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vou uBomhaatn. Av 1o €pyo Tou Kpiot6o Kiokdpoki dvoiée To ik Tou kaBopioTiko kegdhaio a1o eupwndikd oivepd oti¢ e-

Kaerieg Tov 80 kat Tou 90, n mpwipin mepiodog Tou, amokAELOTIKG aplepwIévn 0Ta VIOKIHVTED, OKIaypAnoE e Tamio EN-
Kpivi) xpwpara To mohwviko avBpamvo, Kowvwviko Kat moNitikd Tomio tov ‘60 kat tou ‘70,
01 fpweg tou Kiokdgaki, mpwraywviatég e idiag g (wiic, potalouv va poipalovial tic aywvieg Tou idtou Tou Snptoupyod. HBki
npoBAnuatiki, unap€iaki avalitnon, o patalopog Tov avandpeuktou, 6Aa cuvugaivovtal o€ évav KinatoypagIkd (oTd mou
Japtupa ita enoxr kai Ty idia aniyur v anokpumtoypaei, v diepeuvd oe BdBog, v anogoi@vel, aviyveloviag Taouaiwdn.
Tavrokipavrép Tov Kptotop Kiakogoxi dev kpauyddouv. YiBupiCouv aric aioBrioeig Tou Bearr mapadotec, katadikaopévec, apa-
velc muyég e mpaypatikdtntac. Me tpéno peaNioTikd kat deao, nou ogiCel and eowtepikr GUvapn, datpéyouy Ty adpat
VP mou EV@vel To aTopiko e To auboyIke, To opatd pe To adparo. Eite emyelpei va KautnpidogL Ta KAk Keijieva Tou Kopi-
HouvioTikol kaBeoTawrog, &fte oyohdde v kaBnyepivii (wr, a\d kai To Bdvaro, e paxaBpio, kagkikd yio0pop, 0 Kiohogaki bia-
ypdget oo €idog pia nopeia mov Siexdikei e kabe Bria v 1Blaitepn kaN\mexvikr g ada.
An'Toug Bacikol EKMPOOMNOUG ToU VEOU KUATOG ToU MOAWVIKOD VIOKIavTép, o aknvoBétng dev akohouBnae vopyiec kal kavo-
ve¢. Mnopei n peakioTikij Tou patid va auyyevebel upohoyika e To owvepd Tou Kev Adoute, Hmopei ot tawvieg Tou va Bprikav pop-
HaNaTIKEG OUVAPELES e Tov Kivatoypdgo Tou Popnép Mmpeady, o Kiohopoki Opw katéBeoe éva épyo éviova mpoowniko, mou
oppayiotnke pe v bi6tunn ypaer) Tou. Eva épyo éviovwv ouykpodoewv kat avtiBéoewy, opiheevo o€ éva mepiBdhov kaBohi-
Kfic avatpooric kai kakhiteyviiic avnauyiac, o' éva paydaia e€ehiaodpevo tatopikonohtikd yiyveobal. Autd dMwore ouvéBeoav
10 KoukoUM j1éoa 070 omoio exkoAd@BnKe 1o oppnTiko, Slauyés avepd Tou Kpiatdg Kiohdpoki.

‘I-o 120 OeomiBak Nrokiavrép Oeaoahovikng mpoteivel pETog v Gyvwatn Kivnuatoypagiki meupd evog avayvwpiapiévou bet-

Anprtpng Eimidng
KaMrevikdg AievBuviric
OeoiBA Nrokyuaviép Oeaaadovikng

oeuvre of Krzysztof Kieslowski opened its own distinct chapter in European cinema of the eighties and nineties, then his early
period, devoted exclusively to the documentary, portrayed in the most earnest colors the human, social and political land-
scape of sixties and seventies Poland.
Kieslowski's heroes, the protagonists of life itself, seem to share the concerns of their creator. Moral dilemmas, existential angst,
fatalism in the face of the inevitable — all are woven together in a cinematic tapestry that witnesses an age, while at the same
time decoding it, laying it bare, seeking out its essentials.
The documentaries of Krzysztof Kieslowski do not shout. They whisper to the viewer's senses, conveying strange, doomed, un-
seen aspects of reality. In ways both realistic and direct, pulsating with an inner strength, they move along the invisible line that
separates the individual from the collective; the visible from the invisible. Whether satirizing what's wrong with the communist
system or commenting on everyday life — and death — with dark, Kafkaesque humor, Kieslowski charts a new course within the
documentary genre, affirming his artistic worth at every turn. ;
One of the leading representatives of Polish documentary’s new wave, he never followed norms or rules. And though his realis-
tic way of seeing is stylistically reminiscent of the cinema of Ken Loach, though his films might share formal characteristics with
the cinema of Robert Bresson, Kieslowski produced an intensely personal body of work, which bore the mark of his distinctive
ériture, His was an oeuvre of powerful conflicts and contrasts, shaped by his Catholic upbringing and his artistic restlessness, against
the backdrop of a rapidly changing historical and political landscape. All these elements made up the chrysalis that gave forth
the forceful, lucid cinema of Krzysztof Kieslowski.

-I-he 12th Thessaloniki Documentary presents the unknown cinematic facet of a distinguished master of the fiction film. If the

Dimitri Eipides
Artistic Director
Thessaloniki Documentary Festival



YNV mayi6a 70 VIOKIHAVTER

Tou Nikov ZaBpam

€ Jla OKnvA} QN T0 KAAUTEPO VIOKILAVTED
ZIOU Kiohogoki /pamn aydmn (1974), 0 Po-
yiek kai 1) fiddia, 1o npaypatik Cevydpt
TWV VEWV MoV MavTpetovTal Kal anokToby To

mipdto Toug nadi unpoatd and T ynyavi oTo
yéputou Mdroex Nexproxi, Bag

kou{iva 010 omini TG yiayidg TG KomeAag o€ Ka-
TagUyio Tou épwa Toug, nov Soxipaletal mep-
VVTac and i oupmAnyadeC TG komwvikic ipo-
katdAnyng Kat ¢ ypagetokpariac. Eva ol
TpwTaywvioTéC Suokohebovral va unooyioouv
nig auto 1o omprokouto 3X3 Ba ywpéoel To
KpeBaTi Toug Kat Ty Kobvia Tou pwpod), Eagvika
XTundet n nopta ki ejgavileral évag véog aoTu-
@ONakac. Me novnpd Upog navroywatn Tolg
unoBahhel o€ piav aveniongin avdkpian, uno-
ypappiCovrag 6t nmpowpn eykupoodvn g fid-
11a (mpwv Teheioet 1o oketo) eival okavdaho yia
Tov Miepiyupo  Kal 1 anid@aor} Toug va ykata-
otaBodv oTov iIkp6 auTo XWpo -Kai paNiota
ywpic va 1o éyouv dnhaoel oric apyéc- kaBapi
Tpéha. Oravuidpdoeig g faia ot BapBapn €
0Bk oty Blwrikr (wi g, n Ekmngn kain
Kovtpoapiopévn ayavaknon TG Exouv T Ho-
vadikr eikpivela Tou epaattéyvn mou Oev Ba
{nopodoe va TV entmiyel Kavelc enayyehatiag
nboroidg. Qotdao, onawe o idlog o Kiokogaki ano-
kahumTel ot Kprtikr) autoPioypagia Tou', n
oknvi| eivat npoiov oknvoBetikol yeipiopiod: pi-
0Kdpovag akdpa ki évav mpowpo TOKETO and 1o
00K TG avandvrexng eniokeyng, agol o pofog
T aotuvopiag napéhve Toug navieg oty Mo-
Mwvia T dexaetiag Tou 70, &iye kavovioe! |’
évav aotupuhaka «niov ¢ Ba dnpioupyodioe mpo-
BMuata» va nai€el o poho kpugd and Toug
TIpWIaYWVIOTES Tov. flepiootTepo Aomov and pia
€epi VToKIHavTepioTIKN KaTaypagr oTiyH@v and

okt prves wiic Twv aAnBivav npwwv e, N
Tawia -Adn and ™ coMRYN Kat Kupiwg Ayw
TG Kataokeurc G- anotekei pia ohokAnpw-
iévn «uuBonhacia e mpaypaTkoTTacy. Hau-
BevikoTnTa Tou TOVoU, 1) OIKEIGTTA TG KIVNHa-
Toypagnong, n o§utrTa Tou Kowwvikod ayoNio
¥ai 1) axedov Bpnakeutikr} auotohd ¢ oknvo-
Beoiac pmpoord ota ovaioBryata vog kabn-
yepivol papatog TG wpiavang TonoBeTolv
T [lpdimn aydm oTov 1onyEPIVG avapeoa oTov
kpimik peahiopid Tov Kev AdouTc Kai Tov umep-
Baikd poppaNiop6 Tov Mnpeady.

H avrinn 6t To kukhikd kai e€aipenikd ou-
vekTikd €pyo Tou Kiohdgaki ywpileral oe «mpiv»
Kal «}l€nd» -ji1a TA8n AyvwoTwy VIOKINavTER Kal
i 1aén idonpwy yuBomhaoiwv- napayvwpilel
10 yeyovdg Om Gev unapyel o avdyieoa ota eidn
kai To TeNeutaio kaBapoaipio VIOKIHAVTEP TOU
dnuioupyod (Erd uépeg m Bbopdda, 1988) yupi-
otnKe Aiyo mpwv 1o apiotobpynua Mikprj otopia
yia éva pdvo mou 00TwG A MG ival kppa pu-
Bomaoiag kat viokipavrép. O ifiog o Kiokogokt
ouvinpei autr Ty yeudaioBnon. To viokiaviép
«.fjtav pia nayida... an' 6nov anédpaoax oyu-
pierar pe v (6l duoapéokela e v omola
Kpitikapet 1o umepBoNKa «komdOee Kat «ba-
navnpo» endyyehya Tou oknvoBé Tou Kivnua-
Toypdgov. Opwg n ayedov anokAetoTikr ago-
olwor| Tov oto €idog yia pia dexagtia, and To
npWo, eNemo viokiaviép Tou pageio (1966)
WG TNV PN peyalou HriKoug KvnpiaToypagIki
JBohacia Tou HouArj (1976), fitav o1 6vo ou-
veibn enayyehpaikr enthoyr) alNd kat andv-
oM 0€ pia yovipn kaMmeyviki npokAnan. Avii-
JetwniCoviag To VIOKIHavTEp WG avesaviAn
de€apevi anBivav totopiav mou agiCerva enw-
Bolv kat nedio Gnpioupyikol meipapaTiopol pe
Bewpnika dneipeg duvatotnreg, o Kiohopoki

{iopgoroinae v atoBnTike kat Tty ik meki-
VIHaToypagIkAG HaTidg Tou, T0 avenavainmo
iefya peaNioTIKrG OIKELOTRTAG Kat e€mpeatovi-
0TIKr anaiolodoéfag mou yonedel otic jiubo-
mAaoieq Tou. € €ikool Tpia viokipaviép, Ta onola
kahomrouv An TV ykdpa and o oAk we To
TIOINTIKO KI and To GpayaTonoinyévo WG 1o mat-
Wiwdec, emyeipnoe va anotunwoeito avBpwnvo
TG00 KOVIPQ OTO «OEITHIKO», KOIVWVIKOMOAL-
TIK6 Tomio TG wpag Tou. Kaiva napouaidoei Ty
0Mo ka1 jieyahdrepn emBupia T «16te dpyouoacy
£pyanikr¢ Ta&nG yia exdnpokpatiopd kainy ko
kat BaBitepn anoyorjrevor e and anpofhn-
(1T IO 0UOOWPEVE | ooBIETIKOD TimoU dlaKy-
Bepvnon.

Avandeuta n moinon Tou: KioAopokikod
BAéppatog amelhotoe T dlaidvion Tou KoppaTk-
ko0 épatoc. H «abpa pag enoyric otuyviig Ka-
Tanieong, aTENEWTWY OUVWHOTILY Kal aneNmi-
opévav e€eyépoewv Ty omoia oukhapavel n
evaioBn ka Tautdypova duvapiki Kivnpato-
Ypdgnon ova gy Epydreg 71: Timota yia gudc yo-
pic eudc (1972) xat Bioypagikd anpieitwya (1975),
€ival okotewn kal Bapid, motiapévn and aipa,
10para kai vikotivr. To mpawro, To mo moAkd Kt
oukhoyikd vrokipaveép Tou Kiohogaki (auv-oxn-
voBetnévo e TovTopac Zuykaviho ) anotunavel
T vooTponia Kai g mpoodokieq Twv epyatav petd
an6 Ty mon Tou kopouhka dlagopetikd and
6,11 n kparikr) nporaydvda. Etor éekhe va auy-
kpouotei 0podpd e v eohoyikr) anohutapyia
Tou KOppatoc; kGmnKe aioxpd ano n Aoyopioia
kau npoB\iBnke and v mohwvikr Aedpaan
Hovtapiopévo AN apKerd ypovia apydtepa.
Eni mhéov To Bpapiko nagvidi mou maixmKe yupw
ToU QMo OKOTEIVOUG nXaviopoUg -To aypnoio-
iofnto nynukd ukiko kAdmnKe Kato KioAogoki xa-
nyopriBnKke ot movAnoe TiG payviotawie atov
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In the documentary trap

by Nikos Savvatis

n a scene of Kieslowski's best documentary,

First Love (1974), Romek and Jadzia, the cou-

ple of youngsters who i real life get married
and have their first child in front of Jacek
Petrycki's hand-held camera, are painting a
room in mauve. They are trying to transform an
old kitchen in the girl’s grandmother’s house
into a refuge for their love, which is struggling to
survive the clashing Cyanean rocks of social prej-
udice and bureaucracy. Just as the couple is
wondering how to fitinto this 3X3 «matchbox»
their own bed and the baby’s cradle, there s a
knock on the door and a young policeman walks
in. With the sly attitude of the man who knows
too much he puts them through an unofficial in-
terrogation, stressing that Jadzia’s early preg-
nancy (she is still in her teens and school) is
seen as a scandal in the neighbourhood and
that their decision to live together in this small
place —about which they haven't yet informed
the authorities - is sheer madness. The girl’s re-
action to this barbarous invasion into her privacy,
her surprise and controlled indignation, im-
presses with an authenticity of feeling that no
professional actor could achieve. Yet, as Kies-
lowski revealed in his critical autobiography',
the scene is a product of pure directorial ma-
nipulation’: he had previously arranged with a
policeman ‘who wouldn't create any problems’
to play the role unbeknown to the film’s pro-
tagonists; this meant taking the risk of provok-
ing an early labour in the young woman from
the shock of an unexpected visit since the fear of
the police paralysed everyone in Poland in the
seventies. More than just a dry documentary
report on eight months in the lives of his real
characters, the film —already from its conception
and mainly due to its directorial method - rep-

resents an accomplished ‘fiction of reality’. An
authentic tone, an intimacy in filming, a sharp
social comment and the almost religious con-
straint with which Kieslowski records the emo-
tions of an early coming-of-age quotidian
drama, place First Love half-way between Ken
Loach's ritical realism and Bresson's transcen-
dental formalism.

The idea that Kieslowski's cyclic and ex-
tremely complex work can be divided into ‘be-
fore" and ‘after’ — a series of unknown docu-
mentaries followed by a series of famous feature
films- ignores the fact that there is no rupture
between the two genres, and that the last gen-
uine documentary Seven Days of The Week
(1988) was shot a ittle time before Kieslowski's
masterpiece A Short Film About Killing — itself a
blend of fiction and documentary. The director
himself maintains this illusion. Documentary
“...wasatrap. ... from which | managed to es-
cape” he declared with the same vexation with
which he criticised the overwhelmingly strenu-
ous' and ‘costly’ profession of filmmaking. Yet
his practically exclusive devotion to the genre for
a decade, from his first, six-minute long docu-
mentary Office (1966) to his first feature fiction
film The Scar (1976), was not only a conscious
professional choice but also the answer to a ma-
ture artistic challenge. Approaching the docu-
mentary as an inexhaustible source of true sto-
ries which are worth telling and also a field for
creative experimentation with -theoretically- an
infinity of possibilities, Kieslowski shaped the
aesthetics and ethics of his cinematic gaze into
the inimitable mixture of realistic intimacy and
expressionistic pessimism that charms us in his
fiction films. In twenty-three documentaries
covering the whole spectrum from the political

to the poetic and from the dramatized to the joc-
ular, he undertook to portray the human face
aqainst the ‘seismic’socio-political background
of his country; and to present the ever-growing
wish of the ‘then ruling’ working class for de-
mocratisation and its ever-deeper discontentin
the accumulation of problems by the communist
régime.

Inevitably Kieslowski’s poetic gaze put the
Party’s lies in jeopardy. The ‘aura’ of a period of
harsh oppression, endless conspiracies and des-
perate rebellions, captured with sensitivity —yet
also powerfully- in films like Workers 71: Noth-
ing About Us Without Us (1972) and Curriculum
Vitae (1975) is dark and heavy, steeped in blood,
sweat and nicotine. The former, Kieslowski's
most political documentary (co-directed with
Tomasz Zygadlo), presents the workers'state of
mind and their aspirations after Gomulka’s fallin
adifferent light from that of the prevailing state
propaganda. This concluded in serious clashes
with the totalitarian autocracy of the Party: the
documentary was ruthlessly cut and it was only
screened on Polish television, in a drastically re-
edited version, years later. Furthermore, the dirty
game played around the film by shady mecha-
nisms— the unused sound rolls were stolen and
Kieslowski was accused of having sold them to
the Munich radio station ‘Free Europe™- led to the
director’s first big disappointment with docu-
mentaries. To reach beyond the limitations of
the genre, Kieslowski attempted an increasingly
radical fusion of documentary and fiction. Anin-
dividual who had fallen in disgrace with the
Party interprets the role of a Party member
threatened with expulsion: he is being interro-
qated on all his life by a real Party Control Com-
mittee in the impeccably formalistic, almost ex-
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padioguvikd otaBpo Tov Movayou «ENevBepn
Euparmp- onpatodote mv mpam peydAn ano-
yoriteuan Tou dnyioupyol and To VIOKIHavIEp.
Ta va €enepdoel Toug mepiopiopol Tou idoug, 0
Kiahowoki mpox@pnoe o pia dho kat mo pilo-
onaotikr avapeir Tou e Teyvikég T puboma-
olag. Bvag GvBpwnog mou eiye Pidoeim duapiéveia
Tou Koppatog, eppinvebel To poho evoc pehou To
mou avakpiveral ep'AAng e UAng and pia akn-
B Emeponn Koppamikot ENéyyou oto Spapiaro-
TIoINLIEvO, HopepIKa doyo ki e§npeoiovioTikd piA-
Japiopévo oyedov anokeloTIka o€ ykpo mhav
(«kexhewopévwv Twv Bupav») Bioypagikd anuel-
wya. Tuplopévo apéowg peta and v Mpam
aydmn 1o gy, mou yéwnae To povadikd Beatpixd
€pyo Tou dnyuioupyod, anoeikviel 6T To kiokog-
OKIKO VIOKIavTép, autr] 1) ohol@vravr) mvako-
Brikn an6 «ophotoeg Keparéc» mou anokahi-
TOUV TNV appAOTIa TOU KOIVWVIKOU 0GHATO,
anooxonouoe €€ apyric o€ kdn BaButepo.

