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NESAMOZREJME DiLO PRUKOPNIKA
CESKE KINEMATOGRAFIE

Filmy Jana Kfizeneckého uvedené na tomto disku prezentuji dilo, které Ize
stézi pojmout jako jasné uchopitelny a snadno clenitelny celek. Nejenze
musime pocitat s ¢asti ztracenych &i nelplnych snimkd nebo s mate-
rialnim poskozenim, ale ani dochované pociny nelze povazovat za filmy
v klasickém slova smyslu. Jedna se o fragmenty, Utrzkovité vyjevy z oka-
mzikd slavnostnich i v8ednich, u nichz zpravidla neni ziejmé, kdy zaginaji
a kdy kon¢i. Presto je mozné najit prifezové linie, at uz tematické &i for-
malni, jez prozrazuji zakladni nejistoty a obsese moderniho véku.

Neni nahodou, Ze Kfizenecky své prvni snimky predstavil
v kontextu vystavniho ruchu 90. let 19. stoleti, v éfe posedlosti technic-
kymi vynalezy, Uspéchy prdmyslu a zabavnim potencidlem novych médii
a aparatd. Na Vystavé architektury a inzenyrstvi v Praze v roce 1898 ote-
viel spolu s kolegou ze stavebniho Gfadu Josefem FrantiSkem Pokornym
pavilon Cesky kinematograf, ve kterém divakim promital historicky prvni
Ceské filmy neboli ,0zivené fotografie“.! Snimky mély charakter reportazi
¢i aktualit z oficialnich udalosti i z kazdodenniho Zivota, jejichz naméty se
napadné podobaly svému vzoru, filmdm brat¥i Lumiérd (méstsky shon, té-
locviéné vykony, zkousky délostfelectva, pouliéni vyjevy, honi¢ky a bitvy
atd.). | v eskych zemich byly filmy vnimany jako atrakce, které vzbuzova- @
ly UZas, avSak zaroven provokovaly svou nejednoznacnosti.

Obrazy odvijejici se pred divaky byly soucasné pohyblivé
i statické, ploché i trojrozmémné, realistické i iluzorni.? Nerozhodnost
mezi neustdle unikajicim dénim v obraze a omezujicim statickym ramem
je vidét napfriklad v Preneseni kolébky Frantiska Palackého z Hodslavic
na Vystavisté (1898), snimku natoCeném pfimo v prostredi vystavy.
Nekongici privod davd a jezdct na konich se pohybuije tak rychle, az mizi
z obzoru, a tak upozorfiuje na fakt, Ze ze sledované reality pozorujeme jen
peclivé vykrojeny vyfez. Druhou z ambivalenci prozradi Svatojanska pout’
v Ceskoslovanské vesnici (1898), promitana hned v den otevreni pavilonu.
Obraz tradi¢ni nabozenské slavnosti je rozdélen do nékolika plant nejen
na horizontalni, nybrz i na vertikalni trovni. O nasi pozornost se pribézné
hlasi prechéazejici navstévnici, cvicici gymnastky, tancici pary a otacejici
se koloto¢ v pozadi, jevy, které na sebe zdanlivé nereaguiji, ale dohro-

1 K Ceskému kinematografu na Vystavé architektury a inzenyr-
stvi viz lvan Klimes, Cesky kinematograf v Krélovské obore 1898. In: Tyz,
Kinematograf! Vénec studii o raném filmu. Praha: NFA - Casablanca
2014, s. 24-39.

2 K ambivalenci filmového obrazu v rané kinematografii viz
Katefina Svatoriova, Odpoutané obrazy: Archeologie ceského vizualniho
prostoru. Praha: Academia 2013, s. 100-112.
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mady vytvareji dokonalou rytmickou souhru. Treti paradox demonstruje
snad nejlépe Zofinska plovarna (1898), jeden z pozdgji uvedenych filma,
ktery byl idajné promitan pozpatku. Zabér zachycuje vSedni vyjev, plavce
skakajici do vody, ov§em technickd manipulace s obrazem vytvari dojem,
jako kdyby z vody vyskakovali.

KFizenecky tyto paradoxy rozvijel i ve svych pozdéjSich re-
portazich. Cast z nich viceméné opakuje ozkousené postupy z natadeni
pravodl a slavnostnich akci, jak Ize vidét napfiklad v nové sestaveném
pasmu aktualit Jubilejni vystava Obchodni a Zivnostenské komory 1908
v Praze, jiné vSak otazky spojené s neukotvenosti filmového média pro-
hlubuji. V Jizdé Prahou otevienou tramvaji (1908) kamera upoutana na
dopravnim prostfedku simuluje predstavu pohyblivého a nekone¢ného
prostoru, ktery se pozorujicimu vydava vSanc, ten ale zarover opakované
narazi na meze kladené jak ramem, tak celkovou perspektivou. V Prvnim
dnu jarnich dostih( prazskych (1908) potom rezisér pracuje s pohyblivosti
samotného ramu, jenz postupné odhaluje dalsi a dalsi informace, aniz by
se zménil horizont déni.

Nepolapitelnost Krizeneckého dila posiluji dochované hrané
snimky. Jak filmy z prostfedi Vystavisté, podle dochovanych svédectvi
aranzované hercem Josefem Svabem-Malostranskym,® tak i pozdéjsi
komicka vlozka Satanova jizda po Zeleznici (1906). JenZe co v kontextu

@ tehdejsi kinematografie viibec znamenal pojem hrany film? Dostavenicko
ve mlynici (1898) a Vystavni parkar a lepi¢ plakatd (1898) jsou humorné
scénky zaloZené na jednoduchém ,dgji“, v nichZ se jakékoli dohodnuté
schéma ztraci v neprehledné viavé vSech pritomnych. Daleko dUlezitéji
nez prezentovany piibéh a postavy se opét jevi ruch Zivota, kterému kine-
matograf dodava hranice a tvar. Smich a plac (1898), studie mimiky lidské
tvére skrze detailni zab&r Svaba-Malostranského, predstavuje podobny
problém - stylizovany herecky vyjev nevédomky odhaluje i posunky tvare,

na zachyceni ,skutecnosti“ neubira, ba naopak.

V ramci Kfizeneckého tvorby Ize vysledovat i konkrétni motivy,
které prochazeji napfic¢ jednotlivymi dily. Kupfikladu téma Sokola se jeho
dilem line od vystavnich filmd Cviceni s kuZely Sokol malostranskych
(1898) a VoltyZovani jizdniho odboru Sokola praZzského (1898) az k repor-
tazim z monumentalnich sokolskych akci. Sokolska cvi¢eni byla vdéénym
materidlem k filmovani nejen pro svou popularitu u Ceské verejnosti, nybrz
i pro promysleny, strojové presny rytmus, ktery s kinematografickou po-
sedlosti mechanickym pohybem dobre souznél. Kfizeneckého tato fas-
cinace postupné vedla k natodeni Ctvrtého viesokolského sletu (1901,
nedochovano), Patého vsesokolského sletu (1907) a Sletu sokolstva

3 Vice o hranych filmech KFizeneckého viz Zdenék Stabla, Cesky
kinematograf Jana Kfizeneckého. Praha: Cs. filmovy Ustav 1977, s. 75-82.
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v Prostéjové (1908).* V obou filmech kromé jiného sledujeme velkolepé
prehlidky synchronizovaného kolektivniho pohybu, jez ohromuji svou pre-
ciznosti a majestatem, av8ak vzhledem k pozdéj$imu totalitnimu zneuzi-
vani masovych ornament’ mohou i zneklidhovat. Ddlezity je kazdopadné
Kfizeneckého cit pro zabér, ktery mu dovoluje pohravat si s napétim mezi
individudlnimi cviky aktérd a organickym usporadanim pohybu, dovede-
nym az do podoby Zivého obrazu.

Kfizenecky ve svych filmech rozpracoval i téma vysostné na-
rodni, totiz planovany pomnik FrantiSka Palackého, od jehoZz narozeni
v ¢ervnu 1898 uplynulo 100 let. Slavnost zakladani pomniku Frantiska
Palackého (1898) vytvafi ritualni zaklad pro dilo, u néhoz v dané chvili ne-
bylo jasné umisténi ani autor. Kdyz v Iété 1912 probéhlo slavnostni odha-
leni vysledného monumentu, kamera byla opét pfitomna — vznikl snimek
Slavnost odhaleni pomniku 1. Cervence 1912, vytvorfeny pro prvni ¢eskou
filmovou spole¢nost Kinofa, jehoZ souc¢asti byl oviem také jiz dfive nato-
¢eny fragment Pomnik FrantiSka Palackého pred dokoncéenim (1911), uva-
dény jako posledni znamé dilo Jana Kfizeneckého. Cesta zapocata v 1été
1898 se tak uzavira, stejné jako Krizeneckého rezijni draha. Dohromady
tyto fragmenty predstavuji svého druhu €asosbérny dokument, ktery vy-
jevuje podivuhodnou schopnost filmu uchovavat déjiny sice nekompletni,
zato neustale se navracejici.

Jifi Anger
filmovy teoretik

4 Pozdéjs$im sokolskym snimkim Jana Kfizeneckého se vé-
nuje napfiklad zminény Zdenék Stabla (tamtéz, s. 123-129) nebo Karel
Tabery, Sto let stard reportdz ze sokolského sletu v Prostéjové aneb

Nejdel$i a nejnakladnéjsi film Jana K¥izeneckého. lluminace 20, 2008,
€. 4,s.155-161.
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DIGITALIZACE FILM0 JANA KRiZENECKEHO

Cilem projektu byla digitalizace dochovanych filmd Jana Kfizeneckého,
prvnich snimk( natoCenych a uvadénych v ¢eskych zemich. V tomto
pfipadé nepouzivame vyraz ,digitalni restaurovani“, nebot jsme v zajmu
zachovani historické hodnoty a plivodni fotografické kvality nepovazovali
za vhodné filmy digitalné retusovat. Chtéli jsme predevsim predstavit fil-
my v takové podobé, ktera zohlediuje aktualni stav filmovych materialt
a soucasné je umoznuije zpfistupnit dnesnimu publiku.

Pfi digitalizaci jsme vychazeli z dobovych filmovych materiall
rlizného plvodu: vétsinu z nich nashromazdil Jindfich Brichta v Narodnim
technickém muzeu jiz v mezivale¢né ére. Do Narodniho filmového archivu
se pak dostavaly v nékolika vinach, naposledy v roce 2002. Kfizeneckého
filmy se pfitom dochovaly v riznych podobéach: zatimco u nékterych z nich
$lo o originalni negativ nebo plvodni kopie, jiné jsou zachovany pouze ve
formé acetatnich ¢&i polyesterovych kopii pofizenych ve druhé poloviné
20. stoleti. Nékteré snimky byly zabezpeceny uz ve 20. letech ve formé
nitratni kopie, tedy za podminek, které neumoznily dodrzet plvodni umis-
téni okeniCky ani fotografickou kvalitu. Filmovy pas se v kopirce posunul
natolik, Ze se u kopii ¢asto vyskytuje ,fale$né déleni“ uprostfed ptvodniho
okénka - a tudiz je nebylo mozné pouzit jako zdrojovy material.

@ Paradoxem zlstava, Ze ptvodni flmové materialy s hoflavou
nitratni podloZkou vykazuji — oproti zabezpec¢enym nehoflavym kopiim ze
sedmdesatych let — mimoradnou fotografickou kvalitu, v nékterych pfipa-
dech i bez vyraznych chemickych nebo mechanickych poskozeni. Kromé
filmovych kopii, které prosly znaénou degradaci nebo rozkladem (napfi-
klad Kocdrova doprava? [1908], Svatojanska pout v ¢eskoslovanské vesni-
ci [1898], Slavnostni vysvéceni mostu cisare Frantiska I. [1908]), pfipadné
vykazuji velké mechanické zavady (napfiklad Smich a plac¢, Dostavenicko
ve mlynici [oba 1908]), vétsina filmovych materialt z doby prvnich pred-
staveni znatelné stopy starnuti nenese. Ve vyborném technickém stavu
jsou zejména originalni negativy, které nebyly tak ¢asto vyuzivany jako
napfiklad plvodni kopie. Autenticka fotograficka matérie tak vitézi nad
zubem c&asu.

1 Karel Smrz a Ludovit Honty pfekopirovali plvodni filmy s Lu-
mierovou perforaci (jeden otvor na kazdé strané filmu) na klasicky film
s Edisonovou perforaci (4 ,hranaté” perforace na kazdé strané policka)
uz v roce 1926 zasluhou Ceskoslovenské spoleénosti pro védeckou ki-
nematografii.

2 Tento fragment je zarover prezentovan v nové sestaveném
materidlu s nazvem Jubilejni vystava Obchodni a Zivnostenské komory
1908 v Praze (1908).
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Analyza dokumentace uchované v Narodnim archivu, Narodnim
filmovém archivu a Narodnim technickém muzeu, jakoz i materidl( nale-
zenych v Cinémathéque frangaise a rliznych studii vénovanych bratrdm
Lumiérovym a Kfizeneckému, umoznila nashromazdit zékladni informace
o konkrétnich vlastnostech digitalizovanych filmd. Clanek o aparétech bra-
tii Lumiérd, ktery v roce 2017 napsal Laurent Mannoni, nam pomohl ucho-
pit plvodni materidly zplsobem, ktery lépe zohledriuje jejich zvlastnosti.
Ackoliv pretrvava velka nejistota ohledné pouzitych metod vyvolavani filmd
nebo nékterych charakteristickych znaku filmového pasu, tato nova zjisté-
ni byla pro zvoleny pfistup k digitalizaci rozhodujici.

