudte mamuty (1967),
jejichZ bytostng sou¢asnym autorem byl Milos
Macourek a temperamentnim vytvarnikem Jan
Brychta. Tyto crazzy-morality vynikly kromé gejziru
znamenitych gagi viipnym a soucasnym pristupem
k dnes$nim détem. Roku 1981 realizoval jeSté Latal
néro¢ny celovederni loutkovy a ploskovy film Pibéhy
Robinsona Crusoe (vytv. Adolf Born) a roku 1986
dokondil dalsi tii epizody z Haskova Svejka, které se
viak nevyrovnaly pivodnim filmtim Trnkovym.

7 étskym divakim se také erudované véno-
vala animétorka Bozena MoZiSov4, jejiZ se-
rial pfib&ha malé Dorotky a jejiho papouska
{1971-78. vytv. J. Kalousek) byl Zivy a temperamentni.
nejlispssnéjsim a pottem dild nejdelsim
patii také kresleny seridl Ladislva Capka

a vytvarnika Radka Pilafe O loupezniku
umeajsovi (1967-81). Prosté piivabné pfibéhy plne
humory, fantazie, nevtiravé dobroty a Zivé kresby
doslova znarodnély. '

Jiff Toman
Ptaci Kohéct
“Queer Birds”

n experienced animator of Trnka's films,
Stanislav Latal's most distinguished director-
ial work was the trilogy of two-dimensional
films “How to Obtain a Good Child” (1965), “Otylie
and the 1,500 Inkspots” (1965) and “Let Sleeping
Mammoths Lie” (1967), whose intrinsically modern
author was Milos Macourek, with artwork by the
spirited Jan Brychta. These mad films with a modern
twist not only overflowed with jokes, but had also

a witty and modern approach to contemporary chil-
dren. In 1981 Latal made a demanding full-length
two-dimensional film, “Tales of Robinson Crusoe”
(artist Adolf Born), and in 1986 he made a further
three episodes of Hasek’s “Svejk”, which did not how-
ever equal Trnka’s original film version.

Radek Pilaf
0 loupeZniku Rumeajsovi
“Rumecajs, a National Hero”

¢ he animator Bozena Mozisova addressed
children without taiking down to them,

| and her “Dorothy and Her Parrot” series
(1971-78, artist J. Kalousek) was lively and robust.

nother of the most successful and longest-
runnng cartoon series was “Rumeajs the

| Highwayman’, created by Ladislav Capek
and Radek Pilar. These simple, engaging stories full
of humour, imagination, unobtrusive gentleness
made Rumecajs a national hero.

Scéndrista, vytvarnik animator:
M+B+D

! o této plejady hodnotnych

a vtipnych serialli patfi

L=<+ na jedno z prvnich mist také
dflo autorské trojice Macourek - Born -
Doubrava Mach a Sebestové, aneb
Utrzené sluchatko (1976-85). Milos
Macourek, basnik, spisovate! a scéné-
rista, je autorem vice neZ padesati na-
méti animovanyceh filmi, vZdy ducha-
plnych, svéZich a sou¢asnych. Adolf
Born, znamenity karikaturista, grafik

a ilustrator se na nemensim poctu filmil
podilel jako vytvarnik. Filmografie pfed-
niho animatora Jaroslava Doubravy neni
o nic chudsi. Mali Skolact Mach a Se-
bestové jsou “majiteli” kouzelneho
sluchétka, které umi spinit kazdé pfani.

..

Adolf Born
O utrZeném sluchatku

“The Torn-off Earphone” -

Scriptwriter, artist, animator:
M+B+D

n the midst of this galaxy

of valuable and witly serials
belongs “Mach and Sebestova”
(1976-85), the work of the Macourek -
Born - Doubrava threesome. Milos .
Macourek, poet, writer and scriptwriter,
is the author of more than fifty concepts
for animated films, which are always
ingenious, fresh and contemporary.
Adolf Born, the distinguished cartoonist,
graphic artist and illustrator played an
equally large role in the film as its artist,
while the work of the animator Jaroslav
Doubrava, is just as rich. Mach and
Sebestova are two children who own

a magic telephone receiver, which can
grant their every wish. This leads to

Adolf Born
Ze Fivota ptaki
“Bird Lives”




Adolf Born
Mach a Sebestova
“Mach and Shebestova’

7 toho vyplyvé i Fada situaci pravé tak
kazdodennich, jako zazratnyceh, vZdy
zabavnych, hovoricich k dneSnim détem
jejich Fedi. :

romé seridll vychézeji viak

z tohoto tak sehraného autor-
ského tymu i satirické morality,
gvendené desitkami festivalovych cen.
Co kdyby (1972), Ze Zivota ptakd (1973),
Nesmysi {1974), Hugo a Bobo (1975)

e Fivota déti (1977), Servis (1973),

O Matyldé s néhradni hlavou (1985) atd.
A jsou to pravé dila této trojice, kterd
nezvratné dokazuji, ze k tomu, aby i ta
nejhlubsi myslenka mohla byt tlumoce-
na poutavé, zdbavné a atraktivne, je tfe-
ba pFedevsim talent, imaginace a suve-
rénni profesionalita. To je i dalsi z prin-
ciph ¢eské koly animovaného filmu.

Adolf Born
0 utrZzeném stuchdatku
“The Torn-off Earphone”

a number of situations which are both
everyday and miraculous, and always
entertaining, speaking to today’s chil-
dren in their own language.

esides these serials, this well-
coordinated team produced
satires with morals, which won
dozens of festival awards. “What I£.”
(1972), “Bird Lives” (1973) “Nonsense”
(1974), “Hugo and Bobo” (1975), “Child
Lives” (1977), “Service” (1973), “Matilda
With the Spare Head” (1985) and sb on.
It is the work of these three people above
all which provides conclusive evidence
that the deepest thoughts can be translat-
ed in an engaging, entertaining and
attractive way, given talent, imagination
and professionality. This is another of
the principles of the Czech school.

Klady i zapory
prvniho
dvacetileti

ekli jsme jiZ, jak je nesnadné a snad

i nevhodné délit tak mladou oblast

.| umélecké tvorby generadng, slohove ¢
#anrové, Plesto jsou Sedesata léta obdobi, kdy pravé
tak vreholi a vyhraiuje se tvorba jejich zakladateld,
jako prichazi generace nova, nové hledani, objevy,
osobnosti, rukopisy. Nesporné je, Ze nejsinéji pod-
néty dal animované tvorbé v oblasti tématické, vy-
tvarné, technologicke 1 zanrové Jifi Trnka. Je viak
jesté prilis brzy na detu k tradici a mnohé ted vznikd
ve zdravé polemice s ni,

ové podnéty v kinematografiich demokratic-
I kych stath umoZnila realizovat konkurence
Fady produkei, kieré mély zajem pfichézet

s nééim novym, pfekvapivym, atraktivnim. Ve statnim
filmovém monopolu tento hnaci motor pochopitelné
chybél. Byl nahraZen, rozpolcen f brzdén touhou stat-
ni moci vystupovat v roli mecenade vyspelé, moderni
a svobodné umélecklé tvorby a potfebou propagovat
vlastni ideologii. Ta ovSem chtéla uméni vérné
pfirodé, délnické tfidé, posludné a bojové soucasné,
coZ byla pést na oko samé podstaté animovaného
filmu, tak hezstarostné, jizlivé, fantaskni i poetickeé.
Znamenité animované filmy pak nevznikly “protoze”,
ale “prestoze”.

do tedy animovanou tvorbu vlastné Fidil?
Kromé tu agresivni, tu zcela lhostejné statni
moci (agita¢ni a propagaéni oddéleni
UV KSC, ministerstvo kultury, Ustfedni Feditelstvi
Cs. filmu, Reditelstvi Kratkého filmu ..) byla to dra-
.Inaturgie, tedy instance v zapadnich kinematografiich
jako instituce témér neznidma a kierou lze pieloZit
mnohem internacionalnéj$im pojmem “redakece”. Tato
instituce, podezirand rovnéz z “intelektualskyeh po-
touchiostf”, se snaZila v permanentnim zépase s mo-
cf a v mezich moZngch financnich limith a kapacity
studii predevsim o dvoji: za prvé poznat talent

Positive and negative
aspects of the
first twenty years

e have already said that it is difficult and
perhaps also of no advantage to divide such
. a young art generationally, stylistically and
ally. Nonetheless, the 1960s were a time
when, just as the work of the art’s founders was
crystallising and coming to a peak, a new generation
was also arriving, looking for new things and making
new discoveries with new personalities and signa-
tures. It cannot be denied that the most powerful
stimuli were given to animation in the areas of
theme, artwoerk, technique and genre alike by Jiri
Trnka. However, it is too early to falk about honour-
ing a tradition, and there has also been something

of a healthy reaction against him in some areas.

i n democratic countries, cinema is given
new stimuli by the competition of produe-
~= 21 tions which want to come up with some-
thing new, surprising and atiractive, Under a state
film monopoly this driving force was understandably
absent. It was replaced and also braked by the
desire of the ruling powers to play the role of
Maecenas of developed, modern and free artistic
work, and the need to propagate their own ideology.
They wanted art which was faithful to nature and to
the working class, and which was both obedient and
fighting at the same time. This was a blow on the
head for the very essence of animated film, which
was carefree, caustic, imaginative and lyrical. The
most outstanding animated films then arcse not
because, but despite. .

278 ho, then, actually controlled animated film?
i1 Besides the sometimes aggressive, some-
iaf ] times entirely indifferent state (the propa-
ganda section of the Communist Party Central
Committee, the Ministry of Culture, the Central
Management of Czechoslovak Fiim, the Management
of Kratky film) it was the dramaturgy, an institution



a umoznit mu, aby se plné realizoval ve smyslu sve
vlastni osobitosti a jedine¢nosti. Za druh¢ vytvorit
takové organické proporce v animované tvorbé, aby
v ni nebyl zanedbén détsky divak, humor, kriticky -
nadhled i sebereflexe, poetiénost, vtipnd zabava,
naroény experiment. Dramaturgie schvalovala namé-
ty, scénafe, navrhovala vyrobni plan. Autorim typu
Trnky, Brdecky ¢i Svankmajera nikdy naméty neviu-
covala, ale fadé ostatnich poméhala vyhledavat
vhodné latky a seénaristy. Mezi ty nejlepSi patfili
Ivan Urban, Jifi Brdecka, Jan Werich, Milo$
Macourek, Vaclav Ctvrtek.

edkeré usili dramaturgie bylo ovSem silné
paralyzovano ve stalinskych padesatych
letech a znané omezeno v sedmdesétych
a osmdesatych letech husékovské normalizace, kdy
bylo jeji staré vedeni odvoléno a nahrazeno novym.
poslusnéjsim. Svou negativni roli sehréla viak

i absurdni honorafova politika. Vaichni animatofi byli
byt $patné placenymi zaméstnanci studia s nizkymi
prémiemi “od metrti”. NesmysIné malé byly 1 hono-
rafe za reZii filmi. Relativné slugnéji byt rovnéz
nezéavratné byly honoréfe za literdrni pipravu, tedy
za naméty, scénéfe, autorskd prava a za vytvarng
navrhy. Mnoz{ vynikajici animatori se pak piirozend
snazili 1 o reii podle viastnich ndmétd a vytvarnych
navrhit a snad jen zcela vyjimeéné se zdarem.
Podobné motivovanym nedvarem byla pak pozdéji

i snaha nékterych dramaturgii a vlivaych Ciniteld

o ynucovani vlastnich, jen zcela vyjimetné zdafilych
naméta a scénafd tvitrctim, pirozend Ze (ém slab-
&m, a to zejména v oblasti televiznich seridli

Jiif Toman
Ptaci Kohaci
“Queer Birds”

almost uknown in Western cinema, and which can
be best translated by the more international concept
of editors. These people, who were often nonetheless
seen by the state as suspicious intellectuals, were
engaged in a permanent power struggle with the
state, and within their financial confines and studio
capacities they tried to do two main things. The first
of these was to recognise talent and allow it to be
fully realised in accordance with the artist's own
individual personality. The second was to create a
kind of organic proportion in animated film, so that
no one part - children’s audiences, humour, critical
overview and self-reflection, lyricism, witty entertain-
ment or demanding experiment - was neglected. The
dramaturgs approved outline proposals and scripts,
and suggested a production plan. They never forced
subjects on artists of the calibre of Trnka, Brdecka
and Svankmajer, but helped many others to find suit-
able material and scriptwriters. Among the best dra-
maturgs were Ivan Urban, Jiri Brdecka, Jan Werich,
Milos Macourek and Vaclav Ctvrtek.

aturally, the efforts of the dramaturgs were
severely paralysed in the Stalinist 1950s,
and were considerably limited in the “nor-
malisation” hard-line years of the 1970s and 1930s,
when the old dramaturgs were dismissed and
replaced by new, more obedient ones. A negative
role was also played by the absurd royalties systerm.

- All animators were paid badly and by the metre as

employees of the film studios. Royalties for film
directors were also ridiculously small. What were
relatively higher, although not dizzyingly so, were the
royalties for literary preparation, in other words for
subjects, scripts, author’s rights and for artistic pro-
posals. Many excellent animators therefore naturalty
tried to direct their own subjects and artistic propos-
als, and it was only very rarely that this met with
success. A similarly motivated abuse was the later
attempt of some dramaturgs and influential authori-
ties to force their own, usually completely inept ideas
and screenplays on artists - naturally, the weaker
ones - especially in the area of television serials.

im v3im pak dochazelo i v monopolni
socialistické statni kinematografii k déleni
.animované produkee na wméleckou tvorbu
a komercn{ virobu. Ta prvni nam piinesla svétové
uspéchy, ta vznikala “pfestoZe” a tou se zde také
budeme jediné zabyvat. Jsme v8ak nucent pfiznat

i existenci t¢ druhé, pokleslé, realizované rychle

a levné tou tfeti, bezkonflikini a netalentovanou gar-
niturou . O té sv&t, bohudiky, téméf nevi.

A znovu: animator, rezisér, vytvarnik

7F Cem jeSté doplnit charakteristiku prvntho
(/| dvacetileti Ceske animované tvorby? Viim-

’ | néme s, Ze jedinymi dislednymi reZiséry
vytvarniky byli Jif Trnka, Zdenék Miler a Zdendk
S‘rgetanaq jedinym autorem, scénéristou a reZisérem
Jii Brdecka. Prakticky v§ichni ostatni reZiséfi vycha-
zeli z profese animétora a téméf vichni pracovali

Ii this, even under the state monopoly of
film-making, led to the division of animated
;-4 film into artistic and commercial work.

The first brought international recognition, arose
“despite”, and is all with which we shall concern our-
selves here, However, we are forced to mention the
existence of the second, degenerate kind, made fast
and cheaply by the third, unconfrontational and
untalented party yes-men. Of this work, thank good-
ness, the world knows almost nothing.

Again: animator, director, artist

hat then, is still needed to complete the list
of characteristics of the fist twenty years of

. Cezech animated cinema? It should be pointed
out that the only consistent director-artists were Jiri
Trnka, Zdenek Miler and Zdenek Smetana, and the
only author, scriptwriter and director was Jirl Brdecka.

Vladimir Kladiva
Smrticf viné -
“The Deadly Odour”



s fadou vytvarniki. To je v poradku, _nepod’ zakladem
filmu je akee, pohyb a ten vytvaii animator. .
Podstatou animovaného filmu je viak i obraz, stylizo-
vany vytvarné, at jde o kresbu ¢i loutku. -

a autora filmu je vZdy pokladan TeZisér. '
Vytvarnik byva v titukeich prehlédnut, asi
ako v hraném filmu kameraman. A prece je
pro ¢eskou kolu charakteristicks, jeji vysoka, sloho-
tvorna trovedt vytvama. Nelze si tedy neppgomerput,
o ZvIa8tE v toto etapd, jména téch vytvarniki, ktefi
nikdy nerezirovali, ale JejichZ podil na tvorbe byl
nemendi, neZ podil reziséra. Byli to piedevsim Kamil
Lhotak, Frantisek Freiwillig, Vratislav Hlavaty,
7densk Seydl, Miroslav Stépanek, Ja,roslav Mg’lgk,
Adolf Born, Pravoslav Rada. Tato jmena spojujt jen
1#i vlastnosti : vyrazné osobitost, profesiogalm a sou-
gasné vytvarné suverenita a respektovani’ pravidel
hry animaci i kamerou stylizované akee, filmového
gasoprostoru, zabéru, montaze.

Franti%ek Freiwillig
Andelsky kabat
“The Angelic Coat”

Practically all the other directors were
originally animators, and almost all of
them worked with a number of artists.
This does not matter, because the basis
of film is action and movement, and this
is created by the animator. The essence
of animated film, however, is the stylised
picture, whether this is a drawing or a

puppet.

he director of the film is always
considered its author. The artist
tends to be overlooked in the
credits, rather like the cameraman in

a feature film. Nonetheless, the Czech
school is known for the high stylistic
standard of its artistry.

At this stage especially, therefore, we
should list the names of some of those
artists who never directed but whose
share in the work was none the smaller
than that of the director. Chief among
them were Kamil Lhotak, Frantisek
Freiwillig, Vratislav Hlavaty, Zdenek
Seydl, Miroslav Stepanek, Jaroslav
Malak, Jaromir Gal, Frantisek Skala, Jiri
Salamoun, Dagmar Berkova, Frantisek
Braun, Jan Brychta, Viadimir Jiranek,
Adolf Born, Viadimir Kladiva, Radek
Pilar, Jiri Kalousek, Petr Pos and Pravo-
slav Rada. These names are joined by
only three qualities: a noticeable person-
ality, professional and artistic mastery
and respect for the rules of animation
and action stylised by the camera, for
the time and spatial confines of film,
for the shot and montage. Many

of them did the artwork for dozens

of films, and thus had a share in the
great majority of domestic and foreign
successes and awards.

Nové tvare
sedesatych
a dalSich let

773 poloviné Sedesatych let debutovali Gspésné
jesté dva reZiséfi-nevytvarnici, Pavel Pro-

chézka a Tvan René. Prochazka pracoval o

fadu let jako animator s Bfetislavem Pojarem. Jako

reZisér se uvedl napaditou plogkovou satirou Cislice -

(1965), v niZ se vytvarné predstavil v animovaném -
filmu Jan Svankmajer a jehoZ protitotalitni ideu
nadtésti nepochopila snad jen mentalné natvrdla
statn{ vrchnost. Uspésnd byla i vtipné varovna Pople-
tena planeta (1966, vytv. Eva Sedivé) a parafraze
gangstersko-honitkovych grotesek LUP (1967, v§tv.
Josef Kabrt). Parddni kuriozitou byla pak loutkova
“opera-buffo” O kominku zedniky lagkovné nakfivo
postaveném (1968), jejim# vtipnym vytvarnikem byla
jeho Zena Stanislava. Prochédzka, jehoZ doménou byl
lehkoruky, bizarni reZijni temperament, v3ak po
“osvohozeni” Ceskoslovenska armadami Varsavského
paktu i se svou Zenou emigroval a tvorf dnes v za-
hrani¢i, stejné jako vytvarnici Svatopluk Pitra, Jan
Brychta a reZisér Emil Radok.