'HBn an6 ¢ eMeimikéc eikveg me dimwpia-
TIKAC €pyaciag Tou oknvoBém, Amd mv miAn Tou
Aot (1969), avadierai pa ykpiCa, opoiopopgn,
Babia unapaxr pehayyoNia. H kayepa otayuo-
Noyel omypéc Cwiic xwpic apd and v napak-
{IaOév) EIKovoypapia TG MONG: To JovoTovo
TENETOUPYIKO TNG EPYAOIAG TWV YUVaIKWY OTa £p-
yootdoia, TV dokonn nepmAdvnon Twv avapay
oToug bpopoug, dypwe dlaokedaoeIc T oxo-
Ang e Ty maNiopoditikn opxrioTpa TwV Epyatwy
1) ooupeaNotikd nAekTpoadk o€ ToAunpotc ia-
Barec and évav yupohdyo mou polalet e kapi-
katoupa ooaviotr]. XtV KAeloToQOBIKT
0moudi| TwWV MPoOWNWV-EPENTIWV KAMOIWY TU-
oAy Berepavav ton Aeutépou Maykoopiou Mo-
Népou, Huouv arpaniestng (1970), mou Kopuga-
VETQL i€ lia omdviag eNkpivelas GIEIpnVIKT
EMIQWTTON TV TPANY MOAEIOTAY, QUTA T0 0U-
vaioBnpa g yevikeupevng BNiynG ayyiCerta opia
Tou €giaNm. Kai petatpéneral o€ vautia oty
aouKTIK Enwdd (1972), nou mapd v ana-
A pouotketponn dopr g, ouvolpiCe v amo-
TIpoownonoinan Twv KopuPaiwv YeyovoTwv TG
(wri¢ ~Tov Bavdrou Kat TG yéwwnang- o€ €y-
ypaga, apiBolc kat ypripa and Tov apd Twy
\PUQeloKpaTAY Kal Twy expeTaleuTv. Tomo-
Betvrag T YpageloKparia o éva mo ouyKe-
KpIjtévo oknviko, T uoheoupyikr Blopnyavia

aypotikav pnyavnpdrwv Ursus (£pyootdaio tou
1970), avrinapaBétoviac ia pépa poxBou Twv
£pyarcv nou maoyicouv va uhomoioouv To pé-
ypaya e napaywyrc oe atéheiwta, adiégoda
aupBoukia g dloiknang, o Kiohopoki Bade oo
0TO}a eVOC OTENEXOUG TN EMmixeipnang To o
anaio1680¢o upnépaoiia exeivn T mepiodou:
«Y' quTr| T Y@pa 1) ypagelokparia epnodiCel
onoiadrimote Abon. H povn aytida aioiodoéiag,
 eAniba 6T n mpokataokevaayiévn and To ob-
omnya (i) pmopei va eyyunBei o péNov g
anhvi empBiwang o’ évav eniyelo coolahoTikG
«napadeioo», gurilel v adiotaktn mpona-
yavda tov Metaéi Bpdrodap kai ZeAdva xodpa
(1972), ¢ piag amd Ti dbo Tawieg mov éywav
xatd napayyehia and ta peraMeia tou Aobpm.
(ot6o0 akdya ki aute, To Aydtepo mpoownikd
@ludkiTou Snpioupyod ampiletal, onwg dhata
VIOKIHQVTED TOU (£KTOC am To veupwTIkd aoTeio
Klaxéra Tov 1976), o€ a dopr AavBdvouaag
{iuBomaoiag mou avadletal ané To omTKoaKou-
oTikd ukiko. Méoa ano Ta ypdpata evog véou
£pydTn o1V oIKOyEveld Tou, agnyeiTal Tonwe N
npooAnyi Tov ota petahNeia ouvendyeal v
wqdia payeiac Noon dhav Twv (wrikwv ipopn-
udtwv tou. To penoptadiako -oxedov voupeh-
Baykikd- ogpiyog TG Kivatoypdenang ek-
nfooel ToviCoviag aképa meploodtepo T
unepBoMj autod Tou Upvou oty mavdkela T
epyaoiac. Erot oe edrepo eninedo n tawia dei-
JVEL KATI MoAG (0 0UO1aoTIKG: TO 600 EUaAWT
evat n aNiBeia and v Yedtikn atotodogia g
Slagripiong, mou éyteMhe va yivel To kadoio yia
TNV TA€6paon, Tov Mo Tepatwdn pnaviopo
ehéyyou T emBupiiag otov 1KooTO adva.
Mapadoga otic ouvepyaoieg Tou e TV Te-
opaon, 0 Kiohookt 8e vidBel ot dnpioupyt-
Kot Tou otpayyahiCerat and 1o meotikd TG
mhatoto. H /e aydmn firav pia po8ogn, oye-
d0v neipayiatiki) ot o0NYA TG THAEOMTIKT
mapaywyr, yupiopévn o gy 16xiA. Eva xpovo
pYOTEPQ TO TIAPAYVWPIOWEVO VIOKIavTEp Gou-
Aog (1975), pépog T numeAodg TAEomTIKAG
0elpdg H yn Tou Zepdpoi, €ivar AN pia eni-
deién npuoupyikric eheuBepiac. AkohouBvrag
TV mepimidvnon piag pikpric opddag pabntv
Tou yupvaolov XTégav Zepopoki otny Katanpa-
own €oxi Omou €Cnoe otn vioTn Tou 0 peydhag

noAwvog ouyypagéac, To voyia Tou orioio gé-
petmepripava To oyoMeio Twy maidiav, o Tpiav-
Tatetpdypovog Kiohdpoki yNiotpder o' évav ya-
OpaTikG, mounTIKG aToxaopé mepi Aoyotexviag
Kat mpaypatikdtrTac. Apay ot (oTopieg riov ana-
Bavarioe oa BiBAia Tou 0 ouyypapéac ouvépn-
oavmpaypatika;- n Tawia diepwtatar. «Ziyoupa
vai, apod Tic éypaye» dlateiveral memelopévn
akpddavra pia nAkiwpévn aypoTiooa Katyiava
10 emBeatwoel ouvouilel o€ TPEIC ppdoel; T
{uBiotopnua To motd mordur. ARG Kal ol pa-
Bntéc poiddouv va vioBetolv autr v undBean,
6Tav motomololv TV akpifela TG «yaptoypd-
Qnongc» g neploxfc and Tov Zepopok. Ano
0Knvr} 0 oKnvr} 1 0pop@Id Tou Tortiou, 1ou &i-
vai dimka otoixeiwpévo ano to Bpoho kai v
np6la Tov ouyypagéa, katahapBavel T okn-
voBeoia. Or ywpot Kat o1 vomiol, GIAapIapévol
€ TN nXavr} 0TO X€pI Kal € T ywvikdn mpo-
00N TOUG MApapOPPWHEVA AT TOV EUPUYEVID,
«qutovopodvraw and tn piooopikr mpofhn-
parikr g Tawiac. KaBiopévor o' éva mayko duo
yépotAaikoi noinréc, Ceuydpt om (wr, prhodv Kkat
Kovipdpovrar yia Ty téyvn Touc. H yuvaika ouv-
Bével amhaikég pipec, 0 dvdpac, mapdm avaAqd-
Bnroc, autooyedidlel okokAnpa (0TopIka €mn.
Eva yiatpog kai duo gUNakeg mepnatody 070
Liayepévo ano Tic aytives Tou Mo daoog ji-
Aavrac yia ta Sévipa e TIC MoINTIKEG QOPHOUAES
ToU ZepO}OKI ka1 avanapayoviag Ti GuVeq Twv.
mouiv. Yotepa éva ayopt padi je  pntépatou
{laledei Ta ayptoxopramou Ba kaoby, Khelvoviag
pia pépa douleidg ota ywpdgla. 2to teAevtaio
mdvo xdvetat péoa oty axh Tou Seivou Kal
Tov Kanvé mou avepaivel oTov oupave and T yn
6mou (uTpwoe N «hoyoteyviki ouveidnon g
Mohwviag»

An6 ) pia o viokipaviép -kde aMo napd

nayida- fitav N 1pogdc TG puBomhaciag Bewy| |

atny oroia 0 wpipog Kiohdpoki agiepwBnke and)
Tov Epaaitéyvn kivnuatoypagion (1979) wg vl
Tphoyia Tpia Xpduara (1993/94). Ané v hn|
1 otadiak aovinén Twv ddo &dwv, oty onoial

anoakonoloe 0 oknvoBémg ohokAnpalinke oty| |
hedpaon Sékatpia ypoviampwv and tov api| |
OTOUPYNHATIKO KUKAO THAETaIVIGV Aexa/\oyod |

(1988) e mv TAetawia fo mpogwmixd (1975)
it Tumikd kiohogokiki (otopla amoydyevong
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pressionistic, ‘Huis Clos' of Curriculum Vitae, a
film shot almost exclusively in close-ups. Made
immediately after First Love, this film which is
the only one to have been adapted to the the-
atre, points to the fact that Kieslowski's docu-
mentaries — a lively gallery of ‘talking heads’
that put into words the disease of the social
body- aimed from the beginning at something
deeper.

Already from the elliptical images of his
graduating film, From the City of todZ (1969),
emanates a grey, uniform, deeply existentialist
melancholy. The camera gleans joyless moments
of life in the decaying city: the monotonous rit-
ual of women working in factories, men aim-
lessly wandering in the streets, hollow spare
time entertainment with the old-fashioned
workers'music band or surrealistic electroshocks
inflicted on courageous passers-by by a peddler
who looks like the caricature of a torturer. In the
claustrophobic study of the devastated faces of
Second World War blind veterans in / was a Sol-
dier (1970) — a film that climaxes with a rare
epiphany of the ex-soldiers wishing for peace-
this feeling of all-embracing sadness turns al-
most into a nightmare. And it becomes down-
right nauseous in the asphyxiating Refrain
(1972) which, despite its deceptive music- like
structure, sums up the depersonalisation of cru-
cial life events —death and birth- turned into
documents, figures and money at the hands of
a bunch of bureaucrats and exploiters. Giving
bureaucracy a more specific setting in the dys-
functional Ursus farming equipment factory
(Factory, 1970), Kieslowski highlights a day of
harsh labour in which scenes of the workers
striving to keep up with the production quota
are juxtaposed to the administration’s endless,
dead end meetings. Summing up the crushing
pessimism of the period the director has a board
member declare: “In this country bureaucracy
hampers any solution”. The only ray of light, the
hope that a prefabricated life quarantees the
possibility of simple survival in an earthly so-
cialist ‘paradise, surfaces in the unscrupulous
propaganda of Between Wroclaw and Zielona
Gdra (1972), one of the two films commissioned
by the Lubin mines. On the other hand, even this

small film, the filmmaker’s least personal one, is
based like all his documentaries (with the ex-
ception of the neurotically funny Slate, 1976) on
a latent fiction which emerges out of the audio-
visual material. The letters of a young worker to
his family tell us how his being hired to work in
the mines concurred, as if by magic, with the so-
|ution to alf his life problems. The energetic —al-
most nouvelle vague-ish filming- surprises in
this bombastic celebration of the panacea of
employment. On a second level the film shows
something much more essential: the vulnera-
bility of truth pitted against the deceptive opti-
mism of publicity, which was to fuel television,
the most monstrous manipulating mechanism
of desire in the twentieth century.
Paradoxically, when waorking for television,
Kieslowski does not feel his creativity stifled by
the pressure of the medium. First Love, almost
experimental in itS concept, was an ambitious
television project shot in 16mm. A year later
the underestimated documentary Legend
(1975), part of the half-finished TV series Ze-
romski’ Land, is another example of directorial
freedom. Following the wanderings of a small
group of students from the Stefan Zeromski High
School in the emerald green landscape where
the great Polish writer spent a part of his youth
~his name proudly born by their own school-,

-

thirty-four year-old Kieslowski lets himself be
enqulfed in a poetic meditation on literature
and reality. Could it be that the stories immor-
talised in the author’s books actually took place,
the film wonders. “Certainly, since he wrote
them’, an elderly farmer insists totally convinced,
and to prove it she summarises the novel The
Faithful River in three sentences. The school stu-
dents also seem to believe it when they verify
the exactness of Zeromski's charting'of the area.
From one scene to the next the beauty of the
landscape, haunted by the author’s myth and
prose, takes over. The places and the locals,
filmed with a hand-held camera and with their
anqular faces distorted by the wide—angle lens,
become more important than the philosophical
concerns of the film. A couple of two old coun-
try poets are sitting on a bench talking and ar-
quing about their art. The woman makes up
simple rhymes; the man, though illiterate,
comes up with complete historical epics. A doc-
tor and two quards walk about a forest magically
lit by slanted sunrays, and talk about the trees
using Zeromski's poetic language and repro-
ducing the birdssongs. A boy and his mother
gather the weeds which will be bumt at the
end of a day's workin the fields. In the last shot,
the smoke that rises into the sky from the land
where ‘Poland’s literary conscience’ was born
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Evag evaioBntog omn payeia TG Téxvn véog pd-
gmg npoohayBaveral o Gnepa, auTr TNV €va-
vayvworn «petapopd e (wiey, kai ywpile
ané 1a péoa T PBpwyikn mpaypatikdTT: T
{itkpoTrTa TV KANTEXVAEV Kal TG EUTENELC iv-
TPIYKEC Tov napaoknviov. Kivnyatoypagaviag
éva pvipahoTiko, autoBioypagikd cevapio mou
oyoNade éupeca ) Guokohia Twv Mohwvav va
Bpouvn Béan Toug oty mpaypanikémTa, 0 Kio-
Aagoxi b€ yiopraleimy aneheubépwari Tou and
10 Gayd Tou viokigavtép e T puBomacia.
Avrifiera Sokipalel mpoaekTIKG pia kawolpia
(0opponia: éva puBomhactixd uppidio fy paMov
£V QVTI-VTOKIjvTép, Gmou 1) GopIKr| 0T VIo-
Kipavtép 1béa akohouBei ) Spapariki e6ENién
jiiag agrynong SiavBioyévng and oknvéc auto-
oyeBlaop@v Kal «atpoopaipacy, mou 1o €idoc,
€€ oplojiod, Tig amokAeier. 210 aAnBvo oKnvIKo,
Kivel éva jiwoaiko and mpaypankd npoowna, 6o
0KnVOBETEC TOL KIVUATOYPAPOU, EPAOITEXVE
ka1 enayyehyariec nBonolot. O Tovog T eppn-
Velag ymopei va pn £el v auatnpr evotTa me
locmng aydnnc, aMa n PeAém Twv xapaxTipwv
elvatmo mhobola, Gyiean Kai Aemopepelakr and
exelvn ota viokipaveép 0 Xriamng (1973), H
dnoyn evc vuytopidaka kar Aev §épw (kai Ta
5iio Tov 1977) Tpei¢ dlagopeTikée omoudéq g
00yKPOUONG TOU TOHOU € 10XUPOTEPOUG, TEPa-
TdelG, 15eohoyIKoUG Hyaviaols kai TG TENKIG
fjTTag Tou and aurolg.

0 Xtiom¢ kwnpatoypaei am\d v kaBnyie-
pivGTTa evg mpwny otakvikod oiKodopoL mou
Eunvde, TPWEL TPWIVO JE TNV OIKOYEVLd Tou Kal
minyaivel ot ovykévipwon g NMpwropayidg.
Opwg kovipa ot (eotaald, T ouvipogikdTTa
ka1 Toug uYNAoUG TOVOUG TG ylopTrG évag oude-
TEPOG EOWTEPIKOG HOVONOYOS TOU MpWTayWVI-
ot} Eenuhiyern BNBepr totopia Tou. X dekae-
Tia ou 50 1o Koppa Tov avédei€e ae mpotumo
Kopylouviotr, avapieiBoviag Tov pe agiopata
Kat o viynpr| Béon ypapeiou aNNd Ny Katdp-
pevon Tou otahviood 1o 1956 Tov BiBioe o€ Té-
Tola anoyvwon mov o idiog emdiwte Ty maon
Tou ano Tn Xdpn: katdgepe va ematpéyel oTo
{ndév pag Béong otnv napaywyd. Mo digo-

podyievn kai aiyoupa moAD Niyotepo «npuwiki»
€lval n nepimwon Tou (0ootaN)gaoiota Kai pa-
ViakoD Ie Tov éNeyyo vuxtopUAaKa o€ EpyooTa-

010, 0 oroiog Sev mavet va napevoyhet Toug mév-
TeG, 161w Toug epaatTéyves Yapddeg, emoeioviag
T dapokeia omddn Tou Nopiou atn Bpapeupiévn
oto OeomiaA g Kpakopiag Amoyn evdg vuyto-
uaxa. Eyovrag pokic ohokhnpwoel 800 uBo-
mhaaiec, Tv kvnuatoypagik OuAj kai v m-
Aetawia Hoeua (1976), 0 Kiahogaki katagépvel
va mpooeyyioe auté 1o avrimaBnTiké npdowno,
akopa ki 6tav napahnpei unép Twv dnpoaiwv
ekTeNéEwV yia mapadelypaTiopo, pe Yuypaipia
kat katavonan. Opw eneidi BAéne 1o péyebog
T avonoiag Tou, BéNet va o mpooTaté el ano
TV £0kohn katadikn TG Kovg NG kai ano-
aoiCetva pmhokdpel v Theomiki perddoon
g Tawiac. To npoBAnpa yiverai ax6pa mo alv-
Beto 1o Aev E€pw, v exprTiki] e§opoAoynan
&vo¢ mpan dievBuvrri epyootaciou mou kata-
otpaonKe eneidr, av kai pélog Tov Koppatog,
evavtiwBnke oty koppatik «Magia» Kai Tig
dleBappévec mpakikég piac khikag nou dpoloe
11é00 oy eniygipron ayvodviag Tic Slaouvdéoeig
¢ pe Ta unAd kipdka. fa va mpoguAdéel tov
TpWTaYWvIoTr Tov and evdexpeva KoppaTika
avrinova, o Kiokogokt anogdoloe va aMolcael
TNV NYTIKA pndva kahGrovTag jie Texvntolc
BopuBouc Ta ovopata Twv eviywv. ANNG akdpa i
autr) n andNewyn TG katayyehiag and m Ae-
Toupyia Tou viokiavtép dev ritav apketr. Mu-
ompiwdec, avkal deopeupévog e aupBodato, o
MIPWTaYWVIOTAG TG Uavaywpnoe Kai Tpa@nke
evavriov Tng Tawiag nou 8ev mpopArBnke moté.

Tivonua éyel n Kivnuatoypdgnon e mpay-
{aTikoTTac, agou 6yl uovo pia Tawvia abuvarei
va bei€el dAn v ekova e akNd katry avalynm
€€ouoia pnopei avd ndoa omiypr| va T yepiotel
mipog iBlov pehog; H mepmeéteia Tou Khepyiévou
nnTkod ukikod Tou Epydreg 71 enavaqgBnke
oav gdpoa e Tov Jtadjud (1980) évaandta te-
Aevtaia vokipaviép Tou: KioNogoki, yupiopévo
dtav n 6N kat peyadtepn duoapéokeld Tou yia
10 £i6og Tov mpooavardhe oyedov anokhelotikd
ot puBomhaoia. H aotuvopia katdoyeoe To
onTikd UNKO TG Tawiag, pI\apIopévo pe
(poo)kpuppéves kdpepes otov Kevrpikd 2i0n-
podpopukd Iaby6 g Bapaopia, eneidr ava-
(novoe iia dohopovo mou Elye KpOeL To Tepa-
XIOHEVO TTTHa TG Hrytépag TG otic Bupideq Twy
anookev, Eutuyg yia T ouveidnon tou Kio-

A6gaKI, To Tpdowro TG UTPoKTavoU Bev eife
anotunwOei kata Ty 0To apvnTIKG Tou, avd-
|i€0a aTou empdreg mou mnyavoépyovra, fyd-
{owv elommrpia, mpoomaBodv va pdBouy na Aet-
Toupyov ot Bupidec kai TeNika upiotavial
Kaprepikd Ti aréhelwreg KaBuoteprioeic A pa-
TaIWOEl Twv dpoporoyiwy kdtw and Ty dypu-
v napakohotBnon Twv kapepwv aopaleiag
Tou atabpod. Omw ato Nodokopeio (1976), o
Kivnuatoypagouoe ia papaBavia epnyepiaka-
molwv opBonedikwv yiatpav pe mo duvar kai
nhotota o€ exmAMEEIC Kal Xlo0pop agnynuanki
ypappn, To dlakueupia Tou Srafuod fitav va
OUWTIUKVAOEL Jiav EIKOVA KOWWVIKIG Guohel-
ToUpYiag Kat amoTeAUATWONG O EIPLVIKD Kov-
Tpdaro e éva peyahoatopio Aok dehtio et
droewv yia a aMara g moMwvIKAG olkovopia.
Eykatakelnovrag v 1¢a TG agnynuatikic
ypappr¢ To mpoteheutaio viokipaviép Tou Kio-
Mookt Ouidadoes kepalés (1980) uioBetei T
okhnpi péBodo pac nuootoypagikic (BNéne
heomikric) épeuvag. EBSoprva ewéa Mohwvol
and emd éwg exato v anaviody oto ataBepd
epwnyatohoyio «[lote yewrBnkeg; /Mieloai/Ti
emBupieic nepioodTepo;» o€ pia yupvr kataypagd
TG mpoopovi¢ piag Kahutepng Cwiig ki évav agn-
PNHéVO OTOXAOHO Yia TO XPOVO TIOU TEAEIVE.
Ta§wopwvrag Tic anavrrioelc auatnpd, objipuva
e TN xpovoloyia TG yéwnang Twv mpoownwy,
10 povrd{ bivel oy Tawvia mv aioBnan piag ava-
nodoyuptopévng Khewodpac. H nhiia twv mipo-
00nw, 10 naperBov, jeyahwvet pe INyyiwdn Ta-
XUTnTa o€ Oxéon i€ T oTapaTnévo napov T
Kinuatoypdgnong kat 6tav 1) aduownnm na-
péhaon an6 «opholoeC kepahéc» ohokAnpave-
Tai, Pével ovo n) meprousia Tou moBou oho-
Khnpng e avBpwndtmtac. 2y teheutaia eova
{la awvdBia yuvaika e Mpdowno epemwpéve
and 1o pdvo anaved amd kat wpig mepiotpo-
(EC otV TPITN KaI Mo Kplotpn epwnon moia €i-
vain peyahirepn emBupia G «Oé\w va djow.

