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CERNY PETR
MEZI FILMOVYM MODERNISMEM
A SMICHOVOU KULTUROU

Malokdo by rozporoval, 7e Forman(iv debutovy snimek Cerny Petr (1963), dilo posvécené
jak odbornou kritikou, tak vétSinovym publikem, nalezi ke zdejSi kinematografické tradici
kvality. Pro souc¢asné badatele vSak pociny tohoto razu predstavuji v jistém smyslu profesni
riziko. Lze k takto dlouhodobé a ze vSech stran sklofiovanému filmu fict cokoli neotfelého?
Je mozné jej zbavit mytd, aniz by bylo nutné sklouznout k samotcelnému ikonoklasmu?
A do jaké miry je vhodné problematizovat zaZité vyklady jeho smyslu a pfitom se vyhnout
ahistorickému vidéni ¢i slepému nasledovani trendi? V pripadé Formanova filmu by odpo-
véd' na vSechny tfi otdzky mohlo pfinést obecné zamysleni nad otazkou, co se skryva za
oslavovanou veristickou metodou a zdali jeji Gcinky nesahaji ddle nez za iluze realisticnosti,
pravdivosti ¢i autenticity.

Formanovy rané filmy, Cerného Petra nevyjimaje, méme zafixované v pohoding
ustélenych prihradkéch ,Eeskoslovenska nova vina“ — ,veristicky proud“ — ,sociologicky
priizkum socialistické reality“. Aniz by bylo potieba tato oznaceni plo$né shazovat, nabizi se
Sirsi nahled z perspektivy nastupujiciho evropského filmového modernismu. Realisticky styl
Cerného Petra, vytvatejici typickou iluzi nepikrasleného zobrazeni skutecnosti, totiz nevycha-
zi z nevinného pozorovani ani ze spontanni improvizace, nybrzZ z konkrétni metody stylizace
déni pfed kamerou. Tento pfistup obecné navazoval na dva hlavni inspiracni zdroje — socialné
zaméreny (post)neorealismus a sebereflexivni observacni dokument neboli cinéma vérité
—,' ve Formanové interpretaci je ovSem zanesen odstiny, které prozrazuji dédictvi tuzemské
kulturni tradice. Dnes jiz peclivé zmapované stylistické prvky novych vin (fragmentarni po-
zorovani kazdodennosti, oteviend narativni struktura, intenzivni zapojeni nehercd, nataceni
v redlném prostfedi apod.) se napojuji na groteskni ,smichovou kulturu®, jiz snimek svébytné
aktualizuje — zejména tato syntéza Formanovo dilo €ini vyznamnym i v kontextu dobovych
kinematografickych trendd.

Status priikopnického dila ,,komedie trapnosti“, ktera se stala znackou tviiréiho
tria Forman-Passer-Papousek, by nemél zastinit, Ze se ve Formanové pfizemni lidovosti
nepfimo odrazi groteskni svétonazor, obvykle spojovany zejména s tvorbou spisovatele Ja-
roslava HaSka. Pfestoze ma Formanova fraSka k HaSkové karikaturni satife relativné daleko

1 V prvnim piipadé je znatelny vliv italského tviirce Ermanna Olmiho (Misto
[Il Posto, 1961]), ve druhém napf. etnograficky ¢i sociologicky ladéna tvorba francouzského
reziséra Jeana Rouche. Andras Balint Kovécs, Screening Modernism: European Art Cinema,
1950-1980. Chicago and London: University of Chicago Press 2007, s. 168.



a vychytralé Svejkovskeé rétory bychom zde hledali marng,? spfiznénost nalezneme ve zp(-
sobu, jakym oba zachycuji nemoznost vymanit se z provincialismu. U obou autordl komicky
ticinek vyvéra z rozporu mezi hrdosti na omezeny systém hodnot a neschopnosti tyto zasady
dodrZovat: zatimco HaSek z této obojakosti €ini efektivni, byt uvédoméle nadsazeny nastroj
k pieziti, Forman ji chépe jako cestu do ztracena. Posledni scéna Cerného Petra tento pro-
blém naleZité ilustruje: protagonistiv otec (Jan VostrCil), ztélesnéni kondelikovské figury
bodrého autoritafe, dava svému synovi dalsi z mnoha vychovnych lekci, az najednou ustrne
ve vymluvném gestu, neschopen dokongit myslenku. Postavy se snazi maximalné prizpdso-
bit pravidiim mikrosvéta, ve kterém Ziji, jenze jakmile jsou konfrontovany s jakoukoli zmé-
nou sahajici mimo jejich omezeny horizont, nedokdzi pruzné reagovat a ocitaji se v bludném
kruhu. Tato vize ¢lovéka, radikalné odliSna od univerzalniho pocitu odcizeni v soudobych
dilech zapadoevropskych novych vin, dodévéa Cernému Petroviv kontextu filmového moder-
nismu specificky a vyrazny odlesk.

Nejsilnéjsi prostfedkem k prosazeni a ozvlastnéni daného stylu humoru se stava
jazyk, konkrétné materidini a prostorové kvality feci. Uz A. J. Liehm zmirioval zplisob, jakym
Cerny Petr uplatfiuje metodu rozkladu feci, do té doby povaZovanou za vyluénou doménu
absurdniho divadla.® Dialogy, které na divaky stale plisobi jako vyraz ryzi pfirozenosti a au-
tenticity, jsou ve skutecnosti vysledkem promyslené stylizace, jez ma za cil nechat plynulou
fe¢ ,zadrhavat“ a ve vzniklych zlomech, rozporech a zdmlkach odhalit zacyklenost postav ve
stale stejnych mySlenkovych schématech. Snimek se toi okolo ustalenych spolecenskych
ritudlli s presné vymezenymi pravidly chovani (prace v samoobsluze, rodinny obéd, volny ¢as
v pfirodé, tanecni zabava), které pravé skrze dekonstrukci jazyka odkryva v jejich smésné
strojenosti. Protagonisté se spoleenské normy pokouseji napliiovat, nebo jsou k tomu ale-
spon vedeni, avsak pfi jejich vykondvani se neustéle zasekdvaji. Ukdazkou tohoto paradoxu
budi slavné ,Ahdj scéna, v niz mladik Cenda (Viadimir Pucholt) opakuje pozdrav aZ do bodu
krajni trapnosti: hrdina Ipi na absurdné zveli¢ené konvenci ,spravného“ zdraveni do té miry,
Ze ztraci svou socidlni funkci a stava se tercem posméchu. V pfipadé otcovskych promluv do
duSe nabyva groteskni snizovani oficidlnich spoleenskych pravidel az ideologicky podvratné
role. Chaoticky a preryvany proud slov, skrze néjz VostréilGiv patriarcha poucuje miciciho Petra
0 povinnostech kazdého mladého muze, nevédomky prozrazuje, Ze jeho postaveni autority
stoji na vratkych a nesamozfejmych zékladech — a jak ukazuje zavérecny stop-zabér, takové-
to zaklady se mohou kdykoli zhroutit v kieci.

