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Introduction

The documentary filmmaker’s responsibilities can be daunting. Project research, fundraising, working with a crew, following “characters,” identifying story lines, crafting a final product with editors, promoting the film—these are the nuts and bolts necessary to complete any project, successfully or not. Then consider a lifetime of responding to ever-changing technologies, economics, and distribution channels.

Add to the mix a producer’s values, worldview, sense of fairness, and objectivity and the enterprise becomes all the more complex. In the more than fifty years since Barbara Kopple made her first unedited documentary film as an undergraduate class research project, she’s learned to balance these facets of the process toward a singular goal: to give as complete and riveting a view as possible of her subject.

Throughout a lauded career that included two Academy Awards for her most ambitious labor films, Kopple has made herself readily available to interviewers from many publications and countries. Many themes repeat themselves throughout the following interviews and those excerpted in this introduction.

Barbara Kopple’s early decisions about college would seem destined to lead her into a network of like-minded activists. Eager to see the world outside her privileged yet liberal upbringing in affluent Scarsdale, New York, in 1965 Kopple enrolled in Morris Harvey College (now known as the University of Charleston) in West Virginia. Here she got a taste of Appalachian mountain culture, but her focus quickly shifted to the burgeoning Vietnam War protests, as she transferred to Boston’s Northeastern University. There, faced with producing a research paper for a clinical psychology class, Kopple incensed her professor by submitting a short movie about lobotomy patients she got permission to film at Medfield State Hospital. (She reports early on that she’d read you could easily operate a camera by pressing a button.1)

It was the connections she made upon her move to New York’s New School of Social Research, however, that would dramatically affect her career. Taking a cinéma-vérité film course, she met a classmate employed by Albert and David Maysles. Soon she was hired to do any and all odd jobs, working with assistant editor Barbara Jarvis, and helping with completion of the brothers’ film Salesman and then with Gimme Shelter, both now acknowledged as cinéma-vérité classics. Assisting the Maysles led her to understand the value of listening to members of a production team.

The Maysles accepted input on their projects and in return staff members felt part of a community of creative teammates. For Winter Soldier, a film about Vietnam War vets opposed to the war, a collective produced the film, benefitting from donations collected by Jane Fonda and Donald Sutherland, who also mentored the group. From there, Kopple moved on to create her own company, Cabin Creek Films. Headlines in the newspapers inspired Kopple’s decision to embark on Harlan County, U.S.A.: a deadly West Virginia mine disaster, corruption in the United Mine Workers, and the murder of a reformist candidate for the union’s presidency.

Not surprisingly, a great deal of interest has centered on her ability to raise funding, especially considering Kopple’s remarkable productivity (she’s finished directing almost fifty films and television shows so far, to say nothing of commercial advertisements). She wisely notes that if you wait until you have all the money needed to make a film, you might never start.2 Despite ever-more capable and affordable equipment, filmmaking remains an expensive proposition, though much less so than in the heyday of 16-mm film. Yet Kopple is optimistic about prospects for young filmmakers, noting the greater popularity of the reality genre today and the potential for commissions for documentary work from television networks that may help obviate the need for some of the early risks she took.

During the three years of shooting on Harlan, Kopple would write more than a hundred fundraising and follow-up letters. With a contribution of ten thousand dollars from the American Film Institute, Kopple continued shooting footage and cut it into short movies she could show to potential donors. Completing an astonishing amount of research on foundations and what they would and would not support, Kopple discovered that actually meeting people who might write the check is one of the most important steps in the process. When foundations turned her down, she’d ask why, show her footage, and ask for advice about who might help her.

It was an exhausting but necessary ordeal that diverted her attention from collecting the story. The grants would come in, but seldom for the amounts requested. She ignored a standard bit of advice—never invest your own money in a film; otherwise, she might never have seen the film through to completion. The decision carried consequences. At one point, she had as little as five dollars while living among the miners and was amazed at getting a Master Charge card, which replenished her stores and financed the effort for two months, though it would take her years to pay off the debt.

Such trials and tribulations might explain her reluctance to haggle over revenues from Harlan County, U.S.A.’s distributor. In one 1980 interview, she reported giving the distributor 70 percent of all earnings of the film for fifteen years, and allowing the company to recoup costs for film prints and advertising. She did, however, insist on provisions for benefit and reduced-cost showings.3 Though it might seem a poor deal on the face of it considering Kopple’s prolonged period of poverty, it could also be seen as a savvy move by a relatively unknown director anxious to gain the publicity for her film an experienced distributor could provide.

