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H gikytoypagia tou Zepykét Aolvitoa ywpiletat e piaypriyopn uatid o€ dbo «katnyopiecy. And T jiia a @iy Tou mow éxouv bo-
1inBel mavw ot found footage, npotinapyovia ukikd mou dopodvial éoa and To povidl kai T xprion Tou fixou o éva kavodpyio
anotéNeoyia. And T GA\n, Ta viokijiaveép Tou mov kataypdgouy T wij ot Pwoia, Kivnpatoypagniiéva eEapync e pia cagn
Bewpnon 1600 T0U KvnpaToypagIkol péaou, 600 kat Tou Bépiardg Toug. Kat Ta pev Kat Ta O, G, Hoidlou e krolo Tpomo
«found» — oav 0 Aolvitoa va okovtaye kupiohekTikd mdve Tou, kaBodnyoujievog ano To évotikTo, T TUXN, TIC aloBTiké Tou
enhoyéc, fia napdadeypa, o AmoxAeiaydg yewnBnke otav, Gouhetovtag o'éva atobvrio TG Ayiag Metpodmong, pmrike katd AdBlog
0'éva dwpdio onou kdnolog aviéypage UNikd amo T yeppavir moNopkia tng noAng, kat auykhovioTnKe and Tic ixoves mov eie.
310 Stabud Tou Tpévou BpéBnke Tuyaia oto aTaBpo TG Hikprig MOAG Mou Kivnpatoypagei, tav o Tpévo oto oofo enéParve Tep-
idnioe exei to Tai6. To Apré mpoékuipe and éva tagét tou otic aktég g Aeukiic Bahacaag, omou BpéBnke e To ouvepyeio Tou
Bl karolo ouykekpijiévo mdvo yupiopdtwy. ¢ kabe mepimwon, korrdovrag T abvoAo Tou €pyou Tou, aut mou mpoTeivel bev
lvai timota hydtepo and pia aloBadyaota kaBapn parid, pia avoytr o€ e€epelvnon Kat §aywyn oupnepaopaTwy et (wrg
1} lotopiac. O Aodvitoa gt mwg mpotijd va agrivel Ti Kpiogig ndvew oTiG elkveg Tou aToug Beatéc, a\d éxel midpn auvaioBnan
0TI 1) patid Tov Snpioupyod €lvat and povn g éva €idog kpiong. AkOHn i €tal, apveital tn Xprjon voice over, ouxvd Ta @i\ Tou
atepobvial omotoudrjote didNoyou, Ta nepiaooTepa dev BENouV va opioouv kav Tov TGO Kat Tov ¥pdvo atov oroio dladpapari-
Covrar. Me Ty mot6TnTa evog Kivnuatoypagnévou oveipou kai T HayvnTIKr oHop@Id Hiag mpaypatikoTTag mou potdadetva upi-
oTatal mépa and Ta pia Tou €6 Kai Tou Twpa, ot Tawies To Aolvitoa potalovy Oeiypata evdg anAuTa MPOaWNIKOY Kal TaUTO-
xpova navavBpanmvou aivepd. OpiCouv pia kawolpia aioBTiki Kat Kivnpatoypagik npotacn kai katopBvouy va avoigouy
«OTEVEQy 10TOPIEG Kl JIKPEG OTIYEG, O€ QVTIMPOOWITEVTIKA Mapadeiypata T¢ avBpuwnivng Kkataotaon kai guang.

Anritpng Einiding
AtevBviric
(Oegmia Nroxiaviép Oeaoalovikng

Ataglance, Sergei Loznitsa's filmography is divided into two “categories”. On the one hand there are the films that have been built
around found footage, which, through editing and the use of sound, yield a new result. On the other there are the documentaries
that record life in Russia, filmed from the beginning, with a clear view of the cinematic medium as well as their subject matter.
But both types seem in a way to have been found; as if Loznitsa literally tripped over them, led by instinct, luck and his aesthetic
choices. For example, Blockade came about when, while working at a St. Petersburg studio, Loznitsa accidentally walked into a
room where someone was copying footage from the German siege of the city, and was completely overwhelmed by the images
he saw. In Train Stop he happened to find himself at the small-town train station where the filming takes place, when the train
he was on ended its journey there. Artel was the result of a trip Loznitsa made to the shores of the White Sea, finding himself there
with his film crew without any fixed shooting plan. In any event, when looking at his entire oeuvre, we see that what he is pro-
posing is nothing less than a remarkably lucid gaze, a slice of life or history that invites us to explore it and to draw our own con-
clusions. Loznitsa says that he prefers to leave it to his viewers to judge his images, but he is fully aware of the fact that the gaze
of the filmmaker is, in and of itself, a kind of judgment. That being said, he refuses the use of voice over, and his films often lack
any kind of dialogue, in fact most of them do not even wish to define the place or time in which they are taking place. With the
quality of a filmed dream and the magnetic beauty of a reality that seems to exist beyond the limits of the here and now, Loznitsa's
films seem like examples of an utterly personal and at the same time universal cinema. They define a new aesthetic and cine-
matic proposal and succeed in opening “narrow” stories and small moments, in typical examples of the human condition and hu-
man nature,

Dimitri Eipides
Director
Thessaloniki Documentary Festival



2€pykél NoQvitoa: O kopoc amd jiia SIaQOpETIKT OKOMd

Mia obviopn ouvévreugn oto Anpiton Kepkivo

Exete omovddoe! epappoopéva pabnua-
TIKd Kat ovoTipata eAEyyou, Eyete pya-
otél ato Ivauirouto KuBepvnikiic otnv
avdnTuén Euneipwv oVOTNPATWY, TEVI-
Tij¢ vonuoouvng kat Sadikactv Ajyng
anopdoewv. EYere emions epyaotei we pe-
Tagpaotijc and ta lamwvikd. Tt oag ékave
Va gTPaE(te aTov Kivnpatoypdpo Kai oe
o010 Pabd o undPabpd aag avté oag
ennpéaoe we oknvobETy;

MioTeduw mwg 0Nt o1 KAANTEYVEG TpémeL va omou-
ddoowv paBnuatikd. 2To KATW-KATW, N TEKVN
1 0bvBeon BaciCeral otov unohoylopo Kat Ty
akpiBeta kat lvar abivatov va dnpioupynoel
onotadrnote Aewroupyikr} Sopr —Aoyotexvikr,
€IKAOTIK ) aKOUOTIKT- Ywpic va Wuwpilelg Toug
KavOVES Twv Pabnuatikwy Kat Toug VOHoUg Tg
QUOIKAG. 2€ 0TI i€ apopd TPooWNIKG, EViwoa
TG aoD €lya anokTroeL kanola yvion Twy Be-
TIKWV emotnpav, fBeka va eéepeuvijow «tny
N\ nheupa» TG TERVEC Kal TI avBpWMIOTIKEG
enorpes, HBeha va avammoéw 1o Ao pio6 Tov
£yke@ahov j1ou katva avihneBi Tov Koo and
o blagopetikr| okomd. Aev perdviwoa moté,
00TE ap@éBakha moté yia TV andeaor jiou
vt

Oa Béare va pag puAfoete yia Tig omovdés
oa¢ ato Pwaikd Kpatikd Ivotirodto Kiv-
paroypdgou ¢ Méoyag (VGIK), kaBuwg
Kat yia Ti¢ aloBnTiké Kat Kivnuaroypapl-
Ké¢ oag emppoéc; MMotol Eyouy onpadépe
£0dc¢ kat 1o épyo oag; Ze motov aloBdveote
0TI Ypwodre kdri;

To Pwoikd Kpatiko Ivotirotto Kivnpatoypdgou
tnc Moayac eivar pia katamnkTik oxohr) kivn-

latoypdgou e jia 1ioNd kaAd edpaiwpiévn ma-
padoon. L€ 6T agopa oTiC «Emppogey, unipéa
midvia «und Ty enfpeta» Tou kahod awvepd. Av
BENete va 0ag napabéow ouyKekpipéva ovopata
— |imopoUE va apxlooupe and Ta mpwra ypaji-
yata g akpaprrov... Napre yia napddeypa to
ypdpyia «By: Bergman, Bufiuel, Bauer, Baret
KA.

