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CinEd is dedicated to the transmission of the Seventh Art as a cultural object and material to help conceive the world. To 
accomplish this, common teaching methods were developed based on a selection of films produced by the European partner 
countries. The approach is designed to be adapted to our time, characterized by fast, major and continuous change in the way 
we see, receive, broadcast and produce images. These images are seen on multiple different screens: from the biggest movie 
screens to TVs, computers, tablets and the smallest smartphones. Cinema is an art that is still young,and its end has already been 
predicted many times. Clearly, these predictions were unfounded.

These changes are affecting cinema: therefore, its transmission must take them into account, particularly the increasing 
fragmentation of film viewing on different screens. CinEd publications propose and assert a teaching approach that is sensitive, 
inductive, interactive and intuitive and provide knowledge, tools for analysis and the potential for dialogue between images 
and films. The works are considered on different scales, as a whole, in fragments and with different temporalities– stills, shots, 
sequences.

The educational booklets invite students to freely and flexibly engage with the films; one major challenge is to comprehend 
and relate to the cinematographic images using different approaches: description, an essential step for any analytical process, 
and the ability to extract and select images, organize, compare, and confront them. This includes images in the film being 
discussed and others, as well as images from all visual and narrative arts (photography, literature, painting, theatre, cartoons…). 
The objective is that images will not be fleeting but rather make sense; cinema, in this way, is an especially invaluable synthetic 
art in that it builds and bolsters the perspective of young generations.
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The Blue Tiger is a fairy tale about two children and a blue tiger living in an ancient botanical garden – an environment incongruent with 
its urban surroundings. It thus includes the theme of protecting a piece of nature and the conflict between old and new and conventional 
and non-conventional. The children’s struggle against developers and insensitive, corrupt local politicians is a universal metaphor for the 
uncertainty that today’s world generates in both children and adults. At the same time, however, in thematic terms – albeit in simplified 
form for young viewers – it builds on the tradition of the subversive films made in from of and behind the Iron Curtain in the latter half of 
the 20th century. The world of children is depicted as a world of hope, while the adult world is marked by compromise and despotism. 

The film combines live action and animation techniques. This approach, along with the nature of the original book and the genre of the 
fairy tale played out in the regular fictional world of a contemporary city, presented its makers with plenty of freedom to develop their 
own stylised design. The animated elements in The Blue Tiger are handled very sensitively but also inventively, combining classic 2D 
animation with modern digital methods. 

Several film traditions come together in the film: It builds on Czech films for children and teenagers, which in the 1970s and 1980s were 
successful not only in Czechoslovakia but internationally. Also key, however, is the legacy of European (and beyond) authorial animated 
film of the post-war decades, when filmmakers acquired better conditions for the long-term, systematic development of indigenous, 
artistically original films. 

The Blue Tiger by Petr Oukropec, a debut director and experienced producer, is an important example of a feature-length film with artistic 
merit intended primarily for children of younger school age. This genre virtually disappeared from Czech cinema in the wake of the post-
1989 collapse of the studio system. The director focuses on producing work for children and teens in a systematic manner, however. The 
Blue Tiger has enjoyed success not only in the Czech Republic but also in Germany, Switzerland, Poland and Slovakia.

Original title: Modrý tygr
Premiere: 23. 2. 2012
Runtime: 90 min.
Country of origin: Czech Republic – Slovakia – Germany

Director: Petr Oukropec
Supervising director: Bohdan Sláma
Based on: Tereza Horváthová’s book The Blue Tiger (2005) 
Film story: Juraj Horváth
Screenplay: Tereza Horváthová, Petr Oukropec
Art-Designer: Juraj Horváth
Additional art-designers: Vanda Raýmanová, Jozef Střelec, 
Martin Snopek, Michaela Tyllerová
Cinematographer: Klaus Fuxjäger
Animation: Michal Štruss etc.
Visual effects: Boris Masník (supervision), UPP
Special effects: Trick SF
Producer: Negativ – Petr Oukropec, Milan Kuchynka, Pavel 
Strnad
Co-producers: Blinker Filmproduktion, ARINA, České 
televize, Rozhlas a televízia Slovenska, UPP
Head of production: Ctibor Pouba
Original score: Jakub Kudláč, Markus Aust
Editing: Jakub Hejna
Sound: Jan Čeněk
Set decoration: Henrich Boráros, Michal Šlusar, Jan Orška
Costumes: Andrea Králová

Cast: Linda Votrubová (Johanka), Jakub Wünsch (Matyáš), 
Barbora Hrzánová (Johanka’s mum), Jan Hartl (Matyáš’s dad), 
Daniel Drewes (Mayor Rýp) etc.

WHY THIS FILM TODAY? TECHNICAL DATA SHEET

International poster German poster Slovak poster



4
I-

IN
TR

O
D

U
C

TI
O

N
44

I - IN
TRO

D
U

C
TIO

N

Imagination /
reality  

Fairy tales / politics 

Colours

Nature and animals Old /new
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Johanka and Matyáš live with their parents in an old botanical 
garden in the middle of the city. They don’t fit in at school 
because they are different; they don’t use mobiles and don’t 
wear designer clothes but do read books and are familiar with 
nature. Johanka has difficulties with a nasty school attendant 
but she also has an enormous imagination, with her ideas 
coming alive before her eyes. One day a blue tiger she likes 
to draw really does come to life. It causes traffic jams and 
appears to be eating dogs, which start going missing in the 
old district around the town hall. The whole area, including 
the botanical garden, is due to be razed. A modern district of 
glass and reinforced concrete is due to go up in its place. The 
wicked mayor Rýp takes advantage of the situation, putting 
a price on the tiger’s head, declaring the district dangerous 
and bringing forward the redevelopment date. The garden 
is to be cleared within a month and the children and their 
parents are at their wit’s end. The blue tiger, injured by the 
mayor’s car, finds shelter in the garden.  The children and 
Johanka’s mother help him. When he recovers, the garden 
miraculously comes back to life and numerous rare plants, 
particularly with blue flowers, spring up overnight. Crowds 
of people flock to see the new plants. However it occurs to 
some, including the mayor’s driver Kráčmera, that the tiger 
must be taking shelter there. In the night he tranquilises 
and removes the tiger. The children follow him and uncover 
the mayor’s hideout, in which he has imprisoned not only 
the tiger but also the missing dogs. They call the police and 
a TV crew captures Rýp at the scene of the crime. The tiger 
disappears. The inhabitants of the garden move to a former 
spa and enter a picture of an island. They reach it by boat and 
meet the blue tiger again.

FAIRY TALES / POLITICS
The Blue Tiger is a film in the fairy tale genre, in which good 
battles evil. Good is personified by the idiosyncratic and 
old-fashioned inhabitants of the botanical garden. Evil is 
represented by the brash and unscrupulous mayor, who 
is redeveloping the old quarter. The inhabitants of the old 
district and their children – who like dogs, are always in a rush 
somewhere and are addicted to mobile phones – live in the 
zone between good and evil. Just as traditional fairy tales are 
frequently political (commenting, for instance, on the feudal 
system of the pre-industrial world), The Blue Tiger is also a 
political fairy tale with a anti-globalisation message.    

OLD / NEW
An important motif of the film, developed on a number 
of levels, is the contrast between old and new. The old is 
threatened by the new, as the town is set for demolition 
and replacement by a new district. The world of the central 
protagonists is characterised by old things and retro clothing. 
However, the area of the old district also contains new 
elements. The film’s dialogue of old and new is also present in 
the combination of classic and state-of-the-art 3D animation 
methods.

COLOURS 
The colours in The Blue Tiger are not used merely to create 
atmosphere but also help shape the story itself. The world of 
the garden, the tiger and nature is presented in green and 
blue. The old district is characterised by diversity of colour. 
The world of mayor Rýp is black-and-white. This division of 
colour underscores the contrasts and contradictions between 
the individual worlds. The colours change along with the 
action in the film.

FOCUS SYNOPSIS

IMAGINATION / REALITY
The film is set in an apparently realistic fictional world. 
Johanka is a keen reader and drawer and is presented as a 
creative character with a keenly developed imagination. Her 
ideas come alive before her eyes and in her dreams. However, 
the actual form of the tiger remains hidden from the viewer for 
a long period. In the closing section our heroes abandon the 
garden and set off for the world of imagination. The playful 
mood of the final scenes makes, that the viewer doesn’t take 
the escape from the reality of our time pessimistic.

NATURE AND ANIMALS
The botanical garden, the animals and the garden’s residents 
refer to the archetype of the natural and authentic. We 
encounter the positive depiction of nature and authenticity 
quite frequently in art (paintings, novels…). The wild animal 
represents freedom, unrestraint and natural wisdom. The 
profuse plants in the greenhouse become a hiding place and 
shelter. The children haven’t been deeply infected by modern 
civilisation yet, or can at least be set right. The adults that are 
close to nature (the mother and the botanist) are presented as 
knowing more than others.
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CONTEXT 

GLOCALISATION
The Blue Tiger can be characterised as a supremely glocal film that explores global problems but 
at the same time focuses greatly on local tradition and context. Thanks to its theme of the fight 
against the redevelopment of an old town the film is located within the greater international 
context of beliefs, primarily built on protest and activism, along the broad spectrum between 
leftist anti-globalisation movements and local, urban community and neighbourhood projects 
linked, for instance, to the battle against gentrification of urban districts. The film is strongly 
locally defined – a viewer familiar with Prague will surely recognise that it was filmed in the 
Karlín district. On the other hand, the location is not clearly referred to in the story and it could 
be set in a different, elder or even made-up European city. 

POLITICAL CRITICISM IN YOUTH FILMS   
The Czechoslovak New Wave in film, which had enjoyed success throughout the world, was 
forcibly repressed following the occupation of Czechoslovakia by Warsaw Pact troops in 1968. 
Most of that generation of filmmakers were silenced for several years in the early 1970s and a 
number went into exile. The situation improved, very slowly, from the late 1970s on. However, 
there was still no artistic freedom and filmmakers frequently employed metaphor and allegory 
to comment on topical issues. From then until the 1989 change of regime the most noteworthy 
projects tended to emerge beyond the mainstream. 

It is no coincidence, therefore, that the genre of films for children and young people, less 
actively monitored by censors, blossomed in the 1970s and 1980s. Youth films became the 
domain of a generation of young filmmakers who, with difficulty, made their debuts in those 
decades. They typically follow on from the early films of Miloš Forman while also delivering 
unambiguous political content. Their young heroes of the films like Just Whistle a Little (Jen si 
tak trochu písknout, dir. Karel Smyczek, 1980), A New Boy Started Today (Dneska přišel nový kluk, 
dir. Vladmír Drha, 1981) of Juice Novel (Džusový román, dir. Fero Fenič, 1984),  with whom the 
viewer sympathises, run up against the incomprehension and rejection of the older generation 
of their parents and teachers. The older generation’s attitudes are duplicitous, stupid and 
inauthentic. It is perhaps just here that we can locate the roots of the reason a number of adult 
characters in the film The Blue Tiger are depicted more negatively than is common in European 
children’s films.

