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glorious agfacolor,

breathtaking totalvision

and monophonic sound

colour and "scope" in czechoslovakia

anna batisto\'á

The crnema industr\'\\'as one of the first industries to bec<tnte state-o\\,ned
in post-u-ar (.zechoslor,akia.r Although state interlerence in film produc-
tion, clistribution and exhibition gre\\,as the political climate of the cold
r.var became increasinglr, tense. it dicl not stop (-zechoslor,ak cinema liom
tbllor"'ing technological changes n,hich u'ere happening abroad. Hou.evcr,
isolation fiom the \\.e stern u,orld ancl political ancl economical clepenclence
on the centre of socialist poter in Sor-iet I{ussia causecl considerable prob
lems. Elftlrts to er'olr-e indepe ndentlr'insicle the socialist b1ock rr.ere alÍécted
bv the gron,ing internationalization, standarclization and globalization of
the cinema rndustrr'.

In this chapter I lrill cxan-rine hon,this tensron betu.een Soviet self-
sufficienc' and a gl.bal cinema market alfected the adoption .f colour
in Czechoslovakian cinema in particular in relation to the change of
colour proccss recluired b'the acloption of u,icjescreen. While tl-re
(.zethtlslor'ak Íilm industrv was Content to use lclr'qualitv East'German
c.l.ur film stock in the late 1940s, ou'ing to the international acloption
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of rvidescreen it u'as lcrrced to exchange it for Eastmancolor cluring the

lollor.ving decade. In this perioc1 therefclre the necessitY Íbr technological

change porvered bl the global industrv overu'helmed the political realities

of the Soviet system.

The Íirst mainstream natuIa] colclur films lvere screened in C-zechos1or,akia

rvell belore 194.5, including fi1ms utilizing various trvo-colour svstems in the

1920s, American Technicolor productions in the 1930s and German Agfacolor

films in the 1940s.'?Although there u'ere minor independent experiments

r,vith colour in the pe ritld, and (.zech u'orkers he1ped during production oí
Aglacolor features at Barrandov studios in Prague cluring the rvar, regular

colour production r,ould start onh' after 1945.r

The particular character of the Czech írlm industrr' betu'een the r.vars

drd not allow for the earlier prolileration of colour ljlms. Since the mid

1920s the state'ur,ould onlt, licence charitable organizations to run cinemas,

r.vhich discouraged entrepreneurship and meant that Íilm production
was not seen as a profitable enterprise and thus was never supported bv

banks or other pnr.ate investors. In addition so manv distribution compa-

nies r.vere set up in tl're post-First-World-Vrar period, flooding the market

with hundreds of Íi1ms Íiom all or'er Europe ancl the LI.S. everv vear, that

thet'did not leave much space fbr domestic releases, nor did thev enjov

long lives in this highlv competitive atmosphere themselves (Heiss and

Klimeš 2003: 303 320).

After 'l945 on the other hancl, the state-or.vned industrv u.as provided

financial protection bv vertical integration and, on account of the Clerman

occupation of the Barrandov studios during the u'ar, not only were expe*

rienced u'orkers and fullv equipped laboratories available, but also a lim-
ited supplv of colour film stock. Horvever, belore Czechoslovak cinema

ventured into its ou n colour production, it needecl more expertence, host-

ing Soviet colour producticln in the Íirst felv post-rvar vears.a But thev

could not u'ait long. Colour production \\ias supposed to prove both the

technological ancl the artistic maturitv of the industrv. As in other coun-

tries, the first attempts at colour cinema rvere made with short and non-
fiction films. and lrom the latter half of 1945 colour stock rvas used

prominentlr'ftlr both short and Íěature-length animation. Whrle the locus

on short lilms is understandable due to inrtial experimenting and

high costs of colour stock, the choice of the animatton genre not only
copied foreign patterns, but also drevn'on the international reputation of

Czechoslovak animation at the time, such as |i íTrnka's Antmals and Bantlits

(Ztlí atka a Petrovští' 1946) or The Christmas Dre.am (Vánoční sen, 1945), collabclra-

tion clf Karel 'Zeman, Bo ivoj Zeman and HermínaTÝr1or,á, both in Festir'al

de Cannes competition in 1946. The voung state-or.vned industrv u,as in
need of reorganization ancl lacked moclern equipment rn both production
and cinemas, as wellas thc support of clomestic manulacturers of technol-

ogv anc1 Íiln-r stock.