01 tawieg oa PaaiCovral o€ pita mpooéy-
yion mapatijpnong. Aev éete faoikd mpw-
TaywvIoTrj, okiaypageite auvnBiopévous
avBpwmouc Kai To mepifdrov Toug dei-
Xvovtag pia tmiki nuépa e {wric Toug.
Nw¢ emAéyete Ta pépn kai Toug avlpuw-
TIOUE TWV TAIVIGV 0a¢;

Enhéyw Ti¢ TomoBeaie kat Toug fpweg Twv Tat-
ViKY Hou omwg enthéyouv Ta {a mou fa ota-
Boov. Me tn pupwdid. H umoBétw nw Ba pmo-
poloe va mel Kaveig «OlaloBnTikd».

H péBodog mov yupvdre ta vioKipavtép
aa¢ eivarmoAd ibiaitepn . Zmpieate oty
EIKOV KA TOV [})0, XPNOIHOMOIETE TOV IjY0
EKPPAOTIKG —TOV KAVETE 0PYaVIKO UEPOC
¢ dpaparovpyiag Tne Taviag oag K
anogeyete 1a oyoAa — kdvovrag Toug B-
aTEC HETOYOUG Kal a@rjvovTdc Toug va Kpi-
vouv povor Toug. MMotor eivar ot Adyor Tn¢
npoaéyyions avtri¢; Eivar amAw¢ Béua nbi-
Kij¢ taén, va pnv xeipaywyeite toug Oea-
TEG € pia eKTog kddpov agiiynon 1 Pd-
(ete Tov €auto oag ot idia Béan pe
autou¢ kat mpoomabeite va akeQreite Kai
va kataAdpete Touc jpwéc oag Kai To me-
piPdMov Toug;

Av Bakel ayoho 1) agriynon extoc kadpou o€ pia
Tawia, v aMdCeig and tpiodidotato pawo-
{1évo o€ biodidotaro, v oonedwveic, Aev Béhw
va otepriow and Toug Beatéc pou v Eukaipia va
oynuarioovy T Bk Toug yapn. Oote kai Behw
va tou empBaNhw ) dik pov.

[Motor mapdyovreg aag kdvouv va vioBe-
TEITE BAPOPETIKE KIVIUATOYPAPIKES TTPO-
oeyyioeic oTig Tavies oag;

H péBodog kvnpatoypdenang kat To Ugog nov
XPnolponole o€ kaBe Tawia pou avrioTolyel oty
10¢a mov BéMw va exppdow. Mpwra épyetal n
10¢a, kat e avalnted ™ eoppa, T Sopr mou
Hmopei va aneikovioel pia ouykexpipévn 16éa.

0 ypdvog eivar éva moAv anpavike otor-
Xelo omi¢ Tawvieg aag. Aev kataypdgpete
amhag 1o mépaopd Tou pe moikiAoug Tpo-
nouvg, napd maiete kat padi tou. Zto Nop-
TpéTo maywvere To xpovo Pddovrac Toug
Tipweg va pévouy yia Aiyo axivnror- ato
I1aBpo tou Tpévou avridayPaviyaote to
népaoyia Tou ypovou ydpn o) petagopd
TWV Tpévwv mov mepvouv aupifovtag:
o) OAumpIKa T0 EPYOOTATIO TOU EYETE Ki-
vnuatoypaprjoe: poiddet va avijker o€ aAA
&moy, K1 0pw ¢ Oev eivar €ror- To ApTél pag
Gupier to Navouk Tou Boppd (7992), xa-
B¢ povo ta pnyavdxia Tou yioviol kai Ta
aAvaonpiova umodnAwvouy To arjuepa. Ev-
VOE(TE 0TI oTNV mpaypatikotnTa dev aAd-
(et vimora ava pépn autd ge 6 agopd oy
ouaia tou¢; Qaiverar nw¢ yia 04 1 ai-
wviotnta Ba pumopouce va givai pua pépa
Kai pua pépa va eivai pua aiwviotnra. Moi-
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Sergei Loznitsa: The world from a different dimension

A short interview to Dimitri Kerkinos

You have studied applied mathematics and
control systems, you have worked at the In-
stitute of Cybernetics developing expert
systems, artificial intelligence and deci-
sion making processes. You have also
worked as a translator from Japanese.
What made you switch to cinema and to
what degree this background has affected
you as a filmmaker?

| believe that any artist should study mathe-
matics. After all, the art of composition is
based on calculation and precision, and it is
impossible to create a functional structure —
literary, visual or musical — without knowing
the rules of mathematics and the laws of
physics. As far as | am concerned personally, |
felt that having gained some knowledge of
the exact Sciences, | had to explore “the other
side”— i.e. the Arts and Humanities. | wished
to develop the other half of my brain and to
perceive the world from a different dimension
I never regretted or doubted this decision of

mine

Could you please tell me about your stud-
ies in VGIK as well as about your aesthetic
and film influences? Who are the ones that
marked you with their work? To whom do
you feel that you own something?

VGIK is a wonderful film school with a very well
established tradition. As far as the “influences”
are concerned, | am, and have always been“un
der the influence” of good cinema. If you want
me 10 list specific names — we can start from the
first letters of the alphabet... Take letter“B" for ex

ample: Bergman, Bufiuel, Bauer, Barnet, etc

Your films are based on an observational
approach. Without having a main protag-
onist, you make portraits of ordinary peo-
ple and their environment by showing a
typical day in their lives. How do you
choose the places and the people you film?

| choose the locations and the subjects for my

films just like an animal would choose a place to
live. 1do it by smell. Or, | suppose, one might call

it"by intuition

You have a very distinct method of mak-
ing documentaries. You rely on sight and

sound, you use sound expressively - mak-
ing itan organicpartin the film's drama-
turgy and you avoid commentary - en-
gaging the spectators and allowing them
to judge for themselves. What are the rea-
sons behind this approach? Is it just a
matter of ethics, not to patronize the
viewers with a voice over or are you put-
ting yourself in the same position with
your viewers, trying to reflect upon or un-
derstand your subjects and their environ-
ment?

you

13th Thessaloniki Documentary Festival
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der KAmw I T0 Ypovo TG «payparike-
mnracy 1wy ovelpwv. Eiva avtds o Adyog
nov o€ moAEG Tavieg aac ypnoipomol(te
Jia oveipikou Eidoug mordrnta; Eivai to
atoiyelo Tov oveipov pita peragopd Tou
Tpdrmou mov PAEmeTe To Ypovo;

0yxpovog eivar pa apnpnpévn éwola. 0 yevikog
T0Mog ov Tov nepiypagel elvar t=0. Aev undp-
YEl 0UTE «apehBovy, oUTe «jiéMow, 16vo T0
<€) Kat Tpay.

