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Abstrakt

Filmovy celovecerni debut je specificka disciplina ve filmovém prumyslu. Kazdy autor
ji mlze zazit jen jednou za Zivot a Casto rozhoduje o celé kariéfe nejen reziséra, ale celého
tvirciho $tdbu nebo obsazeni. Je to tedy nesmirné zasadni tvar v kariéte tvirce.

V této praci analyzuji vhodnost pojeti debutového filmu jakozto mezinarodni
koprodukce. Cim dal &astéji totiz vznikaji debutové celoveéerni filmy nejen jakoZto
mezinarodni koprodukce, ale také jako absolventské prace studentt filmovych skol. Prave toto
spojeni Skolniho a mezindrodniho profesiondlniho prostfedi piinasi spousty specifickych
aspektl a problematickych ploch. Tyto aspekty a potencidlni problémy jsou praveé analyzou této
prace. Prace také obsahuje vyzkum potieb zacinajicich filmovych profesionalti v regionu
sttedni Evropy.

V zavérecném zhodnoceni se pokusim zodpoveédét otdzku, zda by se filmové Skolni
prostiedi mélo vice oteviit mezinarodnimu prostfedi anebo naopak vice se uzaviit a nechat
studenty vénovat se dlouhometrazni tvorb¢ az v €isté profesionalnim prostredi.

Abstract

A film feature debut is a specific subject within the film industry. Each author can
experience his or her debut only once per lifetime and often it determines the future career not
only of the director, but also the whole creative crew or cast. Thus it is a crucial moment in each
creator's career.

In this thesis I analyze whether it is suitable to produce a debut film as an international
co-production. It is happening more and more often that that debut feature films are produced
as an international co-productions and also as school films. And this connection of school and
international professional environment brings a lot of specific aspects and problems. These
aspects and problems are the analysis of this thesis. There is also a research on needs of
beginning film professionals from the region of Central Europe.

In the final provisions I try to answer the question whether the school environment
should open more to the international one or on contrary to close and let the students produce
feature films in the professional world after graduation.

Kli¢ova slova
film, debut, mezinarodni koprodukce, skolni dilo, pfistup na trh
Key words

film, debut, international co-production, school work, access to the market



Podékovani

Velice rad bych chtél na tomto misté¢ podékovat n¢kolika osobam za jejich vytrvalou
podporu mé osoby béhem studii, tedy pfedev§sim mé matce Magdalené Kra¢merové a mému

bratrovi Stanislavovi Kra¢merovi.

Déle bych chtél podékovat panu doc. RNDr. Ivanu Tomkovi, CSc., ktery se nechal
ukecat a velmi mi pomohl pfi realizaci Vyzkumu potieb a problémi zacinajicich profesionala
ve filmovém primyslu v rdmci zemi regionu stfedni Evropy. Bez néj bych nejen nemohl ud¢lat

vyzkum a tuto préci, ale také by mi chybélo dost informaci pro moji dnes$ni kariéru.

Velim bych chtél také podékovat vedouci mé prace Mgr. Marté Svecové za optimismus

a podnétné pozndmky béhem psani této prace a pii studiu na FAMU.

V neposledni fadé bych chtél podeékovat panu Mgr. Jaromiru Kallistovi za podporu
béhem vyroby filmu Mij neznamy vojin a stejny dik patii rezisérce filmu Anné Kryvenko, za

to, Zze se mnou ten europudding vydrzela.

Dik také patii ma kamaradce a kolegyni Veronice Kiithrové, se kterou spole¢né vyrabime

vSechny filmy a stejn€ tomu bylo i v pfipadé Mého neznamého vojina.



Obsah

1. Uvod do problematiky debutovych filmil ............covevieeeeeeeeeeeeeee e, 1
A.  Motivace — pro€ se zabyvat debutovymi filmy .........cccceeviiriiiiniiiniiiniiiieeen 1
B.  Definice debutoveého filmu ........ccccooiiiiiiiiiiiiniiie e 3
C.  VYChOdiSKO analyzZy .......ceeeuviiiiiiieiiieeiie ettt e 3
D TOZE PIACE...eeeeeeiiie ettt e e et e e et e e e st e e e enateeeeenraeeeenns 4

2. Vymezeni zakladnich pojmi a pravidel..........ccooeviiieiiiieciieeeeeeeee e, 5
A.  Debut vs. Skolni film a koprodukce...........c.oooeeeiiiiiiiiiiiiiieeccceeeeie 5
B.  Pravni ramec filmové vyroby v CR a KoproduKci...........o.oueveeveveeeeeeeeeeeenann. 6
C.  Vnimani debutd v ramci evropského a ¢eského filmového primyslu.............. 9
D. Jednotlivé motivace ,,hract* ve vyrob¢ a distribuci filmu............cccoeeuveenneee. 10
E.  Ptehled moznych cilt v distribuci filmu...........cccoeeiieiiiniiiiiiiieee, 11
F.  Vyhody a nevyhody mezinarodnich koprodukci..........ccccoveviieniiiniinninnnnne. 11
G.  Zakladni piehled podpory debutti v CR a mezinarodné............cccovevueueennn.. 14

3. Vyzkum potieb a problému zacinajicich profesionalt ve filmovém primyslu v

ramci zemi regionu StTedni EVIOPY ....c..oovviiiiiiiiieiiicieceeee et 16
A, Vychozi situace trhtl .........oooouiiiiiiiii e 16
B.  Metodika VYZKUMU .....ccooiiiiieiiiceeceeeeeee e 17
C.  Vlastni vyzkum — zac¢inajici profesionaloveé..........ccccceeveevvieenceeeecieeeeiee e, 18

L. Demografické udaje a problémy ...........ccccceeeiieiieiiienienieeie e 18
II.  Specifikace projekti respondenti.........ccoecveeriieriienieniieiieeie e 23
II.  Ocekavani debutantl...........ccoeviiiiiiiiiiiiiiiieeee e 25
D.  Vlastni vyzkum — zavedeni profesiondlove...........cccceeveeviieencieeeecieecniee e, 26
L. Kritéria vybéru projektu pro spoluPracCi........cccevveeviieriieniieniieniieiieereeieens 26
II.  Sféry podpory debutantil............ccceeviieiiieiiiiiieieeeeee e 27
III.  Typické chyby a problémy debutantil.............cccceeveuiieriieenciieeeiie e 27

7



E.  Porovnani ofekavani obou skupin vyzKumu.........cccccecveeviiienciiincienceiee e, 28
L. UMELECKA VIZE.....eeiieiiiiiieiieieeee ettt 28
IL  FINANCOVANT..cuiiiiiiiiiiiiiiieieeeteeee ettt 29
ITI. PreZENTACE .....ooiiiiiiiiiiiiiieeeeee ettt 30
IV, DASHIIDUCE ..ottt ettt e 31

F.  Ocekavani a znalost trhu debutantill..............ccoceeviieiieniieniecieeee e 32

G.  Ekonomicko-teoreticky pohled na podporu debutil............ccccoeevvevieniienenen. 33
L. Film jako zboZi @ pramysl..........cccoeviiiiiiiiiiiiieieeieeee e 33
IL  USPOTY Z TOZSANU. ..., 34
IIL  Infant INAUSIIY ....oeieiieceecee et e e eas 35
IV. INVESHICE dO VYVOJE .eoeurieiiieiieiie ettt ettt ettt et ste ettt et eaee e 36
V.  Modely filmového podnikdni............ccoviieiiiiniiniiiiiieieeeeeeee e, 37

4. Ptipadova studie — film M1j nezndmy vOjin ........cccveeeviieeeieeeiiecieccee e 39

A, POPIS FIIMU....ooiiiiec e 39
L. RANNA FAZE VIVOJC..eiiiiiiieiiieiiece ettt 39
IL  Findlni tvar filmu ....oocoooiiiiiieeee e 40

B.  Vyvoj filmu z riznych aspektl.........ccooveeeiiiiiiiiicieeceeee e 41
L. Vyvoj 1eZijné-SCeNATIStICKY .. .cooiviiieiiieciie ettt 41
I VYVO] TOZPOCU.c.eiiniiieiiieiieeieeeite ettt ettt ettt et siae et e e et esaseenseeennas 42
III.  Financni vyvoj a vyvoj] KOproduKce.........ccceeviieviieiiieniieieeieeeeeieeee e, 42
IV. Prezentace filmu béhem vyvoje a VYTObY ......cccoeviviiiiiiiiieeiiiecie e 43

C. DASHIIDUCE. ..ttt ettt ettt st e 44
L. SVELOVA PIEIMIETA ...eeevvieiiieiieciie ettt ettt et ete et e e etaesabeeseesanes 44
II.  Kinodistribuce a TV 1elase........cceveriiriiniirieniieieiienieeieseenieeee e 45
II.  Festivalove UVedeni ........cccoouiiiiiiiiiiiiiiieeetee e 45

5. ZLAVET ..ottt ettt ettt ettt a et e a e ae et e nt e et et e enaeeteebeenteeneenteas 46



A.  Shrnuti vyzkumu potieb a problémut zacinajicich profesionali ve filmovém
priamyslu v rdmci zemi regionu stfedni EVIOPY ....c.coovviiiiiiiiiiniiiiieieceeceee e, 46
B.  Shrnuti pHpadove StUAie........cocuvieiiiiiieiieie e 48
C.  ZavéreCn€ ivahy @ dOPOTUCENT ...cceuvveeeiiieeiieeciieeetie e e 48
6. Seznam pouzitych ZArojl ......cveeeeiieeeiieeciie e 49
7. PEILORY ..ttt st 52
A.  Rozhovory se zavedenymi profesiondaly...........cccceevieniienieniiienienieeieeee 52
B.  Dotaznik pro zac¢inajici profesionaly...........ccccceevierciieiiiniiieniieeiieieeieeene 117
C.  Scénaf pro hloubkoveé roZhOVOry........ccueevciiiiiciiieeiieeee e 133
D.  Financ¢ni plan filmu Mllj nezndmy vOjin ........cccceeveuveeeciieeniiieeeiee e 138
E.  Body v evropské koprodukci pro film Mij nezndmy vojin..........c.ccueeneee.e. 140
F.  Scénéaf k filmu Mij nezndmy VOJIN ......cceevvieriieiieniieiieeieeee e 142



1. Uvod do problematiky debutovych filmi

A. Motivace — pro¢ se zabyvat debutovymi filmy

Vyroba filmu je velmi specificka lidska ¢innost v porovnani s ostatnimi sférami. Kdyz
odhlédneme od zeméd¢€lské produkce ¢i vyroby lodi a podivame se na porovnatelné obory
(zdbavni prumysl ¢i uméleckd tvorba), zjistime, ze filmova branze je odlisSna predevsim v
prohibitivnich nakladech na vyrobu a omezenou moznosti distribuce, kdy kina i televize maji
jen omezeny pocet slotii za rok. Tato dvé specifika ptirozené délaji filmovy pramysl velmi
kompetitivnim a tézko pristupnym. Jakym konkrétnim tuskalim tedy museji zacCinajici
profesionalové celit? A jak jim lze prakticky pomoci uspét na trhu zemi stfedni Evropy? Jak

ovliviluje praci debutanta stale silici trend mezinarodnich koprodukci?

V této praci nahlizim na filmové debuty hned z n¢kolika hledisek. Pfirozen¢ mé filmovy
debut, jakozto studenta posledniho ro¢niku katedry Produkce na FAMU, zajima nejvice, jelikoz
se pohybuji v prostiedi, kdy moji spoluzici, a tedy 1 spolupracovnici, sviij vlastni debut toci,
ale 1 ja sdm mam vlastni debut jiz za sebou a ¢aste¢né€ o tom je i tato diplomova prace. Vzhledem
k tomu, Ze jiz béhem studii jsem si s kolegyni Veronikou Kithrovou zalozil vlastni filmovou
produkéni spolecnost a jiz 2 rezijni debuty jsme UspéSné vyrobily a odpremiérovali, nahlizim
na téma této prace také jiz jako profesional — producent. A v neposledni fad¢ pisobim
poslednich 5 let také jako ucitel filmové produkce na soukromé filmové Skole v Praze, a tak
mam k tomuto tématu vztah i jako pedagog, ktery by rad zlepsil podminky zacatku filmové

kariéry svych studentt.

Tato prace sestdva ze 2 zakladnich analyz. Prvni je ,,Vyzkum potieb a problému
zacinajicich profesionalil ve filmovém primyslu v ramci zemi regionu CEE®, coZ je vyzkum,
ktery probéhl na Akademii muzickych uméni v Praze, a ktery byl podpotfen z prostiedki
tcelové podpory na specificky vysokoskolsky vyzkum, kterou poskytlo MSMT v roce 2015.
Tento vyzkum provedl doc. RNDr. Ivan Tomek, CSc. a Bc. Michal Kra¢mer v roce 2014 a
2015. Na zékladé provedeného sbéru dat od jiz zavedenych a také zacinajicich filmovych
profesiondlli z regionu stfedni Evropy jsem v této praci provedl analyzu téchto dat, zakladni
vysledky a navrhy na zlepSeni situace, ktera z analyzy vyplyvaji. Druhou analyzou je ptipadova
studie filmu M1j nezndmy vojin, coz je mtj producentsky debut a rezijni debut Anny Kryvenko.

Tento film neni zvolen ndhodou, protoZe je to i moje magisterska prace, a film je také unikéatnim

1



piipadem na pud¢ filmové Skoly — univerzity, protoze byl vyrabén v koprodukci 8 koproducentt

vvvvvv

— Eurimages.

Hlavnim momentem, pro¢ se zabyvat debutovymi filmy, budiz umélecka filmova
reflexe mladych lidi (autorti, umélct). Z aktualni reSerSe trhu vyplyva, ze v letech 2010 — 2014
proslo v CR kino distribuci celkem 132 hranych celoveernich snimkd s &eskou vyrobni
majoritou (zdroj UFD CR)'. Z toho bylo 35 debutd, ale uZ jenom 17 filmi bylo debutem
reziséri mladSich 35 let (,,debut). Jinymi slovy jen primérné 3 celovecerni hrané filmy rocné
jsou v ceské distribuci vyrobeny debutujicim rezisérem mladsim 35 let (cca 12 %). To se
n¢komu mize dokonce zdat jako dobry udaj, nicméné je nutno vzit v uvahu hned nékolik
aspektli. Prvnim je, Ze pocet debutli nic netika o tom, do kolika kinosalti ¢i kin byl film nasazen
a kolik divaka ho vidélo. Casto se totiz debuty nasazuji do velmi omezeného poétu kin na
kratkou dobu uvedeni. Kdybychom vékovou hranici snizili na 25 let, tak je v distribuci uz jen
v priméru 1 snimek rocné. Pokud film nevyhral néjaké vyznamné ocenéni, moc divaka ani
nema Sanci film vidét. Nakonec jsme si jisti, Ze béZzny konzument kino pfedstaveni ani nebude
znat nazev debutujicich tituld natoZ pak jméno reziséra®. Jak ale chce spole¢nost reflektovat
nazory a starosti ¢i slasti nejmladsi generace, kdyz ji ani nepusti k vyrobnim zdrojim a

relevantni distribuci?

Dalsi motivaci ke studiu trhu ve vztahu k za¢inajicim profesionaliim je poznat hlavni
mechanismy organizace trhu a pomoci nich najit prostor pro zlepSeni situace na trhu. PredevSim
najit zptsoby, jak odstranit bariéry ke vstupu na trh, jak rozbit oligopolni struktury fungujici na

trhu, ¢i jak zlepsit institucionalni ramec filmového prumyslu.

S tim souvisi druhd analyza v této praci — ptipadova studie filmu MUj neznadmy vojin.
Jednim ze zplsobi, jak ziskat vice prostiedkli na vyrobu filmu, je pravé sdruzeni prostredka

v ramci koprodukce. Jaka tskali, ale tato metoda skyta? Je vhodné pro zaCinajici profesionaly?

' Premiéry v &eskych kinech od roku 2000, UFD, http://www.ufd.cz/prehledy-statistiky/premiery-v-ceskych-
kinech, ziskano 1. 5. 2019

2 divodem, Ze na &eské filmy lidé chodi kviili autoriim, je az na 4. misté vyzkumu - viz Audiovizudlni trh v CR,
Reprezentativni  pohled na soucasnou populaci, str. 37, vyzkum zpracovany pro APA,
http://www.asociaceproducentu.cz/img/prispevky/VYZKUM AUDIOVIZUALNIHO TRHU_PREZ.pdf,
ziskdno 1.5.2019



http://www.ufd.cz/prehledy-statistiky/premiery-v-ceskych-kinech
http://www.ufd.cz/prehledy-statistiky/premiery-v-ceskych-kinech
http://www.asociaceproducentu.cz/img/prispevky/VYZKUM_AUDIOVIZUALNIHO_TRHU_PREZ.pdf

Nakonec kazdy muze vytvofit sviij debut pouze jednou za zivot, a tim mize definovat

svou kariéru. Jde tedy o extrémné citlivou véc pro kazdého filmového tvirce.

B. Definice debutového filmu

Pro potieby této prace si definujeme debutovy film jako prvni celovederni® film autora,
ktery ma pldnovanou distribuci primarné v kinech (at’ uz v ramci klasické kinodistribuce nebo
na festivalech). Déle se soustfedime na debutovy film pouze z hlediska 3 filmovych profesi —
reziséra, producenta a scénaristy. Pro ostatni filmov¢ profese (kameraman, stiihac, zvukar, atd.)
neni pro jejich dalsi kariéru filmovy celovecerni debut natolik ur€ujici, aby jim jeho absence

nebo negativni ohlasy znemoznily dalsi kariéru ¢i naopak o pozitivni ohlasy nastartovaly.

Z hlediska typu filmu budeme zkoumat vlastné 2 typy — hrané filmy a dokumentarni.
Ma to 2 divody. Prvni dlivod je ten, Ze nejcastéjSim a zaroven také velmi drahym typem filmu
(z hlediska vyroby) je v distribu¢ni nabidce hrany film. Tedy hrané filmy jsou pfedmétem
vyzkumu v prvni €asti analyzy (bariéry pfistupu na trh). V druhé ¢asti analyzy (ptipadova
studie) je zkoumany film dokumentarni, resp. experimentalni. Rozdilnost typt filmt v
analyzach nam nevadi, protoze dilezit¢ momenty jsou pro vSechny filmy stejné, tedy zptisoby
financovani 1 distribuce. Odlisny je zpusob vyroby a vyvoje, ale to nemé vliv na zkoumana

hlediska a ani na zavéry a doporuceni vychazejici z analyz.

C. Vychodisko analyzy

Z jakych thli pohledu zkoumame debutové filmy bylo jiz vySe nazna¢eno nebo feceno,

ale zde tyto aspekty shrneme.

V obou c¢astech analyzy zkoumame kvalitativni aspekty debutovych filmt. V této praci
nejde o to zjistit, kolik stoji debutovy film nebo kolik penéz primérné vydéla v distribuci. V této
praci zkoumdm piedevsim to, jaké bariéry jsou na audiovizudlnim trhu stavény pro debutové
filmy, jak tyto bariéry vnimaji debutanti (zacinajici profesionalové), a jak tyto bariéry vnimaji

zavedeni profesionalové. To je primarni fokus prvni ¢asti analyzy.

3 celovederni stopazi rozumime takovy film, ktery ma 75 a vice minut; je to nejcastéjsi rozliSeni, pfedevsim
z hlediska kinodistribuce; ve fazi vyroby se ¢asto miizeme setkat se stopazi 60 a vice minut, ta je distribu¢né spise
ale televiznim formatem, nikoli kinodistribu¢nim



Ve druh¢ analyze se soustiedime na konkrétni problematiku zahrani¢nich koprodukci,
tedy, jak v praxi aspekty koprodukci ovliviiuji praci na filmu a vysledny film. To vychazi
z aspektd, které identifikujeme teoreticky v nadchazejici uvodni ¢asti, kde se vymezuji zékladni

pojmy a pravidla.

D. Teze prace

Nyni si mizeme polozit hlavni teze této prace. Prvni z nich se vztahuje k prvni analyze.
Tedy vychozi tezi prvniho vyzkumu je existence zavaznych az prohibitivnich piekdzek k
pfistupu na trh celovecernich hranych filml zacinajicim profesionalim v rdmci regionu zemi

sttedni Evropy.

Tezi druhého vyzkumu je, ze mezindrodni koprodukce jsou vhodnym nastrojem
financovani pro filmy od urcitého limitu celkového rozpoctu filmu a pro zavedené profesiondly,

spiSe nez pro zacinajici profesiondly kvili legislativni, ucetni, finan¢ni a jazykové naro¢nosti.

A tfeti tezi této prace je, Ze Skolni filmy by se nem¢ly tolik otevirat diktatu trhu a mély

by splitovat kritéria pro kratky film*.

4 kratky film se obvykle definuje stopazi do 30 minut



2. Vymezeni zakladnich pojmu a pravidel

A. Debut vs. §kolni film a koprodukce

Debutovy film jsem jiz definoval vyse (str. 3).

Skolnim filmem rozumime takové audiovizualni dilo, které vzniklo jako sou&ast vyuky

na filmové Skole, standartné na ptud¢ filmové vysoké skoly.

Podstatné je pochopit, ze se Casto déje kombinace obou vyse zminénych, tedy, ze se
studenti filmovych S§kol vramci vyuky pokouseji vyvinout, vyrobit a distribuovat sviij

celovecerni debut. Této specialni kategorii se bude vénovat vétSina analyz a komentéait nize.

Pojem ,.koprodukce miizeme vysvétlit napt. pomoci citace z Malého labyrintu filmu:
»Spolecna vyroba filmu, na niz se podili n¢kolik partnert: bud’ dvé ¢i vice produkénich firem
(napt. koprodukce nékterého filmového studia a televize) nebo dvé ¢i vice kinematografii
raznych statl. Stale se zvySujici nédklady filmi spolu s moznosti vyuziti atraktivnich exteriért,
technickych kapacit nebo ziskéani herce, reziséra ¢i kameramana mezinarodniho véhlasu, vedou

ke spojeni uméleckych sil, finanénich prostiedki i vyrobnich kapacit nékolika partnerd. ...

Déle bych definoval pojem ,koproducent® pomoci Evropské umluvy o filmové
koprodukci: ,termin koproducenti znamend kinematografické produkcni spolec¢nosti nebo
vyrobci majici sidlo ve Smluvnich strandch této Konvence a jsou vazani koprodukéni
smlouvou*.%

Specialnim piipadem tedy je mezinarodni koprodukce. Tedy, Ze se na spolecné vyrobe
jednoho filmu domluvi subjekty ze dvou a vice na sob¢ nezavislych stati. Samoziejmé v ramci
jednoho statu maze film koprodukovat vice subjektti, nejcastéji hlavni produkeni spolecnost a

provozovatel celoplosného televizniho vysilani (dale zkracené televize).

5 Bernard, J., Frydlova, P.: Maly labyrint filmu, Praha: Albatros, 1988, s. 249.

¢ BEuropean Convention on Cinematographic Co-production, Council of Europe, 1992, Chapter I, Article 3,
paragraph b, zanglictiny volné pfelozil Michal Kra¢mer, https://www.coe.int/en/web/conventions/full-list/-
/conventions/rms/090000168007bd2d, ziskano 1. 5. 2019
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B. Pravni ramec filmové vyroby v CR a koprodukei

Zaéneme dulezitymi pravnimi predpisy Ceské republiky. Hlavnim zdrojem pro oblast
audiovize a filmy je Zakon ¢&. 496/2012 Sb., neboli Zakon o audiovizi’ a Zakon &. 121/2000
Sb., neboli Autorsky zakon®.

Autorsky zakon definuje zasadni pojmy jako Autor, Autorské dilo, Skolni dilo,
Audiovizualni dilo, Prava vyrobce zvukove obrazového zaznamu a dalsi. Pro nas jsou zasadni

nasledujici poznatky:

* Film je autorské dilo (v 99,9% piipadi)

* Film je audiovizuélni dilo

» Jedinym autorem audiovizuélniho dila (filmu) je rezisér

= Existuje vyrobce zvukové obrazového zdznamu a ma dand prava; takovy
vyrobce se nazyva ve filmové branzi producentem (nebo v ptipadé koprodukce
koproducentem)

* Autor Skolniho dila mé pravo ,,Neni-li sjednano jinak, mtize autor $kolniho dila
své dilo uzit ¢i poskytnout jinému licenci, neni-li to v rozporu s opravnénymi

z4jmy $koly nebo $kolského &i vzdélavaciho zatizeni.*

Posledni bod umozniuje studentiim/autorim filmovych Skol nakladat s dily, kterad
vytvofili ve Skole, jak chtéji, za pfedpokladu, Ze (zjednoduSené feceno) jejich jednani neposkodi
Skolu. To znamena4, Ze studenti mohou uzavirat licen¢ni smlouvy se soukromymi (ne-Skolnimi)
subjekty a vlastné tak vyrabét svoje filmy mimo Skolu, 1 kdyZ je vyvinuly ve Skole. To také
umoziuje ptipadné vytvofit koprodukci soukromé spolec¢nosti a Skoly na vyrobu Skolniho

filmu.

Zakon o audiovizi zase definuje dalSi zakladni pojmy jako Kinematografické dilo,
Kinematografické piedstaveni, Koproducent, Ceské audiovizualni dilo nebo Distributor. Pro

nas je zasadni, ze ¢eské audiovizudlni dilo je audiovizudlni dilo:

7 Zakon &. 496/2012 Sb., Zakon o audiovizualnich dilech a podpofe kinematografie a o zmé&n& n&kterych zakoni
(zékon o audiovizi), G¢innost od 01.01.2013, https://www.zakonyprolidi.cz/cs/2012-496, ziskano dne 1. 5. 2019

8 Zakon €. 121/2000 Sb., Zakon o pravu autorském, o pravech souvisejicich s pravem autorskym a o zméné
nekterych zakond (autorsky zakon), uc¢innost od 01.12.2000, https://www.zakonyprolidi.cz/cs/2000-121, ziskano
dne 1. 5. 2019

9 Autorsky zakon, Hlava 1, Dil 7, par. 60, https://www.zakonyprolidi.cz/cs/2000-121, ziskano dne 1. 5. 2019
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,»1. na jehoz vyrobé se vyrobce nebo koproducent, ktery md misto podnikani, misto
trvalého pobytu nebo sidlo na tizemi Ceské republiky, podilel v rozsahu alespoit 10 %

financovani celkovych vyrobnich nakladi, nebo

2. na jehoz vyrobé¢ se koproducent s mistem podnikani, mistem trvalého pobytu nebo
sidlem na tGzemi Ceské republiky podilel spoleéné s koproducentem, ktery nema misto
podnikani, misto trvalého pobytu nebo sidlo na tzemi Ceské republiky, a toto audiovizulni
dilo vyhovuje podminkam Evropské imluvy o filmové koprodukci (déle jen ,,Umluva“)5) nebo
jiné mezinarodni smlouvy o filmové koprodukei, kterou je Ceska republika vazana (dale jen
,mezinarodni smlouva o filmové koprodukci®), bez ohledu na to, jak se na financovani jeho
vyrobnich nakladt podilel,*!°

Tim se pfeneseme na mezindrodni legislativu, coz je primarné Evropskd umluva o
filmové koprodukei bud’ z roku 1992!'! nebo novéjsi z roku 20172, Vzhledem k tomu, Ze stale

vice statli prechazi na novéjsi umluvu, budeme se primarn¢é vénovat této. Pro naSe ucely jsou

nejpodstatnéjsi tyto aspekty:

= Staty, ktera Umluvu podepsaly, se ji mohou fidit v piipadé, Ze koprodukéni
spolecnosti pochdzeji ze 3 a vice signataiskych stati nebo pokud film
koprodukuji spole¢nosti ze 2 statii, ale tyto 2 staity mezi sebou nemaji bilateralni
dohodu o filmovych koprodukcich, pak se také mohou fidit touto Umluvou

= Pokud film koprodukuji spole¢nosti ze 3 a vice statil, pak kazdy z nich musi mit
finan¢ni podil na celkovych nakladech na vyrobu filmu alesponi 5%, nejvyse
vSak 80%. Pokud film koprodukuji spolecnosti ze 2 statli, pak minoritni
koproducent musi mit minimalné€ 10% finan¢ni podil na celkovych nékladech na
vyrobu filmu a majoritni maximalné 90%.

= Aby se film kvalifikoval jako koprodukce podle Umluvy, musim splnit tzv.
bodovy systém, kde film musi ziskat alespon 16 bodti z 21. V systému se hodnoti
bodové elementy jako rezisér, herci, kameraman, scéndrista, skladatel hudby,

misto postprodukce a jiné a to z hlediska toho, jestli tito lidé pochazeji nebo tyto

10 Zakon o audiovizi, Hlava 1, par. 2, (1) e, https://www.zakonyprolidi.cz/cs/2012-496, ziskano dne 1. 5. 2019

""" European Convention on Cinematographic =~ Co-production, Council of Europe, 1992,
https://www.coe.int/en/web/conventions/full-list/-/conventions/rms/090000168007bd2d, ziskano 1. 5. 2019

12 Council of Europe Convention on Cinematographic Co-Production (revised), Council of Europe, 2017,
https://www.coe.int/en/web/conventions/full-list/-/conventions/treaty/220, ziskano 1. 5. 2019
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aktivity se d&ji na uzemi statd, které jsou signataii Umluvy. Pokud jsou tito lidé
z jiné zemé& nebo se tyto aktivity odehravaji na jiném uzemi (nejcastéji mimo
Evropu), pak body film nedostane a pokud nedosahne 16 bodii, nemutze se film
koprodukovat podle Umluvy (hrané, animované a dokumentarni filmy maji
kazdy jiny bodovy systém).

= Aby se film kvalifikoval jako koprodukce podle Umluvy, musi koprodukéni
spolecnosti z kazdého statu ziskat tzv. koprodukéni statut od narodniho spravce
a musi o n¢j pozadat nejpozdé€ji mesic pred zahajenim nataceni.

= Pocet kreativnich a technickych ¢lentt S$tabu filmu musi odpovidat
procentudlnimu finanénimu piispéni dané¢ho koproducenta na celkovych
nakladech na vyrobu filmu. Pokud tedy napi. koproducent vlozil do spole¢né
vyroby 10% prostfedkli, musi pochdzet 10% cleni Stdbu zdané zemé

koproducenta.

Dale typicky kazdy filmovy fond, ktery poskytuje dotaci na podporu vyroby filmu, ma
dal$i podminky, které producent musi splnit. Nejcastéjsi podminkou je utratit minimalni
procento z udélené dotace na izemi daného statu nebo regionu. To mtzZe byt 50% i mén¢ (napf.
CR a Statni fond kinematografie'> nebo ve Francii Aide aux cinémas du monde'#) nebo
minimaln& 80% a vice (napf. SR a Audiovizualny fond'®) nebo dokonce vice nez 100% (témé¥

vSechny regionalni fondy v Evropé& — napt. Medienboard Berlin Brandenburg'® v Némecku).

