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PREDSLOV
Vazena Citatelka, vazeny Citatel, vazena akademicka a vedecka verejnost,

predstavujeme Vam stbor vedeckych prac, ktoré st viazané na tematické zameranie a parcialne
ciele vedeckého projektu APVV 21-0115 s nazvom Hypermoderna medialna kultira - Filmova a
televizna tvorba ako zrkadlo socialno-kultarnych fenoménov 21. storocia. Jednotlivé texty boli
prezentované v podobe konferen¢nych prispevkov v ramci medzinarodnej vedeckej konferencie
Marketing & Media Identity 2023: AI The Future of Today, ktora sa konala dia 14. novembra 2023
v Trnave.

Publikacia, ktori predkladame, reflektuje SirSie spektrum Specifickych problémov a otazok
vyplyvajucich z podob a dynamickych premien filmovej a televiznej produkcie. Jednotlivé prispevky
sa sustreduji na rozli¢né socialno-kulttrne fenomény pritomné v sticasnej audiovizualnej tvorbe.
Ziskané poznatky a prezentované kritické reflexie sved¢ia o skuto¢nosti, ze audiovizualne narativy
maju pozoruhodnt schopnost zrkadlit preferované kultirne hodnoty a reflektovat ako hodnotové
atributy st¢asného sveta, tak aj rozne Zivotné $tyly a komunikacné javy.

Napriek tomu, Ze konkrétne prispevky formalne spaja prislu$nost k vys$Sie menovanému vedeckému
projektu, ich tematickd rozmanitost preukazuje individualne S$pecializacie a vedecké zaujmy
jednotlivych autoriek a autorov. V zborniku mozno najst prispevky zamerané na prezentovanie ¢i
propagovanie audiovizualnych diel vychadzajtice zo sti¢asnych oc¢akavani a preferencii medialnych
publik, ale aj kritické diskusie spojené s vyuzivanim umelej inteligencie v ramci televiznej produkcie
¢i s adaptovanim komunika¢nych prvkov typickych pre digitalne (alebo $pecificky socialne) média
v procesoch audiovizualnej produkcie. Prispevok zamerany na narativne multiverzum presahujice
hranice filmovej, televiznej a digitalno-hernej produkcie zdoraziuje aktualne trendy v produkovani
komplexnych pribehov s vysokou mierou komercnej ispesnosti. DalSie texty upriamuju pozornost
na hodnotové atribaty filmovej, televiznej a digitalno-hernej tvorby, napriklad na diskusiu o
prezentovani muzskosti a Zenskosti v mimoriadne tspe$nom hollywoodskom velkofilme alebo na
spoOsoby stvarnenia zenskych hrdiniek v akénych digitalnych hrach. O rodové aspekty audiovizualne;j
tvorby 21. storocia sa zaujima aj prispevok, ktory mapuje kreovanie novych podob Zenskych hrdiniek
v korejskych televiznych dramach.

Predkladany zbornik, pochopitelne, nema definitivne naplnit ambicioézne ciele vedeckého projektu,
v ramci ktorého vznikol. Ako sa v§ak nazdavame, ma potencial prezradit viac o socialno-kultirnych
aspektoch a ,tvarach“ audiovizualnej medialnej kultary a o spdsoboch, akymi tato kultara vyuziva
prvky zivotného §tylu a komunika¢né trendy v zaujme naplnenia vlastnych komerénych cielov.

Jana Radosinska
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INNOVATIVE APPROACHES TO PRODUCT PLACEMENT
IN AUDIOVISUAL CONTENT

Ludmila Cabyova — Viktéria Huddkova — Tamds Dardzs

Abstract:

The aim of the paper is to assess the effectiveness of product placement and its ability to attract and retain the
attention of respondents. Under the term product placement, the author understands the deliberate paid
placement of products in an audiovisual work. The authors provide a brief review of the literature and theoretical
background in terms of the use of commercial space for product placement in audio-visual work. The research
was conducted using mixed methods, incorporating traditional questionnaire techniques and neuromarketing
approaches such as eye-tracking and emotional response analysis measured through a skin galvanometer on a
sample of 24 respondents aged between 13 and 17 years. The results showed that only a small proportion of
respondents realised that the video contained a paid advertisement, while the majority (80%) did not remember
the product information. The neuromarketing data suggest that there was a drop in attention following the audio
mention of the product, supporting the finding of low product placement effectiveness.

Key words:
Media. Neuromarketing. Produt Placement. Social Media Audiovisual Content.

1 Introduction

One of the most popular approaches to the use of commercial space in audiovisual
works is the placement of products or brands directly into the content of films, television
shows or video games or short videos presented on social networks (Cabyova, 2022). This
method is effective because it can increase brand awareness without disrupting the narrative
or visual aesthetics of the work. Advertising methods are often integrated directly into the
narrative and visual design of the work, allowing for a seamless and often subtle integration
of advertising messages (Cholinski, 2013).

From an academic perspective, it is important to examine how these advertising
strategies influence consumer behaviour and brand perception. For example, research in
marketing communications and media studies can provide insight into the effectiveness and
adoption of different advertising formats within audiovisual works. Technological
developments such as advances in digital broadcasting and online streaming open up new
opportunities for innovative and targeted advertising campaigns in audiovisual works, which
can been marked as product placement. Using data analytics and artificial intelligence
algorithms, advertising messages can be tailored to specific target groups, increasing their
effectiveness and relevance. Advertisers must take into account the positives and negatives
that product placement brings with it. The main advantage over traditional advertising sharing
is that products and services are implemented into the plot and thus become part of the work.
With this kind of promotion, the viewer cannot avoid it (JuraSkova et al., 2012). There is a
considerable risk of using product placement if a film or other audiovisual work experiences a
negative evaluation or failure (Kalista, 2011). It may also differ the audience’s attitude
towards commercialism, it may cause a discomfort effect, or it may appear unrealistic or
distracting (Gould et al., 2000).

2 Theoretical Aspects of Product Placement
According to Steortz (1987), the definition of product placement includes the marking

of a brand name, product, packaging, signature, and other trademark in a film, television
program, or music video. However, Karrh (1998) notes that this definition is not entirely
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accurate because it does not mention the economic transaction or form of consideration on
which product placement is based. In his view, to be able to talk about product placement, the
placement of a product brand must be paid for, pre-negotiated and agreed upon, and
strategically planned (Del Pino & Olivares, 2007). Balasubramanian (1994) considers product
placement as a kind of intersection between commercial advertising and publicity (free
appearance in the media). In his opinion, the only thing that differentiates the two techniques
is that the former is a fiction, a created story and the latter contains informative content and
therefore the attitude and also the impact on the viewer is different (Mas et al., 2013).
Steortz’s (1987) definition mentioned above limits the use of product placement to film and
television production only. A complete definition must consider placement that occurs in all
audiovisual or literary works such as television series, video games, literature or music, and
even live musicals (Balasubramanian et al., 2006). With the advent of social media, product
placement has become widely used especially in the form of influencer marketing. Instagram
in particular is a platform that promises strong consumer engagement, influencer marketing
arguably reaches consumers better than traditional celebrity-based and mass media
advertising (Evans et al., 2017; Miiller et al., 2018) as it gives consumers a sense of closeness
and fit with their favourite influencers (Sokolova & Kefi, 2020). Its effectiveness is not
limited to direct consumer engagement, but its impact is much broader. Product placement
can serve as an unobtrusive but effective tool for raising brand awareness and building brand
image.

Based on Belch and Belch’s (2012) findings on product placement, it is clear that
integrating product placement into a comprehensive marketing communication strategy is
crucial for modern brands. This integration goes beyond the simple synergy of different
marketing tools; it requires a carefully coordinated approach that aligns product placement
with the overall brand message and values.

The essence of this integrated approach is to create a coherent brand story. When
product placement is aligned with the core message and values of the brand, it can greatly
enhance the storytelling aspect of marketing. Unlike direct advertising methods, it allows for a
more subtle but creative way of conveying the brand message. This consistency of storytelling
across different platforms — including TV, digital media and print — ensures that the consumer
gets a consistent brand experience, which can deepen their emotional connection with the
brand.

In addition, integrating product placement into a broader marketing strategy allows the
cumulative effect of multi-channel marketing to be leveraged (Venkatesan & Arunachalam,
2020). In an era where consumers are bombarded with information from many sources, a
consistent message across multiple channels can cut through the noise and resonate more
deeply with the target audience. This multi-channel approach also accommodates different
consumer preferences, reaching a wider audience while maintaining message consistency (Li
& Kannan, 2014).

In addition, this integration facilitates a more strategic and targeted approach to
product placement. By understanding broader marketing objectives, product placement can be
tailored to not only fit seamlessly into the media in which it appears, but also reinforce overall
marketing objectives. This may mean placing products in contexts that are aligned with the
brand’s target demographic, or in environments that reflect the brand’s ethos and values.

Belch and Belch’s (2012) research also suggests that integrating product placement
with other marketing communications can optimize resources. Rather than being considered a
separate investment, product placement becomes part of a larger and more effective marketing
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budget. This holistic approach ensures that each element of the marketing mix works in
harmony, maximizing ROI.

Overall, the integration of product positioning within a holistic marketing
communication strategy, as Belch and Belch (2012) point out, is a nuanced and sophisticated
approach. It requires not only a deep understanding of the brand and its story, but also an
awareness of consumer habits and media consumption preferences. If executed effectively,
this strategy can increase brand awareness, strengthen consumer loyalty and ultimately lead to
business success in an increasingly competitive market environment.

Noguti and Russell’s (2014) research on the normative impact of product placement
provides an analysis of the social dimension of consumer behaviour. Their findings suggest
that product placement not only influences individual consumer decisions, but also has the
potential to influence broader social trends and norms. As consumers are exposed to products
in popular media, these products can gain social weight, thereby influencing group norms and
expectations.

3 Objective and Methodology of the Paper

The aim of this paper is to assess the effectiveness of product placement in social
media videos. The research was conducted using neuromarketing methods. Neuromarketing is
a field that combines the cognitive and affective aspects of consumer behavior using
neuroscience. This method has been used in the field of marketing since 2002 (Morin, 2011).
In their paper, the researchers focused on the analysis of a video, specifically a video featuring
the famous influencer and comedian Fero Joke, who has 489k followers on Instagram (Fero
Joke, 2023). Fero Joke is a personality popular especially among young people, famous for
parodying women in the videos he posts on his profiles. Our research analysed his
collaboration with the Pan-European College, which included paid product placement. The
research was conducted on a sample of 24 respondents aged between 13 and 17 years and
consisted of two parts. The number of participants ranging from 20 to 30 is a common
practice in non-marketing research, bearing in mind that this is qualitative research and not
quantitative (Cosi¢, 2016; Brumberger, 2023).

In the first part of the research, respondents were played a series of images and videos
while being monitored using neuromarketing devices to track their eye movement, attention
level and mood. Compared to traditional analysis techniques based on questionnaires and
interviews, neuromarketing research more accurately depicts reality (Aldayel et al., 2020). In
the above video, influencer (internet comedian) Fero Joko played the role of a high school
teacher and commented on her students’ choice of college, verbally emphasizing the benefits
and qualities of Pan-European College, the name of the school was clearly heard in the post.
In addition, the fact that the video was a paid advertisement or sponsored content was clearly
stated in the caption of the video.

In conducting this study, the reactions and responses of the research participants to a
specific instance of product placement on social media were monitored and their attention,
emotional resonance and attitude towards the brand that was promoted within the video were
thoroughly analysed. Subsequently, during face-to-face interviews with the researchers, study
participants were confronted with whether they noticed that the content was commercial and
were asked to identify the specific brand that was placed within the content and indicate how
much they liked the video.
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The output of the neuromarketing research was a series of graphs showing the results
of emotional responses obtained from facial microexpression and skin conductance analyses
of the participants. Facial expression recognition software that analyzes facial expressions and
approximates people’s emotions. It is used to understand consumer reactions to marketing
stimuli such as advertisements, products or brands. The software analyzed individual frames
of the video. He included in the output only those frames that showed more than a 50 percent
probability of a particular characteristic occurring in the individual frames of the recorded
video that captured the microexpression of the participants’ faces. Of the many indicators,
only the most important ones were included in the study. We analyzed the results based on the
following parameters:

e Binned Peak: this indicator is based on the basis of skin conductance. It shows how much a
person is activated by interaction with a stimulus. It indicates the strength and effect of the
stimulus, but not its positivity or negativity.

e Engagement: refers to the degree of involvement or engagement of a consumer with a
particular marketing stimulus, product or brand. It is about how strongly the consumer is
emotionally and cognitively involved in interacting with the marketing content.

e Positive: this indicator includes all positive emotional reactions.

e Neutral: This reflects a neutral emotional state where the subject does not exhibit
significant positive or negative emotions.

e Joy: A specific emotional response that relates to feelings of joy or happiness.

e Surprise: this indicator records surprise reactions to marketing material.

o Disgust: This captures disgust, that may be triggered by an advertising video.

Another output of the research are heatmaps. This is a graphical data processing where
individual values are represented by colours (Carlos, 2016). In marketing research,
temperature maps are often used to visualize where respondents were looking while watching
a video. The colors on the temperature map change according to the intensity of the
observation. Commonly used colors range from green (less attention) to red (most attention).
Red areas indicate locations with the highest level of attention or interaction, while green and
blue areas indicate less interest or interaction. For video viewing, the temperature maps were
generated using eye-tracking technologies that track eye movements.

In the next phase of the study, participants were asked if they remembered the content
of the video and what their impression of it was. They were also asked whether they were
aware of the paid nature of the content and whether they could recall the brand that was
promoted within the video.

Main Research Question:
How effective is product placement in social media, specifically in influencer videos,
in terms of commercial content awareness and brand identification among young people?

4 Results and Discussion
The processed data from neuromarketing research show that adolescents in the age
group of 13 to 17 years showed a significant change in behaviour during the section of the

video that contained product placement (audio announcement about Pan-European College at
43 s of the video). This change was characterized by a decrease in bias, which is traditionally
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associated with memory processes, and a reduction in positive emotional states. Observed
reactions tended towards neutrality, which was manifested by a loss of humorous perception
of the content. This variable emotional state was supported by data obtained using a skin
galvanometer, which showed a decrease in emotional rumination (recorded as binned peaks).
For completeness, however, it should be added that the results may also have been influenced
by the fact that the mention of the product was only towards the end of the video, which may
also have caused a loss of attention.

This content provoked passivity in young people rather than strong resistance or
surprise. It was also interesting to observe an emotional state, referred to as ‘happy sadness’,
which occurred around the middle of the video. This sentiment represents a unique experience
in which an individual simultaneously feels sadness and happiness, typically encountered, for
example, in romantic scenes that elicit tears. In the study’s video, this condition occurred
when the influencer mimicked the ways in which teachers in schools communicate with
students, which can be considered outdated or ineffective and is often encountered by today’s
students.
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Figure 1: Analysis of emotional reactions
Source: own processing, 2023
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Figure 2: Heat map — 5 p. video
Source: own processing, 2023
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Figure 3: Heat map — 43 s. video
Source: own processing, 2023

The following figure shows temperature maps that show us where the video

respondents were looking. While in the first image that was recorded in the first seconds of
the video the attention was mainly directed to the face and the notebook (book), in the part
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where product placement was used some respondents were already noticing the description of
the video, where there is also a mention of what product is in the video.

Temperature maps, often used in eye-tracking studies, provide a visual representation
of where respondents focused their gaze while watching a video. In the initial phase of the
video, respondents paid close attention to the face and an object identified as a notebook or
book. In the later phase of the video, a shift in the distribution of attention was noted. Some
respondents also began to pay attention to the description of the video. Despite this, in a
follow-up interview, up to 80% of respondents could not identify that it was a paid
advertisement. In this case, the claim of Salganik et al. (2006) that respondents may tend to
remember information that they consider important or relevant to their personal interests and
needs. If the product was not relevant to them, it is possible that they did not remember it
sufficiently to discuss it (Babin, et al., 2021).

Presence of advertising in video,
paid content

25

20

NUMBER OF RESPONDENTS

4 20 1
0

Yes No I don't know
CHOICE OF ANSWER

Figure 4: Presence of advertising in video
Source: own processing, 2023

The results of this graph (Fig. 4) show the relatively poor effectiveness of product
placement and the ability of respondents to recognize commercial content in social media.
The first significant finding is that the majority of respondents, namely 80% (20 out of 25),
did not remember information about Pan-European College and did not identify the video as a
paid advertisement. Even though the video included mention of the college and its benefits,
most respondents did not perceive this information or did not consider it important. Only 16%
of respondents (4 out of 25) noticed that it was a paid advertisement. This finding suggests
that the product placement in this particular video was not obvious to the majority of
respondents. There may be several reasons why this was not noticed by the majority of
respondents. The primary reason that could explain these results is that the product placement
was subtle and non-emphatic, meaning that the respondent may not have immediately
identified it as commercial content. In this case, however, we note that the product signage
was very clear and obvious, as it was an audio commercial, which is usually easier to
remember than just a visual representation of the product. It is more likely that the fact that
the product was placed within the flowing narrative of the video and was not conspicuous,
respondents were more engaged in following the story and less attentive to the commercial
content, had an impact on the result. Respondents, had no prior knowledge of this higher
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education institution and therefore did not notice the placement of the brand in the story.
Respondents watched more videos in succession and did not recall the mention of the college,
they were more interested in other videos. Another reason may be the bland signage. Even
though the video’s caption stated in writing that it was paid publicity, the signage was small,
slight, or not prominent enough to be noticed by respondents.

5 Conclusion

In light of these findings, it would be useful to explore ways to increase the
identification of paid content on social media and improve the effectiveness of product
placement for the target group of respondents. This could include more prominent tagging of
paid content, clearer integration of the product into the content, or increasing the target
group’s awareness of the brand or products upfront.

In conclusion, research on product placement highlights its multifaceted impact on
consumer behaviour, market trends and social norms. It is not just a marketing tool, but a
complex phenomenon that is intertwined with the psychological, social and cultural structure
of consumerism. Understanding and leveraging product positioning therefore requires a
nuanced and integrated approach that combines creative marketing with a deep understanding
of consumer psychology and social dynamics.

The results of the research conducted show several key findings regarding the
effectiveness of product placement. The primary finding suggests that the product placement
technique did not engage respondents and proved to be ineffective. This conclusion is
supported by data from neuromarketing research that shows a decrease in respondents’
attention after hearing an audio mention of the product. This is supported by follow-up
research in which only 4 out of 25 respondents remembered the name of the product featured
in the video. Together, these results suggest that the product placement did not provide
significant engagement with respondents or leave a lasting impression, pointing to the need to
develop a more effective marketing strategy to capture and retain consumer attention.

Acknowledgement: This paper was elaborated within the research project supported by
Slovak Research and Development Agency (APVV) No. APVV-21-01135, titled ‘Hypermodern
Media Culture — Film and Television Production as Mirror of Sociocultural Phenomena of
the 21" Century’.
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UMELA INTELIGENCIA A JEJ VYUZITIE
V SPRAVODAJSKEJ TELEVIZII: ETICKE ASPEKTY

Olga Dubravska — Jan Visnovsky

Abstrakt:

Vyuzivanie umelej inteligencie (UI) postupne prenika do roznych oblasti a odvetvi spolocenskej praxe, média
nevynimajuc. Napriek tomu, ze s vyuzivanim technologii pomahajucich novinarom pri tvorbe obsahov sa
v redakciach stretavame uz dlhsi cas, v sucasnosti sa zivo diskutuje o tom, ¢i a v akej miere dokdze Ul nahradit’
pracu novinara. Ukazuje sa vSak, ze v roznych medialnych odvetviach a typoch ma UI rozne vyuzitie, ¢i uz
v oblasti pripravy medidlnych obsahov, ich stvarnenia alebo prezentovania recipientom. Nastroje Ul taktiez
umoziuju vyhodnocovat’ efektivnost’ umiestnenia medidlnych obsahov, v dosledku ¢oho sa zacali vyuzivat
v marketingovej praxi. Prispevok sa venuje problematike vyuzitia Ul v televiznom spravodajstve, pri€om si okrem
prednosti a nedostatkov tejto novej technoldgie vS§ima potencialne etické problémy stvisiace s implementaciou
systémov Ul do vyroby spravodajstva. Ide napriklad o generovanie sprav, ktora sa javia ako autentické alebo
problém diskriminacie na zaklade r6znych aspektov. V sucasnosti neexistuji smernice alebo postupy, ktoré by
upravovali pouzivanie Ul v spravodajstve.

KPucové slova:
Medialna tvorba. Novinar. Spravodajstvo. Spravodajska televizia. Umela inteligencia.

Abstract:

The use of artificial intelligence (Al) is gradually penetrating various areas and sectors of social practice, not
excluding the media. Although the use of different technologies to assist journalists in creating content has existed
for some time in newsrooms, there is currently a lively debate about whether and to what extent Al can replace the
work of the journalist. However, it is apparent that in different media industries and types, Al has different uses,
whether in the preparation of media content, in its rendering, or in its presentation to recipients. Al tools also allow
evaluating the effectiveness of media content placement, as a result of which they have started to be used in
marketing practice. This study discusses the use of Al in television news, noting the associated potential ethical
issues with the implementation of Al systems in news production, in addition to the strengths and weaknesses of
this new technology. These include, for example, the generation of news that appears to be authentic or the problem
of discrimination based on various aspects. There are currently no guidelines or procedures governing the use of
Al in news reporting.

Key words:
Media Creation. Journalist. News. News Television. Artificial Intelligence.

1 Uvod: Umela inteligencia a televizne vysielanie

Umelé inteligencia (UI) je schopnost’ zariadeni prejavit’ schopnosti podobné ¢loveku,
akymi st uvazovanie, ucenie, planovanie a tvorivost’. Systémy vedia rozliSovat’ prostredie, v
ktorom sa nachadzajii a riesit’ to, ¢o rozpoznaju ako problém, pricom konaju v zaujme
dosiahnut’ $pecificky ciel. Systémy UI st schopné pracovat’ autonémne a adaptovat’ do istej
miery svoje spravanie na zdklade analyzy predchddzajucich krokov (Eurdpsky parlament,
2020). UI predstavuje vyvoj pocitaovych systémov, ktoré dokdzu vykondvat ulohy
vyzadujtce l'udsku inteligenciu. Tieto ulohy zahfiiaja rozpoznavanie reci, rieSenie problémov,
ucenie sa a rozhodovanie. Technoldgia Ul urobila v poslednych rokoch vyznamny pokrok,
posilnila rozne odvetvia a zmenila spdsob, akym sa ulohy rieSia (Shen & Yu, 2021). V
poslednych rokoch sme boli svedkami vzniku inovativnych technologii, ako su vel'ké data a UI,
ktoré pretvorili rozne odvetvia vratane televizneho vysielania. Uspe$nii implementaciu UI vo
vysielani mozno vidiet' napriklad pri streamovacej sluzbe Netflix. T4 efektivne vyuziva
algoritmy UI na analyzu sprdvania a preferencii divakov, €o jej umoznuje odporacat
prispdsobeny obsah jednotlivym predplatitelom. To vyrazne prispelo k tspechu a popularite
platformy. Podobne aj platforma YouTube vyuziva technologie Ul na optimalizaciu odporacani
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videi a zlepSenie interakcie s pouzivateImi. Obdobné kroky podnikli aj d’alS§ie medidlne
spolo¢nosti.

Tieto priklady demonstruju vel’ky potencial Ul pri formovani budicnosti televizneho
vysielania. Implementicia technoldgii Ul do televizneho vysielania prindSa mnoZstvo
potencidlnych vyhod a dosledkov. IU méze napriklad zvysit efektivitu produkcie a distriblicie
obsahu vo vysielani.

Nastroje vyuzivajuce Ul dokdZu automatizovat’ rozne aspekty tvorby obsahu, akymi st
uprava videa, titulky a generovanie grafiky. To mdze vyrazne znizit’ ¢as a usilie potrebné na
postprodukéné ulohy, ¢o umoziuje vysielatelom dodéavat’ vysokokvalitny obsah rychlejSie
a efektivnejSie (Dhiman, v tla¢i). Okrem toho mo6ze Ul pomdct’ optimalizovat’ planovanie a
distribiciu obsahu analyzou preferencii a spravania publika. Algoritmy Ul mézu napriklad
identifikovat’ Casové useky a kanaly na zacielenie pre konkrétne demografické skupiny
(Amalraj Victore et al., 2023), ¢im sa zabezpeci, Ze obsah sa dostane k spravnemu publiku v
spravnom case.

UI moze sposobit’ revoliciu v reklamnom priemysle v ramci televizneho vysielania.
Analyzou udajov a spravania spotrebitelov moze UI generovat’ cielené reklamy, ktoré su
prisposobené individudlnym preferenciam. Takyto personalizovany pristup k reklame zvySuje
pravdepodobnost’ uptitania pozornosti divakov a generovania vyssej miery prekliknutia. Umela
inteligencia modze navySe pomdct’ inzerentom optimalizovat’ stratégie kampani poskytovanim
cennych informadcii o zapojeni publika a odozve. Okrem toho je mozné Ul vyuzit’ na pochopenie
poznatkov a preferencii spotrebitelov prostrednictvom pokrocilych technologii, akymi st
rozpoznavanie re¢i a spracovanie prirodzeného jazyka (Francistyova, 2023). To umoznuje
vysielatel'om vytvarat’ putavejsi a relevantnejsi obsah, ktory rezonuje s ich cielovym publikom.
Implementacia technolégii Ul do televizneho vysielania ma potencial vyrazne zlepSit’
marketingové a reklamné stratégie.