Just to Whistle a Bit  
(dir. Karel Smyczek, Czechoslovakia 1980)
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THE DIRECTOR AND HIS WORK 

Director Petr Oukropec (born 1972) grew up in the family of a television technician and visited 
sets from a young age. Nevertheless, he didn’t shoot his debut film The Blue Tiger until the age 
of 40, when he had already built up a highly successful career as a film producer over almost 20 
years. Oukropec first won attention in 1994 when he managed to turn the student graduation 
film Indian Summer (directed by Saša Gedeon) into an international coproduction that enjoyed 
major success both with Czech audiences and at international festivals. In 1995 he co-founded 
one of the most important independent production companies in Central Europe, Negativ; it 
exists to this day and specialises in authorial and art films. The company has collaborated with 
leading Czech directors such as Bohdan Sláma, Helena Třeštíková, Marek Najbrt and Michaela 
Pavlátová over many years. Negativ has also done ground-breaking work in bringing authorial, 
feature-length documentaries, as well as experimental and animated films, into Czech cinemas. 
Petr Oukropec’s career also has an interdisciplinary nature. He has served three times as general 
manager of the Prague Quadriennale, a major international festival of theatre scenography, 
and was also involved in the project One Hundred Years of the Czech Philharmonic. Since 2003 
he has also been a member of the teaching staff, focused on production, at the FAMU film 
school, where he heads his own production workshop. 

Petr Oukropec began focusing extensively on his own authorial projects at the beginning 
of the millennium after moving with his family to the small West Bohemian village of 
Těchovice in the foothills of the Šumava Mountains. There he set up an amateur theatre 
company, named Zmrzlík, in his barn. Intended as a project to support the local community, 
it grew into a successful cultural phenomenon known beyond the region. At present the 
company has 100 members and its performances draw audiences of up to 3,000. The theatre 
saw Oukropec combine his organisational skills and authorial work. He began focusing 
on staging, which he soon utilised to great effect in his own film work. Commenting on 
the journey to doing his own projects, he said it was as if he had found his own audience:  
“I’ve been doing an amateur theatre project in which I feel that, over 15 years, I’ve cultivated a 
multi-generational audience that understands the language that I infuse it with. I’ve tried lots of 
genres there, working with actors, non-actors and children. The sense that I have an audience gave 
me the confidence to make The Blue Tiger.” 

Director Petr Oukropec made his debut with the children’s film The Blue Tiger in 2012. It was 
preceded and followed by systematic viewing and production work in the field of films for 
children and young adults. Despite the film’s success its maker didn’t rush into making 
other films and continued to concentrate on organisational, theatre and teaching activities. 
Oukropec’s second picture In Your Dreams! premiered in 2016. Working with screenwriter Egon 
Tobiáš, the director shifted his attention to the subculture of teenagers dedicated to parkour. 
Though the form is different, this film retains many storyline elements that are close to The 
Blue Tiger. Once again the hero is highly independent, a strong girl with a sharply developed 
imagination who struggles against the incomprehension of those around her and finds it hard 
to distinguish between reality and dreams. For now Petr Oukropec’s most recent film, it had its 
world premiere at the 2016 Berlinale as part of the Generation 14+ competition.

Petr Oukropec with the actor who plays Matyáš  
during the filming of The Blue Tiger

In Your Dreams! (Ani ve snu!, 2016, dir. Petr Oukropec)

1 Miloš Kameník: I do not want to make purely realistic films. An interview with director and producer Petr Oukropec.  
Film a doba – Special English Issue 2016,  p. 12-16.
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SELECTED FILMOGRAPHY: 

Producer (frequently in cooperation with Pavel Strnad):

Indian Summer (Indiánské léto, 1995; dir. Saša Gedeon)
Whisper (Šeptej, 1996; dir. David Ondříček)
The Return of the Idiot (Návrat idiota, 1999; dir. Saša Gedeon)
Who Will Guard the Guard? Dalibor or The Key for Uncle Tom's Cottage 
(Kdo bude hlídat hlídače? Dalibor aneb Klíč k Chaloupce strýčka Toma, 
2002; dir. Karel Vachek)
A Country Teacher (Venkovský učitel, 2008; dir. Bohdan Sláma), 
Night Owls (Děti noci, 2008; dir. Michaela Pavlátová)
Ivette and the Mountain (Ivetka a hora, 2008; dir. Vít Janeček)
Four Suns (Čtyři slunce, 2012; dir. Bohdan Sláma)
Miracle (Zázrak, 2013; dir. Juraj Lehotský)

Director:

The Blue Tiger (Modrý tygr, 2012)
In Your Dreams! (Ani ve snu!, 2016)
 

THE FILM WITHIN THE CONTEXT OF THE WORK

ORIGINAL BOOK
The book The Blue Tiger was published in 2004 by the small alternative imprint Baobab, which is 
focused on authorial books for children. The publishing house is owned by Tereza and Juraj Horváth, 
a married couple. Tereza Horváthová wrote The Blue Tiger, while Juraj Horváth, an established Czech 
graphic designer, illustrator and teacher, gave it an original visual style. The book met a positive 
response from critics and readers and is today a quite well-known work of Czech children’s literature.

Both authors belong to the same generation as Petr Oukropec and all three are also linked by 
departure from the city for the countryside – the Horváths live in the picturesque Southern Bohemian 
town of Tábor, where at the time the film was being made they were bringing up five small children. 
That family lifestyle also influenced the screenplay. Short on time, Tereza Horváthová wrote the 
book over a full four years and also faced time pressures when it came to writing the screenplay. She 
recalled this period in an interview: “When Petr Oukropec saw that I needed more time he organised a 
camp for all my children. Thanks to this I got a week for writing and the foundations were established. I 
also used my husband for baby-sitting… In the end Petr and I finished the screenplay together.”2 

In the book Johanka is closely associated with reading and books and Tereza Horváthová doesn’t 
hide the fact that the character is greatly influenced by her own childhood experiences in totalitarian 
Czechoslovakia: “In part it’s me and in part I drew on my imagination to create her. I spent my childhood 
in books. I couldn’t pull myself away from them. I was also quite strange to others, actually. I suffered 
quite a bit just having to go school.” Looking back, Tereza Horváthová also explained the motif of the 
slap received Johana gets at school in both the book and the film: “I really was slapped. By the school 
attendant.”3

PROJECT DEVELOPMENT 
The film differs in many ways from the original book. The storyline is simpler and easier to follow. 
The narrator’s notes on page margins disappear, as does, for instance, the bad son, Fiškus Tuš. The 
concluding plot also changes fundamentally. However, what is more important is the overall concept 
that the screenwriters, director and creator of the film’s visual style made use of in the change of 
medium. The book is a tribute to children’s literature – the main character is a passionate reader 
whose powerful imagination has been developed by the world of literature. It contains a number of 
literary quotations and makes full use of the specifics of written language, which enables the story to 
loosen up and allows for leaving the border between dreams and reality undefined. For this reason 
the manner in which the material was brought to the screen was key to the conception of the film.
 
Tereza Horváthová wrote the first version of the screenplay herself, with Petr Oukropec collaborating 
in subsequent phases. The book’s illustrator and the creator of the film’s design concept, Juraj 
Horváth, undoubtedly also played a crucial role at this stage. The most important shift between the 
book and the film was the replacement of intensive literary reflection by a very powerful, stylised 
visual component inspired by selected motifs from the book. This change plays out in both the 
storyline – e.g., in the film Johanka’s interest in literature is toned down in favour of her drawing – 
and in formal terms. The film works with colours and the visual stylisation of the mise-en-scène and 
also combines live action sequences with animated parts and elements.

2  Josef Musil: Tereza Horváthová: There’s a bit of me in Johanka from The Blue Tiger. I was also slapped. Táborský deník 22. 10. 
2011. Accessible online na WWW: https://taborsky.denik.cz/kultura_region/horvathova-johanka-z-modreho-tygra20111020.
html.

3 Ibid.

Illustration - The botanical garden in the book The Blue Tiger
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ANIMATION TECHNIQUES

Animation enters the live action film mainly via Johanka’s visions and dreams in many forms: from 
hand-drawn animation to combined hand-drawn and digital animation to state-of-the-art digital 
3D animation. However, in the same spirt in which the old, traditional city and the botanical garden 
are celebrated in the action, the form of the film pays tribute to primarily traditional animation 
techniques. Though most of the animated sections in The Blue Tiger were digitally generated, there 
is rather conspicuous usage of animation techniques that reference the past. By contrast, modern 
special effects techniques and 3D animation were employed if anything in an inconspicuous, 
economical manner – for instance, for the colour and light affects around the tiger or in the “realistic” 
shots of the plants that shoot up in the greenhouse. 

Animation represents one plane of the film’s design. Classic hand-drawn animation is used in a shot 
that can be understood as a tribute to the beginnings of animation. Johanka is going through a 
notebook she has drawn in. First she tries out the thaumatrope effect of opening the tiger’s mouth 
by rotating and returning the sheet of paper quickly. A tiny, hand-drawn animation gag between the 
tiger and mayor Rýp, whose face is also replaced by an animated photograph, plays out on the next 
double page. We also find digital stop motion animation in other places in the film – for instance, the 
yawning tiger drawn on the school desk. Digital techniques are also used several times to combine 
hand-done drawings with live-action scenes (the school attendant, the bath at the municipal baths, 
the attack on the mayor).

Another distinct group of animated passages work with the ancient technique of cutout animation. 
Johanka’s dream sequences with the tiger, the drawn island and the silhouette of the now-recovered 
tiger running in the botanical garden are very close to the illustration style found in the book. The 
cutout animation, although in this case created digitally, also refers to the whole long tradition of 
cut-out films, specifically to the work of the German animator Lotte Reiniger, who – inspired by Asian 
shadow theatre – worked with cut-out paper silhouettes from the 1910s on. (See the Pedagogical 
Activities – Animation of the Figures)

INSPIRATIONS

The film The Blue Tiger contains many formal, thematic and motif elements that refer to other works 
from Czech and Slovak cinema, as well as to techniques popular in games and frequently reproduced 
on the internet. Let’s consider a few examples. 

A child hero defining himself in relation to the world and his supernatural friend
1 – Le ballon rouge (1956, dir. Albert Lamorisse)
2 – Lucy, Terror of the Street (Lucie, postrach ulice, 1984, r. Jindřich Polák)
3 – The Blue Tiger (Modrý tygr, 2012, r. Petr Oukropec)

The book cover and film shot of poster sticking (0:33:30) refer to a similar visual motif of the blue tiger 
silhouette.

