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Karlovarsky festival obecné€ nemd povést priikkopnika. V roce 1962 ale pribyla
do jeho programu polozZka, kterd takovou predstavu ¢aste¢né koriguje - Sym-
pozium mladych a novych kinematografii Asie, Afriky a Latinské Ameriky.
Ndpad na Sympozium se zrodil v hlavé A. M. Brousila, ktery jej také organi-
zoval.! Z karlovarského festivalu se tak stal prvni skutecny prostor pro debaty
a filmovou vyménu napfic tfemi kontinenty, jejichzZ staty prochdzely po druhé
svétové valce zdsadnimi politickymi a spole¢enskymi zménami a které vyraz-
né figurovaly v zahrani¢ni politice Sovétského svazu i Spojenych statu.

V roce 1955 - v ndvaznosti na Afro-asijskou konferenci v indonéském
Bandungu, jiZ vyvrcholilo usili o dekolonizaci zemi Asie a Afriky - oznamil so-
vétsky ministersky predseda Nikita Chruscov politiku solidarnosti s antikolo-
nidlnim usilim asijskych a africkych statu.? Sovétské a vychodoevropské filmo-
vé festivaly tzv. politiku socialistick€ho internacionalismu pfejaly, jak ukdzala
Jindfiska Bldhova v ptfipadé Karlovych Vart a Caroline Moine u festivalu doku-
mentdrnich filmu v Lipsku.? Podpofit kinematografie Asie, Afriky a Latinské
Ameriky a propojit jejich zdstupce pak bylo rovnou hlavnim cilem Festivalu
asijskych a africkych kinematografii v Ta§kentu zaloZeném v roce 1968. Indic-
ky filmovy kritik Devendra Kumar otevird svou reportdz z III. ro¢niku tohoto
festivalu praveé zminkou o sovétské pomoci zemim tfetiho svéta v boji za neza-
vislost.* Historici Rossen Djagalov a Masha Salazkina pak popsali Taskent jako
,misto, kde je mozné shlédnout nejvétsi pocet a nejveétsi vybér filmu repre-
zentujicich svét za hranicemi Evropy a Severni Ameriky“.% Jak ale piSe Kumar:

Bohuzel, zbyvajici ¢ast [tietiho sv€ta], Latinskda Amerika, neni na
festivalu Siroce zastoupena. Nejvétsi prostor latinoamerickym fil-
mum poskytuje festival v Karlovych Varech, jeho program zahrnuje
cely tfeti svét. V Karlovych Varech ucastnici debatuji o problémech
tietiho svéta, aby nasli feSeni. UZ uplné prvni ceskoslovensky festi-
val k tomu polozil zdklady. Taskent tomuto cili dava veétsi prakticky
rozmér, protozZe hraje vetsi roli jako historické kulturni a nabozZen-
ské centrum asijského kontinentu.®

Kumaruv postieh je klicovy. Taskent prejal praxi, kterou rozvinuly dalsi so-
cialistické festivaly a festivaly v zemich tfetiho svéta. Karlovarska prehlidka,
zaloZena v roce 1946, pritom festival v Taskentu predchazela o plnych dvacet
dva let.

Rada festivali po druhé svétové valce usilovala o kinematografickou , tfe-
tisvétovost“ (Third Worldism - zastoupeni zemi tfetiho svéta). Rivalita mezi
Asijskym filmovym festivalem (AFF), ktery se s podporou americke vlady konal
poprvé v roce 1954 v Tokiu a nasledujici ro¢niky cestoval po dalSich méstech
regionu, a Afro-asijskym filmovym festivalem iniciovanym Cinou a SSSR pie-
skupila studenovale¢ny konflikt z konfrontace Vychod-Zapad na konfrontaci
Sever-Jih, kdyzZ do néj vtahla boj za dekolonizaci.” Filmafi z Evropy a Latinské
Ameriky kfiZovali Atlantik a ucastnili se debat a filmovych projekci na rade
dal$ich festivali - po¢inaje mezindrodnim festivalem v Montevideu a festiva-
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Obr. 15.2. Zahdjeni Sympozia
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lem experimentalniho filmu Festival del Sodre v Uruguayi po festival Rassegna
del Cinema Latino-Americano v Itdlii.®* Nicméné tvirce, ktery by se nékteré-
ho z nich ucastnil, pravdépodobné nemél tuseni o existence ostatnich. Situaci
zmeénilo pravé az zaloZeni Sympozia mladych a novych kinematografii Asie,
Afriky a Latinské Ameriky v Karlovych Varech. (Obr. 15.1. a 15.2.) Tim, Ze kar-
lovarsky festival zastitil kinematografie vSech tfi kontinenti na zacatku pa-
desatych a Sedesatych let, pomdhal formovat éru militantnich kinematografii
tretiho svéta ,,dlouhého roku 1968*.

PLATFORMA PRO ASIJSKY FILM

Pribéh Karlovych Varu jako prostoru pro kinematografie tfi kontinentu se od-
vijel mimo rytmus ndarodniho narativu festivalu. Z narodni perspektivy, kterou
predkladaji oficidlni historie, prochdzel festival obdobimi relativni svobody,
nasledovanymi obdobimi nuceného sovétského dohledu. Vznikl jako nesoutéz-
ni prehlidka c¢eského a slovenského filmu. Po komunistickém pfevratu v roce
1948 se dostal pod sovétskou nadvlddu, z niz se vymanil béhem prazského jara
a Ceskoslovenské nové viny. Zahy po invazi vojsk VarSavské smlouvy v roce
1968 se pod ni znovu dostal, aby se definitivhé osvobodil po padu komuni-
smu.’ Trikontinentdlni historie Karlovych Varu ale sleduje jinou chronologii.
Zacina zkraje padesatych let v obdobi stalinismu. V roce 1950 na festivalu po-
prvé zasedla mezinarodni porota a byly uvedeny filmy z Ciny, Severni Koreje
a Mexika.'” B€hem sedmi let se z Karlovych Varu stal model skutec¢né global-
niho socialistického filmového festivalu, ktery ovliviioval i dalsi globalni akce.
Napriklad uspéch filmové ¢asti na VI. Svétovém festivalu mladeze a studentu
v Moskvé v roce 1957 vdéecil za mnohée zkusenosti a globalnim kontaktim vze-
Slym z Karlovych Varu. Prezidentem filmové poroty se na Svétovém festivalu
mladeZe a studentu stal Antonin M. Brousil, dlouholety predseda mezinarodni
poroty v Karlovych Varech." Festival mladeZze mél na programu filmy ze triceti
zemi svéta véetné Japonska, Ciny, Indie, Mexika, Egypta, Mongolska a Liba-
nonu.’? Drzitel Zlaté medaile z hlavni soutézZe, snimek japonského reziséra Ta-
dasiho Imaie Posledni soumrak (Mahiru no ankoku, 1956), vyhral rok predtim
Hlavni cenu v Karlovych Varech.

Karlovy Vary se staly zvlasté cennymi pro socialistickou a trikontinen-
talni filmovou diplomacii, protoZe byly turistickym letoviskem podobné jako
Cannes. Filmy se sice dostaly do programu diky jejich socialistickému a levi-
covému ladéni, ale byly promitnuté v uvolnéné atmosféie. Na vecircich se pila
vodka a zahrani¢ni hosté ziskali zdarma vstup do lazni." Festival pfitahl nékte-
ré umélce a filmové kritiky, zejména levicoveé orientované, ktefi pravidelnée jez-
dili na zapadni festivaly a psali pro média v Rimé, Pafizi nebo Londyné. Pravi-
delnymi hosty byli italsky neorealisticky rezisér Cesare Zavattini, francouzsky
marxisticky filmovy historik George Sadoul a kritik ¢asopisu Sight and Sound
John Gillet. Filmy se promitaly ve velkém sdle pfedvale¢neho hotelu s ,médeény-
mi lustry v rokokovém stylu [a] freskami zachycujicimi panovniky a vévodkyné
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v nabiranych rukavech u lazenskych pramenu“." V sout€Zi se v roce 1956 vedle
zminéného Posledniho soumraku objevila tradi¢ni revolu¢ni ¢inska huangmei
opera Sratek princezny vil (Tianxian pei, S Chuej, 1955), hit v pevninské Ciné
i mezi ¢inskymi exulanty ve vychodni Asii; dobové drama indick€ho reZiséra
Bimala Roye o tfidni nerovnosti v Bengdlu Devdas (1955), dnes povaZované za
klasiku populdrni hindské kinematografie; a Rio 40 stuprnu (Rio 40 graus, 1955)
reziséra Nelsona Pereiry dos Santose, predchudce brazilského hnuti Cinema
Novo. Karlovy Vary , pfedstavovaly moznost zmapovat asijské filmy a pfitom
zustat v Evropé*, psal kritik amerického ¢asopisu Variety Gene Moskowitz, kte-
ry sledoval hlavné filmovy pramysl Japonska, Ciny a Indonésie.'

Karlovy Vary pomohly revolu¢nim ¢inskym a pozdéji severokorejskym fil-
maium prosadit se na evropskeé festivalové scéné. Od svého vzniku v roce 1949
vnimala Cinska lidova republika (CLR) uzite¢nosti filmu v mezindrodnich vzta-
zich, jak dobfe vystihovalo motto premiéra Cou En-laje z roku 1955 , nejdiive
kultura, potom diplomacie®.'® Byl to obtiZny tukol. Studenovale¢né rozdéleni
sveta ovliviiovalo festivaly na obou strandch Zelezné opony. V roce 1957, upro-
stfed Druhé krize v Tchajwanské tziné, stahla Cina film z Cannes, protozZe byl
pozvany i Tchaj-wan, zatimco italské ministerstvo zahranici stdhlo pozvanku
Ciny do Benatek.” Naproti tomu Karlovy Vary od samého za¢atku zafazovaly
¢inské filmy do programu. Georges Sadoul vysel ve svém dvoudilném ¢lanku
o ¢inském revolu¢nim filmu otisténém v roce 1955 v klicovém francouzském
filmovém casopise Cahiers du Cinéma prevazné ze svych zkusenosti z Karlo-
vych Varu. Svoje prvni setkani s ¢inskymi filmy v roce 1950 popsal nasledovné:
,Ctyfi celovecerni ¢inské filmy - a nékolik dlouhych dokumentt - uvedl letos fil-
movy festival Karlovy Vary. Zpocatku jsme je sledovali s vlidnou pozornosti, jez
by meéla byt vyhrazena hostim, ktefi pfijeli zdaleka, aby se s vami setkali. Zahy
se ale tahle pozornost zménila v nadSeni. Stoleti lamajici se v puli ndm ptineslo
odhaleni nezmérnych duasledku.“'® VSechny filmy, které Sadoul vidél, byly vale¢-
né vypravné snimky a vile¢né dokumenty, véetné Dcer Ciny, ocenénych v Karlo-
vych Varech Cenou bojovnikt za mir. Ve své puvodni zpravé Sadoul vychvaloval
tento ,,sv€Zi a upfimny“ prib€h o partyzankach z venkova, které obé&tovaly Zi-
vot pro svou zemi. Film mu pfipominal ,monumentdlni malby“ a byl plny , tisic
let staré“ ¢inské kultury.” Nebyl jedinym, na koho ¢inské filmy udélaly dojem.
Umeélecky feditel vychodonémecké spolec¢nosti DEFA Kurt Maetzig vzpomina:
,Byli jsme pripraveni shlédnout néco divného, exotického, mozna dokonce pri-
mitivniho, ale nds rychly usudek napravilo obrovské a ohromujici umeélecké dilo.
Publikum, které tvorili pfevdzné filmari, vstalo ze sedadel a sledovalo nékteré
¢asti vestoje. Nebylo to jen gesto slusnosti, ale spontdnni vyjadieni hlubokého
obdivu k uméleckému ztvarnéni prib€hu.“?° Nasledujici rok ziskaly Cenu miru
v Karlovych Varech ¢insky snimek Ocelovy vojdk (Kang tchie ¢ang s‘, Cen Jin-a,
1950) a Zvlastni ¢estné uzndni Divka s bilymi viasy (Pajmao-nii, Wang Pin, Suej
Chua, 1950), oba militantni filmy o revoluci a tfidnim boji.