Prispevok sa venuje otdzkam vybranych etickych aspektov, ktoré stvisia s pouzivanim
Ul v procese pripravy a prezentacie televizneho spravodajstva, ako aj ziskavania spétnej vizby.
Ciel'om prispevku je poukazat' na prednosti a potencidlne nedostatky Ul a etické vyzvy
stivisiace s implementaciou prvkov Ul v televiznom spravodajstve.

2 Vyuzitie umelej inteligencie v televiznej praxi

Kedze integracia prvkov Ul do televizii sa neustile vyvija, je dolezité zvazit jej
dosledky. Jednym z moznych trendov je zvySené pouzivanie chatbotov, ktoré vyuzivaju UI.
Tieto chatboty vedia komunikovat’ s divakmi, odpovedat’ na otdzky a poskytovat’ informacie v
redlnom Case. Pokroky v spracovani prirodzeného jazyka by okrem toho mohli viest’ k vyvoju
prekladatel'skych néstrojov pohananych Ul ktoré umoziuju spravodajskym televiznym sietam
poskytovat’ preklady spravodajskych relacii v réznych jazykoch v redlnom case a oslovit’ tak
globalne publikum bez jazykovych bariér.

Dal3im potencialnym vyvojovym trendom je pouZivanie Ul v procesoch kontroly faktov
a overovania. Nastroje na kontrolu faktov mo6zu analyzovat presnost a doveryhodnost
informécii prezentovanych vo vysielani spravodajskej televizie. Dokazu rychlo odhalit’
dezinformacie alebo nepravdivé tvrdenia, ¢im pomahaju zachovat integritu spravodajstva.
Okrem toho méze Ul zohravat’ vyznamnu ulohu v usili spravodajskej televizie bojovat’ proti
faloSnym spravam a dezinformaciam. DokaZe automaticky oznacit’ podozrivé alebo potencialne
nepravdivé informdcie v spravodajskom obsahu, ¢o pomaha divdkom rozliSovat medzi
spolahlivymi a nespol'ahlivymi zdrojmi (Mahmood et al., 2023).

Pouzivanie prvkov Ul v spravodajskej televizii je Coraz rozsirenejSie. Tato technologia
umoznuje nielen personalizaciu obsahu sprav, ale aj automatizaciu tvorby obsahu. Tieto prvky
UI maju potencial zlepsit’ celkovy zazitok zo sledovania sprav pre divakov a zlepsit’ efektivitu
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produkcie a Sirenia sprav. Ked’Ze spravodajské televizne siete na celom svete vyuzivaju prvky
UI, vplyv na zurnalistické praktiky a produkciu sprav je transformacny (Ali & Hassoun, 2019).
Prvky UI sa vyuzivaji na automatizaciu tvorby obsahu v spravodajske;j televizii. Tento posun
smerom k automatizdcii umoziluje generovanie sprav o réznych témach v redlnom case
pomocou algoritmov vyuzivajucich UL

Dal$ou z oblasti je analyza publika a zapojenie divakov. Vyuzitim technologii UI mézu
vysielatelia ziskat’ podrobné informécie o preferenciach a spravani recipientov. Tieto mozno
pouzit’ na vytvaranie prispdsobenych odporucani a navrhov, ¢o vedie k putavejSiemu a
interaktivnejSiemu zazitku zo sledovania a zvySeniu sledovanosti (Murar & Kubovics, 2023).
UI méze tiez pomoct’ pri odporucani a uprave obsahu. Algoritmy UI su schopné na zaklade
analyzy udajov o recipientovi navrhnut’ relevantny obsah, ktory je v sulade s ich zaujmami a
preferenciami. To nielen zlepSuje uzivatel'sku skusenost’, ale tieZ poméha vysielatel'om udrzat’
si a prilakat’ viac divékov.

Dalsou oblastou, kde moze mat’ Ul vyznamny vplyv, je tvorba a produkcia obsahu.
Nastroje a techniky Ul mozu zefektivnit’ proces tvorby obsahu automatizaciou urcitych tloh,
akymi st uprava videa a postprodukcia (Dubravskd & Visnovsky, 2023). To Setri vysielatel'om
¢as a zdroje a umoziuje efektivnejsSie produkovat’ kvalitny obsah. Ul mdze navyse pomahat’ pri
vytvarani obsahu v redlnom Case analyzovanim aktudlnych udalosti a trendov s ciel'om vytvarat
relevantné a aktualne novinky alebo segmenty. Okrem toho dokéaze zlepsit dostupnost
televizneho vysielania pre jednotlivcov so zdravotnym postihnutim. VyuZitim technologii Ul
su vysielatelia schopni implementovat’ funkcie, akymi st skryté titulky a zvukovy popis, aby
uspokojili potreby divakov so sluchovym alebo zrakovym postihnutim.

IU predstavuje revolticiu v reklame a marketingu v televiznom vysielani. Vyuzitim
takychto technik mézu vysielatelia vytvarat’ personalizované marketingové produkty §ité na
mieru podla toho, ¢o oslovuje divakov. Tieto produkty sa vytvaraju analyzou udajov a
spravania spotrebitelov. Ul navySe dokaZe optimalizovat umiestiiovanie rekldm analyzou
udajov a spravania spotrebitelov, ¢im sa zabezpeCi, ze reklamy budd umiestnené¢ v
najefektivnejSich a najrelevantnejSich kontextoch.

Vyuzitim technoldgii Ul moézu vysielatelia zlepSit' presnost’ a efektivitu predpovedi
pocasia a poskytnut’ divakom véasné a spolahlivé informacie.

Jednym z trendov, ktory sa objavuje na priese¢niku Ul a Zurnalistiky, je automatizovana
tvorba obsahu. S pomocou Ul méZu spravodajské organizacie vytvarat’ prispevky, suhrny a
dokonca aj videoreportdze o najnovsich udalostiach v redlnom case. Tato automatizacia
zjednodusuje proces tvorby obsahu a umoznuje spravodajskym organizdciam poskytovat
svojim publikom v¢asné a relevantné informacie. Napriklad v Spojenych $tatoch spravodajské
televizne siete ako CNN a NBC integrovali prvky UI do spravodajstva. VyuZzivaju ju na
generovanie sprav v realnom case a analyzu stiborov udajov, aby mohli svojim divakom
poskytovat presné a aktudlne informécie. Daliim prikladom je pouzitie virtualnych
spravodajskych kanalov. Tito virtudlni moderatori sprav su generované postavy, ktoré prinasaji
spravy realistickym sposobom. Disponuji schopnost'ou prirodzeného jazyka a dokazu
simulovat’ gestd a vyrazy podobné tym Pudskym (Furtdkova, 2023). Statna tlatova agentira
Xinhua v Cine predstavila virtudlnu moderatorku, ktord je schopna poskytovat’ spravy v
¢inskom aj anglickom jazyku (Regan, 2018). Tieto pokroky v UI sposobili revoliciu v spdsobe,
akym spravodajska televizia poskytuje informacie svojmu publiku. Britské spravodajské
televizie, ako st BBC a Sky News, pouzivaji Ul na analyzu udajov o divdkoch a na
poskytovanie prisposobenych odporacani sprav pre svoje publikum.
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3 Etické aspekty vyuzivania umelej inteligencie

Zatial’ ¢o integracia prvkov Ul do tvorby a prezentéacie spravodajstva prinaSa mnozstvo
vyhod, je ddlezité preskumat’ aj etické hl'adiské suvisiace s jej pouzivanim.

Jednou z klIicovych etickych tivah je moznost’ skreslenia pri analyze udajov alebo
algoritmoch generovania prirodzeného jazyka. Systémy UI su objektivne do takej miery, ako
su spolahlivé udaje, s ktorymi pracuji. Ak udaje obsahuju inherentné odchylky alebo
diskrimina¢né vzory, potom mézu byt tieto odchylky zachované alebo zosilnené. To vyvolava
obavy o objektivnost’ a presnost’ spravodajského obsahu generovaného Ul a potencial pre
skresl'ovanie alebo manipuléciu s informaciami.

Na tato skutoCnost’ upozoriiuje aj M. Matov¢ik (e-mailovd komunikacia, 9. novembra
2023), expert na Ul zo spolo¢nosti OUR MEDIA SR, a.s.:

Toto riziko vnimam, ale plati aj pre Zurnalistiku bez existencie Al, ktord sa deje

primarne cez Cerpanie zo zdrojov z Google aj renomovanych archivov vedeckych Studii.

Kazdé médium, z ktorého cerpame informacie ma svojich l'udi s predsudkami vediacim

Castokrat k skreslenym jednostrannym zaverom. Rovnako v autoritativnych médiach su

zosillované urcité perspektivy a maji zadefinovani svoju kultirnu orientaciu

obsadenim redakcie a nastavenim ciel'ovej skupiny. Castokrat bez ohl'adu na pravdu,
mnohokrat vo viere v Ciernobiely svet. Umeld inteligencia len Cerpala z toho, ¢o l'udia
publikovali na internete a zurnalista v dneSnej dobe a priprave na remeslo vie ziskat’
zrucnosti na odhalenie potencidlnych jednosmernych nazorov. Al vnimam v tomto skor
ako partnera, ktorého jednoduchou otdzkou moédzeme vzdy poziadat’ o potencidlne

protiargumenty na na$ pohlad, pripadne perspektivu l'udi s inym hodnotovym a

kultirnym pozadim. Tym pomaha vo vyvazenejSej Zurnalistike a potencidlnej vyssSej

objektivite. (Matov¢ik, e-mailova komunikacia, 9. novembra 2023)

Spravodajské organizacie musia prevziat zodpovednost za zabezpecenie
transparentnosti a zodpovednosti systémov UI, ktoré pouzivaju, a to pravidelnym auditom a
preskimanim algoritmov na identifikaciu a zmiernenie akychkol'vek potencialnych skresleni.

Okrem toho existuje obava z vplyvu Ul na eliminovanie pracovnych pozicii v
novinarstve. Ked'ze Ul automatizuje urcité ulohy pri produkcii sprav, ma potencial nahradit’
niektoré profesie. Spravodajské organizacie musia zvazit etické dosledky pouzivania Ul v
zurnalistike a zabezpecit’ zachovanie novinarskej integrity a kvality vo svojich spravodajskych
vystupoch. Taktiez vznikaji obavy o sukromie a bezpecnost' udajov zhromazd'ovanych a
pouzivanych systémami UI. Spravodajské organizicie musia dodrziavat’ prisne predpisy na
ochranu udajov a sukromia, aby sa zaistilo, Zze s udajmi pouZzivatel'ov sa bude zaobchadzat’
zodpovedne a bezpecne. Napriek etickym uvaham pontka vyuzitie prvkov Ul v spravodajske;j
televizii mnozstvo vyhod. Jednou z hlavnych vyhod je moznost’ automatizacie tvorby obsahu.

V tejto suvislosti M. Mat'ov¢ik (e-mailova komunikécia, 9. novembra 2023) konstatoval:

Urcite pride k strate pracovnych miest ako pri kazdej novej technoldgii v minulosti,

ktora menila svet masivnou adopciou. Paralelne, aj ked’ nie nevyhnutne suibeZzne, sa

zmenou urcitych profesii pomocou Al 'udom vytvori nevyhnutny €as na realizaciu v

novych Specializacidch v médiach a umozni im to zbavit’ sa neproduktivne;j ¢asti svojej

natenej manudlnej prace s textom, ktortl vie spravit’ stroj lepSie. Budii mat’ viac Casu na

originalitu a kreativitu. Myslim si, Ze zru¢nosti novinarov a ich kvalita prace moze s

pomocou umelej inteligencie iba rast’, pretoze 'udsky mozog nema véacsinou schopnost’

obsiahnut’ tému z tol’kych uhlov pohl'adu a s takou rychlost'ou a variabilitou v extrémne

kratkom case. Pomdha nam rovnako hlbSie rozmyslat’ nad nuansami kazdej témy a

pomdct nam nezabudnut na nieco doblezité. (MatovCik, e-mailovd komunikécia, 9.

novembra 2023)
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Automatizované nastroje na vytvaranie obsahu dokézu analyzovat velké mnoZstvo
suborov udajov, identifikovat’ vzory a generovat’ spravy, ktoré st prakticky na nerozoznanie od
tych, ktoré vytvorili 'udia. To nielenze umoziuje spravodajskym organizdciam produkovat’
spravodajsky obsah ovela rychlejSim tempom, ale tiez znizuje nédklady na nabor a
zamestnavanie vel'kého timu novinarov. Okrem toho moze UI zvysit' efektivitu a presnost
zhromazd'ovania sprav. Vyuzitim takychto technoldgii mézu spravodajské organizacie rychlo
a efektivne zhromazd’ovat’ relevantné informécie z r6znych zdrojov, ako st informacné kanaly
socialnych médii, blogy a verejné databazy.

Systémy Ul dokézu tieto informacie analyzovat a filtrovat, ¢im poskytuju novindrom
komplexny prehl'ad a umoznuju im efektivnejsie overovat fakty a zdroje. Okrem toho méze Ul
zlepsit' aj personalizaciu dorucovania sprav. Analyzou pouzivatel'skych tdajov a preferencii
mozu algoritmy UI prispdsobit’ spravodajsky obsah jednotlivym divdkom, ¢o umoziuje
personalizovanejii a putave;jsi zazitok. Dalsou vyhodou pouzivania UI v spravodajskej televizii
je schopnost’ zlepsit’ rozpravanie pribehov a zapojenie publika. Spravodajské organizacie mézu
vyuzivat' Ul na vytvaranie interaktivnych zazitkov.

Expert na Ul M. Matov¢ik v tomto kontexte poznamenal (e-mailova komunikécia, 9.
novembra 2023):

Ludsky mozog vie vymysliet’ trefnejsi nadpis na zdklade poznania svojho citatel’a, ale

v roznorodosti tém je to vel'’kd pomocka pre inSpiraciu. Rovnako tak ho pouzivame na

brainstorming nachadzania novych a neocakévanych pohl'adov na témy, ktoré by nas

nenapadli. Pomahame si nim vytvorit’ mindmapy témy a potencialnu Struktaru ¢lanku,

ktora by nas viedla k uspokojeniu ¢itatel'ovych ocakavani. To, Ze vie napisat’ text, a

kvalitny text ak sa ho kvalitne pytame nie je naSim primarnym cielom pouZivania.

Nasim ciel'om je ¢itatelom priniest’ viac variabilného obsahu, ziskat’ dodato¢ny ¢as na

kvalitni Zurnalistiku. Tak ako sa Google stal partnerom Zzurnalistov, tak umela

inteligencia bude nevyhnutne prenikat’ do vSetkych oblasti tvorby médii. (Matov¢ik, e-

mailova komunikacia, 9. novembra 2023)

Vyuzitie Ul v spravodajskej televizii ma tiez potencial zlep$it' celkova kvalitu a
presnost’ spravodajstva. Automatizacia tvorby obsahu eliminuje I'udské chyby a predsudky, co
vedie k objektivnejSim a nezaujatejSim spravodajskym vystupom. Okrem toho méze Ul
pomahat’ pri overovani faktov a overovani informdcii, ¢im sa znizuje Sirenie nepravdivych
alebo zavadzajucich sprav.

4 Zhrnutie

Spravodajské organizdcie by mali byt transparentné pri pouzivani Ul a niest
zodpovednost’ za svoje rozhodnutia.

V pripade implementécii UI do procesov v medialnych organizéaciach je dolezité vyhnut
sa zaujatosti, navrhovat’ hybridné pracovné postupy, ktoré st v sulade s novindrskymi
hodnotami, podporovat’ interdisciplindrnu spolupracu medzi novinarmi a technologmi a
zabezpecit’, aby sa zurnalisti vzdeldvali v kontexte zodpovedného pouzivania ndstrojov UI
(Dtbravska & Visnovsky, 2023). Tréning v tejto sfére moze novinarov pripravit’ na rieSenie
problémov a vyziev, ktoré vznikaju pri pouzivani Ul v ich profesii. V kone¢nom désledku je
Skolenie v oblasti UI kI'i¢ové, aby sa novindri nielen prisposobili meniacemu sa prostrediu, ale
aby sa zaroven aj orientovali v etickych tivahach a potencialnych rizikach, ktoré s tym suvisia.

Novinari mézu ocakavat’, ze nastroje Ul sa budu v budicnosti nad’alej vyvijat’ a buda
sofistikovanejSie. Ul sa pravdepodobne eSte viac zacleni do redakcii a poskytne novinarom
coraz vacsiu pomoc pri analyze tdajov, tvorbe obsahu a zapéjani publika. Tréningové programy
pre novinarov zamerané na pouzivanie nastrojov Ul by sa mali orientovat’ na rozvoj ich
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chapania vnutorného fungovania algoritmov Ul a na to, ako kriticky analyzovat' vystupy
generované Ul.

Okrem toho by spravodajské organizacie mali starostlivo posudit’ potencialny vplyv Ul
na nahrddzanie pracovnych miest a snazit sa zachovat' hodnotu zru¢nosti a kompetencii
novinarov. Celkovo si integracia Ul do zurnalistiky vyzaduje rovnovahu medzi efektivnostou
a presnost’'ou, pricom treba brat’ do tivahy aj potencialne predsudky, reorganizaciu pracovnych
miest a etické dosledky, ktoré z toho vyplyvaji. Medialne organizacie by mali zabezpecit', aby
sa Ul pouzivala ako nastroj na zlepSenie zurnalistiky, a zaroven by mali zabezpecit' aj
implementéciu jasnych politik a smernic na pouZivanie, kontrolu a regulaciu Ul v Zurnalistike.

Podakovanie: Prispevok vznikol v ramci vyskumného projektu podporovaného Agenturou na
podporu vyskumu a vyvoja (APVV) ¢. APVV-21-0115 s nazvom ,, Hypermoderna medialna

‘“

kultura — Filmova a televizna tvorba ako zrkadlo socialno-kulturnych fenoménov 21. storocia “.
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EMERGENCE OF NEW FEMALE LEAD IN KOREAN
DRAMAS

Bianka Francistyova

Abstract:

Korean series production currently reflects social sentiments regarding the not-so-new wave of feminism.
Although the theme of feminism is frowned upon within politics and society, drama producers have embraced
this trend and have begun to reflect the need for a new type of heroine who is not dependent on the existence of
the male protagonist and whose life does not revolve around him. One of such series, where this new type of
heroine is present, is The Glory. Through a discourse-narrative analysis is highlighted the new type of
character — Moon Dong-eun. She represents a heroine who is not always cheerful or pretending to be happy. At
the same time, she is neither surrounded by friends or part of a large friend group. The new type of heroine is
different in character from the previous takes on the heroine who was morally pure and trusted the social system.
The newly introduced heroine embodies a nuanced moral complexity, fearlessly embracing unlawful means,
recognizing that the legal path alone may not be sufficient to aid her endeavors. Consequently, we may
distinguish her from the archetype of female lead in Korean dramas, as she assumes the distinct attributes of a
dark heroine, anti-heroine, and an omniscient heroine.

Key words:
Female Lead Character. Heroine. Korean Dramas. Narrative Analysis. Stereotypization of Characters. The
Glory.

1 Introduction

Korean mini-series have a significant presence within contemporary global
perceptions. Their popularization emerged in the 1990s with the prominence of What is Love
(Kim & Park, 1991). During that era, however, these products were not denoted as hallyu
products, as this terminology was only crafted at the conclusion of the previous century to
delineate the surge of admiration for Korean products in nations other than their origin. What
is Love has garnered considerable attention, notably due to its juxtaposition of the challenges
confronted by South Korea during that time — the clash between traditional values and
modernization. As the plot relatively quickly and, according to viewers, appropriately linked
the then-conflicting ideologies, it became popular not only in South Korea, but also in
neighboring countries that were going through the same problematic period. South Korea
managed to recover from the repercussions of war and economic turmoil, modernize its
surroundings, market, etc., but failed to acknowledge that individuals who had clung to
Confucianism for centuries and still held deeply entrenched traditional values. Modernization
has brought many challenges, especially for human factors. The series What is Love, which
brought together two families with different views: traditional and modern, through a
wedding, also brought a possible solution to real social contexts. Viewers who observed and
embraced one of the aforementioned perspectives gained insight to perceive matters from an
alternative vantage point. On this basis was constructed the adjusted Confucianism, the so-
called Neo-Confucianism, which has been prevalent in all Korean series since this era.
According to Oh and Arditi (2010), Neo-Confucianism is reflected in series through the
acceptance of traditional values such as righteousness, propriety, and benevolence. Gao and
Chung (2023) argue that the prevalent Neo-Confucianism in Korean programs is a
philosophical framework that integrates Western culture with the traditional “Confucian value
system” (p. 1). Neo-Confucianism is manifested in contemporary series production through
numerous situations. Nevertheless, it can be asserted that the conflict between traditional
values and Western ideas — capitalism — continues to be invoked. Traditional values are
demonstrated as affirmative, most frequently depicted by the female protagonist and aspects
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of capitalism are depicted by the male protagonist. This clash between East and West has
been portrayed primarily in the series’ production until 2019. For example, the series Boys
over Flowers (Gwak, 2009) presents contrasting oppositions of the lead characters. Not only
is the female protagonist virtuous, just, and performs every action for her family, but she also
assumes the role of traditional principles in the series. Her counterpart is the male protagonist
who personifies capitalism. He is affluent, possesses everything he desires and acts according
to his own will, yet the character is devoided of something. The “lack™ of his character is that
he has no loving family or happiness (Lee, 2012). On the other hand, the female protagonist
possesses everything except wealth, which, in accordance with the ideology presented in the
show, undermines the character of an individual. It is the conflicting opposition of the
characters and the societal disparity between them, that symbolizes the conflict between
ideologies. However, traditional values consistently triumph in this struggle in the end, as the
male protagonist alters his character, comprehends that he aspires to live as the female
protagonist does, and is prepared to relinquish any advantages derived from his capitalist
existence.

Despite the specification of the year until which we can observe Neo-Confucianism in
Korean dramas, the ongoing dispute regarding its inquiry persists beyond this year, albeit to a
lesser extent. A significant transformation in the depiction of ideologies arises with the advent
of Korean series production in the Western sphere, specifically during the period when
Western enterprises are allocating resources towards the production of Korean series.
Between 2016 and 2021, Netflix allocated approximately one billion euros towards Korean
content, and this figure experienced a substantial augmentation in 2022 and 2023, with Netflix
presently investing over 2.3 billion euros in the production of these Korean contents (Lee,
2021; Wan, 2023). Korean series in partnership with overseas investors, not only restricted to
Netflix but now encompassing Disney+ and Amazon Prime Video, have engendered a
transformation not only in terms of fresh narrative backgrounds, the utilization of novel
components, and the potential construction of new clichés, but also a transformation in the
essence of the characters. The newly-denoted series, frequently denoted as Korean drama
‘Originals’, blur the boundaries between the portrayal of characters that have long been
typecast, wherein the woman has perpetually been portrayed as the feeble character who is
incapable of subsisting without the male protagonist, and the man has been depicted as the
rescuer, the chivalrous knight who has metamorphosed into a morally superior individual for
the sake of the heroine and aids her or outright rescues her.

The modification of characters occurred gradually, with Francistyova (2022)
observing its formation starting from 2012. Boman (2022), on the other hand, proposes that
the arrival of new — feminist — concepts can be traced back to the onset of the fourth phase of
the hallyu, which is primarily associated with the transition between 2016 and 2017. At
present, two emerging variations of the male protagonist are being observed. One is the male
protagonist who acts as an initiator — an ‘underdog’ — challenging the established system but
not necessarily undergoing a transformative experience due to his inherent moral
righteousness. The other is the ‘dream-like’ hero, whose existence is solely designed to serve
the needs of the female lead and her survival. In the realm of social media, enthusiasts of such
content commonly refer to any hero embodying the characteristics of a ‘dream-like’ hero as a
‘green-flag’ (Shetty, 2023). An instance is the protagonist from Crash Landing on You (Kim
et al., 2019), Ri Jang-hyeok, who exerted every effort within his capacity to bring joy to the
female lead in a foreign enemy region, his character also didn’t go through a transformation
because he possessed inherent goodness right from the onset, even being willing to make
personal sacrifices if it translated to the welfare of the female lead. Recently emerged female
characters that challenge the uniform concepts of most creators, were molded to possess
extraordinary capabilities in the realm of fantasy, they confront the male counterpart as an
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equivalent in the historical series, despite the improbability stemming from the historical
context, and they challenge the established societal norms in the present-day series. The new
female lead is no longer a feeble heroine who is disoriented and necessitates rescue, although
she remains confined to the archetype of a damsel in distress. Concurrently, she is distancing
herself from the Cinderella narrative in which a woman is reliant on a man for her contented
conclusion. These heroines manifest in present-day series production, and henceforth, the
purpose of this paper is to emphasize their presence in Korean series. Using discourse-
narrative analysis, this paper will examine The Glory (Kim et al., 2022) to emphasize the
emergence of a new type of heroine. Nevertheless, it is crucial to acknowledge that the
selected series is not the first series to showcase this type of heroine. On the contrary, her
character is portrayed most vividly in this particular series among the other series that have
gained popularity among the viewers. To adequately portray this heroine, this study has
formulated two research questions that would aid in understanding the investigated matter:

Ql: How is Moon Dong-eun’s character presented in comparison to other female
protagonists in Korean dramas?

