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‘Big’ and ‘little’ Quo Vadis?

in the United States, 1913-1916:

Using GIS to map rival modes of feature
cinema during the transitional era

ABSTRACT. Klenotic Jeffrey, Big’ and flittle’ Quo Vadis? in the United States, 1913-1916: Using
GIS to map rival modes of feature cinema during the transitional era. “Images” vol. XXXII, no. 41.
Poznan 2022. Adam Mickiewicz University Press. Pp. 5-25. ISSN 1731-450X. DOI10.14746/1.2022.41.01.

This article emanates from a geospatial database of over 600 premieres of the Cines company’s Quo
Vadis? (1913), an eight-reel film distributed by George Kleine, and nearly 250 premieres of the Quo
Vadis Film Company’s Quo Vadis? (1913), a three-reel film of ambiguous origins distributed by
Paul De Outo. By mapping local premieres of both films across the United States from 1913 through
1916, the data show with spatiotemporal precision the spread of Quo Vadis? as one of cinema’s early
blockbuster titles. Yet within this national phenomenon, the two films’ footprints reveal differing
cultural geographies served by competing efforts to feature Quo Vadis? using alternative practices of
distribution and exhibition. The study finds that Quo Vadis? played a more complex role mediating
the rise of features than is yet known, serving rival modes of cinema where longer, more expensive
films were celebrated but also contested.

KEYWORDS: features, variety, roadshows, state rights, transitional era, George Kleine, GIS

The Italian Cines Company’s historical and religious epic Quo
Vadis? (1913) is one of cinema’s earliest blockbusters.[1] Its transnation-
al success elevated the profile of Italian films and boosted cinema’s
reputation for social, moral, and cultural uplift. A lavish production
renowned for its spectacular big budget realism and running time
of two and a half hours, Cines’s film was adapted from Polish author
Henryk Sienkiewicz’s 1896 novel Quo Vadis: A Narrative of the Time of
Nero, a global best seller that spawned widespread “quovadisomania.’[2]

This article examines the spread of Quo Vadis? in the United
States, where George Kleine held sole distribution rights to Cines’s
film. Kleine cultivated a national audience using advance publicity
that heralded the eight-reel film's massive scale, authentic settings, and
artistic innovations, while touting its unprecedented record of popular
and critical success.[3] As the film traveled, it produced a global space
that interfaced with countless local experiences of cinema emplaced in
diverse assemblages of venues, distributors, exhibitors, programs, and

[1] S. Hall, S. Neale, Epics, Spectacles, and Blockbust- formations, eds. M. Wozniak, M. Wyke, Oxford 2020,

ers, Detroit 2010, pp. 28-34. p. 5.
[2] M. Wozniak and M. Wyke, Introduction, [in:] The [3] J. Frykholm, George Kleine and American Cinema,
Novel of Neronian Rome and Its Multimedial Trans- London 2015.

Images 32(41), 2022: 5-25. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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audiences.[4] Intense anticipation for the film propelled it forward, but
exclusive distribution practices and costly tickets made its circulation
prone to blockages, diversions, and piracy. Some without rights to
Cines’s film served audiences at lower-priced theaters with other films
entitled Quo Vadis?, as Ivo Blom found in his work on the Dutch film
trade[5] and as I will recount here for a three-reel version released by
Paul De Outo (Fig. 1). Quo Vadis? offers a prime opportunity to explore
what Laura Isabel Serna calls “cinema’s multiple interfaces” so as to
“uncover more complex stories about cinema’s travels, rethink the shape
and scope of concepts such as national cinema, and question received
notions about the direction of film traffic at any given moment.”[6]

Cines’s Quo Vadis? played a prominent role in the transformation
from variety film programs to feature films during American cinema’s
transitional era from 1908 to 1917.[7] The film benchmarked the public’s
willingness to pay a premium for long features and helped these become
a dominant mode of cinema. But despite its prominence, we know little
about the reach of Quo Vadis? beyond its presentation at first-class
theaters in big cities in 1913.[8] Where, when, and how did it travel
across the rest of the country? To answer this question, a geospatial
study of Quo Vadis? premieres was undertaken, yielding new insights
about the film’s traffic across the nation. The research also unexpectedly
revealed the widespread distribution of a three-reel Quo Vadis?, shining
light on this film’s brazen effort to sell a mini-blockbuster version of the
title that bridged features and variety. Unlike Cines’s film, which Kleine
released through direct booking and branch offices, the short feature
was distributed by state rights buyers who bought territorial franchises
from Paul De Outo of the Quo Vadis Film Company.[9] De Outo’s film
was not directly based on Sienkiewicz’s novel but instead seems to have
been a composite of three older one-reel films, anchored by Milano
Film’s The Life of St. Paul (San Paolo, 1910).

To contribute knowledge about the circulation of both films, this
article presents initial findings from over 600 hundred premieres of the
eight-reel Quo Vadis? and nearly 250 premieres of the three-reel Quo
Vadis? in the United States from 1913 to 1916. Geospatial maps show the
national spread of Quo Vadis? as a blockbuster title but also reveal dif-

[4] For more on space and place in cinema his-
tory, see J. Klenotic, Mapping flat, deep, and slow,
“TMG Journal for Media History” 2020, vol. 23,

1no. 1-2, pp. 1-34.

[5] 1. Blom, Jean Desmet and the Early Dutch Film
Trade, Amsterdam 2001, pp. 228-230.

[6] L.I. Serna, Mapping film traffic, “Post45” 2021, n.p.,
<https://post45.0rg/2021/04/mapping-film-traffic/>,
accessed: 7.01.2022.

[7] This dating of the transitional era follows C. Keil
and S. Stamp (eds.), American Cinema’s Transitional
Era, Berkeley — Los Angeles — London 2004.

[8] J. Frykholm, op.cit., pp. 58-59, 64-65; R. Abel,
Americanizing the Movies and ‘Movie Mad’ Audiences,
Berkeley - Los Angeles - London 2006, pp. 35-36.

[9] This article examines the U.S., but De Outo’s

film was franchised internationally. South American
rights were sold to Walter McCallum, Colon, Panama,
European rights to H. Winnick, London, England,
and Australasian rights to George R. Harper, Sydney,
Australia. Anonymous, “Quo Vadis?” State Rights
Selling, “Moving Picture World” [MPW], June 13, 1913,
p- 1261.
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fering cultural geographies served by competing efforts to feature Quo
Vadis? using alternative practices of distribution and exhibition. The
study concludes that Quo Vadis? played a more complex role mediating
the rise of features than is yet known, serving rival modes of cinema
where longer, more expensive films were celebrated but also contested.

Across the United States, the multiple interfaces for Quo Vadis?
were often clouded by ambiguity and obfuscation emanating from news
items, publicity releases, and advertisements that heightened curiosity
about the film and tested one’s cultural capital. There was ambiguity
about the title, which ended with a question mark as often as not, and
which led newspapers to sometimes insert “Whither Goest Thou?” as
an English translation.[10] This was particularly true for the short film,
which also embedded the translation inside the tail of the title’s Q in
marketing materials. To further complicate matters, the short Quo
Vadis? was called the “veritas” version, though this claim was rarely
explained.[11] There was additional confusion about the attributes of
Quo Vadis?. Did the film begin its run in New York City or Buffalo, New

Why study
both films?

ILLINOIS

o, o R e e o o . gl

FOUR DAYS BEGINNING
THUREDAY MATINEE

2:30—TWICE DAILY—E8:15

GEOEGE ELEINE

Presents the Supreme Ocular
Drama

“Quo Vadis”
in

THREE ACTS—488 SCENES

E PARTS—2\; HOUR SHOW
£200,000 Production

PﬁcES: Matinee 26¢.

MNights 25%c, 35¢c., 50c

The enly original produc-
tien and will not be seen In
any other Rock Island thea-
tre. W. J. KLINCK.

[10] For examples, see “Muskogee [OK] Times-Dem-
ocrat’, June 2, 1913, p. 8; “Sheboygan [WI] Press’,
October 16, 1913, p. 9; “Hiawatha [KS] Daily World”,
October 22, 1913, p. 2.

Maiestfic Theatre

ROCK 1SLAND

SATURDAY,NOVEMBER 8

FAUL DE QUTO PRESENTES THE PHOTODRAMA

QUO VADIS

Is Thres Asts—Preduced by Wilsss Film Co. ot Rpms. Ialy.
Bhowing: Tha Brhsadimg of Bb Paul—The Lises Are Tursed lete
tha Arsas—81. Suighes Bpresding the Gossi—Lyga in Meceived
By Mere Wags@oent ard Educstonsl

CUR PFRICE OF ADMISSION %83,

Fig. 1. “Big” and “little”
Quo Vadis? competed
head-to-head in Rock
Island, IL. Three weeks
later, Kleine sued De Outo
for infringement of copy-
right. “Rock Island Argus’,
November 7, 1913, p. 10

[11] Anonymous, The Veritas “Quo Vadis?”, “MPW?,
June 7, 1913, p. 1012.
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York? Was it 3,000 or 8,000 feet, three or eight reels? Was it in three
parts and three acts or three acts and eight parts? Was it 150 or 498
scenes? Was the cast 1,000 or 3,500? Was it made by Cines or Milano?
Were tickets more or less than 25 cents? These questions fed dichotomies
such as the “big” versus the “little” Quo Vadis? and the “real” versus the

“fake” or “other” Quo Vadis?. Distinguishing the films became a class
marker: “As the Kleine production includes eight wonderful reels and is
only produced in the high-class theaters of the country [...] the general
public have been quick to discriminate between the big and the little
‘Quo Vadis’ In the big cities of the East, Mr. Kleine’s production was
taken up by fashionable society and theatre parties”[12]

If one approaches Quo Vadis? from the top down, such dualities
and ambiguities may be irrelevant given that received history has es-
tablished Cines’s film as the canonical text, partly because of its lineage
from Sienkiewicz’s novel. The “fake” film’s connection to the novel is
mostly in its title, with any overlaps in events, plotting, and charac-
terization owing more to its intertextuality with Roman history and
the Christian Bible than to Sienkiewicz’s story. While the fog around
the films can be penetrated to focus only on the “real” Quo Vadis?,
it also shows that distributors, exhibitors, and audiences construed
Quo Vadis? in multiple ways, begging a more complex object of study.
Indeed, many who attended the three-reel film likely thought they
had seen the “real” Quo Vadis?, a perception that may not have been

“corrected” In Hopkinsville, Kentucky, the three-reeler was billed as
a “great special” that “will appeal to Bible students and to everybody
who has read that wonderful book ‘Quo Vadis’;” those who had not
done so were advised to “read the book before Monday” when the
film screened.[13] Cines’s film never played in Hopkinsville, with its
nearly 10,000 residents. Hopkinsville was not alone. The three-reeler
premiered in 246 municipalities across 47 U.S. states and the District of
Columbia, and in 131 (53.2%) it was the only version to play. In 26 states
where the short feature played it was the only option in half or more of
that state’s premiere localities. This list was topped by Kansas, where
the three-reeler played in 42 municipalities and was the sole offering
in 31 (73.8%), and Oklahoma, where it ran alone in 18 of 23 municipal-
ities (78.2%). Inhabitants could travel to see Cines’s film elsewhere, but
many may have lacked the knowledge, means, or desire to do so. The

“little” Quo Vadis? affords valuable evidence of the large audience for
small features that existed at a pivotal moment in film history (Fig. 2).

The complexity of Quo Vadis? as an object reflects the broader
dynamics of cinema’s transitional era. In the early 1910s, as Eileen
Bowser has shown, there was pervasive ambiguity about the meaning,
value, and length of a “feature” film.[14] Michael Quinn observes that

[12] Anonymous, Opera House, “Sheboygan [14] E. Bowser, The Transformation of Cinema, Berke-
[WI] Press”, September 18, 1913, p. 3. ley - Los Angeles - London 2006, p. 191.

[13] Anonymous, “Quo Vadis” Coming, “Hopkinsville

[KY] Kentuckian’, September 6, 1913, p. 8.
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“a two- or even a single-reel film might be described as a feature” if its
uniqueness was established by distribution and exhibition practic-
es.[15] Three-reelers were particularly prone to straddle the line between
features and films released as part of a standard variety program.[16]
For example, the Motion Picture Patents Company (MPPC) and its
distributor General Film Company (GFC) had enormous stakes in
servicing exhibitors with regular single-reel film programs, but by 1912
they “recognized that the market was demanding feature films” and
increased production of three-reel films such as Selig’s The Coming of
Columbus (1912) and Edison’s Martin Chuzzlewit (1912).[17] Both were

“special features” made by MPPC studios, but Columbus was released
to exhibitors at added expense alongside their regular service, while
Chuzzlewit was integrated with a standard program of single-reelers as
a regular release.[18] In October 1913, the MPPC and GFC attempted
to bridge the divide between features and regulars with an “exclusive
service” offering exhibitors a higher priced program of a two- or three-
reel feature and two one-reelers changed three times a week. Though
short-lived, the service was a serious attempt “to reconcile program
and feature cinema?”[19] In 1914, the industry would define a feature
as four reels or more[20] and three-reelers were grouped with shorts.
Nonetheless, as Ben Singer shows, differences in distribution, sales, and
moviegoing practices left space where variety and feature programs

“both flourished,” with many believing these were “separate and par-
allel modes of exhibition, each with its own distinct niche’[21] Quinn
argues there was a sense that “exhibition would eventually divide into
feature theaters and program theaters; one would attract the middle
class and the rich, while the other would interest the working class
and the poor”[22]

It was in this context that George Kleine and Paul De Outo chart-
ed different paths for getting their version of Quo Vadis? to exhibitors
and audiences who might most appreciate it. Neither could know how
the competition would turn out. Studying both films affords a fresh
perspective on Quo Vadis? that does not “back-project a context onto
an object,” as Robert Allen puts it, such that an object is significant
only to the extent that it validates what is known about the outcomes
of an era.[23] Allen invites historians to “suspend judgment” and resist

[15] M. Quinn, Distribution, the transient audience, [20] M. Rogers, ‘Territory going fast!’ State right distri-
and the transition to the feature film, “Cinema Jour- bution and the early multi-reel feature film, “Historical
nal” 2001, vol. 40, no. 2, p. 38. Journal of Film, Radio and Television” 2017, vol. 37,

[16] B. Singer, Feature films, variety programs, and the ~ no. 4, p. 600.
crisis of the small exhibitor, [in:] C. Keil and S. Stamp,  [21] B. Singer, op.cit., p. 84.

op.cit., p. 84. [22] M. Quinn, op.cit., p. 45.

[17] M. Quinn, op.cit., p. 45. [23] R. Maltby, P. Meers, Connections, Intermediality,
[18] Ibidem, pp. 45-46; see also E. Bowser, op.cit., and the Anti-Archive: A Conversation with Robert

p- 203. C. Allen, [in:] The Routledge Companion to New Cine-
[19] M. Quinn, op.cit., p. 47. ma History, eds. D. Biltereyst, R. Maltby, and P. Meers,

London - New York 2004, p. 18.
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Fig. 2. Heatmaps for “lit-
tle” (left) and “big” (right)
Quo Vadis? premieres. The
short feature was especial-
ly popular in the Midwest
and it indexes the large
audience for small features
in the transitional era.
Maps created by author

“If you owned Quo
Vadis, what would
you do with it?”

[24] Ibidem.

[25] J. Klenotic, Mapping flat..., pp. 16-19.
[26] J. Frykholm, op.cit., p. 47.
[27] Ibidem, p. 49. Frykhom documents that the film

was licensed by the MPPC.

[28] The Goat Man, On the Outside Looking In, “Mo-
tography” vol. 9, no. 7, April 5, 1913, p. 239.

JEFFREY KLENOTIC

imposing a “teleology of cinema” upon persons, objects, and practices
that renders them only as “archaic” phenomenon that “will soon be
made obsolete’[24] Suspending judgment rebalances the dialogue of
past and present but also invites a “flat” approach to mapping and
spatial history that avoids assumptions about where and when events
took place.[25] This approach puts new people, places, and objects on
the map of film history, as it seeks Quo Vadis? beyond the fashionable
audiences and first-class theatres so identified with its success, which
in turn moves inquiry beyond 1913.

George Kleine paid $10,000 for a negative of Cines’s film and
exclusive North American distribution rights.[26] Quo Vadis? was his
first attempt to import a film of this length and expense. Its poor fit for
program cinema presented Kleine with challenges, not least navigating
a release outside the GFC, which declined to handle it.[27] Motography
columnist “The Goat Man” lauded the film but questioned its path for-
ward: “Honest now, if you owned Quo Vadis, what would you do with
it?”[28] Kleine chose to open Quo Vadis? in large, high-class, legitimate
theaters in major cities beginning in April 1913. There the film won
critical acclaim and had major success despite tickets ranging from
25 cents to $1.50. At New York City’s Astor Theatre, the film ran 154 days;
at McVicker’s in Chicago, 54 days; at Philadelphia’s Garrick, 98 days; at
Baltimore’s Academy of Music, 63 days; at the Tremont in Boston, 9o days.

Throughout its slow rollout, the film’s publicity tended to “Amer-
icanize” Quo Vadis? by figuring Kleine as its owner, crediting him for its
success, and sometimes erasing any references to Cines[29] and Hen-
ryk Sienkiewicz.[30] However, an emergent exigence also precipitated
repeated recitation of the film’s European provenance. The exigence

[29] R. Abel, op.cit.; See also, G. Bertellini, Italian Im-
ageries, Historical Feature Films, and the Fabrication of
Italy’s Spectators, [in:] American Movie Audiences, eds.
M. Stokes, R. Maltby, London 1999, p. 40.

[30] Sienkiewicz’s work may also have been ap-
propriated by Cines without proper copyright. See

A. Miller-Klejsa, Quo Vadis? by Enrico Guazzoni and
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stemmed from Kleines decision to release the film without state rights
distribution and his need to protect copyrighted marketing materi-
als from being illicitly usurped by distributors and exhibitors. From
the start, trade and local newspapers notified distributors, exhibitors,
and the public that “George Kleine, proprietor and manager of the
sensational photodrama success, ‘Quo Vadis?’ made by the famous
Cines company of Italy, positively refuses to sell state rights. [...] The
Cines production comprehends the entire Sienkiewicz story.”[31] In
this context, European provenance authenticated Kleine’s show against
imposters and dissociated it from state rights, which had gained some
disrepute for distributing sensationalistic films.[32] Kleine’s marketing
was itself so effective he feared it would be co-opted. To stifle this, he
leaned on provenance, noting that since “his immense success with
the Cines production of ‘Quo Vadis?’ there have been several minor
attractions started that have taken advantage of his advertising and
press notices [...] misleading the public into the belief that they are
presenting the original Astor theater production.”[33]

Avoiding state rights removed regional intermediaries and gave
Kleine central control over the terms of film rental and national release.
Kleine would roadshow Quo Vadis? and book it only through agents
Cohan and Harris for a percentage of the box office rather than flat
fees. Fusing exhibition with distribution, this strategy ensured the film
played in high-class venues. It also put conditions on the film, such as
reserved seating and minimum 25-cent tickets, and on its presentation
and promotion, with roadshow companies “carrying 326 pieces”[34]
supplying screen, booth, two projectors,[35] films, and special music,
all supported by Kleine’s marketing collateral. By August 1913, there
were “two companies operating in the South, two in New England, two
in the Middle West, three in New York city [sic], one in Brooklyn, one
in Philadelphia, one in Boston, three in Chicago, two in New Jersey,
making in all 19 companies”’[36] However, as Joel Frykholm has shown,
roadshows presented challenges, particularly outside urban areas. There
the ideal of booking the film in first-class theaters for a percentage of
receipts might succumb to dependence on lesser venues, many wanting
flat fees.[37] In January 1914, Kleine ended his roadshows, “having lost
much money in some instances and made a lot in others.”[38] Instead,

“thirteen branch offices for the handling of ‘Quo Vadis?” were opened
in February.[39]

Quo Vadis? by Gabriellino DAnnunzio, “Panoptikum” [35] “Moving Picture News’, May 10, 1913, p. 40.

2017, no. 18(25), p. 250. [36] Anonymous, “Quo Vadis”, “Anaconda

[31] Anonymous, News of Photoplays, “Lancaster [MT] Standard, July 13, 1913, p. 33.

[PA] Intelligencer Journal’, July 12, 1913, p. 8. [37] J. Frykholm, op.cit., p. 62.

[32] S. Hall, S. Neale, op.cit., p. 29. [38] Anonymous, Controlling Kleine’s Special, “Varie-
[33] Anonymous, Kleine After Pirates, “Buffalo ty’, January 23, 1914, p. 15.

[NY] Sunday Morning News”, October 19, 1913, p. 27. [39] Anonymous, Kleine Positives, “New York Clip-
[34] Anonymous, Film Play at Detroit Opera House, per’, January 24, 1914, p. 14.

“Detroit [MI] Free Press”, August 7, 1913, p. 5.
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[40] M. Rogers, op.cit., p. 599.
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Kleine perceived state rights as a threat to the profits and rep-
utation of his first-class enterprise, but the reality was more complex.
As detailed by Maureen Rogers, state rights gave franchisees rights
to roadshow a film or book it at venues within a designated territory,
a system of regional release that played a vital role in the circulation
of feature films of varying levels of prestige including boxing pictures,
expedition documentaries, historical reenactment films, and European
imports.[40] What such films shared was that their unusual length,
subject matter, and/or production history did not fit the standard dis-
tribution and exhibition model for variety programs. Instead, they
required custom releases with special promotion and potentially ex-
tended runs and advanced prices. Kleine well knew the advantages of
state rights for features. In 1909, he used the system to distribute the
four-reel Johnson-Ketchel Fight (1909) for the MPPC (franchisees were
limited to MPPC-licensed exchanges).[41] He also witnessed Monopol’s
success distributing European features like Milano’s Dante’s Inferno
(1911) and Homer’s Odyssey (1912) via state rights.[42] According to
Rogers, “Monopol effectively launched the trend of releasing European
feature-length epics on a regional basis to small towns and large cities
and at opera houses and other prime venues” at premium prices and
set the model for using grand “details of the film’s production and cost
as promotional ballyhoo.”[43]

Kleine’s demonization of state rights and exclusion of regional
buyers was self-serving given that his plan for Quo Vadis? owed a debt
to the system’s innovations for promoting and releasing features. Abel
argues that the state rights success of Ambrosio’s Satan (Satana 1912),
in particular, “set a precedent” for Kleine’s handling of Cines’s film.[44]
Frykholm suggests that Paul J. Rainey’s African Hunt (Jungle Film
Co., 1912), a state rights release with a sixteen-week run at the Lyceum
Theatre in New York City, was another influence.[45] If Kleine worried
profits would be siphoned by state rights operators imitating his success
in places beyond his purview, those operators likely felt the reverse was
true. Some may have found his release of Quo Vadis? outside the GFC
a bitter pill, seeing his roadshows and branch offices as territory en-
croachments that disenfranchised them from a share of feature cinema’s
greatest opportunity to date. When Paul De Outo announced the sale
of state rights for Quo Vadis?, he spoke to the heart of this sentiment,
asking, “State right operators, can’t you see the possibilities of this film?”
and urging buyers not to “let the biggest money-maker in the history of
motion pictures slip through your fingers”’[46] He declared Quo Vadis?

[43] M. Rogers, op.cit., pp. 604, 605.

[41] D. Streible, Fight Pictures, Berkeley — Los Ange- [44] R. Abel, op.cit., p. 35.

les - London 2008, pp. 210-211. [45] J. Frykholm, op.cit., p. 48.
[42] R. De Berti, Milano Films, “Film History” 2000, [46] Anonymous, Advertisement, “MPW?, June 21,
vol. 12, no. 1, pp. 279-281; see also, K. Thompson, 1913, pp. 1212-1213.

Exporting Entertainment: America in the World Film
Market, 1907-1934, London 1985, p. 26.
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“the people’s greatest possession”[47] and the “chance of a life time for
state right operators” (Fig. 3), who would “have no competition” in
their territory.[48]
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QUO VADIS FILM COMPANY. 145 West 451h Strest. NEW YORK. V. 5. A.

De Outo’s epiphany must have been that Kleine’s adoption of
state rights promotional practices on a national basis, combined with
his avoidance of state rights release practices on a regional basis, would
produce vacuums of anticipation and unmet demand. These could be
filled by state rights buyers, who might serve moving picture theaters
excluded by Kleine with a well-advertised three-reel special that could
be combined with another short feature or a program of regular films or
live acts. But state rights buyers needed their own Quo Vadis?, a prob-
lem solved June 12, 1913 when De Outo’s Quo Vadis Film Company of
New York[49] received copyright on title, description, and “43 prints
received” for one “small reel” identified as “Quo vadis” in the copyright
catalog.[50] This enabled sale of the film as “copyrighted and fully pro-
tected” to state rights franchisees.[51] De Outo’s film had no producer
attached to it, which differed from the entry that recorded Kleine’s
copyright on title, description, and “498 prints received” for “Quo
vadis: by Societa Italiana Cines.”[52] The number of prints indexed the

Fig. 3. De Outo’s Quo Va-
dis? had elaborate pictorial
and publicity equipment
that created new novelty
from old films. “Moving
Picture World”, June 7,

1913, pp. 990-991

[47] Veritas “Quo Vadis?”, op.cit. [50] Library of Congress, Catalog of Copyright Entries,
[48] Anonymous, Advertisement, “MPW?, June 28, Part 4, vol. 8, no. 4, Washington 1913, p. 280.

1913, pp. 1320-1321. [51] Anonymous, Advertisement, “MPW?, June 28,
[49] Like Kleine, De Outo was based in Chicago, 1913, pp. 1320-1321.

Illinois. He had state rights for Quo Vadis? in Illinois [52] Library of Congress, op.cit., p. 147.

and Wisconsin.
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requirement that “one print taken from each scene or act of the picture”
be deposited with the Copyright Office.[53] For Kleine, the number
matched claims that Cines’s film had 498 scenes. De Outo’s film was said
to have “three reels and three parts and over 150 stupendous scenes,”[54]
suggesting copyrights for all three reels were not sought or not granted.
De Outo’s Quo Vadis? is unstudied and may not survive,[55]
but evidence suggests it was partly comprised by Milano’s three-part
one-reeler The Life of St. Paul (1910). Press matter for De Outo’s film
stated that “the famous story of St. Paul, who was converted from a per-
secutor of the Christians into an apostle, is part of the picture-drama,”[56]
and a playbill shows the focus is on “Saul (Hebrew for Paul) an enemy of
the Christians but later a disciple of Christ” from his role in the stoning
of St. Stephen in 33 A.D. to the burning of Rome in 64 A.D.[57] The film’s
advertising highlighted key scenes with captioned photos,[58] some
taken from The Life of St. Paul (1910). For example, Harriet Harrison
and Nicola Mazzanti have matched De Outo’s photo “The Beheading
of St. Paul” to a scene in St. Paul where Paul is met by a centurion
and executioner and pushed to the ground.[59] Similarly, the photo
for “The Burning of Rome” (Fig. 3) is a double exposure image of Paul
and some Christians hiding near a column as Rome burns that looks
repurposed from St. Paul.[60] There is also very close correspondence
between De Outo’s photos and detailed scene descriptions of St. Paul
provided by Joseph North, who argues more broadly that Milano’s film
“sets the template for the treatment of Paul in subsequent films like Quo
Vadis”[61] De Outo obliquely made this same point in his press matter,
claiming the three-reel Quo Vadis? was “the genuine, original, imported
film as produced by the Milano Film Co.,” but he never revealed his
active role in “converting” The Life of St. Paul into Quo Vadis?.[62]
While there is evidence that one reel of “little” Quo Vadis? was
in part or whole The Life of St. Paul, the other reels are unknown. Did
De Outo cut St. Paul with footage from other films to reach three reels,
extending creative practices to the distributor? Or did he ship St. Paul

[53] M.H. Aronson, Motion Picture Copyright,
“Washington University Law Quarterly” 1940, vol. 25,
no. 4, p. 559, <available at: https://openscholarship.
wustl.edu/law_lawreview/vol2s/iss4/8>, accessed:
29.01.2022.

[54] B. Calvert, The Silent Film Still Archive , Film
playbill from Grand Theatre, September 16-17, 1913,
<https://www.silentfilmstillarchive.com/quo_vadis.
htm>, accessed: 31.01.2022.

[55] A rival version is briefly mentioned in

J.A. North, Martyrs on the Silver Screen, Durham
2016, p. 114, which cites H. Harrison and N. Mazzanti,
La Collezione George Kleine alla Library of Congress,
[in:] Sperduti Nel Buio: Il Cinema Muto Italiano e il
suo Tempo (1905-1930), ed. R. Renzi, Bologna 1991,

p. 165.

[56] Anonymous, “Quo Vadis” in Films, “La Crosse
[WI] Tribune’, September 9, 1913, p. 5.

[57] B. Calvert, op.cit.

[58] For examples: Ibidem; “Dayton [OH] Herald”,
August 2, 1913, p. 8; “The Reporter Times” [Martins-
ville, IN], September 23, 1913, p. 3; “MPW”, June 28,
1913, pp. 1320-1321.

[59] H. Harrison, N. Mazzanti, op.cit., as cited in
J.A. North, op.cit., p. 114.

[60] The “Burning of Rome” is at B. Calvert, op.cit.
The Milano image is at: <https://betweenmovies.com/
movie/the-life-of-st-paul-1910/>, accessed: 3.04.2021.
[61] J.A. North, op.cit., pp. 113-116, 105.

[62] Anonymous, Pastime Theatre, “Sheboygan

[WI] Press”, October 8, 1913, p. 3.
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with two more one-reelers, enabling exhibitors to arrange the reels?
Whatever the case, the film would have been a hybrid text reflecting
what Blom describes as a broader tendency of “three-reelers of the early
teens [...] to reproduce on a textual level the old variety format that
dominated the screen practice before the introduction of the feature.”[63]
But De Outo’s three-reeler was different in that its text was a composite
anchored by at least one quite old film. Also, despite this, it was heavily
promoted as a newly minted feature with “eighteen different styles of
photos for lobby displays, assorted cuts of all sizes, eight-page illustrated
herald, and complete publicity equipment.”’[64] Paul Moore’s work on
the secondhand film market gives a useful context for understanding
De Outo’s practices. Moore defines secondhand films as “durable cultur-
al goods whose value outlived their novelty,” calling them the “opposite
of first run” and arguing that by 1908 the value of first run had shifted
from “quality assurance of having a newly manufactured film print”
to the “novelty of a newly released picture, never before seen, by any
audience”[65] How De Outo’s acquired the materials used to fabricate
and franchise Quo Vadis? remains unknown (did he have a St. Paul
negative, a cache of prints?), but it is clear that by early June he had
manufactured new novelty from old films and was tapping the big-city,
first-run energy of Quo Vadis? to sell state rights in places where the
film could be premiered as “new to you” if not “never before seen” or
“never before played” Some exhibitors may well have booked the film
under false pretenses, but others surely knew what they were doing and
believed the film would nonetheless meet their audiences’ expectations,
especially if St. Paul and its adjoining reels had not been shown locally.
Moreover, for those new to the book or passionate about it, perhaps
even old images could be revived by a fresh reading of a literary classic.
Occasionally, exhibitors who felt literally or figuratively duped
alerted audiences that the “real” Quo Vadis? was not coming and can-
celed shows, as in Coshocton, Ohio where the Mystic Theatre’s man-
ager explained “this is done because of it being an imitation of other
pictures that have been shown recently”’[66] There were also rare cases
where moviegoers themselves raised red flags. In Trenton, New Jer-
sey, C.E. Edwards wrote a letter to the newspaper complaining about
a “curtailed” version of what he thought was George Kleine’s Quo Vadis?
presented at the Trent Theatre. Edwards reported that the missing time
was partly filled by The Girl and the Gangster (1913), a two-reel Kalem
picture.[67] Klein€s representative Arthur Ward responded that Kleine’s

[63] 1. Blom, Take a closer look! Italian early cinema [66] Anonymous, Mystic Cancels “Quo Vadis”, “The
reconsidered, “Fotogenia” 1999, no. 4, p. 292. Tribune” [Coshocton, OH], July 18, 1913, p. 7.

[64] Anonymous, Advertisement, “MPW?, June 28, [67] C.E Edwards, Says “Quo Vadis” is Much Cur-
1913, pp. 1320-1321. tailed, “Trenton [N]] Evening Times”, September 13,

[65] P.S. Moore, “Bought, sold, exchanged and rented”: 1913, p. 9.
The early film exchange and the market in secondhand

films in New York Clipper classified ads, “Film Histo-

ry” 2019, vol. 31, no. 2, pp. 5, 22.
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film had not yet played in Trenton and “under no circumstances will
he permit ‘Quo Vadis’ to be abridged or curtailed for the sake of extra
performances” He added that the matter was “in the hands of our at-
torneys” but “the promoters of the three-reel ‘Quo Vadis’ never make
any direct statements for which they can be held, but rather confine
themselves to receiving the public, and misleading them by inference
more than fact”[68]

Most often, exhibitors who felt they had booked the wrong film
simply reframed its value proposition. After advertising a film said to
be made at the “Cines photoplay plant in Rome,”[69] the Modjeska in
Augusta, Georgia pivoted to acknowledge that “the three-reel adapta-
tion of ‘Quo Vadis’ which is being shown at the Modjeska is not the
eight-reel film [...] but it is truly a grand production of the masterpiece
of Sienkiewicz. ... From the mass of detail from the book, the motion
picture presenters have selected the story condensing it into the three
reels without losing the gist of the story” (Fig. 4).[70] The Lyric in EI-
wood, Indiana was even more unabashed: “Patrons that don’t care to
strain their eyes for 2% hours, and strain pocketbook for a big price,
can see “Quo Vadis” here for 5¢ and 10c. Your money refunded any
time we show you a fake picture. You will see the same picture here,
only difference is the price and length of time”.[71]

To sweeten the deal, exhibitors typically programmed “little
Quo Vadis? with live acts and/or other films. The film was seen as “admi-
rably adapted to a programme of vaudeville’[72] The National Theatre
in Dayton, Ohio ran it four days in August 1913 with the vaudevillians
Three Kings and Zelma.[73] When the film ran with other films, pro-
grams were four to eight reels with added reels coming from all points
on the compass - GFC, independent, state rights, and old films. In April
1914, the White Way Theatre in Fredonia, Kansas showed “Quo Vadis’
and John Bunny; the latter in Vitagraph's Those Troublesome Tresses
(1913) released by GFC almost a year earlier.[74] In June 1914, the New
Theatre in Junction City, Kansas played Quo Vadis? with films released
in March and April, advertising that “in addition to this feature picture
there will be three other reels from the General Film Co.,” Pathe’s Abide
With Me (1914), Edison’s His Comrade’s Wife (1914), and Vitagraph’s
Woman in Black (1914).[75] In Greenfield, Indiana Quo Vadis? paired
with Victor’s two-reel film The Law’s Decree (1914), independently re-
leased by Universal in February 1914; both films played at the Why Not

»

[68] A. Warde, “Quo Vadis” Folk Reply to Edwards, [72] Anonymous, Academy - “Quo Vadis”, “Buffalo

“Trenton [NJ] Evening Times’, September 19, 1913,

p. 10.

[69] Anonymous, “Quo Vadis?” to be Seen at the Mod-
jeska, “Augusta [GA] Herald”, June 29, 1913, p. 2.

[70] Anonymous, “Quo Vadis?” at Modjeska, “Augusta
[GA] Herald”, June 30, 1913, p. 3.

[71] Anonymous, “Quo Vadis” at the Lyric, “The
Call-Leader” [Elwood, IN], September 22, 1913, p. 4.

[NY] Courier”, July 29, 1913, p. 8.

[73] Anonymous, National Theatre, “Dayton

[OH] Herald” August 2, 1913, p. 9.

[74] Anonymous, “Quo Vadis” and John Bunny, “Fre-
donia [KS] Daily Herald”, April 3, 1914, p. 2.

[75] Anonymous, At the New Theatre, “Junction City
[KS] Daily Union’, June 2, 1914, p. 3.
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[MODJESKA-ENGAGEMENT

THE SUPREME MASTERPIECE OF MOTION PICTURES.

The Most Stupendously Spectacular Exhibition Ever Staged.
Visualizing in Photographic Splendor Never Before Attained,
Henry Sienk iewiez’s World-Famous Romance,

QUO VADIS?

A Study of Roman Soeiety Under Nero,

THRILLS ! THRILLS | THRILLS !
Giladiator Combats, Chariot Races, the Burning of Rome,the Giant Slave Ursus
and the Savags Bull, Orgies in Honor of Rome's Tyrant, More Pomp and Pa-
geantry Than Even Pagan Nero Coneeived,

Sensational, Educational, Awe Inspiring, Spectacular, Magnificent in its l!u-
siveness, the Zenith of Motion Photographic Art.

THREE REELS
Special Popular Prices--10 and 20 Cents

Theatre two months later.[76] Universal also distributed Frontier’s The  Fig. 4. Some exhibitors
Girl and The Bandit (1913) and Eclair’s Oh! What a Dream (1913), two  expecting Cines’s film
one-reelers released in November 1913 that joined Quo Vadis? to start Pivo,ted to extol the “little”
the new year at the Peoples Theater in Calumet, Michigan.[77] Quo g?glsecr?:‘ielnf;i tlrl:;n;;t
Vadis? was also programmed with independent releases from Mutual,as & June 2'9) 191g3’ b3
when the Davis Theater in Norwich, Connecticut ran it in August 1913

with newly minted pictures from Broncho, A Wartime Mother’s Sacrifice

(1913), Thanhouser, Proposal by Proxy (1913), and Keystone, Cohen’s

Outing (1913).[78] During summer 1913, Quo Vadis? had great success

on the west coast paired with another state rights feature, W.J. Stroud’s

Wildest America (1913), a three-reel scenic natural history film. This

double feature had multi-week runs in San Francisco, Sacramento,

Long Beach, and Los Angeles (where it was said 20,000 people saw

it[79]) before moving on to Oregon, Washington, and Arizona. Both

films were often accompanied by music as well as by a film lecturer.[80]

My research on “little” Quo Vadis? is ongoing, but to whatever =~ Mapping rival modes
degree the film had any original production practices, its uniqueness  of feature cinema
and “newness” as a feature seem wholly a product of its distribution
and exhibition practices. One measure of the success of those practic-

[76] Anonymous, Why Not Theatre Tonight, “Daily [79] Anonymous, Bentley Grand Theatre, “Long
Reporter” [Greenfield, IN], April 6, 1914, p. 4. Beach [CA] Press”, September 1, 1913, p. 6.

[77] Anonymous, The Peoples Theatre, “Calumet [80] For example: Anonymous, Auditorium, “Los
[MI] News”, December 30, 1913, p. 7. Angeles [CA] Evening Express”, August 11, 1913, p. 15;

[78] Anonymous, Davis Theater, “Norwich [CT] Bul- ~ Anonymous, “Quo Vadis” at Eugene Theatre, “Morn-
letin”, August 16, 1913, p. 16. ing Register” [Eugene, OR], August 27, 1913, p. 8.
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es would be their ability to generate interest in the film sufficient to
launch new premieres over time. The same was true for the “big” Quo
Vadis?, though its feature status was established not only by its mode
of distribution and exhibition but also by unprecedented production
practices. The relative success of both models of feature cinema can be
shown through a geospatial mapping of the two films’ local openings
across the United States.

Figure five displays 608 municipalities where Cines’s Quo Vadis?
premiered, ranging from its 154-day run at the Astor in New York City
beginning April 21, 1913, to its two-day showing starting November 30,
1916, at the Gem Theatre in Minden, Nebraska. Information on pre-
mieres was culled primarily from Newspapers.com, a database of his-
torical newspapers from across the United States. Data collection began
in January 2021 with a search of “Quo Vadis” in U.S. newspapers from
1913 to 1916 that returned 9,926 results. I vetted these results manually
to remove those irrelevant to the film. To capture the film as a spreada-
ble phenomenon, I recorded only its first appearance in a municipality,
a privileged moment for publicity and news. The municipality’s name
and location were captured along with the premiere date and length of
run. To offset geographic gaps in Newspapers.com’s collection, addi-
tional sources were incorporated, including the Library of Congress’s

“Chronicling America” website, the NewspaperArchive.com website, and
state- and locality-specific websites spanning eleven states. [81]

In June 1913, newspapers showed that there were two main ver-
sions of the film. The marketing concept used for each film enabled
tracking of their respective premieres. De Outos Quo Vadis? was rou-
tinely placed in small moving picture theatres and priced between 5 and
20 cents as compared to the larger venues, where a 25-cent minimum
was usually required to see Cines’s film (after 1913, prices fell below
25 cents in some places). In its product and promotion, De Outo’s
film was three reels and three parts or three acts (not eight reels, three
acts, and eight parts) and it was uniquely tagged as “the story of the
Christian martyrs from the crucifixion of Christ to the death of Nero”.
Its publicity matter and photos, when used, were highly consistent
across municipalities. Figure six shows 246 premieres of the three-reel
film from its seven-day run at the Globe Theatre in Buftalo, New York
starting June 16, 1913, to its one-day show at Gibson Opera House in
Glasgow, Montana on August 27, 1916.

To measure the reach of Quo Vadis?, municipalities where the
films played would ideally be compared to an exhaustive list of U.S.
municipalities where moving pictures were shown. The closest such list

[81] Data on premieres is provisional, as infor- data at: <http://mappingmovies.unh.edu/maps/
mation from newspapers continues to be added erma.html#x=-106.61133&y=35.38905&z=4&lay-
from ever-expanding online archives in an ef- ers=14256+14257>.

fort to broaden and continually clean the data-
base. The author’s website records up-to-date


http://mappingmovies.unh.edu/maps/erma.html#x=-106.61133&y=35.38905&z=4&layers=14256+14257
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Cines's Premieres by Year
1913 {191)
1914 {305)
1915 {108)
1916 (4}

may be one “The Billboard” magazine published over multiple issues  Fig. 5. Cines’s premieres
starting in December 1910.[82] The precise number and locations of ~ grew sixty percent in 1914
venues would have changed by 1913 and onward, but the list affords ~ 2fter Kleine’s branch offi-
a loose context against which to measure the footprint of Quo Vadis?. Eesa?lliﬁﬁid' Map created
When georeferenced, the list produces a map of 2,543 municipalities Y
that showed movies.[83] The two Quo Vadis? films played in 854 munic-
ipalities total but overlapped in 115 places (13.4%), leaving a footprint of
739 municipalities (29% of “Billboard’s” list) where at least one played.
Of all the municipalities showing movies, Cines’s 608 premieres reached
23.9% and the three-reeler’s 246 premieres reached 9.7%.
The 14.2% difference in the two films’ reach reflects differing
capacities to generate new premieres over time. In 1913, the films
premiered in nearly the same number of places, the long version in
191 municipalities and the shorter film in 180. National roadshows
ensured first-class venues and expensive tickets for Cines’s film but left
voids filled by regional franchisees of De Outo’s film. In February 1914,
Kleine’s branch offices opened and spatial advantages from state rights
began to expire. Three-reel premieres fell nearly 70% to 56 that year,

[82] Anonymous, Motion Picture Theatres, “The Bill- [83] J. Klenotic, US Picture Theatres in 1910,

board”, December 10, pp. 92-108; Anonymous, Mov- “ERMA Mapping Movies” 2013, <http://mapping-
ing Picture Theatre List, “The Billboard”, December movies.unh.edu/maps/erma.html#x=-100.07996&y=
17, 1910, Pp. 46—47; December 31, 1910, pp. 46-47, 51; 35.80890&z=5&layers=13837+13840>, accessed:
January 7, 1911, pp. 46-47; February 11, 1911, pp. 44-45.  7.10.2022.
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Fig. 6. De Outo’s film
filled voids created by
roadshows in 1913, but
Kleine’s branch exchanges
and lawsuit slowed new
premieres by nearly 70%
in 1914. Map created by
author
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Thres-Resl Premieres by Year
B 1913 (180)
O 1914 (56)
& 1915(3)
& 1916 (7)
State Boundaries

while Cines’s film exploded to 305 new municipalities. Another reason

for the drop may have been a lawsuit Kleine filed against De Outo in

late November 1913 that was eventually served in mid-December.[84]

The suit alleged infringement of Kleine’s copyrights. This challenged

De Outo’s claims that his film was “copyrighted and fully protected”
and chilled the efforts of franchisees to use his publicity matter to

freshen the product. By 1915, the long version still generated sufficient

interest to reach 108 new municipalities, but the short version added

just three. In 1916, Cines’s film also tapped out, reaching only four

new municipalities. The films’ different expiration rates are also seen

in their run lengths. Among “little” Quo Vadis? premieres, 68.2% were

one-day, 20.3% two-day, 7.7% three-day, 2.8% four-to-seven days, and

<1% twelve-to-fourteen days. For “big” Quo Vadis? premieres, 49%

were one-day, 22.5% two-day, 13.8% three-day, 10% four-to-seven days,
2.1% eight-to-fourteen days, and 2.5% were for 21 to 154 days.

The ways in which the two films competed spatially using ri-
val modes of distribution and exhibition are more evident when data
are animated (Fig. 7). Through 1913, the “little” feature countered the

“big” one, filling vacuums created by national roadshows and fueled by
advance publicity. The three-reeler played every state except Alaska,
Hawaii, and West Virginia. It had abundant bookings in small cities

[84] Anonymous, Kleine Prosecuting, “MPW”, January

3,1914, p. 32.
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and towns, especially in the Midwest and Bible Belt south, with intense
traffic in Kansas and Oklahoma. Facing Kleine’s lawsuit and branch of-
fices in 1914, its travels slowed steadily as premieres fell from seventeen
in January, to ten in February, five in March, and two in August, after
which it opened only sporadically.

Cines’s Quo Vadis? earned profuse praise and its popularity
created “a new moving picture public [of] people who are not in the
habit of attending the movies’, as an exhibitor in Hammond, Indiana
observed.[85] But there was praise and popularity for the “other” Quo
Vadis? as well. In Omaha, Nebraska, where the two films competed
directly, it was called “the greatest three-reel motion picture ever pro-
duced” and played continuously from 10 AM to 11 PM for three days
with all seats ten cents.[86] Omaha’s newspaper stated, “Quo Vadis’ [...]
in its entirety is given at the Boyd and in abbreviated form it is given at
the Hipp. Nero, ancient Rome and the martyred Christians are shown
in both of them. It all depends on how much time you want to give,
and how much money you want to spend.”’[87] In Lima, Ohio, the “little”
film was billed as not “a long and tiresome production. Three reels of
this production will tell you more than three reels of the 8 production
[sic]. Two thousand people pleased the first day’[88]

[85] Anonymous, ‘Third Degree’ Good, “Lake County
Times” [Hammond, IN], October 6, 1913, p. 5.

[86] Anonymous, HIPP, “Omaha [NE] Daily News’,
August 11, 1913, p. 24.
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Fig. 7. “Little” 7r and
“big” C Quo Vadis?
competed fiercely until
Kleine’s branch offices
and lawsuit slowed the
former down in 1914
(the short film did

not play in Alaska or
Hawaii, which are not
shown). Map created
by author. Click map to
play animation or view
it online at <http://map-
pingmovies.com/quo-
-vadis-premieres>.

[87] Anonymous, “Quo Vadis” is at Two Theatres,
“Omaha [NE] Daily News”, August 11, 1913, p. 3.

[88] Anonymous, “Quo Vadis”, “Lima [OH] Morning
Star and Republican-Gazette”, September 2, 1913, p. 3.
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This study confirms much that is known about Cines’s Quo
Vadis? but adds new spatial data on the film’s traffic, which directs at-
tention to the importance of its travels after 1913, when branch offices
replaced roadshows and premieres more than doubled. In 1921, notices
about the release of a re-edited, six-reel version of the film claimed
the original grossed $1,500,000 from roadshows and $750,000 from
branch exchanges.[89] These were likely hyperbolic estimates, but their
implication that roadshows were key to the film’s success parallels
received notions of its historical significance. Geospatial maps of the
film’s premieres, however, suggest that its import for distribution and
the shift to long features was equally earned, or more so, in 1914-1915,
when it had enduring drawing power in diverse geographical markets
without need of pre-assembled roadshow packages or regional state
rights intermediaries.

But those intermediaries did not go down easily, as shown by
this study’s discovery of the expansive distribution of a competing film
through mid-1914. “Little” Quo Vadis? was a compendium of scenes
anchored by an old film that gained new novelty via a cunning mar-
keting campaign which enabled exhibitors to feature the film in di-
verse programs as a condensed epic. It offered an inexpensive, flexible
bridge between features and variety that gave state rights buyers and
program-minded exhibitors a chance to share in “quovadisomania”
Geospatial analysis puts Kansas and Oklahoma on the map of cinema
history as areas of magnitude for the “other” Quo Vadis?, but the film’s
reach was widespread. Its success invites further research not only
on the dynamics of copyright, piracy, and shadow economies[90] but
on the social and cultural appeal of three-reel features and the audi-
ence formations, beyond class, for rival modes of cinema during the
transitional era.[91] The film’s success also invites more work on what
Martin Johnson calls “dynamic and variegated [...] specific instances
of film distribution”[92] such as De Outo’s “Quo Vadis Film Company;’
which formed temporary, regionally- and film-specific networks via the
decentralized intersections of exhibitors and state rights agents. What
values and norms defined such cultures and how did their sometimes

“fly by night” business practices get negotiated?

Frykholm has shown that George Kleine initially devised alter-
native plans to the first-class roadshow strategy that ultimately became
“what he would do” with Quo Vadis?. The plans imagined four-to-five-
and two-to-three-reel versions of the film released after a clearance
period for the full film had elapsed.[93] The plans went to the MPPC
and GFC, which served lesser-class theaters with weekly programs,

[89] Anonymous, So the Exhibitors May Know, “Ex- [92] M.L. Johnson, ‘The Romance Promoter’ with
hibitors Herald”, vol. 13, no. 10, September 3,1921, p. 7. a Deadline at Eleven’: Rural exhibitors, urban ex-
[90] R. Lobato, Shadow Economies of Cinema, London  changes, and the emerging culture of film distribution

2012.

in the United States, 1918-1925, “Historical Journal of

[91] I am currently contextualizing the two films in Film, Radio and Television” 2021, vol. 41, no. 4, p. 668.
relation to religious geography, for example. [93] J. Frykholm, op.cit., p. 48.
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but they met with no interest. Nonetheless, the logic of featuring this
blockbuster title in multiple ways at a time of uneven development in
the film industry is clear. A three-reel version that became a nationwide
hit might prove the concept, and that is what Paul De Outo “would
do” with Quo Vadis?.

Author’s note:
This article is dedicated to Mary Ann Klenotic (née Fruit/Owoc)

Abel R., Americanizing the Movies and ‘Movie Mad’ Audiences, Berkeley — Los
Angeles — London 2006
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The paper focuses on film culture in Lithuania by analysing the film programme advertisements in
periodicals from the early cinema scene — 1907-1913. In the article, we present the specificities of the
programmes of the key cinemas operating in Vilnius at that time, with reference to the programme
composition by film type, genre, and the nature of film communication. A thorough analysis has
allowed us to gain a clearer picture of film culture in the city, film circulation, and the communi-
cation strategies used by movie theatres to attract the audience. The analysis of this period enables
a comparison of local early cinema processes in Lithuania with the global ones.
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From the late 18" century until 1918, the territory of Lithuania
belonged to the Russian Empire, i.e., constituted the north-western
imperial boundary (Rus. CeBepo-3anapHsiit kpait), known as Vilnius,
Kaunas, Suvalkai and Gardinas Gubernias. The research in this area
can provide a better picture of cinema processes developing on the
imperial and colonial borders, or in the periphery.

In the research on the cinema of Eastern Europe, the relations
between the periphery and the centre are given relevance from the
postcolonial perspective as well as from the tradition of cinema history
writing, claiming that the formation of the existing historiography is
also influenced by the power relation of centre and periphery. As the
compilers of the book Cinema at the Periphery have observed, the
research on such peripheral film cultures is important not only for
supplementing the reviewed marginalised contexts but also for “effec-
tively bracketing the centre out”[2] The research on Lithuanian (early)

Images

vol. XXXII/no. 41
Poznan 2022
ISSN 1731-450X

[1] This article is part of the research project “Early [2] Cinema at the Periphery, eds. D. Iordanova,
cinema in Lithuania: National, Imperial and Global D. Martin-Jones, B. Vidal, Detroit 2010, pp. 1-8.
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cinema does fall within the cinema periphery both from geographical,
historical and historiographical perspectives.

Early cinema has been little researched in the cinema historiogra-
phy of Lithuania. This was mainly due to scant professional research on
the history of cinema, renewed interest in which has only been observed
in this past decade. Even when attention was paid, the colonial heritage
was long regarded as non-national film heritage.[3] As international his-
toriography has revealed, such a condition is typical of most colonised
countries lacking modern statehood, whose research on colonial cinema
often seems disoriented, i.e., alien both to the former colonisers and the
countries that inherited the colonial cultural heritage.[4] As a result, little
knowledge on Lithuanian early cinema is available, not only in the local
but also in the Russian historiography. To illustrate this, one may point
to the book by Semion Ginsburg, the pioneer of research on cinema
history in the Russian Empire, which concentrated on the establishment
of film production,[5] or one of the most well-known studies in the
Western historiography on the literary imagination, the response of the
elite to early films by Yuri Tsivian.[6] In this context, the filmography of
especially great value compiled by Venyamin Vishnevsky, the founding
researcher of the early cinema in Russia, should be highlighted.[7] The
filmography also contains the names of the films produced in Lithuania.
Important, albeit fragmented, information can also be discovered in
Polish cinema historiography. For example, in the book by Malgorzata
Hendrykowska, we can find references to the first films made in Vilnius,
as well as the dates of cinemas operating at that time,[8] whereas the book
on the contribution of the Jewish community to the development of film
production by Natan Gross contains references to feature films made in
Vilnius.[9] The most extensive research on film culture in Vilnius can
be found in the book by Andrzej Romanowski.[10]

Taking into consideration the lack of the research on early cin-
ema in Lithuania as well as taking into account the changed concept
of nationalism in film studies, we believe that this article might be of
great interest not only for local cinema history but also for regional,
transnational and international film studies. In addition to supplement-
ing Russian and Polish historiography, these research findings also

[3] Z. Pipinyté, Lietuviy kino integracija j tauting
kulturg, [in:] Ekrane ir uz ekrano, ed. S. Macaitis,
Vilnius 1993, p. 7; M. Malciené, Lietuvos kino istorijos
apybraiza, Vilnius 1974, p. 7.

[4] N. de Klerk, “The Transport of Audiences”: Making
Cinema “National”, [in:] Early Cinema and the“Na-
tional”, eds. R. Abel, G. Bertellini, R. King, Indiana
2016, pp. 106-107.

[5] C. Tnuns6ypr, Kunemamozpagpus 00pe6onoyuoH-
Hott Poccuu, MockBa 2007.

[6] Y. Tsivian, Early Cinema in Russia and its Cultural
Reception, Chicago 1998.

[7] MoxyMeHTanbHBIE PUIBMBI JOPEBOMIOLVIOHHOM
Poccun, 1907-1916, coct. Bennmamun BuitneBcknmit,
MockBa 1996; Xyno>KeCTBeHHbIe (PUIbMBI
IOpeBOMIOIMOHHOI Poccun, coct. Bennammu
BumraeBckuit, MockBa 1945.

[8] M. Hendrykowska, Sladami tamtych cieni: film

w kulturze polskiej przetomu stuleci 1895-1914, Poznan
1993.

[9] N. Gross, Film zydowski w Polsce, Krakéw 2002.
[10] A. Romanowski, Mtoda polska wileriska, Krakow
1999, pp. 336-343.
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provide highly valuable information on the distribution, circulation,
and exhibition of films. The research on early cinema lets us deal with
both local and global, international contexts, because, as far as we
know, early cinema at the beginning of the 20" century was a global
phenomenon, which interacted with local audiences.[11] Summing up,
by analysing cinema advertisements of film programmes we seek to
answer the following questions: Were films screened with great delay
in the periphery?; What sort of films were screened?; How they were
communicated to the local audience?; What communication strategies
were employed by different movie theatres?; What film types and genres
were predominant? In this article, we are going to limit ourselves to the
city of Vilnius in the period 1907-1913.

It is well known that the history of early cinema depends on
periodicals, which often contained detailed film programmes with
film titles next to cinema advertisements. Paraphrasing Richard Abel,
“local newspaper is relatively unexamined treasure trove for writing film
history.’[12] Today, the research on early cinema in the international
historiography has been given new relevance due to the “digital shift”
in film studies: film digitalisation and restoration, digitalisation of pe-
riodicals, a broader access to such films and periodicals. These aspects
enable us to identify more films, and to compare film programmes from
different countries in the global context, thus identifying the diversity of
genres. This also allows us to approach the expectations of the audience
of early cinema and the strategies of the formation of such an audience.

According to Joseph Garncarz, who researched the popularity
of films in Germany, in the case of early cinema, one should exam-
ine entire programmes, not only individual films, because that was
the standard pattern of film exhibition. Secondly, permanent cinema
owners put together programmes themselves rather than rented them
ready made. Therefore, in a representative sample of film programmes
from a certain country, a film’s popularity is reflected by the number
of its screenings. [13]

Niko de Klerk’s approach based on communication theory and
the research on early cinema programmes is especially valuable in the
light of the analysis of early film programmes. He suggests that “the pro-
gramme is of a container format: i.e., it consists of a number of discrete
attractions sequenced by an organising agent with designed to regulate
audience involvement, usually for the duration of a single visit, and pro-
gramme formats refer to the ways these presentations are put together.
In terms of its constituent elements, a programme can be a line-up of
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[11] T. Gunning, Early Cinema as Global Cinema: the ~ [13] ]. Garncarz, The Emergence of Nationally Specific
Encyclopedic Ambition, [in:] Early Cinema and the Film Cultures in Europe 1911-1914, [in:] Early Cinema
“National”, op.cit., pp. 11-12. and the “National”, op.cit., p. 187.

[12] Mapping Movie Magazines. Digitization, Periodi-
cals and Cinema History, eds. D. Biltereyst, L. Van de
Vijver, London 2020, p. 1.
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either homogenous or heterogeneous items. In terms of coherence, the
format introduces functional and content relations; the former concerns
the matters of arrangement: rhythm, variation, contrast, and balance;
the latter concerns the ways in which a programme’s composition can
be overlaid with meaning (artistic, thematic, symbolic, narrative).”[14]

As aresult, the analysis of film programmes is highly interesting
and important not only for the identification of films (genres, com-
positional rhythm) but also to understand the way how early cinema
was presented depending on differing contexts, i.e., what cinema it
was shown in, the expectations of the location where the cinema was
situated, the period, and the audience. So, Niko de KlerK’s suggested
aspect of coherence, what films by type (fiction, non-fiction) and genre
were programmed, and how they were put together, is important for us
in our article. Moreover, we have paid close attention to how films were
presented and communicated to the audience in periodicals.

The analysis of periodicals constitutes the basis of this article.
Data from two different periodicals, i.e., the “Vilenskij Vestnik” (Rus.
Bunenckiit spctHuKD) and the “Kurier Litewski” published in 1907-
1914, were selected. These two dailies published in two different lan-
guages — Russian and Polish - had a long, intertwining history.

The “Kurier Litewski” is regarded as the first Lithuanian infor-
mation newspaper, the first issue of which was published in the Polish
language back in 1760.[15] Following the November Uprising in 1831, the

“Kurier Litewski” became bilingual, i.e., the Russian text was printed in
the first column, whereas the news in Polish was in the next one. A dec-
ade later, the name of the newspaper was changed: the Polish issue was
renamed the “Kurier Wilenski,” while the Russian equivalent became the

“Vilenskij Vestnik?” Over time, the Polish part of the newspaper shrank
and, eventually, following the ban on the use of the Polish language in
public in 1864, the newspaper became an official monolingual publi-
cation named the “Vilenskij Vestnik. Gazeta oficialnaja, politiceskaja
i literaturnaja” The “Vilenskij Vestnik” was published up to 1915. Al-
though this was not the only publication in the Russian language, it was
definitely the main periodical source mirroring the official discourse of
the authorities, the promotion of Russianness, and the struggle against
the Polish and Catholic heritage in the then north-western part.[16]

When liberal reforms started in the empire, the rich landowners
of Vilnius region financed the revival of the “Kurier Litewski: dzien-
nik polityczny, spoteczny i literacki” in 1905. The daily was published
until 1915.[17] Even though the newspaper demonstrated its loyalty to
the tsarist authority and Catholic Church, the new version brought

[14] Encyclopaedia of Early Cinema, ed. R. Abel, Lon-
don 2005, pp. 533-535.

[15] R. Jakubénas, Poczgtki i sytuacja prasy w Europie
i w Rzeczypospolitej obojga naroddéw, [in:] “Senoji
Lietuvos literatura” 2005, no. 20, pp. 176-177.

[16] M. Kvietkauskas, Vilniaus literatiiry kontrapunk-
tai: ankstyvasis modernizmas. 1904-1915, Vilnius 2007,
p- 59.

[17] It is true, though, that there was a year break
(from 1910 October to 1912 January), when the
“Kurier Wilenski” was being published.
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together the co-authors of krajowcy views. As a result, the newspaper
published, for example, Lithuanian press reviews, and also cooperated
with certain Lithuanians, for instance, Jonas Basanavicius, the father
of the Lithuanian National Revival, and Petras Vileisis, the benefactor
of the Revival.[18]

During the period under consideration, both publications con-
stituted the main dailies of Lithuania published in the Russian and
Polish languages; however, their audience went beyond the boundaries
of just Russian or Polish communities, for these languages were em-
ployed as a lingua franca by Byelorussians, Jews, Lithuanians, Tatars,
Karaites, Germans and other nationalities of the city of Vilnius and
Vilnius Gubernia.

The precise circulation of these publications is not known (such
data were usually announced neither in public nor in private press regu-
lation institutions), yet both contemporary and modern-day researchers
consider them to be the key dailies covering the life in the country
from all possible perspectives. Both publications included traditional
columns dedicated to theatre, literature, scientific innovation; both
contained reviews of cultural events (not only local ones but also those
that took place, for example, in Moscow or Warsaw). Various theatre or
circus companies, as well as individual performers visiting Vilnius, ad-
vertised in these newspapers due to the accessibility and dissemination
of the “Vilenskij Vestnik” and the “Kurier Litewski” The Vilnius City
Theatre and a number of private entertainment institutions published
their repertoires in these publications, too. The newspapers also printed
the adverts of the first movie theatres in Vilnius. It is true, though, that
the newspapers in question were attributed to quality papers, where
a great deal of attention was paid to internal and foreign policies and
procedures; in no way did their readers belong to the newly literate
“lower middle class” The publications dedicated to this particular au-
dience of Vilnius appeared only in around 1909-1910.

It should be noted that in this article we have analysed the cin-
ema programmes on the basis of these main Vilnius daily newspapers.
So, apart from advantages (e.g., the “Vilenskij Vestnik” was the only
periodical that ran continuously from the emergence of cinema until
the First World War, which ensured a consistent reconstruction of cin-
ema reception), such a choice also has its disadvantages. For example,
those cinemas that had different audience-building strategies and did
not advertise in these pages remain out of the frame or appear only in
a very fragmented form; thus, it is difficult to verify the information
on them in other sources. Although we know that the Komfort (the
Mirage from 1912) was opened in Sv. Georgievskyi Ave 11, in 1911, and
the Repos opened its doors in Traky Street 2, in 1912, we do not know
their daily programmes or other specificities, or even for how long they
remained in business.

[18] T. Venclova, Vilniaus vardai, Vilnius 2006, p. 234.
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[19] T. Balkelis, Moderniosios Lietuvos kuirimas, Vilni-

us 2012, p. 97.
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In the late 19"-early 20™ centuries, Vilnius was becoming an
increasingly modern city in all aspects. Thanks to capitalist industry,
urban development was becoming more modern and started to acquire
the features of a regular street network plan characteristic of Western
metropolises; new modern engineering structures appeared in the city.
Vilnius (at that time officially referred to as Vilna) was the historical
capital of the Grand Duchy of Lithuania, i.e., it was a prominent city
not only for Lithuanians of that time but also Poles and Byelorussians
from the region; it stimulated the patriotic feelings of the intelligentsia.

In the late 19™ century, Vilnius was a city of newcomers: in 1897,
the local population of Vilnius constituted only 52.4%, whereas the
majority of the population consisted of peasants (around 41,000) and
people from other towns of Vilnius Gubernia (36,000).[19] In 1911, the
population in Vilnius was nearly 240,000, including the army. Another
important economic aspect of Vilnius is the following: although the
city was not as large an industrial centre as Riga or Tallinn, it stood out
as the most prominent railway hub in the entire north-western area
of European Russia in the late 19™ century.[20] Therefore, taking into
consideration the aspect of film circulation is extremely important.

Within a few decades before the First World War, Vilnius became
a single centre of political and cultural life of Lithuanians, Poles, Jews,
Byelorussians, and Russians.[21] In the context of the Russian Empire,
at the turn of the 20™ century Vilnius became a significant centre, and
not only in national terms; the activities and ideas of political, especially
left-wing groups, e.g., the Bund, also played a significant role.[22] In
the early 20" century, the new, modern lifestyle and entertainment in
Vilnius (in luxurious restaurants, hotels, cafés, cabarets) still mingled
with the old calendar religious festivals dating back to the Middle Ages,
especially with Catholic indulgence feasts, processions, and fairs.[23]

The aforementioned circumstances also laid the foundations
for film culture in the city. The first film screenings by an unidentified
film projector system advertised as Edison Animatograph in Vilnius
took place at approximately the same time as in Warsaw (i.e., on 14 July
1896[24]) on 28 July at the Botanical Gardens’ Musical Hall.[25] The
first film screenings by the Lumiere brothers took place in Vilnius on

Marburg 2015; Lietuvos erdvinés sampratos ilgajame
XIX Simtmetyje, ed. D. Stalitinas, Vilnius 2015.

[20] VK. Jacunskis, Pabaltijo miesty ekonominiai rysi-
ai su Rusija kapitalizmo epochoje, Vilnius 1955, p. 71.
[21] Vilniaus kultirinis gyvenimas: tauty polilogas.
1900-1945, ed. A. Lapinskiené, Vilnius 2012; R. Anta-
naviciaté, Menas ir politika Vilniaus viesosiose erdvése,
Vilnius 2019; M. Kvietkauskas, Vilniaus literatiiry
kontrapunktai: ankstyvasis modernizmas. 1904-1915,
Vilnius 2007; L. Lauckaité, Vilniaus dailée XX amZiaus
pradZioje, Vilnius 2002; D. Stalitinas, Lithuanian
Nationalism and the Vilnius Question, 1883-1940,

[22] M. Mishkinsky, Regional Factors in the Forma-
tion of the Jewish Labour Movement in Czarist Russia,
[in:] Essential Paper on Jews and the Left, ed. E. Men-
delsohn, New York 1997, p. 78; The Emergence of Mod-
ern Jewish Politics: Bundism and Zionism in Eastern
Europe, ed. Z. Gitelman, Pittsburgh 2003, p. 4.

[23] L. Lauckaité, op.cit., pp. 166-176.

[24] Ibidem.

[25] Bunenckiti sscmuuxs, July 27, 1896.
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3 July 1896 in the same place at Botanical Gardens’[26] The fact that the
Cinématographe by the Lumiére brothers was shown fourteen months
later than in Saint Petersburg and nine months later than in Krakow
is not surprising, for Vilnius was a peripheral city at the time and the
screenings by the Lumiére brothers occurred at about the same time
as in other provincial towns (e.g., Tarnow, Rzeszow).[27]

The first permanent movie theatre Iliuzja (Eng. Ilusion, Rus.
Mnnrosus) opened its doors to the Vilnius public (Didzioji Str. 60,
currently 10A, Pol. ulica Wielka, Rus. Hemenxas ymmua) in late 1906.
Shortly after, in 1907, film programme advertisements started to appear
on a regular basis. Therefore, it is from this year that our research starts,
since this was the year when film exhibition places stabilised, and
audiences could start cultivating the regular, daily experience of mov-
ie-going.[28] We chose not to include other non-theatrical exhibition
places, for even though such venues are equally important, their film
programmes were either fragmented or were elaborated in no longer
existent posters rather than in periodicals. As a result, it is extremely
complicated to obtain both an overall picture and to compare it with
the repertoires of permanent movie theatres. Thus, in the period of
1907-1913, there were the following long-term movie theatres in Vilnius
(see Table).

Cinemas operating in Vilnius in 1907-1913.
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Mluzja 1906 Didzioji Str. 60

Czary 1907 (operated only that year) Sv. Jurgio prosp.[29]
Paradyz 1907 Sv. Jurgio prosp.”

The Biophon Theatre 1907 (operated only that year) g?g;?;}(iosstitr' No.1, corner
Eden 1908 Didzioji Str. 45
Fantazja / Miniatura 1908 / 1913 Sv. Jurgio prosp. 7

P. Sztremer’s Cinema 1909 Didzioji Str. 74

Oaza 1910 (operated only that year) Traky Str. 9

Oazal 1910 (operated only that year) Sv. Jurgio prosp.*
Mechta 1911 Kalvarijy Str. 1
Bronistawa Cinema 1911 Sv. Jurgio prosp. 8
Odeon 1911 Location not identified
Komfort (from 1912 Mirage) 1911 Sv. Jurgio prosp. 11
Repos 1912 Traky Str. 2

[26] Bunenckiti 6scmuuke, July 3, 1897.
[27] M. Hendrykowska, op.cit., pp. 37-40.

[28] BusieHcKilt BBCTHUKD, January 28, 1907.
[29] Exact location not identified.
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Movie theatre advertisements published in newspapers enable
both the reconstruction of the movie theatres operating in Vilnius at that
time and the determination of the most important ones. Judging from
the frequency of printed adverts as well as from the space taken up by
them it can be assumed that the main cinemas in Vilnius in 1907 were
the Illuzja and the Czary (Eng. Charm, Rus. Yapsr ). Together with the
Eden, which opened in 1908, the movie theatre Illuzja remained at the
forefront in 1908 and in 1909. In 1910, the newly established R. Sztremer’s
movie theatre joined the leading ranks alongside the Eden. Finally, the
Bronistawa Cinema became an obvious leader in film exhibition from
1911 to 1913. Based on identical nature and communication of adver-
tisements, it is also possible to notice that movie theatres situated in
different locations of the city belonged to the same owner. For example,
the Illuzja and the Czary in 1907, or the Oaza and the Oaza I in 1909. The
distribution of these movie theatres largely reflects the concentration
tendencies of all movie theatres in the city, i.e., in the old part (DidZioji
Street) and in the new part of the city (Lith. Sv. Jurgio prosp. Curr. Ged-
imino prosp., Rus. Cesaro-Teopruescknii np. Sv. Georgievskyi Avenue).

A broader discussion on the differing urban concentrations of
movie theatres seems significant, for it reveals possibly different audi-
ences as well as various strategies how to attract them to movie theatres.
In the late 19" century, major, rapid and radical changes took place in
Vilnius based on the principles typical of most metropolitan areas in
Western, Central Europe and the Russian Empire in the late 19" and
early 20" centuries, i.e., regular street networks, the perimeter block
development principle, wide boulevards, avenues and squares with
ideological accents.[30] Sv. Georgievskyi Avenue constitutes one of
such dominant elements of the new part of the city, framed by Lukiskiy
Square on one side, and St. Georgievskaya Square (current Vincas
Kudirka Square) and Cathedral Square on the other. This artery symbol-
ised the new city centre, where new commercial and public institutions
(banks, courthouses, gymnasiums and schools, the Grand Theatre),
hotels, restaurants, cafés, and residential houses of the new elite (the
wealthy bourgeoisie) were concentrated.

In the early 20™ century, another significant concentration of
movie theatres can be observed on the opposite side of the heart of the
city, in the current Pilies (Pol. ulica Zamkowa, Rus. 3amxoBas ymuua)
and Didzioji Streets. Those have been among the most impressive
streets since the Middle Ages with historical palaces of noble families,
the chapter building and other real estate owned by the Catholic and
Orthodox Churches. It goes without saying that important imperial
institutions (the Board of Excise, various charity organisations, the
city theatre and concert hall), extravagant (and more modest) hotels,
shops were also set up around this historically significant artery of the
Old Town in the 19™ century. It is here that merchants, high-ranking

[30] R. Antanaviciaté, op.cit., p. 51.
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officials, and successful representatives of liberal professions chose to

acquire real estate that had often belonged to the nobility. It was highly
important for common yet economically superior inhabitants of Vil-
nius to settle in the sections of the city where the elite and the nobility
resided, in one of the commercial and administrative centres of the city.
Nevertheless, in contrast to Sv. Georgievskyi Avenue, this old part of the

city stood out for the fact that its neighbourhood was highly stratified in

economic, social, and cultural terms: the nearby streets of the Old Town

were gradually losing their former economic and prestigious status (the

old and the new elite of the city moved to live in more modern houses

constructed in the suburbs, as well as in the new centre of the city, i.e.,
in the already mentioned Sv. Georgievskyi Avenue, rents started falling).
Moreover, the quarters inhabited by the more deprived inhabitants of
Vilnius were concentrated behind the facades of the central streets. Par-
ticularly stark poverty could be observed in the Jewish quarter, due to

historical circumstances. Only the Town Hall Square and the facades of
the central streets separated this most neglected and densely populated

quarter from the movie theatres in DidZioji Street.[31]

Essentially, this urban and social development reflects the al-
ready mentioned dominant features of movie theatres, i.e., if initially
larger and more important movie cinemas were concentrated in DidZio-
ji Street (Illuzja), gradually, Sv. Georgievskyi Avenue became a more
significant artery (the Bronistawa and P. Sztremer’s Cinemas).

An obvious breakthrough, as well as two periods, i.e., 1907-1910  Composition
and 1911-1913, can be observed in the composition of cinema pro- of Film Programmes
grammes. During the former period (1907-1910), new film programmes
changed once a week, whereas from 1911 onwards, film programmes
were changed twice a week. At the beginning, there was a six-month
delay before films appeared in the repertoires of the movie theatres
of Vilnius. However, this lag was gradually reduced to approximately
three months’ time. More rapid film circulation was also caused by the
emerging institutions of film distributors.

Until 1911, films were rented from Riga film distributors and after
the emergence of the first distribution companies in Vilnius, according
to central distribution system; Vilnius was attributed to Moscow area
and films came from there. In 1912, the first news of the Vilnius-based
distribution agency Saturn appeared.

A major breakthrough in the structure of cinema programmes
also occurs in 1911. In 1907-1910, the model of film programmes based
on movie type and genre is highly diverse and dynamic (see Chart No. 1).

During this period, the composition of programmes according
to type or order (whether a non-fiction or fiction film came first) kept
changing on a regular basis. Moreover, it is evident that non-fiction

[31] A. Ambrulevidiate, T. Voroni¢, D. Ziemelis, plétra ir sanitarinés infrastruktiiros pokyciai 1870-1914
Modernéjantis Vilnius, Kaunas, Gardinas, Miesty metais, Vilnius 2019, p. 41.
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Chart No. 1. Advertised films by type (fiction - non-fiction).

films constituted quite a large part in programme advertisements. Film
diversity and novelty were highlighted in advertisements in order to
promote films. Films were usually presented by indicating their titles or
briefly describing their content or plot, e.g., a journey to..., competition,
etc. It was also often stressed that those were colour films. Gradually,
film communication started changing: if at first the unique features
of a film were highlighted, in 1909-1910, the length of films (Bolshaya
kartina - big picture) or their genre (drama, bibleskyi — biblical, is-
toricheskiye sobytiya - historical, komicheskaya stsena — comedy scene,
fantaziya - fantazy) was increasingly singled out.

This gradual shift is obvious in the model of advertised films
according to their genre (see Chart No. 2). As can be seen, the diver-
sity of genres[32] in 1910 was much poorer compared to 1907. In 1907,
there were multiple films with magical plots along with dramas and
comedies, e.g., trick films, fairy and fantasy movies, while in 1910, trick
films were no longer popular; a new genre - historical films — emerged,
whereas dramas and comedies remained among the most frequently
shown films. This could confirm that the transition from the cinema
of attraction to that of narrative integration, as Yurij Tsivian, Andrea
Gaudreault and Tom Gunning suggested, was linked to the reorien-
tation of the entire textual strategy of the medium from “showing”
[demonstration] to “telling” [narration].[33]

[32] We identified films and genres of films with

the help of Encyclopedia of Early Cinema, Velikij
Kinemo, online Pathé Catalogue, V. Vishnevsky
catalogues and other sources. Cf. Encyclopedia of
Early Cinema, ed. R. Abel, London 2005; Benuxumit
Kunemo. Katanor coxpaHMBIINXCS UTPOBBIX
¢dunbmoB Poccun (1908-1919 ¢2), cocT. B. ViBaHOBa,
B. MbumbankoBa, C. CkoBOpogHIKOBa, MOCKBa 2002;
JlokyMeHTanbHbIe GUIbMBI JOPEBOTIOLIOHHON
Poccun, 1907-1916, coct. B. BuirneBcknit, MockBa

1996; XyA0)KeCTBeHHbIe (UIbMBI OPEBOMIOLMOHHOI
Poccuu, cocrt. B. Bumnesckuit, Mocksa 1945; Pathé
Catalogue, <https://gparchives.com/>, accessed:
14.02.2022.

[33] T. Gunning, The Cinema of Attractions: Early
film, its Spectator and the Avant Garde, “Wide Angle”
1986, no. VIII: 3 & 4, pp. 63-70; A. Gaudreault, Film
and Attraction: From Kinematography to Cinema,
trans. T. Barnard, Urbana 2011.
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Regarding non-fiction films, the diversity of genres remained
more or less the same all those years. However, a gradual change can
also be detected here (see Chart No. 3). Progressively, multiple produc-
tions on world and local events appeared next to travelogues, animal
(hunting) depictions and sports. The following three different film types
on local news could be singled out: official imperial films, the films
related to neighbouring regions and cities, and the films produced by
local movie theatres.

Blrama WComedy ®Trick Fary Wfartntc S0siectvw BFdcorcs BASwoiure BWmlen BTrapgedy BCrimindd B Melodrams W Bibleal

Chart No. 2. Fiction films by genre.
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Chart No. 3. Non-fiction films by genre.

The first group, i.e., official imperial documentaries, constituted
the majority of films of this subgroup. Non-fiction films made in the
Russian Empire differed from those in other countries mainly due to
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the fact that from the very beginning, documentaries in the Russian

Empire were used to demonstrate and strengthen the power of the tsar’s

family. The start of this combination of cinema and ideology is marked

with the images filmed by the Lumiére operators in the Russian Empire

in 1896 that captured the coronation of Emperor Nicholas II. Such

political documentation of the emperor and his environment is known

in Russia as “tsarist chronicles.” According to Oksana Chefranova, “the

term refers to a body of actuality films about the monarchy, a multi-film

record of official and private moments from the life of the emperor sys-
tematically produced by various cameramen and film ateliers until 1917.
At the turn of 1907-1908, the tsarist chronicles became widely used in

the commercial cinema circuit to promote the monarchical idea”[34]

At this stage, a specific term defining documentaries, i.e., chronicles,
started to take shape. On the one hand, it was used as a synonym of
documentaries; on the other hand, as Chefranova has noted, imperial

chronicles constituted a specific sub-genre of actuality films.[35]

Semion Ginzburg, who researched early cinema in Russia, sin-
gles out the following main imperial chronicles: 1) tsarist chronicles
focusing on the emperor of Russia and his family in various official
events. Such films were normally shown at the start of the programme
and were separated from all the other films of that day by a minute’s
silence. They were extremely popular with Russian viewers; 2) military
unit chronicles. Ginzburg also mentions the element of propaganda of
such chronicles, e.g., following the defeat in the Russo-Japanese war,
the right to film military units and objects was often granted to foreign
operators in order to restore the image of military power; 3) chronicles
of religious objects and celebrations - such film reels were also easy to
export; 4) chronicles of picturesque locations, travelogues (Bupgossie
CheMKM).[36]

This genre structure could be found in Vilnius cinema reper-
toires as well. It is important to note that alongside the films reflecting
the official politics of the empire, more films focusing on regional and
local realities, as well as on the realities of Vilnius and other issues
of great importance to the local community, started to emerge; for
example, in 1910, film programme advertisements in periodicals con-
centrated greatly on the films which showed the anniversary of a highly
significant event for the former Polish-Lithuanian Commonwealth -
the Battle of Grunwald - to be marked in Krakow.

Therefore, the second half of this period sheds some light on the
dynamics of the next stage, i.e., declining diversity of genres, increasing
number of productions covering local events. In 19111913, the composi-
tion of Vilnius cinema repertoires as well as the order of films according

[34] O. Chefranova, The Tsar and the Kinematograph: [35] Ibidem, p. 66.

Film as History and the Chronicle of the Russian Mon-  [36] C. Iuu36ypms, op.cit., pp. 62-67.
archy, [in:] Beyond the Screen: Institutions, Networks

and Publics of Early Cinema, eds. M. Braun, Ch. Keil,

R. King, Indiana 2012, p. 63.
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to their type and genre became much more stable. The programme that
was normally changed every 3 days contained 3-5 films and featured
arather strict structure: at the beginning newsreels/chronicles (usually
by Pathé, Goumont or not listed) were shown, dramas were included
in the middle, and one or two short comedies or a travelogue closed
the programme. This stable structure resulted in almost unchanging
ratio between documentaries and feature films (30/70), and feature
film genres with prevalent dramas and comedies (45/55). A kind of
traditional film composition arc was established: first, spectators were
given some factual information, then various moving, emotional, and
serious films were shown, and at the end, the audience was given an
opportunity to relax and leave the movie theatre feeling uplifted.

Such a clear programme structure and genre “purity” enabled
movie theatres to highlight more significant films or information that
could attract the audience. For example, during this period, more de-
tailed descriptions of what would be shown disappeared from advertise-
ments of non-fiction films, apart from films about local events which
were specified in great detail, showing special preference for events in
Vilnius or neighbouring cities, e.g., Riga or Minsk, for instance, the
fire in an oil refinery in Riga (ITo>xapb HeTAHOIIOrOHKATO 3aBOJE
BB Pure, Hat). Another similar example could be the traditional char-
ity campaign “White Flowers Day,” also held outside Vilnius (Jens
“Benaro useTKa” Bb Bune 11 mas); the consecration of one of the Or-
thodox churches in Vilnius; a popular horse racing event; the visit of the
Government minister to the city (IIpe6piBanue 8» Bunne ToBapuimu
MMHICTPa BHYTPEHUXD fienb J>KYHKOBCKAro (CbHaTypsl); and various
picturesque views of cities and their surroundings: the banks of the
Vilnelé River, Druskininkai Resort, the Trakai Castle.

This could be interpreted as a fact that movie theatre owners tried
to maintain the audience’s interest in cinema, in addition to attract-
ing new viewers by demonstrating that not only distant or unknown
lands but also the streets and events of Vilnius could appear on the
big screen. On the other hand, as Paul Moore and the co-authors of
the book Beyond the Screen: Institutions, Networks and Publics of Early
Cinema pointed out, “non-fiction films were routinely programmed by
commercial exhibitors partly to assuage the industry’s many critics by
lending a degree of cultural capital and local content to commercial
shows.”[37]

The diversity of genres of non-fiction films also disappeared in
advertisement communication along with those changes. However, it is
possible that Pathé and Gaumont newsreels “packages,” which typically
represented all kinds of global events, might have taken such genre
diversity over and anonymised it. In the given context, travelogue-type
documentaries that never lost popularity persisted throughout the
whole period (1907-1913). Travel films are an important kind of early

[37] As in footnote 30.
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cinema and constituted a regular part of the movie-going experience.
These short films offered a glimpse at foreign lands, their people, re-
gional industries, and showed the most iconic tourist destinations to
viewers that were not yet accustomed to global travelling.

Even though comedies were dominant at the state cinema level,
attention should be paid to the fact that comedies were usually shorter
than dramas and often several films of this type were shown during
one cinema session. As a result, their number was greater but this did
not imply a longer screening time. As regards dramas, with reference
to the advertisements and slogans that were selected to define such
films, it can be stated that most dramas were indeed sensational mel-
odramas because, typically, sensation scenes “of high action, suspense,
violence, and hazard, usually set in extraordinary, visually arresting
locales” were emphasised. The audience was especially drawn to films
that mirrored reality and their time. Therefore, film reviews often high-
lighted “modernity;,” “reality” of films, film productions based on “true
events” or “real lives of today” Moreover, it should be noted that various
sub-genres - historical, criminal, patriotic, biographical, biblical dramas,
etc. - might have been hiding behind the identification of drama, and
they may have been indicated alongside drama or autonomously in the
advertisements of the earlier period. That mainly explains the gradual
levelling of genres and reveals the common popularity tendency of
sensational dramas, as well as the shift from comedies (predominantly
produced in film studios up to 1905) to dramas.

The years 1911-1913 in Vilnius can be singled out not only because
of a more stable film programme format or more specific knowledge of
genres, celebrities or film studios. The very fact that from 1911 on Vil-
nius audiences knew exactly what genre films they preferred illustrates
relatively rapid maturity of the cultural taste of cinema viewers. The
maturity in tastes can further be revealed through other film advertising
details (e.g., emphasis on actors and film companies). This means that
the viewers in Vilnius knew what Nordisk or Vitascope could offer and
also had their favourite actors and actresses, in particular, Asta Nielsen,
Max Linder, Valdemar Psilander (also known as Garrison in Russia),
Charles Prince (also known as just Prince or under the name of one
his characters, Rigadin, in Russia), or André Deed (also known as the
Fool (Rus. Glupyshkin) in the Russian Empire).[38]

The year 1911 is particularly important, since this is the year
when the first instances of screening just one film during a cinema
session were recorded: the first Russian historical military feature film
The Defence of Sevastopol (O6opona Cepactomnons, dir. V. Goncharov,
A. Chanzhankov, 1911) depicting the Crimean War was shown. Having
been granted exclusive film screening rights, the Bronislava Cinema

[38] L. Piispa, Garrison. Star of the Russian Screen, of Early Cinema, ed. R. Abel, London 2005, p. 203;
[in:] <https://www.kosmorama.org/en/kosmorama/ D.J. Youngblood, The Magic Mirror. Moviemaking in
artikler/garrison-star-russian-screen>, accessed: Russia, 1908-1918, Madison 1999, p. 13.

14.02.2022; T. Gunning, Comedy, [in:] Encyclopaedia
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showed this film. Judging from advertisements, that was a truly excep-
tional event that drew considerable attention of the audience because
the film was on for twice as long as other movies (for ten days), and was
accompanied by a symphony orchestra and a military choir. Feature
films received special attention from both movie theatres and viewers,
for example, the film 1812 (1812 rog, dir. V. Goncharov) shown at the
same movie theatre. This historical military film was made to com-
memorate the anniversary of the Russian-French war of 1812, and was
also accompanied by a military orchestra. 1812 attracted the attention
not only of the general public but also of the local military and political
elite - Vilnius Military District Commander E V. Martson and Vilnius
Governor P. Veriovkin watched it.

While in 1911-1912, the screening of feature films was more of
an exception, the genre diversity of such films became slightly greater
in 1913. Foreign film productions appeared alongside patriotic Rus-
sian feature films. According to advertisements, in 1913, a grandiose
nine-reel film Quo vadis (by Enrico Guazzoni, 1913) was shown. The
“Vilenskij vestnik” wrote that the film was “based on the novel of the
same title by Sienkiewicz, the film studio Cines in Rome. Over a million
lire was spent. No such film has ever been or will be made. Never has
such excessive luxury been shown. All competitors revolted against
this film employing all possible legal and illegal measures and yet only
the Bronislava Cinema has the exclusive screening rights. The only one.
However, it paid a considerable amount for this movie consisting of
six parts and lasting for two hours. The cinema directorate has made
every effort to have both expensive and cheap tickets available”[39] In
the same year, the signs of the first critical essays on films appeared
along with such advertising material highlighting the uniqueness and
attractiveness of the films.

While comparing the film programme advertisements of differ-
ent cinemas, it becomes obvious that various communication, program-
ming and audience formation strategies appeared quite early in 1909.
For example, that same year, the biggest Richard Sztremer’s cinema,
which belonged to the network of Sztremer’s cinemas, was established
in the north-western part of the Russian Empire. Sztremer had movie
theatres in Kiev, Minsk, Riga and other cities; the cinema chain at-
tempted to established itself as the cinema for families, with special
attention paid to school and children’s audiences. As can be seen from
the composition of the programmes, Sztremer attempted to attract
wider audiences, whereas the neighbouring cinema Eden offered a more
sophisticated programme featuring not only the most frequently shown
dramas or comedies but also artistic movies (khudozhestvennye as it
was put in Russian, or artystczny in Polish) usually indicated in their
original identification Le film dart. Meanwhile, the Bronislava Cinema
increased its audience by means of strengthening its reputation through

[39] Bunenckiit BbcTHUKD, March 30, 1913.
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various social and charitable initiatives (money raising campaigns for
the poor), free screenings for children, and additional musical or the-
atrical performances offered before films.

Conclusions The findings of this research enable us to compare local cinema
processes with global tendencies, and to elevate the culture of peripheral
cinema in the context of international film studies. The most recent
analysis of film programmes allows researchers to draw conclusions
about early cinema formation tendencies in Europe as a whole: stable
film programmes are associated with the opening of permanent film
exhibition places in 1906-1912; in this period, short film programmes
were dominant. The latter fact is linked with the increase in film pro-
duction. In 1906-1912, both standards for film genres and viable rep-
lication of film programmes begin to take shape: film programmes
could include from seven to twenty names of short films, whereas the
entire programme lasted from one to two hours.[40] As Andrea Haller
and Martin Loiperdinger have observed, on the one hand, viewers
could come to the cinema not necessarily knowing what they would
see; on the other hand, this continuous flow of films had its own logic
of compilation and organisation.[41] The structure of programmes
consisting of short films began to change in 1911 with the emergence
of feature films. As can be seen, identical processes, with some delay,
were taking place in Vilnius.

Based on the film programme analysis, it could be stated that
Vilnius had a rich film culture. The main movie theatres were emerg-
ing in two urban areas - in the old and the new parts of the city, thus
forming the two most important arteries of urban cinema culture.
The appearance of the first film programmes in periodicals could be
associated with the establishment of the first permanent film screening
locations and cinemas. An obvious breakthrough, as well as two periods,
i.e., 1907-1910 and 1911-1913, can be observed in the composition of
cinema programmes. The first period was characterised by the diver-
sity of genres, the continuous flow of films, and those early cinema
genres that took the audience by surprise with the help of magic tricks,
special effects, and visual impression. During the second period, the
composition of programmes acquired a stable structure, thus forming
a traditional film composition arc: first spectators were given some
factual information, then various emotional and serious films were
shown, and in the end, the audience was given an opportunity to relax
and leave a movie theatre in high spirits. The screening of the first fea-
ture film in Vilnius in 1911 marked a gradual shift in the composition
of programmes that had previously been based on short films.

[40] See A. Haller, M. Loiperdinger, Stimulating the Programming and Live Performance. KINtop. Studies
Audience: Early Cinema’s Short Film Programme For- in Early Cinema I, New Barnet 2011, pp. 1-21.
mat 1906 to 1912, [in:] Early Cinema Today: The Art of ~ [41] Ibidem, p. 10.
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At the beginning of the 1920s, the film industry in the Soviet
Union was going through a difficult process of post-war reconstruction.
Its production and distribution facilities were partially destroyed, its
cinemas were lacking new releases and a significant number of its
leading producers, actors, directors, cameramen, and decorators fled
abroad in search of safer shores. As demonstrated in numerous studies
on early Soviet industrial and economic conditions, the restoration of
trade routes with West, partially cut off during the years of economic
and diplomatic isolation, quickly became a matter of survival for what
was to become the Soviet film industry. Technologically, Soviet film
practitioners had to find ways to resupply production units with raw
stock and film equipment, as the factories inherited from the tsarist
period relied entirely on the importation of materials from Western
Europe.[1] Economically, the Soviet film industry had to build up sub-
sequent financial assets to put domestic production back on its feet
and, in the meantime, fill the gaps in programming. [2] Ultimately, and

[1] V. Kepley Jr, The origins of Soviet cinema: A study Red Screen: Politics, Society, Art in Soviet Cinema,
in industry development, “Quarterly Review of Film ed. A. Lawton, London 1992, pp. 19—42; V. Listov,
Studies” 1985, vol. 10, no. 1, p. 25. Rossiia, Revoliutsiia, Kinematograf, Moscow 1995,
[2] K. Thompson, Government Policies and Practical pp- 136-137.

Necessities in the Soviet Cinema of the 1920s, [in:] The

Images 32(41), 2022: 45-63. © The Author(s), Adam Mickiewicz University Press, 2022.
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importantly, communicating with the outside world through film sales
was consistent with the Soviet cultural diplomacy agenda. Indeed,
throughout the 1920s, the Soviets endeavoured to show signals of open-
ness to international cooperation, not exclusively among communists
and sympathisers, but also in “bourgeois” circles.[3] Buying films from
and selling them to Western markets was of particular importance to
the young Soviet state, thus making cinema import-export history
a fertile ground for reconnecting the Soviet experience to the global
processes.

In the field of Soviet studies, a slow but steady turn from the

“top-down” to the “bottom-up” view of the Soviet film industry’s com-
plex development has already brought a better understanding of how
contradictory and multi-layered Soviet decision-making was.[4]Re-
cent research on film exports has brought to the fore the frequent
institutional clashes between actors involved in the distribution of the
Soviet cinema abroad, namely trade bodies, who tended to use films as
a source of revenue, and communist agents, for whom film screenings
were a valuable influence technique.[5] However, generally focused on
Soviet-specific interests and incentives, the scholarly research tends to
address the patterns of Soviet import-export practices as the expres-
sion of state-specific socio-political and economic constraints.[6] This
article’s ambition is to move away from a Soviet-centred approach and
discuss the points of intersection between strategies used by Soviet
administrations and international trends in film trade.

For the purposes of this article, my primary source of research
was the documentation produced by Soviet export practitioners (heads
of import-export departments of the cinema administrations as well as
employees of Soviet trade missions abroad), for whom trading films and
searching for international cooperation was a part of day-to-day activ-

[3] M. David-Fox, Showcasing the Great Experiment:
Cultural Diplomacy and Western Visitors to Soviet
Russia; 1921-1941, Oxford 2012, p. 62. This paper de-
liberately focuses on a particular aspect of Soviet film
export - selling rights for commercial theatrical dis-
tribution - while screenings of Soviet films were also
a part of Soviet influence strategies. For a detailed
discussion of using cinema as element of cultural
diplomacy, see, for example, J.-F. Fayet, VOKS: le lab-
oratoire helvétique. Histoire de la diplomatie culturelle
soviétique durant lentre-deux-guerres, Genéve 2014.
[4] D. Youngblood, Movies for the masses: popular cin-
ema and Soviet society in the 1920s, Cambridge 1992;
M. Belodubrovskaya, Not According to Plan: Filmmak-
ing under Stalin, Ithaca — London 2017.

[5] See, for example, O. Maistat, “V karmane vosh’

na arkane”: zadachi i etika sovetskogo kino eksporta

v veimarskoi respublike (1926-1932), [in:] Konstruituia
“Sovetskoe™? Politicheskoe Soznanie, Povsednevnye

Praktiki, Novye Identichnosti. Materialy Desiatoi
Mezhdunarodnoi Konferentsii Studentov i Aspirantov
22-23 Aprelia 206 Goda, Saint-Petersbourg 2016,

Pp- 75-82; ].-E. Fayet, op.cit., pp. 495-513.

[6] There are, of course, exceptions. See, for example,
the essay by Kristin Thompson, where she provides
an overview of changes in the film industries in

the USSR, Germany and France and their respec-
tive strategies of dealing with foreign film trade

(K. Thompson, The Rise and Fall of Film Europe, [in:]
“Film Europe” and “Film America’, eds. A. Higson,

R. Maltby, Exeter 1992, pp. 56-81). For a general
historiography perspective on the “particularism vs
universalism” conundrum in relation to the Soviet
experience, see M. David-Fox, Multiple Modernities
vs. Neo-Traditionalism: On Recent Debates in Russian
and Soviet History, “Jahrbiicher fiir Geschichte Os-
teuropas” 2006, no. 54(4), pp. 535-555.
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ities.[7] Firstly, the article will recall the importance of external factors,
such as foreign investment and artistic influence from imported films,
to the development of Russian and later Soviet cinema’s identity and its
industrial condition. Secondly, the article will discuss the tactics used
by the Soviet film practitioners in their ambitious attempts to respond
to Western market demand and to produce internationally attractive
films. Finally, as exporting films integrated the challenge of dealing with
country-specific regulations and distribution practices, the third part
of this article will deal specifically with Soviet patterns of film export
to France and Germany, two significant market places in 1920s Europe.

From its earliest stage of existence, Russian, and later Soviet
cinema was pushed forward by its tight yet complex relationship with
foreign influence, coming both from the inside and the outside of the
up-and-coming national film industry.[8]Many pioneers of Russian
cinema learnt the basics of filmmaking and distribution from foreign
companies who had entered - and in a sense created - the Russian
cinema market as early as in 1896.[9] The first Russian camera operators
learnt their craft by working for French firms.[10] So did the future
major studio owners: before opening their own production companies
in the early 1910s, Robert Perskii[ll] and Paul Thiemann worked for
the Gaumont’s office in Moscow, while Iosif Ermoliev was in charge
of opening Pathés new branches.[12] The massive presence of foreign
films in the cinema market also contributed to shaping the aesthetics of
early Russian native production. While some directors were eager to use
the standards generated within the European and American industries,
others aspired to counter them. As Yuri Tsivian argued, the search for
emancipation from foreign clichés inspired the development of some
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[7] The institutional archives used for this research are
kept in the Russian State Archives, namely the Russian
State Archive of Literature and Art (RGALI), Russian
State Archive of the Economy (RGAE) and The State
Archive of the Russian Federation (GARE, Moscow).
[8] The issue of “otherness” (not so much in terms

of nationality or even ethnicity, but rather referring

to social, cultural and religious background) of
prominent entrepreneurs, cinematographers and film
pioneers in the Russian empire has been addressed

in the pre-print of Natasha Drubek’s forthcoming
monograph published by the “Apparatus” journal. As
the author points out, the exploration of non-national
contributions is particularly instructive, as most film
histories tend to wipe out names and concepts that
don't fit the ideologised and nationalised narratives.
See N. Drubek, Hidden Figures: Rewriting the History
of Cinema in the Empire of All the Russias, “Appara-
tus. Film, Media and Digital Cultures of Central and
Eastern Europe” 2021, no. 13, pp. 94-129.

[9] For a detailed discussion of the degree to which
foreign expertise contributed to shape early Russian
distribution and production patterns, see D. Young-
blood, The Magic Mirror: Moviemaking in Russia
1908-1918, Wisconsin 1999, pp. 21-32. See also R. Ian-
girov, The Lumier Brothers in Russia: 1896, The Year
of Glory, [in:] Laventure du Cinématographe: Actes du
Congrés mondial Lumiere, Lyon 1999, pp. 187-193.
[10] Some details on the biographies and career
paths of the first Russian cameramen can be found in
V.M. Korotkii, Operatory i rezhissery russkogo igrovo-
g0 kino 1897-1921: biofilmograficheskii spravochnik,
Moscow 2009.

[11] Here and afterwards, the author uses the Library
of Congress system (without diacritical marks) for
transliteration of Cyrillic spelling into English, except
for well-known figures (e.g., Ehrenburg).

[12] R. Iangirov, Drugoe kino. Stat’i po istorii
otechestvennogo kino pervoi treti veka, Moscow 2011,

pp- 31-43.
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specific features that early Russian cinema would later become inter-
nationally known for, such as tragic endings and striving to conceive
films of great social range.[13]

The outbreak of World War I put access to the Russian market
on hold for most foreign companies, which stimulated a significant
growth of domestic production. According to Veniamin Vishnevskii’s
compendium of films produced in the Russian Empire, native studios
doubled their output after the outbreak of war, with 230 films released
in 1914, 372 films in 1915 and 498 films in 1916, against only 129 films in
1913.[14] However, the prosperity was not to last: having no capacity to
manufacture its own film stock and importing most of the basic cine-
ma equipment, the Russian film industry still relied heavily on foreign
supplies. The film stock crisis, already apparent by the end of the war,
reached its peak in the years that followed the October Revolution.
Poorly equipped and undercapitalised, the soon-to-be Soviet production
units struggled to release whatever they could - mainly documentary
films and a handful of features.[15] Nevertheless, their modest produc-
tion volume was far from sufficient to accommodate audience demands.
To maintain a changing repertory, many theatres replayed worn-out cop-
ies of earlier-produced Russian films as well as foreign prints collected
from territories occupied by foreign and White armies.[16]

Replenishing the stocks with new imports was problematic. Even
though after the war prices on European markets went down due to
the high level of inflation, the young Soviet state lacked hard currency
to pay for new imports.[17] The high-scaled trade with former foreign
partners was also undermined by the Allied economic blockade of the
Soviet-controlled territories.[18] In search of alternative options, Leonid
Krassin, at the time the head of the People’s Commissariat of Foreign
Trade (Narkomvneshtorg or NKVT), came up with an original solution,
suggesting going through the stock of prints expropriated from former

[13] In 1918, a critic from a major Russian trade
journal “Kino-gazeta” wrote: “«All's well that ends
welll» This is the guiding principle of foreign cinema.
But Russian cinema stubbornly refuses to accept this
and goes its own way. Here it’s «All's well that ends
badly.»” Quoted in Y. Tsivian, Early Russian cine-
ma: some observations, [in:] Inside the Film Factory:
New Approaches to Russian and Soviet Cinema, eds.

L. Christie, R. Taylor, London 1991, p. 7.

[14] V. Vishnevskii, Khudozhestvennie filmy v dor-
evoliutsionnoi Rossii, Moscow 1945. Anna Kovalova
argues, however, that the forced production rates had
rather a negative impact on Russian cinema, as it led
to a significant deterioration of the quality of films
and limited artistic research. See A. Kovalova, World
War I and pre-Revolutionary Russian cinema, “Stud-
ies in Russian and Soviet Cinema” 2017 no. 2(11),

pp. 96-117.

[15] According to the inventory of films established
by Gosfilmofond archivists, around 104 films were
produced between 1918 and 1921, and only 30 of them
can be considered full features. See A. Macheret (ed.),
Sovetskie khudozhestvennye filmy. Annotirovannyi kat-
alog. Tom 1. Nemye fil'my (1918-1935), Moscow 1961.
[16] V. Listov, Rossiia, Revoliutsiia..., pp. 136-137.

[17] K. Thompson, Government Policies...,

pp- 100-104. On the shortage of currency, see, for ex-
ample, E. Osokina, Operation Duveen, [in:] Treasures
into Tractors: The Selling of Russia’s Cultural Heritage,
1918-1938, eds. A. Odom, W.R. Salmond, Washington
2009, pp. 83-107.

[18] A limited number of feature films did continue
to come from across the border by means of smug-
gling, especially through China. V. Listov, Rossiia,
Revoliutsiia..., pp. 136-137.



WHAT IS SO (UN)EXCEPTIONAL ABOUT SOVIET CINEMA?

Russian studios and offering foreign distributors to exchange them for
raw stock, new cinematographic equipment or copies of feature films.[19]
While there is no archival evidence of this project actually going through,
the very idea of using an export-import operation as a means of fund-rais-
ing made its way into the heads of Soviet cinema administrators.[20]

By the time Soviet exporters ventured to enter European markets,
they were faced with strong competition, not only from local producers,
but also from American film companies. It goes without saying that
at this time the Soviet film industry was in no position to seriously
challenge Hollywood’s domination, and to compete with its popular
stars, well-established infrastructure of distribution on both national
and international levels and its highly rationalized organization of pro-
duction processes.[21] Yet Soviet exporters had a good reason to believe
that a few windows for cooperation would eventually open, especially
after the signature of the German-Soviet agreement in April 1922 (The
Treaty of Rapallo), which made way for the legal resumption of its
import-export operations with one of the leading European markets.

Numerous articles, interviews and reports in French and German
trade press uncovered a genuine interest from local film professionals
in Soviet film production and distribution. Shortly after the Treaty
of Rapallo was signed, reports on the emerging Soviet film industry
and its import-export activities appeared in the German film journal

“Lichtbild-Bithne.”[22] In France, “Le Ciné-Journal” and “La Cinémat-
ographie francaise,” two major trade journals, also regularly informed
their readership of the latest updates to Soviet patterns of film produc-
tion and distribution.[23] Popular magazines, such as “Mon Ciné” and

“Cinémagazine,” expressed interest in Soviet cinematography as well.

“Cinémagazine” even had a special correspondent in Russia, whose
regular reports were published between 1924 and 1925.[24] In 1926,

“Mon Ciné” published a series of articles under the title “Lart cinéma-
tographique en Russie.”[25]

49

[19] A note sent by Krassin to the Petrograd Film
Committee on August 12, 1921. The Russian State
Archive of Economics (RGAE, Moscow), f. 413, op. 2,
d. 714, 1. 18.

[20] It is worth noting that this pragmatic approach
to the artistic legacy of the Russian Empire was

not limited to films. On turning art and antiquities
inherited from the Old Regime into resources for

a newly-formed state, see, for example, E. Osokina,
op.cit., pp. 83-107.

[21] Throughout the 1920s, America’s interests in the
international markets were also backed by adminis-
trative and diplomatic support from the US govern-
ment, namely the State and Commerce Departments.
For a comprehensive account of the strategies used
in the framework of the US’s cinematic expansion to
Europe, see K. Thompson, Exporting entertainment:

America in the world film market, 1907-34, London
1985.

[22] K. Thompson, Government Policies..., p. 30.
[23] For example, “Ciné-Journal” no. 822, May 29,
1925, p. 12, “La Cinématographie francaise” no. 423,
December 11, 1926, p. 16. Aside from the reports on
the state of Russian post-revolutionary filmmak-
ing, some news also came from the Ukrainian film
industry, mainly due to the efforts of the Ukraine-
born artist and filmmaker Eugéne Deslaw (Evgenii
Slavchenko) who regularly contributed to these two
trade journals.

[24] See issues of “Cinémagazine” from July 4, 1924
till September 18, 1925.

[25] “Mon Ciné” no. 239 to no. 242, from September
16 till October 7, 1926.
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Among film professionals that used to form the core of the Rus-
sian international film network, a few entrepreneurs also showed signs
of eagerness to re-active their involvement in the industry they had left
after the October Revolution. In the early 1920s, when the Soviet gov-
ernment attempted to attract foreign capital to rebuild its film industry,
it received a number of offers for cooperation, including the one from
Maurice Hache, former director of Pathés Russian branches.[26] Letters
also came from Ermoliev and Thiemann, ex-owners of major Russian
film studios, who had settled in Germany after emigrating.[27] Even
though none of these proposals came to fruition, mainly due to the lack
of proper funding from both sides, [28] their existence showed the signs
of interest for co-operation between film practitioners on both sides of
the border. In the mid-1920s, when the Soviet production sector began
to show signs of recovery, the Soviet’s push into foreign markets began.

From 1924 until 1930, the main coordinator of Soviet film ex-
port, with the exception of films produced in Ukraine, was Sovkino,
the major state-run cinema organisation, based in Moscow, which
combined production and distribution activities.[29] Narkompros and
Narkomvneshtorg, Soviet equivalents of ministries of Enlightenment
and of Foreign Trade were among Sovkino’s stakeholders.[30] However,
as studies on Soviet film history showed, despite Sovkino’s direct affil-
iation with the Bolshevik authorities, its production and distribution
policy was hardly different from the profit-seeking approach of Western
private companies.[31]

Sovkinos attitude to foreign markets followed a similar path,
as international sales were not only meant for showcasing Soviet’s
achievements abroad, but first and foremost were expected to become
a valuable revenue-maker for the growing film industry. Throughout
the mid-1920s, Sovkino worked to sell abroad as many films as possible
and regularly brought the financial goals of film trade to the attention of
the political leadership of the country. For instance, during a meeting
on export goals called by the Agitprop department of the Commu-
nist Party in July 1927, Konstantin Shvedchikov, Sovkino’s chairperson,
prepared a long speech on the importance of the “commercial basis”
of this activity and insisted on adding this mention to the minutes of
the meeting.[32]

[26] A letter from Maurice Hache to Boris Ryndzin- “Traditsii ta novatsii u vishii arhitekturno-hudoznnii-
ski, August 10, 1921. RGALL f. 989, op. 1, d. 246, osviti” 2016, no. 1, pp. 72-82.

1. 9-10. [30] Respectively People’s Commissariat of Enlighten-
[27] VFKO’s memo to Narkompros, July 18, 1922. ment and People’s Commissariat of Foreign Trade.
RGASPL f. 17, 0p. 60, d. 259, 1. 24-34. [31] See, for example, D. Youngblood, Movies for the
[28] Ibidem. Masses..., pp. 35-49.

[29] For the specifics of film exports from Ukraine, [32] Minutes of the meeting held at the Central Com-
which was managed independently by the local film mittee’s Agitprop Department, July 8, 1927. RGASPI,
administration, VUFKU, see V. Mislavskii, Eksport- f.538,0p.3,d. 94,1 6.

no-importnaia deiatelnost’ VUFKU v 1920-e gody,
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What were the reasons that pushed Sovkino, a state-owned film
organisation, to pay so much attention to the financial aspects of its
activity? A key to understanding can be found in the highly pragmatic
attitude of the Soviet government to its film industry under the New
Economic Policy (1921-1928). By providing production units with long-
term loans rather than direct subsidies, the Soviet government expected
its film industry to pay for itself. As a result, Soviet cinema organisations,
including Sovkino, worked mostly as self-financing entities and actively
searched for methods and strategies that would allow them to be as
cost-efficient as possible.

Wide distribution of foreign films was one of the early Soviet
fundraising strategies. In terms of costs, buying a foreign print was on
average five times less expensive than producing a domestic feature,
whereas its programming was usually more profitable, in spite of extra
taxation on foreign programs.[33] From 1922 to the end of the decade,
foreign titles were dominant in Soviet cinemas, with a particularly
strong presence of American features, which accounted for up to 35 per-
cent of the total number of films screened.[34] Unlike Germany, where
multiple legal barriers on foreign imports were erected throughout the
1920s, the Soviet government did not intervene much with this foreign
invasion until the end of the decade, when the growing needs of the
Soviet industrialisation program and a turn to a more conservative
ideological agenda led to drastic restrictions on several non-essential
imports, cinema included. [35]

Soviet exposure to foreign cinema served its film industry in
multiple ways. Numerous Soviet filmmakers, later internationally ac-
claimed for their montage theories, got their first experience of editing
from tailoring foreign prints for the Soviet censors to accept them.[36]
The popularity of Western films among Soviet cinemagoers made a case
for those Soviet film practitioners who were in favour of implementing

“bourgeois” entertainment standards. [37] Finally, and importantly, the

revenue from their more-than-profitable distribution allowed Soviet
cinema organisations to inject funds into domestic productions, in-
cluding experimental and educational ones.
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[33] The average budget to purchase a license fee for
a foreign print, plus the cost of printing, was estimat-
ed as an equivalent to 15 000 roubles, whereas the
production of a Soviet film amounted for at least

70 and 75 000 roubles. See B. OI'hovoi (ed.), Puti
kino. 1-oe Vsesoiuznoe partiinoe soveshchanie po kine-
matografii, Moscow 1929, p. 237.

[34] A detailed account of Soviet strategy on soaking
profits from mass-imported foreign features can

be found in V. Kepley Jr, B. Kepley, Foreign films on
Soviet screens, 1922-1931, “Quarterly Review of Film
Studies” 1979, no. 4(4), pp. 429-442.

[35] Later on, as Maria Belodubrovskaya points out,
foreign titles did not necessarily disappear from

Soviet screens; quite to the contrary; as the domestic
output was still not sufficient to accommodate the
exhibition needs, many theatres continued to fill

the programs with foreign films left from previous
imports. See M. Belodubrovskaya, Soviet Hollywood:
The Culture Industry That Wasn't, “Cinema Journal”
Spring 2014, vol. 53, no. 3, p. 118.

[36] Y. Tsivian, The Wise and Wicked Game: Re-Edit-
ing and Soviet Film Culture of the 1920s, “Film Histo-
ry” 1996, vol. 8, no. 3, pp. 327-343.

[37] For a detailed discussion of debates between sup-
porters and opponents of foreign film culture among
Soviet filmmakers, critics and film practitioners, see
D. Youngblood, Movies for the Masses..., pp. 54—67.
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While this fundraising strategy was regularly subject to criticism
from Sovkino's opponents, it was also a leading factor in the continuous
reinforcement of the commercial agenda of film export. As the Soviet
rouble was unconvertible, Sovkino and other organisations were unable
to pay for imports simply by using their earnings from the domestic
distribution. International sales of Soviet films, usually made in US
dollars (see Table 1), came in handy to earn some foreign currency and
use it to purchase new releases in foreign markets.

Table 1. Statistics on film export by production unit in US dollars (exported via Sovkino, Ukraine excluded),
1921-1927(38]

Production period and earnings in US dollars

Production Unit
1925/26 1926/27 1927/28 1928/29 TOTAL
(5 months)
Sovkino 91700 241 882 172 183 82 698 586 363
Mezhrabpom Film 53 650 42211 159 225 . 22892 277 978
(incomplete data)
Goskinoprom Grouzii - 7 350 6150 7015 20515
Gosvoenkino - 4822 3099 14 000 21921

To some extent, as the final purpose of this export-import pat-
tern was to raise revenue and inject it into domestic production, the
Soviet approach to film exports echoed American fund-raising patterns,
where the expected revenue from foreign sales began to be integrated
into the calculations of production budgets from about 1917.[39] Yet
a distinctive feature of the Soviet organisation was Sovkino’s obliga-
tion to ensure the regular releases of films serving educational and
political purposes, such as agitprop-films, cultural and scientific shorts.
Even though their production costs were generally lower than those
of a standard feature, most of these films were difficult to make pay
off, even on the domestic market, let alone foreign ones.[40] Indirectly,
export revenues were supposed to compensate for those losses, too.

Soviet bureaucracy added another specific motivation for Sovki-
no to push its international sales. In the Soviet Union, the film trade was
part of the state monopoly. From 1923, all import-export transactions
became subject to approval by the Soviet authorities via a complex
system of import licenses (also called quotas, as they meant to set the
maximum amount of currency to be used for each import purpose)

[38] Proceedings to the import-export department’s Potemkin, commissioned to commemorate the revo-
annual report, 1928. RGALL f. 2496, op. 2, d. 1. lutionary events of 1905. According to the Sovkino’s
[39] R. Vasey, The world according to Hollywood, calculation, although the film was banned in many
1918-1939, Wisconsin 1997, pp. 14-16. countries, Potemkin became a Soviet best-seller, with
[40] A major exception from the general unprof- 101 000 dollars’ worth of license. RGALL f. 2496,

itability of agit-films was Eisenstein’s Battleship op.2,d. 1,1 29.
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and export tasks (the desired amount of currency outcome from in-
ternational sales) distributed between the export and import agents.
In theory, the appointment of import quotas was based on requests
made by each film organisation according to their production needs.
In practice, to reduce the constant deficit in the trade balance, Gosplan
(the Soviet central agency for economic planning), rarely satisfied the
appetites of Soviet film practitioners and even made additional cuts in
quotas already granted, which put production units in a particularly
precarious position.[41] Furthermore, export tasks on film sales and
currency revenues, provisioned by planning authorities as well, were
usually much higher than the actual capacity of the Soviet film industry
to produce and sell abroad, which also put extra pressure on Soviet
film practitioners.[42] Indeed, the export tasks were usually based on
production plans and did not necessarily take into account delays
related directly or indirectly to censorship, unexpected complications
during shootings and other unforeseen circumstances that prevented
the Soviet film industry from releasing all the planned films in a timely
manner. Struggling to fulfil its production and, subsequently, its ex-
port plans, Sovkino was more than eager to implement strategies that
would boost the chances of the few Soviet films actually released to
be sold abroad.