In such a situation, colour animated hlms seemecl an ideal product to be
exclranged Íbr much needed loreign currencY.'}ior example, in 1947, thir_
teen out of ser,enteen short animatecl hlms u'ere in colour, as r.vas the onlv
feature-length animated film produced that vear, u,hrle onlv one feature
out of eighteen irnd t\\.o out of fiÍtv_three non animated shorts u,ere in
colour. At the same time, onlv some of the films shot in colour r,vere dis-
tributecl as such at home, the colour copies being reserr.ed lor rnternational
festivals and the loreign market. The first live action fearure film in colour.

Jan Rohtič o.l'Duba (.[an Roháč : Dubé' 1947), r.vas made in 1947 and the produc-
tion rlf colour Íilms increased ste adili, e\ eÍ\' veaI until the mid- 1950s. Er,en
in the critrcal r'ear of 19.51. rr.hen onlv seven leature films rvere made in
total, tu o of them u ere rn colour. The 19-50s r',.ere also markec'l bv an inter-
esting (but quite understanciable) inclination of colour productions
tou'arcls popular films in general and children's movies in particular.
Children's and anin-rated films rvere successful at international festi'n,als

and olten sold abroad. Thel constituted prestige product, not onlv secur,
ing the foreign currenc\:, but also shorvirrg both possibilities and abilitles ol
the nervlr,nationalized cinema industrv, advertistng the idea of socialism.

Before l945, domestic manuÍacture ol film st()ck was r'irtuallr' non-
eristent, and even in later r.ears onlr,' a small amount of black-and-rvhite
positive material could be secured internalh,.r Czechoslovakia thus
depended on foreign supplv. The negati'n'e colour lilm stock used u'ell into
the 1960s u,as East German Agfacolor, initiall_v bought through the Sovret
Union administration atter 1945, ancl later directly lrom the Agfa tactorv in
!ťoltěn (from the mid-sirties. the same stock r.'n'as called Oru'ocoior).
Houever, since the rnid 19.50s, the industrv had been experimenting u,ith
stock bv othe r [iuropean manufacturers and vn,ith Koclak products, looking
for ner.v and better colour material.

It is important to consicler at thts polnt hou, similar the background
lbr decision-making mechanisms are u,'hen it comes to comparison of
technological change in the nationalized cinema of a socialist countrv
such as (-zechoslor.akia, and other cinemas governed bv the tree market.
This rs largelr.due to the nature of cinema as an industrr,. While in the late
1940s and earh, 1950s the cinemas of the East-F.uropean countries tended
tor.r'ards separatism, as did other industries, quite soon the need of at least
partial success in the international market became obvic'rus. Also, u,hile
Sor,iet and other soclaLst countries' fi1ms n,ere prelerred bv indivrdual gor',
eÍnments, tastes tlf the audiences in these countries did not dilfer much
lrom those in the r.vesrern vu'orlcl (Skopal 2009). Finallv, although the main
goal of the cinema u'as to educate the people in the rvays of the nerv and
future socialist uorld, economics constituted trn inseparable lorce behind
the control of the industry.

