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To ®eoTiBAA Kivnpatoypdgou Oeooalovikng eivat peoTIBAN Twv
avakaAUPewv. H andépaon yia to apiépwpa otov Néo IpAavdikd
Kwnuatoypdgo amd m 46n dlopydvwon otnpiletal akpiBwg oe autr
AOYIKT| TNG avakdAuyng. Oa ritav, BERata, mapaloyo va loxupLoToUpe
61110 deoTIRAN Kivnuatoypdgou Oecoalovikng eivat autd mou
QVAKAAUTTTEL TOV ONUEPVE IPAQVIKG KvnuaTtoypdpo.

Qotdoo, dev Ba rjrav urepBoAikd av Aéyape 6Tt péoa amnd To KPS aAAd
EKAEKTIKO QUTO APIEPWHA TO KOO UMOPEl va OAOKANPWOEL TNV ElKOVA
Tou £Xel yla Tov (pAavdIKd Kivnuatoypdpo péoa and To £pyo

Tou Neil Jordan 1} Tou Jim Sheridan kat va avakaAdyet mv Iphavdia
MéPa ano Tiq TUVIBELG KIVUATOYPAPIKEG TNG QVANapaoTATELS.

A6 v AMAn, To aplEpwia auto ivat Kat pia KaAr| eukatpia yia 6Aoug
TOUG EMAYYEAUATIEG TOU KIVNATOYPAPIKOU XWPOU Va dlamoThoouV
MG HIa X0Pa e HiKpd MANBUTKO Kat Tapaxwdn loTtopia pmopel,

He Vv KaTAAANAN TOATIKY) Kat ipwTonépa vopobeaia,

va Bpebel oTo enfkevrpo MOANWDV KIvnHaToypapikwy eEENEEWV.

lMa Toug Adyouq autougq ipat umepripavn rou To 460 GoTIBAA
Kwnuatoypdgou ©eooalovikng ewtiZet Tiq oUvBETEG MTTUXEG TOU
olyxpovou LpAavdikou Kivnuatoypdgou. ZTny npoomdadela autn
MOAUTIUN UTPEE N BoriBela GAwV TwV 0PYAVIOH®Y TOU e TTOoIKIAOUG
TpoMoug otpiEayv e apxrq v 13€a Jag kat £ywvav apwyol amv
npoondaeld pag. Oa rifeAa, Aomdy, va KAelow Ty eloaywyr| autr
euxaplotwvrag To npdypappa Culture Ireland kat to Media Desk Hellas
Yia TNV OIKOVOIKT) Toug otptEn, To Irish Film Board kat v Mpeofeia
mg IpAavdiag otnv ABrjva yia v noAUtiun guvepyaaoia Toug kai, TEAOG,
To npéypappa Reel Ireland tou Irish Film Institute, mou pag Borjenaav ya
va yivel To agiépwpa auté npaypatkdmra.

Aéomoiva MouZakn




NEW IRISH CINEMA / FOCUS. ON / 5

The Thessaloniki International Film Festival is a festival of
discoveries. The 46th Festival’s decision for the tribute to New
Irish Cinema is based on precisely this logic of discovery.

It would, of course, be absurd to claim that it is the
Thessaloniki International Film Festival that is discovering
today’s Irish cinema. Yet it would not be an overstatement to
say that through this small but select retrospective

the audience can complete the picture of Irish cinema

it has formed through the work of Neil Jordan or Jim Sheridan
and discover an Ireland beyond its usual

cinematic representations.

On the other hand this tribute is also a good opportunity for
the film industry professionals to discover how a remote
country with a small population and a turbulent history can,
with the right policy and pioneering legislation, find itself at
the epicenter of many developments in cinema.

For these reasons | am proud that the 46th Thessaloniki
International Film Festival is shedding light on the complex
aspects of contemporary Irish cinema. In this effort we had

the invaluable help of all the organizations that, in various
ways supported our idea right from the start and assisted us
in our efforts. | would therefore like to conclude this
introduction by thanking the Culture Ireland program and
Media Desk Hellas for their financial support, the Irish Film
Board and the Embassy of Ireland in Athens for their valuable
collaboration and, finally, the Irish Film Institute’s Reel Ireland
program for helping us make this tribute a reality.

Despina Mouzaki
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IpAavdIKES oTopieg xouie Aol YVwpioel p€aa and Tov Kwnpatoypdgo. Eite mpokertat
yia 1o iphavaikd {mpa kat ov IRA, eite yia paptupies Iphavddv petavaatav otig HIA,
£(T€ yla Tawieg enoxmg pe Bépa T auampeEg KaBoAKES apyES ™S Xwpag  BpuAoug me
KeATIKNG HuBoAoyiag, 6Aot pag €xoupie BpeBel pApTUPES APNYTOEWV TG HIKPNG AUTHS
X©pag pie Tig mhotaleq mapadooelg Kat my Tapaywon (oTopia.

e KABe mepimwon, 6UwS, 0 IPAAVDIKGG KvnHatoypdeog anoteAouae atmv avtinyn Tou
KkaBevag éva apdyahpa mg upUTepng ayyAooagwvikng Kvnpatoypagikig napddoang kat
napaywyng. Mépa amé Tiq ekdves kat g oTtopieg auteg, yvwpiloupe dpaye rotog eivat o
1pAVOIKGG Kvmpatoypapog;

To 460 deouBdk Kwnuatoypdpou Oeacakovikng pe To agiépwpa ato NEo IpAavaike
Kwnuatoypdgo ofyoupa dev amonelpdrat va dwaet andvman o€ BEpata mwg 1
TauTéTa ToU PAavdKkol Kwnuatoypdpou. TETOIEG aMAVTNOELS QVIiKOUV aTOUS
L0TOPIKOUG Kal Toug BewpnTikolg Tou xwpou. To agiEpwpa autd, wotéoo, ivat ae BEaM
va mapoualacet pia emhoyn €€l Taviwv mou ekmpoowrolv m atyxpovn Iphavdia, pa
XWpa TOU e TIPOOEKTIKG BripaTa Exel KatapEpeL v aglomomaeL Ty eyyomta pe myv
ayyAGQWVN KIVnpatoypagiki mapaywyn, va npooeAKUoEL To EVOLaEPOV EEVV
napaywywy kat va kapnwoel ta opéAn, mapdyoviag tawieg mou auvdudlouv
napadelyuatika TIg TEXVIKES TOU EXMOPIKOU KIvnuatoypdpou |ie TO T TPOOWTIKO
olvepd Tou dnptoupyod.

[davikd mapddetypa to O Avray ki o oA tou Lenny Abrahamson, pita YAUKGTIKON KwHwdia
yia duo npeldkia oe aneyvwaopévn avagimon d6omg, mou and m pia Bupilet Xovipt Kat
Awv6 (aoToupwpévous, aopakg) kat and mv AN gépvet ato vou v iapdoyn Aoyikn
10U Mriéker. 1daviko «crowd pleaser» eivat to 0 Mikiumd ki ya tou Terry Loane, pia
UKW (oTopia eikiag duo ayoplwv oTo Tapaywdeq MméEApaot Tou '70 Kat Hovadik
Tawia pe Topiké unépadpo ato Aavdke Jmpua, eva E(00U EUMOPIKT) Eval N pOHAVTIKY
Kkopevti mg Liz Gill, Mvrjun xpuadyapou, pia alnhouxia epwTK@V UMEAdwV Pe KEVIPIKG
«MpwTaywviot» 10 o0yxpovo AouBivo. ANAn 6yn Tou AouAivou, autrv Tou TiepiBwpiou
Kat Tou 1¢6you, mapouotdcet o Lance Daly o padpn kwpwdia To pavdyevo tou
pwrooTépavou, e Tov eEapeTikG Stephen Rea mpwraywviom, eve ¢’ éva dlapépiopa rnou
BupiCel mv Artootpogr) eKTUNOOETAL TO TIEWpapATtIkd Zdyapn Twv elaoTikwv Patrick Jolley
kat Reynold Reynolds. Té\og, To kop(tor Ta&diwmeg tou Perry Ogden Kottdlet pe 1o
aneplppaoto BAEppa Tou vatoupahopol my kabnuepvémra me PAaVAIKIG VOHadIKNG
KowvamnTag kat dikaiwg OUPHETEXEL 0TO AQYWVIOTIKG THrHa Tou DeaTIBAA.

H auvtpirtrkr meloyngla Twv Tawiev eivat npates 1 dedtepes dnpioupyies Twv
oknvoBeTwy. Méoa Toug avakahUTTouE TITUXES plag XWpag auyxpovng, evog
KIVIUatoypagou GPEOKOU Kal piag VEag Yevidg oKnvoBET@Y Tou Uropolv va ouvexioouv
m peydin dnpoupyikn napddoon twv T4 Zépvtav kat NI T{dpvtav.

Kwvoravrivog Kovroppaxng
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We are all familiar with Irish stories through the cinema. Whether they are about the Troubles
and the IRA or the life of Irish immigrants in the US, or costume dramas about the country’s
strict Catholic principles, or adventures about the legends of Celtic mythology, we all know
something about this small country with its wealth of tradition and turbulent history.
However, most people think of Irish cinema as an amalgam of the extended Anglo-Saxon
cinematic tradition and production. Beyond these images and narratives,

do we really know what Irish cinema is?

With its focus on New Irish Cinema, the 46th Thessaloniki International Film Festival is
certainly not trying to settle issues such as the identity of Irish cinema. That is the domain
of film historians and theorists. This year's focus, however, will be presenting a selection
of six films which are representative of contemporary Ireland,

a country that has succeeded, through slow steps, to make the most of its proximity

to English-language film production; to attract foreign producers; and to reap the benefits
by producing films that combine, in an exemplary way, the techniques of commercial
cinema and the more personal approach of the auteur.

An ideal example is Lenny Abrahamson’s Adam and Paul, a bittersweet comedy about
two junkies desperately looking for a fix. The film brings to mind Laurel and Hardy (a
stoned version, of course) and, at the same time, the absurd logic of Samuel Becket. An
ideal “crowd pleaser” is Mickybo and Me by Terry Loane, a touching story of the
friendship between two boys against a backdrop of Ireland’s sectarian troubles, while
audiences are also sure to enjoy Liz Gill's romantic comedy Goldfish Memory, a chain
reaction of love hassles starring the city of modern-day Dublin. Another, marginalized side
of Dublin is explored by Lance Daly in his dark comedy The Halo Effect, with Stephen Rea
in fine form, while the experimental film Sugar, directed by visual artists Patrick Jolley and
Reynold Reynolds, takes place in an apartment reminiscent of the one in Repulsion.
Finally, Perry Ogden's Pavee Lackeen is an unequivocally naturalist look at the daily life of
Traveling people, and is quite rightly participating in the Festival’s Competition Section.

The great majority of the films are either first or second features, which offer us apects of a
modemn country, a fresh, new cinema, and a new generation of filmmakers who are able to
continue in the creative tradition of Jim Sheridan and Neil Jordan.

Konstantinos Kontovrakis
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H IpAavdia €xel avamugel pa {wnpr Kat UpWOTT KIVHATOYPAIKT| Blopmyavia, ou Exel HEYAADOEL
onpavrika mv teheutaia dekaetia. Kard m didpkeld mg, o IpAavalkGg Kivnpatoypapog Exet
TapouTIAgEL Hia oUVBET) MoIKIA{a UYXpOVWY LOTOPLWY, ToU Exouv TUXEL agléAoyng emttuxiag oto
d1eBvi xwpo. Tnv mepaapévn xpovid povo, ot phavdikég Tawvieg Exouv emeyel and oxedov kabe
peyaho diebvég deatiBAr, oupnephappavopévwy Twv 0 Avrau kat o oA ato Bepohivo, Pavee Lackeen
o Bevetia, Breakfast on Pluto, Isolation ka1 Pavee Lackeen ato Topovto kaBwg Kat 1 UTEpoxT HIKPOU
uikoug Undressing My Mother ot Kaveg,

I'a moAXoUg AGyoug, 1) tpAavdlkn Kwnuatoypagiki Blopnxavia pioketar omv eutuyr B€an va Exel
££a00aM(oeL avraywvioTika popoaraAlakTikd pétpa péxpt o 2008 Kat ot tpAavdoi mapaywyoi propouv
va npooeAKUoouY éva aklogiAeuTo EMimedo GUVENYATWY OTIC Tawvies Toug. ZUVEN®g, To 2006 Exel OAeg
TIQ UTIOOXEDELS Va efvat pia eEaIpETIKT xpovia yia Tov IpAavdike Kivnuatoypdpo.

Autr Ba eivan xpovia mou Ba doupe To Breakfast on Pluto tou Niel Jordan kat o The Wind that Shakes
the Barfey tou Ken Loach va dlavépovtat ge 6Aov tov k6apo. Emiong, dUo Kivnuatoypagikd viepmouta
Xapnhou mpodmoAoytapoU Ba Byouv oTiq aiBouaeg mv epxGpevn xpovid, To Studs tou Paul Mercier,

J1e MpwTaywvioT Tov Brendan Gleeson, kat n tawia tpépou tou Billy O’ Brien /solation,

JIe TipwTaywvioT tov John Lynch.

To 2006 Ba eivat kat n xpovid amv oroa 6a oAokAnpwBolv apkeTEQ IPAavAIKES Tawvieg, MOAEG amd TIg
ornoieg prnopolyv va kauynBolv yia Toug peyaloug atap rou Exouv eEapaAioel.

0 Mathew MacFadyen (Yrepnpdveta kat lpokardAnyn) mpwraywviotel ato Middletown, wa duvam
LoTopia duo adeApwv Tou makedouy yia mv kapdid kat mv Yuxr me néAng toug. O Eriq Ebouaney

(To Baaiketo twv Oupavey) kai o James Frain (O Kdung Mdvte Kpioto) mpwraywviatolv oto The Front
Line, mv 1oTdpla evag dvrpa mou avalntd m Altpwon and To mapeAdov tou. TéXog, o Donald Sutherland
kat n Samantha Morton npwraywviatouv ato Puffball, éva évtovo unepguotké Bpikep mou Bpioketat ato
01010 MG Mapaywynq kat avapévetal otg aiBouaeq atig apx€q Tou 2006.

Me mv eruyoprjynon tou Culture Ireland, To mpdypappa pAavdik@v tawidv tou Reel Ireland, mou ouviotd
J1EPOG TOU aplepwparog oto NEo Iphavdikd Kivnpatoypdeo tou 460u deotiBal Kivnuatoypdpou
Beaoahovikng, mpoogépel ato BieBVES koo pa povadikr eukaipia va det amnd Povo Tou Tov
agnynuarikd mouto rou d1aBETel o IpAavdikdg kivnpatoypdgog. Eivar peyaAn pag xapd rou To lrish
Film Board kat 1o Irish Film Institute ouvd€ovtal pe To mpéypappa autd kat 0ag mpookaAoupe va
arioAQUOETE auTr) T YlopTH ™G PAQVBIKNS Kivuatoypagikrg kouAtoupag.

Teresa McGrane
AvariAnpatpia AieuBuvouaa SuppouAog
Bord Scannan na hEireann / Irish Film Board
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Ireland has developed a vibrant and prosperous film industry, which has grown significantly over
the last decade. Over this time Irish cinema has presented a diverse range of contemporary
stories, which have achieved considerable success on the international stage.

During the last year alone Irish films have been selected to screen at almost

all of the major international film festivals including Adam and Paul at the Berlinale,

Pave Lackeen in Venice, Breakfast on Pluto, Isolation and Pave Lackeen in Toronto

and the beautiful short film Undressing My Mother at Cannes.

For many reasons the Irish industry is in a fortunate situation with competitive tax incentives
secured until 2008 and Irish producers are in a position to attract an enviable level of talent to
work on their films. As a result 2006 promises to be an excellent year for Irish film.

It will be a year which will see Neil Jordan’s Breakfast on Pluto and Ken Loach’s

The Wind that Shakes the Barley released in cinemas internationally.

Paul Mercier's debut film low budget Studs starring Brendan Gleeson and Billy 0'Brien’s debut
horror piece /solation, starring John Lynch, will also be released in cinemas next year.

2006 will also see the completion of several new Irish films,

all of which boast impressive high profile stars.

Middletown, a powerful tale of two brothers battling for the heart

and soul of their home town starring Mathew MacFadyen (Pride and Prejudice),

The Front Line, a story of one man’s struggle to find redemption for his past,

starring Eriq Ebouaney (Kingdom of Heaven) and James Frain (Count of Monte Cristo),
and Puffball, a tense supernatural thriller staring Donald Sutherland

and Samantha Morton are all currently in production and will deliver early 2006.

Funded by Culture Ireland the Reel Ireland programme of Irish films, which makes up the
Thessaloniki International Film Festival Focus on Ireland, offers International audiences an
opportunity to see for themselves the wealth of storytelling that Irish cinema has to offer.
The Irish Film Board and the Irish Film Institute are delighted to be associated with this
programme and we invite you to enjoy this celebration of Irish cinematic culture.

Teresa McGrane
Deputy Ceo Bord Scannan na hEireann /
the Irish Film Board
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H Tautéuyra evéc Iphaviikod Kivqpatoypdgou”

Tou Dr Harvey 0’Brien

Ta Npwra Bipata

Hlmopl’u T0U IphavdikoU Kwnuatoypdgou Eekwvd mepimou
0nwg 1 LoTopia Tou kivnuatoypdeou oy unéAotrm Euperm.
‘Hon and tov Anpikio Tou 1896, TEOOEPIG HVEG HETA TO VTE-
urouTo tou Kwnuatoypdpou Lumiere oto Mapiat, oto Aouphivo
nipopdhovtav KwoUpeveg ek6veq. H mpam amotunwon me
Iphavdiag oe G €yive Aiyo apydtepa ard emoKENTeS onepa-
€p Twv Lumiere. To aoTikd epiparov, yepdto oxrjuata, epro-
PIO Kl povTEPVIONO, 6nwg To &ide 1 kduepa Twv Lumiere, ypn-
Yopa avrikataotatnke om ouveldnon Tou kAopou, mpwTa and
OKNVEQ Blag KL Emelta and oKnvES aypoTikoU popavTiopou, plag
Xwpag nou yakivia pwAtale omv aykahid Tou mpwiéyovou.

