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avadelkviouy Ty molkINoopepia Kat T HakpopiotnTa g moAmoTikr¢ napakataBrkng mou o mpwron6pos OMavdeg

viokipavrepiotag khnpoddtnoe oty avBpwnotna. Ot tawieg Tou, éva povadikrc oMY kai agfa vioKoupevo Twv
110 kaBoploTIKWY L0TOPIK@V yeyovdtwy Tou 2000 aiwkva, TautiCouy endéla Tov npIoupyo TOUG Le ToV 6p0 «KIVNHATOYPAPIKGS
diebviapogy, kaBiotwvrag Tov wg évav and Toug BepehwTég TG TéxVG Tou viokipavtép, aMd kat wg onpelo avagopdc yia Tig
EMOJEVEC EVIEC,
Aol dgnoe To Snuioupyikd Tov anotunwya otny aBav ykapvt aknvi, o 1Beve dlapdpewoe T yAwooa Tou VIOKIHAVTER Kal T
OUVEXEID agIépwae oNoKkANPWTIKA TV Téyvn Tou Ta avBpwmiva 1Bewdn, oTexopevog aBevapd oto Meupd Twv Kowwvikd adu-
varwv. Epydtec, aypotec Kat aywvioTéq umipéav ol MPWTaYWVIOTE TV €YWY TOU, T 0oid €yvav Gopei Hiag maykoapiag ma-
poppnang omou n 16eohoyia émaiCe Sopiko poko. Hmohudidotatn mpoowmkGTnTa To Koopoyuplopévou, avijouyou, acuppifa-
070U VTOKIHavTEpioTa avTikatomTpileTal oTic Tavieg Tou, ol omoieg e T oelpd Toug anoteholv évav 1i6Hop@o Tomo omou
QUVAVTOVTAL O TIAPATAPNTAG L€ TOV GUMHETEXOVTA OTA YEYOVOTa: 0 KOWVIKOE pEaNaTrG He Tov EuaioBnTo moinT- 0 aTopikdg
i€ Tov Snpooto kvnpatoypagior. Avékalev, atoyog Tou 1Bevg fitav va petagpdlet Aupikd T MpayHaTIKOTTa O EKOVES e
QuoTnPa KowwVIKO mEpLEXOHEVo. To atvepd Tou, Aoy, Tnyaet amé T éugun «epovi» Tou va aiawrioel Ty ahqBela g
{wric kat epdCeral otV mpoownikri Tou Becpnon 0Tt 0 GuyYPOVIHOE TG ElkOvag e T oxoMo amoteNet «éva eidog agimviang
TG EVEPYIG OYEONG TOU KOWOU) jie TV Tawviay.
Tia Tov 1Beve, To vokiiavrép umrpge pia matgdppa anepiopiotng ekeubepiac ékppaong, éva nedio omou Gev xwpoloav oup-
BiBaoyof, a dnptovpyikn «x@pax 6mov o idlog umopoloe va peyakoupyrael, omwg kat énpae. Méoa and pia enthoyr avii-
TIPOOWNEUTIK@Y TAIVIV To dnpioupyad, To agiépwpiamov @iogevei to 120 OeatiBal Ntokipavrép Oeaoahovikng divel oo Koo
TV €vkaipia va punBei ot Govayn kat to maBog Twv elkdvewv Tou omoudaiou Nopic 1Beve.

H Baburepn ouaia Tou movatou €pyou Tou N6pIc 1Bevg elvar n d1a n lotopia, 0 Xpdvog kat o AvBpwriog, d¢oveg ol omoiot

Anpritpng Eimidng
KaMeyvikdc Atevuvtrig
OeanifdA Nrokiuavrep Oeagalovikne

the diversity and longevity of the cultural heritage bequeathed to humankind by this pioneering Dutch documentarist.

His films, documenting in ways both unique and invaluable the most defining historical events of the 20th century, jus-
tifiably identify the director with the term “cinematic internationalism’, establishing him as one of the founders of the art of the
documentary and a paint of reference for future generations.
After setting his creative seal on the avant-garde scene, Ivens shaped the language of the documentary and then devoted his
art completely to human ideals, standing firmly at the side of society’s weak. Workers, farmers and fighters were the protag-
onists of his films, which became the messengers of a global impulse in which ideology played a structural role. The multifaceted
personality of the globetrotting, restless, uncompromising documentarist is reflected in his films which, in turn, become the
remarkable setting for a meeting between the observer and the person participating in the events; between the social realist
and the sensitive poet; between the individual and the public filmmaker. From the outset, Ivens's aim was to lyrically interpret
reality through images of a strictly social content. His cinema, therefore, springs from his innate “obsession”with capturing the
truth of life and is based in his personal view that the synchronization of image and commentary constitutes “a kind of awak-
ening of the audience’s active relationship with the film."
For Ivens, the documentary was a platform for unlimited free expression, a field in which no compromise was tolerated, a cre-
ative“land"in which he could create masterpieces, which in fact he did. Through a selection of his most representative films,
the tribute presented by the 12thThessaloniki Documentary Festival gives the audience the opportunity to be initiated into the
power and passion of the images of the great Joris Ivens.

-|-he deeper essence of the abundant oeuvre of Joris Ivens is History itself, Time and Man, subjects which bring to the fore

Dimitri Eipides
Artistic Director
Thessaloniki Documentary Festival



0 dvepioc T lotopiag pag odrynoe atnv aneAmaia,

LEPIKEC POPEC. Mag €0wOE OHwC Kat pTePa

¢ Mapoehiv Aopivrav-1Beve”

1epn ano exeivov. H poipa pag elye pépel

Kovtd. H mpwrn pag ouvavnon éywe péow
g 0Bovng: e eiye Oetva nailw oy Tawia Xpovikd
&vog kadoraipiod. Hrav 62 €twv Tote Kat Téooepa
ypovia apydrepa mrye atov 170 napdXhnho, pa ne-
pioyr Tou Biewvay mo eie BopBapbiotei mokd dypia,
yiava Ogi€et oTov kdopo TLonpaivel va pdyeoat yia T
¥@pa oov evavria ota opPapdiotikd B-52.

Hyaotav n, éheta opdda. O N6pic, éva maidi g
€noy¢ 1ov BwBod Kivnuatoypdgou, évag Segiotéxvng
TG EKOVa, Kal &yw, dlamhacyiévn and T dexaetia
Tou 60, TV €no] Tou VEOU OUYXPOVIOHEVOU fyoU Kal
1 Noupé Bayk (Néo Koya). Mou éiaBe ta ndvra.
Hrav omoudaiog naidaywyo; eixe exmaibedoel okn-
voBérec an’ Mo Tov KOOHO kI €iye T omdvia ikavotna
va bieyeipel midpuwg T SnpioupyIKGTITa Tw ouva-
déNpwv Tou. Huaotav oav pia dikégakn Aepvaia
"Yépa kat kdvayie eikoot Tawie padi.

Ta€i6éyape o' Ao Tov kdopo. Hrav pia moloia
(wn), yepdn kaBe eibou kIvdbvoug, owpatkoug, ol-
Kovopikolc, akA kat moAtikolc, O avepog g loto-
plag pag odrynoe ot anehnioia, HepIKEC QOpEG,
Mag ébwoe o kai gTepd, péoa and T Tekevtala
ja Tawia, Mia iotopla tov avéjiov.

Hrav jua kodpoa npog Ty aiwvioTha. Madi qua-
otav duvaroi, moAv duvarol. Ey, we yuvaika, aya-
T6ouva kI fjpouv oA eutuylopévn. Ta Teheutaia
béxa ypovia g ko pag (wi¢ firavAouoéva and
£va hapnpo gug, yepdta an’ m xapd g {wic. 0
[16pic yepvoloe unépoxa, OHopga, epVIKd, 00pd,
bleyeprikd. [pdgapie epwika ypdyparta o évag oTov
(Mo, kB Bpddu, Oha aura 1a xpovia.

...Evtoltoig, ta teheutala exeiva xpovia Sev firav
ndvra edkoha. To ongaviik, Opwe, frav nwg nvia
ayamopaoray. Ev yével, katopBuoa va kataotew
TV avapvnon Twv BaAdpwy agpiwv.

Fvw mpoeroipddayie pia Tawia yia Ty moky g
Ohwpevriag 1o 1980, 1 EMEWn xpnudTwy pag avdy-
Kaoe va oaparriooupe va doukedouyie. H kardotaon
qurr) BaBuve pia eowrepiki] kpion, mou eiye apxioe
juexd m omioudaia Tawia yia v Kiva T Sexaeria Tou
€Bboyvra. Mapadoto: motéaye Touc Kivé(ou dtay,

] O Tav yv@ptoa Tov M1pic fpouv 30 ypovia veo-

Hnpootd oto (pakd, éheyav ot niotevav (otry ena-
vdaraon), anodeiytnke, 6w, nwg 0ha firav pa -
kpr) mhvn. H kpion, yuia moNike), kaANTexviKTi, @i
Nodogiki, kat (beohoyik kpion Ba kparoloe kdnola
Xpovia.

Auté mou Baudlw 1600 nokd o’ auTdy, eivai mwg
ané a oydovra péxp! Ta eveviivia Tou, Ele T0 Kou-
pdylo va Kvel oTov €auTd Tou OAWV TwV EILV TIG
EPWTIOEIC Kal v Yupvael oty iny e VIGTn¢ Tou yia
¢unveuan. Eivat ondvio, va SlaBétel kamolog Tétola
duvayin kat 6dppog o pia nhikia mou ouvi| B kavelg
avanavetal oic Agves Tou kai Gev avapwrietatyla
Tinota.

H uyeia tou 1dpic dpyioe va eaoBevei oo ... v
TeheuTaia Tawia nou kavayle yia Tov Gveplo, oty Akpn
TOU KOGHOU, O€ i €pnio, kai Ta Bouva miou énpene
va oxappahooujiE, Ta KaTapepe HOvo ydpn € pia
unepavpwnn npoondbeia.

Huaotav nepripavol yia ta BpaBeia mov mripe n
Tawia, yiati frav 1o andyeto TG OAng EowtepIkg pag
avravakhaong, mou fitav Hakpoxpovn Kat onuaviki.

Méypto teheutaio Bpadu g {wrig Tou mapépieve
ieplepyoc yia Tandvra, ki Behe va ouppieTéyel o€ oAa.
Mia eBdoyada npiv and Tov Bavard ou, napéotn o€
Jia Sladrihwon Kivélwv pormmtav oto Tpokavtepo.
Fike Snpioupyrjoet évav Siebvi) opyaviayo evdvria
otV katanieon oty Kiva.

Ki énera... otig 28 louviov 1989 équye ... atov
(Vepo ... KL Eyw Eplewva miow pe Tr BNIYN pou... kai e
TV enbpevn Tawia nov Ba énpene va kdvw ywpic
exeivov. 0 [16pi e evBappuve navra va aoxohBa pe
10 Béyia Tov Aovoprrc. Kai twpa mou ie neBave,
€lya o xwpo va emotpéyw otic dikég pou piCeg, oty
€Bpaikr pou npoéheuon. Kat eixa 10 koupdyio va yu-
piow ot duowdia Twv mwydTwy, ota Baynd xpo-
ara, oo Bprvo oty koAaan Tou Aouapi.

Onw kai o1 {wé pag, érorkatn lotopia tou 200u
alwva elvat napadotn. Muwg Ba ynopodoa va Epw
Grav peyahwva WG Ikpo Kopitol oe pia oveépva, u-
Tuiopévn owxoyéveia ot Notia fakNia nw n lotopia
eivai 1600 aveAént; Mg 0 okAnpd epyaldyevog na-
TEPA Hov, Mo Eixe SPQNETEDOEI QN TOV VTIONITI-
06 ¢ Mowviag ot fahNia To 1920, Ba enéotpege

o6 ibrec obnpotpoytéc. Mag ouvéhape kai toug oo
 fkeotano 1o 1943 kai pa pevépepe oty Nohwvis;
010 oTpaténedo ouykévipwang Tou AouoBirc. And
1a 50 pékn e owoyéveid pac povo Aiya yopioav.
Egraca ot [aMia 'éva Tpévo yia anguahaou yw=
pic exeivov. Mapado€o: and tn pépa nou enéorpepa,
1 €pWnon autr, nap'on dev Ty Eeotdyioa moté Su-
vatd, e oroiyelwve: fiari o0 yopioeC ki o1 Mot byl
Tiéxaveg yia va o agiceic auto;

Kt @Mo napado€o. Otav dpyioa va oknvoBetw, o
moA€poc fitav To {ovo Tipdypa mou Hou aokoae aka=
Tavikn éNn. [pioa v Algeria, The year Zero 1o
1962 xai wpa Aénw nuwq n Alyepia éxer emotpéger
Biata, o1o £10¢ Pndév.

To onyepwvo mapadoo: ot Bpnoxeieg mou'Ga
énpene va enkahodvral T eprvn, Ty apyiovia kal
v Katavonon Bpépouv Ty Tpogiokpatia, cav va
pnv pdBaye tinora and tov 200 aiwva. KaBu éx@
undpéet ki 1 id1a Boya g Tpopokpariag vikBw pe-
yaAn aNnAeyyun pe Ta Bopata e Bpnokeutikig
TPOHOKPATI, TIC OIKOYEVELES KAl TOUG Qyamnuévoug
Tou, Mpénet va evaviiwvoaoTe aTo ioog kal v k-
Tanieon.

Frot 6nwg avudpd kar oxetilerar Badia pe Tig
10TOPIKE OTIypéC, kABe Tawia e petpoonexTiag e
val 1o mpoidv puag pakpdxpovng kai abvBeng mpo-
ownikrig (oTopiac. To va korag oy Téxvn onuaivel va
anoppogdoat oTa ouvaIoBALATA KL TIG OKEEIC Evag
N\ou mpoawNOU, OTIC AMOYPWOEIS KAl TIG ECWTEPIKEE,
avTIpAoeL,

Yjuepa, noMoi dvBpwnor {ouv jévo o1o €8 kai
Twpa, avideor yia 1o T éyive éka, eikoat xpovia mpw,
ndoo paMov ot dexaeria o 1920, Tou 30, fou 40
H perpoonextiBa anorehei pia nepiynon, anewovi-
Cekdm and Tig enoxég exeiveg. ENnidw  napoudiach
g oto Alebvég OeoniBaA Nroxipiaviép Beooahovikng
va e§nyrog 0€ kdnoio Babiud 1 ofuane va (e kaiva
€oat kaMitéyvng otov 200 aiava.

* Sxnvoben xa Mpoédpog
Tou Evpawnaikou ISpdarog fidprc 1Bevg

Metdgpaan: Zwrj-Mupta Pryonodloy
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The wind of History sometimes drove us with our backs to the wall.
But it also gave us wings

by Marceline Loridan-Ivens’

hen I met Joris | was 30 years younger than
VVhim. Fate had brought us together. Our irst
encounter was through the screen: he had
| seenmeacting in the film Chronicle of a Summer. He
was 62 then and four years later we went to the 17th
parallel, the area in Vietnam that had been bombed
mostintensively, to show the world what it means to
fight for your country against B-52 bombers.

We were a perfect team. Joris, a child from the
age of the silent cinema, a master of the image, and
I, formed by the Sixties, the age of the new synchro-
nized sound and the Nouvelle Vague. | learned every-
thing from him. He was a great educator: he had
coached filmmakers all over the world and had the
rare capability to fully stimulate the creativity of his
colleagues. We were like a two-headed Hydra and we
made twenty films together.

We traveled all over the world. It was a rich life
with altkinds of isks, physically, financially as well as
politically. The wind of History sometimes drove us
with our backs to the wall. Butit also gave us wings,
through to our last film A Tale of the Wind.

[t was a race towards eternity. Together we were
strong, very strong. |, as a woman, was being loved
and very happy. The last ten years of ourife together
were bathed in a bright light, full of the joy of ife. Joris
aged wonderfully, beautiful, serene, wise, stimulat-

 ing. We wrote love letters to each other every night,
forall those years.

Still those last years were not always easy. But the
important thing always was that we loved each other.
Allin all, | was able to suppress the memory of the
gas chambers...

During the project about the city of Florence in
1980, lack of money forced us to stop working. This
situation deepened an inner crisis, that had started af-
ter the great film about China in the seventies. Para-
dox: we believed what the Chinese in front of the
(amera said that they believed, but it all turned out
10 be a bitter illusion. This crisis, a political, artistic,
philosophical and ideological crisis, would last a few

* years.
What | admire in him so much is that, when he

was between eighty and ninety years old, he had the
courage to ask himself all kinds of questions and to
return to the fountain of his youth forinspiration. Itis
arare thing to possess such strength and courage at
anage one usually rests on one’s laurels and does not
wonder about anything.

Joris'health became very fragile...the last film we
made about the wind, at the edge of the world, ina
desert, and the mountains we had to climb, he only
managed by a superhuman effort.

We were proud of the awards the film got, be-
cause it was the pinnacle of our own complete inner
reflection, which was long and drastic.

Until the last evening of his life he remained cu-
rious about everything, wanted to take part in every-
thing. A week before his death, he attended a
demonstration of Chinese students at the Trocadéro.
We had founded an international organization
against the oppression in China.

And then... on 28 June 1989 he left... on the
wind... and | was left behind with my grief... and
with the next film that | would have to make with-
out him. About Auschwitz. Joris encouraged me to
tackleit. And now that he has passes away, | have the
space torreturn to my own origin, to my Jewish back-
ground. And | have the courage to return to the stench
of corpses, the dull colors, the moaning in the hell of
Auschwitz.

Like our own lives, 20th century’s history is par-
adoxical. How could | have known, growing up as a
little girl in a modern, happy family in Southern
france, that history is so merciless. That my hard-
working father, who had flown from anti-Semitism
in Poland to France in 1920, would return on the
same railway. We had both been arrested by the
Gestapo in 1943 and transported to Polarid, to the
concentration camp Auschwitz. Of the 50 members
of our family only a few would retur. | arrived in
France on the same cattle train, without him. Paradox:
from the day | returned, this question, though never
asked outloud, has haunted me: Why did you return
and the others did not? What did you do to deserve
this?

Anather paradox: When | started filming, war of
all things had an irresistible appeal to me. | made A--
geria, The Year Zeroin 1962 and now | see that Alge-
ria has returned, violently, to the year zero.

Today’s paradox: religions which should appeal to
peace, harmony and

understanding raise terrorism, s if we haven't
learn anything from the 20th century. Being a victim
ofterrorism myself | feel much solidarity with the vic-
tims of religious terrorism, their families and beloved.
We should oppose to hatred and oppression.

In reaction and deep relation to historical mo-
ments, every film shown during the retrospective is
the product of a long and complex personal history.
Looking at art means being absorbed in the feelings
and thoughts of another person, in the nuances and
inner contradictions.

Today, many people live only in the here and
now, unaware of what happened ten, twenty years
aqo, letalone what happened in the 19205, 19305 or
19405. The retrospective tour captures something of
those times. | hope the film retrospective at the Thes-
saloniki Documentary Festival will begin to explain
whatit was like to live and to be an artist n the 20th
century.

* filmmaker and President of
the European Foundation Joris Ivens
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EikaoTiko, oA EIKAOTIKO.
Mia el6aywyn 0To Kivnpatoypa@iko épyo tou Nopig 1Beve

100 AVIpE ZTOUQKEVC

«H kwnuatoypagixrj 06vy dev eivar éva napd-
Bupo iéoa an' 1o omoio kordet Kavelc Tov kdao,
elvar évac koo and povn me.»

T0pig 1Bevc’

Epwrevpévog
Jig 6yBeq 1ou papdiol motapiol Bdal kovrd o
yevéBhia noAn tou, T Naipéykev, 0 veapdg l16pig
1Bevc oveipoohel Tepméhika. fia T oknvoBeoia
00TE Kav yivetat Aoyoc, agou n otiypr exefvn Bpi-
OKeTal akopa moAd pakpid. Avr'autod, ot pavia-
OI(OELG TOU MEPIOTPEPOVTAL YUPW QNb QUTO Mov
Kupiapxel oTo puahd Tov, Tov épuwra: «XTeg oy
0T0 Motap, 1 pépa frav 6wpo o, 0 oupavag
kabdptog ka abuydhaog, frav pia and exeivec
TIC Népec o o' apéoet va Eamaveig aviokeha
0T0 VEPO KOITVTAG MPog Ta €ndvw, Tvddoviag
Eagvixa o keqak ov, e Ta xépia o mhrpn 8id-
otaon. NidBeig pia dovapn va peyahavel péoa
00U — pia anépavrn aioBnon eNevBepiac, elval
0av va korrdg ouveytc Baburepa oto yahddo,
0w o€ pdTia péoa ota onoia BENeIC va ayvavté-
eig— éva dnetpo» ypacet o 1Beve oty ayann-
yiévn Tov.* Zxebov oapavta xpovia etd, o idiog
[10pic 1eve eivan Eamhwyiévog avaokeha o€ jia pie-
ooyelakr) aktr kai koralet Tov yahadio oupavo
and ndve Tov. Avandvreya, mavel évag paiatpog.
Tn omypr) exeivn o 1Beve oukhapBavel To axédio
TG evpnarikic Tawiag fa advvepa, mov OKT®
ypovia apyorepa Ba katakiel oty Tawia fia tov
MiotpdA (1965), kai Tautdypova Tou Epxetal jia
10¢a yia TV Tawia yia 1o Porepvray: and éva ag-
porhavo, 1 kayepa Poutd and Tov kaBapio, ya-
havo oupavo ota enineda, ano€npayéva Tonia
100 edagoug, aveBaiver naN mpo 1a ndvaw, povo
Kat 46vo yia va Boutrer §ava npog Ta kdtw, ota
Mpdva...

€l ypovia apydtepa, petd v avapétpnor

TOU JI€ TIG 0pooelpég Tou Xijiang kai tou Bif¢T, 0
1Beve katamdveral ' éva akopa TohunpoTEPO
oxédlo: éva knpatoypagikd Taidt and
«oKenr Tou kdopou» ot utikr Kiva péxpt v
avatohikr KivéCikn BdAaaoa, ki and exel pexpl
Tov wkeavo. H10¢a autr) Ba uhonoinBei, av kat o
Myorepo eyahdnvon Khipiaka, 0To Kikvelo dopia
Tou: o€ nhikia 89 e, 0 1Beve Keivel T pakpd-
¥POVN KIVHATOYPaQIKR TOU KAPIEPa, IOV pié-
Tpdel ndvew an6 80 Tawieg, pe v lotopia Tou
Avéuiou (1988), ava oty Kiva. H tawia Eexiva
avdyeoa ota o0wepa kat ouveiCel efyvoviag
10 veapd 1Bevg ot Naijiéykev...

'Eva eviaio ativolo

Tokivnuartoypagikd épyo Tou f16pic 1Beve auviotd
éva opyaviko kat obvBeto avoho. Tpa mou ol
KAQOIKEG TOU TaIviEg Exouy, ylampwn popd, ouy-
kevipwBei o pia ouMoyr DVD, pmopei kavei va
Ti¢ dlatpé€er Oheg, kal va avakahel 1a mpoaw-
TiKa Tou potiBa Kat Ti 1oxupés apoiBaieg Toug
ouvdoelc, fa napadewyyia, n Booyri (1929), me-
pthapBavet pia oknvi), ot omoia o 1Bev k-
paroypaqei ia oetpd and opnpéhec o'éva Bpey-
{iévo Bpopo Tou Aylotepvray. Zyedov nevivia
Xpovia etd, a Bpoxepr Hépa otn Zavykal, o
1Bevc Bhémet and o Swpdmio Tou §evodoyeiou Tou
{ia napéaon and opmpéNeq va nepvdel and KaTw.
Apéowg, mavel v Kaylepd ou Kat apyilerva ki-
vpatoypagei, péoa o' autr Ty opoidpopen
1dCa pia pikpr opmpéha mou éotpiBe ' évav €-
Bupo Tpdno.

Z10 Kivnparoypagixd épyo Tou 1Beve, Ta idia
Bépata Kat ol 01 oTINOTIKEC QOPHES Eppavi-
Covtan enavethnyipéva, yepiCouv aépa, kpatoiv
TNV Qvanvory TouC yia éva Aemo, mpiv exmvel-
0ouv yie A Toug Ty Sovayn. O 1Bev yopioe Ty
mpwn Tou Tawvia ota 13 ki €8woe oTov EquTd Tou

10 poho ToU MpwraywvioT «kahol Ivdidvoun e
@ovio Toug appwSeic Adpoug e Naipéyev. Zmy
Tehevaia Tov Tawvia — 75 ypdvia apyotepa — o
1Beve maiCet Sava Tov Kipio poko, evdc mpdov,
00(oU yépovia, e povIo, auth T @opd, pia
¢pnuo oy Kiva. Kat o1 00 Tawieg éouv eutuyég
TéNog, 6mw kai Oheg ot Tawviec Tou 1Beve. Kat ot b
Tawiec, &youv i aknvr mpo To TéNog mou mepi-
AapBavel pia oknvi) kat pia opdda avBpanwy
nou @aiverai va Couv pali appovikd, agod pia
§wrepiki) ane\d ) exBpoc — évag anaywyéac i
0 vepiog — éyouv viknBei emuye.

Kivnon

«ONeg pov 01 Tawieg éyouv we Paotkd koo ya-
PaKTNPLOTIKO avBp@ROUS Mou KivTonolodval
ano kdtt. And Ty emBupia Toug va eivat NelBe-
P01, and To vepo, and Tov Gvepio. MNiotele nwg dev
undpyel dlapopd avdpeoa otov 1Bevg nou K-
Jatoypagei Tov dveplo, kai Tov 1Beve mou kivnpia-
Toypagei enavactdoeiey, e€nyei o 1Beve.’ H ne-
plekikr} 10éa piag Tawviag yia Tov paiotpo ot
vora [aMia petapoppavetal o€ éa yia pia Tar-
via ndvw kat oxeTikd pie Tov nokeo Tov Biewvdy,
0T OUVéEL PeTaTpéneTal o éva oxédio yia éva
Kivnpatoypagikd andonacya yia my Mohmorii
Enavdoraon g Kivag, yia va enavéer §ava om
Baoikr 16¢a va kdvel pia Tawia yia T @lon kai Tov
noATiopo, T @opd qurr, TomoBemyévn oty
Kiva.* Zuviw, Ta kevrpikd Bépiara mg guong kat
¢ lotopiag Tou 200u aiwva Soukebovtal péoa
o1a maiola i kat povo tawiac. O Aaumpog
fiNiog Kat 0 Suvartd Gvepiog Mo LaiveTal aToug Ad-
goug Tou Bahnapdioo } ¢ Macoahia, yewaiv
TQUTOXPOVA AUPIKEC KIVHATOYPAQIKES EIKOVEC,
MG, Kal EIKOVEC KOOTIKWY ENTPONGV ka1 AOTE-
ywv avBpanawv nov npoonalodv va BeAtwaouy
Ti¢ ouvBrikeg SaBiworig Toug ato akAnpd auto
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ouotko mepiBaMov. Mia ouvnBiopévn mipdén umo-
pef va amokrioel (oTopikr onpacia 6tav yivetal
0™ Quon: 6tav kanolol PievayéCor ywpikol yTe-
viCouv Ta pahNid Toug koved o'évammyddi evi ta
aynTka et tomou Oavroy metodv ndve an'ta
Ke@aNia Toug, auto yivetat éva abpBoko Tou ye-
YOVOTOG MG Mapapévouv akAGVTol, T000 we av-
Tinahol Twv ApepIkaviwy, 6o Kat anv nBiki Toug
enoiBnon mw Bavikrjoouv Tov moNepo. To otpi-
(poyUpiopia Twv paBdwv TG pwidg ané évav v-
d1avo Tou Ayiaoviou amokTd onpacia um6 1o pwg
‘oAdkAnpn¢ ¢ avBpuwnéTnTac, 6tav, katd m la-
dikaota Tou povrdd, axohouBeital, Gyeoa amo el-
KoveG pag atopikric Boppac. To yeyovdg ot o
1Bevc Bewpei  @uon kai my lotopia wg pia op-
YVIKI] EvOTNTa, IPOEPXETAL ano Tn VIGTH TOU.

H okoyéveta tou IBeve
0 16pic 1Beve yewriBnke ot Naipéyev oti 18
NogpBpiou 1898, kai peydhwoe péoa oy Gypia
ka1 andmnn eoon nou nepiéBale Ty mokn, Tonia
iov é@épav Ta peoa ixvn Twv BataBuv, Twv Pw-
Jiaicwv, Twv Opdykwv kat Twv Bikivyke. 2Toveapd
1Bevg apéoet va naiCet oto UnaiBpo kat Ba mapa-
|igive evBoualwdng meCompog o€ oAdKANpN T
() Tou. 2uypiveln ouvaioBnyaTie Tou () e
T plon 6tav ypdgel oty ayanngévn Tov, «Ei-
|iaote, ag modyie, 0o Slagopetikd Oévipa, otV
anévavt mheupd Tou iBtov Spopov. Eivar o iblog
| dvepiog Tiov pag Kivel...» Xty alnhoypagpia tou
| 1Bev n voorponia autd Tov 190v aiwva, 1600
I vbewuik g Popavrikrg mepiodou, avadietat
£ava oty emodvela e apétpnreg mepiBoMéc:
«Mnopouje va paBoupie and ta Bouvd, va xaipe-
Triooupe Ta Bouvd: dev yiveraiva undpouy npi-
J€ETpa, TIpEME va YTUIiO0UE, PmopoUjie va €l-
‘aote oavTa dhoya» O Seajidc autdc avyieoa o
Jla eqnelpia e T puon Kat pia ouvaioBrpatik
‘atdortaon napayével aperaPAnm otabepd ot
(i kat o épyo Tou 1Beve.
- Hmpoorateupiévn kai nepimereladn naidik
o0 nAikia 4£00 O ila ApMOVIKT] OIKOYEVEIa To-
%rt)\si ™ Bdon piag povipng aioBnong atorodogag
at emBupiag yia Qiikég oyéoeic. H enihuon Twv
‘ouykpoloew dev Bi6dokeral oto omfni Tou TBeve,
"p)\a ouykpatoovrar. To anotéNeopia eivat pia {wi
F(udm anouyr Twv ouykpoUoEwv kabwg Kai

onolec n ethkpwvri agooiwon Katr umekpuyr, 1
Jeydha Kat Ta pukpdtepa Yépata nou Aéyovial
yia o kowd kaAd, auvtaipialovrat petagy Toug
opaAd yiava pnv mnywBel kavei. «Eivaito pévo
70U |iMOpEi Va TIPOO(EPEL TO avijouyo HUaAG Hov.
AkhovnTn i oy opoppid GAwv Twy mpay-
jdTwv mou pag mepiBaMouy, otoug kakonpoai-
petoug avBpanoucy, §nyel oty ayarnnpévn Tou
0 1Beve.* Otav Ba eivat 1}6n apketd peydog, ka-
oleg mpanv abvipogol Tou Ba ayohidoouy mwg
yla exetvov 6Aa fitav mdva «kaBapd, anhd» kat
«avépeha». ZuvriBice va anagiavel Ta mpophi-
{1aTa, aKOHA Kal OTIG Tl aKPaleC MEPITTWOEIC,
akopa ki drav éviwbe caotiopiévag, o 1Bevg dpa-
TIETEVE OTNV Neia kal ) govadid g glong,
Kata mporiyinon ata Bouvd, ampoaitog yia dhoug.
[l va @lyel ki ano ekef, onwg ndvia, yia kanola
HaKPWI IPGTN YPap(, Yia Hi aK6HN «(oTopIKT)
dlaotalpwony.

Ané pikpr nhikia, 0 matépag Tou didate Tov
1Bevc— 'autd mou ot lepyiavoi Neve Bildung, (kat
onpaivet diamhaan, 100 e TV oxoNikr 600 Kat
i€ TV TipoawnIKN, avamtuglaki éwola) — va
avahapBdvet ndvra mpwroBouhia, va mpoodedel
Katva eivat jépog ¢ latopiac. «Na katanraoelc!
Mavra va katamqooeic eival To potio (wri¢
Tou miatépa 1Bevc, mou aokei nieon oty oA To
1€ Ta oyédia Tov yia va Bonbrioe m gripn meva
Jeyahwoel katva e§amwBei ki Ao, Autd miou o
natépac Tou 1Bevg npaypatonoinoe o€ Tomko eni-
iedo, 0 yio Tou fia T EMTUXEL KIvNpaTOyPaQIKG
0€ maykoapia Kipiaka: Texvohoyik mpdodo mov
Ba Bon6rioe! o Behtiwon e eupdpetag katmg
€unepiag moMav avBpanay.