Illustration - Hand-drawn 
animation in the film 
The Blue Tiger (0:27:53-
0:28:13)

1 22 3
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Awareness of the tradition of cut-out animation
4 – Die Abenteuer des Prinzen Achmed (1926, r. Lotte Reiniger)
5 – The Blue Tiger (Modrý tygr, 2012, r. Petr Oukropec)
6 – The Sorcerer’s Apprentice (Čarodějův učeň, 1977, r. Karel Zeman)
7 – The Blue Tiger (Modrý tygr, 2012, r. Petr Oukropec)

The magic of the chain reaction 
8 – Der Lauf der Dinge (1987, r. Peter Fischli – David Weiss) 
9 – AMAZING!!! Chain Reactions, popular youtube video, 2017)
10 – The Blue Tiger (Modrý tygr, 2012, r. Petr Oukropec)

4

6

5 8 9

10

7
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INTERVIEWS

FROM MILOŠ KAMENÍK’S INTERVIEW WITH PETR OUKROPEC FOR JOURNAL FILM A DOBA4

On learning to be a director
With Saša Gedeon we went all the way from FAMU to the actual practice of filmmaking and I was 
there every little step of the way. It was similar with Bohdan Sláma who moreover supervised my 
directing of The Blue Tiger. You learn the craft by watching other people do it, but at the same time 
realize what your own language is.  The choice of your closest co-worker is also something that to 
a degree determines what kind of pressure you put yourself under, in that they try to get the best 
out of you. It is through discussions with your cinematographer for instance that your sense of the 
visual grows.

On films for children and young audience
My own family and children are very important. I feel a need to be comprehensible for them, to have 
them understand what I do. I had no ambition of making cinema for grown-ups, to compete with 
our “own” authors whom we´re looking after. I am also searching for the principle of inner purity 
and freedom of children, the conflicts inherent in growing up, the stories of first wounds, which to 
me represent the most important moments of a person´s formation. I believe that even though 
the stories are always similar in their essence it makes sense to re-visit them in every age. I have a 
feeling that I understand child characters. I respect them and want to elevate them to the level of 
grown-up protagonists. 
[…] The golden age of Czech films for children went hand in hand with extraordinary books 
for children. There were more of those then. Contemporary Czech literature is still recognized 
internationally, but the books that are written are mostly illustrated short stories for the youngest 
readers. A contemporary dramatic story with more complexity and intended for older children is 
something that you don´t see that often around here. Earlier some authors weren´t allowed to write 
for a grown-up audience, which drove them to children´s films. Today the situation is more complex.

On The Blue Tiger
I always search for a protagonist to catch my attention. They need to be carrier of something that 
I find important and which has certain tension to it. This is the key aspect, then there are dozens of 
others. It is most difficult for me to choose the right topic. […] I did not want to make purely realistic 
films. In The Blue Tiger, the animation and fantasy serve as a tool of childhood rebellion which 
compensates for the impossibility of revolt against external conditions, the eviction situation and 
the fact that there is something not really good happening to the family. […] Even the theatre plays 
I worked on were visual. I do the stage design myself, there is always some sort of scenographic 
principle around which I base the production. I have a costume designer or someone else who brings 
some extra visual flair and whom I at the same time direct by giving them a certain assignment. I 
am nevertheless open to these people bringing some sort of added value of their own. […] With The 
Blue Tiger it was different. The book itself is visual, Juraj Horváth is a genius illustrator and I knew 
that I needed to move or transport to the film the kind of visual imagery which was already given 
by the book.

FROM TEREZA CZ DVOŘÁKOVÁ’S INTERVIEW WITH PETR OUKROPEC FOR CINED5

On initial inspirations 
I didn’t have any particular directorial model or prototype, even though I naturally have my 
favourites: Jiří Trnka, Wes Anderson, Michel Gondry and many others. But I did really study in depth 
the preserved screenplays of Ota Hofman. I compared the literary originals with the screenplays, the 
differences between the literary and technical screenplays and so on. I realised the huge significance 
for Czech children’s films of Ota Hofman, as an ideal dramaturge, screenwriter and author of books. 
Films could be made using his screenplays today because the language is completely contemporary 
and personal. Hofman is on the children’s side. He doesn’t caricature, mock or simplify anything. In 
him I perceive a clear view into the spirit of children and an awareness of all of their possible hidden 
places. In Ota Hofman the basic dramatic structure is always completely functional. I really admire 
his work. I see specific, direct inspiration for my work above all in his ease and playfulness. 

The world of the film and the story
The world of a children’s film must be created in a playful and simple form. Graphic style is the 
foundation – a pictorial approach links the children’s world with film, because film language can 
use the image as the essential means of expression. The glut of kitsch, which we mainly see in 
animated film at the present time, is fortunately weakened in the Czech Republic thanks to the 
strong tradition of Czech authorial signature. That tradition persists in literature, but it’s beginning 
to fade in live-action work. That’s another reason I went in this direction.
 
The book The Blue Tiger functions as a mosaic. Film is a story and it was necessary to make the main 
storyline stronger. Voluntarily and consciously I choose to employ stylisation in which the adult 
world, the character of Rýp and those around him, is caricatured and exaggerated. By contrast, 
the children are depicted as normal, natural, alive. The subversive motifs, which relate to Tereza 
Horváthová’s autobiographical input, are very strong already in the book. Alongside childhood 
memories, Tereza Horváthová conducted an internal battle in the book with her former classmate, 
who at that time was mayor of Prague. The film is about a little girl’s freedom, which she doesn’t 
want to lose. The manner in which Johanka will not be broken is intended to be inspirational. 

4 Miloš Kameník: I do not want to make purely realistic films. An interview with director and producer Petr Oukropec.  
Film a doba – Special English Issue 2016,  p. 12-16.

5 The interview took place in Prague on 5. 3. 2018.
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CHAPTERS IN THE FILM

3. As they walk through an old district by a railway 
viaduct the children count animals. The mayor’s car 
drives arrogantly through the district, almost run-
ning over a dog. The strict school attendant waits 
for the children to go in school attendant gives her 
tiny dogs a quick look (04:08).

4. Johanka doesn’t have the obligatory indoor shoes. 
The attendant confiscates her outdoor ones and she 
has to go to class barefoot. The children are learning. 
A lesson about flowers, but don’t know much. Only 
Matyáš knows everything. The teacher takes the child-
ren’s electronic devices and mobiles so they pay atten-
tion. Even In the classroom, Johanka doesn’t pay atten-
tion; she just reads and draws (06:18).

6. Johanka and Mayáš run away from school and 
discover a former spa. Johanka plays and the ope-
ning titles’ animated island comes to life on the 
wall. But only she can see it (11:41).

1. Titles and animated island (00:00).

5.The mayor shows the children a visualisation of 
the redevelopment of the city. The children learn 
that the garden too will be demolished (8:51).

2. Morning at the botanic garden. Johanka and 
Matyáš meet in the greenhouse. Matyáš’s dad, a 
botanist, and Johanka’s mum, a cashier and clea-
ner, speak together, as if arguing (00:30).

8. Classmates take Johanka’s indoor shoes. The 
conflict with the attendant intensifies, with the 
woman slapping Johanka. She gets a nosebleed 
and sees a silhouette of a tiger on the ceiling 
(15:33).

7. Johanka speaks to her mum about her visions 
and running away from school. In her animated 
dream the blue tiger sails past the viaduct in a spa 
bath (13:35).

III – ANALYSIS

11. The mayor encounters the blue tiger, which 
is still a cub. It occurs to him that the pres-
ence of a dangerous animal may have benefits 
(26:36).

12. During an argument between Johanka’s 
mum and the attendant over the slap the 
latter’s dogs vanish. Panic breaks out in the 
area. Other dogs go missing too and people 
are even afraid of little cats (27:52).

9. The tiger causes a traffic jam by the viaduct 
and the first dog vanishes on the street (18:14).

10. The mayor comes to inspect the garden and 
the children imagine ways to get revenge on 
him. During a lecture at the greenhouse a bo-
tany professor explains that a blue tiger could 
exist (20:53).

Note: The Chapters do not match definitions of the scenes, most chapters contain several scenes.
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14. Johanka finds the tiger and calls Matyáš and 
her mum. She thinks herbs will help him reco-
ver. The council decides to speed up the old 
district’s demolition. The animated blue tiger 
again appears in Johanka’s dreams – he passes 
the viaduct and pricks a cloud with a clock 
hand, causing rain (38:36).

13. The children look for the tiger. The mayor’s 
car injures it and it hides in the botanic garden 
(33:19).

16. The tiger recovers in the night and performs 
a miracle. In the morning the greenhouse re-
sembles a jungle covered in blue flowers. Dad 
and the professor examine the new plants. 
Newspapers write about the garden and 
crowds flock to it (54:38).

15. The garden receives a town hall order to 
move. The tiger is sick and doesn’t eat. The 
father smashes the radio when he hears the 
mayor speak about redevelopment. The media 
criticize the mayor over the tiger and he orders 
Kráčmera to hunt down the animal (47:19).

19. Kráčmera and the mayor lock the tiger up 
in a cage in a room where the missing dogs are 
also in cages. They discover Johanka, but the 
parents arrive and free her. The blue tiger di-
sappears from the cage in the dark. The police 
and a TV crew appear and the mayor’s actions 
are exposed (01:14:17). 

20. The garden’s inhabitants move to the spa. 
Now Matyáš and mother also see the picture on 
the wall. The four sail toward the island. Johan-
ka walks ashore and greets the now adult tiger, 
who emerges from the jungle. The closing titles 
appear in the sky above the island (01:18:22-
01:27:33).

17. The classmates aren’t the only ones who think 
the tiger might like the garden. Kráčmera also looks 
for the tiger there and finds it. Dad encounters the 
tiger and the animal also has a miraculous effect on 
him – the impasse in communication between him 
and Johanka’s mum is overcome and she invites 
everyone to dinner (01:01:03).

18. Kráčmera’s daughter discovers the blue 
tiger and is enchanted. On his daughter’s insis-
tence Kráčmera hunts and catches the tiger. 
Matyáš and Johanka follow him to an old buil-
ding. Johanka stands guard and Matyáš runs for 
help (01:09:10).
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CINEMA QUESTIONS

HIDDEN TIGER – SHOWN TIGER

The tiger hides and reveals itself again. The transformation of those situations is reinforced by 
the frequent change of the visual and filmic style of individual shots and scenes. The character 
of the blue tiger is so distinctive that the makers could afford to experiment. In addition, 
the principle of transformation is a reference to the literary and reflexive nature of the book 
on which the film is based – it avoids providing readers with a clear concept of the tiger’s 
appearance, instead encouraging their imaginations. 

The Blue Tiger is a symbol of unrestraint and imagination and the tiger’s key characteristic is its 
elusiveness and mutability, which can be graphically illustrated using these examples:

• The favourite animal in the drawings of Johanka’s imagination has started to move, 
before her eyes but also before those of viewers – the tiger is able to yawn or move. The 
other characters do not see this.

• The tiger enters Johanka’s dreams several times as a dream-like image of a tiger. It is 
visually stylised and anthropomorphised, walks on two feet and comes across as a calm, 
wise guide. The viewer may think that these scenes refer to Johanka's lost father. 