In the field of fitting Soviet production into competitive Western
markets, Sovkino’s trade practitioners disposed of numerous instru-
ments: exchanges with actual and potential buyers, personal contacts
and networking, surveys of trade press. Throughout the mid-1920s,
Konstantin Shvedchikov, the head of Sovkino, made several trips to
Germany and France, where he met representatives of local cinema
markets and advertised the openness of the Soviet film industry to
the West.[43] In addition, Sovkino’s export practitioners kept an eye
on international trends in filmmaking and film distribution by mon-
itoring the major European cinematic trade papers, such as German
“Film-Kurier” or “Lichtbild-Bithne”[44] The regular correspondence
with Soviet Trade Missions, the main intermediaries between Sovkino
and foreign companies in the European countries, also offered some
insights into what type of content could be acceptable (or not) for
Western cinematic markets (see Graph 1).
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[41] According to Sovkino’s report, at the end of
1925, the Soviet film industry was granted with an
import quota of 12 840 ooo roubles, which was later
downsized to 2 600 0oo roubles. Import-export
department of Sovkino’s annual report, 1926. RGALI,
f. 2496, 0p. 2,d. 1,1 4.

[42] Extract from the minutes of the meeting on film
export organised by Narkomvneshtorg, October 11,
1927. RGALI f. 962, p. 10, d. 3, 1. 47.

[43] Shvedchikov regularly visited the Soviet Trade
Mission in Berlin and travelled to Paris at least twice,

in 1925 and in 1929. In April, 1929 Shvedchikov

gave an extensive interview to the French cinema
magazine “Cinémonde” (“Cinémonde” no. 24, April
4,1929).

[44] A compilation of articles from these journals was
thoroughly translated into Russian and published in
a newsletter issued by the import-export department
of Sovkino. An incomplete collection of these news-
letters can be found in the archives of the All-Union
Central Council of Trade Unions (VTsSPS). GARFE,

f. 5451, op. 9, d. 4560, 1. 228-247.
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Graph 1. Overview of film export’s infrastructure from the Russian Soviet Republic in the 1920s
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To make films more exportable, Sovkino’s executives were willing
to cater for foreign audiences. Surprisingly as it might seem, the efforts
to bring films closer to what-they-considered-to-be Western tastes had
little consideration of ideological and artistic integrity of Soviet cinema
production and included the attempts to re-edit the existing prints.[45]

In 1927, in his letter to Gosvoenkino, one of the Soviet produc-
tion units, Evgenii Kaufman, [46] the chief of Sovkino’s import-export
department, provided a detailed account of changes to be made in
His Majesty’s Soloist (Solistka ego velichestva), a historical melodrama
directed by Mikhail Verner.[47] According to Kaufman, an unnamed
German company was interested in its distribution, but some sequences
of the film were a deal-breaker, especially the suicide of the female
protagonist, as well as the opening scenes showing a political demon-
stration. Gosvoenkino seemed to be quite open to accepting cuts in
the existing version and allowing additional footage to be shot, but the
Soviet censor blocked the project. Denisov, a chief of Glavrepertkom
(the Soviet administration in charge of issuing distribution permits
both for the territory of Russia and for international sales), took a firm
stand against the changes.[48] Unfortunatly, there is no clear evidence
whether the changes were carried out or not. Still, there are some known

[45] It is worth noting, however, that alternative end-  a degree in economics and administrative manage-
ings were hardly a Sovkino invention. The first Rus- ment. He began working in the film industry in 1922,
sian film studios were already producing two different  in charge of foreign operations. In the early 1930s,
versions of the same film, one for the domestic, and when the Soviet authorities conducted a massive

one for the international market. According to Anna purge among its administrations, Kaufman, alongside
Strauss’s research, the same practices were seeming- with many other specialists, was arrested and charged
ly used in Danish film marketing. See A. Strauss, with “sabotage”

Alternative endings in Russian and Danish silent film, [47] Correspondence between Sovkino, Gosvoen-
<http://www.academia.edu/2041911/Alternative_ kino and Glavrepertkom, October-November 1927.
Endings_ in_Danish_and_Russian_Silent_Film>, RGALL f. 962, p. 10, d. 3, 1. 56.

accessed: 30.01.2022.

[48] A note from Glavrepertkom, December 3, 1927.

[46]The son of a tradesman, in the 1910s Evgenii RGALIf. 962, p. 10, d. 3, 1. 53-54.
Kaufman graduated from Kharkiv University with
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cases when projects aimed at tailoring films for foreign audiences were
carried out despite Glavrepertkom’s reluctance: for example, according
to Yuri Tsivian’s research, an alternative “happy” ending was shot for
the film SVD (1927) by Leonid Trauberg and Grigorii Kozintsev.[49]
After all, in a closed session on export held on January 3, 1928, Narkom-
pros (the Commissariat of Enlightenment) and Narkomvneshtorg (the
Commissariat of Foreign Trade) did accept the very idea of producing
“second versions of Soviet films” [...] as long as their ideological mes-
sage is preserved.’[50]

As Denise Youngblood’s research pointed out, Sovkino also am-
bitiously sought to create so-called “export” films; features that took
inspiration in the twists-and-turns of foreign features designed for mass
entertainment that were widely screened in Soviet movie theatres at
that time.[51] The success of such strategies appeared to be, however,
only relative. Sovkino’s list of the highest revenue-earners from inter-
national sales (as of May, 1928) comprised several films identified by
Youngblood as “export”™: 50 ooo dollars for The Wing of a Serf (Krylia
Kholopa, Tu. Tarich, 1926), 32 ooo dollars for The Bear’s Wedding (Med-
vezhya svad’ba, K. Eggert, V. Gardin, 1925 ), 20 ooo dollars for The
Decembrists (Dekabristy, A. Ivanovskii, 1927), 28 ooo dollars for The
Station master (Kollezhskii Registrator, I. Moskvin, Iu. Zheliabouzhskii,
1925), 17 ooo dollars for The Forty-First (Sorok Pervyi, la. Protazanov,
1926).[52] Still, their sales figures were far behind those of Sergei Eisen-
stein’s Battleship Potemkin (101 ooo dollars) and comparable to those
not especially meant for export, for example, Lev Kuleshov’s Dura Lex /
Po Zakonu (37 ooo dollars).

Interestingly enough, the resemblance of “export” films to the
Western filmmaking style was rather a negative factor for their critical
reception, at least as far as the French and German press was concerned.
Indeed, as a number of early books on Soviet cinema and articles in the
French press reveal, Soviet cinema was expected to stand against the
ongoing standardisation of screenwriting, filming and editing, rath-
er than copycatting them, especially in the context of a growing fear
of Hollywood’s worldwide domination.[53] From Polikushka, whose
unintentional defects were commented by German critics as an orig-
inal photography technique,[54] to Women of Ryazan (Baby riazan-
skie, 1928), praised in the French press for its unconventional use of
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[49] Y. Tsivian, The Wise and Wicked Game...,

pp- 327-330.

[50] Extract from the minutes of the closed meeting

of the Narkompros board, January 3, 1928. RGALI,

f. 962, op. 10, d. 3,1 19.

[51] D. Youngblood, Movies for the Masses...,

pPp. 50-67.

[52] A list of Soviet films sold abroad with an indica-
tion of their sales as of May 15, 1928. RGALL £. 2496,

op.2,d. 1,1 28.

[53] For a detailed account of the concerns discussed
in relation to Hollywood’s commercial domination in
Europe, see Richard Maltby’s introduction to the vol-
ume dedicated to the reception of Hollywood movies
outside the United States. R. Maltby, The Americanis-
ation of the World, [in:] Hollywood abroad: audiences
and cultural exchange, eds. R. Maltby, M. Stokes,
London 2004.

[54] For example, due to the extreme shortage of raw
stock, Polikushka, the first feature film to appear on
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non-professional actors, the critical reception of Soviet films seemed
to be frequently constructed in relation to their presumed difference
to the Western filmmaking style and modes of production.[55]

This gap between export ambitions and Western reception
patterns could result from Sovkino’s limited ability to assess cor-
rectly the attractiveness and the reception of its productions abroad,
despite numerous above-mentioned instruments used by its export
practionners. Indeed, the latter were rarely involved in direct sales:
even though most of the import-export transactions were centralised
within Soviet trade missions (see Graph 1), most films imported to
and exported from the Soviet Union were sold through agents and
distribution firms.[56]

Proletarian circles
and Russian
immigrants: Soviet
cinema networking
abroad

In Germany as well as in France, the very first screenings of
Soviet films were organised by Willy Miinzenberg, the head of Workers’
International Relief (IAH). At first, they were mostly documentaries shot
in regions that were suffering from the devastating famine of 1920-1921.
Those films had limited circulation, as they were mostly screened at
charity events organised in the framework of an international relief
program. In 1922-1925, Soviet films reached commercial exhibition,
also by the intermediary of Miinzenberg and IAH, who released several
feature productions from Soviet Russia in Berlin cinemas: Polikushka
(A. Sanin, 1919), The Miracle-Worker (Chudotvorets, A. Panteleev, 1922)
and His Call (Ego prizyv, Ia. Protazanov, 1925).[57] As these experiences
proved rather successful, Miinzenberg’s involvement in Soviet cinema
grew and expanded to both production and distribution sectors. In
1924, IAH invested into the creation of a joint German-Soviet film
studio (Mezhrabpom-Rus), which later became a major Soviet exporter,
working with top-ranked and internationally acclaimed directors such
as Vsevolod Pudovkin, Iakov Protazanov and Fedor Ozep. In 1926,
a year after Mezhrabpom-Rus started to produce films on a regular basis,
a company named Prometheus-Film was founded in Berlin in order
to release its production in Germany and neighbouring countries.[58]

Another major initiative specifically dedicated to Soviet film dis-
tribution in Germany was Derussa (Deutsch-Russische Film-Allianz),

European screens, was shot on a partially exposed
film. This technical flaw did not prevent the film from
getting enthusiastic reviews in German press. On the
contrary, a few critics praised the effect of “fogginess.”
See Y. Tsivian, Early cinema in Russia and its cultural
reception, London 1994, pp. 107-108.

[55] For a discussion of the critical reception of Soviet
cinema in France from the perspective of its antag-
onism with Western practices, see N. Puchenkina,
Une lecon de cinema ou une rencontre manquée ?
Lexportation du cinéma soviétique et sa réception en
France dans lentre-deux-guerres, PhD’s dissertation,
University of Caen, 2021, pp. 378-400.

[56] The situation was quite different in the North
America, where Soviet cinema distribution was
handled exclusively by Amkino, a New York-based
company founded in 1926 and affiliated with Sovkino,
Mezhrabpom, VUKFU and other Soviet production
units. Sovetskaia fil'ma na amerikanskom rynke,
“Zhizn’ iskusstva” no. 40, October 6, 1929.

[57] On Miinzenberg’s projects to use cinema as

a means of mass mobilisation see, for example,

K. Brasken, The International Workers’ Relief, Com-
munism, and Transnational Solidarity, New York 2015.
[58] A comprehensive account of the ties between
the two organisations can be found in G. Agde,
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a joint German-Soviet venture that started its activities in late 1927.
Like Prometheus, Derussa was originally created with the intention to
release feature and documentary films from a specific production unit,
namely Sovkino, a state-owned film organisation operating in Soviet
Russia.[59] At least three other German film companies were involved
in the distribution of Soviet cinema in Germany (Lloyd films, Sidfilm,
Hirschel-Sofar), but their market shares remained limited compared
to Derussa and Prometheus.[60]

In France, where the sales of Soviet films were less systematic in
the 1920s, no major partnership was made. From the first commercial
release of a Soviet film in Paris (Polikushka, in 1924) to the end of the
decade, six different companies were involved in the distribution of So-
viet cinema: Phocéa location, Alex Nalpas, Pathé Consortium, Aubert,
Pax-Film and Luna-Film. Their commercial and financial profiles were
strikingly different: Phocéa-location, a small venture, was involved in
Soviet cinema distribution only once, as the firm mainly focused on
films produced by its parent company Phocéa-Films; Pax-Film and
Luna-Film were medium-sized firms, previously specialised in imports
from Germany, whereas Aubert and Pathé Consortium represented
two major vertically integrated companies.[61] Only a few Soviet films
were rented directly to exhibitors: Bed and Sofa (Tretia Meshanskaia,
A. Room, 1927), released under the title Trois dans un sous-sol and
Wind (Veter, L. Sheffer, 1926), renamed Démon des Steppes. The first
was released by Studio 28 and the second was screened in the Théatre
du Vieux Colombier, two avant-garde Parisian cinemas run by Jean-
Placide Mauclaire and Jean Tedesco, respectively.

Interestingly enough, in their search for partners in France,
Soviet exporters seem to have benefited directly from the networks
developed in Tsarist Russia.[62] Arnold Bystritskii, an ex-owner of
the cinema attractions in Russia, ran Luna-Film and the couple Iossif
and Nadejda Zalshupina-Daniloff, born in Saint Petersburg, managed
Pax-Film. Ilya Ehrenburg, a Kiev-born writer and a prominent figure
of intellectual mediation between East and West, acted as intermediary
and translator for Jean Tedesco’s negotiations with Soviet trade practi-
tioners. Last but not least, according to the Soviet documentation, the
collaboration with Aubert was triggered by no other than Iosif Ermoliev,
a prominent figure in early Russian cinema during the Tsarist era.[63]

A. Schwarz (eds.), Die rote Traumfabrik : Meschrab- [62] Ibidem, op.cit., pp. 108, 123-124. On the itiner-
pom-Film und Prometheus (1921-1936), Berlin 2012. aries of film professionals after their emigration from
[59] For a detailed account of Derussa, see T. Saun- the Russian Empire, see N. Noussinova, Kogda my
ders, The German-Russian Film (Mis)Alliance v Rossiiu vernemsia: russkoe kinematograficheskoe
(DERUSSA): Commerce & Politics in German-So- zarubezhe, 1918-1939, Moscow 2003.

viet Cinema Ties, “Film History” 1997, vol. 9, no. 2, [63] Ermoliev had developed a strong connection
pp- 168-188. with the French film industry, first as a tradesman for
[60] Ibidem, p. 184. Pathé in 1907-1911, then, after this emigration to Eu-
[61] See Puchenkina, op. cit., pp. 250-338. rope in 1918, as the founder of prominent production

companies in France and Germany.



58

NATALIYA PUCHENKINA

As far as Germany and France are concerned, these different
patterns of dealing with local markets can be explained by at least two
factors. First, Germany was the key area for Soviet exporters’ interests
in Europe, judging by the volume of exports made to this country, but
also by the size of the administrative apparatus deployed by the Soviets
in each respective country. According to Sovkino’s documentation, in
1928, Germany occupied the first position within Soviet international
film sales, with 131 750 dollars’ worth of distribution licenses, while
the French market brought only 38 ooo dollars.[64] Germany, and
especially Berlin, was also the major hub of international film trade in
Europe. Conveniently located a few blocks away from the famous Frie-
drichstrasse, Europe’s main cinema artery, the Soviet Trade Mission in
Berlin was the first Soviet institution to open a department specifically
dedicated to film and photo trade with European firms. In the course
of 1920s, a team of a dozen people worked there under the supervision
of Edmund Zohrer.[65]

In Paris, human resources devoted to the film trade were much
more modest. Only one employee, later assisted by a secretary and
a projectionist, ran the local film department.[66] As described by Natan
Grinfeld, the head of the Parisian photo-cinema department between
1925 and 1927, his mission was “to organise the marketing of Soviet film
production in the most efficient way possible by seeking maximum
profit for Sovkino without endangering the artistic and ideological
content of films.”[67] These ambitious projects were frequently under-
mined by the lack of time and resources: judging by its documentation,
the Parisian department acted throughout the 1920s mostly as a front
desk for ad hoc requests for Soviet cinema programming, while major
deals and contracts for commercial distribution of Soviet films were
concluded in Berlin.[68]

The second factor explaining the difference between Soviet ex-
port strategies for and Germany might be linked to the specific leg-
islation of the latter. To curb the number of foreign films in its movie
theatres, Germany had introduced a system of quotas on imports, which
basically required that for every foreign film released on its market,
a German film had to be produced domestically. To some extent, the
Soviet strategy in dealing with German import regulations used a path
similar to the one used by Hollywood’s producers. Like Parufament,
a German-American film company founded in 1925 and co-financed
by UFA, Paramount and MGM,[69] Derussa and Prometheus were

[64] Proceedings to the import-export department’s [67] Ibidem.

annual report, 1928. RGALL f. 2496, op. 2, d. 1, 1. 28. [68] Letter of K. Shvedchikov to the Soviet Trade
[65]The Austrian-born Edmund Zohrer had been Mission in Paris, circa 1927. RGALL f. 2496, op. 2, d. 3,
captured in Russia during World War I and joined L. 50.

the ranks of Bolsheviks shortly after his liberation. [69] See K. Thompson, Government Policies...,

T. Saunders, op.cit., pp. 178-179. pp. 107-111.

[66] Letter of Natan Grinfeld to Sovkino, October 6,
1926. RGALI, f.2496, op.2, d.3, 1. 249-251.
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supposed not only to develop a distribution network within the com-
petitive German market, but also to produce so-called “quotas” films,
with German actors and technical teams, which would allow Soviet
exporters to obtain the precious import permits.

These differences in approaching the local markets led to dif-
ferent export results. In Germany, according to Oksana Bulgakowa’s
research, at least 54 feature and 13 documentary films produced within
the Soviet Union were distributed between 1922 and 1929, whereas in
France, only a dozen Soviet features reached commercial exhibition.[70]
These figures surely do not reflect the symbolic impact Soviet cinema
might have had on local filmmakers nor give any clear idea of its popular
reception, which are both difficult to measure in any tangible statis-
tics. However, even though the programming data suggests that some
Soviet films enjoyed long-runs in local cinemas, [71] the overall results
of their commercialisation were frequently reported as disappointing.
In France, none of the distribution companies developed sustainable
ties with Soviet cinema in the 1920s. After buying a handful of films,
and launching into markets, on average, three or four, all of the firms
involved with the Soviet cinema distribution in the 1920s either stopped
conducting business with the Soviets (Aubert, Phocéa, Pathé Consorti-
um), or went into bankruptcy (Pax-Film, Luna-Film). In Germany as
well, both Prometheus and Derussa failed after a series of unsuccessful
attempts to use the profits generated by the distribution of Soviet films
to compensate for the losses of costly “quotas” production.

The failure of Soviet film distributors to settle permanently with-
in the German and French cinema markets can undoubtedly be linked
to the local political conjuncture, highly unwelcoming for Soviet cul-
tural production. Like Battleship Potemkin, released in Germany only
after a series of mutilating cuts and forbidden during three decades in
France, many Soviet films had a hard time getting permits for commer-
cial screenings.[72] However, the obstruction of local censorship can
only partially explain the precarious situation of Soviet cinema abroad
and the subsequent companies’ bankruptcies, since Soviet films were
obviously not the only productions that were subject to bans and cuts.

The weak presence of Soviet films on the German and the French
markets was also consistent with poor means granted to Soviet film
practitioners and their limited knowledge of international markets’
tendencies and specific features. Throughout the 1920s, in Germany
as in France, Soviet exporters took little advantage of being the sole
vendors of URSS’s cinematic production, as the state monopoly on film

[70] O. Bulgakowa et al. (eds.), Die ungewohnlichen grammed for five weeks straight in a first-run cinema
Abenteuer des Dr. Mabuse im Lande der Bolschewiki: Théatre des Champs-Elysées, then ran for another five
Das Buch zur Filmreihe ‘Moskau- Berlin’, Berlin 1995, weeks in a prestigious Aubert Palace.

p- 278. See also Puchenkina, addendum no. 2 to the [72] In France, for instance, at least twenty-three

PhD dissertation. films had limited commercial circulation or were not

[71] For example, the historical drama by Iurii Tarich,  distributed at all because of the censorship bans or
Ivan The Terrible (Krylia kholopa, 1926) was pro- cuts between 1924 and 1939.
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[73] V. Pozner, Dréle de guerre: comment la rivalité
entre Sovkino et Mezhrabpom conduisit a la faillite de
Prometheus, [in :] Linkes Kino. Von Prometheus zu
Hitler, ed. T. Tode, Vienne 2019, forthcoming.

[74] For a detailed discussion of the conflicted origins
of Soviet sound development, see, for example,

V. Pozner, To Catch Up and Overtake Hollywood:
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distribution and foreign trade would allow them to. By delegating the

distribution of Soviet films to local firms rather than risking dealing

directly with exhibitors, Soviet exporters lost control over their releases

and limited the opportunities to become familiar with local tastes that
they desperately sought to conform to. The coordination of film exports

also suffered from the internal competition between the Soviet produc-
tion units. According to Valerie Pozner’s research, Sovkino played an

important role in the failure of Prometheus, which mostly distributed

the production of Mezhrabpom, Sovkino’s main rival on domestic and

international markets.[73]

In the late 1920, when the introduction of the sound cinema
to commercial distribution shook up the international cinema trade,
rivalries between Sovkino and Mezhrabpom also contributed to a major
setback for Soviet film exports. To prevent the Soviet film produc-
tion from being even more dependent on costly foreign imports, both
Sovkino and Mezhrabpom endeavoured to develop their own system
of sound reproduction. Even though two domestic sound technolo-
gies were created in the framework of this project, their development
took more time than expected, due to an unproductive split of fund-
ing between the two research groups and the general atmosphere of
competition and secrecy that surrounded their work.[74] As a result,
Soviet studios fell behind international trends, as in the crucial period
0f 1929-1932, when the talkies became increasingly popular in Europe,
Soviet production remained predominantly silent. In 1932, when the
first few Soviet sound features reached European screens, they enjoyed
critical and public acclaim,[75] but in the meantime, the export out-
put had fallen dramatically. Indeed, if for the 1927/28 and 1928/29 op-
erational years,[76] the export results were evaluated to 343 0oy and
503 818 dollars respectively, the following year export output was lower
by two thirds, falling to an equivalent of 134 913 dollars.[77]

In the 1920s, most film industries in Europe were faced with
the challenge of post-war reconstruction, and the Soviet one was not

[76] The term “operational year” refers to the Soviet
accounting system used until the early 1930s, which
reported and planned activities from October to
September of each year.

[77] In 1931, Intorgkino, the central Soviet adminis-
tration for import-export of film and film materials
created in 1930, underwent inspection and subse-

Early Talking Pictures in the Soviet Union, [in:] Sound,
Speech, Music in Soviet and Post-Soviet Cinema, eds.
L. Kaganovsky, M. Salazkina, Bloomington 2014.

[75] See J. Hicks, Lost in Translation? Early Soviet
Sound Film Abroad, [in:] Russia and the other(s) on
film. Screening Intercultural Dialog, ed. S. Hutchings,
New York 2008, pp. 113-129.

quent purges. The diminishing figures of film exports
were listed among the charges against Intorgkino’s
executives, including Evgeni Kaufman, the head of
its import-export department who was arrested and
sentenced to several years of imprisonment for “sabo-
tage” GARE f. P8341, op. 1, d. 1121, n.p.
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an exception. Its nationalised status did not make a major difference,
since the Soviet government had little to offer to support the film
industry during its first years of rule. A challenge to rebuild itself
from a nearly ruined state while being heavily dependent on imports
cultivated within the Soviet film industry a much closer connection
with international trends as one would have imagined. Indeed, as can
be seen from the example of film exports to Germany and France,
Soviet trade practitioners seemed to be moving a path in many ways
similar to its counterparts from the capitalistic West, albeit with spe-
cific Soviet connotations. To counter the import regulations of the
protective German market, they established subsidiary firms in similar
manner American companies did. To maximise the number of Soviet
films released abroad, for ideological as well as for financial purposes,
Sovkino and other production units were ready to tailor films to statisfy
what-they-considered-to be bourgeois tastes and foreign distributors’
recommendations. In their search for commercial partners, Soviet
exporters did not hesitate to benefit from international networks de-
veloped before the October Revolution by Russian entrepreneurs and
their foreign counterparts. Finally, even though the nationalisation of
the branch was in theory supposed to rule out uncooperative attitudes
between production units, in practice, two major Soviet cinema organ-
isations, Sovkino and Mezhrabpom, were engaged in a not-so-socialist
competition over the resources.

Should we therefore come to the conclusion that film exports
were deprived of all intentions linked to the Soviet project of turning
the cinema into a powerful tool of education and propaganda? Not just
yet. For one thing, film exports helped inject finances into domestic
productions, which were all supposed, in a more or less obvious manner,
to deliver ideological messages both inside and outside the Soviet Union.
In addition, Soviet attempts to keep its film trade open to commercially
oriented Western partners corresponded to the more general logic of
bringing Soviet cultural production to broader audiences, beyond the
limited circles of connoisseurs and sympathisers to the communist
socio-political agenda.

The part of Soviet export history briefly discussed in this article
showed that a comparative perspective could be useful to avoid thinking
of the Soviet film industry as a fundamental outsider of global cinema
processes. However, the scope of this article, primarily focused on the
Soviet efforts to export to Germany and France during the 1920s, does
not allow an assessment whether these practices persisted throughout
the next decades. For instance, it might be instructive to understand
how Stalin’s conservative turn of the 1930s did or did not undermine the
internationalism of Soviet film policy. The further look at the history
of Soviet film exports from a transnational perspective, investigating
other territories of export or different historical contexts, could be also
fruitful in order to understand how systematic or, on the contrary, how
country- and period-specific this approach was.
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The production of silent films in Czechoslovakia ended shortly after the advent of sound technology
at the very end of the 1920s. The number of available silent films steadily decreased from that point
on, yet some cinemas decided to continue to include them in their programming, even though they
had sound equipment. The article analyses the scheduling of silent films in the specific case of two
cinemas from the periphery of Brno, the second-largest city in Czechoslovakia. On the exhibitors’
side, there was a visible tendency to screen films 1) approximately two years from the premiere and
2) older with renowned stars or plot. This surprising presence of silent films in cinemas leads to the
question: “Why were they still scheduled”? The answer lies both in the cinema owners, for whom
silent films were a cheaper commodity, and in the audiences, who did not necessarily demand
screenings of new sound films.

KEYWORDS: silent cinema, distribution system, city peripheries, 1930s, cinema of small nation,
film stars

The introduction of sound technology was one of the most revo-
lutionary changes in the history of cinema. In the early 1930s, it became
an immediate success, even among audiences in Czechoslovakia. All
producers started to make talkies instead of silent films, and most pres-
tigious cinemas in big cities preferred to screen sound films. Despite
the popularity of the new technology, silent films were still commonly
screened until the second half of the 1930s. Advertisements offering
silent films for sale were common in periodicals of the time, and there
were even distributors specializing in selling them.[1] Until the second
half of 1930s, silent films were often scheduled by venues on city pe-
ripheries or in the countryside. The continuing presence of silent films
leads to several questions: What was their position on the market? How
were they circulated in cinemas? Were there any identifiable strategies
behind their scheduling?

The research presented here aims to find answers to the above
questions by using the case of Czechoslovakia’s second-largest city,
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[1] For example, Anonymous, Beda Heller - Film ve filmi E Cvancara, “Filmovy kuryr” 1932, vol. 6,

znameni némych filmii, “Filmovy kuryr” 1930, vol. 4, no. 12(17.3.), p. 2.
no. 35(29.8.), p. 1; Anonymous, Piijcovna némych
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Image 1: Map of cinemas
in Brno before 1945[5]

Brno.[2] Out of 38 cinemas in Brno in 1933, 22 were located in the
inner city - 6 of them first-run venues, and the remaining 16 in the
suburbs.[3] More specifically, I will focus on two suburban cinemas -
Bio Sibit in Z4brdovice and Bio Slévia in Zidenice. The programmes
of these cinemas show that silent films were commonly screened until
the second half of the 1930s, even in the period when both cinemas
were equipped with sound projectors. The explanation for the persistent
distribution of silent films lies in the interaction of several socioeco-
nomic factors, such as the speed of diffusion of the new technology[4]
and factors specific to the perspective of cinema in a small nation, the
particular taste of the local audience and problems of the language

[2] To give an overview of Czechoslovakia cities at
that time, in 1935 Prague had a population of 925 ooo
people and 104 cinemas with 56 480 seats were
located there, while Brno had 221 758 inhabitants
and 36 cinemas with 15 543 seats. Similar statistics
for other cities are as follows: Plzenl 114 704 inhabit-
ants, 10 cinemas with 7 938 seats, Moravska Ostrava
113 709, 11 cinemas with 6071 seats and Bratislavaw-
ith 93 189, 13 cinemas and 7 341 seats. Other cities
were significantly smaller. J. Havelka, Cs. Filmové
hospoddfstvi 1935, Prague 1936, p. 35.

[3] There were even 8 of them in 1930, but the
number of first-run cinemas decreased after estab-

lishing the contingency system in 1932. Anonymous,
Brnénskd kina v Cislech, “Filmovy kuryr” 1933, vol. 7,
no. 5(3.2.), p. 3.

[4] According to Douglas Gomera, the diffusion
rate relates to the 1) potential profits, 2) necessary
investments and 3) marketing strategies. R.C. Allen,
D. Gomery, Film History. Theory and practice, New
York 1985, pp. 113-115.

[5] Circle no. 1 indicates the inner centre of Brno,
no. 2 Zidenice district with a dot for Bio Slévia and
no. 3 Husovice with a dot for Bio Sibif. For more see
Cinematic Brno database, <https://cinematicbrno.
phil.muni.cz>, accessed: 30.03.2022.
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barrier.[6] The end of silent films in cinemas also has another explana-
tion — censor’s approval was valid for 5 years, which means that most
films would need its renewal in the second half of the decade.

When examining the available programmes, we find two different
strategies used for scheduling. The first is deeply rooted in the contem-
porary distribution system, in which films usually moved from luxuri-
ous cinemas in city centres to less prestigious venues in the suburbs or
countryside. — 1) there was a stable system for film circulation, which
resulted in scheduling films on peripheries about 1-2 years from their
premieres in the centre, or 2) choosing individual films according to
their specific qualities (e.g., story, genre, cast, etc.). When considering
the programming, it is necessary to take into account the context in
which individual cinemas operated - their social environment with
a distinct group of cinemagoers or a specific attitude to the program-
ming.[7]

The analysis of film programmes could be carried out thanks to
the existence of the database of cinema programmes in Brno, compiled
as part of the long-time Cinematic Brno project.[8] The available data
allowed us to ask questions about the programming - types of films,
length of individual runs, the way in which films were advertised, and
contextualising the areas where individual cinemas operated. Bio Slavia
and Bio Sibit were chosen as examples, because there were sufficient
available programmes, and they were both located in districts with
similar social structures. The scope of research was limited by the lack
of data for some cinemas, so it was not possible to carry out a detailed
comparison with other cinemas on the city peripheries or in the city
centre, where sound films prevailed.[9]

The process of transition to sound cinema shared similar charac-  Diffusion of
teristics across Europe. Basically, the production of silent films usually ~ sound films in
stopped abruptly, and the spread in cinemas lasted for many years. Such ~ Czechoslovakia and
asymmetry even led to the decreasing supply of silent films; this was  ongoing presence of
not changed by the renewed distribution of old films.[10] During the  silent films
first years of the 1930s, the proportion of sound cinemas multiplied
globally. Compared to other countries, in 1930 the transition in Czech-
oslovakia was the fourth fastest in Europe, after Great Britain (2500),

[6] According to Hjort, two other characteristics are [8] The database was compiled by the Film Studies

the size of the market and the number of cinemago- Department at Masaryk University in Brno, Czech
ers. M. Hjort, Small Nation, Global Cinema, Minneap-  Republic. For Bio Sibif, there are data available only
olis 2005, p. ix. for one year (25th March 1933 - 3rd March 1934). In

[7] Terézia Porubéanska wrote about cinemagoing in  the case of Bio Slavia, the programme is available for
the workers’ quarters of Brno. T. Porubéanska, Pldtna the whole of the 1930s.

medzi kominmi: vyznam ndvstevy kina v brnenskom [9] It would seem obvious to compare cinemas locat-
robotnickom prostredi v druhej polovici 30. Rokov, [in:]  ed in the same district. Unfortunately, there are only
Filmové Brno, eds. L. Cesalkova, P. Skopal, Prague fragmentary programmes available for those cinemas.
2016, pp. 273-292. [10] C.G. Crisp, The Classic French Cinema, 1930-

1960, Bloomington — London 1991, pp. 101-102.
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Germany (1864) and France (552).[11] Instead of 14 sound cinemas in
1929, suddenly there were 148 operating in the following year. In the next
year, this number rose to 490. This means that nearly 25% of cinemas
could screen sound movies at the beginning of the third sound season.
The fastest increase of this process took place in big cities including
Prague, Olomouc, Ostrava, Bratislava and Brno.[12] The diffusion of
the new technology lasted until the second half of the decade, when
only a minority of silent cinemas remained; from the perspective of
their economic importance, they were insignificant.

Table 1. Development of cinema network in Czechoslovakia (1929-1936)[13]

1929 1930 1931 1932 1933 1934 1935 1936
Total number of cinemas 1513 1817 1966 2024 2002 1955 1833 1847
Sound cinemas 14 148 490 848 1025 1273 1343 1608
Proportion of sound cinemas | 0.9% 81% |24.92% | 41.9% | 51.2% | 65.1% | 73.3% | 87.1%

The speed of sound diffusion differed in individual regions of
Czechoslovakia. The process was slightly slower in Moravia than in
Bohemia, because of the minor concentration of financial capital.[14]
Moravia even had 1) a lower proportion of daily operating cinemas
and 2) a higher number of smaller cinemas. This, in the final outcome,
means a lower potential for financial profit. The cinematic centre of the
whole region was always Brno, although there were a few other local
hubs in other cities, such as Ostrava and Olomouc, among others.[15]

The Czechoslovakian cinema structure in big cities during the
1930s is reminiscent of the run-clearance-zone system.[16] In Czecho-
slovakia, the distribution life cycle started in premier cinemas and after
that, they moved into less prestigious theatres. They could even appear in
projections after the end of their usual distribution life cycle, but without
greater expectancy for the profitability.[17] Most of the luxurious cinemas,
which generated the highest profits, were in big cities. In Prague, these
cinemas were organised in their own union - SdruZeni premiérovych
biografi1,[18] whose main purpose was to organise cooperation between
cinemas, including the price for tickets and the maximum length of

[11] J. Blazejovsky, P. Skopal, P. Szczepanik, Bruénskd
kina v souvislostech distribucnich praktik a podminek
uvddeéni (do roku 1989), [in:] Filmové Brno. Déjiny
lokdlni filmové kultury, eds. L. Cesélkova, P. Skopal,
Prague 2017, p. 24.

[12] There are no precise data on the topic, but, in
the case of Brno, it was evident that even peripheral
cinemas could usually screen sound films by no later
than 1932. Cinematic Brno database, <https://www.
phil. muni.cz/filmovebrno/index.php?id=25&o0=1>,
accessed: 26.10.2021.

[13] J. Havelka, Kronika naseho filmu, Prague 1965,
p. 102.

[14] For the map of Czechoslovakia see the following
link: Czechoslovakia, Wikipedia, <https://en.wikipe-
dia.org/wiki/Czechoslovakia#/media/File:Czechoslo-
vakiao1.png>, accessed: 30.03.2022.

[15] P. Szczepanik, Konzervy se slovy. Pocdtky zvu-
kového filmu a Ceskd medidlni kultura 30. let, Brno
20009, pp. 156-158.

[16] D. Gomery, The Coming of Sound: A History,
New York - London 2005, pp. 130-131.

[17] P. Szczepanik, op.cit., p. 90.

[18] Translated as Union of First-run Cinemas.
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individual runs in cinema schedules.[19] Less prestigious theatres were
usually located outside the city centre and were mostly cheaper venues,
where films were screened with a significant delay after the premiere.
Such a hierarchical structure was also visible in the ticket prices, which
were highest in premier cinemas and lowest on city peripheries and in
the countryside. According to Jiti Havelka, the average price for tickets
in the 1930s for first-run cinemas was more than 8 crowns, while the
average for the whole Czechoslovakia was 4 crowns.[20]

We can consider two basic arguments when thinking about the
decreasing supply of silent films — the cessation of sound film produc-
tion and the 5-year-long validity of censorship approval.[21] When
examining the statistical data,[22] we see that in 1931 sound films made
up the majority of newly distributed films and that the last 5 silent films
were introduced in 1933. Also, there were approximately 1060 silent
films available in that year,[23] which was the same number as sound
titles.[24] There are no available data for subsequent years, but from that
point onwards sound films dominated. We can expect that there was
a breakdown in supply in the next half of the decade, which correlated
with the end of the validity of censorship approval.[25]

Silent films premiered after 1930 had difficulties with organising
a premiere screening in prestigious cinemas, and some of them were not
even able to do that. Cinema programmes show that first-run cinemas
screened silent films only on rare occasions.[26] Some first-run cinemas
did not schedule any silent films after 1930, which is also the same time
when they bought sound projection equipment.[27] Most of the silent
films distributed during the sound era were films produced during the
second half of the 1920s. Only a few movies proved the exception to
this rule; there always had to be the motivation for the distributor for
getting new censorship approval.

69

[19] P. Surova, Sdruzeni premiérovych biografii
(1928-1938), Prague 2013 [diploma thesis], p. 33.

[20] J. Havelka, Kronika naseho..., p. 107; P. Szczepa-
nik, op.cit., p. 87.

[21] 1. Klimes, Kinematografie a stdt v eskych zemich
1895-1945, Prague 2016, p. 138.

[22] Precise data about silent films are not available,
statistical yearbooks edited by Jiti Havelka cover only
sound films. Other sources usually provide con-
tradictory information. Some of them do not even
differentiate between different types of films (fiction
and non-fiction, long and short, etc).

[23] Anonymous, Bursa némych filmi, “Filmovy
kuryr” 1932, vol. 6, no. 12(17.3.), pp. 27-29; Anony-
mous, Bursa némych filmii, “Filmovy kuryr” 1932,
vol. 6, no. 13(25.3.), p. 4.

[24] J. Havelka, Kronika naseho..., p. 78.

[25] Not all movies left the market, since they would
have had to go through the censorship process again.
[26] If there were some screenings, they were only
occasionally organised screenings, for example,
Battleship Potemkin (Bronenosets Potemkin, 1925)
screened in the cinema Scala in Brno on 29th January
1932 and a film called Afghanistan. But even with this
film, there is no guarantee that it was a completely
silent version. In the contemporary press, a sound
version was offered in the end of 1930. Scala - pro-
gramme, Filmové Brno, <https://www.phil.muni.cz/
filmovebrno/index.php?id=145424&o0=1>, accessed:
26.10.2021; Anonymous, Biopodniky FANTA od 25/12
1930, “Studio” 1930, vol. 2, no. 12, p. 288c.

[27] V. Novak, Historie brnénskych kinematografii
1896-1981, (manuscript), pp. 367, 393, 425. Archiv
mésta Brna, fond T68.
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[28] Ibidem, pp. 193, 360.
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Bio Sibif and Bio Slavia share similar characteristics — they were
located in a specific space within the city cinema structure, shared
a similar target audience and rivalled other cinemas in the neighbour-
hood. This section aims to discuss two elementary questions, namely,
the co-existence with other cinemas located in the same district and
target audiences.

Both these cinemas operated in a competitive environment in
which rival cinemas were able to screen sound films. Bio Sibif in Husov-
ice was in the neighbourhood of Bio Jas. According to amateur historian,
Vaclav Novak, they were both equipped with sound projectors almost
at the same time — Bio Jas in February and Bio Sibif in April 1931.[28]
Having two cinemas close to each other did not mean that they could
not collaborate to some degree. As one of the cinemagoers remembers,
exhibitors in the Husovice district coordinated the scheduling of their
cinemas. When one of the projections ended, the audience had enough
time to move to the second cinema.[29] In Zidenice, there were three
cinemas operating: Bio Slavia, Svétozor and Hvézda.[30] Bio Slavia
started screening sound films as one of the earliest cinemas to do so
in the first sound film season, on 11 April 1930 with the MGM studio’s
sound film, George W. Hill's The Flying Feet (1929).[31] Bio Hvézda
bought sound equipment as a reaction to Bio Slavia and organised the
first projection on 25 December of the same year. The third cinema, Bio
Svétozor, bought new equipment somewhen between 1933 and 1934.[32]

While examining the target audience of both cinemas, we need
to consider the social status of the local residents as a reason for their
willingness to pay to view silent films. Local people were mostly from
the lower social classes, especially workers from local factories, who
did not usually go to cinemas in the inner city. It would have been
too complicated for them to travel from their homes to the centre,
buy expensive tickets for the prestigious cinemas and travel by public
transport to reach them across the city.[33] The target audience was
also to some degree distinctive in the level of its education. Some of
the spectators in Brno in the second half of the 1930s had problems
watching the film and simultaneously reading the subtitles. Interviews
with cinemagoers prove that the willingness to read the subtitles was

[32] V. Novak, op.cit., pp. 302, 405; According to

[29] Rudolf (*1920), interview, Filmové Brno, available programmes, the first sound programme
<https://www.phil. muni.cz/filmovebrno/index.php?s-  included G.W. Pabst’s Westfront 1918 (1930), Filmové
rc=1&id=185964&0=1>, accessed: 28.11.2021. Brno, <https://www.phil.muni.cz/filmovebrno/index.
[30] List of cinemas in Brno, Filmové Brno, <https:// php?src=1&id=130516&0=1>, accessed: 6.11.2021.
www.phil.muni.cz/filmovebrno/index.php?id=25&s- [33] The lower social status of residents corresponded
rc=1&0=32479>, accessed: 6.11.2021. with the quality of the cinemas; they are remembered
[31] Flying feet (1929), Filmové Brno, <https:// by their audiences as cheap, with a low standard
www.phil.muni.cz/filmovebrno/index. of provided comfort and hygiene. Marie I (*1921),
php?id=27967&0=32479>, accessed: 6.11.2021. interview, Filmové Brno, <https://www.phil.muni.cz/

filmovebrno/index.php?id=182293&o0=1>, accessed:
28.11.2021.
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relatively low; instead, they chose Czechoslovakian films or movies
that did not contain much dialogue.[34]

In attempting to analyse the scheduling of silent films in Bio
Sibif and Bio Slavia, it is necessary to mention that scheduling silent
films was not inevitable, because both cinemas had the equipment for
sound film projection from early 1931 at the latest. We find two major
existing patterns — 1) cherry-picking specific titles and 2) screening films
with a stable delay between 1 and 2 years from their premieres. This
interval did not change during the analysed period. Between 1932 and
1933, most of the scheduled films had been released between 1930 and
1931. Two years later, most films were again two years old on average,
meaning that most silent films were naturally out of circulation; this
rule was valid even for sound films. The standardised delay has another
significance: it is also the length of the average distribution life cycle.[35]
The cinemas in question could not obtain film copies until they had
circulated around more prestigious venues.

If there could be some similarity to Bio Sibif, it was the same
length of the delay before the film’s premiere and the screening in Bio
Slavia. Until 1936, the cinema mostly screened 1- to 2-year-old films. [36]
This indicates that both cinemas had a similar position in the distri-
bution system. If we closely examine the available fragments of the
programme of Bio Sibif, there is a visible change during the autumn of
1933. Out of 62 movies screened between March and August 1933 in Bio
Sibif, only one-third consisted of sound films, one-half were silent, and
the rest unidentifiable.[37] Silent films almost disappeared in autumn
1933. From the beginning of September until March the following year,
there were only three silent programmes.[38] In Bio Slavia, the transfor-
mation progressed slowly for several years until 1936; there were only
a few silent films after that date. At this time, the programme became
more prestigious, as the cinema started to shorten the delay mentioned
above. We can illustrate the low prestige of silent films by the fact that
1) most of them were screened on weekdays, from Tuesday to Friday,
the least profitable time and 2) all films were quite old - the newest was
more than 3 years old, the oldest was 10 years old.[39] The constantly
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[34] It was not uncommon for some audience [37] Of the rest of the movies, there were 2 part-talk-
members having to read the subtitles for others. ies of Czechoslovakian origin and 10 unidentifiable

T. Porubcanska, op.cit., pp. 273-292. films. Since sound films are well documented by the
[35] P. Szczepanik, op.cit., p. 88. statistical yearbook edited by Jiti Havelka, these 10
[36] The change could also have been motivated by titles were silent with a high degree of probability.

the rise of the technical quality of contemporary [38] Bio Sibif, Filmové Brno, <https://www.phil.muni.
film production. According to available programmes cz/filmovebrno/index.php?id=303&o0=1>, accessed:

in 1936 and later, no films were produced earlier 10.11.2021.

than in 1933/1934. For example, Public Not Admitted [39] Maciste and Chinese Box (Maciste und die
(S vyloucenim vetejnosti, 1933). Public Not Admit- chinesische Truhe, 1923), Filmové Brno, <https://
ted (S vyloucenim verejnosti, 1933), Filmové Brno, www.phil.muni.cz/filmovebrno/index.php?s-
<https://www.phil. muni.cz/filmovebrno/index.php?s-  rc=1&id=20780&0=1>, accessed: 8.11.2021.

rc=1&id=39082&0=1>, accessed: 10.11.2021.
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declining number of available silent films is also visible via the rising
number of double-feature programmes from 1935 onwards.

Even though there was a usual delay after the premiere, this was
not an unbreakable rule. All the earlier scheduled films were popular
titles, which became the biggest hits of their season. In the case of Bio
Sibif, we cannot see any titles belonging to the most successful films
of the season, Bio Slavia was on the contrary sometimes able to obtain
copies of relatively new films which were the biggest hits of the sea-
son. The delay usually varied from case to case for these popular films,
but between 1930 and 1932 it was approximately 6 and half months
on average. In the case of G.W. Pabst’s film Westfront 1918 (1930), the
screening even took place a month and a half before Prague.[40] These
films were diverse in terms of country of origin, stars or genre. But
most of them refer to an acting star; across the years, for example, we
see films featuring the popular comedian Vlasta Burian (e.g. Imperial
and Royal Field Marshal [C. a k. polni marsdlek, 1930] Him and His
Sister [On a jeho sestra, 1931], and Anton Spelec, Sharp-shooter [Anton
Spelec, ostrostfelec, 1932]). The most plausible explanation is the wealth
of the cinema owner and his contacts with other agents involved in the
contemporary cinematic business in Czechoslovakia.[41]

There was also a difference in the length of the run in the pro-
gramme compared to premier cinemas. Prestigious cinemas in the
centre changed their programmes weekly. Programme changes were
much faster on the peripheries — one title was usually scheduled only for
one or two days, four being the maximum. Such a process was related
to the lower price for the exhibition rights of older titles.

By analysing the countries of the films’ origins, we cannot see
whether any of the national cinemas significantly dominated the sched-
ule. According to the overall statistics in the late 1920s and early 1930s,
newly distributed Czechoslovakian films accounted for between 10-15%
of all premieres every season. In the programmes of the cinemas an-
alysed here, the proportion is slightly higher, because the number of
available titles was significantly higher than the annual production
output.

One of the commonly used practices was scheduling the mov-
ies as double features. For the price of one ticket, a cinemagoer could
see two feature films - 1) two silent films or 2) one silent and one
sound film. Such a strategy is reminiscent of presenting B movies in
the USA: this scheduling method was used mainly for less attractive
titles attached to one more desirable film. In Czechoslovakia, exhibi-
tors used this method in the same way for the interwar period; during

[40] Here I use data obtained by Petr Szczepanik, [41] We can speculate whether their scheduling could
who compiled lists of the TOP 10 film titles according  be influenced by the fact that the new trade season

to the length of their first run in Prague’s first-run started in September. In addition, new films appeared
cinemas. P. Szczepanik, op.cit., pp. 315-322; J. Havel- on the market, and old films were available.

ka, Cs. Filmové hospoddrstvi 19201934, Prague 1935,

pp. 35-86.
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the 1920s, one fiction film was usually combined with a documentary.
Such a combination was not so common in the 1930s among all the
analysed programmes. These included only fiction films, but in general
the double-feature method was not something distinctive for silent
films, but instead put into circulation older movies that had ended their
standard distribution life cycle. At the beginning of the decade, silent
films usually featured alone on the programme. However, during the
following years, their number increased. There is no generally valid key
for combining films. The more important factor is that the scheduling
of double-features was used to attract the public when the supply of
silent films was continuously decreasing.

Besides silent films, both cinemas incorporated part-talkies and
films made partly without sound in their programmes. In most cases,
these were low-budget projects by smaller producers. However, in the
early sound era, even major producers incorporated silent passages
in their films. The best illustrations are some of the Czechoslovakian
films produced between 1930 and 1933 by the director Oldfich Kminek.
Most of his films were scheduled repeatedly, including the adaptation
of a girl's novel, The Summer Camp of Young Dreams (Osada mladych
snil, 1931), and one of the Czechoslovakian part-talkies, For His Native
Soil (Za rodnou hroudu, 1930). Some of these films released in 1932 and
1933 did not reach the premier cinemas in the city centre until later, e.g.,
The Gingerbread House (Pernikovd chaloupka, 1933) was shown in Brno
for the first time in 1935.[42]

When scheduled films were older than two years, there was a vis-
ible tendency to schedule films with a high production value and stars.
In the case of foreign titles, there are two examples of silent blockbusters
distributed during the 1930s — Fred Niblo’s Ben Hur (Ben-Hur: A Tale of
the Christ, 1925) set in Ancient Rome, and the WWI movie by William
A. Wellman - Wings (1927). The former film, Ben Hur, was one of the
titles circulated with a synchronised soundtrack, a not uncommon
practice during the early sound era. Ben Hur was screened in Brno for
the first time in February 1927, simultaneously in two cinemas in the
city centre uninterruptedly for three weeks. After several other screen-
ings during the 1920s, it was introduced as a renewed premiere in 1932
in the sound version in the Scala cinema, one of the most prestigious
cinemas in Brno. After some other screenings in the centre, it moved
to the suburbs, where it was screened mainly in Bio Slavia three times
within one year.[43] Another example of silent films synchronised with
music at these times was the Czechoslovakian film Eroticon (Erotikon,

1929) by Gustav Machaty.

[42] The Gingerbread House (Pernikovd chaloupka, [43] Its run there ended after 10 days, a longer time
1933), Filmové Brno, <https://www.phil.muni.cz/ than many of the newest films. The last time it was
filmovebrno/index.php?src=1&id=20780&0=1>, screened in Brno was in January 1938. Ben Hur
accessed: 8.11.2021. (Ben-Hur: A Tale of the Christ, 1925), Filmové Brno,

<https://www.phil. muni.cz/filmovebrno/index.
php?id=28107&0=1>, accessed: 13.11.2021.
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The case of Wings highlights the importance of stars in foreign
films. We can deduce its popularity not only from the circulation of
the film across Brno (it having been repeatedly scheduled in Bio Slavia)
but also from the published adverts. Even mentioning the film’s name
could serve as an attraction in published programmes, e.g., the advert
for Clarence G. Badger’s Red Hair (1928) announced Clara Bow as the

“gir]l from Wings”. William A. Wellman’s Young Eagles (1930) used the
name of Charley Rogers similarly.[44] In a similar way to Wings, we
can identify a few other titles with this promotional strategy. In Bio
Sibif, films were repeatedly screened, starring actors such as Harry Piel,
Bartolomeo Pagano, Lon Chaney and Charlie Chaplin. The names of
these stars were repeated in both cinemas. Bio Slavia screened films
featuring many other stars, such as Douglas Fairbanks, Buster Keaton
and others.

There was an expected similarity in scheduling films with stars
compared to imported movies. This is shown by the example of two
Czechoslovakian female film stars - Suzanne Marwille and Anny On-
drakova.[45] Marwille became famous thanks to her roles in the first
half of the 1920s. The press in the 1930s promoted Marwille in the
same way as was visible in the case of Wings. The interconnectedness
is evident in the films on which she collaborated with director Vaclav
Binovec. One of her movies, The Girl from the Podskali (Dévce z Podskali,
1922), was referred to as a movie with the actress from Irc¢a in Her Little
Nest (Ir¢in romdnek, 1921).[46] The other example, Anny Ondrakova,
started her career at approximately the same time as Marwille and
became an internationally renowned star within a few years, main-
ly due to films produced in Austria and Germany in the 1920s.[47]
During the early 1930s, her career in Germany was at its peak, while
in Czechoslovakia audiences could see several of her German sound
titles, and also one Czechoslovakian film, Karel Lamad&’s Him and his
Sister (On a jeho sestra, 1931). Her importance can clearly be seen in
examples of films from the beginning of her career. Even though she
played only supporting roles, these films were scheduled thanks to her
participation. In 1933, Bio Slédvia scheduled a silent film directed by
Josef Rovensky, The Mystery of the Old Book (Setrelé pismo, 1920). The
film had not been screened in Brno before and, since its premiere in

[44] Young Eagles (1930), Filmové Brno, 1933 in several cinemas in Brno, including Bio Slavia
<https://www.phil. muni.cz/filmovebrno/index. in Zidenice. Poor Girl (Chudd holka, 1929), Filmové
php?id=27155&0=1>, accessed: 13.11.2021. Brno, <https://www.phil.muni.cz/filmovebrno/index.
[45] Both of these were different from other actors php?id=36653&0=1>, accessed: 14.11.2021.

since they did not have a career in the theatre, but [47] There are several diploma theses which analysed
their stardom was based only on film acting. these actresses, e.g., M. Nedveédova, Anny Ondrdk-
[46] For some reason, the advert points to one of her ovd: evropskd kariéra zacind ve Vidni, Brno 2014
oldest films, not to the titles produced at the end of [Bachelor’s thesis]; or V. Chytilova, Diskurz o ceskych
the 1920s, which could still have been in the living filmovych hvézddch v Ceském filmovém tisku 20. let,
memory of the audience. For example, Poor Girl Brno 2007 [Bachelor’s thesis].

(Chuda holka, 1929) was screened between 1930 and



REMAINING SILENT: THE ONGOING PRESENCE OF SILENT FILMS 75

Prague, had almost been forgotten.[48] But this was an exceptional case,
for most of the chosen films were quite successful when distributed
in the 1920s — Saxophon-Susi (Saxofon Suzi, 1928)[49] and Anny, pozor,
policajt! (The First Kiss [Der erste Kufs, 1928]), again both directed by
Lamac. All of these were shown in both cinemas analysed here.[50] In
this way, we can mention some other names - the famous film star of
the 1920s, Vladimir Ch. Vladimirov, the internationally known actor
and director Karel Lamac and the actor Theodor Pisték, whose career
had its roots in the famous family theatre. Nevertheless, if their per-
sonalities served as an attraction, they must have achieved a certain
degree of stardom.

The reason for scheduling many silent films could also lie in
their subject matter; most of the best-received films usually exploited
the popularity of a well-known literary work. Since both categories
are interconnected, it is generally impossible to say that only one is
the main reason. When considering literary adaptations, one of the
most prominent fictional films was The Good Soldier Svejk (Dobry
vojdk Svejk) series, based on the book by Jaroslav Hasek.[5!] Four
silent films with this character were produced between 1926 and 1927,
three of which were re-edited in 1930, with the sound remake being
produced in the following year. Thanks to their popularity, all these
silent movies circulated in cinemas until the half the 1930s; Bio Sldvia
scheduled all of them in 1934. The popular topic did not have to be
connected to contemporary literature, with some films exploiting
national traditions. At least two films in this category may be men-
tioned here - Grandmother (Babicka, 1921)[52] by female director Thea
Cervenkova, based on the book by Bozena Némcov4, a famous female
Czech author from the mid-1g9th century, and The Man Who Built the
Cathedral (Stavitel chrdmu, 1919), directed by Karel Degl and Antonin
Novotny, which adapted the folklore legend about the construction
of St. Vitus Cathedral at Prague Castle, with famous theatre actors
in the cast.[53] This relationship to national traditions and cultural
heritage also influenced the specifics of film distribution. Since both
films movies were considered as suitable for children’s education, both

[48] The screening of this title is quite surprising, php?id=28943&o0=1>, accessed: 14.11.2021.

since it went through a complicated production [51] One part of its success was also connected to the
process without sufficient financial resources. The fact that it was successfully introduced as a theatre
final version was completed in a hurry, which caused ~ play with the same actor in the leading role — Karel
significant inconsistencies to be left in the plot. Noll. K. Stastna, Svejk literdrni a filmovy, Olomouc
The Mystery of the Old Book (Settelé pismo, 1920), 2016 [Bachelor’s thesis], p. 17.

Filmovy ptehled, <https://www.filmovyprehled.cz/cs/  [52] Grandmother (Babicka, 1921), Filmovy piehled,
film/395235/setrele-pismo>, accessed: 14.11.2021. <https://www.filmovyprehled.cz/en/film/395236/
[49] Saxophon-Susi (Saxofon Suzi, 1928), Filmové grandmother>, accessed: 17.11.2021.

Brno, <https://www.phil.muni.cz/filmovebrno/index. [53] The Man Who Built the Cathedral (Stavitel
php?id=29400&o0=1 >, accessed: 14.11.2021. chramu, 1919), Filmovy prehled, <https://www.fil-
[50] Anny, pozor, policajt! (1928), Filmové Brno, movyprehled.cz/en/film/395204/the-man-who-built-

<https://www.phil.muni.cz/filmovebrno/index. the-cathedral>, accessed: 15.11.2021.
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were scheduled in the afternoon, and the advert announced “affordable
ticket prices”[54]

When thinking of other reasons for scheduling silent films, we
find ourselves on speculative ground. At least we may speculate that
films were similar to each other due to their topics, the most visible
case being EW. Murnau’s Nosferatu (1922) and Tod Browning’s Dracula
(1931). Both films were adaptations of the same story written by Bram
Stoker. They appeared in Brno cinemas in the first half of the 1930s,
Dracula as a cinematic novelty in Apollo cinema in the city centre
in November 1931, where it stayed for two weeks. Thereafter, it was
shown twice in Bio Slavia, the first time being at the end of June 1933.
The second showing was on 21 December 1934. Nosferatu was screened
in Bio Slavia twice in 1933 — before Dracula on 9 May 1933 and after
Dracula on 8 August 1933.[55] A similar case concerns the two films
starring Douglas Fairbanks — Fred Niblos The Mark of Zorro (1920)
and its sequel directed by Donald Crisp — Don Q, Son of Zorro (1925),
which were systematically scheduled together in Bio Slavia.[56] Both
movies were screened three times within 13 months from June 1933, with
a stable delay between both titles ranging from one to two weeks.[57] It
is more than probable that many more films were scheduled together,
since this could include films that were not sequels, but were connected
only through the cast.

The transition to sound films in the 1930s in Czechoslovakia, like
every other similar technological change, required some time to over-
come the phase of diffusion. In this specific case, the change occurred
within the conditions of small national cinemas with established fiction
film production. The slowness of change correlated with the persistent
demand, but this was not the only reason for scheduling silent films.
Even some cinemas in the city centre occasionally screened some silent
films, due primarily to the unique characteristics of specific films.

In districts where both analysed cinemas were located, there
were scheduling dynamics different than in the city centre. Firstly, cin-
emagoers who attended these cinemas usually had a lower degree of
education and limited financial resources to spend on entertainment.
Such an audience often preferred watching silent films, since they were
easier to understand than films in a foreign language. Secondly, the
difference was also in scheduling, which combined several factors.

[54] The Man Who Built the Cathedral (Stavitel [56] Such a combination raises the question of wheth-
chramu, 1919), Filmové Brno, <https://www.phil. er the two films could have been sold as part of the
muni.cz/filmovebrno/index.php?id=29990&o0=1>, same package. Unfortunately, due to the lack of sourc-

accessed: 30.03.2022.

es, such a hypothesis cannot be confirmed.

[55] Nosferatu (1922), Filmové Brno, <https://www. [57] Bio Slavia, Filmové Brno, <https://www.phil.
phil.muni.cz/filmovebrno/index.php?id=15953&o0=1>, = muni.cz/filmovebrno/index.php?id=314&0=32479>,

accessed: 15.11.2021.

accessed: 15.11.2021.
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Compared to the premier cinemas, the usual run of a film in a subur-
ban cinema was much shorter. Instead of a standard week, it ranged
between one and three days. Faster changes in the programme also
necessitated the purchase of cheaper films, which would have been the
reason for choosing silent films. Scheduling older films also allowed
cinema-owners to choose from a wider supply of films than if they
selected new titles. Within the structure of cinema programmes, this
resulted in a higher proportion of Czech films.

The context of a small national cinema draws attention to general
patterns of film scheduling. It would be expected that most silent films
shown in cinemas consisted of the latest possible titles, but such a claim
would be inaccurate. Cinema programmes included the latest silent
movies or part-talkies. However, the novelty was less critical than other
specific characteristics of individual films, e.g., the cast and the type
of story. Even among these films, there emerges a difference between
local and foreign productions. In the 1930s, cinemas often screened
the most ambitious foreign films of the previous decade, but rarely any
less prestigious productions. In Czechoslovakian production, we see
that cinema-owners scheduled films of all types and genres, without
special attention to the specifics of individual films. According to the
available data, the presence of famous actors or locally specific stories
were usually more important. Although the language barrier was not
so significant in the case of silent films, the preference for local films
featuring local actors or topics was clearly visible.

The situation of Brno cinemas can be applied to the general sit-
uation in other Czechoslovakian cities. Although not much known is
about their cinema programmes, there were similarities in exhibition
site structure and the structure of population types in individual dis-
tricts. First-run cinemas were usually located in the wealthy city centres,
whereas some of the city suburbs were connected to industry and in-
habited by low-income social classes. Such audiences probably shared
similar habits to the audiences of Bio Sibit and Bio Slavia quarters.
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new releases and films in circulation. The data on the number of released titles show that in almost
the entire period under study, the total number of foreign films from other ‘people’s republics’ was
lower in any given calendar year than the number of films from capitalist states. However, the fact
that more films from communist countries were imported to Poland did not mean that the former
had larger audiences and generated greater revenues.

KEYWORDS: Polish culture after 1945, film import, film distribution in the Soviet bloc, cinema
programming

The topic of this article is part of the broader research field of
film distribution policy in the People’s Republic of Poland.[1] Although
it also includes issues such as censorship and repertoire programming,
as well as promotion in the cinemas themselves, the former will only
be hinted at here, while the latter will be omitted, as it deserves to be
addressed elsewhere. It is also not difficult to imagine an article on
a similar topic, even based on the same sources, which would tackle oth-
er dimensions of film distribution such as economics (some figures in
this study relate to nationwide attendance figures) or foreign policy.[2]

The latter perspective is worth emphasizing insofar as an im-
portant base for this text is provided by the archival resources of the
state-run institution Film Polski Export i Import Filméw (hereafter:
FP), established in January 1964.[3] Thus, matters of foreign exchange

Images

vol. XXXII/no. 41
Poznan 2022
ISSN 1731-450X

[1] E. Gebicka, Sieé kin i rozpowszechnianie filméw, na polityka kinematograficzna PRL w latach 70. XX
[in:] Encyklopedia kultury polskiej XX wieku. Film, wieku, Bydgoszcz 2021.
kinematografia, ed. E. Zajicek, Warszawa 1994; [3] In 1985, the institution was transformed

Z. Chrzanowski, Rozpowszechnianie filmow, [in:] Kin-  into a company Film Polski Eksport i Import
ematografia polska w XXV-leciu PRL, Warszawa 1969. Filméw,which existed until 1993. Later, the company

[2] In a valuable work published recently, it is turned into an entity called Film Polski — Instytucja
discussed in relation to selected issues of export and Filmowa, which in 2000 was transformed into Film
cultural diplomacy. See J. Szczutkowska, Zagranicz- Polski — Agencja Promocji, an institution dissolved

Images 32(41), 2022: 79-98. © The Author(s), Adam Mickiewicz University Press, 2022.
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in the field of films were excluded from the monopoly of the Film
Rental Office (CWEF), which was part of the Supreme Board of Cin-
ema Affairs (NZK), supervised by the Ministry of Culture and the
Arts. While the year of the FP’s establishment opens the timeframe for
the investigations undertaken in this study, their end point is related
to another transformation of the organization of Polish film culture
pertaining to the practice of film distribution. In September 1974, the
CWF and its twin educational film rental company Filmos were merged
into a single Film Distribution Office, which was a prelude to an even
greater reform: the merger of all institutions dealing with distribution
and exploitation (including cinemas) into a single institution, starting
from January 1976. Therefore, the year 1975 is a kind of “transition” year,
also important because of the changes in the film import structure,
which will be mentioned in this article.

In this article, the broadcast of foreign films by Polish Television
will only be mentioned in the context of the activity of the FP. Although
this company also supplied foreign films (as well as series) to television,
the latter was also able to purchase titles directly from other television
producers. Another issue worth discussing in the future is the compe-
tition between cinema chains and television, as it sometimes happened
(in the 1960s) that the latter released foreign films before they were
released in cinemas.

The way to the screen To understand the rest of the argument, it is important to grasp
the difference between purchased films, new releases and films in cir-
culation. Before the first of these categories can be discussed, howev-
er, another must be introduced: the “pre-selection” stage, which was
complex in itself and related mainly to the activities of the CWF and
its subordinate Film Repertoire Council (FRR) - an advisory body
appointed to recommend foreign films for purchase.[4] The list of
films recommended by FRR was forwarded by the CWF to the FP,
which handled the conclusion of commercial agreements. The vast
majority of the titles purchased were then released in cinemas after
being approved by officials of the Main Office for Control of Press,
Publication and Performances (GUKPPiW). The nationwide repertoire
(films distributed through the year) was built by new releases (foreign
and domestic), as well as foreign films that had premiered earlier. For
films from Western countries, the license period was usually five years,
although sometimes films whose distribution rights in Poland had
expired were re-released [Table 1].

by the Act on Cinematography of 2005. Throughout clude that Telewizja Polska had its own commission
its existence, Film Polski performed tasks related to responsible for qualifying films. So far, it has not

the promotion of Polish film abroad (until 1985, it also  been possible to establish when it was set up, but in
had a monopoly on the import of cinema films). relation to the period I am interested in, it should be
[4] Further research on the mechanism for selecting said that the members of the Film Repertoire Council
films for the television schedule needs to be under- were also people connected with television (Witalis

taken; the preliminary findings allow one to con- Jankowski and Jacek Fuksiewicz).
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Table 1. Number of foreign feature films released in Polish cinemas, 1964-1975

EAR 1964 1965 | 1966 | 1967 | 1968 | 1969 | 1970 | 1971 | 1972 | 1973 | 1974 | 1975 | TOTAL RELEASED
INo of foreign feature films released inPL| 166 173 170 172 166 164 162 165 161 159 177 171 2006
USSR 30 34 26 30 26 32 28 24 26 26 29 35 346
Czechoslovakia 14 19 17 16 12 9 12 9 13 14 14 12 161
Hungary 5 10 10 9 11 9 12 12 10 11 8 11 118
Yugoslavia 9 8 7 10 12 8 9 8 7 8 7 7 100
East Germany 8 5 5 8 5 10 3 9 7 6 5 12 83
Romania 4 3 5 2 7 4 4 8 5 6 10 7 65
Bulgaria 3 2 5 4 6 4 3 4 6 3 6 6 52
Cuba 1 1 0 2 0 0 2 3 1 1 0 1 12
North Korea 0 0 0 0 0 0 0 0 0 2 3 0 5
Vietnam 0 2 0 0 0 1 0 0 0 0 0 4
France 28 19 22 26 25 26 26 19 24 22 22 20 279
USA 18 28 30 29 22 13 18 21 20 21 18 25 263
Italy 16 19 14 8 17 10 15 18 16 14 19 12 178
Great Britain 15 10 7 12 9 21 10 15 10 12 12 8 141
Japan 3 3 7 3 3 6 3 7 6 6 4 2 53
\West Germany 3 3 4 4 5 1 2 3 3 2 1 2 33
Sweden 2 2 5 1 1 4 5 2 1 1 4 3 31
Spain 0 2 0 1 2 0 1 1 2 3 1 4 17
Denmark 2 1 1 1 0 2 4 0 1 0 2 0 14
Mexico 2 0 2 1 2 0 1 0 1 0 2 1 12
Brasil 1 1 0 1 1 1 1 1 0 0 0 0 7
Canada 0 1 0 0 0 0 0 0 0 1 1 1 4
Switzerland 0 0 1 1 0 0 0 0 0 0 1 0 3
Other (total 1 or 2 per country) 2 0 2 3 0 3 3 1 2 0 7 2 25
[No of titles from People's Democracies 74 84 75 81 79 77| 73 77 75 77 83 91 946
[No of titles from capitalist countries 92 89 95 91 87 87| 89| 88| 86/ 82 94] 80| 1060

Source: Grzegorz Balski, Konrad Klejsa, <www.ogladanewprl.uni.lodz.pl>, accessed: 10.05.2022. In the case of co-pro-
ductions, the country of the main producing company was the criterion.

Due to the specific situation of Poland (a country subordinat-
ed to the geo-strategic interests of the Soviet Union at the time) the
country of origin was an important criterion for the selection of films
that could be shown on screen. The division into capitalist and socialist
countries was applied by the cinematography of the People’s Poland
from the very beginning of its existence.[5] During this period, this
criterion was used by all institutions mentioned in this article. The
data in their tabular lists and annual reports was divided into groups:
those concerning capitalist countries (in practice, this also included
“third world” countries, as well as those belonging to the “bloc of non-
aligned countries,” with the exception of Yugoslavia), and so-called
“people’s democracy” countries (this Orwellian term was meant to refer
to the dictatorship of the communist party). In the latter pool, separate
treatment was given to films produced by the USSR on one hand, and
by other “people’s democracies” on the other. In the latter case, the
percentage lists sometimes concerned only foreign films, while at other
times, they also included domestic (Polish) productions.

The data on the number of released titles show that in almost
the entire period of my interest, the total number of foreign films from

[5] See K. Klejsa, ,,Swiat, ktéry przezwycigzamy Ludowej w latach 1949-1956 w $wietle badan archiwal-
i pozostawiamy za sobg”. Import, rozpowszechnianie nych, “Kwartalnik Filmowy” 2019, no. 108.
i widownia filmow z krajow kapitalistycznych w Polsce
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People’s Democracies was lower in any given calendar year than the
number of films from the capitalist countries.[6] The exception was 1975,
when more films from the USSR and the GDR were released than in
the previous years, and slightly fewer French, Italian and British films.
This trend of the majority of films from the communist countries and
fewer from the capitalist countries would continue almost until the
end of the People’s Republic of Poland (up to and including 1988), and
is an additional argument in favour of recognising 1975 as the turning
point.[7]

The reports of the FP further presented in part of the material
refer to films purchased, the number of which is not consistent with
the number of premiere films in a given year. From purchase to pre-
miere, a film had to go through a long process: dubbing or subtitling
(translation was done by Film Translation Studio in Warsaw) and prints
processing (some of them were purchased abroad and some were made
in Poland at the Lodz Film Print Production Works [LZWKF], which
will be mentioned in the last part of the article).

Obviously, new releases constituted only a part of the total num-
ber of films in circulation. Very few lists presenting statistical figures for
the latter group have survived in the archives (see Table 2). However,
these do actually determine what the repertoire in Polish cinemas
looked like (although in the provinces, where there were hardly any
premiere cinemas, it was significantly different than in the cities). The
specifics of the particular cinemas were also important. In particular,
the right (or lack thereof) to use the films of the so-called “special pool,”
mainly auteur films, was reserved for art house cinemas (kina studyjne)
and Film Discussion Clubs (which could also borrow copies from the
National Film Archive) [Table 2].

Several conclusions emerge from a comparison of films in the
repertory in 1965 and 1975. First of all, foreign films accounted for
about 8o percent of all annual program items. With regard to individ-
ual countries or geopolitical blocs, the percentage advantage of titles
obviously did not translate into viewership. An oversupply of Soviet
films and those from other Eastern Bloc countries was evident: they
accounted for a significant percentage of films in distribution but at-
tracted a smaller part of the audience than the films from the capitalist
countries. Domestic productions were the exception: in 1975, when they
accounted for just over a quarter of the titles in distribution, they were
seen by more than a third of all viewers.

A report on international cooperation from 1969 states: “the
quantitative plan of film titles envisages the purchase of 8o films each

[6] One can compare this fact with film import statis-  [7] Furthermore, this recognition constitutes an

tics of other Soviet bloc countries, where the volume argument questioning the often-quoted opinion in
of feature films from the West was usually more limit-  journalism about the 1970s Poland allegedly being
ed. For the German Democratic Republic see R. Stott,  more “open to the West.” This view is certainly more
Crossing the Wall, The Western Feature Film Import in  relevant to the first half of the decade.

East Germany, Bern 2012.
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Table 2. Feature films in theatre circulation in 1965 and 1975

1965 1975

Country of production ifi?rlzzlg ltlll;; Audience Feiitrsjlg'::)l:l in Audience
Titles % million % Titles % million %

1 | Poland 240 17.5 38 22.5 504 27.2 52.1 36

2 | USSR 376 27.5 16.3 9.7 449 24.2 13.2 9
3 | Czechoslovakia 98 7.1 5.4 3.2 73 3.9 n/a n/a
4 | Hungary 42 3 2.8 1.7 93 5 n/a n/a
5 | Yugoslavia 39 2.9 3.9 2.3 75 4 n/a n/a
6 | East Germany 37 2.7 2.7 1.6 70 3.8 n/a n/a
7 | Romania 17 1.2 1.3 0.8 58 3.1 n/a n/a
8 | Bulgaria 13 1 1.1 0.7 46 2.5 n/a n/a
9 | China 5 0.4 0.3 0.2 n/a n/a n/a n/a
10 | Other Com-C* n/a [8] n/a n/a 19 1.2 n/a n/a

11 | TOTAL: other ComC (3-10) | 259 18.9 17.5 10.4 434 23.4 12.2 9
12 | TOTAL ComC (1+2+11) 878* 64 71.8 42.6 1387 75 77.5 54
13 | France 125 9.1 23.5 13.9 119 6.4 n/a n/a
14 | USA 108 7.9 36.2 21.5 111 6 n/a n/a
15 | United Kingdom 81 5.9 15.6 9.2 66 3.5 n/a n/a
16 | Italy 74 5.4 11.7 6.9 78 4.2 n/a n/a
17 | West Germany 25 1.8 5.5 33 n/a n/a n/a n/a
18 | Japan 18 1 1 0.6 n/a n/a n/a n/a
19 | Sweden 17 1 0.4 0.2 n/a n/a n/a n/a
20 | Mexico 8 0.5 0.7 0.4 n/a n/a n/a n/a
21 | Spain 7 0.5 0.3 0.2 12 0.6 n/a n/a
22 | Denmark 6 - 0.4 0.2 n/a n/a n/a n/a
23 | Austria 5 - 0.3 0.2 n/a n/a n/a n/a
24 | Argentina 4 - 0.3 0.2 n/a n/a n/a n/a
25 | Other CapC n/a[13]| n/a n/a n/a 79 4.2 n/a n/a
26 | Other (ComC + CapC)* 21 0.8 0.5 [98]* n/a n/a
27 | TOTAL CapC 489* 36 95.9 56.9 465 25 66 46
28 | TOTAL 1366 100 168.5 100 1852 100 143.5 100

* Data for 1965 included position “Other” (with no differentiation whether they were ComC or CapC), which was not men-
tioned for 1975 (when CapC and ComC were treated separately).

Source: AAN, collection: KC PZPR, file XVIII-28s, p. 182. CapC - capitalist countries. ComC - communist countries. n/a -
data unavailable.



Selection

84

KONRAD KLEJSA

year from CapC [capitalist countries] and ComC [communist countries]
(a total of 160 titles), which, together with 20 to 25 Polish-produced
films, allows for the introduction of about 180 films a year”’[8] One could
say that this sentence contains a “golden formula” for building up the
central premiere repertoire in Polish cinemas in the period roughly
between 1960 and 1975. Its stability is somewhat surprising, considering
the fact that both the demographic structure of the Polish audience and
the cinema network changed over these 15 years. In practice, as it has
already been stated, slightly fewer films were imported from communist
countries, and slightly more from capitalist countries (including Third
World countries). However, if Polish feature films are included in the
ComC pool, the balance was still in favour of the Eastern Bloc states.

Decisions on which films to recommend for purchase were made
by the director of the CWE, following the recommendations of the
FRR. Its duties and structure were regulated by order of the president
of the NZK (and at the same time, the deputy secretary of state in the
Ministry of Culture and Art), who also appointed the members of the
Council, although at the request of the director of the CWE. The latter
could also invite people from outside the Council to evaluate specific
films.[9] In 1964, the FRR had 33 members; in May 1968, 52 members;
and in June 1972, 46.[10] In the lists of Council members from 1964-1972
the majority of names are those of film critics, supplemented by a few
academic scholars. The sparse presence of filmmakers is noteworthy;
other archival documents also allow the conclusion to be drawn that
as a rule, they were not involved in matters regarding film distribution.
However, it is worth noting that there was always one military officer
on the Council, delegated by the Ministry of Defence.[11]

The Presidium played a particularly important role in the work
of the FRF. It was dominated by critics (among them Ryszard Koniczek,
who was at the same time head of the Department of Culture in the
Warsaw Provincial Committee of the PZPR, as well as Jerzy Plazewski,
Bolestaw Michatlek, Lech Pijanowski, Witalis Jankowski from Polish
Television and Witold Zalewski, a journalist from the “Kultura” weekly
and literary manager of the TOR film unit). In February 1970, a seventh
member was co-opted, Benedykt Nosal, an instructor at the Cultural
Department of the Central Committee of the Communist Party (and
editor-in-chief of “Ekran”). As Jerzy Plazewski wrote, “the Presidium of

[8] Dziatalnos¢ kinematografii w zakresie eksportu [9] Ordinance No. 2 of the Supreme Board of Cinema
i importu. Archive of Modern Records in Warsaw Affairs of 25 April 1968 (with effect from 1 January).
(Archiwum Akt Nowych, hereafter: AAN), collection: ~ AAN, collection: NZK, file 1.35, pp. 88-89.

Central Committee of the Polish Workers’ United [10] AAN, collection: NZK, file 1.34, p. 68-75 and
Party (Komitet Centralny Polskiej Zjednoczonej AAN, collection: NZK, file 1.35, p. 267.

Partii Robotniczej, hereafter: KC PZPR), LVI-1715, [11] AAA, collection: NZK, file 1.35, p. 237.

p- 2. A handwritten note on the document: “February

1969,” probably indicating the time of the document’s

creation.
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the Council divided the tasks among themselves in such a way that each
of the experts was responsible for a linguistically and geographically
specified part of world production”[12]

The Presidium had a very important task, namely, to accept or
correct evaluations made by other members. According to the FRR
regulations,[13] films were either recommended (for wide or narrow
distribution) or rejected by a majority of votes by the so-called “groups”
at screenings in Warsaw or abroad. In addition, other “employees
of film institutions” and a representative of the GUKPPiW could be
present at the meeting, with the right to participate in the discussion,
but without the right to vote. One member of the Council claimed
that he usually received information about his “appointment” to the
‘group” by telephone about a week in advance.[14] Furthermore, in-
formation about the screening of a particular film on a given day was
sometimes spread by ‘word of mouth, and not only among members
of the Council, which sometimes resulted in the screening room be-
coming rather crowded.

The group that travelled abroad, on the other hand, consisted
of three to five people (chosen both from among the members of the
Council and from outside; according to Ptazewski’s account, this was
usually the translator[15]). This group could also propose a so-called
re-qualification, i.e. bringing a screening copy to Warsaw. “Outgoing’
meetings of the groups usually took place during film festivals, but not
exclusively. The 1965 report reveals that almost from the beginning of
this decade, the ‘people’s democracies’ invited the selection committees
two or three times a year and presented them with all the films produced
in the recent period.[16] The distributors from the capitalist countries,
on the other hand, were less and less willing to send screening copies to
the FRR as time went by. Alicja Cigezkowska, director of the FP, revealed
in an interview in 1975: “We basically have three forms of qualification:
on location in Warsaw, at festivals and at special reviews abroad. In our
contacts with the cinematographies of socialist countries, we have been
using only the last form in recent years. It is also being used more and
more widely when qualifying films from other countries. It is certainly
the most effective. Between May and December 1974, 21 English and
American films were qualified: four at the Cannes and Karlovy Vary
festivals, nine in Warsaw and eight at a special screening organized for
us last September in London. The average period from qualification to
submission of the source material to the CRF was six months for these
films, with three to four months for the «London» films and about

«

>

[12] J. Ptazewski, Film zagraniczny w Polsce, [in:] [15] J. Ptazewski, Przywrdcic polskim kinom najlepszy
Film. Kinematografia, ed. E. Zaji¢ek, Warszawa 1994, repertuar w Europie, ,,Ethos. Kwartalnik Instytutu

p- 340. Jana Pawta II KUL’ 2010, no. 1(89), p. 219.

[13] Regulamin FRR przy CWEF z 25 kwietnia 1968, [16] Analiza dziatalnosci Centrali Wynajmu Filméw
AAN, collection: NZK, file 1.35, pp. 90-93. w zakresie rozpowszechniania filmow, 1960-1964,

[14] Interview with Rafal Marszalek, conducted by AAN, collection: NZK, file 10/47, p. 5.

Konrad Klejsa, April 7, 2022.
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eight months for the «Warsaw» films”[17] When asked for the reason
why a similar pace could not be maintained for qualifying in Warsaw,
Ciezkowska replied, “Distributors are reluctant to send copies of well-
known or currently successful box office films. And the attractiveness
of buying these titles seems obvious to them, as they do not take into
consideration our system of qualifying for distribution. [...] Above all,
foreign distributors often do not have free copies. The film is running
in cinemas and is successful, so it doesn’t pay to stop exploitation in
the great cinemas of London’s West End or on the Champs Elysees in
Paris. We have to wait until they find a free print.”[18]
The fact that the majority of the FRR were film critics obviously
influenced their decisions. In the already quoted document, it is stated:
“Such an arrangement, appropriate from the point of view of securing
a sound selection of films, cannot fail to have an impact on the profes-
sional specificity of reception. Hence the tendency, sometimes criticized
by viewers and the distribution apparatus, to positively qualify films
dominated by overly formal values or films described as outstanding
artistic works, made by critically acclaimed filmmakers (Antonioni,
Bergman, Jean-Luc Godard) and representing specifically individual
artistic directions of filmmaking”[19] Not a single document was found
in which the evaluation criteria would be formulated expressis verbis.
Interestingly, what is written explicitly in the internal documents of the
CWF is a somewhat more lenient evaluation criteria for films from the
“people’s democracies” and the not-always-desirable implications of
this. The already-cited analysis reveals: “The Film Repertoire Council
generally applies strict eligibility criteria, especially of an artistic na-
ture. It applies them with full consistency in relation to Western films.
When evaluating films coming from our blog, a certain «discount» is
sometimes accepted, especially with regard to such films, in which
deficiencies of artistic craftsmanship and lower attractiveness are com-
pensated by ideological values. Although there have been many changes
for the better in this respect in recent times, one could use as examples
the increase in the artistic level of many Soviet films or the clear rise
to the top of the world of Czechoslovakian films. Unfortunately, this
does not always go hand in hand with the concept of attractiveness for
the average mass audience.”[20]
On average, “600-700 films were subject to qualification annu-
ally, of which about 200 are positively qualified (on average, about 160
films are purchased each year).”[21] The document does not say anything
about the number of films from communist countries. However, it can
be assumed that there were slightly more films from capitalist countries
in the total pool of qualified films, as other material shows that in this

[17] Jak sie dzis filmami handluje. Rozmowa z Alicjg [19] Analiza dziatalnosci Centrali Wynajmu..., p. 6.
Cigzkowskg, dyrektorem przedsigbiorstwa “Film Pol- [20] Ibidem, p. 5.

ski”, “Film” 1975, no. 33, p. 3.
[18] Ibidem, p. 5.

[21] Ibidem.
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group “the number of screening copies presented to the commission
for evaluation varies between 350 and 400 on an annual basis.”[22]
This data confirms the Council’s greater selectivity with regard to films
from capitalist countries. As Pltazewski wrote, “if almost half of Soviet
productions were bought, and only a few percent each of American
and Italian productions, then the default viewer, even assuming that
the levels of these three cinematographies were equal, had a much
better chance of coming across a good American or Italian film than
a Soviet one.”[23]

These figures can be also considered reliable with regard to the
other years within the spectrum of interest of this study. This is proved
by a valuable archival resource from the collection of Filmoteka Naro-
dowa, namely, the collection of information materials of the Film Rep-
ertoire Council. It includes irregularly issued (monthly, bi-monthly or
quarterly) internal bulletins of the FRR. The collection does not contain
a full set of these materials. In relation to the subject of this article, the
issues from the years 1965-1966 and 1971-1972 were analyzed, as most
of the material from this period survived.

Each bulletin is composed according to a similar pattern. The
main part of the bulletin consists of lists of titles: recommended full-
length titles, rejected full-length titles (in both cases with a breakdown
by copy), short films, and similarly, Polish versions of titles of films
already purchased and films recommended to be imported for qualifi-
cation. From the point of view of this article, the most interesting is the
last part of each bulletin: “From the current work of the FRR Bureau.”
It contains short reports on visits to festivals abroad (including the
composition of the delegation and the number of films recommended),
various suggestions made by the Council (concerning, for example, age
categories or Polish films which, as a rule, the FRR did not deal with),
and list of modifications that the Presidium made to the choices of the

“groups.” For example, a bulletin from mid-1964 reads, “The Presidium

watched the US film Breakfast at Tiffany’s. After adding the votes of the

members of the Presidium, the final result is: 6 votes for, 5 votes against.
The film was thus qualified for purchase”[24] In other words, the “group”
rejected the film, the Presidium changed that decision and the film

was recommended, but ultimately not released. Three explanations are

possible: the director of the CWF did not recommend the film to the

FP (Plazewski claims that this never happened[25]), or maybe he did,
but the FP did not manage to buy the film, or perhaps the FP managed

to buy the film, but the censors did not agree to its distribution.

As evidence shows, the pre-selection mechanism was based in
principle on the opinion of the “group,” but at the same time, this

[22] Dziatalnos¢ kinematografii w zakresie..., p. 2. Instytutu Audiowizualnego (hereafter: FINA), file
[23] J. Plazewski, Film zagraniczny w Polsce..., p. 341. A-336, ref. 7, p. 660.
[24] Materialy informacyjne FRR za czerwiec-lipiec— [25] J. Ptazewski, Film zagraniczny w Polsce..., p. 338.

sierpieri 1964 1., Archiwum Filmoteki Narodowej —
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decision could be challenged by the Presidium of the Council. How-
ever, as the FRR was only an advisory body to the CWE, its director
could theoretically order a film to be rejected by the Council.[26] In
practice, it usually happened that the CWF director submitted to the
FP a list of films exceeding the annual import plan.[27] Perhaps (and
this cannot be ruled out, although there is no evidence to support this)
it was anticipated that some films would still be rejected by the censors.
Most probably, however, the qualification “with an upper limit” was
due to more prosaic reasons, namely, the lack of funds to purchase
all the desired films. As Ciezkowska explained, “These films are the
easiest to qualify, but the hardest to buy. Their distributors know that
they have a valuable commodity in their hands and do not easily give
up the exorbitant price.”’[28]

With the establishment of Film Polski, CWF lost its prerogatives
regarding the trade agreements with foreign distributors. These were
taken over by Film Polski. According to its statute, the Ministry of
Culture and Art supervised FP in terms of “programming,” while “in
terms of foreign trade activities, the company was subordinated to the
Ministry of Foreign Trade”[29] The archival resources gathered in the
state archive in Milanéwek leave no doubt that it was primarily a com-
mercial enterprise, which is evidenced by valuable annual analyses of
its activities (with regard to the period in question, a complete set of
documents of this kind has survived). The reports contain concise
substantive discussions of the actions undertaken by the enterprise in
a given year, but above all, they emphasize the economic balance sheet.
The “culture and art” component of the reports is negligible (it is limited
to indicating a few “particularly important” titles, the acquisition of
which FP wanted to highlight).

Film Polski operated in a socialist planned economy, hence in
the FP reports, one can read about “five-year plans,” “annual tasks” and
“planned indicators”[30] (in relation to imports and exported films and
services). The notion of “geographical trading plans” (presumably indi-
cating the balance of trade) also appears in the reports in tables compar-
ing imports and exports from and to individual countries. Comparisons
of the number and percentage of films from CapC’s and ComC’s were
referred to as “geographical layout.” In the FP annual reports, titles are
further broken down by running time, genre and commissioning agent,
and since 1967, also include wide-format film [see Table 3]. The data
shows that the most “disadvantaged” genre was educational short film.

[26] With regard to the first half of the 1960s, the [29] Regulamin organizacyjny PEIIF ,,Film Polski”
analysis already cited reads: “In general, films rejected  z 10 paZdziernika 1966, AAN, zesp. NZK, sygn. 2.74,
by the FRR are not bought. Over the last few years, k. 11.

there have been only a few exceptions” Analiza [30] Wstegpna ocena dziatalnosci “Filmu Polskiego”

dziatalnosci Centrali Wynajmu..., p. 8.

[27] Ibidem.
[28] Jak si¢ dzis..., p. 3.

w roku 1974 i perspektywy na rok 1975, AAN, zesp.
NZK, sygn. 274, k. 65.
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The small number of feature films for television coming from socialist
countries also needs to be explained: While films from capitalist coun-
tries had to be licensed separately for cinema and for television, the
cinema license for a film from a people’s democracy country generally
included permission to show the film on television. [31]

The reporting requirements were reflected in the day-to-day
work of the institution, including its organizational structure. In 1966,
three departments were subordinated to the Deputy Director for Trade
Affairs: the Socialist Countries Department, the Western European
Countries Department (with two separate sections: the Romance Coun-
tries Section and the Germanic Countries Section) and the Overseas
Countries Department.[32] In 1973, the structure was changed, with the
three departments (no longer including the Romance and Germanic
sections) reporting to two deputy directors: Imports, and Exports.[33]
According to a document dated March 1973, the Socialist Countries
Department employed five people, the Western European Countries
Department nine people and the Overseas Countries Department as
many as 10.[34]

FP operated in the key area of international transactions. It had
at its disposal a specific pool of foreign currency allocated by the Eco-
nomic Committee of the Council of Ministers (in the conditions of the
PRP economy, this was a scarce commodity) and specific objectives for
its “multiplication” (through exports and services). Therefore, it is not
surprising (and such a conclusion can be drawn from the very structure
of the reports) that the main area of the enterprise’s activity was exports,
the discussion of which takes up a significant amount of space at the
beginning of each report. On the other hand, its “reverse” (i.e., import)
was certainly treated with less attention (if not neglected altogether)
than both export and the third sphere of activities for which FP was
responsible, namely, the so-called film services (provided in Poland in
favour of foreign producers). This impression is justified by the very
logic of the enterprise: While the funds obtained from exports consti-
tuted income, imports were de facto expenses because on the annual
balance sheets of FP, the imports were not recorded under the item
“expenses.” They were booked, like the exports, “in plus,” or as goods
(films and licenses for their screening) acquired for the benefit of the
ordering parties, (i.e. the Ministry of Culture and Arts, to which CWF
and Filmos were subordinate) and the Radio and Television Commit-
tee. In other words, the “in-plus” accounting of imports resulted from
the fact that the expenses for this purpose were “reimbursed” by the
“ministries,” as the actual “payers” (i.e., the MKIS and the Radio and

[31] The exceptions were “films produced directly by [32] AAN, collection NZK, file 2.74, p. 10.

Telewizja Polska and TV stations of other KS. Then [33] AAN, collection NZK, file 2.74, p. 41.
the Polish Television makes a direct exchange” [34] At the end of 1974, the staffing level in the whole
Dziatalnos¢ kinematografii w zakresie..., p. 2. of Film Polski was 82 posts. See Wstgpna ocena

dziatalnosci “Filmu Polskiego”..., p. 78.
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Television Committee). The division between institutions “reimbursing’
purchases was also reflected in FP reporting [see Table 3].

It is worth remembering that these data refer to films purchased
by FP and are not necessarily the same as the number of films actually
released by CWF in a given year. The negotiations, preparation for the
signing of the contract, and finally, the execution of the purchase were
also time-consuming. A document from 1969 shows that the average
period from the signing of the contract to its execution lasted between
six and nine months.[35] In practice, there were times when the CWF
received many films in a single “tranche,” while at other times, during
the “dry” months, they had to wait for new films. Not surprisingly,
archival documents from time to time contain complaints about the

“rhythmicity of deliveries”[36] (in Poland, the most profitable time for

cinemas is autumn, while it happened that in the fourth quarter the
CWF was not able to deliver a sufficient number of new releases to
premiere cinemas, as it was only towards the end of the year that FP
was finalizing a number of transactions[37]). The second intriguing
notion is the “repertory reserve” for CWE, the “securing” of which
was treated as one of the tasks of FP.[38] It was understood as a group
of films, probably moderately attractive, qualified “for backup,” which
could be “activated” in a situation of repertoire “downtime.” The latter
was complained about several times by the CWE, which after the first
year of the FP’s functioning had already complained about the overly
“bookkeeping” way in which the company operated: “The formal execu-
tion of the import plan by «Film Polski» at the end of the year does not
really settle anything, apart from the ticking off of the import plan itself.
[...] The situation is further aggravated by the fact that, after the split
of the company, the CWF management in practice had no influence on
the order of execution of the film purchase orders submitted to FP, let
alone on the acceleration of the deadline for a transaction concerning
a particular film when repertoire policy considerations call for it. [...]
Moreover, CWF is not oriented in the execution of foreign exchange
plans. Informing occasionally that foreign exchange funds are almost
exhausted cannot be, for the purposes of distribution, some kind of
general absolution for the import and export company.”’[39]

The accusation that the FP was paying inadequate attention to
imports was made by the CWF expressis verbis: “CWF may have legit-
imate concerns that import issues are not sufficiently appreciated by
the Polish Film units concerned and that in terms of export incentives,
they have become a secondary issue”[40] In fact, the plan for the CWF
in its essential part (feature films) was not implemented in 1965 and

[35] Dziatalnos¢ kinematografii w zakresie..., p. 2. [38] Wstepna ocena dziatalnosci “Filmu Polskiego”...,
[36] Wstepna ocena dziatalnosci “Filmu Polskiego™...,  p. 80 (“striving to secure the programming reserve of

P-75.

the CRF by bringing in more show copies for qualify-

[37] Analiza dzialalnosci Centrali Wynajmu..., p. 75. ing reviews”).

[39] Analiza dziatalnosci Centrali Wynajmu..., p. 8.
[40] Ibidem, p. 12.
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Table 3. Structure of film import as reported by Film Polski enterprise in the annual reports, 1965-1969

1965 1965 1966 1966 1967 1967 1968 1968 1969 1969
Feature films for CWF 160 147 160 160 160 147 160 160 160 160
ComC n/a n/a 80 76 80 67 80 80 80 80
CapC n/a n/a 80 84 80 80 80 80 80 80
Feature films 70mm n/a n/a n/a n/a 8 3 8 7 8 1
ComC n/a n/a n/a n/a 3 3 2 4 n/a n/a
CapC n/a n/a n/a n/a 5 n/a 6 3 8 1
Documetraries for CWF | 10 6 12 4 6 2 8 6 5 2
ComC n/a n/a 6 2 3 1 3 4 2 -
CapC n/a n/a 6 2 3 1 5 2 3 2
Feature films for Film 12 8 12 12 12 9 12 9 12 6
Clubs circuit
ComC n/a n/a 3 2 2 1 2 1 2 1
CapC n/a n/a 9 10 10 8 10 8 10 5
Short films for CWF 73 52 75 55 80 33 80 39 80 35
ComC n/a n/a 42 43 40 19 40 31 40 22
CapC n/a n/a 33 12 40 14 40 8 40 13
Short films for FILMOS 150 107 150 127 135 72 135 39 135 47
(schools)

ComC n/a n/a 80 90 70 55 70 20 70 41
CapC n/a n/a 70 37 65 17 65 19 69 6
Feature films for TV 168 284 168 173 252 158 235 202 322 209
ComC n/a n/a 40 18 65 7 30 26 40 27
CapC n/a n/a 128 155 187 151 205 176 282 182
TV series (episodes) 208 122 n/a 186 n/a 318 n/a 237 n/a 227
ComC n/a n/a n/a n/a n/a n/a n/a n/a n/a n/a
CapC n/a n/a 208 186 208 318 182 237 197 227
Short films for TV 110 162 n/a n/a 180 165 140 168 128 148
ComC n/a n/a 85 28 85 84 60 128 60 107
CapC n/a n/a 25 47 95 78 80 42 48 41

Source: ADOP, collection: Film Polski - Agencja Promogji, files: 24-29.
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1967; an improvement took place from 1968 onwards [Table 3]. As far
as capitalist countries were concerned, the situation was particularly
bad with regard to feature-length films for television (in 1967-1970, the
lack of execution of the plan under this heading was compensated by
a greater number of series purchased). This seems to have been caused
by a combination of economic and political decisions. One of the staff
memos reads: “In 1965, a decision was taken to reduce purchases on
the American market in favor of Western European films. Prices on
this market are higher than those for American films and show a steady
upward trend.”[41]

In its annual reports explaining the failure to meet the import
plan, FP often blamed the principals, pointing to the “insufficient quan-
titative qualification of films by the Repertoire Councils of the Film
Rental Office and Filmos”[42] Although in 1964, FP underlined that
“the level of realization of socialist film imports corresponds in principle
to the level of orders,’[43] in the very next year, it also pointed to “the
still-insufficient pool of films produced by other socialist countries”[44]
(in this context, foreign exchange restrictions on imports from Yugo-
slavia were often mentioned[45]).

Of course, importing films is always an “investment” expense, as
itis a necessary stage of providing a service (a film screening), which is
supposed to generate revenue (from ticket sales). However, the distri-
bution revenues were credited to the accounts of completely different
companies: CWF (and Filmos), as well as provincial cinema manage-
ments. The system’s deficiencies caused (as noted by Edward Zaji¢ek)
the distribution of films to produce a negative financial result, both
in the whole period covered by this study and in its individual years
(the difference between sales and own costs amounted to 74.5 million
zlotys in 1964, 155.1 million zlotys five years later and 45.7 million zlotys
in 1974).[46] At the same time, the same study shows that the cinema
companies themselves (in the state network) generated profits until
1969 (the difference in sales and own costs in 1964 was 41.8 million
zlotys and 27 million zlotys five years later), and losses after that year
(154 million in 1974). On the scale of the entire cinematography, the
latter increased dramatically from 1975, when the rental and exhibition
enterprises were combined into a single company (a negative balance
of 320 million zt in 1975).[47]

[41] The recipients of the memo were informed that
the cost of buying an American film at that time was
700-800 dollars, while “the Dino Laurentis company
does not want to sell more cheaply than at 1000 dol-
lars per film” (Notatka stuzbowa w sprawie platnosci
dewizowych za filmy do program telewizyjnego. AAN,
collection: KC PZPR, file LVI-1715, k. 50-51).

[42] Analiza dzialalnosci gospodarczej FP za rok 1965,
Archive of Personal and Pensionary Files in Milan-

6wek (Archiwum Dokumentacji Osobowej i Placowej
w Milandéwku, hereafter: ADOP), collection: Film
Polski — Agencja Promocji, file 24, p. 47.

[43] Ibidem, p. 38.

[44] Analiza dziatalnosci gospodarczej FP..., p. 13.

[45] Ibidem.

[46] E. Zajicek, Polska produkcja filmowa. Problem
rentownosci, Katowice 1983, p. 144 (Table IV/6).

[47] Ibidem (Table IV/7).
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The “golden ratio” of building a national repertoire has already
been mentioned (about 8o premiere films from capitalist countries
every year, and a little less from socialist countries). In a document
from the late 1960s, one can find a clarification of these :parities:” “The
proportions of purchases from the CapCs in relation to the country of
production for the last two years (and this is also the plan for 1969) are
as follows: American films, 15 titles; English films, 15 titles; French and
Italian films, 35 titles; films from other countries, 15 titles.”[48] Again, the

“rule of fifteen” was a rather simplified, general guideline suggesting the

“right” proportions of imports. The treatment of French and Italian films

together is noteworthy, but not surprising, considering that since the

second half of the 1960s the co-productions between these two cinemat-
ographies were extremely numerous. In some cases, it is even difficult
to establish whether a given film is “more French” or “more Italian.”

In the financial part of the annual reports, FP often pointed out
the consequences of the “expiration of the contract for non-dollar pay-
ments from the IMG Fund.”[49] This financial mechanism, according
to other documents,[50] enabled the purchase of American films for
PLN (the difference with respect to the real exchange rate was most
probably covered by this fund). Other arguments raised were two-fold
in nature, related either to internal difficulties (several times FP formu-
lates a request for an increase in the allocation of foreign currency), or
to price increases on foreign markets. Here is an example: “The general
inflation in the markets of the capitalist countries, as well as the large
purchase of new films, with world publicity, caused a 20% increase in
the average annual purchase price of film from the capitalist countries,
whereas in 1973, the average license price was $5550, and last year the
average license purchase cost was already $6735. The general rise in
prices in the markets of the capitalist countries has also caused the
cost of laboratory processing of film stock to rise. In 1973, the cost of
purchasing a set of film materials was between $6000 and $8000, while
last year the purchase of film materials for one film oscillated between
$6500 and $14000. In this situation, the only means of lowering pur-
chase prices was to negotiate with foreign suppliers for the rental of
source material for purchased films. In 1974, the number of feature films
purchased on these terms amounted to 34 titles and contributed to the
achievement of considerable free foreign exchange savings amounting
to ca. PLN 850.000. Such a rational policy of purchases, which is very
profitable in foreign exchange terms, often creates many difficulties in
our operational work, as it delays the delivery of films for the CRF, both
due to lengthy negotiations and long waiting times for the delivery of
film materials”[51]

[48] Dziatalnos¢ kinematografii..., k. 3. 1957, which made it possible to increase the import of
[49] Analiza dziatalnosci gospodarczej FP..., p. 13. American films in the late 1950s.
[50] Dziatalnos¢ kinematografii..., pp. 3 and 7. The [51] Wstepna ocena dziatalnosci “Filmu Polskiego™...,

document shows that the IMG fund was used from p. 76.
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The dilemma of whether to order copies abroad or to have them
produced domestically (at the LZWKF) runs through many archival
documents. In 1965, the CWF stated: “it is also not always possible to
forgo the purchase of already produced copies even if their quality is
not satisfactory. Often, such abandonment leads to the necessity of
considerable delays in bringing a given title to the screens”’[52] FP, on
the other hand, complained less frequently about copies in terms of
deadlines (in this aspect, the dissatisfaction concerned services related
to making copies for export), and more often about prices (as in the
report cited at the end of the previous paragraph). It was even suggested
to consider building a common film print factory for all of the Soviet
bloc countries.[53]

A similar idea concerned plans for “mutual lending of film ma-
terials (films produced in the West) with socialist countries.”[54] While
researching film imports from that period, I have heard numerous
rumors about making illegal copies of foreign films in the laboratories
of Soviet bloc countries. The story of “the pirates internationale” (or
rather, buccaneers, since the alleged procedure was carried out by state
institutions), however fascinating, is difficult to verify today. Neverthe-
less, this quote certainly makes it seem plausible.

The importer’s perspective was different from that of “ordinary
viewers.” Such opinions can be formulated on the basis of a feature
article published in the weekly “Film” in 1973. The author, hiding under
the pseudonym “Puzzled,” complains: “That the colored copies of the
film The Boy Friend screened in our cinemas resemble laundry that has
become stained, I am not surprised. I'm already used to the fact that
the colors in «Made in LZWKEF» resemble washed cloth. We can’t do
them, and according to knowledgeable people, we can't do better on
the Orwo-Color tape supplied to us for this purpose. What surprises
me is: 1) In bringing the film The Boy Friend to our screens, we did
not buy finished copies abroad, as is done in many cases. Wouldn’t
it be better to have at least half as many copies - decent, Eastman
color copies - instead of 23 copies, effectively eliminating all of the
film’s elaborate, pampered color effects? 2) Simply defective copies are
allowed to be used. At a screening at the Atlantic cinema in Warsaw,
blurred ghosts were wandering around the screen. The sharpness was
«off» for most of the film, if not in the foreground, then in the back-
ground. When I intervened with the staff, I found out that they had
been struggling with this film print since the beginning, and nothing
could be done..”[55]

There must have been more comments similar to the one quoted
above—both concerning the “shortage” of prints and the postulate to

[52] Analiza dzialalnosci Centrali Wynajmu..., p. 8. [54] Wstepna ocena dziatalnosci “Filmu Polskiego”...,
[53] Analizy dziatalnosci gospodarczej FP za p. 81
1968/69 rok, ADOP, collection: Film Polski - Agencja [55] Zdziwiony (pseud.), £yka i tyka, “Film” 1973,

Promocdji, file 27, p. 4.

no. 36, p. 2.
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buy them abroad - since a few months later, Henryk Olszewski, the new
director of the Film Distribution Office, spoke out on both matters. He
said: “The production of screen prints is indeed a bottleneck in which
many valuable films are imprisoned. Further increasing the capacity
of the £.6dz film prints factory is of vital importance to us. However,
for films with smaller print runs, we try to buy original copies abroad.
As a rule, we buy original prints for arthouse cinemas and DKFs. This
speeds up the premieres a lot. But we can’t buy all the prints”’[56] This
statement implies that copies for films from the “special pool” were
produced abroad (“as a rule”); this information is confirmed by the
lists published in the “Film Press Service” At the same time, however,
Olszewski declared with a certain degree of irony: “We make many very
valuable films available to the clubs before the premiere, such as Rome,
Death in Venice, Cries and Whispers, only we increasingly wonder how
much longer we will be lending them. Film club screenings often take
place on such bad projectors that after ten screenings, instead of being
shown on screens, the print has to go to conservation.”[57] It seems,
therefore, that the more expensive prints produced abroad were aimed
at a more “sophisticated” audience, but at the same time, were used in
a chain of cinemas with poorer technical equipment, and thus were
exposed to faster wear and tear.

While criticizing the distribution policy adopted by his pre-
decessor, in the interview cited above, Olszewski points to another
aspect: “So what if we wanted to reissue Spartacus if all the prints were
completely destroyed? A mistake was unfortunately made once, and
only 23 copies were made for this film (for Cleopatra - 50). Helga will
probably have to be bought anew, because already half of the copies
need regeneration, and not enough of them were made.”[58] Although
the latter film was not among the films with the largest number of
viewers in the first half of the 1970s [Table 4], this was probably due to
the number of copies made, as mentioned by director Olszewski. Helga
was released in only 18 copies, which generated 1,632,362 views over the
year.[59] On average, there were 208 viewers at a screening. According
to my calculations, only three other foreign films in the first half of the
1970s (The Godfather, Love Story and the aforementioned Spartacus)
were more crowded on average.

The cited data shows that the repertoire was significantly differ-
entiated by the technical facilities of cinemas, especially with regard to
the projection equipment. In rural areas, the 16mm standard prevailed
(the network was still extended in the Stalinist years), and only some
films were reduced to the so-called “small gauge.” Data on this subject
from “Maly Rocznik Filmowy” [Small Film Annuals] (in the first half

[56] Przede wszystkim - co? Ale takze - gdzie i jak... [59] Attendance figures for feature films released in
Rozmowa z Henrykiem Olszewskim, dyrektorem Cen- 1973 — after one year of screening. “Maty Rocznik
trali Wynajmu Filméw, “Film” 1974, no. 1, p. 6. Filmowy” 1974, p. 137. Helga was ranked 10" in this
[57] Ibidem, p. 7. ranking.

[58] Ibidem, p. 6.
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Table 4. Films released in Poland in the period 1970-1974 with the highest audience attendance within one year
after the Polish premiere

Mean
No. of i-
S S Country of | Polish | 70 | 35 | 16 o0 No. of audi
Original title / english title . screen- . ence/
production |release | mm | mm | mm | audience
ings screen-
ings
L | Wpustyni i w puszczy /InDe= | po g | 1973 75 | 60 | 44721 | 10559638 | 237
sert and Wilderness
2 | Potop / The Deluge Poland 1974 5 | 90 | 74 | 45966 | 9641432 240
3 | Hubal / Major Hubal Poland 1973 3 58 | 76 | 35077 | 6262332 178
4 | Nie ma mocnych / Take It Easy Poland 1974 56 | 52 | 30280 | 6027516 199
5 |Love Story USA 1972 50 25003 | 5866390 235
6 | The Godfather USA 1974 23 18289 | 5755178 315
7 | Spartacus USA 1970 2 23 16769 | 4417568 263
8 | La grande Vadrouille / Don’t
Look Now... We're Being Shot France 1972 51 19979 | 3836767 192
At!
9 | Winnetou und Shatterhand West
im Tal der Toten / The Valley German?r/ 1971 45 18175 | 3377075 186
of Death Yugoslavia /
Italy
10 | Les pétroleuses / Frenchie King France /
Spain / Italy / | 1974 40 | 54 | 18468 | 3245041 176
UK
11 | The Best of Laurel and Hardy
USA 1971 43 | 50 | 19979 | 3227182 162
12 | The Professionals USA 1970 1 33 15445 | 3132616 203
13 | Where Eagles Dare UK 1972 3 50 16667 | 3129874 188
14 | Return of the Gunfighter USA 1970 40 | 50 | 20015 | 3079934 154
15 | Angélique et le sultan / Angeli- | France / West
que and the Sultan Germany/ | 1970 35 15227 | 2847709 187
Italy
16 | Soldier Blue USA 1973 45 14543 | 2799776 193
17 | Der Olprinz / The Oil Prince West
Germany / 1970 40 15551 | 2701670 174
Yugoslavia
18 | Kopernik / Copernicus Poland 1973 3 | 50 | 60 | 16408 | 2683207 164
19 | Unter Geiern / Amongst West
Vidltures Germany / | )67 40 15520 | 2650393 | 171
Yugoslavia /
France / Italy
20| 100 Rifles USA 1971 45 | 50 | 19408 | 2614801 135

Source: film listings published in “Small Film Annuals” 1971-1975. In the case of two-part films, the sum of results (for audien-
ce as well as for copies) generated by both installments has been given.
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of the 1970s) and film descriptions in “Filmowy Serwis Prasowy” [Film
Press Services] (in relation to the previous decades) leave no doubt that
in the People’s Republic of Poland, the 16mm cinema chain had a sig-
nificantly different repertoire. Western films were much less frequent
there; films of US production were a rarity.

The fact that more films from communist countries than from
capitalist countries were imported into Poland did not mean that the
former had larger audiences and generated greater revenues. Audience
statistics clearly revealed that audiences were more likely to go to films
from capitalist countries [Table 5]. Audience data for films from each
country are residual [Table 1]. They were not published in the Small
Film Annuals, nor have I found them in the archives of the NZK.

Table 5. Audience of Polish, Soviet and American Films in Poland in the mid-1960s

1964 1966 1968
Poland 77.7 mln = 20.9 % 32mln=19.9 % 33.5mln=21%
USA 33.7mln=18.7% 40.7 mln = 25.3 % 36.3mln =23.4%
USRR 24.1mln=13.3% 12.1mln=7.5% 13.5mln =9 %

97

Conclusion

Source: AAN, collection: GUKPPiW, file 3292, p. 151

Interestingly, the issue of the relationship between ‘geopolitical
parity’ and viewing figures was of interest to the censors [Table 5], which
may mean that they took it into account in their decisions (perhaps
aiming to reduce the number of attractive American films). In a docu-
ment from 1967, the GUKPPiW notes with concern that in the previous
year, the audience for American films had surpassed the audience for
Polish films.[60] An analogous warning also appears in a document
from 1969: the commentary on the data expresses satisfaction that
although the number of viewers of Polish films has increased and the
number of viewers of American films has decreased, at the same time,
it repeats the lament that the latter are still more popular than films of
domestic production.[61]

It is difficult to say whether this finding can also be applied
to the first half of the 1970s. With the exception of data for 1975 [Ta-
ble 1], as far as foreign films are concerned, we only have data on the
distribution results of the premiere titles within a year of their release
[Table 4]. It is clear from these data that in terms of genre, costume
dramas enjoyed the greatest popularity, while foreign films were mostly
westerns (Hollywood films and European co-productions, including
films about Winnetou produced by Arthur Brauner). As far as the “ge-
opolitical” categories are concerned, the list is strikingly dominated by

30 IX 1967. AAN, collection: GUKPPiW, file: 3290,
pp- 185-186.
[61] AAN, collection: GUKPPiW, file: 3292, p. 151.

[60] Informacja na temat publicznej dziatalnosci
artystycznej w Swietle ingerencji dokonanych przez
Departament Widowisk GUKPPiW za okres 1 X 1966 -
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films produced in Poland and the USA, which together took thirteen
out of twenty positions.[62] This means that the opinion expressed by
the protagonist of the Polish cult comedy Rejs — “I especially do not go
to Polish films” - cannot be related to the actual practices of the Polish
audience in the second half of the 1960s and the first half of the 1970s.
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The Irzykowski Film Studio was founded in 1981 as an institution that allowed young filmmakers to start
their careers directly after graduating from the Film School. The studio could produce medium-length
and short feature films and documentaries as well as animation. Nevertheless, all these types of films,
according to the statute confirmed by the minister, were not to be officially cinema distributed, since
they were supposed to be treated as a film exercise, a kind of practice run. Finally, it turned out that
the Irzykowski Film Studio productions were regarded as fully fledged films that could compete with
films produced by Film Units (i.e., the professional organizational entities of the Polish film production
system at the time) or short film studios. What is not without significance, most films (not to say: all)
were politically controversial. Therefore, the leaders of the Studio decided to show films to the audience,
but they could not do it officially by applying for referral to cinema distribution. In connection with
this, they were shown at small film festivals, inner (unofficial) screenings, and illegally distributed on
VHS tapes. By extension, the range of distribution was narrow, but, curiously enough, the films were
attracting a lot of interest from film critics, audiences and... state authorities. The aim of this paper
is to analyze the alternative distribution process that occurred at the Irzykowski Film Studio. What
films were shown at festivals, at internal screenings, and which were illegally copied onto VHS tapes?
Had all the films shown been censored? How did state censorship react to test screenings with the
audience? How did the critics and audience perceive these films? Did the presence of films at festivals
influence their cinema distribution? and finally: How did the promotion and festival distribution of
these films affect the perception of the Irzykowski Film Studio among the state authorities?

KEYWORDS: film distribution, filmmaking in the People’s Republic of Poland, the Irzykowski
Studio, illegal screenings

The Irzykowski Film Studio was founded in 1981 by a group of
young graduates of the £6dz Film School, and was modelled on the Hun-
garian Béla Balazs Studio. Its main objective was to produce full-length
and medium-length feature films, documentaries, and animations. In
comparison to the film units (i.e., the professional organizational entities
of the Polish film production system at the time) the Studio was unique
in its programming independence. In the film units (it should be noted
that the Studio and the film units shared the same technical base of

[1] This work was supported by the Polish National
Science Centre (no UMO-2019/33/N/HS2/01462).

Images 32(41), 2022: 99-111. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).



