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ITp6Aoyoc

210 torio tou apepIkavikoU Kivijpatoypdgou, 1 nepintwor tou John Sayles poidder p’ éva e§mpetika evbiapépov km
abionpooexto napadbofo. Exovrag avoifer to 5p6uo yia tny enéAaon tou oUyxpovou apepikavikou KIvijuatoypdgou pe
v npwn tou tavia to 1980 —Uotepa and wa empoppwuiki Onteia oto no-budget put@pio tou Roger Corman—, o
Sayles eivan évag dnioupyég mou mapapéver ave§dptntog 6x1 yiati Sev éxer Bper tov tpémno va eloxwproe: otn xoAyou-
vuavn fopnyavia, aAAG 51611 6Aa 6oa tov eviiagépouv poialouy va Bpiokoveal £€§@ ané autr. To ovepd tou —éva arve-
Ha pe noAinkég, Kovwvikég kar avBpwmotikég evaioBnoieg £va ovepd twv 10Top1dY, twv nBonoidy, twyv avlpodnwv—
eival 1Hoo a@onMoTikG, 0uo100TIKG Ka1 eupy, akpifag ene1dn eivanl t6oo npoowmkd. Or tawvieg tou Sayles oty yia
600 1oV agopoly, npdypata mou auxva deixvouv t6oo peydAa mou mbavév tpopdlouy, duwe péoa ané tig yoya Sopn-
péveg, ndvra npooneAdopeg tavieg tou, o1 aAnbivég toug Hraotdoeig yivovia opatég, o tpénog nou agopolv éAoug
pog oogng kol Eexdbapog,. To yeyovog kar pévo 6 évag «povayxikg» kar idiaitepog Snuioupyée katopBaver 6x1 andag
va empicdver aAAG va napayer ouotnpatika 1610¢purn @IAR Tou Sivouv TPoPI| 0T OKEWI Kal TTOU TIG NEPI00dTepes Popés
Ppioxoviar pokpid and tn Aoyikr axéun ka autol tou mainstream ave§dptnrou ovepd, anotelei (yia va napagpé-
ooupe o toAamwpnuévn @pdon) tny kaAitepn anédeidn nwg otny téxvn dev undpyouv adié&oda.

Av 0 bpopog dev undpye, to pévo mou €xeig va kaveig eivan va tov xapaéeig o idiog, Hidaoker to napaderypa tou John
Sayles k1 £bo ka xpovia n Sradpopr pag otov H1ké tou Spdpo eivar yepdrn ané Baupdoieg eiéveg kar aAndivé Eexwpr
ouég ovdoeie, EAnriCoupe to taid pag otnv Kivipatoypa@iki tou Ae@@dopo va kpatioer moAd akour...

Aéonorwva Moudaxn
AievBivipia, Peotifdl Kivnpatoypdgou Oecoalovikng
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Foreword

In the landscape of American cinema, the case of John Sayles emerges as an exceptionally interesting and remarkable
paradox. Having paved the way for the advent of contemporary American cinema with his first film in 1980, after a
period of apprenticeship in the no-budget seedbed of Roger Corman, Sayles is a filmmaker who remains independent
not because he has not found a way of penetrating the Hollywood studio system, but because everything that interests
him seems to lie outside it. His cinema — a cinema with political, social and human sensibilities; a cinema of stories, of
actors, of people - is so disarming, fundamental and wide-ranging, precisely because it is so personal. John Sayles’s
films talk about all the things that concern him; things that often appear so enormous that they may alarm, yet through
their impeccable structure and accessibility, their real dimensions become visible and the way in which they concern us
all becomes obvious and clear-cut. The fact that a “lone” and extraordinary filmmaker not only manages to survive but
also to systematically produce ingenuous films which provide food for thought and very often lie far from the logic of
even mainstream independent cinema, constitutes (to paraphrase an oft-used saying) the best proof that in art there
are no dead-ends.

“If the road doesn’t exist, the only thing you can do is chart it yourself,” teaches the example of John Sayles and for
years now the trip down his road has been full of wonderful images and truly unique stops along the way. May our
Jjourney on his cinematic avenue last for a long time to come...

Despina Mouzaki
Director, Thessaloniki International Film Festival
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John Sayles

Eicaywyn
Tou Kwvotavtivou KovroBpdkn

Avti ew0aywyng, emtp€yte pou pia ouvropn avadpoun o’ éva npaypatiké nepiotatiké. Otav avédaPa tny empuéleia
g napovoag ékdoong, tnv Gvoi€n tou 2007, eixa tnyv e€ig 16€a: «Av o John Sayles eival o natépag tou apepikavikol
ave&dptnrou Kivnuatoypdgpou, téte kadé Ba ftav va cuprnepiddBoupe otny ékdoon auth kal tig andyeig vebtepmy
oknvoBet®v mou doulelouv ofjpepa oo xdpo tng ave&dprning mapaywyng twv HITA ka1 Bewpoiv eautoie
nveupatikG naidid touvr. Qotéo0, n16éa auth aviipetwriotnke apxikd pe S iotaypé ané tov i610 tov John Sayles kai tn
Maggie Renzi."Evag 610taypég mou dev eixe kapia oxéon pe tn ouvin @idapéokeia moAAGvV oknvobetdy, o1 onoiol
ouxva avuidpoulv pe gavepn 1 evé6puxn evoxAnon £0tw ka1 0to evdexouevo ouoxetiopol pe GAAoug ouvadédgoug
toug. O Siotaypdg autég eixe va kGver pe tnv moAu amdrj ka1 eINKpIVE) amopia yia to av 6viwg o enipovog
npooavatoAiopdg toug o’ évav Kivnjpatoypdgo aAndivé, avBpdmvo, moAitiké, Aaiké, éva orvepd avefaptnto kat’ ouoia
ka1 61 kat’ emigaon, Bprike mpaypatikoug Siaddxoug o’ £va ouotnua 6rmou o1 epioodtepeg «aveEdpntee pwvée dev
eival mapd oaynveutikd kaAéopata otig euaiobnteg kepaieg tou X6Ayouvr.

H eniokewn pou oto ypageio kar emoxiaki katoikia tou (euyoug Sayles ka1 Renzi oto Niou T¢époei yia tn ouvévieuén
nou Ba di1aBdoete otig embueveq oedideg, £dwoe 6o amavrioeig otny mapandve anopia. H npdtn frav pia
emBeBainon 611 o Hiotaypog Sev Rrav 6viwg amokinua kaAhitexvikol vapkiooiopol, kabog n amdétnta kai n
{eotacid pe tny onoia umodExTnkav 0to XMpo toug £vay navieddg Gyvwato dev Genve kavéva, pa kavéva, mepifopio
apgiopritnong en’ autou. H dedtepn pOe 61a otépavog Maggie Renzi, mou pe agornAiotikn eilikpiveia pe euxapiotnoe
yia tnv 16éa auth, kabdg toug ékave va ouveidnronoioouy 6t 1 douleid toug téoa xpévia Pprike kdroia aveikpiopata,
£0tw pepovopéva, kai dev £yive tehikd oe £va kevo (kGu mou eravadapfaver kar ot ouvéveeuén mou Ba Siafdoete).
H 16éa autr tehika Sev npaypatonomfnke moté ka1 pevatpdnmke oe kG GAAo, otnyv evétnta «Ma tov John Sayles»,
otnyv onoia otabepoi ouvepydreg tou oknvobETn mepypadpouy eurneipieg amé tn HakpOXPOVI GUVEPYAsia TOuG pe to
{euyog Sayles-Renzi, anmodeikviovrag 611 n S rapbéppwon wag €kdoong oav autr eivar pia peuotr, SnuIoupyIkn
aMnlouyia epnvevoewy (AavBaopévov 1 0pBdV) kar oupPiBacpudv. Autd, GH®G, TOU MPOKUITTE ard Tr) HIKPT autn
1otopia eivar kai i Bdon, n payid téoo tou PifAiou mou kpatdte ota Xépia oag 600 Kal TOU aPiep@paAtog tou 480u
Peonpdd Kivnuatoypépou Oeooalovikng 0to oUvolo tou Kivijpatoypagikou épyou tou John Sayles.

IMpdro oupnépaopa: n povoypagpia voutn propei va avapéper to 6vopa tou John Sayles ato e§dgullo, alla arotelei
e€idou povoypagia tne Maggie Renzi (kGt mou otny oucia 10x0e1 yia 0A6kAnpo to agiépwua). Av o mapaywyog efval
GAAn 6wn tou id10u vopiopatog, tnv omoia ouxva mapafAémouv kpitikoi ka1 eotIBdA Aéym tou «oknvobeto-
KevIpIopoU» Toug, autd 1oxue! akbpa nepioodtepo yia tn Maggie Renzi, ) onoia £xe1 ouvepyaotei kupimg ané tn Béon
e napaywyou oe 6Aec oxedov tig tavieg tou John Sayles. To yeyovig 6t1 01 5uo toug napapévouy emiong oUVIPoPol
otn {wn, épxetal va eveeivel autd mou oto e&fig npéner va Bewpeitar autovénro: 6mou Hiafaete yia to £pyo tou John
Sayles, S1afadete ka1 yia tn Souleid tng Maggie Renzi.

Aeltepo oupnépaopa: o John Sayles katéxer adiapgiofritnta wa Eexwpiotn Oéon otny 10topia Tou apepikavikou
avefdpnrou owvepd, aANG autd e onuaiver 6t unmpée moté tou «oknvobétng-otap». Lo onueio autd, ag otabotpe Aydx
napandve. H Bewpia tou auteur, 6nwg exppdotnke ota pvnueiddn niéov Cahiers du Cinémang dexaetiag tou '60, rmpe
a ave&éleykun otpogr) and tn dekaetia tou '70 k1 énerta, Kuping oTov apepikavikd Kivijpatoypago (tov onoio AAwote
Kan anoneipdBnke va avaAioen). Aivoviag tétoia apitnta oto péAo tou oknvobétn otn dradikacia Béaong kar avaluong
Hiag taviag kar napouo1Glovrag TG «ePHovES» Tou e to Bacikd kKAe1di yia tnv avayvworn tou Kivijpatoypagikou épyou,
kavéotnoe toug oknvoBéteg, ané upnAéPabua npéowna otny iepapyia wag taviag, Bacikole NpwTaymvIoTtég tnge.
Mniopei n Bewpia tou Kivnuatoypdgou va éxer aprioer pilia niow tn Bewpia tou auteur, anoppirrtoveag tn onuacia tou
Snoupyol kar eoniGlovrag oto BAéupa tou Beatry, aAAG oe wia Bapid Prounyavia Bedpatog to ypavals tou oxnvobétn
éyive kopPiké. Ané vote, to ouvBero oxrfipa nmou anaptiler tn ropnxavia tou Kivnuatoypdgou (rmapaywyn, diavopr,
KpIoKK, pdpkenivyk, kAm.) voroBetei oknvoBéteg pe avayvwpionun (ko Kuping emtuxnuévn) oppayida otn Brepiva tng
rawviag, padi ~ka eviote mo WwnAG- ané toug otap nou npwraywwviotouy o’ autjv. Mia tavia tou Scorsese eival nidva pia
vavia vou Scorsese ka1 ot ouvéxeia pia tavia pe npwrtaywwviotr tov De Niro.



Eronywyn

Scorsese, Coppola, Spielberg, Tarantino kar moANof GAAor... Kanoior avadutée Bewpotyv pdhiota 6t autt| n yevid
oxnvobetmv-otap xapaktnpiCovim and tny epropikGTntd toug kai and tnv Ikavéentd toug va npowbfioouy wa tawvia,
ranoweg popég avebapnua and tn Sidkpion tng'. O John Sayles, mapd tn pakpd tou nopeia ko efmpetikd onuavekr
oupPolr otov ouyxpovo avefdpinto Kivnpatoypdgpo kal napd to yeyovog 6t o1 tavieg tou gépouv Eexdbopa trv
npoowImkl tou ogpayida (oe eninedo appodiotitwy be, pépouv tn oppayiba tou we oevaproyphpou, oxnvobétn ka
poviép), eivan évag oxnvoBéng tou omofou to npogid éxer tnpndef efapetikG xaunAé. Oa punopodoaue va nolue 6t
autdg efvan k1 évag AGyog rou 1o €pyo tou napapéver ka Suoavaloya dyvwoto otn Xmpo pag (ko kat’ enéktaon kbver
v napovoa Ekdoon ka1 1o a@IEPp®a 0To £pYo TOU AKOGMA M0 ONUavTIKG).

O1 antieg mou to Gvopa John Sayles dev nxef i61a pe autd ouvabéApwy tou eivan moAég, alla bev eivan bouderd pag 1
ot6x0g pag va g avaliooupe edd. To anotédeopa, 6pwg, eivar éva, kar to e§nyoipe. O Bewpnuikée tou
xivnuaroypdgpou Greg M. Smith, oe pia avdAuon tou, 10xupidetar nwg otig tavieg tou Sayles o1 «ouhotikég emloyée
UNMPETOUY aPnynHatikoug, moAitikoug kai nfikoig otéxoue’, kGu mou noAdoi kpruikoi emonuaivouv npoonabdvrag
va avaAvoouy tig aodnukég emAoyég tou oknvoBétn. H tonobétnon tng napotoag ékboong efvan 61, népa anéd tig
avieg tou, o tpénog pe tov onofo o John Sayles éxer epyaotei t6oa xpévia, divoveag to iké tou otiypa oty e€éhén
1OU GpEPIKAVIKOU Kivpatoypdgou, eivar ki autdg ma npdén mohitikn ka1 pia dfdwon nBoug. Av undpyer évag
KEVIPIKOG OUVEKTIKOG 106G 1Tou «béverr 6Aa ta kefpeva tng ékboong petal toug, eivar auth n toroBétnon.
Anaviioeig kar eényfjoeig en’ autou Bpiokoviar oe 6Aa ta kefpeva, £0tw K1 av moAl ouxva to onueio eotioong toug
Bpioketar GAou. To pévo keipevo mou avarnrtiooer H1e§od1kd to okentiké auté eivar tng Aéonovag Mouldkn, «O
Kivnuatoypdpog wg moMtikn npd&n», mou e§nyei ané tnv ontiki tng Napaywyng rnog to oUoTtnua Napaywyne kal
xpnuatodétnong tou John Sayles eivar ané pévo tou pia mohtikr tomoBétnon.

O Geoff Andrew, ané tnv GAAn, oo keipevé tou «John Sayles: T'pdgpovrag yia tov eauté tour, kGver wa avadpourn otoug
Hikpotg péAoug rou o John Sayles emAéyer yia tov eauté tou otig tavieg tou. Tautéxpova, e§nyei éupeoa nwe akdpa
ka1 autoi o1 pikpoi péAol (mou o i610g o Sayles éxer ypayer, oknvoBetnioer kal epunvetoel) eivar éva aképa Koppdr tou
peydlou malA nBikrig mou ouvBéter tig tavieg tou. H lodvva ITanayewpyiou emAéyer tnv onuiki tng @epmvotikie
Bewpiag yia va nipooeyyioel to ndg o John Sayles avarnrtiooei toug yuvaikeioug xapaktripeg tou. Lipgwva pe to Gpbpo
g «O1 yuvaikeieg mapouoieg oto owvepd tou John Sayles: ta nadid twv avBpdnwv», o John Sayles éxe1 katagéper va
anekovioel karnoioug and toug mo oAokAnpmuUEVoOUG Yuvaikeioug Xapaktipeg tou oUyXpovou apepIkavikol oveud, 6x1
XGpig oe kAnoia «e1d1Kn petaxeipior» toug aAAG, avtibeta, xGpig otny e&iowon 6Awy, avipdv ka1 yuvaik@yv, ato eninedo
tou avBpdnou. Lo péAo tng 10topiag kar tou mapeABvrog otig tavieg tou Sayles otpépetar o Aeutépng Abapidng pe
10 «John Sayles: lotopia ka1 10topiegy, avaAlovrag étor pia otabepr) Bepatoloyia twv tavidv tou. Ki edd, auté nou
bagaivera niow ané tig16éeq tou Abapidn eivar n fabid (kovwviki 1 moAruikn, avéloya pe tnv npooéyyion) avnouyia
evog oknvoBétn yia wa xdpa 1 évav moMtiopd mou naoyider, ka eviote abuvatei, va pdber ané to napeABév tou. Tédog,
o Midvvng TOoupdkng, otny mo extevi avdAuon tng povoypagiag, emyeipei pa aobnuiki npooéyyion oto np@iuo
épyo tou Sayles, npiv tnv epnopevpatonoinon tou ave§dptnrou Kivijpatog kai tnv drunn vioBeoia tou anéd to
X6Myouve.'Eva keipevo e§aipetikd xprioipo, kabag o1 neproodrepor kpitikoi kar avalutég npoonepvave Tig
nepioo6repe @opég o {Rrnpa tng modnuikig xdpv t@v moMtik®v npoektdoewy tou épyou tou Sayles. Me tn
HieEobikry avdAuor tou 10topikol mAaioiou oto onoio yevviinke kai avarrtixBnke to pavopevo Sayles, unopouipe kal
néA va blamot@ooupe 611 1600 01 taivieg tou John Sayles 600 ka1 n Kapiépa tou Sev unmpetouv Toug oTéXOUE TG
epnopevpatonoinong aAAd wag dpiung kal vigdAiag napatipnong twv avipdnwy Ka twv kovovidv. To emyeipnua
autd nxei akopa mo 1oxup6 av avaloyiotei kaveig 61 and to 1980 kar tny npdn tavia tou Sayles péxpr ofpepa, o’ éva
Bidotnpa katd to onoio yipioe GAAeg 15 tavieg kai to torrio tng ave§dptning napaywyrg G\a&e Gpdny, o John Sayles
etaxoloubei va autoxpnuarobotei tig tawvieg tou, 6niwg ouvéPn kar pe tnv tedeutaia tou Snuioupyia, Honeydripper.
‘OAa autd ta keipeva mou emAéxBnkay yia va anaptioouv tov Bewpnuiké kopuéd tng povoypagiag, uné tov titho «O
Kivijpatoypagog tou John Sayles», kaAintouv opiopéveg kevipikég Bepatoloyieg tou épyou tou, mpooeyyiouv Tt
bnwoupyia tou ané Siagopetikég onUIKES y@Vieg Kal aMONEIPGVIal va EpUNVEloouY To @awvopevo Sayles, evig
bnoupyoi pe nAololo ka1 onpavuiké Kivnpatoypagiké épyo, mou avalapBdver moAandovc pbAoug oTIg Tavieg tou
(oevapioypagog, oxnvoBéng, poviép ka ouxva nBonoiég) ko nou eivan tautdxpova évag emTuXNUEVOS ouyypapéag
oevapiwy kai neCoypagnuduwy. Autd nou éAeirne yia pia oAokAnpwpévn napouociaorn tou épyou tou ftav éva keipevo
nou Bo kavGgepve va avadioer tn dnoupyiki Siadikacia petdfaong ané tov éva péAo otov GAo ka ané T pia
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0 John Sayles kai n Maggie Renzi / John Sayles and Maggie Renzi

agnynuatikn popen otnv GAAn. To keipevo auté épxetar dia xe1pog John Sayles kai eivan n) el0aywyr tou o’ éva
1biaitepa xprio1po ovyypappa yia tn dnuioupyia wa tawiag, o Thinking in Pictures: The Making of the Movie Mate-
war’, 6riou mepiypager H1e§o61kG 0AékAnpn tn Sadikacia Snoupyiag piag taviag péoa ané to mapdderypa tou Mate-
wan (Matwuévn Auepikn). Znv ewoaywyn tou BifAiou tou, tny omoia avadnuooievoupe edwm, o Sayles wg ouyypagéag,
oknvoBétng ka1 poveép e§nyei autd mou amotedei TNV MEUNTOUCIa TNG KIV)HATOYPAPIKIG AQHYNOTG: TO VO OKETTTE0)
pe eikéveg: va propeig va nmepvdg ané tnyv 10topia tou yparrtot Adyou otny 1o0topia twv eikévev. Me tov tpémo autd,
6x1 pévo odoxkAnpdvetar to Oewpnuiké un6fabpo tng povoypagiag, aAdd o1 avayvaoteg pag £Xouv Kai tny eukaipia va
ndpouv pia yeuon and vig ouyypa@ikég ikavotnteg tou Sayles, kaBdg mpdkertal yia éva nmveupatddeg, avalutikd kal
anolavotiké Keipevo.

To yeyovog 611 o John Sayles dev uniip&e noté tou oknvoBétne-otap dev enmpéaoce pévo tn Bewpnuikr avdrrcuén g
napovoag ékdoong, aAAd eniong (iowg ka1 nepioodtepo) ta npaktikd {neiuata mou kabopidouv tny teAikn tng Hop@r).
Avavpéxovrag otn Siebvii BifAoypagia, Bpebrikape aviipérwmor pe to e€rg napadoo: napd tnv adiapgiofritnen afia
tou épyou tou (éotw pbévo tnv 10topikn), n diedvig PifAoypagia éxer va embeifer eAdyiota ouyypaupata nou va
aoxoloUvral amokAe10TIKG pe to £pyo tou. Aogaldg, GpBpa kar avalloeiqg oe nmeprodika, ifAia, epnuepideg ka
diktuakoug témoug unidpxouv moAAG, aAAa o1 anénieipeg peBodikng avaluong tou £pyou tou eivar eAdyioteg (evbektika
avagépoupe tny e§aipenikn Houleid twv Diane Karson ka1 Heidi Kenaga Sayles Talk: New Perspectives on Independent
Filmmaker John Sayles). Tha to Adyo aut, otn ouvipimtiki toug mAeiowngia ta keipeva eivar npatétuna, kabotovrag
v napovoa £kdoon tny np@tn tou eiboug otnv exbotiki 10topia tou Peotifdl Kivnuatoypdgou Oeooalovikng. ITo
onuavuiké, 6pwe, eival to yeyovog 6n, dedopévng tng guong tng ouykekpipévng povoypagiag, mou extog amd
Bewpnuikéd epyadeio ogpeiler eniong va éxer apxelaxn afia, ta keipeva mou Ba daPdoete dev enapkoiv oe kapia
nepinuwon yia wia Aenrvopepn) epPpabuvon oto épyo tou John Sayles. Qg ex toutou, éyive wia npooektiky avdbeon

n
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Ke1pevov ou Aertoupyolv meploodtepo we e1oaywyéq otig Sidgopeg muxée tou épyou tou Sayles, wg andd napdbupa
) KIVITpaToypa@ik6 tou oUumnav. Ag eArricoupe 6t1 Oa BpeBolv enéuevor avadutée mou Ba nepdoouy ané ta napdBupa

uta kol Ba emyeiproouy wa eepelvnon tou, katd to nAeiotov ave§epetvntou, Kivnuatoypa@ikou tormiou tou John
Sayle
|

H apyeroxh xpion tng povoypagiag kaAumtetar and tnv extevij epyofioypagia tou John Sayles, tnv nAfpn
@iipoypogio ko fifAioypagia, ko ao@aldg tn HaKpookeAR EVOTNTA TV TAVIQV He TIg ouvoyeg, ta {evepik ka Tig
(npwotunee) avadvoeig. Ag pn Eexvape 6pwg 6T, mdvw an’ 6Aa, n povoypagia auty eivar ouvodeutiké uliké evég
KIVITHOTOYPOPIKOU GQIEPMUATOG, TTOU 0TOX0 £Xe1 va yvwpioe! to £pyo tou oknvobétn oto kové tou Pectifal. Etoy, n
evounua «MavovJohn Sayles» kan 01 ouveviet€eig tou oxknvoBétn kai tng napaywyou tou, Maggie Renzi, oupnAnpdovouy
v e1kova yia to 1oio1 eivan autoi o1 GvBpwriol, ndg toug aviipetwniouv 01 ouvepyateg Toug (Mmou, onueiwtéoy,
nopapévouv otabepoi edbd kar moAAG xpévia) kar ndg avuipetwrtiCouy o1 id101 to épyo toug, to mapeABév toug ko tov
KIVIjpatoypago tn bebopévn otypur, oto ofjuepa.

Ac eAriooupe Aomdy 611 pe Tig tavieg Tou agiep@uatog kai tn povoypagia autr) Ba avoifouv véa napdbupa, 6x1 péve
yia ejae, oug enayyeApatieg tou Kivnpatoypdgou, aAAG Kupiag yia to koivd, toug andolg Beatég mou umopouv va
nepinynboly ko va avalneioouv pévor to dpduo toug oto oUvBeto Kivnpatoypa@iké oupunay tou John Sayles. lowe
exel, kanou avapeoa otoug Beatée, va Bpebouv ki autoi mou Ba yivouv 01 Sidgdoxor evig oknvobétn nou xapdooer edw
Kol xpovia pia povayikn, nikr, moAiniki nopeia yia évav kivnjpatoypdgo aAnbwé, avbpomvo, molditiké, Aaikéd: évav
Kivnpatoypago aveédpnro kat' ouoia ko 61 kat’ emigaor.

1. John Pierson, Spike, Mike, Slackers and Dykes: A Guided Tour across a Decade of American Independent Cinema, Hyperion, Néa Yopxn 1995,
2. Diane Carson, Heidi Kenaga, Sayles Talk: New Perspectives on Independent Filmmaker John Sayles, Wayne State University Press, Nutpéie 2006,
1. John Sayles, Thinking in Pictures: The Making of the Movie Matewan, Da Capo Press, Kaiunpit MA 2003
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Introduction

by Konstantinos Kontovrakis

In lieu of an introduction, allow me a brief flashback to a real incident. When 1 undertook the editorial supervision of
this publication in the spring of 2007, 1 had an idea. The idea went something like this: “If John Sayles is the father of
American independent cinema, then it might be a good idea to include in this publication the views of younger film-
makers who are working in independent production in the USA today and who consider themselves his spiritual chil-
dren.” Initially, this idea met with some hesitation from John Sayles himself and from Maggie Renzi. A hesitation that
had nothing to do with the customary conceit of many directors who often react with visible or barely veiled irritation
at the very hint of a possible connection with other colleagues of theirs. This hesitation had to do with the very simple
and honest speculation as to whether their persistent orientation towards a cinema that is real, human, political and
popular - an independent cinema in essence and not merely in appearance — has found true successors in a system
where most “independent” voices are nothing but seductive overtures to the sensitive antennas of Hollywood.

My visit to the office and seasonal residence of the Sayles and Renzi pair in New Jersey, for the interview you will be
reading in the following pages, provided two answers to the above speculation. The first was a confirmation that their
hesitation was indeed no figment of artistic narcissism, since the simplicity and warmth with which they welcomed a
total stranger to their habitat left absolutely no room for doubt on this subject. The second came from Maggie Renzi,
who with disarming honesty thanked me for this idea, since it made them realize that their work all these years has had
some effect, even if isolated, and had not been carried out in a vacuum (something she also repeats in the interview you
will be reading).

In the end, this idea never materialized and was changed into something else, into the chapter “On John Sayles”, where
the director’s long-time collaborators describe their experiences working with the Sayles-Renzi duo all these years,
proving that a publication like this one assumes its final form as a result of a fluid, creative string of brainwaves (erro-
neous or correct) as well as compromises. What emerges, however, from this brief story is also the basis, the leaven of
both this publication you are holding in your hands and of the 48th Thessaloniki International Film Festival complete
retrospective of the film work of John Sayles.

First conclusion: this monograph may contain the name of John Sayles on its cover but it is also a monograph on Mag-
gie Renzi (something that, in essence, is true of the whole retrospective). If the producer is the other side of the same
coin, often ignored by critics and festivals with their persistence in focusing on the directors, this is even truer as
regards Maggie Renzi, who has worked from the position of producer on almost all of John Sayles’s films. The fact that
the two of them are also partners in life comes to affirm that which from now on you should consider self-evident: wher-
ever you read about the work of John Sayles, you're also reading about the work of Maggie Renzi.

Second conclusion: John Sayles undeniably occupies a special place in the history of American independent cinema but
this does not mean that he was ever a “star director”. Let us pause a little longer on this point. The theory of the auteur,
as expressed in the now monumental Cahiers du Cinéma of the 60s, took an unchecked turn from the 70s on, mainly in
American cinema (which in fact it attempted to analyze). By lending such weight to the role of the director in the
process of viewing and analyzing a film, presenting his “obsessions” as the basic key for a reading of his film work, it
transformed directors from high-ranking persons in the hierarchy of a film into its main protagonists. The theory of
cinema may have advanced miles and miles from the theory of the auteur, rejecting the importance of the creator and
focusing on the gaze of the viewer, but in a heavy industry of the spectacle the director’s input is vital. Since then, the
complex structure that makes up the film industry (production, distribution, criticism, marketing, etc.) has placed
directors with a recognizable (and above all successful) hallmark in a film's showcase, along with and sometimes high-
er than its stars. A Scorsese film is always a Scorsese film first and then a film starring Robert De Niro.

Scorsese, Coppola, Spielberg, Tarantino and many others... Indeed some analysts consider that this generation of direc-
tors/stars are characterized by their box office success and ability to promote a film, sometimes regardless of its dis-
tinction'. Despite his long and extremely important contribution to contemporary independent cinema and despite the
fact that his films unmistakably bear his personal stamp (indeed they also bear his stamp in his capacity as scriptwriter,
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director and editor), John Sayles is a director whose profile has been kept remarkably low-key. We could even say that
this is also one of the reasons his work remains disproportionately unknown in this country (and by extension renders
the presence of this publication as well as the retrospective even more important).

The reasons that the name of John Sayles does not echo with the same resonance as those of his colleagues are many,
but it is neither our business nor our purpose to analyze them here. The result, however, is one, and we explain. In one
of his analyses, film theorist Greg M. Smith claims that in Sayles’s films “his stylistic choices also serve narrative, polit-
ical and moral goals™, something that many critics point out in their efforts to analyze the director’s aesthetic choic-
es. The position of this publication is that, beyond his films, the very way in which John Sayles has worked all these
years, making his mark on the development of American cinema, is also a political act and a declaration of principle. If
there exists a central cohesive web that “links” together all the texts in this publication, this position would be it.
Answers and explanations on this may be found in all the texts even if very often their point of focus lies elsewhere. The
only text that develops this argument exhaustively is that of Despina Mouzaki, “Cinema as a Political Act”, which
explains from the point of view of the producer how the system John Sayles uses to produce and finance his films is of
itself a political position.

Geoff Andrew, on the other hand, in his article “John Sayles: Writing for Himself”, presents a flashback of the minor
roles John Sayles has chosen for himself in his films. At the same time, however, he explains indirectly that even these
small roles (that John Sayles himself has written, directed and portrayed) are one more piece of the giant morality puz-
zle that constitutes his films. loanna Papageorgiou chooses the point of view of feminist theory in order to broach the
subject of how John Sayles develops his female characters. According to “TheFemale Presence in the Cinema of John
Sayles: The Children of Men”, John Sayles has managed to depict some of the most consummate female characters in
contemporary American cinema not because of any “preferential treatment” but quite the opposite: by making no dis-
tinctions between men and women and seeing them all as human beings. Lefteris Adamidis examines the role of histo-
ry and the past in the films of John Sayles in his “John Sayles: History and Story”, analyzing in this manner the regular
thematology of his films. Here too what becomes apparent behind Adamidis’ ideas is the deep (social or political,
according to the approach) concern of a director for a country or a culture that is struggling, and sometimes finds it
impossible, to learn from its past. Finally, Yannis Tzioumakis, in the most extensive analysis included in this mono-
graph, attempts an aesthetic approach to Sayles’s early work, before the commercialization of independent cinema and
its unofficial adoption by Hollywood. An extremely useful text, since most critics and analysts often bypass the issue
of aesthetics in favor of the political dimensions of Sayles’s work. With the detailed analysis of the historical framework
in which the Sayles phenomenon was born and grew, we can once again ascertain that both John Sayles’s films and his
career do not serve the goals of commercialization but of a mature and sober examination of people and communities.
This argument echoes even more powerfully if one were to consider that from 1980 and Sayles’s first film to the pres-
ent day, in a period of time during which he has made another 15 films and the landscape of independent production has
changed completely, John Sayles continues to finance his films himself, as was the case with his latest film, Honey-
dripper.

All the texts chosen to make up the theoretical corpus of the monograph entitled “The Cinema of John Sayles” cover
certain basic thematologies of his work, approach his oeuvre from different points of view and attempt to interpret the
Sayles phenomenon, a creator with a rich and important filmography, who undertakes multiple roles in his movies
(scriptwriter, director, editor and often actor) and is at the same time a successful scriptwriter and novelist. What was
missing from the complete presentation of his work was a text that would succeed in analyzing the creative process
involved in going from one role to the other and from one narrative form to another. This text comes from the pen of
John Sayles and is his introduction to a particularly useful book on the shooting of a film, Thinking In Pictures: The
Making of the Movie Matewan', where he gives a detailed description of the entire creative process involved in making
a film using the example of Matewan. In the book’s introduction, which we are reprinting here, Sayles, as writer, direc-
tor and editor, explains what constitutes the quintessence of film narrative: it is to think in pictures, to be able to go
from the story of the written word to the story of pictures. In this way, not only is the theoretical foundation of the
monograph complete, but also our readers have the opportunity to get a taste of Sayles’s writing abilities, since this is
a witty, analytical and enjoyable text.

The fact that John Sayles never was a star director did not influence just the theoretical development of this publica-
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tion but also (perhaps even more) the practical issues that
determined its final form. In searching the international
bibliography, we found ourselves faced with the following
paradox: despite the undisputed value of his work (even
Jjust the historical value), the international bibliography
has only a few books to show that are exclusively con-
cerned with his work. Of course articles and analyses in
magazines, books, newspapers and websites abound, but
attempts at a methodical analysis of his work are few (as an
indication we refer to the excellent work done by Diane
Carson and Heidi Kenaga in Sayles Talk: New Perspective
on Independent Filmmaker John Sayles). For this reason,
in their overwhelming majority the texts printed here are
original, making this edition the first of its kind in the pub-
lishing history of the Thessaloniki International Film Fes-
tival. But what is most important, however, is the fact that
given the nature of this particular monograph, which
should not only constitute a theoretical tool but also have
archival value, the texts you will read are in no way suffi-
cient fer a detailed probe into the work of John Sayles.
Nevertheless, the texts were carefully commissioned so as
to function more as introductions to the different aspects
of Sayles’s work, as simple windows on his film universe. It
is to be hoped that future analysts will emerge who will go
through these windows and attempt to explore the largely r /
unexplored film landscape of John Sayles.

Archival use of the monograph is ensured by its inclusion . K
of John Sayles’s extensive body of work, his complete fil- ¥
mography and bibliography and of course the long sec- .

tions devoted to his films with the synopses, credits and
(original) analyses of his movies. It should not be forgot-
ten, however, that over and above anything else, this mono-
graph is the material accompanying a film retrospective whose goal is to make the director’s work known to festival
audiences. Thus, the section entitled “On John Sayles” as well as the (once again, original) interviews with the director
and his producer Maggie Renzi, complete the image of who these people are, how their collaborators (who, it should be
noted, have been with them for years) view them and how they themselves view their work, their past and the cinema at
this particular moment in time, the present.

Let us hope, therefore, that with the films in the retrospective and this monograph, new windows will open not only for
us film professionals but mainly for the public, the ordinary viewers who can take the tour and find their own way to
the complex film universe of John Sayles. Perhaps there, somewhere among the viewers there are also those who will
become the successors of a director who for years now has been charting a solitary and moral course for a cinema that
is real, human, political and popular; a cinema that is independent in essence and not merely in appearance.
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Honeydripper, 2007

Translated into English by Elly Petrides

1. John Pierson, Spike, Mike, Slackers and Dykes: A Guided Tour across a Decade of American Independent Cinema, Hyperion, New York 1995
2. Diane Carson, Heidi Kenaga, Sayles Talk: New Perspectives on Independent Filmmaker John Sayles, Wayne State University Press, Detroit 2006
3. John Sayles, Thinking in Pictures: The Making of the Movie Matewan, Da Capo Press, Cambridge MA 2003
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0 kivapatoypdmoc tov John Sayles

I"epupvovtac tov mainstream
Ka1 Tov ave&apTnTo KIVNUatoypdapo:

to {)TNa Tne anoOnTIkAg
otic mpatec tarviec tou John Sayles

tvou Mavvn Téioupdxn

O John Sayles katéxer pia povadikn Béon o’ auté mou ouvriBwe anokaleitar aUyxpovoe, avefGpTntog, apePIKaVIKGG
Kivnuatoypdgog. H mpdtn tou peydlou pikoug taivia wg oevapioypdog-oknvoBétng (aAAd ka1 wg poviép kai
nBorno16g), Return of the Secaucus 7(1980) arotéAeoe tn peyaitepn epnopiki emruyia peradi piag pikprig opddag
tavidv pubomdaoiag (avauead toug o1 Northern Lights [J. Hanson, R. Nilsson, 1979], Heartland [R. Pierce, 1980], Gal
Young 'Un [V. Nunez, 1979)), ka1 viokipaveép (Joe and Maxi[M. Cohen ka1 J. Gold], The War at Home [G. Silber G.A.
Brown, 1979] ka1 The Life and Times of Rosie the Riveter), mou 6Aeq padi odrjynoav tnv ave§dptnn oknvobeoia oe wia
véa enoxn ka1 MoOAU kovtutepa o’ éva eupl Ko1vé mou Siyoloe yia é§unvo, ouciddn, ouxva mpokAntik6, aAAG ndvea
nveupat®dn Kivnuatoypdgo. Ané to Eexivnud tou kai, Oa propovoe va nier kaveic mepiooétepo and onolovornote
olyxpové tou, o Sayles ouvéxioe va Souleter otov ave§dptnto topéa (Hakpid and ta mlokduwa twv AOL, Viacom kai
Sony —untpikég evaipeieg twv Warner, Paramount kar Columbia avtiotoixa— mou eAéyxouv tov Kivnjpatoypdgpo tou
XéMyouvr), dnuioupydvrag éva eviunmoilakd ouvolo douleidg mou mepidapfdver dexanévie tavieg oe nmepinou
piGvra xpévia oknvoBeoiag. Me téroia S ramoteutrpia, dev eival mepiepyo mou ovopdotnke o «GoTentog natépag,
(Levy, 1999, 0. 82) ka1 0 «vovég» (Neff, 1998, 0. 32) twv ave§dptnrwv apepikavidyv oknvobetdv. Emmnpoobétwg, o1
Kp1tikof ouxva avagépovrav o’ autdv wg «ouveidnon» (Neff, 1998, 0. 32) twv avedptntwy oxknvobetdy, xapaktnpiopde
anéppoia tng Séopeuorig tou va katamdvetal ue euaiobnta kar ouxvd ap@ideyépeva moMtika kai kovwmvika Béuata
0TI TaIViEG Tou.

Eaitiag iowg tng moMuikiig @Uong moAAGV tavidv tou (01 taivieg tou Sayles £xouv npaypateubei moAv avopoia peta&i
ToUL, KovvikormoAMtikG Oépata, 6niwg n actikn d1apBopd kar o1 moAtikég tng emmudoeig otig ikpég noAeig [ City of
Hope, 1991]' 0 etaipikég kamtaMou6g kai to aviiktuné tou otoug mapBévoug puaikoig témoug avayuyrg [Sunshine
State, 2001]): o patoropég [ Brother from Another Planet, 1984, Lone Star, 1996]' n yuvaikia opogpulo@idia [ Lianna,
1983 n avarmpia [ Passion Fish, 1992]: to epyatiké kivnpa [ Matewan, 1987] kArt.) ka1 tng adiap@iofritnng ¢rung tou
wg apnyntr —o Sayles éxape eniong tepdotiag Rung wg éupiobog oevaploypdpog kai emueAnig-«omtipags
oevapimy, eve eivan kan moAufpaBeupévog ouyypapéag- n KIvnuatoypa@iki kpItikn dev éxer epeuvijoel tny aiobnuikn
g doueidg tou Sayles pe tny id1a copapdtnra mou éxer epeuviioer Ty IKavoTNTd TOU OTNV aPriynoT 1) Tig moAukeg
Béoeig twv tavidv tou. Avagepbuevog oto Return of the Secaucus 7, o Jack Ryan nepiypdger to ontiké Ggog rnou
xpnoiponoiei o Sayles wg «armAé» (1998, 0. 10, 67) ka1 «un ewpaiopévor (0. 66), eved GANo1 kpItIKoi, 611wE ) onpaivouoa
Pauline Kael, éxouv napatnprioer nwg n douleid tou Sayles otepeitar «kivnuatoypa@ikng aiobnong» kai nwg o
oknvoBétng «bev kepdiler tinote wg kaAAitéxvng pe t xprion tou @iAp» (Kael, 6iwg tny napabéter o Levy to 1999, o.
85). O Ryan ouvowiler emtux®g tnv KIVI)Hatoypa@iki KPItikL mou ackeital ouig taivieg tou Sayles drav ypdge: nwg,
«autd mou emtuyxdvetal oe 6Aeq Tou Tig Tavieg eival n) otépen aioBnor tou yia tnyv 10topia, toug Hpweg, Ty oMK,
g vakeig, kar n emBupia va nepikAeioer 6Aa tou ta evbiagépovia o’ éva pealiotiké ovvodo mou va ouveedei oe pia
Sagwuiouikh, nAnpogopiakr Béaon» (1998, 0. 16). Paiveta nwe otoug kpItIKoUg apkei va xapakenpi{ouv tnv
moBnuki twv tamidy tou Sayles «pealiotiki» ka1 va atpépouy ypriyopa to eviiagépov toug oe GAa Bépara.

0 idog o Sayles Sev kaver tinote yia va avuikpoloe tig napandve emkpioeic. AvtiBeta, oe noAég ouvevieléeig tou
napabéxerar avoixtd 6t n téxvn tou Kivpatoypdgou dev tov eviiagéper. Me Snldoeig 6nwg: «n @épua we
autookondg pe agriver navieAmg adidpopo. M’ evbiapéper 6puwg n texvikn tmg agriiynong» (Smith, 1998, 0. 100)- «bev p’
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evbiagépen biafrepa to Upogy (Chanko, 1999, 0. 39)" «to kip10 PEANUA pou efvan va kéve tarvieg yia toug avlporioue,
Aev ' evbiagéper ny véxvn tng Kivnpatoypagiags (Auster kan Quart, 1999, 0. 18), o Sayles éxer unidper ouvévoyoe oto
O Exe1 ermtpéyer 0TV KIVIHAaToypagikl Kpruk va un diepeuviioer apketd tig aobnuikée npotdoeig twv taviay tou,
oe wia enoxr 6rou o1 unéAonor ave&aprnror oknvodéteg (Jim Jarmusch, Susan Seidelman, Spike Lee kan Wayne Wang,
yia va ovopdooupe toug mo akexpipévous) EenpoPdAouv wg oknvobéteg pe Eexwpiotd, avii-yohyouveiavé ontikd
Upog. Lo napdy kefpevo Ba wiAfooupe yia tny modnuikf twv npdrwy, aveldpintwy, avtoxpnuatobotolpevoy
raviov vou Sayles, Return of the Secaucus 7, Lianna(1983) ko Brother from Another Planet (A6 dAo rAavijtn, 1984).
Oa unootnpioupe 611 n MEdNUIKA TV NpdTY TtavidY tou Sayles efval mpoiby xpriong evég ortikol UPoug Moy
anovelef to apdAyapa emppomy and Tig Mpoyeveatepes evoapKkmoelg tou aveEGptntou apuepikavikol KIvijuatoypaeou,
£161kd tng Houleidg tou John Cassavetes, an6 to Néo X6Myouvt (erfong yvwoté ka wg Xohyouvtiavi Avayévvnon)
aA\G ka1 ané tavieg exploitation* mou ouvbéoviar pe oknvoBéteq 6rwg o Roger Corman kai pe etaipeiec 6mwe o1 New
World Pictures, Dimension Pictures ka1 Crown International, mou kupiapxotGoav otov avefdpento, xaunoo
npolinoloyiopol Kivnpatoypago ota téAn tng dexaetiag tou 1970 ka otig apxéq tng dexaetiag tou 1980.

To nAaio10: Ave§dptnrog apepIKaviKGg Kivijpatoypapog

ITpwv o Sayles ka1 01 oUyxpovoi tou ddoouv évav oAl Eexwp10t6 (kar moAitiké) opioud otov Gpo «avefdpentog
KIVIHatoypdgogy, 0 xapaktnpiopog «ave&dpnrogy eixe xpnoiponomBei (ka1 kakoronBei) ané oknvobéteg, kpruikoie,
Tuno ko Kivijpuatoypa@6@iAo Ko1vé nmpokeipévou va meprypdyel kai va epunvevoer dragopetikoig oknvobéteg,
KIVIjHOTa KA1 0UXVG QVTIKPOUOUEVES TIPAKTIKEG TOU AUEPIKAVIKOU KIVI|HATOYPGpOU.

TMa mapaderypa, katd tn Sidpkeia tng emoxrg twv otouvrio (péoa tng dexaetiag tou 1920-tédog tng dexaetiag tou
1940), o xapaktnpiopdg aveEdpinrog divétav oe peydlou kipoug tavieg napaywydv 6nwg o1 Samuel Goldwyn kan
David O. Selznick mou xpnowornolotoay tn United Artists (k1 apyétepa GAAeq etaipeie) yia va Bydlouv otig aiBouvoeg
tavieg mou eixav yupioel €0 t@v aviiotoix@v S1k@v toug etaipeidv napaywynge. Eto, avdpeoa otig avefdpenteg
vavieg tng emoxng Ppiokoupe kai to Gone with the Wind (Ooa naipvei o dvepog, V. Fleming, 1939), wia tawvia nou
Bewpeital eup€wg wg N emropr tou epropikou X6Ayouvt twv atoltveio, aAAd tautdxpova fitav napaywyr tou Selznick
ka1 tng evapeiog mapaywyng tou Selznick International Pictures. An’ tnv GAAn, o i610¢ xapaktnpiouéeg Sivétav oe
vavieg xapnAou npotnoloyiopov, tnv napaywyr kai Siavopn twv onoiwyv ékavav ta ave§dptnta otouvrio tng Poverty
Row,” 6nwg o1 Monogram ka1 Republic Pictures, ka1 mou npoopiovtav yia tnv npdtn napdotaon tou «2 tawiee, 1
eintipior, tig dexaetieg tou 1930 ka1 tou 1940. Kar oav va unv é@rave n /én undpxouoa olyxuon, o idiog xapaktnpiopée
divorav kan oe vawvieg pe eAdxioto npotinoloyiopé mou Baoikd napdyovrav, Siavépovrav ko npofaloviay extée tne
Kivnuatoypagikrig Brounxaviag tng Kahigdpvia ki eixav yia otéxo Siapopetikoig eBvotikoig nAnBuopoig tng
Apepikric,

Meta tnv katdppeuon tou ouoTIHHATog TV oToUvVTIo ota téAn tng Sexaetiag tou 1940 k1 evéow ta mo peydla ototveio
ovapatovoay otabiakd va kGvouv uéva Toug Ty napaymyr Tavidy, 0 Xapaktnpiopés xpnaponombnke emiong yia va
nepiypdyer kGBe tavia tng onoiag tny mapaywyn dev eixe kaver kdnolo peydlo otouvuio. Kat' auté tov tpémo, wa
waivia 6nwg o emkog Spartacus (Zndpraxog, Kubrick, 1960) Bewpribnke wg avefdpunn tavia eneidr fjrav napaywyr
g evaipeiag Bryna Productions tou Kirk Douglas, mapéti xpnuatoSotifnke xan Siavepinke ané tn Universal.
Tautbxpova, o xapaxinpiopée divéray eriong oe tavieg exploitation xapnlol npotinoloyiouov, 6nwe exeivee mou
yopile o Roger Corman 1) 01 taivieg emotnuovikig gpavraoiag-tepdtwy tne American International Pictures mou
otdxevav oto e@npixé kové ka npoPaAlovrav kupiwg oe Kivnuatoypdgoug vipai-iv.

Ki evé vov xapaktnpiopé «avekGpunro» diexdikovoav eioou ta emxd blockbuster ka1 o1 tawieg eidoug [genre films)
xapunAoU npotnoAoyiopou, pia opdda oxnvobetdy, otny onoia petaél GAAwv aviikav 01 John Cassavetes, Jonas Mekas
xa Shirley Clarke, ébwoe éva véo vénua otov 6po, pe taivieg nou ouveibntd npooniaBovoav va épBouv oe mfipn pign
He Tov «emionpo» apepikavikd Kivnpatoypdgo ol 6nwe tov e§aokoloe n Kivnpatoypa@iki frounxavia tev tavidy

"M O vanvieg explolutlon eivol vawvieg nou otdxeuav oty epnopiki emruxio xwpie xapio GAAN xaA\iexvikid o{han 0 noévxnue. l\nvﬁi(m va
npooeAkbouy 1o kové pe to oef, t Bia fj 1o PoPo evd ouxvé ordxeUay o8 OUYKEKPIUEVD aKPOATPIO, «eKueTaANEUOpEVES nou unopei va ta
evbié@epay, napoucidlovidg va 600 Mo Gueoa yvotav NPoxeIuévou va éxouy 600 to duvatdy uzvm\mzpn PIk avianoxpion. Me E6Nig &n xam
UNOKOTIYOPIOY Twy tanidy exploitation eivon, n.y., ta onAduep f o nopve.

" E 1M Tepoyh vou X6Ayouvt 6niou oteyaoviay noAAG avefGprnia otoiviio tng enoyhe.




John Sayles

peydAou aAAG ka1 pikpoU mpoumoAoyiopou. ITap6ti n mietoywngia twv oknvobetdv nou arotéAecav teAikd trv opdda
TOU VEOU aUEPIKAVIKOU Kiviuatoypdgpou otig apxéq tng dekaetiag tou 1960 66eue mpog tnv aBév-ykapvr, o Cassavetes
ouvéxie va Soulever uéoa ota mep1Bdpia tou mainstream apepikavikol KIVHAToypdpou Kal ypriyopa £yive 1 nyetiks
Puoloyvwpia evég npaypatika aveEdprntou tpérou apnynuatikrig oknvobeaiac. O tpérog autée, o onofoe, 6mwe Ha
dolue napakdrw, Goknoe Gueot emppor otov John Sayles, nepiddufave otoiyeia 6rime TV autéypnuatodGTNon TV
TAVIRV TOU, TN ouvepyacia |’ évav otevo KUKAo @idwv Kal ouvepyatdy, tny avdAnyn nepioodtepmy tou evoe poAwmv
otn adikaoia tng mapaywyrg kai katd ouvéneia tny katdpynon tou Aentouepolc Sraxwpiopol epyaciag mou
Xapaxktnpider tov Tp6ITo Mapaywyng Tou eUnopikoU apepikavikol Kivipatoypdgou kar kabBopiler tn iavour twv
Tavidv petd tnv odokAfipwor) toug. H Siatripnon tou anéAutou eAéyxou oe kGBe enimedo tng Siadikaoiae napaywyric
enétpeye otov Cassavetes va e€edifer évav mpoowmko kivnuatoypdgo. EAetBepeq a6 kGBe nepropiopd, o1 tavieg tou
toApouoav va eival upoAoyikd Kal apnynuatikG npokANTIKES, e§epeuv@veag ouxva «axapToypa@nTec nmeploxécy, eve
T0 GUVOAO TNG Mapaymyrg tou ftav too moikido daTe tov ékave tov «imo 1616ppubpo ka1 Aiy6tepo Katnyoplonomuévo
oknvoBétn tng Auepikrc (Levy, 1999, 0. 103-4).

Ext6q ané tov Cassavetes, éva ak6pa oxfjpa tou avefdptntou kivijpatoypdgou tou tédoug tne dexkaetiag tou 1960 kan
tng apxng tng dexaetiag tou 1970 anotéAeoe eficou onupavuikn mmyn éumnveuong yia tov Sayles. TTpékertan yia tig
apepIkavikég mapaywyég XxapnAot oxetikd mpoumoloyiopou mou ypriyopa £yivav to npdtuno yia tov mainstream
xoAyouvtiavé kivnuatoypdgo tng nepiédou 1967-1975, pag mep16dou mou xapaktnpidetal ouxva wg «to Néo
XéAyouve» 1j n «XoMyouvtiavi) Avayévvnon.» Zuvdualovrag éva peiypa otpatnyik@v exploitation, texvikov
kaAAitexvikrig oknvoBeoiag Saveiopévwyv a6 tny Eupdnn (nouvelle vague) kai tnv lanwvia (Akira Kurosawa) kai pia
eotiaon oe kaBapd apepikavikG Bépata péoa oe mAaiola Kivnpatoypagikou eidoug mou dev frav ndvra Eexdbapa, o1
tawvieg tng xoAiyouvtiaviig avayévvnong prmopouyv va 16wBoulv wg to nipoidy evog véou navipépatog tng avegdpning
KIVI)HOTOYPAPIKNG MApay®yng pe tny mapaywyn tev peyddov ototveio. Kata tn Sidpkeia tng otvioung autrg
nep16dov, ta peydla otouveio £dwoav otoug oknvobéteg mpwtogavri Snuioupyikd éAeyyo tng Sradikaciag oxnvobeaiag
KQ1 0 QUePIKaVIKGG Kiviuatoypdgog e1oriAe oe wia @dorn mou xapaktnpi{drav ané tny mapaymyn upoloyikd avopoimy
KQl a@nynHatikG anarcnTk@V taivigy mou ftav oAl mepioo6Ttepo CUVIOVIOHEVEG e TO KOIV@VIKG Kal ToMTIKG kAipa
NG EMOXHG — Ka1 ouxvd ouvdEoveay pe To gparvépevo tng aviikoudtoupag. Zknvobéteq 6nwg o1 Arthur Penn, Dennis
Hopper, Robert Altman, Hal Ashby, Bob Rafelson, Martin Scorsese, Brian De Palma, Francis Ford Coppola ka1 moA\oi
GAAo1 mapéPnoav eokeppéva otoug KOSIKeG ka1 Tig oupPfdoeig tou mainstream kAacikoU apepikavikod
Kivnuatoypdgou kal pali kanoia Baocikd mpoiévra tou KAaoIKIOHOU, 6N®WG TNV AITIOKPATIKY) AQHynoT), Tov
NPWTAYWVIOTH Mou unokiveital ané yuxoloyikd kivnrpa, to &exdbapo mAaioio tou eiboug ka1 to abépufo
KIVIJHaToypa@iké Ugoc mou Aertoupyotoe idvra unofondnuikd otn ocagn agrynon tng 1otopiag,.

Méxp1 ta péoa tng Sexaetiag tou 1970, wotéoo, n Xohyouvriavr) Avayévvnon eixe teAeiwoer. H emruyio tov véov
blockbuster mou 6168etav ocagr| apriynon kai otépea mAaioa eidoug, 6mwe anodeikvuav éunpakta ta Jaws (Lta
oayévia tou kapyapia, 1975) xar Star Wars (O néAepog twv dotpwv, 1977), odriynoav to X6Myouvt oe pia véa enox).
Me ta peyaa ototvrio va yivovial pépog emyeipHoemV He CUNPEPOVTA GTOV EUPUTEPO TOREX TNG YPuXaywyiag Ka pe
toug ave§dptntoug oknvobéteg twv tavidv exploitation xapnAou mpounoloyiopot va atpégovial teNika rpog tny 1mo
npooobopbpa ouleid tou Piveeo, o apepikavikog aveédptnrog Kivijpatoypdgog frav oxedov vekpoe. Hrav n enoyr
nou o Sayles ka1 01 aUyxpovoi tou dpnoav to onuad toug otov apepikavikd Kivipatoypdgo kar diexdiknoav to
xapaktnpiopé «ave&dprnro» yia évav Siapopetiké, moAl ouykekpipévo autr| tn @opd tpdmno oxnvobeoiag,

O tpémog autdg, mou avarrtixOnke petd to 1980, andépeuye eokeppéva to Aovotpo tou XoAyouve, kabog kar tn
xovbpoeidr) epnopeuparonoinon tng oknvobeoiag eiboug km tnv e€dprnon ané tny npofolr} tou oef kar tng fiag nou
xapaxtipilav tig tavieg exploitation. ITio ouykekpipéva, avantoxbnke oe Gueon aveibeon pe tov mainstream
xoAyouvtiavé Kivnuatoypdgo tng enoxrg, kabog o1 véol, ave&dptntor oknvobéteg 6pioav ouveidnud wg Héon toug
«6\a 60a dev frav vo X6Ayouve» (Biskind, 2005, 0. 19). O1 véeg, avefapunteg tavieg eixav moAl xapunAé npotnoloyiopd,
K1 ) mapay@yr toug yivoray e§olokApou extdg twv peydAwyv ototvuio (1) twv noAudpiBuwmy Buyatpikov toug),
Hiégepav eppavodg modnuikd iy kar moAtikd ané tig mainstream tavieg ka1 npaypatevoveay B¢ pata nou o1 tavieg twy
peydlav otouvuio anégeuyav (Tzioumakis, 2006, 0. 208). Emke@aliig twv oknvobetdv autdv fjtav o John Sayles,
kaBdg 1o epnopikd emruxnuévo Kivnuatoypa@iké tou viepnolto eixe otpéyer oe peyalo fabuéd tnv npoooyr twv
KPITIKGV aAAd ka1 Tou Kovou oto véo, avedptnro autd Kivnua.
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Return of the Secaucus 7

Hpvand my npotn tou vanvia wg oxknvodétng-oevapioypdgoc, o Sayles eixe bouléwer karioia xpdvia we oevapioypdpo
oy npon avebdpnun etapeia napaywyfe tavidy exploitation exefvng tng enoxfic, tn New World Pictures tou
Roger Corman, Exovuag be1 ta oevapid vou yia va Piranha (ITipdvya, J. Dante, 1978), Lady in Red (L. Teague, 1979), Bat-
tle Bevond the Stars (). T. Murakami, 1980) kan Alligator (L. Teague, 1980) va yivovai tavieg xaunAot npotinodoyiopot
atov arioteuta ypriyopo pubud napaywyrig yia tov ornofo fjtav Sidonuog o Corman, o Sayles efxe noAMéq 1béeg yia to
nwe va aveeneféder otoug nepropiopoig evog npotinodoyiopou. An’ auth tnv Grioyn, 6tav anogdooe va yupioe: to
Return of the Secaucus 7 pe 61ka tou xpripata (60.000 SoAdpia nmepinou) fepe (6N nwe n mobnuks tne taviag Ha
rabopiiorav ofyoupa and vo 16iaftepa nepropiopévo kepdAaio mou eixe otn 5166eor tou. Ma to Adyo auté, otn Hidpreia
tou Baokot otabiou tng Kivnuatoypdgnong, Sidpkeiag névee pévo efdouddwy, o Sayles nijpe we dnuioupyée wa oeipd
anogaoewy nou unayopevovray anéAuta ané Toug mepiopiopoug tou npoinoloyiopol. Exowe ané to oevdpio tig
nepitexveg —ka1 dpa Sanavnpée- Kivijoeig tng kapepag mpooéAafe nBoroioug extée owpateiou —pepikof frav @ilor
nou mAnpovovray hiyétepo an’ 600 6pile kavovika n'Evwon HBormoidv tou Kivjpatoypégou xpnowonoinoe 16apa
Kapepa, ka1 yevikd, €Bale oe eqpappoyn 6An tou tny epneipia ané tn New World Pictures npokeipévou va Bper tpénoug
vo kpatfioer xapnAd to k6otog napaywyne. Auté nepieAdufave tnv Gpvnor tou va npooAdfer poviép yia tnv tarvia.
Avt’ autou, voikiaoe éva tpanédl povial kar pali pe tn Maggie Renzi (moAuetr oGvepogo tou Sayles, uneiBuvn
EXTEAEOTG TAPaYWYNAE TG Taviag Ka1 Hia eK TwV Mp@Ttaywviotpidv) épabav pévor toug nag va povidpouv pwia tarvia.
An6 ta npora nAdva tou Secaucus kaBiotatal epgavég mwe Sev mpdkertar yia pia Aapnepri xoAMiyouvtiavii napaywyn.
H ogriynon péow twv Siaddywy kar ta e§wtepikd yupiopata xapifouv otnv tavia wa aioBnon aAnBogdveiag mou
éAene and g akpIfég mapaywyég tng emoxrg Kai tny kGvouv va po1Ger meprooétepo pe «epaottexviké Bivieor. Kabdog
1 w0topia nepiotpégetal yupw and tny enavelvpeon névee ¢idwv pe kové moAtiké napelBév, n éupaon tng tarviag
bivera kupiwg otn H1G66paot toug, e161Ka otig Aektikég toug aviallayég (wg opddag 1j wg pikpétepwy povadwv). Kata
) didpkeia tng taviag, o Beatrig avakalintel otadiakd ta HUOTIKG TOug, TIG TOAITIKEG TouG andyeig, Tig aodnuatikée-
oefovalikég toug mpoTipRoeIg, Ttoug HeopoUg IOU TOUG EVEVOUV Kal tr) oxéon kabevog pe tov GAAo ko pe tnyv oudda
¢ oUvolo.

Kata ouvéneia, n agriynon tng tawiag eivar Sopnuévn pe xalap6 tpdro, kar mpoxwpa pe Hikpa neplotatiké nou
oupPaivouv ota pédn tng opddag katd tn Hidpkera tng enavevpeotg toug (ITog Ba avuibpdoer o Jeff Gtav uaber 6 n
ouvipopoe tou Martha kowriBnke pe tov J.T.; Oa unokGyer n Francis otig oe§ovalikég npotdoeig tou Ron;) 1 pe
peyoAitepa awviypata nou teAikG anodeikvioveal doxeta pe to Eedimdwpa tng 1otopiag (Ba propéoer o Chip [o pévog
napeioaktog aAAG ka1 unokataotdng tou Beatr] va yiver anodextég and tnv unéAonm opada;). H anouveoia wag
auotnpG HoOUNUEVNC APNYNHATIKIG TPOXIAE EMTPENE! 0TO EPMOTNHA TOU «T1 ékavav ot {1} Toug 01 Apweg Hetd tnv
enoxn g akuPiotikig toug dpdong;» —oto npaypatiké SnAadn Bépa tng taviag- va SiepeuvnBei oe peydlo Babog kan
xwpig tn Boribeia twv ouvnBiopévav apnynpatik®dv texvaopdrav (aywvia, xpovikd 6pia kar emdinén Eexdbapav
otoxwv). H npooéyyion autr) Bupier moAv tn xaAapr Sour tng apriynong oto Shadows (Zk1é¢) tou Cassavetes, 6rou o
eAnvoapepikavog oknvoBétng amogelyer 6Aa ta texvdopata aAld kai to pedédpapa nou Ba xpnoponololvoe pia
xoAhyouvuiavi| vavia mpokeipévou va aoxoAnBei pe to Bépa tou pataiopoi. Ave’ autov, to Shadows Siepeuvéd pe noio
péno o GvBpwnor evappovifovear p’ éva ouykekpipévo mepiBGAdov, pe to aotiké, pnoépiko mepiBallov tou tédoug
e bexaetiog tou 1950 oty Néa Yépkn, 6riou o patoiopég eivar éva ak6pa koppdu tng kabnuepvétntag ke 6x1 1o
Kevipiko, bpapauké Bépa tng tawviag. E€ioou, oto Secaucus, o Sayles anodpapatonoei ouykekpiuéva a@nynuatikd
yeyovota (kai mo ouykexpipéva tny avribpaon tou Jeff 6rav pabaiver 611 n oUvipo@ée tou koufbnke pe tov kalitepd
tou @ido wia pépa petd to xwpiopé tou euyapion), kabBog evbiagépetar emiong yia to nde {ouv tig {wég toug o1
Baoikoi fpwec,

‘Orav grévoupe oto Bépa tou ontikol Ugoug, wot6oo, o Sayles Sev akoloubei anéAuta tov Cassavetes (mapdt o1
texvikég atédeleg vou Secaucus ouvexilouy va pag tov BupiCouv), avtiBeta otpépetar yia éunveuvon oe pia ané Tig
Kevipikég gryolpeg tou Néou X6Ayouve, tov Robert Altman. Me oevépio yepdro 8idAoyo xar kaBéAou npoimoloyiouéd
yia nepindoxn kivnparoypdenon, o Sayles dev eixe noAéq evalaktikég yia to nog Ha unopotce va yupioer kar va
povrdper v vavia tou. H np@tn tou andgaon Arav va ondoer thv apiynon o’ éva modi peydlo apiBpé pikpdv
oKnvoY E101 Gote va pnopel va aA\ager tonoBeoia ka xapak tiipeg ouxva ka va au€dver Kat' autd tov tpéno to pubud
g tarviag oty onoia dev yivoviai ka noAAG npdypata. Aképa kai ) peyaAutepn oknvij e taiviag (exeivn oto prap)
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To répag ng Taiviag Alligator / Alligator, the creature

nou kpatd 16 mepimou Aerrtd, xwpieta oe 12 pikpéepeg oekdve, eotid{oveag oe Siagopetikée oulntrioeig avaueoa oe
HikpbTepeg opadeq 1 npweg (o Chip kan o Jeff toakdvovrar n Irene kai ny Katie iAoty yia tny moAruikn: 0 J.T. tpayoudd,
K.Amm.), emrayivovrag é§umva to pubué tng taviag kar avriotabuifovrag moAAég «oxknvég wiag Afyne» mou éxouv
emPBpaduvtiké anotéAeopa.

O id10g o Sayles avayvwpiler to Nashville (1976) tou Altman, tnv evdeiktikétepn Ba propoloe va 1oxupiotei kavei
taivia tng xoAyouvtiaviig avayévvnong, we tnv kipia emppor tou ato Secaucus (Chute, 1981, 0. 5), kaBdcg to Nashville
anoteleital ané acuvriBiota peydlo apiBpé uno-mlok@v kar o Altman kéve cut ané tn wia 10topia otnv GAAn kad’ 6An
tn Sidpkera tng taviag mpokeipévou va oxoMdoer tnv moAUmAeupn ka1 mepimdoka ugaouévn H1GpBpwon tng
QUEPIKAVIKIG KOTV@VIaG evoom £épxetar avuinétwn He to tédog piag emoxrig. Me tnyv taivia tou Sayles va aoxo)eita pe
o téhog tng Hexaetiag tou 1960 —mapdti oe Mol pikpdtepo evpog an’ 6oo to Nashville-, @aivetm 61 n) npdn tavia
tou Altman bev anotéAeoe éunveuon pévo and Grioyn povedl aAdd ka Adyw tou moAitikou tou Bépartog,

Ext6g ané tnv emppor) tou Néou XéMyouvt, o Sayles daveiletar kan 600 texvikég mou kavovikG ouvbéoviar pe tov
mainstream kivnuatoypago. Kaver extetapévn xprion twv «ouvbetik®dv S iaAéywv» (dialogue hooks), pe toug onoioug
Eexwprotég oknvég ouvbéovia petafi toug péow wag AéEng 1 wag pdong oto diGAoyo mou evaver to tedeutaio
nAGvo Tng HIag OKNVAG HE TO MP@TO TNg enopévne. XpnoiHonoidveag tny teXVviki autrj evvéa touldxiotov Qopeg
(evvovrag Gpa pe tov tpémno autd to éva méunto nepinou twv OKNVAV tng taviag), e181ka ota npdta pépn 6rmou
napouvoiGlovral 01 ipweg ka1 01 deopoi mou toug evdvouy, o Sayles katopBdver va dieukodiver to Beatr) va
napaxkolouBrioe pia w0topia otnv onoia o1 npwtaywviotég efval moAloi kar 01 petadl toug ouoxeTiopoi propei va tov
Hnepdéyouy.

ITo apgideybpeva iowg, ka1 mpokeipévou va ano@uyer tn Beatpikn a100NTIKA TV «KIVI)HATOYPAPNUEV®V
ou{nuioewv», o Sayles napepuPaller 6o oexdvg «bpdone» oty tavia. Zeny np@tn 0ekaveg, 01 GvHpeg Mpwtaymvioteg
naiCouv pndoket ka1 0 poveép Sayles otadiakd emrayiver to potifo tou povead tng oknvig kabag o Beatng
nepipéver 6 o Jeff (mou pélig épabe 611 o J.T. kouBnke pe tn oUvipopo tou) Ba xtunoer tov J.T. [Tapét n
moBnuikn g oxnviig épxetar paAAov oe avtiBeon pe tny unéloinm tavia (n oxnvr anoteleitar ané 49 nAava pe péon
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Hidprera nhdvou ta 3 nepinou beutepdAerita), napapével wotdoo 6,1 KOVEIVGTEpPo otny KAHOKOUUEVT 0@nynuatikh
oexdve, kabog oo tédog o1 npoobokieg tou Beatr) exnAnpadvovial, av ka pepikae, agol o Jeff npoxalei pévo éva
eAagpu tpavpa otov J.T. Leny bevtepn oknvi bpdong, o1 Gvbpeg npwraywviotés kGvouv yia Gpa foutiée o’ éva
notdp kan o1 yuvaikeg npwraywviotpieg korvoly, Oaupdloviag ta yupva toug oopatd. Extég ané to 6t napéyer tny
eukaipia yia bpdon oe dpopepo oknvik6, n oknvi) Oéter o {Atnua tng ontikfg anéAauvong tou Yupvol avipikou
0WHATOG anG PEPOUE TV yuvaik®y (kar tou Beatr)), avaotpépovrag pia 1biaitepa 1oxupti napddoon tou apepikavikot
Kivijpatoypagpou, 6riou n orruikry andéAavon tou Beavr ouvbéeta oxedév anokAeiotikd pe tn Bfaon tou yuvakeiou
owparog. Molovét kar o1 b0 oknvég npooBétouy pubud otny tavia, to Secaucus napapéver wa, otnprypévn oto
Hidhoyo, épeuva yia to Bdvato tou moMtikou prioonactiopol K1 éva ox6A10 yia 1o nenpwpévo trg yevide tou '60 unéd
v aneidrj tou Ronald Reagan kar tng Néag Ae&idg mou eixe 16n apxioer va deixver yia ta kada to npdowné tng rav
n vawvia mpoPABnke ouig HITA.

H pi€n twv napandve aiobnukav emppodv £dwoe oto Secaucus wa modv Eexwprots aiobnon nou tny ékave va
Lexwpider and tig undloineg véeg avefdprnteg tavieg tng apxng tng dexaetiag tou 1980. H GvrAnon ané Sagopetixée
napadoéoeig tng ave§dprnung kar evaAdaktikig oknvobeoiag kar n ouyx@veuor) toug pe otoixeia tou mainstream,
kAaoikou Kivnuatoypdgou, enétpeye otov Sayles va Snuioupyroer éva eidog evalAaktikol Kivijpatoypdgpou rou dev
Buoader tny yuxaywyia kar mapapéver £1o1 epnopik6e. Me tov tpémno autd, o Sayles unvnoe ovoiaotiké tov
avedpinro kivnuatoypdgo an’ to AfiBapyéd tou kal, wg GAAog Cassavetes, anédeife 611 o kabBévag pnopei va yiver
emuuxnuévog oknvoBétng, aképa K1 av ta péoa mou SHabéter eivar 1Giaitepa nevixpad.

Liannaxa Brother from Another Planet

IMapa v emuuyia tou Secaucus, o Sayles anogdoioe va napapeiver ave§dprnrog kar otn dedtepn peydlou pfRkoug
vawvia tou, Lianna (1983). Auté orjpaive Eava €vav moAu xapnAé npotmoloyioué (300.000 Soldpia autr| tn @opd) kar
napdpoioug, av 6X1 HEYaAUTEPOUG OTKOVOUIKOUG TTEPIOPIoHOUG a6 EKETVOUG TTOU aVIIHETOMOoE 0to Secaucus, kabdocg
to Lianna anaitovoe yupiopata oe moAAég aotikég tonobeaieg mou kabiotovoav avaykaia tn Xprion pepik@v £0tw
danavnpdy tpénwv Kivnpatoypdenong kar Snuoupyotoay moAAd GAAa opyavwtikd npoPAfpata. An’ autr tny Grown,
n aoBnukn g devteprig tou tawviag kabopiotnke kai MG ané tov XapnAé npoiinooyioué kai, uéA\ov avapevépeva,
0 oknvoBétng kan maA1 ékave Xpromn oUYKEKPIMEV@VY TEXVIKGV tng ave&dpuntng oknvobeoiag.

To Lianna agnyeival tny 10vopia pa yuvaikag rmou navipeutnke tov kabnynur g oto koAéyio tav frav nodd véa ki
n onofa pevd ané noAAd xpévia yapou ko dio nadid dev voidBer va éxer kdn S1k6 tng evd, tautéxpova, Ppioketar
avopétenn pe ug e§wouluyikég oxéoeig tou Gvbpa tng. ‘Otav apyider va napakoloubei éva anoyeupative padnua
yuyoloyiag yia tny autonpayudrwon, n Lianna Eexiva pia oxéon pe tny kaBnynepid tne. KatalaBaiver 6v tng apéoouv
01 yuvaikeg ko maipver tn peydAn anégaon va xwpioer kal va iaper tn (i tng ota xépia tne. Qotéoo, n oxéon e autr
weAeidver ovvropa karn Lianna fiover tdpa tn ouxvad oxAnpii npaypatikétnta tou va {eig pévog oou, kabag yia mpétn
@opa anoktd pia aioBnon npoowmkrig tautdtnag.

Ané noAAég andyerg, n agriynon oo Lianna eivar moAi mo Sopnuévn ka ypappikn an’ 600 oto Secaucus. ITpérov, n
Lianna eivar ofyoupa pia npwiba pe kivnrpo kai n1otopia otnpiletar capa@g otn Sopn artiov-anoteAéopatog. Le 6)o to
np@o pépog tng taviag BAémoupe tov 0UCuyd tng va ty kakopetayeipietal, yeyovog mou Siver oen Lianna 1oxupé
kivypo yia va tov agrioer. Aetdtepov, ) tavia xaproypagei to ta&idi g Lianna ané vy natpiapxikn kavamieon oy
ehevbepia, emonpaivovrag ty eniteuén tou aveinwtou otéxou tng, va yiver uneiBuvn yia t {wn te. Ka, téloe,
xabag kGbe agriynon anartei tn petapépewon tou np@ray@viots uéxpl to télog tng taiviae, n Lianna anoxta
epgavag pa véa oefovaliki tautéinta ~ «petapop@dvetar ané etepo@ulé@iln oe AeoBia. Autr n emeaveiakd
xAaoikG bounuévn agriynon nepimAékeval, evioitoig, and Hidpopa epwripata nou puévouy uéxpr téloug avandvena,
Hn emLpEnoveag £va Ikavoromuiké agnynpatiké kAeiopo, kar ané tig ugpoloyikég emloyég tou Sayles nou yia wa
axoun opd avuriBeva otn oupPatikn mednuki tou XéAyouve.

Te oxéon pe o np@to, o Sayles yia wa akdun @opd kAeiver to pdu otov Cassavetes kar aviipetenider tny aA\ayn
oefouvakikot npooavatohiopol tng Lianna wg éva akéun Bépa tng {wiig tng avei wg uhiké yia (uedé)dpdpa. Opoia pe
o pia ahégia ovo Shadows nou avupetwiniouy 1o patoopd we pépog tne kabnuepiviie toug e, n aAlayr tou
oefovakikou npooavarohiopoi tng Lianna aneikovidetm eniong wg yeyovog, kGvoviag toug Kpruikoue va ap@iofntoiv
av exnpoownei wia véa tautdnra f povo pia «Aofodpounon» ané tny erepogidogulia (Corliss atov Levy, 1999, 0. 87).
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O Sayles dev «expetalAevetar oUte Kav to Kivitpo mou epgpavag tne Siver o Gvbpag tne, k1 éto1 01 emAoyée tne Lian-
na 6e pordlouv neotikéq (fowg va eival ak6pa éva kAeiotpo patiot otov Cassavetes, autr| tn popd ato A Woman Under
the Influence ([ Mia yuvaika e§opoAoyeitar, 1973] 6mou ) Mabel apxider va «xGver ta Aoyika tne» xwpic EexdBapo Abyo).
H Lianna dev agrjver tov Gvdpa tng yiati dev puropei va tov avextei GAo. Oa unopotoe va 10xupiotei kaveic noe tov
eykataleiner eneidn kdroia otiyun n Ruth (n kaBnyftpia yuyoloyiag) Eunva to eviiapépov tne! Lto apnynuatiké
oUunav tng taviag Sev Ba éxave kapia Siapopd av Oa fjtav Gvépag —kdmolog ané toug ouvadéApoug tou Gvdpa tne- o
kabnyntrg mou Ba apunvile to evéiapépov tng (otnv mpaypatikétnta kG tétoio Ba ékave to Spdua aképa mo
duvato) 1) akéun onoloodiimote GAog GvBpwriog mou Ba uropovoe va Bondrioer tn Lianna otnv auto-e&ENEr tne. Ar’
autr tnv drioyn, To yeyovog 6t n epwpévn tng Lianna eivar ykér efvar amAdg pia ak6pa mepimdokr otn {wr tne. Onag,
opBa emonuaiver o Ryan otn peAétn tou yia tov Sayles, to Lianna eivar pra tavia yia tn «{wr kdnoiag mou tuyxavel va
eivar ykéw (Ryan, 1998, 0. 9), eved o Levy npoxwpd axéua nepioadrepo, meprypdpovrac tny tavia k¢ «pia kopmdia yia
Wi yuvaika mou avarrGvrexa avakaAuntel péoa tng nny£g nveupatikGtnrag kai autonenoinone» (Levy, 1999, o. 87).
Y¢oloyikd n tavia mapouaider pa oeipd ané idiartepotntee, oupnepiAapuBavopévay tov HeyGAmy tne OHoI0THTMY e
10 Secaucus rmou, 6nwg emonpdvape, eival ia moAu S1agopetikn tavia agnynuatiké. Ipdypat, o Sayles yia pia akéun
@opd emAéyer £va peydo apiBpé oKV mou Katakeppatifouv pia ypappike katd ta GAAa a@riynor Kai mou epeavac,
npookalouv to Beatr va Bidoer ta kevd kai ta avandvinta epwthipata mou Snuioupyei n 10topia. Ar’ auth tnv Grioyn,
n a@rjynon tou Lianna eival 1&1aitepa paxpid ané to kKAaoo1ké a@nynuatiké poveédo, kan to poveal tou Sayles tng
napéxel ta péoa yia va to emuiyel. Onwg ka1 oto Secaucus, n mapandve emAoyr e1odyer oty tavia pubué exei 6rou
bev undpyer 1daitepn dpdon. Eniong, 6mwg kai n mpdtn tou taivia, £1o1 kai to Lianna nepidapfdver §Uo oknvée 6rou
10 povidd yivetar moAu ypriyopo (Wia oknvyj o’ éva ykéi pumap 6mou péow moAAdv cut aneikovifovial yuvaikeg va
Xopevouv éva pubpiké, vrioko koppdr, kai n oknvij 6rou 1 Lianna piAGer atov Gvbpa tng yia tn oxéon tng pe tn Ruth-
Mia an6 tig eAdx10teg oknvEG mou undpxel Kamoio eidog kA\ipakoUpevou dpduatog). Kan A, 6niwe kai oto Secaucus, o
peyarog ap1Buég oknvodv avriotabuider to yeyovog 6t to éva tpito oxedév twv oknvdy tou Lianna eivan oknvég piag
Mjyng, xwpig povtdd, kan empPpadiivouy £to1 to pubué tng taviag, au§dvovtag ar’ tnv GAAn to pealiopd tnge.

ITap’ 6)Aa autd, exei 6rmou to Lianna S iapéper oto Upog and to Secaucus eivar oty Xprion Tou HOVTAd, piag avei-
pealioTIKAG TeXVIKTG HovTad mou xpnoiporoleital edd yia va deifer 1600 to mépaopa tou xpévou 600 Kal yia
HeyaAutepn ekgpaoctikétnta (mAdva evég (euyapiou mou xopever avuimapatiBevear pe eikéveg tng Lianna ko tng Ruth
nou kédvouv oef). H ouxvi xprion tou povtdd otny tavia Bader méh oe apgiofritnon tnv emdiw&n tou Sayles yia
anéAuto pealiopé otig tarvieg tou (6nwg umoothpi§av o1 kpitikof) Kai tovider yia pia aképn @opd to otoixeio mou
Bpioketal ynAétepa otig emdid&eig tou oknvobétn, va e§wbrioer dndadri to Beatr| va oke@tei pévog tou kai va pnv
katavaA@oe anpofAnudriota Tty emgavelakd eINKpIv agriynor tng taviag.

Me tnyv véa tou ave§dpenun tawvia Brother from Another Planet (1984), o Sayles edpaiwoe akéua nepioobrepo to
onuiké Uog rmou neprypdyape napandve kai dokipace tny aeBnuiki tou oe pia tavia mou xprnoiponoinoe moAAG
otoixeia ané to eidog tng emotnuovikig @avraciag. IMa wa akéun @opd, n tavia yupiotnke aveédprnta ka1 o
npounoloyiopég fjtav moAu nepropiopévog (350.000 oddpia autry tn @opd). Onwg kar pe to Lianna, to Brother
yupiotnke oe moAAég aotikég tonoBeoieg oto XdpAep kai oto EAig Aidavr, evad n facikri unéBeon tng taviag — évag
e§wyfivog mou nepipépetal otoug Spdpoug tou XdpAep — anartovoe 1biaitepn douleid pe tnv kduepa, npdypa nou de
ouvéBaive otig mponyoUueveg tavieg tou Sayles.

To Brother eivar mBavév n mo «npoPfAnuaviki» ané tig npdteg taivieg tou Sayles oe oxéon pe tny anopdkpuvon g
and to kAaoké apnynuatiké povrédo. Evag pouykdg, pavpog e§wyfivog (o Adedpdg) mpookpoier pe to
S1aotnuéndo16 tou oto’EMig Aidavt otn Néa Y6pkn ka1 nepvéer tny dpa tou oe didgopa onpeia tou XdpAey,
ouvavr@vrag Aeukole, Gompoug Kal 10mavé@@voue mou tou HiAoUy yia tig epnelpieg kar tig {wég toug o’ autd to
xwveutipr tng Apepikig. Ae yiveta kapia mapouciaon tou kevipikoU fpwa (o Beatrig de pabaiver ovte kav to dvopad
wou), olog efval, and mou épxetal, mol nnyaiver, yiati BpéOnke exei ka1 moio1 eivar 01 0t6x01 tou. MGAAov avapevépeva,
autd Snuoupyei wa nAokn mou @aivetar va otepeitar katetBuvonge, aAdaloviag ouvéxela tpornt) kabog o Abedpdig
ouvavrd kavoupyloug avBpdnoug. Aképa K1 dtav, mpog to tedeutaio tpito tng taviag, o AbeAdpdg ouvaved pia
6popen yuvaika ka1 napovordlevar n mBavéotnra avantuéng pia o@ixtig popaveikhg nAoKNg, n apiynan tnyv
avarpéner kabog anodekvietal nwg exeivn eivan andag éva aképa Gropo nmou epgavileta otn {wr tou AbeAgou yia
Wia oGvroun xpoviki nepiodo. H ouvBrikn autr éxer kGver toug kpitikoug va ouykpivouv tov AbeA@é pe to xapivi tou
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Charlie Chaplin, «rrou nepimdaviétor otny néAn k1 n abBoa efepetvnor tou petpd tnv nodnta tne {wiig otn yn»
(Molyneaux, 2000, 0. 126).

H oagog anoonaopatiki, aveikAaoik apriynon tng vaviag Siatnpei kdrnowa bopn pe tnv napovoia twv o
elyfiivov aviayoviotay, 500 «avbpayv pe pavpas, nou fiplav otn yn yia va oulAGBouv tov Abedpd, av kar o Beatrig
bev avaxaluneer noté yiati akpifag (n tavia unaviooetar 611 o Abedpég efvan kanoio eibog bpanétn ki 6t o1 Gvbpeg
pe va pavpa eivar oBwpévor kuvnyoi and Ao otprav ou éxouv npooAngbei yia va tov méoouv). Eibika oto dedepo
pEpog tng taviag, o1 epgavioeig twy HUo aviaywviotdv efvar mo ouxvég, kabog Bpiokovia koved ota fxvn tou
Abedgou ka1 extog and Hopn npoo@épouy atny taivia oknvég bpaong, Bedpatog aAdG kar pia Suvath oknvh
KopuPwoNG 0to télog. Qot6oo, ) napousia kal n Aertoupyia Toug TNV aPRYNOT) UMTOVOUETETal AN6 OUYKEKPIPEVES
vgoloyikég emAoyég rou éxave o Sayles. Ki edd ndA, to onuaviiké dev eivar ) eniduon tou dpduatog -n évwon tng
paupng Koo TnTag yia tny rpootacia tou AdeApou kai n katadingn twv avbpdv pe ta patpa— alld n tonobétnon tng
tawviag 6t to XapAep (wg pikpOéKoopog tou k6opou) efval wa moAl avopoloyeviig kovétnta nou, efartiog tng
abiagopiag tou (Aeukol) ouotipatog, £xer agebei aoubotn va kdver 611 BéAe, eva tautéxpova kataotpépetar ané ta
VOPKWTIKG kan tn) Bia.

Ma to Brother, o Sayles e&étaoe wa diapopeviki mapadoon tng avefaprning oknvobeoiag —pia mou yvapile modo
kaAG- tnv xapunlou npotimoAoyiopol tavia exploitation emotnpovikig gavtaciag mou yia xpévia yuxaywyoioe ta
veapa akpoatnpia, kupiwg oe vipdiB-iv ovepd o’ 6An tn xdpa. Kabog ta peyala ototvrio dev énaipvav to eibog ota
ooPapa (péxpr o 2001: A Space Odyssey | 2001: H Oduooeia tou Aiaotrjparog] tou Kubrick [1969] ta otolvuio eixav
kaver Aiyeg povo anéneipeg pe to eibog autd), pia oA6kAnpn otpatid aveédptnrwy napaywydv an’ tn @envii nAeupd
g Prounxaviag Pprike tn xpuor) eukaipia yia éva SHragopomomuévo npoidv pe tavieg yia tépata, ewyfivoue,
napaEevoug K6OHOUG, aVTIKETHEVA KA1 OUOKEUEG eKTOG Tou K6oHOoU Toutou. Me HiGpkeia onaviwmg peyaditepn twv 70
Aerruayv, 01 tawvieg autég dev kpatovoav kavéva npéoxnua 6oov apopoloe otig afieg tng napaywyne, otnv kan
nBonoiia kar oto eninedo twv kaAhtexvikdv e1d1kdv e@é. H yonteia toug éykeito kupiwg oto 611 ouverdnea
uneprévidav tny «mo eutedr, tny mo gavraytepr meupd» (Dixon, 1976, 0. 11), ouviiBwg to oef kar tn Bia SnAadn, av ko
pEXP TG apxég tne dexaetiag tou 1970 touddxiotov uniéoxoveav moAAG nepioodtepa an’ 6oa éderxvay.

‘Exovrag boudéwer yia tov Corman, o Sayles kaver oa@n xprion mnoAA@v ané tig oupfdoeic tétoimv tavidv

emotnpovikng gavraciag oto Brother. H ouvipifri tou S raotnuéndolou nou avoiyer tnv taivia, yia napaderypa,
napouoiGletan pe eikoo 161aitepa ypriyopa povrapiopéva nAdva, n mieloyngia t@v onoimv deixver kékkiva gpdta va
Adunouv oe patpo @évro, mAdva tng yng guiaypéva and xaptévi rou unotibetar 6t avanapiotoly to noe gaivetal o
nAavijing pag an’ to didotnpa, Aiya midva evog Gvbpa pe KGKKIVO KooTtoUp kai, tédog, pia Gompn tedeia mou nepvaer
ypriyopa an’ tnv 006vn. To evbiagépov tng upoloyikiig autrg emloyrig dev eivar pévo 6t eivar peahiotiks i
aVIanoKpivetal yia pia ak6pn gopd otoug neplopiopous tou npoinoloyiopol, aAAa 6t eivan kar eokeppévn. Onwg to
Bérer o ib10g 0 Sayles: <Exoupe va @Onvotepa e1dika e@é otov K60HO yia tr oUykpouon. Auté éyive okémua, oav va \éue
“Aev npoxeital yia to Star Wars, nmd14.” Agopd toug avBpdmnoug autoug kai 6x1 ta unxavipata pe ta onoia
petagépovear (Sayles 6riwg tov napabétouv o1 West kan West, 1999, o. 31).

Kavoviag pia tévoia emloyr, o Sayles a@river niow tou to aogalég mhaioio tou eidoug tng emotnuovikiie gavraciag
€101 6nwg egeupédnke Eava and ta peydla otoivrio petd vov Kubrick ka tov Lucas, kar unaiver atov moAu mo
anp6fAento kGopo Tou Kivuatoypagikou eidoug tng emotnpovikig gaviaciag o 6nwe to evvoei n ave&dpunen,
@unvi nAeupd tng Brounyaviag. H kivnon auti emtpéner otov Sayles va anoguyer ta, katd ta GA\a, Bepehiodn
ouotatikG Tou eiboug ~e1b1ka 1o texvoloyikd Béapa- mou dev Ba eixe v oikovopikr Suvaténta va oupnepildper. O
Sayles, wot6o0, kGver éva Pripa napanépa, eykavaleinoveag evieAdg to otoixeio tng exploitation ané to emAeypévo
tou ox1jua, kabag o oek, n Pia ka1 n npéxAnon eéPou oto kové anouciGouv ané Tty tavia. Ané auty tv Grown, n
waivia vou Sayles yivera éva exAextiké pefypa oxnudrov emotnpovikie gaviaociag, kaBoe e@eupioker Eava toug
Kavoveg tou eiboug, ayngd ug npoobokieg tou eiboug ka1 emPePaidver Ty Anown TV KPINIKOV MKE, Y1 AUTOV TOV
ouykexpipévo oknvoBétn, o1 «oupPatikoi nepropiopoi Aertoupyolv 6x1 wg eunédia adllé we epediopata yia
egevpeuxonuar (Chute, 1999, a. 7). Auté onpaiver 6u o Brother eivar eAeiBepo va néper 6noia xateiBuvon Béler o
oxnvobfng, guavoviag o’ éva onueio nou petarpénetar enfong ke oe napwdia tou eidoue. Avo OUYKEKPIUEVEQ
OKNVEg, pe toug Gvbpeg pe ta padpa, pag épxovial oto vou. Yy npotn oknvi BAénoupe évav kauyd o’ éva unap. H
ORIV £IVO1 XOPOYPO@NHEVT) He 1600 pubIKG tpdrio nou Eexwpiler we wa oxémua euBoAiun oexdve nou anoomnd tnv
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poooxn kTG TNG apnynuatikig tng Aertoupyiag. Opoiwg, mpog to téAog tne taiviag, 01 Gvbpec pe ta paipa Kuvnyouv
tovAbeAg6 0’ £va pub k6 kuvnynto rmou akoAoubei tov maAué tne un-apnynUatikig HOUsIKAE Tou ohouvipak. Lapac,
ka1 01 600 oknvég amotedov ox6Aia mave otig oupPdoeig tou eidoug, oridve to potifo tne Hifynong Kal, puOIKA,
Bpiokovtal oe avtiBeon pe tny unéAoirn apriynon.

Me to ox1fjpa tou Kivnpatoypa@ikol tou eiboug va eivar apketd euéAikto, To ontiké Ugog tou Sayles éto1 6nwe
kabiep®dOnke oTig MponyoUpeveg taivieg tou épxetal yia pia akéun @opd oto rpookrvio. To ofjua katateOéy tou Sayles
-010KNVEG Wiag Afyng- eival emiong mapouoeg, evé to Hoviad xpnoipomnoieital tooo yia va eiéer to népaopa tou xpévou
600 Ka1 yia peyaditepn ex@pactikétnta (0e pia eviunmoiaky oekave 6mou o AdeApog «tpindper» éxovrag nape
vapk®tikd). Ki 6poia pe tig GAAeg 6Go xaundou npoimoloyiopou tavieg tou, o Sayles ka1 ndAi dev Siotaler va
KaTaKepuatioe oe karoia onueia tov xoAiyouvuiavo peaMiopé twv taviov tou, mapouoiGloveag akpaia otAilapiopéved,
0eKAvVG Ka1 MAGva rou aTp€pouy Ty rmpoooxri otny texvikn kar wBolv tov Beatr va oke@rei povayog tou.

Zuunépacpa

O John Sayles eival to onGvio mapdderypa evég apepikavolt oxknvobétn mou ndvra npoonaboloe va kavel tavieg pe
onpaoia. ITap6t moté Sev anépuye tny evaox6Anon pe moAitikd O pata mou onavimng éxouv anoteAéoer B¢ pa tou main-
stream xoAMiyouvtiavou Kivnuatoypdgou, katépBwve evroutoig va kepdier ndvra to eviiapépov twv KPItIkGV yia
A6youg Goxetoug pe tnv delotexvia tour iowg ka1 Hikaiwg. Xto kKGtw-KGtw, M6ao1 oknvobéteg anotéAunoav va
emboBouv oe «aTaupo@opieq avtikouAtoupag 0toug KOOHOUG TV losers Kal Twv KataduvaoTteuopévmy... Katd tn
HiGpkera tne npoedpiag twv Reagan-Bush;» (Levy, 1999, 0. 83). Qot600, 6niwg emonpavay ta 6oa 461 eimape, n Souleid
tou Sayles mapouo1Ger ocagn} ouvoxr o€ 6,t1 a@opd otn XPHion Tou OMTIKOU Tou UPog Kal Gpa ouyKekpipévr) aoBnuik.
Ikavég va xpnoponorei Sidpopeg mapadioeig tng avefdprning Kivnuatoypagiag Kai va tig avaperyviel ue faoikd
npoiévra tou kKAaoikiopoU, o Sayles €xe1 metUyxer va SnUIoupynoel Hia eVIUNGOOIAKT KIVI|LATOYPaPIKT napaywyr,
eAetBepn and g TGoeIg, Toug TPOITOUG KIVIJHATOYPAPNoTG Kal Ta CUOTHUATA Tapaywyng mou €X0uv KUplapxnoel otov
AUEPIKAVIKG KIVIHaTOypa@o Kal Gpa £xel Tapapeivel jia onpaveik SUvapn 0to auyxpovo KIVI|Hatoypagike tormio.
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Bridging Mainstream and Independent Cinema:
The Question of Aesthetics
in John Sayles’s Early Films

by Yannis Tzioumakis

John Sayles occupies a unique position within what has often been labelled as contemporary American independent cin-
ema. His first feature film as a writer-director (and editor and actor), Return of the Secaucus 7(1980) was the most com-
mercially successful of a small group of fiction films (including Northern Lights [J. Hanson, R. Nilsson, 1979], Heart-
Jand|R. Pierce, 1980] and Gal Young 'Un[V. Nunez, 1979], and documentaries (Joe and Maxi[M. Cohen and JJ. Gold], The
War at Home|G. Silber and G.A. Brown, 1979] and The Life and Times of Rosie the Riveter) that together ushered inde-
pendent filmmaking to a new era and much closer to a wide audience that was thirsty for intelligent, meaningful, often
challenging but always full of spirit filmmaking. Since his debut, and arguably more than any of his contemporaries,
Sayles has continued working in the independent sector, away from the clutches of AOL, Viacom and Sony (parent com-
panies of Warner, Paramount and Columbia, respectively) that control Hollywood cinema, and has built an impressive
body of work that includes fifteen features in approximately thirty years of filmmaking. Given these credentials, it is
not surprising that he has been called the “uncrowned father” (Levy, 1999, p. 82) and the “godfather” (Neff, 1998, p. 32)
of American independent filmmakers. Additionally, critics have also referred to him as the “conscience” (Neff, 1998, p.
32) of independent filmmakers, an appellation that stems from his commitment to tackle sensitive and often contro-
versial political and social subjects in his films.

Perhaps because of the political nature of many of his films (Sayles’s films have dealt with such disparate socio-politi-
cal issues as civic corruption and its effects on small town politics [ City of Hope, 1991]; corporate capitalism and its
impact on undeveloped natural resorts [Sunshine State, 2001]; racism [ The Brother from Another Planet, 1984; Lone
Star, 1996; lesbianism [ Lianna, 1983]; disability [ Passion Fish, 1992]; the labor movement [ Matewan, 1987], etc.), and his
ungquestionable reputation as a storyteller - Sayles has also enjoyed a tremendous reputation as a screenwriter for hire,
scriptdoctor and is a multi-awarded fiction writer - film criticism has not explored the aesthetics of Sayles’s work with
the same rigor it has explored his panache for storytelling and the political propositions of his films. Writing specifi-
cally on Return of the Secaucus 7, Jack Ryan describes Sayles’s use of visual style as “plain” (1998, p. 10 and p. 67) and
“unadorned” (p. 66), while other critics such as the influential Pauline Kael have observed that Sayles’s work lacks “film
sense” and that the filmmaker “doesn’t gain anything as an artist by using film” (Kael quoted in Levy 1999, p. 85). Ryan
sums up well film criticism’s take on Sayles’s films when he writes: “what comes through in all his films is his strong
sense of story, character, politics, class and the desire to wrap all his interests in a realistic package that makes for lit-
erate, informative viewing” (1998, p. 16). It seems that critics are happy to label the aesthetics of Sayles’s films as “real-
ist” and move quickly to other concerns.

Sayles himself has not done anything to refute the above criticisms. On the contrary, in a number of interviews he
admitted openly that he is not interested in the art of cinema. With statements such as: “1 am totally uninterested in
form for its own sake. But 1 am interested in storytelling technique” (Smith, 1998, p. 100); “1 am not really interested in
style” (Chanko, 1999, p. 39); “My main emphasis is making films about people. 1 am not interested in cinematic art”
(Auster and Quart, 1999, p. 18), Sayles has been complicit in allowing film criticism to under-explore the aesthetic
propositions of his films, at a time when the rest of his contemporary independent filmmakers (Jim Jarmusch, Susan
Seidelman, Spike Lee and Wayne Wang, to name the most prominent) were emerging as filmmakers with a distinct, anti-
Hollywood visual style. This essay will discuss the aesthetics of Sayles’s early independent, self-financed films Return
of the Secaucus 7, Lianna (1983) and Brother from Another Planet (1984). It will argue that the aesthetics of Sayles’s
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early films is a product of the use of a visual style that is an amalgam of influences from earlier incarnations of Ameri-
can independent cinema, especially of the work of John Cassevetes, the New Hollywood (also known as Hollywood
Renaissance), as well as of the exploitation filmmaking associated with filmmakers like Roger Corman and companies
like New World Pictures, Dimension Pictures and Crown International that dominated the low budget end of inde-
pendent cinema in the 1970s and early 1980s.

The Context: American Independent Cinema

Prior to Sayles and his contemporaries, who gave a very distinct (and political) definition to the term “independent cin-
ema”, the label “independent” had been used (and abused) by filmmakers, critics, the trade press and cinema-goers alike
in order to describe and account for a large number of filmmakers, movements and often contradictory practices in
American cinema.

For instance, during the studio years (mid-1920s-late 1940s) the label independent was attached to prestige-level pic-
tures made by producers such as Samuel Goldwyn and David O. Selznick who used United Artists (and later other com-
panies) to release films they made through their respective production companies. Among such independent films one
could find Gone with the Wind (V. Fleming, 1939), a film widely considered the epitome of mainstream Hollywood under
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the studio system, which nevertheless was produced by Selznick through his Selznick International Pictures. On the
other hand, the same label was also attached to low-budget pictures produced and distributed by Poverty Row studios
such as Monogram and Republic Pictures and destined for the low part of double bills in the 1930s and 1940s. And if
this was not confusing enough, it was also attached to ultra-low-budget films which were produced, distributed and
exhibited mainly outside the California-based film industry and targeted the various ethnic populations in America.
After the collapse of the studio system in the late 1940s and as the major studios gradually stopped producing films
themselves, the label was used to describe every film that was physically produced by a company other than a major stu-
dio. In this respect a film like the epic Spartacus (Kubrick, 1960) was seen as an independent film as it was produced by
Kirk Douglas’s Bryna Productions even though it was financed and distributed by Universal. At the same time, the label
was also attached to low budget exploitation films such as the ones made by Roger Corman and the science fiction/mon-
ster movies of American International Pictures that targeted the teenage demographic and were exhibited primarily in
drive-in theaters,

With the label independent equally claimed by epic blockbusters and low budget genre films, a group of filmmakers that
among others included John Cassavetes, Jonas Mekas and Shirley Clarke gave a new meaning to the term with films that
consciously tried to achieve a radical break from the “official” American cinema as this was practiced at both big and
low budget end of the film industry. Although the majority of the filmmakers who eventually formed the New Ameri-
can Cinema Group in the early 1960s were pulled towards the avant-garde, Cassavetes continued to work within (the
margins of) commercial American cinema and quickly became the leading figure of a truly independent mode of narra-
tive filmmaking. This mode, which, as we shall see below, exerted a direct influence on John Sayles, included elements
such as the self-financing of his films, working with a close circle of friends and collaborators, assuming more than one
roles in the production process and therefore breaking the detailed division of labour that characterises the mode of
production in mainstream American cinema, and arranging distribution after the film is completed. Retaining full con-
trol of every aspect of the production process allowed Cassavetes to develop a personal cinema. Free from all con-
straints, his films dared to be stylistically and narratively challenging, often explored “uncharted territory”, while his
film output was so diverse that it made him “America’s most idiosyncratic and least categorizable filmmaker” (Levy,
1999, p 103-4).

Besides Cassavetes, yet another format of independent cinema during the late 1960s and early 1970s became an equal-
ly important source of inspiration for Sayles. This consisted of a relatively low budget independent production that
quickly became the model for mainstream Hollywood filmmaking for the period 1967-1975, a period often labelled as
“The New Hollywood” or “Hollywood Renaissance.” Combining a mixture of exploitation strategies, art house film-
making techniques borrowed from Europe (The Nouvelle Vague) and Japan (Akira Kurosawa) and an emphasis on dis-
tinctly American themes within not always clear-cut generic frameworks, the Hollywood Renaissance films can be seen
as the product of a new marriage between independent film production and the majors. During this short time the
majors allowed filmmakers an unprecedented degree of creative control in the filmmaking process and American cine-
ma entered a phase characterised by the production of stylistically diverse and narratively demanding films that were
much more tuned in to the social and political climate of the era - often associated with the phenomenon of counter-
culture. Filmmakers like Arthur Penn, Dennis Hopper, Robert Altman, Hal Ashby, Bob Rafelson, Martin Scorsese, Bri-
an De Palma, Francis Ford Coppola and many others consciously assaulted the codes and conventions of mainstream
classical American filmmaking, including such staples of classicism as the causally driven narrative, the psychological-
ly motivated protagonist, the clear genre framework and the unobtrusive film style that is always subordinate to the
clear narration of the story.

By the mid 1970s, however, Hollywood Renaissance was over. The success of the new blockbuster that was clearly nar-
rated and within solid generic frameworks, as exemplified by Jaws (1975) and Star Wars (1977), ushered Hollywood to a
new era. With all the majors becoming part of conglomerates with interests in the business of entertainment and with
the low budget exploitation independent filmmakers eventually moving to the more lucrative video making business,
American independent cinema was all but dead. It was at this time that Sayles and his contemporaries made their mark
in American cinema and claimed the label “independent” for yet another, though this time very particular mode of film-
making.

This post-1980 mode eschewed Hollywood gloss, the crass commercialisation of genre filmmaking and the dependence
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on the depiction of sex and violence that defined exploitation films. More specifically, it developed in direct opposition
to the mainstream Hollywood cinema of the time while the new independent filmmakers positioned themselves con-
sciously as “anything Hollywood was not” (Biskind, 2005, p. 19). The new independent films were extremely low budget,
produced completely away from the majors (or their numerous subsidiaries), were markedly different aesthetically
and/or politically from mainstream films and occupied themselves with subjects that the majors’ films avoided
(Tzioumakis, 2006, p. 208). Leading those filmmakers was John Sayles, whose commercially successful debut brought
considerably critical attention and public visibility to this new independent movement.

Return of the Secaucus 7

Prior to his debut film as writer-director, Sayles had worked for a few years as a screenwriter at the prime exploitation
independent company of the time, Roger Corman’s New World Pictures. Having seen his screenplays Piranha(dJ. Dante,
1978), Lady in Red (L. Teague, 1979), Battle Beyond the Stars (J.T. Murakami, 1980) and Alligator (L. Teague, 1980) made
into low budget films at the incredibly speedy production pace Corman was famous for, Sayles got a number of ideas
about how to work within budget constraints. In this respect, when he decided to make Return of the Secaucus 7by put-
ting up his own money (approximately $60,000) he understood that the aesthetic of his films would certainly be deter-
mined by the extremely limited funds at his disposal. For that reason, during the principal cinematography stage, which
lasted only five weeks, Sayles took a number of creative decisions that were strictly determined by budgetary con-
straints. He took out of the script elaborate — and therefore expensive — camera movements; he employed non-union
actors — some of them friends — who were paid much less than what the Screen Actors Guild normally specified; he used
a 16mm camera and, generally, put into practice all his experience at New World Pictures to come up with ways to keep
production costs low. This included his refusal to hire an editor to cut the film. Instead, he rented an editing table and
along with Maggie Renzi (Sayles’s long term partner, the film’s unit manager and one of its leading actors) taught them-
selves how to edit a film.

What is immediately evident from the first shots of Secaucusis that this is not a glossy Hollywood production. The dia-
logue-driven narrative and location shooting provides the film with a sense of verisimilitude that is absent from the big
budget productions of the time, making the film look and sound more like a “home movie”. As the story revolves around
areunion of seven friends with a common political past, the film’s emphasis is placed heavily on their interaction, espe-
cially their verbal exchanges (as one large group or in smaller units). Throughout the film the spectator gradually dis-
covers their secrets, their political views, their romantic/sexual inclinations, the ties that bind them together and their
relation to each other and to the group as a whole.