0Ot ouykpoUoelg mou dlapdpewoav mv eEENEN Tou tpAavdikol
Kinpatoypdgou, Ta xpdvia akpBAS MpIv Kat HETA TV TOATIKT
ave€apmoia, frav 100 0IKOVORIKES, 000 Kal TOMTIKES. O tpAav-
Blkdg ToATIoNAS Kat i Kowwvia efxav 1idn UnooTel anuaviikeg
aMayég wg ouvénela tou Meydhou Awol, pe kupldtepn m
petavdotevon moA@v Iphavddv oe GAAeq xwpeg. H B n
Iphavdia, av ka pépog ™G Bpetavikig Autokpatopiag, firav
paAAov TOAD pukpn yia va ompiget and mv apxr pa mijpwg
QVETTUYPEVT Kivnpatoypagiki opnxavia. Ziyoupa dev epgavi-
omKav VIOMIES ETAIPE(ES KIVUATOYPAPIKTG Mapaywyng wg 10
1916. 0 kdopog Mou £Quye, WOTA00, EKEIVOL TIOU ApyOTEPQ AT~
kaAéomkav dlaoriopd, Ba énaile olvropa onpavtikd poko omv
eEEMEN p1ag AavBIKig KvnHatoypagiknig ewkévag. Ot tawies pe
B€pa Toug Iphavdoug petavaoteq eixav peyain dmon oto e€w-
1epikd. O1 Aaoypagikéq kwpwdieg ev YEvel fitav oAU dnpogL-
Aelq, 1dlaitepa omiq Hvwpéveg Molweieg. Tawieg mou dladpaya-
tiCovrav omv «nakid natpida» firav eniong emBuENTES, kaBwe
£DIvav v eukaipia o' exelvoug, yia Toug ornofoug n natpida dev
ftav, ma, napd pa pakpwi avapvnon, v' avayahhdoouv &ava
unpog om 60&a evog aeluvnatou napeAdoviog,

Ze avianokplon autol Toug aimuateg me ayopds, Ta mpta
Xpovia Tou 2000 aubva yuplomkav omopadikd HKpES Kwuwdies
KQl VIOKIGVTEP ENMVEUONEVA ané v oTopla Kat ) petavd-
oTeuan, HETaEU Twv orolwv Kat n P avayvwpLopévn «ipAav-
dun» tawia, 1o lrish Wives and English Husbands (1907), n
orola yuplomke omy Iphavdia andé mv British Alpha Picture
Company oe oxnvoBeaia Arthur Melbourne-Cooper. Qotdao,
fitav kupiwg n enwtuxia Tou The Lad From Old Ireland (1910) riou
nupodomoe T1g e§ehifelq ki evénveuoe my apepikaviki Kalem

Company va otrjoetn (dia pa povada napaywyrg omv Iphavdia,
()0TE va Yivouv MepLoo6TEPES TaIVIES AUTOU TOU TUTIOU.

Ze dldompa TpLav eTwv, 1 etatpeia Kalem yopioe nepimou tpid-
via tawieg oto Kidpv, Kupiwg petavaoteutika £rm kat lotopl-
k@ popdvtla, ot omoieg yvaploav peydhn entuxia amv Apepik,
@A\ kat omv {Bla mv Iphavdia. Qotéoo, ot WoTopieg mou agn-
yoUvtav, QvTl-QroiKlakeg Katd koplo Adyo, avipetwriomkav
Alydtepo Betikd omv nrelpwiki Bpetavia Ki amag evioxuoav
T Bpetavikr kayuroyia yia 1g npoBéaelg mg Iphavdiag. Mapd-
T 10 Ki\dpvt €potale va petatpénetat ato Aavdikd XoAtyouvr,
10 Eanaoya tou Mpwrou Maykoapiou MoAéou orjpave 10 TEAOS
Twv dpacmplotjtwy me Kalem.

To 1915, o IpAavdo-Apepikavdg diknydpog kat dnpooioypdgosg
James Mark Sullivan {dpuoe mv Kwnuatoypagkr Etapeia mg
Iphavdiag, n onoia kataywprienke To 1916 pe ypageia omv 0dd
Gk, ato AouBhivo. H emhoyr mg £3pag anodeixdnke e&ai-
peTkd atuyng, ylati 0Aeq oL MPWTES TaiE ™G ETaipeiag,
kaBwq Kat Ta apxeia kat Ta ypageia napaywyns, kataotpdgnkav
omv Maoyahwr E&Eyepan. ‘Otav ouviABe ané Tig apyIkeg me
anwAeleg, n Kwnuatoypagwr Etaipeia mg Iphavdiag §avayupt-
0€ QPKETES NG TG Tawieg mou eixav xaBel, aAAA kat kawou-
pleg, ouxvd pe nBormololg mou egodidomke and to BEatpo
Abbey. Autéq tav Kat na\t Kwpwdies, popdvila Kat LoTOPIKES
agnynoeLg, e Kupldtepo To €nog Kmocknagow (1918), Baot-
Opévo oto puBiotdpnua tou Charles Kickham.

To Knocknagow onpelwoe tepdotia emtuyia oto eEWTEPIKG,
ud\iota om Bootdvn €xave neploadtepa ewotmpla ané m Fev-
wnon Evdg E8voug (1915). H Kwnuatoypagur Etapeia mg
IpAavdiag ouvéxoe va Aetroupyel ka@' OAn m didpkela Tou
MoAépou mQ AveEapmoaiag, Kwnuatoypag@viag Tig ouppagels
yia Ta enikapa Iphavdikd Meyovora. To 1920, n etapeia yvapt-
0€ ) eyahUtepn erutuxia me, pe 1o Willy Reilly and His Colleen
Bawn, a Tpayiky LoTopia Baciopévn 0€ mpayuatikd yeyovora
mg IpAavdiag Tou 18ou awwva, dnou o €pwrag wag pkpnig Mpo-
1e0tdviiooag yia évav KaBoAwd euyew odnynénke oe Biawo
T€A0g. Zmv Tawia, wotdoo, To TEAOS ftav aioto ki autdg o popa-
VTIOUG Tou avekmipwrou €pwra nou epnodiletar and m Bpn-
oKela, enpoketro v' anotehéoe! leitmotif mg AavAIKNAG Kivnpa-
T0YpaQIKAG mapaywyng mou axohouBnoe, oxedov ya Evav
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awva. To &€amaopa tou EpguAiou MoAépou egfviAnae Tiq avro-
X€G Tou James Mark Sullivan, o omofog €xace m yuvaika kat 10
nadi Tou ki anogdatoe va eruotpéPel ot Hvwpéveg MoAeies.
H 10topia tou pAavdikou owvepd ohokAiipwoe Ao éva kepdrald
mg pe 1o T€hog ™G Kivnpatoypagikng Etaipeiag mg IpAavdiag,
av kat o' aumiv mv nepimTwon elxe 0N puteutel 0 oTGpog G
gyxwplag mapaywyng. H dnuioupyia tawiwyv pubormiaciag kat
viokipavtép ouveylomke T dekaetieg tou 20 kat tou 30,
napoT véol aywveg dlapdpewoav mv anekévion mg Iphavdiag
omv 080vn.

Kivnuatoypdepog Merd v Ave€aptnoia
‘Evag and toug npwroug vopoug rou nepdomkav and to EAeu-
Bepo IpAavdikd Kpdtog ritav o mepi mg Aoyokpiaiag Tawidv
(1923). H arootoAr} tou EAeykT, va mpootatedoet Tov IpAav-
O1k0 a6 and uAikd mou Bewpolvtav «doepvo, aloxpd 1 BAG-
agnuo», uele va ermpedoel éviova ) Bepatoloyia Tou
IpAavdikoU Kivnuatoypdgou, aAAA Kat TG Eevopepteq 1BEES
otiq oroieg Ba extiBevro ol Beatég. To LoTOPIKG €Mog TOU
Kevin Rockett yia m Aoyokptaia otov ipAavdikd kivnpatoypdgo,
€kdoon Tou 2004, kataypdgel auté to (ogepd kepdaralo amv
Lotopia Tou IpAavdikoU moAwmiapou, oupnephapBdvovtag to
«Vg0» povrdl g tawiag KalaurAdvka (1942), mpokeipévou v’
apatpeBolv OAeg oL avagopéq oTo yeyovds 6t n lise / Ingrid
Bergman ritav navtpepévn pe tov Victor / Paul Henreid, eve
BAendrav pe tov Rick / Humphrey Bogart ato Mapiot. Kdt
€010 Ba MV kabloTouoe potxaAida, mpdyua avenitpenTo ya
Ta pdua tou IpAavdol eAeyk), o ornoiog mpotiunoe v' aAAdEeL
v Tawia, avtl va empéPel mv napouaiaon evog Holxol wg
oupnadn fpwa.

H knuatoypagiki napaywyn ouvexiomke, mapdti ta Bepatikd
0pta ToroBetolvTav anokAeloTIKA and g duvdyelg me EkkAn-
ofag kat tou Kpdtoug. And m pia mheupd, n KaBoAwn nir
£Mpene va emparetat dlapkwg, eva and mv AAAN, EYKEKPIPE-
VI fjtav pévo n napouciaon g (pAavaIkng MOAWIKAG LoTopiag
Tou evioxue m puBoAoyia Tou Pemoupmhikaviopou. To 1926, To
Irish Destiny agnyoUvtav pe emniké Tporno meploTatka and tov
MoAepo mq AveEapmoiag, av kat otaparoloe mpwv and Tov
EpgUhio MoAepo, o orolog dev kataypdpnke avahutikd om)
peyahn o86vn péxpt mv Tawia MdikA KdAwe, O Enavaotdme
Tou Neil Jordan to 1996. To 1935, o Denis Johnston ékave mv
napaywyn kat m oknvoBeoia oto Guests of the Nation, dlaokeun
Tou dinyruatog tou Frank 0'Connor yia €évav AyyAo otpatidm
Tou kpare(tat 6unpog and eBelovieg tou IRA, ot orofot apy(-
{ouv va Tov oupnaBouv. H Tawia fitav eppavwsg emmpeacpévn
and To oopleTikd oA Tou Eisenstein kat Tou Pudovkin, av kat
oagwg Atydrepo ploomaotik. H Lotopia mg, wotéoo, rrav
TIOATIKG MPOKANTIKT) KL 0 avBpwruopdg ™G anotéAeoe m Bdon
yia mv npwm npdgn, xpdvia apyérepa, mg Tawviag Tou Neil
Jordan, To Mayvidt twv Auypav (1992). AN pia xapakmploti-
K1} Tawvia mg dexaetiag Tou '30 firav 1o The Dawn (1936), Tou
eniyepnparia Thomas Cooper, n onola yupiomke oto Kindpvt.
0 Cooper kataokeuaoe o {B10g pia kdpepa kat papnge my tai-
via pe m BorjBela Twv pAwv kal MG owkoyEvelds Tou. Aum N
nu-epaotexviki tawvia eixe, napadéfwe, peydAn enidpaon,

aoyohoupevn eniong pe tov MéAepo mg Avegapmoaiag, pe oAl-
youvtiavé 0og.

Avo aré 1ig mo yvwoteg tavieg tou ‘30 yia my IpAavdla ritav die-
Bvelg mapaywyeg: 0 Karaddmg (1935) tou John Ford kai to The
Man of Aran (1935) Tou Robert Flaherty. Autég ot Tawieg avrika-
TormpiCouv v emkparodoa ewdva yia mv Iphavdia naykoopiwg,
and ekeivn mv enoyr kat HeTd: and m pa reupd wg Eva pépog
oKoTeWwd, Tpaylkd, dlahupévo amd Tov MOAEUo Kal MAALTIWHEVD
and akpalous, e€mpeatoviaTikoug eplaAteg MG Wuyig Kt andé mv
G\, WG €va popavTika Aropo Kat UMAvArTTUKTO aypoTikG Tortio,
oOrou pwpakéol xwptkol pdyovrar evavria omy avunépBAnm avi-
o6mTa yla va dlampricouv mv avBpwruvn aglonpeneld Tous. Zav
TIG TEplypageg me Eevimdg Kat Ta LoTopikd popdvida mou efxav
niponyneel, £T01 ki autég ol Tawvieg dpeaav oAl 0To EEWTEPIKS,
€101k o€ Beatég (PAaVOIKIG Kataywyns.

Anod To téhog mq dekaetiag tou '30, n IpAavdikn Kupépvnan
elxe apx(oeL va evolapePETaL Y1a TIG KIVUATOYPAPIKES TIapayw-
Y£G. To 1937 oynuatiomke KuBepvntikr emmport yia va die-
peuviioel mv rubavr onuacia Tou Kwnuatoypdeou yla mv lpAav-
oia. 0 Iphavdikdg Kwnuatoypagikdg ZGANoyoq eixe (Gpubel o
1936, pe okomd va ouomrioel 0To (PAQVOIKG KOG OTHAVTIKES
Tawvieg Tou maykGopiou Kinpatoypdeou. Empoketto yia pa ave-
EGpmm opdda, pe ent kepaAig Tov MPWTONGPO TOU Kvmuato-
Ypdpou, Liam O’Leary kat Tov Edward Toner, o onoiog opydvw-
0€ T0 ZUAOYO0 oav IB1WTIKG KAGWM e PEAN, anoKTwvTag £T0L
duvatdmra va mpoBahel tawieg mou dev mailovrav oToug LpAav-
dlkoug kivnuatoypdgoug. H okavdahwdng mpoBoAr Tou anayo-
peupévou oopletikol Qwpnktod Motéuxtv (1925), mpokdAeae m
dnudota katakpauyr. To 1943 aynuatiomke 1o EBviKA Ivatitou-
10 Kwnuatoypdgou, €vag KOOIKGG opyaviopds emyopnyoupe-
vog and mv EkkAnoia, pe duvatéq KaBohikEG apxeg kal pe
oKomd va yup(Covral oepuveg Tawieg, oUPQWVES pE TIS 0dnyieg
Tou Mdna wg mpog Tov Kwnuatoypdpo. Autd To owpa napouoia-
o€ onuavtika vrokaviép m dekaetia tou '40 ki fjrav kaBopt-
oTiK6 o€ 0Aeg TG KuBepvnuikéq oulnmoelg yia mv avarruén
g Kwnuatoypagikig plopnxaviag omv IpAavaia.

01 dixoyvwpieg ouvexiomkav kard to Aeutepo Maykdapto MoAe-
Jo, autd nou omv IpAavdia arokaheitar «H Kpion». Mn B€ho-
VIag Va TPOOYWPNoEL 08 OTPATIWTIKY OUMHax(a HE ToV TpwnV
anotklokpdm mg, 1 IpAavdia napépeive oudétepn om didpkela
S oUppagng, mpotipvrag avt' autol va emkevipwlel omv
olkoddynon EBvikiq Tautdmrag, pe mv evioxuon pag eikovag
aveapmoaiag kat autovopiag. To 1946 yuplomke to A Nation
Once Again, €va vIoKaviép Tou e§upvouoe m Ouvexlom me
iphavdikig ToAkiG @tlocogiag, HEOA amé Tov aywva ya Ta
KaBoAka dikawpata kat tov MoAepo mg Avegapmoaiag, pEXOL
mv enox nou Taoiseach, dnAadn apxnydg mg pAavdlkng
KuB€pvnong, avéhaBe o Eamon deValera. H aloBnon mg op6o-
doklaq ka1t mq adahhaglag Tou Iphavdikol ‘EBvoug Tovi{étav
dlapkwg exelva Ta xpovia, €wg m dnuioupyia Tou Our Country 1o
1947, evg moAwkoU VIOKIHAVTEP TOU auQLoBnToloe ermBeTKa
mv 1deoAoyla mg Téte KuBEPVNONG kat napouoiale eoveg me
aoTIKG évdelag kat mg unavarntukmg aypotids rou kabe AAAo
napa popavrkég frav. Mia kat npoopi{drav yia tawia noAtmkig
nponaydvdag, 1o viokipaviép Edive Eugaon omv eBehotupAia
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nepl poddou kat eEENENG evag ohoéva kal neploodtepo adpa-
voUg (phavdikou mpoik Kat napapével, wg oruepa, Eva ano ta
eAdylota delypara kaBapd avimoMTEUGHEVOU VIOKIHAVTED TIOU
£ywvav noté€ omv IpAavdia.

H Enoxrj tou Ardmore

Tn dekagtia tou '50, n woxuponoinon mg diebvoug eikévag me
Iphavdiag Eyive eppaviq He To IpAavdikd yougatepv Tou John
Ford, 0 Houyog AvBpwnog (1952). Aut n dlackeun Ttou Hue-
pwpatog me ZtpiyyAag oe Technicolor, mepieiye karoleg and
¢ o avegfmAeg ekdveg g IpAavdiag o€ Gy, oupmEepap-
Bavépevng mg npmg epgdviong me Maureen 0'Hara wg Mary
Kate Danaher, piag aknviig 1600 pataiédoa eWOUANIAKNG, WOTE
0 John Wayne, wg Sean Thornton, avaykdetal va oxohidoel,
«Eivat aAnBwvé; Aev yivetat.»