2 Ke srovnani Formanovy a Haskovy komiky viz Stanislava Pfadna, Milos Forman:

Filmar mezi dvéma kontinenty. Brno: Host 2009, s. 183-185. K §irsi tloze daného stylu hu-
moru v podminkéch stéatniho socialismu a na rozcesti komedidlnich tradic viz Petr Szcze-
panik, Tovdrna Barrandov: Svét filmarii a politickd moc 1945—1970. Praha: Nérodni filmovy
archiv 2017, s. 345-346.

3 A. J. Liehm, 0 jednom vstupu do Zivota. Film a doba 10, 1964, €. 3, s. 134—135.

Groteskni uziti feci by nicméné nemohlo tak d€inné fungovat, kdyby nebylo
poznamenané vydobytky modernistické kinematografie (tedy jeji naturalistické varianty)
a evropského novovinného hnuti. Forman(v (respektive Passer(iv a Papouskiv) jazykovy
humor zakladd svou plisobivost na dojmu, Ze se odehrava v Zivé, oteviené a télesné pulzu-
jici realité, paradoxné umoznéné pravé vhodné zvolenou stylistickou manipulaci. Pucholtliv
herecky projev by nemél takovy komicky dopad, kdyby jeho prekotné promluvy nedopro-
vazela nemotorna gesta v nepfehledné mizanscéné tanecniho reje, stejné jako Vostrcilova
performance neni predstavitelna bez kruhovitého pohybu ve stisnéné kuchyni a neustalého
napinani kSand. Modernisticka a groteskni rovina se navzdjem potfebuji, ,nenecha jedna
trpét druhou*,* jak by fekl Jifi Kolar, a z tohoto sfatku Forman{v pocin ¢erpa svlij vyznam
i po vice nez péti dekadéch.

Jifi Anger
filmovy teoretik

DIGITALNIi RESTAUROVANI FILMU CERNY PETR

Zamérem digitalnino restaurovani filmu Cerny Petr (1963) bylo zpfistupnit film v podobé co
nejvérngjsi stavu, v jakém jej divaci mohli vidét v roce 1964, kdy byl snimek premiérové uve-
den do ¢eskoslovenskych kin. K filmu se ve shirkdach Nérodniho filmového archivu dochovalo
kromé originalniho negativu také nékolik duplikacnich materiald (duplikacni pozitiv a kombi-
novany duplikdtni negativ) a jedenact kombinovanych kopii, které pochazeji nejen z 60. let,
ale i z pozdéjSich obdobi, v nichz byl film opakované uvadén na naSem Gzemi i v zahranigi.

Samotnému restaurovani predchazel priizkum nefilmovych materialli (archivni
dokumenty, publikované prameny, rozhovory s pamétniky apod.) s cilem ziskat co nejvice
informaci o okolnostech vyroby a uvadéni snimku. Soubézné probihala také analyza filmo-
vych materialli, jez mohou byt rovnéz cennym zdrojem poznani nejen filmu samotného, nybrz
i obecnéj$i dobové praxe. Z porovnani dochovanych material(i vyplynulo, Ze kromé verze filmu
v té podobé, v jaké byl uvadén v kinech, se zachovala jedna kopie, ktera je o vice nez 100 me-
trli delsi neZ originalni negativ a obsahuje navic nékolik zabérl z interiéru samoobsluhy, kde
vedouci vysvétluje Petrovi, jak pristupovat k zakaznik(im a prodat vice zbozi. Tyto zabéry se do
findlni podoby filmu nedostaly a patrné jde o kopii, kterd jesté pied premiérou slouZila Filmex-
portu pro piedvadéni snimku zahrani¢nim zajemcGim. Z cenzurni dokumentace ani z rozhovor(i
s lvanem Passerem a MiloSem Formanem nevySlo najevo, Ze by k odstranéni zabért pred
premiérou doSlo na zakladé pokynu z oficialnich mist. Lze tedy pfedpokladat, Ze finalni podoba
filmu, kterd jiZ tyto zabéry neobsahuje, byla vysledkem interniho rozhodnuti tviircd.

4 Jifi KolaF, Mésicnik poezie. In: Dilo Jifiho Koldre lll. Praha: Odeon 1993, s. 107-109.



Nadto vznikla pro distribuci v italsko-jazyEnych oblastech verze opatfena dabin-
gem, pro kterou bylo dodatecné dotoceno nékolik zabért z prostiedi previékacich kabinek na
plovamg. Zatimco pivodni verze uvadéna v Ceskoslovensku obsahuje pouze cudné zabéry
na Pavliny nohy, které Petr potaji pozoruje skulinou v dfevéné prepézce, pro italskou verzi
a par milencl ve vedlejSich kabinkéch.

Mnohost podob, ve kterych se snimek dochoval, nejenze podava svédectvi
o okolnostech vyroby snimku a distribuéni praxi za hranicemi Ceskoslovenska, ale v obec-
néjSi roviné také odkazuje k multiplicitni povaze kinematografie, jeZ se projevuje (nejen) pri
archivni préci s filmy. Stanoveni restauratorského zameéru je proto nezbytnym predpokladem,
ktery definuje verzi filmu, k niz ma byt zdsah sméfovan.

Zdrojové materialy

Jako zdrojovy materidl pro digitalizaci byl coby generacné nejstarsi, a tudiz fotograficky
nejkvalitnéj$i zvolen origindini negativ na acetatni podloZce Cernobilé filmové suroviny
Agfa. Material rozdéleny do deseti malych dili byl po celé délce znacné opotiebovan a trpél
velkym mnozstvim mechanickych poSkozeni obrazové ¢asti (rysky, souvislé ryhy, zaprseni
na zaGatcich a koncich jednotlivych dilli) i perforace. V nékolika dilech navic chybgély Casti
obrazu v rozsahu jednoho €i nékolika okének. V pfipadé schazejicich obrazovych poli bylo
pii digitalizaci nutné vychazet z materialdl naslednych generaci, ve kterych se tato okénka
dochovala. Pro tento Ucel byl jako generacné nejblizsi pouzit plvodni duplikacni pozitiv.
Zdrojové materidly byly naskenovany v rozli§eni 4K a v tomtéz rozliSeni nasledné probihala
i postprodukce a finalizace.

Digitalni restaurovani obrazu

Abychom se piibliZili ptvodni podobé filmu, bylo v duchu konzervativniho pfistupu k re-
staurovani rozhodnuto odstranit znamky ¢asu a pouzivani, nikoliv vSak defekty a nedo-
konalosti, které odrazeji dobové limity nebo jsou dilsledkem pouZité technologie. Je v§ak
zaroven tfeba zminit, Ze rozhodnuti o ponechani i odstranéni téchto defektl probihalo
vzdy s respektem ke konkrétnimu dilu a s ohledem na to, aby ve vyCiSténém obraze ve vy-
sokém rozliSeni ponechané defekty nepdisobily pili$ rusivé, coz by mohlo vést k odvedeni
divakovy pozornosti od dila samotného. Zvoleny pfistup byl proto vzhledem k jednotlivym
konkrétnim artefaktGim znovu revidovan tak, abychom dosahli rovnovéhy mezi respektem
k filmu jako uméleckému dilu a filmu coby materidinimu objektu se svou vlastni charak-
teristikou a historii.