• Following the conflict with the school attendant and the slap it is as if the status quo 
pertaining to the world and Johanka has been disturbed. The tiger, only seen by the 
audience, transforms into an entity also visible to others. But we do not yet know what 
it is. The tiger is born out of a shadow on the ceiling and the shadow escapes through a 
window to the street. 

• People are afraid. There is said to be a large blue tiger, a beast of prey, walking the city. 
But we don’t know what it is or how it looks. The tension in that music that accompanies 
the shadow of the big cat in the streets of the old town sparks our imaginations (Pic. 1), 
as do blue and white posters featuring its silhouette and offering a reward for its capture. 

• The viewer´s expectations are deflated. The dangerous big cat is “in reality” just a tiger 
cub. Cute, unaggressive and lost in the city, although clearly very special and enchanting 
(Pic. 2). 

• Several times we perceive the presence of the tiger via its subjective perspective. A 
widescreen lens distorts the picture and reality is exaggerated (the near is nearer, the 
distant further away). The camera’s view of the surroundings is low and fast-moving.

• Once the tiger is discovered by the audience it begins to hide in a different way. The 
botanical garden, to which it retreats, serves as both a refuge and a hideout. It is no 
coincidence that it becomes increasingly bluer and wilder and the tiger blends in. 

• When the tiger is found in the cage and is about to be liberated, the animal disappears in 
the darkness (Pic. 3). What first appears to a retreat from the light turns out later to be a 
permanent departure from Johanka’s world.

The tiger is a feline beast and feline beats need to be invisible in nature. It is a creature of the 
night and therefore several important turns in the action occur at night. When the tiger hides 
in the botanical garden it is evening. We are still not entirely certain how it looks. But we do 
explore the floor of the botanical garden from the tiger’s perspective. We leap with him onto 
the edge of a pool and peer into it. This is followed by an inconspicuous edit but the viewer 
may still have the sensation that he will see himself in the reflection of the water. Instead, he 
sees the tiger (Pic. 5). The tiger doesn’t seem to be dangerous. It drinks water out of thirst.  
The change of atmosphere from tense to playful is underlined by the musical motif.

Pic. 1

Pic. 3

Pic. 5

Pic. 2

Pic. 4

• In the final scene the tiger changes form for the final time. It emerges from dense 
vegetation on the island, greeting Johanka with a look. It is different – large, powerful, 
confident. An enchanting wild animal in the midst of nature bereft of civilisation (Pic. 4).
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THE IMPORTANCE OF COLOUR IN THE STORY OF THE FILM 

Colours are used in films as a basic aesthetic element but also as an expression, or an accenting, 
of mood and feeling. This can concern colours that are natural (even if the colour of a scene 
isn’t the same as the colour of the subject in front of the camera) or artificially modified – overly 
saturated, muted or tinted in a single shade.6 Since the inception of cinema, colour has been 
connected with attraction as well as with trick film. It was used a great deal in early film and 
was wonderfully employed by Georges Méliès. The tinting of film scenes in particular colours 
followed conventions that made it easier for viewers to orient themselves in the action while also 
reinforcing the atmosphere of a scene. 
The convention of tinting is very close to the employment of colours on the film screen as a 
specific metaphoric or symbolic element helping to shape the story. The best-known filmmakers 
to draw on the potential of colours include the Russian filmmaker Sergei Eisenstein, who began 
experimenting with colour in his famous black and white picture The Battleship Potemkin, in 
which he coloured a flag red in order to emphasise the significance of that political symbol and to 
boost the emotional impact of the scene (Pic. 6). Several years later Steven Spielberg made similar 
use of colour when in the black-and-white film Schindler's List, in a scene from the Nazi massacre 
of the Krakow ghetto, he coloured a little girl’s coat red; this drew the audience’s attention to her 
forlornness and flight, while also symbolically underlining the motif of a defenceless child faced 
with the force of the Holocaust (Pic. 7).

An even more direct level of interpretation is offered by a number of films with a pop culture 
focus. A famous example is Alfred Hitchcock’s Marnie, in which the colour red is unequivocally 
employed as a sign and trigger of the female protagonist’s mental illness, as well as a 
psychoanalytical metaphor of her disturbed sexuality. In a scene featuring red ink the colour of 
the setting is forced into grey tones. This makes a drop of ink on a white blouse, which sparks a 
panic attack in the protagonist, stand out even more (Pic. 8 and 9).

In Tarantino’s epic Kill Bill the heroine is associated with the colour yellow. Her yellow jumpsuit 
is a direct reference to Game of Death, the final film by the action legend Bruce Lee, who died 
during the shoot. Yellow is the colour of the setting sun, which refers to Asian tradition, but it 
is also a symbol of anxiety and ill fate and of the imbalance and madness of the protagonist. 
Last but not least, there is great use here of the aesthetic function of the colour yellow, which 
creates an elegant combination with red (blood) and black. Yellow was understandably used as 
the colour of the film’s advertising visuals and marketing campaign (Pic. 10). We can find many 
similar examples in the history of film.

The makers of The Blue Tiger – with an awareness of the broader context– work with colour as a 
story-shaping element. They create specific colour tones with their own meanings. The central 
character of the blue tiger and the botanic garden, just like the animated dream sequences, are 
linked to the colours blue and green, which we can interpret as the colours of nature, plants 
and the sky. In addition the characters of Matyáš and his father are mainly associated with light 
blue and khaki, corresponding to their connection to nature. The old district and the school 
are predominantly multi-coloured with an accent on warm tones, which corresponds to the 
urban environment’s diversity and degree of emotion. The world of the mayor and his team is 
very thoroughly depicted devoid of colours – in black, white and shades of grey (Pic. 12). We 
perceive the major as a man without scruples or warmth and the world of the new district as a 
place bereft of emotion or humanity. From the beginning, warm red and yellow tones prevail 
in the clothing and home of the female lead Johanka and her mother (Pic. 11). Gradually, 
however, the characters start to wear shades of blue. In the closing scene all four characters are 
clad in rich blue tones and depart into the world of the picture in blue-green colours (Pic. 13). 
They are pulling free of the imperfect world of urban daily reality and embracing the fairy tale 
territory of the blue tiger and the ideal world of nature. 
In parallel with changes in the colour of the residents’ clothing and the heightened greenness 
of plants, the entire tinting of the film changes, switching smoothly from warm to cold tones 
(the difference between Pic. 11 and Pic. 13).

Pic. 6

Pic. 8 Pic. 11 Pic. 12 Pic. 13

Pic. 7

Pic. 10

Pic. 9

6 The subject of colours in film is explored in depth by the Cinematheque francaise educational project “Le Cinéma, cent 
ans de jeunesse” http://www.cinematheque.fr/cinema100ansdejeunesse/en/cinema-questions/all-the-questions/colour/
ressources.html (quoted as of 20. 6. 2018, in English and French).
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OLD AND NEW

Though The Blue Tiger is set in the recent past, the film’s dramaturgy was greatly inspired by 
the strong 1970s and 1980s tradition of Czech children’s and family films. The story is slower 
and less action-based than is common in contemporary films for school-age children. Greater 
accent is placed on mood, but also on making the film’s heroes more distinctive, even at a cost 
of delineating the main characters in contrast to their surroundings. 

As a central theme of the film’s story, the conflict between old and new is also reflected in the 
approach to usage of expressive means. The mise-en-scène combines retro and new elements 
in a carefully conceived manner. The world of the botanical garden is old-fashioned, bringing 
to mind the turn of the 20th century (Pic. 14). Most of the objects and buildings found there 
are faded and worn-out. The clothing of the garden’s residents is also in a retro style. The old 
quarter is presented as a sphere between the old and the new– the streets around the old 
railway viaduct aren’t well-kept but also feature modern elements (Pic. 15). The school is Art 
Nouveau from the outside but Modernist inside. The cars we see have been on the road for 
several decades. In contrast with the old stands the vision of the New Town, which is presented 
as clean, well laid out and safe, though also homogenous, inhuman and bereft of colour. 

The contrast between old and new influences the selection of camera perspectives. The old 
world is depicted as the familiar world of our childhoods (resp. those of the film’s makers, who 
were born in the first half of the 1970s) and intimate lives: we enter the children’s home and the 
nooks and crannies of the botanical garden (Pic. 16). By contrast, we never get a complete view 
of the New Town, only catching fragments – parts of new buildings and a construction site (Pic. 
17). This approach prevents the viewer from identifying with a place we are meant to perceive 
with the eyes of the heroes, meaning as a hostile, unfamiliar space.

The old-fashioned nature of The Blue Tiger was a major inspiration for the development of 
its visual style and the use of specific animation techniques that attempt to emphasise older 
and traditional methods of producing animated films. Animation only appears in the world 
of the botanical garden and the old district and does not appear in the New Town. Several 
shots even contain hand-drawn animation. Most of the animation in the film is done digitally, 
albeit following the classic hand-drawn animation aesthetic. Pronounced digital animation is 
used very sparingly and inconspicuously in the film (see the Animation Techniques chapter).  
A similar approach is adopted with the plentiful use of music, in which acoustic brass and string 
instruments accompanied by analogue effects – mechanical sounds and sounds of nature – 
dominate. Though musical post-production makes use of digital technology it also pays tribute 
to classic sound. 

Pic. 14

Pic. 16

Pic. 15

Pic. 17
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ANALYSIS OF THE FILM FRAME 

JOHANKA ON THE SAND (CHAPTER 6 - 0:11:50)

Context
Johanka and Matyáš run away from school, where they’ve learnt of the planned 
demolition of the old district. On their way they discover sand in the courtyard of an 
apartment building. It is evidently an abandoned building site. They lie down on the 
sand. While Matyáš suggests going back to school, Johanka, gripped, observes birds she 
sees in the sky in the gap between buildings. This is followed by a scene at the municipal 
spa, which begins with a similar slow shot of the glass roof of the municipal spa with 
silhouettes and cries of the birds that fly above it.

Description
The scene is captured in an American shot (a size of shot in which most of a character is 
captured). We see a child – Johanka – lying on the sand. It's as if she is lying with head 
down, which may be interesting or surprising. Warm tones – shades of brown, ochre and 
red – predominate (compare Film Questions – Transformation of Colours). The soft 
light and gentle shade beside the character reinforces our sense that it is an exterior shot. 
The dominant element is the diagonal line from top left to the right-hand corner. The 
composition, in the standard widescreen format, has an aspect ratio of 1:1.85. It is elegant 
and makes intuitive use of golden ratio. The camera has an overview, roughly from the 
point of view of an unbiased observer. It is sometimes lower, for instance at the foot of 
a sand pile. Johanka is lying and her position conveys a sense of calm. The direction of 
her gaze creates another imaginary diagonal, this time in the direction from bottom left 
gently toward upper right. The girl instantly looks interesting. The hand-drawn watch 
on her hand and bag filled with an old-looking copy book and crayons suggest she is 
creative and enjoys drawing. However, the picture itself tells us very little about where 
and for what reason she may be lying. It leaves plenty of room for our imaginations.