And 1§ npwTeg Tou PEPES, TO IPAAVAIKG OWvepd elxe Geap0Ug
J1€ T0 B€atpo, ki av 1) epgdvion tou Barry Fitzgerald ato 0 Hou-
Xog AvBpwriog tav oupBoAkr o€ oxgom e T0 p6Ao Tou
EVOAPKWVEL, 1Tav TAUTOXPOVa Kal A UnevBupion me oxéang
avdpeoa ot napaddoelg me napdotaong kat me anelkovi-
ong. ‘OAn m dekaetia Tou '50, nborotol kat oknvoBETES TOU
Bedrpou Abbey ouvéyioav va mpoaBEtouy Tithoug o GUAlo-
ypagia toug, pe dlaonudtepo napddewypa 1o This Other Eden
(1958). To This Other Eden fitav ja erutuynuévn napdotaon,
Tou npwtavepnke oto Beatpo Abbey o 1953. H kivnuatoypa-
QIKN) TOU PETAQOPA fTav pa amd Tig MpWIES Mapaywyeg Tou
veooUotatou Xtoovtio Ardmore. To Ardmore ftav n mpwm
ooapr) mpoonddela mg (pAavaikig KuEpvnang va eveappuvel
v avamtugn mg (pAavaIKiG Kivmpatoypaglkng Plounxaviag,
ja auyypovn eykatrdotaon oto Moulkhoou, KatGAAnAn yia eBvi-
KEQ Kat dleBvelq mapaywyes.

H dekaetia tou '50 ékAeloe pe m dnploupyia Tou yyavriaiou
L0TopIKOU VIoKIpavtép Mise Eire (1959), Tou oknvoBém George
Morrison, éva xpoviké mg (pAavdikig otopiag ané mv apyatd-
mra wg TG Mevikég EkAoyég tou 1919, 6tav o Sinn Fein képdl-
oe £0peg 010 Bpetavikd KowopoUho. Me agriynon anokAeloti-
Kk omv pAavdikr yAwooa ka anotehoupevn e§ohokAnipou and
e1dnoeoypagikd UAKG kat dpBpa epnuepdwv and mv enoxn
TI0U XpovoypagouUoe, n tawvia unoompildtav ané m peyahd-
TIPENM HouoIkr undkpouan Tou ouvBém Sean O Riada. H kara-
ypagr me EEEyepong tou 1916 Kat Twv aylootaywv eKTENEOE-
v Tou akoAouBnoav elval pa ané TG MO OUVTAPAKTIKEQ
0ekAve oy LoTopla Tou IpAavdikoU VIOKIHAVTEP — yepdm) LoTo-
pia kat onpaoia kat EExethn and pa aiodnon OAYNG Kt avappd-
Covrog Bupou. H Blavopn aumg Mg Tawiag anotéAeoe eBvIkG
{nmua kat, evdexopévws, T oageatepn dAwon anevoxorou-
JEvou eBvIKIopo Tou Eyive TioTé. MNaidld Tou oxoAeiou umoxpe-
@vovrav va 1o douv kard xiadeg, ) tawvia Tipolvrav oe deoTI-
BaA kat xapeul6rav wg n enionun Lotopia Tou Iphavdikod Kpd-
Toug. Qotdoo, péxpt 10 1961 nou napouoldaTmke 10 oikouel,
Saoirse?, n kown yvapn eixe aAAdget kai n deutepn, oxedov
TiavopoldTunn tawia nou katéypage tov MNoAepo me Avegapm-
olag wg 1o E€omaopa tou Epguhiou (xwpiq va tov peletd
Aertopepas), be Pprike avrandpion.

Tn dexaetia tou '60, n IpAavdia Epotale va odeder pnpootd. H
anoxwpnon tou Eamon deValera ané m 6€on tou Taoiseach kat
1 avanyn me kepaArig Tou képparog Fianna Fail, Tou kupiapyou
TIOMTIKOU KGppaTOG, and Tov mpayuatioTr okovopohdyo Sean
Lemass onpatoddmoe pa véa oTpogr Mpog my npaypatikem-
Ta Kai, Bewpntikd, TouhdyioTov, pia aropdkpuvor) ané my napa-
dootakn 6eohoyia. H mrwon Twv Kivnpatoypagikay ewormpiwv
naykoopiwg kat 1o Aavodpiopa me pAavdikig mAedpaons 10
1961 eiyav kataotpogikd amoteAéopata yia my eyx@pia K-
patoypagukr napaywyr. To Zrolviio Ardmore efye amoderyBel
i mavakpipn arnotuyia. Ot eykataoTdoels Tou xprotpornolou-
viav Kupiwg yia &€veg napaywyés. EEartiag ouvBeTwy oupgw-
VIOV pe Ta owpateia kat poporoykwv puBpioewy, 1 npdopaan
fTav oxeddv adlvam ya T HIKPES, VIOTIES ETAIPE(ES Mapayw-
g kat kaBag ot peydheg, diebveig mapaywyEg anoatpovray,
T0 OTOUVTLO UMEOTN Hla O€IPG OLKOVOUIKWY avadopnoewy, kapia
and Tiq onoieg de PeAtiwoe mv katdoraom.

H omoudaidtepn tawia mg dekaetiag Tou '60 fitav To pilooma-
OTIKG vToKIavtép Rocky Road to Dublin (1968). Me oknvoBém
Tov Iphavdd dnuooioypdgo Peter Lennon kat dieuBuvr) pwro-
ypagiag tov onepatép mg nouvelle vague Raoul Coutard, aut n
opylopévn eniBeon onig oupBdoelg mg ExkAnoiag pe to Kpdtog
aupoprimoe m delrj otdon mg Iphavdiag anévave omy npdo-
00. Xwpig povépva aoBnTik, 1} OMOLOVANMOTE OMUAVTIKG VEW-
TEPLONO, 0 Lennon Loxupiomke 6 n Iphavdia, 3@ kat kapd,
elxe &exdoel Ta enavaotatikd avikd me kat eixe néoe Bupa
g kg mQ puBohoyiag: Kamydpnoe mv ExxkAnoia kat Tou
Kpdtog yia ENAewn avrandkplong oTiq avaykes Twv auyypovwv
avBpwnwv Kat, |’ éva eheiBepo oI\ KapEPA-OTUAG, Katakepaud-
VWOE OAEG, OxeDOV, TIG MTUXES ™G aUYXpovNg AavBIKNG (0To-
piag. H tawia npoArenke oto deoTiPA Kavav kat xaipetiom-
KE (G EMAVaoTaTKG TEKUPLO Are Toug EEEYEPEVOUS QOITTES
g Zoppdvvng. Zmv natpida mg, n Tawia xapakmpiomke Kop-
pHouvioTikr} Tiporaydvda Kat mpoAnenke pévo ato AocuBhivo,
napdt o Lennon epgaviomke omv mAedpaon yia va unepaori-
otel mv dnoyn Tou.

0 Lennon dev fitav o p6vog 0pyLOPEVOS VEDS TOU EKQVE TaVIES
omv Iphavdia 1o '60. ANog évag vrokipavrepiotag, o Louis
Marcus, yevnuévog oto Kopk, BpaBeupévog pe mv Apyupi
Apkto oo deouidh Bepohivou Tou 1967 yia mv tawia Flea,
€ypaye pwa oelpd ané apBpa peyaing ammynong omv enuepi-
da The Irish Times ota téAn mq dekaetiag Tou '60, katayyéA-
Aovtag mv EAAEWYN KPATIKTG UNOOTPLENG Yia TV EYX@PLA Kivr}-
patoypa@iki Blopnxavia. 0 atdyog rfrav pikpod BeAnvexous,
MPOKANTIKAG QLoBnTKNAG, EEXWPLOTES LDAQVAIKES Tawvieg ki 0
uovog tpdnog va eruteuxBel autd frav n B€ouon evag Kivnua-
Toypagikou ZupBouliou. To B€pa oulnmenke oo IpAavdikd
KowoBouAto to 1970, drav napouaidomke 1o npwro Mpooyédio
Ndpou yia Tov Kivnpatoypdgo. Qotdoo katayn@iomke kat 1
KuBépvnon npotiunoe va ouvexioet va unoampilet to Zrolviio
Ardmore. To 1970 Bynke, eniong, ong aiBouceg n tawia Tou
David Lean, H Kdpn tou Pdiav, éva popavtiké €nog nou Kivou-
VIav 0TIG ypappeg mg anewoviong mg lphavdiag otov nayko-
0o Kivnuatoypdgo Twv apx@v tou 2000 awva, GAA pe ent-
TpdaBeTo 0eEouahikd neplexdpuevo kat PEaMOTIKT amewkovion
Blag. Exelva ta xpdvia, om Bdpelo Iphavdia EEamace yia dAAn
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ja gopd aknBuvr Bla. ‘Etar, Sev mpokakel evilnwon o yeyovog
01 n uroomptén ™G Kwvnuatoypagikig plopnxaviag dev anote-
\ouUoe mpotepaidmra yla 1g téte Kupepvioelg. To 1973, 10
Zrolvtio Ardmore mouAnBnke om padlopwvik etaipeia Telefis
Eireann kat to 1975 petovopdomke o€ EBvik Kivnpatoypagiké
Ztouvtio S Iphavdiag. Zuvéxioe, wot6oo, va xavel xpripata
Kau xpeldomke va ouvmpnBel PE KPATIKEG Emiopnymnoelg
wortou, T 1977 petatpdrmke 0€ MUI-KPATIKG Gpyavo kat 1o
1982 ékheloe.

To Néo Kipa

0 kaAexvikdg Kivnpatoypdpog omv Euparm eixe apyioet va
opBorodel &avd, akpipwq petd to Aedtepo Maykdayio Moepo,
e10Ikd pe amokaAuyelg oav Tov Ingmar Bergman kat tov Andrej
Wajda nou katékmoav éva maykdopio kowd. Qotéoo propel
kavelg va et 6t 1o Mavigéato tou Opmepydoulev, to 1962,
ftav exkeivo mou Bepehiwoe mv droyn Twv aveEdpmTwv ynye-
V@V KVnpatoypaiotwv avd tov k6opo, 61t 0 EBVIKAG Kivnuato-
Ypdgog mpénet va exppddet 0xt T000 pia OUYKEKPIPET Kat OHOL-
Opopen ewkéva evag EBvoug, 600 TV EVIUEPWHEVT TPOTWITIKTY
OMTTIKT) TWV KAAATEXV@V TIOU EXOUV KATL Va TIOUV YLa 0 BIKT] TOUg
kowwvia. Oa xpetafovrav moAAG xpdvia yia va emBAnbel autn
vootportia omv IpAavdia, aAA@ péxpt Ta péoa ™G dekaetiag Tou
'70, eiye emevyBel.

0 Bob Quinn rrav €vag dnpoupydg TAEOMTIK@Y VIOKIHAVTEP Kat
HeAEmTQ ToU MOAITIOHOU Kat ™S Kowwviag, o omnoiog enéhete
va kel povog Tou, wq aveEdpmrog Kwnuatoypagloms. To
1975 oknvoBémae mv mpdm Tawia tou pAavdikol NEou Kupa-
106, 10 Caoineadth Airt Ui Laoire. Baotopévn o€ pa napadooia-
K1) (pAQvdIKT) momTkr eAeyela, n Tavia fitav Ja npwTomopLaKr,
evbookomukr avaBewpnon g puong G (pAavAIkng TautdmTag
Kal mg anewéviong me. Me xpnuatodémon ané Tov T0TE apt-
otepiCovra nuuap&lotikd Sinn Fein, o Epyatiké Koppa (rou dev
undpyet ma), firav 1 npdm Tawia pe avegapmroug MOALTKOUS
n6pous petd o Our Country Tou 1947.

0 Quinn eehixbnke o€ pa and Tg mo EEXWPLOTEG QUVES TOU
IpAavdikou Kivnpatoypdpou, T600 OTO VIOKIMAVTEP 600 Kat 0T
puBoraoia. EméxBnke yia va oknvoBemoelL T0 Oevaplo Tou
Colm Bairead pe titAo Poitin, mv mp@m) Tawvia mou TyrBnKke pe
10 Bpapelo Zevapiou Tou ZupBouhiou Twv Texvav o 1977. Ava-
{ntvrag povréla xpnuatodémang oe ikpry kApaka, 1 IpAavdl-
k1 Kupépwvnon eixe unoompi€et mv Bpuon kdmowwv opyavav
oav 10 ZupBouAio Twv Texv@v KL autd amoTéAEoav OMUaVTIKY
B1€€000 yia TOUQ KIVUATOYPAQLOTEG TG EMOXTIS.

0 Quinn erudnrodoe wa awBnTKY anokAeloTikd PAavdIkr, eve
Tautéypova appopnrovoe dlapkwg m @uon MG «phavdikdm-
10¢» Kat g BOAMKES KATEVBUVTIPIES YPAHHES OUPWVA JIE TIS
oroieg o1 neploodtepot Iphavdol enéleyav va {ouv. Aev fitav
udvog omv avadimor Tou. Apaomplog ekeivy mv enoxr frav
eniong o Joe Comeford. Ot Tawieg ou Down the Corner (1977)
Kkat Withdrawal (1979) fitav kaBoploTIKEG OTO va PEPOLV OTO
TIPOOKIVIO T0 PEAAIONO WG PECO TPOCEYYIONS UNApKTWY {nm-
ndrwv om véa Iphavdia, aAAG, dnwg anédetEav ot karomveg Tat-

vieg Tou, Reefer and the Model xau High Boot Benny (1993), o
peakiopdg dev ritav mapd n apempfa piag mo Badid evdookor-
KNG Kat avatpertikig tdong. X tawieg tou Comeford, n dia n
npaypatikdmra elxe pia oveipikr alabnon, 1, paAhov, pia aiodn-
on epdhm. Tnv da neplodo Eekivnoe va kdvel Tawieg kal o
dleubuvriq pwroypagiag Kat oknvoBémg Thaddeus 0'Sullivan,
XPNOOTOLKVTAS OTOIKE(Q TOU VIOKILAVTEP Kat TOU YEUdOoVTOKI-
pavtép. Ot agnpnuéves, MEPAPATIKES Tawvies Tou A Pint of Plain
(1977) kat On a Paving Stone Mounted (1978), eixav xpnuato-
domBei ev pépel and 1o Bpetavikd lvotirouto Kivnpatoypdgou,
onwg kat n tawia tou Joe Comeford, Traveller (1981), éva dpdpa
TIOU Xpnolponolodoe mpayuatika péAn me Vopadikng koomrag
wg nBoroloug, Bactopevo 0 OEVAPLO TOU OXETIKWG GyvwaTou
IpAavdou auyypagéa Neil Jordan. To Our Boys tou Cathal Black
ou yupiomke To 1981 yia mv phavdik mAedpaon, anodei-
XTKE N 1o ap@eyOpevn Tawia an’ 6Aeg. Autég o ouvduaapdg
VIOKIpavTép Kat puBorhaciag, anekévile kat oxohiale m owpa-
Tk Bla mou aokouoav ot' aydpia ot Xplotiavoi AdeAgoi, n Bpn-
OKEUTIKN opydvwon mou frav unetBuvn yla myv mpwiopdduia
eKmnaideuon Twv neploodtepwv véwv omv IpAavdia. Xpnaiorol-
wvrag ouvevtelgelg naradtepwy pabntwv kat napeppaihoviag
OKnvES and wa aompépaupn tawia puBoriaciag yia Tiq TeAeu-
Taieg pépeg evag oxoAeiou Twv Xpotavav AdeAgav, o Black
€YIve 0 TIPWTOG IpAavddg kivnuatoypagomiq mou armubuve
Kkatd pétwo 1o B€pa MG owpatikig Biag ota Wpupara npovol-
ag, aAAd To mepiexduevo Mg tawiag Bewprinke egaipetika
gualobnto yla dnpootonofnon ki €1ol dev mpoPAnBnke omv
IpAavdikr mAedpaon wg 1o 1991.

ZTg apx€q mg dekaetiag tou '80 rrav mpo@aveg ot o pAavdl-
K0g Kwvnuatoypdgog eixe Bpet 1o Gpdpo ToU WG PED ooBapns
QUTOKPLTIKIG KL WG UTOVOpEUTNG TG GedopEvng (pAavdikig Tau-
Témrag. AutéQ TG Tawieg, wotéoo, dev TG EBAene 10 eupl
KOWVG Kal 1) EMIKPATOUOA KOWWVIKY) TGoM 0T Xwpa e&akoAou-
Boloe va elvat guvmpnikn. Kt 6pwe, To kipa me alhayng gou-
oKwve, ekattiag kat Tou auénuévng onpaciag poAou mou armo-
Kktouoav oL yuvalkeg ommv MOALTIKY]. [oXUPEG KAUMAVIEG KOWVWVI-
K1G mpdvolag, 0av T0 MEP(PNIO «TPEVO — MPOPUATKTIKG», |E TO
orofo ot yuvaikes Tag{devav wg o MméApaoT yia va emaTpe-
Youv pe mapdvopa avilouAnTTkd, pa kapmdvia yia mv auénan
mg voppng nhiiag yduou ka, Tehikag, o Nopog ya mv Epya-
olakr} ldmra Tou 1977, ritav anotéAeapa KWnTonomoewv Twv
paxOuevwv @epvioTpLOv. Autd kal GAa dpwpeva yuvaikeiag
npwrooukiag ermpéaocav onuaviikd mv avtiinyn ya mv
Iphavdn yuvaika, n oroia 1600 Kaipd rrav eyKAWBLOEVN OTOV
nedrvio enapylwtopd. H tawia Maeve (1981) mq Pat Murphy
anotéAE0E MV TOAUNPATEPN KIVNUATOYPAQIKY €QApHOY S
véaq avtiinyng mg ipAavdikig BnAukdmrag. Me xpnuatoddm-
on ané 1o Bpetavikd Ivottouto Kwnuatoypdgpou kat urmoye-
ypappévn and moAhoug oknvoBETES, 1) Tavia extuligodtav o
Bdpeto Iphavdia, 6rou pa veapr yuvaika emuokemtoTav Toug
naAoug eAoug Kat mv oKoyEvEld TG, Exoviag avakaAupel pa
@\\n didotaom tou eautol g agdrou Eguye am’ To omiw. H
Murphy om ouvéxela oknvoBémaoe 1o (EEoxnS pwroypagiag)
wotopik6 dpdpa Anne Deviin To 1984, 6rou apgiopntoloe mv
EpUNVEIQ TV LOTOPIKWV YEYOVOTWY, apakoAouBwvTag Ta dpw-
peva mg e&€yepong Tou 1803 and mv ormki piag yuvaikag nou
Bpiokdtav KuploAekTika oto nepiBplo mg dpdomg.