Q2: To what extent is the female protagonist trapped in established Korean drama
narratives?

2 Breaking Out of the Stereotypical Set-Up

The plot of The Glory revolves around a woman, Moon Dong-eun, who devotes her
existence to seek revenge. When Moon Dong-eun was young, she was bullied by five students
at school. The harassment extended beyond mere verbal abuse, encompassing physical
aggression (e.g. testing the curling iron on the skin to see if it was hot enough). This left
Moon Dong-eun with scars from burns. The main character decided to leave the school and
those who bullied her behind, but she promised to herself that she would take revenge on
them. Consequently, she commits her existence to retaliation and expends all her energy and
free time to acquiring comprehensive knowledge about those who inflicted harm upon her.
During the process of revenge, she is not afraid to utilize alternative methods and actions that
that deviate from moral standards or the law, although she would never stoop to the level of
her bullies. In her case, this signifies retribution within a system that has been manipulated by
their financial influence, as all the wicked transgressions that have been perpetrated against
her have gone unpunished.

In the portrayal of Moon Dong-eun, the article is primarily emphasizing three
domains, namely: appearance, personality of female lead, and relationships. These three
domains predominantly incorporate elements referenced by various scholars addressing the
matter of characterization of female leads in Korean dramas. Through the analysis of the main
female protagonist in The Glory and the application of existing principles regarding female
protagonists in Korean dramas, we can showcase the degree to which the establishment of the
main female character has evolved or changed.

2.1 Appearance

The character Moon Dong-eun that the viewer encounters, is not beautiful, nor is she a
typical female goddess with sex appeal. Lee (2012) asserts that contemporary “female
protagonists in Korean Wave serials are seen as the pure and fresh image type. They are never
sex goddesses” (Lee, 2012, p. 457). One can only partially concur with this assertion because
although Moon Dong-eun is a character who is not a sexually appealing goddess, she is
markedly distinct from other female lead characters in other series because she does not
embody a pure or fresh image. On the contrary, the character appears exhausted to the viewers
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as she eats food, for example, just to survive. This heroine has no need to idealize her
existence and pretend that she has no problems. She is reminded of them every day, as the
scars scattered across her body remind her of the motive behind her revenge.

By making the protagonist scarred, the Korean drama deviates from the conventional
notion of an attractive protagonist. In South Korean society, where physical beauty now holds
greater significance than innate talent, one’s appearance carries substantial weight in defining
one’s identity. Whether the heroine possessed the potential to attain beauty or opted for the
prevalent practice of cosmetic surgery, the presence of scars significantly diminishes her
future prospects. This phenomenon primarily stems from the exaggerated emphasis placed on
the idealized standard of beauty, which only a limited number of individuals can attain. In the
case of Moon Dong-eun and the severe physical harm inflicted upon her, her appearance
assumes a pivotal role in shaping her character development. The scars deprive the heroine of
her ability to move forward, forget, or forgive. Nonetheless, it is not our contention that the
protagonist’s desire for revenge would be absent if she did not bear scars. The motivations
behind her actions and her thirst for retribution cannot solely be attributed to the physical
harm inflicted by her classmates. Rather, we can observe them in the broader context of a
system that permitted such behavior and failed to take any remedial measures. It is therefore
evident that although her ultimate aim is to seek justice against all those who have wronged
her, it is not solely the students who are culpable, but also the teachers who turned a blind eye
or actively concealed the wrongdoing, the parents who defended their children’s actions and
sought to suppress the truth with their financial influence, and even Moon Dong-eun’s
mother, who prioritized money over her daughter’s pleas and willingly signed a withdrawal
document denying any occurrence of these events.

Last but certainly not least, it is imperative to acknowledge the attire that Moon Dong-
eun adorns. In the majority of instances, she is seen donning black garments; however, when
she finds herself in the company of former classmates whom she seeks the retribution against,
she opts for light-colored clothing. The protagonist, in most cases, presents herself as an
inconspicuous individual who yearns to blend into the background. There exist two primary
rationales for this behavior. Firstly, she adopts this strategy to effortlessly evade the prying
eyes of others. Secondly, it is worth mentioning that her physical appearance is of little
consequence to her. Nurturing her outward appearance, donning fashionable clothing, and
striving to become an embodiment of an idealistic feminine figure are not her priorities. On
the other hand, the creators utilize her attire choices to signify the opposition between good
and evil. In the majority of instances, Moon Dong-eun opts for darker shades to reflect her
self-awareness of her own moral shortcomings. Only when she encounters characters who are
even more morally corrupt than herself, namely the principal antagonists of the story, does
she elect to be clad in lighter shades.

2.2 Personality of Female Lead

Moon Dong-eun presents a complex character whose portrayal deviates from the
established traits of the female protagonist thus far. According to Ju (2020), these individuals
are described as young women who typically maintain a constant smile. However, Moon
Dong-eun only smiles on a few occasions throughout the series, and even then, it is often
insincere and aimed towards the story’s antagonists. Genuine smiles are observed in two
instances, when Moon Dong-eun interacts with the male lead character or with Kang Hyeon-
nam, her accomplice. In contrast to other heroines who thrive on social connections and
popularity within their groups, Moon Dong-eun actively avoids any human interaction that
could divert her from her objectives. Consequently, she distances herself from Joo Yeo-jeong,
the male lead, once she learnt the game of Go and as prepares for her teaching examination.
However, it is important to note that her character undergoes a partial transformation. It is not
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a moral improvement per se (Francistyova, 2022), but rather a change where the female
protagonist ceases to adamantly deny any interpersonal relationships. This shift is evident in
her assistance to Kang Hyeon-nam and her acceptance of Joo Yeo-jeong as an executioner. In
the latter case, the acceptance is driven to some extent by amoral considerations, but it is still
indicative of a change as she no longer rejects him as she did at the beginning of the series.

As stated by Lee (2012), the main character in Korean dramas exhibits qualities of
diligence, assertiveness, and persistence, particularly in the realm of work. Moon Dong-eun
embodies these traits, although they are somewhat overshadowed by the heroine’s motivation.
Consequently, in this particular domain, it can be asserted that the heroine strives to live her
life to the fullest in order to accomplish her objective. She holds a secure job and lives in a
rented residence. However, for the audiences, these details are eclipsed by the fact that she is
employed at the kindergarten attended by the daughter of the woman she seeks revenge
against, and she inhabits an apartment that overlooks the residence of the same antagonist.
Despite the amoral nature of the motivation, it can be deduced that this aspect persists even in
a character such as Moon Dong-eun.

From the outset, it is evident to the viewer that Moon Dong-eun is prepared to go to
any extent in order to seek retribution. Within the narrative, she employs methods that do not
always align with legal and moral standards. In essence, she can be characterized as a morally
complex heroine. Furthermore, it would be inaccurate to label Moon Dong-eun as a typical
heroine due to the fact that her motivations and disposition suggest that her complexity can be
perceived through alternative lenses. Additionally, Moon Dong-eun possesses elements of:

e Dark heroine — Moon Dong-eun, who serves as the protagonist in this narrative, possesses
a past that is characterized by darkness and exhibits a cold demeanor towards society.
However, despite these aspects of her character, she still extends her aid to Kang Hyeon-
nam, even if this assistance necessitates the act of murdering her spouse;

e Anti-heroine — Moon Dong-eun showcases a self-centered nature, thereby employing
tactics of manipulation in order to mold circumstances and individuals to align with her
personal agenda. Furthermore, she demonstrates a willingness to employ morally
ambiguous strategies in the pursuit of her objectives.

e The omniscient heroine — Moon Dong-eun, as the omniscient heroine, possesses a
profound understanding of the narrative’s trajectory and has meticulously calculated each
of her actions. She relies upon her foresight to anticipate all potential outcomes and is thus
never taken aback by unexpected developments.

2.3 Relationships

As previously stated, Moon Dong-eun initially rejects interpersonal connections, or
only permits them if they align with her strategic objectives. This form of companionship is
evident in the bond between Moon Dong-eun and Kim Soo-han, who happens to be the son of
Kim Jong-moon (a teacher who subjected her to physical abuse during the high school). Moon
Dong-eun established a friendship with him fully aware of his lineage, and upon divulging the
truth, Soo-han proceeded to eliminate his asthmatic father by presenting him with a bouquet
of blooming flowers, as he harbored concerns that his father’s transgressions would
jeopardize his own professional career. Nonetheless, in addition to such alliances that Moon
Dong-eun has forged with various individuals, there exist four significant connections that
unfold throughout the series: the relationship with Park Yeon-jin (the main the antagonist),
the relationship with her mother, the relationship with Kang Hyeon-nam (an accomplice), and
the relationship with Joo Yeo-jeong (a romantic interest).

Moon Dong-eun, whose entire being is centered on seeking vengeance, is deeply
fixated on the woman who caused all the harm. Park Yeon-jin issued the command for her
classmates to torment Moon Dong-eun, later causing her to become the object of Moon Dong-
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eun’s aspiration — to dismantle everything that Park Yeon-jin covets and dreamt about (during
their youth, Park Yeon-jin expressed her aspiration to become a nurturing and sage-like
mother). This relationship is characterized by animosity, with the female protagonists trying
to either kill or completely destruct each other’s identity. Nonetheless, the main character
grants Park Yeon-jin a final opportunity to comprehend the gravity of her actions, as she
experiences kindness from Park Yeon-jin’s husband who was unaware of his wife’s behavior.
While she does not grant absolution, she does afford Park Yeon-jin the chance to confess
before the truth is revealed and her family is harmed. Park Yeon-jin rejects this opportunity,
resulting in the ruination of her “desires”. As the thirst for revenge takes hold and the climax
approaches, she is cast aside by her own family, but what was the worst for her, by her adored
daughter.

The relationship between Park Yeon-jin and Moon Dong-eun varies significantly in
comparison to the relationship between the female protagonist and her mother. However, the
disparity does not stem from physical violence inflicted by the mother, but rather from her
betrayal of Moon Dong-eun. The mother’s willingness to sign a withdrawal, motivated by the
family’s financial shortfall, constituted a betrayal of Moon Dong-eun. Consequently, Moon
Dong-eun severed ties with her mother and ceased all communication. Nevertheless, the
allure of additional financial resources and promises from Park Yeon-jin persuaded Moon
Dong-eun’s mother to reach out to the female lead. The mother goes to great lengths to
sabotage her own daughter’s life, even resorting to arson by setting fire to Moon Dong-eun’s
apartment. The complexity of their relationship is elucidated by Moon Dong-eun’s poignant
statement: “I will never forgive you. The reason I won’t forgive you is because you still don’t
understand that you were my first perpetrator” (Kim & Ahn, 2023, 48:32-48:52). When the
mother begins to laugh and scream, Moon Dong-eun expresses gratitude for her unchanging
nature. Ultimately, Moon Dong-eun resolves this tumultuous relationship by confining her
mother to a nursing home.

Kang Hyeon-nam, with whom Moon Dong-eun shares a positive bond, takes on the
roles of both a maternal figure and a friend. At first, their friendship was rooted in a
transactional dynamic, as the female protagonist sought particular information and in
exchange Kang Hyeon-nam asked Moon Dong-eun to eliminate her spouse. Over time
however, Kang Hyeon-nam becomes Moon Dong-eun’s support but also her weakness, and so
the female protagonist tries to keep their relationship to a minimum. Nevertheless, it becomes
apparent that Moon Dong-eun longs for interpersonal connection once she experiences it,
prompting her to decide to protect Kang Hyeon-nam. Similarly, Kang Hyeon-nam
reciprocates this sentiment, as she inquires whether Moon Dong-eun was responsible for the
murder of a former classmate who had bullied her. Her intention behind this query is not to
accuse her, but to provide possible assistance in the future. This character assumes a
comparable role to that of the main female character’s best friends in other Korean dramas,
and there exists no significant disparity in their respective statuses, despite the distinct nature
of their friendship in relation to the typical dynamics found between the female lead and her
best friend.

The relationship between Moon Dong-eun and Joo Yeo-jeong depicts a romantic
narrative that is frequently encountered in Korean series. As previously mentioned, the female
protagonist initially avoids forming friendships as she fears that they may hinder her primary
objective. In her conversation with Joo Yeo-jeong, she expresses her lack of need for a
chivalrous knight or a prince to rescue her, but rather desires an executioner (Kim & Ahn,
2022). Nevertheless, the protagonist is willing to undertake any action on behalf of the
heroine, even if it entails becoming a headsman of those who have wronged her. Upon
achieving her vengeance, Moon Dong-eun contemplates leaving, but recognizes that just as
Joo Yeo-jeong had aided her, she can also provide assistance to him. However, her motivation
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for doing so is not based on a sense of obligation, but rather her desire to spend time with him.
This demonstrates that Moon Dong-eun had abstained from engaging in a relationship due to
her primary objective of seeking retribution. The female protagonist’s lack of awareness
regarding love is commonly a characteristic of female leads (Lee, 2012), and therefore we
cannot speak of a fundamental change in Moon Dong-eun. Only the circumstances and
prioritization of other matters have undergone modification. However, the typical heroines’
lack of awareness regarding the relationships and their rejection of them, differs these two
types of heroines. While the other female lead characters are not even aware of the love
interests most of the time, Moon Dong-eun knows it but rejects it in its roots as it may divert
her from the revenge. This new type of heroine is not clueless when it comes to love but
rather knows what her priorities are, compared to other female lead characters. Moon Dong-
eun does not rely on the male lead for her happiness. As a character, she is capable of
progressing independently, with her life not revolving around the central male character.
However, she willingly chooses to return, thereby highlighting the distinctiveness of this type
of heroine in comparison to others.

3 No Longer Damsel-in-Distress or Cinderella Who Needs a Man?

The female main characters in Korean dramas find themselves confined to established
patterns and models, from which they have yet to escape, even with the introduction of
feminist themes into post-2016 production (Boman, 2022). These patterns, such as the
damsel-in-distress or Cinderella story, convey the notion that a woman’s happiness or
continuation of her story depends on the presence of a man in her life. Despite the competence
of the female main characters, they consistently find themselves ensnared in a narrative that
portrays them as damsels in distress, necessitating their rescue (An, 2021; An, 2022). The
same can be said for the female protagonist of 7he Glory, who deviates significantly from the
typical portrayal of female main characters in Korean dramas. Moon Dong-eun has not
managed to elude the overarching storyline, even though she is only rescued once, a
considerably smaller number when compared to other series like Strong Woman Do Bong
Soon (Park et al., 2017) or Master’s Sun (Kim & Lee, 2013). The main female character in
Strong Woman Do Bong Soon possesses extraordinary physical strength, which she employs
for benevolent purposes and to serve justice. However, when she finds herself potentially
imperiled, it is the male lead, who does not have the level of her strength, who comes to her
aid. His sole advantage lies in the fact that he is safeguarded by the protective shield of the
hero. The heroine even loses her supernatural ability, thereby fortifying the damsel-in-distress
narrative, allowing the hero to rescue her once more, transforming him into a knight in
shining armor. The main character in Master’s Sun, similar to the aforementioned female
protagonist Do Bong Soon, necessitates rescue. Upon realizing that she no longer sees ghosts
when touching the male protagonist, she repeatedly asks him for help. Moreover, this rescue
is two-tiered, as it not only protects her from what the main female character can see — that is,
the metaphysical world — but also from physical dangers. Throughout the series, the heroine is
rescued in nearly every episode, either by one or both tiers of protection. This distinguishes
her from Moon Dong-eun, who is only spared by the protagonist once in the series.
Nonetheless, we can conclude that Moon Dong-eun is a female lead who remains trapped
within this narrative, as she had the potential to evade or abandon the situation entirely, yet
the narrative confines her within the predicament, compelling her to await rescue.

The Cinderella narrative is a widely prevalent theme in Korean dramas, serving as a
reflection of societal conditions and women’s aspiration to wed into more affluent circles. The
romanticization of such relationships is currently conveyed in a manner where the female lead
must discover her Prince Charming in order to attain a blissful conclusion. However, Moon



MARKETING & MEDIA IDEATITY: Al THE FUTURE OF TODAY | Hypermoderna medialna kultlira vo filme a televizi

Dong-eun diverges from this conventional expectation, as she does not rely on a man to
achieve her own version of ‘happily ever after’. Ultimately, she chooses to reunite with Joo
Yeo-jeong out of her own volition, rather than adhering to the common notion that only the
hero can bring fulfillment to the female protagonist. In numerous instances, the heroines are at
a loss on how to proceed when their lives revolve solely around the main male character.
Conversely, Moon Dong-eun stands apart by not being dependent on him for her existence,
yet still opting to return due to her love for him. Nevertheless, her life could continue
independently. This juncture highlights a profound disparity between the archetypal female
lead and Moon Dong-eun. Additionally, it substantiates An’s (2022) assertion that K-dramas
and their protagonists are deviating from the traditional ‘Cinderella story’ prototype.

4 Conclusion

Korean series production is currently undergoing a change. This transformation is
complex and intricately intertwined with the manifestation of contemporary Western
influences on Korean production. As Korean content has advanced within the global market
and prominent Western companies such as Netflix, Disney+, and Amazon Prime Video have
become involved in its production, both societal sentiments and the production of Korean
series themselves have been subject to modification. Simultaneously, an additional, though
not entirely new, wave of feminist ideas is permeating Korean society. Comparable to other
countries with a homogeneous perspective on women, these ideas are being met with
resistance. Nonetheless, it can be posited that despite the lack of comprehension in the
political and societal spheres, the creators of Korean dramas have embraced these ideas as
their own and have begun to incorporate them into their work. Consequently, based on this
incorporation, new heroines who defy the stereotypical portrayal of women reliant on men for
happiness and fulfillment are emerging within Korean dramas. The new kind of female
protagonist, who emerged in the Korean drama production, does not rely on the presence of a
male counterpart to attain contentment in her existence, despite the possibility of encountering
love eventually. Concurrently, this character may not embody the epitome of perfection
(beauty and mind), and her familial relations might not be characterized as positive. In this
particular instance, she assumes the typical role of the protagonist that has previously been
reserved for the male lead character. Lee (2012) elucidates that “lack lies within the most
powerful protagonist — the male protagonist” (p. 458). Nevertheless, a transformation is
evident here as this “lack™ also permeates this new type of female lead, manifesting as a
stigma in the female protagonist’s life. This stigma is often portrayed as a bad family
relationship, among other negative aspects. Whereas the previous type of female protagonist
enjoyed a harmonious relationship with her family, the male protagonist encountered a tainted
one. In The Glory, wherein the new type of female lead is identified, the “lack” manifests
within the heroine, while the male hero emerges as the more fortunate one from the couple
(although he too grapples with a stigma in his life, thereby exhibiting the presence of the
“lack” in his character). Lastly, this kind of female protagonist defies numerous preexisting
characteristics associated with heroines, as Moon Dong-eun is not constantly cheerful, happy,
or is neither surrounded by friends nor is part of a large friend group. The new type of the
female lead deviates from the archetype of a typical heroine who adheres to moral principles
and believes in righteousness. Instead, she embodies a morally complex character, that
encompassing elements of a dark heroine, anti-heroine, and omniscient heroine.
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KOLIZIA FEMININITY A MASKULINITY VO FILMOVYCH
DIELACH O BLACK PANTHEROVI

THE COLLISION OF FEMININITY AND MASCULINITY
IN BLACK PANTHER FILMS

Jana Radosinska

Abstrakt:

Prispevok reaguje na nespochybnitelny kultirny vyznam komiksovej a filmovej postavy Black Panthera,
reflektujic Specifické charakteristiky a vlastnosti tohto superhrdinu, ktoré mozno badat’ v oboch existujicich
velkofilmoch ststredenych na jeho osobu. Hlavnym ciel'om textu je zistit, akym spésobom a z akych dévodov
Black Panther personalizuje $pecifické, nekonvenéné podoby maskulinity a vysvetlit, ako s tieto maskulinne
charakteristiky konfrontované s vybranymi aspektmi femininity v jeho spravani sa a konani. Jednotlivé zistenia
vychadzaju z reflexie existujucich teoretickych vychodisk a z analyzy rodového diskurzu pritomného v oboch
menovanych filmovych dielach. Sumarizacia poznatkov prezradza, ze Black Panther je zdmerne stvarneny tak,
aby nekomunikoval prvky ,toxickej“ maskulinity. Jeho konanie zahfiia hrdost a smelost, ochotu celit’
nebezpecenstvu a fyzicky konfrontovat protivnika, ale aj sticit, pokoru, trpezlivost’ a empatiu.

KPucové slova:
Black Panther. Femininita. Marvel. Maskulinita. Superhrdinsky film.

Abstract:

The paper responds to the indisputable cultural significance of the comic book and film character of Black
Panther, reflecting the specific characteristics and qualities of this superhero that can be observed in both
existing blockbusters cantered on his persona. The main objective of the text is to find out how and for what
reasons Black Panther personalises specific, unconventional forms of masculinity and to explain how these
masculine characteristics are confronted with selected aspects of femininity in his behaviour and actions. The
individual findings are based on the reflection of the existing theoretical frameworks and the analysis of the
gender discourse present in both film works. The obtained knowledge reveals that Black Panther is deliberatedly
portrayed in a way that does not communicate elements of “toxic” masculinity. His actions include pride and
boldness, willingness to face danger and physically confront his adversary, but also compassion, humility,
patience and empathy.

Key words:
Black Panther. Femininity. Marvel. Masculinity. Superhero Film.

1 Uvod

Filmové pribehy superhrdinu Black Panthera patria medzi globdlne najuspesnejSie
superhrdinské diela ostatnych rokov. Prva z dvojice snimok o menovanom superhrdinovi
(Coogler, 2018) vyznamne uspela na ,,domacom* (americkom a kanadskom) filmovom trhu,
odkial’ pochadza nadpolovi¢na vicSina jeho trzieb. V uvedenom ohl'ade sa liSi od mnohych
konkurenénych velkofilmov, ktoré dosahuji vysoké trzby najmé v ramci ,,zdmorskych* (napr.
eurdpskych a azijskych) teritorii. Celkové trzby z projekceii snimky v kindch presiahli hranicu
1,3 miliardy americkych dolarov (Box Office Mojo, b.d.-a). Pokracovanie filmu, dielo Black
Panther: Wakanda Forever [Cierny Panter: Navidy Wakanda] (Coogler, 2022) sice podobnii
mieru komercnej Uspesnosti nedosiahlo, avSak je nutné prihliadat’ na obdobie jeho verejného
uvedenia, ktor¢ Dbolo stile poznacené negativnymi ekonomickymi dosledkami
postpandemickej situacie v kontexte medidlneho a zdbavného priemyslu. Trzby z projekcii
v kinach v tomto pripade dosiahli irovenn 860 milionov americkych dolarov. Nadpolovi¢na
vacsina z nich opat’ pochadzala zo severoamerického filmového trhu (Box Office Mojo, b.d.-

b).
=]
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Nezanedbatel'nd komercné Uspesnost’ oboch filmov nevyhnutne vedie nielen k nutne;j
polemike o zmenach v psychodemografickom a sociodemografickom zlozeni cielovych
publik superhrdinskych filmov, ale aj k vedeckym diskusiam o ideovych a tematickych
vychodiskach filmového pribehu o superhrdinovi tmavej pleti, ktory pochadza z afrického
kontinentu. Oba velkofilmy vznikli na zdklade volnej adapticie sériovo publikovanej
komiksovej literatiry sustredenej na charakter Black Panthera. Ide o historicky prvého
komiksového superhrdinu tmavej pleti, ktory si dokazal ziskat SirS§iu pozornost
mainstreamovych publik. Jeho tvorcami st Stan Lee aJack Kirby, popredni autori
komiksovych pribehov spajani s vydavatel'skou cinnost'ou spolo¢nosti Marvel Comics.
Komiksové pribehy Black Panthera st verejne zname od druhej polovice 60. rokov 20.
storo¢ia. Popularizdcia jednotlivych pribehovych linii mala upozornit na existenciu
a dosledky systémového rasizmu v Spojenych $tatoch americkych,! v idedlnom pripade aj
prispiet k postupnej eliminacii rasovych predsudkov voc¢i Afroamericanom a k verejnej
diskusii o marginalizovanych skupinach v Amerike.

Prispevok nadvdzuje na uz existujice vedecké diskusie o kultirnom vyzname
komiksovej a filmovej postavy Black Panthera a upozornuje na Specifické charakteristiky
a povahové vlastnosti hlavného hrdinu, ktoré mozno badat’ v oboch existujicich vel'kofilmoch
sustredenych na jeho osobu. Hlavnym cielom textu je vysvetlit, akym sposobom a z akych
dovodov Black Panther personalizuje Specifické, nekonvencné podoby maskulinity a ako su
tieto maskulinne charakteristiky konfrontované s vybranymi aspektmi femininity v jeho
spravani sa a konani, a to na zéklade reflexie prislusnych teoretickych vychodisk a analyzy
rodového diskurzu pritomného v oboch menovanych filmovych dielach.

