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0 Oawrog Aaympivo eival évag avBpwnog o Biwae pe Hovadikd Tpono To ebtepo piod Tou 200U aiva, kal, Tautdypova, Katé-
ypaye pe 1Blairepo (Ao Ta onpavtikotepa yeyovota mou kaBopioav Ty moNTIKI) kal Kowwvikr yewypapia tou. Exovtag omouddoel
ot Mooya T dexaetia tou '60, épyetal o€ naqr e pepikd and Ta peyahbtepa ovopata Tov kivnjatoypdpou, acyokeitat pe ndfog
Jié TV moNiTikr), €va eNioogtar Glapkag avdpieaa oe ywpeg kat moATiapoUc. Tdoo 1 KvnpatoypagiKr Kapiépa Tou 600 Kal 1 Mepime-
Tewdng (i Tou kaBiotolv anapaitno kat emBeBAniiévo T0 agIEpwHA aTO £py0 TOU.

0 Owrog Aapmpivag epyaletat adidxona nave ano capavia ypovia, Taypeévog oxedov anokeloTikd oto VIokiHaveép e Niye akhd Aapi-
mipéc e§aipéoeic, 01 moNudpi6jie Tawieg Tou, n metoyngia Twv omoiwv éxel yuploTei yia Aoyapiaopo T Thedpaong, eupabivouy atnv
€010 TNG 10TOPIC, TWV TOMWY, TWV MPOOWNWY, TwV TIONTIKGV Kai Twv Aav. Ta evaiobrta moptpéta tou, 6w auto Tou 2epykét Ma-
par(avwe, oTéKovIal 0av auTOvopa 1aTopIKd TekHrpLa (o auyKeKpiiévo yupiaTnke Aiyo mipiv To Bdvato Tou peyahou yewpylavol on-
{lioupyou).

E€ioou anpiavriko eivai o Beapiiko kat akadnyaiko épyo Tou Kvnpatoypagios. Evag an6 tous Baaikoig dlaopewtés g kivnpa-
TOYPaQIKriG MONTIKTG TG YWpag pag, éva Bactko ateheyog g dnpdotag eMnikrg Tedpaon, évag and Toug mpwTepydreg Tou ouv-
dikaNoyi00 Tou Kivnjatoypaikod kAGO0U Kal, Kupitw, évag and 1oug o HeBodIKOUG YVOTES (av 61 0 ESEXWY YVWOTNG) TwV I0TOpIKGY
Kivnaroypagikwv apyeiwv mov apopolv oty EMdda, ox1 povo €6t aMd kat ato e€wtepiko, 0 Dtog Aapmpiva éxel oupBahe e
avekTijno tpomo ot A1d0won TG LoTOPIKIG HVANG TOV TOMOU Hag.

To OeotiBdA Nrokipavrép Oeaoahovikng — Etkoves Tou 21ou Aiiva éyet and kataBoMig Tou Beomiae pa evotna yia v Kataypagn
¢ Mvijung. To agiépwpa atov Owro Aapmpivé emoteydcel To oeBaopd Tou DeotiBa anévavti 0To «ITOPIKO» VIOKIHAVTED, TIHV-
Tac évav onpavtikd éMnva dnpioupyd, otoxaotr kai Bepehiwtr autod mou ovopddoupie «ENNVIKG VIOKIHavTEpY.

Anpiitpng Eimidng
KaMreyvikdg AievBuvrric, @eamiar Nrokiuaviép Geaoalovikng

Fotos Lamprinos is a man who experienced the second half of the 20th century in a unique way. At the same time, he zealously
recorded the major events that defined the political and social geography of that period. Having studied in sixties Moscow, he came
in contact with some of the leading figures of cinema and became passionately involved in politics, journeying constantly through
countries and cultures. Lamprinos' film career and adventurous life make a tribute to his work both necessary and imperative.

Fotos Lamprinos has been working ceaselessly for over forty years, almost exclusively dedicated to the documentary genre, with only
afew, yet remarkable exceptions. His numerous films, the majority of which was filmed for telelvision, delve into the concept of his-
tory, of countries, of individuals, of politicians and peaples. His perceptive portraits, such s that of Sergei Paradjanov, stand as au-
tonomous historical documents (the aforementioned was filmed shortly before the great Georgian artist passed away).

Equally important s the filmmaker's regulatory and academic work. One of Greece's main film policy makers, an influential mem-
ber of Greek public television, one of the pioneers of trade unionism in the film sector, and, above all, one of the experts (if not the
expert) on historical film archives relating to Greece, both in this country and abroad, Fotos Lamprinos has contributed invaluably to
the preservation of Greece's historical memory.

From its very inception, the Thessaloniki Documentary Festival — Images of the 21st Century has allocated a section to the Record-
ing of Memory. The tribute to Fotos Lamprinos is the capstone of the Festival’s respect towards the“historical” documentary, asit hon-
ors an important Greek film director, thinker and the founder of the “Greek documentary”.

Dimitri Eipides
Artistic Director, Thessaloniki Documentary Festival
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workto his credit, a solid education and an abun-

dance of knowledge. He can make his choices out
of an extremely broad range of events and situations
that at the same time define his own perception of the
world and constitute a record of his ideological profile.
There is a red line that connects his most important
works from the start of his artistic career to the present.

Fotos Lamprinos has a sizeable creative body of

~ Asimpleisting is proof of the legitimacy of his asser-
tion: Visit Greece (1969), Yannis Tsarouchis’ Piraeus

(1980), Aris Velouchiotis — The Dilemma (1981),
Panorama of the Century (with Leontas Loisios) (1982-

* 87), Moscow — November 1990. Return to the Future
~ (1991), Beauty Will Save the World (1992), Birthday

S————

Party (1995), Captain Kemal, a Comrade (2008).

| take his first film in 1969 and his most recent one
in 2008, a career that spans forty years, to show the
broad extent of his interests and his enigmatic rela-
tionship with them. The choice s entirely subjective.
Between these films there are dozens of other hours
of creative work that quite possibly would be better
able to shed light on Lamprinos'work. | will rely more
on the above films.

In the theoretical section of his dissertation work,
Fotos says: “In my opinion, the ‘artisticness' of any
film does not depend on whether it was shot with a
script and actors or without a script and without ac-
tors. ft depends on how ‘artistically" this material —
this slice of reality — was shot”

This conviction of his he will putinto practice with
his very first film — his dissertation work Visit Greece.
In this film many of the gifts he was later to improve
unfold and he creates his own narrative and visual
style. A style that | would define as follows: “He
makes the documentary speak the language he
wants it to speak.” In other words, he makes you see
the events described in the documentary in a differ-
entway. His texts almost never narrate the image but
fight and often satirize it, as in Visit Greece or
Panorama of the Century. He abolishes historical co-
hesion (Aris Velouchiotis, Captain Kemal) and being
cognizant of history he presents the deeper and more
complex truth that is hidden by the material being
processed.

A Journey Spanning Forty Years

Fotos is a hard worker. When he begins a film he
exhausts all the possibilities in order to collect the
material he needs. He will run to cinematheques,
archives, collections; he will dig up photographs, en-
gravings; he will conduct interviews in order to shed
light on every facet of his object. In this aspect,
Panorama of the Century is a feat. Forty-five turbu-
lent yeas with Balkan and World wars, with techno-
logical discoveries, with revolutions that changed the
world, with new ideological currents, had to be con-
densed into fifteen-sixteen hours! Using Greek his-
tory as their basis, its creators made excellent choices
when it came to selecting the global events so as to
create the feeling of completeness despite the fact
that it was impossible to include everything. The texts
and the slightly sarcastic tone in which they were ar-
ticulated also helped in this. A method that Fotos has
used from his very first film.This does not mean that
heisa cold and ironic narrator of events. When | hear
his ironic voice saying at the end of the film “Visit
Greece’, | have this qut-wrenching feeling that ulti-
mately also determines the value of this film.

Fotos'loving relationship with his subject matter
is more evident when he concerns himself with spe-
cific persons. Tsarouchis’ Piraeus is one of his most
sensitive films. He manages to convey the poetry of
Tsarouchis'images in the neighborhoods of Piraeus
and makes you privy to another internal landscape
which is the result of his loving approach to his work.

This relationship is visible to an even greater ex-
tentin one of Fotos'most significant films, Aris Velou-
chiotis — The Dilemma. The title is for other people.
For Fotos there is no dilemma as there was no
dilemma for Aris. Little by little, the portrait of a pop-
ular leader emerges, with principles and an un-
shakeable faith in his ideals, steadfast to his
commitment even though he knows it will lead him
to death. And despite the fact that the audience
knows the sad ending, they are carried away and be-
lieve that something else may happen. And when the
scene with the severed heads is presented at the end,
you are overcome with unbearable bitterness and
rage at the vile Greek society of the era.

In his last film, Captain Kemal, a Comrade, Fotos

by Manos Zakharias

once again shows the extent of his interests and his
ideological orientation. The ninety-year-old Turk, a
former rebel in the mountains of Greece, has a charm
that overwhelms even the director; indeed some-
times it even makes him lose the pace. But he's worth
it! The value of this film and Fotos'imprintin artis the
humanity that emerges. The scene where Captain
Kemal sings the ELAS (Greek People’s Liberation
Army) anthem in Greek is one of the most poetic in
his filmography.

| would like to conclude with a film which, in my
opinion, stands a little outside his basic body of work.
The film Beauty Will Save the World. The title of the
film is a quote by Dostoyevsky who considered that
salvation will come from the beauty of Orthodoxy,
meaning religion not as a philosophical dogma but as
a spiritual category that is related to a person'’s char-
acter. Fotos undertakes an exceptionally difficult work
because the vehicle of religion is the Church which
was the chief supporter of Tsarist authority. An au-
thority that sent Dostoyevsky to Siberia for four years.
For this reason, the subject of beauty is displaced and
in my opinion the film does not justify its title. The
brief historical description after the first part which
ends in the restoration is what | think displaces the
subject. Despiteall this, itis one of Fotos'most beau-
tiful films and showcases his lofty aesthetic demands
(we had seen them earlier in Doxobus). The extraor-
dinary landscapes, the churches, the faces, the holy
icons, the music all create an ensemble that you
watch with a feeling of true enjoyment.

In 1968 Fotos had come to do his internship at the
shooting of my film The Executioner and | remember
how important his contribution was to the final re-
sult. | thank him for it and am glad we are friends.

Translated into English by Elly Petrides
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AP QAN RO A v alyoupa Kor outd
) g s oy ot exdogs) now naigvoyE N6
oy v, €l oo tov Aympwd 0k pia ok
eimpres « v Suatige BEon 010 0w
T EN AIOORT ARG T GANY g0,
w0 10 o npdyy oxediv noydes tov eutd 1ou
Anjala, vy e wpa nou efghooduov 1 oTopio €00
EmVEC OuT KO QeOuE 0w AN 10Topia v £ENio-
0e1y, 00v £v0 Rpaya vo (wvidvese owa owd. Ki autd
mou (wnidveve fiov 10 peoovd Bokdwo. Eva
PPy a0, adepedvmo, K O ankix yvwoto,
QM K KTORPEOUPYTLEND OND OUVPOVOUC BvaAL-
TEC YipgE pio oxv 010 vexpOTOREiD, 0'6va nayav-
OT) VExpoTogeEio, 1 0noig ko Ut 10 Apdyya To
£yl 010 npooxino pe 1ov kahinepo Tpono. Mia
V) EVTURONOKT) AN KOBE ANOgN, 1 ONOI AVEOUPE
£vov AP0 KBopo e 10 péoa T Taviac Evav

K00 mou tytankax Tov ayvoodoag, alMd ftav odu-
VOTO V0 TV POVTOOTOOE, 1000 exBoyBwrxd kai Tdoo
npogavi) 600 Tov kafotoloe N tamia. Zépw on 0
urtoc e napodwae: pia oeipd poBpdruy, oo ew-
tepacd vopiCu, Sev 1a napaxoloiinoa, e Bépatovio-
paviép o gibidv. Anhad on kol vokaviép
viédher pmopei va anoxtrioe: kot pia puBaToprpanix
Sidoroon i va Sioaatel w éva eiSog apiynong. Sa
V0 OPAYOULOTE L€ 10 £0a TIC Exvag TV 10Topia.
T tawia éxave 1o axpifi avanodo, Snhadi ané-
Sekz Om xon i ravia gsov pmopei va avipeTwmoBe
wvioagaveép. far, n epyovi Tou Ocrrou Aaynpivod
&ivar 1} latopia. Kdmore o KaPagng éheye on «dev
nopa cogakix va ypdiw pubiotopnpa, duac 125
P e héyouy, o€ dpoya ake€avbpnd, o1 unopa va
¥odpe Topias. Eipar andlura ofyoupog o 125
Quveq tinav okl eyaipux otov Qairo dn nopei va
Ypope loropia. H lotopia eivar 1o peyaho Tou pepdxi
0 peyaho Tou aTod, TauToxpov G Sev ymopei
1Opd vo ovaxaTEGETor K p pia anoAUTwe oyypovy
aiofinon my loropiac Snhab va var ia anehmopévn

T —

pand oy laropia. H dnoyd pou yia 1o dodumoug - |

£van 01 10 Joédumou, Quto 10 AVIGIaKd VIoKipav-

Tp 10 onolo (uviavede dvav kH0LO Ko Tov agfvel va
£pBes 010 npooxrvio ke §agvixd va Tov Sodye ko1 va

eivouye éxopfor, uy 16 onyuf audw Tov Koy

Tow nayever e 10 oo axpifx e 0B Teher-
o, Zov ) lovopia va propel va épBel wx epd ad
o yia va axvyronownfiel. Asv unopodye va ) Sodpe
napd povo o¢ ia Siadog and nivaxeg A and Tapmko
PuBav. To i 10 npdypa 1o anolo éxave Ty latopia kar

v anoogigve, 10 180 10 npdypo Ty nayave. Sav |

va fyddes o ma 1o npoBhapa e lotoplac aMd v+
o) Tou Aaympod ya Ty lotopia. H dnogn aut
Tou Aaymprvod yia T lotopia kad T ey pov eivar

amogn anawodods, 0.1k av onpaiver auto. Niovov
autd va ogelherar oty 10Topii] nopeia Tou idiou Tou
Qaou 1) onola ouvbodoTne e Ty 10Topiki| nopeia
Ty opwonepd. MBavov va ogeiletar oe dMoug, mo
npoouwmioix Adyous. Nlavig enpdreno yia Soxiyio
mepi i abuvopiog va eworiooue f va ripodeyyioouye
Tov (viavd kdoyo nov ouwiBu kpBetar f anoow-
THGT0r 06 T IoTopixcC agnyroeic, Ty iia oy nou
0uT 0 KBOyOC EpYOTAvE 01O MipoaKiivio. BEwpa Aot-
T Gm yia va 1o kdvel kaveic autd Ba npénet va ndpel