14 / NEOZ IPAANAIKOZ KINHMATOTPA®OZ

To kowd orolxeio GAwv autav Twv Tavidv Tou Néou Kupatog
elvat n embupia mg apgloprmong Tou NAapeABOVIOG HE KIvija-
T0YpagIKoUg pous. AUTEQ oL Tawvieg katéppurrrav enmbeTika Tig
OTEPEOTUNIKE €IKOVES TG Iphavdiag kat Tou Iphavdikol Aaou
0710 QAU KA ipoomaBodoav v' agunvioouv To KOG WoTe va det
mv Iphavdia kdtw and €va d\ko mpiopa. H elpwvela elvat 6t
autdg 0 otdyog dnuolpynoe éva kivnua Bpayuplo, pia K 6tav
Ba yivovtav ot uneppdoelq kat Ba emepvouviav ot Gpaypoi,
T0l0G UropoUoe va npopAEYel Tt Ba ouveBawve;

H ®puon tou Knuatoypagikol ZupBouhiou To 1980 rtav pa
kaBopoTikr) oy, Metd ané xp6via napaoknviakey TIECEWY,
ol aveEdpmrol IpAavdol Kwnuatoypaglotéq anekmoav, ev
TéeL, pa eukaipla v' avartigouv oxedla yia peyahou prikoug
Tawieg pe Kpatikn unoomipién, ala xwpiq Gpeoo Kpatikd Eey-
X0. Tov mpwro xpdvo Aetroupyiag Tou, To ZupBoUAo TIPOTEPEPE
HepIKT pnuatoddmon omv npdm tawia tou Neil Jordan, mv
AyyeAiij Exdiknon (1982), omv orola to Kwnuatoypagikd Zuy-
Bouho ouveloépepe pe 100.000 Aipeg Iphavdiag. Mapdtt autd
Ba £potale dIMAG onpavTiko, pa kaw onpatodotel mv ekkiviom
¢ Kaptépag tou omoudadtepou IpAavdol oknvoBEM, Ta mpdy-
jara dev elvat ndvra onwg gaivovrat. O Jordan ritav aképa oxe-
TIKG AyvwoTog Kat Anewpog o€ oxEom pe dnpoupyols oav Tov
Comeford, Tov Quinn kat Tov 0'Sullivan, avBpwroug nou aywvi-
ovrav oKAnpad yla Katpd, kdt mou 1o ZupBoUAo Epotade va pnv
avayvwpilel, xpnuatodotwvrag autév Tov dyvwaoto Tuxdpraato.

‘Otav 10 AyyeAuj Exdlknon €kave v mpepEpa Tou 0To deatl-
B Tou Kopk To 1982, 10 oknvikG ritav e€opylopévo, 6t eopra-
oTIkd. Oeatég and mv Kvnuatoypagikr Blopmyavia maparove-
Bnkav 6T aum 1 Tawia dev ekMPoowNoUoe Tov IPAAVAIKG Kivn-
patoypdgo, Kupiwg eneidn eixe ndpel Bpetaviky xpnuatodom-
on. Emméoy, n @la n tawia e ouvdvimoe BeTiky unodoxr.
BewpriBnke 61 evioxue mv napadoolakr ekéva mg Iphavdiag,
£V0Q TOMOU PuoTaYWYIKOU, 010 €Ae0g MapdAoyng K amoAwTkig
Biag. H ayayia evroru¢drav kat mdAt oo {fmua mg Tautém-
1a¢. H ®puon tou Kivnuatoypagkod ZupBoukiou épotale va
onualvet 0tL n mpoomdBela yla EBVIKG kwvnuatoypdpo Bplokérav
pa 01a XEpLa TaavroUxwv, dnHIOUPYIKOY ATHWV apIOTEPWV
avrAjewv nou fiekav va napouotdoouy ia kowwvia dAhou
eldoug péoa and Tov iphavdikd Knpatoypdgo. Ané Tig oulnmi-
o€l ota MME kat Toug dnpdoloug kauyades, oav ekeivov ato
Kopk, elye yiver oapéq 6t ot Iphavdol kivnuatoypagloteq eixav
anoppognBel 1o ané Tiq HIKEQ TOUG aEBNTIKEG Kal TOMTIKEQ
avnouyieg, mou dev propouoav va douv 6t drav avoi&el To
gpdyua, o xelpappog nou anekeuBepwvetal Propel va oe odn-
YNOEL O€ anpdopeves KaTeEUBUVOELS.

Ta npwra xpévia Aetroupyiag Tou Iphavdikol Kwnuatoypagikod
Zupouhiou knAdwenkav ané dlapdyeq oe onpeio aAAnAoego-
viwong. 0 John Boorman, mohoypagnuévog Iphavddg, ypriyo-
pa naparmBnke and m B€on Tou oo ZuppouAo andiaopévog,
oxohddovrag 61t «0” aum ™ xwpa undpxer EAAewn ehodoglag.
Ynapxet n aloBnon evog Epwra pe my anotuxia.» Katd m didp-
KELQ QUTOV Twv BueNwdLY eTwv, wotdoo, To NEo KUpa ouvext-
0€ TV ropela Tou TPog TIG TeAeUTalE] PEPES TOU e Wia Oelpd
OMUAVTIKOY Tavidy and oknvoBéteq oav toug Cathal Black,
Kieran Hickey, Tommy McArdle, Bob Quinn kat Joe Comeford.

MapdAn aut| mv Kvnuatoypagikr dpacmpiémra, o Taoiseach
Charles J. Haughey katripynoe to Kivnuatoypagikd Zuppothio 10
1987 pe awmohoyia ta pkpd k€pdn. Av kai efxe anoteAéoer
onuelo TpIBAg omv Kivnuatoypagikr kowadmra, to Kivnparoypa-
QK6 ZupBoUhio eEakohouBoloe va evart n (woddtpa dlovapn Tou
Néou Kupatog kat n anwAeld tou aviipetwniomke we kata-
atpogr). Méxpt mv enoxr mou o ZupBoUAio enavareitoipynoe,
10 1993, ta ndvra efxav AAAGEEL

Ta Aibvrj Xpovia

‘Hon and mv enoyr Tou Rex Ingram (The Four Horsemen of the
Apocalypse, 1921), IpAavdoi oknvoBEtes eixav eykataotadel
oto X6Ayouvt kat ™ MeydAn Bpetavia, aAAG ) dekaetia Tou
'80, o Pat 0'Connor kt o Neil Jordan €ywvav ot diaompdrepot
Iphavdol oknvoBéteq Tou kdopou, yupilovtaq Tawieq extég
Iphavdiag. To 1989 npopAiienke To Aptatepd pou f1ddi, wa Tai-
via rou evdexopévwg AAAa&e mv Tporm G LoTopiag Tou pAav-
ko0 kwnuatoypdgou. To Aptatepd pou 160t ftav, and m pa
TAeupd, mpoidv mg dnuioupykng éxpnéng tou Néou Kupato,
aAAd eniong n agempia Tou poviépvou IpAavdikou Owepd mou
otpegdtav mpog Ta £§w. Baoopévo omv npaypariki otopia Tou
KkahAtéxvn kat ouyypagéa Christy Brown, To Aptatepd pou 1ot
ftav kat' ouoia 1) yvwor) otopia Tou BUpATog Mou Ta KaTagep-
velnapd g aviodmreg, aAkd n parid tou firav duvagkr, dtauv-
Y¢S Kau taitepn, ewovoypagnuévn £§oxa and m ofyoupn oKr-
voBeoia Tou Sheridan kat 119 BpaBeupéves e ‘Ookap epunveleg
g Brenda Fricker kat tou Daniel Day-Lewis.

Metd ané autv mv tawia o Sheridan aknvoBEmae m dlaokeun
Tou Beatpikol €pyou Tou John B. Keane, To Xwpdgr (1990), pe
npwraywvior Tov Richard Harris, ki énetta 1o €viova augieyo-
pevo, aAd K1 e§aipeTikd emttuympévo Ei¢ to Ovopa tou lMatpos
(1993), pe tov Daniel Day-Lewis kat mv Emma Thompson, Baat-
Opévo oV npaypatikr Lotopia tou Gerry Conlan, evog véou mou
ouveNpOn Kat QUAGKIONKE Yia TPOMOKPATIKES EVEPYELES TIOU
dev eixe dlanpdgel. Téoo To Xwpdgr, 600 kat 1o Eig To Ovoua
Tou [Matpdg akohoubnaav To Apiatepd pou [16dt anoKtwviag
Tayk6opa armynan.

To 1991 10 evdlagépov petaroniomke om douleld tou Bpeta-
vou aknvoBém Alan Parker, e  Slaokeur Tou puBiotopruatog
Tou Roddy Doyle, The Commitments, mou auvduade eBvika kat
naykéopia Bépata omv LoTopia evog HOUOIKOU OUYKPOTHATOS
avBpanwv mg epyatkiq Ta&ng ato AouBAivo, mou maifouv
apepkavikr soul. Kau mdAun tawia anodokiudomke omy natpi-
da mg, drou ot 0AOEVa Kal IO AVIjoUxOL MOAITIOTIKOL ETUKPITES
avapwtiévrav noto Ba frav 1o k6oTog me dnpoTKGTMTAS Hag
tawiag pe Bépa myv IpAavdia, ya myv aiobnon mg Biag mg
Iphavdiag yia Tov eauté mQ. AAAG ot enwtuyieg ouvexiomxav.
‘Eva na\id oevapio tou Sheridan, o Into the West, aknvoBe-
Bnke and tov Mike Newell to 1992. To 1992, eniong, napou-
01GOTNKE TO MPWTO POPAVTIKG EMog IpAQVDIKOU MEPIEXOUEVOU
e xohyouvtiav unoompi§n petd mv Kdpn tou Paiav, 1o
Maxpwag Opidovrag Tou Ron Howard, pe tov Tom Cruise kat m
Nicole Kidman. Tnv {dia xpowid o Neil Jordan anéxmae to status
Tou otap e o Mavidi Twv Auypav (1992), éva peiypa otot-
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Xelwv ané 1o Guests of the Nation kai 10 The Hostage tou
Brendan Behan pe pua avtiotpogr tou AyyeAiii Exdiknon tou
{d1ou Tou Jordan, kabwg €vag eBeloviq Tou IRA anoppintel m
Bla oo dvopa mg aydnng kat mg auveidnong. H nepipnun ava-
Tporm} ™G 0ploBEMONS Twv GUAWV (n Yuvaika rou epwreletal
elvat Gvrpag), €ywe Baaikd dmho Tou marketing mg etaipeiag
Miramax, 1) orioia diévee mv Tawia otig Hvwpéveg Mohiteles.
Metd ané pa BpadupAeyn apxikn aviandkplon, n tawvia kEpdL-
08 TETOWO ArYnom wote onpelwoe elompdgelg 62 ekatoppu-
plwv dohaplwv kat Bpebnke urmoyneta yia ertd Ookap, kepdi-
{ovtag autd tou Zevapiou.

H iphavdikr Kuépvnon dev propodae napd v’ avranokplbel oto
afmua twv IpAavdav ya emavidpuon Tou Kivnuatoypagikou
ZupBouhiou, To orofo kat €yve o 1993. Aut ftav ki n xpovid
Tou nipoPARBnke n Tawia To Mroipiki, T0 MPWTOU «0{KOUEA» TWV
Commitments kai, ak6pa mo mpokANTkd, To High Boot Benny
Tou Joe Comeford. H ipoBoA tou High Boot Benny itav pua oi-
atépwg omoudaia otyur mou katadeikvue 6Tl oL PEPES TOU
Néou Kupatog eixav ermutéloug tehewwoel. H B€on tou
Comeford, pag ané Tiq oNuAVTIKGTEPES MPOCWTIKOTTEG TOU
Néou Kupatog, om Blopnyavia, eixe exméoel petd to Reefer, ki
0 Onptoupyds aviipeTw{rav Tpa eupEWS WG amopelvapt Tou
napeABovTog: €vag TpUPnAGS EOTET TOU B OUPTOpeUdTav e m
véa Kivnuatoypagiki tdom. To High Boot Benny, e ) okotewn
KL €VDOOKOMIKT) emavapopd tou BEPATog Tou OEKTaploTikol
xdoparog, mv wpa rou epappoldtav n navon nupdg om Bopelo
Iphavdia kat pe v nBeAnuéva dkaprm) ekéva tou, dev emdo-
Kipdomke yevikd. Mia évrova apvntikr kpttkr oto Film Ireland,
T0 Baoikd Kwnpatoypagikd meplodikd mg xwpag, 0dnynoe oe
dnuéotla avnapdBeom Tou OknvoBEM Kat Tou ouvtdkm, pe
0UOLAOTIKOTEPO avTIKE(HEVO TG ag(eq Tou {Blou Tou Kivnpato-
ypdgou. O Comeford ouvéxile va unepaomiletal €vav andAuta
TPOOWIIKG Kat TPOKANTIKG PAQvOKG Kimuatoypdgpo, evd ot
kparatol dveyol puootoav mpog v EWOTPEPELD, TV EUKOAA
npooeyylown aprynomn rou Ba propotoe va TadbéYeL épa and
TG IAavdIKES akTéS. To High Boot Benny katéAnge va elvai n
Teheutala onpaviiki tavia tou Néou Kuparog.

H Kehuka Tiypn

Mnopel kave(g va unoompi€el 6 ot emTuxieq Twv ETWV ToU
napeppAiBnkav petagl Twv dio paoewv Aetroupyiag Tou Kivn-
pHatoypagikol ZupBouhiou, frav dyueom andppola Twv mponyou-
HEVWV ETWV KL 6TL N enavapopd Tou Kivnpatoypagikol ZupBou-
Aou firav enlong Gueoo enakdhouBo tou Néou Kipatog. ANA T0
nvedpa Tou oplakd empiwoe my navon peragu 1987 kat 1993.
To Néo Kwnpuatoypagiké ZupBoUhto, omv ouaia, fitav guvéxion
ToU mahoU, aAAG pe peyaAitepo mpolmoAoylopd, kawouplo
TIPOOWITIKG KAl TO TAEOVEKTHA XAAAPOTEPWY KAVOVIOUWY Yia T
gopoanakhayn, otoixeia mou, 6Aa palf, nupoddmaav pa Kwn-
patoypagikr napaywy oe enfneda mou wg Téte T0 vnoi dev
€lXE KQV OVEIPEUTEL.

To (810 (oxue kat yia Tov AavdIkd MOATONG Kat TV Kowwvia ev
yével. Metd my owovopukr &npaaia tou '80, n dekaetia tou ‘90
&lde mv apyr avaduon mg anokahoupevng «Kéktkng Tiypng»,

plag mepLddou OIKOVOIKTG unpepiag mou Gveloe akGpa neplo-
06Tepo arnd ta péoa me dekaetiag zou 90 pEXPL Ta MPpWTa XP6-
via mg véag xihtetiag, mpotol kel Eavd taximra. ' aum m
IpAavdia, pe autonemoiBnon ki ewatpépela, oMol diékpvav
TV Mapakyr Twv napadoolakyv agldv kat mv anwAel me
niomg o€ péxpt 10te oemrolg Beapols. Mapdt ta MME eixav
€vepyo poo aTo enimedo oulNmMoEwV Kat peMopTal aig eon-
uepideg, T0 Kimpatoypagikd viokipaviép kabuotepoloe va
eEehiyBel.

KaBag diebveic mapaywyég peydhou BeAnvekolg, oav o
Braveheart (1995) ka1 m Aidowon tou Stpatiém Pdiav (1998),
yup(Covtav omv Iphavdia Adyw Twv @opoarahhaywv, gywve
ipogaviq n embupiia yia emayyeARATIkr BLopnxavikr Knuato-
Ypagki mapaywyr, yla mpem gopd petd ta mpwta xpévia Tou
atouvtio Ardmore. To {010 o Ardmore elxe Aettoupyroet Eavd,
uné mv ayida Bty xpnpatodotwy, ki eixe etehybel oe
ONHAVTIKEG eykataoTdoelg mapaywyng. Me mv enéktaon Tou
KuBepvntikou oxediou yia m gopoarahiayr kat Tov augavope-
Vo apiBpd mpwtoBouldv Kat opydvwv xpnuatoddmang, Epol-
ale oav 1 epaon «Kvnuatoypagikr Blopnyavia» va eixe emte-
Aoug vonpa dtav epappol6tav omy IAQvBIKT Kivnuatoypagl-
k1 Opacmplémra.

QuaiKd, e ™V EOTIEUOLEVT GTPOPN TPOG TV MPOCWIIKT EUN-
pepia (mapdtt ot phaviIkeQ Tavieg akdpa dev Ekavav omuaviika
voUpepa ota Tapela), ot moAiaTikoi oxoMaoTES fiTav Tilo emQu-
AakTikof mapd moté. O avagopég omv e€opoiwan mg IpAavdiag
pe 10 Aog AvileAeq augdvovtav ohoéva. Iphavdol kwvnuatoypa-
ikl avaAutég mg nahidg oxoArq dev eviunwatlovrav ané Tig
Tawieg mou evékpive to véo Kimpatoypagikd ZupBouAio. Qotd-
00, Y10 MPWT™M opd PUMopoUoEe Kavelq va Kottdget To mpoidv Tou
1pAavdIkoU Kivnuatoypdeou Kat va deL v’ avariooovial VEES Kat
dlaopeTikEg Tdoelg. Ot tawieg mou akoAouBnoav elxav éva
Hovo Koo otolyelo: frav OAeg PAQVAIKES. Aev urmpxe Tia
OUYKEKDIEVT Kal KaBopLOTIKT aloBntikr, oUTe kav we mpodean.
Aev urmpxe peydho evdlapépov yia To TS napouataldtav n
Iphavdia oto mapeNBGv. Aev urrpye 0’ QUTEG TG Tawieg n
afoBnon 0t ot oknvoBETEQ TOUG anacyohouvtav evepyd pe Tiq
dlaguvieg mepi opiopoy evdg «iphavdikol Kivnuatoypdgous:
amwg yuptlav pAavdikég Tawies. To 1995 o Pat 0'Connor akn-
voBEmae tov KukAo twv ®Awy, dlaokeudloviag To publotdpn-
pa mq Maeve Binchy. H yAukid kat vootahyiki eidva mg {wiig
Kat Tou épwra omv Iphavdia tou 1950 pdvnke o€ MOAOUG WG
pa &exddapn enavapopd Tou anooTelpwyEVOU IAQVAIKOU OLve-
Jd kat pdhota ané Evav 1600 dIAKEKPIEVO OKNVOBET), GAAG
Tawvia kEpdIOE TO KOG, 0TO ETWTEPIKO KAl TO EEWTEPIKG.