2 Teoretické vychodiska

Pojem maskulinita vo vSeobecnosti predstavuje kultirne podmieneny idedl rodove;j
identity viazane] na muzov. Kultirna podmienenost chépania maskulinity vedie
k nevyhnutnym a podstatnym rozdielom medzi idedlnymi podobami muZzskej rodovej identity
v roznych historickych obdobiach, ako aj vréznych krajindch ¢i zonach sveta, ktoré
reSpektujii a preferuju vzajomne odliSné kultirne ramce. Vedeckd diskusia o probléme
formovania muzskej identity bola a stile je ovplyvnend diskurzom feminizmu a rodovymi
aspektmi kultirnych $tadii, ktoré odmietaju biologicky determinizmus a tvrdenie, ze rodovo
podmienené spravanie je motivované vyhradne fyziologickymi ukazovatelmi. Podl'a tejto
prekonanej predstavy su muzi silnejSi a agresivnejSi ako Zeny, ¢o svedCi o kultirnej
podmienenosti naSho pohl'adu na rodovu identitu (Buchanan, 2018). Barker (2006) takisto
povazuje ,,muzskost* za kategoériu identity, ktord odkazuje na kultirne charakteristiky
spojené s muzskou existenciou. ,,Tradicna“ podoba maskulinity podl'a autora zahfiia hodnoty
(fyzickej) sily, moci, stoicizmu (pokojného, rozvazneho reagovania na ist¢ vonkajSie
podnety), akcie, kontroly, nezavislosti, sebestacnosti, kamaratstva a prace. Naopak, dlhodobo
podhodnocované boli vztahy, presvedCivy (reCovy) prejav, rodinny Zivot, neha, komunikacia,
zeny a deti. Podl'a autora je aktudlna ,,kriza* maskulinity vysledkom nerieSitelného konfliktu
medzi ,tradicnymi“ podobami muZskosti a Zivotom v sucasnom socidlnom svete, ktory
vychédza z inych hodnét. Pokusy vyrovnat' sa nerealistickym, idealizovanym zobrazeniam

' Poznidmka autorky: Komiksové pribehy o Black Pantherovi nemaju Ziadnu priamu suvislost’ s existenciou
radikalneho a silne kontroverzného politického hnutia Black Panther Party, ktoré vzniklo v 60. rokoch 20.
storoc¢ia v kalifornskom Oaklande, povodne za ucelom vytvorenia ozbrojenych dobrovolnych ,susedskych
hliadok®, ktoré mali chranit’ afroamerickl komunitu Zijucu v Oaklande a okoli pred pripadnymi prejavmi
policajnej brutality. Hnutie sa neskor rozSirilo do dalSich americkych miest. Vychadzalo z principov
neomarxistickej politickej doktriny a agresivne upozoriiovalo na socialne, ekonomické a politické zneuznanie

afroamerického obyvatel'stva (Duncan, 2023).
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maskulinity st preto, logicky, netispe$né. Je zrejmé, Ze medidlne obrazy muZnosti sa stavaji
dolezitym Cinitelom tohto spoloCenského tlaku na postupné, ale nevyhnutné zmeny muzskej
rodovej identity.

Uvahy o prezentacii maskulinity v rimci vizualu filmovych diel ¢asto zdoraziuja, ze
nielen Zenské, ale aj muzské telo je v sucCasnosti zobrazované tak, aby okamzite putalo
pozornost, ¢ize spektakularne. Muzsky hrdina, vratane akéného hrdinu a Specificky
superhrdinu, je vel'mi Casto prezentovany s Ciasto¢ne odhalenym telom, v pozicii fyzickej
sily, no zéroven ako (predovsetkym fyzicky) zranitelny (Kuhnova & Westwell, 2014). Podl'a
Shimpacha (2010) sa telo akéného hrdinu stdva najzjavnejSim prvkom novodobého
heroizmu — nielen vo filme, ale od 60. a 70. rokov 20. storoc¢ia Coraz vyraznejSie aj v televizii.
Autor rozvija nazor Jeffordsovej, ktora oznacuje muzské telo za azda najputavejSiu formu
spektakuldrnosti, ktora automaticky podlieha objektifikacii zo strany publika. S tymto javom
je spojend aj aktudlna selekcia hereckych predstavitelov, ktori stvarnuji filmovych
superhrdinov — takmer kazdy z nich ma atleticka postavu s vySkou najmenej 180 centimetrov
(Radosinska, 2018).

Vseobecné chapanie pojmu femininita je spravidla v binarnom Kkontraste
k maskulinnosti, pricom mapuje Specifické pocity a spoésoby konania, ktoré programovo
pripisujeme Zenam. Presnd a jednotnd kategorizdcia tychto charakteristik neexistuje, no
zvyCajne zahfna pasivnost, submisivnost’, zavislost’ (od muzov) a (fyzicku) slabost’ (Scott,
2014). Podl'a Barkera (2006) ide o diskurzivnu a performativnu konstrukciu, ktord kontroluje
kultirny vyznam ,,zenského“. Autor odkazuje na tuvahy Kristevy o neprimeranej snahe
ukotvit’ Zeny ako ,,Zenské“ a muzov ako ,,muznych®, ktord je vysledkom patriarchalneho
usporiadania spolocnosti a automaticky vnima Zeny v pozicii ,,druhého”, teda menej
vyznamného pohlavia. Gillova (2007) vSak hovori, Ze nové pohlady na femininitu v ramci
tzv. postfeminizmu zahfiiaji uvahy o telesnej strdnke zenského prezivania, ale aj doraz na
sebakontrolu, disciplinu (napr. kontrolu telesnej hmotnosti, vlastnych emocii a pod.).
Objektifikacia sa meni na subjektifikdciu a zdorazituje sa tendencia sucasnych zien mysliet’
racionalne, monitorovat’ rézne moznosti, prejavovat’ individualizmus v Zzivotnom Style.
Stcasna femininita je zaloZend na nespornej moznosti vol'by a liberalizacii Zenského (aj
sexualneho) spravania sa.

Vo vztahu k muzskym superhrdinom sa Casto uvazuje o ich pomyselnych rodovych
protipoloch — superhrdinkach. Stcasni filmovi tvorcovia sa dosledne vyhybaji zobrazovaniu
superhrdiniek na zadklade hyperbolizovaného zdoraznenia ich atraktivnych telesnych partii.
Tento typ stvarnenia je, naopak, typicky pre starSie tituly digitalnych hier a vacSinu
komiksovej literatiry o superhrdinkdch. Hollywoodske superhrdinky zvycajne reprezentuju
obrazy S$tihlych, atraktivnych zien v dobrej fyzickej kondicii zodpovedajucich sicasnému
»Zzapadnému® idedlu zenskej krasy. Objektifikacia tiel muzskych superhrdinov je, paradoxne,
ovel'a oCividnejSia a otvorenejSia. Predstavuje akusi idealizéciu, realizaciu fantdzie a tGzob
zenskej, ale rovnako aj muzskej casti publika. Na druhej strane snaha tvorcov zvysit
atraktivnost’ superhrdinov v o€iach Zenskej Casti publika vedie, paradoxne, k feminizacii ich
interakcie s zenskymi charaktermi. Sucasni superhrdinovia su nielen fyzicky atraktivni, ale aj
galantni a uctivi k Zendm (Thor), nesmeli a zdrzanlivi (Steve Rogers/Captain America) ¢i
charizmaticki, vyreéni a materidlne zabezpecCeni (Tony Stark/Iron Man). Filmové
superhrdinské pribehy aj ztohto dovodu zvycajne obsahuju sekundarnu, no ddlezith
romanticku zapletku. Ak hovorime o superhrdinke, povedzme Diane Princeovej alebo
Wonder Woman, jej filmovy pribeh zroku 2017 obsahuje nielen fyzicky narocnt
konfrontaciu s muzskym antagonistom, ale aj motiv Cerpania sily a odhodlania vd’aka laske
k obyc¢ajnému muzovi (Radosinska, 2018; Buckova, 2019).

Filmova postava Black Panthera je v mnohych ohl'adoch vysledok vysSie naznacenych
zmien v uvazovani o rodovej identite Zien a muzov. Menovany superhrdina uputal pozornost’
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vedeckej komunity zviacerych dovodov. Vedecké prace zamerané na pochopenie
a vymedzenie jeho vlastnosti, poslania ¢i kultirneho vyznamu sa viazu bud’ Specificky
na komiksové pribehy (Darowski et al., 2020), alebo na aktualizacie, ktoré redefinovali tohto
superhrdinu prostrednictvom filmového stvarnenia (Carr, 2022). Viaceré Studie sa ststred’uju
Specificky na filmovu postavu Black Panthera, napr. na jej schopnost’ zlucit' zdanlivo
nezlucitelné, teda Standardizovany koncept hollywoodskeho superhrdinského filmu a prvky
africkej kultury (Song, 2023). Sandersovd a Banjo (2022) vysvetl'uju, ze prva celovecerna
snimka o Black Pantherovi dokdzatelne zmenila pohl'ad vyznamnej Casti cielového publika
na africka, afroamericki a cCernosSska kultiru, teda umoznila im Kkonfrontovat sa s
komplexnymi obrazmi inakosti vd’aka sice fantazijnému, ale napriek tomu presved¢ivému
a autenticky pdsobiacemu filmovému narativu.

Iny pohl'ad na tto filmova postavu ponukaju Jiaxi a Changsong (2023), upozoriujic
na hrdu, elegantni prezentaciu africkej a afroamerickej kultiry a zarovenn na obraz
superhrdinu tmavej pleti, ktory je silny, spravodlivy a inteligentny. Podl'a Gearharta (2023)
filmovy Black Panther prindSa putavy model hrdinske; maskulinity, ktora je podmienena
vyuzivanim cti, odvahy a fyzickej zdatnosti v mene vysSieho dobra. Doélezitii ulohu zohrava
konfrontacia hrdinskej a ,,toxickej* maskulinity, demonstrovana v podobe ritudlneho suboja o
wakandsky tron medzi T’Challom a Killmongerom v snimke Black Panther. Dielo tak
aplikuje tradicné a historicky relevantné motivy, aby jasne vymedzilo rozdiel medzi zdravou
a nezdravou podobou muZzskosti pomocou vitazstva menej fyzicky atraktivneho hrdinu, ktory
vSak disponuje silou, vnutornym pokojom a zmyslom pre inkluzivnost. Inak povedané,
postava Black Panthera dokaze komunikovat femininne povahové Crty, no zostava
nespochybnitelne a autenticky muzna. Piontek (2021) diskutuje o népadnej fyzickej
atraktivnosti hereckych predstavitel'ov, ktori stvariiuju wakandskych muzov, reagujic na
prekvapiva mieru popularity diela medzi homosexudlnymi muzmi, ktori vo vSeobecnosti nie
su ciel'ovou skupinou superhrdinskych filmov.

3 Postava Black Panthera ako reprezentacia maskulinity a femininity

Hlavny hrdina filmového pribehu, mlady panovnik T’Challa alias Black Panther
(Chadwick Boseman), na prvy pohlad posobi individualisticky, ako jedinec s vynimoénymi
schopnostami, ktory sa (dediénym aj moralnym) prdvom stal panovnikom mimoriadne
technologicky progresivneho afrického S§tatu. Mytickd Wakanda sa dobrovolne a zamerne
izoluje od zvysSku sveta. Tato fiktivna africka monarchia je neSpecifikovanej rozlohy, zdmerne
sa skryva pred okolitym svetom pomocou maskovacich technologii. Wakanda je inymi Statmi
(chybne) povazovana za rozvojovu krajinu s minimalnym politickym vplyvom. Stcastou jej
uzemia su vidiecke 1 mestské osidlenia, vodné plochy so skalnymi stenami i vodopadmi, ako
aj vysokohorské zony. Spolocenské usporiadanie krajiny je kolektivistické a vychadza
z odkazu kmenovej spolo¢nosti.

Black Panther ¢i skor panovnik T’Challa ¢asto pochybuje o spravnosti vlastného
konania a tizi po absentujucich radach svojho otca, niekdajSieho kral'a, ktory sa stal obetou
atentatu na pode OSN. Superhrdinov vztah k Zendm je pomerne rezervovany a zdrzanlivy, ¢o
sa prejavuje v jeho rozpacitej komunikacii s byvalou partnerkou Nakiou (Lupita Nyong’ova).

V snimke Black Panther preto logicky nedominuje romanticka zéapletka, ale socialny
vyznam boja dobra proti zlu. Hlavny hrdina stojaci na strane dobra najskor bojuje proti
nebezpecnému priekupnikovi zbrani, postarSiemu muzovi menom Ulysses Klaue (Andy
Serkis), neskor proti jeho skrytému spolo¢nikovi, mladému Afroameri¢anovi Erikovi
Stevensovi (Michael B. Jordan). Ako sa ukazuje, Stevens zvany aj Killmonger sa kedysi
zucCastiioval na zaSkodnickych operaciach americkej vlady na izemi inych Statov a bol ¢lenom
vrazedného komanda. V istom momente vyuZziva svoj pribuzensky vztah s hlavnym hrdinom
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avyzyva ho na siboj o wakandsky tron. Opakovand konfrontdcia tychto protivnikov
predstavuje konflikt dvoch podob maskulinity a zarovent dvoch svetonazorov — jeden z nich je
prezentovany ocami Afriana, druhy prostrednictvom Afroameri¢ana. Ide o ideologicky
rozpor, ktory v skuto¢nosti nemd jediné sprdvne rieSenie. Ako uvadza Graves (2022),
T’Challa ma, nasledujuc vzor svojho otca, neochvejnl, iked trochu naivni ddveru
v diplomaciu a nadnirodné inStitucie udrzujice mier a rovnovahu vo svete, Co samo osebe
predstavuje skor femininnu charakteristiku. Naopak, Killmonger reprezentuje radikélne
stanovisko — chce sa stat’ panovnikom Wakandy a vyuzit' jej technologické kapacity, aby
ozbrojil diskriminované a utla¢ané komunity I'udi tmavej pleti vSade na svete. Jeho militantny
postoj odkazuje na udajni nevyhnutnost” ozbrojen¢ho konfliktu ¢i globalnej revoltcie, ktora
ma zmenit’ mocenské pomery vo svete. Uvedeny svetonazor vychadza z Killmongerovho
niekdajSieho povolania — bol svedkom Statnych prevratov iniciovanych zo zahrani¢ia zo
ziStnych dévodov, vie, aké stimuly vedu k radikalizacii utla€anych mens$in. NavySe si je
vedomy skutocnosti, ze mnohi ludia tmavej pleti zijG v chudobe a neprijatelnych
podmienkach, ¢oho bol sam svedkom v Case dospievania. Jeho plan na ,,oslobodenie* I'udi
tmavej pleti je vSak zvrateny, pretoze sa zaklada na nekontrolovanom rozsireni wakandskych
zbranovych technologii do celého sveta. Nacrtnuta idea socialnej antiutdpie je, samozrejme,
prvoplanova a prakticky nerealizovatelna, €o si vSak Killmonger neuvedomuje ani
nepriznava.

Browning (2022) obrazne prirovnava T’Challu k zavrazdenému I'udskopravnemu
aktivistovi Martinovi Lutherovi Kingovi, kym Killmongera povazuje za extrémnu, silne
hyperbolizovani varidciu hodnét a postojov reprezentovanych (tiez zavrazdenym)
Malcolmom X. King verejne vystupoval ako inSpirativny lider, ktory vyzyval
Afroameri¢anov k pokojnému, nendsilnému odporu. Malcolm X sa sustredoval na
posililovanie sebavedomia I'udi tmavej pleti a zaroven personalizoval frustraciu vylacenych,
marginalizovanych afroamerickych komunit. Killmonger zéaroveii zosobnuje tragické
dosledky kolonializmu a otroctva vo vztahu k potomkom l'udi, ktori boli nasilim odvleceni
z africkych krajin. Covarrubias-Cabeza (2022) dokonca tvrdi, ze tato antihrdinskd postava
musela byt vykreslend ako monStrum, obraz ,toxickej maskulinity (ako agresivna,
mizogynna, ustretova voci potencidlnej genocide), inak by vdaka hereckym danostiam
Michaela B. Jordana mohla pdsobit’ nie ako antagonistickd, ale skor ako zlomena a tragicka;
u istej Casti amerického publika by dokonca mohla vyvolat’ pocit hanby a viny.

Killmonger je na jednej strane mimoriadne fyzicky atraktivny, na druhej strane sam
redukuje svoju pritazlivost dobrovolnym zjazvenim (zakazdym, ked vezme zivot,
umiestiiuje si na telo novll znaCku v podobe jazvy). Vzory na jeho pokozke odkazujii na
kmenové insignie apovodnu funkciu zamerného zjazvenia, ale vykresl'uju ho tiez ako
nel'itostného, mnohonasobného vraha. Napriek odliSnosti svojich maskulinit obaja muzi
v zlomovych momentoch podliehaji zhodnym emociam, ktoré zahtnaji napriklad aj pla¢. Na
druhej strane T’Challa, ktory vyrastol a dospel v laskavej pritomnosti svojho otca, disponoval
funkénym muzskym rolovym modelom, kym Killmonger dospieval v chudobe, bez vhodného
muzského vzoru, v prostredi ovladanom gangmi, priekupnikmi zbrani a drogovymi dilermi.
Absentujuci muzsky vzor je vo vSeobecnosti povazovany za jednu z pricin veducich
k formovaniu neZiaducich podob muzskosti. Killmonger ma hlboky odpor voci ,,femininnej*
diplomacii. Je fyzicky silnejs$i nez T’Challa a opakovane vystavuje na obdiv svoje ¢iasto¢ne
obnazené telo. V jeho svete sa vSetky vztahy riadia principom reciprocity, resp. kmenovou
podobou znameho pravidla ,,0ko za oko, zub za zub*. Antihrdina trvéa na tom, aby suboj o tron
bol zaroven stibojom na zivot a na smrt’, pricom T’Challova smrt’ ma kompenzovat’ (pomstit’)
vrazdu Killmongerovho otca, za ktortl je zodpovedny zosnuly kral' T’Chaka, otec hlavného
hrdinu. Motiv pomsty reprezentuji aj d’als$i wakandski muZi — napr. jeden z kmenovych
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vodcov, W’Kabi (Daniel Kaluuya), ktory v istej faze reSpektuje Killmongerovu ideu o
,hovom svetovom poriadku‘, motivovany tuzbou pomstit’ smrt’ svojich rodicov.

Pribeh disponuje evidentnou vdzbou na spiritudlne motivy a v mnohych momentoch
odkazuje na realne historické udalosti spojené s kolonializmom. Uzky vztfah diela
k ndbozenstvu je zrejmy vd’aka wakandskym ritudlom (ide napriklad o vzyvanie bohyne Bast
alebo posvitnu tuctu k zazracnej ,,srdcovej rastline, ktord svojmu konzumentovi spristupniuje
moc Black Panthera). Sucastou narativu su aj duchovné pute hlavného hrdinu, pocas ktorych
diskutuje s mftvym otcom a pyta si od neho rady. Akt korunovacie panovnika je spojeny
s ritudlnym subojom a rovnako ritudlny charakter maju aj uz spomenuté jazvy Erika Stevensa
(vystavené zraku publika pocas zépasu s T’Challom). Killmonger v momente svojej porazky
vyjadruje tuzbu byt pochovany na brehu mora — chce sa vraj pripojit’ k zotrocenym predkom,
ktori sa v zifalstve vrhali do vody z otrokarskych lodi (socidlna kritika smerovana na reélne
historické udalosti).

Z tohto istého dovodu T’Challova mladSia sestra Shuri (Letitia Wrightovd) istom
momente posmesSne nazyva bieleho agenta CIA Everetta Rossa (Martin Freeman)
,kolonizatorom*. Impulzivna a energicka Shuri je do istej miery T’Challovym ideovym
protipélom. Mlada Zena dosahuje vyznamné vedecké tuspechy a nechce dopustit, aby
ktokol'vek spochybiioval vysledky jej prace. Napriek nazorovym rozporom jej starSi brat
bezvyhradne doveruje. Feminizécia pribehu vSak nezahfia len geniadlnu mladu vedkyiiu, ale aj
d’alie zeny, ktoré obklopuji panovnika Wakandy. Wakandskej arméde veli Zena v hodnosti
generala, Cestnu straz panovnika tvoria vyhradne Zeny, neochvejne lojalne Clenky elitnej
bojovej jednotky zvanej Dora Milaje. Nakia, T’Challova potencidlna partnerka, je povazovana
za najschopnejsiu tajni agentku Wakandy (Obrazok 1). Hlavny hrdina navySe prejavuje
bezvyhradnt uctu voci svojej matke, kral'ovnej-vdove Ramonde (Angela Bassettova).

Obrazok 1: T’Challa v spoloéosti lojalnych zien — gr;lva generalka Ayo, agentka Nakia a bojovnicka Okoye
Zdroj: IMDb (b.d.)

4 Zaver

T’Challova vynimocnost’ spo€iva v skutocnosti, Ze ide o atraktivneho a mocného
superhrdinu, ktory vSak odmieta principy typické pre inych filmovych hrdinov s nadl'udskymi
schopnostami. Vie, Ze ak na ndsilie bude reagovat’ nasilim, uz existujuce konflikty sa
zékonite prehibia. Neodmieta spolupracu ani pomoc svojich blizkych a v kritickych
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momentoch sa spolieha na lojalitu schopnych Zien, ktoré ho obklopujii — inteligentnej sestry,
dostojnej, reSpektovanej matky, elitnych bojovni¢ok, ktoré sa fyzickou silou a zdatnostou
vyrovnaju muzom. Ak Black Panther zachranuje inych alebo brani svoju vlast, nekona, aby si
posilnil vlastné ego, ale ako lider, ktory je oddany Wakande a 'udu. V mnohych momentoch
berie do tvahy nazory obycajnych I'udi, akceptuje dobre mienené rady nizSie postavenych,
nevaha ziadat’ o pomoc a vyhyba sa spasitel'skému komplexu. Zaroven je najtvrdSim kritikom
svojich vlastnych rozhodnuti a opakovane spochybniuje spravnost’ a moralnu integritu ¢inov,
ktoré vykonal. Obava sa sice o bezpecnost’ svojej sestry a potencidlnej partnerky, ale nesnazi
sa spochybniovat’ ich rozhodnutia v momentoch, ked” sa samy, dobrovolne vystavia
nebezpecenstvu a ked’ potrebuje ich pomoc ¢i radu.

Neobycajna podoba maskulinity, ktor komunikuje superhrdina Black Panther, priamo
zavisi od hereckych danosti a prejavu predstavitela hlavnej roly. Titulného hrdinu snimky
stvarnil americky herec Chadwick Boseman. Menovany herecky protagonista bol predtym
znamy prevazne z kritikmi uznavanych zivotopisnych filmov sustredenych na osobnosti
afroamerického povodu, ktoré nevynikali vysokymi produkénymi ndkladmi a mimo
Spojenych Statov americkych nie su privelmi zname. Uvedené diela zahfnaji Zivotopisny
pribeh hudobnika Jamesa Browna s priznaénym nazvom Get on Up — Pribeh Jamesa Browna
[Get on Up] (Taylor, 2014), snimku Marshall o afroamerickom sudcovi NajvysSieho sudu
(Hudlin, 2017) alebo uznavané dielo Ma Rainey’s Black Bottom [Ma Rainey — Matka blues]
(Wolfe, 2020). Mozno preto konStatovat, Zze do povedomia globalnych filmovych publik
vstipil az prostrednictvom roly T’Challu/Black Panthera. Dnes uz zosnuly Boseman? vynikal
pokojny, umiernenym, skor minimalistickym hereckym prejavom. V zaujme zvyraznenia
neamerického povodu superhrdinu pouziva tahavy prizvuk a nespravnu vyslovnost’ americkej
anglictiny, o ostro kontrastuje s hrubym, vulgarnym slangom typickym pre nizsie vrstvy
americkej spolo¢nosti, ktorym sa zdmerne prezentuje jeho klI'ai€ovy protivnik Erik Killmonger
Stevens.

Black Panther v Bosemanovom podani reprezentuje tradi¢né, kmenové, historicky
relevantné motivy, ale aj socidlne problémy sucasnosti a hypermoderné technologické
a komunikacné fenomény, pricom sa uspesne vyhyba prejavom tzv. toxickej maskulinity.
Medzi jeho povahové vlastnosti patria tichd sebadovera, pokora a trpezlivost’; tieto su v
ostrom kontraste s hyperbolizovanymi prejavmi muznosti, ktoré¢ sa zvyCajne viazu na
muzskych superhrdinov a ktoré su v pribehu integrované v podobe fyzicky atraktivneho, ale
nasilného a mizogynneho antagonistu, Killmongera. Filmové dielo vd’aka konfliktu oboch
muZov a hereckym danostiam ich predstavitelov dokaZe diskutovat o komplexnych
problémoch viazanych na prejavy rasizmu, nésilie, socidlne zneuznanie a délezitost’ otcovske;j
roly, resp. existencie pozitivneho muzského vzoru v zivote dospievajlcich i dospelych
muzov. Otec hlavného hrdinu, posilneny svojou spiritudlnou transformaciou a fyzicky uz
mitvy, ho opakovane pouca, aby vopred premyslal nad dosledkami svojich rozhodnuti, aby
nekonal v hneve, aby doveroval sebe i svojim blizkym.

