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peoa and mv kAewdapdtpuna. MpoUnoBETE ™ ouPPETOXT, TV NPOOWITIKY APOTiw-

on. H Mndppunapa Ko €xet e§ehiyBel oe edikdg Tou cinéma vérité, akohouBavrag
HEV TIS apxEQ Tou, epmhouTilovtdg o Be, e myv Eexwplom me apnynuatik Sour. H
Mndppnapa KorA pnopel va napampel, aAAd mAnoiaZet, kovrootéketal mAdL oToug xapa-
KTpeg MG Kat katapyel 1g anootdoet, dlampwvrag Guws pa ondvia wopporia: oute
T0US KOITa ' uYnAou, oUTe eruBAAAEL autapyikd ™V unokewevIKi ™G oxkorud.

An6 ta, BpaBeupéva pe ‘Ookap, viokaviép me, Harlan County, USA ka1 Augpikdviko
dvelpo, duo Tavieg-katanéATeg yia 1o MOAITKG Kal KoWVWVIKG 0UoTHa TG AUEPIKAG, Ta
nopTpETa NpoowrnikoTTwy 6nwg o Mkpéykopt Mex, o Molvrt Akev kat 0 Md Tdioov,
uéxpL 1o npéogaro Dixie Chicks: oxdote kat Tpayoudriote, n Mndpunapa Kork gpovrile
va avadeikvier m gwvii nou npoomaBel va akouoTel péaa kat £&w and 1o auvoAo. O oAt
TIKO-KOIVWVIKGS napdyovrag eival ndvia nap@v, aAAG elvat dppnkta ouvbedepévog Pe 1o
avBpwrivo otoixelo: mpdkerat yla duo ouykovwvouvta doxela, pe m oupnepipopd Tou
€vlg va €xet ueoo avrikruno omy eEEAEN Tou dAhou. To dikaiwpa om (i, mv epya-
ofa, mv eAeuBepia Adyou, mv (on perayelpion yiverar ki autd €vag xapakmipag oTig Tai-
vieg mg Kor, o onoiog aywviletat yia mv a§onpéneia kat mv empiwor tou, 6nwg Kat
01 fipwég g,

Aelypa mg doukeldg mg €xet 1dn napouoiaotel ato deotiPAA Nrokiaviép Beooao-
vikng nponyoupevwv 1w, aAAd elpal Blaltepa nepripavog nou gETog, oto Yo deoTIBAA,
QuhoEevoupe pia 1600 onpavrikr dnutoupyd Kat To £pyo mG.

H 1éxvn mg napampnong dev elvat éva amké fimua - dev nepiopiletal oto Koitaypa

Anprivpng Einidng
KaAirexvixde AtevBuvtric

ole. It presupposes participation, personal dedication. Barbara Kopple has become an

expert in the cinéma veérité genre, following its principles on the one hand, but on the
other enriching it with her own distinctive narrative structure. Barabara Koplle can observe
but she approaches, pauses next to her characters and abolishes distance, all the while
maintaining a rare balance: neither looking down on them, nor high-handedly imposing her
subjective point of view.

From her Oscar winning documentaries Harlan County, USA and American Dream,
scathing films about the political and social system in America, to portraits of celebrities
such Gregory Peck, Woody Allen and Mike Tyson, up to the recent Dixie Chicks: Shut up
and Sing, Barbara Kopple draws attention to the voice that is trying to make itself heard. The
soclo-cultural factor is always present, but is indissolubly tied to the human factor. These
are interconnecting entities, with the behavior of one having an immediate effect on the
development of the other. The fight for the right to life, to work, freedom of speech, equal
treatment, becomes a character in Kopple's films, a character who struggles for his dignity
and survival, just like her heroes.

A sample of her work has already been presented at the Thessaloniki Documentary
Festival in previous years, but | am particularly proud that this year, in the 9th Festival we
are hosting such an important creator and her work.

T»e art of observation is not a simple matter - it isn't limited to looking through a key-
h

Dimitri Eipides
Director



Mndpunapa KonA: dlaA€yoviag nAsupd

Tou Anpritpn Kepkivou

kapiépa ™G  Apepikavidag

Mndpunapa KorA dev elvat pévo
1a duo PBpaBeia ‘Ookap KahUtepou
VIOKIpaviép mou evrunwotdfouv. Ki
autd yiati To €pyo ¢ dev neplopile-
TaL omv Tekpnpiwon, akAd nepay-
Bdvel eniong puBomaoia, eneloédia
yla mv mAedpaon kat dlagnuioTika.
Mapépola mokAia eMBEIKVUEL Kal 0Tn
Beparikr) mg, n onoia dev aykahalel
pévo Inmpara TOALTIKO-KOWVWVIKOU
Xapakmipa, aAA@ aoyoAeitat emiong
Je ™ pouaikn) oknvr), Blaonuémreg,
VEOUG avBpwroug Kat yuvaikeg pe
EVEPYT KOWWVIKT) dpdon. Eite mpokel-
a1 Yla aveEApmTES napaywyes eite
yla tawieg «katd@ napayyehia», ta
£pYa ™G GEPOUV TO EVIOVO MPOOWTTL-
K0 ™G Ugog, Kat dlakpivovtal yla Tov
QvBpWMOKEVIPIKG TOUG xapaktpa,
@AAd kat mv tdon mg va pnv kpuBeL
TV UTIOKEIMEVIKOTTA ™G, KaBloTw-
viag €101 0agr mv YeudaioBnon mg
QVTIKELHEVIKIG KaTaypagrg e mnpay-
patikdmrag oto VIoKIwaviép. Aut n
auto-avagoplkémTa ™G TPOCEYYL-
ofg g, laitepa eppavig ato
Harlan County, USA kal TipaKTIKr kat-
VOTOPWV Tavidv 0to €Bvoypagiko
VIOKIHQVTEP G TEPIGdOU EKEIVRS,
katardooel mv Komk omyv mpwrono-
pia mg emnoxrg me.

‘Exovtag paBnredoel dimha oe duo
ané Toug PeyaAUTEPOUS EKTIPOOWITOUG
Tou direct cinema, Toug Albert kat David
Maysles, n Kor puriBnke oto kupiapxo

zm PEXPL TWPA KIVIHATOYPAPIKT]

€KElV v enoxi) HOVTIEAO Kivmuato-
ypdonong ™G  mpaypatkémrag,
paBaivovrag nwg va napampel kat va
kataypdget m {wr mou ektuhiooeTat
Jrpootd oTo @akd Xwplq va eneppai-
Vel Opwg, omv npwm mg KioAag Tat-
via, Harlan County, USA (1976), 10
TaAévio mQ Korh Ba mapakduyel Tov
Bepehddn meploplopd mou enépalie
10 direct cinema wg npog mv «adpatm»
napoucia Tou OKNVoBEM kai ™ Hn
napéypacr) Tou oMV Kataypagr Twv
YEYOVGTWY, Yla xapn piag peyahutepng
auBevtikdmrag, dnuioupywviag Hia
Tawvia upido. Etol, av kat  Tawia
EPMePLElE MOAAG an6 Ta oTolKEia Tou
KIvijuarog autou, 6nwg Tov auBopunTti-
OHO KaL TV QueaOTTa Mou TPOCPEPEL
1 Kauepa 010 XEpL, MV Tapamipnan
WV Yeyovotwy kabwg autd eEehiooo-
VIalL Kat mv Karaypagn Twv fxwv andé
10 QUOIKG mepiBdAlov, n KomA 6a
arnoppiet mv «kabapry» Kat «pn HECo-
Aapnuévn» mapatmipnon Twv yeyovd-
TWV, UIOBETOVTAG Jia POCEYYLOT TIoU
elvat o Kovta oto cinéma vérité, kabi-
OTOVTAg 0agn myv oMtk m¢ ywvia,
OnAadr}, m otpdtevor) S OTov aywva
TV anepywv. ' éva 6yt auompd xpo-
vohoynuévo mAalolo Tou EVESTTOS
Xpdvou, Ba avnapaBécel ouveviel-
£elq kal apyelakd UAIKG, e aTéxo and
 pia va ouvd€oel 1o mapeABov pe 1o
napév, mnpoodidovrag éva LOTOPIKG
BdBog Kkat pa ouvéxela oto BEpa Tou
ay@va Twv anepywv omv Kopntela tou
Xdphav. A mv GAAn va avadeiet, m

QWVT] Kal 10 pOAO TWV AMAGV YUVaIK@V
OTIG KOWWVIKEG KIVITOTOMOELS, Tpo-
0pEPOVTAS pag PEaa amo Tig Mpoowrt-
KEQ ToUg KaBnuepIVES LoTopieg T dikr
Toug exdoyr]. Tautéxpova evowpatw-
VEL dNuLoUpYLKG T HOUOIKT) TG EpyaTl-
KNG TG&Ng ™G meploxrq Twv AmaAd-
Xwv Opéwv omv nynukn Hndvia.
Méoa ané ™ pouan tou Hazel
Dickens, €kppaon ™G TOMIKIG KOUA-
To0pag, n oknvoBETIS agrivel va aKou-
otel ) Quvr) ™G kowvdmrag, oxoAdlet
m Opdon twv yeyovotwv, mpoodidet
Jta MOAITIOpIKT) apeadmTa Kat ouvapa
KateuBlvelr ta ouvawodrpata Tou
Beam), mpotpénovidg Tov va mdpet
B€an, katd To napddetypa Tou Tpayou-
dlov mg Florence Reece «Which side
are you on?».

210 Apepixdviko dvepo (1990), n
KorA Ba kataypdyet pia GAAn pakpo-
Xpovn anepyia, autr} ™ gopd o' €va
€pYooTdalo ouokeuaoiag Kkpéarog me
Hormel oto ‘Ootiv mg Mveadra, die-
pEUVAVTAG TO.avBpwrvo K60Tog ™G
OLKOVOUIKTIG UPEONS 0TIV QUEPIKAVIKT)
Bopnyavia. Onwg kat oto Harlan
County, USA, n oknvoBétig napouaid-
(e, péoa amo pa Aemropepr kat kahd
KApakoupevn dpapatiki) dopr, To xpo-
VIKO ™G oUykpouong petagl Ttwv
epyatwy kat mg dievBuvang ané mv
omTKn) ywvia Twv epyatwv. Me mv
kGuepd mg va Bpiokerat mavrol, n
Kom\ maipvel ouvevieugelg and toug
BaoikoUq UMPETEXOVTES, pag deixvel
TG OUVaVTIOEL TOU OWpaTtEiou, Toug
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Barbara Kopple: Choosing Sides

n the cinematic career of the American

Barbara Kopple to date, it is not only

her two Oscars for best documentary
that impress. And this is because her
work is not limited to the documentary
genre, but also includes fiction, televi-
sion serles and commercials. A similar
variety is revealed in her choice of sub-
jects, which not only embrace issues of
a socio-political nature, but also deal
with the music scene, celebrities, young
people and women who take active
social action. Whether they are inde-
pendent productions or “made to order”
films, her works bear her vivid personal
style, and are distinguished by their
humanist character, as well as her ten-
dency to not hide her subjectivity, thus
clearly shattering the illusion of the doc-
umentary's supposed objective record-
ing of reality. This self-reflective
approach, particularly obvious in Harlan
County, USA is also a device found in
innovative ethnographic documentary
films of that period, and it places Kopple
at the vanguard of her time

Having apprenticed with two of the
biggest representatives of direct cinema,
Albert and David Maysles, Kopple was
initiated into the predominant model of
filming reality at that time, leaming how
10 observe and record life as it unfolds in
front of the camera without interfering
However, from her first film, Haran
County, USA (1976), Kopple's talent
bypassed the fundamental restriction
that direct cinema imposed as 1o the

American Dream

by Dimitris Kerkinos

9th Thessaloniki Documentary Festival

Barbara Kopple



NYETES TWV EPYAT@Y VA KATAOTPWVOUV
OTPATNYIKES 1) va ouykpouovTal mapa-
oknviakd. Mapa\inAa, napampel Toug
Kabnuepvous aywveg Twv Qmepywv
Kal aQriVeL TIG OIKOYEVELES va HIATO0UV
yia 1ig duokoAieg mou avripetwmnifouv.
To arotéAeopa eival va mapouotdoet
TOUG avBpWIoug Kal Toug aywves Tou
Kataypaget Pe pia npaypatikr aiodnon
OIKEIOTTAG, EKBETOVTAG pag Ta Kivn-
Tpa MG epyatikig Ta&ng Kat «BEto-
VG 0Toug Beatég T0 EpWMHA TOU Tt
Ba €kavav av Bpiokoviav om BEan
T0UG».

H mohtk} B€on mou exgpdlel n
Kom\ omiq mapandvw tawvieg me dev
egavAeital o’ autég, ahAd evumdpyel
akOpa Kal 0€ VIOKIHAvVTED TOU EK MPW-
me OYewsg dev defxvouv va €xouv
TET010 pooavatoAopd, 6nwg ta Wild
Man Blues, H Owij pou yevid Wy Dixie
Chicks: okdote kat tpayoudnote. K
auté ywati, n KomA katarudverar pe
avBpwroug kat Bépara mou my evdia-
QEPOUV Mpaypatikd kat yia Ta omoia
€xel anoyn. ‘Etor, ato Wild Man Blues,
dev pag napouotdlel povo to mopTpé-
10 Tou louvtl Akev katd m Bidpkela
G eupwraikig neplodeiag me 1lal
Unavrag Tou, TI HOUOIKES Tou emdo-
OEIG, TIG VEUPWTIKEG TOU EVOXANOELS
and To mepipaAov 1 T aviidpdoeig
TOU amévavl oToug BaupacTeg Tou,
aAAdG Blepeuvd eniong mv apgeyo-
Jevn TOTE oY€om Tou pe mv Soon-Yi
Previn, 1 orofa efxe npokakéael aya-
vaKmon omv apepikavikn Kowwvia,
oyohdZovrag ' autév Tov Tpomo Tov
nouptraviopd me. ‘Exovrag eEaopali-

Harlan County, USA

OEL MpWTa ) ouykatdBeon tou Ahev
va TOV KIVnuatoypagroet Xwpig kave-
va neploplopd —onweg GAAwoTe eivatn
ouvrBng TaxTiki mg—, n Ko tov ako-
AouBel diakpitikd navrou, napouaidlo-
VIGQ Hag Wi QUOLOAOYIKT) OUUTEPIPO-
pa Ceuyaplol oe avtinapdBeon pe 10
okavbaho mou eixe mpokAnBel. Katd
Tov (810 Tpdro, ato Zxdote kai Tpayou-
Orjote, 10 KEVIpO BApoug OUOLaoTIKG
dev Bploketar omv napouciaon mg
neplodeiag twv Dixie Chicks, mg mpo-
owrniKG {wig Twv PeEA@V 1} Tou NG
e€loopporolv ™V Kaplépa pe MV
pntpémra, aAA@ avtiBeta, om B€on
Tiou Taipvel To ouykpomua (aAAG katn
Kom\) unép g eheuBepiag Tou
Adyou. To napackrvio mg kpiong, mou
onutoupynénke pe m dfAwon g
Maines katd tou Mpoédpou twv HIMA,
arnoteAel yia m oknvoBETda agempia
yia va pag pfoeL yia myv enoxj me
npoedpiag tou Mrmoug. Onwg oto
Auepixdviko dvelpo BAETOUE Ta aro-
TEAEONATA TG OLKOVOMIKTIG MOAITIKNG
Tou Piykav, €101 Kt €60 BAEMOUE TOV
KOWWVIKG avTikTumo ¢ ekotpatelag
Tou Mnoug katd ™G TpOpoKpartiag,
KaBwg kal me Aetroupyiag Tou padlo-
QUVOU Kal mG HOUaIKrG Blopnxaviag
omv Apeptk. To kayipo twv CD toug,
N Aoyokploia, oL TPOOBOAES Kal ot
aneég kard mg wig Toug, KaBwg
Kat n enidpaon 6Awv autwv OTIS TPo-
OWMIKES Touq (wEg, Oev aklaypagouv
T0 MOPTPETO EVOG Yuvalkeiou uykpo-
THatog KAvtpt mou Bpébnke oto enl-
KEVIPO Hiag €Bvikiq avunapdbeang,
GG avadewkviel m onpaocia Tol va

ekppadel kamolog mv droyr tou drav
0 undAowrog kéopog kpatd to otépa
Tou KAeloTd. Kat Bepata, avadewkvietat
n duvapikémra Twv peA@V Tou Ouy-
Kpomuatog, Bupilovidg pag To Harlan
County, USA, ka1 mv evaogy6Anon mg
oKnvoBETIdag pe tov evepyd poAo Twv
Yuvaikav ot alyxpovn Kowwvia.

Aroyn, aAAG kat moAwikn B€om,
ekppalel kat om Awni pou yevid,
Kabwg péoa and mv napouciaon Twv
TPLV [oUVTOTOK OKlaypagel TG Koww-
VIKEG aAAaYEQ Ta TeAeutaia 30 xpovia,
Kat apnyeftal To nwg pia enavaotaon
petatpdrmke o€ epndpeupa. H dieped-
VIon G EWnopeuparonoimong Tou
BpulikoUu @eOTIBAA  emuTuyxdveTal
péoa and éva dlaAektkd povrdl —mou
ouvavtoUpe Kait oto Harlan County,
USA- 6rou elk6veg anoé 1o napehBov
avtinapatiBevrat pe exelveg Tou mapd-
VI0G, Kal OUVIOTA pa EppeaT KPITIK
mg onpepviig duTikiG Kowwviag, n
oroia avakukA@vel Kat Tpépetal and
TOUG HUBoug Tou maperBovrog, Kall-
OTOVTag TOUG €va «Bepatikd mapko»
Karavalwong.

Méoa anmd ™ peydAn Bepatiki
ykGpa tou €pyou G, n KomA €xet
napouotdoel éva eEQPETIKG agnynua-
TIKG TAAEVTO Kal pia povadikn kavotm-
Ta 0Tn OKIaYPAenom Twv Xapakmpwv
m¢. H embupia mg va katarudverat
|l€ QvBpWIOUG 1} KATAOTACELS TTOU BEV
elval YvwoTég ato eupl Kowe, 1 mpo-
omdbeld m¢ va avakakiyel To mowa
npaypatkd eival ta mpéowna mou
Kwnuatoypagel (eite mpokewrat yia
dlaonuémreg efte yia ouvnBiopévous
avBpwrnoug), N menoidnorn mg nwg
TIPEMEL va aKoUYETAL N QwVT) Toug aAAG
Kat n unootpEn me MPoowrKig me
droyng otig Tawvieg mg, avadekviouv
Ja oknvoBétnida rou oyt pévo yvwpilet
KaAd mv téxvn ™G aAAG, mou dinetat
and povadiki evawoBnoia kat avlpw-
OHo, apeTéG ToU eival Tautéompes pe
MV NOIKI} TOU VIOKIPAVTED.
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“invisible” presence of the director and
non-intervention in the recording of
events for the sake of greater authentici-
ty, thus creating a hybrid film. So, even
though the film contained many ele-
ments of that movement, such as the
spontaneity and immediacy that the
handheld camera offers, the observation
of events as they take place and the
recording of sounds from the natural
environment, Kopple rejected the “pure”
and “non interfering” observation of
events. She adopted an approach that is
closer to cinéma vérité, clearly showing
her own point of view, that is, her joining
in the struggle of the strikers. The events
are not presented in the strictly chrono-
logical context of the present. She juxta-
poses interviews and archival material,
aiming on the one hand to connect the
past with the present, giving historical
depth and continuity to the subject of the
strikers' struggle in Harlan County. On
the other hand, she highlights the voice
and role of simple women in social
movements, giving us, through their
every day personal stories, their version
of events. She also creatively incorpo-
rates the music of the Appalachian
Mountain working class in the sound
track. Through the music of Hazel
Dickens, the expression of the local cul-
ture, the director lets the voice of the

meetings, the workers’ leaders planning
strategies or fighting behind the scenes.
At the same time she observes the
everyday struggles of the strikers and
allows their families to speak about the
difficulties they face. The result is that
she presents the people and the strug-
gles she records with a real feeling of
familiarity, revealing to us the motives of
the working class and “posing the ques-
tion to the viewers of what they would do
in their place”.

The political stance that Kopple
expresses in her above films does not
stop there, but exists even also in docu-
mentaries that at first glance don't seem
to have such an orientation, such as
Wild Man Blues, My Generation or Dixie
Chicks: Shut Up an Sing. This is
because Kopple tackles people and sub-
jects that really interest her and on which
she has opinions. Thus, in Wild Man
Blues, she doesn't only present the por-
trait of Woody Allen during the European
tour of his jazz band, his musical per-
formances, his neurotic iritation at his
environment or his reactions to his
admirers, but also explores his then con-
troversial relationship with Soon-Yi
Previn, which had caused indignation in
American society, in order to comment
on its puritanism. Having first gotten
Allen's consent to film him with no
restrictions ~ which is her usual method
- Kopple discreetly follows him every-
where, showing us the behaviour of a
normal couple in contrast with the scan-
dal that had been caused. In the same
way, in Shut Up and Sing, the central
focus is not essentially on the Dixie
Chicks’ tour, its members' personal lives
or how they juggle a career and mother-
hood, but rather, on the position taken by
the group (and Kopple hersetf) in favour
of freedom of speech. The background
of the crisis created by Maines’ state-
ment against the President of the USA
was the spring board for the director to
speak to us about the Bushs administra-
tion. Just as in American Dream we see
the results of Reagan's financial policies,
here we see the social repercussions of
Bush's campaign against terrorism, as

well as the workings of the radio and
music industries in America. The bum-
ing of their CDs, censorship, insults and
threats against their lives, as well as the
influence of all of this on their personal
lives, does not paint the portrait of a
female country band that found itself at
the center of a national confrontation,
but highlights the importance of express-
ing one's opinion when the rest of the
world is keeping its mouth shut. And of
course, it demonstrates the power of the
group members’ characters, reminding
us of Harlan County, USA, and the direc-
tor's preoccupation with the active role
of women in modemn society.

Opinion as well as political stance is
expressed in My Generation, as through
the presentation of the last three
Woodstocks, she outlines the social
changes over the last 30 years, and
recounts how a revolution was trans-
formed into a commaodity. Her examina-
tion of the commercialization of the leg-
endary festival is achieved through a
dialectical montage — which we also find
in Harlan County, USA — where images
from the past are contrasted with those
of today, and constitutes an indirect crit-
icism of today’s westem society, which
recycles and is fed by the myths of the
past, tuming them into a “theme park”
for consumerism.