100

EMIL SOWINSKI

filmmaking), the artistic director was responsible for programming pol-
icy, while in the Studio, a five-person Artistic Council consisting of
young filmmakers was elected for a four-year term by the Studio mem-
bers. The comparison of the competences of these two structures shows
that the Artistic Council was a strictly democratic authority with a wide
range of prerogatives; importantly, it decided whether to accept and to
direct the submitted project.[2] The artistic director of the film units, on
the other hand, had to receive approval for production from the Deputy
Minister of Culture and Art for Cinema before making a decision on
production. Furthermore, the ideological and programming activities
of the film units were supervised by ministerial officials, whereas in the
case of the Studio, the Artistic Council was supervised solely by the
general meeting of its members.

In view of these considerations, the most important is the fact
that the Studio’s films, unlike the productions of film units, were not
to be presented to the public.[3] In this sense, the Studio was regarded
as a practice field for young artists. There was an exception to this rule,
though, in that these films could be released if they passed the political
and artistic evaluation system, which was obligatory for films produced
by film units. It is important to recall that the socialist distribution
system in use at that time was strictly codified, and the decision to
distribute depended on the Deputy Minister of Culture and Art for
Cinema. He decided whether a film should be accepted and introduced
into cinemas or rejected. The minister also decided on the range of
distribution, which was reflected in the number of copies produced.
He made these decisions on the basis of recommendations received
from state censors and members of the ministerial Pre-Release Review
Committee, which consisted of filmmakers, critics and writers affili-
ated with the Central Committee of the Polish United Workers’ Party.
Therefore, it is clear that the Studio could produce whatever it wanted
(of course, within the small budget granted by the authorities), but only
those films that were approved by the censorship and the ministry were
to be shown to audiences. In this way, the state authorities reduced the
risk of introducing politically controversial films, while the Studio itself
was treated as a kind of “safety valve”

Between 1981 and 1984, the Irzykowski Film Studio produced
26 films. Only eight of these were released by the state distributor, while
the rest were either rejected by the state censors or sent for revision,
mainly for political reasons. Nevertheless, this did not mean that these
films were unavailable to audiences. The Studio’s Artistic Council de-
cided to present them successively at internal screenings, reviews and

[2] Regulations of the Irzykowski Film Studio, Archi- [3] There was, incidentally, a parallel regulation in
ves of Modern Records (hereafter: AAN), collection: the Hungarian Béla Balazs Studio. Cf. B. Varga, Co-
Supreme Board of Film Affairs (hereafter: NZK), -operation. The Organisation of Studio Units in the

no. 2-109.

Hungarian Film Industry of the 1950s and 1960s, [in:]
Film units: restart, eds. M. Adamczak, M. Malatynski,
P. Marecki, Krakow - £6dz , pp. 324-329.
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festivals, often obtaining censorship approval for such one-off closed
screenings addressed to limited audiences, and sometimes doing so not
completely legitimately. In this way, a kind of alternative and inciden-
tal distribution circuit was created. When analysing the role of a film
festival in contemporary film culture, Marcin Adamczak aptly notes
that the circulation set by the calendar rhythm of subsequent events
may constitute a distribution channel for films without commercial
value, thus enabling them to reach a specific target group.[4] In the late
PRL (People’s Republic of Poland) period, this type of circulation was
a chance for films devoid of commercial value and, as the case of the
Studio shows, for productions that did not receive censorship approval
for regular cinema distribution. As a result, politically controversial
films could reach an interested audience.

The aim of this text is to reconstruct the distribution circum-
stances of films that were stopped by the censor, but nevertheless
functioned in a limited distribution circuit. It should be mentioned
that I analyse not only distribution in cinemas (in this circuit there
functioned above all films that received conditional permission for
a one-time screening), but also in non-cinematic distribution, in-
cluding the distribution of films on video cassettes (this circuit was
actually beyond the control of the state authorities and included films
that had been totally blocked by censorship). I focus particularly on
the activities of the Studio’s authorities and the social and political
contexts that determined such practices, which are of interest in the
light of the dissemination of the Irzykowski Film Studio achievements.
Consequently, the research question that I pose in this thesis is the
following: Did screenings of films restricted by censorship, addressed
to a limited audience, have an impact on the promotion of the Studio’s
works?

An important meeting place for the film community in the
period in question was the screening room “D,” located in the Docu-
mentary Film Studio (hereafter: WFD). Here, internal film reviews were
carried out on full-length feature films, which were then produced by
film units. They were attended by those involved in the work on a given
film, although the participation of guests, e.g., the director’s colleagues
from another film unit indirectly related to a given production, was also
possible. However, everyone had to have a pass to enter the WFD prem-
ises. So basically, they were legal screenings. At the same time, however,
under the pretext of introducing amendments, screenings that were, in
fact, clandestine in nature were organised. This type of screening fea-
tured films that had just been completed and it was known in advance
that they would have problems with distribution. This was the case with
Nadzor (Custody, dir. Wiestaw Saniewski, 1983); presenting the story of

[4] M. Adamczak, Instytucja festiwalu filmowego
w ekonomii kina, “Panoptikum” 2016, no. 16(23), p. 29.
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a young woman sentenced to imprisonment for financial embezzlement,
the film was interpreted as a metaphor for the contemporary situation
in Poland, or Niedzielne igraszki (Sunday pranks, dir. Robert Glinski,
1983), which was an image of Stalinist Poland in miniature. Even dur-
ing martial law, the first Polish film directly related to that period was
shown in this way. Obviously, it is about about Wigilia (Christmas Eve,
dir. Leszek Wosiewicz, 1982), which reflects the stifling atmosphere of
martial law (a story about three women who, from December 13, are
waiting for their men to return home). Tomasz Miernowski, the studio’s
head of production, recalls that internal screenings of these films were
very popular.[5] Notably, viewers were not only representatives of the
film community[6] but also Solidarity opposition activists.[7]

This type of screening was kept strictly secret, and was usually
organised after the studio management’s working hours, but sometimes
information about this type of screening spread further. One such
event that caused a stir at the highest levels of state power was the
double screening of Przechodzieri (The Passerby, dir. Andrzej Titkow,
1984).[8] The documentary about the controversial writer Tadeusz
Konwicki, whose literary works were banned by the state censor, was
shown in the WED twice: on December 17 and 18, 1984, shortly after
editing was completed. Formally, these screenings were of a working
nature. Unofficially, many people from artistic circles sympathising
with the Solidarity opposition were invited, including the writer Wiktor
Woroszylski, literary critic Andrzej Drawicz (both were interned during
martial law), actor Andrzej Lapicki, and the correspondent of the “New
York Times” in Warsaw, Michael Kaufman, who also brought American
embassy employees.[?] According to the documentation, nearly eighty
people saw Titkow’s film in two days.[10] WED staff member Wlodzimi-
erz Stepinski, who informed the management of the company about
this screening, described in his memo how it developed:

The Irzykowski Film Studio sent an official letter to the WFD asking them
to rent a screening room, which was to include 5-6 people from the pro-
duction group. This is usually an operation under the contract that the

[5] Years later, Miernowski said that as soon as there
was information about the organization of an internal
screening of a film banned by censorship, many peo-
ple from the film community and critics approached
the Studio with a request to arrange a pass to enter
the WFD premises. Interview with Tomasz Miernow-
ski conducted by Emil Sowinski, October 2, 2020.

[6] Saniewski recalls that Andrzej Wajda was invited
to one of the screenings of Custody. See W. Saniewski,
Wolny strzelec pod nadzorem c.d., “Odra” 2020, no. 3,
p. 98.

[7] Interview with Tomasz Miernowski, op.cit.

[8] The memo informing about the organization of
the show was sent not only to the desk of the Minister
of Culture and Art, Kazimierz Zygulski, or the head of
the Culture Department of the Central Committee of
the Polish United Workers’ Party, Witold Nawrocki,
but also to comrades: Swirgon, Rakowski, Messner,
Barcikowski and even Jaruzelski. See Attachment

to the daily information, 30.12.1984, AAN, collec-
tion: Culture Department of the Central Commit-

tee of the Polish United Workers’ Party (hereafter:
WKKCPZPR), no. LVI-1709.

[9] A. Titkow, Inteligent niepokorny w kraju realnego
socjalizmu, Torun 2020, p. 38.

[10] Attachment to the daily information, op.cit.
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WED has with the Irzykowski Film Studio. However, this time, the director
invited many people who did not belong to the production group.[11]

As aresult of this memo, a special meeting was organised three
days later, the subject of which was “anti-socialist demonstration,’[12]
as both screenings were referred to in the party documentation. The
meeting was attended by employees of the Culture Department of the
Central Committee of the Polish United Workers’ Party (hereafter:
Culture Department of the PZPR), the Ministry of Culture and Art,
WED and the Supreme Board of Cinematography (hereafter: NZK).[13]
As a result of the consultation, steps were taken to punish those re-
sponsible for organising these screenings. The deputy director of the
WEFD, Lucyna Nowak, was reprimanded for the lack of supervision
over the personnel, the commander of the WFD’s industrial guard was
reprimanded for allowing people not related to cinema to enter the
premises, while the film editor Agnieszka Bojanowska was forbidden to
undertake additional commissioned works for 12 months for misleading
the cinema operator.[14] Nevertheless, the film director Andrzej Titkow
was punished most severely, as he was deprived of a foreign scholarship
by the head of cinematography.[15]

On the other hand, the WFD also hosted official screenings
with invited guests organised with the authorities’ consent. One of
the first such screenings occurred at the end of martial law on June
13-15, 1983.[16] This event was closed and intended for film journalists
and activists promoting film culture associated the Film Clubs society
(hereafter: DKF). During the event, most of the Irzykowski Film Stu-
dio films that were finished at that time were presented, including the
full-length Kartka z podrozy (Postcard from a Journey, dir. Waldemar
Dziki, 1983) addressing the extermination of Jews; Christmas Eve,
Custody, Sunday Pranks, Jeszcze czekam (Still waiting, dir. A. Marek
Drazewski, 1982) (a documentary about a 13-year-old boy killed dur-
ing the demonstration in Poznan in 1956); a satire on the colonial
educational system of martial law — Stoneczna gromada (Summer
camps, dir. Wojciech Maciejewski, 1983); a documentary entitled By¢
cztowiekiem (Being a human, dir. Julian Pakuta, 1983), showing the
environment of punks and hippies; a documentary portrait of Piotr
Skrzynecki, the leader of the Piwnica pod Baranami cabaret, which
was closed during martial law, i.e., Przewodnik (The Guide, dir. To-
masz Zygadlo, 1983); as well as experimental animated film Smoczy
Ogon (Dragon’s Tail, dir. Michal Szczepanski, 1981) and Koncert (The
Concert, dir. Michal Tarkowski, 1983, showing the phenomenon of
Polish rock music in the 1980s.

[11] Wlodzimierz Stepinski’s memo, 18.12.1984, [15] Jerzy Bajdor’s memo [no date], AAN,

Archives of the Institute of National Remembrance WKKCPZPR, no. LVI-1709.

(hereafter: AIPN), no. IPN BU 0222/531. [16] Invitation to the official screening, 6.06.1983,
[12] Attachment to the daily information, op.cit. document from the private archives of cinematograp-
[13] Ibidem. her Jan Mogilnicki.

[14] Ibidem.
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The screening resulted in two opposite press reports. The first
one, written by Marek Miller, was positive;[17] the second, by Zbigniew
Klaczynski, was exceptionally critical, not to say accusatory.[18] To say
nothing of the content of these two texts, it should be noted that the
studio appeared in the media space thanks to them. First of all, view-
ers learned about it, especially those with a clearly defined cinephile
profile. As a consequence, the Studio films were screened at reviews
and festivals, primarily organised by DKF activists who flocked to
screenings in room “D.

One of the first external screenings of the studio’s films took place
in Wista, during the Meeting of Young Creative Communities. The event
was a review of the latest films by young directors. Apart from the pro-
duction of the Irzykowski Film Studio, the most important student short
films and T'V debuts produced by the Munk Film Studio were presented.
The screening of films from the Irzykowski Film Studio was held on the
third day of the review. During the event, the following were presented:
Postcard from a Journey, Sunday Pranks, about the August agreements,
Choinka strachu (The Christmas Tree of Fear, dir. Tomasz Lengren, 1981),
Being a human, Dragon’s Tail, The Concert and The Guide.[19] Thus, two
films were not shown in Wista but presented at the end of July at an
unofficial screening for journalists, i.e. Summer camps and Custody.[20]

In 1983, there were also other screenings, this time organised by
DKFs. At the end of November 1983, in Czechowice-Dziedzice, DKF “Puls”
organised a screening of films combined with meetings with directors
associated with the studio. Among the films presented there were: The
Christmas Tree of Fear, Summer camps, Christmas Eve, Being a human,
Postcard from a Journey, Sunday Pranks and Still waiting.[21] In Novem-
ber, the “Film Review of the Irzykowski Film Studio” took place at DKF

[17] A journalist of the weekly “Radar” wrote: “The
films I watched do not fit into any homogeneous who-
le, in any particular style. If there is something that
connects them, it is the sharpness of social observa-
tion, the uncompromising nature of social diagnoses,
and the importance of the issues raised. We have not
forgotten what we meant — the characters of these
films seem to be saying [...].” See M. Miller, Kino
moralnej préby, “Radar” 1983, no. 32, pp. 6-7.

[18] The editor-in-chief of “Film” weekly thunde-

red: “And the idea to make the Studio a refuge for
actions - to put it mildly - unfavourable towards

our statehood and its social structures, does not best
prove the ability of the Studio’s promoters to think
realistically [...]. Let no one tell me, in turn, that it

is about art. It is probably not a handy coincidence
for the management of the Studio, but ten films that

I know and which have been produced here present
as if the principle of inverse proportion of politics and

quality. The more politics, the worse the job and the
poorer the thinking.” See Z. Klaczynski, Samorzgd-
nos¢, “Film” 1983, no. 31, p. 3.

[19] The course of the Meeting of Young Film Com-
munities, AAN, WKKCPZPR, no. LVI-1211.

[20] Interestingly, the official program announced

a short form about the tenement house in £L.6d7 - Ka-
mienica (Tenement House, dir. Jacek Kowalczyk, 1982)
and Custody (under the working title - Klara). Today
it is difficult to clearly indicate the reasons for the ab-
sence of the above-mentioned films. Nevertheless, it
can be assumed that, at least in the case of Custody, it
was about the controversy that the film raised among
decision-makers. See Program of the Meeting of Yo-
ung Film Communities, a document from the private
archives of the film director Bogdan Goérski.

[21] Kalendarium, “Film na Swiecie” 1984, no. 301-
302, p. 116.
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“Kwant”’[22] In February 1984, the studio’s film
review was held in Koszalin.[23] In Gdansk, in
March 1984, during the first edition of the “Young
Polish Cinema” review, the following films were
presented, among others: Sunday Pranks, Christ-
mas Eve, Postcard from a Journey, Dragon’s Tail
and The Christmas Tree of Fear.[24]

I mention the titles of the films shown
at these events to draw attention to the fact
that many of them have already been formal-
ly stopped by censorship (Christmas Eve, Sun-
day Pranks, Summer camps, Still waiting, The
Christmas Tree od Fear).[25] Therefore, when
organising the screenings mentioned above,
DKFs had to obtain censorship approval for
a one-off screening. At the same time, the list of
films shown at that time proves that censorship
was lenient towards some of them (it is about
politically controversial films present at each
screening: Christmas Eve, Sunday Pranks and
The Christmas Tree of Fear). The presence of the
film Still waiting during the reviews of the film
mentioned above is also surprising, given that
the censor disallowed its wide distribution even

during the liberalisation period, in 1988.[26] On the other hand, there
were also carefully censored films, such as Custody, which was no longer
shown anywhere after it appeared at the WFD review.

It is also worth mentioning that films not approved by the censor
were also shown during officially functioning reviews. The scandal was
caused, for example, by the illegal screening of the film Jest (He has
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Image 1: Invitation to the
first official screening of
films by the Irzykowski
Film Studio at the WED,
source: the private archi-
ves of cinematographer
Jan Mogilnicki

arrived, dir. Krzysztof Krauze, 1984) during the “Young Polish Cine-
ma” review. The documentary about the inhabitants of the village of
Zbrosza Duza, who fought with the authorities to build a church, was
shown, although the studio did not officially submit it to participate
in the competition.[27] One of two copies[28] was brought to Gdansk

[22] Katalog Przeglgdu Filmow Studia im. Karola Irzy-
kowskiego, a copy of the directory in the possession of
the author. Unfortunately, the catalogue of the review
does not provide information about the films shown
at that time.

[23] Kalendarium, “Film na Swiecie” 1984, no. 303-
304, p. 148.

[24] See J. Dutkowski, Mtode Kino Polskie - kartki

z historii, “Powigkszenie” 1988, no. 1-2, p. 196 and
Laureaci Przeglgdéw Mlodego Kina Polskiego, “Po-
wiekszenie” 1988, no. 1-2, p. 198.

[25] Information on films retained or not distributed,
produced by the Irzykowski Studio, AAN, NZK, 5/74;

Letter from the director of the Radio and TV Show
Team to the director of the NZK Programming De-
partment, 6.12.1985, AAN, collection: Main Office for
the Control (hereafter: GUKPPiW), no. 3313.

[26] Decision of the Regional Office for the Con-
trol of Publications and Performances in Warsaw,
17.03.1988, document from A. Marek Drazewski’s
private archives.

[27] Memo p.p. director of the Irzykowski Film
Studio Elzbieta Supa, 15.04.1985, AAN, GUKPPiW,
no. 232.

[28] According to the letter p.p. director of the Studio,
Elzbieta Supa, one copy was currently in the posses-
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by the director Krzysztof Krauze, and the organisers decided to have
an unofficial screening, rather like the internal screenings at WFD.[29]
The film was also included in the jury’s verdict - it was awarded one
of the main awards,[30] which, of course, did not escape the attention
of the political and cinema authorities, who petitioned to the relevant
council to initiate proceedings against the main organiser of the event.
As a result, the artistic director of the review, Jerzy Dzigba, received
a fine[31] for organising an illegal screening.[32]

However, all the events mentioned above were of secondary im-
portance, which prevented the studio from gaining prestige. The situa-
tion was as follows: the studio marked its presence on the Polish cinema
market, but it still lacked a clear festival success that would translate into
recognition. It should be noted that between 1982-1983 it was not entirely
possible because the organisation of the two most prestigious Polish
events, i.e. the Polish Feature Film Festival in Gdansk and the Lubuskie
Film Summer in Lagéw, was suspended. Thus, the conditions for the

“consecration” of a little-known institution in a reputable producer of
films by talented young directors were extremely unfavourable.

The situation changed in the second half of 1984, when, after
a short break, prestigious events in Gdansk and Lagéw were held again.
Nevertheless, before mentioning the specific role of one of these festivals
in the process of the studio’s ennoblement, one more event should be
noted, which took place in May 1984 in Bialystok. It is the “Youth Behind
and In Front of the Camera” film review, highly valued in the milieu of
young filmmakers, where short and medium-length films by debutants
competed for the “Klistron” award. The studio was the undisputed winner
of this event, winning two of the most important awards. The award from
the audience went to Robert Glinski for Sunday Pranks. In turn, the jury,
chaired by the film director Bogdan Gérski, awarded the main prize [...]
to the studio for the set of films presented in the competition.[33] The jury
justified this decision as follows: “The studio’s achievements significantly
expand the image and achievements of cinema which is an irrefutable
argument for the further existence and development of the studio.”[34]

sion of the NIK auditors, and the other in the editing
room. So the director probably managed to take the
second copy to Gdansk. See Letter p.p. director of the
Irzykowski Film Studio to the Organizational and
Legal Department of NZK, 23.04.1985, AAN, GUKP-
PiW, no. 232.

[29] P. Wasilewski, Swiadectwa metryk. Polskie kino
mitodych w latach 8o., Krakéw 1990, p. 55.

[30] Ibidem.

[31] Jerzy Dzigba recalls: “I paid a small fine at that
time, which was refunded to me by the then presi-
dent of «Zak», Zbyszek Jasiewicz.” See P. Wasilewski,
op.cit., p. 55.

[32] The archival documentation shows that the case
was considered to be referred to the board also aga-

inst the director. However, I have found no clues that
the intentions were realized. See Letter from the Main
Board of Cinematography to the Main Office for the
Control, 24.04.1985, AAN, GUKPPiW, no. 232.

[33] The following films were showed during the re-
view: Being human, The Christmas Tree of Fear, Czuje
sig $wietnie (I feel great, dir. Waldemar Szarek, 1983)
about the rock band Maanam, Still waiting, The Con-
cert, Patac (The Palace, dir. Jacek Siwecki, 1984) and
Sunday Pranks. See Diploma - main award of the 7
“Youth behind and in front of the camera,” document
from the private archive of the film director Bogdan
Gorski.

[34] “Filmowy Serwis Prasowy” 1984, no. 552, p. 21.



ALTERNATIVE DISTRIBUTION AND ITS ROLE IN THE PROMOTION OF FILMS

Another screening of the studio’s films was held in Lagéw. The
mid-May issue of the “Film” weekly informed in a short note:

After a three-year break, preparations for the Lubuskie Film Summer in
Lagéw began [...]. The theme of the fourteenth event will be the trans-
formation of the art of cinematography in a Polish feature film [...]. The
Polish Federation of Film Club Society will organise a seminar devoted to
the achievements of the Irzykowski Film Studio.[35]

Screenings of the studio’s films were scheduled from Mon-
day to Thursday at the “Switez” Cinema (9:00 am - 2:00 pm), and
a seminar was planned for Thursday (2:00 pm) in the knights’ hall of
the Lagow castle.[36] I quote the dates and times to emphasise that
the review of the studio’s films organised by the Polish Federation
of DKF was secondary to the screenings organised as part of the
cinematographers’ review (these took place from 2 p.m. till late at
night in a cinema and an amphitheatre). Importantly, in the Lubusk-
ie Film Summer program, we will not find any information about
specific films shown then (the program mentions films by members
of the Irzykowski Film Studio[37]). Considering that the screenings
took place over four days and lasted about five hours (about twenty
hours in total), it can be assumed that all the films that were finished
then were shown.

Although the Studio’s film screenings were an accompanying
event, the films were considered for awards. Ultimately, the studio was
the runaway winner. The main award, Ztote Grono, went to Wit Dabal
for cinematography in the film Postcard from a Journey; Don Kichot,
the award of the Polish Federation of DKFE, went to Wiestaw Saniewski
for Custody|[38] (a few days before the screening, the authorities agreed
to its limited distribution).[39] In turn, a special Zlote Grono was sent
to the studio for “a set of films made by young filmmakers and for
developing new production methods.”’[40]
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[35] Po trzech latach - znowu Lagow, “Film” 1984,

no. 19, p. 2.

[36] 14th Lubuskie Film Summer Lagow 84 — program,
unnumbered pages.

[37] Ibidem.

[38] The verdict was as follows: “The jury of the
Polish Federation of DKF composed of: Adam
Radziszewski (DKF «099», Bialystok) — chairman,
and members: Wiestaw Adamik (DKF «Rotunda»
Krakéw), Janusz Korosadowicz (DKF «Kinemato-
graf» and DKF «Studenci», Krakéw), Piotr Kotowski
(DKF «Bariera», Lublin), Grazyna Kowalska (DKF
im. Andrzeja Munka, Elblag), Stefan Tilk (DKF at the
Municipal Public Library, £.6d7), Alicja Zawadzka
(DKF «Kropka», Nowa Huta) debating during the

14th Lubuskie Film Summer in Lagéw unanimously
decided to award the «Don Kichot» award to Custody
directed by Wiestaw Saniewski, produced by the
Irzykowski Film Studio. At the same time, the jury
expresses special recognition to the Irzykowski Film
Studio for its deeply moral attitude in addressing the
topics of our reality” Nagroda “Don Kichota” 1984,
“Film na Swiecie” 1984, no. 309-310, p. 87.

[39] Letter the director of the programming department
of NZK Stanistaw Goszczurny to Film Distribution
Company, 10.07.1984, National Film Archive-Audiovi-
sual Institute, no. A-344.

[40] “Biuletyn Festiwalowy Lubuskiego Lata Filmo-
wego” 1984, 0. 4, p. 1.
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The jury’s verdict showed that

EIV LUBUSKIE LATO PILMOWE — LAGOW films created by professionals in film
SEMINARIUM units failed to compete with the de-

Polskiej Federacji DRI buts of young filmmakers from the

: Irzykowski Film Studio. In addition,

ey cezenis one could even try to say that the idea

P LN S JI of film units has been exhausted and
Pokazy: 25— 30.V| g. 9.00 kino ,Swite" the only correct organisational and
Seffiin.: 28.VI g. 14.00 Sala Rycerska Zamku artistic concept is the one represent-

Image 2: Invitation to

the seminar of the Polish
Federation of DKE, source:
National Film Archive -
Audiovisual Institute

Non-debit circulation:
videotapes and
underground
screenings

ed by the Irzykowski Film Studio. In
this sense, using a religious metaphor formulated by researchers of
film festivals,[41] something akin to an Eucharistic transubstantiation
took place in Lagéw. As a result, a production unit, considered to be
marginal and unknown, turned into a renowned film producer, without
which Polish cinema could not exist.

At the same time, when the studio’s films functioned in the offi-
cial but limited circulation, films regarding which censorship did not
even consent to one-off closed screenings were shown in the under-
ground. Until the Lubuskie Film Summer, Custody functioned in such
unofficial circulation. In addition to the screenings in room “D” of the
Warsaw studio, referred to above, Saniewski’s debut was shown at the
Church of Divine Mercy at Zytnia Street in Warsaw, which “became
famous as a place of independent activities and artistic manifesta-
tions.”[42] Wiestaw Saniewski recalls the screening as follows:

Heavy winter; poor, ruined church [...], thousands of people waiting for
the film. Inside - the temperature is around zero [...]. On that day, the
crowd was so large that about a thousand people stood outside at minus 10
degrees throughout the screening, listening to the film. Yes, they listened to
it without being able to see it. They had to make do with dialogues. It was
touching and worth every effort.[43]

During the archival query, I did not come across any document
that would inform about any adverse consequences of this screening.
Also, Saniewski does not remember suffering any repercussions.[44]
However, it is hard not to get the impression that the authorities were
very well aware of the screening, as the church at Zytnia Street was
constantly surveilling the Security Service.

On the other hand, the screening of a documentary entitled
Prom (Ferry, dir. Jacek Talczewski, 1984), a film in the form of an ob-
servational mode, showing the last days of Ludwik Juszkiewicz’s life in
PRL (an employee of the City Transport Company in £.6dz responsible
for co-organising a strike in the enterprise right after the declaration

[41] T. Elsaesser, European Cinema. Face to face with [43] W. Saniewski, Wolny strzelec pod nadzorem,
Hollywood, Amsterdam 2005, pp. 99-100. “Odra” 2020, no. 3, p. 96.
[42] H. Bukowski, Zytnia. Kto o tym pamigta?, “Biule-  [44] Interview with Wiestaw Saniewski conducted by

tyn IPN” 2011, no. 1-2, p. 74.

Emil Sowinski, September 9, 2021.
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of martial law),[45] who after leaving prison, decides to emigrate to
Sweden, appeared completely free. The filmmakers managed to take the
optical copy of the film to Paris, where, with the support of independent
Video Kontakt Studio founded by Mirostaw Chojecki, a gala premiere
was then organised.[46] It took place in the apartment of General de
Gaulle’s secretary, and most of the audience consisted of emigrants
under martial law.[47] The film was then transferred to videotape, and
it was distributed by Video Kontakt Studio,[48] which was primarily
involved in documentary film production.[49]

The films The Passerby and He has arrived also functioned on
video cassettes within the non-debit circulation. The independent
publishing house “NOW-a,” founded in 1977 by Mirostaw Chojecki,
Grzegorz Boguta and Mieczystaw Grudzinski, was responsible for their
distribution. After the huge success of Przestuchanie (Interrogation, dir.
Ryszard Bugajski, 1982),[50] NOW-a decided to continue the “Vide-
oNOW-a” series.[51] The initiators of this project said in an interview
for the self-published weekly “Tygodnik Mazowsze™: “In time, video
will be competitive with television, an alternative to the cinema. And
all this goes beyond the control of the red. This is truly our weapon in
the fight for an independent culture. We are about to break another
power monopoly.”[52] Therefore, after Bugajski’s film, a videotape was
available in underground circulation (number: 0o2) with two docu-
mentaries by the studio. The motivation for selecting these films on the
board announcing the screening was as follows:

Apparently, they are talking about something different. Krauze gives a col-
lective portrait of pilgrimage. Titkow paints an individual portrait and tries
to portray Tadeusz Konwicki using cinematic means. The writer’s personal
experience turns out to be embedded in our common Polish fate, and the
group pilgrimage becomes an opportunity to see the fate of individual
people. These are films about us and for us.[53]

It can be assumed that the decision to place both documents on
one cassette was also the result of the 1984 “Solidarity” Award in the
field of culture.[54] These awards were granted in February 1985, before

[45] <https://odznaczeni-kwis.ipn.gov.pl/persons/ extremely interesting text devoted to the struggle of
view/c14ba3yo-ddff-4eif-9700-7e6b6e11f8ac>, acces- the Security Service with the illegal video market de-
sed: 13.12.2021. veloping in the 1980s. See B. Kluska, “Nie ma silnych,
[46] Interview with Jacek Talczewski conducted by by to zlikwidowac”, Stuzba Bezpieczeristwa wobec wi-
Emil Sowinski, September 2, 2020. deorewolucji, “Przeglad Archiwalny Instytutu Pamieci
[47] Ibidem. Narodowej’, vol. 9, Warszawa 2016, pp. 214-217.

[48] Ibidem. [51] Obieg NOW-¢j, ed. L. Bertram, Warszawa 2013,

[49] K. Wiech, Re-sentymenty wobec PRL-u. Niezalez-  p. 192.

na tworczo$¢ filmowa Studia Video Kontakt w Paryzu,  [52] Jak do kina. Rozmowa z VideoONOW-g, “Tygo-
[in:] 1984: Literatura i kultura schytkowego PRL-u, eds.  dnik Mazowsze” 1985, no. 129, p. 2.

K. Budrowska, W. Gardocki, E. Jurkowska, Warszawa [53] VHS cassette issued by the Independent Publis-
2015. hing House “NOW-a’, AIPN, no. IPN Sz 410/30.

[50] Bartlomiej Kluska writes about the undergro- [54] Nagrody kulturalne ,,Solidarnosci” za rok 1984,
und video cassette circulation of Bugajski’s flminan  “Tygodnik Mazowsze” 1985, no. 121, p. 1.
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NOW-a released cassette number 002. It is worth mentioning here that
the Independent Culture Committee decided to award 16 awards, three
of which went to film directors. In addition to Krzysztof Krauze and
Andrzej Titkow, Wiestaw Saniewski was also awarded
for Custody.[55] The fact that NOW-a did not release
the cassette with Custody was probably since it was
already available in a narrow distribution.
Interestingly, VHS cassettes also featured oth-
er samizdat films of the studio, copied at their own
expense, no longer under the auspices of NOW-a or
Video Kontakt. For example, the film director Robert
Glinski mentions that he made a copy of Niedzielne

)
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Image 3: Video cassette igraszki for a private archive, but also showed it dur-
no. 0oz by VideoNOW-a,  ing many unofficial screenings popular at that time.[56] Moreover, the
source: Archives of the director admits that several copies were also made of his video cas-
Institute of National Re- sette.[57] Therefore, it is possible that Glifiski’s debut, before it received
membrance

a censorship visa and hit cinemas (early 1988), was — apart from its
official functioning (as written earlier, it was shown at reviews and
festivals in 1983-1984) — also available in the non-debit circulation.
Today, it is difficult to indicate clearly how pop-
ular these films were in the underground circulation.

VIDEONCWWA OC The story behind the distribution of Interrogation shows
ndest’ B that it is quite likely that the studio’s documentaries
wPrzechodzien were also very popular. Andrzej Titkow recalled that

Cena skopiowania his film “was watched at closed and open screenings,

na wlamng kosele - 1000 =i legal, semi-legal and fully open screenings, in parish

Cena kasely = kepiq - BODEEF" 3 halls, cellars and attics, university halls and private

apartments [...]”[58] This recollection shows very well
that the film’s popularity in the second circulation was
mainly due to its participation in screenings, which

L

Image 4: The board on confirmed viewers’ conviction of independence and belonging.[59]
video cassette no. 002,

source: Archives of the -

Institute of National Re-

membrance

A reconstruction of the alternative distribution system for films
produced in the early 1980s by the Irzykowski Film Studio shows that
films blocked by censorship and, therefore, doomed to be forgotten,
had a chance, both legally and illegally, to reach an audience. Their
presence at festivals, reviews, as well as internal screenings and in

[55] In one of the columns, Saniewski describes the niewski, Wolny strzelec pod nadzorem, “Odra” 2020,
receipt of the award as follows: “The presentation no. 12, p. 93.

took place in Andrzej Zajaczkowski’s apartment, and [56] Interview with Robert Glinski conducted by

it was presented by the outstanding documentary Emil Sowinski, April 4, 2020.

filmmaker Bohdan Kosinski. The award was a graphic ~ [57] Ibidem.

and an envelope containing one thousand dollars. [58] A. Titkow, op.cit., p. 45.

It was a large amount in those days; greater than my [59] K. Jajko, M. Garda, P. Sitarski, New Media Behind
fee for directing Nadzor or my next film” See W. Sa- the Iron Curtain, £L6dz 2020, pp. 87-88.
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non-debit cassette circulation allows us to argue that they were known

not only to cinephiles but also enjoyed considerable recognition in sec-
ondary circulation among the public sympathising with the opposition.
Moreover, it would probably not be an exaggeration to say that anyone

interested in Polish films during the period in question had fairly easy
access to these productions, contrary to appearances.
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The subject of this article is an analysis of the distribution, attendance results and reception of feature
films made by the Profil Film Unit in 1982-1989. The Profil Film Unit was the second film group
(alongside Iluzjon, headed by Czestaw Petelski) to be reactivated by the cinematography management
after martial law was declared in Poland. The artistic director of Profil, Bohdan Poreba, enjoyed the
trust and support of the Party authorities, linking his allegiance to communist dogma to his activity
in the nationalist ‘Grunwald’ Patriotic Association. Profil’s productions were boycotted by a large
part of the acting community (also due to an appeal by the The Solidarity Stage and Film Artists
published in the newspaper “Tygodnik Mazowsze”), and some of the films made by this unit in the
1980s clearly followed the guidelines of the cultural policy of the Polish United Workers® Party. The
following questions will be answered: How did the political circumstances outlined above affect
the distribution and reception of the films made by Profil? What attendance results did the films
produced by Profil achieve and to what extent did they differ from the cinema ticket revenues of
the films produced by other groups? How was the activity of the Profil Film Unit and the financial
results achieved evaluated by the Supreme Board of Film Affairs? How were the productions of Profil
received by film critics in the daily press and magazines?

KEYWORDS: Film Unit, Profil, reception, distribution, audience, financial results, Polish United
Workers’ Party

From the very beginning of its existence (in 1975), the Film
Unit Profil, managed by director Bohdan Poreba, struggled with the
label of a ‘regime’ unit, due to being supported by the authorities and
implementing their cultural and historical policy. The artistic director
himself provided evidence to justify this statement on several occasions,
not only through the films he made (such as Where the Water is Clean
and the Grass is Green [1977]), but also through his social[1] activities

Images
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[1] In October 1979, Bohdan Poreba and some of the
artists associated in Profil signed “List 44” (full name:
“Voice of the discussion before the 8" Congress of
the Polish United Workers’ Party”). This document
should be regarded as a declaration of submission to
the then ruling authorities (“everything important,
significant and permanent in culture has been done
under the Party’s leadership”) and a voice of protest
against anti-communist centres and organisations
(including the Workers’ Defence Committee and the
Movement for Defence of Human and Civic Rights),
the works of Stawomir Mrozek and Witold Gombro-
wicz, the overreprsentation of Western art with the

omission of popularising the work of artists repre-
senting socialist ideas, allowing creative and cabaret
units to ridicule the system, and finally against ‘the
distribution of such film works as Man of Marble,
Without Anaesthesia, Hospital of the Transfiguration
or Provincial Actors. The signatories of the letter com-
plained about a lack of tolerance on the part of the
creators standing in opposition to socialist ideas (they
gave as an example the attitude towards the environ-
ment of the producers of the film Where the Water is
Clean and the Grass Green), calling this phenomenon
a provocation. (Cf. Z tajnych archiwéw. Gil, Krzywo-
blocka, Porgba: Wyrazamy gleboki niepokdj o dalszy

Images 32(41), 2022: 113-127. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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and membership of the Commission for Film Approval (he was very
critical of, for example, Stanistaw Bareja’s comedy What You’ll Do When
You Catch Me (1978), or — later — Ryszard Bugajski’s Interrogation (1982).
When, during the ‘Solidarity Carnival, thanks to an agreement between
the Polish Filmmakers Association and the Ministry of Culture and Art,
it was possible for the artistic directors of film units to be chosen by
the filmmakers themselves, the community decided to liquidate Profil
in 1981 (along with Czestaw Petelski’s Iluzjon Film Unit and Ryszard
Filipski’s Krakéw Film Unit, whose managers were also considered
politically involved and supported communist ideas). At the same time,
Poreba became active in the notorious nationalist ‘Grunwald’ Patriotic
Association.[2] In February 1982, when the communist authorities de-
cided to reactivate film production, two units that had been liquidated
a year earlier - Iluzjon and Profil - began operating again. In January
1983, The Solidarity of Stage and Film Artists issued a statement en-
couraging a boycott of those film groups, drawing parallels between
them and Polish Television.[3] In fact, this was merely a sanctioning
of the prevailing mood, since the managers in the above-mentioned
creative units had already been ostracised by the community, while
the term ‘party unit’ had become permanently attached to Bohdan
Poreba’s unit.[4]

In the period under discussion, Profil made more than 50 movies
for the cinema and over a dozen TV productions, both medium-length
films and series comprising several episodes. The description of the
reception of each title could be the subject of a doctoral dissertation, so
a selection was necessary for the purposes of this article. At the outset,
all productions made by Profil on commission from Polish Television
were rejected, for two main reasons. Firstly, although O$rodek Doku-
mentacji i Zbioréw Programowych TVP S.A. (the TVP Programme
Documentation and Collection Archive) retains a lot of interesting
material concerning the rejected productions (e.g., a set of reviews
of scripts and all their versions, various production materials, among
which there are Detailed plans and Organisational and economic re-
ports on production), it does not have reports of pre-release screenings.

rozwdj socjalistycznej kultury polskiej, “Polityka” 1993,
no. 35, pp. 20-21).

[2] Cf. P. Gasztold-Sen, Towarzysze z betonu. Dog-
matyzm w PZPR 1980-1990, Warszawa 2019. The
achievements of Poreba’s predecessors in implemen-
ting nationalist inemanto inema films or TV series
are described in: M. Kunicki, ‘Optimism against All
Odds’: Polish National Identity in War Films of Jerzy
Passendorfer, “Sprawy Narodowosciowe” 2017, no. 49;
M. Kunicki, Poland’s Wild West and East: Polish
Westerns of the 1960s, [in:] Popular Cinemas in Central
Europe: Film Cultures and Histories, eds. D. Ostro-
wska, Z. Varga, F. Pitassio, London - New York 2017,

pp- 157-172; P. Zwierzchowski, Kino nowej pamigci.
Obraz 1 wojny Swiatowej w kinie polskim, Bydgoszcz
2013.

[3] Cf. Solidarno$¢ artystow sceny i filmu w.s. bojkotu,
“Tygodnik Mazowsze” 1983, no. 40, p. 3.

[4] The boycott of the unit and of Bohdan Porgba
among established actors lasted almost until the

end of the 1980s, an example of which is Grazyna
Szapotowska, who in 1988 rejected a proposal to

act in the film Penelope (1988; directed by Bohdan
Poreba). Cf. <https://www.filmweb.pl/person/Gra%C
5%BCyna+Szapo%Cs%820wska-425/trivia>, accessed:
27.02.2022.
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Secondly, the films and TV series produced by Profil were rarely the
subject of press reviews. In each case, at most a few articles were written
about them, and in some, only one article was published in “TV Ekran’
magazine.[5] However, there is still a large pool of titles. I have therefore
decided to distinguish the most important currents in the programme
activity of Profil and to discuss the most representative titles - Bohdan
Poreba’s film The Crash Off Gibraltar (1983) and two ‘anti-Solidarity’
films by Roman Wionczek, Dignity (1984) and Time of Hope (1986).

>

The Crash Off Gibraltar (1983) was the first film made by Bohdan
Poreba after the reactivation of Profil in 1982. The story of the last years
of General Wtadystaw Sikorski’s life, his activities in exile and his co-
operation with the leaders of the three superpowers — Joseph Stalin,
Winston Churchill and Franklin D. Roosevelt — aroused considerable
controversy even during shooting. In December 1982, “Zycie Literackie”
published an article by Olgierd Terlecki, a soldier in the 2nd Polish
Corps during the war and later a journalist for Krakow magazines. Ter-
lecki strongly protested against the fact that Jerzy Klimkowski, from the
Krakow periodicals, had been engaged as a consultant in the The Crash
Off... Jerzy Klimkowski, who had been General Wtadystaw Anders’s
adjutant since 1941 and a supporter of the theory that Sikorski’s death
was caused by the British secret service, and that the plane crash was
ordered by Winston Churchill and Franklin D. Roosevelt; the reason for
that were the numerous commitments concerning the shape of post-war
Poland which the aforementioned leaders had made to Sikorski, and
the fears of a Polish-Soviet agreement which the general was supposed
to have created. Terlecki was an opponent of this type of theory. In his
works, he repeatedly tried to prove that the cause of Sikorski’s death was
an unfortunate accident. He also referred to Klimkowski as the leader
of an “idiotic and completely misguided rebellion against Sikorski,”[6]
while Poreba reproached him for his ignorance of the views and past
of Anders’ former adjutant, claiming that if a director “does not know
this, so much the worse for the director and for all of us,” adding “Firstly,
this is about historical truth. Secondly, the director does not invest his
own money in his film. All Polish taxpayers are investing their own
money.’[7]

Together, due to the subject matter and plot, I would like to
discuss two films by Roman Wionczek - Dignity (1984) and Time of
Hope (1986). The screenwriter of both films was Jerzy Grzymkowski,
the literary manager of the Profil film unit and a member of the Polish
United Workers’ Party since its formation. Before he became a writer
and scriptwriter, in the early years after the war he was a soldier of the
Internal Security Corps and then a member of the Citizens Militia. After
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[5] As an aside, both the content that appears in this [6] O. Terlecki, Jak kura na pieprzu, “Zycie Literackie”

magazine and its political orientation also deserve 1982, NO. 44.
serious study. [7] Ibidem.
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leaving the service, he started working at Huta Warszawa, where he also
wrote his first stories. Asked by a journalist from the weekly magazine
Film about his literary achievements, especially novels set after World
War II, he acknowledged: “T am aware of [...] one-sidedness, but I will
not change. I have never tried to present a wide panorama. First of
all, I knew very little about that side. I saw them only in passing, for a
while, or when they were already in our hands. [...] That is why in my
books this other side is only a background. [...] It may sound terrible,
but those people are still enemies to me”[8] In response to another
question, he added: “T don’t think the socialist realism is a bad thing.
It has been degenerated.”[9] The plot of Dignity, which is truly socialist
realist in content and form, was based on an event from November 1981
involving Jézef Topolski, one of the workers at the POLMO plant in
Krosno. At that time, he presided over the trade union supported by the
party management, the activity of which was opposed by workers con-
nected with Solidarity. As a result of conflict with these trade unionists,
Topolski was taken out of the factory in a wheelbarrow. Grzymkowski
reconstructed this event, describing it using the example of the Szos-
tak family of workers, and used this story to discredit the members of
Solidarity in the eyes of the audience and to propose the thesis that
workers are manipulated by advisors from the intelligentsia. Time of
Hope, in turn, was a continuation of Dignity, set at the beginning of
martial law. With this film, Grzymkowski and Wionczek wanted to
show this historical period from the Party perspective, arguing that
the introduction of martial law introduction led to a stabilisation of
the situation in a country plagued by division and polarisation, as well
as improving working conditions for the working class.

At the pre-release screening of The Crash Off Gibraltar, which
took place on 14 December 1983, there were people who were for the
most part unequivocally identified with the Party, including Jan Do-
braczynski, the chairman of the Patriotic Movement for National Re-
birth; Ryszard Frelek, who in the 1970s was a member of the Sejm of
the People’s Republic of Poland and a member of the Central Com-
mittee of the Polish United Workers’ Party; officials from the Cultural
Department of the Central Committee, comrades Zygmunt Janik and
Jan Kasak; “party writers” Jerzy Jesionowski and Kazimierz KoZniewski;
the film critic of “Trybuna Ludu,” the press organ of the Central Com-
mittee of the Polish United Workers’ Party; Zbigniew Klaczynski; and
the artistic director of the Iluzjon Film Unit, Czestaw Petelski. It would
seem, then, that The Crash Off Gibraltar would be accepted without
further discussion. Indeed, almost all the auditors awarded Poreba’s film
the 1st Artistic Category, with one exception. The second category was
awarded by Kazimierz Kozniewski, and it was he who attacked both

[8] J. Smagowski, Nie patrze przez szybe. Rozmowa [9] Ibidem, p. 5.
z Jerzym Grzymkowskim, “Film” 1984, no. 7, p. 4.
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the film and the director during discussions. The writer and journalist
had several meetings with General Wtadystaw Sikorski and, during
one of them, had a longer conversation with him, so he was a compe-
tent person when it came to assessing this figure and the way he was
portrayed in the film. He also served in the Polish Army in the West.
Kozniewski stated that Sikorski “was physically and mentally different
from the character we saw on the screen”’[10] He also questioned the
way in which Marshal Philippe Pétain of France was portrayed, who in
the first version of the film was a stuttering old man, which, according
to the auditor, contributed to “lowering the dramatic value of that
moment and which is completely unnecessary.”[11]

However, other opinions of the participants in the screening
were radically different. Everyone who spoke congratulated Por¢ba on
his achievement, saying that he had made perhaps his best film. For
example, according to Jan Dobraczynski, “of all the films that dealt
with such difficult issues, this one deals with authentic historical events,
and shows them in an accessible but artistic and educational way.” He
added, “It should be noted that this was an exceptionally necessary
film, it is good that it was made, and it was made in such a way that
it can boldly compete with other historical films, because it is a very
good film”[12] Comrade Jan Kasak, in turn, drew attention to the ex-
traordinary topicality of The Crash Off..., for in his view, Porgba had
made a film about a divided nation, while at the same time calling for
integration and preventing a further split in society. Kasak also encour-
aged Poreba, after the anticipated great success of this film, to make
a film about Wiadystaw Gomutka, who, in his opinion, also had great
merits during World War II and “was one who fought all his life, was
a great Pole and a great communist, so I would see some analogies in
this”[13] Major Tadeusz Bednarczyk, one of the founders of “Grunwald”
Patriotic Association, also took part in the audition on behalf of the

“Sikorszczacy” uniting. He stated that “the film is the peak achievement
of the People’s Republic of Poland.”’[14]

Unfortunately, the reports from the pre-release screening of Dig-
nity have not survived, either in the library of the National Film Archive
(where most documents of this type are stored), or in the archives of
Polish Television. From the scraps of preserved documents, all we know
is that the film received the first, highest artistic category. Fortunately,
the transcripts of the pre-release screening of Time of Hope have sur-
vived. This took place on 10 July 1986 and returned a series of positive
opinions about the work presented; Wionczek and Grzymkowski were
congratulated above all for having the courage to take up the subject of
martial law, for having blazed a trail in the portrayal of that period by

[10] Stenogram z posiedzenia Komisji Kolaudacyjnej [11] Ibidem.
Filmoéw Fabularnych w dniu 14 grudnia 1983 r, Natio- [12] Ibidem, p. 5.
nal Film Archive, A-344, item 347, p. 3. [13] Ibidem, p. 14.

[14] Ibidem, p. 10.
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Polish cinema, as well as for the specifically understood honesty and
reliability. This should not come as a surprise, since the participants
of the screening were mostly Party members, representatives of the
Ministry of the Interior and the Polish Army, as well as representatives
of editorial offices known for their sympathies with Bohdan Poreba’s
team or for their support for the authorities. Director Janusz Zaorski
(director of The Mother of Kings [1982]) was also due to appear at the
meeting and take part in the discussion, but, as he himself admitted,
“The beginning of the film is such that an armoured personnel carrier
passes through the frame and the title appears. Is this what Time of Hope
was supposed to look like? I was supposed to take part in the pre-release
screening, but immediately after that horrible shot I left, furious”[15]
However, despite the fact that the participants of the screening were
positively disposed towards Wionczek’s vision of the beginnings of
martial law, some comments were made about Time of Hope. Jerzy
Jesionowski suggested the director should consider “cleaning up the
dialogue, as it can only irritate future viewers, even if we assume that the
film will be shown on television.”[16] Professor Bronistaw Golebiowski
was perhaps the harshest in his criticism of the authors; he stated that
“such a film is necessary, but it is quite far from what I would like to see
on this subject,’[17] while another representative of Warsaw University,
Professor Henryk Jankowski, complained in turn about the excess of
journalism. However, what was binding and very important for the
reception of the film by representatives of the regime were the words
of Colonel Krzysztof Majchrowski, a representative of the Ministry of
the Interior and deputy director of Department III of this ministry, who
regarded the production under discussion as “an artistic film” and “fair
by reaching for the artistic truth”[18] Not surprisingly, this film also
received the first artistic category.

Tracing the press reception of The Crash Off Gibraltar, one can
come to three conclusions. Firstly, that just as the film community was
divided into a faction opposing Poreba and one supporting him, so
were journalists similarly polarised. Secondly, that The Crash Off... was
measured against Polonia Restituta (1980), and the film was judged by
comparing it to Poreba’s previous work. And thirdly, that the screen-
play’s author, Wlodzimierz Tadeusz Kowalski, received the greatest
criticism. Some reviewers found fault with the adoption of a similar
convention to that used in Polonia Restituta and the Television The-
atre series Before the Storm (1977; directed by Roman Wionczek),[19]
namely, the numerous scenes of Sikorski talking to representatives of

[15] R. Dajbor, Jak u Barei, czyli kto to powiedziat, [18] Ibidem, p. 8.

Warszawa 2019, p. 108.

[19] More on this production: J. Grzechowiak, “Przed

[16] Stenogram z posiedzenia Komisji Kolaudacyjnej burzg” - koniec lat trzydziestych wedtug Ryszarda
Filmoéw Fabularnych w dniu 10.VII1.1986 ., National Frelka i Wlodzimierza Tadeusza Kowalskiego, [in:]
Film Archive, A-344, item 502, p. 2. Wrzesieti 1939. Filmowe teksty i konteksty, eds. B. Giza,

[17] Ibidem, p. 4.

T. Lubelski, Warszawa 2021, pp. 279-305.



THE AUDIENCE AND RECEPTION OF THE FILMS FROM THE PROFIL FILM UNIT 119

the world’s superpowers or military commanders, while others claimed
that both the scriptwriter and the director suffered from the disease
of “everythingism,” wanting to include too many topics and problems
in one film. As Maria Malatyniska wrote, Kowalski “realised the thing
in such a televisual manner, as if it was meant for at least a dozen epi-
sodes.’[20] Janusz Zatorski emphasized this issue even more strongly. In
his review, he noted: “Poreba’s mistake lies in the fact that for years, he
has been stubbornly staging long, drawn-out, vivid historical pictures.
In them, he wants to show everything and everyone, or tell everything
about everything. And maybe even a little bit more. [...] As a result,
although we see a lot on screen, we learn little of the truth about history.
All these figures, paper-like, rigidly posed, speaking in sentences from
appropriate transcripts, are boring, bland and schematic”[21] A con-
sequence of the adopted convention, in turn, was the large number of
supporting characters — the film’s cast alone numbers about 8o people,
plus numerous episodic characters. Hence, there were suggestions that
not every viewer of the film would be able to recognise the individual
characters and understand the relationships between them. This issue
was raised by Zygmunt Katuzynski, among others: “The film consists of
a few military parades and dozens of high-level conversations involving
about two dozen generals and colonels, whose names appear in the tone
of «you know who this is,» while you don’t know at all. For example,
I, in whom Sikorski took a moderate interest, still cannot make out who
are all those Kukiels, Klimeckis, Mareckis, Mitkiewiczes, Kopanskis,
and Ambassador Kot, and Attaché Rettinger, etc.”[22]

Krzysztof Teodor Toeplitz also wrote a negative review, but for
him, his observations on the production of The Crash Off Gibraltar
became a starting point for broader reflections on films made in the
convention of the “theatre of fact” In an ironic article, he criticised
this formula and the methodology of selecting the main characters of
such productions. He wrote: “The bigger the hero, the more money
you can spend on him, showing him in one or even two series. Heroes
who are exiles and wanderers are especially good [...] because then
you can shoot them all over the world [...]. A historical and sanctified
figure also becomes a delicate blackmail trick in the face of possible
objections from producers or criticism: Don't like Sikorski? Don’t like
Copernicus? Don’t like Warynski? Well, well, interesting...”[23] Toeplitz
also condemned the “textbook” scripts for those productions, based
mostly on historical publications or archive materials, the templated
and superficial nature of the dramas’ characters and the resulting plot
solutions, as well as the introduction of well-known family plots con-
cerning the main character’s biography.

[20] M. Malatynska, Katastrofa w Gibraltarze, “Echo [22] Z. Katuzynski, Smier¢ generata, “Polityka” 1984,
Krakowa” 1984, no. 202. no. 40.

[21] J. Zatorski, Dostojny komiks, “Kierunki” 1984, [23] K.T. Toeplitz, Parodia, “Polityka” 1986, no. 20.
no. 47.
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Olgierd Terlecki was critical of the film from a different point
of view: he noticed numerous historical errors, one of which was very
significant. It concerns a scene set in the Soviet Union in 1941, during
which Colonel Zygmunt Berling visits General Sikorski, who is ill. He
shows him a map of Poland’s future borders, concluding with the words:

“There is a great opportunity. Poland with Wroctaw and Szczecin, the
Recovered Territories, for which Dlugosz prayed. General, you have
to be Chrobry to make such a decision. You have to take a decision for
an entire nation, for whole centuries. May God give you such strength
and determination.”[24] He also claims that General Anders is an advo-
cate of breaking the agreement with Moscow. Olgierd Terlecki argued
that “Colonel Berling did not show Sikorski any school map, nor did
he inform on Anders [...]. Moreover, this whole scene is pure fiction,
as Sikorski did not talk to Berling at all”’[25] Referring to this scene,
Wlodzimierz Tadeusz Kowalski claimed that “this scene was not in
the script, it was created at the shooting stage”[26] It was, therefore, an
invention of Bohdan Poreba, who wanted to use this part of the film
as an example to show Sikorski’s orientation towards Moscow and his
blessing of the future territorial arrangement of the liberated country.

Naturally, The Crash Off Gibraltar also met with almost unam-
biguously positive reviews, although today the names of the authors of
these very articles come as no surprise. Zbigniew Klaczynski was one
who spoke positively about another of Poreba’s achievements, empha-
sising, among other things, the successful recreation of an era brought
to an end by the outbreak of World War II, the peculiarly spectacu-
lar imagery, based on the recreation of French, British or American
scenery on the screen, but also specific references to the present day,
which he found in the film. Klaczynski justified this with the following
arguments: “What I mean here is not only an interesting differentiation
of the image of the pre-war political elite, but also something like the
opposite. Namely, the formation of the thinking of these ultimately
very different people, most of whom, regardless of the purity of their
intentions and the breadth of their horizons, were under no circum-
stances able to go beyond the dogma of distrust and hostility towards
the Soviet Union. This conditioning, not devoid of deep historical and
class considerations, did not allow them to make a realistic assessment
of the situation of the country, nor even of their own situation, which
in the further course of events was to turn them into pathetically ri-
diculous figures of leaders and ministers of imaginary governments.
But before this happened, they fatally influenced the fate of still-active
generations. After all, it was London that imposed on the Home Army
the suicidal policy of two enemies, and it was London that inspired

[24] The beginning of the last sentence of Colonel [26] E. Duraczynski, W.T. Kowalski, Lubimy przegra-
Berling’s question comes from Ksawery Pruszynski’s nych?, interviewed by K. Kreutzinger, C. Dondzilto,

article Wobec Rosji.

“Film” 1984, no. 51, p. 4.

[25] O. Terlecki, Katastrofa w Gibraltarze, “Zycie

Literackie” 1984, no. 41.
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the tragedy of Warsaw. The specific topicality of the film is therefore

not just a reviewer’s trope.”[27] Czeslaw Dondzilto also found a lot of
value in The Crash Off Gibraltar. The Film reviewer saw in Poreba’s film

a polemic against the Polish Film School, and especially with the notion

of heroism it presented. Dondzilto also found the film’s portrayal of
the background of foreign policy during World War II, the atmosphere

in the London government and the growing dislike of the protagonist

among those in émigré circles to be a plus. And although Dondzitto

acknowledged that The Crash Off Gibraltar had a few shortcomings,
mainly in terms of staging, “the most important thing is that the film

is there, that it fills in one of the blank spots in our history”’[28] Among

the articles supporting Poreba’s achievement were some written months

before its premiere. Dziennik Ludowy published an article by Tomasz

Czabanski on 25 January 1984 (over seven months before The Crash Off...
was released). Although he was not a professional film reviewer, he felt

obliged to inform his readers that Bohdan Poreba’s film was “a patriotic

work,” “deeply, sincerely, truly patriotic,’[29] and was distinguished by
numerous artistic qualities, including excellent direction, superb acting,
musical composition and very good editing. Czabanski also added that
“despite the ominous complaining of some — God forbid! - critics and

the pressure of some - let’s say it in a gentle way - circles not particularly
fond of patriotism, the film was made, was enthusiastically received at

the first screenings, and will soon be released.”[30]

Roman WionczeK’s Dignity, on the other hand, despite its unam-
biguous ideological message, received positive reviews at times, whose
authors found certain values in Wionczek’s film. Elzbieta Doliniska,
despite criticising the journalism and listing other shortcomings of
the film, described the role of Jerzy Aleksander Braszka with warm
words. Giving her opinion, she said, “There is something very real
and captivating in his unhurried movements and simple, sometimes
clumsy, and always far from thrilling eloquence. This character is the
most successful of all; it is simply a convincing psychological portray-
al of a man with the courage to speak out for unpopular causes and
who is true to himself. Other characters are much poorer, drawn in
one-dimensional way. The further away from Szostak’s rationale, the
more schematic the figures become”[31] Matgorzata Karbowiak([32]
and Malgorzata Dipont[33] also found Braszka’s creation to be one
of the film’s high points. However, it is worth dwelling for a moment
on the latter critic’s review, as it offers an interesting perspective on
the fact of making Dignity, but also on the fact of saturating the film
with an unambiguous world-view charge. According to Magdalena

[27] Z. Klaczynski, Dramat w Gibraltarze, “Trybuna [31] E. Dolinska, Przestanie, “Film” 1984, no. 49.
Ludu” 1984, no. 213. [32] Cf. M. Karbowiak, Godnos¢, “Gtos Robotniczy”
[28] Ibidem. 1984, No. 272.

[29] T. Czabanski, Katastrofa w Gibraltarze, “Dzien- [33] Cf. M. Dipont, Godnos¢, “Zycie Warszawy” 1984,
nik Ludowy” 1984, no. 22. no. 265.

[30] Ibidem.
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Dipont, “it is good [...] that this film was made, because it should
open the way to other productions presenting different points of view
from that period, and more broadly, from our times.”[34] Well, of
course, films about the early 1980s were indeed made in the later years
of the decade; not all of them, however, had the chance to have an
audience, often being shelved and gaining a chance to be distributed
only when the system was clearly on the verge of collapse. Tadeusz
Szyma from “Tygodnik Powszechny” had an unequivocally negative
reaction to Dignity. According to Szyma, the peculiar way in which
the titles of film reviews were written in the magazine (each article
was entitled with the discussed item in inverted commas) came “in aid
of fulfilling the extremely unpleasant duty of reviewing something as
awful as Roman Wionczek’s production, concocted according to Jerzy
Grzymkowski’s fictionalised and timed paper” He added, “Dignity in
inverted commas - that’s all the criticism needed of the horrendous
talk of the «one spectator troupe,» which is a kind of continuation
of the former «one actor theatre» called «eref».[35] The enumeration
of further flaws in the film and the association of the main actor of
Dignity with Ryszard Filipski’s theatre resulted in interference by the
censor and the deletion of the more irritating fragments, which was
reflected in the article itself.

Tadeusz Szyma also addressed the issue of attendance in his
review. As he himself writes: “When I went to the Swiatowid cinema
in Nowa Huta out of my reviewing duties (which can sometimes be
downright torturous and extremely embarrassing), I found no one at
the second screening on the second day. The cashier told me, how-
ever, that the film will meet the situation with dignity, being in the
programme for four more days.’[36] Staying with the issue of the film’s
attendance in cinemas, it is worth noting one thing - some film jour-
nalists, especially those of a pro-Party bent, tried to cast a spell over
reality and report high interest in Dignity. In “Gazeta Krakowska,”
Witold Rutkiewicz stated straightforwardly: “Not only us critics found
the film so valuable and important that it is worth showing it to cinema
audiences before its screening on small screens. This view was fully
shared by the cinema management, who decided to run a series of
screenings to confirm or disprove the thesis that Dignity would turn
out to be the contemporary film the audience had been eagerly awaiting.
As T write these words, audiences in three provincial cities have voted
in favour of the film, watching it in packed auditoriums. Now, after
more copies have been made, it has been directed to other centres.”[37]
These words are contradicted both by excerpts from a memo of the
Department of Culture and the attendance data in the table. Janusz
Skwara’s review is also astonishing, as the critic juxtaposed Dignity

[36] Ibidem.

[35] T. Szyma, ‘Godnos¢, “Tygodnik Powszechny” [37] W. Rutkiewicz, Zobaczcie koniecznie!, “Gazeta

1985, no. 5.

Krakowska” 1984, no. 274.
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with No End, Krzysztof Kieslowski’s 1984 drama set during martial
law. In Skwara’s eyes, No End was a polemic work with Wionczek’s
film, but he did not expect both films to have high attendance figures
due to the tastes of audiences at the time, who appreciated comedies,
musical films and science fiction. In Skwara’s eyes, Dignity, despite
some flaws, was an important work, ‘if only for the reason that it broke
ataboo, a conspiracy of silence surrounding the political events taking
place in Poland’ Skwara added, “And he tried to see it not from the
perspective of the exasperated Solidarity movement, but from that of
an ordinary, simple activist who carries the burden of professional and
party responsibility”[38]

Much less has been written about Time of Hope than about
its predecessor. And, in fact, most reviewers were critical of the film.
Only the reviewer for “Sztandar Ludu” agitated viewers with his words:

“This film should absolutely be seen by everyone, regardless of their
attitudes and views. And even if it will not always meet with approval,
or convince everyone, everyone will find in it a piece of their own
experience, a fraction of the truth about themselves and their times.
And that is a lot”[39] Other than this, all critics turned their backs on
the film, finding numerous flaws and imperfections in it. Even Janusz
Skwara complained, writing: “The issues raised in Time of Hope have
no less genre weight than in Dignity. And yet, the film is not received
with such commitment and temperament as before. Art is governed
by specific conditions, it must also change, adapt to a specific reality.
Meanwhile, the director made a mistake. He tried to tell the story
of martial law using the same language as he had used previously
to describe the adventures of the feuding trade unions in 1980. This
proved too weak to convince the audience. They became less involved
in Szostak’s drama and waved many events aside”[40] Other critics
shared Skwara’s stance, differing only in the degree to which they
criticised the film. Tadeusz Sobolewski was probably the one to hit
Time of Hope hardest. In his review, he asked: “I wonder to whom
this pretend life itself a fable about a stupefied family, representing
the whole range of «typical» attitudes and all factions of relationships,
a fable about an evil world in which only the functionaries stand out
for their impeccable manners, could appeal”’[41] Indeed, more than
five years after the introduction of martial law, probably even the most
hard-line supporters of socialist ideology had to acknowledge, watching
WionczeK’s film, that the propaganda used in it was exaggerated. And
Sobolewski’s words that “Time of Hope is an interesting phenomenon
for film historians — an example of late socialist realism” can only be

agreed with.

[38] J. Skwara, W strong polityki, “Argumenty” 1985, [40] J. Skwara, Cos z zycia, “Argumenty” 1987, no. 12.
no. 26. [41] T. Sobolewski, Czas nadziei, “Tygodnik Po-
[39] (leg), Czas nadziei - czas refleksji, “Sztandar wszechny” 1987, no. 10.

Ludu” 1987, no. 55.
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Audience figures for

films from the Profil

Film Unit Production costs and distribution results for Profil Films made in 1983[42]

Average
Title Production| 70 mm | 35mm | 16 mm | Screen- | Atten- attend-
cost (inzt) | copies copies copies ings dance | ance per
screening

Closer to the Sky Every Day 17,831,700 - 32 - 3,685 253,477 69
Tribute to a Gray Day 34,201,100 - 36 - 2,512 107,311 43
House of St Casimir 26,008,300 - 21 - 724 40,419 56
The Crash Off Gibraltar 113,000,000 - 23 - 3,229 315,708 98
The Day of the Hummingbird | 23,864,600 - 26 - 1,259 58,883 47

Attendance and receipts for films of the Profil Film Unit 1984-1987[43]

Title Produ.ction Attendance ii:ii:ﬁtasl, in‘ier:;?g(t)sr;al
cost (in zf) (in 2 (in zh

Romance with the Intruder 41,541,000 77,000 2,702,000 3,622,000
Alabama 28,625,000 1,216,000 83,303,000 629,000
Dignity 14,000,000 72,000 2,200,000 |  -----
Maturing Time 32,031,000 | 1,011,000 | 35,656,000 | @ -----
Cuckoo in a Dark Forest 38,430,000 34,000 1,308,000 430,000
Devil’s Luck 30,266,000 150,000 7,427,000 35,000
Crumbs of War 30,622,000 14,000 450,000 4,025,000
Indebted to Death 35,755,000 132,000 5,567,000 3,796,000
In the Shadow of Hatred 29,068,000 65,000 2,331,000 517,000
Manager 34,916,000 179,000 9,953,000 |  -----
The Golden Train 143,100,000 190,000 13,546,000 | -----
Episode in West Berlin 50,940,000 100,000 4,808,000 4,301,000
The Golden Mahmudia 59,057,000 88,000 3,309,000 46,000
On the Banks of the Niemen 70,897,000 | 5,733,000 | 304,132,000 92,000
Time of Hope 42,440,000 31,000 1,314,000 | -----
The Republic of Hope 13,921,000 77,000 14,000,000

[42] Compiled on the basis of: Maty Rocznik Filmowy
1984, Warszawa 1986, Maly Rocznik Filmowy 1985,
Warszawa 1986 and Ocena Zespotéw Filmowych 1983,
Archive of Modern Records, collection: Supreme
Board of Film Affairs, file 5/45, p. 19. Due to a lack

of precise lists taking into account ticket receipts,

this value has been omitted. The last three columns
describe the values after one year of distribution of

particular titles.

[43] Compiled on the basis of: Ocena merytoryczno-
-programowa Zespotéw Filmowych, Archive of
Modern Records, collection: Supreme Board of Film
Affairs, file: 2/103, pp. 30-31, Filmy kinowe i telewi-
zyjne zrealizowane w Zespoléw Filmowych w latach
1984-1987. Zestawienie, Archive of Modern Records,
collection: Supreme Board of Film Affairs, file 2/275,
pp. 18-21. The three titles with the highest values in

particular categories are marked in bold.
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. Receipts, Receipts,
. Production . . .
Title . Attendance national international
cost (in zt) . .
(in z}) (in zb)
Pan Samochodzik and the Unearthly Mansion 51,173,000 401,000 17,895,000 |  -----
Seagulls 44,822,000 101,000 6,408,000 |  -----
The Black Feet 48,887,000 n.a. n.a. n.a
Three Steps from Love 48,316,000 164,000 16,000,000 | -
Between the Cup and the Lip 103,238,000 n.a. na. n.a
Dzikun 61,000,000 190,000 21,000,000 |  -----
TOTAL 1,053,045,000 | 10,025,000 | 553,309,000 17,493,000

The first films which the Profil Film Unit made after being reac-
tivated during martial law did not bring stunning attendance results,
in fact, often drawing very low numbers of viewers, and thus failing to
recoup the money spent on their production. The highest score in terms
of audience interest was achieved by The Crash Off Gibraltar, discussed
in this article, although Bohdan Por¢ba could hardly have been satisfied
with the figure quoted in the table. There were two reasons for such low
ratings: the involvement of the political artistic director and the fact
that Profil was considered a “regime” ensemble (which, incidentally,
also had an impact on the problems of finding actors willing to act in
Bohdan Porg¢ba’s and his directors’ films), and the poor artistic quality
of the films which were made there.

Today it is difficult to guess what the fate of Profil would have
been had On the Banks of the Niemen not been produced. Perhaps it
would have been liquidated as a loss-making ensemble, just like Czestaw
Petelski’s Iluzjon, which ceased to function at the end of 1987, when the
term of the film units expired. It is a fact, however, that it was the film
adaptation of Eliza Orzeszkowa’s novel that saved Profil from probable
liquidation, because the other films, in most cases, did not bring profits
from distribution. The exceptions were two productions from 1984:
Ryszard Rydzewski’s Alabama and (with a slight surplus in relation to
the production costs) Mieczystaw Waskowski’s Maturing Time. The
profits in these two cases were influenced by a number of issues: taking
up drug-related themes (these two productions were pioneering in this
respect), not devoid of a moralising and didactic charge; erotic scenes
with the participation of Maria Probosz, a popular actress of the young
generation at the time; and a musical score consisting of songs by pop-
ular rock bands and performers (in the case of Alabama, Urszula and
Budka Suflera; in Waskowski’s film, Klaus Mittfoch and Lombard). The
receipts from the distribution of Zbigniew Kuzminski’s The Republic
of Hope also exceeded production costs, but this was only because the
film was edited from the material of the Republika Ostrowska TV series
(1985), which affected the budget. Therefore, at the end of 1987, Profil
could boast the following results: “Average attendance at a screening,
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120 viewers; average income from a screening, 6,365 PLN (these are
the two second results among the eight units)’[44] A better result was
achieved only by Zodiak by Jerzy Hoffman, which, with a modest pro-
duction in terms of numbers, introduced two box office hits: Travels
of Mr Kleks (an audience of just under 8.5 million) and H.M. Deserters
(an audience of just over 5.7 million).[45] It is also worth noting that
the 22 films made by Profil during the period under review put Bohdan
Poreba’s team in first place in terms of number of productions. Pro-
fil, as the evaluation committee of this institution noted, “never once
exceeded the planned costs by more than 5%, while 6 times it made
savings above 10% and 17 times below 10% of the planned costs.”[46]
However, such good management of the budgets entrusted to it was not
appreciated by the evaluators, as it provoked accusations of inaccurate
financial planning of the productions.

Analysing the themes and genres of the films made by Profil in
the 1980s, it is clear that the unit was looking for ways to break away from
the reputation of a “Party” unit supported by the authorities. This does
not mean, of course, that in this decade it did not take up contemporary
themes seen from clearly defined world-view positions, or historical
issues — such works still constituted a major part of its output. However,
it also tried to reach out to a different kind of audience, as exemplified
by its films for children and young people. In 1986, Profil released three
such films (apart from Pan Samochodzik... also The Golden Mahmudia
by Kazimierz Tarnas and The Black Feet by Waldemar Podgorski), and
a year later, one (Dzikun by Andrzej Barszczynski). Although these
films were of great artistic merit and did not bring in big audiences,
Bohdan Poreba decided to continue this line in subsequent years. Thus,
in 1988 and 1989 there were Pan Samochodzik and the Secrets of Prague
by Kazimierz Tarnas, and The Hawk Wisdom by Vladimir Drha; both
films were made in co-production with Czechoslovak cinematography.
However, regardless of these attempts, Profil was unable to overcome
one very serious weakness — the imperfect directing staff, composed
mostly of average (to put it mildly) filmmakers. It was the most signif-
icant problem throughout the entire period of the company’s existence.

The article was written as part of a research project ‘Cinema of Polish
party film units in 1977-1991" funded by the National Science Centre,
decision no. DEC-2019/35/N/HS2/02161.
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This article explores some of the findings from a work-in-progress project that I began working on in
2020 to investigate the retrospective memories of 1980s British audiences surrounding viewing films
classified either 15 or 18 by the BBFC, while the participants were underage. I question the so-called
victims of censorship that have matured into their 40s and are no longer at the mercy of parents
or the classifications of the BBFC in order to investigate the retrospective memories of these adults
who were once participating in forbidden viewings as children in the 1980s. This article explores
Annette Kuhn’s idea that for audiences, the movie fades from memory to make way for more movies,
but it is the life experiences that stay with the viewer. By focusing on underage viewers and films
that had been deemed unsuitable for their age, I hope to review Kuhn’s claim, by resituating the film
itself as the prominent memory — a memory not replaced by many decades of movie watching since.
This article outlines the methodology for the project, before turning to a discussion of participants’
memories of interrupted film viewings. In exploring the dichotomy between memories of viewing
conditions and memories of the film themselves, this article then considers memories of the horror
genre (and terrifying scenes in other genres), and also the issues of watching sex in films, and the
impact of parental restrictions, or watching while with parents.
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In 2021, Welsh film director Prano Bailey-Bond made her feature
film debut at the age of 39 with the release of the critical and commercial
success Censor (2021). It is a film made by a director who would have
only been eight years old by the time the 1980s finished, and it is set
in 1985, when Bailey-Bond was only three years old. Nevertheless, it is
a film steeped in memories of the UK in the 1980s. More specifically, it
is a film that directly addresses the “video nasties” moral panic[1] that
gripped the UK in the 1980s (1982-1984 specifically[2]). Its protagonist
is a female censor at the British Board of Film Classification, which
was known as the British Board of Film Censors until 1984 and despite
the name change, persisted with censoring material. The protagonist,
Enid (Niamh Algar), considers her role at the BBFC to be essential in
protecting society from the harm that films can potentially cause. The
film revels in VHS aesthetics, opening with a scene from a fictional
horror film featuring a woman running through a forest before falling
and being dragged, screaming, along the ground by an unseen force.

[1] S. Cohen, Folk devils and moral panics: the crea- [2] C. Critcher, Moral panics and the media, Maiden-
tion of the mods and rockers, London 1972. head 2003.

Images 32(41), 2022: 129-143. © The Author(s), Adam Mickiewicz University Press, 2022.
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Enid, watching the film carefully in the offices of the BBFC, first pauses,
then rewinds the scene, before watching it again as we hear the screams
from the corridor outside the screening room. She tells a colleague that
they “can’t afford to make mistakes” Looking directly into the camera,
she decides: “I'm cutting it”

Ironically, Enid is doing something very similar to what many
children were doing with the videos that they had access to, and that
were deemed inappropriate for their age group by the BBFC: pausing
and rewinding. She is assessing the gruesome special effects, analys-
ing, discussing, and perhaps even memorising shocking moments.
British children of the 1980s were the first generation to have access
to video players (VHS or, less commonly, Betamax). The arrival of
this new technology in family homes across the country terrified the
authorities, led by a mainly right-wing national press providing what
Julian Petley calls a “megaphone for censorious politicians and moral
entrepreneurs.”[3] Kate Egan’s work on video nasties emphasises the
impact of these moral entrepreneurs and their positioning by the press,
assessing “the extent to which the Mail, rather than Thatcher, can be
seen as the prime mover and shaper of a powerful rhetoric which
would, ultimately, lead to the implementation of British state video
censorship.”’[4] The opening credits of Censor feature a montage of
gruesome moments from so-called video nasties such as The Drill-
er Killer (1979) and Nightmares in a Damaged Brain (1981). The clips
are accompanied by voiceover and clips from some of Petley’s “moral
entrepreneurs” including Mary Whitehouse elucidating her concerns
over the influx of horror films into the burgeoning home video market.
To Egan’s point, Censor’s montage suggests Whitehouse is the face of
the panic, not Thatcher. This recent representation of 1980s British film
culture demonstrates the fervour and furore that video watching, and
particularly the possibility of children watching unclassified content,
provoked in society and politics of the UK.

In this article, I will discuss some of my findings from a work-
in-progress project that I began working on in 2020 to investigate the
retrospective memories of 1980s British audiences surrounding viewing
films classified either 15 or 18 by the BBFC, while underage. The first
stage of the project is complete, having gathered 309 questionnaires
from participants between October 2020 and April 2021.

In their work on media law, Geoftrey Robertson and Andrew
Nicol argue that “children of all ages are the real victims of obsessive
BBEFC censorship decisions taken ostensibly in their interests, but with-
out much expert insight into what might cause them harm?[5] The
approach advocated by the Departmental Committee on Obscenity

[3] J. Petley, Film and video censorship in contempora- [5] G. Robertson, A.G.L. Nicol, Media law, London
ry Britain, Edinburgh 2011, pp. 5-6. 2008, p. 850.

[4] K. Egan, Trash or Treasure? Censorship and the

changing meanings of the video nasties, Manchester

2007, p. 83.
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and Film Censorship under Professor Bernard Williams in 1979 rec-
ommended that the BBFC “should take account of the protection of
children and young persons from influences which may be disturbing

or harmful to them, or from material whose unrestricted availability to

them would be unacceptable to responsible parents”[6] Petley argues

that the newspapers “habitually invoke «public opinion» as backing their
particular partisan causes, but this is an act of the purest ventriloquism:
«public opinion» on these occasions is quite simply whatever newspapers

say it is”’[7] With this in mind, it is significant to note the many question-
naire responses that suggest parents were not of the opinion that greater
censorship of films was needed, even for children. When asked why
viewings of forbidden films took place where they did, some responses

included “Because I could, my mum didn’t mind,” “We had a VHS player
and parents who were fairly open minded [sic! - PT.] about what we

watched,” and “my parents weren't bothered.” One respondent went so

far as to state, “watching underage films was completely unregulated in
my childhood home, sometimes even encouraged.” Martin Smith, in his

work on remembering viewings of The Exorcist (1973), follows Martin
Barker et al.[8] in labelling this “encouragement” or purposeful showing
of a film to someone in order to share the experience, “gifting”[9] This

gifting, often from parent to child, displays a process of film selection
within the family that may bypass the considerations of what Smith
labels “indirect regulators”[10] such as the BBFC.

My aim in this project is to question what Robertson and Nicol
call “victims” of censorship, now that these so-called victims have ma-
tured into their 40s and are no longer at the mercy of their parents or
the classifications of the BBFC. I investigate the retrospective memories
of these adults who were once participating in forbidden viewings as
children in the 1980s. In this project, I explore Annette Kuhn’s idea that
for audiences, the movie fades from memory to make way for more
movies, but it is the life experiences that stay with the viewer.[11] By
focusing on underage viewers and films that had been deemed unsuit-
able for their age, I hope to review Kuhn’s claim, by resituating the film
itself as the prominent, formative memory - a memory not replaced
by many decades of movie watching since. This idea is explored in
Kuhn’s earlier work on 1930s audiences, where she argues that when
recounting memories of frightening films, “accounts are precise in their
recollection of the images and scenes which terrified their narrators.”[12]

[6] Q. Thomas, Preface , [in:] Behind the scenes at the [10] Ibidem, p. 146.

bbfc: film classification from the silver screen to the [11] A. Kuhn, What to do with cinema memory?, [in:]
digital age, ed. E. Lamberti, London 2012, p. xii. Explorations in new cinema history: Approaches and
[7] J. Petley, op.cit., p. 6. case studies, eds. R. Maltby, D. Biltereyst, P. Meers,
[8] M. Barker et al., Alien audiences: Remembering West Sussex 2011, pp. 85-97.

and evaluating a classic movie, Hampshire 2016, p. 44.  [12] A. Kuhn, Dreaming of Fred and Ginger: cinema
[9] M. Smith, Remembering “the scariest movie of and cultural memory, New York 2002, p. 66.

all time”: A grounded audience study of The Exorcist,
Northumbria University 2019, p. 157.
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For some of my participants, these influential film experiences
are endured alone, with the film playing on video or television, and
therefore the experience was not about a social act at all. On the other
hand, most participants remember clearly who they were with, where
they were, and the importance of post-viewing discussions of the films.
Watching while underage what the BBFC deemed to be adult material
in film, such as graphic sex and/or violence, was often a social activity,
with almost three quarters of respondents watching forbidden films
with friends and approximately 70% watching these films in someone
else’s home. It was also seen by many to be a “risky” activity, and one
that could give you respect with peers. Smith highlights the importance
of sleepovers for viewings of The Exorcist, arguing that “children in
the 1980s... had a clear film culture of their own” and that sleepovers
allowed boys in particular to display their bravado when watching
age-inappropriate films. Both the risk and the potential for respect
play an important role in viewers’ experience of watching age-restrict-
ed films. The questionnaires filled out by men and women allow the
respondents to discuss why they chose to watch forbidden films that
had been deliberately classified as potentially extreme and/or disturbing
and only suitable for those over the ages of 15 or 18.

The viewing of these films while underage is a life experience
that fundamentally links to a visceral memory of the film itself. Kuhn
categorises three forms of cinema memory: “remembered scenes or
images from films (Type A memories); secondly, situated memories of
films (Type B memories); and, finally, memories of cinemagoing (Type
C memories).”[13] From my analysis of the questionnaire responses,
type A memories of remembered scenes or images seem to prevail.
However, in this article, I will focus on some of the type B memories,
where there are memories of both scenes and images from the films,
but also significant scene setting from the respondent. This project
aims to consider memories of viewing films as both sociological and
psychological concerns, but also to consider how the specific aesthetic
and interpretive qualities of films are often central to this endeavour.

This article will briefly outline the methodology of the project
and some of the findings regarding the diverse viewer memories of
conditions of reception with particular reference to the emerging tech-
nology of video in the 1980s. I want to focus on two particular questions
asked of the participants. The questionnaire included the questions

“How would you describe the experience of viewing forbidden films
while underage? Interrupted or uninterrupted?” with the follow-up “If
your forbidden film viewing experience was interrupted, please tell us
why it was interrupted and how long it took for you to see the whole
film(s).” This notion of the interrupted viewing is a key feature of video
watching, and links back to the ability of Enid in Censor, as well as
the many children of the 1980s who were watching age-inappropriate

[13] A. Kuhn, What to do with..., p. 87.
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films, to pause, rewind, fast forward, or stop their film experience at
any time. While children have always been able to self-censor films
by fleeing cinemas or covering their eyes, this ability to manipulate
the film itself is novel to the 1980s children watching films on video
cassette. The child viewer can become what Smith labels, the “agent of
censorship”[14] with the push of a button.

Finally, in this article I will consider the content of the films
my informants were watching, focusing particularly on responses to
horror films and the issues of sexual content, specifically in relation to
parental attitudes to age-inappropriate film viewings.

The methodology for the project was inspired by the work of ~Methodology
Daniela Treveri Gennari on memories of Italian cinema-going in 1950s
Rome,[15] as well as Treveri Gennari and Silvia Dibeltulo’s work on
memories of film censorship in 1950s Italy.[16] Firstly, I conducted
a survey of 309 participants that were all aged 39-50 in 2019. Eligible
respondents lived in the UK during the 1980s and were aged between
o and 11 years old in 1980. I chose this age group due to the particular
circumstances of changing viewing receptions in 1980s Britain. The new
technology of video entering many homes, the vigorous way in which
right-wing sections of the media responded to the influx of so-called
video nasties, and the ways in which the UK government were encour-
aged to respond, all combine to make this a rich era for study. Egan has
rigorously mapped “the changing cultural status of the video nasties,
but her central concern is not how fans and collectors “responded to
viewings of the films themselves.”[17] It is precisely these responses that
I am gathering, not just to the so-called video nasties, but also to all
age-inappropriate films watched by children of the 1980s.

The participants filled in a questionnaire with a range of qual-
itative and quantitative questions. The participants were recruited
through both random and snowball sampling. The sample of 309 in-
cludes a range of adults with varying film viewing habits from different
locations across the UK, and with differing lifestyles and occupations. In
order to find people for this sample, a combination of online methods
was used, including social media and forums and a dedicated website for
the project. The majority of respondents were recruited through Twitter
and Facebook with every new participant being asked to retweet or
share my call for participants. This has led to some drawbacks; though
I did not collect information around ethnicity, I can confidently infer
from the names and profile pictures of respondents that the vast ma-
jority are white British and that the recruitment process did not reach

>

[14] M. Smith, op.cit., p. 146. [16] D. Treveri Gennari, S. Dibeltulo, It existed
[15] D. Treveri Gennari, If you have seen it, you indeed... it was all over the papers: Memories of film
cannot forget!’: Film consumption and memories of censorship in 1950s Italy, “Participations: Journal of
cinema-going in 1950s Rome, “Historical Journal of Audience & Reception Studies” 2017, no. 14(1).

Film, Radio and Television” 2015, no. 35(1). [17] K. Egan, Trash or..., p. 14.
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a significant number of ethnicities that would be representative of the
UK population in the 1980s.

The recruitment methods have provided a mix of respondents,
but they were predominantly male (79%). Egan has noted that mas-
culine identities can be constructed in relation to video nasty watch-
ing and video nasty websites. These sites are where mostly male fans
demonstrate their knowledge and the “validity of their right to teach”
others about the video nasties. The fact that many more men com-
pleted the questionnaire compared to women suggests that perhaps,
as Egan has suggested, the “ability to reminisce and recount nostalgic
memories and experiences”[18] regarding watching video nasties (or
by extension, any age-inappropriate films) allows film fans to share
knowledge and teach others about a critical moment in film history.
Approximately three quarters of the sample preferred science fiction
and action/adventure films when they were children/teens (perhaps ex-
plaining the frequency of references to Robocop (1987) in the responses),
and approximately 65% suggested that “scary films” were high in their
interests. There are also a significantly smaller number of participants
(around 5%) for whom romantic films and musicals were among their
favourite three genres. Although the sample was inevitably self-selected,
respondents represented a wide cross-section of the population in terms
of age in the 1980s, education, employment, and geographical location.
They were predominantly left-leaning (around three quarters of the
sample), and mainly educated to at least degree level, with differences
of race and class having not been examined.

Respondents are also asked to discuss their memories of under-
age film viewing, particularly what the conditions of their reception
were (who they were with, where they were, were they interrupted?), as
well as the genre of films they watched and what the impact of watching
these forbidden films was on their future viewing habits. The question-
naire is used to identify themes and patterns, and to select participants
for follow-up interviews.

By drawing on questionnaires with underage British film viewers
of the 1980s, and by treating the responses to these questionnaires as
memory texts, I propose to look at some distinctive viewing conditions
of young people when watching films that the BBFC and many voices
in the media had deemed unsuitable for their age group.

The 1980s is the decade of the VHS boom, with Petley stating
that by 1989 there were 13.8 million video recorders in British homes,
up from 230,000 in 1979.[19] The responses to this questionnaire reflect
this statistic with a significant majority of respondents saying that they
watched forbidden films on rented or bought VHS tapes. The cinema
as an option for viewing forbidden films is notably limited to under-
age viewers, with less than 10% of respondents indicating that they
watched a forbidden film in the cinema. This might also be due to the

[19] J. Petley, op.cit.
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majority of respondents watching forbidden films between 1987 and
1990, as the number of VHS players in homes was soaring, as opposed
to a significantly lower number of respondents watching films while
underage in 1980-1983, when the number of people with access to
a VHS player was lower.

In response to the questions, “How would you describe the ex-
perience of viewing forbidden films while underage? Interrupted or
uninterrupted?” and “If your forbidden film viewing experience was
interrupted, please tell us why it was interrupted and how long it took
for you to see the whole film(s),” I was surprised to note that only 21% of
respondents stated that their forbidden viewings were interrupted.
As Robert C. Allen notes, the hurried distribution of the VCR in the
1980s rendered assumptions about [...] normative modes of consum-
ing products invalid.[20] Before beginning this study, I hypothesised
(due to anecdotal evidence) that underage viewers’ often experienced
interruptions when viewing material deemed age-inappropriate. In his
study of audience recollections of viewing The Exorcist, Smith states
that censorship caused an alteration to the experience in terms of how it
“changed for participants in definitive, measurable ways by their having
the process of viewing the film (and not the film text itself) interrupted
or distorted”’[21] Smith notes that participants had to watch the film
“piecemeal after bedtime” or parents told them to “look away” at certain
points. I suspected that this was part of the normative experience of
consuming 18-rated films on VHS while underage. These 1980s youths
are the generation that has, as Allen states, “grown up with their earliest,
most formative and most common experiences of movies occurring
in places that Hollywood dismissively referred to as ‘non-theatrical’
exhibition sites”’[22] These exhibition sites (usually private homes)
afforded children more control over what they watched, when they
watched, and how many times they watched films. However, it also
came with the added threat of being caught out by concerned parents,
with Smith arguing that “regulation from family members, friends,
schoolteachers, and others central to one’s life means more to audiences
than does regulation from the MPAA, the BBFC, the government, and
other national organisations.”[23]

While the number of respondents that remembered having in-
terrupted viewings was less than I had imagined, the answers to these
questions do raise some significant issues, and the place of viewing
and the difficulty of accessing the television is a key aspect of this.
In his previous work, Allen had also noted that 1984 was the year in
which the term “media center” entered the vocabulary of domestic

135

Interrupted viewings

[20] R.C. Allen, Reimagining the history of the [21] M. Smith, op.cit., p. 134.
experience of cinema in a post-moviegoing age, [in:] [22] R.C. Allen, Reimagining the history..., p. 42.
Explorations in new cinema history: Approaches and [23] M. Smith, op.cit., p. 147.

case studies, eds. R. Maltby, D. Biltereyst, P. Meers,
West Sussex 2011, p. 42.
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American architecture.[24] While many American families may have
been assigning this designated space for audio-visual technology, the
questionnaire respondents did not mention media centres, but were
torn between televisions in bedrooms, parent’s bedrooms, sibling’s
bedrooms and the lounge or living room. There are many of what
Kuhn calls situated memories here, with some significant scene-setting
included in the recollections - references to the “upstairs TV, or par-
ents coming upstairs to interrupt forbidden viewings. One respondent,
Graham Davison, resorted to watching films from the hallway outside
the lounge (through a glass door) where his parents watched “their
movies.” Two participants mentioned that their viewings were less likely
to be interrupted when they got a television in their own bedrooms.
Andy Carslaw wrote about sneaking into his parent’s bedroom to watch
Jaws (1975) while his parents watched it on the television downstairs.
This synchronous viewing of a forbidden film with both parents and
child watching the same film at the same time, but in different spaces
within the same house alludes to the exciting but asocial experience
of underage viewings. Andy Carslaw adds that his parents caught him
watching Jaws when they heard his scream at one of the particularly
scary moments in the film. These partial sightings of films through
doorways and on small screens make for a particular and distinctive
experience for the children of the 1980s.

Many respondents also highlight this notion of viewings being
interrupted due to responses of fear. However, while Andy Carslaw says
he was “rumbled” by his parents for screaming too loud, many other
participants admitted that they self-censored, opting to cut their own
viewings short due to their extreme feelings of fear. Smith refers to this
as a process of “self-censorhip,’[25] which he identified when analysing
recollections of viewing The Exorcist. Significantly, self-censorship is
another way that “upstairs” is used in the responses. For example, one
anonymous respondent says: “I remember being too scared by Evil
Dead 2 (1987) and opting to go upstairs.” To this respondent, upstairs
is the safe space away from the television, and more specifically, the
scary film. The Evil Dead films had a reputation amongst young teen-
agers, since the original had been impounded during the video nasties
panic due to its “gruelling and disturbing horrors.”[26] It is interesting
to consider if this changing of rooms would have the same impact as
fleeing a cinema. When children of the 1930s ran out of the cinema to
escape a frightening film, it would often involve fleeing the darkness of
the cinema into the light of day. However, children of the 1980s were
more likely to escape a room of the house for another room in the same
house, most likely with evening viewings meaning that it remained
dark outside the windows. Matthew Norton speaks of “daring” to watch

[24] R.C. Allen, Home alone together: Hollywood and [25] M. Smith, op.cit., p. 117.
the family film), [in:] Identifying Hollywood’s audien- [26] K. Egan, Cultographies: The Evil Dead, London
ces, eds. M. Stokes, R. Maltby, London 1999, p. 112. 2011, p. 99.
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Barbarella (1968), which featured a scene involving “vicious toothy
dolls” that was “too much for me and led me to switch the film off at
that point and freak out for a bit” This respondent appears to allude
to some agreement with the BBFC’s age ratings, suggesting that the
film was only suitable for older people. Norton adds that at “the age of
about 1y [...] I managed to stop freaking out and to face THAT SCENE
and was able, at last... to enjoy the sensuality of the rest of the story” The
primacy of the film text here is vital. This respondent even capitalises
‘that scene” in his answer, the “vicious toothy dolls” clearly etched on
his memory, and the primary reason for his interrupted viewing. Kuhn
also noted in her study of 1930s audiences the “tendency to describe
isolated visual impressions”[27] of frightening films, but the significant
difference here is the ability to stop the film immediately when watching
on video in the 1980s. This added control may be an effective way of
self-censoring in the moment, but it may have negative repercussions,
as Smith argues that it can decontextualise the film’s imagery and lead
to a child being more confused by what they have seen.[28]

Although not a horror film, Norton’s response to Barbarella
suggests that certain terrifying iconography can have a lasting impact
on participants. I searched the questionnaire responses for reasons that
horror is likely to stay in the memory of my participants. Is it memo-
rable for its gore, for its ability to shock, and for its immediate power
to scare a child, and to give them nightmares or difficulty sleeping? Do
my respondents remember horror simply because it traumatised them?
David Buckingham’s volume on understanding childrens emotional
responses to television,[29] based on research conducted in the early
1990s, reveals that children often had an ambiguous relationship with
horror, torn between “distress and delight.”[30] Buckingham also found
that the “experience of fear [...] frequently appears to intensify after
viewing”[31] My respondents talked of “choosing to be scared,” and
the words “scared” or “terrified” are frequently combined with another
adjective: as in “scared but intrigued,” or “scary and thrilling and far
more imaginative than anything made for kids” These combinations
of adjectives to describe emotional states alludes to this ambiguous
relationship with the genre.

Similar to the findings of Kuhn’s study of 1930s audiences, many
informants mention “nightmares and waking fears brought on by seeing
«horrific» films”[32] Many participants mentioned either nightmares
or trouble sleeping after watching the films. Some were specific in
how long this lasted: “Inability to sleep well for a day or two,” “I had
nightmares for what felt like weeks,” “The transformation scene and the

[27] A. Kuhn, Dreaming of..., p. 71. [30] Ibidem, p. 44.
[28] M. Smith, op.cit., p. 136. [31] Ibidem, p. 104.
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Nazi dream sequence in American Werewolf (1981) gave me awful, awful
nightmares for months,” and others are more vague. Some participants
suggest that they are still having nightmares due to their childhood
horror viewings roughly 40 years later. One participant states that they
“found Alien (1979) too intense but «watched» the entire film with my
eyes shut building the film up to something more horrific than it actu-
ally was and still suffering with irregular nightmares about the film even
now.” Similar uses of “even now” and “even to this day” are peppered
through the responses such as when referring to A Nightmare on Elm
Street (1984): “the scene where Johnny Depp’s character is killed by be-
ing pulled through his bed permanently changed the way I go to sleep,
even to this day” Joanne Cantor argues that “T'V programs and movies
are the number one preventable cause of nightmares and anxieties in
children,’[33] also noting the use of “to this day” when people discuss
their lingering memories of scary films. Memories of horror then are
sometimes memories of transformation, of a change in a child’s life, and
it is possible that watching in the home (as opposed to a cinema) will
have made the horror feel present and less easy to shake off.

This led me to search for instances of respondents saying that
their childhood viewings still affected them now that they are much
older. There are many examples of participants using the words “I'still...”
to begin sentences that demonstrate that the impact of these films have
now lasted many decades. For example, one respondent says “I still find
religious iconography unsettling” due to a childhood viewing of Carrie
(1976). Another states that “the only scene that really stayed with me
was the dinner table scene in The Texas Chainsaw Massacre (1974). 1 still
find that hard to watch,” suggesting that this respondent has returned
to the film, despite their difficulty with the aforementioned scene. Egan
has noted that descriptions of participating in watching video nasties
frequently take “the narrative form of a male rite of passage (in the sense
that such fans seem to ground discussions of watching and renting the
nasties within discourses of growing-up, taking risks, and, implicitly,
of becoming a man).”[34] Some go so far as to mention scarring from
the films: A Nightmare on Elm Street is described as having left “a bit
of a scar from that first viewing” and another respondent says that “in
hindsight I think they can leave a deep psychological scar. I'm sure Jaws
had fed my fear of being in deep sea.” These responses suggest the films
and their disturbing scenes are as memorable as the aftermath of view-
ing. Fear intensifies at night, and the participants remember now how
remembering the films then felt. Buckingham also noted that children
would often rewatch films as part of a conscious strategy of learning to
cope.[35] My study indicates a range of reasons for rewatching since the
first childhood viewings of horror; some enjoyed the “gory bits” and

[33] J. Cantor, “Mommy, I'm Scared” How TV and Mo-  [34] K. Egan, Cultographies..., p. 144.
vies Frighten Children and What We Can Do to Protect  [35] D. Buckingham, op.cit., p. 114.

Them, London 1998, p. 5.
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seeing how the effects were done, while one respondent stated boldly:

“watch it for the nudity, the monsters, the aliens, the robots, and the
gore, but rewatch it for the social commentary and all the other sub-
texts and undertones” Others mentioned that it took years to rewatch
some films: Poltergeist (1982) is referred to as “probably the film that
gave me the most nightmares. It took me many years to rewatch it after
first seeing it at a young age” suggesting that rewatching may still be
a coping strategy.

However, the aforementioned response from Matthew Norton
regarding his viewing of Barbarella, and crucially, his inability to con-
tinue watching the film, or to rewatch it for many years, also raises two
further issues - the issue of the content of the films, and the issue of the

“wait” to resume the forbidden viewing. It is significant to note that five
respondents mention sex in their answers, but the only participant to
mention violence says his parents had no issues with it. The five that
raise sex as an issue all state that their parents were uncomfortable with
them watching these films. For example, Julia Phillipson says that her
Dad would fast-forward sex scenes, Matthew Cuss’ parent switched off
The Terminator (1984) due to the single sex scene, and Steve Creswell’s
mother turned off “films with frequent sexual swearing” This alludes to
the many parents that were concerned about what their children were
watching, whether due to what they read in the newspapers, or due to
their own knowledge, or synchronous viewing of the films in question.
Buckingham, [36] Sarah Smith[37] and Martin Smith[38] all find in their
audience studies that “there are considerably more mentions of mothers
restricting activities.” Sex is mentioned repeatedly as being more taboo
than horror, both for parents and children. Many participants discuss
their discomfort with sex and nudity while watching age-inappropriate
films with parents, and similarly sexual violence is often considered
more disturbing than gore. Parents are also less comfortable with sex
and nudity as this participant’s response summarises: “when a scene
came on with topless women working in a field [...] my mother got
very annoyed and immediately fetched a tea towel from the kitchen and
hung it over the TV saying «Darren you are allowed to watch the blood
and guts, but not the boobs»”” It is also significant to note how many re-
spondents remember the position of their younger selves while viewing
forbidden films with parents, particularly when sex was on screen. Kuhn
notes in her study of 1930s cinema audiences that often informants
would reference physical activity when discussing coping strategies dur-
ing horrific films, “as if bodily memory is primally imprinted,’[39] and
also that some memories were “associated with a mother’s comforting
presence.”[40] One respondent remembers being “cuddled up with my

[36] Ibidem. [38] M. Smith, op.cit.
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Dracula to Dead End Kids, London — New York 2005. [40] Ibidem, p. 72.
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mother on the sofa, hiding my face at the scary bits” in Amityville 2: The
Possession (1982) and being “particularly uncomfortable at an instance
of incest initiated by the possessed character” Another remembers
clandestine viewings upstairs while parents were downstairs and “there
was a sense of danger, of being caught. The volume would be turned
down very low and I would be constantly listening out for movement
downstairs” Another remembers watching Eraserhead (1977) “sideways
laying on a sofa with my mum.” What these responses often reveal is
a nostalgic yearning for youth, and also a memory of feeling privileged
and mature when a child was allowed to watch material that had been
classified by the BBFC as inappropriate. While sex and nudity in films
bring back memories of discomfort, memories of watching horror often
suggest the opposite, as this respondent neatly explains:

Sometimes being allowed to stay up late with my parents... when I wanted
to watch some horror. I felt safe and as I say, it was like half of the things
on telly were out to frighten people. I still watch these old 70s films and
TV series and I watch with nostalgia and it actually reminds me of a time
of feeling safe and having no worries.

Many respondents would mention “parents being out” as a rea-
son for watching forbidden films, and the return of their parents being
the reason for an interrupted viewing, indicating the risky nature of said
viewings. The endeavour of watching these films becomes complicated
by these differing parental attitudes. If the viewing is sanctioned by the
parent, it is potentially less risky and less likely to be interrupted. In
future interviews with my participants, I will investigate if in the eyes
of many 1980s children, the BBFC classification essentially became
irrelevant in deference to what their parent said is suitable for them to
watch. The process of viewing when parents are out, with the possibility
of being caught, adds another level of risk to the experience of watching
these films. The double, or even triple threat of defying the BBFC, the
press and its claims about public opinion, and the participant’s own
parents makes these viewings a more exciting experience than for those
whose viewing was sanctioned.

Those participants with interrupted viewings due to concerned
parents would often have the shortest delays in completing their view-
ings of a film. For example, Edward Popham notes that “It might have
taken three days to watch something” due to interruptions from his
parents. Similarly, one participant states that “invariably [...] films were
watched in blocks of 20-30 minutes” and it was only “if we were lucky
we could go back and finish watching something that day” Matthew
Cuss was less lucky. His completion of The Terminator after his mother
had turned it oft during the sex scene, was “a few months” later. Nota-
bly, a few participants mention their viewings being interrupted and
only getting to complete the films years later. For example, Alexander
Bowley had to wait a few years to see the end of Predator (1987) and an
anonymous respondent took a few years between turning off An Amer-
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ican Werewolf in London at a particularly scary scene, and seeing the
remainder of the film. Similarly, another anonymous respondent had
to rent a copy of Near Dark (1987) a year after his sister interrupted
his viewing due to the language being “particularly rough,” and Steve
Creswell only got to complete Beverly Hills Cop (1984) years after his
Mum turned it off after watching the first ten minutes of the film with
him. My follow-up interviews will explore the effect of these interrupted
viewings in relation to Peter Wuss’s theory of priming, which argues that
‘the opening of a film has the function of programming the information
processing of the whole reception process’[41] I will investigate how
participants responded psychologically to the interrupted viewings. For
example, did they hypothesise about the film’s ending and anticipate
their opportunity to complete their viewing of the films. Smith has
previously noted that fragmentary viewings often lead to a long battle
to overcome the effects of the films.[42]

In conclusion, Buckingham’s observation of distress and delight
in children watching horror is still evident in the memories of my par-
ticipants. Delight far outweighs distress, with many more respondents
mentioning the thrill and excitement of watching horror as opposed to
expressing feelings that the viewings were unenjoyable. However, this
could reflect the fact that many people included in my sample count
themselves as film fans, and specifically horror fans. The retweeting of
my call for participants by Empire Magazine’s editor-at-large, Helen
O’Hara, brought my project to the attention of people who clearly
have a passion for film, and this retweet alone is likely to have helped
me to recruit over a third of my participants. Nevertheless, many of
the respondents talk about these early forbidden viewings as being re-
sponsible for starting their love of horror, and it is often a love that they
still have to this day. This is linked to an appreciation of the creation of
practical gore effects, and often a love of film more widely. Respondents
mention watching forbidden films that had low budgets, that were more
experimental, less star-driven, and that educated them about the adult
world and in some cases, even helped them develop their personalities.
In many cases, some of the forbidden films mentioned remain my
participants’ favourite films to this day.

What many of the responses point to is a combination of en-
hanced and reduced control. While previous generations of underage
viewers might see films at the cinema, this generation would see films
on video in their homes, or the homes of others. They could pause
and rewind as Melanie Newman did, or even fast-forward certain mo-
ments as Steven McKenzie’s mother told him to do. They could delay
viewing the remainder of a film if they were scared. At the same time,
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these participants were often at the whim of parents and limited access
to televisions. The enhanced control that came with owning a VCR,
came with the cost of being restricted to the home, a shared space
where parents and children must coexist. Similarly, the interruptions
of adverts and even news broadcasts during films screened on live TV
were uncontrollable interruptions also mentioned by some participants.

These formative experiences of watching films that were deemed
inappropriate for a child also resituate the film as the prominent mem-
ory, rather than any wider experience of the viewing circumstances.
This underlines Kuhn’s findings that the case of frightening films is
exceptional in terms of memories of film viewing. Watching scary
films, or sexually graphic films, or any other material deemed adult
and unsuitable for children, often makes the film viewing experience
become a secondary concern. The precision with which respondents
recall the age-inappropriate films and the specific scenes that scared or
scarred them suggests that for these young audience members of the
1980s, the movie has not faded from memory and will not make way
for more movies. This is exacerbated by the fact that watching at home
on video cassette might not be considered as memorable a life expe-
rience as a cinema visit. While participants often do remember who
they were with or if they were alone, it is often the film and specifically
shocking scenes (many from horror films) that are at the forefront of
their memory. These film scenes are often still remembered to this day,
such was their impact, for better or worse.
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My article compares the catalogues and interfaces of a small and a big VOD provider and empha-
sizes the critical innovative potential of the intervention of the former and, more generally, of small

streaming services. I employ a cultural studies approach and closely read the acts of curation of these

two types of providers. As a case study, I focus on the curation of the feature film The Death of Mr.
Ldzdrescu on both platforms. By critical innovation, I understand an economic or industrial inter-
vention that questions and disrupts hegemonic discourses in its field. In the case of VODs, it refers

to an engagement with discourses on digital film consumption, the branding of premium content,
establishment of taste, and diversity of content. I also approach critical innovation as political and

economic. I provide proof that small non-profit providers set up more advantageous viewing experi-
ences that benefit a film and its makers. I also show that they play an important role in maintaining

the sustainability of a digital distribution ecosystem.
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The protagonists of my analysis are two international streaming  Introduction
services. One is a big and globally recognizable brand, Netflix; the other
is a small and hardly known provider, Cinepub.[1] There is a striking
contrast in terms of size, business practices, and goals between these
two players, which might challenge the relevance of the act of compar-
ing them. This reservation would be legitimate if pertaining to a study
interested in delivering a detailed presentation of the practices of these
providers. However, my article has other objectives. The comparison
becomes instrumental in asking questions regarding the setting up of
viewing experiences in the digital realm and in highlighting specific
ecological challenges. The strong contrast between the two players also
serves my interest in revealing specific procedures in critical innovation
with Luddite aspects, which I will refer to as innovation by withdrawal.

Netflix is a widely recognized brand. It originates in the US,
which is the main supplier of global entertainment and one of the
largest film markets in the world. Netflix has offered online streaming
services since 2007. According to statistics for shareholders, it proved to

[1] Research for this article was supported by a grant  tion, CNCS UEFISCDI, project number PN-III-P4-
of the Ministry of Research, Innovation and Digitiza- PCE-2021-0141, within PNCDI IIT”.

Images 32(41), 2022: 145-163. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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be an investors’ wunderkind, generating 25 billion yearly revenues from
subscriptions and amassing almost 214 million users from 190 coun-
tries at different plans and rates. It is an international employer of
approximately 10,000 people in full-time positions and countless more
through affiliated jobs.[2]

Netflix has often been called an innovator in its field and has
presented itself as such.[3] While some studies question the radical
and progressive aspects of Netflix’s innovation, [4] the service has been
praised for its merger of technology and entertainment, and for the
competitive impact of its business practices on its economic environ-
ment.[5] More particularly, it has been commended for “revolutionizing”
platform architecture and viewing recommendations services,[6] for
the format and quality of its originally produced shows,[7] and for the
delivery of its content which “transforms and re-envisions the tradi-
tional cinema experience,” including cultivation of binge watching. [8]

The small VOD analysed here is Cinepub (www.cinepub.ro). In
contrast to Netflix, it is a niche cinephile streamer of quality Romani-
an film. It is embedded into a small European industry with a small
market for its domestic product, and into a cinema culture that values
arthouse film.[9] The platform is open-access, ad-free, and non-profit,
and generates no income and subscriptions. Cinepub streams through
a YouTube channel. Its portfolio is un-geoblocked and available in the
countries where YouTube is allowed.[10] Its interface is bilingual, and its
content subtitled in English. In contrast to other watch-for-free sites, it
distributes with copyright clearance and does not charge rights holders
for its services (like other open-access outlets).

Started in 2015, the platform is maintained by a small team of
volunteers. Compared to Netflix’s, its catalogue consists of only a mod-
est number of titles, 50 features, 70 documentaries, and 120 shorts.
While Netflix’s highlighted assets include quality and high-end televi-
sion series and more recently Oscar awarded films, Cinepub’s notable
titles are films by Cannes and Berlin awarded directors, such as Cristi

[2] See <https://earthweb.com/netflix-statistics/>,
accessed: 26.01.2022.

[3]J. Ulin, The Business of Media Distribution, Lon-
don 2014, pp. 327-328.

[4] R. Lobato, Netflix Nations, New York 2019,

pp- 28-30.

[5] K. McDonald, D. Smith-Rowsey, Introduction,
[in:] The Netflix Effect: Technology and Entertainment
in the 21st Century, eds. K. McDonald, D. Smith-
Rowsey, New York 2016, p. 18.

[6] J. Lowensohn, The Science behind Netflix’s First
Major Redesign in Four Years, “The Verge’, May 22,
2015, <http://www.theverge.com/2015/5/22/8642359/

the-science-behind-the-new-netflixdesign>, accessed:

11.06.2015.
[7] V. Luckerson, 2015 Will Be the Year Netflix Goes

‘Full HBO’, “Time’, January 20, 2015, <http://time.
com/3675669/netflix-hbo/, accessed: 15.01.2022.

[8] R. Lobato, op.cit., p. 114; S.C. Biesen, Binge- Watch-
ing ‘Noir’ at Home: Reimagining Cinematic Reception
and Distribution via Netflix, [in:] The Netflix Effect...,
op.cit., p. 182.

[9] C. Parvulescu, J. Hanzlik, Beyond Postsocialist
and Small: Recent Film Production Practices and State
Support for Cinema in Czechia and Romania, “Studies
in European Cinema” 2020: 1-18, p. 2.

[10] There are some (few) exceptions, titles that are
not available everywhere. For example, in January
2022, Morgen (Marian Crisan, 2010) was not available
in countries in Western Europe. However, these ex-
ceptions do not challenge the relevance of the critical
intervention of Cinepub.
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Puiu, and by other acclaimed names of Romanian directing, such as
Nae Caranfil, Radu Jude, and Adrian Sitaru. Some of these titles are
or were available through other providers, including Netflix. For each,
Cinepub however also mediated views in the hundreds of thousands
and for some, and even in the millions.

Also, in contrast to Netflix and to the habits of most profit-driven
internet services, Cinepub does not present itself as an innovator in
its field. Like many small cinephile VODs and like many non-profit
services, it brands itself as an agency of resistance against culturally and
politically unsustainable economic practices in film distribution and
exploitation.[11] Considering Cinepub’s cinephile ethics, it is insightful
to approach its intervention as critical innovation by withdrawal, as
a purposeful limitation of services and objectives. Mainstream dis-
course on innovation is informed by the perception that innovation is
synonymous to adding something: the new. Economic discourse also
often assumes that the best way to prove the worth of an innovative
service is by means of another addition, that of cash revenue. Studies
however demonstrate that there are several and significant instances
where innovation is the outcome of acts of restraint, following the
principle that less is more. Less can translate into reluctance to update
to “cutting-edge” technology, into limitation of existing service options,
and into acts undermining or sheer destruction of entire service cat-
egories.[12] Further, restraint can also be expressed in terms of mon-
etization of services and in terms of defining a service’s objectives to
target other types of gains or just less.

Cinepub performs a withdrawal from the profit-driven log-
ic of digital distribution, from specific technological innovations in
catalogue curation, from manipulative approaches to curation and
marketing, and from approaching film within present-day and big-busi-
ness driven intellectual property discourse. These actions are relevant
because they generate a critical discourse on digital curation that should
be considered by all actors within the digital streaming ecosystem,
including policymakers, when defining and measuring competitive-
ness. The features that individualize services like Cinepub need to be
understood in this context:

* A free-of-charge access to a catalogue interrogates the worth
of gated ones, the logic of per-pay consumption of artistic work, and
gestures toward the influence of shareholder value on the valorisation
of content and taste and on curatorial freedom.

[11] Since the 1990s tech boom, internet services have  [12] E Goulet, D. Vinck, Moving towards Innovation
marketed any new service in terms of innovation and  through Withdrawal: The Neglect of Destruction, [in:]

revolution. G. Carchedi, High-Tech Hype: Promis- Critical Studies of Innovation: Alternative Approaches
es and Realities of Technology in the Twenty-First to the Pro-innovation Bias, eds. B. Godin, B. Vinck,
Century, [in:] Cutting Edge: Technology, Informa- London 2017, p. 91.

tion Capitalism and Social Revolution, eds. J. Davis,
T.A Hirschl, M. Stack, New York 1997, pp. 74-76.
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* An ostentatiously human-curated catalogue questions the cul-
tural, sociological, and anthropological limitations of machine-medi-
ated interfaces and their effect on viewing and on cultural diversity.

* A cinephile interface architecture challenges architectures
designed to stimulate mass-marketing and fast consumption, and to
overstate the cultural value of entertainment.

* A catalogue framed as a carrier of art and heritage calls into
question the monopolistic logic framing the distribution of mainstream,
commercial, and so-called global content.

* A refusal to repress the display of numbers of views and users’
reactions confronts manipulative black-box distribution practices.

To highlight the critical intervention proposed by a streamer
like Cinepub and more generally by services that practice innovation
by withdrawal, I analyse the benefits of the inclusion of a title in its
platform and compare it to its curation on Netflix. I pay attention to
the quality of curation and of the preparation of the viewing experience
and reflect on the way inclusion in each catalogue generates various
forms of capital. However, given the nature of Cinepub’s portfolio, the
analysis can consider only the exploitation of Romanian arthouse titles.

Defining and prioritizing what is beneficial to a title and its
makers is key here. By makers, I refer to the people involved in the
creative process. My focus on an open-access and non-profit provider
surmises that the analysis needs to consider more than the hegemonic
and countable perk of having a product on the market and the gener-
ation of cash revenue. Further, it is important not to regard this “more
than” as just another marketing strategy driven by the bottom line,
a common thesis on the branding of European and arthouse cinema.[13]
If critical innovation poses relevant questions, my analysis should con-
vincingly indicate the existence of alternative and meaningful perks to
monetization. Even if not original, Cinepub’s actions should be regarded
as reminding filmmakers, distributors, funders, and policymakers to
adopt a more complex perspective on filmmaking, exploitation and
consumption, especially when it comes to specific types of content -
that is, content with artistic ambition and produced in a periphery of
the European and global film cultures.