While shooting in colour was not u'ithout issues, screening colour films
proved to be equallv problematic. Firstlv, the qualitv of the eastern Agfa

o
o

o-

c
'oo

N
a

c
c
p
F
PJ

48
49



V

c

.J
-a
íJ
I

stock \\'.rs lorv. ln Yarious tests concluctecl in the period' (-zecl]oslol'ak

technicians filuncl tlre c1eÍir-rition of Agláco1or positir'e nrate rials -50 pe r ce nt

lou'er than that of lastmancolor, rvl-rile the sensitir-itr.of the cnrulsion t'as

uneven. s()metimes in the same reel l'lp to l0 per cent of the Agficolor

material was sent back to \{'blfen as faultl eYer\' \'ear' Reports from the

perioci contment on the loN qualitr of the colour stock causing problems

,iu.ing shooting ancl processing (Anon l95-5)' Proolof this is erident in the

poor colour saturation in sce nes rr,ith lower intensit\ of hght (for cxample

,-right r.".r"r; ancl changes of colour cluring clissolVes $hich are r-isible on

thesurr.ir.ingprintsancirecentlr.releaseddigitalctlpiesofsomeÍ]lnrs.
Seconcl. clomestic cinemas \\'ere \.erv poorlv equi;rped tor the proiection oi

co10ur hlms. Nation $icle surrevs sho$ed that some cinemas onh'had

one projector ancl most of them hacl machines that were more than t\\'elve

ve ars crl.l. L,r'en silent-era eciuipme nt, onlr'later adiustecl fbr sound scree n-

i.g, ..'u, not unusual. Olc1 projectors \\'ere těarcd to be more likelr'' ttl

.1u-"g" erpensive ctllour copies cluring screenings Furthermore' these

projectors hacl verv poor lightir-rg properties' Not onlv clicl their optics

absorbmostofthelightbetbrecastingitonascreen'butirlsothelight
sources tvere insuflicient themselr,es, as wele the reflective qualities of

materials usecl to make screens. Ileftrre colour' even a dim projector light

was enough: b1ack-anc]'n'hite Íllms required less light to be sufÍicientlv

luminous ancl cinemas in (.zechosl0r'akia \.ere mostlr'small. \\ith s1'rort

distances betu'een prtljector ancl screen't Screenings in larger venues' horr -

er,er, revea]ecl the ínac1equacl' of tlre machines.9 Not surprisinglr'' rr-hen

rer,ieu,ir-rg projectors manufactured domesticallv atter 1945, cinema repre-

sentatives usuallr' complained' abor-rt lamp houses ancl optical arrange-

ment. rvhich ha<l the biggest e lfěct on the light efl]cie ncr' of the pro je ctor.

The sun ival of ('zechoslor ak cinema depended on loreign product ancl

the abilitv to Screen Íilrns produced abroac{."'As c<lclrdinirtion ancl clil'istclr-r

of labour ancl flou, of prodr.rct inside the council fbr N'lutual Economic

Assistance (c()l\,{EcoN) r,r'as still poor, czechoslovakia coulci not close

itself insicle the Eastern bloc, at leirst trom the point of \ieN of the cinema

market. Being able to screen tbreign films and occasionallr' sell some clomes

tic procluct abroacl \\.as necessar\', ancl tlrerctilrc if the Íclrcign product rr'as

jn qiclese ret.n. (.zetlrosl,,r.rkir nectleJ t. lrc rlrlc 1. rJ.rpt to neq l'rrmut:'

The rr'icle screen rer'olution brought a nc\\' sct "ť cot'tccrns tor

(_zechoslor.ak cinema ancl ther' \\,ere tcl test tl-re ne\' organization of tl-re

inclustÍ\.atter little lore than a clecacle oiits existence' I]irstlr', the admin-

istration of the centralizecl cinema inclustn'haci to decide shich ol the

cmt'rgingncrrli,rntal.tt'.rclrrl1.H'rringnl()rCthxn(lnťnť\\li'rrnltlrlon!'-
sicle acaclemv rati.o rvas impossible firr econclmic and organizationitl rca-

sons.',Inthcinitia]anarchr'clfemergingnelr.ftlrmats'(,zechclslol'ak
cinema technicians l'racl to clecide. or rather guess' u'hicl-r of the formats