2 elice slibné byly refijni zagatky byvalého
kameramana Ivana Rende, jenZ roku 1965

= natodil s originalnim vytvarnikem-auto-
didaktem FrantiSkem Braunem poeticky ploskovy
film Kouzelnik. S Zakem prof. A Hoffmeistera Jaro-
mirem Galem realizoval vyrazné kreslené satirické
morality Jak jedna pani dostala psani {1967}, Mrave-
nisté (1968), ploskovou Zpivajicf lod (1971) a loutkové
filmy StraZce majéku (1968) a KuZelky (1974).

S Miroslavem Stépankem varovné satiry Meé {1967)
a Mésto ve smutku (1968). Triptychem Clovék a lout-
ka (1981) vitézi na festivalu v Zapadnim Berliné.
Jeho hoice poetizujici falent se v8ak timto vyterpal
a jeho dalsf podetnna tvorba se vétsinou soustfedila
u% jen na komerén{ produkei.

The new faces
of the 1960s
and 1970s

e n the middle of the 1960s two new directors
: made successful debuts, Pavel Prochazka
pen b and Ivan Rene. Neither of the two were
artists. Prochazka worked for a number of years as an
animator with Bretislav Pojar. He made his name as a
director with the two-dimensional satire “Numbers”
(1965), in which the director Jan Svankmajer took the
role of artist. The only people who did not understand
its anti-totalitarian message were the mentally-fos-
silised leaders of the state. Another succcess of
Prochazka’s was the wittily admonitory “The Confused
Planet” (1966, artist Eva Sediva) and a paraphrase of
gangster cartoons, “LOOT” (1967, artist Jan Kabrt).
A distinct curiosily was his puppet opera-buffo,
“The Chimney Built Awry By the Waggish Bricklayers”
{1968), whose witty artist was his wife, Stanislava.
However, Prochazka, whose trademark was a light-
handed, bizarre directorial femperament, emigrated
with his wife after Czechoslovakia was “liberated”
by Warsaw Pact troops in 1968, and today he is still
making films abroad, as are the artists Svatopluk Pitra
and Jan Brychta and the director Emil Radok.

he former cameraman Ivan Renc made

a very promising directorial debut in1965,
making a poetic two-dimensional film
“Magician” with the self-taught artist Frantisek
Braun. With a pupil of Professor A. Hoffmeister,
Jaromir Gal, he then made the expressively-drawn
satirical cartoon “The Lady Who Got a Letter” (1967),
“Anthill” (1968), the two-dimensional “The Singing
Ship” (971) and the puppet films “The Lighthouse
Keeper” (1968) and “Skittles” (1974). With Miroslav
Stepanek he made the warning satire “The Sword”
{1967) and “The Town in Black” (1968). The three
part “Man and Puppet” (1981) won at the West
Berlin festival. Its bitter lyrical talent, however,
exhausted him, and his numerous other works
were from then on commercial.



Frantidek Braun
Do lesicka na &ekanou
“Up to the Huntsman’s Waich”

vanem Rendem konéf viak i vydet vyznam-

nych reziséri-nevytvarnikt, kteff se podileli

na profilu deské skoly jak vybérem latek,
tak adekvatnich spolupracovnikil i vlastnim citem
pro specifiku animované tvorby, Absolventi Ateliéru
filmové a televizni grafiky na VS UP pracovali v tom-
to obdobi vétsinou jen jako vytvarnici (Viadimir Hla-
vaty, Jaromir Gal, Petr Pos, Milada Kucerova).

~ Od konce Sedesdtych let kde viak tato $kola pod

- vedenim Miloslava Jagra stéle vétsi diraz na vlastni
autorské podnéty, na scénaristickou ptipravu, ani-
maci a reZii, Dochazi rovnéZ k tésnéjsi spolupract
s Kratkym flmem a filmovou distribuci. Absolventskeé
filmy jsou pak realizovany v profesiondlnich podmin-
kéach a uvadény v kinech. Ani ony viak nevytvareji
gablonu & stereotyp, nybr zpestiuji a oZivuji reper-

Jana Olexova
Tma
“Darkness”

van Renc also finished the line of significant
directors who were not artists, and who
played a distinguished role in the profile of
the Czech school both as choosers of materials and
of good colleagues, and for their special feeling for
the specifics of animated work. The graduates of the
Studio of Film and Television Graphics at the Czech
school of Applied Art were mostly working only as
artists at this time (Vladimir Hlavaty, Jaromir Gal,
Petr Pos, Milada Kucerova). Since the end of the
19608, however, under the leadership of Miloslav
Jagr, the school had been putting more emphasis on
scriptwriting, animation and direction. It also started
to cooperate more closely with the Kratky Film com-
pany, and with film distribution. Students’ graduation
films were thus being produced under professional

todr dramaturgie studii. Rozvijeji individualitu svych
twiret a jejich profesionalni komplexnost a vybave-
nost. Spoleénymi jmenovateli jsou jen svéZest a tem-
perament a snad i aktualni osloveni divaki détskych
a jistd “feminizace” animované tvorby, v niZ se dosud
s vyjimkou Herminy Tyrlové a konturistek, koloristek
a fazatek uplatiovali vét§inou jen muZi. '

i )
e
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1 Nina Campulkova

Pav neni jediny
“The Peacock Is not the Only One”

elmi $tastny byl reZijni vstup absolventky
VS UP Jany Olexové, ktera debutovala

g dvéma rozmarnymi hratkami Kejklovadka
(1964) a April (1965), znamenité sehranymi oZivlymi
piedméty. Jejich animaci dala vytvarné hodnoty

a vtipné pointy. Ovladnuiim viech &tyf zékladnich
slozek tvliréiho procesy, ndmétu a scénafe, vytvar-
ného pojeti, animace a reZie, patfi k prvnim tvircim
filmil ryze autorskych. Ve vystrazném jinotaji
Genesis (1966) zrodi osudové soukoli loutku-clovéka,
kterou vzapéti opét zni¢i. Moderni vytvarnou symbo-
likou, pouZitim vyraznych dievénych materiald, su-
gestivn{ animaci a organickym sepétim vSech sloZek
docilila intenzivniho dramatického uéinu. Ve filmu
Setkani (1968) kombinuje loutku s ploskovou tech-
nologii a pastelovou kreshou a flumodi v odvazne -
metafote problematiku sloZitosti vzajernného pocho-
peni. P&t filmii z prvniho obdobi Jany Olexové patfi
k vyvojové vyznamnym dilim. K animovanému filmu
se véak vraci aZ po patnactileté odmice tfemi filmy,
které maji dosud své vytvarné hledadstvi, ne viak jiz
svou homogennost a citovy dopad.

conditions and were being shewn in cinemas. They
were not creating modéls or stereotypes, but were
brightening and enlivening the repertoires of the stu-
dios. They developed the individual personalities of
the artists and their professional complexities and
accoutrements. The common denominator was only
freshness and temperament, and perhaps the
addressing of children’s audiences in a more topical
way. There was a cettain feminisation of animated
work, in which, with the exception of Hermina
Tyrlova, the only female workers had been outliners,
colourers and continuity girls.

he directorial debut of Jana Olexova,

a College of Applied Art graduate, was
exiremely auspicious - two quirky short
films, “Juggling” (1964) and “April” (1965), in which
objects are brought to life and move in synchronisa-
tion. Olexova gave their animae artistic value and -
witty ideas. She was at ease with all four basic ele-
ments of the creativ process - the initial idea and
seript, the artistic conception, animation and direc-
tion, and thus is one of the first creators of authors
films. The cautionary allegory “Genesis” (1966) gives
birth to a fateful combination of & man-puppet, who
thereafter is not seen again. By using modern artistic
symbolism, expressive woodern materials, atmos-
pheric animation and and organic combination of
all thse elements she manages to create an intense
and dramatic effect. In the film “Meeting” (1968) she
combines puppet and two-dimensional techniques,
using pastel drawings, and thus interprets, with dar-
ing metaphors, the problems of mutual understand-
ing. These five films from Jana Olexova’s early peri-
od are among the works which played a significant
role in the development of the art. llowever, she did
not return to animated film for fifteen years, and
then made three films which still show her arfistic
searching, but not her earlier homogeneity and
emotional strength.



Véclav Mergl, Homunkulus, “Homunculus”

aldi absolvent ateliéru prof. Hoffmeister

a Vaclav Mergl se piedstavuje uZ svym
skolnfm filmem Promény (1964), korapono-
vanym a animovanym na hudbu Jana Hammera, jako
vytvarnik a rezisér-myslitel. Je to jede,n}.z n'asmhlpr\’r—
pich filmi, jenZ nevyvoldvé vytvarny Ucin flgura’twm-
mi prvky a vytvarnou stylizaci, nybrz organizaci ma-
térie analogickou vnitfni pulzaci hmoty, jeji tvorive

i nidivé ¢innosti. Animuje vétSinou modelaci hliny

erglovy filmy Laokoon (1970), Krabi (1976),
Hgmt?rikulus (1984) a Mikrob (198§) Kladou
_ vidy naléhavé etické otazky. Prvni dva jsou
varovné sci-fi morality, realizované ploskovou tech-

nologii v téméF vzdorovité pevnych tvarech 1 koloritu.

Jsou presné a metodicky konstruované. lluzi kovo-
vych materidld, struktur a barev vytvarl Mergl

v Krabech vize budoucich apokalyps. H?munvlilglus
se zabyva, magickymi formulacemi stfetd umélého

Igor Seveik
Siesta
“Siesta”

nother graduate of Professor Hoffmeister’s
studio, Vaclav Mergl, appeared on the scene
as as an artist and a thinking director while
still at school. “Metamorphoses” (1964}, composed
around and animated to the music of Jan Hammer,

is one of the first Czech films whose artistic effect is
not caused by figurative elements and styllsgtlor_l, but
by the organisation of objects by the anqloglcal inner
pulsation of their material, and its creative apd
destructive activities. Most of the animation is of clay

models.

ergl’s films “Laocoon” (1970), “Crabs” (1970)
“Homunclus” {1984) and “Microbe” {1986) all
pose urgent ethical questions. The first two
are cautionary science-fiction tales, mad_e with two-

dimensional technology with almost resistant forms

and local colour. They are precisely and m.ethqdlcal-
ly constructed. In Crabs, Mergl creates an illusion of

a pfirozeného bytf a pracuje kromé plosek i s objek-
ty a kolazi. I on je sugestivné varovny. Mikrob je

ve svém jinotaji popisnéjii a vytvarné ne vidy jednot-

ny. Mergl je v téchto filmech typem tviirce-analytika
a syntetika vnitfniho i vnéjsiho dramatického patosu.
Jako vytvarnik navazuje osobité a funkéné na sou-
¢asné trendy moderniho uméni. Realizuje viak i fadu
televiznich “vecernickil”, v nichZ jeho kresba piisobi
ponékud chladngji. PiSe i ndméty pro filmy svych
kolegii (Posledn] lup, reZie: J. Barta a kresleny horror
Sestrenicky (1988) realizoval s vytvarnikem Jifim
Salamounem, jeho? sarkastické kreshé viak nedal
nezbytnou miru grotesknosti akéni. Té je prebohats
v rozverné grotesce Hald, Alberte (1990).

erglovy duchaplné a piesné konstrukee obo-
hatily na§ animovany film o novou specific-
kou polohu, kterd je protipdlem improvizace
a spontanni fantazie. Také jeho filmy mély doma

i v zahrani¢i fadu Gspéchil. Krabi ziskaly hlavni ceny
v Oberhausenu a v Bratislavé, Homunkulus Zlatého
Huga v Chicagu.

race, ale vyznamné vstoupily do hry i dvé
daldi Zacky Ateliéru filmové a televizni
grafiky Lenka Naibauerovd a Pavla
Reznickova, které obohatily vytvarny slovnik fil-
mového humoru o tsmévné ztfesténou soucasnou
polohu. Naibauerova realizovala dva svérdzné filmy
“na pisnicku”, Stard panna (1971) je vytvarné vtipnou
parairazi periferni poetiky krutacky kreslenou a
fortelné rozhybanou. Pasty¥ské muzicirovani (1974)
sluéuje prvky pastyfské selanky s parodif idylismu . -
a 8 jizlivym humorem. Jeji kresba ¢i spiSe malba je

Milada Sukdolakova
Stfelnice
“The Shooting-Gallery”

metal materials, structures and colours which is
a vision of future apocalypse. Homunculus uses

magical formulae to illustrate the clash of the artifi- -
cial and natural existence, and works with objects
and collage. Here, too, he creates an atmosphere of
caution.

eing an allegory, “Microbe” is more descrip-
tive and not always artisticaily unified.
Mergl in these films is both a creator and
an analyst and synthesist of inner and outer dramat-
fc pathos. As an artist he joined in his own personal
way on to modern artistic trends of the period.
However, he also directed a number of children’s
bedtime stories, in which his drawing is somewhat
colder. He also wrote proposals for filims by his col-
leagues and made the cartoon horror film “Little
Sisters” (1988) with the artist Jiri Salamoun, whose
sarcastic drawings, however, did not provide the
essential level of grotesqueness. This is much more
%n evi)dence in the quirky cartoon “Hallo Albert”
1990).

ergl’s ingenious and precise construction
gave Czech animated film a new level,
which was the antithesis of improvisation
and spontaneous imagination, His films were also
considerably successful at home and abroad.
“Crabs” won the main prize in Oberhausen and

in Bratislava, while “Homunculus” won the Golden
Hugo in Chicago. .



Pavla Reznitkova |
Usata Cecilie R
“Long-eard Cecilia” -l

hohaté pointovand, roztanéend a krasné Skodoliba,
Reznitkova vychazi ze soutasné expreswne gro-
teskni kresby Piedstavila se v Ilustrované Zené
(1969) a svijj cit pro fantaskni a bizarni nadsazku
uplatnila 1 v modernich pohddkach Usata Cecilie
(1973) a Masozrava Julie (1975). NepouZziva kontury
a koloritu, kresli §tétcem a barvou v lomenych, chlad-
nych a pfece vyraznych tonech. Obé vyivarnice-
reZisérky Vnesly do nadeho animovaného humoru
svym soudasnym vytvarnym temperamentem

a zdravou nevizanosti vmlch a osvéZeni. Bohutel,
jen krétce.

Television Graphics, Lenka Naibauerova
and Pavla Reznickova, made short but sig-
nificant contributions to the scene, enriching the
annals of film humour with a mad and contemporary
element. Naibauerova made two distinctive films
based on songs. “Old Maid” (1971) is an artistically
witty paraphrase of suburban poetics which is eru-
elly drawn and adroitly animated. “Musical
Shepherds” (1974) combines elements of the pastoral
idyll with a parody of idyllism and a caustic humour.
Her dancing drawings, or rather paintings, are richly
pointed and beautifully malicious. Reznickova devel-
ops contemporary expressive cartoon drawing. Her
first film was “The Tustrated Woman” (1969) and she
then showed her feeling for the fantastic and bizarre

% wo other students of the Studio of Film and

uspésnou diplomni pram je ironicks, oslava
dobrodini lidstva, tabaku, Na v&tnou paméatku (1975).
Ve svych dalsich, vétdinou ploskovych filmech, se
zaméruje na soudasné vypravénou pohadkovou
moralitu (O paradivé Sally, 1976, Pernikovy dédek,
1977, Kralovna KolobéZka prvni, 1981) a na spole- *
¢enskou satiru (Sbohem, Ofélie ! 1979, Nesplnitelny
sen, 1982, Podojend krdva, 1982, Shakespeare roku
2000, 1987). V obou pfipadech vychazi jeji kresba

# humoru soucasné knizni ilustrace, spojujici fantazii
i disproporce détské kresby s jeji poetickou prosto-
tou 1 akénost sertalovych kreseb s absurdni nadsaz-
kou, expresivni deformaci a ironii. Za vytvarné feseni
Pernikového dédka ziskala Doubkova v Moskve
Cenu Svazu sovétskych umsleil.

7 yznamnym pifnosem byl jeji loutkovy debut
ve filmu Kiesadlo (1985). V loutkach i deko-
acich se nebala pouZit vytvarné groteskni
stylizace a nadsdzky funkéné, netradi¢né a tempera-
mentné. Andersenovskd poetika zde ziskdavd spige
rabelaisovské dimenze.Je zasluhou Dagmar Doub-
kové, Ze proti bezbarvé idvlitnosti, linedrni kreshé

a ploSnému koloritu, proti stereoctypu pohadkovych
kli$é stavi obrazova pojeti podstatné uvoinéné;jsi,
kolorit pestrejsi 1 soudasnéjsi humor,

Dagmar Doubkova
Podojend krava
“The Miltked Cow”

exaggeration again in the modern fairy tales “Long-
Eared Cecilia” (1969) and “Carnivorous Julie” (1975).
She did not use contours and local colour infill, but
painted with a brush in brittle, cold and yet expres-
sive colours. Both artist-directors brought to animat-
ed humour their contemporary artistic tempera-
ments, and their healthy independence was stirring
and refreshing, Unfortunately, they did not last long,

§ nother Studio student was the artist and
llustrator Dagmar Doubkova. Her success-
ul graduation work, “In Loving Memory”
{1975) was an ironical celebration of that boon to
humanity, tobacco. In her other, mostly two-dimen-
sional films she aims at a contemporary telling of
fairy tales with morals “Dressy Sally” (1976), “The
Gingerbread Grandpapa” (1977), “Queen Scooter the
First” (1981)) and social satire (‘Farewell, Ophelia”
(1979), “The Impossible Dream” {1982), “The Cow
Milked Dry” (1982} and “Shakespeare Year 2000”
(1987)). In both cases her humour similar to that seen
in modern book illustration, which joins the imagina-
tion and disproportion of children’s drawings with
their poetic simplicity, and imbuing the action of her
serfal drawings with absurd exaggeration, expressive
distortion and irony. The artwork of “The
Gingerbread House” won Doubkova the Prize of the
Soviet Artists' Union in Moscow,

er puppet debut in the film “The Tinder
Box” (1985) made a valuable contribution
to the art. In her puppets and their back-
ground she was not afraid to use artificially- -
grotesque stylisation, and exaggeration which was
effective, untraditional and lively. Andersen’s poetic
stories here take on more of a Rabelaisian dimen-
sion. It is greatly to Doubkova’s credit that instead
of dull little tdylls, linear drawing and two-dimen-
sional colour infill, instead of the stereotyped fairy-
tale cliche she created a picture which was consider-
ably freer, a colour more varied and a humour more
contemporary.