"Oahi row idpyou Kopanoddn ya Tov Ociro Aguaped, i Tov Titko «Eva npdypa dayTos oo veuyamd Kévipo tou Ariuou Xalavpiou (1992)
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610 nokd ooBapéc anogdoeic: MNpwrov va napekkAiver
a6 T Terpiypéva —kat Ba mw apéow pera T Bewpa
Kateoxfv TErpipévo o’ autr v lotopia— Gedtepov
va piokdpel pia mapadogn urodoy. O Aaympivog mipe
Ka 1i¢ b0 autég anogdoeic, Tnv mpw, va napekkhi-
Vel a6 Ta Terpippéva, Trv mipe Siom n lotopia, éxoupie
6ot noAd mpdyelpa napadeiypata va emkakeatoue,
Xpnoieuoe wg évag and toug peydhoug puBou Tou
olyypovou eNnviko kivnpatoypdgou. Otav 0 eNn-
VIKOC KIvatoypdgog frav apravog e Tov EauTd Tou,
T0T€ Mpooépevye oty lotopia w To TéAELo ANoBL.
Ynifipéav and autr v anoyn Taivieg ol omoleg etkovo-
ypagosoav 0Topikd yeyovota kai pdNiota mpdowna.
0 dvbpwno e 1o yaplipaMoyia napddeypa (bev kdvw
Kpion yia v awvia autr T otiypr, amag nepiypdow)
1 onoladiinote AAAn. O Ocrog nripe v anépaon va

v avtiperwnioe v lotopla wg ANoB1, ahka we éva
(wvravo kai anetnmikd npdypa. H andgaon autr
aopaac énpene va umoatnpiyBet ki an'tn dedtepn.
Na avtiperwnioel v mbavotnta v 1awia tou va tny
unodextodv wg kati To napddogo. Autd, kat Aundpial
10U TO KaTaypaQw, EYIVE Kal O€ MOMEG MEPIMTAOEL
ané Kvnpatoypagikodc kprikouc f and auvadéhpoug
T0U. Auto €V jiag anaoyoNei we nepimwon), dev jag
evblagéper av kanolog éye€e T Tawia, e anaoyohel
GG WG KoVWVIKO pavopievo kaBeauto. Eival xapa-
KTNpIOTIKO 6TI TV 81a oTiyHr mov €youpie aneeule-
pwel Plaiwg kar katd kopov o€ Oha Ta pétwna,
undpyouv mpotdypata ta ooia e§akohouBody va avy-
kpotodv pia nohb aKotewi meploxii Griov gaiveral ot
Katolkoedpevou kat 1a anwnyiéva yiac, H lotopia,
autA n lotopia, n {wvravr lotopia, n lotopia mou ent-

Mia napatripnon eni twv Aeyouévewv tou I KopomodAn and tov 0. Aaumpivo

Bupodpe va e§akohouBoipe va ayvooUpe (616t av T
ywplooupe Ba pénel va avatpépoupe Tic fepaiom-
TéG iac), e§akohouBei va ivat To peiov anwbnpévo.
Oaiverar b1t n nepimwon Tou Aapmpivod 06rynoe 1o
Koo akpIB va pookpolae! o' autd To anwlinpiévo
Kaivato aviipetwnioel. Humodoyr 6a éNeya ori o pe-
PIKEC TEPUTTOEIG jTav voTepIKr ahNd Oev meipdde,
autd aupBaivouv otig kahéc Tawie. H andvinon Aoi-
1oy, e fdon auto To MPoawWMIKG OyTjia Mou nepié-
ypaya ivai ot yia Adyoug nou dev €ival or ouviBec:
«éKave o wpala Tawia, 1 wpaa unéBeon, Ti evdia-
(9épouoa, vandpe vatny Eavadolpe naibid», akkd yia
Aoyoug oA ouai@delg yia Ty Téxvr) ToU Kvnpato-
Yppou a1o onelo mou 1) Téxvn auTr cuvavrdral e
Tnvlotopia kai To viokipaviép, 0 Owto, vai, aoparwg
Kal éfvat o\ kahog oknvoBémg.

‘Tva pikpo oxoMo o’ aurd ov eime o Tipyog KoponoUhng kat ot ppdon Tov 6t «naycvel Ty lotopia. Aev E¢pw av auto eivar ouveidnto, av ato Aoédumous éyive ouveidmd,
£ywve, (¢ éva Badpo, evBupolpevog v katdotaon ot onoia Bpiokopiouva kat Ta npdypara mou mepvayave and to juald jiou orav etoiyiala autr Ty Tawvia Kai 6av TV
¢guayva aut v Tawia. Moto eivat auté To npaypa; To Eheya kat otoug nBoroiole yi'autd To Aéw kai Tdpa kai 1o Bupdpar moNd kaAd. Exw v aioBron 6t av fdhoupe To
Béatpo anévavri atov kivnpatoypapo Kat yagoupe va polpe pia oualaotikr dlapopd avdyeoa ota dio autd mpdypara, To Béatpo ivat e TV KuploAekTIKr onpacia To
0pou pia epwrikr) npagn. Anadn, eivat pia oxéon nBomoiol e To Kowo TV Gpa mov yiveral kati {wviavo kai n napdotacn naipvet v agfa TG 6o neploabtepo anoxabi-
0TaTal avdyieoa oTov o016 Kat 0T KoIv6 Tou jia epwikr oxéon. Avtifita, atov kivnpatoypdpo, moTelw T mpokeral yia pia ipdén Bavatov. AnAadr}, n kivnpatoypa-
Ik pnavij anévavi o'évav ool bev eivar imote Ao and éva exteheaTikd andomaayia mou Tov Kataypaqel o pia kat ovadiki) atiyyr) A pia ékppaan povadikr e (wig
T0U 110V 0UTE TpoiTpxe oute Ba undpGel Eavd. Autd To MOTEW Kat yia To VIOKIHavTED Kat yi'auTo moTelw eniong o To viokipaviép eivat To ibio giiov, To ibio pubomacia
dnhadr onwe kat n Tawia pe undBeon. Auto we andvinan fj we oxoMo, av BéNeTe, yi'autd nou eine 0 KoponouAng yia 1o 6t «rayavet v lotopian.

am nota film critic nor do | have any sort of profes-

sional involvement n films and yet | will talk about

the only feature film Fotos ever made, a real film
with a story and everything. Now whatis it that gives
me the legitimacy to talk about the film? | will have to
tellyou a short story. The day the film was screened for
thefirst timein an Athens movie theater, Fotos, whois
a very cool-headed person, could not sit down and
when the screening began he left. He told me, just me,
where he would be and asked me to go and find him
and tell him about the audience’s reaction to the film.
When | entered he asked me if he is a good director. |
am here because | owe him an answer. In 1987, Fotos
Lamprinos, after a long and flourishing career in doc-
umentary filmmaking, and after having already tried

ls Fotos a Good Director?”

his hand at a more extensive documentary on Aris
Velouchiotis, which was screened in movie theaters
and, what's more garnered exceptionally favourable
reviews, all of a sudden appears with a film bearing
the now famous, | imagine, title of Doxobus at the
Thessaloniki Festival. | saw the film and submit my
personal opinion, which says that this film, although it
appeared to be a leap or a diversion from Fotos Lam-
prinos’ usual practice in handling the historical docu-
mentary, nevertheless, in reality it simply continues
and completes this strategy. From this point of view, it
constitutes an exceptional case in the corpus of the
New Greek Cinema. But before this, however, what
was remarkable — one sees it from the start — was that
it constituted an exceptional case as regards something

by Yorgos Koropoulis

else as well: as regards technical expertise. Whatever
other virtue one might concede the film has — and
there were critics who admitted to none other — one
cannot but bow before a sort of aestheticism and per-
fectionism which dominate in the film from beginning
to end. It is a completely professional, by European
standards, film and one which very often finds itself
trapped, | would say, in its own visual perfection.
Sometimes you stop and see a sort of painting. The
final scene, for those of you who have seen the film, |
think pays tribute to this thing, the fact, in other words,
that s a final scene.

In other respects, however, the following hap-
pened: we see an inverted documentary. | mean, the
film s supposed to have a story and what's more the

"Talk by Yorgos Koropoulis on Fotos Lamprinos entitled “Something uninvestigated” at the Municipality of Halandri Cultural Center (1992).
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most ostensible story, 3 story that aimost emerges
from the dictionary of the Russian Academy, someane
fer's say, sezes the means of production — wins them
— and with him 2 new social order now comes 1o the
foreground, the siory wes basicaly that smgle — and
yet it wazs of mesely no intesest since Fotos wsed & -
most a5 2 presext. And he did something which wese
#tnot artistically successiul, could have been, we might
even 0050 far 25 10 52y, paxanond. In other wonds, he set
up, directed, another exa, an o2 in which these was n0
amemia, and e he dnecied 1, taking (e of the tev-
51 detall, with histonical adwsors, with @neude and 0
on, he fiimed it 2 2 documentary Wiwch, 0 my opn-
1on, | o't say & 5 mgeniogs becase | don't like hgh-
sounding words, bt 1 5 defintely an evadnanly
surcesstl device | may attribute 1 hum eneton; be
did ot have, bt in my ogaion, achuesments of s
sort cannon but e dedibenate Ty win Be adartag
and thyy was the gret prodsiem i b Sl 1 adan-
tage was that, for the first teme we saw & 50t of g
nary documentary, | dorY inow s 1 & global frst
bt 2 any e 2 Gk ome for e And s, togeehey
with the smpeccatile veiial version of e film we e
QFTting night amay placed Lamprencs o 3 very exry-
wongl and uronunaiely s pesten e body
of Gomek fiimmakers. On the ofher hand, s same
thing simost tapped msell i other wonts, e mo-
et when the story was uroiiding, you prcked @
Yout ears and istened 1o ot story aricidee e
something coming abe ietie by ime And bt wirs
coming aive was the Wedews Balarn, Sometheg
unimvestigated unesioned and ot st gknowe: g
butchesed by comemporary analyst. These was &
S(ENE in 2 Qraveyad, ™ & pagen (emietery. which
teought all thes 1o the foreground 0 e best way A
scene thal was impressie 0 every 5pect, which
dredged up an entee ward ugh the mears of the
film. A world of which we wese not just ignoret, but
which we (0uld not possibly magine 1o be & dazzing
and apparent s the fim sended 2 | know that Fotos

A remark on what ¥, Koropouls said by F Lampnings

has given a series of classes, abroad | think — | didn'tat-
tend them — on the subject of the documentary as fic-
tion. In other words that every documentary can
itimately acquire 2 fictional imension as well and
an be read &5 2 sort of namative Like teffing the story
by means of the image. In the film he did exactly the
oppasite. In other words he proved that a fiction film
@n aiso be handled as 2 documentary. Because Fotos
Lamgrinos” obsession & hestory. (avally once said that
“0f cowrse | cold not weite 2 novel, yet 125 voices in-
side me keep teling me, in impeccable Alexandrian,
that | could weite history” | am absolutely certain that
125 woies toid Fotos very early on that he can write
hustory. History is his great pastime or his gpeat asset,
Dut & the same time he annot but dabbile in 2 com-
pietely contemporary sense of history as wedl, in other
words, 10 be 2 despainng glance at history. My opinion
of Dvotus & Sat Dovobus, this imaginary documen-
tary which brings 1o e 2 world and lets € come 1o the
foreground 10 that we sudidendy see it and are dazzied
Dy 1,4 e e hime e ths world with precisely
these mears of aesthetc perfecion. As though history
@ come 1 25, but only i onder 1o become immobs-
e We am onlly see € i & succession of paintings o
tarieass gty The same thing that made history
nd brought € 2 hmax, that same thing foze it As
Sough what emenges s no longer the problem of he-
tory but Lampenosview of history. This view of Lam-
oo wegaring PSIory s, iy OpINON, d PESSMISHC
wew Whatever that medans, Quate possibly e s due
0 Foros’ owe histone course which was inked to the
historic course of the Left. Quite possibly it s due to
o, more personal reasons. AL any rate, i consbtutes
& eaise on our inabikity o understand or broach the
g word that s usually concealed or silenced by the
Pestoncal accounts, 3t & tme when thes world came 1o
the foreqpound | consider, thesefore, that in onder to do
this, one would have to make two very serious dedi-
sions: First 10 ses plantudes aude - and | will explain
what | consuder emmently platitudinous in thes hestory

~ and second to risk a bizarre reaction. Lamprinos
made both these decisions. He made the first decision
to set platitudes aside because history — and we can all
invoke very cursary examples, served as one of the
great myths of contemporary Greek cinema. When
Greek cinema was embarrassed at itself, then it re-
sorted o history as the perfect afibi. There were, in this
respect, films which depicted historical events and in-
deed persons. he Man with the (amation, for exam-
ple (Fm do not judging this film at this moment, Im
simply describing it) or any othex. Fotos made the de-
cision not to confront history as an alibi but as a living
and menacing thing. This decision certainly had to be
supported by the second one as well. To face the pos-
sibility that his film would be received as something
buzarre. This, | am sorry to say, occurred in many cases,
both on the part of film critics and his colleagues. This
does not concern us as an isolated instance — we are
ot interested if someone was disqusted by the film
but it does concern me as a social phenomenon in and
of tself It is characteristic that just as we have become
iberated violently and ad nauseum on all fronts, there
are injunctions that continue o comprise a very dark
regpon where our frustrations seem to reside. History,
this hestory, iving history, the history we wish to con-
tinue to ignor (because if we become acquainted with
it we will have 10 set aside what we have taken for

qranted), continues 1o be the major frustration. It

seems that the case of Lamprinos led the audience
precisely to a head-on confrontation with this frustra-
tion. | would say that, in some instances, the reaction
was hysterical but it doesn't matter. These things hap-
pen with good films. The answer, therefore, on the
basis of this personal outline | have described, is that
for reasons that are not the usual ones: “he made a
beautiful film, what a fine story, how interesting, let's
Qo see it again, guys’, but for reasons that are very fun-
damental to the art of film at the point where this art
meets with history and the documentary, yes, of
course Fotis is a very good director.