Kfizenecky své filmy natacel na aparat ,Cinématographe-
-type“, ktery ziskal pfimo od brat¥i Lumiér( v roce 1898 a ktery se docho-
val v Narodnim technickém muzeu.* Pfistroj neslouzil jenom jako kamera,
ale i jako kopirka a promitacka. V Kfizeneckého snimcich mizeme po-
zorovat nékolik technickych specifik takto natocenych filmd. Na daném
modelu je nepochybné nejzietelnéjsi pouziti jediné kulaté perforace na
kazdé strané okénka filmového pasu.® Na levé strané obrazu se navic
objevuji chlupy, které pochazeji ze sametového pasu umisténého u oke-
ni¢ky. Mizeme také pozorovat vertikalni nestabilitu, ve své dobé zcela
obvyklou, v pfipadé filmd nato¢enych na Cinématographe-type pouze vi-
ditelngjsi, ale i nestabilitu horizontalni, coz uz byl problém specificky pro
filmy natocené na dobové aparaty Lumiér(. Posunovaci mechanismus @
kinematografu, ktery zajistuje pohyb filmového pasu v kamefe a udrzu-
je jej na misté v dobé expozice, pak zplsobuije, Zze se obraz v pribéhu
projekce vyrazné trese.® Nicméné, fotograficky obraz je ¢asto velmi ostry
a vyznacuje se velkym dynamickym rozsahem.

3 Laurent Mannoni zde nastifiuje vyvoj rliznych filmovych pfi-
strojl, které bratfi Lumiérové vyrabéli, nejenom Cinématographe-type,
ktery pouzival Kfizenecky. Laurent Mannoni, Les Appareils cinématogra-
phiques Lumiére. 1895, 2017, ¢€. 82, s. 52-85.

4 V Narodnim technickém muzea je uloZena faktura, ktera doka-
zuje, ze Kiizenecky od bratii Lumiérl nakoupil Cinématographe a filmové
pasy v kvétnu 1898.

5 Vyjimku tvofi snimek Pomnik Frantiska Palackého pred dokon-
¢enim (1911), ktery byl jiz nato€en na material se standardnimi &tyfmi per-
foracemi.

6 Tuto nestabilitu Ize ndzorné vidét naptiklad ve filmu Slavnostni

vysvéceni nového Cechova mostu (1901).
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V mnoha ohledech specifické jsou rovnéz filmové pasy
Lumierd.” Jednu z typickych vlastnosti tvoii vysoka citlivost na statickou
elektfinu, ktera muze vzniknout pfi nataceni nebo kopirovani a pfi elek-
trickém vyboji zanechava na emulzi stopu.? Nejvice véak mize dnesniho
divaka prekvapit, Ze plvodni kopie nejsou ¢ernobilé, nybrz monochro-
matické, v pfipadé Kfizeneckého snimkdl Zlutooranzové, s misty patrnou
variaci odstint mezi kopiemi. Jednolita barva rozloZzena po celém povrchu
filmu by mohla pfipominat praktiky barveni filmu existujici od pocatkd ki-
nematografie. Homogenita odstint a jejich pfitomnost ve filmech natoce-
nych rdznymi ,kameramany* z rliznych svétovych mist nebo s rozli¢nymi
praktikami vyvolavani vSak ukazuji, Ze filmové materidly Lumiér( barvu
obsahovaly pravdépodobné jesté pred kopirovanim.

VSechny tyto informace pomohly docenit kliCové vlastnosti
kinematografického aparatu a filmovych materiald bratfi Lumiér( a este-
tické moznosti, které nabizeji. Bylo v8ak také nutné vysvétlit, pro¢ maji
nékteré Kizeneckého filmy odliSnou Uroven expozice nez jiné materialy
pochazejici od Lumiérd. Vétsina opérateur(® pracujicich pro Lumiéry méla
praxi z pfedchozi prace v jejich tovarné na vyrobu fotografickych desek
a filmd. Jan Kfizenecky byl ovéem fotograf a stavebni technik, a nikoliv
LumiérQv opérateur, praci s kamerou, kopirovani, vyvolavani a promitani
se tedy musel uit az po ziskani kinematografického aparatu. Zfejmé pra-

@ vé z tohoto ddvodu nejsou nékteré jeho filmy, predevsim Svéceni zaklad-
niho kamene jubilejniho kostela sv. Antonina v Praze VII. (1908), optimalné
exponované. Pro konkrétni pfedstavu o povaze plvodnich filmovych ma-
teriall je zaroven dUlezité, ze Krizenecky si od Lumiér( kromé samotného
kinematografu pavodné koupil také Sest negativi a Sest pozitivd. Kazdy
negativ mél tudiz slouzit jenom pro jednu pozitivni kopii. Jedine¢nost fil-
mové kopie je tak u Kfizeneckého filmd jesté zretelnéjsi nez u jinych filma:
kazda kopie je unikat.

PFi digitalizaci jsme v zdjmu dodrzeni svébytnych vlastnosti
vychozich materialll a uchovani jejich hodnoty postupovali nasledovné.
V ramci samotného procesu digitalizace byly vSechny dochované ma-
teridly (s vyjimkou duplikat(, které nebyly v odpovidajicim stavu) nejprve
naskenovany na pfistroji FilmLight Northlight 2 v rozliSeni 4K s drahou

7 Filmové pasy vyrabél pro Lumiery exkluzivné Victor Planchon.
V roce 1896 dokonce zaloZil spole¢nost Société anonyme des pellicules
frangaises pfimo ve mésté, kde meély svoje sidlo tovarny Lumiere, tedy

v Lyonu.
8 Mala velikost aparatu zvySuje také statickou elektfinu.
9 Vyraz ,,opérateur” se v dobovém kontextu pouzival pro ozna-

Ceni profese, ktera zahrnovala jak kameramanskou, tak promitaci ¢innost.
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bez ozubenych vale¢kl — plvodni materidly maji totiz odlisny otvor nez
moderni film. Tyto skeny byly digitalné archivovany, aby mohly slouZit pro
budouci resersi nebo potencidlni reinterpretaci.

Po naskenovani byva zvykem provadét digitalni retusovani,
rozhodli jsme se vSak do materialu takto nezasahovat, a to ze dvou diivo-
dd. Zaprvé by nebylo mozné néktera z poskozeni napravit, aniz bychom
vytvareli zcela novy digitalni obraz. Zadruhé, jelikoz se jednalo o historic-
ky prvni ¢eské filmy, které dokazaly reprodukovat skute¢ny pohyb, chtéli
jsme zUstat vérni jejich plvodni materialité. Tento pfistup vnasi do popre-
di autentickou fotografickou kvalitu dél: mékky kontrast, hloubka ostrosti
i zrno prezily bez digitalniho zasahu.

Pfi barevnych korekcich naskenovanych ptivodnich kopii jsme
se téz primarné snazili zachovat aktualni stav materiald. Jasové a tonalni
Upravy jsme proto provedli tak, aby i barevné stopy vyvolané degradaci,
které jsou sytéjsi a témér Cervené, byly rozpoznatelné ve vSech nuancich.
Kazdy kotouc¢ filmu byl opraven zvlast, nebot odstiny se mezi sebou jem-
né lisi — nékdy se sytost mirné zméni i béhem jednoho zabéru. Protoze
jsme se nemohli opfit o dobové reference, u neplivodnich material pro-
bihaly upravy digitalnich dat tak, aby byl ¢ernobily fotograficky obraz co
nejzietelngjsi. V pripadé originalnich negativi jsme filmy navic prezen-
tovali v pozitivni podobé, aby mohl divak kvalitu jednotlivych materiall
sndze porovnat. @

Vhodnou miru Uprav digitalnich dat bylo nutné urcit i ve vztahu
k nestabilité obrazu pfi skenovani. Prestoze je technicky mozné opravit
obraz tak, aby byl zcela stabilni, rozhodli jsme se kompenzovat nestabilitu
jen tehdy, pokud $lo o dlsledek priichodu filmu ve skeneru. Kdybychom
filmy stabilizovali podle exponovaného nebo zkopirovaného obrazu, neby-
la by zfetelna nestabilita vznikla pfimo pfi nataceni v kamere. Jako referen-
ci jsme tudiz radéji zvolili kruhovou perforaci na okrajich pasu. Stabilizaci
podle perforaéniho otvoru vSak zkomplikoval fakt, ze perforace nejsou
hranaté, ale kulaté. Software je totiz schopen automaticky stabilizovat ob-
raz pouze podle vodorovnych nebo svislych linii, mechanické poskozeni
pasu navic mnohdy neumoznilo rozpoznat, kde se otvory nachazeji, mu-
seli jsme tedy kazdy obraz posunout rué¢né. Posun filmového pasu ve ske-
neru byl vzhledem ke stavu nékterych snimkd misty natolik nepravidelny,
Ze se obraz v ur€itych momentech mirné posouva mimo okénka skeneru,
kvlli ¢emuz ve vyjimecnych pfipadech nevidime obraz v celé jeho Sifce.
Kdekoli to bylo mozné, snazili jsme se filmové materidly prezentovat tak,
aby byl vidét cely plvodni rdm obrazu z aparatu a ¢ast perforace.

Digitalizované snimky jsou uréené pro vydani na DVD a Blu-ray
a zaroven pro promitani v kinech (ve formé& DCP), ¢emuz jsme museli pfi-
zpUsobit i rychlost promitani. Jelikoz K¥izeneckého filmy byly natocené
ruéné, tedy v nepravidelném rytmu, a promitaly se bez pfedem uréeného
tempa, neni nutné dodrzovat néjakou konkrétni rychlost. | kdybychom
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frekvenci chtéli pfizplsobit pfirozenému pohybu, napfiklad 18 snimkd za
vtefinu, museli bychom pro zvoleny zplsob prezentace duplikovat kazdé
treti okénko a tak zménit rytmus pohybu, coz by pro nés bylo nepfipust-
né. Zvolili jsme proto takové rychlosti, které odpovidaji standardnim pro-
mitacim frekvencim u cilovych nosicl: 24 snimkl za sekundu u Blu-ray
a DCP, 25 u DVD.

Vzhledem k naSemu zédméru co nejvice zohlednit materialitu
filmd jsme zvolili takovy obrazovy format, ktery umoznil ukazat cely ram
obrazu (v€etné vertikdlniho tfesu) a v ramci moznosti také perforacni ot-
vor. Pravé z tohoto divodu format neodpovida dnesnim standarddm.

NejcennéjSim vysledkem digitalizacniho projektu je zpfistup-
néni filmd Jana Kfizeneckého ve formé, ktera by fotochemickymi postupy
nebyla dosazitelna. Nyni mGzeme jeho snimky prezentovat tak, aby vynik-
la jejich rozmanitost a materialni krasa.

Jeanne Pommeau
filmova restauratorka
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DOBOVE OHLASY

Cesky kinematograf. Narodni listy 38, 1898,
¢.125 (6. 5.), s. 3.

Jednou z nejzajimavéjsich vystavnich atrakci bude ¢esky kinematograf,
jenz ve védeckém divadle ,Uranii“ na vystavé bude produkovati ,zivé fo-
tografie“ a svou presnosti, docilenou na zakladé vyzkum( nejnovéjsich,
pfed¢i podobné podniky cizi. Pp. arch. Jan Kfizenecky a arch. Rudolf
Pokorny' obdrzeli k jeho zfizeni v divadelni budové ,Urania“? jiz uradni
povoleni, jehoz bylo zapotiebi z divodl bezpeénostnich. Kinematograf
jmenovanych pan, jak bylo nalezité osvédceno, poskytuje Uplnou a na-
prostou bezpecénost tak, Ze kazdé i sebemensi nebezpedi jest Upiné
vylou€eno. V ,Uranii“ budou kinematografem poradana pravidelna pred-
staveni, kterdZ svou novosti pfipoutaji kazdého navstévnika vystavy.

Cesky kinematograf. Narodni listy 38, 1898,
¢.171(23.6.), s. 3.

Dluzno uznati, Ze provedeni plvodnich obraz{ v ni¢em nestoji za francouz-
skymi vzory a sméle mize s nimi svou Cistotou a plasti¢nosti konkurova-
ti. Nejlepsim dokladem toho jest ,,Svato-Janska pout v ¢esko-slovanské
vesnici. V plném svitu slune¢nim mihaji se svétlé toalety prechazejicich @
dam, za veselé hudby tanecni vifi na vyhrazeném misté netinavné taneéni
pary a vzadu toci se koloto€ a produkuiji ,umélci“ na provaze. Ruch a Zivot
vystavni pouti zachycen tu znamenité v plné své svézesti a barvitosti do-
jmG. Nebo ,Poledni vystrel“: v jedné minuté pfedvedena dle skute¢nosti
celd machinace nabijeni, vystreleni a vycisténi déla. Na obraze ,,Purkyrovo
nameésti na Kral. Vinohradech* vifi pravy Sum velkoméstského Zivota, kde
mezi vagony elektrické drahy proplitaji se vozy a chodci a plnym tryskem
ujizdéji cyklisté. Z cizich obrazl mozno vidét scény vazné i rozmarné, za-
sluhujici véeobecné pozornosti. Zalezi jen na obecenstvu, aby hojnou na-
vstévou podporovalo tento novy Eesky podnik a umoznilo tak ¢asté ménéni
programu a doplfiovani jeho novymi plvodnimi &isly.

1 KFizeneckého kolega Pokorny se nejmenoval Rudolf, ale Josef
FrantiSek [pozn. ed.].
2 KFizeneckého filmy nakonec nebyly promitany v Uranii, nybrz

pred uméleckou krémou ,,U Nesmysla“ [pozn. ed.].