Throughout the great thematic gamut
of her films, Kopple has shown an
exceptional narrative talent and a unique
ability to outline her characters. Her
desire to deal with people or situations
not widely known, her attempts to dis-
cover who the people she films really are
(whether they be celebrities or ordinary
people), her conviction that their voices
must be heard, and her support of her
personal opinion in her films, reveal a
filmmaker who not only knows her art
very well, but who has mastered it with
a unique sensitivity and ‘humanism,
virtues that are synonymous with the
morals of documentary film making.

Translated by Tina Sideris

—
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Avalntwvtac yia kaAn Lotopia

H Mndppnapa KonA pihd otov Anpritpn Kepkivé kat om Aiku M. Manayidvvy

‘Exere kdver Taivieg mou karamdvo-
vIaI g€ NoAITIKG Kai KovwvikG B€para
(Harlan County, USA & Apepixdviko
dveipo), Taivies mov omiafouv ot dio-
ONUOTNTES Kai OE ap@IAEYOPEVES NPO-
owmkérnTeg (TkpEykopr Mek, Fodvmi
‘Akev, Maik Tdioov), mou agopouv
T0Ug vEoug Kai Tn) pouadiki (H dixij pou
yevid, No Nukes) aAA@ kai Tig yuvai-
Ke§ (Ymepaomifovrag mi¢ Kdpeg pac,
Maprupies moAépou, Dixie Chicks:
oKkdoTe ko1 Tpayoudijote). T eival
auTé mou oUVAEEI Ta VTIOKIPavTEP QUTH
peraku Toug; Yndpxer KA OUYKEKPI-
pEvo nou oag eAKGEL, 6Tav anogaoile-
1€ va Kavere éva vrokipaviép, népa
ano 7o id10 1o Bépa;

—Wayve ndvra pia kaAn wtopia va
agnynw. H wotopia aut propel va
TIPOKUYEL and avBpwroug mou oup-
LETEXOUV OE Hla EPYATIKN amepyia,
and yuvaikeq mou aywviovrat yia
106mTa, and poucikols mou Makel-
ouvV yla auté Tou mioTevouv 1| ané
€vav nBomotd mou meplodeveL oV
Euporm pe m t¢al pndvta tou. MNa
péva 10 Bépa eival va diepeuvag
OAeg TIG avBpwmveq MAEUPES Kat va
akoUg autd mou €xouv va mouv ot
GvBpwrot. ‘OAot pou 0L Xapaktpes
£xouv mdBog kat eivar yonreutikoi,
T0 yeyovog de nwg elpat oe B€on va
Kataypayw Tig otopleq kat g {weg
Toug, ival yla péva peydin xapd.

Mg karaAiyete o’ €va BEpa; YioBeTei-
1€ Kanoia ouviiBn diodikacia Kl pia
ouykexpipévn péBodo epyaoiag drav
KGveTe vroKIpaviEp;

— Qev akoAouBw Kaveva YEVIKO Kavo-
va, 6tav anogaoilw ya €va B€pa. Mou
apéoel 6tav pag Epxovral GvBpwrol pe
10€eq. MepIkES popeS pag mnatddouv
un kepdookorukoi opyaviopol mou
B€houv va evepyoromBolv yupw arod
onuavtika kowwvikd Bgparta, 1j pag mpo-
1elvel éva Bépa kAmolo MAEOMTIKG
diktuo. ANeQ QopEG EXOUNE TIG BIKEG
pag éeg. AvapgiBoda, douled amd
douleld dlagepeL.

Aev undpyet évag kaveévag 1 pa otd-
viap diadikaoia omv Kvnpatoypdpnan.
Otav Eekwolpe va yupiloupe €va
OUYKEKPIEVO BEpa, dev EEpoupe moTé
Tl Bpioketat omv M ywvia - autd
elvat mou kavel, kat@ mv droyr pou, 10
€[00 ToU vroKiaviép T600 evdlageé-
pov. MpenelL va Exelg mv (Kavemra va
un rrroeioat kau va efoat eVENKTOG, ylati
roté dev EEpetg T Ba ouppel. Eyw palw
ndvia Ta duvard pou va ouNGRw Tg
KAAUTEPES BUVATEG OTIYHES.

Tari mpomiprjoaTe TV TEKpNpiwan and
T puBomAaoia;

— 'Exw kdvel tawvieg 1600 puBora-
oiag, 600 Kat Texunplwong Kat anoAay-
Bdvw OlagopeTikG mpdypata o€ ke
£(00G. Autd mou €xw avakaAuyel eivat
WG 1 KaAUTEPN TeKUNpiwon elvar auty
nou divel pwviy o€ daoug dev Exouv —
Kal moTelw TG auté eival kau o
omoudaio. Mou divel m duvardmra va
apnynbw m SlapopeTikiy Meupd pag
wotoplag rou rugtedape nwe yvwpilaye,
Kat va Tagdéyw 1o kowd. uvdya, amno-
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You have made films that tackle polit-
ical and social issues (Harlan County,
USA, American Dream), others that
focus on celebrities and controversial
subjects (Gregory Peck, Woody Allen,
Mike Tyson), as well as films concern-
ing youth and music (My Generation,
No Nukes) and women (Defending Our
Daughters, Bearing Witness, Dixie
Chicks). What is the common thread
that copnects these documentaries to
each other? Is there something in par-
ticular that attracts you when deciding
to make a documentary, aside from
the subject itself?

— | always look for a good story to tell.
That story may come from people
involved with a labour strike, women
struggling for equality, musicians fight-
ing for what they believe in, or an actor
touring Europe with his jazz band. For
me it's about exploring all facets of
humanity and listening to what people
have to say. All of my subjects are pas-
sionate and fascinating and being able
to chronicle their stories and their lives
has been such a joy for me.

How do you decide on a subject? Is
there any standard procedure and any
particular working method you use in
making documentaries?

—There isn't a general rule that | follow
when deciding on a subject. | love it
when people come to us with ideas.
Sometimes non-profit organizations
that wish to make projects about
important social issues approach us
with their ideas, or a television network
will pitch a project to us. Other times
we come up with our own ideas. It del-

Looking for a Good Story

Barbara Kopple talks to Dimitris Kerkinos and Lilly M. Papagianni

initely varies from project to project.
There isn't one rule or standard proce-
dure in filmmaking. When we start film-
ing a particular subject we never know
what is around the comer - that is what
makes documentaries so interesting for
me. You have to be able to roll with the
punches and be flexible because you
never know what will happen. | just try
my best to capture the best moments
possible.

Why have you favoured documentary
over fiction work?

~I've done both fictional and non-fic-
tional films and there are things that |
truly enjoy about each. I've found that
when documentary filmmaking is at its
best, it provides a voice to the voiceless
and | think that's such an amazing thing.
You can tell a different side to a story we
thought we already knew, and take audi-
ences on a journey. | also enjoy the cre-
ativity of fiction filmmaking and the
challenges of working with actors and
scripts. Whether I'm making nonfiction
or fiction films or even commercials, |
approach every day with the same ener-
gy, the same respect and admiration for
the people I'm working with, and the
same love of the collaboration and cre-
ativity that comes with filmmaking.

Would you please describe your
apprenticeship with the Maysles
Brothers? How was the experience of
working with them and how did they
influence - if they did - your subse-
quent work?

—Working with the Maysles was a
wonderful experience for me because

they created such a creative and col-
lective atmosphere where everyone's
opinion mattered. We would gather
around and watch footage and rough
cuts together and everyone would give
their ideas and opinions about whatev-
er we were watching. | was taught that
even though | was new to the industry,
what | had to say was important.
Working with the Maysles influenced
the way that | work, which is in a col-
laborative manner with many talented
and creative individuals.

What are, in your experience, the
inherent difficulties in being an inde-
pendent woman documentary film-
maker in the US? Do you believe that
your gender has influenced your work
and its reception by the community of
documentary producers and filmmak-
ers?

—Sexism is a very real part of our cul-
ture in all walks of life, and this industry
is certainly no exception, although I've
never felt like my gender was a hin-
drance to telling the stories | wanted to
tell. In fact, I've often felt that being a
woman allowed me to establish a
unique kind of rapport with my charac-
ters that brought a new perspective to
the story. Women have a unique voice
in film, and support for female filmmak-
ers has never been stronger

9th Thessaloniki Documentary Festival
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AauBdvw m dnuioupykémmra mg pubo-
Thaoiag kat Tiq mpokAoelg va douAel-
€16 pe nBoroioug kat oevaplo. Eite kavw
viokipavtép, eite puBorhaoia, efte
aK6pn dlagnpioelg, mpooeyyilw kaBe
J€pa TOUG avBpWOUG KE TOUS OToioug
doulelw, pe mv idla evépyela, Tov iBlo
oeBaopd kat Bavpaoyd. Tnv Bia aydrm
TPEQW Yla ™ ouvepyaoia kat m Onui-
OUPYIKGTTTA MOV TPOKUTTTEL arné mv Bia
mV kivnuatoypaeron.

Ba pnopovoare va pag PAROETE yia T
paBnreio  oag oToug  mdEAQoUS
Maysles; Ti anokopioare and T ouvep-
yaoia oag padi Toug Ko nwS enmpéacav
—av 10 €Kavav- T peréncma douAeld
oag;

—To va doukéyw pe Toug adeApous
Maysles fitav yia péva pa umépoym
eunelpia, KaBWG urmpye pa dnpioupyt-
K Kat OuMoywi atpéogapa omv
oroia n yvapn kaBevog and epdg eixe
onuaoia. Zuykevipwvopaotav kat BAE-
nape pali 10 UAKG Kat TG TPWIES
povraplopéveg exdoXEQ kat kaBévag
pag katéBete TG 16EEQ Kal amoyelg
YUpw and autd mou mapakohouBouaa-
pe. ‘EpaBa nwg av kat pouv axopn véa
0TO X(pO, QuTé Tou Eixa va nw frav
onuavtikd. H ouvepyaoia pou pe Toug
Maysles ermpéace Tov Tpomo pe Tov
oroiov doulelw, Kat auté aiveral aned
M OUN\OYIKT] €pYacia mou €xw erhEgeL
va kdvw pe oA Tahavtolxa Kat dnpt-
oupyd dropa.

Moieg eival, oup@wva pe TV epneipia
0ag, 01 GuoKOAiES yia pia yuvaika mou
eivan aveEdpmmn oxnvoBETIS vioKipa-
vrép omg HIMA; Miotevere nwg 10 puAo
oag €xel ennpedoer ) douAeld oag i
v anodoyri ¢ and TV KovdTTa
TWV NOpaywy@v Kai OKNVoBET@Y vTo-
KIpavTep;

—0 oefopdg eival éva peydho Kat
TIpayHaTkd PEPOG G KouAtolpag pag
0€ OAeg TIG Bladpopeg me Lwiig, Katn
Blopmxavia aut dev ouviotd e&aipean,
av Kal moté dev awBavenka nwg To
QUAO pou fitav epnddio yia va agnynbw
11§ LoTopieq mou riBeAa. Zmy npaypati-
komra, £xw ouxva awbaveel nwg To va

eija1 yuvaika, pou enétpeye va edpaiw-
0W pua povadiki OXEOM He TOUS Xapa-
KTpES Lo, KATL TIOU TIPOOEPEPE OV
wtopia véa didotacm. Ot yuvaikeg
apBpavouv pa povadiky @wwviy oTov
Kivnuatoypdgo kat 1 unoomipién Twv
YUvalk@v oknvoBET@v eival eviovotepn
ané mote.

And mv enoxrj mou kdvare 1o Harlan
County, USA, | pop@rj Tou VTOKIPGVTED
£xel oAAGEer dpaparikd, onwg emiong
Kai 1) anodoyrj Tou and To EVPU KOIVG.
Nw¢ morevere 6n emredyBnke aurd
K0l Tioi0l VORITETE MW £ival o1 Adyor;
— Bewpw NG o1 MPOOPATES TEXVOAD-
YIKEG KawvoTopieg €xouv ahAGEeL mpay-
patkd 1o €idog Tou vrokiaviep. X'
aumiv ™V Ynolar enoyr o eomMop6g
elvar meploodTepo avBekTkGg Kkat ot
KQOETEG apKeTd @Bnvotepeg. Eival
TAEOV EQIKTO OL KGUEPES va Kiviuato-
YPagoUv OUVEXWS Kal EKATOVIADES
Mpeg UAou. Mpdkerrat yia pua moAuTe-
Aela rou dev efyaye 6tav Kwnuatoypa-
Qouoaye To Harlan County, USA. Xou
ETITPENEL Va EXELG TIEPIOTGTEPD UAIKG
Yia va SourEYELS, MPOoPEPOVTAg OToUS
LOVTEP TIOAU MEPLOOOTEPES EMAOYES.

Eniong, €xet al\GEEL Kat Exel peTeke-
AiyBel pe ta xpévia n agnynuarkr dopn
TV VIOKavtep. T@pa undpxouv VIok!-
HaVTEP MOV Mapouatalouv Tov oKnvoBE-
T g B€pa, mou oknvoBeTolv avanapa-
OTAOELS, TOU XPr|OIOTIOOUV OLKOYEVEL-
aKG Bivieo MePaopEVWV ETWV Kal TOU
napouatdfouv kaBe eidoug TeXVKT Kal-
votopia. Ot oknvoBETeg pavrdlovral ek
VEOU TO T {riopel va eival €va viokia-
VIEP KOl MOTEUW TWG O PETaOXTHATL-
opdg autdg eival unépoxog. Eivar guot-
k6 va aAAdlet n texvohoyia kat va ee-
Niooetal pe 10 XpOvo n KaAAExvik
Lopon kat elval eArudopdpo va BAENE
va rpaypatorolotvrat dlapopeTika eidn
VIOKILQVTED.

Mg anogacioare va kdvere TV
1eAeutaio oo ravia yio mig Dixie
Chicks; AioBdveore nwg undpyouv
Kanoio xoiva pe 1o Wild Man Blues,
ané mv Groyn nws kai o1 dio mepi-
TTQOEI a@opouv diaonpdrnreg mou

eival avayvwpiopeg kai Bpiokovral oe
pia nepiodo avarapayrig Kai Kpiong;
—Mpw ot Chicks &ekwroouv mv
neplodeia tou 2003, «Zmv kopugr ToU
kéopou», kat mpw n Natalie Maines
Kkdvel 1o axoAwo yia tov T{opt{ Mroug,
n Cecilia Peck kai ey® Béhape va
Kkdvoupe wa Tawia yia mv neplodeia
T0UG, akoAouBwvtag Tig o’ 6An mg m
didpkela. Mag evdigpepav wg MPoow-
TUKOTNTES, KABWG TPOKENTal yia TPEg
uniepBoAIKG TaAaVTOUXES HOUOIKOUG
ou e€loopponolV TI KApLEPES TOUG
JE TG QnMAIToel§ Kal TG Xapeg mg
olKoyevelakng {wrig. Autd rirav kat pe
10 omojo propoUoa va TAUTIOT® Kat
aoBdvenka mwg To 1o Ba foxue ya
noAAoUg GAAoug. ‘HBeha emiong va dw
nwg 1 epnelpia toug petd 1o ox6Ao
katd Tou Mrnoug g GAae wg avBpw-
TIOUG Kal G KAAAITEXVES.

‘Onwg o€ kd6e Tawia pou, mpooma-
6w va pnv éxw mpokatakiyelg étav
npokettal va yvwpiow kaAltepa pa
Slaonpémra. Motedw nwg eivat MOAU
onuavtiké va anewovilelg Toug
avBpwrnoug pe agonpénela, onwg 6a
1iBekav autol va anewovilovral, pe m
Ok Toug uviy kat dpdom. Ané ™
oTtyr} mou eivar mpdBupol va age-
Bouv, eyw ppovti{w va apnyndw doo
KaAUTEPQ pmopd v LoTopia Toug
oUpgwva pe To wg T PAENOUV eKel-
vol. Ot tawvieg Dixie Chicks: okdate Kat
tpayoudriote kat Wild Man Blues fitav
ekfoou peydleg epmelpieg. Téoo ot
Dixie Chicks 600 kat 0 Fouvit Akev
eival yonteutikol xapakmpeg Tmou
npoomaBoulv va Bahouv m Lwr Toug
o€ TG&n, evw Bpiokovrat uné apQLopr-
man.

Ba pnopouoare va pag PAGOETE yia Ta
yupiopara Tou Dixie Chicks: oxdore xai
Tpayoudijore; T6oo ennpedotnke n
nopaywyj ané Ta mpoPAfpara mou
dnuioupynoe 1o ox6Aio yia Tov nipdedpo
Mnoug;

—Ta yuplopata tou Dixie Chicks: oxd-
0Te Kat TpayoudrioTe fitav pia: popepr
epneipia. O Dixie Chicks pag édwoav
eAeUBepn mpdopaon Kat pag enétpe-
yav va Kinuatoypagoupe onote emeu-
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~| think recent technical innovations
have really changed the documentary
genre. In this digital age, equipment is
more durable and tapes are cheaper. It's
more feasible to always have the cam-
eras rolling and shoot hundreds and
hundreds of hours of footage. That's a
luxury that we didn’t have when filming
Harlan County, USA. It allows for more
material to work with, which gives edi-
tors many more options.

Also the narrative structure of docu-
mentaries has changed and evolved
over the years. Now there are documen-
taries. which feature the filmmaker as a
subject, films that stage re-enactments,
films that use home videos from years
past and films that feature all sorts of
innovative techniques. Filmmakers are
re-imagining what a documentary can
be and | think the transformation is won-
derful. | think it's only natural for tech-
nology to change and for an art form to
evolve over time and | think it's great to
see the different types of documentaries
that are being made.

What made you decide to make your
last film on the Dixie Chicks? Do you
feel that it shares similarities with
Wild Man Blues, in the sense that both
subjects are highly recognizable
celebrities amidst a period of tumult
and crisis?
—Before the Chicks set out on their
2003 Top of the World Tour, and
before Natalie Maines made her com-
ment about George W. Bush, Cecilia
Peck and | wanted to do a film of their
tour with the idea of trying to follow
them on the road. They interested me
as subjects because they're three
extremely talented musicians, who
were balancing their careers with the
demands and joys of family life. That
was something | could definitely relate
10 and felt that many people would be
able to relate to. | also wanted to see
how their experience following the anti
Bush statement changed them as
humans and also as artists.

As | do when approaching any of my
films, | try not to have any prejudgments

Sth Thessaloniki Documentary Festival
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poUoaye. Ot yuvaikeg QUTEG oUpMEPL-
@épovral To idlo, efte 1) kAuepa ypdget
€fte 0x1, kat auté rou PAENETE oV Tal-
via elval akplwg To MW eivat omv
npaypatiky toug {wr. Kataypdyaue
TIOAAEG UMEPOXES OTtYHES pe Tig Chicks
- yéwnon twv didupwev mg Emily,
mv nxoypdgnon Tou VvEoU TOUG
@Aymouy, GAAG Kat PEPIKES TIOAU KAAES
{wvrtavég Toug mapactacels. Emmeoy,
fuaotav pApTUPES TwV GAAAYWV ToU
OUVEBNKQV 0TO OUYKpGTUA: T} ADEAPI-
KOmTa KaL N ePmoTOoUVI) TG Wag
Tpog Vv GAAN eviuvap@enkav kat ava-
TrixBnKkav mepLoodTepo. Ot MOATIKES
T0UG amoyelg mou pEXPL TOTE armoTe-
AoUoav BEja MPOOWNIKWY OU{NTOEWY,
dnuootornomBnkav  kat aviédpaoav
TapaolpovIag To Koo Kat Toug orna-
doUg Toug o€ éva dlapuwTioTke Kat dlo-
patiké didhoyo YUpw ané mv ewprvn,
Tov mOAepo Kat m diapaptupia. Av kat
dev amookoroloav omv MoAwk dia-
uaym, pe mv epmhoki Toug Bprikav o’
aut éva oToxo.

Motelw nwg 6Aol idaye TV EPMEL-
pia Twv Dixie Chicks wg éva paxé péoa
ané Tov orolo PAEMES TO Tpdogaro
TIONTIKG KA{ua omv Apepik. ZoUpe 0
ua mepiodo Omou o1 eAeuBepieg mou
£xoupe we dedopEves, n eAeuBepia Tou
AGyou, 1) eAeuBepia va diapaptupnBeiq
Kat va dlapwviioels, Bpiokovral mpaypa-
TIKG o€ Kivduvo. Bewpw MwS N LoTopia
Twv Dixie Chicks oupmuKV@VeL TOUG Kiv-
dUvoug rou avTeTwiloupe Kkal TauTe-
Xpova deixvel nwg, dtav unepaorileoat
Ta dikawwpard oo, ot GvBpwriol Ba eivat
€Kel yla va oe ompiEouv kat va akohou-
Brjoouv To napadetypud aou.

Oa ynopouoare va pag WAOETE yia Tig
a100nTIKEG emAOYEG Tou OKNVOBETH
OTO VIOKINOVTEP OE OXEON [ EKEIVES
otn puBonAacio; Orav i {wrj emPaAie-
a1 ané pévn S, néoo duokoAo Eiva
V0 KIVNEaToypageis €xovrag Kard vou
|0 UYKEKPIPEVR ONMIKY) MPOOEyyion;

—210 VIOKIHavIEP 0 XpOvog yia va
TIPOETOINAOES TO YUplopa 1j va omi-
OEIG HIO OUYKEKPIEV oKnvi, Elvat
Ayog kat €rol avaykdleoal va eioat
TEPIOOOTEPO EVENIKTOG amd 0,1t OTIQ

Tawieq puBoraciag. ‘Exw ouvepya-
oTel pe UMEPOXOUG Kal TaAQvVTOUXouS
leuBuvTEQ Kal BleuBUVTPIES PUTOYPA-
oiag o1 ontoiot douAeyav okAnpd yia va
OUAAGBOUV TIG OTUAVTIKES OTIYHES Kat
va eival BéRatot nwg 6Aa Ba deiyvouv
eEQIPETIKGA  0TA  VTOKIUQVTEP TIOU
£xava.

H gymeipia oug oTO VTOKIpaVIEP OGS
€xel omkioer pe ma duvari aiogBnon
peahigpoy Kai mpaypamikéTnTas 1 oo
£xel kdver mo anmioi6do€n anévavm
omv avBpwmvn guon;

—Exw 31amoTdoEl nwg ot MEPIOOGTE-
pot vBpwriol £XOUV va TouV i (oTo-
pia kat motetw Ou To va pabelg va
T0UG aKoUg Kat va polpdleoal ta tagf-
dla Toug, eivat avappiBora pia BeTikY
euneipia. Kdbe xapakmipag eite
opdda avBpnwv mou Exw Kwmuaro-
ypagrioel, eixav TMOAU OlaQOPETIKES
eunelpieg Lwng, Kal €101 Pe evEnMveav
Lie BlagopeTiké Tporo. KaBe popa mou
yupilw wa tawia, avakahimw oToug
XQPaKTpeS Mpdypuara mou e eprnve-
ouv. Bdppog, avidloTéAela, anogaot-
otkémra, agooiwon... Mrmopel§ va
Bpelg mepiooeupa eAmidag oTov
avBpwriopd mou poipalépacte.