Mezi charakteristické utvary, které byly ve filmu ponechany, patfi prvky, které
vznikly pfi nataceni nebo laboratornim zpracovani, a jsou tedy dokladem dobovych technolo-
gii a tvlr¢ich postupt. Typicky jde o prolinaci znacky pro promitace vyrazené do negativu na

konci kazdého dilu a v omezené mite také o prvky, jez jsou disledkem vyroby trikovych za-
bér laboratorni cestou. Odstranéna byla naopak veskera poskozeni zplisobena opotiebenim
retue adhezni pasky pouZité pfi opravach perforace ¢i lepidla zasahujiciho do obrazové-
ho pole. RetuSovano bylo také nékolik nejvyraznéjsich chlupd z kamerové okenicky, jejichz
ponechani by ve vycisténém obrazu plisobilo velmi rusivé. Po celé délce filmu byla zaroven
pouZita automatickd stabilizace obrazu a jemné zmirnéni blikani (deflicker). Stabilizace byla
zvolena tak, aby kompenzovala neklid obrazu jen tehdy, pokud $lo o dlsledek smr$téni ma-
teridlu v disledku starnuti nebo ztizeného priichodu filmu skenerem v okoli slepek, nikoliv
tam, kde $lo jednoznacné o dlisledek technologie vyroby nebo laboratorniho zpracovani. Na
obdobném principu bylo aplikovano i zmirnéni blikani obrazu, které bylo aplikovano jen v té
mife, aby nenarusilo plivodni charakteristiku filmového obrazu a pouze kompenzovalo star-
nuti materialu a mozné disledky nedokonalého laboratorniho zpracovani (nedostatecného
vyprani chemikalii pouZitych pfi vyvolavani).

Jasové a tonalni korekce

Ponévadz byl hlavnim zdrojem digitalizace obrazové slozky origindlni negativ, ktery stan-
dardné neobsahuje finalni barevné korekce, bylo tfeba obraz nasledné upravit podle vybra-
né referencni kopie, aby odpovidal charakteru kopii distribuénich. Z dochovanych materialii
byly proto vybrany pro referenci dvé nejkvalitnéji laboratorné zpracované pGvodni distribucni
kopie na materidlu Agfa, na némz byl film v dobé svého prvniho uvedeni distribuovan. Pfi
korekcich byla zachovana plvodni charakteristika referencnich kopii véetné nepatrnych to-
nalnich zmén pfi pfechodech mezi kamerovym negativem a trikovymi zabéry z duplikatniho
negativu — typicky titulkovymi sekvencemi. Vysledna podoba snimku tak respektuje integritu
vybranych referenénich kopii, které odrazeji dobové postupy a limity dostupné technologie
a pouZité filmové suroviny.

Digitalni restaurovani zvuku

Jako nejvhodnéjsi vychozi material pro digitalizaci zvuku byl zvolen duplikaéni pozitiv, je-
hoZ zvukova stopa byla v celé své délce v dobrém stavu a trpéla minimalnim mechanickym
poskozenim. Obdobné jako pfi restaurovani obrazu, i v pfipadé digitalniho restaurovani zvu-
ku bylo cilem zprostfedkovat dneSnimu divakovi za soucasnych technologickych podminek
zkusenost dobového divdka. Nepfipustné tedy byly jakékoliv zasahy odstranuijici akustické
nedostatky ¢i chyby, k nimZ doslo v pribéhu nataceni i postprodukce filmu (napf. mirné
asynchronni pasaze na nékolika mistech filmu). Odstranény byly pouze defekty zpiisobené
opotiebenim a starnutim filmovych materialli (lupance, praskani apod.), pficemz celkové po-
dani bylo uzplisobeno parametrim soucasného zvukového reprodukéniho fetézce tak, aby
simulovalo dobové akustické podminky kin.



K obrazu a zvuku byla po skonceni digitalizace pfipojena metadata podrobné
dokumentujici cely proces a finalni vystupy byly spolu s dokumentaci zabezpeceny v archiv-
nim systému Nérodniho filmového archivu. Plvodni filmové materidly se vratily zpatky do
depozitaili, kde budou i nadale uloZeny, nebot stale predstavuii klicové archivaéni médium,
které zaruCuje dlouhodobou Zivotnost filmu. Digitalni restaurovani nicméné umoznilo zpfi-
stupnit film v souladu se souc¢asnymi technologickymi podminkami, a uchovat jej tak nejen
v depozitdrich, ale i v paméti novych generaci filmovych divakd.

Pozn. Restaurovani filmu probéhlo ve studiu Cinepost Barrandov v Praze v roce
2017. Dohled nad projektem digitdiniho restaurovani zajistoval tym specialistd NFA ve spolu-
préci s externimi odborniky. Na digitalnim restaurovani se podileli Tereza Frodlova (restaura-
torsky dohled), Jona$ Svato$ (technolog digitalizace), Pavel Rejholec a David Smitmajer (su-
pervize restaurovani zvuku), Branislav Dani§, Jan Malif, Martin Sec, Ervin Sanders (supervize
barevnych korekci) a Katefina Fojtova (koordinace projektu).

Tereza Frodlova
filmova restauratorka

DOBOVE OHLASY

Ivan Svitak, Myslici film. Film a doba 10, 1964,

¢. 3, s. 131-133.
V Cerném Petrovi dal Forman svym osobitym rystim poprvé syntetickou podobu a dokazal
je nejen spojit v jednoduchém a pfitazlivém snimku, ale zejména vytvofit — navzdory sal-
vam smichu — atmosféru jakési lidské laskavosti, kterd chybéla v Konkursu. Teprve zde je
nejen autenticita prostfedi, ale i autenticita vidéni clovéka jako smési dobra a zla, humoru
a tragiky, hlouposti a rozumu, $tésti a nedspéchu, nahody a zaméru. U¢ednik v samoobsluze
neni prosté jen pubertalni kluk, ktery hlida kupuijici, je to nehrdinsky antihrdina, zachyceny
v jisté fazi své promény v sebe, ve smési komiky a smutku, jejimZ spoleénym jmenovatelem
je pravdivost.

A. J. Liehm, O jednom vstupu do Zivota.

Film a doba 10, 1964, ¢. 3, s. 134-135.
Forman [...] dokézal cosi nového, cosi, co by se zddlo ve filmu skoro nemozné nebo pfi-
nejmensSim neslucitelné s celou vychozi metodou: predved| nam ukazku rozkladu feci, tedy
metodu analyzy urcitého jevu ve spolecenském védomi, ktery byl povazovan prakticky za
vyluénou doménu divadla a nejéastsji tzv. absurdniho divadla. [...] Ze Forman doved! prenést
tento proces na filmové platno a zejména v monolozich otce ukazat spolecenské zazemi fraze
jako degenerace feCi, jeZ je konec koncil zase jen ndstrojem degenerovaného mysleni, to ma
dalekosahly vyznam nejen pro praxi, ale i pro teorii.