Nina Campulkova

O rybafi, ktery nikdy

nic nechytil

“The Angler Without a Catch”

Dagmar Doubkova
Podojend krdva
“The Milked Cow”

Eﬁ”’“’” ¢ cela odliSnou cestou se ubira ]9]1 spolu-
viae 7adka Nina bampulkova Svilij z4jem o svét
== poezie projevila uZ béhem studia kfehkou
realizaci jedné z poetickych hiidek Christiana
Morgensterna (1971). Absolvovala emotivni vytvarnou
montaZi, kreseb a pastell na motivy Prévertovy
bdsné.Jak namalovat podobiznu ptaka (1973).
Po deldi odmlece natadi starofrancouzskou milostnou
baladu Aucassin a Nicoletta (1980), v niZ s minimem
animace pracuje s vytvarnym Gcinem reliéfnich
dfevénych polychromovanych loutek a temper. Pav
neni jediny (1982) je dalsi vytvarnou bésni, symbol-
icky evokujici poeticky text Milose Macourka..
Campulkovd v ni zamérné cituje v plisobivych
napovédich nejriznéjii motivy svétové malby.
Na obdobné vytvarné symbolice, v niZ akee je vyja-
dfena jen prolindnim zabér a najezdy kamery je
postaven i doprovod textu Jana Vodfianského Kolik
je na svité vict (1985). V téchto filmech jde tedy
autorka cestou ryz{ imaginace. Jeji loutky

7 er fellow-student Nina Campulkova chose
an entirely different path. She had shown
e interest in poetry while still a student, with
a dehcate film based on one of Christian
Morgenstern’s poetry games (1971). Her graduation
work was an emotional composition of montage,
drawings and pastels based on a poem by Prevert,
“How to Paint the Portrait of a Bird” (1973). After
remaining silent fror a long time she made a film
from an old French romantic ballad, “Aucassin and
Nicolette” (1980), in which she used a minimum of
animation, working with polychromatic wooden relief
puppets. “The Peacock Is Not the Only One” (1987) is
another artistic poem, which uses symbols to evoke
a poem by Milos Macourek. Campulkova intentional-
ly uses all manner of quotations from the history of
painting. Her next film, an accompaniment to
a poem by Jan Vodnansky called “The Wealth
of the Farth” (1985) uses similar artistic symhbolism,
and its action is only expressed through the

Petr Sis
Hiavy
“Heads”

Petr Sis
Hiavy
“Heads”

a kreshy jsou spiSe vizualnimi asociacemi, nez
konkrétnim sdélenim akei Ani pifh&h v nich nent
podstatny. MiZeme je nazvat spise vytvarnou fil-
moven poezil, jemnou a kultivovanou, ne? animova-
nymi filmy. To jim ovéem neubird ani na objevnosti,
ani na estetickém ucinu. Okouzleni krasou je tim
nejomnluviteIngjsim hfichem.

¢ dvou kreslenych filmech pak dokazuje
Campulkova i svou jistotu v Klasické pribé-
hové formé. V Mikulkové povidee O rybait,
ktery nikdy nic nechytil (1984) vyjadrila stiidme

a sugestivné kontrast mezi civilnf 3edi hrdinova
Zivota a romantickym svétem jeho snéni. Pro ztfeste-
nou pohadku O princezné Furiend (1986) naléza roz-
marné ironickeu a zabavnou notu, stejné jako

pro optimistickou alegorii Diim u péti set basnikd
(1988). Ani v téchto filmech viak nellustru]e ale
vyjadiuje obrazem. Nelze tvrdit, Ze Nina Campulkova
nalezla jediné mozné spojent vytvarné poezie s fil-

alternation of shots and by the movement of the
camera. Campulkova, then, takes the path of the imag-
ination. Her puppets and drawings are more visual
associations than actual imparters of action. Nor is the
story even that essential. This is more visual film poet-
ry, delicate and cultivated, than animated film. This
does not detract from their discover, or from their aes-
thetic effect. To hewitch with beauty Is the most par-
donable of sins.

1 two cartoen films, Campulkova then
shows she is also at home with the classic
story form. In Mikulka's story “The Angler
Without a Cateh” (1984) she expresses, with
restraint and yet with atmosphete, the contrast
between the hero’s grey life and the romantic world
of his dreams. In the mad fairy tale “Princess
Furiena” (1986}, her tone becomes quirky and enter-
taining, and this continues in the optimistic allegory
“The House of Five Hundred Poets” (1988).



movou dikei, je véak jisté, Ze dala zasluzny podnét
k jedné z jeho variant.
Filmovym temperamentem a suchym vytvarnym
humorem svych $kolnich filmi Poeticka cvicent
a Karlinsk4 frajerka (1972) zaujala Marcela
Halouskova. Vénuje se prevazné televizni animovane
tvorbé, v niZ na sebe upozornila filmy Délnicke
pisné (1976), Plakala panna, plakala (1976), Malo-
vana tiida (1981), Kapitan Cook (1986). Graficky
vyrazné jsou i jeji animované reklamni black-outy.
Obdobng postupuje i dalsi zacka VS UP Marie
Satrapové. Také jeji filmy Jak byla velryba nemocna
(1975), Barevné kralovstvi (1976}, Pro¢ jsou na obloze
draci (1977), Carovna rybi kosticka (1980) vtipné
a funkénd reflektuji polohu humoru soucasne détske
ilustrace.

ratee a vyznamné se predstavil absolvent
tého# ateliéru Petr Sis. Roku 1977 debuto-
val napaditou bajkou-anekdotou Ostrov

pro 6000 budikii. Roku 1979 vznikd fantaskn aktual-
ni reminiscence arcimboldovskych motivii Hlavy

a roku 1982 varovna metafora Hradi (koprodukee

s anglickou produkei Halas and Batchelor, spolu-
rezie John Halas), v ni% se tenisovy zapas meni

v alegorii vzajemného ni¢eni. Také Petr Sis patfi

k dnednim tviretim autorskych filmd, zaméfujicich
se k vaZnym otdzkam soudasnosti. Jeho vytvarna
FeSeni se rizni ve volbé vyrazovych prostredkd, jsou
viak vyhrangnd a osobitd ve své kultivované dikci

a invenci, 1 v jednoté filmového a vytvarného vidé-
niPetr Sis nam také naléhavé pfipomnél, Ze dalsi
vyvoj umélecky angaZované animované tvorby nenf
myslitelny nejen bez zavazné myslenky a vytvarnych
hodnot, ale ani bez aktulni argumentace a bez
Zivého filmového rytmu.

However, not even in these films does she illustrate;
what she is doing is expressing through pictures. It
cannot be said that Nina Campulkova found the only
possible connection between visual poetry and film
language, but she gave a considerable impulse to
one of the aiternatives.

Marcela Halouskova's film temperament and the
dry humour of her pictures were already to be seen
in her school fiims, “Poetry Exercises” and “The
Karlin Queen” (1972). Her animation work was most-
ly for television, and she especially made her mark
with “Workers Songs” (1976), “A Maiden Sat
Weeping* (1976) “The Painted Classroom” (1981) and
“Captain Cook” (1986). Her animated advertisements
are also graphically expressive.

Another Studio student, Marie Satrapova, had a
similar approach. Her films, “When the Whale Was
TI” (1975), “The Coloured Kingdom” (1976), “Why
There Are Kites in the Sky” (1977}, and “The Magic
Fishbone” (1980) reflect the humour of contemporary
children’s illustration wittily and effectively.

graduate from the same atelier, Petr Sis
made a short and significant appearance.
2% He debuted in 1977 with an ingenious fable,
“The Island for 6,000 Alarm Clocks”. In 1979 he cre-
ated the fanstastic yet modern homage to
Archimboldi, Heads, followed in 1982 by a cautionary
metaphor called “The Players”, (a British co-produc-

" tion, produced by Halas and Batchelor and jointly

directed by John Halas) in which a tennis match
changes into an allegory of mutual destruction. Petr
Sis is also a maker of author’s films, which focus on
sertous contemporary questions. His artwork varies
its choice of means of expression, but is always
strongly personal in its cultivated diction and inven-
tion, as it is in the unity of his film and artistic vision.
Petr Sis also urgently reminds us that the further
development of animated film is unthinkable not only
without serious thoughts and artistic values, but also

without topical argument and without live film rhythm.

Jesté k problematice
tvorby
osmdesatych let

tvorbé osmdesatych let nem-

w

prevratné tendence, vidéni, po-
stupy. Setkévame se v nich dosud
s filmy reZisérd té nejstar3{ generace,

Pojara, Bedficha,Smetany, s vynikajicimi”

vytvarniky Sedeséftych a sedmdesétych
let Hlavatym, Meglem, Salamounem,

Bornem, Jirankem, Sevéikem, Novdkem, -

PoSem, Bartou a Svankmajerem, i s po-
zoruhodnou tvorbou generace nejmlad-
81, debutujici. Vznikaji v nich znamenité
serialy Maxipes Fik a Mach a Sebesto-
v, graduje v3ak 1 masovd vyroba jejich
ryze komeréni, femesiné produkece. Byl-li
pro Sedesatd 1éta charakteristicky dobry
primér tvorby s éetnymi vynikajicimi
vysledky, pak je pro léta osmdesatéd

pi jeji stoupajici kvantité typicky spiSe
jeji podprimér s vzacnymi vyjimkami,
které viak stadi Ceské Skole animova-
ného filmu pravem udrZet jeji dobrou
povést. To se oviem opét d&je nikoli
“protoZe”, ale “prestoze”. Pri¢inou tpad-
ku kvality nejsou vSak ted uZ jen “ideo-
logické” diktaty a deformace politické
“nadstavby”, ale neumételstvi a diletan-
ttsmus fidicich podnikovych organd,

- které se sice méni a zdpasi mezi sebou,

oviem jen o pozice a piijmy. Cilem je uZ
jen phnit plan a vnéjsi ukazatele, coz
dava zelenou ke v8emu ochotnym polo-
talentfum. Neni to v8ak jen ateliér filmo-
vé a televizni grafiky na VS UP, z ného#
vychazeji nové podnéty a novi
vytvarnici-reZiséri

Vladimir Jiranek
Co jsme ud€lali stepicim
“Wat Did We Do To Hens”

More
problems
of the 1980s
cannot be said that the anima-
lon of the 1980s brought any’

1 new and revolutionary tenden-
cies. It still features the work of the old-

. est generation of directors like Pojar,

Bedrich and Smetana, and with the out-
standing artists of the 1960s and 1970s,
such as Hlavaty, Megl, Salamoun, Born,
Jiranek, Sevcik, Novak, Pos, Barta and
Svankmajer, and with the remarkable
work of the youngest generation. The
well-known serials Maxidog Fik and
Mach and Sebestova were created at
this time, but mass production was
accentuating their commercial features.
If a good standard of work with thou-
sands of outstanding results was charac-
teristic of the 1960s, then in the 1980s,
while the quantity of films made went
up, more characteristic was their below
average quality, with a few rare excep-
tions which allowed the Czech school to
keep its good reputation, These excep-
tions were again made not because but
despite. The cause of the drop in quality
was not only the dictates of ideology
and the distortion wreaked by the police
superstructure, but the non-professional-
ism and dileitantism of the authorities in
charge, who kept changing and fighting
amongst themselves for positions and
income. The only goal now was to fulfil
the plan and the outer indicators, and
this gave the green light to all willing
half-talents. However, it was no longer
just the Studio of Film and Television
Graphics which was providing all the
new impulses and new artist-directors.



Igor Sevéik
Sonda
“The Probe”

Tgor Seveik, Tlja Novak

echy se staly skute¢nou velmoci i v oblastl
animované tvorby amatérské. Zajem o ni byl
tak znan¢ny, Ze zejména v sedmdesatych

a v poloviné osdmesétych let vedl k uspofadéani spe-
cializovanych festivali amatérskych animovanych
filmit AMATRIK a k jejich éetnym tspéchiim doma

i v zahrani¢i. Je pak zcela pfirozené, Ze amatersky
filmai* musel byt i sam sobé autorem, scéndristou,
vytvarnikem, animatorem i reZisérem. Jako amatér
zaginal Karel Zeman, mnohem pozdéji pak jiz rovnez
zminény Jaroslav Zahradnik, animujict modelaci.
Také Igor Sevéik je v animovaném filmu dals{m
Gispésnym autodidaktem. Pied svym profesionalnim
kreslenym debutem Siesta (1977) neprosel Zadnou
vy$8i vytvarnou 8kolou, kromé Skoly praxe jako fil-
mar-amaatér. V té viak méla jeho piné autorska tvor-
ba tak vyrazny Gspéch, Ze mu byla na jejim zakladé

Igor Seviik
Sonda
“The Probe”

Igor Seveik, Ilja Novak

B ohemia became a true world power in the
production of amateur animated work. Such
L —24| was the Interest that in the 1970s and the
first half of the 1980s a specialised festival for ama-
teur animated films was created, AMATRIK, which
produced countless successes both at home and
abroad. It is therefore entirely natural that the ani-
mated film maker also had to be the scriptwriter,
director, artist and animator at the same time. Karel
Zeman started as an amateur, and much later, so did
the already mentioned Jaroslav Zahradnik, who ani-
mated models. Igor Seveik was another successful
autodidact, who had never been fo any sort of art
school before his professional cartoon debut “Siesta”
{(1977): all he had was practice as an amateur film-
maker. However, his fuly author's work was so suc-
cessful that on the basis of this alone he was

déna pifleZitost v profi-ringu. Aktérem i daldich jeho
dvou film{i Vztahy (1978) a Rano po flamu (1979) je
volna linka v prézdném & jen ndznakovém prostory,
kters v nepfetrZitém toku kresli postavy, jejich akee,
promeény, vztahy i osudy beze strihy, v jediném
z&béru. Nevypravi pfibéhy, spie asociativné spojuje
dtvérné znamé symboly a znaky povédomi soucas-
nosti v rozmarnych glosach a tvahach. V dalSich
filmech Akce (1978), Evoluce (1981), Lovec (1985},
Sonda {1986, Zlaty Mikaldy-Bilbao) a Bezelstné hry
(1987) se vzdava jediné linky, nevzdava se viak kon-
tinudlnich fransformaci a totdlni animace, Jeho kres-
ba je graficky bohats{, ostiejsi, sriatéjsi, nékdy

i malebnéj&i (Sonda). Pistupuje satiricks,
proiivaleénd i meditativni

tématika.

Igor Sevifk
Siesta
“Siesta”

ajimavé a uspéine jsou i jeho animované
tvody ¢i vioZky k hranym filmiim, (Sladké
starosti, 1985, Gagran, 1986, Carbanica,
1982) a vytvarny podil na nich (Tisicrotna véela,
1984). Igor Seveik je prikladem osobitého autorského
pfistupu k tvorbé pevné spjaté s dneskem. Je jednim
% téch, u nichZ je i animace prvkem vytvarnym.
Scénarista a reZisér je v ném nékdy strzen impulziv-
ni dynamicnosti kreslife a animatora. Do nasi kres-
lené tvorby pfinadsi nové vyrazné prvky transformace-
mi a aktivitou své kresby i vyhled4dnim mySlenkovych
a citovych vazeb a rozpord soucasnostl. Zacatkem
devadesatych let v8ak Sevéik svou tak inspirativni
animovanou tvorbu bohuZel prerusuje a vénuje se
organizaci ¢eské kinematografie

given a place in the professional ring. The character
of another two films, “Relations” {1978) and “The
Morning After” (1979} is a loose link in an empty,

or just indicated, space, who draws figures, their
actions, metamorphoses, relationships and fates

in a continuous stream, without cuts, in one long
shot. He does not tell stories, but joins together well-
known symbols and signs in the contemporary sub-
conscious in quirky notes and reflections. In other
films, “Action” (1978), “Evolution” (1981), “Hunter”
(1985), “Probe” (1986, winner of the Golden Mikaldy
at Bilbao) and “Artless Games” (1987), he gives up
the single line, but he does not give up the continual
transformations. His drawing is graphically richer,
sharper and more scintillating, but sometimes also
prettier (Probe). He starts to use satirical, anti-war
and meditative themes.

is animated introductions and inserts for
feature films are also interesting and suc-
cessful (‘Sweet Worries” (1985), “Gagran”
{1986) “Carbanica” (1982)) and his artistic contribu-
tion to feature films (“The Thousand-Year Old Bee”
(1984)). Igor Sevcik is an example of a personal and
all-round approach io work, which is very modern.
He is a film-maker for whom animation is an artistic
element. The scriptwriter and director in him is
sometimes subordinated to the impulsive dynamism
of the draughtsman and the animator. He has
brought new expressive elements to Czech graphic
art, through the transformations and the activity of
his drawings and through his search for ties between
the intellect and the emotions, and for the contradic-
tions of the present day. At the beginning of the
1990s, unfortunately, Seveik interrupted his inspiring
animated work and began to devote himseli to the
organisation of Czech film-making.




4 harakterem kresby i tempera-
mentem je Sevéikovi pfibuzna
tvorba animatora ostravského
studia Prométheus Ilji Novéka. Jeho
kresha je viak jeSté drsnéjsi, neuCesa-
néjsi a gagy i pointy jeho vesmes iro-
nickych filmi jesté nemilosrdnéjsi. Jako
vytvarnik a reZisér debutoval uspésné
roku 1979 satirickou groteskou NaSepté-
vadi a vzapéti nasledovaly dalsi satiry
Byl jednou jeden ostrov (1980), Nastv-
vadi (1981), Veselé vanoce, aneb
Karlikovo zimni dobrodruZstvi (1982),
Virtuéz (1983), Co vy na to, pane barone?
{1984), Jeho excelence (1985) a Robin-
soni (1986).

lia Novak je jako autor, reZisér,
vytvarnik i animator jednolity

a disledny. MiZeme o ném fici,
7e je v ¢eském animovaném filmu “roz-
hnévanym muZem” stiednich lot.
Jeho filmy jsou pfimo pro-
tiplem piizemni satiry. Jsou
to jakési protestsongy, v nichZ
nehorli proti Zivotu, spolecnosti
a dob&, nybrz proti jejich
zhoubnym absurditim \
a deformacim. Jeho vytvarny N
projev je podfizen autorskému

i reZijnimu zaméru. Jeho spise
anarchisticka neZ graficky
ukdznéna kresba reflekiuje pozi-
tivné a soucasnd vnitini dynamiku
expresionismu. Jeji dalsi ctnosti je
kromé drsné pravdivosti pfedevsim
schopnost vytvareni hloubky zabéru
prostorovou animaci. Do kreslené
tvorby pFinasi novy, aktivni prvek:
spravedlivy hnév. Jeho filmy ziskaly
jiz doma a predeviim v zahranici
fadu ocenéni.