Kdyz ted’ zkombinujeme vySe zminéna pravidla, vychazi nam nasledujici podminky pro

mezinarodni koprodukci:

- Cast nataceni nebo postprodukce musi byt vykonana v jiné zemi
- Cast §tabu a hercii nebo protagonistii musi pochazet z jiné zemé

- Cast ziskanych penéz musi byt utracena v jiné zemi

3 Statut Statniho fondu kinematografie, SFK, ve znéni ¢inném k 3. 5. 2017, 7.6.10.1,
https://fondkinematografie.cz/assets/media/files/Honza/Zm%C4%9Bna%20Statutu%20St%C3%A1tn%C3%AD
h0%20fondu%?20kinematografie%20ze%20dne%203.%20kv%C4%9Btna%202017.pdf, ziskano 1.5.2019

14 Aide aux cinémas du monde, CNC, Spending obligations, https://www.cnc.fr/web/en/funds/aide-aux-cinemas-
du-monde 190870, ziskano 1.5.2019

15 Struktiira podpornej &innosti Audiovizualneho fondu na rok 2019, VP AVF ¢&. 5/2018 v zneni zo 16. 4. 2019, 3.
Programy podpornej cinnosti Audiovizuadlneho fondu, Program 1, Osobitné priority v podprograme 1.5,
http://www.avf.sk/Libraries/Struktury/Struktura_podpornej cinnosti_2019.sflb.ashx, ziskano 1.5.2019

16 Funding Films, Medienboard Berlin Brandenburg, https:/www.medienboard.de/en/film-funding/funding-
films/, ziskano 1.5.2019
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- Aby film doséahl na zahrani¢ni podporu, musi byt povazovan nejprve za ceské
kinematografické dilo, producent musi uzavtit koprodukéni smlouvu se svymi
koproducenty, pozadat o ptedbézny koprodukéni status a to vSe predtim, nez se

zacne natacet

Poznamka na konec oddilu: samoziejmé lze koprodukovat filmy i v mezinarodni
koprodukci bez aplikace Umluvy nebo jinych legislativnich pravidel. Nicmén& v tom piipadé
nemiize producent & koproducent dosahnout téméf jisté na zadnou veiejnou podporu ani v CR,
ani v zahrani¢i. Také nema garantovana dals$i prava kromé téch v Autorském zékoné nebo
v Zakoné o audiovizi (na tzemi CR) a film také nemusi dostat certifikat piivodu, coz miize
zt€zovat naslednou distribuci (napt. kvili kvotdm o povinnosti vysilat evropska ¢i Ceska

audiovizudlni dila).

C. Vnimani debuti vramci evropského a c¢eského filmového

priumyslu

V této Casti vychazim z vlastni zkuSenosti, ale také zrozhovort se zavedenymi

profesionaly, coz je soucast analyzy dalsi ¢asti této prace.

Musime ale hned na Gvod rozlisit 3 hlediska. Debut z pohledu: debutanta, filmového
prumyslu a divaka. Z hlediska divaka je naprosto jedno, jestli divaci koukaji na debut ¢i nikoli,
oni prosté o¢ekavaji film!”. Z hlediska debutanta se jedna nepochybné o milnik v jeho nebo jeji
kariéfe, protoze debutovy film muze kazdy natocCit pouze jednou za zivot. A podle reakci

z distribuce muze vasi kariéru pohtbit nebo naopak dovést do zavratnych vysin.

Vznika zde tim také nerovnovaha v ocekavani a v motivaci debutovy film vlastné d¢lat.
Zatimco debutant/autor ocekava, ze mu debut pomiize nastartovat kariéru, filmovi

profesionalové neocekévaji od debutu zpravidla nic vice nez to, ze pfi nejlepSim bude mit

17 divod, Ze by na film divéci $li kvili tomu, Ze je to debut spada az pod ,,jiné* na poslednim mist¢ vSech divodi
vyzkumu - viz Audiovizualni trh v CR, Reprezentativni pohled na sou¢asnou populaci, str. 37, vyzkum zpracovany
pro APA,
http://www.asociaceproducentu.cz/img/prispevky/VYZKUM AUDIOVIZUALNIHO TRHU_PREZ.pdf,
ziskano 1.5.2019
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dobrou festivalovou premiéru a dalsi festivalové uvedeni'®. Vice o rozporu téchto odekavani je

uvedeno v analyze v dalsi Casti této prace.

D. Jednotlivé motivace ,,hraci* ve vyrobé a distribuci filmu

Pro ptehled bych zde chtél stru¢né vypsat ,,pragmatické* motivace jednotlivych hract
z hlediska debutového filmu. Myslim si, Ze to je zdsadni moment, ktery mtize pomoci pochopit
nékterou problematiku nejen debutovych filmt. Motivace vychéazeji z podstaty téchto profesi —
neékteré jsou soukromé firmy, a tak zpodstaty ekonomie chtéji maximalizovat sviij zisk.
Motivace debutantli vychizi primarné zmoji zkudenosti s debutanty nejen v CR, ale i

v zahrani¢i.

Rezisér (debutant): oCekava nastartovani kariéry a rozsifeni svého jména ve filmovém

pramyslu (zvySeni kreditu) — nékdy o ¢ekava i signifikantni penize z vyroby filmu
Scéndrista (debutant): ma stejnad ocekavani jako rezisér-debutant

Scéndrista (zavedeny): ocekavéa standartni finanéni odménu a bavi ho moznost

spoluprace s nékym novym
Producent (debutant): ma stejna ocekavani jako rezisér-debutant

Producent (zavedeny): ocekava zvyseni kreditu dobrou festivalovou premiérou (nebo
v ptipad¢ Cisté¢ komercnich filml velky zisk) a investuje do filmu ptedev§im proto, aby
pokracoval s rezisérem na dalSich jeho projektech, ze kterych bude mit vétsi kredit a také

adekvatni finanéni ohodnoceni

Sales agent (debutant): chce zvysit sviij kredit a navazat nové kontakty diky filmu

s dobrou premiérou (at’ uz komercni nebo artovou), penize hraji druhou roli

18 kdyby producent mél za cil finan&ni zisk, nemusel by riskovat spolupraci s debutantem, a mohl by piizvat na
spolupraci zkusenéjsiho kolegu, se kterym jiz pracoval
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Sales agent (zavedeny): jde bud’ o kredit nebo o penize; zavedeni sales potiebuji mit
kazdy rok novy titul s dobrou premiérou (kvili divéryhodnosti katalogu a moznosti dalSiho

prodeje), jinak jsou motivovani ¢isté finanéné
Distributor (jedno ¢i debutant nebo zavedeny): Cisté finan¢ni motivace

Festival: zalezi na fokusu, ale nejcastéji chtéji inovovat a piinaSet neottelé zpiisoby

filmového vypravéni

E. Prehled moZnych cila v distribuci filmu

Toto hledisko je spiSe z pohledu producenta (nebo koproducentil) debutu — ale logicky

se vztahuje na cely Stab.

= Zvyseni kreditu ve filmovém primyslu

* Financni zisk z distribuce

* Financni zisk z vyroby

* Film vhodny pro filmové festivaly

* Film vhodny do klasické kinodistribuce

* Film vhodny pro prodej do zahranic¢i (kromé festivalit)
= Slava

= Zisk ocenéni

= Ziskani prostfedkti na dalsi film/serial/atp.

*  Film vhodny pro prodej do TV

* Film vhodny pro on-line distribuci

F. Vyhody a nevyhody mezinarodnich koprodukei

Nez ptejdeme k zédkladnim vyhodam ¢i nevyhodam mezindrodnich koprodukci, chtél
bych pro srovnani ukézat, jak moc dilezity tento fenomén je. Budeme vychazet ze statistik

European Audiovisual Observatory (déle jako EAO)™.

19 European Audiovisual Observatory, https://www.obs.coe.int/en/web/observatoire/, ziskdno 1.5.2019
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Nasledujici tabulka ukazuje vyvoj celkového poctu vyrobenych celovecernich filmt
vEvrop¢ pro roky 2007 — 2016 (hrané, dokumentirni i animované)?’:

Figure 1. Evolution of production volume in Europe by type of production (total, 100% national
and majority co-production), 2007-2016

In number of films

2 500
Total feature
2000 - films - 100%
national

1500 - / =
Total feature

films - maj. co-
1000 prod.

500 Total national
feature films

2007 2008 2009 2010 2011 2012 2013 2014 2015 2016

Source: National film centers, European Audiovisual Observatory elaboration.

Vidime, Ze jak roste celkovy pocet filmii (tmava, tlustd linka; v roce 2007 néco pod
1500, tak v roce 2016 jiz cca 2100 filmi), tak roste 1 pocet majoritnich koprodukci (tenka Seda
linka; v roce 2007 cca 300 filmu za rok, v roce 2016 skoro 500 filml za rok). Stale ale prevlada
vyroba filmi v ¢isté domacim prostiedi (zelend linka; v roce 2007 cca 1200 filmt, v roce 2016

cca 1700 filmu).

Vyhody a nevyhody mezinarodnich koprodukci jsem poskladdal ¢astecné z vlastni

zkuSenosti a ¢astecné jiz z pravni podstaty nebo nalezenych fakta.

Vyhody

= piistup k vét§im vyrobnim prostfedkiim (nejcastéji financnim)

=  pfistup na nové trhy?!

20 The legal framework for international co-productions, kap. 1.1, EAO, IRIS Plus, 2018, https://rm.coe.int/iris-
plus-2018-3-the-legal-framework-for-international-co-productions/168090369b, ziskano 1.5.2019

2 to vyplyva napf. z pravidel pro udéleni grantii, kdy dany fond podmitiuje pfidéleni minoritni dotace na vyrobu
filmu tim, Ze minoritni koproducent si ponecha vlastni stat jako exkluzivni teritorium v ramci distribuce; coz
automaticky zvétSuje distribu¢ni potencial daného koprodukéniho filmu — viz Struktira podpornej &innosti
Audiovizualneho fondu na rok 2019, VP AVF €. 5/2018 v zneni zo 16. 4. 2019, 3. Programy podpornej ¢innosti
Audiovizualneho fondu, Program 1, Osobitné priority v podprograme 1.5,
http://www.avf.sk/Libraries/Struktury/Struktura podpornej cinnosti_2019.sflb.ashx, ziskano 1.5.2019
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» [epsi distribuce filmu??
= rozSifeni kontakti mimo domaci teritorium

= gsdileni zkuSenosti

Nevyhody

» administrativni ndro¢nost?

* finan¢ni naro¢nost (pieklady, pravni naklady, finan¢ni poradenstvi, G¢etnictvi)
= ztrata kontroly nad vyrobou filmu

= ztrata kontroly nad findlnim tvarem filmu

= komplikovanost rozhodovani

= spolupréce v cizim jazyce

= spoluprice s nezndmymi lidmi

V souvislosti s nevyhodami mezinarodnich koprodukci (obzvlasté v Evrop¢) se mluvi o
tzv. Europuddingu?*. Hlavnim idealem filmovych koprodukeci je ,, ... dosahnout vétsi jednoty
mezi ¢lenskymi zemémi Rady Evropy, predevsim kvili ochrané€ a propagovat idealy a principy
vychazejici ze spolecného dédictvi; ... podporovat kulturni diverzitu v riznych evropskych
zemich je jednim z cil Evropské Kulturni Umluvy;*“?® Nicméné v realitd producenti touZi
primarné po prvni vyhodé¢ koprodukci, tedy aby méli pfistup k vétSim financnim zdrojim
(pfirozené¢ ne jen kviili chamtivosti, ale prost¢ proto, aby bylo mozné vyrobit finan¢né
zminény Europudding. Aby film spliioval kritéria Umluvy, obsazuji se mista ve §tdbu uméle
dosazenymi tviirci nebo dokonce neexistujicimi, aby film prosel bodovym testem a doséahl tak

na koprodukéni status, ktery mu umoziluje Cerpat vetejné finance z jiného statu.

22 7 dat EAO vyplyva, ze filmy vyrobené v mezinarodni koprodukci maji vé&tsi celosvétovou navitévnost nez filmy
vyrobené v Cist¢ domaci produkci; The legal framework for international co-productions, kap. 1.4, EAO, IRIS
Plus, 2018, https://rm.coe.int/iris-plus-2018-3-the-legal-framework-for-international-co-
productions/168090369b, ziskano 1.5.2019

2 yychézi rovnou z pozadavka Umluvy o mezinarodnich koprodukeich, kdy v piloze I jsou definované povinné
dokumenty k ziskani koprodukéniho statutu; Council of Europe Convention on Cinematographic Co-Production
(revised), Preamble, Council of FEurope, 2017, https://www.coe.int/en/web/conventions/full-list/-
/conventions/treaty/220, ziskano 1. 5. 2019

24 Mary Harrod, The Europeanness of European Cinema: Identity, Meaning, Globalization, Diplomova prace
Debuty v mezinarodnich koprodukcich, MgA. Kristyna Michalek Kvétova, 2018, AMU Praha

25 Council of Europe Convention on Cinematographic Co-Production (revised), Preamble, Council of Europe,
2017, https://www.coe.int/en/web/conventions/full-list/-/conventions/treaty/220, ziskano 1. 5. 2019
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G. Zakladni piehled podpory debutii v CR a mezinirodné

Jiz dnes existuje sit’ specializovanych workshopi, koproduk¢nich trhii nebo finan¢nich
podpor uréenych debutujicim filmafim. A to jak v CR tak i za hranicemi. Zaroven vét§ina
fondt, workshopti a koprodukénich trhti, které nejsou specificky urcené pro debutanty,
akceptuji také debutové projekty. Tato prace nema za cil pfinést celkovou mapu takovych
aktivity nebo moznosti, ale jen zakladn¢ ukazat, ze filmar-debutant ma jiz ted’ moznost sviij
film vyvinout nebo zafinancovat. To samoziejmé& neznamena, Ze takova podpora je dostatecna

nebo vyhovujici.
V zakladu miizeme tyto aktivity rozdélit podle n&kolika kritériiZ¢:

» druh aktivity (workshop, koproduk¢ni trh, filmovy fond)

= faze projektu (psani scénafe, vyvoj filmu, financovani, rezijni aspekty, stfih,
distribuce)

= zanr, typ filmu (hrany, dokumentérni, animovany a fantastické filmy, sci-fi, atp.)

= §tabova profese (rezisér, scénarista, producent, skladatel, stiihac¢, architekt)

V CR zmifime napf. scénéristicky workshop Midpoint uréeny pravé zaéinajicim
profesionalim — rezisérim, scénaristim a producentim. Nebo pro dokumentaristy vhodny
workshop Ex-oriente (na vyvoj) ¢i dok.incubator (na stfih). Tyto workshopy maji ale
celosvétovou plisobnost. Déale Statni Fond Kinematografie podporuje specifickou vyzvou na
vyrobu hrané debutové filmy jednou za rok, ale samoziejmeé podporuje 1 dokumentarni a
animované debuty (jen ne ve specialnich vyzvach).?’

V zahrani¢i miZeme vzpomenout na koprodukéni trh Sofia Meetings (Bulharsko), ktery

je urcen pro reziséry 1., 2. a 3. filmi nebo workshop pro zacinajici producenty MAIA (Italie).

26 Diplomova préace ,,Debuty v mezinarodnich koprodukcich®, str. 43, MgA. Kristyna Michalek Kvétovd, 2018,
AMU Praha

7 Kratkodoba koncepce 2019, Statni Fond Kinematografie,
https://fondkinematografie.cz/assets/media/files/H/Koncepce/KK 2019 _text-brezen.pdf, ziskano 1.5.2019
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Fatem je, Ze na to, aby se ¢lovék mohl ptihlasit a za¢astnit vySe zminénych workshopti,
trhil a dal3ich aktivity potfebuje penize — a rozhodn& nezanedbatelné. Casto ucast na téchto

workshopech stoji tisice EUR, takZe si je nemuze dovolit kazdy.
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3. Vyzkum potieb a problému zacinajicich
profesionali ve filmovém pramyslu v ramci zemi

regionu stiredni Evropy

A. Vychozi situace trhu

V tomto vyzkumu se zabyvame pouze vybranym segmentem trhu filmového pramyslu,
tj. celovecernimi hranymi filmy, které jsou distribuovany v kinech, a které vykazuji narodni
produkéni majoritu zemi regionu stfedni Evropy (témi jsou pro nas Némecko, Rakousko, Ceské
republika, Slovensko, Mad’arsko a Polsko). Diivodem, pro¢ se zabyvat jen hranou tvorbou a
nikoli dokumentarni, animovanou ¢i kratkometrazni, je to, ze kazdy tento segment ma svoje
specifika vyroby i distribuce. Zaroven celovecerni hrané filmy tvoii nejvétsi trh dle trzeb i
navstévnosti (za dikaz budiz Zebiicek TOP 50 filmi?® dle navstévnosti Unie filmovych
distributorii CR (,,UFD CR*) za rok 2013: 39 hranych, 11 animovanych a zadny dokumentarni
film).

Troufame si tvrdit, ze doposud neexistuje zadna ucelend studie této problematiky v
regionu zemi stfedni Evropy. Vznik takového vyzkumu je tedy zddouci nejen z vySe zminénych
diivoda, ale také z prosté popisné potieby. Pokud uz se nékteré prace zabyvaji filmovym
prumyslem, pak nejcastéji zkoumaji kvantitativni ekonomické ukazatele (velikost trhu, pocet
navstévniki kin v rtiznych relacich, dopad filmovych pobidek, atp.). Nenasli jsme zadnou

studii, kterd by se zabyvala filmovym primyslem z pohledu pfistupu na trh.

Na druhou stranu existuje nékolik studii, které mapuji podobnou problematiku, ale na
jiném uzemi — pfedev§im ve Spojenych statech americkych (Hollywood) a napt. Ciné ¢&i Indii
(Bollywood) nebo Nigérii (Nollywood). Fokus na zacinajici profesionaly je vSak unikatni.
Ptedmét tohoto vyzkumu vSak neni porovnani situaci v jednotlivych zemich, ale popsani situace

v regionu stfedni Evropy a podat navrhy na jeji piipadné vylepSeni.

28 TOP 50 filmt za rok 2014,“ UFD, http://www.ufd.cz/files/clanky/top50adm1412¢.xls , ziskano 1. 5. 2019
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B. Metodika vyzkumu

Samotny vyzkum sesklada ze 2 hlavnich ¢asti. V prvni €asti jsme se vénovali prazkumu
trhu z hlediska jiz zavedenych profesionali ve vSech odvétvich filmového pramyslu, tj.
provedli jsme hloubkové rozhovory s producenty, sales agenty, distributory, reprezentanty
fondu ¢i festivalovymi selektory, a to nejen ve zkoumaném teritoriu, ale také profesionaly
z evropskych instituci ¢i svetovych festivall, pii¢emz hlavni kritérium bylo, aby se
profesionadlové néjakym zplisobem debuty zabyvali. V druhé ¢asti vyzkumu jsme distribuovali
dotaznik mezi zacinajici filmové profesionaly (debutujici reziséfi, scénaristi a producenti) ve
zkoumanych zemich a oslovili jak stavajici studenty filmovych Skol v regionu, tak jejich
nedavné absolventy. Pokud to jen §lo, distribuovali jsme dotaznik také mezi respondenty, ktefi

nestudovali na zadné filmové skole.

Vyzkum probéhl kombinaci kvalitativni a kvantitativni metodiky:

A. Cilova skupina zacinajicich profesiondlli / studentl / tvirci byla zkouména
kvantitativni vyzkumnou technikou, tedy dotaznikem. Pfitom byly sledovany dvé cilové

skupiny:

I. Ti, kdo jsou aktudlné, nebo v nejblizSich letech budou, v pozici, kdy zacnou

pfipravovat svlij prvni celovecerni hrany film

II. Ti, kdo jiz usp&sSné zrealizovali své projekty, ale jesté si dobfe pamatuji, s jakymi

potizemi se setkavali.

Byla pouzita metodika on-line sbéru dat, s vyuzitim platformy a zapojeni profesionalni
vyzkumné agentury. P¥ipravili jsme dotaznik?® (kombinujici oteviené i uzaviené otazky) pro
obé cilové skupiny soucasné dilezity motivacni dopis/mail. Agentura nasledné¢ dotaznik
naprogramovala a vytvofila individualni 1 skupinové linky pro respondenty. Skupinové linky
byly pfipraveny - navic proti projektu - proto, Ze nékteré¢ participujici instituce nechtély predat

mimo Skolu e-mailové adresy absolventt, ale oslovovaly je samy.

29 dotaznik je piilohou této prace
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Osloveni respondenti sami pak v jimi zvolené dob¢ klikli na pfistupovy link a vyplnili

dotaznik. Ke zvySeni ucasti na vyzkumu prob¢hly dvé viny upominek.

Celkem dotazniky vyplnilo k 20. 12. 2015 132 respondentil z oslovenych cca 2 000 lidi.

B. Cilova skupina profesionalti byla zkoumdana kvalitativni vyzkumnou technikou,
pomoci individualnich, pfedeviim osobnich (face to face) rozhovori. PFipravili jsme scénai>’
individudlnich rozhovorti a proskolili ¢leny tymu v této metodice, nasledné jsme oslovili
konkrétni vybrané profesionaly ze vsech podskupin, dohodli s nimi terminy a nasledné ziskali

odpovedi.

Celkem prob¢hlo 14 hloubkovych individualnich rozhovort.

Takto sebrana data pak byla statisticky i obsahové analyzovana do ¢ésti 3. této prace.

Veskera sebrana data byla ziskana pod podminkou anonymity.

C. Vlastni vyzkum — zacinajici profesionalové

Nejprve zacneme vyzkumem mezi za¢inajicimi profesionaly. Ptali jsme se na 3 okruhy
otazek. Jsou to zékladni identifika¢ni udaje a aktualni problémy, informace o debutantském

projektu a v neposledni fad¢ otdzky ohledné znalosti trhu a ocekéavani.

I. Demografické udaje a problémy

wewv

let. Lze tedy 1 pfedpokladat, Ze je to vek, kdy vétSina debutantli natoci sviij celovecerni debut

(odchylka 2 roky).

Drtiva vétSina ma nebo dokoncuje vysokoskolské vzdélani ve filmovém oboru.

30 scénaf je piilohou této prace
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Struktura souboru

mabsolvent VS
B posledni ro¢nik V5
E student VS niz&iho ro¢niku

mbez VS

P4

Drtiva vétSina respondentii povazuje za kliCové k natoCeni uspéSného debutu vybrani
dobrého tématu ¢i namétu, coz jde ruku v ruce s napsanim dobrého scénare. Dale povazuji
zacinajici filmafi jako velmi dulezity faktor mit konexe ve filmové branzi, mit schopnost vytrvat
a zvolit dobré herecké obsazeni a §tab. Za nejméné podstatné povazuji kvalitu svych

piedchozich filmi (praci) a odliSeni se od zbytku filmi na trhu, tj. mit néjakou unikatnost.
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Co povazuji za klicové pro natoceni hraného
celovecerniho debutu?

pfibéh, téma
synopse, scénar
vytrvalost
kontakty ve filmovém oboru
$tab a herci
marketingova a distribucni strategie
dosavadni zkuSenosti
nadhoda, stésti
osobnost, uméni sebeprezentace
harmonogram projektu
rozpocet a financovani
producent filmu
ptedchozi filmy, projekty
promo materidly a podklady
jedinecnost, odliSnost projektu
technicka realizovatelnost projektu

0% 25% 50% 75% 100%

Zaroven spatifuji nejvetsi potfebu v pomoci s vyvojem scénafe a dramaturgii. Daéle
zacinajici filmaii pocituji potiebu pomoci se zajisténim distributora, s ucasti na festivalech a
s pfipravenim prezentace (pitche?!) projektu. Naopak jen velmi okrajové se stavi k osobnostnim
vadam autora, tedy to podle zac¢inajicich filmait neni problém, stejné jako pomoc s ur¢enim

cilové skupiny a uspokojeni jejiho ocekéavani.

Nasledujici graf ukazuje sestupné¢, v C¢em vidi debutanti nejvétsi potiebu pomoci nebo

podpory.

31 anglicky ,,to pitch® znamena pfenesené néco (rychle a struéné&) odprezentovat
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V jaké oblasti vidi zejména potrebu pomoci?

m5  4m3 02 M1

dramaturgie projektu

dobry scénar

Il

pomoc se zajisténim distributora
pomoc s Ucasti na festivalech
dobra prezentace

funkéni realizaéni strategie
pfiprava rozpoctu

pomoc se Zadosti o grant

pomoc se zajisténim sales agenta
pomoc se zajisténim koprodukce
pomoc se zajisténim sponzord
védét co od kterého partnera lze éekat
jasna cilova skupina filmu

osobnostni vady

B E 0w 0

0% 25% 50% 75% 100%

vvvvv

= Podpora s ptihlaSovanim na filmové festivaly

- Obsahova podpora (festivalova strategie)

- Ziskani kontaktii na relevantni filmové profesionaly
= Podpora s grantovymi pfihlaskami

- Obsahova podpora (co kde a jak vyplnit)

- Ziskani kontaktii na relevantni filmové profesionaly
= Podpora se zajisténim koprodukce

- Obsahova podpora (ptiprava projektu na koprodukei)

- Finan¢ni podpora (naklady na hledani partnerti, pravni ndklady, atp.)
= Podpora se zajisténim sponzora

- Ziskéni kontaktli na relevantni subjekty a lidi
= Podpora se zajisténim distributora

- Pomoc s uzavienim distribu¢ni smlouvy

- Ziskani kontakti na relevantni filmové profesionaly
= Podpora se zajisténim sales agenta

- Ziskani kontaktii na relevantni filmové profesionaly
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K doplnéni obecnych otazek a odpovédi poslouzila moznost zanechat konkrétnéjsi
psanou odpovéd’ tykajici se problémd, které debutanti pocit'uji. Zeptali jsme se, jaké oni sami
vidi nejvétsi prekazky v realizaci celého filmového projektu. Polovina respondentii (nezévisle
na uzemi, ze kterého pochazeji) uvedla, Ze méla extrémni problém s podfinancovanim svého
projektu. Druhd polovina se k problému nevyjadfila podrobné. Problémy s financovanim mayji
dvoji charakter. Prvni se tyké rozpoctu na vyrobu filmu, druhy vyvoje filmu. V prvnim piipadé
respondenti konstatovali, Ze maji velky problém piesvéd&it decision-makery?? v institucich (v¢.
TV) o tom, ze jejich projekt a oni sami stoji za to, aby do nich bylo investovdno. Nemalo z
respondentli popisuje dokonce ponizovani z nedostatku zkuSenosti nebo absolutni nedavéru.
Kviili témto predsudklim bojuji s velmi nizkymi rozpocty svych filmi, a bud’ film nerealizuji
scénafe. Ve vyvoji vidi velka spousta respondentli problém ten, Ze jsou nuceni mit normalni
praci, kterd jim vyd¢la penize na kazdodenni Zivobyti, ale tim jim jiz nezbyva Cas na to, aby se
mohli vénovat psani a vyvoje scénafe. Jeden respondent doslova napsal: ,,penize vytvateji
penize, ale kdyZ nemate penize na pocatku, nemuzete dalsi vytvofit™. Problémem také je to, ze
jsou debutanti odkazani na velmi maly pocet zdroju, a tim jsou velmi zavisli na rozhodnutich

par instituci.

V neposledni fadé pocit'uji respondenti problém v obsahovém vyvoji scénare. Pottebuji také

pomoc prave s vyvojem obsahu — dramaturgii.

Co se tyce distribuce, uvadélo hodné respondentli problémy se ziskanim pozornosti od
distributorti. Spousta z nich si nakonec film distribuovala sama. Krom¢ nezdjmu se také
respondenti potykaji s extrémné malymi finan¢énimi moZnostmi na financovani propagace a

samotné distribuce filmu.

Respondenti také uvedli, ze by bylo vhodné pomoci debutantim s tvorbou rozpoctu. Predevsim
vidi, ze nakonec projekt stdl mnohem vice penéz, nez ocekavali a hodilo by se jim znat vSechny
polozky, které budou muset zaplatit (vCetné distribuce). Zarovenn se n¢ktefi zamysleji nad
alokaci penéz v ramci rozpoctu. Je podle nich velmi dalezité si rozmyslet, do ¢eho piesné by
m¢éli autofi (producenti) penize vlozit, jelikoz tak mohou ovlivnit kvalitu celého filmu. Také

citi, Zze je dilezité se naucit pracovat s vécnym plnénim a dalSimi formami financovani. V

32 7 angli¢tiny decision-maker, doslova ,,vykonavatel rozhodnuti*
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neposledni fadé vidi potencial v tom, jaky business model producent zvoli, protoze to ovlivni

vSechno — od platl §tabu po rentabilitu distribuce.

Nakonec si respondenti mysli, Ze klicovou vlastnosti debutanta je vytrvalost. Také zdaraziiuji,
ze film je tymova prace a je nutné umeét spolupracovniky motivovat. Potencidl také vidi v
absolvovani mezinarodnich workshopii a v moznosti vyuzit pozici debutanta a pokusit se ziskat

co moznd nejvyhodnéjsi podminky s partnery — debutantem je clovek jen jednou.

II.  Specifikace projektii respondentii
Otazky byly pokladany obéma skupinam zacinajicich profesionalii

Vice nez 50 % respondentil uvedlo, ze Zanrem jejich debutu je (nebo bude) akéni nebo
dobrodruzny film. Ptes 20 % respondentl natoCilo (nebo chystd) jako svilij debut historicky
snimek. Naopak ¢isté drama ¢i komedii, thriller nebo romanticky film natocilo sotva 2 %
respondentll. Nikdo si nevybral sci-fi ¢i fantasy. Skoro 90 % respondentti to¢i film v matetfském

jazyce a jen necelych 10 % vyrébi film v anglicting.

Co se ty¢e zdroji financovani, tak v nejvétsi mife respondentim pomohl (nebo
predpokladaji, Ze je podpofii) narodni filmovy fond a hned potom museli do filmu vlozit vlastni
penize ¢i investici tfeti osoby. Témér nikomu se nepodafilo ziskat minimalni garanci od sales
agenta nebo distributora a jen minimum projektl ziskalo podporu v ramci filmovych pobidek.
Zhruba ctvrtin€ projekti navic pomohl jeden z nasledujicich subjektli: narodni vefejnopravni
televize, regionalni fond nebo postprodukéni spolecnost ¢i rental. Financovani projekty

nejcastéji sehnali (nebo piedpokladaji, ze sezenou) bud’ do jednoho roku, nebo do tii let.
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Zdroje pro financovani debutu

narodni filmovy fond

vlastni finan&ni zdroje

jiny soukromy investor

regionalni filmovy fond
postprodukéni firma

zdroje Skoly

program Creative Europe
narodni vefejnopravni TV
pljcovna

program Eurimage

studio

stipendium nebo grant nadace
cena z filmového festivalu
narodni soukromd TV

jiné zdroje

minimalni garance distributora

filmova podpora, pobidka

minimalni garance sales agenta

V dobé¢ nataceni nemélo distributora ani sales agenta ¢i televizni stanici jako partnera
ptes 50 % projektt. Jen necelych 30 % mélo jiz narodniho distributora a méné nez 20 %
projektii mélo jiz mezindrodniho sales agenta. Kdyz byl projekt dokoncen, neméla zadného
distributora (ani kino, ani DVD/VOD a ani TV) vice nez tfetina projekti. Nicméné témét 50 %

respondentli prezentovalo projekt na mezinarodnim koprodukcénim trhu ¢i se k tomu chystali.

Drtiva vétsina projektii prosla workshopem na vyvoj scénafe a na vyvoj celého projektu
nebo producentskym tréninkem. Naopak zhruba cCtvrtina projektd neproSla zadnym

workshopem.

Hlavni strategii vyroby bylo uSetfeni na odménach §tabu a hercii, tedy tfetina projekta platila
cely §tab, ale men§imi odménami, neZ je narodni pramér. Ctvrtina projektd zvolila metodu
zaplaceni jen par profesi, jinak vSichni ostatni pracovali zadarmo a jen v Sestin¢ pfipadii dostal

Stab zaplaceno dle narodnich zvyklosti. Primérné bylo ve §tabu 27 lidi (i s herci).
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III. Ocekavani debutanta

Prvni otazka byla, co mohou ocekavat od sales agenta. Nejvice respondentt si mysli
(sestupng), ze sales agent bude film primarné prodavat festivalim, poté mezinarodnim
distributortim a obecné bude film reprezentovat na mezinarodnich trzich. Nejméné respondentti
ocekava, ze sales agent bude vybirat pfijmy od mezinarodnich distributor, a ze bude projekt

kofinancovat pomoci minimalni garance.

Druhd otazka se tyka ocekdvani od distributora. Nejvice respondentii si mysli
(sestupn¢), ze distributor bude film prodavat do narodnich kin, propagovat film v narodnich
médiich, a Ze zorganizuje narodni premiéru. Nejméné respondentti o¢ekava, ze distributor bude
vybirat pfijmy od narodnich partnert (kin, TV, atp.) ¢i, ze distributor dokaze film prodat na

VOD.