Considering the profiles of the two providers, streaming through
Netflix, as anticipated, can be regarded as more beneficial because it
generates cash. However, when it comes to Romanian arthouse films,
the types of films one can find on Cinepub (and many of them on
Netflix as well), the perk of monetization should not be overestimated.
Information obtained from filmmakers reveals that the pay offered
by Netflix is modest and does not truly function as an incentive. The
filmmakers I have talked to would prefer higher exposure to viewers

[13] T. Elsaesser, European Cinema. Face to Face with
Hollywood, Amsterdam 2005, p. 45.
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who appreciate their films and quality promotion and curation of their
work. As we shall see, Netflix curation only partially satisfies these
demands.[14]

However, there are exceptions, and some Romanian films, espe-
cially more commercial ones, have been served well by their distribution
by Netflix. Further, inclusion in the platform can endow a title with
artistic value and provide other benefits to the title and its makers. This
is the case of Complete Strangers (Complet necunoscuti, Octavian Struni-
13, 2021). Ignored by the Romanian industry press after its release on
the arthouse circuit (festival and cinema) Complete Strangers received
a laudatory treatment within some segments of the Romanian film cul-
ture after it was listed on first position on Netflix’s most-watched films in
Romania in January 2022.[15] Netflix performance served the film and
its talent because it triggered several publicity materials, some perhaps
sponsored by the streamer itself. They increased the popularity of the
film and drew more viewers.[16] These materials included interviews
with the director and the main cast, and treated inclusion in Netflixs
catalogue in similar terms of prestige as a selection at an international
film festival. Film reviews followed suit, employing a laudatory aesthetic
vocabulary.[17]

Discourses on art that are increasingly informed by a logic of
material profit, including the ones proposed by the European Union,
suggest that cash revenue be an important perk for filmmakers, stand as
a relevant testimony for the quality of a film, serve as a reliable means of
accountability, and become the most efficient way of supporting a film-
maker’s future work.[18] According to this logic, distribution through
a per-pay service is more advantageous, and not only materially. Audi-
ences that pay are supposedly more engaged - that is, more motivated
to follow a particular title and more committed to making most of their
viewing experience. In this line of thought, Netflix’s subscription charg-
es are envisioned as a filter that selects the more committed viewers.
Further, one can speculate that the size of Netflix’s catalogue, with the
many viewing options at the hand, would also function as a filtering
device, sorting out the most interested consumers and, consequently,
providing a better match between a title and its audience.
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[14] T interviewed directors Marian Crisan, Radu
Jude, and a third director who asked me not to reveal
their name. I thank them for their input.

[15] See <https://flixpatrol.com/top1o/netflix/roma-
nia/2022-01/>, accessed: 15.01.2022.

[16] This is also the case for arthouse films. For
example, Berliner (Marian Crisan, 2020) has vocally
publicized its inclusion in the Netflix catalogue. Social
media, newspapers and blogs have pitched the infor-
mation as cultural or entertainment news.

[17] Terms such as “entertaining” or “juicy.” See
<https://www.paginademedia.ro/stiri-media/top-

netflix-film-strunila-20539333>; <https://www.vice.
com/ro/article/y3vaks/filmul-romanesc-complet-ne-
cunoscuti-netflix-recenzie>, both accessed: 15.01.2022.
[18] See, for example, the total of 9o references made
to markets and marketing on a call for applications
for the 2021 Media Strand of the Creative Europe Pro-
gram, or the main objective of the calls for the same
program launched in February 2022: to strengthen
the “competitiveness [of the European audiovisual
industry] both within Europe and worldwide” (my
highlight), <https://ec.europa.eu/commission/press-
corner/detail/en/ip_22_725>, accessed: 15.02.2022.
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Paid viewing also influences the valuation of a filmmaker’s
work by the Romanian film fund (CNC - Centrul National al Cine-
matografiei). The Fund is the main public sponsor of the Romanian
industry, and most filmmakers depend on its support to materialize their
projects. Thus, inclusion in the catalogue of a commercial VOD like
Netflix’s also benefits the filmmakers as an investment. It adds points to
a funding application in a similar way as international festival selection
does. In terms of value, commercial and gated becomes the equivalent
of selective. Streaming on per-pay outlet stands for quality distribution.

In contrast, inclusion in open access platforms such as Cinepub
does not count on CNC applications. In the logic presented above,
gratis consumption is either shallower or fakable. However, the priv-
ileging of Netflix’s catalogue is contradictory. Though the outcome of
an economic approach to quality, this act of privileging ignores that,
in most cases, distribution of a Romanian title by Netflix is not the
result of a free market selection. Romanian titles have made it into the
portfolio of the big streamer due to a European Union quota system
forcing the streamer to include European titles. Before the quota era,
just a few Romanian titles could have been found there. The sites to
see Romanian film were the not so reliable ones (for CNC), that is,
providers like Cinepub.

Distribution by a per-pay VOD further generates cultural capital
in the sense that it can positively affect future inclusions in commercial
VOD catalogues of other or future works by the makers of the presently
distributed title. The example of Perfect Strangers shows that inclusion of
a title in a gated catalogue seems to have the effect of turning its makers
into more trustworthy professionals. My discussions with filmmakers
revealed that it may also benefit them by enhancing their negotiation
power with other platforms and distributors. In addition, Netflix can be
regarded as more beneficial to a title because the service is available in
190 countries, more than YouTube, Cinepub’s medium, only functional
in 130. If one ignores subscription costs and that not all included films
on Netflix are licensed with global rights — these numbers would ar-
guably make a title available to more users on Netflix than on Cinepub
and thus recommend distribution via Netflix.

While both streamers offer comparable image and sound quality,
the important advantage of Cinepub distribution is the open access
feature of the service and the particularities of its curation. The support
for a title provided by open access and by un-geoblocked streaming
is evident, so I will not insist on them separately. Instead, I will pay
more attention to catalogue curation and the presentation of films
on the interface, and I will consider the advantage of open access and
the transparency of the interface in this context. I argue that curation
and title presentation are of higher quality on Cinepub. They provide
a longer-term service to a title, improving its lifespan, the viewing
experience related to it, and its valuation.
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Emphasizing this higher level of service is relevant not only for
commending the merits of Cinepub and its team, but also for empha-
sizing the critical intervention that Cinepub articulates. Further, one
needs to keep in mind that, for my analysis, Cinepub’s intervention
has more relevance than just gesturing toward alternative modes of
distribution proposed by smaller and independent VODs. Cinepub’s
service indicates that there are alternative landmarks and mindsets to
approach and evaluate service to a title. Its streaming practices and
acts of curation challenge discourses that naturalize the prestige of big
and per-pay VODs and the cultural and environmental worth of their
way of doing business. These discourses overstate the relevance of cash
revenue, the role of technological innovation in enhancing interface
dynamics, user targeting, and platform administration, as well as the
importance of intellectual property legislation in the administration
of the circulation of art.

To highlight differences in quality of curation and title presenta-
tion, I compare the handling of a similar film on Netflix and Cinepub.
I chose The Death of Mr. Lazarescu (Moartea domnului Lazarescu,
Cristi Puiu, 2005) a film that is probably known to the readers of this
article because of its international profile. I also chose it because it has
alonger title, a quality that will help me emphasize aspects of the search
functions of the interfaces of the two providers.[19]

The first aspect of curation I will consider is access to a title
on the platform. In my opinion, a more cumbersome access to a title
through the interface negatively impacts the viewing experience, disen-
chanting it and relativizing the value of the sought title. Cumbersome
refers not only to the difficulty to find a title, but also to the distracting
actions of the interface during the act of both browsing and searching.
On this aspect, let us start with accessing The Death... on Netflix.

Outside Romania, Netflix provides no “Romanian Movies’
browsing tab. Even from Romania, after clicking “Romanian Movies,”
a user might still not be able to encounter the thumbnail of The Death...
because Netflix limits the number of thumbnails per screen.[20] Thus,
most Netflix users cannot browse or scroll their way to The Death..., as
they can on Cinepub, which displays the thumbnails of all its feature
films. This predicament of The Death... on Netflix testifies to a more
beneficial curation by Cinepub and by any service with a smaller and
more browsable catalogue, and consequently challenges the claims of
big VODs to provide more user-friendly interfaces.[21]

>

[19] That while finishing this article The Death... has on the interface screen is also the result of a viewer’s

been withdrawn from Netflix but might remain on previous activity and Netflix’s interest in pushing its
Cinepub forever further argues in favor of the quality ~ recently released titles.

of distribution by the smaller provider. See also [21] As trumpeted by hosts of blogs on the internet.
note 30. See for example: A. Pratap, Netflix SWOT Analysis,
[20] For national cinema searches (and other similar Updated: November 2, 2021, <https://notesmatic.com/
searches), Netflix limits the number of thumbnails netflix-swot-analysis/>, accessed: 2.02.2022.

to 42. That The Death... thumbnail appears or not
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Small is better because huge catalogue sizes make browsing
difficult and distracting. Users of big streamer services must rely on
selective interfaces and their supposedly intelligent recommendations.
To find a title, users must use searches, which, as we shall see below,
can be manipulative and detrimental to a viewing experience. Because
it is small, Cinepub does not need to guide the viewers through its
catalogue. It allows the viewer to browse without much distraction.
Further, in the case of a catalogue exploration without a specific title
in mind, the user can make freer and more personal valuations of the
titles on the catalogue. Also, with impact on the viewing experience,
users make viewing choices that feel more personal and the result of
their agency.

On Netflix, the content that is easy to browse to is the content
that Netflix wants its users to watch. This is Netflix’s premium content.
On Netflix, premium content is not quality content. The status of quality
content is not established by various networks of signification within
a culture, from word of mouth and box office performance to reviews
and social media likes. On Netflix, commercial interests determine
what is premium content by means of accessibility and situation on
the interface.[22] Strips highlighting the “most watched” or “trending”
titles serve the same purpose, and so are other interface pop-ups and
gadgets suggesting titles both during browsing and searching. These
suggestions put pressure on the viewer to choose to consume the pre-
mium content, as they not only draw attention to it, but also create the
impression that it is of quality and popular. Further, this aggressive
suggesting triggers what psychologists have termed as “the paradox
of choice,” which, in turn, affects the viewing experience, plaguing the
user with regrets of the missed opportunities during browsing, and,
as we shall see, searching as well.[23] In my opinion, these regrets can
last throughout the entire viewing, making the user consider giving
up a film and choosing one of the titles more emphatically endorsed
by the streamer.

A comparison to Cinepub’s less manipulative interface draws
attention to these aspects and to the problematic instances of techno-
logical interface innovation. It reveals a more ethical treatment of the
viewer on non-profit platforms that refrain from suggesting. Cinepub
curation proposes a weekly premiere and has a few strips of recom-
mended films on its homepage, which are visible only via scrolling
down from the opening screen. However, its browsing experience is
non-invasive and does not construct premium content. Cinepub’s inter-
face democratically delegates the task of selecting premium content to

[22] D. Smith-Rowsey, Imaginative Indices and De- [23] B. Schwartz, The Paradox of Choice: Why More
ceptive Domains: How Netflix’s Categories and Genres Is Less, New York 2004, p. 118.
Redefine the Long Tail, [in:] The Netflix Effect...,

op.cit., p. 97.
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society and culture, or to the viewers themselves. It treats every title on
the catalogue equally. The ordering of the titles on the interface screen
when browsing is updated but according to an apparently random logic.
This egalitarian procedure proposes a more sustainable distribution of
media products, inspired by respect for diversity and marked by the
limitation of the interference of the provider.

Further, a comparison with Cinepub reminds one that big VOD
practices of directing the attention of users to what the service con-
siders premium content trigger consumption discrepancies between
titles, limit the diversity of consumption, and thus negatively impact
the film ecosystem. There is a small cohort of films, the constructed
premium content, that secure most of the views, while the very many
others on the catalogue receive significantly smaller viewing time. They
constitute the background content, and their inclusion in the catalogues
of big VODs only simulates diversity. This inclusion primarily serves
the purpose of creating an anonymous multitude of titles in contrast
to which the platform can define and value the premium few.[24] Con-
sumption discrepancies are further spurred by the weekly publication,
on Netflix’s official site, of statistics regarding the most watched films
in each country and around the world, as well as by the churning by
blogs and social media of weekly click-begging lists of “most watched”
or “must-watch” films on Netflix (or on other big VODs).

Consumption discrepancies of the size occurring on Netflix do
not take place on Cinepub, indicating the more sustainable contribu-
tion to the film ecosystem of small and non-profit players. Cinepub
does not push its popular titles to score even higher record views, as
Netflix does. From this angle, the intervention of a small player chal-
lenges the cultural homogenizing effect generated by distribution on
big VODs. On Netflix, the intensely advertised titles score hundreds of
millions of hours of viewing per month.[25] On Cinepub, the starkest
contrast is between a film with 3 million views and a recently added
one, with tens of thousands, but growing. We have this information
because, unlike big VODs - and challenging their secretive business
practices — Cinepub displays numbers of views. In between the highest
and the lowest scoring titles, however, there is an evenly balanced scale
of distribution of views, with various numbers of views in the tens or
hundreds of thousands, depending not only on popularity but also on
the date of inclusion in the catalogue.[26]

[24] More recently, they have also been included a title formerly distributed by Cinepub scored high
because of quotas or for simulation of diversity, which ~ numbers not only because of its popularity, but also
might as well be the case of the acquisition of The because it shared its title with two famous Romanian
Death... by Netflix. rap songs, and thus appeared on YouTube or Google
[25] <https://top1o.netflix.com/>, accessed: searches. See C. Parvulescu, Romanian Films for the
10.02.2021. World: The Cultural Embedding of an Independent
[26] Numbers of views can depend on other factors VOD, “Studies in World Cinema” 2022, no. 1-2.

related to streaming on YouTube. For example,
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Comparing search experiences on the two platforms further
details the disservice to a title emphasized in the analysis of the
browsing function. The suggestions proposed by the search engine
while typing the title of the film are minimal on Cinepub, and they
reveal that their task is to help the user find the title they are looking
for. The search box is highly visible in the middle of the upper menu
ribbon, and the suggestions made during typing are brief and in
a list format. Thus, after typing “the death of;’ the first three suggest-
ed titles are the sought film (The Death...), a documentary on the
making of The Death..., and a short film by Cristi Puiu. There are
a few other suggestions, but they emerge not because Cinepub wants
to sell them, but because the phrase “the death of” appears in their
plot synopsis.[27] In other words, only these titles appear because
the search engine refrains from being more intelligent than a simple
search function of the domain.

These details show that Cinepub suggestions provide a context
that, on the one hand, reinforces the quality of the searched title. The
engine suggests a making-of material, other titles by Puiu, interviews
with him, and perhaps some films related to the topic of death. On
the other hand, the limited number of suggestions spare the user the
dilemmas of choice and subsequent regrets. More importantly, Cine-
pub holds back (withdraws) from influencing user decisions. The user
begins the viewing process in a more relaxed state of mind, and most
importantly, with the emotional comfort of not having to fight off
the provider’s marketing hassle and with the feeling that the interface
respects their film culture and viewing choices.

In contrast, accessing The Death... on Netflix by means of
a search function is a different experience. As in the case of brows-
ing, the search procedure on Netflix is paved with distractions that,
it is my contention, negatively affect the viewing experience. This
happens because the search is designed to provide not only rapid
access to a sought title, but also catalogue and premium content
advertising. The same commercial logic emphasized in the analysis
of the browsing feature informs the search experience and the tech-
nology enabling it, confirming the hypothesis that most of Netflix’s
innovation is not revolutionary at all. Netflix “revolution” is rather
in advertising, user persuasion, and rendering its service as close as
possible to a linear television service. Hand in hand with suppression
of the Web 2.0 social media options offered by Cinepub - public lik-
ing, disliking, commenting, and reporting of numbers of views — the

[27] The fourth suggested title is Bear Eye (Stere feature-film/>, accessed: 20.02.2022. If the search is
Gulea, 1983). The plot synopsis refers to a protagonist ~ performed in Romanian (“moartea domnului”) then
“affected by the death of his young wife” (my high- the third suggestion is a series of interviews with the
light). See <https://en.cinepub.ro/movie/bear-eye- director of The Death...
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service pushes the viewer to choose the content the provider wants
them to choose.[28]

That Netflix prefers its users not to search for titles can be inferred
from the obscuring of the search box on its upper ribbon - an aspect made
easier to notice by the comparison with the visibility and placement of
the search feature on Cinepub’s ribbon. In fact, there is no longer a search
box on Netflix, but only an icon. Further, the icon is located on the right
side of the screen, while the important information is concentrated on
the left. The search is initiated while being exposed to the attention-grab-
bing trailer of a title that Netflix wants the viewer to watch. The search
can be performed for both the English and the Romanian title of Puiu’s
film. I will consider both. However, I will deal with them interchange-
ably, without reflecting on the (slight) differences between the screens
they generate. I will pay more attention to the final results of the latter
search (Romanian) because, since the title is looked up in its original
language, the search lets the Netflix algorithm know that user has their
search target more clearly defined. This action triggers more hindrance
from the algorithm which materializes into more aggressive advertising.

As mentioned, the search is not an instantaneous experience,
especially for a five-word title such as The Death of Mr. Lazarescu (or

“mister”) or a three-word one in Romanian, Moartea domnului Ldzdres-
cu. Thus, if the eyes of the searcher are not solely focused on the search
box, they will notice that the typing of each word triggers new screens
of twenty-four thumbnail movie suggestions. In addition, exposure to
such screens increases if the user happens to misspell a word or delete
and make corrections. The search suggestions are convergent after
typing “the death” (or “moartea”). As on Cinepub, they indicate films
whose titles include the typed word or have death as a topic. However,
the suggestions become increasingly divergent when the thumbnail of
the film shows up on the screen and the machine understands that the
user knows what they are looking for. Figures 1-3 present the screens
that appear while typing the title. The search was executed through
an unused account on January 25, 2022. Thus, in theory, it should be
more neutral, that is not too influenced by my previous user activity.

Figure 1 shows that after typing “the death,” the sought film ap-
pears in the upper left corner. Puiu’s film is surrounded by films that
have the word death in the title or in their synopsis. At this moment
within the search process, the engine is not “intelligent,” and the search
results are comparable to the ones proposed by Cinepub. However,
after typing “the death of mister” (Figure 2) or the entire title of the
film in English and then in Romanian, “moartea domnului lazarescu”
(Figure 3), the engine turns smart. It becomes advertising driven and
its suggestions grow increasingly divergent.

[28] S. Arnold, Netflix and the Myth of Choice/Partic-
ipation/Autonomy, [in:] The Netflix Effect..., op.cit.,
Pp- 71, 77.
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Figure 3. Netflix’s highly divergent suggestions after the typing of the whole
Romanian title
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Without further rumination on the particularities and drivers
of the intelligence of Netflix’s engine, it is important to notice that the
screens of the search testify to the quality of the curation performed by
the platform and to the way curation frames a title. Figure 3 shows The
Death... in the vicinity of content that has few things in common with
it. This content emerges on the screen for strictly commercial reasons
and not to truly service the sought title. The deployed suggestions are
either Netflix productions, Emily in Paris and Perfect Strangers, or costly
content that Netflix needs to sell, Spider Man: Far from Home. It is also
obvious that the interface is not designed to cater to the expressed
taste of the viewer by means of their search, for example, to suggest
other films by Puiu (most of them being available on the platform at
the time of the search) or similar content. Emily in Paris is a romantic
comedy series, whose topics are fashion, social media, and sex. Perfect
Strangers is a dramedy whose only common denominator with Puiu’s
film is that it is Romanian, while, stylistically, Spider Man cannot be
farther away from Puiu’s poetics of slow and hyperrealist cinema. The
profiles of the other screen neighbours of The Death... further confirm
the marketing-driven intelligence and innovation beyond Netflix’s acts
of curation.[29]

The disservice of this framing to the prestige of The Death... and
to the experience of viewing it is evident. The search screen isolates
the title, questions its worth, and presents it as an oddity among or as
background to what Netflix considers its premium content. It triggers
doubt in the user that they are not choosing the right film for the
evening. The background status of The Death... is further emphasized
by the stillness of the thumbnail and the deceptive choice of image for
it. Unlike the thumbnails of the neighbouring titles, the thumbnail of
The Death... does not turn into a noisy teaser when the cursor lands on
it. It remains unchanged. The image is not representative of the film. It
features a marginal character and generates deceptive viewing expec-
tations regarding genre. It presents a young and good-looking hospital
employee standing in an appealing position next to a piece of advanced
medical technology. Instead of referring to an arthouse social drama,
the image rather creates expectations of a viewing experience in line
with Netflix’s hospital soaps such as New Amsterdam (Netflix 2018).[30]

The tab of the film on Netflix is also deceiving or just carelessly
crafted. The cast is not listed in the correct order. The actress in the
thumbnail, playing a secondary character, is listed first, while the lead
actress’s name, Luminita Gheorghiu, is not even mentioned. Figure 4
also reveals that the film pitch is deceptive as it suggests The Death...
takes place during a pandemic — which is inaccurate.

[29] Hustle is also a comedy in the style of Emily in [30] I believe that the fact that The Death... was, at
Paris but situated on the French riviera and with the time of my research, an outgoing title, available on
slapstick elements, while Don’t Look Up is a counter- Netflix only until March 3, 2022, plays no role in the

factual political satire. quality of its curation.



158

Title Presentation on
Cinepub

CONSTANTIN PARVULESCU

Figure 4. The movie tab of The Death... on Netflix

Cinepub’s interface prepares viewing experiences in a way that
is more advantageous to a title. Its practices reveal the ethics behind
the act of refraining from developing intelligent machine curation. The
cultivation of the uniqueness of curated titles is one tenet of this ethics.
This tenet is less respected on the automated interfaces of big streamers.
Cinepub’s intervention renders more perceptible the way content man-
agement on big VODs blends titles into an increasingly amorphous and
worryingly homogeneous media flow. Cinepub’s emphasis on the aura
of a title and its envisioning of the viewing experience as an event is
relevant because it gestures toward the way big VODs approach viewing.
Cinepub emphatically displays and introduces titles to a viewer; it me-
diates an encounter. Big VODs like Netflix de-ritualize the user-content
encounter and just mediate an act of connecting to a flow of content.

Therefore, for providers like Netflix, which aim to become inter-
net televisions, tags, genre, and other stylistic markers matter more than
the uniqueness of a film, its title, and the style of its auteur and talent.
This also explains why a visually driven interface better serves Netflix’s
interests than one, like Cinepubss, that primarily relies on text to deliver
information. It also explains the attention-drawing but genre-specific
aspects of the image on the thumbnail and of the plot synopsis of The
Death... on Netflix, and why they are inaccurate. It also clarifies why the
plot summary is short, why trailers start when the tumbnail is touched
by the cursor, why above-the-line credits are brief when they don’t list
international stars, and why genre, thematic labels, and links to what
Netflix’s algorithm considers similar titles are important.

In contrast, Cinepub stresses uniqueness and ritualized viewing
experiences that reproduce film-viewer encounters specific to mov-
ie-going. A quick look at the movie tab of The Death... on Cinepub
coupled with the statements made on the About Us tab and the ser-
vice’s self-presentation video clip supports this claim. Organized on the
model of festival booklets and cinephile sites, the tab emphasizes the
individuality and the value of the curated content. It foregrounds the
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title, the auteur, and other artistic talent, and provides detail: a longer
plot summary, more stills, excerpts from reviews, representative lines
from the film, lists of festival selections and awards, critics” valuations,
and excerpts from reviews. The tabs also offer links to comments and
likes (through YouTube) and other cinephile information and extras
that would not only make the title stand out, but also endow the viewing
experience with more aura and with the quality of an event.

Figure 5 shows the way words such as “masterpiece” and critical
acclaim in The New York Times are employed in this sense, as well as
the labelling of the film as “thorny;” which emphasizes its particularity.
The elements that Cinepub refrains from displaying are also telling. The
interface does not tag titles and ignores maturity ratings, both specific
to Netflix’s innovation in machine-driven platform curation.

: ~ "Athorny masterpiece by the Romanian
CINEPUB Y director Cristi Puiu."
The New York Times
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Figure 5. The title segment of the movie tab of The Death... on Cinepub

Two other actions on Cinepub’s interface further challenge com-
mercial VOD practices. One is the presentation of the catalogue as
art and heritage, challenging the positioning of commercial VODs as
providers of entertainment. The other is the emphasis on human-per-
formed acts of curation. This second critical action questions machine
curation specific to Netflix and advertised as one of the most important
innovations of the big streamer. The challenge does not follow only the
assumption that machines cannot replace humans as film connoisseurs.
More emphatically questioned is the social damage done by algorithmic
curation. Automation depletes the act of viewing a film on a platform
of the last remnants of its condition as a human-to-human transaction,
within and for a community of viewers.

AsTshow somewhere else, the presentation video clip of Cinepub
uses a conservationist discourse to refer to the content that it curates
and to its acts of curation. Such a conservationist discourse underpins
most of Cinepub’s technological restraint.[31] The Romanian About Us
tab refers to Cinepub’s catalogue as an international patrimony that

[31] C. Parvulescu, op.cit.
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needs to be sheltered from extinction, and implicitly from certain forms
of innovation. Figure 6 shows the way Cinepub’s self-presentation clip,
tellingly titled Cinepub: The Ultimate Romanian Online Film Archive,
employs animal wildlife iconography to suggest that its catalogue offers
a haven to protected endangered species.[32] Thus, instead of focusing
on adding the new, it highlights the inherited and the old. It also argues
that the main source of diversity is the culturally and socially earned
quality of the title, visually suggested by the festival laurels “crown-
ing” the endangered wildlife. The clip refers to Cinepub’s curation as
protecting the diversity of this wildlife against the more aggressively
marketed entertainment content of big VODs. [33]

Figure 6. Content framed as crowned heritage (endangered species) on Cinepub

Cinepub’s intervention against machine-driven curation is ar-
ticulated in three specific ways. First, the interface hosts sections that
explicitly state that they are human-curated, for example a critic’s pics
ribbon and interviews with filmmakers. The second action is the pres-
entation of Cinepub as an auteur project. The About Us tab makes it
clear that Cinepub is the brainchild of Lucian Georgescu, whose vision
informs the shape of the interface and whose values and network play
an important role in the creation and makeup of the catalogue. His
name is mentioned in the first paragraph of the text on the About Us
tab, and the tab also includes a short bio of him and an interview. The
third action affects the individual film tabs. The detailed information
for each film is preceded by a curator’s intro. The intros not only pitch
the title, but gesture toward curatorial expertise and subjectivity. The
Death... is introduced with the title “Slice of Death?” It reads like the
title of an essay discussing not only the plot of the film (the slow death
of the protagonist), but also the slice-of-life poetics of the New Roma-

[32] See the promotional video clip of the service. [33] It claims to crown these titles for a second time,
by keeping them in circulation.



THE CRITICAL INNOVATION DISCOURSE OF SMALL VODS 161

nian Cinema, whose leading figure is Puiu, emphasizing the human
expertise beyond the pitch.[34]

My article has delivered evidence supporting the claim that small ~ Conclusion
non-profit providers of streaming services play an important role in
maintaining the sustainability of digital distribution ecosystems. I was
less interested in emphasizing the way these providers adapt and evolve,
but rather in underscoring their refusal to do so. I identified this action
as withdrawal. I approached innovation from this angle, as a critical
intervention, as an act of questioning problematic or unsustainable
practices with negative effects on their environment, and implicitly
as gesturing toward alternatives. Catalogues and acts of curation by
smaller players like Cinepub remind audiences that film is more than
a merchandise and that consumption can aim for higher cultural stand-
ards than entertainment.

One segment of my analysis focused on the cultural and indus-
trial value generated by un-geoblocked gratis distribution. I further
highlighted Cinepub’s polemical construction of premium content and
setting up of more advantageous viewing experiences. What I have
reflected on only in passing is the payoff. A future study should discuss
in more detail the worth of nurturing the development of a streaming
ecosystem populated by a variety of small players even at the price of
breaking some of the tenets of the free market such as orienting one’s
business to honour shareholder value. Such a study would be of impor-
tance because, on the one hand, by means of quota systems, European
policy increasingly relies on Netflix and similar players to play the role
of gatekeepers of quality and diversity.[35] On the other hand, there is
a nefarious trend of opinion put forward by more or less independent
pundits, that a global or at least European digital market with many
small players is “unsustainable” (unsustainable being used by them as
synonymous to profitable). Their predictions envision a future digital
market populated only by a few mammoth actors of the likes of Netf-
lix - all probably based in the US and UK.[36]

This topic requires a study of its own. More policy acts are needed
to curb the incentives that push streamers to prioritize, above other val-
ues, objectives of turning big and highly profitable. Such acts could help
develop, in the universe of digital streaming as well as in other sectors,
a more democratic and more meaningful viewing culture, which, in
turn, would nurture access to more quality and diverse content and call

[34] The worth of the film is highlighted as follows, cial Times,” February 8, 2022, <https://www.ft.com/
“With “The Death of Mr. Lazarescu, the Romanian content/bfyoadas-yofd-4fcb-bse8-638bccos3025>,
cinematography (sic) enters the history of universal accessed: 15.02.2022.

cinematography for good, and on a high position too”  [36] See for example, the BBC Radio World Service
See <https://en.cinepub.ro/movie/the-death-of-mr- podcast rather deceitfully titled “Streaming Wars:
lazarescu-feature-film/>, accessed: 15.12.2021. Survival of the Smallest?”, <https://www.bbc.co.uk/
[35] See A. Barker, L. Abboud, US Streaming Giants programmes/w3ctijil>, accessed: 10.02.202.

Feel Squeeze of Regulation in Europe, “The Finan-
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for a more diverse and socially more embedded meritocracy of value.
These transformations would benefit the makers of films. They would
support artistic innovation and resilience and improve the quality
of consumption in terms of strengthening its social embedding and
relating it to alternative economic relations (of production).

Another critical aspect of Cinepub’s intervention that has not
been discussed here refers to industry customs related to intellectual
property. Cinepub’s un-geoblocked and open access portfolio and its
negotiation of non-exclusive distribution rights undermines forms of
territorialization of content and the logics beyond the application of
intellectual property legislation to art. While studies have shown the
detrimental effect of copyright legislation on both the quality of content
creation and on its reception, [37] a further comparative close reading
of the catalogues and acts of curation of small streamers like Cinepub
and a big VODs should reveal the way platform innovation proposed
by the latter is informed by open access anxiety. Such a study would
show the way this anxiety is a structuring factor for the interfaces of big
players and negatively affects the way titles are chosen and treated on
the big platforms. What is more, it can show the conservative (and mo-
nopolistic) underpinning of innovation on the interfaces of big VODs.
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The Indian film industry produces the highest number of movies in the world, in various languages,
and casts a large shadow of influence on the socio-cultural landscape of the country. However, in
terms of box-office value as a share of the total entertainment pie in India, films are a minor segment
in a market with vast potential. The pandemic of 2020 drastically changed the fragile dynamics of the
already-struggling film distribution and screening sector. Over the years, the Indian film business
has staked its future on a business model forged around the “Mall-Multiplex” complex in a country
that is mostly low-income or bottom of the pyramid (BoP). This exploratory article, with the help
of existing data on theatre screen seats and high-potential population geographies, endeavours to
understand India’s existing film entertainment business and sets out to spot the opportunities available
for the low-priced film business as a value proposition.

KEYWORDS: Indian Film Business, Multiplex, Bottom of the Pyramid, Low Price, Film Distribution,
Film Experience

The Indian film industry is mostly seen through a Bolly-
wood-centric prism,[1] though it has a more significant presence in
the regional Tamil and Telugu film hubs. Similarly, research on Indian
films is largely about their socio-cultural phenomenal[2] and “differently
viewed” art forms,[3] while those on film marketing studies are specious
(typically looking into promo campaigns, in-film branding, publicity,
etc.).[4] This paper aims to bridge a research gap by combining film
exhibition and distribution geographies in order to emplace film mar-
keting as an area of the economy of culture in general.[5]

In order to understand whether there can be a paradigm shift in
the multiplex model in India, we can contextualise the query around

Images
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Introduction

[1] L. Jha, Why Bollywood and Hindi are no longer the  [4] Scopus-indexed search yielded eight papers on

face of Indian entertainment, Mint, August 24, 2018, areas like promotion, publicity and in-film brand-
<https://www.livemint.com/Consumer/Why-Bolly- ing, with four articles on Indian multiplex cuture,
wood-and-Hindi-are-no-longer-the-face-of-Indian- urban spaces and e-ticketing. An exception was the
ent.html>, accessed: 19.09.2021. in-depth analysis of the multiplex phenomenon by

[2] A. Rajadhyaksha, Neo-Traditionalism: Film as Pop-  Hill & Athique, London 2009 (cited in this paper and

ular Art in India, “Framework: The Journal of Cinema listed in bibliography).

and Media” 1986, no. 32/33, pp. 20-67. [5] K. Lim, Film Distribution in Film Studies, [in:]
[3] C. Dasgupta, Indian Cinema Today, “Film Quar- Philippine Cinema and the Cultural Economy of Distri-
terly” 1969, vol. 22, no. 4, pp. 27-35. bution Manila - Melbourne, VIC 2019, pp. 9-38.
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the concepts of “uneven multiplex geographies”[6] and the “bottom of
the pyramid” concept. The growth of the multiplex network in India
has followed a lopsided pattern with a concentration of screens in
urban metropolitan areas even as other geographies remain grossly
underrepresented. Similarly, the concept of the BoP essentially pushes
for unlocking the low-priced segments in a market.[7] By also critiquing
the problematic skew of the current movie retail business towards an
elitist urban developmentalism plank,[8] the paper makes a case for
low-cost cinema exhibition to poor “non-customers” in high-popula-
tion catchment areas.

The need for the above can be better understood when one
considers the tectonic shifts that are taking place after the Covid pan-
demic. The 1918 flu pandemic changed Hollywood, with the large film
studios taking over smaller ones and single-theatre owners selling
out to network operators. Soon, the post-pandemic capital-backed
studios churned out long-length feature film spectacles with Ford-like
efficiency.[9]

Over the years, the resultant oligopoly of vertically integrated
film companies built the global Hollywood model, further finetuned
with cinemascope colour, hi-fidelity digital sound, CGI effects and
breathtaking action, finally arriving at the contemporary global model
of “franchisee-universes.” With every crisis, Hollywood reflected the
mood of the times: musicals and noir films were reactions to the De-
pression and WW I, sci-fi movies to the Cold War; disaster movies
to 9/11, and the zombie apocalypse to Islamist terrorism. Perhaps we
may even return to musicals, comedy and romance in response to the
2020 pandemic![10]

Nevertheless, there was a difference between the year 1918 and
2020. We had a new-age economy and internet platforms, making it
possible to “work from home” through connectivity and access “en-
tertainment-from-home” through OTT (Over the Top streaming)
platforms. At that time, the OTT platforms, flush with cheap debt but
struggling to monetise, were ready to gorge on the plethora of unsold
film riches,[11] while the cinema theatres were desperately fighting for

[6] D. Hill, A. Athique, Multiplexes, corporatised
leisure and the geography of opportunity in India,
“Inter-Asia Cultural Studies” 2013, vol. 14, no. 4,

pp. 600-614.

[7] C.K. Prahalad, A. Hammond, What works: Serving
the poor, profitably: a private sector strategy for a global
digital opportunity, “Harvard Business Review” 2002,
no. 9(80), pp. 48-57.

[8] L. Fernandes, Indias New Middle Class: Democrat-
ic Politics in an Era of Democratic Reform, Minneapo-
lis, MN - London 2006.

[9] M. Jordan, Movie theatres survived the Spanish
fluin 1918. Can they survive the Covid-19 pandem-

ic?, Scroll, August 28, 2020, <https://scroll.in/arti-
cle/971565/movie-theatres-survived-the-spanish-flu-
in-1918-can-they-survive-the-covid-19-pandemic>,
accessed: 19.09.2021.

[10] R. Swindale, Post-Covid Hollywood Film Indus-
try, “The Guardian’, February 24, 2021.

[11] R. Brody, The Front Row Lessons for the Movie
Industry from the 1918 Influenza Pandemic, “New
Yorker”, March 17, 2020, <https://www.newyorker.
com/culture/the-front-row/lessons-for-the-movie-in-
dustry-from-the-1918-influenza-pandemic>, accessed:
14.09.2021.
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survival.[12] The Indian film industry was in crisis, though even at the
best of times its multiplex business model only catered to a niche au-
dience in a mass market. Now, in the worst of times, the problem has
worsened with customers lapping up OTT offerings.

The first mall, complete with its climate-controlled and hygienic
atmospherics, came to India in 1999;[13] soon, a flurry of new malls
followed as the new “geo-cultural spaces” of consumption and class
stratification, almost as if they were a new social field.[14] The spec-
tacular urban growth in India from the early 1990s onwards changed
the landscape, with sparkling new real estate and increased migration,
leading to an acute shortage of ‘public spaces. The new malls offered
secure “prosperity bubbles,” which could keep out those from the seem-
ingly undesirable and poor socio-economic backgrounds.[15] These
oases were barometers of a fast-growing consuming middle class, who
contributed to growth (GDP grew by over 600% between 1980-2014),
though a vast majority of others remained untouched by this pros-
perity.[16]

The social ecosystem of the mall had barriers to exercise infor-
mal security control over “social outsiders” and evict those without
the requisite disposable income. However, the mall was also a safe
place that protected women from the male street gaze, an experience
all too common in India.[17] The glitzy real estate in the malls were
far removed from the bustling and dirty bazaars outside in that they
lacked a long-term value proposition treasured in India - price advan-
tage. Without an integrated supply chain or local manufacturing, the
products and services sold in the mall were overpriced, often came from
the same factories that supplied the bazaars, or were imported from
China without any real differentiation in the market.[18]

India’s low per capita number of theatre screens (8 per million
pop.) has been attributed to an early political disdain for films,[19]
successful lobbying by exhibitors to prevent new licences, “sin’-type
taxes as high as 75%,[20] and archaic urban land-ceiling rules at the
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[12] Many theatres tried to stay afloat with reduced
timings and offers of hiring out halls for private
screenings.

[13] The entry to the first Mall in India — Cross-
roads — was only on the production of credit cards,
visiting cards or cell phone.

[14] B. Longhurst, M. Savage, Social Class, Consump-
tion and the Influence of Bourdieu: Some Critical
Issues, “The Sociological Review” 1997, vol. 44, no. 1,
Pp. 274-301.

[15] S. Srivastava, Entangled urbanism: slum, gated
community, and shopping mall in Delhi and Gurgaon,
New Delhi 2015, pp. 213-240.

[16] S. Subramanian, D. Jayaraj, Growth and inequal-
ity in the distribution of Indid’s consumption expendi-
ture 1983 to 2009-10, “WIDER Working Papers” 2015,
vol. 25, p. 29.

[17] G. Vishwanath, The Multiplex: Crowd, Audience
and the Genre Film, “Economic and Political Weekly”
2007, vol. 42, no. 32.

[18] S. Srivastava, op.cit., pp. 7-8.

[19] S. Chakravarty, National Identity in Indian Popu-
lar Cinema 1947-1987, Austin, Texas 1993.

[20] A. Mittal, Cinema Industry in India: Pricing and
Taxation, New Delhi 1995.
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state and centre level preventing single-screen exhibitors from taking

advantage of the rapid urbanisation sweeping through the 1990s.[21]

The multiplex business model (first set up in Kansas City, US, 1963)

was based on lower overheads of operating several screens in the same

venue;[22] it was also deemed to be a hedonistic product by customers

who wanted to choose the destination as “theatre first, movie second,’
more interested in an “overall entertainment experience,” with quality
food and beverage services.[23]

In India, the movie theatre as a family destination came into
being with the movie Hum Apke Hai Kaun(24] (Who am I to you?,
1994), a blockbuster that paid homage to joint families (or, in other
words, the living together of parents, sons, their spouses, and their
grandchildren - all under the same roof). It brought such audiences to
theatres in large numbers. Soon, the “family consumerism” urban rush
to theatres helped boost multiplex screens, which could break free from
the shackles of the superstar-focused mainstream films that the plebeian
masses patronised in single-screen theatres.[25] This growth fed into
the historical tendency of the Indian film business to be opaque about
ticket revenues, setting the stage for the arrival of the superstar block-
buster multiplex film with Rs 100 crore (USD 13.32 Million) revenues.

From 2008, a veritable procession of superstar blockbuster films
in the multiplexes crossed the Rs 100 crore[26] revenue mark (helped
by release dates that combined holidays, weekends and festivals). This
new blockbuster phenomenon was buoyed by the rapid digitisation
of movie screens, with low-cost rental digital prints (it costs Rs 15,000
[USD 200] per film in a digital hard drive, whereas it cost Rs five lakh
[USD 6,700] per film print). The “scorched earth” strategy of releas-
ing a film at 2000 screens and upwards, or even 4000 screens as was
the case with films starring Salman Khan,[27] meant that the lifetime
market value of a film could be soaked up in a few weeks.

The strategy also meant that competitors could not find any
vacant screen slots to release their movies. The “first-week fan frenzy”
(with premium tickets) converted the superstars into invincible box
office assets, and once the theatrical window closed, the movie could
be sold at premium prices to cable and tv networks. Another tactic

[21] L. Shrinivas, Land and Politics in India. Working
of the Urban Land Ceiling Act, 1976, “Economic and
Political Weekly” 1991, vol. 26, no. 43.

[22] D. Rout, A Study on Consumer Perception To-
wards Multiplexes in Bhubaneswar, “Purakala” 2020,
vol. 31, no. 3.

[23] B. Doyle, Return of the super cinema, “History
Today 1998, vol. 48, no. 2, pp. 2-5.

[24] Hum Aapke Hai Kaun somewhat coincided with
the widespread economic reforms initiated in the ear-
ly 1990s. The producers at first refused to release the
film on the home video market and in dirty cinema
halls. The theatre owners had to then renovate their

halls, providing clean toilets and fresh food stalls. The
movie was a “family” hit with an inordinately large
audience comprising families who came to watch the
film together.

[25] A. Athique, D. Hill, The Multiplex in India:

A Cultural Economy of Urban Leisure, London 2010.
[26] One Crore is 10 million. Rs 1 Crore would be Rs
10 million. Rs 1 Crore is also USD 73,000 (at exchange
rate of Rs 73 per One USD).

[27] S. Sarkar et al., Bollywood in Transition,
“Emerging Economies Cases Journal” 2021, vol. 2(2),
pp- 79-86.
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deployed by the big studios was a walling distribution strategy,[28]
where screens could be leased in bulk. With an investment of between
Rs 14-21 crore [USD 1-3 million] per film, it could create the “appear-
ance” of a box office success [Table 1]. Small budget and regional films
could not invest in such tactics and hence found fewer screens to release.

Table 1. How to create a Super Hit Film? Lease Theatres!
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(20% of a Rs 100 Crore Film)

Walling Strategy: Leasing 1000 Screens at a cost of Rs 21 Crore

Seating Average 1000
Screen (Approx.) 4 shows Ticket Price Lease Cost per Day One Week Screens
1 500 2000 seats | Rs 100-150 | Rs200,000- 300,000 | 18 14-Rs2L | Rsld-Rs
Lakh 21 Crore

Since 2002, the lure of the newly affluent mall consumers en-
couraged the multiplex companies to roll out new screens and raise
ticket prices (by 600% during the period), though the young people
could access cheap tickets for non-prime-time screening slots through
ticket-booking apps. They offered gourmet cuisine for the rich urban
moviegoers (food and beverages account a 25-40% revenue share for
multiplexes in India). Soon the boom of 40% year-on-year (pre-pan-
demic) growth[29] meant adding more luxury and premium offerings.
Many theatres launched bespoke screen brands that were targeted
at the consuming elite, like Directors Cut, PVR Gold and PVR Luxe
(PVR Group), Inox Leisure, Insignia, Kiddles, MX4D, ScreenX and
IMAX (INOX Group). The main focus was on the discerning classes
that were willing to spend about Rs 2,000-3,000 (USD 30-40) for a film
outing[30] that included lounge-type lobbies, gourmet dining, person-
alised service and high-quality “rich experiences.”[31] The target was
the 120 million middle-class customers that India boasted of, though
the estimate later turned out to be suspect.[32]

Such bespoke screens were exposed during the slump in the
Indian multiplex industry during the COVID pandemic. There was also
no guarantee that the audience would get back to these richly endowed
theatres, especially when there was a plethora of content available on
OTT platforms in the safety of their homes. In fact, the migration of

[28] In a case in 2019, the Competition Commission
of India had found there was an informal arrange-
ment and there was no evidence of cartelisation
between top multiplex cinema theatre groups.

[29] D. Singh, Why multiplex operators luxury
gamble may not pay off, “Financial Express,” Janu-
ary 13, 2020, <https://www.financialexpress.com/
brandwagon/why-multiplex-operators-luxury-gam-
ble-may-not-pay-off/1820955/>, accessed: 19.09.2021.
[30] V. Choudhary, Multiplex revolution at the cost of

the common man, Mint, December 15, 2016, <https:// 21.03.2021.

Bespoke Screens and
the 2020 Pandemic

www.livemint.com/Consumer/uqDo4W6i1wg7N-
moJ4ucfol/A-multiplex-revolution-at-the-cost-of-
the-common-man.html>, accessed: 19.09.2021.
[31] H. Srivardhana, Assessing Service quality of
Multiplex Theater using Service Gap Model, Amrita
University, ASB, Kerala 2019.
[32] S. Kanwal, Households by annual income brackets
India 2010-2025, Statista, March 19, 2021, <https://
www.statista.com/statistics/1272872/india-popu-
lation-in-multidimensional-poverty/>, accessed:




170

Looking beyond the
multiplex model

[33] Telecom Talk reported the trends for OTT in

2020.

[34] V.K. Khandekar, Box office report: Indian cinema
has a happy story in rising ticket sales, “Business
Standard”, February 14, 2020, Ormax Media’s Box
Office Report 2019, <https://www.business-standard.
com/article/current-affairs/box-office-report-in-
dian-cinema-has-a-happy-story-in-rising-ticket-
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audiences to OTTs from the Cable and DTH market was already in
motion even before the pandemic and estimates put the OTT viewers
at 400 million by 202s.[33]

The attraction of the OTT market was the compelling value
proposition: a one-time theatre visit for a family would be equal to
the annual cost of an OTT subscription! The first population to adopt
OTT subscriptions were ironically the very multiplex audience in major
theatre hubs - Mumbai, Delhi, Bangalore and Chennai. In 2020, the
40 million paid subscribers[34] were found to pay an average of Rs 1,200
(USD 16) for 2-3 OTT channels, which were cheaper compared to the
average cost of Rs 1,470 (USD 19.6) for a multiplex visit by a family of
four! The biggest segment of these subscribers was from the affluent
urban segment (59%), with those between 22-32 years (the most fre-
quent multiplex-goers!) accounting for 31% of subscriptions.[35] The
OTT platforms were drawing away the most vital segment that the
multiplexes built their business around - the urban class!

The 1918 Spanish flu pandemic was more catastrophic for India
than any other country, accounting for 40% of the 50 million worldwide
death toll.[36] So, in 2020, as if to avoid history repeating itself, the
country imposed one of the most draconian lockdowns of all, leading
an already fragile economy to a grinding halt. With the closedown
of the theatres, the producers who were holding inventory panicked,
selling out immediately to the OTT platforms,[37] even though most
such ‘mass audience’ films were not even designed for typical OTT
audiences. The move away from the theatres did not go unchallenged,
with the multiplex operators criticising it at first and then threatening
to blacklist producers.[38]

The multiplex operators have often behaved as a business separate
from the film fraternity (with their industry association under FICCI),[39]
reflecting their origins: most, except for PVR, have non-film backgrounds.
The top management of the multiplex industry is drawn mainly from the

India, The Scroll, July 11, 2020, <https://scroll.in/arti-
cle/966655/a-study-maps-the-spread-and-decline-of-
the-1918-spanish-flu-in-india>, accessed: 12.09.2021.
[37] By the mid-2020s, many producers were facing
unsold film inventories and with the continued
closure of film halls they turned towards the OTT
platforms.

[38] G. Menezes, Multiplex Association Of India

sales-120021400062_1.html>, accessed: 22.09.2021.
[35] V.K. Khandekar, Young, male and metropolitan:
The Indian OTT Viewer, Rediff.com, September

8, 2021, <https://www.rediff.com/movies/report/
young-male-and-metropolitan-the-indian-ott-view-
er/20210908.htm>, accessed: 22.09.2021.

[36] S. Chandra, E. Kassens, Viral Outbreak, study
maps the spread (and decline) of the 1918 Spanish flu in

Appeals To Government, Republic World, September
15, 2020, <https://www.republicworld.com/entertain-
ment-news/bollywood-news/the-multiplex-associ-
ation-of-india-make-an-appeal-to-the-government.
html>, accessed: 9.09.2021.

[39] As per the judgement in the case FICCI & Multi-
plex Association of India vs United Producers.
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hospitality and retail sectors, more familiar with the language of ‘con-
sumer touchpoints’ rather than film entertainment.[40] Their strategy to
handle the epidemic crisis was to either appeal to the Government or to
launch PR campaigns that promised seat distancing, disinfecting between
shows, body checks with infrared scanners, availability of masks, hand
sanitisers, etc. However, one can argue that the pandemic was actually
an opportunity to realign the film experience towards the vast majority
hitherto left behind. Of course, this large market could afford only a paltry
amount for “entertainment” (Rs 53 or 0.7 USD in the rural and Rs 113 or
1.03 USD in the urban)[41] and that too on “all forms of recreation.” The
CAGR of the film entertainment segment is a meagre 6%, despite a large
population base, leading to the current “cinema theatre” medium being
at best a niche segment dwarfed by TV.[42]

The Indian film industry is highly fragmented, but there are
three dominant markets — Hindi, Telugu and Tamil. Hindi films are
dominant in Bihar, Madhya Pradesh, Rajasthan and undivided Uttar
Pradesh (incl. Uttarakhand); Telugu is dominant in undivided Andhra
Pradesh (now Telangana and Andhra) and Tamil in Tamil Nadu. In 2019,
of the 1.03 billion movie tickets purchased, these three movie-language
hubs had a 70% (Hindi 33%, Tamil 19% and 18% Telugu) share of the
total market valued at Rs 10,948 crore (USD 1.5 billion), an increase
of 11.6% over 2018.

Even then, the size of the film entertainment segment is shock-
ingly low in such a huge country. Let us consider the revenues of the
declared Bollywood hit movie PK (2014; Rajkumar Hirani) — with Rs
500 crore (USD 72 million)[43] at the domestic box office. At an aver-
age ticket price of Rs 120 (USD 1.6), the audience works out to about
41.66 million, or just about 3% of India’s population.[44] In fact, the film
industry is probably a niche entertainment segment, compared to the
enormous market that India presents.

India is a low-priced, continental-sized market with a complex  India: Tapping
undercurrent of linguistic, cultural and sub-nationalist segments, some-  the Bottom of the
what held together by disparate factors whose discussion is beyond this ~ Pyramid?
paper’s scope. Some corporates like Unilever have attempted to pene-
trate the lower end of the market with some success, though it has not
been easy for many others[45] due to cost structures and need for high

[40] A. Athique, D. Hill, op.cit. and controlled Chinese market, there are limited re-
[41] The NSS Report No. 541, released for 2009-10, leases and the films chosen are spread across various
on Household Consumption of Various Goods and sources like Hollywood, India, Korean etc. almost like
Services in India classifies 32 broad item groups out a quota.

of which 14 are food and 18 are non-food food and [44] VK. Khandekar, Young, male and...

18 non-food groups. [45] E. Reficco, Six reasons companies fail to reach the
[42] Report by Deloitte on the Indian Entertainment bottom of the pyramid, Devex, April 16, 2013, <https://
Industry, 2018. www.devex.com/news/6-reasons-companies-fail-to-

[43] PK is a movie by Aamir Khan, which did well in reach-the-bottom-of-the-pyramid-80719>, accessed:
China, more than in many parts of India. In the vast 12.04.2021.
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levels of engagement. There are various estimates as to what constitutes
the BoP market in India, ranging from an optimistic 335 million[46]
(Govt. of India) to a grimmer estimate of 997 million poor people
(McKinsey report 2007) [Table 5].

Estimates of Paarin India
[Population in Millions)

The stark reality is that 9o% of Indians cannot pay more than Rs 100
(USD 1.5) for an individual theatre visit,[47] which is low in comparison to
the Rs 190 (USD 2.8) average ticket prices currently at the multiplex chains.
At these rates, a family visit to the theatres would be out of the question,
making film entertainment an elite activity. These price points were tested
by the Carnival chain by experimenting with low-price tickets in tier-three
towns[48] with some moderate success in increased occupancy (65% vs
35% in tier-three towns). However, the bulk of the population segments
targeted by the multiplex chains, numbering at about 30 million, belong
to the Rs 10 Lakh (USD 14,000) per annum income band.[49]

Cinema . People per Literacy
State Language Seats Population Cinema seat | Rate (%)
BIMARU[50] ?;:g‘ (Native Speaker Domi- | o) o3 | 431 001,603 | 932 67.33
Andhra Pradesh i i-
ndhra Pradesh | Telugu (Native Speaker Domi- | ) )o5 | g3 146 954 120 70.34
& Telangana[51] | nant)

[46] The optimistic picture of the government is
based on the much-decried income of Rs 32 (USD
0.40) per day for urban and Rs 26 (USD o0.35) per day
for rural by the Sengupta Committee Report, Govt of
India.

[47] Key Factors affecting Movie viewing, Report in
IU].edu.in, May 2017.

[48] Towns with a population between 300,000 and
400,000.

[49] A contemporary perspective for the defining

of the base of the economic pyramid is shared by
Unitus, VC <https://unitus.vc/resources/defin-

ing-base-of-the-economic-pyramid-in-india/>,
accessed: 20.01.2022.

[50] “Front-benchers” in single-screen cinema is

a term used to describe the majority of the audience
occupying the front seats, while the affluent sit in the
“balcony” (typically designed as in a stage theatre).
The price of the tickets for a front-bencher was usual-
ly about 10-25% of the cost of the Balcony/First Class/
Dress Class ticket prices.

[51] A. Rao, W. Hartmann, Large Screens or More
Shows: Multiplex Conjuration in the Era of Digital
Cinema, Chicago 2011.
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Cinema . People per Literacy
State Language Seats Population Cinema seat | Rate (%)
Tamil Nadu Tamil (Native Speaker Domi- 502,454 | 70,335,431 139 80.15
nant)
Hindi-affiliated language (Ha-
Hindi Affiliated | ryana, Gujarat, Maharashtra, 626,848 54,261,868 864 69.12
Orissa, Punjab, Himachal
Not Hindi-affiliated but
Hindi-watching (Telengana,
- . Haryana, Karnataka, Gujarat,
Hindi Watching Punjab Maharashtra, Orissa, 1,105,103 | 670,483,587 606 71.20
West Bengal, Punjab, Himachal
& J&K
Maharashtra Marathi 406,271 100,368,167 247 80.50
West Bengal Bengali 202,731 91,030,534 449 75.26
Karnataka Kannada 382,156 54,858,733 143 75.30
Kerala Malayalam 203,146 37,835,820 186 94.23
Table 3. Districts with Lowest Film Screen Seats
- No. of Cinema . People per .

District Hubs Districts Screen Seats Population Screen Seat Literacy Rate
With Less than 1000 240 123,165 241,672,164 1962 69.4
Screens
With more than 20000 35 1491276 202066136 135 81.54
Screens

Table 4. Districts by Economic Growth Rate (Top 25)

Top 25 Districts/Hubs Cinema Seats Population People sp::tScreen Literacy Rate
High Economic Growth Rate 314,406 59,711,061 189 66.8125
(9%+)

Low to Medium Economic
,335,941 1,132,768, .
Growth Rate (3-7%) 3,335,9 32,768,666 339 73.70
Before the multiplexes, single-screen theatres in India (most ~ High Potential,

are closed) had lower ticket prices for the “front-benchers’[52] and  Low-Priced Film

many operators even offered “tent” options (with thatched roofing,

Markets

bare ground seating and steel chairs) and “touring talkies” (vans with
projector and screen) with ticket prices as low as Rs 20 (USD o0.27). In
contrast, the full-service multiplex experience was driven by developers
who wanted to maximise the efficiency of construction[53] and isolate

[52] H. De Soto, The mystery of capital: Why capital-
ism triumphs in the West and fails everywhere else,

New York 2000.

[53] The Bureau of Outreach and Communication,
Department of Audio-Visual Publicity, Government
of India maintains the data of the theatres in India.
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those who cannot afford and do not have the “cultural competence”[54]
to navigate the high-end experience.

To map the potential for low-priced film entertainment in India,
we can analyse the “uneven geographies” by mining the data available
for film screen seats (both multiplex and single) from the Bureau of
Outreach and Communication, Government of India,[55] as well as the
district-hub-wise population data obtained from the Registrar General
and Census Commissioner, Govt. of India.[56]

The last official census in India was in 2011, according to which
there were 640 district administrative hubs[57](including large metros,
state capitals, commercial cities and urban agglomerations). Some of
the high-population-density belts do not fully come under the defi-
nition of districts (but can be defined as metropolitan centres[58]).
There are twelve metropolitan areas: Delhi NCR,[59] Greater Mum-
bai,[60] Kolkata, Chennai, Bangalore, Hyderabad, Ahmedabad, Pune,
Vishakhapatnam, Kanpur, Surat, Patna, Jaipur, Coimbatore, Nagpur,
Raipur, Kochi, Kozhikode, Thiruvanthapuram, Madurai, Jodhpur and
Salem. The consolidated list of district hubs with film screen seats,
population, growth and literacy rates is available in Tables 2—4. The
salient features of the various geographies are given below:

— The Southern, Eastern and North-Eastern states are not dom-
inantly Hindi-speaking (except for metro-hubs), and English usage
is greater. Linguistic identity claims are known to be strong in some
languages like Tamil, Telugu, Kannada, Malayalam and Bengali.

- Both Tamil and Telugu have a historical advantage as film
production hubs (they are even known to produce Hindi films) and
a legacy of films as a political tool for social, linguistic and cultural
sub-nationalism.

— Tamil films have witnessed a resurgent “new wave,” widely ac-
knowledged as trendsetting[61] and have a comparatively high growth
rate of over 11%, with revenues of USD 600 million in comparison to

The list includes both multiplex and single-screen
theatres.

[54] The census on the population is conducted by
the Registrar General and Census Commissioner,
Ministry of Home Affairs, Govt of India. The last such
census was conducted in 2011.

[55] NIC, Govt of India provides details of adminis-
trative units in India under “Districts of India” (as per
the 2011 Census of India). There are 640 districts, the
details of which are available in the source - <http://
districts.nic.in/> under Provisional Population Totals:
Number of Administrative Units.

[56] The 74" Amendment to the Indian Constitution
defines a metropolitan area as having a population

of 10 Lakh (1 million) or more, comprised in one or
more districts and consisting of two or more Munici-
palities or Panchayats or other contiguous areas.

[57] Delhi is a state as well as being designated the
National Capital Region (NCR) as per the Master
Plan for Delhi approved in August 1990.

[58] Greater Mumbai, consisting of the Mumbai City
and Mumbai Suburban districts, is administered

by the Municipal Corporation of Greater Mumbai
(MCGM).

[59] S. Sarkar et al., op.cit.

[60] J. Overdorf, Tamil films give Bollywood a run for
its money, The World, July 3, 2012, <https://www.pri.
org/stories/2012-07-03/tamil-films-give-bollywood-
run-its-money>, accessed: 8.09.2021.

[61] BRR Report in the Indian Express, September
18, 2021.
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Hindi, with revenues of USD 2 Billion (2015) in a market that is six
times larger, thus punching above its weight.[62]

— In terms of economic growth, the South Indian states have done
well, which is reflected in the better market penetration of multiplex
screens. Both Tamil Nadu and Andhra (with Telangana) have seen
better development standards, which have enhanced buying power for
film entertainment.[63]

— The market for Bengali, Malayalam and Marathi is relatively
smaller but quite robust in terms of content.

The importance of the BIMARU states (Bihar, Madhya Pradesh
[incl. Chhattisgarh], Rajasthan and Uttar Pradesh)[64] and affiliated
markets for the Hindi film market should be noted. This is considering
the fact that the growth of the Hindi-language-speaking population
is simply overwhelming, overtaking all other languages over the past
decade. With the fastest-growing population and the fastest-growing
language, these regions with a huge population are a fertile, unexplored
and virgin territory for low-cost film entertainment in the long term.

- The BIMARU states had the slowest growth rates among all
Indian states, even during the boom period of 1998-2016 (which wit-
nessed the largest growth expansion in the century). The gap between
these states and fast-growing ones continues to widen.[65]

- The differences are also intra-state, with a great disparity be-
tween a few oases of growth and the rest. For instance, Bihar’s capital
city, Patna, is its biggest growth centre by far, or Noida/West UP (con-
sanguineous to Delhi) has been growing much faster than the central
and eastern parts of UP.

— The other two states — Rajasthan and Madhya Pradesh - have
comparatively less disparity, with the former having a spread of herit-
age tourism hubs and Madhya Pradesh having no disparity due to the
complete absence of any major growth centres.[66]

- The BIMARU states are also part of the Hindi belt or the

“Cow Belt,’[67] which, along with contiguous states that have their lo-
cal languages and dialects, are either affiliated or proximate to the
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[62] The states of Bihar, Maharashtra, Rajasthan and
Uttar Pradesh have been historically very low in all
development parameters and social indicators, giving
rise to an unkind acronym BIMARU (by Ashish Bose,
a demographer in 1980s. The word bimaru also means
“sick” in the Hindi language).

[63] S. Rukmini, India’s BIMARU states developing
but not catching up, Mint, October 30, 2018, <https://
www.livemint.com/Politics/2mYGqXDSb37bed-
iFfmGUvL/Indias-BIMARU-states-develop-
ing-but-not-catching-up.html>, accessed: 11.09.2021.
[64] V. Vaibhav, V.K. Das, The old Bimaru states have
new boomtowns. But only in pockets, The Print, March
30, 2021, <https://theprint.in/opinion/the-old-bima-

ru-states-have-new-boom-towns-but-only-in-pock-
ets/630861/>, accessed: 14.09.2021.

[65] A political terminology to describe the conserv-
ative mindset of some Hindu believers. For them

the cow is a sacred animal. These believers also form
a part of the supports of the right-wing Hindu politi-
cal party — Bharatiya Janata Party — which is currently
the ruling party in India’s parliament.

[66] Only 12 out of 35 States chose Hindi as their
mother tongue, while there are other states that have
adopted it as a language of communication but do not
consider it a mother tongue.

[67] Cleartax Report: Impact of GST Rates on the
Entertainment Industry, June 22, 2021.
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Multiplex model
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Hindi language.[68] These can be classified as Hindi-affiliated and Hin-
di-film-consuming states.
— Interestingly, the segment of Hindi-affiliated and Hindi-“watch-
ing” states includes Maharashtra, a large state that is not part of the
“Cow Belt” with the state has a high percentage of Hindi speakers with
a very low proportion of native Hindi speakers.

Multiplex owners are aware that high ticket prices are a barrier
for audiences, and some attempts have been made to tap the lower
price segment. It is estimated that considering various local costs,[69]
the capital costs for a five-screen multiplex in a major city would be
about Rs 40 crore, in a smaller city or town about Rs 15 crore, and Rs
five crore in the semi-urban parts.[70] The massive opportunity for an
asset-light multiplex model is promising in geographies that have low
screen seats per capita, high GDP growth and high literacy rates. Some
such prominent belts are given below:

— The bottom 240 district hubs (with at least 1,000 screen seats
each) have just one seat for 1,962 people. These districts are spread out
across India, though concentrated more in the BIMARU, West Bengal
and Orissa states.

- In contrast, the top 35 district hubs (all urban, with at least
20,000 screen seats each) have one seat for 135 people!

— The top 35 district hubs can be classified as having a high per
capita film-to-screen seat ratio. These include essentially metropolitan
areas, contiguous districts of state capitals in most Southern states, and
some Western states as well as isolated mega hubs in the North.

— The top 25 district hubs with the highest GDP of 9% and with
a literacy rate of 66.8% have one seat for 189 people.

- The top 25 district hubs with a medium growth rate of 3-7%
have one seat for 339 people but exhibit a better literacy rate of 73.70%.

The success of the asset-light multiplex model for film entertain-
ment would depend on real estate and construction costs, integration
of ticketing apps to rural screens, provision of basic hygiene facilities,
modern ventilation systems and value-oriented combinations of food
and beverages.[71] With innovative construction technologies available
today,[72] cost outlays can be reduced by about 30%, along with the

[68] A. Pal, R. Bhushan, Low cost multiplexed offer
better bait, The Times of India, September 5, 2005,
<https://timesofindia.indiatimes.com/business/in-
dia-business/low-cost-multiplexes-offer-better-bait/
articleshow>, accessed: 11.08.2021.

[69] J. Ali, D.K. Bera, Sustainable use of low-cost
building materials in rural India, “ICISE” 2015, vol. 4,
no. 13.

[70] G. Veerabathini, IIT Madras Innovates
Eco-Friendly Low-Cost Houses , Ecoideaz, 2019,

<https://www.ecoideaz.com/innovative-green-ideas/
iit-madras-innovates-eco-friendly-low-cost-houses>,
accessed: 2.11.2021.

[71] S. Roy, Study of Cost-effective building construc-
tion technologies, “Journal of Architectural Engineer-
ing Technology” 2013, vol. 2(2), no. 113.

[72] A. Vikram, S.S. Rajput, Application of Lean
Construction principles in Affordable Housing in India,
“Journal of Emerging Technologies and Innovative
Research” 2018, vol. 5, no. 12.
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concomitant benefits of safety, energy efficiency[73] with sustainability
and cost-effectiveness.[74]

Expansion of such low-cost theatres would require permissions
from Fire Safety, Excise, District Collectorate, Nagara Pallika (local
government), and the Film Censor Board, among many other statutory
agencies. There is some anecdotal[75] evidence on the success of such
low-cost theatre complexes in small towns and the profit margins were
seen to be in the range of 20-25%. However, food and beverages have
a smaller share at 5-10%, while the multiplex chains enjoy a far larger
share of 40%.

The cost of constructing such a low-cost theatre complex would
vary between Rs 50 Lakh (USD 66,000) for a no-frills, 7o-seater screen
to Rs 1.5 crore (USD 1,95,000) for a 125-seater screen (with air-condi-
tioning, high-quality screen and sound systems and parking facilities).
The asset-light multiplex model is not just a business opportunity wait-
ing to be tapped but also a challenge for product and architectural de-
sign, which can be scaled across several complex markets with different
climatic, geographic and local conditions. For entrepreneurs, designers
and construction companies, it appears to be a prospect deserving
serious consideration.

The data on the population and district used in this paper is ~ Conclusion
limited by the fact that it is based on the last official census of India,
conducted in 2011. During this period, there has been some reorganisa-
tion of district boundaries, due to state executive or legislative fiat. It is
important to acknowledge that the multiplex concept has transformed
the Indian urban landscape, raising the quality standards of film en-
tertainment to world-class levels. Any criticism of its business model
should not be misconstrued as a complete dismissal of the significant
achievements accomplished by this new generation of operators.

The paper attempts to make a case for more than one business
model in a complex film market like India, especially after the develop-
ments post 2020, when the multiplexes faced competition from invigor-
ated digital streaming platforms and resistance from moviegoers wary
of the risks associated with visits to the cinema theatre. In that sense,
the low-priced film entertainment market can be both an opportunity
and a “de-risking” strategy for the multiplex operators. However, it must
be also noted that their ability to invest in CAPEX is severely limited
in the absence of any worthwhile revenues.

[73] Interview with Mr. Akhil Vaidya, who builds in/an-overview-of-taxation-on-media-and-enter-
and currently operates the Mayur Cinema complexin  tainment-under-goods-and-services-tax/>, accessed:
Balaghat, an interior town in Madhya Pradesh state 26.08.2021.

in India. [75] Report published by Ernest & Young in 2019.
[74] R. Singhal, An overview of taxation on media Commissioned by the Federation of Indian Chamber
and entertainment under Goods and Services Tax, of Commerce and Industry.

iPleaders, September 25, 2021, <https://blog.ipleaders.
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The unlocking of the lower end of the film entertainment seg-
ment will also require the support of the government through a restruc-
turing of the tax and incentives regime, the implications of which in
India are too complex to be included in this paper. Suffice to say that
the country has the highest GST rate for entertainment in the world,
at the maximum slab of 28% (both pre-GST and post GST)[76] and
there is a dire need for a “single window clearance” to avoid double
taxation.[77]

Another equally complex area involves the disparate taxes, re-
bates and incentives in various states. For instance, the Hindi film
Bunty aur Babli (Bunty and Bubli , 2005, a Bonnie and Clyde-type heist
movie, without the macabre violence, but with songs and romance)
was given tax-free status by Uttar Pradesh. But, Jaana... let’s fall in
love (Lover...let’s fall in love, 2006, Rehana Khan), a film about the
ills of smoking, was refused the same incentive. Tamil Nadu, in 2006,
announced a tax exemption for any movie with titles in Tamil. The
movie Something Unakkum Enakkum (Something between you and me,
2006, title with English and Tamil words) was changed to Unakkum
Ennakum to be eligible for the exemption. A series of self-aggrandising
films by a self-proclaimed godman Gurmeet Singh was exempted from
tax by the Rajasthan state, though he did pay a different kind of price
by being jailed for rape.[78]

This paper is a preliminary foray exploring the immense pos-
sibilities for unlocking the value of film entertainment in India.[79]
Further studies proposed on the topic can involve a quantitative study
of pricing points and an exhaustive qualitative review of the technolog-
ical options (with significant design-related inputs) in order to develop
alow-cost, efficient, no-frills and contemporary “multiplex design” suit-
ed for low-priced film exhibition. Clearly, the challenge of reimagining
and realigning the multiplex business model will depend on several
other factors, such as the support of the state and central governments,
as well as local municipal authorities. If there is a concerted effort by
all the stakeholders, we may yet see a reset in the film entertainment
landscape in India. This would give millions of low-income customers
a deserving place at the high table of film entertainment.

[76] K. Iwanek, Why are some Indian movies made tax ~ [78] The states of Bihar, Maharashtra, Rajasthan and

free?, The Interpreter, 27 March, 2018, <https://www. Uttar Pradesh have been historically very low in all
lowyinstitute.org/the-interpreter/why-are-some-indi- ~ development parameters but they are dominant in
an-movies-made-tax-free>, accessed: 28.12.2021. electoral politics, constituting about 30% of the land
[77] I would like to acknowledge the contributions of  area, hosting about 40% of the country’s population.
Dr Baidurya Chakrabarti for editing assistance and [79] Andhra Pradesh, a dominant Telugu-speak-

Mx Supriti Malhotra for help in sourcing some of the  ing state, was divided into Andhra and Telangana.

data.

Though the language and culture of the states are sim-
ilar, there are historical intrastate differences.
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When a researcher deals with a film audience, it is easier to study the one that exists and is still active.
In this case, social sciences and the humanities supply practical tools and relatively easy access to all
kinds of data. It is much more difficult to capture experiences, emotions, and rituals of the audiences
from many decades ago, working with an impermanent human memory, unreliable personal or press
sources. The article discusses the basic methodological problems related to the researching film
audiences that no longer exist (especially from the pre-WW?2 years). It turns out that the difficulties
are not only in how to read the sources and how to evaluate the data. The cinema historian confronts
more serious challenges. Do we have access to other people’s experiences without personal contact?
Can research focused on subjective and mediated feelings capture an objective image at all? What
may result from research with so many unknowns? The article, based on the author’s many years
of experience in researching cinema-going, is a proposal on how to respond to all these questions.

KEYwoRDS: history of movie-going, film audience studies, social film history, cinema memory

Kazde stowo w tytule tego eseju moze budzi¢ watpliwosci. Co
to jest widownia, ktorej nie ma? Jak zatem badac co$, co nie istnieje?
Co miesci si¢ w ramach doswiadczenia widowni? Dlaczego wyzwania
metodologiczne, a nie po prostu metodologia? Nad tym obszarem re-
fleksji filmoznawczej unosi si¢ zatem wiele znakéw zapytania. Zbyt
wiele. Dlatego sprobuje zmierzy¢ sie wylgcznie z gléwnymi wyzwaniami
teoretycznymi, siegajac do najbardziej inspirujacych tekstéw z bogatej
literatury przedmiotu.

Publiczno$¢, ktérej nie ma, to nie tylko ta, ktora przynalezy do
pokolenia, ktére w calosci odeszlo. To publicznos¢, ktdra nie istnieje
w swoim pelnym (lub prawie pelnym) przekroju wiekowym i spotecz-
nym. Nie moze zatem wystawic szerokiej reprezentacji do celow ba-
dawczych. To np. widownia dwudziestolecia migdzywojennego, czaséw
wojny, a nawet lat 50. ubiegtego wieku. Zyja co prawda §wiadkowie tych
czterech dekad, ale najmtodsi z nich majg od 70 do 9o lat, dlatego z ich
pomoca potrafimy zglebi¢ wytacznie dziecieca perspektywe. A dziecko
do$wiadcza kina inaczej niz dorosty. W potocznym rozumieniu publicz-
nos¢, ktdrej nie ma, oznacza zbiorowo$¢, ktorej nie opiszemy z pomocg
tradycyjnych metod socjologicznych: ankiet i poglebionych wywiaddéw.

Stowo doswiadczen w tytule ma z kolei na celu zawezenie per-
spektywy. Badanie widowni filmowej (audience studies) to obszar

Images 32(41), 2022: 183-197. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).



Kontrowersje
i dylematy

184

PAWEL SITKIEWICZ

niezwykle rozlegly, bedacy czescia spotecznej historii filmu (social film
history), ktéra - jak pisza Robert C. Allen i Douglas Gomery - sktada
sie z czterech splecionych komponentéw: spolecznej historii produkeji
filmowej (social history of film production), historii uczeszczania do kin
(history of movie-going), historii filmu jako dokumentu kultury i zrédta
historycznego (history of film as cultural document) oraz historii kina
jako instytucji spotecznej (the cinema as a social institution)[1]. Tak
wiec audience studies to m.in. badanie recepcji filmoéw, architektury kin,
strategii biznesowych, lokalnej kultury filmowej, kompozycji pokazoéw,
preferencji widowni, a takze emocji ludzkiej zbiorowosci.

Nas bedzie interesowalo wylacznie doswiadczenie uczgszczania
do kin, ktore chciatbym powigzac z pigcioma pytaniami. Jak widzowie
przezywali film? Jak sie zachowywali? Kim byli? Co mysleli o filmie jako
medium i przestrzeni kina? W jakie rytualy ukladal sie seans filmowy?
Nie umniejszajac znaczenia innych zadan w ramach spolecznej historii
kina, to wydaje mi si¢ najbardziej interesujace poznawczo, gdyz dotyka
sedna sztuki filmowej — emocji.

Esej ten nie ma oczywiscie na celu wyjasnienia powyzszych kwe-
stii. Zestawiajac ze sobg dos¢ odlegte, ale mimo wszystko spokrewnione
koncepcje, chcialbym pokaza¢, co kryje sie za tymi pytaniami oraz jak
szuka¢ odpowiedzi.

Podstawowa watpliwo$¢ brzmi: po co w ogodle zajmowac sie
studiowaniem widowni? Czy nie lepiej skupi¢ si¢ na analizie i inter-
pretacji filmow? Jerzy Plazewski zapytat wprost: ,Czy [...] ciekawszy
(i potrzebniejszy) jest wywod o stosunku Ingmara Bergmana do $mierci,
czy wiadomos¢, na ktorej ulicy sto lat temu zbudowano w Lodzi pierw-
sze kino?”[2]. Jego zdaniem ten niebezpieczny trend w filmoznawstwie,
ktéry nazywa ,historig chodzenia’, zaklada, Ze nie trzeba nawet ogla-
da¢ filméw. Zdaniem Plazewskiego przeniesienie uwagi ze sztuki na
sam kontekst pokazéw nie pomaga dowiedzie¢ si¢ niczego waznego
o istocie X muzy.

Druga kluczowa niewiadoma dotyczy samej widowni. W tra-
dycji socjologicznej — pisza Allen i Gomery - jest ona ,,grupg nieu-
strukturowana” (unstructured group), a wigc nie posiada spotecznej
organizacji, lidera, ustalonych zasad i rytualéw. Kazde wyjsécie do kina
tworzy tak naprawde osobna grupe, ktora rozpada si¢ zaraz po sean-
sie[3]. Co gorsza, trudno jest wydestylowaé odbidr filmu z duzo szer-
szego doswiadczenia zycia codziennego. Victor Burgin opisuje ciekawy
eksperyment przeprowadzony na mieszkancach pewnej francuskiej
prowingji, ktérych pytano o przesztos¢. ,,Odkryto niemal ogdlng ten-
dencj¢ do mieszania historii osobistej ze wspomnieniami scen z filméw

[1] R.C. Allen, D. Gomery, Film History: Theory [2] J. Ptazewski, Nowa Historia Filmu - co to takiego?,
and Practice, New York 1985, s. 154-157. Wszystkie ,Kino” 2014, nr 6, s. 65.
tlumaczenia, z wyjatkiem polskich wydan, s3 mojego [3] R.C. Allen, D. Gomery, op.cit., s. 156.

autorstwa.
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i innych produkcji medialnych. «Widzialem w kinie» oznaczalo po
prostu «Widziatem»”[4]. Emocje wyzwolone przez film mieszajg si¢
bowiem z rytualami dnia codziennego, a poza tym pamie¢ filmowa,
lub szerzej — pamie¢ w ogole, potrafi by¢ falszywa lub wtorna.

Jakby tego bylo mato, nie wiadomo, ktdére elementy rozmytych
doswiadczen widowni bra¢ w ogole pod uwage i traktowac jako dowdd
lub Zrédlo. Na problem ten w szerszym kontekscie historii zwraca uwa-
ge Jurij Lotman[5]. Podaje przyktad dawnych kronik, w ktorych - gdy
nie nastgpit rozlew krwi — skryba notowat ,,byto spokojnie” albo zgota
nic nie pisal. Zwykle zycie i codzienne przypadki nie mialy bowiem
rangi faktéw i dopiero zwrot historyczny, ktory dokonat sie gléwnie za
sprawg szkoly ,, Annales”, nadal im taki status. Poniewaz kazda kultura
sama okresla, co jest zdarzeniem, a co nim nie jest, wspolczesny badacz
musi dokona¢ procesu ,,deszyfryzacji” zrodel oraz - jak pisze Lotman —

»semiotycznej manipulacji z wyjsciowym materiatem - tekstem”[6].

Z powyzszych powodow latwiej jest zawsze opisaé nietypowe
wyjécia do kina niz typowe; zachowania odchodzgce od normy niz te,
ktore kronikarzom jawia si¢ jako zbyt oczywiste, a zatem niezastugujace
na utrwalenie. Najlepszym przykladem takiego podejscia jest ksigzka
Garyego D. Rhodesa o niebezpieczenstwach uczeszczania do kina, kto-
ra opisuje widownie, ktorych nie ma (z lat 1896-1950), wylacznie przez
pryzmat pozardéw, kradziezy, choréb zakaznych, zamachéw, strzelanin,
oszustw, przestepstw seksualnych, awantur i innych nieszcze$é[7]. Ze-
staw zrddel, ktorymi postuguje sie autor, jest tak rozlegly, ze pozwala
naswietli¢ najdrobniejsze aspekty opisywanych praktyk. Gdy po uda-
nym seansie widz wracat z kina zadowolony do domu - nie zostawial
po sobie tylu §ladéw, co widz spalony na wegiel po pozarze.

O innym uniwersalnym problemie pracy ze wspomnieniami
pisze Anna Landau-Czajka na marginesie ksigzki o doswiadczeniach
zasymilowanych Zydéw z lat miedzywojennych (to réwniez przyklad
zbiorowosci, ktdrej nie ma)[8]. Pamietniki, cenione jako wiarygodny
zapis przesziosci, nazywa dokumentem utraty i elegia, w ktorej dawne
przezycia i emocje, czesto dziecigce i niewyrazne, zostaja przepuszczo-
ne przez filtr dorostego umystu, wyidealizowane, podporzadkowane
bardziej doniostym narracjom. Badanie czaséw przedwojennych lub
innych odlegtych epok oznacza, ze migdzy pierwotnym do$wiadcze-
niem i perspektywa wspotczesnego historyka brak jest ciaglosci losow,
zakloconych przez traumatyczne lub epokowe wydarzenia, ktore od-
suwajg na dalszy plan rzeczy blahe, takie jak np. chodzenie do kina.
Rekonstruowanie osobistych przezy¢ sprzed wielu dekad na podstawie

[4] V. Burgin, The Remembered Film, London 2004, [6] Ibidem.

s. 68. [7] G.D. Rhodes, The Perils of Moviegoing in America
[5] J. Lotman, Wola boska czy gra hazardowa (Prawid-  1896-1950, New York-London 2012.

towos¢ i przypadek w procesie historycznym), przel. [8] A. Landau-Czajka, Syn bedzie Lech... Asymilacja
B. Zylko, »Polska Sztuka Ludowa. Konteksty” 1997, Zydéw w Polsce migdzywojennej, Warszawa 2006,

nr1-2, s. 32. S. 8-9.
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dokumentéw osobistych przypomina przedzieranie si¢ przez las faktow
dalekich od oczekiwan badacza i badaczki.

Kazdy rodzaj dokumentu, ktéorym dysponuje historyk kina,
obarczony jest podobnym ci¢zarem. W szczegdlnosci dotyczy to Zré-
det méwionych, ktdre opisze pdznie;j.

Biorac pod uwage trudnosci zwigzane z badaniem emocji wi-
dzéw, Carl Plantinga doszedl do mato optymistycznego wniosku:

Ocena rzeczywistych reakgji i interpretacji widowni z przeszlosci zawsze
bedzie nieco spekulatywna, chyba ze ograniczymy si¢ do samooceny [wi-
dzéw - przyp. P.S.], empirycznych wnioskéw uzyskanych poprzez obser-
wacje zachowania publicznosci lub badanie reakgji fizjologicznych, lub
pomiary tetna i mimiki. Najciekawsze rzeczywiste reakcje widowni czesto
sg dla historii niedostepne [...][9].

A to i tak postawa umiarkowanie pesymistyczna. Mozna przeciez
uznad, Ze badanie nieostrych zachowan, uczu¢ i emocji ludzi, ktérych
juz nie ma i ktérzy zostawili po sobie niewiarygodne zrédta pisane lub
mowione, to jalowy wysitek. Zwlaszcza ze kazdy widz inaczej przezywa
film i droge do kina. Obok marzen sennych — nie ma chyba bardziej
subiektywnej czynnoéci. Czy istnieje w ogdle wspolny mianownik dla
tak rozproszonych doswiadczen?

Zadnej z powyzszych kontrowersji nie traktowatbym jako prze-
szkody w uprawianiu audience studies. To wyzwania. Zanim pokaze, jak
wywodzacy si¢ z réznych szkot humanisci i humanistki probowali sie
z nimi mierzy¢, sprobuje odpowiedzie¢ na pytanie podstawowe: po co?

Rozumiem rozterki Plazewskiego, ale nie uwazam, by analiza
filmu z zalozenia byla czyms$ lepszym od pracy archiwalnej. Dzielenie
na czworo wlosa z glowy rycerza, ktory gra w szachy ze $miercig, moze
by¢ tak samo bezptodne jak rekonstruowanie adreséw starych kin;
wszystko bowiem zalezy od oryginalnosci sagdéw i trafno$ci wnioskow.
Filmoznawstwo potrzebuje zaréwno wnikliwych odczytan, jak i prac
kontekstowych, ktore pomogg rzuci¢ repertuar na szerokie tto epoki.

Annette Kuhn we wstepie do pionierskiej ksiazki o najstarszym
pokoleniu brytyjskich kinomaniakéw i kinomaniaczek stusznie zauwa-
za, ze dawnego widza znamy gtéwnie jako konsumenta, ewentualnie
jako ,odbiorce implikowanego” lub ,,idealnego” - wpisanego w tekst[10].
Ale w ogéle nie znamy go jako cztowieka. Nie wiemy, co myslat i co czul.
W rezultacie projektujemy na niego przeczucia i uprzedzenia. History of
movie-going ma za$ ambicje rewizjonistyczne: probuje odktamac legen-
dy, ktére zaciemniajg obraz dawnego kina. Przykladowo, publicznos¢
nie panikowata masowo na widok pociaggu na ekranie (nalezy odrézni¢
zasadnicze emocje: strach od dreszczu ekscytacji - to mit zalozycielski
nowej sztuki); brakuje dowodow, ze glusi $miali sie, czytajac z ruchu
warg aktorow niemego filmu kwestie sprzeczne z fabula (nieme kino

[9] C. Plantinga, Moving Viewers: American Film and ~ [10] A. Kuhn, Everyday Magic: Cinema and Cultural
the Spectator’s Experience, Los Angeles 2009, s. 13. Memory, London-New York 2002.
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bylo mocno oparte na scenariuszu, ktéry zawieral szczegétowe dialogi,
mimo iz widownia ich nie styszala); nie jest rowniez prawda, ze tyl-
ko $winie siedziaty w okupacyjnych kinach (kultura filmowa czaséw
wojny dawala calg game usprawiedliwien)[11]. I tak dalej. Idac tropem
widza, docieramy do uniwersalnych mechanizméw branzy, potrafimy
zrozumie¢ problemy produkeji i dystrybuciji.

Nicholas Hiley pisze, ze badanie widowni sprzed stulecia uswia-
damia nam, ze historia kina nie spoczywa w puszkach z tasmami.

Historia filmu nie jest historig medium, to opowie$¢ o tym, jak to medium
zostalo przeksztalcone przez wplyw masowej widowni z pomocg jej prag-
nien i zgdan. Podobnie jak wedrowni showmani i menedzerowie kin, ktérzy
w latach 1895-1920 byli pionierami pokazéw filmowych w Wielkiej Bry-
tanii, historycy filmu muszg pogodzi¢ si¢ z dziwaczna, brudna i niesforna
publicznoscia, ktéra jako klientela wspierala caly przemyst[12].

Tak samo krytycznie o akademickiej analizie filméw wypowiada
sie Plantinga:

Ignoruje ona doswiadczenie widza podczas ogladania filmu, przyklada

najwicksza wage do literalnej tresci, ktora jest nastepnie wydestylowana

z tego ogladania, i bfednie rozumie funkcje wzrokowego doswiadczenia
w rozwijaniu filmowych tematéw i idei[13].

A emocje to klucz do zrozumienia narracji, funkcji rozrywko-
wych filmu, pamieci o filmie, ktdra potrafi przezy¢ sam tekst. ,Co wiecej,
emocje i oddzialywanie majg fundamentalne znaczenie, jezeli chodzi
o artystyczny sukces filmu, jego retoryczna site i wptyw kulturowy”[14].

Ostatnim wyzwaniem historii uczeszczania do kin jest szero- Metodologiczne
ki zestaw metodologii do wyboru. Znaczng cze$¢ prac (nawet tych  fundamenty
krétkich) poprzedzaja teoretyczne wstepy, a ponadto pewna grupa
filmoznawcéw uprawia z powodzeniem audience studies bez definio-
wania metod. Préba odniesienia si¢ do wszystkich ciekawych koncepcji
zajetaby jednak zbyt duzo miejsca, przynoszac mizerny efekt. Dlatego
sposrod licznych propozycji wybralem trzy $ciezki metodologiczne
(i cztery koncepcje), ktore tworza spdjny system myslenia o doswiad-
czeniach widowni, sprawdzaja sie w praktyce, a takze ukladaja w dwa
dialogujace ze sobg paradygmaty. Te za$ ujawniaja stabe i mocne strony
rozmaitych narzedzi.

Przede wszystkim, nie kazda koncepcja, ktora kieruje uwage
na historyczng widownie, okazuje si¢ pomocna w praktykowaniu

[11] Przykiady zob.: T. Gunning, An Aesthetic of Asto- ~ [12] N. Hiley, “At the Picture Palace”: The British
nishment: Early Film and the (In)credulous Spectator, Cinema Audience, 1895-1920, [w:] Audiences: Defining

»Art and Text”, Spring 1989, nr 34; I. Raynauld, Dia- and Researching Screen Entertainment Reception, red.
logues in Early Silent Screenplays: What Actors Really L. Christie, Amsterdam 2012, s. 34.

Said, [w:] The Sounds of Early Cinema, red. R. Abel, [13] C. Plantinga, op.cit., s. 3.

R. Altman, Bloomington 2001; P. Sitkiewicz, Gorgcz- [14] Ibidem, s. 5.

ka filmowa. Kinomania w migdzywojennej Polsce,
Gdansk 2019, s. 251-262.
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zawezonej odmiany audience studies, o ktérg upominam si¢ w tym eseju.
Zilustruje¢ problem na przyktadzie. Tzw. metoda POPSTAT, badajaca -
mowige skrotowo — repertuarowe preferencje dawnej publicznosci,
z zalozenia zajmuje si¢ przeciez opisem ich zachowan, skoncentrowa-
nych w tym wypadku na wyborze filmu, z uwzglednieniem strategii

dystrybucyjnej lub innych czynnikéw wplywajacych na podjeta decyzje

i wyniki frekwencyjne[15]. Cho¢ metoda ta stusznie uchodzi za potezne

narzedzie do rewidowania kanonéw i badania upodoban filmowych,
w niewielkim stopniu pomaga zrozumie¢ rytuaty publicznosci oraz jej

przezycia. To samo mozna powiedzie¢ na temat tych narzedzi, ktore

pod pretekstem badania doswiadczen widowni kieruja wnioski w stro-
ne organizacji pokazow czy recepcji filmow([16].

Zanim oddam glos praktykom, chcialbym dotkna¢ kwestii
fundamentalnej: czy zapisane w Zrédtach subiektywne doswiadczenia
zréznicowanej i rozproszonej widowni, ktéra nie tworzy spojnej grupy
w znaczeniu socjologicznym, moga by¢ przedmiotem empirycznych
badan? Czy na ich podstawie mamy w ogdle prawo tworzy¢ naukowe
uogodlnienia?

Nie sa to na szczg$cie pytania, ktore zadajg sobie wylacznie
historycy kina. To uniwersalne dylematy wspolczesnej metodologii
historii jako nauki. Na tej podstawie mozna przyja¢, ze zaréwno hi-
storia uczeszczania do kina, jak i cala spoleczna historia kina stano-
wig odrebng metodologie w ramach filmoznawstwa, ale w ogdélnym
zalozeniu wpisuja sie w ramy tzw. nowe;j historii kulturowej, ktorej
wspdlnym polem zainteresowania — jak pisze Ewa Domanska — ,jest
ukazanie zwyklego czlowieka i jego zycia codziennego oraz spojrze-
nie na przesztos$¢ z perspektywy historii cztowieka i kultury, w ktérej
zyY’[17]. Ten nurt historii alternatywnej, nazywanej tez historig mental-
nosci, opowiada ,,0 ludzkim do$wiadczaniu $wiata i o sposobach tego
doswiadczania. Jest to zatem historia do§wiadczen, historia uczué, pry-
watnych mikro$wiatéw”[18]. Laczy ona narzedzia tradycyjnej historii
z narzedziami etnologii, siega do bogatego zestawu Zrédel (réwniez tych
niekonwencjonalnych, z literaturg pickng wiacznie), w ktérych odbily
sie znaki odlegtej kultury (nie bez przyczyny Lotman nazywa ten nurt
»semiotyka historyczng”). Nie roéci sobie pretensji do catosciowego
opisu zjawisk ani bezstronnos$ci. Akcentuje swojg narracyjnos¢ i su-
biektywno$¢ doswiadczen utrwalonych w zZrédlach. Probuje przeniknaé
do $wiadomosci ludzi, ktérych juz nie ma.

[15] J. Sedgwick, C. Pafort-Overduin, Znajomos¢ za- [16] Z nowszych publikacji znakomitym przykladem
chowan widowni na podstawie danych statystycznych: ~ jest ksigzka E. Smoodina Paris in the Dark: Going to

Londyn i Amsterdam w polowie lat 30. XX wieku, the Movies in the City of Light, 1930-1950 (Durham
[w:] Filmowa Europa, red. M. Pabi$-Orzeszyna, 2020), ktorej tytul i wstep moga sugerowaé opowie$é
M. Rawska, P. Sitarski, £6dz 2020. Por. ]. Sedgwick, o rytualach widowni, cho¢ w praktyce to ksigzka o ki-

Popular Filmgoing in 1930s Britain: A Choice of Pleasu-  nach i kulturze filmowej bez zwigzku z publicznoscia.

res, Exeter 2000.

[17] E. Domanska, Mikrohistorie. Spotkania w mie-
dzyswiatach, wyd. II, Poznan 2005, s. 59.
[18] Ibidem, s. 62.
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Cos, co mogloby zatem uchodzi¢ za stabo$¢ historii uczeszczania
do kin - czyli zbyt glebokie osadzenie w historii zycia codziennego - tak
naprawde stanowi o atrakcyjnosci tej dziedziny filmoznawstwa, ktora
nie ukrywa duchowych zwigzkéw z antropologia oraz historig prywatna.
Richard Maltby we wstepie do tomu Explorations in New Cinema Hi-
story zwrdcil uwage, ze relacje z rozmaitymi aktywnosciami czlowieka
powinny zosta¢ w badaniu widowni podkreslone, a nie odfiltrowane:

Historie ustne na temat czlonkdw kinowej publicznosci [...] konsekwentnie
mo6wig nam, ze rytmy lokalnego obiegu filméw oraz jako$¢ do$wiadczania
wizyt w kinie byly uzaleznione od miejsca i uksztaltowane przez ciagtoé¢
zycia rodzinnego, przez prace, sasiedztwo i lokalng spotecznoé¢. Historie,
ktore przywolujg widzowie, wielokrotnie powracaja do wzorcow i waznych
momentow dnia codziennego [...][19].

Z tego m.in. powodu antropologia historyczna udziela gltosu
$wiadkom epoki hojniej niz podpowiada logika faktow. Jak pisze Joanna
Tokarska-Bakir:

Najwieksza warto$¢ w badaniu historycznym stanowi naocznos¢ zrodet,
ktére przenosza glos przesztoéci. Naocznos¢ ta pojawia sie w dyskursie
historycznym, gdy zamiast parafrazowaé wypowiedzi aktoréw wydarzen,
po prostu pozwala si¢ im méwic. Parafraza jest zawsze anachroniczna,
podczas gdy Zzywa mowa zapisana w zrédtach stanowi rodzaj skamieliny,
transmitujacej gtos epoki[20].

Swiadkéw cytuje sie nie tylko w celu przekazania informacji,
lecz réwniez dla stylu ich wypowiedzi, po to, by zrozumie¢ ich spo-
sOb postrzegania $wiata i stopien zanurzenia w kulturze. Za przykltad
postuza mi ksigzki Annette Kuhn i Jurija Cywjana, ktére przywotam
w dalszej czesci eseju.

To, ze badacz widowni filmowej bazuje na mikroskopijnym wy-
cinku zjawiska angazujacego czesto miliony uczestnikow, ktdrzy biorg
udzial w masowym rytuale, nie umniejsza rangi wnioskéw. Mysle, ze
w tym punkcie nieufnoé¢ niektérych historykéw do historii zycia co-
dziennego zdradza pewien kompleks wobec nauk $cistych lub tych od-
mian historii, ktére opieraja si¢ na tradycyjnych zrédtach archiwalnych.

Nieufnos¢ jest zrozumiata. Budowanie narracji z pomocg mikro-
zdarzen codziennej egzystencji moze przypominaé rekonstruowanie
rzeczywisto$ci ze snow. Po raz kolejny, takie myslenie wynika z niewlas-
ciwego zrozumienia specyfiki historii kulturowej. Nie nalezy zaklada¢,
ze istniata nieskonczona liczba zwyczajow widowni albo Ze nie bylo
ich wecale, tylko dlatego, ze kazdego dnia do kina szly miliony ludzi,
do ktérych wspomnien nie mamy dostepu. Filmoznawcy uprawia-
jacy semiotyke historyczng lub etnohistorie kina rzecz jasna szuka-
ja w dokumentach powtarzajacych si¢ wzoréw, ktére dajg prawo do

[19] R. Maltby, New Cinema Histories, [w:] Explora- [20] J. Tokarska-Bakir, Okrzyki pogromowe. Szkice
tions in New Cinema History. Approaches and Case z antropologii historycznej Polski lat 1939-1946, Woto-
Studies, red. R. Maltby, D. Biltereyst, P. Meers, Chi- wiec 2012, S. 232.

chester 2011, s. 9-10.
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uogdlnien, lecz jednoczesnie godzg si¢ z mysla, ze opowiesci swiadkow
majg charakter subiektywny i dlatego nie da si¢ z nich utozy¢ narracji
obiektywnej w sposdb $cisty. E.H. Carr, cytujac Pirandella, zauwaza,
ze ,fakty sg jak worki: nie beda staly pionowo, jesli si¢ ich czyms nie
wypelni”[21]. Tym za$ zajmuje si¢ historyk, dla ktérego anonimowe
wspomnienie o wyjsciu do kina jest takim samym przedmiotem inter-
pretacji co przejécie Rubikonu przez Cezara. Kazda narracje historyczna
nalezaloby zatem postrzegac jako ,,seri¢ akceptowanych osagdéw”, a nie

»suchych jak kurz faktow”, z ktorych bez ingerencji badacza lub badaczki

nie wytoni si¢ zadna opowie$¢[22].

Niezaleznie od wyboru narzedzi metodologicznych, wielu fil-
moznawcow badajacych doswiadczenia widowni wychodzi z zalozenia,
ze jedyne, co im pozostaje, to rekonstrukcja przypominajaca prace
archeologa (ta analogia pojawia si¢ cz¢sto). Jak piszg Allen i Gomery:

Krotko moéwiac, historyk tylko w sposob posredni moze podja¢ probe

zrozumienia, dlaczego ludzie chodzili do kina: poprzez badanie form

spedzania wolnego czasu dostepnych dla konkretnej grupy spoleczne;j

w ustalonym momencie, poprzez wspolczesne widowni relacje prasowe na

temat chodzenia do kina, pamietniki, beletrystyke i pochodzace z badan

dane zebrane w okre$lonym czasie[23].

Warto podkresli¢ to stowo: posredni. Wszystkie zrodta, nawet
rozmowy z ostatnimi $wiadkami, wymagaja deszyfryzacji, o ktérej
wspomnial Lotman. Badacz ma bowiem do czynienia ze znakami - a to
pociaga za sobg powazne konsekwencje.

Semiotyka stanowi cenng inspiracje metodologiczng dla bada-
czy do$wiadczen widowni. Niech za przyklad postuzy ksiazka Jurija
Cywijana Istoriczeskaja recepcija kino: Kinematograf w Rossiji 1896-1930
wydana w Rydze w 1991 roku i przettumaczona w 2005 — w nieco zmie-
nionym ksztalcie - na jezyk angielski jako Early Cinema in Russia and
its Cultural Reception|[24]. To jedna z najbardziej ambitnych, a zarazem
metodologicznie spojnych prob spojrzenia na dawne kino oczami jego
widowni. Cywjan postuguje si¢ koncepcja, ktdra nazywa kulturowa
recepcja kina, cho¢ zwigzek z semiotyka kultury Jurija Lotmana wy-
daje sie bezsprzeczny. Cywjan byl uczniem Lotmana na Uniwersytecie
w Tartu, taczyly ich ponadto fascynacje filmowe, ktérych owocem jest
wspolna publikacja: Dialog s ekranom (1994).

By¢ moze nieprzypadkowo pierwsze wydanie Historycznej re-
cepcji kina zazgbia sie czasowo z monografig bedaca ukoronowaniem
kariery naukowej Lotmana jako historyka. Mam na mysli ksigzke Rosja

[21] E.H. Carr, Historia. Czym jest?, przel. P. Kus, odwolywat sie do tego wydania. Podstawowa réznica

Poznan 1999, s. 20.
[22] Ibidem, s. 24-25.

polega na tym, ze wersja rosyjska zawiera dos¢
sztucznie doklejony rozdziat o Czlowieku z kamerg

[23] R.C. Allen, D. Gomery, op.cit., s. 157. (1929) Dzigi Wiertowa, ktory zaktdca narracje o kinie
[24] Dysponuj¢ obiema wersjami, ale z uwagi na przedrewolucyjnym.
wigksza przystepnos¢ i dostepnoé¢ thumaczenia bede
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i znaki, ktéra sposrod wielu prac tego humanisty na temat semiotyki kul-
tury wydaje mi si¢ najbardziej doniosta: Iaczy bowiem teorie z praktyka
w niezwyklym zadaniu badawczym. Okazuje si¢ inspirujaca dla filmo-
znawcow, a nie tylko badaczy kultury szlacheckiej XVIII i XIX wieku.

Lotman rozumie kulture jako ,,forme¢ komunikacji pomiedzy
ludZmi”. Oznacza to, Ze ,tworzy ona okreslony system znakéw, uzy-
wanych zgodnie z regutami, ktére sg znane czlonkom danej zbioro-
wosci’[25]. Znak rozumie szeroko jako ,$rodek przekazywania sensu”.
Mogga to by¢ dokumenty, przedmioty, miejsca i budynki, gesty, konwen-
cjonalne formy zachowan, dzieta sztuki, a zwlaszcza — teksty literackie.
Inaczej méwigc, bada rytualy zycia codziennego, ktére ,w swym sym-
bolicznym aspekcie nalezy do kultury”[26]. Nie interesuje go jednak tzw.
zwykle zycie, do ktérego nie ma dostepu, gdyz nie uklada si¢ w zaden
wzor. Lotman za$ - jak pisal Bogustaw Zytko o metodzie semiotyki
historycznej w ogdle - zajmuje si¢ ,,rekonstruowaniem zapomnianych
sensOw” poprzez obiekty, ktére rytual umieszcza w polu znaczen waz-
nych dla badanej zbiorowosci[27].

Teoretykiem, ktéry pomoze nam lepiej niz ktokolwiek inny zro-
zumie¢ znaczenie literatury pieknej jako zrédta historycznego, jest
Lew Tolstoj, ceniony zreszta przez Lotmana jako historiozof. Tolstoj
jako jeden z pierwszych zauwazyt, Ze tradycyjne pisarstwo historyczne
rozczarowuje czytelnikow, gdyz - jak pisat Orlando Figes — ,,umniejsza
bogactwo prawdziwego zycia”[28]. W Wojnie i pokoju, rozdartej miedzy
poematem epickim i kronikg historyczna, chciat uzyska¢ dostep do
»«prawdziwej» historii przezytego doswiadczenia”[29]. Aby osiagna¢
ten cel, taczyl pamie¢ $wiadkéw, opracowania naukowe, listy, pamiet-
niki, legendy, wlasne losy wojenne z psychologicznie wiarygodna fikcja
literacka, zakorzeniong w doglebnych studiach nad epoka. Postepujac
niemal jak historyk, pragnat przetama¢ bariere suchych faktéw i zro-
zumie¢ czlowieka. Podobnie jak historia kulturowa.

Powiesci nie sg zatem gorszym zrédtem do badania widowni niz
np. przypadkowo ocalale archiwalia (faworyzowane przez historykow)
lub metne wzmianki w prasie. Tak czesto cytowany przez Lotmana Alek-
sander Puszkin nie mogl przeinaczy¢ waznych dla tej epoki rytuatéw,
gestow, sposobow myslenia, nawet jezeli pisat fikcje. Tego btedu nie
popelni réwniez powiesciopisarz portretujacy swojg kulture filmowa.
Moze przedstawi¢ obraz subiektywny albo zdeformowany, ale trudno
mu zastgpi¢ znaki, ktére zna, tymi, ktére musiatby wymysli¢. Najlepszym
przykladem na gruncie polskim s3 powiesci Zbigniewa Unitowskiego
i Tadeusza Dolegi-Mostowicza, ktére pomagaja wejé¢ w umyst widza ITRP.

[25] J. Lotman, Rosja i znaki. Kultura szlachecka zrozumie¢ metodologie semiotyki kultury.

w wieku XVIII i na poczgtku XIX, przel. B. Zylko, [28] O. Figes, Afterword, [w:] L. Tolstoy, War and
Gdansk 2010, s. 5. Peace, przel. A. Briggs, London 2005 (e-book). Zob.
[26] Ibidem, s. 11. takze: L. Tolstoy, A Few Words Propos of the Book
[27] B. Zytko, Semiotyka kultury. Szkota tartusko- “War and Peace”, [w:] idem, War and Peace, przet.
-moskiewska, Gdansk 2009, s. 164. Ksigzka ta, cho¢ R. Pevear, L. Volokhonsky, New York 2007.

cytuje ja tylko w tym miejscu, pomogta mi ogdlnie [29] Ibidem.



192

PAWEL SITKIEWICZ

Wréémy jednak do kulturowej recepcji kina i zapytajmy, czym
sie zajmuje. Wszystkimi aspektami praktyki filmowej: od aury miejsc,
zapachow, zwyczajow widowni, po czytanie narracji, stuchanie muzy-
ki, rozumienie fabuly, technologii i jezyka filmu przez doswiadczanie
emocji przez widzéw. Szczegolnie interesujgca okazuje sie podwdjna
perspektywa, dialektyka tego, co zewnetrzne i wewnetrzne. Zobiekty-
wizowany opis zachowan i rytualéw nie wyklucza spojrzenia na kino
oczami widza, ktéry - przyktadowo — nie potrafi mysle¢ o pociagu wjez-
dzajacym na stacje inaczej, niz przez pryzmat Anny Kareniny Tolstoja.
Cywjan kulturowg recepcje¢ kina poréwnuje do testu Rorschacha, ktéry
jest zabiegiem semiotycznym dalekim od obiektywizmu. Chodzi mu
zatem o to, ,aby podsumowac i zinterpretowac powracajace skojarzenia
i utrwalone idee, ktére kazda kultura odczytuje z «ruchomych plam»
weczesnego kina”[30]. Celem nadrzednym jest z kolei opisanie kina
»w dominujgcym wzorcu kulturowym epoki”. Dlatego Cywjan korzysta
z podobnego zestawu zrddel co Lotman: wspomnieniom i tekstom
prasowym towarzysza powiesci, eseje i wiersze (a krolowal wowczas
symbolizm!). Z tego m.in. powodu w ksigzce nie poznamy perspektywy
zwyklego widza - nie zostawil on po sobie §ladéw pisanych. Cywjan
nie ukrywa, ze obraz epoki zostal zaposredniczony przez konkretng
grupe spoleczna. Dazy do tego, by ,,zrekonstruowa¢ reakcje na kino
wyksztalconej rosyjskiej publicznosci, zamiast da¢ ogdlny przeglad
calej widowni”[31]. I wyraznie to zaznacza.

W ksigzce Cywjana nawet najbardziej btahy fakt w recepcji kina
musi zosta¢ powigzany ze znakami odci$nigtymi w epoce. Okazuje sie,
ze wszystko, nawet poczatek i koniec filmu oraz najbardziej oczywiste
dla nas $rodki wyrazu (jak zblizenie), wymagaja kontekstualizacji. To
samo dotyczy na przyklad kategorii realizmu czy funkcji rozrywkowych
kina, w poczatkach wieku XX postrzeganych zupelnie inaczej niz dzis.
Pod piérem Cywjana film, ktdry przeciez tak dobrze znamy, jawi nam
sie jako medium radykalnie odmienne.

Podobny obraz wytania sie z ksiazki Everyday Magic: Cinema
and Cultural Memory Annette Kuhn, tyle ze angielska badaczka postu-
zyla sie inng metodologia: etnohistorig chodzenia do kina, zbudowang
na fundamencie naukowym historii, socjologii i antropologii. Punktem
wyj$cia sa wiec nie znaki pozostawione przez dawnych kinomanoéw,
lecz ich pamiel.

Zalozenia metodologiczne dowodza, ze Kuhn réwniez bada
widownig, ktérej nie ma, mimo iz z nig rozmawia. W trakcie 10 lat
trwania projektu udato si¢ dotrze¢ do zaledwie 78 rozméwcéw pamie-
tajacych kinomanig lat 30. XX wieku w Wielkiej Brytanii: 28 mezczyzn
i 50 kobiet, gtéwnie z nizszych grup spotecznych (z tzw. upper middle
class - tylko jedna osoba), urodzonych miedzy 1897 a 1928 rokiem ($red-

[30] Y. Tsivian, Early Cinema in Russia and Its Cul- [31] Ibidem, s. 1.
tural Reception, przel. A. Bodger, London-New York

2005, S. 3.
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nia - 1919)[32]. Za pomocga rozmoéw i ankiet antropolozka bada rytuaty
i zwyczaje tego gingcego plemienia. Chce zrozumie¢ jego perspektywe,
wsluchac si¢ w jego narracje.

Tu rodzi sie pokusa, by sformutowaé dwa zarzuty: zbyt mala
grupa objeta badaniem przekazuje informacje za pomoca tak niedo-
skonalej metody, jaka jest historia méwiona, co gorsza — bazujac na
pamieci odlegtych czaséw. Oba zarzuty, w swietle metodologii Kuhn,
wydajg si¢ jednak bezzasadne. To za$ oddala watpliwosci, ktére sformu-
fowatem na poczatku eseju. Jej etnohistoria widzow nie goni wylacznie
za faktami, ktére pomoga wyobrazi¢ sobie ksztalt dawnej kinomanii
w sposdb obiektywny. Réwnie istotnym celem jest sprawozdanie z an-
tropologicznej podrozy (uzywa tego stowa) i przeprowadzonych roz-
moéw — cytowanych bez skrétéw i parafraz. Chodzi réwniez o badanie
samej natury ,,pamieci filmowej” (cinema memory), ktora splata sie
z rozmaitymi formami ludzkiej aktywnosci. Problemowi temu po-
$wiecila zreszta osobny artykul, ktéry mozna traktowa¢ jako dopisek
do Everyday Magic.

Kuhn rozréznia trzy typy pamiegci filmowej: A) ,,zapamietane
sceny lub obrazy z filméw”, B) ,,umiejscowione wspomnienia filméw’
oraz C) ,wspomnienie uczeszczania do kina”[33]. Typ A to echa pierw-
szych filméw obejrzanych w kinie: dziecigce, intensywne, ale fragmenta-
ryczne. Zbudowane ze scen pourywanych, ktérych nie da si¢ przypisaé
do tytuléw. Tym obrazom-snom towarzysza utrwalone emocje (na
ogol intensywne, takie jak strach na pierwszym horrorze) i reakcje
fizyczne. ,Wspomnienia Typu A dzialaja w sferze fenomenologiczne;j
lub metapsychologicznej i nosza znamiona proceséw wewnetrznego
$wiata, dlatego w zadnym wypadku nie nalezy ich odrzucac jako czysto
subiektywnych, osobistych lub idiosynkratycznych” - pisze Kuhn[34].
Typ B to film zapamietany razem z otaczajacym go kontekstem. Typ
C, ktéry dominuje nad dwoma wczes$niejszymi, to pamie¢ aktywnosci
towarzyszacych ogladaniu filmu i wyjsciu do kina, z reguly spleciona
z zyciem codziennym, bez zwigzku z ogladanym repertuarem.

Etnohistoria widowni — w odréznieniu od kulturowej recepcji
kina - niewiele zatem mdwi wspotczesnemu badaczowi o rozumie-
niu i odbiorze filmu (w tej kwestii metoda Cywjana pozwala uzyska¢
informacje nasycone szczegétami). Pamie¢ ozywiona dzieki historii
mowionej daje czytelnikom i czytelniczkom dostep do czegos zgota
innego: do kluczowych punktdw egzystencji, ktore celowo lub na skutek
przypadku znalazly sie na osi pasji filmowe;j.

Sam film za$ zlewa si¢ z tym, co nazywamy do$wiadczeniem,
oraz z tym, co wydaje sie realne, cho¢ tak naprawde jest tylko przetwo-
rzong przez pamiec fikcja. Jak pisze Victor Burgin, ktory badat nature
zapamigtanego/zapomnianego filmu:

>

[32] A. Kuhn, Everyday Magic..., zalozenia metodo- [33] Eadem, What to Do with Cinema Memory,
logiczne, zestawienia i tabele zawarte sa w obszernym  [w:] Explorations in New Cinema History, op.cit., s. 87.
apendyksie pt. Research Design, Methods and Sources. [34] Ibidem, s. 90.
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Im bardziej film jest odlegly w pamieci, tym bardziej rozluznia sie taczacy
[poszczegolne elementy — przyp. P.S.] efekt narracji. Sekwencja si¢ rozpa-
da. Fragmenty dryfuja i wchodza w nowe kombinacje w wirach pamigci,
mniej lub bardziej krétkotrwale: wspomnien innych filméw i wspomnien
rzeczywistych zdarzen[35].

Ujmujac rzecz metaforycznie, Kuhn przyglada sie osadowi, ktéry
pozostal po emocjonujacych przezyciach, a nastepnie picknych wspo-
mnieniach[36]. Ten osad pozwala snu¢ hipotezy na temat tego, co jest
nieprzemijajacg istota chodzenia do kina i ogladania filméw.

Ksigzka Annette Kuhn nie sprowadza sie jednak do wywotywa-
nia duchdéw przeszlosci. Drugim waznym komponentem jej metody
jest praca na tradycyjnych zrdédlach historycznych (w stylu Nowej
Historii Kina). Prasa z epoki (nie tylko branzowa, lecz réwniez ko-
bieca), wspomnienia i listy drukowane, eseje na temat widowni z lat
30. XX wieku, analizy socjologiczne i dane statystyczne z epoki, dane
dystrybucyjne, archiwalia i opracowania naukowe oraz wiele innych
zrddel — wszystko to pozwala uzupetni¢ lub umiesci¢ w szerszym
kontekscie wszystko to, czego nie transmituje pamie¢. Ale to pamigé
buduje narracje tej ksigzki.

Dla tych badaczy i badaczek, ktorzy mimo wszystko nie ufajg
wspomnieniom, literaturze pieknej oraz mitotwdrczym pamietnikom,
pozostaje jeszcze jedna metoda, najbardziej kontrowersyjna, cho¢ po-
zwalajgca uzyska¢ z pozoru najbardziej obiektywny obraz. Chodzi
o badanie doswiadczen widowni poprzez teorie, a nie subiektywne
przezycia. Dla wygody nazwijmy taka metode¢ generalizujaca. Propo-
nuje rozpoznac ja poprzez zestawienie dwoéch szkot: filmoznawstwa
kognitywistycznego oraz filozofii spod znaku New German Critique.

Carl Plantinga w ksiazce Moving Viewers: American Film and
the Spectator’s Experience z 2009 roku wychodzi z zalozenia, ze do
autentycznych reakeji na film nie mamy dostepu. Aby zrozumie¢, jak
zachowywala sie i jak przezywata emocje widownia klasycznego ame-
rykanskiego kina, postuzyt si¢ szerokim zestawem narzedzi: m.in. teorig
kognitywno-perceptualng, psychoanalizg i psychologia (np. koncepcja
neuronéw lustrzanych), narratologia, rozmaitymi teoriami emocji oraz
mys$la filozoficzna[37].

Punktem wyjscia jest za$ nie utrwalony opis reakcji, lecz pewien
model kina, ktory zaklada, ze emocje widowni mozna przewidzie¢
i zaprogramowac¢ albo wyzwoli¢ za pomocg konkretnych zabiegdw
formalnych. Tak - jego zdaniem - dziala ,,narracyjny amerykanski film
fikcjonalny gléwnego nurtu”, w odréznieniu od np. kina autorskiego
iartystycznego. Co ciekawe, pozwala to zrozumie¢ Plantindze nie widza
implikowanego, od ktdrego si¢ odzegnuje, lecz ,widza z krwi i kosci”

[35] V. Burgin, op.cit., s. 67-68. [37] C. Plantinga, op.cit., rozdzial Introduction: Affect
[36] Zob. A. Kuhn, Stoiki po dzemie i cliffhangery: and the Movies.

brytyjscy seniorzy wspominajg dziecigce wizyty w ki-

nie, [w:] Badanie widowni filmowej. Antologia tekstow,

red. K. Klejsa, M. Saryusz-Wolska, Warszawa 2014.
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(flesh-and-blood-viewer), ktory ptacze w finale Titanica lub boi si¢ na
Obcym|38]. To zaréwno publiczno$¢ wspolczesna, jak i ta - moim
zdaniem w wigkszym stopniu - ktdrej nie ma, ale w innym znaczeniu:
to potencjalnie kazdy widz, réwniez z lat 30. XX wieku, ogladajacy
tzw. klasyczne kino Hollywood. W odréznieniu od widza modelowego
wpisanego w tekst — posiadajacy ciato i umyst, ktdre reaguja zmystowo
na ruchome obrazy. Przezywajacy film przed seansem, w jego trakcie
i po nim.