As aresult, the film’s narrative is structured in a loose manner, driven by small incidents that occur to individual mem-
bers of the group during the reunion (how will Jeff react to the news that his partner Mauraslept with J.T? Will Frances
succumb to Ron’s sexual advances?) or by larger enigmas that turn out to be irrelevant to the unfolding of the story
(will Chip [the only outsider and audience’s surrogate] be accepted by the rest of the group?). The absence of a heavily-
structured narrative trajectory allows the question of how these people have coped in the real world after their activist
years — the real subject of the film — to be explored in great depth and without the help of the usual narrative tricks
(suspense, deadlines, and the pursuit of clear-cut goals).

This approach is heavily reminiscent of Cassavetes’s loosely structured narrative in Shadows, where the Greek-Ameri-
can filmmaker avoids all the tricks and the melodrama that a Hollywood film would use in dealing with the issue of
racism. Instead, Shadows explores how people fit in a particular environment, the urban bohemian environment of late
1950s New York, where racism is just another part of everyday life and not the central dramatic concern of the film.
Equally, in Secaucus Sayles de-dramatizes specific narrative events (in particular Jeff’s response to the news that his
partner slept with his best friend a day after the couple had separated), as he is also interested in how his main charac-
ters live their lives.

When it comes to the use of visual style, however, Sayles does not follow Cassavetes entirely (although the technical
imperfections of Secaucus still bring Cassavetes to mind), turning instead to one of the central figures of the New Hol-
lywood for inspiration, Robert Altman. With a dialogue heavy script and no budget for elaborate camera work, Sayles
had very few alternatives in terms of how he could shoot and edit his film. His first decision was to break the narrative
into a very large number of short scenes so that he could change location and characters frequently and therefore
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increase the pace of a film in which not a lot happens. Even the longest scene of the film (the one in the bar) which lasts
approximately 16 minutes, is broken into 12 smaller sequences focusing on various discussions between smaller groups
of characters (Chip and Jeff arguing; Irene and Katie talking about politics; J.T. singing, etc.), cleverly increasing the
film's pace and counterbalancing several “single take scenes” that have a slowing down effect.

Sayles himself credited Altman’s Nashville (1976), arguably the quintessential Hollywood Renaissance film, as his main
influence in Secaucus(Chute, 1981, p. 5), as Nashville consists of an unusually large number of subplots and Altman cuts
from one story to another for the duration of the film in order to comment on the multi-faceted and intricately-woven
fabric of American society as it comes to terms with the end of an era. With Sayles’s film also dealing with the end of
the 1960s - though in a much smaller scope than Nashville - it seems that Altman’s film was not only inspirational in
terms of its editing patterns but also in terms of its political project.

Besides the New Hollywood influence, Sayles also borrows a couple of techniques that are normally associated with
mainstream filmmaking. He makes extensive use of dialogue hooks, whereby individual scenes are linked through a line
of dialogue that links the last shot of one scene with the first shot of the next scene. By using the technique of the dia-
logue hook at least nine times (therefore linking together almost a fifth of the film’s scenes), especially during the ear-
ly parts where the characters and ties that bind them are introduced, Sayles succeeds in easing the spectator into a sto-
ry that has various protagonists and where the links between those friends can be confusing.

More controversially perhaps, and in order to avoid a theatrical aesthetic of “filmed conversations”, Sayles interjects a
couple of “action” sequences in the film. In one sequence, the male characters play basketball and Sayles, the editor,
gradually speeds up the editing pattern of the scene as the spectator expects that Jeff (who has just found out that J.T.
has slept with his partner) will hurt J.T. Although the aesthetic of the scene is somewhat at odds with the rest of the
film (the scene consists of 49 shots with an average shot length of 3 seconds), it nevertheless stands as the closest thing
to a climactic narrative sequence, as in the end the spectator’s expectations are fulfilled, though only partly, as Jeff
instigates only a slight injury on J.T. In the second action scene, the male characters dive repeatedly into a river while
the female characters admire their (the male characters’) naked bodies. Apart from presenting an opportunity for
action in beautiful scenery, the scene raises the question of women'’s (and the spectator’s) visual pleasure from the male
naked body, reversing an extremely strong tradition in American cinema where the spectator’s visual pleasure is almost
entirely associated with looking at the female body. Although both scenes add pace to the film, Secaucus remains a dia-
logue-driven exploration of the death of political radicalism and a comment on the destiny of the sixties generation
under the threat of Ronald Reagan and the New Right which were well underway during the film’s release in the U.S.
The above mixture of aesthetic influences gave Secaucus a very distinct feel that made it stand out from the rest of the
new independent films of the early 1980s. Drawing on different traditions of independent and alternative filmmaking
and fusing them with some elements of mainstream classical cinema allowed Sayles to create a type of alternative cine-
ma which nonetheless does not sacrifice entertainment and therefore remains commercial. In this manner, Sayles vir-
tually kickstarted a dormant independent sector and, like another Cassavetes, proved that anyone can be a successful
filmmaker even with extremely limited funds at their disposal.

Liannaand Brother from Another Planet

Despite the success of Secaucus, Sayles made the decision to remain independent for his second feature, Lianna(1983).
That meant once again a very low budget (this time $300,000) and similar, if not larger, financial constraints than the
ones he had dealt with in Secaucus, as Lianna required shooting in a number of urban locations that necessitated the
use of at least some expensive camera work and a number of other logistical problems. In this respect, the aesthetics
of his second film was once again determined by its low budget and, not surprisingly, the filmmaker once again made
explicit use of traditions of independent filmmaking.

Liannatells the story of a woman that got married to her college professor when she was very young but who after sev-
eral years of marriage and two children has acquired nothing for herself, while also dealing with her husband’s extra-
marital activities. As she embarks on a self-developing psychology evening class, Lianna starts an affair with her female
professor. Deciding that she likes women, she takes the big step of leaving her marriage and taking her life in her own
hands. Even though her affair ends quickly, Lianna is now experiencing the often harsh realities of life on her own,
though she is developing for the first time a sense of an individual identity.
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In many respects, the narrative in Lianna is much more
structured and linear than the one of Secaucus. First, Lian-
na is certainly a motivated protagonist and the story cer-
tainly relies on a cause and effect structure. Throughout
the first half of the film we see her husband treating her
badly, which gives Lianna a strong motivation for leaving
him. Second, the film charts Lianna’s journey from patri-
archal oppression to freedom, marking the achievement of
her implicit goal: to take charge of her life. And, finally, as
narratives demand the transformation of the protagonist
by the end of the film, Lianna is clearly taking on a new sex-
ual identity — she “transforms” from a heterosexual into a
lesbian. This seemingly classically-structured narrative,
however, is complicated both by several questions that
remain unanswered by the end of the film and therefore do
not allow for a satisfactory narrative closure, and by
Sayles’s stylistic choices that once again go against the
mainstream Hollywood aesthetic.

In terms of the former, Sayles once again nods to Cas-
savetes and treats Lianna’s change in sexual orientation as
one more issue in her life rather than as material for
(melo)drama. Like the three siblings in Shadows, who expe-
rience racism as part of everyday life, Lianna’s change of  H pia oknvii 8péong rou Secaucus 7

sexual orientation is also depicted as a matter of fact, mak- One of Secacus 7's action sequences

ing critics question whether it represents a new identity or

Jjust a “detour” from heterosexuality (Corliss in Levy, 1999, p. 87). Even the clear motivation offered by her husband’s
behaviour is not “exploited” by Sayles, making Lianna’s choices unconvincing (perhaps another nod to Cassavetes, this
time to A Woman Under the Influence[1973] where Mabel starts “losing her mind”, also without clear motivation). Lian-
na does not leave her husband because she’s had enough. Arguably, she leaves because at some point Ruth (her psy-
chology professor) awakened her interest! In the film’s diegetic universe it would make no difference if it was a male
professor — one of her husband’s colleagues — who awakens her interest (as a matter of fact it could make for an even
more powerful drama) or, for that matter, any other figure who could help Lianna towards self-development. In this
respect, the fact that her lover happens also to be gay is just another complication in Lianna’s life. As Ryan correctly
noted in his study of Sayles, Liannais a film about “the life of someone who happens to be gay” (Ryan, 1998, p. 79), while
Levy goes even further, describing the film as “a comedy about a woman who unexpectedly discovers resources of wit
and confidence within herself” (Levy, 1999, p. 87).

Stylistically, the film also presents a number of particularities, including strong similarities with Secaucus which, as we
noted, is a very different film narratively. Indeed, Sayles once again opts for a large number of scenes which fragment
an otherwise linear narrative and which clearly invite the spectator to experience the gaps and the unanswered ques-
tions the story creates. In this respect, the narrative of Lianna is substantially removed from the classical narrative
model and Sayles’s editing provides the means to achieve this. As with Secaucus, the above choice injects the film with
pace when not a lot of action takes place. Also, like his debut film, Lianna contains a couple of scenes where the editing
becomes very fast (a scene in a gay bar where there are many cuts portraying women dancing to an upbeat disco song,
and in the scene where Lianna informs her husband about her affair with Ruth — which is one of the very few scenes
where there is some sort of climactic drama). And again, like Secaucus, the large number of scenes compensates for the
fact that almost one third of the scenes in Lianna are single take scenes, with no editing, that naturally slow down the
pace of the film, even though they enhance its realism.

Where Lianna differs stylistically from Secaucus, however, is in the use of montage, an anti-realist editing technique
which is used here to demonstrate both the passing of time and more expressivity (shots of a couple performing a dance
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are juxtaposed with images of Lianna and Ruth having sex). The frequent use of montage in the film once again ques-
tions Sayles’s quest for an unmitigated realism in his films (as this has been argued by critics) and highlights once again
the item that is highest in the filmmaker’s agenda, namely to prompt the spectators to think for themselves and not to
unthinkigly consume the seemingly straightforward narrative his film presents.

With his next independent film, Brother from Another Planet (1984), Sayles consolidated further the above use of visu-
al style and tried his sesthetic in a film that used many elements from the science fiction genre. Once again the film was
made independently and the budget was very limited (this time $350,000). Like Lianna, Brother was shot on several
urban locations in Harlem and on Ellis Island while the central premise of the film, an alien wandering in the streets of
Harlem, called for the use of extensive camerawork, which was not the case in Sayles’s previous films.

Brother is perhaps the most “problematic” of Sayles’s early films in terms of its departure from the classical nar-
rative model. A mute black alien (the Brother) crashes on Ellis Island in New York and spends his time in various
spots in Harlem meeting black, white and Hispanic people who talk to him about their experiences and lives in the
melting pot that is America. There is no introduction of the main character (the spectator doesn’t even learn his
name), who he is, where he is coming from, where he is going, why he crashed and what his goals are. Not surpris-
ingly, this creates a narrative that seems directionless, taking different turns as the Brother meets new characters
every few scenes. Even when, towards the last third of the film, the Brother meets a beautiful woman and the pos-
sibility of a solid romantic plotline appears, the narrative thwarts it as she turns out to be one more character that
came in the Brother’s life for a short period of time. This premise has made critics compare the Brother to Charlie
Chaplin’s Tramp character, “who wanders about the city and whose innocent investigation measures the quality of
life on Earth” (Molyneaux, 2000, p. 126).

This clearly episodic, anti-classical narrative maintains some structure with the presence of two alien antagonists, two
“men in black,” who come to earth to arrest the Brother, even though the spectator never learns exactly why (the film
implies that the Brother is some sort of escapee and the men in black are bounty hunters from outside our universe
hired to catch him). Especially in the second half of the film, the two antagonists make more frequent appearances as
they close in on the Brother and besides structure, offer the film scenes of action, spectacle, as well as a powerful cli-
mactic scene in the end. However, their presence and function in the narrative is undermined by specific stylistic choic-
es Sayles has made. What becomes important once again is not the resolution of the drama - the black community get-
ting together to protect the Brother and chase off the men in black - but the film’s proposition that Harlem (as a
microcosm of the world) is a very diverse community which, because of the indifference of the (white) system, has been
left to its own devices while also being ravaged by drugs and violence.

For Brother, Sayles looked into a different tradition of independent filmmaking — one that he knew all too well - the low
budget exploitation science fiction film that for years entertained youth audiences, primarily at drive-in theaters
around the country. As the genre was not taken seriously by the big studios (until Kubrick's 2001: A Space Odyssey
[1969] the studios had taken only a few shots at the genre), a host of independent producers at the low end of the indus-
try found a golden opportunity for product differentiation with films about monsters, aliens, strange worlds and out
of this world objects and machines, Rarely longer than 70 minutes, these films had no pretence about production val-
ues, good acting and state-of-the-art special ef fects. Their appeal lay mostly in their conscious playing up of the “basest,
most sensationalistic angle” (Dixon, 1976, p. 11), usually sex and violence, which, until the early 1970s at least, was more
often promised than delivered.

Having worked for Corman, Sayles makes explicit use of several of the conventions of such science fiction films in
Brother. The crash that opens the film, for instance, is represented by twenty extremely fast edited shots, the majori-
ty of which include flashing red lights in a black background, carton-made shots of the earth that are supposed to rep-
resent the view of the planet from space, a few shots of a man in a red costume and finally a white dot passing rapidly
through the screen. What is interesting about this stylistic choice is that not only was it a pragmatic one, responding
once again to budgetary constraints, but also a conscious one. As Sayles himself put it: “We have the cheapest special
effects in the world for the crash. That’s done on purpose as if to say "This is not Star Wars, folks.' This is about these
people, and not about the hardware they rode in on” (Sayles quoted in West and West 1999, p. 31).

In making such a choice, Sayles leaves behind him the safe framework of the science fiction genre, as this was reinvented
by the majors after Kubrick and Lucas, and enters the considerably more unpredictable world of the science fiction
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genre as practiced by the low end independents. This move allows Sayles to steer clear from otherwise fundamental
ingredients of the genre — especially technological spectacle — which he could not afford to include. Sayles, however,
goes one step further by completely dropping the exploitation element from his chosen format as sex, violence and the
invocation of fear to the audience is also absent from his film. In this respect, Sayles’s film becomes an eclectic mix of
science fiction formats, reinventing the genre rules, defying genre expectations and confirming the critics’ view that
for this particular filmmaker “formal restrictions act not as hindrances but as stimulants to invention” (Chute, 1999,
p. 7). This means that Brother is free to take any direction the filmmaker wants, reaching a point where it also becomes
a spoof of the genre. Two scenes in particular, which involve the men in black, come to mind. In the first there is a fight
scene in a bar. The scene is choreographed in such a rhythmic manner that it stands out as a purposely placed sequence
that attracts attention outside its narrative function. Equally, towards the end of the film, the men in black are chasing
the Brother and their run is rhythmic, following the beat of the non-diegetic music in the soundtrack. Clearly, both
scenes are comments on the genre conventions, break the pattern of narration and, of course, stand at odds with the
rest of the narrative.

With the generic format flexible enough, Sayles’s visual style as it has been established in his previous films comes once
again in to play. Brother also consists of a large number of scenes. Sayles’s trademark single take scenes are also pres-
ent, while montage is used both to denote the passage of time and more expressivity (in a striking sequence where the
Brother is on a drug-fuelled “trip”). And like in his other two low-budget films, Sayles once again does not hesitate to
shatter at certain points the Hollywood realism of his films by including extremely stylized sequences and shots that
attract attention to technique, therefore prompting the spectators to do their own thinking.

Conclusion

John Sayles is the rare example of American filmmaker that has always tried to make films that mattered. Having nev-
er shied away from political issues that have rarely become the subject of commercial Hollywood filmmaking, he has
always attracted the interest of critics for reasons other than his craft, perhaps rightly so. After all, how many film-
makers embarked on “countercultural crusades into the worlds of losers and underdogs... during the height of the Rea-
gan-Bush years” (Levy, 1999, p. 83)? As the above discussion highlighted, though, Sayles’s work does present a definite
consistency in terms of his use of visual style and therefore a certain aesthetic.

Being able to utilize various traditions of independent filmmaking and by blending them with specific staples of classi-
cism, Sayles has managed to build an impressive film output irrespective of the trends, modes of filmmaking and sys-
tems of productions that have dominated American cinema and therefore he has remained a significant force in the
confemporary cinematic landscape.
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Eight Men Out, 1988: pia and 1i¢ peyAAeg napaywyés Tou John Sayles / one of John Sayles's biggest productions

To owveud oav moAmikn rpdén

ung Aéonorvag Moudaxn

[ToAU mpwv to olyxpovo apepikavikéd ave§dpinto owvepd anoktioe Gvoua, tautdtnta kar kowéd: modi npiv Adfer yopa
vo npw o geotifdaA vou Sundance' moAU npiv kGBe peydlo xoAyouvtiavo otolveio anoktnoe! £va «218IKeupévor Tunua
yia «<kaAhitexvikégr» tavieg moAu npiv o1 «ave§dprnror yivouv péda, o John Sayles Bprokérav otnv npon ypapun,
avoiyovrag to dpopo 6x1 p6vo yia pia 0AokAnpn yevid dnuioupydv nou niotewav nwg éva «do-it-yourself» poveélo
KIvijpatoypagou eivar e@iktd, aAAG kuping yia éva ovepd ave§dptnto t6oo 0TV 0IKOVOMIKY), TNV NMPAKTIKE Kal TV
texvikn} tou mAeupad 600, kupiwg, otnv ouoia tou. To yeyovig 6t oxedov 6Aeq o1 tawvieg tou yupiotnkav extde tou
napabooiaxkot xoAyouvutiavou poviélou propei va tig xpider «texvika» avefdpnteg, undpxel @S KAt MoAu mo
onpavukd nou uig kKaver aAnbiva Eexwpiotég. Autd to kau dev eivan tinota napa n idia n voorpormia tou Snuioupyou
voug, evog avBpdnou nou porader va fAéner kaBe tou tavia -k kat’ enéktaon tny idia tv téxvn tou owepd- oav kGt
noAU mo Gueca ouvbedepévo pe tny idia tn {wn

On vawvieg tou John Sayles, ak6un k1 av anoteloiv e§aipetika deiyparta evig dpuia pubondactikol Kivnpatoypdgou,
nave noAu mo népa and v andf agrynon wotopiav otny 006vn. H pubondacia yia tov Sayles dev eivan pia odepévia
unala bepévn oo néd tng kGBe vawviag, aAAd avribeta évag Solperog inmog, péoa otov onoio kpUfeta kGOe Popad kdt!
noAlt mo evbiagépov kai buvape! «<emkivbuvor. A6, akdpn K1 av otny eMgaveia o1 tavieg tou pnopei va deixvouv oav
Eexwpotéc 1otopieg evhiagepdviwy avBponwy, dev eivan kabdAou Siokolo va deig miow toug yia v’ avaxkaliyeig nwg
oty ovoia bev eivar napa Pathd nohimikég dnAdoeig yia tny idia tny uen tng apepIkavikhig —km Y1 pévo— Kovaviae
O ibog npouipd va xapaxnpider nig tavieg tou «<noAitika ouveridbnronomuéves,' Bewpavrag nwg eivar «nolimikée
ENeion ¢ ELevalouv o nwg o1 avbpwnol ennpealouy 0 €vag tov aA\\o, to nwg o1 IIpLILFIL', twv r\uﬁtp\nuz'w\ t'lll]prug'uu\
voug noAiteg kar 1o g 01 noAiteg ennpealouy tig kufepvioeig toug, aAAG 6x1 nodikég u' évav Beoloyikéd tpémo»
Eivar nohiuikég, Aéey, eneidn «<avayvwpiCouv to yeyovog 6t n nodinkn epnAéketal oe moA\a npdyuatos.*
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John Sayles

Ztnv npayuatik6Tnta, To va KGveig o1vepd e tov tpéro mou to kaver o John Sayles eivar atny enoxn pac ané pévo tou
wia nodruikny mpd&n: Tpdpen o i610¢ ta oevapid tou, e€aogaliCer (pali pe tn otabepr| mapaywyé kar oivipops tou Mag-
gie Renzi) toug xpnuatodéteg, kaver oxed6v rdvia 1o HOVIAS TV TaVIGY Tou Kal ouxvd epgavidetal oe nforoibe oe
autéq. Tnyv iG1a oTiyun, Snuioupyei pwia «o1koyéveiar ouvepyatdv pe toug omofoue Souleter ouxvd padi, kaBaog K1 éva
Biaco nBorroidv mou po1dlouv ma uévIHo1 KGTOIKOI TOU KIVRHatoypaikol tou ouumnavroc. Ki av éxouy fén nepdoer 27
XP6via ané tny mpTn Tou tavia, to The Return of the Secaucus 7, 0 tpérioc, i kaAGtepa to mdBoc, e to oroio Souleler
napapéver otabepd vo i610. Tha to Secaucus, o Sayles enévbuoe 60.000 SoAdpia amé ta xprpata mou eixe kepdioen
Soudeviovrag wg oevaploypdpog oe taivieg tou Roger Corman, oknvobetdvrac atoug mpwtaymviotikoie poAouc pidouc,
Tou and toug orofoug oxedov Kaveig Sev eixe Kivnuatoypa@ikn epneipia. Mmopei ota xpévia mou pecoddBnoav n run
Tou g evog efaipetikoy oknvobétn nBoroidv va tou e§aocpdhioe Baupdoloue MpwTaywvIoTé, propei o
npoUnoAoyIou6G TV TaVIRY Tou va éxel avéPer oe 00 aoTPoVOpIKG 08 0XE0T He TNV NP Tn ekeivn tou Souleid (aAAG
Naviwe eAGX10Ta, CUYKPIVOUEVa Pe autd piag ouvnOIopévng mapaywyng twv 0Touveio), GUKCE 1) «[TPOo®ITIKT enéviuon»
oe kGBe @iAp mapapéver mdvra iS1a. Onwe GAAwote kai o Tpémog tou va emPicdivel o’ éva olotnua 0To oroio i apoifri cou
¢ oknvoBétn efval euBéwg avdloyn pe to M000oTH TV EIBIKGY e@é Ka twv CGl mAdvav mou miepiéye i) taivia.

H ouyypagn oevapiov yia peydleq xoMyouvtiavég mapaywyéq Oa époiale yia kdrnolov dAAov oav rormopiopée kai
tinota nepioaétepo, 6pwg o Sayles BAémer tn S1ad1kacia wg kGt MeP1006TEPO a6 éva avaykaio kaké. «To va ypdepn
oevdpia gival o Tpémog va kepdidw ta xpripata rmou xpeiddouar yia va {fjow, yiati ofyoupa dev ta Byalw ané tic tavieg
Hou, aAAG tnyy ida otiypr efvar kal kGt mou amoAapPdve. Nopidw 6t eivar pia kaAr) Goknon, évag tporog Mponévnone
ka1 pdAiota oe kGl pe to ormoio dev eioar ouvaioBnpatika depévoe. Méhiota péoa ané tn Siadikacia autr Bewpd 611
e€akoloudd va pabaive. Ar’ tn pia yiati Souletim oxAnpétepa 6tav ypdew oevdpia yia GAAoug arn’ 660 6tav ypapm yia
Hia H1kn pou tarvia, aAAd ka1 yiati £to1 €xm Tty eukaipia va ouvaveriow dAoug oknvoBéteg kal va S tov S1ké toug
tpémo Souleidey.”

‘000 yia tov 61k6 tou, po1dder KuploAeKTIKG va Ttov e@nupe 1j va tov avakdAuye pe karmoio 161aitepa aventuypévo
£votikto, kabog o Sayles dev eivar oknvoOEtng pe erionun Kivnuatoypagikn naideia, aAAd évag GvOpwriog mou poidde
va npotipd va apnyeital 10topieg pe eikéveg. To yeyovog 6t unmpe ouyypagéag rpiv otpagei 0tov Kivnjpuatoypaeo
£xe1 GAA\wote Gueon oxéon pe to i eidoug taivieg apéoketal va kGvel, 6niwg Kar to 6T akGun kai npiv ané auvtd
xperdotnke va S5ouléyer oe pia oe1pd and «xe1povaktikég» douleiéq 1j ouleiéq mou eixav va kGvouyv pe avBpdnoue. H
KOIV@VIKI] TOU OUVeidnomn, ) ortikn Tou yia tov K6opo, 1) 1diaitepn mo1étnta tev taividy tou, Ho1aouy va anoppéouv
Héoa and pa oxedov Propatikn Hadikaoia, yeyovog mou tov kavel va diagéper o oxEon pe tnv nAgloyngia twv
ANOHOVWHEVMV OTOV KIVIUATOYPAPIKG TOUG MIKPOKOOHO SNIOUPY®DY TOU 0UYXPOVOU GUEPIKAVIKOU KIVIIHATOYPGPOU.
Axo6un ka1 péoa oto mAaioio tou oUyxpovou aveaptntou Kivnpatoypdgou, to mapaderypa tou Sayles poiader povadiko,
kaBdg Kiveitar népa ané ta mAaioia onolacdrimote pédag, kGHe elikoAou petipatog 1j kupiapxng tdong. Onwg Aéer ki o
idog: «Ztnv apxi, o 'ave§dpnrog Kivnuatoypdgog' urmopovoe va ovoudletal kar 'evalAakTiké Kivnjpatoypdgog.
Enpékerto yia 10topieg ka1 tpéroug apriynong rou dev evdiégepav to Kivnuatoypa@iké kateotnuévo. Kabaog n Aéén
‘ave€apunrog’ éxer kataAn&er va onuatodotei 6Ao kar mepioodtepo éva poveédo mapaywyng ka1 Sravopng napd pwa
Bepauikn avrionién ota xohyouvtiavd kivnjpatoypa@ikd eidn, o ave§dprnrog Kivnpatoypdgog éxer petapoppwbei oe
kau oav tn B” eBvikn tng kivnuatoypagiag. 'Eto, teiver va yivetar o 'Kivijpatoypdgog tev npotoepgaviopevmy',
o6nwg Aéer o Peter Biskind, ex twv onoiwv eAdxiotor propolyv va ouvexioouv o’ auth tnv katnyopia. O1 nepiooétepor
eite avediooovuar —yivovrar dndadrj oknvoBéteg twv otolvvrio- eite Byaivouv ar’ to mayvidi, pa mou avaykaotika
nepvouv 6Ao kar peyaAitepa Hiaotipata C1WNTHG avapeoa oTig Talvieg toug wg avefdptntwy povovs.*

Ma vov Sayles, éva tévoro SiAnpua de poidder va téOnke moté, akdun K1 av n xpnuatodotnon twv tavidy tou dev frav
oxedov noté eikoAn un6Beon. IMapapévovrag ndvra «evaAaktikégy, yopile kGbe tou tavia akodoubdvrag pévo to
81k6 Tou dnpioupyiké kGAeopa, £0tw Ki av autd ékave ouxva ta npdypata mo Svokola. AkGun ka1 ofjuepa, pe
bexanévre efmpenikég, moduPpaPeupévee, mhovoiee oe enaivoug taviee 0to evepynuiké tou, 1 Xpnuatodotnon g
béxatng éxtng dev fitav oe kawa nepintwon evkoAn. To Honeydripper (pe npoinoloyiopé Gyoug nepinou névee
exatoppupiov SoMapiev®) eivar anokAeotikG autoxpnuatobotolpevo, 6nwe akpIBog ftav Ka n npa@tn tavia tou
oxnvoBétn. lowg yia kGnolov GAAov autr n ouvexrg avngopikn Siadpoun, autr n ouxva komadng diadikaocia va
anotelovoe telikG epnédio oto va kGver tavieg, yia tov Sayles 6pwe pordler va eivar ko oav éva epnédio nou tov
BonBaé va nnyaiver ndvra unpoota.



0 xivapotoypamoc tov

Jowe naAi va efvan o povog bpopog nou va pnopef va akodouBfioer kabaog, 6riwg Mey, «porGler va undpyer éva eibog
apoiBaiog kavavonong avdueoa oe péva kar to X6Ayouve, Or nepioo6repeg and tig tavieg nou kéGvouv bev Ha pe
evhitpepav 01o eAdX1010, BV TIG TEpI006Tepeg and Tig tavieg rmou kdve eyom bev Ba efyav tv napapikpn 1béa naog va
g nouAfioouvs.® Eutuxamg yia 6Aoug epde, ta anoteAéopata authg tng otabepric aoupgpmviag bev eivar tinota Miyétepo
and toug Snpioupyikoug kaprolg evog kaAhtéxvn nou katéxer Eexwpioth Oéon, 6x1 andd oto ndvBeov tou
apEPIKaVIKOU 01vepd 600, Kupimg, otny kapdid pag,..

1 The Onion, ouvéveeugn ovov Keith Phipps yia tn Siabiktuaxi ékboan tou neprodikot http://www.avelub.com/content/node/23232
2 Indiwire, ouvévieuEn otov Andy Kaufmann http/www.indiewire.com/people/int_Sayles_John_020618.htm!

3 The Onion, ouvévieuEn otov Keith Phipps yio tnv Siadiktuaki ékdoon tou neprobikoi http://www.avelub.com/content/node/23232
4. John Sayles Retro http://www johnsaylesretro.com/biography.html

5 Siffblog, ouvévieuEn otny Kathy Fennessy yia to blog tou San Francisco International Film Festival
http:/www.siffblog.com/other/sayles_on_sayles_part_three_003911.html

6. John Sayles Retro, ané tnv froypagia tou ovo site http:/www.johnsaylesretro.com/biography.html

Cinema as a Political Act

by Despina Mouzaki

Long before the contemporary independent American cinema acquired a name, an identity and an audience; long before
the first Sundance Film Festival took place; long before every major Hollywood studio acquired a department “special-
izing” in arthouse films; long before the “independents” became fashionable, John Sayles stood on the front lines,
paving the way not only for an entire generation of filmmakers who believed that a “do-it-yourself” model of cinema was
feasible, but above all for a cinema that would be independent in its financial, practical and technical aspects as much
as, and chiefly, in terms of its essence. The fact that almost all his films were made outside the traditional Hollywood
model may “technically” classify them as independent cinema, but there is something much more important that makes
them truly extraordinary, and that is the very mentality of their creator, a man who appears to view each of his films -
and by extension the art of cinema itself — as something much more directly connected to life itself.

The films of John Sayles, even when they consist of excellent examples of a consumately fictional cinema, go much fur-
ther than simply telling stories on screen. Sayles’s fiction is not a ball and chain tied to each film; on the contrary it is a
“Trojan horse” which each time hides inside it something much more interesting and potentially “dangerous”. Because
even if on the surface his films may seem like special stories about interesting people, it is not at all difficult to look
behind them in order to discover that, in essence, they are deeply political statements about the very fabric of Ameri-
can society, or perhaps society in general. He himself prefers to characterize his films as “politically consecious”, con-
sidering that they are “political in that they deal with how people affect each other, and how the actions of governments
affect people and how people affect governments, but they are not ideological.” They are political, he says, because they
“recognize that there are politics involved in a lot of things.™

In reality, to make films the way John Sayles does constitutes in our days a political act in and of itself: He writes his
own scripts, secures (together with his long-time producer and companion Maggie Renzi) the financing, almost always
edits his films himself and often appears in them as an actor. At the same time, he creates a “family” of collaborators
with whom he often works together, as well as a company of actors who appear to be permanent residents of his film
universe. Even if 27 years have already elapsed since his first film, The Return of the Secaucus 7, the manner - or rather
the passion — with which he works remains invariably the same. Sayles invested $60,000 of the money he made writing
scripts for Roger Corman movies in Secaucus, and cast friends of his in the leading roles, almost none of whom had any



http://www.avclub.com/content
http://www.indiewirc.com/people/int_Sayles
http://www.avclub.com/content
http://www.johnsaylesretro.com/bioKraphy.html
http://www.siffblog.com/other/sayles_on
http://www.johnsaylesretro.com/biography.html

John Sayles

experience in film. In the intervening years, his fame as an extraordinary director of actors may have assured him won-
derful protagonists, the budget of his films may have risen to astronomical amounts compared to that of his first film
(but still far less compared to those of a regular studio production), yet his “personal investment” in each film always
remains the same. As does, moreover, the way he survives in a system where the money you get as a director is in direct
proportion to the percentage of special effects and CGI shots contained in the film.
To someone else, writing scripts for major Hollywood productions would be a livelihood and nothing more, but Sayles
sees the process as something more than a necessary evil. Writing scripts is “also how 1 make a living. 1 certainly don’t
make a living as a writer/director of my own stuff, or until recently 1 couldn’t even have thought about doing that. 1 think
it's a good exercise. It’s kind of like cross-training: You're helping somebody tell their story, so you're not as emotion-
ally involved. But as a writer, 1 certainly work harder when 1work for other people than when 1work for myself; I'm try-
ing to please them and me. 1 do more drafts, because if they’re paying you for all those drafts, they’re going to have you
do them. 1 find that 1learn a lot. You work with good people: Most directors don’t even meet other directors, and
because 1 still write films for other people, 1 get to meet other directors and see how they work.”
As far as his own method goes, he appears quite literally to have invented it or to have discovered it as a result of a par-
ticularly developed instinct, as Sayles is not a director with a formal film education, but a man who seems to prefer
telling stories with pictures. Besides, the fact that he was a novelist before turning to films is directly related to the
genre of films he likes to make as well as to the fact that even before that he had to work in a series of “manual” jobs or
jobs that had to do with people. His social conscience, his view of the world, the special quality of his films, all seem to
stem from an almost experiential process that makes him differ in relation to the majority of filmmakers in American
cinema today, isolated in their cinematic microcosms. Even in the context of contemporary independent cinema,
Sayles’s example appears unique as it goes beyond the framework of any fad, facile current or prevailing trend.
Because, in his own words: “At the beginning 'independent film' could have also been called 'alternative cinema'. They
were stories, and ways of telling stories, that the mainstream industry wasn’t interested in. As 'independent' has come
more and more to mean only a method of financing and distribution rather than any thematic alternative to Hollywood
genre filmmaking, it has settled into being primarily the minor leagues for the mainstream. As such, it tends to be the
'cinema of newcomers', as Peter Biskind puts it, with very few filmmakers able to continue in that niche. Most either go
up or out — become studio-financed directors or have longer and longer gaps between outings as independent voices.”™
John Sayles never seems to have confronted such a dilemma, even if financing his films was almost never an easy task.
Remaining always an “alternative filmmaker,” he made each of his films following only his own creative call, though this
often made things more difficult. Even today, with fifteen extraordinary, award-winning, much-praised films to his
credit, financing his sixteenth was no picnic. Honeydripper (with a budget of around $5 million)” is exclusively self-
financed, just like his first film. Perhaps for someone else, this constant uphill road, this frequently laborious process
would, in the end, constitute an obstacle to making films. For Sayles, however, it seems to be something like an obsta-
cle that helps him always to forge ahead.
Perhaps, on the other hand, it is the only road he can follow since, as he says, “there seems to be a kind of mutual under-
standing between Hollywood and me — most of what they make 1 wouldn’t be interested in directing, and most of what
1 make they’d have no idea how to sell.”® Fortunately for all of us, the results of this disagreement is nothing less than
the creative output of an artist who occupies a special place, not just in the pantheon of American cinema but, above all,
in our hearts...

Translated into English by Elly Petrides

1. The Onion, interview by Keith Phipps for the Internet edition of the magazine http://www.av.club.com/content/node/23232.
2. Indiwire, interview by Andy Kaufmann http://www.indiewire.com/people/int_Sayles_John_020618.html.

3. The Onion, interview by Keith Phipps for the Internet edition of the magazine http.//www.av.club.com/content/node/23232.
4. John Sayles Retro. http://www johnsaylesretro.com/biography.htm!

5. Siffblog, interview by Kathy Fennessy for the San Francisco International Film Festival blog
http/siffblog.com/other/sayles_on_sayles_part_three_003911.html

6. John Sayles Retro from his biography at http/www.johnsaylesretro.com/biography.html
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John Sayles: lotopia kan 10topiec

I'ou Aevtépn Abapidn

Yo nefopa tv petapoviépvmy kapav nou Siavioupe kar kévepa oe kGBe eiboug tédoug tng lotopiag, otov avtinoda
e anobopnong tne 610 the MPayuatikdTiTag Kai ty avukatdotaot tne He to eikoviké tng kabpégpuopa, o John
Sayles anotelei a Eexwprotn nepintwon oknvoBétn yia to apepikavikd ovepd. E6aé ko oxebdv tpeig bexaetie, to
xe1pomaoto, uhiko kan oe teMikr avdAuon Aaik6, 6oo kar moAudiGotato, épyo tou eaxkoloubei va oikodopeita névew oe
pia otaBepry bradex ik oxéon aAAnAenidpaong avaueoa oto npoowmké nedio kar oe éva moAIMAOKO rMOAItIKG,
KOWVIKO kat 10topikd nepiaAlov. O kaBnuepivoi kar avayvwpiopor Npwég tou, prnopei va pn ypaepouy navrote o1
i1 lotopia, BAénouy 6pwg ouxva tig eyypagég tng otig {wég toug, (ouv péoa oe auth) ko otov anényd tne. Hén anéd
1o oknvoBetiké tou viepnouto, Return of the Secaucus 7, n napéa twv e@ta tou titdou anotelei éva Eexdbapo
AnOTOKO WV POItNUIK®Y eeyEPOE®Y KA1 TOU aviImoAe HIKOU KIVIHatog, eptd «tou '60 exbpoueic», mou e§akoloubotiv
va «payvoviar kabog enavalapfavouy to aprotepé ouvOnua “we want a formula” ané vo Opuliké Salt of the Earth
(Addrr tng I'ng, 1954) tou Herbert J. Biberman. ITpdypau, eite npékervar yia tawvieg enoxrig (Matewan [ Matwuévn
Apepikij), Eight Men Out) eite yia ovyxpoveg apnyroeig (Lone Star [ Movayiké aotépil, Men with Guns [Avépec e
onAal), nwotopikn kar noAiuiki SiGotaon eivar mavraxou napoltoes. AkOun kai oto «e&wyrivo» Brother from Another
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Planet (Anié dAAo mAavijtn), to XdpAey, 6mou nipooyeidvetal o anpéokANToc emokEntne, Kai n pavpn Kovotntd tou
Couv tov piloomactiké anényo tou «adeApol» Malcolm X.

O Sayles @uoika dev eivar 10topikég oute unmpée moté gidodofia tou va mapadmdoer H16aktikd pabripata apepikavikhig
10topiag, akoun ka1 av npoékerval yia éva oknvoBétn mou xtider ta oevapid tou pe eEapetiki Aerrtopépeia kar evdedexn
avaouotaon. Ak6un K1 av 0to oUvolo tng @iApoypagiag tou ta ndvra diadpapatifovial péoa oe kabBop1oTika,
KOIVOVIKG Kal moAitiopika mAaiona, aképun ki av o mepiBdAAwv xdpog dev anotedei éva andé viekép mou efurnmpetei
anAd tn Spapavoupyia divovidag tng éva ypagiké couleur local. e wa @idpoypagia 16 tavidv petpd kaveig 11
dagpopetikég moAiteieq (a6 to Kolopdvro dg tnv AAdoka) kai uo xdpeg extog HITA, a&ionoidvag oto émakpo tn
yewypagia, tnyv tomoypapia, tTnv KouAtolpa, TNy KOIV@VIKT SUVAMIKI Kal ta 10TopIkd onuaivopeva. Evoeiktiké eivan
611010 Men with Guns unopei n x@pa 6mou Sadpapatietal va punv katovopdletai, 01 51GAoyor 6umg eival ota 10Tiavika
ka1 oe téooepig SiaAéktoug vdidvav tng Kevipikrig kar Aativikrig Apepikric (Kouva, Mayia, NaxoudtA ka1 TCotdi)).

Mia ouddoyikn agriynon

Ye avtibeon pe okrvobéteg 6mwg o O66wpog Ayyeddroulog, oo £pyo tou oroiou ta Gropa arroteloly £va mkpé pévo
KOUUGT! Tou peydlou 10topikol kapfd, otny nepintwon tou Sayles 01 npoowmkég 10topieg mepvolyv oe np@to mAdvo
Ka1 yivovtal to npiopa péoa amé vo onoio H1a0Advarl ta 10topikd yeyovota. Akoun nepiooétepo oto Pabid cwpatikéd
o1veud tou, o1 xapaktfpeg dev anmotedolv oUpPola fj Siravdoug 16edv aAAd tpiodidotatoug xapaktnpeg pe oGpka Kal
ootd. To evhrapépov tou GAAwaoTte dev Bpioketal oTnv HOKPOOKOTTIKI E1KGVA T®V YEYOVOT®Y, aAAG 0TV HIKPOOKOTTIKE
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Present and past: a street in Thurmond is transformed into 1920s Matewan



0 xivapatoypamoc tov

roug Hiraotaon, otov aveiktund toug ndvm otig hakpiég avbpomveg povabdec,

Yrov aviinoba, 6pwe, tne kKAaooIKAG apepIkavikig apriynong, mou BéAer tov povaxiké fipwa we oxedov anokAeiotikd
A@NyN, NPOTay@VIOTH) ka1 10TopIKG UNTOKefpevo, otig neproodtepeg tavieg tou Sayles bev undpyouv axpiae fipwec,
roulaxiotov pe tny napabooaxr évvoia, X Oéon toug kuprapxel n oudoyikr, yneibwer agynon, o1 1wtopieg tou
eivan éva dBporopa and tig nepinméteieg 1wy PeAdV KOVoTHtwy, opabwy, napedv. Mia emloyh nou poidder va eivan
raBapa ibeoloyikn ka1 6x1 anAd poppahiotikh, oe aviibeon fowg pe tov Robert Altman, tov abiagidoviknto petp tng
ymebw e apriynong. Autti n moAudidonaon ko 0 apnynuatikos KATakepatiopos gprdvouy 0to anokoplipwud toug
oto nodvoxibég City of Hope (IT6An tng eAnibag) p’ éva otivodo ané nepioodrepo and 50 xapaktfpes va ouviotd éva
povadikd pwoaikd tng A0TIKAG AUEPIKAVIKIG Kovwviag, pia evbeAexn pedétn 6x1 pévo ndve otnv noAruikh dapbopd
kan tnv katdypnon efovoiag, aAAG ka1 otig moAUnAokeg diaguletikég oxéoeig ka1 ouykpoloeig avaueoa oTig
pelovotnueg kar opGdeg nmou anaptiCouy tig HITA. Mia npognuikhy tavia yia vig puletikég tapaxée oto Aog Avideleg
10 1992 kar o Sierodunikn panid otn véa ta€n npaypdrwy, 6rmou ta «otvopar» km 01 Hagopéc avlueoa oe Pule Tk
kan Bpnoxkevtikég opddeg mou KAMote oUVUIITPXAV ENAvEPEUPIoKOVTaL.

O Sayles éxe1 ouxva unootnpier 611, oe peydro Babud, to épyo tou annxei kar BéPara mpoteiver tnv avdykn
ouykpotnong piag avipdmvng kovétnrag wg v povadikr Avon anévavu oe kGBe avuifodinta. Kau mou oyxier
npaypan, Aiyo g moAu, oe 6Aeg tig tavieg tou. Eite npékertar yia vig Siagopetikég kowvbdinteg oto Matewan nou
npéner va evBouv yia va avuipetwnioouy tov kové exBpé, eite yia toug oktd maixteg tou pnéi{unol nou
avupetomiouy Tig katnyopieg yia ta otnpéva navidia oto Eight Men Out, eite yia tn SiGonun tnAeorrtiki otap oto
Passion Fish(Wdp1 tou ndBoug) nou npéner va emotpéyer otn AouiiGva ka va evraxBei otny tomkr kowvétnta yia va
avupetwnioe tnv avanmpia tne. Xvo Silver City (Wneiote ITiAdykep... Aaykwto), yupropévo oto Kolopdvro, éva
kAao1k6 oknviké tng Aypiag Avong, 6e Srotaler va elpwvevtei tn pubikh apepikaviki a&ia tou atopikiopou,
ronoBetavrag wg unepaomotr tng tnv euPAnuatikn ané ta véo-youéotepv @ryoltpa tou Kris Kristofferson otov
avanodo polo evég apopahiotri emyeipnuatia mou motever 6T pévo N 1IBIGTIKY nMpwtoPoulia uropei va odnyroer tn
X@pa 0o péAlov.

Voo prloonacuikn 6pme po1Gler pia tétoia emAoyr, auté dev onuaiver 61 eykataleine tn yonteia tng kAaokre
agriynong, t payeia tng diqynong wag pubondaciag, £0tw ko eAagpd peraldaypévng, 6nwe yia napdderypa oto
avoixté @ivale tou Limbo. O Sayles eivar évag pdotopag tng a@riynong kai ag unv §exvape 6tu npékerar £€tor km
aAicg yia évav onoubaio oevaploypdgo kai auyypagéa. Oute eivan tuxaio 611 oto The Secret of Roan Inish (To
Muotiké tng Péav Avig) enédefe va S inynBei éva yviioro mapapiBi. Av npotipdre pe va Aéyia kénolou ané toug
xapaktripeg tou oto Men with Guns: <Mnv motelete tig ripeg, o1 Gvbpwmnor ayanoiv to Spdpar. Tuig tawvieg tou dev
unapxel n anootacionoinan, aAAG n Gueon ouvaioONuaATIK ePnmAOKL HE TOUG XapaKThHpeg tou ae onueio va éxer
xatnyopnBei yia ouvaioBnponiopoie. O idiog €xer anavenoer 6t eivan «andG évag aywyog yia tig govee twv andodv
avBpoOIwvs,

Eb afiler xaveig va ber tig avaloyieg pe tov Ken Loach, éva dnuioupyé pe mapdAAnAn otdon téoo oe eninedo
napaywyrig 600 ka1 oe Bepatiki kar tautdxpova éva oknvobétn pe ouyyevikr 16eodoyikn kataywyr nou éxer Kivndei
oe 6Ao tou 1o épyo PEoa 0To XMpo tng epyatikig taéng, évav opKiopévo agnyntr kabnuepvéy 10TopIGY yia toug
avBpdnoug tng dimdaviig néprag. O Loach GAMwote, 6riwg kar o Sayles, otig apiyae 10topikée tou tawieg (Land and
Freedom| I'n ka1 EAeuBepia)) @iltpape ta yeyovéta péoa ané ta pdua 1wy anddv npetay@viotdy Toue.

Tepeig 10topikég tarvieg

Av oo olvolo tou épyou tou Sayles n lotopia tpogodotei abidkona vig 10topieg tou, e Tpeig TOUNGXIOTOV NEPINTTOOEIC
Bpioxerar kuproAextika oe npdro nAdvo. To Matewan, éva oxédio nou anaox6Anoe to oknvoBétn 1n ané to télog tne
bexaetiag tou '70, anotelei iowg kar ty mo evbeia moAruiki katdBeon vou. H npdn tawvia enoxrig otn @ilpoypagia
1OU OUVIOTA Wio andnelpa avanapdotaong tg «Gyvwotng: aUepIKavikig 10topiag pe tn pop@n wag empAntikig
woixoypagiag kai bavera and toug kddikeg tou katefoxriv apepikavikol eiboug, tou youéotepv. Advela, BéBaa, mou
emotpépovia avieotpappéva péoa and tn poonactiki onuki vou Sayles. To Matewan @épvel 010 Q@G t) peyddn
anepyia vy avBpakwpixwv tn dexaetia tou "20 otn Avuiki Biptdivia, n onoia e§eAixtnxe oe kavoviki évonn ovUppatn
avapeoa otoug anepyous Kai tov 18w Tiké otpatd tng etapiag nou expetaleudtav ta avlpakwpuyeia.

O Sayles avanAdber pe Aentopépeia 1o noAinAoko pwoaikéd twv epyatik@y aydvov kol tig Sadikaciee pe tig onoieg
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01 Sragopetikég KovoTnTeg, PUAEG (yxpwpor ané to Néto, 1taloi ka1 yiouykooAdBor petavdotee, viémor ané ta
Analdxia'Opn), ta&eig ald ka1 KGupata, 6rme To KOHOUVVIOTIKG, GUYKpdTnoay to HeyGlo xwveuthpt twv HITA,
npooeyyifovtag Tiq OUYKPOUOEIG pe pia Hap&IoTiKL orrtikn mou @épver oto pualé to e&ioou aipetiké Heaven’s Gate
(ITuAn tng Avong, 1980) tou Michael Cimino. Yridpxe1 wia oknvA, 6mou évag ané touc mAinpwuévoue urpdouc tng
evaipiag pwtder évav omhiopévo vrémo av Bprike to 6rmo ané tov 10Taviké néAepo, yia va nidper tny andvenor <Oy,
ané tov apepikaviké eppUAio». O eppudiog méAepog, Aoméy, ouvexiletar wg ta&ikoe kar UAETIKGE oty Kapdid TtV
HITA. TTépa ané tnv enava@opd oto mpookivio piag Gyvwotng kai ofyoupa evoxAntikiic 10Topikrig ntuyrc, o Sayles
—oe éva16avik6 mapaderypa Sralextikfic— mapaAAnAider tny 6x1 ka1 T6Go HaKPIVE| EMOXT TTOU 0 CUVEIKAAIoUAC EKave Ta
np@ta tou Pripata onig HITA, pe to pecoupdvnua tng kupépvnong Reagan kar tig embéoeic tne ota epyatikd owpateia
alAd ka1 ta mpéta Pripata tng véag xpiotiavikng Ae&idg tov tnAe-evayyehotdv. Méhiota, SiaAéye o i610¢ va urodubei
ToV 1epé€a Ttng Kovotntag mou mapaAnpei yia tov «<kOKKIvo» Kivouvo.

H i61a nepimou emoxri ka1 pia avdloyn ta&ikr olykpouorn avdueoa oe epydteg (rmaikteg tou préi{umold) kar a@evuika (o1
1610k TiTEG TG 0pddac), tormoBetnuévn avto diepOappévo Tikdyo, Bpioketal 0To enfkevipo Kal T apéowe endpuevnc
tawviag tou, Eight Men Out, wa armopuBoromuiky patid oto préilumol, to 1epé naixvidr twv HITA, ka1 éva yepd
XaotoUKi otny nepignun apepikavikni abwétnra. Onwe moAv owotd £xer ypagtei®, auth eival wia e€aioia aAAnyopia yia
TNV MTEOOT) Tou apepikavol npwa otny apopaliotikn dexaetia tou ‘80, eved otn Béon twv naiktdv twv White Sox mou
novAnoav ta maxvidia kGAAiota Ba prropovoe kaveiq va tomoBetfioer tov tnle-evayyeMotr Jim Bakker, tov
ouvraypatdpyn Oliver North ka1 tov yepouoiaotr Gary Hart.

Zxebov pa dexaevia apy6tepa, oto Men with Guns, o Sayles emyeipnoe £€va taid £€€w ané ta apepikaviké ovvopa, pia
nepirAdvnon otny kapdid tng oUyxpovng moAitikfg 10topiag tng Aativikric Auepikfg aAAd pe oikoupevikée Siaotdoeic.
IMTapad6&we, mpéxertar yia tnyv mopeia evég «tuplou» ané tnyv dyvoia otnyv aAnbeia, yia pia tavia yipw ané tn
oUykpouon avipeoa oto pibo kar tnv mpaypatikétnta, Ty emionun lotopia* kai tny aAnBiviy, Sounuévn 6pwe pe tn
Hop@n evig pibou, wiag mapaPoAnc. Zexivd, GAAwote, wg n apriynon piag nAikiouévng véidvag ot veapn tng képn. O
nAikiopévog yiatpég Fuentes, arnoppopnuévog amé to £pyo tou, £xe1 armokormei and tny npaypatikdtnta ka1 apkeital
otnv KaBnouxaoTiKR £1KGVA ITOU TOU IIPOTPEPET TO 0TPATIOTIKG KaBeatde. To ta&idt tou ota BEOn tng {otykag, pali
He wia etepdkAnTn opdda anékAnpwv mou Ba yivouv ouvodoinépor tou, eival o pévog tpérog va avadnerioer tny tixn
TV et veap@dv yiatpdv mou karote ekmnaidevoe ka1 éoteile va fondrigouy tig e§abBhwpéveq tomkég kovotnteg twv
IveiGvwv kai, tautdxpova, n ouvavenorj tou pe tn okAnpn aAffeia tng xdpag tou. Onwg Aéyetar kaGmoia otiypr, «Edod
épxovral o1 ripeg yia va neBévouv». O Sayles denoe adieukpiviotn tn Xdpa, 6X1 u6vo yiati o1 diktatopieg, 01 epguMion
K1 1o avtdptiko eival pia yvapiun katdotaon oe peydlo pépog tng Aativikng Apepikrg, aAAd yiati tnyv idia mepiodo o
néAepog otny npény MouykooAaBia Bpioxkétav oto amokoplipaud tou. e peydlo Babus, pdhiota, epnvedotnke
ene10661a tne taviag Baciopévog oe S inyroeig pidwv tou and tov yiouykooAaBiké epguiio®.

To @éavraopa tng lotopiag

O otoxaopég tou Sayles ndvw otn Suvapikr tng lotopiag dev Ba purmopovoe va uny enexteiverar otny npdoAnyn tng
g evég ouxva anelAnuikou kar anpéokAntou emokéren and va mahd. H16éa tou mapeAdévrog mou eppavidetm wg
«pGvraopa» efval, GAAwote, éva potifo mou propei va Bper kaveig oe apketég tawvieg tou Sayles, akéun kai oto The
Secret of Roan Inish (01 keAtikoi BpUAo1 tou vnoov) fj oto Limbo (to nuepoAéyio tou kopito1ol mou £{noe Kanote oto
anopovwuévo vnoi tng AAGoka). Na, 6pwe, rmou ) yvwoth apepikavikn prion mou mapaAAnAier ta avopoAdynra puotika
«pe okeAetoug ot viouldnar, amoktd tnv KuploAektikn tng Sidotaon oe Uo oupmAnpwuatikée, oxedov, tavieg. To
Lone Star xa1 vo Sunshine State (HA16Aovotn moAiteia), yupiopéveg otig moliteieg tou Té€ag kar tng ®PAdpivia,
avriotoixa, propei pe pia mpdn patid va po1Glouv pakpivég kar aoivoetes, ouvoyilouv GUmGE JE TOV ITIo EVIUNI®OIaKG
pémo v npofAnuatiki tou yia tov anényo tou napeAdévrog oto ofjpepa. H mpdtn tawvia avoiyer pe tnv avaokagn
evog avBpdmvou okeletour pia anpéopevn avakdAuyn rou rupodotel pia cAuoibwtr avtidpaon kar Ba péper évav
oepipn aviipé twno pe to Gyvwoto 600 km apgionpo mapeAdév tou matépa tou ka tautdxpova pia pidikn avabedpnon
g tomkig 1otopiag yia pa oAéxkAnpn nmoduguletikn kovétnta. To Téag, n katefoxrv ouvopiakn kai
noAunoAimopikr} moAiteia, dev pnopei mapd va anotedei tnv 16avikn} peragopd yia kGbe eidoug olvopa: avaueoa oe
yeviég, kowvotnteg, yAwooeg kar kouAtoupeg, avapeoa otig Siagopetikéq ekdoxéq twv yeyovotwy, avapeoa oto
napeAdév kan vo napdy, o pibo kar tnv aAfiBeia, oto npoowmké kai to ouloyikd, otn AOn Kai T pvijun.
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H Patia nohuikn Béon tou Sayles, wotboo, kpuotaAd@vetal pe tov mo epPAnpatiké kar nepiektikd tpono otov
xeipropd twy flashback oto Lone Star. Méoa oto 6o peydAng Sidpkeiag nAdvo, xwpic va undpyer cut, to napdv
avaperyvietar avenafodnua pe to napeA@6v: bev undpyxer kapid opath ypaupr fj otvopo avaueod toue, Mia texvikf nou
ogpeiloupe va noupe 61 ouvavedue f6n ané to ovepd tou Ayyeérnovdou oto Olaco ko pdhiota pe ey ibia ibeoloyixr
Xpo1d, pe tny iha ovdon anévave oto appayég notvdu tng lotopiag. Autéd nou tapa efvan napéy oe Aiyo Ba anotedei to
napeAdov, n por eivar abiGoraotn ka1 pn avaotpéyiun.

Yro givade tng bevtepng taviag, wia avaloyn avaokagri oe pia riepioxr, 6rou etorpdovia va aveyepbotv noluteleic
Katoikieg, @épver oto Aapnpoé gpwg éva nahié whidviko vekpotageio, ppevapoviag ta @id6doa okiotikd oxédia. H
nohiteia mou gdo&evei tny Disneyland, toug apepikavoug ouvtaiolxoug kar tny emtour] tou avépelou auepIkavikos
oveipou, kpuBer ota BaOnN tng ta fixvn ané éva Biaia e§opropévo otn AfOn naperdév. H lotopia 1 kaAitepa n Gyvoid
e~ exdikeitar pe voug mo anp6PAertoug tpémoug wa xdpa mou dev éxer akbun anogaocioer nog va hayepiotei to
eAdyioto mapeABov tng. «Aev unopeig va {eig oto mapeAd6v» Aéer oto Sunshine State, o npodnv 0Uduyog tng Marly,
viupévog pe t 0toAn twv Notiov and tov Apepikaviké Epguidio, wg pépog piag toupiotikig atpaéiéy.
Avuiotpégovrag tn gpdon «Zexdote to AAapo» mou kAefver to Lone Star, yia tov Sayles n lotopia kar n pvijun éev
propoty va Bagroly kGt and to pretdy Kal tg eMywHat®oeig anotelovy éva avBektikd otpdpa ko éva avekitnlo
ulhikd. Kau oav toug opdkevipoug KUkAoug 0toug koppolg tav aimvopiov dévipwv. Aev unopoiv va ofnotoly ka
eipaote katadikaopévor iy tuxepoi, av mpotipdre, va toug kouPaldpe oto Hinvekée: eipaote avanédpaota nayidbeupévor
oG aKtiveg toug kal Gueoa SHapoppwuévor anéd autolg eipacte oe peydlo fabué éva npoiév toug.

1.0 Stuart Laing éxer ypdwper éva kefpevo pe tov ib1o titho yia to épyo tou Ken Loach.
Ag notpe 6u dev eivar pia tuxaio ouptwon yia 0o oknvobéteg nou poipdlovial apketd Kova.

2. Carson, Diane and Kenaga , Heidi, emp. Sayles Talk: New Perspectives on Independent Filmmaker John Sayles, Wayne State University Press, Nurpére.

3. Kempley, Rita, xpruki vou Eight Men Out atnv Washington Post 23/9/1988."0Aa ta ovépata mou avagépovtal avapeixtnkay
oe peydla noAinikd kar o1kovopika oxdvbada tn dexaetia tou '80.

4.0 Emanuel Levy otny kpiokn tou oto Variety ouykpiver edotoxa tny tavia pe vo La historia oficial ( Enfonun otopia) tou Luis Puenzo,
6mou éva (euyap aotov ayvoel Tig aypidTneg tng xoUvrag otny Apyevevi.

5. Carson, Diane, emp. John Sayles Interviews, University Press of Mississippi, T{dxoov 1999.

John Sayles: History and Stories'

By Lefteris Adamidis

At odds with these postmodern times we live in and going against any apocalyptic notion of the end of History, at the
antipodes of the deconstruction of reality itself and its substitution with its simulacrum, John Sayles is a rare breed of
director within contemporary American cinema. For almost three decades, his tangible, material and, in the final analy-
sis, popular as well as multidimensional body of work continues to be founded on a steady dialectical interplay between
the private world and a complex political, social and historical environment. His familiar and recognizable heroes may
not always be the authors of History themselves, but they do often see its traces on their lives, they live inside it and are
affected by its reverberations. As early as his directorial debut, Return of the Secaucus 7, the titular group of friends
clearly springs from the student uprisings and the anti-war movement of the 60s; they are seven travelers of the 60s
[ref?] who persist in their quest as they repeat the leftist slogan “we want a formula” from Herbert J. Biberman’s leg-
endary Salt of the Earth(1954). Whether making a period piece (Matewan, Eight Men Out) or a contemporary narrative
(Lone Star, Men with Guns), the historical and political dimensions of Sayles’s work are ever-present. Even in the case
of Brother from Another Planet, Harlem and its black community, as seen by the alien Brother, live within the rever-
berations of “brother” Malcolm X's radical rhetoric.

Of course Sayles is not a historian, nor has his ambition ever been to deliver didactic lessons in American history. Even
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though he is a director who builds his screenplays with tremendous attention to detail and historical accuracy and
whose entire oeuvre takes place within clear social and cultural confines, and even though his films’ environment is not
a simple backdrop to his stories which aims simply to add a picturesque touch of local color, his purpose is not to be
didactic. In a filmography that numbers 16 films, one finds 11 different American states serving as locations (from Col-
orado to Alaska) as well as two countries outside the USA, thus showing a director who makes great use of the expres-
sive possibilities of geography, landscape, diverse culture, social dynamics and historical context. It is a telling example
that in Men With Guns the country where the filmtakes place is not named, but all the film’s dialogue is in Spanish, and
in four different Central and South American dialects (Kuna, Maya, Nahuat! and Tchochil).

A collective narrative

Unlike directors like Theo Angelopoulos, within whose oeuvre people are but details within the grand historical canvas,
in Sayles’s films personal stories are placed in the foreground, and become the prism through which historical events
are refracted. Furthermore, within his deeply physical cinema, characters are not mere symbols or embodiments of
ideas but three-dimensional people made of flesh and blood. What interests him is not the macroscopic view of events,
but their microscopic dimension, the impact they have on individual human beings.

At the opposite end of classical American storytelling, which casts the solitary hero as narrator, protagonist and his-
torical subject, in most of Sayles’s films there are no heroes, at least not in the conventional sense. Instead we find the
films dominated by a collective narrative mosaic, in which the stories told are the sum total of the combined experiences
of communities, teams, groups of friends. It is an attitude, which is based on purely ideological and not formalistic foun-
dations, unlike, say, Robert Altman, the master supreme of the fragmented narrative. This fragmentation reaches its
culmination in City of Hope, where a cast of over 50 characters creates a singular tapestry of American urban society.
The film presents a probing study not only of political corruption and abuse of power, but also of the complex inter-
racial relationships between the various minorities and social groups that constitute America. It is a prophetic film that
anticipated the racial turmoil that would break out in L.A. in 1992, and also a penetrating look at the new world order,
where the “borders” between the racial and religious groups that once co-existed, are being re-invented.

Sayles has often stated that his work echoes and suggests the need to build a humane society in order to deal with adver-
sity. A stance which is prevalent in almost all his films, whether in the case of the various communities in Matewan that
have to join forces to face the common enemy, or of the eight baseball players who are accused of rigging the games in
Eight Men Out, or of the famous TV star in Passion Fishwho has to return to her Louisiana home town and be re-admit-
ted into the local community in order to cope with her paralysis. In Silver City, which was shot in Colorado, a classic set-
ting of the Far West, Sayles does not hesitate to ironically undermine the mythical American value of individualism,
casting Kris Kristofferson, the emblematic neo-Western protagonist, against type in the role of an amoral businessman
who believes that private enterprise alone can lead the country forward.

Radical as this choice may seem, it does not signify that Sayles discards classical modes of storytelling, or refutes the
magic of telling a tale, even if his narrative mode is slightly mutated, as for instance in the open ending of Limbo. Sayles
is a master of narration, and it is important to recall that he is also an accomplished screenwriter and author. Nor is it
an accident that in The Secret of Roan Inish he chooses to tell a genuine folk tale. If you like, we may recall the words of
one of his characters in Men with Guns: “Do not believe rumours, people love drama.” His films are not characterized
by dissociation, but by an immediate emotional involvement with his characters, to such an extent that he has even been
accused of sentimentality. In his defense, Sayles suggests that he is “simply amouthpiece for the voices of ordinary peo-
ple.”

It is worth noting the analogies of Sayles’s work to that of Ken Loach, with whom one could draw parallels in terms of
attitudes to production, subject-matter and ideological background. Loach’s films have consistently dealt with the
working classes and he is a committed narrator of the everyday stories of ordinary people. Besides, Loach, just like
Sayles, in his purely historical pieces (e.g., Land and Freedom) also filters all historical events through the eyes of his
protagonists.

Three historical films
If in the entirety of Sayles’s work history incessantly fuels his stories, in at least three of his films it is literally placed
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at the epicenter. Matewan, a project that was already on
the director’s mind in the late 70s, also constitutes per-
haps his most direct political indictment. The first period
piece in his oeuvre, it is an effort to recreate some of the
“unknown” pages of American history by creating an
impressive mural and by borrowing the narrative codes of
the quintessential American genre, the western. These ref-
erences, of course, are only used in order to be subverted
through Sayles’s radical standpoint. Matewan sheds light
onto the great coal mining strike that took place in West
Virginia in the 20s, which escalated into armed conflict
between the strikers and the mining company’s private
army.
Sayles reconstructs the complex mosaic of the workers’
movement and of the processes through which the diverse
communities, races (black workers from the South, Italian
and Yugoslavian immigrants, the indigenous population
from the Appalachian mountains), classes and political
parties, like the communist party, created the great Amer-
ican melting pot, and portrays the armed conflict from a
Marxist standpoint that brings to mind Michael Cimino’s
equally incendiary Heaven’s Gate (1980). In one scene, one
of the company stooges asks an armed local if his weapon
is from the Spanish civil war, and gets the answer “No,
from the American civil war”. The civil war, therefore, con-
tinues as a class and race war at the heart of the country.
Not only does he shed light on an unknown and certainly
uncomfortable historical fact of his country’s history,
Sayles also - in an ideal example of dialectical exposition —
e Star, 1996 draws a parallel between the not so distant era when the
trade unions were taking their first steps and the heyday
of the Reagan era, with its all-out attacks on the unions and the emergence of the new Christian right of the television
evangelists, Tellingly, it is Sayles himself who plays the part of the local preacher who rages about the “red” danger.
Set at approximately the same time, dealing with a similar class struggle between the workers (the baseball players) and
the bosses (the team owners), and taking place in the corrupt city of Chicago, Sayles’s next film, Eight Men Out, casts
a probing glance at baseball, and demystifies the 'holy' American sport, delivering a heavy blow to the proverbial 'Amer-
ican innocence’. As has very aptly been noted’, the film constitutes a brilliant allegory of the decline of the American
hero in the amoral context of the 80s, and in the role of the White Sox players who rigged the games one could very well
cast the tele-evangelist Jim Bakker, Colonel Oliver North, or Senator Gary Hart.
A near-decade later, in Men with Guns, Sayles makes a journey outside North America, ventures into the heart of the
current political history of Latin America and tells a tale of universal resonance. Paradoxically, for a story that is a jour-
ney from ignorance to the truth and is concerned with the clash between myth and reality, the official version of His-
tory* and the truth, the film is structured as myth, as parable. Accordingly, the film opens with an elderly Indian woman
telling a story to her young daughter. The film’s protagonist, the elderly doctor Fuentes, is a man wholly devoted to his
work, who has lost touch with his country’s realities and is placated by the soothing public image presented by the mil-
itary government. His journey into the depths of the jungle, along with the disparate company of outcasts who become
his co-travelers, is his only way to track down the seven doctors he trained in order to offer help to the indigenous Indi-
an communities, and, at the same time, functions as his wake-up call, making him aware of the cruel realities of his coun-
try. As one of the characters remarks at one point, “this is where rumors come to die.” Sayles does not identify the coun-
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try, not only because dictatorships and civil wars are common in a large part of Latin America, but also because during
the period when the film was being made the Yugoslavian war was raging. Indeed, numerous of the film’s episodes were
directly inspired by some of his friends’ accounts of the Yugoslavian civil war®.

The Phantom of History

Sayles’s meditation on the dynamics of History could not avoid viewing it as an often threatening and uninvited visitor
from the past. The idea of the past represented in the guise of a “ghost” is actually a prominent motif in many of
Sayles’s films, even in The Secret of Roan Inish (the Celtic legends about the island) and Limbo (the diary of the girl who
once lived on a deserted island in Alaska). And elsewhere, the familiar American expression that likens unrevealed
secrets to “skeletons in the closet” takes on its literal representation in two almost complementary films. Lone Star and
Sunshine State, filmed in the states of Texas and Florida respectively, two films that at first glance may appear dis-
connected and very different, most clearly encompass Sayles’s interest in the way echoes from the past influence and
shape the present. The first film opens with the excavation of a human skeleton, an unexpected discovery that will bring
a sheriff up against the dark and ambiguous past of his father, and also force him to make a radical reappraisal of the
entire multiracial local community’s history. In Lone Star, Texas, the archetypal borderline and multicultural state, is
the perfect metaphor for all sorts of other borders: between generations, communities, languages and cultures,
between different versions of facts, between the past and the present, myth and truth, oblivion and memory.

Sayles’s profoundly political stance, however, is crystallized in his emblematic and succinct use of the flash-black in
Lone Star. Within one long take, uninterrupted by a cut, the present is imperceptibly mixed with the past, without there
being any visible line or defining border between the two. It is a technique that one can trace back to Angelopoulos’ The
Traveling Players and is employed for similar ideological purposes, proposing a similar understanding of the incessant
flow of History — what is now the present will soon be the past, a process that is endless and irreversible.

At the end of the second film, another similar excavation takes place in a region where some luxury apartments are to
be constructed, and an old Indian burial ground is brought into the light of day, thus bringing the ambitious plans to a
halt. Florida, the state which is also the home of Disneyland, the refuge of American pensioners and expresses the epit-
ome of the carefree American dream, hides in its depths the traces of a violently submerged past. History - or, more
appropriately, its ignorance — exacts its revenge in the most unexpected ways on a country that remains undecided as
to how to deal with its brief past. “You can’t live in the past,” remarks a character in Sunshine State, while wearing the
uniform of a Southerner from the American Civil War, as part of a tourist attraction.

Inverting the phrase “Forget the Alamo” with which Lone Star ends, for Sayles, history and memory cannot be buried
under cement and earth; they are a resilient bedrock made of strong material, something like the rings of centuries-old
trees. They cannot be erased, and we are condemned, or blessed, if you prefer, to carry them with us infinitely, as we
are irretrievably caught up in their rings and formed by them — as we are, to a great extent, their product.

Translated into English by Hector Apostolopoulos

1. Stuart Laing has written an article on Ken Loach with the same title. Let’s say that this is not a coincidence
for two filmmakers with so much in common.

2. Carson, Diane and Kenaga , Heidi, eds. Sayles Talk: New Perspectives on Independent Filmmaker John Sayles, Wayne State University Press, Detroit.
3. Kempley, Rita, review of Eight Men Out, Washington Post, 23/9/1988. All of these names were involved in big scandals during the 80s.

4.In his Variety review, Emanuel Levy makes an acute comparison between Men with Guns and Luis Puenzo’s film La historia oficial
(The OfYicial Story, 1985), in which an Argentinean middle class couple is unaware of the junta’s atrocities.

6. John Sayles Interviews, ed. Diane Carson, University Press of Mississippi, Jackson.
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O1 yuvaikeieg mapouaiec oo oveud
tou John Sayles: ta o616 tev avOp by

g lwavvag ITamayewpyiou

Ta naid1d. Ovdérepo. TMati 0 npwtepydrng kai povadikég Betepdvog Aeitoupyde tou auepikavikou, avedptnrou
Kivnuaroypd@ou dev €xel udtia yia to xpwua tou Sépuatog, tnv Kataywyn 1j o puAo T@v Xapaktripwy mou avanvéouy
0to oUpITav Tou, rrapd uévo yia tnv ovoia. Tnv wuxi. Tnv avBpwmid toug.

Zoupe oe mapaEeveg emoxéc. Néo-ouvinpnuikée. An6 exeiveg mou dev euvooly tn Sla@opeTIkGTNTA KA1 Katarnviyouv
aB6puBa aAdd ouotnuatika tnv avoxn mpog auth. Liyoupa, to tomio tng kabnuepivétntde pag dev efvar téao
S1IKTaTopIKG «uUaIodoyiké» 600 urmpée 16 1} 20 xp6via mipiv. Aev efval 6uwe oUte guaoikd ykpilo, 600 Oa umopovoe 1j Oa
6geide va eival oty auyn tou 2lou aidva, petd and téoeg XINGdeq xp6évia mohtiopou. H Snuioupyia oikoyévelac, oto
napaboo1ak6 tng HovréAo —ekeivo mou amaving emtpéner otn yuvaika va avalntioel tny eKmARpmoT tne akpid and
1 mapaA\nAa pe tig atparoug tng pntpétnrac— npoPfdAder kar mGA we povadikn, kové amodextr 10dkn. Tautéypova,
tauniéAoina 0o okéAn tou agopioTtikoy tpimtuyou ouvlrjuatoc-otdon {wric «[Tatpic, Opnokeia, Okoyéveiar yvwpiler
ka1 peydleg 66&eq péoa ato kAipa tpopolayveiag kar EevopoPiag mou Bidver ek véou n avBpwndtnta, oripdyvovag
oo nepiBdpio omoladrinote oupnepipopd Eepelyer £otw kar AMyo ané to péco 6po. ITayideupévog oe autd ta mhaioa,
0 pepIviondg yivetar avoiAnmég mo mape&nynpévog ané moté. Avixveuovrag ixvn tou 0to XGptn tng pop —rpooPdoiung
0710 eupl KOIV6- KouAtoUpag, Siamotdvelq pe anoyofteuon nwg ouvhfwe tautiletar aQevoe Pe QeTIXIoTIKES
aoknoeig ndovoPAeyiag tou —£0tw atedolic— ONAukol Kopu10U Ka1 aPeTépou eKOIKNTIKAG paviag evavria 0to
yedolorompévo, urotiunuévo otig Siaotdoelg pag kopmAe§ikfg kapikatoipag, avpiké @ulo, 6riwg oupfaiver oto
teleutaio, moAuoudntnuévo, én cult mévnua tou Quentin Tarantino, Death Proof.

Nay, {oUpe oe mapa€eveg enmoxée, Twv drkpwv. Ané exeiveg mou pag Bupiouv méoo Siaxpovikd enikaipo, avem@ulakta
Ka1 aporAIoTIKG oupaviotiko efval to €pyo tou John Sayles, xpiovrtag tny emave&étaon tou 61 pévo anapaitner aAAG
Ka1 AUTPWTIKH.

Women with guts

O avBpwnokevipik6g muprivag Kai ouvapa Kivithipiog SUVApI TtV Tavidy Ttou, 01 TOAITIKOKOIV@VIKES avnouyieg tou,
n kavotntd tou va die1odier GpoPa otnv GBucco tou Yuxiopol npdwy Kal npwidwyv tou, kabBmg kai n Gveu ixvog
npokataAfpemVv avaykn Tou va Toug Katavoroel, Xwpig va toug kpivel 1) taipidéer oe avakou@iotikd kAiog, éyivav and
oAU vapig aviiAnmtd oto oivepd tou Sayles. Ané tig mpdteg taivieg mou éypaye ftav to Lianna, ota téAn tng
bekaeriag vou '70. Exeivn mou tedikd npaypatonoinoe to 1983, tpia xpévia petd to oknvobetiké tou viepunouto -pia
0ap@Og Mo pealMoTIKT Mpooéyyion twv 60wv oupPaivouy Katd tn SiGpkeia tng add MeydAng avarpiyilag enavévwong
wa napéag mahidv @IAGV - to Return of the Secaucus 7. éHuav oxeb6v adivato va Bpotpe xpnuatodéteg yia to Lian-
nav, Bupdran o B10g. «Kupiodektikd, kaveig Sev i0ele aoxoAnBei pe pia tavia tne onofag npwtaywviotpia givar pia
OHOPUAGPIAN yuvaikas.'

Kaveig, extdg a6 autév. Tiati o id1og Sev eviiagepdtav 1600 yia tig «<okavbadddeie» epwtikée npotiprjoeig tng Lian-
na, 600 yia tnyv yevvaia ané@aon tng va aAAd&er Spapatikd tnv taktonommuévn, peonhikn {wn tng, dote va
avupetwiioer tny aAfbeia tou eautot tne. H Lianna Oa uropovoe va eivan évag onooodrinote GvBpwrog, avefaptitwg
@UAou, nou aoBavépevog tny (evotiktdn 1 eniktnen;) unoxpéwor va evraxBei em&okipaotiké oe £va KOWVOVIKG
ouvolo, adlagopei yia toug enavaotatikd eikpiveic, eowtepikole tou YiBipoug kal (autd)katamédetal oe pa
npaypaukénra, Sedvewg eutuxiopévn kat’ emigaon aAAd anpende yepdtn uotika kar pépata katd fabog. Tuvenag,
évag GvBpwnog, 0 onoiog petd ané xpdvia Gpvnong ka1 CUCOWPEUREVNC, AVEKPPAOTIG OPYIG, EPXETAI AVIIHETWITOG UE
anpéPAenta neprotatikd 1 ouvaveioeig, avaykGetal va wpipdoel, va ouveibnronoiioe: kai (av €xel 1o koupdyio) va
avaAdper v euBivn tou eivan tou, epx6pevog polpaia oe ouykpouon e to mepiBdllov mou eixe éwe topa emAéer wg
«OTit» Tou.
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H anégaon tou Sayles va npotipfioer évav avBpwno yévoug OnAukoi yia va apnynei tn ouykexpipévn otopia
apyoropnuévng evnAikioong, anAd tov SieukoAiver va kaver mo Gueca avayvooiun tny unokpiofa tou kéopou nou
epeuva: otoug kOAoug tne biavooupevng, akabnuaikfig kowéntag be cokdper otte n ouvibela twv yuvaikov va
apeloty 1ig onoudég 1 ta dveipd toug wote va unootnpifouy tnv kapiépa twv kabnynuedv ouliywy toue,
bayxtuloypapmviag tig hatpiPég toug fi peyaddvovag ta naibié toug, ovte n ouvhibeia twv avbpdv va anatoiv
OUOTNHATIKG TIG OUVEPOPOUG Toug pe Tig padrtpiég toug, Ox. Exefvo mou ookdper efvar nj amotia tng oudiyou pe wa
A\ yuvaika. Autr nou pnopef va tn xpioer akatdAAnAn untépa, va tng otepfioer tnv kndepovia twv naibidv tne km
va v anopovooel. Auth nou t6oo o oU{uyog 600 kai (otnv apxr touddxiotov) o1 yvwotof kar @idor tng Lianna
avudapBavovia we exdiknon yia tig oefovalikéq ataoBalieg tou oudiyou kar 6x1 we Bapparéa npdén autoyvwoiac,
Autr), tédog, mou arnokaAurrter tny akouoia (kar 61 mo Gé1kn) vhon twv ~kakopadnuévev, duotuxhe, anéd g emiong
KATAMEOPEVES OUVIPOPOUG 1) UNTEPEG TOUG— avOp@V va emxelpoly va kataAdBouv tn oupneppopa twv yuvaikev
povo oe Gueon ouvageia pe toug idoug: wg aveibpaon otn ik toug dpdon. Tumkd, nodAa éxouv aAGéer ané v
enoxr vou Lianna. Ak6pa kai n) Siebviiq mohiteia, 6nwg exppaletar péoa and toug vopoug nou Beorrider, éxer yiver mo
euEhikn ka1 avektikn oe 6,11 agopd tny opogulo@idia. OuoiaotikdG, 6pwe, n andotaon nmou xwpiler tig olyypovee,
mainstream ek@avoeig twv AuTIKOV Kovovidv ané tn dedtepn oknvobetikn anérieipa tou Sayles eivar eAdyiotn. Av
Kan oo H1k6 Tou ovepd o1 yuvaikeg dev £tuxav moté 16iaftepng petaxeipiong.

Yvo Baby It's You, tnv npdtn ka1 teAevtaia xpnpatobotoupevn ané otouvuio douleid tou, nétuxe éva eknAnkiko
@IAIKG6 napGdofo: wa petd-eenPikn, popavuikn kopevei ByaApévn ané tn {wh! Zetudiyoviag to kouPdpr tng oxéong
perau tng Jill, mag empeloie pabrtpiag mou ovelpevetal va yiver n0onoiée, kai tou yonteutika puotnpiedous,
veogeppévou tapa&ia Sheikh, mou ovepevetar tny kapiépa tou Frank Sinatra, o Oeatiic ouvavid ka1 kadeitar va
EepnAéger, padi pe toug eni tng 006vng Npweg, o1keioug —oTIG MPOoWITIKEG Tou eprnelpiec— aAAG avatpentikoig —Bdon
NG KIVIHAaToypa@ikg tou nadeiag— kGpmoug. Apgdtepor o1 véor anévavtei tou €pxovear avipétwnol pe oduvnpd
bidfppate, kabog pevaPaivouy ané tny epnpPeia otnv evnlikioon. Avtibeta, 6pwe, pe 6,11 oupPaiver ouvibeg oto
OuyKeKPIPEVO Kivpatoypa@iké eidog-axapwtd, dev eivar to kopitor mou emBupei Srakadg tn Siatrpnon kar tnv
emonuonoinomn tng oxéong wg povadiké Aéyo Uniap&ng ka1 kataguyio ané tn okAnpr, yepdtn anpéBAenteg avanodiée
npaypatik6tnra, aAAd to ayépr. Evd exeivn malever yia tnyv ave§aptnoia tng, kuvnydvrag tig katdAAnleg omoudée
1POG NMPaypRdTmon twv 0ToxXwV tng, ekeivog autanatdrar: tpayoudd playback oe SeutepokAaodra kKAGun tne PAépivea,
eAniCovrag 6m évor Ba yiver mAotoiog, Sidonpog ka1 akatapdynrog. Kai o1 8o anoyontetovral, Soxipdlouv va
aAnlootnpixBouv aAAéG telikd Eeomouv o €vag otov GAov. Ekeivog yiati aioBdvetar npodouévog, exeivn yati
ratolaBaiver nwg dev Bpiokoviar ma oto Aukero. Kar pakpid ané auté, n {wn dev npooéper téén kar taxtd
Hiodeippara avayuyrg. O Sayles toug a@river aykahd, ouppihiwuévoug (;) oe évav anoxaipetiotipio (;) xopé,
anelevBepwpévoug and apetdkAnta oupnepdopata kar teteAeopéveg agetnpiee. Me to uéAdov toug avoixtéd ko
anpoobidpioro. Marti, 6nwg unootnpice, oe autr tn {wn, «bev undpxouv teMikég vikeg fj tehikég firtee» 2 Meyovég nou
yvwpilouv Aiyo-moAu 6Aeg 01 Hidonapteg 0to £pyo Tou yuvaikec...

Avinavipeg pntépeg, oav tn {wvroxripa Randy Sue (mou voikialer Swpduia tou omrtiol tng oe Gnopoug, otoug
onoioug eEopoloyeitar pe AavBdvovra autooapkaopé tnv 10topia tou Gdoou épwta ) tou Brother from Anoth-
er Planet (An6 dAAo mAavijrn) fy v xfipa Elma (mou S1euBiver navboyeio oe pia kwpémoAn tng Avtikig Biptdivia tou
1920 ka1 unopéver 0TWIKA TIG avTIpayieg TV VEOPEPHEV@Y EVOIK@Y TNG, 01 onoiol eite unootnpilouy, eite
boxpalouv va natagouv tny anepyia twv avBpakwpuxwv) tou Matewan (Matwuévn Apepixn). Augdtepee, ue
npwropxikod pEAnEa toug tny empPinon, dote va eivar oe O¢on va povtilouy ta naidid toug, IMBavév yepovioxdpeg
1) HHOUXTIOHEVEG aNTd TIG 0IKOYEVEIGKES TOUG UNoXpe®@oelg dnudteg, oav tig Connie kar Joann tou City Of Hope
(I16An tng eAnribog) nou exbnAdvouy tny nikpa i tv e§oubévwon toug, pe wa Siapkr ykpivia yia ta 6oa oupfaivouv
ot yerovid toug 1 to eibog tng exnaibevong mou Aappdvouy ta naidid toug, Kuprodektikd fj pn povaxikd nddopata,
oav un oeppivopa Angela (City Of Hope), tn baok@la Pilar kan tnv dreyken pntépa tng idoktitpia eotiatopiou Mer-
cedes (Lone Star [Movayixé aotépi)), tnv Eevodoxo k6pn Marly, tn Braoépxn papa Delia, tnv anotuxnuévn nbonoié
Desiree ka1 tnv avotnpri yiayid Eunice (Sunshine State [HAi6Aouotn IToAiteia)), kar tnyv Snpocroypdgo Nora (Silver
City [¥neiote ITiAdykep... baykwrd)). KaBepia toug agooidvetar oty Souleid tng, pe aioBnpa eubivng i ayanng,
evo boxipaler va oupghioBei pe to tpaupatiké napeABov kar va ayvaviéwer pe moiodofia to aféfaio pélov, xwpic
vo xGoel ta hiyootd, evanopeivavea wiypata niotng te otov épwra, va anapvndei opiotikd ta éveipd tng i va
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eykatalefyper tnv mpoondBera odokAnpwtikfg Gpeong tng otig peuyaléeg otiypéc eutuyiac. Oleg toue eivar
ateleig, oUte kKalég, oUTe KakéG, oUTe 6HOpPeg, 0UTE GoXNUES, 0TOIXEIWMEVEG antG pvijpec, AGOn ka1 madn,
anapdAAayta otny ouoia toug W’ ekeiva twv avépdv mou tig mepiBdAlouv. AveEitnAa mAnywuévec and tny epneipiki
yvoon nag n {wn dev kuAde1 moté pe tov tpémo mou tn oxedidlerq. Enuadepévec ané tic avBpdmvee aduvapiec toug
Ka1 6X1 T1G «1616TNTEG» TOU PUAOU TOUG,

Casa de la gente

«Gente» mmou ota 10mavikG onuaiver GvBpwror... Lto Passion Fish (Wdpi tou ndfouc), o Sayles pépver aviipétmnee dio
yuvaikeg o1 onofeg éxouv xdoer ta névra and 6oa tig npoodidépidav kar ouvéBetay tny Npaypatik6TnTa toug: pia
61Gonun nboro16 oanouvénepag, tn May-Alice, tnyv oroia éva atixnua kabBRAwoe avérmpn ané tn péon ka1 Katw, pe
Hia mp®dnv vapkopavy voookoua, tn Chantelle, n omoia eAnier va Eavakepdioer tn kndepovia tne képng tne. Ltnv
opyiopévn eniBeon tng mpdng evavtiov tng {wrg, n devtepn avuinapafder to nefopa tng va {ioer Ty Soulikn
eykatdAenyn tng pev otn andn empPioon, n 6e avudpd pe wa ayépwyn afonpéneia. H ave&aptnoia tne tedevtaiag
npokalei tny noikidotpénag e§aptnuévn May-Alice va avalntioe kivijtpa yia va ouveyioer va unidpxer. AnpéBupa
otnv apxn, emyeipei va avakaAuyper e€ apxrig tov K6opo yipe tng and tnyv Kavoupia, mo KOVEIVE) 0Tn Y1), OITTIKI thg
ywvia Ka1 pe véa tng Hatia tn gmToypagIKL Hnxavij mou Genoe mow KAmoiog and toug nponyoUHevous Katoikoug tou
ommuiol.'Etol, ané mapatnpolUpevn «okUAa pe p6degy» yivetar mapatnpnuig kai otadiakd wpipdler. Mukaiver. Tati
ouveibnronoiei nwg, 6mwg n id1a eivar eykAwpPiopévn oe éva katd to fuicu meBapévo kopui, £tor kar ) Chantelle aAAG
ka1 0 epnPikog tng épwtag Rennie eival mepiopiopévor oe éva mapaliyo Bavatngépo mapeAOov ki évav vekpd yauo
avtioteixa. Ta Bripata mou toug 0drjynoav exei, 6mwg ka1 ta H1kd tng rmpog tnyv avarmpia, dev frav ndvea ouveidnud
unevBuva. Zuxvd frav anmAd onmaopwdIkég avuidpdoeig ota 6oa épepe 0to SpGHO Toug N aKatdnauotrn porn tng wpae,
™G NUéEPag, Tou Xpovou.

H May-Alice mave1 mAéov va moBdavetar Gruxn, adiknuévn ka1 Gxpnotn. Aogaciler va Snddoer mapoloa otn (o). Av un
v GM\o, yia va oupnapaotaBei otov aydva emavdktnong tou autooeBaocpou tng Chantelle kai va npoogéper atov Ren-
nie T mepiotaciakég anodpdoeic,... mMAatwviking amaotiag, tig onoieg fouPd armoldntd. IMotr tehikd oto nvelpa tou
Snuioupyou tng, John Sayles, o onoiog SnAdver 6x1 a101660&0¢ 0UTe GUWG Ka1 KUVIKGG,. <«Otav eiom Kuvikég moteleig
6u ta ripdypata eivan t6oo xaAid, dote dev undpyer Adyog va nmpooriabei ka1 puropeic va gpépecal 6rwe 0ou Kanvioe.
AvtiBeta, 6rav eioa anac1660o¢, maleveiq va mpa&eig to kaAutepo duvatd akbua ki 6tav dev eAnideig otn Betikn
éxBaon twv kavaotdoewv» .

Kataotdoewv pnepdepévov, apgideyépevav kar ke GAo mapd EexdBapwv. Twv onoiwy n «aAnbeia» efaptdra and
ta péuia tou mapatnentr. Zav tov Bépero-apepikaviké moAtiotiké pnepiahiopd (;) i to vétio-apepikaviko ebvikd
EenmoUAnua (;) mou AapPdver xdpa oto Casa de los Babys. Exei, oe tha avévuun xdpa tng Aativikiiq Apepikng, 6rou pia
opGda Sutik6Bev yuvaikdv nepipéver tny éykpion yia va uioBetioer pepikd and ta moAAd avemBupnta pwpd, o Sayles
ouvBéter ma mvakoOikn apriacidwtwy avBpdmvwy mAaoudtov ka1 ouvapa éva Aevkwupa 6Awv oxedov twv
YUVOIKEI®V Xapaktip@y mou Genoav to onpdadi toug oTig mponyoUpeveg taivieg tou.

Ebdd, Eavaouvavta tny nhikiopévn, emtuxnpévn aAAG dreykn enayyeApatia oto npéowrno tng Sieubivepiag tou potéd
nou ¢Aoevei tig Eéveg tnv agooiwpévn otn Souleid tng, avinavepn exdotpia, Leslie, mou emdidker tn pnrpéunta,
X0pic va Bewpei to yapo anapaitntn ouvOhkn yia tny enfteur tng: tn povaxiki oradé tng uyeviig Siatpo@rig ka twv
evalaktik@v Oepaneidy, Skipper, mou malever va oupgihioBei pe tov npdéwpo Bévato twv tpidv frodoyikdv nadiov
e Ed®, ouvavra emiong tnv kalonpoaipetn ota 6pia tng agéAeiag Eileen, mou aioBdveta nag pévo n andéxenon evog
nabiot Ba tnv odoxkAnpdoer tnv dyoupn, Suotuxiopévn, katavaykaotikG undkoun, veapri oUduyo, Jennifer, nou
avupet@nider tnv.ipoontiki evég anoyévou we teleutaia eukaipia owtnpiag tou ydpou tng tnv mkpdxoAn,
abiovaxtn, pubopavr), aAAG ka1 -mBavétata- kakonompévn we naidi, Nan, mou Ba kdver ta ndvra yia va e§aogpadioe
éva nadi, ikavonoidvrag, av un v GAAo, tny aBepdneutn kAerrtopavia tng!

O Sayles viq mapakolouBei Siakpiuiké. AB6puBa. Xaproypagei tig Siagopée toug. Expaieiter tig opoidtntég tou,
AvunapaBérer tn Sikrj voug Sipnvn 1 tpipnvn avapovi, pe toug evvéa prveg tng GuOoIoAoyIkng kinong aA\d kai tny
(xkadutepn;) Tixn twv SIkOV toug nmdidy pe exeivn twv mropikddwy nou {ouv oto Spéuo, dveu kndepdvawy,
xAéfovrag fi {nuiavevovrag ta npog to {nv. Ko (xaBdg oe wia ouykAoviotikd anépiren oekave, n ayyAégwvn Eileen
Hopalevar aouveibnra pe tnv 10mavégwvn Kapapiépa tng tov Kové toug névo yia tny apdotaytn anouoia tng k6png,
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efortiog tng abuvapiag tng npaeng va ouAaper kar tne
obuvnprig aAG avaykaiag andpaoig tne dedrepng va o
bwoer yia mobeoia) tig gépver avupétwneg pue to
avieotpappévo eibwAo toug otov kabpégn. Oy yia va tig
kpiver. [Tapa pévo yia va anokaiwer ixvn twv arcicv e
OUMNEPIPOPAG Toug kat va tig agpfioe otn fodAnon tou
Oeati-ouvavbpdnou. Tati o i6rog emuéver «Aev pe
anaoxoAei 1o av 01 npwraywviotég pou eivar Gvipeg f
yuvaikeg, Autd ou pe evbiapéper eivar to fdbog toug, On
Hn npwikég braovdoeig toug. To yeyovig nwe pepikée
popég @époviar avunabnukd, aképa k1 av egivon
oupnaBeic. To 6t eivar blokolo va toug axwpioeig oe
KaAoug 1) KakoUg, enei1dbr) 6Aol, Aiyo 1 oA, éxouv unok iper
oe oupPiBaopoics .t

Limbo

Mévo 600 popéc o Sayles éxer kortaer tn yuvaika kar éxer
Hakpiver extog ané tnv abiapgiofrienn avBpwma tng ka
aA\eg Haotdoeig. Orav Egotparioe ané ta povondua tng
npaypatikénTag, yia va gAeptdper pe to napapith kar v
aAAnyopia. Kar akoAotBnoe tov GvBpwro otnv kapié tou
abduaotou peyaleiou tng Puong. Anoyupveouévo ané ta
efehypéva e@odia emPiwong ko tig avéoeig tou.
Ipwrondaoto Eava. Avaykaopévo va egetper pia kaivoupyia poutiva nipog e§aopahion diatpo@rig km katalipatog o’
éva eykatadedeippévo wg k6Aaon vnoi ( The Secret Of Roan Inish [To Muotiké tng Péav Avig) f) 0" éva napadeioéviag
opopgidg napBévo daoog otny maywuévn dxpn tou kéopou (Limbo). Exei, 6mou dev avanvéer o ~povodiGotata
xuopévog nave otny 1dbéa evog apoevikol Meooio- Autikég ITohrmopde,

Kan onig buo nepimumoeie, mukida twv e§6piotwy, autooxEdiwv oikoyeveidyv eival pia avopiun, K1 6paG 0o@n yuvaika:
otn pia n Fiona, éva atpéunro, opgpavé Koprtodki mou maotevel otny appnken, epwTiki oxéon tou avlpdnou pe ta
ororgeio tne ®oong kar emkovevei C1@NNAG pe TG POKIEG kai atny GAAn n (autd)otiypatiopévn é@npn Noelle, mou
ogouykpaletm dypageg 1otopieg tou napeABovrog kar HraPdler akotoia toug 01wvVoUG. Appdtepeg pedayxoMkég kar
eAGY10 10 UTOPOVETIKEG ME TNV Ayvola TV eVIAIK@V ouvodoimépwy toug, eppévouy otig nenoifnoeig toug,
unakovoveag povo oto évotikto toug. Mati, aviibeta pe 6Ae tig GAeg npwideg tou Sayles, Bpiokovim, (wg avijlikeg),
axopa kovea o kabapn ovoia toug. ITeproodrepo i Miyétepo apdAuvieg ané tny avaykn-ouvijbeia twv evidikwv va
epeupiokouy anapafara 6pia avapeoa o éva «1oxup6» Ki éva «aobevég» @ulo 1 tn Xprotiaviki (km 61 pévo) mapddoon
va npooeyyider ty yuvaika (kan ibaitepa tn yévipn oefovalik6tnud tne) we akdbapro, poipaio nepaopd. O Sayles tig
anevoyonoel, kabaog tig avukpiler va aviikpifouy, ka va vidBouv @g to pedoil toug, kGbe omBaur) tou-aviaépporou,
0QUOIKa 00TIPOPaUPOU- KOOHOU Pag, we kaBapémpa nmdia tng pntépag Puone. Ko guidyver dto anpoodioxnreg,
unoxkweeg eAeyeieg yio g eykataAeippéveg otn AROn, napeénynuévee, Saipovonompéveg Onlukég Bedunree. Ma
Afbin bixwe tédog-uipwpia N apxi-Aitpwon. Metéwpn. Le Srapkr avapovi)... Tng otiyurig nou n avlpwnétnta Ha
kepbioer emédoug v yadivia, puoiki 10opponia g Kordvrae népa ané tig Sagopég otnv dyn twv uedodv tne;
Tuveribnronoidvrag eméAoug tny ibia kar anapdAaxta aépatn wuxh toug; Tnv avBpwma toug;

The Secret of Roan Inish, 1994:
01 yuvalkes ka1 n @Gon / women and Nature

| Lianna, DVD extras, Zuvévieuln pe wov John Sayles

2 www.imdb.com, Personal Quotes: John Sayles

§ The Omon AN Club, Tasha Robinson, Zuvévieufn pe wov John Sayles, 29 Lenvepfpiou 2004,
4 The Onion AV. Club, Keith Fhips, Duvévieubn pe wv John Sayles, 17 Maptiou 1998.
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The Female Presence in the Cinema of John Sayles:
The Children of Humans

by loanna Papageorgiou

The children. Gender: neuter. Because the pioneering veteran artist working within American independent cinema does
not differentiate between skin colour, ancestry or the gender of the characters who inhabit his world, but is only inter-
ested in the their essence. Their soul. Their humanity.

We are living in strange times. Neo-conservative times. The kind of times that do not favour otherness but silently and
systematically smother any tolerance towards it. Of course, our daily life is not as oppressively “normalized” as it was
15 or 20 years ago. Neither is it as naturally grey as it could or ought to be at the dawn of the 21st century, after so many
millennia of human civilization. The creation of a family, adhering to the traditional model — a model that rarely allows
awoman to seek her completion outside of, or parallel to the established path of motherhood - is re-established as the
only, commonly accepted “Ithaca”. At the same time, the aphoristic triptych “Country — Religion — Family” is being res-
urrected within the present fear of terrorism and xenophobia that humankind is being subjected to, thus marginaliz-
ing any behavior that is slightly different from the norm. Trapped within these constraints, feminism appears more
misunderstood than ever before. Looking for its traces on the map of pop-culture — as that is most readily available to
the broad public - one arrives at the discouraging realization that feminism is usually identified either with the fetishis-
tic and voyeuristic treatment of the — albeit imperfect — female body, or with a form of vindictive rage against the
ridiculed male sex, debased to the level of a complex-ridden caricature, as is the case in Quentin Tarnatino’s latest,
much-debated and already cult film, Death Proof.

Yes, we live in strange times. Extremist times which make us appreciate how perennially relevant, unconditionally and
disarmingly humanistic John Sayles’s oeuvre is. Times that render a re-appraisal of his work not only necessary but also
liberating.

Women with Guts

The anthropocentric core and driving force of his films, his socio-political concerns, his ability to fearlessly penetrate
the abyss of his heroes’ and heroines’ psyche, as well as his completely unbiased need to understand them, without pass-
ing judgment on them or fitting them into reassuringly clichéd moulds, were evident in Sayles’s films from the outset.
These traits are already apparent in one of the very first films he scripted, Lianna, in the late 70s. He finally shot the
film in 1983, three years after his directorial debut with Return of the Secaucus 7- a film which dealt with the reunion
of old college friends and was much more realistic than its 're-make' The Big Chill. “It was so hard to raise the money
for Lianna...” the director recalls. “Nobody was interested in anybody making a film about a gay woman. It was just not
happening”.' No one, that is, apart from himself. Because Sayles was not interested as much in Lianna’s “scandalous”
sexual preferences, as in her brave decision to radically change her ordered, middle-aged life and face her inner truth.
Lianna could be anyone, regardless of gender, who, feeling the (instinctive or acquired?) need to fit in a certain social
milieu, subdues all rebellious inner voices and suppresses oneself within a reality where one is dutifully happy on the
surface of things, but riddled with secrets and lies at heart. Consequently, when a person, after years of denial and sup-
pressed anger, suddenly faces unexpected turns of events, they are forced to mature, to face facts and (if they can
muster the courage) become responsible for themselves, thereby coming into inevitable conflict with the environment
that until then was their chosen “home”.

Sayles’s decision to have a female protagonist through whom to tell a story of belated maturity, simply enables him to
make the hypocrisy of the world he is studying more obvious: within the intellectual world of academia what is consid-
ered shocking is neither the habit of women to neglect their studies and dreams so as to support their husbands’ pro-
fessorial careers, typing up their theses and raising their children, nor the habit of these same husbands to systemati-
cally cheat on their wives with their students. No. What is considered shocking is a wife’s unfaithfulness with another
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woman. It is a deed capable of labeling her an unsuitable mother, making her lose custody of her children, and isolating
her. A deed which her husband and (to begin with at least) her friends and acquaintances think of as her retribution for
his unfaithfulness, rather than as a brave act of self-awareness. It is a deed, finally, that reveals the involuntary (and
therefore doubly unfair) tendency of husbands who have been spoilt by the tolerance of their wives and mothers to try
to understand their wives' behavior in direct relation to their own: as a reaction to their actions. On the surface of
things, much has changed since the time when Lianna was made. Even the international community, as expressed
through its laws, has become more flexible and lenient toward homosexuality. In actual terms though, the distance
between modern, mainstream Western society and the world represented in Sayles’s second directorial effort is mini-
mal. Even though in his cinema, women have never been accorded any special treatment.

In Baby It's You, his first and only film to be financed by a studio, Sayles achieved an extraordinary filmic paradox: a
post-adolescent romantic comedy that is founded in reality! Unraveling the tangle of the relationship between Jill, a
hard-working student who dreams of becoming an actress, and the charming and tantalizing troublemaker Sheikh, who
dreams of having Frank Sinatra’s career, the viewer is called upon, along with the characters on screen, to untie famil-
iar — based on one’s personal experience - yet subversive — based on one’s filmic preconceptions — knots. Both young
protagonists are faced with painful dilemmas as they pass from adolescence to adulthood. Unlike the usual practice in
films of this saccharine genre, however, it is not the girl who feels the need to hold on to the relationship or to make it
official as her only point of existence and as a refuge from the cruel and unpredictable realities of life, but the boy.
While she fights for her independence, pursuing the appropriate studies that will bring her closer to her goals, he
deludes himself: he sings playback in second-rate clubs in Florida, hoping that this will lead to wealth and fame and make
him irresistible to women. Both characters are disappointed by their experiences and try to offer each other support,
but instead end up lashing out at each other. He because he feels betrayed, she because she understands that they are
no longer in high school. And outside this familiar, tidy environment, life does not offer any order or any breaks for
relaxation. Sayles leaves the former couple in each others’ arms, reconciled (?) in a farewell (?) dance, liberated from
irretrievable conclusions and dead beginnings, with their future open and undefined. Because, as he argues himself, in
this life “there are no final victories and no final defeats”.? A fact that, more or less, all women in his films are aware of.
Sayles’s oeuvre portrays women in a wide variety of guises. One finds single mothers, like the divorcee Randy Sue (who
rents out some rooms in her house to the homeless, to whom she confesses with self-deprecating humor the story of
her inglorious love affair) from Brother from Another Planet, or like the widow Elma (who runs a motel in a small West
Virginia town in the 20s and stoically endures the clash between her new tenants, who are either for or against the min-
ers’ strike) in Matewan. Both women are primarily interested in surviving so as to be able to take care of their children.
One also finds women who may be spinsters, or are just stifled by their family duties, like Connie and Joann in City of
Hope, who express their bitterness or their exhaustion through a constant moaning about what goes on in their neigh-
borhood or about the kind of education their children are getting. There are also lonely women (literally or not) like
Angela the waitress (City of Hope), Pilar the teacher and her stern mother Mercedes, who owns a restaurant ( Lone
Star), daughter Marly the motel owner, mother Delia, leader of a theater troupe, Desiree, a failed actress, Eunice a strict
grandmother (Sunshine State), and Nora, a journalist (Silver City). Each of them is devoted to their work with a sense
of responsibility or love, while attempting to reconcile themselves to their traumatic past, and to face the uncertain
future with a sense of optimism, without losing their few remaining vestiges of faith in love, without renouncing their
dreams or abandoning the ef fort to give themselves up totally to the fleeting moments of happiness. They are all imper-
fect, neither good nor bad, neither beautiful nor ugly, haunted by memories, errors and passions, similar in their
essence to the men that surround them. Irreparably wounded by the actual knowledge that life never goes that way you
expect it to. Scarred by their human weaknesses, not the “weaknesses” of their sex.

Casa de la gente

“Gente”, which in Spanish means people In Passion Fish, Sayles pairs two women who have lost everything that defined

them and constituted their reality: a famous soap-opera actress, May-Alice, who was left paralyzed from the waist down

in a car accident, and Chantelle, a nurse who is a former drug-addict and who hopes to regain custody of her daughter.

Where the former is bitter about life, the latter expresses her will to persevere. Against the former’s slavish resigna-

tion, the latter reacts with fierce dignity. Chantelle’s independence induces May-Alice in more ways than one to find
-
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Baby It's You, 1983: avarpénovrag Tn popavriki kopevri / subverting the romantic comedy

motives to press on. Reluctantly at first, she tries to re-discover the world around her, from her new, earth-bound van-
tage point, and through the new eyes provided by the lens of a camera that was left behind by one of the former occu-
pants of the house. Thus, she evolves from being the observed “bitch on wheels” to becoming an observer herself, and
thereby gradually matures. She realizes that, just as she is trapped in a half-dead body, Chantelle and her teenage love
Rennie are confied in a near-fatal past and a lifeless marriage respectively. The steps that led them there, just like her
steps toward her paralysis, were not always conscious or responsible. They were often simply intermittent reactions to
the events brought into their paths by the unstoppable flow of the hours, of the days, of time.