Nejvice respondentt si mysli, ze nejlepSim zptisobem, jak kontaktovat distributora nebo
sales agenta, je potkat ho v industry sekci filmového festivalu®?, pozadat nékoho o doporudeni
nebo navstivit koprodukéni forum. Nejméné vhodnym zplsobem se zda ptimé volani ¢i zaslani

obchodni nabidky elektronickou postou.

Ptes 80 % respondentli by se rddo zucastnilo tréninku, ktery by jim pomohl zlepSit
schopnosti, jak uspét na mezindrodnim trhu. Témét 90 % by rddo prezentovalo sviij novy
projekt na mezindrodnim koprodukénim trhu, s tim, ze ale tfetina z nich si nevéfi, ze maji

dostatecné zkuSenosti a dalsi tfetina nevi, jak toho viibec doséhnout.

Témét 90 % respondentd si mysli, Ze nejsou debutanti v jejich zemi dostatecné

podporovani, s tim, ze dv¢ tfetiny z nich vidi né¢jaké moznosti, ale jsou nedostatecné.

Témet 95 % respondentl si mysli, Ze mezindrodni prezentace filmu pomize k ziskani
mezinarodnich zdrojii financovéni, ze ziskd koprodukéni kontakty, ze ziska prodejni (sales
agenty a distributory) kontakty, a ze ziska vicero kontaktl na festivalové selektory. Na druhou
stranu se 80 % respondentl neboji, Ze by jim nékdo projekt ukradl, nebo ze by mezinarodni

spolupraci ztratil svobodu v projektu.

33 sekee ,,industry* pochézi z anglického slova industry, doslova ,,primysl*, tedy v dnesni dobé je b&zné, ze vetsi
filmové festivaly organizuji specialni uzaviené aktivity uréené pouze pro filmové profesionaly
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D. Vlastni vyzkum — zavedeni profesionalové

Nejprve je nutno podotknout, ze vSechny subjekty maji bud’ kazdodenni, nebo mén¢
frekventované, ale velké zkuSenosti se zaCinajicimi profesionaly. Mezi dotazovanymi byli

producenti, sales agenti, selektofi festivall, distributofi a zastupci fondu.

Dotazovali jsme se, jak profesionalové vlastné debut definuji a vSichni pojmenovavaji
debutem prvni celovecerni film reziséra. Ptipustili, Ze se lze bavit i o producentském c¢i

scénaristickém debutu, ale ty nejsou pro né tolik podstatné (rozhodujici).

I.  Kritéria vybéru projektu pro spolupraci

Prakticky vSichni profesionalové nezavisle na odvétvi, kterému se vénuji, se shoduji, ze
na originalité (unikatnosti) ptibéhu, ale také v rezijni vizi, coz je druhé nejdulezitéjsi kritérium.
Prakticky vSichni se také rozhoduji na zaklad€ piedchozich kratkych filmt reziséra a rozhodné
je pozaduji s tim, Ze nesta¢i mit natoceny jen dokumentéarni film (ani celovecerni), ale hrany (i

kdyz kratky).

Dals§im hlavnim kritériem pro vybér projektu producenta, sales agenta ¢i distributora je

osobni vkus daného profesionala. Zastupci festivala a fondu jsou ale vkusoveé neutralni.

Predevsim producenti a zastupci fondi také kladou velky diiraz na kvalitu tzv. package,
tedy ,,bali¢ku® neboli prezentaci scénafe a financni ¢i distribuéni strategie, rozpocet, atp. Pro

producenty je velmi diilezité, aby byl debut levny (levnéjsi) v komparaci s narodnim primeérem.

Obecn¢ vzato vSichni do jednoho hledaji unikatni projekt. Unikatni ale muze byt

v mnoha ohledech. Dulezité nicméné je, aby projekt néjak vyénival a nebyl primérny.

Predevs§im producenti a sales agenti se zmifuji o osobnosti a povaze debutanta. Odmitaji
spolupracovat s t¢émi osobnostmi, se kterymi primarné nevyjdou. Popsali také nékolik ptipadi,
kdy nasledovanim tohoto principu ztratili projekt, ktery se posléze ukazal jako extrémné
uspésny (premiéra v Cannes ¢i Berling, atp.). Osobnost debutanta je dilezitd predev§im pro
budouci dlouhodobou spolupraci. Zaroven jim ale nezalezi na tom, jestli debutant vystudoval
filmovou skolu. VSichni se setkali s pozitivnim piikladem debutanta, ktery pfisel z jiné oblasti

(divadlo, konceptualni uméni, 1ékatstvi, atp.).

26



Hlavni motivaci pro praci s debutanty (a to zase napii¢ vSemi profesemi) je jedinecna
prilezitost spolupracovat s velkym talentem a budoucim velkym tviircem. Tedy maji pak vétsi
Sanci, ze s nimi tito filmari budou spolupracovat dale. Zavedeni filmafi jiz maji stalé profesni

partnery, a tak se k jejich projektim dostanou jen velmi ztidka.

II.  Sféry podpory debutanti

Hodné profesionald se zminilo o diivétfe v debutanta. Ta plyne piedevs§im z predchozich
(kratkych) filma reziséra a také z icasti na mezinarodnich workshopech nebo talent labech.
Profesionalové vidi existenci takovych workshopl (napf. na vyvoj scénaie) jako idedlni
prilezitost nejen ke zlepsSeni projektu, ale pfedevSim ke zviditelnéni a provefeni zacinajicich

filmafu.

Hodné také dokazou pomoci filmové festivaly, které se soustied’uji na kratké filmy nebo
debuty. Ty totiz pomizou profesiondlim ,,naservirovat“ ty nejlepsi filmy a predevSim

producenti (ale i sales agenti) pak radi spolupracuji na dalSich projektech téchto tviirci.

Dennim chlebem ptedevsim sales agentl a producentt je ucast na filmovych festivalech
vénujicich se debutantlim nebo zacinajicim filmattim, stejné tak i na koprodukénich trzich a na

pitchinzich workshopti.

Rozhodné je zaddouci, aby debutanti méli své mentory, ke kterym by se mohli obracet
pro radu. To miize mit mnoho podob — od zkuSené¢ho kameramana, az po koproducenta nebo

opravdu jen mentora.

III.  Typické chyby a problémy debutanti

Nejcastéjsim problémem pii posuzovani novych projektli je nedostatecna kvalita
scénafe. Dokonce muze mit debutant velmi dobry ndmét, ale scéndf to nereflektuje. Stejné tak

je velkym problémem neunikatni rezijni koncept.

Vlastné nejvétsim problémem obecné je aktudlni situace na trhu. Ro¢né se vyrobi na

celém svété cca 10 000 celovedernich distribuénich filmd (jen v Evropé okolo 2 000 filma*).

34 podle EAO bylo vyrobeno vroce 2016 v Evrop& 2124 celovecernich film@; Public financing for film and
television content, The state of soft money in Europe, A report by the European Audiovisual Observatory, Council
of Europe, https://rm.coe.int/public-financing-for-film-and-television-content-the-state-of-soft-mon/16808e46df,
ziskano 1.5.2019
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To ptirozené vede k obrovské konkurenci na trhu a nezkuSenym debutanttim pozici jesté vice
zhorSuje. Piedevsim sales agenti (ale i zastupci fondll) zhodnotili, Ze velka vétSina filma na trhu
je prumérné kvality, kdy pfevlada pocit, ze reziséfi film natocili pro sebe. Tedy problémem je,

ze filmy nemaji jasné cilové publikum. A této chyby si pravé v§imaji nejcasteji u debutd.

Dalsim prohieskem debutant byva nepochopeni toho, ze film je také obchodni zbozi a
zaroven neznaji trh. Tedy debutanti byvaji Casto emociondlné velmi svazani se svym prvnim
filmem, a to zptsobuje nedostatek odstupu, coz mize vézt jak k uméleckym nedostatktim, tak

praveé k neschopnosti vidét, ze v distribuci filmu jde o penize predevsim.

Neznalost trhu zase obcCas vede k nerealistickym ocekavanim vynosi z distribuce
(realita® je pro nezavisly umélecky debut maximélné okolo 20 000 EUR pro producenta, pokud

se nestane zazrak v podob¢ hlavni soutéze v Cannes, nominace na Oscara, atp.).

Na druhou stranu od debutant nikdo neocekava plné profesionalni produkt, a tak je
dokonce zadouci jista mira naivity a obétavosti. Také nikdo neocekéava velkou mezinarodni
distribuci, ale spise jen festivalovou distribuci (ze které také neplyne moc vynosii a bavime se

predevsim o arthouse*® filmech).

Také se zda, ze debutanti malo planuji svoji kariéru. Nevidi, Ze jejich prvni film nemusi
byt jejich posledni, a tak je Casto vyhodné uzpilisobit podminky debutového filmu tak, aby
rozpocet nebyl ptili§ vysoky, a zaroven aby scénaf a film sam o sobé slouzil spis jako podklad
pro ziskani financi na dal$i film. Také by méli zvazit to, jestli maji dostatek kratkych filmd,

které mohou poslouzit jako podklad pro rozhodovani se o debutu.

E. Porovnani o¢ekavani obou skupin vyzkumu
I.  Umélecka vize
uspéchu dobry scénar a jeho dramaturgii a také spravné obsazeni a dobry §tab. Zaroven pocit'uji
nejvetsi potiebu prave v tom, aby jim nékdo pomohl s dramaturgii scénafe. Na druhou stranu

jim nepfijde dulezitd unikatnost jejich projektu.

33 dle rozhovoru se sales agentem — viz p¥iloha
36 anglicky ,,arthouse movies* znamend umélecké filmy
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Profesionalové povazuji dobry scénat za klicovy aspekt mozné spoluprace. Zaroven
vSak na stejnou troven pokladaji rezijni vizi, a pfedevSim unikatnost filmu oproti vSem ostatnim

vydanym stejny rok. Tento aspekt je naprosto zasadni pro vSechny bez rozdilu povoléni.

Porovnanim pftistupu vidime sice, ze obé skupiny se shodnou na velké dulezitosti
kvalitniho scénare (a pfipadné jeho dramaturgie), ale velmi dramaticky se rozchazeji v ptistupu
k vybéru tématu ¢i ndmétu. Zatimco pro profesiondly je naprosto klicové, aby byl projekt
v né¢em unikatni, debutanti tento aspekt velmi podcenuji. To mlze potvrzovat to, co uz také
profesionalové vyjadrili, a totiz ten fakt, Ze debutanti znaji velmi malo audiovizudlni trh, nejen
co do mechaniky fungovani, ale piedev§im co do obsahu — to, co pfijde unikatni jim, nemusi

ptipadat unikatni trhu.

Zajimavé¢ ale je, ze debuty respondentd maji potencial byt unikdtni napf. v zanru,
protoZe klasické drama chce natacet jen asi 2 % respondentil a vic neZ polovina nataci akéni
nebo dobrodruzny film. Zanrové filmy obecné maji lepsi moznost prodeje a distribuce viibec,
protoze jsou divacky vyhleddvangjsi®”. Témér 90 % respondentii nataéi sviij debut v mateiském
jazyce. Mozna, kdyby také vice premysleli v globalnim méfitku a film natocili bud’ v anglicting,
bez dialogli nebo kombinaci angliCtiny a jiného jazyka, ziskali by tak enormni vyhodu v ramci

distribuce (vC€. on-line).

II. Financovani

Zajisténi kompletnich financi je jeden z kli¢ovych problémi, ktery debutanti pocit'uji.
Polovina respondenti méla extrémni problémy bud’ béhem natdceni s podfinancovanim
projektu, nebo béhem vyvoje, kdy se dlouhou dobu (n¢kolik let) nedatilo sehnat pozadované
finance. Zaroven velka ¢ast respondenti uvedla, Ze maji problém se debutu vénovat (psat
scéndf), protoze nemaji penize a museji si vydélavat na vlastni Zivobyti, a tim padem nemayji
¢as na to film vyvijet. Dale respondenti uvedli, ze by uvitali pomoc s tvorbou rozpoctu, protoze
mayji zkusenost, Ze projekt byl Spatné¢ finan¢né€ napldnovan a neni neobvykl¢, ze napt. nezbydou
penize na postprodukci. Také vyjadtili pfani o podporu ve véci podavani grantli, zajisténim

koprodukce nebo sponzort.

37 Audiovizualni trh v CR, Reprezentativni pohled na sougasnou populaci, str. 37, vyzkum zpracovany pro APA,
http://www.asociaceproducentu.cz/img/prispevky/VYZKUM AUDIOVIZUALNIHO TRHU_PREZ.pdf,
ziskdno 1.5.2019
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Na druhé stran¢ zavedeni profesiondlové nevidi vlastné zadny problém ve financovani
debuti. Jen komentuji, Ze ocekéavaji od debutu, ze bude levnéjsi, nez je narodni primeér, a ze je

potieba se vyvarovat excestim (tedy pfili§ drahym debutiim).

Porovnanim vidime, Ze zatimco debutanti vidi jako velky problém zajisténi financi pro
svlj projekt, zavedenym profesionaliim to ani nevytanulo na mysli. Tento rozdil v mysleni je
ziejm¢ zplisobeny fenoménem, ktery jiz byl vySe okrajové zminén, tj. tzv. kredit filmate —
vnasem (finan¢nim) piipad¢ je to pak predev§im kredit producenta. Zatimco zavedeny
producent nemé problém se sehnanim penéz na projekt, ktery si vezme pod sva kiridla, tak
debutujici producent mize takové problémy mit. Zatimco zavedeného producenta trapi to, aby
novy projekt byl predevS§im unikatni, a tim padem konkurenceschopny piedevsim v distribuci,
je debutujici producent (ziejmé z nedostatku zkuSenosti) soustfedén predevsim na zajistovani
financi a o kvalité svého projektu ani nepochybuje. Ob¢ strany si ale uvédomuji mozné

problémy v rozpoctovani projektu.

Z vyctu pouzitych zdroju financovani vyplyva, Ze jsou si debutanti védomi evropského

grantového systému, ale i tak museji do svych projektti vkladat hodné vlastnich investic.
instrumenty, jako jsou napf. filmové pobidky>3.

I11. Prezentace

Z Setfeni vyplyva, Ze debutanti neptikladaji velkou vahu svym jiz natoenym kratkym
filmim. Sice pocit'uji potfebu s pomoci prezentace svych projektd, ale neni to top priorita (5.
jako problém nebo duilezitou véc vlastni osobnost. Nékteti vidi nadéji v tcasti na mezinarodnich
workshopech, a proto také velkd vétSina (75 %) projekt respondentl néjakym workshopem

prosla.

Zavedeni profesiondlové prikladaji velkou vahu tzv. package, tj. jak je celkové projekt

prezentovan (nejen scénaf, synopse, ale také rozpocet, financni a distribu¢ni strategie, mood

3% Typicky v CR (ale i jinde) existuje minimum, které producent musi za film utratit, aby mél narok na podporu
z programu. V CR je to aktualné 15 000 000 K& a nazpét dostane producent 20 % v hotovosti. Pokud tedy napf.
vyjde rozpocet filmu na 14 000 000 K¢&, je lepsi rozpocet ,,uméle* nafouknout o 1 milion (nebo si ho pujcit
v bance), a tim mit rovnou ¢isty zisk 2 000 000 K¢ (20 % z 15 mil jsou 3 mil + musim 1 mil vratit bance).

39 zdroj: http://fondkinematografie.cz/filmove-pobidky/ , ziskdno 1. 5. 2019
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board*’, predchozi filmy reZiséra, vizudlni a distribuéni reference). Velky diraz kladou na
pfedchozi (kratké) filmy reziséra a také na osobnost debutanta, protoze idealné hledaji
dlouhodobou spolupraci. Zarovein si projekty vybiraji pfedev§im na mezindrodnich

workshopech nebo festivalech.

Z porovnani vyplyva, ze debutanti chapou dulezitost prezentace svych projekti a hleda;ji
podporu pro zlepsovéni. To je v souladu s tim, co si mysli profesiondlové. Na druhou stranu
debutanti velmi podceniuji diilezitost svych ji natocenych filmii ve vztahu k prezentaci osoby
reziséra a jeho stylu pro nadchazejici projekt. Pro profesiondly je to jeden z klicovych prvkda,
podle kterého se rozhoduji (a ne jen podle subjektivni kvality, ale také podle objektivnich znaka
jako ocenéni, premiéra, promitani na festivalech, atp.). Dalsi tfeci plochou, kde se ocekavani
obou skupin rozchézeji, je osobnost reziséra ¢i producenta. Zavedeni profesionalové prakticky
odmitaji pracovat s osobnostmi, se kterymi si nesednou. Na druhou stranu debutanti toto riziko
vibec nevidi. Navic debutanti si zfejm¢ neuvédomuji dualezitost festivalli (a hlavné téch
zaméfenych na kratké filmy), protoZe tato mista predstavuji hlavni zdroj nalezeni projektd pro

budouci spolupraci pro zavedené profesionaly.

IV. Distribuce

Debutanti pocit'uji, ze potfebuji pomoci s distribuci hned po pomoci se scénaiem.
je to podpora s pfihlaSovanim na filmové festivaly a se zajiSténim distributora, ale také se
zajisténim sales agenta. Krom¢ ziskéni kontakti na relevantni profesionaly, chtéji debutanti
pomoci se strategii piihlaSovani na filmové festivaly a se sestavenim distribucni smlouvy.
Obecné vzato maji debutanti velky problém se ziskanim pozornosti distributorti. Dale maji také

velké potize se zajiSténim financi na distribuci a propagaci.

Profesionalové identifikuji jako nejvétsi distribucni problém debutti fakt, Ze cCasto
nemaji jasnou cilovou skupinu. Oznacuji velkou vétSinu (ale nejen) debutt jako primérné
filmy, které spiSe pfipominaji ,,psycholécbu reziséra“ nez film pro divaky. Zaroven hledaji ale
nadéjné talenty, aby s nimi mohli dlouhodobé spolupracovat, a tak mit jistéj$i podnikani a

piipadné moznost expanze. Debuty vidi pfevazné pro festivaly, nikoli do Siroké kinodistribuce.

40 anglicky ,,mood board* — Sesky preklad ziejmé neexistuje; jedna se o soubor vizualli, fotek & screen shotl
z jinych filma ¢i dé€l, které naladou reprezentuji vznikajici snimek
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V neposledni fadé¢ vidi problém také v tom, Zze debutanti byvaji neznali trhu a ocekavaji

nerealné piijmy.

Proti debutantim hraje jeden globalni fakt, a to je extrémni nadprodukce filmu. Jak jiz
bylo napsano, rocné se vyrobi cca 10 000 celovecernich filmt po celém svéte. V distribuci totiz
piirozené vétsSinového divaka nezajima, zda film, na ktery zrovna v kiné€ kouka, je debutem ¢i
nikoli. Divak piisel do kina kviili rezisérovi, pfib&hu nebo hereckému obsazeni ¢i zanru*!.
Nikoli kvili tomu, o jaky film reziséra v poradi se jedna. Jinymi slovy v feci penéz opravdu
nezbyva distributortim a sales agentim akvirovat filmy, které maji pro n¢ nejvétsi potencial
zisku, a to jsou prosté filmy, které jsou nécim vyjimecné, které mohou néjak zajimavé
zpropagovat, protoze jinak se v té obrovské konkurenci utopi. Tim padem primérny film
z hlediska divéka (neunikatni pfib&h, neznamy rezisér i herci, neatraktivni zanr) nema Sanci ani
na komerc¢ni uspéch, ale dost ¢asto ani na odborné ocenéni nebo alesponi né¢jakou angazovanou
navstévnost. Zde se ale stfetava ocekavani debutantli a zavedenych profesionali. Zatimco
debutanti se vidi v kazdém kiné na celém svété, profesionalové je vidi viceméné na festivalech.
Otazkou je, pro¢ tento nepsany standard debutanti nereflektuji jak ve velikosti rozpoctu, tak
v emocich spojenych s filmem. DalSim problémem vSak je dotacni podpora kinodistribuce a
zéaroven nedostatek prostiedkli vétSiny debutanti pro PR. Ono je asi nejsmutnéjsi, kdyz se
debutantim ptes vSechna uskali podaii vyrobit film (vétSinou pravé modelem odlozenych
plateb nebo tplné bezuplatné prace kombinovanou s vlastni investici producenta a reziséra), ale
pak ho nikdo neuvidi, protoZe se jim nedaii film dostat do kin a tfeba ani na festivaly. V tomto
piipadé se asi opravdu ukazuje, ze tito filmaii nemysleli primarné na divaka, ale chtéli mit

pfedevsim vlastni film.

F. Oc¢ekavani a znalost trhu debutantu

Z odpovédi z dotazniku zacinajicim profesionalim na otazky tykajici se ocekavani a

znalosti trhu vyplyva nékolik nemilych véci.

Prvni z nich se tyka jiz nastinéného problému znalosti trhu. Z Setfeni vyplyva, ze na
otazky ohledné¢ role sales agenta nebo distributora, debutanti nejmén¢ oc¢ekavaji, ze distributor

nebo sales agent budou vlastné vybirat pfijmy z distribuce (prodejii) a posilat je prave

41 Audiovizualni trh v CR, Reprezentativni pohled na sou¢asnou populaci, str. 37, vyzkum zpracovany pro APA,
http://www.asociaceproducentu.cz/img/prispevky/VYZKUM AUDIOVIZUALNIHO TRHU_PREZ.pdf,
ziskdno 1.5.2019
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producentovi jejich filmu. Jinymi slovy ten nejdualezitéjsi diivod, pro¢ distributoii nebo sales
agenti existuji, tedy aby prodéavali filmy, debutanti moc nereflektuji. Pfitom motivace sales
agenta a distributora jsou Ccist¢ finanéni. Obé dv€ profese jsou vlastné takovymi
velkoobchodniky (tedy pteprodejci) v fetézci vyroby a distribuce filmu. V téchto 2 otazkach
byl ukryt maly chyték, protoze z 10 variant mohli respondenti zvolit 0 — 10 odpovédi a vSechny

byly spravné.

Co se tyce zplsobu, jak se s distributorem nebo sales agentem zkontaktovat, v tom maji

debutanti docela jasno a teoreticky v tom problém neni (viz vysledky vyse).

I sméfovani debutantl by se dalo oznacit za spravné (nebo rad¢ji uvédomélé), jelikoz
ptes 80 % respondentil by si rado zlepsilo schopnosti, které pomohou uspét na mezindrodnim
trhu. Pres 90 % respondentli by prezentovalo sviij projekt na mezinarodnim koprodukénim foru.

Ale sami pfiznavaji, ze nevédi, jak na to, nebo Ze na to nemaji dostate¢né zkusenosti.

Témér 95 % respondentl si mysli, Ze mezinarodni prezentace filmu pomize k ziskani
mezinarodnich zdrojii financovéni, ze ziska koprodukéni kontakty, ze ziska prodejni (sales

agenty a distributory) kontakty, a Ze ziska vicero kontaktl na festivalové selektory.

Kdyz zkombinujeme posledni dvé zjisténi, nabizi se z nich vyvodit zavér, ze debutanti
si sice jsou védomi o urcitych moznostech, které jim mezinarodni prostfedi miize piinést, ale
nevédi, jak se v ném chovat, a jak ho vyuzit. Zaroven to poukazuje na diry v edukaci debutantt,

které je potieba odstranit.

G. Ekonomicko-teoreticky pohled na podporu debuti
I.  Film jako zboZi a primysl

Jak jiz bylo zminéno v ivodu tohoto Clanku, film jako takovy je z pragmatického
pohledu zbozi, se kterym se bézn¢ obchoduje. Vzhledem k tomu tvoti vyroba a distribuce filmu

(ale 1 vSech ostatnich audiovizudlnich dél) priimysl jako jakykoli jiny.

Kdyz se na celou problematiku podivame timto pohledem, umozni ndm to bezemoc¢ni

piistup, ktery aktualné potiebujeme pro pochopeni n¢kterych mechanismu.
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Jako v kazdém jiném primyslu mame 1 ve filmu spotiebitele a firmy (vyrobce). V celém
¢lanku zkoumame piedevsim urcity segment vyrobcll. Tak jako pro kazdou jinou firmu i pro
audiovizudlni firmy plati stejna zakladni ekonomicka pravidla. Velmi zjednodusené feceno
firma je trzni subjekt, ktery pfeménuje zdroje na statky. Firma nakupuje vstupy, organizuje
jejich pfeménu na vystup a ten prodava. Klasicky ptedpokladame hlavni cil firmy maximalizaci

jejiho zisku*?.

Konkrétné ve filmovém pramyslu je firma produkéni firmou (zastupovanou
producentem), kde firma nakupuje vstupy (tedy scénaf, praci Stabu a herct, dalsi autorska dila
(kostymy, hudby, atp.), materidly, techniku, atp.) a pfeméni tyto vstupy na vystup (tedy film) a

s timto vystupem (filmem) obchoduje.

Kazdd firma operuje pfirozené¢ sndklady a sleduje urcité indikatory s naklady
spojenymi. V mikroekonomii v klasické teorii firmy definujeme celkové naklady, variabilni a
fixni nadklady, primérné naklady ¢i mezni ndklady. Tyto pojmy jsou pro nas dilezité pro
pochopeni nasledujicich teorii. Celkové ndklady (TC) piedstavuji jednoduSe kompletné
vSechny naklady firmy na vyrobu. Variabilni (VC) ptedstavuji ty néklady, jejichZ vySe se méni
(typicky surovina na vyrobu ¢ehokoli), zatimco fixni ndklady (FC) pfedstavuji ty naklady, které
se v ¢ase a zvySenim produkce neméni (typicky njem prostor — musim platit i kdyz vyrabim, i
kdyz nevyrabim). Plati, ze celkové néklady se rovnaji souctu variabilnich a fixnich nakladd,
tedy TC = VC + FC. Primérné néklady (ATC) ptedstavuji celkové ndklady podélené
mnozstvim vystupu (Q), tedy ATC = TC/Q. A konecné¢ mezni néklady (MC) predstavuji
naklady, které stoji vyrobit dalsi jednu jednotku vystupu, tedy MC = zména TC / zména Q
(zvysime-li vyrobu ze 2 lahvi na 3 a naklady vzrostou ze 38 korun na 45 korun, pak mezni
naklad MC = (45 -38) /(3 -2)=7/1 =7 atedy néklady vzrostly o 7 korun). Pokud jsou mezni
naklady nizsi nez pramérné naklady, pak primérné néklady s dalsi vyrobou klesaji. To se dé&je
az do bodu, kdy se tyto naklady rovnaji a jakykoli dalsi vétsi objem vyroby je jiz také drazsi na

vstupu®!.

II.  Uspory z rozsahu

Pochopeni predchoziho potiebujeme k pochopeni nasledujiciho. Uspor z rozsahu

dosahne firma, pokud s rastem vyrabéného objemu klesaji praimérné naklady firmy (tedy mezni

42 Mankiw, N. G. (1999): ,,Zasady ekonomie,* GRADA Publishing, edice profesional, ISBN: 80-7169-891-1
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naklady jsou mensi neZ primérné).*

Této vyhody dosahuji vétSinou jen vétsi firmy, které maji
signifikantni fixni naklady, které se jakoby ,,rozpoustéji“ tim vice, ¢im vice vystupu firma

vyrabi.

Kdyz vztdhneme vyse zminéné poznatky na filmovy prumysl, tusime uz mozna, proc si
mohou americké studia** dovolit vyrabét tolik (velko)filmd roéné a hlavné, pro¢ to vlastné
délaji. V jejich ptipad¢ totiz vétsi (a ndkladnéjsi) vyrobou paradoxné Setii (zmenSuji) naklady
(primérné). Dalo by se fici, Ze timto principem diverzifikuji riziko investice, protoze typicky
z 20 vyrobenych filml rocné zhruba 2 — 3 maji velky komerc¢ni tspéch a vydélaji tak penize na
ostatnich 17 — 18, jichZ vétSina prod¢€lala penize nebo si vydélala maximalné na svou vyrobu.
Ale neni to jen o diverzifikaci rizik v mnozstvi natocenych snimkd, je to také o Setfeni nakladt
(napt. distribuénich, protoze kazdé studio ma jiz svoji zavedenou celosvétovou distribuci, a tak
je naprosto jedno, jestli distribuuji 2 filmy nebo 20). Obdobné je to s technickym vybavenim

(vlastnictvi ateliért, postprodukénich zatizendi, atp.).

V Evropé na stejné bazi funguji prakticky jen televize. Studia jako v USA v Evropé
prakticky neexistuji, a to docela paradoxné, kdyz se ukazuje, ze je velmi vyhodné mit Gspory

z rozsahu.

III.  Infant industry

Infant industry je ndzev ekonomické teorie, kterou vymyslel Alexander Hamilton* na
konci 18. stoleti. Hlavni myslenka této teorie spoc¢iva v tom, Ze by se mlady (zac¢inajici) primysl
m¢l chranit oproti jiz zavedenym (napf. v ostatnich statech), protoze nema Sanci na preziti,
jelikoz nemuze disponovat pravé uspory z rozsahu, a tim padem by ho konkurenti okamzité
cenove prevalcovali. Chranéni primyslu spociva predevsim v zavedeni cel nebo kvt ptipadné

narodnich subvenci.

4 Mankiw, N. G. (1999): ,,Zasady ekonomie,* GRADA Publishing, edice profesional, ISBN: 80-7169-891-1

4 tzv. Majors — 5 nejvéSich americkych filmovych produkénich a distribuénich spolecnosti;
https://en.wikipedia.org/wiki/Major_film_studio, ziskano 1.5.2019

4 Ha-Joon, Ch. (2002): ,,Kicking Away the Ladder: Development Strategy in Historical Perspective: Policies and
Institutions for Economic Development in Historical Perspective (Anthem Studies in Development and
Globalization),” Anthem Press, ISBN-13: 978-1843310273
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Chranéni mistniho filmového primyslu kvotami na dovoz je vynalez stary bezmala 100

let jak v byvalém Ceskoslovensku (jiz v obdobi mezi valkami*®), tak napt. v dnesni Cing.

Hlavnim argumentem pro zavedeni ochrany né&jakého zacinajiciho primyslu je

existence pozitivnich externalit*’ takového primyslu.

A v tom vidime praveé paralelu s debutantskymi filmy. Pokud se podivame znovu na
filmovy primysl, tak pfeci jenom se li$i od klasického jiného (vyroba peciva, aut, atp.) tim, Ze
je to kreativni a zabavni pramysl. Jinymi slovy s filmy se nejenom obchoduje, ale pfi jejich
konzumaci (spotieb¢) dochazi casto nejen k pouhému zabaveni, ale také k predani urcité
informace nebo néjak jinak dokaze konzumenta ovlivnit (nebo dokonce povznést). Kdyz se lidé
seznamuji, vétSinou si neza¢nou vypravet o tom, jaky druh chleba maji radéji, ale velmi casto

si povidaji o tom, jaké filmy maji radi, ¢i jaké nedavno vidéli.

Film by se mohl zdat jako klasicky produkt — ma standardizovanou vyrobu, distribuci,
atp. Nicméné kazdé audiovizualni dilo je unikétni, obzvlast film, protoze do né¢j vstupuji
vstupy, které¢ se nedaji méfit a vzdy jsou naprosto nepfedvidatelné (ndmét, navrh kostymd,
hudby, atp.). A ta unikatnost z filmu déla pravé velmi kiehké a neptedvidatelné zbozi. M¢l-li
film komer¢ni uspéch, viibec to neznamena, Ze jeho pokracovani bude stejné uspesné nebo, ze

stejné uspesny bude dalsi film stejnych tvirct.

Ve filmovém pramyslu vidim ale jako vyrobce ne nezbytné tu (produkéni) firmu, ale
autora (reziséra Ci scéndristu). Zavedeni (zkuSeni) reziséfi jiz maji n€jaky styl, a védi, co divaci
od nich chtéji. Zatimco debutant je v tomto ohledu tabula rasa. Jeho unikatni uméni musi trh
teprve otestovat, a proto by méli byt chranéni pted jiz zavedenymi autory — stejné jako jiné

infant industry — aby dostali Sanci na rist a prosazeni se.