®
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Vystava architektury a inzenyrstvi. Svétozor 32, 1898,
€. 37 (29. 7.), s. 440-441.
K témto vystavnim podnikdm, jez jsou v rezii vyboru vystavniho, druzi
se Cetné atrakéni a zdbavné podniky soukromé. V prvni fadé jako no-
vinka budiz jmenovén Cesky kinematograf v dolejsim stromoradi naproti
krémé umélc. Princip i zafizeni kinematografu jsou ¢tenafstvu nasemu
znamy z ¢lanku a vyobrazeni, jez podal Svétozor r. 1896. Promitani ob-
razl déje se pomoci obloukové elektrické lampy s ruénim regulovanim
s proudem 15 Amp a 50 Volt se svitivosti 1600 svicek. Kondensaéni
¢ockou vrha se svétlo na diapositivy, takZe tyto nachazeji se v ohnis-
ku svazku paprskového, a myslime-li si postup paprsku pfi vzniknuti
obrazu na desce v aparatu fotografickém, jest pochod zde, pfi promi-
tani obrazu, zcela obraceny, takZze z obrazu na desce dostaneme na
promitaci ploSe obraz ve skute¢né velikosti neb i zvétSeny. Obrazy na
filmu pohybuji se rychlosti takovou, Ze vystiida se 900 obraz{ za minu-
tu, takze oko - jelikoZ doba trvani dojmu je mensi 1/10 vtefiny — nevidi
jednotlivych obrazll, nybrz vysledny dojem z nich: pfedméty v pohybu
vérné napodobeném. Velikost jednoho filmu, jenz obsahuje obrazy téle-
sa v rlznych fasich pohybu se nachazejicich, jest 17-18 m; na vyvolani
obrazu Lumiére spotfebuje 20 litrd vyvolavace, nasim pofadateldm po-
datilo se zredukovati mnozstvi to na 3 litry. Ceské fotografie, provedené
@ p. Kfizeneckym, zndmym svymi fotografickymi pracemi, jsou vyzadany
od firmy Lumiére na vymeénu.

Cesky kinematograf na Vystavé architektd a inzenyrd v Praze.
Fotograficky obzor 6, 1898, ¢. 8 (10. 8.), s. 125-126.
Cesky kinematograf na Vystavé architektl a inzenyrG v Praze.
Podnikavosti architektd p. J. Pokorného a ¢lena Klubu fotografii-
-amatérl v Praze pana J. Kfizeneckého obohacena vystava o nejin-
teressantnéj$i zabavnou atrakci, ¢esky kinematograf. Ctenafi nasi
se jen nékolika slovy zminiti o vykonech tohoto prvniho ¢eského ki-
nematografu. Pfedstaveni konaji se ve zvlastnim pavilonu za stromo-
fadim v dolejsi ¢asti vystavisté proti umélecké krémé ,U Nesmysla“,
a sice denné odpuldne a v nedéli od 10. hodiny dopoledni. Mimo pU-
vodni prazské snimky predvadi se obecenstvu i zdafilé pojimky cizi.
Z domdcich, panem Kfizeneckym zhotovenych snimki jmenujeme:
Poplach hasi¢l, poledni vystfel z déla, slavnost na navsi na vystave,
kladeni zakladniho kamene na pomnik Palackého (velmi cenny sni-
mek) a pokazené zastaveni¢ko pana Svaba, slavnost Boziho Téla na
Hrad¢anech, moravsky privod na vystavé architektd, cvi¢eni ,,Sokola“
atd. Scény tyto, kazdému ze skute€nosti znamé, prekvapuji Cistym
vypracovanim a mnohy, nemaje ani tuseni, Zze byl fotografovan, vidi
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se na obraze ve veselém reji. NaSe amatéry bude zajimati, Ze nutno
bylo k vyvolavani filmd zhotoviti zvlastni pfistroj, aby veskeré obrazky
na pasu filmovém stejnomérné vyvolany byly. Z negativu hotovi se
na pristroji samém positivy pouze pfi svitu petrolejové lampicky, tak
citliva jest vrstva filmu. Zhotoveni jednoho pruhu ¢asovych snimkd
vyzaduje jen na materialiich ndkladu asi zI. 30 — a jest na obecenstvu,
aby tento nakladny podnik co nejvice podporovalo. Z amatér( nasich
nebudiZz jednoho, ktery by kinematograf nenavstivil. Podnikateldm
prejeme vSeho zdaru.

Ferdinand Gyra, Zacatky ceské kinematografie. Kino 1927,
€. 24 (19. 3.), nestr.

Touto novinkou [kinematografem] byl Jenda pfimo elektrizovan a hned
pojal myslenku: kdyZ mohou Francouzi mit néco podobného — pro¢ by
to nemohli mit i Cechové? Bylt vybornym znalcem fotografie, vyzna-
menanym téz medaili na amatérské vystavé, a pozdéji fidil i magistrat-
ni fotografické oddéleni a byval delegovan zhotovit nes€¢etné mnozstvi
fotografii, zejména starych pamatek prazskych jako palacl, portall
vSech soch na Kamenném mosté, letohradku ,Amerika“ atd. A hned
tedy s chuti se pustil do prace, nastavoval takika celé noce, sam si
pofizoval filmy (snimky), délal nakresy k navinovacim bubnim, jez si @
nechal dle nich zhotovit, a ov§em vesel ve spojeni s firmou ,Lumiere®
ve Francii, kde si objednal v anketé jiz zminény drahy stroj. Méli jsme
spole¢ny byt v Sokolské tridé, ¢asto jsem mu dle moznosti at uz pfi
Lvyvolavani“, & v pochlizkach anebo nosenim pfistroje atd. vypoma-
bylt vzdy vysilan téZ k pofizovani filmovych snimkd na slety sokolstva.
K tomu uc¢elu vystavena byvala v severnim rohu sletisté zvlastni ,bud-
ka“, kamz jsme lezli jak do holubniku a odkud se filmovalo; tam mélo
pfistup jen nékolik malo osob, vétsinou ¢lenl vyboru Klubu fotogra-
fa-amatérQ a jinych odbornikd, ale vidéli jsme vSe tak krasné jako ne
jeden z tisice ostatnich, nebot budka umisténa byla nad tribunami na
nejvy$Sim misté. Nékteré snimky pofizovaly se Jendou i dole z po-
dia postaveného v blizkosti cvi¢encd (pamatuji se na Polaky s kopimi,
francouzské gymnasty aj.).

Josef Svab-Malostransky, Vzpominka na prva filmovani v Praze.
Rozpravy Aventina 3, 1928, ¢. 18-19 (24. 5.), s. 222.
Jelikoz jsem jiz roku 1895 na ,,Narodopisné“ hraval komické role pfi sta-
roGeskych hrach na nadvofi Staré Prahy (ktera byla jednou z hlavnich vy-
stavnich atrakci) za reZie nezapomenutelného divadelniho feditele Kubika
a dale ucinkoval i pfi historickém ,hazeni ke krouzku“ a pozdéji tamze
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ve staré studentské kratochvili jako hlavni ,bean“?, vyhledal mne inzenyr
Kfizenecky, abych mu na zkousku pofidil néjakou veselou scénu, kterou
by bylo mozno zfilmovati. Vyhoveél jsem jeho laskavému vyzvani s velkou
chuti, a tak vznikly prvni ¢tyfi Ceské filmy, které pak byly kazdodenné
vecer na vystavé promitany. Pochopitelng, Ze tato kinopfredstaveni byla
vzdy vyprodana a nase obecenstvo bavilo se dobfe i bez Fairbanksu,
ChaplinG a MoZzuchind, jimz se tehdy o filmu je$té ani nezdalo.

3 Bean (z francouzského bec jaune - Zluty zobak) byl vyraz pro
zacinajici studenty na univerzité, ktefi museli projit polo-oficidlnim iniciac-
nim ritudlem zvanym ,depozice”, ktery byl obvykly od stfedovéku az do
18. stoleti [pozn. ed.].

®
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SEZNAM UVEDENYCH FILMU

Roz¢lenéni dochovanych snimkd se Fidilo pfedevsim dvéma kritérii — ro-
kem vyroby a tematickou spfiznénosti —, na zakladé nichz jsme sestavili
pét nize uvedenych sekci. Zaroven jsme nékteré snimky uvedli ve dvou
plnohodnotnych verzich (plvodni kopie a origindlni negativ), které nemaji
vzdy stejnou délku.!

Samotné nazvy dél byly zvoleny pragmaticky, nebot Kfize-
neckého filmy ve své dobé radné tituly nemély. Jak uvadi lvan Klimes,
tehdejsi ,nazvy“ slouzily primarné k identifikaci filmud a inzerci jejich ob-
sahu a nebyly ni¢im neménnym ¢&i zavaznym.? Priklonili jsme se tudiz
k zavedenym variantdm ze zaznamO NFA ¢i udajim na krabici filmd
z Krizeneckého pozUstalosti, které jsme pFipadné doplnili alternativni-
mi nazvy z dobového tisku. Vyjimku tvofi snimek Slavnostni vysvéceni
mostu cisafe Frantiska I., ktery byl dosud chybné uvadén pod nazvem
Slavnostni vysvéceni mostu cisare FrantiSka Josefa I. Nazev Staroméststi
hasici je potom védomym kompromisem. Podle dostupnych informaci
existovaly dva filmy o staroméstskych hasi¢ich: Poplach hasi¢i a Jizda
hasi¢i s parni stfikackou k ohni. Obsah dochovaného filmu odpovida
spie druhému jmenovanému, nicméné dlkazy nejsou dostate¢né, pro-
to byl zvolen umély nazev Staroméststi hasici.

V pfipadé tfi filmG jsme nicméné odhalili, Ze jsou né&&im jinym, @
nez ¢im se zdaly byt. Filmova vlozka ozna¢ovana nazvem Nejlepsi ¢islo,
ktera byla promitana v Fijnu 1902 jako soucast divadelni fraSky To nej-
lepsi ¢islo ve smichovské Aréné,® se totiz nedochovala. Podle dobovych
inzeratl a zprav bylo zjisténo, ze obsah filmu odpovida filmové viozce
Satanova jizda po Zeleznici, uvadéné pii predstaveni frasky Sataniv po-
sledni vylet v srpnu 1906 v téze aréné.* K predstaveni vznikly dvé ver-
ze filmového vyjevu: prvni natocil Jan Krizenecky, druhy Antonin Pech.
Nataceni filmu i Kfizeneckého Ucast potvrzuje Antonin Vaverka, rezisér
zminéné frasky, ve svych vzpominkach.5

1 Napf. Cvic¢eni s kuZely Sokol malostranskych obsahuje v pl-
vodni kopii dva zabéry a pouze jeden zabér v originalnim negativu.

2 Ivan Klimes, Cesky kinematograf v Kralovské obore 1898. In:
Tyz, Kinematograf! Vénec studii o raném filmu. Praha: NFA — Casablanca
2014, s. 24-39.

3 Nérodni listy 42,1902, ¢. 275 (6. 10.), s. 3.

4 Napfiklad Nédrodni listy 46, 1906, ¢. 219 (10. 8.), s. 3; PraZsky
illustrovany kuryr 15, 1906, ¢. 219 (10. 8.), s. [10]; Divadlo 4, 1906, ¢. 20
(5.9.), s. 449.

5 Narodni filmovy archiv, f. Vaverka Antonin, k. 1, inv. &. 11,
Antonin Vaverka, Mé vzpominky od zlaté Prahy aZ po americké hvézdy,
s. 22-23.
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U snimku Kladeni zakladniho kamene k Palackého pomniku
v Praze se ukazalo, Ze zachycuje kladeni zakladniho kamene k UpIné
jiné pamatce na jiném misté a o deset let pozdéji. Identifikace domU( na
dnesnim Strossmayerové nameésti na Praze 7, pfitomnost arcibiskupa
Lva Skrbenského z Hfisté a odhaleny napis ,,Stavba Jubilejniho k-“ v po-
zadi dokazuji, Ze slo o svéceni zakladniho kamene k ,jubilejnimu® kostelu
svatého Antonina Paduanského 25. fijna 1908. Nové objeveny film jsme
pojmenovali Svéceni zakladniho kamene jubilejniho kostela sv. Antonina
v Praze VII.¢
U Pomniku Frantiska Palackého pred dokoncenim bylo zjis-
téno, Ze je soucasti filmu Slavnost odhaleni pomniku 1. cervence 1912.
Tento snimek, natoceny pro spole¢nost Kinofa, primarné zachycuje pru-
béh slavnostniho odhaleni, obsahuje oviem také sekvenci zabéri na
nedokoncené ¢asti stavby, ktera odpovida pravé filmu o pomniku nale-
zeném v Kfizeneckého pozistalosti. Jelikoz byl film natocen na material
s klasickymi ¢tyfmi perforacemi po kazdé strané (a nikoli s jedinou per-
foraci na kazdé strané, jako tomu je u ostatnich plvodnich materiald),
nemame o autorstvi Jana Kfizeneckého stoprocentni jistotu. Zdenék
Stabla tvrdi, ze existuji dva snimky: zatimco odhaleni pomniku natogil
Antonin Pech, zabéry ze stavby mél na svédomi Jan Kfizenecky.” Své
tvrzeni nicméné nedoklada zadnym zdrojem, tudiz je mozné, Ze vychazel
@ pouze z umisténi filmu v Kfizeneckého pozistalosti. Dobovy tisk ani jiné
prameny zadné informace o autorstvi obou snimk( neuvadsji, vzhledem
k zaméru prezentovat plvodni filmové materidly z Kfizeneckého pozUsta-
losti spiSe nez vytvaret autorsky portrét jsme se vsak rozhodli, ze Pomnik
Frantiska Palackého pred dokoncenim na DVD/BD uvedeme a Slavnost
odhaleni pomniku 1. ¢ervence 1912 doplnime do bonusu.
Zvlastni pripad tvofi Styfi delsi filmy sestavené z ¢asti, jez byly
Casto uvadéné oddélené. Cilem bylo napravit nedostatky, k nimz docha-
zelo postupné od doby vzniku filmd az do soucasnosti, a to z ddvodu,
Ze se zachovaly fragmenty z rlznych zdroji a také z rlznych etap kopi-
rovani. Slo tedy v podstaté o setfidéni materialli na zakladé dostupnych
informaci, aby mohly byt srozumitelnéji prezentovany. Prvni den jarnich
dostiht prazskych byl sestaven z deseti ¢asti originalniho negativu podle
chronologie udalosti. Jubilejni vystava Obchodni a Zivnostenské komo-
ry 1908 v Praze obsahuje veskeré dostupné zabeéry z pfislusné vystavy.
Material byl nové sestaven tak, aby byl v co nejvétsi mozné mire zachovan

6 Na konci filmu je jeSté zhruba Ctyfvtefinovy zabér ze
Staroméstského namésti, ktery s pfedchozimi zabéry nesouvisi. Je prav-
dépodobné, ze Kfizenecky potfeboval dotocit civku, tak vyuZzil posledni
zabér takto.