Eva dMo anpavrixé atoiyeio ¢ piApo-
Ypawiag oag eivai n ekppadtikij xprion Tov
fiYou, mou yivetar opyavika pépog e dpa-
patoupyiag Tw TaIVIY oag Kai ypnoipo-
Tolgfai dlapopetikd and tavia oe tawvia:
m.x. ota Tomio, Apté\ kat To Qwg Tov
Boppd, bev auyypoviCerai pe avrd mov ma-
paxoAouBoupe, oty Oapmpika pordler va
umoxaflatd ) dpdan, atov AmokAEIOpO
avamAdBet toug riyous T moAiopkiac, oty
Emoxomnmon n évraorj tov aMdder kard T
didpkeiatne Taiag, Oa Oéhare va pag meite
JIE TOIOV TPOMO MPOTEYYIOATE TOV Ij)0 OE
UEPIKEG amo Tig Taivieg oag;

01 apxég Tou oxedlaoyol Tou fyov atov Amo-
KAetguo kai oy Emaxdnnan elvai moho dlago-
PETIKEC. ZTov ArokAeigd o unedBuvog nxnTikol
oxediaoyiov, Bhavriyip Tkohopvitaki, kat ey 6é-
Aayie va dnpitoupyriaouyie jia atpoopaipa ano-
Autn «auBevrikdtnragy — Toug Axous Twv Bn-
HATWV 0TO 16vI, TIC puvéC Tou mARBoug, Ta
(AeyOeva Kipia kai Ta Tpay mou nepvoloay
ano Toug Kateotpapévoug dpopous ... Oha
&npene va akolyovial evTeAw «auBevtikay, étol
wore o Bearriq va pmopovoe va Pubiotel evreAag
0T0 €O Kal oTo ywpo auto. HBeha va pieta-
@épw 1o Bearr) oto mohopknpévo Aévivykpavt
Kal 0 nxnTikag oyedlaopog efumnpétnoe To
0Kono auto,

[pénetva nw 61t perd v mpopohr) Tov Amo-
KAeigou otn Pwoia ékaBa ypappata ano Pete-
pavou em{OvTeC Tou anokAelopol mou e pw-
To00av MwG katopBwoa va avanapdyw Toug
floUC Tou Hépoug... To avayvwpioav we «akn
Bivo» kat 1o BuprBnkay.

AvtiBera ot Emakdnmnon, o nxnTkog oe-
biaopdc firav dlagopetikdc, HBeha va bw nuwg

Aerroupyet o fixoc otny nponayavba. Xproio-
Tiowfjoayie B1a@OPETIKES NYI|TIKEG Evidoeic — ano
110AU Suvatols fyoug, G1av ol EKOVEG fTav TIoAD
«Baptécy kat 10€oAoyIKa QOPTIOHEVEG, JExpITOND
110 XapnAoug dtav o1 €IkVe EDeryvav oknvéG TG
kabnuepwic Cwi. Xpnotyonoiroayi eniong po-
VOQWVIKG Kal OTEPEOPWVIKO fX0. Z€ HEPIKEC
QT péG TG Emakdnmnong undpyer akopa kat agr-
y1\0n €KT0G KaBpOU — yia va evioyioel Ty evrd-
TIwon g mponaydvéag.

0 Anokhetopdc kai n Emokonnon éexwpi-
({ouv amd to undAotmo épyo oag pe TV v-
votamwg éyouv priaytei e§oAoxAripou and
Savapovrapiapévo apyelako vAiko. lwg
dlayeipiotrikare To uAixd mov Bprikare kat
WG anopaoioate va to XpnoIpomoIjoETe;
[Noigg ritav o1 buakoAie mou guvavtijoate
070 va Kataokevdoete pia lotopia and
autd 1o UAIKG;

Avakdhua To apyetaxo ukiko mou Ebelyve To
mohopknHévo Aévivykpavr oto Kvnpiatoypa-
Ik Zrodvrio Ntokipavrép T Aylag Metpou-
noAng. Hmpamn jov evrimwon otav o €(6a frav
éva BaBo ook. Mou mipe oAU kaipd va ouveAdw
and To 00K —Kal Hovo TTe Hnopeaa va mpo-
0€yylow To UNIKO e Aoyiko Tpomo Kai va Eeki-
VIjow va oké@ropal mavew o'aurd. An Tn otiypr
TI0U UNGPEOa va oxnHaTiow péoa gov Ty 1béa
o riBeAa va napouoidow, Gpyioa T dladikacia
T0U ovtad,

H Emokdnnon anoteNeirat and nod dlago-
pETIkd UNiko: Ta mponayavoloTika enikaipa mou
npoPdMovtav otoug aopieTikoUg kivnpatoypd-
@oug Ti¢ dekaerieg Tou 50 Kat Tou 60. AV OKe-
QToUpe Ot el peyahwaet ot ZoBletikr Evwan
¢ dekaeriag Tou 60 n avtidpaor pou drav €fda
10 UNIKO QUTO fjTav avapikTn: unmpxe pia ai-
0Bnon vootalyiag kar Tautoxpova, QUOIKA, €
yorjTeuoe kat e npokdAeae ) xprjon T Baptdg
nponaydvdac. Eviwoa ou fBeha va Ty «ava
TPEYW» EVTENDC,

Tota rirav n umodoyrj Twv Taviwv aag oty
Pwoia; Mooo diagopetikéc firav o1 avri-
dpdaeic Twv Beatwv and auté¢ oto e§wre-
PIKO;

Av avagépeote ota viokipavtép Hov, ot Pwoia

10 KOIVO ToU VIoKIavtép eivar mokd nepiopr-
opévo. Ot tawviec pou npoPaMovrar ouvrBu
ota geoniPal omov Tic unobéyoviar oo ev-
voika. H povn e€aipeon eivar o AmokAeioudc nov
¢ywve moho peydhn theorrixd emtuyfa: mpo-
BaMerar ot pokn TAedpacn kdbe ypovo
0116 27 lavouapiou — oTr enéteio ¢ dpon¢ ov
anoxheiopo. levika, dev Ba éheya ot n avri-
bpaon Tov poiko Kool blagépel mokd ano
ekelvn Twv Eévwv Beatav. lowe va eivar evkod-
T€p0 yia Tous Paoou Beatéc va Tautiotolv i
KAMOIEG EIKOVEG TWV TAVIEV [0V, YeVIK 6w —
0€ KaBe xwpa undpyouv dvBpwnot mou mopody
VA OYETIOTOUV i€ TIC €€ Kal Ty aloBiTikd Twv
TaVIGV fov.