‘ExeTe OUV-OKNVOBETIOE! OPKETES TaI-
vieg. Moia eivar n diodikaocio 6rav poi-
paleore ™ dnuioupyikj euBivn pe
K@moiov GAAo; Moieg ivar o1 BETIKEG
KQI TIOIES 01 APVITIKES MAEUPES;

—Me 10 Dixie Chicks: oxdote Kat Tpa-
youdrjote, efya myv eukaia va ouv-
OKnvoBeT oW Ke pia maAtd pou @i, m
Cecilia Peck. KaBe tawia eival kata pia
gvvola Tipoidv ouvepyaoiag Kat Aa-
TPEUW TIG OXEOELS TTOU EXW HE TN dnpt-
OUpYIKT] Hou opdda. Kamoleq QOpES
uté onuaivel va doukevelg W' évav
@\\o oknvoBEm, aAAG mdvta onpaivel
nwg OoukeUelg pe mapaywyoug,
povtép kat GAhoug. H ouvepyaoia elvat
€va and Ta ayarmpéva pou koppdra
g dnuoupyikrg dladikaoiag.

Moia eival n Gnoyrj oag yia T onpepivi
apepIKavIKN Koivwvia; MioTEdETE MW
undpyouv mBavoTnTES peTappuBpiong

K1 1 £idoug aAAayE xpeiGlovral enel-
YovTag;

—0 nelpaopég va awoBavee( areAr-
0ia yia m onyepwvi) apePIKAVIKT KOUA-
Tolpa eival mpogavrig. ‘Exoupe pa
KouktoUpa BaBid dlapepévn o Kdrola
Bépara. ‘Opwg, autd propel va BwdEl ki
G Hla ouvapnaoTik Kat eEArudopopog
nepiodog, pe mv alkayr va emikerrat
otov opifovta. O1 MPOEBPIKES EKAOYES
Tou 2008 Ba dwoouv pia peyaAn eukat-
pla ya otoxaoud, ouloykémra kat
Opdam. To yeyovag nwg undpyouv Téoot
noAoi Apepikavol duoapeompévol e
m onuepwr) dlakuBépwnam, Etowol va
10 dlahaArjoouy, eival armioteuta eAmi-
dogdpo. Motelw nwg ypewdletar va
BupnBoupe méoo omoudaio eival va
unoompilelg m dlagwvia kat va aro-
AayuBdvelg mv ekeubBepia Tou Adyou,
€101k 6tav autd Tou Aéyetal dev eival
€0KoAo 1} dNpoPINES. Kau Exoupe BEBata
JdBet méoo onpavtikn elvain ekeubepia
ka1 néoo oAU a&ilel v' aywvileoar yv
aum). To yeyovog nwg ot Dixie Chicks
odpwoav QEtog Ta Bpapela Grammy
eivat evBappuvtiko. Eivar onpddt nwg ot
Apepikdvol eival £Towiol va eprmakouv
0UOLa0TIKOTEPA KaL va Tdpouy v end-
Lewn Kkpioyn andgeaor) Toug.

MNoia eivan n yvpn oag yia v Yneia-
kij enavdoraon; Eivar 8emiké om o
KaBévag pmopei va mdper pio kapepa
Kai va Kivparoypa@roer 1 n EAAEIPN
neibapyiog —€pgurn OV KIvpaTo-
ypdonon piag Taviag- ennpedler To
TEAIKG Tpoidv;

—Efval anéAuta BeTikd To 6Tt OA0 Kat
TiepLO00TEOL OKTVOBETES Elval 0E BEOM
va Xpnoworototv m pwwvij Toug Kat va
agnyouvral lotopieg. H apriynon oto-
POV ouvioTd onuaviikd Koppdr ke
KOUATOUpAg O€ omoladnimote Emoxi.
Eivat éva 6pop@o kat anapaimro otol-
X€lo Tou kdapou pag kat Ba Enpere va
€lval mpootté otov kaBéva K Gt pove-
o Twv Afywv. Motelw nwg eivat arni-
OTEUTa OUVAPNAOTIKO va PAEME] vEa
€0agn va kahurroval, avepwnoug va
plokdpouy, Kai véoug OKNVOBETEG va
€xouv m duvardmra va mpayparorol-
0UV TG Tawvieg Toug.
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or biases when getting to know a
celebrity. | think it's so important to por-
tray people with dignity, as they would
want to be portrayed, in their own voice
and actions. As long as they are willing
to let down their guard, I'm going to take
the greatest care in telling their story the
way they see it. Shut Up & Sing and
Wild Man Blues were equally great
experiences. The Dixie Chicks and
Woody Allen are all fascinating charac-
ters just trying to make sense of their
lives amidst controversy.

Please discuss the Shut up & Sing
shoot. Did their trouble relating to
their being outspoken against the
Bush administration affect your pro-
duction as well?

—The Shut Up and Sing shoot was a
great experience. The Dixie Chicks gave
us full access and let us film whatever
we wanted. The women act the same
regardless of whether the camera is
rolling or not and what you see in the
film is exactly how they are in real life.
We captured so many wonderful
moments with the Chicks — the birth of
Emily's twins, the recording of their new
album, and some great live performanc-
es. Along with this, we also witnessed
the transformation of the Chicks in
many ways. Their sisterhood and confi-
dence in each other strengthened and
grew. Their political views, formerly pri-
vate opinions — became public conver-
sations, and they responded by engag-
ing the public and their fans with an
enlightened and insightful dialogue
about peace war and protest. They had-
n't gotten into the political fray on pur-
pose, but they'd found a purpose in
doing so.

I think we all came to see this experi-
ence of the Dide Chicks as a lens
through which to see the current politi-
cal climate in America. We're living in a
time when the freedoms we take for
granted, the freedom of speech, the
freedom to protest and dissent, are truly
in danger. | think the story of the Dixie
Chicks really encapsulates the risks we
face, and at the same time shows that

when you stand up for your rights, peo-
ple will be there to support you, and fol-
low your lead.

Please discuss the aesthetic choices
being made by the filmmaker in docu-
mentary vs. fiction. When life takes
over, is it hard to shoot with a specific
visual approach in mind?

—In documentary there's much less
time to prepare for filming and setting up
a particular shot and you're forced to be
more flexible than with fiction films. I've
worked with wonderful and talented
camera men and women who work
hard to capture the great moments in
the documentaries I've made, while
working hard to make sure everything
looks great.

Has your experience of shooting docu-
mentaries armed you with a strong
sense of realism-reality or would you
say it has made you more pessimistic
towards human nature?

—| have found that most people have a
story to tell, and | think that leaming to
listen to people and sharing in their jour-
neys is certainly a positive experience.
Each character and group of people I've
filmed with have had very different life
experiences, and has inspired me in a
different way. Every time | make a film, |
see really inspiring things in the charac-
ters | get to know. Bravery, selflessness,
determination, loyalty ... there is a lot of
hope to be found in our shared humani-
ty.

You have co-directed a few of your
films with collaborators. What is the
process when sharing the helm with
someone else? What are its positive
and negative aspects?

—With Shut Up & Sing, | had the oppor-
tunity to co-direct with a long time
friend, Cecilia Peck. Every film is a col-
laboration in some ways, and | cherish
the relationships | have with my creative
team. Sometimes that means working
with a co-director, but it always means
working with producers, editors, and
others. Collaboration is one of my

favourite things about the creative
process.

Similarly, what is your view of
American society in the year 20077
Do you think there are good possibili-
ties for change and what kind of
changes does it desperately need?
—There is certainly a temptation to feel
hopeless about American culture right
now. We are a culture deeply divided in
some ways. However, this can also be
viewed as an exciting and hopeful time,
with imminent change on the horizon.
The upcoming 2008 Presidential elec-
tion is going to provide an important
opportunity for reflection, community,
and action. The very fact that there are
s0 many Americans unhappy with the
current administration, and willing to
stand up and say that, is incredibly
hopeful. | think that we, as a culture,
needed to be reminded of how impor-
tant it is to embrace dissent, and to
celebrate freedom of speech, especial-
ly if what's being said isn't easy or
popular. And we have certainly learned
how important that freedom is, and
how much it's worth fighting for. To
see the Dixie Chicks sweep the
Grammys this year was inspiring. |
think it's a sign that Americans are
ready to engage, and ready to make the
next decision.

What is your opinion on the digital rev-
olution? Is it a positive thing that any-
one can pick up a camera and shoot or
does the lack of discipline — inherent
in shooting film - affect the final prod-
uct?

~It is absolutely a positive thing that
more and more filmmakers are able to
use their voices and tell their stories.
Storytelling has been an important part
of every culture in every era. It is beau-
tiful and necessary part of our world,
and storytelling should be available to
everyone, not just the privileged few. |
think it's incredibly exciting to see new
risks, and new filmmakers having the
opportunity to get their movie made.
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1976:
198.1:
1990:

1992:
1993:

1994:
1996:

1997:

1999:
2000:
2000:
2002:
2004:
2005:
2005:

2006:

Harlan County, USA
Keeping On / Zuveyilovtag Tov aywva (TV)
American Dream / Apepikaviko Gvelpo

Beyond “JFK”: The Question of Conspiracy /
MNépa ané tov “JFK™: 10 {imua mg ouvwpooiag

Fallen Champ: The Untold Story of Mike Tyson /
‘Exmtwtog npwtabAnmg: n dyvwot wotopia tou Mdwk Tdigov (TV)

A Century of Women / ‘Evag awwvag yuvaikav (mini TV series)
Defending our Daughters / Ynepaoridovtag g kopeg pag (TV)

Wild Man Blues Homicide: Life on the Street /
AvBpuwrioktovia: n {wr} otoug dpdpoug (TV, 3 episodes 1997-1999)

0z (V)

A Conversation with Gregory Peck / MiA@vtag pe tov I'kpgykopt Mek
My Generation / H 8ikn pou yevid

The Hamptons / Ta Xaprrovg (mini TV series)

| Married ... / Mavtpepévol pe ... (TV series)

Bearing Witness / Maptupieg moAépou

Havoc / ‘OAeBpog (Fiction)

Dixie Chicks: Shut Up & Sing /
Dixie Chicks: okdate kat tpayoudrjote



Harlan County, USA

HMA / USA 1976

IxnvoBeoio- Hyog / Direction-Sound: Barbara Kopple ®wroypagia / Cinematography: Kevin Keating, Hart Perry, Phil
Parmet, Flip McCarthy, Tom Hurwitz Movra{ / Editing: Mary Lampson, Nancy Baker Mouaixri / Music: Hazel Dickens, Merle
Travis Napaywyds / Producer: Barbara Kopple Napaywyr / Production: Cabin Creek Films 16mm "Eyxpwpo & Aonpdpaupo
/ Color & B&W 104’

Bpopeio / Awards
Ooxap xaAutepou peydhou prikous viokavtep / Best Feature Documentary, Academy Awards USA 1977
Ewdixo Bpapeio / Special Award, Los Angeles Film Critics Association 1977

H raivia agnyeirai Tov oxAnpo xai Biaio aywva avdueoa otous avBpaxwpuxous xai m Soiknon om didpxeia iag 13unws
angpyiac 1) onola £Aafe ywpa avdueoa aro 1973 xat 1o 1974 ora Anadyia Opn Tou Kevrdxi omv enapyia XdpAav, kai Twv
reoodpwy 1wy om didpxela Twy onolwv eSeAlYnke 6An ) wotopia. Or avBpaxwPUYo! NTav QNOPACIOUEYOL Va yIvOuv LEAN
Tov owpareiou United Mine Workers xai 1) ETaipela NTav Gno@acioyév) va ONAce! My anePyia e anepyoonaates, o onoiot
nrav axoun mo aneAmoyévol and autods nou elyav non douAeld. TeAixd, ot avBpaxwpuyot METuyav uia véa ouupaon, napd
10 yeyovd< on xdnowa ano ra dixawwpara yia Ta onola efyav naAéye: dev nepiaupavoviay oy TEAKT) ouppwvia

This film chronicles the bitter and violent struggle between coal miners and management during a 13-month strike that took
place between 1973 and 1974 in Appalachian Kentucky, Hartan County, and a period of four years during which the entire story
played out. The miners were determined to join the United Mine Workers, and the company was determined to break the strike
with scabs, who were even more desperate than the men with jobs. The miners eventually win a new contract, though it tuns
out that some of the benefits they had fought for were not included in the final deal
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0 aywvag Twv avBpakwpuxwv

Tou Peter Biskind

unapa Komh Harlan County, USA

yla mv anepyia Twv avBpakwpu-
Xwv oto Kevraky, eivat To KaAUTEPO ape-
pKAviKo viokwaviép mou eidape edW
ka1 oAU kawpo. H tawvia €xet Ta eAaTtw-
patd mg. To povra eivat kakoouyxpovi-
opévo. H apnynuatkr) dopr ivat prep-
depévn ki apy(let va EeTuliyetal mpog 10
Té\0g. Ta ehattpard mg Opwg eivat
anéppola TwV GPETWV G: Hag evep-
YELag, plag apeadmrag Ki evog ndboug
nou omdvia BAEMOUNE OE QUEPIKGVIKO
viokiavtép. H dovaun mg tawviag mpo-
KUTTTEL ané ) oTevr) eprAokt TG Ko
J€ TOUG avBpWIOUG MOV Kivruatoypa-
@el, ané ta pioka mou maipvel, ané ta
HEPN —TIG QUAGKES, TIS aiBouoes Twv
dikaompiwv, TIG OUVAVTIIOELS TWV PETG-
Xwv- ota oroia enéBake mv Kapepa
mG. H dlvapn mg de Bpioketal omv
OpOpPPLA 1} oV MOALTIKT) ™G, GAAG oV
N6 auBevtia mou eyypagetal o€ KGBe
g kadpo.

Agv undpyel o PatwpEVo kepahalo
oV L0Topia TOU QEPIKAVIKOU EpYaTI-
KoU Kwijpatog amé Tov aywva Twv
avBpakwpUxwv Kat pepkd and ta mo
Blawa enewoddla Tou kegakaiou autold
Oladpapatiomkav omv Kopnreia tou
XdpAav, ato Kevrakt. Ooot {otoav téte
eKel T0 BupolvTal WG «patwpévo Xap-
Aav», (G TO XWPO Ayplwv paywv avape-
00 070U avBpaKWPUXOUS Kat OTIG £Tal-
PEleg Twv avBpakwpuxeiwv, mou Kopu-
Qwenkav oig 4 Maiou Tou 1931 o€ pa
OUHTTAOKT] TIOU GQNOE Miow G MOAAOUG
VEKPOUG Kat Tpaupatieq. To tpayoudt
TI0U X(PIOE OTOV QYWva TOUG pia pévipm
B€om om Aaikr} puBoAoyia Tou apepikd-
VIKOU epyatikou kwvrpatog —«Me mola
TAeupa eioay» / «Which side are you
On?»— nafler onpavké péAo omy Tat-

H peydhou prikoug Tawvia me Mrndp-

via, 1600 WG dlapkiq umevBlpon mQ
L0TOPIKTIG  OUVEXERG TOU aywva Twv
avBpakwpUxwv, 600 kai wg oxoho y'
QuTo To iB0G ™G OTPATEUHEWTS OKTVO-
Beolag mou akoAouBouv n KomA kat 10
ouvepyeio mg.

Ta npdypata dev €xouv KaAuTepEU-
0eL oAU omv Kopnreia tou XdpAav and
 dekaetia tou 1930. Ot oTaTOTIKES
anyouvrat pa ogepn Lotopia. O mAn-
Buopdg g, 40.000 kdtowol orjuepa,
€xel pewBel kard 36% amd 1o 1960.
MNeploodtepa ané 24 ota 100 pwpd
nebaivouv mpwv yivouv evég €toug. Av
{fjoouv apketd wote va ndve oxoAelo, n
pépowon mou Ba mdpouv Ba elva
grwyr. Ot dandveq ava nawi oo dnud-
010 Ox0Ae(o eival T0 a6 Tou eBvIKOU
péaou dpou. Mévo to 23% Gowv eival
ndve angd 25 £xouv TEAEWOEL YUpvVAato.
Avegdpmra an’ auté Opws, To rueave-
1epo eival 6u Ba mepdoouy m {wr) ToUg
péoa om @rwxela. To ewédnua pag
HEONG Owoyévelag oTo XApAav eival
4,600 doAdpia. Ot GvBpwriot Exouv 50-
50 mBavémreg va {fjoouv o€ omiTl pe
udpavhikd. MoMroi de Ba Bpouv dou-
Aeld. Av Ta katapépouy, Ba eivat pdAhov
ota opuxela, drou Ba meBavouv véol ~
10 Bavotepo and my appwoTia Twv
avBpakwpUywy.

H tawia Harlan County USA kataypd-
Qe a anepyia oto opuyelo Mrpolk-
oaivt omv Kopntela tou XdpAav. To
opuyeio Mripoukoaivt dlokeftat ané mv
etapela Eastover Mining Company.
Méxp1 mv apyr} mg anepyiag, ot avepa-
KwpUYoL aviikav 0€ €va OwHateio mg
etaipelag, 1o Noto Epyariké Zwparelo,
Ta péAn Tou orofou rirav avBpakwpuxot
ané 1o Avatohiké Kevrdkl Ta oupBo-
Aad Toug diépepav amé opuxeio oe
OpUYE(0 e TO HEPOKANATO Va Kupaive-

Tatand 17 péxpt 32 doAdpla, ouykprka
1€ Ta 45 doAdpa ™ pépa mou énapvav
oL avBpakwpuyol mou dvnkav OTOUG
Evwpévoug AvBpakwplyoug g Apept-
K1S. H 1atpopappakeutikr] mepiBaiyn
Kal 0L OUVTAEELS fiTav UMoTUNMAELS Kat
avagiorioteg. AkOpn onpavtikGTepo, ot
a&wpatolyol Tou owpateiou dev Edivav
Oexdpa ya ta armAd péAn. O Bill Doan,
évag and Toug avBpakwpuxoug, Elre
oto Mpageio Evnpépwang Mohtwv yia
mv anepyia oto Mmpoukoaivt: «Av
K@AOUOES karolov aré to Notio Epyart-
k0 Zwpateio, propel va epyétav g€ pia
€pdopdda, pmopel va epxdtav oe dlo
€Bdopddes, orav Ba epydrav Gpwg Ba
mmyawve ota ypageia mg Eastover kat
Ba pholoe ya kapd wpa. Metd Ba
£Byave €8w... Ba Eunave 0To Gopmyo
TOU Kat Ba £TpeXE va QUYEL'.

0t ouverikeg oto Mnpoukoaivt rfitav
dlaftepa doympes. To 1971, olpgwva
JI€ OTATIOTIKEG TG KUBEPVNOTG, TO TO-
00010 amymudtwv oto opuxelo rrav
TPEIG POPES Mdvew and Tov eBVIKG PETD
6po. Aev urnjpxe emutport| aopdelag
oto MnpoUkoaivt, 6nwg anarrouoe o
vopog. Ta mAépwva ato opuyeio dod-
Aeuav omdvia. Av évag Gvdpag Tpaupa-
Tlérav, xpewaldrav Touhdylotov pa
kpa yia va Tov koupahrjoouv £&w omv
mAdm evég Nou Gvdpa, Simwpévo
ota dUo KAt aré T oKe| ToU OpUXEL-
ou rou fitav Téooepa nédta YnAr. Av n
okerm) dev Tou-Emegre ato Kepdht Ba
fjrav arm\d Tuyepos.

Ta atvyjuata fitav ouyvd kat coa-
pd. 0 avBpakwpUyog Darrell Deaton eine
oto lpageio Evnuépwong MoAu@v:
«Midomke oTov WavTa TOV NEPAOLEVO
Xpovo, ylati €npene va douleUel povog
Tou, Xwpig onBd. Mia wporhdm Kat
névie Theupd €onacav. Tnv mponyou-

1 & 2. «Burning Up People to Make Electricity», Fred Harris, The Atlantic Monthly, loikiog, 1974. Meya\o pépog Twv MNpo@opI&V Hou
yia mv anepyla npoépxetal ano 1o UAiKG Tou Harris.
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pevn epdopdda doukeve epdoprivia
OKTW ouveyopeves wpeg. Hrav doo 1o
Tpw( 6rav EyIve T0 aTtUynua kat firav oto
OpUXE(0 YIa ndvw ané dwdexka WPeg'.

Tov louvio Tou 1973 n unopov Twv
avBpakwplywv Tou Mnpoukoaivt e§a-
viAfienke. Me 113 yrgoug unép évava
55 xard, yfpoav mv Evwon HE TOUG
Evwpévoug AvBpakwpuyoug. Ot dia-
TPAYHATEUOEIS WE TOV Tpdedpo G
Eastover Norman Yarborough, diexorm-
oav ypriyopa. Zug 30 louviou ot avBpa-
KwpUyol eykatéAewpav Ta opuyela Eexi-
vavrag pa anepyia nou Ba diapkovoe
13 prjveq. Ed® Eexiva n tawia.