Oeppoudpiog 2010

1. Kieslowski on Kieslowski, my. Danusia Stok,
Faber and Faber, Aovdivo, 1993.
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dissolves in the evening haze.

On the one hand, the documentary — quite
the opposite of a trap- stimulated and nour-
ished the fiction to which a mature Kieslowski
devoted himself from the filming of (amera Buff
(1979) to his trilogy Three Colours (1993-94). On
the other hand, the filmmaker reached his goal
of achieving a gradual fusion of both genres -
thirteen years before the masterful Decalogue TV
series — with  television film, Personnel (1975).
In this typical Kieslowski story of demystification
ayounq tailor, sensitive to the magic of art, gets
ajob at the opera, a legible‘'metaphor for ife’ He
gets to see from the inside a dirty reality of
artists’ baseness and endless backstage in-
trigues. Filming a minimalist autobiographical
script as an indirect comment on the difficulty of
Poles o find their place in real life, Kieslowski
doesn't celebrate his release from the limits of
the documentary in fiction. On the contrary he
carefully tries to invent a new balance: a fic-
tional hybrid or rather an anti-documentary, in
which the structural idea of a documentary fol-
lows the dramatic development of a narrative
interspersed with improvisations and‘ambiance’
scenes that by definition are excluded from the
documentary genre. On stage he directs a mo-
saic of real people, two filmmakers, and actors,
both professional and amateur. The general per-
formance tone may not have the austere unity
we find in first Love (1974), but the character
study is richer, more direct and detailed than in
documentaries such as Bricklayer (1973), from
the Point of View of a Night Porter and / Don't
Know (both made in 1977), three different stud-
ies of an individual clashing —until his final de-
feat- against powerful, monstrous, ideological
mechanisms.

Bricklayer is a simple account of a day in the
life of a former Stalinist builder who wakes up,
has breakfast with his family and goes to attend
the First of May parade. In harsh contrast to the
warm camaraderie and high spirits of the cele-
bration, the protagonist unfolds his sad story in
a neutral interior monologue. In the fifties the
Party had made him a model communist, be-
stowing medals on him and granting him a job
in a stuffy office, but the fall of Stalinism in 1956

threw him into such despair that he decided to
fall out of grace and managed to get a job back
in production, starting from scratch. More am-
bitious, and certainly far less ‘heroic'is the
Krakow Festival award-winning From the Point
of View of a Night Porter in which a (social) fas-
cist and control maniac night porter at a factory,
never stops harassing everybody, in particular
the Sunday anglers, waving the Damoclean
sword of the Law above their heads. Having just
completed two fiction films, The Scar for the big
screen and Calm (1976) for television, Kieslowski
managed to approach this unpleasant character
with discreetness and understanding, even
when he goes into raptures over public execu-
tion for the sake of setting a good example. Yet,
realising the scale of his foolishness, Kieslowski
wanted to protect his character from being too
easily stigmatized by public opinion and de-
cided to block the TV broadcast of the film. The
problem becomes even more complexin/Don't
Know, the explosive confession of a former fac-
tory director who was destroyed, because,
though a Party member, he opposed the party
‘mafia’and the corruption practices of a clique
operating inside the company, ignoring its links
with the Party higher echelons. In order to pro-
tect his protagonist from their eventual reprisals,
Kieslowski decided to blur the names of the sus-
pects covering with artificial noise in the sound-
track. But even this erasing of the denunciation
from the documentary was not enough. Myste-
riously, though under contract, the protagonist
turned against the film, kicked up a fuss in the
Ministry of Culture and the finished film was
never screened.

Why film reality? Not only is it impossible to
show all its facets in a film, but the content is
constantly exposed to manipulation by the cal-
lous authorities and for their own profit. The
tragedy of the stolen sound rolls of Workers 71
was repeated, as a farce, in Station (1980), one
of Kieslowski's last documentaries, shot at a time
when his growing discontent with the genre
made him decidedly turn to fiction. The police
confiscated the visual material of the film which
had been shot with (half) hidden cameras at the
Warsaw Central Railway Station, because they

were looking for a murderer who had hidden her
mother’s body —cut into pieces- in the station
lockers. Fortunately for Kieslowski and his artis-
tic conscience, the face of the murderer had not
been captured by chance in the negative of his
film, among the travellers who came and went,
buying their tickets, trying to understand how
the lockers worked and finally patiently putting
up with the endless delays or cancellations of
the trains under the vigilant scrutiny of the sta-
tion security cameras. As in Hospital (1976)
where he shows amarathon 32-hour shift of or-
thopaedic surgeons with a stronger and richer in
surprising twists and humour narrative line, in
Station Kieslowski conjures a condensed image
of social dysfunction and stagnation in ironic
contrast to a loud TV news broadcast that ad-
vertised the leaps and bounds in Polish finances.
Abandoning the idea of a narrative line
Kieslowski's last documentary, Talking Heads
(1980), adopts a ruthless (TV) survey method.
Seventy-nine Poles aged seven to a hundred
years old answer the same questionnaire:'When
were you born?/ Who are you?/ What is your
deepest wish?'in a film which works as a bare
recording of expectations for a better life and an
abstract reflection on the unrelenting passing of
time. By classifying the answers rigorously ac-
cording to the individuals'birth dates, the edit-
ing of the film gives a feeling of a water clock
countdown. The ages of the individuals, the past,
begin to increase at breakneck speed in con-
trast to the stopped present time of the filming,
and when the inexorable procession of ‘talking
heads'is over, all we are left with is the epitome
of mankind’s desire. In the last image a cente-
narian, her face worn out by time, answers sim-
ply and directly to the final and most crucial
question, what her greatest wish is: “I want to
live”

February 2010
Translated into English
Maria Teresa von Hildebrand

1. Danusia Stok (ed.), Kieslowski on Kieslowski,
Faber and Faber, London 1993.
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H eBvoypagikr} 01a0Ta0n TwV VIOKIUAVTE ToU KIoAOQOKI

Tou Anrtpn Kepkwod

MuiBog/The Legend

£pog TG mapddoong e MoAWVIKIG
M oxoMi¢ VIokIavrép Tiou avamtoyBnke

erd o Téhog Tou 211 akAd kai Tou Ki-
vnyatoypdgou Tou dnjiioupyoy, Ta VIokIpavtép
1o Kpioto Kiohopoki (1941-1996), anore-
Aolv ékgpaon 1000 TG MPOCWNIKIC AVaYKNG
Tou oknvoBEtn 600 ka1 Tr¢ yevidg Tou, va mepi-
ypayel pe eNikpivela Ty dlaotpehwpévn —
and TV KopoLvIoTIKY nponaydvda — elkova
g (wr¢ Touc. Mpdkerar Aomdv yia viokipav-
Tép TIOU AYOPOLV MPWTIOTWG TV MOAWVIKI Kol-
vawvia kai anevBovovtal oTny epyatikr e Tagn,
HETAPEPOVTAC TNV MPOOWNIKT) PaTid TOU OKN-
voBétn yia Tic ouvBrikeg Cwiig ot xpa Tou.
JuvioTobv {ikpd mopTpéTa NG KaBnuepvig
(wri¢ Ta onoia e€eTalouv TV KOWWVIKY, 0IK0-
vopuIk kai oAk katdataon g xwpag, dla-
Tpéyovtag kar aviavaxkAavrag To KAipa piag
neplodou and Ta TéAn Tou ‘60 péxp! kai T be-
kaeria tou ‘80.

H emBupia Tou Kiohogoki va aneikovioel Tov
Koopo miou (oo o ouvbuaopo e Ty Bewpnon
ToU TG «Oev undpxel \dyog va emvoei (oTopieg T
onypr nou n iia n Cwi pag Tic npoogépel amho-
XEPQ» KAITIWG «}16vO GTav MEpIYpAeLC kAT, o~
PEi e V' apyioic vaTo pekerdcy, ouvioTobv TiG
Baoei g peBodohoyiag Tou n onoia oAb ouyva
Bplokerai kovrd oTouq oToyoUC NG EBVOYPAPIKAG

napaywyrc viokipavrép. Ki autd yiar, otpépetal
OV payLaTIkG kOapO e pia kdpepa ato xépi Kal
nipoanabei va Tov kataypdiet e anogtacionol-
Névn OMTIK, AQOU TPWTA TOV EPEVIOEL KAl TOV
Kavavorjoel, MoTENOVIaE MW «Mpémel va EEpeIG
KaAd 1o Bpia 0ou A Toug avBp@noug mou Kivnua-
Toypapeic yiava pmopéaelc va oukhdBelc kdri on-
pavTiko o€ ia Sedopévny omypry'. Eror akolet
TIpWIa Toug avBpamnoug, anoKTa TV eumioToatvn
Toug, 0¢BeTal kai ‘tpéjlel'va mapéyBet ot Mpoow-
ik 1oug (. Autr n nBiki Tou aywvia avago-
PIKG i€ Ta uMoKejieva nov Kivnyatoypael ano-
Tehed 1o Beltepo kepahaiwdeg ouatarikd evog
aouvaioBryrov avBpuwnooyikod mpooavatohagiod
TI0D BLQTPEXEL T VIOKIPAVTED TOU.

Eyovtac we otéyo v 600 T0 Suvatdv moto-
Tepn mpooéyyion g ‘aNqBeiac, o Kio\dgoki ka-
TaQEDYEl 0€ IaQOPETIKEC KIVN|ATOYPAQIKES [e-
B060ug, onwg Ty auatnpr| Kai ywpic oyoNaopo
TIAPaTAPNoN - He ouyvA Xprjon Twv Kovivav mhd-
VWV TIPOKEIEVOU va OuNABEL «yeIpovopeC Kal
OTIYJE-, TNV Xprion OUVevTEEEwY Lnpootd otny
Kapepa, TV mpoKkAnon KataoTdoewy, Try oKnvo-
Beola oknvav. Evietikd mapadewa g mpo-
ondBeidg Tou va kataypayel pia mpaypatii ka-
Taotaon yie dpapatoupyikr Suvapikn €ivai n
[Mparn aydmn (1974). ¥' autiv yiverar paptupag
¢ {wic g aviiKng Tou HEVEL EyKuog, KO-

AouBwvrag Ty katd T SidpKeia TG yKupoaivy
G kai g yéwnang Tou naidiod . Mpokeipévol
va anodwoel jua eNkpv Ekova Twv ouvBnK
miou Biove a oikoyévela ot MoAwvia T dexae:
Tia To 70, 0 Kiohdgok! katageuyel oy nipd-
kAnon kai otnv oknvoBeoia, Teyvikég mov uioBé
Tnoav Slakekpiévor oxnvoBEreg mou ouvoeénKai
|1€ T0 €Bvoypaikd VIOKIHavTER, O 0 OKama-
véag Tov idoug, Popmept OAGepn kal 0 avBpu-
nioA6yoc Zav Pou. Erai, 6mwg o OAdepti otov Na-
vouk Tou Boppd (1922) evBappivel Toug
YpaKTrEg Tou va mapouaidaouy ouverdntd omy-
uiétuma and TV KaBnpiepvaTITA Toug, Etol ki eda)
0 Kiohdpoki kivnpatoypagei éva Cevydptnou mai-
Certou eautoti Toug atnv mpaypariki tou (wi. H
oknvoBetikr} kataokeur kai n mpoxAnan kanolwy
Kataotdoewv (otampétuma tou Zav Pouc) aviiva
TIPAHOPQEVOUY TNV TIPaYHATIKGTATA TV voU-
vapivouv kaBwg e§unnpetotv v empeBaiwan
uiac ahifelac: yia napddeyya, ) Eupavion evig
Q0TUVOpIKOD 010 omitt Tou (euyapiod petd and
niapéuBaon Tou aknvoBEm, eixe we oToyo va Oel-
&1 1ov goBo mou éviwBav o1 dvBpwnol anévavl
oTnV aotuvopia av bev fjtav eyyeypappévol oo
drjpo T nepioyfic nou {otoav.

0 Kiohdgaxt npoonaBei va ouvBéoel v &-
Kova T moAwvIkr¢ mpaypatikdtrTag Héoa and
TNV aneikovion SlapOPETIKV IKPOKOOHY, Omug
&voc ypapeiov ouvtaewv (o yoapelo, 1966) f k-
delav (Frwddg, 1972), evoc epyootaciov (Fpyo-
gtdoio, 1970) 1| evd voooxopielov (Nodokoueioy
1977), evdc otabyiov (Staude, 1980). O1 puikpd
Koo}o1 autoi avravaxholv Tov Tpémo )\moupv(ud
T0U KOOUVIOTIKOD KaBEOTWTOG Kat mapouoids
(ouv a0V e Tov OKNVOBETN, «éva Koo mop
TPETO TG vonTIKAG pag katdotaone»?. Avand-
QEUKTa, LETaTpémovial auyva o ahAnyopIEC Y
Tnv duokemoupyikr katdotaon T Xwpac: ot
Epyoatdato o1 EIKOVEC TwV EPYATAV Mov EXTENOL
TNV kalnyepwi Tog €pyactaxi poutiva avrinas
paBétovrar e Tic atéppovec kai adlé§odeg vl
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The ethnographic dimension of Kieslowski's documentaries

by Dimitris Kerkinos

of documentaries that evolved after WW2

but also part of the auteur cinema of the
time, the documentaries of Kieslowski (1941-
1996) are the expression of a personal need, as
well as a need of his generation itself, to ex-
plicitly describe the distorted image of their
lives as presented by Communist propaganda.
These are first and foremost documentaries that
deal with social issues in Poland and refer to (as
well as address) the working class, expressing
Kieslowski's personal viewpoint on his country's
living conditions. They form small portraits of
daily life that examine the social, financial and
political situation in the country, reflecting the
climate of a period that runs from the end of the
sixties to the eighties.

Kieslowski's aspiration to represent the world
he ived in, in conjunction to his belief that “there
is no need to invent stories since life itself offers
them freely” and that “only when you describe
something you can start reflecting onit’, formed
the basis of his methodology, which quite often
has similar goals to those of ethnographic doc-
umentary production. That is because he tumed
tothe real world with a handheld camera, trying
to record it with a detached point of view, after
first having explored it and understood it, since
he beieved that “you have to get to know your
subject or the people you're filming in order to
capture something which is important ata given
time". He initially listened to people, gained
their confidence and was respectful and fearful
of violating their privacy. This moral anxiety in
connection to the subjects he filmed constitutes
the second most fundamental element in an un-
conscious anthropological orientation that runs
throughout his documentaries.

Striving for the most accurate possible rep-
resentation of the ‘truth; Kieslowski used various
filming methods: a sombre observation without

Forming part of the traditional Polish school

comments —with a frequent use of close-ups in
order to capture ‘gestures and moments'-; in-
terviews in front of the camera; provoking sit-
uations and directing scenes. first Love (1974)
is a good example of how he tried to record a
real situation using the dynamics of drama-
turgy. In this film he becomes an eyewitness to
the life of an underage pregnant girl, following
her during her pregnancy and during the first
days of her baby’s life. In order to present a
genuine image of the living conditions of a Pol-
ish family in the seventies, Kieslowski triggers
situations and stages scenes, techniques previ-
ously adopted by eminent filmmakers in ethno-
graphic documentaries, among them the pio-
neer Robert Flaherty and the anthropologist
Jean Rouch. Just as Flaherty in Nanook of the
North (1922) encourages his characters to con-
sciously re-enact moments from their daily
lives, Kieslowski films a couple playing them-
selves in real life. Scene construction and the in-
stigating of situations (as in the Jean Rouch
paradigm) don't distort reality, but make it
richer and reinforce it by substantiating a truth:
for instance, the staged appearance of a po-
liceman at the young couple’s home aims at
showing the fear that people felt towards the
police when they were living in a municipality
where they were not registered.
Kieslowskitries to render the image of Polish
reality through the representation of a series of
microcosms: a pensions office (The Office, 1966),
afuneral parlour (Refrain, 1972), a factory (Fac-
tory, 1970), a hospital (Hospital, 1977), a railway
station (Station, 1980). These worlds reflect the
way the communist regime functions and pres-
ent, according to the filmmaker, “a common
portrait of our mental condition“. Inevitably
these reflections often become allegories for the
country’s general dysfunction: in Factory the im-
ages of workers carrying out their daily routine

is set against the endless and fruitless discus-
sions of the men in the administration sector ar-
quing about the factory’s production pro-
gramme; in Before the rally (1971) we see Polish
drivers fighting bureaucracy and indifference,
without ever reaching their ends; in Hospital,
though the elevator is out of order and a ham-
mer breaks during an operation, the clinic man-
ages to function because of the sacrifices and
dedication of the doctors to their work.

These representations of daily routine in var-
jous institutions, without jumping to conclu-
sions, highlight social discrepancies and demys-
tify what was extensively being broadcast by
state propaganda, rendering apparent the exis-
tence of two different worlds: that of the privi-
leged and that of the underprivileged. The sig-
nificant inconsistency between communist
ideology and real life s often shown in an ironic
light, as in Kieslowski's graduation film, From the
ity of todZ (1969). In it, he shoots with sensi-
tivity and affection the dilapidated buildings and
the weary workers of the grey industrial town
where he lived as a student, using a dissonantly’
optimistic narrative. In / was a Soldier (1970),
WW ll veterans who have lost their eyesight and
can only see the world in their dreams, present
animage of the war that s totally different from
that of the Communist propaganda. In Workers
71 (1972), the workers' views accentuate the
chasm separating the official Communist dis-
course from the actual interests of the working
dlass. In Bricklayer (1973), the joyful celebrations
for the First of May go hand in hand with an off-
frame, voiceover confession of a disillusioned ex
Party activist. In Station, two different worlds
confront one another: an optimistic world, i.e. the
creation of a TV news broadcast and the real
world, the one at the Warsaw Central Railway
Station where cameras monitor the weary, aim-
lessly-wandering peaple.

12th Thessaloniki Documentary Festival [ Krzysztof Kieslowski n



ToelC Twv avdpwv TG dloiknang oyeTka e To
MpbYpapa TCMapaywyriG Tou EpyooTaciov” 0To
[Tow and to pdAi (1971) BAémoupe Toug moAwvol
odnyoic va aywvilovral evavria oy ypagel-
oKparia kai mv anaBela, Xwpic TeNikd va kata-
oépouv V' avteneSeNGouv kai va Tepyatioowy” 10
Nogokoyeio, oto omoio dev douheel To aoavaép
Gmov ondel To ogupi ot AidpKeia pag yxeiplong,
Katagépvel va Aeroupyel yapic oric Buoteg kar
0TV aQooiwon Twv yiatpdv ot doukeld Toug.