Naturalness 
The child behaves naturally, lying in the sand though that is neither practical nor 
hygienic. In this scene Johanka is closely associated with the earth and nature, even 
though she is in the midst of civilisation. Her hands touch the sand intensively (compare 
Key themes – Nature and animals). Those unfamiliar with the film could imagine that 
the character is lying on a sand dune in unspoiled nature, for instance. The naturalness of 
Johanka’s behaviour is also connected to her freedom. An independent outlook, clothing 

far removed from the ideals of designer fashion, instead of a mobile phone an exercise book and 
crayons – all of this shows that the character lives by her own rules and doesn’t succumb to the 
pressures of her surroundings. 

Let-up
The scene makes a very calm impression on us and doesn’t suggest that the children have just run 
away from school and are going through upheaval. Johanka hasn’t succumbed to panic but has 
broken free from reality by halting it. Concentration on the current moment is an important element 
of this scene and of the whole shot. We have a sense of safety and contemplation. Johanka's gaze 
goes out of the shot, creating a sense of secrecy. We do not know what she is looking at. She is at 
the same time with her view (mind?) out of the shot but at the same time very physically present, 
connected with the sand.  Johanka’s gaze beyond the shot can be interpreted in various ways. It can 
come across as causal – it’s possible she is looking at something important which has grabbed her 
attention. It’s also possible that it symbolises her escape to the world of dreams, her very strong inner 
life.  At the same time we could perceive it as a look of defiance.
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ANALYSIS OF A SHOT

Pic. 1

Pic. 3

Pic. 2

Pic. 4

DESTRUCTION OF A CRANE (CHAPTER 10 - 0:24:57-0:25:25)

Context
Mayor Rýp visits the botanical garden, where, despite the disapproval of the inhabitants, 
his meeting with the architect goes ahead. The children imagine how they would get 
rid of the mayor. Their ideas are visualised by means of animation resembling children’s 
drawings (compare Inspirations – Chain Reaction). But in the end the mayor drives off 
serenely. Next is a short scene in which we see the mayor with a TV crew at one of the 
new sites. The camera follows events from below, probably from the ground. The sky and 
two cranes are the important elements in these shots.

Description
The very simple shot is only 10 seconds long. The shot is interesting because it is a bit 
difficult to determine its size. The view out of the window goes far away - it is a large unit. 
The view of the window is more of a semi-detail. In the middle of the shot we see a crane. 
It is in the distance, behind a railway line whose existence is conveyed by columns and 
electricity lines. Even nearer, in front of the railway, we perceive the proximity of greenery 
thanks to three leafy tree branches that have entered the shot. We observe the scenery 
with the camera from inside, behind an old window. The glass has been poorly installed; 
alongside two vertical bars we see smudges left by putty or paint. The window frame 
surrounds the lower part of the shot, creating a specific framing of the shot into three 
sections. The camera is fixed and perceives the crane, the boom of which moves slowly 
(Pic. 1). Despite the great distance between the frame and the viewpoint we can clearly 
hear the metallic sounds of the machine. The sound track, which continues on from the 
previous shot at the building site, is also enlivened by the subtle sound of birdsong. Right 
in the middle, after the fifth second, the scene cuts to another shot showing Johanka’s 
face (Pic. 2). This tells us that the scene being analysed is her subjective view of the 
construction, most likely from the botanical garden. We then return to our shot. The girl 
stretches her hand toward the crane and appears to be measure it with her thumb and 
index finger. She plays with perspective, because the distant crane is large enough to 
fit between the thumb and forefinger. The foreground of the shot is not in focus (Pic. 
3). An unexpected moment occurs, the game with perspective enters the reality of 
Johanka's world. The camera quickly focuses on the foreground, the crane on the horizon 
disappears and an animated, measured crane, including the driver in the cabin, appears 
in Johanka’s hand; it makes use of the same children’s stylisation employed in parts of 
the previous scene for the imaginary attacks on Rýp (Pic. 4). A subtle sound effect that 
underlines the playfulness of the situation is mixed in with the sounds of construction. 
Though the crane is animated digitally, it is in the style of simple manual stop motion 
animation. The captured crane in Johanka’s hand trembles “nervously”. Johanka moves 
her hand slightly upwards and back and brings it closer to the camera. The crane reacts 
with a sharp movement of its boom and also bends down, emphasising its helplessness 

(Pics. 4–5). There the show ends. The following shot cuts to Johanka’s face; the girl slowly squashes 
the crane in her fingers (the animated crane driver manages to escape) and smiles (Pic. 6).

Poetic protest
The shot is very calm and simply composed. The camera’s view is stationary. As in the case of analysis 
of the film frame (compare Analysis of the film frame), here too we have no sense of tension or 
nervousness surrounding the conflict between Johanka’s love of the old botanical garden and the 
mayor’s decision to build a new district. We observe the crane – a symbol suggestive of redevelopment 
– from behind glass in the safety of Johanka’s home. The girl protests against the situation in an 
unaggressive manner that largely plays out in her imagination. The way she captures and destroys 
the crane is highly original, creative and playful. We are aware that this does not occur in the reality 
of the story, but in the imaginary world of the main charakter. At first glance, Johanka’s passive, 
poetic protest cannot change much. On the other hand, we are speaking about a patently powerful 
formative experience that without doubt could have many consequences for the child’s potential 
real life. We all know the well-known line about the flap of a butterfly’s wing in Brazil being able to 
cause a tornado in Texas. An awareness of connections is a very important key to understanding the 
positive characters in our story, in direct contrast to the character of mayor Rýp, who is defined by a 
limited outlook that ignores many aspects of the world. 

In her battle against the impending construction of a new district Johanka is helped by her own 
imagination and ancient animation methods that are employed several times in the live-action film. 
The wonderful technique of creating in-shot montages by refocusing the camera from one subject 
to another was first used systematically back in the 1940s. At many moments the film The Blue 
Tiger returns to basic and very old and simple film techniques, to the tradition of old children’s and 
animated films.
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ANALYSIS OF A SEQUENCE

Pic. 5 Pic. 6

THE SLAP (CHAPTER 8 - 15:33-18:15)

Context
The sequence is preceded by three scenes in which Johanka’s visions intensify. Johanka sees a 
moving island in the old spa. While talking to her mother in the evening Johanka draws with a 
blue pen a tiger that yawns and carries on sleeping. In the end a short dream sequence shows 
the anthropomorphised tiger floating past the railway viaduct in a bath from the spa. The scene 
that follows is crucial to both the film and the book it is based on. Violence against Johanka 
upsets the balance between the world of the imagination and reality and the story turns into 
a fairy tale. However, it is only in the scene that immediately follows the sequence in question 
that we learn that the tiger isn’t seen only by the girl in her imagination but also by the city’s 
residents.

Description
We find ourselves in a school. Johanka is sitting on the toilet reading. We hear others approach. 
The second shot is from above (Pic. 1) – the camera swings from the cubicle to the public space 
of the old toilets. A ray of light falls on the stone floor. Classmates are playing with her shoe and 
making fun of her. We return to Johanka, who shuts her book and listens, concentrating. Her 
face does not betray whether she views the situation, not far removed bullying, nervously, or 
whether it has no effect on her. The camera again looks down on the toilets. It becomes clear that 
Johanka is in the men’s toilets and that boys are threatening not to let her out of the room. The 
bell rings for the start of the lesson and the boys head off to class. Ringing is still heard, children 
are playing in the corridor and the stern school attendant chases them away. Next is a shot, 
lasting over 20 seconds, in which Johanka emerges from the darkness away from the camera 
and moves toward the light in the corridor and stairway. We see her dark silhouette. The interior 
of the school is functionalist – dominated by a glass wall, which creates a notable, luminous 
atmosphere. The shot is also dominated by the stone floor, in which the shadows of individual 
characters are reflected (Pic. 2). When Johanka spots the approaching attendant she becomes 
uncertain and slows down. The interminable, unpleasant tone of the school bell ceases at the 
end of the shot, when the click-clack of Johanka’s clogs begins to dominate the sound track. 
In a brief shot we see Johanka and the school attendant standing opposite one another by the 
staircase with the glass wall in the background. Next to Johanka, the attendant really seems 

hulking and imposing (Pic. 3). The attendant berates Johanka over her shoes – she doesn’t 
have the obligatory indoor shoes. Next we see a dialogue between them in which the camera 
looks at Johanka from the level of the school attendant’s eyes (Pic. 4) and at the attendant from 
the level of Johanka’s eyes. This further reinforces the sense of the school attendant’s physical 
dominance. When she shouts “Liar!”, animated dragon heads emerge from her turban. Johanka 
responds to her vision with ironic praise for the attendant’s headdress. The latter doesn’t react 
to this flattery and continues her diatribe. The woman’s head draws nearer to the camera and 
to Johanka and, as well as the dragon heads, animated animal-style steam blows out of her 
nostrils (Pic. 5). The school attendant roughly grabs Johanka’s wrist and drags her down the 
corridor. The characters exit the shot and we hear the click-clack of clogs and the clinking of 
the attendant’s keys. We find ourselves in a cloakroom. The attendant is standing in front of a 
metal mesh dividing the cloakroom from the corridor and looking at the girl. Johanka searches 
for her shoes. She is seen through the mesh from the attendant’s viewpoint. However, as the 
camera is focused on the girl we perceive the mesh as nothing but a blurry smudge. Without 
hesitating Johanka continues lying, selecting a suitable pair of shoes. The enraged attendant 
doesn’t believe Johanka. The camera pulls back from both characters and remains outside in 
an area beyond the cloakroom. The attendant enters the cloakroom, steps toward Johanka and 
gives her a slap (Pic. 7). Johanka covers her nose. The attendant continues to act aggressively 
and grabs Johanka by the arm. In a shot at floor level we see a drop of blood fall on the floor. 
The walking feet of the characters appear. The camera rises slowly and follows the departing 
attendant, who holds Johanka. The characters disappear down the corridor and the both the 
picture and sound blur (Pic. 8). We find ourselves in a kind of school store room. The camera is 
focused on the ceiling, on a light fitting that makes interesting circular shadows (Pic. 9). It turns 
as if on a merry-go-round but changes direction and doesn’t do a complete circle. The music, 
which also features sounds of the sea, creates a pleasant sense of privacy, suspension and rest. 
Something low-key but very odd occurs – the shadows of the light separate. In the next shot we 
discover that we have been looking at the ceiling through the eyes of Johanka, who is sitting 
on a swivel armchair and turning (Pic. 10). She has a tampon in her nose and is looking at the 
ceiling. At one moment she pushes off and the chair spins in circles. The camera watches the 
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girl from above and from a third spot to the left of Johanka and to the right of a light source. 
The music responds by growing more dramatic (Pic. 11).This is followed by the final shot of this 
sequence. Again we look at the ceiling, with the camera turning in the direction of the spinning 
chair. The shadows cast by the ceiling light multiply and the shadow of a tiger emerges. It leaps 
in the direction of the closed window in the room (Pic. 11). The entire sequence is filmed in 
warm tones, which is also underlined by the clothes of the individual characters (compare 
Cinema Questions – The importance of colour). 