H Harlan County, USA npaypategetat
mv anepyia. Aev pabaivoupe MOAG yia
10 NS elvat va Souevelg katw and m
yn, oute avrappavopacte (Blaitepa
mv v ™S kabnuepvomrag onwg
Poverar om okid ou opuxelov. H Ta-
via Bev elvar n eBvoypagur peAEm
g ypagurig Kowdmrag e GUAQ
Twv avBpakwpuxwv. Auté rou PAEnou-
e elvar ewoveg aywva: dladnAwoelg,
Ouvavtioels, OUVEVIEUEEIS TIPOOWO
JE TPOOWNO PE AYWVIOTES TWV Evwpe-
vwv AvBpakwpuywv - dnAadn nepinou
He 6Aoug. H tawvia tépveral and kndei-
€6, 1o anoteholv eukapleg yia Toug
avBpakwpuyoug va exppaoouv Kal va
Snhwoouv §ava mv aAAnAeyyun Toug
e Tov anoAeoBévia aAAd kai petaty
1oug. Ze avriBeon pe Ta viokipaviep
tou Pare Lorentz yia m dexaetia Tou
1930 1} m Soukeld pwroypaPwy Onwg
ot Dorothea Lang ka1 Walker Evans, n
Tavia ondvia wpaonotel Toug avepa-
Kwpuyous. To €va 1} Ta dlo mMidva rou
oupBaiver va pag Bupilouv v Ewovo-
ypagia Tou 1930 -1a Aemtd, OKEAETW-
péva npoowna, 1a BaBoulwpéva pa-
YouAq, Ta 0TpoyyuAd pdna avBpwnwv

anévavti-and-tov-opifovia nou kara-
otpépouv 10 AAdn mg 6. H noinon
™G taviag dev elval Twv EKGvwv aAAG
me npdgng, T dadyeiag, mg dova-
ung. H euyhwtria mg efvar exelvn Twv
avBpwnwv nou defxvel. H drola orrrkn
opoppLd Mg dnuioupyeltal oxedov kara
wxn, omv UrAE-YKpL MWWV OpfxAN
nou kpUBel Toug dladnAwTES ot orolot
éxouv paleutel oto Spdpo yia va ota-
pamoouv TOug QnePYoOmAoTeS Tou
£xeL pépeL n etapeia ya va Slakvoet
mv anepyia.

Ta aumpuara Twv avBpakwplixwv eivat
ar\d. ©ékouv ™ Oikr TOUG EmITPOTT
aopaieiag, exheypévn and toug idoug,
yia va eAEyxeL TG OpooTIOVDIaKES Erti-
Bewpnoelg, mou Aéve nwg elvar andm.
O€houv 10 KaBlEpWHEVD HEPOKGpATO
wv Evwpévev AvBpakwpuxwv, mou
elvar 45 doAdpia, and «nuAn o€ MUAn»,
and mv wpa nou pnaivouv oTo opuxelo
uéxpt MV wpa mou to agrivouv. H
Eastover ouviifile va Toug MANpPWVEL
pévo yia v wpa nou nepvoloav katw
an' m yn. @€houv n Eastover va mnpa-
VEL T0 KaBIEpWwHEVO M0000T6 TwV Ev-
pévwv AvBpakwplywv, 75 0evig Tov
16vo, mou Ba rmyaivouv oy LaTpoPap-
pakeutkr, nepiBaAyn kat m ouvian
1oug. Kdu térolo Ba xboule omv
Eastover 400.000 SoAdpia 1o xpdvo, kat
0 Norman Yarborough 8a npotiodoe va
Set toug avBpakwplxoug Tou va
négrouv vexpol ota opuxeia and to va
ndpouv pua ouvragn yia Gveta ynpateld.

H taivia axohouBel To xpoviké g
anepylag, EexAéBoviag xpévo yia duo
napexkhioes. H pa agopd om uan
nou €yive aToUg KOATOUS Twv Evwpé-
vov AvBpakwplywv avaueoa om Bie-
9Bapyévn parpia ™ nyeoiag, pe apxn-
yo Tov Tony Boyle, xat Twv oTacaot@v
HETOPPUBIIOTAY, KE apXMYO Tov Jock
Yablonsky. O Yablonsky xat 1) ooyéveid
Tou BohogoviiBnkav pe odnyies Tou
Boyle, i exAOYEQ Gpwg képdioe TEAG
0 Anpoxpatkdg unoyigiog Amold
Miller. H w0topia mg firrag Tou Boyle
napoucideTar ypryopa, o€ Afyeq Spa-
HaTKEQ Ex6ves. e a oxnwi, 0 Boyle,
ekapenixa ofyoupog yia ) vixn, korralet
péoa and oaravixd Tofwrd gpudia kat

AéeL 010 Kowvd 6t n phodokfa Tou elvar
va peiver npéedpog twv Eveopévov
AvBpakwplywv péxpt ta 100 Tou. Ze pa
@M\n, o Boyle, Tukiyuévog o€ pia Kou-
Bépra, petagépetal om guAakr, Evag
a&lo8priviitog avarmpog, rou €xel xdoet
mv akalovela tou e€artiag mG nAiag
ka1 mg appwotiag. H GAAn napéxxAion
agopd MV appiatia Twv avBpakwpu-
xwv. ‘Evag yiatpdg kpard tov pauplopé-
vo rvedpova mou Exel Byaiet and évav
avBpakwpuyo: o nvedpovas Bpuppari-
{etai avyueoa ota dayTuAd Tou oav oT6-
xm. Cut gtov eknpéowno Tomou mg
etaipelag, mou anayyéAel povotova:
«Qev eival aAfBela 6 n okdvn Tou kap-
Bouvou mipokaAel avaykaotkd kata-
OTPOQI| TWV MVEUPGVWV».

Kabag n anepyla napateiveral, ot
avBpakwplyol avakaAomowv 6m dev
avietwnifouv pévo my etaipela alra
Kal mv aotuvopia kai Ta diaotripa. 0
dikaomiq F. Byrd Hogg mepiopiler tov
apBpo Twv SadnAwtav ot £E), TpELS yia
Kk@Be eioodo Tou opuyeiou. O oepipng
EMITPENEL OTOUS «UnpdBoug» MG Etal-
pelag va xpnowonomoow Ta 6ra
T0UG, OupnEPAapBavopEVOU Ki EVOQ
autépatou, amayopelel OpwS OToug
anepyous va xpnowonouioouv Ta Sikd
006,

H aotuvopia ytundet Toug Siadniw-
TEQ e khopm, avoiyovrag dpopo ya
T0Ug anepyoondotes. ‘Evag opanwmg
anavta ong npoxkARoelg karoiou Bupw-
pévou Biadnhwty Aéyoviag: «Kdvw
ara m Souleld pou». Apydrepa, omv
aiBouoa tou dikaomplou, wa yuvaika
EexaBapiler m oxéon avdueoa omy
etapeia kat 010 vopo: «Or vopor dev
EXouv Yiver yia Touq epyalouevoug
avBpanoug aumg mg xwpag. Exouv
yivet yia Tov Carf Hom (tov Mpdedpo me
Duke Power), 6t yia pag».

H Bown mg e€ouoiag nou Siowel mv
Koyneia tou XapAav dev eivar, puowa,
puoTr yia 6ooug Jouv exel. H naAn
Twv TGEEWV Eival wyr kOt apaTopappe-
wn, Biekdyetar ot avor(td, wote va m
BAEnouv GAot, Bev aAAowdvETaL ano
prropua. O avBpwnot MG Kopnteiag
10U Xaphav EEpouv kaAd pe nowa MAEY-
pa eivar. Ot NEPIOOOTEPOL QVaPEDQ TOUS

T —
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10 €paBav exel niow, o dekaetia Tou
1930, 1} To BiZagav padi pe 1o yiha mg
pdvag toug. ‘Evag nakaipayog avakahel
10 TPWTO TOU MOATKG paBnua: «Ot
TOALTKOI, 01 a§lwpaTtoUyoL TOU OWHATER
ou, oL manddeg, 6Aot douAeuav yia mv
etapeia, €paba OpWG MW av PEVELS
EVWUEVOG HE TOUG GAAOUG pmopeig va
TOUG VIKT|OEIG».

ZEKOppEVES ané v Tawia, TETOIES
dnAwoelg propel va potdlouv KowoTto-
neq. Emwpéveg, Opwg, amd Toug
avBpakwpUyoug kat T yuvaikeg Toug
€xouv pua auBevtia, yevwnuévn ano mv
gunelpia. Mia yuvaika anékmoe moAt-
K ouveidnon BAEmoviag Tov matépa
mg va nebaivel ané my appwoTia Twv
avBpakwplywv. «HEepa 61 av aro-
Ktoloa noté mv eukapia va AAYw mv
etawpia», Aéet ouxa, «6a 1o €kavax.

la toug avBpwnoug Mg Kopmreiag
Tou XdpAav n A€EN «owpateio» Exel mv
{dla ouvaleBnpatikr arynon nou eixe
TG NPWIKES eKelveq Nuépeg. H Komh
pwtdet mv 16xpovn xijpa evdg avBpa-
KwpUYou Tou TupoBoAriBnke and karnot-
ov anepyoomndom yati o Gvdpag mg
ouppeteixe om diadflwon «Hrav
avBpwrog Tou owpateiou», A€eL n
yuvaika, katn andvmor me eiva napa-
ndvw ané apkem). Meydho kopudt mg
napddoons aumnq PeTagépetal and m
pouowr mou dlarepva g {wég Twv
anepywv kat yep(let mv tawia. Mia and
TG peydheg omypég mg eivar drav
eppaviCetal n Florence Reese, ya va
Tpayoudrioel pe pwvr Bpayvii, Adyw nAt-
kiag, 10 «Me mola mMeupd eioat», 10
Tpayoudt mou €ypaye ™ dekaetia Tou
1930. «O1 Gvdpeg figepav 6Tt T0 povo
Tou pnopouoav va xaoouv frav ot aku-
0ideg Toug», A€el, «K eixav va kepdi-
00UV TO OWHATE(D».

Qat600, n Kor\ xpnoworotel m pou-
01K} oAU eAeUBepa, MAnupupiZovtag o
0douvTpak pe priaAdvreg kat Tpayoudia
Tou owpareiou. ‘Eruaoa tov €Ut pou
va eUxetal va efxe emTpéyel OToug
avBparmoug T OTIYMEG G OLWIT|S
Toug, mg BouBapdpag Toug, 1dikd katd
 didpkela MG mpwmg kndeiag, kat va
n Plalérav 1600 va eEuPwoeL mv
epnelpia Toug oto eninedo Tou UBoU.

And mv AN, n Korh, ikedomayva,
TEPIOPLOE T XPrion TOU apxelakod LoTo-
pkoU UNKoU. X didpkela ™S dekae-
Tiag Tou 1960, n Néa Apiatepd dev ava-
pepdtav dlaitepa omv lotopia: Twpa ot
oknvoBETeg mv Balouv mavtou, oav va
pokertal va xaBel. Xwpig va dlepeuva-
Tal 1 va katavoeitat laftepa, Xpnotyo-
oletat ouyva, pe anapaimm ouvodeia
AlyoOT@v Qroomaopdtev Tpayoudl@v,
oav 1 €UKoAn Adon mou Ba npoodwoet
quBevtikdmnTa oe pa aduvayn avaiuon
me olyxpovng mpaypatkémrag. H
Kor dev 1o kdvel, ylati dev 10 €xel avd-
YK

H tawia eondlel ong yuvaikes. Katd
 didpketa Tou aywva, exeiveg avaduo-
VIl WG E0TIO EVEPYELQG KAl AMOPAOLOTI-
kémrag. ‘Otav o dikaomg Hogg mepid-
ploe Tov apiBpé twv dadniwtwv, ot
yuvaikeg EexuBnkav otoug dpopoug yla
va 0TauaTToouV TOUG anepyooTdotes.
Tig PAémoupe va avupeTwniouv Toug
0TpanwIES, va avaykdlouv To oepion
va oUAAGBEL Tov EmOTATT TOU 0pUYEioU,
va avrpetwnifouv Ta dika Toug Auyt-
Opéva nvelpara Kat va npoetoddovat
yia pa aképn avriapdéeon. Mia yuvai-
Ka, Tou kamyopeftal o EkAeYe Tov
Gvdpa piag GAANG, Aéet: «Aywvilopat yia
€va ouppoAato, Gyt ya évav Gvdpa».
Mia nhiwyévn yuvaika, mou etoale-
Tat va dladnAwael, Aéet: «Mmnopouv va
JE OKOTWOOUY, GAAG dev propolv va
OKOT(MOOUV TO OWHATE{D and pEoa Hou».

Karoto ané 1o uAikd {nuuwenke and
T dladikaoia ou povral. H kAakolpe-
VI avnapaBeon pe Toug anepyoomd-
oteq mpoBAAAeTal MPOOEKTIKA OTN
oknvi} MG dlopydvwarq mg mv pon-
youpevn vixta. Cut oe koviivd Thdvo
€VOG avdpikou mpoowrou. To eNOpevo
npwwvo, oto dpépo, Gvdpeg kal yuvai-
KEG, {wopévol Ormha, MEPIUEVOLV ayw-
Viwdwg Toug anepyoordotes. Kam rou
Ba pnopouoe va elvat €va dpapartiké cut
aypnotedetat and 1o XapnArig mnpogs-
pnong kovavd rmdvo. Aev EEpouje mou
€luaote. ‘Eva anokaAurtriké mdvo 8w
Ba rjrav MoAU 1o anoTeAEaHATIKG.

H texviki aut, mg apyng anokaAu-
yng, xpnowornoleftat 16o0 MoAU Wote
HdAAov yivetal okémpa. O mupoBoAt-

oHog eveg and Toug avBpakwpuyous,
Tou Lawrence Jones, amokaAUreTal
apyd pe pa kovuiviy mavopaptki Afyn
ané 1o oTopdyt mpog 10 KePAAL Tou
KaBwg Keltetal oTo voookopeio. Ze pa
@M\ oexdvg, o mpanv Mpappatéag Tou
Yroupyeiou Owovopk@V OTEKETAL
unpootd omy Kapepa ya nepimou 30
deutepoherta, péxpt va tou doBel
€vag avayvwplotikdg Tithog. Autd to
€(00g Tou povrdl pnopei va dikawBel
G «UMPEXTIKG» (Mag kAvel va Boueu-
OUHE YO Va QTOKPUTTTOYPaQriooupEe
mv ewkéva), ed0 Opwg, o€ pa napado-
0laK} apnynHatikt tawia pe KaAd ave-
TTTUYHEVOUS XapakTpes, amwg pag
unepdevel.

Ot kakoi mq Tawiag, ot anepyoord-
OTEQ Kal Ta agevikd, maiouv 10 péAo
Toug pe Bépun. Edw, o YAowwdng
Norman Yarborough, Mpdedpog ™G
Eastover, ou{nta 1o péAo Twv yuvakwv
omv ndAn;: «Anex8dvopat va oKeQT® 0Tt
N yuvaika pou Ba priopouoe va mafet
€va T€tol0 poho. YrmjpEav oupmepipo-
pég omig onoieq Ba ri6eha va eAnilw 6
ol apepavideq yuvaikeg de Ba Katé-
QEUYQV Va KaTapuyouv.»

‘Otav Tov pwrolv yla ta oxédid Tou
va karedagioel T kahupes, Blokmoaia
m¢ etapeiag, mou oteydlouv Toug
avBpaxkwpuyoug, PAGeL EKPIVA Kal PE
Kkdrow mepnedvia ya to 6u Ba «ava-
BaBpioel Toug avBpwroug (Tou) o€ TPEL-
Aep». ZT0 TAEUPO TOU OTEKETAL O DIKN-
Y6pog Tou, Goxnua onuadepévog, Hod-
(el oav va Tov EXEL XTUTTOEL KEPAUVAG.
Av TETPIREVOL TPWES 0aV QUTOUG ENGa-
vioviav 0e pa tawvia puBoraoiag,
aut Ba elxe emkpBel yia adéga mpo-
naydvda. Na 6pwg mou Bplokovral 8w,
peyot oav m lwn, éva dwpo mg
Tipaypatikdmrag omyv kayepa.

H anepyla napateivera, piva 1o
piva, xwpi§ va dagaivetal T€A0g oTov
opiCovta. To pévo euna6dio yla ouppwvia
elvat n pritpa yla m pn-anepyia mou
{na n etapeia. H Bia kAyakaveray, n
aroyorjtevon, 0 Bupdg. O otdyoq eival
geuyakéog. H etapeia AvBpakwpuyel-
wv Eastover eivat €& ohokArjpou Buya-
Tin etapeia mg Duke Power, mg
€KmG peyaltepng Kowwgehoug et
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Xefpnong atov kdopo. H nepiouoia mg
Eenepvd ta 2.5 Bioexaroppopia SoAG-
pia. Ta apynyeia mg Duke Bpiokovral
om Néna Kapohiva. Ot anepyol otér-
vouv pa avunpoownel@ om MouwA
Ztpnt ya va Sadnhwoer €§w ané pa
ouvavmon petdxwv. H tavia defyver
mv \apr avanapdBeon avueoa oe
évav dadnhwm kai évav oupnabnuxé
veolopkélo aotuvopkd. AviaAAGooouv
TANPOYOPIES Yia poBoUG, OPEAN Kal TO
BAhiBepd menmpwpévo TwV EPYATOV
naviol - €vag aoTuvopik6g Mg MouwA
Ztpnt ki évag avBpakwpuxog g Koym-
1efag XapAav.

H kployn kaurt graver, npopavag,
6rav €vag and Toug amepyous, o
Lawrence Jones, nupopoAe(tat 010
npéowno ané kdnotov anepyoondotm
ka1 oxotwvertat. Ot dvdpeg etodlovrat
va pnouv o€ pdyn. Kanotog Aéet: «Mpo-
QUAaYTE(TE Onwg pnopeite kat katd
ndvw Toug», EMKPATOUV GPWS OL O
petplonaBelq. KaBodnynuévol ané g
yuvaikeg, avaykalouv €va KovBot
anepyoonaotwv va yupioer niow. H
etaipeia napadiverar: n anepyla TeAel-
wvel. To owpareio viknoe, Toukdylotov
yia myv wpa.

To yari vixnoe dev eivat 1600 Eexd-
Bapo. 0 Bemie Aronson, opyavwtkd
pEAG Twv Evwpévav AvBpakwpuxwy,
unoompilel nws autd ouvepn eneidr ot
anepyol nicoav mv Duke Power om
Néa Yopxn kat m Néna Kapohiva. Yrrp-
£av eniong kdnoieq andgeig 6 o Bava-
10 Tou Lawrence Jones EQEpE v Tal-
peia oTa ouykaAd g, nwg N vikn frav
enaxdhouBo MG autoouykpdmong, mg
anoxiipuéne me efouoiag, mg auta-
napwong kat mg Buoiag, Mpokerral yia
mv avriAngn nwg av or avBpaxwpuxol
UMOPEPOUV YIa PKETH Ypovikd BidoT-
pa, wote Ba aviapeipBolv. Mepiepyo
privupa, exdixd yia pua tavia nou n duva-
101epn, 0w, ewdva mC eivar exeivn
mg Lois Scott, wag apxnyou Twv anep-
Yo, WW €va 38apt KpupEVD OV

mG. AkohouBei pia diadoxr Kivrronon-
oewv: eBvik anepyia twv Evopévov
AvBpakwpuywv, pia oeipd ané averion-
JIEG EVEPYEIEG TOU TipokAriBnkav and
wa oepd napandvwy. H tavia katakrg-
yer o€ duo BriBev TéAn, nou urnodewkvi-
ouv Koppd mv éwvola Tou akatdnau-
otou aywva. ‘Evag aywviomig 1o BETel
wg e «MOhG kepditels wa vikn,
TpEMeL va Mpoxwpdg omv endpevn,
yiati sl Ba xdoeig o dikalwyd oou.
Mpénet va ouvexiZels. Av Toug mepié-
VEI§ va oou daoouv kdm, Ba deig 6n
“bev Oivouv timota” £tol Mpénet va
Bwoeg kdn oe aviaAaypa».

‘Orav 6pwg n Komk rnpoomaBei va
QOYOANBE( pe MV E0WTEPIKT MoAIKT
T0U owpateiov, n karavénor) me xavet
m otyoupid mg. H tawvia kprkdpet tov
Amold Miller, eneidr fipBe o€ ouppwvia
e m dievbuvon mg etapelag. O emt-
B¢oeiq G Opwg oTepotvial m oagr-
vela mg eotiaong mou Slakpiver Ta
npata pépn me tawviag, exeiva mou
péva toug odnyrénkav oe EekdBapeq
kpioetg. O Miller napouaidletar apyd
He euvoiké @we. Ze wa and ng Alyeg
OPOUBIKES Mapadpopég Tou Hoval Mg
Taviag, Tov BAEnoupe va pder and
Xaunhr} ywvia Afyng — Ta aonuévia Tou
parid pwrilovral pe dpaparixé Tpono.
Apydrepa, 6tav oupguvel yia m pritpa
mg yn-anepyiag, epwvikd ya 1o Bio
B€pa éyive kai ) anepyia oo Mnpouk-
oaivt, TonoBeteftar kopyd oo Babog
T0U MAGvou, Eve TO MPookrvio divetal
oe évav Bupwyévo avBpakwplxo mou
emiBerat oo oupBiBaopd. Zto endpe-
vo MAdvo, 0 avBpaxwplxog avtnapari-
Berar otov Miller, mou, pixvovrag pa
pand omv kduepa, AEer «AQ naue
€Ew». Mia anokaAurtxt onywr,. ‘Eva
Mo mhdvo deixver duoapeampévous
avBpaxwplxous va kaive ta aviituna
MG Oupgwvias.

0 Miller EenouliBnke, gaiverar va
Aéetn Tavia, iowg Gpwe kat Oy H KonA

divetal nepoodtepog KivmuatoypagL-
K0G xpovog, maparoviéta: «Oxi, yia
1600 nakidg, dev €xkava kaAé ouppo-
Aawo», H Bduoapéokeld tou Opwg Bev
otoxelel 1600 otov Miller, aAAd eivat
€vaq otoxaou6g ndvw omv aévaa
Buoxepr B€om Tou avBpakwplyou, N
polpa tou onolou fitav névrote okAnpr,
ka1 Ba e&akohouBrioel va eivar 6oo Ba
undpyet kGppouvo am yn kai GvBpwrot
ya va 1o eopigouv. «Hrav aywvag
npv, K eval aywvag kai twpa.. 0
avBpakwplyog Ba elval ndvra aywwi-
TG,

H tawia otapard kavovrag kanoleg
Kpiowes epwtioelg yia 1a 6pia Tou
PEPOPHIONOU Twv pehwv. Eival katadi-
Kkaotéo va npodidel kavel§ Tiq napopyr-
081§ Tou; Ki av vai, noieg eivat ot evai-
AaKTKEG; H Harlan County, USA viaBe
Gveta pe v amémra MG anepyiag
Tou MnpouUkoaivt, kaBwg Pploketal
KoVt om yeon TG NpwikiG enoxmg
mg Plopnyavikrig opyavwang, dev vie-
B€1 6pwg To Blo pe To nepimoko pna-
AET0 avauépewang kat mpoaappoys
nov naetar ota onuepva owpateia.
ZuykaAdrTer my anotuyia mg va avil-
petwrioet 1o npdépAnua tou Miller kdtw
ané kowortornieg yia mv avaykalémra
Tou ouvex{Ouevou aywva. Mpoomabel
va petatpéyer pa aduvapia o apet),
pETapoppwvovrag €va pnepdepévo
1€A0g 0€ avoITO.