Karlovy Vary se pro ¢inské filmy staly odrazovym mustkem do distribuce
ve vychodni Evropé a Sovétském svazu. Ocelovy vojdk se promital na III. Sve-
tovém festivalu mladeze a studentii ve vychodnim Berliné v roce 1951.2' I druhy
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film md bohatou distribuc¢ni historii a pfitahoval rozmanité publikum.?? V roce
1951 se Divce s bilymi vlasy vedlo tak dobfe na I. Tydnu ¢inského filmu v Sovét-
ském svazu, Ze ho kina naddle nasazovala i dlouho po konci pfehlidky. Jedno
kino v arménském Jerevanu jen diky uvedeni Divky s bilymi vlasy splnilo béhem
dvou tydnu svij pldn na 135 %.23 Zacatkem Sedesatych let Cina distribuovala
tyz film s velkym uspéchem ve Vietnamu, AlZiru, Mali, Bolivii nebo na Kubé&.?*
Karlovy Vary netouZily jen po ,objevech“. Poskytly trvalou platformu
fadé asijskych kinematografii, zejména indické.?® Indické filmy se obCas ob-
jevily na zdpadoevropskych festivalech. Jako zdsadni priulom je ¢asto uvadény
uspéch filmu Zalozpév stezky (Pather Pancali, 1955) SatjadZita R4je v Cannes
v roce 1956. Karlovy Vary zaradily do kazdého ro¢niku nékolik indickych fil-
mu, ¢aste¢né€ diky obrovské oblibé indickych melodramat ve vychodni Evropé
a Sovétském svazu.?® Své filmy obvykle doprovodili reziséfi a hvézdy. Bimal
Roy napriklad ziskal v Karlovych Varech Cenu boje za socidlni pokrok za sni-
mekK Dva akry zemé (Do bigha zamin, 1953) jen par mésict poté, co ziskal Me-
zinarodni cenu v Cannes 1954. Do Karlovych Vari byl pozvany znovu v roce
1956 s filmem Devdas a v roce 1964 se snimkem Bandini (1963). Poté co Khwaja
Ahmad Abbas ziskal nékolik cen za Mésto a sen (Shehar aur sapna, 1963), byl
pozvany znovu s filmem Nebesky paldc (Aasman Mahal, 1966) v roce 1966. Pri
své druhé navstévé Abbas usporddal spolu s Devendrou Kumarem, indickym
kritikem zmin€énym v ivodu a dal§im z tcastnik karlovarského festivalu, veci-
rek pro zvané.?” Indicka hvézda Radz Kapur zavitala do Karlovych Vart v roce
1957 se snimkem Pod rouskou noci a odnesla si cenu. O tfi roky pozdéji zasedl
tyZ herec v poroté. Nargis ziskala v roce 1958 cenu pro nejlepsi herecku za sni-
mek Matka Indie (Bhdrat Mdta, Mahbub Chdn, 1958; jedina cena, kterou si tato
klasika hindské kinematografie z karlovarského festivalu odnesla) a nasledujici
ro¢nik zasedla v poroté. Po navstéveé Karlovych Varu hosté ¢asto pokracovali
do Zapadniho Berlina nebo Londyna, zatimco jejich filmy byly uvadény v Ces-
koslovensku prostiednictvim Filmového festivalu pracujicich, ktery promital
festivalové filmy masovému publiku.?® Diky téhle trvajici spolupraci se o kar-
lovarském festivalu hodné psalo v indickém tisku a v Sedesdatych letech byly
snimky ¢eskoslovenské nové viny dostupné v indickych filmovych klubech.?®
Jako platforma pro asijské kinematografie byly Karlovy Vary nejzapad-
néjsim bodem afro-asijské festivalové sité. Ta zahrnovala nékolik jednorazo-
vych festivalti v Ciné a Indii, stejné jako uvedeni africkych a asijskych filmu
na festivalu v Moskvé. Jejim centrem byl Afro-asijsky filmovy festival uzna-
ny Organizaci solidarity africkych a asijskych ndrodi (AAPSO). Sdilel filmy
s Karlovymi Vary: snimek Nevlastni bratii ocenény Velkou cenou v Karlovych
Varech se promital na prvnim ro¢niku Afro-asijského festivalu. Indické filmy
programu dominovaly spolu se snimKy japonskymi a egyptskymi.*® Pravidel-
ny navstévnik Karlovych Vari Bimal Roy piedsedal mezindrodnim porotam
II. ro€niku Afro-asijského filmového festivalu v Kdhife v roce 1960 a III. roc-
niku v Jakarté o ¢tyfi roky pozdéji. Za sebou uz mé¢l v té dobé zkusenost jako
¢len poroty na I. roéniku festivalu v Moskvé v roce 1959. Japonsky levicovy
filmaF Sacuo Jamamoto poprvé prijel do Karlovych Vara v roce 1954 se svym
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Obr. 15.3. Indonésky reZisér Basuki Effendi (vpravo) na MFF v roce 1954

N
™
™



:
s
q

filmem Ulice bez slunce (1954) v kufru. Filmové kotouce se ale ztratily cestou
do PafiZe a do Varu dorazily az po udileni cen. Nicméné piedseda poroty An-
tonin M. Brousil zorganizoval zvlastni projekci a udélil filmu Cestnou cenu
pfedsedy mezindrodni poroty. Jamamoto si také dohodl navstévu Moskvy se
sovétskou delegaci.®' O deset let pozdé€ji se zucastnil tfetiho Afro-asijského
festivalu v Jakarté€, kde ziskal n€kolik cen za snimek Niguruma no uta (1959).32
V roce 1954 ziskal v Karlovych Varech Zvlastni mezindrodni ¢estné uzndni in-
donésky rezisér Basuki Effendi za debut Ndvrat (Pulang, 1952).33 (Obr. 15.3.)
O deset let pozdé€ji zorganizoval filmovy festival v Jakarté a byl tajemnikem
indonéské delegace.?* Cestovni pofddky zminénych filmait vytvofily sdilené
okruhy napfi¢ kontinenty. Tyto okruhy pak ovlivnily prohlaseni a debaty bé-
hem karlovarského Sympozia.

SYMPOZIUM A KINEMATOGRAFIE LATINSKE AMERIKY

Karlovarské Sympozium mladych a novych kinematografii Afriky, Asie a Latin-
ské Ameriky vytvorilo prostor pro uvedeni filmu z ,,rozvojovych zemi“ - sovét-
sky termin pro zemée tietiho sv€ta - a pro debaty s nimi spojen€. Sympozium se
konalo kazdé dva roky pocinaje rokem 1962 a konc¢e rokem 1978, s dramaticky
osekanym programem v roce 1966 a pauzami v letech 1968 a 1970.3° Mélo ¢ds-
te¢né odlisit Karlovy Vary od festivalu v Moskvé. Mezindrodni federace filmo-
vych producentl povolila jen jeden socialisticky festival kategorie A a Karlovy
Vary a Moskva se stfidaly ob rok. Sovétsky svaz mél silné€ vazby na kinemato-
grafie Asie a Afriky, ale Karlovy Vary mohly vyuzZit svych kontakti s Latinskou
Amerikou k zaloZeni akce, ktera zahrnovala tfi kontinenty.

Dlouhodobé vazby Karlovych Vart na latinskoamerické kinematografie
byly zarukou, Ze Sympozium bude uspésné. Ve Ctyficatych a padesatych le-
tech na festival jezdili filmafi z Mexika, Argentiny a Brazilie. Z Karlovych Vart
si odvezli cenu uzndvani tvirci jako v Brazilii narozeny Alberto Cavalcanti
nebo mexicky kameraman Gabriel Figueroa - ten dokonce tfikrat v radé. Co

i propojovali drama a dokument. Nelson Pereira dos Santos byl komunista
a amatérsky filmar se zkuSenosti asistenta rezie, kdyZ zacal s malym filmo-
vym kolektivem natacet Rio 40 stupnii. Skupina zachytila pfibéh z chudinské
favely v Rio de Janeiru v dokumentdrnim stylu a na ru¢ni kameru. Autority
snimek nejdiive zakdzaly, ale mistni i mezindrodni povyk mu pomohl do Siroké
distribuce, kde si vedl skvéle.*® Renomovany francouzsky Kkritik André Bazin
vidél Rio 40 stuprii béhem své cesty do Latinské Ameriky s doporucenim, Ze
jde o , neorealisticky brazilsky film“. Bazin snimek obdivoval a snazil se mu
zajistit pozvani do Benatek.?” Misto toho jej Brazilie pfihlasila do Karlovych
Vari. Na své cesté na festival v Ceskoslovensku se dos Santos s filmem zastavil
v PafiZi na Rencontre internationale des créateurs de films. Mezindarodniho se-
tkani organizovaného Francouzskou komunistickou stranou se tehdy zucastnil
i Khwaja Ahmad Abbas spolu s dalimi levicovymi filmafi z celého svéta.’® Dos
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Santos se setkal s Cesarem Zavattinim, jenz se stal jeho pritelem a patronem.
Ve spolec¢né konverzaci pokracovali o mésic pozd¢€ji v Karlovych Varech, kde
tyZ rezisér ziskal Cenu mladych tvircu. Cavalcanti idajné béhem festivalu pro-
nesl: ,,S chlapci jako on brazilsky film nikdy nezemfe!*“*° Tato pochvala upevni-
la reputaci mladého brazilského filmafe v socialistych zemich i jeho kontakty.
V roce 1963 byl ¢lenem poroty na festivalu v Moskve.