A brief comment on what Yorgos Koropoulss said and on his remark about “freezing history” | don't know f it is intentional. If it was intentional in Daxobus, it occurred to 8
Certain extent in remembening the stuation in which | was i and the things that wese going through my mind when | was preparing this film and when | was making
this film. What is this thing? | told it 10 the actors thar's why | am saying it now 100 and | remember it very well. | have the feeling that if we were to place the theater face
toface with the cinema and seek a fundamental diffesence between these two things, the theater i, in the ltera significance of e term, an erotic act. In other words, it
is a relationship between actor and audience at the moment when something happens live and the performance gains in value the more this erotic refationship between
the actor and the audience is achieved. In contrast, in cinema | befieve that we are dealing with an act of death. In other words, the camera opposite an actor is nothing
other than 3 firing squad that records him in 2 single and unique moment or 2 single and unique expression of hs life that neither pre-existed nor will exist again. | be-
lieve this s also true of the documentary and that is why | also believe that the documentary is equally fictional, in other words ke a feature film. This is in response or as
a commentary, if you will, on that Koropouis said about “freezing history”

Tanslated it English by Ely Petrides
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Orog ki eyw, ékava ykaga: «Eiote o Dwrog

Aapnpivog mou yOpioe 1o Tepipéu;» «Oxi,» pou
andvinoe. «Eipiato Ocyrog Aapmpivog mov yUpioe o do-
&dyumougy. («E..., 0 Ao&dumoug ewooloa... sorry...»)
Npogava pe mpe yia nAiBia, aMd piag kat fiBeke va
ypayw —évavr eutehoti; moood— éva rjjiHa o pia €y-
kukhoriaideta, ékave v kapdid Tou nétpa- €tal, ouvep-
yaotikape oty eykukhonaibeia: éypaya to Mjppa
(népi Bperavikol kivnyiatoypdpou: o¢ Soukeid va Bpi-
OKOpaoTe), el0énpaga Ty apoipri kal, 0N uvExela, TV
€odéapie padi oe duo Kapédeg ot Zxkougd. Ti pou
(peoe otov Oro: 0,11 Hov apéoel kat Twpa: ev maip-
VI TOV €QuT0 To o1a doBapd- oUTe Toug dAoug maip-
ve101a 0oBapd. 2'auto poidCoupie. Moidlougie oe no\d
~{0w¢ Ta avagépw mapakarw, iowg oyi— Kai dlagé-
poupie o€ 6uo-Tpia: 0 Do €lval KoppouvioTrc: cuxvd
iou qpaiveral ooBietopiNog: dTav Hov paiveral copleTd-
@lhog iou épyerar va Tov fapéow kataképala ' éva
Kabpovi g ouvéNBe. Eneidr eival koppouvioTrg Ka-
TamdotnKe, peragh AMwv, pe Tov Apn Behouyw:
€iéva, Ox1 0Tt e pwrdet noré Kaveic, AN\ o Behouyid-
TG e avarpiyacer. Tov Owro oyt 0 AvBpwno éxetnal-
OIka Biwpara, pepika and Ta onoia €fval TaupaTIKa: 0
{napndg Tou oxotwBnKe otov upuAio —pmopei va Tov
¢payav o (axapiadikol, kaveic dev E€pei— n papd Tov
fitav aywviotpia péxpta Badn g yepovtikiig nhikiag
(ova orofa éxoupe Adyoug va moteloupie ori Ba prdoel
kat 0 Owrog). E&AMov, anovbaoe o Mooya: anopw
i agioBrke va napet muyio- eixe UMAEGE! e YKope-
vodouheiéc kai eneibi eiye pmAéCel e ykopevoBouhelég,
1 Mdoya tou dpeoe: ékave éva owpé iNiec. Ze ndpt
010 orii Tou otov AukaBno eixa v aAokoTr eviv-
iwon 6n Bpioxdpouy 0 mhatd kataokomikrig Tawviac: 0
(vBpwnog and To Kigo. Evag pidog Tou dkouye oTo
Gvopia lobpi, évag aMog oo dvopa Mioa. fivotav ou-
(fmon mepi Twv OUKPAVIKG@V TPAKTEP Oov OupIpeTElya
K1 €y npooBéroviag om éxw Tpia §adéppia and v Ta-
okévdn Ta onola paivovrar péNn TG oudpmexiki pa-
gloc. (Kaveic dev eviunwoidotnke an’ aut
OUyYéveia). AVanOQEUKTa, vayiEoa 0Toug KaAEOPEVOUS,
unfpye kanoia Natdoa kai kanoia Ipiva, v Tov yupo-
@épver b kai xpovia kdnoia Mapiva (1) v yupopép-
vl qutdc). £n Moaya, 0 Dtog yvpioe Toug peyahoug
P@oouS oknvoBéTeC, avdpeoa aToug omoioug Tov Mi-
yakxo@ and Toy onoiov nrpe 1oTopIKr OuvévTELSn yia
T EPT e gévro tov NapBeviva: Sev §€pw nix ov-
vEBn oA\ o1 AeBearéc épevav ev ouyxUoer fitav Aeg

] O Tav iAoayE yia mpwn Gopa oTo TAEYwVO, 0

Mépeg pe Tov Qwro (Aapmpvo)

Kat0 Mixahkdp énaipve auvévreuén and Tov dato.

Mera m Mdoya, énoe ot Ppn- ot MNapiot: ot
Biéwn: a1 Bepohivo: pohig jaBaive Ti nohel kat g To-
TIIKEC YAWOOEC, I ayannTIKeg (yia Tig ool efye kou-
[aAnBei exei népa) Tov eykatéeimav- énpene va aMdgel
YEWYPaQIKO pikog fi/kat mdtog To auvtopétepo. loxu-
piCear 6 o1 aN\en@Mnheg amoppielg Tob éxouv To-
V@oel T autonenoiBnon;: «Aev yewnrBnke n yuvaika
niov &ev Ba e napatrioeily. Erot ki AN, €yt moMNEG
1otopiec va dinynBei: «Otav fiyiouv ot Mdoya... drav
¢ieva oto lle Saint-Louis... otav (otoa pe v ...»

Ayamngévn Tou oAn eivai 1 lotapmodh: o Owrog
€lvai ToupkopiAg: ey mal oyi: n Avatohr) piou mpoka-
Aei apnyavia (otov Ocyro Timora kar kavelc Gev mpoxakel
apnyavia). KaBe tooo «netiéraw omy lotapnodAyiava
Be1 pihoug e Toupkikd e§wrika ovopata: Axper, Mixpi,
Tkihuad. Teheutaia eneréBn (pe Ty kapepa) o€ Tolpko
Kopouviotr} 92 exav nou noéunoe padi pe Toug av-
Tapreq otov eMnvixo eppiNio: o emheyopievog <Kanetav
Kepdh éyive, etoc and fipwag g (wrig Tov, fpwag
Tawiag 1o Dwrou e Titho Keudd, 0 atvipogog. Movov
0 Orog Ba pnopoloe va kavel kdm Tétolo.

Je T aMNo diagépoupe 0 Dwro ki gyw: Tou apéoowy
01 PWOIKE Tawvieg Tomow Orav népvodv or yepavol kal ot
Bouhyapikeg Tunou O kAépng Twv poddkmawv napolo
70U 1) MO ayanmyiévr Tou Tavia eivar 1o QuykeToou po-

¢ Zwtng TpravragoAhov

PMTA HIM

voykardpr Tou Kév(l Mioykoutal)- €ivai onadog g
Mnapoehova (bev éxw (6éa and nodoogaipo)- iatei-
vetai om E€pel va payelpedet (o0Te and payeipepia éyw
10éa: fowg, Tehikd, va pnv éyel kat o Qwrog; pia gopd
Iou pag kaAeae 0To amiti Tou, To paynTo dev Tpwydtav
1) Mita €le kaei oTic akpec: €ixe onpelwlel kamoio pi-
Kpoatuynua kai oTo kpéac). Emméov, eivar e\agpu
doypatikd: aypioto kepdh- aneyBaverar Tov Kopvi-
Mo Kaatopiddn- dev motelel on 1a Aeyopeva ehappd
VapKwTIKa npénel va vopiponoinBodv: (6tav petd and
Kaipd Tov mpokdAeoa ndvw o’ auto, €ine amypanikd:
«bev Bupdpa va unootrpiéa kd Tétolo»- dpa, oupme-
paive ot o Qwrog Tibleral unép TG voyionoinang me
@ooviac kai 6 0oovolnw Ba Tov Souye pie T-shirt nou
6a naporpivel “Legalize It!*).

Mia popd nap'ohiyo va apnaytodye oubkiBdny yia
0\a Ta napandvew.

0 Owrog apndlerar. Ki eyw apndlopar. ANMG dev
apralyaore padi. H paxpdypovn gikia pag eivar aowv-
véiaoTn: oiyoupa kati ev ndet kahd- npénel va 1o
Ya€w. Ohuapoupe aotadma: aviaAAGooouyE TEpa-
TWOEIC YapaKTNPIOHOUG: KATAPPAKWVOULE O Evag Tov
@N\ov (Aoyou yapn, 0 Owrog pe pamoe pe abwo Upog:
«flari Oev ypapeic oav Tov Zapaydykou;»!): xayavi-
(oupe oav xaloi. 2 1 poiaoupie: yeNdye evxoha- Mpe
avéxdora- kavoupe Siapkaq oxédia (pepikd Ta npayyia-

11th Thessaloniki Documentary Festival [ Fotos Lamprinos 9



TOROIOUE: T0 REPIDOGTEPD Oy} TS SeoupE: mivouye-
yopeioupe (0 Odro onorhel Séopo- i ey oA
Bopn)- eipoone evieha dfieor mo dfeos Sevyivera (0
Ourmoc Méel Om ov ouwovinaoe v uRoTievo Bed, 0
Betx 50 ovopavonoE «Pe o, 600 Taoi o Bayich).
Me ) 06pd 100, Giv OyavoxTe, 0 Sum0 ovapuer
oy my obepyr pou's Alepgn Be iy By allepgd
ovoa fov e Sovenon) Adympo Aqumpnd. O oy
WOUMOTE yOuEAC 00, SufBiEnoy «Gmon yioopop: w0
VIO KDUONIOTE.

Dov o Gusox appuacaane, bev 10 oo o,
Xovero: yio hiyo, Emenc oyoloyes < e 0 v
vy Tioko apys v o oyt 30 Tyl
g e You vo mpoceny o e oo
Eioc tnow tow véox o sl apyopa, ek
VO TR 00 VO TN TR (6 sk} © VTR
oueomor Biong. «EyETe T EUR0NS 090 MG,
e Ao ToTE, £yu yiues oaoTeE <D T g,
Y i O B0, v M M e A
hote ey, Ghhons bie voe

T Buo oo boheuays piall o e ouapom e

Kévpou Kamproypagou: RONAG! rrvoBéTe Kan o~
Y0l X VTR0 JEPecdi X SO0 R3O
mou Sev eipoote wodthou aopionTo. ovdoo, &
mepio £iye w0 10 ahd M e Tov Qumo Srelodoape
0¢ DOTEPRC) KITOOTONN GA TO YEAD: 1) QTX0PAPA
€y s yoAapin (am) T omoia 0 kanvex 0 duto
oy vmogépe ebamio vov Ao Gy tou Feppey)
4 tehewnaio Bpovio uofofysopivou opoleiou. Aev
yehoonue ex Bapoc v alex, yelotooy e Bapoc
0 EQUIU X,

Emong, yehdw povapt pou G 0 Qo o
(o g W MOUROUI00 KO KITIVE KORIDEC: OROv
ohegnipe, glapeoa, e GRoODPOvE; KaAOVE:
(«Aptonds «Qum, e ot o pox gpotowve’s)
0 g o) T BN TOU TTIOU DVORNEX 10
B S, e xpane, o por pofooe’s dote
v ouy 10l @ vo gy pox xpofouve. Exoupe
amogenoe, pof) g v Do, 00 o pax ToRolETouooy
o Beom, Aeponiu Igtoewy (PR omag Move), o el
WO ISR yed) 070 M K E HRI00TE OWRD-
gopor Sev ypetye mopd povow mooug Bthoue.

Days with Fotos (Lamprinos)

by Soti Triantafyllou

hen we spoke T e S e on B e

phone, Fotos and | | bilew i Ao you Fotos

Lamprngs who made e "No' he
rephied 1 am Fonos Lamgrings who made Joodus”
("6, | meant Dowabs... soery..") Obviously e took
me for an ot bt since he wanted me 1o wele - for
2 measly sum ~ an enlry in an encyCopandia, he
twned his heart o stone and 50 we collabocated on
the encyciopaedia | weote the entry (on Brtesh on-
ema something 10 keep one busy), oliecied my fee
and then we spent 1 together on Two (offiees on Sko-
ufa Sreet What did | ke about Foos” What | ke now
He doesn't take himself seiously, nor does he take oh-
ens seviously. This & something we have in common.
We're alike in many respects — maybe 'l mention
them further down, maybe | wort - and we akso of-
ferin a couple: Fotos is 3 communtst ~ | often think of
him 2 pro-Soviet When he seems pro-Soviet 1o me |
feel ke bashing him on the head with a stick to bring
him to his senses. itis because he is a communist that
he dealt with Aris Velouchiotis, among others: not that
anyone ever asks me, but Velouchiotis makes me
shuddet. Not Fotos. The man has childhood experi-
ences, some of which are traumatic: his father was
killed in the Civil War — he may have been taken out by

e Zakharads facnon of the Greek (ommunist Pasty,
70 o knows - s mother was 2 fighter untl well
o0 cid age (which we have wason to befieve Fotos
will each 100} Besides, he shudied in Moscow | won-
e how be ever managed 1o (raduate e got involved
with hot babes and because he ot involved with hot
buabes he ed Moscow: He made tons of friends. Ata
party in his home on Lycabetnus Hill | had the curious
impression that | was on the set of 2 spy movie: [he
Man fom Kev. One of his friends answered 10 the
name of un, another 1o the name of Misha. The con-
versaton svoived asound Ukranian tractors in which
| took part adding that | have theee cousins from
Tashkent who gppear 10 be members of the Uzbek
mafia. (No one was partcularly impressed by this kin-
ship). Inevitably, among the quests, there was 2
Natasha and an Irina, while 2 Marina has been putting
the moves on him for years (or maybe has been put-
ting the mowes o her). In Moscow, Fotos met the
granted him an historic interview for the Heflenic
Beoadcasting Corporation with the Parthenon in the
background: | don't know how it happened but view-
erswese confused it was as though Mikhalkov was in-
terviewing Fotos.

Orav 0 Quirog owvavider xdnowov miow Sev ounaBe
avoiyel T Egpepida Tou (katd npotiunon m Repu-
biica) van xpifferan niow T (600 nope: G avé-
9€pa, &ivan peyaloowpac)- 1) e nelodpdpo- 1
otpifies andtopa e Kiviuva va pooKPOJOE! 0€ KGVa.
oo ya péva, Rofaive votepuc) Tophaon.

Koy gopd Siogaiverar perad pa 1o ydopa twv
yeveuw: 1) ayamnuév tou nBonoidk &ivat n Aoutoia
Mol o ayannuéves tou nfionaidc o Maplov
Mnpavio (vou apéoou emiong o Zepdp Oin karo fitep
0'Touk: avapevoyevo)- om BBk Tou undpyow
001 MU OPTUPOD 0T Eivar SiaKoiL ETUV: ka1 M-
pdm npdeiar i dvBpwno Tov 2Tov aava, oupaivel
v xpOyonoe] Eppdoei Tou npaou 2000 (. «T0
ApOcuIO» Rou oNaive «) pupdv f «n unogigia
puwptve) xar va apaSedde oogieg Tou TUNoy «dev &i-
poot Ahodow: yia va ayopddoupe TV npdyuata»
KB epnddio ya xalo». Orav pwtd Tov Qo
O3 ENOE 1) YWY TOU VIO TOV £QUTO TOU anavider
«fiyon fhaf xan épwndpnee. Zmy npaypaTikdTta, eivar
umvol ko oxaofla Tou

After Moscow, he fived in Rome, in Paris, in Vienna,
In Berli as soon as he got to know the cities and the
local languages, his lovers (for whose sakes he had
moved there) jited him and he had to change geo-
qraphical length or/and breadth as soon as possible.
He clams that hs repeated rjections have bolstered
his self confidence: “The woman hasn't been born that
won't dump me!” Either way, he has lots of stories to
tell “When | was in Moscow... when | lived on the lle
Saint-Louis... when | lived with 5.."

His favourite city s Istanbul: Fotos is a Turkophile,
fm not. The Orient makes me feel awkward (nothing
and no one makes Fotos feel awkward), Every so often
he “pops over” to Istanbul to see friends with exotic
Turkish names: Ahmet, Mihi, Gilmaz. Recently he at-
tacked (with a camera) a 92-year-old Turkish com-
munist who fought with the guerrillas in the Greek
Civil War."Captain Kemal', as he was known, became,
apart from a hero in Fotos'life, the hero in his film en-
titled Kemal, a (omrade. Only Fotos could do some-
thing like that.