‘Exovtag net ta napandvw, napayé-
vel aAfBewa 6n n duvapn mg Harlan
County, USA bev eivai n avaiuon alAd
10 ndBog me. Imv anepyia n Kom
Bprixe €va onuaviiké kai axarapdymro
QVTIKE{PEVO, MOV OuVIXE( pe v LoTopia
Kt 10 ouvaioBnua. ‘Epewve pall Tou kat
&ixe mv e€urvada va kpam@ei £§w and
10 3poyo Tou, agAvovTdg To, 0€ KANoW
Babud, va pnoet yia Tov eautd Tou. H
Hartan County, USA ynopei va pnv €xet
0Aeg 1§ anavimoel, oute Béter GAeg
¢ epwmoe, pag defxver opws, o€
nepimwon nou o efyape Eexaoel, my
1oV xat m Sovapn Twv avBp@nwv.

Jump Cut, 1x. 14, 1977
Meragpaon: Zwi-Mupte Pryonodiou
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The Miner’s Struggle

by Peter Biskind

ple's feature length film about a coal

miners’ strike in Kentucky, is the
best U.S. documentary in a long time. The
film has its faults. Its editing is ragged; its
narrative structure is confusing and
begins to unravel towards the end. But its
faults are the consequence of its virtues:
an energy, immediacy, and passion rarely
seen in a U.S. documentary. The fim's
power comes from Kopple's intimate
involvement with the people she filmed,
the risks she took, the places - jails,
courtrooms, stockholder's meetings —
into which she forced her camera. lts
strength lies not in its beauty, nor even in
its politics, but in the moral authority that
is inscribed in every frame.

There is no bloodier chapter in the his-
tory of U.S. labor than the struggle of coal
miners, and some of the most violent
episodes within this chapter occurred in
Harlan County, Kentucky. The people who
live there remember it as “bloody Harlan,”
the site of fierce battles between miners
and coal companies that culminated on
May 4, 1931, in a shootout that left a large
number of dead and wounded. The song
that fixed this struggle forever in the folk-
lore of U.S. labor — “Which Side are You
0On?" — plays an important role in the film,
both as a constant reminder of the histor-
ical continuity of the miners’ fight, and as
a commentary, of sorts, on the kind of
partisan filmmaking practiced by Kopple
and her crew.

Things haven't improved much in
Harlan County since the thirties. The sta-
fistics tell a grim story. Its population, now
40,000, has declined by 36 percent since
1960. More than 24 babies out of every
thousand die before reaching the age of
one. If they do live long enough to enter
school, they will be poorly educated. The

Harlan County, USA, Barbara Kop-

expenditure per child on public school is
one half the national average. Only 23 per-
cent of those over the age of 25 have fin-
ished high school. Whether they have or
not, they are likely to live their lives in
poverty. The median family income in
Harlan County is $4,600. People have
only a 50-50 chance of living in a home
with plumbing. Many will not find work. If
they do, it will probably be in the mines,
where they will die young — most likely of
black lung disease.

Harlan County, USA documents a
strike at the Brookside mine in Harlan
County. The Brookside mine is run by the
Eastover Mining Company. Until the strike
began, the miners belonged to a company
union, the Southem Labor Union, whose
members were drawn from mines
throughout Eastem Kentucky. Contracts
varied from mine to mine, with pay scales
ranging from $17 to $32 a day, as com-
pared to $45 per day for miners repre-
sented by the United Mine Workers of
America. Medical and retirement benefits
were minimal and unreliable. More impor-
tant, union officials didn’t give a damn
about the rank and file. Bill Doan, a miner,
told the Citizens Public Inquiry into the
Brookside Strike, “If you called someone
from SLU, he might come in a week, he
might come in two weeks, but when he
did come, he'd go into Eastover's office
and talk for an hour. Then he'd come out
... get into his truck and run."'

Conditions at Brookside were particu-
larly bad. In 1971, according to govern-
ment figures, the accident rate in the mine
was three times the national average.
There was no safety committee at
Brookside, as required by law. The
phones in the mine rarely worked. If a man
was injured, it took an hour or more to
carry him out on the back of a man dou-

bled up in a crouch under the roof of the
mine, which was four feet, high. You'd be
lucky if the roof didn’t fall in on you.

Accidents were frequent and serious.
Darrell Deaton, a miner, told the Citizens
Inquiry, “He was caught in a belt line last
year because he had to work alone, with-
out a helper. A shoulder blade and five of
his ribs were broken. He'd worked seven-
ty-eight hours straight the preceding
week. It was two o’clock in the moming
when the accident occurred, and he'd
been in the mine more than twelve
hours.™

In June, 1973, the miners at Brookside
had had enough. They voted 113 to 55 to
affiliate with the United Mine Workers.
Negotiations with Eastover president
Norman Yarborough quickly broke down.
On June 30, the miners walked out, begin-
ning a strike that was to last 13 months. ft
is here that the film begins.

Harlan County, USA is about the strike.
We don't leam much about what it feels
like to work beneath the earth or get much
sense of the texture of daily life lived in the
shadow of the mine. The film is not an
ethnographic study of a quaint communi-
ty of mining folk. What we do get are
images of struggle: picket lines, meetings,
face-to-face interviews with UMW mili-
tants — which is just about everybody. The
film is punctuated by funerals, which
become occasions for the miners to
express and reaffirm their solidarity with
the bereaved and one another. Unlike the
Pare Lorentz documentaries of the 1930s
or the work of photographers like
Dorothea Lange and Walker Evans, the
film rarely aestheticizes the miners. The
one or two shots that do remind us of the
iconography of the 1930s - the thin,
pinched faces, sunken cheeks, round
eyes of men who have worked long and

1. & 2. "Burning Up People to Make Electricity," Fred Harris, The Atlantic Monthly, July, 1974. Much of my information about the strike

is drawn from Harris's material.
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hard for too littie to eat, who have seen too
little of the sun and known too little joy -
merely serve to remind us how far we are
from that frozen world of dignified pover-
ty. There are no artfully composed shots
in Harlan County, USA, none of the sil-
houettes-against-the-horizon that mar Salt
of the Earth. The film's poetry is not one of
image but of action, clarity, strength; its
eloguence is that of the people within it.
What visual beauty the film does have
comes almost by accident, from the blue-
gray early moming mist that shrouds the
pickets gathered by the roadside to block
scabs imported by the company to break
the strike.

The miners' demands are simple. They
want their own safety committee, elected
by themselves, to monitor the federal
inspections, which, they say, are frauds.
They want the standard UMW average
daily wage of $45 computed from “portal
to portal,” from the time they enter the
mine until the time they leave it. Eastover
had been in the habit of paying them only
for the time spent at the coal face. They
want Eastover to pay the standard UMW
rate of 75 cents a ton, which will go into
medical and retirement benefits. This
would cost Eastover $400,000 a year,
and Norman Yarborough would rather let
the miners fall over dead on the job than
retire to a comfortable old age.

The film follows the chronology of the
strike, taking time out for two digres-
sions. One deals with the battle within the
UMW between the corrupt leadership
faction, led by Tony Boyle, and insurgent
reformers, led by Jock Yablonsky.
Yablonsky and his family are murdered
on Boyle's orders, but the election is
eventually won by the Miners for
Democracy candidate, Amold Miller. The
story of Boyle's defeat is told swiftly, in a

stares out from under satanically arched
eyebrows, telling his audience that his
ambition is to be president of the UMW
until he reaches the age of 100. In anoth-
er, Boyle, wrapped in a blanket, is
wheeled off to prison, a pathetic invalid,
his amogance lost in the wreck of age
and iliness. The other digression con-
cems black lung disease. A doctor holds

up a blackened lung, removed from a
miner; it crumbles between his fingers
like ash. Cut to the company spokesman
intoning: “It's not true that coal dust nec-
essarily results in pulmonary impair-
ment.”

As the strike drags on, the miners find
out that they confront not only the compa-
ny but the police and the courts as well.
Judge F. Byrd Hogg limits the number of
pickets to six, three at each entrance to
the mine. The sheriff allows the compa-
ny's “gun thugs” to use their weapons,
including a machine gun, but prohibits the
strikers from using theirs.

The state police beat back the pickets
with clubs, making way for the scabs. In
classic fashion, one trooper says, when
provoked by an angry picket: “I'm only
doing my job.” Later, in the courtroom, on
trial for something or other, one woman
makes clear the relation between the
company and the law: “The laws are not
made for the working people of this coun-
try. It's made for Carl Hom [President of
Duke Power], not for us.”

The structure of power that runs Harlan
County is no secret, of course, to those
who live there. The class struggle is raw
and bloody, out front for everyone to see,
undisguised by rhetoric. People in Harlan
County know which side they're on. Most
of them leamed it back in the 1930s, or
imbibed it with their mothers' milk. One
old-timer recalls his first political lesson:
“The politicians, the union officials, the
priests were all working with the compa-
ny, but | leamed that if you stick together,
you can beat ‘em.”

Extracted from the film, lines like these
seem banal. Spoken, in the film, by the
miners and their wives, they have an
authority bom of experience. One
woman's political education came by
watching her father die of black lung dis-
ease. “| knew that if | ever got the oppor-
tunity to get the coal company,” she says
quietly, “| would.”

The word “union” has the emotional
resonance for the people of Harlan County
that it had during the heroic days of the
CI0. Kopple asks the 16-year-old widow
of a miner shot dead by a scab why her
husband went out on the picket line. “He
was a union man,” she says, and that

answer is more than sufficient. Much of
this tradition is transmitted by the music
that permeates the lives of the miners and
fills the film. One of the high points comes
with the appearance of Florence Reese to
sing, in a voice hoarse with age, “Which
Side Are You On,” the song she wrote in
the 1930s. “The men know they've got
nothing to lose but their chains,” she
says, “and they've got the union to gain.”

If anything, Kopple uses the music too
liberally, flooding the sound track with bal-
lads and union songs. | found myself
wishing she had allowed the people their
moments of silence, of muteness, espe-
cially during the first funeral, and had not
been in such a hurry to elevate their expe-
rience to the level of myth. On the other
hand, Kopple has been mercifully
restrained in her use of historical stock
footage. During the 1960's the New Left
had little use for history; now filmmakers
are throwing it around as if it were going
out of style. Unexamined and poorly
understood, it is often used, with the
obligatory accompaniment of a few
snatches of song, as an easy way of giv-
ing authenticity to a weak analysis of con-
temporary reality. Kopple doesn't do this
because she doesn't have to.

The film focuses on the women. During
the course of the struggle, it is they who
emerge as the locus of energy and deter-
mination. After Judge Hogg limited the
number of pickets, the women poured out
onto the roads to block the scabs. We see
them facing down the state troopers, forc-
ing the sheriff to arrest the mine foreman,
dealing with their own flagging spirits, and
gearing up for yet one more confrontation.
One woman, accused of stealing anoth-
er's husband, says: “I'm out for a con-
fract, not a man." An elderly woman,
preparing to go out on the picket line,
says: “They may shoot me, but they can't
shoot the union out of me.”

Some of this material is damaged in the
editing. The climactic confrontation with
the scabs is carefully set up by a scene
the night before in which it is planned. Cut
to a close up of a man’s face. It is the fol-
lowing moming, out on the road, men and
women fully armed, tensely awaiting the
scabs. But what might have been a dra-
matic cut is thrown away by the low-infor-
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mation close up. We don't know where
we are. An establishing shot here would
have been much more effective.

This technique of slow disclosure is
used so much that it must be intentional.
The shooting of one of the miners,
Lawrence Jones, is revealed slowly in a
close-up pan from his stomach to his
head as he lies in the hospital. In another
sequence, former Secretary of the
Treasury Simon is on camera for 30 sec-
onds or so before he is identified by a fitle.
This kind of editing can be justified as
“Brechtian” (it makes us work at deci-
phering the image), but here, in a tradi-
tional narrative film with well developed
characters, it is just confusing.

The fim's heavies, the scabs and
bosses, play their roles with flare. Here is
slick Norman Yarborough, the president of
Eastover, discussing the role of women in
the strike: “I would hate to think that my
wife would play that kind of role. There's
been some conduct that | would hope that
U.S. women wouldn't have to resort to.”

Questioned about his plans to tear
down the company-owned shacks that
house the miners, he speaks ingenuous-
ly and with some pride about “upgrading
(his) people into trailers.” At his side sits
his lawyer, badly scarred, looking as
though he had been struck by lightning. If
stock characters like these had appeared
in a fiction film, it would have been fault-
ed as heavy-handed propaganda. Yet
here they are, big as life, reality’s gift to
the camera.

The strike drags on, month after
month, with no end in sight. The main
stumbling block to a settlement is the no-
strike clause demanded by management.
The violence escalates, the frustration, the
anger. The target is elusive. The Eastover
Mining Company is a wholly owned sub-
sidiary of Duke Power, the sixth largest
utility in the world. its assets are worth in
excess of $2.5 billion. Duke's corporate
headquarters are in North Carolina. The
strikers send a contingent to Wall Street to
picket a stockholders meeting. The film
shows a hilarious confrontation between a
picket and a sympathetic New York cop.
They exchange information on salaries,
benefits, and the sorry lot of workers
everywhere — a cop on Wall Street and a

miner in Harlan County.

The tuming point comes, apparently
when one of the strikers, Lawrence Jones,
is shot in the face by a scab and killed.
The men mobilize to fight. One man says:
“Take the shelter you can and lay the lead
to ‘em,” but calmer heads prevail. Led by
the women, they tum back a convoy of
scabs. The company gives in; the strike is
over. The union has won, at least for the
moment.

Why it has won is not so clear. Bemie
Aronson, a UMW organizer, says it is
because the strikers brought pressure to
bear on Duke Power in New York and
North Carolina. There even seems to be
some suggestions that the death of
Lawrence Jones brought the company to
its senses, that the victory was predicated
on restraint, the renunciation of force, self
denial, and sacrifice. It's the notion that if
the miners suffer long enough; they will be
rewarded. A curious message, especially
for a film whose strongest image, per-
haps, is that of Lois Scott, a strike leader,
drawing a .38 concealed in her blouse.

It is after the Brookside strike ends,
about four-fifths of the way through, that
the film begins to lose its bearings. A suc-
cession of walkouts follows: a nationwide
UMW strike, a series of wildcats set off by
a variety of complaints. The film comes to
a couple of false endings, which nicely
suggest the sense of never-ending strug-
gle. One militant puts it this way: “Once a
victory is won, you gotta move onto the
next one, or you'll lose the concession.
You gotta take. If you expect them to give
you something, you'll find ‘they don't give
nuthin’ for nuthin.’ You gotta give some-
thin" in retum.”

But when Kopple tries to deal with the
intemal politics of the union, her grip
becomes less certain. The film critiques
Amold Miller for reaching an agreement
with management. But its attack lacks the
clear focus that distinguishes the earlier
parts of the film, those which lend them-
selves to uncomplicated judgments. Miller
is initially presented in a favorable light. In
one of the film's few editorial slips, he's
shown speaking in a low-angle shot - his
silver hair dramatically highlighted. Later,
when he settles for a no-strike clause,
ironically the issue over which the

Brookside strike was fought, he is nicely
relegated to the rear of the frame, while
the foreground is given over to an angry
miner who attacks the settlement. In the
next shot, the miner confronts Miller, who,
with a glance at the camera, says, “Let's
go outside.” A revealing moment. Another
shot shows disgruntled miners making a
bonfire out of copies of the agreement.

Miller sells out, so the film seems to
say, but maybe not. Kopple adopts a TV
news approach, polling miners as they go
back to work. The first man says, “| got a
good raise. I'm happy.” Another, given
more screen time, complains, “Not for an
old-timer, we didn’t get a good contract.”
But his dissatisfaction is not aimed at
Miller as much as it is a meditation on the
eternal plight of the miner, whose lot has
always been hard, is still, and will be so
long as there is coal in the ground and
men to mine it. “lt was a fight before, and
its still a fight ... The coal miner will always
be a fighter.”

The end of the film stops short of ask-
ing some crucial questions about the lim-
its of rank-and-file reformism. Is it
doomed to betray its own best impulses?
If so, what are the altematives? Harlan
County, USA is at ease with the simplici-
ties of the Brookside strike, close as they
are to the flavour of the heroic era of
industrial organizing, but less so with the
intricate ballet of reform and accommoda-
tion played out in today’s unions. It cloaks
its failure to deal with the problem of Miller
in truisms about the necessity of ongoing
struggle. It attempts to convert a weak-
ness into a virtue by transforming a con-
fused ending into a open-ended one.

This having been said, it remains true
that Harlan County, USA's strength is not
in its analysis but in its passion. In the
strike Kopple has found an important and
compelling subject, resonant with histo-
ry and feeling. She has stayed with it and
had the good sense to keep out of its
way, letting it, after a fashion, speak for
itself. Harlan County, USA may not have
all the answers or even raise all the ques-
tions, but it does show us, in case we
have forgotten, the strength and power of
the people.

Jump Cut, no. 14, 1977
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Apepikaviko évelpo / American Dream

HIMA / USA 1990 IxnvoBeoia- Hyo / Direction-Sound: Barbara Kopple ®wroypagia / Cinematography: Peter Gibert, Kevin
Keating, Hart Perry, Mark T. Petersson, Mathieu Roberts Zuv-oxnvoBeoia -Movra{ / Co-direction-Editing: Cathy Caplan,
Thomas Haneke, Lawrence Silk Mouaixj / Music: Michael Small Napaywyoi / Producers: Barbara Kopple, Arthur Cohn
Napaywyr / Production: Cabin Creek Films 16mm "Eyxpwpo / Color 102’

Bpopeia / Awards

Ooxap kaAutepou peydhou prikoug viokipaviép / Best Feature Documentary, Academy Awards USA, 1991

Bpapeio xaAutepou peydhou prikoug viokipaviép / Best Feature Documentary Award, Directors Guild of America 1992
Meydo BpaBeio kpinkng erutrporc, Bpapelo koivou, BpaBeio oknvoBeaiag /

Grand Jury Prize, Audience Award, Filmmaker's Trophy, Sundance FF 1991

BpaBeio xaAutepou viokipaviép / Best Documentary Award, Los Angeles Film Critics Association 1991

Bpapeio xaAurepou viokaviép / Best Documentary Award, National Society of Film Critics 1993

Karaypdgovrag ta anoreAéouara pag anepylag epyalopévwy o ovoxkevaoia kpéarog oto Oomiv m¢ Miveoota ota péoa
mc¢ dexaeriag rou 1980, n rawvia napampel 1600 Tov KABNUEPIVO aywva Twv anepywv, 000 Kai TIS NAPACKNVIAKES Siaudyes
avdyeoa 0TouS apxnyous Tou owyarelou. Avaotatwyévol and uia emkeluevn nepion auolBwv, To Tomxo owuarelo §exiva
anepyla evavnia om ouuBouAn Tou Kevipixou ouvdixaAlotixou opydvou, npooAaupdvovrag Evav eEwTEPIXG oUuBouAO nou
evBdppuve Touc epyalouévous. H embBetikn xkar aouupBaotm ordon Tou ouuBouAou UETETPEYE ) daudyn o€ NPpwTooEAIdo
0’ 0An m ywpa, aAAd anoéévwoe m dioiknon. Zuvropa, napd 1 NPOONABEIEC EVOC EUNEPOU dlanpayuareut) Tov onoiov
£0TEIAE TO KEVIDIKO owpatelo, n etapela xAeldwoe E§w Tous anepyous xai NPOOEAGBE anepyoondaoTeS, yEyovoS nou
00NyNOE O€ ma 0EPA ano PIAIEC OUYKPOUOEIS AVALEDQ OTa UEAN TS KOIVOTTAC

Depicting the effects of a mid-1980s strike by the employees of a Hormel meat-packing plant in Austin, Minnesota, the film
observes both the daily struggles of the striking workers and the behind-the-scenes conflicts amongst the union leaders. Upset
at a proposed pay cut. the local union chapter begins the strike against the advice of their parent organization, hiring an outside
consultant who encourages the workers. This consultant’s aggressive, no-compromise approach tums the conflict into nation-
a news but also alienates management. Soon, despite the efforts of a seasoned negotiator sent by the parent union, the com-
pany has locked out the workers and hired scabs, leading to a senies of violent conflicts amongst members of the community
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AuEpPIKAVIKN Tpaywodia

g Marjorie Baumgarten

BpaBeupévo pe Ookap vrokiua-
T:/)Tép G Kor\, Auepikdviko ovel-
PO, QMOKGAUTTEL TO QvBpWMIvo
K60T0g ™G ToAmkig Piykav. H tawia
€0TIG(E! 0TV anepyia Twv epyatwv oTa
peéoa me Oekaetiag tou 1980 oto
€pY0OTAOI0 OUOKEUQOiag Kkpeatog
Hormel oto Ootv m¢ Mwveadta (n
Hormel mapdyet {apmov, pmékov Kat
gupeia notki(a AAAwv npoidviwy kpéa-
10Q). H tawia defxvel TG OAEBPIES
OUVETIEIEG TN OLKOVOMIKTIC TIOAITIKIG
g enoxng Piykav o atopkd eninedo,
KaB(G Kal Ta KATaoTPOPIKA aroTeAE-
OHATA TWV HEAETUEVWV OTPATYIKWV
KaTd TV OwHaTElWV 0 TPaypatikoug
avBpwrnoug mou maywdelmkav om
péon mg avarapayig. H Kom\ eivat
(€la va pepel 1g népag éva 1600 peyd-
Ao eyxeipnua.