7 Zdenék Stabla, Cesky kinematograf Jana Krizeneckého. Praha:
Cs. filmovy Ustav 1977, s. 246.
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logicky sled udalosti. Paty vSesokolsky slet v Praze byl nové sestaven tak,
aby se dochované zabéry z jednotlivych skladeb co nejvice shodovaly se
skute¢nym programem sletu, ktery byl podle informaci z tisku pfizpiso-
beny obtiznym poveétrnostnim podminkam.® Slet sokolstva v Prostéjové
byl poskladan ze dvou ¢asti. Uvozuji ho zabéry sletového privodu, které
jsou ve sbirce NFA ulozené pod nazvem ,Priivod sokolstva v Prostéjové®,
nasleduji ukazky z provedeni jednotlivych skladeb.

U dvou filmG jsme se pak museli vyporadat s problémem kon-
tinuity. Kopie Dostavenicka ve mlynici se dochovala ve dvou roztrzenych
kotouccich, které byly naskenovany zvlast a nasledné sestavené podle
pavodniho pofadi. Vystavni pdrkar a lepi¢ plakatd byl plvodné natocen
vicekrat. Dochovaly se dvé verze: ,verze A“ v plivodni kopii a original-
nim negativu, ,verze B“ pouze v plvodni kopii. Ve verzi A lepi muz na
sténu mirné natrzeny plakat Ceského kinematografu, zatimco ve verzi B
prelepuje plakat uzkym prouzkem. Nebylo mozné zjistit, v jakém poradi
byly verze natocené, nazvy ,verze A“ a verze ,,B“ proto neznaci faktickou
chronologii snimani scén.

8 Paty slet vSesokolsky v Praze 1907. Sokol 1908, s. 4-11, 31-43.
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l. Vyjevy z prazského Zivota (1898)
— Svatojanska pout’'v ¢eskoslovanské vesnici
¢ 1898 ¢ plvodni kopie a originalni negativ ¢ 00:46 (PK) / 00:48 (ON)
— Defilovani vojska o BoZim téle na Kralovskych Hradcanech
(Slavnost Boziho téla na Hrad&anech)
* 1898 ¢ plvodni kopie ¢ 00:23
— Poledni vystrel na Marianskych hradbdch (Poledni vystrel, Poledni
vystrel prazsky)
* 1898 ¢ plvodni kopie ¢ 00:41
— Preneseni kolébky Frantiska Palackého z Hodslavic na Vystavisté
* 1898 * nova kopie (CNC) ¢ 00:57
— Cyklisté
* 1898 ¢ plvodni kopie ¢ 00:38
— Staroméststi hasici (Poplach hasic¢l, Jizda hasi¢d s parni stfikackou
k ohni)
¢ 1898 ¢ plvodni kopie a originalni negativ ® 00:47 (PK) / 00:40 (ON)
— Zofinska plovédrna (Vyjev z lazni zofinskych)
¢ 1898 ¢ plvodni kopie a originalni negativ ® 00:46 (PK) / 00:49 (ON)

Il. Vyjevy z prazského zivota (1901-1910)
@ — Slavnostni vysvéceni mostu cisare Frantiska I.
* 1901 e plvodni kopie ® 00:46
— Slavnost otevieni nového Cechova mostu
e 1908 e originalni negativ ® 01:48
— Prvni den jarnich dostiht prazskych
© 1908 e originalni negativ ® 04:51
— Jizda Prahou otevienou tramvaji
* 1908 e origindlni negativ ® 01:57
— Jubilejni vystava Obchodni a Zivnostenské komory 1908 v Praze
* 1908 * nové sestaveny material ® 14:49
posledni fragment je prezentovan zvlast v plivodni kopii pod umélym
nazvem Kocdrova doprava
* 00:59
— Svéceni zakladniho kamene jubilejniho kostela sv. Antonina
v Praze VII.
® 1908 e originalni negativ ¢ 02:51
— Oslava usporadand na pocest 550letého c. k. privilegovaného sboru
méstskych ostrostrelc( v Praze
® 1910 e originalni negativ  06:40
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IIl. Hrané filmy
— Dostavenicko ve miynici (Svabovo zmarené dostavenicko)
¢ 1898 ¢ plvodni kopie a originalni negativ ¢ 00:57 (PK) / 00:45 (ON)
— Vystavni parkar a lepi¢ plakatd (Prazsky parkar a lepi¢ plakat(,
Biftlafova nehoda U Nesmysla)
¢ 1898 ¢ plvodni kopie a originalni negativ (verze A), ptivodni kopie
(verze B) » 01:03 (PK A) / 01:06 (ON A) / 01:00 (PK B)
— Smich a plaé (P1a¢ a smich, Tvar Svaba-Malostranského, Sélovy
vystup p. Svéaba)
* 1898 ¢ plvodni kopie ¢ 00:31
— Satanova jizda po Zeleznici (SatanQv vylet na svét)
© 1906 e originalni negativ ¢ 00:47

IV. Sokolska cvi¢eni
— Cviceni s kuZely Sokolt malostranskych (Sokola malostranského
noveé cviceni s kuzely)
¢ 1898 ¢ plvodni kopie a originalni negativ ® 00:50 (PK) / 00:44 (ON)
— VoltyZovani jizdniho odboru Sokola prazského (Sokola prazského
voltyZovani na bélousi Vasilu)
* 1898 ¢ plvodni kopie ® 00:47
— Paty vSesokolsky slet v Praze @
® 1907 @ nové sestaveny material ¢ 11:39
— Slet sokolstva v Prostéjové (Sokolsky sjezd v Prostéjové)
¢ 1908 ® nové sestaveny material e 22:13

V. Pomnik FrantiSka Palackého
— Slavnost zakladdni pomniku FrantiSka Palackého (Kladeni zakladniho
kamene k Palackého pomniku v Praze, Zakladani pomniku
Fr. Palackého)
* 1898 ¢ plvodni kopie ® 00:47
— Pomnik Frantiska Palackého pred dokoncenim
® 1911 e originalni negativ ® 01:20

VSechny filmy byly vyrobené na 35mm filmovém pasu. Zvolena rychlost
projekce &ini 24 fps u Blu-raye a 25 fps u DVD. Uvedené délky filmd odpo-
vidaji rychlosti 24 fps, na DVD jsou snimky pfiblizné o 4 % kratsi.
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BONUSOVE FILMY

Slavnost odhaleni pomniku 1. ¢ervence 1912
rezie: Antonin Pech e vyroba: Kinofa
Rakousko-Uhersko © 1912 ¢ 5 min ¢ 35 mm e ¢b ¢ 1.33:1
Film zachycuje priibéh slavnostniho odhaleni pomniku Frantika Palackého
za Ucasti delegace v Cele s politikem Karlem Kramarem ¢&i autora pomniku
Stanislava Suchardy. Snimek zahrnuje také vloZzené zabéry ¢asti pomniku
pred dokon&enim, jejichz autorem je zfejmé Jan Kfizenecky.

Svatojanské proudy
rezie: Antonin Pech e vyroba: Kinofa
Rakousko-Uhersko ¢ 1912 ¢ 3 min ¢ 35 mm e ¢b e viraZovany a ténovany ¢ 1.33:1
Snimek natoceny ze ¢lunu jedouciho po Vitavé Svatojanskymi proudy
se stal prvnim ¢eskym filmem ocenénym v zahranici (Velka zlatd medaile
na |I. mezinarodni filmové vystavé ve Vidni r. 1912). Antonin Pech, autor
snimku a spoluzakladatel jedné z prvnich ¢eskych filmovych spole¢nosti
Kinofa, zde navazal na Krizeneckého tvorbu.

@ Stara Praha
Rakousko-Uhersko ® 1912 ¢ 9 min ¢ 35 mm ¢ ¢b ¢ 1.33:1 ¢ nesestaveny material
Narodni filmovy archiv objevil soubor dosud nesestavenych zabér Prahy
od neznamého tvlrce z roku 1912. Kratkometrazni snimek vyobrazuje
¢etnd panoramata hlavniho mésta, jakoz i scény kazdodenniho shonu
z pamatnych mist, jako je Staroméstské namésti ¢i Karliv most.

Pét smysli élovéka
rezie a namét: Josef Svab-Malostransky ¢ kamera: Antonin Pech ¢ vyroba: Kinofa
hraji: Josef Svab-Malostransky (Prefatyn), Katy Kaclova-Valisova (kuchaika),
Marie KlimeSova (Amorek)
Rakousko-Uhersko ¢ 1913 ¢ 4+4 min ¢ 35 mm e ¢ernobild i virdZovana verze
©1.33:1
Snimek predstavuje pét lidskych smysll skrze pfibéh vojenského slu-
hy Prefatyna, ktery se snazi ziskat plivabnou kucharku. Touto kratkou
fraSkou se po patnécti letech od spoluprace s Janem Kfizeneckym vratil
k filmu herec Josef Svab-Malostransky. Film se nataéel na Ovocném trhu
v Praze a v soukromém byté v paldci Lucerna.

Pozn.

Dochovaly se dvé kopie filmu: ¢ernobila a virdZovana. ViraZzovana kopie
obsahuje dodate¢né doplnéné uUvodni titulky (s nespravné uvedenym

®
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rokem vyroby) a mezititulky, kopie Cernobila kromé& nové vytvorfeného
identifikacniho titulku Zadné textové vliozky nezahrnuje, zato obsahuje
nékolik zabér( navic a ma delsi stopaz. Neni zcela jasné, jaka verze je
vice ¢i méné autenticka, pro srovnani tedy prezentujeme obé verze zvlast.

Zivé mrivoly
rezie: Josef Svab-Malostransky ¢ namét: Josef Svab-Malostransky
* kamera: Otakar Vodicka e vyroba: Otakar Vodicka
hraji: Josef Svab-Malostransky (profesor Florian Patek), Jifina Hurkova
(Anastazie Rohli¢kova), Jaroslav Kindl (otec Anastazie)
CGeskoslovensko © 1921 10 min © 35 mm e &b © virazovany © 1.33:1
Zivé mrtvoly jsou druhym (a zarovef poslednim) reZijnim pocinem Josefa
Svaba-Malostranského. Ve svém vlastnim zrezirovaném namétu si zahral
klasickou roli starého zaletnika, jemuz se stane osudnym setkani se sle¢-
nou Anastdzii na podolské plovarné. Snimek je cenny hlavné zabéry ze
staré Prahy s dominantou vysSehradského tunelu a podolské plovarny.

Jak vznika film
vyroba: Csl. spol. pro védeckou kinematografii
Ceskoslovensko ¢ 1926 * 6 min 35 mm e &b © 1.33:1 @
Kratkometrazni védecky film predstavuje optické pfistroje, které predcha-
zely vynalezu kinematografu. Snimek nazorné vysvétluje, kde ma princip
rozpohybovanych obrazkd svdj plvod.

Soucasti bonust je rovnéz trailer na filmy Jana Kfizeneckého, ktery v roce
2018 vytvoril rezisér Jan Busta. Hudbu slozil Jan Balcar, stfih mél na starost
Libor Alexa.
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KOMENTARE

— Katefina Svatonova (Filozoficka fakulta Univerzity Karlovy)
Krizeneckého filmy v kontextu primyslovych vystav

— Petr Kliment (Narodni technické muzeum)
Kinematograf a jeho pfedchddci

— Petr Kliment (Narodni technické muzeum) — Jeanne Pommeau
(Narodni filmovy archiv)
Predstaveni Krizeneckého kinematografu

— Jeanne Pommeau (Narodni filmovy archiv)
Digitalizace Krizeneckého filmu

vytvorili: Jifi Anger, lvan Svoboda
zdroje pouzitych obrazovych materialG: Narodni filmovy archiv, Narodni
technické muzeum, Uméleckoprimyslové muzeum v Praze, public domain

FOTOGRAFIE A DOKUMENTY

Vybér z fotografického a dokumentaéniho materidlu spjatého s Janem

KFizeneckym byl usporadan do péti tematickych sérii. Sekce | ukazuje,
@ jak konkrétni mista zachycena na Kfizeneckého fotografiich Prahy vypa-

daji v dnesni dobé. Aktualni zabéry pofridila fotografka Dora Kubi¢kova.