In what else do Fotos and | differ? He likes Russian
films such as When the (ranes Fly and Bulgarian films
such as The Peach Thief despite the fact that his favorite
film is Kenzi Mizoguchi's Ugetsu Monogatar; he is a
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Barcelona fan (I don't know a thing about soccer), he
alleges he knows how to cook (I don't know the first
thing about cooking either, which may also be true of
Fotos: once when he invited us over to his house, the
food was inedible, the pie was burnt at the edges and
the meat had met with some minor accident). Fur-
thermore he is slightly dogmatic, mule headed, hates
Cornelios Kastoriadis, does not believe that the so-
called soft drugs should be legalized (when much later
| challenged him on the subject he said enigmatically:
“| don't remember supporting any such thing’, there-
fore | can only conclude that Fotos is in favor of legal~
izing hash and that any time now we'll see him with a
T-shirt urging“Legalize It'").

Once we almost locked horns over all the above.

Fotos goes off the deep end. And | go off the deep
end. But we don't do it with each other. Our long
friendship is cloudless; something is wrong for sure.
['ve got to ook into it. We chatter incessantly, we call
each other monstrous names, we trash each other (for
instance, Fotos asked me with an innocent air: “Why
don't you write like Saramago?"), we giggle like id-
iots. What do we have in common? We laugh easily,
we tell jokes, we're constantly making plans (some of
which we actually carry out, most of which we don't),
wetravel, drink, dance (Fotos makes a spectacle of him
selfand so do ), we're totally godless, we couldn't be
more godless. (Fotos says that if he ever met the sup-
posed God, God would exclaim “Hey, man, you're the
spitting image of Thomas!"). Fotos, in turn exclaims:

“Damn my sister!“when he's mad over something. He
doesn't have a sister. He has a brother who goes by the
name (unbelievably!) of Lambros — Lambros Lampri-
nos. Their communist parents possessed a sense of hu-
mour; rare for communists.

When Fotos gets sick no one knows about it. He
disappears fora while, then confesses:“ was in hospi-
tal”. Too late for us to worry, the problem has been
solved. Perhaps it has something to do with vanity:
when he was young he was gorgeous, later, he began
toeatand drink, gained weight (acquired a pot belly!),
the doctor recommended dieting: “You've got a heart
attackin the making’, he said. Since then, I've become
a pain in the neck: “Fotos, don't overeat, don't drink
yourself under the table..." Sometimes he listens,
sometimes he doesn't listen.

For two years we worked together on a Greek Film
(entre committee: many directors and producers dis-
liked us, some hated us despite the fact that we are not
at all hateful. Yet the experience also had its good
points: Fotos and | had them in stitches with laughter.
The atmosphere was like thatin the balcony of a movie
theatre (at whose hands poor Fotos had suffered be-
cause of Doxobus and not Terirem), or with the last row
of desks in a innercity school. We never laughed at
other people’s expense, we laughed at our expense.

| also laugh alone: when Fotos appears in a red
shirt and yellow socks, when he flirts vainly with
twenty-year-old beauties (“They like me!"“Fotos, get
agrip, they'll laugh us off the stage!”) when he looks

atme out of the comer of his eye insinuating the same
thing:“Soti, get a grip, they'll laugh us off the stage !"
to recall me to order so we don't get laughed off the
stage. Fotos and | have decided that if they ever gave
usa PR position, we'd put the place out of business in
no time: we're unbearable. We only greet the people
we want to greet. When Fotos meets someone he
doesn't like he opens his newspaper (preferably the
Repubblica) and hides behind it (as much as he can: as
I've already mentioned, he’s a big quy) or crosses the
street or makes an abrupt turn, putting himselfin dan-
gerof colliding with a lamp post. As for me, | getan at-
tack of hysterical blindness.

Sometimes the generation gap becomes evident
between us: his favorite actress is Lucia Bosé, his fa-
vorite actor is Marlon Brando (he also likes Gerard
Philippe and Peter 0'Toole: no surprise there). In his li-
brary there are volumes that bear witness to the fact
that he is two hundred years old and despite the fact
that heis aman of the 21st century, he happens to use
expressions of the early 20th century (e.g. “the one”
which means “the lover” or “the aspiring lover”) and
reeling off assorted bits of wisdom such as“Wee not
rich enougth to buy cheap things"and“Every cloud has
asilver lining”. When you ask Fotos what he thinks of
himself he replies: “I'm stupid and amorous” In reality
he'sintelligent and couldn't care less.

Translated into English by Elly Petrides

19 epwtioei¢ otov Owro amo v Eva 2tepavi

E.: Hlovopia ivat pia and i Baoikéc Bepatikéq Twv
TaVIGV 00U €V 0 KIvnpatoypdgog potdlet va eivar
yla oéva éva éoo yia To §avaypayipo, T «btop-
Bwon» ¢ lotopiac.

O.A: g Tawieg mou kavw xpnoionold napa noAa
«texpfpia» omw ot otopikol. H dlagopd éykerral oto
011 01 t0TopIKoi ouvBETouv ekboyég g latopiag ovy-
Ypaovrac akopa éva eyyeipidio, va ey, El0dyovrag
Kupiwg To yio0pop, anoBAénw otnv umovoeuon Twv
ekboywv Kkai 0Ty undpvnon ot 1 KIvoyEV Exova,
i€ 1o avahoyo povtdd, eivar iavi) va vapkoBetdoel

* kaBe eiboug otepedruna.

E.X: I1o Emoxegreite mv EMdda ah\d kai otov Keudi
undpye! pia eipwvela ki éva 1biaitepo xio0pop oTov
Tpono nou yeipileoal To apyetaxd ukiko. Oi peoot-
Aot oyohidCouv 1o apyeiaxd ukikd kat OANEC Qopég

avatpénouy TEAE(WG To MpwTapyIko vonua g Eko-
vag.

O.A: To apyeiakd LAk, 6apxr¢ oknvoBetnuévo,
KouBadel i onyaaieg mov enediwkav va 1ou mpoo-
diaouv ekeivol mo To mapryayav. H avaouppagi
Tou, i€ Omho To povtad, mapdyel, onuwg oe kdfe Tar-
via, ANov €idoug vorjjiata kai aneAeuBepavel anpa-
0l€G 110U QVaTPEMOUV, EVIOTE |ié XI0UHOP, TIC APXIKEC
nipoBéoeic ahNd Kai Tig enionpeg exBOXEG Twv yeyovo-
Twv. Tautoypovwg, ot HeadTITAOL OUVIOTODV MepIond-
TEPO OMTIKO UNIKO Mapd Enegnynuatiko Keipevo.

E.X: Qupdpar 6tav o€ mpwroyvapioa otn Apdpa
kovBahovoeg padi agu Tov HAiBlo Tov Ntootoyiép-
oK1, Tov ooio bidPadec yia eixoorr gopd! Mu o°
£youv €nnpedoel ouyypageic onw o NroatoyiéBoxi,
o Toéywe;

O.A: 3 ayolv) o omoddaca ot Mdoya, 0 ddoka-
Mo pag, MiyarA Pop, pag {nrodoe va pdBoupie vie-
kound{  pnoigonolwviag  keipeva  kAaolkrg
Noyoreyvia, mou ypdgrnxav moXd npiv avakaAugBel
o kwnpatoypdgoc. AaBalw Ao khaaikr Aoyote-
Jvia yia va paBaive owvepd.

E.Z: liati 0 Apn¢ Behouyicong éyive tawia;

O.A: lia va avahoyloTodye péow piag kataypagrc kai
aMnodiadoxig Tekunpiy, kat Oyt «anpewvs, T
ouvéPn oy EMdSa and to 1941 péxpi o 1945.

E.X: TeAeuraia yiverar pia {wvravd ovlimon yipw
and 1o i ouviotd eNnvikoTa; Ti eivar autr 1) mepi-
Qnun eMvikdtrTa katd T yvapn oov; Ti Béon éxer
10 Aoédunou o’ autr) ) npoBAnpatik;

O.A:ToAoédunoug emyeipel, pe T viokiavtepiaTikn

e
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19 questions for Fotos Lamprinos by Eva Stefani

E.S: History is one of the core subjects addressed by
your films, while, for you, cinema seems to be a means
of rewriting — or“correcting”— history.

FL: [ use alot of “documents"in my films. Like histori-
ans do. The difference it that they create versions of his-
tory by writing another textbook, while | — using
humor, in the main — strive to undermine these ver-
sions and remind people that the moving image, with
the right editing, can, lay mines under stereotypes of
every sort.

E.S: There'sirony and humorin the way you use archival
material in both Visit Greece and (aptain Kemal, a Com-
rade. The intertitles you use to comment on the archival
material often subvert the image’s original meaning.
F.L: Archival material, being stage-directed by defini-
tion, conveys the meanings its makers gave it. As it does
with every film, re-editing refashions the material, giv-
ing it new sorts of meaning and letting meanings sur-
face that subvert, sometimes to humorous effect, both
the material s initial intentions and official versions of
events, At the same time, the intertitles function more
as visual material than as explanatory text.

E.S: | remember the first time we met, at Drama, and
you with a copy of Dostoyevsky's The Idiot in your
pocket which you were reading for the umpteenth
time! How would you say you've been influenced by

authors like Dostoyevsky and Chekhov?

F.L:When | was studying Film in Moscow, our teacher,
Michail Romm, had us learn how to edit from classic
literary texts written long before the birth of cinema.
The result: | read classic literature to learn more about
filmmaking.

:' E.S:Why did Aris Velouchiotis get made into a film?

A AT AR

F.L:To allow us to reflect on events in Greece between
1941 and 1945 in the light of documentation rather
than views.

E.S: There's been a lively discussion of late on the mean-
ing of “Greekness” What would you say it entailed?
What stance does Doxobus take on the issue?

F.L: Doxobus uses a documentary-style reconstruction
ofamythified age (the 14th century) to call into ques-
tion established stereotypes and widely-held views
that permeate Greek historiography on the “Greekness”
of the Byzantine empire.

E.S: As a person, you have a lively sense of humur and
a love of borderline ridiculous trash. How come you've

never tried your hand at comedy?

F.L: | consider a lot of my films to be comedies, espe-
cially those that include archival footage (Panorama of
the Century, My Power Lies in the Love of the Lens, etc.).

E.S: Is there such a thing as a funny documentary? If
there s, why are they so very rare?

F.L: Of course a documentary can be funny. Just take a
look t the Russian classics from the Twenties. Of course,
it depends on the filmmaker and how serious or fake-
serious they are.

E.S: What's wrong with the Greek cinema?

F.L: It casts doubt on everything rhetorically, but lacks
the knowledge and persistence to call it into question
cinematically; that really is a rare ability.

E.S: Do you share in the general enthusiasm surround-
ing the use of digital technology in the cinema?

F.L: New technologies are as ‘new’ as the cinema. Its
the tailor that matters, not the cloth.

E.S: You worked in Greek state television for many years
as a consultant and documentary producer. How do
you feel about state television?

F.L: You have to divide Greek state television into two
periods:“before"and “after"the dirty watershed year of
1989. “Dirty” because the nation’s powers-that-be
agreed to hand television frequencies over to media
consortia in an entirely unconditional and unrequlated
way. Since then, the situation has turned any logical
approach to the mission of a public broadcaster on its
head.

E.S: What's your opinion on the events of December
2008, when a group interrupted the state TV transmis-
sion to demonstrate, among other things, about the
way the news is presented and its content?

F.L: think it would have been a good thing to do, given
that it was accompanied by concrete proposals.

E.S: You've been involved with the drafting of propos-
als and curricula for a putative Greek film school on
many occasions. Why has every attempt at setting up
such a school come to nothing?

F.L: Because the committee set up to examine the issue
atthe Ministry of Culture ignored our proposalsin favor
of others morelikely to garner votes. Moreover, the de-
cisiontoinclude the School in the Aristotle University of
Thessaloniki has made it vulnerable to the catches in
the legislation regulaiing institutions of higher educa-

tion and to the mindset of those involved in founding
and running the School.

E.S: Music is important in your films. It never emo-
tional, though, or mere accompaniment; it provides a
commentary on the image, which it often negates.
F.L: Music and sound are two of film's core expressive
means. As such, they shouldn't be run into one, and
should be allowed to be autonomous and, in some
q@ses, subversive.

E.S: Are there any films you wanted to make but
haven't managed to yet?

F.L: “White ankle socks”, a film about shadows on a
white canvas.

E.S: Are you Greek Orthodox?
F.L: Of course not. | believe in another Holy Trinity that
rejects all borders.

E.S: How important is the script in your documen-
taries? For example, what procedures did you follow
when making (aptain Kemal, a Comrade and Visit
Greece!

F.L: Strange as it may seem, the script is far more es-
sential in a documentary than in an acted film. It the
main tool with which the director can set up his per-
sonalfiction.

E.S: You work on the editing alone for quite a while,
discarding material, before collaborating with an editor.
How do you edit your fiction films?

F.L: agree with René Clair, who said“the film'’s ready,
all that's left to do is film it”. Much the same is true of
editing, because good preparation gives you the best
framewaork forimprovisation.

E.S: You're working on a film on Soti Triantafyllou in
which you intercut fiction and documentary. Why?
F.L:To try out my views on the relationship between
documentary and fiction, and to play around with the
singular talents and qualities of my friend, Soti.

E.S: You've never used rock musicin your films, and yet
that's the music closest to your heart. What about in
this new film?

FL: In my youth, | was nicknamed “Tutti frutti” after an
Elvis track. But rock isn't just music. If Visit Greece and
My Power Lies in the Love of the Lens aren't rock, then
whatis?