Jan Ciganek, Zdvojeny svét lidskych véci.

Film a doba 10, 1964, ¢. 10, s. 540-543.
Stereotyp pravidelnych pohyb(i otce ve Formanové filmu nutné vyusti v loutkovou strnulost
posledni scény. Gesta zmrtvéji, Zivy neuroticky tik prsti a $li je zmumifikovan. AvSak Forman
nas neSokuije bliZici se tragédii. Tato nevédomost je dokonale bez pochyb a demonstruje tak
mechanismus, ktery tragiku sblizuje s komikou, vdznost s komedialnosti, smésné s dlistoj-
nym. [...] Avéak Formanilv Petr nebyl vtazen do mechanismu natolik, aby ztratil ze zietele
sv(ij lidsky osud — jeho nudu, ztratu radosti. Vydéluje se z mechanismu, do kterého jej vtahuje
otec, a tak svou pasivitou, odporem, ktery je dokumentem toho, Ze vi, se stava tim, ¢im byt
nechce.

Jaroslav Bocek, Vstup MiloSe Formana.

Kulturni tvorba 2, 1964, ¢. 10, s. 5.
Nejslab&im &lankem fetézu Cerného Petra je sm Petr. Tu se, myslim, projevila omezenost
Formanovy rezijni metody. Film se hraje o Petrovi, ale Petr hraje ze vSech nejméné. [...]

| v rezii se Forman sousttedil tam, kde citil silnéjSi a presnéji formovanou latku a kde se
tedy i pfedstavitel bezprostfednéji poddval. Je skoro pravidlem, Ze vrcholné scény Petrovych



stietnuti se svétem se odrazi urCitéji na reakcich partnerd nez na hlavni postavé. [...] Nejasna
kresba Petra i nedostatek rovnovahy filmu je dlisledkem kolize metody s tviirci vli a s tvirci
potiebou. A v tomto smyslu je Cerny Petr mezny nejen pro Formana, ale i pro jeho vrstevniky.
Naznaéuje rozhrani metody, kam az se ji Ize nechat vést kde je nutno ji opustit.

Richard Roud, Formaniv ,,Cerny Petr”.

Ceskoslovenska kinematografie ve svétle

zahranicniho tisku, 1965, ¢. 11-12,

s. 34-35. (The Guardian, 1. 10. 1965)
Jesté pred rokem reagoval Clovék na jakoukoli zpravu o ¢s. kinematografii v nejlepSim pfi-
padé neddveéfivym pokréenim ramen. Pak byl uveden na lofiském Londynském filmovém
festivalu Cerny Petr a tlovék pipustil, Ze v MiloSovi Formanovi nalezl film vjznamného nové-
ho reziséra. [...] Myslim, Ze jediny film, s nimz se da srovnat, je Olmiho Misto, ale nejsem si
tak docela jist, zda nakonec prece jen nedéam prednost Cernému Petru. A to hlavné proto, 7e
v Formanové zpiisobu zpodobnéni Petra neni ani nejmensi stopy povySenectvi a mirné men-
torujiciho pohledu na ,prosté lidi*, jaky se vznasi, tfeba jen vlazné, nad Mistem. [...] Cerny
Petr je svym zplisobem mnohem veselej$i nez Olmiho film, protoZe se sméjeme s Petrem
a sméjeme se sami sobé, zatimco v Misté se sméjeme s chlapci a s Olmim.

Vratislav Effenberger, Obraz clovéka

v ¢eském filmu. Film a doba 14, 1968, ¢. 7,

s. 345-351.
Cynismus MiloSe Formana neni cynismem proti pravdé, a proto je svém postfehu Gcinnéjsi,
presnéjsi a samoziejmé také inspirovanéjsi. Forman na rozdil od Chytilové neni eklektik. Na
rozdil od ni si uchoval ten druh humoru, ktery je zly, nebezpecny, skryty a vybusny. Dovolil si
néco, co by mu nemélo byt zapomenuto, nalezne-li cestu do pfijatelnéjsiho klimatu: zasahl
malého ¢eského Clovéka. Mifil na zbabélost, tupost, fotbalismus, brutalitu, ziStnost, dobromy-
slnou prazdnotu, baraénictvi, pivarinu, sobectvi, a trefil do ¢erného: zasahl pravé ta loZiska
dusevni ubohosti, z nichz podstatné prameni vSechny druhy fasism{ a stalinismi. Jeho po-
hled byl tak nemilosrdné pfesny, Ze karikatura prestala byt karikaturou.

BLACK PETER
BETWEEN FILM MODERNISM AND THE CULTURE
OF POPULAR LAUGHTER

Few would dispute the assertion that Forman’s debut feature film, Black Peter (1963), en-
dorsed by the critics as well as a majority of viewers, contributed to the tradition of Czech-
oslovak film canon. However, for contemporary scholars, this might pose a certain occupa-
tional risk. With a film so critically acclaimed and widely studied, is it even possible to bring
something new to the table? Can it be stripped of myths, without having to succumb to
autotelic iconoclasm? And to what extent is it suitable to question the established interpre-
tations while avoiding a historical view or blind trend following? In the case of Forman’s film,
the answer to all three questions could be found by a general contemplation on what lies
behind the celebrated veristic method, and whether its effects reach beyond the illusions of
the real, the true or the authentic.

As for Forman’s early work, Black Peter not excluded, we have comfortably nes-
tled them in such traditional categories as “Czechoslovak New Wave” — “verism” — “soci-
ological research of socialist reality”. Without necessarily having to disparage these labels
across the board, a wider outlook from the perspective of European film modernism presents
itself. The realistic style of Black Peter, creating a typical illusion of an unrefined depiction
of reality, actually does not stem from innocent observation or spontaneous improvisation,
but rather from a concrete method of stylization. This approach generally followed two main
sources of inspiration — socially engaged (post)neorealism and the observational documenta-
ry or cinéma vérité.® In Forman’s interpretation, however, it is variously shaded, revealing the
heritage of local cultural tradition. Today, carefully mapped stylistic elements of new waves
(fragmented observations of everyday life, an open narrative structure, the intensive engage-
ment of non-actors, shooting in a realistic setting, etc.) merge with a grotesque “culture of
popular laughter”, refreshing the picture with an original touch; particularly this synthesis
characterizes Forman’s work even in the context of period cinematic trends.

The status of a pioneer work of the “comedy of embarrassment”, which became
a trademark of the creative trio Forman-Passer-Papousek, should not overshadow the fact
that Forman’s emphasis on shallow folksiness indirectly reflects a grotesque world view,
usually connected with the work of the author Jaroslav HaSek. Even though Forman’s farcical
comedy compared with HaSek’s caricaturish satire is not altogether the same cup of tea, and

5 In the first case, there is a palpable influence by the Italian film director and
screenwriter Ermanno Olmi (The Job [Il Posto, 1961]), while in the second case one might
refer to the ethnographically or sociologically focused work of French director Jean Rouch.
Andrés Balint Kovécs, Screening Modernism: European Art Cinema, 1950-1980. Chicago and
London: University of Chicago Press 2007, p. 168.