H ndAn yia e€oucia

Tooo ot (wr 600 Kat 610 épyo Tou 1Bevg U0 Td-
081G paiveratva avripdyovral petagy Toug; n 1don
VA aywvIoTEf Yia TN apHovia 1600 e T puon 600
Kat ie Tov GvBpwo, kat n BAnan va agrioei 1o
onuadi tov ot lotopia. [pdee o¢ pia gikn Tov
10 1922: «Mepikég popéc BéMw va anoratow
TeynéNa tamavea yopw gou, va ijial amag §a-
nhwpévog avdokeha Kai va kormd{w Ta alwepa
Kat Toug avBpumoug — kai et BENw va elal
JéPOG Twv nAvTwy, akpIBe ot péon Toug, va
BonBa Toug avBpanoug kat va Toug deixvw moao
Gpopan Ka yeudn eivai n {wr o€ OAe TG TIC ek

QvoELC, 0TV TIKPH, 0TV Oop@n, 0TV o YAu-
Kid, 0€ ONec...»”. Aev mpokertat yia oo avtiBeta,
aMd yia 8o meupég Tou iBlov atdpou. H KaBo-
ki Xetpagétnon Twv apywv Tou 200v aiwva,
oy onofa o natépag Tou 1Beve énaiée kanolo
poho wg mpoedpog e Aéoxng avtimapdBeang
«[liomn & Emotryn, napéxel v (6eokoyik] ouv-
Brikn (1 auto). Ta ek éxouv Heydhn éyvoia yia
v petaBavama (i ka1 owtmpia Twv Yuywy
ToUg, o ek@pddeTal 1éoa ané Tov 1EpanoaTohik
(Mo kartny pioonaotikr ndAn yia e§ouoia. Tooo
omanmoug Tov 1Beve, o yewnpévog ot leppavia
owtoypdpog Bilxehu 1Beve, doo kai o matepag
T0U, 0 €pmopog pwToypagikav 8wy, Kic 1Beve,
xpnoigonoinoav, w kaBohikoi éunopol, Tov
aydva e Xeipapémang yia va Bektioowy T
dikrj oug Béon, aMd kat exeivn g oA Toug. H
Kayepa, omwe avakahuway, pmopei va ivat évag
10YUP6C mapdyovag oy evALVALWON TG Kol-
vwvikrc Béang kamolov.

H Filmliga

H téyvn Tou va BAéme(c eivat mpwrapyikrc onua-
ofac otV otKoyévela ou 1Beve, va Aéneig péoa
an6 To pnyaviko . 0 Bikyehy 1Beve eivar évag
Qwtoypdgog e moAng, n Aermoupyia Tou eivain
KaANTEXVIKT] KaTaypar EIKOVWV VIOKILQVTED.
Kau o tpeic yevié, o Bikxely, o Kic kat o liopig,
amoudadouv oto Bepohivo Gmou anoktolv TV
TiAfjpn TexvohoyIkri katavonon Tou enayyeAuatog
Touc. Katot tpeig eivat eidritoveg otn dnpioupyia
Aoy, T600 emayyeAuatikd 600 Kat Kowwvikd.®
Orav o fdpi 1Beve, agod TeNerdvel i omoudég
Tou oty Oikovopia ka1 n Owroypaikr Texvikr,
iidvel Gouhetd aTnV EMiyEipron QLTOYPAIKGY &l-
didv Tov matépa Tou oto Aplotepvray, €ival évag
pdvatCep emyetpriogwv kat Ot évag kahATéyvng.
O kaMrreyvikof kKA1, OWG, e TOUG omoioug
110B€ e enagr oto Bepohivo, auvexiouv va tov
aokolv eydhn emppor kat ato Apotepvray. 0
KaN\iTegvikdg KOOHOG Tou Tapéxel pia eukaipia
va anodeopieuTei amd Toug yoveig Tou, Katva €e-
yepBei evavria oty mpo-nohepikiy yevid. «Eivat
alohonnrot... To ib1o kat ta naidid toug: 6av dev
{nopolv va anokomouv amo Tig I66€C Twv yovikv
ToUg 1 va TiG kdvouv mio EvéNIKTEG, TOTe eivai mou
Tipénelva yivouv o enavaaratikol. Anapvouvial
uNka ayafa yia va emuyouv 1Beokoyikolc oT6-

IOANEC HaKpOYPOVIES OYEOEIC aoaiwang, 0TI
i

12th Thessaloniki Documentary Festival [ Joris lvens 7



youes”. Autd Ba pmopovoe va lvan To poto pag
oAOKANPNG YA veapav KaANTEXVGV JETG TO
ahuxopu Tov Avipwmiopod» tou Meydhou Mo-
Myiou.

H idpvon g Filmliga o Mdio Tov 1927
(npo)wBel ov 1Beve oTov KOOHO TG TEXVIG TOU KI-
vipatoypagou. H dpaotnpiotnra nou avanio-
081 1€ TV KIvIyaToypagikd autr Aoy Tou divel
TG evkaipiec mov Ba Tov Siapoppwoowy TeNKa
0ToV Kivnpatoypagikd kak\méxvn mou yiverar.
Suvavriérar pe (wypdgoug, ouyypaceic, apyité-
Ktoveg, nou Bewpolv Ot o kivnpatoypapog npé-
et va elval pia kaBapi Hoppr Tévng ave€dptm
Kal Q6NN QN TNV ENOpIKIY, EMKEVIPWHEVT
010 képdog, Kvnuatoypagikr Plopnxavia. 210
Tpané{i Tov poviad o 1Bevc peNerd noMa yiio-
JeTpa @iy Eévav oxnvoBeTav, omawg Twv Ailev-
oraiv, Mouvtogxw, NtoBroévko, Beprog, Kapah-
kavr, Poutav kai Piytep, OAEC o1 Tawieg Twy
onoiwv npoBaMovral and v Filmliga. Eniong,
apyiCer va yvwpiCe npoownixd Toug evpwnaioug
aurol oknvoBérec. Mehetwviag mpooexTikd 10
£py0 0L, OIKOOOPAVIA MAVW OTTV OIKOYEVEIKT)
10U napddoon, kai Soukedoviag nupeTwdaG, ka-
TopBcver va dpioupyroe, Kkata ) Siapkela Twy
TIPWTWY EKEivwY TEOOAPWY ETWY, Eva apdMyapia
KIVIHaTOYPaQIKQY PGV ka1 Bepdtwv. O1mpueg
Tou Tawvieg defyvouv pnap, kukhogopiaki kivryon,
avBpwnoug oto 8poyo, pia yépupa, pa vepo-
novrr}, napovoialouy, Opwe, eniong e§aBhiwpé-
VOUC EPYATEC OpYEiWV TOPPNG oTNV Enapyia g
Nrpével, 1) T neproia KoPOUVIOTIKS) EQRE-
piba «The Tribune»- agnpnuéves poppES O
{a0pa TETpAywva ka1 KVOL, 00UPEaNOTIKG EQE,
EIKOVEC VK010V, SI0QNIOTIKG ETQIPEIRV KOl
ouvbixahiotik) nponayavda. Ta npdra exeiva
TE00EPQ XpOVIa MapExoLV Tov upiiva GAWY Twy
ovotatikav nov Ba Siapopewoouy Ty Kivnpa-
ToypaQIKS) Kapiépa 1ou Peve, Aev Tov eviagépel
1000 1) TQWIQ VIOKIPVTED, 0900 1 EWoia VO Té-
T0i0u €idoug Sev undpyel axopa, aAAd va Pper kat
Vo EGepeuvrioel a véa KvaToypagikr yAoog,
iou Ba anewoviCE T poviépva enox kai Tautd-
Xpova Ba evapoviCeral pe nokEG, Siagopenikég
KAANTEQVIKEC T TA0EIC. TrV aQripnpévn Téxvr,
Tov Néo Peakioyd, 10 ooupeakiod kat Tov -
npeoioviod. J0viopa, o 1Beve nepvaer omy &
TipooBioguhaxf] 10U KIVIHTOYPAROL TEXVIK, TG

Eupdnng, kat yiverar o onpaiogdpo tri; oMav-
BikriG Tawiag téxvrc. Q¢ mpwrafrio pag poviep-
vag, véag aioBryTkr¢ Mov pEPVEl 0T0 MPooKrAVI0 10
QuTIopo, 1 obvBeon Kai Tic amikég bIoTrTeS Tov
QUOIKOU kdopou, exppaler ) yéwnon tng oh-
AavBikric oxoMic viokipaviép, miou Ba yiver o ku-
plapyoc ouvreheatric otnv oMavdik] kivnparo-
ypagikr kouNtoUpa Twv endpeviv Sexaeidv. O
1Beve bev eivar povo ave€aprnog oxnvoBemg, i-
vai enfony; Texvikd obpBoulog, kvnuatoypagixdg
exnaibeuTric, napaywyoc, opyavwrric, Aopmiotag...

ABdv-ykapvt

0 kvnuatoypdpog anodeikvietat o TéNelog Tpd-
10 ékgpaang yia Tov 1Beve, agod 1o péoo autd
Tou divel v eukatpia va ouvdudoe, pe Bavpaotd
Tpono, Ti¢ oo avtiBeneg Tdoeig Tou — npog TV
Uon kai mpog v lotopia. Mnopei va akohou-
Brjoer avépeha T nopeia piag Bpoyootahidag
Tio mérel an' 1o napdBupo Trg cogitag Tou,
Tov VEO MOV YUOA Kl ONKAVEL TV G0 OTNY
aktr kovtd o1o Katyouik. O guaikdg koagiog, nou
Tou aokei 1600 Badid yonrela e§arriag T otot-
YEIOO0UC OwHaTIKOTTAC TOU, KaTaypdperal and
Tov 1Beve 0 pia véa kai EhevBepn poper, e pia
amhv), popnr Kal uMoKelpeviKr) Kayiepa. «Aeijvw
10 vepo, ) pwud, Tov dvegio kai T yn. fia éva
oknvoBEn viokipavtép Ta otoieia TG poong ei-
val 01l 1a Xpwyara kai Ta ofuata yia 1o {w-
ypago. Ki Sev éyoupie ‘aotépia; oute nBomoiodg,
OOTE Ta OToleia T puang yivovral Ta‘aotépia’
ac». " And Try @M, 0 1Beve ouveibrronoiei mwg
0 Kivnyatoypdgo pnopei va aokroer emppor
0T0 KOO T0U, GAA Ka1 0TV Kovwvia ¢ 0dvako.
H emppor auth eivar eyyevic o payeia g ki-
vnpatoypagikic éxvng. Mia yiuBomaoikd éa
pnopei va petapioppwlel and Tov 1Bevg o€ pia
KaANTTEYVIKr), KIVIUaTOYpaQIKr} MipayuaTikdtan
onola, e€arriag g adidc aioBnong edpiveiag
100 Viokipaviép, Ba yiver avinme wg «akn-
Bivijp.

H anogaoiotikr oty npénet va Atav n ki-
vijuatoypdgnan g fépupag (1928). Ohot vopi-
Couv o fépupa eivar pia peakiotik Tawia. Ty
TpaypanIkaTa, 1) ioTopia T Tawviog eival ka-
Bapi pwonhaola: 1o otopdTnya Tou TPévou
WIPOATA OTN QVOIXTY YEQUPA KATAOKEUAOTTKE
and Tov 1Beve yia va evioyloe: v aioBinon Tou

Bpdyaroc. Mikiviac yia 10 fpupa, Ty Tavia
iou Tov éxave SieBvix wwotd 1o 1928, 0 1Bev
karaMiyer: «H kvmpatoypagu 0B Sev eivar
¢va napaBupo péoa an’10 onoio kol kaveic
Tov kbayio, eivar évag kdoyog ané yovn mer. " H
napatfipnon autr) 6a anofei Bepehiobing yia my
Kivrjuatoypagikr} Tou Kkapiépa. Or nepioodtepeg
and i Tawieg Tov 1Beve égouv wa uPpidic
Hop@r, kaBax avaewiow To auBppnto pe-
Toptad, Tic oknvéq nou avd-napiotaviar kal Twv
omikd Aupiopd. O opiopdc Tou viokiavrép eivai,
(pa, am\6c yia ov 1Beve; oheg ot Tawieg mou Bpi-
oxovtal petagd puBonhaciac xkar emxaipwy. Eva
iohd €upic opioud, Srhade, e apétprteg Su-
VatoTnTec.

To mpoowmomoINpévo VIoKIpavTép
H kak\mexvikr aBdv yxapvr T exaetiag 1ou
‘20 yiverai mo pioonacTikr) kard m Sidpkeia g
Meyang Ypeong otic H.N.A 1 Sexaeria tou ‘30,
Ka1 0uyve oupBadiCer e v riokmi) npuwronopia:
Me v évia&f) Tou 010 kopouvioTK Kivipa, Kat
v avaxwpnor Tov ané y OMavdia, o fidpic
1Bevc katopBivel va anootacionownBei and Tov
Seomotixd natépa ou, 8eohoyika, aNG, kai yew-
¥PaQIKA, kot va aoyohnBel e Ty kvnaroype-
Qi Tou Kapiépa. Exet €10 v eukaipia va fper
nehdreg kar avaBéoeic, xai va yupioe: Taivie o
£ouv (€00 avtikTuno Kal (Topikd pako. «Zmy
TIapodoa KaTaTaon Twv MpaypdTLy, T0 VIoK-
pavrép eivar n kaAutepn péBodog va Bpeic Tpo-
ioug niou o8inyodv ot aiBeia [omv ovaial
Tawiag, Mero1evg o 1931.2

01Bevg eivar évag and Toug MPWTONGPoUS Kar
TouG DiapopQuITEC T PTG oupwdc Tuv Kha-
KV viokipavtép T Sexaetiag Tou 1930, drav
1 avdykn yia padixr emkonvwvia uédvetal axopa
mo ypryopa. 0 1Beve e€axohouBei va avikel my
¢unveor Tou and Ty Taivia pwonaciag, onwc
£KQVE KaI PEXPI TOTE, Q' OTay, we 13 ypovav ayopt
YUPI0€ éva youéatepy 1o 1912, Eva eivai om Mo-
0xa, 10 1932, Siarunwver m péBodo tou yia ©
VIOKIHQVTED, ov, € avriBeon e Tov Kivnpato-
ypdgo- akiBeia, tou Nidiyka Beprog, kave: ypion
QVOKQTAOKEU@Y KaI OKIVAV avanapaoTacnc”.
el va Kdvel VTOKIpaVTE e Ta onoia To koo fa
Wnopei va 1autiotel, e my idia aioBnon Spape-
T0¢ OMw Kai 0 pia Taivia puBomhaoiag, Kam té-

—+
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olo emTuyydvetal kaAUtepa, OUPGWVA pIE TOV
Beve, orav agrivoupe Toug avBpwnoug va Ael-
DUPYOUV WG aPnynHaTIKoi yiTol, Toug onoioug
Ja.oxohouBricoupe o€ OAn T didpkela g Tawvia.
TRy npaypatikéTTa Bicve moéC popég nooo
DExoAn ivai n npaypatonoinon g 1déag autrg
)U TIPOOWNONOIN|EVOU VIOKIPAVTEP, apov O1

Adivoi avBpwnol o€ akpaieg kataoTdoeIg, onwg

Acpio1, dev unopouv va oknvoBetnBodv. Méxpt
iy TeAevtaia Tou Tawvia, otny onoia nailel o
¢, dev mapexkhivel and T pébodo Tou.

E€ouaia

Aéka ypovia an’ 6tav o 1Bevc npwromace Ty
amr} Kinamo kdyepd Tou, kai Gpy10€ va Kivnja-
TOypaQei epaoieyvika o€ mavoidv Tou Zéevi(ik
oo Apotepviap 1o 1927, mpookrBnke oo Aguko
Oiko o€ pia ovvdvnon e Tov mo oxupd dv:
Bpwno otov kdayo, Tov Apepixavo Mpoedpo
Opavkhivo Nr. PouBeAr. O 1Beve eknier va xpn
OIHONOINOEL TNV Tawvia Tov H yn ¢ lomaviag
(1937) yia va neioei Tov Mpdedpo va aAael v
oAk Tov anévavrl atov lonavikd Epgokio. To

yeyov auto, kaBiotd npogavi) Ty emppor mov
{IMOPETE v QMOKTII0EL TO VIOKIAVTED, OE I -
Kprj xpovii| nepiodo, oTa pivria - kai oto moAr-
OJIK6 Tomio, i emppor} mou o 1Bevg ouveldnrd
embiwée ki peBodevoe.

H tawia tou 0 nAextpiguac xai n yn (1940)
QnoSeIKVUETal TO 110 AMIOTEAETIATIKG VIOKILIQVTED
yia v npow8non e moAmkng e Néag Zup-
pwviag Tov PoolBeAt™. Npiv and autd, o 1Peve
fitav 0 Mpwrog SuTIKOC aTOV onoio EMeTpanm va
YUPIOE! jlla Taivia yia tnv UXOWOH]U!} T0U MpwToV
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Nevtaerouc oxediov ot Zoprenk Evwon (Kop-
aopdA  To tpayoud twv npaawy, 1933): va kvel
{ita piakpooxer tawia yia tn Philips (Brounyavikij
ouupavia, 1931) Kat —0Upgwva e 1a Aeyopeva
10U~ va ennpedoer 1o BeAyikG kovoPouhio pe 1o
Kivnatoypacikd Tou katnyopuw, T Avotuxia oto
Miopivad (1934). lverai o nparog mpoedpog g
ADFP (Evwon Mapaywywv Kivnuatoypagikod
NToKiiavtép), mob OuvevVel Toug o Sidonoug
ave€dptnToug oknvoBeteg Twv HIA, 6mw ot ONG-
£p, Tkpiepoov, A6ou(i kar Mmouviouél. 0 1Beve
Bavpdcel To NFB (EBvikd ZupBovkio Kivnyaro-
ypdgou) Tou Kavadd, éva kupepvnikd ibpupia
ou 6puoe o [kpiepaov yia Ty mapaywyr VIokI-
aveép o€ povin Baon. MpoonaBei va kaBiepw-
oe1To avriotoiy6 Tou ot HITA, apydrepa oti OA-
Aavdikéc vbiec, o Ivdovnoia kai 0 NNa pépn.
To evblagépov Tou yia pia eBvik) KivnHatoypa-
Ik kouktoipa otV orola To viokiavtép Ba
avriperwniCeral ooBapd kai Ba éyet 06T poNo,
unrpée 1o Baoikd Tou peNa yia exaetiec,
Kara  idpketa Tou Aebtepou MNaykoopiov
Mohyiou ) emppor} Tou Viokiyavtép auéaveral
QKO}a TIEPIOOOTEPO, EPLTIOL YivETal PEPOg TOU
riohmioTikod mohepko0 petcnou. 0 1Bevg douhedel
iadi pe Tov TCov Tkpiepaov ato Kavada o¢ a tai-
via mou eivat evavriov g xprion unoBpuxiwv ano
Toug leppavou atov nohepo kai ouvepyadetal pe
Tov Opavk Kanpa ot Sidonpeg oeIpég Tou TeAeu-
Taiou fiari MoAeudye ai [vedpioe Tov ExBod aov. To
VIOKIavTép éel ma KaBiepwBei wg eidoc, Kami
0w anodekvOeTal ané 1o yeyovoc oo Bev mpo-
okaeirai oo X6Ayouvr, yia va oupBouledoel Ty
Kinuatoypagikiy Biopnxavia nwg va auénBel n
aAnBopaveia otig Tawiec puBomhaciag, To auéa-
VOMEVO KOPOG TOU KIVIHATOYPAQIKOD VIOKIHAV-
1ép ot bexaetia ou 1940 Srhavetal oto £ -
dovnaia! (1946), 6mov o 1Beve mpokahei Ti
oNavbiké apxéc va anapvnBolv T anoikiakr
Toug noAmikr). «O1 oknvoBEreg éyouv ouvnBioeiva
€ivai Kovid o1 kévipa T e§ouaiacy, SnAavel o
10TopIkd Tou Kivnyatoypdgou Epik Mndpvo®.

Naykoopo xwpio

Kara n diapkeia g oktaerols mepiddou mou o
1Beve booheve oto Avatohikd Mmhok —and o
1947 éxpi 10 1956- ouveidntonoinge ori 1) oup-
HOp@won e T e€ouoia odnyei povo o€ otel-

potnta ~ agol o «Bapdog Tov ZooioNiopon»
avaykdotnke va avextel noMEq nohmikég na-
pepPohéc. Opota pe T kardotaon) ot Adon, To
Kivnua Tou viokiaviép eixe oxed6v e§ohokAr}-
pov nepippaytel and opddec nokikic nieong,
niov anékelav kaBe eiboug avippovoboes puw-
véc, HpoondBeia ou 1Beve, padi pe pihoug Tov
oknvoBéneg and Ty Avatoh kai ) Avan, va bn-
{ioupyroer éva Bripa evbuvapwong g emp-
pori¢ Toug, frav avemtuyfc. Me Ty napaywyr
papou, To Tpayodd 1wy notauav (1954), 0
1Bevc graver ato Gpio autod mou ynoped va me-
T0xel évag oknvoBEmng o€ maykoopa kNiuaka
TIpIV a6 TV eypdvion TG TAEGpaan Kal Twv
dopupopuwv. Oéhel va extaBei oe ohokAnpo Tov
KOO0 Kat ypnotgonolel 36 onepatép yia va 1
katagépet. H Goon kat ) lotopia mapovaiadov-
a1, Yia pia aK6pn popd, we ohétnTa: n Tawia na-
pouoidlel Ta €€ peyahitepa motapia Tov Ko-
apov, kat padi éva «éBdopo motay T dvodo
T0U £PYATIKOU KIVAHATOC YUpW a6 Tig OyBeg Twy
motapi@v autdv. Tv Tawia BNénovy dexadec
€katoppdpia dvBpwnot (n mponaydvda avagé-
peLwg Koo T Tawviag autrg Tou 1Beve nepinou
o0 dioekatoppipio avBpwnouc), Niya ypovia
npw o Mapoak MakAotav ypdyel yia npatn
§opd yia To «naykoopio ywpio» (1959), kat n
mAedpaon yivel éva au€avopeva onpaviiko
Jéoo. 0 i610¢ o 1Bevg elvar évag and Toug mpw-
TOUG Katolkoug TG mayKoopiac autrg Kovwviac.

Iivepd Bepiré

Orav o 1Bevc enéotpeye ot Abon ota péoa g
dexaetiag Tou 1950, automeplopioTrke ot Ki-
vnaroypdenan povdya evog notapiol ato Ma-
plot. H rawia yia tov Znkoudva e€ehiooetal péoa
0€ £va PEbjIQ TIoTIKAY EIKOVWY, e éva noinpa
(tou Zak NpeBép) we katevBuvrripio Keljievo, éva
Kinpatoypagiko Upog mou Ba ypnoiyonouoel
Eava o XM (210 BaAnapdiao - 1963), oto Po-
Tepvap (Porepvay, To Advi m¢ Eupamng —
1966) ka1 ot votia faia (fia Tov MiotpdA —
1965). Z0gwva e Tov Bewpnuikd Tou Kivnya-
Toypdgou, Maikh Todvay, o1 ave€aptnre Tawieg
Twv 1Beve, Mdpkep kat Pevé, jie Tic Aoyotexvikég
T0ug MAEVpE, ival onuaviIka mpoidvia T jie-
TanohekriG MEpIOSOU ToU VIOKIAVTED OTOV av-
Tywvio0 Tou e TV THAEomTiks} Snyiooioypa-

(ia." Ta endyeva ypovia o 1Peve Souheder oty
Kiva, oty fraia, ot Xik, ot KooBa, oo Mak
kai 010 Bievay yia va BonBrioer my evioguon g
eBvikr¢ kivuatoypagikrc kouktobpac, Evoow
YupiCer Tic Tawieg Tou, npoopépel MpaxTikiy x-
naibevon o€ véoug oknvoBEreq Gmwe otous adeh-
ot TaPiaw, orov Marpioio MkotCpav kai tov Pa-
o0\ Pouil. 0 1Beve eivar umedBuvog yia Ty
dnpioupyia Tou Kivipatog Tou Kivédikou viok-
{aviép, TG kvnuatoypagikrc kouktolpac oto
Ma kai v Eaguikr dvodo T Aativoapepixd-
VIKNG 0¥ TOU VIOKIHQVTED.

Mia véa apav ykapve
H bedrepn onpavrikdtepn nepiodog Tou vioki-
pavtép eivar n dexaetia tou 1960. Texvohoyikég
avakahOYeIg, Omw 1 kayepa Twv 16mm e To
OUYPOVIOpEVO M0, KAVOUV aKOp KOVTIVOTEO
To Mnoiaoya TG mpaypatikéThTac. O oknvo-
Béng dev éxel ma avdykn va kavel xprion g
Quwviic ektoc kadpou, kaBag pnopei va kaver.
Xprion fAyou Mo noypageital dyeoa kard T
didpxeia T kivnpatoypdgnang. Auto kdvouv
kat o1o Bietvay, 6mou o 1Beve, padi pe v Map-
0€Niv Aopividv, €loxwpolv oTov UMGyEIo Koopo
&v0¢ Bopeto-Pretvapéikov ywpiod mov mpo-
onaBei va mpooTareuTe and Tov axaranauoto
BopPapdiopd Twv apepikavikwy B-52. Or véeg
QUTE TEYVIKES Katahiyouv 0€ éva véo Upog ot
veud Bepité, aMd, kai o evahNaKTIKES HOPQES
ave¢apnm Siavoprc, péow Twv omoiwv 1 Tat-
via xpnoiponoigital we éva pédo doknang mieang
Y10 10 OTapdTNa TOU MO0V,

01Beve kain Aopwvidy, npookarotvial, and 1o
1972 pépi 1o 1976, we ot mptor SuTikoi aknve-
Bévec and ov kivéCo MpwBunoupyo, Zov Ev-Adt.
Touc avaBérer va kvnpatoypagrioow ia peyakn
0eipd yia v Mohmotiki Enavaotaon now, my
€noy) exeivn, agopoloe oAa Ta enineda g Kivé-
(ixng kovwviag. Katd m Sidpkeia mg kivpato-
ypdgnong e oeipdc To (euyapt Twv oxnvoBeTiv
Biavel Ta 6pia Tou T PNoPEi va Kavel TO VIOKI-
Havtép o€ a xwpa xwpic Snyioxpatika abotna
dikaioatvng, H eikpiviig Kivnpatoypdgnan g
Kafinuepwii¢ npaypatikaTtag, ywpic dieioduan
o opié g e€ovoiag, karakye: Birpiva. H 8-
Aaon 1ou 1Bevs nwg «n auBevoa Sev &y-
yudrai v ahiBeia», Twpa, Eipwvikd, paivetaiva
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(oxUet katyia pia and Tic dikég Tou Tawieg. Mapdt
250 ekatoppupta avBpwnio eidav v Tawia, o0y~
Qwva {e Toug urohoyiopous Tou 1Beve, n mapa-
ywyr TG KAOVIOE TI am6uelS Tou yia T0 VIoKI-
* paviép. H tekeuraia tou Tawia, Mia totopia tou
! avéjiou (1988), €akohouBei va aoyoNeftal e Tig
* ibupiec Suveyeic e Gong kattng lotoplag, oyt
Opw¢ ma e v lotopia tou 2000 aiwva pe Tamo-
ATIKa TG KIVIHaTa Kat Toug MAAVOUS NYETES TG,
Autd mou anopéver ivai n «akiviym lotopia»,
omwg v ovopalet o Oepvave Mmpoviéh, «n e-
YGAn porj mou Kivei O\ v avBpwnommtas.” Ena-
vépxeta otic aoiké Tou andyelc yia Ty afav
ykapvt, kat padf pe v Mapoehiv Aopivav-1ev
dnutoupyei pia véa Kvnuatoypagiki goppa omy
onoia n didkplon peradh Tawiag VIokiHaviép Kat
Tawiac puBomaciag éxel e§aheipBe, katn dlvapn
¢ paviaciag BplayBeder, évavti onoladrnote
1deohoyiag 1y mohrmikou kivijyatoc. Nt autr amo-
iével wg 1 mo Bepehodng Sivapn 6tav OAeg ol
0UYKPOUOEIC, 01 MOAELIOL KL 01 QYVES TIOU EXELKI-
vnatoypagroei nepdoouve: n dbvapn e pav-
Tacfag Tou id10v Tou KaA\TéN.

‘Evac axpaiog aiwvag

«H dnpokparia péoa oty Tawia [oto péco] elval
1) H6vn dnpokparia mou pmopei va edpaicioel évag
KaANiTéyvng, yia Tov amhé Aoyo nw [péoa oto
1é0o] éxertov Tehkd Aoyo. Mia dnpokparia pop-
iag, juia dnpokparia ulikol, akA, eniong kai Hu-
Bomaoiag mou oto Téhog mpénel va napapeivel
oupBolikr, agol dev ymopel va aokroel Kapid
aAnBivA e€ouoia otov mpaypatikd kdopo. Miaté-
100 éMelyn e§ouoiac dev firav anodext yia tov
[16pic, oo peyahdrepo pépog ¢ (wrig Tou, kat Ba
{Inopouoe va unootnpi€et kaveic nwg tav otpa-
Teupévog ato BaBpd mou Slakivduveue T dnpo-
kparia ¢ gdppac (v onoia omopadika avé-
otelhe), mpokelyiévou va Slahé€ei mheupd avdyieoa
oti¢ Suvayierg Tov mpaypatikol kdopov. Ma o
otoxo auto, diaxivdivevoe kai o idlog, kat mé-
PQ0E AN aKpai€g KATaOTAOEIC, Yia TIC Omoieq o~
pei va BewpnBei «undhoyog, obpPWVa e pia
avaon Tov épyou Tou 1Beve and Tov oknvoBém
lioxav Bav Nrep Kékev." To kwnpatoypagiko
£pyo Tou 1Bevc eivar, npdypar, akpaio, pe mok-
Mot¢ Tpomoug, wg ia aviavdxhaon Tou «aiova
Tw Akpwv» 00HQwVa e Ta Adyia Tou oTopikoy

Epik Xopmapmaouy. 0 2006 aivag pag divet v
€lkdva pta Baid ouykAovioTikig maykdapiag ena-
vdotaong, and it ayporiki kowwvia nAikiag
7000 i€ 8000 et o€ éva Hovrépvo, Blonya-
voroinpévo kdopo." To Kivnuatoypagiko épyo
Tou IBeve napouoiddel T ouykAovioTIKr autr pe-
TapOppwon éral omw Oev To Exel kavel Kavévag
aMog oknvoBétn, kai anoktd dlaypovikr affa
¥dpn o' auto. LTo viokipavtép Tou yia T ltakia
0 IBeve knuatoypagel éva kKAaoikd vad kovid
070 AYKPIYKEVTO TG ZIKeNag, eva) n pwvr) Tou
oxohaor et «An6 Ty enox Twv Kukhanwy,
Timota O¢v éxel ahhadel €6...». Me éva navopa-
k6 mdvo n kdpepa aN\dCel anotopa Kated-
Buvon yiava kataypdue pa BaAdooia yewtpnon,
«... jéyptmov avakahipBnke metpéraion. Ot ya-
pddec g ZévrepCe, mou BAémowy To mavdpyalo
€UmopI0 Toug va ofrivel e€arriag Tou ppdypatog
Tou Apohourtvilk, ot kipyiCiot vopddeg g oré-
TIag v TpEMel §a@vikd va EToikrioouy o€ éva
Blopnxavikd auykpdTna, N OIKOyEVEla aypoTiv
oto Oydto mou éyet mayibeutel oTov 1076 TG e§ou-
oiac, o1 kaNNiepyntéc puctot oy Kiva kai to Bier-
vy nou BAénouv va aveyeipovial vikdpvol,
(opdypata Kai nAekTpIkoi MUAGVEC... Aot autoi ot
avBpwnot Picovouy Ti¢ pidikéc autéc aMayég and
TIPATO XEPL.