*'oulcl get thc rnajor share of the cinema scre'rns in thc uorld' As thev

started tcl cclt-tsic]er a nelr'Ítlrmat quitc 1ate. arounc1 thc encl tlf 19.54 tlr the
bcginning ol 19.5.5 (a'cl i' these vears .r-rl' pr:eliminarr-research *.s macle,
u-hile tl-re actual acloption \\'as planned fbr 195 ), rhe choscn firnnat u.as
('inemaScope. *'hich \\'as at that point the clomrnant *.icrescrecn firrmat
and hacl a number of Íullr' c()mpatible competitors. While thc rr'clrcl
(.inemaScope aPlreaÍs (in rarious distortions of the orrginal spellrng) in
cinema journals ancl archi'al documents of the pc-rr.cl, this actual brancl
ne'cr ma.cle it to czecl-roslorakia. and r.r'as substituted br. compatrble
European technologr' lor s1-rtloting (ÍbÍ instance French Totall'ision)' anc1

bv domestic equrpmcnt firr screening.
No* that thc clecision * as macle, the next step \\'as to prepare the inclus-

trv lor the transitron as cluicklr, as p.ssiblc. A fir'e-r'ear plan nas preparecl
fbr the perlod 1956-1960. during u'hich ten Íěatures \\'cre su}]p()Sed to be
n_rac]e, and filrtr' cincmas aclapted Íilr the nerr' technologr-' \Vhile the
number .f fi1ms actuallv made corresp.ndecl *-ith the initial plan, o'er
250 cinernas *'ere adapted dr-rring tl-re periocl. of these, horve'er, onlr-
appr:oxrmateh fortr had stercophonic sound reprocluctron alongsrde the
rvicler image.

While Agfacolor negatir'e stock rr'as barelr. sufÍicient Íilr acaclemr' rati<l
shooting JnJ 5( reťnlng. it rras c\en morť inrJc.1ulrc lUr ..\\U|ť" (|r ť\ťn
masked iormats.r2 As a result, lrom 1957 the situation beca.me more com_
pllcatecl. For "sctlpe'' Íilms, Eastmanco1clr became the stanclarc], rr'hi]e
academr'ratio productions conttnued ttl use easteÍn AgÍaco1clr/Orr'r ocolor.
\\'e can see this distinction in thc Íilm L)eath tn the Satlt]le (.!rrrrr r' .ser/le. 19-58).

The Íilm lr.as shot in trvo formats, academr' on Agtacolor ancl ,,scope,'

on Eastmanco1or strlck.l] Á similar situation artlsc lr'ith Pnlvisional I'ibert.y

(La Ltberté sun,eillé |V pntut\e.h, 19.57)' the first "scope" Íéatu e Íinlshetl in
Czecl-roslo'akra, * hich * as a co-production *,ith thc French Trident com-
panr.. According to negotiations, the French co proclucer rvas supposed tcr

suppli'the Eastmanc.l.r stock, although i. tact *'hat the'pro'idecl uas
\vestern Agtacolor. czcch cameramen lr,orking on the film fur-rncl thc
qualitr sufficicnt, althougl-r the n.raterial necclecl s.me changes in lighting
and lab.rator' processing. The rclease copies *erc p.ntecl on Italian
Ferraniat-ol<lr." A NI,,lrrnmer Nr5/rri l)reum ('Sen n1CI sÍ,L1t1lanské,l9_59)' a ,,scope '.

anin-ratecl le.rture bl'|i íTrnka t]rat rl'ent int<l procluctitlr-r in l9_5 anc.l rr'as
released in l9-59, *,as shot entrreh,in I:astmancolor. Hou.crer. in 19.56 tl-rere
was 1-lo labclrattlrl' t() pÍocess Eastnancolor in (.zechosltlr'akia' so tlrc
rushcs u'e re scnt to I'aris, u-hile Trnka used black ancl-* hrte ai:acle mv
materials shot simultareoush to cl-rerck thc m.r'ements of his pLrppets.
Also. l-re *as ftrrcecl to make alterati..rs t. his usu.l methocls .f puppet-
making, duc t. tl-re dif-ferences in col.ur renclering *.'ith Agfac.lor ancl
Eastmancolor.l5