01 avanapaotdcel TG kaBnpepwrc poutivag

dlagopetikwy Beapwvy, xwpic va katagedyouv
TIOTE 0€ £0KoMa OupmEpAojaTa, avadeikviouy TiC
KONVWVIKEG avTipdaeic kat amopuBoroloy eupews
dladedoyiévec and my kpamki mponaydvda Bé-
0el¢, KaBiotdvra oagr) T tnapén 8bo diago-
PETIK@V KOOV — TWV MPOVORIOUXWY KAl TWV [
mipovopiodxwv. H peyohn aoupowvic peragd Twv
10€WOWY TOU KOPHOLVICHOD Kal TG MpaypaTikiig
(wni¢ napovotdlerat MoMEC QOPEC e EIpwVeia,
0w oTNV TTTuyLaKr Tou Tawia, And ) mAq To
Aot (1969). X' autr kataypdget e vaiobnoia
Kal Qyann 1a epemwpéva KTipia Kai Toug Katano-
vévoug epyate e ykpidac Blopnyavikrig moAng
o™V oroia (N0 WG QormTrg, XpNaIHoMoIGVTag
Jiia ‘mapdguwvn’ agAynon aioiodogiag. 1o Huowv
orpanam (1970), ughoi Betepdvortou MM nou
BNénouv Tov kAo 6vo oTa Ovelpd Toug, mapou-
oiaCov ia Teheiw dlagopenkr eova yia Tov
TIONEI0 amd EKEivR) TG KOPHOUVIOTIKI]G Tipoma-
yavdag. toug Epydrec 71(1972), oramoei; v
€pyaTv avadelkviouy To ydopa peradl Tou eni-
0nHou KopHouviaTikob AGyou Kat Twv aAnBiviv
evblagepovTwv TG pyatikic Tagng. Xtov Xriom
(1973), 0 Aaympoc eopraopiog mg Mpwiopayidg
ouvodederal amo Ty extos kadpou e§opoAoynon
€V0C QMOYONTEVHEVOU TIpLINV KOpHATIKOD aKTIBI-
ot 21ov Zraéud, avainapaBéroveal o Slago-
peTikoi kdapol, vag aiot6dotoc, dnpiolpynpaTwv
TAEOMTIK@V EI0ROEWV KI EV TIPAYHATIKAC, QUTOG
Tou a1bnpodpopikod otaBol T Bapaopiag,
0mov 01 KGHENEC ETITNPOUY TOUG KOUPAGHEVOUG Kal
doxona nepipepopevous avBpanou,

0 Kiohogoki maipvel 1o pépog Twv amav
avBpanwy, 6Awv ekelvwy nou mpooraBoiv va
avtene€ABouv o€ mpoowIK Kal KoVwVIKG €n-
neo, Kat napouoidCel Ty unapglaxi apear-
6tnra nou viwBouv yia Toug eautoug Toug Kal

Tov kdopo mov {ouv. Eite emkevipaveral oe €p-
ya(pevoug avBpwnoug (ot omoiol, péoa ota
ougpal6pEva Tou KOOHOU TOUG HETaTpémovIal
ouyva o€ abpBoha piag EupuTEPNG KOVWVIKAG
opddac, w0 epyaTng fj o {EAOG Tou KOpa-
T0), €ite O€ dTopia mou éxouv anokAetotel and
TV pyacia (Huowv aTpanime kai Akavoypagia,
1974), eite o€ exeivoug mov enéhegav va napal-
mBolv and ia Aapmpr koppatiki oadiodpopia
unv Béhoviac va TautioTouv e va clotnpa nou
Toug amoyorjreuoe kai dev Toug ekpdlet ma (0
Xtiommc), ol agnyAoeiC Toug avadeikviowy To yd-
ojia ieragl T GypwpnG MPayHATIKOTNTAS TOUG
Kat Tou Aapmpod pENNovTog ou unbayetal n Ku-
Bepvnuki nponayavda. Xtic Quiovioes kepalés
(1980), n emBupia yia kowwvikéc aMhayég ki éva
dlagopetikd Tpomo {wri napovaidletar Eexa-
Bapa péoa and Tic andwelg Mohwviov kaBe nhi-
kiac, aviavakh@vrag v ouN\oyikr) ouveidnon
TN Kovwviag Toug v enoyr exeivi. H ovadiki
Tawia nou mpoBaMel andueic «pihikéc» mpog 10
kaBeotaq, eivai n Amoyn evdc vuytopidaka
(1977). Npoiév Tou KovwviKo) TOL CUOTIpATOG,
ol B¢oeic Tou vuyTogUMaka yopw and T ava-
yKaiomTa e neBapyiac, evoapkavouy Ty ehey-
KTIK, YPOQEIOKPATIKI) VooTponia Tou KaBeott-
T0¢, kaBioTwvrag my Tawia pia petapopd yia tov
ohokAnpwTIopO ka1 Ty apopolwik (BeooyIKr
Glvayn Tou UOTILATOC,

Ta viokipavrép Tou Kiohdpoki unepBaivouy
T kahmeyvik Toug a€fa kat Aeoupyobv moki-
TIkd, pe anotéleapa va dladpaparioouy oty
€710} TOUG éva onpavTIkd kowwviko poho. Omwg
éyetemonpidveln Stock, otig dexaetiec Tov ‘60 kat
70 0 kvnatoypdgog omy Mohwvia Aeodpynoe
G EVa ONHaVTIKG 1é00 EMKoIvwViag KaBg KI wg
éva &ibog Kovwvikig ouveidnang, aneiovilov-
TagMPOCEKTIKA Kat umawvikTIkd (€101 GOTE va ano-
gelyel Ty KuBepvnTikr Aoyokpioia) éva tpomo
(wrigou Toug eiye apvnBei T KOpHOLVIOTIK Ka-
Bearaic, 01 Beatéc mpotipotoav va mnyaivouy o€
Tawvieg viokipavrép avti puBomaciag, kaBug
wapiCav nwg Ba éBNenav Tov k6apo TG kadn-
epviic Toug melpiac. 0 idiog o axnvoBEmg
010 /'m So-So, avagépet: «ot avBpwnol mapako-
AouBotioav awepd kai aioBavoviouoay nwg Aé-
Yayie Ty totopia Toug ... éBNenav Toug Eautolg
Toug atnv 0Bovnp. Aev eivar GokoAo Aamdv va

avaoyloToUE Tov avtikTumo mou &ixav ToTe

VIOKIHQVTEP QUTd yia To &yXWpio Kowo, divovid |

Tou ) uvatotnTa va O¢l avanapactaoeig

KaByepvoTTg Tov of oioleg Oev eNéyyoviay |
and v kuBepvnTikr nponaydvéa. E6, o ki 1

Jaroypdpog amoktd évav évrova kabaprikd pd
Aermoupy@va, av kpivoupE and Ty mepim
Tou Kowod T ABdvag oty oatahiatikr Kod

¢ pla apéva Sanpaypdreong g atopikiig kaf |

ouNhoyikrg Tautdttac?. ZTic pépec pag, 1a
Kipavtép Tou KioAdgokt anoktouv Kat pia
np6oBem Aermoupyia, kaBa auviatolv (oTopt
€BvoypapIKa TeKpIpIa piag Kowwviag o€ pia O]
Sopiévn enoyr. Mag mapéxouvv v duvatorma, v
So0pe péoa and ta pdria vog autdyBova kM
Téyvn éva kdopio mou Bpiokorav miow and To na
panétaaya Kai ov onoio epeic o1 Autikoi yuwpi

oape povo péoa amd Tic mponayavoloTikéd |
avanapaotdoi - an’ onota meupd K1 av poépf |

XOVTQV QUTEC.
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@ou pe Ty ibta Toug Ty (wr. Biavovtag To ya-
opa peragh kaBeotwrikg pnopiki¢ kat npa
KTk, evdlagépoviav yia jia «ahnBivipy

aviavakhaon TG TautoThTAG TOUG Kal TG anél=
KOviong Twv kaBnuepvav Toug mpoPAnudr
Avarrioooviag jia evepynTIKY) Kivnjatoypag!
OuppEToy | anédwoav aTov Kvnatoypdgo To!
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Tmon e anéhavong mou avrAodoav and T
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kG Toug TautoTnrac. Kepkivag, A., 2003. Kiv
Jaroypdpo ki kawwvia amv KodBa. Aidaxio:
pik Statpipn.
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Kieslowski sides with the simple people, all
those who try to cope in an individual and social
level and he presents the existentialist uncer-
tainty they feel for themselves and the world
they live in. Whether he focuses on workers
(who, in the context of their society, frequently
become symbols for a more extended social
group, such as the worker or the Party member)
oron individuals who have been excluded from
the world of work (/ was a Soldier and X-ray,
1974), or on those who have chosen to give up
a brilliant career within the Party refusing to be
identified with a system that has disappointed
them and doesn't represent them anymore
(Bricklayer), his narratives indicate the gap be-
tween a colourless reality and the brilliant future
that state propaganda promises. In Talking
Heads (1980) the desire for social change and a
different way of life is clearly shown through the
opinion of Poles of various ages, reflecting the
collective social conscience of the time. His only
film to reflect a ‘friendly’ stance towards the
regime s From the Point of View of a Night Porter
(1977). A product of his social system, the night
porter's opinions on the need for discipline em-
body the controlling and bureaucratic attitude of
the regime, turning this film into a metaphor for
totalitarianism and for the assimilating ideo-
logical power of the system.

Kieslowski's documentaries go beyond their
artistic value and have a political function; they
played an important social role at the time
they were made. As noted by Stock, in the six-
ties and seventies cinema in Poland was an
important means of communication and also a
tool for social awareness; it represented - us-
ing many careful hints to avoid state censor-
ship - a way of ife that the Communist regime
denied. The viewers preferred watching docu-
mentaries to fiction films, knowing that they
would be shown the world they experienced
daily. The filmmaker himself in /'m So-So,
comments: “People watched the screen and
felt we told their story ... people saw them-
selves on the screen”. Itis not difficult to eval-
uate the impact that these documentaries had
on Polish audiences since it gave them the
possibility to see representations of their daily

[ives that were not monitored by state propa-
ganda. Here cinema acquires a cathartic role,
and, if we are to judge by the reaction of the
Havana audiences in socialist Cuba, it becomes
an arena in which individual and collective
identities are neqotiated*. Today Kieslowski's
documentaries have an additional value as
ethnographic historical documents of a given
period. They give us the chance to see through
the eyes of a native artist a world behind the
Iron Curtain which was known to us in the
West only through propaganda —whichever
side it came from.

February 2010

1. Stock, D. (edit.), 1993, Kieslowski on
Kieslowski, Faber and Faber, London 1993, pp.
58-69.

2, From Krzysztof Wierzbicki's documentary on
Kieslowski, 'm So-So (1995)

)

3. Stock, D. (edit.), 1993, p. xvii.

4. Cinema goers in Havana unfailingly linked the
representations of their national cinema with
their own lives. Experiencing the chasm be-
tween state rhetoric and practice, they wanted
tosee in a ‘truthful’ reflection of their identities
and the representation of their daily problems.
Through a dynamic participation, they be-
stowed on cinema a cathartic role related to the
enjoyment they derived from the direct or indi-
rect criticism it made on issues of political and
social reality, as well as to the way in which it
dealt with collective and individual identities.
Kerkinos, D., 2003. Ginema and society in Cuba.
Doctoral Dissertation (PhD).

Translated into English
Maria Teresa von Hildebrand
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Kpiotog Kioho@okL: mépa and v eova

Tou Aeutépn Abayibn

Tav GvEISTONO0Na 6T TO VIOKAVTED
« TV EmivdovD, T ERPOKETO Yia ¥d-

mow &idoc nayidag, 1o eykatideor. Ta
uncoma Eivar 10T0pia Gm Aéve, f kakiepa udo-
mhaoia &v npoxeysévea. Moo Evan 0 Kivbivog Gpe kot
moia 1 Rayida; Tia Tov ooudaio Nokavd 1 andvinon
Sev Ba ymopoiioe va eiva napd  nua) xai o peaki-
opd, avrigrona. Kot oy 0 Kioopaw €00 and v
KQTAYPOH| 10U VIOKIOVIED KOt TNV, QONOPEVIKG
ovo, cvipunohoyd) Tou rpooéyyion Eexivioe &va
xvpatoypa@ud Tait pe Teki xateoBuvon kot
TipoOpOu5 auT 0w BpioxeTat Aépa and TV anamha
YEIPOMOT) EIXOVD.

m éon nepinow ¢ pamrx aydmng (1974), pa
and i mo choxAnpayéves npaxes Soukaéc Tou mou
@épve 010 oahd Ta piTa Prjpara evdg ANAou amou-
Baiou peakio, Tou Kev AGOUTC kai MO OUyKEKpiéva
10 (athy Come Home (1966) , 0¢ jua avandvieyn ye-
povoyia Ehpiveiaq 0 Kiakdgax, ev knTjuatoypa-
9€i T0 veapo euydpt T 10TopiaC Mo EpETal avIr-
ETLO (1€ |10 OVOMGVTEXT EYKUPOOLNT), OTOKOAJTE!
Eexdbiapa otov avurogiooto Bear o xpoguvo
Tou nyoNfTm) Tou. Mia Apdén oiyoupa dere. Autd nov
riapaxohovBodpe ave¢apTia v mpdxerai yia pubo-
TAQ0ia 1} VIOKIPAVIED Eivan £10t KOt QAKX (10 KNVT)-
Javoypagixi) xataokevr Ba ynopoboe va eival
npim Siamiorwon. H pinwc ovriBera 1) nopovsia
TOU KIVIITOYPAPIKOU OuvEpyEiou amoTekei 6o Ty
«gyybnon Tou npaypatikod; Malhov xai 1a 8do. M-
peymUTTOVTC, ia avahoyn oxnvi) anokahugn Tou
OUvEpyEioU T0u uTpye 116N aTou Epydes 71 Tinora
Y1 g yapic e (1972), Sixaiohoynpévn Ba ymo-
PODOE va e Kavei( o Adyw Tou penopradiarod
yapaxuipa m Tawviac. £ opc 0 Kiokdgok eiye
niapadexrei GAMOTE 0T éva BEPOC 0716 TIC OKIVES TG
Tlpaim; Ay énpene va o mupoBotioe 0 ibioc Ba-
{ovra o€ kivijon To SioTaxTixd npurayvionixd {eu-
YapL. Zo Broypagixd onueiwya (1975) npoywpd
axoyn éva Bipa xa iéov oy xardhuon kabe opiou
aviyeoa ot pwBonhasia kol vIOKgavIED. Xpnoto-
TIOKIVTOG X KEVIPIXO XOPOKTIIpa EVaV JXOVIKD oy
xanore eixe anenBei pe diaypagd and To Koppa
<0Tive i véa avakoyT) 10Topia kaTopBavovToK id-
hiota va ypnoyonoiioe: a kavovic) Kopparud En-
Tpom. H Broévn gumerpia Tou <npuTaymMOTT» To0
pevarpéneral €5 o€ Gynpa yia jua 000 Mo moTr yi-
VETOI GvanapaoTao) Tou npaypanikod. 21o eéaipend

oxoTEnd RopTpéTo HAsogn evi wytopdlara (1977),
Tawia oy 8o e5paxaoer To Gvopd Tou, exavd pe age-
Tpia TV MYOYPONUEVT) OPFYNOT) TOU APOYHITIKD
ipa KO YOPOKTIPA TIK; Tania WG extoq kadpou
0YNON Of EXOVEC G QVIJKOWY OTIV KIVATO-
¥pdenon evd( Ahov vuyTopikaxa e avikoyn pov-
wa

OAeC QUTEC Ot «n0PaBAGEICs, OF HAPAKGIRPE KOl
01 QVOTpOREC oIV epiwon Tou Kiokogaw Bev vi-
VOVIQ! OT0 OvOpa KGROIOC KETOUOVTEQvaC anody-
or. oM ya vo e€umnpemBei  BaBinepn akifea
T Tawviog Tou. Or TEVIKEC QUTEC OUVOVTIOOVTON ap-
KETd ypowa apydTepa aTo épyo evog Aou omou-
Baiou Sagoupyod, nov Eexivie K 0UTO( aN0 ) pe-
QMOTICT) YPORH] KO! TO VIOKIIOVTED IO VO QVORTE] KOI
0uTox oryd-oryd o puonhasia Kl T) PETopuoNT),
buaypaporioC ya avahoyn oxedov napdknh Tpopd.
Orave: va BupnBodye 1o nokoou{impévo prvdle m¢
e Tou kepaaioi (1997) 6rou 0 Kiapootay ano-
KGAUTTE TO GUVEPYEIO TOU KMIPTOYPOQE T Tekuc
Tpan Tou povaod ToU QUTONEP. ApKEi va OKE-
@TO0yE TV HaPOUGIQ Tou OKTVOBETXD( Tou alter ego
010 ouykAovioTKO 0OOMOPIX) TOU OTO KATECTPAY-
460 a6 0E0p0 ywpid ato Bapeo Ipdv oo Kar (ur
owveyilerar (1991) 1 va avarpé€oupe oto Jose-Up
(1990) Gmou 0 Kiapoatay Eavagndyve: mota(;) wa
TPAYATIK) 0T0Pia e TOUC GABVODC MPLITOYLMOTEC
e

H Siadpopr xai o1 npofnuanopoi Tou Kiokogox,
avelaviTa Siaypoviko, navépyovial Siaprix eni-
KOIPO! O€ £v0 TOTIO OTI0U 1) EXOVG KUPIGPYE! Ma ang-
hura. Mia oy} Gnou  gngraxc Texvohoyia éxerka-
Taotrioe: T uvardura g napaxohodBnang m
Lo, Snpooag kot ST, G TpaYHITIXD Ypovo
TEYVK] e} ko Gy 1) aknBvi) ovoia T apa-
péver 1600 gevyaréa. O Kiohogor e€aviknae oyebov
0.6 Tou dose up {oupapoviaq O AETTTOPEPEIEC KOl
HIKDEC XEIPOVOySiEC, QVENQIOBITEC KIVIJOEIC KOl QEYa-
Méa yapéyeha nakedovrag va Sieodioe omq {wég ki
I uEC Twv avBpiaman. Kaon G omu e¢opoloyei-
o «xdBe gopd nov yip(a éva VIOKIaVTED, 600 O
ok npooniaBodoa va nknoidow éva Topo, 600 M-
ProoGTepo e evdiégepe, 100 Mo nok EEaxpane Kl
Xavrav oto §ixd Tou xdopos. Av ) obuvapia T na-
POTPAONG va NEPGOEL Miow QN0 oparr) Emgdveia
T TIpaYNGTV TV T0 «Teyvd» €modio, 0 n)
Qywvia Tou KioAd@OKi ipoTa00E! TNy RPOOTQOia Tew

MWWWII“K pOg

mmmmwmcﬁnwnmumm a
otadyoo. Tinote Sev Ba BpeBei amg exoves Tou

obivoyo v s apoge T o :
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Krzysztof Kieslowski: beyond image

by Lefteris Adamidis

1/l hen | realised that documentaries were
Wdangerous, insome sense atrap, | gave
up the genreThe restis history, s they
say, or rather, in this case, fiction. But what danger
and what trap? For the eminent Polish filmmaker the
answer could only be ethics and realism, respectively.
However, Kieslowski through his documentary films
and his seemingly anthropological approach,
launched a journey into cinema whose final direction
and destination was what lies beyond the decep-
tively tangible image.