May-Alice ceases to feel unfortunate, victimized and useless. She decides to reclaim her life. If for no other reason, in
order to stand by Chantelle in her effort to regain her self-respect, and to offer Rennie the occasional escapades of pla-
tonic infidelity which he silently craves. Her stance could be said to be true to her creator’s outlook, who states that he
is neither optimistic nor cynical. “1 think cynicism is when you like that things are fucked up, because then you can act
any way you want to, because there is no point in acting better. Whereas pessimism is, you still may act as well as you
possibly can in a situation, but you just don’t think it's likely to turn out that well.””

And with Sayles, “situations” are complicated, ambiguous and anything but clear. Their “truth” depends on the eyes of
the beholder. As is the case with the North-American cultural imperialism or the South-American national sell-out that
takes place in Casa.de los Babys. Here, in an anonymous Latin-American country, a group of Western women waits to
see if their proposed adoption of some of Latin America’s numerous unwanted babies will come through. In this film,
Sayles composes a gallery of un-beautified human beings. It is a scrapbook of almost all the female characters that have
left their mark on his previous films.

Here, he revisits the elderly, successful but rigid professional in the face of the woman who runs the motel where the
foreign women stay; the single publisher, Leslie, who is devoted to her work and who wants to become a mother but
does not consider marriage a necessary pre-requisite; Skipper, the lonely alternative medicine dietician, who strives to
reconcile herself with the untimely death of her three biological children. One also meets Eileen, well-meaning to the
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point of naiveté, who thinks that only a child will fulfill her; the immature, unhappy, subservient young wife, Jennifer,
who views the prospect of having a child as the last chance to save her marriage; and, finally, the bitter, unscrupulous,
compulsive liar Nan, who was - to all appearances — molested as a child, and who will do anything to acquire a child,
thereby satisfying, if nothing else, her kleptomanial

Sayles watches these women discreetly. Silently. He presents their differences. He elicits their similarities. He contrasts
their two- or three-month wait with the nine months of a biological pregnancy, and also with the better (?) future of
their children, when this is compared to the kids who live out on the streets, without parents, stealing or begging for a
living. And (as in a stirring speechless sequence, in which English-speaking Eileen shares, unbeknown to her, the same
kind of pain over the lack of a daughter with her Spanish-speaking maid, due to the inability of the former to conceive
and the painful but necessary decision of the latter to give her child up for adoption) he brings them face to face with
their inverted mirror image. Not to pass judgment on them. Only in order to reveal traces of the causes that underlie
their behavior, and to leave the final decisions to the discretion of the viewer/fellow human being. Because he insists:
“The movies kind of take me where they take me; it’s not 'Oh, 1 just made something that had female protagonists, so
now | should make something that has a male protagonist'. My movies are ambitious in terms of the depths you go into
the characters. The characters aren’t heroic. Sometimes they do things you don't like, even if you may like them. And
it's hard to know who the good guys and bad guys are, because everybody is a little bit compromised.”*

Limbo

On only two occasions has Sayles looked at women and seen, besides their uncontestable humanity, other dimensions.
It was when he drifted off the paths of reality, to flirt with the fairy-tale and allegory. When he followed them into the
heart of the indomitable greatness of Nature, denuded of their sophisticated modes of survival and their comforts. Like
returning to Eden and being forced to invent a new routine to secure food and accommodation on a deserted island ( The
Secret of Roan Inish) or in a virgin forest of heavenly beauty, at the frozen end of the world (Limbo). There, where
monolithic Western Civilization founded on the idea of a male Messiah, does not exist.

In both these cases the center of the outcast, impromptu families is an immature, yet wise young woman: in one it is
Fiona, a fearless, orphaned little girl who believes in the indissoluble, erotic bond between human beings and the ele-
ments of Nature and who secretly communicates with seals; in the other it is the tainted teenager Noelle, who commu-
nicates with the unwritten tales of the past and involuntarily deciphers omens of things to be.

Both girls are melancholic and impatient with the ignorance of their adult co-travelers, both stick to their convictions,
both listen only to their instinct. Because, unlike all of Sayles’s other heroines, being children, they remain close to their
essence. They are more or less untainted by the need or habit of adults to invent inviolable borders between a “domi-
nant” and a “weak” sex, or by the Christian tradition (shared by other religions) to approach women (and particularly
their sexuality) as impure, fatal temptation. Sayles rids them of this guilt, as he watches them seeing and feeling to their
very core, every inch of our — imbalanced, unnaturally black-and-white — world, with the purity of the children of Moth-
er Nature. And in doing so, he constructs two unexpected, gentle elegies for the misunderstood, demonized female
deities which have been forgotten in a place without beginning, ending, punishment or redemption — have been left in a
state of limbo, a state of constant anticipation... Will humanity finally attain its peaceful, natural order, will it look past
the differences in the appearance of its members, will it finally realize that they have the same indistinguishable invisi-
ble soul? Their humanity?

Translated into English by Hector Apestolopoulos

| Lianna, DVD extras, Interview with John Sayles.

2 www.imdb.com, Personal Quotes: John Sayles

3 The Onion AV. Club, Tasha Robinson, Interview with John Sayles, September 29, 2004.
4 The Onion AV. Club, Keith Phips, Interview with John Sayles, March 17, 1998.
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«Mia argounxavn Kiveital e opupaydd karandvw pa;...- / “A steam engine thunders toward us..."”
4 &
YKEPTOUAT UE EIKOVEC

wu John Sayles

Mia atpopnyavr) Kiveitar pe opupaydé katandve pac, Eepvovrac paipo Kanve.
Avrpeg pe 6rmAa nepriatouy o’ évav Gdero Spopo, kabme mMinadlouy Sraokoprilovral, ta npdownd toug BAooupd.

AvBpwnor ouvemotiovial yipw ané éva gpeokooKappévo tdgo otnv nmlayid evog andkpnuvou Aégou, évag puxpog
avepog ogupiler péoa ané ta ouPapd Sévipa mou toue KUKAGVOUY.

"Evag dvrpag, patpog ané to kGpPouvo, épner péoa oe wia otevoxwpn eAEPa, katw ané tévoug oxiotéMibou, n opor
va otdder, 01 evioxuoeig va 18p@dvouv kpio vepd, AakkouBeg pe vepd ota média tou. To poTIoTIKG NGve 0To Kpdvog
@éyyer pévo 600 éva kepi, evéow exeivog o@iyyer ta Sévria kai medekd to kGpfouvo pnpootd tou, avoiyovrag tn
ofjpayya péoa oto okotddl, oav va okdper tov id1o tou tov tdgo.

Orav Srafaderg vig eikéveg autég péoa oe pia npdraon oou npokalolyv éva ouvaioBnua nou e§aptdrar ané tny epneipia
ka1 pavraoia oou. To va tig fAéneig oe wa Kivnuatoypa@ikr 006vn, {wvravepévee and to pwg nou tpeponailer,
unapktég péoa oe wa xpovikr aAAndouyia, propei va npokaléoer éva modl Siagopetiké ouvaioBnua, va ner nodu
Hogopetikd npdypata. H katavénon vwv Siapopdv avapeoa otig dUo autég euneipieg anotelei tn fdon tne agrynong
10TOPIDY OTOV KIVIJHATOYPaQo.

O1 vawvieg puBonAaoiag, auté mou éxoupe 0To PUAAS HaG WG «OVEUG», eival évag ouviuaou6g Aoyotexvik@v, Beatpikmy
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0 xivapatoypamoc tou

Kat anok A0 LK Kivnpatoypagikmy otoixefwov. H ia niotopia ko o Sidhoyog ~ta Aoyotexvik otorgeio- propoiy va
ypogrouy, nap’ 6Ao nou, pe ekaipeon PipAia oay autd ebw, ondvia exbibovia ko noté be Bewpolviar «Aoyotexvios ané
pova toug, H nBonoria éxer vig pideg tng oto Béatpo, napdu n texviks tng propei va alAGéer apketd oe oxéon ' autfv
nou Ba Aafer xapa nave oe pa oxknvi. H ewdéva pnopef va sHabéter kdnoa ovorxeio {wypagikig dtav eivan akivryen,
aAAdG and tn ovypn nou to nAdvo aAAdder, kivefta fj kGriolog Kiveitar péoa oe autd, Pprokdpaote ma oe yviioo
KIVijHatoypagiké ébapog,
‘Ouav dnuoupyeic wa tavia pubBonAaoiag, eAnideig 611 kar ta tpia otoixeia ouvepyouv yia va s inynbolv tnv iotopia. Av
fva and autd emPaevar ndve ota GAAa 1} ta avukpovel ) eivar 16oo aprfixavo mou anoond tnyv npoooxr, unopei va
Byaer vo Beatr and t por tng 10topiag. Evag GOMog s1i6Aoyog ka1 akatdAAnAeq epunveieg ue anoomnoty ané tny tavia
ypnyopotepa and onbrnote GAo. Apxidw va gavrdlopm tn daktudoypapnuévn oediba tou keipévou, va akoln g
oulnuioeig 0TIg OVOKEWEIG Yia To oevapio ka va BAénw pévo nbormorolg avei yia xapaktipes. Kanoior eivar mo
evaioBnuor anévavu otny aiofnuikn piag vaviag kar xepidovear kaAutepa 1 dev napatnpoiy kav ta ohoBfjuata oto
Hiadoyo kan tny nBonoria. Ihoteto nwg 6Aor pag eipacte mo emeikeic pe autd ta otorxeia 6tav npdkertar yia wa tavia
oe £évn yA@ooa, pag kouAtoupag mou dev katadaBaivoupe. Exoupe ouvnBioer oe pia oxetikn agaipetiki Suokapyia
otoug undrithoug (rmou npérer va oupnukvewBoly kar va amdonoinBouv yia va xwpéoouv otny 006vn) ki £t propotpe
va bexroupe o unepBolikn epunveia ané évav lanwva nBomo16, tnv onoia to avtiotoixo 1anwviké kové Ba kopdideve.
Av éva and ta otoixeia eivar apketd duvatd, propei eviote va «Egdaonidoer kar ta GAa §Go. Mia e§mpeniks epunveia
pnopei va pag ouvendper oe pia katd ta GAAa Kakr tavia - unidpxouv tavieg tpduou otig onoieg o SiGAoyog eivan
avonrog ka1 nBornoria E0Aivn, aAAd 1 10topia ka1 n) agriynor tng eivar t6oo ouvtoviopéveg rmou n epnepia a€ider tov
koo, Zug npateg tavieg mou oknvoBétnoa, to Return of the Secaucus 7 xa to Lianna, Sev eixape xpévo, xpripata fy
epneIpio yio va emyelpfooupe Wia a@riynon otk Ki €101 emkevipwOnkaue ota GAAa otoixeia, npoonabdviag va
KPATHOOUKE TO TEXVIKG KOPPAT 0 éva enimedo anAé kar a§lonpenég. Kai o1 600 tawvieg ypdpinkav ka1 oxedidotnkay
pe autny Ty npoofyyion, eva kai 01 6o mpaypatevovral kuping Sianpoowmkég Suvapiké péoa oe kAeiotolg
xwpoug. Xro Secaucus avuikataotiioape tnv kivnon tng kGuepag mou BéAape va anogiyoupe, k6Boviag oto poveal
and xapaxtipa oe XapaKtpa, avapeoa o’ éva peydlo otivolo nBoroidv. Lo Lianna Souléwape yia va Snuioupyfiooupue
pio ovoowpeutikn 616Beon ka1 tavtion pe toug xapaktipeg péoa and pia aAAnlouyia Spapatik@y oknvaev
eneoodakng guong, xpnotponoidvrag Eavd tn HOUOIKI Kal To HovTad yia va avanAnpdoouy tnyv Kivnon tne kGuepac.
Mdévo oe tawieg nou oknvoBétnoa apyérepa, 6mwg to Baby, It’s You, to Brother from Another Planet (Ané dAlo
nAavijen) ka1 vo Matewan (Matwuévn Auepixn) efxape to xpévo ka1 ta xpripata (1 tnv epneipia nou 8a avandfip@ve tnv
eA\ewn autmy) Gote va moUue Tty 10Topia oe eIKOveq.
Zexivnoor wg ouyypagéag, exdibovrag kdmoia Sinyfuata k1 éva pubiotépnua pe titho Pride of the Bimbos to 1975.
To bevtepo unfpxe apX1kG wg tavia oto pualé pou. Zexivnoa pe kanoleg oknvég tig onoieg aviipetd@mia
bpaparoupyika, eiba vond to nepiPaAlov, pavidotnka kOkKo oTnv eIk6Va, GKkouoa £va 0GOUVTPaK KAVIP! HOUOTKHAG va
fyaiver oupmeopévo péoa ané éva pikp6 nxeio evog tgouk pmoé. To 1975, 6pwe, epyalépouy oe voookopeia i
epyootdoia fj fHuouy oto tapeio avepyiag, dev eixa epneipia wg ouyypagéag i) Kivnuatoypagiotie, dev eixa xayia
yvopipio pe avBponoug tou xdpou. Aev eixa oroubaoer kav oe 0x0An Kivnuatoypdpou. Mia mpaktiki extipnorn twv
npaypaiay ederyve 611 éva S 1k6 pou oevdpio Ba kaBétav oto pdgr yia moAu kaipé, e1d1kaé wa 10topia yia éva erwyd,
Aeukd nabi, éva vavo aBAntr k1 évav naviynlo patpo anatedva mou oxesraler Biamn exdiknon. Apxioa va
Lavooxégropa v otopia we nefoypdenua, npooapuélovedg tn oty okéyn pou o’ éva pakpl Sijynua e noA\d
enewohio nou tehika éyive pubotépnpa. Or eikdveg ka1 01101, 6p©E, frav exei NP@OToI ka1 0To ypdyipo npoonddnoa
600 pnopovoa va b&ow otov avayvootn ty 16éa kal to ouvaioBnpa autdy nou apxIka eixa «Sew.
H pevapaoon nou katdgepa va kdvw ané tny nedoypagia otn Snuioupyia tami@v dev ritay wa nepinrtwon anogoitnong
an6 wo éva oto GAo, otte avéAiEng 1 omoBodpdunone, aAAG andKTnone TV NPAKTIKGOY HECMY UE Ta onoia pnopoloa
va aoxoAnBo W’ évav GAo tpéno agriynong o onoiog ndvta pe eviiégepe. Eviote 8a npooapuéom wa 1otopia and tny
QPXIKT tng pop@r) oe wia GAAnN ka pe kanola ané ta npdra pou nedd autde unmpée évag tpéNog petoudinong - av dev
HIopoloo va kave tny taivie, iowg propolioa va ypdye ty 10topia ka1 va kGve tny taivia apydtepa.
Tehd xavdgepa va kv tawvieg péoa and to ypayipo. Xpeidotnke va npooddfw évav Aoyorexviké atdéven yia va
nouAnow o beltepo LuBIoTOPNUG pou kal 0 atdéving autdg oxetiddtav W’ éva npaktopeio taléviwy tou X6Ayouve to
onoio avalapfave BifAia pe ty npooruiki va petatpanoiy oe tawviee, Emxovdvnoa pe to npaxtopeio autd, éypaga
-




John Sayles

£va oevap1o yia va toug 6§ T1g 1KavOTNTEG HOU KAl CUNP@YNOay va Je EKNPoowioouy av fipouy Siateberpévog va
Hetakopion otn Autikni Aktn yia éva Sidotnpa. H npden pou avéBeon frav va Eavaypdye éva oevdpio tou Roger Cor-
man ue titho Piranha, pepikagq eneidni n Frances Doel, n empeAftpia oevapiov tou Corman, §16Bale Aoyotexvia yia
yuxaywyia (omévio pavépevo oto X6Ayouve) kai eixe Siapdoer kdmoia BiPAia pou. Txknvobétnoa to Return of the
Secaucus 7 yiati képdioa apketd xpripata ypdgpovrag oevapia yia GAAoug, £T01 GOTE Va XpnuatodotHowm Hovoe Hou T
&1kn pou vavia. O mpoumodoyiouée firav t6oo xapunAdg ($60.000 ané tnv Toénm pag yia va Byer n mp@tn Kéma), mou
énpene va unoxwprow Afyo: va otapatiiom va okEéPtopal pe e1k6vee, 6nwg ékava 6tav £ypaga yia GAAouc Kai va
apxiow va okéPTopal pe yV@OUova Tov mpounoAoyiopo.

Hepneipia pou wg oevaploypdgou péxpr exeivo to onpeio fitav kuping orrtik. Tavieg mou efxa ypéyel, 6miwe to Piran-
ha xai vo Alligator, Baciovrav otny évraon ka1 atny kivnon, tupavvdvrag to akpoatfipio pe tnv mbavétnta va
mbnger Eapvika to ev Adyw tépag morog E€per a6 mol kar va kataPpoxBioer tov Seutepaywviotr. Mphpovrag ta
oevapia autd, pavrdotnka apxika tig 10topieq wg PouPég Ttavieg xwpie peadtithouq. Ané tn otiypr mou ta mpdvyag
fitav meplopiopéva péoa oto vepo (HExp Tto oikouel, ondte {euyGpwoav pe Itdueva Wapia), n mo onUavtikh elkéva
fitav to motdul péoa oto omoio {ovoav. H enépevn eikéva mou eppaviotnke frav éva @pdypa, wia avBpdmivr
npoonaBeia eAéyxou tng guong kai pia eukaipia va kpatnBouv ta tepatdkia pakpid ané tov wkeavé. Eneidr o Roger
Corman eixe {ntrjoe1 pia —-napépoia pe autrq oto Jaws (X'ta oaydévia tou kapyapia)- enibeor) oe pia yepden k6opo
napadia, n appoudia auth fjtav to télog tou aydva kai n Hopn tng tarviag ouykpotidnke mapactatikd, oav
emtpanédio maixvidr — motdu, @paypa, mapadia. H apxikrj 16éa mou eixa kAnpovouroe eixe pwa Aoyik aduvapia — av
Eépeig 6T éxer mpdavyag péoa oto vepo, yiati e péveig pakpid ar’ to motdps; Ta texvdopata ota onoia pe 0dfynoe autd
He katetBuvav ka1 oTny Kevipikn eikéva — GvBpwmor ndvw oe pia kako@uiaypévn oxedia, nepikukAwpévor ané vepd
yepdra mpdvxag, va katepaivouv to Gypio motdpi yia va rpogidoroifoouy autoulg rmou padevovtay otny napalia yia ta
eykaivia evog Eevodoyeiou.

Ae xpeiGletar moAug 61GAoyog yia va kaveig pia tétoia 10topia va otabei — ki £to1 dev Eypawa modu. Ta tny akpifeia,
ok6mpua mpoonddnoa va punv anaitiow «epunveia» anéd tov MpOTAywvio T, XPNOTHOIOIOVTAG HEHOVOUEVEG
npotdoeig oto H1GAoyé tou. Otav o Bradford Dillman, évag kaAég ka1 €épneipog nBomoibe, emAéxOnke yia to pélo,
Katdeepa va avantiéw tig atdkeg tou, yvwpilovrag mwg n tavia 6e Ba mdywve pélig pidovoe. Kavévag oknvobétng
bev eixe emAex0Oei 600 SoUAeva ta mpooxédia, ométe Eypaga oav va €énperne eyd o i610¢ va to oknvobetiow tnv
endpevn pépa: éva oAokAnpwuévo aevapio, £To1po yia yupioua, pe Aerrtopépera oto kGbe mAdvo kan xwpig kavéva kevé
nou va unopei va oupnAnpdoei évag oknvobétng. TeMkd to oknvobétnoe o Joe Dante ka1 katdgepe va kdver pia
apketd kalr tawia, mapd tov eAdxioto npoumoAoyiopd kar ta moAumdoka texvikd nmpoPAfpata. Exeivog, puaoikd, dev
apkéotnke oto va yupioer tn 6pdon Bdoer tou oevapiou, aAAd exAapPdavovrag kGBe odnyia wg unéderEn mou Ha
xpnotgoriolovoe 1 6x1, avloya pe tnv driowr} tou. Kar map’6Ao mou €ton Aertoupyei n) doudeid tou «evoikialopevou»
oevapioypdpou, av kGveig tn Souleid oou, ouxva ypapeIg Je EIKOVEG.

Or emoxkéweig pou ota yupiopata tou Piranha xa o1 ountfioeig pou pe toug avbpdmnoug mou SovAevay exei pe
Bornoav va pébw toug Pacikolg Kavoveg TG KIVNHATOYPAPIKNG rmapaywyng, SnAadn 6w ta Adyia eivar pnva kai n
dpdon axpiPry. Otav kaloi nBornoioi avalapPdvouy éva kahoypappévo koppdu, e xperdletar kar de BéAeig va kouvag
ouvéxela tnv kGuepa 1 va k6Peig 6rou umopeic, ané 6o un xabei n oikednta, o «kAeibwpa» tng évraong 1 tou
ouvaioBfpatog avdpeoa otoug xapaktipes. Extég av o1 nBoroioi xpeidletar va tig mouv Eava kar avd, yia dexabeg
popég, 01 oknvég Hraddyou eivar eukoddtepeg kal gnvotepeg and oknvég Spdong mou anaitolv Kapepa pe akpifeia,
kivnon ndve oe ouykekpipéva onuadia oto xdpo ka1 moAAég Siapopetikég ywvieg Afjyng yia va xuiotei pa oknviy. Otav
Aomév fipBe n dpa va yphyo to Secaucus, emkevipdBnka oto va nw tny 10topia péoa and ta AGyia TV Xapaktipmy
(K1 ag frav ouxva aviipatikG) ka1 to ontikd pépog eixe meploodrepo va kaver pe tny nayioon tou moAtiopikon
nepiBaAlovrog km tnv opadonoinon kGnoiwy Xapaktipwy, napd pe tnv a@riynon tng taviag oe eikéves. Yrdpxouv
Kanoieg onuikég 0exave, Kupiwg to marxvid tou undoket otn Sidpkeia tou onoiou dUo and toug xapaxtipeg Eeonouv
) oefovalikr} toug {RAia oo yHnedo, aAAG autd fitav kGt Mou PnopoUoape va Yupiooupe 0 Upog VIOKIHaVEIEp OF
noAu Aiyo xpévo.

To Secaucus fitav ouciaotika wa 10topia mou dev Ba propovoe va emwei pe ortikéd tpdno, 600 xpdvo, XpriHata Kal
epnepia kan va eixape. Eivar piaotopia yia vig moAunlokeg oxéoeig twv avBpdnwy kai, and tn ouypr nou o1 avipwno
emKoIVOVOUV Kuping AeKtIkG (ak6pa k1 6tav Aéve wépata), to va kaveig autolq toug xapaktripeg fouPoig Ba onfjuave
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11 toug avayayeig oe otepedruna. Autd nder k6vrpa otig nepioodtepeg 16éeg mepi «ayvou Kivijpatoypagou», alla
utoU tou eiboug o KIvpatoypagpog xel Tig mo adivauég tou otiypég 6tav mpoonabei va aviipetwnioe! toug
vBponoug pe apnynuatikn poper). O 1otopieg nepropiCoviar oe adpég mveliég, 6nwg ota Kivoupeva oxédia, kal
KOpo ko 01 kaAUtepeg Boufég kwpwdieg 1 ta dpduata 1 01 oruikég petagopég yivovial t6oo moAUITAOKES nmou npénel
eig va petagpader oto pualé tou oe pia Adoyotexviki) yA@ooa yia va propei va katadafer v oupPaiver. To vexpéd
pofaro nave oto kakopipép pmopei va avunpoownevel tnyv katdfaon tou avBp@nou and Ty KOIVOTIKE Oty mor
xouhtoupa, aAAG mBavoy va npéner va avatpédeig oe kan nou didfaceg o’ éva PifAio yia va to katavorjoeig. Ta mo
rava napadeiypata onuikhg agriiynong nou Srabéroupe ofjpepa eivar pdAlov o1 tnleontikég Srapnuioeig ko ta
[rveeoxAin. ITap’ 6Ao mou kénola ané autd eivan eviunwolaka W’ évav evotikt@dn tpéno kar modu Siaoxedaotikd, or
pieg nou agnyouvral eival moAu andéq: ouviiBwg wia napallayn tou «ayépaoce autd, Ba oe Bonbnoe: va
ykpotnBeics 1) «yive pox otap, koita méoa poveéda viupéva pe eompouya Ba yvopioeigs.
HoAAég and vig tavieg nou kaGvape avefapunua dev Oa eixav yupiotei noté péoa oto ovotnua twv otolveio. Yndpxe

£va tponapo ot flopnxavia tou Kivijpatoypagou 611 01 taivieg propotv va Aéve pévo 1otopieg pe duvatég, exabapeg
ypappéc, 6 nnolundokérnta i unepPaiver yiati dev pnopeig «va pneig oto ke@ah tou G\ou» 6nwe oty pubonacia
kot oto bpapa. Hidbéa aurr undpxer eneibny mBavértara eivar Slokodo yia oroodnnote péoo va pner péoa oto Ke@ali

Kanoou kai, av andovoteped tavieg eivar kepdogopeg, yiati va xaddoeie tn ouveayry; A’ v GAAn nlevpd, éva ané ta
npopPAnuato nouv avapetwnieig ypagovrag oevapia yia ta otolveio gival to 6v, 6rav moteveig 6t appoler va
binynbeig pépog tne 1wtopiag pe eikdveg, 01 uynAa wotapevor dev tig katalaBaivouv | motelouy Nwe to koivo dev Ha
g kavadaper. Mépog vou npoPArpatog eivar 6v1 o1 eikdveg dev undpxouv aképa otny telIkE Toug HOPPI Kal HEPOS tou
eivan 611 0 K6opog Exer ouvnbioer va toug Aeg ta ndvra. Zva oteAéxn 1@y 0ToUvVEIo Kal 0ToUe un'&upu]muc.‘un'oulrg
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npokaloly veupikétnta o1 mapatetapéves oknvée xwpic §1GAoyo, 6riwe kai o1 tepdation, xwpic SidAeupa povoroyor -
K1 €101 kavaAryeig va npoaBéteig Sraddyouc, o1 oroior efvar armoikof ka1 dxpnotor kal va eAnideig 611 0 ekdotote
oknvoBétng Ba S1aBéver tn Aoyikn ka1 Tty SGvapn va toug apaipéoer fj va uny toug yupioer moté. BAémoupe lvéidvoug
otnv ned1Gda, kaPdAa oe GAoya ka1 omhiopévoug yia kuviyl. BAémoupe Boudhia va kaAmGlouy mpoc to pépog Touc,
Ké6Boupe o’ éva kovtivétepo mAdvo tav IveiGvav kar 0” autéd to onueio, evwid otig §éka popéc, karnolo otédexog Ha
epgaviotei oe wia oUokewn yia to oevdpio kai Ba ner: «Aev unopei kdnolog ané toug Ivéidvoue va ner 'épxoveal ta
BouPdhia’;». KaA mapatrpnon, Kitpivo EAGgy, eioa oe pdppa ofjpepa.
To vénua dev eivar 611 01 GvBpwrior twv otolvtio efval apy6otpool, apol o1 mep1oodtepol Gvime dev eival, alAd 6t
undpyer wa mapddoon, evioxupévn ané tny tnAedpaon, va éxeiq éva Siapkri oXoAlaop6 Gtav KAGVeI 0TIBAMOTE OnTIKo,
yia va un xaBef kaveic. O 10tayuéq va eykatadeipeig auth tnv napddoon eival katavonuéc. Tivoviar moAdéc
oulnuioeig ndve oto nM6oo onTika eyypdupata eivar ofpepa ta naidid, aAAd moAAf ané authy Ty naibeia eivar to
avtiotoixo tou va uropeic va SHafdoeiq tov Spiderman, xwpiq Aeldvtee, pe peyaAn taxirnra. Otav Oec va pocbéoeiq
kdnoia moAurrdokétnta, ontikn 1 AekTIkn, ta mpdypata Sev éxouv aAder ka1 1600, Xpnotporoid ti averionuec,
npoPoAéq yia va §m av to ko6 «mdver to vonua» 1j 6x1. Av apketoi unepdetiovial 0’ éva OUYKEKPIMEVO onueio tng
mAokig, unidpxer ak6pa apketdg xpévog, yia va mpoabéaeig Aiyo SiGAoyo kai va Eexkabapioeic ta npdypata. lowe Aoy
va yupioeig tehikd tn oknvij 6mou o tumog Aeer «Epxoval ta BoufdMar, aAAG xpnoiponoinoé tn puévo av eivar
anapaitno.
‘Otav oképreoar pe e1k6veg, eival onuaveiké va avaloyiCeaar av to id10 vénua mou éxouv yia oéva, To éxouv Kai yia
kdmoiov GAAo. “Orora kan va fitav n epmnelpia oou ané tov méAepo tou Biewvéy, to Platoon (ITAatouv) efval wia okAnpr
wawvia, ia eniBeon otig aiobnoeic. O1 e1kdveg tou 6pwe avaykaotikd Oa ayyiouv aAide avbBpdmnoug mou éxouy Ppedei
otn paxn, k1 aAhidg autoug mou dev éxouv. To k6ATo eival va uny ayvorioeig tn pia opGda yia va emxevipwBeic otny
GAAn, va pn yiveig oUte unmpétng piag eAit oUte ekpauliotig tng padag — alAd va Siadé€eig kar va xtioeig tic e1k6vec
oou €101 @ote 0 kaBévag va unopei va e10xwprioe otny 10topia oe Karolo eninedo, £to1 Gote 01 GvBpwnol va
anoppo@nBouv mo Batd ar’ 6,11 véwav 6v prropovoav i i0eAav. Kar mpéner va to kaveig 6Ao autéd xmpic va toug Aeg
pépara.
IToAAG Aéyovran yia tig S1agopég avapeoa otn Aoyotexvia kai tov Kivijuatoypdgo, aAld katd karnoio tpémo poipalovean
petal toug nepioodtepa an’ 6,t1 to o1veud pe to Béatpo. Eival e@ikté otn Aoyoteyvia va nepimdavnBei to péu o’ éva
nepiPdAov, 6riwg kGver to tpdPelivyk oto oveud, Siadéyovtag kar Balovrag ta&n otig Aerrtopépeies. Auté eivar kGt
efaipetikd Sokodo ato Béatpo, yiati ta pduia pag akoAoubolv auté mou Kiveital kar mepimAavadveal otn oknvi 6tav
bev kiveitar tinota. [TpoondBereg va 0dnynOei to pdu pe péoo to ouykevipwpévo poTous tou npoPoléa, pag kGvouy
va £xoupe eniyveon tou pwtig, evd otn Aoyotexvia Kal tov Kivijpatoypdgo dev ugpiotatar tinota exr6g anéd to
avuikeipevo mou neprypdgetal fj undpxer otny 006vn. Nevikdtepa, oto Batpo to pdu odnyeitar and toug nBomoiovg,
evo otn Aoyotexvia ka1 oTig taivieg to pan umopei va kaBodnynOei pakpid ané toug xapaktrpeg, oe GAAa onuavuika
KOUpdTIa tng 10topiag,
Tehkd 6pwe, n Aoyotexvia eivar Aé€eig mou neprypd@ouy eikéveg kal to arvepd eivar o1 idieg o1 eikéveg. O yparrtdg
A\oyog Baoileta meproadrepo oty gavracia Tou avayvmotn, eve 01 taivieg eival 1) gaviacia petapoppouévn oe kGt
oupnayég. Autri n Suvatétnta tou Kivnuatoypd@ou yia otepedtnta, n Ikavotntd tou va oe kaver va viobeig to antd
Bdpog twv avuikepévwy kal tig Gueoeg ouvéneleg twv npGfewy, éxer va kdver pe to yiati kGnoieg 10topieg
npoo@époviar yia tavieg kan GAAeg 6x1. Mépog tng katavonorng pag npoépyxetal and to EVOTIKTO Kal, av HITopoupe va
VIOOOUE TNV uypacia ka1 to kplo tou opuxeiou, to Bapog tou kaoud, va avanvetooupe tov fapl and ) okévn aépa,
tote Ba karaAdPoupe neproodrepa yia évav avBpakwpuxo and to av Siafdooupe yi' autov. To va oxképreoar pe eixdveg
efval évag tpéNog va KatoIkfoelg ta oGpata kai ta puald tev xapaktipay oou. H npoonddeia va petapépeig autég vig
eikdveg, autd va ouvaioBipata, oe GAAoug avBpdnoug eival éva peyalo pépog tou T eivar o KIVIjHatoypagpog,.

Anéonaopa ané vo BipAio Thinking in Pictures: The Making of the Movie Matewan,
Houghton Mifflin, Bootévn 1987. Da Capo Press, Kaipnpitd MA
Metagppaon ova eNAnvikd: Ailu M. Nanayavwn
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Thinking in Pictures
By John Sayles

A steam engine thunders toward us, belching black smoke.
Men with guns walk down an empty street, spreading out as they come, faces grim.

People cluster around a new-dug grave on the side of a steep hill, a cold wind moaning through the rugged trees that
surround them.

A coal-blackened man crawls through a narrow seam under tons of slate, the top dripping, the ribs sweating cold water,
puddles at his knees. The headlamp clipped to his hat gives only a candle’s worth of light as he grits his teeth and chops
into the coal face in front of him, tunneling deeper into darkness like a man digging his own grave.

Reading these pictures in a sentence gives you one kind of feeling, depending on your experience and imagination. See-
ing them on a movie screen, animated by flickering light and existing in sequential time, can give you a very different
feeling, can tell you different things. Understanding the differences between the two experiences is the basis of telling
stories in film.

Narrative film, what we ordinarily think of as “the movies”, is a combination of literary, theatrical and purely cinemat-
ic elements. The story itself and the dialogue - the literary elements — can be written down, though except in books like
this they are rarely published and never considered “literature” on their own. The acting has its roots in theater, though

the style may be altered quite a bit from what would go down on a stage. The picture may have some aspects of paint-

ing when it is still, but the minute it cuts, moves or somebody moves within it, we are brought to purely cinematic areas.
When you are making a narrative move you hope all three elements work together to tell the story. If one of the elements
drags on the others, or contradicts them or is distractingly awkward, it can take the viewer out of the flow of the sto-
ry. Crummy dialogue and inappropriate acting take me out of a story faster than anything else. 1 start to see the typing
on the screenplay page, start to hear voices at the story conferences, and see only actors instead of characters. Some
people are more sensitive to the look of a movie and can handle or don’t even notice lapses in the dialogue or acting. |
think all of us are more lenient with these elements in a movie in a language and from a culture we don't understand. We
have gotten used to a certain reductive stiffness in subtitles (which have to be condensed and simplified just to fit on
the screen) and may accept an over-the-top performance from a Japanese actor that a Japanese audience would be
rolling its eyes over.

If one element is strong enough it can sometimes carry the other two. A knockout performance can grab us in an oth-
erwise crummy movie, and there are horror movies in which the dialogue is dopey and the acting wooden but the story
and its cinematic telling are so together it’s still worth the ride. In the first couple of movies | directed, Return of the
Secaucus 7and Lianna, we didn’t have the time, money or experience to do much visual storytelling and so we concen-
trated on the other elements, trying to keep the technical end simple and competent. Both movies were written and
planned with this approach in mind, and both are mostly involved with interpersonal dynamics in enclosed spaces. In
Return of the Secaucus 7we substituted the movement of cutting from character to character within a large ensemble
cast for the camera movement we were avoiding. In Lianna we worked on establishing a kind of cumulative mood and
identification with the characters through a series of episodic, dramatic scenes, once again using music and cutting to
fill in for camera movement. Only in later movies I've directed, Baby It's You, The Brother from Another Planet and
Matewan, did we have the time and money (or inexperience to make up for the lack of them) to tell much of the story in
pictures.

| “started” as a fiction writer, publishing some short stories and a novel called Pride of the Bimbos in 1975. The novel
was originally a movie in my head. | started with a couple of scenes that | saw dramatically, saw the setting, imagined a
certain graininess to the image, heard a country-Western soundtrack compressed through a tinny jukgbox speaker.
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<Evag Gvrpag, patpog and 1o kGpBouvo, £pnel pEoa o€ pia oTEVOXwpen QAERa..» / “A coal-blackened man crawls through a narrow seam..

But in 1975 1 was working in hospitals and factories or was on unemployment, had no track record as a writer or a movie-
maker, had no connections whatsoever in the movie business. 1 hadn’t even gone to a film school. A practical look at the
situation told me any screenplay 1 wrote was going to sit on the shelf for a long time, especially one about a white-trash
kid, a midget shortstop and a six-foot-six black hustler with a violent revenge on his mind. 1 began to rethink the story
as fiction, mentally adapting it into a long, episodic short story that eventually became a novel. But the picture and
sounds were the first, and in the writing 1 did my best to give the reader the idea and the feeling of what 1 had first
“seen”.

The transition 1 was able to make from writing fiction to making movies was a case not of graduating from one to the
other, of moving up or down, but of eventually having the practical means to do another kind of storytelling I'd always
been interested in. ldeas for stories usually come to me in their own form - short story, play, novel, movie. The form
seems like the best way to tell the story. Now and then 1'll be able to adapt a story from the form it presented itself in
to another, and with some of my early fiction this was a kind of sublimation - if 1 couldn’t make the movie maybe 1 could
write a story about it and make the movie later.

1 eventually got to make movies through writing. 1 had to get a literary agent to sell my second novel, and his literary
agency had a connection with a Hollywood talent agency that handled books as potential film “properties”. | contacted
that agency, wrote a screenplay to show them what 1 could do, and they agreed to represent me if I'd move to the West
Coast for a while. 1 got my first assignment, rewriting a movie called Piranhafor Roger Corman, at least partly because
Roger’s story editor, Frances Doel, read fiction for pleasure (a rarity in Hollywood) and had actually read some of mine.
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1 got to direct Return of the Secaucus 7because 1 made enough money writing screenplays for other people to finance
the movie myself. The budget was so low ($60.000 out of pocket to get the first print) that | had to back up a bit and
stop thinking in pictures, as 1 had been able to do in writing for others, and start thinking in budget.

My experience as a screenwriter up to that point had been primarily visual. Movies | had written such as Piranha or Alli-
gator, at their most basic, were about tension and motion, teasing the audience with the possibility of the creature in
question leaping out from who knows where and eating the second lead. In writing the screenplays for these | first imag-
ined the stories as if' they were silent movies without title cards. Since the piranha were water-bound (until the sequel,
inwhich they had bred with flying fish) the most important image became the river in which they lived. The next image
that came was a dam, a manmade attempt to control nature and a chance to keep the little buggers from getting out in
the ocean. Since Roger Corman had asked for a Jaws-like attack on a crowded beach, that beach appeared as the end of
the race and the structure of the movie was then graphically laid out like a board game - river, dam, beach. The original
idea I'd inherited had a logical weakness ~ if you know there are piranha in the water, why not stay out of the river? The
contrivances that this led me to work up also led me to the second image — people in a jerrybuilt raft, surrounded by
piranha-infested water, poling down a wilderness river to warn the people gathering for a resort opening on the beach.
Not much dialogue is needed to keep this kind of story afloat and 1didn’t write much. In fact, | deliberately tried to keep
the lead role “actor proof” by keeping his dialogue down to single sentences. When Bradford Dillman, a good, experi-
enced actor, was cast, | was able to flesh out the rest of his lines knowing the movie wouldn’t stop dead while he said
them. No director had been chosen while 1 was writing the drafts of the script, and so 1 wrote as if were going to have
to direct it the next day, a full shooting script with each cutaway detailed and nothing left for a director to fill in. Joe
Dante eventually directed it and managed to make a pretty good movie despite a minuscule budget and heavy logistical
problems. He, of course, did more than fill in the action described in the screenplay, taking it as suggestions he was free
to use or not to use as he saw fit. And though this is almost always the case with screenwriters-for-hire, if you're doing
your job you are often writing in pictures.

Visiting the set of Piranha and talking to the people involved in making it helped me to learn one of the basic rules of
film production, which is that talk is cheap and action is expensive. When good actors are going at some well-written
piece of drama, you don’t generally need or want to move the camera around a lot or keep cutting all over the place, for
fear of breaking the immediacy, the “lock” of tension or emotion between one character and another. Unless the actors
need to redo them dozens and dozens of times to get them right, dialogue scenes are easier and cheaper to shoot than
action scenes that need precision camera work, the hitting of exact marks and lots of different angles to build the
sequence. So when it came to writing Secaucus 7, 1 concentrated on telling the story through the words of the charac-
ters (as self-contradictory as they sometimes were), and the images were more about establishing a certain cultural set-
ting and grouping certain people together than about telling the story in pictures. There are a few mostly visual
sequences, most notably the basketball game in which two of the characters vent their sexual jealousy on the court, but
this was something we could shoot in a semidocumentary style in a very short time.

Secaucus 7was, in fact, a story that couldn’t be told only in visual terms, no matter how much time, money or experi-
ence we had. It is a story about the complex relationships of human beings, and since human beings do most of their
communication verbally (even when they lie), to make these characters mute would be to reduce them to stereotypes.
This goes against most concepts of “pure cinema”, but pure cinema is at its weakest when trying to deal with human
beings ina narrative form. Stories become limited to fairly broad strokes, like cartoons and even the best of silent come-
dies or dramas, or the visual metaphors become so complex in themselves that you have to do an incredible amount of
mental translating into highly literary language to understand what is going on. The dead sheep on the radiator may
indeed represent man’s descent from communal to popular culture, but you probably have to go back to something you
read in a book to figure it out. Probably the most vital examples of purely visual storytelling we have today are TV com-
mercials and rock videos. Although some of these are real knockouts viscerally and can be lots of fun, the stories they
tell are pretty simple, usually variations on “Buy this stuff, it'll help you get your shit together”, or “Be a rock star, look
at how many models dressed in underwear you'll meet”.

Many of the movies we've made independently could never have been made through the studio system. There is a hom-
ily in the movie business that movies are good only at telling stories with strong, simple lines, that complexity is beyond
them because you can’t “get into people’s heads” as in fiction and drama. This idea exists probably becausg it’s hard in
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any medium to really get into somebody’s head, and if simpler movies are making money why mess with the formula?
On the other hand, one of the problems you run into writing screenplays for film studios is that when it is appropriate
to tell part of the story in pictures and you write it down that way, most of the powers that be don’t get it, or don’t think
the audience will get it. Some of the problem is that the pictures don’t yet exist in their final form and some of it is that
people are used to being told everything. Long stretches without dialogue make most studio executives and independ-
ent money people as nervous as huge, unbroken speeches do, and you end up having to add dialogue that is simplistic
and redundant and hope that the eventual director will have the sense and the power to cut it out or not shoot it in the
first place. We see Indians on the plain, mounted and armed to hunt. We see buffalo thundering across the plain toward
them. We cut to a closer shot of the buffalo, thundering. We cut back to the Indians, and at this point nine times out of
ten somebody in power will pop up at a story conference and say, “Couldn’t one of the Indians say "Here come the buf-
falo’?” Good observation, Yellow Deer, you're really on your toes today.

The point is not that studio guys are dense, because most of them aren’t, but there is a tradition, much reinforced by
TV, of having running commentary while you're doing anything visual so nobody gets lost. The reluctance to buck this
tradition is understandable. There’s a lot of talk about how visually literate kids are, but a lot of that literacy is equiva-
lent of people being able to read Spiderman, without the captions, real fast. When you throw any kind of complexity in,
visual or verbal, things haven’t changed much. The main use 1 make of preview screenings is to see if people “get it” or
not. If enough people are confused about a plot point we still have time to lay in a line or two to help clear things up. So
maybe you do shoot the equivalent of the guy saying “Here come the buffalo”, but only use it if you have to.

When thinking in pictures it’s important to consider whether a certain image will have the same meaning to someone
else as it does to you. No matter what your experience of the Vietnam War, Platoon is a rugged movie to enter into, a
meaningful assault to the senses. But the images in it are bound to have a different resonance for people who have been
in combat than for people who haven’t. The trick is not to ignore one group and concentrate on the other, to become
either the caterer of the elite or a panderer to the masses, but to pick and build your images so that anybody can get
into the story on some level, so that maybe people are drawn deeper than they thought they could or would want to go.
And you have to do all this without lying to them.

Much is made of the differences between fiction and movies, yet in some ways they have more in common than movies
and theater. It is possible in fiction to “move the eye” around a setting, very much the way a tracking shot in movies
does, by selecting and ordering details. This is something that is very difficult in theater, because our eyes tend to fol-
low anything that moves and to travel around a whole set when nothing is moving. Attempts to move the eye by spot-
lighting tend to make us aware of the spotlight as of the object being lit, whereas in fiction and movies there is nothing
but the object being described or seen on screen. Generally in theater the eye is moved by actors, whereas in both movies
and fiction the eye can be led to wander away from characters to other important parts of the story.

But finally, fiction is words describing images, where in movies you have the images themselves. Fiction relies more on
the imagination of the reader, while movies often seem to be imagination made solid. This potential for solidity in
movies, their ability to make you feel the tangible weight of objects, the immediate consequences of actions, has some-
thing to do with why some stories present themselves as movies and some don’t. We do some of our understanding
straight from the gut, and if we can be made to feel the damp and cold of the mine shaft, feel the weight of the pick,
breathe the dust-thick air, we're going to have more of a handle on a coal miner and his feelings than we could get just
from reading and thinking. Thinking in pictures is a way to inhabit the bodies of characters as well as their minds. Try-
ing to bring those pictures, those feelings, to other people is a lot of what movie-making is about.

Excerpt from the book Thinking in Pictures: The Making of the Movie Matewan, Houghton Mifflin,
Boston 1987. Da Capo Press, Cambridge MA
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John Sayles: I'pdgpovrac yia tov eautd tou

wou Geoff Andrew

O John Sayles eivan évag vopud) vinog: npooyeiwuévoe, akpifordyog, npaypatiotic. To PAéneig otov tpéno nou
viuveral To akoug otov tpéro mou piAGer yia tov k6opo kai yia v boudeid tou. Kai to Sakpiveig otny aviipes@mor)
tou anévavu ota nokida kaBrikoved tou Kivnuatoypdgou. Aiver otig tavieg tou ouiapéq Paoeig, evipupdviag oe
Aentopepr) épeuva tng enoxng otny onoia Aappdvouy x@pa: pabaiver tnv 1otopia, tnv moAtIK, TNV KOWVGVIKS
H1G6pBpwoT, TV APXITEKTOVIKT, TA KOO TOUMIA, TO Payntd, tn HOUOIKT, TIG OUYKEKPIHEVEG 08 Evav TOTI0 anoxp@oeig tne
yAwooag. AvunaBei tov extpaxnhoué: kpatder toug npotinodoyiopoig tou oe xaunAd enineda km Souleler pe
nBonoioig ka1 texvikoug rmou yvwpider. Amo@elyer tnv Kevi) pnropiki Kai tov eviunmoiaoud, tig nleovalovoeg
bebrotexvieg tng kapepag ka1 GAAeg pavraytepéq oknvobetikég @iopitovpeg. ITpotipé va kpatd ta npayuata oe
enineba npaypauika, otn ogaipa tng avayvapiong avlpdmvng epneipiag. ITpotipd va npokadei croxaoué napd
avravakhaotikég avudpaoeig kai, ouvenag, anexBavetar tig taktikég aipvidiaopo.

Autd be onuaiver 6pwg 611 o Sayles anootpéperar tny éxnAn&n. ITpdypan, to avandviexo anotelei avanéonaocto
pépog autou mou kavel, 6nwe npénel oe kGOe kalé dpapatoupyé. Ag avaloyiotei kaveig to tédog tou Lone Star
(Movayixo aotép), tou Limbo, vou Casa de los Babys. Aq oxe@tei kaveig kdnoieg ané nig tavieg: nepipeve kaveic o
XopunAov tévev vatoupaliopés twv TPIOV Mp@Tey tou va akodouBnbei ané pwia aAAnyopikn tavia emotnuovikig
gavraoiog; Oa propovoe kaveig va éxer mpoPAéwer to The Secret of Roan Inish (To pvotiké tng Péav Avig) fi to Men
with Guns (Avbpeg pe 6rida); Ki 6pwg, 6Aeq o1 mapandve tavieg taipiélouv Baupdoia oto ouvoliké épyo tou
oxnvoBétn, Yndpxer pia unokeipevn ouvoxr oto épyo tou, €101 @ote kGBe tétoia ékmAnén — ak6pa kar pia 1600 akpaia
600 1o andropo, aoppdyioto tédog tou Limbo - va Byader péoa otny téén twv npaypdrwy tou Sayles. To avanévreyo,
oe teAeutaia avdAuon, eivan éva Baoiké otoixeio tng kabBnuepiviig {wng twv ouvnbiopévav avBpdnwy — n onoia kar
anovelei to akatdAuto onpeio eotiaong tou Sayles.

To npooipo autd Ba ondroes, eAnilw, oe wa katavénon tng emAoyrg twv péAwy rou unodietal o Sayles otig tawvieg
tou. Tn ouiypn mou ypaew dev éxw de1 akdua vo Honeydripper, kar kabdg npotipd n npdtn pou yvopipia pe
onolabrnote tavia va eivar apéAuven ané nponyoupevn mAnpo@épnon —Hou apéoouy 01 KIVIHatoypa@ikée exmAREeic—,
bev éxw 1béa 1 p6Ao nailer o Sayles otny tavia. ANG opoloyd 6t avunopovd va to avakaAiyw, yiati anolapfdve
navea tny napouvoia tou otny 006vn. Ki auté ev péper eneidn dev eivar kakég nBonoiég (eivar névia moteutée, oe
onowovbnnote poro), ev puéper eneidr o1 epunveieg tou Ppiokovial oe appovia pe tov idio tov GvBpwno kar to nvetpa
g boudeidg tou. O1 pdAor mou unodueta eivar pikpoi ka1 kaBéAou kpauyaréor. Yrnoyiddeta kaveic nwe ouxvé undpyer
fvag npaxtikdg Aéyog yia v Unap€ri toug: to va avaldfer o idrog éva oxetikd oAyapkr pédo mbavév tov Bonba va
peihoel 1o k60tog tng taviag, (Pavialopal nag to id10 10x0e1 kar pe toug péAoug nou avalapPaver n e€ioou afiémotn
Maggie Renzi). Yndpxer opwg pa didotaon otoug nepioodrepoug péAoug mou unodietar o Sayles oty onoia aider v/
avagepboupe: gaiveta va undpxel avea to X10UHop otny emAoyl} Ka1 aneikévion TV XapakThip@y Tou.

Ag oxegroupe tov Howie ovo Return of the Secaucus 7. Aev eivar éva ané ta np@ny koldeyiénaida t@v onoiwv n
enavévwon ouykpotei ty tavia. Eivar évag ané toug viémoug, o onoiog fi§epe évav ané toug Emtd oto oxoleio xar
wopa epyalera oe oo douleiég, wg vuxtepivog peoeyioviot oe Eevodoxeio kal Siavouéag, a@ol mavipeUtnke vapic K1
éxave tpio naibid. Me Aiya Adyia, o Howie eivar ia @@éAipn unevBipmon («Zxéyou to moAukalé», oupfouleter éva gilo
yio 1o evbexopevo tng natpétnrag) 6 o Entd amjlavoav éva npovopiouyoe Eexivnua oty {wi. Eivar 6peg ki1 évag
oloxAnpwpévog avipwnog, pe apgiBupa ouvaioBipata yia tn (i tou ~eivar neprigavog yia ta naidid tou, napd tn
boukerd mou ouvenayeran n Unap€n toug-, évag eupuoldyog mou moteler akpadavea 6t ta Glata payvnoiou
yiatpetouy ta Xtunnpata oto kegdh nou oupBaivouy oto yinedo tou undokert.

Me aA\a Adyia, 0 Sayles katagépver moAAd S1a0étovag Aiya. Zvo Lianna, o xapaxktipag tou Jerry, evig oikoyeveiakol
@ihou nou be xaver xpovo («I"eia oou, koUkAal») va SnAdoer tnv EAEn tou Npog TV NPTAYGVIoTPIa apéowe uetd to
XWPIORO g and tov epwtilo oU{uyd tng, eivan aképa mo axpifobdpnrog. Ayvodviag to Biflio To npydd: tng
pova&idg,* apxika napavoei tny éAAenyn evBouciaopol tng npog to aprxava eubu @Aept tou, exAapfdvovidg tny we
OUVENEID TG «LexVIKNG» tou rou éxel Eegrioer. O aoul\dyiotog owPiviopde Sev unopei va ) der nopagove wg pia
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nabnukn anobéktn twv mpd&edv tou. Qotéoo, o Sayles
anexBaverar tny eUkoAn uneparmdovoteuon kai Sev uropef
va avuiotabei oto va mAdoer tov Jerry wg évav avanGveexa
oupnabnuiké odrupo. Apyotepa, 6tav avakalimter 611 n
Lianna éxe1 epwteutei wia yuvaika, tng elxevar ta
kaAUtepa, npooBétovrag: «Eipam an’ tnv Kahipépwvia, autd
ta npdypata de pe kopmAdpouvs. Eivar eveaéer tunoc katd
Babog: amAdg Aiyo avéntog ka1 avaogaldng, éva nmpoidv
-6mw¢ 6Ao1 pag- tou k6opou otov oroio (olpe.
To 1610, BéPaa, Hev Ba propovioe va emwbei kar yia tov
Haupovtupévo kuvnyo emknpuypévav oto The Brother
from Another Planet (Arié dAAo mAavijtn), oo onoio, 6riwc,
ka1 oto Secaucus, Snuioupyei (euydpr pe tov malié tou
@ido David Strathairn — o Sayles {e@avidver nailovrac
évav efwyfivo @ulakiopévo aunxava péoa o’ éva
avBpdmvo oopa. Aépiota anelAntik6g, aAdd Kuping
Eexapdiotikdg, maider pe tnv ynAéAiyvn cwuatiky tou
S1armdaon yia va Snuioupynoer wa uniépoxn ade&idtnra,
kaBdg kaAnader otoug Spépoug tou XdpAep Kuvnydveag
to @uya okAdBo tou Joe Morton. To x10Upop 6uwe, ev
Héper Baoiopévo oty aviKkavotnta TwV avip@v He ta
Hatpa va ouAAGBouy Tig AerTtég anoxpmoeig tne ouyxpovng
veolopkéQikng (wng, mepidapfdver kar wia Bavudoia
oknvy otnv omoia amoxwpoUv nrtnuévol amd Ttn
ypageiokpatia tng KOvmvikg Aertoupyou mou unodietal
n Maggie Renzi - 6nwg 1 évav xaipékaka avaitio popo O John Sayles we iepokipnkag oto Matewan

p . P p John Sayles as the hardshell preacher in Matewan
upng otoug AdeAd@oug Map€ ka1 tnyv atdka toug: «Aev
efpaote unoxpewpévol va oou deifoupe ta ofpata pagy.
Av 1o Brother from Another Planet nepiéxer tnyv mo K@MIKN ané tig epgavioeig tou Sayles, to Matewan (Matwuévn
Apepikn) nepidaufaver iowg tnyv mo okoteviy: auty tou Barrtiotr iepéa mou Bpoviopmvader kar Siapaptipetal o’ éva
doypatiké kfjpuypa katd twv MmodoeBikwy, twv cooiadiotdv kar onoloudrinmote augiofntei tig acvotola Gdikeg
TOKTIKEG TG petaAAeutikig etaipeiag mou kEktntal kar eAéyxer tnv moAn tng Autikig Biptdivia. «O ITpiykinag tou
Tkoroug katépxetal otn ynp, SnAdver oto yeudo, pavatiopévo napadipnud tou, pa unevBipion tou anexBoug pdAou
nou é€xe1 ouxva diadpapatioer n ExkAnoia oe moAitikég avapetpnoeig woxvog. Zav va fidele va auto-anodnuiwbei, o
Sayles enétpewe otov eautd tou évav mo oupnadr, Byadpévo péoa and tnyv npaypatikénra, xapaktnpa oto Eight
Men Out: vov Ring Lardner, tov penéptep nou Eeokénace to okGvdalo twv otnuévev naxyvidiov twv Black Sox oto
IMaykéowo IMpwrdOAnua vou pnéilumol o 1919. Akéua ki1 £tol, o Lardner dev eivar évag oupfatikig pwag;: péoa and
Toug a0TEIoPoUG ToU He évav Mapopoing amoyonteupévo ouvadedgo, mapouoidleta wg unepBolikd oapkaotikég, Ewe
ka1 uniep@ialog ko autdpeokog. Mnopei va eivanibeahotrig 60ov a@opd to a0Anpa, alla eivan kal Snpocioypagiokog -
ka1 01 npoBAnpatiopoi vou yia tny e&€MEn tou npwtabAjpatog unavioooviar pia kuviki ekdoxr) tou xopou tng apxaiag
paywdiag, meprypa@ikd axpifry, aAAG Babid anootaoionomuévn ané dtopoipoug naikteg 6rnwe o Buck Weaver kai o
Shoeless Joe Jacksen.
IMépa ané pia pevyaléa ep@avion wg yiatpoe oe pia oanouvonepa mou nepva fractikd ané tny tAedpaon oo Passion
Fish (Wdp1 vou ndBoug), o Sayles énaiée pévo oe GAAn pia tavia tou péxpr kar to Honeydripper. O Carl ané o City of
Hope (IT6An tng eAmidag) eivan iowg o mo noAunlokog xapaktipag and 6ooug éxer unodubei. Apxika gaiveta oav o
Carl, 0 oxunng evég 6x1 ka1 t6oo a§iémotou ouvepyeiou AUTOKIVITT@Y, 0 010iog OUMNANPMVE! To £1068NUa Tou WG
toxkoyAipog ka1 eyképalog Srapdpwv kKAondy, eival andd o mo auto-unovopeutikog an’ 6Aoug toug pdloug tou Sayles
Xapaktnpiopévog and tov npray@viots wg «yAoiddne», o Carl oapog Sikaidver (1} kan uniepPaiver) tnv a€ioAdynon
autry. Kopnadovrag ovoug @idoug tou yia to 6t koiufBnke pe pia nedduiooa mou éxer poAig prer oto ouvepyeio (km
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npokadaviag o yEAo toug £1o1 wote exefv va vidoer ekeutehopévn), xpnotponoef exgpdoeis 6nwe «E, Bivi, xovepr
oxaté-opoppoida, toakioou éda péoal». Voo efedooetar n nAokr, ta npdypata Xepotepetouv: OPpyavmver uio
eunpnouks enfbeon oe o epyauikn) noAukatoikia n onofa anopaiver Bavatngdépa. Ma GAAN wa gopad 6uwe, o Sayles
avayvepicer ty eAattwpankh avBpwmd tou Carl: eivar GAo éva ypavad) oe pia pnxaviy aotikfic dagpbopde kar Ha
pnopovoe va uny éxer kataAfiger va efvar téoo mkpapévog kar KuvikGg, av bev efxe oakateutei o’ éva Suotiynua nou
agnoe pia yuvaika vexpr) kai kaAigOnke ané tov natépa tou pebuopévou unaftiou. Kabérou dev exnAfiooer to
yeyovoe 611 dray o iog o natépag tou gpraixen naparoviétar yia tny abikia tou epnpnopon, o Carl anavié: <Exon eivan
n Cwn, To, v va kaveig». Ipaypan, v; Ta GAAn wa gopd, ak6pa kar pe Ayeg, npooektikd emieyuéveg Aééeig
emwpeveg and éva kabappua, o Sayles ~wg ouyypagéag, oknvobétng kar nbonoidg - Sieiodier otnv kapdié tou Bépatoe,
* ToAvoudnunuévo pubotépnua tng Pavikhigp Xod pe Oépa tn yuvaikeia opogulogidia. KukAogépnoe to 1928,

MetGppaon ota eAAnvikd: Aku M. Nanaydvwn

John Sayles: In His Own Write

by Geoff Andrew

John Sayles is a regular guy: down to earth, to the point, pragmatic. You can see it in the way he dresses; hear it in the
way he talks about both the world and his work; and tell from the way he approaches the various tasks of filmmaking.
He gives his films firm foundations by doing detailed research into the milieux in which they’re set: he gets to know the
history, the politics, the social set-up, the architecture, the costumes, the food, the music, the nuances of language pecu-
liar to any given place. He dislikes extravagance: he keeps budgets low and works with actors and technicians he knows.
He avoids empty rhetoric and sensationalism, redundantly virtuoso camerawork and other flashy directorial flourish-
es. He prefers to keep things real, in the realm of recognizable human experience. He prefers to provoke reflection
rather than knee-jerk response, and is therefore averse to shock tactics.

That doesn’t mean, however, that Sayles is averse to surprise. Indeed, the unexpected is an integral part of what he does,
as it is with any decent dramaturge. Just think of the endings of Lone Star, Limbo, Casa de los Babys. Indeed, think of
some of the movies: did anyone expect the low-key naturalism of his first three films to be followed by allegorical sci-
{17 Could anyone have foreseen The Secret of Roan Inish or Men with Guns? Yet all these fit comfortably within the
auteur’s oeuvre. There’s an underlying coherence to his work, so that every such surprise - even one as extreme as the
abrupt, leave-'em-hanging ending of Limbo — makes sense within the Sayles scheme of things. The unexpected, after all,
15 an essential element of the everyday lives of ordinary people - which is Sayles’s abiding focus of interest.

Some of which preamble may, | hope, serve to help an understanding of Sayles’s choice of roles for himself within his
own films. As 1 write, I've yet to see Honeydripper, and since 1 prefer my first encounter with any movie to be untaint-
ed by advance information - 1like cinematic surprises - 1 haven’t a clue as to what role Sayles plays in the film. But | con-
fess I'm looking forward to finding out, because I've always taken great pleasure in seeing him on screen. That’s partly
because he's no mean actor (he's always credible, whatever the role), partly because his performances are in keeping
both with the man himself and with the spirit of his work. The roles he takes tend to be small and unflashy; one sus-
pects, too, that there’s often a practical reason for their existence; his taking a relatively undemanding role probably
helps to keep the cost of the picture down. (That’s also the case, 1 imagine, with the roles played by the likewise depend-
able Maggi Renzi.) But there's one other aspect to most of the parts played by Sayles that deserves mention: there
always seems to be a sense of humor involved in his choice and portrayal of characters.

Take Howie in Return of the Secaucus 7. He's not one of the ex-college kids whose reunion structures the film; he’s a
local, who knew one of the Seven at high school, and now moonlights as a hotel night clerk in addition to hisglelivery job
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because he married early and landed himself three kids. In short, Howie’s a salutary reminder ("Think long and hard,” he
advises one pal on the prospect of parenthood) that the Seven had a rather privileged start in life. But he’s also a round-
ed individual with ambivalent feelings about his life — he’s proud of his children, notwithstanding the work they entail
—who has an amusing way with words and a firm belief in Epsom Salts as a cure for head wounds inflicted on the bas-
ketball court.

In other words, Sayles does a lot with a little. In Lianna, we see even less of Jerry, a family friend who wastes no time
(“Hi, gorgeous!”) in making clear his sexual attraction to the protagonist as soon as she’s split from her philandering
husband. Ignorant of The Well of Loneliness, he initially mistakes her lack of enthusiasm for his clumsily direct come-
on as a consequence of his 'technique’ having gotten ragged; his unthinking chauvinism fails to recognize her as any-
thing but a passive respondent to his actions. Still, Sayles hates facile over-simplification, and can’t resist making Jer-
ry asurprisingly likeable lecher; later, when he finds Lianna’s fallen for a woman, he wishes her well, adding: “I'm from
California; that kind of stuff doesn’t faze me.” He’s a good guy at heart: just alittle foolish and insecure, a product - like
us all - of the world we live in.

That, of course, cannot be said for his bounty-hunter-in-black in The Brother from Another Planet, in which - pairing
himself, as in Secaucus, alongside old friend David Strathairn — Sayles revels in playing an alien awkwardly trapped in a
human body. Vaguely sinister but mostly hilarious, he plays upon his own tall, slim physique to create a wonderful gawk-
iness, loping around Harlem’s streets in pursuit of Joe Morton’s runaway slave. But the humor, partly predicated on
the men-in-black’s inability to grasp certain nuances of contemporary New York life, also includes a lovely scene where
they depart defeated by the bureaucracy of Maggie Renzi’s welfare clerk, and a gleefully gratuitous homage to the Marx
Brothers’ “We don’t got to show you no badges” routine.

If Brother contains the most comic of Sayles’s appearances, Matewan features perhaps his darkest cameo, as a Baptist
preacher fulminating in a fundamentalist sermon against the Bolsheviks, the Socialists and, indeed, anyone questioning
the blatantly unjust employment practices of the mining company that owns and controls the West Virginia town. “The
Prince of Darkness is upon the land,” goes his lisping hellfire rant, a reminder of the awful role the Church has often
played in political power struggles. As if by way of recompense, Sayles next allowed himself, in Eight Men Out, a more
sympathetic character drawn from real life: Ring Lardner, the reporter who exposed the “Black Sox scandal” game-fix-
ing of the 1919 baseball World Series. Not that his Lardner is a conventional hero: in his banter with a similarly disen-
chanted colleague (played by Studs Terkel), he comes across as rather overly sarcastic, even supercilious and self-sat-
isfied. He may be an idealist regarding the game, but he’s also a hack, and his reflections on developments in the Series
suggest a cynical version of the Greek chorus, descriptively accurate but somehow deeply detached from hapless play-
ers like Buck Weaver and Shoeless Joe Jackson.

Apart from a very fleeting appearance as a soap-opera doctor glimpsed on TV in Passion Fish, Sayles acted in only one
more of his own films until Honeydripper; City of Hope’s Carl, however, is perhaps the most complex of all the char-
acters he’s played. It initially seems as if Carl, the proprietor of a less than reliable garage, who supplements his income
as a loan-shark and organizer of various forms of larceny, is simply the most self-deprecatory of Sayles’s role-choices.
Described by the nominal protagonist as “slime’, Carl certainly lives up (down?) to such an assessment; first seen boast-
ing to buddies that he slept with a female client who's just come in the garage (and suggesting they laugh at her so that
she'll feel humiliated), he’s given to commands like “Vinnie, yer fat, fuckin’ hemorrhoid, get in here!” Plotwise, it gets
worse: he arranges what turns out to be a fatal arson attack on a tenement. Again, however, Sayles recognizes Carl’s
flawed humanity: he’s just one cog in the machine of civic corruption, and might not have ended up so embittered and
cynical had he not been crippled in a drunken-driving incident that left a woman dead and was covered up by the cul-
prit’s father. Small Wonder that when the latter complains about the injustice of the arson attack, Carl replies: “It’s life,
dJoe, whaddya gonna do?” What, indeed? Once again, even with a few choice words spoken by a scumbag, Sayles - as
writer, director and actor - gets right to the heart of the matter.






Mio ouzatnon pe tov John Sayles

XYNENTEY=H: JOHN SAYLES

tou Kevotavrivou Kovrofpdkn

KK. ITpwv npoxwpricoupe oe epatrjoeiq yia tn Souleird oag Oa rifeda va oug pwtriom kdnoia npdypata
yia tn {wnj oag. Mupveviag miow otnv na1dikr oag nhikia, yevvnOnjkate ka1 peyaddoare

otnv moliteia tng Néag Yopkng ané oikoyéveia Iphavdcv KaBohikav.

JS. Nay, ka1 01 6o pou yoveig eivar pioof IpAavboi k1 n untépa pou eivar KaBoAikr, onéte avatpdgpnka Kabohikde,

KK. KaOdq peyad@vare eixate ouveidnon autiq tng OUYKEKPIHEVIIC KOTVETN TG,

aUTI|G TNG CUYKEKPIHEVIG OpGdag avlphnwv;

JS.°0x1. Nopilw nwg to Schenectady, to pépog 6rou peydAwoa, fitav pia moAl avopoloyevic noAn: exef Bpiokdray yia
xpovia n General Electric k1 £to1 eivan pia peydAn Brounxavikn méAn. Auté mou urnopoloa va ouveldntonoifjom frav éva
peydAo avBpdmvo ouvovBUAeupa. Yrjpxav Aeukoi GvBpwmior, patpor avBpwriol, GvBpwriol pe kGunooa Ae@td ki
avBpwmor mou dev eixav ppdyko, GvOpwrior mou frav KabBolikoi k1 dvBpwrior mou dev fjrav KaBoAikoi: urmjpyav pepikoi
Epaior, kGvag-6uo Moppévor. Hrav mdpa modi Apepikaviko pépog pe authy tny évvoia, 6t frav noAunoMtiopiké. Ka
vouidw nwg poMig mou eixa avudngBei 6t unmpxav kar pdypata rmou frav kovd otoug avBpadmoug k1 £nerta mpdypata
mou feayv moAu drapopetikd.

KK. Ka1 petd mjyate 6To navemotipio Kai onouddoate puxoloyia.

IT6te ouverdbnronojoarte nwg OéAate va acxoAnOeite pe tov KIvipatoypapo;

JS. Nopilw 6 ndvrote f&epa nwg pou Gpeoe va S inyoupal 10topieg wg nadi 1on éypaga pubiotopripata, évol, yia
tnv mAdka pou. Mou Gpeoav erriong o1 taivieg kai n tnAedpaon addd dev eixa 16€a o guidGyvovrav 01 tavieg 1 naog
exbidovrav va fiAia. Ki évon, péxpr ta tedeutaia pou xp6via 0to mavemotipio, gavralépouy 6t oto péNov Ba eiya pia
Kavovikh douleid 6mwe 6Aog 0 kK6opog. Autd ka1 £ékava' epydotnka yia Aiyo wg tpaupatiopopéag kai petd
ouokeuaGovrag kpéata otny mepioxn tng Bootévng. Opwg oto teAeutaio pou £10¢ 0To navemotipio Gpxioa ermiong va
nai{w ka1 va oknvoBetd oto Béatpo K1 auté pou dpeoe modl. Kanoia ouiypr, evd dovAeva akoun ota kpéata, Gpyioa
va otéAve 10topieg oe meprodikd. Ki n Atlantic Monthly Press, nou frav to ekotik6 koppdu tou nepiodikol Atlantic
Monthly, eine yia ia ané g 10topieg pou: «Auté dev eivar Siqynpa, eivai vouBéda. Av tny éomayeg oe pepikd dinyfiuata
tote fowg va ta Balape oto nep1odi1ké, 1§ mdAr av tny £puiaxveq oe pubiotépnua propei va to dnpooietape.» Try
enékreva kai tny ékava pubiotépnua ki £tor nétuxa va ekddow €va pubiotépnua oe nhikia 25 evwv. [Mavia pe
evhiépepav 01 tavieg K1 avapwtibpouy nag va Eexivoioa va puiGéw pia. Aev rmya oe oxoAr| Kivijpatoypdgou, bev i§epa
Kkavévav otny maroa, ondte exeivn tnv enoxr frav kanwg Bewpnuiké to npdypa. Na 1 éyive 6pwe. Aovleva wg
nBonoi6g oe pa kadokaipivi) Beatpikn mapaywyn ovo Niot Xdpoaip ki eixa péhig ypdper to dettepo pubiotopnud pou.
Xperalérav va to moudfjow K1 £tol ouveidnronoinoa nwg xpeladépouv Aoyotexviké atéévin. Tnlepamvnoa o’ évav kal
tov pdenoa av dexérav va exdwoer to PipAio pou. Mou eine eved&er kar péobeoe nwg kGbe Pidio mou novlotoav to
napouoialav ka1 oto X6Ayouvt, piag kar efxav oupgvia p’ éva npaktopeio exei. Ondte andag éypaya oto
npaktopeio oo X6Ayouvt kai toug eina «Exknpoowneite auté to pubiotépnpua, mou e Ba yivétay kar oAl kar taivia,
al\G epéva Ba pe evhiégepe va ypdew oevapia. T va kGve yia va to kGvw auté;» Mou {ritnoav defypa oevapiou. Eya
Hohig eixa Siafdoes to BipAio tou Eliot Asinof Eight Men Out ka1 oxéginka nwe Oa yivotav tpopepri taivia, ondte
éypaya éva oevdpio Baciopévo o’ autd. Etuxe o téte dievbuving tou Kivijpatoypa@ikol npaktopeiou va éxel
Satedéoer ardéving tou Eliot Asinof 25 xp6via npv, 6tav exeivog éypage to BiAio. Etor i&epe moAi kadd v nlokr
Ko eine «Aomdyv, éxaveg moAi kalr Souleid p’ autd. Av pnopeic va 'pBeig edo otn Autiki Akt tote KGU pnopoipe va
kdvoupe yia oéva»."Etor n Maggie ki1 ey® petakopioape otn Santa Barbara ki Gpyxioa va douletw ypdgoviag oevapia.
INpdua otAewa pe vov Roger Corman ypdgovrag tavieg tepduwy 6nwg to Piranha, vo Battle Beyond the Stars ka1 to
The Lady in Red xan xatémy pe oknvodéteg nou yvodpioa 600 epyaldpouy pe exeivov. Ekava aképa to Alligator kan to
The Howling. H Baokrj tapiga tov kaipé exeivo fitav 10.000 Soddpia kai téoa énapva. ANNG éypaga kGunooeg tawvieg



A conversation with

1 0eIpa ~ypaeem oAl ypriyopa- ki étor eixa 30.000 boAdapia otny tpdneda. TToté npiv bev eixa EavaPpedei pe 30.000
bolapia oty vpanedal

KK. e xavaArLave Aoy va xaveve vo Return of the Secaucus 7;

JS. O tinog nou inubuve to kahoxkapivé Béatpo oto Niou Xdpoaip efxe tnv 16éa kar pe pdrenoe av Ha evbiapepduouv
va kave pia tavia pe toug nBorolong and to Biaco. Ki étor n npaen tavia éyive pe exeivoug toug Beatpikoie
nBoroong pe toug onoioug eixa ouvepyaotel. Hrav pia anéd tig ondvieg nepinu@oeig nou eixa and tny apxr tov
npoinooyiops ko eina: « T propa va kdve kaAd p’ autd ta Aegd; Ae Oa propéow va ayoplow auth ki exeivo, pa or
nBonoioi Ba pou épBouv eOnva ka EEpw noAlotg nou eivar kalof, kovietouv 6Ao1 toug ta tpidvta... E, Ba unopodoa va
Kavw pia tavia yia wa opada atépmy nov kovievouy ta tpidvra. Ki fowg va tnv tonobetiow exei nou eivar to
ralokapivo Béatpo, yiati Eépoupe exel éva nahé oalé 6rou propotue va toug koipiloupe 6Aoug yia éva doddpio to
ke@dah tn Ppadid. Kar v éxer Aomndy exei otny n6An; Yrdpxer otnv néAn éva Oéatpo, éxer moda ddon tprylpw, éxer pia
wpaia Mpvoula, Ba kGvoupe tig oknvég pag exeis. Ki 1o propéoape va yupiooupe to Secaucus 7 ue undeviki euneipia
péoa oe névee efbopddec, ev péper ki enedn kapia ané vig tonobeoieq dev aneixe neproobrepo and 5 pikia ané to
pépog 6nou pévape. O kabévag é@epe ta H1ka tou pouxa, ondte dev eixape tuApa oknvoypagiag. Aev eixaue tufua
KOOTOUMIGV 1) HaKIVIGE, oUte kapid and autég tig moAutédeies. Ka faoikd BydAaue tnv tavia yia 30.000 dodéGpra. I’
aArbeio ta egevpiokape 6Aa kaBobdov. Ae yvwpilape kavévav otny mdaroa kai to ouvepyeio to anotelovoav GvBpwmnor
nou yupiGay diagpnpioeig otn Bootdvn kai mou ki autoiq toug yvwpioape péow @idwv. IMpaypatika egevpiokape tov
poxo. OfAw va nw, eixa kortdéer péoa and Kivnuatoypa@ikf kauepa pia eopad otn (iR pou, nou Pplokbéuouy oto
nAav6 vou Piranha 6mou eixa éva poAdkr k1 auté fuav pia gopd yia duo deutepdAerita. Qg ek tolttou, dev nepipévape n
ravia va naixeei ouig aibovoeg, Exkepropaotay pinwg nai{érav ovo PBS [Public Broadcasting Service] fj otny
tnAedpaon. AAAG to 6Ao Bépa frav Baoikd n epnepia tou va ty euid€oupe. Enerta étuxe va nepdooupe ané pepika
peoufal Kivnuatoypdgou K1 frav tote akpifmg nou autd to avefdptnro gavépevo exivotoe. Or Siavopeic nou
avaldpfavay peydlou prikoug tavieg pe kare§oxrv donpoug nborolot fjtav dev fitav téooepie. Epeic kataAifape o’
tva ouvbuaous Huo havopéwy mou Sev undpxouv ma. Pepdpape kar BydAape kan Aiyo képdog to onoio kpatrioape.
Eivan kanwg oa va Satnpei pia pouid pixvovrag kAapdkia. H gotid dev éyive moté mods peydAn aAAé tny kpatfoape
{wvravi.

KK. Exvtote ndve eikoo1 oKte Xpovia ki €xeve puia&er oto pevafv dexaéd) tarvieg.

Koitadoviag miow o’ exeiveq 116 p@reg NHEPES, PavIAoTHKATE NOTE WG Oa kavate autrjv tnv kapiépa;
JS. 0y, npaypatikd dev eixa 16éa. Ynébeva nwg 6a npoanabovioa va ouvexiom va {w wg oevapioypagoe,. £t adfbeia
bev vo Egpape, pag kar dev unmipxav ka1 moAAG nponyoUueva yi' auté nou npoonaBovoape va kavoupe. Oovopika
piaviag, vopilw nwg eipaote mAnoéotepa otov John Cassavetes, mou xpnuatodotouoe ouviiBwg tig taivieg tou 6y
pe Aeg@rd ané to otolveio aAAd pe to va kaver tov nBoroié 1j pe to va Paler unoBrikn oto onin tou. E, evidaéer, be
xperGotnke noté va unobnkevooupe to onit pag! Eutuxog 6pwg 6tav ouvaverioape abié§oda, 6tav Snladi Sev eiyape
enevbutée ) bev eixape apketoug enevbutée, eixa xpripata ané ta oevapia yia va ade ouig tavieg pac. Auté eivar
peyalo meovéxnua, agou o1 oknvobéteg mou Eexivouv xwpic Ae@ta andag Baltd@vouv Sev éxouv kav tny euxépera va
ypawouv moAAG oevdpia kai va ta oteidouy oe mBavoug xpnpatodoteg,

KK. Auté nou neprypdyate akovyetal oa pia au@épunn epneipia nouv Ae1tolipynoe exeivn v enoxi.
To fpioxere eukoldrepo 1 Huokoddrepo va Kdvete tarvieg tdpa;

J8. Kavagépape va uig gudEoupe, dpa de propd va nw 6u eivar mo duokolo. Yrp&e wotdoo pia ovvioun nepiodoe,
KANOU 010 WoG NG KApIEPaAg Jag 1mou pag frav 0apog eukoAdtepo va paléyoupe xprpata. BéBaa, to Eight Men Out
1o puatape éviexa xpovia apbrou éypaya to oevdpio, ondte autd dev frav ki eikolo. Me to Matewan [ Matwuévn
ApepmrjlvopiCape nog eixape ta xpripata, aAAd pag nmpe vopiw evdpion xpévo yia va to kdvoupe. Ma tn Sedtepn
voivia pog, wo Lianna, Eobéwape evapion xpévo npoanaboviag va paléyoupe 800.000 Soddpia dote va to yupicoupe
oe 35mm ka tehikd anotixape, ondte to puaEape yia 300.000-vopilw oe 16mm. AAG tov kapé axpiBag vou City of
Hope | H noAn ¢ eAnidag) ka vou Passion Fish [ Wdp1 tou ndfoug), unipée éva oliviopo Sidotnua katd to onoio o1
evmpeiee bhavopre Bivieo xpnuatobotoloay taivieg: K1 av pnopoloeg va Kpathoeig to k6otog ota 2-3 exegoppipia
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boAdpia k1 efxeq ka6 10Topikd, eixeq kalég mBavotnteg va oe xpnpatodotroouy £tor. Autd énaye va oupfaiver petd
ané 3-4 xpévia. To devtepo pépog tng andvenong eivar 6t undpxouy op1ouévor oAl yvwatoi nBoroiof mou efvan
SateBerpévor va épBouv kai va kavouv Tig tavieg pag mapéu dev nipéxertal o’ aAfbeia va kepdicouv Aegrd. Ki étol pac
épxovial Gropa 6mwg o Danny Glover, o Kris Kristofferson k1 n Mary Steenburgen, pévo kai pévo eneidn éxouv be1
GAeg tavieg pag 1fj €xouv akovoer yi' autée, Auté oupPaiver kar Aoy tng katdotaone nou emkpatei otnv matoa, mou
SnAadni undpxouv mo evbiapépovia npdyparta yia toug nbornoiole otig ave§dptnteg ané 6,t1 otic mainstream taiviec,
ITéoeq popég propeic va naifeig éva mpdktopa tou FBI ka1 va kGveig kGn kavoupyio W’ auté to pdAo;

KK. Oa Aéyate nnwg o1 nBomoioi épxovran oe oag AGy® tng riung oag 6t1 netuxaivere

va toug Bydadete KatamAnKTIKEg epunveiec;

JS. Nopilw nwg oupPaivouv dvo mpdypata. To éva eival mwg o tpérog pe tov onoio euidyve tawviee dev eivar
anapaitnta autég mou Ba enédeya edv eixa mep1oodTepo Xp6vo kai xpripa. ITpéner va kévw to peyalitepo pépog tne
empuéAeiaq tng 10topiag katd tn @don tng ouyypagrg tou oevapiou ka moté dev £xw tny euxépeia va yupion Greipo
@A\p Ka1 va to neTtook6yw. Ta tov nboroié autéd onuaiver nwg katd ndoa mbavétnta 6,11 eivar oto oevdpio Ha pre
Ka1 oty tavia — eved 6Ao1 toug éxouv eunAakei oe peydAeg mapaywyég 6rmou to peyaditepo uépog tou pdAou toug
efapaviotnke. Ki énerta eivar kar mou, ene1dn} 6e ouvepyalpaote pe ototveio, n cupgmyvia yiveta petall exeivav ka
epou. Aev unidpxer kGroiog tpitog rmou va éxer mepioadtepn e€ouaia ané onolovérnote and epde. Ondte moteln nwe
undpxer kat’ apxfv pia ouvevvénon 6t «Eivan eviiagpépoveeg péAor autoi, éxoupe de1 k1 GAAoue avBpdnoue va eivar
oAU ka)oi o’ autéq Tig Tarvieg, autd tpdPnée mdve toug Ty Mpocox K1 £T01 petd nipav kai mo akpiforAnpwuévoug
Ki evBiapépovreg p6Aoug». AANG unidpxer kai To 6T «=épw oe T UMAEK® K1 av autdg o poAog eival kaAdg oto xapti tote
Ba eivar kaA6g kar oty 006vnp.

KK. "Exerte kavei, vopi{w, 800 tarvieg mou dev eixav tepdotio kaot, moAdoug diagopetikoig
XOPAKTIPEG, 10TOPieG Ka1 uno-MAOKEG: to Lianna, vo Passion Fish ka1 puoika to devtepo pépog

tou Limbo. Thati autd;

JS. [Motetio nwg eivar évag tpbémog yia va PAéneig tov k6opo. Otav ypdew pubiotoprpata undpxouv akoun
nep1oodTepol Xapakthipeg ka1 emmA£ov OMTIKEG YoViee. Le Wia tavia Prmopeic va rnpayuateuteic iomg péxpr kai tpeig
orruikég, ka1 maA1 {ntdg moAAG a6 to Kové. Autdg eival o §1kég pou tpérmog va BAEnm tov k6opo, va uny tov PAén®
dnAadn pévo ané pia orruikn ywvia. ANG va kortdlw tov Zai§nmp kar va Aéw: «O tinog mou kpatder tn) AGyxn €xei ki
autég wia 10topia. Epxetal kG0e pépa otn Soulerd kan O€Aer va naber 1 Ba oupPei pe vo Baohid kar tn Baoiviooa yati
eivar n Souleid tov, n (w1 tou. ANG npéner arAd va kGBetar exei kai va akovew. O Tom Stoppard to kéver auté pe éva
Beatpik6 tou, to Rosencrantz & Guildenstern Are Dead. Exei kortaloupe tov Audet and tnv moAu nepropiopévn ok
duo aofjpavtey xapaktipwy: kai mdA1 6pwg yvwpidoupe Aiyo moAd tny 6An 10topia.

KK. ITotevete Aoinév nweg avtr oag n 1616tnta tov pubiotoproypdapou

enmpedder to épyo oag wg oknvoBétn;

JS. Nay, pa névrote éxw enfyvaon tou 611 to kové piag taviag Sev eivar ouvnhopévo oe téon éxtaon. Mati autd nou
K@vouv oAU kald o1 tawvieg ka1 oto onofo £xouv ouvnBioer 01 Beatég eival 01 kaloi pe ta Aeukd kanéda ka1 01 Kakoi pe
ta pavpa kanéda, tpaPnyuévor ota Grpa, kar autd ta dkpa va ta Badeiq padi. Yrnnp&e pia nepaouikn péda oto
apepikaviké ovepd tng Sexaetiag tou '70 mou fiBelde toug Npweg kanwg Sipopolipevoug (o Jack Nicholson énaée
HepikouG tétoloug péAoug vapitepa otny kapiépa tou), alAd petd napidde. Enerta nepdoape t dexaetia tou 80, tnv
enoxr tou Stallone ka1 tou Schwarzenegger ka1 6Awv ekeivov TV xapaktipwy mou Aeg ka Byfikav and Kivoupeva
oxéba. O tpénog mou avuikpi{w tov k6opo kar 0 Adyog mou Eekivnoa va kGve taivieg frav yia va punv kave
ouvnBopéveg tavieg mou va pou Bupifouv dAAeg tarvieg, aAAd yia va WIAo® yia to T yivetal 0tov KOOHo Ko 1nog
BAénw eyd tov k6opo. Yrndpxouv noAloi Siagopetikoi GvBpwror, 6Ao1 éxouy tn Sikr) toug koopoBewpia kar prdékouy
oe karaotdoeig ouykpouone. I’ autd ko oe apketég and tig tawvieg pou o1 GvBpwnor de pwiddve kav v idia yAoooa.
Two Casa de los Babys undpyer pia peyGAn oxnvi (kar pia ané tig ayannuévee pou emnione) 6mou o1 Suo yuvaikeg be
wiAdve v idia y\dooa alld éxouv motéoo moANG kové: nepioodtepa an’ 6oa éxel i) yuvaika pe tig undlomneg nou
npoonaboiy va vioBetioouy pwpd. Eivan lpAavbéda ki 6tav fipbe otny Apepiki frav @rwyh pallov Ba éotpwve ta
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wpefana o kavéva poté, pdAov éxave autr tny bouderd kanote otn (wn e, Onére av pnopodoav va wiAfoouy Ty
b1 yAwooa Ba yivoveay moAu kaAég gpidee, Ma unidpxer autf] n katdotaon avaueod toug nou be unopei va Egnepaotei.

KK. Oa oug ndw wwpa oe éva GAAo Oépa. Epyadeote pe Sragopetiké tpémno an’ 6,01

01 neproodtepol GvOpwnor ebe ka1 npaypateveote Oépara mou 01 GAAo1 dev ayyifouv evkola.

Efote xaua xanoio tpéno pa eaipeon yia to ovotnpa oto onoio epyGleote ka1 1o kavete auté
OUVOTNHATIKG £56) ka1 eik001 enTud Xpovia. £’ autv tnv nopeia vikOete noté povaxikda,

OVIaG AU TOE OV ano@Paoioate va efoTe Ka1 KAvoviag Tig taivieg mov kavere:

J8. Nopidw nwg kabe dnmoupydg to aobdavetar auté oe karoio Babué. IMetuyaiveiq ki GAAoug oxnvobéteg oe
geotPdal k1 6Ao oou Aéve «ITog Ppiokete Aomdy xpnuatodétnon;» Ki 6rav toug Aeg «E, be Ppiokoupe, npéner va ta
paCépoupe povor pags, navea avakougidoveal Auté oupPaiver téoo otoug avefaptntoug 600 kar oToug mainstream
oxknvobétee. Ondre motelnm nwg 6viwg kau éxer auth n SHabikaoia tou va un oou xpwotdel kaveig tinota, nou oe
kaver va vioBeig povaxikG: pia kGrnoia anopdévmon mnou eivar pépog tng douleide, 6tav npoonabeic va puidyveig
evhiapépouoeg tavieg. To GANo xapaktnp1otiké TV tavidv pag eival, 6x1 nwg efval moAitikée, allé nwg eivan
noAundokee. Ki 6nwg eina np, éva ané ta npdypata mou kdvouv moAu kaAd o1 tavieg eival va egoprdvovear trv
nolurloxéinua. Qg oevapioypdgog autd eival mou pou {nudve ouxva va kGvw. «Xpelalépaote va yiver o kakée mo
KakoOg, 0 KaAog kaAutepog kar 1 Siapdyxn peta&u toug mo EexdBapn, avei va éxoupe kG vepedddegs. E, Aoméy, otnv
npaypouikn (i ta nepioodrepa npdypata eivar vegedadn. ITdpte yia napdderypa tov nédepo ovo lpdk. Eivar éva
@ik npaypa, éva xah. Ki n arvia mou eivar xdAi eivan, peta&i GAAav, nwg dev undpxer oagéc 6p1o peta€li kalot ko
kaxou oty unéBeon. Oa gavialépouy nwg onoloodfimote mepratd exei yipw @opdveag tr) 0Tolr evég apepikavol
otponmtn Ho éviwbe moANéq gpopég péoa otny idia pépa kanwg £ton: <Exava kGt kadé. Exava kat kaké». E, Aoy,
fowg 0 KOOWOG va uny rmyaiver givepd yr' auté to nipdyua, yia va ouveibnronomoer Snladn néoo moAimlokn eivan n
Cwn). IToAoi avBpwrior nmyaivouy oivepd enedn o1 idieg toug 01 {wég eivar moAumlokee. Oélouv va nave kanou émou
va toug EexabapiCera v eival owoté kar 11 AdBog. Eidika otnv Apepikn. Metd tov néAepo tou Bietvap Byrikav moAdée
ravieg tinou Rambo, mou o oxondg toug fjtav Bappeiq va kGvouv tnv Apepikri va amoBavBei kaditepa pe tov eauté tne.
To onpeio Aomoév oo onofo vidBoupe auxva pévor eivar 6t unidpxouv 1600 Aiyeg tarvieg - eite ave§dpenteg eite main-
stream- 1ou va emtpénouv otny 10topia va eival mepimdokn, mou va emtpénouy oto aoikéd xapaxthpa va eivan
Kanoiog oav toug @iloug oou: eival pidor cou kai toug ayardg pa dev kGvouv dva autéd mou moteveig nwg Ba dgpetay,
be bpouv navra pe apxovuid Kkai npmiopo.

KK. K1 600 y1a 11g duo tapnédeg nou cag anodidouv ouviifwg wg Snuioupyou, «<natépag tou
aveEapnrou o1vepd» kKai «<noditikég oxknvodéing»; Mmopeite va avaldfete autoug toug péloug;
JS. Aev motelo nwg eipa o natépag tou avefaprnrou Kivnuatoypdgou. IMotelo nwg Bproképouy exei dtav
Eexivonoe outd mou Bewpoipe wg kivipa, aAAd onwobdinote unmpéav moAloi GvBpwnor mpiv ané péva: pou épxetal oto
vou to 6vopa tou John Cassavetes, tou Melvin Van Peebles ané tn paipn kovénra... Yomp€av noA\oi véor oxnvobéteg
nou éxavav noAu evbiogépouvoeg tavieg £§w ané to ovotnua kar pepikoi ané autole Pprikav tehika kowé. Qoo yia to
nohukoe oxknvoBéng’, moteim nwg o1 tavieg pag eivar moAriikég aAAG pévo pe tny évvoia 6 dev eipa Siatedepévog
va kave kukAoug yia va anoguym kan nou Ba Bpebei oto 61GBa tng 10topiag. Extég ané to Silver City [ neiote
ITiAdykep... baykwrd], nou eivar kupioAektikd tonoBetnpévo otov k6opo tng NoAIIkNG, ouviBwg Sev Eexived pe wa
nohikr|ibéa. Av opwg Eexivijom va ne tny 10topia evig térmou Kar piag Xpovikig nepiédou, Sev npdxertar va ayvonow
v moAokn nou undpyer o” autd. Zuxva n bouleid pou wg oevapioypdpou yia to XéAyouve eival va napaxdunte autd
1OV UITAPYET MOTE va Jn) uiel 0to Spopo tng ouykekpIpévng 10topiag, 1 eneidn goPolvial uny avaotat®oe KGMmooug
avBpanoug ~xai be BEdoupe va avaotat@voupe kavévay, Bédoupe anda va toug ndpe pia wpaia BéAta péoa o’ autdv
LOV KIVIHOTOYpagikd kKOopo mou dev éxer tinote va kaver pe tny npaypatikn (! Opwe eyé o BAénw wg efne n
Apepwn anotedeivar ané noAloug avBpdnoug, modég ulée, autd akpifog eivar. Xe wa vavia 6nwg o City of Hope
UNAPXOUY 01 10NaVOPWVEE, 01 Halpeg K1 01 Aeukég kovdtnteg Ki autd nou BAéner kaveig eival Baoika o1 mopdAAnor Bior
woue. Autol o1 vBpwnor be Aoyapidlouv kav o évag tov GAov, Bewpoiv nwg dev undpxer tinote kowéd. ANG petd
avaxeAun el koveig e autd nou éxave toutog ebo Ba enmpedoe exeivov exei. TpaPnéa exeiva ta paxpiva ndva yiati
o1 avbpwnor 6Ao baortaupdvoviar xwpig va npooéxouy o évag tov GAAov, 1o KoV Gpuwe to npooéxer tIKG kal
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avudapPaverar tn ovvdeon. Or tavieg pou eivan moMtikég p’ authy tnyv €vvoia, adAd Sev eivar mohitikég and drnoyn
1beodoyiag. Aev eivar 0o01aMoTIKOG pealiopég pe tn pwoIkn évvola. AQopoUv Tig moAunAokotnteg tne AHEPIKAVIKIG
dnupokpatiag. Ki akéun éva otoixeio ovig taivieg pou eivar n évraon mou npokaAeitar ané tn Hagopd petadi tng
enfonung wotopiag ka1 tng aAnbivig avaueoa ota 16e®@dn mou €xoupe nepi dnupokpatiag, otnv unéoxeon yia
dnuoxpatia ka1 0to yeyovog 6T Hev tny €xoupe @rdoer akopa. Av kortGéete tnv 10topia tng Apepiking, vai, unmpés
Awkrpuén tng Avefaptnoiag oto Zuvrayua aAlAG o1 yuvaikeg dev nmepidapfdvovrav oe autrjyv, e pnopovoav va
yneioouv. O patpor petpovoav yia ta 3/5 evég avBpdnou otny katapétpnon tou nAnbuopou aAld e pnopovoav va
yneioouv. Ma tnv akpifeia, onooodrinote dev eixe neplovoia de propovoe va yngioel! Me ta xpévia autd to Ziviayua
tpononomiBnke km avarporonomBnke ki €101 MPOXWPAUE OKOUVIOUPADVTAG 1POog Ttr) SnpoKpatia — Kal Kapia opa
pou gaiveta nwg ta teAeutaia €€ xpovia okouvroupAdvrag kar MM anopakpuvopaote. Ki étor ouveyioupe pnpog
niow, unpog-miow. Liyoupa va npdyuata éxouv yivel mo dnuokpatikd o’ auth tn x@pa Ki autd dev eivar to tédog, pa
eivan vouddxiotov pia eukapiar ) dSnuokpatia eivar wa eukaipia yia va oupfouiv karnoia kada npdypata

KK. Ag piArjooupe yia éva GAAo Oépa otn doulerd oag: tnv anoyorjtevon. Ta Return of the Secaucus 7,
Lianna, Baby It’s You, Passion Fish xa1 City of Hope éxouv va xdvouv pue avBponoug

nou Xavouv ta oveipa toug.

JS. E, nou avoperwnilouy to yeyovoe 6t iowg va pnv npaypatonomBouy
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KK. Koy péoa and autr tn Sadikaoia gprdvouv oe éva kGnoio enfnedo avtoyvwoiag. Eivar oa va
peyaA@vouy, autég o1 taivieg éxouy va kavouv pe Gropa nmou wpipalouv xdvoviag ta 6veipa toug,..

JS. Ocwpam va Baby It's You, Secaucus 7and Passion Fish we wa tpidoyia. To Baby It's You éxerva kGver pe nandié oty
eenPeia nou poAig yia npwn popa okovidgprouy névm oe kGt mou toug Aéer lowg be Oa anokthioeig 6Aa 6oa Beg, iowe
bev efvar 6Aa buvards - 16fwg yia to xapaktfipa tou Vincent Spano, nou éxer peyaAitepoug nepropropoig Aoywm
poppwone kar katafoddv. Me to nou pnaivouv ota tpidvra, o1 xapaktiipeg oto Return of the Secaucus 7 apyidouv va
ouvebnronoouy nwg «E, ta 6veipd pag propef va napépevav Gokra, aAAG o k6opog dev npérertar va aAGéer 6mwe
Oédape 6vav fuaotay porentég ka eixape noAditikty 6pdon. Ma tnv akpifeia, o kbopog 0beder npog tnv aveifetn
kateuBuvonys. Tn Bewpd mo65o&n tavia, GAAwote tn Aéve the Return [n emotpogr] ka 6x1 The Big Chill [H peyédln
avarpixidal Ondre 01 xapaktipeg éxouv akbun ta 16avika toug, avidapBavovial 6RGG 1Mwe 1) MPayHatikGTnta Kal ta
1bavikd toug anéxouv napacdyyag. Otav ma grdvoupe oto Passion Fish, o1 xapaktfipeg éxouv natfioe: ta oapdvra. Mia
and autoug dev npdxervar moté va yiver Meryl Streep, dev npékertan va anoktroer nadi ovte va Eavanepnatioer. H
GAAn be Ba éxer moté autn tn Hraodepéva evkoAn {wn 6rou propef va naipver vapkwtikd kar va kaver 6,t1 Oéler, av
emBupei va ndper miow tny k6pn tng. AAG oto tédog tng taviag autég 01 yuvaikeg enmtpénouy o0Tov eautd toug va
Bédouv va eivar evtuyiopéveg. Aev Eépouv av Ba to katopBdoouv aAAG touldyxiotov E€pouv nwe de unopoltv va ta
kavouv 6Aa, ondre Ba eivar eutuyiopéveg pe auté mou prmopouv. Mati drav eioar ma oapdvra, undpxouv npdyuata rMou
bev npoxertar mAéov va kdveig, Av eioa oapavra dev npokertal va yiveig enayyeApatiag aBAntig 1 veapée pok otap.
AnAa be Ba oupfei! Kar eivar onpaviiké nou autéq o1 tavieg eivar Apepikdvikeg 51611 n Apepiki eivar pia xopa émou n
emtuyia eival to mav. Auth eivar i unéoxeon.

KK. ITpooniaBeite Aomndév va neite KGu yia tnv Apepikr ouvoldika; Ma to Apepikdviko éveipo;

JS. Nar kan npoonaBa va to kévw pe tpémo eviAiko, mmou eivar 611 6Ao1 —oxed6v 6Ao1 - npénel va aviipetwnicouy tnv
anotuyia kanowa ouypr. Ki eivar onuavuiké kai to v Bewpeic anotuyia. Onéte to Bépa eivar va eioar ke peakiotiig oto
nmg opideig ty emruyia. IMotetn nwg éva kepadmddeg PifAio otnv Apepikavikn Aoyotexvia eivan to The Day of the
Locust."Exe1 va xdver ye 6Aoug exeivoug toug avBpdmnoug mou katéAnEav otnv Kahipépvia kouPaddveag éva pdAov
KOTOOKEVAOUEVO apepikaviké 6veipo yia to X6Myouvt kar tnyy emuuyia. Zto tédog oupPaiver éva dypio Eéomnaopa.
Zeond Bupde, évag anfoteutog veavikég Bupée. Oupée mou éxapav tnv 10topia kar mou tdpa Ppiokoviar otn Nétia
Kohigdpvia kar va npdypara dev eival xpuoagévia, dev eivar unépoxa. Onére auté mou yupelm eye eivan ev uéper autd
axoun k1 av n Auepikn de Aéer va peyaddoe, kGmoio1 and toug Xapaktipeg otig tavieg pou katopBdvouv va
wpipdoouy kai va yivouv mo peahiotég. Autd, pe tny évvoia 6u apxiouv va avalapBavouy tov éleyxo tng {wrig toug
ka1 va opiCouv o1 i6101 11 eivar emtuyia kal moio1 npémer va eivar 6x1 va agrivouy tn Bropnxavia oveipwv tne
Apepikavikig koultotpag va to kaBopioer yia exeivoug. Thati 6Aor eivar katadikaopévor otn Suotuyia kar tnv
anotuyia, av o1 exmopnég vinou «Entertainment Tonight» eivan autég mou unayopetouy to av eioa kalég i 6x1 k1 av
eioal onpavuikog 1 6x1.

KK. "Eva aAAo Oépa nmodu évrovo otig taivieg oag eival 1) 10Topia Kai 1o neg auty e1ofdAder oto napdv.
Thig neproodrepeg @opég autr 1) oxéon aneikovidetar wg pia Siapdxn, pa avapérpnon: to napeddov
GVAPETPATAN HE TO TAPOV.

JS. H poviépva kouhtolpa kai, &1, ) poviépva Apepikaviki kouAtoupa teiver va Siaypdger £tor anda to napeABév tng
wai va to Eavaypdgel oAl ypriyopa pe 6pop@o tpéno - yi’ autd aopaldg fitav téoo Snuo@ilig k1 o Ronald Reagan. O
Apepikavoi ap£oxovial va motetouy nmg egnipayv toug eautols toug, eve telikd n adffeia eival nwg kaveig pag dev
Lexava and wo tinota, Zexivape pe kGrnowa mAeovektipata 1y pelovexktipata fj anAa pe kénowa Oéon otov ayova. Eyo
viobw nwg av be Adfeig un’ dyiv to mapeABov dev pnopeig va karavoroeig toug GA\oug kar ané mou épxovear. O
Ayyloodatwveg Apepikavoi anAd anopouv «Ma yiati eivar téoo toavuiopévor autoi o1 GvBpwnor; Kald, o epguliog
EAeiwoe eb K1 exatd xpovia kot Bdle, n Souleia kavapynOnke, noo eivar emtédoug to npdPAnué toug;» Evé av
piAnoeig pe Agpoapepikavois, iowg va éxouv pia kaAlitepn aioBnon e 10 topiag 16w onwodnnote dev &exivnoav and
1o tinova. Méxpi npéuivog oxeddv 6Aor toug Eexivoloay p’ éva tepdotio «Eiom niow otov aydva, Ba Eexivijoeig
apyotepa ki1 and xepdrepn BEon andé onoovdnnote GAAov K1 ungpxouv opropéva npdypata nou de Ba punopéoeig noté
va kaveig, yiati anAd de yivoviar. Or AyyloodEwveg Apepikavoi modu Suokoda unopoiv va to kataddBouy aut®, uetali
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aA\wv ka1 Aoyw nBeAnpévng dyvoiag, mou eivan éva ané ta kupiapya Oépata oto Men with Guns[Avipec pe 6ridal. Exef
BAéner kaveig tov yiatpé Fuentes, évav moAl popewpévo GvBpwro, mou 1afaler tnyv epnuepida eupeiag anmfynong K1
éxermeddun to Zpatnyo, aAdd rmou de yvwpiler v oupBaiver 15 pidia ané to onftl tou. Kar petd to takidr mou kaver, évag
ané voug Adyoug mou meBaiver ato tédog efvar yiati 6e unopei va yupioer niow. Mvwpilovtae mAéov 6,t1 éuabe, nag,
uropef va emotpéyer kal va efvar yiatpog tng kaAnig Kovwviag kai va koupdper autdy tov Ztpatnyé, Tr oTIyun mou ta
otpatelpatd tou £Xouv 0KOTMOE! T6oouG avBpdrioug, aképa kai 61kolg tou gortntég; Av anmodexbeic pa tétola
alriBeia t6te npéner va épBeig aviipétwmnog pe évav moAumloko k6opo. Kéui mmou pe evénveuoe yia va guridEm autiv tnv
tavia fitav pia épevva mou SidPaca oe pia epnuepida katd tn Sidpkeia tou IMpdtou IToAépou tou KéArou. Ltny épeuva
pwrovoav Tov KOoHOo av moTeve Nmwg, oe oUykpion pe to Bietvay, o1 e16roeig ota MME éAeyav 6An tnv aAfifeia. To 85%
Tou K6oHoU andvinoe nwg 6x1, dev toug Aéve 0AGkAnpn tnyv 10topia K1 oUte Kav toug divouv wia kaAf 16€a tou T
oupPaiver otov K6Aro. Kai téte toug pdtnoav av auté eival kadé fj kaké kal ndve ané toug pioove, karou 65%,
andvnoav nwg <Ox1, eivar kaAd. Ae Bédoupe va Epoupe. Ae OéAoupe va aioBavépacte Goxnua yia tov eautéd pac.
Oéloupe evBappuvtikég 10Topieg yia va vidooupe kaAd yi’ autd mou kGvoupe, akéua ki av eivar avakpiPeicy. Eivan
anfoteuto va to Aéer kaveig autd yia tov eauté tou kal ouvhRBwg o1 GvBpwror Sev eival téoo elhikpiveic oe tétola
{nuipata. Qot6oo o1 meproodTepor mpaypatikd de OéAouv va yvapilouv. Av eioar prleypévog oto Souleunépio, e Oeg
va 1o Eéperg. Av okotdvelg K6opo 0to e§wTtepiko yia kamoio H1k6 oou oupépoy, de Bec va to Eéperc. Lou armhouoteler
) {wn. Zuig taivieq pag auth ) €veaon peta&l tng 10topiag kai tou mapévrog oxetidetal ouxva pe to 6t o1 Apuepikavoi
bev eivar kaB6Aou mp6Bupo1 va avtipeTITicouy 0UTe Kav Tny Mpoowiiky toug 1otopia. Oa mouv «O unaunde eixe
kanoia mpoPAfjuatar» K1 6x1 «O priapnde fnrav aAkooMK6Gy.