Translated into English by Michael Eleftheriou
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Ouhpoypagia/Filmography
1963-1964 100 wpeg Tou Mdn/100 Hours in May (ji/short)
1969 EntoxeqOeite v EXNGOa/Visit Greece (p/short)
1975 Eppoumohic — 190¢ atwvag/Ermoupolis — 19th Century
1976-1977 Mouaiké Odoimopikd pie T Adpva Zapiov/
AMusical Travelogue with Domna Samiou (gipd 8 viok./8-doc. series)
1977-1980 45 vrok./docs (tnheont. oeipéc/TV series: Eixovec and T Bopeio EMdda/
Images from Northern Greece, An6 v ivéo atov EBpo/
From the Pindus to Evros, H EPT otn Bdpeto EMNGSa/
ERT in Northern Greece, Epeuva/Research, Mapaokrvio/Backstage)
1980 0 Mewpatdg Tou Nvvn Toapovyn/Yannis Tsarouchis' Piraeus (ppi/short)
1980 Meoaiwvika ywpid e Xiou/Medieval Villages on Chios
1980 Néa Mo tg Xiou/Nea Moni, Chios (tnAeont. oeipa/TV series:
E6a yewrBnke n Eupcnn/This is Where Europe was Born)
1981 Apng Behouyiwtng — To diknupa/Aris Velouchiotis — The Dilemma
1982-1987 [avdpapia tov Aiwva/Panorama of the Century
(theom. oeipd 33 viok./33-doc. TV series)
1984 Mavdpapa tou Awwva/Panorama of the Century — 1o eneladéio/
Tst episode (1895-1900) (py/short)
1987 Aoopmoug/Doxobus (8. /fiction)
1988 Mavemotrpio ABnvav — 150 xpovia/Athens University — 150 Years
1989 0 aywvac otn Bakacoa/Struggle at Sea
1989 H évwon g Kprjtng pe Ty EMdda/Crete’s Unification with Greece (TV)
1989 Apxaia Podoc/Ancient Rhodes
1989-1990 ‘Evag OktcBpng 70 xpovav/A 70-year-old October
(mAeorrt. aeipd 5 viok./5-doc. TV series)
01EMnveg g Pwoiag/The Greeks of Russia
(mAeor. oeipd 6 viok./6-doc. TV series)
MoMikoi mpooguyec/Political Refugees (TV)
epykéi MapatCavwe, o e§oplatog/Sergei Paradjanov, the Exile (up/short) (TV)
lewpylavoi Zwypapoi/Georgian Painters (TV)
1991 Eppavouri Poidng — Eppodmoic/ Emmanouil Roidis - Ermoupolis
(mAeont. oeipd «Ta Aoyta g moAne»/TV series“The Words of the City”)
1991 Maaxa — NoéuBpiog 1990. Emotpogr oto péNkov/
Moscow — November 1990. Return to the Future
(mAeomr. 0ipd 5 pp vrok./5 short doc. TV series)
1992 H opopid Ba owoet Tov k6apo/Beauty Will Save the World
(mAeomt: oeipa 7 viok./7-doc. TV series)
1995 [hévri yevebliwv... pia Boupn Pahkaviki otopia/
Birthday Celebration or a Silent Balkan Story
1995-1997 Avalnravrag v Bepevikn/In Search of Berenice
(eont. o€ipd 13 viok./13-doc. TV series)
2005 loy0¢ pou ny aydnn Tou paxod/My Power Lies in the Love of the Lens
2008 Kanerav Kepd, o obvipopoc/Captain Kemal, a Comrade
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100 wpe¢ Tov Man

100 Hours in May

IxnvoBeoia-Levapio/Direction-Screenplay:

AgnynoryNarration:

Owroypagia/Cine-
matography kis Kalat
| Movral/
Editing Movaixiy/
Music: N ik 125 Napayw-
yo¢/Producer:

35mm Aonpopavpo/B&W 28’

Iyolio oxnvoBém

Director’s note |
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Emoke@Oeite v ENNada
Visit Greece

Méoa an6 v amokheioTiki) xprjon enikaipwv and ta oopletikd apyeia, n Tawvia emelped pia oTopiki
avabpopr and v mepiodo g diktatopiag Tou Metaa (1936-1941) péxpttn Xolvta (1967-1974).
Xwpic va mpoke(Tat yia pia «ioTopiki» Tawia e T oTevr éwola Tou 6pov, To VIOKIHavTEP auTd 0x0-
Nder elpwvikd kat Slakwpwdel Tpayikég oTiypéc e mpoagatn latopiag pac, drav iaeopot «tou-
plotec» emokémmovrar Ty ENGda —anpookAntol kat katd kavova évomol— yia va eykataotrioouy
010 £6ag T To kaBeoTwg TG apeokeiag Toug.

Through the exclusive use of newsreels from the Soviet archives, the film attempts a historical ret-
rospective from the era of the Metaxas dictatorship (1936-1941) to the colonels'junta (1967-1974).
Without being a“historicalfilm in the narrow sense of the word, Visit Greece satirizes and lampoons
tragic instances of the country’s recent history, when various “tourists"visited Greece, uninvited and
invariably armed, in order to establish on Greek soil a regime of their liking.

IknvoBeoia-Zevapio/Direction-Screenplay:
Ocrog Aapnpivg/Fotos Lamprinos Movrad-Hyo¢/
Editing-Sound: Ala Chukalova Movaiki/ Music:
Owrog Aapnpwag/Fotos Lamprinos (enoyri/sele-
ction) Napaywyn/Production: Mavpwoiko Kpa-
Tikd NMavemotipio Kvnuatoypdgou, Mooya/VGIK,
Moscow

Betacam Aampdopaupo/B&W 25’
EMada/Greece 1969

Bpapeia/Awards:

Mpdyro Bpapeio Znoudaotikwv Tawiwv

m¢ Mooxag 1969 /

Grand Prize, Moscow student Films 1969
Juppetoxr oto OeotiPal Tou Opnepydoudev, 1971/
Participated in the Oberhausen FF 1971
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Eva npoowmikd moArmiko Yn@idwto

1o Ewvrap Pilaveg

KOU0nTTyoE Kok M AOVIE - 6T E%
POMA K KO0 ~ 1§ ST EPUALID, TN & DY
Vi T o Yo v o Owson Aaumpe £
o v Ekada O ety e 6 mo-
Mt £ nplm( Sgew, (npdunt, 1w om0
QYoM ENQ: CMORTL Tpoumee Autbeds
) i) 10u, EEyuignoTn potad T O TOPEE T
Jupaq tou ony Tehewnaie Sexaetiel. H ton, mow
onoteheran bohonkapoy ond apgEoe0 ol cn-

ATNPOGN EBRIPWY, POV MK 01 VOO
Ao «ORQUTEQ e EmegalAc Tov MouooAm
cmondgtryae y Eaba To o inpadov om ou-
wiyoe e on pepapyies ou [ Paeg. K apdow peng,
pfie 1 0epa T fperawy oTpanty vo Boupd-
ooy T EAe( opymoTTteC Me oopeaoyd ovo-
gighneg o oupoBig oTON EOPOOUNON, K
el 0w o Bpoven, rou a6 tov 190
g fpfior oy EMal and m Aovia, K 1600

A Personal Political Mosaic

by Eldar Rizanov

Fotos Lamprinos' Vs Geeere, a flm overflowing with
the irony, love and pain that imbue the film-maker's
relationship with his native land, carried al before i,
winning ove jury and audience aiike. The director has
composed a mosaic which though at first sight polit-
ical. is also absolutely personal: he brings his own,
singular insight to the tragic course of events that
constitute recent Greek history. The film, which con-

sists entively of archival news footage, tefls the tale
of the well-armed talian Tourists'who ‘visited Greece
under Mussolini. The divisions of the Third Reich were
Later 1o follow their example. Then it was the tum of
Britain's troops to admire the nation's antiquities. The
director also brings his sarcastic humour to bear on
the ‘dynasty” which, arriving in Greece from Denmark
in the 19th century, liked the country so much that

noAl Qyannoav Qutr 11 WPQ Nou ano@aioav va
peivouy yia ndvia. 0 Beari napaxohoudei évav fo-

oanapévo, A B unotaypévo Aad, nou unéotn Ta

névdena and Toug eyywpious kai aModanodg «Tov-
piorees
Kogeoydlaxaye MpdPeia, 11 lowiou 1970

they decided to remain in perpetuity. The viewer is
presented with the trials of a sorely tested but never
subjugated people who have suffered much at the
hands of all manner of ‘tourists’ from home and

abroad
Komsomolskaya Pravda, June 111970
Transated into Engish by Michael Eefheriou
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0 Mepardg tov Mdvvn Toapouyn
Yannis Tsarouchis' Piraeus

0 lawwng Taapouyn yewnBnke otov Meipaid omov kat £(nae péxpi Ta ddekd Tou xpvia oto ap-
yovtiko T Beiag Tou kovtd oto Maoahiydvi. Ot umnpETpieg Kal ol payeipiooeg Tou apyoviikou, aMd
Kat 1) Aaikég Owelg Tou peydhov Mpaviod pe Toug avBpwnoug Tou, emnpéacav kaBopiotikd Tov (w-
Ypago, KATI MoV KaTaypAYETaL EPPAVEC TTO EPYO TOU.

Yannis Tsarouchis, one of the greatest Modemn Greek painters, was born in the port-city of Pireaus
here he lived until the age of twelve in his aunt's mansion near Pasalimani (later renamed Zea). The
maids and cooks that were employed by his aunt as well as the working-class aspects of the large
harbor and its people were a major influence on the future painter, as can be clearly seen in his work.

IknvoBeaia-Zevapio/Direction-Screenplay:
Owtog Aapmpivog/Fotos Lamprinos @wroypa-
@ia/Cinematography: ANé€nc [piBac/Alexis Gri-
vas Movta{/Editing: étpog Adkac/Petros Lykas
‘Hxo¢/Sound:Mapivoc  ABavaadnouhog/Marinos
Athanassopoulos Movaikiy/Music: lwpyoc ano-
dakne/Yorgos Papadakis Etoaywyn-ZxoMa/Intro-
duction-Comments: Beatpikn Znn\iddn/Beatrice
Spiliadi Mapaywyde/Producer: ihpyog Iyoupd-
kn¢/Yorgos Sgourakis Mapaywyn/Production:
EPT AE/ERT SA Hellenic Broadcasting Corp., Greece
Betacam Eyxpwjio/Color 30’

EMdda/Greece 1980
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TaNéo, 15/11/1980
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An Qasis in the Desert

by Maria Papadopoulou

There aren't many — only two or three — live Greek
shows that have something to say, provoke discourse
and an exchange of ideas, arouse the viewer. As is
well known, the fare provided by both channels is
dominated by canned programming, foreign serials
and, as a rule, the steamroller adaptation of painless
works of literature of olden to very olden times. That
is why the Hellenic Broadcasting Corporation’s new
show “Europe was born here’, in comparison to the
rest of the television concoctions offered, emerges like
an oasis in the desert. In reality it is a matter of the
one-eyed man who stands out from among the
blind. But the respect and praise it deserves as an ex-
ception to the rule should not negate the objections.
The main objection regards the manner in which the
fine idea on which the show is based is implemented.
We are afraid that the search and presentation of
(Greek locations and cities where, according to the title
of the show, Europe was born, in the long run pro-
duces a series of small documentaries that stray from
the ultimate idea (...)

These objections that generally concern the first
segments of“Europe was born here” were vindicated,
since those that came before seemed like a bad
precedent in comparison to the last program on Yan-
nis Tsarouchis' Piraeus. The brilliant artist, man and
thinker Tsarouchis, along with director Fotos Lampri-
nos demonstrated the right road for the new show,
avoided facile descriptiveness, ignored external ele-
ments and provided what was needed. In other
words, meaning, style, substance. On the small glass
screen we saw the roofs of houses with gods, crown

tile, neoclassical, clay cupids painted white or the
earth colours of ochre and sienna. Elaborate iron rail-
ings around balconies, yards with flowerpots, de-
serted mansions. Yes, Piraeus still has extremely
beautiful corers that make your heart melt. The
camera, therefore, could very admirably have focused
on these beauties accompanied by Tsarouchis' words
describing memories of the good old days. Then we
would have had a charming “retro’, an audiovisual
nostalgia which, as is well known, doesn't lead any-
where. But the staff of the show with a no holds
barred Tsarouchian“voice-over”had a real surprise in
store for us: an incision and admittance into the prob-
lems of neo-Greek “culture’, a denunciation of the
general wretchedness both pre-war and present, a
riticism of the destruction of everything, of “cultural”
discontinuity of the “aesthetics” of cement, of indi-
vidual financial interest at the expense of the whole.

Tsarouchis talked, revealed, posed truths, replied,
the camera commented, juxtaposed in a continuous
dialectical development of words and image. A strat-
eqy that was never abandoned even when Veatriki
Spiliadis' superb text was introduced over Tsarouchis
paintings in counterpoint, here, with the works of art
and the reality from which the subjects of the paint-
ings were taken. Of course, the sumptuous feast when
the great painter speaks lies not only in his works or
the beauty of the locations in which he lived as a child
but — chiefly — in what he says. As a quide to in Pi-
raues, he took us to Pasalimani, to streets and
rooftops, he told us about the urban class that only
talks about property, described with a touch of irony

the visits of the [adies to whom they took for... pro-
tection a shom twelve year-old ittle servant, trans-
ported himselfto Neo Phaliron which he said was“the
most beautiful landscape on earth’; showed us where
the unknown to us Tarantella was located and the
hotel at the railway station, so magical as to remind
him, he says, of Visconti's Death in Venice, showed us
the same location in the horror of today and won-
dered what was going to happen there: “war, a
fortress or the Maginot Line?" or do some wily ones
simply make a profit while the State looks the other
way? Yet the wise Byzantines, continued Tsarouchis,
when the barbarians, with financial gain in mind, set
off for war, hastened to offer them what they reck-
oned they would gain and thus avoided destruction.
The same thing, he said, should be done today as well.
The barbarians of profit should be summoned, asked
how much money they reckoned to gain by destroy-
ing landscapes, it should be given to them and thus
save the cities, the beauty the magnificent Phaliron.
Why should happiness be based on cement?

Thus spoke Tsarouchis and the camera articulated
its own discourse with the same unease and ingenu-
ity, making us realize that: not only was Europe not
born here, as the title of the era of the show says but
that cities with style produce people with style, while
nothing comes out of cement but dullards... So we
didn't simply have a wonderful program but one that
was didactic. So much so that it deserves to continue.

Ta Nea 15/11/1980
Translated into English by Elly Petrides
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Apn¢ Behovyiwtng — To diknppa

Aris Velouchiotis — The Dilemma

IxnvoBeoia-Levapio/Direction-Screenplay:
. Agrynon/Nar-
ration Owro-
ypagia/Cinematography:

Movra{/Editing:

Hyo¢/Sound:
Movaixiy/Music: /
X lovopixoi
obppoulov/Historical Advisors: Hag Y
A Napa-
ywyoi/Producers: Yorg
pax fakis Napaywyn/
Production: i X O/ Greka Filr

Digibeta Eyypwyo-Aonpoypaupo
Color-B&W 112
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Ix0Ato oknvoBémn

Ot aprupiec aTeNeyv Tou eapikod Kivijjiatog omwg kai amhav paynTev tou EAAY. katatifevial ané kdfe automtn péptupa kat oTov
T0M0 MoV 0VEPNaav T yeyoVOTa, XWpiG va ENEKTEIVOVTAL O€ MPOOWIKEG EKTIHATELS Kal KpITE Yia T YeviKoTepn MoNTIKI] ToU Kopi-
JlouvioTIKOU KOppaToS f) Tou €apiikod kivijpatog. Mpokerat onadr yia paptupiec-Tekpifipia kat 6xi yia urokelevikéc anouerc. Erar,
ot Tawia pikdve ot: fidpyng Xouhiapag (MepikAric), mou firav and Toug avedprec o axohouBnaav Tov Apn ot dnpioupyia Twv
mpwTWY aviapTikav opddwv Tov EAAZ. 0 avidprng Zapaviaiva, mou otpatohoyiBiKe To 1942 atn Aopviata, To Xwpi riov ékavay
yla mpaTn Gopa TNV Eupaviar) Toug ot avraptes Tou Apn. 0 Aeutépng Anoatohou, ipdro Ipapatéag kat 1bputikd péhog Tou EAM. O
Bavdang Xar(r¢, [papparéag Tou EAM oto peyahitepo didotnyia g Avtiotaong. O Kwotag Aeoriotonouhog, aupBoulog tou lipyn
2idvro. 0 Zratpog KaveNdmouhoc, péog T EBvoauvéheuan oto xwpto Kopuayddec. O1 kanetaviol tou EAAZ, MoukouBdhac,
Aeutepidc kat Aaoodvn. Eniong, Tic paptupieg Toug kataBétouv o Eviu Mayiepg, apynydc e Bpetavikiis amoatohrg amv EANGda,
0V 0pyavwoe T avativan T yépupag Tou lopyondtapiou, 6mw kai o Kaph Xdiveg Pobvigoukg, emkegali tou B [pageiov g
yepuavikrig Taglapxiag «EvrehBdic» oty Hneipo. And Toug paynég tou EAAZ miou axohotBnaav tov Behouyiwm petd T Zupguwvia
¢ Bapki{ag kai v napddoon Twv omhwy, Hihdet o Mrtoog KapaBavog.