Contrast and conflict
An important scene in which the difference and conflict between Johanka and the adult world 
intensifies, raising the theme of contrast on all levels. Precise lighting composition, which makes 
thorough use of the marked contrasts between the light and dark elements of the scene, plays 
a crucial role. There is an accent on silhouette in counter-light and shadows and reflections. The 
motif of “bars” is repeated in the sequence – the glass wall by the school stairway is comprised 
of small glass blocks and the wire mesh at the cloakroom emphasises Johanka’s discomfort 
in the school, where she does not feel free and has a sense of constraint that she resists by 
doing her utmost not to adapt to the system. Violence is depicted at a distance to limit viewers’ 
empathy. It remains behind bars and the following scene delivers a sense of calm a return of 
creativity..

The world of the children and the adult characters
In the examined sequence we can also graphically show the director Petr Oukropec’s differing 
approaches to child and adult characters. While in the case of Johanka there is an emphasis on 
low-key acting and the gentle nuances of her body language and speech (a. o. in her hesitation 
when she spots the school attendant in the corridor), the adult character of the school 
attendant is portrayed far less realistically. She is an exaggerated caricature of the teachers of 
our own childhoods. She can’t be a realistic character because she contains much of the old 
crone of fairy tales. The adult characters in The Blue Tiger are always depicted in a fragmentary 
and relatively black and white manner. This is also the case when it comes to the parents, who 
are very close to the children. Our narrator is Johanka, through whose child’s eyes we view the 
surrounding world. The film does not set out to capture a realistic world but the world through 
the eyes of a child, with an awareness of its originality and imperfection.

Pic. 1

Pic. 3

Pic. 5

Pic. 2

Pic. 4

Pic. 6
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Pic. 7 Pic. 8

Pic. 9 Pic. 10

Pic. 11 Pic. 12
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22 IV - CONNECTIONS

We can make numerous visual associations with the film The Blue Tiger. The motif of nature, 
linked to Romanticism and naive art, is strong, but the tradition of authorial children’s book 
illustration also plays a role. 

REFLECTED IN IMAGERY: A MAGIC GARDEN

A shot from The Blue Tiger

Henri Rosseau, Femme en Rouge dans la 
Foret, c. 1907, private collection 

Henri Rosseau, Surprised!, 1891, National 
Gallery (London)

Jiří Trnka, illustration from the authorial book 
The Garden
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THE BLUE TIGER, LA RENTREE DES CLASES,  AND PETITE LUMIÈRE
There are some interesting connections and shared elements with other films of the CinEd 
collection.  We encounter considerable overlap in subject matter and formal approach in the 
short films La Rentree des Classes (Back to School) and Petite lumière (Little Light). Jacques Rozier’s 
La Rentree des Classes (France, 1953) is set in the Provence countryside in the 1950s. Its young 
hero René runs away to the countryside before the first day of school. Eight-year-old Fatima, 
the protagonist in Alain Gomis’ Petite lumière (France, 2002), lives in contemporary Dakar and 
explores the world around her so closely that it sparks tensions with her parents.

DIALOGUES BETWEEN FILMS

THE VIEW OF THE WORLD THROUGH CHILDREN’S EYES 
Johanka, René and Fatima have a specific relationship to reality which, thanks to their longing 
and imagination, they manage to transform. The film world is viewed in such a way as to capture 
the subjective perspective of a child. It is not realistic but strange, fragmentary and specific. 
The classical motivation of characters and plot twists take a back seat to mood, sensitivity, 
humour and concentrated scenes focused on the child protagonists and their immediate 
surroundings. Some adult characters – such as René’s teacher, who has no problem with the 
fact his homework has been written by an adult friend – act so strangely it is if the children 
have dreamt them up. In all three films we get to know the children’s worlds in detail. This space 
is visually striking and filled with colourful, idiosyncratic characters that are depicted with a 
humanistic understanding of human diversity. 

Fatima, but also Johanka and René discover in their worlds what has been hidden to them 
so far. Fatima systematically examines whether there is a world even behind closed eyes and 
whether there is water unless we see it and we hear it. Rene spontaneously escapes into the 
world of wildlife and lets himself enthusiastically be surrounded by the wildlife. And as a reward 
nature opens to him and shows that under the surface of the river there is not just his drowned 
briefcase but also wild animals. And finally, Johanka discovers a hidden world, because the blue 
tiger, who lived only in her imagination, in which it had several different forms, turns out to be 
a real, small, defenseless, but miraculous young tiger.

All three heroes are very strong, distinctive personalities, which partially excludes them from 
children’s collectives. Johanka, René and Fatima are marked by their spontaneity and inability 
to adapt or to act completely according to rules or the wishes of their parents, teachers or 
classmates. In all three films the senses, with which the children communicate with the world 
around them, play a highly important role. Fatima experiments with vision and hearing and 
explores the world beyond their reach. On his trip René imbibes nature very spontaneously 
via all the senses – vision, hearing, touch, taste and smell. For Johanka vision, by which she not 
only perceives but transforms reality, is most important.

TRUST AND CONFLICT 
In all three films there is at least one adult with whom the child maintains a very friendly 
relationship. They are adults who still can look at the world through  child's eyes. René has Sassu, 
Fatima her brother and Johanka her mother. These relationships are built on the openness of 
the adult characters and their understanding, as well as on mutual trust. The street urchin René 
and the eternal dreamers Fatima and Johanka, who break school rules, get into situations of 
conflict. The clashes between René and the teacher, Fatima and her mother and Johanka and 
the school attendant see each of the three children respond with similar resistance, cheek and 
the courage to stand up to it head on. Fatima and Johanka receive slaps as punishment. In both 
cases the violence is depicted with levity to make clear that the child has not been mentally 
impacted. A period of reconciliation follows. René and Johanka find it difficult to adapt to the 
system and run away from school. Both flights offer room for contemplation and suspension.

CHILD HEROES IN THEIR WORLDS:

AFTER THE CONFLICT

The Blue Tiger

Petite lumière The Blue Tiger

Petite lumière

Rentree des Classes



IV
 - 

CO
N

N
EC

TI
O

N
S

24

THE POWER OF IMAGINATION
Fatima and Johanka are of similar age; one is eight, the other nine. Both have such developed 
imaginations that it complicates their relationships with those around them. Johanka sees 
drawings come to life before her eyes and animates real situations in her mind. 

Fatima explores the things that the world fails to see or hear in such a thorough way that she 
understands that her imagination can conquer reality – people begin to move as if on skis and 
balls that bounce of a wall can be heard but not seen.
 
Both girls have dreamlike places of refuge. In Fatima’s case it is the northern landscape of the 
Eskimos, which she has read about in books. In Johanka’s case it is the sea and an island that is 
home to a wild blue tiger. Both visit their sanctuaries thanks to the power of their imaginations.

At the close of their film stories all three children find themselves in a natural environment. 
René brings the snake to a river. Johanka visits the wild tiger on its island and Fatima sits on the 
sea shore and takes delight in the surf around her. All three are connected to the element of 
water, which is a symbol of indomitability and summertime fun.

NATURE AS THE ARENA OF FREEDOM
Johanka, René and little Fatima love nature and are closely connected to it. Johanka is fighting 
to preserve the botanical garden that is her home. She takes care of the sick blue tiger but also 
fully accepts its indomitability and independence.  René flees to the countryside and returns 
from it with a strange wild animal – a snake. He soon realises, however, that it doesn’t belong 
in civilisation.

IN THE REALM OF THE IMAGINATION:

Petite lumière

Rentree des Classes

The Blue Tiger

HAPPY ENDINGS IN NATURE

The Blue Tiger

Petite lumière

Rentree des Classes 
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The book that the film The Blue Tiger is adapted from, and which it leans on very faithfully 
in terms of ideas, consciously draws inspiration from a number of works of world and Czech 
literature for children and young people. At the very start of the book we find the following 
note devoted to Johanka’s passion for reading after a page of the main text

Reader’s diary J. G.

Emil and the Detective, Emil and the Three Twins, We Were Five, Tintin on the Black Island, Treasure 
of the Silver Lake, Winnetou, Swallows and Amazons, Swallowdale, Winter Holiday, Belle and 
Sebastian, Momo, Ronia, The Robber’s Daughter, Pippi Longstocking, The Moomins, The Hobit, The 
Chronicles of Narnia, Harry P. , Roches and Bžunda 

The books listed refer us to British, Scandinavian and German children’s literature that is highly 
popular with Czech and other readers. The chiefly child heroes of these books undergo, to 
greater and lesser extents, realistic or fantastical adventures. Sometimes they take on specific 
enemies (Emil’s thief, the white faces, Nazis, etc.) A common theme is friendship, water or the 
sea, children’s adventures in the countryside or, by contrast, the urban environment, as well 
as children’s relationships to beasts of prey (dogs, lions, etc.). It is clear that the author Tereza 
Horváthová did not choose the titles listed by chance; rather their motifs are related to her 
book. 

THE GARDEN
The botanical garden in the film The Blue Tiger is the child heroes’ home, a place of safety 
and stability as well as beauty. On top of that, the botanical garden refers to the garden as 
a popular motif of a magical, wild place of nature entered by (not only) child heroes, a place 
where children’s imaginations become reality and a place that one can leave. In Czech literature 
a key book featuring this motif is The Garden by Jiří Trnka. Trnka, a visual artist, illustrator and 
world famous creator of animated and puppet films, wrote the book and illustrated it himself 
in the early 1960s, a time of cultural and political thaw. It became a cult book for generations of 
children and their parents. The collective hero is a group of five boys who sneak into the garden 
and get to know it. Important residents of the garden include an old dwarf, a grumpy tomcat 
and a know-it-all whale. For Trnka the garden is a place where normal rules don’t apply and a 
celebration of children’s freedom and imagination.