IV. Investice do vyvoje
Pokud ma firma dostatek pencz, aby mohla investovat do vyvoje, ma ve filmovém
pramyslu vyhrano. Specifikem vyroby filmu je pravé vSudyptitomny vyvoj scénafe a projektu,

ktery se za¢ina naprosto pokazdé, kdyz zaéneme chystat novy film. To je vlastné nejvétsi rozdil

4 Texty k uvodiim do oboru produkce, J. Kallista, FAMU, https:/www.famu.cz/cs/studium/uvody-praktika/,
ziskano 1.5.2019

4T Mankiw, N. G. (1999): ,,Zasady ekonomie, GRADA Publishing, edice profesional, ISBN: 80-7169-891-1 nebo
https://cs.wikipedia.org/wiki/Externalita#Pozitivn%C3%AD, ziskano 1.5.2019
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mezi vyrobou filmu a vyrobou rohliku. Zatimco rohlik staci inovovat obcas, film se musi

inovovat naprosto pokazdé, kdyz se zacne s jeho vyrobou.

I proto funguji velkd americkd studia na principu obrovského kapitdlu a globalni
distribuce, protoze vyvoj je ta nejdrazsi ¢ast, ale vyrobit dalsi kopie jiz nato¢eného filmu stoji
(obzvlasté v dnesni digitalni dob¢) témet nic. Kdyz se vSak podivame do Evropy a do naSeho
teritoria, uvidime, Ze zadné subjekty typu americkych studii, tu neexistuji (kromé mozna snad
téch televiznich stanic). Primérnd produkéni spolecnost ve stfedni Evropé vyrobi 1 celovecerni
film za rok*. Vyvoj takového filmu trva 2 — 5 let (pouze vyvoj!). Dalsi mésice a roky trva
zafinancovani, pak dalSi mésice preprodukce a nataceni a dalsi rok postprodukce. Celkove vzato
trvd vyroba filmu od prvni ¢arky az po premiéru 4 — 7 let. Pfi této frekvenci neni prakticky
mozné kumulovat kapital tak, aby kazdé4 jednotlivd firma byla schopna vyvoje, vyroby a
distribuce né€kolika filmt najednou. Proto roli ochrance vzali na sebe staty a Evropska unie,
ktefi sice nezavedli kvoty (vlastné zavedli, ale zatim velmi malé*’), ale hlavné zavedli systém

subvenci na vSechny faze filmu — vyvoj, vyrobu, postprodukci i distribuci.

Pokud si vice vyvojli naraz nemize dovolit primérna produkéni spolecnost, jak by si

tento luxus mohl dovolit za¢inajici filmai bez kapitalu?>°

Roli amerického studia na sebe tedy prevzaly v Evrop¢ jednotlivé staty.

V.  Modely filmového podnikani

Kromé jiz vySe popsanych modell filmového podnikani (studiovy systém), se v Evropé
nejcastéji setkdme s modelem spole¢nosti, ktera vyrobi 1 - 2 filmy ro¢né. Tyto firmy maji své

projekty rozdélané a jen ziidka nabiraji nové projekty.

Nejcastéjsi model u debutantli se ukazuje jako natoceni filmu témét zadarmo (vétSina
lidi neni viibec placenych nebo jen velmi malo). Néasledovani tohoto principu se ale nejedna o
podnikani, nybrz o hobby. A to doslova, ale zfejmé nechténé. Jak jiz bylo vyse uvedeno, velky

pocet debutantii bojuje pravé s problémem kapitalu a to¢i se v bludném kruhu toho, ze by

48 yychazim z vlastni zkugenosti, kdy jsem spolupracoval jiz se 4 nezavislymi spole€nostmi riizného zaméfeni

4 10% tvorby ve vysilani celoplosné TV v Evropé& musi pochazet od evropského nezavislého producenta; Zdkon
¢. 231/2001 Sb., Zakon o provozovani rozhlasového a televizniho vysilani a o zméné dalSich zakont, Hlava III,
par. 43, (1), https://www.zakonyprolidi.cz/cs/2001-231, ziskano 1.5.2019

30 Studie vyvoje eského hraného kinematografického dila,* Statni fond kinematografie,
http://fondkinematografie.cz/assets/media/publikace/studie_vyvoj hrany_final.pdf, ziskano 1. 5. 2019
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potieboval vyvinout svlij namét, aby ho mohl zafinancovat, ale na to nema cas, protoze musi
pracovat na plny uvazek, aby se uZivil, a zaroven soukromé produkéni firmy nemaji nebo

nedavaji penize na vyvoj (protoze jsou tak mal¢, ze to délaji jen obcas).

Tento princip neni mozn¢ udrzet dlouhodobé, protoze degraduje cely prumysl. Po
pracovnicich je ¢im dal castéji pozadovano, aby pracovali zadarmo nebo za velmi snizenou
sazbu, ale to jim neni nijak kompenzovano (alespont odlozenou platbou nebo podilem na zisku).
Tim padem se tém pracovnikiim nevyplati v oboru pracovat, a tim padem se nebudou skolit ¢i

zlepSovat, a to vede jediné€ sttednédobé¢ k velkému tpadku celého oboru.
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4. Pripadova studie — film Miij neznamy vojin
Nejcennéjsi informace, kterou mohu o tomto filmu sdilet, je popis vyvoje kli¢ovych
aspektl tohoto filmu. V idedlnim ptipad¢ z néj bude patrny jak vyvoj v premysleni mé jakozto
zacinajiciho producenta a také n¢které z chyb ¢i problémi, se kterymi se setkali 1 moji kolegové

ve velkém vyzkumu v kapitole 3.

A. Popis filmu
I.  Ranna faze vyvoje

Na tplném zacatku vyvoje byl ndmét ukrajinské rezisérky a autorky Anny Kryvenko
(moji spoluzacky z CAS, FAMU), ktery vychazel z jejiho rodinného piibéhu, kdy se dozveédéla
od matky, ze jeji prastryc byl jednim z okupujicich vojaki pti sovétské invazi v roce 1968. Po
navratu domt na do Kyjeva spachal jako velmi mlady ¢lovék sebevrazdu. Nasledné ho jeho
tchyné vystiihla ze vSech rodinnych fotek, aby rodina zapomnéla. Anna Kryvenko chtéla film
pojmout jako experimentalni esej vytvoienou primarn¢ z archivnich materialti z roku 1968 a
dalSich. Film ale nemél byt o pfibéhu prastryce, spiSe o obecné roviné, tedy o rekonstrukci

emoci okupujicich vojakl v roce 1968.

Nase prvni schiizka se odehrala v lednu roku 2016. Domluvil jsme se s Annou na
spolupraci, aniz bych tusil, jak se vykupuji prava na archivni materialy, kolik to vlastné stoji
penéz, nebo jak takovy proces vlastné funguje. Také jsme tou dobou jesté neveédéli, jestli film

bude kratkometrazni, sttedometrazni nebo celovecerni.

Anna film zacala vyvijet na FAMU v ramci svého studia a filmu ve 4. ro¢niku. Méli

jsme tedy vSeho vSudy 25 000 K¢ v hotovosti od FAMU a to bylo vse.

Az teprve na jaie roku 2016 jsme si uvédomili, Ze v roce 2018 bude 50. vyroci od
neslavné okupace vojsky VarSavské smlouvy z roku 1968. Dohodli jsme se, ze toho faktu

zkusime vyuzit ve shanéni vyrobnich prostiedkii a distribu¢nich ptilezitosti.
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II. Finalni tvar filmu

Distribuéni synopse:

Jaky je to pocit, stat se okupantem, aniz byste to méli v imyslu? Pomoci znamych, ale
1 doposud nikdy nezvetejnénych archivli z celé Evropy i Ruska vypravime rodinny piibéh
par lety totiz rezisérka objevila rodinné tajemstvi svého prastryce, ktery jako sovétsky vojak z
Ukrajiny okupoval Ceskoslovensko v roce 1968. Pfi patrani po osudu svého prastryce se
autorka dotyka témat jako je fragmentace osobni i narodni paméti, dédicna vina, vyklad historie,
medialni manipulace, vztah k dneSnimu Rusku, ale 1 vztah Cechti a Slovak k cizinctim, tedy

témat pravé v dneSni dobé aktualnich.

Film mél svétovou premiéru 11. 8. 2018 na malém festivalu na Slovensku 4 zivly. Tedy
4 dny pted slovenskou distribu¢ni premiérou a 7 dni pied ¢eskou distribucni premiérou, ktera

se konala 18. 8. 2018.

Finalni film ma 79 minut, tedy celoveerni stopaz. Kombinuje archivy ze 7 zemi svéta,
dialogy jsou kombinaci 3 jazyki (Eedtina, slovenstina, rustina), je koprodukci 3 zemi — Ceské
republiky, Loty$ska a Slovenska a koprodukei 3 televizi — Ceské televize, Slovenské televize a

Lotysské televize. Film ziskal podporu narodnich fonda vSech 3 zemich, a nakonec i podporu

vvvvvv

je 4 975 680 K&. Celkem ma film 8 koproducentii. >

V kinodistribuci byl v Ceské republice, na Slovensku a v Loty$sku. Mezinarodni

premiéra probéhla na prestiznim dokumentarnim festivalu DOK Leipzig v Némecku.

Akademie muzickych umeéni je jednim z koproducentti, a v kone¢né koprodukci ma

podil 5,13 % z celkového rozpoctu.
Vysledny film je ptilohou této prace ve formatu DVD.

Zde je mozné shlédnout trailer k filmu: https://vimeo.com/284962647

3! viz ptiloha findlni finan¢ni plan filmu Mdj nezndmy vojin
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B. Vyvoj filmu z ruznych aspekti
I.  Vyvoj rezijné-scénaristicky
materialii, aby rezisérka védéla, s ¢im muze ve stfihu pocitat, a jaké scény mize vytvorit. Jesté
v roce 2016 rezisérka provedla reserSe ve viech dostupnych a relevantnich archivech v CR,

tedy ptredevsim v Ceské televizi, Narodnim filmovém archivu, Narodnim muzeu, Archivu

bezpeénostnich slozek, Vojensky historicky ustav, soukromy archiv Jana Sikla a dalsi.

Po této zékladni reSersSi bylo jasné, Ze archivnich materiali neni dostatek, a musi
probéhnout reSerSe i v zahrani¢i. Zaroven si rezisérka byla jista, Ze musi do filmu také natocit
nové zabeéry, které jsme toCili na S16mm filmovy material kvali piiblizeni se dobovym

archivam.

Na to jsme ziskali prostiedky az na jare roku 2017, a tak rezisérka provedla reSerSe v
Rusku prostfednictvim najatého reserSisty. V té€ dob¢ jsme jiz ziskali lotySského partnera, a tak
jsme mohli provést reserSe 1 v LotySsku. V Cervnu 2017 provedla rezisérka jeSté reSerSe na
Ukrajin€. Na konci ¢ervna 2017 jsme nataceli pravé v LotySsku diky ziskané koprodukci. Pies

1éto 2017 rezisérka reSerSovala jesté na Slovensku a dal$i zdroje archivii na internetu.

Rezisérka zprvu odmitala stfihat se stftithacem, ale nakonec jsme se domluvili, Ze je to
lepsi cesta, a tak na podzim roku 2017 zacala spolupracovat. Do té doby stiihala sama (cca 6

mesici).

Od zacatku projektu jsem také naléhal, aby rezisérka film konzultovala se zkusenym
dramaturgem, ale to se realn¢ stalo az v tinoru roku 2018, tedy poté, co jsme film ukézali na
filmovém trhu v italském Trieste, kde stiih dostal velmi negativni feedback a kreativni tym si

neveédél rady.

V té dobé ndm zbyvalo také jen 6 mésicti do premiéry, a tak jsme museli najet na krizovy
plan. Od inora roku 2018 tedy na filmu velmi intenzivné spolupracoval zkuSeny dramaturg Ivo
Trajkov, ktery pomohl rezisérce a stfihacce filmu dat jednotnou formu a ucesat jednotlivé

tematické bloky, které do té doby nebyly sjednocené.
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Diky intenzivnimu stfihu a dramaturgické praci byl finalni stfih hotov na konci dubna
2018. Jenze krom¢ zvukové a obrazové postprodukce film jesté ¢ekala jedna zasadni akce —
tedy podle finalniho stfihu udé¢lat kompletni seznam stfihd archivnich materidlti a vykoupit
prava na jejich uziti. To z po¢atku vypadalo relativné snadno az do doby, kdy jsme zjistili, ze
na spoustu materialu, ktery nadm piedtim nékdo poskytl, neméli ptivodni ,,majitelé* prava
vyrobce, takze jsme museli vyhledavat autory téch materiala a také vyrobce. Obdobné to bylo
s hudbou. Vykoupit se podafilo v§echny archivy az teprve tyden pted svétovou premiérou. Cely

proces tedy trval celkem 3 mésice a to bylo jeste relativné rychlé.

II.  Vyvoj rozpoétu

V pocatecnim vyvoji jsem odhadoval rozpocet filmu na cca 3 000 000 K¢&. Bohuzel jsem

nem¢l zadnou zkuSenost s tim, jak moc jsou drahé archivy, coz se ukazalo velmi zahy.

Vzhledem k tomu, ze rezisérka rozsifila zabér archivnich materiall 1 na zahranici a

nakonec jsme nataceli v LotySsku, upravil jsem odhad rozpoctu na cca 6 000 000 K¢.

Béhem postprodukce v roce 2018 bylo jasné, ze bude stacit rozpocet okolo 5 000 000

K¢, coz je také nakonec finalni rozpocet filmu.
Otazkou ale bylo, kde takové (pro dokumentarni film) nadstandardni finance sehnat.

III.  Financni vyvoj a vyvoj koprodukce

Jak jsem jiz psal vySe, za¢inali jsme s malym rozpoctem na FAMU. Od zacatku bylo
jasné, ze bez podpory narodniho filmového fondu a Ceské televize (kvili archivnim
materiadltim) se neobejdeme. Tedy v 1ét€ 2016 jsem podal zadost o podporu na vyrobu Statni
fond kinematografie. Tato zadost byla vyslySena castkou 660 000 K¢. Thned na to jsme zacali

jednat s Ceskou televizi (CT), ale ta projekt nepfijala.

Na podzim 2016 jsem se potkal v Praze na workshopu EAVE s mym znamym Sergeiem
Serpuhovem — producentem z LotySska a béhem setkani mi nabidl koprodukci na tento film.
Souhlasil jsem a na ptelomu roku 2016 a 2017 jsme pozadali o lotySsky minoritni grant, ktery
byl schvélen. Z LotySska tak na vyrobu filmu doputovalo 35 000 EUR (necely 1 milion K¢).
Nicméné tou dobou jsem jiz véd¢l, ze budeme potiebovat vice penéz, a tak jsem se v lednu

2017 spojil se svou zndmou producentkou Wandou Adamik Hrycovou s zaddosti o koprodukci.
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Ona souhlasila, a tak jsme v inoru 2017 podali Zadost o grant na Audiovizualny fond na
Slovensku. Ten byl schvalen v kvétnu 2017 a v té dobé pfislibila koprodukei také Slovenska
televize (RTVS). Na konci jara 2017 jsme jiz planovali nataceni v LotySsku (probéhly i jedny
obhlidky), a to také prob&hlo koncem Cervna 2017. Vzhledem k tomu, Ze jsme stale potiebovali
penize na vyrobu, domluvili jsme se, ze podame Zzadost o podporu na panevropsky fond
Eurimages. To se stalo na podzim roku 2017. Teprve tehdy zadala s nami jednat CT o
koprodukci a az poté, co film mél zajisténou podporu ze 3 zemi a ze Slovenské a LotySsko
televize, teprve potom CT schvalila podporu a koprodukei filmu. A na konci roku 2017 piisly

skvélé zpravy z Eurimages a my jsme mohli kone¢né uzaviit financovani filmu.

Necekany problém ale nastal z hlediska smluvni spoluprace. LotySsky koproducent trval
na multilateralni koprodukéni smlouvé, se kterou jsme nakonec souhlasil, ale protoZe se urazil,
ze jednani trvala dlouho, odmital smlouvu podepsat rok a ptil! Nakonec jsme smlouvu (naprosto
bez jakychkoli problémt) podepsali na podzim roku 2018, tedy ¢tvrt roku po premiéte filmu.
Problém to byl predevsim vii¢i cashflow, protoze fond Eurimages nevyplati prvni splatku,
dokud neobdrzi spoustu dokumenti v¢. koprodukéni smlouvy. Musel jsem tedy najit cashflow
a vzit si signifikantni avér od banky, abych mohl film dokoncit. Museli jsme také pozadat
Eurimages o prodlouzeni lhiity k dodani dokumentd, protoze ta je 1 rok od rozhodnuti (prosinec

2017), a v prosinci 2018 jsme jesté neméli vsechny podklady hotové.

Mezitim jsme spolupracovali na bazi deal mema a s diléimi institucemi (CT, RTVS,

AVF, FAMU a dal§imi) jsme m¢li uzaviené bilateralni koprodukéni smlouvy.

IV. Prezentace filmu béhem vyvoje a vyroby

Uz od zacatku jsem cilené hledal moznosti, jak film mezinarodné propagovat. Béhem
jednani s Narodnim filmovym archivem mi jeho feditel pan Michal Bregant poradil, ze ve
Francii existuje workshop zabyvajici se archivnimi filmy Archidoc. S projektem jsem se na
workshop piihlasil a byli jsme vybrani. Problémem ale byly vysoké naklady na ucast (cca 6 000
EUR). Dlouho jsem zvazoval, jestli pozvanku pfijmout, protoze tou dobou (podzim 2016) jsme
méli jen 660 000 K¢ od SFK a tedy dat "4 celého rozpoctu za workshop vypadalo jako
blaznovstvi. Nakonec jsem to riskl a souhlasil. Byl jsem také schopen jest¢ sehnat dal$i mensi
granty specificky na ucast na tomto workshopu (FAMU, APA). To se ukézalo jako dobra véc,
jelikoz jsme diky tomu ziskali prvni distribuc¢ni kontakty a také jsme film mohli odprezentovat

na prestiznim festivalu dokumentarnich filmd Visions du Reél ve Svycarsku (duben 2017).
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Dale jsem projekt ptihlasil na prestizni stiihacsky workshop dok.incubator, kam byl
projekt také vybran (kvéten 2017). Diky ucasti na téchto dvou workshopech ndm slovensky
AVF dal podporu na vyrobu filmu. SlySeni je na AVF dvoukolové a v prvnim kole si nebyli
projektem jisti, ale na druhém kole jsme jim ptfednesli novinku na ucasti na dok.incubatoru a

podporu nam dali.

Poté jsme film prezentovali na festivalu v Karlovych Varech v sekci Eurimages Lab
(¢ervenec 2017), kde bylo mozné vyhrat 50 000 EUR. Cenu jsme nevyhrali, ale uz tam si nés
vs$imli lid¢é z fondu Eurimages. Dale jsme dostali moznost film prezentovat na trhu Baltic Sea
Docs v lotySské Rize (zaii 2017) diky lotySské koprodukci. Zde se s projektem seznamil jeden

dokumentérni expert z Danska (dulezité pro dalsi vyvoj).

Dale jsme mohli film prezentovat (stfih) na Last Stop Trieste (leden 2018) v ramci
industry aktivit italského koprodukcéniho trhu When East Meets West. Zde jsme dostali
negativni feedback a strhlo to vinu, o které jsem psal vySe. Nicméné zase jsme projekt

prezentovali vyznamnym expertim z fad festivala a dalSich.

A poslednim mistem pted premiérou, kde jsme film prezentovali, byl koprodukéni trh
East Doc Platform (bfezen 2018), ktery se kona v Praze. Zde jsme se setkali znovu s onim
danskym expertem, ktery nam prozradil, ze pravé on daval posudky na tento film pro

Eurimages, a tak i diky nému jsme podporu vlastné ziskali.

C. Distribuce

Pro nasledujici distribuci filmu se ukazalo, Ze bylo kli¢ové se tiCastnit trhit a workshopt

popsanych v sekci B IV.

I.  Svétova premiéra

Svétova premiéra prob¢hla 11. 8. 2018 na slovenském festivalu 4 zivly. Film jsme
dokoncili teprve 4 dny ptedtim! Kvuli finalizaci postprodukce a zdlouhavému procesu

ziskavani prav na archivni materialy.
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II. Kinodistribuce a TV release

V CR a SR nésledovala kinodistribuce od 15. 8. (SR) a 18. 8. 2018 (CR) kvili bliZicimu
se vyroéi a také kvili faktu, Ze jsme museli CT a RTVS slibit, Ze budou moci film odvysilat na
den 50. vyroci, tedy 21. 8. 2018. Udélali jsme tedy formu day-and-date distribuce, kdy jsme
skoro ve stejny ¢as film zpiistupnili v kinech, v TV a na internetu (DAFilms). V CR vidélo film
v kinech 2 5000 divéka a v SR 600 divakd, coz se da povazovat za uspéch pro experimentalni

dokumentarni film.

III. Festivalové uvedeni

Dalsimi festivaly byly prestizni dokumentarni festivaly v Jihlavé a Jeden Svet
v Bratislavé (podzim 2018). Mezinarodni premiéru mél film na prestiznim festivalu DOK
Leipzig v Némecku (listopad 2018), kde si film okamzité vyhlidli selektofi na dalsi prestizni
festival Docs Against Gravity v Polsku (konani kvéten 2019). Zaroven film vybral festival

v Trieste, kde jsme rok ptedtim film prezentovali.

Dale byl film uveden na dalSich prestiznich festivalech v Evropé — ZagrebDOX,
Beldocs, DOK .fest Miinchen a dals$i. Na festivalu v Zahiebu film ziskal ocenéni — Zvlastni
uznani v hlavni soutézi. Jak jsem se poté také dozvedé€l, tak v poroté festivalu byl onen dansky
expert, kterého jsem zminil jiz vySe, a on se pfiznal, ze diky nému film ziskal i toto ocenéni

(nejen podporu Eurimages).

K dne$nimu dni byl film uveden na 15 festivalech v Evropé a na dalSich film bude

uveden jesté¢ béhem roku 2019.

45



5. Zavér

A. Shrnuti vyzkumu potieb a problémi zacinajicich profesionali

ve filmovém primyslu v ramci zemi regionu stifedni Evropy

Z vyzkumu jsme ziskali zdkladni odpovédi na plivodni otazku. Jakym konkrétnim
uskalim tedy museji zacinajici profesionalové Celit? A jak jim lze prakticky pomoci uspét na

trhu zemi stfedni Evropy?

KdyZ shrneme hlavni problémy, kterym zacinajici profesionalové celi, zjistime, Ze jsou
prakticky tfi druhii. Prvni druh problémi je spojen s financovanim debutii. Druhy druh je spojen

s distribuci debutt a tfeti druh je spojen s neznalosti trhu, respektive se Spatnou edukaci.

Kazdy z téchto druht problémil je fesitelny, jak na Grovni centralni (vlada, EU), tak na
decentralizované urovni (pravé edukace nebo vznik rtiznych platforem). Idedlni by ale bylo,
aby tato feSeni zacala ,,zespodu‘ tedy pravé od zacinajicich profesionalt. Zmény pak mohou

mit delSiho trvani a mohou Iépe reflektovat potieby zaCinajicich profesionald.

Zde uvadim nékolik navrhi, jak zlepsit situaci nejen debutantim, ale celému filmovému

oboru.

Ptedné by velmi pomohlo, kdyby byli za¢inajici profesionalové 1épe vzdelavani v tom,
jak trh pracuje, jaké jsou moznosti distribuce a financovani, a jaké vSechny subjekty na trhu
funguyji, a jaké jsou jejich kompetence. Také by méli byt edukovani ve formach byznys planii a
moznostech rozpoctovani a finan¢nich nastrojii. Napt. aby autofi v&déli, Ze pro né¢ mize byt
vyhodné pozadovat podil na zisku, za jakych podminek a jak toho dosdhnout pfi jednani s
producenty. Pravdépodobné i vétsi osvojeni marketingového chépani a uvazovani by jejich

projektiim prospélo.
Dale by bylo velmi Slechetné si pfiznat prave rozdil mezi hobby a profesi. V ptipadé, ze

se chce zacinajici profesional natacenim filma zivit, m¢l by si zkusit realisticky naplanovat

kariéru s ohledem na moznosti, které trh (a grantovy systém) poskytuji.
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Dalsi véci, ktera by zac¢inajicim profesionalim pomohla, by bylo urcit¢ odosobnéni od
latky, kterou zpracovavaji. Ve filmu jisté nechéavaji kus sebe, ale primarn¢ ten kus chtéji (nebo

by méli) poskytnout (cizim) divakim.

Zavedeni profesionalové by méli vice vnimat debuty jako pfirozenou soucast firmy.
Jinymi slovy je potfeba ptivadét nové talenty na trh 1 do firmy. Souvisi to piedevsim s potfebou

inovace, kterd je chténa i od divaku.

Zacinajici profesionalové by mohli 1épe vybirat témata svych filml. Napt. kdo jiny by
m¢l to¢it o mladych lidech pro mladé 1idi? S tim souvisi i to, Ze by nemé¢lo byt standardem, aby

rezisér debutoval na prahu tficatého roku svého zivota, ale pokud mozno, i o 10 let dfive.

Edukaci by také mélo dojit k pochopeni individuality na obou stranach. Kazdy
producent, distributor, sales agent, ale i festival nebo fond je zaméfeny na jiny druh tvorby a

ma jiny vkus. Tedy hledani toho spravného partnera je také otdzkou vytrvalosti.

Dalsi moznost skyta pole distribuce. Nejde jen o rozvijici se trh on-line distribuce, ale
pfedevsim fakt, Ze mij film nechce Zadny distributor, by nemél branit v tom, aby si film
debutanti distribuovali sami (coz se tak nakonec ¢asto i déje). To ale otevira prostor, aby se

takovy Clovek (nebo vicero) na distribu¢nim trhu etabloval. Ziejmé neni jesté nasyceny.

v Vv

nasleduji americkd studia, kterd maji rozpoC€ty na vyrobu stejné velké jako na propagaci. V
Evropé existuje ,,fetis* vyroby — jinymi slovy film vzdycky vyrobime, z toho mame vyrobni
fee, ze kterého firma realné Zije, a protoze uz nepotiebujeme distribuovat, jdeme vyrabét dal.
Tim se degraduje i1 kvalita filmti, protoze cilem neni vyrabét jen ty nejkvalitn€jsi (nejlépe

vyvinuté) filmy, ale cilem je prosté vyrabeét.

v

vSechny zicCastnéné strany — jak pro zacinajici profesiondly, tak pro etablované profesionaly,

ale 1 pro ty nejdulezitéjsi, tedy divaky.

47



B. Shrnuti pripadové studie

Béhem vyvoje a vyroby filmu jsme méli nékolik kreativnich 1 producentsko-financnich
potizi. Kromé cashflow, zablokované¢ho producenta, jsme méli také problémy se ziskdvanim
prav na hudbu a archivni materialy. To vSe zpusobilo extrémni problémy béhem dokoncovani
filmu, protoze jsme méli velmi malo ¢asu, a i do TV jsme film dodévali prakticky 10 dni pted

vysilanim, coz samoziejme TV nesly velmi nelibé¢.

Naivita pramenila pfedevsim z toho, Ze kdyZ jsem zacal pracovat s archivnim filmem,
myslel jsem si, Ze to bude relativné snadna zaleZzitost. Velky opak byl pravdou. Tolik starosti a
stresu by ¢lovek nemél snad ani u hraného velkofilmu. Po prodélané zkuSenosti si myslim, ze
byla chyba se poustét do takového filmu bez znalosti prostiedi (a cen) archivii a bez znalosti
koprodukci s TV nebo s mezinarodnimi partnery. Idealnim stavem by bylo, kdyby mé né¢kdo
v této situaci vedl. Problémem ale také bylo, ze alespoit v CR nemaji producenti moc velké
zkuSenosti s archivy ve filmu a prakticky po této zkuSenosti se na me¢ hodné lidi obraci s Zadosti
o radu. Tedy mozna to vedeni ani z ¢asti nemohlo byt. Kazdopadné problematiku cashflow

nebo jednani s koproducenty a dalsi pravni aspekty jsem se mohl naucit od zkuSen¢;jsich kolegii.

Zajimavé také je, ze jsme koprodukeni partnery nenalezl na koprodukénich forech, ale

znal jsem je uz doptedu, jen jsme spolu pfedtim nepracovali. Tohle byla nase prvni spolupréce.

C. Zavérecné ivahy a doporuceni

Z vyse uvedenych analyz pro mé jasné vyplyva, Ze mezinarodni koprodukce vlastné do Skoly
nepatii. MiiZe byt asi vyjimka, kdyz koprodukuji 2 Skoly napt. absolventsky film (to se d¢je
ob&as s FAMU a VSMU na Slovensku), ale studenti by se nemé&li poustét do riskantnich a
slozitych operaci jako je koprodukce se zahrani¢ni TV nebo Eurimages. Je fajn, kdyz tyto
moznosti pfinesou moznosti navysit rozpocet filmu, ale na druhou stranu existuje urcity limit,
od jakého rozpoctu se vyplati mezinarodni koprodukcei planovat a realizovat. V rozpoctu totiz
musi producent mit rezervovany prostiedky na pieklady, mezinarodni pravo, tvorbu smluv,
mezinarodni ucetnictvi, pokryti cashflow, atp. Tyto néklady ale tvofi stovky tisic K&, coz jsou
velmi signifikantni ¢astky pro rozpocet o par milionech K¢.

Z hloubkovych rozhovora se zavedenymi experty vyplyva, Ze jim bohat¢ staci videét kratké
filmy autorii, aby posoudili moznost spoluprace na debutu daného autora. Tedy neni ani
potieba se nezbytné snazit o natoCeni celovecerniho debutu jiz na Skole. Mélo by stacit
absolvovat Skolu s kratkymi nebo sttedometraznimi filmy.
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7. P¥ilohy

A. Rozhovory se zavedenymi profesionaly

M — Michal

R - respondent

VN860056.MP3 — Polish Sales Agent
M: Well, hello.
R: Hello.

M: Can you please just tell me who you are — like your position and even your

previous experience? Because I have heard you are doing sales for four years.

R: Well, I run a sales company called Europe Film Sales, and we are based in Poland,
in Wroclaw, and we work with international content and I set up the company in January 2010.
We started as a short film sales company, and that’s what we did and exclusively for around
three years, and than, like 2012 we expanded into a feature as well. So, since than, we also
works wit features and shorts. We work with international films — we have polish films, but

also, Belgian, Norwegian, Icelandic, and American.
M: Usually European...

R: Mostly European, but we also have quite few independents some films from Latin

America as well.

M: Okay, and what is your experience with debuts/first-time dorectors?
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R: I mostly work wit a first-time directors — first and second.

M: And why do you work almost with first and seconds times directors? Is it a

coincidence or do you feel the ambition or something?

R: Ehm, in a way is easy to get the directors into if there is a project, that is done by a
really established filmmaker, than it’s usually hard to get it. So, we want to get the relationships
early, spot the talent, when it’s still kind of available, and than follow it, you know. Help
introduce them in the market, that’s what we like doing. We like introducing new names to the

market, basically. Cause, that’s how our contacts, our network, our experties.

M: So, it’s connected with the moment, when you are kind of young company,

basicly?

R: Uhm, yes, but also, ehm, it’s less risky, you don’t have to get, ehm, because you can
be a young company, but still with a kind of access to money and throw it around the market,
which we don’t do, you know, so, we are not in this kind MG, playin‘ game, which is, you

know, it can be a kind of very destabilizing for the company.

M: Of course. Okay, so, what are the criteria for choosing the project? I mean, of

course, it’s a kind tuff to say, it a complex...

R: Good Question! First of all, it’s a matter of taste. So, I have to like the film, I have to

like the project. Usually...

M: And is it only you? Because I know, that you are four in the company.

R: Yeah, we are four in the company, but acquisitions are almost on the me.

M: Ok.

