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An6 T 2X0Ar| TOU ZAYKPELT LEXPL OrUePa

Zaykpepm unnpée 1600 ONHAVTIKOG

0TNV (0Topia Tou KIVNHaToypapou Tou
€iboug wote va anotehel ofpepa onpeio
avagopd kat va &vat yvwotds wg Zyohq
Tamidv eppoywong Tov Zaykpepn. H dle-
Bvric aktvoBoNia ¢ amokahoUpevng Zyo-
Mi¢ Tov Zaykpen ogeileral atov melpapia-
TIoO Kai Tic aloByTikég TG kawotopieg, Ty
iotki\opiop@ia ¢ napaywyig g, kat é-
Bata, v peyahn onpacia mou anédwoe
0ToV poA0 TV ONIoupYOU.

Oéhovrag va Tirfcouv ia amd Ti dnpi-
0UPYIKOTEPES Kal rlo BlaypOVIKEC EKQPATEI
Tou b1ebvolc Kivnpatoypagou EpPiKwong
niou yewnnke ota Bahkdvia, o1 «Mariég
ota Bahkavia, e€fivia xpovia perd v The
Great Meeting (Veliki miting, 1950) - v
MpWIn Tawia mou npaypatonolbnke ané
ekelvoug mou Ba anoteholoav apydrepa Tov
nuprva autrig g Zyohi - diopyavdvouy
£va QVTINPOOWNEVTIKO agiépwpia mov bla-
Tpéyel o mepiodo ool kai méov aidva
(1958-2010) péoa ano 47 Tawvieg 28 Onj-
0UPYV.

«Kapdid» g Zyoig firav 10 oToOVTIO
Tamiov epyoxwong g eraipeiag Zagreb
Film nou 16p0Bnke T0 1956 Kai ékTote éxel
napdyel neploodrepec and 600 Tawieg, 2
QuTo oLyKevIpwBNKav 6Aol o1 onpavTIkoi

OKWHUGTOYPd‘PO( EUpUYwonG Tou

kaN\téyveg g emoyng: Nrodoav Boukorrg,
Nikoa Kdoteharc, BAdvto Kptoth, ANe€av-
1ap Mapé, BAavripp Nobtpioa, MndpiBoi
NtopvikoBitc-Mnopvo, Batpoohap Mipi-
100, Z\atko kpykit¢, Mmpavko PavitoBitg,
MaBao Yrakep, Ntpaykoutv Bodvak, Nev-
TeMko Nrpaykite, Ave ZavivoBire, Zvtévko
Tkaonapopirg, Midav MmhaCékopirg, ZAdtko
Maphwitg, kai apyorepa, ot looko Mdpou-
oitg, Kpéotpup Zipiovite, kat dMol. Epmveu-
optévol apyikd and o fouwAt Nriovei kat g
Tawvieg piywong He Haploveteg Tov Togxou
[ipt Tpvka, o1 dnpiovpyoi- epyuywtéc Ba
dwoouv éyigaon ot aloBnTikr kat T Q1-
hocoikr mheupd TG TéxVNG TOUG, xpnalpo-
moIwvTag Ty napadooiakr Texvir euo-
XWONG QVTIKEIPEVWY / XapaKTipwv O€
(eNariveg T onoia ka1 Ba odnyijoowy ota
uynAdtepd g enineda. O1 dexaeties Tov
1960 ka1 1970 anotéeaav v mepiodo g
JeyaAnG akpr¢ Tou aTO0VTIO IO YVWPIOE
v biebvi| katagiwon kepdiCoviag moMa
Bpapeia o onpavtika peoTiBaN, Tpei umo-
wngiotntes yia Qokap (To mayvidi, Toun
Toun, Dream Doll) ald kai éva Ookap, 10
TIPWTO OF XWPA EKTOC APEPIKAG, HE TV Tal-
via Yoxardoraro (1962) Tou Noboav Boo-
Kotug,

AYvo@vTac Toug UmApYOVTES KavOVES
Kal 11 pEaNOTIKT) MPOEyYION TOU KIVOUjE-

vou ayebiou o1 dnpioupyoi oTpéovial oTa
M0 TpwTonoplakd oToikla Twv ypagioti-
K@V TEVAY, TWV EIKOVOYPAQIKWY TERVIKWY
(my. koN\G) kai Twv kOWIE. Aouedouy
ouMoyikd kat evaldooouv 1i6tnTeg and
Tawia o¢ Tawia, Aemoupydvrag we opdda
e Mijpn kaMeyvikr eheuBepia, ennped-
Covrag o évag Tov AMo kai ouvdpa diatn-
pWVTac TV atopiki Toug ogpayida. Iy
mipoondBeid Toug va e€otkovopraou UAig,
Xpovo epyaoiag kat va umepBoiv Ti¢ oko-
VOJIIKEG GuaKoNiec, avatpémouy Ti¢ napa-
001KEG HOPPEC KAl TERVIKEC EPUXWOn,
€100yovrag véec pOpEC: pelvou dpapa-
TIKG Tov apiBo Twv oxediwy, katapyolv
Tov Tpiodidorato xwpo Tou fouwAt Nriovei,
anhomoiowV TI KIVAGEIS TWV YapaKTpwy
Kai Ta ypa@1otikd T elkovag akohouBav-
106 €V épel T0 Mapadelypa Tw apepIka-
v ouvabéhgwv Toug Tng UPA. Aivouv ép-
gaon oti¢ Aentopépeteg e Spdong Kai
xpnotponoodv eMemikéc, Slodidotateg
QIyopEC Mou KvouvTal 0€ Aeukd povo,
anelevBepwpéves and kabe peahiotiki ki-
vnon. At ) «amhonoinpévn epgoxwon»
Ba anoteAéoel yia éva peyalo didonpa to
Baoiko xapaktnpiotikd g Zyohic. Xwpic
va xpnotponoiolv &idhoyoug, ot Snpioupyo
Tov Zykpepn katahbouv eniong Ty Ao-
yiki} nou BéNel v povoikr va akohouBei
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kivnon kat petatpémouy Tov fixo (Bopuor,
QKOUOTIKG EQE, HOUTIKI}) O€ OpyavIKO pé-
pog g Tawiag. Anodidouv devtepebovoa
onpaoia otnv totopia, e€agaviCovrag and
éva onieio kat botepa Ty mhokn, kat agn-
VOVTag 10°kow0 va epunveloer and povo
ToU TNV agriynon. Eunvéovral kai ouvoi-
Aobv jié TIC MAOTIKEG TEXVEC, TO YEPHAVIKO
e€mpeotoviopo kai m oxoh} Tou Mndouyd-
ou(, ™ Cwypagikr Tou Kavrivoki kat Tov
K\ée, Ta oxédia Tou lkedpyke lkpog, Ty
~TIon apr Kat To coupeahiopd. Orodoyika
ennpealovrar ané tov Kagka, tov Kai,
~ TovOpdwt eve aviholv Ki and Ta yKayk g
enoxi¢ Tov BwBod kivnuatoypdgov. Ave-
* §aprnra and To av axohouBody v hoyiki}
Tou pvipahiopod 1y av mpooeyyilouy Tig
TIAQOTIKEG TEXVEC, OI TIVIEG TOUG OLVIOTOUY
* apyax kahkexvikd épya nov Siakpivovral
*yia ™) oaupikiy/yioupopiaTki, TV aNAn-
yopikr} kat T didakikr Toug diaBeon. Ta
Bépara nouv Toug anaoyoholv ouvioToOV
axo6ya éva diakpitd yvapiopa e Zyog,
Kai €ival unapélakol Kal OIKOUEVIKOY Xa-
paktpa: n ano&évwon, n EMen entkol-
vwviag, To dyyog, 0 patoiopdc, n emdet-
- xota, 1o Kako, 0 Bdvarog...

H yiouykoohapikr mohmikr kpion oty
Sexaeria Tov 1980 Ba 0dnyroet To aTolvIio
T0U ZGYKPELM O OIKOVORIKO HAPAOHO Kat 08

dpayamik kdpyn e napaywyrc. Emméov,
n anokAeloTik xprion T kAaoaIKnG Texvi-
Kii¢ enpoxwong pe Cehativeg kat n guyq
noNv dnpoupyody oto e§wtepiko Ba
€Y0UV ()G anoTéNEa}Ia T Mapakyr TG oxo-
Mg. Napa v mapakpr T idlag g Zyo-
Mg, pia véa yevid kpoatwv dnpiovpywv fa
avadelyBei ota Téhn T dexaetiag Tou 1990
kal Ba ouveyioel Ty mapddoon avadr-
ong kaN\eyvikng mpwrotuniag. MoMoi 6e
and autolg éxouv 116n mapouoldoel onpav-
TIKEG Tawviec, omw ot Nrvieh Zooig, Nikoh
Xiour, [képav TppmoUMak, Ntdpko Mnd-
khia, Ntoboav kdrotrc, NtdBop Mevriod-
petaav, Mdpko MéatpoBig, Zipiov Mnoy-
koyepirc Napad, TopiohaB Mkpeykh, kat
@N\ot. Alatnpavrag noMd and ta otoieia
TIov Xapakrploav Ty kAacoikr nepiodo
G ZxoA¢ Tou Zaykpepm, omwg g {wypa-
QIkéC avapopéc, Taykayk, Tv alnyopia, n
vEQ QuTh yevid mpoywpd akopa nepioao-
Tepo: €kjleTaNNeVETaI Ta MAEOVEKTIATa MoV
NG MPOTQEPOLV 01 NAEKTPOVIKOI umohoy-
OTéG Kai 1 Tpiodidoratn Texvoloyia, avave-
@vel dnpoupyika T @Opya Kal ouvaya Ka-
TaEDyEl K1 0€ AAEC HOPQEC EppOxwOn -
0nwe autrig e MMAG, MPOKEIEVOL va na-
POUOIA0E! i€ Ta Epya TG T dnoyr T yia
Tov KGopo.

T yiia enoy yevikotepwv mpopAnudrwv

6rou ) «avebpean Tpitou dpépou» potdlel
biebvag mo diokohn, eivat axdyia mo on-
pavtiké va §avaBupnBolpe Ta «pikpd av-
Bpwndkia» TG ZxoAq¢ Tou Zdykpepm, Kat
Tov ouyvd avéAmdo aywva Toug va empid-
0ouv ehevBepa OlekdikavTag Tov evidpieao
XWPO €vo¢ kataduvaoTeudpEvou KGaov.

Anpritpng Kepkvog
YneuBuvog mpoypaypatog
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From the Zagreb School of Animation to the Present

was so influential in the history of this

film genre that it constitutes a point of
reference for animation artists that came
afterand is known as the Zagreb School of
Animation. The international prestige of the
Zagreb School was the result of its experi-
mentation and aesthetic innovations, its
diverse production and, of course, the great
importance it ascribed to the role of the
author.
Wishing to honor one of the most creative
and timeless expressions of international
animation that was born in the Balkans,
sixty years after The Great Meeting (Veliki
miting, 1950) —the first film made by the
people who would later form the nucleus of
that School— the“Balkan Survey"is holding
a tribute spanning over half a century
(1958-2010) and comprising 47 films by
28 filmmakers.

The“heart” of the Zagreb Schiool was the
Studio for Animated Films which was
founded in 1956 as a part of Zagreb Film
and which has since produced more than
600 films. The Studiofs roster boasted all the
major animation artists of the time: Dusan
Vukotic, Nikola Kostelac, Viado Kristl, Alek-
sandar Marks, Vladimir Jutrisa, Borivoj
“Bordo” Dovnikovic, Vatroslay Mimica,

-I—he animation that was born in Zagreb

Zlatko Grgic, Branko Ranitovic, Pavao Stalter,
Dragutin Vunak, Nedeljko Dragi¢, Ante Zani-
novi¢, Zdenko Gasparovic, Milan Blazekovi¢,
Zlatko Pavlini¢ and, later, Josko Marusic,
KreSimir Zimonic and others.

Inspired at first by Walt Disney and the
(zech puppet animator Jifi Trnka, the Stu-
dio’s artists/animators placed emphasis on
the aesthetic and philosophical aspect of
their art, using the traditional animation
technique of drawing objects and characters
on cels (transparent acetate sheets), which
they would gradually take to its highest lev-
els. The 1960s and 1970s marked the hey-
day of the Studio, which won international
acclaim and numerous awards at major fes-
tivals, three Academy Award nominations
(lgra, Tup Tup, and Dream Doll), and an Os-
car, the first to be awarded to a country out-
side the United States, for the film Surogat
(1962) by Dusan Vukotic.

Ignoring existing rules and the realistic
approach to animation, the Zagreb artists
turned to the most innovative traits of
graphic arts, illustration techniques (e.g.,
collage) and comic strips. They worked col-
lectively and alternated between their var-
ious creative duties from film to film, func-
tioning as a team with complete artistic
freedom, influencing each other and, at the

same time, each one maintaining his per-
sonal trademark. In an effort to economize
on materials and time, and overcome their
financial difficulties, they went beyond the
traditional animation forms and techniques,
introducing innovations such as dramati-
cally reducing the number of drawings, do-
ing away with Walt Disney’s three-dimen-
sional space, simplifying the characters’
movements and the graphics of the image
(in part following the example of their US
counterparts at UPA), placing emphasis on
the details of the action, and using elliptical,
two-dimensional figures that moved
aqainst a white background, free of any re-
alistic movement. This “reduced animation”
would be the Schools salient feature for a
long time. Without using dialogue, the Za-
qreb artists also rejected the rule of having
the music follow the movement; instead,
they transformed sound (noises, audio ef-
fects, music) into an organic part of the film.
The story became of secondary importance,
with the plot disappearing after a certain
point and the audience being left to figure
out the narrative on its own. The Studio’s an-
imators were inspired by the plastic arts,
German Expressionism and Bauhaus, the
art of Kandinsky and Klee, George Grosz's
caricatural drawings, pop art and surreal-
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ism. On a literary level, they were inspired
by Kafka, Camus and Freud, while they also
drew on the visual gag of silent movies. Ir-
respective of whether they ascribe to min-
imalism or whether they tend toward the
plastic arts, their films are pure works of
art, with a satirical/humorous, allegorical
and didactic flavor. The issues they are con-
cerned with constitute yet another distinc-
tive mark of the Zagreb School. These are
mainly existential and universal in nature,
such as alienation, lack of communication,
anxiety, racism, aggression, Evil, and death.

The Yugoslavian political crisis of the
1980s meant dire financial straits and a dra-
matic fall in production for the School.
Moreover, the exclusive use of the classical

~ animation technique of cels and the flight of

many of the artists abroad led to the
School's decline. Yet despite this decline, a
new generation of Croat filmmakers
emerged in the late 19905 to keep alive the
tradition and carry on the quest for artistic
originality. Many of these animators have

- already produced important films; among
~them, Daniel Sulji¢, Nicole Hewitt, Goran

- Trbuljak, Darko Bakliza, Dusan Gacic, Davor
- Medurecan, Marko Mestrovic, Simon Bo-
- qojevic Narath, Tomislav Gregl and others.
- While preserving many of the elements that

characterized the classical period of the Za-
greb School, including painterly references,
visual gags and allegories, this new gener-
ation has taken things one step further: tak-
ing advantage of computers and 3D tech-
nology, it has revitalized the form, while at
the same time turning to other forms of
animation — such as claymation — in order
to depict its view of the world.

Ata time of general hardship, when find-
ing a “third road” seems like a difficult
proposition wherever in the world we may
be living, it s even more important for us to
think back to thelittle people”of the Zagreb
School and their often hopeless struggle to
live freely, in the in-between space of a tyr-
annized world.

. Dimitris Kerkinos
“Balkan Survey” Programmer
Translated into English: Mary Kitroeff
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To [kpo avBpwndki 010 YOPIOa TwV KOOV

Mia mapovaiaon tn¢ mpoéAevan, tn¢ mpoioTopia Kai Twv PacIKwY YapaKTPIOTIKGY TOU PAIVOUEVOU
¢ ZxoAri¢ Tawviwv Epuiywon tov Zdykpeum

10U Mivryar Aidvopre Aiav

Avapeoa o€ SUo apiotoupyipata

T0 1962, ot Zdvta Movika ita evpwnaikr Tat-
via epoxwong képbioe yianpwn popd Ookap.
Htawia irav To Yoxardotato tou Ntodoav Boo-
KOTITG, EVOG and Toug mpwtondpou Oe€lotéyveg
¢ anokahodpevng Zxohi¢ Tawiav Epyixwang
Tou ZAykpepm'.

101979, 10 Ookap képdioe To iy voudp K-
voupévwy oyediwv Special Delivery Twv Kava-
bt TCov fovélvrov kat fouvic Makohai, mpog
{ieydAn amoyorjrevon moAAGv onad@v Tou K-
Jiatoypdgou epixwong’ mou fiBeNav o Ookap
va anoveynBel oty tawvia Satiemania, éva api-
oTo0pynya Tou Zvrévko [kaomapopitg, mou dev
katopBwoe va eivat oute kav umoyripio’ And T
OnpEpIv) OKOMId, Elvat MEPIODGTEPO and E|pa-
VEC 0TI 1) Satiemania avijkel 010 navBeov Twv
ONHAVTIKOTEPWY EPYWV TEXVNG IOV YupioTnKav
JIE TO J1€00 TG KIVHaTIKAG NapacTaceoypagiag
(G i1 a6 TIG 0poPPOTENEC TAIVIES EPPOXWANG
nov éywav noté. To Special Delivery, and tnv
@aN\n, mapd Tic adlappioBrTTeg apetég Tou, éxel
EeBuwpidoe pe 1o Mépaopa Tov Xpovou.

Ta 600 apiotoupyrpara, To Yokardotato kai
1) Satiemania, onpato8otodv Aiyo nokd v apxi
Kal 10 TéAog piag enoyfic mou Ba ynopoloe va
ovopaotei  xpuor noyd TG ZyoMjc Tamdw Ey-
Woxwong Tou Zaykpepn. Ano 1) bekaeria Tou
1960 péxpi exelvn 10u1980, T KivnpiaToypagIko
oTo0vTI0 Tou Zaykpepn napryaye dexddec 1diai-
16pa aé0hoyeC Tawviec epoxwong ol onoleg, bw-
JEveC WG 00voho, OUYKPOTROGY A ONUAVTIKY)
ypoviki) nepiodo ot e€€NiEn Tou kivnpatoypd-
QoU EjPOywong WG KakkegvikAg popuag. 01
TIEPIOOOTEPOI 10TOPIKO! TOU KIVIATOYPAPOU KOl
riok\oi anoubaiol Snpoupyol-eppuywréq onwe o

Toak T(6ouvc', Bewpatoav 6o kivnpatoypdgog
Tou Zaykpepn odrjynae Ty kAAOIKr TeXVIK €
()0XWONG XapaKTpwv Kal aviikelévev e (eha-
Tivec® 010 anokoplgwpd g,

MoMtTikd Kat Kowwviko mepipaihov

Y dldpKeta g 74ypovng, pakpopiac bmapéfg
T 1 ouykoohapia mrpe pia yevon de€idg o1-
ktatopiag xdpn ot oeppiki} facthikr Suvaoteia
an6 10 1918 péxpt o 1941- aplotepric diktato-
piag xdpn atov Tito and 1o 1945 péxpi o 1980,
Kai TéNog gaatapiol Kat akpaiou evikiopod and
10 1941 péypito 1945 kat o dexaeria tov 1990.
Emm\éov, n Oexaetia Tou 1980 fitav pia enoyi)
qotdBelag kat dlapdyng avdyeoa oTic ypagel-
0KpATIE TWV OHOOMOVAIaKY Kpatav mov §eki-
vioe an6 Ty npoondBeia T Zeppiag va ava-
ko€l Ty mhpn nyepovia T omoia ey xdoel
KaTw and 1o kaBeota Tou Tito.

To povo mpdypa mou  MouykoohaBia Gev
unnpée noté firav dnpiokparia.

J\Hepa, Eivai TEPI000TEO QN0 0aEC MW 1)
ivn mepiodog oIKoVOIKIiG kat moNTLOTIKAG Eun-
pepiac Twv voriwv oAdPikwv Aadv frav n enor
g fimag diktatopiag, f aAAG Tov phehedBe-
pov cootahiopod Tou Tito, mou avantiyBnke
létd 10 1948, orav o Seglotéxvng auTOC Kopou-
viotrg mohimikd kat adlagoviknTog Apwag Tov
avripactotikol moAépou, apviiBnKe va yivel évag
and Toug unnpéteg Tov Zakv. Kard t didpkeia
TWV ETWV TG Kplong kat g nigong and tn Mo-
0xa, 1 louykoohapia katopBwoe va avammiger
£vanpwrotuno oUOTNHA, KOHOUVIOWO e aToikgia
dnuokpariag, nou avenionpa ovopal6tav «kdmt
avyeoa». And oA mheupdc, auto ofjiaive
ot 10 epyatika oupBodhia Tw epyootaciwv &i-

Xav onaivovra poho kai, mo omoudaio axopn,
om, e€arriag Tou dopienixod eundpyxo, 1 oIKo-
voplia otpdgnke npo¢ v Autikr Eupann kai Tig
Hvewpéveg Moeleg.

H ouvepyaoia g louykoohaBiag e m Adon
€€ EKTETapéVeC Ouvmelec oTov moNmiopd e, H
dlagoperikn] exdox Tou Kopouvioyiod kai 1 eu-
peia moikr anokévipwang katéotnoav du-
vat pa ypryopn kat cagr} prién e m Bewpia
Kal TV Tipaxtkij Tou 0oaiahioTikod peahiopiod.
Auto katéhnée, petadd aMwv, oe éva apeta
eydho BaBpo eNevBepiac kat ave§apmoiag Twv
KIVNQTOYPAQIKWV ETAIPIWY, OV iopoUaav va
ouvaNayBouv pe Eéveg eraipeiec ywpic va ma-
peynodiCovial and Ta kevrpikd kparikd dpyava,
omwg ouvéPaive o aMeg coatahioTikéc ywpec. Ot
ylouykooAdBol napaywyoi ékavay emuynpéves
Enagéq pe §évoug dlavopeic kai eloaywyeic ki
€101 1) ylouykoohaBikr KIvnpaToypaQikr napa-
YWyl OuppeTeixe ota onpavtikoTepa diebvii pe-
onipa). Kade opoomovdiaxo kpdrog cixe ava-
Togenm diki Tou Kivnuatoypaqiki napaywyr,
£101 WOTE O EpIKEC MEPIOBOUC N KIvnyaToypa-
Ik napaywyr ot louykooaBia avepyotav
OTIC TPIAVTa ie 0apavTa TaIviEg peyarou pikoug
ka1 0 ndve ano exato Tawvieg pikpou prikoug, H
napaywy eixe eniong dieupuvBel xdpn ota m-
heorrtika diktua mou €ixav SnpioupynBei orig
TIPWTENOUOES OAWV Twv dnpokpaTiay.

Ao diebvr) peanipa énai§av ongiaviikd poko
oty napouoiaon g MouykoohaBikng kivnpa-
Toypagia otov kdapo. To mpwro ftav o «Bel-
grade FEST», n ejoia napouiaon g Siebvolg
KIVI|HATOYPaQIKMG NapaywynG Taviwv peydAou
HriKkouS kat To GMo, To dieBvic peomBal Tamiwv
ElYOxwang Tou Zdykpepun nou, oAb elviopa
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Little man at the turn of the worlds

Aview of the origin, history and basic traits of the phenomenon of the Zagreb School of Animated Film

by Midhat Ajanovic Ajan

Between two masterpieces

[n 1962, in Santa Monica, a European animated
film won an Oscar for the first time. The film
was £rsatz by Dusan Vukotic, one of the leading
masters of the so-called Zagreb School of ani-
mated film'.

[n 1979, the Oscar went to animated film
noir Special Delivery made by Canadians John
Weldon and Eunice Macaulay, much to the dis-
appointment of many fans of film animation?
who wished for the Oscar to go to the film Satie-
mania, a masterpiece by Zdenko Gasparovi,
which did not even get a nomination’. From to-
day’s perspective, it is more than obvious that
Satiemania belongs to the pantheon of supreme
artworks made in the medium of animation as
one of the most beautiful animated films ever
made. Special Delivery, on the other hand, de-
spite its unquestionable qualities, paled under
the influence of time.

The two masterpieces, Ersatz and Satiema-
nia, more or less marked the beginning and the
end of the age that could be called the golden
age of the Zagreb School of animated film. Be-
tween the 1960 and 1980s, Zagreb film studio
produced dozens of extremely significant ani-
mated films, which, seen as a whole, consti-
tuted an important epoch in the development of
film animation as an artistic form. Most film
historians and many great animators such as
- Chuck Jones', considered that Zagreb Film took

dlassic cel-animation® to its highest peaks.

Political and social surrounding
In the course of its 74 years long existence, Yu-
qoslavia had a taste of rightist dictatorship by the

Serbian royal dynasty from 1918 to 1941; leftist
dictatorship by Tito from 1945 to 1980, and fi-
nally fascism and extreme nationalism from
1941 to 1945, and in the 1990s. In addition,
the 1980s were a decade of instability and fight-
ing between the federal states’ bureaucracies
started by Serbia’s attempt to reclaim total hege-
mony it had lost under Tito’s rule.

One thing Yugoslavia has never had was
democracy.

Today, itis more than clear that the only pe-
riod of economical and cultural prosperity of
South Slavic peoples was the time of Tito’s soft
dictatorship, or liberal socialism that developed
after 1948, when this skilful communist politi-
cian and indisputable hero of the antifascist war,
refused to be one of Stalin's servants. During the
years of crisis and pressure from Moscow, Yu-
qoslavia managed to develop an original sys-
tem, communism with elements of democracy,
unofficially called'something in between’ In po-
litical terms this meant a more influential role of
working councils in factories and, more impor-
tantly, due to Soviet blockade, the economy
turned to Western Europe and the United States.

Yugoslavia's cooperation with the West had
far reaching consequences on the culture. Re-
formed communism and a high degree of po-
litical decentralization enabled a quick and def-
inite break up with the theory and practice of
social realism. This resulted, among other things,
with a relatively high degree of freedom and
independence of film companies, which could
make deals with foreign companies unhindered
by central state institutions, as was the case in
other socialist countries. Yugoslav producers

made successful contacts with foreign distribu-
tors and importers, so that Yugoslav film pro-
duction participated in most important world
film festivals. Each federal state developed its
own film production, so that in some periods
film production in Yugoslavia reached between
thirty and forty feature films and more than a
hundred short films. Production also expanded
by the TV networks built in all republics'capitals.

Two international festivals played an impor-
tant role in the presentation of Yugoslav cine-
matography to the world. First was the Belgrade
FEST, the annual review of the international fea-
ture film production, and the international ani-
mated film biennale in Zagreb, which, soon af-
ter it was founded, became one of the most
important festivals of that kind in the world.

In short, film authors from Yugoslavia had
much better chances to present themselves at
the international market and a far greater free-
dom than their colleagues from Eastern Europe.

The authors of animated films took full ad-
vantage of these circumstances.

Production circumstances

(roatia may have been the most developed Yu-
qoslav federal state, but Croatian feature and
documentary films had much less success on the
international scene than Serbian, or even Bosn-
ian and Herzegovinian, for that matter. Probably
one of the reasons was the fact that in Croatia,
animation developed up to the point that it
completely eclipsed other film forms. Never-
theless, the phenomenon of the Zagreb School,
although exclusively belonging to Croatian
legacy, cannot be linked entirely and only to
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Jerd v {6puor| Tou, éyve éva and Ta onpavil-
kotepa peatiBal tov €ldoug Tov dlebv,

Me Niya Ayia, ot &npitoupyof an6 v ouy-
koohapia elyav moh0 mepioodrepeg evkaipieq va
riapouoiactotv ot Siebvr) ayopd kai pia oAl
Jeyakurepn eheuBepia an’dri ot ouvadehpoi toug
an6 v Avatohikr Evpann.

01 dnptovpyol Twy TaWILY ELPUXWONG ENW-
@eNBKav oo jéyioTo and Tig ouvBrikes auTEC.

TuvBike¢ mapaywyng

Av kai n Kpoaria frav 1o mio avemtuypévo yi-
ouykoohapiké opoamovdiakd kpdrog, ot kpoatl-
kéc Tawie puonaciag kat Tekpnpiwong ixav
oAU jkpoTepn enttuyia otn Olebvr oknv an’
011 01 0épPikec, 1 akopa ki an’ Ot eKeiveg g
Booviag- EpCeyopivng. MBava, évag and Toug
Aoyoug va rrav o yeyovdg ot ot Kpoaria, 0 ki-
vnHatoypdgog epyuxwong avariyBnke oe
BaBiud mou va emokidoe! TeNeiwg kdBe aMo KI-
viatoypagko eidog. Qotoao, av kat To pavo-
11€vo TG ZxoN Tou ZAykpepn, avrikel e€oo-
khjpou oy kpoarik KAnpovopid bev pmopel
va ouvdeBel anoxhelotikd kai povo pe T Kpo-
atia. Kata npwro Aoyo enetdn n avammuén g
Zyohric mpaypatomotrfnke and kaAtéyveg mou
npoépyovtav an6 ohokAnpn  louykooapia,
M, eniong, kai e€arriag Tou yiouykooAaBikoy
miohmioTikod mepIBAMOVIOG Kat Twy Ko 10€-
ohoyIk@v agiwv, aMa Kat Twv (laitepwv ouv-
Bnkwv napaywyrc. Ohot autof ot mapdyovre
ennpéacav o€ peyaro Pabpo Ty eGeMEn e
2yohvjc. AviBeta jié Toug avatoNkoeupwnaioug
ouvabépoug Toug, ol yiouykoohdBol epuywréc”
bev epyaCovrav we povipiot unaMnAor, aM uno-
KeIvTo 0To kaBeotag Twv aveaptntwv kabite-
Jv@v ki unéypagav oupBoaia e Ta otolvrio
yia kdBe kawolpyia Tawia. Yy eraipeia Za-
greb Film povo o1 ypwpatiotég (eanvay, ot oge-
blaoréc evbiaeowy kivioewv/Béoewy, ol avti-
ypagelc oxediwv oe Ceharives kai To fonBniko
TIPOOWNIKO Elxav pOvIpEC epyaoies. Autd elye
Bnpioupyrioel éva TeRVIKG T 1Kavd va npo-

0Epel umnpeotes napaywyrc oe oAokAnpn Ty
napaywyi Tou otodveio. Ano T aMn, ol okr-
VoBETeC o1 Emkegaric ENYUXWTEG, 01 KapTouvi-
oteg, o1 kaMreyvikol bieuBuvrég kai ahor bnpt-
ovpyoi aN\adav pohoug ané Tawvia o€ Tawia,
kaBapd yia mpaktikol Abyoug.

Av, yia napadeiypa, éva dropio epyal6tav wg
oxedlaotrig evdidpeowy Kivioewv/Béoewy oTo
0TOUVTIO TAWIAV EUYOXWONG TG 26¢iac 1 010
Soyuzmultfilm tne Méoyac, yvdpiCe pe anohutn
Beatotnra ot Oa éyteve otn Béon aut péxpiva
ndpet T odviagA Tov. 1o otolvio TG Etal-
peiac Zagreb Film, avrifeta, évag véog mou Eexi-
voloe wg ayedlaaTr el mpaypaTikés eukal-
piecva avehixBei oty tepapyia Twv edikoTTwY
miov oyeriCovrav e Tig Tawvieg euyoywong. Moh-
Mot yvworof epuywreg, e161ka 6ol eppaviotn-
kav katd ) diapkeia g dedtepns gdang Tov
Ytolvrio, Eexivnoav TIG KapIEPES ToUG amé 1o
xaunAotepo okai tng emayyehparikrc kAiakag
Kat o1yd-otyd avehixBnkav katahqyovtag va yi-
VOV OyedIanTEC XapaKTApwy, ELYUXWTE apa-
KTrpWwv/QVTIKEINEVEY, QKOA Kal OKNVOBETEC.

