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We of sta te, are immed 
responses, to  the problems in soc iety. crea tions 

on rea lity help to question what  we are and wha t  a l l  of us do every pointing to 
the ways m eans to l ive wit h  a aware ness  of h ave more ti me  to 
work in. Above a ll if they are of the kind who bet heav i ly on the indiv idua l  freedom of the artist) 
as IS case 
the Cen tre d e  Cultura Contemporania de  Barcelona. 
The in two 

at 

filmmakers who independently of their origins-one is Spa nish; the other, Iranian-share a 
profound and deliberate vision of rea lity, especia lly of the tension the  individua l  

a Two 
cinema, two researchers of incorruptible independence 
tia l of cinem a  a 

it seem-to the 
It is an honour for the CCCB that the two of them have agreed to share their art and their time  

and to establish of an exh A dialogue of 

an a 

in different settings . their visions closer  toge ther, comparing 
converted, t hen, into a stimulating In 

Celestino Corbacho 
Pre . .,idenc of the Dipuracio de Barcelona and of the cccn Consortiu m 



The Casa Encendida is privileged to participate in the encounter between two great filmmakers, 
the Iranian Abbas Kiarostami and the Spaniard Victor Erice. Guided by Alain Bergala and Jordi 
Ba1l6, the project curators, the directors have maintained a filmic correspondence which demon­
strates the similarities and parallels uniting two artists from such distinctive social, cultural 
and aesthetic contexts. 

Their filmographies share a taste for a slow, temporaJly sustained narration and for focussing 
our attention on those elements that pass unnoticed yet which contain entire worlds; in short, 
the gaze attributed to children, recurring characters in both oeuvres and whose viewpoint also 
guides the exhibition. The vindication of the viewer is also clearly established via the film­
makers, incursions into other fields such as installation and photography, and in collaborations 
with other artists like Anton io L6pez. Due to their twin correspondence the public will be able 
to return to both directors the look the two of them defend in each of their works and to enjoy 
little-known aspects of these creators, aspects that will provide their regular viewers with new 
clues to understandmg these oeuvres. 

We hope that our collaboration with the Centre de Cultura Contemporania de Barcelona will 
always be as fruitful as this project has been. 

Carlos Marfa Martinez 
General Manager of Obra Social Caja Mad rid 



Cinema 
When we proposed to Abbas Kiarostami and Victor Erice the of an exhibition on their 
respective careers they'd only met once before. had been at a session of the Taormina FestivaL 

to mutual They friends 
knew each other thanks to the universa lity of cinema language. It was p robably due to this that 

didn't to be asked twice when Jordi their to 
them about a joint exhibition. The cinema-a certain way of underst anding cinema-was their 
common And it was not or 
meaning to the project. Later, when t hey 'd a l ready agreed to participate , they saw each other for 
a in Thessaloniki , a rest a matter cinema. 
Cinema-the ma in language of these two artists-has served to depict in images the dialogue 

two who each other through films. 
Exhibitions-like creative genres-have their own A exhibition is one 

that things that might been better presented i n  some other way. "Erice-Kiarostami. 
Correspondences" is the location, at once physical and mental. in which a d ialogue takes shape 

two a cinema come 
using other means. Thus, for instance, Antonio Lopez's pa int ings can coexist d i rectly with 
VIctor Erice's about p hotos test 
of contact with his cinema. And thus, especially, the correspondence between two people who are 
from who and not words, can 
in all as two are two of looking at 

t he world, with many points of contact, from behind a camera. 

ceases to a exercise moment exists 
other people) who are the ones who truly endow it with meaning. Here, this exercise 
part two. public it 
g iven it the encounter between two artists who) without meeting, k new of each other. And 
who have had the generosity to test what happens when their creative works are shown conjointly. 

sts are to to to 
not only are they exhibited alongside one another but at a certain moment they combine to knit 

This is a any IS 

part of a long chain that he hasn't begun and which he will not finish. 
common : the the cinema of \-«.Ava,",',", 

Cinema two differentiate it arts; it's new-it's 
over a century old-and conseq uently it possesses an absolutely precise history. Any filmmaker 
knows who ancestors are. The newness as if it were a 
n iallanguage wh ich furnishes icons and i ngredients for the child's i m agination and for formative 
novels, to do with the thinking of two unusual filmmakers. childhood 
LS, finally, about the correspondence Erice and Kiarostami have maintained with the help of their 

Ramoneda 
Di rector of the ccen 

movie camera. It's way 



Abbas Kiarosl�mi. 2005 



Victor Erice, 2005 







As luck would have it Abbas Kiarostami and Victor Erice are born a week apart, the first in Iran 
(in Teheran) on 22 June 1940, the second in Spain (in Karrantza) on 30 June 1940. 

Their personal history is to mean that the two of them will become filmmakers, Abbas Kiar­
ostami by taking a circuitous path and Victor Erice via the more classical route of a cinema 
school. Both are now internationally renowned filmmakers and have become, in their respective 
countries, leading lights for the younger generation of directors, who consider them to be exem­
plary "big brothers" and amicable "masters". The two of them have placed their personal imprint 
on their national cinema, their work being inscribed therein as a kind of beacon, in both cases the 
most representative of their generation, a somewhat lost generation in cinema history, the one 
which is to start making films in the 1970s, following the great efflorescence of the 60S. 

For both parties this personal history is inscribed within the more painful History of their 
respective countries. As adults the two of them have lived through a radical change of political 
regime, with all that this means by way of an upheaval within everyday life, an openness towards 
other cultures, morals, censorship, the possibility of artistic expression. For Victor Erice this 
rupture, the end of Francoism and the advent of a democratic regime comes about within two 
years of the making of his first film, The Spirit of the Beehive, in 1973, while censorship will only be 
abolished in Spain in 1977- For Abbas Kiarostami it is a few years later in the same decade, in 1979, 
that the Islamic Revolution is to cause his country to make the switch from the old regime of the 
Shah to the Islamic Republic of today. These two changes of regime have nothing in common, 
obviously, except that to be born, to grow up and to be formed as a filmmaker, artist or intellec­
tual in an extreme historical and political situation, with all that this entails by way of censor­
ship, cultural frustration, trickery, prudence, but also of courage and a taste for freedom, and to 
find oneself in one's thirties, fully mature, faced with a radically different situation, other rules 
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of social intercourse, other ideologies, other kinds of limitation, implies a further calling into 
question of the role of art in society and, for a creative person, of all that his own artistic practice 
is. For Abbas Kiarostami, who has learnt to make films under the old regime in an educational 
institution founded by the Shah's wife, the Kanun, the Islamic Revolution has not necessarily 
meant a gain in creative freedom but has brought him face to face with new forms ofideological 
and religious pressure and censorship, and has called, in his case, for enormous strength of 
conviction and attachment to his country in order to go on living and exercising his metier as 
a filmmaker i n  Iran, even though international recognition has offered hi m the possibility of 
going into exile and freely producing his future films elsewhere. 

For both men the political, cultural, ideological and social climate of the two periods they have 
lived through (before and after the political change) has never to be the declared subject of their 
films. They share the same conviction that cinema is first and foremost an art of singularity, 
that of the human beings whose story they tell and that of the actual world around them: their 
house, their neighbours, their landscape, their way of life. They are obviously aware that these 
modest, ordinary lives (the only ones in their eyes that are worth taking the trouble to recount) 
are partly determined by the overall situation of the society in which they are active. But in the 
cinema it behoves them to make, this quintessentially human factor must never steal a march 
on an attentive and modest approach to the singularity of their character. In their films one can 
read the effects of the overall political situation in which their story takes place, but these signs 
retain the opacity and areas of shadow that they have for their characters. The two of them have 
a lways been convinced that neither the filmmaker nor the viewer must have the least superiority 
nor the least prominence over the character, what happens to him, what he does and doesn't 
understand of the world in which he lives. We will know nothing more of the man who takes 
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without profiting from the access facilities to the financing of his film projects that success in 
Cannes opened up for him. 

Their first resemblance is, then, of the order of an intransigent morality of artistic creation. 
This similarity is to be expressed in their films by an ethics of form that means that their films 
have an unmistakable aesthetic kinship. 

Both have begun in cinema with a conviction that this art was, for them, indissociable from 
the childhood of which they've made at once an origin and a subject This profound similarity 
marks their belonging to a generation of children and adolescents born during and just after the 
war, of which Serge Daney and Jean Louis Schefer speak, who have had the indelible feeling very 
early on that films had "concerned their childhood." Of these films, miraculously encountered at 
the right moment as an overwhelming experience for those who will be able to do nothing other 
(han henceforth devote their lives to them in one way or another, Philippe Arnaud wrote: "They 
are indispensable i mages that define us and form a sort of destiny which awaits us, a baffling 
kind of knowledge since it's in advance of us, forever stamped by an irremediable hallmark in 
wh ich we know that this concerns us without understanding why." The children of The Spirit of 
the Beehive and The South (1983), those of Where Is My Friend's House? (1987), And Life Goes On (1992) 
and most ofKiarostami's short films also perceive the world as an enigma whose key is at  once 
contained by and hidden in the visible. Above all, these are clairvoyant, silent children through 
whom Erice and Kiarostami seek to rediscover the infancy of their art and an as-yet primitive, 
magical vision of the mysteries of the world which was that of the children they have been. The 
projection of Frankenstein in The Spirit of the Beehive and that of the coloured lamps o n  the walls 
of the forbidden village in Where Is My Friend's House? are dependent on this same revelation of 
the enigma of oneself and of one's relationship with the world in a mysterious visible dimen-
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sion which is capable of provoking a foundational shudder. This resemblance renders even more 
visible the basic di[[erence between the child characters of the Spanish filmmaker-who Jive 
this founding experience of the relationship to the world in terms of a protected milieu in which 
they can return nice and warm to the family home, loved despite everything by parents with 
whom they can converse-and those of the Iranian filmmaker, who are often much more alone 
in the world, faced with parents closed to any genuine dialogue. and must seek out other adults, 
met by chance, as guides and initiators, with the exception of the little boy in And Life Goes On. 

In an installation. Victor Erice has made a three-dimensional version of his decisive encounter 
as a child with the cinema, in a troubling, magical place, a closed Casino. which relies on a film­
The Scarlet Claw-on which he has then posed, without having the answers, the essential ques­
tions about his relationship to the world, to adults, to death, to actors, about the relationship 
between the screen and life. 

Whatever the great differences between their mutual cultures of origin may be, Kiarostami and 
Erice have always shared a taste for a cinema which takes the time to contemplate the things of 
the world. to look at  human beings confronted by this enigma, a cinema of minute observation, 
of patience and of attention to small things. Since their debuts in cinema, both have had the 
conviction that there are no minor and no major themes, but that the vocation of the artist is to 
give himself up to that inessenlialily of wh ich Maurice Blanchot said: "The risk of giving oneself 
up to the inessential is itself essential [ . . .  J And whoever has a presentiment of it can no longer 
steal away. Whoever is approached by it, even if he has recognised in himself the risk of the ines­
sential, sees in this approach the essential, sacrifices to it all rhe truth and all the seriousness 



to which he nevertheless feels tied." To make a work with a painter who paints an ordinary tree 
in his garden-for Erice-or with a child who must return a schoolbook to his friend-for Kiar· 
ostami-means to place oneself at the core of this essential inustntiality of art, and to rejoin the 
universal via the most singular. 

Both directors have preferred a cinema of "the being-there of things" to a cinema of the tyranny 
of sense and of narration, a cinema busy being made to a cinema of staged programme and 
production values. But their cinema manifests. for all that. the same fierce refusal of flat natu­
ralism. and the world and people they film are also de�ndent on thought. on philosophical and 
metaphysical speculation. on a multiple and fantastic perception of appearances. The almost 
Franciscan respect for what is in front of the camera when they film is. for the two directors, 
also that for the individuals around whom the film being made is based, and who are its most 
fragile and most precious raw material. Kiarostami and Erice have doubtless lear11l a lot from the 
real people who "play" in their films, actors or otherwise, and above all from the children before 
whom no filmmaker can dissimulate or take refuge behind some technique or other of directing 
actors. Kiarostami has almost always refused professional actors and prefers to work with people 
who contribute much of what they are to his films. Erice. who has always liked to have actors and 
non·actors performing together, has, in Tht Quinct Trtt Sun (1992), made a film in which it becomes 
impossible to distinguish between the real people (who play themselves) and the fictional aspect 
that turns them. despite everything, into film characters. When Victor Erice films the painter'S 
dream, he behaves like a pure fiction filmmaker. this dream being an absolute creation of cinema, 
as arbitrary as the dreams of the characters of Buiiuel or Hitchcock have been. 

Kia rostami and Erice also have a "slowness policy" in common, which is the best of the current 
acts of resistance to the accelerating rotation of cultural objects and to rhe pseudo-demands of 
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an allegedly ever more impatient public. Both consider that time is their raw material and that 
they must neither force nor brutalise it, but on the contrary humbly espouse its meanderings, 
accept its rhythms, stases, blockages and accelerations, without which the work would have no 
chance of inscribing itself in the /onyue durie of art and of transcending the fashions of cultural 
consumption. Both are past masters in the aft of the musical repetition of motifs and so rejoin 
each other in a modern-serial postulating of their art. One has only to compare the scenes which 
are repeated, with subtle differences, in Antonio Lopez's picture-making in front of his quince 
tree in The Quince Tree Sun, and the multiple takes, edited in a series of almost identical shots, 
that the fictional filmmaker ofThrouyh the O/iue Trees shoots, to become aware of the capacity for 
resistance of the two directors to the alleged expectation of film viewers who'd like something 
new, different and surprising in every scene. On the contrary, they trust in the viewers' ability 
to appreciate a more musical and subtler art based on repetition and difference, on seriality, on 
the device; namely, on the pleasure of inner recall produced by the film from scene to scene, and 
not on the linear, amnesiac principle of effacing one sequence by the next. Both of them prefer 
the tabular to the linear, and to allow the viewer the freedom to enjoy the musical variations in 
his own way rather than bearing him off in a headlong narrative flight of which he can only be 
the passive subject. This bit of freedom left to the viewer, invited to participate in the imagi­
nary elaboration of the film, relies on an aesthetic of the shot in which there is no question of 
imposing what is important and what isn't on him, as in standardised cinema which creates 
a hierarchy among the figures t h rough perspective, narrative dicoupaye and editing. In their 
cinema the screen is willingly treated as a flat surface where things are on an equal footing, 
where the viewer is free to organise the trajectory of his gaze as he sees fit. And the scale of shots 
is not necessarily that of classical cinema, geared to the characters' function within the narra-
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tive, but a scale in which each species has a right to equal attention and at its shot scale (the bees 
of The Spirit of the Beehive rhyme with the shots of insects in And Life Goes On), in which the setting 
is as important as the figures who inhabit it and who are inhabited by it. 

There's nothing surprising about the fact that, based on this shared ethic and aesthetic, these 
two filmmakers have ended up rejoining each other as to the favourite themes and motifs they 
shone: the landscape, villages, paths, nature, the tree, but also silence, meditation and, of course, 
childhood. Both are transfixed by the same fascination for what lies beneath the ground, for what 
mOly surge up from it that is unforeseeable, for what is invisible to our rational intelligence and 
\ ... hich can only be glimpsed and approached through the mysteries of nature: a fog which covers 
the hill, a cloud that hides the sun, a storm during the night, in Erice's case; of a n  inexplicable 
\</ind which suddenly gets up in one shot, of the invisible man in the underground passage of The 
Wind Will Carry Us (1999), or also of a nocturnal storm, in Kiarostami's. 

Both, finally, are primitive filmmakers in the best sense of the word, namely, that in their cinema 
i hey rediscover the infancy of their art, yet at the same time are the most radically modern film­
makers in indirectly behaving as contemporary visual artists, even, i n  their films: Kiarostami's 
famous Z-shaped path partakes of the purest Land Art, and the mise en SCEnt of the quince tree of 
Tile Quince Tree Sun, under its plastic hoop and with its "geometrical marks" added by the painter, 
relies on the most up-to-date installation practices. For some time now Kiarostami has skipped 
between the practice of cinema and the creation of museum installations. His first two installa­
tions are projections on the ground of sleeping people (a couple in the first, a child in the second). 
�n a more recent, monumental and playful installation-Forest Without Leaves (2005)-the visitor 



is invited to stroll through an artificial forest of life-sized trees photographically reconstituted 
from thousands of digital photos. 

Both have long been aware that cinema has everything to gain from working at the bound­
a ries of the other arts at this time, which is theirs: photography, video installations, painting. 
They have used photography as a frontier region of cinema, in a fascinated confrontation with 
the immobile time of the still photo. Victor Erice has often filmed photographs in his fiction 
films but has kept his own practice as a photographer a secret, while for Abbas Kiarostami 
being a photographer has become an activity as essential in his eyes as cinema, enabling him, 
like poetry, to create i mages i n  the sol itudc of his contemplative a nd meditative wanderings 
in nature. 