Kopple feels a great sense of community among fellow documentarians who view and react to each other’s work and thereby help to refine it. At a recent commencement address, Kopple encouraged American University graduates to seek out such community.4 It has been there for Kopple from the beginning, with Harlan County shown in rough cut at prominent documentarian D. A. Pennebaker’s screening room.5 She recounts how, later, she awaited the announcement of the Academy Award documentary winner, arms locked with other documentarians, who boosted her toward the stage. She shared the glory and opportunities of the New York premiere and of later showings with coal miners and their families, and with the singer Hazel Dickens, in particular, who generously made appearances in support of the film.

Fame counted for little when Kopple tried to finance American Dream in the mid-1980s. By then, she’d also directed a fictional film (Keeping On) aired on PBS’s American Playhouse series, and documentary footage for the concert movie No Nukes. Even so, potential backers initially weren’t interested in unions, meat packing, or the economically depressed Midwest during the high-water mark of the Reagan era. Being famous, she discovered, actually was a detriment to her efforts as donors preferred to give handouts to up-and-comers—not someone who already had achieved an Oscar. Pursuing the story nonetheless, Kopple soon found herself with no money again and no lab willing to give her credit to develop her film stock. The few dollars she could raise filled an office with used refrigerators to keep the film from ruin.

Fundraising’s heavy-lifting seemed to lighten in the early 1990s, when production companies came calling on Kopple to undertake projects that they would underwrite. In one case, NBC engaged her for Fallen Champ: The Untold Story of Mike Tyson, giving her a “Movie of the Week” budget. Her parents, on hearing the news, reportedly were delighted that, finally with a salary, “Barbara got a job!”6 As producer, director, and writer, Barbara was delighted as well that she could focus on the work of the film and not “split her brain” to also concern herself with the financial aspects of the work. She also allied herself with leftist media activist and critic Danny Schecter in the early 1990s, sharing directing credits with him on Beyond JFK: The Question of Conspiracy and receiving co-director credit on Schechter’s Prisoners of Hope: Robben Island Reunion about South African President Nelson Mandela.

About the same time, Kopple was asked to document Michael Lang’s upcoming Woodstock ’94 concert, with both film and festival supported by PolyGram Records. As the concert date approached and costs ran over budget, PolyGram’s fears of a public safety debacle a la Gimme Shelter led to a desperate round of cost-cutting. Lang’s contract with the company was iron-clad, but, as she’d experienced before with her first work in Kentucky toward what would become Harlan County, Kopple’s film was defunded or “orphaned.” Still, she persevered and shot the event with a minimal crew. When Lang came back again to promote Woodstock ’99, she shot fresh film, used the 1994 footage along with clips from Michael Wadleigh’s original Woodstock film, and after her long financial struggle produced My Generation about three generations of Woodstock attendees.

In the mid-to-late 1990s, Reebok and others would hire her to make pioneering “real people” commercials and she would direct a series of specials on social issues including body image and learning differences for the Disney Channel. These assignments as well as directing gigs for the TV series Homicide: Life on the Street and HBO’s Oz helped to pay bills and maintain her film company, which then geared up for future films, such as 2006’s Shut Up & Sing.

Kopple worked on many projects during this period involving her friend Cecilia Peck, before and after 1999’s A Conversation with Gregory Peck, a look at the actor’s Q and A tour, interspersed with family life scenes. These projects include the fiction film Havoc, a vision of wealthy teen gang-bangers, released to DVD in 2005.

Kopple has repeatedly worked with many of the same crew members. Notably, Tom Hurwitz, the son of documentary pioneer Leo Hurwitz, has frequently filled the role of cinematographer with David Cassidy often playing the roles of producer or sound person. Kopple has also continually worked with a cadre of executive producers including Diane Sokolow, who hired Kopple to work on the Mike Tyson project Sokolow’s late husband had found so intriguing. Another was Tom Fontana, also for TV, starting with a Director’s Guild of America award-winning episode of Homicide: Life on the Street entitled “The Documentary,” which features a doc within the show.