[a va kepdioouy Ta npog To (v moMoi ave-
Eapnol epuywiéc avaykaloviav va kdvouy
T i Tawia erd v A, ané Tig BIKEC Toug
Tawieg o exeiveg Twv auvadépwv Toug. O1 dpe-
0€G OUVEMEIEC TNG MpaKTIKiG auTr¢ ATav ol OTe-
VéC ayéoelc avapeoa atoug dnpioupyolc- Sou-
Mevav iadj, ot pokot Toug AMalav Slapkac, T
{ila fiTav oevapioypdol kai Ty ahAn aknvobé-
TeC, 1) akOpa kat am\d euYuywies f kaNkmexvi-
Kol StevBuvréc oic Tawieg Twv ouvadégwv Toug,
016ngtoupyol aviaMdooav 1é€g kar epnelpiec,
{dBawav Ta puoTIKa Tou enayyEAHaTog Kat enn-
péadav 0 évag Tov Ao,

Tautdypova e Tov Kvnpatoypdqo, noMoi
glyuyréq oxediadav KOpIK, kapikatolpe, éka-
vav eikovoyparieis kai dAa tétoia auvag. Ot
£Kt0¢ oTo0VTIo Epyacleg aurég Toug dlatnpadoav
0¢ enagi pe AAa péoa kal enéktevav T dio-
PATIKOTTA TOUG Yia TIC TPéXOUOES TdoeIC 0 G-
Ae¢ popepéc téxvng. Katd ouvénela, ot Tawvieg g

oM Tov Zaykpepn ouyva akohouBodoay Tic
0UYYPOVEG TAOEIC TwV YPAPIOTIKGY KAl TwY &l
KAOTIKWY TV,

b d

Npwtn pdon: «Anpotiko»

Xdpn ato yeyovoq g elxav udber ot eviéheia
v téyvn, €iyav npwridtuneg 1dée¢ kar mhrpn
ENiyvwon Twv oTOXWY TOUS Kal TwV TPOmwV i
T0U¢ oroioug Hmopoloay va Toug METiYouV e T0
€00 Tou €ixav emAEEEI, ok veapoi eppuywTES
Tou Zaykpepn képdioav T diebvii avayvapion
Aiyo ievd v i6puon Tou véou atobvtio. H mpwn
Toug napaywy fitav 7o maivididpiko poundt
(Nestasni robot), 1956, Tou Bookotite. Try ibia
€Keiv) nuépa mou Teeiwoe T Tawia Tov, 0
Boukotitg Gpyioe va epydderar mavw otny emo-
pevn, 1o Cowbay Jimmy. At T gopa n eui-
Xwon fiTav ak6yia mo «amomoinpévry», oxedov
«aKIvITomoInpéviy, £V 01 XapaxTrpes, o pub-
g katn kivnan ouyxpoviCovrav e Tig 18éec T
OUYKEKPIPEVNG Tawviac, k1 ox1 e kamoioug doy-
Jatikot kavovec. O xapaktripeg Tou frav duo-
didorata yewpetpika aupBola mov, ouvdua-
opéva pe 0 @ovio, ouvnyoboav TIC TiO
onuavtikéG emlEE T poviépvag Tégvng. 0
Boukorirg €ixe emnpeactei moho and Tov Mok
Khe€. Ot didhoyor eixav katapyn@ei, 0 fiyog kai
Houaikr ouvdudlovrav e Ty Eupixwon kat Ta
oxédia kat dev Bpiokdrav «ndvw» 1 «£§wn» and
v Tawia. Hrav eygavéc nwg o Boukorrtg avi-
AapBavorav v epixwon we kat andAuta du-
vayiko. £ pia Tawia Snpioupyoloe Toug kav-
veq, atnv endpevn toug éomaye. To Cowboy
Jimmy ydpioe oo oknvoBétn ka ot aTouvTio T0
nparo dtedvéc Bpapeio and to Oeotiak Kivn-
patoypdpov Tou Bepohivou. Mio anpaviikd and
10 {610 10 Bpaeio, fArav To yeyovag ot éva and
1a péhn g Kprkng entponric frav o Nopuav
MaxAdpev. H mpaypatikr enrruyia 1ou Boukotirg
wotdoo dev ixe £pBe akopn. Ta Kovraepro yia
noAuBdAo (Concert za masinsku pusku, 1958),
To gAdouro (Piccolo, 1959) kai Ynoxardatato
(Ersatz, 1961) képdioav Bpapeia and dAa oxedov

* .TM. n nivipi¢ petdgpaon Tou ayyAikod dpou animator elvar uuxwTTic xapaxTripwy /aviikeiuévav kai avapépetal atov Snuioupyd Kivans Twv xapaxTipwy Kai
TV QVTIKEWEVWY JiaC Tawviac eupoxwans kai by otov aknvoBérn mg (napdt undoxouv popéc mov évag Snuoupydc unopei va éyet kai tou 8o autois piloug). fia
Ydpn ouvioplas kai evpwvia, aTo napov Keluevo avapéperal ouyvd ama we eupuywIrc.
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Ciganjska [To tpayoudt twv totyydvwv./ Gipsy Song]

(roatia. Primarily because the development of
the School was carried out by the artists from
the whole Yugoslavia, but also because of the
Yugoslav cultural context and generally accepted
ideological values, and specific production cir-
cumstances. All these factors significantly in-
fluenced the School’s formation. Contrary to
their East European colleagues, Yugoslav ani-
mators were not reqularly employed, but in-
stead had the status of free artists and signed
contracts with studios for each new film. In Za-
greb film, only colorists, in-betweeners, copiers
and other assistant stuff had permanent jobs.
This created a technical service able to offer pro-
duction services for the whole studio produc-
tion. On the other hand, directors, head anima-
tors, cartoonists, art directors, and other authors
changed roles from film to film, for purely prac-
tical reasons

If a person was an in-betweener in, for ex-
ample, Sophia studio for animated film, or in
Moscow Soyuzmultfilm, he could expect with
absolute certainty to be retired as in-betweener
In Zagreb Film, on the contrary, a young man
who started off as in-betweener had real
chances to rise on the hierarchy of professions
linked with animated film. Many known ani
mators, especially those that came in during the
Studio’s second phase, began their careers at
the lowest level of the professional ladder and
slowly worked their way up to become charac
ter designers, animators and even directors

To earn for their living, many freelance ani

mators were forced to run from one project to

another, between theirs and the films of their
colleagues. Direct consequences of such practice
were close relations between the authors — they
worked together, their roles constantly changed,
once they were scriptwriters, on the other occa-
sion directors, or even simple animators or art
directors in their colleague’s film. Authors ex-
changed ideas and experiences, learning the
tricks of the trade and influencing each other.
Alongside animation, many animators
worked on comic strips, caricature, illustrations,
posters and similar things. These studio outings
kept them in touch with other media, which
expanded their insight into actual tendencies
in other art forms. In consequence, Zagreb
Schools films often followed actual trends in
graphic and visual art of the day.
gy

“Elementary school”

Owing to the fact that they had mastered the
craft, had fresh ideas, and were absolutely aware
of their ambitions and ways to realize them in
the chosen medium, young Zagreb animators
won international acclaim shortly after the new
studio was founded. Their first production was
Vukotic's Playful Robot (Nestasni robot, 1956)

The same day he finished this film, Vukoti¢
started working on the next, Cowbay Jimmy

This time the animation was even more ‘re

duced; almost ‘paralyzed, while characters,
rhythm, and movement were synchronized with
individual film ideas, instead of some dogmatic

rules. His characters were two-dimensional geo

metrical symbols that, united with the back-
ground, resonated the most important aspira-
tions of modern art. Furthermore, Vukotic was
much influenced by Paul Klee. Dialogues were
excluded, sound and music integrated with an-
imation and the drawing, not being ‘above’ or
‘outside’of film. It was obvious that Vukotic per-
ceived animation as something absolutely dy-
namic. In one film he created rules, in the next
one broke them. Cowbay Jimmy brought the
author and the Studio first international award
from the Berlin film festival. More important
than the prize itself, was the fact that one of the
members of the jury was Norman McLaren
Vukotic’s true successes were yet to come. (on-
certo for Sub-machine Gun (Koncert za masinsku
pusku, 1958), Piccolo (1959), and Ersatz (Suro-
gat, 1961) collected awards at almost all im-
portant film festivals on the planet, while the
author was celebrated as the new genius of an-
imation. At the end of 1950s and the begin-
ning of 1960, Vukoti¢ and McLaren stood as the
most important names of artistic animation in
the world. While Concerto for a Sub-machine
Gun was a humorous irony inspired by Holly-
wood, offering original animation and drawing
solutions, Ersatz was a satirical allegory full of
carefully studied visual gags on the subject of
human existence in the abyss of consumer soci

ety. All that we saw in the film was an illu

and artificial, the only purpose of our existence

was to consume and be consumed. Even the
flm's main character, although seemingly in

control of the situation, was actually a plain in
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10 OnpavTika Kivnpatoypagikd peotiPan tov
mhavijn, eV 0 nptoupyolc Toug yaipetioTnke
WG N véa 1bloguia Tov KIvnHAToypaou EpYO-
Xwong. 21a téAn tn bexaetiag Tou 1950 ay otig
apyéc g bexaetiag Tou 1960, ot Bodkoritg kat
MakAdpev Bewpotvrav Ta mo onpaviikd ovo-
Jiata T Tawiag Téxvng OleBvixg oto €fdog TG
glyuywong. Av Kat To Koviaépro yia noAupdlo
fiTav pia nveupataong eipwveia mou 0 Bookotitg
ixe epnveuorel an6 1o XoNyouvt kau biéBete
TIPWTOTUNA OTNV ELYOXWON KAl EPEVPETIKOTTTA
070 0yedlaop0, To Yokardotato firav pia oarl-
pikr) aMnyopia mou €BpiBe and mpooeKTIKd -
Netnyiéva omika yKayk ndvw oto Bépia g av-
Bpomvng Omapéng péoa oty dPuoco g
katavahwikii kovwviag, Ot eidape oty tawia
fitav PEUOEC Kal TERVNTO, O HOVOG OKOMOG TG
Umap&ic pag eival va karavaA@vouje ki va ka-
Tavahwvopaore. Akopia kai o Bactkog fipwag
NG Tawviac, napor emeavelaka paotav va éyel
Tov éNeyxo TG Katdataong, OTNV Mpayuarike-
Tt fav amAdg jia GouokwTr} KookAa, Tou &€-
(oUOKWOE 6Tav NATNoE éva Kapgi — N povn
tplodiaotatn (peakiotikn) Aemopépeia — 010
e€aipero téhog ¢ Tawlag,

[

210 nepignpo BiBNio Tov Masters of animation,
0 TCov Xahag nepiéypaye Tov ouvadeAqo Tou
and 1o Zaykpeyn:

H auvrayj tov Boukorig efvar évag auvdua-
OUGC EKPPATTIKGV YpagIaTIKGY Kai evBouaie-
dous ayebiaomikric kaMiypagpiag, Ta omofa e€lo-
TexvIkd  yonoionoiel ooV Kivnuatoypdgo
&Uxwon, e pa Bavuaar) alotinan Tou xpdvou
iou Gev Exoue Eavaauvavtiioel napd pdvo oti
aplatoteyvikd yupiauéves Tawieg Tou XéAiyouvr.
Eivar évac é§unvos oknvoBémng andAuta ikavdg va
EEyée1 To ukixd kai va yeipiorei Ta péda mou el
o bidbeon) Tou. [vwpiCer emiong mwg va doprioet
TNV Tawvia kai mou va 8wael T MeEpIoadTepn éyi-
(paon yia va enmiyel v emBuunr arudopaipa
(Hallas, 1987:75)

0 dedrepoc dianpenri dnpioupydg TG oxo-
Mi¢ Tou Zaykpepn fitav o Nikohd Kooteharg, ol
Tawie¢ Tou onolov képdioav ki autég nohudpiBya
BpaBeia. H onpaviikotepn Taia Tou frav 1o
Noyta eyxaiviwv (Premijera, 1957), pia e€aipeta
bopnuévn kal aplototexvikd oknvoBetnpévn

(otopia yia To ovopmopo. H tawvia opeie enlong
oG oty epyaoia Tou kaptouviota ANedviap
Mapg kat Tov epuywr yapaxtipwv/avrikel-
pévw, BAavripip Nodrpioa. O nparog frav évag
1A 1KQVOG KQI KaTapTIOpEVOS KapTouviotag kai
KaNNTévG ypapikav e iia moXd kahr aioBnon
Tov yewperpikob otihi{apiopatog, o edtepog
évag ejyuwrG e omavia aioBnon Tou ypovi-
Kol auyypoviopoy, v ol b0 Toug pai anote-
hotoav yita Taipiaotr opdda KakAeyvwv mou
¢ixe BonBrioet moMoUg dnptoupyodc va ukomot-
10UV TIG 10£€G ToUC,

Auté {oxue 1blaitepa yia Tov BdtpoohaB Mi-
jitoa, T peyahn e€aipeon tr oxoNg Tou Zay-
kpepn. O Miprtoa dev oyediale olTe ppuywVe,
fitav OpwG yewneévog oknvoBénc e pia gov-
Tépva aviiAnyn Tou pégov. Bewpoloe T j-
lxwon wg pia didotaon TG KivnHatoypdgn-
ong. To 1btaitepo mpoodv TG epyiywong fitav
g TV kaBopiCe kdti mow ovopal6tav «piovidl
Tou Ohou». AnadH, povra dev arpiawve povo to
KOIHO Tw 0Knvev, A\ To povidpiopa kdbe
épovwpévou mdvou. 21a kivoUpeva oyédia, 0
oknvoBémng éxave 24 kovijata To Seutepohe-
mo! Ot Tawieg Tov omwg To Mdvog (Samac,
1958), 10 Happy End (1958), 1) 10 Ztov pwro-
yodgpo (Kod fotografa, 1959), npaypateboviav
Kuplwg TV amoévwon Twv atopwv ot oly-
xpovn Kowwvia. To dtopo frav xapévo, mayl-
deuévo 0€ aOTIKEG OLVOIKEG, JaTalWpEvo Kat
TPOHOKPATNHEVO AMO TOV UMEPHETPA pinyavo-
moinpévo mepiyupo. Autd firav yevikd ta Bépata
oM@V 00yYpovwY EVPWNAIKWY TAVIQV.

Kata m didpkeia g apyikig autrg nepio-
dou, évag aMog kahTéxvng éxave pia oviopn
aMNd eviunwotaxi kapiépa: o BAdvaipip Kpiot,
iou fjtav iowg 0 Mo apiopaTikds KaANiTéng o€
A v totopia ¢ ZxoArig Tov Zdykpepn”. Avo
Miprtoa firav yewnpévog axnvoBémng, o Kpioth
fitav yewnpévog Kahitéxvng, agol Tov evdié-
9EpE T0 ypdyipo, To Béatpo, n {wypagiki, n
oknvoBeoia, ) nBonolia kat oxedov kae AAn
kaAuevikr dppa. H tawia o Aépua m OA-
ne (La Peau de Chagrin)* nou yuplotnke To
1960, Baci(dtav oto didonpo puBiotopna Tou
MnaA(dk yia évav dvépa nov emBupiodoe 1600
10 XpAuata wote va eivat npoBupiog va aviak-
Aa€e1 T vidtn Tou yi autd- To Béa dev frav of

youpa an'ta auvnBiopéva TwV KIVOUREVWY OfE-
diwv. Ano anoyn ypagiotixwy, oknvoBeoiag kai
EUpOYwanG N Tavia firav xpévia pmpoata and
v enoxi me. 0 Kpioth ) d0pnoe ' évav apt
VIEKO TpOMo, XpnaipomoIwvTas anokopyata
pnuepidwy, dlapniotikd, doxgia, kai AMa ne-
piépya avrikeijieva mou dnpiodpynoav éva govio
and koAa{. H euyoxwon Tov ukikol Tov frav
noA nhouaidtepn and exeivn Tou Mipmoa, ot
NPWES Tav MPOOEKTIKA HENETNYEVOL Kal 1) Ep-
(iywon elye auBevtikd puBd kai Suvapiki. To
LaPeau de Chagrin frav jia and Tig mpateg Tai-
vieg eppuywang mou dev ixav yio0Hop f yKayk,
aM\a avtiBera anevBivovtav dyeoa ota ouvar-
0Bnpara tou Bea).

Tnv endpevn xpovid éxave Tov dov Kiyom
(Don Kihat, 1961), firav To apiatoupynyd tou. Or
vedtepol Beatég, nou éyouv ouvnBioel Ta nhe-
KTPOVIKG ovTapiopéva pouaika Bivieo kai v
Eupuxwon péow unohoyiorr), Ba mpoBAnpati-
0ToUv paNov mohd ndvew aTo vona T Taiviag
Mévog tou Miyitoa. Oa Suokoheutolv iowg noAo
va katahdPouv yiati n) Tawia exBeidotnke die-
Bvwq. Ta biaitepa yvwpiopara Tou Mdvo frav
peragy AMawv, ot EmKAAUTTOEVEC EIKOVEC, OL
noManhéq aknvéq (dwpéves and Slagopenikég
YWVIEC, N QVTILETWRION Tou Xwpou and To Mij-

12 Kpoatika kivoOpeva oxédia [ 510 AigBvéc OeotiBal Kivnpatoypdgou Ocooalovikng



flatable doll, which deflated when having
stepped on a nail — the only three dimensional
(realistic) detail in the film - in the film’s excel-
lent finale. [...]

In the famous book Masters of Animation,
John Hallas described his colleague from Za-
qreb:

Vukotic's formula is a combination of expres-
sive graphics and enthusiastic drawing calligra-
phy, which he skilfully uses in the medium of an-
imation, with a great feeling for time equalled
only by Hollywood slick-films. He is an intelli-
gent director perfectly capable of controlling the
material and manipulating the means at his
reach. He also knows how to structure the film
and where to put the main emphasis to achieve
the desired atmosphere. (Hallas, 1987:75)

The second prominent author of the Zagreb
School was Nikola Kostelac, whose films also
won numerous awards. His major film was
Opening Night (Premijera, 1957), an excellently
structured and skilfully directed story about
snobbism. The film also owed much to the work
of cartoonist Aleksandar Marks and animator
Viadimir JutriSa. The first was a very capable
and educated cartoonist and graphic artist with
afine sense for geometrical stylization, the sec

ond was an animator with an unusual sense of
timing, and together they were a harmonious
team of performance artists who helped many
authors realize their ideas.

This particularly referred to Vatroslav Mimica,
the Zagreb School’s great exception. Namely, he
did not draw or animate, but instead he was a
born filmmaker® with a modern perception of
the medium. He considered animation an aspect
of cinematography. The special quality of ani-
mation was that it was defined by something
called total editing’. This meant that editing did
not consist only in cutting scenes; it meant ed-
iting every single frame. In a cartoon, director
made 24 cuts in a second! His films like Alone
(Samac) or Happy End (1958), or At the Pho-
tographer’s (Kod fotografa, 1959), mostly dealt
with alienation of individuals in a moder soci-
ety. The individual was lost, trapped in urban
quarters, frustrated and terrified by the hyper
mechanized surrounding. These were generally
the subjects of many contemporary European
films

During this initial period, another artist made
a meteoric career: Vladimir Kristl, who was prob
ably the most gifted artist in the history of Za
qreb School’. If Mimica was a born film-maker,

Kristl was a born artist, interested in writing,
film, theatre, painting, directing, acting, and al-
most any other artistic form. The film La Peau de
Chargin® made in 1960 was based on Balzac’s fa-
mous story about a man obsessed with gam-
bling to the extent that he ready to sell his youth
for money; this was definitely not a typical car-
toon subject. In view of the graphics, direction
and animation, the film was many years ahead
of its time. Kristl shaped it in art deco manner,
using newspaper clips, advertisements, con-
tainers, and othe unusual objects, which created
a collage background. His animation was much
richer than Mimica’s, characters were carefully
studied, and animation had authentic rhythm
and dynamics. Le Peau de Chagrin was one of the
first animated films without humor or gags,
which instead directly addressed viewer's emo-
tions

The following year he made Don Quixote
(Don Kihot, 1961), his life work. Young viewer,
accustomed to electronically edited music videos
or computer animation, today would probably
be very confused about what the point of Mim
ica’s Alone was. He would have great difficulty to
understand why the film was praised all over the
world. Special features in Alone, among others,
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100 W pa dvodidotarn enigaveia nou «Ael-
Toupyou0e» Tpiodidotara, 2yepa, Tinota and
1a napandvw ev poialer Sookoho kai mohv mo
nepimokeg diadikaoies akohouBoubviar oe ONeg
TIG TNAEOMTIKEG dlagnpioe,

AvtiBeta, 0 oapaviadudypovog Aov Kixang
ouveyiCetva elvar eviunwotakoc! 2to apiotodp-
yNua To avto, o Kpioth katopBwoe va ekmhn-
PWOEL TV apyIkr) npwronoplakr Tou emBupia va
Kavel Kvnuatoypdgo aav orrmikr Hovok. Hat-
via firav eviehdg agnpnuévn, xwplc kavévana-
paoratiké atoiyeio. Mapdha autd ot Terpdywvol
fipwec e€éppalav dpdpa kaimoinon péoa and to
pUBHO Kal TV EUPUXWON- ENeyav Hia «oTopla»
mou 0 KaBévag pag pmopotoe va «dlapdoe
onwg foeke.

0 Pa\g Xtégevaov, yia mapddelyyia, éxave
TV akoAoudn eppnveia:

0 bov Kiycotng éyer dopnBet e 1o ayriua akpi-
dac T doyelwy, Twv OwARVWY Kal TwY aywyay.
0 Xdvroo [Mdviao ivar quvduaaud evé Tetpd-
Ywvo ayvol Kal vas Yuyelov kpedtwy e yua-
M. Anévavit Toug mapardagovrar Tekeies, ayij-
ata, mAdayata, poydomita, pddec, mou kivadvial
0¢ Kondbia, PouiCovrac kai otapatdviag, To pdvio
lvan yeydro e euBeieg yoauues, ayriuara xa P~
aa. T avanaplotodv Ta nepiepya autd oyriuata;
Qevundpyel kayia augiBolia i autd. Eivar pavidp,
Kavovia, Tavks, agpoakden, mepinool kai oTpa-
Telyara. Eival éva dpaya Tov ydoug, EkKeVIpIKG
Kal Tpoyaxtik Tautdxpova (Stephenson, 1967:
134).

To 1958 1o OeoriBdh Kivnpatoypdgpov Twv
Kavvwv onpatobomnoe t biebvr avodo tou
oroivrio Tou Zaykpepn. MpoPAqBnkav Tawvieg
Twv Boukoritg, K6otehatg kat Mijoa ota mhai-
0la Tou npoypduparog Journées du Cinéma nou
éyvav Oextég e Tov iBlo evBouoiaopd and o
KOO Kai and Toug kpimikog. Me T evkaipia
aurr, o1 kpirikol ZopC 2avrouh kai Avipé Map-
Tav éypayav MpaToL yia pia «ZxoNi» eppixwong
iou 16p0Brke oto Zaykpepn. H Zxohq autr ya-
paknpilorav ano éva auBevrikd papa g
TIPAYHATIKOTATAG KAl a6 TV nipwdTunn xpron
Tou péoo. Ty emmuyia 1wy Kawav axoholbn-
0av enmmuyiec o€ 0ha oxedov Ta onpaviika ge-
oripaA tou mhavin;: T Bevetia, T MeABodpvn,
10 Zav Opavaioko, T Mooxa, 10 Mnouévog Ar-

pec kai 1o Aovdivo. Tého, 10 1962, 1o Yokard-
oraro képdioe To Ookap.

H Zx0\| Tou ZAykpepn éyive yvwotr| o€ oAd-
KANpo ToV KOOpO’.

Aevtepn @don: «upvaaio»

H enopevn pdon oty avdrrtugn e ZxoMg To
Zaykpepn Eexivnoe pe pia pikpr kpion. Metd
and t dnpioupyla evoc akdpa apiotoupyfpa-
106, Tou Mayvidiod (Igra, 1962), evog ouvbua-
0ol eppuywpévwy maibikwy oyediwv kat ukiko
(wvravrg pdong, mov eniong képdioe yua umo-
yneiotnta yia Ookap, 0 TpIAVTAENTAYPOVOG
Nrovoav Bodkotit ano@doioe va otpagei otic
Tawiec puBomaoiac. ¢ o povog ylouykooAdBog
dnptoupyoc mou ey kepdiael moté Ookap Kat wg
éva 1o\ evepy moNitikd dtopo, Oev avTIET®-
mioe mioté mpoBAnua oty xpnuatodotnon Twv
Tawiev puBomhaciag ou”. 0 Batpoahap Mipi-
10a akohouBnae To napddetyyia tou Bovkoritg,
Kooteharg otpdpnke ota dlapnuioTika kat o
Kptoth éuye yia T feppavia.

To kevd mou dgnoe n anoxwpnon Twv Teo-
0dpwv onoudaiwv npioupyav abviopia apyioav
va kahomouv mpn BonBoi nou eixav Tpamy
€ukaipia va Kavouv Ti¢ OIkég Toug Tawies. Me
TV €loaywyr Kawolpylwv IBEGV Kat Kavoto-
v otig diadikaoie g dnpioupyiag ol véol
dntoupyoi eatopikevoav ki Mo T dladikacia
Tou yupioparog piag Tawiag. Me Tov kaipd, n
2yoM Tou Zykpepn eykatéhenpe TeNeiwg T
ypapy mapaywyic, Hetagépovrag Ty eubivn
070 dnptoupyd mou auvtoviCe OAa Ta anplavrikd
oTolyela TG Tawiag Tov: 1o oxédio, To pubo,
TV eupixwon, T oknvoBeaia kat ouxva 10 o¢-
vapio kat To povidd.

01 mp@rot nov EnwgeNiBnkav ané Ty -
kaipia mou npoogepdrav Arav ) Sudda Mapé kat
[iopioa, mou €loryayav otoiyeia Tpdpov oTig
Tawieg epoxworic Toug. H Baaik Toug Tawia H
Miya (Muha, 1966), €ixe avexSotikr Sopr kat
ouvagelc aioBrioeic Suagopiac, dyyoug kat avi-
kavotntac, H dudda katopbuwoe va dnpioupyr-
0¢1 atpdogaipa eQidm pe v BorBeia Twv
oxediwy, Tou pwpatog, Tou fyou, Tou ovidd kai
v e\dyiotn xpron e eppoxwong. H tawia
napouoiade aouvi\BioTng didpkeiag akivntonol-
nyéva mdva evog avBpanou mou avoiyokhewe

1a BMépapd tov. Qotéoo, akbpa kar autr n oye-
bov abiopatn kivron enétpene oto Bearr va bel
T0 EOWTEPIKO TOU flpWA KAl Va aVaYVWPIoE! T0
960 Tov we bikd Tov.

T1ov MnopiBoi NtoBvikoBite, Snpogih ka-
PIKATOUPIOTA K1 EEIPO ERYUXWTT, TIOU £pYa-
(6tav ot ZyoNq and 1o exivnpa g, 668nke
€mTéNoug N eukaipia va kdvel Ti Bikéc Tov Tar-
viec agoi ouvepyaotnke pe dMoug yia napa
TIoMd xpvia. Metd and mohéc pikpod prikoug
KwHwies pe ykayk, onwg To Xapic titko (Bez
naslova, 1964) kat pepixa hiyotepo enrtuynuéva
¢pya, omw¢ T lotapia e evéuyaoiac (Kostimi-
rani rendez vous, 1965), 0 1966 yopioe v /le-
piépyela (ZnatiZelja), To Mo OUAVTIKG TOU £pYO,
o Tov ebpaiwoe opioTIKA WG jiia and TiC Kev-
TPIKEG Hop@eg oTnv loTopia g ZxoMig Tou Zdy-
Kpepn.

Y évamaykaxi oto ndpko, kaBorav évag vu-
otaypévos avBpwmdkog, e pia Todvia dimha
Tou. KdBe dropio nou Tov mpoanepvotoe ke va
piéet pia patid omy todvra, oupnepapBavo-
Hévwv ka1 Twv Beatav. Hrav n npat gopd mou
10 «{wvtavd Aeukd» ypnaiponoiBnke and T
oM Tou Zaykpepn. Hrav pia akoya and Tic
€peupéaeic TG 2yoMic: To Aeukd @dvro ypnai-
IEUE WG EVEPYOC OUPHETENWV TG KIvUaTOypa-
QIkA¢ dpdone. H Aevkdtnra anehevBépwve
npdypata KaBe eidouc; pop@éc kai Aemopépeleg
miou anotelotoav avandonacta KoppdTia g
1oTopiag, MupooPeaTikd OWpATA, OTPATIWTIKES
Hovadec ev dpdon, akopa ki éva mhoio pe nepa-
0TIKOUG 1oV KPUQOKaFTayav oTnv Todvta, povo
yiava xaBodv §ava otov Aeukd oAa/rimota ywpo.

0 NroBvikopitc ypnaiponoinae ty idia dio-
dikaoia kat oTic endpeves Tawieg Tou: Empdme
detirepn Béong (Putnik drugog razreda, 1972),
Kawadpyia MNepnamai (Skola hodanja 1978),
xat Mia pépa o (wrj (Jedan dan Zivota, 1982).
Y& OheC QuTé TIC Tawieg, pnopotoaye va Sodye
Kdrt povo av e§umnpetouoe kanoia meupd g
(oTopiag, Am6 T oy} mou ) A&oupyia Tou -
mAnpwvoray, 0 fipwag i n Aemopépeia Ba mvi-
yotav ot Aeki) (pn)npaypanikdtna. Ot Apweg
Tou Ntopvikopire napépewvav avpBoda g Zxo-
N Eppiywong Tou Zaykpepn. Hiav aviipwes,
aofpavtot GvBpwnol  povy emBuyia Twv
onoiwv fTav va Toug agriaouy ROLYOUS otV
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were intersected images, multiplied scenes seen
from different angles, or Mimica’s treatment of
space as two dimensional surface that ‘acted"
three dimensional. Today, none of these things
sounds special, much more complicated proce-
dures can be found in any TV commercial.

Contrary to that, forty two year-old film Don
Quixote still appears impressive! In this master-
piece, Kristl managed to accomplish his old
avant-garde desire to create film as visual mu-
sic. The film was entirely abstract, with no fiqu-
rative elements. Nevertheless, squary heroes ex-
pressed drama and poetry through rhythm and
animation; telling a ‘story’ that any of us could
‘read'as he pleased.

Ralph Stephenson, for example, gave the fol-
lowing interpretation:

Don Quixote (1961) has locust shaped struc-
ture of cans, tubes and pipes. Sancho Pansa is a
combination of a square sea urchin and a meat
refrigerator with glasses. Against them line up
dots, shapes, creatures, trailers, wheels, moving in
flocks, buzzing, halting. The background is filled
with forward lines, shapes, and projectiles. What
do these strange shapes represent? There is no
doubt about that. These are radars, cannons,
tanks, aircrafts, patrols, and armies. It s a vision
of chaos, at the same time eccentric and terrify-
ing (Stephenson, 1967: 134).

The 1958 Cannes film festival marked the
international ascent of the Zagreb studio.
Screenings of Vukotic's, Kostelac's and Mimica’s
films took place as part of the program Journes
du Cinema, and they were received with equal
enthusiasm by the viewers and the critics. On
that occasion, critics Georges Sadoul and André
Martin first wrote about a‘school’ of animation
founded in Zagreb. The school was characterized
by an authentic vision of reality and the original
use of the medium. Cannes success was fol-
lowed by successes at almost all-important fes-
tivals on the planet: Venice, Melbourne, San
Francisco, Moscow, Montreal, Buenos Aires, and
London. Finally, in 1962, £rsatz won an Oscar.

Zagreb School became known all over the
world’.

“High school”

Next phase in the development of the Zagreb
School began with a short crisis. After creating
another masterpiece, The Game (lgra, 1962), a
combination of animated children’s drawings
and live action footage, which also won an 0s-
car nomination, thirty seven year old Dusan
Vukotic decided to tum to feature film. As the
only Yugoslav author who had won an Oscar
and a politically very active person, he never
had problems with funding for his feature
films", Vatroslav Mimica followed Vukotic's ex-
ample, Kostelac turned to commercials, while
Kristl left for Germany.

The gap left after the departure of four great
authors soon began to fill former assistants and
helpers, who got a chance to make their films.
Introducing fresh ideas and innovations into the
auteur procedures, new authors made a step
forward in expanding authors freedom and fur-
ther individualize the process of filmmaking. In
time, Zagreb Film completely abandoned as-
sembly line production, transferring the re-
sponsibility to the author, who was coordinating
all important elements of his film: drawing,
thythm, animation, direction, and often screen-
play and editing.

The first to take advantage of the opportunity
offered was the pair Marks and Jutrisa, which in-
troduced elements of horror in their animations.
Their main feature The Fly (Muha, 1966), had

anecdotal structure, and related sensations of
discomfort, anxiety and impotence. The pair
managed to conjure up nightmarish atmosphere
with the help of drawings, color, sound, editing
and minimal use of animation. The film fea-
tured unusually long frozen shots of a human
character blinking. However, even this barely
visible movement allowed the viewer to see the
characters inside and to recognize his fear as his
own.

Borivoj Dovnikovic, a popular caricaturist and
experienced animator, working in the School
from its beginnings, was finally given a chance
to make his own films after having cooperated
on others for so many years. After several short
qag-films, such as Without Title (Bez naslova,
1964) and some less appreciated, works such as
History of Costume (Kostimirani rendez vous,
1965), in 1966, he made Curiosity (ZnatiZelja),
his most important work, which definitely es-
tablished him as one of the central figures in the
history of the Zagreb School.

