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THE NAVEL OF THE CINEMATECA
The Bolivian Cinematheque of the 20th century is one of the most
important institutions of culture in the country. That noble dream of
the National Film Archive is a tangible reality, a noble continuous
action that has insisted and persisted in the preservation, custody
and enhancement of national cinema.
This Cinematheque, the actual one, the one of the XXI century, talks
with the future. She does it from this present, turning to his own
past, so fertile, so noble, full of urgencies to attest to cinema in
Bolivia.
This cultural institution has a navel, a "scar" that reminds us "where
it comes from." This allows us to recognize the valuable contribution
that was made from here. One of those wonderful efforts was the
publication of CRITICAL NOTES, a travel notebook, a blog that
allowed the viewer to get closer to the cinema.
In these texts you can see the navel. You feel the gestation of
something that bore fruit, that acquires a life of its own, that has not
ceased to be essential to think about cinema in Bolivia. A selection of
these CRITICAL NOTES is what now comes to this new reality of
plural accesses to increasingly numerous contents, but which do not
usually reach the depth of analysis represented by these texts,
arising from the desire to bring to the general public works of great
value, or reviews of foundational personalities of our seventh art.
It is about bringing together, once again, these pre-existing bodies,
the works and their creators, with the public, with researchers and
critics. This time the format allows us to go further, to take by storm
not only the sky, but these virtual spaces (the cloud), through the
most forgotten links, and many times less worked.
The Cinematheque of the XXI century does a new (old) task, her
permanent contribution to critical thinking, analysis and the
enhancement of national film heritage. She does it from the
impossible, from her own "navel" leaving behind the cornerstone on
which the theory of national cinema rests for the future.
Welcoming a new creature is cause for celebration. Seeing her belly
button is even more charming. It is a human action of recognition
and temptations. Of dreams come true. The desire to celebrate life
from the cinema in an overflow of passion became paper. Now, the
overflow reaches digital platforms, thus updating a work of enormous
value.

Loving the cinema is something more than loving life. Perhaps that is
why it is urgent to see the navel. Knowing that this is not divine
(although it is close), but a result of human action, which in its
gestures of love leaves for society the gleams of a better world.
CLAUDIO SÁNCHEZ

PRESENTATION BY THE AUTHOR
In the mid-1970s, when together with Carlos Mesa – trust having
been placed in us both, as we were then officers of the Department of
Spectacles of the Municipality of La Paz - we assumed the task of
carrying out final steps for the implementation of the National Film
Archive, the Cinemateca. This had been requested for decades by
those few who saw the value of recuperating and preserving the
collective memory contained in moving images produced in this part
of the world since the beginning of that century. Considerable
controversy had been generated throughout the world around the
question of the role of these archives in marginal and peripheral
countries, a debate bound up with a growing awareness concerning
broadened audio-visual literacy. This was understood as the opposite
of a passive attitude, merely inert consumption of spectators installed
en masse in front of screens large and small, and of the responsibility
accruing to those film archives to confront this passivity.
This debate made it clear that the developed countries were able to
call upon many instruments with which to confront a lack of critical
sense – instruments such as film societies, art- cinemas, specialized
publications etc. - which relieved the archives of educational tasks.
Meanwhile, in countries such as our own, it is not permissible to limit
their functions to the collection, storage and broadcasting of our own
film production.
Adoption of this reality makes it clear that the subsistence of archives
depends on the community’s acceptance of the need for this
safeguard, since the authorities and cultural administrators display a
complete lack of interest, whose conception and application of public
policy saw culture as of little urgency – far less so than other “more
pressing” matters. This gave rise to the idea that investment in
culture meant a huge misspending of the few resources available –
resources that would be far better used in dealing with basic service
and other such needs.
From this heightened awareness it soon became clear that the
Bolivian Film Archive (Cinemateca Boliviana) should assume other
responsibilities that could be synthesized into the idea of
cinematographic training.
This sparked the exciting project that led to dozens of published
issues of the booklet “Notas Críticas” (Critical Notes), designed to
complement series of films regularly exhibited by the. This gave the
viewer a systematic means of seeing films in each series critically,
with information regarding the career of the directors and allowing an

increase in research of our own national film production and of the
central figures within it.
Such research could be made available by digital means and
translated into other languages thanks to the work of Elizabeth
Carrasco, who has long been in charge of the Cinemateca
Documentation Center. All this will hopefully be accessible to a
growing number of Bolivians interested in knowing about the main
figures in our film history, in this way recuperating our own historical
memory. Without this our collective identity runs the risk of becoming
diluted into the uniform and homogenized condition offered by
globalized technocratic capitalism. With it, we will have a fresh
impulse to spread this history to readers in other parts of the world
who are emerging from the difficulties inherent in marginality in the
context of the crushing weight of the influence exerted by the owners
of monopolies and the administrators of networks and platforms.
PEDRO SUSZ K.

Exactly one century ago, Bolivia added to the amazement – shared by
all countries – of moving images.
With the arrival in La Paz of the Biograph, on the 20th June 1897, a
marvelous adventure began to run.
Throughout this century, thanks to the efforts of its pioneers, the
talent of its creators, to everyone's vocation to be, Bolivian cinema
chase bravely their place under de sun.
As homage to this fascinating search, of epic edging, said without
exaggerating one iota, as part of the diverse commemorative events
of the First Centenary of Cinema in Bolivia, we deliver this
Chronology, of which versions in English, French and German will be
published soon, so as better to disseminate our image throughout the
world.
This is another contribution of the Cinemateca Boliviana Foundation
to the culture, the memory, and the self-assessment of the country.

PRESENTATION
Any attempt to compress a history like that of Bolivian cinema, which
by now covers 100 years, within the confines of a single article,
always brings with it risks of simplifications, forgetfulness or
Manichaeism.
For this reason, instead of embarking on complicated paths of critical
reading it seems preferable to attempt an overarching, ordered and
chronological vision that might yield to the possible reader a roughly
panoramic first view of the phenomenon described.
That has been precisely the methodology adopted for this piece,
awaiting greater knowledge to be possible of the most outstanding
features of the adventure of our cinema.
Before starting off, however, it nonetheless proves appropriate to
offer some clarifications. Upon its creation in 1976, the Cinemateca
Boliviana took upon itself the essential task of salvaging Bolivian
audio-visual memory. That objective comprised two types of practical
action. On one hand, basically the restoration of the films
themselves, on the other, a deepening of the research surrounding
this history, still recent and yet already besieged by oblivion.

Fifteen years later we have a better knowledge of what was done and
how. The first battles against oblivion have been won. Others remain,
but from an advanced position they can doubtless be faced, and
certainly in better conditions.

2. A CINEMA OF PIONEERS
To try to qualify Bolivian cinema through a single generic concept is
certainly no simple task: however, it could be said generally that our
cinema has been the work of long-standing pioneers. Bereft of all
state support, cinematographic activity was only possible thanks to
the personal effort of the filmmakers themselves, who were in many
cases running the risk of losing their entire estate.
Though this was not its only characteristic, it was almost certainly the
most dramatic. Another distinctive trait in our cinema is its
permanent adherence, ever since the very first attempts, to the
country’s reality, generally with a critical viewpoint, deeply
questioning of this reality. It is as if the primary need to see
ourselves on the screen had generated another urgency, that of
looking behind the country’s dramas so as to find the causes.
And the admirable thing is that, despite economic hardships, such
introspection
was
achieved
through
resources
of
high
cinematographic quality. For this reason, paradoxically, a cinema of
scarce quantitative development was able to reach a high degree of
qualitative progress. Testimony to this, are the innumerable
international prizes won by Bolivian films. But also the growing
devotion of national audiences to their own cinema, a medium of
expression in which they found themselves faithfully represented and
in solidarity accompanied in their hazardous daily lives.

3. CHRONOLOGY OF THE SILENT ERA
1897: The cinematograph arrives in Bolivia and the first projections
made in the La Paz Municipality Theatre, which since then, would
become one of the most frequently used theatres, above all for the
premieres of many films during the silent era.
1904: In accordance with the data that currently exists, this was the
year of the first filming undertaken in Bolivia. The first national film,
entitled “Portraits of Historical and Current Personages”, was limited
precisely to showing governmental authorities and other personalities
of that era.
1905: The entrepreneur Enrique Casajuana’s Biógrafo París (Paris
Biograph) arrives. Its presentations achieve the first significant
success with the public.
1907: The Biógrafo Olimpo, another of the itinerant companies that
used to travel through our territory, films and shows a short
documentary about “The Installation of the National Congress”.
1912: Luis Castillo y J. Goytisolo begin working. Despite the
persistence of some doubts as to which of these two directors can be
considered the first Bolivian filmmaker, it’s taken for granted that
Castillo was the great precursor of our cinema, to which he remained
linked for a great number of years. His first films were the typical
“Local Views” (Vistas Locales): in other words, brief records of daily
occurrences: parades, masses, processions, wanderings, etc.
1913/20: During these years the spectacle offered by the Biograph
becomes established slowly among the customs of Andean society.
This is a gradual advance, considering that most of the population
lived in rural areas, in addition to being on the fringes of all possibility
of access to the culture preserved as a privilege for the limited
literate classes. In 1915, for example, four regular cinemas were
operating in La Paz: the old Biograph Paris, the Municipality Theatre,
the Cinema Teatro and the Cinema Edén.
Despite the lack of precise data, it is correct to assume that during
these years, Castillo and other Bolivian filmmakers were persevering
in shooting short documentary films. Instead, there is certain
evidence of the moves of foreign cameramen through our country.
Thus, in 1916 the German expedition led by Professor Müller made a
filmic record of his journey to Tiahuanacu, this being one of the few
documentaries from that time that have survived. Also in 1920 a
Swiss cameraman passed through the country and took several shots
that he would late group together under the title “Bolivia, Switzerland

