
This masterwork by Krzysztof Kieślowski is one of the twentieth 
century’s greatest achievements in visual storytelling. Originally 
made for Polish television, Dekalog focuses on the residents 
of a housing complex in late-Communist Poland, whose lives 
become subtly intertwined as they face emotional dilemmas that 
are at once deeply personal and universally human. The series’ 
ten hour-long films, drawing from the Ten Commandments for 

thematic inspiration and an overarching structure, grapple deftly 
with complex moral and existential questions concerning life, 
death, love, hate, truth, and the passage of time. Shot by nine 
different cinematographers, with stirring music by Zbigniew 
Preisner and compelling performances from established 
and unknown actors alike, Dekalog arrestingly explores the 
unknowable forces that shape our lives. 
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DEKALOG: ONE
Krzysztof, a semantics professor and computer hobbyist, is 
raising his young son, Paweł, to look to science for answers, 
while Irena, Paweł’s aunt, lives a life rooted in faith. Over the 
course of one day, both adults are forced to question their 
belief systems.  

Krzysztof Henryk Baranowski 
Irena Maja Komorowska 
Paweł Wojciech Klata 
Man by the pond  Artur Barciś  

Poland • 1988 • 56 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: TWO
Dorota is in love with two men: her gravely ill husband, 
Andrzej, and a fellow musician who is the father of her unborn 
child. Andrzej’s doctor, himself no stranger to loss, is Dorota’s 
downstairs neighbor; she implores him to swear to a prognosis 
for her husband, and in doing so puts a very serious decision 
into his hands.

Dorota Krystyna Janda 
Chief surgeon Aleksander Bardini 
Andrzej Olgierd Łukaszewicz 
Orderly Artur Barciś 
Postman Stanisław Gawlik  
Andrzej’s friend Jerzy Fedorowicz  
Basia Ewa Ekwińska

Poland • 1988 • 59 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: THREE 
It’s Christmas Eve, and Ewa has plotted to pass the hours until 
morning with her former lover Janusz, a family man, by making 
him believe her husband has gone missing. During this night of 
recklessness and lies, the pair grapple with choices made when 
their affair was discovered three years ago, and with the value 
of their present lives.

Ewa Maria Pakulnis 
Janusz Daniel Olbrychski 
Janusz’s wife Joanna Szczepkowska 
Tram driver Artur Barciś

Poland • 1988 • 58 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: FOUR 
A father and daughter, Michał and Anka, have a unique intimacy, which 
the college-aged Anka is beginning to feel conflicted about. When she 
finds an unopened letter from her deceased mother, it seems to justify 
her attraction to Michał, who may not in fact be her father.

Anka Adrianna Biedrzyńska 
Michał Janusz Gajos 
Man with kayak Artur Barciś 
Neighbor Aleksander Bardini 
Michał’s friend Andrzej Blumenfeld 
Jarek Tomasz Kozłowicz 
Jarek’s mother Elżbieta Kilarska

Poland • 1988 • 57 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: FIVE
Jacek, an angry drifter, murders a taxi driver, brutally and without 
motive. His case is assigned to Piotr, an idealistic young lawyer who 
is morally opposed to the death penalty, and their interactions take 
on an emotional honesty that throws into stark relief for Piotr the 
injustice of killing of any kind.

Jacek Mirosław Baka 
Piotr Krzysztof Globisz 
Taxi driver Jan Tesarz 
Road worker,  
    man with ladder Artur Barciś 
Dorota   Krystyna Janda 
Andrzej   Olgierd Łukaszewicz 
Executioner Aleksander Bednarz 
Prosecutor  Maciej Maciejewski 
Law school examiner Zbigniew Zapasiewicz

Poland • 1988 • 60 minutes • Color • In Polish with English subtitles •  
1.70:1 aspect ratio • Screening format: DCP

DEKALOG: SIX
A teenage postal worker, Tomek, routinely spies on his older 
neighbor Magda, a sexually liberated artist who lives in the 
apartment across the courtyard from his. As their private worlds 
merge, fascination turns to obsession, and the line between love and 
curiosity becomes violently blurred.