Avaroh kat Aven

Auto iov urovoeital €6t €lval pia enavdotaon
TIou éy\Ve j1éoa o’ éva odvtopio Xpoviké didatnua,
e Moo peydhn Bia Kat e Ty avtandrn piag
Tautoxpovng Kowwvikc aMayrg. H avtimapd-
Beon avdpeoa otov «kanirahiopd» Kal Tov «Kop-
{ouviop0» yia T nyeovia Ba amodeiyted pikpric
10TopIKM¢ onuaociag, dnAwvel o Xopnopndouy.
Akopa mepioodtepo, agpod, kai Ta dbo ouotr-
yara, AvatoNqg kat Atang, €xouv npoonaBrioel,
HE pia apatnpr kodpoa, va entixouv éva napd-
11010 €i60¢ Bloynyavikric enavdotaong. Auto -
vl yiari o 1Bev Sovheye yia duTikéS eraipeieg
onwg n Philips kat n Shell, yia ta ouppépovia
Tou Aiaviod Tou Potepvray, yia To a6 ENI,
KaBioc kat yiamehdreg and tov Tpito Koo, yia to
Avarohikd Mok katyia v Kiva. Htavia g OF-
¢ Tehetver e pia padioguwvikr petadoon, mov
avaylénvoetal opad pe T padioguvikn exnopnr
TG Tawiag KouaoudA 1 o Tpayoddi Twv npdwv

ot 2Zopietkr) Evwon. Htawia Avaruyia ato Mo~
PIVAC, Yupiapiévn oTnv mEpIOy ) TwV BENyIKGY.0pu-
Xelwv, Bplokel ouvéxela oe pia puoikn exboyr
6, 6Mwg Kat oto apepikaviko avriotolyd g, H
Tawiaylaovlomaviko Ejiguhio éxeimohég ojlol-
0TNTeG e Ty Tawia mov yuplotnke ot dlayw-
plaTiki ypapy oto Biewdy. H1déa e tawiagyia
Tov Aveplo ot votia faNhia éxetTic piCeq Tic oe pa
10¢a yla To Maxpid an'o Biervdy. H Avatoh kat
 Aton unepBaivouy Ta aivopd Toug oTiC Tawvieg
Tou 1Beve, Omwe akpIBag Kat oty MPoowWIKr Tou
(wr, mapoha Ta npoPAquata mov mepiBaMovy
10 dlaBampio Kat Tig GeohoyikéG Tov ouykpoU-
0el¢. AoBdverai to {010 oo oniti tou ota Kivnpa-
T0Ypagika otolvtio Tou X6Nyouvt, 6w kai oto
atobvtio Melyapndy ot Mooya r) ota Kevipikd
Kivnuatoypagixd Zroovrio Emkaipwv kai Ntok-
pavép Tou Mexivou. AxGpa kat xwpic v dvean
€v0¢ atouvtio, o 1Bevc Ba katagépel kat ndhi va
douhéwet pie veapol oknvoBetes ot Xikr, v
KouBa, to Bievap  to Mal. O 1Beve efvar évag
dteBvric oxnvoBémg mou xpnaiporolei tov ka0
0av aTobvTIO Tov, ave§dpTnTa and YuyIkar yew-
YPaQIKa abvopa.

Maypovikr afia

0 ghéaogog Tlov Mkpél katahqyel ki QoG Mwg
o1 0o kupiapyec tbeooyieg, 0 Map€iopoc kai o
oheNeuBepiapidc, mapd tov Biato, Bavdoiio né-
Aepo oo omoio Ta 6Yo autd ouotrjiata embodin-
Kav 1o éva evavtiov Tou ANou katd Tov 200 al-
wva, éxouv moMd kowd.? Kai ta duo eival
QuTIopévec 1beokoyiec mou mapiotavouy ot po-
pouvva emBarouv pua dievr taén. Kaita Sdo Be-
POV TIG TEXVONOYIKEG Kal OIKOVOpIKES EENiCeI
(G Tov MpWTapYIKO mapdyovia, OUHwVa e Tov
Tkpét. Auto e€nyei yiai o IBevg mopouoe va owv-
dudoeitov gikeNeuBepiopo pe Tov Map&iopo oxe-
TIkd e0koAa péoa Tov. Kai ta duo ovotripata em-
Bikouv va E6paithoouy To HoVTEPVIONO éoa o
Aiyo xpdvo, Omwg édei§av ol Tawieg Tov 1Beve,
an@vTaq Ti MoATIOIKES kal BpnoKeuTIkéq ou-
VIOTWOEC,

Tadéxaeheutaia ypovia g {wiic Tov o 1Beve,
ouveIdnTonoinae Ta 6pia Kat To apviTIkd avti-
KTuno autod Tou (5ou Hovrepviagiou, kai Tovioe
™ onpaoia Tou MOATIOKU, TG HETAQUOIKTG Kat
¢ nveupanikii petavdotevong. Hoknvi ato Mia
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0opia tou avépiov, ot onoia évag KivéCog épxe-
TaIMavi O€ ylia Kaprha otV épnyo, kouBahdviag
duo avepotrpeg eivar diagwriotikd. (¢ unotv-
nideq oxa Ohwv Twv VyIKapiviv Kl Twv he-
KTPIKG@V UA@VWV TTov Kivnpatoypagnoe, ot lo
QUTEC unyavég mapapévouy. X épnpo dev pno-
pel va ekniCer kaveic 6t Ba kvntonotroel Tov
Gvepo, yiari kan Térolo anamel v payike 60-
vajn pag yovaikag kai m Svapn g paviaciag
€vo¢ oknvoBém. And 1o 1988 kioAag, mpodyyehe
{1€ Tov Tpomo autd éva péMov aTo omofo 0 kAopog
kataxhoCetat pe npohuara nov agopolv oTo
HovTepvIopO. 2€ pia opiNia Tou, ota 90a Tou yevé-
BMa, oto Mouoeio tng Naipéykev, BAémovtag otov
iotay6 Baal, 0 1Beve mpogieetion: «0 21og ar-
wvag Ba elvar aiwvag Tov nvebpatog 1 dev Ba
undpyet kaBohou.

0TCov Ikpér dyhcovel Mg wg ouvénela g ka-
TAppEuanNG Tou Kopouviaoy, 1 tBeokoyiki oby-
KpoUon mou Kupiapynae oto peyahitepo épog
¢ naykoopiag mokmikr¢ katd T didpkeia Tov
200v aiva, agvika éxaoe T onpacia g, Autd
TI0U QMOJEVE| WG KPITTPIO YIa va KPIVOUYLE TIC Tal-
vieg Tou 1Beve, dev ivat 1 16eohoyikr kpion Ty
onoia 01 Tawvieg Tou éyouv 1600 ouyva urioBhnBei.
Ty Tégvn, pia moAiki| nemoiBnon pnopei va
anobeltel evblagépouoa w Kivpo evog kai-
TEXVI) yia va dnpioupyroe| éva OUYKEKpIyLEvo épyo
Téxvn, dev pmopei Opwg va exppdogl Ty Mol
6tnta Tou, K axopa Ayotepo T dlaxpoviki Tou
ata wg Térotov. Auté mou Slapkel eival n kaM-
TexvIkr) S0vapn, n Kvnpatoypagiki moiéta, n
€lkaoTikr Meupd.

MoAo eaoriko!

oot éxouv mpooéget Ta oydha Tou 1Bevg oyetika
IE TIC TINEG TG EmVeuor¢ Tou Kal Ty npoéAeuon
TWV EIKAOTIKAV Tou Tpotepnudtwy, Ba biamorw-
00wV Nw¢ avagéperal diapk oty nhodola e
kaotikr napadoon g ONavdiag, «/loNhol av-
Bpuanor pe pwtdve moiog oknvoBETNG pe ennpéace
TIEPIOOOTEPD... KI OTAV ANAVIW MW TA MEPIOOG-
1epa dev npoépyoval ano aoug oknvoBEreg,
@\ and T {wypagiki)... and Ty dikd pou di6-
paon ndvw ot napddoan ¢ OMavdikng (w-
ypagikic. Or avBpwnol autoi okégkav Ndvw
ota Bépara aurd exatoviddes xpovia nipw, npéner
va pehenaye 1oug Aaokahoue. Kar: «Or eixaoti-

K¢ TéxVeC Exouv enavaotariko avriktuno ndvw
Jou, yiati To Tahévto ov elva kaBapd eixaoTiko.
Moko €xaotiko! Ki autd anorehei pépog g ON-
havbikrc moNmioikA¢ pag kAnpovopide. Aev
¢youpe onoubaiou Tpayoudioté, ouvBere, Ni-
YU ovo kahol ouyypageic — éyoupe OpuG
onoudaioug (wypdpou, 'autodc Baoileraito &r-
Kaotiko pou Takévo, n aloBnan tng mpayuatiko-
a2 «Eijiar éva oMavboc peakiotrc, MG
v yAdooa tou Bav Mkoyk kai Tov Mnpodykel.”

[61aiepa yia Tig Tawieg mou o 1Beve ypioe oto
Mnopwad, v MpoBdve kai to Oydto, n doukeid
1ou Bivoevt Bav [koyk (1853-1890) firav pia miokd
onuavrikr mnyn éunvevang (...). To épyo Tou (w-
ypdpou Tou 160v ativa, Mmpobyke (1520-
1569), ypriotievel we éunveuon yia pia aAn oeipd
Tawiwy, Eexvaviag and 1o 0 2nkovdvas ouvavid
10/Tapion (1957) kat kataAfyovia ato Porepviay,
10 Advi ¢ Eupamng (1966), mou nephayBavel
Tov mivaka 1ou Mrpolykeh «O mipyog ¢ Bapels
(1563).

Mia oagric ouvdeon
And 10 1930 ki6Aag, ki v o 1Beve dev doleve
napanavw ané Tpia xpovia wg oknvoBég, o
QEPIKAVOC 10TOPIKAG TOU Kivnpatoypdgou Xapt
Ahav Notdpkiv avakdhuye, agou €ide Ty Tawia
Takipara (1929), pia woyupri oxéon avdpeoa oti
KIVNHATOYPAQIKES EIKOVEC KatTov Adiko peakiopio
¢ oNhavdikri Téxvng g {wypagikig Tou 170v
awva. :
Aexaetie apyotepa o Kavadog Bewpnuikdg
Tou Kivnpatoypdpou Topag Bo pehetd 1o Bépamio
eniotapéva kai katahqyel mw moNoi {wypdgpot
an6 v oN\avdki) autr napddoan, Hnopolv, pe
Kanolo Tpdro, va aviyveutaly 0T0 KIVNatoypa-
QIko épyo Tou 1Beve.> HEAev Bav Ntovykev, nyu-
vaika nov, nepioadrepo and onotovdrmote Ao,
WVWPICeI TIC KIvNaTOYPagIKEC 1KoV Tou 1eve,
apod firav umevBuv yia 1o povidl Twv khaoikwv
Tou Tamiv TG Sexaeia Tou 1930, pekerdel T
0éon avdpeoa atoug niakiodc Aaokdhoug i (w-
YPAQIKI]G KaI TRV KIVIaToypapIki] Téxv €86 Kat
bexanévie xpovia, e81kd o€ o1 agopd oty po-
vodidorarn eixova kai SnAwvel <undpyel pia oa-
@ric odvdeon.” 0 totopikd Téxvng, Top Mkavivyk,
€€yl ki Qurdg nwg n Kvnpatoypaqiki dovapn
Tou 1Beve, obpwva pe T WO Tou, éyKenal

Kupitwe otny omtiki napatfpnon, £101 O ex-
niopeveta an6 v okkavéix ommikd napadoon,
110v 1) 10Topikd¢ Téxvri LBerhdva Aknepg ovo-
paoe «H Téyvn e Meprypagrics.”

faAa{i0
210 Aikvo ¢ mhotoiac autric ekaoTiki¢ napd-
Boang ¢ Oavdia Bpiakovrar tpia abéhgia, o
[i6xav, 0 Xéppav kat o Mok Aignovpyk nou é{n-
oav and 1o 1380 péypi 1o 1416. Me v eixovo-
ypdgnan tou BiBNiou twv Qpav «Belles Heures»
(ca. 1404) kar tou «Tres Riches Heures du Duc de
Berry» (1412-1416) ebpaiwoav To Sidonpo
Gvopd Toug oTnv.1aTopia TG Téxvng. Autd nou o
1Bevg dev pnopotoe va Eéper doo (odoe, eivar
nwG ot kaNéxveg autoi efyav yewnBei oty
Naipiéykev.®

AxpiBig nwe kai o 1Beve éuyav pikpoi and
0V noAn Toug, kat picwoav otn fakhia, 6mou ka-
BiepcBrikav we o1 kahiTepor Kahéyveg ¢ emo-

Xi¢ Touc. Ot opoiTNTES €ivar TouAdyioTov Eviu- _

nwolakéc. Ta abéAgia, onwg kai o 1Beve, élnoav
0€ Enoyéc akpaiac Biag kai mpooégepav Tig umn-
peoieC Toug 0€ KANoI0UG aNd TOUg Tiio anavTH-
KoU¢ Apyovteg Tou kaipol Touc,. fMapd Tov ex-
BapBwrikd peahiopid Toug, oUTE ot PvIATOUpEC,
aMd, olte kai o1 Tawieg napouaidlouv agriaoi-
dwn mv npaypatikétnra. Ta adéhgia dev dei-
yvouv Tou¢ NapiQidvoug nou Balouv pwrid oto
kdatpo Tou Aolka Tou Mnépi, olte v avti-
07001 ToUg EvavTia oTnV PopoAoyiKr) Tou Mok
k. Eariag Tou kaBohikod Toug undBaBpov, 0

pealiopog Twv adehpwy, nwg katTou 1Beve, &i-

vai eumoutiopiévog e peraguoikr). O piviatod-
PEC Eivar UOTEPEC HEOQIWVIKEC, EIOQVIKEVEVES
€ikveg TG «xalig KuBépvnongy, onwg axpiBag
Kai 0 1Beve ouxva KivnjaToypapei TIC OUTOMIKES
TavopapikéS andpeig Tou 200u aiva nou [no-
polv va unap&ouv povo otic Tawieg tov. 0 Quy-
TIEPTO EX0 EMONuQivel TIC KIVNYATOYPagIKES ape-
Té¢ Tou «Bihiou Twv Qpave, nou pe Ty akkayi
Twv akohouBicv, and pépa oe vuxta, Snioupyel
Jia Kvnpatoypagikr aiobnon dpdyarog, 0 Aov-
ka Zav tou Mnépi mBavov va eixe SiaPdoer 10
«BiBhio Twv Qpav» €11 g epeic onpepa BAE-
TIOUME KIVNHatoypdgo kat thedpaon, uoBerer
0 Exo.” To Tonio g veotnidg Toug, 0 Adgog otov
onoio Ppiokerar To kdotpo 1ou Bakkog, e T

B
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B€a oto notay, kat ot anognpapiéves ektdogi
TPIYUPW Kat Ta obwepa niov yepiCouv Tov oupavo
nAd, enavépyovrar kai ta 600 we napdpoia o-
nia ot pviatoupe mou éxouv (wypagioet Ta
adégia, omw, yia mapddewypa oe oeNieG nje-
pohoyiov 6nou pmopolyie va do0je Tov moTapo
2nkoudva KaBwg Kat HEIKEG MavopapiIKeq EIKo-
VEC TWV TaWIev Tov Beve,

AvapgiBola, Ta Tpia abéhpia éxouy, Omug
axpiBs kato 1Beve, Eanhcoel avaokea otig oy-
Beg Tou motayov Bdah, éyouv kohupnraet o’ au-
T0V, KI éyouv Kortdgel Tov yahadio oupavo ané
nidvew Toug. To yahadlo eivai 1000 apaxtnploTikd
TWV pviatolpwv 1wV adeAgav 600 Eivat kat Twv
Tawiav Tou 1Beve. Mia kaBnpepwi epneipia ot
@Uon mou éxel, j1€oa a6 Ty elkaoTIk paviacia
TWV KaANTERV@V QUTAY, PICWOEL oVIHa oty Té-
XV — O Kat otny (otopia Tou Kivnpatoypd-
®ov. «... jta anépavrn aioBnon eAeuBepiag, eival
oav va kortdg ouveywe BaBitepa oto yahddo,
0w o€ jidria péoa ota omoia BENelc va ayvaveé-
eic— éva aneipo...»

And 1o BipNio Tou André Stufkens, Joris Ivens.
Weltenfilmer, Europdische Stiftung Joris Ivens,
2009

"Joris Ivens, The Camera and |, Bepohivo: 1969, o). 30
*Tpdypa tou Mpi 1Beve atnv Miep Bakykepi-kepdv
n.d. (mBavov otic 22 Auyolatou 1922). uboyi Ap-
yelov Miep Baykepi-Tkepdv, opic 1Beve / Eupuw-
naik6 16pupa Nopic 1Beve, Naipéykev (JIA).
*Tav Kar, ouvévieu€n pe Tov 16pic 1Beve, De Nieuwe
Linie - The New Line, 14 O¢Bpouapiou 1976.
* BAéne kegdhaio «A Tale of the Wind» ato Bihio
1ou André Stufkens, Joris Ivens. Weltenfilmer, Eu-
ropdische Stiftung Joris Ivens, Naijiéykev 2009 — oo
457/497.

[pdypa tou M16pic 1Beve oty Miep Bakykepi-Mkepdv
n.d., 18 Oxtwppiov 1924. Coll. MBG/JIA.
* NapaBépata twv Zeppév Mkpih kat Mapiov Mioéh,
600 ouvtpowv Tou 1Beve yia Sexaeriec, PAéne André
Stufkens, Passages. Joris Ivens and the art of this cen-
tury, Naiéykev: 1999, Mouoio Bakkdg, 0. 29.

I paypa tou Nopic Beve oy Miep Bakykepi-Tkepdv,
n.d. [Tpit Bpadu (1922)]. JIA
"0 Bikyehy 1Beve exhéynke we o mparog npoedpog g
Evwong OMavdav Owroypagwy, Kai WG ypapparéag

£ ¢ Humanitas, piag ETaipeiag agiepwpévng o gpov-

Tia Twv eKTomopévwy avBPWIWY Kl TWV 0pPavay.
0 natépag 1Beve eivar pélog Tou Stotkntikod oupBou-
Nov ¢ Evwong Epaoteyvav ONavbdv Owroypd-
Quwv, TomKoc oUpBouAag Kai [1ENog o€ MONNEG MéoyeC.
* Ano ypdpya tou Nopig 1Beve anv Miep Balykepi-
[kepdv, 27 lavouapiov 1925. Coll. MBG/ JIA.

1% And auvévteuén Tou Mopic 1Bevg atov Mapoéh Map-
Tdv 010 “Entretien avec Joris Ivens”, mép. Ginema 69,
1. 132, OeBpoudpiog 1969.

" Joris Ivens, The Camera and |, BepoNivo: 1969, Ge\.
30.

" Joris Ivens, “Quelques réflections sur les documen-
taires d'avant-garde”, oto meplodiko La Revue des
Vivants, 1931, x. 10, 0¢\. 518-520. JIA.

" Joris Ivens, “Zur Methode des Dokumentarischen
Films, ins besonder — des Films Komsomol”, x€ipo-
ypago, Mdoya OeBpoudpiog 1932. JIA.

" Robert Sklar, Film, an International History of the
Medium, New York: 1993, 0. 251.

% Erik Barnouw, Documentary. A History of the Non-
Fiction Film, Néa Yopkn [1974] 1993, 0€\. 172.

1% Michael Chanan, The Politics of Documentary, Aov-
divo 2007, €. 6.

" Elizabeth D., “Le plus vieux cineaste du monde”, in
Actuel, Ty.. 83, ZemépBpioc. 1986, 0e). 127.

% Johan van der Keuken, “Speech on the occasion of
the 90th birthday of Joris Ivens”, 1 OktwBpiov 1988,
Commanderie van St. Jan, Naijiéykev.

" Eric Hobsbawm, An age of extremes, Utrecht: 1994,
p.22.

® John Grey, Black Mass. Apocalyptic Religion and
the Death of Utopia, Aovbivo: 2007, o€A. 30.

' A6 pia ayyhir) ouvévteu€n tov Mopic 1eve atov
Avaroh Ztepv, 1948, BapaoBia, daxtuloypagnpévo
Keipievo Twv apyeiwv Tou Xavg Béykep/ JIA

2 An6 ouvévrevén Tou [10pic 1Beve omy Nétpa Aard-

atep, ota Berlin Meetings, Foreign Artists in Berlin
1918 e 1933, Bepohivo 1987, 0eh. 127.

3 And ouvévteuén Tou Mopic 1Beve otov Mav Mmapr
K\datep, Het Parool, 18 NogpBpiou 1978, geN. 26.
“Harry A. Potamkin, “Film beginnings in Belgium
and Holland”, avo Cinema, lotviog 1930.

% Thomas Waugh, Joris Ivens and the evalution of
the radical documentary, 1926-1946, Simhwpatikn
epyacia oto MMavemotAuo Koholpma 1981,
0€\.57/58. Béne yia napadeiypara: André Stufkens,
“Inthe Light of Dutch Realism. Solace and Hope in the
Art of Vincent van Gogh and Joris Ivens”,ato Ginema
Without Borders. The Films of Joris Ivens, Naijiéykev
2002, 0¢h.28/41.

% And auvévreuén g ENev Bav Ntovykev oty EMev
Bdkep, NRC Handelsblad, 5 AexenBpiov 1975, Helen
van Dongen Collection, Filmmuseum Amsterdam.
“Tom Gunning, “Joris Ivens, Filmmaker of the Twen-
tieth Century, of The Netherlands and the World”, oto
neplodikd Cinema Without Borders. The Films of Joris
Ivens, Naijiéykev 2002, aeh. 19/ 27.

() Opivrpiy Nkopioev avakaumel 1o 1995 ota &n-
Jotikd apyeia g Naijéykev 0Tt 01 OIKOYEVELES TwV
(wypdowv Maé\BaeA kai Bav Abpmopyk katdyovtav
an6 v noAn ¢ Naipéykev. To 2005 yia npa
@opd, kat perd and 600 xpdvia, 1o épyo Toug mapou-
oidotnke otnv Naipéykev, oto Mouogio BaAxdg. To
2008 ka1 10 2009 10 Mouaeio Mkém ato Aog Avideheg,
onwe kai o MntponoAmiké Mouagio g Néag Yop-
kn, Ba phogevioouy exBéaeic g Sovheidg Twv
ASeNgv Almoupyk.

# Umberto Eco, atov npdoyd Tou yia 1o Les Trés Ri-
ches Heures du Duc de Berry, Napior 1991, o). 7/9.

Merdgpaon: Zwri-Mupte Poyonoddoy
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Visual, very visual.

An introduction to the film oeuvre of Joris lvens

by André Stufkens

“The film screen is not a window through which
one looks at the world, it is a world unto itself
Joris Ivens'

Inlove

On the banks of the broad Waal River near his
hometown of Nijmegen, the young Joris Ivens
daydreams lazily. Filming is not even hinted at,
since that moment s stillfar off. Instead, his fan-
cies turn towards the thing that is foremost on his
mind, love: “Yesterday | was on the river, the day
wasagodsend, the sky a clear and deep blue, one
of those days on which it feels good to lie on
your backin the water looking upward, suddenly
shaking your head, arms spread wide. You feel a
force growing within you —a wide sense of free-
dom, itis like gazing ever deeper into the blue, as
in eyes you want to peer into it — an infinity”
Ivens writes to his beloved.” Almost forty years
|ater, the same Joris Ivens lies on his back on a
Mediterranean beach, and sees the blue skies
above him. Unexpectedly, the mistral wind
swoops down. There Ivens conceives the imagi-
native film plan “The Clouds’; which will result
eight years later in the film The Mistral (1965),
and also creates an idea for his Rotterdam film:
loaded onto an airplane, the camera dives from
the clear blue skies to the flat polder landscape
below, soars upward again, only to dive down
again onto the harbours... Six years later, after his
confrontation with the mountain ranges in Xijiang
andTibet, Ivens pens an even bolder plan: a cin-
ematic journey from“The Rooftop of the World“in
western China all the way to the eastern China
Sea, and from there down into the ocean. This
idea will be executed, albeit on a less grandiose
scale, in his final chord: at age 89, Ivens con-

cludes his long cinematic career, spanning more
than 80 films, with A Tale of the Wind (1988),
once again in China. The films opens among the
clouds, and proceeds to show the young lvens in
Nijmegen...

One whole

The film oeuvre of Joris Ivens forms an organic
and complex whole. Now that his classic films
have been compiled in a DVD collection for the
firsttime, one can fly through his films as it were,
and discover his personal theme$ and their strong
mutual connections. For instance, Rain (1929)
contains a scene, in which lvens films a group of
umbrellas on a wet Amsterdam street. Almost
fifty years later, on a drizzly day in Shanghai, Ivens
watches from his hotel room as a parade of um-
brellas passes by below him. He immediately
takes up his camera and starts filming, within
that uniform mass, a small umbrella that is
twisted round cheerfully.

In Ivens'film oeuvre, the same subjects and
style forms appear repeatedly, blow up, hold their
breath for a moment, before they are being ex-
haled again in full force. Ivens made his first film
atage 13,and cast himselfin the lead part as the
“good Indian’, against the backdrop of Nijmegen’s
sandy hills. In his fast film — 75 years later —
Ivens once again plays the main part, as a mild-
mannered, wise old man, this time against the
backdrop of a desert in China. Both films have
happy endings, as do allfilms by lvens. Both films
contain a scene toward the end, which includes
atentand a group of people that can be seen liv-
ing together harmoniously, after an external
threat or enemy — a kidnapper or the wind — has
been defeated successfully.

Movement

“All my films share the main characteristic of
people who are moved by something. By their
desire to be free, by water, by wind. | believe
there is no difference between Ivens who films
the wind, and Ivens who films revolutions’,
explains Ivens.’ The extensive concept for a
film about the mistral wind in southern France
transforms into a film concept for and about
the Vietnam War, then it changes into a plan -
for a film segment on the Cultural Revolution
in China, only to return again to the basic idea
of making a film about nature and culture,
but this time based in China.* Usually the cen-
tral themes of nature and 20th century history
are worked out within the framework of one
and the same film. The bright sun and hard
wind that ravage the hills of Valparaiso or
Marseille, invite at the same time lyrical film
images as well as images of a community
committee and homeless peaple that seek to
improve their living conditions in this harsh
natural environment. An ordinary act in na-
ture can obtain historical importance: when
some Vietnamese villagers comb their hair
near a water well, while Phantom jet fighters
roar overhead, this becomes a symbal for the
fact that they are unshaken, both as adver-
saries to the Americans, as well as in their
moral conviction that they will win the war.
The twirling of fire-sticks by an Amazone In-
dian even gains significance in the light of all
of humanity, when in the editing process it is
directly followed by images of an atomic
bomb. The fact that Ivens looks upon nature
and history as an organic unity, comes from
his youth.
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Ivens family

Joris Ivens is born in Nijmegen on 18 November
1898, and grows up amidst the rough and un-
touched nature that surrounds the city, landscapes
that bear direct traces of Batavians, Romans,
Franks, and Vikings. The young Ivens loves to play
outdoors and will remain an enthusiastic walker all
his life. He compares his emotional life to nature
when he writes to his beloved:“We are, asit were,
two separate trees, each on one side of the same
road. It is the same wind that moves us..."In the
correspondence by Ivens this 19th century men-
tality, that s so significant for the Romantic period,
resurfaces in countless quises: “We can learn from
the mountains, greet the mountains; There can be
no half measures, we must strike, we can be like
horses."This bond between an experience of na-
ture and an emotional state remains a constant
factor in the life and work of Ivens.

His sheltered and adventurous childhood
within a harmonious family forms the basis for a
lifelong sense of optimism and the desire for
friendly relations. To work out conflicts is not
taught in the Ivens home, everything is being
held in. This results in a lfe filled with evasion of
conflicts as well as many long-term loyalties, in
which sincere loyalty and evasiveness, absolute
and lesser lies told for the common good, blend
together seamlessly to avoid having to hurt some-
one.“[tis the one thing that | can offer from my
restless mind. Unshakable faith in the beauty of
everything that surrounds us, in well meaning
people’; he explains to his beloved. Laterin his life
former partners of Ivens will state that with him
everything was always “clean and simple” and
“easy going"® Problems are usually shrugged by
him, even in the most extreme of circumstances,
and when even he s at a loss, Ivens fleesinto the
stillness and solitude of nature, preferably the
mountains, unreachable to anyone. To depart from
there, as ever, to some faraway frontline, another
“historical junction”,

From an early age Ivens'father has taught him
—with what the Germans term Bildung, (mean-
ing moulding, both in a scholarly as well as per-
sonal, developmental sense) — to always take
the initiative, realise progress and to be a part of
history. “Astonish! Always astonish!” is the life

motto of father Ivens, who presses his ity with
plans to help further the reputation of Nijmegen
farand wide. What Ivens father realises locally, his
son will achieve cinematically on a global scale:
technological progress which will help to im-
prove the prosperity and wellbeing of many.

Power struggle

In both Ivens person and work two inclinations
seem to be at odds with one another: the ten-
dency tosstrive for harmony with both nature and
man, and the will to leave a mark on history. He
wiites to a female friend in 1922: “Sometimes |
wantto enjoy lazily everything around me, justly-
ing on [my] back, looking at the clouds and the
people—and then | want to be part of everything,
rightin the middle of it, helping people and show-
ing them how beautiful and fulllife isin allits ex-
pressions, the sad, the beautiful, the sweetest,
everything...” Those are not two opposites, but
twosides of one and the same person. The catholic
emancipation at the beginning of the 20th cen-
tury, inwhich Ivens father plays a part as chairman
of the debating club”Faith & Science’; provides an
ideological condition. The carefree are in a state of
great concern about the afterlife, about salvation
of their souls, which expressesitselfin missionary
zeal and a radical power struggle. Both Ivens'
grandfather, the German born photographer Wil-
helm Ivens, as well as his father, the photographic
salesman Kees Ivens, use, as catholic businessman,
the emancipation struggle to improve both their
own position and that of their city. The camera, so
they find, can be a powerful factor to strengthen
one's social position.

Film League

The art of seeing s central to the Ivens family, see-
ing through the mechanical eye.

Wilhelm Ivensis a city photographer, a functionin
which he artistically documents documentary im-
ages. All three generations, Wilhelm, Kees and
Joris Ivens, study in Berlin and acquire a thorough
technological grasp of their profession there. All
three are adeptin the forming of lobbies, both pro-
fessionally as well as socially.* When Joris Ivens,
upon completing his Economy and Photo-Tech-
nical Studies, takes up work in his fathers pho-

tography businessin Amsterdam, heis a business
manager and not an artist. But the artistic circles
that he comes into contact with in Berlin, continue
to have a strong influence on him in Amsterdam
as well. The artistic world provides him with an
opportunity to break free from his parents, and to
rebel against the pre-WW | generation. “They're
pitiful...their children as well; when they can't
break with the ideas of their parents or make them
more pliable, then they must be more revolution-
ary. Forsaking material things in order to achieve
ideological goals." This could serve as the motto
for a whole generation of young artists after the
“Twilight of Humanity” of the Great War.