Od roku 1956 Karlovy Vary soustavné podporovaly brazilské Cinema
Novo a dokumentdrni experimenty z Latinské Ameriky. Tato podpora se vy-
rovnala setkdnim na festivalech v Latinské Americe, hlavné na festivalu do-
kumentarniho a experimentalniho filmu v Montevideu v Uruguay. Nasledujici
dos Santosuv film Severni predmésti Ria (Rio Zona Norte, 1957), druhy dil tri-
logie, se promital v Karlovych Varech v roce 1958. V témzZ roce byly oba filmy
o Riu uvedeny v Montevideu spolu s dokumentdrnimi snimky zachycujicimi
boj domorodych obyvatel od Bolivie po Peru. Mariano Mestman a Maria Luisa
Ortega ukazali, Ze diskuze béhem festivalu v Montevideu posunuly socidlné
investigativni estetiku dokumentu promyslenou prostiednictvim vztahu mezi
radikdlnim filmafem a stdtem.*® V letech 1960 a 1962 Karlovy Vary zaradily
do programu filmy perudnského reziséra Manuela Lopeze Chambiho a Bo-
livijce Jorgeho Ruize, dvou aktivnich ucastniki debat v Latinské Americe.*
V programu se objevily i kubanské snimky nato¢ené bezprostiredné po kuban-
ské revoluci v roce 1959 - ¢asteéné kvuli geopolitickym zdjmim Ceskosloven- .
ska. V roce 1960 se v Karlovych Varech hrdl dokument Josého Massipa Zro-
zeni revolucni armddy (;Por qué nacio el Ejército Rebelde?, 1959), v téze dobég,
kdy si kubansky ministr obrany Raul Castro prohliZzel nedaleké ¢eskosloven-
ské vojenské zdkladny. Castro se udajné zastavil i v Karlovych Varech.*? Od
roku 1962 se kubdnské filmy staly stalici karlovarského programu. Napriklad
v roce 1968 organizatori do soutéZe zaradili Vzpominky Tomase Gutiérreze
Aley, v roce 1976 snimek Kantdta o Chile kubdnského reziséra Humberta So-
lase festival vyhral. (Obr. 15.4. a 15.5.)

Karlovy Vary také tézily z vazeb mezi Itdlii a Latinskou Amerikou. V le-
tech 1960-1964 navdzal festival v Ceskoslovensku spolupraci s Rassegna del
Cinema Latino-Americano, ktery se konal v Santa Margherita Ligure v letech
1960-1961, v Sestri Levante v letech 1962-1964 a v Janove v roce 1965. Festival
pofddala katolickd organizace Columbianum, ale dorazila na néj fada levico-
vych filmaru z Itdlie a Francie a mnozi usedli také v poroté.** Antonin M. Brou-
sil cestoval na Rassegnu, aby vybiral filmy pro Karlovy Vary.* Béhem Sympo-
zia v roce 1964 Brousil vzpominal na venezuelsky snimek Povidky pro dospélé
(Cuentos para mayores, Roméan Chalbaud, 1963), ktery rok predtim vybral do
Karlovych Vara v Sestri Levante: ,Takovy je tfidilny film Romédna Chalbauda
Povidky pro dospélé, znamy z lonského festivalu v Sestri Levante, kde zustal
nedocenény; film podnétny, ale nevyrovnany, s prvnim pribéhem znaéné spo-
lecensky kritickym, s druhym ponékud povrchnim a tradi¢nim, zobrazujicim
zdbavu maloméstské mlddeze, a tfetim Zivouci politickou satirou ve stylu nasi
soutéze.“*> Karlovy Vary doplnily Rassegnu, co se tykalo uvadéni kubanskych
filmu. Kubdnské delegace na italsky festival jezdily od zacatku, ale nékteré
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Obr. 15.4. Kubansky rezisér Humberto Solds na festivalu v roce 1976, kde soutézil -

a vyhral - jeho snimek
Kantata o Chile. Na fotografii s feditelem Ceskoslovenského filmového tustavu Slavojem Ondrouskem
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Obr. 15.5. Propagace snimku Kantdta o Chile
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kubdnské filmy stdtni organy cenzurovaly nebo je celnici blokovali.*® Druhy
ro¢nik konany v Santa Margherita Ligure nemohl promitnout ¢tyfi dokumenty
z revolu¢ni Kuby.*” Rada latinskoamerickych snimku se promitala na obou fes-
tivalech zdroven: Pedro odchdzi od Sierry (El joven rebelde, 1961) kubanského
filmare Julia Garcii Espinosy a Barravento (1961) Brazilce Glaubera Rochy byly
na programu v roce 1962. Oba si vyslouzily chvdlu a ceny v Karlovych Varech.
Festival stdl u zrodu Rochovy reputace jako prikopnika Cinema Novo a na fes-
tivalu se zrodilo pratelstvi mezi nim a Pierem Paolem Pasolinim, ktery ziskal
Hlavni cenu za snimek Accattone.*® Casopis Variety otiskl toho roku recen-
ze obou filmua z obou festivalti na téZe strdnce.*® Debata o latinskoamerickém
filmu konand v Sestri Levante, vzpominal kubdnsky kritik Ambrosio Fornet,
yoteviela nekone¢né umeélecké a ideologické moznosti nového filmu jako vyja-
dreni latinskoamerické reality“.5° Karlovy Vary plnily tu samou roli minimalné
tim, Ze svadély dohromady tytéz filmy a filmafe.

Karlovarské Sympozium a Rassegna del Cinema Latino-Americano sdilely
jeden klicovy infrastrukturni rys: ¢as vyhrazeny pro teoretické diskuze mezi
filmafi a kritiky. V roce 1958 se konala poprvé v Karlovych Varech Volna tribu-
na jako prostor pro oteviené debaty. Touto tradici se budou inspirovat festivaly
v Moskve a Lipsku a v roce 1968 model prevezme Taskent. Od svého zalozZeni
Rassegna pfijala stejnou praxi. Po jejim zdniku v roce 1965 ji prevzala Mostra
Internazionale del Nuovo Cinema v Pesaru, zaloZena v témzZe roce.® ,,Zdklad
vymeény ndzoru mezi Kkritiky - diskusni tribunu - nabizeji jen Ctyfi festivaly:
Moskva, Karlovy Vary, Lipsko a Mar del Plata,” napsal v roce 1963 americky
kritik Gideon Bachmann, ,,Montréal, Cannes, Edinburgh a Porretta Terme na-
bizeji jiné verejné akce, ale vSechny velké zdpadni festivaly jesté museji prijit
s iniciativou zorganizovat Volnou tribunu tak vzrusujici a polemickou, jako je
napriklad ta na komunistickém festivalu v Karlovych Varech. Je to politicka
i umélecka ztrdta.“>?

Presné vymezené oteviené debatni forum bylo pro Sympozium zdsadni.
Proto museli organizatofi zajistit pritomnost filmara z Asie, Afriky a Latin-
ské Ameriky. Cesta peruanského barevného filmu Kukuli (Cesar Villanueva,
Eulogio Nishiyama, Luis Figueroa, 1961) je pfikladem naplnénych mozZnosti,
které tento prvek festivalové infrastruktury nabidl filmaitim z globalniho Jihu.
Kukuli byl prvnim celovecernim filmem nato¢enym v jazyce kec¢ua a obsahoval
dokumentaristické zaznamy Zivota pivodnich obyvatel v Anddch. Jak zminuje
fada dé€jin peruanské kinematografie, Georges Sadoul ve své zpraveé z Karlo-
vych Vara v roce 1964 prohlasil Kukuli za priklad ,cuzské skoly“ (Escuela del
Cuzco), skute¢ného filmového uméni ptivodnich obyvatel.>® Ndasledné akade-
mici pfejali tento termin jako oznaceni pro dilezité umeélecké hnuti latinsko-
-amerického filmu.** Tento filmovy ,objev* se nicméné uddl az v Karlovych
Varech, pfestoZe Kukuli byl uz v roce 1961 zatrazeny do soutéze moskevského
festivalu, kde se mu dostalo mensi pozornosti. Variety se o ném zminil jako
o soutéZnim titulu a Sovéti jej koupili do narodni distribuce.?® Ale filmovi kri-
tici v Moskveé, véetné Sadoula, ktery byl aktivnim ucastnikem festivalu, Kukuli
piehlédli. Protoze Peru do Moskvy neposlala Zddnou delegaci, snimek se hral
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posledni festivalovy den bez tiskové konference a jediné zminky ve festivalo-
vém zpravodajstvi. Peru neuvedli ani tfi kritici z Argentiny, Chile a Brazilie ve
svém jinak zevrubném dvoudilném ¢ldnku o latinskoamerickych kinematogra-
fiich.5 Naproti tomu organizatofi Karlovych Vart pozvali spolu s filmem i de-
legaci, aby se ucastnila debat. Jeden z rezZiséru Kukuli, Luis Figueroa, pfijel na
festival a potkal Sadoula, ktery se od néj dozvédél o kontextu celého hnuti.?”
Sadoul ndsledné zacal svoji recenzi obvyklou objevitelskou rétorikou: ,,Pro mé
byl posledni tyden v Karlovych Varech ve znameni objevu mongolského a in-
dického filmu.“ Pokracoval ale Casovym a mistnim zasazenim Kukuli. Pfirovnal
Kukuli k tvorbé€ Jorgeho Ruize, kterd se diive na festivalu promitala. Také jej
srovnal s mongolskym filmem uvedenym na Sympoziu, ¢imz zasadil cuzskou
$kolu do kontextl tvorby tfi kontinent.

FORUM PRO KINEMATOGRAFIE TRI KONTINENTU

Prvni dva ro¢niky Sympozia byly zvlast' vyznamné, protozZe se béhem nich ko-
naly debaty reprezentantli kinematografii z tii kontinentt a vznikaly manifesty.
Pan-africkd, afro-asijskd a spole¢nd africko-latinskoamericka filmova setkdni
se odehravala ve sledovaném obdobi jinde, tfeba i v ramci Afro-asijského filmo-
vého festivalu a Terzo Mondo e comunita mondiale, kongresu Africkych a la-
tinskoamerickych filmaft v Zenevé v roce 1965.58 Ale karlovarské Sympozium
bylo prvnim kulturnim férem, kde se potkaly vSechny tfi kontinenty. Dokonce
Casove predchazelo slavné Konferenci tfi kontinenti v Havané v roce 1966, kde
vznikla Organizace jednoty lidu Asie, Afriky a Latinské Ameriky.?® Néktefti Cesti
novindfi oznacovali filmy uvddéné na Sympoziu terminem , tieti svét*.c°
Sympozium rozsifilo zabér filmt promitanych v Karlovych Varech. Na
programu meélo v roce 1962 Sestndct snimku z AlZirska, Argentiny, Cejlonu
(Sri Lanky), Indie, Izraele, Konga, Kuby, Recka, Spojenych arabskych emirat,
Senegalu, Somadlska, Suddnu, Vietnamu a sovétského TadZikistanu; a k tomu
italské a francouzské filmy odehrdvajici se ve tretim svété. Dorazily delegace
z Brazilie, Ciny, Indonésie, Irdku, Severni Koreje, Maroka, Uruguaye a Velké
Britdnie.®' Vibec poprvé organizatofi v roce 1960 zaradili - ovlivnéni vzni-
kem novych africkych stati - filmy a filmafe ze subsaharské Afriky.®?> Program
a filmy delegati znovu opisovaly nadndrodni spojnice. Blaise Senghor, syno-
vec senegalského prezidenta Léopolda Sédara Senghora se zucastnil kongresu
Terzo Mondo e comunita mondiale v Zenevé v roce 1965. Kongres se konal
béhem Rassegna s podporou UNESCO, kde Blaise Senghor v Sedeatych letech
zastupoval Senegal. Program Sympozia zahrnoval i kratky dokumentarni film
Zrodil se ndrod (Une Nation est née, 1962) senegalského reziséra a akademika
Paulina Soumanou Vieyry, ktery se také icastnil Zenevy. Somalsky dokument
Reka Zivota (Descek Uano), jenz si v roce 1962 odvezl cenu z Karlovych Var,
zvitézil na III. Afro-asijském festivalu v Jakarté v roce 1964.% V témz roce
se na karlovarském Sympoziu promital kratky snimek Ousmana Sembeéneho
Dobrdk vozik (Borrom Sarret, 1963) poté, co vyhrdl cenu na festivalu doku-
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Obr. 15.6. Senegalsky rezisér Ousmane Sembéne s A. M. Brousilem v roce 1980
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Obr. 15.7. Kritik Rudého prdva Jan Kliment pfeday,