KK. M1Advrag yia 01KOYEVEIEG, OTIG EPICOGTEPECG TATVIEG 0UG O1 YOVEIG Ka1 Ta ma1di1d gpaiveral

va éxouv duokoleg oxfoeic. Eivar autég aképun évag tponog va evoapkaoete tnv 16¢a tng ndAng

tou mapeAO6vrog pe to mapdv;

J8. Nopilw nwg eivar 5Gokodo yia tig S1dpopeq yeviég va kataddfouy n pia tnv GAAn, aképa kar péoa otny idia
oikoyéveia. Oh yoveig pou £¢noav tny mepiodo tng o1kovopikig Upeong [petd to kpay tou 1929] xwpig moANd xpripata.
‘Opwg 0 adbeppdg pou K1 eyo de peyaddoape atny repiodo tng Upeong kai yi’' autd n oupnepipopa toug HEPIKES popéc,
dev éByale kavéva vonua yia epde. Oa €Aeya yia napdderypa nwg, e 6Aeg tig moMtikég avarapaxég rou ouvépnoav
oty EA\Ga, n) yevid twv manmoudwv oag pdAAov Oa eixe pepikd mpdypata yia ta onoia e 6a nBele va winoer. Ta
eyyovia toug Ba eutuxfioouv va pun épouv etouto to poptio, aAAd opeilouv va kataddBouv nwg autoi o1 GvBpwrion
€xouv va kouPaArjoouv auté to goptio, authy tnv mMoAUNMAokn ka1 ouxva moAu Biam 10topia. H iotopia propei va eivan
ka1 kaBapd npoowmki), 6miwg oto Lone Star [ Movayixké aotépi). Exei oupPaivouv 6vo npdypata. KaBe popd mou o
xapaktripag tou Chris Cooper pwtd 11 ouvéPn to 1957, auté mou ot’ aArBeia avapwtiétar eivan 11 061 mAGopa frav o
navépag tou. ANNG ouvapa naipver padi tou Ki epde, to ko1vé, o’ éva takidr e§epetiviiong tou T eivan auth i Kowvwvia kal
1 Arav ndvra. e wa 10TtopIkn tavia auth 1 10opporria eival moAu 6Uokodo va emteuyBei. Eite éxeig to Spartacus
[Endprako) eite tov Oliver Stone va kéave1 to Alexander [ Méyag AAééavdpog], to epdtnua eivar autd: moia eivar n
avBpdmvn, nPwIKI, MPooWMKI 10topia péow tng onoiag uAékeoa otig {EG Toug Kal 1Mo1o To 10TopIk6 nAaioio; Zug
napadooiakég mahopoditikeg xoAiyouvtiavég tarvieg kamoiog anAd €épuiaxve kootoUpia Ki av autd fitav cool, tote
nolog volal6tav yia tny 1ovopia. Kabag mpoodetoupe Aiyo, unidpyouv oknvoBéteg mou npooraboiv va eivan hiydki mo
elikpiveig wg rpog tnv 10topia autr. IToAU ouxvéa 6uwe av mapayiver 10topikéd téte priopei va xdoer ty avbpomvn
mAeupd tou. Ki éto1 eivar mpaypatikd §Gokolo va netiyxeig oe pia tavia pia 10opporria 6rou to kové va vicBer ané
Wia 611 mepva xpdvo pe avBpdmva 6vea evd ané tnv GAAn pabaiver npdypara yia tov eupitepo k6opo. ITapakodeiBnoa
pe peyalo evbiagépov to The New World tou Terrence Malick, oto onoio unfpxe katd kanoio tpéno pia wpaia
npoowmki aionon, eved frav ka moAU akpiBéq pe oxedov eudaPiké tpéno wg npog to v ouvéPaive: yia to Tl propei
va ofjpaive yia toug avBpdnoug autég o Kavoupylog Kéopog ka yia to néoo tpayikd abivato fjtav va fyer kau kaAd
and tn ouvavenon autev TV Aawy.

KK. Kéau nou pe @épver oe na GAAn epadtnon. Yndpxer pia xorvétna tnyv onoia dev éxete npooeyyioe:
ong wnvieg oag: toug 10ayeveig Apepikavoug. Mati autd;
J8., Eixa pepikoig 10ayeveiq Apepikavoig xapaktipeg oTig tavieg Hou, eival 6pa¢ kau nou de yvwpidw kala. Ma va
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) John Sayles orn {ouykAa Tou Me€ikoU yia 1o yupiopa Tou Men with Guns / John Sayles in the Mexican jungle for the shooting of Men With Guns

kv koA boulerd Ba énpene va nepdow nepioodtepo kapd exel. Qotdoo, Exw ypawer éva oevapio yia pia etapeia
oxeukd pe vov Jim Thorp, 6tav firav oto Carlisle School. Zta téAn tou 1800 npog tig apxég tou 1900, autéd frav éva
avapoppwnpio yia 10ayeveig Apepikavoug 6mou épepvav naidid ané oAéxkAnpn tn x@pa.'Eva ané ta pnré toug frav

Mo va omooupe tov AvBpwrio npénel va okot@ooupe tov lvdidvor». Ondte e oou enétpenav va piAGg T unepikn oou
yAwooa, be oe éBalav noté oto i1o bwpdtio pe karnolov GA\ov rou va wiAG tn yd@ooa oou. Hrav kéui oav to XdpPapve
1 o Apnon Mkpéipn yia 10ayeveic Apepikavoug — ko Gpa €dwoe pia ouvapriaotikn mAokr). [Tapopoing dev éxw kaver
tinota oute yia tnyv aolauikh kowvotnta: and dev anotelei pépog twv epuneipidv pou. Aviibétwe, éxw (foe péoa 1
KovVLa oe palped, Ialikég 1) 10TTavop@Vved Yertoviég kalt aioBavopar peyaditepn Gveon AGy® tng OITEIKIG 1MoU anéKTnoa
exel. To Lianna eivar éva kalé napaderypa. Aev eivan yia pia yuvaika mou unmpée AeoBia oe 6An g ) {wn. I autd

biakebo éva xapaxktipa nou pélig maipver to Badnmiopa vou mupde, loape exei évimba nweg pnopoloa va e1oxwWPHow o
EKEIVI] TNV Kowvotnta

KK, Axoun pa napepgepriq epadenor: moAAég anod Tig taIvieg oag €Xouv va KAvouy e GTopa nou
NEPVavE OUVopa, eite YEQYPaPIKa ETTE KOIVOVIKG, Onwg petafi noMitiopev, gulav 1 ulev.
Eva ouvopo nou dev éxer efepeuvnOei oe véoo Babog eivar n Opnoxeia. ITadg ki €von;

JS. To fAénw neproodrepo we miotn K1 €xX® KaGver apKetols XapaKTHPES Yia toug onoioug 1 ot eival onuaveokn. Lo
Honeydripper n Lisa Gay Hamilton naile) éva xapaktiipa nmou eivan navipepévn pe to xapaxenpa tou Danny Glover xa
nepvael wia kpion miotng yiad npdéogara éyive xprotiavi) kai tng {nrolv va kavel to népaopa ka va dexbei to Xprotd.
Opwg o avbpag g bieuBuver éva vuxtepivo kévipo, éva Eevuxtadiko émou oupPaivouy éva owpéd papd npdyuata -
autd nou exeivor anokalolv mapd. Exeivn E€per nwg o 00luydg tng dev eivan kakdg GvBpwnog pa nodg unopei va
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oupPINGHOoE! autd ta dvo npdypata; ITavea Bewpovoa erione nwe o xapaktripag tou Joe Morton oto Lone Star niepvéer
kpion niotne. H Bpnokeia tou fitav o atpatég k1 apxider va tny augiopntei. Exeivn tn oknvij 6mou oupfouleier tn
veapr) otpatimtikd, tn Pdoroa, oto pualé pou, o’ évav iepéa mou avapwtiétal av motelel akdpa ot Oed ka1 ouvapa
npénel va eopodoynoer kGnoiov. O 1epéag oto Men with Guns eivan kGriolog rmou ripaypatikd nmaleter pe autd to oA
oAU Baciké epdTnpa tou «u givar miotn;», 51611 tou §60nke N eukaipia va yiver pdptupac kar tn xapdpoe. Onéte n
nifotn efvar kGu mou €xw Mpaypateutei 0TI tavieg Hou TUNUATIKG, pa dev ékava moté pia oA6kAnpn tavia yr’ autrjy,
oav to The Crime of Padre Amaro. H 16éa tng Opnoxeiag eivar yia péva Aiyétepo onuavuikn ané tny 16éa tne niotne
nou tibevar unié apugioPrtnon.

KK. O1 neproodtepec tarvieg oag eival tonofetnpéveg oe oAl OUYKEKPIHEVEG KOTVOTN TEG,

Ané tnv GAAn éxeve kdver ka1 moAAég 10topikég tarviee. [T6on épeuva agiep@vete oe autée;

JS. Kdve apxetn BiBAioypagikri épeuva aAAG widdw kai oe orotovénimote (g1 ak6pa kar evéxetal va Bupdral exefveg
uig enoxée. Otav fjpactav oty Autiki Biptdivia kGvovtag tomkd to kGotivyk tou Matewan, fitav ofyoupa moAd xprioipo
mou fipBav GvBpw1To1 ka pag efma Tig 10Topieg Toug yia to nog ueyadwoav o’ exeiva ta otpaténeda-opuxeia. Eidikd o1
ynpai6tepol, mou Bupolvray ndg toug rmupofolotioav o1 ppoupoi twv opuxeioy péoa otn vixta. Ola autd ta atoixeia
Hdg Ppiokouv kal kGroia kataAfjyouy va praivouy kai oty tavia. IToAd ouxva oupBaiver va éxw pia 16éa yia wia tavia
Ka1 va ndw va tny e§egpeuvion mpotol ypdy to rpooxédio tou oevapiou. To Sunshine State [ HAi6Aovotn noArteial
npoékuye and éva penepdd mou ékava otig aktég tou KéAmou tng ®AGpivia oke@topevoq va kGve pia eviedog
Hapopeuiki| 10topia, n oroia 6pwg dev unmpxe mAéov §16t1 0 Toup1ouGG eixe petatparei oe toupiotikn Propnyavia. Ki
€01 dpxioa va oképropm «Kan Sev kGvw wia tavia yr’ auté; Tia to v oupPaiver 6tav épxetar ) toupiotikr Brounxavia
Ka1 6x1 pévov ayopader ta payadié kai ta eotiatépid oou, aAAd ayopdder kai tny 1otopia oou; Ti onpaiver to va apyioeig
va oThveIq YI0ptég yia pia 1otopia mou dev unmpée moté, mou eivar pdAdov pia dnuioupyia Nriovei mapd kGu mou va
oxetiCeval 0to eAdx10T0 €0t Kal pe tn (i Ty nanmoudwy cou;». Xunv Tampa tng PAépivia yioptalouv mAéov kabe
xpovo évav neiparr ovépat Gasparilla. Eivan tpopepd toupiotikr @don. IMpdra npdra, yioptd{oupe évav neipatry; Ma
o1 meipatég firav kKAé@teg, poviddec, Braotég ka Souléurmopor, ta peyaAutepa kaBdppata. Mati to yioptdloupe autd;
Yy npaypatikétna autd mou yioptdlouy eivar n exdoxn twv neipatdv a Aa Johnny Depp. Ki énerta, o Gasparilla
mBavag ka1 va pnv urmpée moté. Oa eivar pdAov kapid eriun mou emvénoe to Eunopiké EmpeAntipio. Zav toug
Ivoigvoug NaBdxo, mou ékavav karote to xop6 tng Ppoxrig wg HEPOG tou MOAITIOHOU TOUG Kal 1Tou, GTav UITfKe yia ta
KaAd o toupropdg, Gpxioav va tov kGvouv yia va Bydlouv Ae@td ané toug toupioteg. T anoyivetal oe autr tnv
nepimuwon auth n Opnokeutiky teAetoupyia; ITapapéver Bpnoxevtikr teAetoupyia; MaAAov 6x1. MGAov eivan arda pia
napGovaor). Yndpxer akéun n Opnoxkevtikn meuyy tng; Mnopei kan va unidpxer, aAAd 6e onpaiver ma to id1o npdypa yia
oéva. Onéte yia péva n tonoBeaia, n 10topia tng ka1 6,11 eivanidiaitepo oe autrjy, 6Aa autd mou dev eivar anAd kupiapyn
kouAtoUpa, yivovtal xapakthpeg otny tavia. AkGpa K1 6tav dev npokeital yia éva OUyKekpipévo pépog, onwg oto Men
with Guns. Tha va kGve auty tny tavia péxp mou {wypdpioa to pépog, oxediaoa tnv nmopeia tou yiatpou. Zexiva and
v noAiteia and yuali ka1 mAaotiké ka1 mpoxwpd péoa ané ta nedivd, 6rmou undpyxer peydAn Enpaoia K1 o kéopog
nouAder addun fj kGpPouvo, mou eivan ouviiBwg ta tanevétepa epnopevpata. Enerta guaveig ota {axapokdiapa, 6rou
eivar akoun ouig nediddeq, allé eivar kar néh wa e€aveAnuikn Souleid mou dev kalomAnpaver. Metd éxeig pepikoug
Hikpoug Abpoug K1 auth eival i mepioxr tou kapé ka1 ota Aiyo mo Ao@ddn unaiveig otig unavavoguieieg. Meta
apxileq va avePaiveig ota Bouvd, 6mou tinota de urp@ver kaAd, aAld o1 IviiGvor kataguiyave exel Kuvnynuévor and
woug Srdgopoug modépoug ka npoonabolv aneyvwopéva va kaAhepyrioouv kalaundék otig napeiég tou fouvon. Ki
énerca grdvei otny kopu@rj tou Bouvol 6rou kapid guteia dev mave, eioal 6pwe aopalrg and to otpard. KataAnfape
va kGvoupe yupioptita oe tpeig enapyieg tou Me&ikou yia va guiG§oupe autn tny tavia. Ma péva 6pag dev frav ovte
Me€ik6 olte Movatepdla. Aev fjtav kavéva ouykekpipévo pépog, aAAd fitav exeivo to péPog ouykekpipéva drnou
unopovoeg and tny noAiteia ané yuali ka1 mAaotiké va avePeic oe keiva ta Bouva kar va ndpeig wia yedon ané 6Aoug
exeivoug toug téroug oto evoiGueco.

KK. Ki 6oov agopa otn pwroypagia oag; Eivar paAldov ané ta mo dakpruka napadeiypara

POTOYpaPiag 0Tov AHEPIKAVIKG KIVIJHATOYPGQPo...
JS. Efapudral, Sagpéper and tawia oe tawvia. Lo City of Hope eixape kapa dexapid peyala ndva pe steady cam, nou
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frav va katdAnAa yia auth t ouykexpipéva tavia, Eivar enfong tavia widescreen ki auté tanpidler pe 6Aa exeiva ta
Gropa nou eppavicovia oe npookivio kar gévro. To Eight Men Out kan to Matewan efvan tonoBetnuéva otny i
enoyn. Qotéoo to Eight Men Out éxer kGriou ta Sinhdoia kowipata yiati pproxépaote oto Likbyo oty apyr g tdad
enoxne, 6rmou i pouoikh k1 o pubuoe twv avlpodnwy frav ypnyopérepa. Evé oto Matewan undpyouv noA\é apyée
oexave povedd mou SraAvovear yiati npéner va oou biver tny afoBnon piag tpapndlag, 6t ta npdypata oupBaivouy mo
apya exel népa. Ondre autd nou npoonabo va kGvw efvar va to taipiG&e pe trv agriynon tng wotopiag tng tarviag aAAé
xwpig va yiverar noAu epgavée, Kiand tny GAAn, 6tav o1 nBoroiof efvar kalof, npoornabd va uny netookbyn kar ol
v epunveia toug, yi' autd Kive tnv kapepa Ayo émg kaBoAou. Av éxeig kaloug nboroioig unopeig va unv kbweig
oxebov tinota kar ndAi va oe ouvapndder auté mou nepva o xapaxtipag,

KK. I'pagere, oxnvoOeteite ka1 povidpete i taivieg oag.

Autr eivan n aviiAnyn oag epi enapkoug eAéyxou;

JS. Nopilw nwe axépa ka1 we oknvoBétng de Seixveig otoug GAAoug t1 va kGvouy, anAd kateuBiveig ta talévia toue,
To iBo ka1 pe tn pwroypagia: pridxve storyboards kar propei va éxm ka1 wia koA 16€a yia to t pakée nipéner va pner,
aA\G 1o mp@ro npaypa mou Mw oto SevBuver pwtoypagiag eivan «Na v aioBnon BéA@ va éxer i) 1otopia ko va ©
ywvieg oké@ropal va kGvw, ag to ou{nthooupe». AAG dev toug deopein. Mnopd ka1 widdw oto dievBuver
PWTOYPaPiag Kal Toug HOUOTKOUG Hou 6riwe Adwm kai otoug nbornoiolg pou, kateuBivoveag ta taAévea toug. Ané trv
anowyn tou povtdd, éxovrag dratedéoer pubiotoproypdgog npiv yive oknvoBétng vopilw nwg kakéuaba. Q¢
pubiotoproypdgog ypaew pia, Suo kar tpeig exdoxée. Ki tav kdveig povidl otny tavia eivar npaypatiké n tpicn
exboxn tng ouyypagng aképa ypdgeig, ak6pua Soudeveig pe toug nBomoiog, dnuioupyeic to pubué tng epunveiag
toug akopa K1 av dev eivar exel. Onéte tehika pou gdvnke anAd Aoyiké va kGvw kai to povead.

KK. Ka1 oo eival 1o Snpioupyik6tepo KOppat yia €0dg, To ypawipo;

J 8. E, oiyoupa to mo dnuioupyiké koppdn, 6mou nipéner va puiéeiq npdypata, eival to ypdyipo. AAG to ayarmuévo
pou eivar to poveal, Ortav ypdew kdu dev Eépw av mpdxertar va to kGvoupe taivia. Evd 6tav povidpeie, Eépeig nwg Ha
v kaveig 6,11 kal va yiver kan bev unidpxer auti ) mieon XpGvou mou undpxer T pépa twv yupiopdrwy étav né@rel o
fhog 1j 6rav Ppéxer.

KK. INaidere ka1 kGnoioug péAoug otig tarvieg oag. ITdg emAéyete autoug toug péloug;

JS. Zépere, 1o duokoAbtepo mpdyua yia toug nBomoiole tou Kivnpatoypdgou eivar 6t ouviiBwg Sev éxouv tn
buvaréunra va kdvouv ta yupiopata pe tn oepd. T auté emAéyw péAoug 6mou o xapaktipag Sev akoloubei kdnoia
pevaPAnun nopeia aAAG napapéver mepinou o idiog oe kGBe oknvry. Ak6pa ka1 oe kGu 6nwe to Eight Men Out énméa
wov Ring Lardner, évav Eepd mapatnpnu mou napéueive oxedov anapdlayrog kad’ 6An t Sidpkera. [Moteiw nog or
nbonoioi nou oxknvoBetotv kar maiGouv ka1 oTig Tavieq toug, 6miwg o Woody Allen 1 o Clint Eastwood, noAi ouxvé
£xouv kanoa nepo6va. AANeg popéc ik, £xer va kaGver pe to «péyebogr. o City of Hope yia napaderypa, o Vincent
Spano £xe1 Uog ndve and 1,80 ka1 o Carl, o xapaktipag nou nailw eyo, eivanr évae tinog nou koutoaiver kai Tov
nBeda va eivar tpopaktikdg mapén kouroaiver E, efpa wnAérepog ané tov Vincent, o Carl napapéver o idrog
xapaxtipag oe 0AékAnpn tnv tawvia, onéte tov énméa. H oopauikéunra eivan onpaveuxn. Otav enéefa tov Matthew
McConaughey oto Lone Star fitav peta&i GAAwv k1 eneidn eivar npaypatnika Te§avig, Eéper nag va popéoer tig undteg,
eivan noAd xahapoe, oAl appevondg kar xpeialépouy kamolov nou va pnopei va avuikpioe: tov Kris Kristofferson ki
anhd va napapeiver kathotoe, O Mathew propotoe va to kGver autd, eivan akpifdg autd.

KK. ®uavoviag oo tédog, Ba 110eda va oag potrjon av undpxouv kanoieg Souvleiég nou viebete

nwe npaypatika npénel va kavere. Or Sovderég twv oveipwv 0ag, ag MOUHE...

J8. KatGgepa va kvw kdnoieg ané tig bouleiég nou oveipeudpouy, unipéa tuxepde o’ autd. AAG undpxer yia
napaberypa éva mou o ovépaoa Sometime in the Sun, nou to {avagavidotnka npéo@ata ka1 1o ypage T1OPa we
pubhotopnua, enexteivovedg to pdAAov avei va to oupntiéw oe tavia. Yndpxer k1 Ao éva, pia 10topiki taivia
tonobetnpévn ova 1750 nou tn Méw Jamie MacGillivray. Exei va kéver pe éva Txkoroélo ané va Highlands nou nrudua
ot Maxn vou Culloden ka1 vov otéAvouy wg kpatolpevo oto Néo Kéopo. Exei tov andyouv Ivéidvor kai yiverar
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Siepunvéag yia wia euin voidvwv katd tn Sidpkeia tou ertaetolg noAépou —autou mou ovopGlouv méAepo katd twv
TFdMov ka1 twv voidvoy ouppdxwv- kar tehikd katalfyer oty Mdxn tou Quebec. Ki éto, evvid xpévia apdrou
noAéunoe toug Bpetavoug, akolel fixoug ané ykdivieg va épxoveal ané tn) Bpetavikf mAeupd kar ouveibnronoiei nog,
01 Zkoto€o1, 01 ouyyeveig kal gidor tou, moAepolv otn H1kn toug mAeupd tdpa. Auth efvan wa peydAn, wa tepdotia
tavia mou Ba Bea mépa oAU va kéve ald bev Eépw av Ba tnv kGvw. Zépete, xpeiGotnkay éviexka xp6via yia va yivel
1o Eight Men Out, ueta&l GAAwv enre1dn eivar peydlo 1 10topiké. Auté néer ki épxetal tav eioa tpidvra. Otav 6pme
efoar mevrjvra €€, 6nwg efpar eyd twpa, Oa éxerq prdoer e§fvea emtd 6tav £pber n dpa va kéveig tny tavia ka1 Ba éxeig
axk6pa hiyétepeg mBavétnteg va Bpeig xpnuatodotnorn. Auatuxdg kar pévo o1 Suokodieg mou £xoupe 0to va Ppolue
Ae@td to kGvouv mAéov Miyétepo mBavé va ypaywwm Kdmoia peyGAn 10topiki tarvia. Autr tn otiyur éxoupe 6Aa ta
xpripatd pag enevoéupéva oto Honeydripper. Miopei va niépoupe niow kdnoia ané autd, uropef va pe@dpoupe, priopei
va ta xdooupe ka1 6Aa ka1 ipaypatikd va EavaBpeBotpe oto pndév. IMaipvw akéun pepikée Souleiéc we oevapioypdgog,
ald Sev Eépw yia méoo Ba kpatnoer auté 1} méoa Ba punopéow va kepdiow. Ki efvar modAr| Soudeid... Xpeidotnke va
ypéym moAAd oevdpia yia va propéow va guidw to Honeydripper. Onéte ev Epw yia n6oo kaipé Ba unopd va
novdpw o’ aut6 To e16dnpa yia va xpnuatodotd tig taivieg pag. Av otabotpe tuxepoi kal to Honeydripper Byale
noAAd xpripata, iowg kdmolog va BeAfjoer va xpnuatodotioer tny endpevn tavia pag: névrwe ofyoupa dev éxavav kai
oupéq ta teAeutaia oktd xpévia yia va enevéioouv otig taivieg pag. Ki auté 6viwe pe kdver va okEQropar npaktikd
kGBe popd mou okap@ilopar 10Topieg, T1 uropd va kGve yia Mol Aiya Ae@ptd: akpifag 6nwe yivérav kar otny apxi
apxn tng kapi€épag pag,

KK. K tedevtaia pov ep@dTnon: o1 Kp1tikoi €xouv nier yia oag 6t1 «O Sayles @épver kGt ondvio otig
Aupepixkavikeg tarvieg: pia évrovn aiobnon oxkonou». M’ autr tnv évvoia, poi1ader va cuvaprdre

TV IKaveTntd oag we Snpioupyou pe pia nOiky evbuvn.

JS. Oédw 01 GvBpwmor pelyovrag amé Tig tavieg pag va oképrovea tig {wég toug Kal tig {wég twv yipwm toug, 61
aMeq tarvieg mou éxouv Her. Aev eivar kal t6oo Bépa pabripatog nBikig 600 pdAlov 61 BéAw va éxw oxéon pe tn {wn
o6nwg Prdverar 6x1 pévo pe dveipa, 6x1 u6vo ue pavraciwoeis. Ki £tol, akdpa K1 av 1o @aviaotiké undpyer oe moAlég
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INTERVIEW: JOHN SAYLES

by Konstantinos Kontovrakis

KK. Before moving on to questions about your work, 1 would like to ask you a few things about your
life. Going back to your childhood, you were born and raised in NY State by an Irish Catholic family.
JS. Yes, both my parents are half Irish and my mother’s Catholic, so | was raised a Catholic.

KK. Were you conscious of this particular community, this particular group of people,

while you were growing up?

JS. No, | think Schenectady, where 1 grew up, was a very mixed city. It's where General Electric was for years, so it's
basically a big factory town. What 1 was aware of was a big mix of people; there were white people, black people, people
who had pretty much money, people who had no money at all, people who were Catholic, people who weren’t Catholic;
there were some Jews, there were a couple of Mormons. It was very, very American in that way, in that it was very mixed.
And 1 think that 1 was also just kind of aware that there were things that people had in common and then there were
things that were very separate.

KK. And then you went to college and studied Psychology.

When did you realize that you wanted to be involved in film?

JS. 1think 1 always knew 1liked telling stories; 1 was already writing fiction just for the fun of it when 1 was a kid. 1 also
liked movies and TV but 1 had no idea how movies got made or how books got published. So until 1 was pretty late in col-
lege | figured I'd have a 'job’ job, like everybody else. That'’s what 1did: 1 worked as an orderly for a while and then as a
meatpacker in the Boston area. But 1 also started acting and directing theater in my senior year in college, which 1 liked
alot. At one point, while 1 was still working as a meatpacker, 1 just started sending stories of f to magazines. And Atlantic
Monthly Press, which was the publishing part of Atlantic Monthly magazine, said about one of the stories “This isn't a
story, it's a novella. If you could either make it into some stories we might put in the magazine, or make it into a novel
and we might publish it.” 1 extended it and made it into a novel, so 1 got a novel published when 1 was 25. I'd always been
interested in movies and wondered how 1 could go around making one. 1 didn’t go to film school, 1 didn’t know anybody
in the film business, so it was kind of speculative at the time. But what happened was, | was acting in this summer stock
company in New Hampshire, when 1 had written my second novel and 1 needed to sell it, so | realized that maybe 1 need-
ed to get a literary agent. | called up an agent and asked if he’d sell my book. He said fine and added that any novel that
they sold, they also represented in Hollywood, as they had a deal with an agency there. So 1 just wrote to the agency in
Hollywood and said “You're representing this novel, which 1 don’t think would make a good movie but I'm interested in
writing screenplays. What do 1do to do that?” They asked for a sample of a screenplay. | had just read Eliot Asinof’s
non-fiction book Eight Men Out and 1 thought that'd make a great movie, so 1 wrote a screenplay based on that. It turned
out that the head of this film agency had been Eliot Asinof’s agent when he wrote the book 25 years earlier, so he knew
the plot very well and said “Well, you did a great job with this. If you can come out here to the West Coast we can do
something for you.” So Maggie and 1 moved to Santa Barbara and | started getting screenwriting work, first with Roger
Corman writing creature features like Piranha, Battle Beyond the Stars, The Lady in Red and then with directors | met
while | was working with him. 1 also did Alligator and The Howling. The minimum wage back then was 10,000 dollars,
which is what | got. But 1 wrote a bunch of movies in a row -1 write very fast- and 1 had 30,000 dollars in the bank. I'd
never had 30,000 dollars in the bank before!

KK. So how did end up making Return of the Secaucus 7?

J8. The guy who'd run the summer theater in New Hampshire had the idea and asked if 1 would be interested in mak-
ing a movie with the actors of the group. So the first movie really evolved from these theater actors I'd been working
with. It was one of those few occasions where | had the budget first and 1 said “What can 1 do well for that budget? I'm
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not going to be able to afford this and this but the acting is cheap, 1 know a lot of good actors, they're all turning thir-
ty... Well, maybe it would be a movie about a bunch of people turning thirty. And maybe I'll set it where the summer the-
ater is, because we know we can get this old ski lodge where everybody lives for about a dollar a head per night. And
then what is there in that town? Well, there’s a theater in that town, there’s a lot of woods around there, there’s this
nice swimming hole, we'll do our scenes there.” So, we were able to make Secaucus 7 with no experience at all in five
weeks, partly because none of the locations were more than about 5 miles from the place we were living. Everybody
brought their own clothes, so we didn’t have an art department. We didn’t have a costume or make up department or
any of those extra things. And we basically got the movie in the can for 30,000 dollars. We truly were inventing it as we
went along. We didn’t know anybody in the film business, the crew were people who’d been shooting commercials in
Boston, who, once again, we kind of met through friends. Truly, we were inventing the wheel. | mean, 1 had looked
through a movie camera once in my life when 1 was on the set of Piranha, where 1did a little part, and that was once,
for two seconds. Therefore, in that way, we didn’t expect it to have a theatrical run. We thought it might get on PBS
or TV. But it was really about the experience of making it. And then we just walked into a couple of film festivals and
it was just when this independent phenomenon was starting. There were maybe four distributors who were in the mar-
ket for feature films that had nobody famous in them. We went with a combination of two very small distributors who
don’t exist anymore. And we made our money back and a little bit of profit that we just kept. It's kind of like keeping a
fire going with twigs. We've never had a bonfire but we've kept the fire.

KK. Since then it's been twenty-eight years and you've made sixteen films.
Looking back on those early days, did you ever imagine that you would have this career?
JS. No, | really had no idea; 1 assumed that 1 would try to continue to make a living as a screenwriter. We really didn’t
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know, as there weren't many precedents for what we were trying to do. 1 think in an economic way we're probably the
closest to John Cassavetes, who financed his movies usually not with studio money but with his own acting or putting
a mortgage on his house - well, we've never had to mortgage our house! But, luckily, when we’ve run into the wall, i.e.
when we had no investors or not enough investors, I've had money from screenwriting to put into them. This is a big
advantage, as moviemakers who start with nothing are just stuck. They can’t even make a lot of scripts to send to pos-
sible financiers,

KK. What you have described sounds like a spontaneous experience that worked at that time.

Do you find it easier or more difficult to make films now?

JS. We managed to make them so 1 can’t say that it’s more difficult, but there was certainly a very brief time in the
middle of our careers when it was a little easier for us to raise money. But we made Eight Men Out eleven years after
1 wrote the screenplay, so that wasn’t easy. With Matewan we thought we had the money but it was a year and a half,
1 think, before we made that. With Lianna, our second movie, we spent a year and a half trying to raise 800,000 dol-
lars to shoot it in 35mm and that didn’t work so we made it for 300,000 - 1think in 16mm. But right about the time of
City of Hope and Passion Fish, there was a brief period when home video companies were financing movies and, if
you could keep it down to 2 or 3 million dollars and had a good track record, you had a good chance of getting financed
that way. That disappeared after 3 or 4 years. The second part of that answer is that these very well known actors are
willing to come and do our movies even though there’s really no money in it for them. So we get somebody like Dan-
ny Glover, Kris Kristofferson or Mary Steenburgen just because they’ve seen others of our films or heard of them.
Part of that is just what’s happening in the movie business, which is that there’s more interesting stuff for actors in
independent films than in mainstream movies. You know, how many times can you play an FBI agent and do some-
thing new with it?

KK. Would you say that actors come to you because you have this reputation of managing

to get these great performances from them?

JS. 1think it’s a couple of things. One is that the way 1 have to make movies would not necessarily be the way 1 chose to,
if we had more money and time. | have to do most of my editing of the story during the screenplay phase and 1 never get
to shoot a mountain and cut it down to a hill. So what that means for an actor is that probably, if it’s in the screenplay,
it’s going to be in the movie. Whereas they have all been involved in big productions where most of their part disap-
peared. And then, because we don’t work with studios, the deal is between them and me. There’s no third party with
more power than either of us. So 1think there’s that understanding of, first of all, “These are interesting parts, we've
seen other people being very good in these movies, it’s gotten them some attention and then they’ve gotten work that
pays alot better and is more interesting.” But there’s also this: “1 know what I'm signing up for and, if this is a good part
on paper, it’s going to be a good part on the screen.”

KK. You've made, | think, maybe two films that did not involve very large casts or several different
characters, stories and subplots: Lianna, Passion Fish and, of course, the second part of Limbe.
Why is that so?

JS, 1think it's a way of seeing the world. There are even more characters and more points of view when 1 write novels.
In a movie you can handle maybe three points of view and even that is asking a lot of an audience. That’s my way of see-
ing the world, which is to not see it just from one angle. But to look at Shakespeare and say “The guy holding the spear
has a story too. He comes to work in the day and wants to know what’s going to happen with the King and the Queen,
because it's his job, his life. But he’s got to just stand there and listen.” Tom Stoppard got into that with Rosencrantz
& Guildenstern Are Deadthat play of his where we look at Hamlet from the very limited point of view of two minor char-
acters. But, still, we kind of know the bigger story.

KK. So, do you think that this novelist attribute influences your work as a filmmaker?
J8. Yes but I'm always aware that a movie audience is used to less expansion. Because what movies do very well and what
people are used to are really white-hat good guys and black-hat bad guys in their extremes and putting those extremes
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together. There was alittle vogue in American cinema in the 1970s for kind of ambiguous heroes (Jack Nicholson played
some of them earlier in his career) and then it went out. Then we went through the 1980s, which was the age of Stallone
and Schwarzenegger and all those cartoon characters. The way 1see the world and the reason 1 got into movie making
was not to make 'movie' movies that reminded me of other movies but to talk about what’s going on in the world and the
way | see the world. There are a lot of different people, they all have their own worldview and they get into this situa-
tion of conflict. It’s why in several of my movies people don’t even speak the same language. In Casa de los Babys there’s
along scene (and one of my favorites), where the two women don’t speak the same language but they actually have a lot
in common, more than what the woman has with some of the others who are trying to adopt babies. She’s Irish, she was
poor when she came to America and she probably made beds in a motel; she probably had that job sometime in her life.
So, if they could speak the same language, they would be really good friends. But there’s that thing between them that
won’t be overcome.

KK. I'll take you to another subject now. You work in a different way than most people here

and you touch upon subjects that people won’t easily touch upon. You are, in a way,

an exception to the system in which you’ve been working and you’ve been doing that consistently
over the past 27 years. Through that course of time, do you ever feel lonely,

being what you've decided to be and making the movies you make?

JS. Well, 1 think every filmmaker does, to a certain extent. You run into other filmmakers in festivals and they're
always saying “So how do you get your money?” and when we tell them “Well we don’t, we have to raise our own mon-
ey,” they're always relieved. This is independent as well as mainstream filmmakers. So 1do think that there is some-
thing about that process, where nobody owes you anything, that makes you feel lonely; a certain amount of isolation
that just comes with the territory of trying to make interesting movies. The other thing that marks our kind of movies
is that —it’s not even that they’re political - they’re complex. And, as 1said before, one of the things that movies do very
well is to get rid of complexity. As a screenwriter that’s often what 1 am asked to do. “We need the bad guy to be bad-
der, the good guy to be gooder and we need a much clearer conflict here instead of something that’s cloudy.” Well, in
real life most things are cloudy. Take the Iraq war. It’s a terrible thing; it’s a big mess. And part of the reason that it’s
amess is that there’s no clear-cut good and bad into it. 1 would imagine that anybody walking around there in an Amer-
ican soldier’s uniform feels like “OK, 1did a good thing. OK, 1did a bad thing” many times in the same day. Well, that
may not be what people go to the movies for, that is, to realise how complex life is. A lot of people go to the movies
because their own lives are complex. They want to go somewhere where what’s right and wrong is made clear to them.
Especially in America. After the Vietnam War you got a lot of these Rambo movies which were there almost to make
America feel good about itself. So where we often feel alone is that there are so few movies, independent or main-
stream, that allow complexity into the story, that allow the main character to be somebody like your friends: they're
your friends and you love them but they don’t always do what you think they should, they don’t always act nobly or
heroically.

KK. What about the two labels which are usually attached to you as a filmmaker:

“the father of independent cinema” and “political filmmaker.” Can you assume those roles?

JS. 1don’t think I'm the father of independent cinema. 1 think |1 was there at the beginning of what we see as a move-
ment, but there certainly were a lot of people before me: John Cassavetes’ name comes up, Melvin Van Peebles’ from
the black community... There were a lot of these young filmmakers who made very interesting movies outside the sys-
tem and some of them eventually got to an audience. As far as “political filmmaker,” 1 believe that our movies are polit-
ical but only in the sense that 'm not willing to walk around the block in order to avoid something that’s in the path of
the story. Except for Silver City, which is literally set in the world of politics, 1 usually don’t set out with a political idea.
But, if 1 set out just to tell the story of a time and place, I'm not going to ignore the politics that are there. My job as a
screenwriter for Hollywood is often to take that detour around what's there, because it gets in the way of that partic-
ular story or they're afraid that it's going to upset some people — and we don’t want to upset anybody, we just want them
to take a nice ride in this movie world that has nothing to do with real life! But, the way | see it is: America is made up of
alot of people, a lot of races, that's just what it is. In a movie like City of Hope there are the Hispanic, black and white
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communities and what you see mostly is their parallel lives. These people don’t even think about each other, they think
that there’s nothing in common. But then you discover that what this guy did up here is going to affect this guy down
here. 1 did those long shots because people keep crossing paths without noticing each other but the audience eventual-
ly does and realises the connection. My films are political in that way but 1don’t think that they're ideological-political.
I'"hev're not socialist-realist films in the Russian sense. They're about the complexities of American democracy. And
another thing that is a theme in my movies is the tension caused because of the difference between the official story
and the real story; between our ideals of democracy, our promise of democracy and the fact that we haven't really got-
ten there yet. If you look at the history of America, yes, there was a Declaration of Independence in the Constitution but
women weren't included, they weren't able to vote. Black people were counted as 3/5 of a man for population but they
couldn’t vote; in fact if you didn’t own property you couldn’t vote! Over the years, this Constitution has been amended
and amended and that’s our stumbling towards democracy - and sometimes | think that in the last six years we've been
stumbling away from it again. So, it’s back and forth, back and forth, and certainly things have gotten more democrat-
ic in this country, which is not the end but it’s at least an opportunity; democracy is an opportunity for some good
things to happen

KK. Let’s talk about another topic in your work: disappointment. Return of the Secaucus 7,
Lianna, Baby It's You, Passion Fish and City of Hope are all about people losing their dreams.
JS. Well, dealing with the fact that they may not come true.
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KK. And through this process they reach a certain level of self-awareness. 1t’s as if people grow up,

these films are about people growing up by losing their dreams...

JS. 1think of Baby It's You, Secaucus 7 and Passion Fish as a trilogy. Baby It’s Youis about kids who are in their teens
Jjust running up against that first thing that says “Maybe you won’t get everything you want. Maybe everything is not
possible,” especially for Vincent Spano’s character who is more limited in his education and background. By the time
they're thirty, in Return of the Secaucus 7, the characters are starting to realise “Oh, well, our own dreams may be
intact but the world isn’t going to change the way that we wanted it to when we were young students and politically
active. The world is in fact going in the other direction.” | think it’s a hopeful movie; it’s called the Return, not The Big
Chill. So the characters still have their ideals but they realise that the reality and their ideals are pretty far apart. By
the time you get to Passion Fish the characters are forty. One of them is not going to become Meryl Streep, she’s not
going to be able to have a baby or walk again. The other one is not going to have this friggin’ easy life, where she can take
drugs or anything she wants, if she wants to get her daughter back. But, by the end of that movie, these women are
allowing themselves to want to be happy. They don’t know if they will manage but at least they know that they can’t do
everything, so they will be happy in what they can do. Because, by the time you're forty, there are things you're not
going to do. If you're forty, you're not going to be a professional athlete or a young rock star. It’s just not going to hap-
pen! What's important about these movies being American is that America is a country that’s all about success. That’s
the promise.

KK. So are you trying to say something about America on the whole? About the American dream?
JS. Yeah, and I'm trying to do it in an adult way, which is, everybody — almost everybody - has to deal with failure at
some point. And what you consider failure is an important thing. So some of it is about being realistic about how you
define success. 1 think a kind of seminal work in American literature was The Day of the Locust, which is about all these
people who ended up in California with this kind of manufactured American dream of Hollywood and success. There's
ariot at the end. The riot is anger, an incredible, juvenile anger. Anger that they bought the story and now here they are
in Southern California and things aren’t gold, things aren’t wonderful. So some of what I'm looking for is that; even if
America is not growing up, some of the characters in my movies manage to grow up and get more realistic in the sense
that they start to take control of their lives and define what success is and who they should be, rather than let this
dream factory of American culture define it for them. Because everybody is doomed to be unhappy and unsuccessful,
if “Entertainment Tonight” is who’s dictating whether you're good or not or whether you're important or not.

KK. Another very strong topic in your films is history and the way it breaks into the present.

In most cases this relationship is portrayed as a struggle, a fight: the past fighting with the present.
JS. Well, modern culture, but especially American modern culture, tends to just erase its past and rewrite it very quick-
ly in a nice way — this was certainly why Ronald Reagan was so popular. Americans like to think they invented them-
selves, when finally the truth is none of us starts from scratch. We start with certain advantages or disadvantages or
just a position in the race. My feeling is that, unless you take the past into account, you can’t understand other people
and where they’re coming from. Anglo-Americans just say “Why are these people so pissed off? Come on, the Civil War
was over a hundred years ago, slavery is over, what's wrong with these people?” While if you talk to African Americans,
they may have a better sense of that history because they definitely didn’t get to start from scratch. Until very recent-
ly, almost all of them started with a huge “You're behind in the race, you get to start later and from a worst position
than anybody else and they're certain things you'll just never get to do, because it’s just not done.” That's very hard for
Anglo-Americans to understand, partly because of wilful ignorance, which is one of the main themes in Men with Guns.
There you see Dr. Fuentes who is a very educated man. He reads the mainstream newspaper, one of his patients is the
General in the army but he doesn’t know what’s going on 15 miles from his house. And after the journey that he takes,
one of the reasons he dies at the end is because he can’t go back. Knowing what he knows, how can he go back and be a
society doctor and treat this General whose troops have been killing all these people, including his own students? If you
accept that kind of knowledge, then you have to deal with a complex world. 1 was partly inspired to make that film by a
survey | read in a newspaper during Gulf War 1. The survey asked people if they thought that, compared to Vietnam, the
news media was telling the whole story. 85% of the people said that they're not getting the whole story or even a very
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good idea of what's going on in the Gulf. And then they asked them if that’s a good thing or a bad thing, and over half,
something like 65%, replied “No, it's a good thing. We don’t want to know. We don’t want to feel bad about ourselves.
We want uplifting stories, to feel good about what we're doing, even if it's inaccurate.” That's an incredible thing to say
about yourself and usually people aren’t that honest about it. But most people really don’t want to know. If you're
engaged in the slave trade, you don’t want to know. If you're killing people overseas for some advantage of yours, you
don’t want to know. It just makes life simpler. That tension in our films between history and the present is often about
Americans really being very reluctant to deal with even their own personal history. “Well, Dad had some problems” they
say, not “Dad was an alcoholic.”

KK. Speaking of families, parents and children seem to have difficult relationships in most of your
films. Is this another way of embodying the idea of the past struggling with the present?

JS. Ithink it’s hard for generations to understand each other, even within the same family. My parents lived through the
Depression without much money. But my brother and 1didn’t grow through the Depression, so sometimes the way they
acted didn’t make any sense to us. I'd say probably your grandparents’ generation, with all the political turmoil there was
in Greece, wouldn't want to talk about certain things. Their grandchildren may be lucky enough not to have that baggage
but they have to understand that that’s the baggage those people have to carry, that complicated and sometimes very vio-
lent history. It may just be personal history, like in Lone Star. There, you have two things going on. Every time that Chris
Cooper’s character asks what happened in 1957, what he’s really wondering is what kind of human being his father was.
But he also takes us, the audience, into this trip of what this community is and what has it always been. In a historical
movie, that's a very tricky balance. Whether it's Spartacus or Oliver Stone making Alexander, the question is: what’s the
human, heroic, get-involved-in-their-lives personal story and what'’s the historical context? In the traditional, old-fash-
ioned Hollywood movie somebody just did costumes and, if they looked cool, who cared about the history. As we've pro-
gressed a bit, there are directors who try to be a little more honest about what the history was. But very often, if it gets
too historical, it may lose the human aspect. So it’s a really difficult thing to find a balance within one movie where the
audience will feel that it's really spending some time with human beings, plus it's learning about a bigger world. 1 was very
interested to see Terrence Malick’s The New World which had a nice personal feel in some way and was very accurate in
an almost spiritual way about what was going on; about what this New World might have meant to people and almost the
tragic impossibility of anything good coming out of the meeting of these peoples.

KK. Which brings me to another question. There is one community that you haven’t touched upon
in your films: the Native Americans. Why is that?

JS. I've had a few Native American characters in my films but it’s something that 'm not very familiar with. To do a
good job, I would have to spend more time there. However, I've written a script for a company about Jim Thorpe when
he was at the Carlisle School. In the late 1800s and early 1900s, this was an industrial school for Native Americans where
kids were brought from all over the country. One of the mottos of the school was “To save the Man we have to kill the
Indian.” So you were not allowed to speak your native language, you were never put in a room with somebody who spoke
your language. It was like the Harvard and the Abu Ghraib of American Indians; and so a fascinating plot. I've never done
anything in the Asian community either; it's just not part of my experience. On the contrary, I've lived in or around
black, ltalian or Hispanic neighbourhoods and | feel more comfortable with the view that I've gotten there. Liannais a
good example. It's not about a woman who’s been a lesbian for her whole life. So 1 chose a character who's just getting
her feet wet. It was about as far as 1 felt 1 could go into that community.

KK. Another similar question: many of your films are about people crossing borders,

either geographical or social, such as culture, sex or race. One border that hasn’t been explored

in such detail is religion. How come?

J8. 1 think of it more in terms of faith and | have had several characters where faith is an important thing about them.
In Honeydripper, Lisa Gay Hamilton plays a character who's married te Danny Glover’s character and she’s having this
crisis of faith because she's recently become a Christian and is being asked to come over and accept Jesus Christ. But
her husband runs a nightelub, a roadhouse, where all these evil things — what they say is evil - happen. She knows that
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her husband is not a bad man, so how can she reconcile these two kinds of things? 1 also always looked at the character
Joe Morton plays in Lone Star as someone having a crisis of faith. His religion was the military and he’s starting to
doubt it. That scene where he counsels the young private, 1 based it in my mind on a priest who’s wondering if he believes
in God anymore having somebody come to confession. The priest in Men with Guns is somebody who's really wrestling
with that very, very basic thing of 'what is faith' because he had a chance to be a martyr and blew it. So faith is some-
thing I've dealt with in small pieces but I've never made a whole movie about it, like The Crime of Padre Amaro. The idea
of religion is less important to me than the idea of faith being questioned.

KK. Most of your films are set in very specific communities. You’ve also made a lot of historical
films. How much research do you put into them?

JS. 1do quite a bit of book research but 1also talk to anybody who's still alive, who might remember those times. When
we were in West Virginia, casting locally for Matewan, it certainly was very helpful that we had people come in and tell
their stories about growing up in those mining camps. Especially the older people who remembered being shot at in the
dark by the mine guards. All that information comes back and some of it actually gets into the movie. Very often I'll have
an idea about a movie and I'll go scout it before 1actually write the draft. Sunshine State all came from me scouting the
Gulf coast of Florida, thinking of making a totally different story, which didn’t exist anymore, as tourism had changed
to corporate tourism. So, 1 started thinking about “Why don’t 1 make a movie about that? What happens when corpo-
rate tourism comes in and not only buys your stores and restaurants but buys your history too? What does it mean
when you're starting to celebrate a history that may never have existed, that’s more of a Disney creation than anything
that has to do with even your grandparents’ lives?” In Tampa, Florida, they now have a yearly celebration of a pirate
named Gasparilla. It’s a big tourist thing. First of all, celebrating a pirate? Pirates were thieving, murdering rapists,
slave-running scum of the Earth. Why are we celebrating this? They’re really celebrating the Johnny Depp version of a
pirate. And then, Gasparilla probably never existed. It’s probably a rumor that the Chamber of Commerce built up. It’s
like the Navajo Indians, who used to do a rain dance as part of their culture and, when tourism started coming through,
they would do it to make money from the tourists. What does that do to this religious rite? Is it still a religious ritual?
Probably not. It’s probably just a performance. Does that religious ritual exist? It might, but it doesn’t mean the same
thing to you. So to me the place and its history and what’s unique about it — what’s not just mainstream culture about
it - really become characters in the movie. Even when it’s not a specific place, like in Men with Guns. To make the film,
1even drew this place; 1 drew the doctor’s progress. He starts in a glass and plastic city, and then he goes through the
flatlands which are very dry and where people either sell salt or charcoal, which is usually the lowest form of commerce.
Then you start to get into cane, which is still flat, but it’s still an awful backbreaking job that doesn’t pay much. Then
you get into a few little hills and that’s the coffee country and the alittle hillier and you get into the bananas. You start
going up into the mountains, where stuff doesn’t grow very well but Indians have been driven up there by various wars,
trying desperately to grow corn on the side of the mountain. And then you get up to the top, where you can’t grow any-
thing but you're safe from the army. We ended up shooting in three different states of Mexico to make that movie, but
to me it was not Mexico or Guatemala; it wasn’t any specific place but it was that particular place where you could go
from that glass and plastic city up to those mountains and get a glimpse of all those other places in between.

KK. What about camera work? Yours is probably one of the least intrusive examples of

camera work in American cinema...

JS. It depends; it varies from movie to movie. In City of Hope we had almost a dozen big steady-cam shots that are
appropriate for that particular movie. It’s also a wide-screen movie, that’s appropriate with all these people who come
in the foreground and background. Eight Men Out and Matewan are set in the same era. However, Eight Men Out prob-
ably has twice as many cuts in it, because it was Chicago at the beginning of the jazz age, when the music and the rhythm
of the people was faster. Whereas in Matewan there’s a lot of slow, dissolving montages because you have to get the feel-
ing of a seesaw, of things happening more slowly up there. So what 1try to do is make it appropriate to the storytelling
of the film but not call that much attention to itself. And then, when the actors are good, | try not to chop up their per-
formances so much, so 1 move the camera a little or not at all. With good actors you can cut almost nothing and still be
fascinated by what that character is going through.
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KK. You write, direct and edit your films. Is that your sense of appropriate control?

JS. 1 think that even as a director you're not teaching people how to act; you're just directing people’s talents. Same
thing with a cinematographer: 1do storyboards and 1 may even have a good idea of what lens it should be, but the first
thing that | say to a cinematographer is “Here’s how 1 want the story to feel and here are the angles I'm thinking of
doing, so let’s talk about that.” But 1 don’t bind it for them. 1 can talk to my cinematographers or musicians just like |
talk to actors, by directing their talents. As an editor, | think being a novelist before | was a filmmaker spoilt me. As a
novelist 1 write the first, the second and the third draft and, truly, editing the movie is the third draft; you're still writ-
ing, you're still working with the actors, you're creating the rhythm of their performances even though they're not
there. So to me it just eventually made sense.

KK. And what’s the most creative part for you, is it writing?

JS. Well certainly the most creative part, where you have to make things, is the writing. But my favourite is the editing.
When I'm writing something 1 don’t know if we're going to make it. Whereas, when you're editing, you're going to make
the movie no matter what and there’s not that time pressure that there is on the day of shooting when the sun is going
down or it's raining.

KK. You also act in your films. How do you choose your parts?

JS. You know, the hardest thing for movie actors is that they don’t usually get to shoot in sequence. Therefore, 1 pick
parts where the character has no arc and remains pretty much the same person in every scene. Even in something like
Eight Men Out, | played Ring Lardner, who was a dry observer, pretty much the same all the way through. 1 think that
actors who direct and appear in their own movies, like Woody Allen or Clint Eastwood, very often have a persona. And
then sometimes it truly is about size. In City of Hope, for instance, Vincent Spano is over six feet tall and Carl, the char-
acter | played, is a guy with a limp and 1 wanted him to be intimidating, even though he’s got a limp. Well, 'm bigger than
Vincent, Carl remains the same character throughout the film, so 1 played him. Physicality is important. When 1 cast
Matthew McConaughey in Lone Star, some of it was that he really is a Texan, he knows how to wear the boots, he’s very
relaxed, he’s very masculine and 1 needed somebody who could just face down Kris Kristofferson and stay sitting like
this. Mathew could do that, he’s just that.

KK. As we're reaching the end, | would like to ask you whether there are any projects

that you feel you really have to make. Your dream projects, so to speak...

JS. I've gotten to make a couple of my dream projects; I've been lucky in that. But, for instance, there is one that 1 call
Sometime in the Sun, which I've just re-imagined and I'm writing it as a novel now, expanding it rather than contracting
it to a movie. There is another, a historical movie set in the 1750s, called Jamie MacGillivray. It’s about a guy who is a
Scots Highlander and who is defeated at the Battle of Culloden and sent to the New World as a prisoner. There, he's kid-
napped by Indians and becomes an interpreter for an Indian tribe during the so-called French and Indian War and he
eventually ends up at the Battle of Quebec. So, nine years after fighting against the British, he hears bagpipes coming
from the British side and realises that the Scotsmen, his relatives and friends, are fighting on their side now. That’s a
big, huge film, which I'd love to make but don’t know if 1 will. You know, it took eleven years to make Eight Men Out,
partly because it was a big historical thing. That’s one thing when you're thirty. When you're fifty-six, which 1 am now,
you'll be sixty-seven when it comes to make the film and even less likely to be able to raise money. Unfortunately, just
our difficulties in raising money make me less likely to write a big historical film anymore. We have all our money tied
up in Honeydripper now. We may make some of it back, maybe all of it, maybe none and truly be at scratch again. 'm
still getting some work as a writer but 1 don’t know how long that’s going to last or how much I'll be able to make. And
it's alot of work... 've had to write a lot of screenplays to get to make Honeydripper. So 1 don’t know how long | can con-
tinue to count on that income to finance our own stuff. If we get lucky and Honeydripper makes a lot of money, maybe
somebody will want to finance our next movie but certainly nobody’s lining up in the last eight years or so to invest in
our movies. So it really does make me think practically when | think of stories, what can 1 do for very little; just like at
the very beginning of our career.
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0 John Sayles kaBodnyel Tnv Frances McDormand oto Lone Star / John Sayles directs Frances McDormand in Lone Star

KK. My last question: critics have said of you that “Sayles brings something rare to American
movies: a keen sense of purpose.” In that sense, it looks as if you attach your capacity as

a filmmaker to a moral responsibility.

JS. 1 want people to leave our movies thinking about their lives and the lives of people around them, not about other
movies that they've seen. It's not so much of a moral lesson as that 1 want to have something to do with life as it is lived;
not just dreams, not just fantasies. So, even though there’s fantasy in a lot of our movies, it’s a bit more like magical real-
ism. And magical realism, if you go back to [Gabriel Garcia] Marquez, is a way to talk about reality. In magical realism,
the magic is never practical; you can’t get rich from it, it doesn’t prevent you from getting oppressed or killed. To a cer-
tain extent, what you won't find in our movies is a denial of death, which is one of the main themes in American cinema.
Why do we tell stories? There are different reasons for telling stories and one of the most interesting reasons for me
is to understand what's going on in our world. People make up religious stories because they need to reassure them-
selves or to know why the sun goes away for six months a year. So they make up a story about a giant frog or Perse-
phone or whatever. Throughout history people have made up stories to try to understand themselves. But also there’s
this very strong, especially American, current of escapism. “Let’'s deny what happened in Vietnam, let’s feel good about
that; let's redefine, let’s erase our past and rewrite it; let’s live in a fantasy world of cartoon heroes and cartoon bad
guys.” That’s just not what we do! What we do is meant to make you think about what’s going on in the world.
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A conversation with

Maggle Renzi (8e€16) ougnra pe nv Peggy Rajsky, oupnapaywyé oto Matewan
Viaggie Renzi (on the right) discusses with Peggy Rajsky, co-producer of Matewan

2YNENTEY=H: MAGGIE RENZI

Kewvoravrivou Kovrofpdxn

KK. Yimp&ate n napaywydg yia tnv mAeiovétnta tov taividyv tou John, @otéoo undpyouv xai kanoieg
onig onoieg dev kavare eoeig tnv napaywyn. Idg xabopidevar n oupperoxr oag;

MR. Zvo Return of the Secaucus 7 bev E€pape 11 kGver évag mapaywyde k1 €tor Sev édaPa avayvopion yia tnv
nopaywyn. Qot6oo, tdpa nou yvwpile 1 kavel évag napaywyog PAENe nwg Ruouy oviwg pia and exeivoug, agou
£xava Aoteg, fonbovoa ko npoypappduda. Xpeidgotnke va grdooupe oto Lianna @onou va Aéfw tnv npa@tn pou
aVayvmpIoT) we Napaywyou Kal va vihoom 1me UImop va to kv and tny apxry. To Baby It’s You ko vo Eight Men Out
frav vawieg nou H6Onkav otov John anéd GAoug napaywyoue. Eto, autée frav tawieg otoliveio kai ol napaywyoi
toug epyalovray pEow tou otouvuio. Apyotepa, kabBag nepvoloav ta xpovia, Gpxioe va e§unaxoveta nwg eyw Ba
EX0VO TNV NApayyn TV TOIVIOV KAl Mpaypatikd avunopovouoa va kGve 6,11 fifele va kaver o John. E&aipeon
anowelei vo Casa de los babys enedn| dev évioba nwg to oevapio Arav ot adfbeia évopo. O John Rrav avunoxwpntog
Kol be unopovoa va nw tinota nou va to aAAééer autd. Hrav éva npaypatikd Stoxolo adééodo yia pag, yati fépama
01 vawvieg pag bev eivar povo n dovderd paéH eivar n {wn nou popalépacte. Ki frav Aiyeg pépeg peta tnv 1




Maggie Renzi

ZentepPpiov, pe auth tn pedayxoAia va mavdtal ndve ané 6Aoug pac, 6tav eina atov John «Epeic 01 6o dev npéner
va paAdvoupe y1' auté. ‘OAa eival téoo 6vokola kar kataBAimtikd, ondte unoxwpe. Eol npoxdpnoe ki av £xeiq tnv
avaykn va kaveig autijv tny taivia, téte Oa nipérner va tnv kaveig xwpic epévar. Hrav SGokolo...

KK. Eixate 6pwg xavevég GAAou eidoug oupfodr otig tavieg otig onoieg dev epmlakrjkace

WG IaPaAYwYOS;

MR. Zvo Baby It’s You, eneidn fitav wa 10topia yia éva kopitor mou nfjye ané to AUKe1o oto navemotipio, h&epa
nmoAAG yv’ auth] Ty epneipia ka1 prropovoa va tou WARo® yia to T ouvéBaive 0ta SmUATIa TV KOPITOIDY KI eKefvog,
riepe 11 ouvéParve otwv ayopidv. O Baoikég GvBpwrog BEBaia frav n Amy Robinson, 51611 1 10topia efval ouoiaotikd
611} tng, 6pwe vopilw mmg moAAéq ané Tig 10topieg pou yia tny eioodo oto mavemotiuio kai tr SuokoAia autrg tng,
petdfaong 6viwg ermpéacav to ypayiué tou. Xto Eight Men Out dev eixa kapia oupBolr oto oevépio, énaila 6uwe,
N yuvaika tou pitcher ki1 auté mou éxkava téte frav Baoikd va eipar autd mou Aéve «n @iAevadar. Onéte fuouy )
o1kob€amova otny taivia kai mepvouoa oxed6v 6Ao to xpévo pou eni témou pe tov John, aAAG povaya we nBormoide (kan
onwodHImote MPOTIHG va efpal mapaywyo6g). Me tny ndpodo twv etdv, kabag Souletoupe pali, o John éxer prdoer va
EQMoTeletal T YVOUN Hou MEPI0o6TEPO K1 eY® £X® yivel KaAUtepn 0to va tou npoteive 16ée¢ pe tporo napaymyiké
ka1 Betikd, onéte K1 0 John {ntd ouxvétepa tn yvoun pou.

KK. IToteli® e pepikoi and toug KaAUTepoug Xapaktrpeg mou €xel oxiaypagroel o John eivan
yuvaikeg, 6niwg ova Baby It’s You, Lianna, Passion Fish [ Wdp1 tou ndfoucg]...

Tov BonBrjcate kaB6Aou ot cuyypaer toug 1j frav andde anéppoia tng S1krg tou evaiodnoiac;

MR. Ae Ba éAeya mwg pe pwtder kar oAU ouxvd T Ba ékave 1 1 Ba éAeye o tGde xapakthipag oty tde Katdotaor.
Mniopei mou ka1 ot va tiBovial kdrnoleg epwtroeig aAAd nepioodtepo eival to 6t piag kar oupe padi ané to 1973, 6Ao
ka1 mo oAU €xer ewoaxBei oe éva k6opo yuvaikdv. Exoupe (fjoer oe kovéPia oto mapeAdbv 6miwg eniong kar pe tov
David Strathairn ka1 tn yuvaika tou, oréte o John urmpée tuxep6e oto 61 eixe cuoTnuatiké yipw Ttou T ouvipo@id
yuvaik®v. Nopilw nwg o John Ba to eviémdie auté ka ota npdipa xpévia mou epyalétav oe voookopeia — kal ota
VooOKoueia kGvouv Koupdvro o1 yuvaikeg, Eival k101 yiatpoi exed, pa to koupdvto to kGvouy o1 yuvaikeg, Exeivog frav
tpavpatiopopéac, mou eivar ) xapnAétepn Pabuida epyalouévou pali pe toue kabapiotée, ki o1 oulntioeic mou
Gkouye t6oa xpévia petadl twv voookGpmy kal twv Bonbdv toug fjtav oAdteda yuvaikeieg oulntrioeig. Nopilw nog
Oa énpene va potroete tov i610 tov John katd néoov eivan pepiviotie. Aev eipar oiyoupn nwg eival, éxer 6pwe
oupnévia yia tig yuvaikeg kan tig katadafaiver, 6tav eivar Siatebeipévog va to waéer npaypatika. Kar 5100éter eniong
onuavuka onueia avagopde and 6Aeg tig yuvaikeg mou yvapider Onwg efvar npogavég, kuping and péva, kabnuepiva
eni 30 xpévia, pa K1 ané vig GAAeq yuvaikeg mou yvwpioupe.

KK. Avagépare nwg nepdoate SUokoleg otiypég pe tnv taivia Casa de los babys.

I’ 6Aa autd ta xpoévia mou poipddeote tn {wrj ka1 tn Souleid oag, Ba Adyate nweg umipav

onueia évraong oav Kai autd mov avakuntouy petadl napaywyodv ka1 oknvobetov;

MR. ITpéogata Gpxioa va napatnp®d toug oknvobéteg mou e§akoloubolv va ouvepydlovial ouotnuatikd pe tov
napaywyd toug eni oeipd tavidy, av 6x1 yia 0A6kAnpn tn {wn toug. [Tpékertar ouyxva yia Gropa nou £xouv npaypatikd
otevég oxéoeig pe to oknvoBétn, eite wAGue yia toug Cohen, dndadn yia duo adépgia, eite yia {etyn oulliywy, 6nwg
tn Nancy Savoca kai vov Gvdpa tng, Rich Guay, j akéun ka1 yia kGrioloug oav tr) Sarah Green kai tov David Mamet, niou
devunmpEav epaotéc. Otav Aonéy n oxéon W’ évav mapaywyo dev £xer Suvapikn ovykpouone aAAG otipiéng, tote autr
biver oto oknvoBEn tny eukaipia va kGvel tig tavieg tou pe peyalitepn eAeubepia kar pe Aiydtepoug meplonaopous.
Mati n Soueid tou napaywyou efval va kpatd pakpid 6,t1 tou anoond tny npoooyr. Kaveig dev katalafaiver kaditepa
and péva tny avaykn tou John va €xer to Snuioupyiké éAeyxo tou kGoTtivyk 1 tng Sidpkeiag tng taviag. Ki éton dev to
BAénw oav wa oxéon ouykpouong, yiati npaypatikG Bewpd tov eautd Hou e Tto Gropo rmou otnpiler to 6papa tou
John. KaBadg BeAtiwvépaote pali o’ autd, Bpiokm tpénouc yia va aokNow KPItik KAVovTag ouvapa mpotdoeie nou
napapévouy evBappuvtikég ko mou npdypat £Xouv va KGvouv Je Tty taivia kar pe to 6t exeivog éxer tov tedikd Adyo.
AN tHpa nAéov €x® neproodtepn autonenoidnon 6t pmopad va kdvw pia npdraon xwpic exeivog va mobavlei nog
aneeival. Mepikég popég o1 oknvobéteg unopei va vidoouv nwe anedoivial ka Sev eival va anopei kaveic, epdoov
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undpxer n napaboon o napaywyog va efvar aviayoviotig toug,. 201600, 0' autég TG NEPINTIGORIE 01 Napaywyoi
ouvnBiCouy va exnpoownoly karoia GAAn ovidtnta, ouviibwg 1o 0TouvVEIo,

KK. Qote de xperadevar wg napaywyos va oxképreote tny epnopikr nAeupd ing vaviag;

MR. Zépere, pou gaiveran nwe urnootnpi¢w tov John oe unepPfoliké Pabud. M’ autd evvod nwe kanolog GAlog
napaywyog Ba tov evBdppuve va kdver mo epnopikég douderée. lowg autd va fitav kaditepo, pa eyed tov éxw
evbappuver va kaver autd nou BéAer va kdver kar va nier autd mou BéAer va nier. Autd éxer we anotédeopa tavieg nou
evbexopévawg va pny efvan 01 mo epnopikég, eivar 6pwe andAuta emruxnuéveg uné tny évvola 611 o oxnvobétng
KatGeepe va exnAnpmoer 1o 6papd tou kar 611 uropoly Kar 0TéKouV WG onuaviikd, odokAnpwuéva, avbeviikd épyar
K1 autdg efvan kar 0 Adyog nou ipooxAnBfikape oty Oeooalovikn. Edv 6pwg eixape puidéer epnopikbtepeg tawvieg, bev
eipar oiyoupn katd néoov onoroobfnote ané pag Oa frav evtuxéotepog f av o1 taivieg Ba flrav kaditepec,.
Ipaypouika evBoumalopar 6rav éxer pia 16éa nou Bewpd epnopiki, 6mwg to Honeydripper. Ae vouilw nwe eixa
Bewpnoer to Lone Star | Movayiké aotépi) epnopiké kay, eINkpivd, moteim oe autég tig tavieg téoo andAuta 6rav
anogaoilw va epyaotd yi' autég, dote moteln nwe to kKové undpyer kar nwg Ba tig anolatoer. Ki étol, oe
nePITUOHoEIG Mou o1 tavieg teAikd de onueidvouy elonpaktikh emtuyia, eyod kar ndAi dev eipar ofyoupn yia to av dev
frav epnopikég 1 nd\ pnnwg o havopéag anétuye va Bper to kovo kai va to géper otny aibouvoa.

KK. YnoOétw nwg 6Aeg o1 tarvieg oag eival S5Uokolo va mapaxBouv, va xpnpatodotnBoiv xar

va vlonomBouv, 16iwg epéoov ouvnBilete va epyaleote oe MOAU OUYKEKPIHEVEG KA1 OUX VA
ANOPAKPUOREVEG KOTVOTN TEG. ATIG GAeg T1G Ta1vieg mou €xeve kaver padi, moia urmjp&e

buoxkoldrepn otnv vdonoinor tng;

MR. Aomov, vo The Secret of Roan Inish (To puotiké tng Péav Avig) fvav npaypatikd {6piko yiati eixe apketd upnlé
Babuo buokoliag pe ta e1dika e@é kar pe to va yupioupe oe éva anopovopévo puépog. Kuping 6pwe otdbnke Stoxolo
Vol 1 xprpatod6non £neoe 0To Kevo evd to yupvouoape kai unmpéav otiypég nou o John ki ey avapetidpactay av
Ha pnopovoape va ouveyiooupe va gudyvoupe tny tavia. To 610 ouvéPn kai pe to Silver City [ Wneiote ITiddyxkep...
baykwro], vopiCape nwg eixape va xpripata ané kanoieg myég ka dev ta eixape. Kin anégaon va to xpnuatodotiooupe
oriorfjrav wa tpéda, otoixiGe 6 exatopptpia doAdpial To dyxog tou va un yvwpileig av Ba unopéoeic va nmAnpooeis toug
avbpmroug eival tpopepd. Zépw nwe £1or Souletouv 01 Merchant and Ivory (GA\o éva kalé napaderyua opddag nou
epyaceta Baoer wiag moAu oteviig oxéong). Le exeiveg tig tavieg twv Merchant & vory ftav xapaxknpiotiké to 611 noté
bev nEepee and nou épxoviav ta Aegrd. Kai kGrou pou @aivetal nwg exeivov tov GvBpwno, tov Merchant, tov étpege
autr n aywvio. I epéva Sev apéoer autn n aywvia: n6n undpxer apketn ka1 x@pig va xpeialetal va avnouyei kaveic yia ta
xpnpota, Kad kanolov tpéno, to Honeydripper urmp&e wia ané tig eukoldtepeg tavieg S i6u eiyape npoanogacioes:
nwe Ba banavovoape ta Hikd pag xpripata yia va yiver. Auté pag é6woe tov anéAuto €Aeyxo ka1 pou mapeixe to xpévo yia
Vo ovipetmion va npofAfparta mou npoékurrtay oto mAatd: kar unmpxav kdpmnooa npoPAfpata oto maté. Otav éxeig
Lo tephotia kaot v 45-50 atdpwy, eivar o’ aABela Stokodo npdypa to va ouvtovileig téooug nBonoiolc ka va
oyoupeleig nwg n béopeuor| toug oto pdAo toug Ba toug kaver va épBouv oty dpa toue.

KK. Middévrag yia tétoioug peydloug apifpoig nbonoiédv oto nlats, vikder kaveig nog emdioxete pa
Kanow o1ke16 TN o pevadl TV atépev, 16i0g 6tav ouvepyaleote pe toug idioug nBonoioug 1j texvikoug
O neP10ootepeg and wia 1) dUo taivieg. Anpioupyeite €101 -TPONIOV TIVG- pia eupUTEPT) OI1KOYEVEIa;

MR. Ma ka1 fépara, 51611 npoonaBoipe va eipacte oa pia oikoyévela. Qupdpa npiv ané xpévia, 6tav to Ms. ftav
axOpn éva véo neprodiké ~frav to npdto gepviotiké neplodiké nou kabep@Onke- pou eixe ndper ouvévieuén wa
yuvaika, pia (6pikn Aeofia, kar pe pdnoe: «Na Aondy nou eiote 66 kar napéyete tawviee. Aev mijyate oe oxolr
Kivijpatoypagou, bev éxete kabolou epneipia, 11 eival enopévag autd nou oag kavel kadi napaywyd;» Méoa otnv
Lapoyn pou tng andvinoa nwg n unépa pou frav e§mpenkn oikodéonoiva! Eivar aifeia. Hidéa éxer we efhie: onag
axpioe oupPaiver kar o’ éva ndpu, av undpyouy 50 Gdyvwotor peta&l toug dvBpwro, tote kal n napapikpr ouvéeon
npenel va yivel, 1o ayné npéner va eivar kaAitepo, 01 GvBpwnor npéner va yvopiotoly kai va videouv 6T1 toug
oéPovuar Av 6pwg éxeig exei pepikoig avBpdnoug nou Hdn yvwpilovia, téte autoi unopoiv va Eexivijoouv tn
oulhmon kai va bdoouy otoug GAoug va katadBouy oe T 061 nepiotaon Bpiokoviar Eto, 6vav éxoupe dropa oav




Maggie Renzi

H Maggie Renzi wg¢ nBonoidg uné 1ig odnyieg Tou John Sayles oto Matewan
Maggie Renzi as an actress following John Sayles's directions in Matewan

tov David [Strathairn] fj vov Chris [Cooper], 16iwg 6e tdpa mou xaipouv @ripng kai ogfaocuod, eivar to id1o npayua
Av exeivol 6ev napanovioUvral yia to 6t dev éxouv 1k6 toug tpoxboto (yiati kaveig bev €xer H1k6 tou tpoxdorTo
010 yuproud pag), av uniakovouyv otov John, av épxovral otnv @pa toug, av eival ouvepyaoipol, tote Ki 01 GAAoi
avBpwnor mou dev eivar té6oo BEPmor kar mou éxouv ouvnBioer va toug pépoveal Siagopetikd oe peyalitepeg
napaywyég, Ba xdvouv to id10."0co neproodrepoug and autoig toug avBpdnoug éxoupe oto mAeupd pag, t6oo
eukoAétepo eivar K1 €to1 K1 eye de xperGletar va epnAékopar Gueoa pe tov kabéva Eexwprotd. Eipa wotéoo
xaBnuepiva oo nAatd kar kGBe npwi Eunvad tny idia dpa 6riwg ka1 6Aor 01 nBoroioi. OXor toug BAéouv nwe dev
undpxer kaveic nou va epyGletar okAnpdrepa anéd 6,11 o John k1 ey®d. Ki 01 mepioodtepor to ekdapfdvouy wg
unéderypa autd. Kanowor ndh 6x1, kGnoior 6e propotv... Mepikoi GvBpwnor éxouv Srapbapei téoo andéAuta ané to
ovotnua wote 0 povog tponog yia va aiwobavBouiv o eautdg toug eivar va kGvouv paoapia. Aoulevoupe Gpw oAU
oxkAnpa yia va éxoupe éva ovotnua 106tnrag K1 dtav akolow yia KGu taviee drnou o oknvobétng tpoer Eexwprotd
and voug unéAomoug oe Hapopetikd oepPitoia, to Bewpd oav éva odokAnpwtiké kabeotdg 6rou o oknvobétng Ba
unopouoe kdANiota va Siabéter paotiyio kar va eivar avdtepoc. Hon BAénete nwe o John dev apéoketa oto va kavel
LOV aVATEPO KO1 OUTE K1 eY®" K1 autd pe kabota mo npoofdoun ki £vor o1 GvBpwnor pabaivouy nwe prnopouv va
épxovral oe epéva Grav epgavilera kanow npoPAnua. IToAdég popég o John ev eivan téoo npooitdg enerdn eivan
noAu anoppognuévog. Ki évor eivar Sk pou douderd va HiaPiBalw tov kGBe kalé tou Adyo yia tny epunveia evig
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Brother from Another Planet, 1984: Mia 1aivia ENIOTNUOVIKAG Gaviaoiag Baciopévn yEPA oTny npayuanxkomia.
Edw, nianwvikh agioa. / A scifi feature heavily based on reality. Pictured here, the Japanese poster
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nBomo100 1j vo méoo evBouoiaopévog eival pe to oknVIKG Mo xprotponofioape xtec. Mepikée popéc autég efval o
p6Aog pou: va efpal to PepéPwvo tou.

KK. Mia ep@tnon mou ékava ka1 otov John: epyadeote pe Sra@opetiké tpémo and 6,11 01 nep1oc6tepol
£66) ka1 mpaypateveote Oépara mou o1 GvOpwnor Sokoda ayyifouv. Anotedeite Katd KGno10v Tp60
eaipeon péoa oo ovoTnua 6rov epyddeote ka1 auto to Kavete otabepd ed kai eikoo entd xpévia.
Méoa oe auté to Hidotnua vikOete moté povaxikd 6viag auté mou anogacioate va efote:

eoeiq 1 napaywyog mou eiote ka1 o John o oknvoOétng mou eivan;

MR. Kanoieg gopég vopidw mwg va, 16iwg 6tav ouletoupue 1600 okAnpd yia pepikéc tavieg ki exeivee petd
po1douv va efapaviovrar. Ta nmpdta xpévia to olotnua fitav Sragopetikd: anhd dev Sravépovray tdoeg
kaAitexvikég tavieg 60eg tdpa, 1j K1 av unmfpxav, frav oe GAAn yAdooa népav tng Ayyhikhig. Otav Aomév Gpyioay va
epgavidovral autéq o1 kaAhitexvikég taivieg ota AyyAikd, o k6opog toug £6woe ueydAn onuacia."Hrav wa
kaivotopia, 01 GvBpwmor £BAerrav tov eauté toug otny 006vn. Kanwe étor fjrav kai pe to The Brother from Another
Planet (Arié dAAo mAavijtn), fitav pwia ané tig npdteg pavpeg ensemble taivieg tou ave&dpintou KIvipatog K1 o
k600G ftav katevBouoiaopévog mmou €BAene tov eautd tou otny 006vn. Ondre katagépape va mpoPdAletar ) tarvia
yia 2-3 prjveg otig aiBouoeg ka1 mpaypatikG aobavopactav nwg eixape ayyiéer éva kovd. Luig uépeg pag undpye
oAU peydAog aviaywvioudg kai n Sravour dev eivar téoo dnuioupyiki 6oo Ba énpene, mpokeipévou pia taivia va
Bper éva ko1vé kan va kepdioer tnv npocoxn} tou ek twv npotépwy. EEGAou, npéopata katdpepa va otabd kar va
K01tG€w yUpw pou Kal va $1amotdom nme o1 tavieg pag 6viwg eixav kamoia enidpaon kar nwg tedika de Soulevape
010 Kevé undpxouv moAdoi oknvoBéteg exei é§w mou mapakoAouBouv to t1 kGvoupe kal 6x1 pévo Kuvikd. Oa
emBupovoav wia moAuety kapiépa oav tn 1N pag, kG Siagopetiké kai mo Bappaléo k1 6x1 armdd va puiGéouy pia
tawvia ko va idve oto X6Aryouvr. Tiati ' epdg auti eivar n peyaditepn Siagopd: anAé dev nijyape oto X6Ayouvr.
Ki ag avagépoupe e6d nwg to X6Ayouvt teiver va eviiagépetar odoéva ka Miy6tepo yia tavieg mou aveavakAouy tn
{wn kaBnuepivdv avBpdnwv. O1 moég taivieg eivar kivoupeva oxédia 1 tavieg dpdong 1 npdypata nou eAdyiota
oxetifovran pe tny npaypatiki (w1 tou k6opou. Epeic ndAi €xoupe guiGéer pev tavieg gavraoiag, 6nwg to The
Brother 1y to Roan Inish [ To puvotiké tng Péav Avigl, aAAd eivar moAu yepd Baoiopéveg otny npaypatikénta
aAnBivdv kovotitwy. Auté eivar kGl mou amAd dev evbiagéper to XéMyouve. Oa oag nw 6pwe 61 nadaidrepa
TPOUOKPATOUHOUY Ka1 oBavoHouV HEIOVEKTIKG OUYKPIVOUEVT] HE TOUG MTapaymyouq HeYAAmY Tavidy rmou £kavay
kaAég eronpaéeic. AAG kaBdg autég o1 tarvieg yivoviar 6Ao kar mo okatd kar anaitoty 8 napaywyoug, 6 executive
napaywyoug kai 12 avaBewprioeig tou oevapiou mpokeipévou va @uidouv kGt mou yia péva eivar faoika oxournid,
e, e pe tpopokpatoly ma ka1 t6oo. Zépete, motelo nwg katopbdvoupe va Aépe kKalég 10topieg pe unépoyeq
epunveieg, pe oAU kaAf moiétnta ka1 a§ia mapaywyng — ka1 kdvaue moAAég. Ondte t@pa £xw peyalitepn
autonenoidnon ka1 viobw Miyétepo povn.

KK. Q¢ ave&apnn napaywydég nog aiofdveote oe oxéon pe tnv napovoa Kardotaon

wou avefdptnrou Kivuatoypdgou otig Hvopéveg IToArteiec;

MR. E va, efpar anoyonteupévn... ITotelo nog 6viwg undpxouv GvBpwmor mou guidyvouv kaAég tavieg, ala ta
neproo6repa Oépara eivar apketd aduvapa. Praver ma pe g tarvieg nepi evnlikioong eprfwv km kpiong péong
nhikiag otoug Gvbpee. Makdpr va unjpxav nepiooétepeg tavieg Byadpéveg and tny lotopia, 6niwg to Matewan
(Matwpévn Auepikin). Liyoupa uidyvovral kamoleg ave§dptnteg tavieg mou pou apéoouv modu Kai tig onoieg
unootnpiloupe, 6nwg n véa tavia tou Alejandro Springall, to My Mexican Shivah, vo Girlfight tng Karyn Kusawa r}
éva kavoupyio tne Emily Hubley mou Aéyetan Toe Tactic. Otav yivovial tawieg ndve oe evdiagépovia B¢ pata kai pe
pémo Soulerdg mou ouvader pe tov S1k6 pag, mpoomaboipe va tig otnpifoupe 600 punopoupe. Toug divoupe xpripata,
av bev ta éxoupe Eobéyer 6Aa otig Sikég pag tavieg. Adoape ot Barbara Kopple 1.000 6oAGpia yia va ayopdoer gilp
yia to American Dream. Onéte vai, oupBaivouv km evéiagépovia npdypara — aAAé@ v anéyive o kivnuo; Exw
anoouvbebei apketd ané autd, Eépere... Na, 6nwg to Sundance, nou éyive to véo, to GAAo X6Ayouvt. Eival pa xopd
yia dropa mou BéAouy va to kGvouv autd kar va ndve oto X6Ayouvt. Andé dev €xer kan moAAn oxéon ' epdg. Me
anoyontever mou dev akovyovral nepioodrepo o1 yuvaikeieg pwvég. Ynnpye pia unévoia pe tov avefdpento
Kivnuatoypdgo nwg Ba akolyape npdypata ané 6Aeq tig pepiés. ApxikaG tov Bewpoloape Tomks KIVIjHatoypapo:



1

Mio ouzatnon pe tn

on bnhabh unopotioeg va kaveig wia tavia exef 6riou (otoeg, pe toug avlp@noug nou yvapiles ko oxetikd pe toug
avBpwnoug nou yvopites. Ki autd ovpaiver wg éva Babpd, pa o1 pavég nou akolyovim napauévouv oe peydlo
Babuo avbpikée, Or Appoapepikaviké pmvig emtéAoug apxiCouy va akoliyovia oAl neploodtepo, eve exeives twv
peravaotmy pohig nou Eexivoiy. AAG Ba npéner va to nw, ta npaypata yia tg yuvaikeg dev eivar kalitepa topa oe
oxton pe ty enoxry nou Lexivovoape epeiq ka dev akolUpe and 1g yuvaikeg g 10topieg nou HAmda nwg ba
axouyape.

KK. Ka1 0a OéAave va kavere tnv napaywyn yia neproodrepeg tavieg GAAwv oxknvofetdv;

MR. Ox1. To va tig kGvoupe padi pe tovJohn kar va poipaddpaote vig nepinéteieg efvan n kaAdrepri pou, katadaPafvete;
K1 600 npoxwpouv ta npdypata pe kaloly, yia napdderypa, ki epéva va ndw pali pe tov John oe geonifdl, 16t
avayvwpideta autr n ouvepyaoia mou £xoupe 01 duo pag. Kar pou apéoer va yioptalw auti tn ouvepyaoia ki
anolapfave tny kGbe véa nepinéera mou {oupe padi. Ondre var, fonBod toug GAAoug, pa dev efpm atebeiuévn va
eipo napaywyog nAnpoug anacx6Anong yia kavévav GAAov 51601 oAU anAd pag anoorné ané tny kowi pag {w.

|ovo onueio auté o John Sayles napepfaiver otnv kouPévral
JS. Kar vopidw nwg eivar o kanwg axapn douleid otny katdotaor] pag. Exer moAu kémo.

MR. Agou dev ayan® kavévav 600 ayana eoéva.

Metdgppaon ota eAAnvikd: ‘Ohya T{oav Krevidou

INTERVIEW: MAGGIE RENZ1

by Konstantinos Kontovrakis

KK. You have been the producer for the majority of John’s films but there are some that you
haven’t produced. How is your involvement decided?

MR. With Return of the Secaucus 7 we didn’t know what a producer did, so 1 didn’t get producer credit. But, in fact,
now that T know what a producer does, 1 was really one of them, as 1 made lists, helped and planned. It wasn’t until Lian-
nathat | took the first producer credit and knew that 1 could start it from the beginning. Baby It’s Youand Eight Men
Out were movies that were brought to John by other producers. So those were both studio movies whose producers
were working through the studio. Then, as the years passed, it was an assumption that 1 would produce the movies and
1 was really eager to do whatever John wanted to do. Casa de los Babys is the exception to that because 1 didn’t feel that
the script was really ready. John was adamant about it and nothing that 1 said was going to change that. It was a hard
impasse, actually, for us, because of course our films are not only work. They're our shared lives. And it was a couple
of days after September 11, when this gloom was over everyone, when 1 said to John “You and 1 can't be in a struggle
about this. Everything’s so difficult and gloomy, so 1 yield. You go ahead and if you need to make that movie, then you
have to go make it without me.” And it was hard.

KK. But did you have any other kind of input in all the films that you haven’t been

involved in as a producer?

MR. With Baby It’s You, because it’s a story about a girl who went from high school to college, | knew a lot about that
experience and | could tell him about what was happening in the girls’ room and he knew what was happening in the
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Retumn of the Secaucus 7, 1980: H Maggie Renzi oro £exivnua Tng kapiépag e / Maggie Renzi at the beginning of her career
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boys’ room. Now, Amy Robinson was the chief person, because it’s actually her story, but | think that a lot of my sto-
ries about going to college and the difficulty of that transition did influence his writing. With Eight Men Out | had no
input in the story, but 1 play the pitcher’s wife and all 1.did then was to be what we call “the girlfriend.” So | was the
hostess for the film and spent almost the whole time on location with John, but just as an actress (and 1 definitely pre-
fer being a producer). As we've worked together over the years, John's come to trust my opinion more and I've gotten
to be better at offering him suggestions in a productive and positive way, so John will ask more often for my opinion.

KK. | think that some of the best characters John has sketched are women, e.g. Baby It’s You,

Lianna, Passion Fish... Did you help him at all in writing them or is it just his own sensitivity?

MR. He won’t very often ask me, | would say, what would this character do or say in this situation. There might be inci-
dental questions but | think it’s more that, as we've lived together since 1973, he’s been brought more and more into a
world of women. We've lived communally in the past and we've lived with David Strathairn and his wife, so John's been
fortunate to have the company of women around him consistently. 1 think John would also trace this back to the ear-
ly years when he was working in hospitals and hospitals are run by women - the doctors are there but the hospitals are
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run by women. He was an orderly, which is the lowest level of worker along with the clean-up crew and those are com-
pletely female conversations that he would hear among the nurses and their aids all those years. | think you'd have to
ask John if he’s a feminist. I'm not sure that he is, but he has sympathy for women and a good understanding of them,
when he’s willing to really search that out. And he has great frames of reference from all the women that he knows.
Obviously me, chiefly, everyday, for thirty years, but also the other women that we know.

KK. You mentioned that you went through hard times with Casa de los Babys.

In all these years of sharing your life and work, would you say that there were points of tension,
the kind usually arising between producers and filmmakers?

MR. Recently, I've begun to observe the directors who continue to work consistently with their producer at least over
a period of several films, if not a lifetime. Frequently it's somebody who has a really intimate relationship with the
director, whether it’s the Cohens - it’s two brothers - or husband and wife teams like Nancy Savoca and her husband,
Rich Guay, or even people like Sarah Green and David Mamet, who were not lovers. So when you have a relationship
with a producer that isn’t about conflict but it’s actually about support, it gives the director the opportunity to make
the films more freely, with less distraction; because the producer is about keeping the distractions away. No one under-
stands better than 1do John’s requirement to have creative control over the casting or the length of the film. So 1don’t
think of it as a relationship of conflict because 1 really consider myself to be the person who supports John’s vision.
As we become better at this together, 1 find ways to make critical suggestions that still appear to be supportive, that
really are about the movie and about him getting to make the final decisions. But I'm now more confident that 1 can
make a suggestion to him without him feeling threatened. Directors might sometimes feel threatened and it’s no won-
der because there is this tradition of the producer being an antagonist. However, in those situations the producers are
usually representing another entity, usually the studio.

KK. So you don’t have to think of the commercial aspect of the film as a producer?

MR. You know, 1think that 1support John to a fault. That is to say, 1 think another producer would encourage him to
make work that’s more commercial. Maybe that would be better but I've encouraged him to do what he wants to do and
say what he wants to say. The result of that is films which are perhaps not the most commercial, but which are
absolutely successful in the sense that the director got to fulfill his vision and that they stand as important, complete,
authentic works, which is why we’re being invited to Thessaloniki. But if we had made more commercial films, I'm not
sure if either of us would be happier or that the films would be better. I'm really excited when he has an idea that 1 con-
sider commercial, like Honeydripper. 1 don’t think 1 knew that Lone Star was commercial, and, honestly, 1 believe in
these films so fully when 1decide to work for them that 1 think that the audience is there and will really like them. So
when the films haven’t turned out to be successful at the box office, 'm still not sure that they weren't commercial but
that the distributor failed to find the audience and get it into the theater.

KK. All your films are, 1 assume, difficult to produce, finance and materialize, especially as you
often work in very specific and often remote communities. So which film out of all the ones

you've made together was the most difficult to materialize?

MR. Well, The Secret of Roan Inishwas really hard because there was quite a high degree of difficulty with the special
effects and with shooting in a remote location. But it was mostly difficult because the financing fell through while we
were making it and there were points when John and 1 wondered whether we could continue making that film. The same
thing happened on'Silver City, we thought we had money from some sources and we didn’t. And the decision to fund it
ourselves was insane, it was 6 million dollars! The stress of not knowing if you can pay people is horrible. | know that's
the way that Merchant and Ivory work (another good example of a team that works on the basis of an intimate rela-
tionship). Those Merchant & Ivory movies were always about not knowing where the money was coming from. And
somehow 1 think that this man, Merchant, thrived on that drama. 1 don’t like that kind of drama. There’s enough dra-
ma going on without worrying about the money. In a way, Honeydripper was one of the easiest films, because we'd
decided beforehand that we were going to spend our own money on it and that gave us complete control and it gave me
the time to deal with what the issues were on the set — and there were plenty of issues on the set. Keeping that many
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actors together is really a hard thing; making sure that their commitment to play the part actually results in them
showing up isn't easy when there are these huge casts of 45-50 people.

KK. Speaking of the large number of actors on the set, one feels that you seek to establish a kind of
familiarity between people, especially when working with the same actors or crew members in
more than just one or two films. Are you creating - so to speak - an extended family in that way?
MR. Sure, because we try to make it like a family. 1 remember years ago, when Ms. was still a new magazine - it was the
first feminist mainstream magazine - | was interviewed by this woman, a tough lesbian, and she asked me: “Here you
are producing movies. You didn’t go to film school, you don’t have any experience, so what makes you a good produc-
er?” 1 replied to her in dismay that my mother is a great hostess! It's true. The thought is that, just like in a party, if it’s
50 strangers, then every little connection needs to be made, the food has to be better, people have to meet and feel
respected. If you have a few people there who already know each other, then they can begin the conversation and they
can also lead the way for other people to understand what sort of circumstance this is. So when we have people like
David [Strathairn] or Chris [Cooper], particularly now that they are as well known and respected as they are, it's the
same thing. If they are not fussing about not having a trailer (because nobody gets his own trailer), if they're obeying
John, if they're showing up on time, if they're being cooperative, then other people who aren’t so sure and are used to
being treated in a different way on bigger films, will do the same. The more of those people we have with us, the easi-
er it is and 1 don’t have to be as directly involved with every single person. But 'm on the set everyday and | have the
same call in the morning as the cast does. Everyone can see that no one works harder than John and 1 do. Most people
take that as a model. Some don’t, some can’t... Some people have been corrupted by the system so thoroughly that the
only way they can feel like they're themselves is to make a fuss. But we work really hard to make it egalitarian; and when
1 hear about these movies where the director eats separately off different plates, 1 think of it as an autocracy, where
the director might as well have a whip and be superior. You can tell already that John is not into being superior and nei-
ther am 1, so that makes me more accessible and people learn that they can come to me if a problem’s arising. A lot of
times John isn’t accessible because he’s so focused. So it’s my job to make sure that 1 pass on every kind thing John has
said about an actor’s performance or how thrilled he was with the set that we worked on yesterday. Sometimes that’s
really my role: to be his mouthpiece.

KK. You work in a different way than most people here and you touch upon subjects that people
won’t easily touch. You're, in a way, an exception to the system in which you’ve been working and
you've been doing that consistently for the past twenty-seven years. Do you ever feel lonely in
what you've decided to be: you being the producer you are and John the filmmaker he is?

MR. | think sometimes | do, particularly when we work so hard on films and then they seem to disappear. In the early
vears the system was different: there simply weren’t as many art films as there are now and, if there were, it was in
another language besides English. So when these English language art films began to come out people paid a lot of
attention to them. They were a novelty; people were seeing themselves on the screen. Something like The Brother from
Another Planet, it was one of the first black ensemble films of the independent movement and people were so excited
to see themselves on screen. So we would be able to play in theaters for 2-3 months and really felt like we'd reached an
audience. Now there’s so much competition and distribution is not as creative as it needs to be to make sure that the
{ilm is really brought to an audience and has captured their attention beforehand. Also, recently I've been able to stop
and look around and realize that the films have actually had an impact and that we haven't been doing it in a vacuum;
there are lots of filmmakers watching what we're doing and not just cynically. They'd like a long career like ours, some-
thing different and braver, not just to make a film and go to Hollywood; because that’s really what's the biggest dif-
ference for us: we didn't just go to Hollywood. And let’s say that Hollywood has become less and less interested in mak-
ing movies that reflect the lives of ordinary people. Every other movie is a cartoon or an action story or things that
have very little to do with people’s real lives. We have made fantasies like The Brother or Roan Inishbut they're so heav-
ily based on the reality of real communities. That’s just something that Hollywood is not interested in. But | will say
that 1 used to be intimidated and feel like 1 was less of a producer than the people who made big movies and got good
box office. But as those movies have gotten shittier and shittier and take 8 producers and 6 executive producers and
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12 rewrites to make what 1 think is mostly junk, I'm not so intimidated any more. You know, 1 think we manage to tell
good stories with wonderful performances, with very good quality of production value and we made a lot of them. So
I'm more confident now and 1feel less alone.

KK. As an independent producer, how do you feel about the current state of independent
filmmaking in the States?

MR. Well, 'm disappointed, you know... 1 do think that there are people making good movies, but most of the subjects
are pretty slight. Enough movies about coming-of-age or about midlife crises of men. 1 wish there were more movies
from history, like Matewan. There certainly are films that are being made independently, that 1love and that we sup-
port, such as Alejandro’s Springall new movie, My Mexican Shivah, Karyn Kusawa’s Girlfight and a new one called Toe
Tactic by Emily Hubley. Where films are being made on subjects that are interesting in a style of working that is con-
sistent with ours, we give them as much support as we can. We'll give them money, if we haven’t spent it all on our own.
We gave 1,000 dollars to Barbara Kopple to buy stock for American Dream. So yeah, there are interesting things going
on, but what has the movement become? I'm pretty disconnected from it, you know... It’s like Sundance, which has
become the new, the other Hollywood. That’s fine for people who want to do that and go to Hollywood. It just doesn’t
have very much to do with us. I'm disappointed that women’s voices are not heard more. There was a notion with inde-
pendent film that we would be hearing from all these different sectors. We thought of it as regional filmmaking origi-
nally: that you could make a movie where you lived, with the people that you knew, about the people that you knew. And
some of that is happening, but the voices are still largely male. African American voices are finally beginning to be
heard much more and immigrant voices are just starting to be heard. But 1 have to say it’s not any better for women
than when we started and we're not hearing the stories from women like 1 was hoping that we would.

KK. And would you like to produce more films by other people?

MR. No. 1like it best when we get to do this together with John and when we share the adventures, you know? And
more and more I'm invited to join John at festivals, for example, because there’s recognition of this partnership
between the two of us and 1 enjoy celebrating that partnership and 1enjoy the next adventure that we have together.
So 1do help other people but I'm not willing to be a full time producer for anyone else because it’s just a distraction
from our lives together.

|John Sayles breaks into the conversation]
JS. And 1 think it’s kind of a thankless job in our situations. It’s a lot of work.

MR. Nobody 1love as much as 1love you.
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On John Sayles

ITde eivan va eioan oto mAato pe tov John Sayles;
HBomo10i, texvikoi, ¢pidor kan «ouyyeveic» Aoy yia tn akpoxpdvia
ouvepyaaoia toug Kal Ho1pdloval Tig armoyeic Toug, yia to £pyo Tou.

Twv Chris Cooper, Mary Cybulski, Mason Daring,
David Strathairn, John Tintori ka1 Haskell Wexler

What is it like to be on the set with John Sayles?
Actors, crewmembers, friends and “family” talk about their long time
collaboration and share their views on his work.

By Chris Cooper, Mary Cybulski, Mason Daring,
David Strathairn, John Tintori and Haskell Wexler

To 6veipo kGOe nBomorov!
Ta apketd kaipd, akbun kai mpiv yvwpionm 1 Soudéym pe tov John Sayles, Oatpala ta Smyfipatd tou, ta pubiotopipatd
Tha apketé kaipd, akbun kai mpiv yvwpionm 1 5oudépm pe tovJohn Sayles, Batpala ta Sinyfipatd tou, ta pubiotopripatd
TOU Ka1 Ty npdtn tou tarvia Return of the Secaucus 7. Mou Gpeoe to Aerté tou x10Upop, 1) avayvapion piag e§unvadag
otov Beatr fj tov avayvaotn tou, n aAfibeia pe tnv omoia enévue toug fpwég tou, ) akpifeia twv SraAéywv tou.
Tevikd, o John eival omoubaiog apnyntne. Kabdg n oxéon pag yivorav otevétepn, Hianiotwoa pia ouyyéveia pe tig
noAitikég tou neno1BRoeic ko tny aioBnon kovevikig Sikaloolvng mou tov Sakpiver. Mia oulfjtnon pe tov John eivan
ndvra SHra@wToTikL. Ztnpier tn yVOun Tou 0TIq arfioTeuTES YVOOEIG Tou Yia orolodrjmote oxed6v Bépa avaxirter.
‘Ovav pe enélefav wg Joe Kenehan yia tnyv tavia tou Matewan (Matwuévn Auepikn), de prnopotoa va motéypn tny
KaArj pou tixn. Hrav n mpdtn pou tavia ki fjtav évag omoudaiog pdAog oe pa tawvia tou John Sayles. Eniong, eixa yia
ouvtpo@d pia opdda nBonoidv pe unéPabpo Kuping Beatpikd. Aouletovrag otevd pe tov John, anéktnoa aképa
HeyaAUtepo oeBaoud yia to Gropé tou. Onwg Aiyor oknvobéteg pe toug onoioug ouvepydotnka éxtote, o John ndvea
Kave1 6,11 mep1oodtepo propei. Ané to va diver oe kGOe nBoroié pia 1y dUo mukvoypappéveg oedideq pe t froypagia ka
1o napeAB6v tou fpwa, HEXP! TO 0WOT6 OKNVOOETIKG TOU £VOTIKTO Yia To mTote va apriver tov nfonoié eAevbepo kai tig
Aak@vikég tou unodeiteig mou kGvouv tn dnpioupyikétnta va péel, o John eivar to 6veipo kGBe nBornolol. H atvipogog
ka1 mapaywyo6e tou, Maggie Renzi, teAeronoei tn ouvepyaoia, Sraopalifovrag 611 n atpdéopmpa oto mhaté eivan navea
emKkevipwpévn otn Souleid, @IAIkT ko Sraokedao k).
AotAewa e tov John oe téooepig tavieg tou: Matewan, City of Hope (H néAn tng eArridag), Lone Star (Movayixo
aotép), xai Silver City ( Wneiote ITiAdykep... Saykwto). Av ue xperaotei yia onoiadrimote ané tig npooexeic tou tavieg,
apkei pévo éva tnAegdvnua. ITavrol kai ndvra, John!

Chris Cooper

An actor’s dream come true!

For some time, even before meeting or working with John Sayles, 1 had admired his short stories, novels, and first film,
Return of the Secaucus 7. | enjoyed his subtle humor, his granting the reader or audience some intelligence, the truth
with which he invested his characters, his spot-on dialogue. All in all, John is a great storyteller. As our relationship
grew, | also found a kinship with his politics and sense of social justice. Conversation with John is always illuminating.
John’s opinions are backed with a near-staggering working knowledge on almost any subject that comes up.

When 1 was cast as Joe Kenehan in his film Matewan, | couldn’t believe my good luck. It was my first film, and it was a



f1o tov

great role in a John Sayles film. 1 was also in the company of a group of actors who came primarily from a theater back-
ground. Working closely with John, | developed an even greater respect for him. Like few directors | have worked with
since, John always goes the extra mile. From providing each actor a page or two of single-spaced character biography
and background, to his fine-tuned director’s instinct of when to leave the actor alone, to his terse suggestions that set
the creative juices flowing, John is an actor’s dream come true. His partner and producer Maggie Renzi perfects the
partnership by making sure the atmosphere on set is always concentrated, familial and fun.
I've worked with John on four of his films: Matewan, City of Hope, Lone Star and Silver City. If he needs me to work on
any upcoming films, 'm only a phone call away. Anytime, anywhere, John!

Chris Cooper

KAipa woonipiag ka1 oxAnprig doulerdg

IToe va eénynow nog eivar va bouleveig oe pia tawvia tou John Sayles... Aomiéy...

Mia pépa oto nhatd tou Sunshine State (HAi6Aovotn moArceia), katd tn Sidpkeia piag petaxivnong tou ouvepyeiou, o

Michael Barker, évag and toug npoédpoug tng Sony Pictures Classics, koupaAnoe yia ta Aiya tetpdywva péxpr to véo

XOpo yupropdtwy évav uypd kai apl wiken notdv. Aev yvwpilw tov Michael kaAG, dev gpavidlopm épwe 6 1o va

rouPalder yukteg eivar kGu mou o idiog 1j onoloodrinote GAog npdedpog etaipeiag ouvnBier va kdver oe nAatd

raviov. Ki dpwg, Eépw yiati to éxave. Zto kAipa otipiag kan okAnprig Houleidg tou Kivnpatoypa@ikot niatéd tou

John Sayles poiader 1o owotd npaypa va kGver kaveic,

H bopn ebovoiag kabopiler tnv kovovikn 1epapxia ota nepioodtepa Kivnpatoypa@ikd matéd. Or emkegaleic twv

tunpatwy éxouv Aiyo peyaAitepn duvapn ané toug unéloimoug texvikous. Onoloobfinote pnopei va Baler tig pavée

o évav BonBo napaywyng, xwpig kapia enfntwon. Ta npdypata, 6pwe, dev eivan £€vor ota nAatéd tou John ka tng Mag-

gie. OXo1 ouvavaotpé@ovia peta&i toug. Evag avdtepog enayyeApatikég tithog dev Ba aou emtpéyer va eiom Papetig

1) kaxopabnuévog, O1 viémor fonBoi mapaywyrg opyavidvouv ouxva exdpouéq kai deixvouv o’ 6ooug dev eivar ané trv

n0An exnAnkuikd npdypava.Exem ouppetdoxer otig mo evdiapépouoeg moMuikég oudntioeie kai ota mo anolavotika

napu onote eipo ota ouvepyeia toug.

Kai nolog eivan exeivog o ynAég tinog rmou kouBalder toug odkoug pe tnyv upo; Eivar o John Sayles, o oxknvoBétne.
Mary Cybuiski

A hard-working egalitarian atmosphere
How to explain what it’s like to work on a John Sayles film...Well...
One day on the set of Sunshine State, during a company move, Michael Barker, co-president of Sony Pictures Classics,
carried a wet and heavy drink cooler for a few blocks to the new location. 1 don’t know Michael well but 1 can’t imagine
that carrying drink coolers is something he or any other company president does very often on movie sets. Still, | know
why he did it. In the hard-working egalitarian atmosphere of a John Sayles film set it just feels like the right thing to do.
The power structure on most film sets dominates the social order. The director and producers eat lunch with the
actors. The department heads carry a little more weight than the other technicians. Anyone can yell at a production
assistant and get away with it. That's not how it works on John and Maggie’s sets. Everyone mixes with everyone else.
An elevated job title will not let you be a bore or a brat. Local production assistants often organize outings and show the
out-of-towners something amazing. I've participated in the most interesting political discussions and the sweatiest
dance parties while on their crews.
And that tall guy carrying the sandbags? That’s John Sayles; he's the director.

Mary Cybulski

H w1 pe vov John: Aiyeg oxégerg yia oxedov tpridvia xpévia ouvepyaoiag pe tov John Sayles...