Onabenchin a park, sat a sleepy little man,
with a bag at his side. Every person that passed
him wanted to peek into the bag, including the
viewers. This was the first time living white'was
usedin a Zagreb School film. This was another of
the School's inventions; white background serv-
ing as an active participant of film action. The
whiteness released all kinds of things: figures

o

——
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anhi kaBnpepwi toug poutiva. Qotdoo, yia kd-
71010 ave€rynTo AOyo 1} yeyovag, ot eipnvikég (wég
TOUG avaoTaTdvovrav ndvia and 1o okAnpd me-
pIBANAov. 2 pia ouvévieugn Tou yia To ooundikd
neplodiko Storyboard o NropvikoBirg ékave pia
MEPIYPAQH) TwV NPLWY TOU:

M’ apéaervanepiyehd mv avBpdmvn abuva-
pia ka1 i ouvriBerec. Me eviapépel diaitepa n
auvbean avdyeoa otous andodc avBpanoug kai To
nepiaMov Tou oe ayéon e v aivia embupia
Tou¢ va diamprioouy T ikpr Toug Aevbepia kar
T0U¢ KOOOUG TOUE...

3710 BipNio Masters of Animation, 0 T(ov Xd-
Aag pvnpoveuoe Tov NtoBvikoBire wg évav and
TOUG TPEIC Tl OnpavTikodg dnpitoupyols TG
2yohri¢ Tou Zykpepn (ot dMot 6bo ftav o Boo-
Kotig kat o Ntpdykitc) kat e§ynoe v emthoyi
100 WG E€fC:

0 Nropvikoprrg efvan vac kapikatoupiotac je-
ydAov puaikoy TaAéviou: évag mapatnpnTric e
avBpdmvnc abuvapiag kal TV KWUIKGY Kata-
otdaewv mov pokahobvrat and v amnoria, T
Phaxela kar v emBuuia T Kupiapyiac, Eivar
évac aTpdyntos kprmkds Twv mapaddoewy ka 1w
TIpaKTIKGV ov ag atepolv Ty EAeubepia ac,
dev elval G moTé Kaxompoaipetos, 00Te Emava-
aTanikdg e v mohimkrj éwvoia g Aéénc (... )
01 yaparripes ov poidCouv eikpivelc, akda kai
anoikol, mapdn auyvd kpiBouv To EowtepIKG
evdc emBenixod kTijvous drav épyovial aviyéTw-
101 1€ TV BiegBappévn kowwvia. H, Grav yivov-
11 Bdpara mc dikijc Tous adlagapiac (Hallas,
1987:78).

okhol @hhot dnpioupyol tn¢ oxoNg Tou Zdy-
Kpepn eppaviotnkav Ty nepiodo au,

0 ZAdrxo MnoGpex, évag kopugalog kakhié-
VNG YPagloTIk@y, exivnoe 1o 1964 e 10 Ma-
Kpid &ida opiyAn kar Adamn (! videl sma dlajine
maglenei kalne), jiia kaATexvikG eviunwolaxi
nounTike Slaokeur Tou Peyalou kpodtn ovy-
ypagéa MipoohaB KphéCa. H endyievn tawia o
fitav 10 o tpayoddi tou unexidpn (Becarac, 1966)
Tiou omikonoino 1o riapadooiakd Tpayoldi kal,
TauToxPOva, fTav jia and Tic Niyeq EmTuynéveS
Tawieg now éyivay e Ty Texvir 1ou koAd{. ¢

00U EMTVYNMEV fTav Kat 1 En6jevn Tawia Tou
H ydta (Macka, 1971), ot onola epwtotpo-
TI0UGE 1€ TV TIOT-ApT €NNPEAC}EVOG and T jié-
yaAn entruyia mov ékave o T(opt Ntdvivyk pie
v peyhou prikoug mon-apt Tawvia Tou, To ki-
towo unofpiyto (The Yellow Submarine, 1967).

TEva N\o onpavikd dvopa 0TV 1oTopia T
ZxoMjc Tou Zaykpepn fitav o ZAdtko Mkpyitg,
avappiBoha évag and Toug KaNdTEPOUS KWHI-
K0UG TO YKayK 110U EpyaaTnKav MoTé 0To aTolv-
710 utd. Ot Tawieg Tov Mixpd kar Meyddo (Mali
i veliki, 1966), n aeipd Maxi Cat mou mapriyaye
an6 10 1971 péxpt 1o 1976, Kat To Tito GNaVTIKG
Tov épyo 10 Dream Doll (Lutka snova), mou éyve
0€ auvepyaoia e Tov Moy [kvrppei o 1979,
€KTOC o Ta YapakTnpLoTIKA Ywpiopata g
2oMiG Tov ZAykpep, éxouv eniong moAAd kowvd
JI€ TI¢ Tawieg mov yupiCovtav oTa oTodvTio yia
Tawies egyoywong e Wamer Bros. Aev fitav é-
mnén mou o Mkpyit Teheiwae Ty Kapiépa Tov
ot Popeia apepikaviky Aneipo. Emmhéo,
umpée o Baotkoc Snptoupydc g diebvag ava-
Wwplopévng oelpds, Professor Baltazar (nou
xpovohoyeitat and 1o 1967), evad n tawia tov fo
Houaikd youpaivi (Muzikalno prase, 1965) pmo-
PEi va EpyNVELTE], aKopa Kal oryepa, WG pia
0lyypovn HETagopd ndve oTic avBpanmiveg npo-
KataMjyeic. Eva pikpé youpouvdki mepimhavi-
Tav Tpayoudvrag unépoya. 1o &popo Tou au-
vavioloe avBpwnoug va Toakwvovtal, va
moA€00v, va éxouv OAwv Twv 10V TanpopAq-
Jata. Xapn oto €€aioto Tpayoddi Tou pikpod
youpouvio ot GvBpwnol agrivav otV akpn T
dlagopéc Toug kar anogdaiCav va yloptaoouv
— KBe popa npoonabvra va @dve To you-
POUVAKL.

Kai va nw¢ o Mnevidrdi épive t ouppolr)
Tou (kpyrrg o1 2xoM Tou Zaykpepn:

0 [kpyres ayeviCerai pe v anedev@épwan Tou
Yéhiou, 1o yto0uop Tou duwc Blapéper and exeivo
TwV youadv enoyev 16 kwpwdiag, Mapd o otk
Tov auveyicer exelvo tou Todnhw Kai Tou ABep:,
PBploker kwyixd otoieia ata xeipdrepa avlpd-
nmva ouvaiobriyata, oty exbodtnta kar v év-
taon. Jav dMoug oAdBouc kwpikod, kdvel aoteia

yia Ti¢ Aiydrepo evydpiotec eumeiple e (wrc
anogetyovrag 1o evtuyés téhoc (Bendazzi, 1994:
335).

0 nérrog (Peti, 1964), fitav pia pipr pou-
oIk HeTapopd yia Tr) povadid mou e§jotopr-
Bnke péoa and éva avéxboto yia évav Eepoxé-
@aho pouaikd mou rifiehe va yivel To néunto
éhog evog kovaptétou. 6w, o Mkpyrre ouvep-
ydotnke e Tov Napao Zrakep, évav akopa
MPWTGTUMO Ka Slakekpipévo eppuywt g Zyo-
Mg. 0 Z1dArep égrace oto Snpioupyixé Tov and-
Yeto e ™ Mdoxa tov Kkkivou Bavdrou (Maska
arvene smrti, 1969), nv omoia éxave jié v noAd
enntuynyévn Texvir Tou kohdd. 0 Zxdrep, avé-
AaBe v napaywyr ané Tov Zvrévko lkaonapo-
B, dnptoupyd Tou gevapiou, mou, Aiyo agol
(px0e Ta oyédia ¢ Tawviag, petavdaTeuoe otov
Kavadd. Ouaypévn pe Ty nakid Tegvixr nou
Xpnotponoieito mpiv avaxaAugBei ) epiywon
o€ (eharive (to ke oxédio koBdrav and o
¥apti kat koA\idrav oto @évro), n Tawia napa-
Jével péxpi orjyepa n) kahdtepn diaokeur) Eviy-
kapAhav 116 jié To [éo T KivnuaTikr mapa-
graceoypagiac.

To 1964, 0 veapdg Mnopic Kohap éxave o
[dou-ldov (Vau-vau), éva Bappaéo kat mpw-
Totuna oviapiopévo épyo, mou yapaxtnpi(o-
Tav and anabi) ypapyn, xwpic vonua 6tav ftav
OTATIKT, JE TV EUYOXWON O QnoKToU0E ava-
nAviEya oxfaTa Kat voruata.

TEvac akdpa kahoc yeipioTig Tou ykayk frav
0 Avre ZavivoBrg. Ao and Tig mio aoreie tai-
vigg Tou ypovohoyodvrat Ty idia nepiodo: 0
Toiyoc (Zid, 1965) xat 1o /Tepi omaiv kar peMav
(0 rupama i Cepovima, 1967). Napé toug no-
Aot amoudaioug Snpioupyols nou epydoviav
ot Zxohj Tou Zaykpepn kard ) dexagtia Tou
1960, évag dnpioupyoc §exwpie — o Néviehko
Ntpdykite, Hrav mBavov o povog euyuywric n
ouvelogopd Tou onoiou pmoposoe va ouykpiei
e exeivn Tou Nrodoav Bokomitg, O Ntpdykite,
TIou fjTav MPONYOUpEVWS WWOTAE WG KapIKa-
Touplotag, Eexivnoe T kapiépa Tov we BonBog
ppuywrig 1o 1965, To vieunouto Tou éyive e
v EAeyeia (Elegija), wa pérpia paipn kwpwdia

R —
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and details that were inseparable parts of the
story, fire brigades, military units on practice,
even a ship with passengers peeked into the
bag, only to get lost again in the white all/noth-
ing space.

The same procedure Dovnikovic used in his
next works, Second Class Passenger (Putnik dru-
qog razreda, 1972), Learning to Walk (Skola ho-
danja 1978), and One Day of Life (Jedan dan
Zivota, 1982). In all these films, we would see
something only if it was serving some aspect of
the story. The moment its function was fulfilled,
the character or detail would drown in white
(un)reality. Dovnikovic's heroes stood as symbols
of the Zagreb School of Animation. They were
anti heroes, little people whose only wish was to
be left alone in their simple everyday routine.
However, for some unexplainable reason or
event, their peaceful lives were always messed
up by the cruel surrounding. In an interview for
the Swedish magazine Storyboard Dovnikovi¢
gave a description of his characters:

like mocking human weaknesses and habits.
|am particularly interested in the connection be-
tween simple peaple and their surrounding in re-
lation to their eternal wish to maintain their fit-
tle freedom, and their worlds. . .

In the book Masters of Animation, John Hal-
las mentioned Dovnikovi¢ as one of the three
most important authors of the Zagreb School
(two others mentioned were Vukoti¢ and
Dragic), explaining his choice with the follow-
ing:

Dovnikovic is a caricaturist of great natural
talent: an observer of human weaknesses and
comical situations caused by greed stupidity and
a wish to dominate. He is a fearless critic of tra-
ditions and practices that take away our free-
dom, but he is never malicious or revolutionary in
political sense of the word (... . ) His characters
seem honest, even naive, although they fre-
quently hide the inside of an aggressive beast
when confronted with corrupted society. Or when
they become victims of their own inconsideration
(Hallas, 1987:78).

Several other authors of Zagreb Film ap-
peared in this period. Zlatko Bourek, a top
graphic artist, began in 1964 with Far Away |
Saw Mist and Mud (! videl sma dlajine maglene
ikalne), artistically impressive poetry adaptation
of the great Croatian writer Miroslav Krleza. His
next film was Dancing Songs (Becarac, 1966)
which visualized folk song and was, at the same
time, one of the few successful films madein the
technique of collage. Equally successful was his
next film The Cat (Macka, 1971), in which he
flirted with pop art under the influence of
George Dunning’s great success with long fea-
ture pop art animated film The Yellow Submarine
(1967).

Another extremely important name in the
history of Zagreb School was Zlatko Grgi¢, un-
doubtedly one of the best gagmen that ever
worked in the studio. His films Little and Big
(Mali i veliki, 1966), series Maxi Cat produced
from 1971 to 1976, and his major work Dream
doll (Lutka snova, made in cooperation with
Bob Godfrey) from 1979, besides the features
characteristic of the Zagreb School, also had
much in common with films made in the
Warner Brothers studio for animated film. It
was no wonder that Grgic ended his career on
the North American continent. In addition, he
was the main author of the internationally ac-
claimed series Professor Baltazar (dating from
1967), while his auteur film The Musical pig
(Muzikalno prase, 1965) can still be interpreted
as an actual metaphor for human prejudices.
Little piglet sang beautifully. Roaming around
it encountered people fighting, at war, with
various problems. Owing to the piglet’s beau-
tiful song, people put their differences behind
and decided to celebrate — eating the piglet.

Here is how Bendazzi characterized Grgic's
contribution to the school:

Grgic relates freeing laughter, but his humor
differs from that of the golden times of comedy.
Although his style follows that of Chaplin and
Avery, he finds comical elements in the worse
human feelings, hostility and tension. Like other

Slavic humorists, he is cracking jokes about the
least pleasant life’s experiences avoiding the
happy ending (Bendazzi, 1994: 335).

The Fifth (Peti, 1964), was a small musical
metaphor about loneliness related through the
anecdote about a stubborn musician who
wanted to become the fifth member of a quar-
tet. Here, Grgic cooperated with Pavao Stalter,
another original and prominent animator of the
School. Stalter reached his creative peak with
Mask of Red Death (Maska crvene smrti, 1969),
produced in the very successful technique of
collage. Stalter took over the production from
Zdenko Gasparovi¢, author of the screenplay,
who, after having started drawing for the film,
immigrated to Canada. Made in the old tech-
nique used before cel-animation was invented
(each drawing was cut out of paper and glued to
the background), the film remained until today
the bestinterpretation of Edgar Allan Poe in the
medium of animation.

In 1964, young Boris Kolar made Wow-Wow
(Vau-vau), a boldly and originally stylized peace,
characterized by nonchalant line, meaningless
when static, but when animated it assumed un-
expected shapes and meanings.

Another good gagman was Ante Zaninovic.
Two of his funniest films date from the same pe-
riod; The Wall (Zid, 1965) and On Holes and
(orks (0 rupama i epovima, 1967).

Despite many great authors working in the
Zagreb School during the 1960s, one author
stood out — Nedjeljko Dragic. He was probably
the only animator whose contribution could be
compared to that of Dusan Vukotic. Dragic, for-
merly known as caricaturist, began his career as
assistant animator in 1965. His debut came with
Elegy (Elegija), an average black-humor gag
film. His next work already, famer of Wild Horses
(Krotitelj divijih konja, 1966), won a Grand Prix at
the most important festival of animated film in
the French city of Annecy, in 1967. The film was
nothing special, but it was technically consistent
and was a credible visualization of Vatroslav
Mimica’s scenario. It was no surprise that his
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e ykayk. H endyievn kioAag tawvia tov, tov da-
paarrj dypiwv aAdywv (Krotitelj divijih konja,
1966), képdioe éva Meyaho Bpapelo ato mo
onHavTikd peaTiBah Kivnpatoypdgou eppiyw-
ong otnv yahhikr noAn tou Aveol 1o 1967. H
Tawia dev firav kdti To 101aiTepo, frav OpwG Te-
YVIKG Ouvenri kat anoteNoloe agiomorn omi-
Komoinon Tou oevapiou Tou BdtpoohaP Mipraa.
Déev rirav anpoagiévo mou To aTelo auto avék-
doro yia a tblafrepa Texvokparikr Kowwvia Kat
yia v avavopevn aioBnon anogévwan kép-
bl0 ™ oupndBela Twv PeNDY TG KpITIKIG €t
Tponic. To Bpapeio frav pia peydhn evkaipia
yia Tov Ntpaykir kai v e§apydpwoe 0o pmo-
pouoe. O1 mopevec dvo Tawieg Tou 0 Aoyévng
lowg (Mozda Diogen, 1967) kat €101ka Ol pépeg
70w mepvouv (ldu dani, 1968), firav (laitepa
TIPOOWIKEC, 0T0 XapaKTnpoAoyIkd U(pog TG eji-
Yoywone, Kal petépepay pia anaiolododn
omiki ¢ mpaypatikétag diavBiopevn pemi-
KpO y100p0p.

[.]

Tnv enoxn Twv Mepav mou mepvodv xai Twv
MWV Taviwv iou mpoavapépape, n ZyoM Tov
Laykpepn eixe prdoel oo andyeld . Ta fpa-
Beia katépBavav and 6Aa Ta épn Tou kdapiou,
nioMoi e§éxoveg kpimikoi enavoboav Toug kak-
Aieéyveg Tou ZGykpepm, evw, Tautoxpova, n na-
paywyn frav kad opyavwpévn kai o1 nepioad-
Tepot dnpioupyol Atav ota kahitepa ypovia
TouC,

i apyéc Tou 1968, 1o Movaeio g Mov-
Tépvag Téxvng otn Néa Yopkn opydvewoe pia pe-
yahn petpoonektiBa Twv Tamiev TG ZxoMig
Tov Zaykpepn. Ta apioToupyiata Twv Kivou-
pévawv oyebiwv mou fxav yivel o1o ikpo otolv-
T10 Tou ZGyKpepn £ixav KATaKTioel oTa oiyoupa
T0V KOO,

Tpitn gdon:

«AvoAOKATpWTO MAVEMOTHION

H 1pitn kat Teheutaia gpdon TG xpuorg enoyrg
¢ Zxohri¢ Tou Zaykpepn onpadednke ané &n-
{ioupyolc mou égtacav oto KaANTEXVIKO TOUG
andyeto T dexaetia Tov 1970. Avotuyag, T
oT00vTI0 Oev avavéwoe 1o dnpioupyikd Tou bu-
VapIkO ki €101 0Tic apyéc TG dexaeriag Tov 1980
£yIve apKETA 0agéC Twq T0 GoTpo Tr Zxohi¢ Tou

Laykpepn eixe apyioet va dvel.

Xapn otnv tawia Toun toun (Tup Tup, 1972),
niov képbioe ia umoynpiotnta yia Ookap, o
Ntpdykitc anéktnoe v eukaipla va yvwpioel
10 Néo KOapio. ZuyKevTpwoe Ti eviunaogic and
1a 1a{81a Tou o€ OAn TV Auepikr o€ éva yor-
TEUTIKO «VTOKIHAVTED ELYOXWONG», To HugpoAd-
yi0 (Dnevnik, 1974). O Ntpaykitq ouyy@vele Ti
0Knvéq TN pia pe v dMn, kat @ihotéxvnoe oyé-
dia Twv Baupaotav apepikaviKav MoAEwY e
Tov Tpomo Tou 2w\ Ztdivnepyk, evog omou-
daiou apepikavol kaAATERV YpagIOTIKAY Kal
npotuno oxediaotr yia Tov Ntpdykite. H tavia
doprnke wg éva eikaotikd dokipo yepdro and
unawikTika ooNa yia g Hvwpéveg Mohreleg —
TNV QUTOKpaTopia Tou Kaipal pac. To HugpoAd-
yi0 fitav éva onpavtiKo yeyovog Tov KGO0 TG
Kivnuarikri¢ mapactaceoypagiac, képdioe ava-
pibunta Bpapeia kar embokiudotnke and nok-
Mol a€looéBaoToug eppuywrEs we éva and Ta
Heyahutepa katopBwpata otnv oTopia Tou pé-
00V QUTOU. Avapead OToUG UMOGTNPIKTEC TNG
fitav kt 0 TCov XdAag:

210 Hyepohoyio, mv kakirepn iow Tawia tou,
0 Nipdyxkits mpwtonopei. H tawia élvar pua xata-
Y0aQr TwV EVIUNWDOEWY, TWV 0VEIpWY Kal TwV
EPIONTV Mov €le a0 ypovIKd GidaTua evog xog,
EKPPATUEVAY LIE T LHOPQI TWV OTTTIKGV EIKOVAV.
Mia and autéc ivat n Bibion ¢ vijaou Mavyd-
1av ot Néa Ydpkn: kaBesg To vepd katanivet o
vai vidiBouyse o1 0AdkAnpog o «moAmaude» eéa-
paviCerar kai BouAidCer atn BdAaoa. H aloBnon
elva kaBaprj eikaomikr] payela: o Ntpdykrc kata-
AaBaiver Batid o nw Ta eupuywuéva axédia mpé-
TIEl va quveUaaTodV e Ta nymTIk Epé katm Lou-
QIKI} Kai To Mg napodv va ayyi€ouv Tautdypova
10 uaAd kai o ouvaiatinua Tou kowod (Hallas,
1987:76).

Metd to Huepodyio fitav Slakodo va gav-
Taotodye 6t Ta Suodidotata oxédia Ba pro-
poloav va npoywprioouv nepiaodtepo. Mo ovy-
Kexpipéva, 1 and ) dexaetia Tou 1970 Arav
EIpavEC MW 1) véa Tegvik, N Tpiodidorarn e~
(oxwon mov otnpi6tav atov poviehioyd umo-
BonBodyevn and my nhextpovik ypagioTkr,
€lye apyioer va emkparei Twv nahiwv peBodw.
Mapoha autd, éooepa xpdvia perd 1o HuepoAd-
yio, i véa dnpiovpyia pBe and to Zaykpepn,

riaypévn e Ty nakid Texvir Twv CEAaTvi,
iou E€nepvouoe Oyl povo v Tawia Tov Nrpay-
KItG, aMd kai 6heg Tic otyxpoveq ¢ ave§dpTnia
ano TV Texviki e T oroia elyav yiver.

H Satiemania (1978) tou Zvtévko lkaond-
poprt¢ Arav iowg 1 kakiepn Tavia nou éywe
nioté oto otodvrio tri¢ Zagreb Film kat owvdpa to
Kikvelo dopia g ZxoMic. Mpwv ané ) Satiema-
nia, 10 dvopa Tou [kaondpoBrre firav ywotd
{i0vo 0 kdmoloug enayyepatikolc kikAouc, Eige
OULETAOYEN 08 PEPIKEC ONpAVTIKEC Snpioupyiec,
fitav évag and Toug eAdyioTouG OuvepydTeC Tou
Tkpyreg nou eiyav epyaotei ato Professor Baltazar.
Eiye eniong epyaotei oe pepixa and ta onpavri-
K(Tepa naykoopia oTo0vTIO Tw ENMOIKWY Tal-
VIQV ELYOXWONG MU Kai QéKTNOE Eviumw-
olaki epneipia. H aydmn tou yia Ty pouaikr
Tou ouvBétn ¢ aBavykdpvr, Epik Zari, v
omoia GKouye yia xpovia evoow dolheve, ano-
Seixtnke e€aipetn nnyr éunveuang. Omikorot-
WVTaq T ayannuévn Houak mou &iye xapayte
0TI avapvroel Tov, o kaondpopin dnpiodp-
YN éva evtunwolakd épyo. H Satiemania dev
fitav pévo «n) kahutepn Tawia nou Byrjke noté
and 1o otodvrio Tou notagiod 2aBax (Bendazzi,
1994: 338), AMa napaévet pia avunépBhnm e-
kaorikij o0vBeon mou EexekiCer and {wi, amo-
TIVéEl EpWTIONO Kal ayamn KI elvat yepdTn and vo-
otalyia K1 and éva opiojiévo mpoawikd aTolgio
nou &eyNiotpnoe an’ omolacdrmote §Aynan,
ah\d mov KdBe Bearric éviwBe pokic éBNene To
apiotolpynua auto: n Satiemania umvouoe
QVaVr0EIC OOVTORWY OTIYLGV Qyanng Kal opiop-
@1d¢ yia g onoieg a&iCet va Cer kaveic, And Te-
YVIKiic Aeupdc, firav éva épyo mou xpnaionot-
ouoe diakpruka Tic SuvatdTmTe T TaUToXpOVRG
napougiaong kat é8ive oo dnpioupyd Ty eheu-
Bepiava Eedimaoet Mo To mAnBwpiko, kakhie-
JVIKO Tov TaAévto. O analég evahhayég Twv &
KOVWV ka1 Twv oKnvav Snuiolpynoav pia
€IkaoTik epnelpia akatapdynmg yonteiag, 8u-
vapng kai opop@idg. To mdvo Tou yuvaikeiou
1Ipoo@nou Mou avtavaxkAdral ota aviauxa vepa
€lvat éva and a mo Opop@a kai Ta mo ouvap-
naotikd npdypata riou €youpe dei moté g€ Tawia
Eupoywong.

210 onoudaio Bihio Tou One Hundred Years
of Cinema Animation o T\avahynépto Mnev-
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funny anecdote about a highly technological
society and the growing sense of alienation won
sympathies of the jurors. The award meant a
great opportunity for Dragic, and he capitalized
on it. His next two films Diogenes Perhaps
(MoZda Diogen, 1967) and particularly Passing
Days (ldu dani, 1968), were characteristically
individual, of temperament style of animation,
carrying a pessimist vision of reality spiced up
with bitter humor. [.....]

At the time of Passing Days and other previ
ously mentioned films, Zagreb Film reached its
peak. The awards were coming from all parts of
the world, many leading critics praised Zagreb
artists, while at the same time, production was
well organized and most creators were in their
Dest years
At the beginning of 1968, The Museum of
Modern Artin New York organized a grand ret
rospective of the Zagreb School's films. Cartoon
masterpieces made in the small Zagreb Studio

ad definitely conquered the world
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“Unfinished college”
The third and last phase of the golden era of the
Zagreb School was marked by creators who
reached their creative peaks in the 1970s. Un-
fortunately, the studio did not renew its cre-
ative capacities and at the beginning of the
1980s it became quite obvious that the phe-
nomenon of the Zagreb School of Animation
wore down

Owing tofilm Tup Tup (1972), which won an
Oscar nomination, Dragic got the opportunity to
get to know the New World. He collected im-
pressions from his travels across America in a
fascinating ‘animated documentary’ Diary
(Dnevnik, 1974). Dragic blended the scenes one
into another, and featured drawings of great
American cities in Saul Steinberg’s manner, who
was a great American graphics artist and Dragi¢'s
drawing role model. The film was constructed as
a visual essay full of allusive commentaries
about the States — the empire of our times. D

ary was an important event in the world of an

/ The Cat|

imation, won countless awards, and was cele-
brated by many respected animators as one of
the highest accomplishments in the history of
the medium. Among them was John Hallas:

In Diary (1974), possibly his best film, he
(Dragic) breaks new ground. It is a record of his
impressions, dreams and hallucinations over the
period of a year, expressed in the form of visual
images. Among them is the sinking of New
York’s island of Manhattan into the sea; as the
water gobbles up the island we feel that the
whole of Givilization'is disappearing and sink-
ing into the sea. The impression is pure visual
magic: he profoundly understands how an

mated aesign shoulc

rated with sound

usicand

effects and mu to both

(s a now to appeal to both the
ntellect and the emotions of the audience (Hal
las, 1987:76)

After Diary it was hard to imagine that two
dimensional cartoons could go any further
Namely, beginning with the ‘70s it was obvious

that new technique, three dimensional model
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a1 ypaye:

To 1978, o [kaondpopirs teAeiwoe m Satie-
mania, amv oolan povaikrj tou Epik Zauié ouv-
Oéel axnvés ¢ yuvaikag miov ayandei, g yuval-
Kag 11ov fapiérar, Tov [kpavr Kdvuov, kai tou
Movimapvds, Twv unap, 1wy KpeonwAeiwv kai Twy
neC08popwy, e aiifly, Kouuéves umpi¢oAes kai
Tihofa ot Booxri. Eivar pia yrpotéoka kat aiobh-
olakrj Tawia, éva pakpd 1aidr ato aouveidnro
dmov 0 Oto Nuu€ kar o Topr( [kpog avakatedov-
Ta1 e Ta mepiBuwpiard kduik, Tov Pér(vakvt Mapg,
1ov KoBapouymaaoy kai Tov PaAp Ztiuov (Ben-
dazzi, 1994: 338).

To avunépBAntng opop@idc épyo auté amo-
TéNeoe TV upnhotepn oty TG Zagreb Film,
v oroia axoAoUBnae n agvikr mawon, 600 o€
0pyavwTIKG 600 Kal € dnpioupytko enimedo. Ei-
vai ahfela nwg, akopa kai perd ) Satiemania
buo ekmpdownol TG vedtepn yevidg ékavav
noMég onpavtikég Tawieg, O Midoko Mdpouaitg
ot0 o udri tou apiod (Riblje oko, 1980) ypnat-
00N 0E T0 |1€00 TN EQYOYWONG Yia va dnpi-
oupyrioel éva poviépvo Tpopo, evi atov Qupa-
vo&uatn (Neboder, 1981), avadnpiiopynoe mv
QT60AIPa TWV ECQIPETIKWY QOTIKOY TOU Kapl-
KatoUpwV Kat mapryaye ia aoteia, ndovophe-
T Tawia pe dekadec ykayk mou eppavioviav
Tautdypova. Alampené péhog e agéyaotng
opadag dnpioupywv «To Néo Terpdywvon (Novi
kvadrat), o Kpéouip Zipovitg, omv Tawia tov
Aumouy (Album, 1983) e0rjyaye lKaoTikeg T-
OFIC TV 00YYPOVWV KOJIK 0T0 Iapadootakd otk
G 2xohi¢ Tou Zaykpepm. AN kat ot iakiof be-
Clotéxveg bev eiyav naparnBei akopn. O NdBao
Y1akvep ékave 1o Oikia 42 (Kuca 42, 1984), o¢
yiia Bappahéa, napakivduveupévn kat oyt 1dial-
Tepa enttuynyévn mpoondBeia va dnpioupyrioet
ila Tawia e v mepimhokn Texvik] Tov Aadtod
010 0eNAOVT, e 0 Névrehko Ntpdykirg pag
Boji0e kaAOTEPEC HEPEC pE Ty TeheuTala Tou
Tawia Fixdveg pviung (Slike iz sjecanja, 1987).

Kai ndh, 0ha aurd dev fitav napd yia okid
Twv nponyodpevwy emtuiwv. NoMég diagope-
TIKEC Tavieq dev pmopoloav va unokataoTrioowy
TNV IPONYOUEVT OUVEXOHEVN Mapaywyi Kopu-
aiwv Tamiwy. Kavelg dev neipapanlotav e Tig
VEEC TERVIKEG, 01 Véol EpuwTEC Paoika enava-
AapBavay npayyara nou fidn ywpilav kai ka-

Telxav avti va kavouy véec unepPdoeic oto me-
pleyOpevo kai T poper. Ané v GM, o€ k-
TI0I€EC GAEG YWPEC, N Tavia EMixwong mpoyw-
pouoe Mo ypriyopa. Ot VEEC TEYVIKEG Kal 0 véag
noATiopoG mou epgaviotnkav padi pe Ta nhe-
KTpovikd {iéoa vnpiépwang apxioav va kupiap-
yolv kai ) eraipeia Zagreb Film dpyioe oiyd-
0lyd va xdvel Tov Titho Tou 1eBvoic onpavtikod
KEVIPOU TOU KIvnjiaToypdgou Epixwang.

H eraipeia Zagreb Film ouvéxoe va eivat éva
kaho oxoheio, To MavemotApio Tov Kivnpato-
ypdgou eupixwong 6w ouotdBnke ot éva
Mo iépog Tou mhaviytn — ato EBvik6 ZupBou-
Mo Kivnpatoypapou tou Kavada.