of America”.
1921: The American Production Company Paramount presents to the
Bolivian audience a film entitled “La Paz – Bolivia”, in which, to judge
by comments made by the press at the time, “our city is presented as
the city of the mountains”.
By that time Bolivia was incorporated definitively to the world film
exhibition circuit, meanwhile hoarded by the United States´ film
industry, which had taken advantage of the time of the 1st world war
to displace the European industry. Hollywood was just emerging, but
the distribution channels were beginning to be under the control of
American producers. The cinematographic dependency of Bolivia, just
like that of other Latin American countries, dates from this period.
1923: After having worked for several years in Argentina arrives in
Bolivia, the Italian-born filmmaker Pedro Sambarino, another of the
fundamental pillars of the Bolivian silent cinema. Shortly after
Sambarino’s arrival he creates the company Cinematográfica
Boliviana S.A., later turned into Bolivia Films. One of the earliest local
attempts of the filmmaker is a “La Paz News”.
1924: Sambarino films “For my Homeland” (Por mi Patria), a
documentary of certain importance which receives favorable press
comments and well received by the public. In fact it was made up of
a series de short films put together with the intention of presenting
an overall vision of the country and its customs. This was also a
production made with a view to the celebrations to mark the
Centenary of the Republic, to be held the following year.
1925: The 14th July saw the premiere of “Aymara Heart” (Corazón
Aymara), considered the country’s first full-length feature film. This
was an adaptation of “The orchard” (La Huerta), a play by Ángel
Salas, and was directed by Pedro Sambarino. Sambarino, who had
installed a complete processing laboratory for developing and copying
films, enjoyed the support of Raúl Ernst as producer of the film. The
actors were members of the Dramatic Lyric Circle (Círculo Lírico
Dramático) directed by Julio Cesar lbargüen. The plot put in scene a
native drama, influenced without doubt by indigenist literature and
theatre. Lurpila, the protagonist, is trapped between the distrust of
her father Colke Chuima, the hatred of her stepmother Summa
Pankara, the jealousy of her husband Khana Aru and the harassment
of the butler of the estate in which they all live. Besides, she is
unable to free herself of the memory of her lover Kilco. The tragedy
will explode when Lurpila is judged by the chieftain of the community
and condemned to die alongside her lover.
For the film’s projections there were especially-adapted parts of the
repertory of the maestro Adrián Patiño. Apparently certain scenes

filmed in Calacoto, where the uprising of the community against the
butler´s despotism was related, caused irritation among the wealthy
population, who must have seen in it a kind of announcement of the
great indigenous rebellions which were indeed to follow shortly
afterward, and not in the fictional confines of the screen.
Certain data suggest that that in that same year, 1925, another
Bolivian full-length feature was produced, but its public presentation
was prevented by the intervention of the censorship. The reason was
that José María Velasco Maidana´s film entitled “The Lake Prophecy”
(La Profecía del Lago) dealt with a love affair between a low-ranking
servant and the wife of the estate owner. Such a flouting of longestablished structures, impregnated with racial and social prejudices,
could not be easily digested by the guardians of “public morality”,
who even attempted to seize the film so as to burn it.
1926: On 9th September another full-length Bolivian film was
premiered. This time the theme was from a work by the archaeologist
Arturo Posnansky, rigorous researcher of pre-Columbian cultures. The
film, entitled “The Glory of the Race” (La Gloria de la Raza) was made
up of four acts during which a scientist, doubtless Posnansky himself,
goes through the tracks of those cultures from the Urus to Tiwanaku,
guided by an old native sage. The film was clearly of didactic intent,
aimed at revealing the knowledge acquired by Posnansky to the
public. Luis Castillo collaborated in the filming, for which size models
were used.
All that has survived of this film is a small leaflet brought out to mark
the premiere, in which a detailed description is given of the plot, and
some blurred photographs taken during shooting are also included.
1927: During this year Bolivian society was shaken by a judicial case
which had vast repercussions: the sentencing and execution by firing
squad of Alfredo Jáuregui, youngest son of a family accused of the
assassination of former president General Pando. In accordance with
the legal procedures in force at the time, lots were drawn to decide
which of the three brothers convicted of the crime would be executed.
A kind of sinister grimace of destiny indicated that these lots would
save the elder brothers and condemn Alfredo. Despite intense efforts
and movements in favor of clemency for the prisoner, political
pressures eventually prevailed and Jáuregui was shot.
Those events recorded in two films. One was made by Castillo under
the title “The execution of Jáuregui” (El Fusilamiento de Jáuregui).
The other, made by Posnansky, was called “The somber tragedy of
the Kenko” (La Sombría Tragedia of the Kenko). These two national
works had severe problems with censorship, which sought to
suppress their exhibition out of fear, primarily, of their later being

shown abroad. However, despite Castillo’s detention and the demand
for the films to be handed over and archived in the Supreme Court
along with the acts of the trial, the premieres of both were finally
allowed.
Castillo’s film was a short which limited itself to showing scenes of the
execution itself. Posnansky, though, produced a five-reel mediumlength film in which the full chain of events was shown, from the
assassination through to the trial and ending with the execution.
1928/29: During this two-year period a few documentaries were
made that referred, generally, to President Hernando Siles’ frequent
journeys to various parts of the Republic. Foreign camera crews
would still occasionally arrive. Posterity has registered the passage of
the crew in charge of the German newsreel “Deulig Woche», as well
as that of the English filmmaker Bee Mason, author of a full-length
documentary entitled “From the Plains to the Andes” (De los Llanos a
los Andes).
The most important event, however, is the creation of production
company Urania Films, headed by José María Velasco Maidana who, in
1928, made the short films “Indian Dawn” (Amanecer Indio) and
“Pedrín and Pituca”.
Over the second half of 1929, Velasco Maidana was engaged in the
making of “Wara-Wara”, a fundamental title in our silent cinema.
Based on a plot written by Antonio Díaz Villamil, this film tells a story
set in the times of the Spanish Conquest. Because of its aims, as well
as the magnitude of the project, it was something akin to a superproduction of Bolivian silent cinema, in relative terms of course.
Initially the film was meant to have been entitled “Decline of the Land
of the Sun” (El Ocaso de la Tierra del Sol). However, problems with
the protagonist hindered the project’s continuity. Part of the scenes
filmed for this first plot, were later incorporated into “Wara-Wara”, in
which the flower of the intelligentsia of the time served as the cast.
Those participating in the film included the painter Arturo Borda, the
sculptor Marina Núñez Del Prado and poet Guillermo Viscarra Fabre.
Performing along with them were the popular actor Emmo Reyes and,
in the leading role, Juanita Tallansier.
1930: The beginning of the year saw the premiere of “Wara-Wara”,
which enjoyed notable success with the public. Towards the middle of
the year, Velasco Maidana presented “Urania News N. 1”
(Actualidades Urania N. 1).
1932/33: Mario Camacho, a young man from Cochabamba who had

made his debut in “Wara-Wara” working simultaneously on various
technical tasks as well as a supporting role, joined José Jiménez and
Raúl Durán Crespo with the aim of make a new full-length fiction film,
under the provisional title of “The Son of Choqueyapu” (El Hijo de
Choqueyapu). However, those anxious years, immediately previous to
the dramatic outbreak of the Chaco War, advise to get in tune. In this
way the original project was remade in order to become the film
“Towards Glory” (Hacia la Gloria). The plot, audacious for its time,
shows a young woman of social standing committing a certain
amorous impropriety with the Minister of War. The ashamed young
woman decides to abandon the resulting child on the river
Choqueyapu, from whence it is rescued by a peasant couple. It is
then brought up by them in the bosom of their community. The boy,
having reached adolescence, goes into the city and falls in love with
another well-off girl, but is rejected and decides to join the Air Force.
He becomes a valiant aviator until he falls wounded in combat. In the
hospital, the nun who takes care of him suddenly discovers that he is
the abandoned child of years back. This discovery leads to others: his
beloved turns out to be his sister and both are children of the Minister
of yore. The disenchanted young man decides to leave and wander
aimlessly.
The main roles were played by Matilde Garvía, Donato Olmos, Manuel
Sagárnaga, Enrique Mendoza, Valentina Arze and Arturo Borda, who
was also called upon to direct some scenes. The war scenes were
filmed with cooperation from the Armed Forces besides some scenes
included were taken from World War documentaries.
All the processing of the film, including the tinting of the scenes into
various tones, was done by the filmmakers themselves. They also
made the promotional posters and set up a complicated system of
phonographs which were situated behind the screen, for the film’s
sound accompaniment. This method of synchronization, still
elementary and precarious, gave rise to “Towards Glory” (Hacia la
Gloria) being heralded as the first Bolivian sound film.
1933/36: The outbreak of the conflict between Paraguay and Bolivia
soon became the subject of great interest to filmmakers. There was
no shortage or projects, but as ever few of these were finally
realized. Among those frustrated we might mention Mario Camacho’s
film “Alert” (Alerta).
Luis Bazoberry, a photographer by profession, joined the army to
work in aerial photogrammetry. This allowed him to move freely
within the scene of combat, photographing events. Bazoberry also
carried with him a small film camera with 25 seconds of charging
autonomy. With this he recorded a great number of scenes intended
for the film. Unfortunately the terrible climate of the Chaco destroyed