ToAAég vavieg npiv, Bupduan va nailw wa ouykekpipévn pedwdia yia tov John. Zrapdnoee yia éva Aertd, yipioe npog
L0 PEPOC Hou kol eine: «Zépeig, eival thoo 6popen, nou npaypatikd Ba pe evoxAnoel étav de Ba tn xpnoponoow.»
Yog 1o eina nbn 6Aa pe dbuo Aoyia. IMpéner va Bupdote (eyd exnaibevoa tov eautd pou va to kGvel) 6t 01 tavieg tou
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John Sayles

Silver City, 2004: o Chris Cooper otnv TeAeutaia Tou ouvepyaaia pe Tov Sayles / Chris Cooper in his most recent film with Sayles

John dev eivar diwpa pouoikd Biveeo pe atuxeig S raddyoug, addd tavieg yia aouviiBioteg otiypéc otig {wég
ouvnbiopévav avBpdnwy, kar ta pouoikd Bépata Bpiokoveal ekei yia va evioxioouy TI¢ 0TIVHES QUTES KOl TOUG
avBpdnoug autoie. H peAwbdia pou dev taipiale, o John 6pwg dev 0elde va pe nAnyooer k1 ele npaypatika va Eépw
6 exuipoloe vig mpoonaBeife pou: Kanolog 6pwe €npere va pou unevlupioer va pny Ee@eldym an’ to otoxo. Yndpye
K1 GA\o Aaupdki otny 10topia auth’ o John E€per mdvra 11 BéAer — ka yvwpiler tov kalitepo tpémo va to ndper an’
autoug e toug omofoug dSoulever.

P'védpioa tov John 6rav éwaxve diknyépo yia tny mpdn tou tawvia. Eixa Eeotpatioer and tn Souleid pou we povoikog
K1 eixa otpagei ota vopika ki exeivog ri0ele diknydpo yia tnyv npadn tou tawvia. Tn pépa mou ouvavinOnikape, to apdaé)
tou xGAaoe ka1 nepdoape €va unépoyxo andyeupa riaxvoviag to. Evéow to emokevalape, avakalipape 6t
ouvevvooupaotav. H «ouvevwénor» pag autr anmotelei mpdypat tov nupriva tng oxéong pag. Xt’ aAnbeia, dev undpyer
UNoOKaTaoTato tng ouvevvonong pe toug ouvepyateg oou. Kabag anmooupépouv anéd tn diknyopikrn kar apxi{a va
akolouBd tnv mpaypatikf pou ayann yia tn pouoikn ouvBeon kar mapaywyr, o John pe emotpdrevoe va kavw
HOUOIKI) enéviuon TV tavidv tou.

Tunv npotn, Return of the Secaucus 7, o ouvolik6g npounoloylopog yia tn pouoikn frav 700 doddpra
YupnepidapPavopévev twv e&6dwv. IMaildrav eni €& pfiveg oto tomko6 owvepd, prmke ota top 10 6Ang tng xopag K
fitav éva oxoAeio yia 6Aoug pag,

Mepika ourymétuna and to oikoyevelako GApnoup:

Matewan (Matwpévn Auepixn): Eivan 500 to npwi o’ éva aypotiké ndpko ota fabn tng Avuikrig Biptiviar n Bpoxn éxer
brnuioupyfoer éva neddpio Bolpko Kivoupevne Gupou, o1 yevviitpieg divouv pelpa oe peyala yuxpd gora nou
mwpolivral and yepavoug ko petatpénouy to matd oe avarpixiaotiké Béapa emotnpovikng gaviaciog. Eixape
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MIKPOOKOIMIKOUE MTOMUIToNE kal HEKTEG NPOOUPHOOUEVOUG 010 HOUOIKG pag 6pyava yia wa oknve) yipwm an’ o goid,
6rou eArmiape va aneikoviooupe 1o povolaopa tpioy Sagope tikdy opddwv avbpakwplxwy péoa an’ tny aybrm toue
yia 1 povoikhy. O1 vidmor opeoifion, o1 patpor tou Notiou AéAta kar o1 petavdoteg ltalof, épracav 6Aor toug otov o
KatauMopo pe 1o S1k6 toug pouoikd otiypa o kabévag ki1 o John efxe ypdwer pa oknvi 6riou 6Aor padetovia yipw and
) PG - éypaya éva efbog apyou kavipr-pndoud-palg yia tn oknviy. Ta nepindoka nAektpoviké kal to povokeuévo
OUMNaY TV HETaKIvoUevey 0KIGV ékavay to 6Ao eyxeipnua napakivbuveupévo efapxric - Oa Aertoupyotioe dpaye;
IToX\oug prveg apydtepa, napakodotBnoa pia kp1tiké Kivpatoypapou va apiep@vel 1o peyaditepo pépog tne
KpIUIKIG TG otn oknviy auth. Ty eixe kdver va kAGyer. Ki epéva enong,

Brother from Another Planet (A6 Ao mAavijtn): O John ékave tov faoiké tou flpwa pouyké, npdyua nou
anobdéopevoe peyalo pépog tou npoiinoloyiopou yia tov fixo, ki1 £to1 to §66ewe otn povoikh. Autr eivan nédvia cogpr
xivnon. Ppdyape pepikd non tpayoudia nou £dwoav otny tavia évav aiaoto, otpwté fixo, moAd néve anéd tov
npotnoloyiopd tne. H unépoxn DeeDee Bridgewater ta éxave 6Aa va akotGyovtal eGkola ki éva koppdr pe tov Ren
Woods éywve emtuyio ota xopeutika kAapn tng AvatoAikrig Axktrg. Eixape tnv 16éa va BdAoupe tov Joe Morton, nou
unobueta tov pouykd AdbeAgd, va el éva tpayoud par mévae an’ toug titAoug tou tédoug. Otav Byrike n tawvia, o John
K1 eym tny eidape o’ évav Kivnpatoypdgo koved otny ITAateia Times. Otav n tawvia tedeiwoe, to akpoatripio, mou
anoteleito efioou and palvpoug kar Aeukot, onk®Onke 6pbio k1 6Ao1 xapoyeloloav o évag otov GAAov tnv Gpa nou
éPyarvay é§w. MiAGpe yia kGt povadiko.

Honeydripper: Ao xp6via nipiv, o John e€nyoutoe wa Baoikri oknvij tou Honeydripper, tng taviag mou fifele va
yupioel, nepiypdgovrag pia ouvavlia o’ éva vuxtepivé kAapm 6mou o tpayoudiotiig tou ouykpotipatog Pyaiver éwm
ané to xAapn naifovrag éva mapatetapévo o6do k1BGpag pe wa mpaypatikd pakpéouptn ouyxopdia ka,
efoaxkoloubadvrag va naider, mbdder o’ éva nuipoptnyé unpootd ané to kAaun kal, nailovrag akéua, emotpéger oto
xAapn, akpidg oty Mpa tou yia va ouvexioer to tpayoldi pe to ouykpbtnud tou. O John enépeve 611 frav LTk,
6rav Ba yupiCape tn oknvi, o kiBapiotag va énaide npaypatikd ki 6x1 va mapiotave 6v énale éva /dn nxoypagnuévo
KOPHATI.

Ipoondbnoa va Bpw tig Aééeig yia va tou e§nyfiow to oo anioteuta avé@ikto ftav to mAdvo, tny aduvatétnta tou
va fpoupe karolov mou Ba propovoe va maifer mpaypatikd kiBdpa o’ éva térolo mAévo, kar tnv aduvatétnta tou va
NXOYPo@nHooupe to dropo auté mou dev Ba propovoape va Bpolpe.

Avo xpévia apydrepa, ouig 2 to npwi wa vixta tou NoéuBpn otnv AAapndua, eida tov Gary Clark Jr. va petewpiletan
nave o’ éva nahié nuigopnyé naiovrag éva npaypatikd pakp6oupto a6Ao unpoatd o’ éva punapé vuxtepivé Kévipo
nou o éAeyav «Honeydripper». Zépw pe moio tpémo nxoypdenoa to nai&iué tou, eaxoloude 6uwe va unv
xovaAafaive nog va kavdgepa.

Lone Star (Movayiké aotépn): Ovav ounrotoape tn pouoikr yia to Lone Star, o John pou e€fjynoe 61 fdele va
Eavanyoypagrioer wia Pepoiév tou «Since You Left Me» pe tov Bpuliké tpayoudiotrj tng Tex-Mex povokig, Freddy
Fender. O John fifeAe va akovoer tn pedodia o’ éva edagpdg Siagopetiké pubpéd, emBupoioe va tnv axoloe!
nxoypagnuévn ota lonavikd ko ota AyyAikd, npdypa nou ofjpaive 6t touddxiotov eixape va Bydloupe wa -
npofAnpanikn - Gbeia hiyrepn,.

Agou pilnoa tnle@vikd pe tov KaAAITEXVn yia va npo-nXoypa@iow Tt HOUOIKY UNdKpouon oto 0wotd kAeidi,
Eumvnoa éva oaPBaniduiko npwivé otn Bootévn kai, poprdvovag tny 24Gpa kaoéta otn falitoa pou, 0dfynoa we to
aepobpoyio,

Ipooyerdbnka to peonpépi ovo Képnoug Kpiot tou Té€ag, 6mou o idiog o Freddy Fender ue nepipeve oto aepodpépo
péoa oe pa nakid Triumph TR-3 nou édeixve 1600 kakonaBnuévn 600 K1 o idrog, yia va pe odnyfoer oto otolveio,
aAAalovag ouvexde Awpiba otoug autokivntédpopoug tou TéEag pe to éva xép1 oo tipéwi kar pe to GA\o va kpatd éva
xanédo wokel ovo kegdhi tou. Aexanévie Aerud petd v dein pag oto otolviio, tov napakolouBolica va yépver to
OKOPVI TOU IPOG 10 MIKPOPWVO HaoOUAGDVTAG 0VaK and X0Ipivég etooUAeg (aUTd ta npdyuata oUte 0TV KIVILOTOYpaeo
be yivovial!) kai va tpayoubder pe tny afiaotn govi evég xepouPeip. EAéyEape ta povnuikd, Sédoape wa ypijyopn
ouvévieuEn o’ évav viomo bnpooioypdeo, naketdpioa v avektipntn kaoéta ka 66evoa Eava npog o aepodpdpio.




John Sayles

Yuig 9 to i610 exeivo Ppddu, népaca to katwAl tou omtiot pou oto Marblehead tng Maoayouoétng, okermrtépevog; «Th
61G6o)o éyive poig tpa;»
Eivan pia oxéyn mou kdvw ouyvd 6tav éxw maptideg pe tov John.

Mason Daring

Life with John: some thoughts on nearly thirty years of collaboration with John Sayles...

Many films ago, | remember playing a particular cue for John. He paused for a moment, turned to me, and said, “You
know that is so beautiful, it’s really going to bother me when 1don’t use it.”

There you have it in a nutshell. You must remember (and 1 have taught myself to do so), John’s films are not two-hour
music videos with regrettable dialogue, they are films about extraordinary moments in the lives of ordinary people, and
the music cues were there to support those moments and those people. The cue was inappropriate, but John had no
wish to hurt my feelings, and indeed wanted me to know he appreciated my efforts, but 1 needed to be reminded to keep
my eye on the prize. There is one other nugget in this story: John always knows what he wants — and he knows how best
to get it from those with whom he works.

1 met John when he was looking for a lawyer for his first film. 1 had strayed from my musical work into the law, and he
needed a lawyer for his first film. The day we met, his car broke down, and we spent a wonderful afternoon getting it
running. While we worked on it, we found out we got along. It was this 'getting along' that indeed is the core of our rela-
tionship. There is simply no substitute for getting along with your colleagues. As 1 retired from the practice of law and
began to pursue my real love of musical writing and production, he drafted me to work on the scores for his films.
The first, Return of the Secaucus Seven, had a grand total musical budget of $700. Expenses included. It ran for six
months at our local theater, made top ten lists throughout the country, and afforded us all a chance to attend our own
film school.

Some snapshots from the family album:

Matewan: 1t’s 2 a.m. in a rural park deep in West Virginia, the rain has created a massive quicksand bog, the generators
run large moonlights suspended from cranes that turn the set into a period sci-fi creepshow. We had tiny transmitters
and receivers built into our instruments for a campfire scene where we hope to portray the coming together of three
segments of miner populations through their love of music. The local hillbillies, the Southern Delta blacks, and the
immigrant Italians all came to the same camp with their own brand of music, and John has written a scene where they
come together around a campfire — | wrote a sort of slow country blues waltz for the scene. The complex electronics
and the sodden universe of dodging shadows make the whole thing a crapshoot from the start — would it work? Sever-
al months later 1 watched a film critic devote most of her review to the scene. She said it made her cry. Me too.

Brother From Another Planet: John made his main character mute, which freed up a lot of the sound budget, so he
spent it on the music. Always a wise move. We wrote a number of pop songs, which gave the film a slick sound far in
excess of its budget. The fabulous DeeDee Bridgewater made it all sound easy, and a number by Ren Woods became a
hit in the dance clubs along the East Coast. As a conceit, we had Joe Morton, who plays the mute Brother, do a rap song
over the end credits. When it was released, John and 1 saw it in a theater near Times Square. After the movie was over,
the audience, equally split between black and white, got up and smiled at each other on the way out. Talk about unique.

Honeydripper: A couple of years ago, John discussed a pivotal scene in his proposed film, Honeydripper, by describing
a nightelub concert where the lead singer walks out of the club, playing a long guitar solo with a REALLY long chord,
and, STILL PLAYING, jumps up on a pickup truck in front of the club, and STILL PLAYING, walks back into the club
Jjust in time to resume his vocal in front of his band. John insisted that it was vital that, when we shoot this scene, the
guitar player had to ACTUALLY BE PLAYING, not just mime playing to a pre-recorded track.

1 tried to find the words to explain to him the sheer impossibility of the shot, the impossibility of finding anyone who
could ever actually perform guitar in that shot, and the impossibility of recording this person we couldn’t find.

Two years later, at 2 a.m. in an Alabama November night, 1 watched Gary Clark, Jr., levitate up onto an old pickup truck
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O1 ouvepydareg Tou Eight Men Out / The crewmembers of Eight Men Out

while playing a REALLY LONG solo in front of a beat-up nightclub called "Honeydripper’. | know how | recorded his
playing, but 1 still don’t know how he did it.

Lone Star: When discussing music for Lone Star, John explained that he would like to re-record a version of “Since You
Left Me” by the legendary Tex-Mex singer Freddy Fender. John wanted to hear the melody at a slightly different tem-
po, he wished to hear it recorded in both Spanish and English, and, it would mean one less problematic license to secure.
After speaking with the artist by phone to pre-record the backing tracks in the correct key, 1 awoke one Saturday morn-
ing in Boston, and tucking the 24-track tape into my bag, drove to the airport.

I landed at noontime in Corpus Christi, Texas, where Freddy Fender himself met me at the airport in an old TR-3 that
looked as battle-scarred as he did, and drove me to the studio, weaving back across the lanes of the Texas freeways with
one hand on the wheel and the other clapping a Scottish racing cap to his head. Fifteen minutes after we arrived at the
studio, | was watching him leaning back on a stool in front of the microphone, munching on pork rinds (who could make
things like this up?), and singing with the effortless voice of God’s Chosen Angel. We checked the vocal, gave a quick
interview to a local reporter, and 1 packed up the priceless tape and headed back to the airport.

At 9:30 that same evening, | walked through the door of my home in Marblehead, Mass., thinking, “WHAT THE HELL
JUST HAPPENED?”

| get that thought a lot around John

Mason Danng




John Sayles

lotopieg yia tnv lotopia
Efvar mpaypatiké taipiaoté o John ki o1 tawvieq tou va tipotvrar otnv EAAGSa, ané to AieBvée deotifdl
Kivnuatoypdgpou Oeooalovikng, pia kar yvwpilm Ayoug oknvobéteg mmou va éxouv apnyndei pe téon ouvéneia kar
nGBog Ty 10topia TV KOGV avBpdniwy kar tny néAn evéviia otoug «Beolic» tng enoyrie toue: éva oknvolétn to
KOWoTIKG nmveUpa tou onofou pag Bupider toug id1oug toug EAAnveg, nou ouviBilav va ouykevip@vovial ota
apgiBéatpa ka1 va napakodouBolv Beatpikd épya ndve oe 6,11 toug npoPAnudrile. lotopiec yia tnv lotopia toue,
Baokd, o John Aéerta npdypata £1o1 6niwg eivar. Tinota wpaioromuévo, tinota nepitté: tinota mou dev Ha propotioe
va oupPei otny npaypatikétnta ka1 pdAov €xer ki6Aag oupPei. Autd pe npooéAkuoav apxikd otn Souleid tou John kar
otn ouvéxeia, Eava kar Eavd. Bivar évag unépuaxog tov «kovev okom@vs tou «koivol avBpdnour. Kabe 1otopia nou
6inyeitar amokaAunter tny anAf avBpdmyvn @uon pag, ta kaBnuepiva pag Aadn, tig {wéc pag oto éAeog twv
KaTaoTtaATIKGV Ka1 ouxva Go1kwv Suvdpewy mou pag eAéyxouv. Ki auté nou eivar aképa onpaviikétepo: to kaver pe
oeBaopd ka1 karavénon yia 6Aoug toug avBpdoug tou kéopou mou Snuioupyei, ave&dprnta ané tn Béon rmou pnopei
va éxouv anévavt oto faciké tou Oépa.
Aev fitav Aoméy oUpuntwon mou ato Eight Men Out, o John ka1 o Studs Terkel, o peyaAitepog paAov avBpomotrc
Snuooi1oypdpog tng Apepikig, CURNPAETTOUY, e S1apopP®TES YVOUNG, poipaldpevor to kabhikov mAnpopépnong tou
£€0voug yia éva 1otopiké yeyovoe. Eva ané ta npdypata mou Qupdum ndvra pe aydrm and tn S5ouleid pou pe tov John
eivanl to 6m épuiayve £va eidog yuxoloyikrig Proypagiag tou fpwa mou enpdkerto va unodubd. Ti tov Siakivei. Tati
efvar autég rmou eival, Kai yia 1mo OUyKeKPIHEVO KOPPAGT tng 10topiag euBivetar. Zuviibwe, auté eivar Souleid tou
nBomoiol, ondte 6x1 pévo mpbkertar yia wia yevvaibdwpn npaén ek pépoug tou John, aAAa anotedei kar évberln e
nAnpotnuag tng npoetoipaciag tou. MNvwpileig e§apxrig molog ka w1 eioar. Kar kaveig ané toug Rpwég tou dev eivan
onpavuikGtepog and tov GAo, 6o0ov agopd otnv agrynon tng 1otopiac. Kabe gpwvii anotedei éva ovoiaotiké vijua to
orofo, 6tav ouvugaivetar ue ta GAAa, ouvBéter tny toixoypagia mou anotelei kGOe tavia tou Sayles. Otav ma é6Aa
weAeidoouy, voinbeig éva oroudaio ouvaioBnua ouvelogopde kar eniteuéng.

David Strathaim

Stories about history
It is keenly appropriate that it is in Greece, at the Thessaloniki International Film Festival, that John and his films are
being honored because 1 know of few other filmmakers who have so consistently and compassionately told the story of
common men and women and wrestling with the “gods” of their time; a director whose spirit of communality might
remind us of a local Greek populus gathering in amphitheaters to hear plays about all that might trouble them. Stories
about their history. Basically, John tells it like it is. No “bells and whistles”, nothing gratuitous; nothing that couldn’t
actually happen, and probably already has. This is what drew me to John’s work in the first place, and then again and
again. He is a champion of the “common causes” of the “common man”. Each story he tells reveals our simple humani-
ty, our day-to-day fallibility, our lives in abeyance of the oppressive and often unjust forces that hold sway over us. And
what’s more, he does so with respect and understanding for all the people in the world he creates, regardless on which
side of the central issue they might line up.
So it was no coincidence that in Eight Men Out, John and Studs Terkel, perhaps America’s greatest humanitarian jour-
nalist, would be acting together, arbiters of opinion, sharing the duties of reporting the historic event to the nation.
One of the things I've cherished most about working with John is when he has written a kind of psychological biogra-
phy of the character he has written for me to play. What makes the guy tick. Why he is who he is, and which particular
part of the story he is responsible for. Usually that’s the actor’s homework, but not only is it a generous thing on John’s
part, it is an indication of how comprehensive his preparation is. You know at the outset who and where you are. And
not one of his characters is any more important than any other when it comes to the telling of the story. Each voice is
an essential piece of thread that when woven together creates the tapestry that is a Sayles film. It gives you a great feel-
ing of contribution and accomplishment when it’s all said and done.

David Strathaim
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"Epnvevon ka yevvaiodwpia
Ipwroyvopioa tov John Sayles to gpBivénwpo tou 1981 6rav npooM@bnka we pakeviotag otn delrepn peydlou
prikoug tarvia vou, Lianna. Me va xpévia, i yuvaika pou Mary Cybulski k1 eyé Souléwape oe apretée tavieg nou éxavav
o John xan n ouvipogog ko napaywyde tou, Maggie Renzi. Eivan pavepé ané tig tawvieg toug nweg o John kar n Maggie
eivan arfoteuta évopor kar yevvanbdwpor GvBpwnor. To va efoa pépog tng opdbag toug efvan oav va eioa koppdr tne
oIkoyéveidg toug. Anuioupyouiy éva kAfpa npaypatikiig 1ootipiag mou npoogépetar yia pia (eoth ka1 Kowvwvika
buvapikn epneipia,
Ipoogata, eixa tny eukaipia va Sramotdow tny euyéveia kai to oefaopéd tou John o’ éva Sagopetikéd nepiPdlov. Q¢
1poedPOg TOU PETANTUXIaKOU KIvijHatoypa@ikol npoypdupatog tou ITavemotnpiou tng Néag Yépkne, npooxale
ouyva oxnvobéteg va dmoouv wa HidAeén 1 va anavifoouy oe epwitfioelg twv gortntdv pag. O John oupgdvnoe va
emoxe@Bel 1o turpa, Sev Bele 6pwe anddg va nepdoer yia va nel «iotopieg tou enayyéApatogs fj va widfoer yia tig
tavieg tou. AvtiBeta enédele va Baer toug gortntég va kGvouy pia GoKNomn 010 Hovtad km ot ouvéxela eoticoe otn
boueia roug, Edwoe oe pa opada ané mpoxwpnuévoug @ortntég to apovedpioto uAiké and tnv npdn oknvi tng
kavoupyiag tou vawviag, Honeydripper, n onoia Bpiok6tav ak6pa oto povedd. Aev toug édwoe kapia KatetBuvon yia
10 1M va HOVIAPoUV Ttr) OKNVI| K1 ekeivol e yvopidav timota yia to oevapio 1 tny 10topia tng taviag.
Aéxa Hagopetikoi porentég-poveép nipav to i610 UAIKG kai to SoUAewav yia pia efdoudda’ kabévag toug pévrape tn
oxknvii 600 kaAutepa unopovoe. KabBdg n pépa tng eniokewrig tou mAnoiale, o1 portntég ayxdvoviav 6o kal
nepioootepo, nepipévovrag v akotoouv 1 Ba éAeye o apiototéxvng oknvoBEtng yia Tig IKavoTnTtég Toug we Hoveép.
OA6xAnpo to tufpa fpbe yia va akovoer tny kp1uikrj tou John otn H0UAeId TV —QPUOTKG- VEUPIKGV POTEITOY, EKEIVOC
Opwe dev eixe kapia tévoia np6Oeon.
Avtibeva, mpoPale 6Aeg tig Sragopetikég exboxég kar avéAluoe to ouykekpipévo aviiktuno tng kGbe piag toug oto
xowd. Xe pia mepinwon, évag Gortnthg eixe Xpnoiponoifoe kuping eupuydvia nAdva, k1 o John piAnee yia tnv
avuikelpevikr @uon tng epneipiag tou kovol 6tav BAémer wa oknvri ané andotaon. Evag GA\og gortneig faoioe to
peyalitepo pépog tng oknvig ndve o’ évav npwa, katd ouvéneia unodeikvue 0to Koé 6t1 auté Arav to Gropo nou Ba
énpene va npooéfer kaveig, 611 autdg Ba yivotav o otap tng taviag. Kanoiog GAAog porenerig Bprike modAég otiyuée tou
ulikou 6riou o évag fipwag mapatnpoloe 01wMAG tov GAAo, K1 0 John emorjpave 611 to kové Ba nepipeve pia aprynon
and tov mo 01nnAé fipwa mou Ba éAeye tnv 10topia tou GAou. Kar oUtw kabeéhe.
Kdabe gorenuig epprjvevoe tn oknvi) Siagopetikd, o John nijpe ata ooBapd 6Aeq tig ekboxée kar avéAuoe tov avriktunéd
woug. IToté bev eime 611 kGroia oknvi fjrav poviapiopévn kaAutepa and kanowa GAAn. Aev enaiveoe kGnoio gortnr oe
Bapog kanoiou G\ov, olte katékpive tn Houleid kanolou wg avanotedeopauiki. Aev fjrav autég o otéxog tou. To
PaOnua vou frav va pag deiker nwg kGOe oxknv, kGOe Aertd, kGOe ypapun tou Siaddyou 1 tne Spdong oe pia tarvia eivan
onpovukn pévo oe oxéon pe to mhaioé tng. To padnuad tou apopovoe tn yYAdooa tng tawviag kai tny kavétnta tou
bnoupyol va kavel emAoyEg ou va £Xouv éva OUYKEKPIHEVO KAl EOKERHEVO QVTIKTUIIO 0TO KOIVO.
Iapéu o John Aéer 61 bev evbiapépetar va H16G€e, To oepvapié tou frav ané ta mo SHapwriotikd nou éxouv yiver
npéogara ovo Mavemotiwo. Hrav éva onuavuiké padnua yia tn oknvoBeoia kar tnv a@riynon 10topioy, ki éva
pa6npa kaAd emwpévo. Eniong, to npoowmiké ka1 o1 gorentég epnvevotnkav BAénovrag évav kadlitéxvn tou
emnébou vou John va diver otoug portntég tnv eAeubepia va e§epeuvoiv to UNIKG, KI énerta va avianokpivetar otn
boukeid toug pe oePaopé kar peydAn Sopatikétnra. Eivar vo eidog tng yevvaodwpiag nmou éxw der otov John Sayles
OAa autd ta xpovia kal oe apétprnes neplotdoeic,

John Tintori

Inspiration and generosity

| first met John Sayles in the autumn of 1981 when 1 was hired to be the Key Grip on his second feature film, Lianna.
Over the years, my wife Mary Cybulski and 1 have worked on a number of movies that John and his partner and pro-
ducer, Maggie Renzi, have made. It is obvious from their films that John and Maggie are incredibly decent and generous
people. Being a part of their company is like being a part of a family. They create a true egalitarian atmosphere that
lends itself to a warm and socially dynamic experience.

Recently, 1 had the opportunity to see John’s generosity and respect in a different setting. As Chair of the Graduate




John Sayles

Film Program at New York University, 1 often invite filmmakers to give a lecture or do a Q&A for our students. John
agreed to visit the department, but didn’t want to simply drop by and tell “war stories,” or talk about his own films. He
chose, instead, to have the students do an editing exercise and then focus on their work.
He provided a group of advanced students with the dailies (the raw footage) from the first scene of the new film that
he was editing, Honeydripper. John gave the students no direction on how to edit the scene, and the students had no
knowledge of the script or the story of the film.
Ten different student editors digested that same material and worked for a week, each of them editing the scene as best
they could. As the day of his visit approached, the students became more anxious in anticipation of what this master
filmmaker would say about their skills as editors. The entire department turned out to hear John critique the work of
the understandably nervous students, but that was not his intention.
Instead, he played each scene, and analyzed the specific effect that each different version had on the audience. In one
case, the student used mostly wide shots, and John talked about the objective nature of the experience for the audience
to see the scene from a distance. Another student played most of the scene on one character, which had the effect of
indicating to the audience that this fellow was the one to watch, that he would be the star of the film. Another student
found several moments within the footage where one character was quietly observing the other character, and John
pointed out that the audience would anticipate a narration by the quieter character that would tell the story of the oth-
er fellow. And so on.
Each student had interpreted the scene differently. John took each of their versions seriously and analyzed the effect
that each student had created. He never said that one scene was edited better than any other scene. He didn’t compli-
ment one student at the expense of another, nor did he criticize anyone’s efforts as ineffective. That was not his point.
His lesson was to show us that every scene, every moment, every line of dialog or action in a film is only significant in
terms of its context. His lesson was about the language of film and the ability of the author to make choices that have
a specific and intended effect on the audience.
Even though John says he is not interested in teaching, this was one of the most enlightening seminars at NYU in recent
memory. It was an important lesson about filmmaking and storytelling, and a lesson well taught. It was also inspiring
for faculty and students alike to see an artist of John’s caliber give students the freedom to explore the material, and
then respond to their work respectfully and with great insight. It’s the kind of generosity I've seen from John over many
years and in countless situations.

John Tintori

“Evag Miyopidntog GvBpwmnog

0 John Sev pou wAG moAu 6tav Souletoupe. Exouv ner yi’ autéy nag «Eéper 1 BéAew. Eipa neneiopévog nag o John
BAéner, akover kar maider tny teikr exSoxn tng taviag oto ke@dh tou. Aev E€pw nboo ouyvd, mou f néte «nailer tnv
ravia vou. IMBavév va Eexiva evoow tn ypdper.

0O xaunAég npoinoloyiopée twv ave&Gprntwy tavidv yevwd kaAhitexvikég aAd kan oikovopikég Avoeig. O John pe
£xe1 BonBrioer pe ta ypriyopa oxediaopéva storyboard tou. IToté dev ta avuipetwnioape wg anaitijoeig tou yupiopatog,
Avtifeta, xpnofpevav wg unevBupioeie, we egedpeieg, av n dnuoupyikétnta oto mAatd edattwvétay fj xavotav. Kan
téro10 be pou ouvéPn noté. IMapét o John éxer opapaniotei tny taivia tou moAd npv apyioer va yupiler n kauepa, eivar
noAu mo avoixtéeg otn ouvepyaoia an’ 600 Ba pmopovoe va unoBéoer évag Snuocioypdgog tou matd. Mny nepipéveig
xopnAipévra Haskell, Ba anoyonteuteic! Extég ané kouvijpata tou ke@ahiol —«yiati apyeig 16005+ o John pou éxer
xapioer kan yevwar66wpo peptiké ané emdokipaotikG PAEppara. Emdntd tny éykpion tou.

An6 to S@pdrio tou poté pou éva moAl kplo MPpWIVE mpIv Tty npdTn pépa yupropdrwy tou Matewan eiba tov John va
nailer pe wa pndAa tou undoket. Hray wa povayikn @iyolpa pe 00ptg 0to napKivyk evog Hotél, to pdto tou onoiou
firav tunopévo otny kouptiva tou pndviou ki éAeye: «Zodéyte wia viyra, 6x1 wa neplovoia».E& to npwi, éxave téoo
KpUo mou 1 avanvori cou ndywve, nepipeva ané to oknvobétn pag va pier duo-tpeig Bodég kai va pner péoa. Oy
Tuvéxioe va vipiunAdper tn pndAa oto 10 onueio, aAAdovrag apyd naApé, Gyog kai pubud.

Tvo BrfAio vou Thinking in Pictures, o John Aéer: «Auté to BifAio npoonabei va eivar modi opBoloyiké oe oxéon pe to
nag yiverar wa tavias. O John kovonoiei pe Aoyotexvikii akpifeia to nog npooeyyiler tig noAunloxérneg g
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Haskell Wexler pe 1o pwropeTpnTh o1o yupiopa Tou Matewan / Haskell Wexler on the set of Matewan

oxnvobeoiag. Aev npoteiver otoug GAAoug pia dpa vipipnAdpiopa tng prdlag we dSnuioupyiké kataAven.

H xivnuatoypagnon twv tavicv Matewan, The Secret of Roan Inish (To puvotiké tng Péav Avig), Limbe, Silver City
eivan epnepieg (wnig mou tig Bewpd moAitipec. Eivar nepinéveieg mou unepPaivouv tnv 1otopia tng 086vng... O John
ka1 1) Maggie Renzi epnAékouv tig tomkég kovotnteg [0’ auté mou kGvouv] kar to kAipa ot douleid ouvdéeta oteva
pe v wtopia mou BAénete otny 006vn. Or tavieg twv otolvio eiofdAlouv otig HIKpéG NGAeIg 0av Navyupidtes
voryyavor. H npdun npoPolr) tou Matewan éyive pe kovo oikoyéveieg avBpakwpixwv tng Autikng Biptlivia. Xapnxav
pe v avayvopion nou €Aafe n 10topia toug 600 Kal KE T CUMHKETOXT) TOUG 0T Snuioupyia tng taviag,

0 John biver oroug nBonoiolg mAnpeig npoowmkEég 10topieg mou tig Aéer «npoiotopieg». To kové dev akoler oute
Aemer moté nig otopieg autég, KI @otdoo autég yivovial 0 e0mTepIkoe 10T tng taviag.

H npolotopio yia péva, tov kGuepapay, eivar o AGyog rmou unope va oag nw 6t «o John dev pou wida nodi érav kavoupe
yupropor, Thotetm nwg eivan eneidr) yvwpider 6t naoxidw va eipal oto id10 prikog kKupatog ki 6x1 yati vopider nwg Ba
nuav avogelo!

1600 oo@d kai onoubaio eivan to HieBvég autd geotifdl va tipa tov John Sayles, évav kalitéxvn ané tng HITA! Aev
undapyel tinota nou va Eenepva tny «puxaywyia» oe efaywyée Sodapinwv extdg and to otpatd.

Kabag o éAeyyxog nou aokouy o1 etaipeieg yiveral 6Ao kar peyaditepog, o John kar np Maggie e€epeuvoiv véoug tpénoug
NPOOEYYIONE Lou KOoU Kai xpnpatoditnong avefdpnuwy tamvidv. OAeg toug 01 taivieg Tipouy to kaAitepo Koppdt
e Apepikng, tny wotopia kan tny téxvn, 6Aa 60a pag éxkavav va pag {nAedter oA6xkAnpn n yn

H vipn nou yiverar ovov John Sayles otéAver éva privupa emPefaiwong otoug kalitéxveg 6Aou tou kéopou. Lroug
nAavepoug autolg kaipoug, to va Aeg tny aAnBeia eivan npokAnuiki npa&n

Mia nipérAnon nou o John Sayles ouveyilei va déxetar




John Sayles

A man of few words
John doesn’t talk to me much when we're working. It has been said, “He knows what he wants.” 1 am convinced John
sees, hears and plays the final cut in his head. 1 don’t know how often, where or when he “plays” his film. It probably
starts when he’s writing.

Independent low budgets engender artistic as well as economic disciplines. John has helped me with his quick sketch
storyboards. We never thought of them as shot requirements. Instead they served as reminders, backups if juices on
the set wane or go dry. That’s never happened with me. Although John has seen his film before the Arriflex rolls, he is
open to more collaboration than a journalist on the set might suppose. Forget it, Haskell, if you expect compliments!
Besides the headshaking —“What's taking so long?”- he has given me a generous share of appreciative looks. | crave his
approval.

From my motel room on a very cold morning before our first Matewan day of shooting 1 saw John bouncing a basket-
ball. He was a lone figure wearing shorts in the motel parking lot of the Econolodge, whose motto printed on the show-
er curtain was: “Spend a Night not a Fortune.” Six a.m., cold enough to see breath, 1 expected our director to take a few
free throws and come inside. No, he kept dribbling the ball in the same spot, slowly changing bounce, height and rhythm.
In his book Thinking in Pictures, John says: “This book tries to be very rational about how a movie gets made.” John
communicates with literary accuracy how he approaches the complexities of filmmaking. He did not recommend to oth-
ers how an hour bouncing a basketball can be a creative catalyst.

Filming Matewan, The Secret of Roan Inish, Limbo, and Silver City are life experiences | treasure. They are adventures
beyond the story on the screen. John and Maggie Renzi involve location communities and the working atmosphere is
intimately connected to the story you see on the screen. Studio pictures invade little towns like carnival gypsies. The
first Matewan screening was for coal mining families of West Virginia. They enjoyed the acknowledgement of their his-
tory as well as participating in the making of the film.
John gives the actors full personal histories called “backstories”. The audience never sees or hears those stories yet
they become the internal fabric of the film.

The backstory for me, the cameraman, is why 1 can tell you “John doesn’t talk to me much when we’re shooting.” |
believe he knows 1 strive to be on the same wavelength and not because he thinks it won’t do any good!

How wise and important it is that this international festival honors John Sayles, an artist from the United States.
“Entertainment” is second only to the military in dollar exports.

As corporate control tightens, John and Maggie are exploring new ways to reach an audience and fund independent
films. All of their films celebrate the best of America, the history and art, which made us the envy of the world.
Honoring John Sayles sends a note of confirmation to world artists. In this time of deceit telling the truth is a chal-
lenging act.

John Sayles continues to take that challenge.

Haskell Wexler

Metagpaon ota eAANVIKG: Zwi-Mupra Pryonodhou
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RETURNOF THE
SECAUCUS 7

HITA / USA 1980

Lunvobeoia / Direction: John Sayles

Levagio / Screenplay: John Sayles

Quroypagio / Cinematography: Austin De Besche

Movonai / Music: Mason Daring

Lxedoopoc Napaywyic / Production Designer: Robert D. Freed
Evd Aoyia / Costume Designer: Deborah Shaw

Moval / Editing: John Sayles

HBonowoi / Cast: Bruce MacDonald (Mike Donnelly), Maggie
Renzi (Katie), Adam LeFevre (J.T.), Maggie Cousineau
Gordon Clapp (Chip Hollister), Jean
Passanante (Irene Rosenblum), Karen Trott (Maura

Frances

Tolliver), Mark Arnott (Jeff), David Strathairn (Ron
Desjardins), John Sayles (Howie), Marisa Smith (Carol),
Amy Schewel (Lacey Summers), Carolyn Brooks (Meg),
Eric Forsythe (Captain), Nancy Mette (Lee)

Napaywyoi / Producers: Jeffrey Nelson, William Aydelott
Napaywyi / Production: Salsipuedes Production
Midpxesa / Length: 110° "Eyxpwpn / Color 16mm
BpaBeia / Awards: Los Angeles Film Critics Award for Best
Screenplay, Boston Society of Film Critics Award for
Best Independent Film

O1 «7 ané to Secaucus» givan pia mapéa ané to oxoleio
nou karrote, nnyaivovrag oe pia noMukn Siapaprupia
otnv Oudoryktov, ouveAngln and tnv actuvopia. H
taivia ouvaved tny ida napéa déxa xpdvia petd o




yeyovog oe pia kwpuémodn oto New Hampshire, 6rou e
o Mike ka1 n Katie, xp6via {euydpr ka1 kaBnyntéc oto
oxoAeio. ZiyG-o1yd, o1 unéAoimor gidor katagBavouy yia
to Sijpepo: o J.T., tpayoudornoibg mou oxedialer va
pevakopioer ovo Aog Aviledeg, n Frances, goitfitpia
ak6pa tng latpikng, n Irene pe to véo tng otvepogo Chip,
povadiké véo pédog tng mapéag kar ouvadeAgo tne Irene
010 MOMTIKG ypageio ouvinpnuikoy yepouoiaoth, Kai n
Maura, nBomoiég, mou poéMig xdpioe vGotepa and
Hakpoxpévia oxéon e tov Jeff, emiong pilo ka1 oupPoulo
anme§dptnong. Zunv 6An, n mapéa ouvavid tov unxaviko
autokivijtwv Ron, mou dev é{noe moté karou aAlou, kai
vov Howie, tov povadiké oikoyeveidpxn avaueod toug,.
‘Orav o Jeff gpudoer, pe pia pépa kabBuotépnon, n napéa Ba
BpeBei oe anmaptia. Tpidvia xpovadv mAéov, o1 @ilor
EavaPpiokovral pe tig avapvioeig kai Tig epneipieg and
1o mapeAB6v V' avapetprolvar pe ta véa dedopéva tou
napévrog, O J.T. koudrar éva Bpddu pe tn Maura, npédny
KoméAa tou kaAUtepou tou @idou. H Irene aywvid yia to
av n mapéa tng Ba oupnabnoer tov edappdg oupPatikéd
Chip. O Jeff, oe ouvaioOnuatiké adé€odo, avapwuiéral
av nipéner va Sokipdoer tny npwivn mou npounOedtnke
an6 aoBevi tou. H Frances Ba komunBei pe tnv Ron evd o
Mike ka1 n Katie avapwtioGvar nag éxouv katagpéper va
napapeivouv euydpr votepa ané 6Aa autd. Metd and
moANég kouBévree, aydveg HITAOKET, MOTd, yeupata Kal
\iya vapk@uikd, niapéa Ba ouverdnronomoe: 6t kavévag,
toug dev eival ma e1koodxpovog portntng, 6t ta oiftig
éxouv napéABe1 avemotperti, 61 01 MOMTIKEG avatpornég
xAowGouv pnpootd otny auyr tou Reagan, aAAG ka1 6t
6Mo1 toug mapapévouv @ilor K1 6t propei aképa va
ouMng@Boly ané tnv actuvopia yia éva Bpddu, é0tw Km
yia Aiydtepo Haxnuikég artieg,..

The “Secaucus 7" are a group of college friends who were
once arrested on their way to a political rally in Washing-
ton. The film finds the same group 10 years later, as they
reunite for a weekend at the home of Mike and Katie, now
school teachers in a small town in New Hampshire. One by
one, the friends all come into town: there’s J.T., a song-
writer who plans to move to L.A,, Frances, who is still a
med-school student, Irene, a political aide and her
boyfriend Chip, the only new addition to the group, with
whom she works for a conservative Senator, and also
Maura, an actress, and Jeff, a drug rehabilitation coun-
selor, who have just broken up after a long relationship.
There’s also Ron, a mechanic who has never left town, and
Howie, the only family man among them. Jeff is the last
one to arrive, a day later than the rest, and the company is

John Sayles

complete. The friends are now 30 years old, and the mem-
ories and experiences of the past come up against the
realities of the present. J.T. spends a night with Maria, his
best friend’s ex. Irene is anxious about how the rest will
take to Chip’s slightly conventional ways. Jeff is at an
emotional impasse, and is deliberating whether he should
try the heroin one of his patients has given him. Frances
sleeps with Ron, and Mike and Katie are astonished that
they have managed to remain together amidst all this.
After alot of talking, games, drinks, food and some drugs,
the group comes to the realization that they are no longer
twenty-year-old students, that the sixties have ended irre-
trievably, that the political triumphs of yesteryear pale in
comparison to the dawn of the Reagan era, but that they
are sticking together through it all, and that it is still pos-
sible for them to get arrested, even if it is for less militant
reasons.

Oeuehdvovrag tov aveEdptnto
KIVI|LATOYPApOo
tou Aoukd Katoika

H ovopia miow ané tnv dSnuioupyia tne npdng taviag
otnv @iApoypagia tou John Sayles napapéver efioou Bpu-
Ak} pe tnyv id1a ty tawvia. Kar nnyaiver kanwg étor: ouig
apxéq tng dekaetiag tou '80, 6tav n navrodbuvapia twv
MoAueBVIK@V Ka1 1) 0TPOPL| TOU OIVE UG ITPOC, TO EUNOPIKG-
tepo embdpolioay 100medwTIKG 0T0 KIvHatoypa@ikd
vorrio, évag veapdq 0evapioypapog OKEPTNKE MW eixe
@Taoer n ouypr va nepdoer otny miow nieupd tng kape-
pag. Movadiké tou eqp6dio ta xpripata mou eixe ouyke-
vipooer doulevovrag yia Aoyapiaopud tou napaywyou
Roger Corman. O John Sayles fjtav tpidvta etov ko and
tn ouyypa@n tavidv 6nwg to Battle Beyond the Stars
(On1 7 uniépoxor otn peydAn pdxn touv S1a0truatog) Ko to
Piranha eixe paléwer pohig 45.000 Sodapia. Avalapfavo-
vrag ta emmAéov kabikovra tou poviép km tou deutepo-
ywvioti, o Sayles ano@doioe va ouoneipmoe! yipw tou
Hia opGda and @iloug ka ouvepyareg mou yvopile and to
Béatpo ka1 va nepdoer padi toug neveémon efbopddeg o’
éva voikiaopévo e§oxiké onit oo Niou Xapoaip. To ano-
wéAeopa tng SnuioupyIkig exeivng ouykatoiknong oté-
Onke 1o Return of the Secaucus 7.

IMiow ané tov emk6 ka1 apkolvIwe anonpooavatoAiotr-
K0 tou tito, to @iAp éxpufe tn pikpr oe Saotdoeig wto-
pia wag napéag aAAoTIVOY CUHPOITITGOY 01 0Noiot emAé-



Oihpoypomin

youv va nepaoouv pali éva Eévolaoto tpimjpepo. Zuny
ovoia, Opwe, va Aya eikoortetpdwpa mou kulolv afiaota
oo eibulhakd oiknpa, avapeoa oe xalapég ouvavaotpo-
@ig, tpupepéc avapvioeig kol eopoloynoeig, poialouv

neproootepo pe éva Gruno teAevoupyiké. Mia tedeutaia
anotipnon ko autokpiuikr, Aiyo npiv tnyv avandégeuktn
napaboon oty evilhikioon ko iy avandédpaotn avaykn

wabevoe va oupfifaorei.

Ieproobrepo and éva anké Kivnpatoypa@ikd Koppat
vootadyiag, pohataura, to gAp efepeuvd tn ovabiaxn
EVOWPOUWOT) KOl GQOoPoinon Jag opadbag npony evepyd
noliukonomuévay veapav g dexaetiag tou '60 oe pia
KOWVWVIQ, Jia xOpa ko pia enoxn 1 onoia édeixve va otpé-

peval 0Aoéva Ko NEPIoOGTEPO OTOV OUVENPITIONGS, tov
16£0A0YIKO KOPPOPIOH6 Kot T ouvanoBnuatikn anolé-
vwon, Exovtag nepdoer 1o kat@gA twv tpidvia etmv ke
popalopevor tig ibieg avnouyieg pe tov oknvobécn, or
npweg tou Sayles fidvouy éva oapéc unopElaxd kevd avie
peoa o' éva naperdév nou xapakav and kool ke o’ éva
HéNov ou anarcei nAéov and tov kabéva toug va to aver
petwrrioer povog km yepdrog apepamérnra. Liepvé kato-
@UY10 ané tn oTeyvl ka1 KUVIKL npaypatikéenta nov
anA@vetal €€w andé tny népTa tou ortiol toug Napapéver
wia @iIAIkn @AGya rou dev énawe noté va oryokaier kar pia
Bepmbnua: 611 600 undpyouv yipw oou o1 Gvpwnor pe
toug oroioug oe ouvbéouv dppnkta km abiGkona pepikd
ané ta mo noAvtipa rdpatd oov, tinote o’ autd tov
k6opo dev npékerval va xabei. Tinota bev Ba tedewoer...
ITpooeyyilovtag pe x10Upop ka1 {eotaoid évav druno
anoxapetiopd otn veavikr avepeMd kan tnv ndAar noté
ouveidbnronomuévn Apepikn twyv sixties kar tng podikng
weubaionong yia évav kaAitepo k600, epmoteudpe-
vog ta ridvra o’ éva naveeAdag dyvwoto emteleio nbornor
®v, 0 Sayles mAGOe1 xaunAégwva ka xwpic moAAég tupna-
Vokpouaieg to vieprnouto tou. To kaver pe 1woxupd 6mia
Tou pia XoUgta and eUkola avayvwpioipoug fpweg mou
O aPrvVouv va apouykpaoteig yia Aiyo tig pikpéc, iaite-
peg 10topieg toug, pia oeipd and alopvnuéveuta Siadoyr
K@ pépn, Baupdoreg pikpég otiypég okopmouéveg ota 110
Aerrta mou Sapkei n tawvia kar pia Artéenra nou kaver ta
nidvra va poiGlouv etikpivi) ko avermideuta.

Kanwg éto1 ka1 xwpig va to kaver ibiaitepa Oépa, to npo-
to @IAp oty Kapiépa tou John Sayles é0eoe Sixwe kadé-
KaAd va to kataAdfer tig anapxég autol nou xpévia apyé-
tepa moAdoi Ba anokalovoav avefdprnto apepikavikéd
owepd. IMTiow ané v kapepa, évag avékabev Siaxproxoeg
Snuioupyog €Pproke otadiaka to Spépo tou npog évav
unéPoxo KIVIHatoypago twv avlpanwy, twv dedv kal
npondviwy tng kapdidg, tov onoio e§axoloubei va unr-
petei.

The Foundations of American
Independent Cinema

by Loukas Katsikas

The story behind the creation of John Sayles’s first film
is as legendary as the film itself, and it goes as follows: in
the early 80s, at a time when the omnipotent multination-
als and the American cinema’s turn toward more com-
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mercial productions was having a detrimental effect on
the country’s filmic output, a young scriptwriter decided
that it was time he took his place behind the camera. His
only asset was the money he had made working for pro-
ducer Roger Corman. John Sayles was 30 years old, and
from his work on scripts like Battle Beyond the Stars and
Piranha he had gathered just $45,000. Taking on the
added duties of editor and actor, Sayles decided to put
together a team of friends and colleagues from his days in
the theater, and spend 5% weeks with them in a New
Hampshire country house. The result of their creative
cohabitation was the Return of the Secaucus 7.

Behind its epic and aptly disorientating title, the film con-
ceals the everyday story of a group of college friends who
decide to get together for a carefree weekend. Essentially
though, the time spent in this idyllic setting, amidst relaxed
conversation, fond memories and confessions, resembles
an informal rite of passage, a final pause for reflection and
self-critique before the inevitable surrender to adulthood
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and the inescapable need for compromise.

More than simply a piece of cinematic nostalgia, however,
the film explores the gradual assimilation of a group of
former activists of the 60s into a society, a country and an
era which was heading more and more toward conser-
vatism, ideological conformity and emotional alienation.
Having passed the 30-year mark and sharing their direc-
tor’s concerns, Sayles’s heroes are clearly faced with an
existential vacuum between their collectively forged past
and an uncertain future which demands that each one of
them deals with it alone. The last refuge from the cynical
realities that lie in wait outside their doorstep is the
friendly flame that still flickers among them, and the cer-
tainty that as long as you have people around you with
whom you are joined by the unbrekable bonds of some of
your most formative experiences, all is not lost. Nothing
has ended. ..

Sayles films this informal farewell to youthful carefree-
ness, the American political awareness of the 60s and its
illusive hopes for a better world with humor and tender-
ness. He places his faith in a cast of unknown actors and
crafts his debut discreetly and unassumingly. His
strength lies in the easily recognizable characters who
allow us to share their small, personal stories, the film’s
memorable dialogue, a series of wonderful vignettes scat-
tered throughout the film’s 110 minutes, and a frugality
that renders the whole unforced and honest.

It is precisely in this understated, oblique way, and unbe-
known to himself, that the first film in Sayles’s career
laid the foundations for what would, years later, be
called independent American cinema. Taking his place
behind the camera, this discreet artist was paving the
way to a wondrous cinema of the people, a cinema of
ideas and above all of the heart, which he continues to
serve to this day.

Translated into English by Hector Apostolopoulos



120

Filmography

HITA / USA 1983

IxnvoBeoia / Direction: John Sayles

Levipio / Screenplay: John Sayles

@wroypagia / Cinematography: Austin De Besche
Movouni / Music: Mason Daring

Ixebroopéc Napaywyiic / Production Designer: Jeannie (Jeanne)
McDonnell

Evbuparohoyia / Costume Designer: Louise Martinez
Mowra{ / Editing: John Sayles

HBonoioi / Cast: Linda Griffiths (Lianna), Jane Hallaren
(Ruth), Jon DeVries (Dick), Jo Henderson (Sandy),
Jessica Wight MacDonald (Theda), Jesse Solomon
(Spencer), John Sayles (Jerry), Stephen Mendillo (Bob),
Betsy Julia Robinson (Cindy), Nancy Mette (Kim),
Maggie Renzi (Sheila), Marta Renzi (Dancer), Chris Elliott
(Pwnourg / Lighting Assistant)

Napaywyoi / Producers: Jef frey Nelson, Maggie Renzi
Napaywysi / Production: Winwood Productions

Dsdpuesa / Length: 110° "Eyxpwpn / Color 16mm

H Lianna egivan pia tumkn voikokupd. Tpiavra ko kam
Xpovav, dev teleiwoe tig omoudég tng yia va navepeutei
tov Dick, kaOnynt Kivijpatoypdgou oto navemotniuio.
Madi pe tov Dick ka1 ta 6o toug naidid, n Lianna (e oe
Hia kop6moAn tou Niou Tépoei, 6mou popaletm peto-
EU 01KOYEVEIOKOV UNIOXPEDOEWY, KOIVOVIKGOV exkdn\@-
OEWV TOU GvIpa Tng K1 eveg yapou oe péviun kpion, e§ar
tiag tng ouykatafamikig Ko ouxvé QuTapXIKAC
oupnepipopde tou Dick. Movadikr wng @iln n Sandy,
eniong pnrépa ka1 oU{uyog Navemotnuiakoy, Kal Hove-
ik g 61¢€odog ta vuxtepiva pabhipata wuxoloyiag
nou napaxolouBei oto IMavemotiwo pe xabnyfirpia
peyalitepn oe nAikia kar xapropauik Ruth. Ma pépa,
petd vo paonua, n Lianna npooeyyiler tn Ruth xar wne
{nuaer va yiver BonBdg e, IMnyaivoviag petd xabuote-
pnuévn o’ éva ndpu, Ppioker tov dvipa tne va kaver oe
otov kAo pe kanoia GAMn yuvaika. Mia véa xpion &e-
ondel otn oxéon toug. O Dick @etyer yia enayyedpatixé
tadid, xatd tn Sidpkera tou onoiou n Lianna nnyaiver
onin g Ruth yia va oudnuioouy wa mbavi) ouvepyo-
oia. Exei, petd ané Miya novipia kpaoi, n Lianna expu-
owmpeveran ot Ruth wa oefovalixn epnepia nou eixe



He wia GAAn xoréda, étav fitav £@nPn oe wa kataokr-
vworn. H Ruth ka1 nj Lianna kévouv épwta. Otav o Dick
emotpépel, n Lianna tou Aeer yia tnv amotia e,
“ExnAnkrog, o Dick tng {ntéer va @uyer ané to onft km
arokaAunter ota madid Toug tov mpaypatiké Aéyo tou
xwpiopou toug.'Eton, n Lianna Bpioketar yia npdn go-
paG pévn tng, ota 33 ng, pe tov Gvipa Tng va Xpnoipo-
moiei To yeyovog pe ekdiknuikég tdoeig, ta maidid tne va
v avapetomi¢ouv pe evéxAnon kai tny kaAUtepr tng
@iAn, Sandy, va amopakpivetal. Metakopier o’ éva 6ia-
pépropa pévn Tng Kar mavel, yia mp@tn gopd otn {wi
tng, douleid oav tapiag o’ éva counep pdpket. H Lianna
eivan epwteupévn pe tn Ruth kan padi tng avakadiner
wia véa afoBnon elevbepiag, éotw K1 av yvwpiler 6t n
oxéon toug dev umopei va exppaotei dnuéoia. H Ruth,
wot600, mpéner va Kiveital mpooektikd efartiag tng ka-
piépag tng, eival em@UAAGKTIKY anévavtl oto VeGKTNTo
evBouoiaopé tng Lianna ka1 €xer évav madaiGrepo He-
oub, mou dev €xer aképa tedeidoer. ITapd tov épwtd
toug, n Ruth agrjver tn Lianna."Etoy, ny Lianna nipéner va
ouppiBaotei pe ta véa dedopéva kar péoa and tov névo
ka1 tn pova&ié va enavanpooeyyioer ta nadid tng,
Sandy aA\G kar tov eauté tne. Na pdber, dndadn, va Cer
¢ wia evihikn kar ave§dpenen yuvaika mou emAéyer tn
Cor e,

Lianna is a typical housewife in her thirties. She did not
finish her studies in order to marry Dick, a university
professor, and lives with him and their two children in a
small New Jersey town. Her life is divided between her
family duties, attending her husband’s social events, and
enduring an unhappy marriage; Dick is a condescending
and domineering husband. Her only friend is Sandy, who
is also married to a university professor and her only re-
al outlet is the evening psychology classes that she at-
tends at the University. The classes are given by Ruth,
an older, charismatic woman. One day after class, Lianna
approaches Ruth and offers to become her assistant.
She then arrives late at a party, only to find Dick having
sex with another woman in the garden. A new break-
down in their relationship ensues. Dick leaves on a busi-
ness trip, durirg which time Lianna and Ruth meet to
further discuss the prospect of working together. After
a few glasses of wine, Lianna recounts a sexual experi-
ence she had with another girl as a teenager. She and
Ruth make love. Upon Dick’s return, Lianna tells him of
her infidelity. Shocked by the revelation, Dick asks her
to leave the house, and then reveals the real reason for
the break-up to their children. Lianna finds herself
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alone for the first time. Her husband uses the incident
in a vindictive way, her children treat her with discom-
fort and her best friend Sandy becomes distant. She
moves into a flat on her own and gets her first ever job
in a local supermarket. Lianna is deeply in love with
Ruth, and discovers a newly-found sense of exhilaration
and freedom, even though the relationship cannot be
made public. Ruth, however, needs to tread very care-
fully on account of her career, and is more cautious to-
wards Lianna’s enthusiasm. She is also still involved in
an older relationship, which has not quite ended.
Although they love each other, Ruth eventually leaves
Lianna. Lianna is forced to come to terms with the new
realities of her life, and through her pain and loneliness,
to try to re-establish the relationship with her children
and Sandy, and also to find herself. She has, that is, to
learn to live as a responsible, independent woman who is
in charge of her own fate.

Epwuikn apunvion,
KIVIJMOTOYPAPIKL agetnpia
tou Aeutépn Xapfrou

Eivar pia oxedév popavuikn eunepia va PAéneig ya
nMPAOTN QOpPaG HIa Tavia YUpIioPEvn OTIG apxXEg Tou Qaivo-
Hévou mou évboa nmAéov ovopaletar apepikavikog ave-
Edptnrog kivuaroypdgog,. Otav 6Aa Gpyidav va oupfai-
vouv, 6tav o1 taivieg fitav npaypatika avefapneg km
01KOVOUIKG Kan kaAitexvika. Otav pe Aiyootd péoa, ka-
ta§iopévor ofjpepa oxnvobéteq npoonaboloav va ap-
Bpdoouv Kivnpatoypa@iké Adyo oe pia Apepikn mou
€Byave ané tnv mo xpuor] kaAAitexvika dekaetia tng pe
avayvapiopévoug 1én kanooug and toug natépeg tou
MayKGOHI0U KIVI|HaToypapou.

H Lianna tou John Sayles, yupiopévn to 1983, eivan o
tétoia vaivia. Aevtepn peydlou pfRkoug tavia tou yve-
otoy mAéov oknvobétn tou avefdpintou apepikavikou
Kivijpatoypdgou, emdekvier 6Aeg 1ig apeté kai 6Aa ta
eAatt@pata 1ou KaAAMTEXVIKOU aUToU PEUHATos TG eno-
xfe. Ektég, 6pweg, and vo xapndé npotnoloyiopd
(300.0008), tnv éAAenpn viekop Ka1 T YEVIKOTEPT) «PTa-
Xela» otny eikéva (€xer yupiotei o xdpoug yvwotov Ko
@id@v) ka1 to AR twv 16 xhiootdv eMeiper xprnudtwy
yia to yupiopa oe 35mm, n tavia emdexvier kar kanow
eq ané uig apetég nmou avéderkav apydrepa v kallce-
XVIKT npoowmkétnta tou John Sayles.



OiApoypomin

H rotopia nou emAéyer va apnynBei o Sayles faoiCetm
o' éva oxeukd avebepeivnro Oépa ya tny enoxh v
onofa yupiotnke, vy yuvaikeia opogulogidia. H npwiba
eykavadeiner tov Gvipa tng kal ta duo tng nadid pe
oxon6 v efepeuvnon g oefovahikétnudg tne. Amdé
otn Baon tou kan pe apketd defypava ma tavidv autrig
g Beparodoyiag, ‘Opwg o Sayles, av kar yvwpier 6u
KOl POvo 1o Koppau tng oefoualikhg apunviong piag
opopuAb@IAng untépag Ba éprave yia va npokaAéoer,
bev apkeftar o’ aurd. EmAéyer va wifjoer 60o Nyeg tar-
vieg otnv Apepiki) yia tnv npaypatikétnta tng oxéong
v ped@v piag oikoyéveiag oe SiGAuvon. Eva peyalo pé-
pog tng vawviag mpiv n Lianna @uyer ané to onin tng
aoxoleital pe npoPAfpata avatpoPrig Kal CUUIEPIPO-
pag yovidv mipog ta nadié toug. H Lianna yvapider tnv
epwpévn tng oe vuxtepiva pabipata Sanmbaydynong
yovéwv. Aiya xpévia xwpifouv vo Lianna ané tnv emtu-
xia vou Kramer Vs Kramer (Kpduep evaviiov Kpduep),
vavia n orofa eviéAer akoAoUBnoe toug kavoveg ka tnv
eukolia tou Xpuoou XéMyouvt o Sayles pag diver tn 61-
k1 vou kaB’ 6Aa npofAnuatiopévn mAeupd. Av kai to O¢-
Ha tou eival n epwuIKK apunvion tng Lianna, o Sayles
bev emAéyer evkola to mepiBdAAov oo omofo Tty tomo-
Betei. H Lianna eivar mavipepévn pe kxabnyneh mavem-
otnuiou kot (g1 08 WA MIKPT MAVEMOTNHIAKT KovoTnta
6mou 6Aa Byaivouv evkoda otny emgdveia. Eivar untépa
buo nabiv kar avepyn. EmAéyer va @iyer ané to onin
g xwpic va ndper pali ta nadid 6nwg Ba firav avape-
vopevo. Eivar n) idia o anékAnpog mapatnpntie nmou, ané
) QUKL ykapooviépa, mapakolouBei tn {wn tng va
Hiadveval. PuoikG n opopulo@iNikny oxéon tng énerta
ané 6Aa autd va debopéva pavealer pdAov to kepaodki
otny voupra mapd to kevipikd dpdpa tng tawviag,

O Sayles dev kdver moté i emAoyég TV NPOWY Tou
anAéc. Anogaoiler va yupioer ty Lianna oe wa Sexaevia
nou 1o yuvaikeio kivnupa éxer apyxioer va dpéner toug
nPWToLG Kapnolg tng enavaotaorg tou. Aialiyia, Hika-
oufpia yia v empédeia nadidyv, yuvaikeg mou Hiexdi-
koUy tn) oefouaAikr Toug Xepa@étnon Kal YuoIkG péoa
oo kAipa autd dev Aeinouv biGpopa nepdpata pn opo-
QuAGEIA@Y yuvaik@v mipog to 610 @ulo. H Lianna, vo
npao Ppabu otny kavolpyia tne ykapooviépa, opoAo-
yel nwg ndvea fiBede éva Hikb tng dbwpduo. To pavia-
opa g Virginia Woolf tnv axover xapoyeddvrag, 1ko-
VONOINUEvVo.

‘Ola autd unoypappilovial yia va toviotei 1o yeyovog
ou map’ 6An v ekéva tng taviag mou poiGder kalice-
xvikd Eenepaopévn, nap’ 6An ty npwddeia Kivpato-
ypagnon kai dietBuvon gwtoypagiag, o Sayles ovo ké-

VIpo tou evbiapépovibe tou xer and thte fvav Kiviuo-
1oypapo moMtiké pe tny évvoia tng noMuikfg wwv oxé-
OEWV TV PUAGY, TNy MOAITIKT TG 01IKOYEVEIas, tnv ro-
Aukfp nou OéAer tig wikpée kAewtée kovaviee va
apvotvral 6,0 tig Eenepvéer. H Apepikf) avabletar ou-
vinpnukf yia GAAn pia @opd otny apinvion ouveibfioe-
WV Hakp1G and g peyadounoies.

‘Ooov agopd thpa oto kevipikd Bépa tng tawviae, opei-

Aoupe va oefactotue tnv toAun tou dnuoupyol nou
ota npota tou Pripata dev enavanateta otn oyoupia
kanolou GAou Oépatog aAdG emAéyer kG mou Aiyo eixe
anacXoAfoer Tov KIVI[Hatoypaeo péxpr tite. Av kan ta-
pa ma @avraler Eenepaouévo, agol akdpa kar tnAeo-
kG ofipial éxouv va embeifouv mo todunpd Pripate
oto Oépa autd, n Gyoupn aAAé rmyaia patid tou Sayles
biver onig epwuikég oknvég tou Lianna kGu and évav
npoto epnfiké épwta. H mpdin epwuikf ouvedpeon
twv 600 yuvaikdv pe nxnuki évéuon ybipoug oe wa
akaBéprotn yA@ooa (otnv npaypatikéenta or oo yu-
vaikeg akovyovrar va pidoty MaAhikd) Bupider ta npaota
epWTIKG oKiptipata wag aboag epnPeiag. Eivan axpr
Bdg n aioBnon nmou anokopiler n Lianna agot, énwe
opoloyei apyétepa, n Ruth eivar o povadikég épwrag
g {wnig tne. Eivar akpifag n aioBnon evég véou oxryr
voBétn otnv agetnpia piag mlodolag kapiépac.

To xipio evbiagépov tng taviag yia tov onuepivé Beo-
T eivan 0a@@g n napakolounon twv np@twy Prudrwy
ka1 emAoy®dv evég modu evdiapépoviog oknvobétn ko
0dg ka1 n tavia wg deiypa ypagng tou mpaypetikol
auEPIKAVIKOU ave§Gptntou KIvIpatoypd@ou, mpiv tov
Tarantino pe ta peydla ovépata kar toug adepgoic
Weinstein pe ta peydla moupa toug. Kabélou tuyaia,
enépevn tawvia wou Sayles fuav vo Brother from
Another Planet (Ané dAdo mAavijen), xalt tawio-€upAn-
Ha 0A6kAnpng tng dexaetiag tou "80.

Sexual Awakening,
Cinematic Starting-point
By Lefteris Charitos

It is a touching experience to watch one of the very first
films that were made at the outset of the phenomenon
that has gloriously come to be called American inde-
pendent cinema. It was the time when it was all starting
to happen, when films were truly independent, both ar-
tistically and financially, and when today’s established
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directors were trying, on very moderate means, to forge
their cinematic identity in a country that was coming
out of the golden creative decade of the 70s, helmed by
a handful of universally recognized innovators of world
cinema,

John Sayles’s Lianna, filmed in 1983, is such a film. The
second feature of the now famous independent director,
it showcases all the virtues and shortcomings of the in-
dependent movement of the time. While the film had a
very low budget ($300,000), did not have any sets (it was
filmed in places offered by friends and acquaintances),
was shot on 16mm and not 35mm filmdue to lack of
funds, and is characterized by a general visual “poverty”,
it also highlights some of the qualities that would be-
come recognizable parts of Sayles’s artistic personality.
The story that Sayles chooses to tell is based on the
theme of female homosexuality — a relatively unexplored
theme at the time. The heroine abandons her husband
and two children in order to explore her sexuality. The
film's premise is straightforward and contains many of
the elements that would become fairly standard in films
dealing with this subject matter later on. Sayles is aware
that the sexual awakening of a homosexual mother
would be enough to cause a stir, but he does not stop
there. He chooses to deal, as few other American films
have dared, with the reality of a family in crisis. A large
part of the film, prior to Lianna’s departure, deals with
the problems in the parent-child relationship, and
Lianna meets her lover-to-be at evening parenting class-
es. Only a few years separate Lianna from Kramer vs.
Kramer, a film that opted for the easy path, adhering to
Hollywood’s Golden rules; Sayles’s treatment of family
life presents a far more questioning point of view. While
his subject matter is Lianna’s sexual awakening, he does
not make any convenient choices in terms of the envi-
ronment in which he sets his film. Lianna is married to
a university professor and belongs to a quiet university
community where nothing remains hidden for too long.
She is the mother of two and unemployed. She chooses
to leave her house without taking her children with her,
as would be expected. She is the very observer who
watches her life fall apart from the confines of her small
apartment. In this context, her homosexuality appears
to be an dded bonus, rather than the central drama at
the heart of the film.

Sayles never gives his heroes easy choices. He decided to
make Lianna during a decade when the feminist move-
ment was beginning to reap the first benefits of its rev-
olution. A time when divorces, custody court cases and
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the demand for women’s sexual emancipation were be-
coming socially acceptable. In this climate, it was not un-
usual for non-homosexual women to experiment with
members of their own sex. The first night she moves in-
to her new flat, Lianna confesses that she always want-
ed a room of her own, an admission that Virginia Woolf
would surely be pleased to hear.

These points are underlined in order to stress the fact
that, while Lianna may appear to be artistically dated,
and while the film’s direction may be amateurish and its
photography unpolished, Sayles is already focused on a
political form of cinema, in the sense that it addresses
sexual politics, family politics and the social politics that
make small communities reject whatever they cannot
contain. Once again, regional America is shown to be
deeply conservative and unwilling to assimilate awak-
ened consciousnesses.

With regard to the film’s central theme, one is com-
pelled to feel admiration for Sayles’s bold choice, as he
did not opt in for safer material but dealt with a subject
that had not, up to that point, really received any exten-
sive treatment in the cinema. While they may now ap-
pear somewhat dated, since even modern-day TV series
contain more daring scenes, Sayles’s still green yet spon-
taneous way of seeing gives the film’s love scenes the
fresh feel of first, teenage love. The first amorous en-
counter between the two women is backed by the unin-
telligible sounds of whispers in an unspecified language
(actually the women are conversing in French) and is
reminiscent of the first innocent love pangs of adoles-
cence. This precisely mirrors Lianna's experience, and,
as she later confesses to her lover Ruth, she is the only
true love of her life. It also conveys the passion of a new
director, at the outset of a rich and varied career.

The film’s main interest for the contemporary viewer lies
in tracing the first steps and choices in the career of a
very interesting director, and in viewing the film as an
early example of genuine independent American cinema,
before Tarantino’s star-studded films and the cigar-
smoking Weinstein brothers. It should not surprise us
then that Sayles's next film, Brother from Another
Planet, became a cult film which is emblematic of the 80s.

Translated into English by Hector Apostolopoulos
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BABY IT'SYOU

HITA / USA 1983

LunvoBeoia / Direction: John Sayles

Levapio / Screenplay: Amy Robinson, John Sayles

®wioypogia / Cinematography: Michael Ballhaus

Movowai / Music: Mason Daring

Lxebioopés Napaywyic / Production Designer: Jeffrey Townsend

Evbuparooyia / Costume Designer: Franne Lee

Movrél / Editing: Sonya Polonsky

Héonooi / Cast: Rosanna Arquette (Jill Rosen), Vincent

Spano (Albert “Sheikh” Capadilupo), Joanna Merlin
(Mrs. Rosen), Jack Davidson (Dr. Rosen), Nick Ferrari
(Mr. Capadilupo), Dolores Messina (Mrs, Capadilupo),
Leora Dana (Mrs. Vernon), William Joseph Raymond
(Mr. Rippepi), Sam McMurray (Mr. McManus), Liane
Curtis (Jody), Claudia Sherman (Beth), Marta Kober
(Debra), Tracy Pollan (Leslie), Rachel Dretzin (Shelly),
Susan Derendorf (Chris), Frank Vincent (Vinnie), Robin
Johnson (Joann), Gary McCleery (“Rat”), Matthew
Modine (Steve), John Ferraro (Plasky), Phil Brock
Biff), Merel Poloway (Mrs. Katz), Robert Downey Jr.
Stewart
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Napaywyoi / Producers: Robert F. Colesberry, Griffin Dunne,
Amy Robinson

Napaywyii / Production: Double Play

Midpxera / Length: 105" "Eyxpwun / Color

Bpapeia / Awards: Boston Society of Film Critics Award for
Best Actress (Rosanna Arquette)

1966, Niou Tlépoei. H Jill Rosen eivar povayoxépn piag
péong okoyévelag Epaiwv, wa tumkr é@npn nou over
pevetar va onouddoer unokpruikry. O Albert Capadilupo,
KAt KOOUOV «ZeTXner, eival yIog ITtaA@V HETaVaoTaOV Kal
Kavoupylog oto oxoleio tng Jill, évag aribacog véog
ToU @Aeptdpe! e Tty Nnapavopia Kai ovelpeuetal va yi-
vel o endpevog Frank Sinatra. Or duo toug yvwpilovim
ka1 0 Lefxneg, yonreupévog, tng {nuder apéowe va Byou-
ve. H Jill apxiké apveitar aA\G, owé-o1yé unoxince: otig
méoeig tou. H oxéon roug Siaxpiverm e§ apyxng anéd g
avtibBeteg otdoeig ko npoodokieg toug. Orav éva Bpadu
rtoak@vovial kal o Yeixng Aéer otn Jill 6u eiven adalé-
vag, kavalnyel oto kpePfau pe tn @in g, Jodie. H Jill
bev to pabaiver autd napa povo to PBpadu tou xopou g
ano@oitnong g, 6tav g to expuotnpevetal n Jodie.




Tautéxpova, o Xeixng Bpioketar va kavalnreitar ané
v aotuvopia yia éva akéua pikporiapdntmpa kar ged-
ye1 yia to Maidp. To epxéuevo @bivénwpo Bpioker toug
600 eprifouq oe tedeing SapopetikG nepiBdAlovra. H
Jill eivar mpwroetrg oto koAéyio Sarah Lawrence aA\G
ta npdypata eival evieddg SiapopetikG an’ 6,11 nepipe-
VE: 0 MPOOTATEVTIKOG MIKPOKOOMOG TNG 01KOYEVEIaE Kal
tou oxoAeiou tng éxer xabei. E6®, o1 oupgoititpieg tne
vrivoveal Siapopetikd, rivouy, neipapatiovear e vap-
KWTUIKG, KGvouv oef kai akouve Rolling Stones. O Zeixne
oto Maidu eAnier aképa 6w 0’ ayyifer v Gveipd tou:
tpayoudder emruyieq tou Frank Sinatra oe playback o’
€va wooddero eotiatépo... Otav ta mpdypata yia tnv
Jill yivovan amonviktikd, anogaociler va nider yia Afyec
Hépeg oto MaiGui yia va emoke@tei pia @idn tng mou
onouddder exei. H ouvdvenon tng pe tov Zeixn eival ka-
Bopiouikry. Exeivog oveipevetar aképa pia Aapnpr| ko-
piépa tpayoudioth ka1 o €pwtdg tou yia tny Jill eivan
aképa mo duvatée. Exeivn yvwpiler kadd 61, mapd tny
ayann toug, 01 {wéq toug eivanl teleiwg Hiapopetikec,
Kévouv épwta to Bpadu aAAd, 6tav n Jill emotpéger oto
KOAéY16 tng, maver ouveldntd va anavid ota tNAeQPw VI
Hatd tou. KabBadg n Jill Badider pe aféBaia Pripata mpog
v evnAikioon, ta éveipa tou Leixn apxilouv éva-éva va
xGvovtai. IMpdta ta avandvinta tnegwvipata otn Jill
K1 petd évag kavydg oto eotiatépio, 6tav pabaiver 6t
bev npbkertar va yiver autég o Baocikég tpayoudiotiig —
¢otw ka1 oe playback... Amoyonteupévog, o Zeixng maip-
vel 1o autokivnté tou kai Egkivaer éva peydlo tagion pé-
X1 to koAéyio tng dill, eAnidovrag 6u1 to tedeutaio tou
6veipo napapéver {wvtavé. H olykpouor toug eivan ava-
négeuktn. O Xeixng, opyiopévog, Siadver ta ndvea oto
dwuduio g Jill. Autr, ouykloviopévn, dev unokintel
al\G e§nyei H1apkdg otov Zeixn 61 «dev eipaote ma oto
Aikeio». Ka, evéd yvwpilouv ma kalG 6t i 10topia toug
éxer teAerdoe, nmyaivouy padi yia éva teleutaio xop6 o’
éva ndpu tou navemotnuiou.

1966, New Jersey. Jill Rosen, the only child of a Jewish
middle-class family, is a typical teenager who dreams of
becoming an actress. Albert Capadilupo aka “The
Sheikh” is the son of Italian immigrants and a newcom-
er to Jill's high school, a young man who dreams of pur-
suing a singing career and becoming the next Frank
Sinatra. They get to know each other and Sheikh, who is
impressed by her, asks her out on a date. Jill's initial re-
action is to turn him down, but she eventually gives in.
However, from the very outset of their relationship
there is a marked difference in their attitudes and aspi-
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rations. One night, after an argument in which Sheikh
accuses Jill of being arrogant, he winds up in bed with
Julie, one of Jill’s friends. Jill doesn’t find out until prom
night, when Julie lets her know herself. Meanwhile,
Sheikh is on the run - the police are after him for some
minor offence and he leaves for Miami. The following au-
tumn finds the former couple in very dissimilar circum-
stances. Jill is in her first year at college, where she
finds student life very different to what she expected:
the familiar school and family life is gone. Here, her fel-
low students dress differently, drink and experiment
with drugs, have sex and listen to the Rolling Stones.
Sheikh, on the other hand, is trying to hold on to his
dream, performing the Frank Sinatra catalogue in play-
back in a half-empty restaurant. When things become
too stifling for Jill, she decides to visit a friend of hers
who’s studying in Miami. Her inevitable meeting with
Sheikh is decisive. He still dreams of a career in music,
and his love for Jill is even stronger. She, on the other
hand, is aware that, although they still love each other,
their lives are now very different. They make love, but
upon Jill’s return to college she deliberately avoids his
phone calls. Jill is taking her first tentative steps toward
maturity, whereas Sheikh sees his dreams being shat-
tered. First Jill refuses his calls, then he gets into a big
argument at the restaurant when he is told that he won’t
be headlining the program, not even in playback.
Disillusioned, Sheikh takes his car and makes the long
journey back to Jill's college, hoping to find their rela-
tionship intact. Their fall-out is unavoidable. Infuriated
by dJill’s rejection, Sheikh trashes her room. Shaken by
his outburst, she does not however give in to his plead-
ing, but insists that “we’re not in high school anymore.”
And so, while they are both aware that their relationship
has ended, they go to a college party together, to have
one last dance.

H apxévtiooa k1 0 aArfjing
6¢e Couv ma £6@...

g Afjdag Nadavou

"Eva apxetumké apepikaviké popavelo, n popavukdte-

pn ouyurn tou John Sayles 1} wa ané tig mo popavukég
rarvieg tng {wng pag; Ma\\ov kai ta tpia, pia ko to éva
anoppéer akpipag ané to nponyoupevo. Mukid, xapruw-
Hévn km pe v anapaitnn déon adié§obou ko tpayw-



Qihpoypopio

Hlag mou kaver kabe epwuikh 1wtopia Aeitoupyikr otov
KIVIjpatoypaeo, n tavia xpnowponoiel 6Aa ta otepedu-
1na yio va dnhmoer tyy mo onavia 1 tetpipupévn aAnbeia:
o1 aviifoeg ouvBfkeg au€avouy tny emBupia,

Yo Niou T¢époei tng bexaetiog tou 60, AMyo petd to ape-
pikaviko happy ending ka1 Myo nipiv tnv enoxry tng apgi-
ofifiimong, buo véor Ba evoapkwoouv tny ta&ikh aoupfo-
vounra tou noAuntoMtiopikou véou kbéopou. H Jill eivar
Opopen, Gprotn paditpia, and wa peyaloaotiki efpaikn
owoyévera. O Sheikh efvar ivadoapepikavég, mou obnyei
bavekd autokiviva ko Ba RBeAe va yiver o Frank Sinatra,
Exeivn éxer ta ndvra, exeivog BéAer ta ndvra ka 01 Suo
podi npéner va xGoouv ta debopéva yia va kepdioouv o
¢vog tov dMov. To khaoik6tepo love story armoAapfdver
v wpaotepn unovopeuon arrd vov oknvoBétn mou noté
be béxevar va npaypata 6nwg efvan,

To véxvaopa tou Sayles o’ autfjv tnv tawia eivar 6t ev-
xoha napoouper tov Beatry oe wa naBiaopévn aAAG kal
oweia epwuikl] 10topia, oav autég mou 6Aor éxoupe (-
o1, 1) TToU 1) MVHn pag €xer Siapoppmoer €101 Mote va
motetoupe Ou v éxoupe {rioer. H apxévriooa k1 o aAi-
e eivan to kAaoiké (euydpr mou anokAeietal va eutuyi-
oel, 0AAG anox)eietar kai va xwpioer. Or Siapopéq otov
pono {wne, oty emBupia ka1 otig kataBoAég, katadi-
xGlouv wia tévoia oxéon an’ tnv apxr, aAAd tautdxpova
n xatabikn avkdver to mGBog kar n otépnon peyalover
v évuoor.

Eva Ceuyapr pe povadikn xnueia, n meveakGdapn, akéua,
Rosanna Arguette ka1 o npokAnuikég Vincent Spano, 6a
bwoouy ompa oe wa omoudaia 10topia HragopetikoTn-
toe. Yo oxoleio, n Jill, evowparwpévn kar emBuunti,
Go wpafnter tov «Xefxne, tov nepiBwpiaké k1 ataiplaoto
«xavoupyios. Zuny evnlikiwon, n Jill Ba Bpebei oto ko-
Aéyio, ayvwotn petafl ayveotwy, ataipiaotn otny mo
eheubépia @ortnuikn kovotnua kai 0’ avadnrioer tny or-
kerdtnra ovov Xefyxn —ova anotuxnpéva tou frpata wg
crooner oo MaiGui- yio va ouveibnronomoer 6t n ow
xeidenuo Ppiokeron pévo otnv avdpvnon k1 6t n npay-
poukotno efakoloubei va toug kpatd to ibo pakpid,
v’ outd ko va Aertoupyei we payving,

"Eva awaipiaoto Ceuydpr yivera to nedio yia v’ avantiéer
o Sayles v evnhikioon tng veapric, aBdag Apepikie. H
ovepikr) nepiobog npiv tn dbologovia vou Kennedy, 6tav
6Aa Aoy tokvonomuéva, eIV, XpOHatiotd km ou-
yupiopéva, eivar évoiun V' avatpanei ané to @ortnuké
wivnpa, vov néAepo wou Biewvay, vo eleiBepo oef, ta
vapkwuka, ty apgiopiunon vou IMpoédpou-TTatépa. H
QUEPIKOVIKT 0@EAEI0 OVOOTOTOVETOI and 1O OKOTEIVG, TO
Ppopxo, 1o nepiBwpiaxd, enavaovatei pe apéfaa By

pava, négrer ko Eavaonkdvetal, mrpapév al\G Gpipn,
Autd poraer va evoapkaver kai 1) i61a n tawviae, oty ke
waokeur| tng, ané tov Sayles otnv npdtn tou peydin
oknvofetikf) avaAnyn, tnv Arquette ko tov Spano we
npwroeppaviiouevous nonoiole ka toug anokaAurrc-
koG Matthew Modine ka1 Robert Downey Jr. oe pikpé
nepdopara. Ze wia tawvia mou wAG yia v evilikiwor, o
apepikavik6e avefdpinrog Kivijpatoypdpoe ouvbéter
v ekdva tng Hikrg tou tng evnlikinone, 6rwe Ba ép-
Oe1 apybrepa, ota téAn tng dekaetiag tou '80.
Xpnoponoidvrag to soundtrack tou yia va unoypappi-
oe1 1o 0evap1o, o Sayles toroBetei tn otypr tou anoyo-
Aaktiopou, otov GvBpwro 1j oe pia xdpa, otnv andgaor
V' agrioeiq miow 6,11 be Aertoupyei kar va Bpeig tn Sive-
Hn va npoxwpnioeig: va netdéeig toug diokoue, tou Frank
Sinatra km va duvapdoeig tov Bruce Springsteen xo-
B¢ tpéxeiq pe v autokivnro. Mnopeig, apyérepa, va
Kpathoeig kai toug dUo otnv kapbid cou, aANG undpyer
Hia otiypr| mou autoi o1 peyGAol pouoikoi tng apepiko-
vIkrig mapddoong 6ev propolv va oupfidoouy. Auty ei-
val ) oTypn tng emnéAaiag, aképa, anéppipng tou na-
peAB6vrog, tng emOeTIKiG KATAPPIYPNG TOU YVOPIHOU
yia tn dnuioupyia tou véou.

Auto mou pévey, eivar ia nAnyouévn vootalyia, yia ké-
u nou époiade napapuBévia Gpop@o aldd, andaoe, dev
propovoe va oupPei. O xapég tou npdrou épwra 1 1
avayvopion 6u o Nixon eine péuata otnyv tnledpaon
—évag xwpiopog 1 évag néAepog,. To av Ba SaPdoeig tnv
tavia oa wa epwUIKL 10topia 1| oa pia moMTIKY peto-
popa dev éxer ka1 moAN| onpacia ~to aioBnua g ane-
Aeiag eivar to id10, 6tav n andvinon oto «be o’ ayan®
ma», efval To «yiatip.

The Lady and the Tramp
Don’t Live Here Any More...

by Leda Galanou

An archetypal American romance, John Sayles’s most
romantic moment, or one of the most romantic films we
have ever seen? All three statements are probably true
since each is a precise offshoot of the preceding one.
Sweet, charming and with the required dose of impasse
and tragedy that makes every love story functional in
cinema, the film uses all the stereotypes to state that
rarest or most commonplace of truths: that adverse
conditions increase desire.




New Jersey in the 60s, a little after America’s happy end-
ing and just before the era of dissent, two young people
will embody the class incompatibility of the multicultur-
al new world. Jill is beautiful, an excellent student from
an upper class Jewish family. The Sheikh is an ltalian-
American who drives borrowed cars and would like to
become Frank Sinatra. She has everything, he wants
everything and they must both lose the givens in order
to win each other. The most classic love story benefits
from the most beautiful subversion by the director who
never accepts things as they are.

Sayles’s device in this film is that he easily draws the
viewer into a passionate but also familiar love story like
those we have all experienced, or that our memory has
transformed in such a way as to make us believe that we
have experienced it. The lady and the tramp is the clas-
sic couple that will never be happy but will also never
part. The differences in their way of life, in their desires
and backgrounds, doom such a relationship from the
very start but at the same time this condemnation in-
creases the passion and deprivation increases the ten-
sion.

A couple with a unique chemistry, a still squeaky clean
Rosanna Arquette and a confrontational Vincent Spano,
will give substance to a great story about diversity. At
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school, Jill, accepted and desirable, will attract the
Sheikh, the new student who is an outsider and a misfit.
On coming of age, Jill finds herself in college, a stranger
among strangers, unable to fit into the freer student
community and she will seek familiarity in the Sheikh -
in his unsuccessful attempts at becoming a crooner in
Miami - in order to realize that familiarity lies only in
memory and that reality continues to keep them just as
far apart, which is why it also serves as a magnet.

An ill-matched couple becomes the field on which Sayles
develops the coming-of-age of the innocent young
American girl. The dream-like period before the
Kennedy assassination, when everything was settled,
bright, colorful and orderly is about to be turned upside
down by the student movement, the war in Vietnam, free
sex, drugs, and distrust of the President/Father.
American naiveté is shocked by the dark, the dirty, the
marginal; it rebels with uncertain steps, falls and picks
itself up again, bitter but more mature.

This is also what the film seems to embody, in its con-
struction, by Sayles in his first major directorial effort,
by Arquette and Spano as actors making their film de-
buts and by the revelatory Matthew Modine and Robert
Downey, Jr. in cameo roles. In a film that talks about
coming of age, American independent cinema constructs
the image of its own coming of age as this will occur in
the late 80s.

Using his soundtrack to accentuate the script, Sayles
places the moment when a person or a nation acquires
maturity within the context of the decision to leave be-
hind you everything that doesn’t work and to find the
strength to move on: to throw away your Frank Sinatra
records and to turn up the volume of Bruce Springsteen
as you speed along in your car. Later, you can keep both
in your heart but there is a moment when these two
great musicians of American tradition can no longer co-
exist. This is the moment of the - still - shallow rejec-
tion of the past, the aggressive obliteration of the fa-
miliar in order to create the new.

What remains is a wounded nostalgia for something that
seemed as beautiful as a fairytale but simply couldn’t
happen. The loss of one’s first love or the recognition
that Nixon lied on television - a breakup or a war.
Whether you view the film as a love story or as a politi-
cal metaphor does not really matter very much - the
feeling of loss is the same when the answer to “I don't
love you any more” is “Why not?”

Translated into English by Blly Petrides
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THE BROTHER
FROMANOTHER
PLANET

HITA / USA 1984

LunvoBeoia / Direction: John Sayles

Levapio / Screenplay: John Sayles

Swroypogia / Cinematography: Ernest Dickerson

Movonai / Music: Mason Daring

Lxeboopic Napaywyic / Production Designer: Nora Chavooshian
Kohhexvii AueGBuvon / Art Director: Stephen Lineweaver
Evbuparoloyia / Costume Designer: Karen Perry

Mowial / Editing: John Sayles

HBonowi / Cast: Joe Morton (O AbeAgig / The Brother), Bill
Cobbs (Walter), Leonard Jackson (Smokey), Steve James
(Odell), Ren Woods (Bernice), Tom Wright (Sam
Prescott), Maggie Renzi (Noreen), Caroline Aaron
(Randy Sue Carter), Herbert Newsome (Mikpog Earle /
Little Earle), Rosetta Le Noire (Mama), John Sayles
(Avbpag pe vo Malpa No 1/ Man In Black #1), David
Strathairn (Avbpog pe va MaiGpa No 2 / Man In Black

#2), Jaime Tirelli (Hector), Michael Albert Mantel (Mr.
Lowe), Liane Curtis (ITaixtpia nAextpovikou / Ace game
player), Sidney Sherriff Jr. (Virgil, Dee Dee
Bridgewater (Malverne Davis), Carl Gordon (I&10xtrjeng
kAaun / Mr. Price — Club owner), Fisher Stevens (Xap-
tonaixtng / Card Trickster), Josh Mostel (Casio Vendor)
Napaywyoi / Producers: Peggy Rajski, Maggie Renzi

Napaywyii / Production: A-Train Films

Aidpxea / Length: 108" "Eyxpwun / Color

BpaPeia / Awards: Caixa de Catalunya for Best Actor (Joe
Morton) and Best Screenplay (John Sayles) - Sitges
Catalonian International Film Festival

Eivan Bpadu own Néa Yépkn k1 éva Saotnuéniowo né-
@ter avoixtd tou Mavydarav, oto Ellis Island. EmBdung
tou eival évag pavpog e§wynivog Gvipag, mou n povn tou
Sia@opa pe toug avBp@noug eivar ta tpia putepd 86
xtula twv nodidv tou. Lo Ellis Island o paipog ewyr-
VOG aKoUE! TIG PVEG and Ta EKATOUMUPIA HETAVATTWY
nou éxouv nepdoer and to vnoi autd oto napeABov. Trv
enopévn, o e§wynivog koduunder ¢ to Mavydrav xai
Bpioketa ovo Xdpley, 6nou, npog éxnAnés tou, o1 me-
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proodtepor efvan padpor oav autéy. Pofiopévog and to
véo tou mepiBdAdov, o e§wynivog praivel o’ éva prrap. O
Odell, 0 1610ktTng TOU prtap, o Walter, mou avamolei to
évbo&o mapelB6v tou XdpAey, o Smokey, oxed6v aAkoo-
Aikég, ka1 o Fly, mou maier S 1apkddg nAektpovikd, eviu-
nwoidoviar ané tov PouPd Eévo kar tov Pagrifouv
«AbeAp6». ‘Otav praiver oto pnap o Sam, évae Kovwvi-
KOG Aertoupyde, ouprnaBei tov Abedpé kar tou biver Aiya
Ae@d yia va voikidoer éva dwudrio oto omit tng Randy,
n omofa g1 pe tnv nebepd tng Kal o WIKpé Tne Y10, Tov
Little Earl. Exei, o ASeAp6q armoktd apéowe tn oupnd-
Beia tou pikpou ka1 tou deixver éva Aeukd, Baupatoupyd
@wg nou Pyaiver ané tnv maddun tou. To @wg autd,
eKT0G and to va yiatpever mnyée, emdiopOdver kai pn-
xavijpata kai 6tav o1 Bapdveg tou pnap to kavadaai-
vouv, tov yvwpifouv otov Mr. Lowe, évav 1610ktrjtn pa-
yaliou upe nlextpovikd maixvibia mou evBouoiGetal
otny npoorntikl} ekpetdAAeuong tou BouPot, abdou al-
AG t600 amoteleopatikoy Adedpol. O Adedpiq 6uwg
dev givar pévog tou otn I'n. O <Avbpec pe ta Mavpar,
600 Aeukoi paupogopeuévor e&wyfivol, tov Katadim-
Kouv, 6rwe ka1 6Aoug tou unbAoimoug «rmapdvopoug al-
Aobdarnougy. Ovtav 01 Avbpeg pe ta Matpa emokéntovian
tn Randy, autr tpopdder kar {nder a6 tov AdeApéd va
@Uyer ané to omiti. Aoteyog ka1 oto 6péuo ma, o Adel-
@6¢ katadidketa anb toug Avdpeg pe ta Matpa kai dio-
moTt@vel and kGu ykpderu atoug tofxoug 6Tl Sev eival
0 uévog «mapdvopog allodamée» oto XdpAep. Tautd-
xpova, Eexivaer ki o id10g pia S1kn tou katadiwén, evog
aM\ou Aeukou Gvépa mou mpounBever kdroloug pavpoug
He oupryyeg mou nipokalolv to Odvato. Xwpig va Eéper
nepi tivog mpékerval, o AdeAdpdg evromider tov Aeukd
«nipopnBeutipp kai, XGpn 0TIG UNEPPUOIKEG Tou Ouvd-
HEIG, TOV QPEPVEl aVTIHETWITO HE OAEG TIG PPIKTEG OUVE-
neieg tou nipoidvrog tou."Exovrag kdver to xpéog tou, o
Abedpicg Ppioketan oe pia teAikr) avapétpnon pe toug
Avbpeg pe va Mavpa kay, ané exef mou frav pévog tou,
Bpiokerar va tov unepacmiovrar 6Ao1 01 uniéAoimor «rna-
pavopor aAodanoi» mou {ouv kpuppévor oto XapAep.

It is nighttime in New York and a spaceship lands just
outside Manhattan, on Ellis Island. Aboard the ship is a
black extraterrestrial man, whose only difference from
normal human beings is the three pointy toes on each
one of his feet. Stepping out onto Ellis Island, the black
alien hears the cries of the millions of immigrants who
have landed there before him. The following day he
swims to Manhattan and goes to Harlem where, much to
his surprise, he finds that most humans there are also
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black. Intimidated by this environment, he walks into a
bar. There he meets Odell, the owner of the bar, Walter,
who feels nostalgia for Harlem’s heyday, Smokey, a near-
alcoholic and Sly, who plays video games non-stop. The
regulars are instantly impressed by the presence of the
mute stranger and name him “Brother”. When Sam, a
social worker, enters the bar, he takes to the Brother at
once and gives him some money to rent a room at
Randy’s house. Randy is a young woman who lives with
her mother-in-law and her young son, Little Earl. Having
moved in, the Brother is immediately befriended by the
young boy, to whom he reveals his magical powers - a
healing white light that emanates from his palm. The
magical light doesn’t just heal wounds but can also
repair broken-down machines, a piece of information
that, once discovered by the bar regulars, is passed on to
Mr. Lowe, the owner of a video game store, who is
delighted at the prospect of using the services of the
innocent and so efficient Brother. The Brother,
however, is not alone on Earth. Two white
extraterrestrial men in black clothes, the “Men in
Black”, are hunting him down, along with all the other
“illegal immigrants”. When the Men in Black visit
Randy’s house, she panics and asks the Brother to leave.
Now homeless and out on the streets, the Brother is
chased by the Men in Black, and seeing some graffiti on
a wall, he realizes that he isn’t the only illegal immigrant
in Harlem. At the same time, he begins a hunt of his own,
tracking down a white man who sells heroin to other
brothers. The Brother finds the white dealer and by
using his otherworldly powers, brings him face to face
with the consequences of his actions. The Brother then
has a final showdown with the Men in Black in which he
finds himself supported by all the other “illegal
immigrants” who are hiding in Harlem.

Alien = alien

tou Owpua Avapa

H npwtapxikn onuaoia tng Aééng alien otnv ayyhikn
yA®©ooa agopd tov alobdané, tov Efvo kar Katd ouvé-
TMEIa XPNOTHOMOIEITal Y1 Va 0pioel Kal ToV Mapavouo pe-
Tavaotn, eved pia Seutepeliouoa Kal EK TV UOTEPWY
xprion tng avagépeta otov e§wyniivo. Zunv 1do¢ur) ov-
evén aut@v twv onpaciov Baoileta to Brother from
Another Planet (A6 dAdo nAavijtn, 1984), n) tétaptn tar



Gihpoypamio

via tou John Sayles. Yo Ellis Island, otov i610 x@po nou
anofifacovrav o1 peravdoteg otig apxée tou aiova, mé-
@rer 0 AbeAdpog pe 1o aotpondoid tou and tov oupavo,
owny I'n g Enayyeliag,

Mia tawia emotnuovikfig gavraoiag Oy akpifag. O
Sayles xpnowonoiel avarpenuikd tn dbopr, ta oxfuata
Kot 1ig oupPaoeig tou eidboug K Kupimg Tov KOO to1o
oupgwva pe tov onoio o efwyfivog eivar n kavefoxfv
perapopd tou ANou, yio va oxohdoer pe ofudépkeia,
CUPNPOTIKOTNTA KAl XI0UMOpP Toug QuAETIKOUG daxwpr-
OpOUG NG apEPIKaVIKHG Kovwviag. A1t propei o Ade-
@O va exer tpia daxtuda oto kGOe n6d, va SropBdver p’
£va ayyrypa tou xepioU ta xaAaopéva nAeKtpovikG un-
xovijpata kai va yiatpever ug nAnyég 1 va éxer éva pau
fivieoxapepa nmou pnavofyaiver otnv kéxn tou (e€wyn-
wog yap), aAaG ka1 bev wiAG tny yAddooa, dev kataAaBai-
Vel TNV kouAtoupa, TG OUPIEPIPopEG Kal Tig ouvhiBeieg
(kaBéu peravaotne) ko emnAéov eivar paldpog, pou-
YOG ka1 kuviynuévog and kanoio alien office: évag ka®’
oAa ofonepiepyog tafididng tou £€w K6OHOU MoU Mpo-
oyeioverol 0to KEvipo tng ANng Apepikig, otov nia-
vijin XapAep. H avopikn ouvBikn Sapopetikdrnrag ou-
vavid 1o KOIV@OVIKG  Tng  avtiotolxo o€ Wi
«nOAN-KpPATOCy, HE a6pPaTO OUVOPO TN YPapuun A Tou pe-
1po mou «Byacer otoug 125 dpopoug. O ANog, o Siago-
peuikoe, nou anovedei kol tov mpaypatiké kabpégun
1ou eautoy pag (pa npofAnuatikn mou hamepva 6o to
¢pyo tou Sayles), bev Bpiokevan ota BaOn tng wuxnig i
tou biootiparog, aAAG oty Simdavi yertovid. O AdeAig
ebopiotog ©' oupavou kar vauayog otn yn, dev diapéper
won oA an’ ta patpa abéAgia vou. Aoteyog, Gepyog (n
anooyoAnon nou Ppioker eival 6viwg UFO), eivan kata-
tpeypevog and Hvo Aeukolg H1a0TNUIKOUG KUVIYOUG Ke-
palov (eEopetika epunveupévoug and tov id1o tov okn-
vobéwn ko vov David Strathairn) oe wa kavadiogn
abuowmnnn, n onoia Kivei tnv mAoKI tng taviag, nMpoo-
biboviag g tautdxpova évay 101aitepo KwUIk6 tovo. O
Abelpoc bev Béler va kavaotpéwer tov nAavijn, dev
npoxaei @ofo, naviké 1§ avnouyia, aAAé@ aoBfpata ou-
pndbeiag k1 aAAnAeyyune. I auté kar n kovéenta ano-
béyevan kan npootatever autév to mapa€evo mAdvnua
nou nepipépeval anonpooavatoAiopévog avapeod toug,
wayvoviag wa Béon otov Néo Kéopo kar paBaivoviag
owobioxa toug kavoveg tou naixvibiol tng kawvodpiag
wou nawpibog (xKhaowr nepinuwon pevavdorn). Or &Go
Aeuxoi novemotnaxoi goitntég tou Columbia, nou xé-
voviag vov bpdpo toug, punaivouv tpopokpatnuévor o’
évav GAMo kbopo (nou napéu dinda toug tov ayvooul-
oav), iowe va eivan ta povadbika alien tng tawviag, o’ éva

and va mo Saokebaotikd 600 km eugpur| enelwddid tne,
nou dokwpwbdel tnv otepeotumkl aveidnpn twv Aew-
KoV yia vo XdpAep. Matd, oe nAfpn oupgovia pe to Oé-
Ha tng, n vawvia efvan eoloxAfipou yuprouévr oto Xap-
Aep: ota pnap, otoug dpbuoug ka1 oTiG yertoviég wiag
ouvoikiag rmou yia toug patpoug 6Ang tne Apepixie, and
v dexaetia tou 20 akbpa, firav évag ténog eAnibag,
eleubepiag ka1 @Quletikfiq nepngdviag o yertovid
6mou o1 paltpor €xouv Abyo kan dikaiwpa owliog (ko
npaypat wiAdve ouvexaeg oty tavia), oe avudiootold
Me tn pouykapdpa tou AbeApou (éva aképa eupuée el
pnua tou oevapiou tou Sayles). H tavia avabevier pe
auBevuikétnta tny eikéva tng ouvoikiog ka1 kupiwg to
alnAéyyuo nivedpa tng kovétnrag, facmouévo oe pwa
oul\oyikr| tautdtnta kar oo aiofnua tou aviikerv. Axéd-
Ha ka1 n vuxtepiviy nepimAdvnon otig {ogepée nmieupéc
tou XdapAey, 6mou n npwivn e&abhidver kan efovidver ¢’
abéAgia (ag pnv &exvape 6T to peyalitepo nocootd
avépywv kal npwivopaviv otig HITA eivan éyxpwpon
Ka1 1 Kanwg unepPolikn, péoa oto Hi6aKTIOPs e, «ex-
Siknuiki» avtidpaon tou AdeAgou, eivar n ouverbntonoi-
non piag mkprg aAffeiag yia to péAlov tng palpng kor
votnuag. E6@ Oa npéner va onueidooupe 6t 01 kGromkor
tou XdpAey, 6x1 pévo otipi§av kar forinoav oty npay-
pavoroinon tng taviag Bewpdvrag try, katd kanow
tporo, ikrj toug, aAAG v tipnoav ka1 ota tapeio. To
Brother from Another Planet fitav iowg wa ané v
MPMOTEG TAIVIEG TOU OUYXPOVOU QHEPIKAVIKOU OTveud
(600 xp6via nipv ané to She’s Gotta Have It [Ané kdror
ov Ba tn Ppeil tou Spike Lee), nou angubuvétav kupiag
0TO APPOAUEPIKAVIKO KOIVO, Xwpig va to kolakeier oUte
va to wpaiornoiei. Xpnuatodotnuévn ané tov oxnvobén
g |’ éva budget 350.000 dolapiwy, n tawvia anégepe
3.500.000 exatoppupia, Ta MEPIOO0OTEPQ EK TWV ONOIWY
oty néAn g Néag Yépkng, 6x1 pévo ota owvepd yipw
ané voug 125 dpépoug al\G ka1 ouig peydlee aibouoeg
g Times Square.

Tehkd autég o alékotog adelpig (é€oxoq o Joe
Morton o évav anarinuiké pédo), otn BéAva vou o’ autr
Vv yertovid tou kéopou Ba «efavBpomotei» nifpwe,
Brdvovrag wia peydAn ykdpa ouvaodnudrwv: oupndvia,
aMn)eyyin, anéppiyn, exdiknon, povadid, eépo, xapd,
névo, épwta (oto npéowno g Dee Dee Bridgewater,
noAU npv yiver n onoudaia veifa nmou eivan ofjuepa) kar
Ba anogacioe) va peiver edd kdrw: o mo yRivog-eéwyi-
wog piag Bappaléag taviag evig GAou (avedpentou),
KIVIHaTOYpa@ikoU nAavitn.




Alien = alien
by Thomas Linaras

The primary meaning of the word “alien” refers to the
foreigner, the person from another country, and is con-
sequently used to refer to illegal immigrants, whereas
the word’s secondary meaning is that of an extra-ter-
restrial being. John Sayles’s fourth film is founded pre-
cisely on the ingenious correlation of the two meanings.
The film opens with the Brother’s spaceship crashing
on Ellis Island. This is the entry to the Promised Land
and at the same time the landing place for all the immi-
grants who came to America in the early 20th century.
Science fiction? Not quite. Sayles subverts the use of the
structure and conventions of the genre, especially of the
common locus, according to which the “alien” is quintes-
sentially a metaphor for Otherness, in order to comment
intelligently, inventively and with a keen sense of humor
on race segregation within American society. The
Brother may have three toes on each foot, he may, at the
touch of his finger, be fixing broken-down electrical ma-
chines and curing wounds, he may have a video-camera-
like eye that zooms in and out of its socket, but he can-
not speak English, he does not understand American
culture, its customs or attitudes (just like any other im-
migrant) and furthermore he is black, mute and hounded
by the “alien office”. He is a totally bizarre traveler who
lands on Planet Harlem, the center of the Other America.
The personal otherness finds its social counterpart in a
“city-state” separated from the rest of the country by
the invisible borders of the A subway line which leads to
125th street. The Other, the alien as a true mirror of the
self (a theme that is present in all of Sayles’s work) is not
to be found in the depths of our soul or in outer space,
but right beside us, in our next neighborhood. The
Brother, an exile in space and a castaway on earth, is not
all that different from his black brothers in Harlem.
Homeless and jobless (ironically, the only employment he
can find deals with UFOs), he is hunted down by two
white extraterrestrial bounty-hunters from space (won-
derfully portrayed by Sayles himself and David
Strathairn) in a merciless chase which drives the film’s
plot, while also giving it its comical tone.