H 18¢a Tou «pitov Spopov»
wg 16eohoyikr) fdon
Htéxvn aoyoheitat e Tov GvBpuwno Kat jie 1o pe-
yao puorikd T wiic. Ot Kowewvikég ouvBrkeg
€V0C OUYKEKPIEVOU XpOvou Kal x@pou Katy (b1
aitepn katdotaon oty onoia Ppioketal kade
(toylo, kaBopiCouv Ta dropa pua Kowwviag kat
TNV TEXVI TIOU QVATTU0ETal OTNY KOIVWV{a QUTT).
H npayyaixétmra g avBpwnivng tnapéng ané
TNV OMTIKI] Ywvia Twv Snpioupywv Tou Zaykpepn
xapaktnpiotnke o€ eydho Babud and o ov-
otnHa agiov mou eiye dnpioupynBel oto moAmiko
KA{a péoa oto onofo epyadovrav kai {olaav.
H dnpokparia kat n diktatopia dev fitav Ta
bt povadika ovotrpata mou umpyav aTov KO-
0jo, aKpIBwG Omwg umipxav Kat meploodtepa
XpWpata an6 1o Gonpo kai To paupo. Avayieoa o'
autoug Toug 800 dlakprol moMoug, Ppiokdtav
évag 0AoKAnpo, MoAUXpwHOC KoaKog, éva pdapia
QpéTpNTWY Ypwpdtwv Kat anoypwogwy. Eva and
Ta otoMidla Tou TepdoTiov auToy pwodikol TG
ioNTIkIig (oTopiag firav o Troigude, évag mepiep-
yog auvbuaapdg diktatopiag kat dnpokparia,
niov ydNhov Ba Eexaotel pokic n TeNeuraia yevida
10U ouoTrpatog autod nedvet. O Tiro Siarrpnoe
T e§ovoia Tou e embE€o Tporo (opponwviag
avayieoa 0Tous opoamovAiakolg kai Toug dnpio-
kparikoUg Bajiolc 0To eowTepikd, kai oty Ava-
ToM) kT Avon oto e€wrepikd. H lovykooka-
Pia ewonyaye Ty 10¢a Tov anokalovpevou
«tpiou dpdpou» ony e§wrepikn noAwmike. lew-
ypagika kai eokoyikd, n lovykookapia Ppi-
okotav 010 Oplo avayeoa o€ dUo aviipayOue-

VOUC ouvaoTiopiou bev aviike opwe o€ Kavéva.
310 Behiypadi, to 1961, 16p0Bnxe o Kivnpa twv
Abeoyielw, oto onoio o Tito ftav n kevipikr
mohrtiki] pop@i. Akdpa ki av bapwvoloav pe
v KopouvioTiki] 16eohoyia, ot mepioabTepor i-
ouykoohdpot mohiteg oéBoviav Ty noAmir ota-
Beporna T xpac, kai T apketd kakd oiko-
vopikiy ¢ avamtuén. H 16éa tou «pitov
bpoyoun fitav e§aipetikd npogikvic: ot dvBpw-
ol Bewpotoav mpdypaTi T XWpa TOUG W pia
evaNakiki omy ipnepiahiotik Abon kat v
ypageiokpariki) Avatohr. Mohoi, oupmepihay-
Bavopévwv Twv kakkmexvav, miotevav ot [
ouykoohapia anotehotoe Tov kahiTepo ouvdua-
06 Twv dbo koéopwv. MNapéti aképa kai n
louykoohapia ixe va emdeiéer nokmikd otpa-
TEUpéveg Tawie, edika my mepiodo Tou anoka-
Aobjievou «iatpou kiyatog»", ot yiouykoohdBor
Onutoupyoi moté dev avrinapatébnkav oto ov-
otnua &gioou oBevapd dco ot Kavidp, Mévleh,
Naoép ka1 Odppav omy Toexoahopacia, o1 Bavta
kai Zavouot otny Mohwvia kai ot Mak, Odmpio
kat Zayno oty Quyyapia.

To ylouykoohapix6 kaBeotw onaviwg Sexd-
Tav emkpioelc yia éMewn SnpokpamikéTnac:
ot o dypteg emBéoeic mpoépyoviav ouvriBug
and v ebvikiotikr Se§ia mépuya, mpdypia nov
€€nyei oe peyaho Pabyo v kataotpogr nou
ouvTeNéaTnKe etd To Bdvaro tou Tito. Opoia
i€ TOUC MEPIOOOTEPOUC MOAITEC, £TOL Ka Ol Yi-
ouykoohdpor oknvoBéteg omdvia épyoviav oe
avtinapdbeon jié 1o 0UOTNYA: TIC EPIOOGTEPES
Qopéc frav évBepyiol nponayavdiotéc Tov. To
010 foxve ka1 pe T 16 Tou «Tpitou Spdyiou»
Tou fTav aouviiBiota ngo@A¢ avayieoa oToug
dnpioupyols Twv KaAUTEPWY yiouykooAaBikwv
Tawiov — 1a péAn e Zxohig Tamdv Epgiyw-
ang Tov Zaykpepn. Me v e€aipeon tou BAdvti-
Jip Kpioth, ot Snpioupyoi Tou Zdykpepn kpa-
Toloav ouvi|Bw omopTouVIOTIK OTAoN anévavel
010 kaBeotuq, Ektdg and v evepy Tou ava-
Jeid pe my nokimr, 0 Boukoritg yUpioe niong
Kal oA kaBeoTwTiké Taivieg, eve o Mipoa
Kai apyotepa o Nrpaykie, dietéheaav pén e
dnpoxpanikri Kevepixric Emrrpomng g Kopou-
viotikg Evwong, Ki dAot npwrondpor eppuyw-
TG, 6w, frav motoi mohiteg g Opoonovdia-
ki louykoohaBiag,
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animation aided by computer graphics, was
gaining on the old methods. Nevertheless, four
years after Diary, a new creation came from Za-
greb, made in the old cel-technique, which sur-
passed not only Dragic's film, but all its con-
temporaries regardless of the technique they
were made in.

Zdenko Gasparovic's Satiemania (1978) was
probably the best film ever made in Zagreb film,
and also the School’s swan song. Before Satie-
mania, Gaspari¢'s name was known only in nar-
row professional circles. He participated in some
important creations; he was one of Grgic’s few
collaborators working on Professor Baltazar. He
also worked in some of the world’s greatest
studios of commercial animation where he ac-
quired impressive experience. His love of avant-
garde composer Eric Satie’s music, that he lis-
tened to for years while he worked, turned out
to be an exceptional source of inspiration. Visu-
alizing the beloved musicimprinted in his mem-
ories, Gasparovic created an impressive work.
Satiemania was not only “the best film ever to
come out of the studio on the Sava river” (Ben-
dazzi, 1994: 338), but remained an unrivalled
visual composition bursting with life, charged
with eroticism and love, full of nostalgia and a
certain intimate element that eluded explana-
tion, but which every viewer felt as soon as he
saw this masterpiece: Satiemania awoke mem-
ories of short moments of love and beauty worth
living for. Technically, it was a work that subtly
used the possibilities of double exposition, giv-
ing the author free hands to present all of his
[uxuriant artistic talent. Soft transitions between
theimages and scenes presented a visual expe-
rience of iresistible charm, strength and beauty.
The shot of female face reflected in restless wa-
ters is still one of the most beautiful and most
exciting things seen in animation.

In his grand work One Hundred Years of Cin-
ema Animation Giannalberto Bendazzi wrote:

In 1978 he finished Satiemania, in which Eric
Satie's music connects scenes of the woman he
loves, woman getting bored, Grand Canyon, and
Montparnasse, bars, butchers and malls, breass,
sliced stakes and ships in the rain. It s a grotesque
and sensual film, a long journey into the sub-

conscious where Otto Dix and George Grosz mix
with underground comics, Reginald Marsh, Co-
varrubiasom and Ralph Steamon (Bendazzi,
1994:338).

This work of unparalleled beauty marked
the highest peak of Zagreb Film, after which
came sudden downfall, both on organizational
and creative level. True, even after Satiemania
several important films were made by two rep-
resentatives of the younger generation. Josko
Marusic in The Fish Eye (Riblje oko, 1980) cre-
ated a modern horror in the animated medium,
while in the Skyscraper (Neboder, 1981), he
recreated the atmosphere of his excellent ur-
ban caricatures and produced a funny voyeuris-
tic film with dozens of gags appearing at the
same time. Prominent member of the unfor-
gettable group New Square (Novi kvadrat),
KreSimir Zimonic, in his film Album (1983) in-
troduced visual tendencies of contemporary
comic books in the Zagreb School’s house style.
The old masters had not given up either. Pavao
Stalter made House 42 (Kuca 42, 1984), in a
bold, risky, and not too successful attempt to
make a film in the complicated technique of oil
on celluloid, while Nedjeljko Dragi¢ recalled
the best days with his last film Pictures from

Memory (Slike iz sjecanja, 1987).

Still, this was only a shadow of former suc-
cesses. Several individual titles could not sub-
stitute for the past continual production of top
films. Nobody experimented with new tech-
niques, young animators mostly repeated al-
ready seen and achieved instead of making new
breakthroughs in content and form. On the
other hand, in some other countries, animation
was qaining in speed. New techniques and a
new culture introduced with electronic media
started to dominate and Zagreb Film slowly be-
gan tolose the title of internationally important
center of animation.

Zagreb Film still remained a good school,
but the University of Animation was builtin an-
other place on the planet — the Canadian Na-
tional Film Board.

Idea of ‘the third road’

as ideological foundation

Art deals with man and the big secret of life. So-
ial circumstances in given time and space, and
a particular situation a person finds itself i, de-
fines each individual in a particular society and
the art that develops in that society. Reality of
the human existence from the perspective of

m s
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(otdoo, n odtipa anoteAolOE ONHAVTIKO
0TOINEI0 TWV TaIV Tou ZGyKpepn, Ta oarl-
pikd BeAn Opwg KarevBuvovag mpog Ta aby-
Xpova maykdopia npoBAfata, Tov pataiopo,
TNV anoikiokparia, T péAuvan tou mepiBal-
hovrog, Ty neiva, T praxia, Tov oo TG
atopikic Poupac, Tov moAepo kAT Kpruikn
unrpye, A\ bev mepiehdppave v kowwviki
Kpitikij. To yiouykoohaBikd obotnpa 6yt povo
fitav amaNaypévo a6 Ty kpiuik, aAAd éqi-
ieoa kai adlapgioprmra emdokipalétav. H
10¢a g pkpric, «kak6Bouhng» xwpag mou
otekotav oto 00vopo 6o yiyavriaiwv kat gx-
BpIKWV KOOHWV fTav 0UVUQAOHEVN P TOMEG
Tawieg mou eiyav yuplotei oo aTolvrio Tou Zay-
kpeym. H pikpr) 6aon eNeuBepiac, mov mepirpl-
yupi{otav amé méoelg, Tpopo Kai kivbuvo amo-
TehoUOE PovILo HotiBo TwV ElKovoypapnuevav
10TOPIWY TWV MPWTONOPWY de€loTERVWV NG
TyoMig. Bva jitkpo avBpwnaki mov kakomolefto
an6 1o mepiaNov Tou Katmou, mapoa ta mpo-
BAfuara, ouvéyCe va pdyetar yia Tov Tpémo
(WA Tov, TV aveaptnoia kat v ovderepo-
TN Tov fjTav évag KoWGG MapovopaoTnq yia
6houg Toug dnpitoupyols TG ZyoNq¢ Tov Zdy-
Kpeyn, ave¢dptnta amé 1o kaANiTegvikd Toug
npopik kat Ty KIVnHaToYpaIKN Kal EIKAOTIKI
1006 £kppacn. Tnv npoondBeta Twv dnjioup-
YOV-ELYUXWTAY TOU ZGYKPEUT va ouveyioowy
va enavahapBavouy T gpdon «évag evavtiov
Ohww» 1 kahdtepa «6Mol kat 6Aa evavtia oTov
€vay mepiéypaye évag and Tou peyahdTepoug
WWOTEC TG ZYoAAG T0V ZyKpEpn, 0 KPITIKOG
Pavko Mobvititg,..

... 1) Tdon va pdAouye ato kévipo évav aarj-
pavto, kowd dvBpwno, Evav Ekmpdawno Tou yé-
00 dpou, ka kaBAou Toug Eexwpiatos aué-
Toxou¢ ¢ (avBpaimvng) Gnapéng. Guaikd, o
avrirfipwac autd, 1o kaBAov aéloAimnto ady-
Podo ¢ kowaronia ¢ (wric, anoktd diapope-
Tik6 xapaxripa avoya e Ty atouixdmTa Tou
Onuovpyod (.. .) 0 ayevag Tov sonidlera kupitg
070 va SiaTnpiioe T TposwMIKGTTA Kal TV Q-
Tovoyla Tou d6itn anévavn ota didgopa €ldn
)¢ Kowwvikri¢ Ao o aviufpwag e 2xodric
Tou Zbyxpeun eivai ndvra 1) adduaotn eéaipeon
Tiou apveftar Tov yeviko kowwvikd kavdva (.. . )
Axdya kat Grav petpidCerar and Ta Kwpikd otor-

Xela, n adykpouan avdyeaa ato naykdauio kar
070 atoKd €lvar ndvia napodoa we a aagric
1beoAoyikrf Tdon Twv moAUYpWUWY QUTAV (0TO-
piav. To apaktnpianixd avpwndxi e Zyoh
100 Zdyxpeun unepaamiCeral Ty akepaibTTd tov
Kal TI¢ MPoawITIKES Tou EAEVBEplec e empiovif ka
Sepokepahid.?

To mo avtinpoownevtiké fowg napadetypa
06 Taong avtic ftav n Kaodpyia nepratnaid
(1978) Tov MndpiBoi NtovikoBrr. Zmnv apx,
Bémoupie évav pikpo, eutuyiopévo dvepuwno
va dlaoyiCel v 0Bovn, xapodpevog, xoporn-
dwvtag, agupilovtac Kal yapoyeA@vac.
(otoao, olvtopa ouvavrdral pe GMeg pop-
oéc, Mo peyaNitepeg kat duvatotepeg, mov
miapehalvouy, Koutaaivoviag, 0épvoviag Tane-
b1 Toug, ouomwvTag Toug o Toug 1 Kou-
VOVTac pmpog-niow To kegdN Toug eV mep-
natodv. H ke a oug mpoomalei va d10a¢et
ToV HiKkpd dvBpwno Tov «owoTd Tpomo» va
nepnatdel. MpoomaBavrag va akohoudrioel Tig
oupBouhéc Tou, o pikpdg GvBpwnog apyiletva
Koutoaivel, va mapehavel, va kavel ouondoei
Kal va KouvIéTal... Oha Tautoypova. Aev givat
6w ma evtuylopévoc. H npoondBetd tou va
Toug euxaplotrioet dhoug amodeiyBnke yehoia.
Y éva Oe€lotexvika yupiopiévo Téhog BAénoupie
Tov iIkp6 GvBpwno, owpaTIKG Kat YuxIka avd-
mnpo. E§aviAnuévog and Tic aupBoulés Twv
aNwv avBpanwy, motpéel TeNka 1o Xo-
ponndnto Tov mepnatnua.

Kat ndt eAnie, xoponnda, ogupilet katxa-
Hioyehd, Kuptog méov g Hoipag Tou. Mapo-
HOIEC PETAQOPES Yia To Ikpd avBpwndi nou
ayned Tov Heyaho kdopo undpyouv o€ jiia oAd-
KkAnpn 0€ipd Tawiwy TG ZxoMq¢ Tou Zaykpepn.
Y elrepn tawia tov NroBvikoBirg, Empdme
Oedrepne Béang (1972), 0 kbopOG TOU IKPOD
avbpa frav To Kouné Tou. XtV Mlepiépyeia
(1966), fitav éva naykaxi oto ndpko. Akdpa
Kat 0" autd Ta noAd pikpd pépn, To ExBpIKo ne-
piBaNhov Sev Toug agiver va unapéouv. O -
kpo¢ GvBpwno, T popd aur évag aAqTng,
fitav 0 fipwag Tov Aioyévng lowg (1976) Tou
Ntpaykire, eve atic Mépeg mou nepvodv (1968)
Tou {btov oknvoBéTn elvar évag koo popoko-
yoUpevog niou kafetat oto kaBiotikd Tou. X0
Gratia Artist (1970) Tou Bolkouite, fitav évag

kaN\itéxvn, evi oty tawia twv Ztdhep/
Tkpykite O néunrog (1964), o pikpdc avBpwnog
fitav évag povoikdg Tov oroio anéppipe éva
Kouaprtéto. Ztic tawiec N.N. (1979) tou NroB-
vikoBi¢ ka1 ot Mépa mov otaudrnoa va ka-
mvicw (Dan kad sam prestao pusiti, 1982) tov
Ntpdykitg o povo mou Aénaie fitav o pikpoc
auté¢ dvBpwnog, 6Aa Ta AMa fitav Aeuka, Tav-
T0)pova 1a ndvra kai Tinoa, To pépoc £€w an’
To onofo kapadokouaav adparol kivbuvor. Ztnv
Tawia Tou ZavivoBitc /lepi omdv kar peMav
(1967), 0 pikp avBpwnog (oloe oe éva me-
piepyo ppoUpto, dtav kanolog f kAT Apyioe va
dlanepva tov (wrikd Tou ywpo. Ty Tawia 1wy
Mapé kat lo0tpioa, Siougac (Sizif, 1967), o
HIkpoc dvBpwnog beydrav eniBeon and kapé-
khec, ouptdpia kat AMa koppdtia TG entmw-
ong To ommiod Tov. Kai 0dtw kaBegr¢ kat obTw
kaBe€ric. Aexadec akopa awies npaypatedm-
kav ) Bacikij autr peragopd mov Baailétav
oTov juikpo, Bappaléo kai aio166ogo dvBpwno
Kai otnv yepdmn autonenoifnon npoondbeid
Tou va §eplyer ané v exBpikotnTa, T Hoy-
Bnpia kar v adikia Tou mepiBaNovToc Tou.

0 pikpdg GvBpwnog, mou auyva Popoice To
kaného Tov, fitav éva and Ta E\dyota kpoatikd
€Bvikd oyBoAa nou mapouaidoTnKav OTIC TaiES
glpoxwong kar éyive abpBodo e Zxohrg Tou
Zaykpepn, akNd kat yevikoTepa T 10éag g ou-
detepornrag, g ave§apmaiag, éva peydho OXI
OTIC MONTIKES TWV GIOQOPETIKLV QUVACTIONWV.
Eva pukpo, aneiBapyo avBpwndxi mov epyotav
an6 1o aivopo o avTIKpoUOEVWV KOOV Kép-
dioe T oupndBela Twv Siebvav peonBal. Aev
fitav nepiepyo, apod ) phocogia Tou eppnvel-
TIKE WG QTioTaon otV Kovpoa Twv e§omAIopwY,
QTNV TIPOOITTIKI) TOU MupVIKU TIOAEI0U, Kat 0
@Moug poPoug kat dyxn nou xapaxtpioay Ty
&noyf) atnv onoia ouvrBwg avagepopacTe we n
€noy) Tou «uypol noAépiou»

Ané to Bihio tou idiou, Animation and Rea-
lism (Hrvatski filmski savez, Evwon Kivnparo-
ypagikwv Aeoxwv g Kpoartiag, Zaykpeun
2004, 0e). 80-114).

Metdgpaan: Zwij-Mupta Poyoaidou
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Zagreb authors was strongly marked by the
value system formed in the political atmosphere
they worked and lived in.

Democracy and dictatorship were not the
only two systems existing in the world, just as
there were more colors than just black and
white. Between these two distinct poles lied a
whole multicolored world, a spectre of count-
less colors and nuances. One of the ornaments
in this vast mosaic of political history was tito-
ism, a strange combination of dictatorship and
democracy, which will probably be forgotten as
soon as the [ast generation born in that system
eventually passes away. Tito maintained his
power skilfully balancing between federal and
republicinstitutions on the home turf, and East
and West abroad. Yugoslavia introduced the
idea of the so-called‘third road'in foreign pol-
itics. Geographically, and ideologically, Yu-
goslavia stood on the border between two con-
fronted blocks, but belonged to neither. In
Belgrade, in 1961, the Non Aligned movement
was founded, in which Tito was the central po-
litical figure. Even if they disliked communist
ideology, most Yugoslav people respected the
political stability of the country, and a relatively
good economic development. The idea of ‘the
third road'was extremely popular; people really
saw their country as an alternative to imperial-
istWest and bureaucratic East. Many, including
artists, believed that Yugoslavia presented the
best combination of the two worlds. Although
Yugoslavia had its share of political engaged
films, especially at the time of the so-called
‘black wave™", Yugoslav authors never con-
fronted the system as fiercely as did Kadar, Men-
zel, Passer or Forman in Czechoslovakia, Wajda
and Zanussi in Poland, Jancso, Makk, Fabrio or
Szabo in Hungary.

Yugoslav regime was rarely criticized for lack
of democracy; it was more fiercely attacked by
the nationalist right wing, which sheds much
light on the catastrophe that happened after
Titos death. Like most of the people, Yugoslav
film makers rarely confronted the system; they
were mostly its ardent propagators. This was
also true of the ‘third road"idea that was unusu-
ally popular even among the creators of Yu-

goslav’s best films — members of the Zagreb
School of Animated film. With the exception of
Vladimir Kristl, Zagreb authors were mostly op-
portunistic towards the regime. Besides active
participation in politics, Vukoti¢ also made sev-
eral regime films, Mimica, and later on Dragic,
were members of the republic Central Commit-
tee of the Communist Union. Other leading an-
imators were also loyal citizens of the Federal Yu-
goslavia).

Still, satire was an important element of
Zagreb films, but the satirical razor was di-
rected towards actual global problems, racism,
colonialism, pollution, hunger, poverty, fear of
the A-bomb, war, etc. Criticism was present,
butit did not include social criticism. Yugoslav
system was not only spared of criticism, it was,
indirectly but indisputably, celebrated. The idea
of a small, spiteful country existing on the bor-
derline between two gigantic and hostile
worlds was interwoven in many films made in
the Zagreb studio. A small freedom oasis, sur-
rounded by pressures, terror and danger, was
an all-present motif in animated anecdotes of
the leading school’s masters. A small man
abused by his surrounding, who, despite the
troubles, kept fighting for his way of lfe, his in-
dependence and neutrality was a common de-
nominator of all the authors of the Zagreb
School, regardless of their artistic profile and
their filmic and visual expression. The interest
of Zagreb animators to keep repeating the
phrase ‘one against all’ or even better, ‘every-
thing and everyone against one'described one
of the best connoisseurs of the Zagreb School,
the critic Ranko Munitic. ...

... the tendency to place in the middle a
small, plain person, a representative of the aver-
age, not at all special participants of this exis-
tence. Of course, this anti-hero, pathetic-free sym-
bol of life’s banality, will assume different
character depending on the authors individual-
ity. (...) His fight is mostly directed towards
keeping his personality and autonomy intact from
various kinds of social pressure: the antihero of the
Zagreb School is always the untamable exception
negating the general social rule (. . . ) Even when
moderated with comical elements, the conflict

between global and individual is always present
as a clear ideological trend of these varicolored
anecdotes. The characteristical lttle fellow of the
Zagreb School defends his integrity and intimate
freedoms with persistence and stubbornness.”

Probably the most representative example of
this trend was Learning to Walk (1978) by Borivoj
Dovnikovic. At the beginning we see a small
happy, man walking across the screen, hopping,
bouncing, whistling and smiling. However, soon
he meets other figures, much bigger and
stronger, which are marching, limping, dragging
their feet, twitching their elbow or waving their
head back and front while walking. Each of them
tries to teach the small man ‘the right way’ of
walking. Trying to follow their advices, he starts
limping, marching, twitching, and waving. ..
all at the same time. But he is no longer happy.
His attempt to please everyone turned out ridicu-
lous. In a virtuously animated finale we see the
small man physically and mentally handicapped.
Exhausted by other people’s advices, he finally re-
turns to his bouncy walk.

Again he is hopping, bouncing, whistling
and smiling, now a master of his own destiny.

A similar metaphor about the small man
defying the big world can be found in a whole
range of films of the Zagreb School. In
Dovnikovic’s second film, Second Class Pas-
senger (1972), the small man's universe was
his compartment. In Curiosity (1966), it was a
park bench. Even in these miniature places
hostile surrounding will not let them be. The
small man, this time a tramp, was a hero of
Dragic’s Diogenes Perhaps (1976), and Passing
Days (1968), where he was a simple tax payer
sitting in his living room. In Vukotic’s Ars Gra-
tia Artist (1970), he was an artist, in Stal-
ter/Grgic’s film The Fifth (1964), the small man
was a musician rejected by the quartet. In
Dovnikovic’s N.N. (1979) and Dragic’s The Day
I Stapped Smoking (Dan kad sam prestao pusiti,
1982) we saw nothing but the small man,
everything else was white, at the same time
everything and nothing, the place out of which
lurked invisible dangers. In Zaninovi¢'s film On
Holes and Corks (1967), the small man was liv-
ing in a strange fortress when somebody or
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LNUELWOELC

"Tov 6po €0ryaye 0 yaANog I0TOPIKO TOU KIVIHaTO-
ypdgou Zop{ Xaviouh. Aev ewooloe, wOT60o, kanola
OuyKeKpIEvn oxohr}, kN pia opdda avBpdnwy mou
gpyaovrav oo {dto otodvrio, mou €fyav napojioio
0o kat katavonan Tov iéoou.

2 X pnaiyomol Tov 8po «tawia euixwone eneidr ei-
vatmo akpiBric and 6t To «knuarikr napactaceo-
ypagia» H Kvpariki napactaceoypagia ouyvd elvar
ita éwvota miokd mo mhatid;, o€ ayéon e To WPO Kal
T0XpOV0, an’ Ot ia «tawvia» katmepinapBavei 1o B¢-
atpo euoxwong (kivéiko Béatpo, kaketbookdmo,
omiko Béatpo Tou Epik Paivo, éwg kat To amkd kou-
KhoBéatpo), Kivijoeig miou éxouv emiteuyBei pnyavika
Ywpic @Ay (0mwq yia napddetyyia oav yupvayie oo
Ypriyopa i oehideg evoc onpetwpiatapiou e oxédia),
1| 0 0lyxpovn Euyoywon péow umohoylotr), aMd Kat
Ta Pivreonaiyvidla, mou €lval Kivnatikr napaotace-
oypagia, ahkd Gev popolv va ovopacTolV Tavie.
Ewow onhadi nwg €60 avapépopal oty Kivnua-
Tk mapactacgoypagia nou yiverai e T PonBeia
NG KIVNHaToypagIKrg TexvIkrc.

> Béw va evyapiatiiow Tov Tidoko Mdpovartg mov
iou €moriiave kanoia avTikelevikd AdBn g mpang
£xboong G pehétn pou ota Croatian Film Chronicle,
MG 1., 10 Yeyovoq T ) Satiemania firav unoyrgia
yia Ooxap.

“Kontic, M., 1983."At Chuck Jones’; ouvevieun e Tov
Toak T6ouve, Zaykpepn. 21o Filmska kultura, 1983,
Ty, 144/145: 1

* H eixwon xapakTpwy Kat aviKelpévay e (e-
Aariveg firav 1 mio ouvnBiopévn TEXVIKI oU XPROIHO-
Tioloboav 0Ty napaywyf Twv Taviey Eupiywong.
To anotéheopd g, fitav 01 TaIvieg nou o1 nePIooGTE-
poi and epdg ovopdaloupe «xivobpeva oxébian. 1 xa-
parrpeg oxedidloviar oe iagavi) puMa oeNAGVT
riov ovopaovrar Cehariveg, evid 10 pvro oxedidderal
0¢ oxAnpo yapri | aprow. Ta oxédia Twv (EhaTvav
evaAAdooovral unpoatd otny kdjepa, kai 1) KaBe Ce-
Aartiva kivnpatoypageital wpiotd, ouviiBwg o kd-
Opa autdxpova (and 1a 24 oe éva deutepilento),
£V 10 VIO elval oTaTikd. Eival 1o mio onuaviiko -
OTIKO TWV TaMIQV Epoxwor. Exkoc and Tic khaoukég

Tawieg poxwong, undpyel nong kai n Epoywon pe
1A — ejpiywon Hopeav and minho, eidikotnTa Tou
Anepikavol Se€iotéyvn, fouik fouivrov. Yndpyel emiong
1) EPYOXWON He Haplovéreg oTny omoia ftav agené-
paarog o Tagxog Modpi Tpvka. Eivar enfong epikté va
€MLY WOOUHE MONGXPWHN GO, Hia TEXVIKI ou Ta-
pouoiace 1 Kapohiva Aég. O kak\iéxvng pmopei ni-
ongva {wypagioei anevBeiag i va yapdéet oto iblo To
@y, kdi mov ékavav ot Xavg Piytep, Aev Adt kat
Noppav MakAdpev. H Teyviki pixilation eoaydyel
(wvrava avrikeipeva kat nBomolol Toug omoioug ki-
vnpatoypagei pe trick-camera, r} avaypdget uhixo
(wvraviig &pdang otn Cehariva, onw éave ot Bpa-
Bevpévn e Ookap Tawia Tou, Tango, o Zmykviod
PipoCivak.. HPin screen’ frav ot mpaypatikdtta
jia eikdva @otexvHévn and exatoviddes kapoi-
T0€¢ ov €lyav oTepewBel o€ éva Teviwpiévo KoppdTt
Ugaopa. T Teyvikr au ypnoigomoiovoe o ANe§av-
Tep ANe€éteq. O1 Tegvikeg epoywong eivat avapiByn-
TEG, WOTO00, 1) ELYUXWON XAPAKTAPWY KAl QVTIKEIE-
v e Cehativeg iav n eupotepa Siadedopiévn péxpt
oruepa, omov ayd-oiya avrikaBiotatar ané my ey
Wiywon péow unohoyiorr.

©Ka1 0 Mipioa ka1 Bodkotit ouvéxioav Tic KapIépEC
TouG WG oknvoBéreg Tawicv pwomaoiac. Qotdao, ot
Tawieg puBomaoiag mou yopioe o Bodkorig -adlay-
@loprynTa évag and Toug mo onuavIIKoOE ERYUXWTEC
0TV 0TOpIa TWV TaVIGV EYXWONG- frav ok ka-
TOTEPE TwV TaMIEV EppIXwOrig Tou. AviiBeta, o Mi-
irtoa €eAixBrKe o€ évav and Toug npwToNOpoUS K-
voBéreg Tamiov puBomhaaiag Tou yiouykooAaBikol
Kivnatoypdgou T Sexaeria Tou 1960 pie Tawieg
onwq ot Kaya, 'l Kill You! (Kaja, ubit u te!), Monday
or luesday (Ponedjeljak ili utorak) ka1 The Event (Do-
gadaj). ..

"H Bioypagia tou BAdvro Kpiot eival ouvapraotixsj.
Ixediaoe kapikatodpes yia To Kerempuh, xa epyd-
QTNKE WG Kaprouviotag ot The Big Meeting. 18puoe
T oudda ewaonikic Téxvng Exat 51, mou evavio-
Bryke oBevapa otov kowwvikd peakiopd. Oavatikdg
QvTIKopoUvIOTr|G, Tiye 0T ouvéxgla ot Nomia Ape-
pik. Exel mnpooprBrke and Tic epnpepideq yia Tig
€niuyies Twv npany ouvadéhpwy Tou oto Deoriak
Twv Kawav kai enéotpeye oto Zaykpeun. Apéows

éxave Ta oo apiotoupyAuard Tov. To 1962, yipioe
v npwn Tou Tawvia puomhaciag, To General. H Spi-
ieia kai Bappahéa odmipa ¢ taviag yapaxmpioTnxe
¢ mpoofold oov Tito kai 1) Tawia Aoyoxpifinke. 0
Kptoth éguye Eavd, autr) ) gopd yia T feppiavia. To
Yeyovdc ot o1 emkepal Tou aTolvTIo Tou Zaykpepn
dev efyav katavorioet kaBoAou To Ao Kiydm Tov ené-
QMEVOE TN Py} TOU. 210 TENO TG TaIviag Tou, Kamoiog
KONNGE piia oKnVr} e évav avepopulo kai pia uvi
€KTog kddpou mou «&€nyoloe» T mpaypiateudrav 1
Tawia. O Kpiomk éywe é€akhoc. I fepyiavia yupioe
0o Tawies puBomaciac, i The Dam (Der Damm) xai
The Letter (Der Brief, 1965), omic omoies ouppeTeiye kai
w¢nBomoidg. Ot kprrixoi mou eibav Ti¢ Tawvieg autéq Tig
TepIéypayav w «oiyoupa TIC O KOUPAOTIKEC TaIvieg
oty loTopia Tou Kivnuatoypd@ou. Ziviopa ené-
OTpEE OTIG Tawieg eupiywong, ahAd oxt e peyakn
enmuyia.

8Tnv Tawvia ouv-oxnvoBémae o 180 Bppndvirg, undh-
Mhog g evaipeiac Zagreb Film. Qotdoo, 0ha a umo-
Aowna (pdva, oxédia, eppoxwan Khn) Ta éxave povog
Tou 0 Kptoth, ondre eivar elkoho va Siaxpivoupe motog
fitav o mpaypaTikog npioupyds TG Tawiag.

9 H kaMrtegiki} entuyia ouvoSedTme and eunopixo
Képdoc. H oupnapaywyr e Tov Apepixavd O Nté-
Bic karéhnge oe Sexarpia eneioadia Tou The (ases,
& 0 didonpiog apepixavdg eppuywrig TQv Nrémg
éxave 8o eneioddia Tou Mondi o€ cupmapaywyr ye
otodvrio Zagreb Film ka1 v Schneider Production.

0K dnoteg and g tawieg puBomhaoiag nou éxave Atav
yianaibig, onwq 1o The Seventh Continent (1966), ki
1) Tawia emotnyovikig paviaoiag Guests from the
Galaxy (1981). EnaviABe omic Tawieg eppiywon yia
va yupiog: ta Opera Cordis (1968) and Ars Gratia Ar-
tis (1970), mou fjtav pw MoAU KaTwTEPEC and autd
TI0U €fyE EMTUXE! e TIG Tavieg eppixwori Tou T de-
Kagtia ou 1960.

" Anpioupyol Gnwg o MaxaBéyie, NétpoBirg, Nd-
BhoBirc, Nam, Toévykik kat oL

" Munitic, R., 1975. ‘Kratiteli divijih crteZa o Film
Culture (Zayxpeyn), 1975, Tx. 100: 3
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something started drilling his living space. In
Marks / Jutrisa’s Sisyphus (Sizif, 1967), the
small man was attacked by chairs, drawers,
and other bits of furniture in his apartment.
And 50 on, and so forth. Dozens more films
featured this basic metaphor based on the
small, bold, and optimistic man and his self-
confident slalom between hostility, malice,
and injustice in his surrounding.