I. Fotografie Prahy pofizené Kfizeneckym (historie a sou¢asnost)
IIl. Vystava architektury a inzenyrstvi 1898

Ill. Fotografie KFizeneckého a jeho nejblizSich

IV. Kfizeneckého korespondence

V. Kfizeneckého kinematograf

zdroje:

I. Uméleckopriimyslové muzeum v Praze (1), Hlavni katalog vystavy archi-
tektury a inzenyrstvi v Praze r. 1898 (2, 12), Narodni technické muzeum
(3-11, 13), Narodni filmovy archiv (14, 15)

Il. Archiv hl. m. Prahy

Ill. Narodni filmovy archiv

IV. Narodni technické muzeum (1-5), Statni okresni archiv Prostéjov (6)
V. Narodni technické muzeum
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HUDBA

V8echny zde uvedené Kfizeneckého snimky, véetné filmG pre-
zentovanych ve dvou verzich (kopie a negativ), a tfi z bonusovych filmd
(Svatojanské proudy, Stara Praha a Zivé mrtvoly) byly pro toto DVD/BD
opatreny originalnim hudebnim doprovodem, ktery slozil Jan Burian.

Ranou kinematografii kolokvialné oznacujeme pfizviskem néma,
i kdyZ samotny provoz dobového kina nikdy UpIné némy nebyl. Standardni
soucasti projekci byval hudebni nebo zvukovy doprovod, ktery doplrio-
val snimek o zvukovou slozku. Ta v ¢eskych podminkach az do prelomu
20. a 30. let nemohla byt zapsana na samotném filmovém pasu. O dobo-
vém doprovodu snimki Jana Kfizeneckého neni mnoho znamo, toto uve-
deni bylo proto opatfeno sou¢asnym autorskym vykladem toho, co mdize
hudba k némému filmu znamenat.

Burianlv doprovod snimk( se nesnazi banalné doprovazet na-
rativni slozku filmd, nebo diegeticky vstupovat do jejich zvukového svéta,
naopak tematizuje filmovy materidl jako takovy. Burian vnima materialitu
filmG jako rovnocenného partnera jejich obsahu a reaguje na vlastnosti
materiall, at uz jsou zpisobeny dobovou technologii, nebo zubem ¢asu.
Tento neotrely pfistup umoznil Burianovi zkomponovat jemné zvukové
ilustrace, které nejlépe vyniknou, kdyz je jim pfi pfehrani ponechana auto-
rem zamy$lena nizkd hlasitost. @

Jan Burian (1976) je ¢esky hudebni skladatel, multiinstrumen-
talista a performer. Kromé ucinkovani v kapelach Tyto alba a Kyklos
Galaktikos sklada zejména scénickou hudbu pro divadlo, napfiklad pro
predstaveni japonského tane¢nika Mina Tanaky A Body (2017) v Divadle
Archa. Ma rovnéz bohaté zkuSenosti s filmovou hudbou: mimo jiné slozil
v roce 2016 hudebni doprovod k digitalné restaurovanému snimku Takovy
je zivot (Carl Junghans, 1930). Soundtrack snimkd byl masterovan Narod-
nim filmovym archivem.

Jonas Kucharsky
kurator hudby a zvuku
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Editor DVD/BD: Jifi Anger

Produkce: Martina Nalevankova

Textova priloha: Jifi Anger, Jona$ Kucharsky,
Jeanne Pommeau

Preklad text(: Alexandra Niklickova

Korektura: Martin Srajer, Sofa Weigertova (cz),

Petr Danes, Kevin Johnson (eng)
Titulky k bonusovym filmim

a komentaram: Alexandra Niklickova, Port Lingua
Korektury titulkd: Kevin Johnson

Bonusové materialy: Jifi Anger, Jonas Svatos, Ivan Svoboda
Podékovani: Michal Bregant, Jan Burian, Branislav

Danis, Michaela Hruba, Petr Kliment,
Ivan Klimes, Kilian Kudéla, Jonas
Kucharsky, Tomas Lachman, Rémi
Llorens, Jaroslav Lopour, Anna
Mohaplova, Tereza Nekulova, Johana
Ozvold, Jana Prikrylova, Jifi Smrz,
Maté&j Strnad, Hynek Stfitesky,
Katefina Svatonova, Jonas Svatos,
Eva Urbanova, Michal Vecera, Sona
@ Weigertova, Julie Wittlichova

Digitalizace probéhla v budapestskeé laboratofi Magyar Filmalabor, barev-
né korekce se uskutecnily ve studiu Magiclab v Praze, v§e pod dohledem
Narodniho filmového archivu.

Podporeno grantem z Islandu, Lichtenstejnska a Norska a spolufinan-
covano Ministerstvem kultury Ceské republiky. Partnery projektu byly
Norska narodni knihovna a CESNET.

1918
100

Q Q‘ECESNET MINISTERSTVO !
ge;reaants @ KULTURY Bl Nasjonalbiblioteket

2018

®
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THE UNCERTAIN OEUVRE OF A CZECH
CINEMA PIONEER

The films by Jan Kfizenecky on this disc are a set of works that can
scarcely be understood as a unified whole that is easily comprehended
and categorised. First of all, we have to bear in mind the extent to which
these works are lost, incomplete, or displaying material damage. But be-
yond that, the surviving footage cannot even be regarded as “films” in
a classical sense. These are fragments, episodic scenes of everyday life
and festive moments, usually with very unclear beginnings and endings.
Nevertheless, it is possible to identify lines of intersection, both thematic
and formal, which display the fundamental uncertainties and obsessions
of the modern age.

It is no coincidence that Kfizenecky introduced his first films in
the context of the exhibition craze of the 1890s, during an era obsessed
with technical inventions, industry achievements, and the entertainment
potential of new media and technological devices. At the 1898 Exhibition
of Architecture and Engineering in Prague, he and his colleague Pokorny
from the building authority operated a Czech Cinematograph pavilion in
which the first Czech films, or “living photographs”, were screened." These
were mostly news reports depicting official events and everyday life, and
their topics were strikingly similar to their model, the films of the Lumiére
brothers (showing the bustle of the city, gymnastics, artillery tests, street
scenes, chases and battles, etc.). In the Czech lands, the films were seen
as an astonishing source of amusement, but at the same time they some-
what confounded their audiences because of their ambiguous nature.

The images unfolding before the viewers’ eyes were both
moving and static, flat and three-dimensional, realistic and illusory.? The
first of these paradoxes - the tension between the continuously unfold-
ing events in the films and the restrictive, static frame — can be seen,
for example, in Preneseni kolébky FrantiSka Palackého z Hodslavic na
Vystavisté (Escorting the Cradle of FrantiSek Palacky from Hodslavice to
the Prague Exhibition Grounds, 1898), a film shot directly on the exhibi-
tion grounds. The endless procession of pedestrians and men on horses
moves so fast they cannot be easily recognised, thereby reminding the
audience that they are watching only a carefully cropped segment of re-

1 For more on the Czech Cinematograph at the Exhibition of
Architecture and Engineering, see Ivan Klimes, Cesky kinematograf
v Kralovské obore 1898. In: Ivan Klimes, Kinematograf! Vénec studii o
raném filmu. Praha: NFA — Casablanca 2014, pp. 24-39.

2 For more on the ambivalence of film image in early cinema, see
Katefina Svatoriova, Odpoutané obrazy: Archeologie ceského vizualniho
prostoru. Praha: Academia 2013, pp. 100-112.

®
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ality. A second ambivalence is revealed in Svatojanskd pout v ¢eskoslo-
vanské vesnici (Midsummer Pilgrimage in a Czechoslavic Village, 1898),
which was screened on the pavilion’s opening day. In this depiction of the
festivities related to a traditional religious procession, the image is divided
into several planes, not only horizontally but also vertically. Our attention
is constantly divided among the passing visitors, exercising gymnasts,
dancing couples, and rotating carousels in the background, phenome-
na not seemingly reacting to each other but together creating a perfect
rhythmic harmony. The third paradox is perhaps best demonstrated in
Zofinska plovarna (Zofin Swimming Bath, 1898), one of the later screened
films, which was allegedly projected in reverse. The camera captures
a common, everyday scene - bathers jumping into the water - yet thanks
to technical manipulation of the image, the impression was created that
they were jumping out of the water.

Kfizenecky further developed these paradoxes in his later re-
portages. Some of them essentially repeat the already established pro-
cedures for filming parades and festive events, as seen, for example, in
the newly compiled news events series Jubilejni vystava Obchodni a Ziv-
nostenské komory 1908 v Praze (Anniversary Exhibition of the Chamber
of Trade and Commerce in 1908 in Prague, 1908), however, others ex-
plore issues related to the not yet anchored film medium. In Jizda Prahou

@ otevrenou tramvaji (A Ride through Prague in an Open Tram, 1908), the
camera is fixed on a tram, thereby simulating a feeling of moving and
infinite space, which overwhelms the audience, but at the same time re-
peatedly hits limits imposed by both the frame and by the overall per-
spective. In Prvni den jarnich dostih( prazskych (The First Day of the
Spring Races of Prague, 1908), the director works with the mobility of the
frame itself, which gradually reveals more and more information without
changing the horizon of the action.

The elusiveness of Kfizenecky’s work is reinforced by his sur-
viving fiction films, such as the films from Prague Exhibition Grounds —
which were, according to recorded testimonies, “directed” by the
actor Josef Svab-Malostransky® — as well as the later short comedy film
Satanova jizda po Zeleznici (Satan’s Railway Ride, 1906). But what did
the concept of a “fiction film” really mean in the context of cinema at
that time? Dostavenicko ve mlynici (An Assignation in the Mill, 1898) and
Vystavni parkar a lepic¢ plakatd (Exhibition Sausage Seller and Bill-Poster,
1898) are humorous scenes based on simple “plots”, in which any sense
of order is lost in the chaotic tumult of the crowd. Far more important
than the story and characters, is the rush of life, for which the cinema-

3 For more on Krizenecky’s feature films see Zdenék Stabla,
Cesky kinematograf Jana Kiizeneckého. Praha: Cs. filmovy Ustav 1977,
pp. 75-82.

®
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tographer provides borders and form. Smich a plac¢ (Laughter and Tears,
1898), a study of facial expressions through close-up shots of the actor
Svab-Malostransky, presents a similar problem — the close-up of the ac-
tor’s stylised expression unknowingly reveals even those gestures, which
would otherwise remain obscure. Thus, the highly staged nature of the
image does not detract from the film’s ability to capture “reality”, quite
the contrary, in fact.

Within Kfizenecky’s filmography, specific motifs can also
be traced across individual films. For example, the theme of the Sokol
gymnastics organisation appears in the exhibition-focused films Cviceni
s kuzely Sokolti malostranskych (Exercises with Indian Clubs by the Sokol
of Mala Strana, 1898), and VoltyZovani jizdniho odboru Sokola praZzského
(Vaulting of the Prague Sokol Equestrian Section, 1898), as well as in
news reports dedicated to monumental Sokol events. The Sokol exercises
were desirable material for filming not only because of their popularity
among the Czech public, but also for the sophisticated, machine-like
rhythm of the gymnasts, which resonated with the cinematic obsession
with mechanical movement. This fascination eventually led Kfizenecky
to make the films c":tmy vSesokolsky slet (Fourth All-Sokol Rally, 1901,
unfortunately not preserved), Paty vSesokolsky slet (Fifth All-Sokol Rally,
1907), and Slet sokolstva v Prostéjové (Sokol Rally in Prostéjov, 1908).4
In both of the surviving films, we find, among other things, spectacular @
displays of synchronised, collective calisthenics, which are overwhelming
in their precision and majesty, but due to the later exploitation of mass
ornaments by totalitarian regimes, also appear quite disturbing to us to-
day. In any case, Kfizenecky’s delicate filmic sense allowed him to play
with the tension between the individual exercises of the figures and the
organic arrangement of mass movement, which was stylised to take on
the appearance of a living image.

KFizenecky also explored the national theme in his films,
namely the planned monument of FrantiSek Palacky, who would have
celebrated his 100" birthday in June 1898. Slavnost zaklddani pomniku
Frantiska Palackého (Foundation Ceremony of the FrantiSek Palacky
Monument, 1898) presents the ritualistic founding of a work that at the
time still did not have a clearly identified location or a creator. The camera
was also present when the monument was formally unveiled on July 1,
1912, resulting in the film Slavnost odhaleni pomniku 1. ¢ervence 1912
(Unveiling Ceremony of the Monument - July 1, 1912), produced by the

4 Later Kfizenecky’s films dedicated to Sokol are described, for
example, by the already mentioned Zdenék Stabla (op.cit., pp. 123-129)
and Karel Tabery, Sto let stara reportaz ze sokolského sletu v Prosté-

jové aneb Nejdelsi a nejnakladnéjsi film Jana Kizeneckého. lluminace 20,
2008, no. 4, pp. 155-161.

®
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first Czech film company Kinofa. However, this film also includes material
from the earlier fragment Pomnik Frantiska Palackého pred dokoncenim
(FrantiSek Palacky Monument Prior to Its Completion, 1911), which is
commonly understood to be the last film by Jan Kfizenecky. Thus ended
Ktizenecky’s directing career and the journey that began in the summer of
1898. The above-mentioned fragments together represent a sort of time-
lapse documentary that reveals the wonderful ability of film to preserve
history — incomplete, but constantly returning.

Jifi Anger
film theorist
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THE DIGITISATION OF JAN KRiZENECKY’S FILMS

The aim of this project was the digitisation of the preserved films of Jan
KFizenecky, the first films made and presented in the Czech lands. In this
case, we decided not to use the term “digital restoration”. Since our aim
was to preserve the historical value and authentic photographic quality of
the films, digital retouching would not be appropriate. We wanted to pres-
ent the films in a form that would respect the current state of the materials
and, at the same time, make them accessible to contemporary audiences.