To 1996, o Neil Jordan ctaBeporoinoe m oxéon peta&l Tou
TIayKGOuL0U Kal TOU TOTKoU pe To MdikA KdAwe, 0 Enavagrdmg,
£va 10TopIKG €mog 60 exatoppupiwv doAapiwy, Baoopévo o’ éva
oevapto rou doUAeve aré 1o 1982. H tawia npokdAeoe Evioveg
avuidpdoelg omv Iphavdia kat m Bpetavia, dnou nupoddmoe
dnuéoteq dagwvieg yia mv iphavdiky Lotopia. Yrmpée n peya-
AUTepn elompakTikr erutuxia OAwv Twv enoxwv omy Iphavdia,
aAAG ev elxe mv (Bla emruia oto ewrepikd. Méxpot To 1997,
drav o Jim Sheridan napouaiace Tov Mroéép, n aioBnon mg
TipoajoVIiG Kat Tou evBouailaopou mou elxav epnvedoet ot lpAav-




16 / NEOZ IPAANAKOZ KINHMATOTPA®OZ

dol oknvoBETeg ato eEwtepikd elxe e§avepiotel. Qatéoo, exel-
i) m xpovid ipoAriBnke kat 1) diaokeun tou The Butcher Boy
ané tov Neil Jordan, mou avayopeunke omv Iphavdia wg n
onuavrikotepn pAavikn Tawia tou deltepou ool Tou 2000
awva. H noAvdidotam tawia Tou Jordan avipeTw(omKE WG
ja mpootm Kai, Tautdypova, MPOKANTKY avaBedpnon g
a(oBnong mg Iphavdiag, anotunwpévn omv LoTopia eveg nMveu-
Jatika dlarapaypévou ayoplou. Baalopévn oto publotépnua tou
Pat McCabe, 1 totopia aum frav Tautéypova AAANYOPIKT Kat
dpaparikn, pia Tawia mou oTEKETAL QUTOVOHN Yia va ) BAEmouv
KQl va TV EKTHOUV Kat Tautdxpova T600 TUKVI]) € AETTTOHEPEL-
£G KOl Umawtypoug, “oTe va Kpamoel TouG QvaAUTEG amacyo-
Anuévoug yia xpovia. ONGKAnpn n tawia eixe otkodopnBel yipw
and mv eEapetiki epunvela Ttou dekatetpdypovou Eamonn
Owens kat napouoiale pua IpAavdia mou nakevel ye Tov poviep-
VOO KL TOV [ETA-HOVTEPVIONO, 0TO EAEOG KATAOTPOPIKWV E0W-
TepIkV duvapewv Tou dlagopg@vouy Ty droyn mg yia Tov
€€ KGO0,

To Butcher Boy Ba pnopouoe V' avtikatorTpilel Ta enwduva kat
KkaAd kpuppéva Tpaupata me MoMTOTIKAG petdpaong mg Iphav-
dlag katd mv nepiodo mg Kektkng Tiypng, aAAd to dnpdoto
npAoWNo auTwv Twv ahkaydv elxe, evOEXOPEVWS, anoTunwBel
TEPLO0OTEPO OTOV GYKO, KAl POVO, TWV TaIGV 1o Yupiloviav
Kat mou 0udoAwg acyoholvrav e oTdrmote oualaatikd. Mapdt
Jla oewd and aotikd aotuvopikd dpdyata, pe Kuplotepo mapd-
delya TIq Tpelg Tawieg mou Baciomkav o {wr Tou UNapKToU
eykAnpatia Martin Cahill (to Vicious Circle (1997) 1o O Ztpam-
ydg (1998), oe oknvoBeaia John Boorman kat to Evag Evrid-
taro¢ KAépme (1999), oe oknvoBeoia Thaddeus 0'Sullivan) kat
Tq dUo pe B€pa ™ OoAOGOVNUEVN QOTUVOMIKT) PEMOPTEP
Veronica Guerin (to When the Sky Falls (2000) ka o Bepdvika
Tképw: Bavdain AnoxdAuyn (2003)), pdMov avravakhouoav
avnoux(eq yia Tig nikeg agleg oe pa au§avopeva arien Koww-
via, 10 lupvdg Addu (1999) tou Gerry Stembridge, pa Kopyn
A0TIKT) EPWTIKY Kwwd(a, fjrav n Tavia 6rou EmKEVIpwOnKe o
VE0Q 0papatiopds yia my m6Ang Tou AouBhivou.

Metd to The Commitments kal Tiq Tawvieg mou To akoAoudnoav
Kat 1o pyrénkav, 1o Aouphivo Tdpa napouaidloviav pe duo
TipdTuna, wg, arnd m pa meupd, pia oTepnuévn aoTIKY £pnog,
onwg oto Crushproof (1997), 1o Accelerator (2000) kat To Last
Days in Dublin (2001) kat, ané mv GAAn mheupd, pia moAumot-
TiopiK, metrosexual, peyahoaotikn nadikr xapd, dnwg oto Flick
(1999), 10 Orav 0 Mrpévrav 'vapioe mv Tpodvtt (2000) kat To
Goldfish Memory (2002). To Last Days in Dublin fitav pa e€ai-
petka gBnvi tawia tou Lance Daly mou napakohouBouoe éva
veapd avipa rou fBeke aneArmiopéva va guyeL an' myv noAn Tou
GAG katadlwkdtav and napadofeq kakotuxies. H dedtepn
peyahou pkoug Tawvia tou Daly, To The Halo Effect (2005) kwij-
Bnke otov {Blo elppd okéYng, péoa and 1o dpdya evég payald-
Topa 1ou evoapkavel o Stephen Rea, o onoiog npénet v' avte-
nie§EABel omy Tpéha ™G KaBnuepveTTag oTo MePB@PIO Tou
VEoU, oAGAaunipou iphavdikol aotikou Tortlou. Tmy G\ 6yn
Tou Vopioparos, To Goldfish Memory fitav pia and g noAudpie-
MES Tawieg Tou yuplomkav ota mAaiowa tou véou oxediou mou
evBappuve ™ dnioupyia Ynglakdy Tawidv xapnhod rpoinolo-
Ylopou ki €dwoe om oknvoBEm Liz Gill my eukaipia va eEepeu-

vijoel Ta oAoBripata Twv olyxpovwv Tautomtwy me Iphavdiag,
péow g oekouakikdmrag. Epwvikd eival To yeyovds o, 1
napadetypatikd Aapnepr pwroypagia meg néAng tou Aouphivou
£miABe o0 oTddio Tou post-production, Gtav Eyive avrknmd 61
oL enavahappavepeves epBANUATIKES EIKOVES EVOG Ypuoopapou
o¢ yudha mapartav emmbeupéves ki €tol 1) Gill Eavayipioe
UAIKG o€ B1Gpopeg TonoBEaie yia va Tig avikataoTroeL.

H Néa Xikietia

0 alyypovog iphavdikdg kivnuatoypdpog avravakAd m poviép-
va IpAavdia. H nowki\Gpopen, moAuoydriq Bepatohoyia Tou avtl-
karortrpilel 1§ avnouy(eq evag oAogva Kat MEPIOOOTEPO MayKo-
oponompévou MoAwopou, mou makeUel aképa pe m Bik Tou
Tautémra. Ot tawieq rmyaivouv kakd, unoampilovral nepload-
TEPO and Tig MwANoelg omv mAedpaon kat m davopr og DVD,
napd and Ta elotmpla Kat 1) flopnyavia ouvexiletal, mapd Toug
@6Boug Yia pa Eagvikr kardppeuon petd and xpovia dotamg
0OleBvolg mpoooxrg.

Mia vedtepn yevid Kivnpatoypa@lotav fpe 0To Mpookivio Ta
Ttekeutala xpdvia, €xoviag o€ kdmoleg mepiiwoelg dladexBel
a’ eubeiag mv mahadtepn, alAG e BlaPoPETIKES avnouyies,
Je Kipla napadeiypara tov Robert Quinn, yio Tou Bob kat okn-
voBém tou oatpikou Bpikep Dead Bodies (2003), mv Kirsten
Sheridan, kdpn Tou Jim kat oknvoBEm Tou Tpaykol popdvi{ou
Disco Pigs (2000) kat tov-Shimmy Marcus, yio Tou Louis kat
oKnvoBEm G padpng Kwpwdiag pe BEua To ENMOPLO VapKWTL-
K@V, pe T(tho Headrush (2004).

01 npdogareq emtuyieq nephapBdvouv mv Kwpwdia Spin the
Bottle (2003), ™ Biawn aoik Tpaykwpwdia /ntermission (2003),
10 guaioBnro dpdpa pe BEpa mv avarmpia /nside I m Dancing
(2004), tou Damien O’Donnell, ™ popavtik Kwpwdia Tpdyuou
Boy Eats Girl (2005) kat mv kwpwdia Tou Paddy Breathnacht,
Man About Dog (2005), ermpeacpévn and 1o otk Tou Guy
Ritchie. Qatdoo, n tawia Adam & Paul, tou Lenny Abrahamson,
anéonace 1o 2004 TIq KAAUTEPES KOITIKES Yia (pAaviikr) Tawia
and mv enoxn Tou Butcher Boy. To dlanepaotikd ASpupa Tou
Abrahamson ota ddeta Tomia mg alyxpovng Iphavdiag, péoa
and Ta pdra duo vapkopav@v Tou mepuThavaviat otous dpod-
poug Tou AouBhivou, poidlel oa a avdoa péoa om yevikn
Aaxtdpa va kavoromBouv ot ENMOPIKES anatmoeLs, aAa tau-
T6Xpova HAG yia wa aioBnon andyvweng, mou umovoel ot n
Iphavdia 3¢ Ba mpénet v' anoAappdvel Tiq emtuyies mg, ya va
unv Eexdoet g kowwvikég aduvapieg mg. Mapdpoa (nmuara
nipayparedetal 1o Pavee Lackeen (2005), mou akohouBei ta xva-
pla tou Traveller tou Comeford, kaBwg xpnoonolel npaypatka
PEAN ™Q 1pAavdikiq vopadikig kowdmrag o' éva dpdua mou
anekovilel tq {wég toug. To Pavee Lackeen kaBpegrilel évav
kAapo oAU dlagopetiké and exeivov Tou 1981, aAAG kat maAu
napouoidlel pa kowdmra nou (et 010 nepBwpLo, mapdtt popd-
Letat g (dieg avnouyieq pe 1o HeyaAUTePO PEPOS TS Kowwviag
mg IpAavdiag.

Ao éva ané ta ewdornoid oroigeia me veag Iphavdiag ivat ot
ouvex(opeveq diadikaaieq epriveuong om Bdpewo Iphavdia,
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TOU &fxav WG noTEAEOA ia VEa MPooEYyLom G anewkoviang
g, 6nwg gaivetal o€ Kwpwdieg oav To Divorcing Jack (1998),
10 Wild About Harry (2000), To The Most Fertile Man in Ireland
(2000) kat 10 An Everlasting Piece (2000). Ot o GKOTEWVES Kl
evdookomikéq Tawieg e€akohouBouv va yupidovral, 6rnwg To
Martwuévn Kupakij (2001) kat to Omagh (2004) mou képdloav
peydhn avayvapton, aAA@ undpyel n aioBnom 6t moAAd ané ta
nakad oxmpata Gev avanaplotouv ma mv katdotaon anoteAe-
oparikd. To 2005 ta vipata meQ kwpwdiag kat Tou dpduatog
ouvdudomkav ato YAukdrukpo Mickybo & Me, mou napakoAou-
Bovoe ™ Bpaxupla gia duo ayoplwv and avtiBeteq mMeupEg
Tou oxloparog otoug dpdpoug Tou Mnéhpaot tou 1970. Ermpe-
aopéva and 1o Butch Cassidy and the Sundance Kid (1969), Ta
nadid defxvouv omv apxi va dpanetelouyv ang Ti§ KOVWVIKES
Tugoelq ou emBANeL o oenapatiopdg, mpooTolodpeva 0t elvat
QuyGdeg, aAd Ttehikwg avaykdlovtal V' avrpetwnioowy my
ipaypatkomra.

Maybeupévn, akdpa, om padkr emppor} Twv Hvopévev Mokt
TEWWV kat mg Bpetaviag, n Iphavdia otpégetat kat omv Evpwrm
KalL apanépa yia v' anokmoel pa aiobnon mg B€ong mg om
YeviKn elkéva Twv npaypdtwv. Eupwnaikéq oupmapaywyEs mpwv

Kau petd mv aAayn mg xetiag oupnepiapdvouv 1o Makho-
Iphavdikd Le Dernier Mot (1999),.1e ZkavdwvaBo-lpAavdiké The
Disappearance of Finbar (1995), To Itako-lphavdkd Spaghetti
Slow (1996) Kkai, onuavtikétepn 6Awv, ™ 0oupeaMoTkr aAAn-
yopia tou mapakéyou /lw¢ o Xdpt Eywe Aévipo (2002), Tou
Goran Paskaljevic, paatopévn a’ éva Kvé(iko pu6o, pe tov Colm
Meaney va unoduetat évav dvipa mou anoacilet va épbel oe
avtnapdBeon | éva yuvad gopoetoripdktopa omv lpAavdia
G petd mv ave§apmoaia enoxms.

Qotdoo 1 Iphavdia eivar, akdya, €va pikpd €8vog. Mapdtt to 1999
N MAeortikr oelpd viokipaviép The Irish Empire oxupiomke
€lpVIKA 0Tt 0 (PAaVAIKGG MOATLONGG AOKEL Eippor) aYKOOHiwG,
péow MG Olaoriopdg Tou, priopel kavelg va agwoel O, omyv
nipaypatikémta, ouppaivel akpiag To avriBeto. Onwg toyupi{d-
Tav 0 Bob Quinn ato Atlantean, MoAEG and Tiq apy€eq TG omoi-
&G Baoifovral o1 Bewpieq pag apyws WAAVAIKG MOATIOTIKIG
Tautdmrag elvar, 00Twg 1} AAAWG, KaTaoKeuaopEves. lowg 1 ka-
vémra mg IpAavdiag va efehiooetal diapkag, v' amoteAEael
TeAkd To PéTPO Yia ™ pakpoxpdvia enttuyia me.

Metdgpaon and ta ayyAikd: Arjda laAavou

*Autd To GpBpo anoteAei auvTpnon TG povoypagiag Tou 1diou mou dnpooieudnke and To 310 Bepive Kivnpatoypagikd Zepvdpio,

oto Uherske Hradiste, oy Anpokparia mg Toeyiag, To 2005.
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The identity of an Irish cinema’

Dr Harvey 0’Brien

Beginnings

The story of Irish cinema begins much as the story of cinema else-
where in Europe. As early as April 1896, four months after the Paris
debut of the Lumiére Cinematographe, moving pictures were being
shown in Dublin city. The firstimages of Ireland on film were made not
long after by visiting Lumiére cameramen. The urban spaces replete
with vehicles, commerce, and modemity seen by the Lumiere camera
would soon be replaced in the world's consciousness first with scenes
of violence then with scenes of rural romanticism, a country seeming-
Iy blissful in its embrace of the primitive.

The conflicts which defined the development of Irish cinema in the
years immediately before and after poltical independence were both
economic and political in nature. Irish culture and society had already
undergone significant shifts in the wake of the Great Famine, chief
among them the effects of the flight of so many Irish men and women
to other countries. Ireland itself, even though part of the British Empire,
was arguably too small to produce a fully fledged film industry in the
early years. It certainly did not produce indigenous film production
companies until 1916. The departed masses, later to be called the
diaspora, would soon play a significant role in the development of a
cinematic image of Ireland however. Films about Irish immigrants
abroad were in high demand. Ethnic comedy in general was popular in
the United States in particular. Films set in “the old country” were also
desirable, allowing those for whom home was now only a distant
memory to bask once more in the glory of a remembered past.

In response to this market demand, short comedies and documen-
taries around historical and emigration issues were produced sporadi-
cally throughout the first years of the twentieth century, including the
first acknowledged “Irish” film /rish Wives and English Husbands
(1907), made in Ireland by the British Alpha Picture Company under
the direction of Arthur Melbourne-Cooper. In particular though, it was
the success of The Lad From Old Ireland (1910) which set the cycle in
motion and inspired the US based Kalem Company to set up a pro-
duction unit in Ireland itself to make more of the same type of film.

In the space of about three years the Kalem company made some thir-
ty films in Killamey, mostly emigration sagas and historical romances.

These were highly successful in America, but also in Ireland itself. Their
primarily anti-colonial stories were less well received in mainland
Britain though, and only fueled British suspicion of Irish sensibilities.
Though Killamey looked likely to become Ireland’s answer to
Hollywood, the outbreak of the First World War brought Kalem's activ-
ities to an end.

In 1915 Irish-American lawyer and journalist James Mark Sullivan
formed The Film Company of Ireland, registered in 1916 with
offices in Sackville Street, Dublin. This turned out to be a very poor
choice of location, because all of their early films, documentation
and production offices were destroyed in the Easter Rising. Once
recovered from its initial losses, The Film Company of Ireland went
on to reshoot several of their lost films and to make several more,
many with actors recruited from the Abbey theatre. Again these
were comedies, romances, and historical narratives, the most
important being the epic Knocknagow (1918) based on the novel
by Charles Kickham.