d cenu etiopskému filmaii Solomonu Bekelemu v roce 1976
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mentarnich filma ve francouzském Tours. (Obr. 15.6.) I pfesto byla Afrika na
Sympoziu zastoupena sporadicky, protoze si jen malo stati mohlo dovolit po-
slat své delegaty a festival nedisponoval dostatecnymi fondy, aby jim mohl
hradit cestu a pobyt. V roce 1962 organizatofi neméli zdroje na pozvani hostu
z Mali, Ghany, Toga a Guineje.** (Obr. 15.7.)

Sympozium také nabidlo vétsi prostor socialistickym kinematografiim
Kuby, Severniho Vietnamu a asijskych republik Sovétského svazu. Filmy tvircu
ze zminénych zemi se mohly promitat v hlavni soutéZi, a navic na Sympoziu,
coz vadilo nékterym filmaium z vychodni Evropy. Nékteré festivaly v zdpad-
ni Evropé v padesatych letech cenzurovaly filmy z Ciny a pozdé&ji z revoluéni
Kuby. Podobny osud potkal i nékteré filmy z Demokratické republiky Vietnam.
V roce 1963 cenzurovala zapadonémeckd meziresortni komise pro otdzky kine-
matografie Vychod-Zdpad tii severovietnamské filmy béhem Tydne asijského
filmu ve Frankfurtu kvuli tomu, Ze , negativné vykreslovaly vojdky jizniho Vi-
etnamu®“. Antikomunistické snimky z Jizniho Vietnamu byly naproti tomu pro-
mitnuté podle planu.®® V tomhle ohledu predstavovaly Karlovy Vary, Moskva
a festival v Jakarté obzvlast’ dllezité misto. V roce 1962 Severni Korea promitla
v Karlovych Varech tfi filmy, které natocili studenti dzerbajdzanského reZiséra
Ajdara Ibrahimova, jenz od Sedesatych let vyucoval film v Severnim Vietnamu
(své studenty do Karlovych Vart nedoprovodil). PfestoZe se snimky ze Sever-
niho Vietnamu promitaly ve Varech od roku 1957, toto trio vyvolalo ,,senzaci®.
Kratky snimek Dva vojdci (Hai ngoui ling, Vu Son, 1962) se podélil o 1. Cenu
sympozia. Druhy kratky film Strizlik (Con chim vang khuen, Nguyen Van Thong,
Tran Vu, 1962) ziskal Zvlastni cenu poroty v hlavni soutézi.®®

Vietnamskda demokraticka republika byla uspésnaivroce 1972, kdy na Sym-
posiu zvitézil snimek Rodny kraj (Duong ve que me, Bui Dinh Hac), v roce 1978 se
z tamni produkce promitala Prvni ldska (Moi Tinh Dau, Nguyen Hai Ninh). (Obr.
15.8. a 15.9.) Sovétskou stiedni Asii zastupoval v roce 1962 na Sympoziu uzbec-
Ky tvirce Latif Fajzijev. Privezl tadZické melodrama Zumrad (Aleksandr David-
son, Abdusalom Rakhimov, 1962). Hrdlo se na Sympoziu, zatimco v Moskve usa-
zeny Michail Romm ziskal Velkou cenu, v podstaté automatickou pro sovétsky
film, za Devét dnit jednoho roku. Dva filmy ze Stfedni Asie, které mély na progra-
mu Karlovy Vary, byly uvedeny v roce 1964 na jinych festivalech. Pot, student-
sky film ukrajinské rezisérky Larisy Sepitko natoceny v Kyrgyzstdnu s ruskymi
a kyrgyzskymi spolupracovniky, ziskal cenu na Sympoziu i na frankfurtském
Tydnu asijského filmu. Piibéh o matce (Skaz o materi, Aleksandr Karpov, 1963),
natoCeny v Kazachstdnu, byl uvedeny - a silné kritizovany - v Jakarté. Afro-
-asijsky festival, karlovarské Sympozium a festival ve Frankfurtu tak zacCaly
definovat sovétské filmy ze Stfedni Asie jako soucdst asijské filmové mapy - tato
identita vykrystalizuje v roce 1968 na festivalu v Taskentu.

Stejné jako Vietnam i Kuba profitovala z mozZnosti dvoji prezentace
v Karlovych Varech. Zatimco Garcia Espinosa vyhrdl Cenu mladych tvarcu
v hlavni karlovarské soutézi, snimek Leniniuv pahorek (Colina Lenin, Alberto
Rolddn, Amaro Gomez, 1962) ziskal cenu na Sympoziu. Mario Rodriguez
Aleman, vedouci Informaéni sekce Kubdnského institutu filmového umeéni
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Obr. 15.8. Vietnamska herecka Tra Giang a rezisér Nguyen Hai Ninh pfebiraji cenu
CIDALC za snimek Prvni ldska na festivalu v roce 1978

Obr. 15.9. Tra Giang se slovenskymi herci Michalem Doé¢olom
Durdiakem

anskym a Jurajem
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a prumyslu (Instituto Cubano del Arte e Industria Cinematograficos, ICAIC),
byl ¢lenem mezindrodniho komité Sympozia, které fungovalo jako poro-
ta. Spolu s nim v komisi zasedli delegdti z Alzirska, Somdlska, Argentiny
a Vietnamu. Ve zpraveé ze Sympozia ¢asopis Cine cubano chvalil vietnamské
Dva vojdky i ocenény protivalecny kratky snimek Jasmina (Yasmina, 1961)
alzirskych rezZiséri Mohameda Lakhdara-Haminy a Djamela Chanderliho
a komedii Proud zkdzy (Los Inundados, 1961) Argentince Fernanda Birriho.®”
Mezi dalsi vyznamné ucastniky Sympozia patfil v roce 1962 indicky do-
kumentarista S. Sukhdev a syrsky rezisér Nabil Maleh, ktery prijel o dva
roky pozdé€ji. Maleh zasedl v poroté Sympozia a uvedl sviij studentsky film
z FAMU Pozor! Dité? (Attention! Child?, 1963). Do Karlovych Varu se vra-
til na Sympozium v roce 1972 se svym klasickych dilem Leopard (Al-Fahd,
1971). Projekce a debaty v prubéhu Sympozia vyustily v dal$i partnerstvi
a spoluprace. Napfiklad se na kazdém festivalu v Karlovych Varech a Moskvé
schazeli filmari Vietnamu a Kuby.%®

Diskuze béhem festivalu vyjadiovaly spole¢né pocity soundlezitosti
tretiho svéta, které sdilely ostatni festivaly. V roce 1962 sestdvala Volna tri-
buna z pripravenych referdtl, na jejichz predneseni dohliZzeli moderatofi.
Jednotlivi mluv¢i rozebirali snahy o vybudovani skute¢né nezavislych narod-
nich filmovych priumysld. Jednim ze vzdacnych emotivnich momentu se stal
spontdnni protest proti snimku Konga Yo (Les Aventuriers du Kasai, 1962),
francouzskému dobrodruZznému filmu Yvese Allégreta, ktery na Sympoziu
reprezentoval Demokratickou republiku Kongo. Ucastnici Sympozia zpo-
chybnovali, zda ,,jsou dokonce sympatizujici Evropané schopni vidét Afriku
ne-evropskyma ocima (obecny konsenzus: ne)“.®® V roce 1964 se Volna tri-
buna rozvinula do konkrétnich zacilenych diskuzi s otdzkami a ndslednymi
fesenimi navrhovanymi na foru. Ucastnili se filmafi z Argentiny, Indie, Kuby,
Spojenych arabskych emiratu, Kyrgyzstanu, Syrie, Tuniska, Uruguaye, Vene-
zuely, Alzirska, Brazilie, Japonska a Peru, stejné jako z USA a Evropy. Mezi
nimi feditel ICAIC Alfredo Guevara, kyrgyzsky spisovatel Cingiz Ajtmatov
a americky cinefil Lionel Rogosin. Debatovalo se, jak vytvofit silnou dis-
tribuéni infrastrukturu pro ndrodni kinematografie napfi¢ zemémi tfetiho
svéta a jak bojovat proti cenzuie. ,,Na konci diskuse si ucastnici domlouvali
dalsi schizky, odmitali ¢ekat na dal$i ro¢nik Karlovych Varu,“ informoval
jeden z pozorovateli.”® Delegati navrhovali kondni dalSich sympozii na nad-
chazejicim festivalu v Mar del Plata a San Sebastidnu a shodli se, Ze pozZadaji
UNESCO o podporu.” Zavéreé¢né prohldseni karlovarského Sympozia roku
1964 volalo po boji proti ,,soustavné kolonizaci velkymi producenty a dis-
tributory s cilem, aby ndrodni kinematografie mohly co nejlépe vzdélavat
domdci publikum v duchu demokratickych progresivnich idealu®“.”* Stejné
otdzky tykajici se distribuce a produkce se vynofily béhem Afro-asijského
filmového festivalu. Jen o nékolik mésict dfive, v dubnu 1964, se ucastnici
akce v Jakarté shodli, Ze ,,ukon¢i nadvladu imperialisti, hlavné americkych
imperialistl, v oblasti filmu v Africe a Asii a pomohou k rozvoji narodnich
filmovych primysla v danych zemich®. Také se zavazali ,,podporovat osvo-
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bozenecka hnuti v Africe, Asii a Latinské Americe a k tomu vyuZivat film
jako zbran v nasich rukdch“.” Podobna vyjadfeni solidarity a cili zaznivala
v rezolucich Komise filmafu tfetiho svéta, schiizce Ctyficeti péti africkych,
latinskoamerickych a asijskych antiimperialistickych filmafu v AlZiru v roce
1973. Rezoluce propagovaly narodni produkci a mezinarodni distribuci fil-
mu ze zemi tietiho svéta a definovaly film ,,jako zbran i kulturni vyjadfovaci
prostiedek“.™