Svejk’s witty remarks are nowhere to be found,® the affinity between their works is found in
their method used to capture the inability to break away from provincialism. For both authors,
the comical effect arises from the conflict between pride in a limited value system and the
inability to abide by these principles: while Hasek uses this hypocrisy as an effective yet
consciously exaggerated survival tool, Forman sees it as a dead-end road. The last scene
from Black Peter duly illustrates this issue: the protagonist’s father (Jan Vostr€il), the epitome
of a provincial figure of a hearty authoritarian, is giving his son one of many educational
lessons, when suddenly he pauses during an expressive gesture, unable to finish his thought.
Characters try hard to adjust to the rules of the microcosm in which they live, but as soon as
confronted by any change, which extends beyond their limited horizon, they find themselves
unable to react quickly, ending up in a vicious circle. This vision, radically different from the
universal feeling of alienation found in contemporary works of western European new waves,
provides Black Peter, in the context of film modernism, with a specific and distinct gleam.
The strongest means of asserting and embracing a given style of humor is lan-
guage, specifically the material and spatial quality of speech. A. J. Liehm noted the manner
in which Black Peter exercises the method of speech decomposition, considered up to that
point to be solely a domain of the theatre of the absurd.” The dialogues, which appear to
the audience as expressions of genuine sincerity and authenticity, are actually products of
well-deliberated wording, with the aim of causing flowing speech to “stutter”, which in turn
reveals the eternal absurdity of characters stuck in unchanging mental schemes. The movie
revolves around set social rituals with precisely defined rules of conduct (work at the store,
family lunch, free time outdoors, dance ball), which by the means of language deconstruction
uncover their ridiculous affectation. Protagonists are attempting to abide by the social rules
of conduct, or they are guided to do so at least, but they tend to get stuck constantly. A per-
fect example of this paradox is the famous “Ahdj” scene, in which the young man, Cenda
(Vladimir Pucholt), repeats a greeting to the point of extreme awkwardness: the protagonist
insists on an absurdly exaggerated convention of “correct” greeting to the extent of losing
its social function and becoming an object of ridicule. In the case of the father’s pep lectures
(rather than talks), the grotesque lowering of official social rules progresses into an almost
ideologically subversive role. The chaotic and disjointed flow of words, used by the patriarch
Vostréil to preach to the silent Peter about man’s duties, unwittingly reveals that his position

6 To compare Forman’s and HaSek’s comedy, see Stanislava Pfadna, Milos Forman:

Filmar mezi dvéma kontinenty. Brno: Host 2009, pp. 183—185. On the wider role of a given
style of humor during the conditions of state socialism and on the crossroads of comedy
traditions, see Petr Szczepanik, Tovdrna Barrandov: Svét filmarii a politickd moc 1945-1970.
Praha: Nérodni filmovy archiv 2017, pp. 345-346.

7 A.J. Liehm, 0 jednom vstupu do Zivota. Film a doba 10, no. 3, 1964, pp. 134-135.

of authority rests on a shaky and uncertain foundation — and as shown in the final stop-shot,
such a foundation can collapse in a heap at any time.

The grotesque use of speech would not, however, be as effective, if it were
not marked by the hard-earned achievements of modernist cinematography (its naturalist
variant) and the European new-wave movement. Forman’s (respectively Passer’s and Pa-
pouSek’s) language humor bases its effectiveness on the impression that it is taking place
in a live, open and physically pulsating reality, paradoxically facilitated by an aptly selected
stylistic manipulation. Pucholt’s acting would not have had such a comical impact if it were
not for his impetuous lecturing being accompanied by clumsy gestures amid a mise-en-place
dance whirl, just as Vostr€il’s performance is unimaginable without his circular locomotion
around the confined kitchen and his constant stretching of suspenders. The modernist and
grotesque perspectives need each other, “one will not let the other suffer”, & as Jifi Kolaf
would remark, and Forman’s creative activities have been drawing their meaning from this
marriage for more than five decades.

Jifi Anger
film theorist

8 Jifi Kolaf, Mésicnik poezie. In: Dilo Jifiho Koldre Ill. Praha: Odeon 1993, p. 107-109.
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DIGITAL RESTORATION OF THE FILM BLACK PETER

The purpose of the digital restoration of the film Black Peter (1963) was to present the movie in
the most accurate and faithful condition possible, just as the viewers were able to experience it
in 1964 when the film premiered in Gzechoslovak cinemas. Aside from the original negatives,
the National Film Archive was also able to recover from its extensive collections several dupli-
cation materials (duplication positive and combined duplication negative) and eleven combined
copies from the 60s, when the movie was repeatedly shown both at home and abroad.

The restoration itself was preceded by research of non-film materials (archived
documents, published sources, interviews with witnesses and participants, etc.) with the
intention of gaining as much information as possible on the circumstances surrounding the
making and release of the movie. In parallel, an analysis of film materials was taking place,
which could offer a valuable source of information on the film itself, but also general data
from the time period of the movie. When comparing recovered materials, it was revealed that
aside from the original film version released to cinemas, there is another print, more than
100 meters longer than the original negative, containing several shots from inside the store,
where a supervisor is explaining to Peter how to handle customers and sell more goods.
These shots did not make the final cut, but this version was most likely used by Filmexport to
preview the film to foreign clients prior to the premiere. Neither the censored documentation
nor interviews with lvan Passer and Milo$ Forman indicate that the shots were removed from
the movie due to an official directive. It can therefore be assumed that the final version of the
movie, with the above-mentioned scenes excluded, was an internal decision by the creators.

Separately, a dubbed version for distribution in Italian-speaking regions was
made, and several additional shots from the surroundings at the swimming pool changing
rooms were shot. While the original version shown in Czechoslovakia contains only innocent
views of Pavla’s legs with Peter watching her secretly through a hole in a partition, the Italian
version offered a much longer and erotically charged scene, with Peter watching a naked girl
and a couple in the next changing room.

These varied recovered versions of the film serve not only as a witness of the cir-
cumstances surrounding the making of the movie and its distribution abroad, but on a gener-
al basis also refer to the diverse nature of cinematography, apparent (not only) during archive
work with films. It is therefore a necessary prerequisite to establish a purpose for restoration,
in order to clearly determine which version of the film will be restored.

Source materials
Selected as the source material for digitalization was the original acetate strip of black-
and-white negatives by Agfa film, which was the highest generation restoration material
and therefore possessed the highest film quality. The material, divided into ten small parts,
was in its entire length heavily worn out and sustained many types of mechanical damage

inits visual area (scratches, lines, curling of the film at the beginning and end of each part),
even perforation.

In several parts, sections of the film, to the extent of one to several frames, were
missing. In such cases, next generation materials with adjacent frames had to be used for
digitalization. For this purpose, the original duplication positive was used as generationally
the closest material. Source materials were scanned with a 4K resolution, followed by post-
production and finalization, at the same resolution.