For his part Victor Erice has had, along his way as a filmmaker, a decisive encounter with the 
painter Antonio lopez, which has given birth to a film which is one of the greatest that's ever 
been made about creativity, The Q.uince Tree SUfi, in which he confronts as no one had done before 
him since Le Myst�re Picasso-and in a radically different way-the act of painterly creation and 
the act of cinematic creation. Vfctor Erice has wished to present some of the painter's pictures 
in an exhibition setting, but has posed himself a filmmaker-type question on this subject-how 
does one accompany the visitor's gaze in this confrontation with a painting?-and has set up a 
system of lighting and sound in order to smoothly organise this encounter, which can only be 
an intimate one. 

Both, lastly, belong to the generation of filmmakers which over the last ten years or so has seen 
the digital camera revolutionise the making of cinema. If for thirty years the two of them have 
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learnt, practised and loved 3s-miHimetre "chemical" cinema and traditional editing tables, they've 
immediately wanted to experiment with the new possibi lities small digital cameras opened up 
ior them. In this new tool Victor Eriee has founda fresh wayof approaching the subject of a film 
without prejudging i n  advance what it was going to be, and to make true works out of these 
images "towards the film", He has made a three-dimensional version of the Nores (1990-2003) that 
have enabled him to approach Antonio L6pez and the act of painting. With Fiue (2004). at once 
film and museum installation. consisting of five contemplative shots filmed with the freedom, 
tlexibil ity, economy and patience bestowed by these little cameras, Kiarostami has made a radical 
change in his practice of cinema. 

II was almost inevitable that these two singular paths, described i n  countries and cultures that 
,He seemingly different but which partake of this same "cinema land which figures on no geog­
raphy map", should intersect one day in a place that is itself beyond artistic frontiers, where 
cinema, photography, video, painting and installations can coexist. 

The exhibition "Erice-Kiarostami. Correspondences", it will now be clear, is not simply an exhi­
bition on two artists. It is also, first of all, an exhibition aftwo artists. It has been patiently 
prepared as a work in progress to which the two filmmakers have endlessly contributed via their 
lontinually developing ideas, via the creation of new pieces, via a permanent exchange based on 
a symmetry that plays with the tension between the resemblance and difference between the two 
oeuvres. The exhibition, in effect. has been posited as symmetrical and reversible, viewable i n  
either direction, articulated i n  its setting by an oeuvre a deux: an exchange of letters in mini-DV 
which form the pivot and creative culmination of it. 
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Its raison d'etre is firstly to establ ish the essential correspondences in their way of envisaging 
their work as filmmakers at the highest level of exactingness in the artistic expression of their 
time. Obviously, in the two oeuvres there was from the very first a notion of the museum instal­
lation, of the viewer's right of inspection. The exactingness of the two filmmakers and of their 
oeuvres has posed several crucial questions, which they have contributed to resolving. about how 
to exhibit cinema, how to exhibit cinema images and images of other sorts, and how to make an 
exhibition tour into an experience of the 9aze that is  sustained and personal for each visitor . 
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Spirits who inhabit the screen to the point of seeing them made flesh and touching your hand at 
night at the edge of the river. 

There are lots of banalities to utter on the relationship between childhood and cinema, all of 
them subsumed under the nice, mute label of "magic". Well, more than enchanting them, the 
cinema possesses children, inflames them. Growing up means learning to content yourself with 
.itshes, since the initial amazement is produced but once, and once alone, and only persists in the 
iarm of traces. This first time is wonderment and madness, and the word that would bring these 
iarces together has yet to be invented, apoplexy perhaps, in any case something ephemeral and 
Immense that Victor Erice has managed to capture, miraculously, in Ana's eyes. 

Fitms that explicitly take the cinema as their subject also open the door to all kinds of vain, 
,heoretical considerations, depending more on written reflection than on the cinema in action. 
!; is on that perilous terrain-of films entirely traversed by a questioning of the nature and 
functioning of cinema-that the oeuvre ofVfctor Erice is constructed. a director whose films 
.re packed with direct evocations of the cinema-machine, evocations that extend from meta­
phorical translation to an unswerving concrete materialisation of the cinema-moment: a line of 
light striking the eye of a little girl (another one) through a keyhole from where she observes her 
i.itther busy with other kinds of sorcery (The South, 1983): the shadow of a camera stretching along 
.it wall, at the bottom of which fruit lies rotting (The Q.uitlCt' Tree Sun, 1992); or simply the faces of 
.:hildren straining upwards towards the screen, faces entirely given over to the entertainment of 
.it fil m show (The Spirit oj rhe Beehiue) 

Rather than being contented with a theoretical gloss on the art of the films, the challenge would 
� to give an image of this which would be primarily and at once a cinema image and an image 
of the cinema-one image and one alone, once more, the liveliest and most singular of images. 
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This is the privilege of two or three filmmakers, scarcely more. Perhaps Jean-Luc Godard, Abbas 
Kiarostami and Victor Erice are precisely these. And the risk they run, in coming up against 
matter itself that way, is enormous. a risk of fatal redundancy. For Erice. it's a temptation the 
prodigious actors and actresses at work i n  his films respond to. Each in its own way. The Spirit 
of the Btthive. The South and The Quince Tret Sun strive towards the "white of origins",' which is 
also the white of the screen at the moment the images, the phantoms, are ready to beleaguer it. 
[n order to reencounter the intensity of first contact, before the loss that inexorably follows it. 
In the same way that a painter hastens to capture the light which threatens to fade away. a fruit 
which prepares to turn rotten. Cinema, for Erice. ages at the very moment of its birth, it never 
stops putting those first sensations at a distance. And there is no remedy for this loss, certainly 
not the one that would consist in reproducing something, as one places a sheet of tracing paper 
to reproduce a drawing. From his cinema EricI.' has banished forever the re-creation, pastiche. 
the incestuous and vain reference. Instead he explores dream images, the imaginary, the empire 
of spectres and sometimes the captivating incarnation of Spirits. In short, projection. I n  a sense, 
all the developers, in the chemical acceptance of the word. Cinema's powerful powerlessness, 
of which the dissolve is the very expression, inasmuch as it expresses any difference hollowed 
out within a single shot, a single image, between the truth of Being and what it appears to be: at 
once an entire world and a kind of dust. EricI.' the filmmaker relentlessly tracks down what Erice 
the spectator saw one day when he bunked into a cinema where The Shan9hai Guture was being 
projected in a print cut to ribbons by the censors. Therein lies the risk of a congealing of the 
cinema in the contemplation of the faraway, in the waiting for an absolute transparency Holly­
wood classicism perhaps momentarily got near to. But The Spirit of the Beehive, The South and The 
Quince Tree Sun succeeded in averting such a threat. 
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Perhaps the first two films are still in a state of dizziness, so much closer do they remain to the 
abyss that attracts little Ana: a definitive fall into cinema sorcery. And doubtless they draw from 
this danger the essential nature of their intense beauty. The Spirit of the Beehive, a night film, is a 
treatise on invoking phantoms. After seeing Frankenstein at the cinema Ana asks her sister Isabel, 
scarcely older than she is, why Frankenstein killed the little girl and what has become of him. 
The cinema is the empire of the false, replies Isabel, Frankenstein is a Spirit and i f  you want to 
see him pronounce the magic formula: "All you have to do is close your eyes and say 'It's me, Ana, 
it's me, Ana.'" The South, a winter film, tells of the confrontation between a grown·up little girl, 
Estrella, and a mythic land, that South of which she possesses naught but stories, scattered signs. 
The South, from where her slightly sorcerer father comes, her adored father who slowly sinks into 
a depression when caught up by the image of a woman he loved in the past, present today in the 
darkness of the movie house, an actress, a vanished mirage. Like Ana, Estrella's father is engulfed 
on entering the round of chimeras, to the point of madness. 

This is where Erice's cinema isat,  in fact, when he meets the painter Antonio Lopez in 1990 and 
begins filming him at work a few months later. Nevertheless, The Quince Tree Sun, a daylight, 
autumnal film, is born less of a documentary ambition than of an image from a dream told by 
lhe painter to the filmmaker, and which the latter has re-staged at the end of the film. Erice 
might have adopted as his own Abbas Kiarostami's beautiful phrase apropos of his film Five 
(.2.004), which he claims to having made in order to "wash the gaze clean." After the childish 
reveries of The Spirit of the Beehive and The South, The Quince Tree Sun marks the moment of the 
amicable confrontation of the cinema with its eternal rival, painting, which Erice takes to be the 
outright winner. In the little garden of a suburban house, while some workers busy themselves 
on a building site, Antonio L6pez attempts to paint a quince tree. The film chronicles this labour 
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from day to day, yet without claiming a neutrality it cannot in any case lay claim to. It is perhaps 
the artificial lights used for filming that have caused the fruit to go rotten before the painter 
was able to finish his picture. The more the camera approaches, the more the image is adversely 
effected, because the camera "rots the natural", says Erice. The quinces are akin to memories, 
with the lustre of the first day of the cinema, and if The Q,!lince Tree Sun is a treatise on joyfulness 
it also recounts the weight of things (the white paint marks on the yellow skin of the quinces, 
which serve to mark the progressive sagging of the tree bending beneath the weight of its fruit) 
and the death to come. 

It needs saying where these films are born, the hollow of the day or the back of the night. The 
South opens, then, on the birth of the daylight, which spreads little by little through Estrella's 
bedroom, in which her father has left the indication that he has left forever. Films that are born 
in the smoke of a train present in each of them, come from elsewhere and are bound for an here­
after. The train which ejects a wounded soldier in The Spirit of the Beehive whom Ana goes to visit, 
taking him for a Spirit. The train that awaits the father in The South and which he will not take, 
a train whose imminent departure for the country of his dreams is punctuated by the pulsa­
tion of the light during the dissolves, through the window of a hotel room in which the man 
who sleeps resembles Antonio L6pez striking the pose for his wife, a painter herself, a drowsy 
L6pez given over to a slumber that is strangely death-like. Lastly, the train of The Q,!lince Tree Sun, 

which departs from or arrives at Chamartin, and marks the coming then the passing of the day, 
announces the time of repose for the painter, back home after a day's work. 

We have to go back to the original image, to rediscover the lost link, even though this first image is 
anything but pure, being already wounded to the quick by a difference, an incompressible discrep­
ancy. The whole problem of Victor Erice's cinema lies here: filming involves following on from this 
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image, and that is impossible. The second image is a n  absence. Vfctor Erice's trajectory reveals 
the capacity of this difficulty-not to say impossibility-to carryon via two moments of disillu­
sion. One concerns The South, the adaptation of a short novel by Adelaida Garcia Morales,> a tale in 
three parts of which Erice will only shoot the first two due to a disagreement with his producer, 
Elias Querejeta. The other is an adaptation of the novel by Juan Marse, EI embrujo de Shan9hai, on 
which he worked for a long time before arriving at a complete scenario, l.apromesa de Shan9hai,J 
a project finally allotted to �ernando Trueba. These two accidents with a painful outcome add, 
notwithstanding him, to the filmmaker's legend. Erice has shot three major feature films in thirty 
years. Th is is little, but the films are immense. And this quantitative:\y minuscule output gives 
rise to misunderstanding. �rom this lack of prolixity it would in fact  be all too easy to extrapolate 
the figure of a cineast filming solely in an exceptiona I mood of inspiration-very rare moments 
that only arrive a few times i n  the life of an artist, who must wait and wait. Now, Victor Erice 
insists on the contrary on hard work, daily activity: "I need to work", he says, "you've got to work." 
� Working does not exclude patience, on the contrary, or interruption. But for thirty years Erice has 
never ceased dreaming up ideas for films, being involved, via writing (notably on Nicholas Ray!), 
in thinking about cinema, of lighting wicks which have not burned as long as was hoped. This 
presence, be it stippled, signifies more than the mythic aura, inevitably cumbersome, museum­
like, freely granted him. Apropos of aborted projects and of the third part of The South, there are 
no grounds, either, for imposing an aesthetic of the incomplete, of "hindrance", where there is 
none. To be sure, we may think that The South gains from the fact that it remains open, through 
the force of circumstances. Doubtless Erice observes Antonio Lopez with envy as he finally puts 
away, without sadness, his quince tree painting, unfinished because autumn has descended all of 
a sudden and its fragile and fleeting, beautiful light has got the better of the canvas. But, without 

1. iiI sur. An�grama, Barcelona. 1985. 
1. L" prCmtSII dt ShIl11911lli. plaza 8: 
J�nes. Barctiona, 2001. 

�. C"IIiaJ du (illim". flO. 457. Paris. 
June 1992. 
). Nich�"s R"!I!I $U litmpo, Filmoleca 
Espaiiola. Madrid. 1986. 
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prejudging the quality of a film which does not exist, it would be unjust to think that La promesa 
de Shan9hai  did not get made because it ought not to be made, that this was in short its fate. Films, 
like phantoms, should all exist; something's missing if they don't come about. 

In three films Victor Erice has constructed a fragile body of work, with a painful coherence. It 
begins and ends straightaway, from the very first images, once the bridge is crossed and we let 
the phantoms come to meet us. It is entirely, and in a single movement, total openness. To Being, 
to the Spirits. A haunted cinema in which spectres take little girls by the hand. The references 
to Don Quixote dotted throughout the oeuvre point to a political preoccupation (the portrait, 
ever on the stocks, of post-civil  war Spain, that of the filmmaker's childhood), and bespeak what 
modality of the fantastic Erice believes in, the fantastic as a ballet of chimeras or a dance of 
Chinese shadows or a dissolve. A dissolve without a cut between two worlds. Only the trees know 
the secret passage linking them. Those leaning over Ana at the moment Frankenstein appears 
to her. Or that avenue of plane trees i n  The Sou th ,  a perspective view which accompanies the 
passage of Estrella from childhood to adolescence, from the North as experienced to the South 
as imagined, since the film ends on these words "I was finally going to get to know the south." 
A fruit tree that claims all of Antonio Lopez's attention, and on which it is henceforth cameras 
and projectors that are trained. 

It is said that on the shooting stage of The Spir i t  of the Beehive Erice had asked everybody to talk 
in hushed tones, to murmur, whisper, so as to protect the reverie of Ana Torrent, a little actress 
with incredible presence. A cruel gentleness, since at the same moment the child confronts the 
greatest peril and is infinitely alone at the edge of the abyss, alone in the cinema screen, lost in 
the magic forest where the Spirit lives, alone in the middle of this dance which saves you or kills 
you or drives you mad, the representation of wonders. 
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When he directed his first film, Bread and the Alley (1970), Abbas Kiarostami was thirty years old, 
he'd worked as a graphic designer and publicist and didn't plan to become a filmma ker. It was the 
first film produced by the Centre for the Intellectual Development of Children and Adolescents 
(Kanun), for which he would make many didactic shorts and most of his features before leaving 
it after And Life Goes On (1992). Almost all of these deal with childhood. Today you can see i n  that 
work of ten minutes or so all the splendour of a cinema that was awakening to the world. 

All at once, in a far-off land uncharted on the cinema map and subject to enormous repression­
by, at the time, the Sha h's regime as well as later, from 1979 onwards, by the Islamic Revolution­
a pulsation was coming to the fore, a vibration that gave tension to the images and had them 
correspond to things. This natural respiration of cinema would never abandon the remainder of 
his oeuvre, marking the rhythm of gradual discoveries, the palimpsests, the forms of solitude, 
violence or anxiety that are transformed into sudden harmony, into instants of happiness, into a 
seemingly insignificant kind of reconciliation: a flower in a notebook, a kick given to an aerosol 
can, a man who transports a flowerpot on his motorbike, a boy who passes the entrance gate of 
a football stadium. 
Alain Bergala has seen the essential image of this poetics in agencement.' It's a word I wouldn't 

know how to translate, maybe because it names something that seems inherently unsayable, 
a pure, rhythmic, cinematic chord: the meeting of two images or dynamic forces which upon 
entering into contact with each other-for example, a child who encounters an object, an animal 
or anolher person-has each one leaving its inilial blockage and acquiring the necessary force to 
move. In Kiarostami's narralives the characters pursue an obsessive idie fixe-to return a note­
book to a classmale; to go and see a football malch; to get a girl lo return their look-and their 
searching ends in failure in accordance with the material reckoning of the facts, yet affords them 

1. Cf. B£JI.(.Al,\. A lain, Abbas Kiaroslarni 
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(eds), Kiarostarni, Electa, Milan, 200), 
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.nd exalts it. Kiaroslaml has . h .. ·OlYS wOIOIed to make a ··swry·!ess·· cinema in which the vie\\'er 
does not remain subject to [he narration, w \'erbal meanings, nor to paSSive perception. And so 
be selects those small fragmeOis in any space that permit us to live them, imagine them, evoke 
:hem: the neighbourhood of the middle·class girl with whom the boy in The Experience (1973) falls 
In love is a brick wall which forever reflects the sun; the old woman's room in The Wind Will Carry 
Us (1999) is a little blue window; the identifying mark of the school i n  Where Is My Friend's House? 
1987) is a green banging door; and the life of the carpenter is summed up i n  the stained-glass 

·.�· indows lhat colour the Poshleh night. 
These evocative and essential images derive from a minute exploration of cinema's possibilities. 