Ucastnici Sympozia také rozebirali vhodné technické vybaveni a trvali
na pouzivani lehkych kamer a pfenosnych zafizeni na zaznam zvuku. Luis
Figueroa uvedl jako pfiklad svoji osobni zkusenost z natdc¢eni v Peru.” Otaz-
Ky spojeni mezi vybavenim a estetikou pfisly na fadu i béhem dalSich se-
tkani, nejnaléhavéji v intervenci Glaubera Rochy béhem kongresu v Zenevé
v roce 1965. Zminéna intervence se stane jeho slavnym manifestem o ,este-
tice hladu“, v némz se vyhrazuje proti ,,tyranii techniky“ a tvrdi, Ze ,, priamy-
slova kinematografie je oddand nepravdé a vykofistovdni“.” Rocha obecné
kritizoval bézné standardy natdceni, ale jeho text by byl byval klidné mohl
byt odpovédi karlovarskym kritikiim, ktefi latinskoamerickym tvircam vy-
¢itali nedostatec¢nou technickou stranku. ,,Nato¢eno s minimem prostiedku,
témer amatérsky,“ komentoval Rio 40 stupriu André Bazin; americky kritik
Moskowitz fekl o filmu Barravento, Ze ,neni technicky na urovni“; podle
Brousila snimek Kukuli , zistal dokumentem, protoZze zdznam Krajiny, pro-
stfedi, duchu a folkloru prevazil nad pfibéhem a postavami®“.”” Tvafi v tvar
takovym béznym soudim Rocha, Garcia Espinosa a dalsi ve svych manifes-
tech vypichli volby techniky a zpusob vypravéni jako estetické rozhodnuti.”™

Demokratizace karlovarského festivalu a jeho vétsi vystoupeni ze sovét-
ského dohledu vedly v poloviné Sedesatych let ke zméné jeho formatu - blizil
se vice standardiam ,, dobrého festivalu“ a ,, dobrého filmu*“, jak jej definovaly
zapadoevropské prehlidky. Cen ubylo. Sympozium konané v roce 1966 pro-
mitlo alZirské, irdnské a venezuelské dokumentarni filmy bez delegatt a dis-
kuzi.”™ Ndsledujici ro¢nik byly Sympozium a soutéz kratkych filma zruseny.
Na Volné tribuné se debatovalo vic oteviené a ,vzpurné“ filmy ceskoslovenské
nové viny uddvaly ton festivalu. Zapadni tisk Karlovy Vary chvdlil. V hlavni sou-
téZi zastupovaly kinematografie tfi kontinentu filmy Indie, Egypta, Spojenych
arabskych emirata, Kuby, Brazilie a Argentiny, které uz ziskaly pozornost na
zdpadoevropskych festivalech, a povinné Mongolsko, Vietnam a Severni Ko-
rea jako zdastupci socialistickych kinematografii. VSechny africké subsaharské,
stejné€ jako mnohé asijské a latinskoamerické kinematografie neznamé na Za-
padé nemély na festival pristup. Film jako Kukuli by se na festivalu v Karlovych
Varech uz nemohl prosadit.

Po roce 1968 se vychodoevropské festivaly musely fidit prikazy Soveétske-
ho svazu. Potlesk pro sovétské filmy, stejné jako obdiv k nim, byl povinny. Do-
konce i reakce publika byly organizované. Kdyz se v roce 1972 pokusila mlada
divka odejit z projekce stopadesdtiosmiminutového soveétského filmu Zkroceni
ohné (Ukroscenije ogria, Daniil Chabrovickij, 1972), uvadécky ji vratily na se-
dadlo.®® Caste¢né pod vlivem sovétského ideologického mandatu se pocinaje
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ro¢nikem 1972 v Karlovych Varech obnovilo na ¢tyfi dalsi ro¢niky Sympozium
tii kontinenti. Konalo se ale bez diskuzi s filmafi. MoZna se karlovars$ti orga-
nizatofi rozhodli proti debatdm, aby méli vétsi kontrolu nad pfijetim filmu.
Nebo moznd jen chtéli vénovat co nejméné energie vedlejSimu programu, ktery
vnimali jako vnuceny Sovéty. V roce 1974 psal sovétsky kritik Semjon Certok

z Karlovych Varu:

Slovo ,,symposium® by vas nemélo oklamat: je to jen série projekci
bez ndslednych diskusi, setkdni s filmafi nebo Volné tribuny... Uva-
dét filmy ze zemi tfetiho svéta je na festivalu v Karlovych Varech sta-
rd a uctyhodna tradice. Ale tahle tradice zacala uz davno, kdyz byly
tyto kinematografie nezndmé a Karlovy Vary je objevily. Nyni, kdyZ
jsou tyto filmy Siroce zastoupené na festivalu v Moskve, kdy se pra-
videln€ kona festival v TaSkentu, stejné jako v Kartagu, Ouagadougu
a Tanzanii, vyznam karlovarského Symposia vyprchal.®

Certok, autor né€kolika knih o festivalu v Taskentu, se specializoval na kinema-
tografie tfi kontinentl - zvlasté Afriky - na festivalech v Moskveé a Taskentu.
Jeho perspektivu ovlivnily desitky rozhovori, které béhem let vedl s africky-
mi, asijskymi a latinskoamerickymi tviirci, stejné€ jako jeho vlastni zkuSenost
z diskuzi u ,kulatého stolu“ v Taskentu. Ve zmin€éném roce se uz vétsina filmu
uvedenych na Sympoziu v Karlovych Varech hrdla v Moskveé a TasSkentu. Ale
v Taskentu se zdaroven filmy objevovaly aZ poté, co se promitly v Kartagu nebo
Ouagadougou. O to bylo horsi, Ze Karlovy Vary vypustily debaty. Certok mohl
také zminit festival Vina del Mar a setkdni tii kontinenta v AlZiru, Buenos Ai-
res a Montréalu, kterych se neucastnili Sovéti.®? Vsude se vasnive diskutovalo
a vysledkem byly manifesty. V bujici krajin€ festivali zaméfenych na tfeti svét
se Karlovy Vary staly jen jednim z mnoha uzlu.

Statem podporovany internacionalismus omezoval styky na socialis-
tickych festivalech, ale zaroven dal vzniknout medialni ekologii, v nizZ fil-
mafi globalniho Jihu mohli navzdjem sledovat své filmy. Srilansky akademik
Neil Pereira tvrdil v roce 1977: , Karlovy Vary se staly obzvlast vyznamnymi
pro rozvojové zemé, protoze po kondni konference Mladych kinematografii
Asie, Afriky a Latinské Ameriky zalozily novou sekci. Festival dava mozZnost
vyjimeénym mladym reZisérim z tfetiho svéta setkat se s filmy mimo jejich
region. Umoznilo to zaloZeni Sympozia mladych filmafa Asie, Afriky a Latin-
ské Ameriky.“®* Spolu s Taskentem a Lipskem se z Karlovych Vara diky Sym-
poziu mladych a novych kinematografii Asie, Afriky a Latinské Ameriky stalo
obzvlast’ dulezité misto setkdvdni filmaia z tietiho svéta. Bandungska konfe-
rence inspirovala fadu komuniké a proklamaci, véetné manifesti, které pre-
hodnotily vztah mezi dekolonizaci, antiimperialismem a kinematografii. Dva
z nich vznikly béhem karlovarského Sympozia v letech 1962 a 1964. Antiko-
lonidlni organizace tfetiho svéta slouzila jako nezbytny predpoklad revolu¢ni
a antiimperialistické kinematografie éry po roce 1968, v niZ Karlovy Vary hraly
klicovou roli.
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Against "permanent colonization by large producers and distributors': Karlovy Vary and
the Socialist Film Festival Circuit for Global South Cinemas
Elena Razlogova
Note: This is my final draft before translation and copyediting, thus it is not an exact translation
of the published Czech text.

In 1974, in his report on the Third Tashkent Festival of Asian and African Cinema,
Indian film critic Devendra Kumar begins by noting Soviet support for Third World
independence struggles.! Indeed, Rossen Djagalov and Masha Salazkina have described
Tashkent as “the venue where one could see the largest number and widest variety of films

representing the world beyond Europe and North America.”?> But Kumar then added:

Unfortunately, the remaining part [of the Third World], Latin America, does not have
wide representation at this festival. The best Latin American coverage is at the Karlovy
Vary festival, its program includes all of the Third World. At Karlovy Vary, participants
discuss the problems of Third World cinema in order to find real solutions. The very first
Czechoslovak festival laid the foundation for this process. Tashkent gives these goals
more practical shape because Tashkent plays a greater role as the historical cultural and
religious center for the Asian continent.’
Kumar makes a key point, that Tashkent adopted practices already developed at other socialist
and Third World festivals. The Karlovy Vary festival, founded in 1946, predated the Moscow
International Film Festival, re-launched in 1959, and the Tashkent festival, founded in 1968.
After World War II, resurgent decolonization movements culminated in the 1955
Bandung Conference of Asian and African states that eventually led to the Non-Aligned
Movement. In response, Soviet Premier Nikita Khrushchev announced the policy of solidarity
with anticolonial liberation movements in Africa and Asia.* Soviet and Eastern European film

festivals followed this state-sponsored policy of socialist internationalism, as Jindriska Blahova

shows with respect to Karlovy Vary and Caroline Moine shows in relation to Leipzig.’ The



rivalry between the US-sponsored Asian Film Festival and the Sino-Soviet-initiated Afro-Asian
Film Festival restaged the East-West Cold War conflict and enmeshed it in North-South
decolonization struggles.® European and Latin American filmmakers criss-crossed the Atlantic
for debates and film screenings, from the Montevideo International Documentary and
Experimental Film Festival in Uruguay to Rassegna del Cinema Latino Americano in Italy.’
Although all these festivals aspired to cinematic Thirdworldism, a filmmaker attending one of
these meetings would likely be unaware of others. In 1962, the Karlovy Vary Symposium for
Young and Emergent Cinemas from Asia, Africa, and Latin America created a space for
tricontinental film exchanges and debates. The festival's patronage of cinemas from all three
continents in the 1950s and early 1960s helped shape the better known "long 1968" era of
militant Third World cinema.