Digital picture restoration

As part of the comprehensive restoration plan, it was decided that in order to maintain the original
ambience of the movie, the age-related wear and tear in the film material would be removed
while preserving small defects and imperfections reminding us of the era and reflecting the tech-
nologies used. Note that the decision to preserve or remove such defects was always made with
respect to the concrete work of art and with a consideration that the preserved defects in the re-
stored, high-definition picture should not cause a distraction, which might draw the viewer’s at-
tention from the movie itself. The selected approach was, in regards to individual and concrete
artefacts, therefore revised in order to find a balance between respect for the film as an art form
on the one hand, and as a material object with its own character and history on the other hand.

Among the preserved elements kept in the film are imperfections created during
the filming or laboratory processing, and which provide us with a testimony to the period
technologies and creative processes. These are typically cue marks for the projectionist im-
printed onto the film at the end of each reel; and also some marks resulting from trick shots
being made in a laboratory. To the contrary, all defects and damages caused by usage or ag-
ing of the film were removed, including small dirt and dust particles, scratches and curling, or
more difficult retouching of adhesive tape used for perforation repair or glue obstructing the
frame view. Several noticeable hairs from the camera lens were also retouched, as keeping
them in the restored picture would cause a distraction. An automatic image stabilization was
used for the entire length of the film to reduce flickering (deflicker). Again, stabilization was
used to only compensate for picture flickering if caused by material shrinkage due to age or
rough passing of the film through the scanner near taped areas; but not if it was decidedly
caused by technologies used or laboratory processing. A Similar approach was taken for
reducing flickering and was applied only to such an extent as not to disturb the original char-
acter of the film frame and to compensate for material aging and possible flawed laboratory
processing (insufficient rinsing of the chemical used for film development)

Brightness and tone correction
Since the main source of digitalization of the visual part was the original negative, which
generally does not contain the final colour corrections, it was necessary to adjust the picture



according to the reference print in order to match the character of the copies in distribution.
For that reason, out of all the recovered materials, two original distribution copies with the
best laboratory processing on Agfa material, utilized during the film’s first distribution release,
were used as references. The correction process focused on maintaining the original char-
acteristics of the reference copies, including minor tone changes occurring during transitions
between the camera negative and trick shots from the duplicate negative — typically subti-
tling sequences. The final appearance of the picture therefore respects the integrity of the
selected reference copies, which reflect period processes, technological limitations, as well
as the utilized film materials.

Digital sound restoration

Since the duplication positive sound track was in very good condition in its entirety, with only
minimal mechanical damage, it was selected as the most suitable source material for digital
sound restoration. As with the picture restoration, the goal of the sound restoration was to
offer a period experience to today’s viewers while using current technologies. It was therefore
unacceptable to remove any acoustic imperfections or defects sustained during shooting of
the film or post production (i.e., several slightly asynchronous passages in the film). Only
age and wear and tear related defects (cracks, breaks, etc.) were removed, and the overall
presentation was adjusted to the parameters of today’s sound reproduction chain in order
to simulate period acoustic conditions in cinemas. Aside from the digital picture and sound
restoration, detailed metadata documenting the entire process were added and stored in the
Czech National Film Archive together with the final report. The original film materials were
returned to the depository where they will remain secure, as they represent a key archiving
medium, ensuring the film’s longevity. Thanks to the digital restoration, the film, now meeting
modern technological standards, can be re-shown and kept in a depository for safety as well,
for future generations of film viewers.

Note: The digital restoration took place at the Cinepost Barrandov Studio in
Prague in 2017. The project was supervised by a team of specialists from the NFA in collabo-
ration with external experts. The following people participated in the digital restoration: Tereza
Frodlova (restoration supervision), Jona$ Svato$ (digitisation technician), Pavel Rejholec and
David Smitmajer (sound restoration supervision), Branislav Dani§, Jan Malit, Martin Sec and
Ervin Sanders (colour correction supervision) and Katefina Fojtova (project coordination).

Tereza Frodlova
film restorer

PERIOD REACTIONS

Ivan Svitak, Myslici film. Film a doba 10,

no. 3, 1964, pp. 131-133.
Black Peter, for the first time, gave Forman'’s distinctive traits a synthetic form and was able
to not only connect them in a simple, appealing picture, but mainly to create — despite the
bursts of laughter — an atmosphere of a certain human kindness, so absent in Konkurs. In this
film we finally have an authenticity of the environment, but also an authenticity of a person as
a mix of good and evil, humor and tragedy, stupidity and brains, luck and failure, serendipity
and purpose. The apprentice in the store is not only a pubescent teenager spying on all the
shoppers, but also a non-heroic antihero caught in a certain phase of self-transformation, in
the midst of comedy and sadness, with the common denominator being truthfulness.

A. J. Liehm, O jednom vstupu do Zivota.

Film a doba 10, no. 3, 1964, pp. 134-135.
Forman [...] achieved something new, which could seem almost impossible in a movie, or at
least incompatible with the initial method: he has shown us an example of a speech decompo-
sition, a method of analysis of a certain element of social awareness, considered to be basically
an exclusive domain of theater and most often the so-called theater of the absurd. [...] for
Forman to transfer this process to the screen, especially in the father’s monologues, to demon-
strate the social background of a phrase as speech degeneration, which is, all in all, just another
tool of a degenerate mind, that has a far reaching practical as well as theoretical relevance.

Jan Ciganek, Zdvojeny svét lidskych véci.

Film a doba 10, no. 10, 1964, pp. 540-543.
The stereotype of the habitual moves of the father in Forman’s film inexorably results into
a puppet-like stiffness in the last scene. Gestures die off, lively neurotic twitches of fingers
and the stretching of suspenders are mummified. But Forman does not shock us with the
approaching tragedy. This ignorance is perfectly without doubt and therefore demonstrates
a mechanism, which brings tragic closer to comic, seriousness to comedy, ridiculousness to
dignity. [...] But Forman’s Peter was not pulled into the mechanism so much as to lose sight
of his own human destiny — its boredom, loss of happiness. Despite his father pulling him in,
Peter is withdrawing from the mechanism, with his passivity, his defiance, which only proves
that he knows he is becoming somebody he does not want to be.

Jaroslav Bocéek, Milo§ Forman’s Entry.

Kulturni tvorba 2, no. 10, 1964, p. 5.
The weakest link of Black Peter is Peter himself. Here, | believe, we can see the limits of
Forman’s directorial method. The film is about Peter, but Peter stars the least. [...] Even in
directing, Forman focused on areas where he felt the material was stronger, more precisely
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formulated and in turn also where the protagonist performed at ease. With few exceptions,
climactic scenes of Peter’s collisions with the world are reflected with greater certainty in the
reactions of supporting actors rather than in the main character. [...] An insufficient depiction
of Peter as well as a lack of balance in the film result in a collision between methods of
creative spirit and creative need. And in this sense, Black Peter is a turning point not only for
Forman, but also for his peers. It indicates the method’s boundaries, when to safely follow it
and when to abandon it.