Knocknagow went on to become a huge success abroad, actually
out-grossing The Birth of a Nation (1915) in Boston. The Film
Company of Ireland continued operating all through the years of the
War of Independence, documentary scenes of which were recorded
in the newsreel Irish Events. In 1920, the company had their biggest
ever hit with Willy Reilly and His Colleen Bawn, a tragic story based
on true events in eighteenth-century Ireland where a Protestant girl
in love with a Catholic gentleman came to a violent end. The film
supplied a happy ending though, and its romance of thwarted love
across the barricades of religion would become a leitmotif of sub-
sequent Irish cinema for the best part of a century. The outbreak of
the Civil War was too much for James Mark Sullivan though, who
lost his wife and child and decided to return to the United States. The
story of Irish cinema reached another chapter break with the end of
the Film Company of Ireland, though in this case the seeds of indige-
nous production had been sown. The production of fiction films and
documentaries continued throughout the 1920s and 1930s, though
new struggles came to define how Ireland represented itself on
screen.
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Post Independence Cinema

One of the first pieces of legislation passed by the Irish Free State was
the Censorship of Films Act (1923). The Censor’s remit to protect the
Irish people from material considered “indecent, obscene, or blasphe-
mous” would have far-reaching consequences for the range of topics
that could be addressed in Irish film and for the kinds of ideas which
people were exposed to from abroad. Kevin Rockett's epic history of
Irish film censorship published in 2004 documents this dark chapter in
Irish cuftural history, including the re-cutting of Casablanca (1942) to
remove all references to the fact that Ingrid Bergman'’s lisa was mar-
ried to Paul Henreid's Victor while she was seeing Humphrey Bogart's
Rick in Paris. Such a fact would make her an adulterer, and this was
unacceptable in the eyes of the Irish censor, who decided to change
the film rather than allow an adulterer to be shown in a sympathetic
light.

Film production did continue, although the boundaries of subject mat-
ter were clearly defined by the prevailing forces of Church and State.
0On one hand Catholic morality needed to be upheld at all times, and on
the other, only a representation of Irish political history which exhorted
the mythology of Republicanism was seen to be of good character. In
1926 Irish Destiny recounted the events of the War of Independence in
epic fashion, though it stopped short of depicting the Civil War, which
did not receive comprehensive big screen examination until Neil
Jordan's Michael Collins in 1996. In 1935 Denis Johnston produced
and directed Guests of the Nation, an adaptation of Frank 0'Connor's
short story of an English soldier held prisoner by IRA volunteers who
come to have sympathy for him as a human being. The film demon-
strated the influence of the Soviet style of Eisenstein and Pudovkin, but
was considerably less radical. Its story was politically challenging
though, and its humanism provided the basis years later for the first act
of Neil Jordan's The Crying Game (1992). Another key film of the
1930s was entrepreneur Thomas Cooper's The Dawn (1936), a film
made in Killamey where Cooper built the camera himself and shot the
film with the help of friends and family. This surprisingly effective semi-
amateur film made in the Hollywood style was also a tale of the War of
Independence.

Two of the best known films about Ireland from the 1930s were inter-
national productions: John Ford's The Informer (1935) and Robert
Flaherty's Man of Aran (1935). These films reflect the dominant inter-
national impression of Ireland in this period and after: on one hand a
dark, war-tom, and tragic place framed by exaggerated, expressionis-
tic horrors of the soul, and on the other a romantically impoverished
and backward rural landscape where hardy peasants struggle against
impossible odds to maintain their human dignity. Like the emigrant nar-
ratives and historical romances which had gone before them, these
films were extremely well received abroad, particulary by those of Irish
descent.

By the late 1930s, the Irish Government had become interested in
film making. In 1937 a Governmental committee was set up to
explore the potential role of film in Ireland. The Film Society of
Ireland had been established in 1936 to introduce important inter-
national films to Irish audiences. This was an independent group
led by film pioneer Liam O'Leary and Edward Toner, who organised
the Society as a private members’ club, and were thereby able to
show films not normally distributed in Irish cinemas. Their scan-
dalous screening of the banned Soviet film Battleship Potemkin
(1925) was the cause of public outcry. In 1943 the National Film
Institute was formed, a Church-sponsored secular organisation

with strong Catholic principles which strove to ensure that decent
films were made in accordance with the Papal directives on motion
pictures. This body would become a significant producer of non-
fiction films throughout the 1940s and was instrumental in all
Governmental discussions of the devélopment of a film industry in
Ireland.

Debates continued throughout the years of the Second World War,
which was called “The Emergency” in Ireland. Unwilling to enter into a
military alliance with its former colonial occupier, Ireland remained neu-
tral in the conflict, preferring instead to concentrate on building National
identity by reinforcing the image of independence and self-determina-
tion. In 1945 A Nation Once Again was produced, a documentary cel-
ebrating the continuity of Irish political philosophy through the struggle
for Catholic rights through the War of Independence and into the era of
Taoiseach Eamon deValera. The sense of orthodoxy and intransigence
of the Irish Nation was continually reinforced throughout these years,
until the making of Our Country in 1947. This was a political docu-
mentary which vehemently questioned the ideals of the then current
government and showed images of urban poverty and rural underde-
velopment whichwere decidedly not romantic. Intended as a political
campaign film, the documentary highlighted the willful delusions of
progress and development under an increasingly stagnant Irish self-
image, and to this day remains one of the very few examples of out-
right politically oppositional documentary produced in Ireland.

The Ardmore Years

The 1950s saw the consolidation of the international image of Ireland
in John Ford's Irish western The Quiet Man (1952). This Technicolor
reworking of The Taming of the Shrew created some of the most
indelible images of Ireland on film, including the first appearance of
Maureen 0'Hara's Mary Kate Danaher, a scene so self-consciously
idyllic that John Wayne’s Sean Thomton is forced to remark “Is that
real? It can't be.”

Links between Irish cinema and theatre had existed from its earliest
days, and if the appearance of Barry Fitzgerald in The Quiet Man was
iconic in terms of the character he plays, it was also a reminder of
the links between traditions of performance and representation.
Throughout the 1950s Abbey players and directors continued to
develop their film portfolios in films, most famously This Other Eden
(1958). This Other Eden had been a successful play when first pro-
duced at the Abbey theatre in 1953. The film adaptation was one of
the first productions made at the brand new Ardmore Studios.
Ardmore was the Irish Government's first serious attempt to encour-
age the development of an Irish Film Industry, a modern studio facil-
ity in Co. Wicklow suitable for both national and international pro-
duction.

The 1950s closed out with the making of the mammoth historical
documentary Mise Eire (1959), director George Morrison’s chroni-
cle of Irish history from ancient times to the General Election of 1919
when Sinn Féin won seats in the British Parliament. Narrated exclu-
sively in the Irish language and compiled entirely from newsreel
footage and newspaper reports from the times it charted, the film
was buoyed by a majestic musical score by composer Sean o
Riada. The film's documenting of the Rising of 1916 and the bloody
aftermath of executions is one of the most stirring sequences in all
Irish documentary; pregnant with history and meaning and brimming
with a sense of sadness and mounting anger. The release of this film
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was a national event, and probably the most explicit statement of
unproblematic nationalism even seen. Schoolchildren were brought
to see it in their thousands, the film was celebrated at festivals and
heralded as the official history of the Irish State. However, by the
time its sequel Saoirse? was released in 1961, public mood had
shifted, and the second, nearly identical film charting the War of
Independence up to the outbreak of the Civil War (which was not
fully detailed) was not a success.

Ireland saw itself as moving towards progress in the 1960s. The
retirement of Eamon deValera as Taoiseach and the ascension of
pragmatic economist Sean Lemass to the leadership of Fianna Fail,
the dominant political party, signalled a new focus on realities and,
nominally at least, a move away from traditional ideologies. The
world-wide decline in cinema attendance and the launch of Irish tel-
evision in 1961 had disastrous effects on indigenous film production.
Ardmore studios had proved an expensive failure. Its facilities were
largely only used by international productions. Due to complicated
union agreements and taxation regulations, access proved near
impossible for small indigenous production companies, and as big
international productions fell away, the studio went through a series
of financial restructurings, none of which improved the situation.

The most important film of the 1960s was the radical documentary
Rocky Road to Dublin (1968). Directed by lrish journalist Peter
Lennon and photographed by nouvelle vague cameraman Raoul
Coutard, this angry assault on the conventions of Church and State
challenged Ireland's complacent attitude towards progress. Far
from being modern in outlook or changing in any significant way,
Lennon argued that Ireland had long since lost sight of its revolu-
tionary ideals and become a victim of its own mythologies. He
strongly attacked the institutions of Church and State for failing to
address the needs of modern people, and, in a freeform camera-
stylo style, lashed out at almost every aspect of contemporary Irish
society. The film was shown at the Cannes Film Festival and hailed
as a revolutionary document by the striking students at the
Sorbonne. At home, the film was branded communist propaganda
and seen only in Dublin city, although Lennon appeared on televi-
sion defending his point of view.

Lennon was not the only angry young man making films in Ireland
in the 1960s. Another documentarist, Cork born Louis Marcus,
whose 1967 film Flea had won the Silver Bear at the Berlin Film
Festival, wrote a series of influential articles for The Irish Times in
the late 1960s decrying the lack of Government support for the
indigenous film industry. Small scale, artistically challenging, dis-
tinctive Irish films was the goal, and the only way to make this hap-
pen was the establishment of a Film Board. This was debated in the
Irish Parliament in 1970 when the first Film Bill was introduced,
however it did not pass and the Government opted instead to con-
tinue to put its energies into Ardmore. The year 1970 also saw the
release of David Lean's Ryan’s Daughter, a romantic epic in keep-
ing with the themes of early twentieth century Irish-themed interna-
tional cinema but with added explicit sexual content and on-screen
violence. These were also the years during which Northern Ireland
once again exploded with real-life violence, and it is no surprise that
supporting the film industry was not a top priority of the
Governments of the day. In 1973 Ardmore was sold to Radio Telefis
Eireann, and in 1975 became The National Film Studios of Ireland. It
continued to lose money though, and had to be kept afloat with
Government grants until it was made a semi-state body in 1977 and
finally closed in 1982.

The New Wave

European art cinema had begun to find its feet again in the wake of the
Second World War, particularly with breakthroughs like Ingmar
Bergman and Andrej Wajda reaching a world audience. However it was
arguably the Oberhausen Manifesto of 1962 which cemented the
determination among independent indigenous filmmakers everywhere
that a National cinema should express not so much a single, coherent
view of the nation as express the informed personal perspectives of
artists with something to say about their own society. It would take
many years for this attitude to ferment in Irish society, but by the mid
1970s, it had done so.

Bob Quinn was a maker of television documentaries and a student of
culture and society who chose to strike out on his own as an inde-
pendent film-maker. In 1975 he directed the first of the films of the Irish
New Wave, Caoineadh Airt Ui Laoire. Based on a traditional Irish poet-
ic lament, the film was a radically self-reflexive reconsideration of the
nature of Irish identity and its representation. Financed by the then left-
leaning quasi-Manst Sinn Féin, The Worker's Party (which no longer
exists), it was the first independently politically funded film since Our
Countryin 1947.

Quinn went on to become one of the most distinctive voices in Irish cin-
ema, working both in documentary and fiction film. He was chosen as
director of Colm Bairéad’s script Poitin, the first film to win the new Arts
Council Script Award in 1977. Now looking to small-scale funding
models for precedent, the Irish Government had sponsored the estab-
lishment of several bodies like the Arts Council, and these became an
important outlet for filmmakers at this time.

Quinn consistently strove for an aesthetic that was uniquely Irish, while
constantly questioning the nature of Irishness and the comfortable def-
initions by which most Irish people chose to live. He was not alone in
his search. Filmmaker Joe Comerford was also active at this time. His
films Down the Comer (1977) and Withdrawal (1979) were instrumen-
tal in foregrounding realism as a means of addressing real issues in the
new Ireland, but as his later films Reefer and the Model and High Boot
Benny (1993) would show, realism was only the beginning of some-
thing more deeply reflexive and subversive. In Comerford's films, reali-
ty itself has a dreamlike quality, or rather a nightmarish one.
Cinematographer and director Thaddeus 0'Sullivan also began making
films in this period, using elements of documentary and docudrama. His
abstract experimental films A Pint of Plain (1977) and On a Paving Stone
Mounted (1978) were partly funded through the British Film Institute, as
was Joe Comerford's Traveller (1981), a drama using actual members
of the travelling community as actors, based on a script by relatively
unknown Irish author Neil Jordan. Cathal Black's Our Boys proved the
most controversial of all when produced for Irish television in 1981. This
mixture of documentary and drama depicted and reflected upon the
physical abuse of boys by the Christian Brothers, the religious organi-
sation responsible for most male Primary education in Ireland. Using
interviews with former students intercut with a black and white drama
showing the last days of a Christian Brothers' school, Black became the
first Irish filmmaker to directly confront the issue of physical abuse in
institutional care, but the film was considered too sensitive for broad-
cast and was not shown on Irish television until 1991.

By the early 1980s, it was evident that Irish film had found its feet as a
means of serious self-scrutiny and a challenge to expectations of Irish
identity. These films were not widely seen by mainstream audiences
though, and the prevailing social mood in the country was still conser-
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vative. Yet the wave of change was swelling, measured to a strong
degree by the increasing political role played by women. High profile
public campaigns such as the famous “condom train” where women
travelled to Belfast to return with illegal contraceptives, a campaign to
raise the legal age of marriage, and eventually the Employment Equality
Act of 1977, were the result of agitation by feminist activists, and these
and other events led by women significantly affected the perception of
Irish- femininity, so long locked into compliant provincialism. Pat
Murphy's Maeve (1981) was the boldest cinematic assertion of the
new sense of Irish femininity, a BFI funded, co-directed film set in
Northern Ireland where a young woman revisits her old friends and
family having found a new sense of herself by leaving home. Murphy
followed this film with the beautifully photographed historical drama
Anne Deviinin 1984 which challenged perceptions of history by chart-
ing the events of the 1803 rebellion from the perspective of a woman
Iiterally at the fringes of the action.

What all of these New Wave films have in common is their desire to
challenge what had gone before them in cinematic terms. These films
aggressively debunked stereotypical images of Ireland and Irish people
on film and sought to challenge audiences to see Ireland in a different
light. As such their mission was, ironically, one with a limited lifespan,
as once the breakthroughs came and the boundaries had been broken,
who knew what would happen?

The establishment of the Film Board in 1980 was a pivotal moment.
After years of lobbying, Irish independent filmmakers were finally to be
given a chance to bring feature projects to fruition with State support
but without direct State control. In its first year of operation, the Board
partially funded the making of Neil Jordan's debut film Ange/ (1982),
for which the Film Board provided £IR100, 000. Though this would
seem to make it doubly important, as it launched the career of Ireland’s
most important film maker, all was not as it seemed. Jordan was still
comparatively unknown and had virtually no experience compared to
filmmakers like Comerford, Quinn, and 0'Sullivan, all of whom had
struggled long and hard and were seemingly not acknowledged by the
Board funding this unknown upstart.

When Angel premiered at the Cork Film Festival in 1982, there were
angry scenes, not celebrations. Members of the audience from the film
industry complained that this film did not represent Irish cinema, not
least of all because it was partly British-financed. Also, the film was not
well received in itself. it was seen to be reinforcing the traditional image
of Ireland as a mystical place in the grip of imational and apolitical vio-
lence. The controversy seemed to centre on the question of identity
again. It was as if the establishment of the Film Board meant that the
National film effort was now nominally in the hands of talented, cre-
ative, left-leaning individuals who wished to posit a different kind of
society through Irish cinema. It was evident from debates in the press
and public shouting matches like at Cork that Irish filmmakers had
become so self-conscious about their aesthetic and political concerns
that they were perhaps unable to see that once the flood gate opens,
the torrent that rushes through can take you in unexpected directions.

The first years of operation of the Irish Film Board were marred by
interecine squabbling. Irish resident John Boorman quickly resigned
his position on the Board in disgust with the comment that “there’s a
lack of ambition in this country. There's a sense of being in love with
failure.” These tempestuous years nonetheless saw the project of the
New Wave continuing towards its latter days with a series of notable
films from directors including Cathal Black, Kieran Hickey, Tommy
McArdle, Bob Quinn, and Joe Comerford. In spite of all of this film-

making activity, Taoiseach Charles J. Haughey disbanded the Film
Board in 1987 on grounds of lack of profitability. Though it had been a
source of contention among the film-making community, The Film
Board was still a lifeline for the sensibility of the New Wave and its loss
was seen as disastrous. By the time the Board was re-activated in
1993, everything had changed.

The International Years

As far back as Rex Ingram (The Four Horsemen of the Apocalypse,
1921), Irish directors had gone to Hollywood and Great Britain, but the
1980s saw Pat 0'Connor and Neil Jordan become the best known Irish
filmmakers in the world by not making films in Ireland. The year 1989
saw the release of My Left Foot, a film which is arguably the pivot upon
which the story of Irish cinema turns. My Left Foot was, on one hand,
a product of the creative explosion of the New Wave, but it was also
the beginning of the outward-looking modem Irish cinema. Based on
the true story of artist and writer Christy Brown, My Left Foot was
essentially a familiar tale of an underdog succeeding against the odds,
but its sense of perspective was strong, clear, and distinctive, brilliant-
ly illustrated by surefooted direction from Sheridan and Oscar-winning
performances from Brenda Fricker and Daniel Day-Lewis.

Sheridan followed this film with an adaptation of John B. Keane's play
The Field (1990) starring Richard Harris, and then the massively con-
troversial but also hugely successful /n the Name of the Father (1993)
with Daniel Day-Lewis and Emma Thompson, based on the true story
of Gerry Conlan, a young man arrested and imprisoned for terrorist
acts he did not commit. Both The Field and In the Name of the Father
followed My Leéft Footin having broad international appeal.