much of this material. With the rest, once the war was over,
Bazoberry travelled to Barcelona. There he developed and put
together his film, adding fixed photography as well as a soundtrack.
The result became known as “The Chaco War” (La Guerra of the
Chaco) or “Green Hell” (Infierno Verde). It did not have any great
success in its exhibition, either in Bolivia or in neighboring countries.
Only now is it possible to understand the testimonial value of this
film, of almost one hour’s duration, whose most spectacular moments
are those that record the signing of the armistice and fraternization
between enemy troops.
Another film was “The Chaco Campaign” (La Campaña del Chaco) by
Juan Peñaranda Minchín in collaboration with Mario Camacho and
José María Velasco Maidana in the laboratory tasks. This full-length
feature, with texts by Casto Rojas, consisted of 11 reels. Once
concluded it was offered for consideration by General Kundt,
commander of the campaign forces, who did not prove to be
particularly satisfied with the result. However this was not reflected in
the opinion of the public, which welcomed the premiere, held on July,
1st 1933 with genuine enthusiasm. With this the film became the first
great success of Bolivian cinema’s silent era.
Naturally foreign companies also showed interest in filming these
events. Even Kundt advised negotiation with the North American
Paramount to make a propaganda feature. This did not work out, but
Paramount was nevertheless inspired by the war to make a fiction
film entitled “Wings over the Chaco” (Alas sobre el Chaco) in which
history becomes mere background and a sentimental melodrama
occupies the privileged space.
The German company UFA was also moving through the trenches,
and from there took material for one of its monthly newsreels,
presented under the apocalyptic title “War in the Green Hell” (Guerra
en el Infierno Verde).|
However, time was running out for silent film. June 1933 saw the first
showing of “History of Aymara Decadence” (Historia de la Decadencia
Aymara) possibly a rerun of some of the old films shot during the
previous decade. This was the last for several years. The local, craftoriented companies, which, carried out the entire process of
developing and editing, were rendered obsolete by the new sound
technology. In these circumstances the precarious nature of Bolivian
cinema, ultimately an effect of the country’s global dependency,
condemned it to a prolonged silence which would only be broken
some twelve years later.

4. CHRONOLOGY OF THE SOUND ERA
1930: We must go back for a moment to the beginning of the 1930s.
In June this year, the Municipal Theatre was the scene of the first
sound projection. However, the advance of this novelty was slow,
though certainly irreversible. In the mid-30s, tests and experiments
were still being done to improve the quality of sound projections,
without the results having seemed to completely satisfy the public.
In any case, for Bolivian cinema it was a hugely important
crossroads.
1947: Kenneth Wasson, a North American who had reached Bolivia
some time previously, founded the production company Bolivia Films
in which Jorge Ruiz, the most important documentary-maker of the
contemporary era, would take his first steps.
1948: To mark the celebration of the 4th Centenary of the
Foundation of La Paz, the company Emelco makes a feature-length
documentary entitled « At the Foot of Illimani” (Al pie del lllimani).
This, in truth, was a succession of short films, each dedicated to one
aspect of that celebration. Nonetheless, I believe that this can be
legitimately considered the first feature-length Bolivian sound film.
In that same year, Ruiz meets Augusto Roca, a brilliant technical
operator, with whom he will team up. This pairing will prove
inseparable and a fundamental presence in this new era of Bolivian
cinema.
1949: Under the direction of Alberto Perrín Pando, with the
cooperation of Ruiz and Roca, the first Bolivian colour film is shot.
This was the short “Where an Empire was Born” (Donde nació un
Imperio), filmed on the Island of the Sun (Isla del Sol, Lake Titicaca).
It sets out to salvage the memory of the Inca Empire’s origins.
1953: In March this year, almost exactly 11 months after the
Revolution of April, 9th, 1952 which definitively changed the face of
the country, the INSTITUTO CINEMATOGRÁFICO BOLIVIANO (Bolivian
Film Institute) was created following a decision by the MNR
government of that time.
This was the last attempt at state support for the cinema. Directed at
first by Waldo Cerruto, the I.C.B. had to serve as a promoting entity
of the development of national cinema. Sadly, with the passage of
time this primary objective was abandoned and the Institute was
reduced to an agency of governmental propaganda.
Despite this, the I.C.B., throughout its existence, has carried out two
fundamental tasks. In the first place, by means of hundreds of

documentaries and newsreels, it has left a historical testimony of
those transcendental events. All the basic facts of the national
revolution were set down in moving images. One the other hand, the
Institute proved a confluence of all those who would later become
protagonists in the most brilliant era of our cinema. The I.C.B.
subsisted until 1968 when, upon the creation of the national TV
channel Canal 7, it was dissolved and its entire patrimony ceded to
the new institution.
Also in 1953, Jorge Ruiz filmed “Come back, Sebastiana” (Vuelve
Sebastiana) a short film which, in a recent survey among critics,
filmmakers and others linked to this activity, was chosen as the most
important film in the history of Bolivian cinema. Notable for its visual
fidelity to the culture of the Chipaya people, this documentary shows
the hard living conditions of this ethnic group, struggling against
extinction, besides depicting its ancestral customs with respectful
emotion. The main value of “Vuelve Sebastiana”, however, lies in the
fact of transcending its anecdotal plotline to become a true call to a
return to roots. What is more, it was the first Bolivian film to obtain
an international prize, which it won at the festival organised by
SODRE (Montevideo).
1954: Jorge Ruiz sets out to make the first Bolivian sound full-length
feature. Its title would be “Behind the Andes” (Detrás de los Andes)
and another participant in the project was Gonzalo Sánchez de
Lozada, founder of the production company Telecine, Hugo Roncal
(who appears here as protagonist and would later become a director
of documentaries), and Raúl Salmón, who the previous year had
taken on the first attempt at writing a history of Bolivian cinema
through an article published in the newspaper La Nación.
Various problems with production prevented the conclusion of the
project. However Telecine later produced some important
documentaries such as “Juanito can read” (Juanito Sabe Leer) and “A
Bit of Economic Diversification” (Un poquito de Diversificación
Económica), both directed by Jorge Ruiz along the lines of divulging
government projects.
Another fundamental event, which came in 1954, was the entry of
Oscar Soria to the cinema. One of his short stories, called “Those that
never were” (Los que nunca fueron), was filmed by Ruiz in Ecuador.
In this way Soria, up to now exclusively a writer became the
scriptwriter by excellence of contemporary Bolivian cinema. Around
him, three generations of national filmmakers have articulated their
craft, a fact which has given him legitimate cause to be considered
the true patriarch of Bolivian cinematography.
1956: Ruiz makes “Earth voices” (Voces de la Tierra), another of the

important documentary shorts that he contributed to Bolivian film
production. This was an effort to retrieve the value of folklore as a
cultural pillar of national identity.
1958: Jorge Ruiz films his first feature, which is finished under the
title “The Spring” (La Vertiente). Although this is a fictional story, the
documentary-maker comes to the surface repeatedly during what is
clearly a neorealist – inspired film. The plot tells of the collective
effort of the people of Rurrenabaque to build its own drinking-water
system. Superimposed upon this thematic line is a love story between
the local schoolmistress and a hunter of caimans, as well as the
dramatic crux of the film; the illness suffered by one of the
schoolchildren who is affected by a parasitic disease. It is precisely
this fact that makes the community action necessary. Despite the
precarious nature of its conditions of production, the film contains
some moments of genuine quality, and displays a narrative maturity
not previously reached by Ruiz.
1959: A return to Bolivia, after studies in Chile, for Jorge Sanjinés
Aramayo. Sanjinés has without a doubt been the central figure of
contemporary Bolivian cinema and an essential presence in Latin
American cinema. Soon after his arrival in 1959 he created, along
with Oscar Soria and Ricardo Rada, the Kollasuyo group. This was the
seed of a conjunction of creative wills that was able to give Bolivian
cinema the dimension it acquired soon afterward.
1961: By way of practice, Sanjinés makes his first short film in
Bolivia. This is “Dreams and Realities” (Sueños and Realidades), a
propaganda film for the National Lottery.
1962: To commemorate the 10th anniversary of the April Revolution,
Jorge Ruiz makes the medium-length “The Mountains Don’t Change”
(Las Montañas no Cambian), a kind of panorama of the changes that
have occurred in the country during that decade. With a clearly
apologetic tone the value of this long documentary is Ruiz’ filmic
capacity and his overall vision of a Bolivia that has changed beyond
doubt.
Hugo Roncal, who has meanwhile become a director, makes one of
his most important films: “The World We Dreamt” (El Mundo que
Soñamos). Here, the story of the making of a puppet is told from the
point of view of the sheet of newspaper used to create it. It acquires,
above all, a beginning, and a clearly-defined poetic tone, then to turn
itself into a propaganda message for certain government actions.
For his part, Sanjinés shoots “One day Paulino” (Un Día Paulino),
another short belonging to the same tendency.
1963: Sanjinés and Soria, overcoming innumerable obstacles, offer