The digitisation was based on film stock of various origins: a ma-
jor portion had been collected by Jindfich Brichta at the National Technical
Museum, probably already during the interwar period. The materials came
into the Narodni filmovy archiv in many waves, most recently in 2002.
KFizenecky’s films survived in various forms: while some of them were pre-
served as original negatives or vintage prints, others were preserved only in
the form of acetate prints made in the second half of the 20" century. Some
of the films were preserved during the 1920s in the form of nitrate prints,’
under conditions that did not respect their original frame setting or their pho-
tographic quality. The film strip shifted in the printer to such an extent that
a visible frame line often appeared within the original frame. Consequently,
these prints were deemed unsuitable as source materials.

Paradoxically, the films preserved by printing on safety mate- @
rial in the 1970s were in problematic condition, while the materials that
survived on the original nitrate film base have outstanding photographic
quality, in some cases even without significant chemical or mechanical
damage. Apart from some prints that have undergone substantial deg-
radation or disintegration (such as Kocdrova doprava [Coach Transport,
1908],2 Svatojanskd pout v Ceskoslovanské vesnici, [Midsummer
Pilgrimage in a Czechoslavic Village, 1898], and Slavnostni vysvéceni
mostu cisare Frantiska I. [Grand Consecration of the Emperor Franz |
Bridge, 1898]), or exhibit major mechanical defects (such as Smich a pla¢
[Laughter and Tears, 1898], and Dostavenic¢ko ve mlynici [An Assignation
in the Mill, 1898], most of the film materials dating to the time of their
first screening do not show any noticeable signs of aging. In particular,

1 With the support of the Czechoslovak Society for Scientific
Cinematography, Karel Smrz and Ludovit Honty transferred the original
Lumiére perforated film stock (with one round perforation on each side of
a film frame) onto classic Edison perforated film stock (with four “angular”
perforations on each side of a frame) in 1926.

2 This fragment is also presented in the newly assembled com-
pilation Jubilejni vystava Obchodni a Zivnostenské komory 1908 v Praze
(Anniversary Exhibition of the Chamber of Trade and Commerce in 1908
in Prague, 1908).

®
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the original camera negatives, which have not been used as often as, for
example, the vintage prints, are in excellent technical condition. Authentic
photographic materiality thus triumphs over the ravages of time.

The analysis of documentation preserved in the National
Archive, the Narodni filmovy archiv, and the National Technical Museum,
as well as the materials found in the Cinématheque francaise and various
studies on the Lumiére brothers and Kfizenecky, provided us with basic
information on the specific features of the digitised films. A 2017 article on
the Lumiére brothers by Laurent Mannoni helped us perceive the original
film stock in a way that better reflects its uniqueness.® Although there is
still considerable uncertainty about the methods KfiZzenecky used to pro-
cess his films and about some of the physical and chemical properties of
the film strips, these new findings played a crucial role in determining our
approach toward the digitisation.

Ktizenecky used a “Cinématographe-type” apparatus for film-
ing, which he acquired directly from the Lumiére brothers in 1898,* and
which has been preserved in the National Technical Museum. This device
served not only as a camera but also as a printer and a projector. In
KFizenecky’s films, we can observe several technical particularities typical
for films shot with this device. The most obvious feature of this model is
undoubtedly the single round perforation on each side of the film frame.5

@ Furthermore, on the left side of the frame there are also remnants of fuzz
from the velvet strip placed at the projector gate. We can also observe
vertical instability, which was quite common at that time, but more visible
with the Cinématographe-type, as well as horizontal instability, which was
a problem specific to films shot on this apparatus. The film feeding mech-
anism of the cinematograph, which ensures the motion of the film strip
in the camera and keeps it in place during exposure, causes substantial
fluctuation of the image during screening.® Nevertheless, the photographic
image is generally very sharp and characterised by a large dynamic range.

3 In his article, Laurent Mannoni outlines the development of
various cinematographic devices produced by the Lumiére brothers, in-
cluding the Cinématographe-type, used by Kfizenecky. Laurent Mannoni,
Les Appareils cinématographiques Lumiére. 7895, autumn 2017, no. 82,
pp. 52-85.

4 There is an invoice deposited in the National Technical Muse-
um certifying that Kfizenecky bought the Cinématographe and film stock
from the Lumiére brothers in May 1898.

5 The only exception is the film Pomnik Frantiska Palackého pred
dokoncenim (Frantisek Palacky Monument Prior to Its Completion, 1911)
which was shot on film material with the standard four perforations.

6 Such instability is clearly observable, for example, in Slavnostni
vysvéceni nového Cechova mostu (Opening Ceremony of the Cech Bridge).
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The Lumiére film strips” are also specific in many respects.
One of their typical features is high sensitivity to static electricity that can
occur during filming or printing, and can leave traces on the emulsion
when there is electrical discharge.® The contemporary viewer might be
most surprised to discover that the original prints are not black and white,
but monochromatic: in the case of Kfizenecky’s films they are yellow-
ish-orange, sometimes with visible colour variations between individual
prints. This single spread of colour over the entire surface of the film might
seem reminiscent of the practice of film tinting, which existed since the
very beginnings of cinema. However, the homogeneity of the shades, as
well as their presence in films shot by various “cinematographers” from
different parts of the world and developed with varying techniques, etc.,
indicate that the Lumiére film stock probably already contained colour
prior to the printing process.

All this information has helped us appreciate the key features
of the cinematographic apparatus and the Lumiére film stock, as well as
the aesthetic options offered by them. However, it was also necessary
to account for why some of Kizenecky’s films have a different exposure
level than other films shot on Lumiére stock. Most of the Lumiére “opéra-
teurs™ had previously worked in the Lumiere factory, which produced
photographic plates and film stock. Jan Kfizenecky, however, was a pho-
tographer and construction technician, not a Lumiére opérateur, so he @
only learned how to work with the camera and the processes of printing,
processing, and projecting only after he obtained the cinematographic
apparatus. It is likely for this reason that some of his films, especially
Svéceni zakladniho kamene jubilejniho kostela sv. Antonina v Praze VII.
(Consecration Ceremony for the Foundation Stone of the Jubilee Church
of St. Anthony in Prague VII, 1908), were not optimally exposed. For
a better understanding of the nature of the original film stock, it is also
important to realise that Kfizenecky initially bought six negatives and six
positives from Lumiéres, in addition to the cinematograph itself, which
means that each negative was intended to serve for only one positive
print. The singular status of the prints of Kfizenecky’s films is thus even
more apparent than with most others: each individual print is unique.

7 The film strips used by the Lumiéeres were exclusively manufac-
tured by Victor Planchon. In 1896, he even founded the Société anonyme
des pellicules frangaises in Lyon, where the Lumiére factory headquarters
were located.

8 The small size of the device also increases the amount of static
electricity.
9 The expression “opérateur” was used at that time to identify the

profession, which included the jobs of both the cinematographer and the
projectionist.
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In order to maintain the specific traits of the initial stock, and
to preserve its value, we proceeded as follows: in the digitisation process
itself, all surviving film stock (except duplicates in poor condition) was
first scanned at 4K resolution on a FilmLight Northlight 2 device with cap-
stan drives — the original stock has a different perforation than modern
film strips. These scans were then digitally archived to serve for future
research or potential reinterpretation.

Digital retouching is usually performed after the scanning pro-
cess, but we decided not to interfere with the material in this way, for two
reasons. First, some signs of damage could not be retouched without cre-
ating an entirely new digital image. Second, since these were historically
the very first Czech films which reproduced actual motion, we wanted to
remain faithful to their original materiality. Such an approach highlights
the authentic photographic quality of the artworks: soft contrast, depth of
field, and grain survived without digital intervention.

We also tried to preserve the current state of the materials
when carrying out colour corrections on the scanned original prints.
Therefore, we adjusted brightness and tone, so that even traces of colour
degradation, which are more intense and almost red, would be recognis-
able in all their nuances. Each film roll was graded separately, since the
shades among them vary slightly — sometimes the saturation changes

@ even within a single shot. Since we could not rely on period references for
orientation, when processing other materials (modern prints, original neg-
atives, duplicate negatives and positives), digital grading was performed
so that the black-and-white photographic image was as discernible as
possible. In cases where original negatives were used, we also present
the films in their positive form in order to allow the viewer to compare the
quality of the respective materials.

We also had to decide on the appropriate degree of digital
correction with regard to image instability during the scanning procedure.
Although it is technically possible to repair the image so that it is com-
pletely stable, we decided to compensate for instability only when it oc-
curred as a result of the film strip fluctuation in the scanner. Additionally,
if we stabilised the films according to the exposed or printed image, we
would mask the instability created in the apparatus during the shooting.
Therefore, we decided to use the perforations at the edges of the strips
as reference points. However, stabilisation based on the perforations was
complicated by the fact that they are not angular but round, since the
software is capable of automatically stabilising the image only by refer-
ring to horizontal or vertical lines. On top of that, mechanical damage
often made it impossible for the software to determine the location of the
sprocket holes, so we had to move each frame manually. At the same
time, due to their poor condition, the fluctuation of some film strips in the
scanner was so irregular that the image occasionally slid slightly out of
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the scanner frame. Wherever possible, we decided to present the original
picture frame in its entirety as well as part of the perforation.

Since the digitised films were intended for DVD and Blu-ray
release as well as for cinema screenings (in DCP format), their screening
frame rate had to be adapted. Since Kfizenecky’s films were shot manu-
ally, i.e. in irregular rhythm, and were not screened at any predetermined
tempo, it was not necessary to abide by any particular rate. If we were
to adjust the frequency to natural motion, e.g. 18 frames per second,
we would have to duplicate every third film frame and then change the
rhythm of motion, which we found unacceptable. Therefore, we chose
frame rates that correspond to standard projection frequencies for the
target media: 24 fps for Blu-ray and DCP, 25 fps for DVD.

Due to our intention to reflect the materiality of the films, the
aspect ratio was adjusted in order to make the entire frame visible (even
during moments of vertical instability) and also the perforation whenever it
was possible. This is the reason why the aspect ratio does not correspond
with contemporary standards.

The most valuable outcome of the digitisation project is that we
have made Jan Kfizenecky'’s films available in a form that would not have
been achievable by photochemical procedures. The way in which they are
now presented brings their diversity and material beauty to the fore.

Jeanne Pommeau %
film restorer
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CONTEMPORARY PRESS REACTIONS

Czech Cinematograph. Narodni listy 38, 1898,
no. 125 (May 6), p. 3.

One of the most interesting sources of amusement at the exhibition will
be the Czech Cinematograph, which will produce “living photographs”
at the Urania Scientific Theatre, far surpassing similar foreign companies
in its exactitude, achieved through the latest research. Architects Jan
Kfizenecky and Rudolf Pokorny' have already received a formal permit
for the event at the “Urania” theatrical building, which was required for
security reasons. As has been properly verified, the Cinematograph of
the above named gentlemen provides complete and absolute security,
so there is no chance of even the slightest danger. There will be regular
performances with the cinematograph in “Urania”, and they will surely
attract every exhibition visitor.

Czech Cinematograph. Narodni listy 38, 1898,
no. 171 (June 23), p. 3.
It must be admitted that the realisation of the original films does not in
any way lag behind their French model, and can boldly compete with
@ them in terms of purity and lifelikeness. The best proof of the fact is
“Svato-Janska pout v ¢esko-slovanské vesnici” (Midsummer Pilgrimage
in a Czechoslavic Village). In the full light of the sun, the bright gowns
of the passing ladies rush by, relentlessly dancing couples swirl in a re-
served space to the sound of merry music, and at the back, a carousel
spins and “artists” perform on a rope. The chaos and life of the exhi-
bition fair is captured here in the full freshness and colourfulness of its
impressions. Or “Poledni vystrel” (Noon Cannon Firing): in one minute, the
entire operation of charging, firing, and cleaning a cannon is displayed.
In the film “Purkyriovo ndmésti na Kral. Vinohradech” (Purkyné Square in
Krélovské Vinohrady), the true hustle of the city life whirls, with cars, pe-
destrians, and hasty bicyclists weaving around and between the electric
trams. Foreign films display scenes both serious and cheerful, deserving
of general attention. It is up to the audience to support this new Czech
enterprise with abundant visits, to allow for frequent programme changes
and replenishment with new original shows.

1 The name of Kfizenecky’s colleague was not Rudolf Pokorny
but Josef FrantiSek Pokorny [ed.].
2 In the end, KFizenecky’s films were not screened in Urania, but

in front of the artistic tavern U Nesmysla [ed.].
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Exhibition of Architecture and Engineering. Svétozor 32, 1898,
no. 37 (July 29), pp. 440-441.

Such enterprises, run by the Exhibition Committee, are often accompa-
nied by many attractive and entertaining private events. In the first place,
let us name as a novelty the Czech Cinematograph located in the lower
avenue beside the artists’ tavern. Our readers are already well acquainted
with the principle and equipment of the cinematograph from the article
and illustration published by Svétozor in 1896. Projection of the images
is accomplished by means of an electric arc lamp with manual control,
using a current of 15 Amps and 50 Volts, and a luminance of 1600 can-
dles. The condensation lenses illuminate the slides, so that they are in the
focus of the light rays, and if we think in terms of the rays’ progression
when the image appears on the plate in the photographic apparatus, the
process is completely inverted here as the image is projected, so that
the image on the plate produces a life-sized or even enlarged image on
the screen. The images on the film move at a rate of about 900 images
per minute, so the human eye — with the duration of the impression being
less than 1/10 of a second - does not see the individual images, but the
resulting impression of them: objects in faithfully imitated motion. The
size of one film containing images of objects in varying phases of motion
is 17-18 m; to develop the film, Lumiére needs 20 litres of developer; our
organisers have managed to reduce the amount to 3 litres. Czech photo- @
graphs, produced by Mr. Kfizenecky, who is famous for his photographic
works, are often requested for exchange by the Lumiere company.