1lja Novak
Co vy na to, pane barone?
“And What About You, Mr. Baron”

2 he work of Ilja Novak, ant ani-
mator at the Prometheus studio
i in Ostrava, is close fo that of
Seveik’s in character and spirit. Novak's
drawing, however, is even harsher and
more unruly, and the jokes of his largely
ironic films are even more merciless.

As an artist and a director he made a
successful debut in 1979 with the satiri-
cal “The Intriguers”, and other satires
followed soon after: “Once Upon

a Time There Was An Island” {1980),
“The Bullies” (1981} “Happy Christmas,
or Charlie’s Winter Adventure” (1982 ),
“The Virtuoso” {1983), “How About It,
My Lord?” (1984) “His Excellency” (1985)
and “The Robinsons™ (1986).

s a film conceiver, director,
artist and animator, Ilja Novak
is compact and thorough. He
could be called an “angry young man”
who is in middle age. Iis satires are
never unimaginative; they are something
like protest songs in which he does not
rage indiscriminately against life, society
and the times, but only against their per-
nicious absurdities and deformities.

His artistic display comes second to his
directorial aims, while his drawings,
more anarchic than graphically disci-
plined, reflect a positive and contempo-
rary inner dynamic of expressionism.
Another of his qualities, apart from his
brutal truth, is his ability to create depth
in a shot by spatial animation. He brings
a new, active element to cartoon mak-
ing: righteous anger. His films won

a number of awards both at home and
abroad.

Pavel Koutsky

1 vé prvnf filmové vaviiny sklizel jiZ v ama-
térském filmu ve ¢trnacti letech také dalsi
absolvent VS UP Pavel Koutsky. Béhem
ealizoval tF kreslené filmy {Trojférum,
1981, Houslovy koncert, 1982, a Navitivte Prahuy,
1983), kieré pievzala distribuce a natocil ¢tvrty,
jehoz vytvarnief byla Zuzana Vorli¢kova (Laterna
musica, 1984). Také on je kromé Laterny musicy

a Tichého svéta Jana Napravnika autorem,
scénaristou, vytvarnikem, reZisérem i animatorem
dnes jiZ vice neZ dvaceti autorskych filma.
Vzhledem k animaci, kterd je pravé u ného velmi
naroéna a plnokrevnd, je to jeden z pracovnich
rekordil v této oblasti. Jeho kresbu charakterizuji
lehkost, Zivost a vitvarnd pointa, pozitivné navazu-
jiel na myslenkovy svét klasika moderniho
kresleného humoru Saula Steinberga.

Pavel Koutsky
Curiculum viate
“Curriculum Vitae”

Pavel Koutsky
Curiculum viate
“Curriculum Vitae”

Pavel Koutsky

nother graduate of the College of Applied
Arts, Pavel Koutsky had his first success in
- amateur animated film when only fourteen.
While a student he made three cartoon films “Tripie
Forum” (1981), “The Violin Concert” (1982) and “Visit
Prague” {1983), which were taken into general distri-
bution, and in 1984 he made a fourth film, “Laterna
Musica”, whose artist was Zuzana Vorlickova, With
the exception of “Laterna Musica” and “The Quiet
World Of Jan Napravnik”, Koutsky is an all-round
filmmaker who has written, drawn, directed and ani-
mated more than twenty films. This is one of the
record outputs when one considers how demanding
and refined Koutsky's animation is. His drawing is
characterised by lightness, liveliness and artistic
point, & positive continuation of the intellectual tradi-
tion of the classic modern cartoonist Saul Steinberg.




Ani Koutsky neni jen povrchnim satirikem, i jeho
svét je soucasny a nazor jednotny, neni v8ak filizofu-
jicim moralistou, ale ironickym pozorovatelem, glosa-
torem. Hodnota jeho kresby neni v grafické dokona-
losti, artistnosti, ale v akénosti, v nepfetrzitych
proménach, v pohybu. JiZ v jeho Houslovém koncer-
tu se hrajici virtu méni ve fantaskni pfedstavy
Paganiniho Campanelly, bujné, roztancené a virivé,
O vynikajici choreografii animace kresby mZeme
ostatné hovoiit u vétsiny Koutského filma. Koutsky
také dospiva k propojent gagu v¥tvarného s animac-
nim i sitnaénim. To doklada uZ svym absolventskym
filmem Navitivie Prahu, satirou na poklusovy turis-
ticky konzumn{ vztah k historii a kultufe, ktera
ziskala etyfi vyznamné zahraniéni ocenéni.

urriculum vitae (1986) je nejen vtipnou
rapidmontdZi véeho, co formuje i deformuje
¢lovéka béhem jeho Skolni dochazky

od abecedy a malé nasobilky aZ po vysoko3kolsky
diplom, ale i vyzninim lasky groteskni kiauniads,
kterd se co My8ak Mickey vytrvale propléta v&i tou
U#enosti a Uménim. Film ziskal doma 1 ve svété
sedm vyznamnych cen, véetné ceny publika a ceny
novinafd. Jediné véel se. Koutsky jako vytvarnik
vyhyba téméf disledné: pozadi. Jeho aktéfi, jimiZ
jsou prave tak lide, jako zvifata, pfedméty ¢i archi-
tektonick4 dila, vyivafeji sviij vlastni prostor, v némz
dekorace je jiz zbyteéna. Ve je v pointach akce.

ouisky neni ovSem jen jednokolejny. V
Tichém svété Jana Népravnika (1985)
rozehraje v jakési poémé podmanivé kreshy
nezndmého naivniho vytvarnika-uditele a groteskni
moralitu Co oko neuvid{ {1987} sehraji loutky-nosaéi.
V malé satife Dilema (1984) varuje pred ndsledky
opatrnického vytkavani a v rozverné hficce Laska

Koutsky is also not a superficial satirist. His world
is contemporary and his opinions are unified, yet he
is not a philosophising moralist, but an ironic observ-
er, a commentator. The value of his drawings do not
lie in their perception or ariisiry, but in their action
and movement, and their continual changes. The vir-
tuose musician of “The Violin Concert” changes into
a fantastical representation of Paganini’s
Campanella, exuberantly dancing and whirling.
Indeed, in the majority of Koutsky’s {ilms the anima-
tion is brilliantly choreographed. He also manages to
combine witticisms in his artwork with ones arising
from clever animation and with situational humour,
something which is already apparent in his gradua-
tion film, “Visit Prague”, a satire on the hectic tourist
consumption of art and culture, which won four
important foreign awards.

urriculum Vitae” (£986) is not only a witty
and rapid montage of everything which
forms and deforms people during their
school careers, from the ABC and times tables to
university diploma, but also an expression of love for
the cartoon in which Mickey Mouse persistently gets
all that Art and Learning muddled up. The film won
seven important prizes both in Czechoslovakia and
abroad, including both audiences, and critics’ prizes.
There is only one thing which Koutsky as an artist
avoids almost rigorously - the background. His char-
acters, whether people or animals, objects or build-
ings, create their own space which renders a back-
ground unnecessary. The action is everything.

owever, Koutsky's work is more varied than
this. In “The Quiet World of Jan Napravnik”
(1985) he animates the engaging drawings
of an unknown naive artist and teacher in a kind of
poem, and in the cautionary tale “What the Eye Does
Not See” (1987} he uses puppets with huge noses.

A small satire called “Dilemma” warns of the conse-
quences of excessive caution, while “Love At First
Sight” (1987) is a reminder of the mistakes from
which men never learn. Koutsky again pays homage
to the cartoon in “Long Live the Mouse” (1993, Silver
Bear at the Berlinale). His films are confirmation that

na prvni pohled {1987) pfipomene, v ¢em je muz -
nepoucitelny. Dal§i poctou grotesce je Af Zije mys
(1993, Stfibrny medvéd na Berlinale). Koutsky svymi
filmy jen znovu potvrdil, Ze otdzky autorskeho filmu
a totalni animace I‘IGEXISHIJI samy o sobé. Ze jedinou

spravnou odpovéd na né d4vé poloha a talent tviirce.

Koutského kresby by rozehranim jinym animéatorem
nesporné utrpély a jako animator by nesvedl s cizi
kresbou zdaleka tolik, co s vlastni. Znovu také doka-
zal, Ze 1 velmi vazné véci Ize tlumodit s maximem
humory, ma-li oviem tento humor své logické vazby.
A tieba 1 absurdné logické. Dale pFipomnél,

#e v animovaném humoru nestadi, aby o néco &lo,
ale aby se i néco délo.

7 svétovému uspéchu Koutského filmi pii-
| spél i jejich spad, jejich akénost. Vnimame
L je jako bezstarostny spontanm projev.
PHi blizim nahlédnuti véak zjistime, Ze v jediné
situaci v trvani nékolika viefin je mnohonasobné
vét§i mnozstvi vytvarnych, animaénich i situacnich
glos, vtiph, §piled, schvélnosti, napadd, provokaci,
atd., neZ v kterémkoli jiném filmu. Koutsky prosté
znovu potvrzuje, Ze pravy humor a svéZzest je jed-
nim z nejtéziich tkoll, vyZadujicich nadSeni, dfinu,
talent a inteligencni kvocient.

Jifi Barta

o cela ]me je zaméfeni tvorby Jifiho Barty.

| Ve své absolventské plogkové satife Spiri-
& tudly (1975)pracuje s viipnou, sou¢asnou, ne
vsak pievratnou anekdotizujici kresbou. V détské
hfi¢ce Hadanky za bonbon (1978), sehrané reliéfnimi
loutkami, je hravy a usmévny. V Diskjockeyi (1980)
zaujme origindlnim napadem: podat svédectvio
prazdnoté stisiiujici artificielnosti dnesniho svéta
prostiednictvim mrazivé dokonalé americké retuse
a disledné kruhovym fedenim grafické stranky dila.
V Projektu (1981) strohou a plesnou grafickou ironii
zvyrazni absurdity technokratické sterility, vedouci
k odosobnéni Zivota. Na néj pak navaze Baladou
o zeleném dievu (1983), varujici pied ztratou krasy
a hodnot pfirody. Vytvarné na ni spolupracuje

questions of all-round film making and total anima-
tion do not exist by themselves, and that the only
successful answer to them is given by the level and
talent of the creator. His drawings would suffer ines
timably from being animated by anyone else, and as
an animator he would not be able to animate some-
one else's drawings with half the success of his owr
He also manages to show once more that serious
things can be presented with a maximum of humou
as long as this humour has its logical ties, and somt
times its absurdly logical ones. Koutsky's work is a
also a reminder that it is not enough for animated
film to be about something - there has to be action
in it.

he international suceess of Koutsky's films w:
partly due to their dramatic flow and their

22| action. They appear to be a carefree, sponta-
neous performance, but on closer inspection it can be
seen that in one sifuation lasting several seconds there
will be a multitude of possibilities arising from the art,
animation and situation for comments, jokes, quips,
ideas and provocations than in any other film. Koutsky
simply confirms that real, vigorous humour is one of th
hardest things to achieve, calling for enthusiasm, hard
work, talent and a good quota of intelligence.

Jiri Barta

2 iri Barta's work concentrates on something
- - quite different. In his graduation film,

L | a satire called “Spirituals” (1975), he works
with a witty, contemporary, but not however revolu-
tionary anecdotal drawing. A children’s film made
with reliel puppets, “Riddles For a Sweet” {(1978)

is playful and witty. In “Discjockey” (1980), however,
a whirling rhythm of real and artistic elements in

a collage of time and space poses urgent questions
concerning modern stereotypes. In “Project” (1981)
blunt and precise graphic irony heightens the absur
dity of the technocratic sterility which leads to the
depersonalisation of life. “The Ballad of Green Woo
(1983} follows on from this, warning against the loss
of beauty and the values of nature.




s Lenkou Kerelovou. V tomto obdobf nepouZiva vy-
tvarnych emoc], ale strohé vytvarné argumentace.

Co film, to zcela novy vytvarny projev a jing techno-
logie. Zanikly svét rukavic (1982) je doslova husar-
skym kouskem. V sugestivnim obrazovém sledu nam
v ném rukavicovi aktéfi sehraji v patndcti minutach
sedm vynikajicich parafrdzf filmovych Zanrt od vzru-
sujictho kvapiku honickovych grotesek aZ po soucas-
nou horrorovou sci-fi. Tento vskutku mezni film je
vytvarné typickym piikladem pro Bartu tak charakte-
ristického spojeni mistrné zkratky a fantaskni imagi-
nace s presnosti konstrukee a zaméru. Ziskava
jedendct hlavnich a velkych cen, z nich deset

v zahrani¢f,

Neméné vyznamny je vSak i jeho hodinovy kopro-
dukéni Krysai (1985). Dievéné loutky hammelnskych
méSténind jsou silné expresivné stylizované
do samoznakti laénosti, krutosti, paZravosti.

ekorace méstedka jsou ve svych celcich,
detailech 1 masovych scénéch zosobnénim
: Babylonu hemZeni, pachténi se, kupceni

a nekoneénych Zranic i obZalobou Zivota, z néhoZ
vymizel cit a laska. A je to pravé dynamicky, aZ
manyristicky hyfivy vytvarny akeent, jenz umoziuje
sledovat s napétim tento film, v némZ se jeho aktéfi
nemohou opfit ani o napinavy piibéh, ani o dialog.
Dramaticky a funkéné pracuje s prostorem, dispro-
porci, montazi. Také Krysal ziskava jedenact cen

a stavi n4s loutkovy film znovu do popfedi svétového
zajmu. :

zapéti vSak Barta opét obract list. Jeho
gernd groteska Posledni lup (1987) je vlast-
. né hranym filmem s minimenm animace ,

a pfece s maximem vytvarného vyrazu. Vytvarné je
nejen scénické aranZmd, maskovani aktérQ a zabeé-
rové kompozice, nybrz pfedeviim stylizovany anili-
novy kolorit, jen# davé této horrorové moralité o tom,
jak kosa la¢nosti narazila na kdmen krvela¢nosti,
dali dimenzi ironického nadhledu. Herei posledniho
Bartova filmu Klub odloZenych (1990) jsou staré
reklamni figuriny z vykladni sk¥ing, prezivajici

v opusténém skladisti. Jejich harmonii narusi skupi-
na novajsich, moderngjsich figurin, které dosud

Barta collaborated in the artwork with Lenka
Kerelova, In this period his art was not emotional,
but used terse argumentation. Later, however, he
stopped making drawn and two-dimensional films,
and turned to puppets. “The Extinct World Of
Gloves” (1982) is a tour-de-force. In fifteen minutes,
its glove characters act out seven brilliant para-
phrases of film genres from an exciting cartoon
chase to the contemporary horror sci-fi. The film is
a real landmark, and artistically it is a typical exam-
ple of Barta’s characteristic joining of masterful
abbreviations and imagination with precision of
construction and aim. It won eleven top awards,

of which ten were abroad.

No less significant is his hour-long co-production
“The Pied Piper” (1985). The wooden puppets of the
Hamelin burghers are stylised in a highly expressive
way into symbols of miserliness, cruelty and greed.

he backdrop of the town is in both its
details and its whole a Babylon teeming
with labour, money-beating, and endless
feasting, and an indictment of a life from which feel-
ing and love have disappeared. It is just this dynamic
artistic form, almost manneristic in its debauchery,
which creates the suspense in this film, whose char-
acters have neither a thrilling story nor dialogue to
fall back on. It uses space, disproportion and mon-
tage to great dramatic effect. “The Pied Piper” also
won eleven awards, and brought Czech puppet film
back into the centre of world attention.

uddenly, however, Barta turned the page
again. “The Last Theft” (1987} is essentially
| an acted film with a minimum of animation
and yet-a maximum of artistic expression. It is not
the arrangement of scenes, the masked actors and
the composition of the shots, so much as the stylised
aniline colouring which gives this part horror film,
part cautionary tale its dimension of ironic detach-
ment. The characters of Barta‘s last film, “The Club
of the Discarded Ones” (1990), are old advertising
models, which, neither alive nor dead, continue
their existence in a lonely warehouse. Their harmo-
ny is disrupted by a group of newer models,

nepochopily, Ze i oty jsou uZ jen starym haraburdim,

Metafora stereotypniho Zivota, jenZ navic nechépe
konec své doby, svého stylu a poslani, svou smriel-
nost.

Za sedm z deviti filmu, které Barta dosud realizo-
val, ziskal 35 pfednich cen. PouZiva snad viechny
vytvarné i filmové prostfedky v té nejgirsi Skale.

Je peclivy konstrukiér, ale tuto konstrukei z jeho
film{ nikdy nevycitime. Jeho sila je v pfesné vytvar-
né a reZijni predstavé, v jejich plnokrevném sklou-
beni realizaci. Neni nostalgicky ani senfimentélni.
Prind8i nové hodnoty, které prohlubuji humanistické
postoje jeho filmQ. Shrouje mnchotvarné podstatu
vyvojovyeh tendenci dneSni animované tvorby.

V roce 1993 prejima Jifi Barta po Miloslavu
Jagrovi vedeni ateliéru filmové a televizni grafiky
na V5 UP. Jeho posledni a patrné také nejnaro¢néj
projekt celovecerniho animovaného filmu o praz-
ském Golemovi se mu v8ak dosud pro nedostatek
finanénich prostiedki nepodafilo realizovat.

Jifi Barta
Krysar
“The Pied Piper”

who have not yet understood that they too are now
nothing but old junk It is a metaphor for life which
does not understand when the end of its time, its
style and its mission has come - it does not grasp
its own mortality.

FFor seven of the nine films which Barta made,
he won 35 awards. He uses perhaps all the artistic
and film means possible on the widest scale. He is
a careful constructor, but this construction never
obtrudes in his films. Barta’s strength is in his pre-
cise artistic and directorial ideas and in the refined
way in which they are jointed together when put into
practice. Ile is neither nostalgic nor sentimental, only
contemporary and consistent. He brings new values,
which deepen the humanism of his films, and repre-
sents the peak of the many-faceted developments
in today's animated film.