[Tépuatyupioate mv mpwrn oag rawvia pu-
Bomhaaiag, Xapa pov, ov. Ta viokipav-
Tép aa fjTav éva eidog eédoknong yia va
nepdoere oty pubomacia;

Tanepinou 15 xpovia tagiéeya oe An T Pwoia
yupv@vTac viokipavrép. Kata t didpkeia twv
Ta§i016v [ou anéktnoa moMEG eumeipiec, Wa-
ploa OMwv Twv &dwv Toug avBpamoug kai
(xouoa anioteuTe loTopiec. Kamoia aTiypr) pouv
dnptoupynBnke n avaykn va poipaote Ty y-
TElpia ov auTr) e T Hop@n piag Tawviag ubo-
m\aaiac. Meyaho pépog ¢ puBomaciag mou
BNénere oo Xapd ov, eai Bacilerar oe mpay-
JaTika yeyovora.

QBpoudpiog 2011
Metdgpaan: Zwi-Mupte Pryonatdou
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into a film, you change it from a three-dimen-
sional into a two-dimensional phenomenon,
you flattenit. | do not want to deprive my spec-
tators of an opportunity to have their own opin-
ion. And | do not wish to impose my own opin-
ion on them.

What factors make you adopt a different
filming approach in your films?

The filming method and style | use in each of the
films correspond to the idea | want to articulate.
First comes the idea, and then | look for the
form, the structure which can represent a par-
ticular idea.

Time is a very important element in your
films. You don't only register the flow of it
inavariety of ways but you also play with
it. In Portrait you freeze time by having
the characters still for a while; in The Train
Stop, we realize the flow of time through
the metaphor of the whistling trains that
pass away; in Factory the unit you filmed
seems to belong to a different era, yet it's
not; Artel reminds us of Nanook of the
North (1922), only the snowmobiles and
the chainsaws bring us to the present day.
Are you suggesting that in reality nothing
really changes in these places in terms of
their essence? It seems that for you, eter-
nity could be a day and a day an eternity.
In a way it resembles the time ‘reality’ of
the dreams. Is this the reason that in a lot
of your films you use a dreamlike quality?
Is this dream element a metaphor for the
way you see time?

Time is an abstract concept. The general for-
mula which describes it is t=0. There is no such
thing as “past” or “future’, there is only “here and
now”

Another important element in your fil-
mography is the expressive use of sound,
which becomes an organic part of your
films’ dramaturgy and is used differently
from film to film: e.g., in Landscape, Artel
or Northern Light, it is not synchronized
with what we are watching, in Factory it

seems to replace the action, in Blockade it
reconstructs the sounds of the siege, in Re-
vue its levels differ throughout the film.
Would you like to discuss the way you ap-
proach sound in some of your films?

The principles of sound design in Blockade and
Revue are quite different. In Blockade my sound
designer, Vladimir Golovnitsky, and | aimed at
creating the atmosphere of complete “authen-
ticity” — the sound of the steps in the snow, the
voices in the crowd, the buring buildings or the
trams passing through destroyed streets... Every-
thing had to sound absolutely “authentic’, so
that the spectator would fee himself completely
immersed in that place and time. | wanted to
bring the spectator into the besieged Leningrad
and the sound design served this purpose. |
have to say that after the Blockade was screened
in Russia, | received letters from the veterans
who survived the siege, and they were asking
me how it was possible to recreate the sound of
the place... They recognised it as “real”and re-
membered it.

By contrast, in Revue our concept of sound de-
sign was different. | wanted to see how the
sound works in propaganda. We used different
level of sound — from very loud when the im-
ages were particularly“heavy"“and ideologically
loaded to much quieter sounds when the im-
ages were of daily life scenes. We also used
mono and stereo sound. Also there is a voice-
over which appears in several fragments of Re-
vue — also to enhance the propagandistic effect.

Blockade and Revue are distinctive from
the rest of your work in the sense that they
are reconstructed entirely through re-
edited archive footage. How did you han-
dle the material you found and decide
what to use? What were the difficulties
you encountered in constructing a story
out of this material?

| discovered the archive footage taken inside the
besieged Leningrad at the Documentary Film
Studio in St. Petersburg. My first impression
when | watched this material was a profound
shock. It took me a long time to recover from this

shock — only then | was able to approach the

material in a rational way and to start a process
of reflection. Once | was able to formulate the
idea | wanted to present, | began the editing
process.

Revueis made from a very different material: the
propaganda newsreels which were shown in
the Soviet cinemas in the 50-s and 60-s. Bear-
ingin mind that | grew up in the Soviet Union in
the 60-s, my reaction, when | watched this ma-
terial, was mixed: there was a touch of nostalgia
and, at the same time, of course, | was fascinated
and provoked by the use of heavy propaganda.
| felt that | wanted to turn this propaganda “in-
side out”.

What was the reception of your films in
Russia? How different were the viewers’
reactions from those abroad?

If you are asking about my documentary films,
in Russia there is a very limited audience for
documentaries. My films are usually screened at
the festivals, where they are received very fa-
vorably. The only exception is Blockade which
has become quite a popular ‘TV hit": it is
screened on the Russian TV every year, on Jan-
uary 27th — the anniversary of the lifting of the
blockade. In general, | would not say that the re-
action of the Russian audience differs greatly
from the reaction of the foreign spectators. Per-
haps, it is easier for the Russian spectators to
identify themselves with some of the images in
my films, butin general — in every country there
are people who can relate to the ideas and the
esthetics of my films.

Last year you made your first fiction film,
My Joy. Were your documentaries some
short of training for crossing over to fic-
tion?

For almost 15 years | travelled through Russia
making documentary films. | gained a lot of ex-
perience, met all sorts of people during my jour-
neys and heard incredible stories. At some point
it became necessary for me to share this expe-
rience ina form of a feature film. A lot of the fic-
tion you see in My Joy is based on real facts

‘L(‘D/JU’V‘, £ L" !
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Avoikelol Tomol

2NHEWWOEL Y1a Ta VTOKIHavTEP TOL 2epykél Aolvitaa

1o Anprjton Mndyma

TNV 1awvia o Epaaitéyvine Kivnuatoypagr
otri¢ (1979) Tov Kpiotog Kiohogoki, o
fipwag avakahomel va véo Tpomo va BAé
TIEL TOV KOOHO OTav ToMoBETEl TV Kivnuatoypa
QIKI| KApEPQ 0TO PMAAKOVI TOU dlapeploparog
TOU Kal Qno KEl Kvnpatoypagel 1a TEKTAIVO
{eva oto bpopo. Auto To yeyovg Elvat kai

LOPLTIKN TIPACH THC KIVRHATOYPAPIKNC «\‘!HHUU;\

viag yia Tov Zepykér Aolvitoa: kataypagn T
ITIKOTNTAC ano Tr) BEon EvOC ANOHAKPOL
lapatnpnh Kata éva avaoyo tpomo Aotmov

0TIV PWTN Tou Tawvia und Tov Titho Zrjpépa ki
(oupe éva amirt (ouv- oknvoBeoia Mapdr May-
Kapnero, 1996) n kayepa tomobereitar ané
VavTl ano &va yiant kat Kivnparoypaget ot
oupPaivel exel. NapakohouBolpe kA 1000 Tv
TIKO kai a0vnBeq yia éva viokipavép: Tov koapo

¢ €pyaoiag ev opacel. Opwg Ty idla oTiypr ka

TaypaQETal jia Kataokeur) &v ECEICEL n Onp
0UPyIa EVOC VEOU Xwpou.