Approximately half way through First Love (1974)
-one of his more complete early films reminiscent of
the early career of another famous filmmaker, Ken
Loach, and more specifically Cathy Come Home
(1966)- Kieslowski, while filming the young couple
who have to face an unexpected pregnancy clearly ex-
poses the boom to the unsuspecting viewer. Evidently
a gesture with a double meaning. A first reading
could be that what we are looking at, whether it fic-
tion or a documentary, isin any case a cinematic cre-
ation. Or on the contrary perhaps, exposing the film
equipment is a way to ‘quarantee’ the real. Probably
both readings are correct. Incidentally, there s a sim-
ilar exposure of the filming procedure in Workers 71:
Nothing About us Without us (1972), that, one could
arque, s justified by the quality of news coverage in
the film. But here? Kieslowskiin fact admitted that he
had had to trigger off part of the scenes in first Love
to get the hesitant couple to act. In Curriculum Vitae
(1975) he goes a step further blurring the distinction
between fiction and documentary. Using mechanic
who at some point had been threatened with exclu-
sion from the Party as the central character, he
restages a similar story in which he actually manages
to film an ordinary meeting of a real Party Control
Committee. The real experience of his ‘protagonist'is
transformed into a vehicle that represents reality as
faithfully as possible. In Night Porter’s Point of View
(1977), an extraordinarily dark portrait -the film that
made his reputation-, he starts out with a voiceover
off camera narration by the film's actual hero and
character, though the images come from the filming
of another night porter with a similar routine.

All these ‘breaches, twists and turns in KieSlowski's
case are not made in the name of some post-modern
deconstruction, but are put to the service of his films'

deeper truth. A number of years later, we find these
techniques in the work of another noteworthy artist
who also started out with realistic filming of docu-
mentaries, and who, step by step, opened himself up
to fiction and metaphysics, completing a similar, al-
most parallel, cinematic path. We only need to re-
member the much-discussed finale in Taste of Cherry
(1997) in which Kiarostami reveals the crew who is
filming the lonely hero's suicide act. We only need to
recall the presence of his alter ego film director in the
shattering journey to the villages that the earthquake
destroyed in North Iran in And Life Goes On (1991) or
Close-up (1990) in which Kiarostami faithfully (?) re-
builds a true story with its original protagonists.
Kieslowski's themes and concerns, inexhaustibly
timeless and yet also timely, keep returning to a
landscape in which the image now totally predom-
inates. This is a time when digital technology has
madeit possible to observe life —both public and pri-
vate- in real time, yet its true essence remains as in-
tangible as ever. Kieslowski has almost exhausted the
limits of close-ups, zooming in on details and small
gestures, imperceptible movements and fleeting
smiles in an effort to penetrate the lives and souls of
his characters. And yet, as he himself admits, ‘every
time | filmed a documentary, the more | tried to ap-
proach an individual, the more he interested me, the
more he moved away, getting lostin his own world".
Ifthe difficulty of reaching behind the visible surface
of things by observation s the‘technical'problem he
has to face, his moral anxiety sets the protection of
theindividuals he films - and of their personalities -
as his greatest priority, even greater than capturing
the truth. It is well-known that one of his greatest
worries was that the images and evidence he had
recorded would be used by the then communist
régime as evidence against the individuals he had
filmed. It is precisely this recurrent moral anxiety
that lies at the heart of his masterpiece fiction (am-
era Buff (1979). In Station (1980, a chronicle of a se-
ries of events taking place at the Warsaw Central
Railway Station, the authorities confiscate his film
looking in it for clues of a woman who first killed her
mother and then cut her to pieces. The girl had
placed the pieces in two suitcases which she left in
abaggage locker at the station. Kieslowski's images
wont reveal anything. Itis quite possible that a film-

maker today would have preferred to see the suit-
cases revealed in the shots in order to lend his work
an element of crime and news reportage. The film
ironically ends in the cubicle of the person in charge
of station security, who like another ‘film director’
checks the comings and goings inside the railway
station on his monitor. To evoke Kiarostami once
aqain, only CCTV cameras provide a'true’document,
ensure the‘pure’quality of a documentary. But just as
art requires a fraction of fiction, a little lying is re-
quired to get closer to the truth. In Kielowski's own
words: “All you can photograph, most of the time, is
things. You can describe a soul, but you can't photo-
graphit; you have to find an equivalent. But there is-
n't really an equivalent. Film is helpless when it
comes to describing the soul, just as it s in describ-
ing many other things, like a state of consciousness.
You have to find methods, tricks, which may be more
or less successful in making it understood that this is
what your film is about"". The Station was in fact one
of the last documentaries he made.

February 2010

Translated into English by
Maria Teresa von Hildebrand

1. Geoff Andrew, The Three Colours Trilogy, London,
British Film Institute, 1998.
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Evac koopog pn avanapaotaotyo...

Tou Vincent Amiel

an' Ti¢ avonaeg e Tic onoiec fopBapdi-
(Opaore naviayoBev, je To emygipnua om
nfiki ki aioBnmir €ivar éva kai To quté (mpdypa
fiou, mpogavae, unoBabyilel apgdepec), av,
homav, undpyer nBikA népa and 1o amhd Tpafe-
Ay, 0 Kieslowski €ivat autoc mou piag ivel To
(0 oAokAnpwiévo defypa g, otav anogaoilel
va eykaTaAeiel To viokipavTép yia v' agooiwBei
ot yuBomhaoia. [Try npdopatn andpacn Tou
niohwvoo oxnvolém va eykatakeiel Tov K-
yatoypdgo (amépaon, mov npokaAeoe Tooa
gpwnuatixa), Ba mpénerva v €nynooupe (1,
ToUy|0TOV, va T OKeQToupe) e T idia Ao-
yiki.]
H otpogn tonoBeteital ota Té\n g dexae-
Tiag Tov ‘70, drav o Kieslowski éxet i miow
TOU o OeKagTr evaoyoAnon e VIoKIpavip,
Yupiopiéva e peyahn eheuBepia kat e Gidhou
€UKaTagpovnTa |éaa, oTa omoia, an'é,Ti paive-
Tal, napovoialel pav anohuta eAeyxopevn €l-
kova g MoAwviag, mou dev amodider to PAéppia
Tou. Autr) n avaniapdotacn Tr¢ npayHatikdmrag
(mou T diexbikei akopa kat ofpepa) eivatnapa
o\ kovrd oty ahfeta, enetdr ayyidel ta -
yia atobrpata Twv avBpdnwy Kal Twv ouvenKav
¢ (wig Toug, O onpeio WoTe va yivetal evo-
yAnTik yia Tov idio axpiBig Aéyo. «Na oukhap-
Bavelc yelpovopiec kat Ty ... auto €ivai To &v-
dlagépov Tou viokiavrép, ahhd ki mayida tou.
0oo neplaodtepo mpoogyyila To kévipo, Tov ev-
d0puY0 KOOHO Twv TIPO0WN(Y, T000 TiEPIOns-
Tepo Tpopata - yiati auto akpipwg avalntotoa
Kal, Tautdypova, auto apvioHouy oTnV
KapEpa, 1€ T oKEn oti Sev éxerto dikaiwpa
vato oulapave (.. | v flpwm aydm, éva
VIOKIHavTép Tou 1974, e Bépa éva veapd (ev-

Av undpyer Kvnuatoypagiki nBik, népa

yapt mov avrietwnie Tic Suokohie piag mpo-
wpn¢ pnTpdTTag, n kaepa cuMapBavel oto
pateutipio 1o kAdpa tov veapod. Avtd To
anpoodoknTo kAGya eivat Ay n adia g Taviag
(xapn o' auto o @evyahéo mhavo miou pmopei v'
anokahbel To ayvo puoTikG kdBe avBpamou),
aMa kai, Tautégpova, n adidviponn meupd g
Kt o Kieslowski mavei v' avapwrirat yia m vo-
6T Tou. Auto To kKAda, ool €ival yvwoto
om undpyel, 0T eivai péoa omig mBavotTeg, O
fa ‘v mo oword va To umokpiBei évag nBo-
nioidg; Autd, mokd anhd, ivai To eniyiayo Béya
kaBe avanapdoraang kai, kat'enéktaon, TG Té-
yvnG. «Otav ouveidnTonoinoa 6T To viokipaviép
fTav emkivouvo, g ENPOKEITo yia kamolo idog
nayibac, 1o eykatéhena..»

Kai e peyahn eukoNia, Ba mpooBétapie epieic,
(ov Aev umapyel yaopa avapeoa ot oknvole-
0i0 TWV VIOKIHaVTED Kai Twv épyawv pubonhaciag
K pepoug Tou Kieslowski. Hén unrpxe pia ev u-
vayel dpayatoupyia akopa kat oTig ENGOOOVEC
HIKpOU prKoUG TaIvieg Tou, Hia kahoouyKepa-
opévn Gopr) mou mpooeAk et Tr mpoaoy ki eni-
BaMel pa omuik, mou eykaBiotatal etd ota
puBonhaoTikd Tou €pya, pe auTh T POVIKN
gyvola g avadmong (miow and T mpogavr
por} Tou kdapou) Twv BaBiTepwv pNyaviopwV
Kat aioBnpatwy. «Auto mov ' evdiépepe oty
Mohwvia g dexaeriag Tov ‘70, ftav 0 kdapog
o dev elye avanapaotalei. Autov Tov kdopo
fifeha va nepypayw. Eoeic, ot akNia, dev &-
petenooo 0duvnpd eivaiva (eig o'évav kdapo n
avanapactdaipo.» To {fnya, Aomdy, frav va
TIEpIYpaqel éva kowwvikd ki moNTIKo mepiBaN-
Mov, kaiva e€nynBolv kanolor pnxaviopoi, wpig
Opwg va yaveral n Sidotaon Tou Bedpatog, xw-
pic va mapaBémera n avdykn Tou BAEpatog

miov dieufetei. | ... ] i

X0 Fpydrec ‘71 (voutéony, 600t ouhedod
i€Ta Ti¢ anepyieg Tov 1970 mou anoatalepe
mioingav v kuBépvnon), ol mpwrol pead
npoBaMouy evaM\GE i mohvmiké aulnfoel
kai v (8ia v epyaoa: «H katavopr 1 &
yaoiagy, «Ta epyaheian, «Ot palikés ouyk
TPQOEIQ, «Ta yépian, «Ta keqdNay, Khn. I
01yd, 0w, MaUOUHE TMia va Hnaivoujle oTa &
yaotrpia, kai To ouolaoTIKG expuAiCETal Of
dokoneg phuapieC Kal yaproyiaxadiKes oo
iikég avahdoeic. H idia n dopn Twv oekdve né
plopiCel oty 0Bvn T owpaTIKi Kivnon. I
Epyoardato, 0 expuNop6G auToE anpelaveral
Ta EIpwvIKa ykpo mhdva mdvw ota pAbapa o
10T TWV OTEAEX@V.

Ki @\a ykpo mhdva, mipdowna riou avaokdg
0 gaxdg, mou Ta ouhapBdvel doo mo kovid
vetal, oav va BéNel va Yadel yia Ty eowtep
Toug aNqBeta. Eivar oav va Bpiokopacre kio
otnv Kokkivn Tavia- mpokeral yia To Hyo
arpanetne, ouvteBeipévo € ohokhipou al
nhdva avBpanwv nou HAGve, e apopoeg ave
opiéva Khadid, @pou, Bidgopa eumodia, Gappéh
Kat Ta uriokeipieva éxouv ouhAn@Bei € anivg
avapeoa o€ duo AN\a npdowna, péoa ano Adt
Bpaia onypi6tuna. Evot peyeBlveral to v
ToU KaBevoc kai, Pe TV Eukaipia, 1) Taurot
Toug. Aot Toug dinyodvrar o i6io mpdyyia: nék
T@A&BnKav atov noAepo. Opwg, 1 enaval
TWV EUmelpIchv 0€0vel T apakTipaiov To kd
nip6owno anokahvmTel, 101 kaBeq 1o ‘yei na
déwer n kdpepa. E€oxn doxnon oknofea
6nou Ta viok(aviepiotika pé mpoadidouv a
10 «Kouvnpévo» Tou Upoug, NN Kai 1 eaip
Tk gpovtida ot kataokeur (1dao wg npogt
Kadpa 600 Kal WG Mg TV avamugy Tou ag
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“You have no idea, here in France, what it means to
live in a world without representation.”

by Vincent Amiel

fthere s to be an ethics in cinema, beyond the
ceaseless flood of stupid and confusing state-
ments we hear right and left asserting that
ethics and aesthetics are one and the same (a
tendency that naturally tends to devaluate both
concepts), ifindeed there is to be an ethics be-
yond the simple travelling of the camera, we
find the most accomplished example of it in
Kieslowski's decision to give up documentaries
and devote himself entirely to fiction. [We have
ot fallen behind with the Polish film director’s
decision, which he announced a year ago, to
simply give up filmmaking; a decision that
sparked off so many questions and which must
be understood —conceived- in the same line of
thought]

The turning point dates back to the end of the
seventies, when Kieslowski has already been
making documentaries for a decade or so, with
great freedom and substantial means, and in
which, quite clearly, he offers animage of Poland
which he fully masters and which doesn't express
his personal look. This representation of reality,
which he continues to support to this day, comes
50 close to the truth, revealing the most inti-
mate feelings in people and their lifestyles, as to
become almost embarrassing for this very rea-
son. “To capture gestures, moments. ... is the
whole point of a documentary, and it its pitfall.
The closer | got to the core, to my characters'in-
timacy, the more frightened | got. For this was
what | was after, and it was what | refused to let
my camera capture, thinking it had no right to do
50" [..] In First Love, for instance, a 1974 docu-
mentary on a young couple whois facing the dif-
ficulties of a precocious matemity, the camera
captures the tears of the young man in the hos-

pital. These spontaneous tears are what make
the film, a furtive shot that can reveal the deep-
est secret in each one of us; butit is also its ob-
scene side. And Kieslowski begins to question
their legitimacy. These tears, which we know ex-
ist, we know are possible, wouldn'tit be better to
have them performed by an actor? It is quite
simply the whole question of representation and,
a step further, that of art. “When | realised that
documentaries were dangerous, in some sense a
trap, | decided to abandon the genre. . ."

All the more easily, one could add, since in
Kieslowski' filmmaking there is no rupture be-
tween documentaries and fiction. Dramatic art is
already present in the most insignificant of his
shorts, a very concise structure that forces atten-
tion and imposes a look, and this continues to be
the case in his fiction films, marked - behind an
apparent flow of life- by a constant quest for
deeper mechanisms and feelings. “What inter-
ested me in Poland in the seventies was a non-
represented world. | wanted to describe this
world. You have no idea, here in France, what it
is like to live in a world without representation.”
His aim, then, was to describe a social and polit-
ical environment, to explain a certain number of
mechanisms, but without giving up the element
of show, without side-stepping the need for an
ordering look. .. .]

In Workers ‘71 (that is to say, those who
worked after the 1970 strikes which had desta-
bilized the government) the first inter-titles al-
terate between political discussions and work as
such: 'Work Distribution; Tools;'Mass Meetings,
‘Hands; ‘Heads'and so on. But bit by bit, we stop
going into the workshops, and the essence of the
film unfolds in endless talks and red tape state-

ments. The very structure of the sequences has
eliminated physical activity from the screen. In
Factory, this disparaging effect is attained
through close-ups of an ironical similarity on the
senior executives'chattering mouths.

More close-ups, faces that the camera digs
into.and captures as closely as possible as ifin an
attempt to seek out their innermost truth. This
could already be Red; itis / was a Soldier, entirely
based on shots of men talking. Through blos-
soming branches, shoulders, and other nonde-
script obstacles, the subjects seem to be caught
unawares, between two other characters, in sur-
reptitious moments. This further increases the
mystery in each character, as well as their iden-
tity. They all tell the same story: how they lost
their eyesight during the war. But, as the camera
stalks each face, the repetition of the same expe-
rience actually enhances their separate personal-
ities. A splendid sample of filmmaking in which
the ‘blurred’ feature is achieved through docu-
mentary effects, while the masterly structure (in
the frame as much asin the unfolding of the nar-
ratives) awakens feelings of heavy emotion. One
has the impression to be watching the simplest of
films, a recording of witnesses captured by chance
in the course of a conversation, until one realises
thatin fact everything has been arranged, edited,
filmed with the keen awareness of a filmmaker
and without once losing sight of the expected re-
sult. One only needs to watch other films based
on witnesses (whether by seasoned or appren-
ticed filmmakers) to see the difference. ..

In fact repetition is a figure of style that
Kieslowskiis particularly fond of, even in his first
films. It allows for a certain detachment from
the emotions a situation awgkens. A situation
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youyévou) mpoahet évrovn ouykivan. Exeic v EVTUNWOn MG ma-
pakohouBeic v anhodorepn Tavia mou undpyel, TV kataypagr k-
TI0IWV {apTUpIEV TIou 0 paKog éxel ouMaBel oupnTwyaTIKG. Aev ap-
yei¢ Owq va ouveldnTomoIfaeiC oti, aTny mpaypanikoTa, kaberi elval
0pyavi}i£vo, |IOVTGPIGHEVD, KIVIATOYPAQNHEVO e TV ohokdBapn
TIPOOTTTIKI] TOU QVQYEVOHEVOU QTIOTENEDHATOC Kal e T ouveidnon
evoc oknvoBém. Apkel va eig HepIkéq AMEC Tawviec-paprupieq (yupt-
OpéVeC EfTe ano Eumelpoug E(te and aBreudpevoug oknvoBéTec) yia
va kataAdBeic m dlopopd ...

H enavanyn eivat éva otoiyelo Tou otk Tou Kieslowski, amv onoia
xe1 Oeiet1Biaftepn oupndBela, BN and TIIPATEC ToU TaIVIEC. Touem-
TPENEIVaTIDOCQEPEL iV andaTaoN O YO e T GUyK{vran Tiou Tpo-
kahei 10 Bépa: To omoio pmopei va eival GAéyov, anapddexto, avaTpe-
TITIKO, K1 Ol enavahayiBavetal, k10 kaipdg mepvd. M'autov Tov Tpdmo
lapayeral kATl 0av anootacionoinan, &va &eyhiotpnua an’ 1o ouval-
aBinparioy, évag kanolog eBiopdc. A’ v GM, fowg autriv axpiBi
TN OTIyH, Qnévavl oMy YuXpOTITa Kal TV KWQOTTa ToU KAGHOU, QV-
Tibpaon kat ouvaioBnua va ofivoval meploabTEPO and TOTE. 210
Huouv arpanimc, ato Nodokoyielo, 00 Stafud 1y ovo Emd yuvaikeg bia-
POpeTIKY NIV, i€ auTr TV Teyvikr| ipowBetat n avtiAnyn evoc ku-
KAiKoU xpdvou, mou Kavelc 8ev pmopei va Tou §eiyer. Me Tov i8io
Tpomo (Snhadn, pe Ty Yuypr enavahnyn Twv QOVWY) YEWIETaL N
opikn ¢ Mikpric toTopiac yia éva pdvo kai, pe Ty enavaknyn opl-
opévwv Kataotdoewy, N cuykivnon ot Amr (wr s Bepovika.

Ax6yia i exei, 1) Spapatikr) dopr) and v apyA kioAag ouvdéeTal
|U€ TNV VIoKipievTapioTikn mpoogyyion. Aev iBear {fmpa va enrtpa-
iel ora yeyovota va empahovy o xdog Toug. «Kataypdgovrag  {wi
TOU, jlag épeve éva pdypa. XpeidoTnke va Tou GWOOKE Karola
1opor» Aéet o Kieslowski yia v Amoyn evig vuxtopidaxa, pia Tat-
via O1avyn kat okAnpr}, dlagavr wg v akpotnTa. £ autry, évag av-
TpaC MEPIYPAQEL T pavia Tov yia TV Ta&n, To pigog Tou yia Toug
aneiapyoug véoug, kal TV kuplakdrikn Glaokédaar Tou mou agle-
ploveral otov kahompoaipeto eNeyyo Gowv Yapelouy jie metovid... Ki
€b emBahheral o mpopaveg TG Aoy, To dlapaves TG enavop-
Bwong... Kt edw mpokerat yia oukeid evog xpovou, evog axohaoTikod
-KAOTIVYK-, €iK0O1 WPV «OmIKAC», QIT'TIC OOiEG £Evay OVO PepIKa
hemtd. To evauapaTiko yeyovag eivat mpaypaTiko: an’ Ti OKNVEC Tiow
mapovoiadoval, ot piaég Exouv kataypagei wvravd, ki ol GANEC jog
«naiCovrar. Qoo yia 10 Nogokopeio, 0 oknvoBEtng opiohoyel: «Av
fideAa va kv jia évripn Tawia, Ba ékava pia Baperd tawia. Mipa
Rowmdv Tr andpaon va Bahw Ty evripoTnTa Katd pépogy. X' aut
drihwon 6e Bpiokerar povo n akiBea Tou viokiavtép, aMd Kai
avayyehia OAwv Twv Taviwy mou mpoKemarv' akohouBraouy, kai fa kd-
vouv va enwpiotel ) puBonhacta Ty akiBeta Tov kdopiov Kat To Te-
XVnTo TG avanapdotaori Tov.