Notes

The small man, often wearing his hat, was
one of rare Croatian national traits that could
be seen in animated films, and it became a sym-
bol of the Zagreb School and more generally, for
the idea of neutrality, independence, and a big
NO to the block politics. A small defiant fellow
coming from the border between the worlds in
conflict won many sympathies at international
festivals. It was no surprise since his philosophy

was interpreted as resistance to the arms race,
prospect of nuclear war, and other fears and
anxieties that have marked the time we usually
refer to as the‘cold warera’ [....]

From the book Animation and Realism by Mid-
hat Ajanovic Ajan (Hrvatski filmski savez, Croa-
tian Film Clubs’ Association, Zagreb 2004, p.
80-114).

" The notion was coined by French film historian
Georges Sadoul. However, he did not have in mind
any particular school, but a group of filmmakers
working in the same studio, who had similar style and
understanding of the medium.

21 am using the term ‘film animation being more
precise than ‘animation’ Animation is spatially and
temporally much wider term than film‘and includes
animated theatre (Chinese theatre, kaleidoscope,
Emile Raynaud's optical theatre, all the way to plain
puppet theatre), mechanically obtained movement
without film (for example, going fast through the
pages of a notebook with drawings), or contemporary
computer animation, video games, which are ani-
mation, but could hardly be called film. This is to say
that here | am referring to animation made with the
help of filmic technique.

¥ owe my thanks to Josko Marusi¢, who has pointed
out to some factual mistakes in the first publication of
this study in the Croatian Film Chronicle, among oth-
ers that Satiemania was nominated.

* Kontic, M., 1983. ‘At Chuck Jones’, interview with
Chuck Jones, Zagreb, Filmska kultura, 1983, No.
144/145:1

 Cel-animation is the most usual technique used in
the production of animated films. its results are films
that most of us know as ‘cartoons. Characters are
drawn on transparent sheets of celluloid, called cels,
while the background is drawn on thick paper or
cardboard. Drawings on the cell are exchanged in
front of the camera, each cell is shot separately, com-
monly two frames at the time (of 24 in one second),
while the background is static. This is the most im-
portant secret of animated films. In addition to the
classical animated films, there is also clay animation

— animation of clay figures, which was the specialty
of American master Will Winton. There is also puppet
animation — animation of puppets, in which Czech it
Trmka was unsurpassed. Itis also possible to animated
multicolored sand, which was a technique launched
by Carolina Leif. The artist can also directly paint or
etch raw film stock, which was done by Hans Richter,
Len Lye, or Norman McLaren. Pixilation is a technique
that features live objects and actors shot with trick-
camera, or copying live action footage on the cel, as
was done in Tango, Oscar winning Zbigniew Ry-
bezynski's film. ‘Pin screen’ consisted of the picture
formed out of thousands of nails pinned into a
stretched piece of clothing. This technique used
Alexander Alexeieff. The number of animation tech-
niques is unlimited, however, cel-animation remained
in widest usage until today, when it is being gradu-
ally replaced with computer animation.

8 Both Mimica and Vukotié continued their careers as
feature film directors. However, Vukoti¢, who was un-
doubtedly one of the most important animators in the
history of animation, realized several feature films
which were far behind his animated works, while
Mimica became one of leading feature film directors
of Yugoslav film during the 1960s, with films like
Kaya, Il Kill You! (Kaja, ubit cu te!), Monday or Tues-
day (Ponedjeljak i utorak), The Event (Dogadaj).. ..

" Vlado Kristl had a magnificent biography. He con-
tributed his caricatures to Kerempuh, and worked as
cartoonist on The Big Meeting. He founded visual art
group Exat 51, which dealt a hard blow to social re-
alism. As a staunch anticommunist, he than ran to
South America. There he read in the newspapers
about former colleagues success at the Cannes film
festival, and retumed to Zagreb. He immediately cre-
ated his two masterpieces. In 1962, he made his first

feature film General. Strong and bold satire used in the
film was labeled as an insult to Tito and film was
banned. He ran again, this time to Germany. The fact
that Zagreb Film heads had no understanding for his
Don Quixote sped up his departure. At the end of this
film, somebody glued a scene with a windmill and a
voice over ‘explaining’ what the film was all about.
Kristl was infuriated. In Germany he shot two feature
films The Dam (Der Damm) and The Letter (Der Brief,
1965), in which he also acted. Critics who saw the
films described them as definitely the most tiresome
films in the history of film’ He retumed shortly to an-
imation, but with not much success.

8 (o directed by Ivo Vrbani¢, an employee of Zagreb
Film. However, Krist! did everything else by himself
(background, drawing, animation. ...), so that it was
not hard to decide who was real author of the film.

% The artistic success was accompanied by commer-
cial gain. Co-production with the American Phil Davis
resulted in thirteen episodes of The Cases, while fa-
mous American animator Gene Deitch realized two
episodes of Popeye in co production with Zagreb Film
and Schneider Production.

19 Some of the feature films he made were childrens’
film The Seventh Continent (1966), and science-fiction
film Guests from the Galaxy (1981). He occasionally
retuned to animation making Opera Cordis (1968)
and Ars Gratia Artis (1970), but these were far below
what he had achieved with his 1960s animations.

" Authors such as Makavejev, Petrovic, Paviovic, Pa-
pi¢, Cengi¢, and others.

"2 Munitié, R, 1975. ‘Tamers of wild drawings’
(Krotitelji divijih crteza’), Zagreb, Film culture, 1975,
No. 100: 3.
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Ot Movépvot Kaipoi tov Mmopvto

1ou T{lavahynépto Mnevidr(i

i€ TV KaTaokeu g Tawiag: otmio noAu-

TIPAYHOVEC EMeKTEIVOVTal Kal 0 GMoug
TOJE(C Tou OMTIKoaKoUaTIKOD 0TiBou, omwg va
oKnvoBeTolv Kal va ypdgouy To cevapio f va
oKnvoBEToUV Kal va oupHeTéxowv Kat wg nfo-
iolof kat 0UTw KaBegrc.

H mepintwon tou MnopiBoi «Mndpvto»
NtoBvikoBrc eivat povadiki. Ztov Topéa kara-
OKEUrG TG Tawviag &lvar EpuywG Twv xapa-
KTrjpWV KA1 TV QVTIKEIHEVWY, umebBuvog yla Ti
BEoeIC TwV XapaKTipw Kal TG Kapepag, okn-
voBéng, oevapioypdgo, Tautdxpova dpwg eivar
kat opyavwtr¢ geotiBaX Tawiav eppiywong,
bievBuvtric peotBaA Tamiwy eppoxwong, ovy-
ypagéag evog eyyeipidiou mou xet kukhopopri-
oel ot Kpoaria kai oo e§wrepikd- €xel aoyo-
MBei péypt kar e T moAmioTikr moATiki],
KaBawg unrpe enavenppéva pélog Tou dloikn-
Tiko0 oupBouhiou ¢ AteBvodc Evwang Kvnpa-
Toypapou Epoywong (ASIFA), pia gopd pdki-
0Ta XPNUATIOE Ka yeviKoG ypappatéag, Emmhéov,
anotehel ) (wvravd ouveldnon (kat ouverbno-
Tnta) Tov Kivijpatog ot dnpioupyia tou omoiou
OUVEIOEQEPE Kal 0 [010g: T nepipnin ZxoM
Tawiv Eygoxwong Tov Zaykpepn. H noho-
TIAEUPN Kat TIAVT ENTUKNHEVN TOU KApIEPQ Elval
1) Eviunwolakotepn anodein me dnoyng nou
unootnpiCw eba: ori elval o mio poviépvog kpo-
(TG EPYUKWTAC Kt Evag and Toug Mo HovTép-
VUG 0TOV KOO0

01 pihdoogor kar o1 kpmikol dlagwvolv navw
010 vonua ¢ MENG «pioviépvo, o aviidia-

Z uviiBw, ot oknvoBEreg aoxoholvtat povo

0TON JE TO «HETapOVTEPVO», €DW Kal bexae-
Tieg. 0 umogawopevos avagéperal e atov o
Yevikd kat ouviiBn opiopd mou Aéel 6t To «jiov-
TEPVO» €lval jiia enotkodopnTIK, yepdmn auto-
nenoiBnon, dkapmm, eotiaopévn oty e¢epel-
vnon kai 010 {éNkov, BewpnTiki kat mpakTiki
npooéyylon. (Me Baon Tov 0piop6 auto To «jie-
TapovTEPVO» Elval EKAITTO, OXETIKO, VOOTaAYIKO
Kat apgiopnraipo).

JT¢ EOMOPEC KOWWVIES, 1) pETapiovTépva
€noyi dpxioe petd to Aeutepo Maykoopio Mo-
Aeyio, 6tav r) Bpetavik kat n fabiki} autokpa-
Topia d1aAubnKav kat 0 Autikdg Koapog dpyioe
va okéQretal mwg o Tponog (wiig Tou dev frav
anapaftmra o pévog kahog kai owordg, Ot pov-
Tépvol kaipoi dev éyouv didhou neBdvel oty
Tpitn autr yiNetia. Oure Kav oto ehdyiaro. 2T
pakpwiy Avatohiki Aoia éyouv akpdoe maip-
vovtag ekdiknon, f0n ané T dexaetia tov 1990.

IKEQTEITE T0 M0 Ejpavés 0pBoo Tou ov-
Tepviopoo, Tov oupavoguotn. Evag oupavogy-
ot EexwpiCe. Aéer: «Komatre pie. Eipar pnAdg
ka1 ToAunpdg. Mnopei va undpyouv Tpiydpw pou
Ktipia miou va pou potdCouy, 0w OAa pag eiia-
ote povadik. H endpevn yeid pou Ba e€akeipel
0Aoug Toug TwpIvolc Hag neploplapoic, Ba eivar
ynhorepn kat duvardtepny. v ynpaid Kai
anoxapwyévn Eupann e\dyiota Tétola Ktipia
éyouv aveyepBel Tic Teheutaieg Oexaetieg, It
200, T Zaykan, v Tainél, 1o Xovyk-Kowyk, m
Ziykanobpn avBiCouv pépa e TV nyépa kai
Japrupoly T oikovojkr avamuén, Tic eAnideg
kai v aioiodo€ia Tou mnBuagiod.

0 Kwnpatoypdpog eupoxwong eivar oAb
véoC. ;

Map’ dhoug Toug aglooéBactoug okanaveic
ToU, 0TV paypaTikdTnTa yewnBnke To 1928
€ T maykdopia entuyia Tou Miki Mdouc. Ita
maidixa ov xpovia (tig Sexaerieg Tou 1930 kai
Tov 1940) mapriyaye Ta xohyouvtiavd Kioo-
Heva oxédia, mou enédei§av éva anogaoioTiko
otih, pia oa@r] 1beohoyia, pia eixkpvy aioiodo-
§la — kai mov oyoupa firav povrépva.

0 kivnparoypdgog euyiywon Tou «Snui-
0UPYOU» £yIVE TIOGOTIKA ONpAVTIKOG MIayKOOpiw
omi¢ dexaerieq Tou 1960 katou 1970 kai devna-
prikace T dexaetia Tou 1980, Ut exeivn Tou
1990, aMd oute kat v mpwn Sexaetia Tou
Kavoupylov aiwva.

E€epeivnoe Bappahéa éva péxpt mpoivag
(yvwOTo OITTIKO KAl aKOUOTIKO Topéa, E8wOE éx-
@paon o€ ouvaioBrpara kat avnouxieg mov ol
oknvodéreg fiBehav npaypiatikd va diatuncoowy,
Kat é8woe unoataon o peoniBal, omoudés kai
Kivnpatoypagikd apxeia. And ta péoa g Se-
kagtiag Tou 1980, 0 KivnpaToypdpog eppiywong
anodeiytnKe To povo péoo mou Ba pnopodoe va
EVOLYATWOE! EMTUYWG Jia To00 (Sidonun kai
nepiBonm) padikn kavotopia 6nw n Yn@iaxr
Texvohoyia oty SnpioupyikétnTd tou. Ki quto
eniong elvar andhuta povrépvo. Q0 xapaxtnpi-
0TIk napddeiypa Kivnpatoypdgou Eupuxwang
Tou «Bnpovpyod», n Zyoh 1ou Zaykpeun yno-
pei ki autr) va AdBe Tov idio yapaxtnpiopo.

H arpéopaipa kai ot eikveg Tou 0 embew-
pnic yupie amin (vwv Mipmoa, Map€ kai -
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Bordo’s Modern Times

by Giannalberto Bendazzi

only; the most versatile do so in mor- fields

of the audiovisual arena, such as directing
and scriptwriting, acting and directing, and so
forth.

The case of Borivoj ‘Bordo’ Dovnikovic is
unique. Within film-making, he is an animator,
alay-out man, a director and a scriptwriter; but
also an animation festival organizer and an an-
imation festival director; a teacher of anima-
tion, the writer of a manual that was published
both in Croatia and abroad; even a cultural politi-
cian, having been a board member of ASIFA
many times, once serving as its secretary gen-
eral. Moreover, he is the living conscience (and
consciousness) of the movement that he himself
contributed to creating: the famed Zagreb
School of Animation. This multi-faceted and al-
ways incisive career is but the most impressive
of the evidence of the thesis that | propose here:
that he is the most modern of Croatian anima-
tors, and one of the most modem in the world

Philosophers and critics have arqued over
the meaning of the word ‘moden’, as opposed
t0“post-modern” for decades. This writer refers
here to the most broad and common definition:
“modem" is the approach to thinking and acting
that is constructive, self-assured, ste, explo-
ration-oriented, and future-oriented (Based on
this definition, “post-modem” pliable, relativist,
nostalgic, and doubtful.)

In affluent societies, the post-modem era
began after the Second World War when the

Filmmakers normally deal with filmmaking

British and French empires melted away and
the Western world started thinking that its way
of life was not necessarily the only good and
right way. Modern times are not dead in this
third millennium. Not in the least. In Far Eastern
Asia they have flourished with a vengeance since
the 1990s.

Think of the most obvious symbol of moder-
nity, the skyscraper. A skyscraper stands out. It
says:“Look ame. I'm tall and daring. | may have
buildings like me around, but we're all unique.
My next generation will erase all current limita-
tions, it will be taller and stronger”. In old and
weary Europe very few such buildings have been
erected in the last decades. In Seoul, Shanghai,
Taipei, Hong Kong, Singapore they blossom day
after day and witness the economic growth,
hopes and optimism of the population

Animation is very young.

Despite all its respected pioneers, it was ac-
tually bornin 1928 with the worldwide success
of Mickey Mouse. In its infancy (19305 and
1940s) it produced Hollywood cartoons, which
showed a once-and-for-all style, a clear ideol-
oqy, a candid optimism — and they certainly
were modern.

“Auteur” animation became quantitatively
important all over the world in the 1960s and
19705, and (didn't wither away in the 1980s,
19905 and first decade in the new century).

It bravely explored a visual and acoustic ter-
fitory that was unknown until then, gave ex-
pression to feelings and concerns that film mak-

ers were definitely willing to state, and gave
substance to festivals, studies, and film archives.
Since the mid- 1980s, animation proved to be
the only medium that could successfully invest
a (famed and famous) massive novelty such as
digital technology into its creativity. And this is
all modern, too. Being quintessentially “auteur”
animation, the Zagreb School could bear this
same label.

The atmosphere and imagery of The Inspec-
tor Goes Home (Mimica, Marks, Jutrisa) disre-
qgarded contemporary rules and fearlessly
wanted to build new ones. So did Vukotic, with
the lines and colors of Ersatz, Dragi¢ with the
formless comedy of Diagenes Perhaps, or Gas-
parovi¢ with the beautiful concert for piano and
camera that he called Satiemania.

Borivoj ‘Bordo’ Dovnikovic realized that ab-
surdity is a constituent part of modern tangible
life- since Einstein at least. In his Curiosity
(1966), we see a man sitting on a park bench,
the background blank. Many things happen and
each time the background displays a different
identity: a plain, a battleground, a sea. Bordo
also understood that in modern times, the heart
has reasons that reason disowns, and told us so
in Second Class Passenger (1973). He captured
the depth of modern loneliness and depicted in
NN. (1976) and One Day of Life (1982). Eventu-
ally, he proved to be an explorer and avant-
qardist: the aforementioned N.A. is an inspired
novelty where the scenery certainly exists but is
invisible — as it is made by sounds only.
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00TPI0a) AYVONGQV TOUG BUYXPOVOUG KaVOVES
Kal atpépna emyeipnoav ta dnpiovpyroovy
kawoupyouc, To 610 éxave kat 0 Boukor, e Tic
YPAUHEC Kal Ta Xpwpata o1o Yrokardotato, 0
Ntpaykrg e T dopen Kwpwbia To Aroyévng
Towg kat 0 [kaonapopItG jie To 6HOPQO KOVaEQTO
yla madvo Kt kdyepa nou ovopace Satiemania.

0 MnopiBoi «Mnopvion Ntopvikoprtg ouvel-
dnronoinoe nwg 0 napahoyiopos anotehel ava-
midonaoto aTolyeio TG Hovtépvag, amtrg (wiig —
Toudylotov a6 Tov Aivotaw Kai petd. Sy le-
piépyeia (1966), BAémoupie évav avpa va kabe-
Tal o€ éva maykdkl, o ovro elvai Nevko. MoMa
mpdypata oupBaivou kat kdbe popd To PovTo
anoktd dlagoperikr Tautotnta; pia medidda,
éva nedio paxng, pa Bdaooa. O Mndpvto ka-
TaAafe enfong mwg oToug Hovtépvoug kaipoug, n
kapdid yet mBupies mou n Aoy anoknplaoe,
Kal pa To eine otov Empdmn ¢ dedrepns Béane
(1973). Aiuardrioe 1o fabog TG Hoviépvag
pova€\dg kai To aneikovioe ota N.N. (1976) kat
Mia pépa am (wrj (1982). Tehikd, amodeixtnke
1w frav e€EpeuvnTri kal mpwionopog: n mpo-
avagepopevn N.N. evar pia epnveuopévn kai-
VoTopia 6mou To oknVikd oiyoupa undpyel aNa
€lvar a6paro — oav va elval griaypévo ovo and
flyoug.

BAémovrag wg 00voho Tig Tawvieg o yipioe o
Mnopvto, Bpiokdpaote pnpootd o€ éva eldog
HakpoouptnG wonG oTov Koo dvBpwno.

01 mepioodTepol Bavoolpievol, TO00 0TI Ka-
MTaNoTIKEC 600 KAl OTIC KOHOUVIOTIKES XWPEC,
bev ouveidnTomoinoav moté Tov Hoviepviopo
T0U KovoU avBpwmou Tou déatov évatou Kal
Tou 1kooTol aiwva. H 10eooyla kai To yodoto
riapandvnoav Toug avBpwnoug autodg 0To va
TiEpippovioouy Tov koo AvBpwno wg euka-
TaQPOVTO |IKPOAOTO Kat va eEApouv Tov pav-
1001aK0 IPoAETApIo, Tov pavIaoiakd Kakhiep-
ynuévo tCévihepav f Tov paviaoiakd dyio
XWPIKO TOU TPITOU KOOHOU.

TNV TIPayHaTIKOTNTa, O, O EEEPEVVTES,
0L EMOTAHOVES Kal 01 NyETES Tou dékatov évatou
Kal Tou €kooTol aihva Hnopeoav va aykaNid-
00UV TO {1éMoV 16v0 Xdpn OTOV UTIOHOVETIKO,
ykpiCo, otkovopo ovvnBiopévo GvBpwno mov
anotéheoe éva agiomoto otrpiya. Ot Hoviépvol
Kaipoi anoxkaNuyav péoa and Ty Aedpaon
kat 1o padiopwvo Ty kowi avBpanivy mheupd
TWV NYETAY, TWV ENOTAHOVWY Kal TV aploTo-
Kpativ apaipivrag o mémho Tou mponyoUpe-
Vou poBou Toug. Aev eivai ugaio mou n Tawvia tou
TadpM Todmhw nou €otiale neploaétepo atov
amho avBpwno ovopaldtav Moveépvar Kaipol.

Quotka o Mndpvro dev frav povog.

0 kowdg GvBpwnoc, o napahoyiapdc Kat n
yova€id kupidpxnoav o€ MOAEG Tawvieg Twv
\dtko Tkpyirg, Avte ZavivoPitg, ANe€dviap
Map¢ kat BAavripp lodtpioa. Zta Aioyévns
Towg, Mépec mov mepvouv, kat Tn pépanou ékoya
10 kdnviga tov Néviehko Ntpdykig, atov Ou-
pavoélom Tou f1ooko Mapovattc. Alapopuv e
dav meipdyara éywav an6 Toug Kohap, ZAdko,
Mnoupex, NdBao ZrdAtep kai Zvrévko [kaond-
poprc.

0 Mnpvro 6w frav oiyoupa 0 o GUVNg
0TV IPOTEYYI01] TV, 0 Mo 0UOEPKAG 0TO KIv)-
Jatoypa@iko o Opoc. Onwg avagépaye kal
TIONYOUHEVWC, aplepwBnke o€ noMé¢ Spaotn-
PLOTNTEC MEPV TNG KATAOKEUNG pag Tawiag;: v
opydvwon, T didaokahia, i Slahé€eig kat v
npow6non. 0 Mndpvto eivar évag kaMméxvng
mou dev delyvet kapia nepippdvnon ata ouvnBi-
0piéva, 0UTE Kav o1a Kovotona npdypara. Ki
Qo eniong elvar kaBapoc povrepviapdg, Qute
popavriopdc olte Bloguia KAelopévn atov gihv-
Tioévio nopyo . O kahhiméxvng et kat epyale-
Ta1 péoa oty Kowwvia pe Slapoperiké biom-
TE,

Y1\epa, eivai odvnBe va Bpnvodye TaAdn
Ka1 0 pEloveKTpata Tou povrepviapiol. Tnv mo-
ik arnoikiokparia, T Blopnxavir poAuvon,

TiG vioe eukaipies kai v unepBohikr) Sivayn
T otkovopiag otV Koivwvia. Ba pmopoloaye
va blapwvoiye ndvw ota Béyata quta enf pa-
Kpov, Ba éheya Opwe mwg OAa autd agopodv ne-
PIOGTEPO TN HOVTEPVOTOINGN Mapd TO HOVTEP-
VIopO.

To Bépa wot6ao dev eivar av npénel f) by va
QmoKnPUSOUME TO HOVTEPVIONO f va epipeivouE
07a Ad6n kai Ta pelovextrpad Tov. To Bépa &i-
vat va katahaBouyie 6ti 0 poviepviopioc amd
Kortalet umpootd Kat mpoxwpd paxputepa.

0 Mndpvro €ivar katd T yapun pou 1o Ka-
Notepo (wvtavé napdderypa evog amoudaiou
dnuioupyou mou korddel pmpootd kat mpoywpd
HakpUTEPQ TO00 TNV TéXVN TOU 600 KAl TNV Ka-
Bnuepv Tou {wA kat Tu omoiou 1 oupmEpL-
©opd evBapplvel kat ouvdpa epmvéel Toug ou-
vabéNpoug Tou Kai Toug véoug atov ywpo. Ot
VEOL KaANTEYVEC TO £K0UV QVAYKr QUTO- Kai 0 Ki-
vnuatoypdgog eupixwang éxel akdpa moko
dpbpo va diavioe! péxptva oTepéel kaiva gTa-
og1 ot pehayyohia kat T vootahyia.

And o BiBAio Barivaj Dovnikovi¢ Bordo.
B...znaciBordo /8 . .. is for Bordo. Prosvieta,
Zaykpepn, 2006: 107-109

Merdgpaon;: Zwi-Mupta Pryonotiou
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Viewing the films that Bordo made as a
whole, we are confronted by a kind of long ode
to the common man.

Mostintellectuals never realized the moder-
nity of the nineteenth and twentieth century
common man, in capitalist and socialist coun-
tries alike. Ideology and taste misled these peo-
ple to despise the common man as petty bour-
qeois, and to praise an imaginary proletarian, or
an imaginary cultivated gentleman, or imagi-
nary Third World peasant saint instead.

Butin truth, nineteenth -and twentieth- cen-
tury explorers, scientists and leaders could em-
brace the future only thanks to the patient, grey,
parsimonious men-in-the-street who provided
a reliable backbone. Modern times revealed
through television and radio the everyman side
of leaders, scientists and aristocrats, lifting the
curtain of their previous legend. Not by chance,
Charlie Chaplin's film that most focused on com-
mon man was just called Modern Times.

0f course Bordo was not alone.

The common man, absurdity, and loneliness
stood out in many films of Zlatko Grgic, Ante
Zaninovic, Aleksandar Marks and Viadimir
Jutri8a; in Diogenes Perhaps, or Days Go By, or
The Day | Quit Smoking by Nedeljko Dragic; in
Skyscraper by Josko Marusic. Various kinds of
experiments were done by Boris Kolar, Zlatko
Bourek, Pavao Stalter, and Zdenko Gasparovic.
But Bordo certainly was the most consistent in
his approach, the sharpest one in his cinematic
style. As we mentioned before, he devoted him-
self to many activities besides filmmaking: or-
ganizing, teaching, lecturing, and promoting.
Bordo is an artist who shows no disdain for or-
dinary, even trivial things. This is sheer moder-
nity, as well. No romanticism, no genius se-
cluded in his ivory tower. The artist lives and
works inside the society in different capacities.

Itis commonplace today to bemoan the mis-

takes and drawbacks of modernity. Political
colonialism, industrial pollution, unequal op-
portunities, and the excessive power of the
economy in society. We could debate these top-
ics at length, and | would suggest that this all
has more to do with modernization than with
modernity.

But the point is not whether to disavow
modernity or to dwell on its mistakes and draw-
backs. The pointis to realize that modernity only
looks beyond and goes further. Bordo is in my
opinion the best living example of a great ani-
mator who in his art and in his everyday life al-
ways looks beyond and goes further, whose be-
havior is both encouraging and inspirational for

N/
o0

O]

his colleagues and for newcomers. A young
artist needs that; and animation still has a long
way to go before drying up and reaching spleen
and nostalgia.

from the book Borivoj Dovnikovi¢ Bordo.
B....znaci Bordo /B ... is for Bordo. Prosvjeta,
Zagreb, 2006: 107-109

51st Thessaloniki IFF-2010 [ Croatian Animation 29

£ O AL PASNEE Ny - NS TR W AR e SR N AR R A AR TR RRIE AN T AR TR PR STWA SRR



An6 Tov OA€LO Kat petd. Zaykpepm, 20 xpovia Taivieg

1ou [1wpyov Znpiavod

nepioSog nou piag anacyohef, eivai nepiodog

mioA€giou, atny apyr) Touhdyiatov. Autog o
ioAepiog mov B kataliet ot Sidomaon g -
ouykoohaBiag (1991-1995) bev euvonoe oi-
youpa Tig undpyouoes 1{dn duokoNieg mapayw-
yiic. Auokohiec mou apyiCouv vwpitepa pe mv
kpion Tou avatohikoU Koapou. Me T mwon
Tou Teixoug Tou Bepohivou (8-9 NoepBpiou
1989) kal TV KatGppeuon Tou avatohikol
pmhok, N kparikf ypnuatodotnon tawiv nadel
va undpyeL0'QuTE TIG WPEG, e anoTéepa TV
kaBern mon pia napaywyrc, mou nahiétepa
avBouoe. a napddeiypa, avtiypapoupe and 1o
neplodiko Positif: «to 1994, ato peauifdh tov
Zaykpein éyoupe i 6vo paatkn Tawia (uia ay-
yAopwaikrj auunapaywyrj), wia oudydoikn (eni-
on¢ ouunapaywyrj e T lepuavia), kauid Toé-
Yikn, Kauid oAoBdxkikn, wa moAwviki, pia
eofovir, pia Aetovikrj, €61 ouyypIkés, kai mévie
and m biopyaverpia ypa».'

0 kivnpatoypdog avipacioy, énaiée ndvia to
ko yépupag avdjieoa oTo avatoNiko Kat o du-
TIKO pmhok, oa xpdvia Tou Yuypod moNépiov. H
biebvric opyavwon ASIFA mou dnpioupyrOnke
10 1960, évawve Toug dnpioupyol kat fonBoloe
010 Eenépaopia Twv noATIKGY ouvopwv. To i6io
ikeipnvikd nveopa emkparel kai oy nepiodo
Tou mohépov. AtaPacoupe otov katdAoyo Tov
georipdh Tou Zaykpepn 92, mob opyaviBnke
Niyo petd Ty évapén Tou moAégou, 0To yaipeti-
OTAPIO Vupa unioypappévo and Tov dievBuvtr
1o, l16oko Mapouort¢: «/ToMol kaAonpoaipetoi
(vBpwnor avapwrriBinav edv Ba Enpene va opya-
vaaoupe éva peotip mv pa nov dvbpwnoi
nebaivouv [...] Anogaalaaye va kpatriooupe 1o
peonipdA w pia pixpri, aMd arabepi) yépupa

Eival OnHavTIkd va uoypappioel kavelc otin

Tipog v &Mn 6y e katavnan kai Tou moA--
Tioou.»

Mapd Ta Gpaparikd yeyovota, 1o 1992 oo
@eotiBal napouaidoBrkav mévte kpoatiké Tal-
vieg am6 Ti¢ 25 mov mapdyBkav Ta 600 mpo-
nyoUpeva ypovia. 1o mpdypapyia Bpiokoue
enfong pia tawia and m Boovia (tou Mivryat Ai-
avopitc) ka1 Tpeg axopn and T XhoPevia. Ano
TIG Tawvieg autéc, onpeldvouyie T Anno Domini
(1991) tou ZAdtko NaAwite mou avapépetal
otV 1otopia g Kpoariag twv tehevtaiwy 50
¥pOvey, oxoNalovrag v «adehpoatvn kai v
evdtnta» TG xwpac. Avtiotolya Tomikou xapa-
ktripa eivat kai n MatwBayévy yépupa (Krvavi
most, 1991) tou Pavroav NtéBhig, avagepd-
lévn) 0€ i (oTopIKr yépupa Tou Zaykpepm, Témo
noN\@v pay@v kard 1o napeNdov. Kai ot do tar-
viec doopiévec péoa and pia “cartoon” lkovo-
ypdonan. Alapopomoinévn ypagioTika n tawia
[Mapavdia (Paranoja, 1992) Tou kdpav Zou-
1o0xa, avapéperal oTo OPo evdg veapol atd-
{iou miou voiwBe navrod kuvnynpévag. Aiyo ma-
Morepn, aMd xapakmpiotikr Tou KAiiatog g
enoyf¢ elvar n Tawia tov 1991 tou fidoko Ma-
povart¢ Ki éya a” ayand ( love you too), dnou
BAémoupe éva nhikiwpévo Cevydpt: ot opideg
ykpegiCouv oy oyd To ktipto yupw Toug, akNd
010 TéNog Katagépvouy va dlaknpdgouy Ty
ayloiBata ayann touc, Mia A\ yapaktnpioTikr
Tawia vl o TpavrdguMo (Ruza, 1992) g
Maykvra NtooAtorte, nou napouoiddet pia oeipd
QIYOUPEC YUYPAG KORYOTITAC, HE YOPEUTIKE Ki-
vijoeig 0 éva kdopo ovelpou. Iéiaitepn mpoooyr
diverai oto otul, oto oxediaopa Twv podywv...!
Autd 10 XapaktnpIoTIKO Telvel v~ amoteléoel
«2yoM}» piag mou 10 0wvavIoDpE Kai 0€ AANoUg
oknvoBétec e nepiddou. i 0o kupleg Taoeig

mov §exwpiCouv fn 1o 1992, n Bepatoypagia
Tou moAépou kai 1) Guy} péoa and Tov uyede-
Mk koopo Tou oveipou, ouveyilovral kat oTa
enoyeva ypovia. Aviiypdew éva anéonaoya ané
10 Positif tov 1995:

«O1 kpoatikés Tawiec, av kat dvieg petaél
Toug, mapouaiddouv 8o Kijpieg Tdaei: n pia fa-
aiduevn amnv uneipia Tou moAéyiov, yapakmpi-
Cevai and v xprikrj ¢ pand: Ot yovavBpwnol
(Snjegovici, 1993) tov StéBav Taivik, mov owrj-
vouv &véGpa atov 1iAig, 0 omoiog Tou¢ Aeicavel aTo
téhog, 1j n Aiydrepo alnyopikrj O ypuhog (Curéak,
1992) v Nrodoav kot mou petagépel oé &
KGveg mv moinan Tou quymatpien Tou BAdvriip
Naop (umoposye va avagépouye i emii ok
¢ Tawiag; 0 appdc Twv Kuudtwv mou §eamodv
oTa fpdyia perapoppaveral o¢ exatovidde dhoya
nov kaAnddouv). Trv iia Aoyirj (yonaiuomoinan
auuBAwv am unnpeaia piag moAmiric dmoyng)
napampodye omv Tavia Made in ex-Yu (1992)
Tou ZAoPévov Zvipdpro Mndprarg, dmov avd-
piéoa ara dMa avBoda - To dyadua ¢ heule-
pla, n ughr Gikatoaive, ... — BAénouue ta do-
dexa dotpa 6 Evpwnaikric onaiac va yivovial
Aaumévia amv npdeoyn evc kadivou.