Over the years, Kopple has also collaborated with a number of talented editors, among them Nancy Baker, Lawrence Silk, and Bob Davis, as well as Bob Eisenhardt, who is also credited as a director in Bearing Witness and writer in Gun Fight. She has developed a talent for drawing in a cadre of fellow filmmakers and politically concerned supporters who bring fresh eyes where she admittedly is just too close to her characters and her footage, seeing editors as a project’s “first audience.”7 She remains a part of this community today and cheers on her fellow filmmakers, including some distinguished former students she taught over a decade ago, while admitting partiality to some exceptionally powerful works throughout her interviews.

Certainly one of the most important relationships in her work and personal life was the one she maintained with Hart Perry, who matched her dedication through the three-year shooting of Harlan County as principal cinematographer and would return again to help film American Dream. The relationship with Perry grew more complicated as Perry fathered her son Nicholas, the couple broke up after seventeen years, and she and Perry then moved on to other relationships, with Kopple marrying former labor organizer Gene Carroll. Family bonds and shared political views still enabled Kopple and Perry to work together, with Perry working as cinematographer on some of her later work, as well as on his own often music- and art-related projects.

Kopple has been cautious in her criticisms of other documentary makers. What about the ethics of scripted TV reality shows or the obvious presence of the filmmaker in Michael Moore’s movies? Pleased with the expanding audience for nonfiction genres, “I’m not a traditionalist,” she says in her interview with Roland Legiardi-Laura. “I don’t believe there’s only one way to do a work. I’m more radical or open in my approach. Anything goes and you should support people who are trying to use new and innovative forms. It’s the chemistry of how you relate to people or ideas.”8 Since that declaration, she herself has pursued a reality miniseries for ABC (with Sokolow) that chronicles the sites and events of a summer in the Hamptons island resort towns, a reality series for VH1 that reveals the true lives of celebrity spouses, and even a pilot for TruTV.

She cares about her causes, characters, and outcomes, but all within a framework of letting situations unfold with minimal interference from her small crew. Though the Maysles imbued Kopple with a preference for the cinéma-vérité-style filmmaking, she’s never been a slave to it. She tells interviewers that she and her film crews try to be invisible so that her subjects (or characters) won’t be influenced by them and that any appearance the crew does make is “garbage.”9 Yet, in the case of Harlan County, U.S.A., while the filmmakers clearly employ cinéma-vérité techniques, they directly question people in the story, too. And in early interviews about Harlan County, U.S.A., Kopple maintains that the presence of her camera actually lessened the likelihood of violence, one reason she often carried along her equipment even though she had no film.

When she could use it, cinéma vérité often yielded high drama, as when a union leader in American Dream forgot about the film crew and accidentally knocked over her microphone in his frustration at a meeting. The cinéma-vérité approach wasn’t always an option, though. She couldn’t shoot the Mike Tyson film that way because he was already in jail and she didn’t have access to him. In any event, his manager, Don King, would have demanded editorial control in return—a deal she wouldn’t make. To her great fortune, she found a treasure trove of un-aired footage made when Tyson was a teenager. This project of Kopple’s, uncharacteristically, also employs excerpts from many “straight” (formal) interviews collected while a short production timetable didn’t allow for development of trust with sources.

She does, indeed, remain true to cinéma vérité in a film like Wild Man Blues, which candidly follows Woody Allen as clarinetist on a harrowing European tour with then-girlfriend Soon-Yi Previn. Likewise, the Dixie Chicks ignored the camera in the midst of their great crisis, after they criticized President Bush’s war policy and experienced harsh conservative backlash. Crises are important to Kopple because not only do they divert attention from the lens, they also let her characters’ natural strengths and leadership abilities emerge. Her goal, after all, as she tells Robin Finn after filming the Chicks, is “to try to tell human stories about people I think are phenomenal and whose lives are sometimes in crisis.”10 She also wants to give the audience the feeling of “being there” in the moment.

Some have criticized her portrayals of situations as lacking balance. “It’s not a matter of fair and objective,” she corrects Legiardi-Laura while discussing American Dream in 1992. “If you’re trying to give a picture of what’s happening, you have to get every side of the story to be well-rounded. That’s the only way people are going to understand the dynamics, the complexities and the layers within the film. Otherwise, you’re making a propaganda film for the already committed and you’re not going to reach out to the masses.”11 The level of access she achieved in this film and others is astounding, as she gets into places no one else does, such as being allowed to film inside the Hormel factory when others were not. She says that the time she invested in that film, living as part of the community, was key to gaining trust and access from the various factions involved in that conflict.