Positif, ty. 409, Mapriog 1995
Metappaon: Apnc Mapaydnoudog

MiBog/The Legend
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might seem ablaze, intolerable, revolting, and
yet it repeats itself and life simply goes on. This
auses a detachment, a shifting in the affect, a
feeling of familiarity. But it is perhaps precisely in

moments like these, when pitted against the in

Jiffer orld, that rebel

nd er all the more acute. In
fier, in The Hospital, in Station or Seven
Womer jes, the use of this process
favours the [ on of unrelenting time, a
Y ju from whict SN0 escape. In
the sa nner. it is the process of a chilly
repetit killing acts’ (the original title of the
film) 1 Ves [ the houror of A <4 y
bout Killing, and it is the repetition of a number
fsit that result in an emotional build-up

Epydrec '71: Timota yia epd¢ ywpic epdac/Workers ‘71: Nothing About Us Without Us

in The Double Life of Véronique.

Here again the dramatic structure s from the
start linked to a documentary approach. Itis out
of the question to let events impose their chaotic
course. “When recording his life, what we had
Was a magma. It was necessary to give it some
shape”, Kieslowski says when talking about From
a Night Porter's Point of View, a cruel lucid film,
transparent in the extreme. A man tells of his ob-
session with order, his hatred towards young

unc

ciplined people, and his pastime on Sun

days when he volunteers to check on an

Here again, the evigence (

) clear, the transparency 0

yet here again, what we have is a year's work, a

ulous casting, twenty hours of voiceover

outofwhich only some minutes have been kept
Theinitial situation s real, the represented scenes
arein part acted out and in part captured live and
on the spot. Commenting on The
filmmaker admits that: “If | had wanted to make
an honest film, | would have made a boring film
| therefore decided not to take honesty into con
sideration.” Not only is this true about docu
mentaries, but it announces all the films that

are to follow and which will make fiction take

 the

upon itself the truth of the world and the artif

lity of it< renrecentation
Clatl IS representa

tif. no. 409, March 199

Tranlsation from French
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O\poypagia/Filmography

1966 Tramwaj/The Tram/To tpap (uy/short)

1966 Urzad/The Office/To ypageio (vtok/doc)

1967 Koncert zyczen/Concert of Requests/2uvaulia armpdtwv

1968 Zdjecie/A Photo/H guroypagia (viok/doc, TV)

1969 Z miasta todzi/From the City of todZ/An tqv nokn tou Aot (uu/short, viok/doc)

1970 Bytem zofnierzem/| Was a Soldier/Hyouv arpaniwmg (pp/short, viok/doc)

1970 Fabryka/Factory/Epyootdoio (pp/short, viok/doc)

1971 Przed rajdem/Before the Rally/Mpwv and 1o paN (uy/short, viok/doc)

1972 Robotnicy ‘71/Workers ‘71: Nothing About Us Without Us/Epydtec '71: Tinota yia ey xwpic udg (viok/doc)

1972 Gospodarze/The Farmers/O1 pikpoxtnparieg (viok/doc)

1972 Miedzy Wroctawiem a Zielong Gora/Between Wraclaw and Zielona Gora/Metagy Bptahap kai Zehova [kodpa (pp/short, viok/doc)

1972 Podstawy BHP w kopalni miedzi/The Rudiments of Safety and Hygiene of Work in the Copper Mine/
Kavovec aopakeiac kai vyt o' éva opuyeio ahkob (viok/doc)

1972 Refren/Refrain/Enwdoc (uu/short, viok/doc)

1973 Murarz/Bricklayer/O ytiomg (up/shart, viox/doc)

1973 Przejscie podziemne/Underpass/Ynoyela diaBaon (TV)

1974 Przeswietlenie/X-Ray/Axtvoypagia (pp/short, viok/doc)

1974 Pierwsza mitosc/First Love/Mpwrn ayann (vrok/doc, TV)

1975 Personel/The Staff/To npoowmikd (TV)

1975 Legenda/Legend/MuBoc (viok/doc) (uu/short, viok/doc)

1975 Zyciorys/Curriculum Vitag/Bioypagikd onpieiwpa (viok/doc)

1976 Klaps/The Slate/Khakéta (uy/short, viok/doc)

1976 Blizna/The Scar/H ould (TV)

1976 Spokoj/Peace and Quiet (akaThe Calm)/Hpepa (TV)

1977 Szpital/The Hospital/Noookopeio (pp/short, viok/doc)

1977 7 punktu widzenia nocnego portiera/From the Point of View of a Night Porter/H drioyn evaq vuxtopuhaxa (py/short, viok/doc)

1977 Nie wiem/Don't Know/Aev &€pw (viok/doc)

1978  Siedem kobiet w raznym wieku/Seven Women of Different Ages/Emd yuvaike Sagopetikav nikiav (j/short, viok/doc)

1979 Amator/Camera Buff/Epaaréxvng kivnpatoypagiotri (HuBomaoiac/fiction)

1980 Gadajace gtowy/Talking Heads/Opthotoec kegahéc (pp/short, viok/doc)

1980 Dworzec/Station/Xtabyoc (uu/short, viok/doc)

1981 Przypadek/Blind Chance/H tixn (puBonhaciac/fiction)

1981 Krotki dzien pracy/A Short Working Day/Hpiapyia (TV)

1984 Bez korica/No End/Aiywe téhog (puBomaoiac/fiction)

1987 Krotki film o zabijaniu/A Short Film about Killing/Mixpr| totopia yia éva pévo (puBomhaciac/fiction)

1988 Krdtki film o mitosci/A Short Film about Love/Mukpr| epwriki} totopia (yuBomhaciac/fiction)

1988 Siedem dni w tygodniu/Seven Days a Week/Emta pépec  BSopdda (up/short, viok/doc)

1989 Dekalog/The Decalogue (aka The Ten Commandments)/Aekahoyoc (puBomhaciac/fiction, TV)

1991 Padwojne zycie Weroniki/The Double Life of Veronique/H dim\ Cwr g Bepovika (puBomaoiac/fiction)

1992 Trzy kolory: Niebieski/Three Colors: Blue/Tpia ypwpara: H pmhe tawia (puBomaoiac/fiction)

1993 Trzy kolory: Biaty/Three Colors: White/Tpia xp@para: H Neuki tawia (uBonhaciac/fiction)

1994 Trzy kolory: Czerwony/Three Colors: Red/Tpia xpwyara: H kokkwn tawia (puBomaciag/fiction)
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Amo tnv moAn tov Aot
From the City of £0d? [z Miasta todzi]

Iyoho oknvoBétn
Hrav éva jikpd viokipavtép, dapkeiag Géxa fy dwdeka Aemtcov. Ohot Té-
1oia yupiCapie eelvo Tov Kaipd: obvTopa viokIHaviép piag mpdéng, mou pmo-
poboav va npoBhnBolv cav oupminpwyiata Tawicy peydhou pijkoug otic ai-
V0EC TwV Kivpatoypdgwv. To Bépa e firav o Aotd, pia non fiov
wuwpila kaka, oo elya kavel exel Tic omoudE iou atn oo Kivnuato-
xa o\ ayanoboa. To Aot frav pia oxAnpr kat acuvriBiotn noAn
TEP YPAQIKT, HE EpEMwpéva KTiopaTa, epemwpiévec okAAEC, epemu-
ug katoikoug, Napouoiale pia eikdva moko peyahitepn e§ouBévwong
1) Baooopia, A\ kai peyahiTepnc opotoyéveiac, To Aot Sev eixe umo-
el peyahec npiéq o Oidpkeia Tou MOAEHOU, Ki €101 N MO TG POITNTIKAG
Aixloc Bev eixe aN\a&et o tinota ané v mponohepiki. Ki eneidr) dev
CELTIOTE APKETA YPRATa Yia EMOKEVEC Kal avaoTuAWOELC, 6ol ol
Toiyol frav yepdror and avenoOAwreg mAnyeg, e 00Badec va néprouv nav
k0l ouvextc otoug Spdpoug. Ki 0ha autd eixav av ak\okotn ypagikd

wodrnote, 1o Aot dev eivai ouvnBiopévn noAn. [ ...]

IknvoBeaia/Direction: Krzysztof Kieslowski Owto-
ypaepia/Cinematography: Janusz Kreczmanski, Piotr
Kwiatkowski, Stanistaw Niedbalski Movtal/Editing: £l
bieta Kurkowska, Lidia Zonn 'Hxo¢/Sound: Krystyna Po
horecka Napaywyr/Production: WFDIF (State Feature
and Documentary Film Production Studio), Poland

35mm Aampopavpo/B&W 18" llohwvia/Poland 1969

«Mia moAn 6mou optopiévol avBpwnol epyalovral,
€V0) G0t epigépovTal aToug dpapoug avadnTaviag
évag Oeoc Eepet ... Mia moAn yepdTn ekkevtpikom
TG, yepdTn e§wppevika ayayiara ki éva owpo avtl

@G0, yepdrn xahdopara, TPWYAEC, KOEC

Koiotdo Kiohdoaxi

“A portrait of a town where sor
ers roam around in search of Lord &

town which is full of
absurd statues and
hovels, recess

arous contrasts

Director’s comment
.Itwas a short documentary, ten or twelve minutes long. We were all mak

ing them at the time; short one-act documentaries which could be shown
as supporting programmes in cinemas. It was about todz, a t
I knew well since Id lived there while at film school, and wh

much. todZ was cruel and unusual. Sinqularly picturesque with its dilap
idated buildings, dilapidated staircases, dilapidated p
more dilapidated than Warsaw, but also more homogenous
been slightly damaged during the war so the town of my film-school days
was, in fact, the pre-war town. And, because it stood just as it had before
the war and there'd never been any money for repairs and r
walls were all blistering, plaster was peeling away crumbling e
And all that was sinqularly picturesque.

e. It was much

S not an ordinary town. |{

12th Thessaloniki Documentary Festival

)

[ Krzysztof KiesSlowski



Hpouv otpatiwtng
| Was a Soldier [Bytem iolnierzemﬁ

«X"0An ) didpKela T Tawiag, o1 oTpaTicTeg kaBovral pmpootd oty kapepak
ithodv. Toug putotoa yia Ta 6veipd Touc. Baoika auto &lvat to Béua g tawiag
Kpiotde KioAdpaxi

“Throughout the film, the soldiers just sit there, in front of the camera and Iald
asked them about their dreams. That's what the film's about really.” |
Krzysztof Kieslowski

IxnvoBeaia/Direction: Krzysztof Kieslowski Zevapio/Screenplay: Krzysztof Kieslows
Ryszard Zgorecki Owroypagia/Cinematography: Stanistaw Niedbalski Mapt
ywyry/Production: (zoldwka, Poland

35mm Aompopavpo/B&W 16’ llohwvia/Poland 1970

Epyootdoto
Factory [Fabrykal

IxnvoBeaia/Direction: Krzysztof Kieslowski Qwro-
ypagia/CGinematography: Stanistaw Niedbalski,
Jacek Tworek Movra{/Editing: Maria Leszczyriska
‘Hyo¢/Sound: Malgorzata Jaworska Napaywyry/Pro-
duction: WFDIF (State Feature and Documentary Film
Production Studio), Poland 35mm Aompopavpo/
B&W 18'lohwvia/Poland 1970

Mia epydotyn 1€pa oo €pyoataato kataokeuric Tpaktép Ursus. MAava epyarcv evahhdooovrar e mhdva and tr) auvedpiaan tou dlokntikol oupfo
To epyootdato Oev ropel va kahoye To anartovyievo eAdyioto pio mapaywyic Ayw ENepnG unyavnuatwy, eEaptnpdtwy, kAm. AnoatéMovtal
Jviuata at arroelc, Sle§ayovral apétpreg ouvedpidoeic, aa dev paivetar va undpyel ié€odog and Tov pavho kikA Twv napavorioewy Kat g
elokpariag - n apiotepd dev yvwpiler T moiei n Se€id. Onwg et yapaktnpiotikd ki éva and Ta pékn Tov dioiknuikol oupBoukiov: «H ypageiokp
autr T Xwpa dev emmpénel kapia Aoon. Nap’ 0Aa autd, o epydreg mpénet va kahiyouv To anartolyevo eAdyiato dpio napaywyrg.

A warking day in the Ursus tractor factory. Shots of workers alternate with those of a management board meeting. The factory cannot meetits prod
quota because there s a shortage of equipment, parts, and so on. Paperworkis sent out, licenses are applied for, numerous meetings are held, but there
to be no way out of the vicious cycle of misunderstandings and bureaucracy — the left hand doesn't know what the right s doing. As one of the board
bers says:“The bureaucracy in this country hampers any solution”. Yet the workers still have to meet their quota.
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[ptv ané o pdAt
Before the Rally

[Przed rajdem]

Aéka pépeg mpoetoipiaoiac yia o Paki Movre Kdp)
01 600 Mohwvoi odnyoi nakebouv e Ta T
OveKTjata Tou moAwvikoU Fiat 12 W

va Tepyiatioou. M ypla yia ta Bioy
0IKOVOpIKA mpoBMjpaTa TG pag

> i Ten days of preparation fc mm nte Carlo Rally. The
IxnvoBeaia/Direction: Krzysztof Kieslowski @wroypagia/Cinematography: Piotr Kwiatkowski, -

ek Petrycki Movra{/Editing: Lidia Zonn Hyog¢/Sound: Matgorzata Jaworska Ated@uvon
Napaywyr¢/Production Manager: Waldemar Kowalski apaywyn/Production: WFDIF (State Fea
ture and Documentary Film Production Studio), Poland
35mm Eyxpwpo-Aampopaupo/Color-B&W 16" Mlohwvia/Poland 1971 nomic problems

two Polish drivers ('1"

comings of the Polis|

race. An allegory of the

Metado Bpatohap kat Zehova [koupa

Between Wroclaw and Zielona Gora
[Miedzy Wroctwiem a Zielona Gora]

Tawia mou évive katd napayyeNia, e Ba a opuyeia
¥aAKoU Tou Aobpmv

A commissioned film about the Lubin copper mines

IknvoBeoia/Direction: Kizysztof Kieslowski Owroypa-
tpl’u/(inematography jcek Petrycki Movra{/Editing
Lidia Zonn Hyo¢/Sound: Ar Bohdanowicz Napa-
vwvn/Produmon F (State Feature and Documentary

Film Produ Stud ]
35mm vapmun/(olorn Awvia

12th Thessaloniki Documentary Festival [ Krzysztof Kieslowski



Enwdac / Refrain [Refren]

IknvoBeaia/Direction: Krzysztof Kieslowski @wroypaepia/Cinemato-
graphy: Witold Stok Movrd{/Editing: Maryla Czofnik Hyo¢/Sound: Mal-
gorzata Jaworska, Michat Zamecki Napaywyr/Production: WFDIF (State
Feature and Documentary Film Production Studio), Poland

35mm Aompopavpo/B&W 11" loAwvia/Poland 1972

Eva viokipaviép yia t ypagetokparia o ouvendyetat pia kndela. b
névBog ka1 1a ouvaioBrpata etatpénovial o€ apiByouc Kat otoifie ¥
xapud. Yotepa, yewiotvrai naibid. Kat n (wn ouveyietar.

A documentary about the bureaucracy involved in funerals. Grief a
emotions are turned into numbers and a pile of paperwork. Then i
dren are born. And so it goes on and on.
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Epydte¢71: Timota yia €pdc Ywpic epdg
Workers'/1: Nothing About Us Without Us [Robotnicy ‘71: Nic 0 nas bez nas|

16 Tic anepyieg Tou AexepBpiou Tou 1970 kai v mwon Tou [kopoUAKa, N Tawvia «okond iy
Kiaypagfioel v Yuyohoyiki katdotaon Twv epyatwv 1o 1971. Emxeiprioapie va SOO0VLE pia yevik €-
nou Ba édeiyve oti 01 AvBpuwnol ot omoiol avrikav —Bewpnikd, TouhdyioTov— atny dpyouca Takn, &i-
IPOPETIKEC ANOYEIC and exeiveg mou dnpoatebovav ota npwrooéhda g Trybuna Ludu»

Koiato ) K

\DIOT (OAOQOKI

£pa, 1 Tawia §avapovrapiotnke and Ty Mohwvikr TnAedpaon katmpoBiBnke (xwpic (evepik) e Tov

xmpariec (Gospodarze)

ifter the strikes of December 1970 and the downfall of Gomulka, the film “was intended to portray
state of mind in 1971, We tried to draw a broad picture, showing that the class which, theo
10 be the ruling class, had somewhat d

different views from those which were printed

IxnvoBeaia/Direction: Krzysztof Kieslowski
Tomasz Zyqadto, Wojciech Wiszniewski, Pawe

Kedzierski, Tadeusz Walendowski Q)unoypa-
@ia/Cinematography: Witold Stok, Stanistaw
Mroziuk, Jacek Petrycki Movm(/[dmng
Zonn, Maryla Czolnik, Joanna Dorozyriska

Ciepliriska ondSound Jacek Szymariski, Alina
Hojnacka Mapaywyry/Production: WFDIf

16mm Aonpopavpo/B&W 47
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Ix0Mo oknvoBémn

... EivaimoNo mBavo, kamoiol va fiehav va wpeAnBolv and v tawia dev
Ta Katdgepav. Av, m., e T BoriBeta autric g Tawiac, éva [pappatéag
Tou Kopparog, ovopati Olszowski - 0 omoiog, xeivo Tov kaipd, édeiyve oA
o gikeheuBepoc, akha apyotepa anodefyBnke dtt frav moAd mio okAnpog
kat abvownmog exBpog e giheheuBeponainong and Tov mponyodpevo
[papyiatéa- v, hoindv, 0 Olszowski iy avéBer oy eouoia pe m BoriBeia
auig TG Tawiag, Ba Bewpoloa umenBuvo Tov eautd pov. Kam Tétolo,
0w, Oev éyve iowg neidi n Tawvia dev firav an’ autég nou Ba pmopodoav
va BonBrioouv pia koppaik) oradlodpopia. To Tekikd anotéNeapia frav 6t
unoypewBrikayie va Byahouyie kami mov e pag Gpeoe - 00TE WG Hopor| 0UTE
g ovoia. O mepixonég firav 1blaftepa mkpég kat mpooBAnikéc, Eutuy@e,
dev éyouv anpaoia, neidi kapid and Ti Tavieg - olte autr mov ByAape
Katomv evioNic Twv Apx@v, 0UTe eKeivn mou eixajle npoteivel- dev mpo-
BAqBnke moté.

Fixa10n apyioe1va ouveidrronolw nwg Ba yivotav kdm tétolo, drav mn)-
01ayte mpog To Téhog Twv yupiodtw. fia va eijiar ethikpwvig, moté dev Ba
¢iya OexTei T Koyipiata nou ékavav, av fjouv 6vo £y o oxnvoBémg. Autd
dev onuaiver 6ri o Tomek Zygadlo oupgvnoe, ki gy oxt. Mpog Beov.
Anhag, ouverdnronoirjoape Tt énpene va oupguwvrooupe Hai Toug, kaim-
pape T anoaon and kowou. Av eixa yupiogt povog pov Ty Tawia, oi-
youpa dev Baya oupgwvroe. Tote, Owe, Ba fouv unedBuvog povo yia
Tov €QUTO Hou. AvapgiopritnTa, av ixe oknvoBetrioel T Tawia povog
Tou 0 Tomek, 0UTe Keivoc Ba ouppuwvoloe. Tote, Opwe, Ba frav ki autdg
unedBuvog povo yia Tov eautd Tou. Opwe, €ro1 onw rtav N katdataan), fia-
0TE Kata kanolov Tpdmo unedBuvol o évag yia Tov aMo. Eiya v uBivn yia
T yuvaika Tou Kai To maidi Tou, Ki eKEivog yia T yuvaika pou Kai To 8ikd pou
naudi. Aev eival edkoo va mape¢ éva Tétolo apog aToUC WHOUG ov.