Av agriooupe mv amaikrj auyBodixr} ykdaoa
¢ noAeuuic aiobimukric, n dMn anuaveue an
avanpogwnedetar and mv Tawia To €ipog Tou
Qurdg (Mac od svjetlosti, 1994), rou [kdroe Bd-
axog. 0 «ndbog diaguyric and v kabnuepij
TpayuankdmTa» unoypayyiCetai 1idn atov mpd-
Aoyo Tou kataAdyou Tov peamiBal, and tov diev-
Guvrrj Tou fidaxo Mdpovarr, Tov idia emBuyia
Laptupel 1) Tawia Tou Bdoog, mov ivai oav na-
Paui6: piac peMovriric emoyric. H yevikrj evii-
Twon &ivai 0t To «look» mpoéyel T oTopiag:
évac kouydi ypagiaud nou BupiCer auvd ta oxé-

30 Kpoatika kivobpeva oxédia [ 510 Aebvéc OeotiBaA Kivnpatoypagou Oeoaahovikng



From the War Onward. Zagreb, 20 Years of Movie-Making

by George Sifianos.

tis essential to point out that the historical

period we are focusing on here is one of war,

atleast in its opening phase. This war, which
was destined to result in the fragmentation of
Yugoslavia (1991-1995), doubtlessly aggravated
the existing difficulties in production. These had
begun earlier, at the dawn of the crisis that hit
East Block countries. Following the fall of the
Berlin Wall (November 8-9, 1989) and the col-
lapse of the Eastern Block, the State funding of
film making was brought to a halt in these coun-
tries, thereby causing a direct slump on a previ-
ously thriving film industry. To illustrate the new
situation, Positif magazine stated that: ‘at the
1994 Zagreb Film Festival, participations included
but a single Russian movie (an Anglo-Russian
production), a Bulgarian movie (also co-produced
with Germany), none whatsoever from the Czech
Republic and Slovakia, one from Poland, Esthonia,
and Letonia, six from Hungary, and five from the
host country”

Animation cinema has always functioned as
a bridge between the Eastern and Western
blocks in the Cold Wars years. The international
organization known as ASIFA, created in 1960,
united producers and assisted in the transcen-
dence of political borders. The same amicable,
peace-loving spirit prevails during the war. As
Josko Marusi¢, director of the '92 Zagreb Film
Festival (which took place shortly after the war
broke out) said in its inaugural address: “Nu-
merous peaple of good will wondered whether
we should hold a festival at all at a time when
people are dying |...] We decided to hold the fes
tival as a small, but firm bridge towards the other
share of understanding and culture”.

In spite of the tragic events, five Croatian

Teorija odraza
[H Bswpia th¢ avravakhaan / Theory of Reflection]

movies out of the 25 that were produced in the
previous two years made it into the 1992 festi-
val. The program also included a film from
Bosnia (directed by Midhat Ajanovi¢) and three
more from Slovenia. Among these films, we
would single out Zlatko Pavlini¢'s Anno Domini,
which tackles the history of Croatia during the
past 50 years, commenting as it does on “the
brotherhood and unity” of the country. Of a sim-
ilarly local focus is Radovan Devlic's The Bloody
Bridge (Krvavi most, 1991), which focuses on an
historic bridge in Zagreb, where many battles
were fought in the past. Both movies were ren

dered in a cartoon-like manner. Graphically dif

ferentiated from these, Goran Sudzuka’s Paranoia
(Paranoja, 1992) presents the fear of a young
person who feels hunted everywhere. A bit

older, but highly indicative of the eras atmos-
phere, is Josko Marusi¢s 1991 film / love You
Too, featuring an elderly couple: bombshells
knock down their building little by little yet in
the end they still manage to declare their love for
one another. Anather characteristic movie is
Magda Dulcic’s The Rose (Ruza, 1992), present-
ing a series of elegant but emotionally remote
figures, dancing in a dreamy landscape. Special
attention is given on the style and clothes de-
sign.’ This particular feature tends to become
consolidated into a cinematic “school’, given its
frequent use by other directors at that time. The
two main trends that already stand out by 1992,
i.e. the theme of war and of escape via the psy-
chedelic realm of dreams, carry on well into the
following years, as is so eloquently relayed in this
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dta Twv otuAlot T pddac, Tanpdowna g tawiag
TIDOOEKTIKG VIUWEva Kat 1€ i oAdkAnpn mavonhia
and aéeaoudp, évac koo noAuréAelag Kai Ko-
OUIKTiG auumepipopdc, pia diadoyri mAdvav mou
£youv aTdyo va emdeiouv To viekdp doo kai va
Tipoywprioouy v agriynan. Auté o otuA pe bia-
KoaunTikrj Gid6ean, éxet 1ion pia pkorf mapdéoan
010 Zykpeun. Zekivdel e Ty Taivia ANamovy
(Album) tou Kpéatpip Ziovirg o 7983, kai ov-
veyiCet pe Tic Tawies T Mdykvea Neouktarrg - n
onola umoypde! Kai To ypagIoud autrig TG Tai-
viag - ka1 auveyiCete arjuepa xdon atoug omadoli
10U kpoatikod mapiiaviguoo».’

Aq v §exvape ot n Kpoaria éyet pia napd-
boon otn poda, kat pdNora elvat n ywpa mov
enéBake m ypaBdra! av motéyoupe Ty Oekd-
Aemn Tawia tou Mnopic Kohap H kpoatikij yoa-
Bt (Kravata croatica) To 1994, mou inyefral
autr TV totopia. YootnpiCeta pdNiota ot n
é€n ypaBdra éyel oav pica o Hrvatska mov €i-
vatn ok ovopaoia tng Kpoariag,

e olykpion pe ) didonpn pvipaNioTiki
0xoNq Tou ZayKpeym, ol EOpeveC yeviéc dev ya-
paktnpiotnkav ané pia opoyevi égpaon. Eivat
oiyoupo 611 1 6yoM Tou Zykpepn Tpogodorr-
Bke ano dnpioupyoug oAdkAnpng g ovy-
koohapiac. Tt anéywav ot unhoineg dnpioupyl-
kéc buvdpelc perd T didonaan; ARhot éguyav
oto e6wTepIko, aMol Epewvay ot dlapehiopévn
¥Wpa XwPIC ENAEC yia va mpWTo Kaipo Pe Toug
undhoimoug dnpioupyodc. Me Tov kaipd, pikpol
Tuprvec apxioav v avarioooviat naviod: oty
YhoBevia dmou dnpioupyelte o peoniBal g
Animateca, ot ZepBia nou dnpioupyodvial Ta
eotiah Balkanima oto Behiypdd kat Anima-
nima oto Todroat¢ anoteA@vrag nuprveg ou-
onelpwong kar evnpépwong kat dlatnpwviag
{wvravo 1o evbiagépov yia Tov Kvnpatoypdgo
EpYDYwOnG. Me 1o TéNog Tou MoAEpou o1 oxéoel
e€opahivenkav oiyd oyd. Qotboo elval 6w and
10 OTOX0 QUTOD TOU KEIPévou N avamtugn g
101opiag ouvohikd TG mapaywyri 0TI XOPEC
¢ Téwc lovykoohapiac. Oa avagepBolye povo
0TIV Kpoatikr ouvéxela T oxoMg Tou Zay-
Kpepn. Av ndpovpe undyrn pag Ta otoiyela mov
bivouv avayvwplopéves nnyéq oto viepver, n
kpoarikr| napaywyr 1i¢ Tekeutaleg 0o dexaerieg
éxel we €G- 1990 napaywyl 6 Tamay, 1991

(13), 1992 (12), 1993 (4), 1994 (6), 1995 (4),
1996 (3), 1997 (16), 1998 (7), 1999 (7), 2000
(6), 2001 (4), 2002 (8), 2003 (10), 2004 (8),
2005 (9), 2006 (2), 2007 (kapia), 2008 (2),
2009 (2), 2010 (5). Zuykpivovtac autd Ta otoi-
yelanapatnpope pia agvike avamugn 10 97,
ayéow HETd Tov oNepo, mov oTabeporoléftal o
£va 1o 6po 6-8 Taviwv and 10 98 w¢ 1o 2005,
yia va néoet oto pndév (1) To 2007, kai va -
vapyloel ek va aveBaivel. H kpion aiyoupa
dev elvat iovo B¢jia Tou moAépou, aMd kal Twv
HaKPOYPOVWV CUVENEIWV TOU, OIKOVOHIKGV (0w,
1 g Slaomopdg Twv dnpioupy@v Tiou avayd-
oBnkav va poyouy, akNd €ival evieydpieva kai
kpion b€y, ave§dptnra a6 g unAoimeg owv-
Brikec. Mpémel va onUEIWOoVYE TOV QVAVEWTIKO
poho miow maiCouv kat €8 —6mw Kat o€ Olebvr
KA{aka— 1 mapaywyIKr GuVElopopa Twv oxo-
Mav. Méxpt to 1998, mou dnpioupyeitat To €di-
Keupévo Tura oty Akadnpia Kahav Tegvay,
dev umripye akopn opyavwpévn oxoh mou va ot
ddoket avigiaoiov ato Zaykpepn. H paBnreia yi-
votav dima atoug nahidtepoug oknvobétec.’ To
€0v0iko KN Twv mavemotnpiwv apxiCet va oi-
Vel €0Kaipia ékppaong o€ véoug dnpioupyous,
Optopévec Tawiec, onwg 1o Miramare yia napd-
Betya, eival SIMWHATIKES GOITNTIKES EpyaaieC.

0 OUVEx€La pmopoUpe va Goupe and kovid
OPIOJEVEC YapaKTNPLOTIKES TAIVIES, 01 MEPLO00-
Tepec and Ti¢ omole¢ mapouotdlovrar oo npo-
ypapya tou peoniBaA g Oeooarovikng. Moé
ouveyiCouv Tnv anyopikr mapddoon, aMeg
€€epeuvoly kavoupioug dpopiouc,

H todpra (Kolac, 1997) ou Ntdvieh ZooAwg,
Xpnotgonolei éva pvipaNiotikd Tpono eikovo-
ypdgnong, pe avapopd otn «bad painting».
Qotdoo 1 Tawia Bacilerar otov napadootakd
aNnyoptkd Tpdmo agrynong, nou eixape ouvn-
Bloet va Bplokoupe otov Kivnpatoypdpo Twv
avatoNK@V Ywpay, mpw T Katdppeuon Tou
avatohikol phok. To Gvioa koppévo yAukd mou
Aot mepipévouv (aNnyopia TV KOVVIKGY avi-
oorrtw) divel v eukaipia avamuéng piag oer-
pdg Tegvaopdtwy, yia va Eeyeldoel o évag Tov
@Mo katva ndpei To peyahdepo koppdri. H ibia
Aoyikr} ouvexiCet kat pierd Tov kauyd orou n diex-
biknon Ba Eavapyioer kai yia 1a Yixouha nou
niapaévouy. Mia aupnikvwon, nou anhonolei

kat oupBoNiCer napd avahier. Mapd T kprir)
b1dBeon, n amhomoinon teiver oy ankaikota
iia mov Ta npdypara poidouv npodiaypapiéva,
Kat kavéva anpohento bev pmopei va Bpel b
m Béon ou akNdCovrag v nopeia Touc, Ki dpw
éyoupe paBer ma, mwe «n kivnon Twv QTEPGY
it merahotdac ot pia dxpn TG yric Hmopel va
npokahéoer B0eMa oty aMq dkpr....
Evpnuarikr nhaoika ) «neipapatii» Tai-
via In/Dividu (1998), tng Nikoh Xioor, Aer-
Toupyei wat6oo yie T pop@r katakdyou: Mia
noAuBpdva kataxepparilerar kar avaouykpo-
TeiTa1and Ta KoppdTia T, kpepaopéva e Sid-
gava vijpata. H i6ia hoyikr ouvexierar ' éva
Wuyeio, mou kOBeTal kar avaouykporeite. Avti-
otoiya To avBpdmvo owya napovaidlerar
evaMaooopevec, nod kovrd 1o 8éppa fj ota
Hakhid, putoypagiec... Ziyoupa avopBodogog

Tpomog Kvnuatoypdgnang nou ouveyiCe Ao~ -

YIK} TIou BpioKoupE ouyva ooV «MEIpapaTIKe»
Kivnuatoypdgo: n mpwn UAY yiverar autdp-
KNG, xwpic va pnaiver oty unnpeoia kdmoiov
dpapatoupyikol oToyou.

Mia AN\, onpavrixdtepn iowg Tawia me Ni-
kOA XioU, eivat n Evéideoa (In between, 2002).
Eva eviunwoiakd notay and oxounidia kabe i-
Soug; uyeia, oTpwyiata, autokivyta, pmdda, na-
Mooidepa, kiBwria, katakhode Toug Spopioug
ita moAng (avayvwpiCoupie T ndAn Tov ZGy-
Kpeyn). Kanota oyoha nepaotik@v ndvw ota
QVTIKE(pEva 1 oto ydpiopa ¢ Taviag ouvo-
Sedouv Tig exovec. Mpog To Téhog Tou PNy, T
akounidia avuydvovrar otov aépa, 0 éva eidog
«anoBéwone». Mia Tawia pe pia evunwoiaxn
mpdm dAn mou Ba BéNae va ndei mio pakpid kat
va pnv e€aviknBei kdtw and m yonteia qutod
TOU KIVNaToypagIkol uAikod.

Kde iépa udvn e, noté uadi (Svaki je dan za
sebe, svi zajedno nikad, 2002), Tou lkdpav
Tpumo0Max: H tawia eyypdgetar katd kdnoio
Tpdno oty napadoon g oo Tou Zdykpeyn
iiag mov xpnowomotei eMBANUATIKEC jikpd-oKn-
VEG - évag KAEQTG nou naivel and 1o napdBupo,
évac dladnhwric nou autonupnoeital, éva (eu-
yaptnou gikiéral kM - oav Ynideg mou mhévouv
™ dpadon. Avtiotoryn Aoyikr éxoupe o€ noMég
nahidTepeg Tawieg, onwg T Satiemania, Mle-
piépyeia, k..

32 Kpoatikd kivopeva oxédia [ 510 Aibvéc Oeonifak Kivnuatoypdgou Oeooaovikng

M e



Plasticat

nassage from the 1995 issue of Positif maqazine:
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Although of uneven quality, Croatian movies

st of these, based

asitis on the experience of warfare, is marked by

display two main trends: the

s critical look on reality. Examples are Stevan
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is incarnated in the movie The Sword of Light
(Mac od svjetlosti, 1994), by director Goce
Vaskov. The ‘longing for an escape from everyday
routine'is already mentioned at the prologue of
the Festival’s ul[d/ﬂt]h‘t’ by its Director, Josko
Marusic. Vaskovs film expresses the selfsame de-
the

tale. Here, t

w

sire, in the form of a futuristic fairy

overall impression is that form trumps the story

vith elegance, of the sort

qga Il

the movie is re,

sminiccent of fachion desianers while actors are
€ scent ol rashion aesigners, wnile actors are

hamlv dressed and cast in a <etting marked by
arply aressea, and ca a setting marked by
opulence ana etiquerte S ail conveyed ina
nof<h ” 2« much at hinhlinht

ICCE ! i, ichat highig

aqreb, It begins w reimir Zinm 903
Alt f nh Mand
K Oy J
not forget that Croatia has Its own
fashion tradit and factt ntry that
troduced t kt f R Kolar

minute film, The Croatian Cravat (Kravata croat-
fca), shotin 1994, is to be believed (in this film
viewers are told that the term necktie (cravat),
has its root in Hrvatska, which is the native name
for Croatia)

(Compared to the famous minimalistic School
of Zagreb, the following generations of directors
did not exhibit a common mode of cinemato
graphic expression. It is beyond doubt that the
Zagreb School was nourished by directors from
every corner of Yugoslavia. Whatever happened
to the remaining creative forces after the cour
try’s fragmentation? Some mo

ers stayed h

their colleaques. In time, howeve

ets of creativity began forming throughout the

acac. respectively, both of which funct .
f bonding and informat and. most
importantly, have helped sustain interest in filrr

e end of the war, relations qradu
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To avBpwnivo yupvo owpa, n avanapaotaor
T0U OTIC TéyVeC, ano T {wypagIkr oTn PWTo-
ypagia, kat ot aioBnTiKol kavovec mov 10 ago-
polv oTi¢ O1GQOPEC emoyéc, €ival To BEya g
tawiag H Bewpla ¢ avravarAaons (Teorija
odraza, 2006) Tou Ntapko Mnakhda. Mia ogipd

ovyva §avaidwpéva

yKayK bivouy éva v
TpaneAo XapaKTnpa otnv tavia

Lwypagikr avagopd £xoupe Kai 0T [ToAd
1hoko npoaloBnua (SloZeni Predosjecaj, 2003)
10u Ntotoav [katortg mou xpnotponotel Tig yew
HETPIKEC QOPUEC TOU MANEPITC Kat TwV Kov

atpoukTIIoT@Y, 0

KaoTik npwrn OAn. Me
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XPOVEC EYaAOUNOAEL, Xwpic va Cexaotei n e
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1a0po 01aupd 1ou Makepie

yAumn, pia o€ipd kepdha — moprpaita, va dia

déyovtai To éva 1o ANNo peraoynpati(Opeva, e
@OVTO i povotovn puBIKI HouoIkr). And Toug
npoiotopikou¢ avBpwnoug péxpt tov Kaparding
nepvavrac ané v apyaia ENGSa, Popn, Toup

kokparia, 1o Namohéovta, XitAep, ZtdAw, Khm
KaBe @opd navw oto ke@d, pia oxnvr paxng
KataAryel 0€ OKOTwHOUC. 210 TEAAG, TO «vilipic
TWV XepIv» Tou AU, abpBolo eniong... Ei

JH00TE NAvTa 0€ pita Tumikr oupBoAikr Aoyikr

OUMMUKV@ONG, MO 0 KIVRHatoypdgog pl

ong pag éxer ouvnBioel. Tnv (dia akpifag pebodo
Kai popyia, Al nod mio eupnpatikr kai dia
kedoTIKY, PPIOKOVE 0TV QUEPIKAVIKN Tal

via The Great Cognito Tou Ouik Bivtov, ién o

1982

leploodtepo avavewtikoi otn @oppa, o Nta
Bop Mevtioopetaav kai Mapko Méotpofitg, o
OLVLNOYPAQOULV TIC TaviE loyydviko Tpayoud

janjska, 2004) kai Silencium (2006). Ka

Miramare
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ally smoothed. Itis beyond the scope of this pa-
per to give a thorough account of film produc-
tion in the countries of the former Yugoslavia.
Hence, we shall focus here exclusively on the
(roatian subsequent course of the Zagreb school.
Ifwe take into account the facts stated in reliable
pages on the web," the Croatian film production
in the past two decades amounts to the follow-
ing figures: In 1990, 6 movies were made; 13 in
1991; 121in 1992; 4 in 1993; 6 in 1994; 4 in
1995; 3 in 1996; 16 in 1997; 7 in 1998; 7 in
1999; 6 in 2000; 4 in 2001; 8 in 2002; 10 in
2003; 8in 2004; 9 in 2005; 2 in 2006; none in
2007; 2 in 2008; 2 in 2009; and 5 in 2010. A
comparative analysis of these figures shows a
rapid growth in 1997, immediately after the
war, which reaches a steady average of 6-8
movies from 1998 to 2005, only to drop to zero
(1) in 2007, before slowly starting to rise again.
This crisis surely cannot be merely attributed to
the war and its long-term (mainly financial)
consequences, or to the dispersion of creators
who were forced to flee the country; just as
muchisitacrisis on the level of ideas, regardless
of other circumstances. Here we must indicate
the renewing role of schools, so crucially at work
in Croatia as everywhere in the world. Right un-
1il 1998, the year that a respective department
was launched in the Academy of Fine Arts, there
was no organized school teaching animation in
Zaqreb. The art was leamed by apprenticeship to
the older directors.’ From that time onward, the
encouraging atmosphere at the universities has
afforded young creators with fresh opportunities
of expression. For example, certain movies, like
Miramare, were in fact school projects.

In what follows, we can take a closer look at
some representative movies, the majority of
which are included in the program of Thessa-
loniki’s Film Festival. Many of these films carry
over the allegorical tradition, while others are
blazing new trail.

Daniel Sulji¢’s The Cake (Kolac, 1997) makes
use of a minimalistic form of illustration, bor-
dering on “bad painting."The film is nevertheless
based on the traditional, allegorical mode of
narrative, typical for East Block movies, prior to
the collapse of the Communist world. The un-

evenly cut cake, so eagerly longed by everyone
(an allegory of social inequalities), gives rise to
a number of duping machinations invented by
the contesters vying for the biggest piece. The
same strategy is followed after the bickering di-
vision of the cake, this time for obtaining the re-
maining crumbs. Suljic’s technique is one of
condensation, given more to simplifying and
symbolizing than to attempting any thorough
analysis. In spite of the film's ritical intentions,
the overall effect s too simplified to allow for any
digression from a predetermined course of
events. And yet, as we have by now learned,
“even the merest motion of a butterfly’s wings
on one edge of the earth can well cause a storm
at the planet’s opposite end. . ."

Nicole Hewitt's 1998 “experimental” film
In/Dividu may be resourceful in its plasticity, yet
itis structured as a catalogue: an armchair s cut
to pieces and reassembled from its parts, which
are then hung by transparent threads. The same
pattern is repeated with a refrigerator, also cut
and reassembled. The human body is similarly
shown in rotating pictures, zooming in on the
skin and hair. What we have here is doubtlessly
an unorthodox production, wholly attuned to
the reasoning of “experimental” cinematogra-
phy, where raw materials assume a self-suffi-
cient prominence, without being put at the serv-
ice of a narrative point.

Another, arguably more noteworthy sample
of Nicole Hewitt's work, is her 2002 film /n Be-
tween. Here, an impressive stream of garbage of
all kinds (broken refrigerators, bed mattresses,
debris, iron scraps, boxes and the like) fills the
streets of a town that viewers identify as the
city of Zagreb. The litter-filled images are framed
with the comments of casual observers, made as
they walk by the trash or uttered during the
film's shooting. Near the end of the movie, the
garbage is lifted up in the air, as if “glorified," so
to speak. This is one film with a lot of promising
potential that should have gone further, rather
than simply rest content with the mere charm of
its material.

To some extent, Goran Trbuljak’s 2002 film
Every Day by Itself, Never Together (Svaki je dan
2 sebe, svi 2ajedno nikad) can be seen as repre-

sentative of the Zagreb School, given its em-
blematic brief spots (a burglar breaking into a
building from a window, a demonstrator who
sets himself on fire, a kissing couple, etc.) that
are weaved into a plot. The same technique is
encountered in several older movies, such as
Satiemania, Curiosity, etc.

The naked human body, its artistic represen-
tation by various techniques ranging from paint-
ing to photography, and the aesthetic rules deal-
ing with it throughout the ages, are the theme
of Darko Bakliza's 2006 movie Theory of Reflec-
tion (Teorija odraza). A number of familiar gags
give this movie a grotesque tone.

Paintingis big on Dusan Gacic's Complex Pre-
monition (SloZeni Predosjecaj) movie of 2003 as
well, which utilizes the geometrical forms of
Malevich and the constructivists as its raw ma-
terial. Transformed through movement, tradi-
tional forms hint at life in modern big cities —
this without neglecting the metaphysical di-
mension implied by Malevich's black cross. . .

InTomislav Gregl's Malformance Performance
of 2007, we are presented with a number of
heads-portraits at a sculptor’s studio, which suc-
ceed one another in order of appearance while
they morph, and are set against the background
of a monotonous musical rhythm. The portraits
span a vast historical array, from prehistoric
times to Karajic, passing through ancient Greece,
Rome, the Turkish occupation, Napoleon, Hitler,
Stalin, etc. A battle scene hangs over every head,
always depicting a manslaughter. The film con-
cludes with the sculptor “wiping his hands,”
which is another powerful symbol. What we
have here is the typical symbolic logic of con-
densation, that we're accustomed to from inspi-
rational cinema. Exactly the same method and
form, but more resourcefully and entertainingly
incarnated, we find in Will Vinton's American
movie The Great Cognito, shot as early as 1982,
infact.

More innovating in form are Davor Medu-
recan and Marko Mestrovic, co-directors of Gipsy
Song (Ciganjska, 2004) xai Silencium (2006).
Both movies are based on the poetry of
Mitroslav KrleZa, and are permeated by a morose
mood focusing on the issues of death and the lot
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10U Mapko Méotpopirg, mov empPeataver v
niapouoia evg avepxopevou dnpioupyou, mou
Kaéxel Ta peoa g téxvng tou. H tawvia agnyel-
11 éva OVEIPo 1€ pia Guvi ov agrvel pfivupa
0' éva autopato mAepwvntr (tou onolov 0
voupepo €lvai Adboc...) 0 oknvoBeng mpoBael
TIG EIKOVEG ToU 0TOU Toioug TG noAng bmw Ta
ykpdoiti, ald nnyaivovrag ndpa mépa, xpnot-
Homolei Tig KON@VEG jtag potdviag oav éva apyl-
TEKTOVIKO (wotpomio...

AMnyopia (akopn pia) e (wic an6 v
Kouvia otov Tdgo, €ival n Tawia Tpéuo (Trk,
2009) Tov NéBio Mapdaopire. Eva ouveyéc Tpd-
Behvyk ouvodeder ato TpECING Tou éva pkpo
naidi mov moucouhdel, apxiCet va Tpéxel, mdet
070 0OAei0, jieyah@ver, navtpedeTat kAT, péxpt
miou katadyel oto vekpotageio. Eivar eviunw-
01aKO MWG QUTI 1) CUPTUKVWTIKI Aeoupyia
agiynone empPiavel yia dexddeg xpovia. Mia
avtiotoign oupBoNii dop, ovo nou o AvBpw-
TI0G QVTi Va TPEXE| MEQTEI, EYOVIE Kal oTnv Tawvia
0mipyos m¢ BapéX (Lalilonska kula, 1988) Tou
Paoto Toipire,

MloNd mio Piprov6(og - kat 6y p6vo oto Tpé-
€110 - 0 Xiiov Mnoykoyepire Napa oty tawia
100 Morana (2008). Zuvexéc TpE€IHO Kal 0w,
0V Tiou TipOKerTal yia Tov «tpdno (wrie» Evog
avBpwnou Tng MOANG Mou eTd Tov MoNeO Kal
TNV KaTaoTpogr Tou adyypovou moNmiopoo (Twv
ovpavo€uotay, Twy dlagnpioewv...) empiavel

Inpeiwoelq

0€ lla poon «emotnpovikic gaviaoiac» (wvrag
HE TOV TpOmo Twv Ividviv...

Maotepn tawia tou ibiov oknvoémn n Pla-
sticat (2003), ndvia o éva kNija poutouploTi-
kii¢ peyahoomohng, e€etddel to khaootko oi-
Mypa g emthoyric avdpeoa oTo kako kai To
Kako, Tiov 6w navia aviimpoownelovial ané
éva uxpo dyyeho kai éva 61dBoko. To mpdPAnua
g emthoyiig yiverar 6w moko mio moAumAoko,
6tav mporelvovral noAéq AMeg duvatoTnTeg ent-
hoyAc... Nldvra atnv khacotk Aoyikr ¢ alhn-
yopiag, napd T ypnotponoinon g TeAeutaiag
Teyvohoyiag 3D, n awia Bupiet pia oeipd AMeg
naNidtepeg, bnwg v Kavalpyia nepmatnoid
(1978) Tou Mnopioi NroBvikopitc-Mnopvto.

Extdc and Ti¢ duo Tawieg Tou npoypappatog,
a€ie1 va onpeIoovpE TV EvTunwolakr Tavia
AeBidbav (Leviathan, 2006), epnveuapévn ano
10 opdvuyo Biio Tou Topac Xopng Tov 1651.
£6w, 0 Ndpa6, Gouhevet e 1biaitepn pagotpiati
€lkovec o0vBeong 3D. To kevipikd mpoawno g
Tawiag, ivat pia Tepdotia @iyodpa, ouvBepévn
and dekddec avBpwnva owpara. Mia eviunw-
olakr) avBeon, mou |ovo pe T abyypovn Te-
xvohoyia Ba pnopovoe va npaypatonoinBei.
Onwg n Nikoh Xioorr, o NtdBop Mevriobpetaav
Kat o Mdpko Méatpopirc, 0 iiov MmdykoyeBirg
Ndpa, eivai niong ia and Tig avepyopeves on-
JioupyIkég agieg Tou kpoatikol Kivnpatoypd-
(OU avipdolov.

! Sifianos, G., 1995.“Zagreb 94" Positif, lodviog 1995, Ty, 412.

2Sifianos, 6., 1993.“Zagreb 92, un festival dans un pays en querre’. Positif, lodviog 1993, T, 388.

*Sifianos, G. 1995.“Zagreb 94", Positif, loiviog, 1995, Ty, 412.

Téhoc 10 Miramare ¢ Mixaéha Mokep
(2010), efvai pia ravia Smwpatikic epyaciac,
and v Akabnpia Kahdv Texviv ou Zayxpeym,
TI0U OpYQVVEl OTIYiGTUMA ané Tic Siakoméc ot
Bdhaooa Buo pikpwv EABeTwv mou kamoia amiypr
{naivouy O ia anayopeupévr oToug ToupioTec
(...

0a rifeha va kheiow autd To onpeiwya ava-
@époviac v Teheutaia Tawia Tov napaywy-
kdtatou l16ako Mdpouart nov eivar évag and
Toug OUVEXI0TEG, TG napddoon 600 kai napd-
YOVTaq TG avavéwong, piag nou ibpuce To Tyriyia
gupoxwang oy Akabnpia Kahav Teyvav Tou
Zaykpeyn. H tawia Tou Sra npodaria ¢ méAng
(In the Neighbourhood of the City, 2006), eivai
{ow¢ n Tawia mou KAeivel T0 €neladio Tou Moé-
pov. Eva Cevyapt mpooglywy nou (el o€ pia
Bapka korrdel and v anévavri oxn To pavia-
opayopik6 Béapa g noAng. EyPAnuarikr &
Kova g mepiouMoyric peTd Ty nepinéteia Tou
noAéyiou ou eAiCoupe va eivai n Teheutaia.

OxtwPpiog 2010

* http://www film.hr Awuéronog unoatnpi(yevos and To kpoariko unoupyeio nokmiopiod. Eniong: http://www.zagrebfilm.hr/ Mpénei va aneidooupe o nap’ Mo mou ot
Tnyéq aurég eivar ooPapéc, diaotaupwvovrag Tic Anpoopie e Tov katdAoyo Tou peariBak tou Zdykpeyn 2010, Bpiokoupe ki AANEG Tavieq yia Tig ypoviés 2009-10. Ovmhn-

pogopieg enopévw edw, dev pnopei va elvar anohureg,

* Kardhoyos Tou geomBaA tov Zaykpeyn 1998: 177.
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of the poor, whose graves “may be solely indi-
cated by a dog’s shit. The first of these films fo-
cuses on a gypsy funeral; the other also deals
with death and harsh life conditions, making
use of pictorial references to Hieronymus Bosch
and Fritz Lang’s Metropolis. Relying as they do on
3D technology, directors Medurecan and
Mestrovic succeed at adjusting it to their own
aesthetic, thereby avoiding the pitfall of easy
accommodation. Their well-crafted syntheses
and controlled film idiom make for a promising
poetic outcome, certainly more accomplished
than the simply assumed — and thus poor —al-
legories that we find in other creators.

No sleep won't kill you (Nespavanje ne ubija),
made n 2010, is another notable film by Marko
Mestrovi¢, attesting to the capacity and talent of
its rising creator. The movie recounts a dream by
means of a voice that leaves a message to an an-
swering machine (of a wrong number. ...). The
director projects his images on the city’s walls
like graffiti, but in fact goes further, using as he
does the columns of a rotunda as an architec-
tural zoetrope. ..

One more allegory of life from the cradle to
the tomb is Nevio Marasovic’s 2009 film Run
(Trk). A continuous travelling escorts a toddler's
scuttle as he begins to crawl, run, go to school,
grow up, marry, etc, till the time he ends up
dead in the cemetery. It is nothing short of im-
pressive that this condensed narrative perform-

Notes :

ance has endured for decades. Rastko Cirics
1988 film The Tower of Babel (Lalilonska kula)
features a matching symbolic structure, except
that here man does not run but falls.

Much more virtuoso — and not only in re-
qards to running — is Simon Bogojevic Narath,
in his 2008 film Morana. Nonstop running dom-
inates this film as well, except that here it con-
cerns the”life style”of a city guy who, following
awar and the destruction of modern civilization
(of skyscrapers, advertisements, and so on), sur-
vives in a “science fiction” natural environment,
living in the manner of Indians. . .