V ramci prvkov feminizacie je do diela integrovand propagécia onlinovej platformy
SoundCloud, ktord popularizuje hudobnu tvorbu zacinajucich autoriek a autorov, globalne
znameho aukéného portdlu eBay, prémiovej znacky automobilov Bugatti, kalifornského
hudobno-umeleckého festivalu Coachella a zdbavného parku Disneyland. Mladucka Shuri,
sestra hlavného hrdinu, je genidlna vedkyna, ale itak tuzi navstivit Disneyland. Ked'ze
pochddza z africkej Wakandy, tvorcovia takto zdoraziuji, ze menovany zabavny park
poznaju l'udia zijici kdekol'vek na svete.

Hlavny hrdina v zavere prvého zfilmov potvrdzuje svoje netradicné ponatie
maskulinity a pretvara pdvodnll ideu svojho oponenta Stevensa alias Killmongera na

2 Poznamka autorky: Chadwick Boseman zomrel v roku 2020 na onkologické ochorenie.
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iniciativu, ktord ma podporit’ rozvoj chudobnej afroamerickej komunity v Oaklande.
Killmongerovo detstvo a dospievanie v Oaklande predstavuje priamu referenciu na uz
spominané radikalne politické hnutie Black Panther Party, ato aj napriek tomu, Ze
superhrdina rovnakého mena k nemu nemé a nikdy nemal Ziaden priamy alebo nepriamy
vzt'ah.

Shuri sa stava nositel’kou odkazu svojho brata a fakticky aj roly Black Panthera
v momente, ked sa jeho filmovy Zivot tragicky kon¢i nasledkom véazneho ochorenia
(tvorcovia sa po Bosemanovej smrti rozhodli, Ze rolu T’Challu neprevezme iny herecky
predstavitel’). Spociatku trpi vyc¢itkami svedomia a neovlada svoje emdcie, trpi vycitkami
svedomia, lebo zlyhany pokus o zachranu bratovho zivota povazuje za svoje osobné
(vedecké) zlyhanie. Zostava jedinou nadejou svojej krajiny, ked’ze hroziaci vojnovy konflikt
pripravil o Zivot aj jej matku, kralovni-vdovu Ramondu. Napokon v§ak Shuri vyuZiva svoje
znalosti, aby opédtovne vytvorila magicku rastlinu, ktord symbolicky reprezentuje moc Black
Panthera. Na druhej strane z pribehu druhej snimky nie je zjavné, ¢i Shuri spolo¢ne s tlohou
mytickej ochrankyne Wakandy ma prevziat’ aj funkciu naslednic¢ky tronu, resp. panovnicky.
Publikum sa navySe v zavere pribehu dozveda, ze T’Challa mé& syna, potencialneho
naslednika wakandského tronu. Rola Black Panthera tak v skuto¢nosti nepredstavuje titul ani
konkrétnu osobu, ale skor metafyzicky princip, ktory prekracuje hranice ,tradicnej
maskulinity, ked’Zze tuto spiritudlnu figru obdarenti nadprirodzenymi schopnostami
a favorizovanu bohmi (zrodent zo sily ¢arovnej rastliny) mdze rovnako presved¢ivo stvarnit
muz, ale aj zena.

Podakovanie: Prispevok vznikol v ramci vyskumného projektu podporovaného Agenturou
na podporu vyskumu a vyvoja (APVV) ¢. APVV-21-0115 s nazvom ,, Hypermoderna medialna
kultura — Filmova a televizna tvorba ako zrkadlo socialno-kulturnych fenoménov 21I.
storocia“.
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MEDIALNY FENOMEN ,,MARVEL“ A JEHO UNIVERZUM

THE MEDIA PHENOMENON “MARVEL”
AND ITS UNIVERSE

Lenka Rusnakova — Zuzana Kvetanova — Jakub Banak

Abstrakt:

Stcasny medidlny priemysel sa vyznacuje zna¢nou produkciou audiovizualnych diel, zvdésa fiktivnych
pribehov, ktoré nespaja len podobna symbolika ¢i leitmotiv, ale aj nie¢o hlbsie, odkazujice k velkym pribehom
a univerzam, ktoré tieto pribehy vytvaraju. Casto ide o snimky so superhrdinskou tematikou, symbolizujiicou
urcité vzorce l'udského spravania a vlastnosti beznych l'udi ,,pretavené* do osoby jednotlivca s vynimocnymi
schopnostami. Tvorcovia tak odkazuju na univerzalne hodnoty a témy, akymi st laska, boj dobra proti zlu,
poriadok proti chaosu apod. Z uvedenych dévodov je zdmerom predkladanej Studie teoreticka reflexia
celosvetovo znamej produkcnej spolocnosti Marvel Studios, s bliz§im zretelom na postavy a pribehy obsiahnuté
v medidlnych produktoch, ktoré st sucastou tohto univerza. V ramci hlbSicho objasnenia vymedzenej
problematiky sa sustred'uje na skimanie zakladnych nalezitosti, respektive definovanie ustrednych pojmov,
akymi su napriklad ,archetyp®, ,hrdina“, ,mytus“, , mytoldgia“, ,superhrdina®“ ¢i ,,univerzum®, osvetlenie
vyvojovych tendencii novodobych snimok o superhrdinoch vratane ich zékladnych vyrazovych prostriedkov
a popisanie metanarativov koncentrovanych okolo produkénej spolo¢nosti Marvel Studios ako medidlneho
a socialno-kultarneho fenoménu. K dospetiu stanoveného ciel'a vyuzivame prizna¢né logicko-pojmové postupy
analyzy textu.

KrPucové slova:
Archetyp. Hrdina. Marvel. Medidlny fenomén. Metanarativ. Mytus. Superhrdina. Univerzum.

Abstract:

The contemporary media industry is characterized by a significant production of audiovisual works, mostly
fictional stories, which are not only connected by a similar symbolism or leitmotif, but also by something deeper,
referring to the big stories and the universes that create these stories. Often these are films with superhero
themes, symbolizing certain patterns of human behaviour and characteristics of ordinary people “translated” into
the persona of an individual with extraordinary abilities. The creators thus refer to universal values and themes
such as love, the struggle of good against evil, order against chaos, etc. For these reasons, the present study is
intended as a theoretical reflection on the world-famous production company Marvel Studios, with a closer look
at the characters and stories contained in the media products that are part of this universe. In order to further
clarify the defined issues, it focuses on the examination of the basic requisites or definitions of central concepts
such as “archetype”, “hero”, “myth”, “mythology”, “superhero” or “universe”, illuminating the developmental
tendencies of modern superhero films, including their basic means of expression, and describing the
metanarratives centred around the production company Marvel Studios as a media and socio-cultural
phenomenon. To achieve the stated goal, we employ the characteristic logical-conceptual procedures of text
analysis.

Key words:
Archetype. Hero. Marvel. Media phenomenon. Metanarrative. Myth. Superhero. Universe.

1 Uvod — zakladna terminologicka os rieSenej problematiky

V poslednych desatrociach sa za vyznamny kultirny a medidlny fenomén povazuje
tzv. marvelovské univerzum. Je to fiktivny svet, ktory sa sklada z roznych komiksov, filmov,
seridlov a inych medialnych produktov. Jeho vznik datujeme do obdobia 60. rokov 20.
storocia, kedy spolo¢nost’ Marvel Comics vytvorila svoj vlastny komiksovy svet. Ten ziskal
miliény fantsikov po celom svete a stal sa sucastou popularnej kultary. Marvelovské
univerzum, skratene MCU, je v sucasnosti plny superhrdinov, zloduchov a inych postav, ktoré
sa objavuju v samostatnych, ale aj spolo¢nych pribehoch a spolo¢ne tvoria jeden velky
pribeh, alebo lepSie povedané — metanarativ.



MARKETING & MEDIA IDEATITY: Al THE FUTURE OF TODAY | Hypermoderna medialna kultlira vo filme a televizi

Zamerom predkladaného prispevku sa stdva oboznamenie Citatela s teoretickou
podstatou rieSenej problematiky, respektive s pojmami ,archetyp”, ,superhrdina®,
,metanarativ ¢i ,,univerzum®. Hlavnym cielom Studie je teoretické postidenie celosvetovo
zname] produkcénej spolo€nosti Marvel Studios. PodrobnejSie sa venujeme postavam
a pribechom obsiahnutych v jej najpopulérnejSich medidlnych produktoch a zaroven
reflektujeme novodobé vyvojové tendencie, Specifické vyrazové prostriedky a metanarativy
spité so snimkami o superhrdinoch. Pri vypracovavani vedeckého textu vyuzivame odborni
literatiru a relevantné elektronické zdroje. Pracujeme s publikdciami a Stidiami, ktoré sa
priamo zaoberajii otdzkou (super)hrdinstva a snim stvisiacich medialnych produktov. Za
literarne pramene primarneho charakteru povazujeme zavere¢ni pracu J. Bandka (2023),
vedecké publikacie od G. Junga (2014), J. Radosinskej (2013, 2020, 2021), M. Petruseka
(1996, 2012), A. Plecnera (2006, 2013) a mnohych d’alSich autorov.

Hrdina je vo vSeobecnosti vnimany ako postava, resp. ako klIi€ova stcast’ réznych
pribehov a mytov a vyznacuje sa tym, ze prechadza réznymi prekdzkami a vyzvami, aby
dosiahol svoj ciel’, ma vysoké moralne hodnoty a snazi sa veci robit’ spravne. Hrdina ako
archetyp zéaroven zohrava dolezitu ulohu v rieSeni konfliktu v pribehu a uvedenym sposobom
vytvara napdtie. V literatire, filmoch, hudbe a inych medialnych produktoch sa hrdina ¢asto
prezentuje ako urcity symbol hrdinstva, odvahy a sily, priCom sa pokusa prekonat’ prekazky a
dosiahnut’ svoje ciele. Archetyp teda vSeobecne definujeme ako ideu, symbol alebo
charakterovy typ v pribehu. Je to vrodeny model spravania a osobnosti, ktory ovplyviiuje
I'udské konanie; chapeme ho ako prirodzeny motiv alebo symbol, objavujici sa vo viacerych
kultarach a vyjadrujuci hlboké psychologické témy. Pouziva sa k oznaceniu nevedomych
prvkov v dusevnom zivote Cloveka, ktoré su formou obrazov spojenych s pocitmi
a v psychike vytvaraju dynamicky vplyv. Ma spoloCensky charakter a je predovSetkym
zdrojom tvorby snov a mytov (Petrusek, 1996). C. G. Jung (2014) v danej suvislosti povazuje
archetypy za sucast’ kolektivneho nevedomia a vzory spravania, ktoré st v naSej psychike
zakorenené. Tieto archetypy s univerzalne obrazy alebo postavy objavujuce sa v mytologii,
bajach a legendach po celom svete a vyjadruji typické skusenosti naSich predkov. Ich
skimanim moéZeme pochopit’ naSu vlastni psychiku a procesy, ktoré sa v nej odohravaju.
Autor sa navySe vyjadruje, Ze obsahova Struktura archetypu ¢i jeho zhmotnenie v pribehu je
vlastne podmienend komunikacia s vedomim, sinformaciami ziskanymi Tudskou
sktisenostou. Archetypy sa preto v mytickych pribehoch abdjach prejavuju vzdy inak,
vzhl'adom ku konkrétnym a vedomym zazitkom. Z uvedenych dovodov archetypy presahuju
vSetky hranice kultur, ras a ndbozenstiev, pretoze skusenosti jednotlivca st kolektivnou
historiou l'udu. Zjednodusene povedané, archetypy moézeme vnimat ako symbolické
vysvetlenie kolobehu Zivota (Stevens, 2016).

Najznamej$im a najcastejSie vyuzivanym medidlnym archetypom — ako sme uz
Ciastocne naznacili vysSie — je hrdina. Archetyp hrdinu vSak mdézeme badat’ uz v najstarSich
mytickych pribehoch. Hoci v bajach a pribehoch roznych krajin zohravaja signifikantna rolu
bohovia a bohyne, hlavnou postavou danych pribehov sa stdvaji prave l'udski hrdinovia.
LCudia, ktori sa dostanti do postavenia hrdinu st nasledne zobrazeni s mimoriadnou silou
a odvahou (Locicero, 2008). Podl'a K. Cherryho (2023) sa pod archetypom hrdinu skryvaja
len mytické obrazy vyjadrujuce archetypalnu ideu heroizmu. Takyto mytologicky hrdina sa
zaroveil vyddva na cestu, v ktorej opisuje vzorec prechodovym ritudlom. Dany model
oznacujeme ako zakladnu jednotku monomytu, pricom ten, ako vravi J. Campbell (2017),
pozostava zodchodu (hrdina zacina spozniavat svet a vyddva sa na cestu plna
nadprirodzenych divov a dobrodruzstva), iniciacie (hrdina ¢eli viacerym skuSkam, vd’aka
ktorym sa stdva sebestanym a dosahuje vitazstvo) a navratu (hrdina sa po splneni svojej
ulohy vracia domov, prindSa dobro svojej spolo¢nosti a pochopenie rozdielov medzi jeho
domovom a novym svetom).
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Vytvaranie pribehov pochadzajicich predovSetkym zo severoamerickej produkcie
prispelo k zmendm v povodnom vnimani Campbellovho monomytu. Vykreoval sa tzv.
americky monomytus, ktory R. Jewett alJ. S. Lawrence (1988) spajaji prave
s audiovizualnymi dielami so superhrdinskou tematikou — ked’ je spoloc¢enstvo ohrozené zlom
a inStiticie nedokazu celit’ tejto hrozbe, prichadza, resp. prinavracia sa obetavy superhrdina
(fdza navratu), ktory pomocou svojho osudu vyhrdva nad zlom (faza inicidcie) a vracia
spoloc¢nost’ do jej povodného stavu. Superhrdina nasledne ustupuje do izadia (faza odchodu).
Autori tiez zdoraziiuju, ze tento hrdina vzdy néjde rieSenie a zvitazi. Jeho oddanost
k spravodlivosti mu pomaha prekonat’ vSetky prekazky, pricom ostatné institiicie zlyhavaju.
Americky monomytus vzdy konci s obnovenim spolo¢nosti v danom univerze a v podstate
meni povodne chapant ,.cestu hrdinu pribehom* (odchod — inicidcia — navrat) na akusi
,superhrdinsku cestu® (névrat — iniciacia — odchod).

Vidime, Ze s problematikou archetypu hrdinu (odkazovanie sa na mytologické
pribehy, legendy a baje cez hlavnli hrdinskd postavu pribehu) a rovnako aj s monomytom
(cesta hrdinu pribehom) uzko suvisi pojem mytus. Teoretici, prikladne M. Petrusek (1996)
a L. C. Strauss (2001), ho opisuju ako zvlastny slovesny tutvar, vac¢Sinou pribeh odpovedajici
skuto€nosti, ktory skryva symbolickt hodnotu. Za mytus povazuji kazdy jav alebo predmet,
ktory je ojedinely alebo nepravdepodobny. Vo vSeobecnosti ide o symbolické rozpravanie bez
autora zahfiiajuce vopred pripravené odpovede na otazky, akymi st napriklad existencia
¢loveka, zmysel jeho Zivota a zakladné kultirne hodnoty. Myty st univerzilne, teda
nadobudaju v kazdej kultire odlisné realizacie; zaroven ich modzeme vnimat aj ako
synonymum ideologie ¢i dosledok tvorby mytickych obrazov. Tie v spolo¢nosti nie st dejinne
podmienené, ale vychadzaju z mocenskych pozicii — ovladaju spolo¢nost’ a kultiru najma
prostrednictvom médii. Aktualna podoba mytu o hrdinoch suvisi s vyvojovymi tendenciami
medialnej komunikacie, najmi s potrebou vytvorenia intenzivnejSiecho vizualneho zéazitku
(Leal, 1994).

Vdaka mytom abdjam, resp. kolektivnej pamiti jedincov aich tradovaniu sa
zmienovany archetyp (super)hrdinu stal stabilnou stcastou medidlnej produkcie, senzaciou
popkultiurnej doby 20. a 21. storo¢ia. Kontinualny zdujem mediadlnych publik totiz zabezpecil
a neustdle zabezpecuje filmovym pribehom o superhrdinoch komerény tspech, ktory casto
prekraCuje aj najoptimistickejSie oCakavania zainteresovanych filmovych tvorcov,
producentov, kritikov aj odbornikov (RadoSinska, 2020). Z dovodu mimoriadnej popularity
superhrdinov, ktorych A. Plencner (2006) oznacuje aj ako ,hrdinov modernej doby*,
dochadza k este k detailnejSiemu roz¢leneniu tohto moderného hrdinu v medidlnej produkcii
do nasledujtcich kategorii:

o superhrdina — najviac sa podoba hrdinovi z mytov, nikdy si nevyberd svoj osud, je
neporazitelny a nesmrtel'ny (napr. Superman, Spider-Man);

e antihrdina — hrdina s problematickou postavou, tento hrdina je Casto nepopuldrny a
pasivny (napr. Don Quijote, Glum);

e femny hrdina — ma bolestivi a nevyrieSenl minulost’, va¢Sinou ho k ¢inom motivuje silna
tuzba po pomste (napr. Batman, Leon);

o Zenska hrdinka — Zeny preberaji muzské vzorce spravania. Tato hrdinka predstavuje opak
klasickych pribehov, v ktorych je Zena ,,Zenou v nidzi*, a méze naplnit’ svoj osud iba tym,
ze si ngjde muza a vyda sa. V modernych pribehoch sa vSak Zeny stavaji hrdinkami
schopnymi zachranit’ nielen seba, ale aj ostatnych; uz teda nehovorime o pasivnych
postavéch (napr. Nikita, Xena) (Plencner, 2006).

Hrdinovia a archetypy st neodmyslitelnou stcastou dneSnej popkultury, pricom

pribehy zobrazujuce ¢iny a putovania sicasnych (super)hrdinov st Casto spajané s mnohymi
vel'kymi pribehmi (tzv. metanarativmi) a stivisiacimi vesmirmi (tzv. univerzami). S ohl'adom
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na rieSent problematiku a na mimoriadnu popularitu superhrdinskych pribehov 21. storocia
mdzeme v danej suvislosti hovorit' o univerzalnych pribehoch vytvarajucich okolo seba
samostatne stojace kinematografické vesmiry.

Z etymologického hladiska termin metanarativ predstavuje mysSlienku, koncept,
pojem alebo presvedcenie. Moze fungovat’ ako legitimny urcity spolocensky ¢in ¢i praktika
zabezpecCujuca vnimanie urcitého konania ako prirodzené¢ a nevyhnutné (Buchanan, 2006).
Kulturologicka perspektiva Ch. Barkera (2006) preto vymedzuje metanarativ ako akysi velky
pribeh, ktory si narokuje na univerzalnost’ a vSeobecnu platnost’ vysvetl'ujucu vsetky stranky
I'udského zivota. Metanardciami oznacuje vSetky schémy, ktoré sa usiluji o osvetlenie
aspektu zivota (napr. osvietenstvo, marxizmus, krestanstvo, veda). AvSak prave modernizmus
sa podla autora stal obdobim, ked’ sa T'udia spoliehali na velké pribehy, pricom
v postmodernizme uz tie schémy metanaracie, ktoré ospravedlnovali racionédlne, vedecké
a technologické projekty moderného sveta, stracali tplnt doveru. M. Petrusek (2012) dopina
uvedené a hovori, Ze jednym z dovodov odmietania metanarativov je i snaha spochybnit’
tendencie moderny a diStancovat’ sa od nich. Postmodernisti preto nazvali modernistické myty
metanarativmi a vyhlasili ich zanik. Odvolavali sa na skuto¢nost, Zze dva najvicsie
metanarativy 20. storocia (bol'Sevizmus a nacizmus) sa presadzovali s brutdlnymi néasledkami
(bol'Sevizmus staval na idei socialnej rovnosti, ktor mal zaviest komunisticky rezim, a
metanarativ nacizmu viedla myslienka nadradenosti arijskej rasy). Mytus o postheroicke;j
spolocnosti, ktora nepotrebuje hrdinu sa tak ,zratil“ 11. septembra 2001 pri teroristickom
utoku v centre New Yorku.

Prva dekada nového milénia sa stala vyznamnou vd’aka viacerym udalostiam. Ci uz to
bol zmienovany teroristicky utok, pritomnost’ prvého Afroameric¢ana v Bielom dome alebo
vznik socidlnej platformy YouTube. Z hl'adiska rozvoja hollywoodskej kinematografie vSak
hovorime o tzv. ,,dekdde superhrdinov. Masovou popularitou superhrdinskych postdv a
pribehov sa tak podl'a A. Plencnera (2013) kedysi obl'ibené metanarativy nezrusili, len boli
nahradené inymi pribehmi o (super)hrdinstve. Autor zaroven tvrdi, Zze dané naracie umoznili,
resp. umoznuju zazit' rézne formy hrdinstva, avSak nevyzaduju od recipientov osobni
zodpovednost’ ani angaZzovanost, resp. slizia primarne na zabavu. Faktom je, ze prave
21. storocie ,,zaplavilo® nasu kultiru historickymi roménmi, bajami, komiksovymi pribehmi
so superhrdinami. Zo zmienované¢ho vyplyva, ze potreba hrdinov je naprie¢ dejinnymi
etapami stdla a méZeme ju vnimat’ ako nutnost’ vlastného bezpecia a rastu (RadoSinska,
2021).

Jestvuje mnozstvo teoérii, preo prave filmy o superhrdinoch maja v dnesnej dobe taky
mimoriadny Uspech. Vo vSeobecnosti v§ak mozno povedat’, Ze l'udia jednoducho potrebovali
— astale aj potrebuju — vidiet’ hrdinu, ktory ich ochrani pred hrozbami, a prave pribehy
o superhrdinoch im pomahaju celit a prekonavat zlomové udalosti vich zivotoch
(Kaklamanidou, 2011). V danej stvislosti spomenieme napriklad snimku Avengers (Whedon,
2012), v ktorej superhrdinovia zachraiiuji mesto New York, priCom prave toto mesto pred
dvoma desatro¢iami postihol uz zmienovany teroristicky utok. V sti¢asnej medidlnej kultire
tak akoby dominovali superhrdinské metanarativy formalne vkladané do kinematografickych
vesmirov. Dany fakt uzko stvisi so sériovou produkciou diel rozvijajicich dané hrdinské
pribehy (RadoSinska, 2021).

Kinematograficky vesmir, resp. univerzum mozeme definovat’ ako fiktivny vesmir
spiaty s medidlnou produkciu, ktory vsebe zahfia mnozstvo filmovych, seridlovych,
literarnych a inych hrdinov, vratane (velkych) pribehov, ktoré st okolo nich vytvoreng,
pricom tieto postavy aich pribehy si vo vesmire navzijom prepojené. NajznamejSie
kinematografické¢ univerzum 21. storocia je vytvorené produkcnou spolocnostou Marvel.
Hovorime o tzv. Marvel Cinematic Universe, skratene MCU. Tento povodne filmovy svet sa
neskor ,,rozrastol” aj o epizodicku tvorbu a o mnohé d’alSie oblasti medidlneho priemyslu, ¢o
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eSte viacSmi prispelo k popularite zmieniovaného univerza (Flanagan et al., 2016).
Kinematografické univerzum MCU sa teda chipe ako séria audiovizualnych, auditivnych
a/alebo vizudlnych obsahov zdielajuca spolo¢ny svet, totoZzné postavy a samotny koncept
medidlnych obsahov so superhrdinskou tematikou pochadzajucou z produkcie spolocnosti
Marvel. Na zaklade uvedeného konstatujeme, ze vel'ka Cast’ superhrdinskych (meta)pribehov
odkazuje predovSetkym na medialne produkty spolo¢nosti Marvel, priCcom postavy a suvisiace
pribehy obsiahnuté napriklad v komiksoch, digitdlnych hrach, filmovych ¢i epizodickych
dielach danej spolocnosti tvoria znadme kinematografické univerzum pomenované MCU.
Spominané (super)hrdinské medidlne produkty zaroven odrazaju mnohé kulturne, socidlne a
politické trendy a idey prislusnej doby.