The Czech Cinematograph at the Exhibition of Architecture
and Engineering in Prague. Fotograficky obzor 6, 1898,
no. 8 (August 10), pp. 125-126.
The Czech Cinematograph at the Exhibition of Architecture and Engineering
in Prague. The entrepreneurial spirit of architect J. Pokorny and member of
Amateur Photographers Club in Prague J. Kfizenecky, enriches the exhibition
with the most interesting piece of entertainment: the Czech Cinematograph.
Our readers are already acquainted with the general function of the device
and its production from previous issues of our magazine, so we mention
here the performance of this first Czech cinematograph only briefly. The pro-
ductions are shown in a special pavilion behind the avenue in the lower part
of the exhibition grounds opposite the artistic tavern “U Nesmysla” every
afternoon, and on Sundays at 10 am. In addition to the original Prague films,
the audience is also shown successful films from foreign lands. Among the
domestic films, produced by Mr. Kfizenecky, we can name films depicting:
a fire alarm, the noon cannon shot, a celebration on the exhibition green,
laying the foundation stone for the Palacky monument (a very valuable
film), Mr. Svab’s unsuccessful rendezvous, the Corpus Christi celebration
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in Hrad¢any, the Moravian parade at the Architecture Exhibition, “Sokol”
exercises, etc., all of which are well known to the audience from reality,
yet still manage to astound through their pure elaboration, and many view-
ers, without having the slightest idea that they had been photographed, see
themselves in the images of the cheerful crowd. Our amateurs will surely be
interested in the fact that a special device must be built in order to develop
the entire film evenly. With this device, the negative is used to create a pos-
itive under a light not brighter than an oil lamp, such is the sensitivity of the
film layer. Developing one of the film strips requires around 30 guldens?® just
for the material —and it is up to the audience to support this costly enterprise
as much as possible. Let there not be a single amateur, who does not visit
the Cinematograph. We wish the entrepreneurs the greatest success.

Ferdinand Gyra, The Beginnings of Czech Cinema. Kino, 1927,
no. 24 (March 19), n.p.
Jenda* [Kfizenecky] was quite electrified with this novelty [the cine-
matograph], and he immediately had an idea: if the French can have such
a device — why shouldn’t the Czechs, too? He was a great specialist in pho-
tography, awarded with a medal at an amateur exhibition, and he later over-
saw the municipal photographic department and was delegated to produce
@ a countless number of photographs, especially of historical sites in Prague
such as palaces, the statues on the Stone Bridge, the Villa America, etc. He
eagerly set himself to the task, worked long nights, made the films (images)
himself, drew designs for the film reels, according to which he had them
produced, and, of course, he also got in contact with the “Lumiére” compa-
ny in France, from which he ordered the already mentioned expensive ma-
chine. We shared a flat on Sokolska street, and often, | was able to help him
when “developing” the film or by running errands, or by carrying the device.
The best reward for me was the beautiful view of the training ground - for
he was often sent to shoot films during the Sokol rallies. For this purpose,
there was a special “booth” installed in the northern corner of the training
ground, into which we climbed as if into a pigeon-loft, from where the event
was filmed; only a few people were permitted access, mostly members of
the Amateur Photographers Club and other specialists. We had a beautiful
view, available to less than one person in a thousand, for the cabin was
placed above the stands in the highest spot. Some films were also shot by
Jenda from a podium built near the gymnasts (I remember the Poles with
spears, French gymnasts, etc.).

3 Gulden, forint or zlaty (golden coin) — official Austro-Hungarian
currency at the time [trans. note].
4 Jenda - a familiar version of the name Jan, referring to Kfize-

necky [trans. note].

®

180_DVD_BD Booklet_Krizenecky_6.indd 38 06.11.19 1¢



| ® |

Josef Svab-Malostransky, Memories on the First Filming
in Prague. Rozpravy Aventina 3, 1928,
no. 18-19 (May 24), p. 222.

Since | played comic roles in Old Bohemian plays in the Old Prague court-
yard at the “Ethnographic”® in 1895 (which was one of the main exhibi-
tion attractions), under the direction of the unforgettable theatre director
Kubik, and | also performed in the historical “ring toss” and later in the
traditional student amusement as the main “beanus”®, Mr. Kfizenecky ap-
proached me with an invitation to prepare some sort of humorous scene
as an experiment for him to film. | complied with his kind request enthu-
siastically, and so the first four Czech films were created, which were
then screened every night at the exhibition. Of course, these cinematic
productions were always sold out and our audience was well entertained,
even without all those Fairbankses, Chaplins, and Mozzhukhins, who had
not even dreamt about film at that time.

5 The Ethnographic Czechoslavic Exhibition in Prague [trans.
note].
6 Beanus (from French bec jaune - yellow beak) — a term used to

describe a new university student (freshmen or “greenhorn”), who had to
undergo a semi-official initiation ritual called “the deposition”, a tradition
common from the Middle Ages until the 18th century [trans. note].
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LIST OF PRESENTED FILMS

The organisation of the preserved films was based primarily on two crite-
ria — the year of their production and thematic affinity — according to which
we created the five sections listed below. At the same time, we present
some of the films in two versions — the vintage print and the original neg-
ative — which are not always of the same length.’

The very names of the films were chosen pragmatically, as
KFizenecky’s films did not have proper titles at the time of their crea-
tion. As Ivan Klime$ states, the “names” were used to identify the films
and to advertise their content and stood for nothing unchanging or bind-
ing.2 Therefore, we have accepted the already established labels from
the NFA records or from the information on the boxes with films from
KFizenecky’s estate. The only exception is the film Slavnostni vysvéceni
mostu cisare Frantiska I. (Grand Consecration of the Emperor Franz |
Bridge), which was erroneously presented as Slavnostni vysvéceni mos-
tu cisare Frantiska Josefa I. (Grand Consecration of the Emperor Franz
Joseph | Bridge). The title Staroméststi hasic¢i (Old Town Firemen) is a
conscious compromise. According to the known information, two films
about the Old Town firemen existed: Poplach hasicl (The Firemen's
Alarm) and Jizda hasi¢d s parni stfikackou k ohni (The Firemen's Ride with

@ a Steam Hose to a Fire). The actual content of the preserved film seems
closer to the latter, nevertheless, the available evidence is not sufficient.
Therefore, an artificial name Staroméststi hasi¢i was chosen.

However, three of the films were found to be something differ-
ent than what they initially seemed to be. The film previously known as
Nejlepsi ¢islo (The Best Number), which was screened in October 1902
as part of the theatrical farce To nejlepsi ¢islo (The Best Number) in the
Smichov Arena,® did not survive. However, period advertisements con-
firm that the content of this film matches another short film intermezzo -
Satanova jizda po Zeleznici (Satan’s Railway Ride) — which was presented
during the theatre play Satan’s Last Trip in August 1906 in the same are-
na.* The performance involved two versions of the film scene: the first one

1 For example, in the case of Cviceni s kuzely Sokol( malostran-
skych (Exercises with Indian Clubs by the Sokol of Mala Strana), the vin-
tage print contains two shots while the original negative entails only one.
2 lvan Klimes, Cesky kinematograf v Kralovské obote 1898. In:
Ivan Klimes, Kinematograf! vénec studii o raném filmu. Praha: Casablanca
- NFA 2014, pp. 24-39.

3 Narodni listy 42, 1902, no. 275 (6. 10.), p. 3.

4 See, for example: Ndrodni listy 46, 1906, no. 219 (10. 8.), p. 3;
Prazsky illustrovany kuryr 15, 1906, no. 219 (10. 8.), p. [10]; Divadlo 4,
1906, no. 20 (5. 9.), p. 449.
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was directed by Jan Kfizenecky, the second one by Antonin Pech. The
participation of Kfizenecky is confirmed by Antonin Vaverka, the director
of the play, who remembers him in his memoirs.®

In the case of Kladeni zakladniho kamene k Palackého pom-
niku v Praze (Laying of the Foundation Stone to the Palacky Monument
in Prague), it was discovered that the film depicts the laying of the foun-
dation stone to a different monument in a different place, and ten years
later. The identification of buildings on the current Strossmayer Square in
Prague 7, the presence of Archbishop Lev Skrbensky of HFfisté, and the
appearance of the sign “Stavba Jubilejniho k-" (Building of a jubilee ch-)
confirm that the original event was the consecration ceremony for the
“jubilee” Church of St. Anthony of Padua on October 25, 1908. Hence, the
newly found film was named Svéceni zdkladniho kamene jubilejniho ko-
stela sv. Antonina v Praze VII. (Consecration Ceremony for the Foundation
Stone of the Jubilee Church of St. Anthony in Prague VII).6

Pomnik FrantiSka Palackého pred dokonéenim (FrantiSek
Palacky Monument Prior to Its Completion) was revealed to be a part of
the film Slavnost odhaleni pomniku 1. Eervence 1912 (Unveiling Ceremony
of the Monument - July 1, 1912). This film, which was produced by the
company Kinofa, primarily focuses on the ceremony itself; nevertheless, it
also includes a sequence of shots depicting unfinished fragments of the
monument that matches the film that was found in Kfizenecky’s estate. @
As the film was shot on material with four perforations on each side of
the film strip (and not one perforation on each side, as in the case of the
rest of the original materials), Kfizenecky’s authorship is not entirely cer-
tain. Zdenék Stabla claims that there are two films about the monument
from that era: whereas the unveiling ceremony was shot by Antonin Pech,
the fragments of the monument prior to its completion were shot by Jan
Kiizenecky.” However, Stabla does not provide any sources for his claims;
therefore, it is possible that they were based solely on the fact that this
film is kept in KFizenecky’s estate. Furthermore, neither the contemporary
press nor other sources offer any information about the presumed author-
ship of the two films whatsoever. Nevertheless, as our primary goal was
to present the original film materials from KFizenecky’s estate rather than

5 Narodni filmovy archiv, f. Vaverka Antonin, k. 1, inv. no. 11,
Antonin Vaverka, Mé vzpominky od zlaté Prahy aZ po americké hvézdy,
pp. 22-23.

6 At the end of the film there is an approximately four-second-

long shot depicting the Old Town Square which is not related to the pre-
vious shots. It can be assumed that KFizenecky needed to finish the film
reel, so he used the remaining metres this way.

7 Zdenék Stabla, Cesky kinematograf Jana Krizeneckého. Praha:
Cs. filmovy Ustav 1977, p. 246.
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creating an authorial portrait of Kfizenecky, we have decided to present
Pomnik Frantiska Palackého pred dokoncenim on this DVD/BD among the
main films and to include Slavnost odhaleni pomniku 1. Eervence 1912 in
the bonus materials section.

A special case is represented by four longer films, which were
assembled from various parts that were often screened separately. The
aim was to correct the imperfections that emerged gradually from the time
of the films’ creation to the present day; the reason for this being that the
surviving fragments came from different sources and different phases of
film printing. The essence of the process involved sorting the material on
the basis of available information to create a comprehensible presentation.
Prvni den jarnich dostiht prazskych (The First Day of the Spring Races of
Prague) was newly compiled from ten separate segments of the original
negative, in a way that follows the chronology of events. Jubilejni vystava
Obchodni a Zivnostenské komory 1908 v Praze (Anniversary Exhibition of
the Chamber of Trade and Commerce in 1908 in Prague) includes all the
available shots from the exhibition. Again, the material was reassembled
in order to reflect the chronological order of events. Paty vSesokolsky slet
v Praze (Fifth All-Sokol Rally) was newly compiled so that the surviving shots
of the individual compositions match the actual programme of the original
rally to the greatest possible extent — according to available information

@ from the press,® the planned programme had to be altered due to difficult
weather conditions. Slet sokolstva v Prostéjové (Sokol Rally in Prostéjov)
was composed of two parts. The film starts with scenes of a parade, which
have been stored in the NFA collection under the title “Privod sokolstva
v Prostéjové” (Sokol Parade in Prosté&jov), followed by short extracts from
the performance of individual calisthenic exercises.

Finally, we had to deal with the issue of continuity in two films.
The print of Dostaveni¢ko ve miynici (An Assignation in the Mill) survived
in two distinct rolls. The fragments were scanned separately and re-as-
sembled according to the original order. Vystavni parkar a lepic plakati
(Exhibition Sausage Seller and Bill-Poster) was shot multiple times and
two takes have been preserved: “take A” in a vintage print and in the
original negative, and “take B” only in a vintage print. In take A a man is
sticking up a slightly torn poster of the Czech Cinematograph, whereas in
take B he sticks a strip of paper over the poster. As it was not possible to
determine the correct order in which both takes had been shot, the titles
“take A” and “take B” do not necessarily indicate the factual chronology
of the takes.