A Platform for Asian Cinemas

The tricontinental story of Karlovy Vary unfolded out of sync with its national narrative. From
the national perspective, laid out in official histories, the festival lived through spells of relative
freedom, followed by periods of coercive Soviet oversight. It was founded in 1946 as a non-
competitive showcase for Czech and Slovak cinemas. After the 1948 communist coup it came
under Soviet influence, clawed from under it during the Prague Spring and the Czech New
Wave, only to fall again under Soviet control after the 1968 Warsaw Pact invasion, and finally to
recover and flourish in post-Soviet Czechia.® Karlovy Vary's tricontinental history follows a
different chronology. It begins in the early 1950s, under Soviet, Stalinist influence. In 1950 the
festival, for the first time, featured an international jury and films from China, Mexico, and
North Korea.’ By 1957, it became a model of a truly global socialist film festival. The 6th World

Festival for Youth and Students in Moscow chose as its Film Jury President Czech film scholar



Antonin Brousil, the permanent head of the Karlovy Vary international jury.'® The Youth festival
featured films from 30 countries, including Japan, China, India, Mexico, Egypt, Mongolia, and
Lebanon.!! The Golden Medal winner in the main competition, Tadashi Imai's The Darkness at
Noon (Mahiru no ankoku, 1956), won the main prize at Karlovy Vary the previous year. Youth
festival’s cinematic success owed a lot to the experience and global connections developed at
Karlovy Vary.

Karlovy Vary became especially valuable for socialist and tricontinental cinema
diplomacy because it was a seaside resort much like Cannes. The festival's 1956 lineup, besides
Imai's Darkness at Noon, included revolutionary China's traditional huangmei opera picture
Marriage of the Fairy Princess (Tianxian pei, dir. Shi Hui, 1955), then a hit on the mainland as
well as throughout Chinese expat communities in East Asia; Bimal Roy's period drama of class
divisions in Bengal Devdas (1955), now considered a classic of popular Hindi cinema; and
Nelson Pereira dos Santos' Rio 40 degrees (Rio 40 graus, 1955), a precursor to the Brazilian
Cinema Novo movement. These films came because of their socialist and leftist connections, but
they were presented in an atmosphere of leisure and glamour. Vodka flowed at parties and all
foreign guests were given free access to spa waters.!? Films played in a grand hall of a prewar
hotel with "the copper of the chandeliers in rococo scrolls [and] frescos with the waters
welcoming sovereigns and duchesses in puff sleeves."!® For Variety's Gene Moskowitz, Karlovy
Vary "presented an opportunity to survey filmmaking in Asia while remaining in Europe." From
the festival spa, he profiled film industries in Japan, the People's Republic of China (PRC), and
Indonesia.'* Karlovy Vary attracted some of the same artists and film critics, especially leftist

ones, who frequented West European festivals and wrote for publications based in Rome, Paris,



or London. Regular participants included Italian neorealist Cesare Zavattini, French Marxist film
historian George Sadoul, and Sight and Sound critic John Gillet.

Karlovy Vary helped revolutionary Chinese, and later North Vietnamese filmmakers to
break into the European festival scene. From its inception in 1949, the PRC saw an international
relations role for cinema, summed up by Chinese Premier Zhou Enlai's 1955 motto, "culture first,
diplomacy after."!® It was a difficult task. Cold War divisions ruled film festivals on both sides
of the Iron Curtain. In 1957, in the midst of the second Taiwan straight crisis, China withdrew
from Cannes because Taiwan was also invited, while the Italian Foreign Ministry uninvited the
PRC from Venice.' In contrast, Karlovy Vary provided a constant stream of PRC films from the
start. When in 1955 Sadoul wrote a two-part article on Chinese revolutionary cinema in the
trend-setting film journal of the time, Cahiers du cinema, he based his account almost entirely on

his experience at Karlovy Vary. He thus described his first encounter with PRC films in 1950:

Four Chinese feature films - and several feature-length documentaries - were screened at
the Karlovy Vary Film Festival that year. We had begun to look at them with the polite
attention one should reserve for guests who have come from very far away to meet you.
But soon this attention turned to enthusiasm. The half-century at its turn brought us a
revelation of incalculable consequences.!’
The films Sadoul saw were all war epics and war documentaries, including Daughters of China
(Zhonghua niier, dir. Ling Zifeng and Qiang Zhai, 1949), awarded the “Freedom Fighters Prize."
In his initial report, Sadoul praised this "fresh and sincere" tale of female peasant-partisans who
sacrifice their lives for their country, reminiscent of "monumental paintings" and steeped in
"thousands-year-old" Chinese culture.!® He was not the only one impressed. DEFA director Kurt
Maetzig remembered, "we were prepared to see something strange, exotic, possibly even

something primitive, then our hasty judgment was corrected by a huge and astounding work of

art. ... The audience, and they were primarily filmmakers themselves, rose from their seats and



watched parts of the film standing. This was not simply a polite gesture, but a spontaneous
expression of deep admiration for the artistic presentation of the story."!® The following year,
Karlovy Vary awarded the “Peace Prize" to Steel Soldier (Gang tie zhan shi, dir. Cheng Yin,
1950) and a Special Honorable mention to The White-Haired Girl (Bai méao nii, Wang Bin and
Shui Hua, 1950), both militant films about revolution and class struggle.

Karlovy Vary became a springboard for PRC films' general distribution throughout
Eastern Europe and the Soviet Union. Steel Soldier played during the Third World Festival of
Youth and Students in East Berlin in 1951.2° These films had a wide distribution history,
captivating a cross-section of viewers at the time.?? In 1951, The White-Haired Girl did so well
during the First Chinese Film Week in the Soviet Union that film theaters continued to schedule
it long after the festival was over. One theater in Yerevan, Armenia, fulfilled its quarterly
earnings plan at 135% in two weeks thanks to that film alone.?? By the early 1960s, the PRC
distributed The White-Haired Girl in Vietnam, Algiers, Mali, Cuba, Bolivia, and beyond, to wide
acclaim.?*

More than just looking for "discoveries," Karlovy Vary provided a constant platform for
several Asian cinemas, especially Indian cinema.?® Indian films occasionally participated at West
European festivals, with Satyajit Ray's Pather Panchali (1955) Cannes success in 1956 often
cited as a major breakthrough. Karlovy Vary scheduled several Indian films at every festival. In
part, this favoritism owed to the enormous popularity of Indian melodramas in Eastern Europe
and the Soviet Union.2¢ Usually directors and stars accompanied their films. Bimal Roy, for
example, received a "Prize for the struggle for social progress" for Two Acres of Land (Do Bigha
Zamin, 1953) a few months after he won the International Prize at Cannes in 1954. After that, he

was invited to Karlovy Vary again with Devdas (1955) in 1956 and The Imprisoned (Bandini,



1963) in 1964. After Khwaja Ahmad Abbas won a couple of awards for The City and the Dream
(Shehar Aur Sapna, 1963), he was asked again with Sky Palace (Aasman Mahal, 1965) in 1966.
The second time, Abbas threw a party for festival guests together with Devendra Kumar, an
Indian critic and another constant Karlovy Vary participant.?’ After coming with 1957 prize-
winner Stay Awake or Stay Alert (Jagte Raho, 1956), its star Raj Kapoor came again to serve on
the jury in 1960. Nargis Dutt won Best Actress for Mother India in 1958 (the only award given
by a festival to this Hindi classic), then served on the Jury in a subsequent edition of the festival.
Often after visiting Karlovy Vary Indian guests would travel on to London or West Berlin, while
their films would continue touring Czechoslovakia during "Workers’ festivals," which included
post-festival screenings of Karlovy Vary films to mass audiences.?® These enduring connections
led to wide coverage of the Karlovy Vary festival in Indian cinema press and later on made
Czech New Wave films more available on the Indian cinéclub circuit.?’

As a platform for Asian cinemas, Karlovy Vary became the Western-most node in the
Afro-Asian film festival network. This network included several one-off festivals in China and
India, as well as African and Asian representation at the Moscow International Film Festival. Its
center was the Afro-Asian Film Festival, jointly initiated by the PRC and the Soviet Union. It
was inspired by the Bandung conference and endorsed by the Afro-Asian Peoples Solidarity
Organization. It shared films with Karlovy Vary: Stepbrothers (Ibo kyoudai, dir. Miyoji Ieki,
1957) played a the First Afro-Asian festival in Tashkent, Uzbekistan, after winning Grand prix in
Czechoslovakia. India dominated the lineup of the Afro-Asian festival alongside Japan and
Egypt.’® Karlovy Vary regular Bimal Roy served as the Chairman of international film juries at
the second installment of the Afro-Asian Film Festival, in Cairo in 1960, and the third

installment, in Jakarta in 1964, as well as as a member of the jury at the inaugural Moscow



festival Festival in 1959. Japanese independent leftist filmmaker Satsuo Yamamoto made his
first trip to a European festival to Karlovy Vary in 1954, with his film The Street without Sun
(Taiyo no nai Machi, 1954) in his luggage. His reels got lost in Paris and only arrived after the
prize ceremony, but Jury Chairman Antonin Brousil organized a special screening and a special
prize, and Yamamoto arranged for a follow-up trip to Moscow with the Soviet delegation.’! Ten

years later, Yamamoto participated in the Third Afro-Asian Festival in Jakarta where he won

several prizes for his film The Song of the Cart ({aj BL.(DHX, Niguruma no Uta, 1959).3? Also in

1954, Indonesian director Basuki Effendi won honorable mention for his debut film
Homecoming (Pulang, 1952) at Karlovy Vary.?? Ten years later, he co-organized the Jakarta
festival and served as the secretary of the Indonesian delegation.?* These filmmakers’ itineraries
trace the common circuits across continents. These circuits informed the manifestos and debates
at the Karlovy Vary Symposium.

The Symposium and Latin American Cinemas

The Symposium of Young and Emerging Cinemas of Africa, Asia, and Latin America provided a
space to present and debate films from “developing countries”—the Soviet name for the Third
World. The Symposium ran biannually from 1962 to 1978, with a drastically reduced program in
1966, and a break in 1968 and 1970.3 Antonin Brousil, a film scholar and for many years
permanent Chairman of the Karlovy Vary film jury, proposed and ran the Symposium.® In part,
the Symposium served to distinguish Karlovy Vary from the Moscow festival, re-launched in
1959. The International Federation of Film Producers' Associations allowed only one A-category
socialist festival, forcing Karlovy Vary to take place every other year, alternating with Moscow.
The Soviet Union had strong ties with Asian and nascent African cinemas, but Karlovy Vary's

extensive connections to Latin America made it ideal to launch a tricontinental event.



Karlovy Vary's long-standing ties with Latin American cinemas ensured the success of
the tricontinental Symposium. In the late 1940s and 1950s, the festival welcomed filmmakers
from Mexico, Argentina, and Brazil. It bestowed prizes on acclaimed cineastes Brazilian-born
Alberto Cavalcanti, once, and on Mexican cinematographer Gabriel Figueroa, three times in a
row. Most importantly, the festival supported a young director influenced by neorealism who
mixed drama and documentary filmmaking. Nelson Pereira dos Santos was a Communist and an
amateur filmmaker with some experience as a director's assistant when he started shooting Rio
40 Degrees (Rio 40 graus, 1955) with a small cinema cooperative. The group shot the story,
about a poor favela in Rio de Janeiro, in a documentary style with a hand-held camera. The
authorities initially banned the film, but then due to local and international outcry allowed its
release to great box office success.>” Renown French critic Andre Basin saw Rio 40 Degrees
during his trip to Latin America with a French film series, on a recommendation that it was "the
first Brazilian neorealist film." Basin admired it and plotted for its invitation to Venice.?® Instead,
Brazil submitted it to Karlovy Vary. On his way to the festival, dos Santos and his film traveled
to Rencontre internationale des créateurs de films in Paris. This international meeting, organized
by the French Communist Party, included Khwaja Ahmad Abbas, among other leftist filmmakers
from around the world.>® At the meeting, dos Santos met Cesare Zavattini, who became a friend
and a patron. The two continued their conversations a month later at Karlovy Vary where dos
Santos won the Young Filmmaker Prize. Cavalcanti reportedly said during the festival, "With
boys like this, Brazilian cinema will never die!"*° This acclaim cemented the young director's
reputation and socialist cinematic ties. In 1963, he served on the feature film jury at the Moscow

festival.