FEvanpuwi, nryayie yia povidC ki avakahoyaie 6Tt ENenav ol HmavTeg Tou
flX0U - TaViEG OMOU €iyQyIE HayVTOPWVI0E! WPEC Kal (PEC OUVEVTEGEEWY,
doyera av, Tehikd, ev Tic xpnaionorjoajie ato viokipaviép. Tig elyapie oko-
Tia agroel an’ 6w, yia va pnv éoouv GvBpwnol oTa yépia TG aoTuvo-
iag, Twv unnpeatwv Tou Koppatog i Gev E€pw ki ey notou AAkou. Ortar-
viec autég Opwg e€apaviomkav. Auo pépeg apyotepa, éxavav maki Ty
E[(AVION TOUG, K1 apéowg PeTd pe kaheaav oTnv aoTuvopia Kat pou einav
6T eiya Bydhel kpugd payvntotawies and Ty MoAwvia yia va tig noujow
0ToV avriKoppouvioTikd padlootaByo Tov Movdyou «EAedBepn Eupnny
yiakanoia doAdpia. [ auté To adiknyia katnyoprnka. Oanpéneiva o op-
yavwoav pdhhov doynya, yiati noté dev dxouaa va petadidovial autég ol
ouvevted€el and T «EhetBepn Eupdnny. Ynomelopal 6Tt firav GMn pia
npoBoxatoia nou amodeixBrke avemtuyic kat mou paNov dev eiye kapid
oxéon yie péva, aha pe kamolo dMo droplo. Exw Ty evionwon Ot autd
10 GMo dropio fia frav kamolog oav Tov Olszowski. Kanolog énaile pe kd-
nolov, aMd dev riepa Tt magvidi naiCrav. Metagh ac, Sev fgepa obte
ioiot énaiCav. YnoBétw 6Tt autog Atav Ki évag an’ Toug Adyoug mou 1a o1-
¥aBnka dha auta. Zuverdnronoinoa yi' dM pia @opd ndoo aoruaviog

fiuouy. [..]

Director’s comment
.Somebody probably wanted to make a profit out of the film but they di
n't succeed. If, for example, with the help of this film, a Party Secreta
called Olszowski - who at the time seemed a more liberal Secretary b
who ater tumed out to be a far more stubborn and relentless enemy of i
eralization than the previous Secretary - if, with the help of this fil
among other things, hed have come to power, then Id have held it again
myself. But he didn't. Maybe because the film wasn't one which could ha
helped a Party career. The upshot was that we were forced to make a vel
sion which we didn't like, neither in essence nor in form. The cuts were pal
ticularly nasty and galling. Fortunately, they don't matter since neither ver:
sion - neither the one which the authorities brought about, nor the o
which we proposed - was ever shown.

| had already started to realize it would be like this when we were near
ing the end of the shoot. To be honest, I'd never have agreed to the cuts®
which they made if | had been the only director. That doesn't mean that:
Tomek Zygadto agreed and | didn't. God forbid. We simply realized that we
had to agree to them and we made the decision jointly. If I'd made the film
myself, | certainTy wouldn't have agreed. But then Id have been respon--
sible only for myself. No doubt, if Tomek had made the film by himself, he*
wouldn't have agreed either. But then hed have been respansible only for
himself, too. But as it was, we were, in a way, responsible for each other |
was responsible for his child and his wife and he was responsible for my.
wife and child. It's not easy to carry such a burden.

One morning, we arrived at the cutting-room and the sound rolls were.
missing - sound rolls where we'd recorded masses of interviews which
hadn't used in the film. We had omitted them especially so as not to ha
people over to the police, Party organizations or whatever. But that sou
disappeared. Two days later it reappeared and | was summoned by the
lice and told that | had smuggled rolls out of Poland to sell them to“F
Europe"for dollars. That's what they accused me of. But they'd organi
it rather badly because | never heard of anyone ever broadcasting tho!
recordings at Free Europe. | suspect it was just another provocation whi
proved unsuccessful and which probably didn't have anything to do wi
me but concerned somebody entirely different. | suspect it concernt
somebody like Olszowski. Somebody was playing with somegne but | i
n'tknow what the game was. | didn't know what they were playing at an
to be honest, | didn't know who was playing with whom. | suspect that w:
one of the reasons why | grew sick of it all. | realized yet again how uni
portant | was. [...]

:
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3 didpketa g otahwikiic mepiodou, To Kopya mpotpéne évay yriomn va yiver uo-
dewypatikag epydtn katva mpowBrioel Ta KopouvioTikd 10edn. Exeivog, veapdg
akuiotrig Tore, naipvet mpoaywyr kai, omwg Aéeto idlog; «Eywa évag Eimmaopé-
vog unaMnAdkog avti yia aywviotic. Mou é8waav Souleld ypageiou oty omoia
a0QuKTIoboa- émpene v' avoiyw To mapdBupo yia va pnaivel kaBapos aépac. Kai
jiexd, fypBe 1o 1956 ki oha ykpepiotnxav. Hrav 0duvnpo. To epmpa Arav: “Kai
TwpaTyivera;" Tehika, (moava e oteihouv iow atny ahd pou douked, oty
oikobopr. Mpioa to onyeio an'dmov efa Eexwvrioety. H kdyepa akohouBet Tov ti-
ot —évav avBpwno nou n {wr Tou éywve avrikeijievo exjierdheuang and Ty ka-
Teatnévn beohoyikn e§ovoia— katd n didpkeia g napéhaong piag Mpwropa-
yidg, eve mapepBaMovrat oknvéc an' v kaBnyepa tou (i

During the Stalinist era, a bricklayer was encouraged by the Party to become an
exemplary worker and further the Communist cause. A young activist, he was

1 1 romoted and, he says, “I became a jack-in-office instead of an activist. | got a
) xtioTng ; e L

desk job and gasped for breath, | had to letin fresh air through the window. And
&
>r|ck|ayer [Murarz]

then came the year 1956 and everything tumbled down all of a sudden. It was

a little painful. The question was: What now? And in 1956 | asked them to re-
xnvoBeoia/Direction: Kzyszto Kiedlowski Ouroypagia/Cinematogra- lieve me and send me back to my job in production. | returned to where | had
hy: Witold Stok Movral/Editing: Lidia Zonn Hog/Sound: Michal Zamecki  come fiom-The camera folows the bricklayer —a man whose fe has been used
apaywyr/Production: WFDIF (State Feature and Documentary Film Pro-  up by ideological powers above him — during a May Day parade, altemating
iction Studio), Poland 35mm Eyypewpo/Color 18 Mohwvia/Poland 1973 with scenes from his daily life.

Aktivoypagia
X—Ray [Przeswietlenie]

AaBeveic mou maoyouv and gupatiwon Hobv yia
Toug pOBoug Toug Kat yia Ty embupia Toug va &a-
vapyioouv yiia puatohoyiki (.

Patients suffering from tuberculosis speak of their
fears and of their wish to return to normal life.

IknvoBeoia/Direction: Krzysztof Kieslowski Qwro-
ypagia/Cinematography: Jacek Petrycki Movrd{/Edi-
ting: Lidia Zonn Hyo¢/Sound: Michal Zamecki

35mm Eyxpwpo/Color 13’ llokwvia/Poland 4974
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[pwtn aydmn
First Love
[Pierwsza mitosc]

1kohouBei éva veapd avimavrpo Ceuydpt katd my eykupoatvn e koméhag, To yapo
Ka1 T yéwnon Tou naidiov Toug,

The camera follows a young unmarried couple during the girl's pregnancy, through their
wedding, and the delivery of the baby

IxnvoBeoia/Direction: Kizysztof Kieslowski Qwroypagia/Cinematography: Jacek Petrycki
Movray/Editing: Lidia Zonn Hyoc/Sound: Matgorzata Zaworska, Michat Zarnecki Mou-

okry/Music: 1. 5. Bach Mapaywyn/Production: VP SA, Poland 16mm Eyxpwpo/Color 52’ Mo-
Awvia/Poland 1974

Bpapeia/Awards
Xpuad 0o Ahoydxi, Etbiko BpaBelo g Emrponiic /
Golden Hobby-Horse, Special Jury Prize - 1974 Krakow Film Festival
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Ixoho oxnvoBém
.Byvav oG —payeipépiata - o autr T Tawvia, yia va pnv nw 6t umrp-

§avaraordoeig mou g mpokaholoe peic o1 id1or, AN Gev undpyet ANog

Tporog av Beg va yupioeig pia Tétola Tawia. AnokMeietal va éyeic éva ou-

vepyeio mquhakr) oTo mheupd evog avBpwmou €ikool TEGOEPI WpPEC TV

 Npépa. Néw 611 XpelaoTrKajLE OKTA riveg yia Ty Tawia, aMa e vopiCw ot
10yupiopata kpdtnaav neplaodtepo and Tpidvia — oapdvra pépec. Eral,
xatd 1 b1dpKela auTGV TwV TPIAVTA —0apAVTa NEPQY, 10UV UTOYPEW-

"~ Jiévoc va Snpioupy kataoTdoels yia To euydpt — KATAOTAGEI, Ot OIoieC

B napovotaCovrav €11 ki ahNiwg, MG € SlagopeTiKéC iowg Mpeg f ié-

pec. Ae vopiCw 6Tt Toug égepa moté katw and ouvBiikec mou dev Ba avii-
- pevamlav av Oev rirav n kdpepa exel. Mapadeiyuatog ydpn, éyayvav va

- Bpouv éva onittva pieivouv. MAyav oTov OTEYAOTIKO OUVETAIPIONO, KI OMG)G
 fitav puatko, 1 kapepa Bpiokotav exei mpiv an’ autole. Hrav dpw o Oikdg
10U¢ OTeyaoTikd ouvetaipiopag. MMpoonabodoav va ndpouv 1o OIKO Toug
flayépioia kai o1 kamolo mov UMTpye HOvo 0N Gavtacia Tou aevapio-
ypapou. Qdre didhoyouc éypaya.

Toug fiBeha va diaBdCouv kdmoio PiBio e titho Néa untépa fy H avd-
i tou &uBpiou 1 kati Tévolo. Erol, Toug ayopaca ey to BIBAI0 kat me-
pipevava to diadoouv kai petdv” apxioouv va oulntobv yia To Bépatou.
01 xaraodoeic autég frav 0agy dika pou dnpoupyruara. Eiav pia ka-
yiapoiha oo amiti T ylayidg Toug ki anopdataav drt iBeAav va ) Bayouy
pevetebia. Kapi avrippnon. MAya va toug kvnpatoypagriow otav v
Efagav kat - Ao Oiko pou dnpiolpynia- ppovtioa va épdel évag aotu-
uhaka, 0 omoiog Toug &ime 6Ti Ta ovopaTd Toug dev fitav ypappéva ota
 apyelo Tou Biiyiou, On éyievav exei napavopa ki 6ni unrpxe mBavonta va
- 1oug Bioouv. Eiya Bpet évav aatugiNaxa nou miateva ot 8¢ Ba Toug 8-
 Jioupyoio npaypiatikd npéPAnpia, av kai n Jadzia firav tore atov dyboo
- piva g, kat ) 6An undBeon Ba pnopodoe v anodeiyBei piyokivuvn: pia
Tér0i0 anpdopiev) enioxeyn kaMiota unopodoe va mpokahéoel évav mpd-
* wpookero. Tore, oy Mohwvia, 6hot poBodvrav Ty actuvopia, 1diwg av
10 ovoyatd Toug dev riav ypappéva oToug katahdyoug TG meploxfic omov
{oboav. Ta npdyyata Sev fitav 100 £0koAa 600 €lval orpepa.

Ynfipxav noMé¢ kataotdoeic oav ki autry, akhd kai AN, mou frav
anoréheoyia T idiag e {wig Onwg 0 yayiog, yia napddeiypa - faote
- exel e v xapepa. O TOKETOG frav MPaypaTIKGC - AHAOTE EKel e TV Kd-
pepal..]

Director’s comment

...There was masses of manipulation in this film, or even provocation, but
you can't make a film like that any other way. There's no way you can keep
a crew at somebody’s side for twenty-four hours a day. No way. | say we
took eight months to make it but | think there were no more than thirty or
forty shooting days. So during those thirty or forty days | had to manipu-
late the couple into situations in which they'd find themselves anyway, al-
though not exactly on the same day or at the same time. | don't think | ever
pout them in a situation in which they wouldn't have found themselves if
the camera hadn't been there. For example, they wanted a place to live.
They went to the housing co-op so obviously | had to go there earlier with
the camera. But it was their housing co-op. They were trying to et their
own apartment and not some fictitious one, and | didn't write dialogues
for them.

| wanted them to read a book called something like Young Mother or
The Developing Foetus. So | bought them the book and then waited for
them to read and discuss it. These situations were clearly manipulated. They
had a tiny room at their grandmother’s and they decided they wanted to
paintitviolet. Right, let them paint it violet. | came to film them while they
were painting and- this s clear provocation- | sentin a policeman, who ar-
rived and complained that they weren't registered, 17 that they were liv-
ing there illegally and could be thrown out. | deliberately found a police-
man whom | thought wouldn't cause much harm, although Jadzia was in
her eighth month by then and the whole thing could have been quite risky
— an unexpected visit like that could have induced labour. Everybody was
frightened of the police in Poland at the time, especially if they weren't reg-
istered where they were living. It wasn't as easy as it is today.

There were a lot of situations like that but there were also some which
resulted from life tself. Like the wedding, for example — we were there with
the camera. The birth was the actual birth — we were there with the
amena. |..]
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. Khakéta
Slate [Kiaps]

Mia atvBeon and mhdva g Tawiag QuAi
dev xpnotponotBnkav oto TeNikd povidd T
Tawiag,

A compilation of footage from The Scar not usedf"
in the final cut of the feature film.

ZxknvoBeoia/Direction: Krzysztof Kieslowski @
toypagia/Cinematography: Stawomir |dzia
"Hxo¢/Sound: Michat Zamecki Napaywyr/Pro
duction: Zespol Filmowy, Poland

35mm ‘Eyxpwpio/Color 6" Mohwvia/Poland 191

MuBoc
The Legend [Legenda]

210 anopaxpuopévo xwptd Xopmoplavi, dnou Sladpaparileral To pubiotopnpa
Tou 2tépav Zepopaxi (1864-1925) Popioly (X1aytec) —éva and Ta onuavTIKOTEpa
puBiotoprpata g moAwvikig oyoteyviac—, (ouv axopn dvBpwnol mov Bupoly-
101 Tov ovyypagéa va emokemerai v mepiox. 0 Kpiotog Kiohogoki kataypdgel
T Bupodvrar kat T yvwpiCouv ot wpiKoi yia Tov ZEpOpOKI, Vi OUVOIAE € TOUG jia-
Breéc Tou Tomkob axoheiou yia To i BAémouy o £pyo Tou. Méoa and autég Tig olv-
Topec, aBéPatec, didomapteg aképel kar andels avadvetal pia ekva yia Tov
Tporo e Tov omofo o kaMitéxvng (et oto Huald Twv avBpwnawy.

IknvoBeaia/Direction: Krzysztof Kieslowski Zevapio/Screenplay
Barbara Wachowicz Qwroypaepia/Cinematography: Ryszard Jawors
Napaywyn/Production: TVP SA, Poland

35mm ‘Eyxpwpo/Color 25' Mohwvia/Poland 1975

in Choborzany, a remote village which is the setting for Stefan Zeromski's novel Popi-
oly (Ashes), one of the major works of Polish literature, there are still people who
remember the author's visits to the area. Krzysztof Kieslowski explores what the vil-
agers know and remember about Zeromski (1864-1925) and talks to the local high
school kids about how they view Stefan Zeromski's work. These brief, uncertain, scat-
tered thoughts and opinions all come together to illustrate the ways in which the
artist is present in people’s minds.
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Nogokopeio / Hospital [szpital]

Ixnvobeoia/Direction: Krzysztof Kieslowski Qwroypa-
@la/Cinematography: Jacek Petrycki Movral/Editing:
Lidia Zonn Hyog/Sound: Michat Zamecki Napaywyr/
Production: WFDIF (State Feature and Documentary Film
Production Studio), Poland

35mm Aompopavpo/B&W 22" lohwvia/Poland 1976

BpaBeia/Awards Xpuoo¢ Apdxog /
Golden Dragon - 1977 Krakow Film Festival

Zyoho ZxnvoBén

... Baowac oxondg i Tavia frav va Seier 6ni OAa eiyav apyioet va dia-
Abovrar- va dei€el Tic okAnpég ouvBrikec, Ot épyoval popég nou dev undp-
X& oUte ynapndki, on koBovial To nAekTpIKG, Ta TAEQWVa, OTI OE Ael-
toupyolv o1 aveAkuotrpec. Autr eivar n (wn. Etol Arav Ta npdypata.
Oryiatpoi autol, 0pwq, fitav 1600 avoiyTokapdol kat yivapie 1000 kakoi gi-
Aoi, nou éviwBav oav va pnv fpaote ekel. Auto givai To KaAO Twv VIOKI-
paviép drav naipvouv T600v Kaipd Ta yupiopata, aMd kaveic dev To 'yei ka-
taAdfer axdpa, 16iwg ot pendprep TAeOpaong oty enoyi pac. Epyovral,
KoMave éva kpOPWVO KATW an’ T POTN 00U Kai 0oL Aéve v' anavroel
3¢ kinoia epwmon,. Handvinon oou unopéi va eivat éumvn i nAiBia, a\a
niyoupa Sev eival n akqBea |...)

0 @axdc mapaxohouBei opBomedixouc xeipoupyouc o ia fapdia 32 wpcwv. latpika dpyava bia
Novral oTa xépia Toug, To NAEKTpIKG pelpia koBeTal auveywe, anapaitnta uhikd Aeimouy, aMd ol
ylatpoi Emyiévouv 0To épyo ToUG — Kat ANOTa, ji€ ApKETO YI000p

The camera follows orthopedic surgeons on a 32-hour shift. Instruments fall apart in their hands,
there are constant power cuts and shortages of the most basic materials, but the doctors perse-
vere hour after hour, without losing their sense of humor

Director’s comment

..The whole point of the film was to show that everything was becoming
disconnected; to show the hard conditions, that people don't have cotton
wool, that there are power cuts, that the cables don't work, that the lift
doesn’t work. That's just life. That's how it was

But those doctors were so open and we became such good friends, that
they felt as if we weren't even there. That's the whole point of documen
taries taking so long to make, yet nobody know this, especially television
reporters these days. The come along, stick a microphone under your nose
and tell you to answer some question; you'll answer wisely or stupidly but
that doesn't reveal the truth about you. |[...]
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H amoyn evo¢ vuxto@uAaka
From a Night Porter's Point of View

[Z punktu widzenia nocnego portiere]

\aKka 0’ é\

{nopo

av dexadec, exatoviddeq arojiar.

fa factory porter, a fanatic of strict discipline, who extends his power even

i ontrol everybody and everything in the belief that
ople. “That means,” he says, “that when a man
‘s agoner. Children also have to conform to the
ve on this earth, for whom this beautiful world has been cre-
to have capital punishment. Simply hang them [the culprits].

y. Dozens, hundreds of people would see it”

Iy0Ao oknvoBém
0 vuytogohaxac dev eivar kakog avBpwmoc. Eyw v evionwon ot e dia-
@épel o€ Tinota an’ohoug Toug AAoug. AmAa, Tuyaivelva moTelel oTi Kako
Ba frav v'anayyoviCovia o€ dnyooi0ug XHPOUS OPIOLIEVOL THTOL, £T01 WOTE
vanapadelypati-Covrar 6Aot o1 GAot kat va oTagiatioouy va dlampattowy
eykhuara. Exoupe ouvavrroel andweig oav ki autry otny lotopia, ki av-
10¢ Oev éxave Tinota nepioodTEO o To va TG aomaatei. AuTo ogeietal
oTov 01 ka1 1000 uynAG delkTn vonpoalvng Tou, ot jia pakkov XapnArg
otaByung oupmepiqopd evavei g {wig, kat oto mepiaNhov oto omoio ava-
Tpagnke. Npaypatika, & vopiCw ot elval kakdg dvBpwnog
Ba pmopovoa va Tou mpoteivw eyw Bépata oulitnong. A.: «Tiyvdpn

EYELC yla TV eoyan Twv mowy;» f: «Mag vopiCeig 6T mpémel va oupmepl-
(pepopacte ota (way» O idlog Aéet: «Epéva p'apéaouv a wa... Kanote eiya
rianayadk(a oo oniti, akAd néBavay, eneldr mrAyaive o yiog jiov, Gvoiye To
Khoupi kar 1’ dgnve eNelBepa e oo dwpdrio. Erar, éva an'auta éneoe jieg
0Tr) 600na va Kavel To pndvio Tov. Onwe katahaBaivete, autd dev Toug ka-
VELKQIT00 KahO 0Tr LyEla» — kaiTa Aownd. Ba pmopotoa, Aoimdv, va Tov
Kavw avahoye epwroeic, ahka ev Tou éypawa olte pia Aé€n. Mg Ba pmo-
poloa moTé va emvoriow KAt oav ki autd; [...)