\\ihile thc hrst col.ur q'idescreen hlms *,ere being maclc, research
grolllls \\-er:e tirrrnecl to compare the qualities of .{gfacokrr ancl lrastmanco]or
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ancl to in\-estigate Possibilities tlf intrclductitrn of the latteÍ into laboratorr'

pÍactice. The main prclblems \\.ere connected rr'ith old and insufhcient

machineÍ\, and inaccurate nreasuring instruments. Htl\r'er'er. unlike the

AgÍa/Wolfén tactorv, Kodak provided technical support during the intro-

ducticrn of the neu' laboratorY equlpment and processes' and remained in

cont.rct $.itl-r the Prague laboratories. while preparing fbr Eastmancolor as

a new negative nlaterial, (.zechoslovak researchers continued to rer-iew

other colour stocks procluced in Europe small groups of technicians (usu

a1lr,tu.o 6r three) u,ere sent to the Sovie t LJnion, as q'ell as the DL,FA studios

in (lern-ranr,. the GeYaert tacton in Belgium an.l the Ferrenie fecton' in

Italr,. During the 1960s ancl 1970s, Eastmancolor became and remained the

main colour stock for negatir,es and intermediate materials, rvhile cheaper

colour processes (most often eastern Agfacoior. later or$'c'rcolor) \'ere

used lor clistribution copies' There rr'ere hor'l'er-er a férr' scope fi1ms using

Agfacolor or orrvocolor negatiYe film stock. especiallv in the late 1960s.

As in ctther countries, post-\\,ar cinema in Czechoslo\akia I'n'as threat-

enecl bv the gror,,ing popularitr. of teler-ision, but aspired to coorclinate the

meclia to the advantage of both, and the needs of the governing partv' In

1972 almost hall of the approximatelv 2,000 crnemas (ilr .1,400, i[ $'c ctrunt

16 mm, non regular ancl r,arious club, f-actorv or union screenlng f'acilities

as.r,ell) \\,ere equipPed lor "scope". At the same time' these cinemas col

lectecl more than 60 per cent of the o\'erall income of the inclustrv. Because

of the limited use of $.idescreen fi1ms ln television, and television's grou'ing

prolileration, 1972 rvas markecl bv a decision to save "scope" lbr produc-

tions c]escribec1 as "popular". supposedlv attÍacting 1arger audiences to cin

emas, \,hile "politicallv important" films vnere to be shot at academv

lormat. and as such to be more suitable lor the ne$'mediun1. While musi

cals, comeclies or films tbr Young people attracted large audiences during

their first fés' rveeks clf release' and sometimes during the summer rere

leases in open air cinemas, political dramas and similar Nere supposed tcr

fincl their r.iervers in pri\.ate homes. repeatedlr', for t'ears atter their original

releasc (Pilát 1972: unpaged).

Although the vniclescreen rer.olution did not take a clirect course and

u.as helcl back, in (.zechoslor,akia probablv tnore than elseu here, it did sig-

nillcantlr.inflr,rence the transition tiom black and-$'hite to colour. while

e&steÍn AgÍicolor rvas perceir'ecl as prclblematic and inférior tiom the r'erv

beginning, the major impulse for a change tlf colour svstem came u'ith the

introcluction of rviclescreen in Czechoslovakia, as anamorphic processes

testecl the limits of the hlm stock, ancl made al1 the knou'n issues even

more r,.isible. (lzechoskrvak studios ne\,er sa\\' the real (-inemaScope ancl

lr,orkecl rr,íth comPatible European ''scoPes''. as the cinemas had to use

clomestic technologr'. hcxr'el'er clutnsl'it might lle' lt rr''as thercÍbre not

glorious Tcchnicolor, breathtaking (-inemaScope and stereophonic sound

et tirst in ( .zc. h,'slor ltkir.