Qérovrac ouyva oto K VIPO TNG MPOOOXNS
Tov KOO}0 TN\¢ Epyaoiag, 0 Lepyké Aovitoa opi

0 otabudc tov tpévou / The Train Stop
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Strange pIaces"

Notes on the documentaries of Sergei Loznitsa

by Dimitris Bampas

the protagonist discovers a new way to see

the world. He places his film camera on the
balcony of his apartment and from there films
the events taking place on the street. For Sergei
Loznitsa, this constitutes the founding act of
cinematic creation: the recording of reality from
the vantage point of a distant observer. In an
analogous way, then, in his first film entitled
Today We Are Going to Build a House, (co-di-
rected with Marat Magambetov, 1996), the
camera s placed across a building site and films
whatever is happening there. We are watching
something that is so typical of a documentary:
the world of labour in action. At the same time,
though, an ongoing construction, the creation of
a new space is recorded.

Often placing the working world in the cen-
tre of attention, Sergei Loznitsa always defines a
moment of observation as the beginning of a
route. The end of this route differs significantly
from film to film: the viewer must discover it in
uncharted territories, somewhere in the snowed
Russian inland. Nonetheless, all of Sergei
Loznitsa's films converge in a common trait: the
creation-construction of spaces that are new to
cinema. Keeping his distance from the inherent
realism of the genre, Loznitsa transforms an ex-
isting reality into a strange, unknown land.

I 0 Krzysztof Kiedlowski's Camera Buff (1979),

The three circles

Sergei Loznitsas oeuvre can be divided into three
rather noticeable thematic circles. The first one,
also the one that appears most frequently, could
be titled “Images and faces from rural life” It in-
cludes films that focus on isolated rural com-
munities of the Russian —or rather, the ex-So-
viet- inland and on the people who inhabit
them: breeders, farmers, fishermen, loggers,
and veterans of life. In this series, whose high-

est point should be considered the fiction feature
My Joy (2010), belong the films Life, Autumn
(1998), Settlement (2001), Portrait (2002), Ar-
tel (2006) and Northern Light (2008). Sketches
of rural life that sometimes recall the paintings
of Pieter Bruegel the Elder, wandering in vast
and cut-off-from-civilization areas, snapshots
from an endless road movie where both begin-
ning and end are obscure, static portraits of
faces, lyrical images of a nature at times in full
bloom and at others in a state of hypnosis: a
time when the world s either motionless o cir-
cular and repetitive —the time of the four sea-
S0ns.

In the second thematic circle belong the «pe-
riod documentaries», such as the films Revue
(2008) and Blockade (2005). In these, the im-
ages are either old, or have already been viewed
or are recently unearthed. The director himself
has definitely not filmed these images: footage
from old newsreels or documentaries that are
being revaluated and appreciated anew by
Sergei Loznitsa. With a mood that varies from
the nostalgic to the ironic, using the rubble and
the remains from the old images as building

blocks, a new synthesis is created, a new con-
struction where the old is transformed and takes
on a new form and shape.

Finally, the third thematic circle should be
considered the «studies of spaces and places»,
which exhibit a kind of idiosyncrasy: they are
connected to or accommodate some type of
human activity; these spaces define the human
presence. Northern Light (2008) could partially
fitin here, due to the extended use of the inte-
rior spaces of a farmhouse. In this [third] circle,
however, belong mainly the films: The Train
Stop (2000), where the locus is the waiting
room of a secluded rural train station, Land-
scape (2003) —the space being an intercity bus
stop in a village-, Factory (2004), taking place
in a plant, and finally Today We Are Going to
Build a House (1996), focusing on a construc-
tion site. These documentaries, sometimes im-
pressionistic and others expressionistic (Fac-
tory), record human existence in the rather
constricted coordinates of the space, how the
human body moves, places itself, functions and
how space affects and delineates the human
presence.

13th Thessaloniki Documentary Festival [ Sergei Loznitsa 9



JeraoynuatiCet i undpyouoa rpaypatikotrta
0’ éva 1ormo véo, ave€epeovno.

01 Tpét¢ Bepanikég
To ouvoNiko €pyo Tou Zepyket Aodvitoa ywpi-
(enal o€ TpEIC jaNNov evdiakpiroug Bepatikoug
Kikhoug, 0 mpwrog o omoiog ival kat o moAv-
mnBéotepog Ba pnopouoe va éxel Tov Titho
«FiKoveg Kal mpoowna TG aypotikiig (wic.
Mepthapavel tawig mou eotialouy o anopio-
VWHEVEG QyPOTIKEC KOWOTITEC TG PLOIKIG V-
doxpag -1 kakdtepa g mpdnv copletikrc-
kal ota npoowna nov dlaflodv o’ autég; K-
VoTpOYOUG, aypoteC, Yapadec, uhotopou,
anépayoug TG (wic. 2’ autév Tov Kikho mov
Kopugwor Tou Ba mpénetva BewpnBei n peyd-
Aou pirikoug Tawia puBomaoiag Xapd pov, éat
(2010), avikouy Ta To pBivnwpo e (wrig
(1998), 0 aikigudc (2001), Moptpéto (2002),
Aptél (2006), To g 1ov Boppd (2009). Ixvo-
Ypagieq g ayporikrg (wrig mou KAToIEG PopEC
avakahobv ot pvApn Toug nivakeg Tou Mitep
Mnpoyke tou Mpeoputepou, neptmhavijoeig
0TNV aYavi Kai anopovwpévn and Tov mohi-
~ 0p6 UnaiBpo, oriypiéTuna ano pia atehelwtn
Tavia &popov omou agetnpia Kat Tépya elval
anpoodl0pIoTa, OTaTIKA MOPTPET MPOOWNWY,
€IKOVEC Auplojiol juag puang aANote o mhfpn
avBnon kai AMOTE €v UMVWOEL: évag Koopog
01U 0 YPOVOG Elval EfTe OTATIKOG €iTe KUKMKOG
kai enavahapBavopevog -0 xpovog Twv Te00d-
PWV EMOYWV.
10v deutepo Bepatiko kokho avikouy Ta
«VTOKIHAVTEP ENOYNG» ONWG Elval o1 Tawvieg
Emoxdmnan (2008) kat AmokAeiaudg (2005).
¥ autéq ol eIkoveg elvat mahég, efte on 10w-
Ve eite mpoopatwg avakahugpBeioeg, Kal
onwodMOTE OXI KIVNHATOYPAQNHEVES and TO
oknvoBén;: koveg and makid eidnoeoypagika
€nikaipa f Taivie VIoKIHavép mou enavagio-
Aoyovral Kai enavekTiodvTal and Tov Xepy-
két Aolvitoa. Me pia 61aBeon katd nepiotaon
vooTalyIkr kat katd nepiotaon epwviKr, xpn-
0lponolGVIag we oikodopikd UAIKO Ta ouv-
TPijpIa ka1 amopelvapia Twy nahaidy EKOVWY,
dnpiovpyeital pia véa obvBeon —tawia, pia
Véa KaTaoKer mov To mahald yeraoynpari-
Ceran ka1 naipvel pia véa poper