Magda Grażyna Szapołowska 
Tomek Olaf Lubaszenko 
Tomek’s landlady Stefania Iwińska 
Postman Stanisław Gawlik 
Man with suitcase Artur Barciś 
Roman Piotr Machalica 
Post office manager Małgorzata Rożniatowska

Poland • 1988 • 61 minutes • Color • In Polish with English subtitles •  
1.70:1 aspect ratio • Screening format: DCP



DEKALOG: SEVEN 
As a high school student, Majka bore a child, Ania, whom 
Majka’s mother, Ewa, has been raising as her own. Now 
that Majka is ready for motherhood, Ewa refuses to let go, 
leading Majka to kidnap her own daughter, with unexpected 
emotional consequences.

Ewa Anna Polony 
Majka Maja Barełkowska 
Stefan Władysław Kowalski 
Wojtek Bugosław Linda 
Ania Katarzyna Piwowarczyk 
Man on train platform Artur Barciś

Poland • 1988 • 57 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: EIGHT 
Zofia, a professor of ethics, is visited by Elżbieta, an American 
researching the fate of Jews who survived World War II. 
A daytime classroom conversation turns into a night of 
confrontation, and Zofia is forced to answer for a decision 
she made decades ago that directly affected the course of 
Elżbieta’s life.

Zofia Maria Kościałkowska 
Elżbieta Teresa Marczewska 
Student Artur Barciś 
Tailor Tadeusz Łomnicki 
Zofia’s neighbor   Bronisław Pawlik 

Poland • 1988 • 56 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: NINE
Roman and Hanka have a loving marriage, but his impotence 
has led to her having an affair. The unbearable situation drives 
Roman to extreme measures both physically and mentally, 
testing their love and his own will to live.

Hanka Ewa Błaszczyk 
Roman Piotr Machalica 
Mariusz Jan Jankowski 
Cyclist Artur Barciś 
Female patient Jolanta Piętek-Górecka 
Little girl Katarzyna Piwowarczyk

Poland • 1988 • 60 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP

DEKALOG: TEN
Jerzy and Artur’s father dies, leaving behind a valuable stamp 
collection, which, they discover, is coveted by dealers of varying 
degrees of shadiness. The more involved the brothers get in their 
father’s world, the more dire and comical their situation becomes.

Jerzy Jerzy Stuhr 
Artur Zbigniew Zamachowski 
Shopkeeper Henryk Bista 
Piotrek Maciej Stuhr 
Detective Cezary Harasimowicz 
Stamp collectors Henryk Majcherek, Jerzy Turek  
Tomek Olaf Lubaszenko

Poland • 1988 • 59 minutes • Color • In Polish with English subtitles •  
1.33:1 aspect ratio • Screening format: DCP
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BIOGRAPHIES 

KRZYSZTOF KIEŚLOWSKI 
A graduate of Poland’s prestigious Łódź film school—whose 
alumni also include Roman Polanski, Jerzy Skolimowski, and 
Andrzej Wajda—Krzysztof Kieślowski began his career as a 
filmmaker after a childhood spent moving from city to city, 
a flirtation with the theater, a drawn-out attempt to avoid 
military service, and two rejections from his future alma 
mater. Appropriately, his early works are varied, on-the-ground 
documentary shorts that explore corners of everyday life 
normally ignored by state-approved cinema: factory work, the 
effects of industry on urban existence, medical care, military 
conscription, and even funerals. 