Furthe rnore, initial1r C.zechc_rsltlr'ak enc()unteÍs rr.ith ccllour rvere
determined bl tl-re character of the cinema tndustr\, - lou, domestic pro-
duction, sntall number of cinemas and depc.nclence on inte rnational coop-
eration rather than bv the political situation. Yet afier 194-5 colour
prclcluction gained an increasinglr'prestigious stanc1ing Írom both a politi
cal and econornic point of r.ierv. Politicallr,, colour films u.ere meant to
shou, the accomplishments of the state-orvned rndustn,, rr,hile economi
callrthcr(on\titUtcdruniquc\{)urCť(|fti)rťtgn.'urrencr.(]ltim.rteIrthc
latter half of the l9-50s and the 1960s sau. a period of developn-rent and
expansion in the (,zechoslor-ak inclustrr, and liberation in polrtics and sc-rci-

en', u,hich encouraged anci enabled the gor,ernment to spend more on the
superior Eastmancrllor stclck. \xrhere colour Íilrn stock rr,as concerned'
political issues ceased to be important, and once it became economicallv
possible, the cinerna technrcians ancl engineers \\'ent lor the qualitv lirst.
Eastmancolor lu,as adopted as the standard negative stock material in the
follorving decades, u'hich in turn sa\\' a significant increase in the number
of lilms n'rade in colour, lear,ing the use of black-ancl u'hite margrnal br, the
end of the communist e ra in 1989.

notes

1. Br,the government decree no.50i194-5 on arrangements in the cinema
sphere of business, the Czechoslovak state gainecl a monopolv on cinerna
production, Iatroratorr, processing, clistribution, pubhc screenings and
international tracle.

2. Short Prizmacolor films s,ere distributecl in 1921 1922.In Deccrnber 1923
The Clortous 'Ailenture (LlK, 1922) premrěred and Tlre Toll o|'the.!e,r (tIS' l922)
in trr.'o crlltlur Technicolor rr'as releascd in L)ecemtler 1924 (Šti:rbla l982:
3.5.5 3-57).

3. For example IRE film, a Prague stuclio o\\'ned bv lrena anc-l Karel Dodal,
made ser,eral aninration shclrts in ctllclur betlr,cen 1933 and l938 (Strr_rskor.í
2006: 99).

4. For example, the sl-rooting of Alcrander l'tuschko's coIclur Íilm The Stone

Florier (Kamennvv ts\etok, tISSR 1946) began in August 194.5, and the hlnr
u'as the first to be hnishecl ir-r the lJarrar-rc1or studios after the u,ar.

5. While the studios did not sulfer much clamage during the \\iar (at least in
comparison s'ith other Ce ntral ancl East Europe an countrics), the cinemas
u.ere in despe rate need of net' equipment. Accorcling to a post-\\,ar survev,
up to ll-5 per ccnt of them u'ere "insufficient fbr orderlr.opcr.r.ti()n", not only
in terms of equipner-rt, but alscr in rssues of hr''giene anc] safttt, (Br'st ickÝ
1947: unpaged).

6. In 19.50, se'eral liln-rs *,ere reprimancled bv c.n-rmunist part' officials and a

list oiprefěrrec1 tclpics r'l'as issuccl. This interÍerencc 1ecl to a prtlcluction crisis
in l9-51, *hen .nl' a fraction of the originallv schedulecj .52 films fbr tl-rat
vt: a \vere actr,rallv procluccd.