The Brother does not want to destroy the planet, does
not incite fear, panic or concern, but feelings of sympa-
thy and compassion. The local black community accepts
and protects this strange drifter who wanders aimlessly
among them, seeking a place for himself in the New
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World and learning the rules of the game bit by bit (as
is the case with any immigrant). The two white Columbia
University students who lose their way and, in a state of
terror, find themselves in another world (a world which
was there all along but they were unaware of it), are per-
haps the film’s only true aliens, as is made apparent in
one of its most incisive and amusing sequences, which
pokes fun at the white man’s stereotypical notions of
Harlem.

In full accordance with its subject matter, the whole film
was made in Harlem, in the bars, streets and neighbor-
hoods of an area that, ever since the 20s, was a place of
hope, freedom and racial pride for the black community;
a place where African Americans had the right to speak
their minds (as they continually do in the film, in stark
contrast to the Brother, who is mute — another ingen-
ious invention in Sayles’s script).

The film offers an authentic portrait of the district and
the solidarity of its community, its collective sense of
identity and togetherness. Even the nighttime sequences
in the more dismal parts of Harlem, where heroin kills
off the brothers by the dozen (let us not forget that the
greatest numbers of unemployed and heroin addicts in
America are colored) and the Brother’s somewhat dis-
proportionate, in its didacticism, act of revenge, bring to
the fore bitter truths about the future of the black
community in America. It is worth noting that the
Harlem community supported and assisted with the
filming process, considering the film “theirs”, in a way,
and also supported it at the box office. The Brother
from Another Planet was possibly one of the first films
in the history of American cinema (two years before
Spike Lee’s She’s Gotta Have It) that aimed at a prima-
rily African-American audience without flattering or
beautifying it. Financed entirely by its director at a
$350,000 budget, the film grossed $3.5 million, most of
which came from the city of New York, not only in the
cinemas around 125th street, but also the big movie the-
aters in Times Square.

In the end, this strange brother (a superb Joe Morton in
a demanding role) becomes fully humanized, experienc-
ing a wide range of emotions: compassion, solidarity, re-
jection, revenge, loneliness, fear, happiness, pain, love (in
the face of Dee Dee Bridgewater, long before she be-
came the great diva she is today) and decides to stay
down here, on Earth, as the most earthly alien in a brave
film from another, “independent” cinematic planet.

Translated into English by Hector Apostolopoulos
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MATEWAN

HITA / USA 1987

LxnvoBeoia / Direction: John Sayles

Levigio / Screenplay: John Sayles

Quwroypogio / Cinematography: Haskell Wexler

Movowai / Music: Mason Daring

Lxeboopoc Napaywyic / Production Designer: Nora Chavooshian

Evbuparohoyia / Costume Designer: Cynthia Flynt

Mowia{ / Editing: Sonya Polonsky

HBonoioi / Cast: Chris Cooper (Joe Kenehan), Will Oldham
(Danny Radnor), Mary McDonnell (Elma Radnor), Jace
Alexander (Hillard Elkins), James Earl Jones (“Few
Clothes” Johnson), David Strathairn (Sid Hatfield), Josh
Mostel (Afjuapxog / Mayor Cabell Testerman), Ken
Jenkins (Sephus), Bob Gunton (C.E. Lively), Gary
MeCleery (Ludie), Kevin Tighe (Hickey), Gordon Clapp
(Griggs), James Kizer (Tolber), Michael Preston (Ellix), Jo
Henderson (Mrs. Elkins), Nancy Mette (Bridey Mae), Joe
Grifasi (Fausto), Ronnie Stapleton (Stennis), Ida Williams
(Mrs, Knightes), Maggie Renzi (Rosaria), Thomas A. Carlin
(Turley), Tom Wright (Tom), Davide Ferrario (Gianni),
Frank Payne, Jr. (I"épog avBpakwpuxog / Old Miner),

Stephen C. Hall (Aeukég patoiotrig avBpakwpiyog
Redneck Miner), Bill Morris (Bass), Michael A. Mantel
(Doolin), Charles Haywood (Sheb), Neale Clark (lsaac),
Fred Decker (James), Frank Taylor (Al Felts), Michael
Frasher (Lee Felts), John Sayles (Ateyktog iepoxfipuxag
/ Hardshell preacher), Jenni Cline (Luann), Hazel Dickens
(Tpayoudiotrig / MT Singer), Gerald Milnes (Biohotrig
Fiddler), Mason Daring (Picker)

Napaywyoi / Producers: Peggy Rajski, Maggie Renzi

Napaywyii / Production: Winwood Productions, Cinecom
Entertainment Group, Film Gallery, Goldcrest Films
International, Red Dog Films

Aidpxea / Length: 132° "Eyypwun / Color

BpaPeia / Awards: Independent Spirit Award for Best
Cinematography (Haskell Wexler), Political Film Society
Human Rights Award

1920."Eva tpévo katag@rdver oto Matewan, wa pikpr né-
An avBpakwpixwv otn Auvukrn Biptlivie. EmBaree wou
pévou eivan wa opdda poalpwv rmou polig éxouv npo-
oAngBei andé ) Stole Mountain Coal Company, v etar
peia otnv onoia avijkouv ta opuxeia kar 1 WOAN wou



Matewan. Ovav anopiBalovear o1 véor epydtec, pia opd-
ba kavoikwv tolg emtiBetan Biaia. H méAn Ppiokevar oe
avaPpaoué. H evaipeia éxer f16n @éper 1walovc petavi-
oteg, anellei va peidoer toug piobole kar tpa Pépve
pavpoug epydree. Lo 610 tpévo, Bpioketar kar o Joe
Kenehan, évag §évog mou voikidder éva Swpdrio otov Ee-
véva tng Elma Radnor, waq xfipag rmou e pe tov épn-
Bo y10 tng, tov Danny, enfong avBpakwpiixo ka1 TAKTIKG
1epokUpnka otnyv exkAnoia. To 610 Bpddu, o Joe ouva-
vuétal ota Kpupd pe toug anepyouq. Eivar ouvbikaAi-
otfig K1 éxer €pBer va toug opyavdoel. n ouvdvinon
epgavietar kar o Few Clothes, évag ané toug patpouc
epydreg nmou avuipetwnider K1 autdg tig npobéoeiq tng
evapeiag pe kaxunowia. H avtidpaon twv unoloinwy ei-
van apxikd apvnuikr, aAAd o Joe toug neiber 6t to {fn-
Ma efvan n evétnta K1 6T o1 anepyoondoteg npénel va
avaykaotouv va Byouv ané ta opuxeia yia va éxer arno-
veAéopara n kivironoinon. Ztnv néAn @rdvouv Kai véol
emoxkérnteq. Eivar o Hickey ka1 o Giggs, mou toug éoter-
Ae n etaipeia yia va «onidoouv» tnyv anepyia. O1 patpor
ka1 o1 1wadoi epydreg Sixdlovian kar eEakoAoubolv va
nmyaivouv ota opuyeia, aAAG petd tnv amox®pnon tou
Few Clothes ka tou Fausto, apxnyou tawv ltaddv, teli-
kG Byaivouv ka1 autoi otnv anepyia. Kabaog ta onivia
g mOANG aviikouv otnyv etaipeia, 01 epydteq pe Tig o1
Koyéveieg toug eykaBiotavial oe oknvég atoug Adpoug,.
‘Ovav éva Ppadu o1 GvBpwror tng etaipeiag emribeviar
aIpVIBI00TIKG 0TV KATAOKAV®OT), 01 epydteg Eeonkdvo-
vral kan anraitovy exdiknon. O Joe toug neiber 6w n Bia
Ba kdver pévo kaké oto kivnua. Evéd o1 mepioodepor
nefBovian, kdnoior anogaciouv va capnotdpouv ta
opuxeia aAAG n evaipeia toug €xer otroer evédpa kal
toug oulapPaver. Yndpyer karolog rmpodétng otnv Ki-
vnronoinon ka1 o Hickey pe tov Giggs neibouv tnv age-
A} Bridey May va katnyoprioe: tov Joe. O1 anepyoi tnv
motevouv ka1 anogaciouv va tov okot@oouv. O Aa-
xvog négrer otov Few Clothes. O Danny 6pwg kpugpa-
kouel tnv aAnBivr exdoxr| TV yeyovotwv kal Xpnoipo-
noiei to kijpuypd tou yia va ner tny aAfifeia otnyv moAn.
0 Joe yhiudver to Bdvato aAAG 6x1 yia moAu... Otav ap-
yorepa o Danny y’ éva @ido tou Ba npoonabroouv va
kAéwouv kGpPouva an’ ta opuyeia, o Hickey kar o Giggs
Ba toug maoouv ka1 Ba oxkoT@oOUY ev Yuxp®d Tov Pilo
wou. H Biain olykpouon petadl anepydv ka etaipeiag
eivan mAéov avanégeuktn ka Ba npaypavonomBei to
npwi otoug épnuoug Spépoug tou Matewan. O Joe oko-
voverm and wa ogaipa. O Bdvarég tou Ba ddoer to
évavopa otov Danny va kowonomjoer tov ay@va toug
oy unélonm xopa. To yeyovég Ba peiver otny wotopia
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TOU QUEPIKAVIKOU EPYATIKOU KIVITHATOG WG 1] «Opayr tou
Matewan».

1920. A train pulls into Matewan, a small mining town in
West Virginia. On it are a group of black miners who
have been brought in by the Stole Mountain Coal
Company, the company that owns the mines and the en-
tire town of Matewan. When the new workers step off
the train, a group of strikers attacks them violently. The
town is in turmoil. The coal company has already re-
cruited some ltalian immigrant workers, is threatening
to reduce wages, and now brings in the new black work-
ers as well. Another passenger on the same train is Joe
Kenehan, a stranger who rents a room at Elma Rednor’s
guesthouse, a widow who lives with her teenage son,
Danny, who is also a miner and a regular preacher at the
town church. That night, Joe has a secret meeting with
the strikers. He is a trade unionist, and has come in to
organize the strike. Few Clothes, one of the black work-
ers also comes to the meeting, as he too is skeptical
about the company’s policies. The ltalian strikers’ first
reaction is very negative, but Joe tries to convince them
that they should stick together, and that they should
unite in order to force the scabs out of the mines. Two
more newcomers enter the town — they are Hickey and
Giggs, company stooges who have been brought in to
quench the strike. Initially, the black and Italian workers
don’t cooperate and continue to work at the mines, but
following the departure of Few Clothes and Fausto, the
leader of the ltalian workers, they too join the strike. As
all the houses in the town are owned by the company,
the strikers are forced to take to the hills, where they
create a settlement and live in tents. One night the com-
pany men perform a surprise attack on the settlement,
and in its aftermath the strikers rise up and demand re-
venge. Joe tries to avert a counter-attack by telling them
that further violence would only harm the movement.
While the majority of workers are convinced, some of
them attempt to sabotage the mines, but are ambushed
by the company men and arrested. There is clearly a
traitor within the strikers’ movement, and Hickey and
Giggs persuade the gullible Bridey May that Joe is the
one to blame. The strikers believe her accusations and
decide to kill him. The deed of killing him is laid on Few
Clothes. However, Danny finds out the truth by chance
and through his preaching spreads the word. Joe es-
capes death, but not for long. When a little later, Danny
and a friend of his try to steal some coal from the mines,
Hickey and Giggs catch them and murder Danny’s friend
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in cold blood. The violent clash between the strikers and
the company is now unavoidable, and it breaks out at
dawn, in the empty streets of Matewan. In the conflict,
Joe is killed by a bullet. His death inspires Danny to pub-
licize their cause to the rest of the country. The miners’
struggle will be recorded in the annals of the American
labor movement as the “Matewan massacre.”

O kalée, 0 kakoe
Kal 0 21pnvorioing

ine Aidu M. IManayiavvn

Evae povoyikie Eévog @uaver oe wa pikpn nmoAn ng
Biptlivia, Papré xan oxoviopévn ané to kdppouvo twv
avbiparwpuxeiwy. Talibewe og exei yia va fonBnoer oto
Eenabapiopo vwv npofAnuduwy tng, aAAa dev kpauael
onAo, yiati bev moweuer o Pia. Aev eivar kaoupnong -

eivan «kOKKIVOG» Kal motever oto ouvbikohoud
H oUMnyn tng taviag Matewan, autot tou @ieprve
koU kar giAeAetBepou youbotepy, npoékupe kabog o
Sayles, kGvovtag épeuva yia to PipAio tou Union Dues
v 10topia piag oikoyévelag avlpakwpiywy tou 1960-
yonteutnke and pia unoonueiwor avapepduevn oto oe-
pipn Sid Hatfield. To vijpa tng 1otopiag tou tov obfyry
oe otn Leayn tou Matewan, oug 19 Maiou tou 1920,
koppdu twv IMoAépwv tou KdpPouvou tng Auvtikri Bip-
tdivia ka1 tng 10topiag 1wy opyavwuEvey owuateiwy
otnv Auepikfi. O Sayles-apnyntrg Eetpinwoe ané ta
Eepd 10topikG yeyovota éva taundé ndve oto onoio
urnopovoe va Snuioupyfioe! pia KaAOOXNUAaTIOUEVT), Yew-
ypa@ikd tormoBetnuévn opGda and ouvapndotikolg xo-
paktnpeg — va 6 mynBei pia peotr ko nxnen otnv ol
ynon tng iotopia avBpodnwy, aldd km tng iHag tng
Apepikig kan tng kovavikig e&EMEng tneg. Ma tov ave-
EGptnro oxnvoBétn Sayles, firav wia 16e@dng avaxdAu-
wn. Avayvopioe o’ autriv Bépata mou tov anaoyxoloiv
He ouvérnela ka1 ouvoxn oe 6Ao to £pyo tou: trv -6x1 au-
tovontn- katdkenon pag a§lonpenoig {wig, tnv anegr
A} mou aokei 0 povonAIaKGG KamtaMopuée anévave
otnv npoowmkr eleuvBepia kar v 1wétnta, aA\d kal
tnv ouo1a0TIKY Snpokpatia mou npokUItel avapeoa oe
avBpdroug tuploug anévavel 0to xpoua tou dépuatog
tou dimAavou toug,
ITo ouykexkpipéva, onuaveiké otoixeio tou 1beoloyikol
100U tou Matewan eivan 1o 611 0 patoopée katadikade-
tal péoa and tny avaipeor) tou* ota opuxeia dev éxer orn-
Haoia av giom Aeukdg 1) patpog, Apepikdvog i ltaddg
petavdotng: 6Aor eival ioor wg «e§onhiopde» yia toug ep-
yoddteg toug ka1 6Ao1 gival IKavoi va ouvagouv ouppo-
xia 6tav povadikny emloyr anouéver n évwon katd tou
peyaAutepou kakou. O Saxwpiopdg éykertan oe epyald-
Hevoug kal epyodoteg km oe Suvaper «kOKKIvoug» Kai
M, og Wwia enoxr nmou —petd tov A’ [Maykéopio IMédepo-
0 KOMHOUVIOHOG Kal 0 OuvOIKaMOHOE aVENIPOO@IEUaY
v evodpkwon tou diafélou yia 1o Kateotnuévo twv
peyawv emyepnoewv. M’ autég, o néAepog unmfpée éva
npooodo@iépo epaltiplo, Ndvw oto onoio pnopovoay
va oikodounoouv {ava 11¢ autokpatopieg toug ~ Kal ta
owpateia anotedotoav OnNUaveiky tpoxonédn.
O Joe Kenehan, o e§wtepikie kataling, tdooetar unép
v «kaAdv» K1 €xer oto nAd tou évav aoupfifacto oe-
pipn, évav éviipo dNuapxo kal tov yevvaio paipo av-
Opakwpuxo Few Clothes, unapktd npéowna, xoppdtia
g wrtopicg vou Matewan. O Kenehan, 6nwg xar o de-
raterpaxpovog Danny, mou knputeer oto noipvio unép
tou ouvBIKaAIoHOU —Npodyoviag tn) ouppayio avapeca



0TO XPIOTIAVIKG Ka1 TO KOMMOUVIOTIKG H6ypa— eivar aro-
kufjpata tng gavraoiag tou Sayles. Ki fowg yi' auté mo
peyadéoxnuol, mo ayeyddiaotol, mo avunépBAntor anéd
toug undAoimoug xapaktipeg. Xtov andAuto avtinodd
toug Aertoupyouv o1 aviifikor pripdfor tng evaipeiac kar
o qaociotag, pAoyepde 1epéag mou unodvetm o idog o
Sayles, 0’ éva olGvtopo —ka1 0p1aka KOWIKG6— p6ro. O Sia-
X0p1op6e petafll «kaddv» ka1 «kak®dv» dev emdéxetal
ap@ioPritnong oto oGunav tou Matewan - eivar kato-
@avrig Kal 0p1oTIKOG,.

O Sayles éxtioe tnv 10T0pia Tou HECA OTO CUYKEKPTUEVO
mAaioi0 Tng KIVIHATOYypagIkiG GOpHaAg Tou YOuéotepy,
Hévovrag motég o’ autiv opualioTikG ka1 avarnodoyu-
piovtag tnv oto nOIké tng unéBabpo, Snuioupymdvrag
otnv nopeia fowg to mo 15eoloyikG an6Auto and ta ép-
ya tou. Tng é6woe Sidotaon ko upn kar e§l00ppbrnoe
€101 to aompéuaupo tng nbikoloyiag: ékave yupiopata
oe wa nalid, auBevuikn néAn tng Biptdivia, xpnoiponoi-
noe ekatovradeq Koundpooug, aAAd kar opiAoUvieg pé-
Aoug, ané tnv neploxr, divovrag mpoooxr ota Koupa-
opéva toug mpéowna. Tnv éviuoe pe Tt HOUGIKY TV
Analayiov —pe ta Eexeldopéva, Adunntepd tng @wvie-
vta kai ta Hiarnepaotikd tng ProlG- kar evanéBeoe tnv
eikéva ota payika xépia tou Srevbuver pwrtoypagiag
Haskell Wexler, ouvtpo@ikou otnyv 16eoloyia, alAG ka1
npanv epydrn twv avlpakwpuxeinv, yvootn tou oko-
tabi00, tng mviynprg toug atuéo@aipag Kai tne mkprg
HovoxpwHiag Toug,.

H tawvia kAeiver pe to mapabooiaké shootout, tnv teh-
K1 avapérpnon pe ta 6mAa, Gyuya 6pyava ta onoia dev
beixvouv oikto oe kapia mapdrGén. Zinv andAeia tou
Joe Kenehan, ndvw ané to vekp6 odua tou onoiou kAai-
g1 onapaktikd n Elma, o1 npoowmkég anmAeieg ago-
polv uévo toug Gueoa evdiagepipevoug Kai 1 10topia —
ko padi tng o Beatrig- ogpeiler va mpoxwpnoel kai va
akolouBrjoer to veapé Danny, mou Ba ouveyioe: tov ayo-
va pe tov tpérno nou tov Sibdyxtnke. Tinv emedaveid
toug, ta npdypata eivar avapgilekta kal, 15e0loyikd,
oxebov Opapfevuikd. Tunv wuxy tou Matewan, 6pwg,
kavokoUv BapiBupeg apugifodieg, agou yia va unigpéer
npbéodog katapyeitar opioTikG n Gpvnon Tou MPWTayw-
viot-owtipa va kataguyer otn Bia. To epdtnua napa-
péver oto pualé tou oknvoBétn kal oto Pualé tou ano-
béxn: eivan e@ikty o @epnviki, xwpic 6rmla kal
xwpig Bavaro, eniluon twv KovovikGY npofAnuatwv
Wag enoxng - kol kGBe enoxrig; 20 xpévia petd tn Snu-
oupyia vou Matewan, o1 anavtfjoeig eival anoyonteuti-
kée. Kan kdBe xpévo, otny néAn vou Matewan, 6mou Aap-
Paver x@pa n avanapdoraon twv yeyovétwy tng 19ng

John Sayles

Maiou, nxei pia unevBipion, pe tpéro 16oo ypagikéd 660
kar mafnuké, 6w, napd vig efapetikée npobéoeig twv
Aiyav, n 10topia €xer tn ouviifela va enavalapPévetan,
Ka1, Kuping, ota xeipdtepd tng napadeiypata.

The Good, the Bad
and the Peacemaker

By Lilly M. Papagianni

Alonely stranger pulls into a small Virginia town, a town
heavy with the dust of coal mines. He has traveled there
to help resolve the town’s problems, but is not holding a
gun, because he doesn’t believe in violence. He isn't a
cowboy - he is a “red”, a trade unionist.

The basic idea for Matewan, this peace-loving and pro-
gressive western, came about when Sayles, while doing
research for his book Union Dues (which tells the tale of
a coal mining family in the 60s) came upon a footnote on
sheriff Sid Hatfield. This led him to the story of the
Matewan Massacre which took place on 19 May 1920 and
was part of the Virginia Coal Mining Wars and of the
history of the American trade union movement. Delving
into the impersonal historical facts, Sayles managed to
extract the foundations on which to build a convincing
and geographically precise cast of fascinating charac-
ters, in order to tell a fully developed and resonant hu-
man story, but also a story of America and its evolution.
For Sayles, the independent director, it was the perfect
subject-matter. He recognized the opportunity to deal
with the themes that have consistently interested him
throughout his career: the - not self-evident — achieve-
ment of a dignified way of life, the threat that capitalism
poses on personal freedom and social equality, and also
the meaningful democracy that is born among people
who look beyond their fellow man’s skin color.

More precisely, a significant element of Matewan's ideo-
logical fabric is the condemnation of racism through its
very absence; in the coal mines it is not important
whether you are black or white, American or an ltalian
immigrant: everyone is equal, they are all the bosses’
workforce, and are all equally capable of uniting against
the greater evil. The distinction is between workers and
employers, “reds” and bosses, at a time when - in the af-
termath of World War 1 - communism and the trade
unions were the devil incarnate for the status quo of the
big trusts. For them, the war had been a very profitable
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basis on which they rebuilt their financial empires, and
the trade unions were considered a major hindrance.

Joe Kenehan, the film’s outsider and catalyst, sides with
the “good” workers and is supported by an uncompro-
mising sheriff, an honest mayor and the brave black
miner Few Clothes, all of whom are actual people, char-
acters in Matewan’s history. Danny, a 14-year-old boy, on
the other hand, and Kenehan, who preaches about trade
unionism to his flock ~ thus furthering the alliance be-
tween the Christian and the Communist dogmas — are
creations of Sayles’s imagination. Perhaps this is pre-
cisely the reason why the latter are grander, less flawed
and more powerful than the other characters. At their
absolute antipodes, we find the immoral company
stooges and the fascist, fiery priest portrayed by Sayles

himsell in a brief and almost comical appearance. The
distinction between the “good” and the “bad” is not sub-
ject to negotiation in the world of Matewan - it is self-

evident and final,

Sayles constructed his story within the specifically
generic framework of a western, remaining faithful to
the genre’s form but subverting its moral substance,
and creating what is arguably his most ideologically ab-
solute film in the process. He gave the story texture and
dimension, thereby redressing the balance of the film’'s
black-and-white moralizing. The film was shot on loca
tion in an old, authentic Virginian town, and Sayles cast
hundreds of locals as extras, giving speaking parts to
some of them and focusing in on their worn faces. He
dressed the film in the music of the Appalachian moun-
tains — with its sagging, mournful vocals and its piercing
violins - and put the duties of photography in Haskell
Wexler’s magical hands, a man with whom he not only
had an ideological affinity, but who had also worked as a
coal miner himself, and thus knew the mines’ darkness,
their oppressive atmosphere and bitter monochrome.
The film ends with the conventional shoot-out, where
the guns are the lifeless instruments that show no mer-
cy to either side. Joe Kenehan dies and Elma laments
over his dead body, but these are personal losses, im-
portant only to those that they immediately affect, and
the story —and with it the viewer- is called upon to move
ahead and follow young Danny, who is going to continue
the struggle as he was taught to. On the surface of
things, the film’s ending is unambiguous and, in ideolog-
ical terms, almost triumphant. Matewan's heart, howev-
er, is inhabited by heavy doubts, as progress seems to
come about only through the violence that the film’s
hero was so resolutely against. The question, therefore,
remains in both the director’s and the viewer’s minds: is
a peaceful resolution of the social problems of an era -
of any era- possible? Twenty years after Matewan's cre-
ation, the answers one finds are disappointing. And
every year in the town of Matewan, the reconstruction
of the events of May 19th acts as a reminder, as quaint
as it is passive, that, despite the singular efforts of a
few, history has the tendency to repeat itself, and more
often than not, it repeats its worst episodes.

Translated into English by Hector Apostolopeulos




EIGHT MEN OUT

HITA / USA 1988

IxnvoBeoia / Direction: John Sayles.

Ievipio / Screenplay: John Sayles Baciopévo oto BiAio /
based on the book 8 Men Out tou / by Eliot Asinof
Quwroypagia / Cinematography: Robert Richardson

Movoni / Music: Mason Daring

Exedioopé Napaywyiic / Production Designer: Nora Chavooshian
EvBuparoloyia / Costume Designer: Cynthia Flynt

Movral / Editing: John Tintori

HBonotoi / Cast: John Cusack (Buck Weaver), Don Harvey
(Swede Risberg), John Mahoney (“Kid” Gleason), James
Read (“Lefty” Williams), Michael Rooker (Chick Gandil),
Charlie Sheen (Hap Felsch), David Strathairn (Eddie
Cicotte), D.B. Sweeney (“Shoeless” Joe Jackson), John
Sayles (Ring Lardner), Studs Terkel (Hugh. Fullerton),
Christopher Lloyd (Bill Burns), Clifton James (Charles
Comiskey), Gordon Clapp (Ray Schalk), Jace Alexander
(Dickie Kerr), Maggie Renzi (Rose Cicotte), Bill Irwin
(Edward “College Boy” Collins), Kevin Tighe (Joseph
“Sport” Sullivan), Leigh Harris (Singer), John Anderson
(Judge Kenesaw Mountain Landis), Michael Mantell (Abe
Attell), Studs Terkel (Hugh Fullerton), Barbara Garrick
(Helen Weaver), Nancy Travis (Lyra Williams), Wendy
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Makkena (Kate Jackson), Tay Strathairn (Bucky), Eliot
Asinof (Heydler)

Napaywyoi / Producers: Sarah Pillsbury, Midge Sanford,
Peggy Rajski

Napaywyi / Production: Orion Pictures

Aidpxera / Length: 120° "Eyxpwun / Color

Tikayo, 1919. Zro otddio tou pnéilunod diverar ouvé-
vreuén tonou ané tov Charles Comiskey, i61oxtritn tng
opadbag White Sox. Tautdypova 6Go bookies —o Billy
Maharg ka1 o Bill Burns— {uyifouv to katd néoo o1 nai-
kteg eivar mBavé va unokiwouv otn Sapbopa. Or av-
OpwnorkAeidia eivar o Chick Gandil, o npwrabAnug
“Shoeless” Joe Jackson, o Buck Weaver ka1 o pitcher
Eddie Cicotte. H opada nponoveita ané tov nponv nai-
ktn “Kid” Gleason. Tnyv idwa Bpadig, oto otéxi 6rou yrop-
talouv tn vikn toug, tov Gandil mAnodder o Sullivan,
a@eviké twv otoxnuatwy otn Bootdvn, km tou npo-
teiver va otrjoouv to ITaykéopio MpwrabAnua mou mAn-
oGler. O Gandil ka1 o @ilog tou Swede Risberg emkor
vovouv emiong pe to {evyog Maharg-Burns ko
anogaoilouv va neiocouv toug ouvabAntég toug va
«noulfjoouv» to maxvidr oe dvo SagopetikG pétwnao.
O Eddie Cicotte napapéver o GvBpwnog-kAeidi: apxika
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apveivan aAAG otn ouvéxeia, evoxAnuévog and tov Kako-
nAnpwtn Comiskey, déxerar. H opdba twv ouvopotmy
oxnuatiCevar nAéov oprotika: Eddie, Swede, Gandil, Hap
Felsch, “Lefty” Williams, Fred McMullin ka1 “Shoeless”
Joe. O Buck, avuifétwe, apveitar. O oxohaotég Ring
Lardner kan Hugh Fullerton avakaAirtouv 6t éxouv
prer urepBoAikd moAAG otoipata katd twv White Sox.
Anogaoitouy va eAéyxouv Eexwpiotd tn dpdon ovo Grio-
reo nagvibn. ‘Exer Eexaivijoer vo TTaykéopio ITpwtaOAn-
pa: n eubovn tng npong fag négrer otov Eddie. Zvov
beutepo xapévo ay@va peyaddver i éviaon 0to eowte-
PIKG NG opaGdag, ev péper Aoym TtV EVIIHGV MAaIKTOY,
ev péper Aoyw tou miporrovntr, 0 omoiog uroyiddetan tny
andun ko ewvonoiei tov 1okt Or mouAnuévor mai-
ke eéakolouBolv va unv naipvouy olGte dpaxun and
ug anolaBég toug. O tpitog aydvag, xGpn oto veapd
naiken Dickie Kerr, onpatodovei tn vikn yia toug Sox.
O 600 enduevol, 6pwe, eivar xapévol, eved o Ring toug
kdver va kataddpouv 6u E€per v oupPaiver. Lro éxto
navid emotpégouv oTn vikn yia va unv anokAeiotouly,
aAAG dSnoupyoulv nipoPAfjpata ota otoixfpata, Mou aTo
peradl £xouv avaoteiler tig mAnpwuég. T auté to Adyo,
moAloi ané toug maikteg @rAotipolvtal, Vik@vag £tol
ko 1o €B6opo maxvibi. Tnv mapapovi} tou teAeutaiou
ayava, 6pwe, n aAducida twv anatedvov dpaoctnpionor-
efvan §ava, aneiddvrag épupeoa tn yuvaika tou “Lefty”, n
onoia ouvelopéper otny fjrva tng opddag, X’ auté to on-
peio, ouykpivoviag Tig onueimoelg toug, o Ring ka1 o
Hugh Ppiokovrar oe Béon va Eexwpioouv toug SiepOap-
Hévoug naikteg — and Tig £PEUVEC TOUG YEVVIETAN Wia OE1-
pa ané GpBpa-kavayyedieg. O Comiskey, pali pe GAAoug
iboktiteg tou npwrabAfpatog, dnuioupyei pia eowte-
pixr} emeponny. O apxnyég tng, o dikaotrg Landis, oto-
xever oto va «kabapioer to pnéi{unod». O enté vmo-
o, kuvnynuévor ané vov Tono, unootnpiovear ané
wa opdba Siknydpwv minpwpévng (av kar 6x1 enionua)
ané vov okt kar unoypdgouv djdwon evoxrie. H
bobikaoia Eexiva, aAAG o1 «opoloyiee» efagavilovua,
pnopei ané o xépr vou Comiskey 1 kdnoou peydlou
and vov KUKAO TV otoixnudrwy - 1 etupnyopia yia
woug naikteg eival aBwwukn. O dikaotig Landis ano-
@aoilel, @ot600, va toug anofdAAer ané to ouAloyo. To
1925, 0’ éva enapxioké npwtdBAnpa unéilunod, kanoion
Beaég avayvawpilouv tov “Shoeless” Joe Jackson, aA\G
o Buck Weaver, eniong napdv, vo apveitar: «Xav autév
unnpxe povo évagr. Oh tithor tédoug mAnpogopoiv 6t
wavevag and toug oku® White Sox nou daypdgnkav
bev énate noté Eavé oy np@n kawnyopia.

Chicago, 1919. Charles Comiskey, owner of the White
Sox, is giving a press conference at the baseball stadium.
At the same time, two bookies - Billy Maharg and Bill
Burns - are discussing how prone the players might be
to corruption. The key-figures are Chick Gandil, the leg-
endary “Shoeless” Joe Jackson, Buck Weaver and pitcher
Eddie Cicotte. The team’s coach is former player “Kid”
Gleason. That evening, the team is out celebrating its vie-
tory. Sullivan, head of Boston’s betting ring, approaches
Gandil and suggests to him that the team throw the
World Series that are coming up. Gandil and his friend
Swede Risberg also get in touch with Maharg and Burns
and decide to persuade their teammates to intentionally
lose games. At first, Eddie Cicotte refuses, but then, dis-
pleased at Comiskey failure to pay their salaries, he ac-
cepts. The group of conspirators is finalized: Eddie,
Swede, Gandil, Hap Felsch, “Lefty” Williams, Fred
McMullin and “Shoeless” Joe. Buck refuses to take part.
Sports commentators Ring Lardner and Hugh Fullerton
find out that there is excessive betting against the White
Sox. They decide to investigate. The World Series has be-
gun. The responsibility for the first defeat falls on Eddie.
During the second losing game, the tension within the
team grows, in part due to the honest players, in part due
to the coach who suspects fraud and informs the owner.
The players are still not being paid. Thanks to young
Dickie Kerr, the Sox win their next game. But they lose
the two next games and Ring makes them know he’s on-
to them. They win the sixth game so as to stay in the se-
ries, but there’s a problem with the bookies who have
stopped payments. Thus, many of the players are
shamed into winning the seventh game. At this point,
Ring and Hugh can tell who the corrupt players were.
Their research produces a series of accusatory articles.
Together with the other team owners, Comiskey forms
an internal committee. Its head, Judge Landis, aims to
“clean up baseball”. The seven suspects, hounded by the
Press, are being defended by a group of lawyers on the
payroll (though not officially) of the owner. They have
their clients sign an admission of guilt. The process be-
gins, but the “confessions” have disappeared, perhaps by
the hand of Comiskey or some other bigwig in the gam-
bling ring. The players are declared innocent. But Judge
Landis decides to suspend them for life. In 1925, in a lo-
cal baseball championship, some of the spectators reec-
ognize “Shoeless” Joe Jackson, but Buck Weaver, who is
also present, denies it: “He was one of a kind.” The end
credits tell us that none of the eight White Sox who were
suspended ever played again for the Major League.
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H andAeia tng apepikavikre,
aBwdTnrag

tou Aoukd Katoika

Ymp€e moté mpaypauikd abda n Apepikh; O John
Sayles moteter nog val. Xuig apxég tou 200u aidva, 1)
X®pa épotade Aiyo pe to pikp6 ayép mou pag unodéxe-
T 0To MP®To KibAag mAdvo tng taviag. Aiévue Eévoia-
otn Wa yonteutika apedn epnPeia. Ta 16eddn tng frav
HikpoaotikG aAAG ka1 EexdBapa | évav mapriyopo tpd-
no. Ta 6vepd tng @avralav mpooyeiwpéva, peaioTika.
O1 ouykiviioeig tng mapépevay Aitég kai Aaikée, 6rwg n
ndovij mou avrAovoe kaveig téte and Tnv mapakoAoubn-
on evog xoptaotikolU ay®va préiumod. O Rpwée tng
frav amdoi, kaBnuepivoi GvBpwriol, 6uoio1 pe toug nai-
Kteg tng ayarmuévng tng opddac. Kar to @idabAo mveu-
Ha apkoUoe va evoel toug navieg kGtw and tny idia
evBouo®on oumpéAa.

Yva 1919, 6mou to uréiGunod anmotelovoe to SnUoPIAE-
otepo mavidr twv HITA, o1 White Sox tou Zikdyo fjtav
o1 anéAutor OprapPeutéq twv yniédwv. Movonwlotoay
10 evdiagépov twv amavraxou omaddv tou abBArjpatog,
yéuidav aoQuUKTIKG He KOOUO TG Kepkideg o kGBe ayd-
va toug Kal evoipGloviay va kepdioouv pe OXETIKI| eu-
koMia to mayk6opio kumeAo. MéAn tng epyatikig taéng
01 ep10o6Tepol, eAGX10Ta Kal umoTun®d®G HOPPOUEVOT
OTNV MPAYMATIKOTNTA Kal Ye HOVadIKN) apetry Ttoug Tig
abAnukég toug defibtnteg, o1 Gvipeg tng dnuogidoig
opdbag mpoonaBovoav va e€aopalicouy evaywving ta
npog to {nv, agiepdvovrag Yuxr kai o@pa otnv kabe
toug ep@avion. Mévo mou, odokAnpwtikd eaptdpevor
and évav KapooKO6Io 1510K T TN, UTTOXPEDVOVTAVY Va 1o-
PEUTOUV HE Ta HOVIHWG meVIXpG XpHKata 1mou toug £6ive
@G apoiPn).

Experaleuépevor tn duoapéokeia kan tnv andyvwor
woug, éva ouvdikGro tloyadépwv mAnoidler toug mai-
Kteg yia va toug neioer va Eemoudfjoouy tnv mo kabopi-
ouk ayoviotiklj oe{dv oto evepynuiké toug. Aviiker-
Hevikég 0ToX0g TV anate@vay, va kapnwbouv and ta
owmpéva ovoiyrjpata. Kdnwg évor kan évavn deleaotr-
KOU OIKOVOUIKOU avuitipou, okt® péAn twv White Sox
npox@pnoav oto va Eemoulijoouv to nMpwtdBAnua tou
1919, obnydvrag yia kaipd oAékAnpo to ay@viopa otnv
avunoAnyia ka1 Aepdvovrag pia kai kaAr to npéowno
wu euyevolg, enayyeApauikou aBAnuiopol. Méhig to
oxdvbalo tou xpnuatiopol toug avadifnke otny em-
@aveia, 0 nperayoviotég tng OAiBeprig autrg e§ayopdg

John Sayles

Sikdotnkav padi pe tpeig akéun cupnaikieg toug Kal
katéAn&av va efopiotoiv Hia mavide ané ta ayarmuéva
toug yrineda. H tpayikn epwveio; Lxedov kaveiq and
TOUG OUMHETEXOVTEG 0TIV Opyavwuévn andun dev katd-
(epe va maper moté ta Xpripata nou tou unooxédnkav.
«PuoikG ka1 wa tawvia 6nwe to Eight Men Out dev
enpokeIto noté va yvwpioer epnopiki emtuyia éw and
ta oUvopa tng XMpag tner, onueiove moAl cwotd kpro-
Kfj tng enoxng, Aiyo kaipé agbdrou to @idp tou John
Sayles kukAogopotoe otig aiBouvoee. «Eneibry bev npé-
Keral yia pia dSnuioupyia pe Oépa to unéiunol nou va
oepPiper to abAnuik6 mepiexouevé tng oe nepreiAiypa
POMAVTIKIG Kwuwdiag, olte eikovoypagei £va yepdto
{eotacid oevdpio gpavraoiag, olte ouvtdooe! pia delea-
ouikn} froypagia otnv onoia wia xoUgra anéBAntor ano-
Seiviovtal 1kavoi va npaypatornomoouy éva Batpa, oG-
e Kivnuatoypagei €éva avipiké ouyKiviuiké otépi.
Oubénote, evrovroig, Ba anaoyolovoe tov Sayles wa
anr, oupBatikn tavia pe Bépa tng to préiurmol...»
To Eight Men Out &ev eival, oAl owotd, wia tumkn én-
Hioupyia tou eidoue. lowg autdg va eival kal 0 ouoaoT-
K6¢ Adyog yia tov oroio o oknvoBétng npoonabei kad’
6An tnv &iGpked tng va unv anoéevaoer and tn Sphon
omolovonmote Beatr] dev tuxaiver va eivar e§oikerwpévoc
pe tn pebodoloyia ka toug kavéveg tou aBAfjpatog mou
emkaleitar n mAok1). To Eight Men Out unopei va nai-
Ze1 kpuptoUh miow and tny npdpaoct evig kabapdarpou
aBAnuikoU @iAy, fj va extudicoetal katd peyalo tou pé-
pog 0’ évav ouykekpIpévo Kar auotnpd oprobetnuévo ui-
KpOKoopo 6mwg eivan to yinedo. Onwg oupPaiver pe kG-
Be dnwoupyia tou John Sayles, wotéoo, étor k1 ebd
auto mou avuikpifoupe katd Pabog eivan pia avBpdmvn
10topia, tormoBetnuévn 6pwe o’ évav eupltepo KoV
KO Kappa.

To @i\p xpnowonoei wg agetnpia to xpovikd evig
abAnuikol okavdbalou mou ouykAdvioe tnv emoyr tou.
Aieupuivetal, @ot600, MOAU ypriyopa oe wia aAnyopia,
andfl aAA\d@ ouolaotikl: endve ota dveipa, g yeudar
oBnoeig kar tig Xipapeg piag Apepikig mou etopaldrav
oTig apx€g Tou a@va va anwléoer oprotika tny abwotn-
té g Me tov Siakprukd ko xaunAé@wvo tpdno pe tov
omnoio katdpBwoe pe ta xpévia va petatpéyel oe ofpa
kavateBév tou, o Sayles BAiBetar yia tov opiotiké apavi-
opb tou Apepikavikou fipwa. H wawvia tou eivar wa pe-
Aayxohikrj eAeyeia. MiAG yia toaxiopéva dveipa kan payw
ouévoug avBpanoug. H peydAn tng aperr) dev fpioxetar
£VIouToIg ot ouvaofnuatikG gopuiopévn wtopia mou
BaAOnke va apnynBei. Bpioketar oty andétnra pe wy
onoia Sialéyer va to Kaver
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The Loss of American Innocence
by Loukas Katsikas

Was there ever a truly innocent America? John Sayles
believes there was, In the early 20th century, the coun-
try was not unlike the young boy we see in the film’'s
opening shot - in its carefree and attractively naive ado-
lescence. America’s ideals were petit-bourgeois, but they
were also unambiguous in a comforting way. Its dreams
seemed down-to-earth and realistic, its thrills were still
simple and wide-spread, like the pleasure one could get
{rom watching a game of baseball. Its heroes were sim-
ple, everyday people, just like the players of their fa-
vorite team, and the love of the sport was enough to
bring a whole country together under the same banner.
In 1919, a time when baseball was the most popular sport
in the US, the Chicago White Sox were reigning
supreme. They claimed the undivided attention of all
baseball fans, filled to the gills each stadium they played
in, and were about to win the World Series Cup with rel-
ative ease. The team’s members were mostly working
class fellows, uneducated or of very limited education,
whose only bankable quality was their skill, and who gave
their team body and soul in every appearance, trying to
make a living. However, they were totally dependent on
an exploitative employer who paid them pittance for
their work.

Taking advantage of the players’ discontent and despair,
a syndicate of gamblers approached them in order to
convince them to rig the most crucial game of the sea-
son so that they, the gamblers, would claim the winnings
of the rigged bets. It was on this understanding that 8 of
the White Sox agreed to “sell” the 1919 Championship
for an enticing fee, bringing the entire sport into infamy
and forever tarnishing the image of professional sport.
As soon as the scandal broke out, the players involved
along with three other team members were tried and are
banned from ever playing again. The tragic irony was
that none of the culprits ever got the money they were
promised.

“Of course, a film like Eight Men Out was never going to
be a commercial success outside its country’s borders,”
the critics of the time very correctly noted after the
film’s release, “because it's not a baseball movie that
serves its contents wrapped up in the guise of a roman-
tic comedy, or a warm, soothing tale of the imagination,
neither is it an alluring biography in which a handful of
rejects prove to be competent in producing a miracle,

nor is it a sentimental male story. In any case, John
Sayles would never be interested in a simple, conven-
tional film about baseball.”

It is a fact that Eight Men Out is not representative of
the genre. This may be the very reason why Sayles tries,
throughout the film, to avoid alienating the uninitiated,
i.e. any viewer who may not be familiar with the rules of
the sport. Eight Men Out plays a game of hide-and-seek
within the conventions of a sports movie, and takes
place to a large extent within the strict confines of the
microcosm which is the baseball field. However, as is the
case in all of Sayles’s work, the heart of the film is a hu-
man story, set within a greater social context. The film’s
starting point is the re-telling of a sports scandal that
shook the world in its time. Soon, however, it becomes
an allegory, simple but substantial, for the dreams, illu-
sions and delusions of a country that was about to lose
its innocence once and for all. In the discreet and unas-
suming way that has, over the years, become his trade-
mark, Sayles expresses his sorrow for the country’s loss
of the American hero. His film is a melancholy elegy that
deals with shattered dreams and broken-down human
beings. Its greatest quality, however, is not its emotion-
ally charged story, but the simplicity with which it
chooses to tell it.

Translated into English by Hector Apostolopoulos
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CITY OF HOPE

HITA / USA 1991

IxnvoBeoia / Direction: John Sayles

Levipio / Screenplay: John Sayles

Owroypagia / Cinematography: Robert Richardson

Movowai / Music: Mason Daring

IxeSaopéc Napaywyric / Production Designer: Dan Bishop, Dianna
Freas

EvBuparoloyia / Costume Designer: John A. Dunn

Mowra{ / Editing: John Sayles

HBononoi / Cast: Vintent Spano (Nick Rinaldi), Joe Morton
(Wynn), Tony Lo Bianco (Joe Rinaldi), Barbara Williams
(Angela), Angela Bassett (Reesha), David Strathairn
(Asteroid), John Sayles (Carl), Gina Gershon (Laurie
Rinaldi), Chris Cooper (Riggs), Jace Alexander (Bobby),
Tom Wright (Malik), Maggie Renzi (Connie), Marianne
Leone (Joann), Louis Zorich (Afjpapxog / Mayor Baci),
Kevin Tighe (Aotuvépog / Policeman O’Brien), Michael

John Sayles

Mantell (Zimmer), Barbara Williams (Angela), Ray
Aranha (Errol), Jojo Smollett (Desmond), Edward Jay
Townsend Jr. (Tito), Bill Raymond (Les), Miriam Colon
(Mrs. Ramirez), Mason Daring (Peter)
Napaywyoi / Producers: Sarah Green, Maggie Renzi
Napaywyi / Production: Esperanza Films, The Samuel Golwyn Co
Midpxesa / Length: 129° "Eyxpwun / Color

BpaPeia / Awards: Independent Spirit Award for Best
Supporting Male (David Strathairn), Kansas City of Film
Critics Circle Award for Best Screenplay (John Sayles),
Grand Prix - Tokyo International Film Festival (John
Sayles), Political Film Society Democracy Award

Hudson, Niou Tlépoet, npdtn pépa. O veapdg Nick agry
ver tn doulerd tou otny oikodopr) tou natépa tou, epyo-
AdBou Joe Rinaldi. Mali pe toug @iloug tou Bobby xa
Zip, nmyaiver ovo ykapdd tou Carl, o onoiog oxedidder wn
Anoteia evoe kataotipatog nAextpovikav. O Bobby xi
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Oihpoypomin

o Zip BéAouv va oupnepiddBouv kai tov Nick, aAAé o Carl
opveital. Tautdxpova, o palpog dnuotikée oupBoulog
Wynn npoonaBei va neioer katoikoug tng nepipépeirde
tou (tov unetBuvo tou kovotikoU kévipou Levonne xan
vov povooulpdvo Malik) va ouppetdoyouv otn olokewn
voue, O Malik, onpwypévog ané tn yuvaika tou Reesha,
maver bouleid otov kKouviabo Tou, We VuxXTtoQUAAKaAg 0to
payali nAextpovik@v tou “Mad” Anthony. X’ éva yeiupa
pe tov BonBé dnudoro katfyopo, HGo emyepnuatieg
banpaypoatetoveal ty Gueorn ekkévworn Hag gTwyo-
yeiwoviae g nepipépeiag, yia va dSnuioupynfei xopog
yio éva owiotiké ouykpérnua. ‘Evor dSnuioupyeitar pia
aAuoiba méoewy, and tov Pondé otov SiegBapuévo o1\
popxo Baci, ané tov Baci otov ouvepydrn tou Pauly
Rinaldi ka1 ané outév otov abedgéd tou, Joe, tov 1610-
K wou oobopnparog. Yy Sidpkeia piag yopuig
owo oniu wwv Rinaldi, o Nick npoonaBei va e§nynoe: ta
Kivijipa tou otov natépa tou, aAAd paddvouv. Anogaoi-
Cer va naper pépog otn Anoteia mou wou mpdrewvav o
Bobby ka1 0 Zip, agol npdra woug ouvobelter o’ éva

unap 6mou naiCouv povoikr. Exel yvwpider tnv Angela
Sabino, wa yuvaika Aéyo peyoditepn and tov ido, nou
tov yonteter apéowe, IMapdAnda, o bnuotikée obufou-
Aog Wynn, eykatadeippévog and wnoopdpoue kar ouve-
6éApoug, bev katagpépver va nepdoer éva oxébo yia tny
avaniaon tou dnuéoiou oxoAeiou. Zin padpn yertovid,
600 ayopdkia, o Tito ka1 0 Desmond, unékeviar oe ko-
Kopetayeipion xwpig Aéyo ané tnv aotuvopia - Aiyo pe-
14, emtiBevian o’ évav Aeuk6 nou kaver tbykivyk o’ éva
KovuIvo nidpko kar ouMappavovear. H khonf oto payadi
tou “Mad” Anthony otapatd Aoyw tng napepforric tou
véou @UAaka: o Nick to okdel, o Bobby ka1 o Zip oul
Aappavovrar. O Tito ka o Desmond &inyolviar otov
aotuvopiké 6t xtunmoav tov Aeukd (tov Les, évav ko-
Onynti navemotnuiou) enedr| toug nAnoicoe pe epwir
k6 okond. O Levonne, mou nepva ané exei, toug motes-
g1 ka1 waxver va Pper diknyépo. O Nick, oe @uyi,
ouvavta tnv Angela — avakaAimter étor 611, extog and
tn douleid tng, mapakodouBei pabrpata oto navemotr-
M0, £x€1 évav onaoTiké yio Ki évav npodnv ouduyo aotu-
vouikd, tov Michael Rizzo.

Aettepn puépa. E§anddvetal notopia tng enibeong katd
tou Les, o omoiog mpémer va avoipetwnioer g
avuidpdoeig twv ouvadbéAdpav tou. O Wynn unéoxetm
otn pavpn kovétnta wa dikam épeuva. O @idédoog
vietéktip O’Brien avakalimtel, péow tou Carl,
oupperoxry tou Nick otn Anoteia — popdleran tnyv
nAnpogopia pe Tov Katiyopo, o onoiog tn xpnoponoei
yia va aokrfoel mieon oto S/{Hapxo, o onoiog oTapatd Tig
epyaoieg otnv oikodoun tou Joe Rinaldi kai, péow tou
Pauly, tou npoteiver pia oup@via: tnv eAevBepia tou
Nick pe avidMaypa va oupgwvioer o Joe otnv
Kataotpo@r} Tou YKETO Kal tnyv undéoxeorn va noulnoel
apéowg tn yn. O Joe {nta avemruymg tn Bonbeia evég
ané toug xpnuatodorteq tou, tou pagidélou Kerrigan.
Yrnoxpedverm va dextei 61 o Carl kan évag ané toug
¢umotoug tou Ba Balouv pwtid ot SiGpkeia tng viytag,
H aotuvopia npoonabei va exkevooer to ykéto, 6mou
Couv 0 Desmond kan i) untépa tou Jeanette. O Wynn pwild
HE To aybpy, to omoio emPefadver tn Sikn tou exdoyr:
mo petd eopoloyeitar otn yuvaika tou tig apgifolieg
tou yia tnv aBwétnta twv Hto ayopidv kar Tig méoeig
nou déxetm ané tny kowdenra. O Nick Eavaouvaved tny
Angela: 01 uokolieg tng {whg tng dev @aivovia va tov
tpopdlouy, alAd va tov yontetouv. Tautéxpova n ewtid
oto ykéro npokalei to Bdvaro piag xonélag xar tou
HWPOoU NG,

Tpitn pépa. Ooo 0 Wynn ke 01 ouvepyateg tou aoxolou-
VIQl e TIG 0IKOYEVEIEG TTOU EPeIvav Xwpig onitl, i aotu-



vouia wayver emonuwg tov Nick yia tnv klorn. Ané tn
oulfitnor| tou pe to Srjpapyo, o Joe karaaPaiver 6t o
Nick ka1 01 @idor tou Ba anaAdayouv ané tig katnyopiec.
O Wynn {nta ta pdta evog patpou mpony Snudpyou piac,
KovTiviig moAng, o oroiog tov oupBouldeler va uniepaorri-
oe1 toug ynpopbépoug tou. I'’" autd kan neiber to Les va
avranod®oel tig katnyopieg ata 6Uo ayépia, wia nmou
motever g Aéer tnv aAfbeia. Apy6tepa, oe pia ouva-
vinon ot yertovid tou Tito kan tou Desmond, n) 6pdon
tou Wynn extipduar ané 6Aoug kan Egkiva wia mopeia mou
kataAfiyer oto Swuduio 6rou o Baci culAéyer éo0ba yia
tnv enépevn exAoyikn kapndvia. O Desmond, meopévog,
ané tn pntépa tou, mapadéxetal 6t eime wépata kar {nrd
ouyyvaun ané tov Les (1B iwtikd). O Nick avakaAireer 6t
o Carl piAnoe pe tnv aotuvopia: otn oUykpouon peta&l
twv 600 toug epmAéketar kai o adep@dg tou Nick, o Tony,
vekpbg otov méAepo ka1 fipwag, aAAd yia tov Carl urniev-
Buvog yia éva autokivntiké Suotixnua mou poptmOnke
ekeivog, Ztn ouvéxeia, tov Nick mAnoiader o Rizzo, o omoi-
og tov aneilef kar tou emtiBevar O matépag tou tov Ppi-
OKe1 Kpuppévo otny kAeiotr oikodourn. O1 Suo toug pép-
povral tig aduvapieg toug ka1 o Joe mapadéxetal mwg
nieoe to vekpd Tou Y10 va otpateutei yia v armo@uyer tn
@ulakn. O Nick 6pwe eivar Bapid mAnyopévog: o Joe
@wvale yia foribeia, aAAd o pévog rmou tov akover eivai
évag ox1{oppevrig Goteyog.

Hudson, New Jersey, day one. Young Nick quits the con-
tractor’s job provided by his father, Joe Rinaldi.
Together with his friends, Bobby and Zip, he goes to
Carl’s garage. Carl plans to have Bobby and Zip rob an
electronics store. Bobby and Zip want to include Nick,
but Carl refuses. At the same time, black town councilor
Wynn is trying to convince a couple of his constituents
(Levonne, who's in charge of the community center and
the Moslem Malik) to participate in that day’s meeting.
Pressed by his wife, Reesha, Malik gets a job as a night
guard at his brother-in-law “Mad” Anthony’s electronics
store. Over lunch with the Assistant District Attorney,
two businessmen are negotiating the immediate evacua-
tion of a local ghetto to make way for a residential com-
plex. Thus, a chain of pressure is created, starting with
the Assistant D.A. who pressures corrupt Mayor Baci,
who in turn pressures his colleague Pauly Rinaldi, who
pressures his brother Joe, who’s the owner of the build-
ing. During a celebration at the Rinaldi home, Nick tries
to explain his motives to his father but they end up ar-
guing. Nick decides to participate in the robbery pro-
posed by Bobby and Zip. But first he goes with them to

John Sayles

a music bar. There he meets Angela Sabino, a woman
slightly older than him, and is instantly smitten
Meanwhile, city councilor Wynn, abandoned by his con-
stituents and colleagues, fails to pass a plan for the re-
furbishing of the public school. In the black neighbor-
hood, two little boys, Tito and Desmond, are harassed
for no reason by the police - shortly after that, they at-
tack a white man who's jogging in a nearby park and get
themselves arrested. The robbery at “Mad” Anthony’s
store is interrupted by the new night guard: Nick gets
away but Bobby and Zip are arrested. Tito and Desmond
tell the police officer that they attacked the white man
(Les, a college professor) because he made sexual ad-
vances to them. Levonne, who happens to be passing by,
believes them and tries to find them a lawyer. On the
run, Nick meets Angela and learns from her that, besides
working, she's attending college, has a spastic son and an
ex-husband, Michael Rizzo, who's a cop.
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Day two. Everyone's talking about the attack on Les,
who now has to deal with the reactions of his colleagues.
Wynn promises the black community a fair investiga-
tion. The ambitious detective O'Brien learns, from Carl,
that Nick took part in the robbery. He passes on the in-
formation to the Assistant D.A. who uses it to pressure
the Mayor, who in turn puts a stop on the work at Joe
Rinaldi’s construction site and, through Pauly, offers
him a deal: Nick’s freedom in return for Joe agreeing to
the tearing down of the ghetto and the immediate sale
of the land. Joe asks for but does not receive help from
one of his backers, a Mafioso called Kerrigan. He is
forced to agree to Carl and one of his men setting fire
to the ghetto during the night. The police try to evacu-
ate the ghetto where Desmond and his mother Jeanette
live. Wynn talks with one of the two boys that attacked
Les. The boy sticks with his story. Later on, talking with
his wife, Wynn expresses his doubts about the inno-
cence of the two boys and tells her about the pressure
he’s under from the community. Nick meets Angela
again: her life’s difficulties don’t seem to scare but
rather to enthrall him. Meanwhile, the fire kills a young
mother and her baby.

Day three. While Wynn and his colleagues see to the fam-
ilies that have been left homeless, the police are official-
ly after Nick for burglary. Talking with the Mayor, Joe
infers that the charges against Nick and his friends will
be dropped. Wynn turns for help to the black former
mayor of a neighboring town who advises him to defend
his constituents. He therefore persuades Les to press
charges against the boys himself, believing that Les is
telling the truth. Later on, Tito and Desmond meet in
the neighborhood. Wynn's action is assessed by every-
one and a march begins that ends up in a room where
Mayor Baci is collecting funds for his next campaign.
Desmond’s mother forces him to admit that he lied and
privately apologizes to Les. Nick finds out that Carl
talked to the police. During their argument, the name of
Tony is brought up. This was Nick’s brother, a hero who
died in the war, but whom Carl considers responsible
for a car crash that he was blamed for. Nick is ap-
proached by Rizzo. The two men fight. Nick’s father
finds him hiding in the closed construction site. The two
of them blame themselves for their weaknesses and Joe
admits that he urged Tony to join the army to avoid jail.
But Nick is gravely injured: Joe calls out for help but the
only person that hears him is a schizophrenic homeless
man.

Y@aivovtag tov 1016 tou Goten,

g “EAevag Xpnotonotvlouv

"Eva ané ta napdbofa - kar mo afloonueiowta - oroeio

otov otpateupévo Kivipatoypdeo tou John Sayles eiven
6u bev aviiker oe kaGnowa ouykekpipévn nopdran. O
ib10g 0 Sayles paiveral va unokiveftar 6x1 ané apooiovorn
o’ éva otpaténedo, aAAG ané tnv avdykn va gwoxwphioe!
oe 6Aa ka1 va kataokonevoer uebodikd ko unopovetikd
npokeluévou va katavorioer tov kabnuepvé nélepo
otnv wuxh ko to nepiBdAlov twv oupnoArtdy tou. Av o
avBpwriog eivar moAitiké ov, téte o Sayles Ppioketa oto
nmAeupd Tou Kal mapatnpei to nog 6Aeq 01 expphoeic,
ano@Aaoeig Kal KIvijoeIg tou, and Tig mo anapathipnes
¢ g mo kpauyaAéeg, kabopifouv ouverbnua f un to
moAItiké tou mo1dy, Kal Katd ouvéneia, enmnpedlouy Ko-
TaAuTIKG Tov epiyupd tou.

“Eva emnAéov a€l00aipaoto xapaktnpiotiké tou Apepr

Kavou eival 1) IKavotntd tou va ugpaivel, ue gavouevika
eUKoAo tpbro, moAuGpiBuoug xapaktrpes ka1 Tig Moiki-
Aeg, Hrapopetikég 10topieg toug, o' évav yepd, moAudié-
otato 1016. lowg moubevd alol otn @idpoypagio tou
bev eivar mo eupavig autr n @iA6dofn taktiki an’ 6,01
oto City of Hope. ITapé tnv nAnfdpa xapaxtipwv kai
urio-mAoka@V, kabéva otéketa eudidkprra ko eunmpe-
el tov H1k6 tou, Eexwpiotd okoné o' éva tehiké opoio-
yevég ouvolo.

Ané tn pia, o Nick pe tnv enavdotaor) tou napouoiade-
tal, pe Hagopd otnboug, WG 0 KEVIPIKOG Xapaxthipag oe
Hia tawvia 6mou 6Ao1 mpwraywviotolv ot S1kh toug
{on kar a&iCouv v Eexwpioth toug npofolr. Ané tnv
GAAn, to agnynuatiké yeyovog mou mupodotei tnv alu-
oiba ener0odinv kar npofAnuatiopdy g taviag eivar n
emkeipevn katedd@ion piag epyauikfg katoikiag, otn
Béon tng onoiag Ba oikobounbei éva véo ouykpétnua
noAukatoiki@y, efunnpetdviag €10l ta oup@épovia
noA\@v, abéatwv f un, meupav. O Sayles pureier edod
évav onépo, tov onoio Ba kaA\iepynoe! BepotikGg pe pe-
yalutepn evbeléxeia éviexka xpévia petd, pe wo
Sunshine State (HAi6Aouvotn noArceia). Lo City of Hope
aflonoiei toug oupPolikolc ouvelppole tng Kateddgr
ong ya va dnuoupyfoer aviBéoeig o kloviopds twv
nalidv Bepeliov ka1 01 uNoox£oeig twv vEéwv aveyépoe-
@v, N mapddoarn Kal 0 eKOUYXPOVIOUOE, 1) OTACIUGTNTe-
ao@aleia mou eyyuaveal o1 pideg kar ) eAeubepio-kivbu-
VOG TIOU TIPOOPEPE! 1) anodEOHUEUOT), O PATOIOHOE TWV
AEUK@V KaI 1) TPOKATAANYI TV Haupwy, 1) 1deoloyia kai
o peahopde. To Eepilwpa autd ng eotiog, twv avlpe-
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nov, v 16avikdy, tng abBwoétntag (aképa kar ta nadid
Katéxouv —kAnpovopunuévo— pepidio euBivne otov Ki-
kAo urokpioiag kar paptupoulv to Sucoiwvo, Gueco péN-
Aov), tpéper tnv avaopdlela ka1 Siawviler tnv adikia.
Onwg avagéper évag aoTtuvopikeg otny tavia, «Av dev
priopeig va mpokaAéoeiq to oeBaoud, oupfiBalecar pe
10 P6Bo» - éva ouvaioBnua kupiapxo otnv atpdogaipa
tou Hudson City 6rmou extulioogtan n) 10topia ka1 gave-
pa mpoepx6pevo and tnv avnouxia mou diakatéxer tov
i610 Tov Sayles yia tov K6opo YUpw TOU.

O xepiouég téroiwv ka1 Towv {nenudtwy kar xapa-
Kujpwv mpaypatdvetal ané tov Sayles oevapiakd kai,
16iwg, oknvoBetikG pe pwia exnmAnkuikn eveliéia. «Ma éva
peyGlo pépog tng taiviag, n aeikivitn petatémon tou
onueiou eatiaong, po1Gder va tnv emPapuver. ANG Gtav
n kGuepa otapatd t6oo dote duo xapakthipeg va Ppe-
Bolv anévavul o évag pe tov GANo, avadeikvietal o H16-
Aoyog ka1 n ouvaioOnuatikf ouvdptnon-oxéon»
(Variety). ©Oupilovtag tig Kivijoeig tou Robert Altman, o
Sayles apxikd eliooetar oav ailoupoeidéq pe elpubua
Ka1 peuotd, pakpookedrj tpdPeMivyk otoug Spbpoug Kai
g yoviég tou Hudson City, xpnoponoidvrag tnv ké-
Hepa oav Sixtu, wapevovrag —oav ané oupmtwon Oap-
peic- tig anapaftnuee mAnpogopiee. H xopoypagia twv
nBormoidv ato xMdpo eival oxed6v peAwdIKN — Toug ouva-
vudg ka1 toug amoxaipetdg Aeq kar mé@reig tuxaia ndvm
ToUg 010 SpGHO, 0TO AOTUVOMIKG THAKA 1) To Snuapxeio.
O Sayles yvwpiCel, emmAéov, akpifdg mou kar néte va
BdAer onpeia ovtifng — otapatd ya va umopéoouy o1 xa-
PAKTNPEG va avanveloouv Kal toug k6Per 6mote Kivou-
veuouy va yeipouv nipog tny enavaAnyn. H aeivnen au-
) peratémon 6x1 amAd Sev emPapuver telikd tnv
tawvia, aAAG Tng MPOOPEPET MIa avekTiuntn apeadtnta
OnWG Kal Pia 01Ke1GTNTa Mou anonvéouv 01 XapaKTipeg,
Aeg ka1 toug mapaxolouBeic xpévia otnv ayarnmuévn cou
tnAeonuikn oe1pd.

TéMog, o tithog, kabautde, tng taviag ouvdader pe to ne-
prexopevo tng kai tn ouvowier pe povadiké tpémo. H er-
pwveia vou City of Hope eival epgavrie, aA\d 6x1 anéAu-
. Kabe vépiopa éxer o Oweig, aAG eneidn
e@antoveal mAden pe mAden, madetouv Siapk@eg va ou-
vavinBoiv ka1 va oupnAnpadoouy n pia tnv GAAn. Or @i-
Aor tou kapp@vouy to Nick, exefvog npodider tnv ago-
oiwon tng adeppriq tou. O natépag tou «movhiétam,
al\éG to kdver yia va 0oel To Y10 Tou, oTnV Katdotaon
tou onofou €xer ouvero@éper Eupeca alAG pilika. O bn-
Houk6g oupPoulog teAikG unokunter otig méoei, aAAG
1o Kavagépver pe tpéno nou va Saopaliler kar ty uné-
Anyn ko v auto-extipnof tou. Tinota dev eivan

John Sayles

Gompo-palpo, tinota dev aviker o’ éva pévo otpatdme-
60, yiati n uévn petaPAnen mou éxer onpacia eivar i av-
Opdmvn yuxoouvbeon — exef mou to Eivar exnAfjooe
ka1 aipvibiader Srapkde to Paivecbar. TV auté kar o
Sayles kataypGeer ka1 katadeikviel, al\d noté dev aro-
yontevetal apketd @ote va nopaddoer ta énia. «Aev
€xe1 onuaoia mov Ba kortd&er o° autrv tny néAn, yati Oa
Bper mavrol v ida appdotia k1 andnotia. Yrovoei
nwg dev xpeialeta £va oxéd10 yia va opyavmoe! to Ko-
tnyopntipié tou, Ppioketar andG exef yia va to e ka-
vefg» (Roger Ebert). Tha tov Sayles, n npoboaia, n 61a-
@Bopd ka1 n abikia eivar bebopéva, 6nwe eivar Guwe K
anévavti toug —1j otny mAdtn toug- n aAAnAeyyun, n av-
Bpwma kai n eArriba. Kai, ak6pa k1 av to ouykloviotikéd
@vale epnepikAeier 6An tn OAyn kar tov Kuviopd tou,
o1 teAeutaieg tou e1kGveg nalevouv pe vixia kal pe 66-
vuia va avuiotaBoiv, apBpdvovrag Tty emtaktikn, ona-
PAKTIKT Kpauyr] tou mou kalei yia Borifeia.

Weaving the Urban Web

by Elena Christopoulou

One of the paradoxical — and most noteworthy - traits
of John Sayles’s militant cinema is that it doesn’t belong
to any particular faction. Sayles himself appears to be
driven not by a sense of deference to a particular ideo-
logical camp, but by the need to get involved in all that
surrounds him, to observe his fellow humans methodi-
cally and patiently, in order that he may better compre-
hend the issues that, on a daily basis wage war in their
souls and environment. If humans are political beings,
then Sayles stands by them and observes how all their
expressions, decisions and actions, from the most unno-
ticeable to the most obvious, determine, consciously or
not, their political conscience and consequently shape
their surroundings.

Another remarkable trait of this American director is
his ability to weave together, ostensibly with great ease,
numerous characters and their diverse stories into a sol-
id, multidimensional web. Perhaps nowhere else in his
oeuvre is this ambitious characteristic as evident as it is
in City of Hope. While it contains a plethora of charac-
ters and sub-plots, each one of these strands is au-
tonomous and serves its own particular purpose within
an ultimately homogeneous whole.

On the one hand, Nick is clearly presented as the main
character and his revolution as the main storyline in a
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ilm where each of the characters takes center-stage in
their own life and everyone receives individual attention.
On the other hand, the narrative event that sets the
film's chain of events and problems into motion is the
impending demolition of a tenement house which is go-
ing to be replaced by & complex of modern flats, to the
benefit of many different sides, visible or not. In this
story, Sayles plants the seed of an idea that he will re-
turn to 11 years later, in Sunshine State. In City of Hope
he makes use of the symbolic connotations of the dem-
olition in order to create stark contrasts between: the
destabilization of old foundations and the promises of
the new construction, ideology and reality, tradition and
modernization, the stability/safety that roots guarantee
and the freedom/dangers of release from the past, and
between the white man’s racism and the black man’s
prejudice. This uprooting of hearts, people, ideals and
innocence (even the children have an inherited share of
responsibility in the circle of hypocrisy and suggest an
ominous future) fuels insecurity and perpetuates injus-
tice. As a policeman in the film remarks: “If you can’t
command respect, you come to terms with fear” - it’s a
feeling that is ever-present in Hudson City, where the ac-
tion takes place and it clearly reflects Sayles’s concerns
about the world around him.

Sayles handles these numerous and varied themes with
amazing screenwriting and directorial flexibility. “For a
large part of the film, the incessant shifts of its focal
point seem to be overwhelming it. But when the camera
stops so that two characters can face each other, the
film’s dialogue and emotional involvement are brought
to the fore” (Variety). Using the camera in a way that re-
minds us of Robert Altman, Sayles moves like a cat, with
rhythmic, fluid, long traveling shots through the streets
and corners of Hudson City, using the camera like a net,
catching — almost by accident, it seems — the necessary
narrative information. The actors’ movements in space
are almost melodic - the viewer gets to meet them and
leave them as if coming across them by chance in the
streets, the police station or the town hall. Sayles also
knows exactly where and when to punctuate the action
- he pauses to let the characters breathe, and moves
away from them whenever they are in danger of becom-
ing repetitive. This constant shifting not only does not
weigh down the film, but gives it a priceless sense of
immediacy and familiarity, as though you have known
the characters for years, as though you have been
watching them on your favorite TV show.

Finally, the film’s very title is consistent with its subject

matter and sums it up singularly. The irony in The City
of Hope is evident, but does not represent an absolute
truth. Every coin has two sides, but as they are back to
back, they are perennially striving to meet and comple-
ment each other. Nick’s friends betray him, and he in his
turn betrays his sister. His father “sells out”, but does
s0 in order to save his son, to relieve him from a condi-
tion to which he himself has contributed both indirectly
and directly. The town councilor finally gives in to out-
side pressure, but manages to do so in a way that pre-
serves his self-esteem and dignity. Nothing is black-and-
white and nothing belongs wholly to one or the other
camp, because the only variable that is truly important
is the human psyche - the place where semblance is con-
fronted by inner reality. This is precisely why Sayles
records and demonstrates his points, but never despairs
enough to give up the fight. “He’s telling us that it does-
n’t matter where he looks in this New Jersey town, hell
find more of the same sickness and greed. He’s suggest-
ing he doesn’t need a plot to organize his indictment; it
is there to be seen” (Roger Ebert). For Sayles, betrayal,
corruption and injustice are constants, just as on the
flipside, one finds solidarity, humanity and hope. And
even if the heart-wrenching ending encompasses all the
director’s cynicism and sorrow, the film’s final images
fight and resist this closure, with an urgent, anguished
cry for help.

Translated into English by Hector Apostolopoulos

[



PASSION FISH

HITA / USA 1992

Ixnvobeoia / Direction: John Sayles

Levipio / Screenplay: John Sayles

@wroypagia / Cinematography: Roger Deakins

Movonai / Music: Mason Daring

Ixediaopés Mapaywyric / Production Designer: Dan Bishop, Diana
Freas

EvBuparoloyia / Costume Designer: Cynthia Flynt

Mowri! / Editing: John Sayles

HBonowoi / Cast: Mary McDonnell (May-Alice Culhane), Alfre
Woodard (Chantelle Blades), Lenore Banks (Nurse
Quick), Vondie Curtis-Hall (“Sugar” LeDoux), William
Mahoney (Max), David Strathairn (Rennie Boudreaux),
Leo Burmester (Oeiog / Uncle Reeves), Nora Dunn (Ti-
Marie Robicheaux), Mary Portser (Precious
Robicheaux), Shana Ledet Qualls (@aupdotpia No 1
Fan #1), Paula Lafleur (@aupdotpia No 2 / Fan #2), Tom
Wright (Luther), Michael Laskin (Redwood Vance),
Sheila Kelley (Kim), Nancy Mette (Nina), Angela Bassett
(Dawn/Rhonda), Michael Mantell (Dr. Kline), Marianne
Muellerleile (Drushka), Nelle Stokes (Noooképa No 1

John Sayles

Therapist #1), Brett Ardoin (Noooképa No 2 / Therapist

#2), Daniel Dupont (Noookéua No 3 / Therapist #3),
Maggie Renzi (Louise), John Sayles (Matpég oe oanou-
vonepa / Doctor in soap —uncredited)

Napaywyoi / Producers: Sarah Green, Maggie Renzi
Napaywyr / Production: Atchafalaya Films

Midpxeia / Length: 135" "Eyxpwun / Color

Bpapeia / Awards: Independent Spirit Award for Best
Supporting Female (Alfre Woodard), Grand Prix
Flanders International Film Festival (John Sayles)

H May-Alice fjtav npwtaywviotpia oe pia peonuepiave
oanouvénepa alAG éva autokiviTikd atixnua tnv xel
apnroel avdnnpn ané tn péon ko katw, kadnlwuévn
oto kpePfdu tou voookopeiou. [MAnpwe napadbopévn
otn duotuyia tng, n May-Alice avupetwniler pe nabn-
KN ouykatdfaon tig aoknoeig twyv puoobepaneuty
g Ka1 1g oupPouldés twv wuxoddywv. Exer anogaoi-
O£1 VO HETOKOMIoE) 0o natpikd g onit, otoug Bal-
toug tng Aovilidva, 6rmou Ba pnopéoer va napadobei
nAjpwg otn duotuyxia tng, oto motd kar otny tnAedpa-
on. Mia pépa karagpBaver oto oniur tng n Chantelle, te-
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Aeutaio ané wa oepd anotuxnpévmy emAoyav vooo-
KOPWY, 10 pavpn, eowotpenc kal kanwg diotaktike
yuvaika, H évraon avapeoa otig buo voug eivar pavepr,
aA\d n Chantelle efvar anogaoopévn va pn xdoer tn
Hboulerd kan n May-Alice bev éxer GAAn emAoyr|. Apgita-
Aaveevovian Siapkme pevadl apoifaiag extipnong kar
ouykpouong npoowmkotitwy. Mia pépa, oto dpbuo
yia tnv m16An, n Chantelle péver ané Pevdivn ka tn pa-
Cever o Sugar LeDoux, nou apéowg tng exbnAdver to
epwukd tou evhiagépov. Pudvoviag otnv méAn, n
Chantelle yvwpiler tov Rennie, évav «GvBpwro twv
BaAtwv», kar oxoMiké épwra tng May-Alice, mou déxetar
va g emokeudoer To autokivnto Kai va kavel Kanoeg
embdiopBdoeig oto onivi. H ouvavinon tng May-Alice pe
tov Rennie tng &unvder mahié ouvaioOfjpata, mou ex-
@palovian péoa and to vedknto evbiapépov tng yia tn
pwroypagia, povadikr evaox6Anon tng May-Alice ma,
extog and tnv tnAedpaon kai to aAko6A. ‘Eva Bpddu,
nou n Chantelle anogaoiler va kowunBei pe tov Sugar,
évag dyvworog dvipag @udaver oto onit tng May-Alice
ko avalnud tnv Chantelle, anokaAuntovrag 6t eivan
npwnv vapkopavig. ‘Otav autr emotpéyer, n May-Alice
{nuaer efnynoeig ka1 n Chantelle amokaAurnter to pu-
otk tng: tov eBiopd tng ova vapkwuikd, tnv anoto&i-
voon aAAd kan wia pikpry k6pn, tny Denita, mou Ce1 pe
tov nanmoy tng oto Zikayo ka mou dev tng emupéne-
val va tn ouvavenoel. Lun ouvéxela, npoteiver otn May-
Alice va tn BonOrioer va k6yper to aAko6A. Mia 16éa ¢1-
Aiag apxiCer va yevviétal avdpeoa otig 600 yuvaikeg,
nou ebpm@veral neproodtepo Votepa and pia enioke-
YN np@ny oupnpraymviotey tng May-Alice oto onitl
tng aAAG ka1 pia BéAva otoug BAAtoug pe tn Bdpka tou
Rennie, nou deixver aképa éva evbiapépov yia tnv May
Alice. H npepia &iavapdooetar 6tav o matépag tng
Chantelle naipver tnAé@wvo ka1 tng avakovaver 6t Ba
£pBer va tnv emoxegrei yia Aiyeg pépeg pe tnv képn
. H enavetpeon tng oikoyéveiag nder apketd kald,
xGpig ko ova evBappuvuikd Adyia tng May-Alice otov
natépa tng Chantelle yia tnv kavdotaon tng k6png tou.
O bikoi tou 6po1, 6pwe, eivar andAutor: wg kndepdvag
g wikprig Denita dev npokertar noté va tnv emotpé-
per ot unépa g av autr yupioer otny néAn. Otav o
nannoug Kai 1 eyyovi) geldyouy, 0 napaywyoe tng oo-
nouvonepag @udver onit tng May-Alice kar tng npotei-
vel va emotpéper otn oeipd, evd ) Chantelle Bpiokevan
oe ouvaioBnuanikéd abiéfodo ka1 oxépreva oofapd va
@uyer. Or boo yuvaikeg Ba npéner va anogaocioouy T ei-
v autd nou Ba bdoer GBnon otn (i toug: va ako-
AouBnoer n kGBe pia v nopeia tng 1 va peivouv padi,

ownpiCoviag n wa tnv GAAn oty npepio tov Pdltwy
g AoviGiava;

May-Alice, the former star of a TV soap opera, has been
left paralyzed from the waist down in a car accident, and
is now confined to a hospital bed. Resigned to her sor-
row, she disinterestedly does her physiotherapy and lis-
tens to her psychologist’s advice. When she leaves the
hospital, she decides to move back to her parents’ house
in the swamp land of Louisiana, where she can wallow in
her misery, drinking and watching TV. After a series of
poorly chosen nurses, Chantelle, an introverted and
somewhat retiring black woman, comes to her house.
The tension between the two is clear from the outset,
but Chantelle is determined to hold on to her job, and
May-Alice doesn’t have much choice. The two perpetual-
ly oscillate between a sense of mutual respect and a per-
sonality clash. One day on the way to town, Chantelle
runs out of gas and is picked up by Sugar LeDoux, who
flirts with her. Arriving into town, Chantelle also meets
Rennie, a “man of the swamps”, who is a teenage love of
May-Alice’s and who agrees to fix the car and to do some
repair work on the house. The meeting between May-
Alice and Rennie rekindles old feelings, which are ex-
pressed through May-Alice’s interest in photography,
her only occupation besides drink and TV. One night,
during which Chantelle decides to sleep with Sugar
LeDoux, a stranger arrives at May-Alice’s house looking
for Chantelle. May-Alice wants to know who he is and he
tells her that he is a former drug addict. When Chantelle
returns to the house, May-Alice demands an explanation
and Chantelle reveals her secret: she tells her of her for-
mer drug addiction, her rehabilitation and of her young
daughter, Denita, who lives with Chantelle’s father in
Chicago, and whom she is not allowed to visit. She then
offers to help May-Alice with her alcohol addiction. This
marks the beginning of a friendship between the two
women, and the bond is solidified during the visits of
some of May-Alice’s former colleagues and also during a
trip into the wetlands in Rennie’s boat. Rennie, mean-
while, still shows affection for May-Alice. The sense of
calm is disturbed when Chantelle’s father rings to an-
nounce that he and Denita will be visiting. The family re-
union goes fairly well, thanks partly to May-Alice’s kind
words about Chantelle. Her father’s overall stance, how-
ever, remains rigid: as the legal guardian of little Denita,
he will never return her to the care of Chantelle, even if
she returns to Chicago. When these last visitors leave,
the soap opera producer visits May-Alice and asks her to




return to the show. At the same time, Chantelle is at an
emotional impasse and is considering leaving the house.
The two women now have to decide what will give their
lives the push they need - should they go their separate
ways or stick together, supporting each other in the
calm of the Louisiana swampland?

‘Ovav n oanmouvorepa tne (whc
ouvavtd Ty amotuyia
e Arjdag Tadavou

O John Sayles eival, npiv ka1 névw ar’ 6Aa, apiototé-
XVnG oevapioypdpog — téoo ané talévro, 600 ka1 and
avdykn. Apétpnreq @opég dnAdver 61 £va 0wotd oevd-
p1o oe yhMitdver ané tny nayida tng akpirig mapaywyrie,
oou emtpéner va Souléweig pe mo Aitd péoa, eivar o
oKeAetoq mou unopei va otnpi&er Aerrer), eudAwtn odpka.
Kai to Passion Fish eivan to unéderypa piag tétoiag me-
pimtwong,
Kevipiké tou onpeio, n kaBopiotiky auykpouon otny
. apepPIKavIKI vootporria: pia kaOnuepivotnua andr, oup-
Bavikr}, ouvtnpnuiki, mou duokoAeveta v’ aveene&éAOer
onig emrayég tou oveipou tou peyaleiou, tou mdboug,
g emvuxiag. Me Afya Aéyia, wia {wn MIKPR Ka1 Tpaupa-
nopévn, mou uno@éper mapandve enedn, akpiPog, dev
eivan peydAn, Aapnepr kar uyifig, 6rmwg unmodeikvie! to
QUEPIKAVIKO OVEIpO — Wia tpayikr armotuyia.
‘Oxnua o’ auty v 10topia yivetar n oxéon duo yuvar
KGOV ka1 01 aAayég mou n npayuatikétna Oa géper, 6x1
Bima, aAAG katavaykaotikd, mapartnuéva oxedov, atnv
nopeia toug. H May-Alice, npdnv nBornoiég oe aanouvé-
nepa, tpavpati{etan Pévipa 0e QUTOKIVITIKG atuxnua.
KaBiopévn otnv avarmpikf tng moAuBpéva, mivovrag
abidkona ko Egondvrag otny mkpia kar tov KUVIopd,
BAéner vig npoodokieg Npaypdtmone HIag QWTEIVHG Tr)-
Ae-kapiépag va e§avepiloviar kal tn @wtevij avefaptn-
ofa tng va eykAwPiderar otnv axivnoia. H voooképa tng,
Chantelle, kAeiver anogaciotikd tnv népra o’ éva no-
peABov efaptiioewy K1 emdidker éva példov nou Ba tng
bdoer peyalitepn autokupiapyia.
YnepBoAikG cool yia va napaoupBei oe onowodhnote
ixvog pelodpapatiopon, o Sayles xpnowponoief tn oxéon
wwv bio npwidwy, ty efENiEn tov xapakthipwy toug pé-
oa ané aAenGAnleg an@oeig ka1 EVAOOEIS, yia va arno-
bdoer vo oupPiBaopé pe tny poipa, tny avBpodmvn Siva-
Hn nou peov@vel, 600 n npaypaukétnta ty nepropider

John Sayles

H anéppiyn tou napeAdbvroe, efte anéd avaykn, efte and
emAoyr, 0Tn 0WOTH XPoVIKE otiyus}, pépver tov Gvlpw-
1o oe véa otaupodpdpia ouveribnrotntac,

To oevapiaké Leuydpy, pe kaBapé Aaoypagiké, oxedov
Bpnokeutiké tpéro, anopakplvetal and to texvnto to-
rio —tng tnAeornuikrg kGuepag yia tnv May-Alice, twv
vapk@uk®v yia tn Chantelle- ka1 tomoBeteitan otny
npepia, tnv ayvétnta, tn yéviun uypacia tne Aouiidva.
O apydg pubuée, té6oo apyée 600 emParer n axivnoia
g May-Alice ka1 nj akivnoia twv BdAtwv nou nepiPad-
Aouv tn {wn toug, Ba doer to xpbvo otig blo yuvaikeg
v’ avaBewpricouv tn péxpr topa {wr toue kal va emié-
Eouv, oto Babpéd nmou évag GvBpwrog propei, to Spbuo
nou 6’ akoAouBrioouy, Mo kova otn @UoT, OtV Mveu-
pauikéTnTa, Gpa Kar oTny npaypatikotna.

Méoa a6 tn oxéon tng kGOe yuvaikag W’ évav vepa-oi-
vipogpo (yia tnp May-Alice o nabikég, avexknifipwrog
épwtag, yia tn Chantelle évag viomog pouvoikée), or
npwideq Ba yupvwBouv, péoa otnv kabBapétnra kar v
nouxia tng @uong ka, pe unap§iakr éveaon aldG km
v mo tapiaoty) oiwnt, Ba vidoouv tov aAnbivé toug
eautd, Ba @épouv tnv kGBapon ka1 B’ avayevvnBoiv.
Tautéxpova, o Sayles e€amolier tnv euyevéotepn kpit-
K1} otnv tnAedpaor, to peydlo 6mho K1 evayyého e
apepikavikrg {wng - pia yuvaika mou katdgepe va (i
0€1 OTNV NPaypatikétnta t oanouvénepa nou otnpider
TNV apepPIKaviKn kovwvia, katakeppatileta yia va ou-
veidnronomoer 6 n aAffeia Ppioketar 61 otov nhaotd,
aM\@ otov unotipnuévo Quoiké kéopo. Mia nBonoide,
xwpig mepiB@pio unokpioiag, pakiyia 1 @idtpay, em-
oTpéPel MKpapévny otov Tomo mou pe toon npobupia
eykatéAenpe otn vedtntd tng Kal pia vapkoupavig Spar-
te1 tnv teleutaia tng eukapia yia pia anefaptnuévn
{wn. Auo yuvaikeg mou anexBavovrar 1 pia tnyv avdaykn
e GAAng, Siamot@vouv 6T 1) appovia Ppioketa oto
600 ka1 6x1 oo €va, oUte oto modu. H pia péoa and v
GAAn 8’ avakaAuyer 61 dev eivan 0 efibavikeupévoe ape-
PIKaVIKGG atopiopdg aAda n avaykn tng avbpaomvng ou-
VIPOPIKOTNTAG 1MOU eMOUA@VET TIG TANYES,

O Sayles oxnvoBetei pe endduvn unopovr), yepiloviae
v tavia pe Sadeippata km navoeig, divovrae Papoc
ouig mo andég, aonuaveeg oknvés. Mikpég ouypée ke-
vou xpévou, rmou avaykalouv km tov Beatr} va katefaoe
raxutnta, v’ avapwtnbei av auté nou tou @avnke wikpd
fray, iowe, peydo, av eixe kGnoia kpuer onuoocia i av,
akp1Bdg, n onuaoia tou Ppioketam oty aonuavedna
tou. Xwpig otepedruna ~nap’ 6Ao nou n wropia téoo ou-
XVa ta emxaleitar pe X1oupop ko evaiobnoia, Eetuliyer
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my apepikavikt okéyn and ty tnAeoruike tng emu-
Hevon ko tny mapabider exef an’ 6rou Eexivnoe: otov
avBpwno, oty unabpo, oty apoiPmétnra. Me 6o
buo ouyklovionikég epunveutpieg, o oknvobétng apo-
owovera o' autd nou yvwpider téoo kald va kaver va
anobiber Papog km déog oto Mo ayvéd tinota nou oxn-
parider t wn pag,

When Life’s Soap Opera
Meets Failure

by Leda Galanou

Before and above anything else, John Sales is a master
screenwriter — from the point of view of talent as well
as that of necessity. He has stated countless times that
the right script saves you from the trap of expensive
productions, allows you to work with more austere
means and is the skeleton that can support fine, vulner-
able flesh. And Passion Fish is such an example.

Its main focus is the decisive conflict in the American
mentality: a simple, conventional, conservative everyday
routine that finds it hard to handle the demands of the
dream of glory, passion, success. In other words, a life
that is small and traumatized, that suffers more pre-
cisely because it is not great, dazzling and healthy, as the
American dream would have it - a tragic failure.

The vehicle in this story is the relationship between two
women and the changes that reality brings, not violent-
ly, but coercively, almost dropped along their path. May-
Alice, a former soap opera star, sustains permanent in-
jury as a result of a car accident. Confined to a
wheelchair, her constant drinking interspersed with out-
breaks of bitterness and cynicism, she sees the hopes of
a brilliant career in television fading and her dazzling in-
dependence trapped in immobility. Her nurse, Chantelle,
closes the door determinedly on a past of drug addiction
and seeks a future that will give her greater self-control.
Too cool to indulge in the slightest trace of worn-out
melodrama, Sayles uses the relationship of the two hero-
ines, the development of their characters through re-
peated repulsion and fusion to convey the compromise
with fate, the human strength that matures as reality re-
stricts it. The rejection of the past, either out of neces-
sity or as a result of choice, at the right moment in time,
brings a person to new crossroads of awareness.

In a purely folkloric, almost religious manner, the couple

in the seript moves away from the artificial landscape -
the television camera for May-Alice, drugs for Chantelle
- and settles in the serenity, innocence and fertile hu-
midity of Louisianna. The slow pace, as languid as that
dictated by May-Alice’s immobility and the stillness of
the bayous that provide the backdrop to their existence,
will give the two women time to reconsider their life so
far and to choose, to the extent that a person can, the
road they will follow, closer to Nature, to spirituality,
and therefore to reality.

Through each woman’s relationship with a man-com-
panion (for May-Alice her unconsummated high school
love, for Chantelle a local musician), the heroines will
bare themselves in the purity and serenity of Nature
and, with existential intensity but also the most fitting
silence, they will feel their real self, bring about cathar-
sis and be reborn.

At the same time, Sayles unleashes the most courteous
criticism at television, the great weapon and gospel of
American life - a woman who managed to live in real life
the soap opera that sustains American society, is shat-
tered to realize that the truth lies not in the fake but in
the underrated natural world. An actress who no longer
has any access to acting, make up or filters, returns bit-
terly to the place she so readily abandoned in her youth
and a junkie seizes her last chance for a drug-free life.
Two women who despise one another’s need realize that
harmony lies in two and not in one, not even in many.
Through each other they will discover that it is not ide-
alized American individualism but the need for human
companionship that heals the wounds.

Sayles directs with painstaking patience, filling the film
with intermissions and pauses, lending weight to the
simplest and most unimportant scenes. Brief moments
of empty time that force the viewer to slow down, to
wonder whether what seemed small to him was perhaps
great, whether it contained some secret importance or if
its importance lies precisely in its unimportance.
Without stereotypes — despite the fact that the film fre-
quently invokes them - with humor and sensitivity, he
removes the wrapping of television staginess from
American thought and delivers it to where it originated:
in man, in the outdoors, in reciprocity. Armed with two
earth-shattering actresses, the director devotes himself
to doing what he knows so well: to give weight and won-
der to the purest nothing that shapes our life.

Translated into English by Ely Petrides
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John Sayles

THE SECRET OF
ROAN INISH

HITA / USA 1994

IxnvoBeoia / Direction: John Sayles

Levipo / Screenplay: John Sayles Baoiopévo oto pubotépn-
Ha/ based on the novel Secret of the Ron Mor Skerry tng
/ by Rosalie K. Fry

Quwroypagia / Cinematography: Haskell Wexler

Movonai / Music: Mason Daring

IxeSoopéc Napaywyhc / Production Designer: Adrian Smith
EvBuparoloyia / Costume Designer: Consolata Boyle
Mowrd{ / Editing: John Sayles

Heonoioi / Cast: Mick Lally (Grandfather Hugh), Eileen
Colgan (Grandmother Tess), John Lynch (Tadhg
Coneelly), Jeni Courtney (Fiona Coneelly), Richard
Sheridan (Eamon), Cillian Byrne (Jamie), Declan
Hannigan (Oldest brother), Susan Lynch (To «ZéAki» /

“Selkie”), Dave Duffy (Jim Coneelly), Fergal McElherron
(Sean Michael), Brendan Conroy (Flynn), Frankie
McCafferty (Tim), Gerald Rooney (Liam Coneelly),
Suzanne Gallagher (H k6pn tou «ZéAki» / “Selkie’s”
daughter), Linda Greer (Brigid)

Napaywyoi / Producers: Sarah Green, Maggie Renzi
Napaywyn / Production: Jones Entertainment Group Ltd,
Skerry Movies Corp.

Midpxea / Length: 103° "Eyxpwun / Color

BpaBeia / Awards: Prix de la Critique Internationale - Festival
du Film Fantastique Gérardmer (John Sayles)

lpAavbia petd tov B IMaykéopio ITédepo. H Fiona
Coneelly eival oktd xpovov, opgavi) ané pntépa ka {e
otnv noAn pe tov natépa g, o onoiog, dpwe, dSuoko-
Aevetan va tn @povrioer Ki étor tr otédver otov nanmov
KOl TN yiayid tng, o' éva papoxopr oG Sutikég axtég
g lpAavbiag. Exei, paBaiver ané tov nanmou g 6u n
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omoyéverd tg kavdyeta and to Roan Inish, to vnof pe
UG POKIEG avoixtd tng akthg, 1o onofo eykatéAenpav
ovov [ToAepo yia va Bpouv douderd otn otepid. To 610
Bpabu, tng Aéer wia GAAn wtopia yia tov npdyovo tng or-
Koyéveiag, tov Sean Michael, mou tov éowoav 01 poKIEG
and wa tpikupia. H yiayié tng, opwe, dev OéAer va akoi-
£1 tinota yia tov tomo tng kataywyrg toug. ‘Etol, n
Fiona, nepfepyn aképa, potder tny enopévn tov £Gdel-
@6 tng Eamon, nou tng expuotnpevetar 61 kaveig dev
O¢Aer va Eavayupioer exel eneidn, tnv nuépa mou n o1ko-
yéveia eykatédene vo vnof, Eéomace BGeAAa ka1 to kUpa
nfpe ot avoiyta tny Kouvia otny onofa koipdtav o p-
Kkpog tng abeAgic, o Jamie. Aéyetar 61 tov mmpav padi
toug 01 PoKIeg kal 01 yAdpor.. Ta do nadid anogpaaci-
Couv va ndve oto vnoi ki1 exei n Fiona BAéner to anmoti-
nwpa and o n6d evog nmdov. Ae Aéer timota otov
Eamon, yati poBdra 6 de Ba tnv motéwer. Mia pépa,
oty Wapayopd tou xwpiol, ouvaved katd toxn évav §6-
bedpo tou natépa tng, tov Tadhg, évav Aiyopidnto kar
Huotnpiwdn dvipa. Autdg tng Aéer pia GAAn 1otopia tng
o1koyEvelag, yia évav Hakpivé toug npéyovo, tov Liam,
nou navepevtnke tn Noola, éva “Selkie”, mA\dopa pubr-
K0, o6 yuvaika poé gaoxia. Me tn Noola ékave moAAG
nodd, aAAG autr) névea emBupovoe va emotpéyer otn
Bdlaooa ko wia pépa ta kavdgepe. Ta to Aéyo auté, o1
Coneely fitav mdvra vautiké yévog kar kGrolog Coneelly
énpene va yupioer otn BGdaooa. H Fiona xa1 o Eamon
Eavarmyaivouv oto Roan Inish aAAG auth tn @opd BAé-
nel tov pikpd Jamie, o orofog to okGer peg otny kouvia
tou, v onofa xpnowponoiei wg Pdpka. Tautdxpova, o
nanmoug kal 1 yiayid paBaivouv 6t npéner v agrioouv
o onin oto xwp6. Movabikn toug emAoyn, n néAn. H
Fiona nAéov Eéper v mpéner va kGver: Aéer otov Eamon
6u o Jamie eivar {wvravig kan pali anogaoilouy va né-
ve oto vnoi ko va EavapuiGéouy ta epemwuéva omnitia
wwv Coneelly yia va ndve 6A\o1 va {fioouv exei. Ta 6o
noba nepvave pépeg ovo vnoi, emokeuGlovrag oya al-
AG anogaoiotikd ta matpikG voue, ‘Ovav o manmoie kal
n yiayid avaykalovral va eykataleiyouy to omnin toug,
n Fiona voug Aéer tv aArjBeia kar toug neiber va nepd-
oouv o vixta oto Roan Inish. To Bpdbu, o wikpéc
Jamie voug napakolouBei ané tnv napalia ka1 n Fiona
wv BAéner. Byaivouv 6Aor paldi oty mapadia, 6mou
£xouv ouykevipwiei 01 pdxieg ka 01 yYAGpor tou vnoiov,
w¢ wopa okoyévera wou Jamie. O Jamie, tpopaypévoe,
npoonabei ko ndh va 1o oxGoer aA\G 01 POKIEG TOV
epnobiCouv. Evor, n ooyéveia Bpiokerar ndAi 6An padi
oto Roan Inish, vo vnoi vwv Coneelly.

Ireland, post-WW 11. Fiona Coneelly is an 8-year-old child
who has lost her mother and lives with her father.
Finding it hard to take care of her, he sends her to stay
with her grandparents in a fishing village on the western
coast of Ireland. There, Fiona learns from her grandfa-
ther that her family originally came from Roan Inish, an
island inhabited by seals, which the family abandoned
during the war, to seek work on the mainland. Her grand-
father also tells her the tale of an ancestor of hers, Sean
Michael, who was saved by the seals during a storm. Her
grandmother, however, doesn’t want to hear a word
about her ancestry. Still curious, Fiona asks her cousin
Eamon about it the next day, and he tells her that no one
wants to return because the day that the Coneelly fami-
ly was leaving the island, a storm broke out and a large
wave carried a cot to sea with her baby brother Jamie in
it. Legend has it that the seagulls and seals took the child
with them... The two children decide to visit the island,
and when they get there Fiona sees a young child’s foot-
print on the coast. She doesn’t tell Eamon about it as she
fears he won't believe her. One day in the village fish
market, Fiona has a chance meeting with a cousin of her
father’s, named Tadhg, a reticent and mysterious man.
He tells her yet another family tale, of a distant ancestor
named Liam, who married Noola, a creature who was half
seal half woman, known in those parts as a “Selkie”. They
had many children but she craved for the sea, and one
day returned to it. According to this tale, this was the
reason why the Coneellys had always been a seafaring
family, and why one of the Coneellys was bound to return
to the sea. Fiona and Eamon return to Roan Inish, but
this time she sees young Jamie, who escapes in his cot,
which he uses as a boat. Meanwhile, her grandparents are
told that they have to abandon the village and move fur-
ther inland. Their only choice is the city. Fiona now
knows what she must do: she tells Eamon that Jamie is
alive and they decide to go back to the island, to repair
the abandoned Coneelly houses and live there. The two
children spend days on the island, slowly but steadily re-
pairing the old family houses. When their grandparents
are forced to abandon their house, Fiona tells them the
truth and convinces them to spend one night on Roan
Inish. That night, young Jamie is secretly watching the
family from the coast, when he is spotted by Fiona. They
all rush down to the beach where Jamie is surrounded by
the gulls and seals, who have been his family up till now.
Terrified, Jamie tries to flee again but the seals stop him.
The family is thus reunited once again on Roan Inish, the
isle of the Coneellys.




O John Sayles
oTn XOPaA TG payeiag
tou Stephen Holden

Xvo The Secret of Roan Inish, o oknvoBétng John
Sayles, o onofog éxer aneikovioer pe t6on Sefoteyvia
v aAn)enidpaon petadl atépuwy ka1 KOWOVIKGY §o-
MOV, Kaver éva GApa péoa otov K6opo tng @avtaociac,
E&etalovtag tov okotevé kedtiké pibo tou Selkie, evic
nAdopatog mou efval pioé GvBpwrog Wobd edKIa, ouv-
Oéter évav ouyKIVIITIKG KIVIIHATOYPaPIKG 0TOXa0U6 né-
v otoug avBpdmoug, Tig oikoyevelakég pidee kar toug
HGBoug mou Tig ouvenpouv.

To t6Aunua tou kupiou Sayles ato XMpo tou pavract-
KoU eivan n tedeutaia avandvrexn otpo@n otn yepdun
Qiyk-Layk mopeia evég oknvoBétn mou mapanéuner otig
naliég enmoxég pe toug yiatpoug yia 6Aeg tig mabioeig.
Avutiotek6puevog otny e€eidikeuon, petarmda ané to éva
eibog oo GAAo, epapuélovrag pe evBouoiaoué to vnga-
Mo pealiopé tou oe kGBe mpokeipevo mpéPAnua. Eite
npékertan yia pia 1otopia pe Oépa to punéilumol (Eight
Men Out), tnv dakuBépvnon piag ovyxpovng moAng
(City of Hope [H riéAn tng eArridag)), to epyatiké kivnua
(Matewan | Matwuévn Auepikn)) 1j tnv avappwon piag
yuvaikag ané wa tpauvpatiky euneipia (Passion Fish
[ Wdp1 rou mdBoug)), o kuprog Sayles tnv anodider pe pia
XapaktnpiotikG kaA6Bouln mepiépyeia, oe ouvbuaopd
pe éva BabiG Snupokpatiké nvetpa.

To The Secret of Roan Inish givan nj mpdtn tavia oknvo-
Betnuévn ané tov kupio Sayles mou Ba pnopovoe va xa-
paktnpiotei onmuikf papwdia. Me tov Haskell Wexler
otnv HievBuvon pwrtoypagiag ko yupiopévn otny tpaxid
vouiodutiknj aktr tng lpAavdiag, amotedei éva Kivnuato-
YPaPIké oUpP@VIKG moinua oto omoio o GvBpwriog kai n
@uon, o pubog Kal n MPAyHaTiIKGTNTA CUVUTTGPXOUV HE
wpoéno abaxdpoto. H pwikpn plaviikn kowvétnta wapd-
bwv petd Biag va @épver BoAta, eite mAfrtetal and tnv
kavaryida efte efvar tuhiypévn otny opixAn. Ma toug ka-
toikoug tng Kovétnrag autrg, o1 ouvexeiq aA\ayég ota
pelpata Tou WKEaVOU Kal 01 KIVIJOEIG TV POWKOV 110U
padevovia katd prfikog tng mapaliag Bewpoivra o1wvoi.
O piBor kar 01 BpUiAo1 mou kAnpodotouv eivan upaouévor
ané opfxAn, aypiodotlouda ka1 6épua poxiag.

H otopia, mou anotedei Siaokeur) evég pubotopripatog
wu 1957 tng Rosalie K. Fry, emkevipdvetm o’ éva veo-
pb xopitor mou ovopdlevan Fiona (Jeni Courtney), tng
onoiag n untépa néBave npdogara kar Ty onoia o Gvep-

John Sayles

yog niatépag dev propei va ouvinprioer. Otav tn otéM
vouv va {fioer pe tov manmou kal Ty yiayid tne, Hugh
(Mick Lally) ka1 Tess Coneelly (Eileen Colgan), kaBaé¢ kan
tov Sexkatpixpovo EGdeppd tng Eamon (Richard
Sheridan), n Fiona ouvapniéletai ané tng dnyroeig tou
nanmov tng yia to Roan Inish, to vnoi twv npoyévav tng
olkoyéveiag, mou eival opaté apketd pikia and tny aktr.
H qavraoia tneg pikprig avanupdvetar ané 6o 1otopiee.
H npdn dodpapatietan tnv enoxf mou n oikoyéveid
tng eykavédere to Roan Inish, 6tav o pikpée abedpic
g, Jamie, mou Bpiokétav apulaxtog otnv KoGvia Tou
bimka otny ok, andxBnke péoa otn BGAacoa kar Hev
Bpébnke noté. H dedtepn 10topia mou dinveitar otnv
Fiona o peyalog tng §Gdeppog Tadhg (John Lynch) eivan
0 uibog tou Selkie.

o]

H otabepd avBpodmvn npooruikf tou oknvobétn dev
agriver to The Secret of Roan Inish va e€avemortei péoa
otn yAukUtnta fj va mviyei péoa otov unepfoliké pu-
otikiop6. H 1otopia aut, onot o pibog {wvraveler pe
€vav tpéno ekmANKTIKG aAAG ouvapa kar kaBnuepvo, ei-
val emwpévn péoa and tnv pand evég aboou veapoi
Kop1toloU. Aev unidpxer mpo@nuikn idotaon kai o1 mi-
Ae¢ twv oupavdv dev avoiyouv. Mia ané ug duvdapeig
tou Kupiou Sayles oe kaAMitexviké eninedo (km avi-
otoixn aduvapia tou oe epnopiké erinedo) eivar n Gpvr-
o1} Tou yupioe: tavieg onou empPalier otov Beatr| xopa-
Kufjpeg ka1  ouvaioBfipata emkov  Saotdoewy.
ITepiopiovrag to pubiké tng mepiexdpevo, éxave wia
vavia otov avtinoda tou E.T.