0 0, (AVATIKOD TG QuaTnpriG Mel-
g{ T G0vayr T0D aKG}a ka1 oY nPoowIKN Tou (Wi, Ka-

0UC NAVTEC ka1 Ta ndvTa, MOTEdoVTag 6Tt Of KaVOVeC €i-
uaive», Négl, «mw, Grav kanolog
V0 TTEL Kaveic OTi eival katadika-
j0 Ta ikpd maidid 600 kai o1 peyalol
0noioug € QUTOC 0 OHopQog Koopoc. Miotebw
Aetai ) eayarn Twv nowvav. Na Toug kpepdve [Toug eviyouc].

ZxnvoBeoia/Direction: Krzysztof Kieslowski Qwroypagia/Cine-
matography: Witold Stok Movrd{/Editing: Lidia Zonn ‘Hyo¢/Sound
Wiestawa Dembiriska, Michat Zarecki Mouotkiy/Music: Wojciech Kila
Napaywyn/Production: WFDIF (State Feature and Documentary Fir
Production Studio), Poland

35mm ‘Eyxpwpo/Color 17 Mohwvia/Poland 1977

Bpapeia/Awards
Xpuad =0Awo Ahoydki, BpaBeio FIPRESCI / Golden Hobby-Horse of
Krakow, FIPRESCI Award - 1979 Krakow Film Festival

Aonuévio MeraMo / Silver Medal - Visions du Réel, Nyon 1979

Director’s comment
...The porter wasn't a bad man. | suspect he’s quite an ordinary human
ing. He just happens to think that it wood be a good thing to hang p
ple publicly because that would make everybody else afraid to com
crimes. We've already met this point of view in history and he was me!
a representative; it comes from his not too high level of intelligence,
a rather vulgar attitude to life and the environment he was brought y
don't think he’s a bad man.

| might have suggested subjects to him. ‘What do you think of cap!
punishment?'for example, or,'what's your attitude to animals?He sa
like animals... | used to keep budgies but they died, because my sonw
and let them loose in the room. So one, you know, fell into the soup
took a bath. Well, a creature like that's ill then, you know."And so on.
might have asked him, but | didn't write any dialogue for him. How ca
| ever invent something like that? [...]

34

Kpiotogp Kiohégokt [ 120 Oeotifal Ntokipavtép Oeaoahovikng




Enta yuvaikec dtapopetikwv nAikiwv
Seven Women of Different Ages [Siedem kobiet w roznym wieku]

| [akade pépa g Boopddac BAémoupie ki and jia pna-
[ lapiva Khaotko xopou va epydletat fy va kdvel mpopa.
I Oinhiieg Twv Yopeutpiwv Kupaivovral and éva KopiTadkl
7I0U KGVEl Ta MipcyTa Tou Brijiata oTo Hnakéto éwg pia -
kiwpévn pnakapiva nou eivat mhéov daokdha yopov.

fach day of the week shows a ballerina of classical
dance at work or in rehearsal; but the ages of the
dancers vary from the youngest child taking its first
steps in ballet to the eldest ballerina who is now a bal-
let teacher.

IxnvoBeoia/Direction: Krzysztof Kieslowski @wroypa-
ia/Cinematography: Witold Stok Movral/Editing: Alina
Siemiska, Lidia Zonn Hyog/Sound: Michat Zamecki Napa-
ywyi/Production: WFDIF (State Feature and Documentary
film Production Studio), Poland

35mm Aompopaupo/B&W 16" llohwvia/Poland 1978

Ophovoeg Kepaheg
Talking Heads [Gadakace glowy]

EBdoprvta evwvéa Mohwvol, nhixiag and 7 péxpt 100, anavroiv o€ Tpei epw
THoelG; «lote yewiBnkec;», «Ti eioai, «T1 Ba'Beheg mo nohb an’ oha;»

Seventy-nine Poles, aged seven to 100, answer three questions: When were
you born? What are you? What would you like most?

IknvoBeaia/Direction: Krzysztof Kieslowski Omoypmpia/(inematogm-
phy: Jacek Petrycki, Piotr Kwiatkowski Movrd{/Editing: Alina Siemiriska
‘Hxo¢/Sound: Michat Zarneck ﬂupavan/Produmon e Featur
and Documentary Film Production Studio), Poland
35monnpouuupo/B&W16’ Nohwvia/Poland 198

BpaPeia/Awards
Eb@nun pveia / Honorable Mention - 1981 Oberhausen
International Short Film Fe
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21a0poc
Station [Dowrzed

ZxnvoBeaia/Direction: Krzysztof Kieslowski Owroypapia/Cinematography: Witold Stok
Movra¢/Editing: Lidia Zonn Hyo¢/Sound: Michat Zamecki Napaywyr/Production: WFDIF

(State Feature and Documentary Film Production Studio), Poland
35mm Aompopaupo/B&W 14 Mohwvia/Poland 1980

Kevpikdg aibnpodpopikdc otabpd e Bapoopia, «Eva
avrpac éyel anokoipnBei, évag AAog mepIHEvel Kamolov- -
peiva ‘pel, mopei kat o1 la Tétoloug avBpwnouc eivat n 1a-
via: yi" avBpwnoug mov Yayvouv va Bpouv Kl 1 kamolov
Kotatd Kiakdgox

Ano UnAd, kdpepeg mapakohotBnong
«KATaoKOMEHOUV» T0 0TaBjO.

Warsaw’s central railway station. “Someone has fallen asleep
someone’s waiting for somebody else. Maybe they'll come
maybe they won't. The film is about people like that, peoplé
looking for something."

Krzysztof Kieslows!

Overhead, video “spy”cameras watch over the station.
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IyoMo oknvoBétn
..Kam ouvépn, dtav yupiCape To Z1abpd, mou frav Kai n teNévtaia npoetbonoi-
rjon 6t iya BpeBei Tuyaia o¢ pia katdotacn oy onoia de Ba‘Beha va efiar. Ka-
vape vuyTepva yupiopara oto otaByo, ki éva Bpadu Kvnuatoypapovoape
aoteieg avaibpdoeic avBpanw otig Bupideg anookeuwy, mov anoteAovoav kal-
voropia yia T Bapoopia eeivo Tov kaipo. Kaveic Gev fi€epe mg va Tic xpnot-
JonotfoeL. Ymrpye pia peydhn emypagr nou e€nyotoe om, mpwra an’ Oha,
Enpene va BaNei oTn ox1opr| éva VOIOHa, Heta va yupioels T AaB, va Bpelg
Tov apiBpo6, kai Ta hoind. Or dvBpwnol kdmou pnepdedoviav e oA autr Ty
(oopia, 16iwg 6001 €pyoviav an’ v enapyia. Me T kdpepa paokpupévn -
v kpoBayie Aiyo e Tic mdeg pag 1y yupiCaye and pakpid, xprotpomnoiwviag
Thepakd -, mpooniaBoloapie va mdooupe Ti avtibpdoelc Twv avBpwnawy o' au-
1é¢ Tic Bupidec. X1o éhag, katopBioayie va Bydhoupe apketd dlaokebaotika
ioptpéa. Exeivn tn voxTa, we ouvr B, emotpéyape ora WHD (Kpatikd tolv-
Tio Tamiiv Ntokiavtép) katd i Téooepic fy mévie Ta yapdpata kai prikaye mv
- qotuvopia va pag mepiével. Mag mipav 6ho To gy, 6Ao To apvnikd mou &i-
Jape yupioe! To0€g Wpec. Aev elya 16¢a Tt auvéBarve, map’oho ot elya on my
guneipia Twv KAeppEVwV payvnTotaviwy and Ty emoxr Tou fpydres 71. Eiyav
undpgel eniong Siapopes AMe arieg avnouyiag, otav e kakouoe N aoTuvo-
o kar e avékpive yia Tawvieg mou €ixa yupioel. Aev fitav Tinota to onoudaio,
6w, Mok onpaviiko yia péva frav ekeivo To mepiotatiko e To Epydreg 71,
@161 ' éKave va Vi 6Tt elya KataypaoTel Ty eumiatoatvn mou o ey Oei-
- &1 évac avBpuwnog. Otav Kataypdgw npdypata mou Aéet ) kavel, e Ty umo-
- oxeon 6t B TpnBel mrpng exepBeia, kat Eagvikd pou KAEBouv @iy 1 pa-
_' ‘yrorawviec, unedBuvog e§axohoubi va eijar eye. Kaveic dev iy Eavandpel i
10te gihy an6 ta WFD. Ero1, gavidotnka mw owg eixa Kivnuatoypagrioel
ki mou €lye oxéon e MONTIKG, Kal ou katéayeaav To GiAy, ywpic; va Bhouy
- va o nouv hemopépetec. Enerta, pe kdheaav nohb evyevikd oty aotuvopia.
~ KaBioaye paCi kat eidayie 0,11 iyape yupioel. Avo-Tpeig pépeg apyotepa, pag Ta
enotpeyav: Aev eixav Bpet autd mov fiBeav, kai tinota dev ENee.
MaBayie apydrepa, dtav iag eixav 1i6n emotpéer 1o Giky, Ot ekelvn T vO-
{10 iia Konéa i€ OKOTMOEL T {NTépa TG, TV €y Tepayioe! K eixe Pakeita
KopydTia ¢ péoa oe o Pakitoe. Ki exeivn v id1a vixta, eixe agrioeiTic fa-
hitoeg péoa o€ piav an’ Tic Bupideg Tov Kevrpikod Xtabiuod- f, ev ndon nepi-
moel, vopiCav ont firav ekeiviy T voyta. Evol, pag mipav 10 Quhy, pe Ty eA-
niba om Ba v éBAenav. AnodeiyBke ont dev fitav péoa. Kanoia otiypr,
apydrepa, ) ouvéaBav. Tt cuveidnonoinoa opwg eye exeivn T oniypr; Ot
fibeka Sev BeAa, ave§dprnra and Ti mpoBéoeg pou T BolAnar Hou, Bpi-
okdyouv otn Béon voc minpogoplodoTn g aoTuvopiag - kdti nou noté o¢ Ba
"Beha va kavw. Hpbav anhax kat pou katéayeoav To @iy - aud fitav 6o. Eyw
Bev ynopotoa oUTe va nw 0UTE va Kavw Tinota. Yotepa, jHou TO ENEaTpeyav.
Evidge, Oev eiyape kvnpatoypagiioe v koméha. Ti Ba yivorav opw av fitav
e oro piAy; Ba pmopodoayie kaANioTa va Try éyoupie Kivnpatoypagrioet. Av el-
Ya€ yupioe: T kdjiepa aplotepa avri yia Se€id, fowg va Ty mavae. Kai tote
1160 ouvéBawve; Ba’ya yivel ouvepydng Trc aotuvopiac. Ki exeiv n otiyr, ov-

veibnronoinoa om Oev fiBeka va yupiow AAa viokipaviép — pia oty nou, ag’

£autr, Sev eixe biaitepn onpaoia, eneidi dev unip&av ouvéneteg, apvnTIKE 1y
Benéc. Qotdoo, 6ha autd 'éxavav va kataAdBw yi'aA\n pia popd ndoo jikpd
ypavadi eipai o'évav Tpoyd mou yupiCet knoiog AAoG yia Adyoug Gyvwotoug o€
Jiéva — Mdyoug, mou Sev §¢pw kat mow mpayparika Sev i evdiagépouy. | ... ]

Director’s comment

Anincident occurred, while we were making Station, which really was a final
warning that |'d accidentally found myself where | didn't want to be. We were
filming nights at the station and one night we were filming people’s funny re-
actions to left-luggage lockers, which were a novelty in Warsaw at the time. No-
body knew how to use them. There was a long notice explaining that first of all
you had toinserta coin, then you had to turn, find the number and so on. Peo-
ple didn't quite know how to go about the whole thing, especially those from
the country. With a half concealed camera- we'd hide it a little with our backs
or we'd hoot from far away using a telephoto lens — we tried to observe peo-
ples reactions to these lockers. And we managed to get a few amusing portraits.
That night, as usual, we were returning to WFD (the State Documentary Film
Studios) at four orfive in the morning and the police were there waiting for us.
They seized all the footage, all the negative, which wed shot that night. | had
no idea what it was all about although Id already had some experience of au-
dio tape beings stolen when | was working on Workers'71. There had also been
several other occasions of uneasiness when Id been summoned by the police
andinterrogated because of films 'd made. But these weren'timportant. On the
other hand, the Workers 71 incident was very important to me because there
I felt that | had abused somebody’s trust. If | make recordings and promise se-
crecy or discretion and the film or tapes are stolen then 'm still responsible. No-
body had ever stolen film from WFD before. | therefore thought that this time
maybe 4 filmed something politically improper and so they were confiscating
the film, but they didn't want to tell me. Then they summaoned me, very politely.
We watched the material. Two or three days later they gave it back to us. There
hadn't been anything on it which theyd wanted and nothing was missing. They
didn't take anything.

We only found out later on, once they'd given the film back to us, that on
that night a girl had murdered her mother, cut her to pieces and packed herinto
two suitcases. And, that very night, shed put those suitcases into one of the
lockers at the Central Station. Or they thought it was that night. So they took
our filmin the hope of spotting her. It tumed out that we hadn't filmed the girl.
She was later arrested. But what did | realize at that moment? That, like it or not,
independently of my intentions or will, | found myself in the situation of an in-
former or someone who gives information to the police — which | never wanted
to do. Theyd simply confiscated the material and that was it. | had no say init.
Then they returned it.

Right, so we didn't film the girl. But if we had, by chance? We could have
filmed her. If wed tumed the camera left instead of right, perhaps wed have
caught her. And what would have happened? I'd have become a police collab-
orator. And that was the moment | realized that | didn't want to make any more
documentaries, a moment which in itself wasn't important because there had-
n't been any repercussions, negative or positive. Nevertheless, all this made me
aware again of what a small cog | am in a wheel which is being tumed by some-
body else for reasons unknown to me — reasons which | don't know and which
don't really interest me. [...]
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Enta pépec tn foopada
Seven Days a Week [Siedem dni w tygodniu]

Bpapeia/Awards ZknvoBeoia/Direction: Krzysztof KieSlowski Owroypaepia/Cinematography: Jacek Petrycki Mov-

Xpuad =0Avo Ahoyaxi / 1ay/Editing: Dorota Wardeszkiewicz Hyog/Sound: Michat Zamecki Mouawiy/Music: Zbigniew Preisner Ma-

Golden Hobby-Horse - 1979 Krakow Film Festival paywyoi/Producers: Dirk Rijneke, Mildred van Leeuwaarden Mapaywyr/Production: Rotterdam Films, The
Netherlands 35mm Eyxpwyto/Color 18’ Mohwvia/Poland 1988

Bapooia. Acutépa pie Zapparo, ki n kabe pépa deiyvel éva kopudm an'm (wi evog dlagopetikal
aropou. Tnv Kupiakr Semvodv kat ot €61 padi. Eivat oAt péhn g idlag orkoyévelag. To viokipaviép
avriKel 0" évav kukho Taicov and dlagopetikotg oknvoBereg e B¢pa Tig nokeig kattitho City Life.

o Warsaw. Monday to Saturday, each day shows a fragment of the life of a different person. On Sun-
C FY day all six are reunited at supper; they are all members of one family. One of a cycle of films made
L FE about cities by various directors entitled City Life.
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'Bloypa(pu«') onpelwpa

dlakexpipévog oknvoBEtng kai oevapioypagog Kpiatoep Kiohdp-
Oomyevvr']enkz otig 27 louviou 1941 ot BapooBia. Anogoitnoe
ano v Kpatiki Kvnpatoypagiki 2xoMj tou Aot (1968) kat ot
OUVEYELD EpyaoTnKe WG AéKTopa O KIvNjatoypagikés ayohég ato Ka-
10Biroe (Mohwvia), oto Bepohivo, ato Ehaivkt kat v EABetia. Hrav
$0¢ a6 TOUG ONAVTIKOTEPOUC OKNVOBETEC VIOKIAVTED, TNAEOMTIK®V
Tawiov katTawiev puBomhaciag and T dekaeria tov ‘70 éw kat T be-
Kagtia Tou '90. Ta kowewvikd kat nBikd {iata g abyypovng emoxrg
fpéBinkav oto enikevipo moM@v and Twv onoudaidTepwy TaVIRV Tov.
HanapapAn ougiavioTiki mpoagyyion He trv oroia layetpi6tav Ta B¢-
{1070 0UTA fTav Kal 1) XIpaKTnPLOTIKI KIvnaToypagikr Tou appayida
fiou Tov e€ao@dhoe it B¢on oto navBeov Twv KaNdTEPWY O0YYPOVWY
& xnparoypagiotav. O KiohopkI fitav £§€xouaa mpoawmikeThTa TG mo-
NOVIKAC KivniaToypagIKnG yevidg, ) omoia OpIoe T0 Aeyoyievo «Ovepa
116 NBiKrc avouyiag» - e Tawieg mou Sokijiaoav Ta 6pia TG coolaN-
oTIki¢ Aoyokpioiag, okiaypagaviag évioveg aviiBéoelg avdpeoa oTo
(a1oylo karto kpdrog, 0 mohuBpapeupiévog dnpitoupydg mapoho mou éxet
E|IEive meploodTepo ywotdc yia Tig Tavieg puBonhaoiag Tou, Onwg 0 Ae-
Kihoyoc, n Amhrj Cwrj e Bepdvika xat n tpikoyia Twv Tpiv Xpwudtwy,
£)E1Onpioupyroel Nyotepo yvword, a\d e€aou povadikd viokipavtép,
1a.onola, ouvadovrag pe To undhommo épyou Tou Kiokdgoki, petagépouy
aképaloug Toug mpoBAnuatiopiods kai Ty evatoBnaia tov. 0 Mohwvdg
duioupyoc aneBiwoe otic 13 Maption 1996 o€ nikia joNic 55 xpovav.

Biographical Note

oted film director and scriptwriter Krzysztof Kieslowski was born
N on June 27, 1941 in Warsaw. After having graduated from the

State Film School in todz [1968], he worked as a lecturer at high
filmschools in Katowice [Poland], Berlin, Helsinki, and Switzerland. He
Was a leading director of documentaries, television and feature films
fiom the 19705 to the 1990s. The social and moral themes of contem-
porary times became the focus of his many significant films and his
unique humanist treatment of those themes secured his place as one
ofthe greatest of modern film directors. He was a prominent member
of the Polish film generation that defined the so-called “Cinema of
Moral Anxiety” - films which tested the limits of Socialist film censor-
ship by drawing sharp contrasts between the individual and the state.
Although Krzysztof Kie¢lowski is mostly known for feature films like the
Decalogue, The Double Life of Veronique and the Three Colours trilogy, he
has created lesser known, but equally unique documentaries, which,
Staying true to the philosophy of the rest of his work, reveal the gamut
of his anxieties and sensibilities. The famous Polish director died on
March 13, 1996 at the age of 55
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