The founding of the Film League in May of
1927 propels Ivens into the world of film art. The
platform provided by this cine-club offers him
every opportunity that will eventually mould him
into the film artist he becomes. He meets with
painters, writers, architects, who are of the opin-
jon that film should be a pure art form, inde-
pendent and untainted by the commercial, profit-
seeking film industry. On the editing table Ivens
studies many miles of film from foreign directors
such as Eisenstein, Pudovkin, Dovshenko, Vertov,
(avalcanti, Ruttmann or Richter, all of whose films
are screened by the Film League. He also gets to
know these European filmmakers personally. By
closely examining their work and building on his
family tradition, and by working feverishly, he
manages to create during those first four years an
amalgam of cinematic styles and themes. His irst
films show bars, traffic, people on streets, a bridge,
arain shower, but also depict impoverished peat
workers in the province of Drenthe, or the com-
munist daily newspaper The Tribune; abstract
forms such as black squares and cones, surrealist
effects, animation images, company commercials
and union propaganda. Those first four years pro-
vide the nucleus of all the components that will
make up Ivens'film career. He is not so much in-
terested in the documentary film, since the mere
notion of such a genre does not even exist as yet,
buttofind and explore a new cinematic language,
one that depicts the modern age and at the same
time ties in with the many different artistic trends
of the time: abstract art, the New Realism, surre-
alism and expressionism. Soon Ivens belongs to
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the art-film forefront in Europe, and as such be-
comes the flag-bearer of Dutch film art. As insti-
gator of a modern new aesthetic which forefronts
lighting, composition and the tactile qualities of
the physical world, he embodies the birth of the
Dutch school of documentary, which will be the
dominant factorin Dutch film culture for the com-
ing decades. Not only is Ivens an independent
filmmaker, butalso a technical advisor, film trainer,
producer, organiser, lobbyist...

Avant-garde

Film proves to be the perfect means of expres-
sion for Ivens, since this medium provides an op-
portunity to miraculously combine his two op-
posing inclinations — towards nature and
towards history. He can carefree follow a rain-
drop dripping its way down his attic window, or
the wind that blows up the sand on the beach
near Katwijk. The physical world, that has such
a profound attraction on him because of its fun-
damental physicality, is documented by Ivensin
a new and freestyle form, with a simple hand-
held, and subjective, camera. | show water, fire,
wind and earth. For a documentary filmmaker
the natural elements are what colours and
shapes are to the painter. And we have no'stars,
no actors, so the natural elements become our
stars” On the other hand, Ivens realises that
film can exert influence on both audiences and
society as a whole. This influence is inherent to
the magic of film art.

A fictional idea can be transformed by Ivens
into an artistic cinematic reality which, because of
the profound sense of truthfulness of documen-
tary film, will be perceived as‘“real”.

Akey moment must have been the filming of
The Bridge (1928). Everyone thinks of The Bridge
as being a realistic film. In fact, the film story is
pure fiction: a train stopping for an open bridge
has been fabricated by Ivens to enhance a sense
of drama. Itis with respect to The Bridge, the film
which forms his interational breakthrough in
1928, that vens concludes: “The film screen is not
awindow through which one looks at the world,
itis a world unto itself*"" This remark will prove
fundamental to his film career. Most of Ivens films
have a hybrid form, intermingling spontaneous

reportage, re-enacted scenes and visual lyricism.
The definition of documentary film for Ivens is
therefore a simple one: all films that cover the
range between feature film and newsreel footage.
A very broad spectrum, therefore, with sheer
endless possibilities.

The personalised documentary
The artistic avant-garde from the 1920's radi-
calises during the years of the Great Depression
in the 1930's, and often keeps pace with the
political vanguard. By joining the communist
movement, and departing from The Nether-
lands, Joris Ivens is able to distance himself
from his dominant father, both ideologically
and geographically, and to work on his film
career. It gives him an opportunity to find
clients and commissions, and to make films
that have a direct impact and play a historical
role. “At the present state of affairs, the docu-
mentary is the best means to find ways that
lead to the true [essence of ] film', Ivens states
in 1931.7

Ivensis one of the pioneers and shapers of the
first surge of classical documentaries in the 1930's,
when the need for mass communication grows
ever more rapidly. Ivens still takes his inspiration
from the feature film, as he has done so ever since
he, as a 13-year old, made a western in 1912.
Whilein Moscow in 1932, he formulates his own
documentary method, in which he, as opposed to
Dziga Vertov's Kino-Pravda, makes use of recon-
structions and re-enacted scenes.” He wants to
make documentaries with which the audience is
able to identify, with the same sense of drama as
afeature film. This can be achieved better, accord-
ing to Ivens, by letting peaple function as narra-
tive threads, to be followed throughout the film.
Inreality he experiences many times how difficult
itis to realise this concept of the personalised doc-
umentary, because real people in extreme situa-
tions, such as wars, cannot be directed. Right up
1o his last film, in which he acts himself, he does
not deviate from his method.

Power
Within ten years after ivens took up s simple Ki-
namo camera, and started filming as an amateur

inlodgings on the Zeedijk in Amsterdam in 1927,
heis invited to the White House to a meeting with
the most powerful man on earth, American pres-
ident Franklin D. Roosevelt. Ivens hopes to use his
film The Spanish Earth (1937) to persuade the
president to change his policy with regard to the
Spanish Civil War. This speaks volumes on the in-
fluence that documentary film has been able to
establish, in a short period of time, within the:
media- and cultural landscape, an influence that
is consciously sought and organised by vens.

His film Power and the Land (1940) proves the
most effective documentary to promote Roo-
sevelt’s New Deal policy." Before that, Ivens has
been allowed, as first westemer, to make a film
about the execution of the first Five Year Plann the
Soviet Union (Komsomol 1933); making a lengthy
film about Philips (Philips Radio 1931) and — ac-
cording to his own words — influencing the Bel-
gian parliament with his cinematic indictment
that is Borinage (1934). He becomes the first
chairman of the ADFP (Association of Documen-
tary Film Producers), which brings together the
most renowned independent filmmakers in the
US, such as Flaherty, Grierson, Losey and Bufiuel.
Ivens has admiration for the National Film Board
of (anada, a govemment institution founded by
(Grierson in order to produce documentary films on
a permanent basis. He seeks to establish this ex=
amplein the US, and later on in the Dutch-Indies,
in Indonesia and other countries. Caring for a na=
tional film culture, in which the documentary film
is taken seriously and plays a full-fledged role,
has been his main concern for decades.

During WW If the influence of documentary
cinema increases even more, and even becomes
part of the cultural warfront. Ivens warks with
John Grierson in Canada on a film aimed against
the German deployment of U-boats; and collabs
orates with Frank Capra on the latters famo:{
Why We Fight and Know Your Enemy-series.
documentary film has become main strea
whichis proven by the fact that Ivens is invited
Hollywood, to advise the motion picture indus
on how to increase the level of reality of fea
films. The growing status of documentary ci
inthe 19405 expresses itself in Indonesia
(1946), in which Ivens challenges the Dutch
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thorities to give up her colonial policy.Filmmak-
ers had gotten used to being around the centres
of power’ states documentary film historian Erik
Barnouw.”

Global Village

During the eight-year period that Ivens works in
the East-block — between 1947 and 1956 — he
realises that conforming oneself to power only
leads to sterility — as the “Bard of Socialism” he
has to put up with a lot of political interference.
Similar to the situation in the west, the docu-
mentary movement has become almost entirely
encapsulated by political pressure groups, ex-
cluding dissident voices of any kind. Ivens' at-
tempt, together with fellow filmmakers from the
Fastand West, to create a platform to strengthen
their influence, is unsuccessful. With the mam-
moth production of Song of the Rivers (1954),
Ivens reaches the limits of what a filmmaker can
achieve on a global scale before the advent of tel-
evision and satellites. He seeks to span the whole
world, and employs 36 camera people to that
end. Nature and History are once again presented
asa totality: the film depicts the six largest rivers
inthe world, as well as the“seventh stream”: the
rise of the labour movement alongside the banks
of those rivers. The project reaches many tens of
millions of people (propaganda estimates for this
Ivens film mention an audience of half a billion
people), a few years before Marshall McLuhan
wiites for the first time about the “global village”
(1959), and television becomes an increasingly
important medium. Ivens is himself one of the
first inhabitants of this global community.

Cinéma Vérité

When Ivens returns to the West in the middle of
the 19505, he limits himself to the filming of just
one river in Paris. The Seine film grows into a
stream of poetic images, with a poem (by Jacques
Prévert) as textual quideline, a film style that he
will use repeatedly in Chili (...a Valparaiso —
1963), Rotterdam (Rotterdam — Port of Furope —
1966) and the south of France (For the Mistral —
1965). According to film scholar Michael Chanan
the independent films of Ivens, Marker and
Resnais, with their literary aspects, are crucial

productions in the post-war documentary pe-
riod to compete against television journalism. " In
the following years, Ivens works in China, Italy,
(hile, Cuba, Mali and Vietnam to help support the
national film culture. During film projects he pro-
vides practical training to young filmmakers, such
as theTaviani brothers, Patricio Guzman and Ratil
Ruiz. Ivens is responsible for the germination of
the Chinese documentary movement, film culture
in Mali and the upsurge of the Latin-American
school of documentary.

A new avant-garde

The second major documentary period takes place
in the 19605. Technological innovations, such as
16mm camera’s with synchronous sound, make it
possible to get even closer to reality. The film-
maker no longer needs to make use of a voice over,
but is able to use sound that is recorded directly
during filming. As is the case in Vietnam where
Ivens, together with Marceline Loridan, penetrates
in the subterranean world of a North-Vietnamese
village that tries to protecttself from the relentless
bombing raids by American B-525. These new
techniques resultin a new cinema vérité style, as
well as alternative forms of independent distribu-
tion, whereby film is used as a means to exert
pressure to stop the war.

Ivens and Loridan are invited, between 1972
and 1976, as the first filmmakers from the West
by the Chinese Prime Minister Zhou En-Lai. He
commissions them to film an extensive series on
the Cultural Revolution which at that moment
touches all fundamental levels of Chinese society.
Itis during the filming of this series that the film-
making couple experiences the limits of what
documentary film can achieve in a country with-
out a democratic justice system. The true-to-life
filming of everyday reality, without penetrating
the power structures, results in a facade. “Au-
thenticity does not guarantee truth’, is a state-
ment by Ivens which now ironically seemed to
apply to one of his own films. Although 250 mil-
lion people saw the film, according to Ivens'cal-
culations, the production unsettles his assump-
tions about documentary film. His ast film, A
Tale of the Wind (1988), still deals with the twin
forces of Nature and History, but no longer 20th

century history with its incidental political move-
ments and deceiving rulers. What remains is
“I'histoire immobile’; as Fernand Braudel termsit,
“the great flow that moves all of humanity”” He
returns to his basic assumptions on the avant-
garde, creates a new film form together with
Marceline Loridan-Ivens, in which the distinction
between documentary and feature film has been
erased, and in which the power of the imagina-
tion can be seen to triumph, instead of any par-
ticularideology or political movement. For thats
what remains as the most fundamental force,
when all conflicts, wars en strive that he has
filmed have died away: the power ofimagination
of the artist himself.

An extreme century

“The democracy within the film [medium] is the
only democracy that an artist can establish, for
the very reason that [within that medium] he
has the final word. A democracy of forms, a
democracy of material, but also of iction, thatin
the end has to remain symbolic, since it cannot
exert any real power in the real world. This pow-
erlessness has been unacceptable for the most
part of Joris' life, and one could argue that he
was committed to the extent that he risked the
democracy of forms (and occasionally suspended
it here and there), in order to choose sides be-
tween the forces of the real world. To that end he
has risked himselfin, and lived through, extreme
situations, for which he can be held accountable’
according to an analysis of Ivens'work by film-
maker Johan van der Keuken."® Ivens film oeuvre
isindeed extreme in various ways, as a reflection
of the“age of extremes"in the words of historian
Eric Hobsbawm. The 20th century provides an
image of a profoundly shocking and global rev-
olution from a 7000 to 8000 year old agricultural
society, into a modern industrialised world."”
Ivens'film oeuvre depicts this shocking transfor-
mation like no other filmmaker has done, and will
be of lasting value because of this. In his talian
documentary, Ivens films the classical temple
near Agrigento on Sicily, while the commentary
voice states: “Since the age of the Cyclopes, noth-
ing has changed here.." In a panoramic shot the
camera then swerves to capture a drilling-rig at
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sea, . until gas was discovered. The fishermen of
the Zuiderzee, who see their age-old trade dry up
because of the Afsluitdijk, the Kyrgyz steppe no-
mads who have to relocate suddenly to an in-
dustrial complex, the farming family in Ohio that
is hooked up to the power-grid, the rice farmers
in China and Vietnam who see blast furnaces,
dams and power pylons rise up...all these people
experience these radical changes firsthand.

East and West

Whatis meant here is a revolution that s carried
through in a short period of time, and realised
with an extreme amount of violence, and with
the illusion that social change will occur at the
same time. The confrontation betweencapital-
ism" and‘communism"for hegemony will prove
to be of little historical importance, states Hob-
sbawm. All the more because both systems in
East and West have, in a neck-braking race,
sought to achieve a similar kind of industrial
revolution. This explains why Ivens works for
western companies like Philips and Shel, Rot-
terdam harbour interests or the Italian ENI, as
well as for clients in the Third World, the East-
block or China. The Philips film ends with radio
communication, and merges seamlessly with
the radio broadcast of the film Komsomolin the
Soviet Union. The film Barinage, shot n the Bel-
gian mining area, finds continuation in a Russ-
ian version, as well as an American counterpart.
The film on the Spanish Civil War has many sim-
ilarities with the film shot on the demarcation
line in Vietnam. The concept of the wind film in
the south of France lies at the root of a concept
for far from Vietnam. East and West transcend
their borders in Ivens'films, just like in his per-
sonal lfe, despite all the problems surrounding
his passport and ideological conflicts. He is just
as much at home in the film studios of Holly-
wood, as in the Mezhrabpom studio in Moscow
or the Central Newsreel and Documentary Films
Studio in Beijing. And even without the comfort
of a studio, Ivens still manages to work with
young filmmakers in Chile, Cuba, Vietnam or
Mali. Ivens is the global filmmaker who uses
the world as his studio, regardless of mental or
geographical borders.

Lasting value

The philosopher John Gray also concludes that the
two dominant ideologies, Marxism and liberal-
ism, despite the violent, deadly war that both
systems waged on each otherin the 20th century,
have a lot in common.” Both are enlightened
ideologies that pretend to be able to impose a
universal order. Both look upon technological and
economical developments as a primary factor,
according to Gray. It explains why Ivens could
unite liberalism and Manxism relatively easily
within himself. Both systems seek to establish
modernity within a few generations, as illus-
trated by Ivens films, disregarding cultural and re-
ligious aspects.

During the last ten years of his life, Ivens re-
alises the limits and negative impact of this
form of modernity, and he accentuates the im-
portance of culture, of metaphysics and men-
tal migration. The scene in A Tale of the Wind
in which a Chinese man comes riding on a
camel in the desert, carrying two fans, is illu-
minating. As a rudimentary form of all the blast
furnaces and power pylons that he filmed,
these two machines remain. In the desert they
cannot hope to summon the wind, because
that requires the magical power of the woman
and the imaginative power of the filmmaker. As
early as 1988, this heralds a future in which the
world is awash with problems surrounding
modernity. In a speech on his 90th birthday, in
the Nijmegen Museum overlooking the Waal
River, Ivens already prophesies: “The 21st cen-
tury will be a century of the spirit, or she will
not be at all”

John Gray states that as a consequence of the
collapse of communism, the ideological conflict
that has dominated a major part of world politics
during the 20th century, has suddenly become ir-
relevant. What remains s a standard to judge
Ivens'films by, is not the ideological judgement
that his films have often been subjected to. In art,
apolitical conviction can prove to be of interest as
an artists' motivation to create a certain work of
art, but it cannot comment on the quality, and
even less so on the lasting value of that work of
art. What endures s the artistic force, the cine-
matic quality, the visual aspect.

Very visual!

Those who take notice of Ivens’ comments re-
qarding his sources of inspiration and the origin of
his visual qualities, will find that he constantly
refers to the rich visual tradition of the Nether-
lands: “Many people ask me which director in-
fiuenced me the most...and then | reply that most
of it doesn't stem from other filmmakers, but
from painting...from my own intuition in the tra-
dition of the Dutch art of painting. These people
reflected on these matters hundreds of years ago,
we should study the Masters"”' And: “The visual
arts have a revolutionary impact on me, because
my talentis purely visual. Very visual! And that is
part of our Dutch cultural heritage. We do not
have great singers, composers, just a few good
writers — but we do have great painters. It is in
this that my visual talent is rooted, the sense of re-
ality"#“1am a Dutch realist. | speak the lanquage
ofVan Gogh and Brueghel"”

Especially for the films that Ivens shoots in
the Borinage, the Provence and Ohio, the work of
Vincent van Gogh (1853-1890) is very important
as an inspirational source. The work of the 16th
century painter Brueghel (1520-1569) serves as
an inspiration for a series of films, starting with
The Seine Meets Paris (1957) and leading up to
Rotterdam: Port of Europe (1966), which includes
Brueghel's painting “The Tower of Babel“(1563).

A definite connection
As soon as 1930, when Ivens has hardly been
working more than three years as a filmmaker, the
American film historian Harry Alan Potamkin dis-
covers, after seeing the motion picture Breakers
(1929), a strong relationship between these film
images and the popular realism of the Dutch
genre art of painting of the 17th century.”*
Decades later the Canadian film scholar
Thomas Waugh examines this more closely and he
concludes that many painters stemming from this
Dutch tradition can, in one way or another, be
found in Ivens film work * Helen van Dongen, the
woman who, more than any other, is familiar with
Ivens'film images, since she was responsible for
the editing of classic Ivens films in the 19305,
studies the relationship between the old masters
of painting and film art for fifteen years, particu-
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larly within the one-dimensional image, and
states: “there is a definite connection® Film his-
torian Tom Gunning also explains Ivens' cine-
matic force, that according to him resides mainly
inthe visual observation, as originating out of the
Dutch visual tradition, termed by art historian
Svetlana Alpers as “The Art of Description”

Blue

At the cradle of this rich visual tradition in The
Netherlands stand three brothers, Johan, Her-
man and Paul Limbourg, who lived from 1380
until 1416. Through the illumination of the Book
of Hours Belles Heures (ca. 1404) and Trés Riches
Heures du Duc de Berry (1412-1416) they estab-
lish their renowned name in art history. What
Ivens cannot have known in his lifetime, is that
these artists were born in Nijmegen.”

Just like Ivens they left the city early, and took
uproots in France, where they established them-
selves as the best paid artists of their time. The
similarities are striking, to say the least. The broth-
ers, as well as vens, lived in times of extreme vi-
olence and offered their services to some of the
mostimportant rulers of their time. Despite their
glaring realism, neither the miniatures nor the
films display unadorned reality. The brothers do
not show the Parisian population setting fire to
the Duke of Berry's castle, or their resistance
aqainst his taxing politics. Due to their catholic
background the realism of the brothers, as well as
that of Ivens, is laden with metaphysics. The
miniatures are late-mediaeval, idealized images
of “good government”, just like Ivens often films
20th century utopian panoramic views that can
exist solely in his films. Umberto Eco points out
the cinematographic qualities of the Book of
Hours that, with its change of sequences, of day
into night, displays a filmic sense of drama. Duke
Jean of Berry probably has read the Book of Hours
justlike we watch film and television nowadays,
Eco presumes.” The landscape of their youth,
the hill on which the Valkhof castle rests, with its
view of the river and the surrounding polders
and the cloud filled sky above, both return in
similar landscapes in miniatures painted by the
brothers, for example calendar sheets on which
the River Seine can be seen, as well as in some

panoramicimages of Ivens films.

Undoubtedly the three brothers have, just ike
Ivens, laid on the banks of the Waal River, swam
init, and looked at the blue sky above them. The
blue thatis so characteristic of the miniatures by
the brothers, as well as of the films by Ivens.

An everyday experience in nature that has,
through the visual imagination of the respective
artists, rooted itself permanently in art- as well as
film history. “...a spacious sense of freedom, it is
asifyou gaze forever deeperinto blueness — just
asin eyes you want to peerinto it — an infinity”...

From the book by André Stufkens, Joris Ivens.
Weltenfilmer, Europdische Stiftung Joris Ivens,
2009.

" Joris Ivens, The Camera and |, Berlin: 1969, p. 30

2 Joris Ivens in a letter to Miep Balquérie-Guérin, n.d.
(probably 22 August 1922). Collection Miep Balguérie-
Guérin, Joris Ivens Archive / European Foundation Joris
Ivens, Nijmegen (JIA).

 Jan Kat, interview with Joris Ivens, De Nieuwe Linie —
The New Line, 14 February 1976.

* See the chapter on A Tale of the Wind in André
Stufkens, Joris Ivens. Weltenfilmer, Europdische Stiftung
Joris Ivens — pp. 457/497.

* Joris Ivensin a letter to Miep Balguérie-Guérin, 18 Oc-
tober 1924, Coll. MBG/JIA.

¢ Quotations of Germaine Krull and Marion Michelle,
two partners of Ivens for decades, see André Stufkens,
Passages. Joris Ivens and the art of this century, Ni-
jmegen: 1999, Valkhof Museum, p. 29.

7 Joris Ivens in a letter to Miep Balquérie-Guérin, n.d.
[“Tuesday night” (1922)]. JIA.

EWilhelm Ivensis chosen as first chairman of the Dutch
Photographers Union, and as secretary of Humanitas,
asodiety dedicated to caring for displaced persons and
orphans. Father Ivens is a board member of the pow-
erful Dutch Amateur Photographer Society, local coun-
cillor and member of many lobby clubs.

% Joris Ivens in a letter to Miep Balquérie-Guérin, 27
January 1925. Coll. MBG/JIA.

' Joris Ivens in an interview with Marcel Martin, in “En-
tretien avec Joris Ivens”, Cinema 69, nr. 132, February
1969.

" Joris Ivens, The Camera and I, Berlin: 1969, p. 30.

" Joris Ivens, “Quelques réflections sur les documen-
taires d‘avant-garde”, in La Revue des Vivants, 1931, .
10, pp. 518-520. JIA.

% Joris Ivens “Zur Methode des Dokumentarischen
Films, ins besonder — des Films Komsomol”, manu-
script, Moscow February 1932. JIA.

" Robert Sklar, film, an International History of the
Medium, New York: 1993, p. 251.

"> Erik Barnouw, Documentary. A History of the Non-fic-
tion Film, New York: [1974] 1993, p. 172.

16 Michael Chanan, The Politics of Documentary, Lon-
don: 2007, p. 6.

" Elisabeth D., “Le plus vieux cineaste du monde”, in
Actuel, nr. 83, Sept. 1986, p. 127.

'8 Johan van der Keuken, “Speech on the occasion of
the 90th birthday of Joris Ivens”, 1 October 1988, Com-
manderie van St. Jan, Nijmegen.

2 Eric Hobsbawm, An age of extremes, Utrecht: 1994,
p.22.

2 John Gray, Black Mass. Apocalyptic Religion and the
Death of Utopia, London: 2007, p. 30.

2" Joris Ivens in an English interview with Anatole
Stern, 1948 Warsaw, in typescriptin the Hans Wegner
Archive /JIA.

2 Joris Ivens in an interview with Petra Lataster, in
Berlin Meetings, Foreign Artists in Berlin 1918 to 1933,
Berlin 1987, p.127.

3 Joris Ivens in an interview with Jan Bart Klaster, Het
Parool, 18 November 1978, p.26.

Harry A. Potamkin, “Film beginnings in Belgium and
Holland", in Cinema, June 1930.

% Thomas Waugh, Joris Ivens and the evolution of the
radical documentary, 1926-1946, dissertation Colum-
bia University 1981, pp.57/58. See for examples: An-
dré Stufkens, “In the Light of Dutch Realism. Solace and
Hope in the Art of Vincent van Gogh and Joris lvens”,
in Cinema Without Borders. The Films of Joris Ivens, Ni-
jmegen 2002, pp.28/41.

%Helen van Dongen in an interview with Ellen Waller,
NRC Handelsblad, 5 December 1975, Helen van Don-
gen Collection, Filmmuseum Amsterdam.

#Tom Gunning, “Joris Ivens, Filmmaker of the Twen-
tieth Century, of The Netherlands and the World”, in

Cinema Without Borders. The Films of Joris Ivens, Ni-

jmegen 2002, pp. 19/27.

2 Friedrich Gorissen discovers in 1995 in the municipal

archives of Nijmegen that the families of painters Mael-

wael and Van Lymborg originate from the city of Ni-

jmegen. Only in 2005 has their work, for the first time
in 600 years, been displayed in Nijmegen, at the

Valkhof Museum. In 2008 and 2009 the Getty Museum

in Los Angeles, as well as the Metropolitan Museumiin

New York, will also host exhibitions of the work of the

Limbourg Brothers.

% Umberto Eco, in his preface for Les Tres Riches Heures

du Duc de Berry, Paris 1991, pp. 7/9.

12th Thessaloniki Documentary Festival [ Joris lvens 19



[16p1¢ 1Beve, oknvoBemg Tou 2000 atwva,

¢ OMavdiag Kat Tou K6opou

Tou Top MkAvivyk

H Cwrj (1898-1989) kat 1o épyo (1927-1988)
10U [16pic 1Beve kahomtouv 6Ao Tov mponyou-
1ievo aiwva, oyedov, divoviag paptupla yia
ouvBetn autr) enoyrj kat fonBovrag pag va ka-
TaVorj00UHE TIC UMOOKEEI Kat TIG mpodooieg
0. 01Beve dev apviiBke noté va aupperdoyel
ot |y yia T ypauipo T lotopiag ki urpée
mipoBupiog va dlakivduvedoet Ty kpion g, Ot
aBetnéveg unooyéaeic pnopolv va elvat e§foou
ONHAVTIKEG JIE T OUTOMIOTIKA OVEIpa TNV KaTa-
vonon evog aicva, Kat o1 Taivieg Tou 1Bev kadl-
OTOOV TNV EVEPYELQ TOU EIKOTTOD AIcHVa 0paTT) Kal
antr Kat wg mpog Ti 00 autés kateuBivoei, 0
KIvnuatoypa@og €xel ouyva XapaktnpIoTel wg
«) Hopar) TEXVNG Tou EIKoaTol aiwvar. H gpdon
qurr, mou Kanote OfiAwVe T0 0UTO ToU Kivn-
jatoypdgou yie T povrépva enoyf, anekefral
Twpa va foukidger o évav Eenepaopiévo toTopl-
opo. 0 aiovag GMate kai To mpovopiolyo Tou
iéoo otale1 va kataBpoxBiotnKe and Ty ey
Qavion kawobpylwv péowv padik¢ evnpépw-
ong. Aev |imopouje, 0w, va aQrooUpE Tov al-
@va, 0AG, 0UTE Kai TV Kvnpatoypago, va
e€agaviotoly, xwpic va Toug anoondooue Ty
Un6oyEon nov kanote pavnke ot Ba kpatodoay,
iia unboygan nou 1o €pyo Tou 1Peve pavepwvel
1iokd mio éviova an’ 6t exeivo onotoudrinote A
hov oxnvoBém. O 1Bevg frav évag onoudaiog
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JeyahOTEPO HEPOG TN KAPIEPAC TOU, HaKPIA T,
Miotedw, Opwe, nwg auTh, 1 KANWG ANOKEVIPW-
Jiévn) oxéon, i€ Ta kupiapya kévipa g Pioun-
yaviag Tou Kvnpatoypaou, KaBa kai 1 ano-
otagionoinor Tou ané 10 1davikd Tou EBvoug,

enétpeyav otov 1Bevc va avamoger pia povabiki
Karavonon yia Tig duvatdneg Tou Kwnpato-
YPAaQOU WG €Y TNG HOVTEPVAG TEXVNS.

Avtifeta pe Moug BepeNwTeq Tou poviépvou
Kwnuatoypapou, onwg o lkpipiB | akbpa kat o
Aevotaiy, o 1Beve dev avtihaPavotav Tov Ki-
vnHatoypd@o, Baoikd, we pia wopgr agAynong
loTopiv, aMd, Bewpoloe nwg n undoyear Tou
(popoloe oty oIk mapatpnan. Xwpic va
B€Mw va dlatuncow évav appiopnTalyo loxu-
pioyd yia Tov eBvikd xapakTrpa, MoTedw nwg N
Kivnuatoypagir doukeld Tou 1Beve ouvexilerpia
oMavdikr napdSoon aidvawy, Ty onofa ) (aTo-
pIkoc Téyvng 2Bethdva Aknepg éel anokaéoel
«H téxvn g NMepiypagricy. H AAnepg auykpivel
0 oMavaikr Téxvn Tov Xpuool Aiwva je TV
ahumeptiav ahiki) avayéwnan, nou Baciotnie
ndvw o€ jia Beatpik aviiAnyn Tou xwpou Kal
g ouvBeong. Mpoonhwpévor, Gvr’ autou, oty
ok dlepedvnan g kaBnpepvii (wiig, ook
Aavdoi kaMitéve kat EmoTroveG Eqtiaoav aTi
Sladikaoie¢ ¢ 6paong, omwg Ti¢ e€nyodoav ol
OMTIKES vakahdEIS Tou ikpoakomiou Tou Aé-
Bevyouk, avti yia Ty paBnpatiki kai Bearpikr
Qnotinwon Tou ywpou mou BAEMOU}E oToug je-
yahoug rahodg KANTEXVE,

0 oMavddc avBpwmorn Tou Sékarou éRdo-
Hou aicva, Kovotavtiv Xouiykeve, exnpoownel
0UyKNION TNG EMOTNHOVIKIG MEPIEPYEIA |iE TO
ndfoc yia v ok napatipnan. O Xouiykeve
£€gpeuvnoe Toug véoug Tpomoug Tng dpaang, nou
karéotnoav duvaroi xdpn o pia rioiiNia paxwv
KQ1 OMTIKQV QUOKEUWY, Q70 10 JKPOOKAMIO 018
«okotew kdpepan, To ndbog yia v napar-
pron kai 1o omiko neipagia kKinpodotrBnke and

Tov Kovoravriv 1o yio Tou, Kpiotiav Xouiykeve,
110U EQNUPE TO payikd pavo, Tov mio nakid mpé-
yovo ¢ kdpepag. To mepiBaMov nou ieyahwoe
0Bev, ato onoio &éonale ) Capi, n eraipeia xi-
VIHATOYPAQIKGV Kal oMK E18Gv mov iSpuoav
kat die0Buvav 0 natépa Tou kai o nanmou Tou,

ekel onov 0 1Beve éxave T pabinteia Tov, pav-.

Tade1 0av 0 GIEDOG OUVEYIOTTG TG, EMKEVTPW-
Jévng otV Texviki, omtikrc napddoang. Onwg
Kal i€ TV 0IKoyéveIla XouiyKev, €101 Kat 1) 0iko-
yevelakr emyeipnon Twv 1Beve napeixe éva mai-
010 péoa aT0 ON0i0 ) MEPIEpyEIa yia T Gpacn

mopodioe va pet 8ié€odo arov dyeoo neipapa- |

TIOO € OTTIKEC Kt NAVIKES OUOKEVEC,
H anopaon tou 1Bev va aoyohnBei coBapa

€ Tov Kivnatoypdgo mporihBe ev péper and

v eniyvwon nwg ot uynhic kahatoBnoiag afav
ykapv tawie (1ig onoie¢ Bavpade), Baciloviav
TeNikd o pnyavikr paon Kai 0 TERVIKES 0TI
onoigg firav 0n Se€totéxvng. Kara m Sidpxeia
Jiag kouévrag Tou pie Tov foudhrep Poutyay, 10
[eppavd neipapamiots) oknvoBém Tov omoio 0
1Beve Bewpouoe Tepdorio kahmexvikd péyedog,
avithipBnke Eagvika ont o épyo Tou Poltyav
neplopile n unodeéotepn kapepa kai ) avenap-
Kij¢ Tévikr. ZTov Topéa autd, auveidnonoinge
0 1Beve, rfirav edkoho va eivar 10a€jo¢ Tou Poi-
THav. H texvoloywke Seima tou 1Beve yapioe
oty aBav ykapvt g Sexagtiag Tou 20 pia vég,
HOVTEpVa OMTIKY), KI EKQVE TOV Kivatoypdgo
éva epyakeio, 1000 {wTKG yia Ty omuki &€e-
pedvnon Tou koaov, 4o &iye undpéel kat 1
HIKPOOKOMIO QIAVEC TIpIV.