In 1993 Jiri Barta took over from Miloslav Jagr as
head of the Studio of Film and Television Graphics
af the College of Applied Art. His most recent and,
it seems, most
demanding project
Is a fulHength animat-
ed film of the Prague
legend of Golem,
which, however, due
to a lack of funds he
has not yet been
able to finish.




Petra Fundovd
Snéiny muz
“The Snow Man”

Dalsi Zeny animovaného filmu

aké dalsi absolventky - respektive prevazné
absolventky -ateliéru prof. Jagra na VS UP
znovu odliSuje vyraznd originalita jejich
autorskych rukopisi a spojuje aZ fantaskni Zivost
vytvarné a filmové dikee, odpor k pevné konturované
lince a plosnému koloritu a nékdy Gsmévny, nékdy
jizlivy, sarkasticky humor.

principii dobré soucasné ilustracni grafiky
vychazeji Sarlota Zahradkova a Petra
Fundovs, ale jen vychazeji Zahradkova

ve svych filmech Had je masinka (1986) a Hro&i ma-
minka je tatinek (1988) pracuje s kreshou i akvare-
lem ismévné, uvolnéné a nevnucuje jim vytvarnou
stylizaci ani *humorné” tvaroslovi, rozehrévs je Zivé,
malebné a s chuti. Petra Fundova ve filmech

Michaela Pavlatova
KiiZzovka
“A Grossword Puzzle”

Other women in animated film

ther female graduates of the Studio under
Miloslav Jagr have distinguished themselves
by the noticeable originality of their film
styles, and join a liveliness of artistic and film diction
which borders on the fantastic with a rejection of
strong contours and colour infill, showing a humour
which is sometimes gentle, sometimes scintillating
and sometimes sarcastic.

arlota Zahradnikova and Petra Fundova
took their lead from good contemporary
graphic illustration, but this was only

a starting point. in “The Snake Train” (1986)

and “Hippo’s Mother is a Father” (1988) Zahradkova
works with both drawing and aquarelle in a cheer-
ful and relaxed way, and does not force

Jitka Walterova
Co jsem princi nefekla
“I Did Not Say to the Prince”

Kos v parku (1984) a Snézny muz (1986) pFichazi
s kresbou energickou, akéni, zébérové nekonvenéng
a ndpadité rozehranou. ’

Svymi prvnimi autorskymi filmy Ftuda z alba
(1987} a KiiZovka (1988). vtipnymi anekdotami
z oblasti vztahi muZe a Zeny, na sebe vyrazné upo-
zornila Michaela Pavlatova. Jeji tfeti film Red, fedi,
fedi .. (1992), jenZ je ostrou a bystrou animovanou

reportazni sodnou plytkosti a povrchnosti “spoleden-

»

ského” Zivoia, byl roku 1992 nominovan na Oscara
a ziskal ¢ty dalsi mezindrodni ocenéni. Charakte-
riznje jef spontanné expresivii volna kresha, 0spés-
né prekondvajici hranice obvyklého satirizujictho
stereotypu a vyjadrujici rozporupinost souc¢asnych -
aktérh.

Y

Michaela Pavldlova
Redy, fedi, fedi ..
“Words, Words, Words ..."

either artistic stylisation or a “humorous” morpholo-
gy on them, but animates her characters in a lively
and charming way, and with gusto. Petra Fundova,
in “The Bin in the Park” {1984} and “The Snow Man”
(1986} uses drawing that is energetic and active, and
ingeniously animated using unconventional shots.
‘Michaela Pavlatova drew considerable attention
with her first author's films, “Etude From an Album”
(1987), and “Crossword Puzzle” (1988), witty anec-
dotes concerning relations between men and women.
Her third film, “Words, Words, Words” (1992), a sharp
and clever animated study of the shallowness and
superficiality of “social” life, was nominated for
an Oscar in 1992 and won four other international
awards. It Is characterised by spontanecus and
expressive free drawing, which successfully goes
bevond the usual satiric stereotype and shows
people for the mass of contradictions they are.

o




Fva Svankmajerova
Jsouc na fece mlyndaf jeden
“There Was a Miller on a River”

cela osobité vstupuje do hry 1 daldi Cerstva
absolventka VS UP Tereza Kuterova,

LA Ve filmu Rytmy (1988) ndm pripoming svézi
kresbou a vynikajici choreografif desitek, stovek
postav rozpor mechanického Zivotniho stereotypu

a jeho kreativiiho naplnéniStejné sugestivné a viip-
né je tlumodena i myslenka jejiho dalstho filmu

Na cestd (1991). U mladé autorky, kterd je i hereckou,
tane¢nici a kostymni navrhafkou, je prekvapujici
originalita mySlenek jejich témat a jefich vytvarne
néroéni suverénni zvladnuti.

yrazny cit pro groteskni nadsazku, barvitost,
zkratku 1 pro poetiku absurdna projevila jiz
ve svém debutu Slepice (1984) Lucie Klimo-
vi, Ve svych dalgich filmech Houpacka (1985, reZ.
[van Rend) a v seridlu Vyndlezy pana Bartolomeje
(1987-8, rez. Jaroslav Bocek). pracuje v8ak uZ jen
jako vytvarnice.

ereza Kucerova is another
recent graduate of the College
of Applied Arts who has made
a very individual entrance on to the
scene. In “Rhythms” (1988} the freshness
of her drawing and the excellent chore-
ography of the tens of hundreds of fig-
ures reminds the viewer of the contra-
diction of the mechanical stereotype of
life and its creative fulfilment. The idea
contained in her next film, “On the
Road”, is expressed in just as atmos-
pheric and witty a way. This young film-
maker who is also an actress, a dancer
and a costume designer has a surprising
originality of thought, and the artistically
demanding way in which she expresses
them shows her supreme capability.

! ucie Klimova showed a notable feel for
grotesque exaggeration, colour, abbreviation
and for the poetics of the absurd in her
debut, “Hens” (1984}, In her other films, “The Swing"
(1985, dir. Ivan Renc) and in the serial “The Disco-
veries of Mr. Bartholomew” (1987-8, dir. Jaroslav
Bocek) she did only the artwork.

he painter, ceramicist and graphic artist va
Svankmajer introduced new artistic values.
Her work is a world of dramatically-viewed
paradoxes and clashes, the demasking of conven-
tions, mystification, self-deception and prudery. They
make an appeal for honesty and the calling of things
by their proper names, and the same goes for her
work for animated film. For Brdecka's morbid broad-
side ballad “There Was a Miller on a River” (1971}
she created an oil composition which joined the
robust simplicity of the performance with the muiti-

Zuzana Vorlidkova
Udel
“A Lot”

i ové vitvarné hodnoty pfin48f malitka, kera-
micka a graficka Eva Svankmajerové. Jeji

Sai Prace jsou svétem padné vidénych para-
doxii a stretd, demaskovanim konvenci, mystifakef,
sgbek{an}ﬁ‘ a prudérie. Vyzyvaji k upfimnosti a k na-
zyvani véci pravymi jmény. TytéZ vlastnosti mé i jeji
tvorba, pro animovany film.

% ro BrdeCkovu moritdtovou jarmareéni
baladu Jsouc na fece mlynaf jeden (1971)

. ! navrhla olejové kompozice, spojujici robust-
ni prostotu prednesu s vicevrstevnymi asociativnimi
vazbami. Pro Laternu magicu realizovala obdobné -
sestavovanim détské skladanky diaprojekef - Ztrace-
nou pohddku (1974) a pro Condor Film v Curychu
animované ploskové sekvence do filmu Jost Burgj,
demystifikace ¢asu a prostoru {1986). Jeji obrazové
citen], vnitini myslenkové pnutf davaji v montdZi nové
moznosti dramatické gradace. Eva Svankmajerova

Tereza Kuderova
Na cesté
“On the Road”

layered associations in the background. She used
the same technique, similar to slide projection and to
children’s picture block games in the film she made
for Laterna Magika, “The Lost Fairy Tale” (1974). For
Condor Film in Zurich she made a two-dimensional
animated sequence as part of the film “Jost Burgi,
the Demystification of Space and Time” (1986},

Her visual feeling and vaulting intellect give the
montage new possibilities of dramatic climax. Eva
_Svankmajerova enriched animated film by oil-paint-
Ing, firm composition and multi-layered semantic
association. She also created artwork for a number
of films by her husband, Jan Svankmajer.




obohatila vytvarny slovnik animované tvorby o tech-
nologii olejomalby, pevnou kompozici a vicevrstevné
vyznamové vazby. Spolupracovala take vytvarné

na fadé filmi svého muZe Jana Svankmajera.

al§f vyjimkou mezi posluchatkami VS UP je
absolventka Akademie vytvarnych uméni

i oraficka Milada Sukdoldkovd. Ve svych

vou filmech Kamenné varhany (1984, rez V. Metra)
a Sentimentalni piibéh (1988, reZ. B. Baromykin)
piinadi novou polohu grafické poetiky. NepouZiva
koldZi, ale ve svych kresbéch, v jejich jemném kolo-
rity, iluziviim prostoru a v jejich ponékud literarnich
vazbach vychdzi z obdobnych principd. Citovy svét,
jejz ve svych kompozicich tlumodi, neni staticky,
nedojima artistnimi efekty, neSokuje zaSifrovanou
negitelnosti. Vyjadiuje spiSe v bezelstném udivu roz-
por mezi tichou krdsou Zivota i svéta a jejich hlu¢ny-
mif deformacemi.

‘a vytvarnou slozku tvorby se soustfeduje

i absolventka VS UP Zuzana Vorlickova.

Ve filmu Laterna musica (1984, reZ. P. Kout-
sky) Zivé a fantaskné evokuje kaskady tond. Pro po-
fad Laterny magicy Odysseus kresli i animuje pasa-
#e Kyklopa a Penelopy, pIné sugestivii moderni
poetiky. Ve filmu Udél (1988, rez Jaroslava Havet-
tova), jenz ziskal nékolik festivalovych ocenéni,
charakteeerizuje v civilni i dramatické akéni zkratce
vyprahlou marnost Gsili dnednich Sisyfiv

avérem miZeme tedy konstatovat, Ze tato
jista feminizace nejmladsich generaci deské
$koly nevede k jejimu rozmélnéni, nybrz

dikel. Jako scéndristky, vyivarnice, animatorky a reZi-
sérky byvaji Zeny rozhodné méné rozvlaéné a upovi-
dané, neZ muzi

Zuzana Vorliékovd
Udel
"Alot”

nother exceptional College of Applied Arts
student was Milada Sukdolakova, who had
i already graduated from the College of Fine
Art graphics department. In “Stone Organ” (1984,
dir. V. Metra) and “A Sentimental Story” (1988,
dir. B. Baromykin) she added a new level to the art
of graphics. She did not use collage, but in her draw-
ings, with their delicate colouring, iflusive use of
space and their somewhat literary associations, she
used similar principles. The emotional world which
she presents in her work is not static, nor is it given
its emotion through artistic effect. It does not shock
with undecipherable codes. Instead, it expresses
with artless wonder the contradiction betwen the
guiet beauty of life and the world and its noisy
deformations.

uzana Vorlickova, also from the College

of Applied Arts, concentrates on the artistic
element. In “Laterna Musica” (1984,

dir. Pavel Koutsky) she created a cascade of tones in
a lively and imaginative way. She then drew and ani-
mated the Cyclops and Penelope passages for the
Laterna Magica's production of Odysseus, filling
them full of modern lyricism. In the film “Fate” (1988,
dir. Jaroslava Havettova), which won several festival
awards, she uses both ordinary and dramatic action
abbreviations to convey the empty futility of the
attempts of today’s Sisyphuses. In conclusion it can
be said that this certain feminisation of the youngest
generation of the Czech school has not led to its dif-
fusion but has brought new attifudes and perhaps

a more lively and compact diction. As scriptwriters,
artists, animators and directors, women are usually
decidedly less verbose and long-winded than men.

Jan Svankmajer

ak, jako jsme se museli vénovat
obsahle tvorbé Jifiho Trnky,
ktera podstatné ovlivnila ¢esky
animovany film v jeho prvnim dvaceti-
leti, je pro jeho posledni tfi desetileti
vyznamna tvorba Jana Svankmajera.
Vyznamna pravé svou jedinednosti

a odlignosti, které znemoZiujf jeji pru-
bézné fazeni. Jan Svankmajer je malff,
grafik, keramik, scénograf, autor objekt(,
taktilni poezie, filozofickych esejt, lout-
kaf, filmar, reZisér, animator, stfthaé,
autor namétd i seénart Roko 1958
absolvoval loutkarskou katedru Akade-
mie muzickych uméni. O jeho tvorbé lze
strucéné Fici, Ze dava soudasnemu
animovanému filmu nové virazové

Jan Svankmajer

ust as extensive attention had
to be paid to the work of Jiri
Trnka, because he was a funda-
mental influence on the first twenty
years of Czech animaled film, in the
same way the work of Jan Svankmajer
has been significant for its last three
decades. What makes it significant is its
uniqueness and distinctness, which
make it incapable of being placed in any
sort of category. Jan Svankmajer is

a painter, a graphic artist, a ceramicist,
set designer, finder of objects, creator of
tactile art, writer of philosophical essays,
puppeteer, film-maker, director, anima-
tor, cufter, and author of film proposals
and scripts. In 1958 he graduated from

Jan Svankmajer
MoZnosti dialogu
“Dimensions of Dialogue”

Jan Svankmajer
kolaze
“collage”



i obsahové dimenze. Jen zfidka vypravi
pfibéh. Odhaluje souvislosti, vazby

i nésledky lidského konani, d&ja.
Nezastavuje se pfed hranicemi védomy,
ale nehledd také priciny jen pod jeho
prahem. Umi varovat pied ztotoZnénim
nepfiznaného s nepoznaiym a nepoz-
naného s neredlnym. Je jednim z téch,

u nichZ zevrubna analyza s kontempla-
tivni syntézou, presna logické konstruk-
ce s eruptivnim temperamentem a fan-
tazii, realita hmoty a faktu s jejich
vytvarnou stylizaci, technologie realizad-
niho procesu s tokem, imaginac{ a ¢aso-
prostorem dila nejsou nepfekonatelnymi
protiklady, ale vzijemné inspirativnimi
dynamickymi vazbami.

vankinajerova filmova vytvar-
nost je spjata s akei kamery, fil-
movymi vazbami, se stfthem

Zi, se sémantickou funkei zédbéru
v daném kontextu, v dané lvagze.
Rozhoduje vSak vidy myslenka. Nikoli
oviem myslenka jako teze ¢i dogma, ale
jako tvaha nad mnohovrstevnosti piicin
a nasledkil. Svankmajer nevidi dobro

a zlo jen jako produkt konkrétnich his-
torickych podminek, jak se to snaZil
tvrdit proti jeho viili dodatedéné pofizeny
titulek v zévéru jeho filmu Kyvadlo, jaima
a nadéje (1983). Jeho moralka je velice
realna. Dobro i zlo je ve zjevnych i nepo-
strehnutelnych forméch v kazdém z nés.
Bylo a bude. Svankmajer ndm jen
demonstruje slozitost silokfivek jejich
vazeb a jejich naivné i rafinovand
kamuflované projevy.

. logical construction and

the puppetry faculty of the Academy of
Performing Arts. Briefly, his work can be
said to give contemporary animated film
new dimensions of expression and con-
tent. Only rarely does he tell a story.

He unveils connections, associations
and the consequences of human behav-
iour. He does not balk at the boundaries
of consciousness, but neither does he
look for causes only under its threshold.
He knows how to warn against taking
the unadmitted and the unrecognised to
be the same thing and the unrecognised
and the unreal. Detailed analysis and
contemplative synthesis, precise

eruptive spirit and imagi-
nation, the reality of
material and facts and their
artistic stylisation, the technique of the film-mak-
ing process and the flow, imaginative and spatio-
temporal characteristics of a work - he sees none
of these as irreconcilable opposites, but as muto-
ally inspirational and dynamic combinations.

he art of Svankmajer’s films is closely con-
nected with camera action, with film associ-
ations, with cutting and montage, with the
semantic function of the shot in a given context, as
part of a given idea. “Idea” here does not mean a the-
sis or a dogma, but a reflection on the many layers of
cause and effect. Svankmajer does not see good and
evil merely as the product of concrete historical con-
ditions, as a subtitle inserted against his will at the
end of “The Pendulum, the Pit and Hope” (1983)
would have it. His moral code is a very realistic one.
Good and evil exist in both conspicuous and imper-
ceptible forms in each of us; they always have done
and always will do. Svankmajer only demonstrates
the complexity of the lines of force which bind them,
and the way in which they are deformed both naively
and by sophisticated camouflage.