our cinema their great/small masterpiece, the short “Revolution”.
Called by some “The Potemkin of Sanjinés”, it takes up just over 10
minutes and makes use purely of images put together with marked
cinematic judgment. It offers a perfect synopsis of the country’s
history, its poverty, the unbreakable popular spirit and the
repressions that occur without pause.
“Revolution” brought Sanjinés the first of the innumerable
international prizes that he would obtain throughout his career, at the
Leipzig Festival.
1965: Sanjinés, by now definitively in possession of his narrative
tools, again uses a script by Soria to approach to mining theme that
he would come to revisit so often.
The result is “Aysa”, another notable film in which images speak, and
even shout, with no need for additional support. They manage to
penetrate the nucleus of the drama of these underground workers.
1966: Sanjinés makes his first feature film, produced by the I.C.B.:
“Ukamau” is also the first film in Aymara. This film, from which the
group of Sanjinés, Soria and Rada, will take its name, tells its story
with the participation of Hugo Roncal as photographer. The theme is
the injustices and discrimination suffered by the indigenous people at
the hands of groups of wealthy mestizos. On this occasion, however,
it will all end with the vengeance of the Aymara whose wife was
assassinated by a mestizo. “Ukamau” is marked by a notable rhythm,
based on the perception of time among the cultural group portrayed,
and an extraordinary beauty in its images. This is the definitive
awakening of our cinema, which has become the nearest form of
expression to the profound changes that are happening in the
country.
Mention must be made of the presence of actors like Benedicta
Huanca and Marcelino Yanahuaya, accompanied by Néstor Peredo.
This is a combination of natural actors and others with a certain
previous theatrical experience, a resource that Sanjinés will again
use, always with effective results.
1968: A return to the country after finishing his studies in the USA
for Antonio Eguino, the other fundamental maker of feature films in
our contemporary cinema.
The I.C.B. was closed as Canal 7 was born. Through a curious
confusion of concepts, the State is putting an end to its only attempt
at support for national cinema.
Using part of the material filmed for “Behind the Andes” (Detrás de

los Andes), Jorge Ruiz is finishing the feature film “Mina Alaska”,
possibly one of the few films in world history in which the time that
has elapsed in the plot is effectively the time that went by until the
film was finished. The story, of the gold-hunting adventurer Charlie
Smith, is interspersed with the movements of a German woman played by Christa Wagner - eager to reach the same goals. However,
the overall structure of the film did not surpass a merely reasonable
level.
1969: The Ukamau group, which has since been joined by Antonio
Eguino to take on its photographic tasks - his specialty - is filming
“Yawar Mallku”, the second fundamental work in the Sanjinés
filmography. This film, the first in Quechua, denounced the massive
sterilization of indigenous women by members of the so-called Peace
Corps. On this central thematic line is articulated the process of a
coming to awareness of a peasant who has migrated to the city,
where he will realized that he is in all ways excluded from that racist
and discriminatory society. Such verification will end up sending him
back to the bosom of his original group. Again played by natural
actors, especially the same central figures as in “Ukamau”, and the
cast completed by one or two with previous experience, the film was
on the point of being prohibited by the municipal authorities. Only an
intense mobilization of public opinion stopped this, and “Yawar
Mallku” in the end had a decisive influence in the expulsion of the
Peace Corps, taken place shortly afterwards.
This same year saw the arrival in Bolivia of Luis Espinal, a Jesuit
priest who became an essentially reassuring presence in Bolivian
cinematographic culture, especially through his work as a critic,
author of texts and teacher of a whole generation. Espinal was
assassinated in 1980.
In another line parallel to that of the political, committed cinema of
Sanjinés, two films were being made during the year that belonged to
the ever-renewed attempt to make commercial cinema. These were
“Going Back” (Volver) by Germán Becker, Alberto Pacciello and Jorge
Ruiz, and “Crime Without Forgetfulness” (Crimen sin Olvido) by Jorge
Mistral, the first coproduction with Argentina and Chile.
In both cases, folklore and landscaping attempt
precarious plotlines, without unduly felicitous results.
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1970: Sanjinés and the Ukamau Group make “The Death Roads”
(Los Caminos de la Muerte), a film which was never completed due to
a curious accident recorded in the German laboratories where the
material had been sent.
Antonio Eguino begins to go his own way as a director, filming the

documentary short “Enough” (Basta),
nationalization of Gulf Oil Company.
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1971: Given the impossibility of finishing «Los Caminos de la
Muerte”, Sanjinés and the Ukamau group begin the shooting of “The
Courage of the People” (El Coraje del Pueblo), the work that will mark
a definitive inflection in the director’ filmographic trajectory. The
political tone becomes more radical and there is an abandonment of
the fiction film methods belonging to the commercial cinema of the
industrialized countries. This film, the first made by Sanjinés in color,
relates the events of the massacre of San Juan registered in June
1967, as a consequence of which dozens of mine workers were killed.
The direct testimony of the actual protagonists and survivors of the
event takes the place of the previous imaginary script. On the other
hand, the film begins with the telling of a historical viewpoint that
attempts to link the killings of 1967 to a long list of similar
occurrences registered throughout the life of the republic.
Described by the French critic Hennebelle as one of the 20 most
beautiful films in history, “The Courage of the People” (El Coraje del
Pueblo) won several international prizes and became a cornerstone of
the New Latin American Cinema.
1973: As a consequence of the military coup that put an end to the
government of General. J. J. Torrez, cinematographic activity was
obligatorily relegated to a parenthesis. Sanjinés is forced to emigrate,
producing the division of the Ukamau group into two subgroups, one
of which was headed by Sanjinés and the other by Soria-Eguino.
Now in Peru, Sanjinés shoots “The Main Enemy” (El Enemigo
Principal), a film that marks his definitive transit towards new
narrative forms and to a personal dramaturgy made relevant to the
perceptive customs of the new essential recipient of his work: the
inhabitant of the countryside and heir to the Quechua-Aymara
cultures.
1974: The first feature film by Antonio Eguino, “Small Town” (Pueblo
Chico). The painful vision, bordering on pessimism, a characteristic of
all Eguino’s filmography, comes clearly to the surface in this story of
the young man’s return to Sucre, after having lived abroad, only to
find everything changed and that the agrarian reform has been to
some extent a failure since it has not managed to break old
sociocultural divisions.
The Llama de Plata (Silver Llama) Festival is inaugurated, under the
auspices of the Centre for Cinematographic Orientation, Bolivian
branch of the O.C.I.C., whose aim is to give an incentive to the
import of the quality cinema, with yearly prizes for the best film
premiered during the previous period.

1976: Creation of the Cinemateca Boliviana through the initiative of
Mario Mercado V.G. in the name of the Town Hall of La Paz, Amalia de
Gallardo through the C.O.C. and priest Renzo Cotta through Don
Bosco. Founding this entity aimed at recuperating the country’s
cinematographic memory, Amalia de Gallardo and Renzo Cotta offer a
new contribution to national cinematographic culture, of which they
have been permanent driving forces. Pedro Susz K. and Carlos Mesa
are designated to direct the new institution.
Also is created the Cóndor de Plata prize, as an incentive to the
making of national short films.
The brothers José and Hugo Cuellar Urizar, Bolivians resident in
Brazil, bring to the screen the Carlos Medinacelli novel “Starry Eyes”
(La Chaskañawi), without managing to capture the essential spirit of
the text.
In France Alfonso Gumucio Dagron, a Bolivian student at the
I.D.H.E.C., makes “Gentlemen Generals, Gentlemen Colonels”
(Señores Generales, Señores Coroneles), a documentary montage
concerning the political upheavals that beset the country in 1971.
1977: Following his line of research into a new dramaturgy, Sanjinés
films “Get out of Here!” (!Fuera de aquí!) in Ecuador. In this film he
returns, to some extent, to the themes of “Yawar Mallku”, adapting
them to the narrative forms he is exploring.
Antonio Eguino films and premieres his second feature film,
“Chuquiago”, a portrait of the city of La Paz, through four stories that
render the social hierarchy of its inhabitants. The film makes up part
of the new current of “possible cinema” (cine posible) active in the
Latin American cinema, according to which it is necessary to produce
work that, without renouncing their critical accent, may be shown in
the countries affected by severe political restrictions.
Demonstrating the validity of the proposal, “Chuquiago” becomes a
notable public success, being the film that made most money at the
box office that year and one of those attracting the greatest public
interest in the history of Bolivian cinema. Moreover, it is the subject
of great interest abroad.
Jorge Guerra Villalba made “The Enchantment of my Land” (El
Embrujo de mi Tierra), a journey through the country’s diverse
geographical regions and customs, linked to a romantic story of little
dramatic consequence.
1978: On the occasion of the celebration in our country of the VIII