In Homework (1989)-lhe most Godardian of his films-he states lhat he proposes to undena ke 
01 work of investigation rather than a movie. When you contemplate his filmography in chrono­
logical terms you notice the existence of a Kiarostami "laboratory" i n  which he's made successive 
experiments as to how to incorporate a visual motif or how to resolve a formal problem, at times 
after a period of meditation that has occupied him for some time. Even though i n  The Report 
1977) he'd already discovered that cars could be a substitute for home, the use of them as a single 

setting for a film did not become explicit, after trying Ollt ever more extensive sequences, until 
twenty-five years later, in the minimalist contrivance of Ten (2002), a film recorded in the inside 
of a vehicle with two video cameras. When it come to cars from the outside. he's discovered great 
tonal richness: the vehicles that mOve across the frame and function as stains of colour which 
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punctuate the montage; the distant cars that travel a track and by raising clouds of dust construct 
the shot itself, while i n  the foreground we hear the dialogue. The landscape emerged this way 
belatedly, and save in the snow"covered mountains in Solution (1978), it wasn't until Where Is My 
Friend's House? that it became a primordial motif that would culminate i n a  landscape film, Five 
(2004). Prior to this he'd planned minor variations: after the slightly angled frames of the Gilan 
trilogy, he opened these up to the sky in Taste of Cherry (1997). Such impulses have involved him in 
challenges like that of shooting a long sequence with the screen in black, which he would sketch 
out in Taste of Cherry and The Wind Will Carry Us, and which would find complete expression in 
the five minutes in black of ABC Afr ica (2001) and the night in Five. Kiarostami has also pursued, 
then, his idees fixes, and along the way has had to get around obstacles which made him dispense 
with the movie camera and trade it for more manageable and discreet digital cameras. 

It's an oeuvre that abounds in rejects, detours and concealment. in characters who don't appear 
on screen and who we only hear, and in others who remain hidden by something they Col rry: 
a woman behind a bunch of herbs, a little boy behind a window. At the same time there is an 
obsessive insistence on showing a single landscape, a single face, and on preserving them or 
making them unique, on giving them a particular memorable form. Kiarostami always works 
with non-professional actors, and one of his ambitions is to reveal an anonymous face chosen 
from everyday life; afterwards, when re-encountering it, he likes to film the effects this process 
has produced. In contrast to the few things he's done outside of Iran, in his own country he main­
tains-mainly due to the restrictions imposed on portraying women-a constant dialogue, one 
that is essential for his cinema, between visible figures and the ones [hat cannot be shown. 

In a repressive society where the religious law determi ned by power is transmitted through a 
blind machinery of mechanical and dogmatic repetitions, and which calls for the censoring or 



concealing of images, Kiarostami has revealed his great qualities as a filmmaker by ensuring 
that neither the opacity of the law nor the dynamics of its transmission turn out to be abstract. 
and that they are always embodied i n  sentient forms: i n  exposed faces and in veiled ones; in the 
contrasting intonations and modulations of voice between children and adults who almost never 
listen to each other or keep to a language in common. or else who repeat precepts and mottoes 
or express an intense verbal violence. since in his cinema words recount or say much more than 
what they literally mean. At times these cadences of repetitions. of reiterated questions, sound 
like verses and contrast with the silences-or deafness-that keeps characters at a distance. 
In their searching not only are they confronted with a deaf world. but a blind or blinded one 
too, and the radical solitude of their gaze. which pursues the reduced focal point of an obses­
sive idea, obliges them to discover things for themselves. or to contemplate them from behind 
some "frame" (the window of a car, a threshold). In Kiarostami's cinema the characters don't 
usually divide up a landscape with the gaze and remain attracted by a position which separates 
them from the others and confronts in solitude an image that seems to take on depth and to get 
wider, which inhabits them. His pedagogical venture consists. therefore. in teaching us that all 
perception is singular, and that each person must lea rn to discover their own images. Whence 
the tremendous beauty of his didactic portraits. in which each child is captured within the forms 
of a world that pertains to them alone, but that will maybe learn one day toopen up and toshare 
-to sing and film. This is why for Kiarostami the dissociation and disorder of the materials of 
,�inema is so revealing, since it opens our eyes: in ABC Africa the total darkness of the black screen 
is the privileged form for imagining-and loving-the light; in Homework the eli mi nation of 
the soundtrack during the children's saying of their prayers is a "way of seeing" from another 
.lngle. The raw materials of cinema alone constitute the political form of a film and make cracks 
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in the prevail ing order. In working with them Kiarostami arrives at enormous subtlety in Close­
up (1990) a nd the Gilan trilogy. 

In this way the filmmaker continues the Aristotelian tradition of defending the powers of 
the image-of painting as a way of approaching a truth-in an act of resistance to attempts at 
controlling, censoring or de va luing it: "The most important thing is how we make use of a series 
of l ies in order to reach a greater truth." 2 The camera turns out, therefore, to be a pedagogical tool 
with which it is possible to find the right rhythmic chord, the right  composit ion .  the shot of the 
little bo y in the final sequence of Homework, who conquers his fear of the camera and stops crying 
when Kiarostami comes to an agreement that his friend can station himself i n  the background 
in such a way that the frame, hitherto restricted to a single boy, reunites the two of them; in Ten, 
when the hand of the guide breaks up the separation of the characters in isolated spaces, and 
enters the "other" shot in order to dry the tears of her companion in a gesture of solidarity. 

The director's films stem from two sorts of impu lse : from a slowly gestating idea that reveals its 
form one day,3 or from the sudden need to respond to an event (the news about Sabzian in Close­
up, the effec ts of the earthquake in And Life Goes On) .  In both cases, though, Kiarostami reacts 
to the images with a similar sor t  of speed, since he possesses a strong sense of intuition when 
choosing the device of his films and an unusual , maybe magical, ability to recognise the precise 
distance, the right form. The risks he runs are notorious-above all in relation to reflexive games 
about c inema itself-and if he's sidestepped them it 's because of his mastery of the reconciliation 
between device  and transparency. Kiarostami renders indistinguishable the capturing of the 
natural aspect of artificial compositions: thus, the rigid framing of a car window remains open 
to the sudden appearances of reality. In his films he knocks down and builds the walls of houses 
or pathways, co-ordinates colours, textures, highlights, but every thing acquires a natural order: 

2. A sta tement  by A bbas K i a ros t a m i  
i n Jean -P i e r re Li mos i n's fi l m  Abbas 
Kia rostami :  verites et songes (1994) . 

3. Perh�ps t h e  most fa mous example 
of t h is searc h for an " i n ter ior" i mage 
is  the zigzaggi ng path:  "It  was an 
i mage ['d had in my head for yens, 
long before m a k i ng films.  You can see 
i t  i n  my pa i n t ings and photographs 
of  the period. It 's a s  if  I'd felt 
u nconsciously a t t rac ted by t ha t  h i l l  
a n d  t h a t  sol i t a ry tree." ( KIAROSTAMI, 
A bbas, "La Photog raphie" in ROTH, 
Laurent (ed . ) .  Abbas Kiarostam i : textes, 
en tretiens,ji l mO!Jraphie complete, 
Editions de I'Etoile/Ca h iers du 
c inema,  Par is ,  1997, p. 38. 



.he arrangement of blues in Where Is My Friend's House? (a digging machine, an oil drum, a boy's 
shirt on the line, a clothes peg, a window, a door) ultimately responds to an internal harmony. 
He's almost never made use of the efficacy of a conventional poetic motif, or else has glimpsed in 
ihis some unnoticed trait or feature: instead of a dead tree, he shows the shadowof its branches 
sectioned by the light from a window; flowers are reflected in rear·view mirrors or appear on an 
�dge of the composition (on a terrace, in a wood). Rarely has he filmed moments which reveal the 
course of time-the twilight only appears in the polluted sky of Teheran in The Report and TaHo!' 
4 Cherry-nor has he made shots of passing clouds, of the falling of snow or rain. Nevertheless, 
his films capture an intense feeling of life in nature, of the effects of its friction and coursing. 

The pact with the viewer has enabled him to eliminate these "strong moments" and to entrust 
ihem to him or to let them be suggested, with a steady reduction of elements that may go unno­
ticed by the sound depth of his films; if in his first short he narrated the adventures of a little 
boy scared by a dog which blocked his way in an alley, when reusing this alleyway in Where IsMy 
Frielld's House? he will again depict a boy's fear, but this time only with the barking of the dog 
in the darkness. This dynamic of the visible and the invisible has led him to organise an odd 
oHchitect ure of editing, by means of which he's invented, among other things, the horizontal 
division of the shots according to the Ooors of the houses: one shot at street level next to another 
.. I ri rst-f1oor height, with which the separation between both is marked by the ceiling and not, 
H is usual, by a wall or side strip. This composition gives rise to marvellous apparitions: a hand 
.hat intrudes from the top of the frame and gathers up a sheet; a figure who remained off-screen. 
:';iarostami's cinema generates a deep desire to see, to share the precise angle that may reveal an 
elusive presence. may recapture an image: his characters advance this way. like the boy in The 
Experience following the smile of a girt from a wealthier family, or like Hossein in Throu9h the Olive 
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Trees (1994), a homeless man who suffers from love for a girl who refuses to speak to him but who 
one day casts a glance in his direction: "Explain that look you gave me, that look that says to seek 
you out and to fol low you all the time so you'll give me a reply." Hossein pronounces these words 
while he follows Tahereh under the olive trees, keeping out of sight among the leaves and the 
shadows. Women's status arouses in Kiarosumi a feeling that is prolonged in the sadness of the 
men who are enamoured of them, when on contemplating them they make an effort to divine in 
their faces the sign of some response, of a signal, ofa shared but silenced love. This look of love, 
look of the heart, is the one Kiarostami has professed to nature: ''The only love that increases in 
intensity day by day, while the others lose their strength, is the love for nature.'" 

In his work the filming of nature adds up to the creation of a melody, the musical version or 
interpretation of a landscape, almost: of the trees on a hilltop in the upper part o f  a frame which 
barely lets a strip of sky be seen; of woods in panning shots that reveal the fleeting highlights and 
shadows on the slender trunks and leaves; of the snaking or zigzagging pathways along which 
characters go in pursuit of thei r idee fixe, in movements Kiarostami compares to the coursing 
"of a stream in the field, in which the water never keeps to a straight line and the essence of its 
movement is the obstacle, the curves and meanders it has to negotiare."sThe rapid connection in 
cinematic memory of"Kiarostami landscapes" points to the depth with which these memorable 
images become fixed, images that combine the ephemeral (the panoramic displacement, the 
stirring of the wind, changes of light) with the permanent value that nature possesses for Kiar­
ostami, and in which he wishes to photograph the fixity of trees rooted in the earth. With these 
landscapes he has constructed the unforgettable topography of his films, and with slight varia­
tions they reappear all through a movie or pass rrom one movie to another, sometimes contem· 
plated from a prolonged distance and at other times barely glimpsed, as in the reencounter in 

4. lsKA(;lio>(l,,�. Youssef& K!!'ROST�MI, 
Abbas. "L� Photographic, Ie cinem� 
et Ie p;lys�ge. Di�loguc", Posit if. no. 
491.January 1001. p. 69. Also sce 
K'�ROST�MI. Abblls . Phocographits. 
Phologr<lphs. FOlografit. Hat�n. P�ri$. 
'999. p. 7. 

s- Statement by .... bblls Kiarostllmi 
in the film La It,ol1 de dnima 
(Mojdch F�mili. lool). 
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dence t hey d id so k nowi ng that its res u lt would be exhibited and seen,  a nd so their  joint  creation 
an with 

public exhibit ion. We are in the presence,  then, of an u npreced ented three-way cinematic experi-
ence which a way 
i m a ges provided by a d i fferent sys tem of produc tion,  the c reation of a museographic-typ e  ex hi-

provide s  the for the w i thout once 

themselves to b e  common pa rt icipants.  

on In 

the 

wel l  a s  i n  t he simi l a r it i es we can detect  i n  thei r way of add ressing the 'i s s u e  of mise en scene  or 
But it  m o re 

subtle and refined forms of homage and recognition are ins tituted,  in a d e monst ration of how, 
one to own 

nica tion with the o ther.  
IS 

th is  

commu-

k now of 
correS1PonClerlce" are the 

eXCh3 nge<1 in 1991 ,  
al t hough t h ey were never  mea nt t o  
be e x h i b i ted .  The Turin Film fe st ival  
showed t hem in  1997 i.n a l21-m i n u te 
version on the occasion of a n  homage 
to Kramer. 



r u les of the ga me.  To begi n with,  t he wish for 
i n  an in m i s s ive 

of the previou s l e tter. Mo re t h a n  l i kely, in the l a ter fluid ity of t h e  correspondence this  sy m metry 
woul d n't since t he i s  t h a t  of 
would s e nd h is l e t t er  w i t h o u t  yet havi ng receive d a rep ly to the one b e fore .  Eve n  so,  i t  see m s  

I n  t o  a new 
v isua l l a n g uage, i t  w as necessa ry to a ffi rm t he symmetr ica l  mec ha n ism . It  was a lso essentia l to 

a w ay the sent ,  
d nd whic h i n  t urn wo u ld g ive the  viewer to unders tand that  the p hysica l  d ista nce b e t ween Spa i n  
a nd Iran n o t  on ly b een n o  imped iment to t he of but 

w i l l t o  I n  
� o  emp ha s ise the  typ e of 
ca meras which offer a 

The o f  
: he i r  de s t i na t io n  i n  a 

The 

u e n t  is not  a n  

may a n  
tempora l passage : the l et ter won't 

the translation into Fars i or 

v i ewer a s  i ts m a in addressee ,  since its o bj ec tive is  the comprehension of the person who receives 
in extra to 

:1 i ses the w i l l  to com mu nicate beyon d  id iom . Or p recise ly because of t he r ichness of l i ng uis tic 
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The letters 
Vfctor EricI.' is the person who kicks off the correspondence. given that his geographical prox­
imity to the place of production gives him greater familiarity with the working of the contriv­
ance. His first letter takes place in Madrid. in the urban garden where he filmed The Q.uinct Tret 
Sun (1992). The first image is almost canonic: a subjective shot of the director writing with his 
own hand on the envelope that will contain the final missive, "Abbas Kiarostami. First Letter", 
before going on to write on a sheet of notepaper, "Madrid, 22 April ZOOS", with Erice's own voice 
rereading what he writes, thereby converting, from this moment on, the interior voice into a 
voice that has also been written. For this first instalment of the correspondence EricI.' has elected 
to go back to a space typical of his cinema, as he relates in his own voice: "  Today I've been back 
to the garden of Antonio Lopez-'s house", the place where more than fifteen years before he'd 
filmed The Q.uince Trtt Sun. This return is also correspondence. given that it was this movie which 
revealed Erice's cinema to Kiarostami when he first saw it at the Taormina Festival, to the extent 
of declaring later that The Q.uince Tret Sun was an essential film for him, one seen and reseen on 
numerous occasions. Erice's investigation in this rediscovered garden is based not so much on 
memory of the past as on its sound, landscape and human evolution: "On the afternoon air there 
.Ire new voices and laughter: it's the painter's grandchildren. And l ife goes on . . .  " Alone, with 
his digital ca mera, Erice registers the relationship between the three kids. Andres, Carmen and 
Aurora, beside the tree which is now legendary thanks to his earlier film, and which on this 
occasion has been modesdy shifted to one side of the garden and is bedecked in its first spring 
flowers. The appearance of rain, a bit of chance for the filming, makes the narration more dense 
and doesn't prevent the children from finishing their task under an umbrella. Once the drawings 
are finished (something Antonio Lopez didn't manage in The Q!linceTrtt Sun), the three kids show 
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them to the camera, to Erice. He ques tions the youngest girl, Aurora, who's the one who's shown 
herself to be the most timid and introverted. Invited to describe her drawing, Aurora looks at it 
and says, "Three clouds ,  the sun, the sky and the tree." But a detail the girl doesn't see leaps out at 
the viewer: two raindrops roll across the drawing, incorporating nature into the finished work in 
an unexpected, aleatory way, and forming a very beautiful image offragility, joy and sadness. The 
letter ends with a high-angle sho t of Aurora's drawing, a drawing the little girl dedicates to Kiar­
ostami, writing something on the paper in the same framing as at the beginning, this time with 
the voice of the mother, who spells out what she has to write. An ending, this, which relaunches 
the correspondence and convokes many of aspects common to both filmmakers : childhood, the 
tree, its depiction, nature as an active force, chance, the off-screen presence of  the family . . .  