Petr Oukropec confirms the direct inspiration of Trnka’s The Garden, at two levels: “Trnka’s 
garden was an inspiration to us. It is the archetype of the magic garden that children enter and 
where children’s imaginations become reality. The second inspiration was practical. Location 
scouting took us all the way to Trnka’s own home and his garden, because at one point we were 
considering the possibility of shooting in just that setting.”8 

PATHWAYS: LITERARY INSPIRATION 

Illustration from the book The Garden

Entrance to Trnka’s home at Košíře in Prague  

7 Harry Potter.
8 Rozhovor Terezy Cz Dvořákové s Petrem Oukropce pro CinEd v Praze dne 5. 3. 2018.
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THE TIGER 
The undisputable literary inspiration for The Blue Tiger is William Saroyan’s world-famous novel 
from the 1950s Tracy’s Tiger, which remains very popular, particularly with young readers. If we 
look at both stories closely we can find many similar situations and themes in The Blue Tiger and 
Tracy’s Tiger. Tracy’s tiger cub is also initially his vision alone, symbolising boyish imagination, 
independence and a desire for courage. His tiger also becomes visible to others following 
a disturbance of the balance in the hero’s world (as in Johanka’s case, though here the city 
changes in time and Tracy can’t find his old friends or girlfriend). The tiger sparks panic in the 
city, is injured and goes into hiding. Tracy’s tiger isn’t as closely linked to nature as the blue one. 
But after it recovers at its hideout it also miraculously cures the mentally ill at the institution (as 
the blue tiger affects the plants in the greenhouse). Lastly, the departure of each tiger is very 
similar. In both cases they disappear from a closed space, departing to the world of a different 
reality because the book and film protagonists no longer require them.
 
In the 1960s the UK writer and illustrator of German origin Judith Kerr returned to the subject of 
a tiger that offers good company to a little girl in The Tiger Who Came to Tea, a highly successful 
book for small children. Alongside children this book features the character of a mother who, 
like Johanka’s mother, accepts without astonishment the fact that a tiger may come to visit and 
drink afternoon team.
 
As we know, Johanka’s film tiger departs for an island. In both the original book and the film 
Johanka reads Arthur Ransome’s Swallowdale. This children’s literature classic, first published 
in the UK in 1931, maps the adventures of two groups of siblings in the English countryside. 
A very important part is played in the book by Wild Cat Island, which fulfils a similar role as a 
place of refuge to the garden in Trnka’s book. Though Ransome’s characters are placed in a 
realistic context, the island is a place of never-ending children’s games filled with imagination 
and delight. In her dreams Johanka is inspired by Swallowdale and visits Wild Cat Island, the 
island of the blue tiger that is, with her nearest and dearest at the end of the film. 

Tracy´s Tygr

Swallowdale

Flipbook of The Blue Tiger
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THE BATTLE AGAINST NEO-LIBERALISM  
We can also find a major source of inspiration for The Blue Tiger in the wave of left-wing books for 
children and young people whose roots can be traced to the alternative culture of the 1960s and 
1970s. A good example is the German writer Michal Ende’s Momo from 1973. The story of a special 
girl named Momo who fights Men in Grey – time thieves – is a warning against the world of liberal 
capitalism in which people lose that which is most valuable: their values, tradition, peace and time. 
Like Johanka, Momo lives in a big city with an expanding new district. However, she spends her 
time in an ancient amphitheatre.  Also like Johanka, she doesn’t fit in and finds the courage within 
herself to fight evil that is much stronger than her. In Ende’s book, too, the children are the ones who 
don’t succumb so easily to the temptations of the modern world and, along with Momo, he issues a 
warning to adults with a demonstration. In the book about Momo we find powerful environmental 
motifs, similarly to in the case of The Blue Tiger. The way to save mankind is to liberate flowers of time, 
which the Men in Grey steal from people’s hearts. Momo also has an animal helper in the form of the 
tortoise Cassiopeia.

Momo

Children’s demonstration in the film Momo  
(rež. Johannes Schaaf, BRD – Italy 1986)
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RECEPTION: EXCHANGING VIEWS
Cristina Moles Kaupp, The Blue Tiger9

9 Cristina Moles Kaupp, Der blaue Tiger. Kinofenster.de, 11/2013, pg. 2–3. Accessible online at https://www.kinofenster.de/
filme/archiv-film-des-monats/kf1311/der-blaue-tiger-film/ (quoted as of 1. 7. 2018).

RECOLLECTION OF CZECH CHILDREN’S FILM
In terms of rendering of characters, approach and aesthetic, The Blue Tiger is reminiscent of many 
children’s films from the former Czechoslovakia which, beyond genre and multi-layered, depict the 
lives of children, their internal conflicts and clashes with adults. They are films that speak equally to 
all age groups. Television series such as Pan Tau and The Visitors and fairy tale films such as Three 
Wishes for Popelka (Tři oříšky pro popelku, Václav Vorlíček, CSSR, GDR 1973) are internationally 
known. The comic, fantastical and surreal elements here create a contrast with the everyday 
world in which authorities are losing their footing. Also in this tradition is the director of The Blue 
Tiger Petr Oukropec, who employs calm story-telling to explore the subject of the changing urban 
environment and the threatened loss of Johanka’s home. The camera work and editing illustrate 
how children view the world and the urban space. Extreme upward shots frequently emphasise their 
point of view.

FANTASY AND REALITY
The real development of the plot is repeatedly interrupted by poetic animation. Glittering white 
light gives plants and the tiger’s coat a touch a magic, postcard motifs and wallpaper start to move, 
and Johanka’s dreams are illustrated by animation. The tiger itself is not, as in Ang Lee’s Life of Pi 
(USA, 2012), merely computer generated but real; the director Oukropec worked with a tiger cubs of 
several months, with their coats being coloured blue in post-production.

LITTLE CAT, BIG SHADOW
For a long time, moving shadows and animated passages don’t reveal the size and strength of the 
sinister tiger. When Johanka discovers the injured animal in a car crash she is surprised and relieved 
that it is so small and in need of protection. Her care for the tiger is rewarded by magic: overnight 
the botanical garden turns into a sensation, with new plants sprouting up. While the media focus on 
this event and a campaign is launched to save the garden the major continues his hunt for the tiger. 
He regards it as a wild beast whose independence is a consequence of the chaos of the old district. 
It is a constant symbol of noisy, colourful and disorderly life. Life pulsates there and diseases corners 
such as the botanical garden or the abandoned municipal spa undermine free life. By contrast, the 
mayor’s new town boasts modern architecture as well as streets where nobody, never mind a blue 
tiger, can hide. The glass facades are a guarantee of transparency, the decline of personal freedom 
and discreet control of the city’s population. However, director Oukropec presents the mayor as 
a caricature and the residents of the city gradually cease believing they are under threat from a 
dangerous big cat. The other adult characters, hostages to their routines, are also depicted in a 
farcical, distorted manner. Only Johanka’s mother gets into a serious conflict with her daughter. 

JOHANKA – A COURAGEOUS DREAMER 
As a big city fairy tale, The Blue Tiger doesn’t only raise issues surrounding the protection of animals, 
plants and their environment. It also explores how characters such as Johanka remain in planned-
out cities and conformist social biotopes. Though at first glance a regular nine-year-old girl she 
is – unlike her classmates – uninterested in fashions, clothes or electronic gadgets. If she doesn’t 
have a watch she just draws one on her hand; drawing is her favourite activity. Johanka is at ease 
surrounded by animals, plants and her mother’s domestic chaos. Her well-developed imagination 
allows her to overcome the reality of everyday life, leading her to see the strangest things: poisonous 
hissing dragons on a school attendant’s back and also, in the end, the blue tiger. Thanks to it she 
begins to use her imagination as a tool and weapon. When the tiger leaves in the end Johanka isn’t 
sad. She has acquired a new outlook on reality and knows that, with empathy and imagination, she 
can fight to save her environment at any time.
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Šimon Šafránek, The Blue Tiger. With his Directorial 
Debut Petr Oukropec doesn’t treat Children like Idiots 10 

10 Šimon Šafránek, The Blue Tiger. With his directorial debut Petr Oukropec doesn’t treat children like idiots. Filmstage, Feb. 
2012, pg. 49.

While watching The Blue Tiger I was transported back to my childhood, to a time when on television 
there was The Octopus from the Second Floor and similar children’s films that had a unique 
atmosphere, the actors merged with well-executed trick scenes and the whole somehow came 
across as real. When the little girl in The Blue Tiger draws a big cat in her sketchbook and it soon 
comes nonchalantly to life I have the feeling I’m looking at one of the black (sic) tigers of the season. 
[…]

CHILDREN ACT LIKE ADULTS  
[…] To a hardened critic the screenplay seems somewhat straightforward, but I admit I didn’t 
have time to get bored: the children act believable, adult characters. The live action is constantly 
enlivened by animated sequences. In The Blue Tiger their design and the connection with the actors 
is of European standard. As if thanks to Negativ a new school of animation were created in the 
Czech Republic that were much fresher than the generic 3D effects from Saxana and television fairy 
tales. However, the action sequences would merit more sophisticated direction. 
On the other hand, Oukropec triumphs thanks to the casting. Linda Votrubová in particular shines 
all the way to the back row. The location in Prague’s Karlín and the botanical pavilion give the film, 
illuminated by rich colours, an indelible mood. And you won’t see the blue tiger that easily.
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These ideas for pedagogical work are based on the CinEd principles and aim to bring film closer to the target group of students from the age of 6. In parts and using 
the entire methodological material, they are also useful for other age groups. The film is made accessible in a sensitive and intuitive way, with the aim of enhancing 
the receptive element of teaching. The aim of the discussions is not to find unambiguous answers but to strengthen the relationship to the work of art, to enhance 
the sensitivity to detail, to extend the expressing competence and the ability to lead a dialogue. Pedagogical materials are linked to Student's sheets which are 
directly intended for students

I. BEFORE WATCHING THE FILM

1. FILM POSTERS

Several different film posters were created for the film. All of them have some common features 
(tiger, blue color, filmographic data and logos). In what way are they different and why? Do they 
evoke different feelings and moods? And what specific features are used to achieve that? See 
chapter Posters.

2. SOUNDS OF THE FILM

Play a short piece of soundtrack in original version from the beginning of the film (001:00-
02:25) to the students (sounds in the greenhouse of the botanical garden mixed with music, the 
beginning of Jahanka's conversation with a fish). Try to think together with the students about 
what they heard: The sounds of nature? What sounds? Exotic nature and why? Voices? Animals? 
What animals? Music? Other types of noises? What language is spoken in the film? What is the 
film about?

II. AFTER WATCHING THE FILM

1. WE SAW IN THE FILM 

Led discussion with students about what they saw in the film. Repetition of the story, and 
the main motifs. 

We talk to students about the film - how it started, what happened next. In the discussion, 
we lead them to be able to describe not only the plot but also to focus on the feelings of the 
main characters, their motivation and the atmosphere in particular environments. We talk to 
the students about what they did not understand, what they liked most and what they found 
strange or especially interesting. The teacher can direct students to think about some of the 
themes in Methodical Material - the chapter Focus or Cinema Questions.

2. IMAGES AND KEY WORDS IN THE FILM

Reflection on the film environment: Old city versus new city 
The discussion or art workshop can focus on the differences between the old town and the new neighborhood 
in the film. And why is that so? What feelings do both environments invoke? Are these feelings unambiguous? 
What are the advantages and disadvantages of both worlds? See chapter Cinema Questions - Old and New.