7. ()n thc other hand. film tbr still phot.graphv l-racl bcen d.nresticallv pr.-
dr,rced sincc 1914 br Neobrom, ar-rd f^rm 1921 b'F.t.chema (norv l-irma),
a l, ,ng';3. , ,t h r'r :n] lr l lc r \ Óm lJl] ie5.
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g. Accor<ling to the data collected in 1947, onlr' 110 r-inemas had an audito-

rium longer than 30 metres' ancl the maximum length was 42 metres

(Anon. l9š0a' unpaged). In 19-50' clnlr'nine cinemas had a capacit-v of more

ihan 1,000, u,hile-almost 8-5 pe r cent of all cinemas could seat less than 500

(C-erník19.54:89.19E).Inlaterdecades'thenationalcinemanetworkwas
being improvecl, also bv building nerv cinemas- in previouslv neglected

,.gior-tr. lth.r. cinemas. some \\iere constructecl especiallv fbr I'idescreen

oi70 _,r_r, and as such, ther.tended to be larger. Also, open-air cinemas,

rvith programming concentrated to summer months, had longer distances

betrveen the screen ancl the proiector booth' and could have up to several

thousands of spectators. For erample, the first "scope" screening in

Czechoslovakia cluring the International Film Festival in Karlovv Varv in

summer 1956 took place in a neu'lv constructed open air cinema' rvhich

rvould seat up to 3,500 spectators (Anon' 195 :9)'

9. As the report bY a member of Cinema Technology Committee (FITES)

,t"t.r, .l.rii.rg the screening at the Fair palace in Prague held in 1950 for the

anniversarf irl the Sor,iet October ReYolution, the risibilitv of the image

n"a, ,,, ...l,r..d that a r.ie\,er coulcl hardlv have recognized that the frlm

rvas in colour. In conclusion, the report suggested that if the minimum

luminance requirecl lor colour screening is not athier.ed. colour flims

shoul<l not be shoun at all, as that would ruin their political mission

(Anon. 19.50b: unPaged).
10. Because of the smali number of cinemas,lou ticket prices and high costs of

procluction, an average CzechosloYak film u'ould theoreticallY take thirtV-

si" mnnth, to break er.en, during u,hich time demand v'ould fall dramati-

cal]v. Thus onlv ertremelv popular Czechoslor'ak films or foreign Íilms

turned a proht (Bláha 1955: 12).

11. Although since 1964 Some ne\\' large cinemas rvere built Íbr 70 mm pro jec-

tion, C.zechoslovak cinema never produced a film on 5 mm negative'

excepr lor a handful of co-productions rvith the tlSSR. A feu' other

czechoslovak frlms u,ere releasecl in 70 mm blou'n-ups from originaL

3-5 mm negatiYes. It should also be noted that masked formats (1:1,66 and

1:l,lt5), u,hich could be scrcened rvith just small alterations to current

proiectors, u'ere quite common in Czechoslovakia, but there is no data on

t hcir uetuul Prrrlilcrution.
12. Onlv <luring the 1970s did cokrur become standard in (.zechoslovakia.

t]ntil then the majoritv rlf both academY and "scope" Íilms u'ere shot in

bl ack-and-rvhite.
13. This Practice v.as used Íbr a Í-erv earlv rvidcscreen films' aS the Prague

lab.rltories clicl not ha'e a *'ar. to make academ' copies from the "scope"

originals vet, and at the same time , onlr.a ferv cinemas rvere scope-friendly.

Hurlir-rg a film on r,idescreen onlY $'ould substantiallv limit its use in distri

bution.
14. In general, co productitln became the u"ar'' of obtaining qualiB" colo-ur

,tnik 
"n.l 

bettei shooting technolog.' i.r the late 19.50s and during the 1960s

(see Skopal 2009).

15. in u .,-.,,.,r-rugraph on Trnka, thc reason offered fbr su,itching f rom Agfacolor

tu Eurtrnur,.nlor is the blurriness of the \.ider image to\"ards the lcft and

right extremes. Also, Eastmancolor is described as more "naturalistic"'

sh,,rt'i.tg the materials usecl to manufncture the puppets for u'hat thev

reailr' are (I}oček l963: 24] -z48).
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