W praktyce, uzbrojony w teori¢ i schematyczne filmy, Plantin-
ga probuje opisaé szerokie spektrum reakcji, np. sensualne dzialanie
kina, pozytywne skutki negatywnych emocji, funkcje katartyczne, efekt
ideologiczny czy zaangazowanie w fabute. Poniewaz brakuje tu (poza
nielicznymi wyjatkami) relacji na temat jednostkowych przezy¢, w za-
mian czytelnik otrzymuje opis uniwersalnych mechanizméw, ktére
pomagaja mu zrozumie¢, jak dziata kino.

Nieco podobng, cho¢ na podstawie innych zalozen teoretycz-
nych, prébe zrozumienia postaw widowni klasycznego kina Hollywood,
gtéwnie z drugiej dekady XX wieku, podjeta Miriam Hansen w ksigzce
Babel and Babylon: Spectatorship in American Silent Film z 1991 roku.
Opisujgc proces przemiany bezimiennych mas (w tym kobiet, imi-
grantow i klasy robotniczej) w nowoczesng publicznos¢, siega po fil-
my, prace filozoficzne, a takze po teksty, ktére odbijaja dominujacy
dyskurs kapitalizmu konsumpcyjnego (i jego krytykow)[39]. Dyskurs
ten odnajduje gtéwnie w recenzjach z epoki. Metodologicznym fun-
damentem jest za$ filozofia Jurgena Habermasa i szeroko — koncepcje
uksztaltowane w ramach Szkoty Frankfurckiej.

Hansen takze tropi widza, ale nie implikowanego, lecz doswiad-
czajacego filmu. Interesuje ja bowiem podwdjny mechanizm: to, jak
przemyst filmowy ksztaltowat $wiatopoglad publicznosci zgodnie z ide-
alami konsumenckiego kapitalizmu, oraz to, jak publicznos¢ w swej

»alternatywnej sferze obywatelskiej” wywierata nacisk na przemyst kul-
turowy (zgodnie z marksistowska teorig presji bazy na nadbudowe),
domagajac sie¢ realizacji swoich potrzeb.

W swojej analizie Hansen celowo odrzuca perspektywe socjolo-
giczng i antropologiczng. Jak pisat Lary May: ,,gléwnym ograniczeniem
tej pracy jest to, ze interpretacyjna rama zaciemnia jej [tj. Hansen —
przyp. PS.] sposob, w jaki filmy wchodzity w interakcje ze zjawiskiem
przeksztalcania sie catego spoteczenistwa w latach 1910-19297[40]. Woli
oddac¢ glos teoretykom, ktdrzy nie zajmowali sie przeciez kinem i opisy-
wali mechanizmy kultury sensu largo. Méwiac inaczej, Hansen nie na-
$wietla tych punktéw, w ktérych kino miesza si¢ z zyciem codziennym
na poziomie jednostkowym i wywiera realny (a nie wydedukowany
z teorii) wplyw na awans spoleczny mas. A najbardziej enigmatyczna

[38] Ibidem, s. 16-17. [40] L. May, “Babel and Babylon: Spectatorship in
[39] M. Hansen, Babel and Babylon: Spectatorship American Silent Film” by Miriam Hansen, ,Journal of
in American Silent Film, Cambridge-London 1991, Social History”, Fall 1993, t. 27, nr 1, s. 150.

passim.
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wydaje sie przestrzen, w ktérej widz ,,z krwi i ko§ci” negocjowat z Hol-
lywood jako instytucja. To, ze negocjowal — nie ulega watpliwosci.

W zestawionych przeze mnie trzech $ciezkach metodologicz-
nych wyczuwam napiecia charakterystyczne dla calej humanistyki.
Dostrzegam tu réwniez metafore, ktorg przywotat Stephen Bottomore
w tek$cie-manifescie na temat empirycznych badan filmoznawczych.
Jego ideal to ,,powrdt do tego rodzaju historii kina, w ktérym mozemy
czasami pokaza¢ las, a czasami drzewa, nigdy nie gubigc zwigzkow
miedzy jednym i drugim”[41]. Drzewa to fakty, przyktady i dowody,
z kolei las to ogdlny obraz lub generalna zasada.

Hansen opisuje las jako system, zaktadajac, Ze zasadniczo kazdy
wie, jak wygladajg drzewa, wigc nie trzeba ich ogladac zbyt czesto i ze zbyt
bliskiej odleglosci. Z kolei Cywjan z Kuhn przyblizaja drzewa, uznajac,
ze gdy obejrzymy ich wystarczajaco wiele, bedziemy mogli wyobrazi¢
sobie, jaki rodzaj lasu tworzga, a nawet wigcej — jak ten las pachnie. Wszy-
scy za$ dochodzg do inspirujacych wnioskéw, mimo iz sztuke zmiany
perspektywy opanowali w stopniu ograniczonym, cho¢ wystarczajacym.

Czy mozna obie perspektywy pogodzi¢? Jestem przekonany, ze
tylko hipotetycznie. Kulturowa recepcja kina i etnohistoria uczesz-
czania do kin dazg do tego, aby wybrzmialy glosy z przeszto$ci, nawet
jezeli ktdca sie z wiedza, ktéra dysponujemy. W zasadzie méglby to
by¢ pojedynczy glos. Praktyka mikrohistorii dopuszcza bowiem taka
sytuacje: udokumentowane do$wiadczenie jednego widza przeklada sie
na opowies¢ o calym pokoleniu. Jorge Luis Borges w opowiadaniu Zahir
(z tomu Alef), odwolujac si¢ do wiersza Alfreda Tennysona o kwiecie,
ktéry stanowi klucz do wiedzy o nas samych i naturze wszechrzeczy,
pisze: ,nie ma faktu, jakkolwiek bytby on skromny, ktéry nie niosiby
ze sobg cigzaru historii wszech$wiata, wraz z jej nieskonczonym tan-
cuchem skutkow i przyczyn”[42]. Badacze i badaczki zajmujacy sie
mikrohistorig zapewne by si¢ pod tym zdaniem podpisali.

Dla odmiany metoda generalizujgca Plantingi i Hansen zakfada,
ze skoro wiemy, jakie mechanizmy spoleczne warunkuja zachowanie
czlowieka, nie ma potrzeby szuka¢ nowych faktéw zakorzenionych w do-
$wiadczeniu jednostkowym. Zadne drzewo nie zmieni wiedzy ogélne;j.
Sztuka polega na zinterpretowaniu funkcji lasu, jego genezy i ewolucji.
I tu wlasnie potrzeba teorii. Uwazam, ze idealnym rozwigzaniem jest nie
tylko zmiana dlugosci ogniskowej przez historyka lub historyczke, lecz
réwniez parowanie wynikow badan. Ksigzki Cywjana i Hansen oraz Kuhn
i Plantingi prowadzg ze sobg piekny dialog, wzajemnie si¢ uzupelniajac.
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W badaniach dotyczacych zycia filmowego w Generalnym Gu-
bernatorstwie nie podjeto dotychczas tematyki uczeszczania Niemcow
do kin. Niniejszy artykut ma na celu wypelnienie tej luki. Nie chodzi
w nim jednak tylko o przyblizenie zagadnien, jakie w ostatnich latach
budza coraz wigksze zainteresowanie (dowodzg tego wystawy: ,,Oku-
panci. Niemcy w Krakowie 1939-1945”, ktdra w 2017 roku zorganizowato
Muzeum Historyczne Miasta Krakowa, i ,,Niechciana spoleczno$¢.
Architektura i urbanistyka Krakowa w czasie okupacji niemieckiej
1939-1945, ktéra w 2022 roku zorganizowalo Miedzynarodowe Cen-
trum Kultury w Krakowie)[1]. Temat jest bowiem szczegélnie inte-
resujacy w perspektywie komparatystycznej, zaréwno w odniesieniu
do oferty filmowej dla Niemcow i Polakéw (polityka repertuarowa

[1] Por. katalogi: M. Bednarek, K. Zimmerer, Oku- takze blog zatytulowany Niemiecki Krakow 1939-1945,
panci. Niemcy w Krakowie 1939-1945, Krakow 2017; <https://niemieckikrakowblog.wordpress.com>, wer-
Niechciana spolecznosé. Architektura i urbanistyka sja niemiecka: <https://deutscheskrakau.wordpress.
Krakowa w czasie okupacji niemieckiej 1939-1945, com>, dostep: 19.01.2022.

red. J. Purchla, Krakéw 2022. Na uwage zastuguje

Images 32(41), 2022: 199-219. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).



200

Kina dla Niemcéow
w Krakowie

ANDRZE] DEBSKI

wladz okupacyjnych), jak i upodoban filmowych obu grup publicznosci,
ktére w okresie poprzedzajacym wybuch wojny charakteryzowaly sie
odrebnymi profilami preferencyjnymi (w kazdym z krajéw, podobnie
jak w calej Europie, preferowano przede wszystkim filmy rodzime)|2].

Skupilem si¢ na stolicy Generalnego Gubernatorstwa, gdyz zna-
ne sg repertuary kin dla Polakéw w Krakowie — w 1987 roku opubliko-
wali je Jerzy Semilski i Jerzy Toeplitz[3], ostatnio zostaly zweryfikowane
i przeanalizowane przeze mnie ponownie[4]. Analiza repertuaréw kin
dla Niemcow stanowi naturalne dopelnienie tych dociekan. Bedzie ona
stala na pierwszym planie moich rozwazan, podczas gdy tematyka kin
dla Polakéw pojawi si¢ w takim zakresie, w jakim nie zostala zaprezen-
towana w pracach wspomnianych wyzej. Problematyke te przedstawie
na tle nowszych badan dotyczacych funkcjonowania kin i dystrybucji
filmowej w Trzeciej Rzeszy, a takze materiatéw archiwalnych odnoszg-
cych si¢ do Generalnego Gubernatorstwa.

Niemieckoje¢zyczny dziennik ,Krakauer Zeitung” ukazywatl
sie w Krakowie od 12/13 listopada 1939 roku. Pierwszy anons kinowy
zamieszczono 22 listopada: w Scali reklamowano Ptasznika z Tyrolu
(Der Vogelhindler, rez. E'W. Emo, Niemcy 1935). Interesujace jest, ze
film ten w tym samym czasie anonsowany byt przez polskojezycznego
»Gonca Krakowskiego’, co chyba oznacza, ze mogli go oglada¢ Niemcy
i Polacy. Uzupelnijmy, ze Scale otwarto (zgodnie z anonsami w ,,Ilu-
strowanym Kurierze Codziennym”) 26 wrzeénia i przed Ptasznikiem
z Tyrolu grano tam pigc filméw dla Polakow (jeden amerykanski i cztery
niemieckie)[5]. Kolejne tytuly byly reklamowane tylko przez ,,Krakauer
Zeitung”, pierwszym byl Gasparone (rez. Georg Jecoby, Niemcy 1937)
wyswietlany od 5 grudnia[6]. O ile nazwe kina grajacego Gasparone
anonsowano jako ,,Scala Lichtspieltheater”, o tyle od kolejnego filmu
(10 grudnia) w ,Krakauer Zeitung” reklamowano je jako ,,Scala Deu-
tsches Lichtspieltheater”, czyli ze wskazaniem na kino dla Niemcéw.

Od 24 grudnia wyswietlano w Scali Romanse Czajkowskiego (Es
war eine rauschende Ballnacht, rez. Carl Froelich, Niemcy 1939) - film,

[2] Por. J. Garncarz, Zmiennos¢ upodobati. O preferen-
cjach filmowych Europejczykéw w latach 1896-1939,
ttum. A. De¢bski, Wroctaw 2022. Na temat podobnych
studiow dotyczacychokresu okupacji por. P. Skopal,
Going to the Cinema as a Czech: Preferences and
Practices of Czech Cinemagoers in the Occupied City
of Brno, 1939-1945, »Film History: An International
Journal” 2019, nr 31(1), s. 27-55; C. Pafort-Overduin
et al., Cinemagoing in German-occupied territory in
the Second World War . The impact of film market
regulations on supply and demand in Brno, Brussels,
Krakow and The Hague, [w:] The Palgrave Handbook
of Comparative New Cinema Histories, red. D. Treveri
Gennari, L. Van de Vijver, P. Ercole, London 2023

(w przygotowaniu).

[3] Por. J. Semilski, J. Toeplitz, Owoc zakazany, Kra-
kow 1987.

[4] Por. A. Debski, Raz jeszcze o repertuarach kin

dla Polakéw w okupowanym Krakowie, ,,Kwartalnik
Filmowy” 2022, nr 117, 5. 161-183.

[5] »,Goniec Krakowski” ukazywal sie od 27 pazdzier-
nika 1939 roku. Wczeéniej, od 14 wrzesnia do 26 paz-
dziernika, w Krakowie wydawano (pod nadzorem
wladz niemieckich) polskojezyczny ,,Ilustrowany
Kurier Codzienny”.

[6] Anonse Ptasznika z Tyrolu ukazywaly sie w ,,Gon-
cu Krakowskim” do 6 grudnia, a wigc jeszcze dwa
dni po tym, jak film zszed! z afisza — oznacza to, ze
redakcja miafa problem z aktualizacjg informacji i re-
pertuary drukowane w tej gazecie nalezy traktowaé

z pewnym dystansem.
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ktory przez caly okres okupacji nie pojawit si¢ w kinach dla Polakéw
w Krakowie. Towarzyszyl temu artykul prasowy, w ktérym pisano:
»Wraz z tym programem boZonarodzeniowym krakowska Scala zacznie
sta¢ w rzedzie duzych niemieckich kin premierowych”[7]. Berlinska
premiera Romanséw... odbyla sie w sierpniu 1939 roku, wiec — na tle
poprzednich tytuléw — mogly uchodzi¢ za film relatywnie nowy. Przy
tej okazji podano w prasie informacje na temat kina: od polowy listo-
pada kierowal nim ,,towarzyszysz partyjny” Trinks, ktory przemienit
»polski kintop w niemiecki teatr §wietlny”, m.in. sprowadzajac czgsci
zamienne do aparatury dZzwiekowej i innych urzadzen, lekko zmieniajac
wyglad kina wewnatrz i na zewnatrz, wprowadzajac numerowane bilety,
a w konicu zatrudniajgc nowych pracownikéw — w miejsce Polakow
pojawili si¢ Niemcy (w tym Volksdeutsche)[8].

Od 3 lutego 1940 roku Niemcy mieli dwa obiekty do dyspozycji,
uruchomiono bowiem dla nich kino Apollo. Scala dziatata do 25 wrzes-
nia tego roku, a potem oddano ja do wigkszego remontu, po ktérym ot-
warto jg 21 grudnia: powiekszono kasy oraz szatnie, utworzono wyjscia
balkonowe, odnowiono schody i podtogi, nadano widowni czerwono-
-zlotg tonacje, ulepszono urzadzenia techniczne (m.in. wentylacje) oraz
kinotechniczne (obraz i dzwigk). Przy okazji tego remontu podano, ze
przeprowadzono go na zlecenie organu kontrolujacego kina w Gene-
ralnym Gubernatorstwie (Betriebsstelle fiir simtliche Lichtspielthea-
ter im Generalgouvernement), pod nadzorem ktérego znajdowaly sie
wowczas 103 kina - sposrdd nich w ciaggu ostatnich siedmiu miesiecy
20 poddano wiekszym remontom, a 56 mniejszym/[9].

Na czas remontu Scali widzowie niemieccy mogli korzysta¢ nie
tylko z Apolla, lecz réwniez z Uranii (do 25 wrzesnia byto to kino Swit
dlaludnosci polskiej). Gdy Scala zostala ukoniczona, Apollo przekazano
do uzytku Polakom. Do korica wojny Niemcy mieli wiec do dyspozycji
dwa gtéwne kina: Scale i Urani¢. Czasami udostepniano im inne: na
przetomie czerweca i lipca 1941 roku przez dwa tygodnie mogli uczesz-
czaé na seanse do Apolla (catodniowe), do tego samego kina mogli tez
chodzi¢ przez dwa tygodnie na przetomie stycznia i lutego 1944 roku
(ostatnie projekcje). Przez caly rok, od stycznia 1944 roku do stycznia
1945 roku, dostepne byly dla nich ostatnie seanse w kinie Wanda (wcze$-
niejsze godziny byly zarezerwowane dla Polakow). Jego udostepnienie
byto przypuszczalnie zwigzane z zapotrzebowaniem ze strony widzow.

Statystyczny Niemiec w Trzeciej Rzeszy w sezonie 1938/1939  Frekwencja w kinach
odwiedzit kino 8,4 razy, w 1940 roku - 13,3 razy, natomiast w latach ~ dla Niemcow
194111942 - 14,3 razy[10]. W podsumowaniu 1942 roku w ,Warschauer
Zeitung” komentowano: ,Kazdy Niemiec oglagda w miesigcu co naj-

[7] Vom Kientopp zum Lichtspieltheater, ,Krakauer kontrolg budowlana, czy byta to inna nazwa urzedu
Zeitung’, 24-27.12.1939, 1r 37. powiernika dla kin.

[8] Ibidem. [10] Por. G. Stahr, Volksgemeinschaft vor der Lein-
[9] Por. Hinter den Kulissen einer Renovierung, wand? Der nationalsozialistische Film und sein Publi-
»Krakauer Zeitung”, 15/16.12.1940, nr 296. Nie kum, Berlin 2001, s. 175.

jestem pewny, czy byl to osobny organ zajmujacy si¢
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mniej jeden film; czy to starzec, czy niemowle, statystyka o to nie pyta.
W rzeczywisto$ci jest tak, ze kazdy dorosly w Rzeszy odwiedza kino
raz na dziesie¢ dni”[11].

Niewiele jest ,twardych” danych o frekwencji w kinach dla
Niemcédw w Generalnym Gubernatorstwie. Otdz miesiecznik ,,Das
Generalgouvernement” z grudnia 1941 roku podawal, ze §rednioroczna
frekwencja we wszystkich kinach (147 w pazdzierniku: 17 dla Niemcéw,
44 dla Polakéw i 62 dla obu grup narodowo$ciowych) wyniosta okoto
20 mln widzdéw, sposrdd ktérych ponad 1/3 stanowili Niemcy([12]. Cze-
staw Madajczyk, powolujac sie na akta ministerstwa spraw zagranicz-
nych Rzeszy, pisal 0 15 mln widzéw w catym 1941 roku, w tym prawie
9 mln Polakéw([13]. Liczby te niekoniecznie stoja ze sobg w sprzecznosci,
te pierwsze bowiem odnosza sie przypuszczalnie do estymacji roczne;j
z pazdziernika, a drugie do okresu styczen-grudzien. Podaja one po-
dobny odsetek Niemcow wsérdd publicznosci: od 33% do 40%.

W grudniu 1940 roku w Generalnym Gubernatorstwie miesz-
kato 111 tys., a dwa lata pdzniej 264 tys. Niemcow (wliczajgc Volks-
deutschow)[14]. Te liczby nie obejmujg cztonkéw SS i policji (50 tys.
w 1941 roku), a takze zolnierzy Wehrmachtu — w czerwcu 1941 roku
(atak na ZSRR) ich liczba siegneta 2 mln, w kwietniu 1940 roku wynosita
400 tys., a w lutym 1942 roku - 300 tys. (polowe stanowili Zolnierze
statych sit okupacyjnych)[15]. Gdyby$my uznali, ze wérdd potencjalnych
widzéw kin dla Niemcéw, oprocz cywili i policjantéw, byly tez 2 mln
zolnierzy, to przecigtny Niemiec w 1941 roku bytby w kinie 2,7-3 razy,
czyli dwu-, trzykrotnie czg$ciej niz statystyczny Polak (mieszkalo ich
w Generalnym Gubernatorstwie okoto 10 mIn)[16]. Gdybysmy jednak
do grupy widzoéw kin zaliczyli cywili, policjantéw i stacjonujacych na
stale Zolnierzy, a jej liczebno$¢ w Generalnym Gubernatorstwie osza-
cowali na 500 tys., to przecietny Niemiec bylby w kinie 12-13,3 razy -
frekwencja bliska tej w Rzeszy[17]. Zotnierze stanowili na pewno duzy
odsetek publicznosci, o czym przekonuje fakt, ze gdy w lutym 1940 roku
otwarto Apollo, anonsowano go jako Soldatenkino, czyli kino dla zol-
nierzy (nazwa ta utrzymata si¢ w anonsach do lipca)[18]. Z pewnoscia
wérdd widzow kin byli takze zolnierze w drodze na front (przejezdzaja-
cy przez miasta, w ktorych one funkcjonowaly), lecz trudno oszacowaé
ich liczbe. Wiekszos$¢ raczej nie miala takich mozliwosci, wiec Wehr-
macht uruchomit program projekcji filmowych w terenie — do czerwca
1941 roku 17 specjalistycznych pojazddéw ze sprzetem projekcyjnym
przejechato 312 tys. kilometrow, dzieki czemu zorganizowano 3 tys.

[11] U.-E. Struckmann, Beifall fiir den Film, ,Wars- [15] Por. ibidem, s. 242.

chauer Zeitung’, 9.01.1943, nr 7. [16] Por. ibidem, s. 235. Kalkulacja w dwdch warian-
[12] Por. E. Jaenicke, Propaganda und Kulturarbeit, tach: 15 mln i 20 mln widzow w 1941 roku.

»Das Generalgouvernement” 1941, nr 15, s. 8. [17] Kalkulacja w dwéch wariantach: 15 mln i 20 mln
[13] Por. C. Madajczyk, Polityka III Rzeszy w okupo- widzéw w 1941 roku.

wanej Polsce, Warszawa 1970, t. 2, S. 140, przyp. 48. [18] Moze przestano tak reklamowa¢ kino, ponie-
[14] Por. ibidem, t. 1, s. 241. Liczby te nie obejmuja waz w innym miejscu dzialal teatr variétés o nazwie

dystryktu Galicja, utworzonego po ataku na ZSRR. Soldatenkino.
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seansow dla 5 mln zolnierzy (od lipca organizacja tego typu projekeji
zajmowala sie specjalna jednostka filmowa NSDAP)[19]. Jedno nie ulega
watpliwos$ci: w 1941 roku w Generalnym Gubernatorstwie statystyczny
Niemiec byt w kinie znacznie czes$ciej niz statystyczny Polak.

A w Krakowie? Zacznijmy od odsetka Niemcow w populacji
miasta. Ot6z przed wojng Krakéw zamieszkiwato nie wiecej niz 1 tys.
Niemcéw (miasto liczylo 259 tys. mieszkaficéw, w tym ponad 60 tys. Zy-
dow)[20]. Na poczatku 1941 roku byto ich 9 tys., na poczatku 1943 roku -
21 tys., a wiosng 1944 roku ich liczebno$¢ osiggneta najwiekszy stan -
30 tys. (od lata 1944 roku liczba Niemcow zaczela spadaé — we wrzesniu
odnotowano 12 tys. cywili); poza tym na przelomie lat 1943/1944 sta-
cjonowalo 4 tys. policjantéw i 6-8 tys. zolnierzy[21]. Liczba ludnosci
Krakowa w czerwcu 1941 roku (po przylaczeniu terenéw podmiejskich,
zamieszkalych przez 72 tys. osob) wynosita 321 tys.[22] Niemieckie dane
z poczatku 1943 roku informuja o 285 tys. mieszkancéw (252 tys. Polakow
ijuz tylko 9 tys. Zydéw)[23], przy czym inne zrédla z 1943 roku wskazuja
na liczbe ludno$ci siegajaca 319 tys., 330 tys., a nawet 345 tys. osOb[24].
W maju 1944 roku Krakéw zamieszkiwalo 285 tys. ludzi[25]. Jakkolwiek
faktycznie by nie bylo, przypuszczalnie w Zadnym momencie okupacji
liczba Niemcéw w Krakowie nie przekraczala 20% stanu populacji
Polakéw (nie wliczajac Zydéw, ktérym od poczatku wojny zabroniono
chodzenia do kin, a w getcie — utworzonym w marcu 1941 roku — nie uru-
chomiono kin). To o tyle istotne, ze przez wigkszo$¢ tego czasu Polacy
mieli do dyspozycji 6 kin, a Niemcy 2, przy czym liczba miejsc w kinach
dla Niemcdw stanowita okoto 40% stanu w kinach dla Polakéw|[26].

Relatywnie mala liczba Niemcéw w stosunku do liczby miejsc
dla nich przeznaczonych skutkowala tym, ze kina byty poczatkowo na
ogol puste (nawet jedli statystyczny Niemiec chodzit do kina czesciej
niz statystyczny Polak). Do jesieni 1941 roku niemal wszystkie filmy dla
Niemcéw (z kilkoma wyjatkami) grano przez tydzien i nie prolongowa-
no ich na kolejne dni. Sytuacja zaczela si¢ zmienia¢, w miare jak coraz
wigcej Niemcow osiedlato sie w Krakowie, co byto prawdopodobnie
zwigzane z systemem dystrybucji filmow.

Gdy zajmowalem si¢ dzialalno$cig kin we Wroctawiu podczas
wojny, zwrocitem uwage na problem, jaki wynikat z duzej popularnosci
filméw w kinach premierowych, wyswietlanych przez wiele tygodni.
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[19] Por. E. Jaenicke, op.cit., s. 9. [25] Por. C. Madajczyk, op.cit., t. 1, s. 240.

[20] Por. A. Chwalba, Okupacyjny Krakéw, Kra- [26] Wedlug stanu z 1936 roku pézniejsze kina dla

kow 2002, s. 33, 44, 95 (liczba Zydo’w wedlug spisu Polakéw (Apollo, Atlantic, Stella, Sztuka, Uciecha,

z listopada 1939 roku wyniosta 68 tys., w tym ok. 3 tys.  Wanda) liczyty 4400 miejsc, a dla Niemcow (Baga-
z Polski zachodniej; rejestracja objeta Krakéw i kilka tela, Swit) 1900 miejsc (por. L. Rotsztadt-Miastecki,

sasiednich gmin). K. Augustowski, Kalendarz Wiadomosci Filmowych
[21] Por. ibidem, s. 36-37. na rok 1936, Warszawa 1936, s. 191-192). Po remon-
[22] Por. ibidem, s. 33. cie w 1940 roku Scala dysponowata 600 miejscami
[23] Por. ibidem, s. 36-37. (por. Hinter den Kulissen...), tj. 0 200 mniej niz

[24] Por. ibidem, s. 36; C. Madajczyk, op.cit., t. 1, w 1936 roku, a wigc liczbe miejsc w kinach dla Niem-

S. 240. cOw szacuje na 1700.
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Powodowalo to, ze nowsze filmy nie mogly wej$¢ na ekrany, gdyz jeszcze
nie zeszly z nich te starsze. Z tego powodu w lipcu 1942 roku wroctawska
Scale ustanowiono kinem premierowym (pigtym w miescie), co miato
sprawic, ze najnowsze produkcje pojawia si¢ we Wroctawiu szybciej[27].
W poéiniejszym okresie natknalem si¢ na artykul przyblizajacy
mechanizm dystrybucji filméw w Trzeciej Rzeszy. Mianowicie w dzien-
niku ,,Schlesische Tageszeitung” opisano prace $laskiego oddzialu
Deutsche Filmvertriebsgesellschaft mbH - spoiki, ktdrg utworzono
w 1942 roku w toku centralizacji kinematografii, powotanej do dystrybu-
cji filméw w Rzeszy. Scislej rzecz biorac, chodzito o przyblizenie pracy
~energicznej matej blondynki, ktéra siedzi gdzie$ na drugim pietrze
wielkomiejskiego biurowca, nazywa sie dysponentka i razem z dwiema
innymi” zarzadza rozdziatem filméw miedzy 250 kinami na Slgsku[28].
Praktyka wygladata tak, ze pierwsza kopie danego filmu (kazdy okreg
dystrybucyjny otrzymywat z reguly 6 kopii) wysylano do stolicy okregu
(na Slasku byt to Wroctaw), jesli tamtejsze kina nie byly zajete:

Jesli zadne z branych pod uwage kin premierowych [...] nie jest wolne
i wszystkie grane tam filmy sg codziennie wysprzedane, nie mozna wycofa¢
»starego” filmu, poniewaz niemiecki Filmvertrieb nie jest instytucja chary-
tatywna, 1 musi troszczy¢ si¢ w pierwszej kolejnoéci o rentowne wprowa-
dzenie do obiegu milionowych wartoéci, jakie tkwig w tych celuloidowych

taSmach[29].

Jesli wiec kina premierowe we Wroctawiu byly zajete, to kopie
wysytano do innych miast. O przydziale decydowaly zaréwno ,listy
zyczen” wladcicieli kin, jak i do$wiadczenie dysponentki, kierujacej
sie m.in. ,, regionalng, miejska, a nawet dzielnicowa psychologig filmu”,
gdyz istnialy ,,regiony, miasta i dzielnice” reagujace na okreslone filmy

»zupelnie oryginalnie i specyficznie” (dotyczyto to réwniez publicznosci
konkretnych kin)[30].

Jak wida¢, z kin nie mozna bylo wycofaé ,,starego” filmu w do-
wolnym momencie. Ale problem powstawal zwlaszcza wtedy, gdy jakis$
film nalezato przedtuzy¢:

Trudnosci siegaja zenitu, gdy dany film musi zosta¢ prolongowany (przy
okreslonych warto$ciach procentowych sprzedazy jest to warunek). Wtedy
w ostatniej minucie zmienia si¢ juz przygotowang mozaike przydzialow,
a zdarza sie to co tydzien w wielu kinach[31].

Wspomniang zasade okreslajacg warto$ci procentowe sprzeda-
zy, przy jakich nalezalo prolongowac film, przybliza Joseph Garncarz,
cytujac publikacje z 1933 roku:

[27] Por. A. Debski, Nowoczesnosé, rozrywka, triebs, ,Schlesische Tageszeitung”, 22.08.1943. Pod na-
propaganda. Historia kina we Wroctawiu w latach zwg Slask rozumiano wéwczas Dolny i Gérny Slask.
1919-1945, cz. 2, Wroclaw 2019, s. 352. [29] Ibidem.

[28] Ob., ,,Demndichst in diesem Theater...”. Aus der [30] Ibidem.

Arbeit einer Filmdisponentin — Probleme des Filmver- [31] Ibidem.
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Dla okreslenia sukcesu danego filmu istotne sg terminy. Za takie terminy
uznaje si¢ dwa ostatnie dni tygodnia przed ostatnim uzgodnionym dniem
wyswietlania filmu. Nie wlicza sie tu soboty[32]. Wlasciciel kina musi
prolongowac¢ film, jesli w tych dwéch dniach razem wzigtych sprzedano
dwa razy wigcej biletow - bez wzgledu na rodzaj miejsc - niz wynosi po-
jemno$¢ kina. W takim przypadku nalezy przedtuzy¢ okres wyswietlania
filmu o pél tygodnia. Analogicznie nalezy prolongowa¢ film dalej, jesli po
uplywie przedluzonego czasu uzyska sie podobny wynik[33].

Garncarz podaje przyktad obrazujacy t¢ regule: jezeli w kinie
liczacym 666 miejsc zakontraktowano film na tydzien, to nalezalto go
prolongowad, jesli w piatym i széstym dniu projekcji sprzedano tacz-
nie co najmniej 1332 bilety (czyli przy 3 seansach dziennie obowigzek
powstawal, gdy kino byto wypelnione srednio w 1/3)[34]. W kolejnych
latach zasada ta podlegata drobnym modyfikacjom - w 1940 roku za-
lezata m.in. od liczby projekcji (film nalezalo prolongowac¢, gdy w oba
miarodajne dni, przy 2 seansach dziennie, sprzedano dwukrotnie wigcej
biletéw niz liczba miejsc — obowigzek powstawal wiec przy srednim
wypelnieniu kina w polowie); inna modyfikacja dotyczyla wahan sezo-
nowych - od polowy maja do potowy sierpnia filmy nalezato prolon-
gowac przy liczbie biletéw mniejszej o 1/4 w poréwnaniu z resztg roku;
poza tym terminy potaczono z konkretnymi dniami (jesli film wchodzit
na ekran w piatek, to — przy tygodniowym kontrakcie - miarodajnymi
dniami byly poniedzialek i wtorek; jedli startowal we wtorek, byty to
czwartek i pigtek)[35].

Nie mam wiedzy, czy reguly dotyczace prolongaty filméw pod-
czas wojny zmienialy si¢ adekwatnie do rosnacej frekwencji (miata ona
znaczenie dla obliczonego wskaznika). Nie ulega jednak watpliwosci,
ze tworzyly one ramy dla dzialalnosci kin w Trzeciej Rzeszy, ktére mu-
sialy wyswietla¢ filmy tak dlugo, jak dlugo widzowie (w odpowiedniej
liczbie) chcieli je ogladac.

Pod koniec pazdziernika 1939 roku, w rozmowie z Josephem
Goebbelsem, Hans Frank powiadomil go, Ze wszystkie polskie kina zo-
staly juz zarekwirowane[36]. Wkrotce znalazly sie pod zarzadem Urzedu
Powierniczego dla Generalnego Gubernatorstwa (Treuhandstelle fiir
das Generalgouvernement), utworzonego rozporzadzeniem Franka
z 15 listopada[37]. 18 marca 1940 roku powotano Powiernika dla wszyst-
kich kin w Generalnym Gubernatorstwie (Treuhinder fiir sémtliche
Lichtspieltheater im Generalgouvernement)[38]. Byt nim wspomniany
juz Trinks[39].
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[32] Nie wliczalo si¢ tez niedzieli, ktora byla jedynym
dniem w tygodniu wolnym od pracy.

[33] Za: J. Garncarz, Begeisterte Zuschauer. Die Macht
des Kinopublikums in der NS-Diktatur, K6ln 2021,

S. 142.

[34] Por. ibidem, s. 143.

[35] Por. ibidem.

[36] Por. G. Stahr, op.cit., s. 352, przyp. 131.

[37] Por. Rozporzgdzenie o zatozeniu Urzedu Powier-
niczego dla Generalnego Gubernatorstwa, ,Dziennik
rozporzadzen Generalnego Gubernatora dla okupo-
wanych polskich obszaréw” 1939, nr 6, s. 36.

[38] Por. G. Stahr, op.cit., s. 192.

[39] Nazwisko Trinksa jako powiernika przewija si¢
w nastepujacych aktach: Bundesarchiv Berlin,

R 109-1/1613. Za udostgpnienie mi dokumentéw

z tego zbioru dziekuje¢ Roelowi Vande Winkelowi.
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W dystrybucji korzystano poczatkowo z kopii, ktére byly juz
w obiegu w przedwojennej Polsce, jak tez z filméw nowych, kupowa-
nych poprzez dzial zagraniczny Izby Filmowej Rzeszy (ewentualnie od
spotek majacych siedziby w Generalnym Gubernatorstwie - w planach
byto utworzenie w Krakowie filii Ufy, Tobisu i Deutsche Filmexport)[40].
Nowe produkcje byly wazne zwlaszcza dla widzéw niemieckich:

Nalezy uwzgledni¢, ze kina w wigkszo$ci byly na tyle zapuszczone, ze
w zaden sposéb nie odpowiadaly niemieckim wymaganiom. Z drugiej
strony pierwszym zadaniem dziatalno$ci filmowej w Generalnym Guber-
natorstwie byto pokazywanie osiedlonym tutaj Niemcom dobrego filmu
niemieckiego w porzadnych warunkach. Wydziat [O$wiaty Ludowej i Pro-
pagandy przy Urzedzie Generalnego Gubernatora - przyp. A.D.] uznaje to
za swoje zadanie nawet w takich okolicznosciach, ktére z ekonomicznego
punktu widzenia oznaczajg czysta strate. Nalezy pogodzi¢ si¢ z niewielka
frekwencja w kinach dla Niemcéw w okreslone dni, poniewaz — w interesie
utrzymania niemieckiej pozycji kulturowo-politycznej — nie jest mozliwe
dopuszczenie do tych kin polskich widzéw — pisal w kwietniu 1940 roku
Max du Prel, szef wspomnianego wydziatu[41].

Podal on tez przykiad dystrybucji sprzecznej z wytycznymi:

To prawda, ze jakis$ czas temu w Warszawie, z powodu braku innych filméw,
w kinach dla Polakéw wy$wietlano bez mojego zezwolenia tak jakosciowe
filmy, jak Romanse Czajkowskiego, Sensacyjny proces Casilla [Sensationpro-
cess Casilla, rez. Eduard von Borsody, Niemcy 1939] i Proces dr. Derugi
[Der Fall Deruga, rez. Fritz Peter Buch, Niemcy 1938]. Gdy tylko si¢ o tym
dowiedzialem, to projekcje te zostaly przeze mnie natychmiast wstrzyma-
ne, poniewaz w zadnym wypadku nie odpowiadaja wytycznym. Chodzi
tu jednak nie o filmy, ktére dostarczono przez Izbe Filmowa Rzeszy, lecz
o filmy z warszawskich magazynéw dawnych filii Tobisu i Ufy[42].

Korespondencja du Prela ukazuje kilka interesujacych aspektow
zwiazanych z obiegiem filméw w poczatkach okupacji. Po pierwsze,
ekonomika dzialalnosci filmowej nie miata wiekszego znaczenia dla
Wydzialu O$wiaty Ludowej i Propagandy, dla ktérego istotny byt jej
aspekt ideologiczny. Po drugie, kina miaty mozliwo$¢ zaopatrywania
sie w filmy bezposrednio u dystrybutoréw na terenie Generalnego
Gubernatorstwa, tj. poza kontrolg wydzialu, co bywalo sprzeczne z jego
wytycznymi. Po trzecie, polityka wydziatu byla malo przejrzysta i zmie-
niala si¢ w czasie: otdz Sensacyjny proces Casilla grano w kinach dla
Polakéw w Krakowie w latach 1943-1944, a Proces dr. Derugi pokaza-
no juz we wrzeéniu 1940 roku (pie¢ miesiecy po liscie du Prela) i co
ciekawe — w ogdle nie wyswietlaly go kina dla Niemcéw w Krakowie.

8 maja 1940 roku do Krakowa przyjechal Walter Miiller-Goerne
z Izby Filmowej Rzeszy. W podzniejszej relacji konstatowat:

[40] Nie mam pewnosci, czy je rzeczywiscie utwo- i Propagandy Rzeszy w Berlinie, 11.04.1940, Bundesar-
rZono. chiv Berlin, R 109-1/1613, s. 2.
[41] Deutsche Filme im Generalgouvernement, pismo [42] Ibidem.

Maxa du Prela do Ministerstwa O$wiaty Ludowej
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Podczas gdy wszelkie sprawy filmowe zalatwiane s3 centralnie przez Re-
ferat Filmowy [w Wydziale O$wiaty Ludowej i Propagandy - przyp. A.D.],
to nalezy stwierdzié, ze organizacja na polu kin czy dystrybucji filméw
w Generalnym Gubernatorstwie nie tylko nie funkcjonuje, ale wlasciwie jej
jeszcze nie ma. Tymczasowo toczy si¢ to bez planu, gdyz w calym Guber-
natorstwie - w opinii podpisanego - nie ma ani jednej osoby, ktora bytaby
w stanie zapanowa¢ nad procesami filmowo-gospodarczymi i skierowa¢
eksploatacje filméw niemieckich na wla$ciwe tory. Tym mozna wytlu-
maczy¢ fakt, ze dystrykt warszawski dzialal do tej pory na wlasna reke,
i czgsciowo — zmuszony koniecznosécig — samemu prébowal pozyskiwa¢é
filmy i eksploatowa¢ je w warszawskich kinach[43].

9 maja 1940 roku w Urzedzie Generalnego Gubernatora doszto do
spotkania, na ktorym uzgodniono nowe zasady dystrybucji. Po pierwsze,
w sposob centralny miata sie nig zajmowac spotka Film- und Propa-
gandamittel-Vertriebsgesellchaft mbH (FIP), ktorg kierowal Willi Peter
Busch (kina mialy sie zglaszaé po filmy bezposrednio do FIP). Po drugie,
FIP miat zamawia¢ kopie w Izbie Filmowej Rzeszy (Izba zyskiwala petng
kontrole nad eksportem do Generalnego Gubernatorstwa). Po trzecie, po
otrzymaniu zlecen z Izby dystrybutorzy mieli przesyta¢ kopie i rozliczaé
je z FIP (ustalono stawki obowigzujace od 1 maja). Po czwarte, Izba zo-
bowigzata dystrybutoréw do zawierania transakcji wylacznie z FIP. I po
piate, podkreslono pilng potrzebe wprowadzenia przejrzystego systemu
sprawozdawczego we wszystkich kinach, dzi¢ki ktéremu mozliwe byloby
kalkulowanie rentownosci dystrybuowanych filmow[44].

W listopadzie 1940 roku dokonano rewizji wprowadzonych
zmian. Raport podkreslal, ze w zakresie organizacji wykonano ,bar-
dzo dobra prace” Watpliwosci dotyczyly jednak tego, ze system roz-
powszechniania byl w zasadzie dwustopniowy: FIP zamawial kopie
i przesylal je do powiernika (Trinksa), a ten rozdzielal je pomiedzy
kina. Komentowano:

Z ekonomicznego punktu widzenia dyspozycjom powiernika brak kla-
rownej linii, poniewaz w zadnym razie nie odpowiadaja one kalkulacjom
rentownodci, jakie FIP sporzadzit dla poszczegdlnych filméw. Zgodnie
z nimi kazda kopia musialaby by¢ w eksploatacji trzy razy w miesiacu,
zeby zapewni¢ rentownos$¢ filméw. Przyklad jeden z wielu dowodzi jednak,
ze okresy eksploatacji dalece odbiegaja od celu: Corke poczmistrza [Der
Postmeister, rez. Gustav Ucicky, Niemcy 1940] wprowadzono do obiegu
na poczatku sierpnia w trzech kopiach niemieckich i trzech z polskimi
napisami, i te sze$¢ kopii w ciagu trzech miesiecy byto w eksploatacji tylko
przez 18 tygodni. W wielu innych przypadkach sytuacja jest znacznie mniej
korzystna i okazuje sig, ze tylko 20% kopii jest stale w obiegu. Ten stan rze-
czy na dluzsza mete jest ekonomicznie nie do utrzymania zaréwno dla FIP,
jak i dla powiernika, i jest obecnie przedmiotem powaznych rozwazan ze

[43] Bericht iiber den Aufenthalt im Generalgouver- [44] Niederschrift, uzgodnienia ze spotkania doty-
nement, sprawozdanie Waltera Miillera-Goernego, czacego dystrybucji filméw w Generalnym Guber-
17.05.1940, Bundesarchiv Berlin, R 109-1/1613, s. 1. natorstwie z 9 maja 1940 roku (odpis), 22.05.1940,

Bundesarchiv Berlin, R 109-1/1613, s. 1-2.
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strony FIP. [...] Ze wzgledéw organizacyjnych i ekonomicznych bytoby le-
piej, gdyby dyspozycje znajdowaly sie w gestii FIP zamiast u powiernika[45].

21 stycznia 1941 roku podpisano umowe, zgodnie z ktdrg dystry-
bucja filmowa powinna przebiega¢ ,wylacznie i centralnie” przez FIP.
W maju przywolatl ja Miiller-Goerne w pi$mie do Franka:

Niemiecki przemyst filmowy bedzie w stanie dostarcza¢ dalsze filmy tylko
wtedy, gdy bedzie istniata gwarancja, ze — stosownie do wskazan mojej Izby
i ministra o$wiaty ludowej i propagandy Rzeszy, co obowigzuje zresztg
w eksporcie do wszystkich krajéw - dystrybucja filmowa bedzie prowa-
dzona przez jeden organ i nastapi dokladny rozdzial miedzy dziatalnoscia
dystrybucyjng a powierniczym zarzadem nad kinami. Z tego tez powodu
umowe z 21.01.1941 zawarto pod warunkiem, ze cala dystrybucja bedzie
leze¢ w gestii FIP przylaczonego do Wydzialu Gtéwnego Propagandy, a po-
wiernik ograniczy swoja dziatalno$¢ wylacznie do zarzadzania i kierowania
kinami. Na moje pytanie, czy ten rozdzial nastapil, powiadomiono mnie
teraz, ze jeszcze nie. [...] Na podstawie mojej wiedzy, uzyskanej podczas
réznych wizyt na miejscu, nabratem przekonania, ze dziatalno$¢ dystrybu-
cyjna prowadzona moze by¢ wylacznie przez FIP, gdyz tylko w ten sposob
usunigte zostang tak nieodpowiedzialne sytuacje pod wzgledem filmowo-
-gospodarczym, jak taka, ze kopie sa zamawiane i wprowadzane przez po-
wiernika do obiegu tylko na kilka dni, a poza tym gdzies zalegaja, albo taka,
ze inne filmy sa wprowadzane dopiero po dlugim sktadowaniu w Krakowie,
bo rzekomo najpierw powinny by¢ wyswietlone w premierowej Scali[46].

Postulatem Miillera-Goernego bylo tez zastgpienie jednego
powiernika dla Generalnego Gubernatorstwa wieloma (po jednym
na kino), ewentualnie oddanie czesci kin w prywatne rece. Z drugiej
strony Trinks proponowal przejecie dziatalnosci dystrybucyjnej i wy-
taczenie FIP. Ta druga koncepcja nie znalazta poparcia. Gdy w sierpniu
1941 roku utworzono dystrykt Galicja, to system dystrybucji i zarzg-
dzania kinami oddano w jedne rece — Williego Petera Buscha (FIP),
ktéry planowat zatrudni¢ komisarycznych kierownikow kin[47]. Akta,
ktérymi dysponuje, konicza sie na styczniu 1942 roku (tj. w momencie
upanstwowienia branzy i utworzenia holdingu Ufi), i nie zawierajg one
informacji o dalszych losach Trinksa. Wedlug Jiirgena Spikera monopol
nad dystrybucja filméw oraz zarzadzaniem kinami w caltym Gene-
ralnym Gubernatorstwie wlasnie wtedy przejat FIP, na ktdrego czele
stanat Ernst Fliegel — dotychczasowy dyrektor Ufy w Budapeszcie[48].

Przytoczone dokumenty sg interesujace z kilku punktéw widze-
nia. Po pierwsze, ukazujg istnienie konfliktu na linii FIP — powiernik.
Nabiera on dodatkowego znaczenia w kontekscie instytucjonalnym: FIP
podlegal Gléwnemu Wydziatowi Propagandy (do grudnia 1940 roku

[45] Bericht tiber die Revision bei der Film- und
Propagandamittel-Vertriebs-GmbH in Krakau, vorge-
nommen in der Zeit vom 1. Bis 21. November 1940,
21.11.1940, Bundesarchiv Berlin, R 109-1/1613, s. 3—4.
[46] Abschrift, pismo Waltera Miillera-Goernego do
Generalnego Gubernatora, 9.05.1941, Bundesarchiv
Berlin, R 109-1/1613, s. 2.

[47] Abschrift, pismo Williego Petera Buscha do Giin-
tera Schwarza (z dziatu zagranicznego Izby Filmowej
Rzeszy), 6.08.1941, Bundesarchiv Berlin, R 109-1/1613,
s. L.

[48] Por. J. Spiker, Film und Kapital. Der Weg der
deutschen Filmwirtschaft zum nationalsozialistischen
Einheitskonzern, Berlin 1975, s. 191.



KINA DLA NIEMCOW W OKUPOWANYM KRAKOWIE NA TLE KIN DLA POLAKOW

Wydziatowi Oswiaty Ludowej i Propagandy), a Trinks — Giéwnemu
Wydziatlowi Gospodarki. Po drugie, konflikt ten mégl wynikac z roz-
bieznosci pomiedzy Goebbelsem a Frankiem (na utworzenie FIP i prze-
jecie kontroli nad dystrybucja naciskata kontrolowana przez Goebbelsa
Izba Filmowa Rzeszy). Akta powiernicze (gdyby byty znane) moglyby
rzuci¢ wigcej $wiatla na racje Trinksa (i Franka) w tym sporze. Dopel-
niajac ten watek, warto przytoczy¢ relacje Fritza Jackischa, referenta
filmowego w Izbie Filmowej Rzeszy, ktéry w lutym 1941 roku przyjechat
do Generalnego Gubernatorstwa:

Wedlug mojej opinii intencja Fithrera, jak réwniez ministra, jest zduszenie
w zarodku wszelkiego polskiego odrodzenia kulturalnego. Z tego tez powo-
du - wedlug naszych zalecen - grane s3 w Generalnym Gubernatorstwie
tylko filmy niemieckie i to te najgorsze. Jak jednak stwierdzitem, w War-
szawie wyswietlane sa w pigciu kinach filmy polskie, ktére — co zrozumia-
fe - s3 najchetniej odwiedzane. [...] W rozmowach z warszawskim szefem
dystryktu gubernatorem Fischerem, kierownikiem Wydziatu Propagandy
[w dystrykcie warszawskim] Ohlenbuschem i jego referentem filmowym
Schmidt-Burgkiem dowiedzialem sie, ze przygotowywana jest obecnie
w Warszawie produkcja pieciu nowych filméw polskich. [...] Na moje
zarzuty, ze taka polityka kulturalna nie jest pozadana w Berlinie, odpowie-
dziano mi, ze jest ona wlasciwa, a poza tym Generalne Gubernatorstwo
jest autonomiczne. To samo potwierdzil mi podczas wizyty w Krakowie
pan [referent — przyp. A.D.] Guttenberger[49].

Materialy zrodlowe wskazujg na jeszcze jeden ciekawy aspekt. Otz
argumenty za przejeciem przez FIP pelnej kontroli nad dystrybucja byty
natury ekonomicznej - chodzilo o rentownos¢ kopii bedacych w obiegu.
Mozliwe zresztg, ze kalkulacje z tym zwigzane byly komplementarne do
zasad dotyczacych prolongowania filméw w kinach. W takim uktadzie
aspekty polityczne dotyczylyby przede wszystkim oferty filmowej, a takze
systemu predykatow zachecajacych do projekeji okreslonych tytutow([50].

Kwerenda , Krakauer Zeitung” pozwolita mi na zrekonstruowa-
nie niemal kompletnego repertuaru kin dla Niemcéw. Nie sa mi znane
tylko dwa tytuly grane w Scali i Uranii w jednym tygodniu 1941 roku,
chociaz mam mocne podstawy, by sadzi¢, ze byty to produkcje niemie-
ckie (tylko takie wyswietlano w tym okresie). Poréwnanie tej oferty
z oferta dla Polakéw przedstawia Tabela 1, w ktérej wyszczegdlniono
kraje produkeji (koprodukcje z Niemcami wykazano jako niemieckie),
a takze publicznos¢, do ktorej te filmy kierowano.
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[49] Ergebnis iiber die unternommene Dienstreise des
Filmreferenten Dr. Fritz Jickisch in das General-Gou-
vernement, sprawozdanie Fritza Jackischa, 18.02.1941,
Bundesarchiv Berlin, R 109-1/1613, s. 1-2.

[50] W polskiej literaturze przedmiotu mozna si¢
spotkaé z roznymi ttumaczeniami niemieckiego
Pridikat: ,,oznaka kwalifikacyjna” (B. Drewniak,
Teatr i film Trzeciej Rzeszy. W systemie hitlerowskiej
propagandy, Gdansk 2011, s. 181), ,kwalifikacja”

i ,kategoria” (T. Klys, Od Mabusego do Goebbelsa.

Weimarskie filmy Fritza Langa i kino niemieckie do
roku 1945, £.6dz 2013, s. 98-99), ,,predykat” (J. Goeb-
bels, Dzienniki, t. 1, 1923-1939, ttum. i red. E.C. Krdl,
Warszawa 2013, s. 312). Zdecydowalem si¢ na uzycie
formy ,,predykat’, poniewaz jest najblizsza orygi-
nalowi, ponadto odpowiada jednemu ze znaczen
wskazanych w Stowniku jezyka polskiego: ,,wyrazenie
opisujace ceche wyrdznionego przedmiotu [...]; tez:
tre$¢ tego wyrazenia” (<https://sjp.pwn.pl/sjp/predy-
kat;2572315>, dostep: 31.03.2022).
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Tabela 1. Oferta filmowa w kinach krakowskich

. . Lacznie Filmy dla publiczno$ci: Filmy w kinach
Kraj produkeji )
filmow DE DE/PL PL DE PL

Austria 16 1 15 1 16
Hiszpania 1 1 1 1
Japonia 1 1 1

Niemcy 471 151 219 101 370 320
Polska 42 42 42
USA 13 13 13
Wegry 2 1 1 2 1
Wrtochy 9 4 4 1 8 5
Suma 555 157 226 172 383 398

Zrédto: Opracowanie wlasne.

Jak mozna zauwazy¢, podczas okupacji wyswietlono w Krakowie
555 filmow, sposrod ktorych 157 pokazano tylko Niemcom, 172 tylko
Polakom, a 226 Niemcom i Polakom. Lacznie przez kina dla Niemcow
przewinely sie 383 tytuly, a przez kina dla Polakéw 398. Obrazujac to
procentowo: 28% filmdéw przeznaczono dla Niemcow, 31% dla Polakéw,
a 41% dla Niemcdow i Polakéw. I dalej: sposrdd 383 filméw granych
w kinach dla Niemcow 59% wyswietlano takze w kinach dla Polakoéw,
a sposrod 398 filmow granych w kinach dla Polakdw 57% pokazywano
wkinach dla Niemcow. Powyzsze statystyki pozwalaja na sformutowanie
konkluzji, Ze mimo deklaratywnego podziatu na filmy ,lepsze” (dla
Niemcéw) i ,,gorsze” (dla Polakéw), o ktérym wspominano zwlaszcza na
poczatku okupacji[51], nie mial on przelozenia na codzienng praktyke.

Oferty te jednak r6znily si¢. Niemcom nie pokazywano filméw
polskich (w kinach dla Polakdw grano je do marca 1943 roku) i ame-
rykanskich (w kinach dla Polakéw byty do sierpnia 1940 roku). Jesli
z Tabeli 1 wynika, ze Niemcy niemal nie ogladali filméw austriackich,
to nalezy mie¢ na wzgledzie, ze chodzi tu o filmy sprzed Anschlussu,
poniewaz pdzniejsze wykazane sg jako niemieckie (Wien-Film byla
wazng wytwornig kinematograficzng Trzeciej Rzeszy).

Polakom nie pokazano kilku filméw nieniemieckich, takich
jak japonskie Niebo w plomieniach (Moyuru dzora, rez. Yutaka Abe,
1940), wegierski Doktor Kovdcs Istvin (Dr. Kovdcs Istvdn, rez. Viktor
Banky i Istvan Basthy, 1942) i wloskie: Oblezenie Alcazaru (LAssedio
dell’Alcazar, rez. Augusto Genina, koprodukeja z Hiszpania, 1940), Cor-
ka korsarza (La figlia del corsaro verde, rez. Enrico Guazzoni, 1940),
Romantyczna przygoda (Una romantica avventura, rez. Mario Camerini,
1940), 9 rano: lekcja chemii (Ore 9: Lezione di chimica, rez. Mario Mattoli,

[51] Stowa z rozmowy Goebbelsa z Frankiem, ze dla szewski, Kino pod okupacjg. Wojenne losy i postawy
Polakéw powinny by¢ przeznaczone tylko ,,zte filmy”,  polskich filmowcow (1939-1945), Gdanisk—-Warszawa
czesto sg cytowane w literaturze przedmiotu - wjed-  2021).

nej z publikacji nawet na tylnej oktadce (por. B. Janu-
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1941). Trzy z nich mialy charakter ideologiczny: pierwszy ukazywat
szkolenie japonskich lotnikéw i ich udziat w walkach na froncie chin-
skim (w Niemczech anonsowano go jako film o japonskiej Luftwaffe),
drugi podszyty byt nacjonalizmem (turanizm wegierski), a trzeci do-
tyczyt wydarzenia z hiszpanskiej wojny domowej (film otrzymat Pu-
char Mussoliniego na festiwalu w Wenecji). Pozostale produkcje miaty
charakter przygodowy badz romansowy i trudno oceni¢, dlaczego nie
grano ich w kinach dla Polakéw.

85% calej oferty w Krakowie stanowily filmy niemieckie. Aby
odpowiedzie¢ na pytanie o klucz, jakim si¢ kierowano, adresujac je
do Niemcéw lub Polakdéw, nalezatoby przeprowadzi¢ duzo bardziej
kompleksowe badanie niz to, na jakie pozwala objeto$¢ niniejszego
tekstu. Mozna jednak dokona¢ analizy uproszczonej, przygladajac sie
temu, jakie predykaty mialy filmy grane w tych dwoch typach kin.
Takie podejscie pozwoli na zobiektywizowanie oceny, gdyz filmom
nadawano predykaty w sposéb instytucjonalny — w Trzeciej Rzeszy
zajmowal sie tym urzad cenzorski (Film-Priifstelle) w Berlinie, ktory
w latach 1933-1945 przyznal predykaty 347 filmom fabularnym, a wiec
okolo 1/3 niemieckiej produkcji[52].

Predykaty nadawano w Niemczech od lat 20. XX wieku i byly one
powiazane z systemem podatkowym - wlasciciele kin, ktorzy wyswietlali
dane filmy, placili pomniejszong stawke podatku od sprzedazy biletow,
ktory zasilal budzety gmin, na terenie ktérych dzialaly kina. W Trze-
ciej Rzeszy system predykatow kilkukrotnie rozbudowywano (ostatnio
w 1942 roku), przy czym z podatkowego punktu widzenia wazne bylo
rozrdznienie na te ,,szczeg6lnie wartoéciowe” (zwalnialy z podatku cal-
kowicie) i inne (czg$ciowo)[53]. Chociaz te drugie staly podatkowo na
réwnym poziomie, to ich rézne typy mialy by¢ wskazéwka dla branzy
filmowej, jakie filmy preferowala wtadza. Byly one oczywiscie tez wska-
z6wka dla widzow, ktore filmy warto oglada¢ (albo nie). Najwyzej w hie-
rarchii predykatow stat ,,Film Narodu”, ktéry nadano pieciu produkcjom -
wprawdzie sam w sobie nie zwalnial z podatku, ale zawsze byt nadawany
z predykatem ,,szczegdlnie wartosciowym”, ktéry do tego uprawnial[54].

Fundamentalng pracg zawierajaca dane na temat niemieckich
filméw dzwiekowych do 1945 roku, w tym ich predykaty, jest 15-tomowe
dzieto Ulricha Klausa[55]. Postuzylo mi ono do sprawdzenia, ktérym
filmom wyswietlanym w Krakowie je nadano. Informacje te przedstawia
Tabela 2 (uporzadkowano jg wedtug lat wprowadzenia predykatow)[56].

[52] Por. K. Kreimeier, Die Ufa-Story. Geschichte eines  [55] Por. U. Klaus, Deutsche Tonfilme. Filmlexikon

Filmkonzerns, Miinchen-Wien 1992, s. 302. der abendfiillenden deutschen und deutschsprachigen
[53] Nie zwalniaty z podatku predykaty ,,edukacyj- Tonfilme nach ihren deutschen Urauffithrungen, Berlin
ny” (,Lehrfilm”), tj. uznajacy film za wlasciwy dla 1988-2006 (15 tomdw).

pokazéw szkolnych, i ,warto$ciowy dla mtodziezy” [56] W przypadku pieciu filméw Klaus podat predy-
(»jugendwert”), chyba ze byly one nadane z innymi kat ,,pafistwowo-politycznie i artystycznie wartoécio-
predykatami. wy’, bedacy polaczeniem dwoch innych predykatéw —
[54] Por. A. Debski, Nowoczesnos$é, rozrywka..., cz. 2, w tabeli wykazalem je osobno.

s. 318-320.



212

ANDRZE] DEBSKI

Tabela 2. Filmy niemieckie z predykatami w repertuarze kin krakowskich

Filmy dla publicznosci:
Predykaty Rok Suma
DE DE/PL PL

artystyczny (kiinstlerisch) 1926 0 0 1 1
edukacyjny (Lehrfilm) 1926 1 0 0 1
o$wiatowy (volksbildend) 1926 11 0 1 12
kulturowo wartosciowy (kulturell wertvoll) 1933 12 4 0 16
panstwowo-politycznie warto$ciowy (staatspolitisch 1933 21 3 3 27
wertvoll)
artystycznie warto$ciowy (kiinstlerisch wertvoll) 1934 34 50 19 103
panstwowo-politycznie i artystycznie szczeg6lnie wartos-

. o . . 1934 13 1 0 14
ciowy (staatspolitisch und kiinstlerisch besonders wertvoll)
warto$ciowy dla mlodziezy (Jugendwert) 1938 24 1 0 25
artystycznie szczeg6lnie wartosciowy (kiinstlerisch beson- 1939 7 6 0 13
ders wertvoll)
panstwowo-politycznie szczegélnie wartosciowy (staatspo-

s 1939 2 0 0 2
litisch besonders wertvoll)
ludowo wartosciowy (volkstiimlich wertvoll) 1939 29 35 0 64
Film Narodu (Film der Nation) 1941 4 0 0 4
warty uznania (anerkennenswert) 1942 2 6 0 8
Suma predykatow 160 106 24 290
Suma filméw z predykatami 75 84 21 180

Zrédlo: Opracowanie wlasne.

Jak mozna zauwazy¢, sposrod 555 filmow wyswietlanych w Kra-
kowie 180 produkcjom przyznano predykaty, czyli okoto 1/3 — odsetek
podobny do tego w Rzeszy (liczba predykatow jest wieksza od liczby
filmoéw z predykatami, poniewaz wielu filmom przyznano ich wiecej niz
jeden). Ciemniejszym kolorem zaznaczono predykaty ,,polityczne” — wy-
raznie wida¢, ze filmow tego rodzaju (poza kilkoma wyjatkami) nie grano
w kinach dla Polakéw. Jedyny film ,,szczegdlnie wartosciowy” politycznie,
pokazywany Polakom, to Dwie mitosci Mozarta (Wen die Gétter lieben,
rez. Karl Hartl, 1942), czyli biografia kompozytora. W kinach dla Niem-
cow znalazto si¢ 16 filmoéw z takim predykatem (w Trzeciej Rzeszy nadano
go 30 tytutom)[57], w tym cztery ,,Filmy Narodu”: Powrdt do ojczyzny
(Heimkehr, rez. Gustav Ucicky, 1941), Wujaszek Kriiger (Ohm Kriiger, rez.
Hans Steinhoff, 1941), Wielki kr6l (Der grosse Konig, rez. Veit Harlan, 1942),
Dymisja (Die Entlassung, rez. Wolfgang Liebeneiner, 1942)[58]. W polskim
kontekscie interesujace sg seanse Powrotu do ojczyzny, ktéry — zauwaza
Eugeniusz Cezary Krol - ,,uderza wielka, chcialoby si¢ powiedzie¢, totalng

[57] Por. K. Kanzog, ,,Staatspolitisch besonders [58] Piatym ,,Filmem Narodu” byt Kolberg (rez. Veit
wertvoll”. Ein Handbuch zu 30 deutschen Spielfilmen Harlan), ktérego premiera odbyla si¢ 30 stycznia
der Jahre 1934 bis 1945, Miinchen 1994. 1945 roku, tj. po tym, jak Rosjanie weszli do Krakowa.
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kondensacja antypolskiego stereotypu”[59]. Premiere filmu w krakow-
skiej Scali zapowiadano na poniedziatek 27 pazdziernika 1941 roku, ale
juz we wtorek w programie pojawil si¢ inny film ,,szczegélnie wartos-
ciowy” politycznie: Annelie (rez. Josef von Baky, 1941). Jesli wigc Powrdt
do ojczyzny wszedt na ekran, to tylko na jeden dzien, po ktérym zostat
przedwczesnie wycofany — by¢ moze z obawy przed zamieszkami, jakie
jego obecnos¢ mogta wywolaé. Warto uzupetni¢, ze inny film antypolski -
Wrogowie (Feinde, rez. Wiktor Turzanski, 1940) — w ogdle nie trafit do
Krakowa. Znalazt sie tu natomiast antysemicki Zyd Siiss (Jud Siiss, rez.
Veit Harlan, 1940) - kolejny film ,,szczegélnie warto$ciowy” politycznie,
ktory wyswietlano jedynie w kinach dla Niemcow.

Polakom nie pokazywano réwniez filméw z predykatem ,war-
to$ciowy dla mlodziezy”, a wyjatkiem byly tylko wspomniane juz Dwie
mifosci Mozarta. Predykat ten nadawano filmom, ktére ,,szukajg mto-
dziezy i ja wychowujg”[60]. Przyktad krakowski wskazuje, ze towarzy-
szyl on z reguly predykatom ,,politycznym”. Czesto towarzyszyt im tez
predykat ,,oswiatowy”, dlatego jedyny film z tym predykatem w kinach
dla Polakow to Zew dzungli (Der Dschungel ruft, rez. Harry Piel, 1936),
z akcja rozgrywajaca sie w §wiecie zwierzat (filmowi temu nadano tez
predykat ,,artystycznie warto$ciowy”).

Relatywnie duzo bylo w kinach dla Polakéw filméw ,ludowo
warto$ciowych”. Zakres produkgji ,,dla ludu” (pokazywanych i Niem-
com, i Polakom) byt na tyle szeroki, ze obejmowat takie filmy, jak
Kelnerka Anna (Die Kellnerin Anna, rez. Peter Paul Brauer, 1941), Caly
Wiedei taficzy (Wir bitten zum Tanz, rez. Hubert Marischka, 1941) czy
Miinchhausen (rez. Josef von Baky, 1943). Ten ostatni film miat réw-
niez predykat ,,artystycznie szczegdlnie warto$ciowy’, i chyba tym, co
najbardziej zaskakuje, jest fakt, ze filmy ,,artystyczne” wyraznie domi-
nowaly wéréd produkeji z predykatem w repertuarze kin dla Polakéw.

Sadze, ze powyzszy przeglad pozwala na wyciagniecie trzech
wnioskéw. Po pierwsze, mimo wielu podobienstw w ofercie mozna
mowic o jej sprofilowaniu wzgledem publicznosci niemieckiej i polskie;j.
Po drugie, nalezy sie zgodzi¢ z Toeplitzem i Semilskim, ze oferta dla
Polakéw miata na celu ,neutralizacje spoleczenstwa’[61], przy czym
chodzenie do kina nie bylo obligatoryjne i nalezato ich do tego zachecié
(byto to tym istotniejsze, ze przekaz propagandowy komunikowany byt
przez kronike, pokazywang ,,przy okazji” filmu gtéwnego). Po trzecie,
filmy ,,polityczne” byly adresowane przede wszystkim do ludnosci
rodzimej, stuzac budowaniu niemieckiej ,wspdlnoty narodowej”

Jak wczeéniej wspomniano, w Trzeciej Rzeszy to widzowie decy-  Preferencje filmowe
dowali o tym, czy film nalezato prolongowa¢. Wiele wskazuje na to, ze ~ Niemcdow i Polakow
podobny mechanizm dzialal tez w Generalnym Gubernatorstwie[62].

[59] E.C. Kr0l, Polska i Polacy w propagandzie naro- [62] W Protektoracie Czech i Moraw obowigzywaly
dowego socjalizmu w Niemczech 1919-1945, Warszawa ~ maksymalne okresy projekcji filmow czeskich (za
2006, S. 337. te informacje dziekuje Pavlowi Skopalowi). Nic mi
[60] K. Kanzog, op.cit., s. 16, przyp. 12. nie wiadomo o podobnych regulacjach dotyczacych

[61] J. Semilski, J. Toeplitz, op.cit., s. 32. filmoéw polskich w GG, ale nawet gdyby takie istnialy,
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Poniewaz w innym miejscu zajmowalem si¢ popytem na konkretne filmy
ze strony polskich widzéw w Krakowie[63], to teraz wigkszg uwage po-
$wiece Niemcom. Na koricu poréwnam wybory publicznosci w odniesie-
niu do korpusu filméw wyswietlanych w kinach dla obu grup narodowych.
W swoich analizach wykorzystam metode POPSTAT Johna
Sedgwicka, ktorej nie bede tutaj objasnial, gdyz istnieja prace na ten
temat, takze po polsku[64]. Wspomne¢ tylko, Ze pozwala ona oszaco-
wad, wykorzystujac rozne parametry (liczba dni projekgji albo liczba
seansow, pojemnos¢ kin, ceny biletéw), ktére filmy byly najchetniej
ogladane([65]. W odniesieniu do Krakowa znam dzienny repertuar
kin[66] i ich pojemno$¢[67], wigc kalkulacje opre na tych zmiennych.
W Krakowie przez wigksza czes¢ okupacji Polacy mieli 6 kin do
dyspozycji, a Niemcy 2. Zwlaszcza w tym drugim przypadku trudno
mowic o klasycznym obiegu od kina premierowego do kin powtérko-
wych. Oczywiscie sporo filméw grano ponownie i zakladam, Ze byl to
efekt zainteresowania ze strony widzow, ale ze wzgledu na relatywnie
niewielka populacje Niemcow w Krakowie i duzg liczbe miejsc w kinach,
jakie dano im do dyspozycji, tych powtoérek bylo niewiele. Powoduje
to, ze do rankingu popularnosci w kinach dla Niemc6w nalezy podejsé
z dystansem. Pomimo tego daje on pewne wyobrazenie, jakie tytuly cie-
szyly sie wérdd nich powodzeniem. Wynik kalkulacji ukazuje Tabela 3.
Pierwszy wniosek, jaki mozna wyciagnad, jest taki, ze przy-
najmniej potowa z podanych filmoéw cieszyta sie duzg popularnoscig
w Trzeciej Rzeszy: Zlote miasto (rez. Veit Harlan), Wiederiska krew
(rez. Willi Forst) i Wielka mitos¢ (rez. Rolf Hansen) to trzy najwigksze
przeboje kasowe 1942 roku, Annelie to pod tym wzgledem drugi film
1941 roku, a Kobieta moich marzen (rez. Georg Jacoby) — 1944 roku[68].
Wprawdzie powyzsze informacje opieraja si¢ na niepetnych danych
Gerda Albrechta[69], a Joseph Garncarz — stosujgc metode POPSTAT
do danych berlinskich — nieco zrelatywizowal sukces Kobiety moich

nie uniewaznilyby opisanego mechanizmu, lecz jedy-
nie oslabityby jego dzialanie.

[63] Por. A. Debski, Raz jeszcze o...

[64] Por. J. Sedgwick, Popular Filmgoing in 1930s
Britain: A Choice of Pleasures, Exeter 2000, s. 70-73;
idem, Measuring Film Popularity, [w:] Digital Tools in
Media Studies. Analysis and Research: an Overview,
red. M. Ross, M. Grauer, B. Freisleben, Bielefeld
2009, 8. 47-49; J. Garncarz, Begeisterte Zuschauer...,

s. 69—-77. W jezyku polskim: J. Sedgwick, C. Pafort-
-Overduin, Znajomos¢ zachowarn widowni na
podstawie danych statystycznych: Londyn i Amster-
dam w polowie lat 30. XX wieku, thum. A. Cybulski,
M. Rawska, [w:] Filmowa Europa, red. M. Pabi$-Orze-
szyna, M. Rawska, P. Sitarski, £6dz 2020, s. 203-223;
Ch. Muschol, Sukces filmowy w prowincji dolnoslgskiej
w sezonie 1938/1939. Studium przypadku na temat pre-
ferencji filmowych mieszkaricow matych i duzych miast

Trzeciej Rzeszy, ttum. D. Nowak-Oprzalska, [w:] Na
obrzezach wielkiego miasta. Z dziejow kina na Dolnym
Slgsku do 1945 roku, red. A. Debski, Poznan 2021,

s. 254-257; A. Debski, Nowoczesnosé, rozrywka...,
Cz.2, 8. 37-46; idem, Raz jeszcze o..., s. 172-173.

[65] W modyfikacji Josepha Garncarza takze tygo-
dniowe i sezonowe wahania frekwencji — por. prace
jego i Christiny Muschol w przypisie poprzednim.
[66] Kino Wanda bylo czynne dla Niemcéw na pro-
jekcjach wieczornych, wiec dni projekeji przemnoze
przez i/3.

[67] Por. przyp. 26. Poniewaz Scala byla kinem pre-
mierowym, na potrzeby obliczen przyjme wskaznik
zwigkszajacy wage tego kina o 1/3.

[68] Por. A. Debski, Nowoczesnosé, rozrywka..., cz. 2,
S. 414-416.

[69] Por. G. Albrecht, Nationalsozialistische Filmpoli-
tik. Eine soziologische Untersuchung tiber die Spielfilme
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Tabela 3. Najpopularniejsze filmy wéréd Niemcéw w Krakowie
Tytut Tytul oryginalny POPSTAT | Dlawidzéw | Predykaty
Zlote miasto Die goldene Stadt 28,41 DE tak
Kobieta moich marzen Die Frau meiner Trdume 27,83 DE nie
Wiederiska krew Wiener Blut 24,70 DE/PL tak
Podwdjne zycie Magdaleny | Das andere Ich 24,19 DE/PL tak
Moja przyjaciétka Jozefina | Meine Freundin Josefine 23,77 DE/PL nie
Muzyka na wesoto Wir machen Musik 23,77 DE/PL tak
Moja ciocia - twoja ciocia | Meine Tante - Deine Tante 21,91 DE nie
Wielka mitos¢ Die grosse Liebe 21,91 DE tak
Pocigg odchodzi Ein Zug fihrt ab 21,29 DE/PL tak
Annelie Annelie 20,71 DE tak

Zrédto: Opracowanie wlasne.

marzen i Wiederiskiej krwi (odpowiednio: 9. miejsce pod wzgledem
ogladalnosci w sezonie 1944/45 1 37. miejsce w sezonie 1941/42), ale
przy okazji potwierdzil on popularnoé¢ 4 innych produkcji, bo we-
dlug jego kalkulacji w sezonie 1942/43 Pocigg odchodzi (rez. Johannes
Meyer) uplasowal sie na 7. pozycji, Moja przyjaciétka Jozefina (rez.
Hans Zerlett) na 13., a Muzyka na wesoto (rez. Helmut Katitner) na 18.;
w sezonie 1941/42 Podwéjnemu zyciu Magdaleny (rez. Wolfgang Liebe-
neiner) przypadlo 13. miejsce; mniejszym powodzeniem (40. pozycja
w sezonie 1939/40) cieszyla si¢ tylko Moja ciocia - twoja ciocia (rez.
Carl Boese)[70]. BadzZ co badz: wydaje si¢, ze preferencje Niemcow
w Krakowie nie odbiegaly istotnie od preferencji Niemcow w Rzeszy.

Drugi wniosek jest taki, ze na 10 filméw w tabeli 7 przyznano
predykaty (w 6 przypadkach ,artystyczne’, w 3 ,ludowe”, w 2 ,,poli-
tyczne”), co — majac na wzgledzie to, ze filmy z predykatami stanowily
1/3 oferty - mozna chyba interpretowac tak, ze skutecznie pelnity funk-
cje promocyjng (nie byl to jednak warunek sukcesu, czego dowodzi
obecno$¢ w rankingu filméw bez predykatdéw), ewentualnie tak, ze
smak tzw. przeci¢tnego Niemca w duzym stopniu pokrywal si¢ ze
smakiem decydentow w Trzeciej Rzeszy. Tutaj warto doda¢, ze wpraw-
dzie poza Top-10, ale wysoko, poniewaz na 13. pozycji, uplasowat si¢
najwyzej notowany ,,Film Narodu”: Dymisja.

I w konicu trzeci wniosek: polowe filméw z Tabeli 3 wyswietlano
w kinach dla Polakéw, co oznacza, Ze nie wzbraniano im tytuléw, ktdre
chetnie ogladali Niemcy. Wyjatek stanowily filmy ,,polityczne” (Annelie:
»szczegolnie wartosciowy”, Wielka mitosé: ,warto$ciowy”). Nie mam
wiedzy, dlaczego nie dano im oglada¢ dwdch najpopularniejszych tytu-
tow, czyli Ztotego miasta i Kobiety moich marze# - fakt, ze byty to filmy

des Dritten Reiches, Stuttgart 1969, s. 409—429; Der
Film im Dritten Reich. Eine Dokumentation, red.
G. Albrecht, Karlsruhe 1979, s. 251.

S. 297-311.

[70] Por. J. Garncarz, Begeisterte Zuschauer...,
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kolorowe, raczej nie gral tutaj roli, gdyz polscy widzowie ogladali inne
filmy tego rodzaju: Miinchhausena, Jezioro Immen (Immensee, rez. Veit
Harlan, 1943), Kgpiel na klepisku (Das Bad auf der Tenne, Volker von
Collande, 1943)[71]. Majac na uwadze, jakich filméw nie pokazywano
Polakom, mozliwe, Ze w przypadku Zlotego miasta chodzito o kwestie
rasowe (wyzszo$¢ Niemcow nad Czechami)[72], chociaz filmowi nie
nadano predykatu ,,politycznego’, a ,artystycznie szczegélnie warto$-
ciowy”. Kobieta moich marzeri natomiast miata krakowska premiere
19 grudnia 1944 roku, wiec o tym, Zeby zrobi¢ kopie z polskimi napi-
sami, nikt juz raczej wowczas nie myslat (miesigc pézniej do Krakowa
weszli Rosjanie).

Na koniec warto poréwna¢ wybory widzéw niemieckich i pol-
skich. Najlepiej to zrobi¢ w odniesieniu do wspdlnego korpusu fil-
mow dla obu grup publicznosci, liczacego 226 tytuléw. Poréwnanie to,
w odniesieniu do calego okresu okupacji, ukazuje Tabela 4 (poniewaz
w kinach dla Niemcow 3 tytuly majg taka sama wartos¢ POPSTAT,
tabela liczy 12 pozycji)[73].

Jak wida¢, wsrod 12 tytutdw jest tylko 1 wspolny — Wiederiska
krew. Mozna by stad wyciagna¢ wniosek, ze Polacy mieli inne gusta
niz Niemcy, co moze nie powinno dziwi¢ wobec zréznicowanych
kulturowo preferencji filmowych w Europie w latach 30.[74] Taka
konkluzja bylaby jednak przedwczesna, poniewaz wigkszo$¢ z filméw
w kinach dla Polakéw, wymienionych w Tabeli 4, pojawila sie juz
w sezonie 1940/41 i byla wielokrotnie powtarzana, tymczasem filmy
w kinach dla Niemcéw mialy krétszy obieg; ponadto w poczatkach
okupacji niewiele z nich bylo prolongowanych i zajmuja one dalsze
miejsca w rankingu.

Potrzebna bytaby zatem bardziej kompleksowa analiza, obej-
mujaca podzial na sezony i mozliwe przesuniecia czasowe miedzy
premierg w kinach dla Niemcéw i Polakéw (Wiederiskg krew pokazano
Polakom poét roku pédzniej niz Niemcom). Warto jednak zaznaczyé, ze
naliScie ,polskiej” sa tytuly popularne w Niemczech: Bal w operze (rez.
Géza von Bolvary) to — wedlug danych Albrechta — czwarty przebdj
kasowy 1939 roku, a Operetka (rez. Willi Forst) i Cérka poczmistrza to
odpowiednio trzeci i czwarty przebdj 1940 roku[75]. Wérdd produkeji
niemieckich byly wiec i takie, ktére trafialty w gusta widowni zagra-
nicznej, co nabralo istotnego znaczenia po wybuchu wojny - w per-
spektywie ekspansji kina Trzeciej Rzeszy na podbite rynki, z ktérych
wyeliminowano (w sierpniu 1940 roku) konkurencje amerykanska[76].

[71] Warto doda¢, ze pierwszy niemiecki film koloro-
wy, Kobiety sq jednak lepszymi dyplomatami (Frauen
sind doch bessere Diplomaten, rez. Georg Jacoby, 1941),
w ogdle nie trafit do Krakowa.

[72] Por. T. Klys, op.cit., s. 132.

[73] Wyzsze wartosci POPSTAT w kinach dla Po-
lakéw wynikaja z czestszego obiegu filméw w tych
kinach, przy czym w obu kalkulacjach te same kina

(ze wzgledu na catkowita liczbe kin w badanej probie)
majg inne wagi.

[74] Por. ]. Garncarz, Zmiennos¢ upodobati. ..

[75] Por. A. Debski, Nowoczesnosé, rozrywka..., cz. 2,
S. 413-414.

[76] Por. R. Vande Winkel, Die Expansion der Ufa
wiihrend des zweiten Weltkrieges. Verleihgesellschaften
im Ausland zwischen 1939 und 1945, [w:] Linientreu
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Tabela 4. Preferencje filmowe Niemc6w i Polakéw
Kina dla Niemcow Kina dla Polakéw
Wiederiska krew Wiener Blut 24,70 | Kora Terry Kora Terry 105,37
Podwdjne Zycie Das andere Ich 24,19 | Cérka poczmistrza Der Postmeister 92,21
Magdaleny
A/,IOJ a przyjacidika Meine Freundin 23,77 | Pozar na oceanie Brand im Ozean 86,33
Jozefina Josefine
Muzyka na wesoto Wir machen Musik 23,77 | Operetka Operette 85,91
Pocigg odchodzi Ein Zug fihrt ab 21,29 | Cyrkowcy Die drei Codonas 76,93
Kochaj mnie Hab’ mich Lieb 20,68 | Przygody tazikéw Die lustigen Vaga- 74,16
bunden
ch v kawalerskzm Was geschach in 20,64 | Wiedetiska krew Wiener Blut 73,48
mieszkaniu dieser Nacht?
Zofiéwka Sophienlund 20,41 | Bal w operze Opernball 72,54
Cyrk Renz Zirkus Renz 20,06 | Gwiazda znad Rio Stern von Rio 71,19
z:]:t;ainturkz paniy Viel Ldarm um Nixi 19,13 | Siedem lat nieszczes¢ | Sieben Jahre Pech 69,25
Iluzja llusion 19,13 | Réze w Tyrolu Rosen in Tirol 68,96
Lekka muza Leichte Muse 19,13 | Mitos¢ i matematyka gzngmulem 68,54

Zrodlo: Opracowanie wlasne.

Oczywiscie nie nalezy zapominad, ze gdy polskie filmy byly w repertu-

arze, wlasnie one cieszyly si¢ najwiekszym zainteresowaniem polskiej
publicznosci[77].

Publikacja w ramach projektu finansowanego ze srodkéw Narodowego
Centrum Nauki, nr projektu 2021/43/B/HS2/02453.
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Zagadnienie rozpowszechniania filméw zagranicznych[!] w Ju-
gostawii jest niezwykle szerokie. Socjalistyczna Jugostawia, ze wzgle-
du na specyfike organizacji aparatu panstwowego, stanowi wyzwanie
dla badacza, ktory musi wzig¢ pod uwage kwestie zaréwno polityki
»0golnej”, a zatem federacyjnej, jak i ,lokalnej”, czyli republikanskie;j.
Jednopartyjny system polityczny, wtadza skupiona w rekach Komu-
nistycznej Partii Jugostawii na czele z Josipem Brozem Titg nie pozo-
stawialy watpliwoéci — partia wptywala na wszystkie dziedziny zycia
spolecznego i kulturalnego w kraju. Jugostawia byta panstwem zorga-
nizowanym w sposob federacyjny: zostala proklamowana w 1943 roku
na posiedzeniu AVNOJ-u czyli Antyfaszystowskiej Rady Wyzwolenia
Narodowego Jugostawii, a w jej sktad weszlo szes$¢ republik (Serbia,
Chorwacja, Stowenia, Bo$nia i Hercegowina, Macedonia, Czarnogoéra)
oraz dwa okregi: Kosowo i Wojwodina. Pierwsza konstytucje ,,nowej
Jugostawii” - jak zwykli ja nazywac jugostowianscy komunisci, odci-
najac si¢ jednoczesnie od monarchistycznej, ,burzuazyjnej” przesztosci
kraju, ogloszono w 1946 roku, nadajac jednoczesnie panstwu oficjalna
nazwe Federacyjna Ludowa Republika Jugostawii (FLR])[2]. Specyfika

[1] Za ,filmy zagraniczne” uwazam te, ktdre nie [2] Wigcej na ten temat zob. L. Benson, Jugosta-
zostaly wyprodukowane na terenie Jugostawii, lub te, wia. Historia w zarysie, ttum. B. Gutowska-Nowak,
ktorych nie wyprodukowaty jugostowianskie wytwor-  Krakéw 2011, s. 123-130. Szczegélowo temat ten

nie filmowe. omawia M.]. Zacharias w monografii pt. Komunizm -

Images 32(41), 2022: 221-235. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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funkcjonowania panstwa lezala w poczatkowej, calkowitej centralizacji,
a zatem podporzadkowaniu polityki Komitetowi Centralnemu KP]
(Komunistycznej Partii Jugostawii[3]) z siedziba w Belgradzie, a pdzniej,
wraz z rozwojem idei samorzadno$ci, w stopniowej decentralizacji fe-
deracji, co w praktyce przejawiato si¢ pozostawieniem poszczegolnym
republikom ,wolnej reki’, szczegélnie w kwestiach finansowych (co
oczywiste, wszystkie republiki musialy si¢ podporzadkowac¢ linii ideo-
logicznej partii; wolnos¢, cho¢ niejednokrotnie pozorng, dawano w two-
rzeniu instytucji, komitetow, zwigzkow zawodowych, kolektywéw itd.).

Przy podejmowaniu tematu rozpowszechniania filméw w Jugo-
stawii trudno$¢ moze stanowic¢ odnalezienie odpowiednich statystyk.
Po rozpadzie kraju na poczatku lat go. XX wieku, a takze w wyniku dzia-
tan wojennych, wiele materialéw zagineto lub uleglo zniszczeniu. To,
co pozostato, do dzisiaj nie zostalo usystematyzowane. Niekoniecznie
zatem w Chorwackim Archiwum Panstwowym w Zagrzebiu odnajdzie-
my wszystkie materialy dotyczace Chorwacji; czg$¢ z nich znajduje si¢
na przyktad w belgradzkim Archiwum Jugostawii, czes¢ w pozostatych
archiwach republik niegdy$ tworzacych Jugostawie. Z pomoca przycho-
dzg konkretne monografie dotyczace polityki kulturalnej Jugostawii[4],
publikacje po$wiecone historii kinematografii jugostowianskiej, a takze
6wczesna prasa filmowa wydawana w poszczegdlnych republikach
(cho¢ nalezy wzig¢ pod uwage ograniczong dostepno$é wydawnictw
ciaglych, na przyktad w bibliotekach) bedace zrédtem informacji na
temat jugoslowianskiej polityki kulturalnej, tendencji politycznych,
kierunkéw rozwoju krytyki filmowej itd. Bez watpienia najobszerniej-
szy material statystyczny posiada Archiwum Jugostawii w Belgradzie,
w ktorym zgromadzono przede wszystkim dokumenty z posiedzen
komisji cenzorskich czy dokumenty zwigzkow filmowcdw jugosto-
wianskich. Nalezy tez wspomnie¢, ze wszystkie wymienione przeze
mnie zrédla informacji wymagaja od badacza cho¢by podstawowej
znajomosci jezyka chorwackiego i serbskiego (w drugim przypadku
dodatkowa trudnoscig moze okaza¢ si¢ serbska cyrylica). Na gruncie
polskim warto skorzysta¢ z kompendium wiedzy na temat filmu chor-
wackiego (z okresu jugostowianskiego i po rozpadzie federacji) autor-
stwa Patrycjusza Pajaka, Arcydzieta chorwackiego filmu fabularnego[5],

federacja - nacjonalizmy. System wiladzy w Jugostawii
1943-1991, Warszawa 2004. Polskiemu czytelnikowi,
dla lepszego zrozumienia historii powstania komuni-
stycznej Jugostawii, polecam zwtlaszcza trzy pierwsze
rozdzialy z tejze publikacji (Antecedencje, Stali-

nizm oraz Modfikacja systemu). Odsylam takze do
przetozonych na jezyk polski biografii Joze Pirjevaca
oraz Pery Simicia (kolejno: Tito oraz Tito, zagadka
stulecia).

[3] Od 1952 roku - Zwigzek Komunistow Jugostawii
(ZK]).

[4] Niezwykle cenne opracowania obejmujace zagad-
nienie polityki kulturalnej Jugostawii w jezyku serb-
skim opublikowaly R. Vuéeti¢, Koka-kola socijalizam,
Beograd 2016 (autorka omawia w publikacji lata 60.),
B. Dokni¢, Kulturna politika Jugoslavije 1946-1963,
Beograd 2013. Podobne zagadnienia, cho¢ w kon-
tekscie rozwoju kultury popularnej w Jugostawii do
samego jej rozpadu, omawia takze Z. Janjetovi¢, Od
»Internacionale” do komercijale. Popularna kultura

u Jugoslaviji 1945-1991, Beograd 2011.

[5] P. Pajak, Arcydzieta chorwackiego filmu fabularne-
go, Warszawa 2018.



DYSTRYBUCJA FILMOW ZAGRANICZNYCH W LUDOWE] REPUBLICE CHORWAC]I

w ktorym autor, poprzez oméwienie wybranych produkgji chorwackich
udowadnia, Ze kino znad Adriatyku moze poszczycic¢ si¢ arcydzietami
filmowymi, cho¢ wciaz jeszcze malo znanymi polskiemu odbiorcy.

Celem niniejszego artykulu jest naszkicowanie pewnych ogél-
nych tendencji w dystrybucji filméw w Jugostawii z akcentem na
Ludowg Republike Chorwacji (LRCh) - jak nazywala si¢ Chorwacja
od ustanowienia jugostowianskiej federacji do 1963 roku. Przy podej-
mowaniu tego tematu trzeba takze uwzgledni¢ pewne czynniki poli-
tyczne, ktore niewatpliwie miaty wpltyw na funkcjonowanie nie tylko
dystrybucji filméw, lecz réwniez na ksztaltowanie si¢ nowo powstatej
kinematografii w ogéle.

Obrana przeze mnie cezura czasowa jest umowna i obejmuje naj-
wazniejsze etapy rozwoju kinematografii jugostowianskiej, a co za tym
idzie - kinematografii chorwackiej. Rok 1944 i powotanie Panistwowego
Przedsiebiorstwa Filmowego (PPF) dalo bowiem poczatek zinstytucjo-
nalizowanej kinematografii na poziomie federacyjnym. Zadaniem PPF
byto nie tylko utrwalanie historii na ta§mach filmowych, lecz takze
»wspolpraca z zagranicg oraz dystrybucja filmoéw, ktére [Jugostawia —
przyp. J.G.] otrzymywala z krajéw sojuszniczych”[6].

Z przeksztalcenia tej instytucji w 1945 roku powstalo Przedsie-
biorstwo Filmowe Demokratycznej Federacyjnej Jugostawii (PFDF]J).
Oproécz gromadzenia bazy technicznej potrzebnej do krecenia pierw-
szych filméw do jego obowigzkéw nalezato takze sprowadzanie filméw
zagranicznych (przede wszystkim z ZSRR). Przy wspomnianym przed-
siebiorstwie dzialata takze komisja cenzorska, ktérej zadaniem byto
przegladanie filméw zaréwno rodzimych, jak i importowanych, zanim
trafily one na ekrany jugostowianskich kin[7]. W tym samym czasie
dzialalnos$¢ rozpoczela, podlegajaca pod wspomniane przedsigbiorstwo,
Chorwacka Dyrekcja Filmowa, ktérej zadaniem bylo miedzy innymi
nadzorowanie repertuaru kinowego i dystrybucja filméw zagranicznych
na terenie LRCh.

Wraz z rosnacg potrzebg rozbudowy infrastruktury filmowej[8]
podjeto decyzje o uformowaniu w 1946 roku federacyjnego (a zatem
obejmujacego wszystkie republiki) Komitetu ds. Kinematografii.
Komitet zarzadzal z kolei komisjami powstalymi w poszczegélnych
republikach, i tak w 1947 roku w LRCh prace rozpoczeta Komisja
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[6] P. Volk, Istorija jugoslovenskog filma, Beograd
1986, s. 124.

[7] Petar Volk, zauwaza, ze wowczas dziatala takze
tzw. dyrekcja rozdzielajaca filmy sprowadzone zza
granicy. W omawianym okresie piecze¢ nad Przed-
siebiorstwem Filmowym sprawowalo ministerstwo
o$wiaty. P. Volk, op.cit., s. 128.

[8] Co obok walki z analfabetyzmem, rozwoju
o$wiaty i kultury, stanowilo priorytet partii. Poczat-
kowo Jugostawia nie byla w stanie wyprodukowa¢
wystarczajacej liczby filmoéw, by zapelnié repertuar

kinowy i zaspokoié¢ oczekiwania publicznosci. Srodki
finansowe zaplanowane w ,,pieciolatce”, czyli pierw-
szym Planie 5-letnim FLR] (1947-1951), mialy przede
wszystkim pokry¢ koszty zwigzane z tzw. kinofikacja,
czyli modernizacjg samodzielnych kinematograféow,
budowa nowych sal kinowych (na przykiad przy do-
mach kultury) czy renowacja istniejacych juz kin. Ko-
lejnym krokiem byla budowa panistwowych wytworni
filmowych - poczatkowo w najlepiej rozwinigtych
republikach (Chorwacja, Serbia, Stowenia).
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ds. Kinematografii Rzadu LRCh[9]. Od tego momentu mozna zatem

moéwi¢ zaréwno o calkowitym upanstwowieniu jugostowianskiej, a co

za tym idzie - takze chorwackiej kinematografii, jak réwniez o ustano-
wieniu pierwszych przepiséw dotyczacych sprowadzania filméw. Tak
jak wspomniatam, w omawianym okresie Jugostawia byla panstwem

mocno scentralizowanym, to znaczy wszystkie instytucje, w tym takze

kulturalne, podlegaly bezposéredniej kontroli Komitetu Centralnego

z siedzibg w Belgradzie. Dopiero wraz ze zmiang polityki panstwowej,
opartej na samorzadnosci, a zatem na poczatku lat 50., stopniowo

decentralizowano Jugostawig; dotyczylo to takze finansowania kine-
matografii, sprowadzania i dystrybucji filméw. Ten okres w historii

kinematografii jugostowianskiej Ivo Skrabalo, chorwacki historyk filmu

nazwal ,kinematografig producencka’, to wta$nie bowiem do obowiaz-
kéw producentéw (a wlasciwie — wytworni) nalezato finansowanie,
produkowanie oraz rozprowadzanie filméw. W tym okresie kinemato-
grafia jugostowianska rozpoczeta zmudny proces przystosowywania si¢
zaréwno do decentralizacji federacji, jak i odgérnie narzuconych przez

partie zmian majacych prowadzi¢ do catkowitego podporzadkowania

funkcjonowania panstwa idei samorzadno$ci[10]. Kwesti¢ centralizacji,
calkowitego poddania kinematografii panstwu, a pdzniej ,,poluzowania”
ram administracyjnych i proces decentralizacji omoéwil szczegdtowo

Daniel Goulding[11]. Jego spostrzezenia pokrywaja si¢ z tym, o czym

pisali na gruncie krajéw bylej Jugostawii historycy filmu: Ivo Skrabalo,
a takze Petar Volk czy Dejan Kosanovic.

Z kolei rok 1963, ktory w niniejszym tekscie stanowi cezure
koncows, byl punktem zwrotnym dla Jugostawii w ogéle - ogtoszo-
no wowczas nowa konstytucje[12], zmieniono nazwe kraju, a juz rok
wczeéniej ogloszono nowa ustawe kinematograficzng, ktéra narzucala
filmowcom zrzeszanie si¢ w ,,grupy robocze” — odpowiednik zwigzkow
zawodowych.

Zagadnienie dystrybucji filméw zagranicznych w LRCh, a takze
w calej Jugostawii, nalezy rozpatrywa¢ przede wszystkim przez pry-
zmat koniunktury gospodarczej, politycznej i spotecznej. Dzisiaj za
oczywisto$¢ przyjmuje sie stynne odejscie Jugostawii od polityki kra-
jow bloku wschodniego i otwarcie na Zachdd. Sytuacja byta jednak
bardziej ztozona. Zanim wigc przejde do wlasciwych rozwazan na
temat dystrybucji filméw zagranicznych, dla fatwiejszego zrozumienia
tego zagadnienia przybliz¢ pokroétce sytuacje polityczng w Jugostawii

[9] Komisja przejela takze obowigzki wspomnianej [12] Wraz z nowa konstytucja ktadacg nacisk na
Chorwackiej Dyrekeji Filmowej. rozwoj samorzadu gospodarczego, od 1963 roku
[10] Zob. 1. Skrabalo, Izmedu publike i drzave. Povijest ~ wszystkie republiki wchodzace w sktad Jugostawii
hrvatske kinematografije 1896-1980, Zagreb 1984, mialy w nazwie okreglenie ,,socjalistyczna” zamiast

S. 152-153.

»ludowa’, tzn. Socjalistyczna Republika Chorwacji,

[11] Chodzi o publikacje dostepna w jezyku angiel- Socjalistyczna Republika Serbii itd.
skim: D. Goulding, Liberated Cinema: The Yugoslav
Experience, 1945-2001, Bloomington 2003.
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od wyzwolenia po II wojnie $wiatowej, az do tzw. Rezolucji Biura In-
formacyjnego Partii Komunistycznych i Robotniczych (Kominform)
w 1948 roku, a nastepnie V Kongresu Komunistycznej Partii Jugostawii
(KPJ) w tym samym roku.

W roku 1948 nastapila eskalacja napie¢ na linii Tito-Stalin
(a wlasciwie KPJ-WKP[b][13]), jednak trzeba pamietaé, ze nie doszto
do niej wylacznie na podstawie biezacych nieporozumien. Stalin jeszcze
podczas wojny nie ukrywal, Ze chce mie¢ absolutny wplyw na sytuacje
polityczng w Jugostawii, co podkreslal chociazby w trakcie spotkan
z Tita w cztery oczy[14]. Pomoc militarna Stalina dla titowskiej party-
zantki (o ktdrej nie miat zresztg zbyt dobrego zdania) takze nie nosita
znamion bezinteresownosci. Po wyzwoleniu Belgradu Zotnierze Armii
Czerwonej ,,traktowali Serbig jak kraj okupowany, dokonujac grabiezy
i gwaltow, mordujac cywiléw”[15]. Stosunki radziecko-jugostowianskie
nie byly najlepsze takze po zaprzestaniu wojennych dzialan i wyzwo-
leniu Jugostawii, a Tito - jak tylko ukazywata sie¢ ku temu okazja — de-
monstrowal Stalinowi swoja samodzielno$¢[16]. Pomimo napietych
stosunkéw miedzy dwoma krajami Tito, po utworzeniu pierwszego
rzadu i powolaniu skupsztiny[17] w 1945 roku, podkreslal, ze linia po-
lityczna FLR] bedzie zgodna z polityka braterskiego narodu radzie-
ckiego. Przypieczetowaniem tego stanu rzeczy byto podpisanie umowy
o przyjazni miedzy Jugostawig a Zwigzkiem Radzieckim w kwietniu
tego samego roku/[18].

Weze$niejsze napiecia miedzy Titg a Stalinem, zwlaszcza te
z okresu wojennego, zostaly niejako odsunigte na drugi plan, takze ze
wzgledu na ogdlng koniunkture polityczng w tamtym okresie: Jugo-
stawia potrzebowata sojusznika i gospodarczego wsparcia w Europie
Wschodniej. Z drugiej strony, Tito byl $wiadomy, Ze Jugostawia moze
pozwoli¢ sobie na wigkszg autonomie niz chociazby pozostale kraje
bloku wschodniego, a juz tym bardziej, jak podkresla Joze Pirjevec, ,nie
byt sktonny zadowoli¢ si¢ rolg wasala”[19]. Narastajace nieporozumienia,
a takze chec poszerzenia przez Stalina strefy wplywéw w Jugostawii
doprowadzila do stanowczego oporu ze strony Tity. Po serii listow
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[13] Wszechzwigzkowa Komunistyczna Partia (bol-
szewikow).

[14] J. Pirjevec, op.cit., s. 236-237.

[15] Ibidem, s. 239—-240. Wowczas, po interwen-
cjach jugostowianskich politykéw oraz samego Tity,
»stosunek [Stalina - przyp. J.G.] do Jugostawii i ruchu
partyzanckiego ulegt wyraznemu ochtodzeniu”
Ibidem, s. 240.

[16] Szczegélowe informacje na temat burzliwych

i ztozonych relacji Tita i Stalina, a takze Jugostawii

i ZSRR polski czytelnik odnajdzie w cytowanej wczes-
niej biografii Josipa Broza autorstwa JoZe Pirjeveca,

a takze w - réwniez wczeéniej przywotanym - kom-
pendium wiedzy na temat historii Jugostawii, jej

funkcjonowania, ustroju i systemu politycznego
autorstwa Michata ]. Zachariasa pt. Komunizm - fe-
deracja - nacjonalizmy. System wltadzy w Jugostawii
1943-1991.

[17] Skupsztina jugostowianska to odpowiednik par-
lamentu. W chwili ogloszenia konstytucji w 1946 roku
skladala sie z dwoch izb: Rady Zwigzkowej oraz Rady
Narodowosci. Wiecej na temat jugostowianskiego
ustroju federacyjnego zob.: J. Wojnicki, Pomiedzy
panistwem unitarnym a unig parstwowq - funkcjono-
wanie paristwa jugostowiariskiego (1918-2006), ,,Studia
Politologiczne” 2009, nr 14, s. 179-201.

[18] P. Simi¢, op.cit., s. 161-162.

[19] J. Pirjevec, op.cit., s. 302.
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miedzy przywodca ZSRR a Jugostawii ta ostatnia zostala wykluczona
z panstw Kominformu w czerwcu 1948 roku[20].

Jugostawia na czele z Titg i KP] zostala w rezultacie wyizolowana
z zycia politycznego w Europie. Do odwilzy w stosunkach radziecko-
-jugostowianskich doszto dopiero po $mierci Stalina; w 1955 roku do
Belgradu przybyl Nikita Chruszczow, co stalo sie zapowiedzig nowego
rozdziatu w relacjach obydwu panstw. Niemniej jednak po 1948 roku
trzeba bylo szuka¢ nowego rozwiazania: powrét do rezimowej polityki
ZSRR nie wchodzil w gre, a poniewaz Jugostawia nadal byta krajem
socjalistycznym, nie mozna bylo jej przeksztalci¢ w federacje¢ o ustro-
ju catkowicie demokratycznym i wielopartyjnym. Wowczas nastapit
pewien przetom, a Jugoslawia wybrala tzw. ,trzecig droge”, czyli samo-
rzadnos¢ - polaczenie socjalizmu i demokracji. Chodzito gtéwnie o to,
by kazda galaz gospodarki odda¢ w rece robotnikéw, ktorzy mieliby
swobodnie zarzadza¢ wyprodukowanym kapitalem - takie rozwigzanie
dotyczylo takze kultury. Efektem wytezonej pracy nad projektem byla
reforma gospodarcza zainicjowana na poczatku lat 50., ktorej przyswie-
calo hasto ,fabryki dla robotnikéw, ziemia dla chtopéw”.

Wdrazanie idei samorzadnosci nie stanowilo jednak antido-
tum na wszystkie problemy: po odsunieciu si¢ od ZSRR, Jugostawia
potrzebowala partnerdéw zagranicznych, a przede wszystkim silnych
sojusznikéw. Wowczas zaczeto otwieral si¢ na kraje Europy Zachod-
niej, zwlaszcza na Stany Zjednoczone. To wlasnie stamtad Jugostawia
otrzymywala najwieksza pomoc militarng i finansowa[21]. Ponadto,
juz od konca lat 40. komunisci jugostowianscy oraz sam Tito byli
zainteresowani wspolpracg z krajami azjatyckimi. Josip Broz chciat
w ten sposdb umocnic¢ pozycje Jugostawii na arenie miedzynarodowej,
a tego typu sojusze, poprzez swoja neutralnos¢ polityczna, mialy by¢
»sita niezalezng od Zachodu i Wschodu [...], aktywnie angazujaca sie
w rozwigzanie palacych probleméw polityki §wiatowej”[22]. Giéwna role
w jednoczeniu panstw azjatyckich i afrykanskich odgrywaly wéwczas
Indie z Jawaharlalem Nehru na czele. Tito, chcac rozwing¢ idee nieza-
angazowania, udat si¢ do Indii i Birmy w 1954 roku. Po czterech latach,
a pozniej takze w 1959 roku, zdecydowal si¢ na trwajace od dwdéch do
trzech miesiecy podroze do innych krajow, ktdre pozniej weszty w sktad
Ruch Panstw Niezaangazowanych, m.in. do Etiopii, Sudanu i Indone-
zji[23]. Przypieczetowaniem staran jugostowianskich politykéw o utwo-
rzenie ,trzeciej sity” byla pierwsza konferencja wspomnianego Ruchu
we wrzesniu 1961 roku w Belgradzie (tzw. konferencja belgradzka).

[20] Wigcej na temat konfliktu KPJ z WKP(b) w roz-
dziale Wykluczenie Jugostawii z Biura Informacyjnego,
[w:] J. Pirjevec, op.cit, s. 297-413; H. Stys, V Kongres
Komunistycznej Partii Jugostawii w 1948 roku i jego
znaczenie, ,Historia i Polityka: wiek XX” 2005, nr 4,

s. 115-224.

[21] Nie tylko Stany Zjednoczone pomogly Jugostawii
wyj$¢ z kryzysu ekonomicznego, a takze uratowa¢

przed kleska glodu. W 1951 roku zawarto umowe

o tzw. pomocy trdjstronnej dla Jugostawii. Oprocz
sojusznika amerykanskiego, Jugostawia mogta
liczy¢ takze na pomoc z Wielkiej Brytanii i Francji.
Zob. J. Pirjevec, op.cit., s. 389.

[22] Ibidem, s. 462.

[23] W 1961 roku Tito odbyl kolejng podrdz, tym
razem tylko do wybranych panstw afrykanskich.
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Wracajac do dystrybucji filméw, nalezy wspomnie¢ jeszcze
o dwoch kwestiach. Pierwsza z nich dotyczy utworzenia Jugoslavija
Filmu, czyli pierwszej instytucji w powojennej Jugostawii, ktéra zaj-
mowala sie sprowadzaniem filméw zagranicznych oraz ich dystrybucja
kinowg (wraz z filmami rodzimymi). Powstata w kwietniu 1946 roku
i bezposrednio podlegata Komitetowi ds. Kinematografii, przy czym
jako instytucja na szczeblu federacyjnym nadzorowata takze prace jej
republikanskich odpowiednikéw. W przypadku LRCh byt to Croatia
Film, ktéry dzialalno$¢ rozpoczat we wrzesniu tego samego roku[24].
W 1951 roku, co bylo konsekwencja decentralizacji panstwa, w po-
szczegdlnych republikach utworzono Komisje ds. Kinematografii
(po uprzedniej likwidacji Komitetu na szczeblu federacyjnym). Taka
komisja powstala takze w LRCh i nadzorowala wszystkie dzialajace
dotychczas instytucje filmowe. Ponadto, w latach 50. coraz $mie-
lej wprowadzano ide¢ samorzadnosci nie tylko w fabrykach, lecz
takze w szeroko pojetej kulturze. Zachecano pracownikéw kultury
do zrzeszania si¢ w kolektywach, a poszczegolne przedsiebiorstwa
lub instytucje w stowarzyszenia/zwiazki. Kolektywizacja nie omineta
takze kinematografii: po kilku latach od ich utworzenia zdecydowano
o zlikwidowaniu komisji kinematograficznych. W miejsce komisji
chorwackiej powotano Stowarzyszenie Kinematograféw Narodowej
Republiki Chorwacji (Udruzenje kinematografa Narodne republike
Hrvatske). Do zadan Stowarzyszenia nalezalo zrzeszanie kin w kolek-
tywy, a takze organizacja kurséw dla operatoréow kinowych, dbanie
o rozbudowe bazy technicznej kinematografii, nadzorowanie Croatia
Filmu itd.

Druga, réwnie istotna w tym kontekscie instytucja, to Kinoteka
Jugostowianska. Poczatek jej dziatalnosci przypadt na 1949 rok, a glow-
ng siedzibg byl Belgrad. Co istotne, Kinoteka nie tylko sprowadzala
zagraniczne filmy do Jugostawii (juz w 1951 roku stala si¢ czlonkiem
Miedzynarodowej Federacji Archiwéw Filmowych, FIAF), ale przede
wszystkim archiwizowala oraz — w miare mozliwosci - restaurowala
kopie filmowe. Nie bez znaczenia byta takze wymiana filméw z innymi
filmotekami w Europie — w ten sposéb stata si¢ takze promotorem ju-
gostowianskiej kinematografii. Prawdziwy rozkwit Kinoteki przypadt
na poczatek lat 60., kiedy to preznie dzialata sala kinowa w Belgradzie
oraz sprowadzano ponad 100 filméw zagranicznych w kazdym roku (az
do ponad 300 w 1964 roku!)[25]. Dzigki dziataniom Kinoteki mozliwa
byla takze wymiana filméw miedzy republikami, co doprowadzito
do wzglednego wyréwnania jako$ci repertuaréw kinowych w kazdej
z nich.
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Poczatki
zinstytucjonalizowanej
dystrybucji filméw

w LRCh

[24] Pelna nazwa Croatia Filmu brzmiata: Croatia [25] V. Pogaci¢, Jedan zivi muzej, [w:] 20 godina jugos-
Film. Robotnicza Organizacja ds. Dystrybucji, lovenskog filma 1945-1965, red. D. Kosanovi¢, Beograd

Produkcji i Wyéwietlania Filméw. W rzeczywisto- 1966, s. 23.
$ci, Croatia Film zajal si¢ produkcja filméw dopiero
W 1969 roku.
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Kinofikacja jako
niezbedny proces
w dystrybucji filméw

[26] Ibidem, s. 43.

JUSTYNA GLUBA

Analizujac problematyke dystrybucji filméw zagranicznych
w Jugostawii, nalezy zwroci¢ takze uwage na zjawisko kinofikacji, kto-
re stanowilo jeden z priorytetow nowej wladzy. Wraz z elektryfikacja
i uprzemystowieniem, a takze poprzez intensywna prace nad wypet-
nieniem zalozen planu s5-letniego, problem ten miat by¢ rozwigzany
relatywnie szybko. Tak si¢ jednak nie stalo. Srodki finansowe potrzebne
do pokrycia renowacji starych i wybudowania nowych kin szybko zni-
katy: szczegdlnie w latach so. jugostowianska kinematografia nie byla
jeszcze na tyle rentowna, by podja¢ si¢ tak wymagajacych inwestycji.
W tym miejscu warto jeszcze zauwazy¢, ze Jugostawia byla wowczas
w katastrofalnej sytuacji finansowej: narastajaca inflacja, kolejne kre-
dyty w Banku Swiatowym, niemozno$¢ wyprodukowania wystarcza-
jacej ilo$ci zywnosci, a przy tym nadal niestabilna sytuacja polityczna
(zwlaszcza na linii ZSRR i kraje bloku wschodniego - Jugostawia): to
tylko niektdre z dwczesnych bolaczek KPJ. Wowczas takze najwigcej
srodkéw przekazywano na budowe wytworni filmowych w poszcze-
golnych republikach, trudno wiec w takich warunkach o dodatkowe
inwestycje.

Sledzac rozwdj kinofikacji w Jugostawii, trudno zignorowa¢ fakt
powszechnej nacjonalizacji (ale takze kolektywizacji) dobr material-
nych i nieruchomosci. W ten sposob, co oczywiscie miato charakter
takze propagandowy, skonfiskowano kina, ktére przed wojna i w jej
trakcie byly w rekach prywatnych. Ten stan rzeczy przypieczetowano
ogloszeniem w 1946 roku konstytucji, ktéra dawata nowemu rzgdowi
nieograniczone prawa w kwestii przejmowania majatkéw prywatnych.
Branka Dokni¢, badaczka polityki kulturalnej w powojennej Jugostawii,
zaznacza, ze oprdcz samych nieruchomosci wlascicielom - chociazby
kin - ograniczano prawa obywatelskie, zakladajac z gory, ze w trakcie
wojny kolaborowali z okupantem (na przyklad poprzez wyswietlanie
niemieckich lub wloskich filmow)[26].

Kino stalo si¢ jedng z najtaiiszych i najbardziej przystepnych
(oraz dostepnych) rozrywek w powojennej Jugostawii. W przypadku
LRCh, jak donosil biuletyn Komisji ds. Kinematografii[27], pod koniec
1947 roku istnialo na jej terenie 177 stalych kin i w tym samym roku
sprzedano ponad 10 milionéw biletéw. Biorac pod uwage, ze Chorwa-
cjaliczyta wowczas niecate 4 miliony mieszkancow, taki wynik mozna
uzna¢ za imponujacy[28]. Pod koniec 1954 roku, wedtug statystyk, liczba
statych kin wzrosta do 372, a w 1960 - do 450([29].

Repertuar kinowy byt uzalezniony wlasciwie wylacznie od chwi-
lowej sytuacji politycznej. Co oczywiste, kazdy film, zaréwno rodzimy,

[29] Kinematografija i radiodifuzija u 1953. godini

[27] Komisja ds. Kinematografii Ludowej Republiki (Prosveta, nauka i kultura - 1954, sveska 16), HDA

Chorwacji powstata w 1947 roku jako instytucja na (Chorwackie Archiwum Panstwowe), Udruzenje ki-
poziomie republikanskim, nadzorujgca ideologiczny nematografa NRH, fond 1340, karton nr 2, s. 4; B. Bn,,
i techniczny rozwdj kinematografii na jej terenie. Hrvatska. Film, hasto w: Enciklopedija Jugoslavije,

[28] [b.a.], Kinematografija u Narodnoj Republici Hr- Zagreb 1960, s. 190.
vatskoj godine 1947, ,,Filmski Pregled” 1948, nr 1, s. 3.
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jak i zagraniczny — musial przej$¢ przez komisje cenzorska. Ten stan
rzeczy uregulowano w 1956 roku, oglaszajac Ustawe o Filmie, w ktorej
zawarto m.in. szczegélowe wytyczne co do dzialalnosci przedsigbiorstw
rozpowszechniajacych filmy[30]. W kazdym przedsigbiorstwie dystry-
bucyjnym, a zatem takze i w Croatia Filmie, o ostatecznym wyborze
filmu przeznaczonego do dystrybucji decydowala tzw. rada wyboru
filméw. W jej sklad wchodzili: najczesciej dyrektor przedsigbiorstwa,
a takze pisarze, rezyserzy, krytycy filmowi czy czlonkowie partii.