2 Vyvojové tendencie a zakladné vyrazové prostriedky audiovizualnych
snimok so superhrdinskou tematikou

Superhrdinovia sa v poslednych desatrociach stali jednym z najpouzivanejSich a
komeréne najvyznamnejSich aspektov a archetypov medidlnej kultiry. Archetyp superhrdinu
sa dnes objavuje v Sirokom spektre zdanlivo nesuvisiacich komunikécii a stidle vyraznejSie
prenikd do povedomia medialnych prijemcov, ktori nepatria a nikdy nepatrili do ciel'ovej
skupiny ,tradicnych® komunika¢nych foriem pdsobiacich ako nosi¢e myslienok o
superhrdinoch (komiksy, grafické novely, ak¢ne filmové diela s vysokym rozpoctom, casto
nazyvané aj ,.blockbustery*). D4 sa tvrdit, ze koncept superhrdinov a ich obrazy vytvorené s
cielom vyvolat’ ,superhrdinské asociacie* sa stali sucastou kazdodennosti medidlnych
prijemcov, v kontexte zabavy, socidlnych myslienok a samozrejme aj ich komercéného
vyuzitia (RadoSinskd, 2013). Superhrdinovia su teda popularnymi postavami mnohych
medialnych obsahov (produktov), akymi su napr. komiksové diela, filmy, epizodické diela,
digitalne hry a dokonca aj rozhlasové relacie. V dnesnom svete archetyp superhrdinu zaroven
predpokladd  viaceré moZznosti jeho spracovania. Napriklad adaptacie pribehov
o superhrdinoch ponukaju z estetického a narativneho hl'adiska rozmanité varidcie a z tohto
dovodu st vel'mi zaujimavé pre oblast’ medidlnej produkcie. Uvedené zhina transmedialne
rozpravanie 1zko spité s rozpravanim pribehu cez rézne média, priCom uvedenym spdsobom
je recipientovi poskytnuty bohatsi zazitok a zaroven dochadza k rozsireniu sveta, v ktorom sa
dej odohrava o dalSie narativne linie. Tento pojem zaroven predstavuje proces, kde sa
integralne prvky fikcie systematicky rozptyl'uji vo viacerych dorucovacich kanéloch s cielom
vytvorit’ jednotny a koordinovany zazitok zo zdbavy. V idedlnom pripade kazdé médium
vytvara svoj vlastny jedinecny prispevok alebo adaptaciu k danému pribehu (Ganzert, 2015).

Viacsina superhrdinskych audiovizudlnych snimok ma svoj zéklad v komiksovych
pribehoch. Zaciatok komiksovej éry mozeme sledovat’ uz vznikom postavy Supermana,
prvého superhrdinu vytvoreného J. Siegelom a J. Shusterom koncom 30. rokov 20. storocia
v USA. Batman, Captain America, Wonder Woman a mnohi d’al$i sa taktieZ daju povazovat’
za ikonické superhrdinské postavy popularizované v komiksoch. ,,Zlaty vek* komiksu, tiez
znamy ako zaciatok komiksovej éry, sa vSeobecne povazuje za obdobie, ked” boli komiksy so
superhrdinami mimoriadne zaujimavé, pretoZe ponukali nadej verejnosti zdpasiacej s vyzvami
moderného mestského zivota (Ndalianis, 2009). Sice su filmové a epizodické pribehy o
superhrdinoch stucastou medialnej kultury uz niekol'ko desatroci, az postmoderna poskytla
pribehom o superhrdinoch zna¢na pozornost’ medialnych publik. V priebehu 80. a 90. rokov
sa vd’aka velkému tspechu celovecernej snimky Superman (Donner, 1987) za¢ina objavovat’
viacero filmovych spracovani komiksovych pribehov o superhrdinoch. Boli a aj doposial’ st
zvelkej casti zaloZzené na komiksovej literature, ktora poskytuje inSpiraciu alebo
vychodiskovy material pre tvorbu deja, scenara, rozhovorov a hlavnych postav (RadoSinska,
2013). Filmovi tvorcovia vSak v dneSnej dobe pracuju s povodnym materidlom na plne inej
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urovni nez tomu bolo eSte v nedavnej minulosti. DokaZzu totiz identifikovat’ jednotlivé
klacové aspekty pdvodnych zanrov a pribehov o superhrdinoch a prerobit’ ich do podoby
zrozumitelnej pre mainstreamové medialne publikd, ato zformalneho aj z obsahového
hl'adiska (RadoSinska, 2020). V danej suvislosti je ale nutné pripomenut, Ze filmy
o superhrdinoch vicsinou nie si skutoénymi adaptaciami komiksovych pribehov. Podla L.
Giannettiho (2001) totiz delime filmové adaptacie na tri zadkladné druhy — volnu adaptaciu,
vernu adaptaciu a doslovnu adaptaciu. VSeobecne plati, Ze vol'na adapticia diela kladie doraz
len na hlavnu myslienku, situaciu alebo hlavnu postavu z literdrneho zdroja a na ich nezavisly
vyvoj; verna adaptacia sa pokusa znovu vytvorit literarny zdroj vo filmovej podobe, snazi sa
byt’ ¢o najvernejSou kdpiou k origindlu, resp. o najpresnejSie reprodukovat’ pribeh, dialogy
a hlavné postavy zdrojového materidlu a doslovna adaptacia sa do zna¢nej miery obmedzuje
na divadelné hry. Pre tvorbu superhrdinskych filmov je podl'a autora doslovnad adaptacia
vylucend a vicSina dneSnych filmovych adaptacii o superhrdinoch je vysledkom prave
vol'ného spdsobu spracovania zdrojového materidlu — komiksovej predlohy, pri€om okrem
hlavnych postav (superhrdinov) si z nej producenti ,,vyberaji® len najvyznamnejSie alebo
najoblibenejsie prvky. Pri tvorbe filmovej verzie superhrdinského pribehu jednoducho nie je
mozné zachovat’ alebo zachytit’ kazdy detail hlavného charakteru alebo zéapletky obsiahnutej
v zdrojovom materiali (komikse), preto je v takom pripade podla J. Kaveneyho (2008)
dolezité najst’ ,,emocionalnu pravdu“ o charaktere postavy, zaklad pribehu a podstatu hlavnej
zapletky a pracovat’ s tymto materidlom inteligentne. Ide o to, ze filmy o superhrdinoch st
Casto nakladné na vyrobu a vyzaduji navrat investicii, no zaroven sa musia snazit' ziskat’
pozornost’ nielen novych fanusikov, ale aj priaznivcov povodnych komiksov, ktori mézu mat’
urcité o¢akavania vzhl'adom na znalost’ pdvodného materidlu. Je preto dolezité, aby tvorcovia
zvéazili vSetky uvedené faktory pri tvorbe filmovej verzie pribehu o hrdinovi so
superhrdinskymi schopnost’ami.

Posledné roky opidtovne potvrdili jednoznaény zéujem o filmové adaptacie pribehov
o superhrdinoch. O tuto dominanciu sa ,,postarali predovsetkym produkéné spolocnosti
Marvel Entertainment a DC Comics. Pradve Marvel Entertainment sa od svojho vzniku stalo
jednym z najvyznamnejsich produkénych spolocnosti v oblasti tvorby komiksov a stivisiacich
superhrdinskych pribehov. Spolo¢nost’ sa stala poprednym vydavatel'om komiksov a vyrazne
prispela k mainstreamovému Uspechu superhrdinskych filmovych pribehov. Filmy
o superhrdinoch su totiZ nendro¢né na pochopenie a st z velkej Casti pristupné filmovému
publiku od veku 12 rokov (Radosinska, 2020).

S produkénou spolocnostou Marvel, konkrétne vydavatel'stvom Marvel Comics, sa
spaja meno M. Goodman. ktory pocas Americkej velkej krizy ,,zdsoboval* asopisy svojimi
pribehmi a zazitkami z ciest. Prave jeho zaluba v Casopisoch ho priviedla spit’ do New
Yorku, kde sa zamestnal ako zastupca vydavatel'a v Eastern Distributing. V roku 1939 M.
Goodman zalozil vydavatel'stvo Timely Publications, ktoré bolo neskdr premenované na
Atlas Comics a v roku 1961 na Marvel Comics. V oktobri 1939 spolo¢nost’ vydala svoju prva
publikéciu, ktorou bola Marvel Comics#I a predstavila hrdinu Human Torcha a antihrdinu
Namor the Sub-Marinera. Ich uspech u ¢itatel'ov im zarucili predovsetkym hrdinovia, ktorych
sa dostavali do konfronticie s nemeckym a japonskym vojskom v druhej svetovej vojne.
Komiksy sa touto cestou stali hlavnou zbrafiou americkej propagandy. V roku 1941
zuvedenych politickych dovodov J. Simon alJ. Kirby vytvorili prvého patriotického
superhrdinu, Captaina Americu. Z tohto hrdinu sa stal vel'mi rychlo ,hit*. Na zaklade tohto
uspechu M. Goodman zameral svoju firmu na tento druh komiksov a premenoval ju na
Timely Comics, Inc. Po druhej svetovej vojne vSak pribehy o superhrdinoch stratili svoju
popularitu a Goodmanove vydavatel'stvo sa rozhodlo zamerat’ na iné¢ témy (napr. horory,
vojnové a dobrodruzné dramy). M. Goodman v roku 1957 zmenil svojich distribttorov, ktori
po prehranom spore s ministerstvom spravodlivosti ukoncili svoje posobenie. Vydavatel'stvo
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tym padom prislo o zdsadnych distribatorov, a tak muselo poZiadat’ svojho najvicsieho rivala
National Comics (DC), o ich poskytnutie. Vydavatel'stvo bolo schopné ,,zotavit’ sa“ az v roku
1961, ked’ si M. Goodman vSimol, ktord firma je najziskovejSia — Marvel premenoval na
Marvel Comics a zacal pod tymto menom vydavat' prvé komiksy. Bol to prave S. Lee,
redaktor Goodmanovej spolocnosti, ktory spdsobil velky oSial’ a revoliciu v komiksovych
pribehoch predstavenim nového konceptu superhrdinstva — S. Lee sa totiz do naracie snazil
zakomponovat’ problémy bezného Zivota. V roku 1963 v danom ,,duchu® vykreoval prvy
komiks o Spider-Manovi. Zo superhrdinu Spider-Mana sa neskor stal jeden z najuspesnejsich
superhrdinov vSetkych ¢ias (Bell & Vassallo, 2013). V danej stvislosti spomenieme titul
Spider-Man: No Way Home (Watts, 2021), ktory sa stal druhym najziskovejSim filmom
produkcie Marvel, hned’ po snimke Avengers: Endgame (Russo & Russo, 2019), s globalnym
zdrobkom 1,9 miliardy americkych dolarov, ¢im potvrdil ekonomicky potencial tejto
superhrdinskej postavy. Snimka spdja zndmych antagonistov pochadzajucich z MCU — Otto
Octavius (A. Molina), Norman Osborn (W. Dafoe) a d’al$i antihrdinovia sa vracaju, aby znova
oponovali hlavnému hrdinovi Spider-Manovi. V snimke badat’ aj navrat ,starych* Spider-
Manov (T. Maguire a A. Garfield), pricom ich cielom je pomoct’ ,novému* Spider-Manovi
(T. Holland) s jeho osobnymi problémami, ale aj v boji proti nepriatel'om. Dana snimka eSte
vacSmi upeviluje postavu Spider-Mana ako jedného znajoblibenejSich marvelovskych
superhrdinov vobec.

Za najznamejsie a najuspesnejsie audiovizualne dielo pochadzajiuce z vesmiru MCU
a samotnej produkcie Marvel mozeme oznacit' aj sériu filmov o superhrdinoch zvanych
Avengeri. Tato séria sa skladd zo Styroch celovecernych snimok, prepojenych spolo¢nou
zapletkou (konflikt medzi timom Avengerov a ro6znymi zlo¢incami ¢i mimozemskymi silami)
a postavami (Iron Man, Thor, Captain America, Hulk, Black Widow, Hawkey, neskor aj
Spider-Man a mnohi dal$i). Ide o snimky Avengers, (Whedon, 2012), Avengers: Age of
Ultron (Whedon, 2015), Avengers: Infinity War (Russo & Russo, 2018) a Avengers: Endgame
(Russo & Russo, 2019). Vsetky zmienované tituly sa stali divacky oblibené a mimoriadne
ziskove; posledna Cast’ z roku 2019 je dokonca najrentabilnejSim dielom produkcie Marvel,
s globalnou trzbou 2,8 miliardy americkych dolarov (IMDb, b.d.). V tomto kontexte nemozno
nespomenut’ unikdtnu snimku produkénej spolocnosti Marvel patriacu do MCU — snimku
Black Panther (Coogler, 2018) ajej pokracovanie sndzvom Black Panther: Wakanda
Forever (Coogler, 2022). Obe globalne uspesné audiovizudlne diela pracujii predovsetkym
s afroamerickymi a africkymi hercami a ¢lenmi §tabu. Film prezentuje tradicny ,.kmenovy*
sposob zivota l'udi, ktory je v rovnovahe s technologickym vyobrazenim fiktivneho sveta
Wakanda. Pozitivne prijatie a velky Uspech pokracovania predmetného pribehu zaroven
podciarkuje  vyznam  diskusii o transformécidch  etnického arasového diskurzu
v hollywoodskej filmovej produkcii (RadoSinskd, 2020). Snimka taktiez stvariiuje Zenského
hrdinu ako Ustredna postavu filmu. Z hl'adiska tematizicie dany film nadvizuje na smrt’ herca
Ch. Bosemana, ktory v poslednych snimkach stidia Marvel stvarnil rolu superhrdinu zvaného
Cierny Panter.

Vysokoproduktivna spolo¢nost’ Marvel Studios do konca roku 2026 planuje vydat’
najmenej dvadsat’ d’alSich audiovizualnych diel, pricom vo vyvoji st aj nové projekty, ako
napriklad navrat Bladea, lovca upirov. Dalej spomenieme snimku Ant-Man and the Wasp:
Quantumania (Reed, 2023), ktora zacCiatkom roka 2023 zacala dlho ocCakavanu piatu fazu
MCU amnoho dalSich projektov. Vidime, Ze filmové adapticie o superhrdinoch su
v sucasnosti vel'mi ziskovou oblastou medialnej produkcie. Ich kvalita zvycajne zavisi od
imaginacie tvorcov a primerané¢ho pouzitia pocitacom generovanej grafiky, ktord umoziuje
dostatok priestoru pre vytvorenie zaujimavého pribehu. V niektorych pripadoch moézu
superhrdinské filmy poskytnit’ tvorcom dostatok individualneho kreativneho priestoru, ¢o je
stale jednym z kl'a¢ovych faktorov uspechu mainstreamovej filmovej produkcie tohto typu.
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Hlavnou pozornostou vSak zostdva oslovovanie cielove] publikdcie a udrZanie schopnosti

diela generovat’ pozadovany zisk (Radosinska, 2020). Pre dané ucely tvorcovia predmetnych

snimok vyuzivaji konkrétne vyrazové prostriedky spété so superhrdinskym filmom.
Superhrdinské filmy zvyc€ajne pouzivaju rdzne vyrazové prostriedky, vratane akénych

sekvencii, Specidlnych efektov a dramatického rozpravania pribehu. Postavy v

superhrdinskych snimkach disponujii mimoriadnou silou a schopnost’ami, ktorymi sa odliSuju

od beznych T'udi. Ich kostymy a charakteristiky pouzité v tychto produktoch tiez zohravaji
vyznamnu ulohu pri urCovani identity a osobnosti superhrdinu. Okrem toho st témy
spravodlivosti, moci a zodpovednosti uUstrednou zloZkou pribehov o superhrdinoch

a sprostredkovanych posolstiev (Berninger et al., 2010). Délezitym vyrazovym prostriedkom

je aj vyuzitie dialogov a vyvoja postav na skimanie motivacii a emocii hrdinov a antihrdinov,

¢o recipientom pomaha hlbSie pochopit’ postavy a ich ciny. Medzi zékladné vyrazové
prostriedky superhrdinskych medidlnych produktov teda patria (pozri napr. Berninger et al.,

2010; Rusnakova & Prostinakova Hossova, 2022):

e archetyp superhrdinu — v danom bode je nevyhnutné cielene pracovat’ s vykreslenim
hlavného protagonistu pribehu s ohl'adom na stvariiovany archetyp a cielovl skupinu. Je
tiez dolezité spravne urcit motivacie hlavného hrdinu pribehu ¢i konflikty, ktorym
v pribehu tento hrdina ¢eli. Zasadné je i spravne posudit’ hlavni myslienku, namet a tému,
pri¢om na ta superhrdina tymto svojim konanim odkazuje;

o budovanie superhrdinského sveta — superhrdinsky film vytvéra uveritelny a ,,pohlcujici®
vesmir. V fiom sa pribeh odohrava a d’alej rozvija, pricom prezentdcia superhrdinského
sveta cez viaceré komunikacné nastroje a transmedialne (meta)narativy je zakladom
uspechu tohto univerza;

o dramaturgicka Struktura nardcie — mimoriadne dolezitd je spravne zvolena dramaturgicka
Struktira naracie predznamendvajica sposob prace s (americkym) monomytom. Ten
urcuje, akou cestou sa superhrdina vyda naprie¢ pribehom (naraciou);

e dramatické (vy)rozpravanie pribehu — dramatické rozpravanie pribehu vytvara v publiku
pocit napdtia a emocionalne spaja fanusikov (nielen) s hlavnym protagonistom. Vyuzitie
kostymov, masiek a d’alSich pridruZenych rekvizit ma v danom bode tiez urcity dosah na
posilnenie dramatickosti tohto rozpravania, vratane aplikacie technickych kodov,
$pecialnych efektov ¢i hudobnej zlozky do daného diela. Specialne efekty a technické kody
sa vyuzivaju na posilnenie vizualnej estetiky pribehu (napr. pri zobrazeni nadprirodzenych
javov, mimozemskych civilizcii a pod.). CGI (pocitaom generovand grafika) a snimanie
pohybu je tiez mozné pouZit' na vytvorenie vysoko realistickych a dynamickych akénych
scén. V superhrdinskych snimkach je mimoriadne dolezity aj spdsob prace s farbou
a osvetlenim, s cielom vytvorenia Specifickej atmosféry pribehu. Doraz je kladeny aj na
pracu s kamerou a tieZ na kompoziciu zdberov. Naracia je obohatend o humorné scény ¢i
dialogy; vyuziva teda prvky zabavy na odl'ahéenie napétia.

Vychadzajic zo zmiefiovaného mdéZeme oddvodnene tvrdit’, Ze superhrdinské snimky
vo vSeobecnosti pouzivaju rdézne vyrazové prostriedky (¢i uz narativne, konceptualne alebo
technické) na vytvorenie vizualne napadného a emociondalne putavého zazitku. Cielom
uvedenych medialnych produktov je vygenerovat’ ¢o najvyssi zisk a oslovit’ ¢o najpocetnejsSie
medialne publikd. Produkéna spolocnost’ Marvel zaujala medidlne publika prave vyuzivanim
zmienovanych vyrazovych prostriedkov aich premyslenou aplikaciou do svojich
produkénych stratégii, o jej zabezpecilo vplyvné postavenie v medidlnom priemysle a vo
svete kinematografie.
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3 MCU ako novodoby medialny a socialno-kulturny fenomén

Marvel Cinematic Universe (skratene MCU) sa v sucasnosti povazuje za jeden z
najznamejsich a najuspesnejSich prikladov medidlneho vesmiru, ktory disponuje Sirokou
Skalou filmovych snimok, televiznych relacii a d’alSich navzijom prepojenych medialnych
produktov zdielajucich spolo¢né univerzum. Produkénd spolo¢nost Marvel Studios,
zodpovedna za vytvorenie tohto univerza, sa etablovala ako vyznamna produkéna spolo¢nost’
v medidlnom priemysle. Uspech MCU podmienil vytvorenie d’alsich medialnych vesmirov,
akymi st napriklad DC Extended Universe, Universal Monsters Cinematic Universe a mnoho
dalsich. Velkym ,zlomom* vydavatel'stva Marvel nastal v roku 2009, ked’ dcérske
spolo¢nosti Marvel Comics a Marvel Entertainment odkupila korpordcia Disney za necelé 4
miliardy dolérov, vdaka Comu boli vyuzité zna¢né zdroje a distribu¢né kandly tohto
medidlneho gigantu. Okrem filmovych a televiznych produkcii mal Marvel vyznamny dosah
aj na komiksovy priemysel, priCom dané¢ komunikaty Casto slazili ako zdrojovy material
(nielen) pre suvisiace filmy a televizne relacie.

MCU tiez ovplyvnil sposob, akym publikum konzumuje médid — medialne publika
boli aaj stale st povzbudzované k zapojeniu do tejto franSizy réznymi spdsobmi (napr.
prostrednictvom spdtnych reakcii na prezentované medidlne produkty, vytvaranie
fantsikovskych videi a pod.) a sledovaniu pribehov a postdv na viacerych platformach. To
viedlo k novej forme rozpravania pribehov znamej ako transmedidlne rozpravanie. Dany typ
rozpravania umoznuje divakom vnimat pribeh rdéznymi spdsobmi, vdaka comu sa
transmedidlne rozpravanie stalo jednym z najpopularnejSich spdsobov, ako zapojit' a zaujat’
publikum. Uspech MCU tieZ viedol k obnovenému zaujmu o superhrdinské pribehy a postavy
a pomohol etablovat’ (sub)zéner popisujuci zivot superhrdinov ako jeden z najpopularnejSich
a najziskovejSich Zanrov v zdbavno-medidlnom priemysle. V dosledku tejto skuto¢nosti sa
mnozstvo d’alSich medidlnych spolo¢nosti pokusilo nasledovat’ tspech Marvelu vytvorenim
vlastnych vesmirov a/alebo fransiz (Flanagan et al., 2016).

Dosah MCU na medidlny priemysel a na samotnu medialnu produkciu je znacny.
Vytvorenim univerza okolo superhrdinskych postav a ich pribehov totiz vznikol novodoby
fenomén, ktory zmenil spdsob nazerania nielen na archetyp superhrdinu ako takého, ale aj na
metanarativy, ateda velké pribehy, ktoré so zmieflovanym hrdinom s nadludskymi
schopnostami priamo stvisia. Okrem iného zvysil kvantitativnu, ale aj kvalitativnu uroven
superhrdinskych snimok a epizodickych diel a ,,vydlazdil cestu* pre d’alSie zdiel'ané filmové
vesmiry mimo MCU. FranSiza nadalej vystupuje ako vyznamny prvok zébavného a
medialneho priemyslu vdaka kreovaniu stale novych, c¢asto inovativnych medidlnych
produktov, ktoré eSte vacSmi posilitujii vyznam a dblezitost’ takychto ,,zdiel'anych vesmirov*®.
MCU sa totiz chape ako séria suvisiacich filmov v ,marvelovskom univerze®, ktoré
odzrkadl'uja hlboko prepojent povahu svojich komiksovych predchodcov a ,,postvaju
hranice* transmédii, resp. transmedidlneho rozpravania (Chambliss et al., 2018). Nepouzivaju
vsak bezny systém filmovych pokracovani a prequelov (snimky, ktoré dejovo predchadzaju
skor uverejnené Casti) — MCU uplatituje model ,,zdiel'aného univerza®, o znamena, Ze vSetky
filmy, televizne epizodické diela a iné projekty tvoria metapribeh, odohravajici sa v
rovnakom fiktivnom svete. Tento model umoznuje tvorit’ pribehy prebiehajiice v rdéznych
casoch a miestach, pricom dejové linie su sucastou velkého pribehu, rovnakého univerza.
Dany sposob vytvarania filmov je zndmy prave z komiksov a MCU je jednym z prvych
filmovych svetov, ktoré ho vyuzil vo svojich produkénych stratégiach.