Tého e tpitos Beparikog kokhog Ba nipénerva
BewpnBotv ot onoubéc yidpuwv kat 1omww» o
blabérouv éva ibog 1biotuniac: ouvbéovtal pie A
@ogevoiv kdnoia avBpanivy SpaotnpioTrta kal
6nou n avBpwnun napouola kabopilerar an'av-
Touc, E8 B pnopotoe kaiva avikel o'éva fabjo
To g tou Bappd (2008) ~Moyw T EKTeTapévG
¥PAONG TWV EOWTEPIKQV YWPWY fiiac aypoikiag.
Opwg o' autov 1o Kokho Kupiwg avikov 1a: 0
aratyac tou Tpévou (2000), 6mov o xHpog elvar
aiflouoa avapoviig Evog anopovwiévou enapyla-
Kol 01bnpodpopikod otaiiov, To Tomio (2003) -
€6 0 yWpOc €lval 1 aTdon vog unepaoTIkoy Ae-
wpopelov 0'éva ywpid-, H pdumpika (2004) iov
dladpapariCerat jéoa o'éva epyootdoio Kat tehag
10 Jrjuepa ktiCoupe éva omint (1996) o enmkev-
Tpwvetal o'éva epyotdcio —yiant okodopr. Av-
TEG 0L TAWVEG KATIOIEG (POPEG e Ia IHTPETOiov-
otk bid6eon Kat aMote pie e§npeatoviotix (H
QAumpiKka), Kataypagoly Ty avBpdmyn apou-
ola péoa oTi¢ paMov MeplopIapIéVEG ouvTETayjé-
VEG TOU X(0POU, T0 TIehs Kiveiral, TomoBeteital, Aet-
ToupyeiTo avBpwnivo owpa, Mg 0 Ywpog emdpd,
kaBopiCel v avBpwmvn apouaia.

ApXEC Kat Kavove:

Mia péBodog kataokeurg

KaBe vrokipavtép Tou Zepykét Aovitoa Kara-
okeuaeraimavw o€ pia ek mpotépwy kaBoplopiévn
apyn, unakodet 0'éva kavova. Autog o kavovag ou-
VIOTA Katd KAoI0 TPOMO TOV apYTEKTOVIKG pUBO,
10 oknvoBetkd porifo g Tawiag. Kupiwg opwg ei-
val évag Tpomoc yia va eidwel, va eNeyBei pia
TipayHatikotnTa 1) onola noh\ég @opég elvar ev-
peia, aveepedvnTn Kat xaotiki). Zuvifwg o kavo-
vag elva oagric, amhdg kat eudidkpimog Kat k-
TIOLEG (opéc, omw oupBaivel ata mpdogara épya
Tou oKnvoBémn, mo mepimhokog kat Guadidkprtog
(To pw¢ Tov Bappd, O oikiguds). KaBe kavovag
OHwG Onpioupyet jia o€an e TIC EIkoveg: empal-
At atov Beatr) éva tpomo BAéjpatog, aMore evog
anépakpod dlakprikod napatnpntr kar aMote
evo¢ adiakprod ewofohéa. Evag Tétolog kavdvag
Aomov pmopei va 'vai 1 €K Tou 0uveyYUG Kivnpa-
T0ypdgnan Héaa o€ ywpoug meplopiopévoug (fo
(pwc Tou Bappd) 1y TomoBéman T kdpepag pia-
Kpid ka1 anévavti and éva yeyovog mov oupiBaivel
ev eGeCe ) kataokeur evog Ktiaparog, ol aypo-

TikéG pyaolec (0 omioude),To (papeya Tov e
fava o€ i naywpévn N (Apred). Mioped enf-
an va'vat ) tomoBérnon Tou avBpdnvou owya-
10 HMPOOTA 0T0 KIVIHATOYPAQIKD GaKD Kai 1)
KVIIHOTOYPAQO) T0UYia TOV MEPIOPITYEVO Ypevo
10V 30" (Toprpéto) i ouvexfic kat kukhied o=
b6v Bwneurikr, kivrjon ¢ kdyepag ndvi oTo av-
Bpwmvo npoowno (Tomio). AMate pmopeiva'vaio
UEpKEpaoyog T eidvag and éva otoeio e o
onofo kaBioTatal kupiapyo ndvw o’ 6ha Ta GMa,
O oupBalvet e T prion Tou YpupaToc Kar Ty
QVTIoTPOr| NG pori¢ Tou Ypdvou oty Tavia H
pdunpika. Kai dMore pnopel va' var amha pia
omiki), évag Tponog va Oei¢ éva mahio uhixo: bn-
Aadr} évag véog abyypovog TOMog avayvwonc-
eppnveiag g napehBotioag mpaypamkaTiTag nou
ompietai oto povidl —bnhadr ato 1pomo napd-
Beonc/ olvBeang Tou RN undpyovrog uAikol—
Kal 0TV eKTetaévn yprion-enecepyaoia tou fyou.
Aut elvai kat ny nepimwon Twv Emokdman kai
Anoeiads.

‘Hyoc, Xpovog, Xwpog

To awepd tou Zepykér Aolvitoa éyel ndvra éva
onpelo agetnpia kat auto &ival pia ekova yw-
pic kivjon, N gwtoypapia. Ano autry T oTatikr
€IKova (aompdpaupn oTIC MPWTEC Taivieg) anou-
01aCe1 n por} Tou ypOvoU: Ta mpdowna Kal Ta To-
nia poidlouv akwnTomoiniéva yéoa ato ypavo,
oxedov a-xpovikd. Ta anahd gUongia Tou avéjiou,
i avenaioBnTn Kivnon oto govIo auvioTolv
TIG HOVEG LMoV ELS Ot 0 YPOVOG TG Elkdvag
unapyet kat péet. Opwe autr n adiopamn kivon
TOU Xp6vou avatpénetat ané Tov Tpono nou o
2epykél Aolvitoa diayetpiCetat Tov fixo. Mokd
QUXVA JIn GUYXPOVOC, NYOYPAQNLEVOC Kal Eme-
EEpYaOpEVOC €K TV LOTEPWY, 0 XOC IPOOEPE!
otV &kova v eMeinouoa ypoviki| didotaon,
divel v kivnon nou amouaiade, g mpoadidel
¢va anpoodoknro kai anpaapevo Padoc.