Polityka repertuarowa w Ludowej Republice Chorwacji zasad- Dystrybucja filmow

niczo nie réznila sie od tej w pozostalych republikach. Sledzono zatem  zagranicznych
tendencje polityczne, ideologiczne, ktére wptywaly na zakup filméwza- w LRCh
granicznych. I tak, od potowy do konca lat 40. zdecydowanie najwiecej
filméw sprowadzano z ZSRR. Wedlug Zorana Janjetovi¢a w 1946 roku
stanowily one 60% repertuaru kinowego[31]. Lacznie w roku 1946 spro-
wadzono ich 54, w 1947 — 48, w 1948 — 40, W 1949 — 18, a w latach
1950-1954 nie zakupiono zadnego filmu od Zwigzku Radzieckiego[32].
Jak podaje chorwacki historyk Tvrtko Jakovina, w 1953 roku w zagrzeb-
skich kinach (a zatem jak mozna sie¢ domysli¢, takze i w calym kraju)
w repertuarze znajdowaly si¢ wylacznie filmy z Europy Zachodniej[33].
Import filméw z ZSRR wznowiono w 1955 roku (w tym samym, w kto-
rym Jugostawie odwiedzit Nikita Chruszczow). W kolejnych latach
liczba ta stopniowo wzrastala, cho¢ byla odczuwalnie mniejsza. Naj-
wigcej, bo 48 filméw z ZSRR sprowadzono w 1962 roku. Lacznie, jesli
wzigé pod uwage dane zawarte w opracowaniu Dejana Kosanovicia,
w latach 1944-1964 do Jugostawii trafilo 460 filméw produkgji ra-
dzieckiej[34]. Mogloby si¢ wydawa¢, ze rzeczone produkcje stanowily
zdecydowang wiekszos¢ w repertuarze jugostowianskich kin. Tak po-
niekad bylo, jednak w ostatecznym rozrachunku, pomimo poczatkowe;j
przychylnosci Jugostawii wobec ZSRR, to Stany Zjednoczone staly si¢
prawdziwym Zrédlem dochodu dla przedsiebiorstw dystrybuujacych
filmy w Jugostawii.

Warto jednak zaakcentowad, ze w przypadku Standw Zjednoczo-
nych problem relacji dyplomatycznych byl dla jugostowianskich wtadz
nieco bardziej skomplikowany, a przynajmniej - nie tak oczywisty jak ze

[30] Osnovni zakon o filmu, ,,Sluzbeni list”, 18.04.1956,  [33] T. Jakovina, Socijalizam na americkoj psenici

s. 277-282. (1948-1963), Zagreb 2002, s. 457.

[31] Z. Janjetovi¢, op.cit., s. 174. [34] D. Kosanovi¢, Pregled posleratnog uvoza filmova
[32] Kinematografija..., op.cit., s. 9. Oczywiscie nie po zemljama porekla (1944-1964), [w:] 20 godina...,
znaczy to, ze filmy radzieckie w ogole nie pojawialy op.cit., s. 84. Nalezy podkresli¢, ze liczby podane

sie na ekranach kin, zwlaszcza w roku 1950. Czesto przez Kosanovicia dotycza wylacznie filmow radzie-
zdarzalo sie, ze w obiegu byly filmy wyprodukowane ckich, a nie, jak na przyktad w swoim artykule podaje
kilka lat wezesniej, a sprowadzane z duzym opéznie- Zlata Knezevi¢ — ZSRR i krajow satelickich (wlgcza
niem. Ponadto, zwiekszata sie liczba kin, stad tez co- tu i polskie, i czechostowackie filmy). Z. Knezovic,
raz wigksze bylo zapotrzebowanie na filmy; sytuacje Obiljezja boljsevizacije hrvatske kulture (1945-1947),
ratowano filmami sprowadzonymi we wczeéniejszych . Casopis za Suvremenu Povijest” 1992, nr 1, s. 111.

latach.
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Zwiazkiem Radzieckim. Kierownictwo partii w pierwszych latach istnie-
nia ,,nowej Jugostawii” z pogarda odnosilo si¢ do amerykanskiego kon-
sumpcjonizmu, nie wspominajac o muzyce, literaturze czy panujacych
za oceanem obyczajach. Odpowiednie organy cenzorskie, a pézniej takze
ustanowiona w 1961 roku Zwigzkowa Komisja ds. Przegladu Filmow,
krytycznie odnosily si¢ do filméw amerykanskich w przeciwienstwie
do publiczno$ci, ktdra unikala ogladania filméw radzieckich i tych po-
chodzacych z krajow bloku wschodniego. Jak twierdzi Zoran Janjetovi¢,
miato to zwiagzek z ogo6lng atmosferg panujacag wowczas w spoleczen-
stwie, ktore byto ,,spragnione rozrywki’, a nie ,,ciezkich, artystycznych
filméw z glebokim moralem lub tych zawierajacych krytyke spotecz-
ng’[35]. Amerykanskie kino rozrywkowe stanowito wigc antidotum na
komunistyczng rzeczywisto$¢; ponadto, pomoc militarna i gospodarcza
plynaca od 1949 roku ze Standéw Zjednoczonych stale sie zwigkszata —
trudno zatem bylo unikna¢ ,,amerykanizacji” spoteczenstwa[36].
Umownie rzecz ujmujac, w pierwszym piecioleciu istnienia
przedsiebiorstw filmowych w Jugostawii w repertuarze kin przewazaty
filmy radzieckie. Ta tendencja diametralnie zmienita sie po wykluczeniu
Jugostawii z Kominformu i juz od roku 1950 nabywano coraz wiecej pro-
dukcji amerykanskich. Przelomowy stat si¢ rok $mierci Stalina (1953),
w ktorym do Jugostawii trafito 61 amerykanskich filméw. Zapewne
nie tylko to miato wplyw na zwigkszenie importu filméw zza oceanu.
Nalezy bowiem zaznaczy¢, ze sam Tito podejmowat konkretne kroki
umozliwiajace poglebienie relacji jugostowiansko-amerykanskich, tak-
ze w dziedzinie kultury. Przypieczgtowaniem tak prowadzonej polityki
zagranicznej, stafa si¢ wizyta Erica Johnstona w Belgradzie w 1948 roku
(w tym roku nabyto tylko 1 amerykanski film), ktory ,liczyl na dys-
trybucje filméw amerykanskich na jugostowianskim rynku”[37]. Byt
to zapewne moment przetfomowy, ktéry doprowadzit do podpisania
w 1952 roku umowy o zakupie ksigzek, ptyt winylowych i filméw ame-
rykanskich w ramach programu IMG (Information Media Guaranty),
jak zaznacza Radina Vuceti¢ - ,,przy wyjatkowo korzystnej stawce
kursu walutowego”[38]. Nie bez wptywu byl takze fakt, ze sam Tito byt
mitos$nikiem filméw, a szczegolnie — amerykanskich westernéw(39].

[35] Z. Janjetovi¢, op.cit., s. 179.

[36] Temat ,,amerykanizacji” Jugostowian z akcen-
tem na lata 60. XX wieku obszernie omowila serbska
badaczka, Radina Vuceti¢, w publikacji Koka-kola
socijalizam, op.cit.

[37] J. Pirjevec, op.cit., s. 371. Eric Johnston pelnit
wowczas funkcje dyrektora Motion Picture Associa-
tion of America. Jednoczesnie byl jednym z pierw-
szych amerykanskich dyplomatéw, ktéry odwiedzit
Jugostawie od zakonczenia II wojny $wiatowej.
Johnston podczas spotkania z Josipem Brozem
zwrocil uwage na zamitowanie swojego rozméwcy do
ogladania filméw i zlecil amerykanskiej ambasadzie,

zeby ,wszystkie sprowadzone, wysokiej jakosci filmy
udostepniata marszatkowi, bez pobierania optat”.

R. Vuceti, op.cit., s. 88.

[38] R. Vuceti¢, op.cit., s. 89. Vuceti¢ dodaje: ,,Dzigki
temu programowi filmy zagraniczne pozyskiwano

za dewizy przeznaczone na zakup débr konsump-
cyjnych, a takze za pomocg dewizowych funduszy
pomocy technicznej. A zatem mozna powiedzie¢, ze
w zasadzie Belgrad ptacit Hollywoodowi pieniedzmi
uzyskanymi z Waszyngtonu”.

[39] Czemu czgsciowo poswigcita film dokumentalny
serbska rezyserka, Mila Turajli¢ (Cinema komunisto,
2011).
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Warto wiec przywolaé dane statystyczne niejako potwierdza-
jace polityke zagraniczng jugostowianskich wtadz. Jak zaznaczylam
wczesniej, w 1948 roku nabyto tylko jeden amerykanski film, a w 1956 -
az 107[40]. Lacznie w latach 1944-1964 do Jugostawii sprowadzono
778 amerykanskich filmoéw, a zatem mialy one znaczacg przewage nad
tymi radzieckimi, ktérych bylo, jak juz wspomnialam, 460[41]. Ponie-
waz przedsigbiorstwa dystrybucyjne w poszczegélnych republikach
mialy mozliwo$¢ wzajemnej wymiany kopii filméw lub nabywania ich
w korzystnych cenach, mozna sie¢ domysli¢, ze filmy zakupione na przy-
ktad w LR Serbii trafiaty takze do kin w Ludowej Republice Chorwacji.
Niemniej nalezy zauwazy¢, ze ostatnie stowo nalezalo do organéw re-
publikanskich i nawet jesli federacyjna komisja cenzorska dopuscita film
do rozpowszechniania, to ,lokalna” wladza mogta t¢ decyzje cofnaé[42].

W tym kontekscie trudno takze zignorowac fakt, iz to wlasnie
recenzje filmow z ZSRR zajmowaly najwigcej miejsca w prasie kon-
cowki lat 40. Wydzwigk publikowanych tekstéw byt jednoznaczny:
filmy braterskiego narodu radzieckiego stanowia dzieta najwyzszej
jakosci i powinny stanowi¢ wzor dla rodzimych twdrcow. ,, Filmski
Pregled” (,,Przeglad Filmowy”), rezimowy dwutygodnik wydawany
przez Komisje ds. Kinematografii w LRCh, a zarazem wiodace wowczas
czasopismo filmowe w tej republice (i wlasciwie jedyne, az do pojawie-
nia si¢ w 1950 roku ,,Filmskiej Reviji” - ,,Rewii Filmowej”), rozwingto
i podtrzymalo az do zakonczenia dziatalnoéci proradziecka retoryke.
Spora cze$¢ kazdego numeru stanowily szczegélowe omdwienia fil-
mow z ZSRR, a na okladkach pojawialy sie podobizny najwiekszych
gwiazd kina radzieckiego. Wedlug Zlaty Knezovi¢, to wlasnie na lata
1946-1948 (co czesciowo pokrywa si¢ z okresem wydawania rzeczonego
dwutygodnika) przypadta fala najintensywniejszej ,,bolszewizacji chor-
wackiej kultury”. To z kolei najtatwiej osiagano wiasnie poprzez film,
ktory ,,miat wyraza¢ heroiczng wzniostos¢ i romantyczny patos poprzez
stwarzanie czarno-bialych postaci, ukazywanie wznioslej przesztosci
i terazniejszosci oraz wizje $wietlanej przyszltosci’[43]. Z nieukrywang
pogarda odnoszono si¢ do Hollywoodu, analizujac m.in. plotki na
temat jego domniemanej potegi (jak np. w krétkiej notce ,,demaskujg-
cej” produkeje filméw w kolorze jako produkcji dominujgcej[44]) lub
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[40] Od momentu podpisania porozumienia w ra-
mach IMG, liczby te wygladaly nastepujaco: w roku
1953 sprowadzono 61 filméw amerykanskich, w 1954 -
51, W 1955 — 92, W 1957 — 49, W 1958 — 40, W 1959 - 77,
W 1960 — 45, W 1961 — 18, W 1962 — 35, W 1963 — 47,

w 1964 — 35. D. Kosanovi¢, op.cit., s. 84.

[41] W tym miejscu warto zauwazy¢, ze nie wszystkie
filmy trafity na ekrany kin. Liczba zabronionych przez
wspomniang komisje zwigzkowa filméw pochodza-
cych ze Stanéw Zjednoczonych w latach 1955-1959
byta relatywnie wysoka. W latach 60. dopuszczono do
wys$wietlania praktycznie wszystkie filmy sprowadzo-

ne z USA. Zob. R. Vuceti¢, op.cit., s. 101.

[42] Przyktadem tego typu zabiegoéw byla Asfaltowa
dzungla (The Asphalt Jungle, 1950) w rezyserii Johna
Hustona. Mimo ze film przeszed! przez cenzure na
szczeblu federacyjnym, to wtadza LRCh zabronita
wys$wietlania go na terenie republiki, po uprzednich
interwencjach krytykéw, Slavka Goldsteina i Zory
Dirnbach, ktorzy pisali, ze film moze mie¢ ,,zly wpltyw
na mtodziez”. I. Skrabalo, op.cit., s. 152-153.

[43] Z. Knezovi¢, op.cit., s. 111.

[44] [b.a.], Istina o americkom filmu u bojama, ,,Film-
ski Pregled” 1948, nr 2, s. 13.
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o wplywach ,,element6éw reakcyjnych” na zarzad najwiekszych amery-
kanskich wytworni filmowych, co z kolei - zdaniem autora artykutu -
byto rezultatem ,,polityki monopolistycznej’[45]. Ponadto, Hollywood

przedstawiano nie jako miejsce wymarzonej dla filmowca pracy, a jako

nieuporzgdkowany moloch, z wysoka stopg bezrobocia, z wytwdrniami,
w ktorych rzadzg ,,magnaci” niestronigcy od brudnych gierek, a wille

znanych aktoréw ,,przynajmniej raz w tygodniu okradaja gangsterzy’,
co wedlug miejscowej policji - jak skrzetnie zanotowano w jednym

z artykulow - ,,skonczy si¢ dopiero wtedy, gdy przestepcy przestang sie

uczy¢ z filméw nowych trikéw”[46]. Uwadze filmowcow i krytykow nie

umknela, co oczywiste, rezolucja Kominformu. Na poczatku 1949 roku

w calosci opublikowano na tamach pisma odpowiedz filmowcéw na
»kampanie zniestawiania FLR]”[47]. Od tego momentu wiecej miejsca

poswiecono oméwieniom filméw europejskich, duzo tagodniej pisano

na temat Hollywoodu, chociaz teksty na temat filméw radzieckich byly

wciaz obecne na famach pisma.

Oprocz tych ostatnich, ktdrym (zaréwno przed, jak i po Rezo-
lucji Kominformu) po$wigcano najwiecej miejsca, pokrdtce omawiano
takze filmy czechostowackie, niezwykle rzadko francuskie, bulgarskie,
polskie czy angielskie. Taki stan rzeczy na pewno wynikat z polityki
kulturalnej wladz, ale przyczyna mogta by¢ tez bardziej banalna: filmy
europejskie w kinematografiach jugostowianskich (a co za tym idzie:
chorwackich) wyswietlano rzadziej, poniewaz nie sprowadzano ich
»masowo”. Wedlug statystyk, wsrod kinematografii europejskich prym
wiodty produkeje francuskie. Dla przyktadu, w 1946 roku z Francji
sprowadzono az 34 filmy, a w 1948 - tylko jeden, co takze - jak si¢
wydaje — stanowilo rezultat chwilowej koniunktury polityczne;j[48].
Tendencja w latach 50. i na poczatku lat 60. byta jednak wzrostowa
itacznie od 1944 do 1964 roku sprowadzono do Jugostawii 347 filméw
francuskich[49]. Wtasciwie dopiero od polowy szdstej dekady, jugosto-
wianskie kinematografy mogty liczy¢ na wigksza réznorodnos¢ reper-
tuarowg (co wynikalo niewatpliwie ze sprzyjajacej sytuacji gospodarczej

[45] [b.a.], Hollywood u punoj krizi, ,,Filmski Pregled”
1948, nr 20-21, §. 14.

[46] [b.a.], Neka im!, ,Filmski Pregled” 1948, nr 3,

S. 16.

[47] Pelna nazwa odezwy brzmiala Rezolucja konfe-
rencji robotnikow filmowych powodem kampanii znie-
stawiania Federalnej Ludowej Republice Jugostawii,

a jej koncowe akapity brzmiaty: ,, My, robotnicy fil-
mowi Jugostawii [...] o$wiadczamy, Ze wraz z innymi
dzialaczami naszego kraju jeszcze mocniej zaciesnimy
swoje szeregi wokol naszej Partii, naszego Komitetu
Centralnego i towarzysza Tity oraz ze bedziemy [...]
tworzy¢ ideowo i artystycznie wysokiej jako$ci filmy,
ktore beda zarazem w sposdb artystyczny dokumen-
towa¢ naszg walke o socjalizm, i tym samym przeko-
nujaco obala¢ obrzydliwe kltamstwa i oszczerstwa na

temat naszego kraju i Partii”. Rezolucija konferencije
filmskih radnika povodom klevetnicke kampanije protiv
FNR], ,,Filmski Pregled” 1949, nr 3, s. 3.

[48] Najprawdopodobniej bylo to rezultatem
chwilowego zalamania stosunkéw francusko-
-jugostowianskich zwigzanego z negocjacjami wokot
granicy Jugostawii z Wlochami (tzw. spor o Triest)
toczonymi w 1946 roku, a zakonczonymi konferencja
pokojowa w Paryzu. Francja poparta wowczas w tej
sprawie Wielka Brytanie i Stany Zjednoczone, stajac
w opozycji do obozu Jugostawia-ZSRR. W rezultacie
utworzono Wolne Terytorium Triestu, co oznaczalo,
ze Stowenia nie miata dostepu do morza. J. Pirjevec,
op.cit., s. 288-293.

[49] D. Kosanovi¢, op.cit.
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Jugostawii). Coraz czgéciej pojawialy sie filmy wloskie (w rzeczonym
dwudziestoleciu sprowadzono ich 276) czy brytyjskie (236). Produkcje
szwedzkie pojawily sie w Jugostawii wlasciwie dopiero na poczatku lat
60., podobnie jak bulgarskie. Wydaje sie, ze na rosnaca popularnosé
kina szwedzkiego w Jugostawii wplyw miata Nagroda Nobla, ktérg
w 1961 roku otrzymal w dziedzinie literatury jugostowianski pisarz Ivo
Andri¢, a ktéry ,,uczynil Jugostawie czgscia swiatowej elity — bardziej
niz ktokolwiek wcze$niej i ktokolwiek pdzniej”[50].

W mniejszych ilo$ciach sprowadzano takze filmy z REN (w la-
tach 1944-1964: 87) oraz w tym samym okresie kolejno z NRD (28),
Czechostowacji (89), Polski (50), Meksyku (25), Japonii (27), Austrii
(35), Wegier (30) czy Hiszpanii (19)[51]. Jesli dodatkowo przyjrze¢ sie
omawianej statystyce, mozna wywnioskowac, ze rozwoj Ruchu Panstw
Niezaangazowanych nie wpltynal na zapoznawanie lokalnej publiczno-
$ci z osiggnieciami kinematografii panstw w nim zrzeszonych. W ciagu
dwoch wspomnianych dekad zakupiono jedynie 7 filméw indyjskich
i 5 pochodzacych ze Zjednoczonej Republiki Arabskiej. Ogélna ten-
dencja byla wigc nastepujaca: przedsigbiorstwa dystrybucyjne braty
przede wszystkim pod uwage zyski oparte na ,,czysto komercjalnych
intencjach’, co pokrywalo sie¢ ze strategia wy$wietlania poszczegdlnych
filméw w kinach: ,westerny grano w centrum miasta, a rodzime i [arty-
styczne - przyp. J.G.] wschodnioeuropejskie filmy - na peryferiach”[52].
Oproécz tego, na dobor konkretnych filméw wplywata takze sytuacja po-
lityczna i ekonomiczna w kraju: ,,oprdcz tanich amerykanskich filméw,
dystrybutorom opfacalo si¢ sprowadzac¢ filmy brytyjskie, francuskie
i wloskie, kupowane za dewizy przeznaczone na zakup ogélnych dobr
konsumpcyjnych”[53].

Sprowadzanie i rozpowszechnianie filméw zagranicznych nie
oparlo sie wiec wpltywowi polityki wewnetrznej komunistow jugo-
stowianskich. Warto nadmieni¢, ze zagadnienie dystrybucji filmowej
w socjalistycznej Jugostawii otwiera pokazne spektrum mozliwych do
opracowania tematéw. Ciekawym zabiegiem byltoby chociazby doklad-
niejsze przeanalizowanie jugostowianskiej prasy filmowej czy krytyki
dotyczacej produkeji zagranicznych. Mozna by takze naszkicowa¢ re-
lacje miedzy poszczegdlnymi przedsiebiorstwami dystrybucyjnymi
w republikach, ich zwigzek z organami federacyjnymi, nastawienie do
nieustannie zmieniajacych sie przepiséw czy przyjrzenie si¢ strategiom
funkcjonowania na trudnym rynku filmowym.

W rodzacej si¢ po wojnie kinematografii to wlasnie produkecje
zagraniczne najbardziej wplywaly na ksztaltowanie si¢ gustow pub-
liczno$ci (za wzgledu na zdecydowanie mniejsza liczbe filméw rodzi-
mych w repertuarze), ale takze na twdércow filmowych w Jugostawii.

[50] B. Dokni¢, op.cit., s. 203. [53] Ibidem. Wedlug Janjetovicia filméw wschodnio-
[51] D. Kosanovi¢, op.cit. europejskich nie optacato si¢ kupowa¢, poniewaz nie
[52] Z. Janjetovi¢, op.cit., s. 182. mozna bylo na nich zarobi¢ - w rezultacie w wigkszo-

$ci przypadkow tego typu produkeje sprowadzano na
zasadzie wymiany z filmami jugostowianiskimi.
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Poczatkowo byly wiec to produkcje radzieckie, z oczywistym przesta-
niem, co wplynelo na wydzwigk pierwszych powojennych jugostowian-
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lizm czy Francuska Nowa Fala, co oczywi$cie ma swoje Zrodta w fakcie
ogladania przez rezyseréw filméw wyswietlanych w rodzimych kinach.
O popularnosci filmu wéréd jugostowianskich odbiorcow §wiadczy-
to takze umieszczanie repertuaréw kinowych w najpoczytniejszych
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The text discusses the social understanding of the film canon. The analyses is based on the results of
the social research “Poles about Polish films. Opinions of Poles on Polish cinema and their attitudes
towards Polish film production” conducted in 2019. The research findings show how Polish audiences
think about the Polish film canon and how they defines it, referring to their own film experiences,
attitudes towards Polish productions and to beliefs about the influence of Polish cinema on culture.
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Stanistaw Bareja, Jerzy Hoffman, Trilogy, Sami swoi, Polish film school, cinema of moral anxiety,
history, film adaptation, comedy.

Klasyka filmowa: kanon wybitnych, powszechnie uznanych za wartoéciowe
dziet filmowych, wspéttworzacych trwaly dorobek kultury, takze: kultury
narodowej (do kultury filmowej jakiego$ kraju moga wigc naleze¢ utwory
stabo znane za granica). Przez wiele lat uwazano, ze sztuka filmowa ma
warto$¢ ulotna, totez nie ma w niej miejsca na pojecie klasyki. Jednak wraz
z otwieraniem filmotek narodowych [...], a zwlaszcza z wyksztalceniem sie
kategorii autora filmowego w krytyce lat 50., Swiadomos¢ istnienia klasyki
filmowej zaczela sie upowszechniaé. Obecnie, w dobie uniwersyteckiego
nauczania o filmie [...] istnienie klasyki filmowej stalo sie czym$ oczywi-
stym; wiadomo, Ze w jej obrebie mieéci si¢ np. tworczo$¢ D.W. Griffitha,
Ch. Chaplina, S. Eisensteina, F. Felliniego, L. Viscontiego, w Polsce za$ -
A. Wajdy, W.J. Hasa czy K. Kieslowskiego. Szczegotowy inwentarz klasyki
filmowej moze si¢ jednak zmienia¢ z uplywem czasu, zgodnie z naturalng
potrzeba rewaloryzacji przeszto$ci[l].

[1] Encyklopedia kina, red. T. Lubelski, Krakow 2003,
. 499.
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Definicja ta, sama w sobie bardzo klasyczna, okresla kanon fil-
mowy jako ,,swoistg calo$¢’, liste, na ktorej znalazly sie dziela danego
kregu kulturowego, wpisane na nig w sposéb autorytatywny. Sg to takze
dzieta dla danej kultury najistotniejsze, najwarto$ciowsze i zapew-
niajgce kulturows ciagglos¢. A jednak pozostaje paradoksem, ze kiedy
takie listy powstaja, towarzysza im czesto rezerwa, dystans i potrzeba
ttumaczenia si¢ z dokonanych wyboréw.

Dobrym przykladem ilustracji takiego podejscia moze by¢ ankieta
20 najlepszych zorganizowana przez reaktywowany 6wczesnie ,, Kwartal-
nik”[2] z okazji setnej rocznicy kina. Zapytano w niej rezyseréw, krytykow
filmowych oraz niektorych pisarzy i badaczy literatury o arcydzieta filmo-
we polskie i $wiatowe oraz o nazwiska tworcow — najwiekszych indywi-
dualnosci w historii kina. Krzysztof Metrak w odpowiedzi napisal wtedy:

Wszystkie tego typu ankiety, plebiscyty, klasyfikacje i rankingi sa tylko

rodzajem zabawy, do ktorej jedynie osobnicy o wyjatkowej potrzebie hierar-
chizowania zjawisk i wygérowanym poczuciu porzadku, moga przyklada¢

miary i wagi intelektualnej natury. [...] Wszak w sztuce nie istnieja kryteria

obiektywne, hierarchie sprawiedliwe i wywazone, kategorie jedynie stuszne

i raz na zawsze obowiazujace. Przeciwnie, jest to domena subiektywizmu

i wzglednosci. Nie ma regul, sa przyklady i gusty. Na dodatek zmienne

w przestrzeni czasu|[3].

A jednak przeciez - kontynuuje wybitny krytyk - powazne pisma
filmowe i krytycy takie listy uktadaja. Po pierwsze po to, by

odnalez¢ chwilowe miejsce oparcia, jakie$ stupy milowe, pomocne przy
wydawaniu codziennych ocen, ktére sg wynikiem doraznych, fragmen-
tarycznych koniunkturalnych sadéw. I jeszcze dlatego, ze film jest sztuka
mtoda, a wiec nieustannie poszukujacg wlasnej klasyki[4].

Na tworzonych wtedy listach powtarzaly sie tytuly Popiét i dia-
ment, Zezowate szczescie, Eroica, Sanatorium pod Klepsydrg, nazwiska
Wajdy, Munka, Kieslowskiego, Hasa, Kawalerowicza.

Drugim przykladem jest ankieta 12 filmow na 120-lecie kina
z 2016 roku, zorganizowana przez Muzeum Kinematografii w Lodzi
oraz Zaktad Historii i Teorii Filmu Uniwersytetu Lodzkiego, we wspol-
pracy ze Stowarzyszeniem Filmowcdw Polskich oraz Panstwowa Wyz-
sza Szkolg Filmows, Teatralng i Telewizyjng w Lodzi. W zaproszeniu,
wystosowanym do specjalistow z zakresu filmu, napisano:

dla celéw naszego projektu za najistotniejszy przyjmujemy osobisty punkt
widzenia; nie pytamy o najwazniejsze filmy w historii kina, ale wta$nie
o filmy najlepsze Pana/Pani zdaniem. Idealnie byloby, gdyby udalo sie
~wymazac¢ z pamieci” wszelkie powstale juz ,,rankingi arcydziet” i akademi-
ckie podziaty na mistrzéw i outsideréw - jestesmy ciekawi, na ile ustalone
kanony sprawdzaja sie wspdlczesnie, na ile zas podlegaja modyfikacji[3].

[2] K. Metrak, Préby zatrzymania czasu, ,Kwartalnik [4] Ibidem, s. 144.

Filmowy” 1993/1994, t. 16, nr 1(61), s. 143.

[5] <https://kinomuzeum.pl/wyniki-ankiety-12-fil-

[3] ,,Kwartalnik Filmowy” nie ukazywal si¢ od 1965 mow-na-120-lecie-kina/>, dostep: 31.05.2022.

do 1993 roku.
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Wryniki tej ankiety nie réznily sie zasadniczo od tej z ,,Kwar-
talnika Filmowego’, na liScie znalazly si¢ filmy Wajdy, Munka, Hasa,
Kawalerowicza, Kieslowskiego, a takze — Koterskiego i Pawlikowskie-
go[6]. Kanon, a raczej potrzeba kanonu, wykazuje si¢ stabilnoscia,
o czym $wiadczg i inne ankiety oraz towarzyszgace im zastrzeZenia oraz
zdystansowane opinie[7].

Jak jednak odnies$¢ si¢ do tej kwestii w sytuacji badania widow-
ni? Nie moze w tym przypadku raczej chodzi¢ jedynie o bezposrednie
odniesienie do kanonu ustalonego przez specjalistow, ale o spoleczne
jego rozumienie, o to, co si¢ nan sktada w §wiadomosci badanych, jak
definiujg oni to pojecie.

Celem artykutu bedzie analiza wynikéw badania, ktdre przepro-
wadzono w ramach badan spotecznych zrealizowanych w 2019 roku
przez interdyscyplinarny zespdt badawczy Uniwersytetu SWPS na
zlecenie Filmoteki Narodowej — Instytutu Audiowizualnego. Naczel-
nym celem calego projektu bylo zbadanie wiedzy Polakéw o polskim
filmie, sposobow kontaktu z polskim filmem, jego ocena i odbiér oraz
spoleczne zréznicowanie praktyk kulturowych zwigzanych z polskim
filmem. Jednym z celéw szczegdtowych bylo zbadanie znajomosci fil-
moéw stanowigcych kanon i opinii na ich temat. Wyniki tej czesci badan
nie zostaly jeszcze opisane|[8], a stanowig interesujacy wktad do badania
wspolczesnej polskiej widowni filmowe;j.

Punktem wyjscia jest — zadane ze $wiadomo$cig szeregu toczg-
cych si¢ w tym obszarze dyskusji teoretycznych - pytanie o spoteczne
funkcjonowanie konstruktu zwanego kanonem filmowym. Wedlug
oksfordzkiego stownika filmoznawczego kanon to ,grupa filméw
uznawanych przez autorytety, w tym krytykéw i twércow filmowych,
za najbardziej jakosciowe i posiadajace nieprzemijajaca warto$¢”[9].
Natomiast kiedy o kanon zapytamy w kontekscie nauk spotecznych,
istotna stanie si¢ niewatpliwie jego rola w ksztaltowaniu tozsamosci
i kulturowej pamieci, ze wzgledu na tradycje i role w podtrzymywaniu
kulturowej ciggtosci[10]. Definicje kanonu przyjmujemy zatem wstepnie
za propozycja Andrzeja Szpocinskiego:
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[6] Por. odnoszacy si¢ do tej ankiety interesujacy
tekst: K. Klejsa, Dlaczego 12 na 120? - czyli o kanonach
i ,listomanii”, <http://old. kinomuzeum.pl/dlacze-
go-12-na-120-czyli-o-kanonach-i-listomanii/>, dostep:
31.05.2022.

[7] Por. takze np. ,Zlota dziesigtka” polskiego kina. Na
rok 2000, Tarnéw 2001 (byta to publikacja stanowica
wyniki ankiety skierowanej do krytykéw, teoretykow

i historykow filmu, w ktdrej wzieto udziat 68 osob);

A. Helman, 100 arcydziel kina, Krakéw 2000; dyskusja
Krytyka filmowa wobec kanonu, ,Pleograf. Kwartal-
nik Akademii Polskiego Filmu” 2017, nr 4, <https://
pleograf.pl/index.php/z-warsztatu-krytyka-filmowa-
-wobec-kanonu/>, dostep: 31.05.2022.

[8] Por. M. Czeénik, B. Giza, M. Wenzel, A. Kwiat-
kowska, M. Zerkowska-Balas, Polacy o polskich
filmach. Opinie Polakéw o polskim kinie i ich postawy
wobec polskiej produkcji filmowej. Badania spoleczne,
Warszawa 2021. Raport dostepny na: <https://fina.gov.
pl/wp-content/uploads/2021/03/FINA_Raport_Pola-
cy-o-polskich-filmach_FINA%Cs5%81_030321.pdf>,
dostep: 12.01.2022.

[9] A. Kuhn, G. Westwell, Oxford Dictionary of Film
Studies, Oxford 2012, s. 59.

[10] Pamie¢ kulturowa definiowana za: J. Assmann,
Pamigc kulturowa. Pismo, zapamigtywanie i tozsa-
mos¢ polityczna w cywilizacjach starozytnych, przel.
A. Kryczynska-Pham, Warszawa 2008.
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kanon to taka szczegélna czeé¢ tradycji, ktéra w powszechnym przekonaniu
czlonkéw zbiorowosci obowigzuje wszystkich jej uczestnikow, a ponadto
dziedziczona ma by¢ z pokolenia na pokolenie. Kanon zatem jest zawsze
jako$ odniesiony do przeszlosci i projektowany w przyszlo$¢[11].

Przyjmujemy ja wszak z zastrzezeniem, ktére sformutowat Le-
szek Szaruga, o tym, jakiej zbiorowosci sprawa dotyczy, ,jak definiuje
swa tozsamo$¢ kto$, kto zmierza do okreélenia kanonu, co w globa-
lizujacej sie przestrzeni kultury nie jest juz dzis wcale oczywiste”[12].
Sytuacje nieoczywiste, spory powstaja na tle historii, religii, geografii
i innych obszaréw majacych wplyw na procesy budowania tozsamo-
$ci, ktora z kanonem laczy sie nierozerwalnie. Nie wdajgc si¢ wszakze
w te dyskusje, uznajemy, ze kanon istnieje jako struktura dynamicz-
na, jednocze$nie odwolujaca si¢ do archetypdéw jako ,,zrodet zjawisk
uwazanych za elementarne dla [danej — przyp. aut.] kultury”[13], ktére
pozostajg niezmienne, i do ulegajacych przemianom aktualnych histo-
rycznie zespoloéw wyobrazen o wlasnej tozsamosci, obecnych w danej
zbiorowosci.

Jak zauwaza Piotr Zwierzchowski, ,,nawet jesli akceptuje sig ist-
nienie kanonu jako pewnego zbioru tekstéw kultury, coraz silniejsze
jest przekonanie o jego plynnosci i zmiennosci’[14]. Chodzi nie tylko
o poczucie relatywnosci, lecz takze o wymiennos$¢ kanonu i archiwum.
Zwierzchowski odwoluje si¢ do ustalen Aleidy Assmann, wedtug ktorej

[...] elementy kanonu, jesli zestawi¢ je z elementami archiwum, moga zo-
sta¢ ,wydzielone” i ponownie zinterpretowane (jest to metoda stosowana
przez nowy historyzm). Elementy kanonu mogg znikng¢ w archiwum,
a elementy archiwum zosta¢ odkryte na nowo i wlaczone do kanonu, co
dowodzi wzajemnego oddzialywania tych dwéch dziedzin, ktére tworzg
dynamike pamieci kulturowej i utrzymuja jej energie w ciaglym ruchu([15].

Assmann zwraca takze uwage na kwestie, ktora i dla opisywa-
nych przez nas badan spotecznych ma istotne znaczenie: mimo swej
zmienno$ci, pozostaja niezbednymi narzedziami w procesie edukacji,
bez ktérych nie mogtyby zosta¢ ustanowione dyscypliny naukowe
ani programy nauczania[16]. Dlatego zgadzamy si¢ z Piotrem Zwierz-
chowskim -

niewatpliwie kanon [...] zaklada uniwersalno$¢ przekazu, przekraczajaca
wymiar historyczny. Stuzy takze budowaniu tozsamosci, zapewnia lad,
umozliwia komunikacje. Z drugiej strony przyczynia si¢ do rekonstru-
owania istniejacych hierarchii i systemu wladzy (przemoc symboliczna,

[11] A. Szpocinski, Kanon kulturowy, ,Kultura i Spo-  teorig a praktykg edukacyjng, red. A. Rypel, D. Ja-

leczenstwo” 1991, t. 35, nr 2.

strzebska-Golonka, Bydgoszcz 2018, s. 307.

[12] L. Szaruga, Kanon jako przestrzet porozumie- [15] A. Assmann, Kanon i archiwum, przet. A. Kona-
nia, w: Kanon i obrzeza, red. 1. Iwasiow, T. Czerska, rzewska, [w:] eadem, Miedzy historig a pamigcig. An-

Krakéw 2005, s. 125.
[13] Ibidem, s. 134.

tologia, red. naukowa i postowie M. Saryusz-Wolska,
‘Warszawa 2013, s. 85.

[14] P. Zwierzchowski, Kanon filmowy a edukacja, [16] Ibidem, s. 79.
[w:] Istnie¢ w kulturze. Istnie¢ w kulturach. Miedzy
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szkota, podreczniki, programy), ogranicza rozwéj sztuki, narzuca sposoéb jej
recepcji. Stanowi jedno z narzedzi systemu, stuzacych do zachowania jego
cigglosci. Ewentualne zmiany moga odbywac sie jedynie w jego ramach[17].

Zdaje sig, ze ten wla$nie aspekt kanonu, zwigzany przeciez z jego
potencjatem edukacyjnym, jest jedng z przyczyn, dla ktérych nad ka-
nonem tocza si¢ nieraz tak zawziete dyskusje.

Oscylujg one migdzy postawami ataku i obrony, a wynikajg z za-
chodzacych w kulturze przemian[18], a dokladniej z reakcji rozmaitych
myslicieli na te przemiany. Atak na kanon wiaze sie z przekonaniem, ze
jest on silny, represywny, elitarny czy patriarchalny, obrona za$ skupia
sie na argumentacji rysujacej ponury obraz cztowieka wspoétczesnego,
ktéry w sytuacji zaniku kanonu pozbawiony zostaje drogowskazdw
intelektualnych, estetycznych czy wrecz epistemologicznych i ,,bta-
dzi na mapie nieprawomocnych czy falszywych odczytan, towi cienie
«nieobecnego» czy «niewyrazalnego», coraz bardziej oddajac si¢ we
wladze pustki”[19]. Obie postawy pozostajg wobec siebie w opozycji, ale
przeciez mozna je takze traktowac jak wyraz tej samej troski: obrony
tego, co wazne, ale stabe i kruche, przed tym, co dominuje i wlada.
Dla atakujgcych kanon opresorem jest wladza, realizujaca swoj interes
poprzez narzucanie okreslonej linii dyskursu, za$ dla bronigcych takim
opresorem s3 sily, ktore chcg zerwad trwale — w ich przekonaniu - wiezi
o charakterze uniwersalnym, tradycyjnym, odwiecznym. Dlatego racje
ma Andrzej Skrendo, piszac co prawda o literaturze, ale uwage te mozna
z tatwoscig odnie$¢ i do filmu:

kanon to nie tyle przedmiot sporu, ile jego miejsce, miejsce, w ktérym
zawezlaja sie nie tylko fundamentalne pytania dotyczace literatury, ale
najwazniejsze pytania spoteczne i polityczne: czym jest literatura? co to
znaczy by¢ krytykiem i badaczem? jak wychowywac¢ przez literature? co
winni$my sadzi¢ o naszej historii i na czym polega zwigzek miedzy prze-
sztoécig a terazniejszo$cia? kim jeste$my, a kim chcemy by¢? - a wreszcie -
co to znaczy by¢ Polakiem?[20]

Ten aspekt kanonu zdaje si¢ najbardziej frapujacy: kanon jako
przestrzen porozumienia, tworzony przez zbiorowos¢, ktéra go usta-
nawia, ale tez ktorej tozsamo$¢ 6w kanon tworzy. Przestrzen oznacza
wielo$¢ i wielopoziomowo$¢ relacji, rézne zakresy porozumienia, ale
nawet jesli kanon pozostaje ze swej natury dynamiczny, zalezny od
osi czasu oraz szeregu innych zmiennych, to w swej zmiennosci nie
moze przekroczy¢ granicy, poza ktora zbiorowos¢ utracitaby zdolnos¢
wzajemnej komunikacji, czyli jezyk, podswiadomie rozumiany przez
wszystkich jej czlonkéw, a ktdry Szaruga okresla ,,praktykowaniem
kanonu”. Polega ono na istnieniu pewnej wspolnoty wartosci, postaw
i wyobrazen, na przyklad generacyjnej, ktéra wywoluje wzajemne

[17] P. Zwierzchowski, op.cit., s. 308. [19] P. Sliwinski, Przygody z wolnoscig, Krakoéw 2003,
[18] Por. J. Swiech, Burze wokét kanonu/kanonéw, S. 41.
[w:] Kanon i obrzeza, op.cit., s. 13-27. [20] A. Skrendo, Kanon i lektura, [w:] Kanon i obrze-

za, op.cit., s. 69.
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[21] L. Szaruga, op.cit., s. 132.
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porozumienie niezaleznie od stopnia znajomosci konkretnych wy-
twordw kultury (tekstow, filmow, piosenek itp.) dw kanon tworzacych.
W tym sensie kanon istnieje, cho¢ historycznie pozostaje zmienny - jest
przeciez tworzony w danym momencie historycznym przez pewna
rame mozliwosci wyboru z calego dorobku kultury narodowej. Co
jednak wiecej, mimo zmiennosci historycznej kanonu i jego otwartosci
na dodawanie czy ujmowanie konkretnych dziel, posiada on pewne
»miejsce wspdlne’, ,nieredukowalne jadro” ,Jego istnienie gwarantuje
mozliwo$¢ porozumienia, jest swego rodzaju ostateczng instancja od-
wolawczg, rdzeniem tozsamosci kultury zbiorowosci’[21]. Okreslenie
tego jadra jest takze kwestig okreslonego momentu dziejow, nie jest
statyczne, ale proces jego przemian musi mie¢ charakter pewnej ciagto-
$ci - inaczej zagrozeniu ulega zdolnos$¢ porozumienia kolejnych poko-
lert danej zbiorowosci. Szaruga pozostaje na gruncie badan literackich,
dlatego kanon (i skladajace si¢ nan archetypy), o ktérego istnieniu jest
przekonany, sytuuje si¢ na styku epoki antycznej i chrze$cijanistwa. Sy-
tuacja filmu polskiego, jego szczegolnos¢ polegajaca miedzy innymi na
silnych zwiazkach z literatura[22], uprawnia - jak sadzimy - do odwo-
tywania si¢ takze i do ustalen oraz osiggnig¢¢ badawczych tej dziedziny,
jako pomocnych ze wzgledu na mozliwosci stosowania z powodzeniem
tych samych metod i narzedzi.

Zanim jednak zajmiemy si¢ kanonem filmowym jako przed-
miotem badania spotecznego, odwotamy si¢ do typologii pojecia, ktéorg
przedstawila Janina Kurczewska:

Mozna wyr6zni¢ trzy ujecia kanonu. Odwolujac si¢ do metafor, okreslimy
je nastgpujaco: wedle pierwszej kanon to twdr niewidzialnej reki dziedzi-
ctwa narodowego, muzeum arcydziel narodowych, wedle drugiej - lista
mod narodowych, najpopularniejszych w danym momencie przejawow
polskosci (dziel, postaci, wydarzen), wedle trzeciej — oferta ideologiczna
politykdw i wyobrazona przez nich reprezentacja intereséw i wartosci
spoleczenstwa narodowego, cato§¢ wzordw, ktérych moc obowigzywania
zalezy od stopnia uprzywilejowania politykéw w dyskursie publicznym,
od sytuacji, w jakiej znalezli si¢ politycy i obywatele w panstwie i spote-
czenstwie narodowym/[23].

Kiedy pytaliémy badanych o rozpoznawalno$¢ filmoéw, kiero-
wali$my si¢ takim wlasnie, tréjujeciowym rozumieniem tego pojecia.

Pytania, ktére mozna sobie zada¢, brzmig: dla kogo jest kanon?,
dla kogo sg listy, rankingi, podsumowania wszelkich best of? Jeszcze
inna kwestia zdaje si¢ komplikowa¢ sprawe. To, co klasyczne, nie jest
jak sie zdaje tozsame z tym, co kanoniczne. Zdanie to odwotuje do
wypowiedzi amerykanskiego badacza Rogera Lundina, ktéry wystapit
z gwaltowna obrong klasyki literackiej w okresie, gdy rewizji podda-
wany byl jej kanon. Klasyka pozostaje to, co niezmienne, kanon za$

[23] J. Kurczewska, Kanon kultury narodowej,

[22] Por. m.in. M. Hopfinger, Literatura i media. Po [w:] Kultura narodowa i polityka, red. ]. Kurczewska,

1989 roku, Warszawa 2010.

Warszawa 2000, s. 34.
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ulega ciaglej zmianie i pozostaje kategoria pochodng w stosunku do
zmian spolecznych, politycznych, ekonomicznych, nawet religijnych.
W swojej rozprawie Lundin staje po stronie klasyki takze dlatego, ze
uwaza kanon za kategorie, ktorej nie mozna ufaé, stworzong czesto
doraznie i intencjonalnie, a wiec arbitralnie[24]. Uwage zwraca tutaj
kwestia wykluczajacej natury kanonu, ktdry powstaje jako wyraz stanu
spoleczenstwa, jako kategoria kultury i dlatego jest z jednej strony na-
rzedziem wrazliwym, poniewaz i sama kultura ulega ciggtlym zmianom,
niepewna swojego statusu, z drugiej za$ — dosy¢ precyzyjnym, pozwala
bowiem definiowaé kulture, ktéra go tworzy, nazywac jej priorytety,
imponderabilia oraz to, o czym chce ona zapomnie¢, co chce wyjaé poza
nawias, wykluczy¢ wiasnie. Kanon, czyli lista ,,lektur obowigzkowych”,
czy to literackich, czy filmowych, czy z dziedziny sztuk plastycznych,
jest zestawem tytulow i nazwisk, ktére w danym momencie na osi cza-
su uwazane s3 z jakiego$ powodu za kluczowe, obowigzkowe wlasnie
dlatego, ze ich wspolna znajomo$¢ ma ksztaltowaé grupy spoleczne
o okreslonym zestawie ulokowanych w §wiadomosci i pod$wiadomosci
artefaktow i skojarzen. I odwrotnie — wyrzucenie poza kanon oznacza
usunigcie z tego rezerwuaru, zapomnienie, odrzucenie.

Postawa ta, wigzaca kanon i klasyke z tozsamoscig, bliska jest
tej zawartej w artykule Leszka Szarugi i wyraza przekonanie, ktore
podzielamy, o istnieniu pewnego rodzaju wspolnego mianownika, ,,ja-
dra’, ktére powinno warunkowaé wzajemne porozumienie w ramach
zbiorowosci. Przekonanie to postanowilismy podda¢ probie w bada-
niu, a swoje badawcze motywacje opisaliémy we wstepie do raportu
syntetyzujacego wyniki:

Refleksja nad opiniami Polakéw o polskim kinie i ich postawami wobec

niego nie jest bardzo bogata, szczegélnie jesli idzie o badania spoleczne.

Opinii publicznej, ale takze decydentom, interesariuszom i innym zainte-

resowanym osobom brakuje doktadnych, systematycznych, calosciowych

opracowan. Za malo wiemy na temat tego, co Polacy mysla o polskim
kinie i polskich filmach, w jaki sposéb ,,obcujg” z polskim kinem, jak

z niego ,,korzystajg”, co w nim lubig, a co ich w nim zloéci czy denerwuje

itd. Za malo wiemy tez o roli i miejscu kina polskiego na mapie praktyk

kulturowych Polakdw, czy jego znaczeniu dla polskiej kultury (znaczeniu
subiektywnym, spostrzeganym przez zwyktych Polakéw, a nie specjalistow,
filmoznawcéw, badaczy kultury i filmu)[25].

Refleksje te postanowiliSmy skonfrontowaé z opiniami o rozu-
mieniu kanonu, formulowanymi zwlaszcza przez $srodowisko specjali-
stow i zapytad, na ile opinie te sg zgodne, na ile za$ te pierwsze ulegaja
dalece idacej weryfikacji w zetknieciu ze spoleczng praktyka. W tym
kontekscie zadanie pytania o postawe widowni nie tyle wobec tych
list czy rankingéw, ile wobec samych filméw, a takze o jej, widowni,

[24] R. Lundin, The Classics are not the Canon, [25] M. Cze$nik, Wstep, [w:] M. Czesénik et al., op.cit.,
<https://www.catholiceducation.org/en/education/ s. 9.

catholic-contributions/the-classics-are-not-the-

-canon.html>, dostep: 4.01.2022.
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rozumienie kanonu - staje si¢ frapujace poznawczo, ale i konieczne
z kilku wzgledow: od rozwazan o kanonie jako obszarze spotecznego
porozumienia, poprzez zbiorowg pamieé kulturowg w kontekscie ka-
nonu, po kwestie tozsamosci narodowej i grupowej, jaka kanon powi-
nien w zalozeniu ksztaltowac. Oraz o to, czy zalozenia te moga zosta¢
w rezultacie potwierdzone.

Badanie zostalo przeprowadzone za pomocy ankiety zreali-
zowanej na ogdlnopolskim internetowym panelu badawczym przez
firme 4P. W badaniu zastosowano losowo-kwotowy dobér préby
(N=1000). Struktura demograficzna proby pod wzgledem plci, wieku,
wyksztalcenia, regionu geograficznego i wielkosci miejsca zamieszkania
wzorowana byta na strukturze demograficznej populacji Polski. Badanie
zostato zrealizowane w dniach 27.11-4.12.2019 roku. Kwestionariusz
ankiety przygotowano na podstawie kwerendy filmoznawczej oraz
danych uzyskanych z badan jakosciowych. Zawierat 63 pytania, w tym
pytania jednokrotnego wyboru, okreslanie pozycji na skali, pytania
zlozone, np. wielokrotnego wyboru, otwarte i macierzowe. Niniejszy
artykul zawiera wyniki dwoch czesci: testu znajomosci filmow za-
liczonych przez zespét do kanonu oraz spotecznej definicji kanonu,
ktéry zoperacjonalizowano jako wplyw na kulture polska i §wiatowa.
W obu przypadkach respondenci samodzielnie formutowali odpowie-
dzi, a wiec wpisywali tytuly filméw do formularza.

Pytania badawcze dotyczyly znajomosci, obecnosci i spotecznej
definicji kanonu filmowego w $wiadomosci spotecznej: czy polski widz
rozpoznaje filmy zajmujace w opinii srodowiskowej (udokumentowanej
np. rankingami, zwlaszcza eksperckimi) poczesne miejsce w historii fil-
mu? Filmy, z ktérych okreséw i nurtéw (np. szkota polska, kino wojenne
etc.), utrwalily sie¢ w swiadomos$ci zbiorowej i jakie czynniki réznicuja
te $wiadomosc? Ktore filmy spoleczenstwo uznaje za najwazniejsze dla
dorobku kulturowego?

Kiedy pytalismy badanych o znajomo$¢ danych tytuléw, nie
kierowali$my sie w bezposredni sposéb jednym, konkretnym zesta-
wieniem kanonu, cho¢ zestawienia filméw ,kanonicznych” bralismy
rzecz jasna pod uwage. Interesowala nas takze — zgodnie z typologia
Kurczewskiej - szersza lista filmow, uwzgledniajaca ,muzeum arcydziet
narodowych’, a takze ,lista mod narodowych, najpopularniejszych
w danym momencie przejawéw polskosci (dziel, postaci, wydarzen)”
oraz te, ktére sktadaty sie na

oferte ideologiczng i wyobrazong przez nig reprezentacje interesow i war-
toéci spoleczenstwa narodowego, calo$¢ wzoréw, ktorych moc obowiazy-
wania zalezy od stopnia uprzywilejowania politykéw w dyskursie pub-
licznym, od sytuacji, w jakiej znaleZli si¢ politycy i obywatele w panstwie
i spoteczenstwie narodowym|[26].

[26] J. Kurczewska, op.cit., s. 34.
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Stowem, w czasie badania towarzyszylo nam pytanie o to, czy
i w jaki sposdb polskie kino funkcjonuje w swiadomosci zwyklych
odbiorcéw oraz czy istnieje ,,wspdlny mianownik”, potencjalne pole
porozumienia budowane przez to kino.

Liste testowanych filmow ustalil zespot badawczy w procesie
kilkustopniowej procedury. Na wstepnym etapie przeprowadzilismy
kwerende wynikéw ogladalnosci filméw w réznych okresach. Na-
stepnie uwzgledniliémy wplyw mierzony miedzynarodowymi pre-
stizowymi nagrodami. Wreszcie, zesp6! wyselekcjonowat z szerokiej
listy reprezentatywne przyktady z réznych epok, positkujac si¢ wiedza
ekspercka wlasng i pracownikéw Filmoteki Narodowej (lista tytutow -
Tabela 1).

Nasze hipotezy dotycza segmentacji ze wzgledu na istotne para-
metry socjologiczne. 1) Pierwszy zestaw hipotez dotyczy wptywu kapita-
tu spolecznego na swiadomos¢: osoby wyksztalcone, jak przypuszczamy,
maja lepsza orientacje za sprawg swoich kompetencji kulturowych,
a mieszkancy duzych oé$rodkéw miejskich lepiej rozpoznajg filmy za
sprawa dostepu do kin, a takze w zwigzku z szerszg ofertg ustug me-
dialnych. 2) Po drugie, uwzglednilimy w analizach wiek: osoby starsze
moga lepiej rozpoznawac¢ filmy dawniej nakrecone, a wiec te, ktére
towarzyszyly im przez duzg cze$¢ zycia. Jest to wigc w istocie wplyw
kohorty i zwigzanej z epoka socjalizacji, nie za$§ wieku biologiczne-
go. 3) Wreszcie, religijno$¢ moze odgrywac role w przypadku filméw
zajmujgcych sie kwestiami wiary i Ko$ciota. Dodatkowo w analizach
uwzglednili$émy pte¢, jako standardowa zmienng spoteczno-demogra-
ficzng i korelat innych testowanych czynnikéw.

Rozpoznawalno$¢

Empiryczne badanie obecno$ci kanonu filmowego w spotecznej
$wiadomosci rozpoczeliémy od ustalenia poziomu rozpoznawalno$ci
wybranych dziet filmowych. Respondentom pokazano fotos z filmu
ukazujacy znang sceng i poproszono o samodzielne podanie tytutu
filmu. Odpowiedzi klasyfikowali$my jako poprawne i niepoprawne
(a wiec niestanowigce wlasciwego tytutu filmu). Trzeba jednak zazna-
czy¢, ze niepoprawna odpowiedz nie musi oznacza¢ ignorancji. Po
pierwsze, przedstawione fotosy, cho¢ charakterystyczne, mogly jednak
kojarzy¢ si¢ z innymi filmami, zwlaszcza jezeli pokazywaly popularnego
aktora w charakterystycznej roli. Po drugie, wielu widzéw wlasciwie
rozpoznawalto epoke, typ roli, aktora lub cykl filmowy (np. rozpo-
znawalo ,,Marysi¢” w filmie Poszukiwany, poszukiwana; mylito Pana
Wotodyjowskiego i Potop). Nie réznicujemy wiec rozpoznan stupro-
centowo poprawnych (tytul we wlasciwym brzmieniu) i czgsciowo
poprawnych (tytul znieksztalcony, np. Swir zamiast Dzieri swira; roz-
poznanie rezysera, aktora grajacego gléwna role, postaci lub cyklu).
Mamy tez swiadomo$¢, ze bledne rozpoznanie mogto wynika¢ z winy
badaczy - wyniki bylyby inne przy prezentacji innego fotosu. Przyj-
mujemy wigc, Ze rozpoznanie $wiadczy o subiektywnej swiadomosci
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badanych, poniewaz podanie cz¢$ciowo poprawnej odpowiedzi czgsto
wiaze si¢ ze znacznym poziomem kompetencji.

Miejsce komedii Juliusza Machulskiego w powszechnej $wia-
domosdci nie budzi watpliwosci. Seksmisja to najlepiej rozpoznawany
film spo$réd umieszczonych na liScie, wiekszo$¢ rozpoznaje tez Kilera.

Krzyzacy i Potop to produkcje, ktére obejrzato po kilkadziesiat
milionéw o0sob, gléwnie w okresie PRL. Krzyzacy to film rozpoznawa-
ny przez dwie trzecie dorostych. Jesli chodzi o Potop, przedstawione
zdjecie poprawnie skojarzylto z tym filmem mniej badanych, jednak
wérdéd odpowiedzi wskazujacych na inne tytuty zdecydowana wigkszo$¢
wskazywala pozostate czesci Trylogii (czesciej Ogniem i mieczem niz
Pana Wolodyjowskiego), czasem tez respondenci wpisywali Trylogie
jako calos¢. Tak tez chyba nalezy mysle¢ o tym cyklu: funkcjonuje on
w spotecznej swiadomosci jako jeden rozbudowany obraz. Co ciekawe,
wsrod innych biednych rozpoznan czasem filmy te identyfikowano na
krzyz: Krzyzakéw jako Trylogie i vice versa.

Tabela 1. Rozpoznawalno$¢ filméw. Dane w %

Czg$ciowo Trudno
Tytul Poprawne poprawne lub powiedzie¢
niepoprawne
Seksmisja 82,4 1,8 15,8
Potop* 30,0 46,5 23,5
Krzyzacy 67,5 4,9 27,6
Kiler 56,7 11,5 31,8
Noce i dnie 56,7 6,7 36,6
Listy do M. 54,0 7,3 38,7
Dzien Swira 50,9 7,6 41,5
Kler 54,0 4,2 41,8
Rejs 51,7 3,7 44,6
Poszukiwany, poszukiwana 36,0 10,6 53,4
Zakazane piosenki 32,7 7,6 59,7
Drogéwka 22,4 11,9 65,7
Psy 21,8 11,4 66,8
Polityka 23,8 7,5 68,7
Czlowiek z marmuru** 8,4 18,1 73,5
Popiét i diament 16,5 9,4 74,1
Zimna wojna 14,2 10,3 75,5

* W niepoprawnych: Ogniem i mieczem 23,6%; Pan Wolodyjowski 11,6%.

** W niepoprawnych: 14,1% jako Czlowiek z zelaza lub Czlowiek z...

Dane posortowano rosnaco wedlug odsetka oséb deklarujacych nieznajomos¢ filméw ze
wzgledu na brak jednoznacznych kryteriow oceny cze$ciowej poprawnosci rozpoznania.

Zrédlo: Opracowanie wlasne.
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Wigkszo$¢ respondentédw potrafi rozpoznaé Noce i dnie - film
(i serial) niegdy$ bardzo znany, wielokrotnie nagradzany i nominowa-
ny do Oscara, jednak obecnie rzadziej emitowany. Niemniej jednak
pamie¢ o nim jest silna. Bardzo dobrze pamietaja komedie z czaséw
PRL - Misia i Rejs, a nieco stabiej drugi sposrdd filméw Stanistawa
Barei na liScie — Poszukiwany, poszukiwana. Komedie z czasu PRL s3
bardzo dobrze rozpoznawane przez widzdéw.

Warto zauwazy¢ bardzo dobrg rozpoznawalnos¢ filmu Kler, jed-
nego z najnowszych filméw na liscie. Jest to film o najwiekszej ogladal-
nosci kinowej w ostatnich latach - jak wida¢, jego rozpoznawalno$é
rozciaga si¢ takze na szerokie kregi spoleczne. Na ten wynik wplyw
mogl mie¢ moment przeprowadzenia badania, kiedy ciagle trwaly
ozywione dyskusje nad spotecznymi aspektami odbioru tego filmu.

Na koncowych miejscach na liscie rozpoznawalnych filméw
znajduja sie¢ ambitne dzieta docenione przez ekspertow i krytykow,
zaliczane przez nich do kanonu. Pokazaliémy fotosy z dwdch filmow
Andrzeja Wajdy: Popiotu i diamentu i Czlowieka z marmuru. W obu
przypadkach niemal trzy czwarte badanych nie potrafilo udzieli¢ od-
powiedzi. Czlowiek z marmuru i Czlowiek z zelaza traktowane sg czesto
jako odcinki jednej cato$ci, respondenci czasem rozpoznawali film jako
Czlowiek z..., czgsto tez mylili oba filmy - co zrozumiate, biorac pod
uwage tematyke i podobna obsade. Stosunkowo niewielu ankietowa-
nych rozpoznaje tez niedawnego kandydata do Oscara, Zimng wojne
Pawta Pawlikowskiego.

Segmentacja

Segmentacja pokaza¢ ma poziom rozpoznawalnosci tytulow
w poszczegolnych grupach spolecznych. W analizie wielozmiennowe;j
uwzgledniamy wptyw kategorii spoleczno-demograficznych i szacuje-
my wplyw netto poszczegélnych czynnikéw na poziom rozpoznawal-
nos$ci. Wyniki zamieszczone sg w Tabeli 2.

Zmienna zalezna to rozpoznanie tytulu (podanie odpowiedzi
tekstowej na pytanie), a wiec nieudzielenie odpowiedzi ,trudno po-
wiedzie¢”. Zmienne niezalezne to: wyksztalcenie wyzsze (referencyjne:
inne niz wyzsze), pte¢, wiek, miejsce zamieszkania (2 zmienne binarne:
zamieszkiwanie na wsi, zamieszkiwanie w miescie powyzej 100 tys.
mieszkancow) oraz religijno$¢ (uczestnictwo w praktykach raz w ty-
godniu lub czesciej). W analizach uzylismy modeli regresji logistycznej.
W tabeli podane sg wartosci ilorazu szans (exp. (B)). Wartosci powyzej
1 oznaczajg relatywne zwigkszenie prawdopodobienistwa wystapienia
zjawiska (zmiennej zaleznej) dla rosnacych wartosci zmiennej niezalez-
nej, wartosci ponizej 1 - zmniejszenie prawdopodobienstwa. Warto$ci
referencyjne to te, wobec ktdrych oblicza sie prawdopodobienstwo wy-
stapienia zdarzenia, a wigc na przyklad - istotne statystycznie warto$ci
powyzej 1 w Tabeli 2 dla zmiennej ,,Miejsce zamieszkania” oznaczaja,
ze w miastach powyzej 100 tys. dany film jest lepiej rozpoznawany niz
w miejscowo$ciach mniejszych niz 100 tys. mieszkanicéw; dla zmienne;j
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~Wyksztalcenie” - ze osoby z wyksztalceniem powyzej sredniego lepiej

rozpoznajg dany film niz pozostali; dla zmiennej ,,Ple¢” - ze mezczyzni
cze$ciej rozpoznajg niz kobiety. Wartosci ponizej 1 oznaczajg wigksza
rozpoznawalno$¢ w grupie referencyjne;j.

Pierwszy wniosek to bardzo rozna sita predykcyjna modeli dla
poszczegdlnych filméw. Generalnie mozna stwierdzié, ze najwiecej
wariancji wyjasniaja modele dla filméw starszych. Najwyzsze war-
tosci R kwadrat otrzymali$émy dla takich filméw z odleglych lat PRL,
jak: Noce i dnie, Zakazane piosenki, Czlowiek z marmuru, Rejs i Popiot
i diament, natomiast najnizsze dla stosunkowo nowych: Polityka, Kler,
Drogéwka i Zimna wojna, jak tez dla nieco starszych, ale nakreconych
juz wIII RP (Psy, Kiler). Wyjatkiem jest tu najlepiej rozpoznawany film
(Seksmisja) — niska sila predykcyjna modelu wynika z powszechnej
znajomosci tego tytulu.

Hipotezy dotyczace segmentacji w duzej mierze si¢ potwierdzaja.
Osoby z wyzszym wyksztalceniem ponadprzecigtnie czesto rozpoznaja
prawie wszystkie filmy (z wyjatkiem Listéw do M.). Oznacza to, ze wy-
ksztalcenie i zwigzane z nim kompetencje kulturowe znajduja wyraz
w znajomosci filméw, ktére zaliczono do kanonu.

Zamieszkiwanie w duzym lub wielkim mie$cie zwigksza prawdo-
podobienstwo rozpoznania wszystkich filméw z wyjatkiem takich tytu-
Yow, jak: Krzyzacy, Psy, Polityka i Drogéwka. Tym samym, w wigkszo$ci
przypadkow potwierdza sie rola czynnikdw, takich jak dostepnosé kin
oraz szersza oferta ustug audiowizualnych.

Wiek oddziatuje zgodnie z oczekiwaniami: osoby starsze lepiej
znajg dawno nakrecone filmy, takie jak np. Popiét i diament, Potop,
Poszukiwany, poszukiwana czy Rejs, natomiast gorzej — stosunkowo
nowe, jak Drogéwka, Listy do M., Polityka, Dzie#i swira. Jest to wynik
dwdch czynnikéw: wiekszej ekspozycji na te tytuly oraz socjalizacji
(wplyw wycieczek szkolnych, czestotliwos¢ projekeiji).

Megzczyzni w wiekszo$ci przypadkow lepiej orientujg sie w dzie-
dzictwie filmowym niz kobiety. Réznice s3 najwicksze w przypadku
Rejsu. Kobiety czesciej rozpoznaja trzy filmy: Noce i dnie, Potop oraz
Listy do M. (tu roznica na korzys¢ kobiet jest najwieksza).

Nie sprawdzajg si¢ nasze przewidywania dotyczace wptywu
religijnoéci. Ten czynnik stabo oddzialuje; co ciekawe, nie wplywa
W sposob statystycznie istotny na znajomosé Kleru.

Przynalezno$¢ do kanonu kultury rodzimej — w rozumieniu
spolecznym - definiujemy jako wplyw na kulture polska i $wiatowg. Po
pierwsze, respondenci wymieniali dzieta oddzialujace w decydujacym
stopniu na narodowg kulture, a wiec stanowiace jej najwazniejszy zasob.
Odpowiedzi formulowano samodzielnie - nie bylo listy, kazdy mogt
sam wymieni¢ tytuly.

Po pierwsze, na pytania o kluczowe dziela dla kultury polskiej
i $wiatowej odpowiedziala mniejszos¢ (46% i 42%), natomiast wiek-
szo$¢ nie potrafita wymieni¢ zadnego filmu fabularnego. Mozna te
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wyniki interpretowaé jako deklaracje obojetnosci wobec filmu jako
skladnika kultury ze strony przeszto polowy Polakéw. Co ciekawe, cho¢
wyniki te zalezg od wyksztalcenia, nie sg to zaleznosci tak silne, jak
oczekiwalismy. Dla przyktadu, wsréd oséb z wyksztalceniem wyzszym
przynajmniej jeden film wazny dla kultury polskiej wymienilo 59%,
a film ,,Oscarowy” wskazalo 47% badanych. Wiek i pte¢ maja mniejsze
znaczenie. Wyniki analiz zamieszczone s3 w Tabeli 3.

Tabela 3. Zalezno$¢ miedzy czynnikami spoteczno-demograficznymi a posiada-
niem opinii

Procent respondentow
wymieniajacych film
Wyszczeg6lnienie : ;
nakulrurg polsiy | 09 Oscara
Ple¢
Kobiety 44,3% 42.,7%
Mezczyzni 47.3% 41,8%
Wiek
18-30 41,7% 46,6%
31-40 44,7% 42,7%
41-50 46,5% 41,1%
51-60 49,5% 36,8%
61+ 46,9% 43,9%
Wyksztalcenie
Podstawowe lub zasadnicze zawodowe 37,4% 38,5%
Srednie lub pomaturalne 45,5% 41,1%
Wyzsze 58,6% 47,3%

Zrédlo: Opracowanie wlasne.

Tytuly podane przez respondentéw wymienione sg w Tabeli 4.
Trylogia Sienkiewicza, jak si¢ okazuje, pozostaje fundamentem toz-
samosci dla przynajmniej niektérych i - jesli jej czesci potraktowaé
tacznie - najczedciej figurowata wérdd filmow, ktore najmocniej uksztal-
towaly polska kulture wspdlczesng. Wielu respondentéw podawato
Trylogie Sienkiewicza bez rozrézniania kolejnych czesci. Potop jest
najwazniejsza z nich, na drugim miejscu - Ogniem i mieczem. Kolejnym
filmem historycznym sa Krzyzacy, film z ogromng widownia w czasach
wczesnej PRL.

Komedie z czaséw PRL: Sami swoi, Seksmisja, Mis i Rejs zaj-
muja wysokie miejsce w rankingu. Z innych komedii - stosunkowo
czesto wymieniano inny film Juliusza Machulskiego Kiler. Sami swoi
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to najczesciej ogladany film polski w ostatnich latach - w 2004-2019
przecietny Polak widzial go niemal dwa razy w telewizji, nie liczac in-
nych no$nikéw(27]. By¢ moze jest to polski film z najwieksza calkowita
widownig w ogdle.

Sposrdd filmowcow zaliczanych przez srodowisko ekspertow
i krytykow do wielkich artystow kina wyrdznia si¢ w naszej ankiecie
Andrzej Wajda. Na liscie filméw wymienionych przez przynajmniej
1% badanych znalazly sie tytuly, takie jak: Pan Tadeusz, Katyn, Czlo-
wiek z marmuru/zelaza (wielu badanych traktuje te tytuly jako czesci
jednej catosci), Popidt i diament, Kanatl i Ziemia obiecana. Wplyw
Wajdy jest wiec niezwykle trwalym fenomenem - wspominano filmy
nakrecone na przestrzeni przeszlo piecdziesieciu lat (Kanat — rok 1956,
Katyh - 2007).

Na liScie znalazt si¢ jeden film Romana Polanskiego (Pianista),
potraktowany przez widzéw jako film polski. Respondenci wymieniali
tez N6z w wodzie, jednak uzyskal mniej niz 1% wskazan. Pomimo ka-
riery zbudowanej przede wszystkim poza Polska, jego dorobek jest
traktowany jako cze$¢ kultury naszego kraju.

Osobne miejsce zajmuje Marek Koterski, tworca starszego po-
kolenia, ktory jednak do powszechnej swiadomosci przedostat si¢ sto-
sunkowo niedawno. Wymieniano przede wszystkim Dzieri $wira, ale
takze: Nic Smiesznego i Wszyscy jestesmy Chrystusami.

Sposrdd filmowcdw $redniego pokolenia wyrdzniaja sie: Woj-
ciech Smarzowski, Wtadystaw Pasikowski i Pawet Pawlikowski. Szcze-
gblna jest pozycja Smarzowskiego: wérdd czesto wymienianych filméw
znalazly si¢ dwie jego produkcje (Kler i Woly#), przy czym Kler zalicza
sie do najczesciej wskazywanych. Z perspektywy spotecznej roli sztuki
wida¢ wyrazna spoteczng potrzebe krytycznego spojrzenia na role
Kosciota w historii najnowszej, co stanowi o jego popularnosci. Takze
drugi z wymienianych filméw, czyli Wolyn, porusza watki diugo prze-
milczane zaréwno w historiografii, jak i w sztuce. Pawlikowski znany
jest za sprawg dwoch filméw wyswietlanych w ostatnich latach, stano-
wiacych najwieksze sukcesy polskiego kina za granica: Idy (zdobywcy
Oscara) i Zimnej wojny (kandydata). Pasikowski natomiast to rezyser
znany przede wszystkim z jednego tytutu (Psy), cho¢ w wypowiedziach
pojawiato si¢ tez Poklosie.

Wirdd rezyseréw mlodego pokolenia wyrdznia si¢ dwdch zupel-
nie odmiennych twdrcoéw: Patryka Vege i Jana Komase. Ten pierwszy
jest rezyserem filmow szczegdlnie popularnych wsréd mlodej widowni
masowej (dokumentuje to obszerny raport z badania). Oprocz obecne;j
na liscie Polityki respondenci wymieniali takie filmy jak Pitbull, Botoks
i Kobiety mafii. Jan Komasa to najwazniejszy wéréd mlodych repre-
zentant kina artystycznego: oprdocz wielokrotnie nagradzanego Bozego
Ciata wymieniano Miasto 44.

[27] M. Czeénik et al., op.cit.
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Tabela 4. Przynaleznos¢ do kanonu kina polskiego

Prosze¢ poda¢ tyt}ﬂ.y filméw, ktére — w Pana/i opinii — naj- %
bardziej wplynely na polska kulture
Trylogia (Iacznie lub ktory$ z filméw) 14,1
Potop 6,1
Ogniem i mieczem 4.9
Pan Wolodyjowski 2,0
Krzyzacy 11,2
Kler 5,9
Sami swoi 51
Seksmisja 5,1
Mis 5,0
Rejs 4.8
Pan Tadeusz 4,7
Noce i dnie 4,0
Katyn 4,0
Psy 2,9
Pianista 2,8
Cztowiek z marmuru/zelaza 2,2
Popiét i diament 2,2
Kiler 2,0
Polityka 2,0
Trudno powiedzie¢ 542
Mozliwo$é¢ udzielenia do 3 odpowiedzi
W tabeli filmy, ktdre uzyskaly min. 2% wskazan
Pytanie otwarte, respondenci samodzielnie wpisywali filmy

Zrédto: Opracowanie wlasne.

Uzupelnieniem mapy oddzialywania filmu polskiego na kulture
narodowsg jest pytanie o wyr6znienie w kontekscie miedzynarodowym.
W badaniu spytalismy, ktory film zastuguje na Oscara, a wigc nagrode
utozsamiang ze $wiatowg popularnos$cig filmu (Tabela 5). Na tak sfor-
mulowane pytanie wielu widzéw odpowiedzialo, wymieniajac filmy,
ktore zdobyly te nagrode (Pianista, Ida) albo byty do niej nominowane
(Zimna wojna, Boze Ciato, Noce i dnie, Potop).

Lista filmow zastugujacych na uznanie miedzynarodowe w du-
zym stopniu powiela list¢ dziet waznych dla kultury polskiej. Zasadnicza
roznica polega na tym, ze niemal nieobecne sg na niej komedie. Polski
widz zdaje si¢ uznawaé komediowy, satyryczny obraz rzeczywisto$ci
przedstawiony w najpopularniejszych filmach tego gatunku za her-
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metyczny, niedostepny dla widza nieznajacego miejscowych realiow.
Rzeczywiscie, wirdd wielu nagradzanych miedzynarodowo polskich
filméw komedii prawie nie ma.

Tabela 5. Spoleczna ocena polskiego kina w $wiecie

Jakie polskie filmy zastuguja, Pana/i zdaniem, na Oscara? %
Kler 5,9
Ida 5,8
Zimna wojna 3,8
Boze Ciato 3,6
Pianista 3,5
Katy 3,3
Krzyzacy 2,5
Ogniem i mieczem 2,5
Potop 2,1
Trudno powiedzie¢ 57,7
Mozliwo$é¢ udzielenia do 3 odpowiedzi
W tabeli filmy, ktore uzyskaty min. 2% wskazan
Pytanie otwarte, respondenci samodzielnie wpisywali filmy

Zrédto: Opracowanie wlasne.

Interpretujac przedstawione powyzej dane, syntetyzujemy in-
formacje przy wykorzystaniu réwniez pozostatych skladnikéw badania
Polacy o polskim filmie. Filmy najsilniej oddzialujace na §wiadomos¢
masowego widza interesujacego si¢ polskim kinem mozna podzieli¢
na kilka kategorii. Sg to kategorie nierozlaczne, a oddzialywanie jest
nieréwnomiernie rozlozone w spoleczenstwie. Sg to typy idealne, do
ktérych dopasowaé mozna poszczegolne tytuly.

Pierwsza grupa, najmocniej obecna w spolecznej swiadomosci,
to filmy historyczne oparte na literaturze. Prezentujg one wyidealizowa-
ny obraz Polski i Polaka i majg za zadanie Sienkiewiczowskie ,,pokrze-
pienie serc”. Najczestsze zrodla literackie to tworczos¢ Sienkiewicza, ale
takze Dabrowskiej, Prusa, Reymonta, Zeromskiego i Mickiewicza. Do
tej grupy filmow nalezg filmy, takie jak: ekranizacja Trylogii, Krzyzacy,
Noce i dnie, Pan Tadeusz, a takze stabiej obecne: Chiopi, Nad Niemnem
i inne. Najlepiej znane filmy z tej kategorii powstaly w okresie wczes-
nego PRL, cho¢ sa i nowsze (Pan Tadeusz, Ogniem i mieczem). Popu-
larno$¢ zawdzieczajg kombinacji czynnikéw. Po pierwsze, wiekszos¢
filméw z tej grupy nakrecono w okresie, kiedy kino polskie nie miato
konkurencji ze strony produkcji $wiatowej: jedynie nieliczne filmy
z Zachodu wyswietlano w kinach, telewizja dopiero si¢ rozwijala. Filmy
mialy wielomilionowa widownig, poniewaz bylo ich niewiele, chodzity
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na nie wycieczki szkolne, pokazywano je wielokrotnie. Po drugie, op-
arte sg na lekturach szkolnych, a wigc ilustruja postaci i powszechnie
znane wydarzenia opisywane w literaturze. Tekst i film wzajemnie sie
uzupelniaja. Po trzecie, s3 ponadczasowe w sensie politycznym - nie
sa uwiklane w biezace spory, opisujg wydarzenia odlegle w czasie, do
ktérych nawigza¢ moze kazda wladza. Do mitologii stworzonej przez
Sienkiewicza odnoszono si¢ zaréwno w czasie miedzywojennym, jak
i PRL, a takze IIT RP.

Druga grupa to filmy wchodzgce w biezgce spory na temat histo-
rii najnowszej. Ta grupa stanowi przeciwiefistwo pierwszej, jesli chodzi
o obraz spoleczenstwa: Polacy sg pokazywani krytycznie, ujawniane
sa niechlubne karty z historii, bohaterowie staja przed nierozwigzy-
walnymi dylematami. Filmy z tego nurtu sg stabiej rozpoznawane, ale
relatywnie czesto wymieniane wsréd kamieni milowych polskiej kine-
matografii. Najwazniejszy twdrca w tej grupie to Andrzej Wajda. Do
kanonu polskiej kultury zaliczane s3 przede wszystkim jego filmy zwia-
zane z II wojng $wiatowg (Kanaf, Popiét i diament, Katy#) i opozycja
w PRL (Czlowiek z marmuru, Czlowiek z zelaza). Takze Ziemig obiecang
mozna uzna¢ za krytyczny rozrachunek z historig: obraz stosunkéw
spotecznych za wczesnego kapitalizmu w XIX wieku nabral na nowo
aktualnosci po 1989 roku. Wajda jest w spolecznej swiadomosci przede
wszystkim interpretatorem wydarzen z najnowszej historii Polski.

Sposrod miodszych rezyserdéw tego nurtu najwazniejszy jest
Wojciech Smarzowski. Mozna zaryzykowa¢ twierdzenie, ze probuje
wejs¢ w role pozostawiong przez Andrzeja Wajde - ze ma ambicje
interpretowac artystycznie wydarzenia z historii najnowszej naszej zbio-
rowosci. Ten trop sugeruje on sam, filmujac dwukrotnie film pt. Wesele.
Respondenci podawali czasem w odpowiedziach ten tytul, jednak nie
mieli$my mozliwosci stwierdzié, czy chodzi o film Wajdy, czy pierwszy
Smarzowskiego (drugie z ,Wesel” Smarzowskiego weszto na ekrany juz
po przeprowadzeniu badania). Z perspektywy spolecznej $wiadomosci
najwazniejszy film ostatnich lat to Kler. Ukazanie patologii w srodowi-
sku duchownych stanowito dla wielu widzéw wazny moment — wydo-
byto na $wiatto dzienne zjawiska niedopuszczane dotad do dyskursu
publicznego. Krytyczne spojrzenie na spoleczng role duchowienstwa
znalez¢ tez mozna w innym nagradzanym przez krytykow i obecnym
w spolecznej §wiadomosci obrazie — Bozym Ciele Komasy.

Trzecia grupa filméw trwale obecnych w zbiorowej swiadomosci
to komedie z lat PRL. W warunkach cenzury i panstwowego sterowania
kulturg krytyka ustroju realizowata si¢ nie wprost, a poprzez lzejsze
formy. Nie mozna bylo pokazywa¢ systemowych mechanizméw, wiec
$miali$my sie ze skutkow. Seksmisje i Rejs czasem odbierano jako ale-
gorie autorytarnego socjalizmu. Absurdy PRL do dzi$§ nazywa si¢ bare-
izmami, od nazwiska Stanistawa Barei. Filmy tego twdrcy wymieniano
stosunkowo czesto: oprocz Misia, takze: Co mi zrobisz, jak mnie zlapiesz,
Bruneta wieczorowq porg, jak réwniez seriale — Alternatywy 4 oraz
Zmiennikow. Filmy osadzone w realiach PRL wytrzymaty probe czasu,
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poniewaz rézne bareizmy pojawiaja si¢ w III RP w nowej odstonie.
Patologia wladzy przybiera w nowej Polsce formy znane z niedalekiej
przesziosci, wraca propaganda sukcesu i polityka historyczna z czaséw
Gomutki, a rozmaici przedstawiciele wladzy (zapewne nieswiadomie)
nasladujg dawnych towarzyszy partyjnych.

Warto wreszcie zwrdci¢ uwage na kino nieobecne w spolecznej
$wiadomos$ci. Jesli przyjrze¢ sie kanonowi zapomnianemu - lista zdaje
sie znacznie dluzsza niz katalog filméw, o ktérych Polacy pamietajg i do
ktérych wracajg. Stworzylismy kategoryzacje dziel, ktore oddziatujg na
zbiorowo$¢; mozemy tez stworzy¢ liste nieobecno$ci.

Po pierwsze, nie przetrwalo kino uwiklane instrumentalnie
w polityke. Z okresu wczesnego PRL widzowie pamietajg dzieta histo-
ryczne, natomiast prawie calkowicie zapomnieli$my o filmach przedsta-
wiajgcych wspotczesnosé i IT wojne $wiatowg z perspektywy 6wczesnych
wladz. Tworczosé, dla przyktadu, Petelskich, Poreby czy Passendorfera
nie wytrzymala proby czasu. Niektorzy badani wymieniali serial Czte-
rej pancerni i pies i to wlasciwie wyczerpuje pamie¢ filmowa o wojnie
widzianej zgodnie z 6wczesnie obowigzujacymi dogmatami.

Stabo utrwalilo si¢ w pamieci widzéw ambitne kino z czaséw
PRL i transformacji. Oprocz Wajdy artysci kina nie rezonujg u wspot-
czesnego widza, takze tego pamietajacego PRL. W ogdle brak Munka,
Morgensterna, Kawalerowicza z tego okresu (sporadycznie wymiano je-
dynie Quo vadis). Zupelnie wyjatkowo pojawialy sie w wypowiedziach
owczesne filmy Holland (Kobieta samotna), Hasa (Rekopis znaleziony
w Saragossie), Kutza (Sol ziemi czarnej) czy Zanussiego (Iluminacja).
Zaskakuje brak w retrospekcjach filmow Kieslowskiego, bardzo popu-
larnych wlatach 8o. i na poczatku 9o. XX wieku. Czasem wymieniano
Trzy kolory (bez doprecyzowania, o ktéry film chodzi) i Dekalog. Nie
ma Marczewskiego, Bugajskiego i wielu innych. Brak kina moralnego
niepokoju. Wydaje sig, ze kino polityczne nie przetrwalo préoby czasu
ani przy zaangazowaniu po stronie wladzy, ani opozycji. Jesli przyjrze¢
sie liscie laureatéw Festiwalu Filmowego w Gdyni, wida¢ nietrwato$¢
wplywu na zbiorowa pamig¢ filméw przygladajacych sie krytycznie
transformacji ustrojowej, takich jak Czes¢, Tereska, Dtug czy Plac Zba-
wiciela. Nie przetrwalo kino autorskie Kolskiego.

Czym jest kanon filmowy i czy moze odgrywac dzisiaj role
w procesie budowania tozsamos$ci? Odpowiedz na to pytanie w kon-
tekscie wynikéw badania zdaje sie niejednoznaczna, poniewaz i sama
definicja kanonu jest nieoczywista. Mimo to kino zdaje si¢ nadal rezo-
nowa¢ w §wiadomosci Polakéw, ksztalttowanej przez procesy edukacji
szkolnej (silne zwigzki kina z narodowg literatura), ale tez przez mody
i medialne przekazy o niekiedy zdumiewajacej trwatosci. Sprawa, na
ktéra nie mozna nie zwrdci¢ uwagi, jest tez pewna nieprzystawalnos¢,
nieadekwatno$¢ opinii specjalistow i widowni w kwestii zawarto$ci
kanonu - powinna ona z pewnoscig da¢ do myslenia zwlaszcza tym
pierwszym, ktorzy jako badacze prébuja niekiedy wytyczaé $ciezki
prowadzace na manowce wiedzy o spolecznym oddzialywaniu filmu.
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The distribution sector, contrary to film production, was not subsidized in 21*-century Poland from
public funds, with only very rare exceptions. The distribution sector demands high levels of investment
with regard to advertising movies and the necessity of building awareness of the titles before releasing
them. The investment could be profitable but, in the case of a box office flop, becomes a permanent
loss. Operating in the distribution sector is inevitably a high-risk endeavour. Predicting box office
results is the key element of risk assessment made by distributors. The specificity of the film market
and future results of the movies seem to be determined by uncertainty and unpredictability, according
to William Goldman’s famous dictum nobody knows anything. However, distributors were able
to develop a few ways to assess future box office results, at least roughly. The tendency to establish
franchises and whole universes, the role of the opening weekend, the types of weekly results trajec-
tories and the impact of major festival awards for the box office result are described in the article. In
the case of the latter, the brand and capacity of the distributor seems to be more relevant than the
award itself, which leads to conclusions about the crucial and probably still underestimated role of
the distribution sector in the cinema.

Keyworbs: film distribution, box office results, festival awards

Sektor dystrybucji filmowej, w odréznieniu od sektora produk-
cji w warunkach europejskich, poza nielicznymi wyjatkami, nie jest
subsydiowany z funduszy publicznych[1]. Stad tez jest on sektorem
charakteryzujacym sie wysokim stopniem ryzyka finansowego, a pod-
mioty w nim dziatajace stoja przed konieczno$cig wypracowania metod
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[1] Te wyjatki to na przyklad system dofinansowania do 90 procent kosztéw P&A. Warto jednak zauwazy¢,

dystrybucji funkcjonujacy w Polsce przez dwa lata iz ten drugi program w istocie i tak w wigkszym

w polowie pierwszej dekady XXI wieku oraz wyjat- jeszcze stopniu wspieral producentéw, gdyz wiazat
kowy, poniewaz warunkowany czynnikami pande- sie z konieczno$cia przekazania im przez dystrybu-
micznymi, priorytet XIII w programach operacyjnych  tora tzw. ,optaty covidowe;j” pokrywanej z funduszy
PISF na 2021 rok wspierajacy selektywnie wprowa- PISF w wysokosci 20 procent budzetuprodukcyjnego
dzanie na ekrany polskich filméw poprzez pokrycie wprowadzanego na ekrany filmu.
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zarzadzania ryzykiem oraz ograniczania niepewnosci. Posréd wynikéw
frekwencyjnych filméw w kinach, mimo ich zasadniczej nieprzewidy-
walnosci, daje si¢ jednak zauwazy¢ pewne prawidlowos$ci. Im wlasnie
poswiecony jest niniejszy artykul. Materiat badawczy czerpiemy w nim
z rynku polskiego, na przyktadzie wynikéw zaréwno polskich, jak i za-
granicznych filmoéw, korzystajac przede wszystkim z bazy boxoffice.pl.

Jednym z najczesciej cytowanych zdan w literaturze dotyczacej
ekonomii kina i rynku filmowego jest spostrzezenie Williama Gold-
mana twierdzacego, iz na rynku filmowym ,,nikt nic nie wie” (nobody
knows anything). Precyzyjniej rzecz ujmujac, fragment jego Przygod
scenarzysty, z ktoérych pochodzi to zdanie, brzmi nast¢pujaco:

W procesie podejmowania tych decyzji [o skierowaniu filmu do produk-
¢ji - przyp. M.A., S.S.] na poczucie niepewnosci, czy jutro beda wciaz na
swym dzisiejszym stanowisku, naklada sie jeszcze jeden czynnik, bodaj
najwazniejszy w calym przemysle filmowym. Streszcza si¢ on w stowach:
NIKT NIC NIE WIE. Jedli jakie$ zdanie w tej ksigzce mialbym oznaczy¢
numerem jeden, to wlasnie to. [...] Jeszcze raz, dla podkreslenia: NIKT
NIC NIE WIE. Ani jedna osoba w catym $wiecie filmu nie wie na pewno,
co moze si¢ uda¢, a co nie. Za kazdym razem jest to zgadywanie - przy
odrobinie szcze$cia, wsparte jakimé tam doswiadczeniem. Nie wiedza tego
nawet wtedy, gdy film jest ukoniczony[2].

Najczesciej autorzy przytaczajacy mysl Goldmana w jej jedno-
zdaniowej wersji pomijajg jednak fragment nastepujacy w tekscie zale-
dwie kilka stron po réwnie prostym, co chwytliwym zdaniu scenarzysty
filmu Butch Cassidy i Sundance Kid. Brzmi on: ,Wiemy juz takze, ze
szefowie wytwdrni nie majg pojecia, co naprawde ma szanse sie udac.
Natomiast z cala pewno$cig wiedzg oni jedno: to mianowicie, co udato
sie w przesztosci. Dlatego mozna powiedzie¢, ze robienie filmow jest
zawsze probg powrotu do przeszlosci i odnalezienia czarodziejskiej
rézdzki, ktéra kiedy$ zdolna byta wyczarowaé cuda’(3].

W istocie skrét owych fragmentéw mogtby wyglada¢ naste-
pujaco: ,nikt nic nie wie’, ale poza tym, ,,co udalo sie¢ w przesztosci”
Przeszle wyniki jawia si¢ nie tyle jako Goldmanowska czarodziejska
r6zdzka, co wysoce niedoskonaly, ale zarazem jedyny kompas, jakim
dysponujemy, zeglujac przez nieprzewidywalne, zmienne wody kinowej
dystrybucji filméw.

Bezsprzecznym faktem jest, ze rynek kinowy w aspekcie wy-
nikéw frekwencyjnych filméw jest przestrzenia charakteryzujacy sie
wysokim stopniem nieprzewidywalnosci. To wlasnie czyni go tak fa-
scynujacym. Ryzyko i niepewnos$¢ wyniku rozciagajacego si¢ od pie-
kia dotkliwej finansowej kleski do niebios oszatamiajacego sukcesu
kapitatowego przywodza niekiedy na mysl inne wysoce pociagajace
i fascynujace zjawisko, mianowicie gry hazardowe. Sprawiaja one przy

[2] W. Goldman, Przygody scenarzysty, przet. M. Kar-  [3] Ibidem, s. 50.

pinski, Warszawa 1999, s. 42.



JAK DZIAEAC, GDY ,,NOBODY KNOWS ANYTHING ?

tym, iz zagadnienie sukceséw frekwencyjnych filméw w kinach jest
poznawczo znacznie bardziej frapujace i wydatnie wykraczajace poza
sfere $cisle pieniezng — zyskéw, rentownosci i ekonomicznej efektyw-
noéci, ktdra czesci obserwatoréw moglaby wydawac si¢ przyziemna.
Tym samym wyniki frekwencyjne filméw oraz ich przewidywanie moga
mie¢ wymiar poznawczy wykraczajacy poza sfere czystej ekonomii ku
bardziej uniwersalnym watkom zwigzanym z dziataniem w warunkach
ryzyka i niepewnosci.

Poréwnywanie kina i produkeji filmowej do gier hazardowych
nie jest rzecz jasna naszym autorskim pomyslem. Tym ostatnim jest
raczej wybranie jako przedmiotu rozwazan zagadnien dystrybucyj-
nych. W warunkach wspoélczesnego kina europejskiego, a wiec takze
polskiego (zwlaszcza po roku 2005 i uchwaleniu nowej ustawy o kine-
matografii powolujgcej do istnienia Polski Instytut Sztuki Filmowej)
poréwnywanie produkeji filmowej do gier hazardowych zachowuje
ograniczong jedynie prawomocno$¢. Produkeja stanowi raczej pole gry
o specyficznych regutach, w ktérej mozliwe jest, cho¢ raczej rzadziej niz
czesciej w warunkach europejskich uzyskiwane, osiagniecie znaczgcych
zyskow przez producenta, natomiast mozliwos$¢ wystapienia dotkliwej
i pociagajacej za sobg zagrozeniem bankructwem porazki finansowe;
jest ograniczone, jesli film powstaje w oparciu o hojny i komfortowy,
typowy dla Europy ostatnich dekad, system subsydiow.

Stad dystrybutorzy i producenci korzystajacy z bardzo wysokich
niekiedy $rodkéw, na ktore skladaja si¢ pieniadze prywatne, po prostu
nie moga sobie pozwoli¢ na to, by ,nic nie wiedzie¢”. Dystrybutorzy
muszg ,wiedzie¢ przynajmniej cho¢ troch¢” lub ,wiedzie¢ przynajmniej
cokolwiek”. Przeanalizowaniu, krytycznemu sprawdzeniu i ewentualnie
empirycznej falsyfikacji owego ,,cho¢ troch¢” badz owemu ,,cokolwiek”
pos$wiecony jest niniejszy artykul.

Istnieje stosunkowo bogata literatura przedmiotu traktujaca
o czynnikach sukceséw frekwencyjnych filméw. Bogactwo to wynika
z tego, ze zagadnienie przewidywania wynikow frekwencyjnych filméow
jest nie tylko tak pociagajace poznawczo, lecz takze wysoce ztozone.
Stad wiele z czastkowych badan jest nie do konca konkluzywnych,
a nawet przeczacych innym rozpoznaniom. Dobry poglad na mno-
go$¢, a zarazem swoistg polifonie wynikéw tych badan, daje ksigzka
Barriego Guntera Predicting Movie Success at the Box Office bazujaca
na wyjatkowo rozleglym ich przegladzie[4].

Mimo wielu préb wcigz nie znamy odpowiedzi na pytanie
o przyczyny sukcesu frekwencyjnego filmu, a najczesciej nie mamy
nawet jednoznacznych odpowiedzi na pytania o znaczenie poszcze-
golnych czesci sktadowych takiego sukcesu. Czesto mowi sie, Ze to byt
$wietny temat na film, zostal $wietnie opowiedziany i bardzo dobrze

[4] B. Gunter, Predicting Movie Success at the Box
Office, London 2018.
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zagrany. W literaturze czynnikami pojawiajacymi si¢ najczesciej w dys-
kusji o filmie sa: rozpoznawalnos¢ aktora badz aktorki, wysokos¢
budzetu, okreslony gatunek filmowy, nagroda na waznym festiwalu,
status filmu franczyzowego, status sequela, niekiedy tez nazwisko re-
zysera. Proces wprowadzania filmu do obiegu publicznego zwigzany
jest natomiast z pozycjonowaniem filmu. Specjalisci od marketingu
okreslag grupe odbiorcow filmu, jej cechy demograficzne, zasobnos¢
portfelaiinne upodobania. Znajomo$¢ rynku lokalnego, jego specyfiki,
a w konsekwencji — wybor strategii sprzedazy i uwzglednienie tych
wszystkich, czesto bardzo intuicyjnych elementéw decyduja o sukcesie
lub porazce filmu.

Warto jednak zwrdci¢ uwage, ze badania takie obarczone sg wie-
loma trudno$ciami z dostgpem do wiarygodnych danych. Nawet jesli
zaufamy wysoko$ci budzetéw podawanych do publicznej wiadomosci,
a takze, co bywa juz trudniejsze, zaufamy raportowanym publicznie
zyskom, dla badaczy mimo to wcigz niedostepny pozostanie bardzo
wazny czynnik szacowania wynikéw ekonomicznych filmu, mianowicie
wysoko$¢ kosztéw wprowadzania filmu do kin. Tymczasem przy bardzo
wysokim P&A publicznie znane wyniki filmu mogg by¢ imponujace,
ajednocze$nie nie pokrywac¢ nieznanego publicznie kosztu marketingu
i innych naktadéw finansowych zwigzanych z dystrybucja filmu.

Nie oznacza to bynajmniej, iz badan takich nie warto prowadzic,
s one jednak obarczone trudnosciami w zdobywaniu i weryfikacji
danych. Z cala pewnoscig wymagajg one potaczenia kompetencji aka-
demickich i do$wiadczen praktycznych w branzy dystrybucyjnej po-
zwalajacych weryfikowaé pewne dane dzigki znajomoséci mechanizméw
funkcjonowania tej branzy. Sg zarazem zadaniem na tyle skomplikowa-
nym, ze trudno byloby uja¢ je w artykule o ograniczonej - sila rzeczy -
objetosci w sposdb wyczerpujacy, przekrojowy i inny niz wycinkowe
studium przypadku. Wyjatek zrobimy jedynie dla przesledzenia w pol-
skim box offisie ostatniej dekady loséw zwycigzcéw gléwnych nagrod
trzech najwazniejszych $wiatowych festiwali. Bardziej przekrojowe
badania tego fascynujacego zagadnienia z pewnoscig warte sg podje-
cia w przyszlosci. Jak sie zdaje, réznice w wielu badaniach z literatury
przedmiotu mogg wynika¢ wtasnie z problematycznego charakteru
danych zrédlowych i dostepu do nich, wplywajacych nastepnie na
odmienne wnioski badawcze.

W tym artykule natomiast mamy zamiar ukaza¢ metody szaco-
wania ryzyka i ograniczania niepewnosci poprzez wykazanie zwigzkow
wynikow filméw z prawidlowosciami statystycznymi. Okazuje sie, ze
dystrybucja filmowa i statystyka sg sobie blizsze niz mogtoby sie wy-
dawac. Bliskos¢ rozkladéw statystycznych i wynikéw filmu obrazu-
je istnienie kilku réznych modelowych trajektorii filmu w kolejnych
tygodniach jego kinowej eksploatacji, trajektorii determinowanych
charakterystyka danego tytutu (hollywoodzki blockbuster, lokalny hit,
sleeper, film przetamujacy oczekiwania - czarny tabedz). Pozwalajg one
na cze$ciowe przynajmniej ograniczenie niepewnosci juz po weeken-
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dzie otwarcia, gdyz umozliwiaja przyblizone kalkulacje ostatecznego

wyniku jako pomnozonego wyniku weekendu otwarcia w odpowiedniej

dla danego tytulu proporcji na podstawie przesztych wynikéw podob-
nych filméw (comparison titles). Jednocze$nie staramy sie unikna¢

technokratycznego i statystycznego jedynie ujecia poprzez wskazanie,
jak wyniki finansowe stanowig odzwierciedlenie strategii biznesowych

przyjmowanych przez przemysl, determinujacych decyzje produkeyjne,
na przykiad poprzez obserwowang w XXI wieku narastajaca koncen-
tracje na rozbudowie catych uniwerséw i nie sprzedawaniu poszcze-
golnych tytutéw, lecz kawatkow swiatdéw franczyzowych.

Peter Bart i Peter Guber w swojej ksiazce Shoot Out. Surviving
Fame and (Mis)Fortune in Hollywood przytaczaja przygotowana przez
Variety w 1999 roku analize piecdziesieciu najbardziej dochodowych
filméw ubieglego sezonu[5]. W materiale tym uwage przykuwa fakt, ze
az trzy z pieciu najbardziej kasowych filméw powstalo na podstawie
oryginalnych scenariuszy i opowiadalo o nieznanych wczesniej w ki-
nie bohaterach. Byly to Szeregowiec Ryan, Armageddon oraz Waterboy
(dystrybuowany w Polsce pod tytutem Kariera frajera). Oczywiscie
sequele i kontynuacje wczesniejszych hitéw réwniez cieszyly sie po-
pularnoscia. Nie zmienia to faktu, iz konkluzje tej analizy brzmiaty
nastepujaco: ,Nowe pomysty okazaly sie by¢ najtrudniejszymi pod
wzgledem przekonania decydentéw i uruchomienia produkcji, ale
kiedy juz powstawaly, to przynosily zdecydowanie najwieksze przy-
chody. Remaki oraz sequele okazaly sie znacznie fatwiejsze w aspekcie
kierowania ich do produkgji, ale jednoczesnie stanowily najdrozsze
i najbardziej ryzykowne przedsiewziecia’[6].

Kiedy George Lucas w polowie lat 70. XX wieku wedrowatl po
hollywoodzkich studiach, prébujac przekonaé decydentdéw do urucho-
mienia produkeji swojego scenariusza zatytutowanego Gwiezdne wojny
i zmagajac sie z niechecia tychze decydentow, zgodzit si¢ na wyjatkowo
niska gaze rezyserska w przypadku realizacji tego filmu. Wynosita ona
150 tys. dolaréw. Prawnicy Lucasa w trakcie negocjowania finalnego
kontraktu zdotali jednak podnies¢ ja az o 500 tys. dolaréw, wyréwnujac
ja tym samym do 6wczesnych normalnych stawek obiecujacego holly-
woodzkiego rezysera, ktory nie byl debiutantem. Lucas zrezygnowat
jednak z podwyzki, wracajgc z wlasnej woli do pierwotnych 150 tys., za
prawo do trzech rzeczy: sequeli, $ciezki dZzwiekowej i merchandisingu.
Prawnicy Foxa negocjujacy umowe w informacji dla szefow stwierdzili,
ze to dobry interes, bo mtody rezyser chce trzech trashes.

Bezposrednio przed nastaniem ery globalnego Hollywood rzad-
ko myslano w fabryce snéw w kategoriach serii. Owszem, powstawaty
w $wiatowym kinie popularne kontynuacje, mieliSmy przeciez juz wtedy
serie o Bondzie, a wczesniej o Fantomasie. Co wiecej, do swoistego

[5] P. Bart, P. Guber, Shoot Out: Surviving Fame and [6] Ibidem, s. 44.
(Mis)fortune in Hollywood, London 2004.
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recyklingu tresci czesto siggano w okresie Hollywood klasycznego. De-
kady oddzielajace model Hollywood klasycznego od globalnego przy-
niosty jednak odwrét od tej praktyki. Ponadto, nawet jesli rozmaicie
pojmowane kontynuacje byly w fabryce snéw lat 30. i 40. czgsta prak-
tyka, to z reguly traktowano je jako co$ wstydliwego, znamionujgcego
brak oryginalnosci i poslednig jako§¢. W rezultacie oszatamiajgcego
sukcesu pierwszej czeéci sagi gangsterskiego rodu Corleone powstat
w 1974 roku Ojciec chrzestny 2. My$lenie w kategoriach sequelu byto
jednak wcigz na tyle rzadkie, ze zapewne starannie wyksztalceni, do-
skonale oplacani i znajacy branz¢ prawnicy Foxa mogli nazwa¢ prawa
do sequeli ,,§mieciami”. Nastanie globalnego Hollywood datujemy naj-
cze$ciej od 1977 badz 1980 roku. Dopiero wprowadzony wtedy model
biznesowy radykalnie zmienit to nastawienie. Sequele, kontynuacje
i franczyzowe uniwersa staly sie fundamentem myslenia o efektywnej
rynkowo produkcji filmowej. Dzialo si¢ to zgodnie z przytaczanym na
poczatku dictum Goldmana, iz producenci z calg pewnoscig wiedzg
jedno: to mianowicie, co udato si¢ w przesztosci.

Sequele dawaly szereg korzysci: formula byta juz sprawdzona
przez widownie, widzowie znali bohateréw i zdazyli ich polubi¢, co nie
pociagalo za sobg bardziej kosztownych marketingowych zabiegéw, by
wypromowac catkiem nowg historie i postacie. Stad faczymy tendencje
do krecenia kontynuacji popularnych hitéw z calym okresem global-
nego Hollywood ostatnich czterdziestu lat. Glebsze wejrzenie w wyniki
frekwencyjne ujawnia jednak istotne réznice. Pamietajmy, ze pod ko-
niec lat 9o. XX wieku kontynuacje byly fatwiejsze do wyprodukowania
i wydawaty sie bezpieczniejszym wyborem, ale niekoniecznie si¢ nim
okazywaly, jesli wierzy¢ raportowi Variety. Kalkulacje polegaly czesto
na tym, iz sequel raczej nie powt6rzy wynikow pierwowzoru, ale z uwa-
gi na popularnos¢ pierwszej czgsci przynajmniej nie okaze si¢ rowniez
zupelng porazka finansowa zlekcewazong przez widownie. W istocie
sequele byty wowczas jednym z czynnikéw, takich jak udziat gwiazdy,
gatunek w trendzie wznoszacym, wysoki budzet, ktéry z pewnym praw-
dopodobienstwem mogt przynies¢ sukces, ale niekoniecznie musial.

Z perspektywy drugiej dekady XXI wieku i poteznych franczyzo-
wych imperiéw, przede wszystkim Disneya i Warnera, sequele z lat 9o.
jako calosciowe przedsigwziecia marketingowo-produkcyjne wygla-
daja stosunkowo skromnie. Dostrzec mozemy istotng jednak réznice
pomiedzy kontynuacjami z lat 9o. a tymi z drugiej dekady XXI wieku.
Réznica ta polega na znacznie wigkszym stopniu korporacyjnej kontroli
i korporacyjnego planowania, na bedacej podstawowym celem kazdej
duzej organizacji biznesowej — znacznie wigkszej stabilnosci i przewi-
dywalnosci systemu, istotnie wigkszej pewnosci, trwatosci i ciaglosci.

Uniwersa franczyzowe rozrastajg si¢, rozszerza si¢ takze zakres
ich ,,panowania” nad box officeem oraz widownig. Regulg staje sie,
ze kolejne czesci franczyzowej serii przynoszg raczej coraz wigksze
dochody, a nie pewien bezpieczny procent przychodéw oryginalnego
kasowego filmu rozpoczynajacego serie. Hity lat 9o. czesto pozosta-
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waly przy tym po prostu sequelami, niekoniecznie rozrastajacymi sie
do rozmiaréw starannie planowanej i korporacyjnie zarzadzanej serii.

Wyjasnieniem tego zjawiska zapewne nie sg tylko korporacyjna
franczyzowa polityka serii i pot¢zne budzety marketingowe na nig
przeznaczane. Po raz kolejny dostrzec mozna tutaj specyfike rynku
filmowego jako systemu naczyn potaczonych. Tym razem widoczny
jest zwrotny wplyw sfery tzw. nowych mediéw, czyli po prostu no-
wych kanaléw rozpowszechniania, na kontent kinowy. Nie idzie tu juz
wylacznie o wygodna sytuacje dla producenta, ktéra pozwala mu na
kolejnych polach eksploatacji zarabia¢ ponownie na okreslonym tytule
ani tez o ,,crossowanie” pol eksploatacji zabezpieczajace zewnetrzng
inwestycje w film kinowy na prawach z innych p6l. W tym przypadku
wplyw jest szerszy, mniej bezposredni i w wigkszym stopniu nie tylko
kulturowej, lecz réwniez biznesowej natury.

Dzieki ciaglej obecnosci w innych, pozakinowych kanatach
rozpowszechniania (telewizja, noéniki, platformy streamingowe)
wzmaga sie i intensyfikuje ,,zycie” kolejnych odston serii. Franczyzo-
we uniwersa moga dzigki temu lepiej i bardziej trwale wybrzmiewac
w kulturze, mocniej zakorzeniaé w przyzwyczajeniach odbiorcéow
i rozwijac sie w kierunku statusu wspotczesnych popkulturowych mito-
logii. Producenci i wtasciciele praw do uniwerséw Piratéow z Karaibow,
Avengersow, Gwiezdnych wojen, DC Comics i innych bez watpienia
korzystaja z tego procesu i uzyskuja w jego wyniku dodatkowe koto
zamachowe do rozbudowy fabularno-marketingowych uniwersow,
a box office i preferencje widowni integruja si¢ wokot najwiekszych
tytuléw filmowych.

Spojrzmy na material dowodowy z rynku polskiego, zestawiajacy
wyniki oryginalnych filméw i ich kontynuacji z dwéch wspomnianych
dekad. Specyfike pierwszego ze wspomnianych okreséw dobrze oddajg
wyniki takich popularnych serii tamtego czasu, jak wskazane ponizej:

I kto to méwi (1990) — 1 116 tys. widzow
I kto to méwi 2 (1991) - 423 tys.
I kto to méwi 3 (1994) - 91 tys.[7]

Faceci w czerni (1997) - 861 tys.
Faceci w czerni 2 (2002) - 340 tys.

Mission Impossible (1996) — 550 tys.
Mission Impossible 2 (2000) - 480 tys.
Mission Impossible 3 (2006) - 169 tys.

Kiedy piszemy o ich typowosci dla tamtej epoki, nie twierdzi-
my, ze nie zdarzaly sie inne odwrotne rozklady. Tak stato si¢ w przy-
padku Toy Story, duzego hitu drugiej potowy lat 9o., ktérego sequel

[7] W branzowej ocenie wynik filmu I kto to méwibyl  sukces. Trzecia cz¢$¢ ponosi juz bezdyskusyjng po-
ogromnym sukcesem frekwencyjnym na rodzimym razke i koniczy serie. Potencjal pomystu na nig zostat
rynku. Widzowie czekali wigc na druga czes¢, i mimo ~ wyczerpany.

ze sequel rozczarowal, to wynik i tak mozna uznac za
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doréwnywal wynikowi oryginatu. Zestawienie tych dwéch filméw
przedstawia si¢ nastepujaco:

Toy Story (1996) — 525 tys.
Toy Story 2 (2000) - 553 tys.

Prawidtowos¢, w ktérej kontynuacja jest relatywnie bezpiecznym
przedsiewzieciem, majacym dostarczy¢ czesci dochodéw z oryginalne-
go hitu, potwierdzaja tez wyniki popularnych polskich filméw lat 9o.,
ktére doczekaly sie sequeli:

Kiler (1997) - 2 200 tys.
Kileréw 2-6ch (1999) - 1 189 tys.

Mitode wilki (1995) — 542 tys.
Mtode wilki ¥ (1998) — 445 tys.[8]

Rzadko mamy natomiast w tamtych czasach do czynienia z sy-
tuacja, w ktdrej kontynuacje frekwencyjnych hitéw osiagaly wynik
znaczaco wyzszy od pierwszej czesci. Wyjatki oczywiscie, jak zawsze,
zdarzaja si¢. Mozemy tutaj wskaza¢ pdzniejsza, niezwykle popularng
w kazde $wieta Bozego Narodzenia dylogie przygod Kevina, samego
odpowiednio najpierw w domu, a p6zniej w Nowym Jorku. Wyniki
dystrybucji kinowej przedstawialy si¢ nastepujaco:

Kevin sam w domu (1992) - 202 tys.

Kevin sam w Nowym Jorku (1992) - 926 tys.

Dla kazdego widza znajacego fabuly tych dwoch filméow wyjas-
nienie stanowi¢ moze czas premiery. Ot6z pierwsza czg$¢ miata pre-
miere 22 maja 1992 roku, co nie jawi si¢ jako korzystna data dla komedii
z Bozym Narodzeniem w tle[9]. Premiera czesci drugiej, zaplanowana
na pierwszy dzien grudniowych Swigt tego samego roku, otworzyta
droga do niemal pigciokrotnie wyzszych wynikow.

Innym przykladem, cho¢ juz nie tak spektakularnego wzrostu,
sg dystrybucyjne koleje losu filméw o Batmanie z serii realizowanej
przez Warnera w latach go.:

Batman (1990) - 346 tys.[10]

Batman Forever (1995) — 438 tys.
Batman i Robin (1997) - 821 tys.

[8] Celowo nie umieszczamy tutaj informacji na
temat najstynniejszej dylogii dekady, czyli dwéch
czeéci Psow Wiladyslawa Pasikowskiego. Czynimy
tak z uwagi na fakt ogromnej rozbiezno$ci wynikow
pierwszej czesci w bazie boxoffice.pl, w ktérej przy-
godom Franza Maurera przypisano 167 479 widzéw,

i w opracowaniu Krzysztofa Kucharskiego Kino Plus.

Film i dystrybucja kinowa w Polsce w latach 1990-
2000, Torun 2002, w ktérym wynik pierwszej czesci
Psow okreslono na poziomie 400 505 widzéw. Patrz:

K. Kucharski, Kino Plus. Film i dystrybucja kinowa

w Polsce w latach 1990-2000, Torun 2002, s. 383.

[9] Decyzja dystrybutora wynikala jednak wowczas

z wysokiego stopnia pirackiej cyrkulagji filmu na
kasetach VHS oraz statusu filmu niebedacego juz
nowoscig pottora roku po amerykanskiej premierze.
[10] Sciezki wynikéw Batmana na rynku polskim

w latach 9o. komplikujg si¢ jeszcze bardziej, gdy wez-
miemy pod uwage, iz wedtug opracowania Krzysztofa
Kucharskiego Kino Plus. Film i dystrybucja kinowa



JAK DZIALAC, GDY ,NOBODY KNOWS ANYTHING™? 2,65

W tym przypadku wyjasnienie stanowi¢ moze fakt, iz seria ta
jawi sie jako prototyp franczyz epoki pdzniejszej. W odniesieniu do
przygdd cztowieka nietoperza doskonale dziatal merchandising, uka-
zywaly si¢ w Polsce komiksy z serii DC, a dwie pierwsze czesci serii
w rezyserii Tima Burtona byly chetnie pokazywane w telewizji, czyniac
cate uniwersum coraz lepiej rozpoznawalnym dla polskiego widza.
Pézniejsze dwie kolejne odstony serii, w rezyserii Joela Schumachera,
mimo raczej niechetnego przyjecia przez fanéw i krytyke, notowaty
wiec znaczaco wyzsze wyniki. To, co dzialo si¢ wraz z premierami ko-
lejnych czeéci przygdd Batmana oraz obecnoscig czesci wezesniejszych
w innych kanaltach rozpowszechniania, a calej franczyzy na rynkach
pokrewnych w rodzaju komiksowego i w merchandisingu, mozemy
okresli¢ saturacja rynku i budowaniem bazy fanowskiej oraz przyzwy-
czajenn widowni. Wlasnie tego rodzaju strategie staly sie¢ kluczowe dla
kolejnej epoki, cechujacej sie dazeniem do znacznie wigkszej pewnosci
i ciagltosci.

Dla epoki tej z cala pewnoscig bardzo wazna byta pelna sukcesow
kadencja Roberta Igera na stanowisku CEO Disneya ksztaltujacego
nowa epoke w gospodarczej historii kina. Czas spedzony przez niego na
fotelu prezesa w Burbank znaczyly bardzo ryzykowne, ale ostatecznie
niebywale zyskowne decyzje o zakupie Pixara, Marvela oraz Lucasfilm,
rozwijajace Disneya w strone franczyzowego imperium dystansuja-
cego hollywoodzka konkurencje. W ostatnim przedpandemicznym
roku, czyli 2019, w top 10 najwiekszych hitéw na rynku amerykanskim
znajdowalo si¢ az siedem filméw Disneya (i dwa Warnera), z czego
sze$¢ okupowalo pierwsze sze$¢ pozycji zestawienia, a cztery byly kon-
sekwencja wspomnianych zakupdéw Igera — pochodzily z Pixara badz
marvelowskiego lub postlucasowskiego uniwersum([11].