She also claims she is biased in her filmmaking, but that before following a subject and letting the story unfold, she first lets go of all preconceptions. Relating to her subsequent 1993 profile of Mike Tyson, she tells David Goldsmith, “It’s very difficult as a filmmaker to be objective, but it’s not difficult to be fair.”12

Kopple is frequently asked about how her subjects react when they see themselves onscreen. Tyson later told her he “loved the film,” Kopple told Jerry Tallmer.13 Some other celebrity subjects were very emotional in Kopple’s presence, as when the Dixie Chicks got their first look at themselves in Shut Up & Sing or when Mariel Hemingway first glimpsed old footage of her sister Margaux and family in 2013’s Running from Crazy. Both of these films’ intensely personal examinations allow viewers access to unknown sides of the celebrities, and invite viewer self-examination.

After the premiere of Harlan County, U.S.A., the pro-union film received overwhelming acceptance from those who appeared in the film fighting the coal company on the picket lines. The feeling is that the miners have won in more ways than one. She describes them to Liz Stubbs as “running all over Eastern Kentucky screaming, ‘We got an Academy Award!’”14 Even so, some members of the United Food and Commercial Workers union such as former leader Jim Guyette, as well as union strategist Ray Rogers, may have been upset by American Dream’s bleak portrayal of a divided movement and thought it damaging to the cause. Yet, American Dream has clearly proved healing for some portrayed in the film.

No matter what side people may fall on (or whether they remain somewhere in the middle) in the increasingly complex conflicts Kopple has documented, the most important influence of the social films she often makes is in the discussions they may start. In a 1997 film she created for the Alliance for Justice on the plight of a detained immigrant, she reportedly brought enough attention to his case to move it forward. Otherwise, he’d likely have remained “voiceless.” Her subsequent film on children coping with AIDS brought that issue to the Disney Channel and to families’ homes, where, she has hoped, questions from children might lead to research as a family.

During her storied career, from those days she herself accepted carrying arms in Harlan County to her creation of 2011’s Gun Fight for HBO, Kopple has learned much about the importance of guns to many people. She definitely believes that open discussion is needed about the “gun control” issue, noting that the term itself doesn’t communicate one clear concept to all concerned. Another 2011 film she directed, Fight to Live, about access to drugs for the terminally ill, likewise raises similarly tough questions.

Gender issues are a topic frequently brought up by interviewers, and Kopple has worked on many films relating to women’s issues. She was director for the fictional family segments of A Century of Women TV series in the mid-nineties and executive producer and director of the revealing 1998 Lifetime TV-aired Defending Our Daughters: The Rights of Women in the World and 2005’s A&E-aired Bearing Witness, on the challenges facing women war reporters. Yet she does not acknowledge an extreme influence of gender on her work, and reports she has not specifically sought female filmmakers for projects.

Still, she does at times report an impact, both positive and negative, of gender on her opportunities. She has told a student publication that in the 1960s, women could “get into” the field of making nonfiction films, as opposed to making fiction films, and that once they did they found, “People would talk to you—you didn’t intimidate them because you were a woman.”15 She’s also noted in interviews the advantage she feels she’s had in covering men’s sports in docs, since she is not expected, as a man might be, to come into the situation already with a great deal of knowledge about the subject.

In the 1990s, she describes men as a “mystery” or “fascination” for her, while expressing more sureness about her understanding of women and saying she wants to continue making films (and learning) about male subjects. One such attempt, though, her 2010 House of Steinbrenner, focusing on the historic Yankee Stadium and family dynasty, part of ESPN’s award-winning 30 for 30 anniversary series, met with mixed reviews.

New York City, where she’s long inhabited a loft right in the heart of things, also has clearly had an influence on Kopple, and vice versa. Most recently, she’s tackled two ambitious “New York” subject films: one on a Brooklyn soul group and another on The Nation magazine, headquartered in the city. Kopple has taught at New York University’s Tisch School of the Arts and continues to be active in many social issue and indie film organizations in the city and state. In fact, she has frequently been a panelist for the Woodstock film festival, from which she received a Maverick Award in 2006.

Despite the fact she didn’t attend the original 1969 Woodstock music concert, she made up for it with her 2009 film/TV special Woodstock: Now and Then. Originally aired on VH1 and the History Channel, the film in part compares the concert-goers to the similarly huge throngs who worked wholeheartedly together for the election of President Barack Obama. Seemingly overnight, the political environment in which many of her films germinated was dramatically changed.