Juegos Deportivos Bolivarianos (Bolivarian Sporting Games), Miguel
Angel lllanes made a feature film and a full-length documentary about
them, registering essentially the official ceremony, but also the
competitions held in the city of La Paz.
In its last cabinet meeting, the government of General Hugo Banzer
approved D.L. 15604 The General Law of Cinema, through which the
Autonomous National Council of Cinema (CONACINE) was created,
and mechanisms of incentive and promotion to national cinema are
established. However, all this remained in the realm of good
intentions and proposals, since the text is only applied partially.
1979: Jorge Ruiz, who had continued to make innumerable
documentaries both at home and abroad, films “The Clamour of
Silence” (El Clamor of the Silencio), dedicated to the hundred years
of maritime reclusion. This is beyond doubt Ruiz’ best work of recent
decades.
Hugo Roncal directs another fundamental short “The Ayoreos”, a
touching portrayal of the life and customs of the homonymous Chaco
tribe.
1980: Paolo Agazzi, the Italian filmmaker settled in Bolivia, directs
“Hilario Condori, Peasant” (Hilario Condori, Campesino), a
documentary about the problems of immigrants from rural to urban
environments.
Danielle Caillet, wife of Antonio Eguino with whom she collaborated in
his various feature films in still photography, moves into direction
with “Warmi”, a short film in which she deals with the harsh
conditions suffered by female Bolivians, through the testimonies of
women belonging to a variety of activities and social circles.
1981: Hugo Boero Rojo, a novelist, journalist and researcher into the
country’s flora, fauna and archaeological traces presents the fulllength documentary “The Sacred Lake “ (El Lago Sagrado), an
attempt to reconstruct the cultures that flourished around Lake
Titicaca, besides displaying the riches submerged there.
The brothers Cuellar Urizar return to this country to make their
second feature film: “The Celibacy” (El Celibato), a free adaptation of
the Manchay Puito legend with severe flaws in terms of dramatic
structure, setting and handling of actors.
1982: First feature film by Paolo Agazzi: “My Friend” (Mi Socio). The
journey of a lorry-driver from the western side of Bolivia and his
young assistant, born in the Bolivia´s eastern zone, is used to
construct a picture of the country, from Santa Cruz to La Paz,

detailing geography and local culture. With a clear country integration
message, the film offers excellent moments, along with other hesitant
moments, but its importance resides in the fact that it is the first
fiction feature film to abandon the Aymara-Quechua area to look at
other regions of national reality.
1984: In the midst of the worst economic crisis of the century,
Bolivian cinema seems, paradoxically, to be entering a new phase of
febrile activity.
Paolo Agazzi is making another short: “Opening a gap” (Abriendo
Brecha). Here again, his integrating vision is in evidence as he tackles
the problem of migrant workers employed in the sugar cane harvest.
Along with Agazzi, in photographic tasks, works Armando Urioste, a
Bolivian filmmaker who graduated from the film school of Lodz
(Poland).
Antonio Eguino fulfills his long-standing aspiration to make a film that
refers to the events of the War of the Pacific in 1879. The result is
entitled “Bitter Sea” (Amargo Mar) and it constitutes the most
polemical film in the history of national cinema. This was a
consequence of an iconoclastic vision of the events, based on new
investigations of a revisionist nature.
Despite serious production problems, and the eternal penury of
material means, Eguino has achieved a worthy result from the
cinematographic point of view, as well as one of value due to the
pedagogical content of his vision of the national past. As always,
however, the director has allowed his essential pessimism to show
through with respect to the destiny of the country, in which perhaps
would be a very useful way to provoke the reflexive reaction of the
spectator.
On his return to Bolivia, Jorge Sanjinés and his companion Beatriz
Palacios are facing the challenge of a documentary feature film
named as “The Flags of Dawn” (Las Banderas del Amanecer). There,
through a painstaking journey of the dramatic last years of the
country’s history, is an attempt to maintain alertness in the collective
conscience, not allowing the excitement of events to dilute the
memory of what actually happened. An open work, not setting out to
offer an ending but rather, to enter the current of life which continues
once the projection is over and places the accent, as always in
Sanjinés’ work, on the hope contained in popular movement.
1985: Paolo Agazzi returns to the feature film adapting the novel by
Gaby Vallejo de Bolívar Son of an Idiot (Hijo de Opa). The
cinematographic version received the title “The Cartagena Brothers”
(Los Hermanos Cartagena). The plot sets out to paint a historical

fresco of three decades in the everyday life of Bolivia’s history, from
the times immediately before the agrarian reform of 1952 until the
mid-1980s. This flux is seen through the story of two brothers, whose
individual destinies are a parallel to those of the country’s
fundamental social sectors.
Agazzi imbued his film with a tone of violence and audacity, using
images that are less than frequent in Bolivian cinema. For that very
reason it provoked no little antipathy, unfortunately compromising
the very efficacy of the historical reflection proposed.
Juan Miranda, a talented photographer and cameraman who has
worked on films by Ruiz, Eguino and other local filmmakers, offers for
public consideration his first feature film: “Tinku - The Encounter”
(Tinku – El Encuentro). Another example of the search for a space for
commercial cinema made here, its importance is that of being the
first contemporary film thought out and financed from outside the city
of La Paz.
“Tinku” is well-made but suffers from a certain dramatic weakness,
not managing adequately to reconcile its geographical and folkloric
with the story of a peasant boy who becomes a great pianist, going
back to an encounter with his family and cultural roots.
1989: After a long hiatus produced by the global crisis in cinema, a
phenomenon provoked (n this country at least) by the multiplication
of private TV channels and video piracy, Jorge Sanjinés has managed
to finish his seventh feature film, entitled “The Secret Nation” ( La
Nación Clandestina) which won the Concha de Oro at the Festival of
San Sebastián (Spain). “La Nación Clandestina” is a kind of mature
and purified synthesis of all Sanjinés’ previous work. It articulates the
story of Sebastian, who has left the rural environment in which he
was born and brought up to migrate to the city. He previously served
the forces of repression at the orders of whichever despot had taken
power, and strived simultaneously to erase his indigenous identity
and roots. The film shows the path taken by an individual returning to
his community and his origins, where he will perform the ancient
dance of the Danzanti until death. This is both a form of atonement of
his misdeeds and a ceremonial offering to the community. With
excellent photography, and putting into practice the thesis of the
integral sequence shot to magnificent aesthetic effect, Sanjinés
achieves results that are both moving and thought-provoking.
1990: Juan Miranda has made his second feature film in Santa Cruz.
Under the title “The Egalitarians” (Los Igualitarios) it describes the
political trajectory of Andrés Ibáñez, a leader whose ideas might be
called socialist and who’s revolt against an oligarchic regime ruling in
the late 19th century was brutally crushed. Ibáñez himself was

accused of being at the head of a separatist movement. Miranda’s
effort was partly hampered by serious deficiencies in script and
direction.
1991: A culmination of fifteen years of arduous red tape and endless
setbacks that ended up arousing up the solidarity of civil society as a
whole, the actions of filmmakers have finally managed to have the
Supreme Government promulgate the General Film Law (Law 1302).
This legal instrument, previously sanctioned by both chambers of the
Legislature, expresses for the first time in the country’s history a
governmental will to support national cinema.
The text considers provisions and measures in four fundamental
areas:
a) Promotion of national production in all audiovisual areas;
b) Introduction to the audiovisual theme in all cycles of the
educational system;
c) Safeguarding of the national heritage of moving images;
d) Ordering and regulation of the audiovisual market.
1992: As a result of the approval of Law 1302, CONACINE (National
Council of Cinema) comes into operation. This is an entity of a mixed
nature, with equal representation in its Board of Directors from both
of the official bodies related to the subject, as well as all sectors
related to cinematographic work.
CONACINE is the highest governing entity in cinematographic
matters. One of its central tasks is to support Bolivian audiovisual
production through the Fondo de Fomento Cinematográfico (Fund for
Cinematographic Promotion, FFC), a mechanism for granting low
interest rate credits for projects previously approved by the Board of
Directors.
1995: The first FFC call for the presentation of projects has led to an
unprecedented phenomenon: the premiere of five Bolivian feature
films in the same year.
Of the five, however, the first to reach the screens was rather an
attempt to take advantage of the euphoric climate that the country
lived through as a result of the classification of the national football
team to the USA 94 World Cup.
That film, entitled “Bolivia till I Die” (Viva Bolivia toda la Vida), and
directed by Carlos Mérida, sought to combine documentary sequences
of the matches with the flimsy story of a boy who dreams of
becoming a star player. The result, however, left much to be desired.