As his work became increasingly political—Workers ’71, a 
film about striking laborers, was censored by the Polish 
government—Kieślowski moved away from documentary and 
toward narrative filmmaking, first with the hybrid Curriculum 
Vitae and then with a trio of features (Personel, The Scar, and  
The Calm) that blend a focus on labor and class with keen 
insight into the ethical quandaries of life under Communism. 
His fourth-released feature, Camera Buff—about a factory 
worker turned obsessed filmmaker—screened to acclaim at 
the Moscow and Berlin International Film Festivals but would 
be recognized as a major work only in hindsight. Another 
exploration of labor, Short Working Day, was followed by Blind 
Chance, a work that found Kieślowski pursuing grander themes 
of fate and spirituality. Consisting of three variations on the 
simple premise of a man trying to catch a train, Blind Chance 
announced a new chapter in Kieślowski’s career, even though 
its suppression by the government meant that it was not widely 
seen until six years after its completion. 

His follow-up, No End, solidified Kieślowski’s new approach 
and introduced him to two collaborators with whom he would 
continue to work until the end of his life: the lawyer turned 
screenwriter Krzysztof Piesiewicz and the composer Zbigniew 
Preisner. In 1988, the trio embarked on the ambitious Dekalog 
project, completing ten hour-long films for television and  
two feature-length theatrical versions of films five and six  
(A Short Film About Killing, A Short Film About Love) that finally 
announced the filmmaker to a global audience. Building on that 
success, Kieślowski was able to turn next to European investors 
for The Double Life of Véronique, which won three awards at the 
1991 Cannes Film Festival. Expanding on the themes of fate and 
chance that he’d explored in Blind Chance and the concept of 
interlocking narratives that he’d pursued in Dekalog, Kieślowski 
proceeded to create the masterful Three Colors trilogy, then 
announced his retirement from filmmaking. Kieślowski died 
from medical complications after a heart attack in 1996, at the 
young age of fifty-four, leaving behind a thirty-year body of work 
and several masterpieces of world cinema.

KRZYSZTOF PIESIEWICZ
Krzysztof Piesiewicz’s career as a screenwriter began, much like 
the way events unfold for a character in a Krzysztof Kieślowski 
film, with a fateful encounter. While working as a private-practice 
lawyer with a focus on defending critics of the Communist 
government and members of the Solidarity trade union, Piesiewicz 
was approached by Kieślowski to serve as an adviser on a planned 
documentary about the televised trials being conducted under 
martial law in Poland (1981–83). Though filming began on that 
project, it was soon abandoned after Kieślowski realized that his 
presence as a filmmaker was affecting the cases being documented. 
In its place, Kieślowski and Piesiewicz began to collaborate on a 
narrative film about martial law, which became No End.

 Though Piesiewicz returned to law, the two remained friends 
and worked together three years later on Dekalog, after Piesiewicz 
suggested the Ten Commandments as a subject to Kieślowski. 
Over the next six years, Piesiewicz balanced a career as a politician 
(having been elected to the Polish Senate in 1991) with his efforts 
as a screenwriter, working with Kieślowski on all the director’s 
subsequent features: The Double Life of Véronique and the Three 
Colors trilogy. Piesiewicz has continued writing screenplays since 
Kieślowski’s death, including those for Heaven, Hell, and Purgatory,  
a trilogy the two had conceived just before the director’s passing.

 
ZBIGNIEW PREISNER 
A self-trained musician, Zbigniew Preisner began performing at the 
famous arts-cabaret Piwnica pod Baranami in Krakow while still 
in college. His debut as a film composer was in 1981 with Antoni 
Krauze’s Weather Forecast. After composing several scores for film 
and television, he came to the attention of Krysztof Kieślowski, 
who met him at the infamous dive bar Lotos in Warsaw, where they 
discussed the concept that would turn into No End.

After No End, Preisner and Kieślowski would work together on 
sixteen more films before Kieślowski’s death in 1996. They enjoyed 
an intimate collaboration, with Preisner beginning his work in the 
earliest phases of preproduction. Their last collaboration was Three 
Colors: Red, for which Preisner won the César for best score from the 
French Film Academy.