In a recent interview for The Hill, Kopple not surprisingly lists mental health care accessibility as something she would appreciate the opportunity to speak about with the current president, saying she would advise him to “keep listening to people from every corner of this country . . . in the debates about healthcare, gun violence, and income inequality.”17 Decidedly, even as Kopple’s career advances through changing political eras, she remains committed to her original principles.

Kopple’s dream film subject, according to another recent interview with the Glasgow Herald, is Hillary Clinton. “I would love to know what makes her tick and makes her so strong. To see who she is really,” says the filmmaker.18 In the course of reading these collected articles, we hope you will discover some of what makes Barbara Kopple tick, what makes her so strong, and who she really is.

Insight and cooperation are essential to realizing a text such as this one. Without the aid of several dozen supporters, this effort would have come to nothing.

I wish to express immense appreciation to the many individuals who either directly granted permission to republish their interviews or who negotiated their terms of use, too numerous to mention all individually here. But among them are Erin Trahan, editor and publisher of Independent Media Publications in Cambridge, Massachusetts; Timothy Rhys, editor and publisher of MovieMaker Magazine; and Professor William Kirtz of Northeastern University’s School of Journalism. Grateful acknowledgment also is owed to retired labor historian Paul Buhle, now of Madison, Wisconsin; Jump Cut publisher Chuck Kleinhans; Noreen Springstead, managing director of the poverty and nutrition program WhyHunger; and Andre de la Cruz, former marketing manager at Variety. Another debt of gratitude is due to Michael Morgera of DCA Business Media in Westport, Connecticut; David Karp and Rebecca Grunfeld at SnagFilms, Inc.; cultural critic Damon Smith; and Bright Lights publisher Gary Morris.

Associate Editor Michael Spain of the Albany Times Union arranged rights to the article printed in his newspaper, while David Fellerath provided permissions from Indy Week in North Carolina’s Triangle area, where he worked as culture and sports editor. Brooklyn-based documentary filmmaker Rahul Chadha was a great asset in allowing publication of a Q and A session with Kopple and crew that took place at the Independent Film Channel Center in New York City. Finally, Editor Tom White of International Documentary Association Documentary magazine was instrumental in securing film journalist Sara Vizcarrondo’s permission to use her story.

A special note of thanks goes to Lesley Allen, who as screening committee chair at the Hot Springs International Film Festival in Arkansas allowed me to view and critique more than a hundred reality-based films from around the world. That experience set into motion a chain of events that was the genesis of this work. This volume would be sorely lacking without recognition of the ever-creative film critic, filmmaker, and Suffolk University professor Gerald Peary, whose counsel and encouragement were indispensable.

As you would expect from the University Press of Mississippi, its director, Leila Salisbury, offered much-appreciated guidance and motivation. Valerie Jones, editorial associate, is to be commended for her patience, availability, and attention to detail in this process, as well.

Most importantly and fondly, this book is dedicated to my able assistant editor and wife, Holly Prall, in grateful acknowledgement of her help with all facets of this project—from gathering for our viewing most of Kopple’s films, to seeking permission for article usage, to creating the polished translations of the two French publication interviews included in this volume. Indeed, her contributions to the chronology and filmography could not have been more valuable and appreciated. And I couldn’t have wished for a better companion on the journey.
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Chronology





	1946

	Born July 30 to Alfred Kopple, a textile business executive, and Marjorie Kopple, a homemaker; raised in Scarsdale, New York.




	1949

	Outspoken and blacklisted Paul Robeson’s scheduled concert appearances near Peekskill, New York, end in riots between local veterans’ groups and fans. Kopple’s grandparents, who lived in Peekskill, argued that even if people didn’t believe in his politics, Robeson still had a right to sing. Kopple’s grandparents and this story were an influential part in her upbringing. Once her film career begins, she will almost immediately work toward creating a fiction film based on these riots which is also to be a love story.




	1961

	Ernest Hemingway commits suicide in Ketchum, Idaho. His granddaughter Mariel Hemingway is born shortly after.




	mid-1960s

	Barbara Kopple first sees the Hamptons—Long Island, New York, ocean-side resort towns—on family vacations.




	1965/66

	Enrolls at West Virginia’s Harvey College (now known as the University of Charleston).




	1967

	Involved in Vietnam War protest movement. Enrolls at Boston’s Northeastern University. In clinical psychology class, rather than write a report, she makes a short film involving lobotomy patients in the Medfield State Hospital. Canadian cameraman Hugh O’Connor fatally shot while photographing a miner on rented property in Kentucky, as Kopple will later be reminded of and warned about.