Due t o  a coincidence o f  calendar and geography this  first letter was delivered personally to 
Abbas Kiarostami by the t eam of mediators of the project ,  Alain Bergala, Carlota Broggi and me. 
lt was i n  London at the beginning of May 2005, when Kiarostami's ins tallation Forest  Without 

Leaves was unveiled at the Victoria and Albert Museum. That same night, at  a dinner in the house 
of Farhad Hakimzadeh, director of the Iran Heritage Foundation, and in the presence of Geoff 
Andrew, programmer of the National Film Theatre, Kiarostami saw the letter for the first time, 
which made a tremendous emotional impact on him. He immediately understood the simplicit y, 
and complexit y, of the device and commented enthusiastically on the poetic dimension of the two 
tears which glide across the picture as being chance's gift to an art is t .  From this  moment on he 
addressed the challenge of replying in turn, knowing that the experience had no precedents and 
that for him, as for all the rest, it would be a totally new adventure he embarked on with an experi­
mental intention. A shoot in Italy during the summer awaited him, but right there and t hen he 
began thinking of the reply. As is  indicated in his first let ter, the second of the correspondence, 



dated 5 September 2005 in Teheran, finding the right tone was a complex and difficult task: "It 
isn't easy to write a letter for Victor Erice. I've ripped up two I'd previously written to you ! "  In the 
third attempt, the one he did send, Kiarostami places himself at the other end of the arc formed 
by the device of the correspondence, since he doesn't concentrate so much on a revelatory fact 
and a few characters as on the creation of a single hyperrealist but almost abstract image, thus 
expounding an idea about nature and physical surfaces. Appearing at the beginning of the letter 
is the texture of a skin in black-and-white, a number of stains that we identify as the skin of a cow, 
but which due to its moving around and because of the sound of the wind which accompanies it 
as a soundtrack, we can imagine as being separated from the body of the animal. As the sequence 
unfolds the skin is seen as being ever more alive, forming part of a body that throbs, that rumi­
nates, that eats, a disturbing body which admits of other animals-a fly which enters and exits 
the visual field-and which gradually develops in chromatic terms towards a beefy colouring. 
The pink skin emerges in an almost obscene way, betraying the presence of other material on 
the surface that the camera has visually related in every detail and which it has converted into a 
natural symphony. When we get to the all-embracing shot of the cow, the latter disappears from 
our sight, and the meadow, by means of a s imple but very emotive trick, turns into the fixed 
image of a postcard,  a postcard that Kiarostami's hands turn over in order to write his dedica­
tion to Victor Erice, in a shot symmetrical to that of the first letter received from Madrid. As we 
were saying, Kiarostami's text,  narrated in his own voice, recounts the difficulty of encountering 
the preci�e tone for responding to Erice's first instalment, and also documents the place where 
the image of the animal has been fi lmed: "La st week I was in Mashhad." This final sequence, 
approachable and intimate, deliberately distances itself from the previous visual essay but it 
enables the letter to be interwoven with the overall device : the correspondence must continue. 
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In Victor Erice's second letter, Correspondence's third, the director engages directly with Kiar­
ostami's invitation while displaying a proverbial sense of humour. The opening images describe 
a still l ife formed by Kiarostami's postcard, a photograph of Erice at the age of four accompanied 
by a cow, and a little figurine of the animal. Over this still life there appears the text of the 
new letter, which now posits the difference between the temporality of the filming and that of 
the sending: "This is a letter I started writing a while back. As I was awaiting your news at the 
time." The letter describes a didactic experiment undertaken in a village in Extremadura whose 
name could be the title of a film in itself: Arroyo de la Luz [literally, Stream of Light]. Erice 
knew of the experiment after receiving some drawings done in the primary class of the village 
school, in which the kids drew scenes from a film seen in class and which was, in point of fact, 
Kiarostami's Where Is My Friend's House? (1987). In the prologue Erice describes the attributes of 
the village, drawing attention to one essential detail: almost al1 the fathers work in Madrid in 
the construction business and the children are cared for by their mothers and grandparents. 
Erice v isits the class and films the kids while they watch Kiarostami's movie, thus creating an 
iconography of the viewer which is not so much close to the discovery of cinema by Ana in  The 
Spirit of the Beehive (1973) as to a set of faces more familiar with images but which intensely follow 
the peculiar suspense ofKiarostami's film, in which a boy from an Iranian village has to decide 
ifhe can disobey the orders of his family and help a friend with problems at school. When the 
projection is over and the windows of the classroom are opened the teacher articulates a dialogue 
with the pupils that reflects the themes which unite and separate the experiences of the chil­
dren, those who appeared on the screen (Ahmad and Mohammad) and those who have seen the 
film. These involve big issues: the need to obey, family violence, loneliness, the fear of de-urban­
ised spaces, but also friendship, solidarity, compassion. The kids discuss if the sense of obedi-
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ence-the promise not to leave the family home-should have prevailed over the wish to help 
ihe friend by taking him the notebook he needed and had forgotten. Finally, the conclusion is 
generally accepted: the boy has acted well in helping the friend notwithstanding the punishment 
�is father could impose on him. Through the teacher, Erice attempts to inquire into the distances 
and parallels between the child viewers and the child actors of the film, who are the same age, 
by highlighting, in particular, the absence of the father i n  both instances. In order to conclude 
this bit of cine-verite. Erice. on the train back to Madrid. expounds one last idea which perfectly 
rounds off the tale: "thanks to cinema Ahmad Ahmadpur and Mohammad Reza Nematzadeh had 
made a lot of friends in Arroyo de la  Luz. There's one fact we adults often forget: children know 
nothing of frontiers, the whole world's their home." 

At the very moment in which, for reasons of editorial production, I must consider the news of 
[his correspondence to be over and done, a letter is on the way. I know something about it. I know 
:hat Abbas Kiarostami is filming the life of a quince tree in Iran. On this tree there still lives one 
:If the quinces from Victor Erice's tree. When it finally falls the quince will not rot away like the 
:lthers. Abbas Kiarostami's camera follows the adventure of Victor Erice's fruit through nature 
··from an oriental point of view." A journey, an escapade or even a meditation, a direct reference 
(0 the life which continues through one film that connects up with another. with the tree that 
links them and which forms an inescapable part of the stylistic world of hoth authors. It only 
remains for us to add with conviction that the process will continue. 
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Going to Meetthe Ghosts. Portico to La Morte Rouge 
La Morlt Rouyt is an attempt to relate certain particulars of the first cinema experience of a child. 
Given the conditioning factors typical of the medium in which it is going to be publicly presented, 
and inasmuch as it is situated outside the conventional limits of fiction. said attempt possesses. 
in its brevity, an inevitable sketchiness; i t  is more or less doomed, due to its very nature, to fail 
in the documentary recouping of the facts. 

It's good things are this way. Because here it would mean something differenr from the regis­
tering of the events, that ultra-modern drive which converts. through the use and abuse of the 
new technologies. human experience into an archive. It would mean, rather, turning this essen· 
tial failure into something evocative, capable of revealing what may lie behind those holes which 
the action of time gradually makes in personal memory and the annals of History both. In short, 
to draw attention to the other face of what is sold to us as reality; or what amounts to the same 
thing, to show the other scene. 

As the Inspector of Souls, Sigmund Freud, said, nothing is ever completely forgotten. And only 
out of this form of remembering can the past be illuminated anew. Whence the discussion, and 
the contradiction, contained in the text, that which the narrator's voice personifies in La Mont 
Rouge. which restricts itself to the i mages or flies over them, depending on the moment, fluctu­
ating between the first and third person. An inevitable coming-and-going which in this hypnotic 
state testifies to the subject'S inconsistency. Because, who is it who remembers? 



La Marte Rouge 
The sea . . .  lt could be said that only thesea remains. The rest is different or has been effaced with 
time, like footprints in the sand. But here it was, in the very same space occupied by these cubes, 
emblem of Modernity-the Casino Gran Kursaal, the setting where this story began. Someone 
very close told me it, one day when we were talking about our first experiences as moviegoers. 
The Gran Kursaal... 
I ask myself what will have become of those ghosts that more than one of us thought we some­

times saw at night wandering about the environs of the casino. The ghosts of gamblers and crou­
piers, of waiters and cooks, of musicians and variety artistes: anonymous dead folk  in the main, 
disappearing into the nothingness, like the monumental building they once inhabited. 

All the same, there were beings related to this episode of initiation who, quitting the cinema 
screen, went beyond the ephemeral nature of their existence: Sherlock Holmes and Dr Watson; to 
wit, Basil Rathbone and Nigel Bruce. Others, meanwhile, have also vanished with the years: Roy 
William Neill, the enigmatic director, and Gerald Hamer, alias Alistair Ramson, the actor who, 
off-stage, embodied his last and most brilliant role: Potts, the postman of La Morte Rouge. 

La Morte Rouge . . .  That was the name of the place: a village surrounded by marshes, situated in 
French-speaking Canada on the outskirts of Quebec. I've never managed to find it on the map, 
probably because it only existed in the imagination of the scriptwriters of The Scarlet Claw, the 
fi rst film he remembered having ever seen. 
The kid was five at the time and it was a winter's afternoon. For a long time he avoided putting 

a date to that crucial experience, which thus remained in an undefined spot in the lawless terri­
lory of earliest childhood. Until one day during a visit to the city, in  the archives of the MuniCipal 
Library he meticulously went through the two local newspapers of the period. In their issues 
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corresponding to 241anuary 1946, in the Entertainment Section, he found what up until then he 
hadn't wanted to know in its entirety: " Kursaai. Today. Sensational premiere. The Scarlet Claw. 
Suitable for minors. Sessions: 5, 7:30 and 10:30." 

I n  contrast to what its title announced, in The Scarlet Claw red was abolished: its images only let 
the colours of mourning be seen, the black-and-white of primordial cinema. Although it formed 
part of a series inspired by the adventures of the character of Sherlock Holmes, for the public 
The Scarlet Claw was mainly just one more "scary" film, almost banal in appearance. Except that 
in this instance the scariness spread forth beyond the screen, prolonging its echo i n  the ambi­
ence of a devastated society-on the one hand due to the bloodletting typical of a civil war and 
its sequels; on the other, to the effects of a recently ended world struggle. While an emotionally 
benumbed population sought refuge in the imaginary world of cinema, there wasn't a continent 
on the planet that wasn't totting up, right there and then, its dead and missing on the battle 
fronts or in the bombed cities and extermination camps. 

Did this universal pain somehow weigh upon the heart of the five-year-old boy who, in the 
company of his sister-she was seven years older-walked towards the penumbra of a cinema to 
see the first film of his life? It's difficult to know. Anyway, one might imagine so, that it weighed 
upon him a lot; that this generalised pain, deposited like a sediment in the dark depths of society, 
impregnated everything. 

Whoever chose this "scary" movie demonstrated that they had a grownup's sense of curiosity. 
That day the Entertainment Section announced some very attractive titles (Experiment Perilous, 
Honolulu), but they didn't count: they were for Adults. Among the ones suitable for Minors there 
were other options, probably more interesting (Sundown) or appropriate ones: for example, the 
animated drawings of a soft-centred tale for children, Garbancito de la Mancha, or the cuteness of 
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Shirley Temple in Kiss and Tell. And yet someone-my sister, surely-chose The Scarlet Claw. 
The show took place inside the Casino Gran Kursaal. An emblem of the city, the pride of its 

bourgeoisie, opened in 1922 by the Queen of Spain, the Casino had very quickly learned how 
its main object, gambling, was outlawed. This more or less unforeseen event contributed to its 
gradual decline; but it was above all the march of history which meant that the ambitions of the 
people who built it would never be fulfilled. All of them slowly disappeared from the public scene 
without being able to recover the splendour of a definitively lost Belle Epoque, that "glamour" 
reflected in the Rafael Penagos poster which in its day announced the opening of the Gran Kursaal 
to the four winds. The march of history was the cause, indeed .. . 
In the '940S the Kursaal survived thanks to the cinema. If you went in through its main entrance, 

to get to the theatre where the screenings were taking place you had to fol low the route traced on 
the floor by a red carpet; to leave behind, to the left, as you moved forward, the huge, closed-off 
rooms. Immersed in a semi-darkness in which the silver of its mirrors and the glass teardrops of 
its extinguished lamps shone, they seemed to form part of the mise en scene of a bad dream. On 
that January afternoon the boy timidly traversed them, clinging to his sister's hand, like someone 
entering another world. 
The theatre was full of people, more than eight hundred spectators dotted throughout the stalls, 

boxes and balconies. From his seat he had time to let his eyes wander over the paintings on the 
dome or to amuse himself with the publicity inscribed on flats that went up and came down at 
intervals, occupying the entire proscenium. Until all of a sudden the insistent sound of a buzzer 
announced the start of the session. The latecomers among the spectators rapidly occupied their 
seats. In the midst of the darkness, from on high, the beam of light of a projector issued forth. As 
1 f by the art of magic, the images of a newsreel began to file past on the screen. 
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Of that first No-Do of his life, the scene would remain engraved of a high official-a Civil 
Governor of Catalonia, no less-doling out in the street, for Christmas, a few pesetas into the 
hands of poor men and women, formed up in a line_ In a way this documentary evidence was the 
substratum of reality on which a few minutes later the fiction would establish itself. But this, the 
boy didn't know; for him fiction and reality were as yet the same thing. 

From its very first images The Scarlet Claw displayed a nightmarish atmosphere. It was as if 
everyday life were suddenly interrupted, whilst the bell of the church in La Morte Rouge tolled 
unexpectedly. Inside a cafe: a strangely motionless and silent mankind was listening attentively 
to the mournful pealing; on their faces, a confused fear. as if they were witnessing the agreed 
signal for phantoms and souls in torment t o  come onto the scene. But the person who did so for 
real, beating the ghosts to it, was Pons, the local postman, examining the question in a loud voice 
of a phenomenon nobody knew how to interpret: "Who can be ringing the church bell? Perhaps 
it's nobody. . .  Maybe it's a 'something', and this 'something' is what's doing the ringing." 
The disturbing question didn't take long making itselfknown: a dead woman appeared stretched 

out on the floor of the church, clutching in her right hand, in a dying gesture, the rope of the bell. 
The first of a series of crimes which would sow panic among the inhabitants of La Morte Rouge; 
i n  all of them the murderer eliminated his victims by slashing their throats in the manner a wild 
animal, utilising a kind of metal claw. 

And thus it was, i n  the midst of what the vast majority thought of as a mere pastime that the boy 
discovered that people died; and, furthermore. that men were able to kill other men. 

During the screening. with a sense of curiosity that was momentarily greater than his fear. 
seeking a n  explanation, he kept a watch on the faces of the adult spectators. Attentive but 
unmoved, for the most part silent, the deaths that were taking pJace in front of their eyes didn't 



seem to affect them. There wasn't indifference in their eyes, it was something else altogether, 
perhaps what Potts the joker had hinted at: "something". 
This fact awoke a suspicion in him: the unanimous attitude of the adults had to be the conse­

quence of a pact they'd all agreed to, consisting of saying nothing and carrying on watching. 
Because all of them possessed one feature in common: they knew something he didn't know, a 
secret that explained everything. To uncover it was, from that moment on, the disturbing adven­
ture to which he felt drawn by a force superior to his will, the one which caused him to glimpse 
the other face of fiction: a black hole in the fabric of reality, a drain down which the entire inno­
cence of the world had gone. 

At the end, Sherlock Holmes would discover that the cruel murderer in La Morte Rouge was the 
most innocent-looking person of all: Potts, the sardonic postman, lover of the occult. Potts wasn't 
Potts, however, but Alistair Ramson, a resentful actor obsessed by revenge, who passed himself 
off as a postman in order to get close to his victims without being recognised. But what was an 
.. ctor? The boy didn't know exactly. What he deduced was that an actor was someone who didn't 
have a soul of his own; that, furthermore, by means of false beards, hairpieces and moustaches, 
.:.hanges of clothing and of voice, he was capable of choosing an identity at will. And if Potts was 
.. ble to be everybody, then everybody was able to be Potts, evil Potts. He came out of the cinema 
perturbed, dispossessed of any kind of certainty, sporting a feeling of abandonment that would 
.. ccompany him forever. 

It was already night as the two siblings returned home along the bank of the river. Here and there 
in its dark waters the streetlights were glittering. There was a moment in  which she, pausing, 
made the boy look at the reflections while she called on his aid, repeating an old game, "I Spy". 
The familiar reply in question form, "What do you spy?" didn't arrive this time, despite her 
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stubborn insistence: "I spy, I spy, .," He looked into her eyes as if she were a stranger, lips pressed 
together, saying nothing. 

In her role as initiator the sister immediately perceived the inner turmoil that was gripping 
him, Furthermore, conscious of his panic, she dedicated herself to stimui<ning his memory of 
the murderer of the film, that uniformed figure of evil: " The postman's coming, the postman's 
coming", she repeated to him before going to bed. I n  this way she would discover the practice 
of terror as a form of power. Although perhaps, deep down, she was doing nothing other than 
exorcising her own fear; a fear that came from afar, accumulated in the besieged Madrid of the 
Civil War, during her days as a little girl subjected to the horror ofthe bombings, and which still 
remained stuck to her skin, 

For a time letters were an emblem of death for the boy; and postmen its agents. Dressed in their 
blue uniform, head covered with a round peaked cap, they covered the city streets at the double 
bearing on their shoulders leather mailbags i n  which all  the menace of the world might have been 
contained. Each morning at the same time one of them entered the hallway of the house. As it 
was a period of electricity cuts and the bells weren't working, in order to announce his presence 
from the stairwell he blew on a whistle. On hearing it the boy ran to take refuge in the most out­
of-the-way corner of the house. 