O Srakpruikée, uatkég epunveieg tng taviag, tng NMPoo-
6ibouv pia oxedév vroxipaviepiotikn moiénra. Eivan
eniong anaAaypévn ané 6moro dakpUPfpexto ouvaiobn-
Ha pe aioBatpacto tpémno, e1d1kG av Aafer kaveig uné-
wn 6T npékertal yia wa tawvia pe Bépa v efapavion
evog naidrou. Avti va kalei oe ouvanofnuatiky taduion
He tnv Fiona km tnv Aaxtdpa tng yia évav pikpé abep-
@6, N Tavia eMKeVIPOVETal 0to Gpapa tou OIMTIKoU,
g okoyévelag kal tng napGdoong, otoixeio mou ano-
tedolv tny ouoia tng KAnpovopde tng Kal nou naipvouv
unéotaon oto puadd g Onweg xar to The Secret
Garden, évag pubog pe tov onoio éxer moA\G kowa, to
The Secret of Roan Inish npaypateteta tny eupeon g
eowtepIkng Suvaung yia va dnuioupynoer kavei tov &
k6 tou K6opo.

The New York Times, 3 ®efpouapiou 1995
Metdgpaon ota eAAnvika: EAnida Kal\vrépn



OiApoypomin

John Sayles in the
Land of Enchantment

by Stephen Holden

In The Secret of Roan Inish, the director John Sayles,
who has shown such skill at portraying the interplay of
individuals and social structures, makes a rare leap into
the realm of fantasy. Examining the obscure Celtic leg-
end of the Selkie, a creature who is half human and half
seal, he has created a touching cinematic meditation on
people, familial roots and the myths that sustain them.
Mr. Sayles’s venture into the fantastic is the latest un-
expected turn in the zigzag career of a filmmaker who is
the equivalent of an old-time general practitioner.
Resisting specialization, he moves from genre to genre,
applying his cheerfully level-headed realism to the prob-
lem at hand. Be it baseball history (Eight Men Out),
modern city government (City of Hope), the labor move-
ment (Matewan) or a woman’s recovery from trauma
(Passion Fish), Mr. Sayles brings to it his characteristi-
cally good-natured curiosity along with a profoundly
democratic spirit.

The Secret of Roan Inish is the first film directed by Mr.
Sayles that could be described as visually rhapsodic.
Photographed by Haskell Wexler on Ireland’s rugged
northwestern seacoast, it is a cinematic tone poem in
which man and nature, myth and reality flow together in
a way that makes them ultimately indivisible. When the
tiny Irish fishing community in which the characters eke
out a bare existence isn't battered by storms, it is
wrapped in mist. To the people who live there, the
ocean’s shifting currents and the movements of the
seals who teem along the shoreline have portentous
meanings. The myths and fables they hand down are wo-
ven out of fog, wildflowers and sealskin.

The story, adapted from a 1957 novel by Rosalie K. Fry,
focuses on a young girl named Fiona (Jeni Courtney),
whose mother has recently died and whose unemployed
father is unable to support her. Sent to live with her
grandparents Hugh (Mick Lally) and Tess Coneelly
(Eileen Colgan) and a 13-year-old cousin, Eamon
(Richard Sheridan), Fiona is captivated by her grandfa-
ther’s tales of Roan Inish, the island that was the fami-
ly's ancestral home and that is visible several miles
across the water.

The little girl’s imagination is fired by two tales. One is
the story of the time when her family was moving off of

Roan Inish and her baby brother, Jamie, who lay un-
guarded in his cradle at the water’s edge, was carried in-
to the sea and never found. The other, told to Fiona by
a grown-up cousin, Tadhg (John Lynch), is the legend of
the Selkie.

{..:]

What prevents The Secret of Roan Inish from evaporat-
ing into cuteness or from being smothered in mystical
overkill is the director’s firmly human perspective. The
story, in which a myth comes to life in a way that seems
at once wondrous and everyday, is told through the eyes
of an innocent young girl. There are no apocalyptic res-
onances; the heavens don’t open. One of Mr. Sayles's
artistic strengths (and commercial liabilities) is his re-
fusal to make movies that knock you over the head with
larger-than-life characters and emotions. In downsizing
its mythical content, he has made a film that is about as
far away as you can get from E.T.

The film’s quiet, natural performances have an almost
documentary quality. For a movie that deals with the dis-
appearance of a young child, it is remarkably free of
teary-eyed pathos. Instead of empathizing with Fiona's
longing for a baby brother, the film concentrates on the
coalescing in her mind of a vision of home, family and
tradition that is the very essence of her heritage. Like
The Secret Garden, a fable with which it has much in
common, The Secret of Roan Inish is about finding the
strength from within to create your own world.

(The New York Times, February 3, 1995)
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LONE STAR

HITA / USA, 1996

IxnvoBeoia / Direction: John Sayles

Levapio / Screenplay: John Sayles

Qwroypagia / Cinematography: Stuart Dryburgh

Movaii / Music: Mason Daring

IxeSiaopéc Napaywyiic / Production Designer: Dan Bishop
EvBuparoloyia / Costume Designer: Shay Cunliffe

Mowrd{ / Editing: John Sayles

HBonooi / Cast: Chris Cooper (Sam Deeds), Elizabeth Pefia
(Pilar Cruz), KrisKristofferson (Charlie Wade), Matthew
McConaughey (Buddy Deeds), Frances McDormand
(Bunny), Stephen J. Lang (Mikey), Vanessa Martinez (vea-
pry Pilar / Young Pilar), Tay Strathairn (veapég Sam
Young Sam), Miriam Colon (Mercedes Cruz), Joe Morton
(Colonel Delmore Payne), Eddie Robinson (Chet Payne),
Ron Canada (Otis Payne), Chandra Wilson (Pvt. Athena
Johnson), Azalea Mendez (veapry Mercedes / Young

John Sayles

Mercedes), Clifton James (Afjuapxog / Mayor Hollis
Pogue), Jeff Monahan (veap6g Arfjpapxog / Young Hollis),
Gabriel Casseus (veapdg Otis / Young Otis Payne), Tony
Amendola (Chucho Montoya), James Borrego (veapég
Chucho / Young Chucho) Gilbert R. Cuellar Jr. (Eladio
Cruz), LaTanya Richardson (Sgt. Priscilla Worth), Randy
Stripling (Roderick Bledsoe), Beatrice Winde (Minnie
Bledsoe), Carina Martinez (Paloma Cruz), Richard Coca
(Enrigue)

Napaywyoi / Producers: R. Paul Miller, Maggie Renzi
Napaywyi / Production: Rio Dulce, Castle Rock
Audpxera / Length: 135° "Eyxpwun / Color

BpaBeia / Awards: Independent Spirit Award for Best
Supporting Female (Elizabeth Pefa), South Eastern Film
Critics Association Award for Best Director (John
Sayles), NCLR Bravo Award for Outstanding Actress in a
Feature Film (Elizabeth Peiia), NCLR Bravo Special
Achievement Award for Outstanding Feature Film (John
Sayles)
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Fronteira. Mia pikpri 16An tou Té€ag, ota olvopa pe to
Meiké. Avo otpatiwuikoi avakalinvouv tuxaia éva
oxedetd otny épnpo. Movabika Siakpitikd tou eivar éva
paoovikd daxtudidr k1 éva aotépr oepipn. O Sam Deeds,
onuepivog oepipng tng Fronteira, eivar BéParog 611 o
oxkeletog efvan tou Charlie Wade, tou oepipn mou efa-
@aviotnke puotnpiwdag to 1957, yia va tov Hadexrei o
natépag vou Sam, o Buddy Deeds, ka1 va aprioer miow
wu 1o piBo tou kalitepou oepipn tng noAng. Lo
eoniavdpio tng Mercedes, o Sam pwuder tov Hollis, 61-
papxo tng Fronteira, yia to fpddu tng e€apdviong tou
Charlie x1 aut6g tou Aéer nwg efxav toakwBei oto 610
onpefo ka1 petd o Charlie efapaviotnke, xwpic v agry-
oel fxvn. To 6o Ppddu, o yiog tng Pilar, kaBnyrtpiag
wtopiog oto oxoleio tng Fronteira ko k6pn tng
Mercedes, ouMapupavetar ané tnv actuvopia aAAd na-
peupaiver o Sam ka1 vov aneleuBepdver. H ouvdvinon
vou pe tny Pilar Eunvéer mahid ouvaioOfpata. Otav pe-
14 and Aiyo @udvouy ta anoteAéopata tng vekpowiag, o
Sam anogaoiler va npoxwprioer tnv épeuva mapd tnv
avaotduwon mou &Eper 611 Ba nmpokaAéoer: mpdkertan yia
avBpwmnokrovia. O Buddy Deeds, Baoikég Unorrtog yia
1o POVO, eXTOG ané matépag tou Sam, efval Kuping ep-
BAnuauikn @iyoupa tng Fronteira, évag tomkég fpwag,
pe e&éxovoa onuacia yia tn wikpr kowvwvia. H épeuva
vou amokaAunter otablakd tov Pialo xapaktipa tou
Charlie, nou pe aneilég ka1 exPraopovg eixe 16ptoer éva
ovotnpa «euvooupevwve. ITo ouxva Buupata tou Charlie
firav o1 pegikavoi peravaoteg kar 01 patpol KGTOIKO! Tg
Fronteira. ‘Evag ané autoig eivar kan o Ottis “Big O”
Payne, 1610ktritng evog pnap, povadiké otéki yia toug
pavpoug tng Fronteira, o onoiog emPBefaidver vig @n-
pee, wag kai efxe néoer k1 o idog BUpa tng expractikig
oupnepigopde tou Charlie. O Ottis, 6pwe, éxer tn Sikn
wou avapétpnon pe to naperdév. Tenv moAn éxer em-
otpéyer pe perdbeon o yiog tou, o Delmore, otpatnyég
oo otpatd, pe tov onoio éxer xdoer kGOe enagn. H 80-
okoAn oxéon vou Delmore pe tov natépa tou aviava-
kAdrai vooo ot oxéorn tou pe to H1k6 tou yio, tov Chet,
600 KA1 e TOUG UPIOTAPEVOUG TOU 0TO otpaténedo ka
hiaitepa pe wia véa padtpn medovain, mou eivan pney-
pévn o éva @dvo nou éyive oto pnap tou Ottis ka1 mou
epeuva o Sam. KaBdg n épeuva tou Sam oto okotevéd
napeABov tng néAng vou ouvexileva, o épwiag tou pe
v Pilar Eavayevwiéra, EeBaBoviag e avapvioeig
ané vo napeABév: o Sam ka1 n Pilar frav epwteupévor
ka1 weg épnpor aAAG t6o0 o natépag tou Sam, o Buddy,
600 ko n pnépa g Pilar, n Mercedes, fitav xGBeta
evavuor ot oxéon wwy buo nabidy Kk toug Xdpioav

610 tng Piag, yeyovoe nou Ba ouypduile tn oxéon twv
nabiov pe toug yoveig toug avebftnla. Or duo toug
6umg efvar ano@aciopévor va kaGvouy tig emloyés toug
ma we evAAIKeS, ak6pa ka 6tav ta otoixeio tne épeuvag
wou Sam befxvouv nwg n Fronteira kpatder puotikd
aképa ka1 yia toug iboug, népa ané tn dologovia tou
Charlie Wade.

Fronteira — a small town in Texas, on the Mexican bor-
der. Two soldiers come upon a skeleton in the desert.
The only clues they have are a Masonic ring and a sher-
iff’s star. Sam Deeds, the sheriff of Fronteira, is certain
that the skeleton belongs to Charlie Wade, the sheriff
who disappeared mysteriously in 1957. Charlie Wade was
succeeded by Sam’s father, Buddy Deeds, who became
known as the best sheriff the town ever had. In
Mercedes’s restaurant, Sam asks Hollis, the town mayor,
about the night of Charlie’s disappearance. Hollis tells
him that there was a fight, after which Charlie disap-
peared without a trace. That same night Pilar’s son -
Pilar is the history teacher at the local school and
Mercedes’s daughter - is arrested by the police, but Sam
intervenes and he is released. Sam’s meeting with Pilar
awakens dormant feelings of affection. When later the
results of the autopsy come through, Sam decides to
pursue the investigation, even though he’s aware of the
storm that this will create: it's homicide. Buddy Deeds,
the main murder suspect, is not just Sam’s father but al-
so an emblematic figure in Fronteira, a local hero. Sam’s
investigation gradually reveals Charlie’s violent charac-
ter and draws the portrait of a man who, through threat
and extortion, had instigated a system of “favorites”.
The victims of Charlie’s activities were most often
Mexican and black immigrants. One of these was Ottis
“Big O” Payne, owner of a bar which was the only haunt
for the black community. He confirms the rumors, as he
too had fallen victim to Charlie’s violence. Ottis, howev-
er, has his own ghosts to face. His estranged son
Delmore, an army general, has been transferred to
Fronteira. Delmore’s difficult relationship with his fa-
ther is reflected in his own relationship with his son
Chet, as well as in his relationship with his inferiors in
the army, and most particularly with a young black fe-
male marine, who is involved in a murder case which
Sam is investigating. While Sam’s investigation into the
town’s dark past continues, his affection for Pilar is
rekindled. More memories are stirred: Sam and Pilar
were in love when they were teenagers but Sam’s father,
Buddy, and Pilar’s mother Mercedes, were against the




match, and forced them apart, an act that would leave
its indelible mark on their respective relationships with
their parents. They are now both determined to make
their choices as adults, even though the investigation re-
veals secrets which affect them too.

H yewypagia twv avBpdriov
Tou Thépyou Kpaooakémoulou

To Lone Star £exivd pe tnv avakdAuyn evoe okeletol
Bappévou otnv €pnuo ka1 oguveyider pe tnv avaldftnon
tou evoxou ané tov oepipn tng pikprig méAng Frontera,
ota oUvopa tng Auepikrig pe to Me&iké. ITapd tny npé-
(paoT TOU QOTUVOMIKOU puotnpiou, 0w, meploodtepo
ané wa tavia eidouq —Sokiudote va to xwpéoete oe
onoladrimote katnyopia BéAete ka1 eivan PéParo nwg Ba
anotuyete — 1o £exwp10té autd @idp tou Sayles katop-
Bdver 6x1 anAd va EedimAdoer wia mvakoBnkn xapaktr-
pwv K1 évav eaipetikd Aerrtopepn) 1016 ouvaioOnpati-
KOV, KOIVOVIKQV, EBVIKOV Kal YEDYPAPIKGOV 0XEOEDY,
aM\G kupiwg va oulAGBer pe akpifela tnyv iG1a Ty wuyr
evog tomou.

H Frontera, n néAn mou &1adéyer o Sayles va toroBetr}-
oe1 tnyv 10topia tou, dev Ba Ppebei oe kavéva xdptn tng
Apepikrig, 6pwg n aioBnon, o1 GvBpwriol, o1 10Topieg TN,
opiCouv 6x1 anAG 6An tnv nepiloxr mou Ppioketar kovid
otnv aépatn aAG té6oo BabiG ypapur twv ouvépwy, al-
AG ka1 g éva onueio tnv vootporria evog peydlou pé-
POUG TWV KATOTK®WV Kal Twv 600 Xwpdv mou otékoveal
anévavn n pia otnv GAAn. O Siaxwpiotikég ypapuég
otny tawia tou Sayles aopaldg dev eivar pévo yewypa-
@ikég PBpiokovian mavtoy, armoteloly tn uéVIunN enwdo
ouig {wég twv npdwv tou: O1 1onavépwvol, anévav
0ToUG apepikavoug, anévavel otoug pavpoug. O1 prwyoi
anévavu otoug mAovUoloug, o1 éxovieg mpdoivn Kapta
anévavtl otoug mapdvopoug, o VOHoOG amévavtl 0to
éykAnua, o oepipng Sam Deeds anévavu oto pibo tou
natépa tou, 1 i61a n méAn anévavu oto maperO6v tng
ka1 oto aPéPaio péAdov tng. TonoBetnuéveg dimda ota
olvopa kan péod and tnv kGuepa tou Sayles, autég o1 pi-
kpotepeq ypappég peyeBivovia, yivoviar opatég kai
anokaAuntouv péoa ané tn Sradpopr| toug tny idia tny
napdbofn, expnkuikn xnueia mou kpatd evopévn wa
n6An mou poidder va pnv éxer kavéva ouvbetiké 10t6. M’
autd tov tpémo, n Frontera dev eivar ma andd pia pikpr
ndAn oo Téag, aAAG pia pikpoypagia evég oAékAnpou
£Bvoug 6nwg kar oxedov kGOe xapaktipag oo @Ay yi-
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vetal éva oGpPolo yia wia olykpouon, pia oupgiioor,
évav tpéno yia va beiq tn {wnj ka1 va tny {foeig dirka
otoug GAoug,

Méoa ané to Baupdoro oevdpio tou Sayles, 6uwe, ko
v evydwten, pevotn oknvobeoia tou, kaveic and toug
bexddeq xapakufpeg bev amotelei «mapGberypar otn
pon tng tawiag. Méoa oe eAdxiota Aerrtd, oe pepiké me-
piTtoelg uéoa and pia uévo oknvi, n tavia katopHo-
vel va xtioer tpiobidotatoug avBpanoue, va toug Smoer
Aéyo Unapéng ka1 pia 10topia mou ugiotata akdua Ki
6tav n kauepa toug aprioer ava otov ik toug KGopO.
Méoa ané autég tig pikpég 10topiee, TIC apnynoeie tou
Kavevog, to ¢iAp ouvBéter pia peyalitepn eikéva, ava-
kaAurreer Ty lotopia. To mola eivan oty npaypatikén-
ta autr) ev €xer téon onuaociar autd nou defyver va pe-
tph eivan n addvBaotn aioBnon nwg dev eivan tinota
nep1oo6tepo ané pia urokelpevikn extipnon. Or uibor
bev defxvouv va eivar tinota nepioodrepo ané pia oul-
Aoyikrj mapaboyn, n aAqfeia tinota neploodrepo and
éva Kowa anodektd «péuar. Ki av oto apepikaviké or-
vepd, to omofo otnv mAelowngia tou apéoketar va BAE-
el ta npdypata pdupa 1y Gorpa, éva tétolo oupnépacua
Oa éporade pun anodextd, yia tov Sayles deixver va ano-
tedei anAG wa oxed6v guotodoyik npaypatikéenra. H
HvAun dev eivar mapd pia ak6éun ouvaioOnuotuky Ae-
toupyia kal to mapeAd6v, akéun K1 av éxer ma peiver mi-
ow, bev maver va péver pilwuévo yepd, t6oo otoug av-
Bpdnoug 600 kar otov tomo. loweg y1 autd kGbe @opd
mou 1 10topia ta&ibever oto Xpovo, miow otnv dexaetia
tou '50 ka1 Eavd ndh oto nmapdyv, n kGuepa nmavaper and
Tn pia Gxpn tou kGdpou otnv GAAn, kaGvovrag cagpéc 6T
To TOTE Ka1 TO TOPa eival moAd mo koveivd an’ 600 Ba
BéAape va matevoupe.

H anodoxn autig tng aAfifeiag porader va eivan o povog
Spbuog yia va npoxwprioeig unpootd, poiader va Aéer n
tawvia tou Sayles. «©’ apxiooupe an’ tnv apyr, 6la ta
uni6Aoina, 6An n 10topia uropei va nder oto Hiafolos, Aé-
1 n Elizabeth Peiia otov Chris Cooper otnyv teleutaio
oknvh] tng taviag, 6pwe n epdon tng dev eival pia axé-
HN Si1axwpPIoTIKY ypappn avapeca ota 60a éxouv yivel
ka1 ota 6oa eArrier va yivouv, aA\G modu anda o pdvog
tpomog va avuipetwirioelg npdypata 1600 nmoAl peyoli-
tepa kai Suvatd ané eoéva: va ta anodeyteiq ka va ou-
vexioeig,..
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Oihpoypomio

The Geography of People

by Yorgos Krassakopoulos

Lone Star begins with the discovery of a skeleton buried
in the desert and continues with the search for the
guilty party by the sheriff of the small town of
Frontera, on the US-Mexican border. Despite the guise
of a murder mystery, however, more than a film genre -
try to fit it into any category you like and it is certain
that you will fail - this special film by Sayles manages
not simply to unfold a gallery of characters and an ex-
traordinarily detailed web of emotional social, moral and
geographic relations, but most of all to capture with
precision the very soul of a place.

Frontera, the town in which Sayles chooses to set his
story, cannot be found on any map of America, yet the
sensation, the people, and their stories, define not sim-
ply the entire region located near the invisible, yet so
deeply etched, border, but up to a certain point the men-
tality of a large part of the inhabitants of both countries
that stand opposite each other. The dividing lines in
Sayles’s film are certainly not just geographical. They
are everywhere and constitute the lasting burden in the
lives of his heroes: The Spanish-speaking Mexicans ver-
sus the Americans, versus the blacks. The poor versus
the rich, the green card holders versus the illegal immi-
grants, law versus crime, Sheriff Sam Deeds versus his
father’s myth, the town itself versus its past and uncer-
tain future. Located near the border and through
Sayles’s lens, these smaller lines are magnified, become
visible and, through the course they follow, reveal that
same paradoxical, explosive chemistry that holds the
town together and that seems to have no connective tis-
sue. In this way, Frontera is not simply a small town in
Texas but an entire nation in miniature, just as almost
every character in the film symbolizes conflict, reconcil-
iation, a way of looking at life and living it next to oth-
ers.

Through Sayles’s splendid script, however, and his elo-
quent, fluid directing, none of the dozens of characters
constitutes an “example” in the flow of the film. Within
very few minutes, in some cases within the time frame
of one scene, the film manages to construct three-di-
mensional characters, give them a raison d'étre, and a
story that is sustained even when the camera leaves
them back in their own world. Through these little sto-
ries, narrated by no one, the film weaves a bigger pic-

ture, reveals history. What exactly this history is does
not really matter so much. What appears to count is the
infallible feeling that it is nothing more than a subjective
evaluation. The myths do not appear to be anything
more than a collective acknowledgement, the truth noth-
ing more than a commonly accepted “lie”. And if in
American cinema which, in its majority, likes to see
things in black or white, such a conclusion would seem
unacceptable, for Sayles it seems to constitute simply an
almost normal reality. Memory is nothing more than one
more emotional function and the past, even if it has now
been left behind, does not cease to remain rooted firm-
ly both in the people and the landscape. It is perhaps for
this reason that every time the story travels back in
time, back to the ’50s and then back again to the pres-
ent, the camera pans from one end of the frame to the
other, making it clear that the then and the now are
much closer than we would like to believe.

Accepting this truth seems to be the only way to go for-
ward, Sayles’s film seems to say. “We start from scratch
— Everything that went before, all that stuff, that his-
tory — the hell with it, right?”, says Pilar (Elizabeth
Pena) to Sam (Chris Cooper), in the last scene in the
film, yet her words are not yet one more dividing line be-
tween everything that has happened and everything she
hopes will happen, but, very simply, the only way you can
deal with things so much greater and stronger than you:
you accept them and carry on...

Translated into English by Bly Petrides
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John Sayles

MEN WITH GUNS

HITA / USA 1997

IxnvoBeoia / Direction: John Sayles

Levipio / Screenplay: John Sayles

Quwroypagia / Cinematography: Slawomir ldziak

Movowi / Music: Mason Daring

Ixediaopds Napaywyiic / Production Designer: Felipe Fernandez
Del Paso

KaMmexvixii AieiBuvon / Art Director:r: Salvador Parra
EvBuparoloyia / Costume Designer: Mayes C. Rubeo
Mowvri{ / Editing: John Sayles

HBonoioi / Cast: Federico Luppi (Dr. Humberto Fuentes),
Damian Delgado (Domingo), Dan Rivera Gonzalez
(Conejo), Damian Alcazar (Padre Portillo), Tania Cruz
(Graciela), Mandy Patinkin (Andrew), Kathryn Grody
(Harriet), lguandili Lopez (Mntépa / Mother), Nandi Luna
Ramirez (Képn / Daughter), Roberto Sosa (Bravo), Lolo
Navarro (TugAn INuvaika / Blind Woman), Maggie Renzi
(Toupiotpra otnv moiva No 1/ Tourist by Pool #1), Shari
Gray (Toupiotpia otnv moiva No 2/ Tourist by Pool #2),

Alejandro Springall (Thog tou yiatpou Fuentes / Carlos,
Dr. Fuentes’ Son), Carmen Madrid (Képn tou yiatpot
Fuentes / Angela, Dr. Fuentes’ Daughter), Esteban
Soberanes (Appapwviaotikég / Raul, Angela’s Fiancé),
Rafael de Quevedo (Ztpatny6g/ General), Maricruz Najera
(ITAoGoma kupia / Rich Lady)

Napaywyoi / Producers: R. Paul Miller, Maggie Renzi
Napaywyi / Production: Lexington Road Pictures, Clear Blue
Sky Productions, The Independent Film Channel,
Anarchists’ Convention

Midpxeia / Length: 128" "‘Eyxpwun - AM/ Color - B/'W
Bpapeia / Awards: Donostia San Sebastidn Film Festival -
Fiprseci Prize (John Sayles), Solidarity Award (John
Sayles)

Mia adreukpiviotn xopa tng Kevepikre Apepikig ofjue-
pa. O Humberto Fuentes, elnopog yiatpdc Aiyo npv
ouvraln, éxer éva Gveipo: va evromioer wa opdda véwy
nou eixe exnaidevoe) npiv andé xpévia yia va npoogépe!
watpikny PonBera orov @rwyxoé nAnbBuoud tne xwpac,



Filmography

xupiwg 1Bayeveig vdidvoug nou Couv ota Pouva. Iapa tig
avupprioeig tng k6png tou, o Humberto eivar anogao-
opévoe, Leny ayopd tng npwtetouoag, o yiatpog eveori-
Cerwavd woyn évav and voug padnég tou. Autde, pavepd
OUYXUOPEVOG, TOV evijuep@vel 6t i opdda tou SraAibnke
K1 611 kaveig tou dev pundpeoe va efaoxnoer ta xpén tou,
efartiag tou avidptikou noAépou rou pafvetar ota fouva
g xwpag. O Humberto duokoAetetar va tov movéyel
ko anmo@aoider va kaver to vakidy, éotw kar av o1 1atpikég
efevdoeig vou bev eivar evBappuvuikée. Ltnv apxn tou
vafidou, o yiatpdg ouvaved éva (euyapl Apepikavay tou-
PIOTOV 110U Tov pwtder av n xopa eivar emkivéuvn. O
Humberto nepigpovei edagpig tnv apédeid toug kai
oug haPepardver 6u eivar aogpaleic. Pravovrag oto Rio
Seco, npto xwp16 tng S1adpoung, o1 viémor tov avuipe-
twni¢ouv kaxunornta. M6vo pia tugAn ypid tou wiAdGer ka
tov eviuepmvel 6t o pabnurg tou SodogoviiBnke anéd
«avipeg pe 6mhar. O yiatpde 6pwme efval ano@aciopévog
va toug evrorioer. Xvo endpevo xwpio, tnv Tierra
Quemada, o yiatpog de Ppioker to pabner tou aAAd yvw-
pier éva pikpo ayép, tov Conejo, oppavé maidi kai yévo
Braopon, nou yvwpiler kaAd tnv neproxn. O Conejo dei-
XVve1 0tov yiatpd to vekpotageio, 61ou 01 0TpatIdTEG
apnvav éxBeta ta mudupavta yia napaderypatiopd, kar to
oxoAeio, vo onoio xpnoigornolotoav WG XMpo Bacaviotn-
piwv. Tnv enopévn, toug mAnodder évag Mimotdkeng, o
Domingo, mou eivar tpaupatiopévog kai e tny aneidf
6mou toug unoxpedvel va tov nidpouv pali toug. Ttnv
enGpevn noAn, o yiatpog pabaiver yia évav akéun pabner
Tou Nou okouMONKe and to otpatd yiati npooégepe 1aTpi-
k1) PoriBera otoug avrdpree. O yiatpég, o Conejo ka1 o
Domingo geuyouv yia va fouva. Lvo dpéuo palevouv
aov évav dyvworo dvipa, vov Portillo. O Portillo toug
Aéer 6u eivar anAa éva «@dvraopar, aAAd to id1o Bpddu
toug anokaAdntel tny 10topia tou: frav nandg o’ éva
xwp16 ota fouvad, aAAé 6tav o otpatdg toug {fjtnoe va
exteAéoouv enud kavoikoug eneidr fjrav avuiotaciakoi, 0
nandg o £0Kaoe 0Ta KPUPa yia va yAutdoel, Bétovrag
Opwe oe kivbuvo to undAomo xwp16. Ané tote, nepipépe-
o1 oav @dvraopa. Ty enopévn, o Domingo {ntder tn
ouyxmpeon wou Portillo yia va eykAfjpata nou unioxped-
Onke vo kéver oto otpard, ki Grav apydrepa to autokivn-
1o néoel oe pAdko tou otparou, o Portillo Buoidlerar yia
va un oulngBei o Domingo. H opudba pevagpépeta and
1o ovpavd ovo Modelo, éva xwpié-otpatdnedo ouyké-
vipwong, 6mou éxouv pevagepbei pe tn Pia 01 kGroikor
WV XWPIOV yia va yAutoouy and to aviapuiko. E&etd-
Covuag voug pe ) BoriBeia vou Domingo, nou Ruav vooo-
KOPOC 010 01pato, o iatpoe yvwpiler pia véa konéda, tny

Graciela, mou efxe praotei oo nopeA@év kar ané tote éna-
e va piAGer kar £xer pévigo névo oto otoudyr. Lto
Modelo, o yiatpde paBaiver kar yia éva axbpa xwpd, to
Cerca del Cielo, mou Bpfoketa kriou wnAa ota fouvé ke
6mou urnotiBetar 61 Ppioketm o tedeutaiog evanopévay
pabntrg tou. Exef éxouv eykataotabei 6001 Efpuyay and
toug «Gvipeg pe ta 6mAar, aAAG kaveig bev Eéper nou Ppi-
oketal. O yiatp6g anogaociler va Bper to pubikéd autd
X0p16 ka1 auth tn @opd toug akodoubei ko ) Graciela. H
avdpaon eivan 6GokoAn kar n kapdid tou yiatpos eivan
abuvapn. Otav @uavouy otnv kopen tou fouvol, eviorri-
{ouv 1o Xwp16, u6vo nou dev eivar o pubikég témog nou
pavralovrav. O GvBpwnior {ouv eaBhiwuévor kar o yio-
1p6¢ toug dev unidpxer ma. O Humberto, s€avinuévoc,
anoyonteupévog kal yvwpilovrag ma tny npaypatiki -
Ta tng XOpag tou, epuxa kGrw and éva bévipo. Eva kopi-
to1 {ntder ané tov Domingo va Bonbroer tnv tpavpati

ouévn untépa tou. O Domingo eivar tépa o véog yiatpée
tou Cerca del Cielo.

An unidentified country in Central America. Humberto
Fuentes, a wealthy doctor who is about to retire, has a
dream: to track down a team of young doctors that he
trained years ago to offer medical support to the coun-
try’s poor, and in particular to the indigenous Indians
living in the mountains. His daughter strongly objects to
this venture, but Humberto is determined. In the capi-
tal's marketplace, he has a chance meeting with one of
his former students. Clearly upset, the student informs
him that the group has dispersed and that no one was
able to do their duty because of the fierce guerrilla war
raging in the country’s mountains. Humberto is not dis-
suaded and decides to make the journey there himself,
even though his own medical check-up shows that he is-
n't really up to it. At the outset of the trip, Humberto
meets an American couple who ask him if the country is
dangerous. Humberto thinks that they are naive, but re-
assures them that they are safe. At Rio Seco, the first
village on his itinerary, Humberto is regarded with great
suspicion by the locals. The only person who talks to
him is a blind old woman, who informs him that his for-
mer student there was murdered by “men with guns”.
Humberto is determined to track down the rest of his
students. At the next village, Tierra Quemada, he again
does not find his student, but befriends a young boy,
Conejo, who is an orphan and is well-acquainted with the
area. Conejo shows Humberto the village graveyard,
where the soldiers leave the dead unburied to terrorize
the locals, and also the school, which is used as a torture
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chamber. The next day, they come across a deserter
called Domingo — Domingo is wounded and at gunpoint
forces them to move on with him. In the next village,
Humberto learns of the death of one more of his stu-
dents, who was killed for offering medical aid to the
rebels, and he presses on with Conejo and Domingo into
the mountains. On the way, another man called Portillo
joins the group. He initially tells them that he is nothing
but a “ghost”, but that same evening he reveals his true
story: he was the priest in one of the mountain villages,
but when the army asked him to preside over the assas-
sination of seven rebel villagers he ran away and became
a fugitive, a deed which may have endangered the entire
village. Since thén, he has been traipsing around the
mountains like a ghost. The following day, Domingo asks
Portillo to grant him forgiveness for all the crimes he
was forced to commit by the army, and when later their
car is stopped by an army road block, Portillo sacrifices
himself so that Domingo is saved. The group is taken by
the army to Modelo, a village that has been turned into
a concentration camp, where the inhabitants of the

John Sayles

neighbouring villages have all been forcefully gathered,
to get away from the guerrilla war. Humberto gives the
villagers a medical check-up with Domingo’s assistance,
as Domingo used to be a military nurse. He examines a
young girl, Graciela, a rape victim who went mute and
suffers from permanent stomach pains since her viola-
tion. Humberto also learns about yet another village,
Cerca del Cielo, which is situated high up in the moun-
tains, and which may well be home to his final remaining
student. This is where all those who have sought refuge
from the “men with guns” are supposed to be, but no
one is clear as to the village's exact location. Humberto
decides to try to find the village and Graciela also joins
them in their quest. The climb into the mountains is dif-
ficult and the doctor’s heart is weak. When they finally
reach the mountain top, they find the village to be very
different to what they expected. The refugees live in
conditions of extreme poverty and their doctor is no
longer with them. Exhausted, disappointed and now ful-
ly aware of the wretched truth about the state his coun-
try is in, Humberto lies down beneath a tree and draws
his last breath there. A young girl asks Domingo to help
her with her wounded mother. Thus, Domingo becomes
the new doctor of Cerca del Cielo.

H kpuppévn lotopia

tou Aoukd Katoika

Mepikég ané tig wpmdtepeg Snuioupyieg tou John Sayles
nupodotoUvtal and to yeyovog piag Biang npoowmerg
agunviong, piag Eapvikig ouveidbnronoinong. Aoobpo-
HOVTag mpoowpiva and tnv Kavovikn toug {wi, anloi
GvBpwIT01 OKOVTAPTOUY ENGVK 08 KPUPHEVA HUOTIKG TG
lotopiag kar kaAoUvial va onNKOOoUY 0TOUG MHOUS TOUG
to Bapu goptio and duoPaotayteg adfbeieg g onoieg
avakaAurrtouv. H Gyvoia toug petatpénetar oe yvoon kol
apéowg petd oe nenpwpévo. Tavieg 6nwg to Lone Star
(Movayixé Aotépn) apnyotvral autryv akpifag tny 10to-
pia. ZexdBapog Bepanikdg andyovog tou, to Men With
Guns vonoBetei to io potifo o’ éva neproodrepo pubino
napa peahotikd miaiono. Xapog Spdong tou opilera wa
avavupn yovid tng Aauivikng Apepikig otny onola pai-
vetal évag Gyvwotog epguliog néAepog. H pida tng molr-
KNG aotdberag ka1 n artia tng KOIVWVIKIG avatapayng
napapévouv apnpnuéveg évvoies,. Ta 6pra avapeoa otoug
KaloUg Ka1 toug Kakoug, ta Bupata ko toug Buteg tng
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un6Beong pordlouv oav va éxouv nawei mpo moAlou va
upiotavral, eve o1 petadl toug ouvdiaAdayég @ido&evou-
vual oe pia e@iaAtikr no man’s land 6mou o OGvatog napa-
HoveUe! povipwe otny emdpevn otpoPr} tou Hpépou.

"Hpwag tng taviag kar kivneiplog poxAdg tne dpdong

eivan évag nhikiopévog yiatpée. Le neiopa 60wy emyer-
pouv va tov anotpéyouv ofolpevor yia tnv ac@daieid
wou, exefvog anogaoiler va ta&idéyer oe pia enapyia rmou
avéxabey napépeve 1’ autdy aveepelvnn. Lkondg tou
eival va evromioer va ixvn pag xoUgtag aAAoTivedy @orr-
LV ToU 01 01oiol ano@aoIoay va npoo@épouy TNy gap-
paxeunikn foriBeid voug oe Miydtepo npovopiouxeg nepio-
XE¢ Tou Tonou kal éktote gaiveral oav va e§agaviotnkav
and npoo®nou yng. Kdnwg étor Eexiva n gavopevikd
avebuvn kai npéokaipn @uyr} tou yiatpou and tny néAn
Kol v Hpepn kaBnuepivotnta nou dexaetieq oAéxkAnpeg
éxe1 xrioel yia vov eautd vou. Mévo mou pa AGBog otpopn
pevavonider tnv nopeia vou and tnv npodiayeypappévn
¢ karevBuvon. To kabopiotikéd autd Aend, n) tavia tou
Sayles pevouoidve var Lag@vikd andé éva anAé road movie
oe pio punuikh SHabpoun, pabnuatikd unoloyiopévn

mote va obnyfoe tov fipwa otny kabuotepnuévr tou em-
poftnon. Oa tov unoxpedoer va avoilel hidrAata ta pduia
tou ka1 va aveikpioer tnv aAfBeia nou téoov kapd ayvo-
ovoe. Oa tov nefoer va tn dexrel kar va tny enwuiodel we
v mo nikA oraupogopia kévipa ota okotdda nou
anA@vovia otov ££w k6opo.

O yiatpdg 0bnyei éva moduterée tin. Mia otpaforigovia
ka1 va Adotixa vou autokivijrou apxidouv Eapvika va apr-
VOUV Ta anotun@uata toug o’ évav dyvworo, Pabid tpo-
HakTik6 kot riépa yia népa aAnbivé kbéopo. Ewoxwpdviag
Héaa tou, o wixpapog, opBoloyiotig fipwag Ha unoype-
wBef va mpaypatonomoer éva tepdotio GApo. Oa petann-
brjoe1 ané tnv kabnouxaovikn BaAnwpn tne AoykAg ko
TO HEXP! TOPA KATAPUYIO TG EMOTAKNG TOU 0ToV aréAu-
1o mapaloyiopd. Xe wia enfyeia k6Aaon. [Mpoonabdvrag
evaywving va avoiéer Spéuo péoa and moo-kateotpap-
Héva xwp1d, mukvég extdoeig BAdotnong, apidééeveg ol-
ykAeg ka1 xwpdgpia onapuéva pe avBpdmva ootd, o yia-
tpbg anmopakplvetal odoéva Kal mo pakpid ané tov
nohtiopé. Epxetar mAnoéotepa o’ évav poviépvo Meoai-
wva. Zuvavtd oto §1Gfa tou pévo anéPAnroue, katatpey-
Hévoug, kuvnynuévoug: Eva oppavé nadi mou unoxped-
Onke tpaupatika va peyoddoer. Evav veapé himotdken
rou enavaravetal otny yeudaiobnon unepoxrg mou tou
biver to Goero nepiotpoo mou kouPald ouvexae pali
vou.'Evav 1epéa nmou eykatéAenpe to moipvié tou, avalr-
tovrag Autpwon yia éva apdptnua nou diénpale. Ko éva
veapd kopitol mou €xaoe tnyv WG tou, oppayiloviag tig
Bavauoétnteg mou unéotn miow and pia oduvnpen owwny,
Méoa o’ autd to oUunav TV XapHEVeV Puxdy, TV nepr
MAaVOHEVOVY OUapPTOAGV Kal Twv avBp@mvev gavia-
opdtwy, n 01Aouéta tou Y1atpoU, VIUHEVT HOVINGE pe
Xpwuata Aeukd, kaBnouxaotikd, poiader ye pecoavikn
@ryoupa mou Ba odnyroer to taid autdv twv Katapapé-
vV otov napdderco mou undéoxovral kGnoieg Aaikég
Sokaoieq. Xe wa I'n tng Enayyeliag kpuppévn ota katé-
Baba mag elpopng, tpomking kapdide. O dpbéuog npog
TOV EMOUPAVIO MTPOOPIoUS ival A0PaA@E OTPWHEVOS Ue
aykGbha. Kanoior Ba xaBotiv odooyepac, kdnoio fa eyxo-
taleiyouv vwpig, 6001 Sradéfouv va unopeivouv wotéoo
uéxpr tédoug, Ba dexrolv tnv navavBpodmvn ke yepden
oupnévia katdAnén nMou toug UNGOXETal Kal TOUG EMmM@u-
Adooer 0 oknvoBétne. Makpid ané tig oupfaoeig evég
Eexabapa kaBnouyaotikou happy end, o Sayles npoteiver
10 ekkpepég evog mbavol no end. Onwg to aviypatiké
yuvaikeio xapdyelo mou kAeiver to teleutaio nAavo, éton
Ka1 1 oevapiakn katdAnén v ndviov agiveta va
oupnAnpwbei ané kabévav Beatn xwpiotd. To av i éxfo-
on tng wtopiag anofei eAmdogdpa i ducoiwvn, péver




kaveiq va to paveéwer pévog. Apkei armddg va Bupdran
nwg n {wn 1j o Bdvatog mou evdéxetar va napapovetouy
niow a6 kGBe avdoa Twv evanopevaviwy npowy dev
eival timote GAAo a6 tig Suo apxéyoveg otabepéc tng
avBpdmvng katdotaong. Autéq ané tig ornofeg to oveud
ka1 kGOe eiboug puboloyia avrdei povipwg va kalitepa
OpGuatd tng,

The Hidden History

By Loukas Katsikas

Some of John Sayles’s best work is fueled by a violent
personal awakening, a sudden realization. Momentarily
drifting of f the well-trodden path, ordinary people stum-
ble onto history’s secrets and are called upon to bear the
weight of the overwhelming truths they discover. Their
ignorance first becomes knowledge, then destiny. Films
like Lone Star tell precisely such a story. A clear the-
matic descendant of that film, Men with Guns deals with
the same motif, but within a more mythical rather than
realistic framework. The action takes place in an anony-
mous part of Latin America, where a fictitious civil war
is raging. The reasons for the political instability and so-
cial unrest are not specified and remain obscure. The
borderlines between good and evil, victim and victimizer
have long ceased to exist and human contact is made in
a nightmarish no man’s land where death lurks at every
turn.

The protagonist and driving force of the film is an eld-
erly doctor. Ignoring the warnings of all those who try
to dissuade him out of concern for his safety, he decides
to travel to a region that is unknown to him. His aim is
to track down some old students of his who decided to
offer medical aid to people in less privileged parts of the
country and who have since disappeared without a trace.
This is the beginning of the doctor’s seemingly easy and
transitory journey away from the city and his long-es-
tablished, peaceful daily routine. But one wrong turn
dramatically shifts his direction off its pre-arranged
path. And at that defining moment, Sayles’s film is sud-
denly transformed from a road movie into a journey that
will bring the hero to his belated epiphany. It is a jour-
ney that will force him to open his eyes to the truth that
he has ignored all his life, and will convince him to em-
bark on an moral crusade against the darkness that
spreads in the world around him.

John Sayles

The doctor drives an expensive jeep but a wrong swerve
brings the car into an unknown, terrifying and very real
world. Upon entering it, the usually calm, rational hero
is forced to make a giant leap, from the reassuring com-
fort-zone of science and logic, to a world of complete ir-
rationality — a hell on earth. Desperately trying to make
his way through half-ruined villages, stretches of dense,
inhospitable jungle and fields littered with human bones,
he moves further and further away from civilization and
closer to the modern Middle Ages. All those he encoun-
ters on his path are pariahs, persecuted, hunted: an or-
phan child that was violently forced to grow up; a young
deserter who relies on the illusive sense of superiority
an empty revolver gives him; a priest who has abandoned
his flock and seeks redemption for a crime he commit-
ted; and a young girl who has gone mute, hiding the
atrocities to which she was subjected behind a painful si-
lence.

Within this universe of lost souls, of drifting sinners and
human ghosts, the doctor, always dressed in soothing
white, looks like a messianic figure who can lead the
company of the damned to a paradise similar to that
promised by popular folklore, a Promised Land in the
heart of a fertile, tropical jungle. Needless to say, the
path toward heavenly redemption is strewn with thorns.
Some of the travelers will be forever lost, some will give
up quickly, but those who choose to persevere to the
end will be rewarded with the universal compassion
which the director promises and has in store for them.
Moving away from the convention of a clearly reassuring
happy end, Sayles proposes the inconclusive possibility
of an open ending. Just like the enigmatic female smile
with which the film ends, the script is left open, to be
completed individually by each one viewer. Whether the
film’s conclusion is hopeful or gloomy is left to the view-
ers’ discretion, as long as they remember that life and
death, which might be lurking behind each one of the re-
maining heroes, are nothing but the two primordial con-
stants of the human condition. The very certainties
from which the cinema, like any mythology, draws its
best stories.

Translated into English by Hector Apostolopoulos



164

Filmography

LIMBO

HITA / USA 1999

LinvoBeoia / Direction: John Sayles
Levipio / Screenplay: John Sayles
Dwroypagia / Ci aphy: Haskell Wexler

Movomi / Music: Mason Daring

IxeSraopéc Napaywyiic / Production Designer: Gemma Jackson
KaAAmexvini MevBuvon / Art Director:r: Keith Neely
Evbuparohoyia / Costume Designer: Shay Cunliffe

Mowral / Editing: John Sayles

HBonoioi / Cast: Mary Elizabeth Mastrantonio (Donna De
Angelo), David Strathairn (Joe Gastineau), Vanessa
Martinez (Noelle De Angelo), Kris Kristofferson
(*Smilin’” Jack Johannson), Casey Siemaszko (Bobby
Gastineau), Kathryn Grody (Frankie), Rita Taggart (Lou),
Leo Burmester (Harmon King), Michael Laskin (Albright),

Jimmy MacDonell (Randy Mason), Merit Carlson-van
Dort (Audrey), Monica Brandner (Corky), Maria
Gladziszewski (Denise), Dan Rinner (X-Man), Stephen
Lang (Vie)

Napaywydc / Producer: Maggie Renzi

Napaywyi / Production: Anarchists’ Convention, Green / Renzi.
Nidpxera / Length: 126° "Eyxpwun / Color

BpaBeia/ Awards: Seattle International Film Festival - Golden
Space Needle Award for Best Director (John Sayles)

Juneau, Mipavi tng Notioavatohikrg Addoka. Lvo yAéve
tou Yapou tng képng evig tomxkou napdyovea, epgavide-
tan i tpayoudiotpia Donna De Angelo, n onoia exeivo to
b0 Ppadu xwpiler pe tov appafwviactikéd tng pnpootd
ota pdua tng képng tng Noelle mou doulever oto pnap.
Metd, n Donna {nta ané tov Joe Gastineau - nponv wapa




ka1 vuv BonB6 twv uneuBivwv yia tnv tpogodooia,
Francine ka1 Louise - va tnv nidpe1 padi tou pe to autoki-
vnro @g tnv méAn. O1 duo toug katalfjyouy va petagé-
pouv ta H1ka tng mpdypata ka1 tng K6pngG tne and to orri-
T tou mpdnv appawviactikol o’ éva Siapépiopa ndvem
ané to Golden Nugget, to vuxtepivé payadi 6mou tpayou-
66 n Donna. Zto peta&l o1 Francine kan Louise @ilovi-
KoUv pe tov Harmon oxetikd pe wia ayopanwAnoia. TeAr-
kG Eexabapiouv tnv katvdotaon kpatdvrag yia
Aoyapiaoué toug to wapokdiko tou Harmon. O yduog
teleidver kai ) Noelle yupider otny m6An pe pa ouvadel-
@O0 1ou tng amokaAunte 6t o Joe, 20 xpdvia nip1v, oty
Sidpkera evog ahieutikol ta&idiov unmpée unetBuvog yia
1o Odvato dU0 avBpdnwy. Prdvovrag oto Sapépioua, n
Noelle toaxk@vetal pe tn untépa tng yia tn véa Hetakopi-
on. Karoio Bpadu nou o Joe rmyaiver oto Golden Nugget,
ouvavtda tov “Smilin’” Jack, évav miAéto rmou Soulever
otny neploxy. Exei akovter tny Donna va tpayoudd kan
ouvavuiétal kan M padi tne. Kabog e§opoloyoivear o
évag otov GANO TIg TPOOWIMKES Kal erayyeAHatikEéS Toug
avuyieq, kG apxider va yevviétar avauead toug. O
Francine ka1 Louise nipoteivouv atov Joe va nidper to
KaTk1 ka1 tnv Gdera aheiag tou Harmon yia va Eavapyioer
va aoxoAeitai emayyeApatikG pe to wapepa, divovedg
toug éva mooootd and ta képdn. Exeivog apxika to oké-
@revar aAAd tehika déxetar tnv oupgwvia. O Joe EavaPpi-
oketal pe v Donna ka1 oupg@wvoly va ouvavenBolv kai
ndA1 pe tnyv emotpo@n tou and to wapepa. H Donna
paBaiver ané toug meddreg tou payadiol tny 10topia tou
Suotuxuatog rmou £xer onuadéwer tny {wn tou Joe. Tote
eppaviCevar otny n6An o Bobby Gastineau, mAdtog kan
etepoBalig adedpig tou Joe, o omoiog aviipetwiiden
oofapd owovopika mpoPAfpata. Otav o Joe emotpépe,
o Bobby tou {nté va tov nder kGrnou pe to okGPog yia
enayyeApatikoug Adyoug kai o Joe kalei oto ta&idr autd
ka1 v Donna. Zto petafi n Noelle kAeiverar 6Ao kar mo
oAU otov eautd tng ka1 avuidpd opylopéva ato gAept
g unépag tng pe tov Joe, mbavév yiati voiober epw-
treupévn padi vou. IMTap’ 6Aa autd, pdva ka k6pn epgavi-
Covua oo paveePou yia to ta&id. un Sidpkeid tou, o1
ox£0e1g TV Huo yuvaik@y emdevivoval ouvexme, eve
10 KAKOKAIpir Toug unoxpedvel va ipooapGéouv otov
koArioko evig épnuou vnoiov. Exei o Bobby anokaAu-
el otov adeApd tou 61 éxer unAé€er doxnpa oe paoto-
pia pe epnépoug vapkOTIKGY: 0Kon6g tou taidiol eivan
Va Toug ouvavenoe yia va npoornadnoer va ta «Bpew padi
TOUG Kl TOU IPoTeivel va a@ioouy KArou TG Yuvaikeg yia
va unv kivbuvéyouv. Ky HiGpkeia tng vixrag, KGnoog
avePaiver oto kaiki kar nupoPolei tov Bobby oxotdvo-

John Sayles

vuag tov. O1 unéAoimor eykatadeinouy to okGpog Kai
KoAuundvrag kata@épvouy va grdaoouy otny Enpd. To
endpevo npwi, kpuPovear 0to eowtepIkd ToU VNOIOU VIO
va Eepuyouy and toug Hidkteg toue, 01 onoior agol toug
avalntouv xwpig emrtuyia, tedikd gelyouy naipvovrag
Hadi toug kat to kaiki. O tpeig toug Ppiokouy katapuyio
oe pia eykataAeippévn aypoikia kai npoonaboly va ave-
Hetwrioouy 61we puropolv tn SuokoAn kar aveifon katd-
otaon otny onoia éxouv Ppebdei: avafouv pwnid kai
wdxvouv yia tpopr. Méoa oto onfu, n Noelle Bpioker to
nuepoAGyio tng Annie-Mary, tne Ouyatépag tne oikoyé-
velag ou {ovoe exed, kal to Ppdadu apxiler va to SaPader
otov Joe ka1 otn untépa tng. Aiyeg pépeg apydtepa, n
0dAacoa EePpader to mudpa tou Bobby to onoio ko
0apouv ato vnoi. H Noelle ouvexider va Srapader to nue-
poAGyI0 Ka1 1) 10TOpia mou agnyeitar yivetar 6Ao kar mo
Copepny ka1 Suodpeotn. Za@vikd, oto vnoi grdver éva
aeporAdvo: eivar o Smilin’ Jack mou toug Aéer 6 bev éxer
apketd KavoTpa Kal nwe 0 aoUppatos tou eivar xaAaopé-
VoG, K1 €101 6ev pnopei oUte va oteiler ofjua oUte va toug
nidper padi tou. Pedyovrag, toug Hafefmdver nwg Ha
emotpéyer ypriyopa gpépvoveag fonbeia. O Joe apgifal-
Ae1 ka1 6ev neiBetan yia tig npobéoeig tou, yiati o évag and
toug 8o vekpoig, yia toug onoioug Bewprnke unetbu-
vog ato a6 atixnua, fitav o adeA@dg tou Smilin’ Jack.
H Donna kénoa ouiyprj naipver ota xépia g to nuepo-
Aéy10 kan avakaAvrreer ékmAnken 611 6Aeg oxedov o1 oehi-
beg tou eivan Aeukég, To Bpadu n Noelle «biaPaler yia o
Bdvato tng untépag tng Annie-Mary. To endpevo npwi o1
tpeig toug PAEmouy éva aeporddvo va nAnomader oto vnoi.

Juneau, a port in Southeast Alaska. Singer Donna De
Angelo performs at the wedding ceremony of the
daughter of a local official, and that same evening splits
up with her fiancé before the eyes of her daughter Noelle,
who works at the bar. Later, Donna asks Joe Gastineau, an
ex-fisherman and current aide to the caterers Francine
and Louise, to give her a lift into town. The two of them
end up moving Donna's and her daughter’s things out of
her ex-fiancé’s house and into her apartment, which is
situated above the Golden Nugget, the night club where
she performs. Meanwhile Francine and Louise have an
argument with Harmon over a sale, a situation which is
resolved with them taking his fishing boat. The wedding
ends and Noelle returns into town with a colleague who
tells her that during a fishing trip twenty years ago, Joe
caused the deaths of two people. Upon reaching the
apartment, Noelle has an argument with her mother
about their change of house. One night, Joe goes to the
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Golden Nugget and meets “Smilin’" Jack, a pilot who
works in the area. He listens to Donna sing and then meets
up with her. As they share their respective tales of
personal and professional failure, the beginnings of a
romance are born between them. Francine and Louise
offer Joe to take Harmon's fishing boat and license, so
that he can start fishing professionally again, giving them
ashare of his profits. Joe deliberates but finally concedes.
Joe meets up with Donna and they agree to see each other
again after his fishing trip. Donna hears from some of the
bar regulars the story of the accident that has tainted
Joe’s life. During this time Bobby Gastineau comes into
town - he is a pilot and Joe’s half-brother, and faces
serious financial problems. When Joe returns from his
trip, Bobby asks him to take him on a business trip in his
boat, and Joe asks Donna to join them. Meanwhile, Noelle
retreats more and more into herself and reacts angrily to
her mother’s flirting with Joe, possibly because she
herself is in love with him. Nevertheless, both mother and
daughter show up to the rendez-vous for the boating trip.
During the trip, the relationship between the two women
deteriorates, while a bout of bad weather forces them to
run aground in the cove of a small deserted island. There,
Bobby tells his brother that he has got into serious
trouble with some drug dealers: the point of their journey
is to meet them and try to patch things up. He suggests
that they should drop the women off somewhere, to keep
them out of harm’s way. During the night, someone climbs
onto the boat and shoots Bobby dead. The others abandon
the boat and swim to the shore. The next morning, they
hide in the hinterland so as to evade their pursuers, who,
after an unsuccessful search, take the boat and leave. The
three find refuge in an abandoned farmhouse and try to
face the adverse situation in which they now find
themselves. They light a fire and look for food. Inside the
farmhouse, Noelle finds the diary of Annie-Mary, the
daughter of the family that used to live there, and that
night begins to read it to her mother and Joe. In the next
few days, Bobby's corpse is washed ashore and they bury
him. Noelle continues to read from the diary, and the
story becomes more and more unpleasant and morbid.
Suddenly, a plane lands on the island: it’s Smilin’ Jack,
who informs them that there isn’t enough fuel in the
plane’s tank, that his radio transmitter doesn’'t work, and
50 he can neither take them with him, nor send out a
distress signal. Upon leaving, he reassures them that he’ll
return quickly and bring help. Joe has his doubts and is
not convineed of Smilin’ Jack’s intentions, because one of
the two men for whose death Joe was held accountable

was Jack’s brother. At some point, Donna opens the diary,
only to discover, to her amazement, that almost all its
pages are blank. That night, Noelle “reads” a story about
the death of Annie-Mary’s mother. The following morning
the three of them see an airplane coming toward the
island.

Metéwpor oto kevé petal
Cwnic kan Bavdtou

Tng Afjdag I'adavou

Zuxva tn Bewpolpe tn Suokodbtepn tawvia tou John
Sayles, ene1dn npoonaBoipe va tnv avadiooupe, va tnv
epunvedooupe — aAld K1 o tithog tng, akéua, oe npokalei
va unv tnv exAoyikeltoeig, napd va tn idoeig, va npo-
onaBrioeig va {foeig mAdr tng, petéwpog, avaueoa oto
nipv Kai to petd, apéBalog, aotabrie.

Emuévovtag, mdvta, va OUyKevIp@OVETal 08 OUYKEKPIUE-
Va apepIkavika toria, yewypa@ika onueia mou kabopi-
Zouv tnvidloouykpacia twv avBpdnwy toug, o Sayles oto
Limbo emAéye1 tnv AAGoka, tn) peyalitepr, aAAa mo kpu-
@1 moAiteia tng Auepikng, avaueoa oe duo wkeavoug,
avaueoa otov Kavada kar tn Pwoia, avapeoa otny npay-
HatikéTnta kai tny avunapéia.

Ta otoixeia tng tawviag tibeveal, ané tnv apyy, oe avune-
pabéoeig, kaddvrag to Beatr va S1adé€er nAeupd: o napa-
S0010K6¢ Bromopiopde twv kapafoxipndwy kar twv
Wapddwyv anévavu oTny touplotikn avartuén ko ta é0o-
6a mou autr) uniéoxetal. O fropnxavikég exouyxpoviouoe
anévavtl otnv 0ikoAoyikl kataotpo@ry. To kateotnuévo
Hiag apxéyovng kowotntag, pe ta dedopéva kar vig 1wop-
porieg Tng, anévavtl 0Toug VEOPEPUEVOUG, TOUG aVavEw-
TIKoUG, Toug eVaAAAKTIKOUC,

Méoa o’ autd ta mAaioia, o Sayles tonoBetei évav anéd
TOUG WPAIGTEPOUG YUVAIKEIOUG XAPAKTHPES TOU, TNV
Donna, oapavidpa anotuxnuévn tpayoudiotpia, talar-
nwpnuévn ané tn (i, Ty Kaki g kpion kai tny énn
K6pn tng nou avalnta otabepdrnra k1 woppomia. H
mkpapévn Donna anévavel otov mkpapévo Joe, tov
ndlal noté wpaio tou oxoleiou, Sewvd BalacadAuko, mou
n anotuyia épepe oto xeilog tng napaitnong, Eva avop-
0866080 (euydpr mou Ba épber kovid, odnyolupeve and to
évotikto tng emPiwong,

Apyd, vioxehikd, petéwpa, o épwrag tng Donna kar tou
Joe avantiooetal, peyaddvel, otepidvel, poiader v ayki-
OTPA@VETAl 0TV Npaypatikétnta, va naipve: pwa Béon
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ouykekpipévn kar otaBepr). ANAG 6x1. Timota o’ authyv tny
tawvia dev umopei av €xe1 kaBapr| tautétnta, yiati n kaba-
p1y tautétnua Sev undpxer oute oty {wn.

Odnynuévor ané mapopurioeig K1 evoxée, o Joe, p Donna
ka1 1 k6pn tng Ba BpeBouv eykataAeippévor o’ éva epn-
poviio, oAopbvayxol, xwpig mpoundeieg ka1 xwpig tpbmo
S1agpuyric. Oa BpeBoiv amokopuévor, avaueoa otov rmoAr-
TIOUO Ka1 1o GyvwoTto, avaykaopévol va empicdoouy padi,
tpeig GvBpwrior pe oxéoeig mou ak6ua Soxipdlovrar Lav
Kataxpnotiké SHidAeupa, Oa Hivd€ouv ané ndvw toug kGOe
ixvog avBpdmvng texvoloyiag 1j Snuioupyiag kai, Bou-
Tnypévol otny autdpkela tng guong, Ba mpoomabioouv
va {noouv. Av otig dlokolAeq otiypég o GvBpwriog evxetan
VO 0TaPaTHoe! yia Jia oTyun to Xpévo yia va ipoAdper va
HIAfoer pe Ttov eautd tou, 6tav autd oupPei, to ubévo mou
Héver eivar to §éog. Oh Tpeig vauayoi otapatovy to Xpévo
ka1 tnv e&ENEN, kpépovear ané tn oTIyun Kal urmoxpecvo-
vial va §avadnuioupynoouy toug eautoug toug, eAelbe-
po1 ané kGOe GANo Sedouévo.

IToté, otig tavieq tou Sayles, o1 ammavtfioeig yia tnv
avBpdmvn katdotaon dev €pxovral evkoda — oto Limbo
bev épxovral kaBéAov, ki ag eival autég n kivneipia Suva-
Hn miow ané toug kevipikoug fipweg. IMa va {Hoeig, yibu-
pider n vawvia, &e xpeidlerar v anogaoioeig, va kpiveig, va
emAé€eic, va BuunOeig. Xpeidletal, pévo, va {ioeic: Simla
oe Kkaroiov, dimAa otn yn, 6imAa otny e1kéva tou eautol
oou ka1 va petpnBeig padi tne. H1otopia tng Donna kai
tou Joe efvar and tig mo tpuepéc, (eotég, movepéveg
epwTIKEG 10T0pieg — OéAeig oxedov meproodtepo va deig
tn oxéon toug va emPidvel, mapd toug i61oug. AAAG o
Sayles, Biaodtng twv Vopwy tng @uong, dev analiver tig
ypauuég, be ouyxwpei kai be diver eukaipieq. Aev eivan
okAnpog, oUte kai eAaotikég — avanvéel 0to andAuto
vinova ka1 mpooraBei v’ akovtoer moia avdoa Ba kpatfioer
nepiooérepo Simla tou.

H vawia dev éxer odokAfipwon), Sev €xer givade, owtnpiaf
koAaotrpio - kAeiver ta pduia exei mou dev eiom afyoupog
av Ba va Eavavoier i} 6x1. Ae Ba umopovoe va oupfei Sia-
@opetikd, oe wia tawvia mou éxer anogacioel va nayided-
oe1 tnv avBunapéia. Tati oto Limbo, auté mou éxer onuo-
oia dev eivar n éxkPaon, aAld n évraon tng okéyng Kai tou
ouvaio0patog, oe jna ouypr| anokoppévn and to pubué
ka1 tn Aoyikr). H mAokn tng apxiig unidpxer pévo yia va
xonei, n mepypagr) tou napeAdévrog npoopépetal povo
yia v’ apaipeBei, yia va yiver oagrig n anouoia tou. Avape-
oa oo 500, to éva Kal to kavéva, Tov £pwTa Kal Ty ané-
xBeia, tnv emBupia kar tnv avaykn, o Limbo eivan peya-
Aerddeg yiati katagépver va kataypdyer to kevd. To
anopova@ve! and to Xpovo kal o X®po kal to yepiler pe
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€votikto, 6Po kar ndbog. Téoo kovtd, 600 noté, avaue-
oa otn {wrj ka1 to Bdvato.

In a State of Limbo between
Life and Death

by Leda Galanou

We often consider it the most difficult of John Sayles’s
films because we try to analyze it, to interpret it — but
even its title challenges you not to rationalize it, but to
experience it, to try to live beside it, in a state of limbo
between the before and the after, uncertain, unsteady.
Always persistent in concentrating on specific American
landscapes, geographical locations that define the idio-
syncrasies of their people, in Limbo Sayles chooses
Alaska, the biggest but most enigmatic of the American
states, located between two oceans, between Canada and
Russia, between real life and non-existence.

From the outset, the elements of the film are placed in
Jjuxtaposition, inviting the viewer to choose sides: the
traditional way of life of the skippers and fishermen ver-
sus tourist development and the revenue that it promis-
es. Industrial modernization versus environmental de-
struction. The establishment of a primeval society with
its givens and balances, versus the new arrivals, the ren-
ovators, the alternative lifestylers.

1t is within this framework that Sayles sets one of his
finest female characters, that of Donna, a failed singer
in her forties, worn out by life, her poor judgment and
her teenage daughter who seeks stability and balance. A
bitter Donna versus a bitter Joe, the one-time high
school pretty boy, a formidable sea wolf whom failure
has brought to the brink of resignation. An unorthodox
couple that will come close, led by the instinct for sur-
vival.

Slowly, languidly, in a state of limbo, Donna and Joe's
love develops, grows, takes root, appears to have a grip
on reality, to take a specific and steady position. But no.
Nothing in this film can have a clear-cut identity because
there are no clear-cut identities in life.

Led by impulses and guilt, Joe, Donna and her daughter
will find themselves abandoned on an uninhabited island,
all alone, with no supplies and no way of escape. They
will find themselves cut off, between civilization and the
unknown, forced to survive together, three people in re-
lationships that are still being tested. Like an unde-
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served intermission, they will rid themselves of every
trace of human technology or creation and, immersed in
the self-sufficiency of Nature, they will try to live. If in
difficult times a person wishes he could stop time for a
moment to commune with himself, when that happens
all that remains is awe. The three castaways stop time
and evolution, hang on to the moment and are forced to
reinvent themselves, free of any other given.

In Sayles’s films, the answers to the human condition
never come easy - in Limbo they never come at all, even
if’ they are the motivating force behind the central he-
roes. In order to live, whispers the film, you don’t need
to decide, to judge, to choose, to remember. You need
only to live: beside someone, beside the earth, beside the
image of yourself and to measure yourself against it.
The story of Donna and Joe is one of the most tender,
warm, sad love stories — you almost want to see their re-
lationship survive more than themselves. But Sayles, the
advocate of the laws of Nature, does not soften the lines,
does not forgive and does not give opportunities. He is

neither hard nor flexible ~ he breathes in total nothing-
ness and tries to hear which breath will last longer be-
side him.

The film does not offer closure, or an ending, salvation
or purgatory - it shuts its eyes and you're not sure if it
will open them again or not. It could not happen differ-
ently in a film that has decided to trap self-subsistence.
Because in Limbo what matters is not the conclusion
but the intensity of thought and emotion, in a moment
cut of f from rhythm and logic. The plot in the beginning
exists only to be cut, the description of the past offers
itself only in order to be eliminated so that its absence
becomes unmistakable. Between the two, the one and
the none at all, love and aversion, desire and need, Limbo
is awesome because it manages to describe the empti-
ness. It isolates it from time and space and fills it with
instinct, fear and passion. As close as ever, between life
and death.

Translated into English by Elly Petrides
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SUNSHINE STATE

HITA / USA 2002

IxnvoBeoia / Direction: John Sayles

Levdpio / Screenplay: John Sayles

O®uwroypagia / Cinematography: Patrick Cady

Movowi / Music: Mason Daring

Ixedaopéc Napaywyiic / Production Designer: Mark Ricker
KaMmexvixii AievBuvon / Art Director:r: Shawn Carroll
EvBuparoloyia / Costume Designer: Mayes Rubeo

Movrdl / Editing: John Sayles

HBonowoi / Cast: Edie Falco (Marly Temple), Jane Alexander
(Delia Temple), Ralph Waite (Furman Temple), Angela
Bassett (Desiree’Perry), James McDaniel (Reggie Perry),
Mary Alice (Eunice Stokes), Bill Cobbs (Dr. Lloyd), Gordon
Clapp (Earl Pickney), Mary Steenburgen (Francine
Pickney), Timothy Hutton (Jack Meadows), Tom Wright
(Flash Phillips), Marc Blucas (Scotty Duval), Alexander
Lewis (Terrell Bernard), Sam McMurray (Todd
Northrup), Perry Lang (Greg), Miguel Ferrer (Lester),
Charlayne Woodard (Loretta), Clifton James (Buster

Bidwell), Cullen Douglas (Jefferson Cash), Alan King
(Murray Silver), Eliot Asinof (Silent Sam), Richard Edson
(Steve Tregaskis), Michael Greyeyes (Billy Trucks)
Napaywyoi / Producers: Maggie Renzi, Nancy Schafer
Napaywyn / Production: Anarchists’ Convention, Green/ Renzi
Productions.

Midpxea/ Length: 141° "Eyxpwpun / Color

BpaBeia / Awards: Black Reel Award (theatrical) for Best
Actress (Angela Bassett), Los Angeles Film Critics
Association Award for Best Supporting Actress (Edie
Falco), Florida Film Critics Circle Golden Orange Award
(John Sayles)

®PA6pivea, Plantation Island, napapovég tng peyding
tomkng yoptrg «Buccaneer Days». H Marly ieuBuive:
éva poté) kar pia kagetépia oto Delrona Beach, nepiou-
oia tou autodnuioupyntou adda nuituglou ma natépa
e H untépa tng Marly, n Delia, eivan nAfpwg agooiw-
Hévn otov tomkoé Biaco, tov onoio Sieubuver kar oxnvo-
Betei pe Gofeoro ndbog. H {wr g Marly éxer faltdoe



Gikpoypamin

yia va kaAd, Xopropévn edbom kar xpdvia and tov Steve, éva
wxobiwktn mou tny Genoe yia va avalnuioer 668a kar
mhoutn, n Marly napapéver béopia pag oikoyeveiakng
emyeipnong nou duokoAevetar va diaxeiprovel, Gpbovav
noootftwy aAkooA kar wag abiéfodbng oxéong p’ évav
veotepo epaotr), npwtabAnuh tou ykode. EmmnAéov, n
nepovoia tng Marly aAAd ka1 0A6kAnpn n nepioxn éxer
yiver otoxog @IAGHokwy HEOTIMY KO KATAOKEUAoTMOV IMOU
BéAouv va peratpéyouy tny neproxn o’ évay aképa texvn-
10 rouprotikd napabeioo, 6mwg tny unéAoinn moAiveia
e PAopivea. Exeiveg 1ig pépeg, 0to yertovikd xwpi6 tou
Plantation Island, vo Lincoln Beach, emotpéger Gotepa
and xpovia n Desiree pe tov véo tng appafwviaotiké,
Reggie, évav avanotinoioAdyo. To Lincoln Beach katoikei-
101 kupiwe and pavpoug, mou {ouv ekei and tny emoxn
rou Haxwpropou Aeuk@v ko patpwy. Mia ané autoig
eivan ko i uneépa tng Desiree, Eunice, mou g1 pe tov
pikpo e ovigid, Terell, éva nandi Satapaypévo ané tote
nou oxotwbnkav o1 yoveig tou. H Desiree ka1 n Eunice
Exouv wia buokoAn oxéon kal wAdve onévia, ané téte mou
1 Desiree we égnfin vo éoxkaoe and vo onit tng yiati eixe
peiver éykvog. Tautéxpova, oto kévipo tou Plantation
lsland, avapeoa ota epnopIka KEVIPa KAl ta KATAOTHHATa
pe touprotika eibn, n Francine Pickney, wa peofAikn
peooaotn, npoonabei va opyavaoel, pe mAfpn emayyel-
potiopd ko1 oxolaotikdTnra, TOV £0pTAOHS TWV
«Buccaneer Days», evd 0 00{uydg tng, dnpotikég olp-
[loulog ka1 kpugpoe paviokatabhinuikée, mpoonabei armo-
tuynpéva va autoktovioel. vo nepiBdAlov auté kava-
PrOvouy VEOI EKTIUNTEG, HeOTTEG KOl KATAOKEUAOTEG,
Evag and autotg eivan o Jack Meadows, apyxitéktovag
cloepikdy xopay, nou yvopider tn Marly kar tng Siver
trv eAniba yio éva popdvedo yia npan @opd votepa and
ypovia. Evog dAog eivan o Flash Phillips, npdnv aotép
tou payxpm, mou npooeyyier tnv Desiree yia va ayopdé-
o1 o onin g oto Lincoln Bay kai va tnyv avaotatdoer,
xabog frav autde o natépag tou naidiol nou avaykaoe
v Desiree va eykataleiper vo ot tng 1600 vopig ka
va Lexower pe o pneépa g, Avo yuvaikeg, n Marly kai n
Desiree, buo oikoyéveieg ka1 500 pikpég kovounteg npé-
ner va avapetpnBouv pe to maperdév toug ka va ndpouv
anogaoeig yia to péAov, o’ évav kbéopo mou aAAaler pilr-
wa. H Marly naipver tny peyaAn anégaon va noulrjoer tnyv
NePIoBoIa TNG OTNY KATAOKEVAOTIKT) ETAIPEia 1o EXIpo-
ownei o Jack ko va anobeopeutei and to oikoyeveiakd
autd Papoce, H Desiree ouveibnronoiei 6t é@uace n Gpa
vo oupgnhiwBei pe ) untépa g kar V' agrioel to tapay-
pévo toug napeABov oy Grpn. O kovdtnteg efaypid-
VOVLaI 0TV NPoon ik avoikodounong tng nepioxng

woug ka HrudbnAdvouy katd twv oxebiwy tng kataoxkevo-
oukig evapeiag, Otav o1 proudvedleg urouy oto bhooe,
yia v’ apxioouv g exokapéc, £va HUoTIKG ané to poxpr
v6 napeAO6v épxetal yia v avatpéyer ta ndvea ko va e
BAnOef ovo mapbv: éva yia xpbvia Bappévo whibdviko
vekpotapeio, pia onuaveuik apxaoloyikh avaxdAuyr,
KOl 1 rp@n, ka1 whpa ma efapaviopévn kowvdena tneg
DAGpivia Epxetar otny emgdvela yia v’ anokataotioe
v véén.

Florida, Plantation lIsland, on the eve of “Buccaneer
Days”, a local celebration. Marly runs a motel and café
on Delrona Beach which is owned by her self-made but
now half-blind father. Marly’s mother, Delia, is com-
pletely devoted to the local theater group which she
runs and stage directs with searing passion. Marly’s life
is in a rut. Two years after her divorce from Steve, an
adventurer who went off in search of wealth and fame,
Marly remains a slave to a family business which she’s
having trouble managing, copious amounts of alcohol,
and a dead-end relationship with a younger lover who is
a championship golfer. Moreover, Marly’s property as
well as the surrounding area is being coveted by ambi-
tious realtors and contractors, eager to turn the place
into an artificial tourist paradise, just like the rest of
Florida. Meanwhile, neighboring Lincoln Beach sees the
arrival of Desiree. After many years, Desiree returns ac-
companied by her young fiancé Reggie, an anesthesiolo-
gist. Lincoln Beach is home mostly to blacks, who have
been living there since the era of segregation. One of
these inhabitants is Desiree’s mother, Eunice, who lives
with her young nephew, Terell, a disturbed child who
has never got over the death of his parents. Desiree and
Eunice have a fraught relationship and hardly speak,
ever since Desiree ran away from home as a pregnant
teenager. At the same time, in the heart of Plantation
Island, among the shopping malls and souvenir shops,
Francine Pickney, a middle-aged middle-class woman, is
organizing the celebrations for “Buccaneer Days” as
professionally and meticulously as she can, while her
husband, a town councilor and secret manic depressive,
botches up his suicide attempt. New assessors, realtors
and contractors arrive on the scene. One of them is
Jack Meadows, a landscape architect who knows Marly
and offers her the hope of romance after many years.
Another is Flash Phillips, a former football star, who
approaches Desiree with a view to buy her house in
Lincoln Bay. Desiree is very upset by this encounter,
since Phillips was the father of the child that forced




Desiree to run away from home and sever relations with
her mother. Two women, Marly and Desiree, two fami-
lies, and two small communities have to face up to their
past and make decisions for the future in a radically
changing world. Marly decides to sell her property to
the construction company represented by Jack and
thus rid herself of this familial onus. Desiree realizes
that the time has come to reconcile with her mother
and leave their troubled past behind. The local commu-
nities are enraged at the prospect of their region being
built up and they hold a demonstration against the de-
veloper. Then, when the bulldozers roll into the woods
to start digging, a secret from the distant past will turn
everything upside down: an old Indian cemetery, which
lay buried for years and which constitutes a major ar-
chaeological find, comes to the surface, bringing with it
the first, and now extinct, Florida community to set
things right.

TMa ia 6€om otov A0

g Afdu M. ITanmayravvn

O Sayles ta§idever oty Apepikii ka1 Tty napatnpei, Koi-
tvrag tny eubéwe kan EexGBapa. Ané to Té€ag tou Lone
Star (Movaxiké Aotépr) kar tnv AAGoka tou Limbo, @ud-
ver otn PAGpivea —fjror «nhibAovotn moAiteiar—, yvwotn
yia toug ouvta§iolxoug, ta moptokdAia ka1 tn Bauni,
nviypévn otny vypaoia Makada tng. ‘Onwe oe moAAd and
ta noAunpéowna dpduata xapaktipwy tou, to kabéva
ouvVUPaopévo [’ évav oAU OUYKEKPIHEVO YE®YPAPIKO
XMOPO TG QUEPIKAVIKIG NITEIPOU, HAG CUOTIVE! HIa apept-
Kaviki kovétnta, to Plantation Island, va péAn tng ornoi-
ag eivar 1600 onpaveikd 600 ka1 1o oUVoAS tng,.

Ztn ®A6pivea, vopiopatikég povadeg efvar n Gmaotn Aia-
KGba ka1 n yn, évoiun va okagrei ka1 va EavayevvnOei,
uné pOpPPN TOUPIOTIKAG emyxeipnong, EUmopIK®V
KEvipwy Ka1 ynriédwv ykoAg. Ao opddeg avBpodnawy, an’
Gnou npoépxovral 01 xapaktipeg tng taviag, ouvBétouv
v avBpdmvn 10'topia tng neploxric. O patpor kGroikon
tou Lincoln Beach, «eibog uné e§agpdaviony», ouvbéouv tov
oo pe guletikn nepnedveia: ané to '40 éxouv otfoe
otnv napaBaldooia yovitoa pia autévoun kowvoenta,
6nou kaveig dev toug katadiwée ko kaveig Sev toue
apgioPritnoe. Or Aeukoi, napadéwg ynyeveig yia oA6-
kAnpeg yeviég, Siatnpouv Sragopetiki oxéon pe tny (npo-
ommkr ka1 ouAoyiki)) 10topia - avuipetwnifouy £tor tny
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avadiapbppwon tou témou eite pe anddeia, efte pe napai-
tnon. TMa kanoloug, 6miwe n Marly, n oikoyeveiokr| 10to-
pfa urmp&e mayida péoa otny onoia méotnkayv - tnv kAn-
povounoav kai urmoxpemOnkav va tnv kGvouv tpéro
{wnc. H Francine, ané tnv GAAn, petapop@mver tny 10to-
pia tng moAiteiag, opyavdvovrag tn ypa@ikn ko S1krg
g epevpeang napédaon «Buccaneer Days», yipw ané
TIG avénreg ekdnAdoeig tng onoiag ouykpoteital n o@-
Xt} dopn tng apriynong. Mnv aviéxovrac to naperdov
«padik®dV pévary, Bracudv km okdafide» tov npoydvmv
NG, Kataokeudder tov H1k6 tng PoAkAdp ka1 KakbyouoTto
K6OH0, pe nepatée, weutikoug narraydloug kai Paoilio-
oeq opoppidg I katnyopiac. To péAo emtepikdv e1ofo-
Awv kpatolyv o1 emyeipnuatieg kai epyoAapor mou npo-
onaBolv va e§ayopdoouv tn yn ané toug Katoikoug,.
Toug anaoxolei to mmapby, to péAdov kai 61 to Tthte: em-
paveiakd, Ba énpene va mai{ouy 1o p6Ao tou «kakol» tng
Taviag — ouo1aoTikG 6pwme eivar o1 povadikoi popeic ala-
YOV Ka1 eKouyxpoviopol oto Sunshine State.

O Sayles, kovovikG kai avBpwmotika npooavatoMoué-
vog, Siatnpei vigdhia otdon anévavel oe autd nou ave-
naBei — pe 6rido Tty dpvnon tou va xwpioel tov kK6opo oe
otpatémeda anéAutou kalol kar anéAutou kakou. H
abagopia twv katoikwv anévave oto EenovAnua eival
1600 (1) K1 6X1) pepner, 600 ki n H1G60e0n TV epndpwv
g Aiakddag va gépouy tn yn oe npooavatoAiopéva mpog,
1o képdog pétpa. 01 epyoAdfor oxedov ebiledvovim xo-
vuag padi toug tov kadékapdo Jack Meadows, o onoiog
emBupei va Snuioupynoer kGu kahaioOnto ané ta 1wone-
Swuéva eddgn, tpéxovrag pakpid ané to npéogato
napeABdy tou anmotuxNUEVOU Yyapou Tou Kal emotpépo-
VTag 0To Hakputepo akdpa napedBév tou natépa tou,
nou ppévuie ta ykaldv twv mouoinv. O Sayles dev apr-
vel Kavéva xapaktripa (1 Kovwvikn opGda) extebeiuévo,
xwpic SnAadn npoowmkég 10topieg, xwpig éva napeAB6v
rou va e§nyei ka1 va ennpedder to napdv toug, Or eday-
oteg Kapikatoupeg tng taviag e§unmpetolv apnynuat-
K6 okor6. O1 e§aipetikGrepeg autdy eival 01 maikteg tou
YKOA®, 0 X0p0g tng kabnuepiviig tpaywdiag pe toug oxe-
56V K@MIKOUG apopiopole toug («H guon eivan uneptipn-
Hévn. ANG Ba pag Aefper 6tav Sev Ba eivar ma edd.»), 01
omnoio1 oxoAidlouv tn petatpornt tou puoikol mepiBalo-
vtog ané to eAevbepo oto Bodika texvnté. Eivan xapruw-
Hévol, aA\G anootacionompévor kar agdprnta adidgopor.
H npoowmkr 0topia @éper peyalo Pdpog oto Sunshine
State, 6nwg oe 6Mo to épyo tou Sayles - n avlpoma tou
yevviétal péoa ané to npoowmké. [Mpdkertar yia wa
avBpwma nou dev eivan autdpeoxn, peyalénvon, oute
npoepx6pevn and wa avatepn apxn ~ 0 Qakog tou Sayles
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Ko1tder toug avlpmnoug 01o TPog twy Hatimy. Lroug
xapaxtipeg tou bev undpxer tinota npwikd ~ Adurouy
péoa and vov tpoo nou oe kavouy va toug ouvaioBave-
a1, pe tov tpono mou xapoyeddg padi toug kar 6x1 ei1g
Bapog toug, To avBpmmvo pwoaikd eivar yepdro and
Eexwprotolg avBpmnous, npoikiopévoug pe ta taAévia
e kaBnuepivig (g ko mrpapévoug and tig avuyieg
ne. Ki o1 epunveieg otny tavia, 6nwg autr tng Edie
Faleo, Hikadvouv toug xapaktipeg, 6viag t6oo ne1otika
Aertopepeic, 16oo Hiakprukd aAnOivég kar mpooyeiwpé-
veg, nou bev Ba énaipvay nové Ookap. Ka oe aveiBeon pe
1o Lone Star 1) vo Matewan (Matwuévn Auepikij), vo
Sunshine State Byader wa {eotaod, éxer aixpéc, aAAd
otpoyyulepéveg, kal Oabéter xioipop - K1 autd yiati o1
yuvaikeior xapaktiipeg ouvBétouv kupiwg tnv kapdid tng
vaviag: ) Francine pe tn ouykivnuiki) a@éAeid tng kai n
Marly pe tov kuviopd ka1 tnv apaokdpeutn el\ikpiveld
g, evioxupévn and ognvakia vekidag, xapi¢ouv oto Oea-
1} Toug OUVWHOTIKG XapdyeAa.

Telika, n ouykpouorn avapeoa otoug epyoAdBoug kai otn
pepidbo twv katoikwy mou aveiotékovral dev eivanr pévo
£va kovoviKo gaivopevo G&1o kataypapng, aAAG kat’
ovoia n payn avapeoa ovo mapeAB6v ka1 to mapov-péAdov:

‘Onou 1o napeAdov dev onuaiver pévo tn darhpnon twv

abicv, aAAG kan Ty avtibpaon anévavn oto véo. Omou to
napov bev eivar povo e&EM€n, aAdéG Gpvnon twv malhidv
bedy, eviote povo ané neiopa. «Eivar 60okolo va avee-
nebéAboupe o' autd mou fpbe mprv ané epdey, anogaive-
tan o Dr. Lloyd, n oogn} v tng taviag. Aiagopetikég
yevigg, ) kabepio pe ta 61ka tng OéAw kar IMpéner Bpi-
oxovial oe ouykpouon. H avaykn tou va avijkeig oe kGu
biko oou ~oe pia hikAeidba aopaleiag mou Ba mapapeiver
aévoa ibio- ko n aveibpaon anévavu onig pideg kai atoug
neplopropotc mou autég empBaillouy, madevouy va e&-
oopponnoouy petaél toug. O1 kaGroikor kai n eproxr Oa
owboiv tehikd and tig prouAvi6leg xdpn otov and pnxa-
viig Oeo, ta Aefpava Ivhrdvev kdrw and tn yn nou tnv
xabiotouv axkatdAAnAn yia xtiopo. Kdnoioy, 6nwg n
Marly, nou tn BAémoupe oto télog va koAupndael, em-
opégoviag 0o o1keio otoixeio mou eixe eykataleipel,
ouvebnronoioly nwg £prace 1 Gpa yia t S1KI Toug npo-
owmikn aAayr| ka1 ipoxwpoUy urpootd, kpatdveag and
1o napeABov pévo wa ehagpié Baditoa. Avibétwe, n
Desiree ipioxer avandvexn avakol@ion kai npepia otnv
emotpogn oto nawpikd e H grande dame tou kowvour-
xou Bedrpou, Delia Temple, Ba ney, xwpig mkpia: «O1 vea-
vikég pou gihobokieg dev fuay va yivw n Sarah Bernard
wou Delrona Beach. Ipooapuolépaote». Ki o Sayles dev
anaiel kG napandve and Toug Xapaxktipes tou.

For aPlace in the Sun

by Lilly M. Papagianni

Sayles travels into America, looking at it head-on and with
clarity. From Lone Star’s Texas to Limbo's Alaska, he
comes to sun-drenched Florida - a place known for its
pensioners, orange groves and hazy, humid sunshine. Just
as in many of his other multiple-character films, each one
of which is strongly attached to a particular part of the
American continent, here we are introduced to an Ameri-
can community, Plantation Island, the individual mem-
bers of which are just as important as the whole.
Florida’s prime currencies are its elusive surishine and its
earth, which can be dug up and used for tourist enter-
prises, malls and golf courses. Two groups of people,
from which the film’s set of characters are drawn, com-
pose the film’s human story: the black residents of Lin-
coln Beach, a “breed facing extinction”, who give the area
a sense of racial pride (since the 40s, they have set up an
autonomous seaside community which was never ques-
tioned or persecuted), and the whites, a paradoxically
indigenous breed who play a different role within the
area’s personal and collective history, and who view the
changes in the use of land either with apathy or resigna-
tion. For some, like Marly, their family history entraps
them - they inherit it and are forced to shape their lives
around it. Francine transforms the state’s history by
inventing and organizing the quaint “Buccaneer Days”
parade, and the film’s narrative structure is built around
the arrangements leading up to this event. Unable to deal
with her ancestors’ past of “mass murder, rape and slav-
ery”, she constructs her own folkloric, cheesy world,
made up of pirates, fake parrots and third rate beauty
queens. The outside invaders of this world are the busi-
nessmen and building contractors who are trying to buy
the land of f the locals. They are interested in the present,
the future and not the past: taken at face value, they
ought to be cast as the film’s “baddies” - in fact, they are
the only true representatives of change and modernisa-
tion in Sunshine State.

Sayles focuses on the social and human aspects of the sto-
ry. His outlook toward the things he disapproves of is
sober - he refuses to separate the world into camps of
absolute good and evil. The locals’ disinterest in the sale
of their land is as reprehensible (or perhaps not) as the
intention of the sunshine merchants to “develop” the
area for a calculated profit. The contractors are almost
redeemed by having kind-hearted Jack Meadows in their



midst, a man who wishes to build something tasteful on
the flattened land. Jack is running away from the recent
past of his failed marriage and revisiting the more distant
past of his father, who used to tend the lawns of the rich
land owners. Around each character or social group
Sayles weaves a personal story — a context which accounts
for and influences their present. The film’s few carica-
tures are there for clear narrative purposes. The best of
these are the golf players who, like the chorus in an every-
day tragedy, deliver their tragicomic aphorisms (“Nature
is overrated. But we’ll miss
it whenit’s no longer here.”)
to comment on the trans-
formation of the environ-
ment from its natural state
to one of artificial conven-
ience. They are amusing,
but also alienated and
unbearably indifferent.

The personal stories are of
great importance in Sun-
shine State and, as in all of
Sayles’s work, its overall
humanity is founded on per-
sonal experience. It is a
humanity that is not com-
placent, grandiose or supe-
rior, as if emanating from a
higher authority — Sayles’s
camera is placed at eye lev-
el. There is nothing heroic
in his characters - they
come to life through the
way they make you
empathize with them, the
way you smile with them,
not at them. The human
mosaic of Sayles’s films is
full of singular people, gifted with the talents of everyday
life, and bitter at its adversities. The film’s performances,
as is the case of Edie Falco, vindicate the characters -
they are convincingly detailed, so discreetly life-like and
down-to-earth that they could never be nominated for an
Oscar. In contrast to Lone Star and Matewan, Sunshine
State exudes a certain warmth, its points are more round-
ed and it has a sense of humour - this is all because of the
female characters at the heart of the film. Francine, with
her touching naiveté, and Marly, with her cynicism and
open sincerity, reinforced by a few shots of tequila, of fer

John Sayles

the viewer conspiratorial smiles.

In the end, the conflict between the contractors and those
residents who are against their plans is not simply a social
phenomenon worth recording, but a conflict between the
past and the present/future: where the past signifies not
only the preservation of old values, but also the reaction
against new ones, and where the present signifies not just
progress, but also the negation of old ideas, at times only
out of spite. “It is difficult to stand up to what came
before us,” remarks Dr Lloyd, the film’s voice of wisdom.
Different generations,
each with their own wants
and needs, are in conflict.
Two tendencies, the need
to belong to something you
can call your own —in a safe-
ty zone that will always be
the same — and the reaction
against one’s roots and the
constrictions that they
impose, are struggling to
strike a balance. The locals
and the area will finally be
saved by a deus ex machina
— the Indian burial ground
that is brought to light in
the excavations, and which
renders the site unfit for
construction. Some, like
Marly, who, at the end of
the film, is seen swimming,
having returned to the
familiar environment she
had abandoned, realize that
the time has come for them
to make their own personal
change, and they move
ahead carrying with them
only a small token from the past. Others, like Desiree,
attain unexpected relief and serenity from their return to
their family homes. The grande dame of the local commu-
nity theater, Delia Temple, says, without bitterness: “My
youthful ambition was not to become the Sarah Bernard
of Delrona Beach. We all compromise.” And Sayles does
not demand any more from his characters.

Translated into English by Hector Apostolopoulos
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CASA DE LOS BABYS

HITA - Me&ix6 / USA - Mexico 2003

Ixnvobeoia / Direction: John Sayles

Levapio / Screenplay: John Sayles

Qwroypagia / Cinematography: Maurizio Rubinstein
Movonai / Music: Mason Daring

Ixebiaopéc Napaywyiic / Production Designer: Felipe Fernandez
Del Paso

Evbuparohoyia / Costume Designer: Mayes C. Rubeo
Mowra{ / Editing: John Sayles

Honowoi / Cast: Daryl Hannah (Skipper), Marcia Gay Harden
(Nan), Mary Steenburgen (Gayle), Rita Moreno (Seiiora
Munoz), Lili Taylor (Leslie), Maggie Gyllenhaal (Jennifer),
Susan Lynch (Eileen), Vanessa Martinez (Asuncion), Dave
Baez (Rufino), Pedro Armendariz Jr.( Ernesto), Bruno
Bichir (Diomedes), Angelina Palaez (Dona Mercedes),
Juan Carlos Vives (Buho), Miguel Rodarte (Oscar), David
Hevia (lvan), Martha Higareda (Celia)

Napaywyoi / Producers: Alejandro Springall, Lemore Syvan
Napaywyii / Production: Anarchists’ Convention, Blue Magic
Pictures/Springall Pictures

Nidpxera/ Length: 95" "Eyxpwun / Color

‘E&) Apepikavideg nepipévouv — kGnoieg an’ autée péxp

ka1 6U0 prveg - o’ éva nolutedéq Eevodoxeio piag avaovu-
HNG X@pag tne AaTIVIKG AREPIKIG YIQ TIG YPAPEIOKPATH
kéq hadikaoieg tng viobeoiag va Eexabaprotoiv kar va
pnopéoouv V' anoktioouv nadid. Exei ouvavidpe tnv
Skipper, pia 6popen New Age paoép, nathaouévn pe tov
abAnuiopd kan p’ éva Bapi napedBov anofoldv: tnv
Leslie, a @opuikr empeAijrpia BifAiov ané wn Néa Yaép-
KI), ou propei va oul\aper nandid aA\a dev BéAer va uno-
otei «ta SHidpopa owpatikd» tnv Nan, pia pikpoaotr vor
KOKUPG [e é@eon ota wépata kal otny kKAentopavia, nou
AyavakTei e Tnv avapovi) Kai to noMToiks xdopa tnyv
Jennifer, tn veérepn 6Awv, pia eukatdotatn vign and



tnv Oudoryktov, mou eAnider 6t1 éva naidi Ba odoer to
yauo tng tnv Gayle, wia Eavayevvnuévn Xpiotiavrj kai
np@ny aAkooMkr, ndvra mp6Ouun va deier katavénon
ka1 ouyxwpeon® kai tny Eileen, wia kaAéxapdn, oveipo-
mapuévn yuvaika ané pia peyaAn ipAavikn oikoyéveia
tng Bootévng, mou Sev unopei va ouA\GPer kai oveipede-
tan V' anoktrioer pia kopoUAa. OAeg toug pévouy oto Eevo-
Hoxeio Santa Marta, mou 61euBiver n peyaditepn kai aro-
paociopévn Seiora Muiioz, tng onoiag o mpaypatiopée,
onGvia emokiGleta ané ouunddeia yia tig gidofevoupe-
véq tne. ‘Ooo 01 yuvaikeg mepipévouy avunépova, nmyai-
vouv oe KaAd eotiatépia, ayopdouy couPevip ané kata-
otfpata pe Toupiotiké eidn, BAémouy kdmoia a&i0béata
Ka1 mepvouv to Xpévo toug atny mapalia, 61Tou TIG TPIyU-
pider o wpaiog tng meploxne, Reynaldo. Tautéxpova, wa
ouppopia ané maidid tou Spépou {nuiavever yia Aetd,
Koudran €€ kan maipver vapkwtikd. O yiog tng Sefora
Muiioz miver unipeg pe toug @iloug tou Kal umAékel oe
Oepudaipeg oudntioeiq yia tov apepikaviko ipmepiali-
oué. Mia veapri kapapiépa ovelpeUetal To Mp@To Tng rmar-
61 mou avaykdotnke va ddoer yia vioBeaia e€atiag tng
@roxeag g Evaq dvepyog matépag, mou B€Aer aneAm-
opéva va pevavaotevoer otn PrAadédgera, avalauPaver
xpén &evayou yia tig yuvaikeg. Ki éva mhovoio dexare-
vidxpovo kopitol arnogacider pe tn untépa tng va dmoer
yia vioBeoia to madi tng —matépag tou onoiou eival katd
ndoa mBavétnta o Reynaldo- egpboov n éktpwon Sev
efvar kav emAoyr o’ auti| tnv avédvuun kabBoAiki xdpa.

The movie concerns six American women who are all
waiting — some for as long as two months - at a deluxe
hotel in some unnamed Latin American country for all
the bureaucratic red tape to clear so they can adopt ba-
bies. There we meet Skipper, a New-Age beauty obsessed
with sports with a sad history of miscarriages; Leslie, a
pushy New York book editor who could conceive but
doesn’t want to go through “the physical stuff”; Nan, a
middle class housewife and a lying kleptomaniac who is
impatient with waiting for such a long time and unable
to understand any foreign culture; Jennifer, the
youngest of all, a well-off trophy wife from Washington,
DC, who hopes that a child could save her marriage;
Gayle, a born-again Christian and recovering alcoholic,
willing to understand and forgive; and Eileen, a sweet-
spirited, dreamy woman from a large lIrish American
family in Boston, who is unable to conceive and dreams
of having a daughter. All of them stay at the Santa
Marta hotel, run by Seilora Muiioz, an old determined
business woman whose pragmatism is rarely shadowed

John Sayles

by sympathy for her hosts. As the women wait impa-
tiently, they go to upscale restaurants, buy souvenirs
from tourist shops, do some sightseeing and spend time
on the beach, often courted by local stud Reynaldo.
Meanwhile, a gang of street kids begs for money, lives on
the streets and takes drugs; Sefiora Muiioz’s son spends
his time drinking beer with his friends and having heat-
ed political conversations about American imperialism; a
young maid of the hotel is dreaming of her first child
that she had to give up for adoption due to poverty; an
unemployed father desperate to get to Philadelphia be-
comes the tour guide for the group of women; and a rich
fifteen year old girl with her mother decide to give the
unborn child for adoption, whose father was most likely
Reynaldo, as abortion is not an option in this unnamed
catholic country.

2'ta iXvn tne péong apepikavidag
(uroyrigpiag) untépag

g Béviag Bépyou

Me tnyv anadr kivnon tng kGuepdq tou avaueoa oe Kou-
Vieq pe pwpd mou ripoopiCovrar yia uioBeaia, tnyv kabnou-
XQOTIKI} HOUOTKT] Ka1 Ta KovTiva mAdva tou ota avurioyia-
ota Bpéen, o John Sayles éxe1 kata@éper pe tnv npadTn
oekdvg tou Casa de los Babys va pag uniofdAer o’ évav
Kk6opo o0 onoiog unéoxetar X1A\IGdeq 10topieg. O 10topieg
twv avBpodnwy eivar GAAwote n Kivneiplog duvaun oto
o1veud autol tou okentépevou oknvobén, o onoiog éxer
Katakthioe! pia onpavukr Béon otov avefdpinto apepr
KAaVIKG KIVI|Hatoypa@o nepioo6Tepo yia to KOIV@VIKOMo-
Aitik6 €votikto pe to omofo agouykpaletar tov k6ouo
yUpw tou, mapa yia tnyv Biprovolité pe tnv onoia tov
kataypdgper. ITapapévovrag motog otny evaioBnoia evég
Snuioupyou anévavu otny 1agopetikdTNTa WG Kupiapxo
ouotatikd otnyv ouvdeon pag pe toug GAAoug, o John
Sayles ta§i6ever autr tn opad oe Eévo £dagog - oto Aka-
moUAko tou Me§ikou, mou wotéoo napapéver avdvupo
kaB’ 6An tnv tawvia -, yia pia pubordaotiki avapétpnon
He tn pnpéTna (kar tny viobeaia) otov Sutiké ka tov
avantuooGuevo K6OHo.

H emloyr| tou va napaxkoloubrjoer névie Apepikavideg
ka1 ia IpAavdéda wg unoyngieg untépeg, ouvdader pe pia
OuOoTNUaTIKE avaykn tou va de1 v oupPaiver 6rav o1
avBpwnor ouvavuiotvral, 6tav «n Si1agopd ouvavede: Tty
Siagopa», nwg oxohdder o kprukdg Richard Armstrong.

175



176
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Yuykevipwver Aoy €61 yuvaikeg pe tedeiwg bapopet-
kég evmofnofeg kan background o’ éva napaBalGooio
Levoboxeio, to onofo Aertoupyel y1' autég tautbypova we
yé@upa oty moAUUNVnN avapovig toug yia tny vioBeoia,
aA\d kar wg touprotiké Bépetpo. Evor, éxer autopdumg
v anarcoupevn avipwnoyewypagpia ka Suvapikr dote
va épBouv oe pr&n koudtoupeg, taeig, eBvikég tauton-
teg kan {nuipata nBikig. E6o akpifdg anmokpuotalld-
vetal n peyaAuvepn apetny vou Casa de los Babys: otn
Snuouvpyia e§mpetikd evotoxwy moptpétwy Apepikavi-
bwv yuvaikav nhikiag 30 éwg 40 evav, o1 onoieg kalov-
vian va ouvdeBoly pevali toug W’ évav evieddg apuoiko
tp6mo mpokeipévou va yivouv untépeg - va a§iwBolyv
onAadry tn mo guoikf katdkinon tou gulou toug. H
evotoyia pe tny omoia o Sayles éxe1 ouvBéoer to moptpé-
10 kGBe piag and tig npwideq tou kal n paeotpia TV
avavakAaoTk@V tou atoug SiaAdyoug, mpoadibouy otnv
vawvia tny éviaon 6AWV TV KOIVOVIKOV MPOEKTA0E®Y
tou Bépatég tou. ITorog opider tny kataAAnAdtnta wag
yuvaikag va yiver untépa, oe éva kaB6Aou abragavég,
onwg anodeikvuetal, ovotnua uioBeoiag; IT60o mpoxAn-
ukn gavrdder wa pravrdypovn n onoia Siateivetar nwg
be xpeialetan ouvepogo (n 6nwg ndvra agornAiotiky Lili
Taylor ovo péAo tng kuvikrig Leslie) yia va peyaddoer to
nadi tng; T mBavétneg éxer va eutuyioer kar petd tnv
uvioBeoia wa veapry oUluyog eukatdotatou péAdovea
navépa (n Maggie Gyllenhaal oto p6Ao tng Jennifer), o
onoiog £xe1 TNV TaoT va aviigetItidel 1o Hwpd g epurno-
pevoipo eibog; Tiati n mo moupitaviy ka1 mkp6xoAn tne
napéag (n €§oxn Marcia Gay Harden ovo p6Ao tng Nan),
eve ex@paler neproodtepo and kGBe GAAn tn yuvaika-
NPOTUIO TOU apepIkavikou oveipou, «Eediver wg kAernto-
pavig;

IMapéu kénoieg ané vig epunveieg Eexwpilouy évave twv
aAwv, 6Aeg 01 npwideg tou Sayles unmpetoliy 0oPa tnv
np6Beor) tou va beiker 6An tnv unokpioia miow ané to
apepkavikG GVEIPO Kal Ty £viaoT) 1ou Mapapoveue! ot
{wég twv npaypatikdy Apepikavav. «<Eyod dev Ba peyo-
A@ow tny képn pou oav va eivar @iAn pour, Aéer kGnola
ouypn n Leslie tng Lili Taylor, «évo1 kGvouv o1 Neotop-
kéleg mou popdlovian pe nig k6peg toug ta ndva, and to
WOTITOUTO OHOP@IAE PéEXP Tov uxavaluth toug!». Autr
1 npooéyyion anoktd peyoAitepo eibiké Bapog rav oté-
Kevan o avidiaotoAn pe pwia «aAAnp» kovwvia, n onoia
600 K1 av gavraler efwuikn onig Apepikavideg (kuping
Aoyw yAdooag), otny npaypatikéenra kavapubidera
péoa otig HIKEC TNG KOIVWVIKO-0IKOVOUIKES aviodTntes
(napaoikovopia, AaBpopevavdotevon, k.Am.). E&d akpr-
Badg eMoxever iowg n uévn aovoyia tou oknvoBétn. H

patid vou anévave otny tomkf Evn kowvmvia ankdéve tan
oe névie uno-10topieg, o1 onoieg otte eivan 10610 ave-
muypéveg, oUte éxouv YArudoer ané tny neprypagikiere
ta evég kadonpoaipetou pev, aAdG Gveupou, efwtepikol
napavnpnh. To pdua tou dvepyou Me&ikavou natépa, n
Hoipa twv oppavey nadidy tou bpbpou (pe wa evaobne
ofa mou Bupider pev vo Los Olvidados vou Luis Bufiuel
(1950), xwpic 6pwg tny i61a bpapatoupyiks éviaon), n
mAovoia avihikn pe§ikavi untépa oe avuibiaotodr pe tnv
PTwxK, 01 onofeg katarfjyouy kai 01 600 otnv vobeoia
ané Sagopetikée Opwe avaykeg, ko1 0 ave-pnepial-
otrig y1og tng SianAekopevng iboktitpiag tou Eevodoye -
ou, Aertoupyotv nieploabrepo we PoAepa yia tov oknvo-
0étn dote va eEaogpalioer tn ouvaodnuanikh epnlokn
tou Beath, mapd wg éva 1oxupb avtifapo otny eniong
yepdtn avugdoeiq KouAtoupa twv Apepikavibwy.

The Search for the Average
American Mother (to Be)

by Venia Vergou

With the help of the camera’s gentle movements
through the rows of cots of babies who are up for adop-
tion, the soothing musical backdrop and the close-up
shots of the unsuspecting infants, John Sayles manages,
from Casa de los Babys' very first sequence, to bring us
into a world that promises the unraveling of thousands
of different stories. Human stories have always been the
propelling force in this thinking director’s oeuvre and
his important position in independent American cinema
is due more to the socio-political perspective through
which he views the world, than to his virtuosity.
Remaining faithful to his belief that “otherness” is the
main force that binds us together, Sayles ventures to
foreign ground this time. The film is set in Acapulco,
Mexico (although the location is never identified in the
film), where Sayles stages his fictional tale of mother-
hood (and adoption) in the advanced and advancing
worlds.