Director’s note

Eyewitness accounts by members of the National Liberation Front (EAM) movement as well as those of ordinary fighters in its mil-
itary wing, the Greek National Liberation Army (ELAS), are given at the scene where the events took place without extending to per-
sonal evaluations and assessments of the more general policy of the Communist Party or the EAM movement. In other words, what
we have is evidence-documentation and not subjective views. So those who speak in the film include Yorgis Houliaras (Pericles), who
was one of the querillas who followed Aris in the creation of the first ELAS querilla units. Sarantainas, a guerilla who joined the rebels
in 1942 in Domnista, the village where Aris' querillas made their first appearance. Lefteris Apostolou, First Secretary and founding
member of EAM, Thanassis Hatzis, Secretary of EAM for most of the period of the Resistance, Costas Despotooulos, Yorgis Siantos'ad-
visor, Stavros Kanellopoulos, member of the National Assembly in the village of Koryschades and ELAS captains Boukouvalas, Left-
erias and Lassanis. Eddy Myers, head of the British Mission to Greece, who organized the blowing up of the bridge at Gorgopotamos
and Karl Heinz Rudfuchs, head of the German“Edelweiss" regiment in Epirus also give eyewitness accounts. Of the ELAS fighters who
followed Velouchiotis after the Treaty of Varkiza and the surrender of their weapons, we have the oral testimony of Mitsos Karathanos.
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H Kptiki yia tv tawia

YOpoTmpioTid T0u IOATIRO) O WITOVITOR ENGH
1 pofakiysen sawio Aok Sehosyum Mpoena &
60 VIORIONTaP e T EpOT 0 CPPOGENE
exanerdviog 70 EARS 10 Gmoow, Gps, e va v
TIaPOUDIANE X T GTIPOPAITIN VEASEQDN YWD
.. S fpiat Intyo 10w oupoliéaoe Gumow
Taympnon eva va eétioe Bio oremyE: 7 emados-
heang 1oy ENROB T appeTIN B
W0 T At uan, Mo, BiS ¥ ERNG-
Deyglion s w0 o M s
Avuniypogo. foria, 15/12/1981

v bikyugn armpoaormokoTR:
Dyt Boviear, Pooméomy, 151271981

A moketyr o fey oo, g,
YA QOGN A KOV 4 TN, Y-
AP,

Poliv Euwon Amyespom, 15/12/1981

Film Reviews

The film that & tieng somened, A Seiuchions, & -
acenstic of the soery poliical iate we e n 1 5.3 o
umentary” about the actwities of the chief Duscher
“captainof the Natvonal Pecpie’s Libesation Aemy (ELAS)
whom, however, € 1ends 10 present 10 e uniniormed
Younger genecation ... a naonal heo! The am of the
director Fotos Lampanes 10 expilan why the ensiae-
ment of Greece by the commune dictatorship after the
Liberation falled, obwously o onder 10 avod repeating
The Same WiDng tactics now..

Unsigned. Fstia, 15/12/1381

A disorienting dilemma.
DimitrisDanikas. Rznspastis, 15/12/1981

An unquestionably valuable film. Austere, serious,

modest, without pompous words and off-hand char-
£

Razita Sokou. Apogevmati, 15/12/1981

Eivn o 0UGIE 7 RPGT) Taia MU AOGOVIG T
wtfiodo T engTponG épewvac, avalia £ 0%
w0 SopuInau, ugic 0popR K SnpoyuyiE,
i e mepiodo.

M) drponoutoc. Avyr, 15/12/1981

H wavi tow Qwow Acuapivoy Ve £V JNTRED TOU

anpTpgI vhuoor, vl Oha opo-
PTG KR 8N O e, o v ouo-
% 0% g TN EUTTONPORUCY, ~ MPYLATIRA
- e

K Digpny. Mecmpons, 15/12/1981

s in essence the first flm that appraching the
method of soenbific reseanch, analyses 2 histoncal pe-
riod outede of any dogmatism, without any aphorisms
e demay

Michel Demopoulos. Agy, 15/12/1981

Foos Lamprinosflm is a monument of Greek cinema.
A umque documentary, devastating revelations by pri-
Mary witnesses, systematic development of the sub-
et and most of 2l modesty, obyectivity, absence of any
subyective comment, consistency and 3 deep knowl-
edge of fim language and development. All character-
stics and assets derved from the director’s long career
n the field of true film research.

Costas Femis. Messimriny, 15/12/1981

0 Gwrog Aaumpavic (ouvingoupydc exeivou Tou on-
poSexod vioayaviép yia 1 Sologovia tou Aaympdxn
o v o Toug NdaTou now owvéflakav oto va ap-
Bpace: xdmow oucaoed Myo 1 mhedpaan) Siakéyel
£vav G0 Spoyo: 100pponaVTac i Mpoaoy) avdeoa
ame kareuBivoex; Tou Bepamod uhixod Tou kot av-
300 0T S0pOpEC POpuEC

fidwng Mnaxoyawonoulog.

Hikabnpepn, 15/12/1981

To unodenpamd wropud viokpaviép Tou Owtou
Aayrpvon {wwraveier e axpétato aeflaoyd npog v
alfiera v nopadevn, povadua Kar avenavahm
poppd 1ouApn, ronoBETaviag I ato yevkorepo nAal-
00 twv £V 1941-1945 nou o autd Ta PAénel xwpic
9060 xen nofloc, ovpdmva, aviikeievikd, unpe-
> ~ e T nAQUOTERY KOI MO YEIPOMAOTY) Tou
dpou iwon.

Ko Tropariou. fa Né, 15/12/1981

Fotos Lamprinos (co-creator of that landmark docu-
mentary on the murder of Lambrakis and one of the
very few who contributed to television's articulation of
some substantial discourse) chooses another road: bal-
ancing carefully between the directions of his thematic
material and the different forms.

Yannis Bacoyannopoulos. / Kathimerini, 15/12/1981

Fotos Lamprinos’ exemplary historical documentary
brings to life with extreme respect for the truth, the
strandge, unique and matchless figure of Ars, placing it
in the general context of the years 1941-1945 which
he also views without fear and passion, but humanly,
objectively, “Brechtianly” — in the simplest and most
tangible sense of the term.

Costas Stamatiou. fa Nea, 15/12/1981
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Mavopapa tov Atwva — 1o emeloddio (1895-1900)
Panorama of the Century — 1st Episode (1895-1900)

To mipwo nela6dio T oelpdc, mou anoteheftat and 32 ouvolika eneladdia Ta onoia kaAimTouy To
ypovikd didotnpa and o 1895 éwc Ti 28 OktwBpiov 1940, avagépetal o perdBacn and tov 19
otov 200 awva. Onwg kai Ta undhoima enelobdia, €xal k1 autd npoonabei va avaouvBéoel kai va ena-
vanpoBahei mapeAdovra yeyovdra omwg autd kivnatoypagrBnkav  kai pwtoypagrnkav mpwri-
otwe oty ENdda, ah\d kat atov k6opo 0AdkAnpo v nepiodo ekeivn.

The first segment of the 32-episode series covering the period from 1895 to 28 October 1940, when
Greece entered WWII, focuses on the transition from the 19th to the 20th century. Similarly to the
rest of the series, the first episode tries to put together again and present past events as they were
filmed or photographed, primarily in Greece but also in the rest of the world at that time

IknvoBeaia-Levdpio/Direction-Screenplay:
Aéwv Aciotog/Leon Loisios, Dwto¢ Aaunpivag/Fotos
Lamprinos A@rynon/Narration: Znipoc M-
vne/Spyros Milionis, Kwatag Zkokog/Costas Skokos
Movrd{/Editing: Ztéhioc Mwpaitng/Stelios Mo-
raitis 'Hyo¢/Sound: Ztéhio¢ Mwpaitng/Stelios
Moraitis, Apiateiong Kapuongc-Ooux/Aristides Kary-
dis-Fuchs Mouvatkiy/Music: lgiyéveia EvBupiatou/
Ifigenia Efthymiatou, Kattn Ikikn-Ahe€iou/Ketty Gili-
Alexiou lotopkdg obpBoudoc-Keipeva/Histori-
cal Advisor-Texts: [idvnc lavouhonouoc/Yanis
Yanoulopoulos Napaywyn/Production: TV Jour

nal, EPT AE/ERT SA Hellenic Broadcasting Corp

Greece Betacam SP Aompopaupo/B&W 35°

EMdda/Greece 1984
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«Mabnpara lotopiag»
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To Seutepo OToNEID SORMIOL £ 1) ORE0n 10w oMU b T ENOEC OU
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HOENEPUAIENT) 0 K01 1) X Bl TN QPN 1 0 10%0pM0 Rpeion— emed-
ynon tou eibou, Wod epuon Bhénete! Tuo Mavdpeps molEC gopic 10 Ok nou
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“Lessons in History”
by Yanis Yanoulopoulos

0f course, Pumorame of the (entury isn't the first film to use old newsreels as the raw ma-
terial for 2 historical namative. No, the practice has a prehistory which is sometimes
short - as short, that i, as the history of Greek tefevision itself - and sometimes long
and gloriows, 2 in the works produced for the small screen by major television chan-
nels abrad

However, no one had ever used news footage so extensively before, supplemented
a temes with other visual (chefly photographic) material in the course of each half-
hour “lesson in history” Moreover, no one had eschewed the help of contemporary

footage or the e/ intervention of a narator a device used by a the best-known his- £

toncal series intemationally centesed on the media of yesteryear. For while Panorama
does have 3 commentary, 1t is heard off-camera. The decision not to employ a com-
mentary Game 3t & price” years of demanding preparatory research in the world's largest
omemma archoes unearthing Greek-related matenal, years of successes and disappoint-
ments, indeed, i€ would seem that Fotos Lamgprinos has dedicated his life to this search
singe hus Beme 3t the Moscow Film Schoolin the Sixties.

Which i 1 say that Aunoramg (1982-1986), one of Greek: state television's best-
known programs, presented viewers with 3 continuous stream of old news footage
Comesponding 1o the narrative. But its innovations did not stop there. Covering the pe-
i between the ate 19t century and October 28, 1940, the day on which Greece
entevecd World War I, the 32 episodes in the series have been broadcast repeatedly since
£ wias marde. Diected and weitten by Fotos Lamprinos and Leon Loisios, the series broke
e (gound in another thee respects which, as far as | know, are unique to Fanoram:

The first s i strateqy of using the original audio commentary, and using it off cam-
era This means that, ather than being presented with the opinions of a contemporary
hestorian who, having studied the period and the footage in question, pensively an-
nounces hvs concusions, we are provided with the contemporaneous commentary of
sensitive observer who has kept 3 watchiul eye on events, read widely and used the
Information 1o come 1o his own decisions. Which & to say that the commentary also pre-
e, 1o some extent. Thus, ke all his contemporaries, a commentator will efer to the
914-1918 waar 25 the Geeat War and not as Workd War |, as he was not in a pesition to
fovesee the onset of a second global conflict.

The senies is also innovative in the relationship it establishes between the com-
mentary and the images on sceen. As we have said, the commentary does not en-
shrine the established interpretation, meaning the view of the historical past established
with the benefit of hindsight “Behold, gentlemen, here you see!” In Panorama, the
commentary often exists in countespoint with the image. That the end result is a syn-
thesis of image and words constitutes another strategic decision taken at the planning
stage.

Panoramd’s final innovation lies in the form in which history is presented. The sep-
arate subjects dealt with in each half-hour episode are separated by intertitles of the sort
used in the silent movie era or, later, by Cineak, the Greek cinema newsteel older read-
ers will remember from their youth. This form was selected, like the period music which
accompanies the images and commentary, to further a specific goal: the reconstruction
of those chunks of historical past, Greek and intemational, included in a given week's
Panorama in the most faithful manner possible.

Translated into English by Michael Elefiheriou

26  ®wrog Aapnpvég [ 110 ®eonBaA Niokipaviép Oeooolovikng




2epykét Napat{davag, o ¢oploTog
Sergei Paradjanov, the Exile

0 Zepykeé Napat{avwe, o onoudaiog dopieikac oknvoBétng appevikic kataywyrg mov yewnnke  IknvoBeoia-Levapio-Agriynon/Direction-
kat peyahwoe oty Tiphida g lewpyiac, omovdace aknvoBeaia ot Mooya kat pydotnke yia peydho  Screenplay-Narration: Oroc Aampivog/Fotos
Xpoviko SidoTnyia oty Oukpavia, ik otov Oto Aapmpivo yia T wr Tou, TIC Tawiec Tou kat tate-  Lamprinos Qwtoypagia/Cinematography: fa-
ktawoyeva oty EXY.A Ty enoyr Tou [koppmatade kat g Nepeatpdika, Aiyoug piivec mpiv meBavel ;‘;0“( U“VE‘LV.'“.”O"O[”AO(/ Th(;”a““ PJ”AYVOIODOF“‘OS
Kal €vi ) kataotaon TG uyeiag eivai méov in avaotpéyipn. 2y tawia nepapBavoval ondvia tek- 0"90 G s U Sl

; ; ; e ¥ . i . nakis "Hyo¢/Sound: Mavaywtng Kouoouhag/Pa-
pripia ané n opayn Twv dpaywv lewpylavav ané To oopletikd atpato Tov Anpihio Tou 1989 kal

i ! : . it ; nayotis Kousoulas Mouotki/Music: liwpyoc
avékdoto Uhiko and TV oukpavikr GuAakr atny onoia eGETIOE TV MOWH Tov. Nanadikng/Yorgos Papadakis Mapaywyiy/Produ-

ction: Adyna O\y/Lamba Film, EPT AE/ERT SA Hel-
Sergel Paradjanov, the great Soviet filmmaker of Armenian origin who was born and grew upin  lenic Broadcasting Corp., Greece

Thilisi, Georgia, studied film in Moscow and worked for many years in Ukraine, talks on camerato  Betacam Eyypwpo/Color 35'
Fotis Lamprinos about his life, his films, and events in the USSR under Gorbachev's Perestroika, a  EN\ada/Greece 1990

few short months before he died and while the state of his health was already deteriorating. The film

includes rare footage of the massacre of Georgian civilians by the Soviet Army in April 1989 and un-

published material from the Ukrainian prison in which Paradjanov served his sentence.
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Requiem for a Director

by Andreas Pagoulatos

This documentary by Fotos Lamprinos on the last pe-
riod in the life of the great Soviet director Sergei
Paradjanov is as extraordinarily cinematic as it is his-
torical and fascinating. It skilfully combines images
from the tragic events that took place in Tbilisi, Geor-
gia, on April 9, 1989, in which 21 people lost their
lives, with confidences the Armenian director shared
with his friend the cinematographer Yuri llyenko —
the director of photography on his exceptional Shad-
ows of Qur Forgotten Ancestors [aka Wild Horses of
fire] — and with Fotos Lamprinos. It also includes
documentary footage of the jail for criminal prisoners
in Kiev — the ‘zone; as it is known — where Parad-
janov was held under the most appalling conditions
for four years and four months as its only political
prisoner; unfortunately, these were not the only years
of his life he spent incarcerated.