Disney w momencie objecia rzadéw przez Igera byt w najlep-
szym wypadku imperium w kryzysie. Z calg pewnoscig natomiast sytu-
owal si¢ daleko od statusu franczyzowej potegi. W wydanych niedawno
wspomnieniach Igera znajduje si¢ fragment, w ktorym relacjonuje on
swoja obecno$¢ na otwarciu Disneylandu w Hongkongu krétko po
przejeciu odpowiedzialnosci za studio. Otwarcie uswietnione byto
parada najpopularniejszych bohateréw z filméw studia:

Tom Staggs, Dick Cook i ja staliémy obok siebie, patrzac na idaca przez
Main Street parade. Mijaly nas kolejne platformy. Na jednych staly po-
stacie z legendarnych animacji zrealizowanych jeszcze przez Walta: Kro-
lewny Sniezki, Kopciuszka, Piotrusia Pana i tak dalej. Na innych jechali

w Polsce 1990-2000 wynik Batmana z 1990 roku wy- [11] Grupe wspomnianych szeéciu tytuléw na szesciu
nosi az 701 840 widzéw, natomiast autor w zestawie- pierwszych pozycjach stanowia: Avengers: Koniec gry,
niu filméw dekady o frekwencji wyzszej niz 500 tys. Krdl lew, Toy Story 4, Kraina lodu 2, Kapitan Marvel
widzéw nie umieszcza z kolei filmu Batman i Robin, oraz Gwiezdne wojny. Skywalker. Odrodzenie. W top
co pozwalaloby zakladac, iz byla ona nizsza. Patrz: 10 znalazt sie jeszcze Aladyn. Ten ostatni tytul oraz

K. Kucharski, op.cit., s. 390. Krdl lew i Kraina lodu 2 nie sg zwigzane z opisanymi

wyzej zakupami Igera (Pixar oraz uniwersa Marvela
i Lucasfilm).
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powszechnie lubiani bohaterowie innych popularnych filméw, ktére wyszty
w pierwszej dekadzie panowania Michaela [Eisnera — przyp. M.A.1S.S.]:
Maltej syrenki, Pigknej i Bestii, Aladyna i Kréla Lwa. Dalej szly hity Pixara:
Toy Story, Potwory i spétka i Gdzie jest Nemo?. Odwrdcitem si¢ do Toma
i Dicka i zapytatem: ,,Chlopaki, rzucito wam si¢ co$ na tej paradzie w oczy? -
Obaj zaprzeczyli. — Nie ma tu praktycznie postaci Disneya z ostatnich
dziesieciu lat”[12].

W okresie tym oczywiscie takze moglibySmy wskazaé na roz-

ne $ciezki, jakimi rozwijaly si¢ poszczegdlne franczyzy. Rzecz jasna
nie wszystkie serie konczyly sie sukcesem. Gdy obserwuje sie zabiegi
studiéw, przychodza na mys$l biologiczne skojarzenia z préba ,hodo-
wania’ i ,uprawy” franczyz, cierpliwego zarzadzania ich poletkiem.
Nie wszystkie ,,sadzonki” si¢ przyjely i rozwinety w okazale zasoby
studiow. Mozemy wyroznic serie, ktdre nie pokonaly barier w rozwoju
(seria: Olimp w ogniu, Londyn w ogniu, Swiat w ogniu), serie o powoli
opadajacych wynikach (trylogia Greya) oraz serie, ktore rozwijaly sie,
osiggaly punkt krytyczny i nie byty potem kontynuowane (Igrzyska
Smierci). Ich wyniki prezentujg si¢ nastepujaco:

Olimp w ogniu (2013) - 72 tys.
Londyn w ogniu (2016) - 105 tys.
Swiat w ogniu (2019) - 76 tys.

Igrzyska Smierci (2012) — 475 tys.

Igrzyska Smierci: W pierscieniu ognia (2013) - 716 tys.
Igrzyska $mierci: Kosoglos. Czes¢ 1(2014) - 769 tys.
Igrzyska $mierci: Kosoglos. Czes¢ 2 (2015) - 676 tys.

Pigédziesigt twarzy Greya (2015) — 1 814 tys.
Ciemniejsza strona Greya (2017) — 1 475 tys.
Nowe oblicze Greya (2018) - 1 364 tys.

W przypadku tych zestawdw filmow stosunkowo tatwo wskazaé
pewna okoliczno$¢ wyjasniajaca losy tych serii. Otdz zadna z nich nie

[12] R. Iger, Przejazdzka zycia: czego nauczylem sig
jako CEO The Walt Disney Company, Krakéw 2020,

s. 206—207. Istotne sa wnioski, jakie z tego wyciag-
nieto, i dzialania podjete pod kierunkiem Igera.

CEO Disneya pisze o nich tak: ,,Tom Staggs. Kevin
Mayer i ja ulozyliémy liste «potencjalnych nabytkéw»,
ktore, jak $wiecie wierzyliémy, pomoga nam odhaczy¢
nasze priorytety, po czym w pierwszej kolejnosci
zdecydowali$my sie skupi¢ na wlasnosciach intelek-
tualnych. Kto jednak posiadat takie, ktére datoby

sie wykorzysta¢ na réznych polach eksploatacji? Do
glowy natychmiast przychodzily nam dwie firmy:
Marvel Entertainment i Lucasfilm. Nie mieli$my
pojecia, czy ktorakolwiek z nich jest na sprzedaz [...]”
(R. Iger, op.cit, s. 237). Kilka stron dalej, opisujac ku-
lisy przejecia Marvela, wskazuje na kalkulacje stojace

za tg decyzja oraz sam sposéb myslenia 0 nowym
nabytku. ,,[...] Tom Staggs, Kevin Mayer i ich zespoly
rozpoczely mozolny proces wyceny Marvela, zar6wno
jako samodzielnej firmy, jak i czeéci Disneya, aby$my
mogli opracowac sensowng oferte. Zawierala ona
pelny wykaz ich aktywéw, zobowiazan i przeszkod
wynikajacych z kontraktdéw, a takze liste personelu

i dziatan, jakie nalezy podja¢, zeby zasymilowa¢
Marvela. Nasz zesp6l stworzyt rozpisany na pare lat
scenariusz zawierajacy potencjalne premiery filmowe
i ich mozliwe wyniki komercyjne. Opracowano takze
strategie tego, co mozemy zrobi¢, aby firma rozwijala
sie pod naszymi skrzydlami, korzystajac z naszych
struktur — parkéw rozrywki i dzialalno$ci handlowej”
(Ibidem, s. 244).
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nalezata do flagowych produktow studia z wielkiej szostki. Jak sie zdaje,
tylko one, z uwagi na swoje korporacyjne zasoby i horyzontalne rozpo-
starcie na catym szeregu rynkéw, byly w stanie w odpowiedni sposéb
»uprawia¢” i pomnaza¢ swoje franczyzowe zasoby. Spojrzmy, jak pieknie
rosty w drugim ze wzmiankowanych okreséw wyniki dwéch flagowych
serii Disneya (startujacych z bardzo podobnego poziomu przy okazji
wynikow pierwszej czgéci serii) oraz jednej Warnera (ze skromniejszym
putapem poczatkowym pierwszej czesci po restarcie serii):

Piraci z Karaibéw: Klgtwa Czarnej Perty (2003) - 507 tys.

Piraci z Karaibéw: Skrzynia umarlaka (2006) - 1 070 tys.

Piraci z Karaibéw: Na kraticu $wiata (2007) - 1 071 tys.

Piraci z Karaibéw: Na nieznanych wodach (2011) - 1 369 tys.
Piraci z Karaibow: Zemsta Salazara (2017) - 1 368 tys.

Avengers (2012) - 502 tys.

Avengers: Czas Ultrona (2015) — 697 tys.
Avengers: Wojna bez granic (2018) - 1 250 tys.
Avengers: Koniec gry (2019) - 1 880 tys.

Batman - Poczgtek (2005) — 197 tys.
Mroczny rycerz (2008) — 520 tys.
Mroczny rycerz powstaje (2012) - 684 tys.
Joker (2019) - 2 009 tys.

Podane przyklady pokazuja, ze kolejne czesci serii korzystaja
ze stabszego wyniku jedynki, potrzeba czasu, aby widzowie polubili
bohateréw i opowiadane historie.

Oczywiscie nie wszystko przebiega w okresie drugim identycz-
nie i gladko, nie wszystkie serie zachowuja tendencje rosnacg. Mozemy
tu takze wskaza¢ serie bedace sukcesami o wyjatkowo wysokiej sta-
bilnosci wynikéw poszczegélnych czesci (Hobbit) oraz serie, ktérych
wyniki doé¢ niespodziewanie ukladajg si¢ w krzywa malejaca, cho¢
przy niebywale wysokim punkcie startowym, pozwalajagcym nazywac
nawet pdzniejsze mniej popularne filmy sukcesami (Gwiezdne wojny
z serii realizowanej w drugiej dekadzie XXI wieku):

Hobbit: Niezwykta podréz (2012) — 2 112 tys.
Hobbit: Pustkowie Smauga (2013) - 1 931 tys.
Hobbit: Bitwa Pigciu Armii (2014) - 2 244 tys.

Gwiezdne wojny: Przebudzenie Mocy (2015) - 3 038 tys.
Gwiezdne wojny: ostatni Jedi (2017) - 2 124 tys.

Gwiezdne wojny: Skywalker. Odrodzenie (2019) - 1 622 tys.
Lotr 1 (2016) — 1 592 tys.

O ile w okresie pierwszym (dwie ostatnie dekady XX wieku
i poczatek nastepnego stulecia) regula byly wyniki kontynuacji siegajace
np. potowy wplywoéw czesci pierwszej i zachowujace dalsza tendencje
spadkowa w przypadku kolejnych czesci, ewenementem natomiast
byly rosnace wyniki kolejnych czesci, o tyle w okresie drugim (potowa
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pierwszej oraz druga dekada XXI wieku) zjawisko to ulegto odwroce-
niu, najczesciej w przypadku filméw odnoszgcych sukcesy regula staje
sie wznoszaca krzywa wynikéw kolejnych tytutéw. Procz wskazanych
wyzej franczyz dla tego okresu znamienne sa wyniki serii Kraina lodu:

Kraina lodu (2013) - 1 311 tys.
Kraina lodu II (2019) - 2 683 tys.

Status Gwiezdnych wojen jako franczyzy o malejacej krzywej
wynikow moze zaskakiwad. Status ten wynika jednak cze$ciowo z bar-
dzo wysokiego pulapu startowego, po czesci z niezadowolenia cze$ci
fanéw niedostrzegajacych w korporacyjnej serii twdrczego uroku serii
z przetomu lat 70. i 80. XX wieku. Calosciowe wyniki oraz napedzanie
przez te tytuly przepoteznej machiny marketingowo-merchandisingo-
wej i tak zaréwno na rynku polskim, jak i globalnym, nie pozwalaja
nie traktowac ich jako finalnych sukceséw. Niemniej interesujacy jest
kontrprzykiad innej serii, o do§¢ skromnych poczatkach, potem zas
rozpedzajacej sie imponujaco niczym samochody jej gtéwnych bo-
hateréw. Serig o wyjatkowo wysokiej dynamice wzrostu okazuja si¢
Szybcy i wsciekli:

Szybcy i wsciekli (2001) - 137 tys.

Szybcy i wsciekli 3: Tokio Drift (2006) — 158 tys.

Szybcy i wsciekli 5 (2011) - 193 tys.

Szybcy i wsciekli 6 (2013) — 478 tys.

Szybcy i wsciekli 7 (2015) — 995 tys.

Szybcy i wsciekli 8 (2017) - 1045 tys.

Szybcy i wsciekli: Hobbs i Shaw (2019) - 502 tys.

Szybcy i wsciekli 9 (2021) - wynik nieznany (UIP od 2020 roku nie raportuje

juz wynikéw do boxoffice.pl)

1 pazdziernika 2021 roku odbyla si¢ w Polsce dtugo wyczekiwana
premiera filmu Nie czas umierad, 25. cze$¢ przygod agenta ooy. Wyda-
rzenie to z powodu pandemii i kolejnych lockdownéw byto opdznione
o0 poltora roku w stosunku do pierwotnej daty premiery planowanej na
kwiecien 2020 roku. Ponizszy Wykres 1 pokazuje zestawienie rozktadu
widowni w kolejnych tygodniach od premiery dwéch niedawnych odcin-
koéw serii — Skyfall oraz Nie czas umieraé. Wykres ten jest do$¢ uderzajacy.

Miedzy jesienig 2012 a jesienig 2021 roku przez polski rynek
filmowy przetoczyta si¢ rewolucja. Rynek ten poczatkowo rdst w tem-
pie 10 procent rocznie od 2013 roku, po kilku latach za$ - 5 procent
rocznie. Nastepnie huragan pandemii i lockdowndéw zmiott rynek
z rozwojowej $ciezki i doprowadzil do jego cofnigcia do pozioméw
sprzed kilkunastu lat. Po pandemii zmienily si¢ obyczaje widowni, jej
preferencje (na blockbustery wrécono proporcjonalnie chetniej niz na
kino arthouseowe ilokalne) oraz profil demograficzny (proporcjonalnie
w mniejszym stopniu wrdcita widownia w $rednim wieku i seniorzy).
Parafrazujgc Lampeduse, wszystko musiato si¢ zmienic, by rozklad wy-
nikéw Bonda w Polsce pozostat identyczny.
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Dodanie do zestawienia tytutu dzielacego 23. i 25. cz¢$¢ przygdd
Jamesa Bonda zmienia nieco wyjatkowo zbiezny charakter trajektorii
ostatnich czeéci na rynku polskim, ale nie jest to zmiana radykalna.

Nie mamy dobrego wyjasnienia fenomenu az tak duzej zbiezno-
$ci tych trajektorii. Rezyser filmu Cary Joji Fukunaga pytany o to przy
okazji jednego z festiwali przez jednego z autoréw artykutu, ktory byt
polskim dystrybutorem Bonda, Zartowal, iz ma nadzieje, ze widzowie
Skyfall i widzowie Nie czas umiera¢ to nie te same osoby. Zart Fukunagi
odnosit si¢ do niepewnosci dysponentéw franczyzy agenta ooz, czy baza
fanowska po$wieconych mu filméw nie jest ewidentnie bazg starzejaca
sie. Pokazuje nam to ograniczenia tego rodzaju wykreséw, poniewaz
nie ujmuja one profilu demograficznego widowni. Nie sposob tez wy-
kluczy¢, ze az tak duza zbieznos¢ jest dzietem przypadku. Niemniej
zbieznosci nie tak moze uderzajace, ale wyrazne, sg regularnie obser-
wowane w pracy dystrybutoréw. Kieruja nas one w strone drugiego
z zarysowanych w tym artykule obszaru przecigcia dystrybucji filmowej
i statystyki — mianowicie rozkladéw trajektorii wynikéw poszczegol-
nych filméw w kolejnych tygodniach od premiery oraz typologii tych
trajektorii pozwalajacych najczesciej w pewnym przyblizeniu szacowa¢
wynik catkowity na podstawie mnozenia wyniku weekendu otwarcia.

14 marca 1974 roku Robert Evans szykowat si¢ do premiery
drugiej czesci Ojca chrzestnego, zdenerwowany i podekscytowany,

Wykres 1. Frekwencja na
filmach Skyfall i Nie czas

umierac

Zrédto: boxoffice.pl.

Rozklady, czyli rola
weekendu otwarcia
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poniewaz mial jg zaszczyci¢ miedzy innymi jeden z najbardziej wply-
wowych ludzi dwczesnego $wiata — Henry Kissinger. To wlasnie przy
okazji opisu tej premiery w swojej autobiografii Evans pisze: ,,Podobnie
jak spadochroniarz film ma tylko jedna niepowtarzalng szanse - jezeli
premiera si¢ nie uda, jest martwy”[13]. W gtéwnej mierze odnosit to
zapewne wowczas do samego faktu udanej premiery, ale niebawem
miata zacza¢ si¢ epoka, w ktorej metafora Evansa nabrala szerszego
wymiaru, odnoszacego sie do weekendu otwarcia i pierwszego tygodnia
obecnosci na ekranach. Juz po pierwszym dniu wyswietlania filmu
w kinach mozna przewidywa¢ koficowy wynik, na pewno po trzech
dniach prawie wszystko wiadomo.

Proces ten, podobnie jak znaczenie sequeli, od poczatku byl
cecha globalnego Hollywood, narastal takze przez lata funkcjonowania
jego modelu biznesowego. W 1990 roku filmy hollywoodzkie osiagga-
ty 27 procent przychodéw z kin w pierwszym tygodniu dystrybucji,
w roku 2003 bylo to juz 41 procent[14]. Jak twierdzg autorzy przytacza-
jacy te dane w swojej ksigzce Open Wide:

Box office stal si¢ w USA kulturowsa obsesja, rytualnie raportowang przez
ogodlnokrajowe dzienniki w kazdy poniedzialkowy poranek i $ledzong
w niedzielnych wieczornych wiadomosciach na CNN czy Fox News.
Wyniki box office sg informacja publiczng na podobienstwo notowan
gieldowych. Przemieszczajg si¢ one z predkoscia $wiatta pomiedzy sie-
ciami kin, bazami danych studiéw, stronami internetowymi oraz firmami
badan rynku, ktére analizujg ich fluktuacje godzina po godzinie, bilet
po bilecie. Wplywaja one na wartos$¢ akcji miedzynarodowych korpo-
racji i ksztaltujg kampanie medialne najwazniejszych amerykanskich
produktéw konsumenckich. Determinujg one marketing studiéw. Ich
konsekwencje s opracowywane przez specéw od reklamy i marketingu
oraz wszelkiej masci antropologéw i kulturoznawcéw. Sg one przedmio-
tem sondazy oraz hazardu w kasynach online. Nawet niektorzy szefowie
studiéw obstawiajg w nich za tysigce dolaréw, prébujac przewidywaé
weekendowe wplywy[15].

Dade Hayes i Jonathan Bing w swojej ksigzce wskazuja na rytualy
wieczoru otwarcia w studiach hollywoodzkich, w ktérych oczywiscie
$ledzi si¢ na biezaco naplywajace dane w pigtkowy wieczér oraz na
niedzielne wieczory, ktdre zarzadzajacy spedzajg w swoich domowych
gabinetach, przegladajac sume wynikéw z weekendu i analizujac za-
awansowane programy statystyczne uzywane przez studia, zatrudnia-
jace przy tym zespoly fachowcow z tej dziedziny. Liczby i matematyka
przenikaja Hollywood mocniej, niz mogloby sie wydawac na pierwszy
rzut oka. Kolumny liczb sumujace si¢ w wyniki weekendu maja tez
jednak rezonans kulturowy i ewidentny wymiar spoteczny powiazany
ze stricte biznesowym.

[13] R. Evans, Hazardzista z Hollywood, przel. R. Go-  [14] D. Hayes, J. Bing, Open Wide: How Hollywood Box

tedowski, Warszawa 1995, s. 21.

Office Became a National Obsession, New York 2004,
s. 8.
[15] Ibidem, s. 9.
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Interesujacy jest bowiem ten wymiar, cytujac autoréw, ,,kultu-
rowej obsesji”, w ktorym wyniki frekwencyjne filméw sa dla publicz-
nosci roéwnie atrakcyjng informacjg jak wyniki rozgrywek sportowych
i notowania gieldowe. Natychmiastowo szeroko znane wyniki fre-
kwencyjne staja si¢ w ten sposob informacjg o znaczeniu PR-owym
i marketingowym, przesadzajac w duzej mierze o nastawieniu widowni,
statusie filmu jako sukcesu badz porazki i jego dalszych wynikach.
Dotyczy to oczywiscie kinematografii amerykanskiej, szczegoélnie
zorientowanej rynkowo i o wyjatkowo rozwinietej owej ,,kulturowej
obsesji”. W warunkach polskich, w ktdrej wyniki box office’u $ledzo-
ne sg raczej jedynie przez samg branze filmowa, stanowig element
wewnatrzbranzowej komunikacji kin, dystrybutoréw i producen-
tow. Ich rola jest na pewno skromniejsza, lecz réwniez w warunkach
wspolczesnej kinematografii polskiej weekend otwarcia ma ogromne
znaczenie i przemozny wplyw na cato$ciowy wynik filmu. Na rynku
polskim obserwujemy bowiem prawidlowosci, ktére zaleznie od typu
filmu pozwalaja w pewnym przyblizeniu szacowac ostateczne kinowe
wyniki filmu na podstawie weekendu otwarcia i pierwszego tygodnia
dystrybucji.

Duze filmy czesto startujg w pierwszym weekendzie i tygo-
dniu na podobienstwo wybuchajacego intensywnego plomienia, ale
tez naturalnie ,wypalaja si¢” szybciej, mniejsze charakteryzuja si¢
zazwyczaj nieco dluzszym i mniej stromym rozkladem cotygodnio-
wych wynikdéw. Istotne sg tutaj decyzje manageréw i programerow
kin podejmowane na podstawie biezagcych wynikéw. Filmy, ktére nie
zyskaly zainteresowania widowni, cze¢sto schodza z ekranéw juz po
dwoch tygodniach. Z kolei przyzwoite otwarcie i spadek w drugim
tygodniu mniejszy niz 50 procent daje szans¢ na dluzsza obecno$é
w kinach.

Tytuly, ktére osiggajg bardzo podobne wyniki calo$ciowe, moga
»dochodzi¢ do nich réznymi drogami’, poprzez wyraznie odmienne
tygodniowe rozktady frekwencji wskazujgce na odmienne rodzaje tych
filméw, a w konsekwencji ich rozne, ale jednoczesnie dos¢ przewidywal-
ne, ,zachowanie si¢” w box offisie. Dla zobrazowania tej prawidlowosci
przyjrzyjmy si¢ trajektoriom tygodniowej frekwencji trzech filméw
o bardzo podobnym wyniku calosciowym wprowadzanych do kin przez
réznych dystrybutoréw. Sg to: Jurassic World. Upadfe krélestwo (2018,
846 498 widzow, dystrybucja: UIP), Piorun (2008, 849 097 widzdw,
dystrybucja: Forum Film) oraz Wkreceni (2014, 843 548 widzéw, dys-
trybucja: Interfilm). Zauwazmy, iz réznica miedzy pierwszym a trzecim
wynikiem frekwencyjnym z tej grupy wynosi zaledwie 5 549 widzdow,
czyli 6,5 promila wyniku najpopularniejszego filmu z grupy. Wyniki
cato$ciowe s3 w wysokim stopniu zbiezne, natomiast roznice rozkladow
pokazujg nam typowy dla rynku mechanizm réznicowania przelicznika
(mnoznika) weekendu otwarcia na wynik calosciowy z uwagi na inng
charakterystyke filmu pociagajaca za sobg odmienne cotygodniowe
rozktady frekwencji.
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Wykres 2. Frekwencja na
filmach Jurassic World,
Piorun, Wkreceni

Zrédto: boxoffice.pl.

Jurassic World. Upadle krélestwo jest klasycznym blockbusterem
wprowadzonym do kin 8 czerwca 2018 roku. W sposéb typowy dla
blockbusteréw po wysokim otwarciu w kolejnych tygodniach odnotowu-
je mniej wiecej rowne procentowe spadki wynikéw. Wykres obrazuje, iz
drugi tydzien jest frekwencyjnie gorszy od pierwszego o 30 procent, na-
stepnie trzeci od drugiego od 25 procent itd. Film po czterech tygodniach
osiaga juz 8o procent calosciowego wyniku (prawie 674 tys. widzéw).
Rozktad frekwencyjny kolejnych tygodni jest w jego wypadku bardzo
podobny do przytaczanych wczesniej filméw Skyfall i Nie czas umierac,
z ktorymi laczy go typowa dystrybucyjna charakterystyka blockbustera.

Piorun jest filmem dla widowni dziecigcej i mtodziezowej z pre-
mierg 28 listopada 2008 roku. Data premiery jest dobrana w taki sposéb,
aby szczyt frekwencji przypadt 6 grudnia, czyli w mikotajki. Widoczne
jest, ze w sposob nietypowy dla zdecydowanej wiekszosci filméw drugi
tydzien wyswietlania jest wyraznie lepszy frekwencyjnie niz pierwszy,
zamykajac sie wynikiem prawie 290 tys. widzéw. Piorun stanowi przy-
ktad filmu, ktérego pierwszy tydzien obecnosci na ekranach stuzy¢
ma przede wszystkim zasygnalizowaniu jego obecnosci na ekranach.

~Prawdziwg” data premiery, czyli szczytem frekwencji, jest jednak w jego
wypadku 6 grudnia. Sledzac wykres dalej, mozemy zauwazyé¢, iz - po-
nownie w sposob nietypowy — notujemy wzrost frekwencji w pigtym
tygodniu jego obecnosci na ekranach. Zagadke tego wzrostu tatwo
rozwigzad, zerkajac do kalendarza pokazujacego, ze rozpoczynajg sie
wtedy zimowe ferie noworoczne. Przyklad filmu dla widowni dziecig-
cej i mlodziezowej Piorun ilustruje stara madro$¢ kiniarzy, ze do kina
chodzimy przede wszystkim wtedy, kiedy mamy wolny czas, kino jest
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rozrywka czasu wolnego, a zasada ta ze szczeg6lng moca obowigzuje
w przypadku filméw familijnych.

Przyklad trzeci stanowi polski film Wkreceni z premiera 10 stycz-
nia 2014 roku. Poczatek roku (styczen i luty) stanowia tradycyjnie
dobry okres dla lokalnych filméw w polskich kinach. Drugi i trzeci
tydzien obecnosci filmu na ekranach sg calkiem niezle, cho¢ w sposob
naturalny dla rynku kinowego notowane sg spadki, dla przykladu drugi
tydzien przynosi spadek rzedu 10 procent w stosunku do tygodnia
premierowego. Spadki tego rzedu okreslane s3 jednak jako niewielkie.
Miedzy trzecim a sz6stym tygodniem obecnos$ci na ekranach nastepuje
zmniejszenie spadkow, co obrazuje wyplaszczenie krzywej na wykresie.
Ponownie mozemy zerkng¢ do kalendarza pokazujacego, iz termin
ten to bardzo dobry frekwencyjnie okres poprzedzajacy walentynki.
Po siedmiu tygodniach, czyli po 14 lutego, film praktycznie przestaje
zarabia¢ w kinach. Strategia dystrybutora polegala w tym wypadku na
wejéciu do kin mozliwie najwczesniej w styczniu i utrzymaniu filmu
na ekranach kin do walentynek. Zamiar ten powiddl sie, a calosciowy
wynik filmu w kinach wypada uzna¢ za sukces.

Trzy wybrane do poréwnania filmy osiagnety bardzo podobny
wynik frekwencyjny, ale w innych latach, dzigki innym dystrybutorom,
w innym okresie roku kalendarzowego oraz przede wszystkim przy in-
nym rozkladzie tygodniowych wynikéw frekwencyjnych wyznaczanym
ich charakterystyka oraz dopasowang do nich strategia dystrybucyjna.

Jednym z czynnikdw sukcesu frekwencyjnego, w potocznej §wia-
domosci branzy wskazywanym czesto jako jeden z czterech, pieciu
najwazniejszych, jest gléwna nagroda na ktéryms z najwazniejszych
$wiatowych festiwali filmowych. Zdaje si¢ ona mie¢ znaczenie zwlasz-
cza dla dystrybutoréw $redniej i matej wielkosci, niemajacych dostepu
do najwigkszych frekwencyjnych hitéw, w przypadku filméw holly-
woodzkich wielkiej pigtki rozpowszechnianych przez ich dystrybucyjne
oddzialy, a w przypadku najbardziej atrakcyjnych filméw z sektora
independent niedostepnych z powodu zaporowych dla mniejszych pod-
miotéw kwot licencji terytorialnych.

Zastawienie widowni oraz wplywdéw na rynku polskim laurea-
tow glownych nagrdd festiwali w Cannes, Berlinie i Wenecji w latach
2011-2021, uzupetnione o nazwy polskich dystrybutoréw, przedstawiajg
Tabele 1-3.

Zestawienie wynikow dystrybucyjnych zwyciezcow trzech naj-
wazniejszych festiwali na polskim rynku kinowym nie pozwala na po-
twierdzenie hipotezy o jednoznacznym i znaczacym wplywie nagrody
festiwalowej na wynik frekwencyjny. Wyraznie wida¢, ze role graja
tu przede wszystkim inne czynniki, a ich wplyw jest wazniejszy lub
ewentualnie mediujacy znaczenie sukcesu festiwalowego. Zestawienie
nagréd weneckich ukazuje wyraznie, iz w drugiej polowie dekady na
festiwalu tym gtéwne nagrody zaczety zdobywac tytuly o innej niz
wczesniej charakterystyce. Filmy o wyraznym profilu arthouseowym
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Tabela 1. Ztota Palma w Cannes w latach 2011-2021

Rok Tytut Polski dystrybutor Liczba widzéw w Polsce
2011 |Drzewo zycia Monolith 72995
2012 | Mitosé Gutek 79 007
2013 | Zycie Adeli Gutek 30 674
2014 | Zimowy sen Film Point Group 19 560
2015 | Imigranci Solopan 9 608
2016 |Ja, Daniel Blake M2 Films 37510
2017 | The Square Gutek 104 692
2018 | Ztodziejaszki Polskie Media 24125
2019 | Parasite Gutek 432572
2020 |festiwal nie odbyl sie
2021 | Titane Nowe Horyzonty 24 309
Zrédto: boxoffice.pl.
Tabela 2. Ztoty NiedZwiedz w Berlinie w latach 2011-2021
Rok Tytul Polski dystrybutor Liczba widzéw w Polsce
2011 |Rozstanie Gutek 58 996
2012 | Cezar musi umrzec Aurora 9971
2013 | Pozycja dziecka Aurora 10 187
2014 | Czarny wegiel, kruchy lod Aurora 11412
2015 | Taxi - Teheran Solopan 13 162
2016 | Fuocoammare. Ogieni na morzu Aurora 10 801
2017 | Dusza i ciato Aurora 22611
2018 | Touch Me Not Nowe Horyzonty 13 503
2019 | Synonimy Aurora 7 553
2020 | Zlo nie istnieje Aurora 2776
2021 | Niefortunny numerek lub szalone porno Nowe Horyzonty 11269
Zrédto: boxoffice.pl.
Tabela 3. Zloty Lew w Wenecji w latach 2011-2021
Rok Tytul Polski dystrybutor Liczba widzéw w Polsce
2011 | Faust Aurora 7231
2012 | Pieta Aurora 5 540
2013 | Rzymska aureola Aurora 7 828
2014 | Golgb przysiadt na gatezi i rozmysla o istnieniu | Aurora 20 545
2015 | Z daleka Solopan 2554
2016 |Kobieta, ktora odeszta Nowe Horyzonty 918
2017 | Ksztalt wody Imperial Cinepix 175 863
2018 |Roma Gutek dla Netflixa brak danych
2019 |Joker Warner 2009 815
2020 |Nomadland Disney 147 767

2021 | Zdarzylo sig

brak polskiego dystrybutora w momencie pisania

artykulu

Zrédto: boxoffice.pl.
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zastepuja w roli tryumfatoréw uhonorowanych Zlotym Lwem holly-
woodzkie filmy studyjne o ambicjach artystycznych, z reguty oscaro-
wi faworyci. Sg to wiec filmy wykorzystujace konwencje gatunkowe,
nierzadko z udzialem gwiazd, duzego budzetu oraz dystrybucyjnych
mozliwos$ci studia. W wynikach powoduje to przepasé, gdy z poziomu
wezesniejszych 5-20 tys. sprzedanych biletéw filmy nagrodzone Ztotym
Lwem osiagaja wyniki rzedu 145-175 tys. widzéw na rynku polskim
lub siegaja wyniku dwumilionowego. Nagroda wenecka ma dla tych
prawidlowosci co najwyzej drugorzedne znaczenie.

Ciekawy jest tez przypadek nagrod w Cannes, tworzacych na
przestrzeni dekady znacznie bardziej spdjny korpus filméw pod wzgle-
dem estetyki i stylu filmowego. Dystrybutorzy tacy jak Solopan osiagaja
z filmem nagrodzonym Zlota Palmg wynik rzedu 10 tys. widzéw, dys-
trybutorzy mniej znani i relatywnie nowi na rynku, tacy jak Film Point
Group czy Polskie Media, wyniki rzedu 20-25 tys. widzéw, dystrybuto-
rzy $redniej wielkosci jak M2 Films wynik rzedu 37 tys. widzéw, nato-
miast Gutek Film, szczegolnie mocny w dziedzinie kina arthouseowego
iz tego rodzaju produktem kojarzony, raz osiagga wynik 35 tys. widzdéw,
a dwukrotnie lokuje si¢ w okolicach przedzialu 8o-100 tys., na ktérym
znajduje si¢ tez ze swoim cannenskim filmem Monolith, jedna z naj-
wiekszych polskich firm dystrybucyjnych. Warta zaryzykowania jest
hipoteza, ze w przypadku tych filméw nie nagroda festiwalowa albo
rézne fabuly, nazwiska rezyserskie czy aktorskie grajg role, lecz pozy-
cja rynkowa dystrybutora, jego marka, kontakty z kinami, kojarzenie
z okreslonym rodzajem produktu oraz mozliwosci uzyskiwania od kin
lepszych warunkéw rozpowszechniania (liczba sal, godziny seanséw).

Zdaja sie to potwierdza¢ wyniki filméw nagrodzonych Ztotym
Niedzwiedziem w Berlinie. Stowarzyszenie Nowe Horyzonty uzyskuje
z nimi wyniki do 10 tys. widzéw, Aurora w przedziale 10-20 tys. widzéw,
Gutek za$ 60 tys. widzéw (i to na poczatku analizowanej dekady, gdy
calo$ciowo rynek kinowy w Polsce byl wyraznie mniejszy niz pod
koniec tej dekady przy 38 mln biletow sprzedanych w 2011 i 60 mln
biletéw sprzedanych w 2019 roku).

Celowo konczymy artykut watkiem wynikajacym z zestawienia
wynikéw frekwencyjnych festiwalowych laureatéw. Dobitnie wska-
zuje ono bowiem na znaczenie dystrybutora dla finalnego wyniku
filmu, na wage jego wiedzy, kontaktéw, doswiadczenia, znajomosci
rynku i marketingowego kunsztu. Sektor ten bywat do tej pory czesto
pomijany, lekcewazony badz sprowadzany jedynie do prostego tech-
nicznego posrednictwa miedzy twércami a kinami. Z cala pewnoscia
jest niedoceniany i niestusznie znajduje si¢ w cieniu sektora produkeji.
Zach Baron pisal swego czasu, iz ,,[...] zazwyczaj dystrybucja jest jak
instalacja hydrauliczna: gleboko ukryta, niedostrzegalna i przykuwajaca
uwage jedynie w wypadku awarii”[16].

[16] Z. Baron, How A24 is Disrupting Hollywood,
<https://www.gq.com/story/a24-studio-oral history>.
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Traktujemy ten artykul, obok poprzedzajacych go innych pub-
likacji, jako otwierajacy pole do dyskusji w Polsce na temat kluczowej
roli sektora dystrybucji w ekosystemie kina, a przede wszystkim prébe
pokazania, iZ moze on by¢ sferg fascynujaca, a z cala pewnoscig nie-
sprowadzajacg si¢ jedynie do wysylki kopii i plakatéw do kina oraz
zamOwienia reklam[17]. Distribution studies zastuguja w Polsce na po-
dobng uwage jak rozwijajace si¢ w lokalnym otoczeniu od kilkunastu
lat production studies.
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Galeria -
plakaty filmowe Uniwersytetu Artystycznego
im. Magdaleny Abakanowicz w Poznaniu

Galeria w niniejszym tomie czasopisma jest nieco inna niz w numerach
wezesniejszych. Nie zawiera fotografii — uznaliémy bowiem, ze blizszy tematom
dystrybucji i widowni filmowej bedzie plakat: jako wazny element promogji, a cze-
sto przeciez jako pierwszy obraz zawigzujacy relacje film - odbiorca.

Chcieli$émy, by autorskie propozycje plakatow dotyczyly filméw, ktére
z jakich$ wzgledéw wyrdzniajg sie pod wzgledem dystrybucyjnym - zaréwno
z perspektywy historycznej, jak i wspdlczesnej. Z tytutdéw starszych wybér padi na
dwa polskie ,,potkowniki”: Przypadek Krzysztofa Kieslowskiego (1981/1987) i Ko-
biete samotng Agnieszki Holland (1981/1987). Z produkcji nowszych wskazalismy
Rome Alfonso Cuaréna (2018) i Nie patrz w gére Adama McKaya (2021) - filmy
w duzej mierze zawdzieczajace swoja rozpoznawalnos¢ ustudze video-on-demand
(w obu wypadkach reprezentowanej przez Netflix), ktéra w ostatnim czasie tak
silnie zmienita pejzaz mediéw audiowizualnych.

Do wspolpracy zaprosiliémy Uniwersytet Artystyczny im. Magdaleny
Abakanowicz w Poznaniu. Studenckie projekty powstaty w I Pracowni Plakatu, na
Wydziale Grafiki i Komunikacji Wizualnej (prowadzacy: prof. Grzegorz Marszalek,
p.o. kierownik: dr Marcin Markowski). Prezentowane grafiki pokazuja rozmaite
sposoby potraktowania zadanego tematu, w mniejszym lub wigkszym stopniu
nawigzujace do fabuly lub dyskursu danego filmu.

Malgorzata Mitawska-Ratajczak

Gallery -
film posters from the Magdalena Abakanowicz
University of Arts in Poznan

The gallery in this volume of the magazine differs slightly from that in
previous issues. It does not include photographs, because we decided that a poster
would be closer to the themes of film distribution and film audiences: it is an im-
portant element of promotion, and often, after all, as the first image that establishes
the film-audience relationship.

We wanted original proposals for posters to concern films that for some
reason stand out in terms of distribution, both from the historical and contem-
porary perspective. Of the older titles, the choice fell on two ‘seminal’ Polish
films: Krzysztof Kieslowski’s Blind Chance (Przypadek) (1981/1987) and Agnieszka
Holland’s A Lonely Woman (Kobieta samotna) (1981/1987). Of the more recent
productions, we chose Alfonso Cuarén’s Roma (2018) and Adam McKay’s Dorn’t
Look Up (2021) - films that owe much of their recognition to the video-on-demand
service (represented in both cases by Netflix) that has exerted such a radical change
in the audiovisual media landscape recent times.

We invited the Magdalena Abakanowicz University of Arts in Poznan to
collaborate. The student projects were created in Poster Studio no. 1 at the Faculty
of Graphic Arts and Visual Communication (supervisor: Prof. Grzegorz Marszalek,
acting supervisor: Dr Marcin Markowski). The prints presented show different
ways of treating a given subject, more or less alluding to the plot or discourse of
a particular film.

Malgorzata Mitawska-Ratajczak
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Aleksandra Pelan, Kobieta samotna [A Lonely Woman]
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by Alfonso Cuarodn

Aleksandra Pelan, Roma
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Daniel Kubacki, Kobieta samotna [A Lonely Woman]
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Daniel Kubacki, Przypadek [Blind Chance]
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Jakub Kanarek, Kobieta samotna [A Lonely Woman]
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Jakub Kanarek, Przypadek [Blind Chance]
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Don't Look Up
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Kseniya Dubiashchuk, Nie patrz w gore [Don’t Look Up]
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Kseniya Dubiashchuk, Kobieta samotna [A Lonely Woman]
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ROMA

by Alfonso Cuarén

Kseniya Dubiashchuk, Roma
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Luigia Di Sarno, Nie patrz w gore [Don't Look Up]
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DON'T LOOK UP ...

Marta Baczyk, Nie patrz w gére [Don’t Look Up]
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ROMA

ALFONSO CUAROGM

MARINA DE TAVIRA YALITZA APARICIO

Simona Cirlugea, Roma
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Directed by Adam McKay Prodwcer Adam MeKay Kevin Messick  Screenwriter Adam MeKay Ravid Sirota

Vasylenko Sofiia, Nie patrz w gore [Don’t Look Up]
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Vasylenko Sofiia, Kobieta samotna [A Lonely Woman]
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Przypadek

Vasylenko Sofiia, Przypadek [Blind Chance]
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W pierwszy dzieni Swigt Bozego Narodzenia, 25 grud-
nia 2021 roku, w swoim rodzinnym domu na Lubel-
szczyznie zmarta dr Urszula Tes, autorka kilku tekstow
wydrukowanych na tamach ,,Images”. Ostatni z nich,
a zarazem jeden z ostatnich w catym jej dorobku,
opublikowany zostal posmiertnie wlasnie w niniejszym
numerze czasopisma. Chcgc sprostaé wyjgtkowym oko-
licznosciom tej publikacji, postanowilismy wzbogacic¢
ja o gars¢ krotkich wspomnieri pochodzgcych od o0séb

blizej zwigzanych z jej zmarlg autorkg, nietuzinkowg

postacig polskiego filmoznawstwa. Oto one:

Marzena Dudziuk-Koluch,
Sylwia Szczepanska-Horoszko

Nasz wsp6lny z Urszulg Tes czas odmierzany
byt wartoscig spotkan. Zawsze profesjonalnie
do nich przygotowana, czesto zwracata uwage
na to, co nieoczywiste w filmie. Byla §wietnym
partnerem do dyskusji, chociaz czasem trud-
nym i upartym. Zdystansowana, buntownicza,
ironiczna wobec siebie i §wiata. Zaangazowana
i oddana swojej pasji, rowniez fotograficzne;j.
Pochlonieta pracg naukowa. Zmieniata swo-
je miloéci od Johna Cassavetesa, bitnikéw po
fascynacje filmem dokumentalnym i Ireng Ka-
mienska, ale zawsze kochata mocno, szta wlasng
droga, niezaleznie od konsekwencji. Niezasta-
piona, nieodzalowana dla nas i Festiwalu Filmu
Filozoficznego.

Ewa Fiuk

Nasze filmowe preferencje do§¢ mocno si¢
réznily, dlatego niewiele bylto dziel, ktérymi
mogly$my zachwycac si¢ wspolnie. Nalezat do
nich Miéd Semiha Kaplanoglu opowiadajacy
histori¢ chlopca odkrywajacego $wiat i tajniki
zycia ze wszystkimi jego blaskami i cieniami;
chlopca wyjatkowego, bo posiadajacego wy-
jatkowa — naiwna i dzieciecs, a jednoczesnie
$wiadomga i dorostg - percepcje. Bylo w tym kil-
kulatku co$, co obie pokochalysmy. W ostatniej
scenie filmu maly bohater zasypia w konarze
drzewa, ktory wydaje si¢ miejscem ukojenia
najbardziej naturalnym z mozliwych. Mysle

o Uli w takim duzym, starym i spokojnym
drzewie...

Mikolaj Jazdon

Poznalismy sie w 2012 roku, gdy przyjechala
do Poznania z wyktadem o kinie Johna Cassa-
vatesa i by zaprezentowac filmy Beat Generation
(byla autorka monografii poswigconych obu fe-
nomenom). Rozmowa z widzami przeciggnela sie
do pézna w nocy. Ula odkrywala wéwczas dla sie-
bie nowy temat (napisala w mailu: ,w te wakacje
zobaczytam dokumenty Kamienskiej, i «eureka»,
to jest to! [na te eureke czekatam s lat!]”). Filozo-
fie i metafizyke, ktdre tropita w kinie, odnalazta
w dokumentach Ireny Kamienskiej. Napisata
o tym $wietng ksiazke. Jej tytul zaczyna sie od
stow: cztowiek, zbiorowos¢é, pamiec. ..

Katarzyna Maka Malatynska

Bylo w naszych dlugich rozmowach sporo
krytycyzmu, duzo emocji. Ula czesto dostrze-
gala w filmach dokumentalnych pierwiastek
metafizyczny, umykajacy wiekszosci widzow,
niekiedy mnie rowniez. Jej spojrzenie otwieralo
na duchowo$¢, ktdra nierzadko kryta sie pod
warstwa faktow, konkretnych twarzy i gestow
zarejestrowanych dokumentalng kamera. Gdy
rozpoczeta prace nad ksigzka o tworczosci Ireny
Kamienskiej, czulam, ze jej wrazliwo$¢ bliska
jest odczuwaniu $wiata przez dokumentalistke,
ze Ula zobaczy w tych filmach znacznie wigcej
niz obrazy zycia spolecznego.
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Andrzej Szpulak

Kiedy zastanawiam si¢ nad dorobkiem
intelektualnym Uli Tes, przypominam sobie
oczywiscie to, co sama napisala, ale mysle
takze o tym, jak inspirowala i dopingowala
do pracy innych, w tym i mnie. Kazdy, kto ja
blizej poznal, wie, Ze byla to mistrzyni rozmo-
wy - konkretnie ukierunkowanej, pogtebionej,
fascynujacej, wymagajacej i szczerej. A ponie-
waz szczeros¢ Uli, przejawiajaca sie od czasu
do czasu niezgoda z interlokutorem, nie ranita,
to stawala si¢ niezwykle tworcza. Ula chciala
i potrafita naprawde pomdc w zmaganiach ze
skomplikowang materig kina artystycznego. Jej
zdanie stawalo si¢ zazwyczaj jednym z waznych
punktéw odniesienia.

Elzbieta Wigcek

W trakcie studiéw czesto rozmawialy$my
o kinie awangardowym i autorskim, a nasze
przyszte publikacje oscylowaty wokét tego sa-
mego zjawiska — niezaleznego kina amerykan-
skiego. W 2001 wydalam ksigzke o twérczosci
Jima Jarmuscha, a Ula dwa lata p6zniej napisata

o kinie Johna Cassavetesa. Po studiach nadal 13-
czyla nas fascynacja kinem. Ula wspotorganizo-
wala trzy edycje Festiwalu Filmu Filozoficznego
i zawsze zapraszata mnie na debaty. Ostatnio po
dluzszej przerwie spotkalysmy sie w kawiarni
w ogrodzie Mehoffera. Pamietam jak dzi$ nasza
rado$¢ z ponownego spotkania i dlugg rozmowe,
ktora trudno bylo nam skonczy¢. .. Nie miatam
wtedy pojecia, ze widzimy si¢ po raz ostatni.

Jan Zamojski

Urszula opowiedziata kiedy$ o tym, jak
siedzac w Vesuvio Cafe na rogu alei Kerouaca
w San Francisco, postawila metafizyczny waru-
nek: jesli Kerouac da jej znak i pojawi si¢ w ok-
nie jako golab, to ona napisze ksigzke o kinie
bitnikéw. Kerouac przyfrungl natychmiast.

Opowiedziala to w 2010 r. w Krakowie, pod-
czas V edycji Festiwalu Filmu Filozoficznego,
ktérego byla filmoznawcza podpora. Wowczas
poznali$my sie i tak zapamietatem historie o go-
tebiu. W ksigzce Uli o filmie Beat Generation
jest jego zdjecie. Ale nie wiem, czy calg reszte
zapamigtalem dobrze. Od Uli juz si¢ tego nie
dowiem.
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Wygnani z raju - analiza toposu domu w filmach

Andrieja Zwiagincewa

[URSZULA TES

Akademia Ignatiaum w Krakowie

ABSTRACT. Tes Urszula, Wygnani z raju - analiza toposu domu w filmach Andrieja Zwiagincewa [Banished
from Paradise - an analysis of the topos of home in the films of Andrei Zvyagintsev]. “Images” vol. XXXII, no. 41.
Poznan 2022. Adam Mickiewicz University Press. Pp. 303-316. ISSN 1731-450X. DOI 10.14746/i.2022.41.16.

The topos of home’ is one of the most important motifs in Andrey Zvyagintsev’s films. The director perceives ‘home’
as a material and symbolic term. It applies to the place where a family lives and to the house of God. The article
refers to Eliade’s well-known concept of home, but also to the more modern one created by Zbigniew Kadtubek,
who writes about oikology in the context of faith. The article reveals the richness of mythical, cultural, religious
and artistic references. Each film exposes different images of ‘home), but they use common metaphors, such as the
fall, destruction and the apocalypse. Contemporary man, turned away from God, recreates the mythical thread
of exile and ceases to have a safe place to be in the world. In such works as The Banishment, Leviathan, Elena,
and Loveless, the director fully showed the consequences of losing the spiritual dimension of life. The proposed
interpretations of Zvyagintsev’s films expand the reception of his work in Poland.

KEYWORDS: home, myth, religion, spirituality, apocalypse

Andriej Zwiagincew swoje filmowe uni-
wersum wypelnil symbolami, ktére w czasach
wspolczesnych stajg si¢ bolesnie niepotrzebne.
Symbole przypominajg bowiem o odwiecznym
porzadku, o wielowymiarowosci Zycia, jego
glebi, co stoi w sprzeczno$ci z nowoczesnymi
idealami, ktore majg nas za wszelkg cene utrzy-
macd na poziomie doczesnosci, samospelnienia
i dobrobytu. Cztowiek przestaje rozumie¢ znaki,
symbole, mity. Rosyjski rezyser, dostrzegajac
te cywilizacyjng chorobe, proponuje widzowi
kino transcendentalne[l], ktére czerpie site
przekazu z operowania odwiecznymi toposami,
archetypami, mitami. Prowadzi odbiorce w ten
sposdb ku sferze sacrum odstaniajacej ciagla
tesknote czlowieka za Bogiem, za Sensem. Jak
ujat to w lekcji mistrzowskiej filmowiec: ,,Dzie-
to sztuki, ktdre nie zajmuje si¢ stosunkiem Boga
i cztowieka, nic nie jest warte”[2].

Jednym z najwazniejszych toposéw obec-
nych we wszystkich dzielach rosyjskiego rezy-
sera jest dom, pojecie-klucz kultury, archetyp,
ktéry odnosi sie do sfery duchowej i psychicz-
nej czlowieka[3]. ,Czlowiek potrzebuje do zycia
sprzyjajacego $rodowiska i dachu nad glowa,

czyli rodziny i domu. Pragnie on ze wszystkich
sil mie¢ miejsce, w ktorym czulby sie u siebie,

[1] Ludmija Klujewa rozwija refleksje Paula
Schradera o kinie transcendentalnym zawarte

w ksiazce Transcendental Style in Film: Ozu,
Bresson, Dreyer z 1972 roku. Rosyjska badaczka
pisze o modelowaniu przez rezysera ,,piono-
wej” przestrzeni, ktéra okresla relacje Boga

i cztowieka, mikrokosmosu i makrokosmosu.
W filmach transcendentalnych sfera realistycz-
na i symboliczna sg zréwnowazone, ale wraz

z rozwojem fabuly coraz bardziej rzeczywisto$é
fizyczna ,dematerializuje si¢” i zaczyna domi-
nowac¢ porzadek metafizyczny. Zob. L. Kliujewa,
Dychanije kamnia, [w:] Dychanije kamnia. Mir
filmow Andrieja Zwiagincewa, red. ]. Nochina,
W. Gasparow, Moskwa 2019, s. 212-246. To i inne
tlumaczenia z tej ksigzki na potrzeby tego tekstu
wykonala Margarita Wladimirowa, ktérej w tym
miejscu dziekuje.

[2] A. Zwiagincew, Mastierklas Andrieja Zwia-
gincewa. Fragment no 3, [w:] Dychanije kamnia.
Mirfilmow..., op.cit., s. 149.

[3] Znaczace wydaje sie tez, ze dom jest jednym
z najwazniejszych toposéw obecnych w dzielach
mistrza Zwiagincewa, Andrieja Tarkowskiego
(Solaris, Zwierciadlo, Nostalgia, Ofiarowanie).

Images 31(41), 2022: 303-316. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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dach, ktdry ostaniatby jego prywatne zycie”[4] -
pisze filolog Urszula Trojanowska. Wedlug
Mircei Eliadego, dom jest uniwersum, budu-
jac ktore, czlowiek nasladuje wzorcowe dzieto
bogéw, kosmogonig[5]; stanowi imago mun-
di, ,centrum $wiata”[6]. Dom, §wigtynia, mia-
sto posiadajg strukture mityczna. A zdaniem
Zwiagincewa mit jest jedyng prawdg i wszyscy
jestesmy przesigknieci mitami, cho¢ tego nie
zauwazamy[7]. Dom dla filologa Zbigniewa
Kadlubka to metafora i do§wiadczenie, a takze
»pojemnos¢ duchowa, emocjonalna, intelektual-
nai$lad wydarzenia, relacji oraz autentycznego
spotkania. Dom to réwniez zmaterializowana
wiara w Boga i sens istnienia’[8].

W starotestamentowej przypowiesci czlo-
wiek wygnany z raju musial szuka¢ dla siebie
schronienia. Istotne wydaje si¢ pytanie, czy
W rzeczywisto$ci wygnania mozna mowic
w ogole o idei domu. Autor eseju Oikologia (in-
karnujgc wiareg) uwaza, ze czlowiek, opuszcza-
jac Raj[9], stal si¢ bezdomny. Badacz widzi dzis
naglacg potrzebe powrotu do pogtebionej re-
fleksji nad domem, ktora nazwat oikologia. Jego
zdaniem ,,odtwarza ona opowies¢ [...] o tym,
jak cztowiek tesknil za domem i nieudolnie usi-

[4] U. Trojanowska, Archetyp domu w dwudzie-
stowiecznej literaturze rosyjskiej, Krakow 2008,
s.15.

[5] M. Eliade, Sacrum a profanum, przel. B. Ba-
ran, Warszawa 2008, s. 58.

[6] Ibidem, s. 59.

[7] A. Zwiagincew, Mastierklas Andrieja Zwiagin-
cewa..., s. 150.

[8] Z. Kadlubek, Oikologia (inkarnujgc wiarg),
[w:] T. Stawek, A. Kunce, Z. Kadtubek, Oikologia,
Katowice 2013, s. 176.

[9] Postuguje si¢ pisownig autora.

[10] Z. Kadlubek, op.cit., s. 181.

[11] L. Ryken, J.C. Wilhoit, Stownik symboli-

ki biblijnej, przet. Z. Kosciuk, Warszawa 2017,

s. 153-154.

[12] Z. Kadlubek, op.cit., s. 170.

[13] Liste publikacji zamieszczam w bibliografii.
[14] Warto zwrdcié tutaj uwage na biograficzny
watek. Ojciec Andrieja Zwiagincewa odszedt od
rodziny, gdy ten mial pie¢ lat. Zob. K. Kotacz,
Wygnani przez ojca. Kino Zwiagincewa, ,,Ekrany”
2017, nr 6(40).

fowal don powrdci¢”[10]. Dom w Biblii koja-
rzony jest z namiotem, miejscem zamieszkania,
rodzing, $wiatem. Domem w chrzescijanstwie
jest $wigtynia: ko$cidl, cerkiew, idealnym do-
mem za$ jest dostgpienie zycia wiecznego[11].
Filolog, piszac o oikologii, wskazuje, ze domem
czlowieka moze by¢ wiara, ktéra pojmuje w ka-
tegoriach ziemi obiecanej, miejsca, w ktérym
mozna dobrze zy¢[12].

Topos domu bede analizowala, majac na
wzgledzie réznorodne jego powinowactwa:
dom rodzinny, cztonkéw rodziny, dom Bozy.
Filmy Zwiagincewa doczekaly sie w jezyku pol-
skim kilku wnikliwych analiz, zatem pomine te
aspekty, ktdre byly juz przedmiotem naukowych
rozwazan - analize biblijnych motywoéw([13] -
a ogranicze sie do toposu domu. Naszkicuje tez
jedynie watki zwigzane z biblijnymi konotacja-
mi ojcéw i matek, ktdre zostaly juz uprzednio
zinterpretowane, starajac si¢ wydoby¢ nowe
aspekty.

W filmach Zwiagincewa obserwujemy me-
taforyczng destrukcje wartosci, jaka jest dom.
Dom w Powrocie (2003) jest pusty, w Wygnaniu
(2007) posesja nalezaca do ojca Aleksa i Mar-
ka staje sie miejscem tragedii, w Elenie (2011)
i Niemitosci (2017) mieszkania stracily charakter
przytulnej przestrzeni, ulegly odhumanizowa-
niu. W Lewiatanie (2014) widzimy catkowita
fizyczng degradacje domu.

Swiatynia - dom Boga - najczesciej obra-
zowana jest jako ruina. Rosyjski rezyser przy-
glada sie¢ w swoich dzieach degradacji jednego
z najwazniejszych archetypow ludzkosci. Dom,
ktory odgrywa fundamentalng role w zyciu czlo-
wieka, przestaje pelni¢ swoje odwieczne funk-
cje — dystans, chléd zajmuja miejsce poczucia
wiezi i milosci. Relacje rodzinne dalekie sg od
harmonii, brakuje badz matek (w Lewiatanie
matka Romy umarla, kiedy chlopiec byl maly,
w Wygnaniu Wiera odbiera sobie zycie), badz oj-
cow[14] (przez dwanascie lat ojciec byl nieobec-
ny w zyciu chlopcéw z Powrotu, w Elenie nie
dowiadujemy sie, kim jest/byt ojciec Siergieja),
badz - jak w Niemifosci — rozwodzacy si¢ rodzi-
ce w ogole sg nieobecni w zyciu dziecka (syna).
Dom bez matki czy ojca jest domem niepetnym,



ulomnym|[15]. Pomiedzy czlonkami rodziny wy-
czuwalny jest dystans: w Powrocie Iwan prze-
jawia nieche¢ i bunt wobec ojca, w Wygnaniu
Wiera leka sie zatwardzialosci meza, w Elenie
relacje Wladimira z corkg sg wyraznie ostabione,
a milos¢ gtownej bohaterki zaburzona, w Lewia-
tanie Roma zywi nieche¢ do macochy.

Dom przestal by¢ tez miejscem bezpiecz-
nym, staje si¢ metaforycznie miejscem gwattu
na wartosciach: w Wygnaniu Wiera po doko-
nanej aborcji popelnia samobojstwo, w Elenie
zostaje popelnione morderstwo w domu Wladi-
mira, w Niemitosci rozgrywa si¢ dramat Aloszy,
ktory prowadzi do jego zaginiecia. Z domu Koli
w Lewiatanie pozostang tylko gruzy. Zwiagin-
cew, postugujac si¢ toposem domu, wskazuje
na jego szerszy kontekst, apokaliptyczny - lu-
dzie burzac prymarne wartosci i zapominajac
o0 Bogu, skazani s na zagtade. Destrukcja domu
jest metaforycznym zwiastunem korica $wiata.

Powrét - w drodze do domu

Domy w wielu filmach Zwiagincewa (Po-
wrot, Wygnanie, Lewiatan) usytuowane s3
w ustronnych miejscach, w izolacji od ludz-
kich skupisk, sg to stare i zniszczone budynki,
ktorych nikt nie zdotat przystosowa¢ do nowo-
czesnych warunkéw. W tych domach zatrzymat
si¢ czas, nalezg one do innego porzadku, po-
rzadku mitu. Dom w Powrocie jest wyjatkowo
duzy, przestronny, ewidentnie przeznaczony
do zamieszkania dla duzej liczby oséb, przy-
pomina nieco kotchozowy budynek mieszkalny.
Miejsce wyglada na zaniedbane, niszczeje, we
wnetrzu widzimy oznaki jego upadku: batagan,
stare, zniszczone przedmioty, wszechobecny
kurz. Na strychu w kufrze znajdujg si¢ stare
ksiegi (m.in. Biblia), zapomniane przez do-
mownikéw. Wnetrza sg wyjatkowo ascetyczne,
jakby niezamieszkate. Panuje w nich pustka,
brakuje oznak zycia, na $cianach nie ma ani
ikon, ani obrazéw. Jedynym rekwizytem wno-
szacym do domu zycie jest piec, ktory dostrze-
gamy w pokoju, w ktérym przesiaduje babka.
Zwiagincew wyjatkowo duzo uwagi pos$wieca
zywiolowi ognia — wystepuja w jego filmach
nie tylko kominki, ale takze ogniska.
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Przygladajac sie rodzinie z Powrotu zauwa-
zamy, ze matka (Natalja Wdowina) i babcia (Ga-
lina Pietrowa) wychowuja chlopcéw, obdarzajac
ich mito$cig i cieplem, ale jednoczesnie blokuja
ich inicjacje. Kobiety sg bierne, nie nalezg do
nich ,,stowo” ani czyn, sg ,,kaptankami ogniska
domowego’, ale na tym ich rola si¢ konczy. Do-
piero ojciec (Konstantin Lawronienko), ktory
zjawia si¢ po dwunastu latach nieobecnosci, jest
w stanie da¢ synom wprawdzie surowa, ale sku-
teczng nauke, jak stac sie dorostym mezczyzna.
To jego mowa znaczy, to on siada w centralnym
miejscu stotu, on dzieli jedzenie (analogie do
Ewangelii byly wielokrotnie analizowane), on
w koncu zabiera chlopcéw w podréz. Ojciec,
by ratowac Iwana (Iwan Dobronrawow), ponosi
w koncu $mier¢. I dopiero wtedy syn-buntow-
nik jest w stanie nazwac go ojcem.

Ojciec — widziany po raz pierwszy przez
synéw - $pi, a zatem przynalezy do innej rze-
czywistosci. Przykrycie niebieskim satynowym
przescieradtem (nie pasuje do skromnego wy-
stroju domu) i obecnos¢ obok jego gtowy pta-
siego piorka konotujg niebianskg sfere, ktéra
wzmacnia analogia do obrazu Andrei Mantegni
Oplakiwanie zmartego Chrystusa. Scena ta anty-
cypuje $mier¢ ojca i wprowadza motyw ofiaro-
wania, ktory Zwiagincew bedzie konsekwentnie
rozwijal - jeszcze dwukrotnie przywola obraz
Wlocha: w scenie, gdy chlopcy na todzi prze-
wozg cialo rodzica, i we fragmencie utoniecia
todzi ze zwlokami, gdy woda przykrywa ciato
niczym tkanina (kolor ciemnoniebieski przy-
pomina scene z domu). Ojciec w przywotanych
ujeciach ,zasnal na zawsze”. Woda jest tu jed-
nocze$nie symbolem $mierci, ale i zycia, od-
rodzenia i zmartwychwstania[16]. Jak zauwaza
Jana Penczkowskaja, analizujac Powrét, ojciec
tak jak bohater mityczny po wypelnieniu swej
misji umiera, znika, przechodzi do innego $wia-
ta, zostawia po sobie tylko opowiesci[17]. Ojciec

[15] Zob. U. Trojanowska, op.cit., s. 24.

[16] W. Kopalinski, Stownik symboli, Warszawa
2001, S. 481.

[17] J. Penczkowskaja, Mifologia ,Wazwraszieni-
ja”, [w:] Dychanije kamnia. Mir filmow..., op.cit.,
s. 135.
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byt pomocnikiem na drodze do inicjacji synow.
Historia o bohaterze kulturowym nasuwa tez
chrzedcijansky interpretacje. Posrednik Boga,
»Chrystus’, najpierw przygotowuje synéw czto-
wieczych na ostateczny koniec, a potem odcho-
dzi do $wiata, z ktdrego przyszedt. Mitologiczna
i chrzescijanska interpretacja zdaniem badaczki
nie wykluczajg si¢, a wrecz uzupelniaja. Film
wedlug rosyjskiej interpretatorki dotyka istoty
mitologicznej podstawy bytu i jestestwal18].
W Powrocie odnajdujemy jeszcze jeden dom,
na wyspie. To wlasciwie ruina, w ktorej ojciec
zostawil ,,skarb” i powrdcil, by go odkopac.
Ponownie mamy tutaj motyw wyizolowanej
chaty — w porzadku realistycznym wydaje sie
to co najmniej zastanawiajace, w porzadku mi-
tycznym nabiera jednak sensu. Zwiagincew po-
nownie nawigzuje do mitu: wyspa przypomina
0 porzuconym raju, zatem podrdz bohateréw
mozemy interpretowaé ,jako podréz w poszu-
kiwaniu raju, powrdt do poczatku, do zZrodet
natury. Jako ucieczke przed zrujnowanym pej-
zazem miejskim do »wysp szczesliwychg, gdzie
dane nam jest obcowac z zupelnie innym cza-
sem i inng przestrzenia”[19]. Opuszczony dom
(pierwszy w historii ludzkosci?) zawiera skarb,
chroniony przed ludzmi: ,,To co$ tajemniczego,

[18] Ibidem, s. 136.

[19] B. Lisowska, Tajemnica wiary i ofiary.
~Powrdt” Andrieja Zwiagincewa, [w:] Nowa
audiowizualnos¢ - nowy paradygmat kultury?,
red. E. Wilk, I. Kolasinska-Pasterczyk, Krakéw
2008, s. 395.

[20] J. Penczkowskaja, op.cit., s. 135.

[21] To wskazywaloby na powinowactwa z po-
stacig $w. Jozefa, co rozwijam w dalszej czesci
artykutu.

[22] Zob. U. Tes, Symbolika ,,Wygnania” Andrieja
Zwiagincewa — konteksty religijne i malarskie,
[w:] Wobec metafizyki. Filozofia - sztuka - film,
red. U. Tes, A. Gielarowski, Krakéw 2012.

[23] J. Szewczyk, Rozwazania o domu, Bialystok
2018, s. 38.

[24] Wskazywalaby na to wewnetrzna $wietli-
sto$¢ tej postaci. Na zdjeciu jest ona usmiech-
nieta, poza tym Grigorij jest pierwsza osoba,
ktora przyjezdza, by spotkac si¢ z Aleksem i jego
dzie¢mi, co wskazuje na zazytos¢ miedzy nimi.

waznego, co tylko nalezy do ojca. Nie otrzymuja
dostepu do tego skarbu jego synowie. Rodzic
zabiera go ze $wiata Zywych do innego wymiaru.
Nikt o tym sie¢ nie dowie, sekret spoczywa pod
powierzchnig wody. [...] To jest granica, ktdrej
nie jesteSmy w stanie samodzielnie przekro-
czy¢’[20]. Zwiagincew, unikajac dostownosci,
a wrecz zakrywajac sensy niektérych symboli,
pozostawia widza z poczuciem tajemnicy, pry-
marnym dla do§wiadczania w Zyciu transcen-
dencji.

Wygnanie - opuszczenie raju

Czlowiek po wygnaniu z raju, oddzielony od
Boga, skazany jest na dramatyczng egzystencje.
Jego poszukiwanie wlasciwego dla siebie miej-
sca na ziemi wiedzie ku porazce, Zaden bowiem
ziemski dom nie bedzie domem Ojca. Mieszka-
nie Aleksa (Konstantin Lawronienko) i Wiery
(Maria Bonnevie), potozone w industrialnej,
brzydkiej dzielnicy, ilustruje wiasnie ten du-
chowy stan. Wnetrze domu jest przestronne, ale
nieprzyjazne, ponure, panuje w nim pétmrok.
Przylega do niego warsztat[21], w ktérym Aleks
pomaga zranionemu bratu, Markowi (czlowiek,
ktéry uciekt z raju, nosi w sobie rang). Ten
(Aleksandr Batujew) pyta Aleksa, dlaczego nie
sprzeda posiadlto$ci ojca, by lepiej radzi¢ sobie
finansowo. Brat nie odpowiada bezposrednio,
ale uwaza, ze dom wecale nie stoi ,bez sensu”, tak
jak twierdzi Mark. Rodzina Aleksa postanawia
wyjecha¢ na kilka dni do rodzinnego gniazda,
polozonego w pigknym, ustronnym miejscu.
Zwiagincew uwydatnia tutaj kontrast pomiedzy
piekielnym a rajskim $wiatem[22].

Dom mozna rozpatrywa¢ jako biogram
rodu[23] - miejsce, gdzie mieszkali przodkowie
i pozostawili znaki swojej obecnosci. W Wy-
gnaniu dom nalezat do ojca Aleksa i Marka;
charakterystyczne, ze w ogéle nie ma mowy
o matce, co budzi skojarzenia z figura Boga
Ojca. Interesujace wydaja si¢ rozwazania wo-
kot obrazu domu jako mlyna. Na jednym ze
zdje¢ wiszacych na strychu widzimy, Ze ojciec
Aleksa i Marka stoi z nieznajomym mezczyzng
(czy to Grigorij? — kim jest ta posta¢, wyjasnie
za chwile[24]) na tle domu-mlyna z rozpozna-



walnym kolem wodnym, ktére nazywane jest
sercem mtiyna. Zwiagincew nieprzypadkowo
umiescil ten watek. Obok domu ojca widzimy
gleboki dlugi réw, przez ktéry przebiega mo-
stek. To koryto wyschnietej rzeki, ktdra dawniej
dostarczata mtynowi wody. Konstrukcja mtyna
odzwierciedla obrzedowy wymiar mitu kosmo-
gonicznego[25]. Mlyn byl postrzegany z jednej
strony jako miejsce uswiecone, z drugiej - ta-
jemnicze, a wrecz niebezpieczne. Miynarzom,
ktérych darzono szacunkiem, przypisywano
kontakty z sitami demonicznymi i podobno to
wlasnie mtyn byl ulubionym miejscem schro-
nienia diabta[26].

O ojcu Marka i Aleksa niewiele wiadomo,
jedyna informacje otrzymujemy od Wiery, kto-
ra poréwnuje zamknietego i milczgcego Aleksa
do jego rodzica. Dowiadujemy sig, ze Aleks nie
utrzymywal przez dwanascie lat relacji z ojcem,
a ten ostatni nie poznal nawet jego dzieci. Gri-
gorij (Anatolij Gargul), sympatyczny, zaprzy-
jazniony z rodzing staruszek, moéwi o dziadku
Kira i Ewy (dzieci Aleksa i Wiery), ze tesknit
za dzie¢mi drugiego syna, Marka — mozna to
pragnienie obecnosci rozumie¢ jako tesknote
Boga za cztowiekiem.

Po raz kolejny dostrzegamy, ze — jak zauwa-
zyla kulturoznawczyni Brygida Pawlowska-]Ja-
drzyk - Zwiagincew wielokrotnie postuguje
sie dychotomig, ktoéra ujmuje w jedna calos¢
przeciwstawne sensy[27]. W tej perspektywie
z jednej strony ojciec jest figurg Boga Ojca,
z drugiej — postacig zlowieszcza (co dobrze
ilustruja zdjecia ojca, jedno w jasnej tonacji,
drugie w ciemnej, sugerujacej pewng demo-
niczno$¢). Historia rodziny owiana jest tajem-
nicy, pewne jest jednak, ze Mark uwiklat sie
w $wiat przestepczy i rozstal sie z zong i dzie¢-
mi. Mezczyzna, w przeciwienstwie do brata,
przyjezdza czasami do rodzinnego gniazda,
ale z nikim si¢ nie kontaktuje, jak méwi Gri-
gorij: ,,siedzi [w nim] jak puchacz”[28]. Rosyj-
ski badacz Jewgienij Wasiljew uwaza, ze Mark
jest reprezentantem idei cztowieka bedacego
centrum wszechrzeczy, a w istocie parodia
antropocentryzmu - to nadczlowiek, bohater
naszych czasow, zawsze znajdujacy usprawied-
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liwienie. Prezentuje nieugiety stoicyzm, ktory
prowadzi go do wyrzeczenia si¢ samego siebie.
Mark zapomnial o rodzinie, nie ma przeszto$ci
i przysztoéci[29]. Kir (Maksim Szybajew), syn
Wiery, zauwaza, ze me¢zczyzna pachnie jak dom,
a zatem mozna polaczy¢ jego ciemnag strone
osobowosci z sitami demonicznymi, w koncu
w Starym Testamencie Belzebub rozpoznawal-
ny jest poprzez nieprzyjemny zapach[30]. Mark
jest ,upadlym aniotem’, figura ksiecia ciem-
nosci, dla ktérego wartoscia sg bron, pienigdze,
seks (w jednej ze scen widzimy go z kochanka).
To on jest postacig, ktora przyciaga tragedie, na
jego polecenie przyjezdzajg lekarze i wykonu-
ja aborcje u Wiery, on usypia czujno$¢ Aleksa,
kiedy mozna bylo jeszcze prawdopodobnie
uratowa¢ Wiere, ktdra w samobodjczym akcie
zazyla proszki nasenne. To on w koncu zamiast
lekarzy z pogotowia wzywa przyjaciela medyka,
Hermana (Witalij Kiszczenko), ktéry ociaga sie
z przyjazdem, mimo ze kazda minuta jest istot-
na (przyjezdza dopiero wczesnym rankiem) [31].
Dom ojca ma surowe wnetrze. Zwiagincew
w Wygnaniu eksponuje, podobnie jak w pozo-
stalych filmach (z wyjatkiem Niemilosci), pa-
migtki rodzinne - szczegolnie zdjecia i pistolet,
znajdujace si¢ na strychu obok kluczy i peknie-
tego oprawionego zdjecia rodziny Marka. Istot-
nym elementem domu jest kominek. Ogien to
dwuznaczny symbol: z jednej strony wskazuje
na Boga, Stwdrce, wiecznosé, z drugiej sym-
bolizuje diabta i ogien piekielny[32]. Jewgienij
Wasiljew traktuje dom ojca jako zapomniana

[25] Zob. J. Adamczewski, Antropologiczny
wymiar przestrzeni miyna, ,Studia Etnograficzne
i Antropologiczne” 2001, nr 5, 5. 96.

[26] Ibidem, s. 100.

[27] Zob. B. Pawlowska-Jadrzyk, Zmgcone obrazy.
O poetyce dysonansu miedzytekstowego w filmach
apokryficznych Andrieja Zwiagincewa, ,,Studia
Kulturoznawcze” 2014, nr 2(6).

[28] Cytat ze $ciezki dzwiekowej filmu.

[29] . Wasiljew, Prieparat proffesora Gibberna,
[w:] Dychanije kamnia. Mir filmow..., op.cit.,
s.197.

[30] Ibidem.

[31] Ibidem, s. 206.

[32] W. Kopalinski, op.cit., s. 265.
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$wigtynie[33]. Tez¢ t¢ mozna poprzeé przede
wszystkim faktem, ze obok domu rozposciera
sie pigkny ogrod przypominajacy Eden[34]. Kie-
dy w raju kwitlo zycie, ptynela rzeka, ze Zrédta
tryskata woda, dziatal mtyn - dom Bozy byt
»Zywy’. Wraz z odwrdceniem sie cztowieka od
Boga dom stracil funkcje zyciodajnego mlyna,
zrédlo i rzeka wyschly, dom-mtyn stracit zatem
swoja ,boskg” moc (na miejscu kota wodne-
go wybudowano werandg) i stal si¢ miejscem,
gdzie wdarlo sie zlo.

W domu brakuje dziennego $wiatta, a wraz
ze $miercig Wiery i Marka jego wnetrze staje
sie coraz ciemniejsze. Dom byt i jest niemym
$wiadkiem dramatow, jakie sie w nim rozegra-
ty. Szczegolnie wstrzasajaco wybrzmiewa fakt,
ze aborcja i samobojstwo kobiety dokonujg sie
w rodzinnej posiadlosci Aleksa, w ktorej ten
sie urodzit i wychowal. Centralnym motywem
eksponowanym w siedzibie rodu jest krzyz[35]:
okiennic, drzwi, stupa telegraficznego - co
naznacza te przestrzen symbolicznie cierpie-
niem, $miercig, ale tez szansg na odkupienie.
Znaczace, ze lekarze, ktorzy przychodza, by
wykona¢ aborcje u Wiery, ubrani s na czar-
no, przypominajg anioty §mierci, podobnie jak
zaprzyjazniony z Markiem wiejski lekarz[36].
To on zostaje poproszony, by zamknat dom,
kiedy Aleks wyjechal do miasta, by zemsci¢
sie na Robercie (Dimitrij Ulianow), ktérego
podejrzewat o zdrade. Scena zamykania domu
jest jedna z bardziej wstrzasajacych w calym
filmie, ogladamy ja od $rodka, jakby z ser-
ca domu. Herman zamyka okiennice, tak ze

[33] Zob. J. Wasiljew, op.cit., 5.185.

[34] Zob. U. Tes, op.cit., s. 349, 350.

[35] Zob. J. Wasiljew, op.cit., s. 184.

[36] Ibidem, s. 203.

[37] A. Zwiagincew, Mastierklas Andrieja Zwia-
gincewa..., s. 153.

[38] Ibidem, s. 160.

[39] Zob. U. Tes, op.cit., s. 356.

[40] A. Zwiagincew, Mastierklas Andrieja Zwia-
gincewa..., s. 161.

[41] L. Kliujewa, op.cit., s. 226.

[42] A. Zwiagincew, Mastierklas Andrieja Zwia-
gincewa..., s. 149.

[43] Ibidem, s. 150.

wnetrze zakrywa mrok. Dom staje si¢ grobem.
Widzimy pomalowane na czarno drzwi, na kté-
rych wyrazny jest znak krzyza stworzony przez
drewniane elementy. Kamera pozostajaca we
wnetrzu sugeruje milczacg duchowa obecnosé
»wewnetrznego obserwatora”. Kim jest to co$ czy
kto$? Brak odpowiedzi na to pytanie jest istotny
i dotyka tajemnicy.

Andriej Zwiagincew twierdzi, ze cztowie-
kowi potrzebne sg paradoks, strach, wytra-
cenie z jego doczesnego zycia, ze potrzebuje
beznadziei - w ten sposdéb moze zrozumiec
siebie[37]. ,Powinno by¢ co$, co nas rani, tyl-
ko rana gleboko przemienia’[38] — dodaje ar-
tysta. Egzystencja Aleksa zostaje wstrzasnigta
dramatycznymi wydarzeniami, ktdre staja si¢
punktem przelomowym, prowadzacym do du-
chowego odrodzenia, czego zwiastuny widzimy
w ostatniej scenie: Aleks po raz pierwszy wydaje
sie spokojny, a wrecz napetniony wewnetrznym
$wiatlem, zwraca glowe w kierunku drzewa zy-
cia[39] i wyrusza w kierunku porzuconego raju.
Musi w metaforycznym sensie zbudowaé nowy
dom ,,w blasku Absolutu”[40]. Nie sposéb nie
zgodzi¢ sie z rosyjska badaczka Ludmila Kliu-
jeway, ktdra twierdzi, ze centralng postacig filmu
jest Aleks, a Wiera i Mark, ,,odegrawszy” swoja
role w duchowej przemianie mezczyzny, musieli
umrze¢. Najwazniejszym zadaniem zony, bra-
ta i przyjaciela Roberta bylo wyrwanie duszy
Aleksa ze stanu odretwienia[41].

Zwiagincew moéwi o swoim bohaterze, ze
jest nowym Jézefem, ktéry watpi, nie wie, jak
ma postgpic¢[42]. To swoiste wahanie symbolizo-
wane jest w ikonie Bozego Narodzenia (wedlug
kanonu) przez obecnos¢ diabta. Stroskany Jozef
siedzi zgarbiony, reka podpiera glowe, przed
nim stoi posta¢ starca przypominajacego paste-
rza odzianego w skore. To szatan, ktory zasiewa
watpliwosci w sercu i umyséle Jozefa. Myéli on,
by oddali¢ Maryje, gdyz nie wie, czyje jest dzie-
cko. Bog mu sie¢ przyglada, poddaje go prébie,
dlatego nie od razu posyla archaniofa Gabriela.
Jak zaznacza rezyser, dramat Aleksa polega na
tym, Ze do niego nie przyszedl Gabriel i sam
musial podja¢ decyzje[43]. Czlowiek obdarzony
zostal przez Boga wolno$cig - znaczaca jest sce-



na, kiedy po pochéwku Wiery ksigdz idzie do
$wigtyni po prostej drézce. Widzimy z lotu pta-
ka, ze do $wiatyni prowadzi tez bardziej kreta,
diuzsza $ciezka[44]. Czlowiek ma wybdr, ktora
z nich chce przej$¢ przez swoje zycie.

W filmie pojawia si¢ watek zamknietej
cerkwi — domu Boga zapomnianego przez
ludzi[45]. Rezyser w wielu swoich filmach su-
geruje, ze chrze$cijanstwo jest coraz bardziej
nieobecne w zyciu wspolczesnego czlowieka.
Cztowiek, utraciwszy wiare, metaforycznie zgu-
bit klucz do rozumienia rzeczywistosci. Klucze,
ktére w Wygnaniu pojawiaja si¢ wielokrotnie
(w warstwie i werbalnej, i wizualnej), w chrzes-
cijaniskiej symbolice odnoszg si¢ do wiary oraz
Ko$ciola[46]. Imi¢ bohaterki filmu — Wiery -
takze odnosi si¢ do wiary. Kobieta nie jest po-
stacig, ktdrg mozna zrozumie¢, uzywajac narze-
dzi psychologii, jest bohaterka mitu, poswigca
sie, ofiarowuje siebie, dlatego ze wie, iz jesli nie
zlozy z siebie ofiary, maz nigdy si¢ nie zmieni.
Ofiarowanie, ktore poprzedza akt stworzenia,
jest zdaniem rezysera aktem koniecznym[47].

Elena - dwa domy, dwa $wiaty

W Elenie w pierwszej sekwencji obserwu-
jemy ,z pozycji ptaka na gatezi” apartament,
w ktéry po chwili wdziera si¢ poranne $wiatto
brzasku. Dom powoli sie ,,budzi’, kamera ob-
serwuje wewnatrz stol, salon, stolik ze zdjeciem
dziewczynki, w konicu pokéj kobiety. Niemtoda
Elena (Nadiezda Markina) jak co dzien wyko-
nuje szereg rutynowych czynnosci, ktore nadaja
jej zyciu pozor bezpieczenstwa. Jest zong star-
szego mezczyzny, ktorym sie opiekuje (Wladi-
mir przeszed} zawal) i odgrywa role stuzacej
(model patriarchalny jest wciaz silnie obecny
w rosyjskim spoteczenstwie): $ciele t6zko mezo-
wi, robi $niadanie, dba o dostarczenie jedzenia.
Relacje Eleny i Wladimira (Andriej Smirnow)
maja charakter biznesowy - kobieta zapewnia
opieke mezczyznie, ktéry utrzymuje dom.

Mieszkanie Wladimira wyglada luksusowo,
niczego tu nie brakuje, oprécz indywidualnego
stylu - jest czysto, elegancko, w kazdym niemal
pomieszczeniu znajduje si¢ telewizor. Bohate-
rowie oddzielaja si¢ od samych siebie poprzez
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ogladanie telewizji, ktdra towarzyszy im w co-
dziennym zyciu: ,Telewizja jest tu tak silnie
obecna, gdyz chroni bohateréw przed zoba-
czeniem siebie w lustrze. Patrza na zycie innych,
wiec nie muszg patrze¢ na swoje. Telewizja to
jednak zdeformowane lustro, ktére cztowiek
wybiera, bo nie chce zmierzy¢ si¢ z wlasng
osobowoscig’[48]. To dom ludzi, ktérym nie-
potrzebne jest zadne sacrum - na $cianach nie
znajdziemy ani jednej ikony czy w ogdle obrazu,
oprocz rodzinnych zdjeé, ktdre zajety miejsce
$wietych obrazéw. Pokdj Eleny jest troche inny,
mniej ,,sterylny”, bardziej przytulny, na $cia-
nach dostrzegamy wiele rodzinnych fotografii,
a centralnym miejscem jest etazerka z ogrom-
nym lustrem symbolizujacym dwoistos¢ — Ele-
na, zwyczajna kobieta, dobra matka, stanie sie
morderczynig w imie miloéci rodzinne;.

Mieszkanie otaczajg drzewa, ktdre stanowia
ciekawg, tajemniczg ,fos¢”, kamera w statycz-
nych, kontemplacyjnych kadrach czesto uwy-
datnia pejzaz zza okna, jakby ,kto$” przygladat
sie bohaterom z zewnatrz. Zacigganie i odsta-
nianie zaston nalezy do codziennych rytualow
kobiety i stanie si¢ istotnym no$nikiem znaczen
w ciggu rozwoju fabuly. W mieszkaniu Wla-
dimira przestrzen jest tak duza, ze malzonko-
wie mogg si¢ mijac i zy¢ oddzielnym Zzyciem,
w mieszkaniu syna Eleny, Siergieja (Alieksiej
Rozin), domownicy ocierajg si¢ wciaz o siebie,
skazani s3 na swojg obecnos¢.

Swiat Wladimira i Eleny jest bezpieczny -
w budynku, w ktérym mieszkaja, znajduja si¢
portiernia, podziemny garaz. Mezczyzna, be-
dac juz na emeryturze i nie majgc rodzinnych
zobowigzan (oprdcz utrzymywania dorostej
corki), oddaje sie przyjemnym aktywno$ciom:

[44] J. Wasiljew, op.cit., s. 206.

[45] Zob. U. Tes, op.cit., s. 350.

[46] W. Kopalinski, op.cit., s. 141.

[47] A. Zwiagincew, Mastierklas Andrieja Zwia-
gincewa..., 8. 154.

[48] A. Zwiagincew, w: Materialy prasowe do
filmu ,,Elena”, dystrybutor: Against Gravity,
<http://kameraakcja.com.pl/wp-content/uplo-
ads/2012/02/Elena-press-book.pdf>, dostep:
12.11.2020.
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chodzeniu na sifownie, ogladaniu meczéw w te-
lewizji. Podczas pobytu w szpitalu, po przeby-
tym kolejnym zawale, Wladimir moze odcia¢
sie od cierpienia innych, sta¢ go bowiem na
prywatng placéwke i komfortowe warunki.
Zwiagincew w filmie tym kontrastuje luk-
susowy apartament z postsowieckim mieszka-
niem syna Eleny. By dotrze¢ do domu Siergieja,
matka musi przemierzy¢ niematy odcinek dro-
gi, zmieniajac $rodki transportu i przechodzac
wzdluz dtugich pofaci niezagospodarowanej
przestrzeni. Blok usytuowany jest w industrial-
nej dzielnicy, z widocznymi zewszad kominami
elektrowni. Elena, wchodzac do klatki, w ktorej
mieszka syn, wkracza do $wiata ,,zdewastowa-
nego’, z porysowanymi $cianami, zniszczong
windg. Owo mieszkanie to typowa postsowie-
cka klitka: ciasne, zagracone, nieestetyczne,
stare. Z Siergiejem mieszkaja tam zona Tania
(Eugenia Konuszkina) oraz ich dwoje dzieci:
nastolatek Sasza (Igor Ogurcow) i jego malenki
brat. Otoczenie i sam blok wydaja sie niebez-
pieczne, nieprzyjazne. Przed budynkiem wciaz
przesiaduja mlodociane osiedlowe fobuzy, go-
towe na podjecie bijatyki w kazdym momencie.
Mieszkanie Siergieja miedci si¢ w typowej
chruszczowce, ktdra stala si¢ symbolem unifi-
kacji radzieckiego krajobrazu architektonicz-
nego i synonimem antydomu - nieprzyjaznej,
obcej przestrzeni. Postegpowanie syna Eleny to
wspolczesna wariacja na temat oblomowszczy-
zny, przejawiajacej si¢ w biernosci i niezdol-
nosci do podjecia jakiejkolwiek samodzielnej
decyzji. Bezrobotny mezczyzna jest miernym
ojcem (jedyna jego ,zdolnoscig” jest prokrea-
cja), ktory zamiast pouczy¢ syna, spedza z nim
czas, grajac na konsoli. Siergiej nie szanuje tak-
ze zony i instrumentalnie traktuje swoja matke,
wykorzystujac ja finansowo. Znamienna jest
scena, gdy pali papierosa na balkonie: wyda-
je sie znudzony, obojetny, niezainteresowany
niczym oprocz przetrwania, jego wewnetrzng
pustke i nude oddaje akt plucia (pdzniej po-
wtérzony w mieszkaniu Wladimira przez Sa-
sze). Siergiej zamiast zarabija¢ na utrzymanie
rodziny, oglada telewizje i pije piwo, ma men-
talno$¢ homo sovieticusa, roszczeniowego, le-

niwego oportunisty. Zamiast zachecac¢ syna do
samodzielno$ci i postawy aktywnej, oczekuje
wsparcia od obcego czlowieka - Wladimira - by
pozyczone pieniadze przeznaczy¢ na tapowke,
dzigki ktorej Sasza dostanie sie na studia i tym
samym nie trafi do wojska.

Elena zdolna jest do wszystkiego, byle tylko
ocali¢ wnuka przed pojsciem do stuzby wojsko-
wej. Jej idée fixe jest zapewnienie rodzinie za
wszelka cene przetrwania i bezpieczenstwa. Nie
ma wlasnej indywidualnosci, swojego $wiata,
zainteresowan, podporzgdkowana jest me¢zowi
i rodzinie. Jedynymi scenami szczescia kobiety
s3 momenty spedzane z malenkim wnukiem,
tylko wtedy na jej twarzy maluje sie usmiech.

Scena w cerkwi obnaza interesowny sto-
sunek Eleny do Boga: kobieta przychodzi, by
wyprosi¢ taske zdrowia dla meza, ktéry po raz
drugi przeszedt zawal. W cerkwi nie wie, jak sie
zachowa¢, zapomniala podstawowych gestow
wiary. Stoi przed ikong Wprowadzenia Marii do
$wigtyni, zagubiona. Maria na ikonie pokazana
jest w otoczeniu rodzicdw, Anny i Joachima,
ktorzy przedstawiajg ja kaptanowi i prosza, by
przyjat ja do $wiatyni, gdzie ma by¢ oddana
Bogu. To przeciwienstwo postawy Eleny, kto-
ra dom Bozy traktuje niczym targ, na ktérym
mozna kupi¢ przychylno$¢ $wietych i otrzymaé
konkretng laske. Kobieta nie pamieta istoty
prawd wiary, w rozmowie z m¢zem przypomi-
na sobie jedno ewangeliczne zdanie (,,0statni
bedg pierwszymi”), ktére wykorzystuje w wy-
rachowany sposéb, chcac osiggna¢ okreslony
psychologiczny cel.

Elena wyrwala si¢ ze §wiata postsowieckie-
go i awansowala spolecznie dzieki matzenstwu
z bogatym Wladimirem. Ze zwyktej kobiety
staje sie niepostrzezenie morderczynig — sama
jest przerazona soba, odczuwa gteboki niepokdj,
gdy widzi z okna pociagu $mier¢ konia czy kie-
dy w domu Siergieja gasnie $wiatlo. Jej sumienie
odzywa sie, cho¢ wizja rodzinnego szcze$cia
tlumi glebsza moralng refleksje. Zwiagincew
odwaznie podjal temat rodzinnego egoizmu,
ktdry przeslania wyzsze wartosci. ,,Elena jest
zakochana w tym mezczyznie, jest przekonana
o swojej milosci do Wladimira. Miedzy nimi



jest nieomal duchowa wig¢z. Gdyby nie decyzja
o napisaniu testamentu, pewnie zyliby dalej
w harmonii. Elena stara sie znalez¢ alterna-
tywne wyjécie. Aby nie podejmowac tej decy-
zji. Ale bez wzgledu na to, jakie uczucia zywi
do drugiej osoby, w skrajnych sytuacjach mysli
o sobie, 0 swojej rodzinie, o linii, ktéra musi by¢
kontynuowana. To jest priorytet jej dziatania.
[...] Czynienie zfa nie jest dla nas problemem.
Idee humanizmu przestaly by¢ popularne, i to
nie tylko w Rosji, ale na calym $wiecie”[49] -
moéwi Andriej Zwiagincew.

Urzadzony w ciemnych kolorach pokoj
Wiladimira staje si¢ dostownie jego grobem.
Lejtmotywy zaslonietych zaslon i zamykania
drzwi antycypuja przyszly dramat. Elena po po-
grzebie meza zaprasza swoich bliskich do jego
domu. Rodzina Siergieja nie ukrywa zachwytu
nad luksusem, w jakim mieszka Elena. Siergiej
juz zaczyna snu¢ plany, jak urzadzi¢ sobie nowe
zycie. Dla ludzi o mentalnos$ci postsowieckiej
materialne spelnienie pozostaje synonimem
szcze$cia. Syn Eleny w nowym lokum zasia-
da na wygodnej kanapie przed telewizorem
Z piwem w rece — czuje si¢ nareszcie panem,
posiadaczem. Zwiagincew poczatkowo chciat
zatytulowac swoje dzielo Inwazja barbarzyricow,
jednak ta zbytnia dostowno$¢ sprawila, ze zmie-
nit tytut na mniej oczywisty[50]. Symboliczna
jest ostatnia scena filmu: w pokoju, w ktérym
niedawno umart Wladimir, Zona Siergieja kla-
dzie na 16zku ich dziecko[51] - grzech, ktéry
zostal na nim popelniony, naznaczyt tez przy-
szte pokolenie.

»Diabet jest bezbronny wobec Boga, czlo-
wiek jest bezbronny w obliczu $mierci, Bég
za$ jest bezbronny wobec ludzkich wyboréw.
Przyszlos¢ tego trojkata lezy w rekach czlowie-
ka”[52] - takg konkluzje snuje rezyser w kon-
tekscie wymowy filmu.

Lewiatan - destrukcja domu

W Lewiatanie dom jest ostatnig ostoja ,,sta-
rego porzadku” i zostaje brutalnie zniszczony
przez nowy tad. W otwierajacych ujeciach wi-
dzimy zywiol wody, rozbijajace sie o skalisty
brzeg fale, pozniej statyczne krajobrazy skat
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i morza. Pierwsza sekwencje konczy widok po-
rzuconych szkieletéw lodzi, spowitych przez
glony. To krajobrazy majestatycznej przyrody,
zachwycajacej, ale obojetnej na dramaty ludzkie.
Natura jest niemym $wiadkiem zdarzen, ktore
majg si¢ rozegra¢ w zyciu bohateréw. Znacza-
ce jest, ze Zwiagincew konczy swdj film takze
obrazami przyrody, tworzgc rame - sita natury,
jej piekno, majestat i cisza sg kontrapunktem
dla ludzkich historii, pelnych niesprawiedli-
wosci, okrucienstwa, zla, malosci.

Dom w Lewiatanie to wyjatkowo przyjazne
miejsce, ma swoj charakter: jest jasny, przytul-
ny, nie brakuje w nim starych mebli, fotografii
rodzinnych, obrazéw, roélin, bibelotéw. Z cen-
tralnego miejsca — kuchni roztacza si¢ piekny
widok na zatoke. Dom wybudowat dziadek Mi-
kotaja, mieszkal w nim jego syn, a teraz wnuk
(Aleksiej Sieriebriakow), ktéry czuje si¢ emo-
cjonalnie zwigzany z tym miejscem. Posiadtos-
cig bohatera zainteresowany jest mer miasta
(Roman Madjanow), ktéry podstepnie chce
przeja¢ dom i ziemie pod budowe cerkwi[53].
Wizja utraty domu jest dla Mikotaja trudna do
zniesienia, nie wyobraza on sobie zycia gdzie
indziej, co podkreslone jest w scenie, gdy pijany
przynosi zdjecie zatoki z 1929 roku, by poka-
za¢ je przyjacielowi. ,To jest cale moje zycie” -
méwi do Dimitra (Wladimir Wdowiczenkow).
Kiedy pojawia si¢ pomyst przeprowadzki do
Moskwy, do malej kawalerki, Kola jest prze-
razony, podobnie jak perspektyws przenosin

[49] A. Zwiagincew, [w:] Materialy prasowe...
[50] Zob. ibidem.

[51] Na marginesie warto wspomnie¢, ze podczas
prac nad filmem Andriej Zwiagincew zostal
ojcem. Jego syn Piotr urodzil si¢ 17 pazdziernika
2009 roku. Zob. A. Zwiagincew, M. Kriczman,

O. Niegin, The Making of Andrey Zvyagintsevs
Film ,,Elena”, Londyn 2014.

[52] Zob. ibidem, s. 60.

[53] Andriej Zwiagincew, tworzac portret Koli,
inspirowal si¢ historig Marvina Johna Heeme-
reya, ktéry popad! w konflikt z wladzami miasta
Granby z powodu ziemi. W akcie desperacji mez-
czyzna w 2004 roku, by zemsci¢ si¢ na lokalnej
wladzy, zniszczyt kilkanascie budynkéw w cen-
trum miasta i na koncu popetnit samobdjstwo.
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do bloku, w ktérym mieszkaja jego znajomi.
Charakterystyczne, ze jego domu nie otacza
zadne ogrodzenie, jest dostepny dla kazdego
i rzeczywiscie nawiedzaja go intruzi: znajomy
z interesem, pijany mer, bedacy w konflikcie
z Mikotajem. Wychodzace na wszystkie strony
okna czynig go ,widzialnym”, jakby pozbawio-
nym prywatnosci. O symbolice miejsca akcji
Zwiagincew mowil: ,,To préba tworzenia domu
pelnego uczué, centrum wszechswiata [...]
Umieszczenie tam domu [w filmie Wygnanie]
rozumiatem jako okreslenie skraju $wiata. To
samo czujemy w Lewiatanie, skrajem $wiata jest
wybrzeze, Ocean Arktyczny, Morze Barentsa.
To daje poczucie stania na krawedzi. Sam nie
wiem, ale chyba to powoduje, ze poczucie bycia
w domu jest pelniejsze. W Lewiatanie czyni to
tez mocniejszym poczucie straty. Ostatni obraz
wplywa na nas przez to znacznie mocniej. Scena
wyburzenia wedlug mnie jest az traumatycz-
na. Trafia widza wprost w serce”’[54]. Istotna
jest perspektywa, z ktorej ogladamy destrukcje
domu - widzimy jg znéw od $rodka, jakby z ser-
ca domu, w ktérym pozostaly osobiste rzeczy,
meble, pamigtki rodzinne. Jeste§my $wiadkami
swoistego gwaltu, aktu barbarzynstwa. Buldo-
zer niszczacy dobytek calego rodu przypomina
biblijnego Lewiatanal[55].

Syn Koli, Roma (Siergiej Pochodajew),
w domu nie czuje si¢ u siebie, ze wzgledu na
obecno$¢ macochy, Lilii (Jelena Liadowa), wo-
bec ktdrej wyraza wrogie emocje. Chlopak lubi
spedza¢ czas w opuszczonych ruinach cerkwi,
gdzie wraz z kolegami pali ognisko, pije piwo
i rozmawia. Mikolaj odczytuje przebywanie

[54] Wypowiedz z wywiadu zalaczonego do
DVD Lewiatan, dystrybucja: Against Gravity.
[55] O biblijnych konotacjach filmu Lewiatan
pisali m.in.: M. Lis, The Bible in the films of Pavel
Lunginand Andrei Zvyagintsev, ,,Studia Reli-
giologica” 2018, nr 51(2), s. 83-92; B. Becking,
Leviatanh at the Movies: Andrei Zvyagintsev’s Film
in Biblical Perspectiv, <https://www.bibelwissen-
schaft.de/fileadmin/user_upload/Bibelkunst/
BiKu_2018_o7a_Becking_Leviathan.pdf>, dostep:
12.10.2020.

[56] W. Kopalinski, op.cit., s. 256.

przez syna w zburzonej $wiatyni jako zty omen.
Znamienne, ze Zwiagincew czesto powraca do
motywu zrujnowanego domu Bozego - jest on
symbolem zapomnianych warto$ci oraz Boga.
Rezyser przywoluje takze obraz ruin cerkwi
z filméw Andrieja Tarkowskiego, szczegélnie
z jego Nostalgii (1983), filmu-wolania o ocalenie
duchowosci we wspotczesnym $wiecie. Posrod
gruzéw koledzy Romy pala ognisko. Obec-
nos$¢ ognia w filmach Zwiagincewa zwigzana
jest z symbolikg ofiary, meczenstwa, a takze to
znak Boga-Stworcy, ktéry objawial sie miedzy
innymi pod postacig ognia[56]. Poddawanie
przez Boga probie bohatera Lewiatana (niczym
biblijnego Hioba) przypomina oczyszczanie
w ogniu. Ogien jest jednoczes$nie zapowiedzia
zniszczenia, $mierci, piekla.

Kiedy Kola, szukajac syna, przychodzi do
zdewastowanej $wiatyni, na $cianie dostrzega
$lady freskow przedstawiajacych $ciecie glowy
$w. Jana - scena jest zapowiedzig przysztych
tragicznych wydarzen: intrygi uknutej przez
mera, ktora doprowadzi do skazania i uwigzie-
nia mezczyzny. Cerkiew w filmie pokazana jest
zjeszcze innej perspektywy — jako zywa, prezna,
skorumpowana instytucja, powigzana z lokal-
ng wladza (szerzej: z wladzg panstwows) oraz
pieniedzmi. Kaptan, plomiennie gloszac Sto-
wo Boze, bolesnie rozmija sie w rzeczywisto$ci
z jego trescig. Zwiagincew bezlito$nie krytyku-
je Cerkiew, ukazujac ja jako miejsce duchowe;j
hipokryzji, sprzeniewierzajace si¢ prawdzie.
Dobitna jest jedna z ostatnich scen, w ktorej
duchowny poucza wiernych o prawdzie, wolno-
$ci, rozroznianiu dobra i zta, podczas gdy chwile
weze$niej widzimy proces niewinnego Mikotaja,
pozbawionego domu i skazanego na pietnascie
lat wiezienia za zabojstwo. Na miejscu jego po-
siadlo$ci ma stangé nowa cerkiew, dzieki mero-
wi powigzanemu z kaptanem. Rezyser pokazuje
wnetrze cerkwi do$¢ specyficznie. Uwage zwra-
cajedno ujecie z zabiej perspektywy, kiedy maty
chlopiec patrzy w gére. Podobny gest wykonat
pijany Kola, patrzac na sklepienie zrujnowa-
nej $wigtyni. To wertykalne ujecie wskazuje na
wla$ciwy dom - na Boga, zapomnianego nawet
przez najbardziej zadeklarowanych wyznawcow.



Powr6t czlowieka do prawdziwego domu, do
raju, ,to proba nabycia prawa do ponownego
zamieszkania blisko Boga - albo wrecz w Nim
samym”[57].

Istnieje tez inne oblicze Cerkwi - szlachetne,
ktére uosabia ojciec Wasilij (Wiaczestaw Gon-
czar) spotkany w sklepie przez Mikotaja. To
skromny, dobry czlowiek, mieszkajacy w ubo-
giej chatupie. To on przypomina Koli przypo-
wies$¢ o Hiobie, ktérego Bog bolesnie doswiad-
czyl, ale o nim nie zapomnial. Los me¢zczyzny,
na ktdrego spadaja po kolei nieszczescia — utra-
ta domu, zdrada Zony i przyjaciela, $mier¢ Lilii
i oskarzenie o zabojstwo, przypomina drama-
tyczng dole biblijnego Hioba. Kiedy mnich
zwraca uwage Koli, ze nie widuje go w $wiatyni,
nie wystepuje w roli karcgcego, chce jedynie
przypomnie¢ mu o istotnym aspekcie zycia -
0 uczestniczeniu w sacrum, w symbolicznych
obrzedach, niosgcych glebie przestania i zbli-
zajacych czlowieka do Boga. Kola, przywigza-
ny do ziemskiego domu, zapomniat o domu
niebieskim, o rzeczywisto$ci przekraczajacej
ziemska egzystencje. Zburzenie jego dobytku
jest z jednej strony aktem gwaltu i destrukcji,
z drugiej — wyzwolenia z ziemskich zobowigzan
i szansg na duchowe odrodzenie.

Niemitos¢ - nieobecnos¢ domu

Chociaz dwunastoletni Alosza (Matwiej No-
wikow) ma dom, czuje si¢ w nim niechciany,
niekochany przez rodzicéw. Nie interesuje ich
ani §wiat syna, ani nawet jego sytuacja w szkole,
nie okazuja mu nie tylko czutosci, lecz réwniez
nawet podstawowej uwagi. Ojciec i matka roz-
wodzg si¢, Zyja juz swoim nowym zyciem, a ich
syn staje si¢ dla nich zbedny - planujg odda¢
go do sierocinca.

Alosza jest reminiscencjg postaci o tym
samym imieniu ze Zwierciadla Andrieja Tar-
kowskiego, podobnie jak pejzaz, ktéry widzi
chlopiec ze swojego okna. Zaréwno rosyjski
mistrz, jak i jego nastepca nawigzuja do obra-
zu Pietera Bruegla Mysliwi na sniegu. Zimowy
Brueglowski pejzaz ukazuje zycie toczace si¢
w harmonii, rytualy codziennoéci, praca (po-
lowanie) i zabawa (slizganie si¢ po zamarznie-
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tej tafli wody, gra w hokeja, jazda na sankach)
przypominajg o rytuatach zycia. Tarkowski
nawiazuje do tej zimowej, beztroskiej aury, na-
dajac jednak obrazom niepokojacy kontekst:
w $wiat odwiecznych rytuatéw i zabaw wkrada
sie wojna, przemoc i zto (archiwalne zdjecia).
Zwiagincew przypisuje Brueglowskiemu kra-
jobrazowi jeszcze inne znaczenie. Alosza ze
smutkiem patrzy na zabawy dzieci - nie jezdzi
z réwiesnikami na sankach, po szkole nikt nie
czeka na niego w domu. Czuje si¢ wyizolowany,
samotny. Swiat beztroskiej zabawy jest dla nie-
go niedostepny, oddzielony nie tylko szybg, lecz
takze emocjonalng obojetnoscig i niechecis,
ktérych doswiadcza w domu. Rozwodzacy sie
rodzice zywig do siebie nienawis¢, stosuja stow-
ng przemoc, sg wulgarni i okrutni, wzajemnie
obwiniajg sie za nieudany zwigzek. Catkowicie
ignorujg uczucia dziecka, skierowani sa wylacz-
nie na zaspokojenie egoistycznych zachcianek.
Dla obydwojga seksualne spetnienie jest priory-
tetowe, buduja na nim wizje szczgécia, bliskosci.
Borys (Aleksiej Rozin) ponownie zostanie
ojcem, cho¢ nie budzi to jego entuzjazmu. Zdo-
bywa uczucie kochanki zapewnieniami o od-
daniu i wizjami szczesliwego zycia. Jedynym
jego zmartwieniem jest ortodoksyjnie wierzacy
szef, ktory nie zaakceptuje rozwodu podwlad-
nego. Zenia (Marjana Spiwak), deklarujaca, ze
nareszcie czuje si¢ szczesliwa, stara sie by¢ jak
najbardziej atrakcyjna fizycznie dla kochanka,
pielegnuje swoje ciato, zapewnia mezczyznie
seksualne rozkosze. Dorosli w Niemitosci chca
prowadzi¢ higieniczne, sterylne zycie, w kto-
rym nie ma miejsca dla poswiecenia, uwaznosci,
wrazliwos$ci na cierpienie innych. To egzysten-
cja ukierunkowana na sukces, na samospelnie-
nie, na zycie w luksusie. Synonimem tego ostat-
niego jest mieszkanie Antona (Andris Keiss),
kochanka Zeni - jest wyjatkowo przestronne,
inspirowane japonskim wystrojem, brakuje
w nim jednak przytulnosci, przez co przypo-
mina bardziej hotel niz dom. I podobnie jak
w kazdej innej przestrzeni mieszkalnej w filmie,
centralne miejsce zajmuje telewizor.

[57] Z. Kadlubek, op.cit., s. 190.
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Mieszkanie, w ktérym zyje (nie)rodzina
Aloszy, jest duze, komfortowe, zadbane, no-
woczesne. Na $cianach wiszg obrazki z mo-
tywami rodlinnymi i motylami. Tak jak w po-
przednich filmach Zwiagincewa, brakuje tu
natomiast obecnosci jakiegokolwiek sacrum.
W mieszkaniach kochanki Borysa Maszy (Ma-
rina Wasiljewa) czy kochanka Zeni - podobnie.
Jedynie w domu matki Zeni (Natalja Potapo-
wa) dostrzegamy na kalendarzu wizerunek
Chrystusa; wiare traktuje ona jednak instru-
mentalnie, stawiac Boga jedynie ustami. Dom
matki jest przeciwienstwem wygodnego lokum
Borysa i Zeni: stary i zaniedbany, przypomina
rudere. Otacza go wysokie ogrodzenie, jakby
kobieta chciata zabarykadowac¢ si¢ przed caltym
$wiatem. Zaréwno dom matki, jak i jej corki sa
zaprzeczeniem atmosfery ciepta, serdecznosci,
mitosci - to miejsca wrogie, izolujace.

Waznym, symbolicznym budynkiem jest
opuszczony, niszczejacy dom kultury, w kté-
rym Alosza i jego przyjaciel urzadzili sobie
kryjowke. Wnetrze jest catkowicie zdewasto-
wane, wszedzie natkna¢ sie mozna na rozbite
szyby i kaluze z powodu dziurawego dachu.
W jednym z pomieszczen znajduje si¢ kryjow-
ka chlopcédw: cho¢ urzadzono jg prymitywnie,
to Alosza z kolega ewidentnie chcieli stworzy¢
sobie namiastke domu.

W chwili, gdy Zenia plawi sie w seksualnej
rozkoszy, jej syn znika, jakby chcial przesta¢ by¢
ciezarem dla wygodnego Zycia rodzicow. Nie-
zwykle sugestywne i zarazem wstrzasajace sa,
zilustrowane muzyka Arvo Pirta, sceny seksu
z udzialem Zeni i jej kochanka. Silouan’s Song
inspirowane jest religijnym, rosyjskim tekstem
napisanym przez Swietego Sylwana (1866-1938),
rosyjskiego mnicha z Géry Atos, ktérego inne
pisma byly natchnieniem dla Lamentu Adama
(przywotanego w filmie Wygnanie) skompono-
wanego przez estonskiego mistrza[58]. Podty-
tul smyczkowego utworu stanowig stowa Moja
dusza teskni za Panem. Pograzeni w ziemskich
uciechach ludzie zapomnieli zupelnie o najgteb-

[58] Zob. <https://www.arvopart.ee/en/arvo-
-part/>, dostep: 12.10.2020.

szej tesknocie cztowieka za Bogiem. Znikniecie
syna mogloby by¢ momentem granicznym dla
matki i ojca, tak jak w Wygnaniu $mier¢ Wiery
byta przemieniajacym duchowo wstrzasem dla
Aleksa. Tak si¢ jednak nie dzieje, gdyz obydwoje
nie potrafig zjednoczy¢ si¢ w tragicznej chwili,
poddac refleksji swojego dotychczasowego zy-
cia. Znikniecie syna niczego ich nie uczy, nie
potrafiag nawet dostrzec bezinteresownej mi-
toéci, jaka ma grupa poszukiwawcza. Ludzie,
ktdrzy jako wolontariusze angazuja si¢ w po-
moc w odnalezieniu Aloszy, s3 zaprzeczeniem
ich egoistycznej postawy — to w nich mozna
upatrywaé nadziei, Ze §wiat nie jest jeszcze
do gruntu zepsuty. Wstrzasajacy jest moment
przyjazdu samochodéw do opuszczonego bu-
dynku, w ktérym ratownicy maja nadzieje od-
nalez¢ Alosze. Kolumna samochodéw wyglada
jak kondukt pogrzebowy, a kompozycja Parta
Silouan’s Song nadaje tej scenie doniostego wy-
dzwicku. Motyw z utworu estonskiego kom-
pozytora towarzyszy zaréwno matce, jak i ojcu.
Zeni - gdy przychodzi do domu, idzie spac i po
przebudzeniu, po telefonie dyrektorki, odkrywa,
ze syna nie ma w mieszkaniu. Borysowi - gdy
jedzie z grupg ratownikow do opuszczonego
budynku. Te dwie sekwencje (matki i ojca), od-
legte od siebie czasowo, taczy wspdlny motyw
muzyczny. Kobieta i mezczyzna znajduja sie
w domach, ktére chylg sie ku upadkowi: dom
rodzicéw Aloszy ma by¢ sprzedany, a budynek-
-kryjéwka jest w ruinie. Taki obraz domu staje
sie tutaj symbolem nieobecnej, zapomnianej
wiary, ktérej brak wprowadza pustke w zycie
bohateréw. Borys w ostatniej scenie, sekwencji
z domem-kryjéwka, zostaje sam posrdd zdewa-
stowanej przestrzeni, wpatrujac si¢ bezradnie
w okno. Zwiagincew poprzez wykorzystanie
glebokiego tekstu duchowego uzmystawia nam
wstrzasajaca prawde o zyciu wigkszosci ludzi.
W glebi duszy czlowiek teskni do Boga, ale
nie jest w stanie uslyszec¢ tego wewnetrznego
glosu, poniewaz ztotym cielcem uczynil wias-
ne szczescie. Znikniecie Aloszy to nic innego
jak symboliczne znikniecie Boga z zycia ludzi.
Wspolczesny cztowiek, ktéry wyrzeka si¢ wiary,
skazany jest na utrate domu. Zbigniew Kadtu-



bek wskazuje, ze brak domu to fatum ponowo-
czesnej wspolczesnosci[59].

W ostatnim ujeciu widzimy remontowany
pokoéj Aloszy: ze $cian zrywane s tapety, nie-
diugo to miejsce bedzie miato nowego lokato-
ra. Znikniecie niekochanego dziecka zostanie
»wytarte” z pamieci miejsca, dramat zostanie
zdystansowany przez uplywajacy czas. Ponow-
nie to ze $rodka pokoju ogladamy jego ,wyma-
zywanie”. Dom w Wygnaniu stal sie grobem,
podobnie w Elenie, w Lewiatanie ulegl calko-
witemu zniszczeniu, przestal istnie¢, w Niemi-
tosci - zostaje sprzedany. Cztowiek nie ma na
ziemi trwaltego miejsca, skazany jest na utrate,
ciggle wygnanie. Nie tylko brakuje mu domu,
lecz réwniez checi zrozumienia, kim sam jest
i gdzie ma szuka¢ trwalych wartosci. Jak pisze
Carl Gustav Jung, dzisiejszy cztowiek potrzebu-
je powrotu do zycia symbolicznego. Powinien
mie¢ w domu cho¢by maly kacik, gdzie modli
sie, odprawia obrzedy - to przywrdcitoby jego
zyciu harmonie, poczucie sacrum. Bez zycia
symbolicznego czlowiek nie jest w stanie wy-
raza¢ potrzeb swojej duszy, jego Zycie trawi ba-
nalno$¢[60]. W domach najczesciej na gtéwnym
miejscu znajduje si¢ tymczasem telewizor.

Adekwatnym podsumowaniem refleksji
o domu w filmach Zwiagincewa sa stowa pro-
fesora Kadtubka z eseju o oikologii: ,,Dzisiejszy
czlowiek, wyobcowany, alienujacy si¢ systema-
tycznie, stal si¢ sam dla siebie owdowiatlym do-
mem [...]. Wdowienstwo $wiata i wdowienstwo
ludzkie doskwierajg okrutnie wspolczesnemu
cztowiekowi. Bez wzgledu na to, jak btyskotli-
wie diagnozuje sie te sytuacje, zawsze chodzi
o figure opuszczenia, zaloby, postradania. Nie
tylko o figure czy figury zresztg toczy sie gra,
lecz doswiadczenie samotnosci, wykorzenienia,
zagubienia mozliwo$ci orientacyjnych [...]”[61].

Istotne wydaje sie powigzanie motywu
domu z aktem ofiary, jaka ponosza bohatero-
wie. Ojciec oddaje zycie za syna w Powrocie,
Wiera w Wygnaniu umiera, by Aleks magt sie
duchowo odrodzi¢, Lilia popelnia samobojstwo
w Lewiatanie, by nie sta¢ na przeszkodzie relacji
ojcaisyna, Alosza znika z domu, by rodzicom
uswiadomi¢, czym jest mitos¢. We wszystkich
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przytoczonych filmach - oprécz Niemitosci -
ofiara wydaje si¢ mie¢ sens, rezyser bowiem
sugeruje mozliwo$¢ duchowego odrodzenia
postaci, zbudowania trwatego domu, jakim jest
wiara. Jedynie w ostatnim dziele rosyjskiego
rezysera ofiara Aloszy nie przyniosta rodzicom
przemiany, cztowiek pozostal ,,owdowiatym
domem”, ktory czeka nieuchronna apokalipsa.
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ABSTRACT. Witczak Krzysztof, Pierwszy raz w ciemnym kinie - filmowe reminiscencje w twérczosci Krystyny
Kofty [The first time in a dark cinema - film reminiscences in the work of Krystyna Kofta]. “Images” vol. XXXII,
no. 41. Poznan 2022. Adam Mickiewicz University Press. Pp. 317-324. ISSN 1731-450X. DOI 10.14746/i.2022.41.17.

The article is an attempt to interpret the cinema experience from the perspective of contemporary theories of somatic
reception. Attention is drawn to the formal aspect of two examples of cinema experiences by a contemporary Polish
writer (Krystyna Kofta). An important element of her work is sharing impressions, especially in relation to the

description of everyday life. The analysis includes the comparison of two cinema episodes - a girl fascinated by the
first encounter with this medium and an adult woman terrified by the claustrophobic atmosphere of the cinema.