To vrokavtép mou yuploe to 1976,
Harlan County, USA €é\aBe €éva d&a
kepdlopevo ‘0oKap KaAUTEPOU VIOKIUa-
VIEP Kal kaBlépwoe mv Kom\ wg pia
ané g Kopupaieq oknvoBEToES G
EMOXIIG HaG. «Z' auT M XWpa erutpe-
TIETAL VA QMEPYOUE, GAAG dev eruTpé-
TETaL va vikape. Ekelvol pmopolv va
QVTIKaTaoTo0UY TOUS avBpwrnoug yia
ndvra,» napatipnoe n Kom tov mporn-
YoUpevo xpovo, 6rav pAoUOE yia TO
AuEpIKAVIKO GVelpo TPV ano TV ELDIKT
npoBoA tou oto Oomv oto AleBvég
Kwnpatoypagikd ®eotiBdd  Coast
Women. H dfAwor) mg ekgpalel mv
ouoia Tou Tt ouvépn omv anepyia me
Hormel. Ot anepyoi epydreq ypriyopa
Bpébnkav o€ avriBean Oxt povo pe m
d1euBuvar Tou epyootaciou aAAG Kat pe
Ta diebvr} owpatela, mou apviiBnkav va
T0Ug Tapdoyouv TN UMooTHPLEN.
‘Eta1, extdg ané m pdyn evdvria oe pia
peydAn eBvikn etaipeia, ot amepyol
Enpene va avriotabouv Kat oto apyr-
Yelo Tou owpatelou Toug, mou Euvoou-

o€ éva oupBBacTkd oupBOAalo Kat pa
véa Tori nyeoia. Exatoviadeq epyd-
16 GAwv epyootaciwv ¢ Hormel,
Tou Tiunoav m dladrAwon mg Mivead-
Ta BpeBnkav ki autol xwpig douleld.
Meta and pod oyedov xpovo, n anep-
yia, omv mpaypatkdmra, nrmenke
6tav n Hormel avakoivwoe 0t 10 pyo-
otdoto enavii\@e o€ TAripn dpaompté-
mra, kabwg enavarnpooéhaBe Aiyeg
Oekddeg amé Toug apxkoug epydteq
KaL ekatovTadeq eEWTEPIKOUG avTikata-
otdreq. Auté mou B€Ael va pdbel To
Auepikdviko dvelpo eivat TG Eyve
aut n tpaywdia — om Hormel, oe pia
£T0IPE(a e TPOOSEUTIKT) HAAOTA PriHN;
Aekaetieg mpwv frav avdpeoa oOTIg
TPWTEG TIOU Tapefyav oToug epyareg
Mg Eyyunuévoug emotoug poBoug Kat
ouppeTo) ota kepdn mg etaipeiag.
leviéq olkoyevewwv doUAeuav OTO
€pyootdoto, avtAwvrag unepnedvela
arno Ta rpoi6vra Toug Kai and m oxEon
Toug pe  dladikaoia napaywynig. H
andvmon mou divel n Tawia eival n
TioAwtikn Piykav, To «d00 €xw 6,T1-86Aw
Kapoi &€ pou kalyetatyia Toug uroAol-
TIOUG», EMkpatoUoa otdon ot Gekae-
Tia Tou 1980. Mpwv arnd to Auepikdviko
dvelpo apyioel va akouyetal oav pa
aviapr) epyatikr) Lotopia 1 doypatiky
nporiaydvda, ENPEYTE Hou va omel-
0w va oag nw 6n Tinota de Ppioketal
pHakpUtepa ané mv aiiBela. Auté mou
1 Tawia kdvel kaAutepa eival 6t aro-
KaAUTTTEL TIG BAIBEPES OuVBriKES OTIQ
oroieg BpéBnkav o1 epydreg autol kat
0l OIKOYEVEIEG Toug. Yndpyouv Biaieg
OKNVES, 0TIG oroieq 0 adeApig OTpé-
QETal KUPLOAEKTIKA evavtiov Tou adeA-
@oU dTav €pYovIal QVTILETWIOL HE TV
andépacn av npénet va ondoouy 1 6xt
Tov KA0L6 Twv dladnAwt@v. Ta BAéppa-
1a mg andAumg duomiatiag Kat aro-
yorteuong pag pévouv agéxaota

KaBwG 01 d1adNAWTES Kal Ol OIKOYEVEIES
TOUG BAEMOUV YE(TOVES Kal avBparoug
€KTOC douleldq va omdve Tov kAold
Toug. Mpogavég mavrou eival To papty-
PLO TWV EPYATWV TOU MPETEL VA ETIAE-
gouv av Ba peivouv otabepoi oTIg
apxéq Tig oroieg ruatevouv-j Ba &ava-
Kkepdioouv Ta mpog 1o {nv pe m povn
OouAeld mou E€pouv. H anwAela mg
QUTOEKTIlNOMG Mou ouvodelel Ty adu-
vayi(a Toug va mapExouv Ta anarroupe-
va 0TI OIKOYEVEIEG Toug Elval €va
(Gyyog mou 1o Auepikdviko Ovelpo KaBl-
otd artd. H erude€iémra e my ormoia
n Kok ugaivel 6Aa autd ta viuata
elval katarmnkTikn. Fuplopévn kard m
dldpkela mEvTe TePIOU XPOvwY, OAG-
KAnpn n moodmta Tou UAKoU Tou EXEL
paleutel Ba tpdpale omolovdnmote
€KTOG and Evav mpaypatikd ETIaoUEVO
KQAMTEXVT. AUTO 0TO 0r10{0 OTOXEUEL TO
Auepikdviko oveipo Bev eival va napou-
01GOEL TO XPOVIKG HIaG EPYATIKAG LOTO-
piag, aAAd avtiBeta va amokaAiyel Ta
potiBa mou mv KuBepvouv. Aettoupyel
g eyxelpidlo opydvwong pag peAEmG

TV KOWVWVIKAOV &LV Kat eveg TopTPE-

TOU TwV Auepikavav, mou €xouv Eavi-
K@ arokonel ané ta 6velpd toug. Aev
undpyet xam evt ato AuepIkAviKo Ovel-
po.Map’ 61110 1991 10 VIOKIPAVTEP TS
Ko rmipe éva ‘Ookap kai Ta Tpia peya-
AUtepa Bpapeia oto OeoTiPAA TOU
Sundance, eivar e€opyloTikd 10 6Tl
napépeve ato pdgt yia €vav oAdkAnpo
Xpovo Tipwv Bpet dlavopga yia va Byet
01§ aiBouoeg. Ot amepyoi 0T0 Epyo-
otdoto Tou ‘Qotv om Miveadta pmnopei
va éxaoav m pdxm, aAAd pia Térola oAl
Ywpia oxeddv dlaopaAilet o epels, wg
Kowwvia, 6a xGooupe Tov MOAEO.

The Austin Chronicle 15/5/1992
Mertdgpaon: Zwi-Muptw PnyonouAou
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documentary American Dream

exposes the human cost of
Reaganomics. The movie focuses on
the mid-1980s labor strike at Hormel's
Austin, Minnesota meat packing plant
(Hormel produces Spam, Dinty Moore,
0ld Smokehouse, ham, bacon and a
variety of others meat products). The
movie shows the very poignant and
personal effects of Reagan-era eco-
nomic policies and the destructive
results of calculated union-busting
strategies on real human beings caught
in the upheaval. Kopple's a good one to
tackle such an enormous undertaking.
Her 1976 documentary Harlan County,
USA also won a well-deserved Oscar
for Best Documentary and established
Kopple as one of the top documentary
filmmakers of our time.

“In this country we're allowed to
strike yet we're not allowed to win.
People can be permanently replaced,”
noted Kopple last year while discussing
American Dream prior to its special
Austin screening at the Third Coast
Women's International Film Festival.

Kopple's Academy Award-winning

American Tragedy

plant had achieved a full work capacity
by hiring back a few dozen of its origi-
nal workers and hundreds of outside
replacements. What American Dream
wants to leam is: how did this human
tragedy happen - at Hormel of all
places, a company with a reputation for
progressivism? Decades ago it was
among the first to furnish its workers
with guaranteed annual wages and
profit-sharing plans. Generations of
family members worked at the plant,
taking pride in their products and their
relationship to the manufacturing
process. The answer the movie pres-
ents is Reaganomics, the “as long as
I've got mine, the hell with everyone
else” attitude prevalent in the 1980s.
Before American Dream starts sound-
ing like a dry labor history or doctrinaire
propaganda, let me rush to say that
nothing could be further from the truth.
What this film does best is reveal the
heartbreaking positions in which these
workers and their families find them-
selves. There are wrenching scenes of
brother literally pit against brother when
faced with the decision of whether or
not to cross the picket line. The looks of
utter disbelief and frustration are unfor-
gettable as picketing workers and their
families watch neighbors and out-of-
work outsiders cross their pre-dawn
blockade. Evident everywhere is the
torment of workers who must choose
whether to stand for principles in which
they believe or to resume eaming a liv-
ing at the only job they know. The loss
of self-esteem that accompanies the
inability to provide for one’s family is an
anguish that Amenican Dream makes
palpable. The dexterity with which
Kopple juggles all these strands is
astonishing. Shot over the course of
approximately five years, the sheer

by Marjorie Baumgarten

amount of footage gathered would
daunt anyone but a truly focused film-
maker. What American Dream sets out
to do is not present a chronological
labor history but rather, reveal the pat-
terns governing that history. It functions
as a primer on organizing, a study of
community values and a portrait of
Americans abruptly severed from their
dreams. There is no happy ending in
American Dream. Despite the fact that
in 1991 Kopple's documentary won
both an Oscar and the top three awards
at the Sundance Film Festival, it,
shamefully, took close to another full
year before the film was picked up by a
distributor for theatrical distribution.
The strikers at the Austin, Minnesota,
plant may have lost the battle, but such
a neglect almost ensures that we, as a
society, will lose the war.

The Austin Chronicle 15/5/1992
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Me nota nAeupd eloat;

Tou Richard Schickel

pepikdviko dovewpo; H pfinwg
Aaueplxdvmoq €QIAAMG; 'H Kahu-

TEPQ AKOHA, aPEPIKAVIKT Tpayw-
0i0; 'Onwg kat va erAEEETE va To ovo-
udoete OPwG TO MPOOWMIKG, oUVBETO
Kal Yepdro oupnovia, BpaBeupevo pe
‘Ookap, vrokavtép me Mndpyunapa
Kom\, yia m ouvtpiBr pag anepyiag
eivat, xwpiS ap@iBokia, €va KAAOKO
QpEPIKAVIKO EPYO.

To uhiké mg KorA eivat anpdogo-
po: M@ EPYATIKY avrnapdBeon oto
£pY00TAOI0 OUOKEUAoiag kpéatog me
Hormel oto pikpd Ootiv mg Miveadra.
Tuakkokotm 1d€a, mpdypatt! EEakohou-
BoUv aképn va oupBaivouv TETOlO
npdypara; Nai, kat elvat duokoAGTepo
and noté va anotunBolv. Zto Oomv
Urmpxav TPEIG MAEUPES: [la EV EVEP-
yeia Owoiknon oe wa mapakpdlouoa

Blopnyavia arno®actopévn va nepIKG-
el Toug pioBoug napa Ta augavépeva
képON® €va dleBvEg owpateio menel-
opévo ot fitav AGBog oTiypr yla anep-
yia kt éva Torko owpateio pe aktpl-
0TEG apynyoug mou Eeomkwlnkav
ak6pa neploooTePo and Evav eEWTEPL-
k6 oUpBouAo, 1) OTpamYIKI} TOU OTtoiou
frav va epnodioel m ouvenkoAdynon
pépovtag eni Torou Ta péoa padikig
EVIHEPWONG,.

H dioiknon dev unékuye aTo TEXVa-
opa. MpooéhaBe anepyoomdoteq Ka
ouvéxloe  Oouleld. Avikavo va
eAéyEel TOUG amepyolsg, TO TOMIKG
owpatelo Toug eykatéAewpe. Ot mepio-
odtepol €xaoav m Goukeld Toug, Kat
pepikoi pe mvo Yuxmg €ylvav anepyo-
ondoteg. H tawia €xel moAAG va mel
yia 1a 6pla MG aveEEAeykmg avtina-

Which Side Are You On?

by Richard Schickel

merican Dream? How about
AAmerican Nightmare? Or, better,
American Tragedy? But however

you choose to describe it, Barbara
Kopple's intimate, intricate, and com-
passionate Academy Award winning
documentary about a busted strike is
without question an American Classic.
Kopple's material is unpromising: a
labor dispute at the Hormel meatpack-
ing plant in little Austin Minn., eight
years ago. My dear, how quaint. Are
they really still having these things?
Yes, and they are more difficult than
ever to evaluate. In Austin, there were
three sides: a management operating in

a depressed industry and determined to
roll back wages despite continuing
profits; an international union con-
vinced that this was the wrong time for
a strike; and a local union lead by mili-
tants and further stirred by a hired con-
sultant whose strategy was to embar-
rass into capitulation by bringing in the
media.

Management refused the ploy. It
simply hired scabs and plodded on.
Unable to control them, the internation-
al union, eventually abandoned the
strikers. Most of them lost their jobs,
and some-weeping-turned scab. The
movie has much to say about the limits

pdBeong wg péoco Eexabapiopatog
Aoyaplaopav. H mpaypatkr dovapn
Tou Auepikdvikou ovelpou 0uws Bpi-
oKetat ahhoU. Aroppéet ané mv npo-
oBaon mou képdloe n Komhk otoug
E0WTEPIKOUG KUKAOUG TWV OWwHATE(WY
Kat otg (WéG Twv apynywv, Twv
HEA@Y, TV OMad@v Kat Twv aviinaAwv
Toug. MapakohouBrioape pe Ttpopo
T0UG kaAoUg autolg avBpwrmoug va
eUmAEkovTal o€ e rou dev propou-
oav va eXéyEouv, odnyoUpevol Mpog
TV KQTaoTpogr, Kai 0aynveuTiKape
KaBwg n, dUokoAn amv eniteusn mg,
aumj Tawvia amoktd mv unéotaor piag
KAQoIKig Tpaywdiag.

Time Magazine 6/4/1992
Metdgpaon: Zwij-Muptw PnyoriovAou

of hyped confrontation as a means of
settling issues. But the true power of
American Dream lies elsewhere. It
derives from the access Kopple gained
to the union’s inner circles and the lives
of its leader, their rank and file followers
and opponents. We watched horrified
as these good people -embracing pas-
sions they cannot control-rush toward
destruction, and are enthralled as this
painstaking film achieves something
like the stature of classic tragedy.

Time Magazine 6/4/1992
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Wild Man Blues

HIMA / USA 1997

IxnvoBeoia / Direction: Barbara Kopple ®wroypagia / Cinematography: Tom Hurwitz Movral / Editing: Lawrence Silk "Hyog
/ Sound: Barbara Kopple, Peter Miller Mouokri / Music: Woody Allen x.4. / et al. Nopaywy6s / Producer: Jean Doumanian
Napaywyr / Production: Cabin Creek Films 16mm "Eyxpwpo / Color 103

Bpapeio / Awards

KaAUtepo vioxipavtép / Best Documentary, National Board of Review 1998
Kahutepo vioxaviép / Best Documentary, Broadcast Critics Association 1998
BpaBeio pwroypagiag / Cinematography Award, Sundance FF 1998

H rawvia eivar plo ex Twv £ow pand omy nerumuévn nepodeia me New Orleans Jazz Band tou Mouvnt Adev onig
peyaAutepec ndAee me FaAdiag, me lonaviag, me rakiag xat m¢ AyyAiag. EEepeuvd my aydnn Tou yia ) HOUOKT) KOt TIC
Ox€oeiC Tou e mv adeAgr) Tou Letty Aronson xai ) péAAovoa yuvaika tou Soon-Yi Previn.

The film is an insider’s view of Woody Allen’s New Orleans Jazz Band's successful tour of major cities in France, Spain

ltaly and England. It explores his love for music and his relationships with his sister Letty Aronson, and his future wife
Soon-Yi Previn

9th Thessaloniki Documentary Festival Barbara Kopple




Mia Cwvtavn, Eekapdlotkn Kwpwo(a

Tou Nick Davis

Mdpmio tou 1996, n Mira Sorvino
-I-gplm(dwv eni oknviig 010 Aog
Avileheg kai dexdtav 1o ‘Ookap
OelTepou yuvaikeiou péhou yia my Tat-
via Axaraudymm Appodim. O oevaplo-
Ypdpog kai oknvoBEMG ™G Tawiag
€Kelvng, umoynglog to Blo exeivo
Bpadu yia o oevapté Tou, eixe TymBel
vwpitepa eeivo To priva pe 1o BpaBeio
Zuvohikng Mpoogopdg and mv ‘Evwon
Auepavov ZxknvoBetav. Kat mou rfirav
0 emeaviiq oknvoBEmE kard m didp-
KeWa OAWV QUTAV TWV EOPTAOHAY;

Aokipale éva kavolpylo oTopio yia
10 KAGpIVETO TOU. ZT0 MiAdvo.

0 louvt Akev dev eival karolog rou
Yevika Bewpeitat popAEYIOG, N oKknvi
OpwG auTr) 0TO EUBUHO VIOKIAVTEP TG
Mnépprapa Kori\, Wild Man Blues ano-
KAAUTTTEL {la unéptam elpwveia. Av ka
10 va xdoet KArolog mv arovopr Twv
‘Ookap yia va Yovioer pouoika egaptr-
jata propei va pag gaivetat EKKevIpl-
K6, n anégacn autr eaivetat anoAiTwg
AoyikT) yia Ttov idto tov Aev. MNdvra 6a
eMAEyeL ™ poualkr avti mg 56€ag Tou.
AM\@G Kaveig omv Apepiki dev evdla-
(PEPETAL KAV YIa TO YEYOVOG OTL mailel.

To Wild Man Blues akohouBei tov
[oovtt Akev kat mv ertapehy T¢al pnd-
VIa TOU 0NV avoI§LaTikn neplodeia Toug
omv Euporm 1o 1996. Av n otvoyn
auT poldet pe UAKO yia éva tpikerto
6épa mC exmoprmq Entertainment
Tonight, T0te n Ty ndet aneubeiag
omv Ko\, mou yvwpilet 6t n kapiépa
Tou Aev wq T{al{oTa dev ivat pa armo-
TUXTHEVT UTOOTUE(WON 0TV IO YVW-
0T7) aooiwor) TOU OOV KIvnuatoypago.
To peyGhou WKOUG VTOKIHGVIED NG
€xeLndn enkplOel ané karoloug Beatég
oto ®eotiBdh Ttou Sundance emeldn
unotipd tov Moovil-wg-okmvoBEm, pia

KpIKr) Tou didhou dev Katavoel mv
ok G tawviag: o Mouvit Akev Bew-
pei Tov eautd Tou we Evav eEENOT0)iE-
VO HOUOIKG, ToU eival Tuxepdg va Exet
Ja otaBepr) mpwivi SouAeld yupvaviag
Tawvies.

«Nopilw 61 10 Bewpolv am@g wg
€va YO pou,» Aéet 0 Akev oV adel-
on Tou Letty omv apyr} mq tawiag, 6rav
T undvra kai n akohouBia mg diaoyi-
{ouv tov AtAavTiké yia va apyioouv mv
nepodeia. Onoladnnote veupikémra
yia mv napouoia mg kauepag me Ko
elval apelntéa amévavit 010 ywijolo
©0Bo yia ™ oKnvi) MU €Kelvog VILBEL
UMPOOTd 0TV TPOOTTIKT} TOU TOU avoi-
yetat: eBdopddeq pe povoruepes ota-
oeg oe MMaplol, Madpim, Topivo kat
(Meg éAeig Tou Makou Kdopou, nai-
{ovtag o€ akpoarmjpia mou Afya npdypa-
Ta yvwpiouv yia mv apxgyovn 1at me
Néag OpAedvng (mv omola n pndvia
anodidel pe aAnBivd ko), G mou
E€pouv MOAAG yia Tov GvBpwro om
uapkia. ¢

AuoTux@g, To va pMopéaelg va delg
Tov oTap pAMov eival AGBog Adyog yia
va €pBeLG. «Aev efuat apkeTdg we Hou-
OKGG yla va Kpamow To evilapEpov
TOUG,» avrnauxel 0 Aev, oL ouvTagdIn-
TEG TOU GHWG, OUVNBIOUEVOL MPOPAVHS
0ta dyxm Tou, Tov TapnyopouV EUYEVL-
KA. Ot apxIkEQ autéq akmveS ™G ouli-
mong 6xt Hovo pag yvwpiouv pe ta did-
Qopa pEAN ToU KapaBavioU, OUMEPL-
AapBavopévne g téte appaBwviaoi-
KIGS Tou Soon-Yi Previn, al\d emiong
eykaBdpuowv To eninedo mpdopaong
Tou Ba €youpe oto Mouvit kad' 6An
didpketa tou Wild Man Blues. O Fotvt
MAGeL pe dveom, akopa Kat o€ TOvO
ouZiimong Hripootd amv kduepa, xai-
peTat va neptypdpe g Tov BAEMouV ot

Mot kaBwg exkppdlel T BIkES Tou
OKEELS.

To néoo ekpvig eivat 0 Akev 6tav
TApouolalel Tov €autd Tou, 1| HEXPL
Tolou ompelou «urodietat,» eivar pa
£pWMON ToU 1 Tawvia BETEL Kat ayvoel
Tautéypova. And T pa 1o apneé Tou
Xloopop —mou 1 tawia anodidel o
peyahdtepn évraon ar’ 6, onotadrro-
Te ané TG TeAeutaieq BOUAEIEG TOU
{Blou Tou Aev— propel ekoAa va Bew-
pnBel wg mapektporm}, KABWSG aVTIOTE-
KeTal o€ KGBe dlelodutiky evopaom ya
T0 MWG mpaypatkd Aeroupyel kat T
aAnBiva okégretat.

Tautdxpova, propel dpaye 0 «et-
KpiiG €autég» Tou Akev va umdpyet
ipaypatikd 6Ao autd To didompa katd
10 omoio «uroduetar; ‘Evag dvdpag
Tou neplodevet mv Euprm pe pia prd-
VI0, TOU Yupvdel pia Tawia o xp6vo yia
dUo dekaetieg, kat Tou omoiou ot mpo-
OWITIKEG OXEOEIS £ival TO00 EYYEVWS
EVIUNWOIAKES, dUoKoAa Ba dwoel pia
PEUTIKN ElKOVa TOU €QUTOU TOU, EPPaVL-
{6pevog wg €évag dlapkriq Ouaokeda-
omig, évag aBepdmeutoq odoupav. O
oUvtt Akev oto Wild Man Blues pnopei
va eivat 1} va pnv eivat «o npaypatkeg
FoUvtt Akev», 6,TL KL av onpaivel autd,
Ta aoteia, o1 EEOROAOYHOELS Kal oL avn-
0ouyieg Tou 6pwg potdlouv 6Aa aAnBiva
6tav ouykpivovral petagl Toug.

Map' 6Aa autd, oute n Kor\, akAd
oUTE KL O Kivnuatoypaglomg Tom
Hurwitz xpnoonotodv mv kapepd toug
ar@g kat pévo yia va Tpaprigouv UAKG,
kataypdgpovrag Ttuxaia omolodrnote
UAKO Toug mapéxet o Mouvtt. ‘Evag kho-
VIopévog, anamAdg pubog me oknvo-
Beolag vokwaviép eivat nwg n tExvn
elvat ' éva tpdmo arouoa, 0t 1 EANEL-
ymn nBorowwv kat oevapiou petappaletat
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0€ Taivieq nou yivovrat poveg tou. Em-
miéov, efairiag ™G MOAU peydAng
@fiung g oroiag xaipet n duo popég
vixitpia Ocokap, Ko, 1o Wild Man
Blues péper 10 otiypa piag «taviag dia-
xonwv», Opola pe 1o Axpwmipt ToU
@dBou Tou Zxopto€le 1 1G dlaokeuég
nou éxavav npéogata o KéroAa kat o
Aktpav otov Mkpioay, n Béa mg Ko
va Kiviuatoypagrioet m Bloypagia pag
Biaonuémrag poldler Bewpnukd oav
€vag okAnpd epyadopevog Beklotéxvig
nou Kkdvel pa euxdplom yia 1o Koo
avanauka.