On the envelopes of the letters there were always one or more stamps. On almost all of these the 
same portrait appeared: that of a man with a serious expression and a cold stare. On the radio 
they called him Gtntralisimo, which-as some of the barrio kids explained-meant that he was 
the one who was mainly in charge, a military man. His face, which appeared painted on the walls, 
and above all the icy look in his eyes, henceforth presented themselves to the boy as one more 
sign of death. 
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Night after night the door of his room remained open onto the darkness of the passageway that 
connected every bit of the apartment. From the bed, being unable to sleep, he observed the artifi­
cial light that came in through the balcony. It was a pallid light, filtered by the net curtains, that 
was concentrated on the whitewashed, rectangular surface of the ceiling-a kind of imaginary 
cinema screen-only to be dispersed from there throughout the rest of the bedroom. From time 
to time. at the passing along the street of a vehicle-a car, a tram-the window panes shook; a few 
fleeting. elongated shadows, unfurling in a fan shape. crossed the screen of the ceiling, while i n  
the wardrobe mirror unwonted glimmers appeared. Next, everything returned t o  the ambiguous 
stillness of always. inhabited by intermittent tiny sounds the nature of which it was impossible 
to pinpoint. and which presided over the slow flowing of time. 

As in The Scarlet Claw, the chiming of the nearby church clock, along with the confused noise 
offootsteps in the street, and the sound, like the crack of a whip, of clapping hands appeared to 
serve as a prelude to that mysterious music which promptly issued forth at these belated hours 
from a piano or a violin in the apartment above. It could be said that insomniac hands finished 
preparing the requisite atmosphere so that, at the very threshold of sleep, the memory would 
once more reach the boy of the film i n  which he'd just discovered not only the fact of death i n  
itself, but also t h e  power men had t o  visit death upon other men. 

To the rhythm of these signs he went back anew to his recollections of the images of the film, and 
especially those of its main protagonist: the killer postman with his metal claw ready to wreak 
havoc. He thought he could feel him getting closer step by step from the end of the passageway, 
in the dark; then, very still. in silence-he never called out to his parents-he closed his eyes. 
Playing dead was the only way death wouldn't notice him, as ifhe were an already claimed victim, 
and so would pass by without stopping in search of other sleeping bodies. 

" 
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The Teatro del Principe, 

often converted into a cinema, 
San Sebastian, end of the 1950S 



I t  i s  r a re,  a t  o n e  
ci nema;  n o t  o n ly d o e s  one reca l l , however m a ny yea rs o ne has  gone wi t hout seei ng i t  

one saw, but  exa c t  c i rcu m s t a nces  which 
ina ugural , a lways determinant ,  i n  some c a ses  dec isive , experience . 

I t  wa s 

serv lng a s  a 
o f  d iscover i ng some -

new, k no w n  people - t he who took us to c i n e m a-
m i xed with m a ny o the r tota l ly u n known ones , of o bl igatory s i lence a nd i m mob ility. Somet h ing 

(or 

� H '-" LA <:: H probably 
I come to with a fu ne-

rea l  side, notwit hst a nding the of reds a nd golds-w ith s tal ls  that were possibly staved i n 
and uncomfortable, yet uphols tered i n  velvet ,  too big for some us kids,  who were maybe obliged 
not to lower seat to on 
without t he viewer row a screen that was a lmos t a lways e nor mou s-and 
which d ue to our size seemed i mmense to us-which before there m ight be a nyt hing to see we'd 
wa nt to see as soon as  it were 
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Firs t,  a few a n nou ncements or notices would appear-along t he li nes of "V isi t  o u r  elegant b a r  
on  t he mezzani ne floor"-which p reve nted us from conti nuing t o  i n spect t h e  u ltra-high p a lace 
ceiling, wh ich l acked compari son with the o nes we were accus tomed to having over our heads .  
Next , t he d a rkness wo u ld become a lmost tota l ,  a nd with  th is  the murmurs a nd no ise would cease.  
O ther kid s or we ou rs elves would be cal led to order ,  a nd to immobil ity a nd s i lence .  The s c reen 
would be l i t  by a s tream o f  l ight, a nd we'd t urn ro und to d etec t its sou rce. In fol lowi ng back the 
lu m inous  beam we'd see suspe nded motes of d u s t, as  in the rays of s u ns hi ne that fi lter through 
the blind s ,  a nd we'd become awa re of a c u r ious mechanical  sou n d , sli the ring and vibrant ,  u n for­
ge ttable .  A bit of mu sic wou l d  sound that was later to become fam i l i a r  to u s ,  rema i n ing forever 
i n  o u r  ea rs,  and a haug hty, s a tisfied , obsequious  voic e wit h a wheedl i ng,  p ersu a s ive to ne ,  a t  
ti mes spirited o r  p erhaps selectively d is d a i n ful o r  i ronical  towa rd s wh at  was forei g n , o f  which 
we'd quickly l ea r n  to be ins t i nc tively m is trustfu l ,  a l t hough we still  d id n't im agine that i t  wa s 
(( h is  master's voice", the into nation of propaga nd a ,  yet whic h s o u nded false to u s, hypoc ritical , 

at bo t tom u nbelievi ng u ntil t he moment when-we no ticed-it si mulated a d herence or e n thu­
s i as m ,  which at  least  i t  ex a ggerated . The i m ages that fi led past  in black-a nd-white m ixed recog­
ni sable things with other highly exotic ones, which the fi rst cer t ified as equ ally rea l ,  a lthough 
distant  a nd never hit her to viewed, at least  not  i n  movement.  It is as well to remember tha t  for 
l i t tle Spa n ia rds coming i nto the world befo re 1970 or so, the No -Do news reel wa s in fac t  the fi rst 
film we saw. 

We'd been i ntroduced to a s t ra nge marvel : i t  was rea l ity i n  moveme nt (a m ovement that  wa s 
only a ble to su r p r i se us by comp a rison w ith photog rap h s ,  s ince i n  i t se l f it wasn't lacki n g  i n  
i t) , a lbeit devoid of colou r. B u t  we'd a l ready, even in something as  untrus tworthy as  t h e  No -Do; 
begun to travel ,  to qu it our c i ty, our country, which we could somet imes get a bi rd's eye view of, 



when we still hadn't even been up in an aeroplane. Nevertheless, it was an ephemeral, transitory 
miracle that didn't really satisfy our curiosity but redoubled our expectant impatience. Because 
we'd come to see a movie, not a newsreel, or a kind of diverse contemporary magazine called 
Imagenes, with another, less solemn, more catchy jingle, and with a more miscellaneous, at times 
sports-orientated, content, given over less to the news, with less foreign catastrophes to contrast 
with the daily opening of reservoirs intended to fight the "persistent drought". But the spectacle 
made itself be desired: an unwarranted, premature interval, and once again the penumbra, and 
a foretaste of future films, the trailers, which delayed the awaited, longed-for, promised moment 
for yet a few minutes more, while they created new desires for the weeks ahead, since we were 
convinced by now that all this was interesting. Ah, neither were we free by then of commercial 
advertising, nor of the very promoting of cinema. 
There's no doubt that all of us who, as kids, turned into assiduous, omnivorous and insatiable 

cinema goers, long before we'd be able to transform ourselves into cinephiles, critics or cineasts, 
were seduced in a very special and particularly intense way by something. At least we of that 
generation, J reckon, were avid readers, and we never ceased being so, nor being interested with 
similar intensity and enthusiasm in many other things, some artistic and some not, and which 
probably went on changing with time. As a general rule the cinema was not, i n  that far-off era 
in which there was a lesser supply of entertainment that was cheap and relatively within our 
reach, an exclusive or excluding passion, it never got to be a monomania or an obsession, the 
cinema didn't suffice for us. But it had something special, it fulfilled us or satisfied us more, or 
it appeared more potent to us. It's possible that the era may have helped-these were the culmi­
natingyears of sound cinema, of its mature but still innovatory age, full of juvenile vigour-with 
a genuine flood of great films of all genres, shades and styles, all linked by a perfect under-

The Cine Novedades, San Sebasti3n, 1950 



sta n d i  n g  of n a r rative codes,  a s or t  o f  taci t  u ndersta n d i ng 
a s  a nd by newcomers,  was  o n  m u t u a l  

ser ies of  u nde rst a nd i ngs a n d  conventions  t h at nobody cal led into quest i o n .  
Natura l ly, i n  o u r  m ay more or  

or  the tas te the adults  who took us to the c inema for the 
a n  

on  a 

leave a n  i ndel ible  mark. It m ay eve n  be a t raumatic exper ience t h at i nd issocia bly combines a gree-
a nd a ce r ta i n  apprehension. But 1 don't k now of a s i n gle  instance 

first film i n  itse lf  t h a t  we saw, or  provo ki n g  terror  in  u s ,  we did  n ' t  wa nt 
to t ry o u r  l uck again a s  soon as 

it does n't m atter s o  much 
i t  was o r  We were C I ne m a  

fi l m s .  A n d  j us t  a s  s o m e  movies d i d  no t a nd o thers did , for rea s o n s  d i ffi c u l t  to 
expl a i n  but seldom wro n g .  a l t ho u g h  we m ight not l ike the fir s t  fil m  we s aw, it  m ight 
u s ,  d isturb  u s ,  or e ven (the of s h a me) cry-it's 

c i nema h a d  a l re a dy won us over .  
I d o n't k now why for sure .  I suspect ,  w i t hou t a ny cer ta i n ty, that  one o f  the c r uc i al a nd basic  

a lo n g  wa s we saw 
in two on the scree n ,  an aspec t a fter a pha s e  of expa n s i o n-the 

w ide  s c reen or  C i nemaScope ,  Ci nera m a-ha s  p ro g ressively 
Jost ,  c i ne m a s  i nto  v a r ious  a ud 
of m i ni-ci n e m a s  (with t he i r corresp o n d i ng mi ni-sc reens ) .  Beca use  w h a t  c i n e m a-both d o c u-
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rnentary and fictional, both the one we recognised and the one we discovered for the first time 
or our imagination as the readers of and listeners to stories gave material form to, the same ifit 
photographically reproduced real persons as if it involved animated cartoons-did, above all, 
was to enlarge things, increasing their proportions to a scale superior to the natural one-which 
served as the title of a famous movie by Nicholas Ray, Bi9ger Than Life-that aggrandised (and 
at times magnified or sublimated) everything and enabled us to contemplate objects and faces 
with a detail inaccessible in reality: we'd have to get so close that nobody would permit it, and 
furthermore we'd lose perspective, context and even the ability to focus. This magnifying-glass 
effect-at that time we wouldn't have put our eye to either a microscope or a telescope, although 
we'd have known of their existence-revealed the unknown to us, even in what we were fed up 
of seeing: the street or the main park of our city, the cars that went down the roads, certain 
everyday objects, plus, on an equal plane, with the same sharpness and on the same enlarged 
scale, the never-seen, the unknown. Also at work was a second marvel, which we'd maybe not 
notice at first, it depended on what films we might see: it made even the most fantastic and 
impossible things present, visible, evident, things which were unexpectedly there, on the screen. 
It didn't matter that the images-to which we undoubtedly gave absolute credibility from the 
first-might rectify or correct the ones we'd intuited, imagined or dreamed of from readings, 
photos, prints or drawings, they were never less fantastic, terrifying or attractive, and they were 
much bigger and more imposing. 
What's more, and unlike the No-Do, the films we were seeing told stories. Like tales and novels, 

but visible. We no longer had to imagine a three-masted sailing ship, we were seeing it, nor the 
rows of oarsmen, which we able to count, nor look up in an encyclopaedia the appearance of a 
poplar or a palm tree, which at times we recognised or which we identified by name, adjusting it 

'" 

Progr�mmes for two of the films shown in San Seb�stian 
on the same d�y as Tht Scarlet Claw. 24 J�nu�ry L946 



to its revealed image. The ci nema, then. supplied, confirmed. rectified or completed information 
that the assimilative capacity typical of our age instantly stored away, probably forever. I t  was a 
way of travelling, not only in imagination and f:lntasy, but also with sight. hearing, the entire 
body almost, since at times it communicated to us the rolling of a boat, the thrust of the current 
of a river, the velocity of a racing car or a plane. 

How can it come as a surprise that a filmmaker formed i n  that cinema of huge dimensions, 
at that early age. would think, for the rest of his life. that cinema is a means of knowledge. that 
it serves for giving material form to the non-existent and for exploring. in greater detail and 
sharpness. that which surrounds us? How can it  come as a surprise that what was a vehicle 
for countless discoveries about the world and about life. about people and their gestures. their 
relationships and their lying or dissimulation. would not be conceived as a quasi-scientific. or 
perhaps poetic, tool which permits one to make discoveries. to see better and more deeply, and 
to reveal this to others? Which ena.bles one to contemplate things by delaying and prolonging 
time, and to tell. by prolonging or compressing it, by speeding it up or slowing it down, a whole 
host of stories, isolated or interwoven, linear or with retrogressions into the past to retrieve and 
haul memories into the present. 

It was a marvellous invention, to be sure, with capacities still in the course of being explored 
and inventoried, which went on changing and adding new attributes or discarding them at will. 
There were stories that seemed to call for wider screens, which required us to move our heads 
in order to take them all in and to miss nothing, and others which were better-darker or more 
"realistic"-in black-and-white than in colour. Still circulating were some films in which the 
movements seemed speeded up, as if caricaturised or exaggerated. and in which the characters 
didn't speak. They were the relics of silent cinema, almost always of short duration and of the 



comedy genre, which recounted the adventures and misadventures of permanent and sufficiently 
individualised characters with picturesque nicknames-Pamplinas. Charlot, Jaim ito Inamely, 
Buster Keaton, Charlie Chaplin, Larry Semon]-or descriptive ones-el Gordo y el Flaco [literally, 
The Fat Man and The Thin Man, aka Laurel and Hardy]-and which had a more reduced coeffi­
cient of reality, almost as scarce as that of animated cartoons or films enacted by marionettes or 
figures of different materials (paper. plasticine). 

Much of what the cinema conditioned and represented then has disappeared almost completely, 
and T'm afraid it's irretrievable. Even part of what was essential about it has been weakened. 
vulgarised in reduced forms, in minor formats; I want to believe that this is a transitory eclipse, 
and that in part it's retrievable. But it's as well to ask if there's anybody who desires this-and 
it's difficult for someone who hasn't known it to miss it, not to mention to yearn for it-and if 
witnesses go on remaining capable of reconquering for the cinema its powers and its possibili­
ties, in large part in disuse. or not completely explored, developed, perfected and exploited. This, 
I think, is tantamount to what Jean-Luc Godard in his Histoire(s) du cinema-and in its appen­
dixes, footnotes and sketches-implies. That the cinema is something unique and extraordinary, 
that i t  hasn't managed to give of itself as much as it  could have, that it hasn't contrived to fulfil 
its promises, that it has been Jed astray from its path, but that it could return to it and set out 
once again. if anybody remains who glimpses that potential and dares to put into practice what 
has remained as a project, a sketch, a dream, and might thus manage to see more and better and 
bigger, and to help us, we too, to look in another way . 

. , 
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"I (�m� when Ih� blood 
was sl;11 on Ihe doors 
and I asked why� 

JOSt A ngel Valcnt�' 

Victor Eria's entire cinematic oeuvre is born of the wi II to explore a certain moral landscapt! 
There are exceptions, to be sure, but the shadow of an ill-fated time-the interminable post-Civil 
War period, the posgutrra-repeatedly casts itself over his films, be they original projects (The 
Spirit of the Beehive, Tht South), personal literary adaptations (The Shanghai Promise) or simple 
momentary assignments (Lifeline). Jaime Pena has magnificently analysed, apropos of The Spirit 
of the Bethive (1973), the recurrent tension between the frequent and precise spatio-temporal, 
finatly historical, indication his movies offer and a clear propensity for vagueness. abstraction 
or even metaphor in which "emptiness and absence are configured as the only valid strategies of 
hyperbolic representation of what the dictatorship lacks: freedom, democracy [ ... ] [And so] for 
Erice the posguerra will be first and foremost a feeling, what redounds. in short. to the elliptical 
nature of the story, the clearest manifestation of which will be the erasing of time and space." In 
that sense. and in opposition to other fashionable interpretations. Pena concludes that the real 
task undertaken by Erice in The Spirit of the Beehive is not so much to call on the past to speak 
metaphorically of the present (of the present of the final years of the dictatorship) as to "force­
fully proclaim that time somehow stopped in 1939."1 

I. JaIl Angel Valente, "Pnri�, cuyo 
nombre no Ie". in Obra POilicll l. Pun'o 
uro (195J·1916), Ali�nn, Madrid, 
1999, p. 36. 
�. In the precise sense inVOKed by 
Juan Marsc: "Hence, in time and 
almost w;lhoUI realising ii, the 
essential selling of my childhood 
was gradually being converted 
inloa moul landseape, and so it 
has rem�ined engraved upon my 
memory for aU time.� Cited by Juan 
Miguel Company, �EI sudio entre los 
p:irp�dos", in jean·Claude s<:guin 
(cd,), SIutngluti:cnrr"f promwt tl 
sOlli/t9t, Grimh, Lyons, 1004, P.333. 
l· Jaime Pcna, "NOClurno 14�. lecture 
delivered at the conference EI upiriru 
cit! coJmtnll! 31 1llios dupuis (IVAC, 
v�lenci3, M3Y 2004), forthcoming 
publication. Alsosee Pen�·s 
monograph EI upirilu dt 141 colmtnQ, 
Paid6s, Barctiona, 1004. 