In 1991 attention shifted to British director Alan Parker's adaptation of
novelist Roddy Doyle’s The Commitments which combined national
and international contexts in its story of a working class Dublin band
who play American soul music. Again the film was criticised at home,
where increasingly concerned cultural critics were asking what cost
the popularity of Irish-themed film would have for Ireland's sense of
itself, but the successes continued. Sheridan’s early career script Into
the West was filmed by director Mike Newell in 1992. The year 1992
also saw the first big Hollywood-backed Irish-themed romantic epic
since Ryan’s Daughter, Ron Howard's Far and Away with Tom Cruise
and Nicole Kidman. It also saw Neil Jordan reach superstar status with
the release of The Crying Game (1992), a mixture of elements of
Guests of the Nation and Brendan Behan's The Hostage with a rever-
sal of Jordan's own Angel as an IRA volunteer turns away from vio-
lence in the name of love and conscience. The film's notorious gender-
bending twist (the woman he falls in love with is a man) became a
prime marketing tool for the Miramax corporation, who distributed the
film in the United States. After a slow initial response, the film gained
momentum enough to eam $62m at the box office and gamer seven
Oscar nominations, winning one for Best Screenplay.

The Irish Government could not but respond to the demand to hear
what the Irish were saying by re-establishing the Film Board, which
they did in 1993. This was also the year of The Snapper, the first sequel
to* The Commitments, and, more controversially by far, Joe Co-
merford's High Boot Benny. The release of High Boot Benny was an
especially important moment, signifying that the days of the New Wave
had finally come to an end. Once one of the leading figures in the New
Wave, Comerford's position in the industry had slipped since Reefer,
and he was now widely seen as a relic: a self-indulgent aesthete out of
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step with the new film culture. High Boot Benny, with its dark and intro-
verted rehashing themes of the sectarian divide just as the Northern
Irish ceasefires had gotten underway and its deliberately uncompro-
mising visual style, was not generally well received. A stridently nega-
tive review in Film Ireland, the country's leading film magazine, led to a
public confrontation between the film-maker and the editor, with the
values of cinema itself at its heart. Comerford continued to argue for an
Irish cinema which was uniquely personal and challenging, while the
prevailing winds were towards outward-looking, accessible narratives
which would reach beyond Irish shores. High Boot Benny was to prove
the last significant film of the New Wave.

The Celtic Tiger

It can be argued that the successes of the inter-board years were the
direct result of the struggles of the years before, and that the retum of
the Film Board was therefore also a direct result of the New Wave, but
little of its sensibility survived the hiatus between 1987 and 1993. The
New Film Board was essentially a continuation of the old one, but with
a bigger budget, new personnei, and the benefit of relaxed regulations
on tax relief, all of which fueled the fires of film production to levels hith-
ertofore undreamed of on the island.

The same was true of Irish culture and society on the whole.
Following the economic wasteland of the 1980s, the 1990s saw the
slow rise of the so-called “Celtic Tiger”, a period of economic pros-
perity which accelerated from the mid 1990s through to the first
years of the new millennium before slowing down once again. In this
new, confident, outward looking Ireland many saw a decline in tra-
ditional values and a loss of faith in previously venerated institutions.
Though the media played an active role on the level of talk shows
and newspaper reports, documentary cinema remained remarkably
slow on the uptake.

With large-scale international productions such as Braveheart
(1995) and Saving Private Ryan (1998) being shot in Ireland in
order to avail of tax breaks, a climate of professional industrial
production was evident in the film industry for the first time since
the first years of Ardmore Studios. Ardmore itself had reopened
by this time under the auspices of private investors, and had
become an important production facility. With extensions of the
Governmental tax break schemes and increasing numbers of ini-
tiatives and funding bodies, it seemed as though the phrase “film
industry” finally had meaning when applied to Irish based film
making activity.

Of course, with the headlong rush towards nominal prosperity
(atthough Irish films still did not result in significant box office returns),
cultural critics were warier than ever. The “Los Angelesiation” of
Ireland was spoken of with increasing frequency. Old-guard Irish film
analysts were unimpressed by films made under the new Film Board.
However, for the first time it was possible to look at the output of Irish
cinema and see new and different perspectives emerging. The ensu-
ing films shared only one thing: they were all Irish. There was no
longer any one single defining aesthetic, even aspirationally. There
was no longer any great concern with how Ireland had been seen in
the past. There was no sense in these films that their directors were
as actively concemed with debating the frames of reference of an
“Irish cinema": they were simply making Irish films. In 1995 Pat
0'Connor directed Circle of Friends, adapted from the novel by Maeve
Binchy. Its sweetly nostalgic view of life and love in 1950s Ireland was

seen by many as clear a restatement of the sanitisation of Irish cine-
ma as needed to be seen, coming from a director as distinguished as
this, and yet the film proved popular both at home and abroad.

In 1996 Neil Jordan cemented the relationship between the global and
the local with Michael Collins, a $60m historical epic based on a script
he had been developing since 1982. The film was massively contro-
versial in Ireland and Britain, where it sparked public debate on Irish
history. It became the biggest ever grossing film at the Irish box office,
but failed to achieve the same success abroad. By the time Jim
Sheridan released The Boxer in 1997, the sense of anticipation and
excitement generated by lrish film-makers abroad seemed to have
ended. However, this year also saw the release of Jordan's adaptation
of The Butcher Boy, instantly hailed in Ireland as the most important
Irish film of the late twentieth century. Jordan'’s richly textured film was
seen as an accessible yet challenging revisioning of Ireland’s sense of
its own identity, represented through the story of a mentally deranged
young boy. Based on the novel by Pat McCabe, this story was bath
allegorical and dramatic, standing alone as a film to be seen and appre-
ciated and yet packed with detail and allusion enough to keep cultural
critics busy for years. Built around a remarkable performance by four-
teen year-old Eamonn Owens, the film represented an Ireland strug-
gling with modernity and post-modemity, gripped by destructive inter-
nal forces which shape its view of the external worid.

The Butcher Boy may be seen as representing the tortured and
largely hidden traumas of Irish cultural transition in the years of the
Celtic Tiger, but the public face of these changes was arguably
more ably reflected by the sheer volume of films being made
which were singularly unconcerned with anything deep at all.
Though a series of urban crime dramas exemplified by not one but
three films on the life of real-life criminal Martin Cahill (Vicious
Circle [1997], The General [1998, directed by John Boorman], and
Ordinary Decent Criminal [1999, directed by Thaddeus
0'Sullivan]) and two about real-life murdered crime journalist
Vernoica Guerin (When the Sky Falls [2000] and Veronica Guerin
[2003]) arguably reflected concerns about moral values in an
increasingly amoral society, Gerry Stembridge’s About Adam
(1999), a slick urban sex comedy, became the focal point in the
re-envisioning of Dublin city.

In the wake of The Commitments and its sequels, Dublin was now
being seen in two paradigms as, on one hand, a deprived urban
wasteland, as in Crushproof (1997), Accelerator (1999), and Last
Days in Dublin (2001), and, on the other, @ multicultural, metro-
sexual bourgeois playground as in Flick (1999), When Brendan Met
Trudy (2000), and Goldfish Memory (2002). Last Days in Dublin
was an ultra-low budget film by Lance Daly following a young man
desperate to leave town but plagued by bizarre misfortune. Daly's
second feature, The Halo Effect (2005) continued this train of
thought through a drama of a chip-shop owner palyed by Stephen
Rea, who must cope with the everyday madness of life at the edges
of the glamorous new Irish urban environment. On the other side of
the coin, Goldfish Memory was one of a number of films made
under a new scheme to encourage low-budget digital feature film
making, and provided director Liz Gill with an opportunity to explore
slippages in contemporary Irish identities through the medium of
sexuality. Ironically, the film's much-noted gleaming photography
of Dublin city came about in post-production when it was obvious
that repeated emblematic images of a goldfish in a tank were too
obvious and so Gill shot new footage of various city locations to
replace them.
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The New Millennium

Contemporary Irish cinema is a reflection of modern Ireland. Its wide-
ranging, multi-faceted subject matter reflects the concems of an
increasingly globalised culture still grappling with a sense of its own
identity. Films are doing well, buoyed by television sales and DVD dis-
tribution rather than box-office receipts, and the industry continues in
spite of fears of a sudden collapse after years of fickle international
attention.

A younger generation of filmmakers has come to the fore in recent
years, in some cases directly descended from the older one although
sharing few of their forebears’ concems, such as Robert Quinn, son of
Bob and director of the black comic thriller Dead Bodies (2003),
Kirsten Sheridan, daughter of Jim and director of the tragic romance
Disco Pigs (2000), and Shimmy Marcus, son of Louis and director of
the black comic drug-dealing drama Headrush (2004).

Recent hits include the comedy Spin the Bottle (2003), the violent
urban comedy-drama /ntermission (2003), Damien 0'Donnell’s sensi-
tive disability drama /nside I'm Dancing (2004), the romantic horror
comedy Boy Eats Girl (2005) and Paddy Breathnacht's Guy Ritchie-
influenced comedy Man About Dog (2005). However, Lenny
Abrahamson's Adam & Paul gamered some of the best reviews for an
Irish film since The Butcher Boy in 2004. Abrahamson's probing look
at the empty spaces of contemporary Ireland seen through the eyes of
two drug addicts wandering the streets of Dublin goes some way
towards giving a moment's pause amid the rush to please commercial
concems, but it also speaks of a sense of despair which suggests that
Ireland must not enjoy its success lest it forget its continuing social fail-
ures. Similar issues are raised in Pavee Lackeen (2005), which follows
Comerford's Traveller in employing actual members of the Irish
Travelling Community in a drama portraying their lives. Pavee Lackeen
reflects a very different world from that of 1981, but still shows a com-
munity living on the margins while sharing many of the same concerns
as those in the mainstream of Irish society.

Another of the defining features of the new Ireland has been the
ongoing peace process in Northern Ireland, which has produced a
new attitude towards its representation, as seen in a series of come-
dies including Divorcing Jack (1998), Wild About Harry (2000), The
Most Fertile Man in Ireland (2000) and An Everlasting Piece (2000).
Darker and more introspective films continue to be made, with
Bloody Sunday (2001) and Omagh (2004) earning particular
acclaim, but there is a sense that many of the old tropes are no
longer effective in representing this situation. In 2005, the threads of
comedy and drama were combined in the bittersweet Mickybo &
Me, following the short-lived friendship between two boys from
opposite sides of the political divide on the streets of Belfast in
1970. Inspired by Butch Cassidy and the Sundance Kid (1969), the
children at first seem to escape the social pressures of enforced
separation by pretending to be outlaws on the run, but eventually
they are forced to confront reality.

Still caught between the massive influences of the United States and
Britain, Ireland also looks to Europe and beyond to get a sense of its
place in the overall scheme of things. European co-productions from
the millennial and-pre-millennial years include the French-Irish Le
Demier Mot (1999), the Scandanavian-Irish The Disappearance of
Finbar (1995), the Italian-Irish Spaghetti Slow (1996), and most strik-
ing of all, Goran Paskaljevic's surreal, absurdist allegory How Harry
Became a Tree (2002) based on a Chinese fable and featuring Colm
Meaney as a man who choses to confront a womanising publican in
post-Independence Ireland.

And yet Ireland is still a small nation. In spite of the tongue-in-cheek
claim of the 1999 television documentary series The Irish Empire that
Irish culture exerts a world-wide influence through its diaspora, it is
arguable that the reverse is actually more true. As Bob Quinn argued in
Atlantean, many of the precepts upon which notions of an exclusive
Irish cuttural identity are based are constructed to begin with. Perhaps
Ireland's capacity to continually evolve will ultimately be the measure
of its long-term success.

*This article is an edited version of the monograph of the same name published by the 31st annual Film Summer School,

Uherske Hradiste, Czech Republic, 2005.
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O Avtau Kt o NoA

0 Avtap ki o Mo\ elvat axwpiatol iAot and pikpoi. Twpa mou
peyahwoav Toug ouvAEEL Kal KATL akdpa: eivat Ki ot duo Toug
eBlopévol omy npwivn. Kamote oav tpetg. ANG o Mddiou
nédave mpwv €va priva. Tou ékavav Kat pvnpoouvo. Auotuxwg,
0 Avtay Kt o oA dev to mmpav idnon ywati frav moAd ana-
oxoAnpévol Yayvovrag m ddon tous. Kt autd akpipawg kavouv
kat oripepa. ‘OAn pépa elvat ato Opopo Kat Ydayvouv Karolov va
TOUG dWOoEL Kavéva ppayko 1 kavévav KaAékapdo €uropo va
ToUG dwoel va PIEAKL oe avtaAhaypa yia karolo 6€Anua. Me
m povn dlagopd 6Tt oruepa n TUxn Toug Tia CTEPEYE. Zrjpe-
pa, eivat 0ageg ot dev OlabeTouv Tia oUTE TIOTwOT, OUTE
Qikoug...

Adam and Paul have been inseparable friends ever since they
were young. Now that they have grown up, their friendship has
the additional bond of their addiction to heroin. At one time,
there were three of them. But Matthew died a month ago. There
was even a memorial service. Unfortunately, Adam and Paul
weren't aware of any church service. They were far too busy
getting hold of their gear. And that's exactly what they're up to
on this particular day. All day long they loiter about the streets
in search of somebody or other from whom they can cadge
some cash; or perhaps a friendly drug-dealer who'll give them
a hit for some job or other. The only difference to all the other
days is that, today, their luck has finally run out. Today, clear-
ly, they no longer possess any credit — or any friends...

AENI EIMMIPAMZON

levwriBnke ato AouBhivo To 1966. Apxioe va yupilet
Tawvieg apou arogofmoe pe mruyio QuaIKNS and To
Maveromipo tou AouAivou to 1991. H npwm tou
JipoU prkoug Tawvia, 3 Joes, npopAiiBnke oe moAAG
Oiebviy geoTiBAA. Zuvéyloe TG OmoUdES Tou, OTh
Quhooopia aut) m gopd, oto Maveruomuo Ztdv-
@opvt Mg KaAipdpviag, Kt UoTepa aoXoAfBnKe pe m
oknvoBeaia dagnuioTikwv omot. To 0 Aviay ki 0
[ToA eival n mip@m peydlou prikoug Tawvia Tou.

LENNY ABRAHAMSON

He was born in Dublin in 1966. He began making
films after graduating in Physics from Dublin
University in 1991. His first short film, 3 Joes, was
well-received at many international festivals. He then
continued his studies, this time in Philosophy, at
Stanford University in California, before starting to
direct commercials. Adam & Paul marks his debut
as a feature film director.

®iApoypagia / Filmography
2004 Adam & Paul
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ADAM & PAUL

IpAavdia / Ireland 2004 35mm "Eyxpwpio / Colour 85’

ZIxnvoBeoia / Direction: Lenny Abrahamson
Zevapio / Screenplay: Mark 0'Halloran
Owroypagia / Cinematography: James Mather
Movr6{ / Editing: Isobel Stephenson

“Hxo¢ / Sound: Simon Willis

Movaoikr / Music: Stephen Rennicks

Iknvika / Sets: Padraig O'Neill

Kooroupia / Costumes: Sonya Lennon
Napaywyds / Producer: Jonny Speers

Nopaywyr / Production:

Speers Film

T. +353 1 662 1130 F. +353 1 662 1139
speers@speers.ie & Element Films

HBonooi / Cast: Mark 0'Halloran (Adam),
Tom Murphy (Paul), Louise Lewis (Janine), Gary Egan (Georgie),
Jr. Dylan Grimes (Georgie), Deirdre Molloy (Marian)

Mayxdopia ExperdAAevon / World Sales:
Moviehouse Entertainment
T. +44 207 380 3999 F. +44 207 380 3998
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Mvrjun xpuooéyapou

Mia avahagpn patid otoug Kivdivoug Kat OTIS XapEg mou erl-
QUAGooeL 1 avadnmon epwTikol OUVIPOPOU OTO OMUEPIVE
AoupAivo. ‘Otav n KAdpa BAEneL Tov giho ™G, Top, va QAdet
mv I{6AdN, mpokaAeitat pia aAuodwTr aviidpaon and Epwies
Kal EPWTIKES amoyonteloels, Pe Tov kaBéva and Ttoug xapa-
Kmpeg v’ avalntd mv t€Aela oxEon. 210 HOVo 0T omoio dAot
ouu‘pmvoﬂv eival 6L 0 £pwTag eivat To povo mpdyua xwpic 1o
oroio dev Uropoupe va {jo0upE.

A light-hearted look at the dangers and delights of dating in
contemporary Dublin. When Clara sees her boyfriend Tom kiss-
ing Isolde, it sets off a chain reaction of romances and heart-
breaks, each character trying to solve the pressing question of
the perfect relationship. The only thing they all agree on is that
love is the one thing we can't live without.

REEL

NZ TKIA

Epydomke wg ponbdg tou Mdptiv Zkopoéle, Tou
Tovt Xéwvg kat Tou Mndpt AéBivaov. To 1996, yupi-
0€ MV Mpw™ ™G peydlou prikoug tawia, Gold in
the Streets. ‘Eypaye Kkat oknvoBémoe pikpol
urkoug Tawvieg, éypaye €va Beatpiké £pyo kabwe
Kat Kimuaroypagd oevapla. Tnv emoyr aum
aoxoAeftal p' €va véo npotlek, To April Fools. To
Goldfish Memory eivat n deltepn peyaiou pkous
Tawia mg. ‘EaBe moAAd BpaBeia, peta&l Twv onoi-
v T0 BpaBeio G EmTPOMIS Kal ToU KOwou OTo
Gay & Lesbian Film Festival mq Komeyxayng to
2003.

LIZ GILL

She was assistant to Martin Scorsese, Todd Haynes
and Barry Levinson before she made her directorial
debut in 1996 with Gold in the Streets. She wrote
and directed short films, wrote a play and several
screenplays. She is currently working on a new proj-
ect, April Fools. Goldfish Memory is her second fea-
ture film. It won several international awards, includ-
ing the Jury Prize and Audience Award at the
Copenhagen Gay & Lesbian Film Festival in 2003.