From 1956 on, Karlovy Vary consistently supported Brazilian cinema novo and
documentary experimentation in Latin America. This policy paralleled meetings at Latin
American festivals, most importantly at the Montevideo Documentary and Experimental Film
Festival in Uruguay. Dos Santos's follow-up film Rio, Northern Zone (Rio Zona Norte, 1957),
the second of a trilogy, played at the 1958 Karlovy Vary festival. The same year, the two Rio
films played at Montevideo together with documentaries of indigenous struggle from Bolivia and
Peru. As Mariano Mestman and Maria Luisa Ortega show, the debates at Montevideo advanced a
documentary social investigation aesthetic, and thought through the relationship between the
radical filmmaker and the state.*! In 1960 and 1962, Karlovy Vary included films by Peruvian
Jorge Chambi and Bolivian Jorge Ruiz, both active participants in the Latin American debates.*?
The festival also featured Cuban cinema immediately after the Cuban revolution in 1959, in part
because of Czechoslovakia's geopolitical interests. In 1960, Karlovy Vary featured Jose Massip's
documentary Birth of a Revolutionary Army (;Por qué nacid el Ejército Rebelde? 1959), while
Cuban Defense Minister Raul Castro toured Czechoslovak military facilities nearby. Reportedly,
Castro also stopped by the festival on that trip.** From 1962 on, Cuban films and delegations
became a mainstay at Karlovy Vary.

The Karlovy Vary lineup also built on Latin American ties with Italy. In 1960-1964, the
Czechoslovak festival established close connections with the Rassegna del Cinema Latino-
Americano, based in Santa Margherita Ligure in 1960-1961, Sestri Levante in 1962-1964, and
Genoa in 1965. A Catholic organization, Columbianum, ran the festival, but many leftist critics
and filmmakers from Italy and France came and many served on the jury.** Antonin Brousil
traveled to Rassegna to choose films for Karlovy Vary.*> At the 1964 Symposium Brousil

recalled his seeing a Karlovy Vary entry at Sestri Levante the previous year:
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Such is the Roman Chalbaud's three-part cycle Tales for Adults, known from last year's
festival in Sestri Levante, where he remained underappreciated; a stimulating film, but
uneven, with the first story quite socially critical, with the second somewhat superficial
and traditional, depicting the entertainment of small-town youth, and the third, living
political satire in the style of our XIV competition.*6

Karlovy Vary complemented Rassegna, where Cuban delegations participated from the
beginning but some Cuban films could be censored by state authorities. In 1961, the second
Rassegna in Santa Margherita Ligure could not show four documentaries from revolutionary
Cuba.*® As late as 1963, Italian customs still blocked some reels.*” Some Latin American films
ran at both festivals simultaneously: The Young Rebel (El joven rebelde, 1961) by Cuban
filmmaker Julio Garcia Espinosa and Brazilian Glauber Rocha's The Turning Wind (Barravento,
1962) played at both festivals in 1962. Both won praise and prizes at Karlovy Vary. The festival
launched Rocha’s reputation as a cinema novo pioneer and led to a friendship with Paolo

Pasolini, who won Grand Prize for Accattone (1961) at the festival.>

Variety ran reviews of
films from Karlovy Vary and Sestri Levante on the same page that year.’! As Cuban critic
Ambrosio Fornet remembered, Latin American debates at Sestri Levante “allowed the infinite
artistic and ideological possibilities of a new cinema as a principled expression of Latin
American reality.”? In so far as it brought together the same films and filmmakers, Karlovy
Vary played this role as well.

The Symposium and Rassegna shared one crucial infrastructural feature: time reserved
for theoretical debates among filmmakers and critics. In 1958 Karlovy Vary was the first film

festival to add an Open Forum for free-form discussions among participants. This tradition

would become a model for the Moscow and Leipzig festivals, and in 1968 the Tashkent Festival
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for Asian and African Cinema. From its inception, Rassegna adopted the same practice.
Following Rassegna's demise in 1965, this feature was taken up by the Pesaro Mostra
Internazionale del Nuovo Cinema, founded that same year.>* American critic Gideon Bachmann

wrote in 1963:

The essential element of an exchange of views among critics--a discussion tribune--is
offered only by four festivals: Moscow, Karlovy Vary, Leipzig, and Mar del Plata.
Montreal, Cannes, Edinburgh and Poretta Termi offer other public events of interest, but
no major Western festival has yet had the initiative to organize a "Free Tribune" as
exciting and polemic as that of the Communist festival at Karlovy Vary, for example.
This is a political loss, and an artistic one.>*

Because a dedicated open forum was essential to the Symposium, the festival had to make sure
that Asian, African, and Latin American filmmakers come to the festival with their films. The
career of Peruvian color film Kukuli (dir. Cesar Villanueva, Eulogio Nishiyama, and Luis
Figueroa, 1960) exemplifies the opportunities this infrastructural change gave to filmmakers
from the Global South. Kukuli was the first feature film shot entirely in Quechua and included
documentary footage of indigenous life in the Andes. As multiple histories of Peruvian cinema
point out, in his reports from 1964 Karlovy Vary festival, Georges Sadoul declared Kukuli, an
example of the “Cusco school” (école de Cusco) of truly indigenous filmmaking.>> Subsequently,
scholars adopted “Cusco school” as the name for this important movement in Latin American
cinema.>® This cinematic “discovery” happened only in 1964 at Karlovy Vary, even though in
1961 Kukuli played in competition at the Moscow festival, where it achieved some recognition:

it got a mention in Variety as a competition entry and the Soviets bought and distributed it

nationally.>” But film critics at Moscow, including Sadoul, who was an active participant at the
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festival, did not notice Kukuli. Because Peru did not send any delegates to Moscow, the film
played only on the last day of the festival, without a press conference or any coverage in the
festival newsletter. Peru was omitted even from a quite thorough two-part article on Latin
American cinema written and published in the newsletter by three critics dispatched to the
festival from Argentina, Chile, and Brazil.’® By contrast, the Karlovy Vary Symposium invited
filmmakers along with their films, to participate in discussions. One of Kukuli directors, Luis
Figueroa, came to the festival and met Sadoul, who got the context of the movement from their
conversations.> Sadoul began his review with his usual rhetoric of discovery: "For me the last
week of Karlovy Vary was marked by the discovery of a Mongolian film and an Incan film." But
then he went on to place Kukuli in time and place. He related Kukuli to films by Jorge Chambi
and Jorge Ruiz previously shown at the festival. He also compared it to a Mongolian picture that
also played at the Symposium.®® Symposium interactions placed the Cusco movement in a
tricontinental context.

A Forum for Tricontinental Cinemas

The first two editions of the Symposium were especially significant because they staged
tricontinental cinematic debates and released manifestos. Pan-African, Afro-Asian, and joint
African-Latin American cinematic meetings happened elsewhere in this period, including the
Afro-Asian Film Festival and “Terzo Mondo e comunita mondiale,” a joint congress of African
and Latin American filmmakers in Genoa in 1965.5! But the 1962 Symposium at Karlovy Vary
was the first cultural forum that included all three continents. In 1964, some Czech reporters
used the term “Third World —#7eti svét—to describe the films presented at the Symposium.®? As

far as it conceptualized cinema as a tricontinental project, the Symposium thus prefigured the
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famous Tricontinental Conference in Havana in 1966 that founded the Organization of Solidarity
with the People of Asia, Africa and Latin America.®

The Symposium expanded the range of cinemas shown at Karlovy Vary. The 1962
Symposium featured 16 films, from Algeria, Argentina, Ceylon (now Sri Lanka), India, Israel,
Congo, Cuba, Greece, United Arab Republic, Senegal, Somalia, Sudan, Vietnam, and Tajikistan,
USSR; as well as films from France and Italy set in the Third World. In addition, delegates came
from Brazil, China, Indonesia, Iraq, North Korea, Morocco, Mexico, Uruguay, and Great
Britain.®* For the first time, on the heels of a wave of new independent states in Africa in 1960,
the festival included films and representatives from sub-Saharan Africa.®> Again, itineraries of
films and delegates traced transnational connections. Blaise Senghor, nephew of Senegalese
President Léopold Sédar Senghor, would also participate at the “Terzo Mondo e comunita
mondiale” Congress in Genoa in 1965. The Congress would take place during the Rassegna
festival with support of UNESCO, where Senghor served as a Senegalese delegate in the 1960s.
The lineup of the Symposium included a documentary short 4 Nation Is Born (Une Nation est
née, 1962) by Senegalese filmmaker and scholar Paulin Soumanou Vieyra, who would also
partipiate in Genoa. The Somalian documentary that won a prize at the festival, Descek Uamo,
would also win a prize at the Third Afro-Asian Festival in Jakarta in 1964.° In 1964, the
Symposium featured Ousmane Sembene's short film 7he Wagoner (Borom Sarret,1964), after it
won a prize at the Tours documentary film festival in France. African representation remained
weak even at the Symposium because few states could afford to send their delegates, and the
festival did not provide sufficient funds to bring and host them. In 1962 the organizers did not
have the budget to host representatives they wanted to invite from Mali, Ghana, Togo, and

Guinea.®’
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Symposium also widened exposure for socialist cinemas from Cuba, North Vietnam, and
the Asian republics of the Soviet Union. Filmmakers from these regions could feature films both
in the main competition and in the Symposium, an opportunity some East European filmmakers
resented. Like revolutionary China in the 1950s, and revolutionary Cuba in its early years, the
Democratic Republic of Vietnam (DRV) at times saw its films censored in Western Europe. In
1963, West German Interministerial Committee for East/West Film Issues censored three DRV
films at the Frankfurt Asian Film Week for “showing a negative image of a South Vietnamese
soldier,” while anticommunist South Vietnamese films screened as scheduled.®® In this context,
Karlovy Vary, Moscow, and the 1964 Jakarta festival provided an especially important venue. In
1962, the DRV presented three feature films created by students of Azeri filmmaker Ajdar
Ibrahimov, who taught film in North Vietnam in the early 1960s. Although the DRV presented
films at Karlovy Vary since 1957, these films especially caused a "sensation." A short feature
film Two Soldiers (Hai ngoui ling, dir. Son Vu, 1962) shared the top prize at the Symposium.
Another short feature, The Passerine Bird (Con chim vanh khuyén, dir. Nguyén Vin Thong and
Tran Vu, 1962) received a Special Jury prize in the main competition.’