	1968

	Disastrous explosion at Farmington Coal Mine in West Virginia kills seventy-eight men. Kopple moves to New York’s School for Social Research. Meets an employee of the Maysles brothers in a cinéma vérité class and is hired to assist Albert and David Maysles during the completion of their film Salesman and continuing during the creation of Gimme Shelter (completed 1970).




	1969

	Kopple does not attend first Woodstock concert; Hart Perry is a young cameraman for Michael Wadleigh’s iconic film. Joseph Yablonski challenges long-time incumbent Tony Boyle for the presidency of the United Mine Workers; Joseph Yablonski, his wife, and his daughter, are then murdered by the order of the corrupt union official.




	1970

	Miners for Democracy develops with the aim to reform the union. Its leaders, from rank and file miners, include Arnold Miller, Mike Trbovich, and Harry Patrick. Kopple will read about these events, decide to make a film, and seek funding.




	1971

	Kopple continues to learn as an assistant. With donations gathered in part by Jane Fonda, Donald Sutherland, and filmmaker Barbara Jarvis’s mother, Lucy, a film executive, nineteen filmmakers including Barbara Kopple work cooperatively, Kopple on sound, to film the testimony of veterans invited to Detroit to testify about atrocities in the Vietnam War and then to edit the footage into the film Winter Soldier.




	1972

	Around this time, Kopple does some sound for Peter Davis’s Hearts and Minds project. Winter Soldier is shown and wins an award at the Cannes Film Festival but receives little television air time. In the first national election where all eighteen-year-olds have the right to vote, Kopple helps shoot footage at the Miami Republican convention, at which Allen Ginsberg and others opposing the Vietnam War are in attendance, about the Young Republicans for Nixon—part of which will be restored and screened at the Berkeley Film and Video Festival in 2011. She also is on the all-female crew for the film Year of the Woman at the Democratic convention, where Shirley Chisholm seeks the Democratic nomination.




	 

	Arnold Miller is elected president of the United Mine Workers, and work growing enrollment in the union begins. Kopple, who will name her company Cabin Creek Films, to remember the poverty of Cabin Creek in West Virginia, starts filming miners’ music, black lung problems, and union history with a large crew. However, backer who’d pledged continued support changes his mind; she’s filmed much footage of Arnold Miller related to Miners for Democracy but its executive board concludes it will not back her film without their control of it. She applies to many foundations to try to secure funding.




	1973

	Miners in Harlan County, Kentucky, vote to become part of the United Mine Workers but the mine owner, Duke Power, declines to sign a contract, prompting a strike in June. Kopple moves there with assistant director Anne Lewis and cameraman Hart Perry; they will live with the workers during the thirteen months of the strike, returning to New York for fundraising efforts periodically, as well as to Harlan after the initial strike to follow up.




	1976

	Harlan County, U.S.A. premieres at the New York Film Festival with miners and their relatives in attendance. Kopple helps found the Film Fund, to help filmmakers with backing of, fundraising efforts for, and usage of film and video media projects related to social issues. Hart Perry’s Valley of Tears will be a film that receives some assistance from this fund.




	1977

	Harlan County wins the Academy Award for Best Documentary Feature (of 1976) and many other awards as well as being theatrically successful.




	1979

	Kopple begins to develop feature drama tentatively titled “Peekskill.” Along with Haskell Wexler, directs documentary footage for social issue concert film, No Nukes. Cabin Creek Center for Work and Environmental Studies has tax-exempt status.




	1981

	Son (Hart) Nicholas Kopple-Perry is born to her and Hart Perry. Kopple completes first fiction film, Keeping On, dealing with unionization of textile mill workers in the South. She had long considered producing and directing a film about efforts to organize workers in a J. P. Stevens textile mill; Ray Rogers, who will later be shown in her film about a meatpackers’ strike, was involved in that ultimately successful textile workers’ campaign in North Carolina.




	1983

	Keeping On is broadcast on PBS’s American Playhouse. Kopple’s later soundperson, Alan Barker, works on Margaux Hemingway’s project filming her family.




	1985

	United Food and Commercial Workers’ Local Union P-9 in Austin, Minnesota, headquarters of Hormel, goes on strike in August and Kopple begins documenting the subject of American Dream. Kopple is a juror for the Sundance Film Festival which grows out of the U.S. Film Festival.