Despite this, there was enormous public anticipation of the premiere
of “To Receive the Birds’ Song” (Para Recibir el Canto de los Pájaros),
the latest feature film by Jorge Sanjinés. Here, the director draws a
parallel between the time of Columbus and the present day. The
brutal clash between the first Spanish invaders and the native
civilization is compared with current prejudices and forms of
discrimination. This is told through the story of a film crew making a
film about the Conquest. There are some splendid cinematic moments
and sequences; not all are sufficiently well-designed, though, and
they are alternated in a final result that caused a huge controversy
concerning the director’s ideological proposal.
A considerable dust cloud also accompanied the premiere of “Jonah
and the Pink Whale” (Jonás y la Ballena Rosada), Juan Carlos
Valdivia's first film, based on the novel of the same name by
Wolfango Montes V. The book made ironic mention of the customs
and hypocrisies of a nouveau riche caste that formed in Santa Cruz
de la Sierra in the early 1980s amid economic chaos and the
increasing hegemony of drug-trafficking in the economy.
The adaptation attempted to attenuate spatial / temporal referents,
among other reasons because it was a co-production with Mexico. It
also emphasized the erotic content of the plot.
With a production display that far surpassed all antecedents, the film
became the most expensive venture in national cinema history. Of
excellent visual making, it had notable success in Santa Cruz, where
filming had taken place. However, reception in the rest of the country
was more tepid, perhaps due to certain structural flaws and a
somewhat confusing plot resolution.
On the other hand, “A Matter of Faith” (Cuestión de Fe) was praised
almost unanimously. This first feature by Marcos Loayza joined with
some Bolivian cinema traditions in the modesty of its spending and
the attachment to a very local theme, but he introduced humor and
suspense - ingredients that had been used barely, if at all, until then.
Three friends travel to the Yungas transporting a plaster virgin
commissioned by a local drug-trafficker. Along the way they suffer
innumerable mishaps, while rediscovering a sense of companionship
and friendly complicity. Like any “road movie” it therefore involves a
double displacement: geographic, but at the same time, internal.
It has been one of the Bolivian films awarded most prizes at
international festivals.
Finally, closing this year of unusual fertility, Mela Marquez – the
Bolivian editor based in Italy - released “Sayariy”.
A poetic and personal approach to the ritual ceremony of the Tinku, a

hard annual ritual battle that the communities of the North of Potosí
use to symbolically restore balance - social and geographical, but
also between the communities themselves in their eternal dispute for
ever-scarce lands with their miserly crop yield. The film combines
documentary sequences with imaginary moments that alternate in a
rich dialogue that uses poems by Blanca Wiethüchter and a
formidable soundtrack by Cergio Prudencio.
Along with "Sayariy" the animation short film “Paulina and the
Condor” (Paulina y el Cóndor) by director Marisol Barragán was also
released. This is a tender story, not without irony, told through a cut
paper technique, about migrant children facing the urban world.
In November 1995, Bolivia officially joined CONACINE, the IberoAmerican Agreement for Cinematographic Integration (IBERMEDIA).
1996: After the explosion comes the time to balance the books.
However, this year saw the premiere of “The Gleaming Darkness” (La
Oscuridad Radiante), the first film by the priest Hugo Ara, based on a
partly autobiographical novel by Oscar Uzín. Initially shot in video
format as a three-episode miniseries for television, this is the story of
a priest besieged by memories of guerrilla times, and of the very
different options followed by those who then displayed radicalism at
all costs. The film seeks to testify to the 70s generation as a
crossroads, using examples of consequences and of the contrary.
The version transferred to celluloid for the big screen suffered from
some imbalances in the dramatic treatment and from certain
historical inaccuracies that ended up clouding the drama of the
protagonist.
Among independent short films came the release of Francisco
Ormachea’s “Ajayu” (Aymara: Soul). This is a very respectful vision
of the relations between the Aymara world and death. The treatment
at times recalls the best successes of Jorge Sanjinés.
Another short film to keep in mind was Álvaro Zavaleta's “Skorpio”, a
very free adaptation of a story by Julio Ramón Ribeyro about the
conflictive relationship between two brothers.
In November, Cochabamba will be the venue for the Extraordinary
Conference of Cinematographic Authorities of Iberoamerica,
organized by CONACINE
1997: Several projects are underway as I write these lines (May 31).
“The Lake Triangle” (El Triángulo del Lago), Mauricio Calderón's first
film, has been processed in Cuban laboratories. It is a story that
alternates between crime fiction, science fiction and esotericism.

“The Day Silence Died“ (El Día que Murió el Silencio) marks the
return of Paolo Agazzi to the cinema. In the middle of filming, it pays
homage to the bolero and to certain sensitivity - very much from this
side of the world - through a history of love affairs, revenges,
betrayals and eternal hatreds, with the evident influence of García
Márquez.
Davide Sordella's medium-length film “Yawar” (Quechua; Blood),
soon to be released, enters the realm of dreams and myths to put
into careful images the ancient Andean legend of the combat between
the bull and the condor.
“A Woman like You” (Una Mujer Como Tú), is a new attempt to recast
the three episodes of a televised mini-series into one feature film. In
this case, the three are episodes of a series that attempted, with
plausible results, the dramatization of a didactic proposal about the
risks of AIDS and the necessary preventions. In the selected episodes
the director, Fernando Aguilar, recounts the collapse of a family
group as a result of a simple amorous “indiscretion” by the father.
Marcos Loayza, the director of "Cuestion de Fe", is currently shooting
“Written in Water” (Escrito en el Agua) in Argentina.
REQUIRED BALANCE
It has been five years since the Film Law was passed and since
CONACINE and the Cinematographic Promotion Fund were founded,
so we can reach some unequivocal initial conclusions.
These must also consider the serious crisis in the film market that has
meant theatres losing more than 55% of their clients in the 15 years
since 1982, causing the closure of many of them. The crisis is due to
the proliferation of television, firstly private channels and more
recently cable TV. It also significantly influences the illegal
commercialization of hundreds and even thousands of titles offered to
consumers in a variety of retail outlets ranging from luxury video
clubs to street stalls, all equally outside the copyright law.
With all the data at hand, it is clear that Bolivian production should
stabilize at a maximum of between 2 or 3 feature films annually, also
seeking to speed up the mechanisms of co-production and
distribution to nearby markets since the domestic one does not allow
adequate recuperation of costs.

5. OTHER ESSENTIAL NAMES
This summary account cannot leave out other essential names and
figures of the Bolivian cinema. Such is the case of Alberto Villalpando,
a musician and composer who is author of a great many soundtracks
from the most valuable works in our contemporary production. "Mina
Alaska", "Yawar Mallku", "Chuquiago", "Amargo Mar", are some of the
titles that were fortunate enough to have Villalpando’s contribution.
Cergio Prudencio is the composer and conductor of the Experimental
Native Instrument Orchestra, and has contributed new ideas and
initiated trends in his specialty. Prudencio worked on the soundtrack
of the last two feature films by Sanjinés, among others.
Mention should also be made of the composer Oscar García, creator
of the music for «Cuestión de Fe» and other audiovisual works.
In criticism and historical investigation the names of Julio de la Vega,
Luis Espinal (+), Alfonso Gumucio D., Carlos D. Mesa, Amalia de
Gallardo (+), Pedro Susz and Rodrigo Ayala should be mentioned.
Those who also wrote sporadically include Julio Peñaloza, Nadia
Gutiérrez and Mauricio Souza, representatives of a new generation
that through these or other names must certainly renew reflection on
the subject.
Film societies, now less important, at the time featured the work of
Iván Rodrigo, Wilson O. Flores (Oruro), Orlando Capriles (+) and
other inveterate moviegoers.
Finally, a reminder of the importance of the I.C.B. as producer of an
important testimonial heritage of history in moving images, it is
strictly fair to retain the names of cameramen Bernal and Ugarte (+),
Argentine technicians Levaggi and Smolig, the actor, producer and
director Celso Peñaranda (+) and the announcer Tito Landa.

6. THE NEW GENERATION
For years, due to a lack of opportunities in celluloid, the video support
sheltered the concerns of a new generation ready to fight for its place
in the sun of audiovisual expression. Especially in the early years of
the 80's there were stages of intense activity and fruitful creative
drive. The international awards of the Bolivian video honored in that
trance the quality tradition of the national cinema. However, it was
not always possible to adequately circulate the material produced,
which ultimately caused a kind of bottleneck and caused production
to stagnate.
The documentary genre predominated in principle, with the names
standing out of Alfredo Ovando, Liliana de la Quintana, Raquel
Romero, Néstor Agramont, Armando Urioste, Francisco Cajías, the
Wallparrimachi group in Cochabamba, the Lu-Pan-Gua group in Santa
Cruz, in that same city Rubén Poma author of the invaluable
"Jenecherú" program exploration of human diversity in Bolivia.
In video-fiction and video-art, some of the outstanding works are
signed by Eduardo López, Marcos Loayza, Rodrigo Quiroga, Francisco
Ormachea, Rogelio Vargas, Julia Weise, Jean Claude Eiffel, Carola
Prudencio, Rodrigo Ayala, Diego Torrez, Gastón Ugalde, Luis Bredow,
etc.
A recent batch of screenwriters, photographers, sound designers, art
directors and filmmakers trained at the San Antonio de los Baños Film
School (Cuba) helped improve the level of production in various
technical areas. To underline the names of Guillermo Medrano, Carina
Oroza, Luis Guaraní, Verónica Córdova.
Jesús Pérez clearly stands out in the animation genre.