0 diaitepog autog npooavatoNiopog Tou
1Beve paiverar kabapd oo nyuteNég neipapd Tou,
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10 Ey-piAy, 70 0moio OKOMEVE va Xpnaljiomol-
flo€l TV Kayepa yia va dei€el Tov koapo jiéoa
and ya vrokelpevikr ok ywvia. Mapdr,
avap@iBola, eunveloTnKe amo ThV LMOKEILE-
VIKf| kdpepa mov eppaviotav anopadikd otig
TIEIDAATIKEC TAIViES TwV YeppavV E§TpEaiovi-
OTWV K1 TV YANV ILMPEOIOVIOTV, N TPO0EY-
yion Tou 1Beve, wotoao, diépepe katd noNo ano
eeivn Twv Moupvdou, Numovr, Enotdiv kai Nui-
Aax. 0 1Beve dev avrhapBavoray To eyyeipnua
T0U T000 WG A OMTIKOMOINN TG POHAVTIKMG
UMOKEIpevIKOTNTac, 600 w¢ éva TexvohoyIKO mel-
paya karaypa@ri¢ e avBpwmvng 6paong, yia
QUTO KaI KATAOKEDAOE pia KAEPQ HE PaKOUG
Tiou avtioTolxo0oav 010 avBpwnivo P Kal e
Bdon nou Ba pnopotoe va anodeoei To fpati-
06 evog avBpwnou mou nepnader. Napot o
1Beve eykaréhewpe To meipapa Tov dtav Katd-
Aafe 6mi Ba katéAnye o¢ ia Tawia mov Ba npo-
kahoUoe vautia otoug Beatég, n pepoAnuia Tou
UNE TOU OMTIKOU TEIPAATOC EVaVTI TNG UMOKEI-
pevikric Yuyohoyiag unoypapiCel Ty omuikr Tov
nepiépyeia, avri yia ny uxohoyikr. Emmhéov, o
Mo aouvrBi0To OTOIKEI0 TN TaIviag, 1) mpoond-

Joris Ivens, Robert Flaherty, Hans Richter

Beid T, va evowpatwoel T owpaTik kivnon
€V0¢ avBpmou Tou MEPMATAel OTNV OMTIKT €p1-
nelpia evog unokelyleviko) mhdvou, katadelkviel
€va ano Ta mo onyavtIka oTolxEia Tou KIvnja-
Toypdgou Tou 1Beve, v aykipwon T oIk
gunelpiac 010 GUOIKO CWA.

O kabioTolv cagég Ta mpwra aploToup-
yiuata tov 1Beve, n fEpupa kai n Booyr, o Be-
leNwyévog oty 6paon kivnpatoypdgog Tou
fjtav kAT napandvw and Texvikog melpaparl-
0pdg. H ikavotnTa Tou Kivnpatoypapou va ouk-
AapBavel éva aviikeipievo and pia avoikela yw-

via katva ovayetilel Tig omTikEG QuTéC oKomég 0°

£va YpovIKO puBo, éaw Tou povdd, Oev dnpi-
obpynoe povo éva véo Tpomo Béaong, aMa ki
£va véo TpOno evoikiang Tov alyypovou KOOpOU.
01 mpareg Tawieg Tou 1Beve avtavaxhoboav T
hoyikr) TG KaTaoKeuriG Kat Toug pnyavikoug pug-
HOUG TWV VEWV BIOpNXAVIKWY Kal TEVOAOYIKWV
nepiBaMoviwv. H épupa dev eivar povo n anel-
Kovion pitag 010npodpopknG yégupac, aAAd, N
0uvavInon 800 PNYavav, Hiag yiyavriag Kai piag
JIKpooKomikrC. And T pia,  Taivia napouaid-
(&1 Teyvohoyia TG pvnpeiwdous avuolpe-

VG yéqupag Tou Potepvrap And Tv aMn, Oci-
yvertny Tegvooyia piag aMng, pikpdtepng, alkd
0x! Aydrepo kahokataokeuaopévng pnyavic,
¢ Kinamo, Tn¢ @opnr¢ kapepag mou o 1Bevg
xpnotponoinge yia va yupiogt v tawia. H eAa-
@pIQ quTr) KApepa Eyive MPoEKTaon Ox1 HOVO To
atiod Tou 1Bevc, aMd, oAokAnpou Tou awpaTdg
Tov. Eve) n Tawia e€epeuva v yépupa and Opeig
iov ouyva (aNiCou, n omikr TG ywvia Sev bia-
xwpiCerat moté and To owpa. Méow e Kwnpa-
Toypdgnang kai tou povrad Tou 1Beve Oyt Hovo
BAémoupie kai e§epeuvolpe T povtépva autr
dopr, omTika, aMd kat TV EVoIKoUe, Karol-
KOUJE |iéoa OTIC MPOOMTIKE TG Kat Bivoue
omhagvika Toug puBodc g

Opota, kai 1 Bpoyr, e€epeuva Ta anotehé-
opaTa pia povo Bpoxdntwan o€ pia povépva
oA, AnpioupyWVTAC pia ouvBETIKT oIk yw-
via péow Tou povrad, mou Kiveitar diapéoou Tou
X@pou Kai Tou xpdvou (o 1Beve, puoikd, Kivnua-
T0ypdgnae MOMEG VEpOMOVTEC TIPOKEIIEVOU Va
ouvBéoer T pia autr Kvnuatoypa@iki Bpox),
kai pag diver my eukaipia va {fjooupie aneuBeiag
éva kabnyepvo yeyovdg e Ay v (wvtdvia
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nou xapiCet o kvnpatoypdgoc. H kdpepa tou
1Beve Oev ypnyopel povo anévavti ota ontika
poriBa g avravakhaong kai g SidBAaong,
1wV ugav nou petaPaMoviar and T yuahaba
¢ vypaoiac i Tou nepiPaMovrog niov kahv-
meetal an6 my anahv) oy, ahNd, ouppETéxel
Kiohag otnv avBpamvn aMnhenidpaon pe To
nepiaMov auto. To aééxaoto amiypiotuno pie
10 KOPITOAKIA IOV TPEXOUV O 6N TO KABPO OKE-
TIQOpEva e jiia koupepra yia va pnv Bpaotv
EVETIVEVOE TV TiapatnpnTikoTnTa Tov 1Beve, «ot
yopormdnxtéc Kivijoeig Twv mobiwv Toug fyav 1o
puBpo Twv PpoyootaMidwv» H avahoyia aut
lag delyver m Aoyikd Tov Aupiko povtad To
1Beve kat Tou kabodnynixos pdhou mov auto
éxe1 ot eyan Slvapn T napatpnong, 2
avrifeon pe moMoug oknvoBéteq g apdv
ykapvt Tou Téhoug T dexariag Tou 20, 0 1Bevg
e unotdooe TEToleg avBpwmves KIVAOELC 0T
Aoyikr evoc poviapiopévou puBliod. Avtieta, to
avBpdmvo 0wpa, autd To kpayia yapng kai ade-
§iotrag, yiverai n Bdon evoc kvnuatoypagikod
puBjod otnpiypévou oTic Xelpovopies kai oTa
poriBa g owparikr kivnong. 01Bevg ogupn-
Aarei m olveon avapeoa oty omtiki napard-
pron kai T AupIKi} HETAPOPPWON HE Jia Kivn-
jatoypagikr moinon mov mpoépxeTal ané pia
blabyeia aviidnyng, kat pia dpeon ouppetox
011 OWpaTIKN Kivion.

Merd Tig mpwre Tou Tawieg, 0 1Beve eibe nw¢
1 bouleid Tou anopakpuvoTav and Tov popya-
MoTikd Aupiopd Twv TpWIHWV apiaToupynyd-
TWV TOU P0G Jia mio Gpeon noNimik Séopevon
anévavi o1a npofhpata Tov obyypovou Ko-
opiov. H euPpiBeia, bpw, Tov peténera épyou
Tou e€ENEE, ka1 Bi0hov bev eykatéNeipe, T oup-
perox ot (Wi Tou OWMATOC Kal Tou patiol
Jéow Tou Kivnpatoypagou. H tawia nov kiveital
vayie0a OTa NPWTa exelva popyakioTikd mer-
PAYATO KA1 OTIC PETENEITA TAIVIES TOU MOV £0TiQ-
{av nepioodrepo ota epyatikd kivipara elvai To
Xuioupe, ka1 ex8ixoTepa 10 kopydn yia ) Zév-
1epde nou elvai kai 10 diapdvr g, Napdr, ipd-
KEITQ! yia pa anpoxaluma nokimiki npaypa-
Teia, 0 EmkOg TdMog nov 1} Tavia napouaidle
v anootpdyyion T Zévieple yia ) Snjuioup-
yia véwy xwpagiav, v EexwpiCe we éva and Ta
aroubaioTepa Epya aneikoviony; Tou avBipwnivou

HxBou tou eixootol aidva.

H bovayn g anoppéer Gyeoa and Ty ow-
patikr TaoTion tou 1Beve e T kdpepa, 1 0w-
JaTIKA OuvioTwoa TG napatfpnor Tou kat T
OuppeEToxf Tov oToug puBpode Twy epyatdv. Eva
nepiotatikd nov o 1Beve dinyeftai oty autopio-
ypagia tou oetikd yie v npoPokr g taiag
2évrep(e o Zoprenik) Evawon efyvel 1o nwe n
Tawia petépepe pia aioBnon owpatikAc, aMd
Kar omikiic yvwong. Metd and pia mpofold trg
Tawiag, évag paoog epyarne diapaptupriBnke
w0 1Beve Ba mpénet va eixe nel Yépata yia v
HIKPOAOTIKM TOU Kataywyr apod ) Zévieple
anébibe v epyaotakr diadikaoia pie Tov 610
akpiBG Tpono mou Ty Biwve évag epydrng. 0
1Bevc avri va npooPAnBei and v katnyopia,
0UVEIBNTOMOINOE ToV ENavo Mou EUMEPIEE yia
v Tawia. E€fynoe To mwg eixe eppanmiotei otig
dlabikaoieg Tou poxou, kouBahvrac métpeg
KQI JETaKIVAVTAG UMoOTNPiyaTa, NPOKEINEVO
va karahBel mwg va Ti¢ KvnHatoypagroel ow-
0td. 2€ 6\ T BidpKeta g Tawiag vidBer kaveig
0V nipaypatik aioBnon, T antornra kai 1
Bdpog Twv avtikeévwy, TV Mpoondbela kai
v dvagn nou anarolvral yia va 1a kouBakd-
0€1C, Mia omiypr, ibikdtepa, pou é6woe T ai-
0Bnon Twv deopwv T aMnheyyong mov Ba
Jinopoloe va dnptoupyroer évag Tétolog pdyBog
JEOW TwV AUEOWV OWHATIKWY TOU QNAITOEWY.
Mia opdda epyatwv kouBaotv éva Tepdotio
Koppatt awhiva. To kouBahobv aToug WpOUG
Toug mepnatwvrac Sinka-Sima kat ané g dvo
Hepiég Tou (opriov. fia va Pefaiwbolv dn To
Kpardve yepd kai va diaogakioouv 611 nepna-
To0v padi ouyxpoviopéva, éxouv OAot Ta yépia
T0U¢ yUpW amd Tov 0LVTPOPA TOUG TG anévavit
meupdg, dnpioupywvrag éva abidonaato ol-
voho Baciopévo ot owpaTIK oIKEdTTA Kat
0V npoondbeia.

Otnohrmikég rawieg Tou 1Beve dev katéypayav
Ovo T owpiamikr) aut euPantion oto poyBo kai
n ouvenakohoubn aNAnheyyln, A\ kai Tic ap-
@iBuyec anarroeig Tou TexvoAoyIKA Mo npony-
évou Biopnyavixod ydyBou Tc ypaupic no-
paywyric. Alyeq Tawieg eivor 1000 Sigopoiyeves
0Ty Epunveia Toug 600 1 Biounyavikrj Supga-
via (yvworr eniong wq To Padio g Philips). Av
Kai 1) Tawia Qur Evoikel aTov KOOWO TG Ypay-

i napaywyric 600 andhuta kar aiofned 6oo n
[épupa xarowoioe péoa oy yadped) Brouna-
viKe) T¢ Sopn, 1 owpaTikf ouppetoxf Twv £p-
yoraw éxet perahnBei Myw e ohiic pravo-
noinon. E8w o dvBpwnoc-epydtng nayibederar
otov enavahapBavopevo kar ywpotadia agar-
petikd 1010 Twv Popnyaviav Siudwaoiv. H
ib1a n poon Tou epyootaoiaxo ywpov pe TI
Hovipw Kivoopeveg (Gvee peTapopd, Tic ypay-
Jéc mapaywyrc kai Ta ovotApata napddoan,
xaBinhdvel v avBpamvn xeipovoia o€ éva un-
yavik6 oxApa. Zuypéc nahiopodinng paoto-
pidc, omwe To @uonua Tou yuakiod (onpaviikd
Koppdri e oMavdixric kouhtobpag g Piote-
yviac nou So&ddenar om (wypagid tov 170u ar-
wva), poidouv, b, QuAakiopéves - o€ avia-
ywviopo pe g pnyavéc. 0 1Beve &gl mer muwg
€MbiwKe N Tawvia va eivar pia kpImkA 10V Epyo-
oraciou g Philips, mawc, Opwe, Lou e€fynoe o
Xave Zoutg, To oxdho autd Sev frav aviimpo-
0wneUTIKO Twv Snhwogwv Tou kata T Sidpkeia,-
NG napaywyrg . ApIoTEPIOTEC kprmikoi Omaw
0 Aebv Movomidk «8idBacave mpaypar Ty Tai-
via w¢ pia kpruks ¢ anavBpwnonoinong Tou
€pyam otov kamrahiopd. Qordeo, Grav BAéne!
Kaveic T Tawvia, vioBer pia éviovn ap@iBupia.
An6  pia, n kdpepa Tou 1Beve aneovide éva
anavBpwnoinTixd 04oTnya nov épxeTai o€ and-
Nutn avrifeon pe To owpaTiko poxBo mou Snpi-
oupyei Seayiotc anheyylng oo Zéviep(e. Avig
Solye kat’ avnapaBolr), ot o autég Tawieg
aiverai va anoxadmouv —€tar onw Sev Ba
Hnopouoe kapia AN Lop@r TEXVAC- TV uno-
Babyon ¢ Souleid otov £ikooTd aiGva.
Qotdoo, n Biounyavixij Juu@avia gaiveral eni-
0NC Va OULKETEXE! oTY TExvoAoyia, va Ty Tiud,
Va npooapyoETal 08 QUTT, va KIVETal Je TIC n-
Xavéq, va Soveitar pie 10 pubjo Tou, eidika oe
Oxéon e ) povoikr ¢ enévuorc Te. H tar-
via potddei va yonevetar kai va Béhet va napa-
SoBel otv agaipeon, pia aioBnon vipomic
(apnyaviag), Opwe, T Kavel va avipdyetal Ty
enuyia e auti. 0 kooog twv Maynepd gu-
Tioéviv yudAvwv OwAivy ka \aumTrpwy Kai
1} Qveon TG kivnang mpoiiouv Ty Tawia e
i aiofinon puatnpiou nou épxetal o€ oela av-
Tibeon e 1c apeoa katavonTé Siadikavieg g
ZéveepCe (n yn xai o Bpdyoc Bubicovtan, o vepd
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Eeyoverar alNd Tehika neplopiCetar, Ta avBpo-
mva yépia kat ol mdreg To katopBavouy). Hidia
1 apgiBupia g Tawiag autrg (kat ot ouvBiikeg
G mapaywyAg TG, Mou €yWve evoow o 1Beve
eroipalotav va ndet otn 2opienikr Evwon yia
va yupioe! Tawiec yia To Mevraetég Zyédlo, &v
{épeLyia va Byl xpruata Kai ev pépet yia va
KaTEUVAOE| TOV ATEPQ TOU 1) PWTOYPApIKT) ETaI-
pelaov omofou ékave TV napaywyr T Tawiac)
avoiyet 1o emkivéuvo yaopa niow and v uno-
O)EON TOU Kvnatoypdgou, T Shvapn e ki-
viHatoypagiki¢ mdvng nov ekppadetat péoa
and v avalrnon e omikrc yvaong. 0 1Beve
€Kave ia Tawia kavij va ikavorotroel onoladr-
TIoTe XpnHatodoTpia eTaipeia kat va neioel Toug
aplotepiotéc Beatéc ot emrifetal otic epyacta-
Ké¢ ouvBrieg Twv epyatwv. Mia tawia n gop-
HaMoTIKR 0HopQIa TG omoiag, onpioupynuévn
ané éva oknvoBémn mov yivetat kaylmomtog ané-
VaVTL 0€ Evav TET010 QOPHANOHO, TEMEL Va OLY-
kahomel éva Badpd duamatiag.

0 Zav Ak Tkovrdp el ebylwtta ouvoyioel
Tov KivBuvo TG KvnHatoypagIkiig umoxeong
yia yvwon ot ppdon Tou: «Aev ival pua akpl-
Brig ekva- eivar amha pia eikdvar. Epgavig ol
€IKOVEC thoLV am HOVEC TOU, QMoKTOUY, O,
Kat vorjuata péoa o' éva mhaioto, éva maioto
o 1 ave€aptnm elxova dev pmopel ndvia va
kaBopioer. NiwBuw 6t 0 1Beve To édeiée auto pe
v tawia tou, Tou 1931, Néa /i, otnv omoia ov-
yva avagépovtal oav va fitav amdg ia véa ex-
boxi e ZéviepCe. AviBera, o 1Beve, €6, umo-
Bdher To mponyoljevo LAKG Tou o€ éva pICIko
€N1avOPI0}0 Mo papTupd Ty mpodoaia T ué-
0x€ong TG mpwng Tawiac e€arria Tou mapdho-
YoU OKemIkoD Twv kamraMoTikwy ayopwv. H
«Néa I dnpioupynyévn and tov avBpdmivo
1xBo kat v Texvohoyia g mponyolpevng Tal-
viag, éByake kapnd mov -e§arriaq ¢ katdppev-
0N TG naykoopiac yewpyikrg ayopdg katd
didpkeia TG Yoeong- Oev Umopouoe va Qepel
képbog oe exeivoug mou Tov kaAhépynoav. Ti
vonua Ba pnopodoav va éxouv o1 NPWIKEC EIKO-
Ve Tou poxBou o 1Beve, péoa o€ éva Tétolo
mhaioio aveotpappéviy adlov;

0 1Bevg exppdCer Ty Tpayikr autr Epw-
vEia Oy ovo péow TG agrynong, mou e€nyei
v Tehi poipa g véag yng, ald, kai péow

€v0¢ oTIA povrdd mou bev meplopiel mhéov Tov
€QUTO TOU OTNV €VOIKION €VOG HOVO OKNVIKOU
mhatofou, a\d emNéyel eNebBepa uhiko and Ta
apepikdvika Kai Ta evpwnaika enfkaipa yia va
deitel Ta anotehéopiata TG maykoopiag katap-
pevang TG ayopac. 0 1Beve elye et and tov
Mouvtégkwv Kai Toug copietikolg oknvoBéteg
WG 10 povtdd édve vonpa o€ pia Tawia, oTi
TIPONYOUEVEC Tawvieg Tou, Opwe, To povrdl Ku-

piw dnpoupyoloe T pubjikn aMnAentdpaon

Twv dladikaoiwy mou Kivnpatoypagouae. Tapa,
€nNpeaopévog owg and v mpoagatn dov-
Aetd tou yia 10 OMavikd Kopouviotiko Koppa,
va povrdpel dnhadr Eavd Ta enikaipa yia va
Toug 8woel éva enavaotarik privupa, o 1Bevg
KAVEL TIC EIKOVEC TOU Va JAoLY [éoa amd T €l-
pwvikr avtinapddeon kat v avtiBeon. O kap-
mog mou éByale n véa yn piyverat mow oty Bd-
Aacoa ané Ty oroia, mpw, e TepdoTio poyBo
€lye amoomaotef 0 Xwpa (yia v kaANépyeld
To0). Omwg akpiBwg o pdyBog kat n mpoand-
Beta, NG, Kai 1 Tpogr Tou IPOOGEPELT pUon
{mopouv va mpodoBodv and Tic elpwveieg g
ayopdg, €Tal Ki vag axnvoBEtng mpénetva eival
€VIjlEPOC y1a TV (kavdTnTa TG KIvnHatoypa-
1K elkdvag va emavopiCel Tov autd g, va
npootateletal evavria ot Hoipa tng. Ot uva-
TEC EIKOVEC TwV ponyolpevwv Tamiwy (tal-
viac) Tou1Bevc Gev Aéve mia autd mou gawvotav
kanote ot ékeyav. H yvaon kat n dbvagn nou
€lyav kamore éxetmpodoBet ki autr, kaBag ot el-
Kovec dev ovidpovtal ma yia va pag kdvouv va
OUETAoYOLE 0Tov dnptoupyIko poxBo, ald,
avtiBera, o1 yepovopiec autég katéotnoav
avouolec and éva MoNTIK Kal 0KOVOIKG 00-
otnua 1o onoio o HoxBog Toug dev pnopei va
ennpedoet. Omwg n douleld Tov epydn éxel yi-
Vel dokomn, €101 Kal 01 EIKOVEG Exouv amo-
0TpayyloTel and v Eueutn onpaoia Toug,
£xouv ydoel o vonya Toug ané Ta véa potifa
Tou povrdl mou emvonae o 1Beve kat yia Ta
onoia €ime nwg eivar dopnpéva onwg éva
aoteio, kaBiotwvag napdAoyn Ty npwIKA
aurr mpoondBeia.

Npénetva e€opodoynBo nwg Sev éxw ehe-
T¢I TIC peTénera Tawies Tou 1eve oto Pabuo
nov éyw €€eTdoel TIC NPWTEC Tov. Aev undpyet
a@iBohia, watdoo, an’ doa &épw yia Ty umd-

Aot douletd Tov Mwg ouveyioe va eival évag
onoudaiog oknvoBemg, akpiBuc eneidr ouvéyioe
va nahevel e v ahqBeia mou n Kivnuatoypa-
Ik ekova épotale va petapépel Kal Ta vorj-
pata nou Ba pmopodoe va kopiCer. 0 1Beve -
0ljomoinge Ti¢ Tawvie¢ wg éva [éao Tov aywva
va atahdpei Tic dtadixaoieg g lotopiag katva
nefoel Toug aMouC yia Tig andelg Tov. Ané ta
Tpidvta Tou Kat getd, n Gouleid Tov akohooBnae
Kupiwg TV ypappr Tou KOuparog, HepIkes go-
péc umepaompevn To dikaiwpa Tov avBpw-
mou otnv autodiabeon (H I g lomaviac, £66)
Ivovnatal), GMeg popé ae jia appiBoln npo-
ondBeia otpiéng e kpatikig moNTKAS —
nava Opwe Aeroupydvra ota mhaiola T eni-
Bupiag Tou 1Beve va aMd€el Tov kdopo mpog To
kaNdrepo. Mou gaivetal elpwvikd mou 1 oelpd
TV TamEV Tou 1Beve yia v Kivé(ikn moNmioTikn
enavaotaon, Mlwg o liovkdvyx petakivnoe Ta
Bouvd, v omoia Bewypnoa apyikd olyypovo
VIOKOUHEVTO KI Oyt l0Topik] Tawia, efye T &0-
vayn va BoAwoel T katavonor Hou yia To ye-
yovog autd, avi va Ty dlaguwrioel. O 1Beve kai
1 ouvepydtng Tou Mapoehiv Aopivtdv auvetdn-
Tonoinoav apyotepa T Ak Toug EMen ka-
Tavdnong yla Ta yeyovota mou katéypayav Ka-
B¢ kat T auvevoyr Toug oty Tpaywdia auty
¢ latopiag. To yeyovac 6t o1 duvatéc autég el-
Koveg potaCouv va éxouv mpodwael v und-
O)Eon ToU KIvHatoypd@ou va ag deiyvel TV
alBeia dev anorehei 100 onpadi e anotuyiag
€v0c oknvoBen, ak\d, mepiaodrepo, pia évoeign
Tou eyahou Kivdivou kat TG Suakohiag mou
eunepléxetTo kabrov va eywpilerg Tic akpieic
€IKOVEC and QUTA TTou 0NV payHATIKOTNTa Elvat
v eixovec. NivBw déog pmpoatd o wi kat
T douheld Tou 1Bev, evog avBpanou nou umé-
epe Kat BpiaPevae péoa and Tic appionpies
ToU TIPONyoULEvoU aiva, kal Tov omoio oéBojial
€€ioou yla Tic anotuyieg 600 Kat yia TG EmTuyieg
Tou, NG, Kai yia 1o yeyovog muwg &ival duokoro
aKopa Kat Twpa va §exwploeic e oyoupia to éva
an6 1o Ao

And v éxSoon Ginema Without Borders.
The Films of Joris Ivens, Naijiéykev 2002

Metdppaan: Zwri-Muptd Pnyonoidov
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Joris Ivens Filmmaker of the Twentieth Century,

of The Netherlands and the World

by Tom Gunning

Joris Ivens' life (1898-1989) and film work
(1927-1988) nearly span the last century, wit-
nessing this complex era and helping us grasp
both its promises and betrayals. Ivens never re-
fused to participate in the struggle to make his-
tory and was willing to risk history's judgment.
Broken promises can be as significant as utopian
dreams for understanding a century, and lvens'
films render the energy of the twentieth century
both visible and palpable in both directions. Cin-
ema was often described as the “art form of the
twentieth century” That phrase, which once de-
noted the inherence of film in the modern age,
now threatens to sink into an outmoded histori-
cism. The century now has turned and its privi-
leged medium appears to have been cannibal-
ized by a host of new media. But we cannot let
either the century or cinema disappear without
wresting from them the promise they once held,
a promise Ivens' work displays perhaps more
powerfully than that of any other single film-
maker. Ivens was a major filmmaker from a na-
tion without a major film industry, and he
worked for most of his career outside his home-
land. But | believe his somewhat off-center rela-
tion to the dominant centers of cinema as in-
dustry, as well as his distance from the ideal of
nationhood, allowed Ivens to develop an unique
grasp of the possibilities of the cinema as a mod-
em art work.

In contrast to other founders of the modern
cinema, like Griffith or even Eisenstein, Ivens did
not conceive of cinema primarily as a form of

storytelling, but found its promise in visual ob-
servation. Without making a dubious claim about
national character, | believe that Ivens'film work
continues the centuries old Dutch tradition which
art historian Svetlana Alpers termed “The Art of
Describing’. Alpers contrasts Dutch Art of the
Golden Age with the Albertian Italian Renais-
sance, founded upon a theatrical conception of
space and composition. Immersed instead in the
optical examination of everyday life and of the
objects that surround us, Dutch artists and scien-
tists focused on the processes of vision, exempli-
fied by the optical discoveries of Leeuwenhoeck's
microscope, rather than the mathematical and
dramatic plotting of space found in the Italian
masters.

Seventeenth century Dutch humanist Con-
stantijn Huygens typifies this convergence of sci-
entific curiosity with a passion for visual observa-
tion, Huygens explored the new modes of vision
allowed by a variety of lenses and optical devices,
from the microscope to the ‘camera obscura” This
passion for observation and optical experiment
was passed from Constantijn to his son Christian
Huygens who invented the magic lantem, cin-
ema’s most direct ancestor. The environment that
Ivens grew up in, dominated by Capi, the camera
and optical supply company which his father and
grandfather had established and managed, and in
which Ivens apprenticed, seems like a direct con-
tinuation of this technically oriented, optical tra-
dition. Like the Huygens family, the Ivens family
business provided a context in which visual cu-

* sion, making the cinema a tool as vital for vistal

riosity could be channelled into direct experi-
mentation with optical and mechanical devices.

Ivens' decision to take up filmmaking seri-
ously came partly from his insight that the
highly aestheticized Avant-Garde films (that he
admired) ultimately relied on optical engineer-
ing and techniques of which he was already a
master. During a visit with Walter Ruttmann,
the German experimental filmmaker whom
Ivens regarded as an artistic titan, he suddenly
saw that Ruttmann's work was limited by an
inferior camera and poor craftsmanship: In this
area, Ivens realized, he was easily Ruttmann’s
equal. Ivens'technological ability brought to the
Avant-Garde of the twenties a new modern vi-

exploration of the world as the microscope had
been centuries earlier.

Ivens' unique orientation comes into focus in
his unfinished experiment, the /-Film, in which
he intended to use the camera to show the
world from a subjective viewpoint. Undoubt-
edly inspired by the subjective camera which
appeared sporadically in the experiments of both
the German Expressionist and the French Im-
pressionist films, nonetheless Ivens’ approach
differed greatly from that taken by Murnau,
Dupont, Epstein or Dulac. Ivens conceived his
project less as a visualization of romantic sub-
jectivity than as a technological experiment in
capturing human vision, devising a camera
whose lens corresponded to the human eyeand
whose camera mount could convey the gait of
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AiGhoyol e Tov ieydho viokipavtepiota Nopig 1Beve

100 Avipéa Mayouhdtou

01 éidAoyor aurol e To peydho viokiuaviepiota fidpic
1Beve mpayuaronouibnkav oe 8o auvavirioers pag
070 071 Tou, 0T Kévipo Tou [Tapioiod perd and 6o
pieydhouc kikhous mpoPodav Ghav Twv owlbevav
Tamidv o, ato Mroymodp kai ) fabike TawioBrikn
(1979 - 1980).