Richard Roud, Formanav ,,éerny Petr”.

Ceskoslovenska kinematografie ve svétle

zahranicéniho tisku, 1965, no. 11-12,

pp- 34-35. (The Guardian, 1. 10. 1965)
A year ago, any news about the Czechoslovak cinema would have been met with, at best,
a distrustful shrug. Nevertheless, after Black Peter was screened at the London Film Festival,
one had to admit that in Milo$ Forman cinema found a significant new director. [...] The only
film that can be compared to it is, in my opinion, Olmi’s The Post, though I'm not quite sure
whether | eventually won’t come to prefer Black Peter. The main reason is that Forman’s de-
piction of Peter lacks the condescending and slightly mentoring stance towards the “ordinary
people” that hovers, however quietly, over The Post. [...] In a way, Black Peter is much more
uplifting than OImi’s film because we laugh with Peter and at ourselves, while The Post ma-
kes us laugh with OImi and the boys.

Vratislav Effenberger, Obraz clovéka

v ¢eském filmu. Film a doba 14, no. 7, 1968,

pp- 345-351.
Cynicism of Milo§ Forman is not cynicism against truth, which is why he’s more effective,
precise and of course more inspirational, in his observations. Unlike Chytilova, Forman is not
an eclectic. Unlike her, he kept the kind of humor, which is evil, dangerous, hidden and explo-
sive. He dared to do something that should not be forgotten, in case he finds a path to a more
agreeable climate: he hit the bullseye of a small-minded Czech person. He targeted cowardi-
ce, dullness, male competitiveness, brutality, greed, good-natured emptiness, traditionalism,
lager-louting, and selfishness, and he hit the bullseye each time. He struck precisely the core
of spiritual wretchedness, the source of most types of fascism and Stalinism. His perspective
is so mercilessly precise that the caricature stops being a caricature.

CERNY PETR / BLACK PETER

rezie/direction Milo§ Forman

pomocna rezie/assistant director Ivan Passer

namét/story Jaroslav Papousek, Milo§ Forman

scénar/screenplay Jaroslav Papousek

kamera/cinematography Jan Némecek

stfih/editing Miroslav Hajek

architektura/design Karel Cerny

kostymy/costumes Barbora Adolfova

zvuk/sound  Adolf Bohm, Bohumir Brunclik (zvukové efekty/sound effects)

hudba/music  Jifi Slitr

vyroba/production TS Sebor—Bor, Filmové Studio Barrandov/
Barrandov Studio

Ceskoslovensko/Czechoslovakia ® 1963
89 min. ¢ ¢b (b/w) ¢ 35mm ¢ premiéra 17. 4. 1964

hraji/cast Ladislav Jakim (ucen Petr Vanék/apprentice Petr Vanék), Pavia Martinkova
(studentka Pavla Vrbova/student Pavla Vrbovd), Jan Vostréil (Petrliv otec/Petr’s father), Vla-
dimir Pucholt (zednicky uceri Cenda Semerad/Cenda Semerad, a mason apprentice), Pavel
Sedlagek (zpdvak Sako/singer Sako), Zdengk Kulhdnek (Zdengk, Cendlv kamarad/Zdengk,
Cenda’s friend), Frantisek Kosina (vedouci samoobsluhy), Josef Koza (zednicky mistr/mason
master), BoZzena Matuskova (Petrova matka/Petr’s mother), Antonin Pokorny (podezfely za-
kaznik/suspect customer), Jaroslav Kladrubsky (inventurnik/stockkeeper), FrantiSka Skalova
(nepoctiva zakaznice/dishonest customer), Jaroslava Razova (rliZolici divka/rosy-cheeked
girl), Majka Gillarovd, Zuzana OprSalova (Pavliny kamaradky/Pavla’s friends), Jaroslav Bend|
(Franta Mara, Pavlin byvaly chlapec/Franta Méra, Pavla’s former boyfriend — mluvi/dubbed by
Josef Abrham), FrantiSek Prazak (Sakilv kamarad/Sako’s friend), Dana Urbankova (dévce na
lodce/girl on a boat)



MILOS FORMAN

tvare Ceskoslovenské nové viny. Jiz béhem studia scendristiky na FAMU plisobil jako herec
a scendrista ¢i jako asistent reZie u Alfréda Radoka. Jeho prvni samostatnou filmovou praci se
stal 16mm dokument Konkurs (1963), ktery byl promitan spolu s dalSim kratkym dokumen-
tem Kdyby ty muziky nebyly. Oba snimky naznaCily mimoradny tvdrci talent, ktery Forman
potvrdil celovederni hranou prvotinou Cerny Petr (1963) a déle rozvinul snimky Ldsky jedné
plavovidsky (1965) a Hofi, ma panenko (1968). Spolecné s lvanem Passerem a Jaroslavem
Papouskem vybudoval unikatni styl, ktery stavél na zvySené pozornosti viici fenoménu kaz-
dodennosti a svébytném humoru zaloZzeném na banalité a trapnosti. Po sovétské invazi v roce
1968 opustil Ceskoslovensko a usadil se v USA, kde slavil ispéchy s filmy jako Prelet nad
kukaccim hnizdem (1975) ¢i Amadeus (1984).

Milo§ Forman (February 18, 1932 — April 13, 2018) is one of the most famous
Czech film directors and defining figures of the Czechoslovak New Wave. During his studies
at FAMU, he was already gaining experience as an actor, screenwriter and also assistant
director to Alfréd Radok. His directing debut was a 16mm documentary Audition (1963),
which was screened along with another short documentary If Only They Ain’t Had Them
Bands. Forman fulfilled his remarkable potential with his first feature film Black Peter (1963)
and firmly established himself with Loves of a Blonde (1965) and The Firemen’s Ball (1968).
Along with Ivan Passer and Jaroslav Papousek, he developed a unique style which was based
on attentive observation of everyday life and a specific sense of humour that emphasized
banality and embarrassment. After the Soviet invasion in 1968, he left Czechoslovakia and
settled in the USA, where he later achieved significant success with films such as One Flew
Over the Cuckoo’s Nest (1975) or Amadeus (1984).

KOMENTARE / COMMENTARIES

e Petr Szczepanik (Filozoficka fakulta Univerzity Karlovy/Faculty of Arts, Charles University)
Komedie trapnosti/Comedy of embarrassment

o Tereza Frodlova (Narodni filmovy archiv)
Digitalni restaurovani filmu/Digital restoration of the film

o Stanislava Pradna (Filozoficka fakulta Univerzity Karlovy/Faculty of Arts, Charles University)
Rozbor filmu/Analysis of the film

BONUSOVE MATERIALY / BONUS MATERIALS
Vystfizena scéna / Deleted scene

Z porovnani dochovanych materialli vyplynulo, Ze kromé verze filmu v té podobé, v jaké byl
uvadén v kinech, se zachovala jedna kopie, ktera obsahuje navic nékolik zabér( z interiéru
samoobsluhy, kde vedouci vysvétluje Petrovi, jak pfistupovat k zakaznikiim a prodat vice
zbozi. Tyto zabéry se do finalni podoby filmu nedostaly a patrné jde o kopii, ktera jeSté pred
premiérou slouZila Filmexportu pro predvadéni snimku zahrani¢nim zajemc(im.