R: And, you know, the idea is that we want to work with interesting voices, usually
based od the previous shorts films that they did and previous films that thy did. And the story
itself - if I just think that I would like to see that film and, you know, and I can think about
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anybody else to see that film, than is interesting. We do a lot of... We monitor the market, really

close, so we try always have, you know, key-studies on everything, that’s happening.

M: Okay.

R: And to compare those films to something that is already on the market, and has

relative success, so that’s what we do.

M: Okay, and can you see, like a kind of segment on the market, which is interested

in, let’s say first-time directors? Like fresh talents?

R: Well, that’s mostly festivals. I mean, there is a whole range of festival, which are
specialized in spoting first-time directors, so s lot of competitions are only for first/second-time
directors — many, many festivals — like Rotterdam, for example — they would only select first
and second films for the competitions, and also, you know, Semaine de la Critique at Cannes
and some other places. So, there is a special space for those people, which also makes it easy

to play the films. \w don’t compete with the big names.

M: Okay, but is it makes sense economically? Because, if you have a film in Cannes,

you cannot require fee from festival, so you have to make money, somehow?

R: Yeah, I mean use the festivals as the platform for promotion, basically, you know,
so, we use the film to presented in the market, and than we do the sales. With some films we
make money at festival, with some in distribution, sales. So, it really depends on the project.
You know, ideally I would have both, but obviously I will not ask Cannes for screening fee,

you know.

M: Yeah... And can you see if the first-time directors are mostly film-school

graduates or they are also coming from different backgrounds...

R: Mostly, obviously. Most of them yes. But we have a couple of people, who are self-

stood, and they are successful as well.

M: How did you get those people, for instance?
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R. Throw festivals. Because we have also a very good network od programmers that we
work with them when we placeing the films, than if they see an interesting stuff, the
recommended to us. And you know, whenever they line up. We are also on the market.. So, you
know, we are... ehm, you know, people also find us — some producers have a film, they can
email us, or call us... It’s meant of coincidence as well, but obviously, we want to ... We position

ourselves as a kind of small, but kind of strong and specialized sales agents.

M: Okay, and speaking a lit bit more about criteria, what are important for you. I
meant you said you must love the the movie, of course, but is important, let’s say, the
person of director for xou - for example, he is a freak and he could be, like you know what

I mean

R: Yeah, of course. For me, the personality of the director is important, for business
relations I need to be really comfortable with the producer. The producer, where I really have

to have a very good understanding with, you know.

M: You work also with young producers?

R: Yeeaah.

M: Like first-time, second-time...?

R: Yeah, I mean, uhm, I’m not against that, I just thinking, if we have experiences like
this.. but you know, it depends how we find it. You know, I go to lots of markets, Berlin
Coproduction Market, Torino, places like that, you know there is a talent pool and you just get

to know people and the recommend you each other, all the time. That‘s how it works.

M: But, you said it, that you are not involved at MG stuff, which I translate that

you never require movie before it’s shot or even done, I mean, that happened to you?

R: No, MG does not do anything with the stage of the film.

M: Okay.
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R: So I can have a finished movie with MG or unfinished film with MG. It doesn’t
matter. For me, it’s a relationships, so when people get involved it’s not for the moneys, it’s for
the relationship, for the experience , of the sales. Sales, are there to make a money. And, you
know, it’s people only what to work because of the MG, I don’t work with this kind of people.
I want to work with people they like me and believe in my kind way of business and if there is

no trust than there is no way, no reason work together.

M: But is a possible for first-time director be receptive by the story?

R: What you mean?

M: That you get involved in the script stage, you know. Before really shooting. I

mean for real, not a letter of intent...

R: That’s probably less likely, because it’s a high risk situation and because we select

very very little films. For example

M: Let’s say, it can be based on his short movies, you know? You watched...

R: You can see a little bit of a style, but that not guarantee, that the film will be good.
We have two films this year where it’s really kind of coherent, the guy is really. You see his
short films and you know he is the same guy. It doesn’t have waste that it happens a little bit,
ehm, sometimes it’s totally confusing... If you can really see the shorts made in a very conscious

way... But they are not many short films stand out, like this, the specific style.

M: Okay, so I assume, that you mainly acquire movies or getting in touch of this
first contact with the producers and the directors with those ,,work in progress* sections

at festivals?

R: Tkeep in touch on the front stages of the project. You know I go to pitching sessions,
I know this will be ready in two, three years, so we keep in touch, an I know what’s happening

and I know where there is a cut, they sent it to me.

M: So, you what to get involved in a raff cut or polished movie, let’s say?
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R: I mean, usually, raff cuts are interesting for me, to see.

M: Is it important for you how big the production was? Like if it was like 200-500k

Euros or 1 mil Euros?

R: It doesn’t matter.

M: Okay.

R: It doesn’t matter at all. Some of the best films we have made for 50k, you know...

M: And can you tell a number, how many projects are producers approaching

every year? Because you mentioned yesterday like 6 features films...

R: Ehm, mmm features and shorts or just features? I think, features about 200 hundreds

a year, and another 200 shorts... Almost everyday I get something.

M: Okay.

R: Plus lots of projects where I go to - I go to a pitching market, and than I hear about

20 or 50 projects, right? That’s separately.

M: Okay, and when you said you are not much involved in the endgie stuff, what
does it mean concretely? It means that you want to more work on share bases with
producers or you are not that much after money or even the movie is finished, let’s say or

something...

R: I mean this part is a different to sales agents as well. Because we share every euro
with the producer in the beginning. So I don’t recap my costs, so I think we offer very fair deal
to the producer, very transparent, so they don’t have a risk of - you know, when the film sales
and the sales agent expensiv are so high that you don’t see any money in the end of it. We don’t
do that. We always know, ho much you will get with us, but we will not pay you the money in
front, so it is really up to you, if you need money from the sales agent to finish the film, I

understand that, but if you don’t, if your financing is secure, than I think, we have a good deal,
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you know. Because you don’t wait for the money for ages and not frustated than you always

see money coming and...

M: And the cost - you make a budget for, but you mentioned that you don’t...

R: We have a P&A budget, let’s say a marketing budget for the film, of, let’s say, 10k
Euros. So what we agree on is that the first 20k comes in we split 50:50, so you see 10k coming,

I regub my costs, and that a percent drops. So than I go 25:75, or something.

M: Okay, 25 for you, 75 for the producer.

R: Yeah. You know, that way I recover my costs by you — so money come with the first
invoice, and than, you know, like we have relationship. You always see money — you don’t wait
fro two years, and what the fuck is Jan doin‘, you know? Even if it is a thousand Euro, or

something. It’s a transparency thing.

M: Okay. And can you tell after year, let’s say a year, you have a successful feature,
you went to Cannes, but it’s to early to speak ? Can you give a tip how much actually

producers recoup?

R: No.

M: On average?

R: There is no average. Every film is so different in the market. So, different — for
example: [ had a black and white polish film which launched in the same tame as Ida, you know,
and we sold 12 countries, for like a symbolic MG, maybe, you know, like 5k here, 5k here...
And Ida the same time won the Oscar and made 3 millions in US box office. But you cannot
compare. An average between those two films: black and white polish films on average make

1.5 millions box office in the US, but actually, it is because of Ida made3 and we did zero.

M: Okay, but is there what you can at least minimum expect?

R: It’s a tiny, tiny, art house film that will do like 50 festivals, and maybe 3 sales than
is probably 20k Euros.

58



M: Like a total or a part of producer?

R: That’s a part of producer, 20k and if it’s film which is few good, very audience
friendly, absolutely beautiful, really kind of has a commercial potential you can have a half

million Euro.

M: Yeah, it can be a lot, of course. Okay and last few questions: Do you think that

actually bigger professionals have problems these days in Europe?

R: I think it’s actually easier. | mean ...ehm... making films become cheaper, so it’s
easy to make a film, it’s more difficult to distribute it, because it’s a huge competition in the
amount of films, that’s the problem but actually to get film founded and get noticed, there are
so many workshops, so many kind of script labs, places like the studio and the are just events
put a brand new spot light on you, even if you are kind from nowhere, they organize, they
believe in you. The use the reputation to built your brand, and honestly I don’t see, if I look at
Poland, big producer can get same much money as the first-time producer if it’s the project

good.

M: Okay.

R: Nowadays are different. It’s more about the project than the size of company or the

experience.

M: Okay., and lets say you refuse the big majority of the project coming to, so do

you think what the others missing mainly, and why you don’t consider them?

R: I think, most of them don’t have a target audience.

M: Like they didn’t exist or they don’t think to have it or something...?

R: T just think they, you know, most of these film are just made for nobody.

M: Okay.
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R: They are made for the director himself, does he have a range of saying something,
but nobody cares about it, often I ask my self “Who would watch that” I just think — nobody.
And Yeah, that’s a tricky bit.

M: So, actually really connected to the story? It’s not that much about director

style or... strategy...

R: Yeah. And honestly sometimes is ok, if I think the films is really interesting but very
difficult, it is okay, there is an alternative road, there is special audiences, we have lots of films
Rotterdam, kind of experimental sections of big festivals, and those films find market, or...
EHM... and so they have life, a very nice life, mostly festivals, but in the same time it’s really...
ehm.. there is no formula for the each film, it doesn’t fit everybody. And we always try, for
example when it’s difficult, and can’t find audiences, and if it is interesting for me, than we can

still do it. But than you just don’t expect 50 sales, you know.

M: Let’s say, studio is good for that, because, there is lots of directors and
producers. Do you think that this could be a problem actually? People from school, mainly
the authors, like directors, cinematographers, writers, they have a false exactions from

the whole market.

R: I don’t think they ask any questions about the market at all, you know?

M: So, do you think, it can be improve by education studio, let’s say?

R: Yeah, I mean that’s why we create the studio, five years ago. Because the idea wasn’t
about the artistic site, it’s about the market site. So really involved people into the market. And
shows them the whole distribution, like what festivals, how festivals work, how do you network,
how do you make friends, all these thinks — how do you make friends not in pushy way. That’s

all about.

M: I really like actually. Because I feel like the same. And actually the question was

also about the thank you, because it’s enough.
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VN860060.MP3 — The Director of a Public Found

M: Hello.

R: Hello.

M: This is a recording the interview for the research about young filmmakers, and

I would like to ask you what is your position and previous experience in the film industry?

R: T am a director of a public found and my previous position was a project manager in

the found. That one, and the previous one before as well, in the differed founds.

M: Okay. And do you have some experiences with debut movies, first/second-time

directors...?

R: Yes.

M: Okay. And how would you definite a debut movie, if you would have define it
— just by a director or producer or... Because sometimes happens, that the director is
local, small budgets, it doesn’t have an ambitions to go, but maybe the second one maybe

wants to go international, you know what I mean...?
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R: How I definite the first-time director? Normally, I consider a first-time director and
director who is doing for the first time a long length feature. So the director has had a log length
documentary, a cinema documentary does not count. We consider that as before the first long

length feature. Fiction. That’s the way always deal with, yeah.

M: Okay. And you said debut movies — since you are in found, you accept the
project proposes, right, or coproduction proposes and they are producers attached. Do
you also consider or do you take projects of debut producers? Or just with a previous

experience, let’s say...

R: Yeah, in the found we don’t have a specific rules on. If you are a first-time director
you need to have s experienced producer. We don’t have that. You could. In theory, have a
first-time director with first-time producer. Now, it’s very rare, that happens. Normally, what
we receive, if that happens — sometimes it happens, that you have a first-time director and the
producer does not have lot’s of experiences, but the DOP was extremely experienced
professional, that was somehow a couch or help the director and the co-producer was
established as well. So, the package together we eshore as relevant since we become to the
debate in financing process, I mean the other financials did film before. That we eshored as
well. Something, we don’t like, talking about the first-time directors, is they don’t made a no
shorts before or documentaries. So, based on the fact that he or she is a good script-writer for
instance and he or she want to make his or his first feature without having prove that he can
direct actors or control the movement of the camera than we normally don’t take the risk at that

level. It’s no in the regulations, but it happens very rarely.

M: Okay, I can imagine that is a bit strange, of course. In my position it may can
sound strange a little bit, can you see a some kind of segment of interested people in
debuts? I mean - can you see the profile of the people — are they school graduate, are they
still studying or do they come from totally different backgrounds or do you have such data
or can you tell? Are they from TV, advertisements, as you said documentary maybe

sometimes or it just doesn’t matter and you just looked at project...

R: We really look at the project in reality. Because in our found the come from different
counties, and different traditions are in different countries — first-time directors have really work

a lot in advertisings, for instance. And they come to the film throw the carrier, it depends on
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traditions coming from different countries. And we don’t have rules based on the found — we
have to be able to welcome filmmakers coming from so many different territories, if we have
rules we would risk to keep somebody out and we don’t want do that. So, on base on my
experience I would say the creators are majority coming from the film schools. And they have
a least one short, very least, one short as they graduation film from film school, before they do
their first feature. But statistically I would say that a least of two shorts before they come with
a long-length proposal. We also had older people, they worked as professionals for a long time
in another roles, and than they write it in the middle of their carrier, or sometimes in the end of
their carrier — they decide to make their film of their live. And we have no prejudice. We judge

on the project, and on the package is convincing we go for it.

M: Okay, speaking of package, you are speaking about other criteria are important
for you to decide for or against the proposal. So far, you don’t do like all representation
of the project right? So it’s just the paper work and video images submitted... So than
you can’t judge on the personality of the director, but you can judge by the synopsis,
treatment, by maybe, mood boards or something. What do you require or what do you

think is good to...

R: What we ask is, of course the obligatory of the script, and the as we arriving in the
end of financing the process, the script is normally — we call it the final version — there is no
such thing as final version because you keep on changing in the editing room as well, you know,
the shooting version, somehow, and some of the project are really starting the shooting when

they come to us, so there is the final version’.

M: And that’s possible?

R: Yeah, up to 50 % of the film. You can make a 50 % by the time before we made the
decision. Otherwise it would be post-production support, that’s not exactly what we want to do.
We need the script, we only ask obligatory the synopsis and, the most important part, the note
of intension of the director. The note of intension the director as important for as the script.
Because it tells you everything, that the script does not tell you, I mean, moving of the camera,
light, color, the atmosphere that he or she want to create, anything that the script does not allow
to understand, because you make your own film when you read the script and it’s only in the

light of the explanation the director is giving you throw the not of intention, than can understand
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the style he wants to give, the flavor to the film. The previous film are not the obligatory, but I
can tell you if you don’t sent the previous film to us, the is no chance you can be supported. We
receive films from so many different territories and countries that the director well-known in
one territory and perfectly unknown in another territory. They don’t understand what sensitivity
the director has the entire whole his or her world has, we need to see images and anything I told
until now is written. So, we try to get close as possible... We don’t do the interviews. But the

director and producer can do videos and send it to us. Nowadays it’s very easy to do.

M: But not live, pre-recorded or something...

R: Yes, recorded. We cannot do it live, because our decision process is very complex.
And we only have 25 minutes per project and the selection committee is on relation bases. So,
it is like I’m running a military system, basically (laugh). Everything is scheduled, and it has to
be presided or otherwise it would be a big mess. And since we changed the destinations for
every meeting having the producers, directors to see us would be very costly, and would be
discriminatory for those, producers and directors who are from not established countries which
are not exactly very wealthy. And that’s not we want to do. We won’t to treat the directors and
producers who come from very disassembled edge countries, just like anybody else, and we
want to touch the quality and originality of another site of the story and not the ability of

director to do the show in front of us.

M: Okay. And this is the same for the producer’s package, let’s say? Budget, the
financing plans, and than the distribution plan and how you judge also the reality — if it

is just papers, how do you check...

R: We evaluate the package if the producers made the note of intention, we take a good
care about that. But since we are in the end of financing process, the shooting schedule the
financing plan, and the budget has to be coherent and we have a team of 20 people — my team
is like auditors. We recomposing the project and make sure that the project is nearly fully
financed, we arrive at the end of financing process, we ask the evidence of financing. So for
instance — if you said that, for example, Canal+ committed to your project, you give us a letter
of intent or a contract or if they have been unable to provide you with a written evidence, we
call them on the phone. In a found we have a direct access to all the televisions in Europe — we

have them the direct phones and e-mails, and so on and we have a double-conformation. As far
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as the public support the national representatives are working for the founds, most of them, or
I have direct access to the information, if a letter or contract can’t be provide it and sometimes
public institutions take time before they actually sign the contract, they take a time after the
decision have been made, and if we are in that window — the decision was made and the contract
wasn’t assign yet, an we would be somehow paralyzing the filmmakers we wait until such time
as the the contract has made, and the film has been shot, after a couple of moths. So we call
them on the phone or we have the nation representatives, for instance for the Czech Republic it
can be the television, Zuzana works for the television... But you know, we have a direct access,
and we are financed by them anyway, so it makes no sense to pick-up the phone. So, the

package is important and it’s important as a script.

M: Okay. And now regarding the begging filmmakers, the debut movies, we
established that it’s first feature fiction movie, in this kind of the sense the director or
producer possible. What do you think are leaking nowadays debutants. Can you take what

is the percentage of the movie supporting? Is it like 50 % 20 %?

R: I can’t tell you the percentage. The only thing I can tell you is there has been very
polemics, in our found for many years. Whether we should be resaving the budgets to first-time
directors or not? And until now we haven’t done it, because when you reserve a part of the
budget for a category film like a first/second-time directors, the fact you have money implies
that you going to spend it — even thou the film doesn’t deserve it. And we try to remember that
there are public money, and should be use for the quality and not for categorizing. So, we keep
it together, with more established directors, and there are deadlines of call for projects in which
we have a few firs-time directors supported and other when we have nearly half of films which
we supported is first-time directors. Which creates lots of problems, because supporting those
films means, that you not support more established directors and more established directors and
their producers felt offended by the fact we’ve get a priority to Mr. od Missis Nobody to
compare to more established directors. And we have things on the papers, is refusing and it has
lots of polemics surrounded with lots of polemics. But the argument we give is true — it sound
hypocritical, but it’s true: we judge projects, not the people. And if that famous director does
not give us a full develop script, we not supported him or her. Or if the script is so obscure, that
you know he or she have perfect films in their minds, but we don’t know what it is. And that

create lot of polemics, even personally.
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M: But can they re-apply?

R: No. Only one shot they have.

M: Okay. And regarding the debut movies do you think here are some problems
in the Europe, or maybe in the region which I want to refer, like Central Europe, do you
think, that there is a small number of debut movies or even big number od debut movies,
or maybe an average number of first/second time directors, but they leak some quality

like script, dramaturgy or money maybe..?

R: T have to say, we don’t have so many directors from that region. We have many first-
time directors from other regions. But that depends a lot of different sources, first of all the
ability of the film school, to work with the found that somehow it fulling the development of
support the first-time directors. So, basically, we are in the end of the process, so if they not
come to us, because they are blocked, somehow.. I don’t think that there is a problem in the
region, but we receive I see a normal consequences. The classic problem with first-time
directors you find in every first-time director in general, are two: first, it is the overwhelming —
that the first-time directors puts in the whole world, in his or her film. So, there is too much and
to much sometimes kill the project, because it’s risk, because you putting to much into it or it
becomes so personal that you wonder the director has a ability to take the distance make the
audience a relationship, I mean it’s become the psychotherapy. Which is fine, because lots of
directors do that, in otherwise we wouldn’t have a cinema, if you didn’t accepted that, but it has
to talk to the audience. And yes, it can be the first-time director, and yes, it can be a

psychotherapy, but it has to create the emotional link.

M: Than usually you judge from the note the intention?

R: The whole package.

M: You can have this feeling from the whole package?

R: Yes.
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M: Okay. And does it happened often, that somebody is trying to not even
necessarily lie, but giving incorrect information and than you call the institutions and they

tell you something different...

R: No, it’s very rare. Because as I said before, we arrive in the end of the process, you
cannot keep lying during the whole financing process, somebody will stop you before you reach
us. And we have a luck that we request a least 50 percent of the financing being placed in each
territory and they have more chances if there is more than that. It means the project risks we
receive are besters produce in each territory somehow. There are project before they get to us,
and those are lie are stopped before, somehow. So it’s very very rare. And no first-time directors
are not the liars. Actually the are in so insecure that they put their whole live that’s the other
way out actually. Say, it’s even.. If we say no, it’s a big disaster, the life has take somehow... I

don’t see the problem with that at all.

M: Okay. Could you have some concluding marks some ideas about general
problems of t debuted filmmakers or something like that? Maybe there are too many in

the market...

R: I think there too many films, in general. Too films meaning...

M: Maybe there should be more competition in the distribution strategy...

R: Well, they I don’t know if I can give an advice to filmmakers, but the only thing I
can tell based on my experience is that if the idea is strong, the idea will survive, do not give
up with your original idea meaning, what I see to often, is filmmaker are pushed from one
direction to the other direction by other people, they give them an advice. And the original
story, sometimes it’s very personnel, because in first-time directors it’s the part of their own
story, something which is very important to them and so on. And they sucrise it for the proposal
of the dramaturgy. When you do that, too much, you ruin the strength of the project. And you
make it politable to financiers, decision makers, and all the teachers, and anybody else who is
trying to help you, in the best their will, of course they want to help you. But they are weakling
the strength and the what is it good in first-time director, is the naivety, more than established
directors don’t have anymore, because they have all their tricks, and the what is good is the

naivety the can move and that’s what’s beautiful, in these films. So, if you can keep that, that
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is... you know, we all to this job because we like film, we like to be moved, if you are feeling
manipulative, because of these all dramaturgy tricks, it’s a bit of pity. So, if your idea is good,

fight for it until the end!

M: Okay.

R: Maybe, it’s the right one (laugh).

M: Okay, thank you very much.

R: My pleasure.
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VN860058 — Sales Agent

M: Can you please repeat, because of the recording, you work for?

R: You said it’s anonymous! ... No, I'm kidding (laugh).

M: Noo, you don’t have to say the name...

R: Yeeaaah, I know, it’s okay, yeah, thankfuly I don’t have a problem with that. Yes, I
work for a sales company, which is focus on... has been working a lot of with short films,

sales...

M: Oh sorry, I will give you the results, also. Maybe interesting for you.

R: What results?

M: Of the survive, because, I will also survive with young filmmakers

R: Oh yeeah, okay.

M: There will be really thoughts and everything...
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R: Oh yes, okay. So this is the company, well the company I have been working for,
with, that’s company, a film sales company that has been working for over 15 years with short
films as s short film sales agent, and a couple years ago we have started also working with the
features, so now we do both. Not only the first features, but we have also lot of firsts in our
catalogue, like we have now, well, one film which is here, from South Africa, two Vietnamese
films, one is a first-time director, and the other one is second-time director. There is a film from
Greece, from Bulgaria from Guatemala, Argentina, United States of Americaa, basically we are
open to all countries, there is absolutely no limits for that. But we are looking for strong voices,
strong authors, yeah. That could be distinctive in this international film market. So we works
with festivals, distributors, keeping in mind, that’s much more easy for this kind of cinema,
nowadays, To work with festivals, very often deserve the film schools, there is no chance to
sell them, it’s very difficult for these kind of films to be sold. And yeah, but it happens. And

when it’s happen, you know, there a couple of territories.

M: And how many movies, shorts and features do you have in premiere in circle?

R: Shorts — it would be about 40 a year...

M: 40?

R: Yeah, 40. Which is not a lot for shorts, you know. There companies with really much
more, but you know, short market is quite small. We really equire high-profile shorts, great
production quality, very distinctive, very unique I think we have a really great catalogue. With
shorts, we won the Golden palms, this year, last year, and past years as well, speaking about

recent times. Shorts getting nominated for the Oscars, too.

M: And features?

R: And features is a little bit more... how to say... A little bit lower scale, but still

deserve films that’s are very successful, like won the awards and so on. But, you know...

M: How many?

R: How many what?
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M: Per year?

R: Yeah, 6-7... Yeah.

M: That’s not much.

R: Yeah that’s not much...

M: So you have a strategy to take less and take more care about them.

R: Yeah. Really focus on the film, really work in the depth.

M: So, can you, maybe now, said what are the criteria for the selection of the
movies, now I mean the feature films? Do you require before the festival premiere or on

a market?

R: Yeah, well. It’s different. We discuses in a workshop. Good moment, also for us is
to require the movie when we know that there is a premiere secured somewhere, but it hasn’t
happened yet, so we can work on the marketing before the premiere. But sometimes we do it a
little bit latter, you know. Sometimes we come on board earlier, but in terms of best timing is

just like I said.

M: Of course. Because the biggest work is done and than you can...

R: Yeaah, but in the same time... Yes, because it’s also like... When you enter the film
on an earlier stage, ehm, I don’t know, on a script’s level, you doin’ for a different reasons,
right? You sign a different contract, you come on board with a different money, so it’s not like
the biggest work is done — a different work is done. We are not producers, we are company in

charge of launching the film to various markets, which is already there, so that’s a different job.

M: Yeah, but let’s say a lot of sales agents want to arrange the premiere, because

there is a lot of contacts with the festivals...

R: Well, this is what we discuses on the workshop, why sales really can... If you are a

really big company — if you arrange it, it helps with pushing the film somewhere, but if the film
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is good, it will defend itself anyway, you know. See the guys from the master class, they didn’t
have anyone — they have the Zentropa, which is super strong and so on, but they did it

themselves.

M: Well, they said the did it themselves...

R: Big companies have lots of films... So, you know not all of them being at festivals,
and after all, all sales companies have a quite good relationships with festival programmers,
you know. So these programmers are not really corrupted, you know, like you are... ehm... I

don’t know, maybe some of them are, I don’t know...

M: Some big festivals, like Cannes organize there status, that there are requiring

a certain amount of French movies, like quota basically...

R: Idon’t know...

M: It’s not a corruption, it’s a kind of politics...

R: I don’t know, I don’t know, yeah, but in the same time sales agent have film from
different countries, you know... It’s not focused locally, you know... These are not the quotas,
what are you saying... Of course, they are scouting from... ehm... they want to have a diversity,
right? So, they need a certain amount from films to keep it diverse, but sometimes it hasn’t —
like this time at Cannes, they were lot’s of French films, but it’s not because there is lots of
French sales agents, it’s because, in France you have strong notion of authors, you know, the
cinema might be distinctive, right, and probably there are territories where where reaching this
level of uniqueness is less developed... I guess in Poland is difficult to find films which will be

really strong and original and also having this very unique and strong artistic level.

M: ... I understand that... And did happen to you, that you came on board with

first-time director, let’s say, at scrip stage or ruff cut stage or something like that?

R: Well, it happens to us, than we came to a board with a very early stage of script stage
and we have a kind co-produce the film, of a first-time director, but it was a director who we
knew very well from the short film, yeah. We worked with the shorts, the short made a brilliant

carrier and it’s really one of the most brilliant shorts I have ever seen! So, yeah, than we got

72



there earlier. So it’s possible, but in the same time in general launching the first-time director
is super, on the market saleing the film very very complicate it, it’s very difficult. So people are
really suspicious about distributors now, than before. You can sell... or if you can manage it
the sell of the film, it can be a really small amounts, sometimes with no MG, sometimes there
is only the revenue share, and there is a problem with a revenue share, because the distributors
have their expenses, they carry the expenses and you know, until you see some real revenue out
of it... you know... ya. It’s a kind of risky financial model... So, again it depends on the film,

you know.

M: And what about to give a MG to first-time director? Let’s say not for

production, you know, when the movie is done or something...

R: It happens very rarely... Very rarely...

M: And can you see some typical segments who would be interested in first/second-

time directors

R: You know, it’s like — everything, everything depends on the film. If the film is really
strong and the director is first-time, but the film is like package — there some stars, things like
that you know... Probably more done like in English-speaking world, but you can. Now

everybody is quite struggling, you know with these MGs... You really shouldn’t on that...

M: Okay. But business wise — can you tell what you said: it depends on the movie.
But is there, let’s say, I suppose in France, as you said is more auto driven, it’s more

probably to sell the debut rather than in Poland, which is also a very huge territory...

R: Yeah, oh course. In France there so many small distributor, which can also get
passion about the movie and they will pick it, and do a huge huge work behind to reach the
world. We distributed a couple of films our selves of first-directors, right, we distributed the

Australian. ..

M: In France?

R: Yeaaah, we distributed... no, it wasn’t that one... Leonas the Argentian, very very

very niche film, we distributed Wide Shot Again from one director, but than what you get from
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out of it, it’s... you do a super, huge work, you know... to manage to reach the cinemas and so
on, and there is like press fantastic and there is only 3 200 000 permissions. You know, it’s
nothing. It’s nothing from do this kind of work first-time directors... It’s not about earning
money, it’s about allowing to some to started to be recognized, you know — to create the first

level of launching him as a director.

M: Okay. And...

R: And if you do it without any public subventions it’s impossible.

M: It’s really tuff. Unless you have rich parents... And can you see if the directors
who are you working with? Are they school graduates or they are coming from streets,

you know?

R: Well... It’s.... it’s.... It depends again, you know. We were working with one first-
time director, first feature, the director was coming from theatre, so he was already established
director. Completely unknown in film, I don’t think he did a film school, I think he was from
theatre, right. There was another film of first-time director, and she was coming from... how to
say... more like conceptual arts...? Museum, galleries, video art — right? Actually the scenarios

are very very diverse.

M: Oh really? That’s nice.

R: Yeah, and what’s matters is really film. It’s your project, it’s your film, no matter
from where did you come. There was one of our filmmakers who used to be a scientist, you
know. He used to be really like a mathematician, physician, but like on a quite high profile, you

know. And than he started making movies.

M: Okay. So actually you touched my other big question? Are there any criteria

which you consider when you are enquiring?

R: Shorts or features?

M: Features.

74



R: Features.

M: How do you get on the director? Or the producer also?

R: Well, when you enquire a first-time director, you never know how you get on, you

know? In the beginning the majority of people...

M: And is it important for you?

R: In the beginning, of course it’s important. It’s very important, because you know,
someone might not like me, I might on the way with someone... Of course everything is based
on the relation that you manage to establish with another person. Since it’s about trust. Someone

has to trust you will do a good job and you know. Than it of course matters.

M: And does it matter for you more the producer or the director, for instance?

R: Well, both are important, but for the sales agent our main person who we talk is the
producer. Than, you know, that contact is more important in the case of producer. Pretty often
it turns out the directors are more complicated that the producers, you just have to handle it

somehow. You know.

M: So, the criteria would be — as you said: the movie has to be good, but...

R: The movie, basically, is the only criteria.

M: The finished movie, I supposed.

R: Yeah, you know, before the finished movie there is a script. We also go to co-
production market, we follow the project, you know. Keep that in mind. Than you get more
concretely, when the film is in post-production, or when is already completed. The best case —
if the movie is completed, you know, and it’s going to a really good festival, come on, that’s a
very super-comfortable situation. The completions is big, there is lots of companies going to

the projects, you have to be think of thing earlier. Right?

M: So, you also let’s say, you like the script and the vision, you like the shorts.
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R: Yeah, yeah...

M: But they are not shooting yet, so you are issued them a letter of intent?

R: ehm, what?

M: That you would issued a latter of intent...?

R: Yeah! We do this, sometimes.

M: Okay, and does it matter for you, how much the movie costs, for instance? Let’s

say, somebody approaches you “I have for you an amazing 10mil Euro movie...”

R: Yeah it does. Because, someone ho makes much more expensive movie, you know,
with a huge budget, some stars attached, they probably have established contacts with the sales
companies, you know, it’s really a strange of ... well of sale, of contacts, and of expectations

as well, you know.

M: And does it matter, for instance, the story to you or rather the artistic vision of

the director?

R: Both.

M: Can you trace some trends also? For instance now there is the immigration

wave, before it was the Ukrainian war...

R: Yeah, but we haven’t seen them, any movie about the Ukrainian war, you know.

M: ... documentaries...

R: Yes, documentaries, yes.

M: But not fiction, I supposed that’s true...
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R: Well, the trends are like, you get to see more and more less-good-movies, you know.

There are more movies which are not really...

M: And what term? I suppose, there are like kind of craped, right? Or what they

are missing those bad movies?

R: Some originality.

M: Regarding to artistic, I mean the director’s point of view?

R: Well, it’s always, yeah, you know the stories, you know, punching, you know. I really
love to see more films with a really outstanding terms of the story, of the originality...