Lifeline (2002), a veritable summum and compendium of Erice's cinema, created in the hangover 
from the bitter frustration produced by the confirmation that The Shan9hai Promise-his most 
direct immersion, from the hand of Juan Marse, in the world of the pos9uerra and its losers­
would never see the light due to reasons of a seemingly managerial kind, masterfully reworks the 
strategies of earlier films. In its impacted ten minutes the film once again rehearses a sort of an 
describendi remote from conventional narrative formulas in order to embark on the capturing of 
prized and precious instants: "Directing a film", notes Erice, "isn't about expressing a previously 
known truth [ ... J, but about making that potential truth spring forth from among the images." 
; Forty years earlier, in reformulating the boundaries of the critical realism championed by an 
influential section of the European (and Spanish) Left, the young contributor to Nuestro Cine 
had already dared to defend Kafka in the face of the criticisms of Lukacs by understanding that 
his work performs the essential role "of having us discover our own selves." S The trajectory that 
unfolds between The Spirit of the Beehive and Lifeline is, in fact, but a process of self-discovery via 
an exploration of the possibilities and potentialities of cinematic language itself. 

I I  
"Dismantling genres, shattering narrative structures and the 'naturalness' offilmic expression; 
distancing the cinema from the narrative tradition of literature, uniting it with the common 
ground it shares with pictorial representation; investigating, tautening, capturing time; 
involving the viewer by means of ingredients other than surprise, suspense. artifice-this is 
a programme, modernity's own, that Erice lays claim to",6 Mirito Torreiro vehemently wrote 
shortly after the presentation of The Quince Tree Sun (1992), but as it happens his accurate diag· 
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10 Janu;try 1993, p. 33. 
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"War hovers in the background of an idyllic landscape and blood tinges the white purity of the 
sheets while we sleep on without noticing it", writes Linda Ehrlich, summing up her particular 
impression-rather than interpretation-after attentive, repeated viewings of Lifeline." Few texts 
have fittingly underlined this dimension of the film, confining themselves instead to eliciting 
an undeniable autobiographical clue from the eye.eatching-and decisive-presence of an aban­
doned Falangist newspaper which, dated 28 June '940 (that is, two days before the filmmaker's 
birth), announces the advance ofCerman troops towards the Pyrenees. "Swastika in Hendaya", 
as the headline afthe paper intones, is very far from being an innocent reference or a clumsy 
strategy for dating the lifeline the film describes. Erice refers his viewers to an essential moment 
in Spain's contemporary history, the end of the Civil War and the pos9uerra, aside from which it 
also marks the date of his birth: his arrival into the world coincides with the advent of a new Spain 
(La nueva Espana [The New Spain] is, not accidentally, the title of the above newspaper) in which 
he. like so many others, will not recognise himself. 

The poetic exercise of memory deployed in The Spirit of the Beehive spoke of disaster and lone­
liness in a very specific context, as also wOldd have done-perhaps inopportunely. given the 
temper of the times-The Shanghai Promise. In between the two, The South (1983) sought in its 
poetic and elusive way to illustrate the expoliation of Republican memory. bringing the viewer 
of those years of inconclusive democratic transition closer to the drifting of defeat, isolation and 
loneliness. But the South that embodied the happy past, the lost paradise, the yearned-for utopia, 
was never filmed and the movie necessarily changed its story·line and its direction and contented 
itself with evoking from the uninhabited North, in an obligatory off· screen space, a promise as 
distant as the mythical Shanghai of Marse's novel. Lifeline would serve in a certain sense-allow 

"I. JlI�n F, Egea & Linda C. Ehrlich, 
'The Promise ofword5, Thr Promise 
.,fl·ime: Victor Erict'5 la prolnna dt 
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�oo�r. Cinfmn &op�, no. lJ. 1005. 
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us to interpret it thus-to give Erice one last chance to evoke the wounds of the war and the empti­
ness of the pos9uerra (there, without needing to have recourse to the stain that spreads across the 
newspaper. are the amputated leg of the young peasant boy, the Republican helmet adorning the 
head of a scarecrow, the rigid social stratification oflife in the hamlet) from, in this instance, 
the optimistic perspective of a promise, the "promise of the world"" with which the filmmaker 
combines historical temporality and mythic time. 

Lifeline does not in the least renounce the function of self-discovery that its creator assigns to 
art, nor the aspiration [0 make the truth spring forth from among the possibilities of his images. 
But neither does he forget the co-ordinates of History and the exigencies of Memory, much as 
Erice, with the poet, might now wish to implore: 

�May the thread still not snap 
endless thread of hope and may memory endure 
in the elongated light of afternoon 

[ ... [ 
M�y time still not h�1t 
its incorruptible course 
�nd may the waters p�ss by 
the sa me waters t h�t bear us along 
luminous and embittered 
while my canto lasts."<l 
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Shal!9hai. p. 14. 
IJ. Jose Angel V�ltntt, "Que no se 
quiebre tod�vi� el lIilo", in Dbra 
poitica I. p. 200. 
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From painting, cinema learnt about angles. framing, composition, distances, light and colour: 
the pictorial has inhabited the filmic ever since Lumiere adopted the ways of an "Impressionist 
painter". The search for artistic legitimacy brought the cinema nearer to the legacy of a more 
established and prestigious tradition, and explicit allusions to or quotes from painting were 
frequent, from tableaux uivants to subtler interventions like the homages to Auguste Renoir of 
his son Jean. Of course, the cinema has also taken painting, painters and, as we know, the very 
cinematic Jives of painters as a theme: from Rembrandt or Van Gogh to Antonio Lopez or Pollock, 
by way of Andrei Rublev. 

Yet besides these relationships, cinema and painting have long since shared something more: 
a way of looking at the world, at reality. As Victor Erice points out, "during this century painters 
and filmmakers have never ceased observing one another, maybe because they've had, and go 
on having, more than one dream in common-capturing light, among others-but above all 
because their work obeys, as Andre Bazin remarked, a single mythic impulse: the original need 
to overcome time by means of the perennial nature o f form; the totally psychological desire to 
replace the external world with its double." 

In fact, wherever a movie camera was first set up on a tripod, looking at the world, long, long 
before it there had been a canvas on an easel and behind it a painter. With its inception the cinema 
served to relieve painting by taking over the aspirations and tasks that were proper to the latter: 
capturing the appearance of things, fixing beauty, being the memory of that which passes, testi­
fying to reality. The relieving-or i f  you like, the supplanting-of the representational function, the 
conflict of responsibilities, led to tensions and confrontations between two art forms condemned 
to collide in the past. However, the passage of time and the imposition ofthe audiovisual industry, 
with television in the van, the incessant production of banalised reality, has shown that cinema 
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and painting can share in the present the possibility of looking in another way at the world, create 
other images and exhibit reality outside of the hegemonic channels of representation. 

Now, in The Clamour of the World. The Silence ofPaintin9, we find ourselves in the presence of an 
unusual form of co-operation between cinema and painting. Victor Erice has come up with a 
device for presenting Antonio L6pez's original pictures, an installation, an atmosphere and a 
set of conditions that are not those specific to a museum or an art gallery. This is a cinematic 

I experience that adds duration and temporality, lighting and sound, to the silent stillness of the 
paintings; a reflection on reality, time and the gaze, an approach somewhere between cinema and 
painting born of the complicity and intimacy between filmmaker and painter that the filming 
of The Q!.tince Tree Sun (1992) hinted at in its day. 

Both the feature film devoted to Antonio L6pez and the present installation have a clear prec­
edent, though. Tn the summer of 1990, before filming The Q!.tince Tree Sun, Erice accompanied and 
recorded the painter on video during various work sessions in different places in Madrid. Later. he 
went back and set up the camera alone in the same places at the same times of day, seeking after the 
same viewpoint and the same sensations.1t was then, when it came to approximating to painting, 
that the limitations of video became evident, along with the distinctive characteristics of each 
medium (framing formats, depth of field and colour). This was how Erice became aware that the 
camera picked up on and showed movement, the fleeting passage of people and things, that which 
painting could not register. Because Antonio L6pez's oeuvre, a far cry from Futurist attempts to 
represent movement by means of vague kinetic effects, suppresses from the urban landscape all 
that moves and cannot be observed and described with meticulousness. 
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Some of these i mages were put out on DVD as NoW (1990-2003) with Antonio L6pez's voice, 
editing by Julia Juaniz, music by Pascal Gaigne, and texts by Erice himself. Let's bring to mind 
" Note 4: Gran Via and Madrid From Torres Blancas". In both instances the two shots (Gran Via 
at  ground level and Madrid from the top of the Torres Blancas) seek after a framing similar 
to that of the pictorial compositions, and enmesh via a dissolve with the shots of the actual 
paintings, thus privileging a comparison in which similarities and differences are noticed. But 
while the camera shows the urban landscapes ambient noise is heard, a sound that is gradually 
extinguished duri ng the dissolve, leaving the shot of the painting i n  total silence. In Erice's 
words: " With regard to the landscape, the video showed what the painting couldn't capture: 
the movement of vehicles and people, their fugitive passing. I n  the recording the image of 
things was also that of their duration, it enabled one to see and hear what the painting caused 
to disappear." 

The present installation involves a development of the procedure alluded to in "Note 4", but in 
incorporating t he paintings "live" before ou r very eyes, a matter of singular importance since 
if there is a feature which now characterises painting and gives it a specific meaning in the face 
of the whirl of images that proliferate so much. it is precisely its resistance to reproduction, its 
insistence on being contemplated live. No copy, however perfect, can provoke in the initiated 
viewer the experience elicited by live contemplation. 

In isolated enclosures, little chapels with a small space between them, actual paintings and one 
drawing by Antonio Lopez await us: Gran VIa (1974-1981), Madrid From Torres Blancas (1974-1982), 
Quince Tree (drawing and oil paint, 1990 and 1992), Madrid From Almodovar Hill (1991-1994) . 
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One never imagined when he was making his earliest films that Kiarostami could have t a ken 
the risk of forgoing the experience of traditional ci nematic projection. On the contrary, his 
stories, his fables and the geographica I itineraries of his characters didn't call  for quitting 
the confines of the "cinematographic theatre" auditorium. Nevertheless. films like Homework 
(1989), and many years later, Ten (2002), were to establish a bias towards repetition, towards 
the affirmation of a device which took the place of mise en sctne. A serial sensibility was at  
work in Kiarostami's fiction, without attention having been paid to it early on:  the repeated 
attempts to get around the obstacle of the dog in Bread and [he Alley (1970), the comings and 
goings of the little boy of Where Is My Friend's House? (1987), the unfortunate car driver's almost 
infantile giving in to his punctured tyre of Solution (1978), the overall construction of the 
narrative in stages of And Life Goes On (1992), the obsessive insistence of the bashful lover 
of Through the Olive Trees (1994), the dissolving appearances of the pupils of Homework, the 
renewed attempts at imposture of a pseudo-filmmaker in Close up (1990), Bezhad's racing about 
with his telephone on the hilltop in The Wind Will Carry Us (1999) . . .  The breakers tossing a 
piece of floating wood aboul in Five (2004) complete this potentia I serial interpretation of 
Kiarostami's entire oeuvre. 

This undoubtedly reveals an experimental penchant on the part of the filmmaker, and the util­
isation of video followed by the night from the traditional cinema auditorium were the sceno­
graphic solutions for developing this experimentation. In point of fact the video image appears 
in his cinema with Taste of Cherry (1997): the film was reborn to both light and life i n  the final 
images shot by a video camera. Later on, ABC Africa (2001), Ten and Five were to be enti rely shot 
on video. Retrospectively, one cannot escape the fact that appearing side by side in Kiarostami 
are, on the one hand, a humanist engagement, at times a compassion or tender observation of 
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h is characters-th is is h i s  warm s ide-and on the other, a dramaturg ical " mach inery", a sort 
of repetitive formalism, a narrative minimalism: this is his cold s ide . 

rve often made the supposition that in the filmmaker's case experimental ego i sm clashed with 
documentary generosity. What one often senses as being exceptional in his  f ilms is as much that 
secret tension between form and subject a s  the artful ideological audacity that has led to the ir  
success.  In a way one could claim that Kiarostami's bias towards installation has to  do with his 
w ish to escape this contradiction, to momentarily del iver himself from it, whereas, however, it 
was this that f irst led to the singularity of his f i lms. 

Kiarostami's gaze is  much enlivened by a decorative geometry when it comes to framing a 
l andscape, following a vehicl e ,  accompany ing the trajectories of his characters, integrating the 
latter in the landscape or both un it ing and opposing them to their means of transport. In his  
f i lms K i arostami plans l ines and angles, provokes intersect ions, adopts rotations ,  organises 
shattered s egments . Doubtless it's easy to o bs erve in thi s  abstraction the essential influence 
of the art of the carpet, in other words the anthropological and plastic, coded and hyperbolic, 
practice of the organisation of motifs belonging to Persian textile culture. In many ways the 
"carpet-effect" is generalised at the scale of the o euvre as a whole. But in the first instance instal­
lations perform for Kiarostami the function of accentuating his  formal inclinations, inclina­
t ions which he was unable, beyond a certain aesthetic and ethi cal l i mit, to get to cohabit and 
d evelop with a humanist cinematic fiction. It was necessary for him, then, "to quit the cinema 
auditorium" in order to be free of narrative constra ints . He isn't the first f i lmmaker to give in 
to thi s  necessity: think of Raoul Ruiz in the 1990S, Chantal Akerman, Atom Egoyan. 
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L.ooking at Ta'ziye (2004) is the most recent "installation". It's frequently presented in a theatre and 
not in a museum. It also has little relationship to Kiarostamj's other installations. I t  links and 
compares multiple screens chat break up the gaze, and the traditional captivity of the cinema 
spectator in his seat. 

The spectator follows the entire spectacle on three screens: two projections respectively 
describing the faces of men and of women (in black-and-white) placed low down, which recreates 
the Ta'ziye properly so called. At the same time we see the stage covered by carpets and simul­
taneously the public. We are present, then, at the spectacle on many scales: extremely sweeping 
shots for the performance itself and close ups of the public. The upper projections enable us to see 
the evolution of the spectators' emotion: their responses are presented "live". The spectacle has 
a cathartic virtue; it brings a legend the public identifies with up to date once more. Kiarostami 
films not so much the effects of the spectacle as the effects of the belief in a fiction, of belief tout 
courl. The physical position of the spectators of the Ta'ziye is the same as that of western visi­
tors in front of Sleepers (2001): the Ta'ziye is looked at in a downward direction and the triangle 
formed by the three video images recreates the spatial layout of the spectacle for us by giving 
the impression that the characters are looking from a point on high. Contrary to western theatre, 
there is no hierarchy in the spaces devolving upon the public-no pit or dress circle-but many 
divisions coexist: the huge distance between actors and spectators, and above all, in the midst of 
this audience, the absolute division of the sexes. The installation conveys this: the link between 
the men's screen and the women's screen is non-existent. 
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two Ten Minutes a re on a ,  a 
long, infinitely res u me d  sequence .  These i ns t a l l a t ions provide open-ended exp eriences  of dura-
t ion .  With no i n  two 
fi lme d  i n  their sleep,  t h e  image of whom is projected  o n  the gro u nd ,  is i nvited into a n  intima cy 

not an t o  N o  event 
appears t o  mark the record i ng of the exempl ary non-ac t ion t h a t  is sleep, save t he impercep tible 

of a movements to 
Instead  o f  an i nvi ta tion to proj e c t  one s e l f  into the temporal i ty of a fic t ion t hat d epr ives the 

his  awa reness  Iy l iving, Ten 
a is a 

present common to the s leep ers ,  Someth i ng occurs h e re that Kiarosta m i  pursued elsewhere by 
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theatrical constraints do not facilitate the patience necessary when faced with the dearth of action 
and the very dearth of movement itself. And even if the visitor is only present at a few seconds of 
the ninety-eight minutes of Sleepers, he instantly grasps the principle and legitimacy of it. 

In other words, and more generally, it isn't necessary for the visitor to the installations to 
depend on a submitting to the image, comparable to that of the cinema sptctator, for him to 
understand the justification of the installations, those ofKiarostami in particular. The fugitive 
vision of an installation causes the complete unfolding of its process of images to be imagined. 
It is mainly this that d istinguishes a projected film from exposed moving images, independently 
of the organisation of the fictional complexity of the first and the abstraction or narrative slight­

ness of the second. 
Along with the narrativity of film, the plasticity of installation interests Kiarostami because 

this is the way that the tension established between horizontality and verticality assumes all its 
meaning. The visitor-spectator is vigorously called lIpon to experience the horizontality of the 
representation of the stretched-out bodies, projected on the ground, and which he is obliged to 
mentally oppose to the verticality of normal cinematic representation. The lattcr has this crite­
rion in common with painting. Yet it is once more to the carpet that these images are comparable: 
the visi[Or-spectators can tread upon the moving image (even though they thereby hide a part 
of it), move across it, avoid and skirt it as a precious decorative element. They can walk on this 
luminous carpet, on this light-weave standing in for the weave ofa textile. 