When comparing recovered materials, it was revealed that aside from the origi-
nal film version released to cinemas, there is another print that contains several shots from
inside the store, where a supervisor is explaining to Peter how to handle customers and sell
more goods. These shots did not make the final cut, but this version was most likely used by
Filmexport to preview the film to foreign clients prior to the premiere.

Zabéry z italské distribucéni verze /
Shots from the Italian distribution version

Pro italsko-jazyéné oblasti byla dodateén& vytvorena dabovana distribuéni verze Cerného
Petra. Tato verze zahrnuje nékolik zabért, které byly dotoceny v roce 1967 za Ucasti herce
Ladislava Jakima pfimo v Italii. Zabéry mimo jiné zachycuji Petra, jak se zajmem pozoruje
nahou divku a milenecky par v previékacich kabinkach.

A dubbed distribution version of Black Peter was made specifically for Italian-
-speaking regions. This version contains several extra shots which were taken in 1967 in Italy
and involved the actor Ladislav Jakim himself. Among other things, the shots depict Peter
watching a naked girl and a loving couple in the changing rooms.

Ukazky z ranych filmG s MiloS§em Formanem /
Scenes from early films featuring MiloS Forman

Jesté neZ slavny reZisér zacal natacet filmy, zahral si mimo jiné epizodni role v nékolika
dobovych ¢eskoslovenskych snimcich. Tato kompilace prezentuje scény ze vSech péti filmd,
ve kterych se Forman objevil pfed svym rezijnim debutem.

Before the famous director started shooting films, he appeared in a few minor
roles in period Czechoslovak films. This compilation presents scenes from all five films in
which Forman appeared before his directorial debut.



e Slovo déld Zenu /A Woman as Good as Her Word (Jaroslav Mach, 1952)
Role: mlady délnik / young worker
o Stibrny vitr / Silver Wind (Vaclav KrSka, 1954)
Role: vojensky dlistojnik / military officer
o Dédecek automobil / Vintage Car (Alfréd Radok, 1956)
Role: letecky mechanik / aircraft mechanic
o Strop / Ceiling (Véra Chytilova, 1961)
Role: tanici muz v baru / dancing man in a bar
o Tam za lesem / There Beyond the Forest (Pavel Blumenfeld, 1962)
Role: Iékar / doctor

Rozhovor s herec¢kou Paviou Martinkovou-
-Novotnou / Interview with actress
Pavla Martinkova-Novotna

zpracovali/made by Jan Bfezina, Simon Herrmann, Helena Vieteckova

Ceska republika/Czech Republic ® 2018 ¢ 15 min.
digital ® barevny/colour

Predstavitelka Pavly Vrbové v Cerném Petrovi hovoii o Formanové praci s (ne)herci na zimnim
stadionu v Koliné, kde byla natocena proslula tane¢ni sekvence. Rozhovor vedl feditel Narod-
niho filmového archivu Michal Bregant.

The actress who played Pavla Vrbova in Black Peter talks about Forman’s work
with (non)actors in the Kolin winter stadium, a place where the famous dance sequence
was shot. The interview was conducted by Michal Bregant, the director of Narodni filmovy
archiv.

Pisnicka / A Song

rezie/direction Jaroslav Sikl

namét a scénar/story and screenplay Jaroslav ikl
stfih/editing Vlasta Styblikova

zvuk/sound  Miroslav Bukovsky

hudba/music  William Bukovy

zpiva/singer Eva Pilarova

vyroba/production Kratky film Praha

Ceskoslovensko/Czechoslovakia ® 1963
13 min. ¢ b (b/w)

Dokumentarni etuda o mladeZi, natocena v duchu cinéma vérité. Snimek skrze zastfené po-
zorovani skutecnosti nabizi vhled do volno€asovych kratochvili ceskoslovenské mladeze na
zacatku 60. let, od vychazek do pfirody pies sportovni ¢innosti az po hudebni nauku.

A Song is a documentary etude on youth, made in the spirit of cinéma vérité. The
film employs observational methods to examine popular leisure activities of the Czechoslovak
youth in the 1960s, from going outdoors through various sporting activities to musical practices.

Videoklip ,,Zivot je pes* /
“It’s a Dog’s Life” music video

hudba/music  Jifi Slitr

text/lyrics Jifi Suchy

zpiva/singer Pavel Sedlacek

kytaristé/guitarists Petr Brozek, Jan Svréek

rezie/direction Jan Rohac, Vladimir Svitacek

kamera/cinematography Jan Némecek

vytvarnik/art direction Boris Moravec

vyroba/production Ceskoslovensk televize Praha,
Televizni filmové tvorba

Ceskoslovensko/Czechoslovakia ® 1963
3 min. ¢ ¢b (b/w)

Ironicky mys$lena pisefi divadla Semafor, ktera prerostla do genera¢ni vypovédi. V Cerném
Petrovi doprovazi Gvodni titulky.

An ironic song by the Semafor theatre that became a testimony of the young
generation. The song accompanies the opening credits of Black Peter.

Pavodni reklamni snimek / Original trailer (1964)

Trailer k restaurované verzi / Trailer for the
restored version (Jan Busta, 2017)



Vlydavateli tohoto Blu-ray disku se pres veskeré usili a provedeni odpovidajiciho disledného
vyhledavani nepodafilo zjistit aktudlniho vykonavatele majetkovych autorskych prav, resp. dal-
Sich prav k predmétlim ochrany uZitym v ramci nasledujiciho audiovizualniho dila umisténého
na Blu-ray: Zabeéry z italské distribucni verze. \lydavatel si z tohoto dlivodu dovoluje pripadné
vykonavatele téchto prav zdvofile poZadat, aby se za ucelem dodatecného vyporadani pfihlasili
na adrese: Narodni filmovy archiv, Malesicka 12, 130 00, Praha 3. Dékujeme za pochopeni.

Despite its best efforts and a thorough and dirigent search process, the Publisher
of this Blu-ray disc failed to ascertain the current holder of copyright and other rights to legally
protected material contained in the following audiovisual work on this Blu-ray disc: Shots from
the Italian distribution version. For this reason, the Publisher respectfully requests any potential
holder of those rights to contact the Publisher at the following address in order to perform
supplemental rights clearance: Narodni filmovy archiv, MaleSicka 12, 130 00, Praha 3, Czech
Republic. Thank you for your understanding.

Textova priloha/Booklet Jii Anger, Tereza Frodlova

Editor DVD/DVD editor Jifi Anger

Preklad/Translation Hana Bellovéa

Titulky/Subtitles Port Lingua (anglické, italské, francouzské/English,
Italian and French)

Bonusy/Bonus items  Jifi Anger, lvan Svoboda, FrantiSek Pekaf
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