The film begins with amateur shots of the tragic
events in Thilisi: the populace celebrating in front of
the president’s residence when the tanks suddenly
attack the crowd with poison gas and clubs, causing
the deaths of 21 people. The terrible immediacy of
the amateur footage imbues the sequential phases
of the tragedy with ever-growing intensity: the in-
nocence and joy of celebration, the dancing and fes-
tivities; and then, the sudden, unexpected tragedy...
In his commentary, Lamprinos notes that one of the
two men who filmed the events could well have
been KGB. This is followed by extracts from a friendly
discussion between Paradjanov and llyenko, filmed
by the latter on a home-movie camera in September
1989, in which Paradjanov expresses his desperation

and despair, but also his anger at everything that
happened and at the subsequent confusion that al-
lowed the man who gave the criminal order to use
the deadly gas to escape punishment. The director
also told his friend that, amidst the chaos, he had
reached the end of his lfe; that he felt terribly weak
after surgery for lung cancer of the liver and would
be unable to finish the film he had started. This sec-
tion, too, is shattering in the immediacy of its ama-
teur means.

The final and longest part of the film records a
friendly discussion between Paradjanov and Lampri-
nos, the Greek director who, having spent a number
of years living and studying in the Soviet Union, was
au fait both with everything happening there at the
time and with the history of Soviet cinema. Lampri-
nos’ commentary provides us with all the biograph-
ical details we need, and sheds light on the extracts
from their dialogue, Paradjanov’s words and the
scenes shot in the Kiev prison, where a quard who
knew and respected Paradjanov says he is sure the
director will one day make a film about the prison.
Thisis followed by a detailed account of Paradjanov’s
filmography and an in-depth analysis of the poetic
cinematic idiom of the film that made the director’s
name internationally: the Shadows of Qur Forgotten
Ancestors, from which we are shown a few highly
meaningful extracts. A parallel exploration of the
space in which the dialogue is taking place and
Paradjanov’s home takes in several paintings, collages
and constructions typical of the director’s work in the
visual arts. This enlightening analysis of Paradjanov’s

poetics dwells on the transformation of unique local
traditions into a universally-relevant poetry of im-
ages, musics, songs and sounds through poetic
processes. The documentary ends with Paradjanov
making pessimistic pronouncements both on current
and future political developments in the Soviet Union
and on the prospects for Soviet cinema and the up-
coming generation of directors. This heterogeneous
and powerful documentary comes to serve — and
this, we come to understand, due to Lamprinos’ de-
termination that t should — as a requiem of sorts for
a great director and poet of film.

Translated into English by Michael Eleftheriou

11th Thessaloniki Documentary Festival
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Moscow — November 1990. Return to the Future

M

oy

IxnvoBeoia-Levapio-A@Aynon-Keipeva/Di-

rection-Screenplay-Narration-Texts:  Duwroc

matography: A\x

Méoxa — NoépBprog 1990. Emotpo@n oto péAhov

Owroypagia/Cine-
Alkis Polychro

s Movral/Editing: [wpyoc Qurewdrne/Yorgos

tinakis Hyo¢/Sound: B6dwpog Mananavay

spapanagiotou Movowr/ Music:

igos Papadakis Napa-
PI

ywyry/Production: Adyna Giy/Lamba Film, |
AE/ERT SA Hellenic Broadcasting Corm. G

A ULAUIG LOFD., LIEeCE
Betacam SP Eyypwpo/Color 30’
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To pkp6 Bavpa
100 Mnva Xpnoridn

H deutépa 22 Anpihiou 1991 Ba pmopovoe va frav
flia kowi, Kowvararn Aeomike] pépa. AMA dev ftav.
Apkel povo n avapopd otny ekmopnt Tou Owrou
Aaympivod Mdaya-NoéiiBpiog yia va gavei oA n bia-
@opd nou Ty §expiCe. Mia napa nohv onoudaia ex-
niopnd. O Aaympivos BpéBnke otn Méoya oty 73n
enételo g Mnohaepikng enavdotaang tov 1917. Aev
BpéBxe uyaia. Miye pe ouykekpiévo okomo. Na oet
Kal va axouoel oo Bpiokeral mpdypart kat ndel ahn-
Biva n Zorenikr) Evwon perd v nepeotpoika Tou
[koppnatowg. O Aapnpivoc ele pepikd atod mou Tov
ékavavva §exwpiler and onolovdrimote GNov pendp-
Tep-epeuvntiy mou Ba minoiale To idto Bépa: eixe
(fioet 0 iblog apkerd ypovia ot Zorenikn Evwon,
fitepa Téheia pwoika Kat rav évag ndpa moN) Kahog
Kivnuatoypagiotrc. Me fdon Aoimov T «ypagiko-
TIYTA» TN VIO Hiag eneteiou, épepe miow oty EN-
Aaba éva onavio o¢ onyaoia, akpiBeta kat o§itnta

The Small Miracle

by Minas Christidis

Monday 22 April 1991 could have been an ordinary,
avery ordinary television day. But it wasn't. Suffice it
only to mention Fotos Lamprinos' program Moscow-
November to reveal all the difference that sets it apart.
Avery important program. Lamprinos found himself
in Moscow during the 73rd anniversary of the Bol-
shevik revolution of 1917. He was not there by
chance. He went for a specific purpose. To see and
hear where the Soviet Union is really at and where it
is really going after Gorbachev's perestroika. Lampri-
nos had a few aces up his sleeve that made him stand
out from any other investigative reporter who would
broach the same subject: he had lived in the Soviet
Union himself for a number of years, spoke perfect
Russian and was a very good filmmaker. With the
“picturesqueness" of the celebration of an anniver-
sary as the basis, he brought back to Greece a rare in
importance, accuracy and insight material that he

UNIKO 110U TO {OVTGPIOE OF TIEVTE NU{WPES EKMOpMEC.
lpoxertar yia éva ané ta mo ouyKAOVIOTIKG VTOKOU-
Jévia mou griyTnke noté yia Ty tAeopaon. Oa
Hnopotoe va noulnBei o¢ onotadrimore tAedpaon
ToU KG0pov Kat va kdvel Ty ibia oxupr evionwon.
lowg yia mpwrn popd aiobaverkape mod Bpioeral
onuepa n EXZA. Tic popepég Suvdpels —moMav kat
Slapopeik@v KateuBivoewv— mov eropddovral va
ekpayolv e ampophentec ouvéneles. 0 Aapmpivag
iriye otV kapdid tou mpohipato; Tov amhG mokim
Kal Tov Qvabud Vo EMWVULO QUpIaVe MPWTaYWVIOTH).
Heepe 1 énpene va pwtioel kai katahdBawe T
@Kouye. Aev firav o Yuypdc kat adiapopog pendprep.
Hrav o Knpatoypagiotig e ndBog, mov ouykév-
TPWve UNIKO Yia pia Kivnjatoypaikr (otopia ova-
ik ki ovvapnaotik. MNétuye andhuta. Aev
katahapaivw yiari n ET-1 éxaoe téaaepic pirjvec and
v enikaipotna. H exnopni énpene va eie perado-

edited into five thirty-minute programs. It is one of
the most devastating documentaries every made for
television. It could be sold to any television station in
the world and make the same powerful impression.
Perhaps for the first time we sensed where the USSR
finds itself today. The terrible forces — in many and
diverse directions — that are getting ready to explode
with unforeseen consequences. Lamprinos went to
the heart of the problem: the ordinary citizen and the
rising, high-profile protagonist of tomorrow. He knew
what he had to ask and understood what he heard.
He was not a cold and indifferent reporter. He was a
filmmaker with passion who was collecting material
for a unique and fascinating film story. He was com-
pletely successful. | don't understand why the Hel-
lenic Broadcasting Corporation wasted four months
of newsworthiness. The program should have been
aired last December. Television must consider that

Bei Tov nepaopiévo AexépPpio. H thedpaon mpénel
va Bewpei Tov povo moAUTIo Ka Gév agrivel moté va
Xvovrar oyt privec, akhd olte pépec. Moia eumodia kai
ol€q oTevokepaliés kaBuotépnoav T perddoon; H
€KMo fTav YOypain Kat auyypoves nadiaoév.
Hrav anoxahumik kai v (b1a otiypr ouvtapaxtir.
‘Hrav ouotnpatike, ikau, aveikeevikr kai ouyypo-
vwg onapaxrikr. H ene€epyaoia tou uhikod €lye yiver
€ T0 Hepakt evog kaho axnvoBétn mou dev Béker va
el épata, 00Te va «oToN(oe T0 uNiKo Tou. Me Té-
TOIEG exmopnéc 1 eNAnvik) ThAedpaan mepva anoga-
010TIKa oV evnAikiwor TG Katd Tov mio Guvapiko
Tpomo. AevypeidCerar, vopilw va nw ot n enavahqyi
T Eivar anapaitnTn, To 0uVTOKGTEO uvard, kal
ot kahotepn {wvn akpoapatikdtnTa. Mpokertai
yia éva TAeonTikd yaBnya yia Aouc,

Tayuépduog, 2/5/1991

time is precious and must never lose months nor
even days. What obstacles and what narrow-mind-
edness delayed the broadcast? The program was dis-
passionate and at the same time passionate. It was
revealing and at the same time devastating. It was
systematic, fair, objective and at the same time heart-
rending. The material had been processed with the
tender loving care of a good director who does not
want to tell lies or“adorn”his material. With such pro-
grams Greek television has taken a decisive step to-
wards maturity in the most dynamic way. | don't
thinkit is necessary for me to say that airing the pro-
gram aqain is absolutely necessary, as soon s possi-
ble and in the best time zone. Itis a television lesson
forall.

Tachydromos, 2/5/1991

Translated into English by Elly Petrides
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H opopgid Ba owoel Tov Koopo
Beauty Will Save the World
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IxoMo oknvoBéTn

To uddmvo aroiyelo, mou ivat kupiapyo 0T pwaIkr yn, OuVOEE! Toug TOMouG dmou yTioTnKav ol o~
Arteiec, ot vaoi kai Ta povaorpia T 0pBoSogng miatng, and tov Yo aiciva, 6tav, pe Mpwepyatr Tov
BAadiunpo Tou KiéBou, exypiomiaviomkav o1 EAdBor. H ppdon tou NrootoyiéBoki, «H ojioppid Ba
0()0€ Tov Koapo» anotunvel T fabid oxéon Tou pwoikol Aaod pe v opBodogia, evey mapaNin-
Aot kat ibiaitepa otevoi ivar o1 Gpopol TG pwoikic ekkAroia e To pwOoIKd KpAtog oV Hakpo-
xpovn totopia Toug. H opBodogia we opopgid, éNker my kataywyr e and mv enoyr g 0pBodoéng
iomg, w entonping Bpnoxeiag Tov kpdtou, otav o1 aneatakévol Tou mpiykina Bhadiunpou omv
Kwvatavivobnohn, Tob petépepav Tov Baulaopd oug yia v Beanéola Beia Aeroupyia oto vao g
Ayiag ou Beob Zopiac. Emhoyr, mou avédei€e n pwoikr ekkAnoia o€ kupiapyo napdyovia TG pu-
aikiig {wi, avrioToing pe avv g ekdotore kparikiig e§ovaiag. O aXqhemGpdaeic kpdToug Kal
exkhnota, o€ piia Giadpopr) and Tov 9o atava péxpi To 1992, 6rav katéppeuoe n Zopienikr Evwan,
€ivai o B¢yia autr G Tawiag, n omoia napouaialeta oy wpiaia ekboxr TG avti Twy 7 nuiwpwy
enel00biwv mou anotehodv Ty mjpn Hop@r TG

Director’s note

Water, the predominant Russian element, connects the sites where the Orthodox Faith erected its
cities, churches and monasteries from the 9th century on when, led by Viadimir of Kiev, it converted
the Slavs to Christianity.Dostoyevsky's phraseBeauty will save the world" captures the Russian peo-
ple's deep connection with Orthodoxy, while the parallel paths between Russian church and state
have linked the two especially closely throughout their long history. Orthodoxy as beauty can trace
its history back to Prince Vladimir's delegation to Constantinople whose account of the sublime rit-
ualin the Church of the Holy Wisdom convinced their ruler to choose the Orthodox faith as the offi-
cial religion of his state. His choice would make the Russian church as dominant in Russia as the
state. This film focuses on the interaction between church and state between the 9th century and
1992, the yearin which the Soviet Union collapsed, and s shown here iniits one-hour version, rather
than inits full three and a half hours (7 x 30-minute episodes).

11th Thessaloniki Documentary Festival [ Fotos Lamprinos
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[AévtiyeveBAiwy N... Mia BouPBr BaAkavikn oTopia

Birthday Celebration or a Silent Balkan Story

IxnvoBeoia-Levapio/Direction-Screenplay:
Keipeva/Texts:

Ouwroypagia/Cinematography: H)

' los Mov
va{/Editing
Hyo¢/Sound: M
Movoiki/Music:
X padakss Napaywyol/
Producers: ix Nikos G jvel Vassev
Napaywyr/Production: f K

35mm Eyypwpo-Aonpopavpo/Color-B&W 67°
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Ix0Ato oknvoBém

H tawia avaouvBérel péow Tou povial v eikova 1ou BaAkavikol Kivnatoypd@ou Kata Ty me-
piodo Tou BwpPov (1900-1930), 6tav nhad) o kivnpatoypdpoc dev GiéBete fiyo kain agrynon
TG loToplag yivotav jéoa ano Tig exppdoes kai v unokprikr Twv nBoroiwy kb kai péoa and
Toug peadrimhoug mou Katéypagpav Toug iahoyous r enegnyotoav T e€ENEn T totopiac, Xpn-
olponoi@vtag, Aotmov, wg Hovadikd exppactikd [éoo T ekova —BwBog kivnpatoypdgog or-
paive! oteBviic kivnuatoypdpoc— kai Ty kaBapr| kvnpatoypagikg ydooa, ) Tawia enyeipel
iia ouppar} Twv fwPwv Tawidy mov iaodBnkav and kaBe Bakkavikr x@pa, avayevioviac T
ia totopia pe v GNAn, €xot mou oo Téhog va Katahdyel o€ éva eviaio gihy oTo omoio iokoha
dlaxpivel kaveic T «eBvikdtnan Tou kdBe anoondayiatoc. H auppan Siamkéxet kai ta Tpia ibn
ToU KIvRHatoypapou: Ti¢ Tawvies puBomhaoiag o€ Tpeig evotnte (aoTikd Spdpata, Kwpwdies kal
Boukohikd pehodpdpiara), Ta viokipaveép (e kupiapyo UNK TiG Tawieg Twv Kate€oyiv BaAkd-
VIWV KIvnpatoypagioTwy, Twv abehgwv Mavakn) kai éhog Ta Enikaipa, katd Tétolo Tpomo wote
070 Téhog 0 Bearri¢ éyel v aioBron ot mapakoholBnoe pia kai povn Tawia kat oyt povrdl moh-
Qv Kai blagopeTiKV Tamiv.

Director’s note

Through the editing, the film reconstructs the image of Balkan cinema in the silent era (1900-
1930), when, in other words, films had no synchronized recorded sound and no spoken dia-
logue. The story was told through acting techniques that emphasized facial expressions and body
language so that the audience could better understand what an actor was feeling or portraying
on the screen as well as onscreen intertitles that were used to present key dialogue, narrate story
points and sometimes even comment on the action. Using the image as the sole expressive
means — silent film also means international film — and pure cinematic language, the film at-
tempts a collage of silent films that were preserved from each Balkan country, mixing one story
with another so as to end up with a single film in which one has a hard time discerning the “na-
tionality” of each excerpt. The collage interweaves all three genres of cinema: feature films in
three sequences (urban dramas, comedies and pastoral melodramas), documentaries (with its
chief material being the films of the pre-eminently Balkan filmmakers, the Manaki brothers) and
finally newsreels, in such a way thatin the end the audience has the feeling of having seen just
one film and not a collage of many different films.