Jan Svanknrajer
kolaze
“collage”
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le i tento vyklad by Svankmajera nemistné

zjednodusoval. Neni piece jen dobro a zlo,

Jsou 1 jejich jiné vazby: krasa, hloupost,
, svoboda, krutost, Zravost, moc, sen,fantazie,
posedlost ... I o nich hovofi. A je i humor. O Svank-
majerové tak nelitostném a zdravém humoru jists
jesté vznikne podnéind studie. O jeho filmech se
gasto hovoii jako o experimentech. Svankmajerova
tvorba je piimo protikladem experimentu. Experi-
ment nelze pfece ztotoZitovat s novou cestou, novym
objevem, novym myslenim. Védec ¢ umélec experi-
mentuje jen tehdy, kdyZ dosavadni poznéni ani lo-
gickézavery nestadi samy vyty¢it presné cestu
dalsiho postupu, ale jen naznadit smér, v némz je
pak moZno uZ jen experimentovat, hledat a zkouget
v okruhu moznych soutadnic. Svankmajerovi nikdy
neslo o objevovani €1 rozvijeni novych materialg,
technik a postupi. Volil vzdy jen ty, které nejlépe
vyjadiily jeho zamér a s témi pak pracoval zcela
suverénné a bezpetné. Experimentoval snad jen
v hledéni téch podnétl a vazeb naseho nevédomi,
ktere spoluvytvareji nade ja a ovliviiuji nade &iny.

ako loutkar spolupracoval Svankmajer
poprvé na Radokoveé fitmu Johannes doktor
Faust (1958). Samostatné rezijné i vytvarné
pak debutoval filmem Posledni trik pana Schwarz-
waldea a pana Edgara (1964), jenZ je symbolem
tvofivych 1 ni¢ivyeh vazeb lidského védomd i neve-
domi. Ve vytvarné grotesknfm pojeti filmu pracuje
pfevainé s trikem a jen s minimem animace.
Na motivy Fantazie g-moll J.S.Bacha nataéi o rok
pozdeji stejnojmenny film, v ném# varovné tény
varhanni fugy konfrontuje se zmarem, jimz netipros-
ny ¢as i lhostejnost ni¢{ v durové toniné dilo, které
kdysi byvalo mollovym projevem byti. I v ndm nahra-
zuje akce a montaZ kamery animaci a silny vytvarny
ucin je docilen jen vnitini dynamikou vidéné reality.
Ve studiu Jifiho Trnky pracoval nejprve vytvarné
ng jiz zminéném filmu Pavla Prochazky Cislice -
(1965}, jemuz dal hravost i satiricky nadhled.
Autorsky se uvadi loutkovym filmem Rakvickdrna
(1966), reminiscenci mafiasovych jarmareénich
fraSek. Vytvarné vychdzi z naivnfho a drastického
expresivniho tvaroslovi pouti, z opryskanych

But even this interpretation is an undesirable sim
plification of Svankmajer’s work. There is not only
just good and evil, after all. They exist in other for-
mulations: beauty, stupidity, wretchedness, freedom,
cruelty, greed, power, dreams, imagination, obses-
sion... To talk about any of these is to talk about
good and evil. And there is also Svankmajer's
heaithy and merciless humour, which will definitely
be the subject of a seminal study one day.

vankmajer's films are often called “experi-
mental”. However, his work is the direct
antithesis of experiment. Experiment is not
the same as the discovery of a new path and a new
way of thinking. A scientist or artist only experi-
ments when neither previous knowledge nor logical
conclusions are enough to show the precise path
which shouid be taken next, but only indicate the -
direction in which all that can then be done is to
experiment and search the circle formed by possible
coordinates. Svankmajer was never interested in dis
covering or developing new material, techniques or
approaches. He simply chose those which best
express his aim, and then worked with them with
complete mastery and confidence. The only experi-
ments he has perhaps made concern the searching
for those stimuli and associations in our uncon-
sciousnesses which together create our egos and
influence our acts.

8 a puppeteer, Svankmajer's first work wa
on Alfred Radok’s film “Johannes Doktor
Faust” (1958). He then made his indepen-
ent directorial and artistic debut with the film
“The Last Trick of Lord Edgar and Lord
Schwarzewalde” (1964), which symbolised the cre-
ative and destructive associations in human con-
sciouness and unconsciousness. The artistically
grotesque film uses mostly tricks, and a minimum
of animation. A year later he made “Fantasy in G
Minor”, in which he collates the warning tones of
Bach's organ fugue with the ruin with which inex-
orable time and indifference destroy in the major
key a work which was once a minor-tone display
of existence. In this film, too, camera action




polychromii loutek a hadrovych dekoraci, které kon-
trapunkticky ozvlastiuje poetikou dobovych reklam.
Vystupuji Kaspar, Paitdca, méSec, palice, rakev

a morce. Film je tvrdou obZalobou nifivého sviru

3 agrese.

dsledujiel plogkovy triptych Et cetera (1966)
je ironickym protestem proti tupému me-
chanismu Zivota v bludném kruhu, v ném#
ignorujeme existenci dvelf & vychovy bez bice. Je
jedinym ze Svankmajerovyeh filmg, jenZ je tlurnoéen
jen kresbou a plnou animaci. V jedné z popularnich
anket tehdejsich let oznaéil Jiff Trnka tento Svank-
majer(v film za svij nejsilnjsi zaZitek roku.

istoria naturae (1967) je ironickou fantaskni
koldZi objektiy, zamySlejici se nad nenasyt-
nosti tvorstva a pomijivosti Zivota, Hoii
groteskni skrumaZi asociativnich vazeb a podtexti.
V Zabradé (1967) pracuje s Zivymi
herci jako s loutkami, aby tim inten-
zivnéji zdlraznil egocentricky
despotismus, budujici svou
nadvlddu na odosobnéni
ostatnich, ktefi se stévaji
pouhymi kily v plotu

a vyckavaji, jak budou
manipulovani, Byt (1968)
kombinuje hru herce

5 animaci predmétn, které
jej ebklopuji, odmitaji mu
slouZit & pronasleduji jej se
§kodolibou dislednostiJe to
drama stavu odcizéni, v némsz
je ¢lovek terorem absurdity vnéjsiho
dénf pfinucen k rezignaci.

Jan Svankmajer
kolaZe
“collage”

and montage replace animation, and the sirong
artistic effect is only achieved by the inner dynamic
of the vision of reality.

s has been said, Svankmajer’s first work
was on a film by Pavel Koutsky, “Numbers”
(1955) in Jiri Trika’s studio, to which he
brought playfulness and a satirical detachment.

His first own film was “Punch and Judy” (1966},
reminiscent of market-place puppet farces.
Artistically, the film uses the naive and strongly
expressive morphology of the fair, with the cracked
and colourful paint of the puppets and the cloth
background, which uses the poetics of period adver-
tisements in counterpoint. All the traditional figures
and objects appear - Kaspar, the clown, the purse,
the mallet, the coffin and the guinea-pig. The film is
a severe indictment of the destructiveness of discord
and aggression.

triptych of two-dimensional films, “Et Cetera”
(1966) is an ironic protest against the blunt-
ing effect of life lived in a vicious circle, in
which the existence of doors or of upbringing with-
out the rod are ignored. It is the only one of
Svankmajer’s films which uses only drawing and full
animation. In a survey of the time, Jirl Trnka named
this film of Svankmajer’s as being the thing which
had made the strongest impression on him that year.

istoria Naturae” (1967) is an ironic and fan-
tastic collage of objects, which considers the
insatiability of creation and the iransience
of Hie. It seethes with a grotesque mass of associa-
tions and subtexts. In “Garden” (1967) Svankmajer
works with both living actors and puppets, in order
to intensify the egocentric despotism which builds up
its hegemony by depersonalising others so that they
become mere stakes in a fence, waiting to see how
they are manipulated. “Flat” (1968) combines an
actor with animated ohbjects which surround him,
refuse to serve him and follow him with malicious
persistency. It dramatises the state of depersonalisa-
tion in which people are reduced to resignation, ter-
rified by the absurdity of external events.

7 fibuznou tématiku 1 technologii ma také
Tichy tyden v domé (1969). Dim je svétem,
: v jehoZ titrobéch se den ze dne odehravaji
vzajemné se podminujici iracionalni dramata a pro-
cesy prosté jakéhokoli citu, které nezbytné vysti

v destrukei. Stredometrazni Don Sajn (1970) je nato-
gen v redlech bludiif zpustlych zémeckych zahrad

a sehran herci-loutkami, choreografovanymi v trha-
vych pohybech vodénych marionet. V navini drastic-
nosti této pimprlové komédie je op&t koncentrovana
nesmyslnd nepiicetnost krutosti a zloby. Virtuozni
dramatizaci realu kamerou je reportdZ ze sedlecke
Kostnice (1970), v niZ se stalo tisice lebek a hnatd,
tisice trosek lidskych osudil nejprve obskurni vyzdo-
bou a dnes turistickou atrakef, komentovanou Skolni
vypravé slovni rutinou a Zovidlnimi glosami tuctovée
svérdzné privodkyné. Tento pravdivy, kruté auten-
ticky prvek musel byt v distribu¢ni verzi opét proti
wili autora a zcela protismysiné nahraZen poetickym
komentéfern.

a nékteré z motivii Carollovy Alenky v 1isi
divii a z Nezvalovy Anicky Skfitka byl kom-
ponovéan Zvahlav, aneb Sati¢ky Slaméného
Huberia (1971). Film viak nebyl pies své poetické -
hodnoty pro sviij surrealisticky charakter uveden

v kinech. Pozdgji byl prodan americkému producen-
tovi a zvitézil na nékolika festivalech. V koprodukei
s Corona Cinematografice Roma vznikl Leonardirv
denik (1973), jenZ kombinuje z&béry animovanych
kopii Leonardovych kreseb s dokumentarnimi
zabdryze soucasnosti. Neni to oviem komparace
lacinych analogii, ale identita $klebu, gest, grimas .
a &int, zachycenych kdysi velkym pozorovatelem

a véend se opakujicich ve tvafich viech dob i dnegka.

Quiet Week in a House” (1969) uses a simi-
lar technique and theme. The house is the
world, in which every day irrational and
interdependent dramas are played out, processes
devoid of feeling which must of force end in destruc
tion. The medium-length “Don Sajn” (1970} is shot
in the maze of an overgrown castle grounds, and is
played by actors who are puppets at the same time,
moving with the jerky movements of marionettes.
The naive violence of this traditional puppet comed
is once again full of meaningless and insane cruelty
and anger. “The Ossuary” (1970}, a documentary, is
a virtuoso dramatisation of the real by the camera,
in which thousands of skulls and bones, thousands
of pieces of human fates become first an obscure
decoration and then a tourist attraction. A idiosyn-
cratic guide makes routine and breezy comments
on them as she takes a school trip round. However,
this real and cruelly authentic element had to-be
taken out of the distribution version, again against
Svankmajer's will. With utter paradox, it was
replaced by a poetic commentary.

abberwocky, or Little Straw Hubert's

. Clothes” (1971) was based on several motif:
£ from Lewlis Carroll's “Alice” books and
Nezval’'s “Anicka the Fairy’. However, the film's sur-
real character prevented it from being shown in cin
mas, in spite of its poetical value. It was later sold t
an American producer, and won at several festivals.
“Leonardo’s Diary” (1973) was made in co-productio
with Corona Cinematografice Roma. It combines.
shots of animated copies of Leonardo’s drawings
with documentary shots from the present. Naturally.
Svankmajer is not trying to draw easy analogies, bu
is merely capturing the identical expressions, gri-
maces, gestures and actions which Leonardo once
noticed and which have been repeating themselves
on faces of all periods, including today.




trantsky zamek (1977} reprezentuje opét
Svankmajeriv humor. Hrany rdmec tvofi
rozhovor reportéra s 1ékafem, jehoZ konié-
rytifského romanu Hordce Walpola nebylo italské
Otranto, ale éesky hrad Otrhany. PloSkovou techno-
logii a v poloze dobovych ilustraci jsou pak sehrany
nékieré pripomenuté tryvky ddvného déje. Jde

o satirickou blasfémii, kterou vsak tehdejst vedeni
pokladalo za nezbyiné zakonéit vysvétlujicim titul-
kem. Jedinym aktérem Zaniku rodu Usherd (1980),
inspirovaného novelou E.A.Poea, je baladicky patos
jeho osudové atmosféry. Film nerekonstruuje
chmurny piibéh, ale vyjadiuje pocity, kieré proZivé
piitel-svédek nékdejSich rodinnych dramat

%z Poeovy novely. Je.to prostor, ¢as, hmota, je o
hroutici se zdivo domu, obklopeného bahnitym
mocalem - to vSe sugestivné predznamendva zanik
Usherova rodu.

triptychu Moznosti dialogu (1982) pracuje
sSvankmajer s asambldzi, objekty, kolazi,

s aktéry animovanymi modelaci. Je to
zavratny,. vifivy kaleidoskop svard a pricin, které
znemoziuji dialog a dorozuméni. Naléhavé nam -
piipoming ambivalenci zdanlivych hodnot a jistot.
Ve filmu Do sklepa (1983) , natodeném pro bratislav-
ské studio, kombinuje Svankmajer znovu Zivého
herce s animovanymi pfedméty. V pfibéhu dévéatka,
které ma prinést ze sklepa kosik brambor, rozehravd
svét détského strachu a pocitd hréizy. Na motivy préz
E.APoea a Vilierse de 1 Isle Adama vznikl dal3{ trip-
tych Kyvadlo, jdma a nadéje (1983), jenZ vyjadfuje -
kruté destruktivni tendence moci, prochazejici déji-
nami lidstva v nejriznéjSich obménéch, i zoufalou
villi ¢lovéka Zit. Svankmajer v ném oZivenim drtivé,
osudové makrostruktury hmoty, iluzivnim pohiybem
vééného hleddni, ohroZeni a tniku dociluje
strhujieiho uéinu.

oku 1987 nataci pro §vycarsky Condor Film
Zurich sviij prvni celovedéernt fitm, inspiro-

2 vany opét motivy Carrolovy Alenky v {8
divit Néco z Alenky. UZ ndzev sam naznacuje, e mu
ani tentokrat nejde o rekonstrukei literarni osnovy,

he Castle of Otranto” (1977} is another good
example of Svankmajer’s humour. It is
framed by human action; a reporter is inter-
viewing a doctor, whose hobby is trying to show that
the scene of Horace Walpole's popular chivalrous
novel was not the Ttalian Ofranto, but the Czech cas-

tle of Otrhany. Two-dimensional figures which look -

like period illustrations are then animated acting -
episodes from the long-ago past. It is a satirical blas-
phemy, which the then government considered
should end with an explanatory subtitle.

he only character in “The Fall of the House
of Usher” (1980), inspired by Poe’s novel, is

The film does not reconstruct the gloomy story, but
expresses the feelings of drama experienced by the
friend and witness of Poe’s story. Space, time, maiter,
brickwork, mud - everything goes to suggest the fall
of the Usher family.

n the three-part “Possibilities of Dialogue”
(1982), whose characters are animated mod-
els, Svankmajer works with assernblage,
objects and collage. It is a dizzy, whirling kaleido-
scope of destruction and of the causes which make
dialogue and understanding impossible. The film
shows us the ambivalent nature of apparent values
and certainties. “Down to the Cellar” (1983), made for
the Bratislava studios, again combines a live actor
and animated objects. The story of a litfle girl who
has to bring a basket of potatoes up from the cellar
embodies the world of childish fear and terror.
Another three-part film, “The Pendulum, the Pit and
Hope” (1983), is based on motifs from Poe and Viliers
de I'lsle Adam and conveys the cruel destruetive ten-
dencies of power, which stalks through human histo-
ry in various disguises, and man's despairing will to
live. To devastating effect, Svankmajer brings to life
the crushing, fateful macrostructures of matter, and
the illusive movement of eternal searching, danger
and escape.

In 1987, for the Swiss company Condor Film,
Svankmajer made his first full-length film, again
inspired by Lewis Carroll, “Alice”.

the balladic pathos of its fateful atmosphere.

ale o ryze filmovou vokaci piedstav a poznani,
vyjadfenych literdrnim dilem. Svankmajer dokéZze
bez vnéjitho pibéhu gradovat dramaticky stfet reali-
ty s jeji druhou dimenzi fantasknich nevédomych
vazeb tak, e jimi udrZi po celych devadesat minut
pozornost divdka. Uplatni zde nejen bohaty arzenal
své imaginace, vyrazovych technologii a materiald,
ale i analogii stavebnich basnickych prostiedki
rytmu, rymu, asonance, aliterace a repetice zaklad-
niho motivu. Vytvarny projev zde nemd uZ jen funkci
estetickon, dramatickou a etickou, ale i noetickou

a gnoseologickou, Svankmajerovy vypravy do svéta
Alendinych divii nesméfuji k vystraze:
pozor, détska duse, nevstupovat!,
nybrz vyzyvajit: nedesifrovat, hrat

s sebou!

Jan Svankmajer
kolaze
“collage”

ni Muzné hry (1988) nemizeme charakteri-
zovat vytvarné, aniZ bychom struéné nena-
znatili mySlenku filmu. Jde o nemilosrdné
emaskovani stadni krutosti, kryjici se sportem.

O jediny vystrazny makrodetail. Realita je zde vytvar-
né kombinovéana s desitkami animovanych plogko-
vych akteri-fotbalisti se stejnou fyziognomil. Masovy
pud devastace je sehran rovnéZ na jediné realné
tvai, prechézejici do tvafe hlinéné, pestfe a fantask-
né demolované animaci. Tato uniformita krutosti
odhaluje pravdivéjsi nebezpedi gladiatorského pojeti
sportu, neZ jakékoli kriticka polemika. Svankmajertv
videoklip Another Kind of Love (1988) mZeme
nejspis nazvat burleskni groteskou, nebo i groteskni
burleskou Je natoten pro Noomad Film Frankfurt

a doprovazi stejnojmennou pisett, ale ne zase tak

Again, he is not interested in reconstructing the
dream world, but in eveking the ideas and percep-
tions expressed by the book. Without an external
story, Svankmajer manages to gradate the dramatic
clash of reality with its other dimension of imagina-
tive subconscious associations in such a way as to
hold the attention of the audience for a full ninety
minutes. As well as drawing from the rich arsenal of
his imagination, expressive techniques and materials,
he uses an analogy of poetic construction, with
rhythm, rhyme, assonance, alliteration and repetition
of the basic motifs.

The artistic appearance of the film has a function
over and above the aesthetic, dramatic and the eth-
ical - it takes on a noetic and gnoseological func-
tion. Svankmajer's excursions into the world of
Alice’s wonders do not say “Danger! Child’s Mind,
Please Keep Out”; they call “Stop decoding and
start playing!” : -

~ irile Games™ (1988) is another film whose
artistic appearance cannot be described.

| without first briefly indicating its ideas.

t a question of a normal satire on the vulgari-
sation of the concept of the sporting spirit in the
minds of some sportspeople, officials and fans:

it is more of an attempt to ruthlessly unmask them.
This is done in & single moment. Real film

i



docela: n&kdy ji spiSe zavzdoruje. Svankmajer v ném
fadi tak bezuzdné, jako dosud nikdy. Redlné zabéry
zpé&vaka plynule prechézeji do animaci modelované
karikatury atd., atd. Ohfiostroj napadii a gagl. Je aZ
paradoxni, Ze pravé v této, v rdmel Svankmajerovy
tvorby lehkonoh¢ hfi¢ce snad nejéitelnéji vynikd
aktivni vzdjemné insprativii jednota autora, vytvarni-
ka, animdtora i reZiséra a spojeni jejich profesionalni
virtuzity s neselhavajici jistotou zéaméru a cile.

rsné monumentalni je naproti tomu dsitovny
boj animaci modelované hmoty o naplnéni
vsech Zivotnich funkei ve filmu Tia, svétlo,
tma (1989). Ani Konec stalinismu v Cechéch (1990),
roviéZ animovany modelaci hiiny, neni jen vaSnivym
vyrazem osvobozujiel demolice symbol totalitni
agresivity, ale I varovanim pfed natirénim starvch
model novymi, le¢ opét uniformmimi, tentokrat
“vlasteneckymi” barvami. [ronicky vervni satira Jidlo
(1992), nep¥imo navazujici na piedchozi Historii
naturae, je opét nelffostnym odsouzenim antropocen-
trismu a nenasytného sobectvi. Roku 1993 zaéing
Svankmajer v koprodukei realizovat sviij snad
nejnarotnéjsi projeki, celoveéerni animovany film

na faustovsky motiv.

evatendct 7 dvaceti sedmi Svankmajerovych
filmt ziskalo 45 vyznamnych cen (12 na do-
maécich, 33 na zahrani¢nich pfehlidkach

a festivalech) a dalsf desitky Gestnych uznani.