8 Paty slet vSesokolsky v Praze 1907. Sokol 1908, pp. 4-11,
31-43.
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I. Scenes from Prague Life (1898)
— Svatojanska pout'v ¢eskoslovanské vesnici (Midsummer Pilgrimage®
in a Czechoslavic Village)
* 1898 e vintage print and original negative ¢ 00:46 (VP) / 00:48 (ON)
— Defilovani vojska o BoZim téle na Kralovskych Hrad¢anech
(March Past During Corpus Christi Feast in Hrad¢any)
® 1898 e vintage print ¢ 00:23
— Poledni vystfel na Marignskych hradbach (Noon Cannon Firing
on the Marian Walls)
* 1898 e vintage print ® 00:41
— Preneseni kolébky Frantiska Palackého z Hodslavic na Vystavisté
(Escorting the Cradle of FrantiSek Palacky from Hodslavice to the
Prague Exhibition Grounds)
® 1898 ® new print (CNC) ¢ 00:57
— Cyklisté (Cyclists)
* 1898 e vintage print ¢ 00:38
— Staromeéststi hasici (Old Town Firemen)
® 1898 e vintage print and original negative ¢ 00:47 (VP) / 00:40 (ON)
— Zofinska plovérna (Zofin Swimming Bath)
* 1898 e vintage print and original negative ¢ 00:46 (VP) / 00:49 (ON)

Il. Scenes from Prague Life (1901-1910) @
— Slavnostni vysvéceni mostu cisare Frantiska I. (Grand Consecration
of the Emperor Franz | Bridge)
* 1901 e vintage print ¢ 00:46
— Slavnost otevreni nového Cechova mostu (Opening Ceremony
of the Cech Bridge)
* 1908 e original negative  01:48
— Prvni den jarnich dostih prazskych (The First Day of the Spring
Races of Prague)
* 1908 e original negative ® 04:51
— Jizda Prahou otevienou tramvaji (A Ride through Prague in an Open Tram)
® 1908 e original negative ® 01:57
— Jubilejni vystava Obchodni a Zivnostenské komory 1908 v Praze
(Anniversary Exhibition of the Chamber of Trade and Commerce
in 1908 in Prague)
* 1908 * newly assembled footage ¢ 14:49

9 In the case of this film, the word “pout” has two meanings:
“fair” and “pilgrimage”. We opted for the latter as the fair that is depicted
in the film was part of a traditional religious pilgrimage ceremony.

®
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the last fragment is also presented separately from a vintage print,
under the title Kocdrova doprava (Coach Transport)
* 00:59

— Svéceni zakladniho kamene jubilejniho kostela sv. Antonina
v Praze VII. (Consecration Ceremony for the Foundation Stone
of the Jubilee Church of St. Anthony in Prague VII)
* 1908 e original negative ¢ 02:51

— Oslava usporadand na pocest 550letého c. k. privilegovaného sboru
meéstskych ostrostrelct v Praze (Celebration Held to Honour the
550 Years of the Imperial-Royal Privileged Corps of Municipal Sharp-
Shooters in Prague)
* 1910 e original negative ¢ 06:40

Ill. Feature Films
— Dostavenicko ve mlynici (An Assignation in the Mill)
* 1898 e vintage print and original negative ¢ 00:57 (VP) / 00:45 (ON)
— Vystavni parkar a lepic¢ plakatd (Exhibition Sausage Seller
and Bill-Poster)
* 1898 e vintage print and original negative (take A), vintage print
(take B) » 01:03 (VP A) / 01:06 (ON A) / 01:00 (VP B)
@ — Smich a plac¢ (Laughter and Tears)
* 1898 e vintage print ® 00:31
— Satanova jizda po Zeleznici (Satan’s Railway Ride)
* 1906 e original negative ¢ 00:47

IV. Sokol Exercises
— Cviceni s kuzely Sokoli malostranskych (Exercises with Indian
Clubs by the Sokol of Mala Strana)
* 1898 e vintage print and original negative ¢ 00:50 (VP) / 00:44 (ON)
— VoltyZovani jizdniho odboru Sokola prazského (Vaulting of the Prague
Sokol Equestrian Section)
* 1898 e vintage print ® 00:47
— P4ty vSesokolsky slet v Praze (Fifth All-Sokol Rally in Prague)
® 1907 * newly assembled footage ¢ 11:39
— Slet sokolstva v Prostéjové (Sokol Rally in Prostéjov)
® 1908 * newly assembled footage ¢ 22:13
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V. FrantiSek Palacky Monument
— Slavnost zaklddani pomniku Frantiska Palackého (Foundation
Ceremony of the FrantiSek Palacky Monument)
* 1898 e vintage print ® 00:47
— Pomnik Frantiska Palackého pred dokoncenim
(FrantiSek Palacky Monument Prior to Its Completion)
* 1911 e original negative  01:20

All of the films were made on 35mm film. The chosen projection speed is
24 fps for Blu-ray and 25 fps for DVD. The film lengths listed in the book-
let correspond to 24 fps frame rate, in the case of the DVD, the films are
approximately 4 percent shorter.
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BONUS FILMS

Slavnost odhaleni pomniku 1. ¢ervence 1912

(Unveiling Ceremony of the Monument - July 1, 1912)
director: Antonin Pech e production: Kinofa
Austria-Hungaria ® 1912 ¢ 5 min ® 35 mm ¢ b/w * 1.33:1
The film depicts the unveiling ceremony of the FrantiSek Palacky
Monument, in the presence of a delegation including politician Karel
Kramar and the monument’s sculptor Stanislav Sucharda. It also includes
inserted shots of various parts of the monument before its completion,
presumably made by Jan KfiZzenecky.

Svatojanské proudy (St. John’s Rapids)
director: Antonin Pech e production: Kinofa
Austria-Hungary ® 1912 ¢ 3 min ® 35 mm ¢ b/w e tinted and toned ¢ 1.33:1
This film shot from a boat navigating the St. John’s rapids in the Vitava
river became the first Czech film to win an award abroad (Great Gold
Medal at the First International Film Exhibition in Vienna in 1912). Antonin
Pech, the creator of the film and the co-founder of one of the first Czech
film companies Kinofa was apparently inspired by Kfizenecky’s work for

@ this film.

Stara Praha (Old Prague)

Austria-Hungary 1912 ¢ 9 min ¢ 35 mm ¢ b/w ¢ 1.33:1 ¢ unassembled footage
The Narodni filmovy archiv has discovered a set of unassembled footage
of Prague by an unknown author from 1912. The short film shows numer-
ous panoramas of the capital as well as scenes of the daily hustle and
bustle of historical places such as Old Town Square and Charles Bridge.

Pét smyslii élovéka (Man’s Five Senses)
director and story: Josef Svab-Malostransky  cinematography: Antonin Pech
¢ production: Kinofa
cast: Josef Svab-Malostransky (Prefatyn), Katy Kaclova-ValiSova (cook),
Marie KlimeSova (Cupid)

Austria-Hungary ® 1913 ¢ 4+4 min ¢ 35 mm e black-and-white / tinted ¢ 1.33:1
The film presents the five human senses through the story of Prefatyn,
a military servant who tries to win the heart of a lovely cook. This short
farce was a comeback for actor Josef Svab-Malostransky, fifteen years
after he had cooperated with Jan Kfizenecky. The scenes were filmed at
the Ovocny trh (Fruit Market) in Prague and in a private apartment in the
Lucerna Palace.

®
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Note:

Two prints of the film survived: one black-and-white and the other tinted.
The tinted one includes additionally added opening titles (with a wrong
production year) and intertitles, while the black-and-white one does not
include any text (apart from the newly created opening title), but contains
more footage. It is not clear which version has a higher degree of authen-
ticity; therefore, we present both versions separately.

Zivé mrtvoly (The Living Corpses)
director: Josef Svab-Malostransky e story: Josef Svab-Malostransky
e cinematography: Otakar Vodicka ¢ production: Otakar Vodicka
cast: Josef Svab-Malostransky (professor Florian Patek), Jifina Hurkova
(Anastazie Rohli¢kova), Jaroslav Kindl (Anastazie’s father)

Czechoslovakia ® 1921 ¢ 10 min ® 35 mm e b/w e tinted ¢ 1.33:1
Zivé mrtvoly is the second (and last) work as director for Josef Svab-
-Malostransky, who is known primarily as the first Czech film actor. In
this film, for which he also wrote the story, he plays the classic role of
an old philanderer experiencing a fateful encounter with Miss Anastazie
at the swimming pool in the Podoli neighborhood of Prague. The film is
especially valuable because of the scenes showing old Prague with the
prominent VySehrad tunnel and the swimming pool in Podoli. @

Jak vznika film (How Film is Made)
production: Csl. spol. pro védeckou kinematografii
Czechoslovakia ® 1926 ¢ 6 min © 35 mm ¢ b/w * 1.33:1
This short scientific documentary introduces optical devices which
preceded the invention of the cinematograph. The film vividly explains the
origins of the principle of animated images.

As part of the bonus content, we also present a trailer for Jan Kfize-
necky'’s films, directed by Jan Busta in 2018. The music was composed
by Jan Balcar and the editor was Libor Alexa.
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COMMENTARIES

— Katefina Svatonova (Charles University in Prague, Faculty of Arts)
Krizenecky’s Films in the Context of Industrial Exhibitions

— Petr Kliment (National Technical Museum Prague)
The Cinematograph and Its Predecessors

— Petr Kliment (National Technical Museum Prague) — Jeanne Pommeau
(Narodni filmovy archiv, Prague)
The Presentation of Krizenecky’s Cinematograph

— Jeanne Pommeau (Narodni filmovy archiv, Prague)
The Digitisation of Kfizenecky’s Films

created by: Jifi Anger, Ivan Svoboda
sources of used images: Narodni filmovy archiv, Narodni technické
muzeum, Uméleckoprimyslové muzeum v Praze, public domain

PHOTOGRAPHS AND DOCUMENTS

A selection from the photographic and documentary material as-

@ sociated with Jan Kfizenecky has been organised into five themat-
ic sections. Section | also shows how specific Prague locations from
KFizenecky’s photographs look in the present. The new photographs were
taken by Dora Kubickova.

I. Photographs of Prague Taken by KfiZzenecky (past and present)
IIl. Exhibition of Architecture and Engineering 1898

lll. Photographs of Kfizenecky and His Immediate Family

IV. Kfizenecky’s Correspondence

V. Kfizenecky’s Cinematograph

sources:
I. Uméleckoprdmyslové muzeum v Praze (1), Hlavni katalog vystavy ar-
chitektury a inzenyrstvi v Praze r. 1898 (2, 12), Narodni technické muzeum
(3-11, 13), Narodni filmovy archiv (14, 15)

IIl. Archiv hl. m. Prahy

lIl. Narodni filmovy archiv

IV. Narodni technické muzeum (1-5), Statni okresni archiv Prostéjov (6)
V. Narodni technické muzeum
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MUSIC

All of the KFizenecky films presented on this DVD/BD, including
those presented in two versions (prints and negatives), as well as three
of the bonus films (Svatojanské proudy, Stara Praha a Zivé mrtvoly) have
been supplemented with an original musical accompaniment by Jan Burian.

Early cinema is colloquially referred to as “silent”, even though
the exhibition of cinema in those days was never entirely silent. Indeed,
some form or musical or sound accompaniment, which supplemented
the image with an audio component, was a standard part of most film
screenings. In the Czech context, it was not until the turn of the 1920s
to the 1930s that audio elements could be recorded directly onto the
film strip itself. Little is known about the type of audio that accompanied
Jan Kfizenecky’s films — the sound tracks on this release represent one
contemporary artist’s free interpretation of how music could be used to
contribute to these silent films.

Burian’s accompaniment does not attempt to banally adhere
to the narrative component of the films or to diegetically enter their sound
world, but rather seeks to thematise the film material itself. Burian sees
the materiality of the films as an equal partner to their content and re-
sponds to the specific properties of the materials, be they the result of
period technology or the ravages of time. This novel approach allowed @
Burian to compose subtle sound illustrations, which are most effective
when played back at low volume, as he intended.

Jan Burian (1976) is a Czech composer, multi-instrumentalist,
and performer. In addition to performing in the bands Tyto alba and Kyk-
los Galaktikos, he also creates dramatic music for the theatre, such as
the accompaniment to Japanese dancer Min Tanaka’s performance A
Body (2017) at the Divadlo Archa (Archa Theatre) in Prague. He also has
a wealth of experience in creating film music. Among other things, he
composed the musical accompaniment to the NFA digitally restored film
Takovy je Zivot (Such is Life, Carl Junghans, 1930) in 2016.

The accompanying sound tracks on this release were mas-
tered by the Narodni filmovy archiv, Prague.

Jonas Kucharsky
music and sound curator
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DVD/BD editor: Jifi Anger
Production: Martina Nalevankova
Booklet: Jifi Anger, Jona$ Kucharsky,
Jeanne Pommeau
Booklet translation: Alexandra Niklickova
Proofreading: Martin Srajer, Sofia Weigertova (Cz.),

Petr Dane$, Kevin Johnson (Eng.)
Subtitles for bonus films

and commentaries: Alexandra Niklickova, Port Lingua
Subtitles proofreading: Kevin Johnson

Bonus materials: Jifi Anger, Jonas Svatos, Ivan Svoboda
Special thanks to: Michal Bregant, Jan Burian, Branislav

Danis, Michaela Hruba, Petr Kliment,
Ivan Klimes, Kilian Kudéla, Jonas
Kucharsky, Tomas Lachman, Rémi
Llorens, Jaroslav Lopour, Anna
Mohaplova, Tereza Nekulova, Johana
Ozvold, Jana Prikrylova, Jifi Smrz,
Matéj Strnad, Hynek Stfitesky,
Katefina Svatoriova, Jonas Svatos,
Eva Urbanova, Michal Vecera, Sona
@ Weigertova, Julie Wittlichova

The digitisation was carried out at the Hungarian Filmlab in Budapest,
and the grading of the original prints was done at the Magiclab studio in
Prague, all under the supervision of the Narodni filmovy archiv, Prague.
Supported by a grant from Iceland, Liechtenstein and Norway and
co-financed by the Ministry of Culture of the Czech Republic. Project
partners were the National Library of Norway and CESNET.
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