Reflection on the limits of fantasy and reality
Some parts of the film represent the fantasy of Johanka, others are presented as a real world. Lead the students 
to think about which parts of the film are imagination and which are the reality. See chapter Cinema Questions 
- Hidden Tiger - Shown Tiger. It is also possible to analyze the topic on the film shot where there is Johanka 
destroying a drawn crane - see chapter Analysis of a Shot: Destruction of a Crane.

Fighting evil and fairy tale
We can tell the whole story as a fairy tale in which the good fights the evil. Try to take this idea and focus on 
what is the good and the evil in the film, and why students perceive it like that. Ask them what would have 
been different in the film if it was a classic fairy tale. Would the story end this way or otherwise? Students can 
write their own fairy tale about the Blue Tiger or they can draw comics or a big joint picture in groups. It may be 
interesting to lead the students to realize that the end of the film is not clearly a happy ending.  
See chapter Focus.

3. WE HEARD IN THE FILM 

Working with dialogues 
Dialogues in Student's Worksheets were selected to re-emphasize the key themes of the film while being open 
to various forms of work in lessons. Dialogue work can be done in many different ways - the teacher can talk 
to children about the content, the students can play the scenes themselves, and perhaps to shoot their own 
dialogues, add music or noises and compare to the original.

Working with sounds
Play a short soundtrack in original version from the beginning of the slap sequence (15:50-16:25) to the 
students. Together, try to find out what can be heard there - school bell ringing, running, dialogues, clutching of 
clogs, the voice of the female janitor. Perhaps you will be able to answer together with the students the question 
of how large the spaces where the sounds and noises can be heard are.  
See chapter Analysis of a Sequence: The Slap
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4. ABOUT THE FILM 

Although the Blue Tiger takes place currently, it contains many anachronistic features. To what 
time would the students set the film and why? What themes of the film do they think are old-
fashioned or archaic and what are some very up-to-date topics? To what time would the students 
set the film if they were the filmmakers and why? Would they change the film story or other 
features - environment, clothes, technology…? See chapter Context and Cinema Questions - 
Old and New.

5. MAKING A FILM POSTER

Students choose some of the static film images from the Blue Tiger film (Mediakit to the film 
on the project website or in the Young Sectator Space http://event.institutfrancais.com/cined). 
Based on selected images, a student, or group of students create their own poster. The applied 
art technique and format are variant - a classic or large-format drawing or painting, a collage, a 
computer illustration, etc.

Alternatively, the teacher can guide students to focus on "colour" (monochrome poster), "old / 
new" (poster background), or "nature versus city" (content and background of the poster). (See 
Cinema Questions)

6. ANIMATION OF THE FIGURE

Johanka's dreams appear in the film as flat-faced animation. This is a very effective and simple 
form of animation that can be done at school.

Students create their own puppet according to the instructions on the Student's Worksheet 
(a tiger or any other character). Then, they make one or even more backgrounds. During the 
work on the character and the background, the importance of choosing and contextual use 
of individual colours should be highlighted (contrast and alignment according to the needs of 
animation; see Cinema Questions – Colours). 

Students should be encouraged to:

• create a specific old/new environment for the animated character. The environment 
can be based on their own surroundings - they can find the old and new elements in the 
architecture of their own city and transform them into a tiger environment (drawing, 
collage of photographs, etc.) – see Cinema Questions - Old and New;

• realize the real duration of the movements (understanding the movement - its speed, 
dynamics and stylization - is a very important part of understanding the animated film). 

Work on animated film can be done individually or as a project – students in groups can animate 
different shots, etc. The technology used for animation depends on the possibilities of each 
school. The use of a high-quality digital camera connected directly to a PC with professional 
animation software, a tripod, lights and a glass table with several floors are ideal.  But you can 
also work with much more modest and nowadays commonly available means. Simple animated 
film can be made using just a smart phone and freeware but user friendly applications (such as 

Stop Motion Studio). Simple animation is made by 12 images per one second.

7. REFLECTIONS OF IMAGES 

A comparison of Blue Tiger images with some important pieces of art and a child's illustration. 
Do students find similarities? Are there any other images that they could associate with the film? - 
See the chapter Reflected in Imagery. Talk to students about similarities with particular pieces 
of art. Mediakit can again be used found on the project website or in the Young Spectator 
Space http://event.institutfrancais.com/cined. A discussion can lead to thinking about 
reasons for similarities.

8. FILM COMPARISON  

Conflicts and dialogues

Compare, together with students, the Blue Tiger with other CinEd films Rentree Classes and Petite 
lumière. The films are short, it is possible to watch one of them / the parts. You can compare them 
to the Blue Tiger:

• Conflict scene 
•  Conflict of Fatima and mother (Petite lumière 35:30 – 36:20)
•  Conflict of Johanka and the female janitor (Blue Tiger 16:00 – 17:45) 

 The dialogue with a student can be conducted on the topic: What exactly   happened 
in the scene and why? Why were the children punished? How do children perceive violence? 
How would students react to a similar situation?

•  Both scenes are shot so that the viewer is not emotionally drawn into the smack scene. 
How did the directors of both films do that and why? (large unit and cameras in the distance 
and behind an obstacle in the Blue Tiger and editing stylization and subsequent calming in 
Petite lumière)

• A dialogue scene with an adult who can look at the world through child's eyes
•   René asks Sassu to help him with homework, which, eventually, Sassu makes  

 on his own (Rentree des Classes 00:01:55 – 00:03:10) 
•  Fatima's brother asks her where she wants to wake up and plays the sound  

 of mountains (Petite lumière 00:25:00 – 00:26:10)
•  Johanka and her mother talk about what a healing tiger is doing  

 (The Blue Tiger 00:58:55 – 00:59:45) What do students find interesting  
 in particular dialogues? How do adult characters behave differently than  
 it is common in a film or real life? How do film makers achieve the sense  
 of trust and intimacy amongst the characters? (in a moment of rest, informal 
  behavior, unexpected behavior, humor and playfulness).

See Dialogues between Films: The Blue Tiger, Rentree des Classes, and Petite lumière  
and also Analysis of a Sequence: The Slap.
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9. ARCHETYPES AND FORMAL CONTEXTS 

Compare, together with students, the Blue Tiger film with other major films of the world and 
Czech cinema, where you can find similar stories or formalities. Focus on the similarities, 
differences and reasons for motivational and formal interconnections.

• A child and its imaginary and real but miraculous friend - Johanka's Blue Tiger is shown in 
the first part of the film as a fantasy. In Czech and World Cinema there are many similar 
stories – Do students know any of them? Is there anything that child heroes who have 
fanciful and miraculous friends have in common?

• A combination of played action and animated film - this process has been used in film 
making for more than 100 years, and in today's digital tricks time this is a very common 
frequent formal procedure in most fairy tales, fantasy stories or sci-fi. Do students know 
some more examples of the combination of played film and animation? Can students, after 
one view of the film, name more animation techniques? Can they describe them? If they 
would become film directors, which animated parts would they make differently and why?

Detailed insights are described in the chapters and Inspirations.
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PHOTO CREDITS

FILM FRAMES FROM THE BLUE TIGER: 
pg. 1, pg. 4, pg. 10, pg. 12-25  

ADDITIONAL PHODO CREDITS
pg. 3: Posters to The Blue Tiger © Negativ, Arina, Farbfilm Verleih / pg. 6: Karel Smyczek, Jen si tak trochu písknout, 1980 © Státní fond 
kinematografie / pg. 7: Shooting photos to The Blue Tiger © Negativ / pg. 7: Petr Oukropec, Ani ve snu!, 2016 © Negativ / pg. 9: Tereza 
Horváthová – Juraj Horváth, book Modrý tygr, 2004 © Tereza Horváthová – Juraj Horváth / pg. 9: Tereza Horváthová – Juraj Horváth, book 
Modrý tygr, 2004 @ Baobab / pg. 9: Albert Lamorisse, Le ballon rouge, 1956 © Films Montsouris / pg. 9: Jindřich Polák, Lucie, postrach ulice, 
1984 © Státní fond kinematografie / pg. 10: Lotte Reiniger, Die Abenteuer des Prinzen Achmed, 1926 © Deutsches Filminstitut / pg. 10: Karel 
Zeman, Čarodějův učeň, 1977 © Muzeum Karla Zemana – Národní filmový archiv / Peter Fischli – David Weiss, Der Lauf der Dinge, 1987 © Peter 
Fischli – David Weiss / pg. 10:  anonym, AMAZING!!! Chain Reactions, 2017 © open access / pg. 15: Sejgej Ejzenštějn, Броненосец «Потёмкин», 
1926 © public domain / pg. 15: Steven Spielberg, Schindler's List, 1993 @ Amblin Entertainment / pg. 15: Alfred Hitchcock,  Marnie, 1964 © 
Geoffrey Stanley Productions  / pg. 15: promotion material to the Kill Bill: Volume 1 © A Band Apart / pg. 22: Henri Rosseau, picture Suprise, 
1891 © public domain / pg. 22: Henri Rosseau, picture Femme en Rouge dans la Foret, c1907 © public domain / pg. 22: Jiří Trnka, illustration 
to the own book Zahrada, 1962 © Jiří Trnka – heirs / pg. 22: Juraj Hováth, illustration to the author book Modrý tygr© Juraj Horváth / pg. 23: 
Alain Gomis, Petite lumière, 2002 © Mille et Une Production / pg. 23: Jacques Rozier, Rentrée des classes, 1955  © Dovidis - Films du Colisée / 
pg. 24: Alain Gomis, Petite lumière, 2002 © Mille et Une / pg. 24: Alain Gomis, Petite lumière, 2002 © Mille et Une Production / pg. 24: Jacques 
Rozier, Rentrée des classes, 1955  © Dovidis - Films du Colisée / pg. 24: Alain Gomis, Petite lumière, 2002 © Mille et Une Production / pg. 24: 
Jacques Rozier, Rentrée des classes, 1955  © Dovidis - Films du Colisée / pg. 24: Alain Gomis, Petite lumière, 2002 © Mille et Une Production 
/ pg. 24: Jacques Rozier, Rentrée des classes, 1955  © Dovidis - Films du Colisée / pg. 25: Jiří Trnka, ilustration to the own book Zahrada, 1962 
© Jiří Trnka – heirs / pg. 26 Matouš Přikryl, book cover Tracy´s tiger, 2001 © Matouš Přikryl – Argo / pg. 26: Artur Ransome, illustration of the 
own book Swallowdale, 1931 © Artur Ransome – heirs / pg. 27: Juraj Horváth / Flipbook Modrý tygr, 2012© Juraj Horváth / pg. 27: Michael 
Ende, illustration to the own book Momo, 1973 © Michael Ende – heirs / pg. 27: Johannes Schaaf, Momo, 1986 © Cinecittà - Iduna Film 
Produktiongesellschaft - Rialto Film - SACIS …
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• A multilingual platform, accessible free of charge in 45 European 
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• A collection of European films for ages 6 to 19

• Teaching materials to introduce and accompany the scree-
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facilitator/teacher, worksheet for a young audience, educatio-
nal videos for comparative analysis of film excerpts
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