Preisner has scored many other international feature films, 
including Héctor Babenco’s At Play in the Fields of the Lord, Louis 
Malle’s Damage, Luis Mandoki’s When a Man Loves a Woman, 
Agnieszka Holland’s The Secret Garden, and Thomas Vinterberg’s 
It’s All About Love. He continues to tour and compose music outside 
the realm of film. Requiem for My Friend, Preisner’s first large-scale 
work written for recording and live performance, is dedicated to 
Kieślowski’s memory.



KRZYSZTOF KIEŚLOWSKI 
FILMOGRAPHY

1994 Three Colors: Red 
1994 Three Colors: White
1993 Three Colors: Blue
1991 The Double Life of Véronique
1988 Dekalog 
1988  Seven Days of the Week: Warsaw 

(short)
1988 A Short Film About Love 
1988 A Short Film About Killing 
1985 No End 
1981 Short Working Day 
1981 Blind Chance 
1980 Railway Station (short)
1980 Talking Heads (short)
1979 Camera Buff
1979 The Card Index 
1978  Seven Women of Different Ages 

(short)
1977 I Don’t Know (short)
1977 Hospital (short)
1977  From a Night Porter’s Point  

of View (short)
1976 Two for the Seesaw  
1976 Slate (short)
1976 The Scar 
1976  The Calm (released 1980)
1975 Legend (unfinished short) 
1975 Personel
1975 Life Story (short)
1975 Curriculum Vitae (short)
1974 First Love (short)
1974 X-Ray (short)
1973 The Bricklayer (short)
1973 Underpass (short)
1972 Hosts (short)
1972  Between Wrocław and Zielona 

Góra (short)
1972  The Principles of Safety and 

Hygiene in a Copper Mine (short)
1972 Shooting Permit 
1972 Refrain (short)
1972 Chess Kings (short)
1971  Workers ’71: Nothing About Us  

Without Us (short)
1971 Before the Rally (short)
1970 I Was a Soldier (short) 
1970 Factory (short)
1969 From the City of Łódź (short)
1968 The Photograph (short)
1967 Concert of Requests (short)
1966 The Office (short)
1966 The Tram (short)

EXCERPT FROM  
KIEŚLOWSKI ON KIEŚLOWSKI
 
While all this was going on, I happened to bump into my coscriptwriter in the street. 
He’s a lawyer, roams around, hasn’t got much to do. Maybe he’s got time for thinking. 
It’s true that he has had a bit to do over the last few years, because we had martial law 
and he took part in quite a few political trials in Poland. But martial law finished sooner 
than we’d all expected. And one day, I bumped into him. It was cold. It was raining. I’d 
lost one of my gloves. “Someone should make a film about the Ten Commandments,” 
Piesiewicz said to me. “You should do it.” A terrible idea, of course.

Piesiewicz doesn’t know how to write. But he can talk. He can talk, and not only can 
he talk but he can think. We spend hours on end talking about our friends, our wives, 
our children, our skis, our cars. But we keep going back to what would be useful for the 
story we’re inventing. It’s very often Krzysztof who has the basic ideas; ones which, in 
fact, look as if they can’t be filmed. And I defend myself against them, of course.

Chaos and disorder ruled Poland in the mid-1980s—everywhere, everything, practically 
everybody’s life. Tension, a feeling of hopelessness, and a fear of yet worse to come 
were obvious. I’d already started to travel abroad a bit by this time and observed a 
general uncertainty in the world at large. I’m not even thinking about politics here 
but about ordinary, everyday life. I sensed mutual indifference behind polite smiles 
and had the overwhelming impression that, more and more frequently, I was watching 
people who didn’t really know why they were living. So I thought Piesiewicz was right, 
but filming the Ten Commandments would be a very difficult task.