Avtpéac Mayouhdrog; Exw v dnoyn 6t o1 mpa-
TG 00 Tawies (Emoudrj kivrioewv oto Mapior, H f¢é-
Qupa, Bpoxrj kAn.) €xouv Gyieon oxéon e TIG pw-
Tonoplakés avadnTrogis Kar ETEEEI Twv xpovwy
Tou 1920, akNd, ouyxpovwe, mpooavatohiCouv Kat
0dnyolv To VIOKIHVTED O€ jia Endevn gdon g
€6ENENG Tou (0 évav KivnHaTOYPAQO VIOKIHAVTER,
nhad, dopnuévo oav y\oaa, mou e T 1biaitepn
obvragn Tou pnopeiva «thd» Katva Kataypaget pe
QOTENEIATIK THOMO Ta 110 OUYKEKPIHEVA KOVW-
vIKG Kat lotopikd mpopAduata. And auti) T oxomad
av0 bl kavelc, Oev Ba jnopouoe va ouppwVIoEl e
10 0nuavtiko katd Ta AAa apBpo Tou Mouvtdgky,
010 0ueio, akpIBG Mow dTav avagépETal oTiC Mpa-
TEG 006 QUTEC TaIVieg, Tic xapaktnpilet oav «BoKIpiéC
hiyo poppaNoTikécy kai dlaywpiovrag Tic éror and
TIG Enopieveg Tawvieg oag, Bploket Ol o€ pia «tavia
penopta» onw n Zévrepde (1930-1933) éxoupe
0xedov va kavoupe e pia akhayr kateoBuvong.
Kard m yvapn pov, Bplokoupie pia avakoyn eikovo-
noiia, MoMA KoV GPYITEKTOVIKA KOl KATAOKEUQ-
OTIKd XapakTnploTikd o' QUTEG TIG MPWTEC KAl TIC
EndpeveC Tawieg oac, Xapn o1o peyaho apiépwya
Tou Mnoymoup kai g faNikiig TaioBrikng, pmo-
péoape va o0y 10 00voko T owOpEvnG Kivija-
T0ypaQIKrC 0aG napaywyic kal Slamotdvoupe ot
bev undpyouv andropie petatonioei; kar aMayé,
010 £pyo 0ag, NG pia guoikr, Ba eAeya, eEENEN.
oa eivai 1 npoowniks) oag Anoyn ndv 0€ auto To
ipoPhnpo;

Topig 1Beve: Aev unapyer petatomion ki aMayr
KatebBuvong, undpxel pia ouvéxeia, auto eival k-
Bei0. Ze pia Tawia oav 1 Avotuyia oto Mnopiva{
TIGVILX, OTPEQA TNV 11poooxf) Hou o éva Eupirepo

¥0po Kat pmopel Kaveic va dlamotaoe éva ibog
wpigavong. Bpiokdyouy, npénet va oag nw, o' éva
Kanoto adié€odo, PETd ano Qurég TG MPATEC Hou
Tawieg (karunrpxe 16n ia oNokAnpn oeipd avao-
YWV TaVIdV o mpaypatonoinoa exeiva Ta ypovia
Kai katéotpewav ot vadi ot Katoxr), yiati bev
fiBNa i€ kavéva tporo va enavahapPave ouvéyela
Tov €qutd pov. Hrav, puoikd n emar pe T (wr, T
Jopienkr) Evwon kat, kupiwe, pe mv epyatikr 1dén
KQl HE TV KPITIKI] MOV €KQVE, TI0U € ETEI0E, 0av api-
oTepd dvBpwno Kai kaMéyv, yia Ty napanépa
niopeia o Ba axohouBouoa. Ki eved, ouviiBwg autd
niou ovopdderar biadikaoia ouveidnTonoinong apyel
ka1 diapket 1oy, ey npoownikd, dpn oTic unelpieg
¢ Tawiag Hov Auotuyia ato Mnopivad, npoywpnoa
apketd ypriyopa, Tabmioa péoa pou Ty EENEN Tou
VIOKIHVTED e TNV avamTuén TG KovwvIKrg kpr-
KfiG. A autr) v anoyn Hnopouyie va pivjooupe yia
ita otpo@i, nou ev Slatapdlel Opw T ouvéyela,
oure odnyel o€ aNhayr KkateoBuvang,

A.N.: Ba Béhere va iag pikvjoete, Aiyo nepioodtepo
YU aut) T Kplown yia o épyo oag mepiodo, yia
aurr T «otpor}», Tiou Sev oag 0dynoe, onwg &i-
TIaTe, 0¢ iia aMayr} katedBuvong )

[1.: X tawia Avotuyia ato Mnopvd éviwBa,
otV apxr Touhdxiatov, apKetd detog unpootd oto
B€pa [nap’ 6Ao nou kateixa TV TERVIKI Hou: pia
Tawia oav v Biounyavikrj auupawvia, Tou ypioa yia
v etaipela Philips, To Oeixver, vopilw), oav évag
CoykAEp 1o ToipKOU NpoOTA OTIC HMoUKAAES Tou
iou 6Ao kat augvouv. Yndpxet o' autiy Ty Tavia
kAT 10 oraniko, mov dikaiohoyeiai, Opw, and Ty
Qnarrojevn npoooy) Kai Tn peyaAn oupnddeia kai
v aMnAeyyln npog Toug anepyoic avBpakwpi-
X0UG Kat Toug aywveg Toug. MoNhoi dvBpwnot tpo-
pagav and v AAn pepid p'auty pou v e§ENER,
bev fiBehav va dextov To yeyovag g ouveidiyo-
nolnong pov. Avaykdotnka, 101, va glyw ané tmy
OMavdla, yiari ev éBpioxa ma va Souhéyw. Niya
npara ot oBien) Evwon kai petd anic Hvwpéveq
Mokrreiec. Exete, eé@Mov, dikio drav Méte nwg ot
TIPWTES iou Tawvies Byaivouv and o khipia Twv kak-

Mregvixiav npwromopicv Tw xpdvwv tou 1920. Ta
Xpovia exeiva, Ba propoboaye va nodye dm of kv
Hatoypagiotéc dev ennpealdyaotav unepPohikd,
BéBata, povaya and ¢ Tawieq Twv ANV, evdiage-

9 i sromc

g b

popaote, Opwe, ndpa nohd yia ) yovowkd, m Ao-

Yoteyvia, Trv apymexTovikr nepioadTepo and 600 o1

VEWTEPOI OMji€pa, Mou 6Aa MepIoTpépovIal yipw
ano TiC €€ENEIC TG TEVIKIG ka1 Twv Olyypovaw Te-

xvohoyiwv. Auto anotehei, katd T yvipn ov, orf-
Jepa, éva opahya. Evag kivnuatoypagiotrc, M-
OTelw, pmopei va uaBel nokd nepicodtepa npdypata
Y10 0 povtad, m.., and Tic AAEG Téyveg, T povaki),
TNV noiron — Kai &ivai MoAd apaktnpioTik n nepi-
Twon Tou Zepykér AiCevotaw, Tou Nidiyxa Beptog
K1 0piopévwv ANV mpwtondpuv ZoBienkav kivi-
|aToypagIoTQY — f) KGN and To xopd, napd and
Ti¢ Tawvieg Twv AMwv. Eipaote yevixd, exeiviy Ty
&noyf, oAb avoitoi o' Gha qutd Ta npdypara kai
€ixe éva laiTepo vonpa To yeyovag om Sev od-
0aE TOTE yia viokipaviép kAn. akAa yia mpwromo-
pla (wa kupiws peakioki) npwronopia oty OA-
Aavdia, pia uyohoyikod Timou ) uneppeakioTikr
nputonopia o fakhia, 1 agnpnuévy oyol Tou
Bepohivou (Eykephiyk, Oioryxep kai, kupiw, Pou-
Thav) ka0 peyakn oopiemr) oyohd. Kameguéc
Td0€IC ka1 pedpata, mou, map’ OAE TIC EMpEPOUS
Slaopég Toug, auvavTioviouoav OAEC oty Kow
avringn nou iyape oAt kar exppalonav Eexabapa
070 yeyovdg dm Bewpoloaye TIC TaviES kal Tov Ki-
VIJUaToypdgo oav jua onpaviike texvn, nou dié-
Bete pia qutovopia kat qutdpkela, pa diaitepn
yAwooa kat obvrag, onwe AT, Téxvn 10dgia e Tig
GANEC Téveg, 0T axéon Toug e 10 yeiKdtepo moki-
TiopO i enoyg pag. Auti)  kowr pag Béon pag
0bnyouoe o€ ia oupBokikr, éotw, ouvavinon Kat 1}
Kowdmta twv andyewv pag exppainay, e oagi-
veld, vopiw, Orav OTpeOpaOTE evaviia oTov Euno-
peuparonoinon. Mpdyuau, o€ 0Aa 1a pavipéona ag,
EKEIV) TV EM0Y() QOKEITON 1 EvTOV) KITIKT] 0T0 X0-
Aiyouvt, mou fav © KUpIog OToXOC pa, yiati mi-
orelape o exel diépBeipav ki katéotpepay Ty Té-
YN Tov kvnpatoypdgou (umipyav BéBaia kai g
deyOpaote, opKetéq eSaipéocic).

No—
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Dialogues with the great documentarist Joris lvens

by Andreas Pagoulatos

Those dialogues with the great documentarist Joris
Ivens, took place during two meetings at his home,
inthe centre of Paris, after two long series of projec-
tions of all his saved works, in the Beaubourg and the
“(inémathéque Franaise” (1979-1980).

Andreas Pagoulatos: | believe that your early
works (Study of Movements in Paris, The Bridge, Rain
etc.), are directly related to the avant-garde quests
and achievements of the 1920s, but, at the same
time, they direct and lead the documentary to its
next phase in development (in a cinematographic
documentary, structured as a language, that it, with
its characteristic syntax, can “speak” and register in
an effective way certain social and historic prob-
lems). If someone sees it from that point of view, he
will not agree with the, otherwise, important arti-
cle written by Poudovkin, at the point where he
refers to especially these early works, as"“trials a lit-
tle formalistic», separating them from your later
movies, and he thinks that in a “reportage-movie”
like Zuiderzee (1930-1933), we are dealing with a
total change in direction. In my opinion, we come
across with similar filmmaking, many common ar-
chitectural and structural characteristics in these
early and the later works. Thanks to the big dedica-
tion of Beaubourg and the «Cinémathéque
Francaise», we were able to watch the framework of
your saved movie production and we come to the
conclusion that there are not bold displacements
and changes in your work, but a natural, | would say,
development. What s your personal opinion on the
matter?

Joris Ivens: There is neither a displacement nor a
change in my work, there is continuity. In a movie
like Borinage, | tum to a broader area and one can
detect a point of maturity. | must tell you, | was in
adead-end, after my early movies (and there was
awhole series of similar movies that | made those
years and were ruined by the Nazis during the War),
because | did not want to repeat myselfin any way.

Of course, it was my association with the Soviet
Union, and mainly, with the working class, and the
judgment it made, that convinced me as a left wing
artistand human being, for the further course of di-
rection | would take. And while, this thing called
process of realization, takes some time and lasts
longer, I myself, thanks to the experience | gained
from Borinage, | moved on, rather quickly, and for
me the documentary development and the devel-
opment of social criticism came out as one notion.
From that point of view, we can talk about a new
chapter that does neither disrupt continuity nor
leads to a change of course.

A.P.: Would you like to elaborate a bit more, on this
critical period of your work, his new “chapter’, that
did not lead, you, as yourself said to a change of
course?

J.1.: Inthe movie Borinage, | felt, at least at the be-
ginning, to be rather a coward in relation to the
subject, [although | was well aware of my tech-
nique: a movie like Industrial Symphony, that | made
for Philips Company, | think it shows], as a circus
juggler with his clubs keep increasing. There is
something staticin this movie that is however jus-
tified, by the attention needed and my sympathy
and solidarity towards the coilers on strike and their
struggles. On the other hand, many people felt in-
timidated with this development and did not want
to accept the fact of my realization. So | had to leave
The Netherlands, because | couldn't work there any-
more. | first went to the Soviet Union and then to the
United States. You were right, when you said that my
early works are directly related to the avant-garde
artmovement of the 1920s. We could say that dur-
ing those years, we cinematographers were not af-
fected a lot by it, only from others'movies, however
we were very interested in music, literature and ar-
chitecture more than younger people do today,
where everything rotates around the development
in technique and the modern technology. This, in my
opinion, is wrong. A cinematographer can leam so
much about, for example the montage, from the

other forms of art, music and poetry — a character-
istic exampleis that of Sergei Eisenstein, Dziga Ver-
tovand some other avant-garde cinematographers
— or even from dance, rather than from other peo-
ple's movies. Generally speaking, during those years,
we were very open to all these things and it is im-
portant that back then we did not talk about docu-
mentary etc. but about avant-garde (a mainly, re-
alistic avant-garde in The Netherlands, a
psychological-type one or surrealisticin France, the
school of abstract of Berlin, Eqgerlich, Fissinger, and
mainly Rutmann) and the big soviet school. Art no-
tions and movements, that although were different
in some areas, had a common ground that we all
shared, that movies and cinema, were an important
form of art, with autonomy and autarky, a special
language and syntax, as you said, a form of art
equal to the other ones, in relation to the general
culture of those years. That common ground leads us
inasymbolic, meeting point and the community of
our views was expressed, | think with clarity, when
we turned against commercialization. Indeed, in all
our manifestos of those years, there is a bold criti-
cism on Hollywood, which was our main target,
because we used to believe that the art of cinema
was being corrupted and destroyed there (of course
there were some exceptions).

A.P:: Ina very important article you wrotein 1931,
were you compared the avant-garde (documen-
taristic) cinema with the movies made by the in-
dustry, you wrote among other things: “Materials
are not affected by betrayal: A documentary de-
mands the development of the human personality
of the cinematographer since it is only the artist’s
personality that differentiates him from any other
current affairs, of the simple shot”. That is, it is not
only the artist that process reality. Does the film as
a reality, changes him too?

J.1.: Indeed, any good documentary, changes, as
you have just said, its cinematographer. You feel a
whole different person. That has happened to me,
with the movie Borinage and even more with The
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a person walking. Although Ivens abandoned
this experiment when he realized the resulting
film made viewers seasick, his favoring of opti-
cal experiment over subjective psychology high-
lights his visual, rather than psychological cu-
riosity. Further, the film's most unusual aspect, its
attempt to incorporate the bodily motion of a
person walking into the visual experience of the
point of view shot, signals one of the most im-
portant aspects of Ivens'cinema, his anchoring
of visual experience in the physical body.

As Ivens'first masterpieces, The Bridge and
Rain, make clear, this visually-based cinema in-
volved more than technical experimentation. The
cinema’s ability to seize an object from an unfa-
miliar angle and to inter-relate these viewpoints
within a temporal rhythm through editing cre-
ated not only a new way of seeing, but a new
way of inhabiting the modern world. Ivens first
films reflected the logic of construction and the
mechanical thythms of new industrial and tech-
nological environments. The Bridge is not simply
a record of a railway bridge, but the encounter
between two machines, one titanic and one
miniature. On the one hand the film displays the
technology of the monumental Rotterdam lift
bridge. On the other, it demonstrates the tech-
nology of another smaller, but no less well engi-
neered, machine, the Kinamo, the handheld
camera Ivens used to make the film. This light
weight camera became an extension not only of
Ivens'eye but of his whole body. While the film
explores the bridge from often dizzying per-
spectives, its view point is never disembodied.
Through Ivens' camera and editing we not only
see and explore this modern structure visually,
we inhabit it, we dwell within its perspectives
and viscerally experience its thythms.

Likewise Rain explores the effects of a single
rain shower on a modem city, creating a synthe-
sized view point through editing, moving across
space and time (Ivens, of course, shot many
downpours in order to create this single filmic
one), allowing us to live through an everyday
event with all the vividness cinema offers. ivens'
camera is alert not only to visual patterns of re-

flection and refraction, of textures transformed by
the sheen of moisture or an atmosphere veiled by
soft rain, but also participates in the human in-
teraction with this environment. The unforget-
table moment of the little girls scampering
through the frame wrapped in a blanket to shel-
ter themselves inspired Ivens’ observation, “the
skipping movements of theirlegs had the thythm
of raindrops" This analogy cues us to the logic of
Ivens' lyrical editing and its role as a quide to a
heightened power of observation. Unlike many
Avant-Garde filmmakers of the late twenties,
Ivens' does not subordinate such human mo-
ments to the logic of an edited rhythm. Rather,
the human body and s blend of grace and awk-
wardness becomes the basis for a cinematic
hythm built from the gestures, and patterns of
bodily motion. Ivens forges the link between vi-
sual observation and lyrical transformation with
a filmic poetry that comes from a clarity of per-
ception, and a direct participation in bodily mo-
tion.

After his very first films, Ivens felt his work
moved away from the formalist lyricism of these
early masterpieces towards a more direct political
engagement with the crises of the modern world.
But the profundity of this later work developed,
rather than abandoned, this participation in the life
of the body and the eye through cinema. The film
which pivots between these early formal experi-
ments and the later films which focused more on
the movements of workers is We AE BuiLoing, and
especially its gem Zuiderzee. While still outside
anexplicit political discourse, Zuiderzee's epic por-
trayal of the closing of the Zuiderzee in order to
create new farm land stands as one of the great-
est works of art portraying human labour pro-
duced in the twentieth century.

The power of this work grows directly from
Ivens'physical identification with the camera, the
bodily involvement of his observation and par-
ticipation with the thythms of the workers. An an-
ecdote Ivens tells in his autobiography about
showing the Zuiderzee film in the Soviet Union il-
lustrates how the film conveyed a sense of phys-
ical as well as visual knowledge. After a screen-

ing, a Russian worker objected that lvens must

have lied when he described his background as -
middle class, since Zuiderzee conveyed the work

process in precisely the way a worker experi-
enced it. Ivens, instead of being insulted by the
accusation, realized the compliment to the film it
implied. He explained how he had immersed.
himselfin the processes of labor, carrying stones.*
moving supports, in order to realize how to film

them properly. Throughout the film one senses
the actual fee, the tactility and weight of objects,
the strain and strength needed to carry them.

One moment in particular gave me the sense of

the bonds of solidarity such labor could create

through its direct physical demands. A group of

workers carry a huge length of pipe. They camy i

on their shoulders with workers walking together

on either side of the load. In order to secure thei

hold and guarantee walking in step with each

other, each worker has his arms around his paft-

ner on the other side, creating a unity based on

physical intimacy and effort.

Ivenss political films not only captured this
physical immersion in fabor and the solidarity it
fostered, but also the ambivalent demands of
more technologically advanced industrial labor on
the assembly line. Few films are as ambiguous i
interpretation as Industrial Symphany (also known
as Philips Radio). While this film inhabits the
world of the production line as fully and sens-
ously as The Bridge dwelt within its massive in-
dustrial structure, the physical involvement of &
borers has become transformed by total
mechanization. Here the human worker is caught
within a web of industrial processes that s repet-
itive and spatially abstract The very nature of fac-
tory space with its constantly moving conveyer
belts, assembly lines and delivery systems, fixes -
the human gesture into a mechanical schema
Moments of old fashioned craft, such as the glass
blowing (so much a part of the Dutch handicratt -
culture celebrated in the painting of the 17t -
century), here seem imprisoned - in compet -
tion with machines. vens has indicated he in- -
tended the film as a critique of the Philips plant é
but as Hans Shoot has indicated to me, this dié
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not reflect statements he made during produc-
tion. Leftist ritics such as Leon Moussinac did
read the film as a critique of the de-humanization
of the worker under capitalism. However, view-
ing the film, one senses an intense ambivalence.
On the one hand, Ivens'camera does portray a de-
humanizing system which contrasts completely
with the physically bonding labor shown in
Zuiderzee, Projected back to back, these two films
seem to reveal - as no other art form could - the
degradation of work in the twentieth century.
However, Industrial Symphony also seems to par-
ticipate in this technology, to celebrateit, to be at-
tuned to it, to glide with the machines, to pulse
with their rhythm, especially in relation to the
music on the soundtrack. The film seems seduced
into abstraction, however much its bad con-
science drags against this momentum. The world
of brightly illumined glass tubes and bulbs and
the ease of movement endows the film with a
sense of mystery that contrasts sharply with the
immediately comprehensible processes in
Zuiderzee (the earth and rock sink, the water
rushes but s ultimately confined, the human arm
and back accomplish it). The very ambiguity of
this film (and the circumstances of its production,
undertaken while Ivens was preparing to leave for
the USSR to make films of the Five Year Plan,
partly to raise funds, partly to mollify his father
whose photographic company was producing
the film) opens up the dangerous qulf beneath
the promise of the cinema, the power of cine-

- maticillusion which rides within the search for vi-

sual knowledge. Ivens produced a film which
could satisfy a corporate sponsor or seem to left-
ist viewers to attack labor conditions. A film
whose formal beauty, produced by a filmmaker
becoming suspicious of such formalism, must
cloak a degree of mauvais foi.

Jean Luc Godard has eloquently summed
up the danger of cinema’s promise of knowl-
edge with his phrase: “This is not a just image;
it is just an image”, Clearly images speak for
themselves, but they also take on meanings
within a context, a context the individual image
can not always determine. | feel that Ivens him-

self demonstrated this in his 1931 film New
Earth which s often spoken of as if it were sim-
ply a new version of the Zuiderzee film. Instead,
Ivens here submits his earlier material to a rad-
ical redefinition that records the betrayal of the
promise of the first film by the illogical thinking
of the capitalist markets. The “New Land" cre-
ated by human labor and technology in the
earlier film, produced grain which - due to the
collapse of the world agricultural market during
the Depression - could not bring a profit to
those who grew it. What could Ivens'heroicim-
agery of labor mean within such a context of in-
verted values?

He expresses this tragic irony not only
through narration which explains the final fate of
the new land, but also through a montage style
which nolonger restricts itself to inhabiting a sin-
gle locale but cuts freely from newsreel footage
in the USA and the rest of Europe to show the ef-
fects of this global market collapse. Ivens had
learnt from Pudovkin and the Soviet filmmakers
that editing created meaning in film, but in his
previous films, editing primarily created the
thythmic interaction of the processes he filmed.
Now, perhaps influenced by his recent work for
the Dutch Communist party re-editing news-
reels in order to give them a revolutionary mes-
sage, Ivens makes his images speak through
ironic juxtaposition and contrast. The grain pro-
duced by the new land is poured back into the
sea from which its soil was wrested by so much
abor. Just as labor and effort and even the nour-
ishment produced by nature can be betrayed by
the ronies of the market, 5o a filmmaker must be
aware of the ability of the film image to redefine
itself, to protest against its own faith. The pow-
erfulimages from lvens'earlier film(s) no longer
say what they once seemed to say. The knowl-
edge and power they once held has been be-
trayed as well, as the images no longer are edited
in order to make us participate in this creative la-
bor, but, instead, these gestures are rendered
meaningless by a political and economic sys-
tem which their labor cannot influence. As the
laborer’s work has been rendered pointless, the

images too are drained of their immanent sig-
nificance, are hollowed out by the new editing
patterns Ivens devised, which he himself de-
scribed as being structured like a joke, rendering
this heroic effort nonsensical.

I must confess | have not studied Ivens'later
films to the degree to which | have examined his
first few. There is no question however, from
what | know of this later work that he continued
to be a great filmmaker, precisely because he
continued to wrestle with the truth the film im-
age seemed to carry and the meanings it could
be made to bear. Ivens used films as a means in
astruggle to understand the processes of history
and to persuade others of his view. From the
thirties on, this work primarily followed a Party
line, sometimes in defense of a peaple’s right to
self-determination (7he Spanish Earth, Indonesia
(alling), sometimes in a dubious attempt to
shore up state policy — but always operating
within Ivens' desire to change the world for the
better. Itis ironic to me that Ivens'series of films
on the Chinese Cultural Revolution, How Yukong
Moved the Mountains, which | first saw as a con-
temporary document rather than a historical
film, had the power then to obscure my under-
standing of that event rather than enlighten it.
Ivens and his collaborator Marceline Loridan later
realized their own lack of understanding of the
events they recorded and their own complicity in
this tragedy of history. That these powerful films
seem to have betrayed the promise of cinema to
show us the truth is less the mark of a film-
maker’s failure than an indication of the deep
danger and difficulty involved in the task of
wresting the justimage from what are truly only
images. | am n awe of Ivens'work and life, a man
who suffered and triumphed within the ambi-
quities of our last century, whom | respect as
much for his failures as for his successes and for
the fact that it is difficult even now to separate
definitively one from the other.

From Ginema Without Borders.
The Films of Joris Ivens, Nijmegen 2002
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AN.: 2 éva onpaviiko oag dpBpo tov 1931, drov
QVINAPATAOOETE, KPIBGYG ToV MPWTONOpIakd (vio-
Kijavteplotixo) Kivnpatoypdo oti Plopnyavikée
Tawvieg, ypapere avyeoa ota dAa: «H ohn dev uno-
@éper v npodooia; Eva viokipaviép anarel v
avarmué e avBpanvng mpoowmkdTTag Tou Ki-
VIJHaTOYPAIOTY) Aol Hovdya ) npoowmikdTnTa Tou
kakhieéxvr To kavel va EeywpiCerané v onotabiinore
enkaipotna, and v ank M. Aev efvar, dhadi,
Jovaya o kaNrtéyvng mou ene€epyaleral mv mpay-
paikdma. H tawia oav npaypanikotna tov aMadet
Kat tov {610;

I21.: Npdypar, kaBe kako viokiavtep, aMhader, omwg
Aéte, Tov kwnpatoypagiotr Tov. Niweic aMog dv-
Bpuwnoc, Autd To mipdyyia v ouvpn kal e v Tat-
via Avaryyia aro Mnopiva( kat akOyn mepioodTepo e
v I m¢ lomaviac. X' autr T Tawia avayvwpilw,
TIpayHaTIKd, Tov €auto pou. Yndpyet péoa exel oAog 0
Hop@Ixdg molTog, nou Hnopeoa va T dwow, Ohn
Jiou 1 €pyaoia e Y Kvnatoypagikr} y\wooa. Xdpn
0'autr mv Tawia, dpn 0'doa pou éyiabe pnopeoava
KAV éva Kavoopylo §exivnua, e Tawiec meploodtepo
1) Aiyotepo kahég, Metd tov Sedrepo maykoopto no-
Aegio, maipvew véa avdoa, e Tawieg oav To Tpayoddi
Twv notauav 1y 0 Znkoudvac auvavtd to fapiay, 2o
Baknapdiao, fy ¢ Tawieg nov yopioa oTo Blewvdy, wg
TOV KUKAO Twv Taviwv /7e¢ o floukdyk petakivnoe ta
Pouvd. Mnopcd va mw, YeVIKEDOVTaG, OTL 0 VIOKIHaV-
Tép paBaiver oTov Kivnpatoypagiotr, Oyt povdya Ee-
XWPIOTA MipAyyaTa yia TI Kovwvieg katyia v idla
(wrl, A\ Kat yia v Téxvn Tou. Mia Tawia e uné-
Beon Tov aBaivey, kupiw, ki yia t (. O vioki-
pavieplotag, opwg, motebw, Mpémel va elval, yevikd
1o BlaBE0IOG Kal Mo QVOIXTOC |NpooTd OToV avl-
amk modTo Twv avBpamvwy Mpaypevwy kai Spw-
pevav. 2ty apyy, omy OMavbia ) pe Tov Beprog,
apyonepa, eljiaote oAOTENa EvavTiov Twy TaILY e
undBeon. Napaeiyaote opBodogor. Tow, dpwg, oo
Eexivnpa evoc kahhmeyvikol Kiviatog, va eival ana-
paitryn autr 1y opBodogia. Exeryivel ma pavepo, aA-
Awote € 11600 peydo abo ot diko autég katnyopieg
Knatoypagou anhoennpeaoTnkay.

AN.: And v apxi 1dn Tou épyou oag, Siamoro-
VOUHIE 0TI UNApYOLY OF OPIOyIEVEC 0aC TaIVIEC OPKETA
otoigelc kvnpatoypdgou pe undBeon. Xapaxtnpi-
otka orolyeia Bpioxouye . ot Auotuyia ato Mno-
pwd( . Evo o€ pia Tawvia onwg H frakia Gev eivar
iy ypa éxoupe éva eidog ouvinapgng Twv o
QUTGV KQTNYOPIAV Kivruatoypapou nou katak-
el perd and pia agoiaia agoyoiwon twy Siago-

PETIKWV TOUG OTOIxElwY, 0€ éva kawolpyio fbog,
vopiCw, piktod aMd autdvoyou xivuaroypdpov.
AUTO 10 XApAKTNPIOTIKO OPIOPEVIWV 0aG TAVILY El-
v\ MpodpayIkd yia T petémera e§eAich to kivua-
Toypdpou. NpGypar, Tov Kpioipo auTd petewpiopo
Tov Bpiokoupie o€ moAG VIoKIpavrép f JIKTEG Kai au-
Tovopec Tawieg Tov f16yav Bav Ntep Kékev f o€ tai-
vieg wv Bpadivdvav Eéhoou Aotkag, Zodé ZéAaou
Kopéa (n.x. oy tawia toug yia v aneNeubépwon
¢ MolapBikng 25) kai o€ opiopéva kohopBiava
VIOKIHavTép. A6 v A pepid Slamotdvoupe
enlong o€ ia onpavaiki) Tawia pe unobeon onwg o
Axpoywviaiog ABog Twv Kpdpep-Nraykag jua év-
Tovr) €nibpaon ToU VIOKIHAVTEP(OTIKOU KIvIaTo-
ypdgou, o€ Tétolo fabpd nou Ba énpene, pdkhov, yi
quTrv Ty Tawia va pAdye yia éva and Ta mo xapa-
KmploTika napadelypata Tou kawodpyiou Liktod
Karautdvoyiou Kivuaroypdgou, mou TipoeTolpdderal,
0nwe Aéyapie, ano opIopéveG Tavieq 0ag kal oTn ou-
VEEID Kal e DlapopeTikd Tpomo, and oplojiéveq Tat-
vieg Tou Zav Poug, Tého, elvar yia piéva pavepri kai
éyw pdoer yi' autd To Bépa moMéc popéc,  eni-
bpaan mov doknoav o1 Tawies oag, o T Avotu-
ia ato Mropiva 1y ) I ¢ lomaviag, mdvw ot
yéwnon kat v e6Nin Tou ahkod kat Tou die-
Bvoug veopeahiopoo.

T2\, Onwg €imate ki €oelc, 0 viokiHaviép eivai n éx-
(paon G KvNUatoypagIkig Téxvng, mou pmopel
Kal kveftal 0'éva x@po npoadlopiopéva and v pia
meupd, ano Ta enikaipa — dedopévo Kivnuatoypa-
QIKo €lbo — kai and v AN\ a6 Tov Kvnpato-
ypdgo pe unoBeon. X' autov Tov vdidpeao xwpo,
Opwc. ha empénovral. Eixa nohd évroveg oulntr-
0€1C e Tov Beptdg mavw o€ aurd ta Bépara. fia
Jéva, EXEIVO TIOU PETPOU0E Kal HETpael fTav Kal Eivat
1) quBevikaTnta - pépog g akiBeiac, O viokipav-
Teplota npénei va eivat eNevBepoc va iakéyer T pé-
Bodo g Souheidg Tou, drav yupede va kataypayer
v aMjBeia. Hon ot Avaruyia oro Mmopivdd, |
anaoyohoboav autd Ta npofhuara. Mepikég and Tig
Tawvieg pov €ivar mo Kovid oto penoprdd 1) ota eni-
Kaipa onwg my. n Tawia pou 0 Oupavdc, n yn, AN
£4ow jia Biagoperikry Hopey: n Eexwpionr Biwon
&v0¢ ayiva nou anameita, katakvjyel va dwoel 010
VIOKIpavTé pav AN\ dopn n.y, O 170¢ napdMnlog
10U yupioa e v Mapoehiv Aopvid oto Bietvap.
Z¢ wav A\ katnyopia avijkowy  Avotuyia oto
Mnopivd{ ka1 opiopéve GANEC ou éyouv va kdvouv
e QuTO 1iou Ovopd0aTe KT kaivodpyio yia T €noyT}
T0u ido Kivnyaroypd@ou, o) KoviQ OTov KivRjia-
T0ypago e undBon, 60ov agopd, Kupluw, TS Te-

Neutaleq oexcve, avike, Onu einate, H frakia Gev el-
vai gray yapa. To kupidnepo npoPAnga nou £xei o
KIVIUaToypapioTric, o€ Tétoiou Trov Tamvie, elvar 1o
va 0dnyrioer Toug pn nBonoiode, va vieow pia be-
Sopévn katdataon e do)yiveran peyakitepn dveory
va Belouv, va onpeioowy, e pa xeipovopia, éva
BNépya, pa peratomon, 1 nopel va oupBei éror
110U 1, avanapdotaon va uny Eegedyer and 1o yew-
KoTepo ovo Try; Tawiac, fiari, BéPaia, bev efvainavia
£6koho va Bpeig autodc rou ovoydliw puaikads nfio-
T0100¢, MW 10 KATAPEPAV OPIOYEVEC POPEC 01 VED-
peaNioréc, nou, oma éxee nel, bev épabav yovaya
QN T0 VIOKIHVTED OpIOpiéva MpAYLITa OETIK e TiC
peBodous epyaciag, aMa kat odnyriBnkav and 1o
povid, To bepog, T Sopi Tou...

AN, Eva o yapakmnpioTiko T Souheid oag, mov
g evbiaqéper o, eivar n SieBvixdrmra g, Mpdy-

Jar, kdBe popa mou undpyer éva onpavTikd enava-
0TamIKO yeyovdc oac Siakpivel pia andvia 18eokoyir|
Kat quoikr}, Ba éNeya, ExolpoTTa oto va aviik-

@Beite TIC mpaypaTikég Tou iaoTdoei kat va kara--
yPAYETe T véa nokGmAoKT) Kal eKRKTIKT Mpayyia-
Tikotra. Auti n otaBepr ¢ Soukedg oag, epydtav
nIoANG Qopéc o€ bidoraon, katd T yvapn pov, je

oplopéve avihpeig T oTakvikrig nepiodou.

T.1.: NoA\d npdypara, npénei va nw, e odiynoav o’
autov Tov SieBviayio. Me ennpéade n Siakexmixi) kai

ot HapéloTikéc-Aeviviamikég avahoeic yia Ty naykd-

oya kardotaon. Aev agnvopow va odnyodya yo-

vlya and 10 KopHOUVIOTIKO KOG, E0TW KaI OV jié-

PIKEG opéc umdpyel pia napalnhotnTa. Autd T

Siebuixo, AN\wore, aioBnpa 1o éyw péoa oo aipa

pou. Na pn yivet poBlog. Eivat oto yapaxtripa pov. Tig

Kahdtepeg 18éeC TiC éxw orav Taidedw. Aut mv
(peon enagr pe Ta npdypara, dev Ba pnopouce,

Slagopemkd, va v éxel edxoda o kaBévag. Aou-

hetw, e€Nov, Tekeutaia, moNd mave atoug pifoug

Tou Imtdyevou OMavdou, yia pia Tawvia autoBioypa-

ik, Bk va 0aq avapépw oTo onpeio auto, o

11600 EvaioBryTonoinjévog Nouv UMpoatd ata oa

ouvéBawvav oty EMdda katd tov nohegio kar petd.