OiApoypagia / Filmography
1996 Gold in the Streets
2003 Goldfish Memory
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GOLDFISH MEMORY

IpAavdia / Ireland 2003 35mm "Eyxpwpo / Colour 85’

IknvoBeoia - Zevdpio / Direction - Screenplay: Liz Gill
Owroypagia / Cinematography: Ken Byrne

Movrd{ / Editing: Dermot Diskin

"Hxog / Sound: Philippe Faujas

Mouaikrj / Music: Richie Buckley

Iknvikd / Sets: Madge Linnane

Kootoupia / Costumes: Marian Smith

Napaywyds / Producer: Breda Walsh

Napaywyr / Production: Goldfish Films

T. +353 1 453 1923 F. +353 1 453 1923
breda@indigo.ie
www.goldfishmemory.com

HBonoioi / Cast: Sean Campion (Tom), Flora Montgomery (Annie), Jean Butler,
Keith McErlean (Red), Stuart Graham (Larry), Fiona 0'Shaughnessy (Clara),
Fiona Glascott (Isolde), Peter Gaynor, Lisa Hearns, Justine Mitchell, Demian McAdam, Aisling O'Neill

Noyxdopia ExperdAievon / World Sales:
NonStop Sales

T.+ 46 8 673 9980 F.+ 46 8 673 9988
info@nonstopsales.net
www.nonstopsales.net
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O MiKiurto Kt eyw

Me @dvto ) dixaouévn roAn Tou Mréhgaat to 1970, n tawia
agnyeitat mv wotopia duo ayoplwv Twv omoiwv n ekia Eemnep-
va kdBe eumddlo. 0 Mikiumo kat o Tov T(o poipdlovtat €Eva
nadog: mv tawia Ot 6Uo Anotég, pe Tov MoA Niovpav Kat Tov
Pounept Pévipopvt. H eppovr) Toug auti Ba toug odnynaet
ano TI§ paviacloelg OTIG PIKPOKAOTIEG, KL ard KL 0’ €va TOA-
unpd ox€d1lo anddpaong amv Auatpalia... O oknvoBEMG Exel
nelL yla my tawia 6t «éxel wg Bépa 1o MnéApaat, aAAd oL Tig
Tapay€g. To Bépa mg eivat n madikn nAia kat m oTlyr| mou
katahapaivoupe 6Tt 0 KGOKOG Kal Ol YOVE(S pag dev eivat
TEAELOL>.

Against a divided Belfast in 1970, the film tells the story of two
boys whose friendship breaks down the barriers. Mickybo and
John Jo are both obsessed with Butch Cassidy and the
Sundance Kid. Their infatuation will lead them from fantasy to
petty crime, and then to a daring plan to escape to Australia.
Loane has said the film is “about Belfast but not about the
Troubles. It's really about childhood, when you realise the world
and your parents aren't perfect.”

TEPI AOOYN

Epyaletar wq oknvoypdpog otov Kivmpatoypdeo
Kat 1o B€atpo, Kat oknvoBEMaE T HIKPOU prKous
Kopwdia Cluck. ‘Exet oknvoypagroet MOAAES
JKpOU prikoug Tawieg, petal Twv onoiwv Kat To
unoyroto yia Ookap Dance Lexie Dance, kaBwg kat
Beatpikéq napaywyes. Zrnoudace oto Mavemot-
Wo tou Ahatep, ar’ omou €AaBe BA omg kaAég
Téxveq 10 1989 kat MA oTig Kahég Téxveg To 1994.
To 0 Mikiumo Kt eyw elval n np@ Tou peyaiou
prfKoug Tawia.

TERRY LOANE

He works in film and theatre design and has direct-
ed the short film comedy Cluck. He has designed
many short films, including the Oscar nominated
Dance Lexie Dance, and has designed numerous
theatre productions. He studied at the University of
Ulster where he obtained a BA in Fine Arts in 1989
and an MA in Fine Arts in 1994. Mickybo and Me is
his first feature film.

OiApoypagia / Filmography

1998 Cluck (up / short film)
2005 Mickybo and Me
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MICKYBO AND ME

IpAavdia - M. Bpetavia / Ireland - UK 2004 35'mm “Eyxpwyo / Colour 90’

IknvoBeoia / Direction: Terry Loane

Zevdpio / Screenplay: Terry Loane (Baa. ato Beatpiké épyo tou / based on the play by Owen McCafferty)
Owroypagia / Cinematography: Roman Osin

Mouaikri / Music: Stephen Warbeck

Iknvika / Sets: Mark Lowry

Napaywyoi / Producers: Mark Huffman, Mike McGeagh

Nopaywyrj / Production: New Moon Pictures, Octagon Films

HBonoioi / Cast: Niall Wright (Jon Zo), John Jo McNeill (Mickybo),
Adrian Dunbar (navépag Mikwmo / Mickybo's Da ), Julie Walters (untépa Mikwro / Mickybo's Ma),
Susan Lynch (ta&8étpia / usherette) Ciaran Hinds (natépag T{ov T¢o / Jon Jo's Da)

Nayxdopia ExperdAAeuon / World Sales:
United International Pictures, Ireland
WWW.uip.ir


http://www.uip.ir
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To kopitot Ta&duwtng

To moptp€to plag meplBwplomompévns Kowwviag mou (el
oUyva o€ OUVBNKES TPITOKOOUIKNG PTOXELAS O Hia aUyxpovn,
eunpepouoa Iphavdia. Me nBomoloug wg ent 1o MAE(OTOV U
enayyehpatieg, n tawia Balet toug Ta&dlwteg va maigouvv
XQPAKTPES TOU TOUG Holalouv o€ [ia otopia ByaApévn amnd
v dwa toug ™ {wr). H tawia apnyeitat mv wotopia mg Ouivi,
pag 10xpovng pAavong Ta&dlwtiooag mou et pe ) untépa
kat T adéAgla mg o’ éva oapaBallaouévo TPOXOOTITO OV
aKpn Tou OPGHOU, OE | EPNUWHEVT BLOUNXAVIKT] TIEPLOXT] TOU
AouBAivou. H tawia akohouBel ya peplkES eBdONAdES )
Ouivt KaBwg malevet pe my tautémtd mq wg veapng Taél-
dwtiooag om onuepwr IpAavdia. Ot Ta&diwteg mg IpAav-
diag, Twv omoiwv 1 KouAtoupa Kat  YAwooa toug Eexwpilouv
and Ttov umdAotro mMAnBuoud, e&akohouBolv akopa Kat orjue-
pa va mEPTouv Bupata piag Eviovng mpokataAnyng.

A portrait of a marginalised community often living in Third
World poverty in @ modern, prosperous Ireland. Filmed with a
cast of mostly non-professionals, the film uses Travelling peo-
ple playing characters near to their own, finding the core of the
story in their own life experiences. The film tells the story of
Winnie, a ten-year-old Irish Traveller girl, who lives with her
mother and siblings in a dilapidated trailer on the side of the
road in a desolate industrialised area of Dublin. The film follows
Winnie through several weeks of her life as she struggles with
her identity as a young Traveller girl in contemporary Ireland.
The Travelling people of Ireland maintain a culture and language
which sets them apart from the rest of the population, and have
been the victims of much misunderstanding and prejudice that
continues to this day.

MEPI OTKNTEN

leviiBnke oo Zpénoep mg Ayyhiag to 1961 kat
pey@hwoe oto Aovdivo. dwroypagieg Tou Exouv
dnpooteutel ota neplodika «ltalian Vogue», «Uomo
Vogue», kau «Face». Ekave dlagnuoTikég Kapmd-
VG yia toug Ralph Lauren, Chloé kat Calvin Klein,
Jie Ta €00da TwV OMOiwV MPayuatonoinoe Mpoow-
TIKEG DOUAELES TOU, OMIWG M) PWTOYPAPIKT] OUAAO-
i Pony Kids (1999) kal m 0€lpd puToypagLiv Tou
atedé Tou Opdvolg Mnéwov, 7 Reece Mews
(2001). To kopiont Ta&diwme eival n NP Tou
Tawia.

PERRY OGDEN

He was bomn in Shropshire, England, in 1961 and
grew up in London. His photographs have appeared
in “Italian Vogue”, “Uomo Vogue”, and “Face”. He
has shot advertising campaigns for Ralph Lauren,
Chloé and Calvin Klein, and devoted his eamings to
his own projects, including the photo collection
Pony Kids (1999) and the series of photographs of
Francis Bacon’s studio, 7 Reece Mews (2001). The
Traveller Girlis his first film.

OiApoypagia / Filmography
2005 Pavee Lackeen
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PAVEE LACKEEN / THE TRAVELLER GIRL

IpAavdia / Ireland 2005 35mm “Eyxpwpo / Colour 87’

ZIxknvoBeoia / Direction: Perry Ogden

ZIevapio / Screenplay: Perry Ogden, Mark Venner
Owroypagia / Cinematography: Perry Ogden.
Movrdl / Editing: Breege Rowley

"Hxog / Sound: Michael Lemass

Iknvikd-Kooroupia / Sets-Costumes: Susie Isherwood
Napoywyoi / Producers: Perry Ogden, Martina Niland

Napaywyri / Production: An Lar Films 135 Capel St., Dublin 1, Ireland
T. +353 1 873 1211 F. +353 1 8731924

HBonoioi / Cast: Winnie Maughan (Winnie), Rose Maughan (Mum), Rosie Maughan (Rosie),
Paddy Maughan (Leroy), Brian Dignam (Council Man), Michael Collins (Uncle Martin)

Noyxéopio ExperdAAevon / World Sales:
Wide Management (Loic Magneron)

42, Bis Rue de Lourmel, 75015 Paris, France
T. +33 1 5395 0464 F. +33 1 5395 0465,
im@widemangement.com
www.widemanagement.com


mailto:im@widemangement.com
http://www.widemanagement.com
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Zaxapn

Mia yuvaika @tavel og pa dyvwatn noAn. Aev yvwpilet kave-
vav. Nowkiadel éva pikpo olapéplopa yepdto pe ta mpdypata
ToU TiponyoUpevou evoikiao. KaBwe YayouAelel Ta mpaypa-
T3 Tou, akoUel Tov TMAEQWVNT] Tou. AkoUyovtal OUVEXELD
pnvipata and avepwmnoug Tou Tov Ydxvouv Kat Tou Bewpolv
0Tl Toug €xel amoyonteuoel. H yuvaika metdel ta npdypatd
TOU Kt apyiCel va et exel. KaBwg mepvouv ot PEPES, VIDBEL OTL
kdrtolog v napakoAouBel, kat meibetat 4Tt 0 MaA6g EVolKia-
0mn¢ eival akdpa ekel kat et miow and Tov Toixo. ZwvTag arno-
HovwpEévn Kal xwpig eEwtepikd onpeia avapopdg, avapwtiétat
pinwg eivat 6Aa yévvnua mg eavraciag mg. Anogaacilel va
kdvel éva teot. AnAnmpudlet m Gxapn kat gudxvet éva
YAUKG. To YAUKG e€agavietal kat Boyknta apyilouv v’ akou-
yovtat art’ Tov Toixo...

A woman arrives in a strange city. She knows no one. She
moves into a small apartment which is full of the previous
occupant's possessions. As she picks through his stuff, she
listens to his answering machine. It is full of messages from
people looking for him — all of whom feel he has let them down
in some way. She clears the place out and starts to settle in. As
the days pass she feels increasingly that she is being watched
and a conviction grows in her that the old tenant is still there,
living behind the wall. Her existence is isolated and without
external points of reference, so she distrusts herself, believing
that it is all in her head. She resolves to make a test. She poi-
sons the sugar and makes a pudding. The pudding disappears
and groans begin to come from the wall...

MATPIK TZOAI

PATRICK JOLLEY

PENOANT PENOANTZ

InoUdaoe QUOIKT) Kal KIVIUATOYpGa@o OTO MAVEMIOTHAWO
Tou Kohopdvro. ‘Exel oxnvoBetioel BlagnuioTikd omor,
BivteokAin, viokiaviép kai mAeorTikd mpoypaypara,
eV aoYOAE(Tal Kal pe KAMITEXVIKES EYKATAOTAOEIS Kat
ekBE0ELG 0e OAo ToV KOOWO.

REYNOLD REYNOLDS

He studied Physics and Film at the University of Colorado.
His professional work has included many commercials,
music videos, documentaries and television programmes,
as well as being very active in making art installations and
exhibitions across the world.

O1Apoypagia / Filmography

1998 Seven Days Til Sunday (up / short film)
2000 The Drowning Room (up / short film)
2002 Burn (uy / short film)

2005 Sugar

Eaomikdg kaMméxvng mou anoudaoe ato National College of Art and Design mg IpAavdiag xat
oto School of Visual Arts mg Néag Yopkng. And 1o 1993 aoyoAeltat jie KAATEXVIKES eykata-
oTdoes, eite povog &fte 0e ouvepyaoia e Tov Pévoivig, omy Eup@mm kat ong HMA.

He is a visual artist who studied at the National College of Art and Design in Ireland and the School
of Visual Arts in New York. Since 1993, he has been prolific with major installation exhibitions
alone and in collaboration with Reynolds, particularty in Europe and the US.
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SUGAR

Iphavdia - HMA / Ireland - USA 2005 35mm ‘Eyxpwpo / Colour 80

ZIxknvoBeoia / Direction: Patrick Jolley, Reynold Reynolds

ZIevdpio / Screenplay: Samara Golden, Patrick Jolley, Reynold Reynolds
Owroypagia / Cinematography: Rebecca Trost

Movrd( / Editing: Reynold Reynolds

"Hxo¢ / Sound: Bruce Odland

Napaywyds / Producer: Reynold Reynolds, Eldwina Forkin

Napaywyrj / Production: Zanzibar Films

T. + 353 1 671 9480, F. + 353-1-671-9481
info@zanzibarfilms.net
www.zanzibarfilms.net

HBonoioi / Cast: Samara Golden (Woman), Nelson Nelson (Anthony)

Noyxdopa ExperdAieuon / World Sales:
Zanzibar Films

T. + 353 1671 9480 F. + 353-1-671-9481
info@zanzibarfilms.net
www.zanzibarfilms.net


mailto:info@zanzibarfilms.net
http://www.zanzibarfilms.net
mailto:info@zanzibarfilms.net
http://www.zanzibarfilms.net
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To ¢pawvéuevo
TOU QWTOOTEPAVOU

0 ®dtoo eival 1BIOKTMNG TOU XEPOTEPOU Payadikou Tou Aou-
BAivou Tou mouAdel paynté oe MakeTo oty Kapdld mg MoAnG.
‘Evag kaAdg GvBpwrog o’ €va dUokoAo Kdopo, 0 ®dtoo mpo-
omnabel va kpatoel {wvtavr mv emntyeipnor Tou eve apdAn-
Aa maAevet Je Tov €8Lapd Tou oTo T{éYo. Me pévo toug avika-
voug urnaAArfloug Tou yla mapéa, o ®dtoo kavel Tov Kako
Japapeim o€ kaBe Aoyng dppayko, anloviag 6Aoug YUpw Tou
€KTAG amd Tov eautd tou. KaBwg ta xpén Tou Byaivouv EKTOQ
eAéyxou, apyiouv va katagbavouv didpopot ToKoYAUPoL {ntw-
vtag va mnpwBoulv. Me To dixtu va KAEivel yipw Tou, 0 ddtoo
olvtopa Ba mpémnel va ta pLokdapel 6Aa o’ éva teleutaio otoi-
XNHa, 0T peyaAutepo matyvidl mg {wiig Tou.

Fatso is the proprietor of what may well be the worst chip shop
in Dublin, a hectic, often dangerous takeaway in the heart of the
inner city. A decent man in a difficult world, Fatso tries to keep
his late night business afloat as he battles a chronic gambling
addiction. With only his useless staff for company, Fatso plays
good Samaritan to an assortment of city deadbeats — seeming-
ly able to save everybody but himself. As his debts spiral out of
control, a steady stream of loan sharks arrive in search of pay-
ment. With the net closing around him, it is only a matter of time
before Fatso will be forced to risk everything on one final gam-
ble in the biggest game of his life.

NANZ NTEIAI

IpAavddg oknvoBEmG Kat oevaploypdgog, (et oto
QDouBhivo. Miploe mv Mpd Tou peyaAou prikoug
Tawia tou, Last Days in Dublin, To 2001. H deutepn
peydhou prikouq Tawia Tou, To @avduevo Tou
pwroatépavou, fitav unoyrglo yia d0o Bpapeia
IFTA. Autdv tov kaipd €xel Tpia oevdpia oto otddio
Tou development.

LANCE DALY

An Irish film director and writer, he is based in
Dublin. He made his first feature film, Last Days in
Dublin, in 2001. His second feature, The Halo Effect,
was nominated for two IFTAs. At present he has
three screenplays in development.

OiApoypagia / Filmography
2001 The Last Days in Dublin
2004 The Halo Effect
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THE HALO EFFECT

IpAavdia / Ireland 2004 35mm “Eyxpwpo / Colour 97’

ZknvoBeoia / Direction: Lance Daly

Zevdpio / Screenplay: Lance Daly :
Owroypogia / Cinematography: lvan McCullough
Movrdd / Editing: Flora Agar

“Hxog / Sound: Jim Corcoran

Mouoikrj / Music: Go Blimps Go

Ixknvid / Sets: Bob Clarke

Naopaywyos / Producer: John Kelleher

Mapaywyr / Production: Fastnet Films
T. +353 1 491 0461 F. +353 1 491 0469, info@fastnetfilms.com

HBonoioi / Cast: Stephen Rea (Fatso), Grattan Smith (Mick), Kerry Condon (Jean), Simon Delaney (Eddie),
Willie Higgins (Rooster), John Kavanagh (Stan), Fiona 0’Shaughnessy (Suzie), Mick Lally (Father McKensie)

Noyxdopia ExperdAdevon / World Sales:
Shoreline Entertainment
info@shorelineentertainment.com
www.shorelineentertainment.com



mailto:info@fastnetfilms.com
mailto:info@shorelineentertainment.com
http://www.shorelineentertainment.com
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