In fact this carpet-screen factor runs right through the oeuvre as a whole: the hill of Where Is 
My Friend's House? on which is deliberately "engraved", for the requirements of the filming, the 
layout of the path the boy repeatedly takes; the trees which vertically striate the space of the shot, 
while including the characters therein like stitches of embroidery in And Life Gats On or in Throuyh 
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Forest Without  Leaves 
I n stallation, 2005 

Iran Fou nd at ion , London 



tening effects of Forest Without Leaves refer to is . . .  the motor car! Nothing is more reducible to 
the nat ness of a shot projected on the screen than the windscreen of <I motor car which performs 
the movement of an infinite forward tracking shot in the midst of the real world (in one way 
or another Michael Snow has often demonstrated and illustrated this in his work, a work that 
is basically more conceptual than Kiarostami's). Yet from the car driver who crosses the land 
devastated by the earth tremor in And Life Goes On to the urban wandering ofTen, the world seen 
by Kiarostami is squashed like a plethora of insects against the windscreen of a car, a non-regis­
tering mobile box which gulps down the real. A painting fixed beneath glass, as it were, which 
changes completely, in accordance with what comes up. The real sticks to the "window pane" of 
the cinema screen, and the car w indscreen is endowed in Kiarostami with the twin metaphorical 
virtue of seeming to be both screen and camera. This is what Bezhad, the character in The Wind 
Will Carry Us, "theorises" in that destabilising shaving sequence: his camera-gaze very close to 
the screen (in fact the lens of the camera) seems to traverse it as far as the cinema where we <lre 
seated, thus establishing within the image an infinitely and imaginatively multi-layered flatness. 
Behind Bezhad, a woman comes and goes while extending the threads of a furufe textile creation 
(3 carpet? a tapestry?), thus reinscribing a flat, woven effect in the image background. 

It would be necessary once again to evoke the numerous unravellings of landscapes to the rear 
of so many Kiarostamian travellers, thereby reducing the depth of the world to the flatness of the 
painted panorama or the tapestry. 
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intercalated with these, two shots of transit (of men and of ducks). While the second, third and 
fourth shots are filmed or different seas at different distances, and the figures (men, dogs, ducks) 
move around parallel to the horizon line, in the initial and final shot it is the bit of wood and the 
moon which bobble to and fro on the surface of the water with the movement of the waves and the 
clouds. All the same, the intensity of Fiue (to which the privileged viewers in a cinema undoubtedly 
have easiest access) resides less in its meticulous structure than in each of its shots: in what occurs 
in them, or better yet, in what occurs within their borders. 

The shots in Fiue speak to us of the transitions from oil to water and of what cinema (made with 
water) can do. From oil to water an essential gesture of the filmmaker's has passed: that offixing a 
frame in which things may arrive. I'm thinking of windows of the cars when they stop and frame, 
as ifby chance, the world that follows their course. Or of the shots in And Life Goes On (1992) in which 
someone suddenly deposits a carpet or a lamp i n  the lower partofthe picture, without us ever seeing 
who it was, without a change of shot ever arriving to define such an apparition. This is what occurs 
at the end of the same film when, as an extended zoom opens onto the landscape, the car of the 
main protagonists reappears. What is involved, in both instances, is fixing a frame at odds with the 
little histories of men so that the latter enter unexpectedly into it and at times overflow it. It is this 
decision which shapes the whole structure of Homework (1989), shot on 16 mm, and ofTen, on video: 
the rigidity ofthe device which makes that all of a sudden a face, a gesture, fear or the company of a 
little boy appears. Video permits to increase the number of attempts (to try out different times and 
places, to work with lightweight equipment, to walk alone) and above all to increase the edges: to 
those or the rigidity of the frame is added that of duration. With video, i n  Ten Minutes Older (2001) 
Kiarostami films the sleep ofa little child and is there the moment he awakes. With video. in Fiue. 
he films the people on the promenade in Gij6n in the morning sun and is there at the moment when 
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the view, an art of the shot in all its photogenic splendour, thanks to the sense of framing and the 
taste for composition. At another level these trees in the snow evoke Chinese calligraphy, the black 
tracing of the brush on an empty background (the white piece of paper, the mantle of snow), unless 
this play of broken lines (abstract geometric motifs of a giant carpet 9randeur nature, life-siz.e?) 
inspire in the subject who beholds it that which motivates the hero of August Strindberg's Inferno: 
eloquent forms in nature which signal to us and are there to be deciphered. 

The photos of roads in different landscapes are of another kind, because one has come across 
them in the films and one rediscovers them, here, outwardly divested of all that justified their 
presence. The zigzagging hill made use of by the child of Where Is My Friend's House?(1987) has its 
photographic equivalent, albeit bereft of the presence of the character and of the dictates of the 
story line (to return the school exercise book to his classmate at all costs). And yet the photo is not 
the mnemic reminder, in the shape of a synecdoche (the part for the whole), of the scene from the 
film, but rather its surpassing, its final meaning. Were it necessary to find a coherence between 
these road photos and certain ofKiarostami's films, it would suffice to rummage through the 
final images of And Life Goes On (1992), when the vehicle leaves in search of the child, whom one 
supposes to be on the other side of the hill ,  in another village, beyond the visible line of the 
road in the landscape. There is the goal to be attained, an inaccessible, fleeting objective whose 
outcome one won't know, and which one learns when moving forward. There, where And Life 
Goes On ends (the perspective opened up by the final shots, left as it is), the photography begins. 
In front of them, one thinks of what Fran<;ois Cheng says about Chinese painting: before being 
governed by a preoccupation with the beautiful, with aesthetic principles, it is first and foremost 
"a philosophy in action."That of life, of its meaning and its goal, a point via which advancing in 
life encounters the path in nature. There is something Taoist i n  these photos of mountain road-



ways. While their photographic content bears no resemblance to Chinese landscape painting, 
they nevertheless express the existential dynamism at work within it. In Taoist thought, the Tao 
signifies the Way, but the word actually designates the road, the path. In Taoism the important 
thing is not to auain the goal so much as to know how to walk. "Do not set your mind on an exclu­
sive goal, you would be crippled when it comes to walking in the Tao", said Zhuangzi. The Way is 
never wholly traced out in advance; it traces itself as one walks it. It is impossible, therefore, to 
speak of the Way without being oneself in motion. 

A limpid cosmology emanates from these photos, every bit as Chinese in its source, in this three­
way game between earth, sky and man, inscribed in intaglio in the landscape via the convoluted 
road. The landscape consists of layers of space, striped bands of earth. Due to the action of the 
light on it, the ground becomes a moving mirror of the sky traversed by clouds. Areas of light and 
shadow organise the land masses, completing that dynamic circulation of matter which proceeds 
from the sky, an active principle, and imprints the earth, a surface receptive to the movements 
of light, in a state of perpetual becoming. 

All the roads photographed, however different they may be, share one thing: one doesn't see 
where they in fact lead, still less where they end up. Never does the road traverse or cover the 
totality of the landscape shown. To the off-screen temporality of photography (the human usage 
that has fabricated this road), the photo offering a moment of emptiness between two instances of 
man's passage, there is added an off-screen effect within the screen. I f  it so happens that the road 
begins at the lower edge of the frame (the asphalt roadway and its white lines) one has the impres­
sion that the mountain consumes it, as ifit  was gobbled up by the landscape. Due to the interplay 
of the hills in the depth of field, the road becomes fragmentary, discontinuous, non-spliced to 
itself, to the image of that photo in which one sees a road disappear at  the top of a hi l l  before 



picking up on it again further on, but just toone side, as if out of kilter. At each turn there is the 
visible part of the roadway on the side of the hill facing us, and the hidden part, at the back of the 
hill. The road doesn't link all the layers of space present in the photo; i t only proposes the partial 
crossing of them, as if each visible furrow had its invisible double, nestling in the landscape. One 
loses sight of the road because it is never given in its entire continuity, as far as the eye can see. 

The magisterial opening scene of The Wind Will Carry Us has ratified the dysfunctioning of 
the manflandscape relationship. At the top of a hill one Sees a sinuous mountain road. such as 
certai n  photographs propose. With this difference, that traversing it is a vehicle. recognisable by 
the cloud of dust it raises. While the viewer sees the scene from afar, looking down, he gets the 
impression through the sound, which recreates a conversation, of also being in the car, even if 
the camera goes on tracking the car i n  the landscape. A dual position, at once inside and olltside, 
then. Anxious to be on the right road and fearful of getting lost, the men try and locate, as an 
indication of their route, a huge isolated tree. When they say they've seen it, the viewer doesn'L see 
it within the frame. On the other hand, when the characters lose sight of it. the viewer makes it 
out within the shot. A visual and temporal, radical desynchronisation between what the charac­
ters see from their car and what the viewer sees of what t hey talk about. The photo of landscapes 
with road welds together vision. its space and its time into a single gesture. From now on the 
maniacal concern of Kiarostam i's characters (to be on the right road, to spend their time asking 
directions) has no other raisond'etre. The road is there. It teaches us inasmuch as it is to be taken, a 
tactful reminder of man's earthly existence, a simple, disjointed strip oflife in the active circula­
tion of a cosmos which surpasses and attracts it at the same time. There is no more room for man 
in these photos because each photo restores to man the final meaning of his place in this world. 
It is down to each of us to see, and to take the measure of it. 
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A bbas Kiarostami  

Bread a n d  t h e  A I / ey  (Na n ua k u c h e ) ,  1 970,  
35 m m ,  bJw, 1 1' 

B rea k t i me (Za ng -e tafr ih ) , 197 2 , 35 m m ,  
bJW, 1 4' 

The Exper i e n ce (Taj robe) , 1973 , 35 m m .  
b/w, 56' 

Th e Tra vel le r (Mosafer) , 1974 , 3 5 m m ,  
b/w, 7 1' 

Two So l u t ions  Jor O n e  Prob lem (Do rah -e 
ha l l  baray-e yek mas'a l e )  1 975 , 35 m m ,  
colou r, 5 '  

S o  Can  I (Ma n a m  m i t u nam) . 1975 . 
35 m m ,  col o u r , 4' 

Th e Colo urs (Rang- ha) . 1976 , 16 m m ,  
co lou r. IS ' 

Th e Wedding S u i l  (Leba s i  baray-e 'a ru s i ) ,  
1976 , )5 m m ,  col ou r , 54' 

Tribl/ t e  to t h e  Teach e rs (Bozorgdash t-e 
mO'aHem) , 1977, 16 m m ,  CC110u r, 2 4' 

The Re po rt (Gozaresh ) ,  1 911' 35 m m ,  
colour, 105' 

jal1a l1-Nama Pa lace (Ka kh-ejahan -Nama) , 
1 977, 3 5 m m ,  b /w, 30' 

Pa i n t ing (Ra ng -zan i ) , fro m  ( h e  se r ies 
How to Make Use ofOtir  Le is u re Ti lli e ?  (A z 
atIJghal-e faraghat-e k hod cheg u n e  e s t efade 
kon im ?, 1977, 1 6  m m ,  c o l o u r .  7 ' 

Solu t ion  (Ra)l - e  ha l l -e yek ) , 1 978 ,  16 m m .  
co l o u r , 1 1 ' 

Case No J ,  Ca se No 2 (Gha z iye s h ek l-e 
aVlJa l ,  g haz iye she k l - e  dovvom) , 1 979 , 
16 m m ,  c ol o u r, 53 '  

Too t h a che  (Da n d a n - e  da rd ) , 1980, 16 m m ,  

colou r, 25 ' 

Orde rly o r D i s o rd e rly  (ile  ta r t i b  ya bedun -e  
ta r t i b) , 19 8 1 , 35 m m .  colo u r ,  16'  

The C h o rus  (Hamsa raya n ) ,  1982, 3 5  m m .  
colou r. 16 '  

Fe l low C i t i ze n  ( Hamshah r i ) , 1983 .  16  m m .  

colour .  53' 

Fea r  and Stl sp i c i o n ,  (Tars va s uezan ) ,  1 98 4 ,  
t h i r tee n 4 5 '  e p isodes 

Firs t  G ra d e r$ (A vval i -ha ) ,  1985 , 1 6  mm, 
co l or , 84' 
W h e re is My Fr ie nd 's House > (Khaneh-ye 
d ll s t  koja s t  ?) . 1 9 87, 35  rn m ,  colour, 83' 
Hom e work (Ma shgh -e  �hab) ,  1989 , 16 m m ,  
colou r , 86' 

Close- up (Namay-e n a zd ih ) , 1990, 3 5  m m ,  

c o l o u r ,  90' 

And Life Goes O n  (Va wl degi  eda m eh 
dara d ) ,  1 9 9 2 , 35 m m ,  c o l o u r, 9 1 '  

Th rough I he  O l i ve Trees  (Z i r-e derakhtan-e 
zey t u n ) , 1994, 35 m m ,  colour ,  103' 

Dinner  fo r O n e i n  [ h e  co l l ec t i ve fi l m  
L u m i e re e t  Compag n i e .  1995 , 3 5  \TI m ,  
b/w. I ' 

lhr t h  of L igh t  (Ta va l 1 od - e  n u r) ,  1997, 
Be tacam S IP, col o u r, S' 

Tas t e  of Cherry (Ta'm-e gi las ) , '997, 
35 m m ,  c ol o u r .  99' 

The W i nd W i l l  Carry Us (B a d  mara khahad 
bord) , 1999 . 35 m m ,  collor .  1 18 ' 

AB Af)' i t' ( 1 , 2001 .  DV. co l Du r, 84' 

Ten ,  200 2 . rw, colo u r, 9 1' 

Five . 2 0 04 , DV, colou r, 74' 

10 on Te n .  2004 , d i g i ta l Betaca m,  
co l o u r , 81' 

Ti c /( e b ,  fi l m  in t h ree epi s odes d i re c [ed 
by Erma n no Ol m i ,  Abbas  K i ; uos t am j 
and  Ken Loach , 2004 , 35 m m .  col o u r.  
1 15 ' 

Correspo n d e n c e  (Corresponden c i a ) , w i th 
Vlc tor E r i ce , 2005-2006. DV, co l or 

I n s t a l l a t i o n s  

Sleepe rs,  100l ,  DV, colou r, video 
i n s t a l l a t i o n ,  98'  

Te n M i n t/to O lde r. 100 1 .  OV, colo u r ,  
v id eo i n s ta l l a t i o n , 10'  

Lool/ i ng (l{ Ta'z iye ,  2004 , v i d e o ,  colou r 
& b/w, t r ip le -sc reen project ion , 120 '  

forest wi t hou t lea tieS,  2005 

Victor Erice 

On t h e  Veranda (En la terra za) , 1 9 6 1 ,  
l6 mm, b/w, 4', sho r t  fi l m  m a d e  a s  a 
s t udent  at t h e  Offi c i a l  Fi l m  Sc hool i n  
Mad r i d  

Gauges (Entre v ras ) , 1961, 35'  m m ,  b /w, 
9', shor t fi l m  m a d e  as a s t u d e n t  at the 
O ffic i a l  F i l m  Sc hool i n  M ad r i d 

Pages of a Los t Diary (Pag in a s  de U ll dia rio 
perdido) ,  1962, 35 m m ,  b/w, 1 2" shor t 
fi l m  made as a student  a t the Officia l 
F i l m  School i n  M a d r i d  

Was t ed Days (Los d tas perdidos ) , 1963 ,  
35 m m ,  b /w, 4 1 ', short  fi l m  made a s  a 
s r udem at t h e  Offi c i a l  Fi l m  School i n  
Mad rid 
C h a l l enges (Los desaJlos ) .  fi l m  i n  t h ree 
e p i sodes d i rec ted by C l a u d i o  Guer I n .  
Jose Luis  Egea and Vic tor Er i c e ,  1969 ,  
35 m m ,  colour, 102' 

The Spir i r of the  Bee h i v e  (E I  esp{r i t u  
de  la  colmena) . 1973 , 35 m m ,  col ou r, 97' 

The Sou th (EI Sur) ,  1983, 35 m m ,  
col o u r ,  94' 

The Qu ince Tree Sun (fl sol del membr i l l o) ,  
1992 , 35 m m ,  colour.  135' 

Ques t io n s  at Twil ight (Pre9 lmta s a l  
a t a rdecer) ,  episode o f  Celebra te C i n e m a  
I O l ,  1 996 ,  v i deo,  d 

Lifel ine  (A l u mbramiento) , ep i sod e of 
the  col lec t ive fi 1 m  Ten Min u tes Older :  
The Tru mpet ,  2002 , 35 mm, b /w, 10'  

Notes.  On the  Worle of the Pa i n t e r Anton io 
Lopez i n  Madrid in th e Summ er  of 1990 
(Apu ntes.  Sob re el  t rabajo del p in tor 
A n ton i o  Lopez en Madrid en el l! e ra n o  de 
1990) , 1990-1003 , v id eo, col o u r ,  19'· 

La Mo rte  Rouge,  2006,  DV, colour 

Correspo nde nce (Corre spo n de n c i a ) ,  
w i t h  Abbas K i a rosta m i ,  2005-2.006, 
DV. colou r 



;ol're.spondence, 2005-2006 

L ETTE R  I 
From Vic tor Erice to A b ba s  Kia ros t a m i  
" T h e  P a i n ter's Ga rden" 
2 2  200') ,  9'30" 

With the presence of t he c h i l d re n :  
A u rora  L o p e z  Lope z , Ca r men M a n u e l 
Lopez a nd A nd res M an u e l L opez 

I m ages and so u nd:  Vic tor E ric e 

L u i s  Cervera a n d  Vic tor Erice  

Produc t i o n :  Na u r i Ius  F i  Ims 5. 1.. . 
com m i ss ioned by the Ce n t re de 
C u l t u ra Con tempod.nia d e  Barc e lona 
a nd La Casa Ence n dida 

L ETTE R  2 
From Abbas K i a rost a m i  to Vic tor E r ice 
" M a s h  had" 

Septem ber 2.005 , 10' 

D i rec t i o n  Abbas  K i a ros t a m i  

Prod u c t ion :  A b b a s  K ia rosta m j ,  
com m issioned by t he Cen t re de 
Cul t u ra Con temporan i a  d e  B a rce lona 
a nd La  Casa E n c e n d i d a  

LETTER 3 
From Vic tor Erice to Abbas Kiaro s t a m i  

de  l a  L u z" 
2 2  Oc tober 2005 , 20' 

With t he pa r ticipation o f  s c hool teacher 
Jose Javier  Vivas and t h  ird-year  
pr i ma ry sc h ool p upi ls  of  the  CEIP  
N u e s t ra Se n o ra de l a  L u z ,  d e  
l a  L u z  About  a n  on 
the Educ a t i o n : O pe n  You r  

cou rse r u n  b y  Professor I s a be l  
Esc udero (UNED) 

D i rec t i on :  Vic tor Erice 

Head Cesa r Romero 

Vic tor Erice,  Cesar Hernando 
Ra mon Lopes 

L u i s  Cervera 

D i rec t so u nd :  Iva n M a rin 

So u nd a ss i s tan t : Tom a s  Er ice  

Sou nd Polo Aledo 

I m age pos t-produc t i o n  
J u a n  Ped ro Diez 

Produc ti.on : Nau ti l u s  Fi l m s  S . l .  
com m is s ioned by the  Cen t re d e  
Cui t u ra Contempora n i a  de B a rce lon a  
a n d  L a  Casa  Encend i d a  

L ETTER 4 
From Abbas K i a ros t a m i  to Vfc tor  E r i c e  

"The Qu i nce " 

December  2005 , 1 2.'20" 

D i rec t i on : A bbas K i a ros t a m i  

Prod u c t i o n :  Abbas K ia ros t a mi ,  
c om m i s s ioned by the Cen t re de  
Cu l t u ra Conte mpo r a. n i a  d e  Barce lona  
and L a  C a s a  Encend i d a  

La Morte Rouge, 2.006 
Sc r ip t and d i rec t ion : Vic tor Er ice  

Head o f  p roduc tion : Cesar  Romero. 