	1988

	Barbara Kopple and Hart Perry split up after seventeen years, according to Perry. Kopple will marry Gene Carroll, former labor organizer and writer who teaches at Cornell University in labor studies.




	1990

	Out of Darkness: The Mine Workers’ Story completed: directed by Kopple and Bill Davis, produced by Gene Carroll, and featuring the Pittston Coal Company strike. Harlan County, U.S.A. is chosen for inclusion in the National Film Registry of the Library of Congress. American Dream debuts at the 1990 New York Film Festival.




	1991

	American Dream wins the Academy Award for best feature-length documentary (Barbara Kopple and Arthur Cohn, as its producers, both receiving the award) and many film festivals’ and other prestigious awards, continuing into 1992.




	1992

	American Dream is released after a delay due to one backer demanding immediate repayment; the project as a whole during filming had been nearly out of funding and was rescued when Bruce Springsteen answered pleas and gave $25,000 to help the endeavor be completed.




	1992–93

	For NBC TV, Kopple produces and directs Fallen Champ: The Untold Story of Mike Tyson (with son Nicholas credited as “fly hand”), which wins many awards including the Directors Guild of America (DGA) Award for Outstanding Directorial Achievement.




	1994

	A Century of Women series about women’s history and issues, for which Kopple directs modern fictional family segments, is released. Kopple begins to film preparations for the 1994 Woodstock concert, but then funding is removed by PolyGram. Kopple continues work on a film about the concert despite lack of funding and other difficulties with completing and releasing her film.




	1995

	As a location co-director for a film directed by Danny Schechter, five years after Nelson Mandela’s final release, Kopple goes to Robben Island, South Africa, to film Mandela’s return to the prison he’d been held at for eighteen years.




	1996

	Kopple films Woody Allen and his jazz band on a twenty-three-day tour throughout Europe. Margaux Hemingway fatally overdoses on phenobarbital.




	mid-to-late
1990s

	Kopple teaches at New York University’s Tisch School of the Arts graduate film school. Her students include Lucy Walker, Nannette Burstein, and Brett Morgen.




	1997

	Kopple and Cecilia Peck meet working on documentary about fiftieth anniversary of the Cannes Film Festival. They will soon begin working together, including collaborating on A Conversation with Gregory Peck, which includes parts of Cecilia’s father, Gregory Peck’s, Q and A tour. First commercials Kopple directs are aired: “documentary-style” commercials featuring Saudi Roundtree for Reeboks—much “real people” advertisement work will follow. Directs “The Documentary” episode of Homicide: Life on the Street, for which she wins a DGA Award. Two other episodes of Homicide and one of Oz will follow in later years.




	1998

	Directs “Friends for Life: Living with AIDS,” the first of a series of four Disney Channel specials, three on social issues, and the last about Texas students’ production of the play High School Musical. Completes Defending Our Daughters: The Rights of Women in the World. Receives Irene Diamond Lifetime Achievement Award from Human Rights Watch Film Festival, presented by Alan J. Pakula, as well as several awards for Wild Man Blues, her film based on Woody Allen’s jazz tour. Screenplay entitled Joe Glory, about Peekskill Riots at Paul Robeson concerts, is completed for her by Jeffrey Stanley in this year, the centennial of Paul Robeson’s birth.




	1999

	Shoots Woodstock ’99 concert which will become part of the film My Generation.




	2001

	My Generation debuts on Starz Encore. Kopple films summer in New York’s Hamptons to create reality miniseries for ABC TV.




	2002

	The Hamptons is shown on ABC.




	2003

	Kopple becomes involved in Discovery Docs program. Invasion of Iraq occurs and Natalie Maines of the Dixie Chicks makes anti-war, anti-Bush comments during their Top of the World Tour, prompting conservative backlash back home. MTV refuses to accept an “advocacy” commercial which Barbara Kopple and her staff volunteered their time to complete in which appear young people and marches opposing the war. Idea for movie about female war reporters develops.




	2004

	Is an executive producer for Danny Schechter’s Weapons of Mass Deception analysis of media coverage. Harlan County has been restored and preserved and is screened when Kopple is honored with the Charles Guggenheim Symposium at the Silverdocs/AFI (American Film Institute) Festival.




	2005

	Kopple wins Clio Awards and an international ANDY Award for Sprint PCS ads she directed. Kopple and co-director for Shut
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