BASIC BIBLIOGRAPHY ON BOLIVIAN CINEMA
BOOKS EDITED IN BOLIVIA
CINE BOLIVIANO/DEL REALIZADOR AL CRITICO * Carlos Mesa Beatriz Palacios -Jorge Sanjinés - A.Von Vacano et alt * Ed. Gisbert *
La Paz/1979
EL CINE BOLIVIANO SEGUN LUIS ESPINAL * Carlos Mesa * Ed.
Don Bosco * La Paz/1982
LA AVENTURA DEL CINE BOLIVIANO (1952-1985) * Carlos Mesa
* Ed. Gisbert * La Paz/ 1985
LA PANTALLA AJENA * Pedro Susz * Ed. Cendes * La Paz/ 1989
CINE Y EDUCACION EN BOLIVIA * Pedro Susz * Ed. Cendes * La
Paz/1989
“LA CAMPANA DE LA GUERRA DEL CHACO”. EL OCASO DEL
CINE SILENTE BOLIVIANO * Pedro Susz * Ed. Universitaria * La
Paz/1991
FILMO-VIDEOGRAFIA BOLIVIANA BASICA (1904-1990) * Pedro
Susz * Ed. Cinemateca Boliviana * La Paz/1991
HISTORIA DEL CINE EN BOLIVIA * Alfonso Gumucio Dagron * Ed.
Los Amigos dt Libro * La Paz/1982
LUIS ESPINAL Y EL CINE * Alfonso Gumucio Dagron * Ed. Cimca *
La Paz/1985
CHUQUIAGO * Oscar Soria * Ed. Don Bosco * La Paz/1977
MI SOCIO * Oscar Soria * Ed. Los Amigos del Libro * La Paz/ 1982
TEORIA Y PRACTICA DE UN CINE JUNTO AL PUEBLO * Jorge
Sanjinés y Grupo Ukamau * s/ed. * La Paz/1980
EL CINE EN BOLIVIA * Carlos Mesa y Pedro Susz * Ed. Cinemateca
Boliviana * Folleto N. 2 * La Paz/1976
JORGE SANJINES * Carlos Mesa y Pedro Susz * Ed. Cinemateca
Boliviana * Folleto N.22 * La Paz/1979
LA CINEMATECA: LOS PRIMEROS 6 AÑOS * Carlos Mesa y Pedro
Susz * Ed. Cinemateca Boliviana * Folleto N.41 * La Paz/1982
JORGE RUIZ * Carlos Mesa * Ed. Cinemateca Boliviana * Folleto
N.47 * La Paz/1983
OSCAR SORIA * Carlos Mesa * Ed. Cinemateca Boliviana * Folleto
N.54 * La Paz/1984
CINE Y MEMORIA POPULAR * Jorge Sanjinés et alt * Revista Film
Historia N.1 * La Paz/1978
SIMPOSIO DE CINE * Cuaderno de Proyección Cultural N.1 * Taller
de Cine UMSA * La Paz/1982
Artículos en las Ediciones del Sesquicentenario en PRESENCIAULTIMA HORA-EL DIARIO * La Paz/1975
50 AÑOS DE CINE EN BOLIVIA * Alfonso Gumucio Dagron * Artículo
en Ultima Hora * 13 de abril de 1974
NOTE: FOR AN EXHAUSTIVE BIBLIOGRAPHY, SEE “BIBLIOGRAFÍA DE ESTUDIOS SOBRE COMUNICACIÓN EN BOLIVIA” * Luis

Ramiro Beltrán, C. Suarez, G. Isaza * Ed. Proinsa * La Paz/1990-págs
47-106
BOOKS EDITED ABROAD
HISTORIA DEL CINE BOLIVIANO * Alfonso Gumucio Dagron * Ed.
UNAM * México /1983
TEORIA Y PRACTICA DE UN CINE JUNTO AL PUEBLO * Jorge
Sanjinés y Grupo Ukamau * Ed. Siglo XXI * México/1979
NEO-REALISM IN CONTEMPORARY BOLIVIAN CINEMA * J.
Sánchez * Michigan/ 1983
REFERENCES IN OTHER BOOKS
LES CINEMAS DE L'AMERIQUE LATINE * Alfonso Gumucio Dagron
y Guy Hennebelle * Ed. L'Herminier * París/1981
CINE, CENSURA Y EXILIO EN AMERICA LATINA * Alfonso
Gumucio Dagron * Ed. Cimca * México/1984
CINEMA NA AMERICA LATINA * Paranagua Paulo * Ed. L&P * Sao
Paulo/1985
AMERICA LATINA LO SCHERMO CONTESO * Nuovo cinema *
Pesaro * Ed. Marsilio * Venezia/1973
NUEVO CINE LATINOAMERICANO * A. Martínez Torrez, M.
Estremera Pérez * Ed. Anagrama * Barcelona/1973
LOS AÑOS DE LA CONMOCION * Isaac León Frías * Ed. UNAM *
México/1979
HISTORIA DEL CINE LATINOAMERICANO * Peter Schumann *
Ed. Legasa * Buenos Aires/ 1987
POR UN CINE LATINOAMERICANO * V Encuentro de Cineastas de
A.L. * Ed. Rocinante * Caracas/1977
HOJAS DE CINE: TESTIMONIO Y DOCUMENTOS DEL NUEVO
CINE LATINO-AMERICANO * Vol.1 * Ed. Secretaría de Educación
Pública * México/1988
EL CARRETE MAGICO (Una historia del Cine Latinoamericano) *
John King * TM Editores * Bogotá 1994
CIEN AÑOS DE CINE LATINAMERICANO (1896-1995) * ICAIC *
La Habana/ 1994
CINE LATINOAMERICANO 1896-1930 * Varios * Ed. Fundación
del Nuevo Cine Latinoamericano * Caracas/1992
PANORAMA DEL CINE IBEROAMERICANO * José Agustín Mahieu
* Ediciones de Cultura Hispánica * Madrid 1990
SOUTH AMERICAN CINEMA * Timothy Barnard & Peter Rist *
Garland Publishing Inc. * London/1996
35 BOLIVIAN CINEMA AWARDS
1956: “Vuelve Sebastiana” - Primer Premio en el Festival del SODRE
- Montevideo (Uruguay)
1957: “Voces de la Tierra” - Primer Premio - Festival del SODRE-

Montevideo (Uruguay)
1959: “Miles como María” - Gran Premio - Venecia (Italia)
1959: “Los Primeros” - Miqueldi de Plata - Bilbao (España)
1962: “Un día Paulino” - Mención Especial del Jurado - Karlovy Vary
(Checoslovaquia) 1963: “Las Montañas no Cambian” - Medalla de
Plata - Bilbao (España)
1964: “Revolución” - Premio Joris Ivens - Leipzig (Alemania)
1967: “Ukamau” - Premio Grandes Directores Jóvenes - Cannes
(Francia) 1967: “Ukamau” - Premio Flaherty - Locarno (Suiza)
1969: “Yawar Mallku” - Mejor Film Extranjero del Año - Asociación de
Críticos Franceses
1969: “Yawar Mallku” - Premio Timón de Oro - Venecia (Italia)
1970: “Basta” - Mención Especial del Jurado - Oberhausen
(Alemania)
1970: “Yawar Mallku” - Espiga de Oro - Valladolid (España)
1972: “El Coraje del Pueblo” - Premio de la Organización Católica
Internacional del Cine - Berlín (Alemania)
1975: “El Enemigo Principal” - Gran Premio - Figueira da Foz
(Portugal)
1976: “Pueblo Chico” - Mención especial del Jurado - San Remo
(Italia)
1977: “Chuquiago” - Premio Especial del Jurado - Nantes (Francia)
1978: “Chuquiago” - Premio Especial del Jurado – Cartagena
Colombia)
1979: “Los Ayoreos” - Carabela de Oro - Bilbao (España)
1981: “Hilario Condori Campesino” - Primer Premio - Tampere
(Finlandia)
1982: “El Lago Sagrado” - Premio Especial de la Crítica - Tashkent
(URSS)
1983: “Mi Socio” - Premio Especial del Jurado - Cartagena
(Colombia)
1983: “Las Banderas del Amanecer” - Gran Coral al Mejor
Documental en La Habana (Cuba)
1984: “Abriendo Brecha” - Paloma de Plata - Leipzig (Alemania)
1985: “Primo Castrillo poeta” - Primer Premio - Toronto (Canadá)
1985: “Amargo Mar” - Mención Especial del Jurado - Cartagena
(Colombia)
1989: “La Nación Clandestina” - Concha de Oro - San Sebastián
(España)
1990: “La Nación Clandestina” - Trofeo Glauber Rocha de la Crítica La Habana (Cuba)
1995: “Cuestión de Fe” - Mejor Opera Prima - La Habana (Cuba)
1995: “Jonás y la Ballena Rosada” - Mejor Opera Prima - Cartagena
(Colombia)
1995: "Sayariy " Premio Kodak: Opera prima. Festival de Venecia
1996: “Ajayu” - Mejor Cortometraje de Ficción - Santa Fe/Nuevo
México (USA)
1996: “Para Recibir el Canto de los Pájaros” - Premio Especial del

Jurado - Locarno (Suiza)
1996: “Cuestión de Fe” - Mejor Opera Prima - Cartagena (Colombia)
1996: “Cuestión de Fe” - Premio especial de la crítica - San Juan
(Puerto Rico)
1996: "Sayariy " Premio a la Crítica Sidney Film Festival
BOLIVIAN FEATURE FILMS
SILENT ERA
1925