CCCB d e l ega te p roducers : Jord i B a l  16, 
Carlota  a n d  M a r tinez 

D i rector of p ho tography: Va l e n t i n  
A lvarez  

Doc u mentary Vic tor Er ice  

Ed i t i n g : Juan Ped ro Diez 

Sou nd m ix ing: Polo A l edo 

Make u p :  Conc h a  M a r t i  

Produc l ion a s s i s t a n t :  E nok 

I m a ge post-prod u c t ion :  Doce Gatos 

E lec t r i c s :  L u i s  Rod r ig u e z  

E lec t r ic a l  m a te r i a l :  K i l owatios L u z  

L a  coartada 

Transpor t :  Fly& D r ive 

P i a n i s t :  Tat i a n a  A dez 

Vio l i n i s t :  Jose A nton io Torrado 

Costum e s :  L-7 se t and Pe r i s  

C a mera  equipment:  A s i r i a  

Produc t i on:  Nau t i lu s  F i l ms S . L .  
com m i ss ioned the  Cen tre de 
Cultu ra d e  Barce l o n a  
and La Casa Encend id a  

W i t h  t h a n k s  to : Fi lmoteca Nacional­

C i ne Dore ; Fo to teka Kutxa ,  
Donos t i a ;  A t e ne o  d e  Mad r i d ;  M u seo 
Pos ta l y Teleg ra fico-Correos y 
Telegrafos 

The Clamoul' ofthe World:  
The Silence 2006 

idea  a n d  d i rec t i o n :  
Vic t o r  Erice 

D i re c t  sou n d :  Ivan Marin 

Sound m i x i n g :  Polo A le d o  

production: C e s a r  Romero, 
c o m m i s s i oned by t he Centre de 
Cult u ra de B a rcelona 
and La Ca s a  Encend ida 



© Abbas K ia ros t ami  and  Victor Er ice  
for the i mages of the i r  works 

Correspondence  
Fron t  cover ,  back cover, p .  7 6 - 8 5 :  

Nauti lus Fi i m s s.L .  and Abbas 
K i a rostam i ,  commi ss ioned by the 
CCCB and La Ca sa Encend ida 

Victor Erice 

The Spir i t  of the Beeh ive  
p.  13 , 15 , 1 8 ,  2 0 ,  2 1 ,  23 , 25,  2 7 ,  1 0 2 :  [mages 
ceded by Video Mercury F i lms s .a .  
p .  30 :  Victor Erice A rch ive,  Madr id  / 
Photo:  Laureano Lopez Ma r tinez 
p. 3 1 :  Victor Erice A rc h i ve ,  Mad r id 
p. 3 2-35 :  I mages ceded by Video 
Mercury F i l ms S . A . / Frame s t i l l s :  
F i l mo teca Espanola ,  Madr id 

Th e So u th 
p. 1 4 ,  2S: Images ceded by Video 
Mercu ry Fi l m s  S .A .  
p. 3 6 ,  3 7 ,  40-43 : VIc tor Er ice A rc h ive, 
Madr id  
p .  3 8 :  Vic tor Er ice  A rch i ve ,  Madr id  / 
Photo: John Hea ley 
p. 39 ( top) : Victor Erice Arch ive ,  
Mad r id / Photo:  Roberto Vi l l ag raz  
p. 39 (bottom) : Vic tor Er ice Arch ive, 
l'vlad r i d  / Photo: Jose Lui s  Lope2 L ina res 

The Quince  Tree Sun and Notes 
p.  1 1 ,  1 2 ,  1 6 ,  17, 19 , 26, 27,  ! l 2 , 1 1 4 ,  1 1 6 ,  ! l 8 :  

M a r ia Moreno p.c . -CAMM C i nco S.L . 
p. 29 , 44-51 :  Mar ia Moreno p.c . -CAMM 
C inco s.L . 1 Vic tor Er ice  Arch ive, Madr id 

Life l i n e  
p. 5 2 , 5 3 ,  108-1 l 1 :  Road Movies  / VIctor 
E r i ce Arch ive, Madr id  I Photos : Jesus 
UmbrIa 
p. 105, 107:  Road Movies 

La Marte  Rouge  
p. 8 6 ,  8 8 ,  9 2 ,  93 , 9 5 ,  103 : Naut i lus F i l ms 
S . L . ,  comm i ss ioned by the CCCB and  
La Casa  Encendida 
p .  87 ( left) , 89, 90 (left), 9 6 ,  9 9 :  Arch ive 
photos :  Kutxa Fototeka, Donos t i a  
p .  87 ( r ight) ,  9 1 :  T h e  Scarlet Claw (Roy 
W i l l iam Nei l l ,  1 9 4 4) © Universa l  
P i c tures I Images ceded by courtesy of 
K i ng World Product ions ,  Inc .  

p .  88 ( r i ght), 1 0 1 :  Vic tor Er ice  Archi ve ,  
Madr id 
p .  9 2  ( r ight) : © Un iversa l P i c tures / 
Pho to :  Cour tesy of Photofest ,  New York 
p. 90: Arch ivo H i s tor ico No-Do, 
Fi l moteca Espano la ,  Madr id  
p. 9 4 :  Cour tesy of USC C i nema­
Telev i s ion L ibra ry, Los A ngeles 

Antonio Lopez 

p.  1 13 , l lS ,  l l 7, 1 1 9 : Pr ivate co l l e c t ion ,  
Ivladr id  / Photo reproduc t ion :  Un idad  
Mov i l  - Joaquin Cortes 
p .  1 2 1 :  Fundaci6n Foc u s  Abengoa, 
Sev i l le / Photo reproduc t ion :  Un idad 
Mov i l  - Joaquin Cor tes 

Abbas Kia rostami 

Bread and the A l ley 
p. 1 6 ,  6 2 :  Kanun 
p. 6 4 ,  6 6 :  Kanun I Frame s t i l l :  
Col l ec t ion Cahiers d u  c i nema ,  Pa r i s  

Breall t i m e  
p. 6 2  ( 1 s t ,  2 nd ,  Vd i mage) :  Kanun / 
V ideo capt u res :  Museo Naziona le 
de l  C i nema d i  Tor i no 
p. 62 (4th i mage ) :  Kanu n j  Frame s t i l l :  
Co l l ec t ion  Ca h ie rs d u  c i nema ,  Pa r i s  

Th e Exper ience  
p.  62 ( 1s t , md, 3rd i mage): Kanun / 
V ideo ca ptures :  Museo Naz iona le  
de l  C i nema d i  Tor i no 
p. 62 (4th i mage) : K a nun  / Frame s t i l l :  
Co l l ec t ion  Cah iers du c i nema ,  Pa ris 

The Travel l er  
p. 62:  Kanun 
p. 6 4 : KaI1ll I1 / Frame s t i l l :  Co l l ec t ion  
Ca hiers du  c i nema ,  Pa r i s  

T w o  Sol u t i o n s  {or O n e  Pro b l e m  
p.  62 ( J s t  i mage) :  Kanun  / Frame s t i l l :  
Col l ec t ion Ca h ie rs du  c i nema,  Par i s  
p .  6 2  (md i mage): Kanun 

S o  Can [, T h e  Colours ,  Tribute  to t h e  
Teachers, T h e  Report ,jahan ·Nama Pa lace ,  
Pa i n t i ng ,  Sol u t i o n ,  Case No 1 ,  Case No 2,  
Toothache ,  Orderly or  D isorderly, 
Th e Chorus ,  Fellow Ci t izen 
p. 6 2 ,  63 : Kanun I V ideo captures :  
Museo Naz iona le  del  Ci nema d i  Tor i no 

The Wedding S u i t  
p.  6 ]  ( 1 s t ,  2nd i mage) ,  7 2 :  Kanun I Frame 
s t i l l :  Col l ec t ion Ca h i ers du c i nema,  
Pa r i s  
p .  6 ]  (3 rd ,  4th i mage) :  Kanun  I Video 
captures:  l'vluseo Nazionale de l  C i nema 
d i  Tor i no 

First Graders 
p. 63 : Kanun I Frame s t i l l s :  Co l l ec t ion  
Cah ie rs du c i nema ,  Par i s  

Where I s  My Frien d's House ? 
p. 13 , 1 4 , 1 5 , 20, 5 5 , 5 6 , 59 : Kanun I C i v i te  
Fi l m s  
p .  6 1 ,  64,  70:  K a n u n  I Frame s t i l l :  
Co l lect i on  Cah iers du c i nema ,  Pa r i s  

Homework,  Close-up 
p.  63 : Kanu)1 
p. 65 ,  7 2 :  Kanun / Frame s t i l l s :  
Co l l ec t ion Cah iers du  c inema ,  Pa r i s  

A n d  Life Goes O n  
p .  1 1 , 2 1 , 5 6 , 57, 5 9 , 6 0 :  Kanun  I 
C iv i te Fi l m s  
p .  67, 6 8 :  Kanun j Frame s t i l l  a nd photo :  
Col lect ion Cah iers  du c i nema ,  Pa r i s  

Through the  Ol ive Trees 
p. 1 2 ,  1 8 :  Civ i te  F i l m s  
p .  6 8 ,  6 9 ,  7 1 -73 : Frame s t i l l s :  Co l l ec t ion  
Cah i e rs du c i nema ,  Pa r i s  

Taste  of Cherry, Th e Wind W i l l  Carry Us, 
ABC Africa,  Te n ,  Five 
p. 17,  1 9 , 2 1 ,  4 3 ,  5 5 , 5 6 ,  57, 136 -1 4 1 :  M K2 
p. 67, 6 9 ,  70,  7 1 :  MK2 / Frame s t i ! I s :  
Col l ec t ion Cah iers du c i nema , Pa r i s  

Look i ng at Ta'ziye 
p.  1 2 5 :  KunstenFEST' IVA LdesAr ts  2004, 

Academie A nderlecht ,  Brusse ls  

Sleepers 
p. 1 27 :  Courtesy of the Ca ler ie  
de France ,  Pa r i s  

Ten Minutes  Ol der, T h e  Roads of 
Kiaros tami  a nd U n t i tled 
p. 1 29 , 143-15 5 ' El isa Resegot t i ,  Museo 
Naz iona le  del C i nema di 'ror ino  

Forest Without Leaves 
p. J3 1 - 13 5 '  Cou r tesy of the V ic tor ia  
& A lbert M useum a nd Col i n  Morr i s  
Assoc ia ted ,  London 



The CCCB a n d  La Casa Ence n d i d a  
w o u l d  l i k e  to t h a n k  t h e  fo l l o w i ng 
i n s t i t u t i o n s , c o l l ec to rs a n d  p ri v a te 
indi v i du a l s  fo r t h e i r  i n v a l u a b l e  
a ss i s ta n ce i n  p u t t i ng tog e t h e r  t h i s  
e xh i b i t i o n  a n d  c a t a l og u e :  

T h e  Fundacion Fo c u s  Abengoa 
for loa n ing t h e  A ntonio Lopez 
pic t u re ,  Qu i n c e  Tree  ( 1992) , and a l l  
those  pr iva te co l lec t i o n s  wh ic h ,  
t h a n ks t o  t he h e lp a nd advice  o f  
M a r ia Lop e z ,  h a ve genero u s ly l e n t  
t h e  o t h e r  works b y  t h i s  a r t i s t .  

T h e  G a l erie  d e  France  for t he l o a n  
o f  A b b a s  K i a rosta m i's Sleep e rs .  

T h e  I r a n  Her i tage  Fou nd a t i o n ,  
Londo n ,  fo r l e n d i n g  t h e  A b b a s  
K i a ro s ta m i  i n s t a l l a t ion  Fo res t  
Wi tho u t  Leaves .  

M K 2  for the loan o f  Abbas 
K i a ro s t a mi 's Five .  

The Museo Na z i o n a l e  de l  
Cinema d i  Tor i no fo r l e n d i n g  
t h e  t wo p h o t o  ser ies  The R o a d s  
ofKiaros t a m i  and U n t i t l e d ,  a 
s e l e c tion made  by El isa  Resego t t i  
a n d  A l b e r t o  Barbera , a n d  fo r the 
loan of  Te n M i n u te s  Older  by Abbas 
K i a ros t a m i .  

M a r ia More n o  p .c . -C A M M  C i nco  S . L .  

fo r t h e  l o a n  of No tes a n d  a frag m e n t  
of Vic t o r  Er ice 's The Qu i n ce Tree 
S u n .  

Road Movies  for lend i n g  Life l i n e  
by Vic tor  E r i c e .  

Th e CCCB a n d  La C a s a  E n c e n d i d a  w o u l d  
a l s o  l i k e  to t h a n k  t h efo l l o w i ngfo r  t h e i r  
co l l a bo ra t i o n :  

D o m i n ique P a i n i  
Sylv i e  P r a s  
Be r n a rd S t i e g l e r  

Plu s :  

M i r i a m  A l z u r i  
C a r l e s  B a l ag u e 
N e d  C o m s t o c k  o f  t h e  USC C i n e m a-

Te l ev i s i o n  L i b r a ry 
M a r i e  D e l p o r te 
Ju a n  Ped ro D ie z  
S a n t i  E r a s o  
Ra m o n  Fo n t  
C a t h e r i n e  Frii c h e n  o f  t h e  C a h i e rs d u  

c i n em a  p h o t o  a rc h i ve 
J e a n - M i c h e l  F r o d o n  
R a m o n  Gaj a  
To u fa n  G a re k a n i  
Roc lo G r a c i a  
J o a n a  H u r t ad o  
K r i s t i n e  K r uege r o f  t h e  N a t i o n a l  F i l rr  

I n fo r m a t i o n  S e r v i c e  
N a s r i n e  M e d a rd de C h a r d o n  
N u r i a  M o n t e ro 
Jos O l ive r 
J a u m e  Roures  
V i rgin i a  Roy 
R i m a  Sheer m o h a m m a d i  

A n d  th ose i n s t i t u t i o n s  w h i c h  h a v e  
supp l i ed i m ages :  

A r c h i vo H i s t 6 r i c o  No-Do ,  M a d rid  
C iv ite F i l m s ,  M a d r i d  
F i l m o te c a  Espa n o l a ,  M a d r id 
F i l m o t e c a  Va s c a ,  D o n os t i a  
K i n g  Wo r l d  Prod u c t i o n s ,  I n c . ,  

N e w  Yo rk 
Ku t x a  Fo t o t e k a ,  D o n o s t i a  
M K l ,  P a r i s  
N a t i o n a l  A r c n i ve s ,  T n e  L i b r a ry o f  

C o n g re s s ,  Wa s h i n g t o n  
Un iversa l P i c t u res ,  L o s  A n ge le s  
V i d e o  M e rc u ry F i l m s ,  M a d r id 
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