‘OAot aurtof ot Woxupiopol eivat Gdixeg
KpITKES GAwv 600US avaPEpape napa-
ndvw, kai ofyoupa amnotuyydvouwv va
avayvwpioowv auté mou Katdgepe n
Kor oto Wild Man Blues. Tinota o
aut mv Tavia d¢ Ba kdvel kdnoiov va
Eexaoel 10 Harlan County, USA, 10 vio-
KIHaVIEP 0pOOMIO0 MOV YUPIOE Yia TG
anepyles Twv owpareiwv Twv avepakw-
puxwv Tou Kevrdky, n Se€otexvia katn
euguia Opwg elval napoloeg ki 5w,
Onwe Kal 0TI 1O KOIVWVIOAOYIKES, Bpa-
patkéq BouAEIES ™G, Avahoylotelte m
oexdve omy onoia n Kor kat 0 Hurwitz
otpépouv v kduepa kareuBelav ndvw
ovov lodvn kard m Bidpkeia pwag ave-
EEAeykmg, Sexarenmg napdotaong,
6nou Ta xeln Tou Tov npddwoav kai 10
KaAG Tou KAapiveTou Tou Bev fmoe
onwg Ba énpene. Napdn n Bia oxnvi
£xen nagcrel oxeddv 1o Bio ekoubevati-
K kI anoteAeopankd om dpauanxy
Taivia Tou 1995, Georgia, ) oexave aiy-
pakwriZer EEoxa TV euneipia Tou axkpo-

kelag m¢ Kor undpyer otoug Sidho-
Youg rou éxet eruAEEEL va oupmepAdBel
omv tavia me. KaBe tavia eEaprdral
1eAkd and autd nou kdBovral fj 6yt oT0
povtad, kat n Korh pal( pe tov poviép
Lawrence Silk €xouv enhégel eviunw-
0lakd ekpIvels, dlauyels oTiypég, omg
oroleg 0 A\ev kat o1 oUvTpogol Tou
napouoidlowv Toug eautols Toug. 0
LOXUPIONOG Tou Akev 6T «amag dev
BéAw va eluat exel orou efpar kdbe
dedopévn onyr, avagépetat e€ioou
01a mpopAfUaTa MG MPOOWKAG Tou
{wng 600 ka1 oV MPOCEYYIOM Tou oIV
neplodela.

eyovg, mou pag GEpvel oto Bépa
mg Soon-Yi. Xwp(q ap@iBolia €va and
1a o epropika onuela Tou Wild Man
Blues eival n xwpiq nponyolpevo npd-
opaon omv oxéon louvii-Soon-Yi, n
onola anodewvietar 6 elvar Tauté-
Xpova veupikd aprjyavn kat povétova
puatohoyw. H ida n Soon-Yi, mou n
npwm m¢ ardka omv tawia elvac
«(paia», epgavileral wg pa paburata
Botaktk} kau aoynudniom npoowr-
komra, pe pkpry miom ong nenodr-
081G 1) g anoyelg me. Map’ 6Aa autd,
elkpivd npoomaBel va unoompiget
Kat va evBappuver Tov Molve, kai va
epnodioel 1a dyyn tou va diouv o
kivduvo 1 @Mieg Tou, 6nwg A.y. 6rav
Tovilel m onpaocia Tou va enaivel Toug
HOUOIKOUG TOU.

Avégepa dn, wotdoo, néoo evBupo
eival 10 0Ao eyxelpnua. O Akev @rdver
oto Aovdivo, Tov TEAKG 0taBué g
pnavag, pe my npofAeyn on aum m
90pa «Ba pe orjoouv oy Bia pou ™
yAwooa». AvGueoa ota kovoepra,
k0B o1 auepwdvor Toupioteg Tov
putoypagilouv o€ xaBworpéne: paya-
(i pe xpauyeq Baupaopou, avapwme-

Tal ywati dvBpwrot nou Ba Tagdevav
070 e§WTEPIKG Yia va nApouv pia pwto-
ypagia Tou «dev divouv 10 oevrg yia va
Bouv kdnoia and i Taivieg poux. H o
Yyouat6{ikn oekdvg eival 1 teAeutaia,
6rav o Molvr ka1 n Soon-Yi emotpé-
gouv om Néa Y6pkn kat yeupari{ouy pe
T0UG yoveig Tou. O natépag Tou eiva
96 etwv kat dev £xel det kapia ano ng
Tawvieg tou. H pntépa tou efvar i o
Foovit Akev kat 1o empepaiwver kad'
6An ™ didpketa MG {wrig Tou. « Exaves
NOAG kaAd npdypara, aAAG moté dev
10 Ouveél0eq», Aéel, eva Tpia Ookap
Tou elvat TonoBemuéva 0To YPageio ki
éva Kwmyuatoypagé ouvepyeio Ppi-
OKETQL OV Tpanelapia MG mapaxo-
AouBavrag g Kvijoeg Tou. Aev pno-
pe(§ va Toug eviunwoldlelg GAoug
OUVEYELQ, UTOBETW.

To Wild Man Blues eivai pia {wvravii,
Eexapdiotixn kwpwdia, mou dev euteri-
(e Tov fipwd ™G yia va BydAer yéNio,
0UTE GpwS Tov 0€BETal T00 MOAU WOTE
va Tov Kopoidéyer And Tg tawvieg
puBoraciag mou Byrfkav oug aiBou-
0eg @ET0G (1997), pévo o Epwrag Kat
Bdvatog oto Aovyx Alavr npoxahel
TET0Ia XapoUpEVa YEAa pali e aAnBuv
Juxohoyr) ofudépkela kai napéuoia
Spapanxr dopatkdmra. 0 Biog o Mov-
vt Akev yup(Zet ua taivia nou Aéyerat
QAiaonuomres ka1 Ba Byet 10 gBvONwW-
po. Ba xkAnBel va pelemoet kat va
EJYUXWOEL TO GAIVOUEVO TG PAYNG pE
TET01a 0§UTNTa KOt aPOoiwan 600 KAVEL
£da n Kom\.

Metdgpaon: Zwi-Mupte PnyonodAou

9th Thessaloniki Documentary Festival
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A Lively, Belly-Laugh Comedy

by Nick Davis

n March 1996, Mira Sorvino was

onstage in Los Angeles accepting her

Best Supporting Actress Oscar for
Mighty Aphrodite. That film's writer-
director, nominated the same evening
for his screenplay, was named earlier
that month as the Directors Guild of
America’s Lifetime Achievement Award
recipient. And where during all these
festivities was the illustrious filmmaker
himself?

Testing out a new mouthpiece for his
clarinet. In Milan.

Woody Allen is not someone gener-
ally considered predictable, but this
scene in Barbara Kopple's rollicking
documentary Wild Man Blues reveals a
supreme irony. While missing the
Academy Awards to go woodwind-
shopping might seem eccentric to us,
that decision seems utterly predictable
to Allen himself. He'll always pick his
music over his stardom - it's just that
no one in America cares that he even
plays.

Wild Man Blues follows Woody Allen
and his seven-member jazz band along
their 1996 springtime tour of Europe. If
that synopsis sounds like material for a
three-minute Entertainment Tonight
profile, then kudos go out immediately
to Kopple, who knows that Allen’s
career as a jazzman is not a fluff-level
footnote to his more obvious engage-
ment in the cinema. Her feature-length
documentary has already been faulted
by some viewers at Sundance for
downplaying Woody-as-Filmmaker, a
criticism that misses Wild Man Blues'
whole point: Woody Allen considers
himself a developing musician who's

lucky to have a steady day-job making
movies.

“| think it's seen just as a hobby of
mine,” Allen tells his sister Letty early in
the movie, when the band and
entourage are flying across the Atlantic
to begin the tour. Any nervousness
about the presence of Kopple's camera
is small potatoes next to his genuine
stagefright at the prospect in front of
him: weeks of one-night-only stops in
Paris, Madrid, Turin, and other Old
World cities, playing to audiences who
know little about primitivist New
Orleans jazz (which the band renders
with real zest) but who know a great
deal about the man on the marquee.

Unfortunately, simple star-gazing
might be the wrong reason to come.
“I'm not a sufficient enough musician to
hold their attention,” Allen frets, but his
travelling companions, apparently used
to his anxieties, gently console him.
These initial scenes of conversation not
only introduce us to the various mem-
bers of the caravan, including then-
fiancée Soon-Yi Previn, they also estab-
lish the level of access we get to
Woody throughout Wild Man Blues. He
talks comfortably, even conversational-
ly before the camera, and he is as
happy to discuss perceptions of him as
he is presenting his own thoughts.

How strictly honest Allen is in pre-
senting himself, or to what degree he is
“performing,” is a question the film
simultaneously raises and dismisses.
On the one hand, his barbed humor—
which the movie captures more ecstat-
ically than any of Allen's own recent
work —can easily be read as deflective,

resistant to any penetrating insight into
how he really operates, what he really
thinks.

At the same time, might Allen’s
“honest self” actually exist in the per-
manence with which he “performs”? A
man who tours Europe in a band, who
has made one movie a year for two
decades, and whose most private rela-
tionships are themselves so inherently
sensational is hardly giving a false
image of himself by coming across as
a constant entertainer, an inveterate
showman. The Woody Allen of Wild
Man Blues may or may not be “the real
Woody Allen,” whatever that means,
but his jokes, confessions, and worries
all ring true when held against one
another.

Nor, however, do Kopple or cine-
matographer Tom Hurwitz use their
camera merely to point and shoot, arbi-
trarily recording whatever material
Woody provides. A staggering, insidi-
ous myth of documentary filmmaking is
that craft is somehow absent, that the
lack of actors and scripts translates to
films that make themselves. Moreover,
because of the.twice-Oscared Kopple's
towering reputation, Wild Man Blues
bears the brand of a “vacation film"; as
with Scorcese’s Cape Fear or Coppola
and Altman's recent Grisham adapta-
tions, the idea of Kopple filming a
celebrity bio sounds on paper like a
hard-working master taking a crowd-
pleasing breather.

All of these allegations are unfair crit-
icisms of all the above-listed projects,
and they certainly fail to acknowledge
what Kopple has accomplished in Wild
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Man Blues. Nothing here will make any-
one forget Harlan County USA, the
landmark documentary she made
about union strikes among Kentucky
coalminers, but craftsmanship and wit
are as present here as in her more
socially-minded, dramatic  work.
Consider the sequence in which Kopple
and Hurwitz leave the camera directly
on Woody during a flailing, ten-minute
performance when his lips have failed
and his clarinet reed won't vibrate
properly. Though the same scene
played just as gruelingly and effectively
in 1995's dramatic film Georgia, the
sequence brilliantly captures the audi-
ence's experience of watching a
doomed performance, as well as
Allen's own furious determination to lit-
erally breathe the life back into his
music.

Further evidence of Kopple's sagaci-
ty appears in the dialogues she has
chosen to include in her film. Any
movie ultimately rides on what is or is
not cut, and Kopple and -editor
Lawrence Silk have chosen impressive-
ly candid, crystalline moments through
which Allen and his companions repre-
sent themselves. His assertion that °I
just don't want to be where | am at any
given moment” speaks as informatively
about his personal-life problems as it
does about his approach to touring

Which brings us to the Soon-Yi
Question. Without a doubt, one of Wild
Man Blues's big selling points is its
unprecedented access into the
Woody/Soon-Yi relationship, which
proves to be both nervily discomfiting
and prosaically normal. Soon-Yi her-

self, whose first line in the film is
“Yeah,” comes across as a profoundly
hesitant and unformed personality, with
little faith in her own convictions or

conversation.  Nevertheless, she
eamestly tries to support and encour-
age Woody, and to prevent his anxieties
from compromising his friendships, as
when she stresses the importance of
praising his bandmates.

Have | mentioned, though, how
uproarious this whole thing is? Allen
arrives in London, the band’s final stop,
with the prediction that this time “they’ll
hate me in my own language.” Between
concerts, as American tourists in ritzy
locales flash his photo with starstruck
squeals, he wonders why people who
will fly overseas to take his picture
“won't pay ten cents to see one of my
movies." The kicker sequence is the
last, when Woody and Soon-Yi retumn to
New York and have lunch with his par-
ents. His father is 96 and has never
seen one of his films. His mother looks
just like Woody and asserts that,

throughout his growing-up, “You did a
lot of good things but you never pur-
sued them”—this while three of his
Oscars sit atop the bureau over her
shoulder, and a filmmaking crew sits in
her dining room following his move-
ments. You can't impress everyone all
the time, | guess.

Wild Man Blues is a lively, belly-
laugh comedy that neither cheapens its
subjects for laughs nor reveres him too
much to make fun of him. Of the non-
documentary films released so far this
year (1997), only Love and Death on
Long Island maintains such jubilant gig-
gles alongside real psychological acuity
and with equal dramatic flair. Woody
Allen himself is filming a script called
Celebrity to be released this fall. He will
be well-challenged to study and vitalize
the phenomenon of fame as sharply
and engagingly as Kopple does here

www.nicksflickpicks. comy
wildman_htmi

9th Thessaloniki Documentary Festival
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H dtkn pou yevia
My Generation

HIMA / USA 2000

IknvoBeoia / Direction: Barbara Kopple Zuv-oxknvoBeoia -Movra / Codirection- Editing: Thomas Haneke ®wroypagia /
Cinematography: Tom Hurwitz "Hxo¢ / Sound: Barbara Kopple, Peter Miller Mouaikrj / Music: Aerosmith, Cypress Hill, Green
Day, Metallica, Santana, The Who, et al/ k.d. Mapaywyds / Producer: Barbara Kopple Mapaywys / Production: Cabin Creek
Films 16mm ‘Eyxpwpo & Aonpdpaupo/ Color & B&W 104’

Bpapeia / Awards
Bpapeio kpriknq emtporniq / Jury Award, Philadelphia FF 2001

00nynuévor ano pia Eviovn avdykn yia va Bubgouv mv euneipia me Kowomrag, vaulol exatopuuplo véol Gvepwrol
épraoav TeAikd oto omueio va {fjoouv mv euneipla S EEQIPETIKTIG LIOUOIKIG, TOU avapxikoU €0pTaduou Kai me
e€aviAnuikiic puomplakiic TeAetoupyiag Tou MoUVIOTOK — EVAS YEYOVOTOG TO OMOI0 KATEXEL KEVTDIKT] BE0N TV MOAITIOUIKT
pag pviipm. H tawvia pdc PuBidet ot pouaikr kat ato xdog Tplwv BpuAikv Louoikwv peatipdA, To 1969, To 1994 kat To 1999,
Kkat diepeuvd mv akatavikntm duvaun Tou puBou tou louvratok. Kataypdgel oknvEG and Ta napaokivia, ¢ anioTeuTes
EKTEAEOEIC Kal TIC EEWPPEVIKES NMpdEels auTogkppaans, ae€oualikic aneAeufépwang kat enavdataons nou kabdploav
mv eunelpia Tou MoUVIOTOK.

Drawn by a hunger for community, a million and a half young peaple have come to experience the extraordinary music, anar-
chic celebration and grueling rite-of-passage ritual of Woodstock — an event that occupies a central place in our cultural mem-
ory.The film plunges us into the music and mayhem of three legendary music festivals, in 1969, 1994, and 1999, and explores
the enduring power of the Woodstock myth. The film captures the intimate backstage scenes, incredible performances and
outrageous acts of self-expression, sexual liberation and rebellion that have defined the Woodstock Experience.
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Gomkav Tpidvra pokig xpdvia
x Yia va petatpéyouv mv AuepIK
Wy ximxkwv Kvnudrov kar Twv
podivwv outoruwv tou 1960 oe wa
KUVIKT} kaL oapkopopa npaypatkdmra,
nou dev motedel o€ Tinote GAAO eXTOg
andé mv WU Tou Xprjatog kal mv
nedw me piag. Aur akpipwg frav n
nenoiBnon mg oxnvoBéndog Mndp-
unapa Kom, 6rav BEANCE, va emyet-
PAOEL pia OUYKPION TOU pVRHEI®BOUS
(PEOTIRAA pouaIKig Mou Eyive oto Mou-
vIoTok 10 1969 pe Toug duo @rwyoug
xat ddo€oug ouyyevelg mou 1o diadé-
xmKav. H dirj pou yevid poidlet pe pa
anooTopwTk paptupla ya 1o NS
TPEIG HEPES EPVNG, QYATMG KAl pou-
OfG pnopolv EUKOAG va petarpa-
nouv 0€ TPEIS HEPES aAAnAoamapay-
pou, aoudooiag kat xepdookorikol
napo€uopou. H avaloyia nou netuyai-
VEL avdueoa 0to TOTE Kal OTO TWPa
eival ookaplonik, Eexvavrag ané mv
MAfpn epnopeuparonolnon nou une-
om o @eonpalikdg puBog kard myv
atyr avaiwor Tou To 1994 kai g1d-
voviag péxpt Tig Plaonpayieq mou
onuadeyav my nepmeteiwdn dopya-
vwon Tou 1999.

Avihwviag and mv epnewpia TpLav
BlapopeTik@v noAmoTkwy exdnAwoe-
WV, TPLDV avopoIwy PETED TOUG YEVE-
Wv Kat TPV dedopévwv oniypav péoa
010 Xpdvo, n Ko\ piAG yia 1o néoo
£UxoAa 1a naBaopéva ouvBrpara xat
0 onmyuopos Twv shdies perarpanm-
Kav Ofjuepa 0€ Kovkapdeg, pmhould-
Kia xat avonra avapvnotkd. Kataypd-
EL TN oIy NoU 1) HouoIKT) EnaYe va
Xpnowese wg ouvBenxog kpikog nou
apxoUoe va evaoe! eEaxooes xhd-

H peydAn avatpixiAa

deq dropa kdtw and my (dia kabnou-
XaoTikr opnpéla kat Eyive n npéeaocn
yia pa ayakivwm eniyeipnon mouti-
opou. Kat unoypappiler tov eEeuteht-
oTikd Tpéno pe Tov oroia pa enavd-
otao anogaociomke va nouAnBel oTig
noAueBvikég etaipeleg. Méoa and g
TPeIg palikég EkANAWOELS Mou Kiviua-
T0Ypagel, T0 PIAY Mpaypatonotel 6yt
pa arn oGykpor) aAAd kai pia Babid
Qvatopia Twv PnYaviopwv mou pmo-
POUV va HETAHOPPWOOUV HIa POpavTL-
K1 16€a kat pa xoogra (davikd o€ otu-
Yo epnéplo. Méxpt n tavia va praoet
070 UoTato, aupeyopevo Mouvrotok,
anaBavatiovrag 1ig mo anokapdiwti-
KEG £IkOVEQ AENAQOIWY KAt Mapakyng,
1 KorA dev agriver kavéva neplbwpio
ap@iBoAiag 61 Ta oUpBoAa Kat ot AT
Oeq Tou maperBOviog Exouv OBroel
QVerLoTpenTi, 1 peyaAn apepkavikr
eAnida gaiveral va dpnoe my tekeu-
Taia mg nvor} 0to axavég ABadt nou
nepndmoav 1a nawdid tou 1969 xat
0000WYN N Mon KOUATOUPA EYIVE OTA-
Slakd ouvavupo wag Yuyxpohoyloti-
K¢ vootpomiag, mou Tiud pe Tov mo
anpoxaAunTo TPAno Ta kamraAloTika
WBewdn.

Map' 6Ao mou n oknvoBEng Exet
(oxuploTel oe ouvevielgelg me 6 dev
1i8eAe n dnpioupyia mg va anoteAéoet
pa anaoi6dogn kai mxpoyoAn kard-
Beon, undpye! pa aTéppov peEAayXo-
Mo xpuppévn péoa 010 EXTANKTIKO
auTe XPOVIKO, ONWS KAl WA EKPIVIG
npoedonoinon: OnotoodAnote eniyet-
poEL va avanapdyer 1o nvelpa mg
dexaetiag tou 1960 pe onuepiva
Bedopéva, pag Aéet ) Tavia, eviéxetal
va Blanpdrier wma aouAAdyloT Kot

Tou Aoukd Karoika

pdAAov erkivduvn npdén. Toug BAo-
0uUpoUg Kaipoug atoug onoioug {oupe
Kapd pouoikr) dev mpokewal va toug
eEnuepwoet. H Korh eniéyet va kara-
deiket ta napandvw péoa and éva
navegunvo povidl, omou eoves kat
10€eq €pyovral Slapkwg oe mAfpn
avrionén kat onowadrnote avrnapa-
Beon petay napdviog kar napeBo-
viog yivetar enwduva epwviki. H
XPrion ™G MXNTIKAG Hndviag oxoAddel
eupnuatika ta dpopeva, oknveS Aet-
TOUPYOUV UTOVOMEUTIKG, OXEdGV 100-
nedwrkd, o povial dampel wa dia-
AexTik) oriprada kai Ta ndvra ouyxpo-
vilovtat otoug apolg puBpolg wag
BMBeprig @dpaag, pag andhumg na-
pwdiag. AwAéyoviag ouveldnid va
unv mprioet awdnrég anootdoeg and
10 QvTIKEipev6 mg, n Komh kaumpialet
Kat omAitedel, extofever dnAnmpia-
Belg apég, opyilerar kat perdid. Niow
ané myv unoxpewtikr anopuBonoinon
MOU EVOPYNOTPWVEL, Miow and g
AGOMES KAl T QVAPPEVES PWTIES TIOU
nepdiaBaiver oto TeAeutaio, anoxaAu-
K6 péPog Tou @, miow and Ta
ayavaxktiopéva npéowna xai Ya 0a0TI-
opéva BAEppara mnou amewoviler,
napagoveser wa BAippévn napadoxr
yia 10 opionikd TéAog MG abwdmrag.
Tn Budvouv kat mv kouBaAolv ong
eUBpauoTeq mMAdreg Toug Ta nadid
exelvav axpifag Twv avBpanwy nou
k@note niotepav 6n pnooovoav va
aAAGEouv Tov kdopo. AMG EpelAe
1eAkd va anoxownBouv, ayxkalid pe
mv unépoym Xipaipd Tous...
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The Big Chill

by Lukas Katsikas

transform the America of the hip-

pie movements and the rosy
utopias of the '60s into a cynical and
carnivorous reality which believes in
nothing other than the power of money
and the persuasion of violence. This
was exactly the belief of the director
Barbara Kopple when she decided to
attempt a comparison of the memo-
rable 1969 Woodstock music festival
with its two poor and inglorious rela-
tives which followed it. My Generation
is like a dumbfounding eye-witness
account of how three days of peace,
love and music can easily be trans-
formed into three days of savagery,
irresponsibility and a paroxysm of mon-
eymaking. The analogy she succeeds
in making between then and now is
shocking, beginning with the complete
commercialization that the myth of the
festival underwent during its unfortu-
nate revival in 1994 right up to the vio-
lence that marred the tumultous 1999
event.