An older movie by the same director is Plas-
ticat (2003), likewise set in the backdrop of a fu-
turistic metropolis, examining the classical
dilemma of choosing between good and evil,
which as always are represented by a small an-
gel and a devil. Here the choice between the two
moral standpoints is made tougher by the of-
fering of additional alternatives. .. The movie
does not stray from the classical logic of allegory,
despite the use of the latest 3 technology, and
is reminiscent of older movies like Borivoj
Dovnikovic Bordo's 1978 film Learning to Walk.

Besides the two films of the program, special
mention must be made of the impressive, 2006
film Leviathan, inspired from Thomas Hobbes fa-
mous book of the same title. Here, Narath as-
sembles his 3D images with striking mastery.
The film's main character is a towering figure,

' Sifianos, G., 1995. “Zagreb 94", Positif, June 1995, No. 412.

*Sifianos, G., 1993.“Zagreb 92, un festival dans un pays en querre”. Positif, June 1993, No. 388.
*Sifianos, G. 1995. “Zagreb 94°. Positif, June 1995, No. 412.

“Cf. hetp://www.film.hr This is a web page supported by the Croatian Ministry of Culture. Cf. also http://www.zagrebfilm.hr/ It should be noted that in
spite of the reliability of these sources, if we cross-examine their information with the 2010 Zagreb Festival catalogue, we will find more film listings for
the years 2009-10. Thus, the information provided by the above internet sources is inconclusive.

#1998 Zagreb Festival catalogue, p. 177.

composed as it is from dozens of human bodies
into an impressive synthesis that only modern
technology could achieve. Like Nicole Hewitt,
Davor Medurecan and Marko Mestrovic, Simon
Bogojevi¢ Narath is a rising creative star in Croa-
tian cinema.

Lastly, Michaela Miillers 2010 film Miramare,
was made as a thesis assignment for the Zagreb
Academy of Fine Arts. It features scenes from the
seaside vacation of two small Swiss characters,
who at some point tresspass into a terrain that
is forbidden to tourists..

| would like to close this note by mentioning
the latest movie by the highly prolific director
Josko Marusic, one of the continuators of the tra-
dition and a paragon of renewal, no less, in view
of the fact that he founded the animation sec-
tion in Zagreb’s Academy of Fine Arts. His 2006
movie In the Neighborhood of the City may per-
haps be seen as the film that concludes the war
period. A refugee couple living in a boat looks
from the opposite shore at the stunning view of
the ity landscape — an emblematic image of
post-war musing that we hope won't be re-
peated...

October 2010
Translated into English
Haralambos Ventis
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Samac [Mévoc / Alone] 1ouykoohaBia / Yugoslavia 1958
IknvoBeoia/Direction: Vatroslav Mimica Eevapio/Screenplay: Vatroslav Mimica, Viadimir Tadej
Epyoxwon/Animation: Branko Karabaji¢ Movowkiy/Music: Kurt Grieder ®évra/Backgrounds:
Rudolf Sablji¢ Napaywyn/Production: Zagreb Film 35mm Eyypwpo/Color 12:51"

Tahaimwpolyevog katd tn didpkela tng npépac, To pddu Eepelyel an'tous avBpamouc kat Ty oAy
Ta dveipa 100 MPOOGEPOLY aNEPIOPIOTOU, fipEpoU Wpouc anopovwan. Emméhoug, eivar povog ki
ehe0Bepoc! Opw n anopdvwon yewd 1o goBo. To mpwivé §invipia diakder Tov mavikd. Mia nhiaytiba
Kai 1 eyyotna 1wy avBpanwv. TOTe pxetal ki exelvn. Zuvavtiobvial.

Harassed during daytime, in the evening he runs away from people and the town. Dreaming brings
him infinite, quiet spaces of solitude. Atlast, he s alone and free! But solitude engenders fear. Awak-
ening cuts the panic short. A ray of sunshine and the proximity of people. She comes, too. They meet

Inspektor se vraca kuci [0 smBswpntic yupile:
oniti/ The Inspector Returns Home]

TovykoohaBia / Yugoslavia 1959

IknvoBeoia-Levapio/Direction-Screenplay: Vatroslav Mimica Ixédia/Drawings: Aleksandar
Marks Epyoxwon/Animation: Viadimir Jutrisa, Aleksandar Marks Mouaikry/Music: Kurt Grieder
Oovra/Backgrounds: Zlatko Bourek Kivnparoypdgnon/Camera: Josip Klari¢ Movra{/Editing:
Lidija Joji¢ Napaywyr/Production: Zagreb Film 35mm Eyxpwpo/Color 11:34”

Evag emBewpnrg nepnatd atoug dpdpoug mpoonabwvrag v' ano@iyel «Toug kivaivoue. o aniti
m\évelanodia tou kai dlaBacer epnpepida. zaguikd, BAémet Tt éva Saktukikd Tou anotunwya npo-
onaBel v' anopakpuvBel. O emiBewpnrc akohouBei ta ixvn Tov...

An inspector walks the streets, trying to avoid ‘dangers". At home he washes his feet and reads the
paper. Suddenly, he notices one of his finger-prints is starting to run away. The inspector stalks its
trail...

Koncert za masinsku pusku

[KovtaépTo yia moAuBoAo / Concerto for Sub-Machine Gun]
louykoohaBia / Yugoslavia 1958

IknvoBeoia-Levapio/Direction-Screenplay: Dusan Vukoti¢ Ixédia-Eppuywon/Drawings-
Animation: Boris Kolar Movoki/Music: Aleksandar Bubanovi¢ ®@évra/Backgrounds: Zvonko
Loncari¢ Napaywyn/Production: Zagreb Film 35mm Eyxpwpo/Color 13:55"

Evac dvipa viupévog ota Aeuka odnyei péoa atny kivnan iag peyahng nong. OAot Tov aéBovrar
Otav grdvel oo aniti Tou, BAénoupe motog npaypatik eivar: évag paupovrupévog avipag, apynyoc
Jiag ouppoplag Tv onoia GuAdel kéoa otr viouhdna, oav va fitav pouya. Zxedialel va xavel pia An-
OTEla PE Hopepi) KOVTOEPTOU...

A man in white drives through the heavy traffic of a large city. He has everyone’s respect. At home,
we see who he actually is: a man in black, chief of a gang he keeps at his disposal in the closet, like
articles of clothing. He plans to attack a bank in the form of a concerto.
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Surogat [Ynokataotaro / Ersatz]

louykoohaBia / Yugoslavia 1961
IxnvoBeoia-Lyédia-Epyiywony/Direction-Drawings-Animation: Dusan Vukotic Zevapio/Screen-
play: Rudolf Sremec Movary/Music: Tomica Simovic, Arsen Dedi¢ ®dvra/Backgrounds: Zvonimir Loncaric
Kivnuavoypdpnon/Camera: Zlatko Sacer Movral/Editing: Tea Brunsmid Napaywyry/Production: Za-
greb Film 35mm ‘Eyypwpo/Color 9:36"

BpaBeia/Awards: Oberhausen, Belgrade, Melbourne, Philadelphia, Prague, San Francisco, Zagreb
Bpapeio Ookap / Academy Award 1963

2¢ pia napahia, évag Toupiotag pouokwvel éva o\okAnpo maatikd xwpio. X' auté To (wypagiapiévo,
(pouokwto nepiBdMov umdpyouv unokatdotata yia 0Aa, akopn kai yia Ta ouvaiodrjyara. Sy na-
pahia yewviétar évag naBiaopévog épwrag nou mpoxahei (e kai katakvjyel o€ paywdia. Opwg, Oha
«epouakvouV» pepidc, otav éva pikpd kapgi mapepBaivel oty 6An 1oTopia.

On the beach, a tourist inflates and blows up an entire village i plastic. In this painted and inflated am-
biance there is a substitute for everything, including sentiments. On the beach, a passionate love devel-
ops, provoking jealousy and, in the end, tragedy. But all this is blown away in one go, when a small nail
becomes involved in the proceedings.

Igra [To maixvidi / The Play] lovykoohaBia / Yugoslavia 1962
IxnvoBeoia-Levapio-EppuyworyDirection-Sareenplay-Animation: Dusan Vukoti¢ Movokiy/Mu-
sic: Tomica Simovi¢ @dvra/Backgrounds: Zvonimir Loncari¢ Kivnparoypdgnon/Camera: Mihajlo
Ostrovidov Movra{/Editing: Tea Brunsmid Napaywyr/Production: Zagreb Film

35mm ‘Eyypwpo/Color 11:20”

Bpapeia/Awards: Oberhausen, Annecy, Barcelona, Belgrade, Buenos Aires, Cannes, Cork, London, Mi-
lan, Mannheim, Melbourne, Necochea, New York, Prague, San Francisco, Tuceman, Zagreb,
Ynoyrigio yia Ookap / Academy Award Nomination

Fva ayopi ki éva kopitor maiCouv éva naigvidt. AvtaywviCovrar oxebialovrag S1AQOpEC PIYOUPEC, ol
onoieg maipvouv odpxa kat 00Td ki apyiCouv kat ot idieg Tov avraywviapo. H axedov tpayikr katdAnén
NG avTipayiac ivai o mpoBio TG totopiag mou aneuBiverar oToug vk,

A game between a boy and a little girl. They contend by designing various figures, which become
alive and contend further for their own part. Their contest, almost tragic at the end, reaches a seri-
ous conclusion addressed to adults.

Don Kihot [aov Kixértnc / Don Quixote]

lovykoohaBia / Yugoslavia 1961
IxnvoBeoia-Levapro-IxéSia-Oovra-Epguywon/Direction-Screenplay-Drawings-Backg-
rounds-Animation: Viadimir Kristl MovowryMusic: Milko Kelemen Napaywyr/Production: Za-

greb Film 35mm Eyxpwyo/Color 10:40”
Bpapeia/Awards: Oberhausen, Cork, Gent

H rawvia karaypaei Tic nepinéreteg Tov Aov Kiywn kat Tou unnpémn tou Zdvroo Mavroa. 0 yewaiog
(MOTNG JAYETal EvaVTIa OTOUC AOTUVOIKOUG Kat 0" évav oAdKANpo oTpato. Merd and éva Siamnk-
00 pie Tov nakid Tou exBpo, Tov avepdpulo, Toug Tpénel GAoug 0€ aTaxTn Puyr

This film portrays Don Quixote and his servant Sancho Panza in their adventures. The valiant knight
fights against policemen and a whole army, driving them all in a panic flight after a brawl with his
old enemy, the windmill
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Peti (0 néumntog / The Fifth One] fovykoohaBia / Yugoslavia 1965
Ixnvodeoia-Levapio/Direction-Screenplay: Pavao Stalter, Zlatko Grgi¢ Iyébua- Eppiywory Draw-
ings-Animation: Pavao Stalter, Zlatko Grgi¢ Movoki/Music: Andelko Klobucar ®évra/Back-
grounds: Pavao Stalter Movra{/Editing: Tea Brunsmid Napaywyry/Production: Zagreb Film
35mm Eyypwpo/Color 2:38”

Bpapeia/Awards: Krakow, Vienna

AuTh 1 {ikpod priKoug Tawvia Kivoupévw oxediwv ival pia yioupopioTikr anélkdvion Tou avBpdmi-
VoU neioparo, onwe auTo kataypagetal péoa an'tn oyéan evog HeAwdikob kouapTETou ki Evag avu-
1O(opou Tpopmeriota.

Asshort animated film, a humoresque of human stubbornness, shown in the interplay between a har-
monious quartet and an indestructible pest — the trumpet player.

Pavolja Posla [aovheiéc Tou AaBorou / Devil’s Work]
lovykoohapia / Yugoslavia 1965

IknvoBeoia/Direction: Zlatko Grgic Zevapio/Screenplay: Tihomir lli¢ Epgiywon/Animation:
Zlatko Grgic, Turido Paus, Rudolf Nudrov¢i¢ Mouaikiy/Music: Aleksandar Bubanovi¢ ®évra/Back-
grounds: Zvonimir Loncari¢ Movral/Editing: Tea Brun3mid Mapaywyr)/Production: Zagreb Film
35mm Eyxpwpo/Color 9:23”

01 ayaBoepyieg evoc kakompoaipetou avBpwnov avranodidovral e ayapiotia kar poyBnpia. Autd
elvat kdti mou o gikog ag dev pmopei va avexei ki étol §exiva va aviaywvileral Tov AiaBolo oty
kakia. To kdvel pdhota o Tétoio fabpo, mou o AidBoog BopuBeitar. Zto Téhog ematpégel oTo Qu-
olohoyikd Tou yapakrpa.

The good deeds of a well-meaning fellow are repaid with ingratitude and malevolence. This is too
much for our friend and he begins to rival the Devil in his maliciousness. In fact, he goes so far that
even the Devil is upset. In the end, he reverts to his original temperament

Zid [O Toixog / The Wall] louykoohapia / Yugoslavia 1965
IknvoBeoia-Levapio-Ixédia-Epypuyworny/Direction-Screenplay-Drawings-Animation: Ante
Zaninovi¢ Mouatkiy/Music: Tomica Simovi¢ @dvra/Backgrounds: Pavao Stalter Movrd{/Editing:
Tea Brunimid Napaywyry/Production: Zagreb Film 35mm Eyxpwpo/Color 3:45”
Bpapeia/Awards: Belgrade, Locarno, London, Mamaia, San Francisco, Zagreb

H awia befyver Sbo avBpwnoug ki évav Toiyo mou Toug Ppale To Spdyio. Mnpoatd otov Toixo 0 évag na
parefrar, eve 0 GNNog apveital va dextei Ty fitta kat npoonabei va unepPei To eunadio. X1o Téhog,
XTuna Tov Toixo e To KepdM avolyovrag pia Tpoma, T vikn, Opwe, aur v mAnpdvet e T (wi Tou
To pévo nou €xe1 va kdvel Twpa o AN elvat va okber kai va nepdoet péoa an‘my tpuna. O Spopiog
glvat ma avoiytoc — Touhdyiotov péxpi va BpeBei unpoatd atov endyevo Toixo

This is a film about two people and a wall that blocks their path. Faced with the wall, one of them
submits, while the other refuses to admit defeat. In various ways he tries to surmount this obstacle
Finally, he smashes a hole in the wall with his head, paying for victory with his life... Now all the other
has to do is bend down a little to pass through the hole. His path is now open — at least until he
reaches the next wall
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Muha H poya / The Fly] lovykoohapia / Yugoslavia 1966
IxnvoBeoia/Direction: Aleksandar Marks, Vladimir JutriSa Zevapio/Screenplay: Vatroslav Mimica,
Aleksandar Marks Ixédia-Epyuywon/Drawings-Animation: Vladimir Jutrisa Movatki/Music:
Hovatkr) apyeiov/archival music ®dvra/Backgrounds: Pavao Stalter apaywyn/Production: Zagreb
Film 35mm Eyypwpo/Color 8’

Bpapeia/Awards: Oberhausen, Belgrade, Chicago, New York, Sitges, Trieste, Zagreb

H tawia napovoialel T oxéon evog avBpwnou Kat piag poyac. H emyiov g poyag eivat ma tooo evo-
yAntiki, mou o dvtpag naBaivet eypov, o€ Tétolo ydhiota Babiud mou ot ouveidnar Tou N poya gol-
el pe mpaypatiko Tépac. Tn oTiypr mov N poya @tdvel ato mo akpaio onpieio TG TepaTwdOUG
ENpoVNG TG, 0 AvdPag UNOKUMTE TNV AVWTEPOTNTA TG,..

Afilm about the relationship between a man and a fly in which the aggravating persistence of the
fly grows into an obsession with the man and becomes a veritable monster. At the point when the
persistence of the fly reaches its culmination, the man succumbs to the superior power of the fly...

Becarac (1o Tpayoudi Tou pmekidpn / Dancing Songs]
louykoohaBia / Yugoslavia 1966
IknvoBeoia-Levapio-Oovra-Epgoywon/Direction-Screenplay-Backgrounds-Animation:
Zlatko Bourek Mouvoki)/Music: Emil Cossetto Movra{/Editing: Tea Brunsmid Napaywyr/Pro-
duction: Zagreb Film 35mm Eyxpwpo/Color 9’

Avo konéhec, n pia mhotata kat ) M gTwyr aAAd opop@éTepn, ayanoly To i6io aydpt. To aydpi eival
avano@doioto aA\a Tehika nporipd To w0 kopital. Mapdho nou n mhotoia koméa vicBel Biypévn,
obvropa Bpioker mapnyopid o' évav AMo povatakalr) yapmpo.

Two girls, one rich and the other poor but more beautiful, love the same boy. The boy is undecided,
but finally settles for the poor girl. Although the rich girl s offended, she quickly finds comfortin an-
other, moustachioed bridegroom.

Mrlja na savjesti

[To otiypa otn ouveidnon tou / A Stain on His Conscience]
lovyxoohapia / Yugoslavia 1968
IxnvoBeoia-Levapio-Lxédia/Direction-Screenplay-Drawings: Dusan Vukotic Eppiyworn/An-
imation: Viadimir Jutrida Movoukiy/Music: Tomica Simovi¢ ®dvra/Backgrounds: Ante Nola
Kivnparoypagnon/Camera: Dorde Nikolic Napaywy/Production: Zagreb Film, Dunav Film
(Belgrade) 35mm Eyxpwpo/Color 15

BpapPeia/Awards: Cork, Madrid, Porto

H rawvia eivar évag ouvduaopdg kivoupéviv oxediwv kai aAnBivav ekdvawv. Napovoidder évav dv
Bpwno nov dev pnopel va Eepiyer an'm ouveidnor Tou

This is a combined live/animation film about a man who cannot escape his conscience.
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[Avapeoa ota Xeiln kai oto yuali / Between Lips and Glass]

lovykoohapia / Yugoslavia 1968 IxnvoOeoia-Levapio/Direction-Screenplay: Dragutin Vunak
Movotkiy/Music: Tomica Simovic Eppuywon/Animation: Zlatko Sacer @évra/Backgrounds: Zvon-
imir Loncari¢ Kivnparoypagnon/Camera: Zlatko Sacer Movral/Editing: Tea Brunsmid
Napaywyry/Production: Zagreb Film, Corona Cinematografica (Italy) 35mm Eyxpwyio/Color 9:54”

Mia atéheiwtn mopnr kateuBovetar abuawnmna mpog Tov tago. Eivar n kndela ¢ avBpwnérmrac
Navra, kaBe otiyur, BaBoupie T abéhgia pag, n wi, opwe, ouvexiCerar. Evag avBpwniog lvar eutu
YIOpévog ki évag GMog v i61a otiypr meBaiver, Oha autd enmeAodvral otov eAdyioTo ypovo miou xpét
aevar yia va gépouyie éva notrpi ota yekn pag.

An endless procession walks relentlessly towards the grave. It is the funeral of mankind. Every mo
ment, day and night, we are burying our brothers, but life goes on in spite of this. One person is happy
and another slips into death at the very same moment. All this... in that brief moment it takes to raise
aglass to our lips.

Maske crvene smrti

[H pdoka Tou k6kKivou Bavatou / Mask of the Red Death]
TouykoahaBia/ Yugoslavia 1969 ExnvoBeaia/Direction: Branko Ranitovic, Pavao Stalter Esvipio/Sareen-
play: Zdenko Gasparovic, Branko Ranitovi¢ Eppuywon/Animation: Pavao Stalter, Viadimir Jutrisa
MouawiyMusic: Branimir Saka¢ @évra/Backgrounds: Pavao Stalter Movra{/Editing: Tea Brunsmid
NMapaywyry/Production: Zagreb Film 35mm Eyxpwpo/Color 9:36”

H tawia BaciCerar oto opcvupo diqynpa Tov Eviykap Akav MNoe. H navoikha paoriCel Tov koayo. 0
Kapng Mpoamepog kheiverai padi pe tn diepBappévn 1o aul ato kdoTpo Tou, Griou Ta Gpyia ouve-
yiCovrat. H yioptA dlakdretat ané v mapouoia piag oaynveutikic yuvaikag, n onoia napacipel e
0 yonteia g Tov Koyn ohoéva kat mio Babid, ota noAutehr) dwpdria Tou kaatpou.

Based on the story by the same name by Edgar Allan Poe. The plague is devastating the whole world
Count Prospero locks himself and his decadent court inside his castle where the orgies continue. But
the castle ballis interrupted by a seductive woman who entices the count further and further through
the luxurious rooms of the castle...

Macka [H yara / The Cat] louykoohapia / Yugoslavia 1971
IknvoBeoia-Levapio-Iyédia-Oovra/Direction-Screenplay-Drawings-Backgrounds: Zlatko
Bourek Epyuywon/Animation: Pavao Stalter Movaki/Music: Franco Potenza Kivnparo-
ypdgpnon/Camera: Zlatko Sacer Movra{/Editing: Tea Brunimid Napaywyr/Production: Zagreb
Film 35mm Eyypwpo/Color 10:10”

Bpapeia/Awards: Oberhausen, Atlanta, Belgrade, Chicago, New York, Olbia

Baoiopévn o' évav jbBo Tou Aownou, 1 Tawvia agnyeita Ty loTopia evag moitr nou (el ovayika éwg
01ou n Agpodit petapioppavel T yara Tov o'éva navépopgo kopital. To ndBog odnyei Tov mointr) ato
vamiouMqoer 0,T1 el Kat Oev Exel TIPOKEIEVOL Va POOPEPE BTV EPWHIEVT) TOU T KOOW|ATA o TO00
NG apéaouy. 210 TENog, éva BéNeap yie T Hopar evoc pikpou novrikiod Ba Elval apketd yia v' anoka
AugBei n yarioia poon Tov kopraiod

The film is based on an old Aesop fable: a young poet is lonesome until Venus transforms his cat into
a beautiful girl. However, his new passion brings the young man to sell all he has in order to provide
his mistress with the jewelry she likes so much. But one single enticement, a small mouse, suffices to

how the girl's basically feline nature
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Tu P Tu P [Toumn Toun] lovykoohaBia / Yugoslavia 1972
IknvoBeoia-Levapio-Lyédia-Oovra-Epyuywon/Direction-Screenplay-Drawings-Back-
grounds-Animation: Nedeljko Dragi¢ Movaukry/Music: Tomica Simovic Kivnpavtoypdgnon/Camera:
Zlatko Sacer Mapaywyry/Production: Zagreb Film 35mm Eyxpwpio/Color 9:54”

Bpapeia/Awards: Oberhausen, Belgrade, Melbourne, New York
Ynoyrpto yia Ookap / Academy Award Nomination

Kevrpikd Béa g tawiac eivat auto nou oupBaivel o' évav GvBpwno dtav evoyheftar and éviovo 60-
puBo v wpa nou npoonabei va dlafdoei v epnpiepida Tov. Evag fpegiog dvBpwnog mov BopBap-
diCerar an6 BopuBoug katahdyet va yivet emkivduvoc, Eivar kavog yia 0AeBpo kat kataoTpogr).

What happens to a person who is irritated by a certain sound while he's trying to read a newspaper
is the theme of this film. A calm person constantly bombarded by noise becomes dangerous. He is
capable of destruction and devastation.

Dnevnik [Hueporéyio / Diary]

lovykoohaBia / Yugoslavia 1974
IxknvoBeoia-Levapio-Lyédia-Oovra/Direction-Screenplay-Drawings-Backgrounds: Nedeljko
Dragi¢ Epypuywon/Animation: Nedeljko Dragi¢, Radovan Devli¢, Branislav Tesli¢, Zvonimir Delac
Movaiki/Music: Tomica Simovic Kivnparoypdgnon/Camera: lvan Hercigonja Movra{/Editing:
Tea Brundmid Mapaywyn/Production: Zagreb Film 35mm Eyypwpo/Color 8:30”
Bpapeia/Awards: Oberhausen, Belgrade, Chicago, Zagreb

Eva npepodyio ie T Hopgr Kivoupévav oxediwv mou Tpéxet kai mierd, alhalovrac Hopor, péoa and
Ta kanpitota kai Tig evyahéec BeBaiotnrec g kabnpepiviic wiic.

An animated diary dipping and diving, morphing and flying through the vagaries and fleeting cer-
tainties of everyday life

Perpetuo [A¢vaal

lovykoohapia / Yugoslavia 1978
IxnvoBeoia-Levapio-Odvra-Epypoywon/Direction-Screenplay-Backgrounds-Animation:
Jodko Marusi¢ Movotkii/Music: Ozren Depolo Kivnpatoypagnon/Camera: Teofil Basagic
Movray/Editing: Tea Brunimid Napaywyr/Production: Zagreb Film

35mm Eyxpwpo/Color 2:50”

Bpapeia/Awards: B’ BpaBeio oty kamyopia ¢ / Second Award in category - Zagreb 1978, XdAkwvo
MexdMio / Bronze Medal - Miami 1978, Bpapeio FIPRESCI / FIPRESCI Award - Lille 1978, Apyupd MerdAkio
/ Silver Medal - Belgrade 1979

H avBpwndtnta ¢ Ba xabel noté, olte kav orav Ppedei avripérwnn pe dAuta mpofhipata — ki GAa
aura xapic otov AvBpwno. O AvBpwnog dev npoogépel v avdkeia yia 6Aa ta npopAiuata, aMd
Enpénel Touhdyiotov oTa npdypiata va enavahapBavovrar kai To £idog va empiavel

People will never be destroyed, not even when faced with insoluble problems — thanks to Man
Man does not offer a universal solution, but he at least makes it possible for everything to repeat it-
self and for people to endure
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Satiemania

lovykoohapia / Yugoslavia 1978
IknvoBeoia-Levapio-Lxédia-Oovra-Epgoywon/Direction-Screenplay-Drawings-Back-
grounds-Animation: Zdenko Gasparovi¢ Movory/Music: Erik Satie, maiet o/performed by: Aldo Ciccolini
Kivnparoypdpnon/Camera: Franjo Malogorski Movra{/Editing: Lidija Joji¢ Napaywyry/Produc-
tion: Zagreb Film 35mm ‘Eyxpwpo/Color 14:15”

Bpapeia/Awards: Oberhausen, Belgrade, Chicago, Houston, Lille, Ottawa, Melbourne, San Antonio,
Zagreb

H navida g peyakodmoAng, n (obykAa Tou couMEPUAPKET, 1) oxAaywyia Twy, umap Kai Twv oikwv
avoyfig, N Tahdvreuon Twv avp@v Ty ayxovn, 0 KUPaTIop6G Tou vepol — 6Aa autd, ouvedeia g
@Nhote oamipikric ki Mote anoAuta Aupikric Houoikig Tou Epik Zari.

The fauna of the megalopolis, the jungle of the supermarket, the bedlam of brothels and bars, the
effect of the bars in the fog, the swaying of men hanging from the gallows, the ripple of water — all
of these accompanied by the satirical yet sometimes purely Iyrical music of Erik Satie.

Riblje oko mér Yapiov / Fisheye]

lovykoohaBia / Yugoslavia 1980
IknvoBecia-Eyédia-Oovra-Epyuywon/Direction-Drawings-Backgrounds-Animation: Josko
Marusi¢ Zevapio/Screenplay: Goran Babi¢ Mouaiki/Music: Tomica Simovi¢ Kivnparo-
ypdgnon/Camera: Franjo Malogorski Movra{/Editing: Tea Brunsmid Napaywyr/Production: Za-
greb Film 35mm Eyxpwpo/Color 9°

Bpapeia/Awards: Belgrade, Brussels, Chicago, Madrid, Melbourne, Ottawa, Rotterdam, Sitges, Tam-
pere, Zagreb

Bpapeio Kakitepn Tawiag Kivoupévwv Zxediwv / Best Animated Film - Tampere 1980 & Sitges 1980
&Brussels 1983, Bpapeio Kowou / Audience Award - Zagreb 1980, MeydAo BpaBeio / Grand Prix - Bel-
grade 1980, Bpapeio Kpruikav «M. Mavakne» / Critics Award M. Manaki - Belgrade 1980, XdAxivog
Xioyko / Bronze Hugo - Chicago 1980, Eibixd Bpapeio Emrpomr¢ / Special Jury Award - Ottawa 1980
& Rotterdam 1983, Npwro Bpapeio / First Award - Madrid 1983, E¢éyouoa Tawia ¢ Xpovidg / Out-
standing Film of the Year - London FF 1980

H umoyneptotnta g Movykoohapiag yia Ta Oakap 1981 / Yugoslavian candidate for the Academy i
Awards 1981

3 éva Jikpo Yapoxwpt, ot dvBpwnot {ouv €60 kar moMEG yeviés v idia (wr). H BaAacoa eivar Ta
ndvia Kai Toug npoogépel ta ndvia. Mia voyta, 0w, 1 0opponia avarpénetat.. To npwi gépvel Ty
apipiBoNia: primwe 6A auti 1 loTopia €lvar amhd kai ovo jia petagopd nou Hag npoeidonolel dmi dev
{mopoUyE Toté va EepOyouye an'n puon;

In a small fishing village, people have been living the same life for generations. All that they have
and that identifies them as human beings comes from the sea. But one night, the reqular order of
things is disturbed... The morning brings doubt: was all this story a metaphor warning us of the fact
that we can never get away from nature?

i
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Neboder [Oupavo&uotng/ Skyscraper]

louykoohaBia / Yugoslavia 1981
IknvoBeoia-Levapio-Lxédia-Oovra-Epguywon/Direction-Screenplay-Drawings-Back-
grounds-Animation: Josko Marusi¢ Movakry/Music: Miljenko Dorr Kivnuatoypdgnon/Camera:
Franjo Malogorski Movra{/Editing: Tea Brunsmid Napaywyr/Production: Zagreb Film

35mm Eyxpwpo/Color 9:35”

Bpapeia/Awards: Oberhausen, Annecy, London

2" évav oupavo€uoTn ywpic odre Toixoug oute Tapavia, ' évav i6vo amoeTeuTikd owhiva ki éva
acavoép, ot vBpwror katamdvovtar pe Tig kabnyiepivég Toug aoyoNie. Mapdgeva mpdypata oup-
Baivouv kaBac o1 vBpwnot peyahwvouy kai alalouv iéoa and oupPavia e GNNoTe ykpoTéaka KI
@aNore Aupikiy éBaon, ota omoia oute n Baputnta, olte ot vopol TG PualknG potdlel va mailouy
poho.

In a skyscraper without walls or ceilings, with just a sewage pipe and an elevator, people get on
with their day-to-day living. Strange things happen with the people growing and changing through
a series of sometimes grotesque and sometimes lyrical denouements, in which neither the force of
gravity nor the laws of physics seem to have any significance.

Al bU M [AApmoup] fovykooaBia / Yugoslavia 1983
Ixnvoeoia-Levapio-Lyédia-EpyuyworyDirection-Screenplay-Drawings-Animation: Kresimir
Zimoni¢ Mouatkiy/Music: Tomica Simovi¢ ®évra/Backgrounds: Srdan Matic, Kresimir Zimonic

Kivnpavoypdapnory/Camera: Franjo Malogorski Movral/Editing: Tea Brunsmid Mlapaywyry/Produc-
tion: Zagreb Film 35mm Eyxpwpo/Color 10:42"
Bpapeia/Awards: Annecy, Belgrade, Madrid

KaBiog Eexiva n tawia, ia konéha §epuMhiCer éva owkoyeveiakd AAumouy pwroypagiav. Ot maidikég
NG avapvi0EIC maipvouy 0GpKa Kal 00Td, 0l PWTOYPapiec amoktolv Kivnon. H pvryn petapopew-
VETaI O jiia pETagopa yia To mapehov kat TeNikd Hetovalwvetal ota Ovelpa yia o HENNoV.

As the film opens, a young girl is browsing through a family photograph album. Her childhood mem-
ories are brought to life, static pictures begin to move. Memory is transformed into a metaphor for
the past, finally turning into dreams of the future.

Utakmica [To patg / The Game] lovykoohdpia / Yugoslavia 1987
IxnvoBeoia-Levapio/Direction-Screenplay: Kresimir Zimonic Eppiywon/Animation: Magda
Dulcic, Helena Klakodar, Milan Trenc, Stanko Besli¢, Viadan Korda, KreSimir Zimoni¢ Movokiy/Music:
Davor Slamnig ®évra/Backgrounds: Marijan Pongranc Kivnpavoypagnon/Camera: Franjo Mal-
ogorski Movra{/Editing: Dubravka Premar Mapaywyry/Production: Zagreb Film

35mm Eyypwpo/Color 10°

0 tehikdg Tov kuméMou. Noidg Ba vikroer; Mia dypia pdxn Bpiokerar o€ e§ENiEn yia ) diexbiknon e
€oriag Tou avrindAou. Ot onadoi aywviodv kai anarobv §exdBapn vikn T opddag Toug

The cup final. Who will be the winner? A fierce struggle has developed for every inch of the oppo-
nent’s field. The fans are impatient and require a clear victory for their team
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Leptiri (Netarovsec / Butterflies]

louykoohaBia / Yugoslavia 1987

IxknvoBeoia/Direction: Kresimir Zimoni¢ Levapuo/Screenplay: Kresimir Zimonic, Magda Duléi¢
Epguoywon/Animation: KreSimir Zimoni¢, Magda Dulti¢ Movowd/Music: Igor Savin
Kivnpatoypapnon/Camera: Teofil Basagi¢ ®dvra/Backgrounds: Magda Dulié-Crtez
Movra{/Editing: Dubravka Premar Napaywyry/Production: Zagreb Film

35mm Eyxpwpo/Color 9:30”

Bpapeia/Awards: Xpuoo MetdaXhio / Gold Medal - Belgrade 1988
TioupBaiver otav kart mepiepyeg netahobdeg ei0faMouy oTa dvelpa evag pikpel Koprolol;

What happens when strange butterflies fly into a little girl’s dreams?