CORAZON AYMARA (Pedro Sambarino)
LA PROFECIA DEL LAGO (José María Velasco Maidana)
1926
LA GLORIA DE LA RAZA (Arturo Posnansky)
1929
WARA-WARA (José María Velasco Maidana)
1932/33 HACIA LA GLORIA (Raúl Durán, Mario Camacho, José
Jiménez)
1933
LA CAMPAÑA DEL CHACO (Juan Peñaranda Minchín, José
María Velasco Maidana, Mario Camacho)
1933/35 INFIERNO VERDE O LA GUERRA DEL CHACO (Luis
Bazoberry)
SOUND ERA
1948
AL PIE DEL ILLIMANI (Emelco)
1953/54 DETRAS DE LOS ANDES (Jorge Ruiz, Gonzalo Sánchez de
Lozada) ( inconcl.)
1958
LA VERTIENTE (Jorge Ruiz)
1966
UKAMAU (Jorge Sanjinés)
1968
MINA ALASKA (Jorge Ruiz)
1969
YAWAR MALLKU (Jorge Sanjinés)
VOLVER (Germán Becker, Alberto Pacciello, Jorge Ruiz)
(coprod con Argentina y Chile)
CRIMEN SIN OLVIDO (Jorge Mistral)
1970
LOS CAMINOS DE LA MUERTE (Jorge Sanjinés) (inconc.)
1971
EL CORAJE DEL PUEBLO (Jorge Sanjinés)
1972
PATRIA LINDA (Alfredo Estivariz, José Fellman V.)
1973
EL ENEMIGO PRINCIPAL (Jorge Sanjinés) (en Perú)
1974
PUEBLO CHICO (Antonio Eguino)
1976
SRES.CORONELES, SRES GENERALES (Alfonso Gumucio)
LA CHASKAÑAWI (Hugo y José Cuellar Urizar)
1977
CHUQUIAGO (Antonio Eguino)
EL EMBRUJO DE MI TIERRA (Jorge Guerra V.)
FUERA DE AQUI (Jorge Sanjinés)(En Ecuador)
1978
LOS VIII JUEGOS DEPORTIVOS BOLIVARIANOS (Miguel
Angel Illanes)
1981
EL LAGO SAGRADO (Hugo Boero Rojo)
EL CELIBATO (Hugo y José Cuellar Urizar)
1982
MI SOCIO (Paolo Agazzi)
1984
AMARGO MAR (Antonio Eguino)

1985
1989
1990
1994
1995

1996

LAS BANDERAS DEL AMANECER (Jorge Sanjinés y Beatriz
Palacios)
LOS HERMANOS CARTAGENA (Paolo Agazzi)
TINKU-EL ENCUENTRO (Juan Miranda)
LA NACION CLANDESTINA (Jorge Sanjinés)
LOS IGUALITARIOS (Juan Miranda)
VIVA BOLIVIA TODA LA VIDA (Carlos Mérida)
PARA RECIBIR EL CANTO DE LOS PAJAROS (Jorge
Sanjinés)
JONAS Y LA BALLENA ROSADA (Juan Carlos Valdivia)
CUESTION DE FE (Marcos Loayza)
SAYARIY (Mela Marquez)
LA OSCURIDAD RADIANTE (Hugo Ara)

40 INDISPENSABLE SHORT FILMS (and some medium-length
films)
ABRIENDO BRECHA (Paolo Agazzi/1984)
AJAYU (Francisco Ormachea/1996)
AYOREOS, LOS (Hugo Roncal/1979
AYSA (Jorge Sanjinés/1965)
BASTA (Antonio Eguino/1970)
BOLIVIA INVICTA (Jorge Ruiz-ICB/1963)
BOLIVIA SE LIBERA (Waldo Cerruto/1952)
CARNAVAL PACEÑO (Luis Castillo/1926)
CENTENARIO DE BOLIVIA, EL (Pedro Sambarino/1925)
CLAMOR DEL SILENCIO, EL (Jorge Ruiz/1979)
COMBATE (Marcelo Quiroga Santa Cruz/1959)
DALE MARTIN (Guillermo Aguirre/1982)
DONDE NACIO UN IMPERIO (Jorge Ruiz/1949
ESTAÑO, TRAGEDIA Y GLORIA (Waldo Cerruto/1953)
FUSILAMIENTO DE JAUREGUI, EL (Luis Castillo/1927)
HASTA CUANDO? (Guillermo Aguirre/1979)
HILARIO CONDORI CAMPESINO (Paolo Agazzi/1980)
ILLIMANI (Waldo Cerruto/1953)
INSTANTE, UNA VIDA, UN (Jesús Pérez/1981)
INUNDACION (Jorge Sanjinés/1966)
ISKANWAYA (Hugo Boero-Antonio Eguino/1978)
JAGUAR AZUL, EL (Elizabeth Wenbberg/1987)
LEYENDA DE LA KANTUTA, LA (Waldo Cerruto/1953)
MONTAÑAS NO CAMBIAN, LAS (Jorge Ruiz/1962)
MUNDO QUE SOÑAMOS,EL (Hugo Roncal/1962)
PABELLON CALAMARCA (Enrique Albarracín-Nicolás Smolij/1963)
PASEO DEL PRADO EL DIA DE TODOS LOS SANTOS (Carlo
Valenti/1906)
PAULINA Y EL CONDOR (Marisol Barragán/1995)
PEDRIN Y PITUCA (José María Velasco Maidana/1928)

POQUITO DE DIVERSIFICACION ECONOMICA, UN (Jorge RuizGonzalo Sánchez de Lozada/1955)
POSESION POR LOS ESPIRITUS DE ALEJANDRO MAMANI (Huberth
Smith/1973) PRIMEROS, LOS (Jorge Ruiz/1956)
PRIMO CASTILLO POETA (Alfonso Gumucio Dagron/1985)
PROSTITUCIÓN (Luis Espinal/1970)
REVOLUCIÓN (Jorge Sanjinés/ 1963)
SKORPIO (Álvaro Zavaleta/1996)
SOMBRÍA TRAGEDIA DEL KENKO, LA (Arturo Posnansky/1927)
UMBRAL (Diego Torres/1977)
VUELVE SEBASTIANA (Jorge Ruiz/1953)
WARMI (Danielle Caillet/1984)
THE MAIN DOCUMENTARY SERIES
NOTICIERO I.C.B.
1953/1956
Productor: Instituto Cinematográfico Boliviano
Dirección: Waldo Cerruto
136 episodes
ACTUALIDAD BOLIVIANA CINEMATOGRÁFICA (ABC)
1958/1959
Dirección: Luis Alberto Alipaz
50 entregas HOY BOLIVIA
1968/1971 Producción: Proinca
Dirección: Jorge Ruiz
26 episodes
BOLIVIA LO PUEDE
1960/1961
Producción: Centro Audiovisual - USIS
Dirección: Hugo Roncal
9 episodes
AQUI BOLIVIA
1960/1967
Producción: Instituto Cinematográfico Boliviano
Dirección: Jorge Sanjinés
15 episodes
MAIN BOLIVIAN PRODUCTION COMPANIES
SILENT ERA
BOLIVIA FILM
URANIA FILMS

CONDOR MAYCU FILMS
SOUND ERA
INSTITUTO CINEMATOGRÁFICO BOLIVIANO
TELECINE
BOLIVIA FILMS
GRUPO UKAMAU
EMPRESA UKAMAU LTDA.
PROINCA
SUDAMERIS FILMS
PANAMERICANA FILMS
MAIN BOLIVIAN ACTORS
SILENT ERA
Emmo Reyes
(WARA-WARA)
Arturo Borda
(WARA-WARA, HACIA LA GLORIA)
Juanita Tallansier
(WARA-WARA)
Matilde Garvía
(HACIA LA GLORIA)
Donato Olmos
(HACIA LA GLORIA)
Marta Velasco
(WARA-WARA)
SOUND ERA
Rosario del Río
Raúl Vaca Pereira
Benedicta Huanca
Marcelino Yanahuaya
Néstor Peredo
David Santalla
Eddy Bravo
Gerardo Suarez
Edwin Morales
Edgar Vargas
Hugo Pozo
Reynaldo Yujra
Jorge Ortiz
David Mondaca
Elías Serrano

(LA VERTIENTE)
(LA VERTIENTE)
(UKAMAU, YAWAR MALLKU)
(UKAMAU, YAWAR MALLKU)
(UKAMAU, PUEBLO CHICO)
(CHUQUIAGO, MI SOCIO, CUESTION DE FE)
(AMARGO MAR, LOS HNOS CARTAGENA)
(MI SOCIO, LOS HNOS CARTAGENA)
(AMARGO MAR, LOS HNOS CARTAGENA)
(AMARGO MAR, LOS HNOS CARTAGENA)
(CHUQUIAGO, EL CELIBATO, MI SOCIO)
(LA NACION CLANDESTINA, PARA RECIBIR EL
CANTO DE LOS PÁJAROS)
(PARA RECIBIR EL CANTO DE LOS PÁJAROS,
CUESTION DE FE)
AMARGO MAR, LA OSCURIDAD RADIANTE)
(JONAS Y LA BALLENA ROSADA, CUESTION
DE FE)
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