Everybody is looking for that.

M: Okay. So, if we can really turn this around, can you tell what actually not-

successful projects for your company missing? Like the movies, the directors...

R:... missing the distributors.

M: Yeah, I mean, the project is it like — the story is good, but the script is terrible?

There is a bad dramaturgy or bad cut... is it happens to you?

R: Yeah, that happens. Than you know, these well, these scripts gets can get better, you
know, probably. I’'m not sure, because I’'m not that close to the production process of these

movies, but maybe they went to production to early...

M: Or maybe it’s also the young people? Special the unskilled producers, directors
— the have absolutely different expectations. They don’t know what expect from you or

from market...? Do you also have this kind of clash, maybe?

R: You know, there is lots of first-time directors, and young producers, and directors
who approach our company like expectations of selling the film of hundreds of thousand of
dollars, which is completely get this idea out of your mind. If this happens it’s like once for five
years, you know. In general it doesn’t happen anymore. It’s impossible, there are too many

movies there is... people watch films differently now, and don’t go to massive to cinemas, in
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France there is perhaps an exception, there is not about piracy, and the numbers of audience
does not degreased, in previous years, you know. It’s still like rising. A little bit, right? But it’s
still there. Or lately rising or more or less constant, right. But it’s huge, but than big majority of
this audience of this number are like one film makes 20 million entrances, you know. It’s like
tenth of the annual outcome, right? Yeah, so, yes, well, there is lot’s of young authors who don’t

know what is the situation on the market right now.

M: Okay. So regarding — would you come to this kind of event if I really manage

to organize it? Or somebody from the company...

R: Yeah. Why not? Sure!

M: I mean, if it really interest you as a company?

R: Yeah, yeah, listen, we are looking for projects. We are looking for the talent, for our

originality, good spirits, you know.

M: But for you it needs to be an art house, you wouldn’t enquire a horror movie?

R: No, no. Not necessarily a traditional horror, like TV horror, but a genre-movie with
an author qualities. It’s also a strong artistic voice, you know. Personally, I would love to work

with a movie like that.

M: Okay, okay, okay. And if you think of something more, when the young authors
really work on their projects, be more successful — now let’s regard to a festival

distribution, maybe there is too many movies, so...

R: This is not a problem. The problem is there is a lot of medium-quality movies. Films
are like so so. There are not marketable, there is no audience for them, there is no... perhaps
the problem is there is no thinking of the audience. When you make a movie, there is lots of
directors or authors, who... you feel like they are making movies for themselves. But if you
make a movie just for yourself, you don’t need anyone, you know. You don’t need anyone to
watch it, and than you can see that... You can tell a personal story, but this is not a problem by

itself, this is only has to be... /SSOME GUY COMES AND STARTS CHATTING ABOUT
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DINNER AND STUFF/. (...) Yeah, yeah, this is something , you know, very important to work

on.

M: And this is a kind of philosophy, to be honest, to me. Like are you personally...
the thing is it’s very hard to understand how to make a movie for audience. Because than
you could end up thinks like stupid comedies, or things which are really... But do they

have a quite of value...?

R: I’'m not sure if it’s that how you call. Actually, also if I put myself in a position of a
scriptwriter, and I have a story, perhaps it would be also difficult to visualize how the story
would be perceive by someone else, but sometimes I’'m not sure, if they even ask themselves
that question, you know. It’s a task. Just put yourself in a flash or in a mind of eventual
spectaculars. Just would you go to a cinema for such a film? You know, I don’t know if is that’s

complicated...

M: In some stage of development is really tuff, but in this kind of stage is a

producer’s job to have...

R: Would you go to watch to a cinema- movie which is really very depressing...?

M: Yes, but only two times a year, when I want to wash a depress movie.

R: What was the last time you saw d depressing film?

M: ... hahaha. It was something at Cannes, but actually it was depressing because
it was so bad, not about the story, hahaha. To be honest. In the Czech Republic, all the

art-house movies are actually depressing.

R: I'like lots of art-house movies which are trying to combine somehow different codes,
you know, it might be kind of sad story, but told in a comic way or finding some flirting with

some genre, or... you can be very artistic about that. If you don’t do a sequence of events...

M: To be honest — in this case I think it’s a task for a producer. Because producing

really doing the project really alive, you know.
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R: I think, that watching and working with shorts is really interesting. Because you can
spot the diversity and the number of shorts, just like totally... But when you find a good short,
and those in France we have, I think, they have this diversity, you know, you would love to se

in features.

M: Okay. I got it. You can spot the talent actually by watching the short or even

their first features, and than “Okay, I want to see the next feature of this guy!”.

R: Yeah...

M: That’s true... Okay, thank you.

R: Was it helpful?

M: Oh, yes!

VYN860059 — Film Producer from Poland

M: Can you just say, not your name, what are you doin’ — I mean your profession?

R: I’m a film producer. I mostly produce feature films in Poland. And I do a lot of co-

productions.

M: A lot?

R: A lot. Each of my project is a coproduction.

M: But you have a majority usually, yeah?

R: Ehm... Both. Majority and also minority, both.
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M: What’s you experience with the debuts, first-time or even second-time

directors?

R: Well... If you asking if they are good or how is...

M: No, your experience. If you are actually producing...

R: Oh, yeah... I'm actually producing film with first-timers, you know, first-time
directors. And we, as a company, Opus Films, we were known for producing first or second
features by directors. At the moment it has changed a little bit, we also work know with more

experienced directors. But most of our films are with first-time or second-time directors.

M: Okay, and where are they also, just a curiosity, where they mainly polish, or

even co-productions for first/second-time?

R: Polish, this is mostly Polish, with the minority we usually stay with the established

directors.

M: Okay, but in Poland you supposed also produce movies, which are of more
known directors. Or this is not the aim of the company? Or, let’s say, do you do

blockbusters?

R: No. No, we don’t. We produce more so called “art-house” films, yes. Ida was the

expectation (laugh).

M: So, what actually are the criteria for the selection of the project, debut project?

R: Good script, good story, and you know...

M: Sorry, I would stop you here, because the story is different from the script, you

know... Do you...

R: Oh yeah, sometimes it’s like somebody comes with the story, with the idea, and if is
really catching, we try to develop in something longer, but the most often situation is that the

young writers, directors come with the scripts, and then if we see if the script is good or if it’s
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not good as script, but it has a great potential, we jump on the project and develop together and

then produce it.

M: Because for me, for instance, the difference can be in the: you want to make a
movie about, I don’t know, immigrants are coming from Russia to Poland, throw the east-
border. That would be, let’s say a theme, or story driven the movie. Whether somebody
could has absolutely simple story, I don’t know, a love story between a girl and a guy, but
it’s so beautiful done or written, that it’s not about the story itself, but it’s about the

direction vision... That’s what I’m asking...

R: Yes, yes... It’s both. If it’s the great direction vision, but you know, love-stories are
great stories, yeah. (laugh). I know what do you mean, but... Ida, the story which is just
touching in a very important socially or politically subject, let’s say, all the story that the
direction’s vision, the way of story-telling is so, so, very important. So this is based on watching
the films, the young directors made before, and of course it’s like talking to human to prepare,
let’s say, visual mood-boards, or you know, visual all that kind of references, this is how we
talk about the project in the simple love-story, but I want to tell you in this way. So it’s both,

yeah.

M: Okay, so the criteria as many for you to have a good project regarding to the

script...

R: Yes...

M: And you watch the shorts, and is there also... Is it enough to have only the
script, for instance? For me, as a producer, now it’s a little bit personal, I really always
want to know how the will do it like visually. I want to know your vision. Often happens
that they know maybe camera movements, but they don’t know like about the costumes,

colors, so this kind of thing, you know. They have an idea, no precise, concrete the plan...

R: Yes, this is for me step two...

M: Okay...
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R: But first, I have to like the script, or the story or whatever we call it. And then if you
like it and if you start working on in, then you of course, talk about visuals — how they wanted
to do visually... This is what I was saying — to giving references, compare with other films,

pictures... Yes, absolutely, visually is very, very important.

M: And can you see a some kind of segment, which is interested in debut movies —
meaning: we are producers, we are producing in the order to distribute it, ’m not selling
sell it even, because it’s kind of dirty word (laugh) now to sell a debut movie. But to
distribute it, so can you see... or do you think how to distribute a debut movie, or it’s not

important for you in this stage, let’s say...?

R: To be honest, it means, that I’'m probably a very bad producer, because I very sell
them, let’ say never think about the audience, and selling or distributing, when I make a film.
Because this is very something, if I'm pushed up, I’'m not jumping into a project if I’'m not
really passionate about it. If I am passionate about it, I want to do it out of passion not thinking
it about, you know about markets and selling. Of course, it is a mistake, maybe, but
sometimes... Again I’'m talking about /da — Ida proved, that there are no calculations. Things
happened. Of course, we try, in the industry, try to put some rules, okay — I’'m making the film
for the audience of women from 25 to 50, because it’s this and this, because of that... You never

know what happens. Of course it’s good to plan, but I do it very, very self them. To be honest.

M: Okay. And can you how many of directors right now, or even actually
producers, maybe it happens also too, because you are experienced producer, that young
producer, like young team comes to you to approach a kind of help or even take over the
project or something... But these people are mainly from film schools in your case or they

are coming from streets, you know... Like random people...

R: They are coming... ehm, well... It’s... There are never random people, because you

know that industry is not a really big. So, it’s always “somebody know somebody™...

M: Yeah, but they are debutants...?

R: Yeah, if they are debutants...? They are from schools... People come to me with

really written script, but also young people producers... Because I always encourage people,
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you know, in everything classes, in every workshop I do, I encourage young producers, you
know debutant producers, young producers with young filmmakers to find a more experience
partner, so not to take over the project, but to help them to make it - “safety umbrella”. Help
them, to take a decision, to direct them, so... Yes, and I think it should be more of practice. |
think sometimes old producers don’t do it. There are somehow very not-really sharing the story

the knowledge, which I think is a shame.

M: That’s sometimes very true. And when you considering the project, for you to
actually enquire co-produce, do you also consider other criteria, like let’s say, the

character of the director, if you actually stand him, or her...

R: Yes, yes. It’s very important. I have to like him.

M: You said the story, right? ... with the girl...

R: Yes...

M: It was a really bad story, how the director was really mean...

R: Yes... I think is much better when you work, when you... you don’t really need to,
really like and love each other and become great friends or whatever, but it’s really good when
you try to understand each other, you know. At least like you on the level of human being. Like
people like person. I like you as a person, I don’t mind what producer you are, but first I like

you as a person. So it’s very important.

M: Okay. And actually, important thing regarding to experience being producer —
I think might often be a clash, let’s say mainly among between film graduates and the real
world, when they come for the first time, let’s say to you, and now obviously it would be
the first choice, because everybody wants win the Oscar, right or Palm D’Or now, because

we are missing that (laugh)...

R: Yes! (laugh)

M: Like, you know, in my experience, those people, directors mainly, expect, that

they will buy a house from the movie, because the will become rich, you know. And I’ve
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heard from other producers, Czech for instance, that their criteria is also to select people
who are kind of safe to regarding money, I mean it doesn’t mean they have rich parents,
which is also sadly usually thing, at least in our country, but they are maybe working for
TV, doing some kind of stuff, and than they can shot. Because, the truth is — if you have
the subtenant system, you usually waiting a half a year before you know the result and
everything, you get the money... So, do you have these clashes also? Like do you need
actually, tell them to get totally different job and in the weekends we can develop the

movie or... It’s in development mainly...

R: Yes, you know this is... It’s a little bit different — let’s say, I'm working like a
producer from Opus Film, yes.... So, Opus Film is pretty... It’s not a rich company, you know,
we have some money in bank — let’s put it like that — so when we decide to go to development,
it’s usually — you very often buy a option for script and than we paid the director with a little
bit of money. But I'm really often... I start my conversation with young directors, how he earns
his livings. Because, you know, if we know you cannot earn the money, big money on the film,
of course there is fee for directing, there is a fee for writing, but as you said, sometimes the
money come in a various periods, sometimes it so... So, this is... They have to be award. This
amount of money will come this time, more or less, this amount... This is altogether, he is
knowing to earn this and this.. So, in between, when we finish the film, the development really,

they usually working on something else.

M: Okay. And does it also matter, when the criteria is like financial plan or the
budget of the movie, let’s say a person comes, and even you judge that is gonna be really

expensive?

/R: I have to look... I have an appointment with my daughter ... It’s still okay./

M: That the budget could be really high, because somebody want to do, I don’t
know, really lots of effects, or the instants on really, I don’t know, expensive cast. Do you
say no, or do you try to convince them, or “look, I think this is a bad approach, because I

think, first feature cheaper” or bring a different script... Do you know what I mean?

R: Yes, yes, of course yes. We ... I don’t go with really high, high budgets, with the

first-time person. Because it’s always unless, unless, you knew he is a brilliant, his previous,
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let’s say, works perfect, but usually not. Usually we try to get it, you know. Because it’s
sometimes not possible to finance it, with the firs-timer. Even if I would like to do it with him,
I would say: “Listen, we want to be able to finance it. We really want to make the film. Think
about something else, this we will not be able to finance it, you will not to be able to do it, so

we are wasting time. So, let’s think about something realistic.”.

M: And what could be an average for, let’s say, Poland, for Ida, even and then an

average budget for a debut movie?

R: It should be like 800 000 Euro. Definitely it shouldn’t go over one million.

M: Okay. And now from the other side — actually... Regarding the event, the
project I want to do in Karlovy Vary. What do you think these people — directors or
producers or even writers, actually — what they are missing? What is usually bad with the
project when they approach you? Except, you have the time-slot full. Is it like bad script

or there...

R: Yes, in Poland is script. Bad script fails it all. We don’t have good writers, writing is
usually very, very bad and , you know, usually there is leak of the visual presentation, you
know. There is no the package. That’s okay, we are in the process, do it together, but mostly I

think we have a problem with writing in Poland.

M: So, no story — the story is interesting, but the script...

R: Yes. The script is not really great.

M: Okay. And something else? We spoke about the money, of course, but... Do you
have an idea, what else could be missing or how actually we can help, possible with such
an event — to improve this, to actually... Because, now, my experience, for instance: I was
thinking, it would be great to established some kind of rules, not meaning to write them
down and make them official, but rules for the debut movie. Because, for instance, the
Czech republic, one million is for an average movie, not for the debut movie. I mean, that’s

for Hrebejk or these directors shooting for...
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R: In Poland ye, but still you can get from Polish Film Institute up to 2 millions already,
I mean Zlotys, so it’s 500 000 Euros. So, this is ... but in Poland is a very, very difficult to

make a film for 2 millions Zlotys.

M: Really?

R: Really.

M: Because I thought it would be very interesting and maybe important for the
director or the project to make it for a hundred, two hundred thousand Euros, really low-
budget, they could earn a little, which would help them to live a normal life during the
period, involved in the production, and in the same time the director, mainly director, can
show his qualities in the movie. But it needs to be a kind of simple, at least effects... Like

first movie of Xavier Dolan first movie...

R: Yeah, I agree with that, it should be like that. And of course I am... of course there
movie made for less in Poland, but this is ... I think it’s still a little bit different kind of
production, then I’m in. 'm a kind of... Sometimes I’m saying, maybe, I don’t know how to
make movies for 500 000 Euros, maybe I don’t know how to do it. So it’s... when you working
in certain environment, you know, there is always some kind of financing you want... But to
be honest, I would like to try ones. Because I think it’s possible, but you have to forget to
working with the usual experienced crew, you usually have. You have to go to... you have to
learn to get with the people, I mean the director has a less experienced crew... So it a “doable”,

possible, but I very much against this this kind of student working...

M: No, no, me as well, because usually exploring... producers sadly and...

R: Yeah, I don’t like it, so.. I think that I agree with you, let’s say it less then two hundred
Euros, the rules no more certain stories, which can be done with the money. But you can show
you can do direct actors, that you know the framing, how to tell the story throw the images,

and...

M: ... and manage it the feature length...
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R: Yeah, you can manage it. So, established yourself as a director. So, yeah, the rules

should be...
M: That’s actually what, at some point, VINAUKULIC, doing in some point
R: Yeah, like a hundred and fifty. That’s it.
M: Yeah, this is something which can help, okay. Thank you.

R: Thank you!

VN860057 — Film Producer from France

M: Can you just...

R: My name is XXXX, from Arizona Production, France — so production, sales and

distribution of non-french films.

M: Thank you. What is your experience with actually first-time/second-time

directors? Are you mainly working with them, right? Or only? Is it...
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R: Yeah, only. But 75 % what I do is first or second film, because the ... I can’t do
budgets and I want to be, let’s say more or less, in the beginning of the carrier and it’s a
complicate to talk with directors after the first film. Because they know what they wanted to
do... and the think that production is just co-financing and the collaboration is a bit more lessful

with young guy. Whatever the age.

M: Yeah, of course. And do you also work, let’s say first-time producers, because

you said...

R: No, no, I don’t care about, or I don’t mind if is the first film with the first-time
producer. Actually it’s also interesting, because, there less models work with and we can
imagine something together or may partipitiaon is more like executive producer or co-executive
producer, again, if it is for me with the first-time director and with a ten-time producer, they

think that they know it all. It’s less fun. The dialogue is less interesting...

M: Okay, okay, it’s more business...

R: Yeah, few business. And frankly the Czechoslovakia film, you with well-known
producer show me the examples like, because fun and successful you can do the festivals and

money... no.

M: I have the same opinion, I believe that we young authors should have also young

producers to be honest, expedience wise...

R: My problem is, when I working with already 20/25 teams, world-wide, so basically...
what I’'m looking for know... [ used to have lots of projects, but know I have these guys I work
with, like second-time, mostly, the place, the space for new entry team is much more thin, and

complicate than it was like 4/5 years ago when I started to do this.

M: But do you have, let’s say, competition in France?

R: We have — what do you mean?

M: Exactly in your way — like that you are doing mainly, let’s say, for fun, of course

there some money involved, but there are much as we know, because like we know it’s
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art-house, so I know, for instance, the Cinema Defacto is producing this cinema edgy-

movies...

R: But actually bigger they then me... They do less edgy of films, I do more edgy.

M: Okay, but do you have a competition?

R: Competition in what?

M: In producing.

R: Oh yeah. Producers between themselves, you mean, on the project...

M: No, generally speaking — you said that you are working know on circa 25 team,
and you do second movies with them, so for some time at least, in future, will not have
slots in features, let’s say for other people. But they are more projects, like possible to

take, so do you have competition?

R: No, no, no... It’s just five years ago I could image the team with this guys, let’s say
I wouldn’t team today or... I mean the package is strong from the first film to the second script,
let’s say, I take a bit less risk... I secure them a little bit more then others. Let’s say when you

start — when you start you are open.

M: Okay, and...

R: And in the terms of competition just to clear it out - we have competition to found it
and than in coproduction markets — actually I don’t like to go places where they are 25+ French
producers, thanks God, it’s not happening that much, actually in Rotterdam, Berlin, big cases
outside of France like this. Because I don’t like this casting of French film producers so much
and I think if I not ask projects with another French producer, thank God, go, I just don’t. Even
if I like the guy or the pitch, I would say: good pitch and good luck. I don’t competing.

M: Okay, okay. It’s good. In terms of choosing projects, you just explained now

you are kind of full, but you imagine considering...
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R: No, no, I'm not full... I’'m considering to pick up something here. Like almost every

market I go I try to find one project I can team with.

M: Okay, so what are the criteria, for selecting the project...

R: Talents.

M: Of the director, writer or general...

R: Yeah, mainly the director. And writer.

M: So, what’s the bases — you said mainly debut movies — so they did short before,

so you looked in?

R: No, actually the first two minutes of the discussion — half of the decision made there.
And the second half of the decision has to relay of the short of the synopsis of the project of
about the buzz around the guy — the recommendation, the festival life, even from the short or

first feature film... And I am highly surprised.

M: Of what?

R: Missing someone, I mean not getting some I should have, but actually I know the

stuff and basically I know from Jan who to see, who I should care about.

M: Yeah, because he gives it...

R: Your job. You are supposed to know the projects well, and you are supposed to know

the guests, so you supposed to... So the room for surprises is not big, actually.

M: Okay, okay...

R: But there is another trick — from coproduction platforms, to works in progress
presentations — it always link to a festival and half of my team come from the festival itself. Not
from the coproduction or works in progress. Which means... in the Ukraine, two week ago, I

knew before I was going there, the team of the Ukrainian girl, she doesn’t want to pitch, she
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never shows any works in progress, but she had the fantastic film, third, actually — not first, not
second — and I love the film, I was told I would love the film, before, and than we met at couple
of festival, and than we had a meeting and we just say “okay, let’s do the next one together”.
And it didn’t come from the coproduction or work in progress platform, at some point it’s about
the film, about the festival. It’s a plus to have a coproduction platform, but the nature of the

festival is to see the films, fall in love with the film and try to do the next one.

M: That’s true.

R: Just keep this in mind.

M: That’s also demanding like... You need to watch the movies... It’s also kind of

coincident...

R: No. I think is the call of business. Actually the coproduction platform which I'm
running kind of, secretly, is different. My idea is you should be based on talents and films, and
not much about pitching projects. Because I saw so many good pitchers and even good trainers,
or whatever and they don’t do good films. And lots of film from guys who are not good pitchers,
so the idea which we running, that this festival we don’t call for films, every time we invite the
film, let’s say 50, we ask for the projects of a director, what is next and we do a pitching forum,
which is not exactly pitching form, but we do a pitching competition with 10 best projects we
receive and it can be from one page of synopsis to a full script, you never now where it’s gonna
get, what you will pick and we put 3-jury, not from France, 10 producers from France and
Germany, and we mix it up for 3 days, because the directors are there, if the film is good and
write it and you know, the jury has a access to a film link of the festival and it’s very interesting,
because it’s based on actually finished films. And than I access guys who are pitching for the
first time. Not their first film, they obviously did before, but the guy come with the first film,
pitching the project and he said — am I on trial: “Did I do something wrong, what should I

do...”... very interesting, not to be based on the community of professional pitchers.

(...) not to the survey talk

92



M: Than you said, about how to choose a movie, but since you also said, you have
to think about it as a producer, what is the segment for, let’s say interesting in debuts...

How do you intern to sell the movie...

R: 1don’t. When...

M: Or distribute

R: When I am involved in the project, I don’t do sales, nothing about the distribution,
I’m thinking about the festival life. This is my first objective. And frankly, I’'m doing this for
15 years, and I am surprise — the film I’ve sold was one of the most disappointed ruff cut [ have
ever seen! You know, it wasn’t the best script I was involved, I found the script too gentle for
me, but [ knew it will pleased the founding system (a snap of fingers), we got the money really
very easy, which I complied, and then, when I saw the ruff cut, [ was like: “Ohhhh... ‘wow’...”
I didn’t like the script, not even the big fan of the cut, it’s not gonna be that easy, an actually...
It was! So, you never know, and there is no rule. Because from your taste, to the taste of program
team watching in festival one thousand entries- you never know what’s gonna happen, where
is gonna be the match and even this year in Cannes, the film which Yan represents, in Un
Certain Regard, special me very linked before, and all of was were surprised in everything.

From the Cannes invitation to the price, to the sales level we reach, everything is surprising.

And lot of good film don’t get it.

M: To get sold?

R: Even to be founded... and to festivals and sell. I have discussions with programmers,
everyday... very interesting. There is no rule. You never know. You I’m not focusing on sales
or distribution. The film I have sold, I didn’t plan it and we did — 12 or 15 territories, and as I'm
coproducing 4-7 films a year, actually I need only 3 to provide the distribution amount, because
most of the time we do the acquisitions, with someone we didn’t co-produce an co-produce the
next one, we believe to open that window at least one of four, it’s super easy to get 3 film co-

produce from last year, to be released next year. actually, I leave 3-4 on the site...

M: But actually with your main source Les Cinémos du Monde....
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R: Half of the French financing I get is that... But... I'm most successful... I get 8 or 9

times, in last two years.

M: And can you... I wanted to ask you about the numbers, like in how many

projects are in touch with? Or listen, read...

R: Whoa, whoa, whoa — that’ different. No, no, no. To be very frank, as I’'m doin’
roughly five film a year — the problem is, I can’t sold a movie more then one year old, and I
have already money for film which I know will not start shoot in next 12 months, so the window
of time frame I’'m working on is almost 4 years from 18 months before until 18 months after,
so it almost 4, so instantly, everyday I can get some complicates from 20 different projects I’'m

already involved in.

M: Okay.

R: If you add scripts I’m reading, I didn’t read scripts for guy I haven’t met. So now,
every script, every offer I get from e-mail is: “I have heard about you”, in the best: “I have
heard about you, can I have this script — please, have a lok”. I said gently: “No.”. And I used to
read it, but now it’s impossible. I read two scripts every week coming from the place like this,
because it doesn’t come to the next stage... basically I read two scripts per week, and I have to
see three to five films. I like it! But I say no, that’s my point. Even to guys I met and I kind of

like, I have to say 9 times of 10.

M: Okay, of course.

R: It’s a lot.

M: And can you tell...

R: And the others do the same. Most of them.

M: Les Cinémos du Monde has limited financing, so.

R: No, no... They have limited seats, there is a rule, that we are not allowed to present

more then 2 project per section. We are producers.
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M: And can you tell from the people you work, or you are going to work with — are

they more school graduates or are they really coming from the streets?

R: ...from...?

M: Streets. Like absolutely... they just wanted ever to make a movie and suddenly

they are good.

R: Yeeeaaah. No. Actually it happens... - it doesn’t happen. The “street stuff”... because
on some point, you collect foreign guys, in festivals, in festival circuit or domestics
coproduction circuit, you know. You had to be long here — if you are Polish or from FAMU or

Karlovy Vary, basically — I was once in Pisens... Piselsee...

M: Oh! Pilsen!

R: (laugh) And that’s not a place you meet the most exiting, talented young Czechs! But
actually it was in FAMU, Pavel invited me for jury once for Midpoint, two years ago. That was
fan. And I was in Pitch & Feedback in Karlovy Vary, and it was fan too! And I read a couple
of scripts from this, definitely.

M: Okay.

R: No streets, Yes, schools, but definitely festivals, at minimum short film festivals, at
best at first-film sections. Or second. And I watch almost everything. Not here, because they
don’t have a video library, like every festival I go, I want to have a like one free day to see a

video library.

M: Okay.

R: Or at least to see two minutes of everything. And I know. If it’s good I can find the
ticket to and see the whole film, even from the two minutes, I know all — I need the guy, I see

the physical reaction, and than I can get the link and watch it.

M: And is it important for you who is the producer?

95



R: No. It’s not true. I passed on a trap with an Ukrainian film by Miroslav, because |
didn’t like the producer. And then, without telling me, Miroslav divorced from the producer,
and that was. I like the story! And we are still good friends with Miroslav, actually also with
the producer, I just don’t work with him, because he is so young, but acting so old-fashioned...

no.

M: Okay. And is it also important — one of the criteria — the budget? Like
somebody, for instance, somebody from the Czech Republic says: “I have these 3 millions

debut movie...

R: Ehm?

M: Like 3 millions debut movie, you know...?

R: Debut movie?

M: ... first-time.

R: Yeah. Actually I would know I won’t go more than 2,5-3 millions Euro. But this is
the maximum of the possible. If the script and the project and the short or whatever of the guy
is good, I would still talk to him, because if he thinks three millions, it’s may possible 2, and
then we can make something together. If you tell me 6, I definitely leave and I couldn’t. Three
is the limit, where... you can say 3, we can go to 2, and it might be reasonable to do 2 — there

might be a reason, somewhere.

M: But in my experience, to even have for first-time director 4 is almost impossible.

Only if you have rich parents, you know...

R: Exactly. If the guy is good, at some point, you realize, that it’s my job to realize —
hey, stop talkin’ this shit. Let’s talk 1.5 and you are happy, if you are one. But it’s... The guy

doesn’t have to know, if the 3 millions is stupid.

M: So that’s also my last section of questions — what do you think the young, either

directors, writers or producers, in this case, need to make it better, like in there projects,
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basically. I mean, what do you think the are missing? Is it like the financial part, the story,

the director’s part, that they are not interested in concept or something...?

R: You know, what I would answer? Very frankly, it’s not one of this. The problem,
special in the Czech Republic, is the we missing the links. The guys are, for example in Poland
it was like 5-10 years before here, we miss the place in the Czech Republic to link the young
industry to the young professional world-wide. And Karlovy Vary could do that, and it doesn’t
work so well, and Pitch & Feedback is a little bit closed, but they try something...

M: I was there last time with a project.

R: Which one?

M: The queer one we pitched.

R: I was there and not remember.

/a waitresses come in and talk about some stuff/

R: I don’t remember. I was there. I am sure, I was there. I was drunken and tired, but I

was there!

M: Really?

R: Yeah. I'm not in gay projects so much.

M: In what?

R: Gay.

M: Gay, okay, okay.
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R: It’s not exactly I’'m not straight that much, but I’'m doin’ an Italian transsexual project,

too. I did one actually.

M: Was it here?

R: No. In the end I did not get the money.

/a story of an Italian girl from the workshop/

M: So, actually in the Czech Republic, than if I’m going to established this at
Karlovy Vary, so I hope it might help. Because actually I was two times in Midpoint. So I

pitched the project. Actually you were two years ago?

R: Three. Two or three. I don’t know. I was at that one with Gyorgy Kristof...

M: Oh, with Gyory? I was there this year also! And you still don’t remember me!
(laugh). I was there with a project called “Mixed ones”, wit a Macedonian guy. It was

some kind of ... a guy who is travelling from Prague to Skopje, and find...

R: Yeah... but it wasn’t a special exaptation one. And it wasn’t gay, was it?

M: No, no. That’s different...

VN860061 — Director of a Film Market

M: Hello. Could you please tell me, what is your position or profession?
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R: I run a film market, and apart of that I have been running a talent-development

program for quite some years.

M: That’s the very big important part of this too. What is your experience with

first-time, second-time directors? Or even producers — like beginning filmmakers.

R: My experience is... Well many way been many ways working with them as a
producer, I have been working with them trying to make them a part of a talent-development
project, I worked for, and in my current job I still involved with them, but not that much,
because the market where I work is not really focus on them, but still I am interested in them,
because I’ve a background in helping and supporting them. So I see they are coming to the
market and support initiatives and also I would like to support new initiatives to help new
emerging people to get the access to the market. Again not be personally super-involved in
making that happen, but if there is a good idea I would still to support it to make sure, that it
works. Because in the end, it also helps the market, to get young, fresh, and also well-prepared

people to the market. That’s my aim.

M: Okay, and can you see a definition of a debut movie? Because sometimes, for
instance, you can see the first-movie of a director could be very local, even regarding
financing and budget. But the second could be the international part. So can you see some

common things? Or maybe you wish, how it should be, or something like that?

R: I don’t understand the question...What is your question...?

M: What actually is the debut movie?

R: For me, the debut movie is first film, that director makes. If you talk about the feature-
length it would be the first feature-length ... Let’s focus on feature — you said filmmaker make
a short film first, or a few short films and than they have their first debut feature film. But debut
doesn’t mean anything else, that the one you go out with, for the first time it’s gonna be shorts.
But if you talk about the feature films, it’s for me the first film they do. And some people always
make film in long-length without being a co-production, focusing on story set in a country or
village from they come from. And for me a debut film it’s not only when you enter .. no... I

will said it different. The debut movie is only when it’s a international production.
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M: Okay. And...

R: It’s a film, it’s a first film filmmakers shows to the world- debut movie.

M: And can just the director be the debut or also the producer

R: I think it’s the same. It’s not so conmen to say about the producer, he has made his
debut... It’s a word reserved for the director. Or screenwriter, but normally it’s a director. For
producer you can say “it’s the first movie, he produced”, it’s more a bit about how to use with
words, I think for the producer it’s just “the first film he produced”, you can call it debut, why

not...

M: Okay. You said, that for the market you actually don’t sell a debut films, in this

kind of sense, but maybe second-time yes, right?

R: For the market I work for, we don’t select any project, we don’t select nobody.