Y& oM Tawieg, 1dtaitepa 0TI MPWTEC TG
ppoypagpiag Tou oknvoBéT, 0 apnynHATIKGS
XPOVOC TG Tawiag eivat o xpovag TG nXNTIKAG
pndvrag’. QoTdoo OTIC Tawieg Mou EMKEVIPW-
vovIal o1o Xwpo onwg &ivai 1o O orabuds T
Tpévou, Toio, To ga Tou Boppd, 0 fiYog oIV Ku-
pioke€ia oikodopel éva véo ywpo™: Aimha ot
akwvnronounpévn oto ypévo aiflouaa avapiovic
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100 01brpodpojiikal atabiioy undpyer o Ayog
100 €KT6¢ nediou, 0 EEWTEPIKAC YO e TO
Xpovo va péel. Evid kat népa twv owmmAdv
TIpO0WMWV TIOU TIEPIHEVOY TO AEWQOpEI0 L=
XOUv o1 OKEeIG, o1 aulhoyiopiol, or ouCnroeL,
Kat kdnou népa ané g eikoveg pie Ti aBiec,
E0YapEIC Kal VELENEG OUELG TwV KOPITOIRV 0T0
To g Tou Boppd undpyel To oUpmav Twv evnAl-
KWV, JIE EYVOIEG KAl OKOTOUPE, KaI Ta TOMI Twy
d1anpooWMIKWY OYEOEWY Kal OUYKPOUOEWY. Av-
101 01 600 XWOPOL TG EIKOVAG Kal autdg mov bn-
Jtoupyeitar and tov fiyo- auvopihoby, Aot
dlaNéyovrar kar dMote ouykpovovtal Kat an’
aurr T oxéon npokaAeftat pia anpdomtn agn-
ynuariki —puBomhactiki ddotaon.

KaBu o véog «aknvoBetniévoc o Tono-
Beveitar ndvw oti¢ exdveg dnpioupyeital ava-
JIE0 0TIV €IKOVA Kal ToV 1O i véa Suvapkn
kat anpoomn oyéon’. Kat péoa an’ autiyv m
0xéon 0 peaNiopg yaveral, To VIoKoupévio ah-
Aotveal, pa véa onglacia — vonpatodotnon
TWV EKOVwv avadierat, npioupyeital To mokd-
mhoko Kat mohuidotaro torio piag puBomhaoiag.
ArevBeravrac kat evBeroviag aTnv elkova véoug
fixou, 0 Zepykél Aodvitoa kataokevddel éva véo
yuBomhaoTikd nntiko Tomio, ouvBérel pia véa
agrynon, G\ore o€ appovia kat G\\ore o€ avti-
0TI HE QUTV 1oV 01 EIKOVES apnyoLvIal.

Eneppaivovtac kar oknvoBetwvtag Tov fiyo,
apvoUpevog T anohuty ovyypovia/ Tadtion
fixou-gwkdvag, onhadr) v opyavikij Kat adlayd-
ploTr HeTagh Toug oxéan, 0'éva 100 Tou omoiou
BepéNog NiBog eival n kataypagi Tou mpaypati-
ko0, 0 Zepykél Aolvitoa mpokahei i’ autov Tov
1p0n0 pia Bapdratng onpaciag oviohoyiki peta-
Tomon; v anopdkpuvon g Tawiag and v

€niKpaTewa Tou viokipaviép kai Ty eoodo Trg
010 §wpo ¢ Hubomhactac. Agaipdviag and Ty
€IKOVa Tov Yo 1ou v ouvodeder, o Aolvitoa
apaipel ané Trv elkova éva otoiyelo Trg paypa-
Tikotydg et 0 véog «oxnvoBernpévoey fyo
11ou evBErel pnopei va epmhoutiel v eixdva kai
va v Tpogodorel e véeg minpogopiec, wotboo
napaMnha urovopede Ta BepiéNia kat toug kav-
ve Tou €lboug. Néor anpoBhentol kai dyvworol
nxnikol Tomor kat xpdvot npioupyodvear: o pe-
aNopdg g ekovag Tibetal ev appiorw.

Ev éhet o Bearric épyetal aviipeTwog extog
TG UNAPYOUGAG MPAYHATIKOTATAG Kal i*éva véo
XWPO Kai éva Véo xpovo, JIE jila véa KaTaokeur,
1€ J1l0 VEQ KATAOKEUQOJLEVI) «TIpayHATIKOTATAY,
it puBonhaoia,

Nepimavpevol o€ dyvwaToug Tomoug
Andyiakpog mapatnpntic o oknvoBémng (kat padi
Tou kat o Beatric) avripetwniCel v kaBe exova
TI0U KIVHaToypagel w¢ évav Ayvwoto 1o mou
mipénel va e¢epeuvnBel, wg éva epwtnua mou
mipénelva anavinBef, we va puotrpio nou mipo-
onaBeiva e€yvidoeL. Akvntonoinjiéveg piéoa oo
XPOVO 01 EIKOVEC yGVOLY TAUTOXPOVA KA TIG Y-
PIKEG TOUG OUVTETAYHEVEG: YivovTal EIKOVeS Ayvw-
OTEC, XWPIC OUVTETaYHEVES, anpoaavatoNOTeC.
Eival eikdveg mov mepiypdgouy xopoug avete-
pebvntoug atou omooug o Beatrig eloépyetal
w¢ évag mhavng Ta€i1wng oéva &évo ono (Ap-
tél). H agriynon oti Tawieg —viokipavép Tou
2epykél Aolvitoa ouvriBerar and Tétoleg ayap-
TOYPAITES EIKOVEC: AKATATAKTES OMUEIITEIS EVAC
nepinyntr mou didyet évav Bio Advnra. Eiva €1-
KOveG pitag HuBonhaciag amiyparikig, exkpe-
{oUg, aoagoug, YeHdTng epwInpaTik Kat e\-

Aeliperc. Ta aoagf) nepiypdypara Twv exbvoy
(0 omoudc) bev oxnuariCowy noté pia mfpn
Kat ohoxAnpwiévr £1x6va Kat of Aot ouyvd npo-
kaholv nepioodTepa epwrhata napa npoagé-
powv anavrroeic; dnpioupyoly véoug ypous,
véeq oyéoei, véa bedopéva (o puws Tou Boppd).

0 Bearric g Tawiag undpyel o'éva evéidyeoo
¥po: avdyieoa o ia exova e} kar Bold,
001} Kai anpoodiopioTr kal o€ Tk Toia
iou uotiBetal oupmnplvouy Ty eikdva, akkd
o MoMéG popé ouakotiCouv kai mapanha-
voov, dnptoupycvrac érol f kai noMamhaoid-
(ovrag Toug avoiketoug Tomoug G Tawviac. Mia
mpokAnon Béret o oxnvoBémg oo Bearr: Kakei-
1at 0 Bearri va axohouBrioet ta ixvi, va kaver
TOUG OUGKETIONOU, Va EVAOEI TIG TeNeleg, va oyn-
parioel povog Tou Tn yevikr ekova. Movo dtav o
Bearri otoyaaBei nvw ot £1kGva kai Tov yo,
povo Tote Ba avrikpiogl v Tawia mhipn Kai
ohokAnpn. Kapia €ixova ota viokipaviép Tou
Yepykét Aovitaa dev eivar auBimapkn;: ypei-
Cevaindvra to BAéppa kai 1o oToyaopo Tou Be-
arr yia va undp&el, va anokroel ovoia, vonga
Kai unootaon.