Should it be one film? Several? Or maybe ten? A serial, or rather cycle, of ten separate 
films based on each of the commandments? This concept seemed closest to the idea 
of the ten propositions, ten one-hour films. At this stage, it was a question of writing 
the screenplays—I wasn’t thinking about directing yet. One of the reasons for starting 
work was the fact that, for several years, I’d been deputy to Krzysztof Zanussi, artistic 
head of the TOR production house. Zanussi was working largely abroad, so he made 
general decisions, while the day-to-day running of the production house was left to 
me. One of the functions of the production house is to help young directors make their 
first films. I knew a lot of directors like that who deserved a break, and I knew how 
difficult it was to find the money. For a long time in Poland, television has been the 
natural home for directorial debuts—TV films are shorter and cheaper, so less risk is 
involved. The difficulty lay in the fact that television wasn’t interested in one-off films. 
It wanted serials and, if pushed, agreed to cycles. So I thought that if we wrote ten 
screenplays and presented them as Dekalog, ten young directors would be able to make 
their first film. For a while, this idea motivated our writing. It was only much later, 
when the first versions of the screenplays were ready, that I realized rather selfishly 
that I didn’t want to hand them over to anybody else. I had grown to like some of them 
and would have been sorry to let them go. I wanted to direct the films, and it became 
obvious that I would do all ten. We knew from the very beginning that the films would 
be contemporary. For a while, we considered setting them in the world of politics, 
but, by the mid-1980s, politics had ceased to interest us. During martial law, I realized 
that politics aren’t really important. In a way, of course, they define where we are and 
what we’re allowed or aren’t allowed to do, but they don’t solve the really important 
human questions. They’re not in a position to do anything about or to answer any of 
our essential, fundamental, human, and humanistic questions. In fact, it doesn’t matter 
whether you live in a Communist country or a prosperous capitalist one as far as such 
questions are concerned, questions like, What is the true meaning of life? Why get up 
in the morning? Politics don’t answer that. 

Excerpted from Kieślowski on Kieślowski. By Kryzstof Kieślowski and edited by Danusia Stok.  
© 1993. Published by Faber & Faber. Reprinted with permission, not for republication.



TRIVIA
 
In order to secure funding from the Minister of Culture 
and Telewizja Polska (TVP) and Sender Freies Berlin 
(SFB), the television stations that produced the series, 
director Krzysztof Kieślowski and coscreenwriter Krzysztof 
Piesiewicz decided to turn two of the segments of Dekalog 
into feature-length films for theatrical distribution. They 
chose Dekalog: Six to become A Short Film About Love, and 
the television stations chose Dekalog: Five to become A Short 
Film About Killing. 

All twelve films were shot and edited over an eighteen-
month period, with overlapping production and 
postproduction processes. For example, in one day,  
scenes from three different films might be shot in the  
same location. 

Dekalog: One’s young Paweł’s falling into the frozen pond is 
based on an experience Piesiewicz had when his young son 
went out with his ice skates and was missing for hours.

Cinematographer Sławomir Idziak didn’t exactly want the 
job of shooting Dekalog: Five and A Short Film About Killing. 
In protest, he made the test shots look shockingly ugly, 
as he felt the topic of murder called for, and in hopes that 
Kieślowski would fire him. Idziak’s plan backfired, and 
ultimately he designed over 500 unique camera and lighting 
filters for the production.

In the church scene from Dekalog: One, the tears of wax on  
the painting of the Virgin Mary were being dropped by 
Kieślowski himself.

In Dekalog: Eight, the character of Elżbieta is often shown 
playing with a cross she wears on a necklace. The new 
restoration shows clearly that she is also wearing the  
Hebrew letter chai which means “life.”

Kieślowski and Piesiewicz considered extending  
Dekalog: Nine into a feature-length film called A Short  
Film About Betrayal.

Dekalog: Nine ’s subplot about a female heart patient with 
aspirations of becoming a professional singer was expanded 
into what became The Double Life of Véronique. 

When A Short Film About Killing was distributed theatrically, 
the scene showing Jacek murdering the taxi driver was 
believed to be the longest murder scene in cinema history. 

When Dekalog first played at the 1989 Venice Film Festival, 
critics wanted to know which commandment applied to 
which film. Under pressure, the festival assigned new titles 
to each film, specifying a commandment for each—which 
was never Kieślowski and Piesiewicz’s intention.