ENnveg aywvioté pou eiyav {nroet va Toug Bon-

Bilow oto Kvatoypagikd enindo. Naporo nou

Sevyunopouoa, exeiv m enoy, va katéf amy EA-

Aada, yiari o1 OMavdoi ov eixav agaipéoe To dia-

Parfpio, Siopydvwoa kanw ta npdyuara. Eiya
€N10A) e Evav AUEPIKOVO ONEPATE Miou KaTERnKe

Kal TP 0pIopéveC NYEIC ka1 €101 Lndpena, EaTe Kat
Niyo, va Bonfiow. Auto 1o avagépuw, e diaitepn

IKavonoinan, yia Mpwn opa e oag arjiepa.
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Spanish Earth. In this movie, | truly see myself. In
there, there is the form’s richness that | could give to
the film, my whole work with the language of the
cinema. Thanks to this movie, thanks to all thatit has
taught me, | was able to make a fresh new start, with
films that were good orless good. When the Second
War World, had ended, | took a breath of fresh air,
with movies as The Song of the Rivers or The Seine
meets Paris, Valparaiso or the movies | made when |
was in Vietnam up until the series of movies: How
Yukong Moved the Mountains. Generally speaking,
the documentary teaches the cinematographer, not
only various things about societies and life itself, but
also about his art. A movie with a scenario, mainly
teaches him, something about life. The cinematog-
rapher, in my opinion should be more open to the
contradictory wealth of human relations and atti-
tudes. At the beginning, in The Netherlands or later
with Vertov, we were totally against movies with a
script (fictions). We were too“correct”. But maybe at
the beginning of an art movement, this correctness
is necessary. Itis now obvious that these two cinema
categories affected each other.

A.P-: Ever since the beginning of your work, we no-
tice that in some of your movies there are quite a
few elements of films with a script. Those we can
find them, for example, in Borinage. Whereas in an-
other movie like /taly /s not a Poor Country, there is
a kind of co-existence of those two categories, that
develops, after a mutual assimilation of the differ-
entelements, into a new genre, of a mixed but au-
tonomous cinema. This characteristic of some of
your films is a forerunner for the later development
offilms Indeed, we can see this crucial flatulence, in
many documentaries or mixed and autonomous
movies by Van der Keuken or in movies by the
Brazilians Celso Lucas, José Celso Correa (for ex-
ample, in the movie about the liberation of
Mozambique, 25) and in some Columbian docu-
mentaries. On the other hand, we can see that an
important movie with a script (fiction), as the Mile-
stones by Kramer-Douglas, is highly influenced, of
the documentary cinema, in such an extent, that for
that for that movie, we should talk about the most
characteristic examples of the new mixed and au-
tonomous cinema, that it is prepared, as we men-
tioned earlier, by some of your films and later on, in
adifferent way, by some of Jean Rouch films. Lastly,
formeitis quite obvious, and | have told you about
that many times, the effect your movies, as Bori-

Mia wotopia tou avépou
ATale of the Wind

nage and The Spanish Earth, has on the birth and
the development of the Italian and international
neorealism.

J.L.: As you have said, documentary is the ex-
pression of the art of the cinema that can also use
movement — a field defined partly from the cur-
rent affairs- given film genre and on the other
hand, from the cinema with a script. In this space
in between, though, everything is allowed. | have
had some very intense conversations with Vertov
regarding those matters. For me, what counted
and still does is originality — a part of truth. The
documentarist should feel free to choose how he
is going to work, when he is trying to register the
truth. In Borinage, | was dealing with those issues.
Some of my movies are closer to reportage or
current affairs, for example, my movie The Sky, the
Earth, other ones are differently made: the way
each person perceives a struggle/war, ends up
giving the documentary another structure, for
example The 17th parallel, | made with Marceline
Loridan in Vietnam. In another category, there is
Borinage and some other movies that deal with
what you named as mixed, autonomous for its
time cinema, and were very close to cinema fic-
tion, as far as the last part of /taly is Not a Poor
Country, is one of them. The main issue the cine-
matographer has to deal with, in this kind of
movies, is to be able to lead the non-actors, to
feel in a certain way with as much naturalness as
possible: to show, to point out, with a certain
gesture, alook, a movement, what could happen
50 as the revival will be close to the general tone
of the film. Of course, it is not always easy to find
those, “natural actors”as | call them, as the neo-

realists have managed to do so, and as you have
said did not only learn some things about work-
ing methods from the documentary, but also
were guided by the montage, the expression, its
structure...

A.P.: Another characteristic of your work, that it is
very interesting, is its internationalism. Every time
there is an important rebellious event somewhere
in the world, you have a rare ideologist and natu-
ral readiness in realizing its true dimensions and to
present the new, complicated and explosive reality.
This feature in your work was many times, in my
opinion, opposite some notions of the Stalin period.
J.1.: There were many things that lead me to this
nationalization. | was affected by the dialectic and
the Marxist-Leninist analyses on the state of the
world. | did not let myself being quided solely by
the communist party, even if sometimes there is a
parallel of ideas. This nationalization characteristic
is in my blood. Don't turn this into a myth. Itis part
of my character. | have the best ideas while | am
traveling. This direct contact with things, you can't
haveit differently. | have been working lately on the
«Legends of the Flying Dutch», on an autobiogra-
phy film. | would like at this point to tell you, how
affected | was with all that was happening to
Greece, during and after the war. Greek fighters
had asked me, to help thenin a film level. Although
I wasn't able to go to Greece at that time, because
the Dutch took away my passport, | managed to or-
ganize things a bit. | was in touch with an Ameri-
can operator, who went there, took some shots, so
I was sort of able to help in some way. | am very
happy to tell you this today.
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Totim
TheTipi [De Wigwam]

2movdn Kivijoewv oto Mapiot

Study of Movements in Paris
[Etudes des Mouvements a Paris]

Iknvobeoia-Owroypagia-Movral/Direction-Cinematography-Editing: Joris Ivens
35mm Aonpopavpo/ B&W 4° Boupd/silent ONavdia/The Netherlands 1927

Fikove nou delyvouy kupiwg T kivnon oto MNapiol, dnwe autéq yuplotnkav €ite péoa ané
10 biapépiopa g Zeppév Kpoul elte and nepmaroug otnv noAn padl . ESe gaiveral
00w N ENPPO TwV PWOIKWY aBdv-ykapvt Tawiwy, dnwg n.y. otic ouvBéoeig e 1a dia
ywvia kddpa

Images of mostly traffic in Paris, seen from the apartment of Germaine Krull or shot while
walking through the city with her. Here already the influence of the Russian avant-garde
films can be seen clearly, e.9. when looking at the diagonal frame compositions

Orav firav 13 xpovav, o N6pi 1Beve ayanoioe Tic oTopiec pe
K(]OUL}HUI?)H, Kat W@I(l‘ml;(,, Mum KQI Qno@Acioe va NAQOE! g
bikA) Tov. Eypaye 1o oevdpio kai xprowonoinoe pa xkdyepa
ané 1o payadi tov matépa tov. Erol, npoékuipe n npatn tou Tai
via To tim, pe nBonotolq Ta péhn e okoyéveide Tou. O Mabpoc
Aetdc, évag kakd Ivoidvoc, andyel Ty kopn piac oikoyéveia
aypotwv. To OAeyopevo BéNag, Tov onoio eppnvedel o veapd
i6pic 1Beve, 0mCerto naidi and Tov anaywyéa kai to EMoTpépe
01NV oIKoyéveld Tou. To kanviopa T mina g eiprvng kAive
TaIplaota v tavia

At the age of 13, Joris Ivens was fond of stories about cowboys
and Indians, so he decided to invent one himself. He made a
script and used a camera from his father’s shap. This became his
first film, Wigwam, with his own family as the cast. Black Ea

gle, a bad Indian, kidnaps the daughter of a farmer’s family
Flaming Arrow, played by the young Joris Ivens, saves the child
from the kidnapper and brings it back to her family. No better
conclusion than smoking a peace pipe

IxnvoBeaia-Levapio/Direction-Screenplay: Joris lvens Owro-
ypagia/Cinematography: Kees lvens f éva péhog 1ou mpoownixo)
mc/or a staff member of CAPI Nijmegen

35mm Aompopavpo/B&W 8" BouPd/silent ONavdia/The
Netherlands 1912
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H yéupa
The Bridge Debrugl | A=A T AT
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IxnvoBeoia-Owroypaepia-Movral/ Direction-
Cinematography-Editing: Joris lvens Mapa-
ywyi/Production: CAPI (The Netherlands)
35mm Aonpopaupo/B&W 11" Boupd/silent
OMavbia/The Netherlands 1928

Mua yéupa ato Pétepvray, T omoiag To peaaio Turjua aveBaivel kaBeta oav avehkuorpag, ival To avrikeievo épeuvag g Tawiac. SuviiBug n yépupa
divel pua otamikr eikova, alhd o M6pic 1Beve dnptodpynae pia moAd Cwvravi Tawia yipw an’ autrv. «lia péva, N yépupa anoteheito and éva pnyaviopo
Kivoew, KAiogwy, Hopecy, aviiBéoewy, pubpav Kat Twv petagl Toug oxéoewv». H Tavia xapaktnpiotnke ajéowg wG apiotodpyniia and toug diedveic
KprikoU kai toug GMoug kvnpatoypagiatéc. 0 Nopig 1Beve éyive ndpauta o mo idonpioc aBav-ykapvt kivnpatoypagiotig T ONavdiag.

The vertical lift-bridge in Rotterdam is the object of study in The Bridge. Normally it seems to be a very static object, but Joris Ivens made a very dynamic film
out of it.“For me, the bridge consisted of a laboratory of movements, tilts, forms, contrasts, rhythms and the relationship between all these phenomena.The
film was immediately recognized as a masterpiece by international critics and other filmmakers; Joris Ivens at once became the most famous avant-garde film-
maker of the Netherlands.

Mia moinyuikr Tawia yia m «yéwnon kai 1o 8dvato» iac Bpoyomwang oto Ajotepvray, piag and
TI¢ MM IpWTEOUGES MoV MPWTAYwVIoTnoav 0€ Tawieg aBdv-ykapvt KivnjatoypagioTwv T oe-
kaetia Tou "20 (dmwg n Mdoxa, To Bepohivo, To Mapiot kat n Néa Yopkn). H tawia eivar umpeoto-
vioTike kat Sopnpévn olp@wva e pouaikéc kateuBivaeic. O 1Bevg xpeidoTnke ndve and lo po-
Vi@ yla va Knpatoypagrioel apketég Bpoxés e blapoperikes TomoBeoies e noAng yia va
Katagépeiva ouvBéoei o €pyo. To 1932-1933, n Xéhev Bav Nrdvykev épriate pia exdoxr e Boo-
YIiC L€ rixo, He Hovalkr emévauan tou Aou AlytBeAt (f ahiwe, Ahumept Xélav). T ouvéxela, ki
Mot auvBétec Ba éypagav povaik epnvevaévol and Ty Tawvia, omwg o XavcAiohep to 1941 pe
10 Vierzehn Arten den Regen zu beschreiben (Sexaréaoepic ponol yia va nepiypdeis T Bpoxri).

Rain is a film-poem about the rise and demise of a rain shower in Amsterdam, in the way that
many capitals were filmed by avant-qarde filmmakers in the 19205 (Moscow, Berlin, Paris, New
York). The film is impressionistic and composed following musical quidelines. It took Ivens over
two years to shoot enough rain showers at different locations in the city to be able to compose
i this film. In 1932-33, Helen van Dongen made a sound version of Rain with music by Lou Lichtveld
: B poxn (alias Albert Helman). Afterwards more composers would be inspired to write music to this
A film, like Hanns Eisler in 1941 with Vierzehn Arten den Regen zu beschreiben (fourteen ways to
describe rain).

Rain [Regen]

“A film by Joris Ivens and M.H.K. Franken" (0mw¢ Snhwvetai ota (evepik/as stated in the credits)
Napaywyn/Production: CAPI (The Netherlands)
35mm Aompopaupo/B&W 12 Boupa/silent OMavdia/The Netherlands 1929
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IxnvoBeaia-Levapio/Direction-Screenplay: Joris lvens Ouw-
Toypagpia/Cinematography: Joris Ivens, Jean Dréville, John Fern-
hout, Mark Kolthoff Movral/Editing: Joris Ivens, e T BoriBeia
Tne/with the assistance of Helen van Dongen Mouatkiy/ Music: Lou
Lichtveld Napaywyr/Production: CAPI (The Netherlands), com-
missioned by Philips Eindhoven N.V. 35mm Aompdpaupo/B&W
36° ON\avdia/The Netherlands 1931

Eva vrokiaviép yia Ty kataokevr vikapivv ané Ty Kop-
006N, v Evwon Koppouviotikwy Neohaiwv e Zopieikic
Fvwong, oto mhaoto To mp@Tow MevagToug mhdvou Tou 21d-
A yia ) ZoBienik Evwon. H tawvia yupiotnke ato Maykvitoy-
kopok ata Qupaia Opn, 6mou yiia Biopnyavikr noAn pe nepio-
odrepoug an6 200.000 katoikoug SnpioupyrBnke jiéoa o€ Niya
HONG xpovia, kBl kat ato Aexavonédio To Kodpnag ot 21-
Brpia. H Tawia amotehei popo Tiprg ota enmelypiara Twv ebe-
hovrcv, aM\a Gev Seixvet T oxotewr meupd T lotopiag; Toug
yihiddec puhakiopévoug Kouhdkoug va kdvou katavaykaotikd
€pya katw and andvBpwnec ouvBrikec, Emnpeacyiévog and Tov
Jopieixd oknvoétn BoeBohovt Mouvtogkw, 0 1Bevc akohouBei
évav «in nBomoid» mou avanapiotd Tig oxnvéc. Metd to Koy-
0oudA, autr ) Hoper| «mpocwmomoInjévng lotopiac» mou Ba
anokahodoapie Spapiatonoinpévo VIOKILVTED, ENAVEPYETal OV
yva o1o pyo Tou 1Beve,

A documentary about the building of blast furnaces by Kom

somol, the Communist Union of Youth, as part of StalinSs first
five-year plan for the Soviet Union. The film is set Magnitogorsk
in the Ural Mountains, where an industrial city of over 200,000
people was built in just a few years, and the Kubas Basin in
iberia. The film is a tribute to the achievements of the volun

teers, but does not show the dark side of history: the thousands
of imprisoned Kulaks doing hard labor under inhuman condi

tions. Influenced by the Russian filmmaker Vsevolod Pudovkin
Ivens tells the story by following a non-actor who re-enacts the
scenes. After Komsomol, this form of“personalised story’, which

we would call a docudrama, recurs in many Ivens films

Blopnyavikn ovpgwvia
Philips Radio

H Biopnyavikif oupgwvia Bewpeitar n tpitn mo onpavrikr oMavéixr afdv-ykapvr tar
via ou 6pic 1Beve, perd tn fépupa kai ) Boayr. H tawia firav napayyehia g Philips
yiava npowdrioet T o0yypovn diadikaoia napaywyrc Twv padio@uvIKGY ouokewwy 0Ta
€pY00Taola kai 1a ypageia TG exaipeia oto AwtxoBev. Mpog To Téhog Twv yupiopdTwy
anogaciotnke va ypnotgonoinBoly ot mo mpdoparec Texvohoyies KivnuaToypagii
nxoypagnang otn [aMia, kdvovra érol v npwn oMavéikr Tavia e Ao

Philips Radiois considered the third most important Dutch avant-garde film by Joris lvens
after The Bridge and Rain. The film was commissioned by Philips in order to show the mod

e production process of radios in the factories and offices in Eindhoven. Only in a later stage
of the shooting was it decided to use the latest film sound technology in studios in France
and make the first Dutch film with sound

KopoopoA 1y To tpayoidt twv npwwv
Komsomol or Song of Heroes
[Pesn o gerojach (Komsomol)]

IxnvoBeoia/Direction: Joris lvens Levapio/Screenplay: osif Skijoet Qwroypagia/Cine-
matography: Alexander Sjelenkov Movoiki/Music Hanns Eisler HBomotoi/Cast: Aaixoc
Biaooc up) Napaywyn/Production
USSR) 35mm Aonpopavpo/B&W 50 SSR 19

Maykvit/Tram group Magniti (peoples’ theater gr

Mesjrabpom Film
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N £' a / N e E h IknvoBeoia-Zevapio-Agrynon/Direction-Screenplay-Narration:
v n W a rt Joris Ivens @wroypagia/Cinematography: Joris Ivens, John Fermo, Joop
Huisken, Helen van Dongen, Eli Lotar Movrad/Editing: Joris Ivens, Helen van

[N | euwe G ron d e n] Dongen Mouatkiy/Music: Hanns Eisler Napaywyr/Production: CAPI
(The Netherlands) 35mm Aompopaupo/B&W 30" ONavéia/The Nether-
lands 1933

To eneto610 TG oeipdg XTicoupe pe Titho Ta épya ato Zévrep(e ey, petd my ene€epyaoia tov 1Beve to 1930, éva viokipiaviép mohd peyahitepng Sidp-
Kelag e Titho Z€vrepde. To 1934 o 1Beve ypnoaiomoinae to 610 ukiké kat emméov mdva yia va kavel jia akopa ekdoyr, pie itk Néa yn. Auti ) gopd
oty Tawia 866nKe moNTIko Hrivupa, Ve To povtad éyive mo agiyt kai Suvard, umoBonBolpievo ki an' T ouykwvTik] Houolkr Tou Xavg Alokep. Metd
10 KAt yia T anogfipavan g yng kat To kAeiaipo Tou avay@patog, 1 Taivia ouvexi(etal jie EKOVES TG OIKOVOIKTG KPIONG KAl TG @Taxiag Tw €p-
yarwv. 0 1Beve avtimapabérel o¢ autd v kepdookonia atnv ayopd kal To yeyovdg ot autoi mou BorBnoav pie T anogfipavan T véag yng yia T ye-
wpyla elval Twpa dvepyot kai iokTovodvTeC, eve Ta otnpd piyvovral ot BdAacoa yia va peivouv YnAd ot Tipég, H ogkdve Tov kKAelofpatog Tov avayw-
arog éyel éva and Ta kahitepa povtad oe oAoKkAnpo To €pyo Tou 1Beve.

The Zuiderzee Works episode of We Are Building was elaborated to the much longer film Zuiderzee by Joris vens in 1930. In 1934 Ivens used the same
material, and additional footage, to make another version: New £arth. This time the film was given a political message, and the editing became more
compact and stronger, sustained by the stirring music of Hanns Eisler. After the part on the reclamation and the closing of the dyke, the film continues
with images of the economic crisis and the poverty among laborers. Ivens juxtaposes this with the speculation on the market: those who helped with
the reclamation of new land for agriculture are now unemployed and starving, while grain is dumped into the sea to keep the prices up. The closing of
the dyke is one of the strongest editing sequences in Joris Ivens’s oeuvre.
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Avotvyia oto Mmopiva(
Borinage [Misére au Borinage]

IknvoBeoia-Levapio-Movral / Direction-Screenplay-Editing: Joris
Ivens, Henri Storck @wroypagia/Cinematography: Joris lvens, Henri Storck,
Francois Rents Napaywyr/Production: Club de |'Ecran, EPI

35mm Aonpopavpo/B&W 34" Bélyio/Belgium 1934

H yn tn¢ lomaviag

101933

ypagifi¢ pwtonopiac, {Amae and Tov Nopic 1Beve va 1ov Bonbr

0 Avpi Ztopx, and Touc onpavikorepe ¢

Y0 TIC KOVWVIKEC OUVENELEC TriC anepyiac Twv avBpaxwpiytoy oto M
pitepa Dravoviac o QUTRV TRV NEPIOYT avBpaKWpUYEwv K K
TeAa Ta mepi awoBrmixric, Onwe eine o Ztopk: «f\pape va okegropo
va kadpapoupe Tic Meic. Mac katékhuoe pio axataoye T avayx
KoveC 600 10 Mmm/'uv,v;yw;« YORVEC Ko thikpiveic, ou Ba dg

YOvOTa nov piac ixe neTa n mpaypatikoTias. Me goc cofapd xarv

vel Tov Beatr) avripérwno pe T duotuyia twv avBpakwplywv. Aveg

rKuH(MNuOﬂ( WV ETQIPEIV §opuéng, or avBpaxwplyor kar KOVEV
otavral €§won and Ta onfria Toug Gtav ev unopoiy v MpGeowY T0 vl
OIHOMOINOE T W"O?m NG aVanapaoTaong yia va EVOWATWOE! 0Ty Tamia Tr

avBpakwplywv Tou 1932

In 1933 Henri Storck, one of the leading figures of Belgium’s film a

Ivens to help him make a film about the s

nage the year before. Arriving at this mine region, Storck and ve

J dDou

thetics. As Henri Storck says: “We stopped thinkin

andinstead became dominated by the irrepressible need to produce image

and sincere as possible to fit the cruel facts
film confronts the spectator with the misery of the

mine companies, they were, along with their families, ev
couldn't afford the rent. Ivens used the method of re-¢
ers' strike of 1932 into the film

H eraipeia napaywyric Contemporary Historians otBnke yia
Yupiotei otnv lonavia éva viokipaviép yia Tov lonavik
kai Tov T{ov Ntog Ndoog, nou apydtepa avrixataotdbnke and T

[10pic 1Beve nriye omnv Oouevieviouéva kovia ot Madpim y

Anpoxpatikd Z1pard o1o pétwne
Bépa Tov lomavixé Eppokio kai a and Tig
0€¢ GNNeC Tawvieg Tou, 0 1Beve Bpioxer v 10¢

V QYWva TOUC YIa EMpPiwor). ¢

avbipnwv Kai ¢

prBnke cunepBolixd wpaia

0idi0¢ 0 X¢

social consequences of the min

. become one of the major film
The Spanish Earth s s e ey 1 s
} 1dtly f ana their st 19 vive it al Y
IxknvoBeoia-Levapio/Direction-Screenplay: Joris Ivens Keipevo-AgR- by Emest Hemingway make the film a masterpiece of documentary filmmak
ynon/Text-Narration frnest Hemingway Owroypagia/Cinematogra-  version, he entary was read by Orson Welles, but his vaice w
phy: John Ferno Movrd{/Editing: Helen van Dongen Movoukry/Music  beautiful“to be combined with the film, so it was decided that Hemingway read
Marc Blitzstein, Virgil Thomson Napaywyn/Production: Contemporary H ary humself. One year later, Jean Renoir mad nch ver
35mm Aonpopavpo/B&W 52 y
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Ta 400 ekatoppopta
The 400 Million

IknvoBeoia-Levapio/Direction-Screenplay: Joris Ivens Keipevo/
Text: Dudley Nichols Agriynan/Narration: Frederic March, Sidney
Lumet @wroypagpia/Cinematography: John Fero, Robert Capa
Movra{/Editing: Helen van Dongen Mouvaikr/Music: Hanns Eisler
Napaywyn/Production: History Today, Inc.

35mm Aompopaupo/B&W 53" HITA/USA 1939

Fva viokipavtép yia v avriotaon Twv Kivélwv katd g lanwviki eloBohdc and t MaviZoupia. Or KivéCor eiyav evoel i Suvdyieig Toug evavtia atov kowd expd. To
eBuikioTiko Kouopvavyk jie apxnyo Tov Tatdvyk Kdi-oex kat To KoppouviaTikd koppa abvayav ouvepyaoia, Touhdyiotov ota xaptid. H tawia §ekva pe tov BopBapbiopo
and Toug lamwveg g moAng Xavkoou kai defyvel oA Tic MAEUpEC To MOAEHOU: TIC OYKPOUOELS 0T0 Tedio TG HAXNG, TOUG MPOOPUYEC, TOUG VEKPOUG Kal TOUG TPAUHATIEC,
Tov popo kai v avBpwmvn duotuyia. H awia tomoBerei enong T kivedik avriotaon ato maioio Tou apyaiou moAmopo0 TG xwpag, v BAEMoUpE Elkoves Tou 1BpUTH
1ou Kovopvravyk, Zouv fat-oev, Tou Toidvyk Kdi-aex, e auCbyou Tou Zouvyk Mét-Nvyk kat tou peMovikod npwBunoupyod Tou Ev Adt. 0 1Beve Savaouvepydderar e
Tov kapepapav TCov Oépvo kat Tov pwroypdgo Opavk Kana, omw katotn /m ¢ lomaviag. H pouaiki tou Xavg Atokep ival n mpwn mou ypdgTnke e T dwdekdrovn Te-
JVIKT) Tou 6aokdhov Tou, Apvohv ZévimepyK.

A documentary about the resistance of the Chinese against the Japanese invasion from Manchuria. The Chinese had joined forces against this common enemy. The na-
tionalist Kuomintang led by Chiang Kai-shek and the communist party cooperated, at least on paper. The film opens with a Japanese bombardment of Hankow and shows
all aspects of warfare: the field battles, the refugees, the dead and the wounded, the fear and the human suffering. The film also places the Chinese resistance in the con-
text of the country’s ancient culture and features images of Kuomingtang founder Sun Yat-sen, Chiang Kai-shek, his wife Soong May-ling and the future Prime Minister
Zhou En Lai. Ivens cooperates once again with cameraman John Ferno and photographer Robert Capa, as he did in making The Spanish Earth. The music by Hanns Eisler
is the first score composed with the twelve tone technique of Eisler's teacher, Amold Schonberg.

Evnuepwriki} Tawia mou anotéNea onUaVIIK KOMATI TN EKOTPATEIAC yia TV Mke-

14
0 nAeKTp Iouoc Kul n vn ktpoddtnan g enapyiac oto mhaioto Tov mpoypdypatog «New Deal» Tou mpoédpou

PoucBehr. O1 1biwrikomoingéve etaipeiec napaywyric NAEKTPIKOD PEDLATOC TwV aEpI-
POW er a n d l[h e |_ a n d Kavikav oAewv dev Bewpoboav kepdopdpa v nAekTpodoTnan Tr¢ apaloKaToIknpé-
vnunaiBipou, ki €votto umoupyeio fewpyiag npoanBinge va meioe Toug aypdreq va ot~
2 00UV auveaipiagiot ou Ba ayopalav pedyia and v kuBépvnan. 0 1Beve diakege we
mp6Tuno v oikoyévela Ndpkvaov, katn tawia deiyvein {wi Toug oTo aypoktnua mpiv
Kat perd m nAektpodomnan. To 1961 ma, m Tawia eiyav St mdve and 6 ekatoppopia
avBpuwnol. MNépa and ta dto Paoikd ouatatikd g apepikavikiic kouhtoupag (tnv add-
{laoT @Uon avipérwnm e T Plopnxavik npéodo), n Tawvia eie peydhn amynon o
avBpwmvo eninedo. Ta péhn g otoyévetag Ndpkvoov maiouv Toug eautolc Toug — uTo
o orjuepa Ba anokahovoape «Spapatonoinyévo viokiaviépy. To aypdxtnua twv Ndp-
Kivoov eie fion nhextpodomnBet pepixolc priveg npotod apyioouv Ta yupiopara.

Aninformational film that was an important part of the rural electrification campaign,
set up as part of the New Deal policies of President F.D. Roosevelt. Privatized electricity
companies of US cities saw no proftin bringing electricity all the way to the sparsely pop-
ulated countryside, so the ministry of Agriculture tried to convince farmers to set up co-
operations which in turn could buy power from the government. Ivens selected a model
farm and family, the Parkinsons, and shows the daily life on the farm before and after
the installation of electricity. By 1961, the film had been seen by over 6 million people.
Besides the two main components of American culture (untamed nature versus indus-
trial progress), the film also had a strong human appeal. The whole film is staged with
the farmer’s family acting as themselves. Today we'd call this a docudrama. The Parkin-
son farm had already been electrified several months before shooting began.

IxnvoBeoia/Direction: Joris Ivens Levapio/Screenplay: Edwin Locke, Joris
Ivens Keipevo/Text: Stephen Vincent Benét Agriynon/Narration: William P
Adams Q@wroypagia/Cinematography: Floyd Crosby, Arthur Omitz Mov-
1ay/Editing: Helen van Dongen Mouatkiy/Music: Douglas Moore Mapa-
ywyri/Production: US Film Service, commissioned by REA (Rural Electrification
Administration), US Ministry of Agriculture 35mm Aompdopaupo/B&W 33°
HINA/USA 1940
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Orav o liopi 1Beve bioplatnxe and trv oMavBixr kuépvron Enfrponoc apuddioc yio
B¢yara kvuatoypdgou oic OMavbixéc Avatokicés MBiec (m onepmn Mbownala),
anootoM) 10U frav va yupioer EXNaIBEUTIKEC Kal Evrje pITIKEC TaIIEC Kol va kivpaT
ypagrioer try anehevBépwon g vbovnaiac. (otdoo, brav épraoe oto Zibvei xar ava
Kahuwe i or ONavboi bev eixav kapia npdBeon va Swoow oty Mbownola my ave
§aptnoia ¢ aMd aviiBérwe va enavapépouv —kar e Ty otpatiwrid Pia av
xpetal6rav- To nakio anoikiokparik kaBeotix, kai Seboyévou om autd avriBawe om
oupwvia Tou Xaprn tou Athavtikou, o 1Bev napartriBrke and 1 Béon tou xar yopio
aurv v Tavia. [vwotonoinoe éror 6n o ONavdoi bev epyaoviav yia my ave§apm
i oia ¢ Ivovnoiac ahAd yia tr ex véou anoikior g, H ravia yupiotnxe kpupd oto i
) N . 1 ‘ v Tou Zivei, 6nou Ta owpareia Twv Miyevepyatiw pnoikotdpiav oMavbixg mhoia ve
. dTa otpamiwikd uAiko, v kaholoav Ta pén Toug va apvnBoiv va Soukéipouy 0'autd
E6 ’ v V ’ l 10 kapdpia.
w lvéovnaia
7 Appointed by the Dutch government as Film Commissioner to the Dutch East Indies, Joris
. . | Ivens was supposed to make educational and informational films and to film the liber
| n d O n eS I a (:a | I | n g § ation of Indonesia. However, when he arrived in Sydney and found out that the Dutch

government had no intention of making Indonesia an independent country, but rather

planned to restore, through military force if necessary, the pre-war colonial situation
TxnvoBeoia-Zevipto- Movral/Direction-Screenplay-Editing: Joris lvens there, and given that this was contrary to the information hed been given and in vio
Keiytevo/Text: Catherine Duncan Aiiynon/Narration: Peter finch Owrto- lation of the Atlantic Charter Treaty, Joris Ivens resigned his post and made this film in
ypagia/Cinematography: Marion Michelle Nlapaywyr/Production: The stead. He made known that the Dutch were not working towards Indonesia’s inde
Waterfront Union of Australia (Australia) pendence but towards its re-colonization. The film was dandestinely shot in Sydney
35mm Aompépaupo/B&W 22" Auotpalia/Australia 1946 harbor, where the dock worker unions were boycotting Dutch ships filled with military

supplies and calling upon their members to refuse to work on thase ships

0 Znkoudvac ouvavta To Mapiot
The Seine Meets Paris [La Seine a rencontré Paris]

H npam tawvia nou yopiae o lopic 1Bevg drav yupioe and v Avatohixr Eu
pann frav a Tavia-noinya yia 1o Mapior kar m {wd on dxBeg Tou In-
koudva. H tavia axohouBei Tov pou Tou notapou péoa an’ o Mapior, ano
TUN@VOVTaC TNV €xdva g noANG Kai Twv Katoikuwv g ou {ouy, Mmyaivouv
nepinaro, kavouv nhioBepancia, Yapeouy, epydovral, kohvpmouy, Epw-
Tebovtal kat yehouv dimha atov Znkoudva. To noinga tou Zax NpeBép diver
Ty Tawvia pia emmAéov SIdaTaon, Eve 1) LovaIKr), e To enavahapBavoyevo
poriBo evoc naidixol Tpayoudio, npooBéter pa mvekid pehayyohia

The first film Joris Ivens made when he returned from Eastern Europe
was a film poem about Paris and Parisian life on the banks of the River
Seine. The film follows the flow of the river through Paris, painting a por
trait of this city and its inhabitants living, strolling, sun-bathing, fishing,
working, swimming, loving and laughing beside the Seine. The poem
written by Jacques Prévert gives the film an extra dimension, and the
music, with the recurring theme of a children’s sang, gives it a touch of
melancholy

IxnvoBeoia-Levapio/Direction-Screenplay: Joris lvens Moinpa/Poem: Jacques Prévert

Agijynon/Narration: Serge Reggiani Owroypagia/Cinematography: André Dumaite,  Bpapeia/Awards: Xpuooc Doiviac Kahirepng Mixpoo Mioug Tawiag
Philipe Brun Movra{/Editing: Gisele Chézeau Mouawr/Music Philipe Gérard Napa- - QeotiBak Kawav / Golden Palm for Best Short - Cannes Film Festival,
ywyiy/Production: Roger Pigaut, Garance Films (France) 35mm Aompoyiaupo/B&W 32 BpaBelo Xpuon¢ MMukn¢ / Golden Gate Award - San Francisco IFF, flpwro
[aMia/France 1957 Bpapeio / First Prize - Oberhausen Filmfestival
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210 BaAmapdioo
Valparaiso [A Valparaiso]

IknvoBeaia-Levapio/Direction-Screenplay: Joris vens Kei-
pevo/Text: Chris Marker Apriynon/Narration: Roger Pigaut
Ouwroypagia/Cinematography: Georges Strouvé, Patricio Guz-
man, Leonardo Martinez Movtd{/Editing: Jean Ravel Mou-
oiki/Music: Gustavo Becarra Mapaywyn/Production: Argos
Films (France), Cine Experimental de la Universidad de Chile (Chile)
35mm Aonpdpavpo-Eyxpwpo/B&W-Color 27° [alio-

T01962, o l16pic 1Bevg mpookAr ke otn Xoh} yia va 616! kaiva kavel ovepd. Mad yie toug omou-
daotéc Tou yopioe T 2o Bakmapdiao, jia and Tig mo molnTikeg Tou Tawieg, AvrinapaBdhoviag my
évbo€n totopia Tou Nipaviou e To mapdv, n Tawia okiaypagei To mopTpéTo auTrg Trg MOAnG, TG yti-
Opévng mave 0¢ 42 Nopoug, e Tov TAOUTO Kal T @Tdyela TG Kal e Tv kaBpepivi T {wrj atoug
Bppoug, ota akaNd, ata Baydvia Tou Tpay kai ata pnap. Av kai To Nyidvi éxelmapakpdoel, 1o mob-
010 iape\dov ¢ noAng eival akdpa opato, mapd T yevikeupévn eTayeta. H tawia avmyei v ap-
@lonpn autr katdotaon péoa ané To SiahekTikd, moinTIKG TG Upog, ouvupaivovTag Ty mpayHaTi-
koma (to 1963) pe v (otopia g ndAng kai nnyaivoviag and T aonpogaupn oV Eyxpwin
€lkova, agrvovidg pag Tehikd pie ia aioidogn mpoomiki), Touhdx(oTov yia Ta naidid mov ailouv
ota okaNd ka1 0TI QvnopIEG AUTAG TG TIAvE0PENG MOANG.