Na mezinarodnim festivalu ve Valladolidu byla retro-
spektivni prehlidka Svankmajerovych filmii pocténa
hlavni cenou Zlaty klas. Na 30. roéniku mezindrod-
niho festivalu animovanych filmi v Annecy v roce
1990 byly z vitéznych filmd viech roénikl ocenény
jako nejlepsf MoZnosti dialogu.

vytvarné strance jeho tvorby miZeme
obecné Fei jen tolik, Ze je neodmyslitelna
od celkové struktury dila a Ze nikdy neni
jen jeho podnétem, ale i mySlenkou a tvarem. Neza-
chova jednotu technickych postupi. ale jednotu vide-
ni a stanoviska. Svankmajer byva obvifiovan z de-
struktivnich tendenci, z démonologického mysticis-
mu, podobné chvinéni viiéi t8m, kdo proti destrukei

is combined with dozens of animated two-dimension-
al footballers, all with the same physiognomy. The
mass instinet for destruetion is shown on the first,
real level, and it is then transferred to the clay faces
which are then vigorously distorted by animation.
The uniform cruelty reveals the danger of the gladia~
torial concept of sport more effectively than any criti-
cal article.

music video, “Another Kind of Love” (1988)
which Svankmajer made for the Frankfurt
company Noomad Flm accompanies a song
of the same name - but not always; sometimes it
goes in the other direction and resists it. Svankmajer
is here more wild and unbridled than ever. Real
shots of the singer flow into the animation in the
form of a modelled caricature. The film is a firework
display of ideas and witticisms. It is paradoxical that
it is here, in a lightly-meant game, that the unity of
Svankmajer's work as author, artist, animator and
director, and his ability to join his professicnal roles
with unfailing certainty of aim is perhaps most felt.

n contrast, his efforts to make modelling
material perform all the functions of life

in “Darkness, Light, Darkness” (1989) are
ruggedly monuimental. “The End of Stalinism in
Bohemia” (1990), which again uses animated models,
is not just a passionate expression of the liberating
demolition of the symbols of fotalitarian agression,
but it is also a warning against replacing old models
by new ones, still uniform, but this time with “patriot-
ic” colours. The vigorous satire “Food” (1992), which
indirectly picks up on “Historia Naturae”, is a merci-
less indictment of anthropocentrism and insatiable
selfishness. In 1993 Svankmajer started work on
what is perhaps his most demanding project yet,

a full-length film, made in co-production, based

on the Faust legend.

i ineteen out of Svankmajer's twenty-seven
films have gained 45 important awards

(12 at home, 33 at foreign festivals) and
dozens of honourable mentions besides. At the inter-
national festival in Valladolid, a retrospective

nejvadnivéji bojuji, jsou zeela bézna. Svankmajerovo
“zlo” nemd v sobé pranic mystickétho. Je zeela redl-
né a je i v nas. 7 t&chto pozic bychom ostatné mohli
kifivé obvinit celou nesmlowvavou linil uméni od
Bosche pies Goyu aZ po Topora, kierd haji lidské
hodnoty odhalovanim jejich deformaci: egocentrismu,
hloupesti, intolerance, krutosti. Pak je oviem
obviflovan i ze skepse. Umélec ale nemiZe byt
jednostrannym optimistou v dobé, v niZ zaostavani
vyvoje mezilidskych vztahti za vyvojem védy nabyva,
aZ apokalyptickych dimenzi,

yvoj vytvarné stranky animované tvorby ma
jistd sviij specificky charakter, neprobihd
oviem izolované od vyivarného déni minu-
1ého 1 budouciho. Objevy a tendence uméni dvaca-
tého stoleti maji na néj pfirozend vatsl vliv, neZ tfeba
antika, gotika nebo barok. V naSem animovaném
fillmu nalezneme kladné podnéty realismu, expre-
sionismu, symbolisimu, naivniho umeénipoetismu, sur-
realismu, dadaismu, neorealismu, pop-artu atd, atd.
Jsou v ni i negativni vlivy eklekticismu a podbizivos-
ti. Svankmajer vychdzi z vazeb a poetiky surrealismu

Jan éyankmajer
Rakvitkarna
“Punch and Judy”

of Svankmajer's work was awarded the festival's main
prize. At the 30th international festival of animated films
in Annecy in 1990, “Possibilities of Dialogue” was judged
the best film out of all the winning films in the festival's
30 years.

11 it is possible to say in general about the
ariistic side of Svankmajer’s films is that it
is inseparable from the total structure of his
work, and that it is never just the work’s impulse, but
also gives idea and form. Svankmajer does not preserve
a unity of technical approaches, but a unity of vision
and point of view. He has been accused of destructive
tendencies, of demonological mysticism, but similar
accusations levelled at people who are actually the
most passionate fighters against destruction are entirely
usual. Svankmajer’s “evil” does not contain anything
mystic at all. It is entirely real, and it is inside us too.
Moreover, following such arguments it would be possi-
ble to unjustly criticise a whole line of uncompromising
artists from Bosche to Goya right up to Topor, who
defend human values by revealing their deformations -
egocentrism, stupidity, intolerance and cruelty. Then
Svankmajer is accused of sceptism. However, the artist
cannot be a one-sided optimist at a time in which the
retardation of inter-personal relationships has taken
on an almost apocalyptic dimension.

1 he development of the artistic side of animated
film definitely has its specific character, but it
does take place in isolation from the art of the
pas and the future. The discoveries and the trends of
the art of the twentieth century naturally have an even
greater influence than, for example, ancient art, Gothic
or Baroque. In Czech animated film it is possible to find
the positive impulses of realism, expressionism, symbol-
ism, naive art, poetism, surrealism, dadaism, neorealism,
pop-art and so on. The negative influences of eclecti-
cism and mass appeal are also discernible. Svankmajer
starts from the associations and poetics of surrealism,
which he develops in a personal and contemporary way.
However, his work also contains reflections of dadaisim,
and it can even be said that the poetics of Kurt
Schwitters are not far away, nor is the romantic struc-
ture of Salvador Dali.



a rozvadi je v poloze osobité a soucasné. V jeho tvor-
bé jsou v8ak i soutasné reflexe dadaismu a lze snad
dokonce Fei, Ze poetika Kurta Schwitterse

mu neni vzdalendjsi, neZ romanticks struktura
Salvadora Daliho.

e vytvarné terminologii je béZné uZivano
slovo “rukopis”. Je vystizné v malhé, kresba
i grafice a ¢asto je pouZivame i v souvislosti
s filmem. Tam v3ak uZ zdaleka tak jednoznaéné neni
a patrné bychom je meli spiSe nahradit pojmem vy-
tvarny nazor. Trnkiv nebo Stépankitv vytvarny
rukopls Je v fadé filma zcela odlisny, jejich vytvarny
nazor je viak vidy stejny. TotéZ plati ping i u Svank-
majera. Ve filmu Et cetera pouzije akvarel, linearni
kresbu i frotdZ, v Otrantském zdmku navazuje
na naivni romantickou ilustraci, v Donu Sajnovi
reflektuje klasickou marionetu lidovych loutkaft
a v MoZnostech dialogu animuje modelaci. Rozehra-
va objekty v ¢asoprostorové koléZi a nechavé piisobit
vytvarné zdivo, kostry, hmotu, skuteénost. Technolgie
i rukopis-se méni, nézor je jednotny.

Svankmajerové tvorbé zde vénujeme proto tolik
pozormosti, Ze je v animovaném filmu skutedns
pfevratna Svymi postupy oteviré nové prostory,

symboliky a nasilnych snnphflka(:l Rozviji fantazii

a burcuje svEdomi. Namitky proti ni zde pfipomina-
me proto, Ze jsou v nich obsaZzena pravé ona nebez-
pednéa dogmata, kiera brzdi vyvoj celé soutasné kul-
tury. Domnénka, Ze pravé vytvarné uméni v animova-
ném filmu se miZe uzaviend vyvijet v piedepsané
idyle, vytvofené spojenim naivniho optimismu a vol-
untarismu s vulgarizovanou divackosti, je ve svém
bezkonfliktnim idealismu protikladem reality. Svank-
majerovo disledné antiiluzivni dilo bude proto

i nadéle provokovat viechny ty, kte¥ pfisuzujl uméni
roli sladké polevy na konzumnim dortu a ktefi maji
divaka za stadniho omezence, jen7 ve shodé s nimi
poklada ndro¢nost a vyzvu k mysleni za snobismus,,
formalismus a intelektualskou pofouchlost

@i n artistic terminology the work “handwrit-
%4 ing” is commoniy used. It can be used of
-1 painting, drawing and graphics, and is also

often used when talking about films. However, in this

area it is no longer so unambiguous, and should per-
haps be replaced by the concept of artistic opinion.

Trnka and Stepanek often have eompletely different

artistic handwriting in a number of films, but their

artistic opinion is always the same. The same is fully
true of Svankmajer. In the film “Et Cetera” he uses
water-colours, line drawings-and frottage, in “The

Castle of Otranto” he uses naive romantic illustra-

tions, in Don Sajn he reflects on the classic mari-

onettes of folk puppeteers and in “Possibilities of

Dialogue” he animates models. e also animates

objects in spatial and temporal collage, and uses

bricks, bones, matter and reality. His techiques and
his handwriting change, but his opinion is the same.
The reason so much attention is being paid to

Svankmajer's work here is because it is truly revolu-

tionary in animated film. With its approaches it

opens up new space and makes it possible for the
most serious things to be conveyed without the use
of cheap symbolism and violent simplifications.

It develops the imagination and stirs the conscience.

If we mention the reservations sometimes expressed

towards it, it is because they contain the dangerous

dogmas which are threatening to hold up the devel-
opment of the whole of contempeorary culture. The
belief that art in animated film can close itself off
and develop in an imposed idyll, created by joining
naive optimism and voluntarism with vulgar playing
to audiences, is in its conflict-free idealism the very
opposite of reality. Svankmajer's thoroughly anti-illu-
sive work will therefore continue to provoke all those
who constder art o be icing for the consumer cake,
and who take audiences to be herds of philistines

who like them consider demanding art and calls o

thought as snobhism, formalism and suspicious

intellectualism,

Animace,
kamera, hudba -
a ti druzi

4 vlo by vice nez nespravedlivé, kdybychom
% ™ R zavéru tohoto prifezu ¢eskymm animo-
P vanym filmem, v némz jsme se zabyvali pfe-
devéim praci jeho reZisért a vytvarnik, nezminili
alespoil struéné také o jeho dalsich tvlr€ich sloZ-
kach, bez nichZ by ¢eskd Skola prosté nebyla &eskou
gkolou. Animéatory, tedy loutkoherce, tviirce pohybu,
jsme neuvadéli jmenovité jen proto, Ze o nejlepsich

Z nich jsme hovotili jako o reZisérech a nékdy i vy-
tvarnicich (Pojar, Tyrlova, Bedfich, Smetana, Dou-
brava, MoZiSova, Hekrdla, Kluge, Pospiilova, atd.).
Cestl animatofi tvofili svétovou &picku jak v poloze
animace klasické, tak pozdéji v animaci zkratkové

a autorské. Vynikli zejména v charakteristice postavy
pohybem, v dokonalém uplatnéni animadnich gagi

a ve schopnosti dat choreografif animace piohybu

ryze vytvarné hodnoty.

animovaném filmu byva témér vidy prehli-
Zen umélecky piinos kamery. Je pravdou,

.| e v kresleném filmu kompozici, atmosféru
1 délku a rytmus zabéru uréuji vytvarnik s reZisérem,
kamera jen technicky kvalitné snim4 dany piiprave-
ny zabér. V loutkovém filmu je vSak tvirci piinos
kameramana podstatny a ¢asto dokonce sloZitéjsi

a naro¢néjsi, neZ ve filmu hraném. Ani sebelepsi vy-
tvarny navrh loutek a dekoraci, sebelepdf reZijni
pojeti akcenestadi k docileni potfebné atmostéry.
Kameraman zde jen nesnima, ale fe3i otazky sviceni,
prostoruy, Zachovéani jednoty v montaZi riznych
zabérl v téZe scéne, a fo vie v malém prostoru
loutkové dekorace. Kamera je pak nejen vyraznym
prvkem vytvarnym, ale nékdy je vedle animace spo-
lutviircem pohybu, akce méjezdy, odjezdy pa.noramy,
gvenky) a casto se podili i na trikovém Feeni (wceex—
pozice, kombinace redlného pohybu s ammovany"m
predstavene makety, dokreslovacky, a.tp Tyvarei -
piinos kamery je neodmyslitelny zejména u {ilma :
Trnkovych, Pojarovych, Svankmajerovych

Animation,
camera, music -
and the others

7 t would be extremely unfair to close this
survey of Czech animated film, in which we
have looked mostly at the work of directors
and artists, without mentioning at least briely its
other creative elements, without which the Czech
school would simply not be the Czech school.
Animators, the puppeteers who create movement, we
are not mentioning by name simply because the best
of them have already been talked about as directors
and sometimes even as artists {Pojar, Tyrlova,
Bedrich, Smetana, Doubrava , Mozisova, Hekrdla,
Kluge, Pospisilova and so on). Czech animators rep-
resented a pinnacle of world achievement both in
classical animation and later in the animation of
symbols and author’s films. They were especially tal-
ented at giving figures characteristic movements, at
the perfect use of animation gags and in their ability
to give the choreography of animated movement
artistic value,

1 ne area of animated film-making which is
almost always overlooked is the artistic con-
tribution of the camera. It is true that in car-
toon film the composition, atmosphere, length and
rhythm of shots are decided on by the artist and the
director, and the cameraman just takes the prepared
shot in a technically proficient way. In puppet film,
however, the camera’s role is more important, some-
times even being more complicated and demanding
than in acted film. Not even the best-designed pup-
pets and backdrop, or the best directorial concept of -
action is enough to achieve the requisite atmosphere.
[Tere the cameraman is not only shooting, but is
dealing with lighting, space, the preservation of unity
in the montage of varicus shots in the same scene,
and all in the small space given by the backdrop.
The camera then becomes not only an important
artistic element, but sometimes it is a creator of
movement, alongside the animation, for example




a Bartovych. Piipomenme zde alespoil jména téch
nejvyznamnéjsich z nich : ing. Hrabé, Novotny,
Ludvik Hajek, Jiff Safaf, AntoninHorak, V1. Malik,
Svatopluk Maly.

2 romé autorsko-tvlréich profesi uplatiuji se
viak v animovaném filmu i fady reproduké-
né-tviircich pracovnikil, mezi né patr

v kresleném filmu predeviin fazafi, tedy ti, kteti
mezi zalkladnimi pohybovymi fazemi, uréenymi ani-
matarem, rozkreshyji jejich jednotlivé mezifaze, kon-
turisté a koloristé a koneéné vytvarnici pozadi, kteff
sice vychézejl z vytvarnikovych podnétd, ale musi je
prizpuscbit technologickym moznostem snimani tak,
aby charakterizovaly prosifedi, ale nepotlagily akel.

@3 fiprava loutkového filmu, to je tym rizng
-~ - specializovanych veuméldl, ktefi museji
podle vytvarnmych ngvrhd realizovat vie:
dekorace, miniaturni mobiliaf i rekvizity, ocelové
kostry Kloubovych loutek, jejich latexové udy i télic-
ka, moduritové & dievéné Fezané hlavicky, civilni

i historické kostymy, draky, stragidla, zvifata vieho
druhu - prosté vée. To oni, Josef Novak, Frantilek
Braun, Marie Novakova byli Trnkovymi nejbliz&imi
spolupracovniky V animovaném filmu je prosté
primér ke skladateli, dirigentovi, s6listiim a nastro—
jim ten nejpresnéjsi

kdyZ jsme u hudby. Ta rownéZ patii k nejsil-
néjsim strankdm ceské animované §koly.
Ani ona se neshliZi narcistné sama v sobe.
ona respektuje a umociiuje pfedeviim myslenku
filmu a specifiku Zanru. Nezdiraziiuje jen atmostéruy,
rvtmus vypravéni a jeho dramatickou gradaci,
ale i jeho vytvarnou a pohybovou osobitost. Spolu-
pracuje i se zvuky a spolu s nimi ¢ini éitelnym déj
pfedevsim tam, kde se nemtliZe opfit o sdélenost
slova. Nepokoudi sedominovat ani ilustrovat,
ale organicky souzni a funkéné zvyraziuje.

zooming, retreating, shooting panoramas and pan-
ning. It often plays a part in the creation of film
tricks, such as multi-exposure, combining real move-
ment with animation, dummies, and sc on. The cre-
ative role of the camera is especially indispensible
in the films of Trnka, Pojar and Svankmajer. I shall
mention some of the most significant here: Hrabe,
Novotny, Ludvik Hajek, Jiri Safar, Antonin Horak,

V. Malik, Svatopluk Maly.

! n addition to the creative professions in ani-
mated film, there are a number of reproduc-
L2 tive and technical roles, of which phasing is
the most important in cartoon {ilm. Phasers are the
people who fill in the intermediate phases between
the basic movements of a character which are decid-
ed by the animator. Also important are contourists,
colourers and finally the background artists, who
although they follow the artist's instructions, have

to make them conform to the technical possibilities
of filming 0 as to characterise the setting without
interfering with the action.

Twid he preparation of a puppet film requires

| a team of specialised all-rounders who have
‘ to be able to put into practice all the artist’s
designs. They make the backdrop, the miniature fur-
niture and the props, the steel skeletons of jointed
puppets and their latex limbs and bodies, their
carved wooden or modelled heads, normal and his-
torical costumes, dragons, ghosts, all kinds of ani-
mals - in a word, everything. Josef Novak, Frantisek
Braun and Marie Novakova were Trnka's closest
cooperators. In animated film, the relationship
between composer, conductor, soloists and instru-
ments is extremely precise.