Although Ibrahimov did not accompany his Vietnamese students to the festival, Uzbek
cineaste Latif Faiziev represented Soviet Central Asia at the Symposium. He brought with him a
Tajik melodrama Zumrad (dir. Aleksandr Davidson and Abdusalom Rakhimov, 1961). It played
at the Symposium while Moscow-based Mikhail Romm collected his Grand Prize, obligatory for
a Soviet picture, for Nine Days of One Year (Deviat dnei odnogo goda, 1962). Two Central
Asian films presented in 1964 also represented Soviet Asia at other festivals. Znoi (1964), a
student film made in Kyrgyzstan by Ukrainian director Larisa Shepitko with Russian and Kyrgyz

collaborators, won prizes at the Symposium and at the Frankfurt Asian Film Week. Tale of Tale
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of a Mother (Skaz o materi, dir. Aleksandr Karpov, 1963), made in the Kazakhstan, also played,
albeit to sharp criticism, at Jakarta. The Afro-Asian Festival, the Symposium, and the Frankfurt
festival began to define Soviet Asian cinemas as part of the Asian cinematic landscape—an
identity that would crystallize at the 1968 Tashkent festival.

Like Vietnam, Cuba benefited from the double representation. While Garcia Espinosa
won a Young Filmmaker's Prize in the main competition, Colina Lenin (dir. Alberto Roldan,
1962) won a prize at the Symposium. Mario Rodriguez Aleman, head of the Information Section
of ICAIC (Cuban Institute of Cinematographic Art and Industry), served on the International
Committee of the Symposium which functioned as the Jury and also included delegates from
Algeria, Somalia, Argentine, and Vietnam. In its report on the Symposium Cine cubano praised
the Vietnamese film 7wo Soldiers, as well as prize-winning anti-war short Yasmina (1961), by
Algerians Mohamed Lakhdar-Hamina and Djamel Chanderli, and a comedy The Flooded Ones
(Los Inundados, 1961) by Argentinian Fernando Birri.”® Other notable Symposium participants
included major Indian documentary filmmaker S. Sukhdev in 1962 and Syrian filmmaker Nabil
Maleh in 1964. Maleh served on the Symposium jury and presented his FAMU student film,
Attention, child (Pozor, dité, 1964). He would return to the Karlovy Vary Symposium in 1972 to
present his classic The Leopard (al-Fahd, 1972). Screenings and debates at the Symposium and
the main festival would lead to further relationships, for example, a tradition of joint
Vietnamese-Cuban meetings at every Karlovy Vary and Moscow festival.”!

Symposium discussions articulated Thirdworldist structures of feeling that were shared
by other festivals at the time. In 1962, the Forum consisted of prepared talks guided by
moderators. Speakers discussed attempts to build truly independent national film industries. One

rare emotional moment was a spontaneous protest against Konga Yo (1962), a French adventure
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flick by Yves Allegret that represeted the Democratic Republic of Congo at the Symposium.
Participants questioned whether "even sympathetic Europeans are capable of seeing Africa with
non-European eyes (general consensus: no)."”?> The same sentiment governed the Third Afro-
Asian Film Festival in Jakarta, where a Congolese participant panned Soviet documentary about
Patrice Lumumba’s assassination Law of Baseness (Zakon podlosti,1962) by Alexander
Medvedkin, saying, “Why did the USSR make this film? Only Africans should make films about
Africa.””3 In 1964 the Forum evolved into a concrete discussion with questions and solutions
proposed from the floor. Participants came from Argentina, India, Cuba, UAR, Kyrgyzstan,
Syria, Tunisia, Uruguay, Venezuela, Algeria, Brazil, Japan, and Peru, as well as US and Europe.
They included ICAIC Director Alfredo Guevara, Kyrgyz writer Chingiz Aitmatov, and
American cineaste Lionel Rogosin. Speakers discussed how to create strong distribution
infrastructures for national cinemas within and across Third World countries, and how to fight
censorship. "In the end of the discussion participants rushed to set future meetings with one
another, refusing to wait for the next Karlovy Vary festival," one observer reported.”* Delegates
proposed symposia at upcoming festivals in Mar del Plata and San Sebastian and agreed to
appeal to UNESCO for support.”

The final 1964 Symposium manifesto resolved to combat "constant colonization by major
producers and distributors so that national cinematography in these countries can best serve the
education of the people in the spirit of democratic progressive ideals."”® These same issues of
production and distribution infrastructures had also come up in communiqués of the Afro-Asian
Film Festival. Just a few months earlier, in April 1964, Jakarta participants resolved to "put an
end to imperialist, especially U.S. imperialist, domination in the field of flims in Africa and Asia

and to develop national film industries in these countries." They also vowed "to support the
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liberation movement of the peoples of Africa, Asia, and Latin America, and to make use of films,
the weapon in our hand, to this end."”” Analogous solidarities and goals would appear in the
resolutions of the Third World Filmmakers Committee, a meeting of 45 African, Latin
American, and Asian anti-imperialist filmmakers in Algiers in 1973. The Resolutions promoted
national production and international circulation of Third World cinemas, and defined films "as a
weapon as well as cultural means of expression."’®

Symposium participants also debated appropriate equipment, insisting on lightweight
cameras and portable sound and light gear. Luis Figueroa introduced his own Peruvian
documentary experience as an example.’”® Questions of equipment and aesthetics would also
come up in discussions at future meetings, most immediately in Glauber Rocha's intervention at
the 1965 Genoa Congress. This intervention would later become his famous manifesto on the
"aesthetics of hunger," where he objects to "the tyranny of technique" and argues that the
"commitment to industrial cinema is to untruth and exploitation."8" Rocha critiqued traditional
standards of filmmaking in general but his writing might as well have been an answer to Karlovy
Vary critics, of various stripes, who faulted Latin American cineastes for lack of technique:
Basin about Rio 40 degrees, "shot with very little means, almost amateurish"; Moskowitz about
Barravento, "technically the film is par"; or Brousil about Kukuli, "remained a documentary film,
as the record of landscape, environment, evils, folklore prevailed over the story and

characters."8! Against such habitual judgments, manifestos by Rocha, Garicia Espinosa, and

others articulated technical and narrative choices as an aesthetic platform.??

The increased democratization of the festival and its independence from Soviet control in the

mid-to late 1960s led to changes in format that more closely followed West European standards
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of “good festivals” and “good cinema.” Prizes shrunk. The 1966 “Symposium” consisted of
program of Algerian, Iranian, and Venezuelan documentaries curated by Brousil, with no
delegates or discussions. Only a dozen people attended the screenings.®® After that, the
Symposium and short film competition were abolished. Open Forum debates became more
contentious and unruly Czech New Wave films set the tone for the festival. Karlovy Vary won
praise in the Western press. In the remaining main and only competition lineup, tricontinental
contingent included Indian and Egyptian/UAR film industry powerhouses; Cuban, Brazilian, and
Argentinian films that already gained recognition in Western Europe; and obligatory Mongolian,
Vietnamese, and North Korean socialist cinemas. All sub-Saharan African, as well as many
Asian and Latin American cinemas unknown in the West were shut out of the festival. A film
like Kukuli could not break through into the lineup at these revolutionary Karlovy Vary festivals.

After the 1968 crackdown, East European festivals had to fall in line with Soviet
directions. Applause and admiration for Soviet cinema became mandatory. Even the audience
response was orchestrated. In 1972, at the screening of 158-minute Soviet epic The Taming of
Fire (dir. Daniil Khrabrovitsky, 1972), a young girl trying to leave was directed back to her seat
by the theater staff.?*

In part because of Soviet oversight, Karlovy Vary’s ideological mandate again included
the tricontinental Symposium, in its final run from 1972 to 1978. But the festival stripped this
section of the forum or discussions with filmmakers. Most likely the organizers decided against
debates because they wanted to censor the discussion of the films: they abolished the Open

Forum as well. In 1974, Soviet critic Semyon Chertok reported from Karlovy Vary:

The word 'symposium' should not deceive you: this was only a screening series, without

follow-up discussion of films, meetings with filmmakers, or an open forum. ... Featuring
cinema from Third World countries is an old and venerated tradition of the Karlovy Vary
festival. But this tradition began a long time ago, when these cinemas were unknown and
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the Karlovy Vary festival discovered them. Now, when these films are widely
represented at the Moscow film festival, when film festivals take place regularly in
Tashkent, as well as Carthage, Ouagadougou, and Tanzania, the significance of the
Karlovy Vary symposium waned.%’

Author of several books on the Tashkent film festival, Chertok specialized in covering
tricontinental, especially African, cinema at Moscow and Tashkent. His perspective reflected
dozens of interviews he conducted with African, Asian, and Latin American filmmakers over the
years, as well as his experience at Tashkent "round table" discussions. That year, most Karlovy
Vary Symposium films already played at Moscow or Tashkent. But Tashkent films often also
played after first opening at Carthage or Ouagadougou. Worse luck, Karlovy Vary omitted
debates. Chertok could have also mentioned the Vina del Mar festival and tricontinental
meetings in Algiers, Buenos Aires, and Montreal that did not include the Soviets.3¢ All involved
heated discussions and released manifestos. In this burgeoning Thirdworldist festival landscape,
Karlovy Vary became one node among many.

State-sponsored internationalism constrained encounters at socialist festivals yet also
created a special media ecology where Global South filmmakers could meet and see each other’s

films. In 1977 Sri Lankan film scholar Neil Pereira argued:

Karlovy Vary became especially significant for the Developing Countries, as it acquired
a new section after a conference on Young Cinema in Asian, African and Latin American
regions. The festival provides an opportunity for outstanding young filmmakers from the
Third World, to meet the film-world outside their own regions. This was made possibly
by the setting-up of the Symposium of Young Film-makers of Asia, Africa, and Latin
America.’’

Along with Tashkent and Leipzig, the Symposium of Young and Emerging Cinemas of Africa,

Asia, and Latin America made Karlovy Vary especially important for Third World filmmakers.
Karlovy Vary Symposium history described here is crucial because it helps us to trace the

emergence of anti-imperialist cinema in spaces that escaped attention of observers from the
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"First World"--Western Europe and the United States. At Karlovy Vary '64, for example,
American critic Harriet Polt skipped the tricontinental Symposium altogether because she was
"busy catching up with recent Czech films, which were showing at approximately the same
times."®® To evaluate early South-South encounters at Karlovy Vary we need to turn to leftist
periodicals such as Les letters francaises, a French communist newspaper where Sadoul reported
_Kukuli_; to festival reports in the "Third" and "Second" worlds; and to filmmakers' memoirs
and interviews. The Bandung conference inspired a string of communiqués and proclamations,
including manifestos that rethought the relationship between decolonization, anti-imperialism,
and cinema. Two of them were drafted during the Symposium in 1962 and 1964. This earlier

anticolonial work served as a necessary precondition to the Third Cinema moment.
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