In 1962, Joris Ivens was invited to Chile to teach and film. Together with students he made A Val-
paraiso, one of his most poetic films. Contrasting the prestigious history of the seaport with the pres-
ent, the film sketches a portrait of the city, built on 42 hills, with its wealth and poverty, and its daily

Xih/France-Chile 1963 life on the streets, on the steps, on the trolley cars and in the bars. Although the port has declined
inimportance, the rich past is still present in the impoverished city. The film echioes this ambigu-
ous situation in its dialectical poetic style, interweaving the daily reality (of 1963) with the history
of the city and changing from black and white to color, finally leaving us with a hopeful perspec-

tive for the children who are playing on the steps and hills of this beautiful town.

BpaPeia/Awards:
Aeitepo BpaBeio / Second prize - Bergamo Film Meeting
Bpapeio FIPRESCI / FIPRESCI Prize - Filmfestival Oberhausen 1964

[a Tov MioTpdA
The Mistral [Pour le Mistral]

Mia ané Tic mo moinTikég rawieg Tou l16pic Beve, firav kai n mpdym Tou andneipa va Kvnua-
Toypagrioe Tov dvepo. Me Beanéaia puroypapia, Suvard povidl kat noinixd oxohiacpd, n
Tawia npoonaBei va kdvetTov veio opatd Kat Ao, Zexivdet aonpopaupn, ouvexiCel éyxpwpn
Ka kataNyet oivepaokon, avanapiotavrag €rolm Sbvapn Tov avépov MiotpdA nou puadel
oto yaMikd Néro. To mpwrétunio oevdpio firav mohd mio nepirexvo kai ghodogo kai taiplae
e v emiBupia nou eixe avékabev o 1Bevg va kivnpatoypagroeI o avépikTo, nh. Tov dvepo.
‘Hrav 0oxoho va BpeBei napaywyd yia v Taivia, agod kaveic dev firav SlateBelpévos vaxpn-
parodorrioel ya Tawvia T onolag o mpwraywviotig frav adparog, Tehd, o Khovt Netap ¢-
XK Kat, iapd T apiérpryta otkovopikd npoNiuara, n tawvia oAokAnpwBnKe To 1965.

IknvoBeoia/Direction: Joris lvens Zevapio/Screenplay: Joris Ivens,
René Guyonnet, Armand Gatti Keipevo/Text: André Verdet
Agriynon/Narration: Roger Pigaut ®wroypagia/Cinematography:
André Dumaitre, Pierre 'homme, Gilbert Duhalde Movra{/Editing: Jean
Ravel, Emmanuele Castro Movaikiy/Music: Luc Ferrari Mapaywyr/Pro-
duction: Claude Nedjar, Centre Européen Radio-Cinéma-Télévision

35mm Aonpdpavpo-Eyypwpo/B&W-Color 30" [aMia/France 1965

One of Joris Ivens' most poetic films, The Mistral s hs first attempt to film the wind. With beau-
tiful cinematography, powerful editing and a poetic commentary, the film tries to make the wind
visible and tangible. It starts in black and white, continues in color and ends in cinemascope
toillustrate the force of the Mistral wind that blows in the south of France. The original scenario
was much more elaborate and ambitious and fits Ivens’s lifelong wish to film the impossible:
the wind. It was difficult to find a producer for this film, for most people were sceptical about
financing a film with an invisible main protagonist. Finally, Claude Nedjar was willing to pro-
duce the film which, despite numerous financial problems, was finished in 1965.

BpaBeia/Awards:
Alovidpitou av Mdpko Kahurepou Ntokipavép - OeomiBal Beveriac / Lion of
San Marco Best Documentary - Venice Film Festival 1966
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Exnabeutind) Tamia e Béga 1o —npwnv-— peyakinepo Mpdv
Tov V(’wﬂ[mu‘ YUPIOPEVO PE TN [OP@H| Opapatomnomnuévor
viokipaviép. 0 1Beve karamdverar e nokid, ayannpéva tov
Bépara, onwe o Imtayevoc ONavoc (o1o pubonk

PG NG TaMIAC), 0 OMolo¢ EMOTPEPE! OTO POTEPVTaY, pia
1oAn mov £xer avaouykpotnBei EVIUNWOIaKG pETa Tou Ko
Taotpogikoic BopPapdiopoic tou B Nayxoopiou Norépou

Aninstructional film about the - former  biggest harbor
in the world, shot in a hybrid format. Well known vens
themes are revisited, like The Flying Dutchman (in the fic
tion part of the film), who returns to modern-day Rotter
dam, a city that has recovered admirably after the devas
tating bombing during World War I

Potepvray, To Apavi ¢ Evpwmnng
Rotterdam Europort [Rotterdam Europoort]

IknvoBeoia-Zevdpio/Direction-Screenplay: Joris Ivens Keipevo-Agrynon/Text-Narration: Gerrit Kouwenaar @wroypagia/Cinematography: £ddy van
der Enden, Etien Becker Movra{/Editing: Cathérine Dourgnon, Geneviéve Louveau, Andrée Choty Mouaikiy/Music: Pierre Barbot, Konstantin Simonovich H8o-
motoi/Cast: Carel Kneulman, Willeke van Ammelrooy Napaywyd/Producer: Joop Landré Mapaywyr/Production: Nederlandse Filmproduktie (The Nether
[ands), Argos film (France) 35mm ‘Eyxpwpo/Color 20° ONavdia-lakhia/The Netherlands-France 1966

The 17th Parallel

[Le Dix-septieme Paralléle]

Eva viokipavrép yia v kaBnuepvotna oto Biv Aw kat oe AhAa ywpid kovid otov 170
napdNnho, T ypappn nov xwpile: To Bopeio and o Nomio Biervay. H nepioys autn
unéotn ogodpouc BopPapdiapols otov NoAepo Tou Bietvay, yeyovag nov avdyxaoe
T0u¢ wpikoUq va {ouv ev pépel katw and ) yn. H tawvia Seiyver my eupnuandta
Kal 10 neiopa Twv BopetoPietvapélwv va unepaomatoov Ty natpida toug. Or coxa
ploTiké ahAa «xaBapéc» ewoveg, o pubdg Tov povrdd (mow oupBadile pe Toug ap

youx puBpouc piag aypoTikri Koot ac) kai o odyypove fixo Twv Bopbapdiopa nou
ouveyiCovrav Aiyo mo paxpid, npoodidouv ot tavia xivnpatoypagik aAd kai
10TOPIKT) ONpaodia

IxnvoBeoia-Levapio/Direction-Screenplay: Joris lvens, Marceline Lori
dan Zuvepydre/Collaborators: Bui Dinh Hac, Nguyen, Thi Xuan Phuong,
Nguyen Quang Tuan, Dao Le Binh, Pham Don, Liliane Korb, Maguy Alziari
Phuong BaTho, Jean-Pierre Sergent, Dang Vu Bich Lien, Jean Neny, Antoine Bon
fanti, Pierre Angles, Michel Fano, Harald Maury, Donald Sturbelle, André v.d
Beken, Bernard Ortion, Georges Louseau, 01 kdtoikoi kai o otpard Tou/people
and army of Vinh Linh Napaywy/Production: CAP Films (France)

35mm Aonpopaupo/BEW 113" faAio/France 1968

A documentary about daily life in Vinh Linh and other villages near the 17th parallel, the
demarcation line between North and South Vietnam. This area was bombed heavily dur
ing the Vietnam War, which forced the villagers to live partly underground. The film shows
the ingenuity and the determination of the North Vietnamese people to defend their coun
try. The shocking but ‘clean” images, the pace of the editing (to illustrate the slow pace
of life in an agricultural community) and the synchronous sound of the ongoing bor

Bpapeia/Awards: 10 BpaBeio - EBvixd Kévipo Kivnpatoypdgou g faliag
pap ppak : ) bardments in the background lends the film both historical and cinematic importance

Ist prize - Centre Nationale de Cinéma, France
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Nw¢ o Nloukdvyk peTakivnoe Ta fouvd
How YUkOﬂg Moved the Mountains [Comment Yukong déplaca les Montagnes]

ZxnvoBeaia/Direction: Joris lvens, Marceline Lori-
dan Me n ouvepyaoia/With the collaboration
of: Frangoise Ascain, Christine Aya, Alain Badiou, Do-
minique Barbier, Suzanne Baron, Joel Beldent, Fabi-
enne Bergeron, Paul Bertault, Sylvie Blan, Joélle
Dalido, Robert Destanque, Martine Goussay, Do-
minique Greussay, Jacqueline Haby, HoTien, Kao We-
Tien, Renée Koch, Alain Landau, Guy Laroche, Joélle
Lebeau, Donna Levy, Jacques Levy, LiTse-Hsiang, Lu-
cien Logette, Lu Sung-He, Sarah Matton, Eric Pluet,
Ragnar van Leyden, Théo Robichet, Jacques Sansoulh,
Sia Tschou-An, Frangoise Sigward, Tan Kien-Wen,
Tschen Li-Jen, Tia Tschiao-He, Dominique Valentin,
Julie Vilmont, Wou Mung-Ping, Yam Tscheng, Yang
Tse-Zu, Ye Tsche-Tschun, Zu Tschung-Yuan Mapa-
ywyn/Production: CAPI Films (France), Institut
National de I'Audiovisuel - INA (France) 16mm Ey-
xpwpo/Color 720" [aMio/France 1976

To @appakeio No. 3: Zavykan
The Pharmacy: Shanghai

[La Pharmacie Nr. 3: Shangai]
16mm Eyypwpo/Color 80°

Mia tawia yia o mpoownikd kai T Souleid evog pappakeiov ot Zavykan.
Afilm on the personnel and the work of a pharmacy in Shanghai.

H woTopia pag pmdhac:
To 310 Auketo Tou Mekivou

The Football Incident

[Histoire d'un ballon: Le Lycee No. 31 a Pekin]

16mm Eyypwpo/Color 19°

H iotopia piac ibeohoyikiic iaguwviac avapeoa o' évav Sdokaho ki évav jia-
Bnr) oxeTikd ' éva neplotatiko pe pia pndha nodoogaipov.
A report on an ideological debate between a teacher and a pupil regarding

an incident with a football.

Bpapeia/Awards César Kahitepov Mikpod Mikoug Nokipaviép /

(ésar for Best Short Documentary 1977

An6 101971 éwg 1o 1975, o li6pic 1Beve katn Mapaehiv Aopividv ékavav v mpoetoipiacta yia Ta yupiopata g pvi-
Jielboug dwdekawpng oeipdg Toug floukdvyk. Anatehotyievn and 12 pépn kaimpoopiojievn yia 1o dutikd koo, n oeipd
firav évamoptpéto Twv Kivéwv kat twv nok\av Siagoperikdv muywv g kaBnpepivig toug (wiic, v napouoiale kai
1a09éAn g Mohmorikric Enavdataong. Trv enoy exeivn, ok Niya ritav yvword o Adon yia v Kiva, ki €101 1o épyo
aurd anotéNeo pia kahobeyolpevn mnyr mnpogopicv. MaNiota yia moMolG ftav pia mpan €k Twv €0t patid otov
Kive(kd mohmiopo kai pomo (wiig, e Tou KivéCoug va pihobv oe mparo mpdowno. Mapd Toug mepiopIopouc mov ou-
vavinoav ol oknvoBETeg (kat mou ouyva yivoviav eypaveic povya €K Twv UOTEPWY) Kal TIG OUYVEG TIONIKEG ieTaPo-
Nec, 1o /Tt o fioukdvyx petaivoe ta Bouvd napajiével éva onpiavtikd VIOKOUWEVTO ia OUYKEKpIHEVNG Mepiodou Trg
kve(Ikric lotopiac. H oeipd yupiotnke Gotepa and mpdakAnan tou Toou Ev Adi, mpwBunoupyou g Kivag,

Between 1971 and 1975 Joris Ivens and Marceline Loridan worked on the preparations and filming of the monu-
mental 12-hour-long Yukong series. The series, consisting of twelve parts and intended for a Western public, be-
came a portrait of the Chinese and the many different aspects of their daily life, as well as of the benefits of the Cul-
tural Revolution. At the time, ittle was known in the West about China, so this work was a welcome source of
information and for many people a first inside view at Chinese culture and life, which allowed the Chinese to speak
forthemselves. Despite the restrictions lvens and Loridan met with (which often only became clear afterwards) and
the frequent political changes, How Yukong Moved the Mountains remains an important chronicle of a certain pe-
riod in Chinese history. The film series was made at the invitation of Zhou En-Lai, the prime minister of China.
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Mia 1otopia Tov avépou
ATale of the Wind [une Histoire de Vent]

B s

IxnvoBeoia/Direction: Joris lvens, Marceline Lori
dan Zevapio/Screenplay: Joris Ivens, Marceline
Loridan, Elisabeth D. ®wroypagia/Cinematog-
raphy: Thierry Arbogast, Jacques Loiseleux Mov-
1a{/Editing: Genevieve Louveau Movoikr/Mu-
sic: Michel Portal Hyo¢/Sound: Jean Umansky
HBomotoi/Cast: Joris lvens, Han Zenxiang, Wang
Delong, Liu Zhuang, Wang Hong, Fu Dalin, Liu Guilian,
Chen Zhijian, Paul Sergent, Zou Qiaoyo Mapayw-
yo¢/Producer: Marin Karmitz Napaywyni/Produ-
ction
35mm Eyxpwpo/Color 78" faNio/France 1988

API Films (France), La Sept (France)

Bpapeia/Awards

pecial Prize of the Jury

i European Film Awards, Crit

ics Special Award - Sao Paulo IFF, Bpaeio Félix

Prix Félix - European Film Award

21 teheutaia Tov Tawia, mou oxnvoBétnoe padi pe Ty Mapoehiv Aopviav, o f
(ako ot idia Tou T {wi) aMa ka otic akhayég mou éxouv enébel otov koo 0
0TpdA, 1o Mia (aTopia Tou avéyiou eivai n, Seutepn andneipd Tou va KIVAATOYPAAQE! TO adparo: Tov
(vepio. Ze yuployara oty Kiva, 0 1Bevc kat n Aopivev npoanaBodv va kataypddouy Tov dvepio we gt
01kO (pavopevo ka1 we B0 Twv ouvexwv aAaywv otov MoATIopd kat oTny Kowwvia pag, |
1 Tawvia éxave mpepiépa oto OeomBal g Beveriag, dnou o Midpic 1Beve é \dpc
10 00VOAO TOU €pYOU TOU

In his last film, made with Marceline Loridan, Joris Ivens turns his camera on his own life and the
changes in the world. After The Mistral,

lale of the Wind is his second at film the inv

tempt to

the wind. On location in China, Ivens and Loridan try to capture the wind as a natural phenomenor

and as a metaphor for the constant changes in culture and society. In 1988 the film premiered at the

Venice Film Festival, where Joris Ivens received the Golden Lion for Career Achievement
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Owpoypaeia/Filmography

1912
1922
1925
1927
1927

1927

1927
1927
1927
1927
1927

1927

1928
1929
1929
1929
1929

1929
1930
1930

1930
1930
1930

1931
1931
1932
1932

1933
1934
1934

1936
1936
1937
1939
1940
1940
1941

De wigwam/The Tipi/To tim

0, Zonneland

't zonhuis/The Sunhouse/To aniti Tou fikiov

“t zonhuis/The Sunhouse/To amiti Tov Aiou

Thea's meerderjarigheid, Zonneland/Thea's Age of Majority, Zonneland/
H evnhikiwon g Téa, Zovehave

Proefopnames Charlotte Kahler/Test-Shooting Charlotte Kohler/
Ta dokipaorika e Zaphat KéNep

De zieke stad/The Sick Town/H dppworn noAn
Kinoschetsboek/Film Sketchbook/Kivnuatoypaikd tetpddio iyvoypagiag
Die strasse/The Street/O dpopiog

Zeedijk filmstudie/Filmstudy Zeedijk/Znoudn ndvw oto Zévaik
Demonstratiefilms microcamera /Instruction Films Micro Camera/
Exnaibeutia g yia pikpoxdpepa

Etudes des mouvements a Paris/Study of Movements a Paris/
Inoudi kivijoewv oto Mapiot

De brug/The Bridge/H yépupa

Branding/Breakers/Ta kipata

Ik-film /I film/Eyo gy

Schaatsenrijden/Ice Skating/Manwad otov ndyo

Arm Drenthe (De nood in de Drentsche venen)/

Poor Drenthe (The Misery in the Peat-moors of Drenthe)/
Kanuévn Nrpévre (H duotuyia otoug Tuppuveg g Nipévre)
Regen/Rain/Bpoy

We Are Building/Xrioupe

Van Strijd, jeugd en arbeid/Second Union Film/

Dedrepn Tavia Tov owpateiov

Luiderzee/Zévieple

VWVC Journaals/VVVC News/VVVC Eibroeg

De Tribune film: Breken en bouwen/Tribune Film: Break and Build/
H tawia g Tpipmive: Indpe kat xtioupe

Donogoo-Tonka

Philips Radio/Biopnyaviki) oupguvia
(reosoot/Creosote/Kpewooto

Pesn o gerojach (Komsomol)/Komsomol or Song of Heroes/
Kopoopdh A To tpayoddi Twv npwwv

Nieuwe gronden/New Earth/Néa yn

Misére au Borinage/Borinage/Autuyia oto Mnopiva{
Saarabstimmung und Sowjetunion/Saar Referendum and Soviet Union/
Anpoyripiopa oto 2dap kai n ZoPieniki) Evwon

Bortsy/The Struggle/0 aywvag

The Russian School in New York/H Pwoikd) Zyolj ot Néa Yopkn
The Spanish Earth/H yn ¢ lonaviag

The 400 Million/Ta 400 exatoppipia

New Frontiers/Néa olvopa

Power and the Land/O n\exTpiopdg kain yn

Ol for Aladdin’s Lamp/AGd1 yia To Auxvapi Tou AAavriv

1941
1943
1945
1946
1949
1951
1952
1952

1954
1955
1956

1957
1957

1958
1958
1960
1960
1961
1961
1962
1963
1963
1964
1965
1966
1966

1967
1968
1970
1970

1976

1977

1977

1979

1988

QOur Russian Front/To pwotk6 pa pétwno

Action Stations!/O¢aeic pync!

The Story of G.I. Joe/H 10topia tov G.I. Joe

Indonesia Calling!/E6® Ivéovnoia!

Pierwsze lata/The First Years/Ta nptra xpovia

Pokoj zwyciezy swiat/Peace Will Win/H €iprivn Ba vikrioel
Freundschaft siegt!/Friendship Triumphs/H giNia BpiapBevel
Wyscic pokoju Warszawa-Berlin-Praga/

Peace Tour 1952. Drive for Peace Warsaw-Berlin-Prague/
Neptodeia iprivng BapaoBia-Bepohivo-Mpdya

Das Lied der Strome/Song of the Rivers/To Tpayodi Twv motapav
Mein Kind/My Child/Naidi pou

Les Aventures de Till I'Espiégle/The Adventures of Till Eulenspiegel/
Otmepinéeteq Tou Ttk Oikevamiykel

Die windrose/The Windrose/To p6&o Tou avégiou

La Seine a rencontré Paris/The Seine Meets Paris/

0 Znkoudvag ouvavtd to Mapiot

Before Spring/Mpwv v dvoi§n

Six Hundred Million with You/E€: ekatoppipia padi cou

Italy Is not a Poor Country/H frakia 8ev €ivai gy x@pa

Demain a Nanquila/Nanguila Tomorrow/Adpio ot Navykia
(amet de viaje/Travel Notebook/Tag8iwtikd nepohdyio

Pueblo armado/An Armed Peaple/Omhiopévoc Aadg
Chagall/Zayka\

AValparaiso/Valparaiso/2to Baknapdioo

The Little Circus/To pikp6 Taipko

The Victory Train/To Tpévo T vikng

Pour le Mistral/For the Mistral/fia Tov Miotpdh

Le Ciel, la terre/The Threatening Sky (The Sky, the Earth)/0 oupavoc, nyn
Rotterdam Europoort/Rotterdam Europort/

Pérepvray, To hydvi g Eupdnng

Loin de Vietnam/Far from Vietnam/Maxpid an'to Bieway

Le Dix-Septieme parallele/The 17th Parallel/0 170¢ napaMnhog
The People and their Guns/0 Aadg kai Ta 6mha Tou

Rencontre avec le Président Ho Chi Minh/

Meetings with President Ho Chi Minh/Zuvarroei e tov Xo Tot Miv
Comment Yukong déplaca les montagnes/

How Yukong Moved the Mountains/

* Mg o Moukdvyx petakivioe Ta fouvd

The Kazakhs — National Minority, Xinjiang/

01 Kadaxol — EBvorikd peiovornra, Evididvyk

Les Quigours — Minorité Nationale, Sinkiang/

The Uigurs-National Minority, Xinjiang/

01 Ouryodpol — EBvoriki} petovotnra, Zvlidvyx

Commemoration in Paris of the Death of Mao Ze-Dong (news item)/
Teher ovo Napior oty pvijyn Tou Mdo Toe Touvyk

Une Histoire du vent/A Tale of the Wind/Mia otopia tou avéyiou
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BIOTPAQIKO

0 l6pic 1Bevc napouoiaoe Ty Tehevtaia Tou Tawia, Mia tatopia tou avégio, oto OeotiBah Bevetiag to 1988, dmou éhape 1o Xpuod Aiovidpt y
TNV MPO0Yopd Tou oTov Kivnjatoypapo. H tawia anotéheoe To emotéyaopia e€fvia eTdv Kvuatoypagikic Snuioupyiag Tou «imdpevol
Aavbou ie Ty kOKKIvR Kapdid».

lewnnke otnv OMavdia 1o 1898. X1a npdra Tou épya nepihapBavovral n Epupa, nov Bewprinke éva aBdv-ykapvt apiotodpynua, kai

noinikr| Bpoyri. 0 1Beve npookAiBnke ot ZoBienikr Evwon and tov Mouvtdgkw, kai o 1932 ékave v Tavia Kopooudd i
i€ Bépa v kataokeur evo xahuBoupyeiou ata Qupdhia. To 1936 n New Film Alliance kdheoe Tov 1Beve otn Néa Yopkr
vepyaoia e o 16pupia Pokpéhep, alka n napapiovij tou oti HA diakomnke and 1o ¢éonaopa tou lomavikod Euww\w 0 \Cw ¢ IyE 0
via, 6mov yopioe T /1 Tn¢ lomaviag, wa Tawia nou «Ba énpene Ahog 0 kdopog va deiv, kard Tov Mpdedpo PodlBeht

otnv Kiva, 6mou yie try Tawia Tou fa400 ekatopuipia katryyee Ty anwvikr ewoBoAr. To undhowmo tou B ﬂuywuumb

1

a

\

HIMA ka1 atov Kavadd. Zuvepyaotnke oto kegpdhato nepi lanwviag oty mepipnun o€ipd fiati moAeudue; mou oknvoBétnae o Op

Mwviac

01 QUEPIKAVIKEC OTPATIWTIKEC apyéC Oev Tov dproav va Teheiwoel To povtdl yiati apviiBnkav va Bewprigouv Tov autokpdtopa g la

TWVILS
kAnpatia moAégiou

0 1Bevg firav Taypévog oto penoprdd kat o moNTIKO VIOKIHAVTEP, Kal aTa Xpovia niou axoAodBraav éyive moAitng Tou Koapov, o
10¢ 0¢ Slagopeg Oebveic mapaywyéc. To 1945, ki ev {oboe ot Auotpahia, n) unooTipi€r Tou npog Tov aywva g | ¢
ola 10 kooTI0€ To oMavdiko Tou dlaBarrplo, ki €101 Ta Endpeva déka xpdvia Ta népace otnv Kevipikr Eupann, {wvrag kar Souedov
pdya, ot Bapooia, ato Aot kai ato Bepohivo. Me Ty hpeon Tou Yuxpod mohépou To 1957, 0 1Beve ipé niow o SiaBarrpid Tou ka
T Aupikr) Tawia O Znkoudvac ouvavrd to flapier, mov anéonace o Xpuod Qoivika otic Kav

010 H‘Jw‘u Ormov yuploe
w v dvoién otny Kiva, kai Tov endpevo xpovo emokétnke Ty Itakia, npookekAnpévog Tou Evpiko Matél, Gnou yopioe

1958 yopioe 10 /1

KoIvwVIOAOYIKOD MepIEXOpEVOU Tawvia H Irakia bev eivar prwyr xdpa, o Keipieva Tou Ahpnépto MopdBia. n ouvéyela, Ta

T Mak Ta idin

karaypdgoviag 1 iadikaoia xeipagétnong kat To TéAog TG anotkiokpariag oto Toavr, otn ZeveydAn kat oto Mak. Ta idia Bépata

x0Anoav atnv KooBa kat tr Xir, eva o1 Taivieg Tou yivoviav 0Ao kai o AupikeC, Xwpic va anopakpivovial and Tic KOWWVIKES TOU avouyie
To 1964 opyavwbnke otv ONavbia pia avadpopr oto épyo Tov, Ki exeivog, otn [aMlia, yopioe T Tavia-noingc AR K
Eavaylpioe otn vorioavatohiki Aoa, yupiCovtag Taivieg oo epndhepio Bietvay kai oto Adog. O0pa g yonteiag m Kivag KEQTNK
1971, UIPEvCKal n Aopvav nepaoav Ta ENOpEVQ MEVTE XPOvIa KATaypa@ovtag tnv Kagnpepvr 1T OIQPKEI K
vaotaon IMOTEAEOHQ NTav T0 OWOEKAWPO IMExTipa ) DAW(
yI0 HEPIKA XF ] cupwnn, onou eCNOE OTNV ITAAIQ KAt TN IQAAIQ WC TO 158D, EKEIVA TI XPOVIQ EAQPE TV EMONLN Ouyyvwy
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BIOGRAPHY

Joris lvens showed his last film, A Tale of the Wind, at the 1988 Venice Film Festival, where he received the Golden Lion
for Career Achievement. The film marked the apex of sixty years of filmmaking for the“Flying Dutchman with a red heart”.

He was bornin the Netherlands in 1898. Among his first films were the avant-garde masterpiece The Bridge and the
poetic Rain. He was invited to the Soviet Union by Pudovkin and in 1932 made a film about the construction of a steel
plantin the Urals. In 1936 the New Film Alliance invited Ivens to New York. There he started work on a project for the
Rockefeller Foundation, but his stay in the United States was interrupted by the outbreak of the Spanish Civil War. He
left for Spain where he made The Spanish Earth, “a film,"as President Roosevelt said, “the world should see."In 1938 Ivens
traveled to China, to bear witness against the Japanese invasion in his film The 400 Million. He spent World War Il in the
United States and Canada, and worked on the Japanese chapter for the famous series Why Are We fighting? directed
by Frank Capra, but the American Military authorities did not allow him to finish editing the film because they refused
to consider the Emperor of Japan a war criminal. Ivens was devoted to reporting and political documentary, and in the
following years he became a citizen of the world, participating in various international projects. In 1945, while living
in Australia, his support for the Indonesian struggle for independence cost him his Dutch passport, so for the next ten
years he made his home in central Europe, living and working in Prague, Warsaw, Lodz and Berlin. With the Cold War
on the wane, in 1957 Ivens regained his passport and moved to Paris to make his lyrical film The Seine Meets Paris, which
received a Golden Palm at Cannes. In 1958 he made Before Spring in China and the following year he was invited to Italy
by Enrico Mattei to make a sociological statement in the film /taly Is not a Poor Country, for which Alberto Moravia wrote
the text. He then traveled through Africa, documenting the process of emancipation and decolonization in Chad, Sene-
gal and Mali. He explored the same themes in Cuba and Chile, in films which became increasingly lyrical without stray-
ing from their social concerns.

The year 1964 marked a retrospective of his work in the Netherlands and the making of his film poem The Mistral
in France. From there he returned once more to Southeast Asia, working on films in war-torn Vietnam and Laos. His con
tinuing fascination with China led him there in 1971 and, for the next five years, Ivens and Marceline Loridan documented
daily life during the Cultural Revolution in their 12-hour series How Yukong Moved the Mountains. A retrospective of his
work in 1979 in Florence brought Ivens back to Europe for some years, and he lived in Italy and France until 1985; that
year he received an official apology from the Dutch government. The following year he returned to China with Loridan
to make a project he had long dreamed of, A Tale of the Wind. Many years in the making, this film poem delvesinto the
mystical connection between earth, wind, water and cultural artifacts. It was to be his final film. In it we see Ivens's in
tuition, courage, faith and hope, the philosophy of a man who was never an indifferent participant in the events of h
century. Joris lvens died in Paris in June 1989
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