%’5&%“ shall now turn to actual music, which is one
~ of the Czech animation school's strongest

% points, and another area which is not turned
nar(:lSSIStlcally in on itself. Rather, it respects and
gives power above all to the film’s ideas and to the
specifics of the genre. It emphasises not only atmos-
phere, the rhythm of the narration and ifs dramatic
gradation, but also the distinetive qualities

ez jeji pfedni tviirce pati pfedevsim Trnkiv
splupracovnik Vaclav Trojan, snad prvni,

. | vZdy adekvaini klasik hudby animovanych
filmii, Moderni, svéZi a temperamentn{ Jan Rychlik
a Wiliam Bukovy - oba bohuZel pfeddasné zemreli.
Kultivovany Jan Novak, viestranny a staly spolupra-
covnik Karla Zemana a Herminy Tyrlové Zdenék
Ligka, dynamicky vystizny Lubog Fischer, plodny
a vidy hytostné funkéni Jifi Kolafa, Petr Hapka, Petr
Skoumal, Jifi Stivin, Emil Viklicky, Karel Kratochvil,
Vladimir Merta Michael Kocab a fada dalsich uspés-
nych skldatel a dirigenti filmové hudby. Jejich pod-
statny podil na svétovyh Gispésich ceskych
film byl véak v ramci festivalovych
maratont jen zifdkakdy
roZeznan a ocenén
a jména velikych
tvlirel ziistala tak
nepravem
opormienuta
a neznama.

of the art and movement. It also works together with
the sound team, and together they make the action
easier to follow, especially where there are no words
to rely on. It does not try to dominate or to illustrate,
but aims at organic harmony with the other elements
and at effective emphasis.

mong the foremost animated film musicians
was Trnka's colleague Vaclav Trojan, who
was perhaps the first, and certainly always
a capabie one. There were the modern, fresh and
lively Jan Rychlik and Wiliam Bukovy, both of whom
unfortunately died prematurely. The cultivated Jan
Novak, the many-talented and permanent colleague
of Karel Zeman and Hermina Tyrlova, Zdenek Liska.
the dynamically realistic Lubos Fischer, the fertile
and always essentially functional Jiri Kolafa, Petr
Hapka, Petr Skoumal, Jiri Stivin, Emil Viklicky, Karel
Kratochvil, Vladimir Merta, Michal Kocab and a num-
ber of other successful composers and conductors of
film music. Their essential share in the world successes
:of Czech film, however, was only rarely
recognised and praised at festival
marathons, and thus the names of the

great musicians have been wrongly

for gotten or left unknown.

Jifi Trika
Arie prérie
“The Song of the Prairie”




Sumar

ovofili jsme zde snad jiZ o v3ech vlastnos-
tech, charakterizujicich spole¢né rysy ¢eské
. 3koly animovaného {ilmu i o originalité fady
jejic tviiréich osobnosti. V souhrnném pohiedu vSak
pfece jen nejvyraznéji vystupyji dvé z nich. Tou prvnf
je intenzivni hledadstvi, Z tvorby Jifiho Trnky, Karla
Zemana, Herminy Tyrlové, Bfetislava Pojara, Jifiho
Brdetky, Miroslava Stépéanka, Vaclava Bedficha,
Zdeiika Smetany, Jiftho Barty a Jana Svankmajera,
tedy osobnosti diametrdlng odlignych, bychom mohli
sestavit pasmo vynikajicich filmé, kieré by mohl laik
pokladat za dilo rznych twvirci a v nichZ jen skuteé-
ny milovnik poznd kontinuitu objevnych alternativ
téhoZ autora. Tou druhou huménné kosmpolitnd
vlastnost{ ¢eské &koly je jeji schopnost oslovit beze
slov, jen silou své myslenkové a vytvarné imaginace,
divaky vSech narodi, coZ realné dokladaji stovky
ocenéni na mezinarodnich férech.

Jaroslav Zahradnik
Spacir
“On a Walk”

Summary

e have perhaps now talked about all the

| qualities and common characteristic fea-

4 tures of the Czech school of animated film,
and about the originality of a number of its creative
personalities, When viewed all together, however,
two of these qualitities stand out. The first is inten-
sive searching. From the work of Jirl Trnka, Karel
Zeman, Hermina Tyrlova, Bretislav Pojar, Jiri
Brdecka, Miroslav Stepanek, Vaclav Bedrich, Zdenek
Smetana, Jiri Barta and Jan Svankmajer, all diamet-
rically different people, we could create a band of
excellent films which the layman might consider the
work of various people, and in which only the real
film lover would recognise the same author continu-
ally discovering new alternatives. The second, very
human and cosmopolitan characteristic of the Czech
School is its ability to address, without words and
through only the strength of its intellectual

Piipominame znovu predni umisténi Svankma-
jerovych MozZnosti dialogu a Trnkovy Ruky na retro-
spektivni piehlidce vitéznych filma t¥iceti roénikl
prestizniho festivalu v Annecy roku 1990.

Toto hledadstvi a schopnost osloveni se pak proje-
vuje ve tiech oblastech animované tvorby. V té nej-
niroCndjsi tématické oblasti, kterd nepolemizuje
s dobou, ale s ndmi samymi v hluboké analyze
nafich vlastnich protlkladu Cini tak konfrontaci kon-
krétni, le¢ vicevyznamové reality s védomym i nevé-
domym svétem nadi fantazie, predstay, citl, vasni
v sugestivnd emotivni filmové kolaZi. Celnymi
piedstaviteli téchto postupd jsou Jifi Barta a Jan
Svankmajer.

al§f oblasti je satira. Vysla z karikatury

a kresleného humoru a zaméfovala se
prevaZné na kritiku spole€enskych nesvart.
V poslednich desetiletich se vyviji dvéma smeéry.

K obrazové kresbé, kterd zdiraznénim absurdit

a deformaci, ironii a sarkasmem varuje pied

and artistic imagination, audiences of all nationali-
ties. In real terms this has brought it hundreds of
awards at international festivals, of which the most
prestigious were perhaps the top placings of
Svankmajer’s “Possibilities of Dialogue” and Trnka’s
“The Hand” at the retrospective of the winning films
in thirty years of the Annecy festival in 1990.

=7 his searching and the ability to address is
| then found in three areas of animated film.
The most demanding area is that of theme,
which does not criticise the times, but criticises us,
deeply analysing our own antitheses. It thus creates
a confrontation of a reality which is specific,
although many-layered, with the conscious and
unconscious worlds of our imagination, ideas, feel-
ings and passions in an evocative film collage.
The foremost representatives of this approach are
Jiri Barta and Jan Svankmajer.

Karel Zeman Jan Dudesek

Cesta do pravéku O ptaku, kiery dupal
“A Journey into Primeval Times” “About the Bird Which Stamped”




Jan Svankmajer
Tma, svétlo, tma
“Darkness, Light, Darkness”

spojitosti nddob krutosti, ignorance, sobectvi,
byrokracle, kariérismu, samolibosti, stadnost] a intol-
erance. Nebyv, piili§ usmévnd, ale nazyva véci
pravymi jmény. Mezi jeji reprezentanty patfi Jirt
Salamoun, llja Novak, Igor Sevéik, Petr Sis, Petr Pos
a Michaela Pavlatova. Druhd linie éeské soutasné
satiry zustava, vernéjsi akéni kresbé. Jeji osti je
zamefeno stejnym smdérem, je viak ve své symbolice
prostsi a pfimocarej$i a pracuje vice s klasickymi
prvky kreslené grotesky a s animaci, Jejimi aktéry
jsme prevazné my viichni. Tu reprezentuji Vladimir
Hlavaty, Miroslav Stépanek, Adolf Born, FrantiSek
Vystrél, Vladimir Jirdnek, Jif{ Kalousek a Pavel
Koutsky. :

feti oblasti jsou filmy uréené détem a mla-
deZi. Rada z nich dokézala, Ze ani t8m nej-

: mendim divakim neni tfeba détinsky Sislat,
ale Ze je 1 k nim nuino hovoiit naroéns, soudasnd

a vtipné. S vytvarnou invenci, fantazii a s lapiddrnos-
ti filmové zkratky. Piipomeiime si alespofl jména Jifi
Trnka, Karel Zeman, Hermina Tyrlovd, Bfetislav
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5 Jan Svankmajer
Zvahlay, aneb $atitky Slaméného
“Zvahlav Or the Colthes of the Straw Hubert"

nother area is satire. This started with cari-
cature and cartoon humour, and aimed in
particular at the criticism of social discord.
In the last couple of decades it has developed in
two directions. One is graphic art, which by empha-
sising absurdities and distortions, uses irony and
sarcasm to warn against the communicating vessels
of cruelty, ignorance, selfishness, bureaucracy,
careerism, smugness, the herd mentality and intol-
erance. It is not usually very cheerful, but it calls
things by their proper names. Among its represen-
tatives are Jiri Salamoun, Ilja Novak, Igor Sevcik,
Petr Sis, Petr Pos and Michaela Pavlatova. The sec-
ond trend in Czech satire remains more faithful to
action cartoons. Its knife-blade points in the same
direction, but it is simpler and more direct in its
symbolism, and works more with the classic car-
toon elements and with animation. Its characters
are, by and large, most of us, and it is represented
by Vladimir Hlavaty, Miroslav Stepanek, Adolf Born,
Frantisek Vystreil, Vladimir Jiranek, Jirl Kalousek
and Pavel Koutsky.

Pojar. Také Miroslav Stépanek (Potkali se u Kolina,
Dageiika, Zahrada), Jifi Salamoun (Maxipes Fik),
Zdensk Miler (Krtci), Adolf Born (Mach a Sebestova),
Vladimir Jirdnek (Bob a Bobek), Radek Pilaf (Rum-
cajs), Zdendk Smetana (Pohadky z mechu a kapradi}
a Jiii Kalousek (Dorotky) zbavili pfedevsim animova-
né serialy Zvatlavé naivity a dali jim v pestré a Zivé
8kale vytvarnou hodnotu a viip.

okiadem spontanuiho zajmu filmafi i vy-
tvarnikil je fakt, Ze jiz pred tficell lety byla
pfi vybérovém Svazu filmovych a televiznich
uméleh (FITES) zaloZena samostatnd a zprvu velmi
iniciativni sekee antmované tvorby a roku 1987 .
vznikla p¥i Svazu Ceskych vytvarnych uméleid sekce
filmovych a televiznich grafikd,. ktera roku 1988
usporadala v prazském Manesu prvni reprezenta-
tivn{ soubornou vystavu pract svych Clenf. '

Jan Svankmajer
Rakvickama
“Punch and Judy”

he third area is films designed for children
and young people. A number of them have
showr that not even the youngest children
need to be addressed in a childish lisp, but should be
spoken to in a way that is both detnanding and humor-
ous, and with artistic invention, imagination and with
pithy film abbreviations. The outstanding names here
are JJiri Trnka, Karel Zeman, Hermina Tyrlova and
Bretislav Pojar, with Miroslav Stepanek (They Met
Near Kolin, Dasenka, Garden), Jiri Salamoun (Maxidog
Tik), Zdenek Miler {(Mole), Adolf Born (Mach and
Sebestova), Vladimir Jiranek (Bob and Bobek], Radek
Pilar (Rumeajs), Zdenek Smetana, (Tales From Moss
and Ferns) and Jiri Kalousek (the Dorothy series) who
rid animated serials of their chattering naivity and filled
them with varied and lively artistic values and jokes.

rool of the spontaneous interest of film-mak-
ers and artists is the fact that thirty years
ago the Association of Film and Television
Artists (FTTES) founded an animated {ilm section
which was independent and at first full of initiative.



kdyZ desky animovany film pfirozené reflek-
tuje jak prvky bohatého lidového uméni, tak
podnéty pribojné domdici vytvarné avant-
gardy dvacatych a tficatych let, ani on se nemohl
beztrestné vyvijet ve splendidni izolaci doméei ulity,
bez kontaktd se soucasnymi svétovymi vyvojovimi
trendy. A tak prestoze méli Cei jen malo piileZitosti
sledovat svétovou animovanou tvorbu, podafilo se
nasim vytvarnikim diky sporadickym projekeim nék-
terych zastupitelskych afadi a diky jesté sporadic-
t&j31 0idasti na mezindarodnich festivalech udrZet kon-
takt s pozitivnimi jevy ve svétovém vyvoji, nalézt
8 nimi spoleény jazyk a zaujmout mezi nimi jedno
z prednich mist. 7

Tyto souvislosti oviem viibec neznamenaji, e
by Ceska Skola ztrdcela svou osobitost. Zbavily ji
jen nutnosti objevné tvorby, kterd se diky zdvratné-
mu technickému vyvoji audiovizualnich médii stava
i stale vyznamnéjsim nositelem spole¢nych mysle-
nek, pocitd a potfeb, spoletného dorozumeéni a poro-
zumeéni nérodd.
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Jifi Salamoun
Maxipes Fik
“Maxdidog Fik”

In 1987 the Association of Czech Artists created a
section for film and {elevision graphic artists, which
in 1988 held the first collective exhibition of the
work of its members in the Manes Gallery in Prague.

ven though Czech animated film naturally
reflects elements of the rich tradition of
folk art and was also stimulated by the vig-
orous Czech avant-garde of the twenties and thirties,
it could still not develop in the splendid isolation of
its domestic shell, without contact with contemporary
trends in the rest of the world, and not suffer. Even
though Czechs had few opportunities to see animat-
ed film from the rest of the world, however, the
sporadic projections held by the authorities and the
even more sporadic participation in international fes-
tivals allowed Czech artists to keep in contact with
positive international developments, find a common
language and to hold one of the leading places
among them.

This did not mean that the Czech school lost its
personal character. It merely rid it of the necessity of
experimental work, which thanks to the dizzy tech-
nological developments in audio-visual media was
becoming an ever more significant bearer of common
thoughts, feelings and needs, mutual understanding
and understanding between nations.

Vratislav Hlavaty
Obii
“Giants”

Epilog
a perspektiva

vétové Gispéchy ceskych animo-
vanych filmi v poslednich péti
letech (Svankmajer, Barta,
Koutsky, Vorlickova, Pospisilov4, Pos.
Pavlatova) presvédéivé dokazujf, Ze
vysokd tirove tétotvorby neni otazkou
minulosti, ale stale aktudini uméleckou
hodnotou. Je zde skuteéné bohatstvi
tvirdich osobnosti, jejich’ publicita by
dnes, kdy mé Ceské republika svym
demokratismern, trZni ekonomikou

i vstficnou zahrani¢ni politikou stéle
vEt3i moZnosti i k uplatnéni svgch kul-
turnich aktivit, mohla dojit daleko 3ir-
&iho uplatnéni. O¢ je vSak Cesky film
bohatsi ve svych tvircich, o to je chudsi,
neschopndjdi a zaostalejsi ve své organi-
zaci, struktufe a managementu. Zdravy
postkomunisticky eldn dokazal zrusit
nepru/ny a zbyrokratizovany monopol
Ceskoslovenského statni filmu, nedoka-
zal jej v8ak dosud nahradit funkéni

a iniciathmi podnikatelskou strukturou.
Vznikly sice nové podniky a akciové
spolecnosti, Fada soukromych produ-
centskych firem, privatizovana byla i fil-
mova distribuce, dovoz a vyvoz, 1€m
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Epilogue:
the prospects
for the future

he international successes of
Czech animated film in the last
five years achieved mainly by
Svankmajer, Barta, Koutsky, Vorlickova,
Pospisilova, Pos and Paviatova, is con-
vineing proof that & high standard is not
a question of the past, but remains

a contemporary artistic value. Now that
the Czech Republic has democracy,

a market economy and 4 more compro-
mising foreign policy and thus is more
and more able to assert itself culturally,
its rich supply of creative perscnalities
means that it could achieve much more
in this area. However, although Czech
film is rich in talent, it is poor in its
organisation, structure and management.
The healthy post-communist elan has
managed to abolish the rigid and
bureaucratic monopoly of the Czech
state film industry, but it has not yet
managed to replace it with an efficient
and initiative-taking entrepreneurial
structure. New companies may have
appeared, with a number of private pro-
duction firms, and film distribution,
import and export have also been priva-
tised, but they lack common ties and
real professionalism.



véem viak op¢t chybi vzajemné vyhodné
spoletné vazby a realna profesionalita
perspektiv.

yivarnici a refiséfi nedisponuji
vlastnim kapitalem a nebyvaji
zpravidla ani schopnymi produ-
centy a podnikateli. Jan Svankmajer ma
vynikajictho managera a a to&f naroény
celovederni film o Faustovi, jejZ financu-
- je nékolik zahrani¢nich spoleénosti, Jifi
Barta a vét§ina ostatnich agilniho mana-
gera nemaji a netodi, Takovy je, struéné
fedeno, smutny stav soucasné Ceske
animované tvorby.

ozhodné véak nejsou smutné,
tim méng bezvychodné, jeji
perspektivy. Ve vyrobé atraktiv-
niho standartu seriglové komeréni pro-
dukee disneyovského typu nikdy take
konkurenceneschopni nebudeme, Prosté
to neumime a ani to umét nechceme.

V celém svété jsou v8ak i Kina, televizni
spolecnosti a nakladatelstvi videokazet,
obracejici se k dnes jiZ rovnéZ masovym
naroénym divakim. Ani z nich nebude
zadnd schopna financovat piece jen
nakladnou vyrobu Svankmajerova ¢i
Bartova, filmu, ale desetiprocentni parti-
cipace na nf miZe uZ byt pro ni velmi
vyhodnd. To je cesta, na niz by se mokl
esky animovany fllm znovu plné
uplatnit a po niz by se mélvydat i jeho
management. Nikoli cesta bézného
komeréniho standariy, ale cesta unikatd,
vzaenych svou originalitou, myslenkovou
a vytvarnou hodnotou a snad i humorem
a lidskosti.

JAN POS
1993.

rtists and directors do not have
capital at their disposal, and
nor are they usually capable

P ers and business people. Jan
Svankmajer has an excellent manager,
and his demanding full-length film on
the Faust legend is being financed by
several foreign companies. Jiri Barta
and the majority of others have no capa-
ble managers, and they are not making
films. This, in short, is the sad state of
Czech animated film at present.

nitely not sad, and even less

=2 1| are they hopeless. Czech stu-
dios will never be capable of competi-
tion in the production of commercial
serials of the Disney type. This is some-
thing Czech film-makers simply do not
know how to do, and do not want to do
either. However, throughout the world
there are cinemas, television companies
and video publishers who are turning to
the growing section of the public which
wants something more demanding.
None of these will be able to finance
the expensive production of a Barta

or Svankmajer film, but even ten per
cent financial participation could be
very advantageous. This is a path which
Czech animated film could take once
again, and which its management
should investigate. It is not the path

of the average commercial film, but one
for film which is unique, rare in its
originality, in its intellectual and artistic
value and perhaps also humour and
humanity.

JAN POS
1993
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Radek Pilaf
Minuta hry
“A Minute of the Game”