His decision to study the five American and one Irish
adopting women is consistent with his systematic need
to see what happens when diverse people meet, when
“different meets different”, in the words of critic
Richard Armstrong. Accordingly, he gathers six women
with completely different sensibilities and backgrounds



in a seaside hotel, which functions simultaneously as a
waiting-room for their months-long wait for adoption,
and as a tourist resort. By doing so, he instantly creates
the human geography and dynamics that will bring the
different cultures, social classes, ethnic identities and
moral issues into conflict. This is precisely the greatest
virtue of Casa de los Babys — the creation of the ex-
tremely poignant portraits of the 30- to 40-year-old
American women, who are expected to form completely
unnatural relationships between them in order to
achieve motherhood, the most natural role of their sex.
The incisiveness with which Sayles composes the indi-
vidual portraits of his heroines and his wonderful ear
for dialogue give the film an intensity that reinforces
the social repercussions of, and crucial questions raised
by, the subject-matter. Who can say whether a woman is
fit to become a mother within, as it becomes apparent,
an utterly corrupt adoption system? How provocative is
a 30-year-old woman (the always disarming Lili Taylor in
the part of the cynical Leslie) who claims that she does-
n't need a male companion to raise her child? What are
the chances of marital happiness after adoption for the
young wife (Maggie Gyllenhaal as Jennifer) of a wealthy
man and father-to-be who views the adoption as a com-

John Sayles

mercial transaction? Why does the most puritanical and
bitter of the women in the group (the wonderful Marcia
Gay Hayden in the part of Nan), who is also the most
clear female embodiment of the American dream, feel
the need to unwind via cleptomania?

Although some of the performances are stronger than
others, all of Sayles’s heroines serve his intention to re-
veal the hypocrisy behind the American dream and the
tension that underlies the lives of everyday Americans.
As Lili Taylor’s Leslie remarks at one point, “I'm not go-
ing to raise my daughter as though she were my friend.
That’s what New Yorkers do; they share everything with
their children, from the beauty parlour to their analyst!”
This approach takes on added significance when con-
trasted with an “other” society which, exotic though it
may appear to Americans (mostly because of its differ-
ent language), in fact faces its own set of socio-econom-
ic inequalities (black market economy, illegal immi-
grants, etc.). It is precisely in the difference between
these two worlds that one can find Sayles’s only lapse in
Jjudgement. His treatment of the local society consists of
five different subplots which are not fully developed,
nor are they free of the superficiality of a well-meaning,
but essentially uninvolved and alienated outsider. The
storylines of the unemployed Mexican father, the or-
phan children who are out on the streets (filmed with a
sensitivity reminiscent of Luis Buiuel's Los Olvidados
(1950), but lacking its dramatic intensity), the rich un-
der-age Mexican mother, contrasted with the poor un-
der-age mother, both of whom resort to giving up their
children for adoption, but for very different reasons,
and the story of the anti-imperialist son of the hotel-
owner are there more for emotive reasons than as a
powerful counterpoint to the, equally riddled with con-
tradictions, American culture.

Translated into English by Hector Apostolopoulos
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SILVER CITY

HITA / USA 2004

IxnvoBeoia / Direction: John Sayles

Levapio / Screenplay: John Sayles

Owroypagia / Cinematography: Haskell Wexler
Movoui / Music: Mason Daring

Ixedraopos Napaywyiic / Production Designer: Toby Corbett
Kahmexvaai MevBuvon / Art Director:r: Alice Baker

A
Evbuparohoyia / Costume D

signer; Shay Cunliffe

Mowial / Editing: John Sayles

HBonooi / Cast: Danny Huston (Danny O’Brien), Maria Bello
(Nora Allardyce), Billy Zane (Chandler Tyson), Chris
Cooper (Richard “Dickie” Pilager), Richard Dreyfuss
Chuck Raven), Michael Murphy (Sen. Jud Pilager), Daryl
Hannah (Maddy Pilager), Kris Kristofferson (Wes
Benteen), Mary Kay Place (Grace Seymour), David

Clennon (Mort Seymour), Miguel Ferrer (Cliff Castleton),
Ralph Waite (Casey Lyle), Sal Lopez (Tony Guerra), James
Gammon (Joe Skaggs), Tim Roth (Mitch Paine), Thora
Birch (Karen Cross), Luis Saguar (Vince Esparza), Alma
Delfina (Lupe Montoya), Aaron Vieyra (Frito Lopez),
Hugo Carbajal (Rafi Quinones)

Napaywyéc / Producer: Maggie Renzi

Napaywyn / Production: Anarchists’ Convention
Midpxera / Length: 128" "Eyxpwun / Color

Bpapeia / Awards: Political Film Society Democracy Award
(John Sayles)

O Richard “Dim Dickie” Pilager eivan unogngiog xuPep-
vijtng tou Kolopdvro. O uneiBuvog tng npoexloyikng
exotpateiag tou eivar 0 Chuck Raven. Zunyv npaen oxnvi
tng vawviag, o Pilager yupier éva tnleontiké Siagnuiotr-
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K6 yia toug repiBaldoviikol otéxoue Ttne ekotpateiag
tou otn Afpvn Arapajo tou Kolopdvto. MéAig o unown-
@1o¢ kuPepvitng pixver tnv nmetovid tou kalapiov ot
Aipvn, madver éva peyGlo avuikeipevo mou anodeikvietal
6t efvan o mudpa evog mapdvopou pe&ikavol petava-
otn. O Raven diver apéowg eviolr va petagepBei to yopi-
opa oe GAAn tonoBeoia kar pwvaler évav aotuv6po mou
Aée1 toug mGvreq va KPatfioouy HUOTIKT Ty 10Topia Tou
uroyn@iou pe to nvdpa. O Raven aneuBiveta o’ éva
YPa@eio 1810 TIKOV VIeTéKTIP YIa va epeuvioouy uAneg
to nmudpa roroBetriBnke otn Aipvn yia va Snuioupyrioer
npoPAfuata otov Pilager. Tnv unéOeon avalapfdver o
O’Brien ka1 o Raven tou diver tpia ovépata yia va epeu-
vijoer: tov akpodefi6 padiopwviké mapaywyé Cliff
Castleton' tov Casey Lyle, npdnv pélog tng opydvwong
unép tng npootaciag tou mepiPdAlovrog EPA, nou eixe
S1aoupBei ato mapeAB6v ané tov matépa tou Dickie,
Tepouciaatry Jud Pilager: kai ty Maddy Pilager, tn xoAw-
pévn adbederni tou Dickie kan patpo npéParo tng oikoyé-
veiag. KaBag o Pilager e§akoloubBei va diver mpooektikd
ypappuévoug Adyoug riepi «eAeuBepiag», o O’Brien, mpdny
dnuoaioypdgog, {ntder tn BoriBeia tou mahiov apxiouvtd-
KT tou, mou tdpa Hieubuiver éva apiotepd moAitikéd
website. O O’Brien Sie§dyer tnv £peuvd tou ka avofyer
61amAata ta Bpépika puoTikG tng KuPepvnuikhg moArt-
KI\G, OTa onoia eival avapepeyHévog 0 Tomkog moAueka-
toppupiouxog Wes Benteen, mou éxe1 6doei to xpiopa tou
kuBepvitn otov Pilager pe tov i610 tpémo mou ékave
yepouoiaoti tov ratépa tou, Jud Pilager, yia va BydAer
HepIkG akbpa exatoppvpia, 11aitepa ané tny avdantuén
Ka1 Kataokeur| pag véag néAng, tou Silver City, ndvw o’
éva nali6 apyupwpuyeio, 6rou éxouv netaxrei tofikd
anéPfAnra. H épeuva gépver tov O'Brien oe enagri ka pe
v nponv koréAa tou, Nora, mou tdpa kadinter we
penéptep tov npoekAoyiké aydva tou Pillager kai eivan
appaPwoviaopévn p’ évav enayyelpatia «S1adpomioti»
g moAuikig, mou E€per 6Aa ta puotikd K1 anolapPaver
tov Kuviopuo tou. H épeuva tou O’Brien tov @épver telikd
oe ena@r} pe 1o KUkAwpa expetdAAevong mapdvopwy
Hetavaotdv yia to onoio epyaldtav o vekpog pefikavoe,
‘Ooo neproodrepo oxkalile) o puothpio, téoo mAnoGde
oto @iAeAelBepo mapeABv tou kal anopakpliveta and
toug Adyoug mou tou eixe avaBéoer tny épeuva o Raven.
‘Ovav o Raven kataAaBaiver 6u1 o O'Brien eivan étoipog va
anokaAiyel to puothplo, kGver 6,1 nepvaer and to xépr
tou yia va tov otapatroer. O O’Brien anoAdvetar ané tny
agevukiva tou, tng onoiag 0 oULuyog €xer emyeipnuatr-
kG oup@épovra nou efaprdvral and tnv exloyr tou
Pilager. Movabikoi ouppaxoi tou anopévouv o1 mapdvo-

John Sayles

Ho1 pe€ikavoi petavdoteg, nmou £xacav tov @ilo toug Kal
BéXouv va arodoBei dikaioolvn, mapd tov tpduo toug yia
tn Cwrj toug. Auté mou Eexkivder oav pia kAaokr 10topia
uHuotnpiou e€ediooetarl oe pia anmokdAuyn tou nae o1
mAoUoi01 kai 10xUpoi 6101koly to Kpdtog pe dwpodokiee,
ex@ofiopoic ka1 ekpetdAevon twy npokataAfpemy
TOV aPeAdV Yneopopwy.

The film depicts a candidate for governor of Colorado,
Richard “Dim Dickie” Pilager. Pilager’s campaign man-
ager is Chuck Raven. When the film begins, Pilager is
making a TV spot for the campaign’s environmental
causes at Arapajo Lake, Colorado. After casting a fishing
rod into the lake, he hooks an object that turns out to be
the dead body of an illegal Mexican alien. Raven immedi-
ately orders the relocation of the venue and summons a
police officer, whom he instructs to keep a secret about
the connection between the candidate and the body.
Soon, Raven has hired a private detective agency to in-
vestigate whether the dead body has been planted to em-
barrass Pilager. Raven gives Danny O’Brien, who is as-
signed to the case, three names to investigate:
extreme-right radio host Cliff Castleton; former EPA
crusader Casey Lyle, who was discredited by Dickie’s fa-
ther, Sen. Jud Pilager; and Maddy Pilager, the candidate’s
resentful black sheep sister. While Pilager continues to
give carefully crafted speeches about “freedom,”
O’Brien, a former journalist, is aided in his research by
his old editor, who now runs a muckraking leftist politi-
cal Web site. O’Brien explores the links and pries open
the sleazy secrets of state politics, wherein local billion-
aire Wes Benteen has anointed Pilager to become gover-
nor, just as he has made his father Jud a U.S. Senator, so
that he can make several more billions, especially by de-
veloping a new town, Silver City, around an abandoned
silver mine into which toxic waste has been dumped. His
search also brings him into renewed contact with former
girlfriend Nora, a reporter now covering the governor’s
race and engaged to an opportunistic lobbyist, who ap-
pears to know the secrets and relishes in his cynicism.
O’Brien’s research eventually brings him closer to the il-
legal immigration circuit for which the dead Mexican was
working. The deeper O'Brien digs into the mystery the
closer he gets to his liberal past and the further from the
reasons he was appointed by Raven. When Raven realis-
es that O’Brien is about to uncover the mystery, he does
everything to stop him and O'Brien is fired by his boss,
whose husband’s business interests lie with the election
of Pilager. O'Brien’s only aids are the illegal Mexican
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workers who knew the dead man and, despite their fear
for their lives, want justice to be done. What starts as a
whodunit becomes an exposé of the way in which the
rich and powerful rule the state by bribery, intimidation,
pandering to prejudices of naive voters.

EvBade keftan
TO OUEPIKAVIKO OVEIPO...

I'ne MéAu Auxkotpyou

l'o nohinikd owvepd néBave. Zrivw to moAruiké ovepd! O
NePIooGLEPO apepikavol Kpruikoi miotewav 6 o John
Sayles, napapovég exdoy@v tou 2004, oxnvoBétnoe to
Silver City pe ouykexpipévo otéxo: va emuebei otov
George Bush tov vedrepo. AdBog. Me to ntdpa evég

ayvwotou pefikavol epydin oto Depatikd enikevipo tneg
vaviag ka1 otny kapdid tng apepikavikig evboxmpag, o
Sayles ~6rwe Mya xp6évia petd Oa enavoddufave kar o
Tommy Lee Jones ato The Three Burials of Melquiades
Estrada(O1 peig tapéq tou MiAkigbeg Eotpdba)- pilnoe
yia Odvato. To Bdvato tou nepifdAloviog, tng aflonpé-
Me1ag, tng HIKA100UVNG, TG MPOOWITIKAG KOl KOVWVIKIG
noikne. To Bdvato tou apepikaviko’ oveipou otn xopa
twv edevBepwv kal twv yevvaiov. Oy, dev piknoe yio
noAtik6 Bavaro. To 2004 firav moAv apya yv' autd. Miln-
oe yia MoANITIKL OAYN - 1o «Itdpa» frav /dn o un avo-
yvwpioipo otadio anootvBeone. ' autd ko tnyv tawvia
bev Hiakpiver n napapikpn aAdd Michael Moore noAepixr
é¢napon. ITiow ané to paokdpeua tne we pavpn kopwdia
Kupiapxei pia BouPn OAipn. Mia... vekpikr own.

Ev apxnyv nv o fipwag.’H pdAdov n anovoia «fpwa». O
Danny O’Brien uniip&e kdnote fipwag, aAAé 6x1 ma. IMpa-
tepydtng tng paxépevng dSnuooioypagiag, epeuvoioe,
enaypunvouoe, {eokénale okavbala. Onwg o1 neplood-
tepo1 ouvadeAoi tou, £To1 K1 autdg dev dviele anévavn
oto ovotnua. ANA\wote kar o Tunog dev eivan mapa pia
HeydAn emyeipnon: 6moiog 6e oupfifadetar pe ta oupgé-
povta tng etaipeiag katanivera kar EePfpadetar and v
ayopd.‘Ovav tov ouvavtape, douleter wG 161 TIKOG vieté-
Kt ka1 og autév avatiBetan n épeuva yia to Mu@pa tou
vekpoU pe&ikavou mou avakadurntetar otn Aipvn tou
Silver City."Hbn o Sayles éxe1 ouvBéoer tnv tédeia peto-
@opa. O fpwag pe tov omoio kaAoUpaote va tautiotoupe
eivan 0 onuep1vog moAItik6g eautde: évag madar moté 1deo-
Aiotrig ka1 vuv euvouxiopévog, ouppifaouévog, tpouay-
Hévog moAitng. H avatporm eivan 6t tov kaver vietékuf
— MaT@OVTag nNave oto apxetumko oupfolo tou apepixka-
vouU fipwa twv voudp - o onoiog npéner va per «to dolo-
@ovor. ITorog ok6twoe tnv MOAITIKY, KOIVQVIKT, NPoow-
mk1| eArrida yia kaBapdnta oty xdpa touy;

H elUkoAn andvenon eivar: o George Bush.'H pa\\ov, ota
nAaioia tng tawiag, o Dickie Pilager, évag anpoxdAunta
Hwpog peonAikag moAitikég, kapdpr tou MNepouvoaoth
natépa tou kal unmown@iog yia pia Béon oro Koykpéoo, o
omnoiog abuvatei, 6x1 anAd va kataBéoer norukég npotd-
oe1g, aAAG Kal va oxXNHatioe! Gpries OUVIAKTIKGE MPotd-
oeig av e PBpioketar dimda tou évag akpiforAnpwpévog
unofoAéac-apxnyog kapundviag, Nay, o Dickie Pilager oté-
Ketal wg oUpPolo tou kaoupundr IMAavnrdpxn, mou pe
exppaoeig onwg “folks” kan “y'all” kabnouxader tov péoo
apepikavo yneogopo 6 Ba nyndei tou €Bvoug pe Aafa-
po tig natponapadoteg afieq: Mag Xapag, Miag Opn-
okeiag, Miag Okoyéveiag. O Sayles, 6uwg, dev eivan povo-
bidorarog otnv kprukh tou. Oco n kdupepd wou



kataypdger tnv emkivéuvn nhifi6tntd tng kapndviag
tou Dickie (0.0. twv PenoupnAikévav), t6oo npofAnuati-
Cern eykAnpatikn anovofa avoindou (0.0. twv Anpokpa-
ukaV). O enti 25 xp6via Babid moditikée Abyog tou oknvo-
0étn yvwpiler néte va kGver pia navon. ITéte va ownGoe
yia va pag emupéyer va otoxaotoUpe: Oa pag npooépepe
kGBapon av unmpxe évag moAiik6g aveinalog; Oa fitav n
enfluon twv npofAnudrwy tne Auepikic n ekAoyr evoe
Anpoxpatikot ITpoédpou; Oa pag avakoigile n Héa pwiag
mo ouifaprg papiovétag, H npéner va korta&oupe emué-
Aoug Katdpata molog Kivef ta vijuata;

To 6voud vou eivar Wes Benteen ka1 eivar o ITp6edpoc
piag ex TV eTAIPIOV pE OUPPEPOVTa ioekatoppupioy
otnv neproxry. O Benteen €xe1 katanatrioel, okGyer, Aen-
Aatrioel, idoer, anaAotpidoel, otepépel, poAiver averi-
OTPENTTAa T YN MMou KaAeital va urnmpetnoel av ekAeyei o
Dickie. To eixe kGver ripiv pme1 otny e1k6va o «u16¢y, JE Tie,
euloyieg tou natépa. Me aviGAAaypa tny 01KOVOMIKE 0T
pi&n oe avapiBunreq npoexAoyikég kapnaviee. KamraA-
opog, képdog kan moMtiky oxnuduidav névea éva evwué-
vo tpiywvo S1apBopdg péoa oto omoio e§apavidétav kGOe
nOikég ppayuée. Kabe Aendacia tou mepifdAovrog, kGOe
apetpoénela ndvw oto pox0o tou tpopokpatnuévou
napdvopou peravaotn. Xvov Dickie féBaia, aAAG ka1 otov
Yneoeb6po tou, autd mapouoidletar wg «avantuén tou
Kparoug, «ermevbioeig», «o1youpid yia to péAdov». Me
kdnoieq mapamleupeg andAeieq. «Kdmoior ev BAémouv
kaBapa, avnoux®vtag yia pia ypag@iki eikéva twv fou-
VOV, HE T paltpn vugitoa ka1 oriGvia aypiéxoptar, XaoKo-
yedder ana§iwtika o Benteen. Tautéxpova to motdpn
EePpader SnAnthpio, vekpd wapia, medpata.

O Sayles evopxnotpdver pe paeotpia tov AATpHaviko oye-
66V KoveVIKOTTOATTIKG Tou pikpdKoouo, Eeploudiloviag
uniopovetikaG 6Aa ta noAuvenineda otpdpata tng Hagbo-
pag ka1 oAokAnpavovrag 6oa eixe fexivijoer pe to
Sunshine State (HAi6Aouvotn IToAiteia). O molitng-vieté-
k0P @raver otov ndro tou motapou. Avaoiper tny alr-
Bera ané va onAdxva tou eykataAelppEvou apyupwpuxei-
ou, 6mou @idodofolv emyeipnuatieg, epyoldpor,
noAitikoi ka1 poukapddeg HIKPOETOXO1 va XTioouv tnv
Aonpévia toug IT6An. Happy end? Oy, alipovo. Tpayiké
tédog, kabog dev undpxer mAéov kaveig mou va evdiagpé-
petan yia tnyv aABeia. Kay, eipovikd, to woxupétepo molr-
k6 emyeipnua tou Sayles eivar autd. Ou puidyver pia
avia mou dev evdiapéper kavévav. Ze pa xopa érou to
képdog eivan anepigppaocta, 6x1 andd o autookon6g, aAAG
Ka1 0 yvopovag eutuyiag otn (o, n adibeia dev €xer mou
va akoupnfoel. To pévo mou anopéver eivan oe KaGnolov
va mAnpaoel yia tny kndeia tng.

John Sayles

Here Lies
the American Dream. ..

by Polly Lykourgou

Political cinema is dead. Long live political cinema. Most
American critics believed that John Sayles, on the eve of
the 2004 elections, directed Silver City with a specific
goal in mind: to attack George W. Bush. Wrong. With the
body of an unknown Mexican worker as the thematic fo-
cus of the film and in the heart of the American hinter-
land, Sayles - like Tommy Lee Jones a few years later
with The Three Burials of Melquiades Estrada - spoke
about death. The death of the environment, of dignity,
of justice, of personal and social morality. The death of
the American dream in the land of the free and the
brave. No, he did not speak of political death. In 2004 it
was already too late. He spoke of political decay - the
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“corpse” was already in a non-identifiable state of de-
composition. That is why the film does not manifest the
slightest Michael Moore-type polemic arrogance. Behind
its masquerading as a black comedy there looms a silent
sorrow. A funereal silence.

In the beginning was the hero. Or rather the absence of
a “hero”. Danny O'Brien was a hero once but not any
more. An architect of militant journalism, he investigat-
od, kept his ear to the ground, uncovered scandals. Like
most of his colleagues he too was unable to keep oppos-
ing the system. Besides, the Press too is nothing but big
business: anyone who doesn’t fall in line with the inter-
ests of the company is chewed up and spat out the mar-
ket. When we meet him he is working as a private detec-
tive and is hired to investigate the body of the dead
Mexican discovered in the lake at Silver City. Sayles has
already fashioned the perfect metaphor. The hero we
are called upon to identify is today’s political persona: a
one-time idealist and present-day castrated, terrified cit-
izen who has made his compromises. The twist is that he
makes him a detective - stepping on the archetypal sym-
bol of the American film noir — who must find “the mur-
derer”. Who killed the political, social and personal hope
for clarity in his country?

The easy answer is George W. Bush. Or rather, in the
context of the film, Dickie Pilager, an overtly foolish,
middle-aged politician, the pride of his Senator father
and a candidate for a seat in Congress, who is incapable
not only of articulating his political proposals but also
of forming grammatically correct sentences if he does
not have a well-paid prompter/campaign manager at his
side. Yes, Dickie Pilager stands as a symbol of the cow-
boy Ruler of the Planet, who, with expressions like
“folks” and “y'all”, reassures the average American vot-
er that he will lead the nation under the banner of tra-
ditional values: Homeland, Religion, Family. But Sayles is
not one-dimensional in his criticism. The more his cam-
era records the dangerous stupidity of Dickie’s camaign
(i.e. the Republicans), the more perturbing is the crimi-
nal absence of an opponent (i.e. the Democrats). The di-
rector’s 25-year-long profoundly political speech knows
when to pause. When to keep quiet in order to allow us
to reflect: would we be offered catharsis if there existed
a political opponent? Would the election of a
Democratic president be the solution to America’s prob-
lems? Would we heave a sigh of relief at the sight of a
sturdier puppet? Or must we finally look straight in the
eyes of those who pull the strings?

His name is Wes Benteen and he is the president of one

of the companies with billion dollar interests in the area.
Benteen has encroached on, dug, looted, raped, appro-
priated, dried up and irreversibly polluted the land that
he will be called upon to serve if Dickie is elected. He did
it with the blessings of the father before the “son” came
into the picture. In return for financial support in
countless election campaigns. Capitalism, profit and pol-
itics always formed a united triangle of corruption in
which all moral barriers disappeared; all the ravaging of
the environment, all the verbosity about the toil of the
terrified illegal migrant. To Dickie, of course, as well as
to his voters, this is presented as “the development of
the country”, “investments”, “security for the future”.
With some collateral damage... “They get distracted,
worrying about some postcard idea of the Rockies...
Some black-footed ferret or endangered tumbleweed,”
sniggers Benteen in disdain. At the same time, the river
is spewing poison, dead fish, corpses.

Sayles orchestrates with mastery his almost
Altmanesque sociopolitical microcosm, patiently peeling
away all the multileveled layers of corruption and fin-
ishing what he began with Sunshine State. The citizen-
detective reaches the bottom of the river. He draws the
truth from the bowels of the abandoned silver mine
where businessmen, contractors, politicians and pitiful
small-time stockholders aspire to build their Silver City.
A happy ending? Alas, no. A tragic ending, as there is no
longer anyone interested in the truth. And, ironically,
Sayles’s most potent political argument is this: That he
makes a film that interests no one. In a land where prof-
it is not only just a flat-out end in itself but the criteri-
on for happiness in life, then truth has nowhere to
stand. All that remains is for someone to foot the bill for
its funeral.

Translated into English by Blly Petrides
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HONEYDRIPPER

HITA / USA 2007

IxnvoBeoia / Direction: John Sayles

Levdpio / Screenplay: John Sayles

Qwroypagia / Cinematography: Dick Pope

Movaii / Music: Mason Daring

ExeSiaopog Napaywyric / Production Designer: T'oby Corbett
KaAhrexvixii AieGBuvon / Art Director: Eloise Crane Stammerjohn
Evduparoloyia / Costume Designer: Hope Hanafin

Mowral / Editing: John Sayles

Heonoioi / Cast: Danny Glover (Tyrone Purvis), Lisa Gay
Hamilton (Delilah), Yaya DaCosta (China Doll), Charles S.
Dutton (Maceo), Vondie Curtis-Hall (Slick), Gary Clark Jr.
(Sonny), Mable John (Bertha Mae), Stacy Keach (Zepipng
/Sheriff), Nagee Clay (Scratch), Absalom Adams (Lonnie),
Arthur Lee Williams (Metalmouth Sims), Ruben Santiago-
Hudson (Stokely), Davenia McFadden (Nadine), Daryl
Edwards (Shack Thomas), Sean Patrick Thomas (Dex),
Eric L. Abrams (Ham), Kel Mitchell (Junebug), Keb' Mo’

John Sayles

(Possum), Tom Wright (Cool Breeze), Donnie L. Betts
(Mr. Simmons), John Sayles (Zeke), Mary Steenburgen
(Amanda Winship), Brian D. Williams (Luther), Santana
Shelton (Opal)

Napaywyés / Producer: Maggie Renzi

Napaywyi / Production: Anarchists’ Convention
Muipxea / Length: 120° "Eyxpwpn / Color

BpaBeia / Awards: Jury Prize for best Screenplay -

San Sebastiin FF 2007

Bpiok6paote oto 1950. Zro Harmony tng Adaundpua, o1
Spopor eivar okoviopévor kar to BapPaxi éxer kaprmioer.
To Honeydripper eivai to §evuxtddiko mou tpéxer edm kar
xpovia o Ty. Ta npaypara dev ndve kar 1600 kala yia tov
Ty. To unap tou eivar neprioodrepo onueio ouvdvinong
yepbvrwv tng pndoud napd kGu mou avijke oto napdv.
Anogacopévog va tou ddoer pia akdun eukaipia ka
Kovipa oe kGBe évouikto, o Ty éxer anogacioer va npo-
oAaBer évav kiBapiota - évav kiBapiota nou va nailer ne-
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Kupikty KiBapa. Ovav n yepaopévn kupia tng urndoud, n
Bertha Mae, teAeiover to voupepd tng oto oxedov Gdero
pnap, o Ty tng avakovover nwg de Oa tnv xperaotef to
epxopevo Yappavo: o Guitar Sam kavaguaver. O Ty, o
BonBoe tou Maceo kan n Oetri tou képn China Doll tpé-
Xouv kat bev guavouy yie va efvar 6Aa évopa yia tn peyé-
A nuépa. Xwpig ixvog petpnuay, o Ty eanatd tov davo-
pea aAkood kai raipver tny npapdreia mou npoopiérav
V10 10 yertovikd (ka1 oAU mo emtuxnpévo) Ace of Spades,
kA fer Myeg and vig oikovopieg tng yuvaikag tou Delilah
Kal yevika fpioketar oto 6p1o tng aywviag. AAAG molog
£ivar autog 0 andKoopog HOUOTKOG tng HItAoud, 0 TuPAdg
nou naider kibapa ka1 yvwpider 6Aa ta puotikd tou Ty;
Eivar autog mou odnyei tov Sonny atov Ty, yia va tov
LOPUKOUVIIOE] Kal va ouvexioel ) pouoiki va naider. Eivan
o Possum kan kdnoio1 pmopotv va tov douv kar kGroion
aMo1 6x1. Towg eivar to vetpa tng pmdoud, O Ty nimyaiver
oto otaBpo tou tpaivou. O Guitar Sam eivar dpavrog,.
Kataypewpévog, Toak@pévog pe tnv KaAn xpiotiav, tn
0uUCuYo tou, ka pe tov Lepipn Pugh pévipa étorpo va tou
opunoel, o Ty xaver 6,u1 eivan onpavuiké yr' autév. ANNG
Bupdrar autd o maidi, tov Sonny, mou eixe mepdoer and to
payali tou 1oxupiépevog 6t maider t6oo kaAd 600 o
Guitar Sam ka1 @avétav va pnyv €xe1 paer éva maro payn-
16 yio pia fdopdda. KAeivoviag oupgwvia pe to 61GBolo,
o Ty {nuaer an’ tov Zepipn Pugh va anobeopetoer tov
Sonny and tn ouppopia BappakokaAhiepyntdy mou tov
experallevoviar kal tov naipver oto mAeupo tou. KabBog
to payali apyider va yepiler ané @avrdpoug ka aypdteg,
£ro1poug va nepdoouv kald, n China Doll nepvder tig
redeutaieg mveliég oto to Xtéviopa tou Sonny Ki autdg
yhotpder péoa 0to aotpa@tepd KOOTOU! TOU Tou £Xel
eropGoer n Nadine yi’ auth v vita. Me to mou natder to
1661 tou otn oknvh yivetar o xapdg! O wikpog Eéper va
naiCer kai va onGer 6Aa, P’ évav fxo mou kaveig toug dev
éxe1 Eavaxotoer. Evol, o Ty, o peonAikag maviotag mou
poPdara to napeABov tou aAAG kar onidrmote kavoupyio,
omlevar and vo rock 'n’ roll.

It’s 1950. Dusty roads and the cotton is high in Harmony,
Alabama. Honeydripper is the name of the juke joint run
by Ty Purvis. Things aren’t going well for Ty, whose place
is more a social club for old bluesmen than a going con-
cern, Determined to give it one more shot, and against
every instinct, Ty has decided to hire a guitar player — an
electric guitar player. When old blues lady Bertha Mae f'in-
ishes her set in the mostly empty club, Ty tells her she
won't be needed next Saturday: Guitar Sam is coming. Ty,
his sidekick Maceo and Ty’s stepdaughter China Doll

move into high gear to get ready for the big day. Strapped
for cash, Ty redirects the liquor truck headed for the
neighboring Ace of Spades, sneaks money from his wife
Delilah’s savings and generally has himself strung out as
far as a man can go. But who's this spooky blues man,
blind guitar player who knows all Ty’s secrets? He's the
one who guides Sonny to the Honeydripper to shake up
Ty and move the music along. He's Possum, and some
folks see him and some don’t. Maybe he’s the Spirit of the
Blues. Ty goes to meet the train. No Guitar Sam. In debt,
on the bad side of his good Christian wife, and treading a
narrow path with big Sheriff Pugh ready to move in on
him, Ty looks to lose all that matters to him. But there’s
that kid, that Sonny who came by the club claiming he
could play the guitar as good as any Guitar Sam, and look-
ing like he hadn’t had a square meal in a week. In a deal
with the devil, Ty gets Sheriff Pugh to release Sonny from
the gang of cotton pickers he’s been pressed into, and
they are down to the wire. As the club begins to fill with
servicemen and pickers ready for a good time, China Doll
puts the final touches on Sonny’s hair and he slips into
the sharp suit Nadine whipped up for the night. Out he
steps into the crowded room and Bwang! The kid can play
and he rocks the joint with a sound nobody ever heard
anything like. Tyrone Purvis—middle-aged piano player
afraid of his past and of anything new—is saved by rock
n’ roll.

Honeydripper 1 na¢ o John
Sayles ouvavtnoe tnyv aioodoia

tou Kevotavrivou KovioBpdaxn

TTpdro mAdvo: 6o pikpa ayépia nailouv oe wa auls. Mo
xvidia toug dUo autooyxédia pouoikd 6pyava, éva mévo
PprIaypévo and £va KOPPAT! ToiyKo Ki éva kopddvi tevew-
Hévo o’ éva ndoalo. Aev undpxe kapia apgifolia 61 oto
pavraotiké toug naryvidi ta ayépia naifouv tdad, unloud
N kdu téroio. Eivar kar ta §vo paipa, n fapid payoudiori
npo@opd toug ta tonobetei kanou oto vito twv HITA ke
to nepifaAov toug kdrou oto npdogato nape\Biv. Aev-
tepo nAavo: éva PapPaxoxdpago oe nAfipn dvinon kar
Kapia nevnveapia epydreg va ouléyouv xeipovaxktikd
tov noAvtipo kapné. To pwe, xpuoagévio kar {eotd, nepr
BaAAer to péxbo twv epyatdy pe pia unoyia vootalyiag,
H xivnon tng xauepag, apyn ke voxelikn, unodnaver
évav témo ka1 pia enoxr énou n kaBnuepvétnra yAi-
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otpovoe ue wa por puoikty. O epydreq efvar 6Aor patpor.
A6 g 600 K16Aag 0UVTOuEG EVAPKTAPIEG OKNVEC TNG
veleutaiag tou Snuioupyiag, o John Sayles éxe1 /16N Béoer
ta Bepéha mévw ota onofa Oa natfioer n agrynon tou kai
yUpw ané tig onofeg Ba EgtulixBei o kovwvikoe kar moAr-
TIK6G 10T6¢ TG 10topiag toug. MiAGue yia tnv AAaunédua
g dekaetiag tou 50 Kan yia wia WIKkpL enapxiakn Kowé-
tnua appoapepikavev. Oétoupe to Oépa tng HouoIKLg
oto enfkevepo kai, mpomavtdg, tormobetoUpe tny 10topia
otn ogaipa tng amdfig kaBnuepivétntag kar 61 oToug
Eéppevoug kaAmaopolg twv NPwIk®V npdéewv: o’ éva
oUumayv, 65nladn, 6mou ta maid16 maiouv onig aulég
pavraotikG naixvidia ka1 o1 dvipeg padetouy Papfdxi
ota xwpdgia - pévo rmou o1 Gvpeg autoi eival 6Ao1 paipon.
H euaioBnoia pe tnv omoia o John Sayles oxe&ialer tun-
Ha-tpfipa tn ouvletn avBpwnoyewypapia tng olyxpo-
vng Auepikng efvan yvwotr an’ oA6kAnpn oxedév tn @iA-
poypagia tou. E6®, n eotiaon yivetar ndvw otov
appoapepikaviké mAnBuopo tng xdpag Kar —6nwe oup-
Baiver mdvra otig tavieg tou Sayles— 0 pak6g eotiGler oe
H1a TTOAU OUYKEKPIMEVT KOIVOTNTA, H1a TTOAU OUYKEKPIUE-
vn enoxn ka1 ¢’ éva moAU ouykekpipévo témo. Auth n
agpoapepikaviki kovétnta tou Nétou tng dexaetiag
tou 50 givan n i&1a mou npiv ané ekatd mepinou xpévia
éxave tnyv i61a Soulerd (pdleve BapPdxi ota xwpdaeia) yia
Toug iB1oug avBpadnoug (toug Aeukole). Téte rfrav okAG-
Bo1 atnv kuproAekia, oto ofjuepa tng taviag eivar eAeibe-
po1 aAAG napapévouv okAafwuévor ota deoud tng ere-
Xe10¢ Ka1 Tou patoiopou. Aev eival tuxaio 6t1 6Ao1 o1
Aeukof p6Aor tng taviag eivar Seutepevovreg, oxedov oav
otoixeio tou viek6p, aAAd tautéxpova oe BEon ka1 — Kivr-
Hatoypa@ika wAdvrag — oe poAo 10X00G: 0 A0TUVOUIKGG,
0 pUAaKag, 0 OTPATIAOTNG AKOUA Kal 1) Kupia yia tny oroia
Soulever n Delilah, pia Aeuknj §emeopévn aotn yepdun
and ayanm yia tnyv napadoulettpa tng aAAd mou aduvarei
va BuunBei 611 n k6pn tng eival mAéov peyaAn konéla kar
6x1 pikp6 kopitor. H idia kovétnra Picdyver ak6pa ta aro-
peivdpia evog peydlou modépou (o1 avagopég otov B
ITayxkéopio ITéAepo eivar moAAég kar SiGomapreg oe 6An
v tawvia), kGnoia péAn tng KovéTntag to pixvouv oto
xop6 ka1 oto motd eved aAd otig Evayyelieg tng Bpn-
okeifag yia va Bpouv 51é€060 ané ta npoPAijpatd tou.
IMéavw an’ 6Aa, @ot600, Mpékertal yia pia Kkovétnta nou
kouPald {wvravr tn peydAn pouvoiki napadoon tneg Maui-
png Apepikng: pia napadoon mou napouoiGdeta wg {wu-
k6 otoixeio, o§uydvo Ba éAeye kaveig, mou xapiler {wn,
pubpo, maApué kar ev téder 0der 1600 Tov fpwa tng tar
viag andé va npofAjuata nou tou Béter to oevapio 600 ka
0oAGKANPN TNV KOWHTNTa ANé TOV KOWMVIKI) MepIXapaK®-
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on rou tng empPaAder n Aeukr), pato10TIKe nyepovia.

O tporiog pe tov omoio £pxetal to oevapio kai  aprynor,
Y10 va otp@oel to XaM ndvm oto onoio Oa natfoe n evée-
Aex1ig KOIVWVIKT TTep1ypagr Kai to e0otoxo nmoAtiké ox6-
A0 tou oknvoBétn, eival 6nwg mdvia apiototexvika
puiaypévog. O John Sayles fjtav ka1 mapauéver évag
paotopag tng apnynone. Onwg kai oe 6Aec tic taviee
tou, £101 ka1 edd apkolv dUo apddeg iaddyou, évae Hia-
KPITIKOG QW TION6G Kal pia ouxn HOUOIKE uniéKpouoT)
(e€unmakeveta tou Mason Daring) yia va nepiypdyer o
Sayles éva xapaktripa rou GAor oknvoBéteg Ba xperGlo-
vuav oe)ideq oevapiou ka1 bexddeg pétpa Ay yia va
kavagépouv. ITépa, buwe, ané tn yvopiun pébodo twv
nmoAunAnOdv Kaot kai tng tautéxpovng avantuéng nol-
Adv napdAAnAav 10topidy kar unormAok@y, o John Sayles
Katapeuyel edd oe €va GAAo oevapiaké téxvaopa nou
yvapider va xepidetal moAu kaAd: tn Xprion Kivnpatoypa-
PIKOV 0TEPEOTUNIMV KA1 YVOPTHGOV AQNYNHATIKOY HOUGV
yia va xtioel pa tavia eGkoAa npooneAdoiun aAAG noté
apeln.

To téxvaoua auté ovopdleta success story (10topia em-
tuxiag), wia ayanmuévn ouvtayr Tou auepIKavikoU Kiv-
pavoypdgou, Bdon tng onoiag évag anpbéopevoe Rpwac,
(eviote ka1 avui-ipwag) katapépver va netixel to otdxo
tou napd tig moAMéq avtifoeg ouvBrkeg. Me tnyv évvoia
auth, o Ty (vov oroio moAw evotoxa epunveve! évae and
TOUG MPMTOUG EUITOPIKOUG appoauepikavoug nbornoioe,
o Danny Glover) eivai o téAe10g evoapk®Trg tou ouyke-
KpIHévou success story: to payadi tou nGer katd SraéAou
ka1 oe pia anéAmba nmpoondBeia va to owoer kalei to
aotépt tng prmdoud and tn Néa OpAedvn, tov Guitar Sam,
yia pia Bpadid. Mévo mou o 6pbuog Ba eivar otpwpévog pe
eun661a ka1 eviéder o Guitar Sam dev Ba katagtdoer
noté, avaykGlovrag tov Ty va kataguiyel oe pia eupavea-
otn Adon, va BdaAer évav veapd, rmou unoatnpider 6u naider
v K1Bdpa 600 kaAd kar o Guitar Sam, va tov unodubei. H
emtuyia Sev eival pévo anpéopevn aA\G km enavaotat-
K1j: n K1IBGpa tou veapou eival NAeKTPIKL, 0 fX0G TG Mo
0&ug ka1 mo duvatdg km 0 pubuée TG HoUoIKNG Mo ypri-
yopog,. H pouoiki tov appoapepikavay, nou pe 10topikn
euldPera éxer emevduoer tnv tawvia o Sayles (ouvavidue
otnv tavia pndoud, tdad, ykéonel, epyatikd, 6Aa oxedov
ta £idn tng pavpng povoikng napadoong), Eapvika kaver
éva dApa npog ta pnpog. To GApa auté Aéyerar rock 'n’
roll kan padi p’ auté Ba kepdioer o Ty o otoiynua ko Ba
owoer to payadi tou ko tautdxpova Ba Byer n agpoape-
pikaviki napGdoon ané ta Seoud vou napeABévrog, kato-
KTOVTag €va tepaotio KOPUAT! TG apuepIkavikng (ka
naykéomag) mon koultovpag. Ko, uoikd, Ba kAeioer



Oikpoypomin

IMTUXWE 10 success story tng taviag,...

Autd akpifog o onpeio, 6rou to apnynpatiké éxnua
ouvaved ka ouvundpyer pe tny oAk okéyn, anoteAef
v nepntovofa tou épyou tou Sayles ka1 to
Honeydripper eivan éva ak6pa defypa avtig tng (Upwm-
ong. Movo nmou oty taivia autr, 1o apnynuatiké éxnua
eivar éva apxetumkd npoidy tng apepikavikrg pubolo-
yiag nepi ovefpou kan emuuyiag, to omofo oA evotoxa
xpnotponoei o Sayles yia va rier wia 10topia, mou yia xp6-
via napépeve aBéatn ka1 katameopévn: autl TV appoa-
pepikavov. ToroBetnuévo otn pidpoypagia evog avBpo-
mou, mou t6oo empeldg éxer anodoproer km
anopuBonomoer Ty €vwoia tou apepikavikol oveipou, n
NPOOEKTIKT, WPTUI KA1 avatpenTtiki xpion evog agnyn-
patikou poveédou faciopévou oto Gveipo tng emuuyiag
anotedei k1 éva pikpd aAAG moBnué GApa yia tov id10 to
oxnvobén. To GApa auté ovopdletar kar aoiodoéia.

Honeydripper or How John
Sayles Encountered Optimism
by Konstantinos Kontovrakis

Opening shot: two small boys are playing in a yard. Their
toys are two improvised musical instruments, a piano
made of a piece of zinc and a string stretched over a
board. There is no doubt that in their imaginary game
the boys are playing jazz, blues or something like that.
They are both black and their heavy drawl places them
somewhere in the southern US and their environment
some time in the recent past. Second shot: a cotton field
in full bloom and about fifty workers manually picking
the precious crop. The light, golden and warm, cloaks
the toil of the cotton pickers with a hint of nostalgia.
The camera movement, slow and languorous, indicates a
place and an era where every day life flowed naturally.
The workers are all black.

With just two of the brief opening scenes in his latest
film, John Sayles has already laid the foundation on
which he will base his narrative and around which the
social and political fabric of his story will unfold. We are
talking about Alabama in the 50s and a small rural com-
munity of African-Americans. We focus on the matter of
the music and most of all we set the story in the sphere
of simple everyday life and not the frenzied galloping of
heroic actions; in other words, in a universe where kids
play imaginary games in back yards and men pick cotton

in the fields - only these men are all black.

The sensitivity with which John Sayles maps out the
complex human geography of modern America, section
by section, is well known from almost his entire filmog-
raphy. Here, the focus is on the nation’s Afro-American
population and - as is always the case in Sayles’s films -
the camera focuses on a very specific community, at a
very specific period and in a very specific place. This
African-American community in the fifties South is the
same one that about a hundred years ago did the same
work (picked cotton in the fields) for the same people
(the whites). Then it was slavery in the literal sense of
the word; in the film’s present day they are free but re-
main enslaved in the bonds of poverty and racism. It is
no accident that all the whites’ roles in the film are sup-
porting parts, almost as a feature of the sets, but at the
same time in positions and - cinematically speaking -
roles of power: the sheriff, the guard, the soldier and
even the lady for whom Delilah works, a genteel white
southern woman, who is full of love for her household
help but finds it impossible to remember that her
daughter is now a young woman and not a little girl. The
same community is still experiencing the aftermath of a
great war (the references to World War 11 are many and
scattered throughout the film), some members of the
community turn to dancing and drinking while others to
the gospels of religion in order to find a way out of their
problems. Yet above all this is a community that carries
alive the great musical tradition of Black America: a tra-
dition that is presented as a vital element, one might say
as the oxygen that gives life, rhythm, tempo and finally
saves both the hero of the film from the problems the
script sets before him as well as the entire community
from the social entrenchment imposed on them by the
racist white hegemony.

The way in which the script and the narrative come to
lay the carpet on which the assiduous social description
and incisive political commentary will tread is, as always,
masterfully accomplished. John Sayles has always been
and remains a master storyteller. As in all his films, here
too just a couple of lines of dialogue, discreet lighting
and a soft musical accompaniment (by Mason Daring of
course) are enough for Sayles to describe a character,
something that would take other directors pages of
script and dozens of feet of film to achieve. But beyond
the familiar method of large casts and the simultaneous
development of many parallel stories and sub-plots,
John Sayles resorts here to another script device which
he knows how to handle extremely well: the use of film




stereotypes and familiar narrative structures in order to
construct a film that is easily accessible but never naive.
This device is called the success story, a favorite recipe
of American cinema, based on which an unlikely hero
(sometimes an anti-hero) manages to achieve his goal de-
spite the many adverse conditions. In this sense, Ty (por-
trayed by Danny Glover, one of the first African
American actors to bring in big bucks to the box office)
is the perfect embodiment of the specific success story:
his juke joint is going to the dogs and in a desperate at-
tempt to save it he hires the blues star from New
Orleans, Guitar Sam, to play for one night. Only the
road is strewn with obstacles and in the end Guitar Sam
never arrives, forcing Ty to resort to an imaginative so-
lution: to substitute a young man, who claims he can
play the guitar as well as Guitar Sam, in his place and
pass him off as the real thing. Success is not only unex-
pected but also revolutionary: the young man’s guitar is
electric, the sound sharper and louder and the beat of
the music faster. The music of African Americans that
Sayles has used with historical reverence in the sound-
track (we hear blues, jazz, gospel, union songs, almost all
the genres of the black music tradition), suddenly takes

John Sayles

a leap forward. This leap is called rock 'n’ roll and with
it Ty wins the bet and saves his club and at the same
time the African-American tradition casts of f the bonds
of the past and captures a huge slice of American (and
global) pop culture. And, of course, it will bring the
film’s “success story” to a triumphant close.

It is this precise point where the narrative vehicle meets
and co-exists with political thought that constitutes the
quintessence of Sayles’s work, and Honeydripper is one
more example of this fermentation. Only in this film the
narrative vehicle is an archetypal product of the
American mythology on dreams and success, which
Sayles uses with extreme accuracy to tell a story which
remained out of sight and repressed for years: that of
African-Americans. As part of the filmography of a man
who has so assiduously deconstructed and debunked the
concept of the American dream, the careful, mature and
subversive use of a narrative model based on the dream
of success also constitutes a small but perceptible leap
for the director himself. This leap is called optimism.

Translated into English by Elly Petrides
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EPT'OBIOT'PA®IA

tou Owpa Awvapa

<Otvav 1o ko6 Byaiver ané tnv npoPolr wag taviag,
Hou, BO€Aw va "xe1 0To vou tou npaypatikoig avlpm-
rmoug K1 6x1 GAAeg tawvieg rou €xer de.

John Sayles

O John Sayles yevvifnke to 1950 oto Schenectady, pa
MHIKPT KOUOTOAN oty eupUtepn Bropnxavikn nepioxn
tou Niou TZépoei. Or yoveig tou fitav §adokalor kai o1
1pAavBIkiig Kataywyrig nanmmoudeg Tou, a0TUVOMIKOT Kal
01 600. To 1968 eyypdgpetar oto Williams University tng
Maoaxouo€tng ka1 ata Xp6ovia TtV oTroud@y tou yvwpiden
tn Maggie Renzi, oUvipogo tng {wrg tou ka1 napaywyd
TV TAIVIOV TOU HEXPT Ka1 OTjpepa.

Ta&ibever otnv apepikavikn evboxdpa kdvovrag mepi-
otaoiakég doulerég kar yvwpifovrag ané ta péoa tov
KG6OHO TNg epyatikng taéng ka1 twv avBpdnwy tng, pia
epneipia mou Ba otabei kabBopiotiky yia to peténerta
£pyo tou, Aoyotexvik6 kai Kivnpatoypa@iké. To 1972
tedeidvel g omoudéq tou pe e16ikeuon otny yuyoloyia.
Tpdgper Sinynuata xwpic va katapépel va ta dSnpooievoe),
®omou Karola otiyun o ekdotikdg oikog Atlantic Monthly
Press evdiapépetan yia pia vouBéda tou pe titho Men kai
tou nipoteiver va tn Hieuplvel, petatpérnovedg tny oe
Hubiotépnua. Méoa oe €§1 prjveg, ypdgper to npdto tou
B1BAio, Pride of the Bimbos, mou agopa tov K6GHO Tou
pnéiunod kai to onofo exdidetar to 1975, anoon@vrag
Betika kpruikd ox6Aia. Tnyv id1a mepiodo, oo meprod1Ko
Atlantic Monthly dnpooievoviar tpia Sinyfpatd tou, ex
v onoiwv to «1-80 Nebraska, M. 490-M. 205» kepbie1 to
Bpapeio dSmynuarog O. Henry. To 1977 exbibetar ka1 ndAi
ané tnv Atlantic to dedvtepo pubiotépnuad tou, Union
Days, to omofo fjrav unown@io yia §Uo onuavuikd eBvika
PBpapeia: to National Book Award ka1 to National Book
Critics’ Circle Award.

Kdnou exei yevviérar ka1 to ndBog tou yia tnv éBdoun
éxvn rmou Eexiva ané tn ouyypa@r oevapiov, Spactnpié-
tra pe tny onoia ka1 Ba pier 0tov KGOUO TOU KIVIHato-
ypdgou. Metatpéner oe oevapio to fiflio-épeuva tou
Eliot Asinof Eight Men Out (1963), yipw ané éva oxGvba-
Ao mou ouvtdpage tov k6opo tou unéilunol oto Likdyo
tou 1920, ka1 to npoteiver péow tou atdéven tou wg deiy-
Ha ypagrig,

H npdtn vou Kivnpatoypagiki ouvepyaoia frav pe tn

To nAapec €pyo tou John Sayles

New World Pictures, tn pikpfy aAAG emBetikn etapeia
nou o Bpulikég «matprdpxng» twv B-movies Roger
Corman eixe 16ptoer to 1970, ypapovrag ta oevapia twv
tavidv Piranha (1978) tou Joe Dante, The Lady in Red
(1979) tou Lewis Teague ka1 Battle Beyond the Stars
(1980) tou Jimmy Murakami. To 1979 oAokAnpaver kai
6nuooiever tn ouMoyr inynuéarwy The Anarchists’
Convention, evé to 1980 ypdge, oknvobetei kar povedper
Ty npa@tn tou tawia Return of the Secaucus 7.
IToAuox16nq ka1 taAavrolixog, ypriyopog Kai anoteAeoua-
TIKOG, 0 Sayles eixe pia povadikn ikavétnta va aoxoleftar
He moAAG ox€6ia tautéxpova Kail va ta pépvel eig népac iy
va ta avaPdaAder yia apy6tepa, nepipévovrag tny kataAAn-
An otiypn ka1 xwpig va kéver (moté) otny tpiavidypovn
KOPIEPa TOU EKITIMOEIG: Mia oTpatnyikn rmou Ha tov kata-
otfjoer évav ané toug Pacikoig muldveg tou avefdprn-
TOU KIVI|Hatoypagou, otig mapugég tou XoAyouve.

To Return of the Secaucus 7, yupiopévo oe 16mm ka1 pe
transfer ota 35mm, W’ éva no-budget 60.000 Solapiwy,
Gvoike ek Tou un 6vrog £va povoridul ka dnpiovpynoe éva
ave&Gptnto ka1 evaAAaKTIKO KIVI)HaToypa@iké KUKA@Ua.
Ev npokeipéve, autd to moptpéto twv nponv-piioona-
ot®dv tou Niou Tépoei mou ouykevipdvovial béka xpo6-
via petd, yia va Sramot@oouy 6t «o kbopog dev GAake
oUp@®va pe tig embupieg tougr, OKlIaypa@nuévo pe
ek@paotik amAdtnua, agonAiotiki ethikpiveio kar e§ar-
peTIKG evoTOXOUG H1aAdyoug, 01 omtoior eivar «mo aAnbvoi
K1 ar’ toug aAnfivoie» —pia and tig peyaleg apetés twv
oevapiwv tou Sayles—, eviunwoiader kai, puoikd, aveypa-
petan tpia xpévia petd and to XoAwouvr, pe tn Meydin
avatpixida tou Lawrence Kasdan.

H ¢nun tou wg ikavétatou oevapioypdgou tov odbnyei
otn devtepn ouvepyacia tou pe toug Joe Dante oty tar-
via The Howling (1981), Lewis Teague oto Alligator (1980)
ka1 John Frankenheimer oto The Challenge (1982). Ty
i61a nepiodo HrieuBuiver o dika tou povénpaxta, to
Turnbuckle kan vo New Hope for the Dead ovo Boat Basin
Theater tng Néag Yopkng, ypager to oevapio tng tnie-
wawiag A Perfect Match oe oxnvoBeoia tou Mel Damski
ka1 eykaBiotata oprouikd padi pe tn Maggie Renzi ot
Avatolikf aktr): oto Hoboken tou Niou Tépoel, pia
HIKp1 enapxiakr) m6An kovead otn Néa Yopkn, ouig eyka-
taleupéveg anoPfabpeg tng onoiag o EAdia Kaldv eixe
yupioei tprdvra xpévia nipiv to Aipdvi tne aywviag. '
autd to onueio aider v avapépoupe, 61 exeivn v eno-
X1 o Steven Spielberg tou napayyéAver éva oevdpio yia
HIa Tavia emoTnUoVIKNG gaviaociag, ue mpoowpivé titho
Night Skies, ma ouvepyacia mou Ba Saxonei olvvropa,
al\G nodAég anéd tig apXIKEG ERITVEUOEIG KAl EMIVONOEIG
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vou Sayles Ba nepdoouy oto teAiké npoiéy, nou bev efvan
AaA\o andé vov E.T. (1982).

Opwg, 1o ouptdpr tou pualot tou eivar ndvea yepdto and
axéba, 6x1 vegedwbdn ka adprota, aAG étorpa va npay-
pavonomBouyv. Enefepyadevar dAa 0o oevapia, to
Matewan (Matwuévn Auepixn) xar vo Lianna (1983) wa
napaywyn 300.000 olapiwv rmou Ba eivar n bedtepn tar
via tou ka1 1aA oe 16mm, transfer oe 35mm ko yupiopa-
1a oto Hoboken. H Lianna eivar ia yuvaika mou n eowrve-
Pk tne avaykn yia anelevBépwon and ta KOWVIKG,
okoyevelokd ko oefovalikG Seopd mou n kovwvia tneg
éxer emfBaider, tnv obnyei va avadGfer tnv eubovn tng
Cwng kai tou eautov g, Eva efvan oty @don tou povedad
wng Lianna, o Sayles 16n avadnua xdpoug ka1 nBoroiote
yia v endpevn tavia tou, vo Baby It’s You(1983), oxébio
10 onoio xpnuatodoteivar ané tny Paramount. Xtn gpdon
1ou povead, oknvobétng kar etapeia épxoviar oe
ouykpouon, kaBag n etaipeia, £xoviag ek Twv Mpaypd-
twv hikaiopa, BéAer va emPBaAder to 61k6 tng final cut.
‘Orav 6pwg to test screening tng Paramount amobeikvie-
o1 kat@epo and tny emAoyr tou Sayles, n etaipeia ava-
yradetar va unoxwpnoel kal va anodexOei tn 116 tou
exboyn. Eivar n povadiki gopd mou vo final cut, n povadi-
K1} «iepr} ayeAdba» otny Kivnuavoypa@ikr aveiAnyn tou
Sayles, Kivbuvewe oofapd.

To 1983 nadioguia tou avayvwpiletar emionua katd
kanolov tpoémo, agoul to idpupa John D. MacArthur tov
emAéyel wg «genius grant», Mpipodotdvrag tov Ye pia
ewnoa xopnyia 30.000 dolapiwv yia névee xpévia. Ev tw
peraby, éxovrag ouykevipmoer 350.000 ané ta képdn
Py xpovav we oknvobétng kar oevaploypdgog, auto-
xpnuatobotei tnv téraptr tou vawvia Brother from
Another Planet (A6 dAAo mAavijtn, 1984). Tha va armogu-
yer ug oibepévieg vopueg tou ouvbikdrou, mou empBaiier
buo fonboig oxnvobéteg ka évav production manager
pe wnAdrepoug moboig and toug unidAoimoug, o Sayles
naparceivar ané vo Directors Guild of America yia va pmo-
peoel va kaver v tavia mou BéAel, 6nwg autdg Béler.
Fupropévn oto XapAey, pe napaywyoug tic Maggie Renzi
won Peggy Rajski, n vavia apéoer oe kpiuikij kan kové kan
kaver aflonpooexteg ewonpaéeie, koved ova 3.500.000
boAdpia, eve eivar kar 1) npden tou tavia mou éxel Savo-
ui oy Eupdnn kar otny EAAGba, 6riou npoPAfifnke to
1986. H peydAn tou yvdon twv KIvijHatoypa@ik@v e1idmv
Ko 1) ikavotnta vou va naider ova daxrula vig oupfdoeie,
10 otepedTuna Kal toug pnxaviopouig Aettoupyiag toug,
Kol i’ outd va va unovopelel Ka va ta avatpénel, £xouv
oav anotéAeopa wa patpn kopwdia nou oxohdler kau-
otiké voug puAetikolg Hiaxwpiopoie, pe povadikn aube-

viikGTnta ko npwroturio.

To 1985, éva biGonuo tékvo tou Niou Tépoet, o Bruce
Springsteen, nxoypagei to dAproup «Born in the USA.,
ané o onofo o Sayles yupier tpia Prveeoxin, ottwe
eimnefv, apou ovolaotikd efvan tawvieg pikpo ufikoue nou
apnyolvral pouoikég 1otopieg pe Baon ta tpayoibia
«Glory Days», «Born in the USA» ka1 «I'm on Fires. To
1986 npoPdAAetar otny tnAeépaon n tnAetavia Unnatural
Causes oe oknvoBeoia tou Lamont Johnson, yia to oevé-
p1o tng onofag kepdider to PpaPeio twv Writers Guild of
America, evd tnyv i61a xpovia dpopoloyeitan to yipopa
tou Matewan (1987), u’ évav npotnoloyioué 4.000.000
SoAapiwv mou enévbuoe n etapeia Sravourig Cinecom,
oTny npaTn tng Kivijpatoypa@iki napaywyr. Ta yupi-
opata yivovtal oto Thurmond to @Oivénwpo tou 1986
KOl 0TO KOOT OUMMETEXOUYV OKOUA Kal andyovol twv
avBpakwpUxwv mou emPiwoay ané to pakedeid tou 1920,
Auéowg petd, o’ éva crescendo expnk ki Snuioupyks-
tntag, oUp@®va pe tr ouvnOiouévn tou otpatnyiki,
Eexiva ka1 tnv uloroinon tou mo naliod tou oxediou, to
Eight Men Out, yia to onoio evbiagépOnxe n Orion. Xpr-
O1HOTIONDVTAG OTOIXEI TNG 10TOPIKNG épeuvag rmou £yive
yia to Matewan (to kowvwviké miaioio eivan eviedoe dio-
popetikd, aAAd n enoxr} kovi} - n) dexaetia tou '20), ) i
oKnvoypagog kai yia tig Go tawvieg, Nora Chavooshian,
avakataokeudder to Likdyo tou 1920 otny éavénodn i’
¢vabudget 6.000.000 oAapiwv. Aéer o idrog: «To Matewan
é€kave oKT® xp6via yia va nidper pnpog kai vo Eight Men
Out éviexa. Mepikéq popég autd dev eivar povéaya ano-
Bappuvtiké, adAd ka1 kataBAintiké. Exeivo 6pwe nou
Hetpaer, eivan va Beq mpaypatikd va yupioeig tnyv tavia.
Ta péva, ave§dprnrog oknvobétng eivar Baokd autog
mou Katapépvel va yupioer tnv tavia mou embupei. Aev
eival éva oikovopké {fjitnpa, oute ka npéPfAnua tng ayo-
pdg. To Béua eivan va akodouBoeig pe ouvéneia péxp
téAoug tnyv apxIKn 16éax.

To Matewan, avepilovtag toug nxoug tng bandiera rossa
ka1 evbedupévo ta polxa tou western, né@ter oav Kopr-
NG OTNV QUTAPEOKN KAl KOUPOPHIOTIKE EMoXH) tou
Reagan, kaBd¢ npooeyyiler éva apatnpé eneioédio ta)-
Krig e§éyepong, avaolpoviag otny em@avela Kataxwvio-
OMEVA PAVIAOUATA KI VA «KPUUUEVO» 10TOPIKG Tpalpa.
O Sayles, |’ éva oevapio-unéderypa tng moAuNpIouaTtIKg
TOU OITUIKNG, Tov MoAItiké tou piloonactiopd, toug oAo-
KANP@UEVOUG XAPAKTHPES KAT TNV MOAUQ@VIKE toU a@rf
ynon, nou agrivel v' akouotoUv moAAég, Siagopetikég boo
ka1 avtibeteg pwvég, dnuioupyei éva povadikéd affresco,
He Ty apwy1 tng eKMANKTIKNG pwtoypagiog tou Haskell
Wexler. (Anié tnyv epneipia tou yupiopatog autrg tng tar-
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viag Ba mpoxUyer ki1 éva e§aipetikd evhrapépov PifAio-
xpoviké pe titdo Thinking in Pictures:The Making of the
Movie Matewan, nou ex6ibetar to 1987). Tnyv idia emoxn
nou 01 avBpakwpuixor otn Autikr) Biptdivia maipvouv ta
6mAa evavuia otoug urpdpoug TV apevik®y, oto Zikd-
yo éva okGvbalo oto xdpo tou pnéilumol (tnv téAeia
£VOGPKMOT) TOU AUEPIKAVIKOU IVvelpatog, kata tov Mark
Twain) ouykAévide tnv aBAnuikn kowotnta. Zro Eight
Men Out (1988), 6riou n kopugaia kar So§aopévn opdda
twv White Sox apaupdver (kuproAektikd) to 6voua tng,
kaBa¢ Eemouliétar ota otnuéva oToIHaTa Tou oOpyave-
Hévou eykAnjparog, yia va peiver otny 1otopia tou aBAr-
pavog we Black Sox, o Sayles kataypager tn okoteviy kar
SiepBapuévn mAeupd tou apepikavikol oveipou, exel
6mou 6Aa eival avuikeipevo ayopanwAnoiag km 01 nndveeg
£X0UV TNV TIEK TOUG,

Meta uig 0o autég anantnuikég oe eninedo napaywyng
rawvieg, prl@PEéveg ot NPayuatikn 10Topia tne XOpag Kal
yupiopéveg oe hiyérepo anéd 2 xpéwia, o Sayles otpépera
otnv oAokAfpwon tou tpitou tou pubotopriparog, Los
gusanos, nou exdidetar ané tov oiko HarperCollins to

John Sayles

1991 kan agopd otny Kowvétnta twv avi-Kaotpikdv kou-
Bavov petavaotdv oto Maiaur. To 1989 npofdAdetar n
vawvia Breaking Life tou Bill Forsythe faciopévn oe oevé-
p1o tou Sayles. Tnyv idia emoxr) ypdger yia to NBC to oeva-
p1o tng tnAetaviag Shannon’s Deal, yia to ornoio Bpafet-
etal ue vo Edgar Award yia tnv kaditepn tnAeontikn
napaywyn tou 1990, n onoia petaAAGooetal 0g Kavovikr
tnAeontikn oe1pd, aAAG to kavdl Ba tnv otapatioer yia
Aéyoug xapunArig Beapatikéntag. Epnopikn anotuyia 6a
anodeixBei kar n tawia City of Hope (IToAn tng eAmidag)
(1991) 6nou éva okdvdalo HranmAoknig 0IKOVOUIKAE Kal
noAiuikng e§ovoiag anddvetar oav emdnuia, SHrappnyvio-
VIag ToVv OUVEKTIKOG 10T0 tng méAng ka1 tig {wég twv
avBponwv tng. Me tnv tavia auth, S ragoponoieita
moBnta ané uig mponyoupevég tou, oe 611 agopd to oTtul
K@l Ty Kivijpatoypa@ikn @épua mou taipialer yave oto
oxeddv xaoniké status tng 10topiag: xprion yia npon
@opa tou MAGvou-0eKaVE KOl MOAUPGVIKE a@nynUatikn
Soun péoa anéd éva mukvéd nAéypa noAandov uno-1oto-
PV tonou Altman.

Autd nou ndvra evhiégepe tov Sayles frav va Bper tnv
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To nhapec cpyo

katdAAnAn Kivnpatoypa@ikiy @opua yia va apnyndei pe
rov kaAutepo duvard tpono tny 1wtopia tou. Mn éxovrag
kapiao oxéon pe 1o ovepd tou Hnpioupyol ~£tor 6rnwg
autn) n moAunadn évvoia efxe Hapopewdei otny Eupdrn,
wg a enikéra modnuikol tinou mou SnAdver To MPoow-
mko Upog- to otul tou Sayles eivar va pnv éxer otul:
Legevyer and va kMo€, bev éxer kav nipoowmkr oppayida
(1o pévipo dxBog tou brypoupyo), aAAG olte kai tn xper-
alevarn To Upog tou nmyader ko npooapu6detal oTig ava-
ykeg g taviag (npooapudlovrag ndvea to project oto
budget), eivar euéAikto ka1 xwpig aykuddoeig ka E€per va
Brbover péoa tou, oxedov xepwvaktika, tny 10topia.
Auto nou péver otabepd ko apetakivnro eivar n eowtepr-
K1} avaykn va apnynei wa 1otopia pe tov H1k6 tou (km
povov) tpono, xwpig ixvog Hidbaktiopou, 16e0doyikdv
eppovaV 1 katayyeAtikng H160eong,

H pévn ouvBrikn otny onoia uotdooetal ny 6rmoia aoBn-
KN apxtj, apopd oo va eival yepd aykupofoAnuévn otn
Hovadikn tou peydAn ka1 abanpaypdreutn eppovh: tov
£Aeyxo tou final cut, oaviba owtnpiag ka1 neprigavn
onpaia 6Aou tou £pyou tou.

To 1992 éva aképa a6 vou oxéd0 npaypat@vetal. Mia
vavia eAevBepa eprveuopévn ané tny Persona(1966) tou
Ingmar Bergman, mou kiveital avaueoa oto peAédpapa
KOl 0TV KOPwdia xapaktipwy.

M’ évav npotmodoyiopé 3.000.000 Sodapiwv kar pe Siavo-
urj an6 tn Miramax, vo Passion Fish (Wdp1 vou ndfoug)
eivan n npdtn vou tawia mou kepdider duo unoyneidTn-
teg yia Ookap (katnyopia mpwtéTunou ogvapiou yia tov
ibo ka1 A” yuvaikeiou péAou yia tny Mary McDonnell),
eve éxer ka pa Benikn mopeia ota tapeia pe ewonpadeig
5.500.000 Sodapiwv. Ta pa ak6un @opd, n 1kavétnté tou
va akpofatei ota 0Uvopa TV e18@OV, KIVIHATOYPa@IKGV
Ka1 tNAEONTTIKGY, TOU emMTpénel va avatpéyel g ouppaé-
OEIG KO Ta oTepedTuria tng oanouvonepag Kai va graoel
0oV KpURREVO TTuprva tng 1otopiag, mou dev eivar GAAog
and tny emuak vk avaykn yia avBp@mvn enagn ko em-
Kowvmvia,

Ev vw pevall, n endpevn tawvia eivar 160 ova okapid.
Ipéxervar yia vo The Secret of Roan Inish (To pvotiké
g Poav Avig, 1995) pag 10topiag avapeoa oto napapith
ka1 vo Bpudo, tng poévng nou hadpaparilevar extog Ape-
pikng, otny IpAavbia, ota téAn tng dexaetiag tou '40. H
Maggie Renzi xan ) Sarah Green avalntoiy xpnpatodétn
xwpic anotéeopa, k1 €101 0 Sayles kan ) Renzi, piokéGpo-
viag 6nwg navua, avaykalovea va BaAouv ané tmy toénn
roug 1o 1/3 vou ouvolikol npolnoloyiopou nou eivar
6.500.000 boAapia. Ta yupiopata yivoviar oto Donegal
oy enapyia vou Ulster, moAd kovid ota olUvopa tng

Bopeiag Iphavbiag kar n vawvia Siavépetar ané tnv First
Look Pictures, pydloviag va Aegrd tne. Lto The Secret
of Roan Inish, o Sayles agprivetar otny axAi tou uibou tne
KeAUIKAG napGboong, KIVIjHAaToypag@vIas pia 1otopio-
Popo npng ouig ipAavbédikeg pideg tou, o éva @iy 6riou
1o Gvelpo ouvavid tny npaypotikdenta.

Apéowg petd, akodoubei to Lone Star (Movayiké aotépy,
1996), n peyaAitepn péxpr kar ofjuepa epnopiks ercuyia
tou. H ouvepyaoia tou pe tnv Castle Rock yia tryv kivrp
Hatoypa@iki petagopd tou BiAiou Gold of Exodus tou
Howard Bloom bev 0a euobwbei, aAAd n enagr| tou pe tnv
evaipeia Ba éxer oav anotéAeopa tnv napaywyr| tou Lone
Star. T'upiopévn tnv Gvoifn tou 1995, u' évav npotinolo-
yiop6 4.500.000 doAapiwy, n tarvia petd ané wa efmpetr
k1 unoboxri oto AekanevBfiuepo twv Zxknvobetav oto
Peotifa) twv Kavov kar pia netuxnuévn dapnuorixng
kapnavia tng Columbia Pictures, Eenépaoe ta 13.000.000
HoAdpia oe erompdeig kar anégepe oto Snuoupyé tng tn
Seutepn unowngidtntd tou yia Ookap oevapiou. Aiyeg
Tavieg 0o oUyXpovo apepikaviké oveud £xouv kataypé-
we1 pe tévoia akpiPeia, Satyeia ko SGvaun aAfbeiag to
MoAUITAOKO MAéYHA TV QUAETIKOV OUYKpPOUOE®Y Kal
TV danpoocwmkdv oxéoewv and tnv pia otnv GAAn
6x0n tou Pio Tkpdvte (yia toug Apepikavoie) ko Pio
Mrnipdpo (y1a toug Me&§ikdvoug). Araoyilovrag tnv ané-
otaon and to xOeg oto ofpepa, and to napeAbév oo
napdv pe tnv eknmAnkuikn xprion twv flashback nou dev
ondve aAAG evoroloy tov 10Topiké xpévo, o Sayles oxd-
Ber oo unédagog tou mpaypatikou, anokalintoveag
Baba kpuppéva 600 ko anwOnuéva puotikaG ko pépara.
Tawia pn&ikéAevdng anopubonoinong pe 6xnua tn pviE
un, to Lone Star, pe wa apxaoloyikr oxedév uébodo, oav
Ee@Aoudiopa tou kpeppudion, ano@loidver to pibo tou
npwikot West, anokafnA@vovtag tn Sidonun ardxa nou
akoUyeta otov Avbpwrio nmov okétwoe tov Aiunepru
BdAAavg tou John Ford, <Otav o Bpilog yiverar npaypa-
ukétna, kepdider o Opidogr, 61 xdprv moArtikrg opbotn-
tag 1y anokatdotaong tng aAndeiag, aAla ya Aéyoug oup-
@inong, anodoxrg tou eautol weg ANou kar Suvntikig
autoyvwoiag,

Expevaleuépevor tn ouykupia, o1 Maggie Renzi kan Paul
Miller katagépvouv va ouykevip@oouy 2.500.000 Sold-
pia yia tnyv endpevn tawvia, Men with Guns (Avépeg e
6niAa, 1997), to oevapio tng onoiag o Sayles eixe étoipo
ané to 1993. ITpéxeruar yia éva odomopixé Bavatou owny
tapaypévn noAditika kar kovavikd Kevipikg Apepisn, wa
tavia anokAeiotIkaG oe 1onaviki oploloa, yupiopévn
oto Me§ixé. H Sony Classics, 6pwg, g édwoe wa nepio-
propévn Siavopn tny Gvoign tou 1998, pe nevixpd elonpa-
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KUIKG anoteAéopata (péAig 740.000 Soldpia), map’ 6Ao
nou efvan unowrgia yia tnyv Xpuon Zgaipa otn katnyopia
kaAUtepng &évng tarviag (1) apou povéxa o1 ayyAdpmvec
vavieg propoUyv va GUPHETAoX0UV 0TOV H1ay@VIOUO, ave-
EGprnta ané tn xdpa npoéAeuonc.

Aiyoug urjveq apydtepa, o Sayles eival idn anaoxoAnué-
vog, pe tn 12n tawvia tou, to Limbo (1999). ITpékertal iowg
yia tnyv mo akpafa 10topia mou €xer ypdyer ka1 apopd
0TV OUVAVINOT) TPIOV HOVAXIKGY avBpdniwy o’ évav
avoikelo témo, KGrou ota 6pia Tng MPaypatikdTntag, rmou
61adpapatietar otn Bépera ANdoka. Me 8.500.000 SoAd-
pia, efval n mo akpiPr| tou napaywyr, ue MIKpr) CURHETO-
X1 tng Sony, ané tnv onoia Savéuetal, kai eival n peya-
AUtepn epmopikfy amotuxia tou, agou WéAig mou
karapépver V' ayyi&er ta 2.000.000 SoAGpia oe eompdéeic,
AMNG, wg yvoatdy, auté moté dev enmpéace tny akduacn
0€Ano1 tou yia Snpioupyia kai to 2001 efvar £toiun n ené-
pevn tavia vou, Sunshine State (HAi6Aovotn moAiteia).
T'upiopévn otn PAépivea, npékerval yia £va €pyo moAl
KOVTa 010 MoAup®VIKG poveédo tou City of Hope 1’ évav
npounoloyiopé 5.000.000 Sodapiwv.

Xto petadu, o John ka1 n Maggie, nmou ané ta péoa tng
Sekaetiag tou '90 éxouv eykataleiper to Hoboken —mou
éxer yiver éva anpéowno npodotio tng Néag Yopkne- ki
éxouv petakopioer oto Stanfordville, U0 dpeg mo
Bépera, unootnpilouv wg nmapaywyoi to Girlfight (2000),
npdTn tavia tng ouvepyduidag toug Karyn Kusama, mou
kepdider to peydlo PpaPeio oto peotiPdA tou Sundance.
Tnv i61a nepiodo, o Sayles Bader to payiké tou xépr ota
oevapia MoAA@VY EPNoPIKGOV NMapaywyov, Xmpig va epgpa-
viletan o 6vopd tou ota credits twv tavidv. Evbeiktika
avagépoupe ta The Quick and the Dead (EGeAovrai Bavd-
rou, 1995) tou Sam Raimi, Apollo 13 (Ari6AAwv 13, 1995)
tou Ron Howard, Mimic (1997) tou Guillermo Del Toro,
Newton Boys (1998) tou Richard Linklater, km The 6th
Day (H 6n uépa, 2002) tou Roger Spottiswood.

To 2003 eivan ny oe1pd tou Casa de los Babys, Aatuvoapepi-
kaviké dpdupa xapaktipwv pe eaipetikég yuvaikeieg
epunveieg, mou agopd otny viobeoia nadidv ané dre-
KVEG aMEPIKAVIBES, KO1 TNG OUVEPYAOiag Tou 0To 0evapio
g vaviag Alamo, oe oknvoBeaia tou John Lee Hancock
ka1 napaywyr tou Ron Howard. Akoloubei to Silver City
(Yneiore IMAdykep... Saykwré, 2005), 6mou napakolou-
Bdvrag tnv npoekloyiki) exotpateia evog vnoyngilou
kuPepviitn (pia ykpotéoka 600 kar yeloia gryoupa nou
napanéunel oxedov dueoa ovov George W. Bush), o Sayles
oxoAhidler kpitikd tov tpémo Aertoupyiag tou MOAITIKOU
ovotjpatog, aAAG ka1 toug KoUgioug 600 kar emkivbu-
voug avBp@noug mou to unnpetoly.

John Sayles

T eivar Aomév auté mou kGver 1600 Eexwpiotod autdy tov,
oxedov bipetpo Gvrpa, mou Bappeiq nwe éxer «bpanetel-
oew and kanoio western tou John Ford, ka1 téoo tumka
apepikavé oxknvoBétn; H akpifeia twv oevapiowv tou mou
po1Glouv pe téAeroug wpoAoyiakolg unxaviopoue mou
EKPAYVUVTAI TGVTa Ty oTIyur mMou to KUpI1o 6Gua tou
«exBpol» nepvd tn yégupa; H ikavétntd tou va oulap-
Baver tig pevotée, kar yr’ autd HimAG Gmaotec, petaPati-
KEG 10TOPIKEG OTIYHEG KA1 VA KIVIIHATOYpagei ta eowtepi-
K@ toria twv npdwv tou kabag ouyklovidovrar ané tig
alayég; H mpoooxn tou oe fipweg «mou kaiyovral oav
HuB1Kd Kitpiva mupotexvipata»* ané tnv emBupia va
KATaKTHoouv tov eautd toug, avalnidvrag —oxedov
névta xwpig va tn Bpiokouv- tn Béon toug péoa otov
K6opo; To Eepayepévo 600 ka Hie10dutiké PAEppa otnv
lotopia tng xMpag tou, mou onk@ver ta némla tou pubou
PTAVOVTAG OTIG HUOTIKEG NNYEG TOU apepIKavikoU ovei-
pou; H dokvn avalijtnon pag GAAng evaAAaktikrig 600 kai
urnapktng (to €pyo tou eivar n anéder€n) mruxfg tou
“American way of life”, pakpid ané ta ektupAw kG, Ko
y1' auté nmapapoppwUIKG, pata tou XoAyouvtiavou Oed-
Hatog;

O John Sayles, pue abdpaotn 6éAnon, akepaiéinta, aube-
vuikétnua ka elXikpiveia, yvioiog andyovog tou Tdak
Advrov, akoloubBei e6® ka 30 xpdvia to 6papd tou, torno-
Betdvrag TNy KIvuatoypa@iky tou kGuepa oto avlpo-
mvo Upog — K1 autd dev eivan povaxa wa fabhd ouverdbnen
noMuikn mpGén, aAAG unodnAdver k1 éva onGvio fBog
Conig.

* Jack Kerouac, On the Road.

(IToAAG an6 ta otorxeio tng epyoPioypapiog avidiBnkav ané to fifio
John Sayles e il cinema indipendente USA, oe empéeia twv

Roberto Pisoni ka1 Giovanni Spagnoletti, Edizioni Lindau,

nou exb6Bnke and v 39n Mostra Internazionale

del Nuovo Cinema tou Pesaro to 2003.)



The complete works

THE LIFE AND
WORKS OF
JOHN SAYLES

by Thomas Linaras

“When an audience comes out of one of my films, |
want them to think of real people, and not other films
they've seen.”

John Sayles

John Sayles was born in 1950 in Schenectady, a small town
in the greater industrial region of New Jersey. His par-
ents were both teachers, and his grandfathers, of Irish
descent, were both police officers. In 1968 he entered
Williams University in Massachusetts and during his time
there he met Maggie Renzi, his life companion and pro-
ducer of his films to this date.

As a student, Sayles traveled into the American mainland,
doing several odd jobs and getting an insider’s view of the
working class and its people, an experience that had a
decisive effect on his subsequent literary and filmic out-
put. In 1972 he completed his studies, majoring in Psy-
chology. He then began writing short stories, none of
which were published, until Atlantic Monthly Press
expressed interest in his novella Men and asked him to
develop it into a novel. Within six months, he finished it
and delivered his first novel, Pride of the Bimbos. It dealt
with the world of professional baseball and was published
in 1975, receiving positive reviews. During this period,
three of his short stories were published in The Atlantic
Monthly magazine, one of which, a story entitled “1-80
Nebraska, M. 490-M. 205", received the O. Henry Best
Short Story Award. In 1977, Atlantic brought out his sec-
ond novel, Union Days, which was short-listed for two
prestigious national literary awards: the National Book
Award and the National Book Critics’ Circle Award.

It was during this period that his passion for the cinema
was also born, and Sayles began working on his first
screenplays, which become his calling card into the world
of the cinema. He adapted Eliot Asinof’s non-fiction book
Eight Men Out (1963), about a scandal that shook the
world of baseball in Chicago in the 20s, and showed it
around through his agent, as a first sample of his screen-
writing abilities.

His first professional job as a screenwriter was with New
World Pictures, the small but competitive company estab-
lished by the “father” of the B-movie, Roger Corman.
Working for the company, he delivered the scripts for Joe
Dante’s Piranha (1978), Lewis Teague's The Lady in Red
(1979) and Jimmy Murakami's Battle Beyond the Stars
(1980). In 1979 he completed and published The Anar-
chists’ Convention, a collection of short stories, and in
1980 he wrote, directed and edited his first feature film,
Return of the Secaucus 7.

Multi-talented, fast and effective, Sayles has the singular
ability of taking on various different projects all at the
same time. He either completes or leaves them for a later
date, waiting for the right moment, but has managed nev-
er to compromise his work during his thirty-year career;
a strategy that makes him one of the key players of Amer-
ican independent cinema, on the fringes of Hollywood.
The Return of the Secaucus 7, filmed on 16mm and trans-
ferred to 35mm, on a shoestring budget of $60,000, paved
a path for independent cinema and created an independ-
ent and alternative cinema circuit. The film is the portrait
of a group of former radicals from New Jersey who, dur-
ing a reunion ten years later come to the realization that
“the world didn’t change according to their wishes.” The
tale is told with expressive simplicity, disarming sincerity
and extremely poignant dialogue, whose “realer than
real” quality — one of Sayles’s script trademarks -
impressed Hollywood and was duly copied three years lat-
er, in Lawrence Kasdan's The Big Chill.

Sayles’s growing reputation as an accomplished screen-
writer led to a second collaboration with Joe Dante and
Lewis Teague in The Howling (1981) and Alligator (1980)
respectively, and with John Frankenheimer, for whom he
penned The Challenge (1982). During this period, he also
staged two one-act plays of his, Turnbuckle and New
Hope for the Dead, at Boat Basin Theater in New York
and wrote the script for the TV film A Perfect Match,
which was directed by Mel Damski. He also moved to the
East Coast with Maggie Renzi and settled in Hoboken, a
small town in New Jersey, on the outskirts of New York -
the very place where, thirty years earlier, Elia Kazan had
filmed On the Waterfront. At about this time, Sayles was
approached by Steven Spielberg who commissioned a sci-
fi seript from him with the working title Night Skies.
While the collaboration of the two was short-lived, many
of Sayles’s original ideas made it into the final product,
which was none other than E.T. (1982).

Sayles’s mind is always full of new projects, not vague or
hazy, but concrete and ready to be realized. He worked on
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Return of the Secaucus 7, 1980: Bruce McDonald, John Sayles, David Strathairn

another two scripts, Matewan and Lianna, the latter
becoming his second film. Lianna (1983) was a $300,000
production which was once again filmed on 16mm and
transferred to 35mm, and which was shot on location in
Hoboken. Lianna is a woman whose inner need for eman-
cipation from the social, family and sexual constraints
that society has imposed on her drives her to reclaim
responsibility of her life and self. While editing Lianna,
Sayles was already scouting for locations and actors for
his next film, Baby It’s You (1983), a project which was
financed by Paramount. When the film was in post-pro-
duction, the director and the company had a falling out, as
Paramount had the rights on the final cut and wanted to
impose its editing on the film. When, however, Para-
mount’s version fared badly in test screenings and proved
to be inferior to Sayles’s version, the company was forced
to back down and accept his cut. It is the only instance
when the final cut, that most “sacred cow” in Sayles’s
filmic world, was ever seriously jeopardized.

In 1983, Sayles’s genius was formally recognized, and he
was awarded a “genius grant” of $30,000 per year for a
five-year period by the John D. MacArthur Foundation. In
the meantime, having gathered $350,000 from his fees as
a screenwriter and director over three years, he personal-

John 3ayles

ly funded his fourth film, Brother from Another Planet
(1984). To avoid the rigid union norms, which dictate that
he should have two assistant directors and a production
manager with higher fees than the rest of the crew, Sayles
left the Directors Guild of America so as to be able to
make his film on his own terms. Shot on location in Harlem
and produced by Maggie Renzi and Peggy Rajski, the film
was popular with audiences and critics alike and had an
impressive run at the box office, grossing almost $3.5 mil-
lion. 1t is also the first of his films that was distributed in
Europe - it was released in Greece in 1986. Sayles’s great
awareness of different genres, and the ease with which he
undermines and subverts their conventions, their stereo-
types and their mechanisms, created a dark comedy,
which satirized race segregation with singular authentici-
ty and originality.

In 1985, another famous New Jersey native, Bruce Spring-
steen, recorded his album “Born in the USA”, for which
Sayles filmed three music videos for the songs “Glory
Days”, “Born in the USA” and “I'm on Fire”, which are
essentially short films that narrate three different sto-
ries based on the lyrics. In 1986, the TV movie Unnatural
Causes, directed by Lamont Johnson, aired on TV and
Sayles was honored by the Writers Guild of America for
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his screenplay. During that same year, the production of
Matewan (1987) received the green light, and its $4 million
budget was put up by the release company Cinecom in its
first movie production. Shooting took place in Thur-
nd, in the fall of 1986, and the cast even featured
descendants of the original miners who survived the 1920
massacre. Immediately afterwards, in a steady crescendo
i explosive creativity, and in accordance with his usual
practice, Sayles filmed his old project Eight Men Out, for
which Orion expressed interest. Using elements of the
historical research that was done for Matewan (while the
social framework is completely different, the time is the
ame — the 1920s), his set designer, Nora Chavoosian
rebuilt 20s Chicago in Indianapolis on a $6 million budget.
Sayles commented: “ Matewan took eight years to 'take
of " and Eight Men Out took eleven. Sometimes when that
happens it’s not just discouraging, but depressing too.
But what counts is that you really want to make the film.
For me, an independent director is essentially someone
who manages to make the film he wants. It’s not a finan-
cial issue, or an issue of market politics. The point is to be
consistent and stick to your initial idea through to its
compiletion

Matewan, set to the sounds of “Bandiera Rossa” and
dressed in the garb of a Western, landed like a comet in
the midst of the complacent and conformist Reagan era.
The film dealt with a bloody episode of class revolt, bring-
ing banished ghosts and a 'hidden’ American historical
trauma to the surface. Using a model script that flawless-
ly presented the director’s multileveled viewpoint and
political radicalism, and contained rounded characters
and a polyphonic narrative which allowed for the co-exis-
tence of many different as well as opposing voices, Sayles
created a singular fresco, with the assistance of Haskell
Wexler’s stunning cinematography. (An illuminating book
entitled Thinking in Pictures: The Making of the Movie
Matewan, which chronicles the film’s shoot, was also pub-
lished in 1987.) While the coal miners in West Virginia rose
up in arms against the bosses’ stooges, in Chicago a scan-
dal within the world of baseball (a sport that was, accord-
ing to Mark Twain, the perfect embodiment of the Amer-
ican spirit) was sending shock waves through the sports
world. In Eight Men Out (1988), the top league and world-
famous team of the White Sox literally blackens its name,
as it sells itself to the illegal bets of organized crime, an
episode that will be recorded in the history of the sport as
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the “Black Sox” scandal. Sayles portrayed the dark and
corrupt side of the American dream, where everything
can be bought and sold, and where everyone has his price.
Following these two challenging and ambitious produc-
tions, which were rooted in the actual history of his coun-
try and were completed in less than two years, Sayles
focused on finishing his third novel Los gusanos, which
was published by HarperCollins in 1991 and dealt with the
anti-Castro Cuban community in Miami. In 1989, Bill
Forsythe’s film Breaking Life was released, which was
also written by Sayles. At this time he also wrote the
script for the NBC TV movie Shannon’s Deal, for which
he won the Edgar Award for the best TV production of
1990 - a success which spawned a regular TV series based
on the TV movie, only to be cancelled later by the network
because of low ratings. Sayles’s film The City of Hope
(1991) was also unsuccessful; a film in which a scandal of
financial and political power spreads like an epidemic,
damaging the social fabric of the town and the lives of its
inhabitants. In this film Sayles moves into distinctly new
territory, in terms both of the film’s style and form,
which fit the story’s chaotic subplots perfectly: it is the
first time he uses long, one-take shots that last the dura-
tion of a sequence and employs a polyphonic narrative
structure which contains a thick web of different sub-
plots, a style that is reminiscent of Altman’s work.

What has consistently interested Sayles is to find the
right cinematic form that would best suit his story. Mov-
ing away from the auteur theory - this maligned term
that has established itself in Europe as the mark of aes-
thetic form that reflects personal vision—- Sayles’s style is
to not have a particular style: he avoids clichés, is not
interested in having a recognizable personal mark (the
permanent concern of the auteur), and doesn’t need it,
either. His sensibility is founded in and is tailored to the
particular needs of the film at hand (his projects are also
always pragmatically tailored to the budget), it is flexible
and unconstrained, and thus has the ability to find inner
connections and to make the story stick, in an almost
manual fashion. What remains steady and resolute is his
inner need to tell a story in his own distinctive way, with-
out a trace of didacticism, ideological dystrophy or
polemical spirit. The sole condition to which his aesthet-
ics could be said to conform is his steadfast conviction,
his single and uncontestable determination to have con-
trol of the final cut, the life buoy and proud feature of all
his work.

In 1992, another old plan of his was realized - a film that is
freely inspired by Ingmar Bergman’s Persona (1966) and
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shifts between melodrama and character-based comedy.
Shot on a $3 million budget and distributed by Miramax,
Passion Fishis Sayles’s first film to be nominated for two
Academy Awards (in the categories of Original Screen-
play and of Leading Actress for Mary McDonnell). The
film also had a good run at the box office, grossing $5.5
million. Once again, his ability to tread the line between
different genres of both cinema and TV enables him to
subvert soap-opera conventions and to reach the hidden
core of the story, which is none other than the imperative
need for human contact and communication.

Meanwhile, his next project was already set up. It was The
Secret of Roan Inish (1995), a story that finds its balance
somewhere between legend and myth, and is his only film
that takes place outside America, being set in Ireland in
the late 40s. Maggie Renzi and Sarah Green sought financ-
ing without the desired result, and so Sayles and Renzi,
taking yet another risk, were forced to personally fund 1/3
of the film’s $6.5 million budget. The film was shot on
location in Donegal in the county of Ulster near the bor-
der with Northern Ireland, was distributed by First Look
Pictures and covers its investment. In this film, Sayles lets
himself drift into the mists of Celtic myth and tradition,
filming a story where dream meets reality, which at the
same time pays an oblique tribute to his Irish roots.

This film was immediately followed by Lone Star (1996),
Sayles’s greatest commercial success to date. Although
his collaboration with Castle Rock for the screen adapta-
tion of Howard Bloom’s novel Gold of Exodus fell
through, his relationship with the company resulted in
Lone Star. Filmed in the spring of 1995, on a $4.5 million
budget, the film met with a very warm reception at the
Cannes Festival Directors’ Fortnight and, following a suc-
cessful advertising campaign by Columbia Pictures, went
on to gross more than $13 million at the box office, also
bringing Sayles a second Original Screenplay Academy
Award nomination. Few films in contemporary American
cinema have depicted with such precision, clarity and
truthful power the complex web of the racial tensions
and relations between those who live on the border
between Texas and Mexico, the Rio Grande (on the Amer-
ican side) and the Rio Bravo (on the Mexican side). Cover-
ing the distance between yesterday and today and linking
the past and the present through its ingenious use of
flashbacks that don’t fragment but rather conjoin histor-
ical time, Sayles exposes America’s true underbelly,
revealing deeply hidden and repressed secrets and lies. A
cutting-edge film, which uses memory as its propelling
force, Lone Star employs an almost archaeological
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method, like the peeling of an onion, to strip down the
myth of the heroic West, subverting the famous line from
John Ford's The Man Who Shot Liberty Vallance, “When
legend becomes reality, the legend wins”, not because of a
sense of political correctness or to restore the truth, but
in order to come to terms with the past, to accept the Self
as Other and potentially to become more self-aware.
Taking advantage of this positive juncture in Sayles’s
career, Maggie Renzi and Paul Miller managed to gather
$2.5 million for his next film, Men With Guns, the script of
which was had been ready since 1993. The film is a trave-
logue of death in the socially and politically turbulent
Latin America, its dialogue is solely in Spanish, and it was
filmed in Mexico. However, Sony Classics gave the film
very limited release in the spring of 1998, resulting in
poor financial returns (only $740,000). Interestingly, the
{ilm was nominated for a Golden Globe award in the cate-
gory of Best Foreign Film (!), as only English-speaking
films can be nominated for other awards.

A few months later, Sayles was busy making his twelfth
film, Limbo (1999). Arguably the most cutting-edge story
he has ever written, mixing fantasy and reality, it deals
with the meeting of three lonely people in the uncanny
environment of North Alaska. Sony contributed to the
production in a small way and also distributed the film. At
$8.5 million, it was Sayles’s most costly production and
his greatest commercial failure, as it barely grossed $2
million. As we have already seen, however, this never
smothers Sayles’s passionate need to create, and by 2001
his next film, Sunshine State, was ready. Filmed in Flori-
da on a $5 million budget, it is reminiscent of the poly-
phonic model of City of Hope.

Meanwhile, as of the mid-90s John and Maggie moved out
of Hoboken, which had become an impersonal New York
suburb, and moved to Stanfordville, which is further
north. The couple produced their long-time collaborator
Karyn Kusama's first film, Girlfight (2000), which won
the Grand Jury Prize at the Sundance Film Festival.
Sayles also gave his Midas touch to a number of main-
stream scripts during that time, without receiving a cred-
it in the films - among them: Sam Raimi’s The Quick and
the Dead(1995), Ron Howard’s Apollo 13(1995), Guillermo
Del Toro’s Mimic (1997), Richard Linklater’s The Newton
Boys (1998) and Roger Spottiswood’s The 6th Day(2002).
In 2003, Sayles made Casa de los Babys, a Latin-American
character-driven drama with outstanding female per-
formances, which deals with the adoption of children by
childless American women, and also worked on the script
for Alamo, a film that was directed by John Lee Hancock

and produced by Ron Howard. He then made Silver City
(2006), a film that follows the campaign of a politician
who wants to become governor (a grotesque and ludi-
crous character, who refers almost directly to George W.
Bush). Sayles cast a very critical eye on the way the politi-
cal system functions, and on the vacuous and dangerous
people who serve it.

What is it then that makes this man, who looks as if he’s
Jjumped out of a John Ford western, this so typical Amer-
ican director, so special? Is it his screenplays’ tremendous
attention to detail, which makes them function like a time
bombs that are detonated the very moment the “enemy”
crosses the bridge? Is it his ability to capture the fluid and
elusive historical moments and to film the inner land-
scapes of his heroes, as they are shattered by change?
Could it be his interest in heroes that “burn like fabulous
yellow Roman candles™ with the desire to conquer them-
selves, seeking — and almost never finding - their place in
the world? Is it perhaps his impartial and penetrating
look at his country’s history, which draws back the veils
of myth and reaches to the hidden foundations of the
American Dream? Or is it his unrelenting quest for an
alternative as much as real (his very films are the testa-
ment to this) expression of the “American way of life”, far
away from the blinding — and therefore distorting - lights
of the Hollywood spectacle?

With unwavering willpower, integrity, authenticity and
sincerity, like a genuine descendant of Jack London, John
Sayles has pursued his vision for three decades, resolute-
ly using his camera to look at his fellow-humans. And this
is not only a profoundly conscious political act, but also
suggests a rare lifelong ethos.

Translated into English by Hector Apostolopoulos

* Jack Kerouac, On the Road.

(Much of the information oonuimd in this piece was drawn from the

book John Sayles e il cinema i USA, ed. Roberto Pisoni and
Giovanni Spagnoletti, Edizioni Lindau, published by the 39th Mostra
Internazionale del Nuovo Cinema in Pesaro in 2003.)
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2ENAPIA/SCREENPLAYS

népav Twv taviev tou / other than films directed by him

TMa vov xivnuatoypdgo / For the screen:

1978 Piranha

IxnvoBeoia / Direction: Joe Dante,
Levipio / Screenplay: John Sayles,
Napaywyde / Producer: John Davidson,
Napaywyn / Production: New World Pictures

1979 The Lady in Red

IxnvoBeoia / Direction: Lewis Teague
Levdpio / Screenplay: John Sayles
Napaywyée / Producer: Julie Corman
Napaywyn / Production: New World Pictures

1980 Battle Beyond the Stars
IxnvoBeoia / Direction: Jimmy T. Murakami
Levipio / Screenplay: John Sayles
Napaywyés / Producer: Ed Carlin

Napaywyr / Production: New World Pictures

1980 Alligator

IxnvoBeoia / Direction: Lewis Teague
Levdpio / Screenplay: John Sayles
Napaywyds / Producer: Brandon Chase
Napaywyn / Production: BLC

1981 The Howling

IxnvoBeoia / Direction: Joe Dante

Levdpio / Screenplay: John Sayles, Terence H. Winkless
Napaywyde / Producer: Jack Conrad

Napaywyii / Production: Avco Embassy

1982 The Challenge

IxnvoBeoia / Direction: John Frankenheimer
Levapio / Screenplay: John Sayles, Richard Maxwell
Napaywyoi / Producers: Robert L. Rosen, Rob Beekman
Napaywyn / Production: CBS Theatrical Films Group

1983 Enormous Changes at the Last Minute
IxnvoBeoia / Direction: Mirra Bank, Hellen Hovde
Levipio / Screenplay: John Sayles, Susan Rice (Bao. ouig din-
ynoeig tng / based on the stories by Grace Paley)
Napaywyée / Producer: Mirra Bank

Napaywyi / Production: Ordinary Lives

1986 Clan of the Cave Bear

IxnvoBeoia / Direction: Michael Chapman

Levipro / Screenplay: John Sayles (ané to pubotépnpa tng
based on the novel by Jean M. Auel)

Napaywyoi / Producers: John Peters, Peter Guber

Napaywyn / Production: Decade-Jones

1987 Wild Thing,

IxnvoBeoia / Direction: Max Reid

Levdpio / Screenplay: John Sayles

Napaywyos / Producer: David Calloway, Nicholas Clermont,
Napaywyni / Production: Atlantic Releasing Corp.

1989 Breaking In

IxnvoBeoia / Direction: Bill Forsythe

Levdpio / Screenplay: John Sayles
Napaywyoe / Producer: Harry Gittes
Napaywyni / Production: Samuel Goldwyn Company

1994 Men of War

IxnvoBeoia / Direction: Perry Lang

Ievdpio / Screenplay: John Sayles (titAog npwtdturou oeva-
piou/ original screenplay title: A Safe Place)
Napaywyoi / Producers: Arthur Goldblatt, Andrew Pfeffer,
Napaywyn / Production: Grandview Avenue Pictures

2003 The Alamo

IxnvoBeoia / Direction: John Lee Hancock
Levipio / Screenplay: John Sayles, John Lee Hancock,
Stephen Gaghan, Leslie Bohem
Napaywyoi / Producers: Brian Grazer, Ron Howard
Napaywyi / Production: T'exia Productions, Image
Entertainment

Battle Beyond the Stars, 1980
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Yevapia yia tny tnAeépaor) / Scripts for television

1980 A Perfect Match

Ixnvobeoia / Direction: Mel Damski

Levapio / Screenplay: John Sayles (Baoiopévo oe pia1déa

twv/ based on an idea by Andre Guttfreund, Mel Damski,
Napaywyn / Production: CBS / Lorimar

1986 Unnatural Causes

Ixnvobeoia / Direction: LLamont Johnson

Levapio / Screenplay: John Sayles
Napaywys / Production: NBC / Image Entertainment

1989 Shannon’s Deal (mA6tog / pilot)

IxnvoBeoia / Direction: Lewis Teague

Levipio / Screenplay: John Sayles

Napaywyi / Production: NBC / Stan Rogow Productions

1990 Shannon’s Deal (0e1pa / series)

Yevapio ya ta eneroddha 1(Words to Music) kan 4
(Custody) / screenplay for episodes 1(Words to Music)
and 4 (Custody): John Sayles

Shannon's Deal, 1990

ITAPAT'QT'OXZ /PRODUCER

1997 Santitos
vou / by Alejandro Springall
(executive producer)

2000 Girlfight
g / by Karyn Kusama
(executive producer)

2006 Morirse esta en Hebreo / My Mexican Shiva
vou / by Alexandro Springall

(executive producer)

Santitos, 1997
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Something Wild, 1986

1978 Piranha tou / by Joe Dante
(otpanidtng oe okoma / Army sentry)

1980 Return of the Secaucus 7 (Howie)

1981 The Howling tou / by Joe Dante
(emotdung vexpotoueiou / Morgue Attendant)

1983 Lianna (Jerry)
1984 The Brother from Another Planet (Man In Black)
1985 Hard Choices tou / by Rick King (Don)

1986 Something Wild tou / by Jonathan Demme
(aotuvopikég otn porooikAéta / Motoreycle cop)

1986 Unnatural Causes tou / by Lont Johnson (Lloyd)

1986 Matewan
(Ateykrog iepoxrjpukag / Hardshell Preacher)

1988 Eight Men Out (Ring Lardner)

1989 La fine de la notte vou / by Davide Ferrario (Wayne)
1990 Little Vegas wou / by Perry Lang (Mike)

1991 City of Hope (Carl)

John Sayles

1992 Straight Talk tou / by Barnet Kellman (Guy Giraldi)
1992 Passion Fish
(yatpég otnv oanmouvénepa / Doctor in Soap)
1992 Malcolm X tou / by Spike Lee
(nmpdkropag tou FB1/ FBI Agent)
1993 Matinée tou / by Joe Dante (Bob)

1994 My Life’s in Turnaround tou / by Erich Shaeffer
(mapaywyég / Marginal Producer)

1995 Gridlock’d tou/ by Vondie Curtis-Hall
(Aotwuvopikég No 1/ Cop #1)

2000 Girlfight tng/ by Karyn Kusama
(kaBnynuig uoikrg / Science Teacher)

2007 Honeydripper (Zeke)

2007 In the Electric Mist tou / by Bertrand Tavernier
(Michael Goldman)

2007 The Toe Tactic tng / by Emily Hubley
(Cramden)
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AHMOXTEYMENH BIBAIOT'PA®IA /
PUBLISHED BIBLIOGRAPHY

Ocatpika épya/ Plays:

181 New Hope for the Dead (Broadway) 1981 Turnbuckle (Broadway)

202



John $ayles

MubBiotoprjpata kar ouAoyée Sinynudtwy /

Novels and short story collections:

Pride of the Bimbos

Little, Brown, Néa Yépkn / New York 1975.
Atlantic Monthly Press - Little, Brown,
New York / Néa Yopkn 1977.

Nation Books, Néa Yépkn / New York 2005

Union Dues
Atlantic Monthly Press - Little, Brown, Néa Yépkn / New
York 1977. Nation Books, Néa Yépkn / New York 2006

Amynjpata / Short stories:

“1-80 Nebraska, m.490-m.205”
Atlantic Monthly, Méiog / May 1975

“Br&dil
Atlantic Monthly, loGAiog / July 1976

“HOOPH
Atlantic Monthly, Méptiog / March 1977

“Golden State”
Atlantic Monthly, loUviog / June 1977

“Pride of the Bimbos”

(anéomaopa / excerpt) Fielder’s Choice,
emy. / ed. Jerome Holtzman, Harvest,
Néa Yépkn / New York 1979.

“Children of the Silver Screen”
Quest/79, 1979

“At the Anarchist’s Convention”
Atlantic Monthly, ®eBpoudpiog / February 1979

Yevapia/ Screenplays:

Silver City and Other Screenplays
Nation Books, Néa Y6pkn / New York 2004

Aokia / Non-fiction:

Thinking in Pictures: The Making of the Movie Matewan
Houghton Mifflin, Bootévn / Boston 1987.

Da Capo Press, Cambridge MA 2003.

Sayles on Sayles
emy. / ed. Gavin Smith, Faber & Faber,
Néa Yopkn / New York 1998

The Anarchist’s Convention and Other Stories
Atlantic Monthly Press - Little, Brown, New York / Néa
Yépkn 1979. Nation Books, Néa Yépkn / New York 2005

Los Gusanos
HarperCollins, Néa Y6pkn / New York, 1991
Nation Books, Néa Yépkn / New York 2004

Dillinger in Hollywood
Nation Books, Néa Yépkn / New York 2004

“Dillinger in Hollywood”
Triquarterly Avoi€n / Spring 1980

((Tan"

Soldiers and Civilians: Americans at War and at Home,
emy. / ed. Tom Jenks, Bantam,

Néa Yé6pkn / New York 1986.

“The Halfway Diner”
Atlantic Monthly, loGviog / June 1987

“Treasure”
Esquire, Maptiog / March 1988

“Peeling”

Atlantic Monthly, Zerrtéuppiog / September 1993
“Keeping Time”

Rolling Stone, Aexéufpiog / December 1993

“Above the Line”
Premiere, Zerrtéufprog / September 1994

Men with Guns & Lone Star
Faber & Faber, Néa Yopkn / New York 1998

John Sayles Interviews

(Conversations with Filmmakers Series)
emp. / ed. Diane Carson,

University Press of Mississippi,
T¢dxoov / Jackson 1999
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