Plop! (mon)

louykoohapia / Yugoslavia 1988
IknvoBeoia-Oovra-Epyuywon/Direction-Backgrounds-Animation: Zlatko Pavlini¢ Zevapio/
Screenplay: Davor Slamning Mouvaikr/Music: Ozren Depolo Kivnparoypdgnon/Camera: Valer-
ija Radanovi¢ Movtd{/Editing: Tea Brunsmid Napaywyr/Production: Zagreb Film

35mm ‘Eyxpwpo/Color 6:10”

Evag péyac epaotric.. Mo Bacaviel Tic yuvarkeleg kapdiéc,.. Twpa éxel Eehoyidoer éva véo Biya,
QMoKTWVTac 101 voIkokupd yia 1o omitt Tou. AuTr T gopd, Opa...

A great lover... Preying on women's hearts... He seduces his new victim and manages to get a new
housekeeper as well. However, this time...

Kolac [H tovpra / The Cake]

Kpoaria / Croatia 1997

IxnvoBeoia-Levapio-Oovra/Direction-Screenplay-Backgrounds: Daniel Sulji¢ Eppiywon-
Kivnpavoypdgpnon/Animation-Camera: Daniel Sulji¢, Stjepan Bartoli¢ Mouaukiy/Music: Tomislav
Babi¢ Movray/Editing: Zlata Rei¢ Hyog/Sound: BoZidar Kramari¢ Nagaywyr)/Production: Zagreb
Film 35mm Aonpdopavpo/B&W 7:56”

Bpapeia/Awards:

Aimwpa / Diploma - Diagonale, Austria 1998, BpaPeio OktaPiav Kakutepng Tawiag Kivoupéviv
Ixebiwv & Bpapeio me Emrpomric / Oktavijan for Best Animated Film & Jury Award for Animation - 7th
Revue of Croatian Film, Zagreb 1998, Bpapeio Kowou & Eidixi Mveia / Audience Award & Special Jury
Mention - Fantoche, Switzerland 1999, KaAutepn Znoudaotikr Tawia / Best Student Film - World An-
imation Celebration, Los Angeles 2000

Mia napéa yioprade! yopw and éva tpané(i. H tobpra oeppiperal, akMd T kopudTia katavépovial
(vioa peradh Twv ouvdamupovwy...

A group of people are celebrating, sitting around the table. The celebration cake is served, but un-
evenly distributed among them...
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In/Dividu

Kpoaria / Croatia 1999
IxnvoBeoia-Levapio-Oovra-Epyiywon/Direction-Screenplay-Backgrounds-Animation: Nicole
Hewitt 'Hyo¢/Sound: Bozidar Kramari¢ Mouakry/Music: povaikrj apyeiou/archival music Kivnpa-
Toypdepnory/Camera: Bruno Bahunek Movral/Editing: Vjeran Pavlini¢ lapaywyry/Production: Za-
greb Film 16mm Eyypwpo/Color 7:35”

Bpapeia/Awards:

Bpapeio OkraPiav / Oktavijan Award - Zagreb 1999, Eiéikr Mveia / Special Mention - Hiroshima 2000
& Sitges 2000

H anobopnon, anoobvBeon kat anobidpBpwon Tov Euuyou kat Tov dyuxou

The deconstruction, decomposition and dislocation of the animate and the inanimate.

Svaki je dan za sebe, svi zajedno nikad

[KaBe pépa povn g, moté pali/ Every Day by Itself, Never Together]
Kpoaria / Croatia 2002

IknvoBecia-Levapio-Oovra/Direction-Screenplay-Backgrounds: Goran Trbuljak Epgo-
Xwor/Animation: Zvonimir Dela¢ Movokij-Movral/Music-Editing: Marina Barac Kivnparo-
ypdpnon/Camera: Tomislav Gregl, Zeljko Sari¢ Napaywyr/Production: Zagreb Film

35mm Aompopavpo/B&W 7:18”

BpaPeia/Awards: Eibik Mveia / Special Mention - 14th International Fano FF, Italy 2002, Kupiwg
Bpapeio oTv katnyopia Bivreo kat Sagnpiong / Main Award in the category of video and advertise-
ment - Ekotopfilm, Bratislava 2002, Eibikr pveia yia kahutepn epyuyxwon / Special Mention for Best
Animation - FIKE (Festival Internacional de Curtas Metragens de Evora), Portugal 2002

Mia taivia kivoupévwv oxediwv yia Tig enpepioeg, Toug avayvwares kat v aAnBiv {wr atoug 6po-
T

An animated film about newspapers, readers and real life on the street.

Slozeni Predosjecaj

[MoAUmAoko npoaioBnua / Complex Premonition]

Kpoaria / Croatia 2003

IxnvoBeoia-Levapio-Oovra/Direction-Screenplay-Backgrounds: Dusan Gadic Epguywon/An-
imation: Darko Kre¢, Tomislav Bestak Movaukry/Music: Vjeran Salamon Kivnpatoypdgnon/Cam-
era: Ernest Gregl Movrd{/Editing: Goranka Greif-Soro Mapaywyr/Production: Zagreb Film
35mm Eyxpwpo/Color 7:30”

To moAumAoxo ouvaioBinua eival ia Tavia Kivoupéviwv oxediwv mov —{1€oa and TV oV Tou Kev-
TpiKod yapaktripa e Ty téxvn Tou Kadipip MakeBire— pag piAd yia évav k6opo onou o avBpwnog
Kai 1o nepiBaMov Tou xdvouv T QualoAoyiKr) HOPr KaI TO XapaKTrpa Toug ki onov autd mou Tehikd
anopével elval éva kEAog, éva onpadt

Complex Premonition is an animated film that, through the obsession of the film’s main character
with the art of Kazimir Maljevi¢, tells us of a world in which a man and his surroundings lose their
natural form and character and all that is left is just a shell, a sign
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Plasticat

Kpoaria / Croatia 2003

IknvoBeoia-Levapio/Direction-Screenplay: Simon Bogojevic Narath Epyiywon/Animation:
Sasa Budimir, Boris Goreta, Elvis Popovi¢ Mouatkiy/Music: Hrvoje Stefoti¢ Movrehiopég/Modeling:
Simon Bogojevic Narath, David Pero$-Bonot Mapaywyoi/Producers: Lado Skorin, lvan Ratkovi¢
Napaywyr/Production: Kenges BetaCam SP ‘Eyxpwpo/Color 10°

BpapPeia/Awards: BpaBeio Oktdpiav Kahutepng Tawiag Kivoupévay Zyebiwv & Bpapeio e Emrpontic
/ Oktavijan Award for Best Animated Film & Special Jury Award for Animation - Days of Croatian Film
and Video 2003, Bpapeio Kahutepng Mikpod Mrjkoug Tawiag otnv katnyopia Bivieo & Bpapeio Kowoi
/ Best Short in Video & Audience Award - Anima Mundi, Rio de Janeiro 2003 & Anima Mundi, Sao Paolo
2003, E1bixo Bpapeio & Aeitepo Bpapeio g Emrponic / Special Award for First Animated Production
&Second Place Jury Award - Anima Mundi 2003, Bpapeio Tawviag Kivoupévwv Zyeiwv / Award for An-
imated Film - Day of Croatian Animation, Best Future Film Short - Future FF, Bologna 2004, Kakitepo
Bpapeio H/Y / Best Computer Film - London IAF 2004, Bpapeio Kowoi/Audience Award - Brussels In-
ternational Festival of Fantastic Film (BIFFF), Aimwpa Kahitepou 3D animation / Diploma for creat-
ing a surprising and rich world in 3D computer generated animation - Bimini, Riga 2005

NOyta. Mia moAn. Mia toénn yepdtn xprpara. Evag {nridvog o évav noAuabyvaato dpépo. Mupile-
ote meAddec, €rol Oev eivai; Mia amhy, kaBnpepivr BoAta ato Gpdpio pmopei va pépel 1a ndvew kaTw
o€ piia (wn. H ta kaTw nave.

Night. City. A pocket full of money. A beggarin a busy street. Adds up to trouble, doesn'tit? See how
a casual walk down the street can turn a life upside down. Or downside up

Clganjska [To tpayoudi Twv tolyyavwv / Gipsy Song]
Kpoaria / Croatia 2004

IknvoBeoia-Levapio/Direction-Screenplay: Marko Mestrovic, Davor Medurecan Keipevo/Text:
Miroslav Krleza Epypoywon/Animation: Marko Mestrovi¢, Davor Medure¢an Mouvakiy/Music:
Cinkui 'Hyo¢/Sound: Boris Wagner Movra{/Editing: Marko Mestrovi¢, Davor Medurecan
Napaywyde/Producer: Igor Grubi¢ Mapaywyry/Production: Creative Syndicate, Fade In Beta-
Cam SP Aonpopavpo/B&W 8°

Bpapeia/Awards: Bpapeio Oxktapiav Kahotepng Tawiag Kivoupévwv Zyediwv, Movoikrg, Movtad /
Oktavian Prize for Best Animated Film, Best Music, Best Editing - 13 Days of Croatian Film, Zagreb, 2004
Eibikr) pveia e Kprmkrg empomi / Jury Special Mention - Animafest, Zagreb 2004 & Balkanima 2004,
Serbia. Bpapeio Kahutepng Tawia Kivoupévwv Zyediwv & Mouaikri¢ / Best Animated Film & Music
Awards - International. Festival for Film and Video 2005 Dugo Selo, Croatia

H tawvia aoiCetar ovo épyo Tou Mipoohap Kpela Or umaddvreg tov [létpraa Kepeumouy (1936), éva
an'1a onpavtiotepa épya g kpoatikrg gholoyiag, 0 aywvivdng eowtepikd kdajiog Twv xapa-
Ktrjpwv pdc napouoidlerar pe montikd Tpono, mou BupliCel yepuavixo e§npeatoviond, kat péoa and
kaipia epwripata yia 1o HEMoV evog anogevwpévou Kai auTokaTaoTpo@ikod noimapiol

The film is based on Miroslav Krleza's The Ballads of Petrica Kerempuh (1936), one of the capital
works of Croatian literature. The characters' anxious inner worlds are brought to us in a poetic way
evocative of German Expressionism, and through engaged questions about the future of an alien
ated and self-destructive civilization
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Silencium Kpoaria / Croatia 2006
IknvoBeoia-Levapo-Eppoywon-Kivnparoypdgnon-Movral/Direction-Screenplay-Ani-
mation-Camera-Editing: Davor Medurecan, Marko Mestrovic Mouaukiy/Music: Boris Vagner, Cinkusi
Napaywyry/Production: Creative Syndicate, Zagreb Film DVD Aompopaupo/B&W 10°
Bpapeia/Awards: Bpapeio Kowou / Audience Award - Zebra Poetry FF, Berlin 2008, Npwro Bpapeio
/ First Award - Animation Day ASIFA, Zagreb, BpaBeio Kahutepn Texvikric / Best Technique - Lucania
FF, Italy 2006

H tawia Bacietar oto épyo Tov Mipoohap KpheCa O1 umadvreg tou Mlétpmaa Képeumouy (1936), éva an’
Ta onpavTikotepa épya e kpoatikrc pihohoyiac. Opa T Tawiag elvat n ekevBepia. H ekevBepiamou
bev mopel va nodonatnBei, 600 k1 av kamote duvapieic Ba to iBehav. H atopia g tawiag eivar mohd
Kovtd aTov alyypovo dvBpwno, 0'auToug Toug Kaipoug KOwVIKOD KaTaKepATIopoU, 10K 0TI XWPEC
riou Bpiokovral o€ ietaPatik atadio.

The film is based on Miroslav Krleza's The Ballads of Petrica Kerempuh (1936), one of the capital
works of Croatian literature. The subject of this film is freedom. Freedom which cannot be trampled
underfoot, as much as the powers that be would want that. The story of the film is very close to con-
temporary man, in this time of social disintegration, especially in countries in transition.

Teorija odraza

[H Bswpia tn¢ avravakAaong / Theory of Reflection]

Kpoaria / Croatia 2006
IknvoBeoia-Oovra-Eppoywon/Direction-Backgrounds-Animation:  Darko  Bakliza
Ievdpio/Screenplay: Darko Bakliza, Zoran Muzi¢ Movowki/Music: Darko Hajsek Kwnpa-
Toypdgnon-Movra/Camera-Editing: Dino Krpan Mapaywyr/Production: Zagreb Film, Diedra
DigiBeta Eyxpwpo/Color 7°

Bpapeia/Awards: Meydho Bpapeio / Grand Prix - Madrid Experimental Cinema Week 2006, Autepo
Bpapeio / Second Prize - Animation Day / ASIFA, Zagreb 2006

Avo pearihikec, évag dvrpag kat pia yovaika, anogaoiCouv v' aMdgouy Ty eugavior Toug. Xpnoigo-
000V Tov unioAoyioTr} Kl Ti amepiOpioTeg duvatdTnTeg mpodooiwong mov autog npooépel. Otav
Bpioxouv auto mou BéNouy, anogaoiCouv va mpoxwprioou oty maatiki xeipoupyiki. Otav kata-
@Epvouy va praoouv oto aloBnTikd anotéAeapia mou BéAouy, ouvavriolvrar yia npwn opd...

A middle-aged man and woman decide to change their looks. They use the computer and its in-
definite simulation possibilities. When they are finally satisfied, they undergo plastic surgery. When
they achieve the image of their own sense of aesthetics, they meet for the first time..

Malformance Performance

Kpoaria / Croatia 2007

IxnvoBeoia-Kivnparoypdgnorn/Direction-Camera: Tomislav Gregl Zevapio/Screenplay: Tahir
Mujicic NfAwva povréha-Epgiywon/Clay Models-Animation: Ante Strini¢ Movowry/Music: Darko
Hajsek @dvra/Backgrounds: Darko Bakliza Movral/Editing: Bajko |. Hromali¢ Napaywyry/Pro-
duction: Zagreb Film 35mm Eyxpwpo/Color 3:50"

Méoa and pia napéhaon yAurav kegalwy, napovaidletal pia obvtoprn lotopia Tov Kakoo dnwe o
(foape oty Evpann 1i¢ TeAeutaiec Sexaetieg

A rolling calvalcade of evil sculpted heads present a short history of the Evil that has been visited on
Europe over the decades

51st Thessaloniki IFF-2010 [ Croatian Animation 51



Morana Kpoaria / Croatia 2008

IknvoBeoia-Levapio-Tevikdg oxediaopdc/Direction-Screenplay-Design: Simon Bogojevi¢
Narath Epgoxwaon/Animation: Kristijan Duli¢ E€apriopdc-Movrehopdc-Eppiywory Rigging-
Modeling-Animation: Darko Koki¢ Movrehopdoc/Modeling: Goran Mitrovic Hyog-
Movaikiy/Sound-Music: Hrvoje Stefoti¢ Mapaywyoi/Producers: Ivan Ratkovi¢, Lado Skorin
Lupmapaywydc/Co-Producer: Nicolas Schmerkin Mapaywyr/Production: Kenges, Autour De
Minuit 35mm Eyxpwpo/Color 12:30”

Bpapeia/Awards: Bpapeio Kakitepn Tawiac Kivoupéviwv Zxediwv / Best Animated Film Award - Days
of Croatian Film 2008, Bpapeio Kahutepnc Mouatkric / Best Music Award - Days of Croatian Film 2008,
Etbikr Adkpion / Special Distinction - International Animated FF, Annecy 2008, Amhwpa Eniteuéng /
Diploma for Special Achievement in 3D Animation - ASIFA Day of Croatian Aniration 2008, BpaBeio
Kahutepnc Tawviag xwpi Siahdyoug / Best Non Dialogue Film - Sapporo International Short FF, Japan
2009

Mia payevrik, aibépia tawia nou Bétet meploodtepa epwripata and Tic anaviroeis mou divel. Evag
Kuvnyoc kai 1o (wo mou Tov abvodedel avadlovral jiéoa an'my opixhn o' évav Tomo orou Tinota dev elvar
0iyoupo 1 bedopiévo.

A haunting, ethereal film which poses more questions than it answers. A hunter and his animal com-
panion emerge from a haze into a place where nothing can be known for sure or taken for granted

Trk [Tpé&po / Run] Kpoaria / Croatia 2009

IknvoBeaia/Direction: Nevio Marasovi¢ Zevapio-Eppiywon/Screenplay-Animation: Goran
Stojni¢ Movotkr/Music: Samuel Sacher Kivnpavoypagnon/Camera: Damian Flegar levikdg
oyediaopo/Design: Tihomir Mraovic Napaywyry/Production: Zagreb Film

BetaCam SP Eyypwpo/Color 4:10”

Mnopouye dpaye va agnynBolye v 1otopia piag oAdkAnpng {wrig og Aiya Aemd; Mmopodv 1a mo
Onuavrika yeyovota kat a mo abid ouvaioBrpata va ouppikvw8olv oe eAdyioto xpdvo; OAa eival
duvard, 1btairepa av n (wr} 0ov petatpanei o' évav aywva Spojou!

(an a human ife be told in a few minutes? Can all of lifé's major moments and the major human emo-
tions be condensed into a short time? Anything is possible, especially when your life turns into — a run!

Miramare Kpoaria / Croatia 2010
IknvoBeoia-Levapio-Epyoxwon-Kivnparoypdgnon/Direction-Screenplay-Animation-
Camera: Michaela Milller'Hyo¢/Sound: Fa Ventilato, Michaela Milller Napaywyr/Production: Acad-
emy of Fine Arts Zagreb, Michaela Miiller 35mm ‘Eyxpwpo/Color 8:08”

310 Jecoyelaka oovopa g Eupanng, ot Toupiotes mpoomaBolv va ahapwaouy Ty idla Gpa mou
«napdvoyoi» peravaoreg nakevouv yia pia kahotepn Cwiy. Auo naidia and v EABetia épyovrat avei-
HETwNa J'auTr TV ipayHaTIkGThTa mou eAdxloTn oxéor éet pe TO MoAUTEAEC kapmvyk Toug, Mia ka-
1aiyiba mov Eeond oy axtr kaBapiCel ov opiCovia and kdBe didkpion petadh prwywy ka mhouoiwv.

At Europe's Mediterranean borders, tourists try to relax while “illegal”immigrants struggle for a chance
of a better life. Two Swiss children quickly leamn that reality here has very little to do with their luxury
camping site. A storm hits the shore and washes away almost all distinction between the rich and the
poor.
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Lutkica (M koukha / A Doll]

ltouykoohapia / Yugoslavia 1961

IxnvoBzoia-Eppuywon/Direction-Animation: Borivoj Dovnikovic-Bordo Zevapio/Screenplay:
Borivoj Dovnikovic-Bordo, Dusan Vukoti¢ Mouaikiy/Music: Tomica Simovi¢ @dvra/Backgrounds: Is-
met Voljevica Movtd{/Editing: Tea Brun3mid Mapaywyry/Production: Zagreb Film

35mm Eyypwpo/Color 9°

Bpapeia/Awards: Tiuntiko Aimwpa / Honorary Diploma - Acapulco 1962

Avo gihot nepnatave a1o oo, 1000 anoppOPRHEVO! amd TV avayvwon Twv Epnepidwy Toug iou e
divouv kaBohou onyiaoia ota doa oupBaivouy yipw Toug, Mpootd o'éva poviépvo nohukatdoTnia e
aviCetar pia navépopen kokkivopdMa. 01 duo pikol, payepévor kal Tpehd epwreupévol, Bhouv va ka-
TaKTo0uv To kopital. 210 Téhog, eppavideral évag Tpitog dvipa. Eival o bloktrng Tou payadiov, o
onoiog Baet péoa Ty kobkAa kai Kheivel To payadi.

Two friends are walking down the street, so deeply absorbed in their newspapers that they are
quite unaware of anything going on around them. In front of a fashionable department store, a
red-haired beauty appears! Both friends, enchanted and wildly in love, set out to win the girl. Fi-
nally, a“third man"arrives. He is the shop-owner who removes the mannequin from the street and
closes the store.

Bez naslova [xwpig titho / Without Title]

louykoohapia / Yugoslavia 1964
IxknvoBzoia-Levapio-Epypuywon/Direction-Screenplay-Animation: Borivoj Dovnikovic-Bordo
Movaki/Music: Tomica Simovi¢ @dvra/Backgrounds: Rudolf Borosak Movrd{/Editing: Tea
Brunmid Napaywyn/Production: Zagreb Film 35mm Eyxpwpo/Color 3:07”
Bpapeia/Awards: Eidixi avayvapion / Special Recognition from the People’s University - Ober-
hausen 1965, Eidix6 Aimwpa / Special Diploma - London 1965 & Belgrade 1966

Mia Tawia xwpic Tawia, kat cuvdpia pia odTipa g oxéong avagieoa otn dloiknon kai my Téxvn.

Itis a film without a film and also a satire about the relation between administration and art.

Ceremonija [H teherri / The Ceremony]

lovykoohaBia / Yugoslavia 1965 :
IxnvoBeoia-Levapio-Eppuywon/Direction-Screenplay-Animation: Borivoj Dovnikovic-Bordo
Movoki/Music: Tomica Simovi¢ ®dvra/Backgrounds: Pavao Stalter Movral/Editing: Tea
Brunimid Napaywyr/Production: Zagreb Film 35mm Eyxpwpo/Color 3:22"
Bpapeia/Awards: Eidiko Aimhwpa / Special Diploma - London 1966 & Belgrade 1966

& avBpuwnot éxouv otnBei ympoota o’ évav Toiyo oav va noldpouy yia gwtoypagia. To aupdv eni-
BAénei éva éBdoyo aropo nou, 6av Pwroypdgoc, komadel v opdda and SlagopeTIKES ywvies kaI TG
Biver obnyiec pe Ta xépia yia ™) Béon mou mpénei va naper. H xkapepa aMdler Béon kar oto nhdvo
{naivel éva OTPATIWTIKG QNOONAoya, e Ta TOUPEKIa avd yeipag

Six people are grouped in front of a wall as if for a photograph. The entire ceremony is supervised by
a seventh person, who, like a photographer, looks at the group from different angles and rearranges
it by hand signals. The camera shifts position and reveals a squad of soldiers with rifles at the ready

Spotlight

MnopiBoi «<Mmépvto»
NtoBvikopitg

Borivoj "Bordo"
Dovnikovi¢
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Znatiielja [Mepiépyera / Curiosity] lovykoohaBia / Yugoslavia 1966
IknvoBeoia-Lxédia-Oovra-Tevikog oxebraopdc-Eppoywon/Direction-Drawings-Back-
grounds-Design-Animation: Borivoj Dovnikovi¢-Bordo Levapuo/Screenplay: Dragutin Vunak,
Borivoj Dovnikovic-Bordo Movakiy/Music: Tomica Simovi¢ Kivnparoypagnon/Camera: Franjo Mal-
ogorski Movral/Editing: Tea Brunimid Napaywyr/Production: Zagreb Film

35mm ‘Eyxpwpo/Color 8:48"

Bpapeia/Awards: Eidiko Aimhwpia / Special Diploma - Krakow 1967 & Belgrade 1968, Apyupé
Nepiotépt / Silver Dove - Leipzig 1967

Mia tawia kivoupévwv oxediwv e Bépa v avBpwmivn nepiépyeta — pia aoBéveia yia v onoia dev
éxel BpeBel akopn yiatpeld.

This is an animated film about human curiosity — a disease for which no cure has yet been found

Krek (o Kpek] lovykoohapia / Yugoslavia 1967
IknvoBeoia-Epyuywon/Direction-Animation: Borivoj Dovnikovic-Bordo Zevapio/Screenplay:
Zlatko Grgic, Borivoj Dovnikovic-Bordo Mouatkiy/Music: Tomica Simovic Kivqpatoypdgnon/Cam-
era: Franjo Malogorski Movra{/Editing: Tea Brunsmid ®évra/Backgrounds: Rudolf Borosak
Mapaywyn/Production: Zagreb Film 35mm Eyxpwpo/Color 9:36”

Bpapeia/Awards: Apyupri Apkog / Silver Bear - Berlin 1968, Npwro Bpapeio / First Prize - Gabrovo,
Bulgaria 1968, Apyupd MetdAhio / Silver Medal - Belgrade 1968

Evac hoyiag mpoonaei va exnaidevoel évav veooiMeko, al\d n) ouveidnon Tou mokitn — &voc Ba-
Tpdyou ovopati Kpék — mpoPaN\el avtipproeLc...

A sergeant is trying to make a soldier of a recruit, but the conscience of the civilian — a frog called
Krek — does not agree with it...

Ljubitelji cvijeca

[Tpehapévol pe Ta AouAovdia / The Flower Lovers]

louykoohaBia / Yugoslavia 1971
IknvoBeoia-Zevapio-Epyoywon/Direction-Screenplay-Animation: Borivoj Dovnikovic-Bordo
Movaikry/Music: Ozren Depolo Kivnpavoypdagnon/Camera: Zlatko Sacer Movra{/Editing: Tea
Brundmid ®évra/Backgrounds: Nedeljko Dragi¢ Napaywyr/Production: Zagreb Film

35mm Eyypwpo/Color 9:07”

BpaBeia/Awards: Apyupoc Apdxog / Silver Dragon - Krakow 1971, Xpuar} @wkia / Golden Seal -
Trieste 1971, Tpito Bpapeio / Third Prize - Bilbao 1971, BpaBeio Kakutepng Tawiag Kivoupévav
Ixediwv / Prize for Best Animation - Hollywood 1971, Am\@para / Diplomas - London, Bogota, Vi-
enna, Annecy, Los Angeles, Manheim, 1971/72

Ta expnktikd Aouholdia, pia anioteutn eQebpean, éxouv npokahéoel peyao evBouaiaopo atov
koopo. 01 dvBpwnol, mou ouviiBwg adiagopolv yia Ta auvnBiopéva Aouholdia, éxou Eetpehadei pe
n véa poda. Ta ekpnktikd Aouhoudia éxouv yiver avtikeipevo padikig uotepiag kai mnpa Kovwv-
Kij¢ mepiwnri

Explosive flowers, an outstanding invention, have filled the world with enthusiasm. People, usually

uninterested in simple flowers, are now crazy about the new fashion. The explosive flowers have be
come a mania, a matter of social status
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Putnik drugog razreda

[0 emBartng tng devtepng B€ong / Second Class Passenger]
lovykoohapia / Yugoslavia 1974
IknvoBeoia-Levapio-Epguywony/Direction-Screenplay-Animation: Borivoj Dovnikovic-Bordo
Movaowkiy/Music: Ozren Depolo Kivnparoypdgnon/Camera: Franjo Malogorski Movta{/Edit-
ing: Tea Brunsmid @évra/Backgrounds: Rudolf Borosak Mapaywyry/Production: Zagreb Film
35mm ‘Eyypwpo/Color 10:40”

Bpapeia/Awards: Npwro BpaBeio / First Prize - Zagreb 1974, Apyupd MetaMio / Silver Medal - Bel-
grade 1974, KEKEC Diploma, KaAutepn Tawia ané v Emrpomi Naidicov / Voted Best Film by the Chil-
dren’s Jury - Belgrade 1974, Diplomas - London, Vienna, Melbourne, Sidney, Lucca, Tehran, Chicago,
1974/75

Eva agidi perad dbo oabpwv — Tou mpwrou kai Tou Teheutaiov. 2To fayovi g dedtepng Béang évag
emparmng ouvavd noMoug avBp@noug, lagoperikolg XapakTrpeg kat menpwiéva, Oev Bpiokel Opiwg
kavévav io...

A train trip between two stations, the first and the last one. In the second class coupe, our passen-
ger meets a lot of people, many different characters and destinies, but he doesn't find a friend...

Skola hodanja

[KawvoUpyla nepmatnoida / Learning to Walk]

louykoohaBia / Yugoslavia 1978
IxnvoBeoia-Levapio-Oovra-Epyoywon/Direction-Screenplay-Backgrounds-Animation:
Borivoj Dovnikovi¢-Bordo Mouaikiy/Music: Igor Savin Kivnparoypdgnon/Camera: Franjo Malo-
gorski Movral/Editing: Tea Brundmid Napaywyn/Production: Zagreb Film

35mm Eyypwpo/Color 8:08”

Bpapeia/Awards: Npwro Bpapeio / First Prize - San Antonio, Texas 1982, Aettepo Bpapeio / Second
Prize - Zagreb 1978, The Catholic Jury Prize, International Federation of Cinema Clubs Award - Ober-
hausen 1979, Recommended by the Official International Jury - Gijon, Spain 1979, KEKEC Award - Bel-
grade 1979, Tipnuikd Aimhpara / Diplomas - Chicago, Sidney, Melbourne, 1978/79

H 1otopia Tov 2Boyiohap, mou firav ouvnBiopiévog va nepmard e Tov 6o mov Tou ixe pabeln pn-
1épa Tou. Map’ 0 autd, kaBévag an’ oug Téooepic pidoug Tou mpoonalei va tou &idace! T dikid
Tou nepnatnoid. 0 2Boyiohap Suokoevetal va Eepiyel and Toug unoTiBépevou «owTrpe» Tou, brav
0w Ta katagépel, ouveyiCel va nepnatd e Tov Tpomo mou névra nepRaTolse.

This is the story of Svojislav, who was accustomed to walking the way he was taught by his
mother. However, each of his four friends tries to teach him their style of walking. Svojislav has
a hard time getting away from his “redeemers’, but having done so, he continues walking the way
he always has
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Jedan dan zZivota

[Mia pépa atn {wr) / One Day of Life]

louykoohaBia / Yugoslavia 1982
IknvoBeoia-Levapro-Epyiywony/Direction-Screenplay-Animation: Borivoj Dovnikovi¢-Bordo
Movoikiy/Music: Igor Savin Kwnparoypdgnon/Camera: Franjo Malogorski Moval/Editing:
Tea Brunsmid @dvra/Backgrounds: Srdan Mati¢ Mapaywyry/Production: Zagreb Film

35mm Eyypwpo/Color 9:42”

BpaBeia/Awards: Mpwro Bpapeio / First Prize - Varna 1983, Silver Hugo - Chicago 1982, Tiynmixo
Atmhwpa / Honorary Diploma -Tampere 1983, Xpuod Metdhio / Golden Medal - Belgrade 1982

2nifti... Epyootdato... 2nit... Epyootdato. KaBnpepwr povotovia, ta ibia kai ta idia. ANG 11 oupBai-
Vel 6Tav kdnolog ouvavtrioel avandvreya évav piko mou eiye xpovia va bey;

Home... The factory... Home... The factory. Every day the same routine. But what happens when one
unexpectedly meets a friend one has not seen for a long time?

Uzbudljiva ljubavna prica

[Mia cuvapmaoTikn 1otopia ayamnng / Exciting Love Story]
ltouykoohaBia / Yugoslavia 1989
IknvoBeoia-Levapio-Ixédio-Epguywon/Direction-Screenplay-Drawings-Animation: Borivoj
Dovnikovi¢-Bordo Mouotkiy/Music: Davor Rocco @évra/Backgrounds: Borivoj Dovnikovié-Bordo,
Pavao Stalter Kivnuatoypdpnon/Camera: Valerija Radanovic Movra{/Editing: Tea Brunsmid,
Srdan Mati¢ Napaywyn/Production: Zagreb Film

35mm ‘Eyypwpo/Color 5:49”

Bpapeia/Awards: Eidixo BpaBeio g Emrponrc / Jury Special Prize - Annecy 1989, Bpapeio g
Emrpomic Néwv / Youth Jury Prize - Bourg-en-Bresse, France 1989, Xpuod Metahio / Great Golden
Medal - Belgrade 1989, Salon Prize - Zagreb 1989, Mpwto Bpapeio otopiac / First Prize for Story - Tre-
viso 1990

MapaxohouBouje atny oBovn, ) omoia eivat ywpiopévn o€ dbo pépn, Ty éviov npoondbeia evig
@vipa va @rdoel T ayamnuévn Tov. 08nyeiral and to évoikto kai T gwvi . Mapd Ta avunép-
BAnta eumadia g guong kai Tov nepiBaNoviag, Ba m Bpel. H ayamn Ba vikoel.

On the screen, which s splitin two, we observe the strenuous efforts of a little man to reach his love
He is led by his instinct and by her voice. Despite the obstacles of nature and the environment, he
will reach her. Love will win.
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