L e
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loy0¢ pov n aydnn Tov gaxov
My Power Lies in the Love of the Lens

LxnvoBeoia-Levapio-Agrynon-Keipeva /Di-
rection-Screenplay-Narration-Texts: 0
Movra{/Editing: /

1 igyr Hyo¢/
Sound: ‘ Kontargy
Movowry/Music: I )

Napaywyr/Production: 1

Betacam SP Aompopaupo/B&W 50’

36 ®wrog Aapnpvég [ 110 @eouBai Niokipaviép Beooarovikng



IOP—

Avadewkviovtag T BaButepn ouaia Twv yeyovoTwy

1wy Nwpyov Acovtdpn & Owrtov Aapmpivoy

Taxvnyatoypagikd enikaipa, e v KataMnAn dopr
Kat Ti¢ avrioToryec AE€eIc, extoc ano uhikd (oTopIKrg
€peuvac 1 Mo Ba pnopovoe va €ivai; Ba pmopotoe
va lval pia pop@r agriynang Kat av vat, moiog eivai o
agnyntrc kaimoiog 0 anodéktng g Tt eivat qutd mou
jag Aéve defyvovrag kat Tt auto mov pag kpuBou eni-
on Oefyvovrag, auTé o1 xoveg; NpoBaMouv T fa-
Bitepn anuaoia Twv yeyovorwy f uinwe aMhoi@vouy,
napanoiodv mv akiela;

H tpihoyia e Tov yeviko Titho fayuic pou n aydmn
Tou paxod mpooniaBei va anavtroel o€ auTd Ta Epw-
Tiuata kai yia 1o Adyo autd TonoBetei, katw and 1o
Jikpoakonto piag puuikric avaluong, Oy Tov avavupio
QavIapo, 1pwa TwV MEPIOOTEPWY «TIONEUIK@V €Nl
Kaipwv», akAd, otV TG (0T0pia, TO 7Ipd0wWN0-€K-
npdowno g e€ovaiag lewpyio Kovbuln, o omoiog
JETATPENETAl PNpooTa 0Ta PdTia pag O€ Kvnuato-
Ypagikr nepadva, f aMov o€ fipwa Tou Mkoyko\: éva
npdowno mov yia mepioodtepo and pia deaetia
(1924-1935) npuwraywviorei kai e§aopaNiCel, pe pa-

Yik6 Tpémo, T mpan Béon oo mpookivio T loto-
pia — napaykwvi(ovrag kanoioug dAou pmpootd
0T0 (KO — EVG) OTT) GUVEELD OUPPIKVAVETAl andTopa
Kat oyedov e§agaviCeral drav, pmpootd ota okakid g
ptpomoAng, o Baoihidg Fedpyiog To ayvoei. Aiyo kaipd
petd, Ba enéhBel kat o puotkog Tou Bavaroc!

Avtiotogn eival, o deltepn lotopia, Hematpogr
Twv aiwviwy avimdlwv 6tav, péoa and 1o napakindo
Hovrd{ TG vekp@alpung mopmric, avadelkvieral, age-
VoG pev, n odovn kat n 6Niyn Tou Aaod yia To Bavato
evoc AaonpoBnou nyétn (EAeuBepiou Beviéhou) kat
QQETEOU, 1) MeprTouoia Twv IGeohoyIKWY popTioewy
niov lanétioav T xwpa o 6idpkeia g Auvaoteiag
Twv Mogumoupyk, 6tav ) Hetakopdr Twv 00TwY Tou
Téwc Baohid Kwvoravrivou, m¢ pntépag tou Ohyag kat
6 oulyou Tou 2ogiac, and Ty frakia oy ENNGda,
TIPOOENEL TV AQOPI Yia ia dpria oknvoBeTpévn
kat mjpn oupBoNiop@v Tehetr.

Téhoc, n layic ebpatoverar péoa ano tov oupBol-
040 TG oToArf¢, 6Tav To diktatopikd KaBeatd g 4ng

Avyototou emBaMel trv évatohn dnpdoia eupdvion,
w6 évderén oploiopioppiag katumotayAg Ghwv Twv U
KOwV.

Tpia Béyiara and tov eMnvikd peaonepio mou &i-
KOVOYPAQOUVTaL e «EIKOVEG €K ToU Quaikol», nAadi
Je enikaipa, mou n aMnAouyia ak\d kai n avayvwan
TwV EIKOVwY avabeikvoel, e T ouvapopr anynia-
Tk pyaheiw, T Babitepn ouoia Twv yeyovoTwy.

Ero1 Moo, dmug Ta yeyovota Oev «uihodv and
J0va Toucy, T0 {610 Kat <Ol EIKOVEC €K TOU GuaIKoU» bev
ouviotolv autovonTn anddein f paptupia. Eaprav-
Tal KAl autég and T xprion Toug, and Tov Tpono mou o
Xpriotng (otnv mpokelévn nepintwon o oknvoBétne)
Ba ¢ aélohoyrioe!, katatadel, owv-npoadiopioeL. Av
deytoupe ot Ta yeyovora €ivar dbeia oakid mou maip-
vouv oxfiua avahoya pi Ta avrikeueva mou TomoBe-
ToUpe péoa Toug, Ta Texprpia Ti €ivar; Ta Texprpia,
elval Ta avrikefueva mov mpoodibouy ota yeyovdta
vonua, £ot mou nadouy va ouvioTolv amhég Kivolje-
VEG EIKOVEC.

Bringing Out the Deeper Essence of Events

by Yorgos Leontaris & Fotos Lamprinos

What could the cinematic newsreel, suitably structured
and worded, be apart from a source for historical re-
search? Could it serve as a form of narrative? If yes, then
who s the narrator and who s the audience? What is
it they tell us by showing and what s it they hide by
showing us these self-same images? Are they shed-
ding light on the deeper meaning of events, or are they
distorting and manipulating the truth?

The trilogy with the umbrella title My Power Lies
in the Love of the Lens seeks to answer these ques-
tions. As such, it is not the anonymous hero of most
‘war news'that it places under the microscope of cin-
ematic analysis, but rather, in its first part, Georgios
Kondylis, the representative of power who is trans-
formed before our eyes into a cinematic persona, or
rather, inta a hero from Gogol: a person who re-
mained in the forefront of events for over a decade
(1924-1935) and in so doing ensured himself, as if

by magic, a place in the foreground of history — el-
bowing several others out of the way in the process
— before curling up and virtually disappearing when
heisignored by King George in front of the cathedral
steps. His natural death would follow soon after-
wards!

The second tale, The Return of the Age-old foes, is
linked to the first in the way it uses parallel editing of
the funeral procession to reveal the people’s pain and
mourning at the death of ts elected leader (Elefthe-
rios Venizelos), and the essence of the nation’s ideo-
logical state under the Gliicksburg dynasty, when the
ceremonial transfer of the mortal remains of the for-
mer King Constantine, his mother Olga and consort
Sophia from Italy to Greece provided the opportunity
fora perfectly staged and symbolically-charged ritual.

Finally, Power is rooted in the symbolism of the
uniform which Metaxas' authoritarian regime (1936~

1940) required all Greeks to wear in public as proof of
its subjects'uniformity and submission.

Three subjects from inter-war Greece illustrated
with “natural”— meaning contemporary — images; it
is their sequencing and reading, coupled with a range
of narrational tools, that reveals the deeper meaning
of events.

So, just as the events do not “speak for themselves’
“natural”images do not necessarily prove or testify to
anything. That, too, depends on how they are used; on
the way the user (in this case, the director) chooses to
evaluate, arrange and co-define them. Let us accept
that events are nothing but empty sacks whose shape
depends on what we put in them. Itis our inferences,
i.e. the objects that bestow meaning on events that
makes them more than simply moving pictures.

Translated into English by Michael Eleftheriou
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Kangetav Kepal, o ouvtpogog
(aptain Kemal, a Comrade
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IyoAio oxnvoBém

0 Mixpi MneNi, yvwotr) nohriki) mpocwnikotnta oy Toupkia, frav 92 xpovev 6tav yupiotnke n tawia (2007), ot onola agnyeitai v o-
Autdpayn (wA Tou ié x1o0pop Kat npepia, mapa Toug coPapouc kivobvoug nou Siétpe€e and Ta veavika Tou xpovia. Amogoitnae and to Roberts
College tng Kwvotavrivoinohng kai to 1937 mrye e unotpogia ati A yia navemotnpiaég omoudes. O¢pa g epyaciag tou «H aviakhayr
Twv mnBuoyiwv EMadac-Toupkiag et tov ENnvotoupkikd nokepio 1922». Qatdoo, exei otnv AyiepIki), omaoTrnKe ypriyopa Tig apioTepéc-
KoppouvioTikég 15¢ec kat Spaotnptonoinbnke ato Noto (0§gopvt Mioatatmy) unepaaniCovtag toug padpoug, Enéotpeye otn didpkeia 1ou B
Naykoopiiov Moépow atn oudétepn Toupkia (1941) kat evrdyBnke ato Toupkikd Koppouviatikd Kopya. fa m 8pdan tou guhakiotnke, biy-
Bnke ka1 e€opioTnKe, Héxpimou 1o 1947 anogdoioe va petapel, napdvoyia, otnv EANGSa yia va evioxioel Tov aywva twy aviaptav ot fouva
¢ Opdkng. v eNnvikr Opdkn, ougwva pe T ZuvBrkn me Awldwng (1923) eiye napapieivel, we elovotna, éva Leyao Hépog Tou Toup-
Kiko0 minBuopol mou anéktnoe Ty eNnvii umnodTnTa kai diatrpnoe T Houoouhpavikr Tou miotn. H doukeid Tou Mixpi Mnehi firav va
BonBroet autd Tov etovorikd mnBuapd atic auvBrKeg Tou eppuhio noAépov. Apxika e€édwoe pia epnpiepida oTa Toupkika (v Savas mov
onpaiver «8pdon») kai peta éva Toupkikd ahpaBntdpt dote va paBaivouv Kai Toupkikd (extog and eNnvika) Ta matdid Twv HouooUAUGVEY.
21 OUVEEIQ, OUyKpOTNOE éva PeIkTO Tdypa ano Mopdxoug, pouoouhpdvouc pe envikr unnkodTnTa, Toiyydvoug kat EXAnVeC kal e auto, we
dlowknrg, mrpe Hépog otic emiyeiprioeic, omou Tpaugiatiotnke Bapid. Noonhedtnke apyikd oty Boukyapia kai ot ouvéyeia ot Mdaya yia
Va EMOTPEYEL Kal va Ouveyioel Tov aywva Héxpl Ty TENKA fjTTa Twv aplotepdv 10 1949, Enéotpeye apéows oy Toupkia, omou ouveiotn-
Kav o1 quAakioeig, o1 S1co&eic kat ol e€opiec. £ puhakd g Kwvatavtvosnolng, mou orjepa eival éva umepriohutehéc evodoyeio, ywpioe
KaI mavTpenTrKe T yuvaika Tov ZeBiy, eniong KoppouvioTpia kat eniong GuAakiopév.

102007, oty nhikia Twov 92 xpovawy, petaBaivet kat ndhi ot Bpdkn, ota pépn nou mohéunoe, e Ty ekida va auvavirioet kamoioug and Toug
nahaioug Tov aupnohepioté. Exeivoug mou Tov eixav Bagrioel «Kanetav Kepdh» kat j'auto To dvopa Tov Bupiodvia péyp orjiépa.

H kivnuatoypaguki peragopd tou mohutdpayou Biou tou Mixpi MneNi aciCeral o duo kupiapya aTolyeia: v agrynan Tou ibiou Tou MneNi,
miou §equANiCovtac Tic aehideg Tou BiNiou Tou, 0To omolo Katéypaye Tic epmelpieg Tou and Tov EMNVIK U0 moAepo, ket o€ nparo npo-
00 yia Ta iopatd Tou Kat o€ pia «avaokagi, onwg aut Twv apyaiohdywy, ota nakaid Kai Gyvwota KIvHatoypagikd oTiypiTuna Moy
Katéypayav w «Biot napdMnol ta yeyovora. Tautoypovw, yiverat pia npoondBela, jéoa ano abyypoves IkOveg T0a0 TG 616HopenG ka-
Tdotaong mov emkparei and 1o 1923 atn Bpdkn, oo kat g {wrg ot onpepwv Toupkia, va «doupe» o¢ moto mepiBakhov e€ehiyBnkav ta ye-
yovora mou ouvdéovrar pe (i Tou fipwa pag — pia wry mov Slatpéyet ouataotikd ookAnpo Tov 200 aiwva.

Director’s note
How does a Turk, who after the Greek-Turkish war (1919-1922) became a fervent nationalist and fanatic enemy of the Greeks, decide in 1947
to enter Greece illegally and head for the mountains in order to fight in the Greek Civil War on the side of the Greek guerrillas?

Mihi Bell, a well-known political figure in Turkey was 92 years old when the film was shot (2007), in which his turbulent life s told with
humor and equanimity despite the serious dangers he faced from a very early age. He graduated from Roberts College in Istanbul and in
1937 went to the USA on a scholarship to pursue university studies. The subject of his dissertation: “The exchange of populations between
Greece and Turkey during the Greco-Turkish War of 1922". In America, however, he soon espoused leftist-communist ideas and became ac-
tive in the South (Oxford, Mississippi) supporting the blacks. During World War Il he returned to neutral Turkey in 1941 and joined the Turk-
ish Communist Party. He was imprisoned for his activities, persecuted and exiled until, in 1947, he decided to go to Greece illegally in order
to reinforce the struggle of the querrillas in the mountains of Thrace. In accordance with the Treaty of Lausanne (1923)  large segment of
the population had remained in Greek Thrace as a minority, acquiring Greek nationality and preserving its Muslim faith. Mihri Belli's job was
to help this minority population in the conditions of the Civil War. Initially, he published a newspaper in Turkish (Savas which means “ac-
tion") and then a Turkish primer so that the children of the Muslims could lear Turkish (apart from Greek). He then formed a mixed battal-
ion of Pomaks, Muslims of Greek nationality, gypsies and Greeks and with it, as commander, he took part in operations during which he was
seriously wounded. He was hospitalized initially in Bulgaria and then in Moscow, only to return and continue the fight until the final defeat
of the leftists in 1949. He immediately returned to Turkey where the imprisonments, the persecution and the exiles continued. In an Istan-
bul prison which today is a luxury hotel, he met and married his wife Sevim, also a communist and also imprisoned.

In 2007 at the age of 92 he returned to Thrace once again, to the places where he fought in the hope of meeting some of his old com-
rades-in-arms. Those who had christened him “Captain Kemal”and remember him by this name to the present day.

The film adaptation of Mihri Belli's turbulent life is based on two dominant elements: Belli's own account as he leafs through the pages
of his book in which he recorded his experiences of the Greek Civil War, speaking in the first person about his life, and a “dig” like those of
the archaeologists, in the old and unknown film cameos that recorded the events as “parallel lives”. At the same time, an attempt is made,
through contemporary images of both the situation that prevailed in Thrace since 1923, and life in Turkey today, for us to“see”in what sort
of an environment the events that are connected to the life of our hero unfolded — a life that in essence traverses the whole of the 20th
century.

11th Thessaloniki Documentary Festival [ Fotos Lamprinos
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