M: Oh yeah, you don’t do the co-production market...

R: Yeah, coproduction market is a small part of the market, where is a very different
team, they don’t select, regularly — I can say something about it — the don’t select first-time
projects, unless is for the part of the co-production market which is more focused on talents,
emerging talents, so than there can be first feature-length film. Yeah. They do have the first
long-length film, like 10 projects per year, with first-time, with the other 25 are like second or

third-time or even more...

M: And regarding the film market — which means finished films market

R: ... or things in development, but we don’t select them...

M: Okay. You... can you see actually if even the debut movies are trying for this
kind of think, meaning to be on the market and being sold? Or someone are not even

wonder about go there and...
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R: No... I think most of the people make a film they want to have a film seen. In my
experience, most of the people made the film, produce the film... 'm talking about producers,
I don’t think the market is interesting for directors or scriptwriters. To be hones, I’'m not very
interested in directors and screenwriters in the film market, as long than they don’t have and
idea. But the market, they are very welcome in the market, directors would expect everyone
will run for them in the market, they don’t know what they are doing in the market... I think
everybody who produce the film, made the film want to be seen. I think everybody understand
the opportunities of market to offer it and to sell it to people, who can help them to bring the
film to different part of the world, bring films to platform they might not thought of, I think for
everybody is interesting — the market is an interesting place. So, I think if doesn’t matter if is
your debut film or if it is you 88" film. It’s the same — if you make a film you have something

to show. You wanna connect to people who can help you, and I think the market could do that.

M And, actually, can you see possibly, I’m not sure, if you can see from your
position, but, can you see some kind of people who are really motivated to buy first-time,

second-time, debut movies...?

R: Some of them... Not most, but some of them. I would say some people in the market
are really interest in the debut films, because the are specialized in it. Sales, like looking for the
first feature one, because they wanted to discover a new talent and they wanted to have a
catalogue of new films, debut films to be discover. Of course, it’s a risk, because not everybody
will might like that much, because not well-known names, but some people do that, because
they have really passion for that and also sometimes they do that because they have a part of
the company focus on the debut films, because the other part of the company is focus on, like,
well-known names and easy sell, so the can afford to have 10 people in catalogue, like “up-
coming” talents. So, yes, there is an interest, but I would be lying if I would say it’s very easy
as a young filmmaker to have debut film in the market. And I’m talking about the producers
again, because of course, if is it your first film, and nobody knows you, and it’s not clear, from
the very beginning that your film is a brilliant and everybody wants to have it, I think it’s a

quite hard to convince people to buy your film.

M: And... do you think, the motivation of the sell, let’s say, to having such as
movies, not even have a catalogue of young filmmakers, but to established the relations

for the feature, upcoming talents..
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R: Yeah, also, I think, you mentioned before we were talking, where you doing sales, or
you buying or you selling, it’s basically doing business with films, you never would do if there
wouldn’t business in it. Yes, it’s about establishing the relationships, but you do that, because
you feel, that establishing the relationships with the filmmaker, would generate business, that’s

the point. Not because you think somebody is super talented and such as nice person.

M: Of course... I mean, you, when you selecting participants of the market, like do

you have a some kind of filter...

R: I don’t select anybody for the market.

M: Sorry?

R: The market doesn’t select anybody. You mean the co-production market or...

M: No, no, no. The finished movies...

R: The European Film Market?

M: Yeeeah!

R: I don’t select anybody.

M: Right? You just...

R: You can buy a badge — you get in.

M: Okay. But, by the way, the coproduction market and the talent, how we call it,
the talent market, I think these projects are possible only for talent initiative not for just
outside, right? You can not apply, as a young producer to the coproduction market and

the select the special...

R: For the talent project market? Or for the co-production market?

M: The talent.
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R: No, you can. Everybody can. Everybody who is first-time, not the first-time producer,
but if you have feature film project, which is like your first one and you don’t have much
experience, you don’t have a high budget, you can — everybody can apply with the project, and

be selected.

M: Okay. And just now, be more general, because you combine a lot of expertise,
with your past experience. Can you tell, if the people, I think it’s interesting with project
of established professionals, usually potential co-producers — what would be the criteria -
they would judge on the project? Because I feel — you can present it personally, right, or

presentation...

R: Yeah, it’s been presenting in meeting, so actually, the 10 projects at project market
are a part of the big catalogue, coproduction market. So people attending the co-production
market, and have been selected to a co-production market, are also just visiting producers, not
everyone is here with a project. They are also allow to come in. They get the catalogue, they
see, 10 of the projects have a special color, and they are talent projects. It also means that also
these project get the meetings — everybody who is attended to the co-production market can
have meetings, they have to register, they are being scheduled very strictly, so everybody come
in there has a schedule, and the 10 projects actually are a part of the schedule, so they will have
lots of meetings — in two days, 30 meetings — so it’s a great thing, I think also of the talent part
of the co-production market. Not to be treated in a different way. They get the same amount of
meetings, and they get the meeting for seeing the people, established projects would have
meetings with— I think that’s a big chance for the talent market, that you are treated in the same
way, even if your project a little bit different, because you are less experienced, people don’t
know you yet, so they totally trust to the fact, that co-production market selected you. Makes
them feel — aha, they are probably very good or it’s a very interesting project, so I should have
a meeting with them. And the other thing is that, you have to same chances. And the last think
I want to say is you might have a very different budget, because most of projects in the co-
production market need a minimum budget, which is higher then so much million Euros and
for the talent-project you can have another budget, which is lower. It can be low-budget films,

that wouldn’t normally be part of co-production market.

M: Okay. And can you see if there is was some successful business, I mean like...

or how the people judge the projects? I mean first criteria, which you already said, that
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your project-market selected them, but do you think what’s important also for the others?
Could it be really meeting the director and the producer personally? Their personality,
or it could be as you said, let’s say, it’s a first-time director, but with more established or

experienced producer, does it also better for them...

R: For the established people?

M: Yeah...

R: To decide to get to the project or not? I think is a mixture. It’s partly a story. If you
feel as a producer, that you can play any role in the project. So, you feel, you can make a
difference. If you are getting involved, you can help the project. It’s also if you are... if you
feel like it would be nice to work with these people — so it’s also personally thing. I think nobody
if you start the co-production, or if you want to produce with the people, it’s always about the
personal level. I would never recommend people to do production, because it’s to heavy
collaboration, so if you know from the beginning... Interesting story, probably interesting kind
of... Probably you will make it, find the money, but on the personal level, if you are connect
with the person, if [ would be a producer I would not step. Actually I did it once, for a very

special reason.

M: Okay. So you thing the main criteria is the story, and than ...

R: No, I think is the combination. Co-production means, that you want to start working
together, so it’s a combination of the story, and combination if you feel it possible and it is a

combination of one and two to do it with the people. It’s these three things, mainly.

M: Do you think, that this party — established professional could be somehow...
let’s say distracted by the moment when the producer is not well-experienced and his
package is strange or the budget is strange, when you get to know more the story, or the

script... Could it be something like - no-way or stop sign...

R: I think, that it’s not static that everything should be absolutely perfect. You decide,
for example, if you... well let’s put it like this — you have these three element s before — if you
meet the people and you are really connected to them, but you has still questions about the

story, but you feel the people are open to talk about it, and it’s still you want to be a part or to
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develop, and or if you feel the personal thing is good, the story is good, but it may be a little bit
complicated when it comes to the financing, but you feel that there are might be kind of option,
for everybody, I think you feel, if does it have a potential of doing that or if you feel it’s too
complicated, because the financing will bet terrible and there will be no way of financing or
even you will like the story, and although filmmakers are super-sweet filmmaker. I think
everybody will decide for themselves. One producer will say: “It’s to risky for me, I don’t gonna
to do, because I think there will be no money for it.”. And somebody can say: “I really, really
believe in this film and we gonna find the way to finance it, somehow we will do it!” I think
it’s hard to say in general. But the thing is — these three elements of ambitions are always
depending on the person you are talk with. And than influencing somebody’s decision, one to

be the part of this project or not.

M: Okay. Do you feel there is something, that, the young or beginning filmmakers
— need something to help with something? Let’s say, exactly with the training of the
packaging of the producer or maybe actually knowing the reality of the international
market. It doesn’t mean if you go somewhere, and somebody pick you movie, it doesn’t

mean you are a king of Europe, or something. Or you know what I mean?

R: No, I don’t.

M: If the participant... if you can feel come kind of general rule, maybe you

training initiative or experience.. if you can feel there is some common thing...

R: ... they need? I think , first of all, if you are expecting or if you are interesting in
making films and you reutilized that you would need a help from people outside of your country
— to finance it or produce it or whatever. And even if you decide to make all your films in your
country, in the village you was born, you know, even than. It’s specially now day, specially if
you are from Europe, I think in general, it’s really very, very to get a training and get some
experience — it takes a few years, to get to know the market place a little bit and I talk about the
market and I don’t talking about “film markets”, but how founds work, What producers have
to deal with, what have you to understand, at least what is producer doing. I think if you refuse
to learn anything from that you are gonna have a very hard time and I think also everybody...
I mean... - let’s put like this: if I am a producer, and I realize that I need a director who is not

interested in how the market works, or how international co-production works, he doesn’t need
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to understand all the details of contracts, but when I feel that somebody is not interested, just
wants to make her or his beautiful film as a producer I wont feel very motivated to work for
that person, because it felt like, “listen, I work my ass of for you, can you be, at least, interested
to what I’'m doing and also to be interested what limitations are and what possibilities are?!”.
Just think, that everyone who is entering the film industry should at least take a year or two of
some trainings programs... and try to understand a little bit. You can be at your country, you
don’t need to travel, but now days in Europe is so easy to travel and to take a part in a few
programs which are not even costs any money and to get some feeling how does it work. So, to
be prepared for the film carrier, I think it’s a very useful thing. But you shouldn’t do that for
long. Don’t believe to people who are doing this for ten years — going to all markets and training

programs. Because it’s also easy to have the feeling... At some point you just have to stop and

start to doing thing and to train for ten years, it doesn’t work as well.

M: And do you think, for instance, there is a gap of distributing the young artists,
in this kind of first-time directors or something? In may eyes the case is like having the
festival distribution, right, but do you think it could be somehow... Or it doesn’t make a

sense, that’s the place where they should be, and the second-movie should be bigger.

R: I don’t know. To be honest, I don’t think there is a gap, almost I feel, it’s what I said
before, it’s a bit... ehm.. I think it’s hard and not easy for emerging filmmakers to have their
film among the titles between the titles, that distributors normally offer to cinemas. Because it’s
hard to get in, and not easily choose for this kind of project. It’s a bit — if don’t distributors don
do that, because people don’t know them, so if the distributers don’t do that, people will not
never get to know these films and directors — so how’s gonna the situation change... From the
point of distributors, they gonna make living. So, just being doing charity to show films of
emerging filmmakers which will never none watch, because they don’t know who they are. I

think it’s a bit of mixture — yes, it hard to surd of change this situation...

M: Maybe it’s political. Like new wave in France — they established the law to

screen the shorts before the feature, right...

R: And for example, the idea to have special event, or special festivals or specific
programs, or even television program focusing to young talents and so on, and the all exists in

different countries, but ... I think the programs exist, but I think it’s still the case that never
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changed. And it’s also totally fine that it’s never gonna changed, not everything that has been
made is screened, it’s pity, but that’s how is it. So I think that also means, that if you make
films, and it’s never been pick-up by distributors, never been screened by any festival, and never
been bought by any television channel, you should also start to realizing, if you are the one who

should make films. I think. At some point.

M: Okay, okay. Definitely. Well, maybe just the last thing — we have been speaking
about it a little bit. Let’s say, we have the model situation of the co-production platform
and the project market. What do you thing... I mean — there are some selectors, right,
and they have either some taste or aim, which is done by some kind of paper or something
like that. But what do you thing is the common problem of projects, why they don’t take
them. I mean is it like — bad script or badly written script, or badly presentation of the

movie, you know what I mean...

R: I think that they can be different reasons... but in general: coproduction markets want
to have the three elements I mentioned before. It should be the strong scripts, that they don’t
feel like we have seen them all before — some originality and quality — it’s a team behind them,
so the people who are be able to make that film but also they are also able to work together with
other people — they know how to coproduce, the difficulties of working internationally, they
know that project is gonna be a super original, but they also know they will probably able to
make it and thirdly is the financing part — if the project is super original and the team behind
this super friendly people to work with, but the paper, the financing plane looks like a disaster
and it doesn’t look like these people doesn’t know what they are doing, so it’s a very interesting
for a coproduction market to select the project, because in the end, all the visitors will say, like:
“I like the guy who produce it, story is amazing, but did you look at the financing plan — I never
gets money for this.”. So, a co-production market wants basically projects that’s have a good
chance to being successful, and successful can be because of the originality, it can’t be because
the solid financing program, or strategy at least. And realistic expectation of what market can
offer, you know, if the market is a place that they want to make a short missing money, it can
be found at the market. So market also looks like — who’s coming, what founds are coming,
who have feelings it can be this film financed in market, plus, of course, the people involved,
that’s how market select it. Don’t think is much about taste. I mean the originality, of course,
can be tasting, but it’s always a combination of these three things and I think originality, even

thought it’s not my taste, [ would be able to recognize something is very original. Scripts from
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this part of the world, I mean don’t forget, market is normally, at least here in Berlin, where 1
work, it is international. So, what is original in Europe, is not original in Asia and original from
Africa can be totally different, so originality and the taste also very much... like you want to
present something to people we are curious about and they feel, like “wow, this is refreshing
and I haven’t seen project from Africa like this ever in my life” or “I thought knew the German

'79

cinema and this is something totally new!” — that’s what to want to offer at co-production

market at all.

M: And just, one last thing. When we get back to your training initiative

experience...

R: Than I have to go eat, I'm like super-hungry...

M: Yeah, yeah... like you said you select a lot of people for the labs but to talks and
everything. How actually you select them? Is it important they show the motivation or
that they prove they are original and to help them to be really established... you know

what I mean?

R: Yeah, absolutely, and I think it’s very important to have these criteria. Because it’s a
lot of people applying for, at least for the program I worked wor. I think the most important
thing is that people are... first of all, they have to have some experience, so they know what
they are talking about, I think, for the program I worked for was very important to have feeling,
that the don’t live on this pink cloud anymore, like “o god, I’'m an artist, I’'m a filmmaker...”,
I was always interested in people, that you can feel it already as well, also they know how
difficult it was, and they still decide it to go on, which it I think very important thing. So you
feel a really passion about it, but also a realistic passion. I think the motivation was a super
important, because I think people who are able to explain why and what they are doing, is a
part of being talented. Talent is not just some esoteric thing you have from some higher power,
I think being talented is also being realistic and also knowing how to explain what actually are
you going to do. I think this skill is really needed in the industry. Plus.... Ehm.... For me it was
really important, that I wanted to read the motivation of people to work also with another
people, not just because they are so talented. To feel that they realize, that to be able to really
built up their carrier, they need other people to do that. And I felt a lot of people weren’t so

specific about that, but had to mentioned specific what they need and so on... I think a part of
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be able to talk about your work, being able to continue working after your experience it’s not
so easy from you get off the film school, you get into the real world, but you realized you need
other people to develop your talents, to survive mistakes, and to learn more about yourself. |
think you need people, I want to see people were also realizing that, about themselves. I think

it’s an important thing.

M: Okay, so thank you.

R: Your welcome.

Producer - interview

M: Hello, my name is Michal and this is interview for the research. Please, can you tell

me what is your job — what is your profession? What is your film experience?

R: My job is being a producer, ehm, and I was studied to become a producer and I

produce or co-produce, four feature films. And actually all of them were debut films.

M: Okay. Are you from Germany, right?

R: Yeah, I am from Germany. From Berlin, originally.

M: So, there was a next question: What is your experience with debut movies? (laugh)

And you already answer...

R: Yeah.

M: Ho do you enquire the projects? Is it actually important for you, that there are only

debut movies?

R: No....

M: It was a coincidence....

R: Actually it’s the other way around.
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M: Okay.

R: Now days, I would look for more experienced directors, for certain reasons, but next
project... I’'m co-producing film from a director, who is writing her eight film, and she is quite
experience — and you see major difference from the experience one to debut directors. Which
is not, that one is better, it’s just very different. And I’'m developing, we are in the very late
stage of development, at the moment, it’s also a debut film, another one. And I enquire these
films differently. Most of the debut films are from my colleagues from the film university, and
the one which I’'m about to shoot now, with the director and her eight film. And that came from
the co-production market. Where I met the producer and they were looking for a German co-

producer. So, it’s nothing I develop.

M: Aha, so she is not German, then.

R: No, she is not. She is Dutch.

M: So, the question is — if you are working with the first-timers, because sometimes it’s
not only the director, but also the producer, they are, let’s say foreign, or maybe even from
Germany — you can enquire a project of tandem and help them. Do you put to the project, who

is more experience, except of you, for instance?

R: Specially for the European co-productions, I look at the projects differently, than for
my German productions, because the founding criteria are different. So, my job, as a European
co-producer, special as a minor co-producer, is to find money from Germany I can invest for
foreign films, shot in foreign language, shot in foreign country — very often. Selling the project
is very priority and to sell a project, the package has to be very convincing. And everybody who
is attached t the first-timer, is difficult, because the project, the package, loses the credibility,
immediately, when it’s a first-time director. Unless, the first-time director, for example, or also
the first-time producer, has one short-film shown at major film festivals, and show how to direct
and the project, the script, is really good, the actors, you know, are more-less famous or you are
able to attached people to the project, which gives the project credibility, because the director
doesn’t have to put into his feature film. If it is the first feature director, and the first-time
producer, things are more difficult and then, I would really think twice — if I would jump to co-

production of first-feature director and first-feature producer. Because specially with the
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producer, you have to have some experience to also understand the work of director, and have
or have go through process of financing, and being a delegate producer in a European co-
production, which is a different job, than just, you know, producing your short nationally, or
your feature nationally. It’s a bit different. You have to deal with a European law, with European
co-producers and the different founding regulations of the European co-producers... So, it gets

more complicated.

M: Okay. So for you it was a coincidence, to start with the first-time directors, let’s

say... Or naturally — because the have been from the film school?

R: Yeah, colleagues and friends of mine.

M: By the way, when you are approach with somebody, with the project, and they are
first-time, let’s say directors, do they come usually from the films schools or do they have

different backgrounds? From film labs, TV, commercials...

R: Now, I was approach by the first-time director, who was going around the world with
a bike, almost 40 000 km, and he wrote a blog about it, and I think he wrote a book, as well.
And know he wants to develop the story out of his experience. And he approach me through
Facebook.

M: Ha, okay.

R: T haven’t met him, yet. I don’t know what he wants exactly, what is his project like.
Again, first-time director, he has never shot a film. How do I know, that this guy it’s not just
interesting guy, who travel around the world with a bike, but he is also a filmmaker. So, there

are many interesting people, who are unable to direct people and to direct a film.

M: Definitely. Okay, now, speaking of choosing the project. What are the important

criteria for you? Let’s say — is it also the personality of the director?

R: Yeah. There are different criteria. What is the story — the big size of the element? As
well the previous film — so if the previous film is really, really good, than the story of the new
film gets less important. Because normally the script, I get read, are not good anyway and than

you start to work on a script with the writer or director. So, the story and the previous work are
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very important. If this is good and the personality of the director is not good, than I wouldn’t
still work with this guy, because you have to work with him for many years. If it is too hard to

work with them or impossible, than there is just no chance to work with them.

M: Are we also speaking about the producer? Is it also a major factor for you?

R: Yes. You have to relay on this person. And as a minor co-producer, you are not on
the set and you have to give away the project, but you have to deliver something to your
financing partner. So, you give away the responsibility of finishing the film to another producer.
And if you are not convinced, that he can deliver your film, than you should have not work with

him.

M: Is it the package also important for you?

R: Yes.

M: ... How do they present the project, basically....?

R: Well, it depends were you are. If you are on a co-production market, and the
presentation is bad, than the chances... you know, there 30 projects present it, and the chance
stick of the mass is less. And if you have a good presentation and you are convincing, than you
are also more convinced about the people behind it. If you think, they are able to make this

project happen.

M: Okay. And also are they also the financial criteria — let’s say you are approached by

a first-time director, but you said, okay, we have this 10mil budget movie...

R: It wouldn’t work. If somebody approaches you, and say, let’s say, we are from
Romania - the first-time director and producer — and we want budget of 2 mil. [ know, that big
shots in Romania get 2 mil Euros — like Cristi Puiu for the Aurora, which was a 3-country co-
production... I know, it’s unrealistic. So, either, they don’t know anything about financing in
their own country or they are too self-confident, and too little realistic or stupid. So, either way,
something is not right. The research, basically, than they know, that 2 millions for first-time

director wouldn’t work.
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M: But you would even consider? Let’s say “okay, I read the script, but I think you

should shoot it for a half a million, not 2.

R: If it is interesting, than yes, sometimes, they think, it’s good to step on the stage with
big balls and show something. If the project is really good, than it’s okay. You have to imagine
— first-time directors are in the same competition as the tenth-time director. So, why would you
work with first-time director, if you can work with a tenth-time director...? Unless, something

is convincing. Something is on the bases of “this co-production makes sense”.

M: And does also matter distribution and marketing strategy, if they have it?

R: Not yet. Normally, in the stage when the projects are present it, is too early to speak
about marketing possibility. Or, another words, if they have a marketing possibility, it’s
something out of 4ot air, normally. And it will change according to the development of the
project, who is the sales agent, who is the distributor... So, it’s something what you can read,

but it’s not really important in the beginning.

M: Okay. And if you think just generally — can you see some kind of problems? Or
space, where can the debutants can be helped, by the system, government... Like financially or

distribution...

R: Yes.  mean, there are helped. There is sometimes a special found for the debut films.
TV has a slot just for debutants. There are cooperation between televisions and film schools for
their feature films. There are possibilities how to support first-timers and Oboy was also a first-
timer and got founded by the Berlin Film Found — so it’s not you have no chances to receive

any money as a debut director or producer.

M: You don’t feel, there is a need for some other kind of support.

R: I think, there is already enough support out there.

M: ... financial. But it could be distribution or having the contacts with the main

industry. Because there are new and they don’t know many people...
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R: Hmmm... It’s a good question, because on the one hand, there are a lot of problems
out there, but you can do from scholarships to training programs and hundreds of training
programs — you can just pay and attend. If you can afford to attend. But even you can’t, they
have scholarships in training programs, so will not any tuition. And than filmmaking, the
actually “film-making” is nothing expensive, any more. If you want just try something out —
you can get a camera, ask some actors and make a good script, and make a good film and go to
festivals to see how does it work. You don’t need like 10 or 15 years ago, expensive camera
and stock footage, you know. All these difficulties went away. You can shoot a film now with
no money. So, if you want to success — write a good script, shoot a good film, a 5 minute film,
win your national award or any national award somewhere, you go for it. One of my projects,
which is in late development, from a friend of mine, a first-time feature film, we studied together
producing, he was a producer, and when he finished university, he said: I would like be a
director. I would like direct a film. At least once. If not after finishing school, when it’s a good
time. So, he went to New York Film Academy, for 6 weeks, he developed a script in the summer
workshop, he came back, he financed his short film, and he won 50 film festivals, was on the
short list on the Oscars, won all majority short film awards, and he is a director, now. And he
is know about to shoot his first feature film, which I’'m producing. Although we studied
producing together. It was his first film. And after his first film, he was a young upcoming
director. Not a producer anymore. He manages it without founding, without crowd-founding,
without anything. Even without the knowledge of studying directing. And he shot in south
Africa. So it’s not a easiest way to shoot a film, so if you want to become a director — watch
films, and shoo movies. And as many, as you can. If you want, you can also attend all these

workshops, but if you are unexperienced, these workshops won’t help you.

M: And now, speaking about the debutants, about the projects from the opposite site —
what kind of problems you usually see in the whole project? Generally speaking — what’s the

common problematic part?

R: When I'm taking the project and also when I’'m shooting the project, the most
common part is, that it’s lucky experience and you can’t blame the first-time director, producer,
DOP, anybody. So, there are slower on set, there are very often... very often the think what
they know, but on the set, they realize they don’t know exactly what they want. It’s the same
for the producer, an with me as well. I thought I was really better, than I was. And maybe it’s

also the way to protect yourself from being to scare to be chief on the set. The are also slower
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in the development of the project — so if you compare the second and the third draft from an
experienced writer and first-timer, than the amount od change in development is much more,

then the first-timer’s. So, you need more drafts, more time and more development...

M: So more craft? Is it about the craft?

R: Yes.

M: Okay, and now speaking in more details — is it usually the good story, good script,

which projects have when they approach you...?

R: No, no. There are not better or worse.

M: Or do they need some dramaturgy — the story is good but the structure...

R: All scripts need dramaturgy. Very, very rarely you don’t need dramaturgy. Most of

th scripts you must work on.

M: Or is it the presentation bad? Let’s say see presentation, which is really, really, bad,

because the people are inexperienced, but there is a good director, writer...?

R: It happens to experienced people as well. The quality of the idea is not about if you
are more experienced — not nesseserlly. Sometimes it’s so much sure in the details. But it’s also
about the personality — this is something, which is different. Like if you shot 5, 6, 7 films as a
director, your personality is more self confident. With the first-timers is some seeking always,
it’s also very interesting, just the ygo, in more ways what they really want. Another experienced

director is more straight to the point.

M: And can you see, maybe, if they work in tandem — first-time director, first-time
producer — they have really bad knowledge about the market and bad expectation about the

budget — does it happened also?

R: Yeah. It doesn’t happen very often, but it does happened. It’s also the other way
around, they said “we will shoot this film for half a million” and you can clearly see, that the

film will be very, very difficult shoot with a million. So it goes in both way.. I mean if you are
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experienced producer, and you say 2 millions, I would think it’s unrealistic, I would just say —
he is more experienced producer than me, I will trust him more. But it could also be that there

will be any money .

M: And can you maybe see the first-timer, the director for instance, the have really false
expectations? For instance, my experience, sometimes, they expect they will buy a new car, or

new flat from the movie, they really think about the high budget...

R: It doesn’t happened to me. Never. No.

M: So, you feel, that students or graduates have enough information about the market?

R: No, the don’t have enough information about the market. The first-time directors who
work with me, known, that they first film will produce a business card, which they can show
around and sometimes they don’t get pay at all. Or they get paid a thousand Euros on no-budget
film. The know, that just the first film is to built the reputation and the second, they get more,

and in the third, the arrived in the market. That is normally thy case with first-timer, I know.

M: Okay. So, do you have some finally remark, which come to you? Would be there

time again, when you will be search for something fresh, let’s say.

R: I would say, I look for more experienced people, but my two next films are debut...

M: (laugh)

R: Again... The reason is, because the shooting films is complicated in the sense at least
if you are from Berlin, there are many producers... and there is too little money for many
producers, so, you struggling with the budget. If you have more experienced team attached,
than chances to get money is higher. And I also make money for living with money from the
projects, so... It’s also — first-time directors, I mean, most of first-time projects, are shot without
co-production — so shot in the country. And this is something, that people expect, that should
be no-budget film should be national, to make it easy, dirty -to show, what you can. And the

second you can make abroad...

M: And is it also your opinion?
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R: It makes thing easier. The thing is, XXX is going to shoot a first feature film in
Romania, for example. Unless, you don’t have a lot of money yourself. Which XXX has, you
know. She is from one of the riches families. If you don’t have this money, you should shoot
short films and try to do shorts. What I thought is less important, if you ask about financing, is

to plan your carrier, somehow...

M: Is it important or less?

R: It is important! So, if you want your first feature 2 million, that is wrongly plan — you
can shoot this film, but not as your first. Specially I'm looking for a story, that is easir to shoot
for less money, but still shows my abilities to directing. And zhis would make sense. If you
would come with a really good film with three actors, in one room, and everybody loves it —
that you shown more in less time. If you say — “my first film is a historical period drama about
WW2, and the final scene is real planes bombing the city”... and you won’t help yourself. The
other way — positively speaking: help yourself, if you plan your carrier a little bit — “okay, I
want start slow, maybe I will start with a couple of a few short films and go to small feature
film and than I can take off. There is no need to take off with your first feature film to win a

competition in Cannes. It’s absolutely not an aim. If it would happen — fine. But don’t go for it.

B. Dotaznik pro zacinajici profesionaly
Dear fellow filmmakers,

this is a unique Central European survey aimed at needs of young filmmakers. We are Ivan
Tomek and Michal Kra¢mer from Film and TV School of Academy of Performing Arts in
Prague (FAMU) in Czech Republic.

We would like to ask you to participate in our research about the situation of beginning
filmmakers organized and funded by FAMU. The research has no commercial goals
whatsoever.

The original idea to make this research comes from our students at FAMU who had tough
time to make their first feature length movie in the real world; out of the support and
protection of the school © The research is focused on the conditions of beginning filmmakers
during shooting and preparations of their debut film and support, help and problems which
they are facing.

Let us help to understand the state of the markets in Central Europe and think of practical
consequences which could fix that situation (assuming the results will show some limits and
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weaknesses). We cannot find some solutions unless we know the problems. That is why we
come to you and we are asking you to help us with our research by filling in this survey.

It should take you less than 20 minutes of your precious time. We really believe the time will
be worth spending even for your future and the future of your colleagues.

We are asking the questions both the students and recent graduates of film schools in
Germany, Austria, Poland, Czech Republic, Slovakia and Hungary. Please be as open and
sincere as possible, as the research is anonymous, and you don’t have to be afraid we would
link the results with specific names.

As a reward for your openness we will send you the final report of the research if you wish so.
The final report should be ready at the beginning of the next year.

Identification
Identification of position, profession, previous experience - for statistical analysis.

Q1 Who are you — a student of a university, or did you already finish?

Already finished university
Studying the last year
Studying in a lower year

Didn’t study university

ONLY ONE ANSWER POSSIBLE

Q2 Which specialization did you study / are you studying?
Directing

Production

Screenwriting

Other film related field

Other than film education

ONLY ONE ANSWER POSSIBLE

Q3, In what area do you work or do you intent to work after finishing your studies?
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Live action
Animation
Documentary
TV
Advertisements
Other film type

Job out of film industry

ONLY ONE ANSWER POSSIBLE

Q4 When did you shoot your feature (i.e. more than 60 minutes) debut movie (it doesn’t
matter if live action, animation, documentary or other)?

1 I haven’t shot it yet

2 I’m shooting/preparing it right now

ONLY ONE ANSWER POSSIBLE

Q5 In which country do you work or do you intend to work after finishing your studies?
Germany

Austria

Poland

Czech Republic

Slovakia

Hungary
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ONLY ONE ANSWER POSSIBLE
Q6 What is your gender?

Male

Female

ONLY ONE ANSWER POSSIBLE

Q7 How old are you?

Questions about your debut movie

Now we will ask you about your debut movie which you already shot, or which you are
currently shooting / preparing, or which you plan to shoot.

DI It was / It’s going to be...
1 live action

2 animation

3 documentary

4 other type

D2 Please, try to remember the time when you were in production (but even development,
preproduction, postproduction) of your feature debut movie. Which problems and obstacles
were you facing back then? If you are still studying (or haven’t shot your feature yet), what
problems and obstacles are you facing now?

Open question

D3 Now considering mainly the problems of financing and distribution. Which problems were
you facing back then? If you are still a student try to think which problems you might be
facing in the near future.

Open question
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D4 Below you can see some criteria which we acquired from interviews with established
professionals (from all film fields) and we would like to know your opinion about them.

How important are for you following criteria to make a successful debut movie? Take into
account your previous experience or - if you are still studying try to think how it will be in the
future.

Use a scale from 5 to 1, where 5 means the criterion is very important and 1 means it is little
important.