Drawing from the experience of three
different cultural events, three genera-
tions different from each other and
three given moments in time, Kopple
speaks about how easily the passionate
slogans and optimism of the sixties
today have become badges, t-shirts
and meaningless souvenirs. She
records the moment when music

Only thirty years were needed to

stopped being the connecting link that
served to unite six hundred thousand
people under the same soothing
umbrella and became the excuse for an
unbridled money making enterprise.
She highlights the humiliating way a
revolution decided to sell out to the
multinational corporations. Through the
three mass events she films, the film
not only makes a simple comparison
but also a deep anatomy of the mecha-
nisms that can transform a romantic
idea and a handful of ideals into crass
commercialism. Until the film comes to
the final, controversial Woodstock,
immortalizing the most disheartening
images of looting and decadence,
Kopple leaves no room for doubt that
the symbols and hopes of the past have
been erased forever. The great Ame-
rican hope seems to have breathed its
last in the vast field where the children
of 1969 walked and pop culture, as a
whole, gradually became synonymous
with a cold blooded mindset that
adheres in the most shameless way to
the ideals of capitalism.

In spite of the fact that the director
has claimed in interviews that she did
not want her creation to be a pes-
simistic and bitter testament, there is an
endless melancholy hidden in this
amazing chronicle, as well as a sincere
warning: whoever tries to recreate the
spirit of the '60s with today's givens,

the film tells us, is liable to be commit-
ting a thoughtless and probably danger-
ous act. No music can tame the dark
times in which we live. Kopple chooses
to show the above through a clever
montage where images and ideas con-
stantly clash with each other and any
confrontation between past and present
becomes painfully ironic. She uses the
sound track as an ingenious commen-
tary on the action, scenes have a sub-
versive, almost levelling function, the
editing maintains a dialectical sharp-
ness and every thing is attuned to the
hilarious pace of a sad face, a complete
parody. Consciously choosing not to
keep her distance from her subject,
Kopple sears and castigates, sends
poisonous shafts, is outraged and
smiles bitterly. Behind the obligatory
demystification that she orchestrates,
behind the mud and the lighted fires she
passes through in the last, revealing
part of the film, behind the indignant
faces and the perplexed looks she
lurks, a sad acceptance of the final end
of innocence. It is lived and carried on
their fragile backs by the children of
exactly those people who once believed
they could change the world. But finally
they were fated to fall asleep, in the
arms of their sublime chimera...

February 2007
Translated by Tina Sideris
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Dixie Chicks: oKAGTe Kal Tayoudriote
Dixie Chicks: Shut Up and Sing

HINA / USA 2006 ZxnvoBeoia / Direction: Barbara Kopple, Cecilia Peck ®wroypagia / Cinematography: Christine Burrill, Luis
Lopez, Seth Gordon, Gary Griffin, Joan Churchill Movra / Editing: Bob Eisenhardt, Jean Tsien, Aaron Kuhn, Emma Morris "Hyog
/ Sound: Giovanni di Simone, Alan Barker, Jason Blackbum, Peter Miller Mouoixrj / Music: Dixie Chicks Mapaywyoi / Producers:
Barbara Kopple, Cecilia Peck, David Cassidy Napaywyrj / Production: Cabin Creek Films 35mm "Eyxpwpo / Color 92'

Bpopeio / Awards

Bpapeio xowvou / Audience Award, Aspen FF 2006 o Eidixd Bpapeio erutpormig / Special Jury Prize, Chicago IFF 2006
Bpapeio xaAutepou viokpaviép / Best Documentary Award, Boston Society of Film Critics 2006

Bpapeio xaAUtepou viokaviép / Best Documentary Award, San Diego Film Critics Society Awards 2006

Wyatt Award, Southeastern Film Critics Circle 2006 ® KaAutepo viokiaviép / Best Documentary, Woodstock FF 2006
Women Film Critics Circle “Courage in Film" Award e Longlist for 2007 Academy Awards

H rawvia ra&ideuet padl pe nig Dixie Chicks and my kopUpwon me SNUOTIXGTNTAS TOUS WS Ta ayarmuéEva KopiTaa me kavipt
HOUOIKTIC Kai TIC TpayoudioTpIes e TIC UEYaAUTEPES NWANOELS Sloxwv dAwv Twv enoywv, pExpt 1o diaponto oxodAo me
Baownc tpayoudiotpiac Tou ouyxpomiuarog Natalie Maines kard Tou npoédpou Mroug To 2003. H taivia napaxoAovBei m
{wi) xat mv xapiépa Twv peAwv Twy Dixie Chicks o€ pia neplodo Tpiwv eTwy, om) didpkela Twv onolwv ExmKay NOAIMKES
EmBEoES kat aneAéC xard me {wic Tous, eve eaxoAovBouoay va {ouv m {wi Tous, va yewouv naidid xat puaa va
nailouvpovow). H tavia teAixd napovoiddet noies eivat ot Dixie Chicks we yuvaikes, w dnudoia npoowna xat we pouowol

The film travels with the Dixie Chicks, from the peak of their popularity as the national-anthem-singing dartings of country music
and top-selling female recording artists of all time, through the now infamous anti-Bush comment made by the group's lead
singer Natalie Maines in 2003. The film follows the lives and careers of the Dixie Chicks over a period of three years during
which they were under political attack and received death threats, while continuing to live their lives, have children, and of
course make music. The film ultimately presents who the Dixie Chicks are as women, public figures, and musicians.
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Kopltola yia @iAnua

Tou Acutépn Adapidn

kpémua e mMAéov ouvmpnTl-

KIS HOUOKTG OKNVAG, OMwg
avapgloprimra eivat autr mg country
oug HMA, opoloyel 0t «vipémetat
Tou katdyetat and my idia noAreia pe
Tov Mpdedpo ™G xwpag», de pAGpE
arAd yia pia eidnon, ahAd yia pia eka-
PETIKT) apEmpia yia €va VIOKIAVTED.
Méoo pdMov 6tav mpokerat ya éva
yuvaikeio ouykpémpa kat 6tav 1
OnAwon yivetal e pa oTypr mou n
dnuotikdmra Tou Kupiou Mroug Bpi-
OKeTal oTa uynAdtepa enineda, akpi-
Bwg Alyo mpwv amé MV QUEPIKAVIKT)
€10BoAn oo Ipdk. Aev elvat napd&evo
Aowrdv rou duo yuvaikeg, n Mndpuna-
pa Kor kau ) Cecilia Peck, Eomeuoav
va apriagouv mv eukaipia. Me ta Adyia
me Kok dA\wote n frontwoman tou
ykpour Natalie Maines, mou &eatopioe
v (oTopikT) mua atdka oto Aovdivo,
TTav «10 MPWTo BUKA TOU MOAELOU OTO
Ipak».

“HOn 0 T(TAOG TOU VIOKILAVTEP GUVO-
YiCer anoteAeopatikd ToukdyioTov To
KEVIPIKG Tou B€pa kat Tautdypova
TIPOETOHALEL YIa ™V andvinar) Tou 0e
£va paAhov dlaypoviké epwmpa. Mro-
pel n showbiz va avapitel pe mv
ToAwTiki; Kat akdpn meploadtepo, tav
oupBalvel autd pAMWG 1 TOAWTIKY
opBomra empBarAel va yivetal ouomm-
Hatika kaw pe adidyevota dlarioteut-
pla; Ziyoupa Kavelq de Ba napakeveu-
el and pa moAwikn katdbeon evog
Mropn Ntikav 1} ané pua pokid diapap-
Tupiag Tou Mrpoug ZmpivykoTv oute
and mv niom tou Mkap® Mrpouks ata
PEMOUNMAIKaVIKG 15e@dn. Ta mpdypa-
10 aAAdlouv Opwg pilika otav éva a-

/O TQV TO TIO ETITUXTUEVO OUY-

TOAITIKG  KOPITO{OTIKO  oUyKpOTIUa
awBdvetat Eagvikd mv avdykn va
UAROEL Kat MOATIKG Kat Kupiwg va pnv
peTaviwoel petd amé Aiyo yia auto.
ESw n mpogavriq andvmon eivat «okd-
OTE Kal Tpayoudrate» Kal exatopiletal
1600 and mv npodopévn ouvIneENTIKY
«\aiki} Bdon» Tou ykpour 600 Kat and
a oepad Beopikoug napdyovieg. Me
(\a Adyia, 6nwg A€t METUXTIEVA KOt
10 poTo ™G Tawiag, «To dikalwya omv
eheuBepia me Exppaong elvat oea-
016 apkel va pn yivetal dnudota». To
Tiunua mou kKARBnkav va minpwoouv ot
Dixie Chicks dev eivat kaBoAou euka-
TagpovnTo: amelh xopnywv va aro-
oupBolv ané v unooTipgn S
TOUPVE TOUG, KABETN TTTWoT TWV MWAT-
OEWV TWV GAUMOUY Kal TwV elormplwv
yia 1§ ouvaurieg Toug, exnapabipw-
on and Ta play list Twv padlopwvikdv
0TaBu@v, HEXPL PPAOTIKES EMIBEVEIS
Kat anethéq yla m {wr Toug and ape-
PIKAVOUQ «MaTPIWTES» Kal Aolnoug
akpode€lolg. And aut ™ okorud To
Zkdate kat Tpayoudriote anoteAel pa
eEQIPETIKT KATaypagr TwV 0patwv Kat
a0pat@v AOYOKPITIKOV pUnXavIop@V
Hiag oAdkAnpng Blopnxaviag yuxayw-
yiag kau 6yt pévo.

To eutiynua wotdoo elvat 6T oL
Kom\ kai Peck dev €pewvav pévo oe
autd, npooBEtovtag armhd akdopn aAAo
éva MBapdkt omv avt-Mroug pnto-
pefa. Tnv (dla oypr eixav pa Bavpd-
01a agoppry Kat evkaipia va dielodu-
00UV yla Ta KaA@ ota evddtepa evog
OUYKPOTIHATOG-PAVOUEVO OF pia Te-
plodo eowtepikriq Gokiaoiag 1 Kakl-
TEpa pag aAnBwvnig Tpikupiag. H
navrayol napodoa adpam 600 Kat

aewivnm kdpepd Toug akoAouBel
aKoupaota Kkatd médag ya oxedov
pia xpévia TG mpoomdlelEg Toug,
EVIOQ Kal eKTOQ oKMVIG, va emplo-
00UV OTT) HOUOIKT) Blopmxavia pe Toug
dIKoUg Toug Gpoug, va LopPOMaoUV
 Onpdota kat my BTkt Toug {wr
nou kAudwvilovtal e&ioou, va auykpa-
ooV TS QUYOKEVTPES TAOELS Kal va
ano@Uyouv ) didAua, akdpn Kat va
npoxwprioouv v TEXVN Toug éva
Briua mapanépa unoypdpovrag To Mo
pipo @Aumoup toug. Me mv évvola
aum dev eival umepBoAn va PAOEL
KQVE(g yia £va Povadikd XpoviKG «evn-
Akiwong» kat yuvaikeiag ahAnhey-
yung.

Ta kopitota twv Dixie Chicks katd-
Qepav peoa and pa BueAwdn ropeia
va ykpepioouv oav xaptivoug nupyous
Jta o€lpd ané Tapmnou mou ouvodetouv
wa 6nAukiy country pmdvta, amodel-
kvlovtag Ot propel Tautéypova va
elval adlagihoviknteg otap, ouduyol,
papddeq, dadvieg emyelpnuatieg,
avijouxot dnptoupyoi kat evepyol MoAl-
1€6. Kat ny dta n tawia G\\a téoa ote-
pedtuna yia 1o «kabapéaipo» MOMTIKO
vioKipaviép. Ta kopitala Aomov pro-
polv va tpayoudouv kat va HIAOUV
e\elBepa e To AikG Toug TGO Kat ot
Kort kat Peck va unepn@avedovtal yla
€va povadikd VToKOUEVTO 00OV
apopad atov akrpuyto MOAE0 ou die-
&ayetal e kal xpévia 0To ECWTEPIKG
TwV HMA, TANUHUPLONEVO 0T HOUOIKT),
€va oTavio NAvrpepa Tou MoALTIKoU pe
T0 MPOCWITIKG KAl MV Yuxaywyia omv
KaAutepn exdoxn me, BERaia.

Oefpoudplog 2007
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hen the most successful group
Win the most conservative musi-

cal scene, as the US country
music scene undoubtedly is, admits to
feeling “ashamed that the President of
the United States is from Texas" we're
not just talking about a news item, but
an incredible opportunity for a docu-
mentary. Even more so when the sub-
ject is a girl band and the statement was
made at a time when Mr. Bush's popu-
larity was at an all-time high, just before
the invasion of Iraq. So it comes as no
suprise that two women, Barbara
Kopple and Cecilia Peck seized the
opportunity. Besides, in Kopple's words
the group’s frontwoman Natalie Maines
who uttered the notorious line in
London, was “the first victim of the war
on lraq".

The documentary's title effectively
summarizes the subject and at the
same time prepares one for the answer
to what is probably a timeless question.
Can showbiz mix with politics? And
when that happens, does political cor-
rectness demand that it be done in a
systematic way and using indisputable
evidence? Surely no one questions the
political stance of a Bob Dylan or a
protest solo by Bruce Springsteen nor
the faith of Garth Brooks in Republican
ideals. But things change radically
when an apolitical girl band suddenly
feels the need to speak politically and
moreover not immediately apologize for
having done so. Here the obvious
answer is “shut up and sing" and it is
voiced as much by the group's
betrayed conservative grass-roots base
as well as by a series of establishment

Southern Belles

agents. In other words, as the motto of
the film cleverly states, “Freedom of
speech is fine as long as you don't do
it in public”. The price that the Dixie
Chicks were asked to pay is not negli-
gible: the threats of sponsors to with-
draw their support of the tour, a steep
drop in the sales of albums and concert
tickets, pulling their songs off radio sta-
tion play lists, even verbal attacks and
threats on their lives made by American
“patriots” and other extreme right
wingers. From this point of view Shut
Up and Sing is a splendid record of the
visible and invisible censorship mecha-
nisms of an entire entertainment indus-
try.
Luckily however, Kopple and Peck
didn't just stop there, simply adding
another pebble to the anti-Bush rheto-
ric. It was a fantastic impetus and
opportunity to truly penetrate the inner
workings of a phenomenal band during
a period of internal troubles, or to put it
another way, riding out a true storm.
For almost three years their ever pres-
ent invisible and restiess camera tire-
lessly follows the band's efforts, both
on and off the stage, to survive in the
music industry on their own terms, to
juggle their public and private lives
which were being equally shaken, to
resist the centrifugal forces and avoid
disbanding and to take their art one step
further by finishing their most mature
album. In this sense it is not an exag-
geration to talk about a unique chronicle
about “coming of age” and female sol-
idarity.

Through a tumultuous course the
Dixie Chicks managed to topple a series

by Lefteris Adamidis
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And wefBasiihed that the

PresidentiofitheUhited States*
is fromiTeas ;

of taboos about a female country band
like a house of cards, proving that they
can be undeniable stars, wives, moth-
ers, clever businesswomen, inquiring
creators and active citizens all at the
same time. The film itself knocks down
just as many stereotypes about “pure-
blooded” political documentaries. The
girls can sing and speak freely in their
own way, and Kopple and Peck can be
proud of a unique document about the
undeclared war that has been going on
for years in the USA. A war flooded with
music, in a rare marriage of the political
and the personal, and entertainment
certainly at its best.

February 2007
Translated by Tina Sideris
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Kat Auepikdviko dveipo, n Mndppnapa Kork €xet avayvwploTel ya 1o

4 aBeupéwn pe dUo ‘0okap yia Ta VIOKIUavTE Harlan County, USA
BlOYpQ(leO BD BEupEvn py pavtép me by,

avBpwrivo Mpowro pe To omoio mpooeyyilet onpavtikd moAiké-Kot-
VoVIKG {nujpata kat mv avadeln twv puvev Twv avBpdnwv rou aywvido-
vial yia Ta dikauwpatd toug. EmmA€ov, n Ko €xet dei€et péoa ané m peyd-
An Bepatik ykdpa Tou €pyou ™G éva eEQIPETIKG TAAEVTO yia agnynam Kat
Jla kavémTa o oKlaypdenon Twv Xapakmpwy e, omeIOKevn aTo K-
patoypa@ikd oA ™G napampnong kat Tou cinéma vérité, kat doulevovtag
Je 1dlaitepa xapnAoug npodnoAoylopous, xwp(s néorotoug 1 aevaplo.

H Komk dpyioe va kdvel tavieq ota téAn mq dekaetiag Tou 1960 evd
omoudale Khvikrp Wuyoloyia oto KoAéylo mg West Virginia. Ma6rteuoe
dimka otoug Albert kat David Maysles dtav exeivol ékavav To Gimme Shelter
(1970), paBaivovrag Ta puoTika tou direct cinema kal TOU WG va Kivipato-
ypagel m {wi nou EedMA@veTal Prpoatd oTo pake xwpig va napeppaiver.

Mépa and ta BpaBeupéva pe ‘Dokap viokaviép me, n Ko Exel aknvo-
BemroeL Kau Exel KAvel Ty napaywyn pag mnbwpag VIOKIPavIEP, HETagu
Twv onoiwv, Yo Maptupleg moAguou, YUipw and TG MOAENKES avramokpi-
TPIEG aTo Ipdk kat aAAoU* H diktj ou yevid, To omoio eEeTdlel mv kKAnpovo-
jd Tou Mouvratok kat me Mevidg X° Midwvrac pe tov Mkpéykopt ek, €va
TOPTPETO G Kapiépag kat mg {wig Tou yvwotod neomotol: Wild Man
Blues, yipw ané mv eupwraikn nepiodeia tou Modvtt AXev kat Tou t{al
ouykpoTuatég Tou, yia To oroio képdloe to Bpapeio National Board of
Review yla 10 kaAUTepo viokipavtép® Ynepaoni{ovrag Ti¢ kdpeg pag, pa
£peuva yupw and Ta avBpwmva dikaiwpata Twv yuvaikwv ot Boovia, To
Makotdv kat mv Aiyurtro, kepdilovtag to Bpapeio Voices of Courage’
Exmwrog npwtabAnmis: n dyvwotm otopia tou Mdix Tdigov, ya 1o onoio
ftav uroyr@la yia 1o BpaBeio Emmy yia mv kakitepn oknvoBeoia. ‘Exet
eniong oknvoBetroet My Tawvia puBorhaciag OAeBpog, YOpw and mv evn-
Akiwon piag opddag motoiwy épnwv ato Aog Avieleg, kaBwg eniong Kat
TAEOMTIKES OEIPES, Onwg 0z kat AvBpwrokTovia, yia v onoia kEpdioe 10
Bpapeio kaAutepng oknvoBeaiag Tou Zwpatelou Apepikavav ZKnvoBET@Y,
GAAG kat dlagnuioerg.

H Mndppnapa KorA €xet tunBei pe mnbwpa dlakpioewv, petaki Twv
orolwv ouykataA€yovral Ta Bpapeia Kpruikdv tou Aog Avileheg kat mg EBvi-
k1S ‘Evwong Kptrikdv, To peydho BpaBeio mg kptikig emtporniq ahAd kat ta
BpaBeia kool Kkar oknvoBeaiag vrokipaviép ato deotipdA tou Sundance.
‘Exet emiong TyunBei yia o ouvoAikd mg €pyo oto deotiBdh Human Rights
Watch. H Kom\ eival péhog tou Atokntikod ZupBouhiou Tou Apepikavikod
Kinuatoypa@ikou IvoTIToUTou Kat GUPPETEXEL EVEPYA OE OPYAvWOELS KOWVW-
VIKOU TipooavatoMopoU Kat unooTpiEng me ave&dpmmg KIvHatoypagIkng
napaywyng.
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County, USA and American Dream, Barbara Kopple has

been acknowledged for the human way in which she
approaches important sociopolitical issues and gives a voice
to people fighting for their rights. Through her wide range of
subjects Kopple has also demonstrated an extraordinary tal-
ent for narration and an ability to depict her characters, based
on a cinematic style of observation and cinéma vérité, work-
ing with very low budgets without actors or scripts.

Kopple began making films at the end of the '60s, while
studying Clinical Psychology at West Virginia College. She
apprenticed with Albert and David Maysles when they made
Gimme Shelter (1970), learning the secrets of direct cinema
and how to film life unfolding in front of the camera without
intruding.

Aside from her Oscar-winning films, Kopple has directed
and produced a large number of documentaries, including
Bearing Witness, about women war correspondents in Iraq and
elsewhere, My Generation, which examines the legacy of
Woodstock and Generation X, A Conversation with Gregory
Peck, a portrait of the career and life of the famous actor, Wild
Man Blues, about Woody Allen and his jazz band's European
tour (for which she won the National Board of Review award
for best documentary), Defending our Daughters, an investiga-
tion into women's rights issues in Bosnia, Pakistan and Egypt,
(winning the Voices of Courage award), Fallen Champ: The
Untold Story of Mike Tyson, for which she was nominated for
a Best Director Emmy. She also directed the fiction film Havoc,
about the coming of age of a group of wealthy teenagers in Los
Angeles, as well as television series such as 0z and Homicide,
for which she won the DGA best director award. She has also
made various commercials.

Barbara Kopple has been honoured with numerous dis-
tinctions, including the Los Angeles Critics Award, the
National Society of Film Critics Award, the Grand Jury Award
as well as the People's Choice and Best Director of a
Documentary Awards at the Sundance Festival. She has also
received the Lifetime Achievement Award at the Human
Rights Watch Festival. Kopple is a member of the board of
the AFl and actively participates in organizations that address 1
soclal issues and support independent filmmaking Blography

a fter winning two Oscars for her documentaries Harlan
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