KeYyworbs: Krystyna Kofta, cinema, body, reception, film

Kino jako miejsce spotkania dziefa i jego
odbiorcy przez swojg architekture wzmaga
przekonanie, Ze obcuje si¢ z emocjonujacym
przedmiotem: wylaniajacym sie z ciemnosci
obrazem w ramach swoistego spektaklu zapew-
nianego przez ,,ruchome obrazy”. Reakcje widza
mozna opisywac nie tylko w obszarze percepcji,
rejestrowania kolejno pojawiajacych sie klatek.
Odbiorca to nie tylko podmiot posiadajacy
zdolno$¢ do kognitywnego przetworzenia ma-
terialu wzrokowego na swdj intymny sposéb
widzenia rzeczywisto$ci, lecz réwniez istota
biologiczna, ,méwigca swoim ciatem”

W niniejszym artykule zostang poddane
analizie przezycia widza kinowego jako osoby
»spontanicznie do$wiadczajacej filmu”. Sui ge-
neris somatyczng intymno$¢ odbioru i dozna-
wania sztuki najpelniej mozna zaprezentowa¢
poprzez opisanie perspektywy jednej osoby.
Korzystajac z formuly case study, w niniejszym
krétkim studium zostanie ukazana optyka od-
biorcza sztuki pisarki Krystyny Kofty. Zestawie
dwa przyktady recepcji filmu zaczerpniete z jej
zycia w celu przedstawienia znaczenia formo-
wania ksztaltowania si¢ perspektywy odbior-
czej: podczas pierwszego spotkania ze sztuka
filmowg i ostatniego pobytu w sali kinowe;j.

We wspomnieniach pisarki te momenty opi-
sujg do$wiadczenie uczestnictwa w spektaklu:
od dziecigcego zauroczenia (do$wiadczenia
niezwykle popularnego wséréd wielu odbior-
céw filmu) do odczucia zupelnej klaustrofo-
bii wywotlanej nagla reakcja fizjologiczng. Ich
znaczgca wymowa — ustanawiajaca stosunek
do sztuki filmowej — bezpos$rednio zalezata od
uczestnictwa ciala, czyli doznawania przedmio-
tu artystycznego jako bodzca oddzialujacego
na rézne zmysly.

Tak rozumiana praktyka odbiorcza miesci
sie w granicach zainteresowania korporalnych
teorii filmu, w ktérych widz niejako ,,odzyskuje
swoje cialo w catosci” — dysponuje wszystki-
mi bez wyjatku zmystami i zaczyna reagowac
somatycznie, spontanicznie na prezentowane
obrazy. Teorie okulocetryczne zaktadaly nato-
miast, Ze nalezy uprzywilejowac zmyst wzroku
jako jedyne narzedzie rejestrujace film. Wspot-
czesne badania Vivian Sobchack, Thomasa
Elsaessera oraz Malte Hagenera[1] proponuja

[1] Zob. T. Elsaesser, M. Hagener, Teoria filmu.
Wprowadzenie przez zmysty, przet. K. Wojnowski,
Krakéw 2015; V. Sobchack, The Address of the Eye:
A Phenomenology of Film Experience, Princeton
1992.

Images 31(41), 2022: 317-324. © The Author(s), Adam Mickiewicz University Press, 2022.
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uwzglednienie percepcji jako ,,dotkniecia fil-
mem”[2]. Metafora skory rozwijana w pracach
badaczy zorientowanych korporalnie pozwala
na dostrzezenie widza jako podmiotu istnie-
jacego fizjologicznie podczas spektaklu. Tym
samym przyjmowana perspektywa stuzy prze-
$ledzeniu pelnego procesu reakeji na film, nie-
ograniczajacemu si¢ jedynie do analizowania
wymiaru kognitywnego. Analiza przypadku
doswiadczenia kinematograficznego Krysty-
ny Kofty pozwoli ukaza¢, w jaki sposéb cialo
uczestniczgce w procesie odbioru dzieta wply-
wa na uksztaltowanie si¢ percepcji sztuki filmo-
wej na dalszych etapach zycia[3].

Alicja Helman, piszac o niepewnym statusie
widza filmowego na poczatku istnienia tej sztu-
ki, wskazuje, ze o ile w przypadku ludzi nieza-
znajomionych z osiggnieciami nowoczesnosci
moglismy méwic o efekcie ,,nieuprzedzonego
oka” (niedostrzegania iluzji), o tyle w przypad-
ku odbiorcy uswiadomionego iluzja potaczyta
sie z rzeczywistoscig[4]. W ,efekcie kina’, na
ktéry zwraca uwage badaczka, najwazniejsza
funkcje pelni wrazenie uczestnictwa w spekta-
klu. Film jako urzeczywistnienie marzen czto-
wieka o uwiecznieniu postaci, a nawet pokona-

[2] Zob. L. Cartwright, Screening the Body:
Tracing Medicine’s Visual Culture, Minneapolis-
London 1995.

[3] A. Helman, Widz kinowy - istota nieznana,
[w:] Film i audiowizualno$¢ w kulturze. Zagad-
nienia i wybor tekstow, cz. 2, oprac. J. Bochenska,
I. Kurz, S. Ku$mierczyk, red. S. Kusmierczyk,
Warszawa 2002.

[4] Eadem, Intelektualisci i stuzgce. Pierwsze wy-
obrazenia o odbiorcach kina, ,Kultura Wspolczes-
na’ 1994, Nr 2, s. 9.

[5] A. Bazin, Film i rzeczywistos¢, przel. B. Mi-
chatek, Warszawa 1963, s. 10. Zob. T. Gunning,
An Aesthetic of Astonishment: Early Films and the
(In)Credulous Spectator, [w:] Viewing Positions:
Ways of Seeing Films, red. L. Williams, New
Brunswick 1994.

[6] Zob. M. Chion, Audio-wizja. Dzwigk i obraz
w kinie, przel. K. Szydlowski, Warszawa-Krakéw
2012, S. 124.

[7] G. Bohme, Antropologia filozoficzna, przet.

P. Domanski, Warszawa 1998, s. 107.

niu $mierci (co glosili pionierzy kinematografii
bracia Lumiere) stat si¢ tak istotnym elementem
kultury dzigki umozliwieniu uchwycenia cia-
ta w ruchu. Pierwsi widzowie, urzeczeni wizjg
ogladania rzeczywisto$ci mobilnej, nie skupiali
sie wszakze na analitycznym badaniu technika-
liéw nowego wynalazku, ale swoja uwaga ob-
darzali sam efekt dziatan twércéw. Kino, ktére
pokonalo , kompleks mumii’[5], zadziwialo
dynamika osiggnieta dzieki calemu szeregowi
niepowtarzalnych obrazéw ciala, ktérych nie
mogta zaoferowac fotografia.

Ruch jako gtéwny element réznicujacy oba
przekazy (fotograficzny i kinowy) przyczynit
sie rowniez do uformowania wizji filmu jako
medium najlepiej oddajacego wrazenia zmy-
stowe. Warto odnotowac, iz oddzialywanie to
mozna obserwowac nie tylko na poziomie uzy-
tych $rodkéw artystycznych w samym dziele,
lecz réwniez, co zajmuje nas bardziej, na plasz-
czyznie odbioru. Umieszczenie widza w prze-
strzeni kina (przeznaczonej tylko do rejestracji
przekazu) multiplikuje zdolno$¢ odczuwania
wrazen zmystowych[6]. W do$wiadczeniu filmu
przez widza bierze udziatl cate ciato, dostarcza-
jace organizmowi bodzcéw, a ruchome obrazy
wplywaja na caloksztalt reakcji fizjologicznych.
To uwiklanie uwypukla si¢ w chwilach szcze-
golnego napiecia — drzenia spowodowanego
nagla zmiang akcji, westchnigciem na widok
szczeg6lnie doniostej chwili czy ptaczu, gdy ma
miejsce przedstawienie melodramatyczne.

»Uczestnictwo ciala” jako odbiorcy wrazen,
reagujacego spontanicznie, a nawet w sposob
niekontrolowany moze narazi¢ na zawstydzenie,
zazenowanie. W kulturze krajéw o wysokim
stopniu socjalizacji te ,,spontaniczng biologicz-
no$¢” ciala, fizjologiczno$¢ starano si¢ zwykle
dyskretnie ukry¢. Jak zauwaza Gerhard Bohme,
procesy wydalania i akty seksualne, stanowiace
przyklad nieakceptowalnego zachowania w ra-
mach praktyk spotecznych, zostaly usuniete
z widoku publicznego[7]. Tymczasem cialo
niejako pragnie artykulowa¢ swoje istnienie,
mimo iz samoistno$¢ jego reakcji frapuje
»ucywilizowanych”. Sobchack przypomina, ze
kino ,przenosi, bez calkowitego przeksztal-



cenia, te sposoby bycia Zzywym i §wiadomie
ucielesnionym w $wiecie, ktére dla kazdego
z nas licza sie jako konkretne do$wiadczenie
[direct experience]”[8]. Kino rozumiane jako
sztuka momentalna - dziejaca si¢ na oczach
widza w danej chwili - polega na bezposrednim
kontakcie, dziejaca si¢ w nim akcja jest przezy-
wana w czasie terazniejszym. Jak konkluduje
Sobchack, takie doswiadczenie dziela staje sie
udzialem naszego Zycia, ktéremu towarzyszy
w pierwszym stadium odczuwania uczestni-
ctwo innych zmystéw niz wzrok[9]. Spotkanie
z filmem to niejako ,,wspétzycie” (zaangazowa-
nie calego swojego ciala), a sama wizyta w kinie
urasta do miana wydarzenia przetomowego.
W zyciorysach znanych ludzi kultury czesto
przywolywano wyprawy do kin, komentujac, iz
wzbogacaja one o doznania wynikajace z prze-
bywania w przestrzeni wyjatkowej, obdarzonej
swoistg aurg, atmosferg pobudzajaca wyobraz-
nie. Jedna ze znanych, polskich pisarek Zywo
interesujacych sie filmem jest Krystyna Kofta.
Jej aktywno$¢ tworcza wykracza jednak poza
dzialalno$¢ literackg sensu stricto: duzg czesé
dorobku autorki zajmuja dziela plastyczne oraz
wypowiedzi krytyczne dotyczace kultury, nato-
miast film - jak sama wspomina — towarzyszyt
jej zyciu juz od dziecinstwa dzieki kontaktom
ze $§rodowiskiem artystycznym (znajomoscia
z rezyserami). Autorka, mimo iz mocno przy-
wigzana do swoich powiesci, zdecydowata si¢
tez kilkukrotnie powierzy¢ swoje teksty scena-
rzystom([10]. Jej proza, silnie osadzona w nurcie
pisarstwa kobiet, dotyka réwniez tematyki so-
matycznej, co w polgczeniu z autotematyzmem
wzmacnia zainteresowanie kategoriami odbio-
ru. Kofta uwaznie $ledzi zespolenie pracy twor-
czej (literatury) z symptomami dostarczanymi
przez somatyczno$¢ — cialo w jej twdrczosci od-
grywa role rejestratora indywidualnego przezy-
cia (mitosnych uniesien, choroby i $mierci) [11].
W zyciorysie Kofty mozna odnotowac kilka
epizodéw zwigzanych z przezyciem kinowym.
W niniejszym szkicu zostang opisane dwa
najbardziej charakterystyczne dla problemu
uczestnictwa ciala. Stanowig niejako rame od-
bioru: pierwszy zwigzany z inicjacjg dziecieca,
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bedaca przejawem spontanicznego zachwytu
sztuka, drugi zwigzany z ostatnim pobytem
w sali kinowej dorostej kobiety. W swojej au-
tobiografii (opartej na zapisach z dziennikéw
prowadzonych przez pét wieku) pisarka zano-
towala, Ze jej pierwsza przygoda z duzym ekra-
nem wiazala sie z wycieczka do jednego z po-
znanskich kin. Eseistyczny charakter Kobiety

[8] V. Sobchack, op.cit., s. 4. Por. T. Miczka,
Cielesny aspekt podmiotowosci w kinie, [w:] Kino.
Gest - ciato - ruch. Film w perspektywie systeméw
komunikowania niewerbalnego, red. A. Gwo6zdz,
Warszawa 1990, s. 125-135.

[9] Zob. V. Sobchack, What my Fingers Knew: The
Cinesthetic Subject, or Vision in the Flesh, [w:] ea-
dem, Carnal Thoughts. Embodiment and Moving
Image Culture, Berkeley 2004, s. 53-84.

[10] Zwigzki Kofty ze $rodowiskiem ludzi filmu
wymagaloby oddzielnego studium - zwazywszy
na jej rozliczne kontakty z rezyserami oraz scena-
rzystami. Zajmujaco o problemach z adaptacjami
powieéci Kofty pisze Monika Talarczyk-Gubala.
M. Talarczyk-Gubala, Krystyna Kofta. Kino mi
szkodzi, [w:] eadem, Bialy mazur. Kino kobiet

w polskiej kinematografii, Poznan 2013, s. 393-403.
Kofta w nastgpujacy sposdb odnosi si¢ do do-
robku badaczki i zagadnienia kobiecosci kina:
»Monika Talarczyk napisata ksiazke Biaty Mazur,
bardzo wazna pozycje dla tych wszystkich ludzi,
ktérzy interesuja si¢ filmem polskim. Termin
«kino kobiece» jest rownie niesprawiedliwy jak
«kobieca literatura». Bialy Mazur proponuje
termin kino kobiet. To pokazny tom, kopalnia
informacji o «kinie kobiet». Monika Talarczyk
pisze wnikliwie, logicznie, bierze pod uwage

czas powstawania filméw, mozliwosci jakie kino
dawalo badz nie dawalo kobietom. Pokazuje
uwarunkowania polityczne, kulturowe”. K. Kofta,
Gdyby zamilkly kobiety#Nigdy, Warszawa 2019,

s. 186.

[11] Bozena Chotuj stwierdza, ze ,,Kofcie nie
chodzi jednak tylko o wnikliwe opisy ciala.
Bardzo rzadko instrumentalizuje ciato po to,

aby pokaza¢ co$ innego niz ono i jego odczucia.
Centralne znaczenie ma u niej swoistego rodzaju
spojnia: cialo jest w posiadaniu JA i odwrotnie,
réwniez owo JA protagonistek ma we wlasnym
wiadaniu ciato. B. Choluj, Ciato we wlasnym po-
siadaniu w prozie K. Kofty, ,Czas Kultury” 2019,
nr 4, s. 110.
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zbuntowanej ulatwia przywolanie wspomnienia
w formie krétkiego opisu wrazen dziecka:

Pamietam swoj pierwszy seans w kinie. Siostra za-
brala mnie na Krélewng Sniezke Disneya. Bytam
nieco rozczarowana, ze Sniezka ma czarne wlosy,
uwazalam, ze powinna by¢ blondynka. A jednak
fabuta wciagnela mnie tak bardzo, ze razem z inny-
mi dzie¢mi krzyczatam, by ostrzec Krolewne przed
Macocha. Niestety, w czasie projekeji zachcialo mi
sie siusiu. Moja siostra wpatrywala sie w ekran jak
urzeczona. Zauwazylam, ze nikt na mnie nie pa-
trzy, wigc podniostam skladane krzeslo i bardzo
po cichu pus$citam strumien, struzka poleciata pod
rzad przed nami. Siadlam potem na suchym krzesle,

[12] K. Kofta, Kobieta zbuntowana. Autobiogra-
fia, Warszawa 2013, s. 174-175. Innym tropem
zwigzku pisarki z kinem jest fakt, iz jej dzia-

dek - Bronistaw Schoener - zbudowal kino

przy pl. Wolnoéci (wejécie od ul. Ratajczaka)

w Poznaniu. W autobiografii réwniez dzieli sie
wrazeniami swojego brata, ktéry jako mlody
chlopak podziwial przede wszystkim organizacje
przestrzeni budynku. Autorka opisuje dokonania
przodka, wykorzystujac dzieciece wspomnienia
brata: ,Dziadek nazywat si¢ Bronistaw Schoe-
ner, byl cie$la (Zimmermann). Pracowal przy
tym koéciele, ale najwieksza prace miat przy
budowie kina. To bylo kino pana Kalamajskiego
przy pl. Wolnosci, w podworzu, z przejsciem

na ul. Ratajczaka (obok Biblioteki Uniwersyte-
ckiej). Kino mialo 600 miejsc - ale to wszystko
byto niewazne. Sufit kina stanowit firmament,
blekitny, z gwiazdami i innymi cialami niebie-
skimi. Nie ruszato si¢ to wszystko, jednak to, co
pamietam - siedzialem w antraktach z zadartym
tbem i patrzytem w sufit. Mama zawsze méwi-

ta - wiesz, ze to kino zbudowal moj ojciec? Bylo
wspaniale!”. K. Kofta, Kobieta zbuntowana...,

s. 454. Zob. M. Hendrykowski, M. Hendrykow-
ska, Film w Poznaniu, Poznan 1990.

[13] Zob. A. Minorski, Dzieci w kinie, ,Wiado-
mosci Literackie” 1933, nr 36, s. 8; A. Helman,
Spojrzenie dziecka metaforg kina, ,Kwartalnik
Filmowy” 2013, nr 81, s. 24-38; R. Koschany, Dzie-
cigca kinofilia, ,Kwartalnik Filmowy” 2013, nr 81,
s.39-51; A. Kuhn, Cinematic experience, film
space, and the child’s world, ,,Canadian Journal of
Film Studies” 2010, nr 2, s. 82-98.

[14] A. Helman, Spojrzenie dziecka..., s. 25.

[15] Zob. A. Saris, The Primal Screen. Essays

on Film and Related Subjects, New York 1973.

nikt nic nie zauwazyl. Kino bylo moje, jak zwie-
rzatko zaznaczylam swoj teren. Nie przejmowatam
sie zasadami, cho¢ wiedziatam, Ze to, co robig, jest
naganne. Siostrze powiedzialam o wszystkim po
wyjsciu z kina, ale nie puscita pary, nie naskarzyta
rodzicom, $miala sie tylko i powtarzata, ze tego
nie wolno robi¢. Odpowiedzialam, ze wiem, ale
nie mogtam w tym ciekawym momencie przerwaé
ogladania[12].

Kofta, postugujac sie sposobem prowadze-
nia narracji z perspektywy dzieciecej, doko-
nuje przegladu do$wiadczen towarzyszacych
jej podczas pierwszego ogladania filmul[13].
Znamienna dla takiego obrazu jest sama sytu-
acja uczestniczenia w spektaklu - zaproszenie
przez siostre, duzg starszg osobe do pierwszego
kontaktu z tym medium. Wyobrazenie dziecka
taczy si¢ jednak we wspomnieniu nie tylko z sa-
mym filmem, lecz réwniez przestrzenig kina
odbierang polisensorycznie.

Autorka jak gdyby przenosita swoje prze-
zycie do obszaru $wiadomo$ci zbiorowej i re-
jestrowala szereg zachowan stadnych zgro-
madzonej mlodocianej publiczno$ci — zywo
reagujacej, wyrazajacej w sposob bezposredni
emocje. Nalezy zauwazy¢, ze w tym przypadku
mamy do czynienia z odbiorca, ktérego Alicja
Helman nazywa odbiorcg naiwnym|[14] - dzie-
cko, podobnie jak niezaznajomione z meandra-
mi sztuki filmowej stuzace z poczatkéw kina,
dokonuje przeniesienia wlasnych emocji na wy-
$wietlany komunikat. Odbiér ten uzalezniony
jest nie tylko od spostrzezenia, lecz réwniez od
wejécia w obreb materii filmu, co Kofta wyraza
w stowach: ,,A jednak fabula wciggneta mnie
tak bardzo, ze razem z innymi dzie¢mi krzy-
czalam, by ostrzec Krélewne przed Macochg’.
Tego odbiorczego utozsamienia, uczestniczenia
w fabule nie mozna traktowa¢ tylko na pozio-
mie widza umiejscowionego w fotelu: nalezy
rozpoznaé w nim uczestnika samej historii.

Jednocze$nie warto nadmienié, za Andrew
Sarrisem, iz dziecko przezywa moment iden-
tyfikacji sztuczno$ci medium filmowego, gdy
orientuje sie, ze ma do czynienia ze $wiatem
technicznie wytworzonym[15]. Niezgoda wyni-
kajgca z rozczarowania fikcyjnoscig kompenso-


https://pl.wikipedia.org/wiki/Marek_Hendrykowski
https://pl.wikipedia.org/wiki/Ma%C5%82gorzata_Hendrykowska
https://pl.wikipedia.org/wiki/Ma%C5%82gorzata_Hendrykowska

wana jest rado$cig uczestniczenia w samym do-
$wiadczeniu - jak w przypadku matej Krystyny.
Percepcja dziewczynki pozwala jej bowiem na
rozpoznanie rozbiezno$ci miedzy wlasnym
wyobrazeniem (koloru wloséw bohaterki fil-
mu) a wyborem tworcéw, przy jednoczesnym
zaangazowaniu w sam spektakl. Kofta wypro-
wadza swdj zachwyt nad kinem z doswiadcze-
nia wspolnoty odbiorczej — wspotprzezywania
i uczestniczenia w innym uniwersum. W tym
kontekscie warto przywotaé raz jeszcze Sob-
chack, ktéra pisze o ,,fundowaniu intersubiek-
tywnej podstawy obiektywnej kinowej komu-
nikacji”[16]: komunikat wywotuje obopdlng
wlasno$¢ doswiadczenia zaréwno u nadawcy,
jak i odbiorcy. Kofta w swym wspomnieniu
przywoluje nie tylko atmosfere zbiorowego
podniecenia, lecz réwniez notuje krzyk jako
znak nie$wiadomej identyfikacji, poprzedzaja-
cej analize kognitywng. Mata Krystyna artyku-
luje swoje emocje, zanim podda je gtebszemu
zastanowieniu.

Cialo odbiorcy - podobnie jak w przypadku

sytuacji zaskoczenia w Zyciu codziennym - re-
aguje wczesniej niz umyst, jest ono pierwszym
rejestratorem naszego wrazenia[17]. Sponta-
niczno$¢ tego procesu mozna poréwnac z tym,
co Karol Irzykowski nazywal przywracaniem
»~momentu cudownosci, momentu pierwszego
spostrzezenia’[18]. Inicjacja filmowa w przy-
padku Kofty odbywa si¢ poprzez medium
szczegdlne - film animowany[19]. Ten gatunek,
zdaniem krytyka, to brylant, ktéry podany wi-
dzowi jawi mu si¢ jedynie jako guzik, gdyz nie
widzi w nim mozliwosci pojmowania kina jako
sztuki i jego korelacji wzgledem malarstwa[20].
Tak rozumiane oddzialywanie filmu staje sie
tez udziatem mlodych widzek: wpatrujacych
sie w ekran starszej siostry i przyszlej pisarki.

Znamienna dla uczestnictwa ciala jest row-
niez informacja o rezygnacji malej Krystyny
z pdjscia do toalety, co autorka wspomina i in-
terpretuje po latach jako objaw zafascynowania
filmem: ,,Kino bylo moje, jak zwierzatko za-
znaczylam swoj teren”. Kofta relacjonuje swoja
przygode, dostrzegajac dominujacg role ciata,
prowokujgcego pokuse zlekcewazenia norm
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spotecznych: ,,Nie przejmowatam si¢ zasadami,
cho¢ wiedzialam, Ze to, co robig, jest naganne”.
Swiadomo$é¢ przekroczenia dopuszczalnych
granic zachowania faczy sie ze zwycigstwem
natury cztowieka. Oddanie moczu, jako czyn-
no$¢ wstydliwa (wyparta przez kulture), odby-
wa sie w tym przypadku w konkretnej sytuacji:
w obecnosci innych ludzi[21]. Reakcja na film
nosi zatem znamiona przewagi tego, co natu-
ralne, nad tym, co wytworzone. Swego rodzaju
ciaglo$¢ wystepujacg miedzy obecnoscia ciala
na ekranie a zywym odbiorcg Kofta oddaje
poprzez sposob uzasadnienia swojej decyzji
o nieopuszczaniu miejsca. Jednocze$nie pisar-
ka podkresla wtasny status jako zaangazowa-
nego, maloletniego widza — deklaruje, ze kino

Zarysowana we wspomnieniu perspektywa
odbioru - stawiajgca opor granicom somatycz-
nym - ugruntowala w dziewczynce przekonanie
o wyraznej odmiennosci tego medium od uni-
wersum literatury. Swiat zywych obrazéw urzekal
miodego widza zaangazowaniem w fabule i po-
zwalal przenies¢ sie do innej przestrzeni, wolnej
od nakazéw i ograniczonej jedynie prawidfami
sztuki filmowe;j.

[16] V. Sobchack, What my Fingers..., s. 63.

[17] S. Kracauer, Teoria filmu. Wyzwolenie
materialnej rzeczywistosci, przel. W. Wertenstein,
Gdansk 2008, s. 192.

[18] K. Irzykowski, Dziesigta muza: zagadnienia
estetyczne kina, Krakow 1924, s. 31.

[19] Helman konkluduje: ,Wsp6lczesne dziecko
uczy si¢ ogladania wspdlczesnych filméw poprzez
sui generis skrocony kurs historii srodkéw wyra-
zowych kina, ktérego dostarcza mu przeznaczony
dla dzieci telewizyjny film rysunkowy i inne
programy dzieciece. Tego, czego kiedys uczyt si¢
w kinie widz dorosty, dzi§ opanowuje dziecko”.

A. Helman, Spojrzenie dziecka..., s. 13. Irzykowski
juz w latach 20. XX wieku dostrzegal znaczenie
filmu animowanego: ,,Kino, chociaz jest zyciem
cieniéw, bywa czasem tak niedelikatne i brutalne
jak teatr, gdy chce wywleka¢ marzenia i realizo-
wac je — contradictio in adiecto! I w tej dziedzinie
przyszto$¢ nalezy do filmu rysunkowego”. K. Irzy-
kowski, op.cit, s. 153.

[20] Ibidem, s. 212.

[21] Zob. R.H. Blumer, Niezwykta historia
oddawania moczu, Warszawa 2021; M. Douglas,
Czystosc¢ i zmiana, Warszawa 2007, . 157.
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nalezy do niej, jest ,terenem do zaznaczenia”
Pisarka uzupelnia to wspomnienie, odnoszac
sie do historii, ktérag podzielit sie z nig Roman
Polanski:

Wtedy opowiedzialam mu o swojej przygodzie, mo-
wigc, ze obsikalam teren, i potem przez lata kino
bylo moja mitoécig. Do dnia, w ktérym dopadla
mnie klaustrofobia, i juz nie opuscita. Okazalo sie,
ze on mial w swoim zyciorysie podobne zdarzenie.
Zachowat si¢ tak samo, cho¢ jako chlopiec miat
ulatwione zadanie. Nie pamietam, czy byt na tym
samym filmie, czy na innym[22].

Zaréwno w przypadku rezysera, jak i pisar-
ki ,,zaznaczenie terenu” nastgpilo w momen-
cie przemoznego odczuwania przez odbiorce
potrzeby pozostania czescig spektaklu. Ciato
ijego spontanicznos¢ wskazaly na momentalny
charakter tej sztuki oraz prymarnos¢ reakeji
fizjologiczne;j.

Kinofili¢ Kofta rozwijala réwniez podczas
studiow i wezesnej mlodosci. W jej dzienni-
kach mozna znalez¢ wiele odniesient do kolej-
nych seansow, w ktérych kontekstowo pojawia
sie motyw cielesnosci i folgowania potrzebom
czy pragnieniom ciala: ,Ja takze wczesdniej
chodzitam namietnie do kina z Lotg i chtopa-
kami. Nalezatam do DKF-u, czyli Dyskusyjne-
go Klubu Filmowego. Pilismy wtedy wszyscy
sporo, ja z tesknoty za matkga i przyjaciotmi,
ktérzy zostali w Poznaniu”[23]. Jej milos¢ do
kina zakonczyta niespodziewana reakcja soma-
tyczna podczas jednej z wypraw z przyjacielem
na film Medea w rezyserii Piera Paolo Pasoli-
niego. W dzienniku Kofta notuje, iz seansowi

[22] K. Kofta, Kobieta zbuntowana..., s. 176.
[23] Ibidem, s. 468.

[24] Ibidem, s. 19—20. W dziennikach Kofta opi-
sala te sytuacje pod datg 28 kwietnia 1980 roku.
Pisarka wyrazalta ponadto obawe o przysztoéé
swojego kontaktu z kinem: ,,Boje si¢ tego, ze mi
zostanie na zawsze, a ja przeciez kocham filmy”.
K. Kofta, Monografia grzechéw: Z dziennika
1978-1989, Warszawa 2006, s. 60.

[25] R. Barthes, Wychodzgc z kina, przel. L. Dem-
by, [w:] Interpretacja dzieta filmowego. Antologia
przektadow, red. W. Godzic, Krakow 1993, s. 157.

towarzyszyla niezwykle duszna pogoda oraz
podniecenie:

Klaustrofobii nabawilam si¢ nagle, wiele lat temu
[...]. Chodzili$my wowczas na filmy sprowadzane
z calego $wiata, ktorych wezeéniej nie pokazywano
w kinach. [...] W PRL-u wtadza, pacyfikujac po-
mruki niezadowolenia, dawala nam poczucie, ze
nie jest az tak Zle, skoro mozemy oglada¢ te same
obrazy, jakie pokazuja za zelazng kurtyna. [...]
Wpadlismy do ciemnej sali kinowej, po omacku
dotarliémy do naszych miejsc. Po ekranie snuli si¢
piekni mlodziency, to byl chyba film Pasoliniego,
moze Medea? Nieéli gliniane czy kamienne naczy-
nia z genitaliami, ktére, jak mi si¢ wydaje, mieli
zasadzi¢ pod drzewem. Nie pamietam, co bylo dalej,
bo ekran nagle sie rozszerzyl, zajasnial, i oba te
$wiaty, jasny, wirtualny z filmu i realny z ciemnej
kinowej sali, zawirowaly jednoczesnie. Wtedy osu-
netam sie na ramie mojego kolegi, cho¢ nie zemdla-
fam, miatam $wiadomos¢ tego, co si¢ dzieje, jednak
nie bytam w stanie sigé¢ prosto, czulam bezwiad
w calym ciele. M6j towarzysz [...] wzigl mnie na
rece i wyniost z kina. Trzymal mnie w objeciach,
gdy siedzieliSmy na murku, a ze wszystkich stron
otaczaly nas blyskawice i grzmoty [...]. Miasto byto
puste, nikogo na ulicy [...]. Po paru minutach po-
czutam si¢ catkiem dobrze, wréciliémy na seans.
Niestety, historia si¢ powtdrzyta. Wirowanie we
mnie bylo jeszcze silniejsze”[24].

Kofta opisuje w swoim wspomnieniu silng
reakcje manifestujacy sie fizjologicznie — gwal-
towne uczucie uwiezienia w sali kinowej, osa-
czenia bezbronnego ciata. Wizualno$¢ filmu
Pasoliniego, polaczona z warunkami panuja-
cymi na ttumnej widowni, wywolata w pisarce
poczucie strachu i ograniczenia. Klaustrofobia
spowodowana, jak wskazuje sama pisarka, ok-
rucienstwem polgczonym z pieknem filmu od-
powiadala traktowaniu ciata na ekranie. W wizji
wloskiego rezysera uwage Kofty przykuta scena
niesienia genitaliow przez rozneglizowanych
mezczyzn, co koresponduje z silng reakcjg cie-
lesng zachodzacg u widza. Nie mamy tu jed-
nak do czynienia z obrzydzeniem lub szokiem,
gdyz reakcja, jakiej do$wiadcza pisarka, wigze
sie rowniez z miejscem, w ktorym sie znalazta.
Atmosfera dusznego kina i panujgcy mrok pod-
kresla jedyne zrédto $wiatla, jakim jest ekran[25].
Tym samym miejsce spektaklu miesza si¢ z sama



reakcja, a jedynym sposobem przerwania takie-
go odbioru filmu jest wyjscie z kina:

Przed kinem stawia mnie, podtrzymuje, idziemy
ostroznie na Nowe Miasto. Myslalam, ze wrdce do
kina, ze mi przejdzie, nigdy czego podobnego nie
przezytam, nie moge. Jak wyobraze sobie t¢ ciem-
na maly sale, czlowieka obok cztowieka, wszyscy
stykaja sie ramionami, tworzac lanicuchy widzéw...
nie mogg, nie wroce tam[26].

Bylo to wydarzenie znamienne, majace row-
niez konsekwencje dla kariery twoérczej Kofty,
gdyz do dzisiaj niechetnie odwiedza zattoczone
sale kinowe lub teatralne, a takze starannie pla-
nuje wieczory autorskie, wybierajac odpowied-
nig dla siebie kubature pomieszczen: ,Od tamtej
pory, ilekro¢ probowalam zobaczy¢ jaki$ film
lub sztuke, zaczynalam czu¢ dusznosci, drzenie,
stablam z leku, musiatam na miekkich nogach
wychodzi¢ na zewnatrz”[27].

Dla pisarki kino jest zatem nie tylko oaza,
w ktorej tekst ozywa, lecz rdwniez miejscem
udreczenia, kreacji scenicznej, a nawet zyciowej:

Najlepiej nie zdradzac si¢ ze swoimi odchyleniami
od przecigtnosci. Trzyma¢ w tajemnicy mankamen-
ty psychiczne. Dlugo tak wlasnie robitam, udajac,
ze nie boje sie windy, ze nie mam klaustrofobii, nie
wiem, co to depresja. Pokazywalam sie ludziom
tylko wtedy, gdy wygladatam i czulam si¢ dobrze.
Wreszcie falszowanie siebie samej stalo si¢ meczace
i zaczelam glo$no o tym moéwi¢. W koncu pisarka
moze mie¢ wariackie papiery[28].

Uswiadomienie sobie wlasnej niemocy
sprowokowalo ja do préb przezwycig¢zenia leku.
Zaréwno dziecigce, jak i mlodziencze doswiad-
czenia $wiadcza o niezwyktym przywigzaniu
do poczucia wolnosci, co bedzie miato skad-
inad swoje dalekie implikacje spoleczne (walka
o rbwnouprawnienie czy praworzadnos¢): ,,jest
wedlug mnie silnie uwewnetrznionym poczu-
ciem mozliwosci indywidualnego, nieograni-
czonego DZIALANIA. [...] Dzialanie wolnego
cztowieka taczy sie z MOZLIWOSCIA wyboru
[...]. Wolno$¢ osobistg kaleczg dziatania wyko-
nywane pod presjg’[29].

Wolnosci, zdaniem Kofty, nie powinno
ograniczac si¢ pasywnoscig czy konwencjo-
nalng gra — dlatego tak istotnym aspektem jej
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tworczosci stanie si¢ odwazne prezentowanie
wlasnej osoby (kobiecosci), nawet jesli bedzie
ono zwigzane z koniecznoscig ujawniania se-
kretow wiasnego ciata[30]. Pomimo wszystkich,
opisanych wyzej, zniechecajacych przygdd
i okolicznosci mozna traktowa¢ Kofte jako
uczestniczke dialogu z filmem, ktdry prébuje
przeksztalci¢ w teren oswojony dzieki przywo-
tywaniu wlasnej opowiesci — bogatej w fizjolo-
giczne detale.

Kino od poczatku istnienia uczyto odbiorce
dystansu miedzy tym, co przedstawiane, a tym,
co odbierane. Ramy spoleczne spektaklu wska-
zujg réwniez na role ciala. Bycie w kinie wpisuje
widza w okre$long przestrzen (nierzeczywistego
spektaklu) - dla niewprawionych uczestnikow
pierwszych seansow bylo to duzym wyzwaniem.
Ich zywiolowa, niepohamowana reakcja na
wprawione w ruch obrazy wskazywala na to, ze

»obrazy filmowe dzialaja w pierwszej kolejnosci
na zmysty widza i wywoluja efekty fizjologicz-
ne, zanim widz moze zareagowac¢ intelektual-
nie”[31]. Kino przedstawiajgce $wiat w ruchu
wplywa na odbiorce jako bodziec fizjologiczny
i - jak w przypadku przezycia Kofty - narzu-
ca okreslone praktyki odbiorcze. Film percy-
powany jako dzielo dzwigkowo-wizualne ma
wymiar synestezyjny, angazujacy podmiot wie-
lozmystowo. Opisane powyzej Koftianskie czy-
tanie kina, w odniesieniu do epizoddéw z Zycia

[26] K. Kofta, Monografia..., s. 60.

[27] Eadem, Kobieta zbuntowana..., s. 20.

[28] Ibidem.

[29] K. Kofta, W poszukiwaniu utraconej wol-
nosci, [w:] Kobiety w kulturze popularnej, red.

E. Zierkiewicz, I. Kowalczyk, Wroctaw 2002,

s. 115.

[30] Judith Mayne twierdzila, ze kino jest
medium nieprzyjaznym dla twérczyn, gdyz ze
wzgledu na wieloautorski charakter filmu nie
pozwala ukazaé prawdziwego ,ja’, co stanowi bar-
dzo istotny element ekspresji literackiej. Ponadto
panujace w przemyséle filmowym mizoginistyczne
uprzedzenia utrudniajg zaistnienie kobiet w tej
dziedzinie sztuki. ]. Mayne, The Woman at the
Keyhole. Feminism and Women’s Cinema, Bloo-
mington 1990, S. 92-93.

[31] S. Kracauer, op.cit., s. 192.
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konkretnego widza, umozliwia potraktowanie
odbiorcy nie jako modelowego przyktadu kon-
sumenta sztuki, a jako podmiotu posiadajacego
cialo. W tak zarysowanej relacji miedzy miej-
scem, dzielem a obserwatorem dochodzi do
ujawnienia naturalnych odruchéw ciata, ktore -
jak probowatem wykaza¢ - poprzedzaja reflek-
sje kognitywna podczas ogladania komunikatu
filmowego.
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Sztuka hejtu. Powtdrzenia, parafrazy i ,cytatowosc”
w filmie Sala samobdjcédw. Hejter Jana Komasy
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ABSTRACT. Mitawska-Ratajczak Malgorzata, Sztuka hejtu. Powtérzenia, parafrazy i ,cytatowos¢” w filmie
Sala samobdjcow. Hejter Jana Komasy [The Art of Hating. Reduplications, paraphrases and “quotations” in John
Komasa’s The Hater]. “Images” vol. XXXII, no. 41. Poznan 2022. Adam Mickiewicz University Press. Pp. 325-333.
ISSN 1731-450X. DOI10.14746/i.2022.41.18.

The aim of this article is to present stylistic measures dominating in a movie directed by John Komasa, The Hater,
whose screenplay was written by Mateusz Pacewicz. Komasa’s film is an interesting example of how the selection
of linguistic means and the way they function within one work can create an illusory, film version of “the art of
hating” - the main impression of all the manipulations used by the film’s protagonist. Forms of manipulation, ag-
gression, hate speech or Internet hate in The Hater’s verbal layer are particularly clearly heard thanks to repetitions,
paraphrases and a very specific stylistic manoeuvre, which can be called “quotations”

Keyworbs: film dialogue, linguistic stylization, hate speech, lingual aggression, verbal aggression, The Hater,
John Komasa

Film Sala samobéjcow. Hejter mial premie- miejscowosci. Bohater chce podtrzymac kon-
re na poczatku marca 2020 roku, tuz przed taktz Krasuckimi takze (a moze przede wszyst-
zamknieciem polskich kin spowodowanym kim) dlatego, Ze od wielu lat podkochuje sig¢
pandemig COVID-19. Do$¢ szybko Hejtera[l] ~w mlodszej cdrce Zofii i Roberta, Gabi. By po-
mozna bylo obejrze¢ na serwisach VOD i plat-  zosta¢ w Warszawie, Tomek intensywnie szuka
formach streamingowych, ktore - poza innymi  pracy jako moderator mediéw spolecznoscio-
oczywistymi wygodami - na rézne sposoby uta-  wych, dzieki czemu trafia do agencji Best Buzz,
twiajg analize warstwy jezykowej utworu audio-

wizualnego. Domowy seans pozwala przeciez [1] W dalszej czesci tekstu konsekwentnie bede
nie tylko na powtdrzenie wybranych dialogéw, postugiwac sie ta skrécong forma tytutu. Wyraze-
ale i na zatrzymanie przewijajacych sie przez nie Sala samobdjcéw stanowi raczej rodzaj hasta
ekran napiséw, paskow telewizyjnych badz wywolawczego, przypomnienie glosnego filmu

Jana Komasy z 2011 roku; z nowszym wigza go co
prawda tematy mtodego pokolenia i przenikania
sie rzeczywistosci ze $wiatem wirtualnym oraz
ponowna obecno$¢ Agaty Kuleszy w roli Beaty
Santorskiej, ale jednoczesnie trudno traktowaé

fragmentéw wiadomosci, ktére w kinie silg rze-
czy bylyby bardziej ulotne. Film Jana Komasy
godny jest takiego skupienia, szczegdlnie Ze juz
w scenariuszu Mateusza Pacewicza uksztalto-

wanie jezyka odgrywalo role niebagatelna[2]. Hejtera jako petnoprawny sequel.

Hejter to opowies$¢ o Tomku Giemzie, ktory [2] Dodatkowg gratke dla badaczy stanowi
z powodu plagiatu popelnionego W pracy za- dostepnos¢ scenariusza Hejtera w bazie £6dz-
liczeniowej, zostaje skreslony z listy studentéw kiej Regionalnej Biblioteki Cyfrowej: <http://

cybra.p.lodz.pl/dlibra/publication/21221/edi-
tion/17983?>, dostep: 12.05.2022. Wszystkie cytaty
analizowane w niniejszym szkicu zostaly spisane

prawa na Uniwersytecie Warszawskim. Pocho-
dzacy ze wsi Tomasz utrzymuje sie¢ w stolicy
dzieki pracy na dwa etaty i nieoficjalnemu sty- 2 filmu metoda , ze suchu’— niekoniecznie wicc

pendium otrzymywanemu od rodziny Krasu- pojawiaja sie w tozsamej formie w scenariuszu,
ckich, dawniej spedzajacej letnie wakacje w jego ale uzgodniono z nim ich zapis.

Images 31(41), 2022: 325-333. © The Author(s), Adam Mickiewicz University Press, 2022.
Open Access article, distributed under the terms of the CC licence (BY, https://creativecommons.org/licenses/by/4.0/).
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w ktorej zajmuje sie m.in. ,redukcja wizerunku”
znanych 0sob. Odrzucenie ze strony Krasuckich
iich uprzywilejowanych znajomych, inspiracja
makiaweliczng menedzerka Beatg oraz mozli-
wos¢ wywierania wigcej niz wirtualnego wply-
wu na polityczny wyscig o warszawski ratusz
ztoz3 sie na mieszanke, ktora obudzi w Tomku
pragnienie zemsty.

Film Komasy stanowi interesujacy przykiad
na to, jak wybdr §rodkéw jezykowych i sposob
ich sfunkcjonalizowania w ramach filmu moga
zlozy¢ si¢ na iluzje polskiej ,odmiany” hejter-
skiej. A jest to iluzja skladajaca si¢ zaréwno
z jezykowych przejawéw manipulacji i agresji,
jak i z odwolan do form mowy nienawisci lub
internetowego hejtu sensu stricto. W analizowa-
nym utworze $rodki te wystepuja jako réwno-
prawne wykladniki stylizacji, cho¢ wymienione
w poprzednim zdaniu terminy nazywajg rzecz
jasna zjawiska nietozsame (niemniej ich zakre-
sy znaczeniowe mogg sie zazebiaé, jak w przy-
padku agresji jezykowej i mowy nienawisci).
Niektore z nich bywaja w potocznym uzyciu
mylone, zwlaszcza najmlodsze - ,,hejt” i ,,mowa
nienawisci’.

Obydwa terminy staly sie juz przedmio-
tem poglebionej refleksji w polskojezycznych
publikacjach, do$¢ wiec bedzie jedynie krétko
przywola¢ najwazniejsze réznice definicyjne,
zwlaszcza ze w Hejterze mamy do czynienia
nie z autentycznymi przejawami hejtu i mowy

[3] A. Cegieta, Mowa nienawisci, ,,Poradnik Jezyko-
Wy~ 2020, Z. 4, S. 61.

[4] A. Naruszewicz-Duchlinska, Nienawis¢ w czasach
Internetu, Gdynia 2015, s. 17.

[5] Ibidem, s. 18. Autorka na okreslenie opisywanego
zjawiska najczesciej postuguje si¢ wyrazem hejting,
ale obecnie hejt oznacza nie tylko pojedyncza wypo-
wiedz, napis czy obrazek, ale tez wlasnie zjawisko.
Por. hasto hejt, Wielki stownik jezyka polskiego, red.
P. Zmigrodzki, < https://wsjp.pl/haslo/do_dru-
ku/67480/hejt>, dostep: 12.05.2022.

[6] Por. J. Bobrowski, ,,Staropolszczyzna” filmowa.
Osobliwosci jezykowe jako wykladniki stylizacji
historycznej w dzietach audiowizualnych, Krakéw
2020; M. Mitawska-Ratajczak, Dialog w roli glownej.
Polszczyzna we wspotczesnym kinie na przykladzie
wybranych autoréw, Krakow 2018.

nienawisci, lecz ich wiarygodnym zludze-
niem, efektem artystycznej kreacji. Jak pisze
Anna Cegiela, ,w rozumieniu potocznym
mowa nienawisci to kazda lzaca, wyszydzaja-
ca i ponizajgca ludzi wypowiedz. Organiza-
cje zajmujace sie zwalczaniem dyskryminacji
ograniczaja rozumienie terminu do agresji
werbalnej wobec mniejszo$ci rasowych, reli-
gijnych, etnicznych i seksualnych”[3]. Alina
Naruszewicz-Duchlinska podkresla réwniez,
ze mowa nienawisci obejmuje mniejszy zakres
zjawisk od hejtu, poniewaz pierwszy z termi-
now stosuje si¢ w odniesieniu do wypowiedzi
nawigzujgcych w sposéb posredni lub bezpo-
$redni do cech, na ktére nie ma sie wptywul[4].
Hejt z kolei ,,[s]tanowi forme agresji werbalnej
o charakterze publicznym [...], polegajacej na
publikacji bezposrednich (jawna deprecjacja)
i posrednich (np. ironia) negatywnych opinii
na temat innych osob, zjawisk czy rzeczy, wy-
razajacych wroga wobec nich postawe”[5]. Nie
sposob oczywiscie wymagaé od autoréw dialo-
gow filmowych, by kurczowo trzymali si¢ jezy-
koznawczych ustalen — za wzorzec stylizacyjny
z powodzeniem stuza potoczne wyobrazenia
i stereotypy na temat jakiej$ odmiany stylistycz-
nej lub zachowan jezykowych charakterystycz-
nych dla jakiej$ spotecznosci[6].

Co istotne, formy manipulacji, agres;ji,
mowy nienawisci lub hejtu w warstwie wer-
balnej Hejtera szczeg6lnie wyraznie dochodza
do glosu dzieki powtérzeniom, parafrazom i za-
biegowi ,,cytatowosci’, ktérych funkcje mozna
opisa¢ z dwdch perspektyw:

- jednostkowej — jako chwyt manipulacyjny,
ktérym umiejetnie postuguje si¢ gléowny boha-
ter filmu;

- ogolniejszej — jako zabiegi stylizacyjne
bedace swiadectwem czulego stuchu autorow
(zwlaszcza scenarzysty) na wspdlczesng pol-
szczyzne.

Analize wybranych cytatow warto rozpoczaé
od dostownych lub traktowanych wariancyjnie
repetycji starannie wybranych przez Tomka wy-
razéw, polaczen, grup sktadniowych badz calych
fraz. W tym miejscu wypada jeszcze dodac, ze
w trakcie seansu widz wielokrotnie moze si¢



przekona¢ o wysokim poziomie sprawnoéci je-
zykowej[7] Tomasza — nie ma dla niego sytuacji
komunikacyjnej, w ktérej nie potrafilby si¢ odna-
lez¢ (cho¢ zdarzaja si¢ momenty, gdy traci pano-
wanie nad sobg). Jego swobode w postugiwaniu
sie r6znymi wariantami i odmianami polszczy-
zny przykladowo obrazuje scena, gdy plynnie
przechodzi od oficjalnej rozmowy telefonicznej
z agencja, do ktdrej przestat CV, do potoczne-
go dialogu poprzez internetowy komunikator;
w kadrze wida¢ zreszta pisang do kolegi Gabi
wiadomos¢, ktorg po krotkim namysle z pierw-
szej, zbyt poprawnej i porzadnej wersji Czesc,
tu Tomek. Pamigtasz mnie? bohater zmienia na
skrétowe i nieinterpunkcyjne siema co tam.

Wspomniane powtdrzenia i parafrazy, wy-
korzystywane przez Tomka w réznych kon-
tekstach, takze o tej sprawnosci §wiadczg, cho¢
zwykle stuzg niezbyt szczytnym celom. Sa spo-
sobami na wywolywanie pozadanych efektow
i dzialan, a podlegajaca im posta¢ nie ma moz-
liwo$ci rozpoznania ich jako formy manipulacji.
Pragnienie zdobycia uczucia Gabi sprawia, ze
Tomasz nie cofa sie¢ nawet przed (z poczatku
prowizorycznym) podstuchem: po dlugo od-
wlekanej przez Krasuckich wspdlnej kolacji
(pierwszej od jego przyjazdu na studia do War-
szawy) z premedytacja zostawia w ich domu
swoj telefon z wlaczong funkejg nagrywania[8].
Odzyskawszy go po kilkunastu minutach od
wyjécia, po przekonujaco odegranej scence
poszukiwania zguby, odstuchuje w akademiku
nieprzyjemng dla niego rozmowe trojga Krasu-
ckich, w ktérej miedzy klasistowskimi zartami
na temat jego perfum lub sposobu zjadania
krewetek pada taka wymiana zdan:

ZOFIA A ty byla$ kiedys w tym jego akademiku?
GABI Mama, a po chuj ja mam tam chodzi¢? No ja
dokladnie wiem, jak tam jest. Meski pot, chiniskie
zupKi i taka kolejka do kibla.

Parafraza fragmentu z niniejszego dialogu
pada juz w nastepnej scenie, gdy widz przyglada
sie, jak Tomek probuje znalezé wspdlny jezyk
z Gabi i jej elitarnymi przyjaciéimi studiuja-
cymi na uczelniach w Londynie i w Nowym
Jorku. Jedna z kolezanek przed wylotem stara
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sie wynaja¢ swoje warszawskie mieszkanie, co
Tomasz skrzetnie wykorzystuje:

TOMEK Ja chetnie, wiesz? Ja akurat szukam miesz-
kania.

GABI Jak to?

TOMEK Noo, powiedzmy, ze mam dosy¢ smrodu
zupek chinskich i czekania w kolejce pod prysz-
nic. [...]

GABI Ale, Tomala, to kosztuje nie wiem ile? Dwa
tysiace?

ZNAJOMA Gabi, to jest mieszkanie w centrum
Warszawy! Dwa tysie to nie jest jaki§ majatek!
TOMEK Cena okazyjna.

ZNAJOMA No doktadnie, tyle ze jest malutkie.
TOMEK Spoko, mnie i tak nie ma w ogdle w domu,
caly czas studiuje, pracuje, wiec...

GABI Gdzie pracujesz?

TOMEK No aktualnie jestem na stazu w takiej spo-
ko agencji, ale w tym tygodniu zamierzam chodzi¢
po... No, mam kilka rozméw, jestem zajarany, be-
dzie... Zobaczymy.

Bohater, nawigzujac do podstuchanej wy-
powiedzi Gabi, chce wywrze¢ na niej wrazenie
kogos, kto mimo wielu roznic dzieli z nig jakie$
doswiadczenia i poglady, cho¢by na temat do-
moéw studenckich. Dziewczyna, znajgc sytuacje
finansowa Tomasza, reaguje mieszaning zacie-
kawienia i zdziwienia, dzieki czemu ten moze
pochwali¢ si¢ jej odbywanym stazem w agencji
marketingowej (ktora nie jest spoko, poniewaz
nie wyplaca wynagrodzen) i rozmowami rekru-
tacyjnymi w kilku innych miejscach (na ktore
wcale nie dostal zaproszenia). Wérdd nieusta-
jacych prob zyskania w oczach Gabi i zerwa-
nia z wizerunkiem ubogiego chlopca Tomala
nie zapomina wiec o podkresleniu rzekome;j

[7] W rozumieniu tego terminu zgodnym

z teoretycznymi podstawami kultury jezyka. Por.
A. Markowski, Kultura jezyka polskiego. Teoria.
Zagadnienia leksykalne, wyd. II popr. i uzup.,
Warszawa 2018, s. 19.

[8] W krotkim czasie zreszta widz otrzymuje
kilka informacji o tym, ze Tomek nie stroni od
oszustwa: poza podstuchem obserwujemy, jak
bohater prosi profesorke, ktora przylapata go na
plagiacie, o autograf na egzemplarzu ksiazki jej
autorstwa — potem z dumg pokaze go Robertowi
Krasuckiemu, absolwentowi prawa na UW, jako
uzyskang ,,dedykacje”
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zmiany swojego budzetu i, co za tym idzie, pod-
noszacego sie standardu zycia, blizszego mtodej
warszawce.

Subtelniejszym, bo tylko jednostronnym
sygnatem o obecnoéci innego typu powtorze-
nia w repertuarze Tomka sg dwa odlegte od
siebie fragmenty, w ktérych podczas spotkan
bohatera ze znajomym Gabi i z politykiem Pa-
wilem Rudnickim ze stron rozméwcow padaja
podobne komentarze:

HIPSTER I co, on nie sczail, o co chodzi?;
RUDNICKI Czyli on nic nie skumat, za ko... och,
o za gos¢!

Wyglada na to, ze Tomasz ma ulubiong,
sprawdzong anegdote, opowiadang podczas
spotkan na przetamanie pierwszych loddéw.
Nie jest to co prawda sytuacja rzadka lub wy-
magajaca jakiego$ szczegdlnego potepienia, ale
w strukturze filmu ilustruje wydatnie, Ze niedo-
szty prawnik dobrze zna site drzemiaca w opra-
cowanych i starannie dobranych powtérzeniach.

Jednak wyjatkowo silnym jezykowo bodz-
cem dla Tomka jest toast Roberta Krasuckiego
wygloszony podczas uroczystych urodzin jego
starszej corki, Natalii:

KRASUCKI Kochani przyjaciele! Spotykamy sie tu,
zeby uczci¢ bardzo milg okazje — urodziny naszej

ukochanej Natalii. Czasy sa trudne, bo sily ciem-
nosci zagrazaja Europie. Trybalizm, nacjonalizm,
autorytaryzm zagrazaja fundamentalnym war-
tosciom, na ktorych zbudowany jest nasz $wiat.
Dlatego zycze ci, kochana Natalio, zeby$ nadal robita

to, co robisz - zebys$ wykorzystywata swdj ogromny
potencjal i wyksztalcenie zdobyte na Uniwersytecie

Oksfordzkim w walce o lepsze jutro. Taka cérka to jest
najwspanialszy skarb, o jakim mogg marzy¢ rodzice.

Tomek uwaznie wstuchuje si¢ w przemowe,
z ktorej zrobi uzytek przynajmniej dwukrot-
nie. Po raz pierwszy wykorzysta jej potencjal,
by zmanipulowa¢ Stefana zwanego Guzkiem -
chlopaka zaobserwowanego na strzelnicy, kto-
rego dosadnie opisali gldéwnemu bohaterowi
koledzy bylego wspollokatora z akademika:

[9] Tlumaczenie: wznies$¢ si¢ ponad granice ludz-
kich mozliwosci i przewodzi¢ $wiatu.

»Taki zjeb; Przylepa. Jak si¢ przyssie, to juz si¢
nie odczepi; gwiazda Internetu; w piwnicy ko-
lekcjonowal niewypaly; jedno trzeba mu od-
da¢ - zajebiscie strzela”. Tomasz dazy do tego, by
Guzek stal si¢ tzw. agentem straconym, zgodnie
z koncepcja wystuchang z audiobooka Sztuka
wojny Sun-Tzu, ktory pozyczyta mu szefowa
z rekomendacja ,,nie ma lepszego podreczni-
ka dla ludzi w naszej branzy”. Stefan bedzie
waznym narze¢dziem w pracy nad jego nowym
zleceniem: medialnym atakiem na Rudnickiego,
liberalnego kandydata na prezydenta Warszawy.

Guzek jest streamerem i autorem niemaja-
cego zbyt wielu obserwujacych vloga o nazwie
Regnum Polonicum. Za wprowadzenie tego
bohatera stuza urywki materialéw filmowych
umieszczanych przez niego w internecie, wsréd
ktorych - obok fragmentéw gry online i prezen-
tacji broni - padaja nastepujace sformulowania:

GUZEK (komentarz do marszu 0s6b z flagami Unii
Europejskiej oraz spotecznosci LGBT) Wstyd, za-
raza i robactwo. Upadek cywilizacji;

GUZEK (fragment wypowiedzi nagranej na tle
wejécia do bunkra lub schronu) Dzisiaj mamy do
czynienia z inwazja. Zaplanowana, zorganizowa-
na inwazja. Chca pogrzebac stary, chrzescijan-
ski kontyge... kontynent. Potrzeba wielkich ludzi
i wielkich czynéw. Wzy...;

GUZEK (fragment filmiku nagranego przy maga-
zynie uzbrojenia) Musimy zapobiec inwazji, ktora
sie do nas zbliza wielkimi krokami. Dlatego musimy
by¢ gotowi. Wzywam was do mobilizacji. Jesli wam
sie podobat filmik, dajcie fapki w gore. Pamigtajcie:
badzcie gotowi.

Tomasz, by zwerbowa¢ Guzka jako agen-
ta straconego, tworzy wlasng posta¢ w grze
MMORPG - i to wylacznie w tej przestrzeni,
uzywajac dla kamuflazu modulatora gtosu, be-
dzie sie z nim kontaktowal. Zamiast zwyklego
powitania otwiera dialog tacinska sentencja,
ktéra widnieje na szarfie powieszonej w pod-
gladanym weczesniej pokoju Stefana:

TOMEK (jako postaé z gry zwana ELFICA) Wiemy,
kim jestes, Guzek. ,Iransire suum pectus mundo-
que potiri’[9].

GUZEK Dlaczego ja?

TOMEK Od dawna cie obserwujemy, Guzek. Sle-
dzimy Twoja... publicystyke. Podoba nam si¢ twdj



vlog, twoje idee. Naprawde podziwiamy tez twoje
umiejetnodci strzeleckie.

GUZEK Trzeba by¢ gotowym na wszystko, nie?
TOMEK Dokladnie.

GUZEK A czego ode mnie chcecie?

TOMEK Shuzby.

GUZEK Jakiej stuzby?

TOMEK Nie widzisz, co si¢ dzieje? Sily ciemnosci
zagrazaja Europie i ty wiesz, jak si¢ to nazywa,
Guzek. Inwazja. Zaplanowana, zorganizowana
inwazja. Europe zalewaja islamskie hordy, zagra-
zajace fundamentalnym warto$ciom, na ktérych
oparty jest nasz $wiat. A kto mial nas broni¢? Elity?
Zobacz, do czego nas doprowadzily. Chcemy, zeby$
pomogl nam przeciwstawic si¢ upadkowi Europy.
Stowem i czynem.

Znamienne, Ze Tomek w swojg wypowiedz
wplata nie tylko tozsame lub nieznacznie
zmodyfikowane fragmenty z toastu Krasu-
ckiego (sity ciemnosci zagrazajq Europie; |...]
zagrazajgce fundamentalnym wartosciom, na
ktorych oparty jest nasz swiat), lecz rowniez cy-
taty i parafrazy z ,,publicystyki” Guzka (Inwazja.
Zaplanowana, zorganizowana inwazja; upadek
Europy). Te drugie, podobnie jak w przypadku
wczesniejszej sceny z Gabi, bohater przywo-
tuje po to, by zyska¢ przychylnos¢ chlopaka
i wykaza¢ wspdlnote interesow. Wszystkie te
zabiegi dokarmiajg paranoiczne przekonania
chlopaka o istnieniu zagrozenia i wiarg w sens
zorganizowanej walki. Guzek, taknacy akcep-
tacji, docenienia i followersow, fatwo daje si¢
zmanipulowa¢ tym zbiorem pochlebstw.

Parafrazy i powtdrzenia z przemowy Kra-
suckiego powracajg rowniez w momencie, gdy
Tomek decyduje si¢ dofaczy¢ do sztabu wybor-
czego Pawla Rudnickiego:

RUDNICKI Witamy w druzynie! Powiesz mi, co
sie zmienito? No mowites, Ze si¢ nie interesujesz
polityka.

TOMEK No tak, ale... Uznalem, ze jest to zbyt duza
ignorancja, zwazywszy na to, w jak trudnych cza-
sach zyjemy, postanowilem, ze warto by bylo sie
zaangazowa¢. Widzi pan...

RUDNICKI Pawel.

TOMEK Widzisz, Pawle, mam wrazenie, ze sily
ciemnosci zagrazaja Europie. Mam na mysli to, ze
trybalizm, nacjonalizm, autorytaryzm zagrazaja
fundamentalnym warto$ciom, na ktérych oparty
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jest nasz $wiat. No i wybacz, jezeli zabrzmi to tro-
che patetycznie, ale czuje, ze ty, jako prezydent tego
miasta, jeste$ w stanie skutecznie przeciwstawic sie
upadkowi Europy.

RUDNICKI Jaki potencjat retoryczny!

Jak mozna zauwazy¢, Tomek traktuje toast
Krasuckiego jako swoista matryce — zdolal wy-
czud, ze ten tekst moze wywotaé duze wrazenie,
niezaleznie od tego, po ktdrej stronie politycznej
barykady opowiada si¢ odbiorca. W przypadku
Rudnickiego Tomasz decyduje sie¢ przywotac
réwniez inny fragment, ktérego nie wykorzystat
wobec Guzka (trybalizm, nacjonalizm, autory-
taryzm zagrazajg fundamentalnym wartosciom
[...]), co nie dziwi, biorgc pod uwage fakt, ze
Krasucki otwarcie popiera kandydata pochodza-
cego z jego liberalnie nastawionej spotecznosci.
Co jednak ciekawe, w tym dialogu pojawia sie
réwniez wcze$niej spreparowane przez Tomka
polaczenie przeciwstawic si¢ upadkowi Europy,
ktérego zaczynem mogly by¢ przeciez stowa pa-
dajace w materialach Guzka (upadek cywiliza-
cji; cheg pogrzebac stary [...] kontynent). Mozna
stwierdzié, ze zaréwno przemdwienie przedsta-
wiciela stotecznej elity intelektualno-kulturalnej,
jak i hasta mlodego streamera sg rodzajem pub-
licystyczno-politycznego pustostowia, ktéremu -
w zaleznosci od kontekstu uzycia — mozna na-
dawa¢ diametralnie rézne znaczenia i wydzwiek.
Wszelkie powtorzenia i parafrazy sg zatem w re-
kach Tomasza nie tylko narzedziem mimikry,
lecz réwniez i manipulacji, co podkreslata tez
w swojej recenzji Marta Maciejewska:

[Tomasz - przyp. M.M.R.] Znacznie lepiej niz jego
réwiesnicy, spedzajacy wolny czas na ,,scrollowaniu”
mediéw spoteczno$ciowych, rozumie mechanizm
tworzenia i podkrecania nienawisci w cyfrowym
$wiecie, skutecznie manipulujac ludzmi takze w ,,re-
alu”. W toku fabuty ewoluuje w antybohatera, ktory
poczatkowo zdawat sie liczy¢ gléwnie na awans
spoleczny, jednak pdzniej jego najwigksza aspira-
cja i satysfakcja staje si¢ mozliwos¢ kontrolowania
innych[10].

[10] M. Maciejewska, Mtoda Polska. O filmach
Jana Komasy, ,EKRANY” 2020, nr 2(54), <http://
ekrany.org.pl/kino_wspolczesne/mloda-polska-o-
-filmach-jana-komasy/>, dostep: 12.05.2022.
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Przytoczone dotad cytaty z filmowych dia-
logéw nalezg oczywiscie rowniez do $srodkow
stylizacyjnych - manipulacyjne chwyty stoso-
wane przez Tomka zostaly wszakze przewidzia-
ne juz w scenariuszu. Niemniej sg to parafrazy
i powtdrzenia de facto dwupietrowe: na po-
ziomie $wiata przedstawionego filmu $wiad-
czg one m.in. o dobrym stuchu jezykowym
Tomka, ale na poziomie relacji scenariusza
jako utworu artystycznego do rzeczywisto$ci
pozafilmowej informujg o umiejetnym nasla-
downictwie przez Pacewicza zywiotu polskiej
debaty publiczne;j.

Mimetyzm to cel stylizacji jezykowej
(zwlaszcza w filmie) samej w sobie[l1], ale pa-
rafrazy i powtorzenia w Hejterze sa odmiana
zabiegu, ktory okre§lam mianem ,cytatowo-
$ci’, tak jak w przypadku filméw Wojciecha
Smarzowskiego oraz Malgorzaty Szumowskiej
i Michata Englerta[12]. W warstwie dialogowej
zabieg ten polega na przywolywaniu przez
tworcow funkcjonujacych w jezyku szablondw,
prefabrykatéw lub matryc, ktére widz moze
skojarzy¢ ze stalymi bywalcami spotecznych
i medialnych dyskurséw (cho¢ na pewno po-
ziom rozpoznawalnosci tych formut rézni sie
u poszczegdlnych widzéw). Fragmenty tak
skonstruowanych dialogéw cechuje styszalny

[11] Por. M. Wojtak, Pojecie stylizacji jako narze-
dzia opisu utwordw literackich, ,,Stylistyka” 1994,
nr 3, s. 135-142.

[12] Por. M. Milawska-Ratajczak, op. cit.; eadem,
»Spoteczeristwo jako cialo jest peknigte”. Zabiegi
stylizacyjne w dialogach Matgorzaty Szumowskiej
i Michata Englerta na przyktadzie filmow ,,Body/
Ciato” i ,,Twarz”, ,Poznanskie Studia Polonistycz-
ne. Seria Jezykoznawcza” 2021, vol. 28(48), nr 2,
S. 299-317.

[13] Taki napis pojawit si¢ na jednym z trans-
parentoéw podczas Marszu Niepodlegtosci

w 2017 roku. Por. J. Harlukowicz, Na Marsz
Niepodleglosci przyszli z hastem o ,,Biatej Europie”.
Propagujg narodowy socjalizm i stronig od uzy-
wek. Kim sg autonomiczni nacjonalisci?, ,Gazeta
Wyborcza” 2017 (pigtek, 13 listopada) <https://
wyborcza.pl/775398,22637091,na-marsz-nie-
podleglosci-przyszli-z-haslem-o-bialej-europie.
html>, dostep: 12.05.2022.

cudzystéw - nie s to jednak cytaty ze zrodet,
ktore mozna jednoznacznie wskaza¢, lecz quasi-
-cytaty: obiegowe gotowce, wytrychy, klisze,
a nawet dowcipy lub memy. Taki chwyt wska-
zuje na potencjalne istnienie jakiego$ katalogu
szablonéw i wzorcow, ktore wystarczy jak echo
powtdrzy¢ lub chociaz sparafrazowad w filmie,
by zostaly one rozpoznane jako czytelne aluzje
do realnego $wiata. Dominujaca funkeja tego
zabiegu jest mozliwos¢ odwolania si¢ w dialo-
gach do stereotypow oraz do przeciwnych stron
sporéw obyczajowych i politycznych, co gwa-
rantuje efekt demaskatorski oraz momentalne
nakreslenie konfliktu.

Poza wcze$niej omowionymi przykladami
status quasi-cytatow maja tez urywki z rozmow
Krasuckich o reprezentantach nacjonalistycz-
nego $wiatopogladu. Gdy spdzniona na kola-
cje Gabi tlumaczy sie matce, na tle okrzykéw
Smier¢ wrogom ojczyzny! podkresla:

GABI Bylabym na styk, gdyby nie $mierciozercy.

ZOFIA Co?

GABI No wiesz. Europa biala albo bezludna.

Wzburzeni Krasuccy kontynuuja rozmo-
we po wejsciu Gabi do domu i jej powitaniu
z Tomkiem:

GABI Sorry za obsuwg, ale cate miasto jest zablo-
kowane przez tych debili.

ZOFIA Nie mé6w tak! Ja nie lubie, jak tak si¢ o lu-
dziach méwi.

ROBERT Kto by pomyslal, ze w XXI wieku faszysci
wyjda na ulice? No... stado pojebow.

Gabi ironicznie nawigzuje do jednego
z haset kojarzonego z nacjonalistami: Europa
bedzie biata albo bezludna[13]. Ona i jej ojciec
nie majg problemu z tym, by nazywa¢ uczest-
nikéw pochodu (wyraznie nawigzujacego do
listopadowych, zwlaszcza stolecznych marszow
niepodlegtosci) debilami, faszystami czy stadem
pojebow, a takze $mierciozercami (co jednak nie
moze mie¢ statusu innego niz okazjonalizm,
bo szybka kwerenda w wyszukiwarce Google
wskazuje na to, Ze okre$lenie na stale nie funk-
cjonuje w obiegu w innych kontekstach niz
tych zwigzanych z cyklem powiesci o Harrym
Potterze).



Pacewicz i Komasa na wiele sposobow de-
maskuja Krasuckich i deklarowane przez nich
postawy tolerancji i poszanowania réznosci[14].
Gdy marsz poparcia dla Rudnickiego zostaje
przerwany przez kontrmanifestacje jego po-
litycznych przeciwnikow (notabene, obydwa
wydarzenia zorganizowal Tomasz), a Zofia,
Robert, Natalia i Tomek rezygnujg z dalszego
uczestnictwa w pochodzie i odjezdzajg taksow-
ka, widz moze uslysze¢ nastepujacag wymiane
zdan:

ROBERT Stuchajcie, nie dajmy si¢, dobrze?
ZOFIA No nie dajmy sie, no.

ROBERT Im wtasnie chodzi o to, zeby nas wypro-
wadzi¢ z réwnowagi, nie dajmy si¢. Debile, kurwa
no! Kto im wymysla te durne hasta w ogéle?
ZOFIA W klatkach bym pozamykala. Cholera.
Bydlo.

Jak mozna zauwazy¢, zderzenie z agresyw-
nymi przedstawicielami przeciwnych pogladéw
odstania prawdziwg twarz Zofii: reakcja ze sce-
ny kolacji (Ja nie lubie, jak tak si¢ o ludziach
mowi) nie powraca, lecz zmienia si¢ na rzucane
przez zacis$niete zeby inwektywe bydlo i grozbe
W klatkach bym pozamykata, co jednoznacznie
obnaza powierzchownos¢ wczesniejszego ko-
mentarza. Krasucka zatem sama ,,mowi jezy-
kiem drugiej strony”[15] i postrzega obcych jej
ideowo manifestantéw w kategoriach ,,dzikich
zwierzat”, gdyz stowa o koniecznosci trzymania
w klatkach padaly w debacie publicznej w sto-
sunku do uchodzcéw, o czym za Stanistawa
Niebrzegowska-Bartminska wspomina Ewa
Kotodziejek[16].

Dla réwnowagi i uwypuklenia kontrastu
tworcy oddaja glos rowniez drugiej stronie ba-
rykady. O ile reprezentowana przez Krasuckich

»banika liberalna” postuguje si¢ w odniesieniu do
»banki nacjonalistycznej” inwektywami podkre-
$lajacymi zwlaszcza ich brak inteligencji i ze-
zwierzecenie, o tyle w kierunku odwrotnym
obrazliwy efekt kreujg przyktadowo grubian-
skie zarty z oséb homoseksualnych i pejora-
tywne okreslenie $wiatopogladu uwazanego za
skrajnie lewicowy:

TOMEK O, patrzcie, ten polityk, Rudnicki.

KOLEGA Kurwa, jeszcze mi tu pedala potrzeba.
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TOMEK Taki jeste$ cwaniak, to co by$ mu zrobil?
PATRYK Jak to co. Gdzie jest pilot, kurwa? Panie
Kaziu, pilota! [...]

WSPOLLOKATOR Nie drzyj japy.

PATRYK Ja bym sprzedal skurwielowi headzika.
TOMEK Powaznie...?

PATRYK Nie, no co ty.

WSPOELOKATOR A potem lodzika.

[14] W ramach przyktadu mozna réwniez
wspomnie¢ o scenie w galerii sztuki, gdy Zofia
opisuje Rudnickiemu jedna z instalacji: ,My$my
to wszystko przywiezli tirem z Hamburga. To sg
wszystko oryginalne rzeczy uchodzcdw z obozéw
przejsciowych. To jest taka... Ja chciatam, zebys
to zobaczyt z tej strony, bo to jest taka... fala,
ktora zbiera to wszystko, z tej strony ma najwigk-
sze uderzenie”. Ten fragment dobitnie pokazuje,
ze Krasuccy dziatajg na pokaz, s3 w swoich
dziataniach dos¢ salonowi, a przy tym wrecz
zaktamani - nie zglaszaja si¢ na wolontariat, by
pomagac uchodzcom, tylko z wygodnej pozycji
elity spofeczno-kulturalnej interesuja sie sztuka

z tym zjawiskiem zwigzana. Ich gornolotne stowa
o koniecznoéci integracji i dialogu sg puste, skoro
jako rodzina maja trudno$¢ nawet z tym, by
zyczliwie i szczerze powita¢ w Warszawie dwu-
dziestolatka, ktéry w ich mniemaniu reprezentuje
i bedzie reprezentowat Polske B. Cérki Krasu-
ckich i ich znajomi wyjezdzajacy na uczelnie

w zachodniej Europie lub Stanach Zjednoczo-
nych sa godnymi wszelkich pochwal obywate-
lami $wiata, ale gdy ktos$ ,,z wiochy” przyjezdza
do Warszawy - w ich oczach i tak wie$niakiem
pozostanie. W tej samej galerii zresztg odbywa si¢
réwnie znamienna dyskusja z Rudnickim, ktory
ku zadowoleniu stuchaczy stwierdza, ze ,[...] naj-
wigkszym zagrozeniem obecnie jest ucieczka od
dialogu; a dialog byl i jest najwieksza europejska
warto$cia, nawet z radykatami, ktorzy glosza
rzeczy oburzajace”. Jednak Guzek, po zadaniu
kandydatowi niewygodnego pytania zwiazanego
z polityczng przeszto$cia jego rodziny, wbrew
wezesniejszej deklaracji zostaje sila wyprowadzo-
ny z sali przez ochrone.

[15] W scenariuszu Zofia kieruje takie stowa

do meza, ale w filmie nie wykorzystano tego
fragmentu.

[16] E. Kotodziejek, Komunikacja inkluzywna.
Odpowiedzialnos¢ za stowo, <https://etykajezyka.
pl/komunikacja-inkluzywna-odpowiedzialnosc-
-za-slowo/#_ftn1>, dostep: 12.05.2022.
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TOMEK O, no i prosze, w konicu kto$, kurwa, pan
Kaziu uratowal nas od tej lewackiej kurwy, wielkie
brawal

Pogrubione fragmenty to czesciej pojedyn-
cze wyrazy lub wyrazenia, stanowigce raczej
strzepki z prowadzonych dyskusji - niemniej to
one w duzej mierze sprawiaja, ze dialog nabiera
odpowiedniego dla portretowanej spofecznosci
kolorytu, poniewaz stanowig znajome ,,odpry-
ski” pozafilmowej rzeczywistosci jezykowe;j.

Dla porzadku i uzupelnienia trzeba dodac,
ze ,cytatowoscig® sprawnie postuguje sie réw-
niez Tomek. Dobitnie ilustruje to scena, gdy bo-
hater zostaje sam w agencji i w przyplywie zlo-
$ci, na komputerach swoim i kolegéw z pracy,
tworzy dwa wspomniane, rownoczesne wyda-
rzenia: MARSZ poparcia dla Pawta Rudnickie-
go!'imanifestacje NIE dla Rudnickiego! Blokada
marszu zdrajcow i dewiantéw! W ciagu kilku
chwil Tomasz, korzystajac z falszywych kont,
jak w amoku symultanicznie dopisuje pierwsze,
pozytywne i negatywne komentarze na odpo-
wiednich fanpage’ach. Na pierwszym z nich
brzmig one: IDZIEMY!! #Rudnicki; NIE dla fa-
szyzmu, TAK dla tolerancji i mitosci, LEFTIST
SCUM, bardziej wyeksponowano za to burze
pod drugim wydarzeniem: Chro# swojg rodzi-
nel, FASZYZM STOP!, Szumowiny nacjonali-
styczne!, obudz sie, EUROPO, Zablokujemy was,
zboczericy, Dzicz, Plankton, Ciemnota, plebSS,
BYDLO!, ZDRAJCY, SIEG HEIL, SCIERWO,
URZADZIMY NA WAS POLOWANIE. Cho¢
oczywiscie fragment ten wyraznie pokazuje,
ze ,produkcja’ takich komentarzy moze by¢
dzietem jednej osoby, to jednoczesnie trudno
traktowac¢ je jedynie jako wytwor jezykowej
fantazji Tomka. Chlopak doskonale wie, ktére
z tworzonych napredce hasel bedzie pasowato
do dyskursu (niezaleznie od tego, czy pojawia
sie jako komentarz pozytywny, czy wlasnie czy-
sto hejterski) - jego jezykowa pamie¢ podsuwa
mu rozwigzania bedace zaréwno przejawami
hejtu (szczegolnie deprecjonujgce etykietki, np.:
dzicz, plankton, ciemnota, plebSS, BYDLO!), jak
i mowy nienawisci (zwlaszcza Zablokujemy

[17] A. Naruszewicz-Duchlinska, op.cit., s. 13-14.

was, zboczericy czy SIEG HEIL), odpowiednio
antagonizujgce obydwie strony sporu. Dobrze
wie, ze w ,naturalnych” internetowych sporach
»hapastnicy daza do uzyskania efektu perloku-
cyjnego — nie wystarczy obraza¢, ktos powinien
poczuc¢ sie urazony ([...] np. przez negacje ce-
nionych przez niego wartosci)”[17].

Omoéwione zabiegi stylizacyjne nie sg
oczywiscie jedynymi wyrazistymi jezykowo
fragmentami Hejtera — poza nimi mozna by-
toby opisa¢ takze stylizacje na polszczyzne po-
toczng (zwlaszcza w odniesieniu do Gabi i jej
znajomych oraz Kamila pracujacego w agencji
Best Buzz) badz na jezyk fitnessowych guru
(Fitaneta: Dzieri dobry, ekoswirki! Stuchajcie,
dziewczyny! Dzisiaj - pupcia!, Pali? Posladki
robig si¢ w ogniu!). Zanalizowane chwyty wy-
dajg si¢ jednak szczegdlnie przemyslang for-
ma indywidualizacji gléwnego bohatera i jego
charakterystyki jako cynika i ktamcy. Ponadto
ten kolaz réznych srodkéw jezykowych - od-
wotan do agresji i perswazji jezykowej, do hejtu
i mowy nienawisci, uwypuklonych poprzez po-
wtdrzenia i parafrazy — sklada si¢ na autorska
prezentacje sztuki hejtu jako $rodka zarobku,
manipulacji i zemsty.
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Krajobraz pod lasem.

O Rhizopolis Joanny Rajkowskiej

MAREK HENDRYKOWSKI

Uniwersytet im. Adama Mickiewicza w Poznaniu

ABSTRACT. Hendrykowski Marek, Krajobraz pod lasem. O Rhizopolis Joanny Rajkowskiej [Landscape under
the forest. About Rhizopolis by Joanna Rajkowska]. “Images” vol. XXXII, no. 41. Poznan 2022. Adam Mickiewicz
University Press. Pp. 334-339. ISSN 1731-450X. DOI 10.14746/i.2022.41.19.

The article contains an analytical and interpretative study of the poetics of two recent art installations by Joanna

Rajkowska.

KEYWORDS: poetics, installation, space, expression, context, loci communes, contemporary art

Spotkanie z palma

Tworczoé¢ Joanny Rajkowskiej obserwuje
z niestabnacym zaciekawieniem od wielu lat.
Moéwiac doktadniej odtad, odkad na niewielkim
wzgorku, w samym $rodku ronda Charles’a de
Gaulle’a, ni stad, ni zowad wyrosta pewnego
dnia egzotyczna palma. Kto jg tu umiescil? Kto
i z jakiego powodu wymyslit jej postawienie
w samym sercu Warszawy? I dlaczego wiasnie
w tym, a nie innym, jak si¢ okazuje newralgicz-
nym, miejscu? Pozyskane z czasem odpowiedzi
na te pytania doprowadzily mnie do serii cie-
kawych konstatacji, ktore zawdzieczam wlasnie
glebi wyobrazni twdrczej ujawnionej w pracy
Rajkowskiej.

Od chwili pierwszego spotkania z palma
na rondzie, a mialo to miejsce - jesli dobrze
pamietam - niemal réwne dwie dekady temu,
w grudniu 2002 r., mineto duzo czasu, przybylo
sporo innych pami¢tnych instalacji tej wybitnej
artystki. Kazda z nich przykuwata uwage $mia-
toscig zamystu i no$noscig twdrczej ingerencji
w zastang przestrzen wyobrazni spolecznej.

Oprécz ,Pozdrowien z Alej Jerozolim-
skich” znalazly sie wsrdd nich: prowokacyjna
»Satysfakcja gwarantowana’, ,,Linie lotnicze’,
nieistniejacy juz ,Dotleniacz” na placu Grzy-

bowskim, ,, Artysta do wynajecia” (w wersji ber-
linskiej i todzkiej), ,Dwadzie$cia dwa zlecenia’,
SWawoz”, ,\Wirnik” i niezrealizowany poznan-
ski ,,Minaret”, ktory mial by¢ posadowiony na
nieczynnym kominie fabrycznym. Nic zatem
dziwnego, iz tym razem zaintrygowal mnie
anonsowany plakatem ekspozycji w warszaw-
skiej ,Zachecie” tytul ,,Rhizopolis” sygnowany
znanym mi imieniem i nazwiskiem.

Dlaczego ,,Rhizopolis™? Jaki tajemniczy sens
kryje si¢ w owym nieistniejacym, powotanym
przez autorke do istnienia, stowie? Warto spro-
bowac blizej objasni¢ ten nie od razu zrozu-
mialy, zastanawiajacy tytul ekspozycji. Nadana
jej — medycznie i uczenie brzmigca (nawia-
sem mowigc, skrot ‘rhiz’ od wyrazu ‘rhizoma,
oznaczajacy lekarstwo wytwarzane z kiaczy,
uzywany jest od dawna przez farmakologéw
i farmaceutéw) — nazwa ,,chce” by¢ zauwazona.
Wyraz ,,Rhizopolis” koncentruje na sobie uwage
adresata i ,,domaga si¢” dostrzezenia, pelniac
funkcje hasta wywolawczego, ktore na prawach
magicznego zaklecia krazy w przestrzeni pub-
licznej.

Sprobujmy go zatem rozszyfrowaé. Neo-
logizm ‘rhizopolis’ utworzony przez autorke
sklada si¢ z dwu polaczonych z sobg wyrazow,
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posiadajacych szacowny antyczny rodowéd.
Oba pochodzg z greki. Pierwszy ‘rhiza’ oznacza
korzen, klacze, drugi ‘polis’ - zbiorowe siedli-
sko, osade miejska, miasto. Tytul jako cato$¢,
o czym mialem okazje wkroétce si¢ przekonac,
doskonale koresponduje z ideg przewodnia
dziela Joanny Rajkowskiej.

Ekspozycja w ,,Zachecie”

Niemal monochromatyczny plakat, rozpiety
uzytymi w nim kolorami bardzo wasko miedzy
biegunem barwy zimnoniebieskiej a biegunem
sino$ci, ukazuje intrygujacy obraz. Oto z jego
gornej krawedzi az za potowe plaszczyzny zwi-
sajg liczne, splatane z sobg korzenie tudziez
zgrubiale kigcza drzew. Z ich gaszczu wzdluz
osi pionowej wyrasta zaprezentowana fron-
talnie w planie pelnym (od stép do gtéw) syl-
wetka kobieca, w ktorej rysach po odwrdceniu
0180 stopni obrazu na plakacie i przyjrzeniu si¢
jej twarzy rozpoznajemy samg autorke.

Nie byloby w dotad opisanym przedstawie-
niu niczego specjalnie niezwyklego, gdyby nie
mocno ekscentryczna pozycja przewidziana
dla modelki. Posta¢ ludzka przedstawiona na
plakacie ,,zwisa” bowiem glowa w dot. Jej obute
stopy mieszczg si¢ u gory posrod korzeni i klg-
czy, caly wizerunek za$ czubkiem glowy zdaje
sie opiera¢ o dolng krawedz kadru.

Budujac wlasna strategie

W awangardowym nurcie naszej plastyki
nalezacej do okresu przetomu XX i XXI wieku
mamy do czynienia z obfitujaca w indywidu-
alnosci konstelacja, czy jak kto woli - plejada
wybitnych artystek i artystow. Nie laczy ich
pokoleniowa przynalezno$¢, lecz zauwazalne
w blizszym zetknigciu powinowactwo sposobu
uprawiania wlasnej sztuki. Odwoluje si¢ tutaj
do ich wyrazistej obecno$ci we wspodlczesnej
ikonosferze, poniewaz zaréwno wspdlnie, jak
ikazde z osobna zdaja si¢ tworzy¢ istotny uktad
odniesienia dla bohaterki tego studium.

Wymieniam w porzadku alfabetycznym
nazwiska tych, ktérzy przychodza na mysl na-
tychmiast: Magdalena Abakanowicz, Mirostaw
Balka, Jerzy Bere$, Izabela Gustowska, Jarostaw
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Kozlowski, Katarzyna Kozyra, Dorota Nieznal-
ska, J6zef Robakowski, Wilhelm Sasnal, Monika
Sosnowska, Leon Tarasewicz, Julita Wojcik...
Lista powyzsza nie jest bynajmniej zamknieta.
Do grona tego mozna by z pewnoscig doda¢
jeszcze kilkoro innych znaczacych, szeroko
znanych na $wiecie reprezentantek i reprezen-
tantow tej specyficznej odmiany sztuki nowo-
czesnej.

Z biegiem czasu, projekt za projektem, in-
stalacja za instalacjg Joanna Rajkowska odnaj-
dywata krok po kroku wtasng strategie tworcza,
ktéra uczynila ja - i nadal czyni - na wskro$
wspolczesng artystkg o wyraziScie czytelnej
i rozpoznawalnej osobowosci. Dodajmy za-
raz, iz w jej przypadku nie chodzi ani o wlasny
rodzaj stosowanego tworzywa (zmieniala je
przeciez, stosownie do zaistnialych doraznie
potrzeb, niezliczong ilos¢ razy), ani o styl w tra-
dycyjnym pojeciu jako rozpoznawalny, charak-
terystyczny dukt artystycznego pisma.

Wyréznikiem poczynan twérczych Rajkow-
skiej jest co innego, mianowicie: obrana przez
nig niegdy$ u poczatkéw i z petng konsekwencja
rozwijana przez lata strategia dziatania.

Nie tak fatwo jg zdefiniowa¢, poniewaz do-
tyczy na réwni samego dziela, jak i jego kon-
tekstu czy tez kontekstow. Strategia artystyczna,
jaka autorka ,,Rhizopolis” konsekwentnie od lat
uprawia, laczy w sobie przemyslnie osadzone
i zdefiniowane tu i teraz z czasoprzestrzenig
symboliczng, w ktorej przesztos¢ (celowo nie
nazywam jej historig) w réznych jej upostacio-
waniach i echach przenika sie z szeroko rozpo-
startym horyzontem jutra.

Instalacje Rajkowskiej (dos¢ umownie od-
woluje sie w tym momencie do obiegowego
okreslenia powszechnie uprawianego gatunku
plastyki wspdtczesnej nazywanego ,,instalacjg’)
za sprawa decyzji uprzednio powzietej przez au-
torke nigdy nie pojawiajg sie w miejscach przy-
padkowych i semantycznie obojetnych. Wy-
stepuje w nich wazny czynnik swoisto$ci cech
gatunku okreslanego zazwyczaj jako zlozona
z réznorodnych elementdw realizacja artystycz-
na umieszczona w zastanej lub sztucznie wykre-
owanej przestrzeni. Nic dziwnego, ze niektdre
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ze swoich prac sama artystka okreslala mianem
»rzezby spotecznej” lub ,,rzezby publicznej”

Ciekawe swojg droga, jak malg wage przy-
wigzuje Rajkowska do ,,spizowych” nadziei
i niezlomnej wiary pokltadanej przez innych
w przetrwanie wlasnej twdrczosci, a takze
w dlugowieczno$¢ sztuki w ogdle. Starozytna
maksyma ,,ars longa, vita brevis” zyskuje w jej
przypadku dalekie od powszechnie przyjetego,
osobliwe znaczenie. Nieprzypadkowo gatunek
dzieta artystycznego, ktory pozostaje szczegdl-
nie bliski jej wlasnej filozofii sztuki, nosi nazwe

»instalacji’, a wiec czegos, co si¢ nie tylko mon-
tuje, lecz réwniez demontuje.

Wiele z jej prac juz nie istnieje (m.in. ,Do-
tleniacz”), ulegly bowiem zniszczeniu; inne nie-
jako z gory byly skazane na stopniowy rozpad
w daremnym starciu nietrwalej materii z bezli-
tosng natura; jeszcze inne z réznych powodow
nie doczekaly sie realizacji. Mimo to — w sta-
dium niezrealizowanego projektu — zdotaly
jednak przenikna¢ do zbiorowej $wiadomosci
i zakotwiczyly sie w niej, chocby przez opor czy
wrecz wzburzenie, jakie momentalnie wywofaly.
Poruszyli§my w tym momencie zasadniczg dla
tworczosci Joanny Rajkowskiej kwestie krea-
tywnego wykorzystania kontekstu.

Aranzacja kontekstu, o ktorej mowa, od-
grywa w przypadku jej instalacji ogromna role.
Dotyczy ona nie tylko miejsca, lecz réwniez
zaangazowania komplementarnego elementu,
jakim jest czas. Dzieki temu artefakty te stajg
sie w gruncie rzeczy szokujacymi ingerencjami
w zastana i uprzednio gruntownie rozpoznang
czasoprzestrzen bedacg nosnikiem znacze-
nia konstruowanego wraz z danym dzietem.
W czasoprzestrzen, ktdra zostaje zaatakowana
i zaanektowana przez wpasowany w nig zaska-
kujacy obiekt.

W przypadku dokonan Joanny Rajkowskiej
mozna by wrecz mowic¢ o swoistym akcie tylez
cywilnej, co artystycznej odwagi, w ktérym nie-
konwencjonalny gest tworczy artystki i cisle
powigzana z nim $mialo$¢ uzyskanego wyrazu
koresponduje z odpowiedzialno$cis, jaka goto-
wa jest ona ponie$¢ za ,,popelniony czyn”. Nie
dyktuje go lekkomyslna brawura, lecz osobista

odwaga. Wlasnie odwaga podejmowania arty-
stycznej interwencji emanujaca z kolejnych jej
prac sprawia, ze jedna po drugiej staja sie¢ one
doniostymi wydarzeniami w zyciu spolecznym.

Wejscie w dzielo

Wybierajac si¢ do Narodowej Galerii Sztu-
ki ,Zacheta’, by obejrze¢ wystawe Rajkowskiej,
spodziewalem si¢ czego$ zaskakujacego. Cze-
go$, co nosiloby znamiona jej wlasnego stylu
myslenia o funkcjach sztuki i nawigzywania
kontaktu z adresatem. Zwiedzajacych juz wita
znamienny akcent, zanim jeszcze wejda w progi
gmachu. Jest nim tecza oparta na konstrukcji
bramy ustawionej vis-a-vis wejscia na wprost
frontonu galerii.

Wewnatrz gmachu, na najnizszej kondygna-
cji, w parterowej sali po lewej stronie, ekspozy-
cji ,Rhizopolis” sekunduje wystawa zatytuto-
wana ,,Zywe magazyny: Dydaktyka” (znalazty
sie na niej prace: Zbigniewa Dlubaka, Doroty
Podlaskiej, Leszka Rozgi, Andrzeja Tobisa oraz
grupy , Iwozywo”). Zgodnie z tytutem, kluczem
wyboru zaprezentowanych eksponatéw byly ich
szeroko pojete walory dydaktyczne. Decyzja
o polaczeniu obu ekspozycji okazala sie na swoj
sposdb fortunna, jesli zauwazy¢, a ze wszech
miar warto, glebiej ukryta dydaktyczna wartos§¢
instalacji Rajkowskie;j.

Zestawienie z sobg obu tych ekspozycji daje
ponadto ciekawy asumpt do refleksji nad poe-
tyka i stylem odbioru pewnej kategorii wspot-
czesnych dziel plastycznych w odréznieniu od
biernej beznamietnej kontemplacji. Wystawe

»Zywe magazyny” raczej sie oglada, niczym ze-

staw polaczonych z sobg wspdlng mysla kura-
toréw muzealnych artefaktow. Widz pozostaje
wobec nich ,,na zewnatrz”. Czego$ takiego nie
sposob powiedzie¢ o — biegunowo odmiennym
w swych zalozeniach - projekcie odbiorczym
przemyslnie zaaranzowanym i zrealizowanym
w »,Zachecie” przez Joanng Rajkowska.

Instalacja ,,Rhizopolis” zostata ulokowana
w jednej z sal na pierwszym pietrze. Niespo-
dzianka kryje sie juz w samym jej ulokowaniu.
Od korytarza oddziela jg gruba i ciezka niczym
olowiany fartuch w rentgenie kotara, ktéra



trzeba najpierw sforsowaé (doslownie!), aby
przedostac sie do wnetrza ekspozycji. Wreszcie,
mocujac si¢ z oporng materig kurtyny, przecho-
dzimy na jej druga strone, porzucajac znane
i wkraczajac w nieznane.

Wraz z przekroczeniem wyraziscie zazna-
czonego progu ekspozycji wnikamy in medias
res, poza rame oddzielajacg to, co pozostawi-
lismy za sobg, od tego, co otwiera si¢ wlasnie
przed nami. Nasze ciala, uczucia i zmysty za-
czynajg coraz bardziej odczuwaé psychosoma-
tyczna presje wywierang na kazdym uczestniku
wtltoczonym oto w role mimowolnego aktora.
Nieuchronng presje na widzu, o jakiej tu mowa,
powoduje przemozne ci$nienie okolicznosci,
ktére wytwarza mikrokosmos scenerii zaaran-
zowanego przedstawienia.

Moment pdzniej osobe zwiedzajaca czeka
kolejna niespodzianka. Jest nig panujacy w po-
mieszczeniu niemal catkowity mrok. Zasko-
czone nim oczy z wolna dostosowujg sie¢ do
ciemnosci, przez dluzszy czas usitujac cokol-
wiek dojrzec i rozpoznaé. Pluca zas (zwiedzam
ekspozycje w czasach globalnej epidemii CO-
VID-19) ledwie absorbujg znikome czasteczki
resztek tlenu unoszace sie w duchocie klaustro-
fobicznej scenerii.

Krok po kroku przechodzimy w glab po-
grazonej w wiecznym mroku przestrzeni, roz-
gladajac si¢ wokol i z niespieszng ostroznoscia
stapajac po miekkim organicznym podlozu
wyschnietego na widr lesnego poszycia. Przy-
chodza na my$l inne znane pojecia z tego kregu
skojarzen: wycinka, zrywka, okorowanie, zreb-
kowanie, karpa, klgcze. A wraz z nimi proces,
w wyniku ktérego Zywe drzewo zamienia sig¢
w martwe drewno.

O tym, ze staliSmy si¢ mimowiednie aktora-
mi uczestniczgcymi w tym undergroundowym
spektaklu, powiadamia nas projekcja obrazu
z niewidocznych kamer wideo, demonstro-
wana na zainstalowanym w glebi ekspozycji
ekranie. Obraz z monitoringu wyswietlany
jest z asynchronicznym opdznieniem tak, aby
kazdy z obecnych na wystawie moégt sie naocz-
nie przekona¢ o swym osobistym aktorskim
udziale.
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Powrdét do korzeni w artystycznym wyda-
niu Joanny Rajkowskiej wymusza na kazdym,
kto zechce sta¢ si¢ myslacy i czujaca czastka
wykreowanej instalacji, udzial, od ktérego nie
sposob sie w trakcie jej poznawania uwolnic.
Doslownie przytlaczaja i osaczajg zewszad
kazdego ze zwiedzajacych. W trakcie zwiedza-
nia nie istnieje nic poza tym. Zwisajace z gory
korzenie i kiacza zaczepiajg koncami o glowe.
Pod nogami, jak okiem i stopg siegna¢, tylko
rozdrobniona miazga konaréw, galezi i gala-
zek. A do tego wszystkiego jeszcze dw duszny
klaustrofobiczny mikroklimat.

Reditus in radices. Ow powrét do korzeni
uzmystawia nam i uswiadamia, czym sg - nie
tylko dla przeréznych roélin i drzew, lecz takze
dla nas ludzi - korzenie i klacza. Byta wczesniej
mowa o greckim wyrazie ‘rhiza’ (korzen). Inny,
nalezacy do tej samej rodziny grecki wyraz ‘rhi-
zoma oznacza klacze. Klgcze za$, definiowane
w ujeciu biologicznym, to zgrubialy ped pod-
ziemny, pelnigcy funkcje organu spichrzowego,
przetrwalnikowego i kanalu dostarczajacego.
Stowem, nieodzowny rezerwuar podtrzymujacy
wszelkie przejawy zycia.

Wokét tabu

Naruszenia rozmaitych spolecznych tabu,
jakich dokonuje w swej tworczosci Joanna Raj-
kowska, cechuje znamienna powsciagliwos¢
uzytych do tego sposobow i srodkdéw ekspresji.
W odréznieniu od wielu innych, nieporéwna-
nie bardziej radykalnych artystéw i performe-
réw dziatajacych wspoélczesnie, od czasu ,,Sa-
tysfakeji gwarantowanej” stroni ona od strategii
wywolywania skandalu za wszelka cene, bez
ogladania si¢ na spoleczne skutki takich dziatan,
niekoniecznie usprawiedliwionych, skoro sa
czynione w imig sztuki i wolnosci artystycznej.

Celem nadrzednym tej twdrczosci nie jest
bowiem samo atakowanie takich czy innych
tabu, ale dokonywanie przeprowadzanych
z chirurgiczng precyzja operacji symbolicznych
wokot tych sfer i miejsc wspolnych swiadomo-
$ci zbiorowej, ktére wypelnione sg réznego typu
mentalnymi i uczuciowymi ztogami. Dociera-
nie do zrédel rozmaitych przewleklych choréb
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trawigcych spoleczny organizm i terapeutyczny
aspekt sztuki Rajkowskiej od samego poczatku
stanowig niezmiernie istotny komponent po-
dejmowanych przez nia dziatan.

Chaos i Kosmos

Tak, to my. Tak, to o nas. O nas, z nami
i/lub/badz bez nas. Z rozmachem rozwijany od
paru wiekow, szczytny projekt ludzkosci pod
tytulem ,,postep cywilizacji” nie upadt. Upadia
natomiast idea absolutu wpisana z bunczucz-
ng ufnoscig w zmierzajacy w zawsze dobrym
kierunku rozwdj antropocenu. Ludzko$¢ prze-
konala si¢ o tym po raz kolejny bardzo dotkli-
wie. Czlowiek ery modernizmu jako uzurpator
i jedynowladca wszelkiego istnienia, d3zacy do
osiggniecia absolutnej wszechwladzy nad swia-
tem, uswiadomil sobie ostatnimi czasy wlasna
przyrodzong stabos¢. Jednym stowem, mozemy
tylko tyle, ile mozemy, i ani troche wigcej.

Ow moment zaréwno indywidualnego, jak
i wspdlnego zastanowienia nad jutrem, ktore
wcale nie jest gwarantowane i ktérego moze
nie by¢, stanowi pierwszorzednie wazny motyw
generalnego przestania, jakie niesie z sobg ,,Rhi-
zopolis” Zgube $ciaga na siebie sama ludzkosc,
niszczac — z bezmys$lng omnipotencjg i nie-
wzruszonym przekonaniem o tym, ze zapanuje
nad wszystkim, co jg otacza - podstawy i Zrodta
wlasnego zycia.

Wedle podpowiedzi samej autorki ,,Rhi-
zopolis” mozna potraktowac jako zbudowany
przez realizatoréw ekspozycji plan filmowy, na
ktory przyprowadzeni przez wlasng ciekawosé
zawedrowali$my, by go zwiedzi¢ i poznaé. Co
to za plan i jakiz film przy naszej obecnosci na
nim powstaje? Zna go artystka i my réwniez go
znamy. Kosmiczny w swym wyrazie krajobraz
bedacy dzielem wyobrazni Joanny Rajkowskiej
tworzy scenografie jakby zywcem wyjeta z dra-
matu katastroficznego.

Zwiedzanie osobliwej, pograzonej w mroku
krainy ,,Rhizopolis” nie nalezy bynajmniej do
dos$wiadczen mitych i przyjemnych. Wprost
przeciwnie, radykalnie odseparowane i wypre-
parowane z zewnetrznego otoczenia miejsce,
w ktdrym si¢ znalezlismy, pozwala si¢ w kon-

cu rozpoznad, ale z pewnosécig nie daje oswoic.
Moéwiac o ,wejSciu w dzieto, mam na mysli
przemyslnie zaaranzowang sytuacje, w ktorej
zwiedzajacy zostaja ,wyrwani” ze znanego im
cywilizowanego $wiata, w jakim egzystujg na ze-
wnatrz, i skonfrontowani z undergroundem, od
ktorego istnienia zalezy ich wlasna egzystencja.

Piskle na placu Pieciu Rogow

Z mrokow przysztosci stolicy powoli wyta-
nia si¢ — bedaca na razie urzekajaco pigknym
wyobrazeniem plastyczno-architektonicznym
wykreowanym w formie plandéw wizualizacji
projektowej — kolejna instalacja rzezbiarska
autorstwa Joanny Rajkowskiej. Jest nig maja-
ca niebawem stang¢ na remontowanym obec-
nie placu Pieciu Rogéw (u zbiegu ulic Jasnej,
Chmielnej, Hozej, Szpitalnej i Brackiej) rzezba
przeskalowanego do rozmiaréw dwumetrowej
bryly jaja drozda $piewaka (w terminologii ta-
cinskiej noszacego rownie pigkna jak jej dzieto
nazwe Turdus philomelos).

Sam pomyst przed dwoma laty odbyt za-
koniczong pelnym sukcesem probe generalng
w Londynie. Artystka przetestowala tam po-
dobna w zamysle plenerowa rzezbe powigkszo-
nego ptasiego jaja — z tg r6znicg, ze nie drozda
$piewaka, ale kosa. We wnetrzu okazatej bryly
zainstalowany zostal, ku uciesze zaintrygo-
wanych przechodniéw, system emisji dzwie-
ku (kwilenia oczekujacego przyjscia na swiat
pisklecia) oraz wzbudnik emitujacy drgania
skorupki wykluwajacego si¢ ptaka. Dzieto co
sie zowie interaktywne. Multisensoryczny pro-
ces jego odbioru zaprojektowany przez autorke
zmys$la o adresacie rzezby pobudzal wiec i uru-
chamial na rézne sposoby intymny, zmystowy
kontakt z napotkanym na drodze obiektem.

W chwili, gdy pisze¢ te stowa, wazg si¢ losy
realizacji kolejnego dziela artystki. Ma ono wie-
lu zwolennikdw, ale tez wptywowych przeciw-
nikéw (gléwnym oponentem jej ulokowania na
tym miejscu jest pono¢ wojewddzki konserwa-
tor zabytkdw). Ptasie jajo w takim miejscu? No,
nie! Kto to widzial. Doé¢ bylo protestow prze-
ciw trwonieniu publicznych pieniedzy z kasy
miasta, ktore wywolala niegdys sztuczna palma.



Wykluczone! Tamta jedna ustawiona na repre-
zentacyjnym stolecznym rondzie stanowczo
wystarczy. Niestychane dziwactwo, szanowni
panstwo. Zapowiadaliémy przeciez, ze w kwe-
stii usuniecia stamtad palmy na razie jesteSmy
zwigzani umows, ale po jej wygasnieciu pomy-
sty tego typu nie beda akceptowane.

I znéw, jak zwykle, zderzajg sie z sobg dwie
filozofie miasta i dwa diametralnie réznigce
sie — utarcie konwencjonalnym badz, przeciw-
nie, calkiem niekonwencjonalnym sposobem
rozumowania — podejscia do symbolicznego
zagospodarowywania przestrzeni publiczne;j.
Olbrzymich rozmiaréw - na dodatek wydajaca
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z siebie piski i drgania - rzezba ptasiego jaja
wydaje sie niektéorym podejrzana ideologicznie;
nie wiadomo przeciez, co si¢ z niego wykluje.
A nuz jakas bfekitna, nakrapiana brzydkimi pla-
mami, wymierzona przeciw samozwanczym
straznikom niewzruszonych zasad dobrego
smaku, proekologiczna kontrabanda. Juz sie
rozeszto, ze pono¢ w osiemnastym wieku ku
uciesze gromadzacej sie gawiedzi dla rozrywki
zabijano w tym miejscu Warszawy zwierzeta.

»Rhizopolis” - instalacja autorstwa Joanny Raj-
kowskiej, Narodowe Centrum Sztuki ,,Zacheta”,
1lutego - 29 czerwca 2021



Piotrek, <https://unsplash.com/photos/b-CSsoygibs> [License: <https://unsplash.com/license>]




Noty o autorach

Marcin Adamczak - profesor na Wydziale
Antropologii i Kulturoznawstwa Uniwersyte-
tu im. Adama Mickiewicza w Poznaniu, wy-
kiada takze w Szkole Filmowej w Lodzi i na
Uniwersytecie Gdanskim. Laureat konkursu
im. Krzysztofa Metraka (2011). Wspoélzatozy-
ciel firmy dystrybucyjnej Velvet Spoon. Autor
ksigzek: Globalne Hollywood, filmowa Europa
i polskie kino po 1989 roku (2010), Obok ekranu.
Perspektywa badan produkcyjnych i spoteczne
istnienie filmu (2014) oraz Kapitaly przemystu
filmowego: Hollywood, Europa, Chiny (2019).
ORCID 0000-0001-5540-6719.

Andrzej Debski - doktor habilitowany, ad-
iunkt w Centrum Studiéw Niemieckich i Eu-
ropejskich im. Willyego Brandta Uniwersytetu
Wroclawskiego. Autor ksigzek Historia kina we
Wroctawiu w latach 1896-1918 (2009) i Nowo-
czesnos¢, rozrywka, propaganda. Historia kina
we Wroctawiu w latach 1919-1945 (2019). Wspot-
redaktor tomdw poswieconych: historii kina we
Wroctawiu i na Dolnym Slgsku, wroctawskim
rezyserom (Stanistawowi Lenartowiczowi, Syl-
westrowi Checinskiemu), polsko-niemieckim
relacjom filmowym oraz antologii na temat
wczesnego kina. ORCID 0000-0002-0725-5765.

Barbara Giza - dr hab., prof. nadzwyczajny
w Instytucie Nauk o Komunikacji Spotecz-
nej i Mediach UMCS w Lublinie. Zajmuje
sie spotecznymi i kulturowymi aspektami
filmu, pi$miennictwem filmowym, rolg fil-
mu w komunikacji spolecznej oraz studiami
nad dziennikarstwem. Zastepca kierownika
Biblioteki Filmoteki Narodowej — Instytutu
Audiowizualnego, badaczka archiwéw filmo-
wych, wspotautorka filméw dokumentalnych.
Redaktorka tomu Stulecie pokolenia Kolumbow
(2022), wspoétredaktorka m.in. toméw: Konteks-
ty Zrédtowe w badaniach filmoznawczych (2022,
z B. Gierszewska i M. Bator), Jerzy Plazewski
(2022, z P. Zwierzchowskim), Archiwa we
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wspdlczesnych badaniach filmoznawczych (2021,
z P. Zwierzchowskim i K. Maka-Malatynska),
Wrzesier 1939. Filmowe teksty i konteksty (2020,
2 'T. Lubelskim). ORCID 0000-0002-2207-0662.

Justyna Maria Gluba - absolwentka filologii
polskiej i kulturoznawstwa na Uniwersytecie Ka-
zimierza Wielkiego w Bydgoszczy. Doktorantka
na Wydziale Filologicznym Uniwersytetu Gdan-
skiego. Obecnie pracuje nad rozprawg doktorska
poswiecong kinu chorwackiemu okresu jugo-
stowianskiego, w ktorej analizuje dzialalnos¢
studia produkcyjnego Jadran Film z Zagrzebia.
Interesuje si¢ kulturami chorwacka, serbska
i bos$niackg. ORCID 0000-0001-8255-8793.

Sreeram Gopalkrishnan - doktor w zakre-
sie komunikacji, dyrektor Symbiosis Centre
for Media and Communications w Pune. Ma
wieloletnie do$§wiadczenie w sektorze korpora-
cyjnym, ktdre zdobyt pracujac w firmie India-
nOil. Jego obszar zainteresowan badawczych
obejmuje poludniowoindyjskie studia filmowe,
marketing i dystrybucje filméw. Publikowal
w wiodacych czasopismach indeksowanych
w WoS i Scopus. ORCID 0000-0001-9360-365X.

Jarostaw Grzechowiak - historyk filmu pol-
skiego, asystent w Katedrze Filmu i Mediéw
Audiowizualnych Uniwersytetu Lodzkiego.
Filmograf Filmoteki Narodowej — Instytutu Au-
diowizualnego. ORCID 0000-0002-6885-9095.

Marek Hendrykowski — emerytowany profesor
zwyczajny w Instytucie Filmu, Mediéw i Sztuk
Audiowizualnych Uniwersytetu im. Adama Mi-
ckiewicza w Poznaniu. Filmoznawca, medio-
znawca, semiotyk, badacz kultury wspélczesnej,
autor artykuléw i ksiazek, ostatnio: Semiotyka
twarzy, Ogréd Europy, Polska szkota filmowa.
Zalozyciel i redaktor senior czasopisma ,,IMA-
GES. The International Journal of Film, Perfor-
ming Arts and Audiovisual Culture”. Czlonek
Stowarzyszenia Filmowcéw Polskich, Stowa-
rzyszenia Autoréw ZAiKS, Polskiej Akademii
Filmowej i Europejskiej Akademii Filmowej
(EFA). ORCID 0000-0002-7180-9902.
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Lina Kaminskaité-Jan¢oriené - historyk filmu,
badaczka mediéw, profesor nadzwyczajny fil-
moznawstwa na Litewskiej Akademii Muzyki
i Teatru, kurator wiodacych projektéw badaw-
czych w organizacji pozarzadowej Meno avilys,
goscinny pracownik naukowy na Uniwersytecie
w Utrechcie (jesien 2019). Wspolautorka dwéch
ksigzek i autorka artykuléw publikowanych
w ksigzkach i czasopismach ,,Jahrbiicher fir
Geschichte Osteuropas”, ,,Jahrbuch fiir Geschi-
chte des landlichen Raumes”, ,, Politologija” etc.
Jej ostatni projekt ksigzkowy dotyczy kobiet
w kinie litewskim (wspoéltredakcja wraz z Na-
talijg Arlauskaiteé).

Konrad Klejsa - profesor Uniwersytetu Lodz-
kiego w Katedrze Filmu i Mediéw Audiowizu-
alnych. Jego badania koncentruja si¢ na historii

polskiego kina i polsko-niemieckiej wspdtpracy
filmowej. Obecnie kieruje projektem badaw-
czym ,,Rozpowszechnianie filméw w Polsce w la-
tach 1945-1989” finansowanym przez Narodowe

Centrum Nauki. ORCID 0000-0002-6259-9173.

Jeffrey Klenotic - profesor nadzwyczajny
sztuk komunikacyjnych na Uniwersytecie
New Hampshire w Manchesterze. Jest czlon-
kiem-zatozycielem sieci badawczej History of
Moviegoing, Exhibition and Reception (Ho-
MER) oraz tworcg Mapping Movies (<http://
mappingmovies.unh.edu/maps>) - otwartego
projektu historii cyfrowej oraz interaktywnego
internetowego systemu informacji geograficz-
nej, ktoéry dostarcza narzedzi do odkrywania
przestrzennej historii kina. Jego eseje ukazaly
sie w licznych antologiach, a takze w czasopis-
mach takich jak: ,,Senses of Cinema”, ,,Film Hi-
story”, ,Communication Review” i ,.Velvet Light
Trap”. ORCID 0000-0002-4419-2281.

Malgorzata Milawska-Ratajczak - jezyko-
znawczyni, adiunktka w Instytucie Filmu, Me-
diéw i Sztuk Audiowizualnych Uniwersytetu
im. Adama Mickiewicza w Poznaniu. Jest autor-
ka ksiazki Dialog w roli gtownej. Polszczyzna we
wspélczesnym kinie na przyktadzie wybranych
autoréw (2018) i innych publikacji poswieco-

nych przede wszystkim problematyce styliza-
cji jezykowej w dialogach filmowych. ORCID
0000-0002-0349-5243.

Constantin Parvulescu — profesor nadzwy-
czajny filmoznawstwa i medioznawstwa na
Uniwersytecie Babes-Bolyai oraz dyrektor Ja-
novics Center for Screen and Performing Arts
Studies. Napisat kilka artykutéw na temat kina
politycznego w Europie, historii filmu oraz
kultur filmowych Europy Wschodniej. Jest
autorem ksiazki Orphans of the East: Postwar
Eastern European Cinema and the Revolutiona-
ry Subject (Indiana University Press, 2015) oraz
redaktorem Global Finance on Screen: From
Wall Street to Side Street (Routledge, 2017).
Z Robertem Rosenstoneem wspolredagowat
A Companion to the Historical Film (Blackwell-
-Wiley, 2013), Europeanization in East-Central
European Fiction Film (1980-2000) - specjal-
ny numer Studies in Eastern European Cinema
(2018). ORCID 0000-0003-1577-7202.

Juozapas Paskauskas - historyk zatrudniony
w Litewskiej Akademii Muzyki i Teatru oraz
w Litewskim Instytucie Historii. Interesuje si¢
historig spoteczng i kulturowa drugiej poto-
wy XIX wieku, poczatkami kultury popular-
nej i masowej na Litwie XIX wieku, historig
wczesnego kina na Litwie oraz historig Wilna.
ORCID 0000-0003-2260-1619.

Nataliya Puchenkina - stopien doktora fil-
moznawstwa uzyskala na Uniwersytecie Nor-
mandzkim we Francji (2021) na podstawie
rozprawy poswieconej ekonomicznym, kul-
turowym i politycznym aspektom eksportu
kina radzieckiego oraz jego recepcji w mie-
dzywojennej Francji. Jej badania podkreslaja
role os6b niezaangazowanych bezposrednio
w proces tworczy filmu i czesto niedorepre-
zentowanych w historii filmu: szeregowych
pracownikéw przemystu filmowego, dystry-
butoréw, krytykéw. Obecnie wyktada historie
kina oraz estetyke na Uniwersytecie Lorraine
(Metz).



Slawomir Salamon - producent i dystrybu-
tor filmowy. Absolwent Wydzialu Matematyki
Uniwersytetu Warszawskiego. Studiowal row-
niez socjologie. Od lat 70. XX wieku dziatacz
ruchu klubéw filmowych, od roku 1978 pro-
wadzil DKF Uniwersytetu Warszawskiego. Od
roku 1987 byl zwigzany z klubem studenckim
Hybrydy, w ktérym m.in. wspélorganizo-
wal Warszawski Festiwal Filmowy. W latach
1990-2001 wiceprezes i wspolwlasciciel firmy
dystr