Your personality, manners, self-presentation 54321

Connections (contacts) in the film field 54321

The producer of the movie, his or her profile 54321

Your existing works and experience 54 3 2 1

Synopsis, screenplay 5432 1

Coincidence, luck 54321

Persistence 54321

Promotional materials 54321

Your previous films or projects 54321

Story, theme 54321

Marketing and distribution strategy of the project (target group, territories, etc.) 54321
Fundraising strategy and budget — its quality and coherence with the debut 54321
Realisation of the project from the practical side (technical) 54321

The crewandcast 54321

Time schedule and consecutive steps of the project 543 2 1

Difference from all the other movies and uniqueness 54321

54321
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D5 In which filed do you think beginning filmmakers need the biggest help? Now, please,
consider only financial and distribution aspects.

Use a range from 5 to 1, where 5 means the criterion is very important and 1 means it is little
important.

A good screenplay 54321

Dramaturgy of the project (script editing) 54321

Good presentation, pitch 54321

Clear target groups of the movie and covering their expectations 5432 1
Budget-making 54321

D5a: If such support is important, in what sense in particular?

Please, specify why there’s need of such support. OPEN

Functional realization strategy of the project 54321

To know what you can expect from whom (which partner) 54 3 2 1
Personality defects 54321

Film festivals submissions support

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5b: If such support is important, in what
sense in particular? 54321

Financial support (fees, travelling costs, etc.) 1
Content (festival strategy — suitability of the movie for particular festivals) 2
Contacts to relevant film industry people 3
Other
Please, specify which other field.
4
Support with preparation of applications for grants

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5c: If such support is important, in what
sense in particular? 54321

Financial support (fees, etc.) 1
Content (what and why to fill in) 2
Contacts to relevant film industry people 3

Other
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Please, specify which other field.
4
Support with securing a co-production

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5d: If such support is important, in what
sense in particular? 54321

Financial support (costs of searching for partners, legal costs, etc.) 1
Content (preparing the project for co-production) 2
Contacts to relevant film industry people 3
Other
Please, specify which other field.
4

Support with securing sponsors

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5e: If such support is important, in what
sense in particular? 54321

Financial support 1
Content (what to offer to sponsors) 2
Contract making support 3
Contacts to relevant film industry people 4
Other
Please, specify which other field.
5
Support with securing a distributor

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5f: If such support is important, in what
sense in particular? 54321

Financial support 1
Content (what to offer to a distributor) 2
Contract making support 3
Contacts to relevant film industry people 4
Other
Please, specify which other field.

5
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Support with securing a sales agent

IF THE ANSWER IS NOT 1 -> SUBQUESTION D5g: If such support is important, in what
sense in particular? 54321

Financial support (costs of searching for partners, legal costs, etc.)1
Content (what to offer to a sales agent) 2
Contract making support 3
Contacts to relevant film industry people 4
Other
Please, specify which other field.
5

D6. Do you have any idea now, what would you like to say or recommend as a potential
support to the beginning filmmakers? Maybe we haven’t stressed some fields of problems
enough in previous questions.

Open question

Now we would like to ask you some specific questions about your first feature-length movie
(or your idea for future in the case you are still studying).

D7 What was / will be the movie budget in Euro?
OPEN
D8 What was / will be the genre?

ONLY ONE ANSWER POSSIBLE Action or Adventure
Comedy

Drama

Horror

Music(al)

Historical
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Political

Romance

Sci-Fi or Fantasy

Thriller

D9 What is / will be the language(s) of the movie?

ONLY ONE ANSWER POSSIBLE Country of origin / production language(s)
English

No language

D10 What is / will be the length of the distribution version of the movie (in minutes)?
NUMERICAL

D11 What were / will be the sources of funding the production of the movie?

MULTIPLE ANSWERS POSSIBLE National film fund
Regional film fund

National public broadcaster

National private broadcaster

School

Any Creative Europe programme

Any Eurimages programme

Film incentives (tax credit, etc.)

Film festival (award)

Rental company

Post-production company

Studios

Private investment (not yours)

Your investment

Minimal Guarantee from a distributor
Minimal Guarantee from a sales agent
Film scholarship / grant by a foundation

Other. Please, specify:

125



D12 How long did it take / it will take to raise all the required funding?

ONLY ONE ANSWER POSSIBLE 0 - 3 months
3 - 6 months

6 - 9 months

9 - 12 months

1-1,5 years

1,5 - 2 years

2 - 3 years

More than 3 years

D13 Did you experience / do you expect any problems with funding of the movie? If yes,
please specify.

Open question

IF YOU DON’T HAVE YOUR DEBUT PROJECT YET, PLEASE, SELECT ALWAYS
“NOT APPLICABLE”.

D14 Did you try to contact any distributor, broadcaster or sales before starting the production?
ONLY ONE ANSWER POSSIBLE Yes, but no one wasn't interested.

Yes and we did a business before the production finished.

Yes, but we did business after the movie was produced.

No.

I wasn't thinking about that before.

NOT APPLICABLE

D15 When the production started did you / will you / already have a distributor, broadcaster
or sales on board?

MULTIPLE ANSWERS POSSIBLE A national distributor
An international distributor

A sales company

A national broadcaster

An international broadcaster
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VOD distributor
No
NOT APPLICABLE

D16 When the movie was finished was it / will it be represented / by a distributor, a sales
company or a broadcaster on the market?

MULTIPLE ANSWERS POSSIBLE A national distributor
An international distributor

Sales company

A national broadcaster

An international broadcaster

VOD distributor

No

NOT APPLICABLE

D17 How was / will be / the movie released?

MULTIPLE ANSWERS POSSIBLE National cinema distribution
National TV broadcast

National VOD/DVD

International theatre distribution

International TV broadcast

International VOD/DVD

No or I don’t know yet.

NOT APPLICABLE

D18 Did you / do you intend to / present the movie at a co-production market?
ONLY ONE ANSWER POSSIBLE Yes.

No, I wanted to, but [ wasn't accepted anywhere.

No, I wanted to, but I felt not experienced enough.

No, I had no idea there were any markets of this kind.

No for some other reason.
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D19 Did / Will / you (or the project) go through a training initiative during the development,
production or postproduction of the movie?

MULTIPLE ANSWERS POSSIBLE A script development training
A producer training

A project training

Talent lab

Presenting skills

Distribution training

Editing workshop

Other

None

D20 Was everybody / Will be anyone / from the crew and cast paid?
ONLY ONE ANSWER POSSIBLE Yes, with regular wages.

Yes, but they received lower wages than domestic average.

Just a few people were paid. The rest worked for free.

The core crew and cast were not paid. We paid only extras and selected assistants.

Other system.

No one was paid.

D21 How many people were there in the crew?

Write down a number. NUMERICAL

EXPECTATIONS

This is the last block of questions. We would like to know more about your way of thinking
and your current situation.

E1A Do you have an idea what kind of service can you expect from a sales agent?

MULTIPLE ANSWERS POSSIBLE EIB Do you have an idea what kind of service
can you expect from a distributor?

MULTIPLE ANSWERS POSSIBLE

Selling your movie to international distributors.  Selling your movie to local cinemas.
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Selling your movie to international TV stations.  Promoting your movie in local media.

Selling your movie to a VOD platform. Organizing a premiere of your movie in the local
territory.

Representing / selling your movie to film festivals. Co-finance your movie by offering a
minimal guarantee.

Representing your movie at film markets. Selling your movie to local TV stations.

Pre-selling your movie to international distribution partners. Selling your movie to local
DVD distributors.

Setting-up your film festival strategy and world premiere. Selling your movie to local VOD
distributors.

Collecting revenues from international distributors. Collecting revenues from local partners.

Co-finance your movie by offering a minimal guarantee. Providing materials (press kit) to
business partners.

Promoting your movie in international industry media. =~ Helping fundraising your project
by issuing Letter of Intent.

E2 What do you think is a good way how to get in touch a distributor or a sales agent?

1 — 3 answers possible
To send an offer to a business e-mail.
To send an offer to a business e-mail with. recommendation by someone who they know.
To send an e-mail / call to set-up a meeting.
To call the business phone number.
To visit them personally in their office.
To arrange a meeting during a film festival.
To visit a co-production forum.
To meet them at an industry party.
To meet them in the industry area of a film festival.
To visit their stand at a film market (Cannes, Berlin, Toronto).
To visit an industry discussion or forum.
To ask somebody for recommendation.
A. E3 Would you like to take part in a training to gain skills to succeed in the

international environment?
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Yes.

Yes, but there is none in my region.

Yes, but they are all too expensive.

No, I don't need to go international.

No, I think I have enough experience and knowledge.
No

ONLY ONE ANSWER POSSIBLE

E4 Would you like to present your current project at an international market?

Yes, but I don't know how to.

Yes, but I don't know which one to choose.

Yes, but any doesn't seem to reflex my needs.

Yes, but I am not sure if they will accept me as I am not that experienced.
No, I don't need to expose my project internationally.

No

ONLY ONE ANSWER POSSIBLE

ES5 Do you feel emerging filmmakers are supported well in your country?

Yes, it's OK.
No, but there are some possibilities.

No, it's almost non-existent.

ONLY ONE ANSWER POSSIBLE

E6 Do you think making your projects international would help? Please, answer for each of
the following statements YES if you agree and NO if you don’t.

It will bring more attention to the project from film professionals. YES NO
It would help me getting funding from national sources. YES NO
It would help me getting funding from international sources. YES NO

I am afraid somebody would steal my idea. YES NO
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It's too early during development. YES NO
I can have better distribution deals in the future. YES NO

It would help me getting more co-funding contacts. YES NO

It would help me getting more distribution contacts. YES NO
It would help me getting more sales contacts. YES NO
It would help me getting more festivals reps contacts. YES NO
It would help me getting more press attention. YES NO

It will bring more audience to my project. YES NO

It will bring me possibility to make more demanding projects. YES NO
I can see trends in the film industry earlier. YES NO

My project will have less freedom. YES NO

International management (legal, accounting, etc.) is very costly. YES NO

. E7 How much are you willing to spend for your further education in international
skills?

1-50¢€

51-100€
101 - 200 €
201 - 500 €

I don't have any kind of money for that in my budget.

I don't think anybody should charge money for such service.
I cannot afford it. Other spending has higher priority.
ONLY ONE ANSWER POSSIBLE

Thank you very much for your time and attention. If you would like to get results of the
research, please, state here your e-mail. We guarantee it will not be handed over to any third
party and it will not be commercially used to send you any offers or advertisements.

BOX PRO E-MAIL

Ivan Tomek, Michal Kra¢mer
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research team

FAMU Prague, Czech Republic

Ivan Tomek ivan.tomek@famu.cz +420 602 33 51 68
Michal Kra¢mer kracmer@gmail.com +420 602 83 83 88
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C. Scénar pro hloubkové rozhovory

Identifikace pozice, profese, minulé zkusenosti

Jaké mate zkuSenosti s debuty, d€late, je, nebo ne,

DEFINICE DEBUTU pro nas vyzkum o€ nam jde o co nikoli ?

pokud ned¢laji, pro¢ ? obavy? Bariéry, problémy, podrobné. Co by bylo

tteba zménit, rozvést, vylepsit?

Pokud d¢€laji debuty, jak praci organizuji, pfijimaji cely tym, nebo

doplituji méné zkusené zkusenéjSimi?

Podle ¢eho si vybiraji projekty pro debut ? Jaka maji kritéria? Ktera
byvaji naplnéna a ktera nikoli. Co poskytuji sami, nebo to podstatné ovliviuji?

Nejprve spontanné, poznamenat co uvadi a s jakymi komentafi
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Vidi né&jaké typické segmenty zdjemcii o filmovy debut ? kolik asi chodi
debutant v jednotlivych segmentech ? ¢im se 1i$i ? (napt. absolventi $kol,

amatéfi, Tv tvircei, reklamni autofi atd atd )

Nyni navozené jednotliva kriteria, nakolik jsou pro né dulezita a jak

byvaji naplnéna, jsou s nimi problémy, nebo ne ?

Jaka je uroven, pfipravenost

Li8i se néjak skupiny uchazect u jednotlivych kritérii?

e (Osobnost reziséra, jeho dosavadni prace, vystupovani, sebeprezentace

e Producent projektu, jeho profil
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Synopse, treatment, pifedloha

Prezenta¢ni materialy,

Ptib¢h, téma, potencial projektu

Financni rozvaha, jeji kvalita, odpovida projektu ?

Realizovatelnost projektu z praktického hlediska, technické

Sestaveny tym (odpovida projektu?) , pfedstava o dal§im postupu,
casovy plan vyroby

Marketingova a distribucni strategie (cilové skupiny, teritoria ),
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Kde mysli, ze mladi tviirci, odhlédnéme ted’ od jinych skupin debutant
potiebuji nejvice pomoci? Jde ndm nyni jenom o otazky financovani a
distrbuce, nikoli o development a 0 uméleckou realizaci.

Podrobné, s pfihlédnutim k odpovédim na predchozi otazky.

Co jim chybi u debutanti? Pfi¢iny problémt (vyuka? Osobnostni?

Financni ? )

Typické chyby debutll, které jsem zatim popsali pfi ptiprave. Setkdva se

s nimi? Jak jsou zavazné? Jak odstraiiovat?

e Nekvalitni scénar

e Dramaturgie

e Bez prezentace
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e Finan¢ni nejasnosti

e Realizacni strategie neni redlna

e Neorientuje se, nevi co mize od koho ¢ekat

e Osobnostni vady

M3 smysl sjednocovat parametry debutu? Definovat si je a pripadné néjak

specificky financovat?
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D. Finan¢ni plan filmu Mij neznamy vojin
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My Unknown Soldier

Financing plan

source amount CZK amount EUR % of total form stage commentary

CZECH sources

1.1 |Czech Television - cash 300 000 CZK 11 742,05 € 6,03% co-production |secured agreement
agreement
1.2 |Czech Television - in-kind 552 503 CZK 21 625,06 € 11,10% |co-production [secured
1.3 |Czech Cinematography Fund - cash 660 000 CZK 2583251 € 13,26% |grant secured confirmation
1.4 |FAMU - cash 65 000 CZK 2544 11 € 1,31% co-production |secured agreement
agreement
1.5 |FAMU - in-kind 190 000 CzZK 7 436,63 € 3,82% co-production |secured
1.6 |Analog Vision investment - cash 101 566 CZK 3975,31€ 2,04% co-production |secured agreement
1.7 [producer's investment - cash 10 000 CZK 391,40 € 0,20% investment secured bank statement
1.8 |[producer's investment - deferrals 160 000 CZK 6 262,43 € 3,22% investment secured Ztrgcc:i;)cers declaration (producer's fee, overheads, film
1.9 |Czech Eurimages share 478 263 CZK 18 719,31 € 9,61%  [grant secured
2 LATVIAN sources
2.1 |National Film Centre of Latvia 894 222 CZK 35 000,00 € 17,97% |grant secured agreement
2.2 |Baltic Pine Films - defferals 145 000 CZK 567532€| 2,91% |co-production|deal memo gt'gg;":frﬂsc ::)C'ara“o” (producer's fee, overheads, film
2.3 |Latvian Public TV 15 330 CZK 600,00 € 0,31% presale secured confirmed - LOC
2.4 |Latvian Eurimages share 247 345 CZK 9681,12 € 4,97%  |grant secured
3 SLOVAK sources
3.1 |Audiovisual fund - cash 638 730 CZK 25 000,00 € 12,84% [grant secured agreement
3.2 [Slovak TV and Radio - cash 127 746 CZK 5 000,00 € 2,57% co-production |secured agreement
3.3 |Slovak TV and Radio - in-kind 70 263 CZK 2 750,10 € 1,41% co-production |secured agreement
3.4 [Wandal Films - defferals 100 000 CZK 3914,02 € 2,01% co-production |deal memo producer's declaration (producer's fee, overheads)
3.5 [Slovak Eurimages share 219712 CZK 8 599,57 € 4,42% _ |grant secured
4 (Total 4975 680 CZK 194 748,95 € | 100,00%
50% test  in-kind 15% test

Czech share 2039 069 CZK 79 809,50 € 50,59% 81,00% 13,90%

Latvian share 1054 552 CZK 41 275,32 € 26,17% 81,00% 11,14%

Slovak share 936 739 CZK 36 664,12 € 23,24% 81,00% 8,65%

Eurimages 945 320 CZK 37 000,00 € 19,00%

1EUR = 25,5492 CzZK




E. Body v evropské koprodukci pro film Mij neznamy vojin
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My Unknown Soldier / MUj neznamy vojin

list of technical and creative elements by countries

Czech Republic

Element Name Nationality Permanent residency
3. Leading Actor Miloslav Mejzlik Czech Republic Czech Republic
supporting actor Ivan Shvedoff Russia Czech Republic
supporting actress Marianna Arzumova [Russia Czech Republic
composer David Strelecek Czech Republic Czech Republic
Shooting location Prague Czech Republic
Postproduction location |Czech Television Czech Republic
Postproduction location [Bc. Michal Kraémer |Czech Republic
Latvia

Element Name Nationality Permanent residency
production designer Jurgis Krasons Latvia Latvia
composer Andris Dzenttis Albania Latvia

Riga, Liepaja,
Shooting location Kuldiga, Skrunda Latvia

LOCOMOTIVE
Postproduction location |PRODUCTIONS Latvia

Slovakia

Element Name Nationality Permanent residency
2. Leading Actress Zuzana Danciakova [Slovakia Slovakia
supporting actor David Hartl Slovakia Slovakia
director of photography [Radka Sisulakova Slovakia Slovakia
sound designer Viktor Krivosudky Slovakia Slovakia

HOMEMEDIA
Postproduction location |PRODUCTION Slovakia

Ukraine
Element Name Nationality Permanent residency
1. Leading Actor Anna Kryvenko Ukraine Ukraine
director Anna Kryvenko Ukraine Ukraine
writer Anna Kryvenko Ukraine Ukraine
Shooting location Kyiv Ukraine
Russia
Element Name Nationality Permanent residency
editor Daria Chernyak Russia Russia
Germany/Israel

Element Name Nationality Permanent residency
composer Yair Elazar Glotman |lsrael Germany




F. Scénar Kk filmu Mij neznamy vojin

Miij neznamy vojin

blokovy scénat

Film je koncipovan jako asociativni a analytickd montaz prevazné archivnich materialu,

které budou spojovany experimentalni metodou na principu tematickych bloka.

Kazdy z blokti vystihne koncentrovany obraz d¢jinného pohybu v konkrétnich detailech,
tvarich, jevech ¢i situacich zachycenych Casto jakoby mimochodem, tento zplisob montéaze
piiblizi “druhy plan” udalosti, d€ji i momentl srpnové invaze, jejich vnitini hloubku a silu,
kterd se ukdze v novém kontextu urc¢itého zhusténi, jehoz smyslem je vystihnout obecnéjsi
podstatu meznich situaci valky, boje, ohrozeni (napi. tvafe zachycujici emoce, bolest,
vystraSeni, ptekvapeni z riznych mist sestiihané za sebe, vojenska technika ktera se stale vice

piiblizuje apod.) — konkrétné viz rozpis jednotlivych blokii:

Hlavni déjové linie — symbolické vizualni pojeti sebevrazd a vystfihavani vzpominek
Blok 1 — obycejny zivot dvou zemi

Blok 2 — utrpeni Cechoslovaki

Blok 3 — strasna sila z vnéjSku - (ne)pochopeni

Blok 4 — disonance — realita

Blok 5 — soucit

Blok 6 — medialni analyza
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Hlavni déjové linie

Sebevrazda — symbolické vizualni pojeti
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Obsah

Tato ¢ast hodné zavisi na reSersi, protoze toto téma bylo dosud malo zkoumang, a
vlastné ho chci pojmout metaforicky, jak jen to piijde. Chci mit co nejvice ptibehil vojak, kteti
spachali sebevrazdu po okupaci, at’ uz v Ceskoslovensku nebo po jejich navratu domd, protoze
nedokazali pfezit moralni a emocionalni disledky svych ¢ini, a spojit je v jeden mrak, roj hlast
a vypoveédi. Budou se spojovat a zase se rozpadat do uplné celkové dekonstrukce a destrukce
hlasti a informaci. Prochazeni skrze vnitini destrukci ¢lovéka. To, co ¢loveék proziva uvnitf.
Tato linie bude prochazet celym filmem, ale jemn¢, jen v ndznacich, obcas jen vizudlnich

metaforach a analogiich vnitiniho rozpadu osobnosti, nakro¢ovani do ptib&hu.

Specialni vyrazové prostiedky

Fenomén sebevrazd vojakti budu vizualné zpracovavat skrze linie dekonstrukce véci,
demolice budov a prochazenim skrze opusténi bardky, ze kterych budou digitalné
postprodukéné vysttizené Casti obrazu. Ze zabéru budou postprodukéné mizet detaily a ¢asti

obrazu, na zac¢atku pomalu, ale postupné ¢im dal tim vice. Okna, dvete, ¢asti nabytku. A budou
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zanechavat diry v obrazu. Tim to bude spojené s naslednym vysttihavanim lidi z rodinnych

fotografii.

Hlasy, které vypravi, co vidéli tu a tam. Navrstveni zvuku. A rozpad v obrazu. Tato ¢ast
bude zalozena také na hudbé¢, ktera bude mit charakter noisu a vlastné se rozpadne na nékolik

soucasti.
Klicova slova
Destrukece.
Opusténé byty a baraky.
Opusténé myslenky.
Opusténé rodiny.
Spinavé nadobi.
Mizeni obrazu.
Demolice.
Vnitini emigrace.

Potapéni.
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Vystiihavani vzpominek

Obsah

V této Casti, ktera také bude prochdzet celym filmem, se odvypravi rodinny piibéh mého
prastryce, ktery v roce 1968 byl v Praze na tanku jako vojak, ale kdyz se vratil tak neunesl pocit
viny a spachal sebevrazdu. Co zazil? Co mozna vidél? Co slysSel od 1idi? Kde mohl v Praze
byt? Co délal, kdyz se vratil. Kdyz byl v Praze, poslal domt na Ukrajinu dopis, ktery se ale
nedochoval. Chtéla bych ud¢lat pokus o pfiznanou rekonstrukci toho, co mné se zd4, ze by tam

mohl psat. Co tam vid¢l a co prozil.

Specialni vyrazové prostiredky

Toto je ¢ast filmu, ve které nebudou pouzité archivy, ale nové nato¢ené materialy.

Vystiihavani postav z fotografii a nalézat pro n¢ uplné jiné souvislosti a kontext. Jak
historicky, tak i1 vizualni. Skladam tak rtizné Casti fotografii dohromady, naptiklad, doslova
prekryvam fotky vrstvami pauzéku, papiru, starych novin. Kazda tato akce s materidlem ma
svlj vyznam (skryt, vyndat, zapomenout, odfiznout atd.)
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Budu nejen vystiihavat fotografie, ale také pouzivat razné lokace a barevné podklady.

Kli¢ova slova

Stul. Podlaha. Trava. Kameny. Voda.

Odkaz

https://www.youtube.com/watch?v=y0XmeSUmzY1

https://www.youtube.com/watch?v=0fcOGck-EUE
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https://www.youtube.com/watch?v=y0XmeSUmzYI
https://www.youtube.com/watch?v=ofcOGck-EUE

Blok 1 — Obycejny Zivot dvou zemi

Obsah

Tento blok se bude skladat z dobovych archivii obou zemi (CSSR a SSSR), ale budou
tam materidly nejen z udalosti v Praze. Neni to porovnani, kde je to lepsi. Spise naopak — je to

faktor, ktery spojuje lidi a staty — kazdy méa svoji minulost.

Jak zilo Ceskoslovensko pred tim? A jak to stejné mésto bude vypadat za chvilku.

Plakaty. Napisy.

Kam pfijedou vojaci? A také jaky domov opustili vojaci v SSSR, a kam se potiebuji

vratit. Skoro idylick4 ptfedstava o Sedesatych letech ve dvou zemich.

Specialni vvrazové prostiredky

Jenom ve zvuku bude pomalu naznak nebezpeci skrze velice nizké basové tony, které

pusobi spise fyzicky, nez zvukoveé a melodicky.

Kli¢ova slova
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Sedesata léta. Vice volnosti.

Obleceni. V ¢em chodi lidé na ulici, co se prodava v obchodech.
Vitriny.

Odrazy.

Koncerty. Hudba. Tancovani.

Rodinné zébéry prochazeni se méstem.

Svatba.

Foceni se u pamatniku.

Vesnice. Mésto.

Odkaz

https://www.youtube.com/watch?v=zke4 19QCDs
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https://www.youtube.com/watch?v=zke4_i9QCDs

Blok 2 — Utrpeni Cechoslovaki

- L
PF# 75472 00:05:5%:01

'l“‘

Obsah

Snaha ukazat skrze archivy bolest a emocni reakce lidi na to, co se délo v ulicich v srpnu
1968 jak v Praze, tak i Brn¢, Ostravé a dalSich méstech. Tento blok je upfimny pokus ukézat,
jak j& osobné vidim, co se stalo lidem, a jak to oni prozivali. Nejedna se o objektivni ukazku,
protoze takova byt ani nemiize. Vzdy jde o manipulaci s obrazem a kontextem. Zajima m¢ ale,
co nejvice ukazat emoce lidi, ktefi byli v ulicich v tyto dny. Hledaji pomoc. Ale vSichni jsou ve
stejné situaci. Detaily, které se budou sklddat do mozaiky jednoho. Je to obraz ¢lovéka, ktery
proziva utrpeni svého statu a nadrodu. Okolo je mnohem vice lidi, ale ve své bolesti je kazdy

sam. Priblizeni zla. Sila, kterou se zda, ze neni mozné kontrolovat.

Specialni vvrazové prostiredky

Tady budou pouzity zabery hlavné lidi. Rychlé a nahlé stfihy. Rapidmontdz. Montéaz
vice oblicejii, detailii na ruce a nohy rychle za sebou, aby se vytvofil pocit jednoho ¢lovéka,
ktery se sklada z desitky. Subjektivni pohled ¢lovéka, ktery bézi v panickém zachvatu. Utika,
rozhlizi se. Rozklepany. Ttesouci se obraz. Pfiblizovani ve zvuku a obrazu vojenské techniky.
Je to hlavné zvukovy a svételny zazitek. Umél¢ stiny, které pfichdzeji na vyznamna mista
Prahy, a pokryvaji ¢asti mésta tmou. Obrat barev, inverzni vsuvky.
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Klicova slova

Lidé.

Jejich obliceje.

Emoce.

Ruce.

Vlajky.

Blok 3 — Stras$na sila z vnéjSku — (ne)pochopeni

Obsah

Konfrontace vojakt a lidi v ulicich, ktefi se jim snazi vysvétlit, co se tady opravdu déje,

nebo ned¢je. VEtSinou jsou to zabéry na vojaky, co sedi na tanku, a dole pod nimi stoji lidé a
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vasnive néco fikaji. Zabéry, jak vojaci vnimaji, co se déje vSude kolem. Oni vétSinou nicemu

nerozumi. Spousta lidi je z vesnic a ani ve velkém mésté v Zivoté nebyla.

Specialni vvrazové prostiredky

Zména perspektivy a obrat-pfevraceni zabéri vzhiru nohama, posun stfedu kompozice,
aby se dalo podivat, jak se zméni vnimani ¢loveka. Jak vypadaji gesta, kdyz se vyméni, kdo je

,hlavni“. Zacernéni ¢asti obrazu. Ztracenost (ve zvuku, ozvény, reverby). Namichané jazyky.

Kli¢ova slova

Tanky.

Vojéci.

Diskuze.

Plakéaty s napisy, at’ jdou pryc.

Bouftka.

Padani kamenu.

Rist napéti

Odkaz

https://www.youtube.com/watch?v=Darmof4E7wE
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Blok 4 — Disonance — Realita

Obsah

Tato cast je dvojita.

1. Jak si lidé predstavuji armadu? Masinerie zla. Vlak, ktery ptejizdi lidi bez ohledu na to,
co se d¢je a kdo ma pravdu. Metafora strojti, kterym je vSe jedno, ale museji se posunout
dal. Jako tank.

2. Co si mysleli vojaci, ze vlastn€ uvidi, a kam viibec jedou. Kontrarevoluce? Nebezpeci.
Jediné, co zatim mozna néjakym zplisobem zazili, byla Druha svétova valka (pro vétSinu
jen z rodinnych vypravéni). Jak si pfedstavuji zlo. Valka. FaSisti. Holokaust. USA.
Kapitalismus.

Tyto dvé iluzivni pfedstavy budou spojené do jednoho bloku, jako véci, kterych se
bojime, ale i kdyz uz vidime, Ze to neni tak, jak jsme si to pfedstavovali, stale pokracujeme v
ramci stejného systému. Svym zplsobem hypndza a probouzeni se z ni. Kazdy ma svoje zlo.
Co se stane, kdyz jdes jako hrdina s nim bojovat a najednou zjistis, Ze ty jsi pro né¢koho to zlo.

Specialni vvrazové prostiredky

Vizuélni porovnani zabéri armady a piipravy vojakti na sluzbu s masinérii, stroji.
Rychld montéz usttizkli na zabéry z Druhé svétové valky a Hladomoru.
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Klicova slova

Chiize. Krok za krokem. Jedna noha. Druha noha.

Nekonecné tanky v ulicich.

Dlouha jizda.

Letadla.

Odkaz

https://www.youtube.com/watch?v=AxWS5IUImkOg

Blok 5 — soucit

Obsah

Ukrajinska Zena Valentyna zijici v KoSicich Sla do kina se svym mlad$Sim synem,
uvidéla tam seznam piijmeni lidi, ktefi se obviiuji z kolaborace se Sovétskou arméadou a nasla

tam jméno svého manzela a jejich domaci adresu. KdyZ se snazila sundat tento plakat, byla ale
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chycena dvéma mladiky, ktefi ji obvinovali ze spoluprace a podpory okupace. To, ze vlastné
ona neni z Ruska, ale z Ukrajiny jim bylo jedno. Zacali ji fyzicky napadat, sundali z ni obleceni
a spodni pradlo. Ona se snazila schovat v n¢jakém z obchodt, ale vSichni pied ni zavirali dvefe.
Skon¢ilo to tim, ze dav lidi (podle svédkti od n¢€kolika stovek do nékolika tisic lidi) ji nahou
vedl podél koleji na nameésti a vyhrozoval ji obéSenim. Nakonec ale skoncila na policii, a ta ji

propustila.

Specialni vvrazové prostiredky

Ptibeh je odvypravén pomoci fotografii z mist, na kterych se odehréala tato udalost.
Zablesky a blesky fotoaparatu. Zmeéna rytmu pomoci prace s rychlosti objevovanim a mizenim
fotografii. Jak soucasné, tak i archivnich fotografie z Kosic. Chladny voiceover, ktery cte

policejni protokol z vypovédi Valentiny a svédku udalosti.

Klicova slova

Kosice

Obchody na ndmésti

Blesky fotoaparatt
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Blok 6 — Medialni analyza

Obsah

Jak vizualni Giprava méni vyznam zabéru nebo fotografie. V tomto bloku budu pouzivat
kolem péti az sedmi nejznaméjSich zabér, které se doted’ vSude opakuji, a staly se vlastné svym
zpusobem ikonickou vizudlni pfedstavou o udalostech v Praze. Jedna se o medialni analyzu.
Zmeénou hlasu, komentéte, hudby, rychlosti a kompozice chci ukazat, jak vlastné jednoduse se
da manipulovat nejen informacemi v momenté, kdy je vidime poprvé (jako zpravy, naptiklad),
ale 1 manipulovat se vzpominkami. A vystfihavat, a kombinovat i to ¢emu véfime, ze je

nepochybné pravda.

Specialni vvrazové prostiredky

Zabéry z Ceskoslovenského rozhlasu a Véclavského namésti se budou nékolikrat
opakovat v hodné zpomalené rychlosti, pokazdé se zménou hlavniho bodu pozorovani. Bud’ je
to ¢lovek, nebo jina véc (predmét) v zdberu — tank, oblicej, atp. Opakovani stejného zabéru, ale
s riznymi komentafi a zvuky. Stejny zabér, opakovany v rizné velikosti a s riznym centrem
kompozice. Vnitrozabérova montaz. Zmeéna kontrastu a barev zabéru.
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Klicova slova

Zpomalena jizda tanku.

Otaceni se lidi.

Jak dlouho mtiZe trvat pohyb.
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