Celu sagu ,,odstartoval vroku 2008 film fron Man (Favreau), v ktorom hlavna
postava — Tony Stark (R. Downey Jr.) — polozila zaklady pre vytvorenie zmiefiované¢ho
univerza. Navyse, vSetky snimky, ktoré¢ sa zarad’'uju do MCU, mdzeme rozdelit’ do dvoch sag,
ktoré st tvorené viacerymi fazami (Flanagan et al., 2016):
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Infinity Saga — v prvej faze danej sdgy spoznavame hlavné postavy a oboznamujeme sa
s vesmirom MCU. V tejto faze filmy nemaju spolu vela spolo¢ného, ¢o sa narativnej
stranky tyka. Snimky pribehovo prepajaji vylucne podtitulkové scény. Napriklad
v podtitulkovej scéne uzspominaného diela lron Man (Favreau, 2008) sa riaditel
organizacie S.H.LLE.L.D. — Nick Fury — stretdva s Tony Starkom, s iniciativou vytvorit’
skupinu superhrdinov zvanou Avengers. Touto scénou Studio Marvel pripravuje svojich
faniSikov na planovanti snimku Avengers (Whedon, 2012). Kombinécia pribehov
viacerych superhrdinov zo série (Iron Man, Captain America, Thor, Hulk, Hawkeye, Black
Widow) bola predtym neobvykla, ale film sa prostrednictvom takto zvolenej stratégie stal
viditel'ne popularnym a jeho zisk je odhadovany na viac ako 1,5 miliardy americkych
dolarov. V druhej faze predmetnej sagy hlavné postavy nachadzaju a oboznamuju sa s tzv.
,kamenmi nekonecna®“ (angl. ,,infinity stones). Tretia faza ndm ukazuje zavereCny boj
hlavnych hrdinov o nadvladu nad vesmirom. Tuto fazu zakoncuje snimka Spider-Man: Far
from Home (Watts, 2019);

Multiverse Saga — v poradi Stvrta faza predmetného univerza, ktora vSak uz spada do sagy
,multiverzum®, pozostava predovSetkym zo samostatnych filmovych snimok s novymi
superhrdinami (Shang-Chi), pretoze vacsina hrdinov z timu Avengers po ukonceni tretej
fazy v univerze uz nebude pokracovat’ vo svojich samostatnych pribehoch (napr. Iron Man,
Captain America). Tato fazu odStartovalo audiovizuédlne dielo Black Widow (Shortland,
2021), ktoré stvarnilo pribeh hrdinky ztimu Avengerov — Natashe Romanovej —
v samostatnej filmovej snimke. Stvrtd fazu ukongéil film Black Panther: Wakanda Forever
(Coogler, 2022). Dolezité je spomenut aj titul Ant-Man a Wasp: Quantumania (Reed,
2022). Ten vo februari 2023 ,,otvoril® piatu fdzu vesmiru MCU spiti s novymi postavami,
akymi su napriklad Kang alebo Blade. V danej faze tiez vystupuje poslednd snimku zo
série filmov o StraZcoch Galaxie a mnoho d’alSich, zvéd¢sa Gplne novych pribehov. Detailné
rozdelenie audiovizualnych snimok patriacich do MCU v ramci jeho jednotlivych sag
a nadvézujacich faz uvadzame nizSie:

Tabul’ka 1: Rozdelenie celovecernych snimok pochédzajucich z vesmiru MCU do prislusnych sag a faz

Infinity Saga
(2008 — 2019)

1.faza (2008 — 2012)
1. Iron Man (Favreau, 2008)
2. The Increbidle Hulk (Leterrier, 2008)
3. Iron Man 2 (Favreau, 2010)
4. Thor (Branagh, 2011)
5. Captain America: The First Avenger (Johnston, 2011)
6. The Avengers (Whedon, 2012)

2.faza (2013 — 2015)
7. Iron Man 3 (Black, 2013)
8. Thor: The Dark World (Taylor, 2013)
9. Captain America: The Winter Soldier (Russo & Russo, 2014)
10. Guardians of the Galaxy (Gunn, 2014)
11. Avengers: Age of Ultron (Whedon, 2015)
12. Ant-Man (Reed, 2015)

3.faza (2016 —2019)
13. Captain America: Civil War (Russo & Russo, 2016)
14. Doctor Strange (Derrickson, 2016)
15. Guardians of the Galaxy Vol. 2 (Gunn, 2017)
16. Spider-Man: Homecoming (Watts, 2017)
17. Thor: Ragnarok (Waititi, 2017)
18. Black Panther (Coogler, 2018)
19. Avengers: Infinity War (Russo & Russo, 2018)
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20. Ant-Man and the Wasp (Reed, 2018)
21. Captain Marvel (Boden & Fleck, 2019)
22. Avengers: Endgame (Russo & Russo, 2019)
23. Spider-Man: Far From Home (Watts, 2019)
Multiverse Saga

(2021 — sicasnost’)

4.faza (2021 — 2022)
24. Black Widow (Shortland, 2021)
25. Shang-Chi and the Legend of the Ten Rings (Cretton, 2021)
26. Eternals (Zhao, 2021)
217. Spider-Man: No Way Home (Watts, 2021)
28. Doctor Strange in the Multiverse of Madness (Raimi, 2022)
29. Thor: Love and Thunder (Waititi, 2022)
30. Black Panther: Wakanda Forever (Coogler, 2022)

5. faza (2023 — stucasnost’)

31. Ant-Man and the Wasp: Quantumania (Reed, 2023)
32. Guardians of the Galaxy Vol. 3 (Gunn, 2023)
33. The Marvels (DaCosta, 2023)

Zdroj: vlastné spracovanie podl'a IMDb (b.d.), 2023

,2Marvelovské univerzum* sa za obdobie svojho pdsobenia stalo neoddelitel'nou
sucast'ou medidlnej kultary. Do dnesného diia zahfiia markantné mnozstvo postav a navzajom
prepojenych pribehov, pricom vSetky zmienované sagy a fazy tohto superhrdinského vesmiru
(vratane suvisiacich medialnych produktov) spolocne tvoria jeden znajuspesnejSich
metanarativov sucasnej kinematografie, ktory ma tendenciu sa nad’alej rozrastat’ na zaklade
vopred naplanovanych produkcénych stratégii (napr. planované pokraCovanie narativu
o superhrdinoch Deadpool, Blade, Captain America a d’alsi),

4 Zhrnutie

Dovedna tridsat'tri filmov, tvoriacich vesmir MCU, poskytuje bohata zbierku
materialov, vd’aka ktorym mame moznost’ komplexne nahliadnut’ na medidny fenomén zvany
,2Marvel“ acelé¢ jeho univerzum. Postavy tohto univerza spravidla nosia Specialne
superhrdinské obleky, vlastnia silné zbrane a bojujii proti nadpozemskym nepriatel'om
planujucich zni¢it' T'udstvo. Vo svojej podstate vSak audiovizualne snimky a komiksy
odkazujiice na tému superhrdinstva reflektuju l'udské pribehy. Ak by neboli prispdsobené
beznému divdkovi, nenaSli by svoju Citatel'ski zakladnu a audiovizualne obsahy (filmy
a epizodické diela) by nemali sledovanost’, akou v stcasnosti disponujt. Ich pribehy sluzia
ako pripomienka toho, Ze l'udia su schopni odolavat’ zlu, nepodl'ahnit’ pokuSeniu, dbat na
vyzvu konat’ a sluzit, ked’ ini nekonaji. Prave preto medidlne produkty o superhrdinoch
zaznamenavaju obrovsky uspech uz viac ako desat’ rokov.

V danom kontexte je ikonickou predovsetkym postava Tonyho Starka alias Iron Mana,
prvého hrdinu predstaveného spolo¢nostou Marvel. MCU zobrazuje postavu Tonyho Starka
ako kraca v stopach klasického a demokratického hrdinstva odkazujiceho na staroveku
grécku epicku poéziu. Tony Stark je najCastejSie zobrazovany ako velky bojovnik, vitaz
v boji proti réznym nepriatelom. Tento superhrdina je vykresleny nielen ako osoba
s mimoriadnymi technickymi schopnostami, rozumom, bohatstvom a tiez priznacnym
oblekom Iron Mana, ale vyznacuje sa aj cynickost'ou, arogantnost'ou a zjavnou l'udskostou.
Je stelesnenim ponaucenia, ze skuto¢né hrdinstvo je demokratické a ze ¢lovek by mal konat’
pre dobro druhych, nie pre seba, pripadne pre svoju vlastni slavu (Carnes & Goren, 2022).
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Délezitou postavou MCU je aj Captain America, rovnako tak i metanarativ, ktory je okolo
neho vytvoreny. V jeho prvom filme Captain America: The First Avenger (Johnston, 2011) ho
mozeme spoznat' ako Stevena Granta Rogersa, superhrdinu s ambiciou pomoct’ T'udom
a zachranit’ svet. Jeho snom bolo v druhej svetovej vojne bojovat’ po boku americkej armady.
Je odvazny, nebojacny a odhodlany zomriet’ za svoju vlast. Jeho typickymi vlastnost'ami st
empatia a ohl'aduplnost’, ktor¢ mu poméhaji k tomu, aby sa zucastnil na vyskume pre vojakov
s mimoriadnymi schopnostami. Na zaciatku bol v predmetnom univerze zobrazovany ako
utly a nizky chlapec, disponujuci snom stat’ sa vojakom. Hoci bol Sikanovany, pred bojom
nikdy neutekal. Prave tieto vlastnosti mu dopomohli pridat’ sa k ¢lenom timu skupiny
superhrdinov zvanej ,,Avengers®. Produkcia Marvel ndm za roky svojho podsobenia
prezentovala aj oblibenost’ mytickych nametov. Nadvdzujic na uvedené sa evidentne
populdrnym stalo zobrazenie hrdinu severskej mytologie Thora vykresleného ako
najsilnejSieho Asgard’ana, ktory dokaze pomocou svojho kladiva Mjolnir vyvolat’ burku,
lietat’ alebo dokonca cestovat’ casom. Mohli by sme zmienit’ mnoho d’alSich postav a s nimi
stivisiacich narativov tvoriacich MCU, no kazda deskripcia by vyustila k totoznému tvrdeniu
— od svojho zaciatku MCU produkuje tspeSné metanarativy a ovplyviluje tym sposob
nazerania na medialnu tvorbu, medidlne publikd, spolocnost’ a samotni kultaru. Marvel
totiZto v stiCasnosti opodstatnene patri k najuspeSnejSim a najvyznamnej$im produkénym
spolo¢nostiam na svete; stala sa symbolom superhrdinskej popkultiry a ziskala si fantasikov
po celom svete.

Hlavnym cielom predkladanej Stadie bola teoretickd reflexia podstaty celosvetovo
znamej produkénej spolo€nosti Marvel Studios. Pri bliZSom objasnovani pertraktovanej
problematiky sme svoju pozornost zamerali predovSetkym na taziskovi pojmolédgiu,
s detailnejSim pohl'adom na postavy a pribehy obsiahnuté v medialnych produktoch, ktoré st
sucastou rieSené¢ho kinematografického univerza. NaSou ambiciou bolo taktiez osvetlit’
vyvojové tendencie novodobych snimok o superhrdinoch, ich razovitych vyrazovych
prostriedkov a samotnych metanarativov tizko suvisiacich s produkénou spolo¢nostou Marvel
Studios aso samotnym MCU. Domnievame sa, ze predmetny vedecky text sa stava
adekvatnym materidlom k hlb§iemu porozumeniu analyzovanej témy a zaroven poskytuje
vhodnu platformu pre budice vyskumné ucely.

Poduakovanie: Prispevok vznikol v ramci vyskumného projektu podporovaného Agenturou na
podporu vyskumu a vyvoja (APVV) ¢. APVV-21-0115 s nazvom ,, Hypermoderna medialna
kultura — Filmovd a televizna tvorba ako zrkadlo socialno-kultiurnych fenoménov 21.
storocia“.
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WHERE DID ALL THE QUESTIONS GO?
ABOUT REPRESENTATION OF FEMALE CHARACTERS
IN ACTION DIGITAL GAMES

Veronika Sasalova

Abstract:

Female protagonists in action-orientated games challenge traditional portrayal of femininity and masculinity in
media content, especially in digital games, where a strong masculine discourse has been talked about for a long
time. Feminist game theory, however, shifted mainly to the research of female players, and the continuous
investigation of female representation in games remained in the domain of the nineties of the last century. This
article highlights the changes in the gaming industry that have been appearing for a few years after the
misogynistic campaign of Gamergate. Using the example of the digital game Transistor, it shows the creative
ways in which action digital games buy into the existing tradition of portraying female characters. The
contribution thus confirms the specificity of the medium itself, where the narrative as well as the ludic or
audiovisual component of the game enters into the representation of the heroes/heroines. The article points to the
issue of researching female heroes through new examples of digital game products, which oscillates between
feminist and post-feminist perspectives.

Key words:
Action Heroines. Digital Game. Female Protagonists. Feminism. Sexualization. Transistor.

1 A Brief Reflection on the Representation of Female Action Heroes

After decades of playing sidekicks or role of mothers/sisters of protagonist, his love
interests or even enemies, women in action digital games act on their own. Over the last few
decades, we have seen an increase of heroines in action genres, even in mainstream game
production. PlayStation 5 was promoted with digital game Horizon: Forbidden West
(Guerrilla Games, 2022), which is set in the world of matriarchy. To mention other examples
besides the critically acclaimed 7he Last of Us (Naughty Dog, 2013), we could pick up new
titles like Forspoken (Luminous Production, Squere Enix, 2023); Returnal (Housemarque,
Climax Studio, 2021); 4 Plague Tale: Requiem (Asobo Studio, 2022); Kena: Bridget of
Spirits (Ember Lab, 2021) or Ratchet Clank: Rift Apart (Insomniac Games, 2021) which
added female protagonist after three console generation. In games where players create their
own avatars, we can observe the phenomenon that the characters are no longer labelled as
male and female, players choose their body type instead. This phenomenon leads us to
conclusion that game industry starts to react on needs of his publics, not only female gamers
but also non-binary people.

Brown (2011) explains that every new wave of action heroines provokes questions
like:

‘Does she represent a new standard of liberation?” ‘Does she represent the

mainstreaming of lesbian desires?’ and there is possibility to adjust other questions to

form ‘Does she represent new trend of fashion in action games?’ ‘Does she represent

rapture in of machismo in digital games?’ (Brown, 2011, p. 6)

According to Brown (2011), these questions naturally arise from the ambivalent
position of action heroines, as they represent a significant challenge to the traditional
perception of femininity and masculinity as well as fantasy of real life. Where did all the
questions go? After Tomb Raider (Eidos Interactive, 1998) and Lara Croft, no digital game
has received such academic attention. When it comes to portraying female heroes, even
today’s texts mostly adopt opinions from the 1990s. On one hand, this is understandable.
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Feminist game criticism pointed to principles that are still valid even for today’s games
creation. In 2012, when GamerGate occurred, these theories became a tool to point out that
the gaming industry is still a male dominant environment consisting exclusively of white,
heterosexual, young, hypersexualized female characters. However, these studies often
emphasized only the visual character of the heroines, neglecting their internal characteristics,
story, level design, game mechanics and other attributes that enter the process of how we
understand game characters. Researchers have thus often worked only with promotional
materials, without knowledge of the content of digital games.

If we look at the titles we mentioned at the beginning of the article, we find that two
protagonists have different ethnic origins, there is a middle-aged woman and even a
homosexually oriented heroine. None of the heroines can be described as sexualized. We dare
say that these creative processes are strongly connected with the current cultural and socio-
political setting of today’s world, and many of these representations would not have been
possible even a decade ago. And yet we have no new studies on trends in the portrayal of
female characters in action genres.

We can consider the Metroid series (Nintendo) as a pioneer in 1986. In the end of the
story, it turns out that a woman is actually hiding under the huge, player-controlled armour.
This revelation was very shocking to the audiences of the time. Even here we can see how
transphobia is present in such masculine environment. The Samus’s armour with every new
game or remake is getting more feminine shapes, so the gender of male gamers could not be
endangered. Action heroines like Lara Croft, Jill Valentine, Regina or Sarah Kerrigan broke
female characters out of their usual gender roles. This was era of intelligent, emotionally, and
physically strong women, yet they still adhered to the symbols of beauty. Kratos from God of
War (Santa Monica Studio, 2005) is a hero as whom men would want to play, but there is no
point to think about him as sex symbol.! Female action heroes not only had unrealistic,
sexualized proportions, they even set trends in fashion clothing. Around 1990s heroines were
typically found in spandex, short tops, bikini, or general clothing that is inappropriate and
impractical for their role. It is difficult to say whether these heroines were intended to attract
female audiences or rather served as an attractive element for the male viewer.

Nowadays, we see many games (especially with RPG elements) offer a choice
between a male and a female protagonist. This choice is often only “cosmetic” and indeed the
creators did not create separate lines for both characters. We can point this e.g., in the game
Genshin Impact (miHoYo, 2020), where choosing a female protagonist leaves the possibility
of implicit romantic relationships with other female characters in the game (and thus
heterosexual relationships are much rarer). Here you can clearly see the intention of the
creators, who focused on the dominant male reading, which is also supported by the banner
during loading the game, where only one of the twins is present — the brother. We can change
the sex of characters and it has no impact on the characterization or the story. But is that really
true? The omission of the “female story line”, in our opinion, creates a form of genderfuck.
When performing a female character, there will inevitably be flaws and contradictions in the
traditional concept of gender and heteronormative behaviour, and at the same time, these
flaws will be overlooked or transformed in order to fulfil the norms. As the male protagonist
we try to stop our sister, who became a bad witch that wants to destroy the world as we know
it. The text thus includes many clichés, including the sister complex, which often appears in
Eastern works. From our point of view, the text with the choice of a female protagonist
extinguishes some narrative clichés, as well as changes the dynamics with some characters,
e.g., Paimon, where the possibility of protective complex disappears, but it transforms into
more of a sisterhood. Performing a female figure leads to a deviation from the norms, because

! Authors note: Of course, it’s good to remember that men’s bodies were also subject to certain standards. As
with the film industry, is marked by heroes like Schwarzenegger, Stalone, etc. in certain period of time.
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the heroine often teases other characters, she shows off, eats too much, her relationships with
other characters have an erotic touch. When interacting with female characters she oscillates
between friendship and seduction. She is often pensive and mysterious in the way that male
characters in romantic stories tend to be portrayed. Protagonist of Genshin Impact is great
example of genderfuck. It doesn’t really matter which one we choose, because their actions
and characteristics doesn’t change at all, it is just a different skin. But we can’t isolate it from
the story, game mechanics and little nuances which leads us to different interpretation of some
indispensable part of the digital game. There will be tension between norms and
representation and this tension has an impact on how the players will perceive the plot, the
relationships and the dynamics between the characters, because they are already affected by
other stories of a similar type. This change of sex (and gender) can affect the player
experience and reading of the text, although it was not intended by the creators.

Even Bayonetta (Platinum Games, 2009) doesn’t appear from nowhere. Platinum
Games came up with this character eleven years after Lara, when their publics can feel the
nostalgia. The art director, Kamiya (Shizamaki, 2009) claims that Bayonetta and Jeannne are
inspired by female action characters from films in 1960s (origin of action game characters
like Lara herself). Unlike Lara, Bayonetta could not be replaced by a male protagonist. It
would be hard to find another digital game that would work so openly with eroticism, female
sexuality and fetishist iconography — from gun-heels, lollipops, spandex to her special attacks
with combinate medieval torture instruments and dominatrix behaviour. On one hand,
Bayonetta looks like the embodiment of male fantasies, on the other hand, the game works
with many motifs and iconography that have always been patriarchally attributed to men and
the system of power, like motorcycle, and thus expands ideas of femininity. “Though
motorcycles have traditionally been thought of as a masculine form of transportation in
Western culture, the Action genre associates motorcycles” (Brown, 2011, p. 6).2 On the
margin to the clearly emerging male gaze — in one scene, Luka tries to capture a picture of
Bayonetta through the camera. Bayonetta walks around and provokes him, but Luka finds that
she leaves no image. Yes, we can say that the viewer is still present in the position of the
gamer, so parodying the ways in which women and their bodies are framed in film and
photography must use the same techniques by which male gaze is produced anyway. But at
the same time, we can say that Bayonetta is fully aware of these techniques and draws
attention to them, which in itself is unusual in digital games. Christian motifs, which are
central to each battle sequence, should be also part of interpretation between the system of
power and woman. We are trying to show that the issue is much more complex than saying
that Bayonetta destroyed all the progress of the last decade.?

While we think about the female protagonist within the limits of male fantasy and
liberating sexuality for women, internet queer discussions are flooded with sarcastic
comments: “I find it funny how straight people often just can’t see how gay this game is”
(Reddit, 2019). Bayonetta is the type of heroine that brings a contradiction between the
traditional feminist vision that points to women in the media as the result of male fantasies.
On the other hand, there is a post-feminist attitude that sees emancipation also in explicit,
provocative sexuality if it relates to one’s own identity, the development of self-confidence
and “girl power”. This article is not meant to be an interpretation of Bayonetta, just like it has
no intention to summarize development of action female characters in digital games, which

2 Author’s note: I admit that I slightly simplifying the problem of symbolism in action genres. My intention,
however, is to point out that there are other motives involved in the representation of female action heroes and it
is not just about the appearance itself.

3 Author’s note: Bayonetta received many ugly nicknames from feminists such as failed Lady Gaga. For more
information, see: Phillips, A. (2017). Welcome to my Fantasy Zone: Bayonetta and queer femme disturbance. In
B. Ruberg, & A. Shaw (Eds.): Queer Game Studies (pp. 109-124). University of Minnesota Press.
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clearly deserves to be expanded so that Lara stops being the only heroine of all academical
texts. The aim is to show how level design, game mechanics and the overall aesthetics of the
work inevitably enter into the representations of the heroines.

2 Methodology

Action genre serves like useful cultural text, its inner structure is made by easily
recognisable formulas and conventions. Especially their narrative structure is stable through
all media — film, comics books, literate. “Thus, each new generic invention can be read as a
marker of both a structural need to keep the genre fresh and as a sign of shifting cultural
perceptions grounded in an existing visual rhetoric” (Brown, 2011, p. 10). It is very useful for
the research of digital games, as the digital games and masculine discourse around them have
long thought of action genre as the type of games for real gamers, i.e. male players.

From a film theory perspective, there is understandable scepticism that no matter how
advanced the action heroine is, in the end it’s always about her looks and not her goals. But
what happens in digital games which are structured about achievements? In the same way that
works of literature follow literature tradition, we want show that digital games, and especially
the action games, have to cooperate with a certain tradition that shapes the expectations of the
audience. This article does not defend open (or hidden) manifestations of sexism in game
products. Nor does it attempt to be a methodological guide for researching the representation
of female characters. However, it tries to point out certain shortcomings of feminist research
which tries to analyse heroines purely based on appearance. If we decide to analyse a literary
heroine, we will not do so only based on description. This article shows how digital games
use new creative practices in representation of female characters. For this purpose, we have
chosen the game Transistor (Supergiant Games, 2014), which was released in 2014, which is
when a wave of criticism hit the game industry for misogyny.

This study builds on many theoretical findings about action heroines in digital games
and aims to draw attention to two things that I notice during my research. First of all, it is the
relegation or overlooking of independent works, which today compete with big-budget games
for both attention and marketability. Through independent digital games that we can observe
creative processes that allow greater openness to the dramatically changing sociopolitical
situation. This paper also represents a discussion with the Nicholl’s text, which claims that
Transistor brought sexualized female protagonists to the indie games (Nicholl, 2017). In this
article, I perceive sexualization and sexual objectification as same term which postulates that
many women are sexually objectified and treated as an object to be valued for its use by
others. Sexual objectification occurs when a woman’s body or body parts are singled out and
separated from her as a person and she is viewed primarily as a physical object of male sexual
desire (Houlis, 2018).

The problem is, that we can’t truly separate sexual objectification and playing the
avatar in digital games. Avatar is both our representation (even if it is predefined by creators)
and object — mere toy, body for gamers’ enjoyment and entertainment. Thus, in digital games,
we assume that it is much more important to attend to the feminine ways in which the game
draws attention to the body and thus supports the gamers’ tendencies towards the male gaze.
For example in the game Nier:Automata (PlatinumGames, 2017) if the gamers look under the
character’s skirt, they get one of the possible endings. Voyeurisms is not only assumed, but
also supported. It gives the impression of a sexual fetish, where the apparent punishment is
part of the pleasure.
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3 Results

Transistor takes place in an overly democratic city that adapts to the whims of the
population. In the distant future, people even choose the colour of the sky. The main
character, the singer Red, survives an assassination attempt by an organization consisting of
high-ranking officials who rule the city and oversee all changes. Red manages to escape, but
Unknow (man) dies during the attack. The game begins at the moment when Red is standing
over the body of a man whom she obviously knew well (later during the playthrough, we
discover that he is her lover). It turns out that the weapon that was used in the assassination of
Red, a sword called Transistor, absorbed the man’s consciousness and the heroine’s voice. So
Red decides to stand up to the organization and take back what was taken from both of them.
However, the city is changing strangely. Robots appear in the streets, which, like Transistor,
absorb the remaining inhabitants.

On the surface, Transistor works with many genre clichés. Red is a type of chosen
heroine — an ordinary woman who, by the intervention of fate, must take care of saving the
world. In the centre of the action, we have the love line between Red and the Unknown,
which is used as motivation for the main character. The very connection of a love relationship
between woman and Unknown (or Mr. Nobody) evokes stories from the red library. Apart
from the names, however, we can find this structure in many young adult stories. The motive
of revenge or saving a loved one is quite common for action digital games, although it is more
associated with male protagonists. However, Transistor artfully violates the audience’s
expectations of this genre. Red and the Unknown’s journey is not even glorified, as is often
the case with digital games. The game works with many anticlimactic scenes, for example the
collapse of the entire city was the result of a technical mistake of that a group of officers due
to missing Transistor. They honestly admit it and apologizes for it. So, the game is not about
uncovering and defeating a big secret organization. Assumed main bosses die before the
players can reach them and defeat them (except one). It is not climax we expect from a digital
game. In the same way, gamers do not build their status as a hero/heroine in tradition way.
They just experience the relationship of two characters for whom saving the world does not
mean much.

Both characters represent binary oppositions, which the game reinforces in the way it
portrays their appearance. The male figure is reduced to a symbol of power — he literally turns
into just an object, a huge sword. According to the last cutscene, we partially learn some of
his physical characteristics. Even from these scenes we can judge that his true appearance is
in accordance with the action genre. He is a stereotypical stout man, former bodyguard,
physically he is a typically masculine man. Red’s look is clearly feminine in contrast —
dressed in yellow tattered dress with a plunging neckline, high heels, and ever-styled red hair.
Red fulfils the requirements of female beauty standards. Her position is also complicated by
the fact that she is a mute protagonist as well as by her fo-be-look-at-ness. However, Mr.
Nobody himself reacts to this state of theirs: “You know Red we make quite a team. Lady
without a voice. Gent without a body” (Supergiant Games, 2014). He himself is a filter
through which players perceive other characters: “She says hello. Her name’s Lillian*
(Supergiant Games, 2014). We might fall into the trap that while the woman is the one the
gamers are supposed to be looking at, Mr. Nobody is the more important character because he
is the one, who is talking. We believe that the game works with many stereotypes in order to
build dynamic of main characters around the reversal of gender roles. Actually, Red is the one
who elevates Mr. Nobody from mere object into human being. Unknown does not even exist
for the system, he has no records, all his data has been deleted. He is true Mr. No-body. Red is
the only one to confirm his previous existence, as his body is erased over time, along with the
entire city. We learn about the Unknown only through the heroine’s records, and even from
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that it can be deduced that in the past, he was in the role of a supporter and Red was (and still
is) a woman of action. The gamers can learn from her files about an incident in which Red
was attacked in the past because of her political non-conformity and withdrawal from public
life into the background.

Unknow reacts to their unusual situation with humour. When Red has to walk up a few
floors, he says how he hates going up stairs (even though he can’t walk anymore). At times
this humour verges on sarcasm. However, this jokes largely acts as a mask for the insecurity
and helplessness seen in the scenes where Red moves away from him, or when he can’t
predict what she will do next. The male character is the one who supports, and the one who
feels dependent on the woman in the relationship: “Hi. You turned left. I thought we were
going to skip town. We’re going back there? [...] Look whatever you are thinking, do me a
favour. Don’t let me go” (Supergiant Games, 2014). The male character is often insecure and
overly emotional. She is the active one in the game and her actions speak for her. Especially
in the beginning, you can see that she refuses to give in and acts on her own. Unknow dictates
to her where the nearest road from the city leads, but Red refuses to run, even though it means
clear danger for her. During their journey, gamers can see that their relationship is based on a
genuine interest in each other. It is not about the desire to control and possess the other, even
though the male protagonist is literally identified with the object. If we acknowledge the
relatively unmistakable phallic symbolism of his transformation, we could easily assume that
the action could easily have slipped into see-through metaphors, but it hasn’t. The
contradiction between what is shown on the surface and how the motives, internal
characteristics of the characters and level design are built, appear as a creatively thought-out
system during the entire digital game. It is also necessary to say that the theme of how the
system reduces human beings to objects/professions/genders is present throughout the whole
digital game.

Robots, which, like Transistor, can integrate people’s consciousness into themselves,
greatly simplify them. Enemies’ names thus bear elementary and clear names such as
YoungLady, Man, Operator, Cheerleader, Creep. The system in the city greatly simplifies
people, treats them as objects without previous experiences and feelings. The original element
of the game in question is that getting to know new characters and unlocking their
components is a form of reward in the game. The more diverse strategies gamers choose
during fights, the more they learn about the characters that lend them abilities. Another way
the game works with media objectification is through the aforementioned robots. Robots that
have drawn paparazzi into themselves are taking the ability of cameras. During fights, they do
not harm Red, but for a second the player’s view of the arena is obscured by a photo of the
main character. We could argue that the snapshots are supposed to give the gamers a closer
look at the appearance of the main character. However, the whole scene lasts a few seconds,
and the most striking pose of the heroine shows as if she was trying to push someone away
from her and her angry expression. Clashes with the paparazzi are unpleasant and annoying.
Players experience the struggle of a persecuted celebrity. Enemies turn “gamers” into an
object of interest the moment they focus on their tasks.
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inge we were here...

Figure 1: Picturing female character in digital game Transistor
Source: own processing, 2023; According to Transistor (Supergiant Games, 2014)

Nicholl’s (2017) point of view, about Red sexualization, is mainly supported by the
images used in the cutscenes. Although the character is often depicted from behind and the
viewer’s gaze is drawn far into the distance (see Figure 1), a few images still capture Red in
suggestive poses. The narrator never talks to the protagonist in a way that would support her
objectification or sexualization. In the same way, the sexualization of the main female
character is prevented by the use of the camera and level design. It captures the protagonist
from a point of view and at a fairly large distance. This angle does not allow the player to
recognize the details of her body. Rather, the whole view should amaze with colours and
space. Red actually seems small compared to the city and the road that is always ahead of
them. In the end, Red is the one who must show not only mental endurance but also physical
strength. Fantasy protagonists (both female and male) often carry oversized two-handed
swords that defy the normal laws of physics. Red, on the other hand, drags Transistor along
the ground, while it leaves a data trail resembling sparks. From the way she carries it, it is
obvious that it is not easy for her. This does not make the protagonist weak, but it is quite
different from the usual portrayal of heroines whose physical feats do not match their body
structure.

Gamers learn about other important characters through the folders in Transistor. Their
life story is also the story of the city where the whole play takes place. The characters that the
player can recognize are very diverse. Young, old, people of different complexions, different
orientations and in addition to men and women, we can also find a non-binary character. The
way the player can perceive the characters is more varied than how the system perceived
them. At the same time, the game offers an unconventional way for gamers to realize the
independence and individuality of the heroine. Through music.

3.1 Motif of Voice

In action digital games we can often find silent protagonists. One of the reasons is that
the gamers adopt the role of the main character, therefore they don’t perceive this person as
someone else or as a person at all, but as an extension of themself, controlled from a distance
(Raynova, 2015). But for Transistor, the voice motif is fundamental and greatly expands the
ways of looking at the main heroine. Unknown frames Red as an independent person.
However, the protagonist determines her own value as a character. As a musician, she said
that her work speaks for itself. The taking away of her voice is no accident. As an artist, Red
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becomes politically inconvenient for senior officials. It can be found in her file that she has
been attacked before, after which she realized the effect, her music has on other people. Even
without the voice, she doesn’t remain silent.

During the game, the player may come across terminals with current news reports,
prompts for further elections, etc. Users can decide whether to react or not. Unknow warns
that it isn’t good to draw attention to yourself. If Red responds, players can see how Red
reacts sensibly to her surroundings, carefully rewriting messages to find the best phrasing of
what she thinks. The comments that Red sends clearly leave the message that despite taking
away her ability to speak, she has not been completely silenced. She has the ways to get
involved — the Internet and new technologies. Over the course of the game, every time Red
writes something, the Unknown responds to her, so the constant monologue of the Unknown
turns into a dialogue between the two of them.

The music in Transistor represents an alternative form of her expression. It reflects the
heroine’s personal attitudes not only towards the world, but also towards other characters.
When confronted by her former friend who betrayed her to the organization to get Red for
herself, the music sounds: “I see you hurting, I do what I can // But I won’t save you /I won’t
save you // Maybe you’re looking for someone to blame” (Supergiant Games, 2014). Her
friend, Sybil, is another of the characters that fans perceive as one of the representatives of the
LGBT community. The relationship described in the files and song can be interpreted as an
unrequited love that hurt Sybil enough to arrange for the Unknown to perish during the attack
on Red. At the same time, the protagonist isn’t a typical heroine of action digital games.
Although she is willing to help, she refuses to take responsibility for others.

The player has the option to prompt Red to hum. If she does so, the screen goes dark,
the heroine remains as if in the spotlight and hums the melody of one of her songs. This in-
game mechanic has no practical function for the player, but is rather meditative in nature. It
induces a feeling of slowing down and stretching time, which is again reflected in the combat
mechanics. When a player stops time in battle, they hear the same melody in the background.
Just as the Unknown loses himself in Transistor and Red begins humming, the Unknown
sings the words to her song We All Became: “When you speak, I hear silence / Every word a
defiance / I can hear, oh, I can hear” (Supergiant Games, 2014). The lyrics of the songs
contain clues to the interpretations, especially the ending, where the main female character
chooses suicide before saving the world: “Think I’ll go where it suits me / Moving out to the
Country / With everyone, oh, everyone / Before we all become one [...] Stop grieving, start
leaving / Before we all become one” (Supergiant Games, 2014). In the context of the game,
with all that gamers can read and hear, her suicide could be seen as an escape from the fading
world that simplified people to the word of Transistor that provided plurality. Becoming one
here could be taken more in the sense of becoming interchangeable — as it was described with
robots.

3.2 The Combat System

The combat system doesn’t directly lead to gender and representation of heroines, but
Kafai (2008), who has spent years researching the differences between male and female
digital game creation, notes that games created by women mostly feature non-gendered
characters, minimal violence, and the player is not as persecuted for bad decisions. At the
same time, the author draws attention to the fact that the idea that women do not play action
genres is stereotypical and wrong. Although she admits that women choose a different type of
strategy when playing, there are more similarities between the two groups (women and men)
than differences. The combat mechanics in Transistor just encourage gamers to experiment
and at the same time allow them to create a strategy that suits them best.
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Transistor can be classified as action RPG. In games genres the term action normally
means that users combat in real time which differentiates these games from games with a
turn-based combat system. In turn-based combat system players choose their action first and
in animation they watch how their enemies react — in this way, stress and adrenaline can be
eliminated opposing to real-time combat. But it is surprising for action genres to allow for an
alternative to freeze time, which allows the player to turn a typical action genre into a
relatively slow strategy-based game. Likewise, gamers aren’t immediately persecuted at the
moment of death. Instead, they lose one of their active abilities, which they can restore by
continuing to play. If Red dies, she is pulled into the Transistor. Thus, the users cannot cause
the death of the female protagonist, although they themselves lose the game. This is one of the
objections from feminist critique — action heroines scream, jump and die for entertainment of
their gamers (Krobova, 2014).

Although the game participates in many stereotypes that can be seen in big-budget
productions, the creators significantly problematize these approaches, toys with them and
transform them into contexts, thereby weakening their effect. Instead of a clear story, it
chooses fragmentation “[...] and it’s up to you to piece together what’s happened before, and
what’s to come. It respects your ability to fill in the blanks and relies on subtlety in a way that
few games ever do” (Sliva, 2017). As we have shown ourselves, important meanings are not
only in the concept of the main characters, but also in the level design, mechanics, and music.

4 Discussion Rather Than Conclusion

Released just months after Gamergate occurred, 2014’°s Transistor predicted gamers’
demands for diversity in digital games. I could consider it appropriate that the protagonist
finds her lost voice in Transistor — on the Internet, in the ruptures of the system. Yes, the male
voice is still dominant in the game, but even in such a masculine space that most action games
create, her voice is constantly present in the music, in her own work and actions. Even if the
player ignores the computer terminals in the game, the heroine will still be heard in the game
and will slowly conquer the space where the female protagonists served like beauty in
distress. We could say that by emphasizing the voice motif, the games deal with the long-
standing problem of mute female characters serving to-be-look-at-ness. Although the gamers
always will control the character in the game, they don’t affect how the heroines perceive
their situation. With comments, selections and her music, she breaks out of the position of an
ordinary puppet.

In terms of looks, Red is the epitome of beauty, fulfils men’s fantasies and is a
character that women would want to play as. The cutscenes or rather the artworks emphasize
more to the male vision. As with other action genres, her femininity is emphasized in a
masculine environment and associated with actions not previously attributed to women, but
with the purpose of drawing attention to her appearance. It must be said that Red adjusts her
clothes to fit at least partially the task that awaits her. The game doesn’t portray her as all-
powerful, which makes her more human. Transistor draws attention away from the female
body by drawing the player’s gaze further into the distance, into an environment that, unlike
the female body, abounds many details. We can also point out that the dominant feature of
Mr. Nobody, his power, is exactly what he cannot use himself. Of the pair of heroes, it is the
male character who sounds vulnerable and emotional. The creators broke the expectations of
the action genre with mechanics that make the game a much slower with even meditative
elements.

All the things mentioned above lead us to the conclusion that digital gaming as a
medium has been undergoing a transformation since GamerGate. This transformation can
come from the authors themselves, who, thanks to creative freedom, play with conventional
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ways of creation, deconstruct it, innovate and sometimes even imitate it. These
transformations in the medium are of course in the interest of the companies, since the
growing number of female gamers brings different demands to the gaming market. Will
female characters (non-binary, transgender, homosexual) become just a marketing strategy, or
will they represent a full-fledged image of these people with their life experiences? Today we
are part of a time when wider society understands feminism as “good”. However, the
unresolved question still hangs in the air, what about feminism in the age of capitalism? Post-
feminism has opened the door to the acceptance of female commodification, self-
objectification, and sexuality that can be subordinated to the male vision if a woman sees it as
her own, if she chooses to do it for herself.

We know from the statistics that the number of female players is increasing. On one
hand, this change in audiences is a consequence of the fact that playing digital games is no
longer perceived as unnecessary, inappropriate, and we can finally talk about the fact that it is
not presented as a purely male hobby. Changes in audiences thus also bring new demands —
and of course these also concern female characters. But the question is, what are the current
female heroes like? We lack research that would show whether contemporary production is
more likely to focus on the presentation of women’s stories, their authenticity. Women of the
21% century are already strong, but we still need to find a way for others to see them that way.
There is still the possibility that game works are ultimately closer to post-feminism, where
emancipation goes hand in hand with beauty, attractiveness, and wild sexuality, even at the
price of being used for commercial purposes or fetishization. The problem of game creation
can also lie in its difference. If the gamers also become a character, can the game be
acceptable if they embody characters that are unsympathetic or don’t accept standards of
beauty?

Acknowledgement: This paper was elaborated within the research project supported by
Slovak Research and Development Agency (APVV) No. APVV-21-0115, titled ‘Hypermodern
Media Culture — Film and Television Production as Mirror of Sociocultural Phenomena of
the 21st Century’.
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HOW TIKTOK IS TRANSFORMING FILM
AND TELEVISION PRODUCTION

Lucia Skripcova

Abstract:

This paper describes the possible implications of short edited videos on TikTok for the film and television
industry, in the context of the fracturing of the attention span of young media audiences. They are exposed to
several audiovisual stimuli at once within a single video, which has a drastic impact on their attention and the
way they subsequently consume film and television production. The article describes forms of video editing and
seeks to answer the question of whether, in the long run, young audiences will have to adapt to established forms
of production or, on the contrary, film and television productions will have to adapt to young audiences and
transform media products in a way that can sustain their attention. Due to the newness of the issue, there are no
specific researches that have investigated this phenomenon yet, so the article is mainly based on psychological
researches on the relationship between attention and social media use, media multitasking, etc.

Key words:
Attention Span. Media Consumption. Media Multitasking. TikTok. Youth Audience.

1 TikTok and Attention

One of the greatest strengths of film and TV series production so far has been their
popularity. Film and series works have enjoyed it more and more in recent decades, the
market has expanded and the fragmentation of audiences, which has emerged as a result of the
overload of media products designed for rapid consumption, has emerged as the biggest
problem (Kang, 2021). The ever-increasing number of production companies, the ever-new
possibilities of production, the boom in technology, the creation of stable fan bases, it all
seemed to be given. The products of this industry have become a stable part of people’s
leisure time (RadoSinska et al., 2022). Until recently, one might have thought that almost
nothing could threaten this stable position. The audience may be changing, but its features
remained stable (Visnovsky et al., 2022). However, this has changed rapidly with the rise of
popularity of short videos on social media, especially on TikTok. The main asset of this
platform is the short duration of the videos it offers. Most of them are around 1 minute in
length, with longer videos being found less frequently. This format quickly became very
popular and significantly reduced the length of “short” videos, which until then were mainly
considered YouTube videos, mostly around 10 minutes in length. The trend of TikTok-style
short videos found its way to Instagram through Reels, to YouTube in the form of Shorts, and
to many other social media platforms as well (Skripcova & Hladikov4, 2022). The popularity
of TikTok is mainly due to the uniqueness of the algorithm, which should offer a personalized
experience for each user based on their preferences. The success of this algorithm is explained
by many authors through the gratification theory, according to which a user will only use the
platform when it provides them with a certain level of gratification based on their needs
(Montag et al., 2021). However, Faltesek et al. (2023) point out that without this hyper-
personalization, the algorithm resembles more like television than social media due to its flow
experience. Despite the global distribution of the popularity of individual social media, where
Facebook has dominated in popularity and users for many years (Kemp, 2023), the situation
in the field of young audiences is different. They consider TikTok to be their preferred social
media (Vogels et al., 2022), and data on time spent on each social media per day is equally
suggestive of this (Qustodio, 2022), as is the tendency for youth to build an addiction to this
platform precisely because of the aforementioned flow of experience (Qin et al., 2022). We
can therefore assess that TikTok is a platform strongly preferred by young people over other
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platforms, as evidenced by the representation of different age categories within TikTok users
in the United States of America in 2022, in which the 18-19 age group had the strongest
representation (Ceci, 2023).

You’re probably wondering what this has to do with film and TV series production.
And the answer is: a lot. There are only a few video formats that rotate within the content of
these short videos, and often there are clips from film and TV series among them. Of course, [
can’t deny production or distribution companies’ efforts to reach viewers in this way as well,
and to try to find an adequate audience for their products. However, that is not what this
article is about. On the contrary, it is about the snippets of film and series productions that
reach the platform through user accounts that have no connection with the official
representation of the media work. These are often accounts whose sole purpose is to post
edited snippets of a media product in order to get as much of the audience’s attention on it as
possible. There would normally be nothing wrong with this tendency. After all, such a trend
has been seen on other social media platforms as well and is not exclusive to TikTok. The
edited videos are ultimately just a product of participatory culture, as described by Delwiche
and Henderson (2013), and we can often gauge the popularity of a media product with an
audience through them. It is also quite common for fans to make edits of works to express
their relationship with a film and series product or their character. However, there is an
interesting change in TikTok edit videos, which is the subject of this article — the film and TV
series snippet itself is not interesting enough for the viewer, so the creators of such videos add
additional auditory, visual or audiovisual material to it, which they try to keep the viewer’s
attention. However, such attentional fragmentation, also called media multitasking, can have a
negative impact on the viewer, especially young viewers, and may even be detrimental to
attention in the long run, as Bulut (2023) argues, but the specific links between media
multitasking and attentional functioning are part of a long-term research that would clearly
show possible links and would also include the influences of external factors (Parry & le
Roux, 2021).

2 Forms of Video Editing

Under the simpler form of editing original material, I mainly include the addition of an
auditory component, most often music. This music is of course not present in the original
work, it may have no connection with the work, and its purpose is mostly to capture the
emotion present in the work or part of it. This musical soundtrack may or may not replace the
original auditory component. Thus, there are videos in which the music is added only to add
to the atmosphere, but also videos that may lose or change their meaning completely by
changing the sound. In the attached examples, the added music performs various functions (all
the attached materials are intentionally screenshotted from the app, so that the number of
likes, comments and user saves can be found next to them). In the first case (Figure 1) it
completely replaces the original auditory component, in the second case (Figure 2) it
complements the place without dialogue, thus it has no distracting elements. In the third case
(Figure 3), the volume of the added component is so strong that the original spoken word is
not understood in some passages, thus losing the meaning of the video (of course, this may
also be the intention of the author, who either does not have the knowledge, how to remove
the original audio component or it is left in this form intentionally so that the viewer has to
watch the video several times in order to understand it, thus increasing its interaction and
credibility in the context of the social media algorithm, which evaluates multiple viewings of
the video as viewer interest). In the case of similar edited videos, there is also often a written
text, which is either the lyrics of a song or in the form of animated and graphically processed
spoken word subtitles, in both cases cut to music, i.e. the words appear in the same cadence as
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they are spoken or sung. This draws the viewer’s attention to the text as it is a moving graphic
element.

For You

CHIODSE YOUR LAST WORDS

#thecrown
ownnetflix #thecrowne... See more

dan

Figure 1: Music replaces the original soundtrack
Source: Danay (2023)

For You

| knew you (tried to change the ending

Peter losing Wendy

Figure 2: Music completes the original soundtrack
Source: I am a lost boy from Neverland (2023)
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edits<3

Figure 3: The music and the original soundtrack are at the same volume level
Source: sk_cz_edits<3 (2023)

I consider a more complex form (and, for the viewer’s attention, rather a drastic one)
of this editing to be videos in which there are several videos playing simultaneously. One of
these videos tends to be the “main” video, and it is usually a snippet of a film or series. The
role of the other videos is to hold the viewer’s attention. These edits may or may not include
subtitles, and they may or may not also include an additional auditory component in the form
of music. Most often two videos are found simultaneously (Figure 4 and 5), but we can also
find 3 videos simultaneously (Figure 6). These “additional” videos have no relation to each
other and are often described by viewers as “satisfying to watch”. There are also clips from
films and series sped up from the original, or combinations of edits from the first form and the
second form.

Fragmentation of attention is undeniable with so many stimuli. In addition to user
videos, this phenomenon is also supported by the TikTok app itself, which offers the ability to
auto scroll videos (normally the scroll is done manually) and also the ability to view TikTok
via a picture-in-picture, i.e. the app reduces its size on the screen but still remains active. That
means that the user can view one app on the phone, but also have TikTok running in some
corner of the screen. When combining picture-in-picture, auto scroll, and multiple videos and
sounds overlapping at the same time, as we described in the previous section, an individual
can be exposed to as many as six or more media products simultaneously (a model situation in
which some app is open, TikTok is running through a window, with three videos running
simultaneously, animated subtitles, video sound, and music playing).

In the context of the topic, I find one more feature of videos edited in this way to be
interesting. Although the selection of the samples for this text was deliberate, in all the videos
I have seen edited in this way on TikTok (dozens of other videos, for which there is no space
in this text), the dominant video was almost always one that was the result of a film or
television production. In very few cases was it another that wasn’t originally a movie, series,
or other TV production.
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Figure 4: Preview of two visual stimuli simultaneously with subtitles
Source: Film (2023)
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#filmesnetflix #filmeseseries .. See more

See translation

Figure 5: Preview of two visual stimuli simultaneously with subtitles
Source: Vn (2023)



MARKETING & MEDIA IDEATITY: Al THE FUTURE OF TODAY | Hypermoderna medialna kultlra vo filme a televizi

211800 @MAE

“ Q Find related content

Figure 6: Preview of three visual stimuli at the same time
Source: Subway Surfers (2023)

3 The Transformation Begins

The reason why I describe these facts and devote so much space to them is that such
habits of young audiences can have a radical impact on film and television production and its
perception. Considering that a typical media product has only two components — the auditory
and the visual (if we do not take into account interactive films or series), it is questionable at
best what impact the reduction of the audience’s ability to hold their attention can have on the
industry, as they are used to watching several different media products (stimuli) at the same
time. It could easily happen that the mainstream films and series that the older generation is
used to and that have been popular for a long time will not be enough for this younger
generation, who will find them too boring, too slow or, in short, “not enough”. Should such a
situation arise, one question emerges: Will the young audience adapt to the medium or will
the medium have to adapt to the young audience?

There are several possibilities for the latter. The first logical solution is to shorten the
length of film and TV series production. More interesting in the context of the shortening of
media product is, for example, the observation that the average length of popular songs has
shortened by about one minute in recent years (Zandt, 2022), so that this tendency is clearly
not only suffered by audiovisual production, but is also manifested in other spheres. However,
I do not think that this is the solution to the problem. The other option is to keep the length
but try to “overwhelm” such audiences with information — plots, characters, visual effects,
editing and so on. The exact opposite approach might be to deliberately prolong a work in
which the narrative unfolds slowly. In such a case, a young viewer could potentially be able to
do another activity at the same time while consuming the media production, but would not
miss the main plot. Another possibility would be to use interactive elements to increase the
immersion of the work, but this is not universally possible in all products. In terms of
accommodating a young audience, the possibilities are quite limited and it is essential to note
that, given their current age, there is as yet no data that can sufficiently describe their
perception and future functioning. Similarly, no research has yet been published that clearly
and in detail maps the impact of excessive consumption of short videos on the attention span



MARKETING & MEDIA IDEATITY: Al THE FUTURE OF TODAY | Hypermoderna medialna kultlra vo filme a televizi

of young audiences, let alone in relation to its potential impact on film and television
production. However, the possible impact is at least acknowledged by Netflix, which has
identified TikTok as one of its competitors (Netflix, 2020), or by some authors who speak of a
change from a binge-watching to a binge-scrolling phenomenon (Kendall, 2021). Most of the
research on TikTok to date tends to be smaller outputs, either addressing partial issues related
to the medium or describing its positive (Y ¢élamos-Guerra et al., 2022) or negative (Yao et al.,
2023; Smith & Short, 2022) characteristics. The topic addressed in this paper has not yet
received sufficient attention and should clearly be the subject of future research that describes
data-driven evidence of the effects that watching videos consisting of so many stimuli can
have on this generation’s attention span, and the impact that this may have on the viewing of
film and television products.

The reason is obvious. If the next generation of audiences is growing up and coming
of age, which will have diametrically different media consumption habits from the current
generation, the media market will inevitably have to adapt and transform. Otherwise, it risks
losing the interest of the younger generation and the inevitable (not only) financial losses that
go with it.

Acknowledgement: This paper was elaborated within the research project supported by
Slovak Research and Development Agency (APVV) No. APVV-21-0115, titled ‘Hypermodern
Media Culture — Film and Television Production as Mirror of Sociocultural Phenomena of
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