Tore kat povo ote 1) Sladpopr) ohokAnpa@ve-
Tat: ané m Béon €voc andpakpow napatnpnT
miou napaxohouBei Tig avBpwmves Piyolpeg va
Kwolvtat oto BdBog Tou Tomiou, mapatnpnTrc
¢ e€wrepikig (NG Kat akpoaTri Twv Mpoow-
MKWV 1oTopiav (H (wri, 1o pBivémwpo, lop-
1pt0), 0 Bearr¢ yiveral Beatrg TG E0wTEPIKTG,
¢ 1dlwtikic, T andkpueng {wig (To pwg Tou
Boppd, Tomio), auppéToyog oTo Hyio Tomio Twy
OKEWEWV Kal TwV ouvaioBnpatwy.

Oepoudpiog 2011

INpenoEIC

1. Zov 21afud Tou Tpévou apkel 0 fyo¢ Tou Tpévou yia
va bnAwBel 1o Téhog To agnynpiatikol xpovou.

2. Oplopiévec popég 0 X0 Katapyel TiC ANooTaoElS
avayeoa otov Beatd kar auté Mo Kivnatoypagpei -
onwe oupPaiver ato Apréd alka kai otov Orkiayd - 6n-
HIOLPYWVYTAC ETOI {10 AVOIKEIQ EyYUTNTA

3. 310 G Tou Boppd ) kGpepa napakohouei ex Tou
obveyyug 1a Bbo kopitoia eve oty nynTIke ndvia

akolyetal pia TAEQWVIK ouvopNia OxeTIk] e K-
TIOLEG EVOO-OIKOYEVEIKES OUYKPOUOEIG; 1) Npocax] Tou
Bear) perakveital and my ewova otov o Kat and
eKel AN niow, avanraviac Siapkag TIC oyéoelS Kal
Kavoviag ouoxetiopolc, Xrov AmokAeigud éxer oav
Tpw) UMY TawviE emKaipwv Kat VIOKIHavIED TG no-
Mopkiag g Ayiag Neposmong (tote Aévivykpavr)
Dev axolyetar OpwS 1) GV TwV Katoikwy TG noAng
0UTE 01 flY0I TOU XWPOU: PO TG NXMTIKIC Hnaviag
nxoypagrBnke otnv ayopd tou Mivak Trv enoy ene

£epyaoiag m Tawiag,

4. Mia €€aipeon: T Emoaxdmnan éxet agaipeBei
010 peyahitepo pépog To apxikd oxoAio mou ouvo-
Seve 1a idnogoypagikd enikaipa: anokabaipoviag
£101 TI¢ £1kOveg and Ta oxoMia anokabiotatal o xa-
pévog peakiopdg Toug. BéBaia kat o' autriv akAa xai
0T0 ETEPO «VTOKILAVTED- EMOXIC® L Ao A

KAétgudc éxe1 TomoBeTnBel O €K Twv LOTEPWV N0
ypagnyevog
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otherwise absent. Finally, the sound ascribes an
unexpected and surprising depth.

In many of his films, especially the first ones,
the film's narrative time amounts to the time of
the soundtrack’. In those that focus on space,
however, such as The Train Stop, Landscape and
Northern Light, the sound literally creates a
new space’: next to the train station waiting
room, frozen in time, there are off screen
sounds coming from outside, where time is
still flowing. Inside and beyond the silent faces
that wait for the bus, there are thoughts, inter-
pretations, and conversations. And somewhere
beyond the images of the innocent, joyful and
carefree girls in Northern Light, there is a uni-
verse of adults, with their worries and con-
cerns, and the landscapes on interpersonal re-
lationships and conflicts. These two spaces
~the one of the image and the one created by
the sound- communicate, sometimes convers-
ing and other times clashing; from this rela-
tionship, an unexpected narrative-fictional di-
mension s created.

As the new“staged”sound s placed upon the
images, an unknown, dynamic and unantici-
pated relationship is fashioned between the
two’. Through this relationship, realism s lost,
documentation is tarnished and fresh mean-
ing-connotation surfaces; the complex and mul-
tifaceted landscape of fiction is created. Arrang-
ing and inserting new sounds in his images,
Sergei Loznitsa manufactures a new fictional
sound landscape [and] constructs a new narra-
tive, sometimes in harmony and others in jux-
taposition to the story that the images tell.

By intervening and by directing sound, by

denying the absolute synchronicity and identi-
fication between sound and image -as well as
their organic and inseparable relationship- in a
medium of which the foundation is the docu-
mentation of reality, Sergei Loznitsa brings about
a significant ontological shift: the removal of
the film from the documentary territory and its
inclusion in the realm of fiction. By removing
from the image the sound that accompanies it,
Loznitsa subtracts from the image an element of
its reality*. The new “directed” [by him] sound
may enrich the image and supply it with new
information, but it simultaneously undermines
the foundations and rules of the genre. Strange
and unfamiliar soundscapes and time frames
are created: the realism of the image is ques-
tioned.

Finally, the vieweris faced with a new space
and a new time, a new construct, a new as-
sembled “reality’, a fiction, outside of the pres-
ent reality.

Wandering in unknown territories

As a distant observer, the director (and the
viewer along with him) treats every filmed im-
age as an unknown topos that needs to be dis-
covered, a question that needs to be answered,
amystery that needs to be solved. Standing still
intime, the images also lose their geographical
orientation: they become strange pictures, with-
out coordinates, directionless. They are images
that describe unexplored places, which the
viewer enters as a wayward traveler in a foreign
land (Artel). The narrative in the documentary
films of Sergei Loznitsa is composed of such un-
explored images: undlassified notes of a wan-

derer living a vagabond life. They are the im-
ages of an enigmatic, unsettled, vague, full of
questions and gaps, fiction. The hazy outlines of
the images (Settlement) do not form a whole
and complete picture and the sounds often pro-
duce more questions than answers: they create
new spaces, new relationships, new facts
(Northern Light).

The film viewer exists in an intermediate
space: between a vague, blurry and imprecise
image and the soundscapes that supposedly
complement it; except that they more often
darken and mislead, thus creating or even mul-
tiplying the films'unknown places. The director
challenges the viewer: the latter is called upon
tofollow the traces, make the connections, join
the dots and form, on his own, the big picture.
Only when the viewer contemplates on both
picture and sound, only then heis able to see the
film complete and as a whole. No image in
Sergei Loznitsa’s documentaries has a life of its
own: they always require the viewer’s gaze and
contemplation in order to exist, to attain essence,
meaning and substance.

Then and only then the journey is completed;
from the position of a distant observer who
watches human figures move in the background,
spectator of exterior life and listener of personal
stories (Life, Autumn, Portrait), the viewer be -
comes witness to the interior, the private, the es-
oteric life (Northern Light, Landscape), an ac-
complice to the intimate landscape of thoughts
and emotions.

February 2011
Translated into English: Lilly Papagianni

Notes
1. In The Train Stop, the sound of the train is enough
1o signal the end of narrative time.

2. Sometimes sound cancels out the distances be-
tween the viewer and what is being filmed —Arel,
Settlement-, thus creating a strange feeling of close-
ness

3. InNorthern Light, the camera follows the two girls
from a close distance, while in the soundtrack one can

hear a telephone conversation regarding some fa-
milial conflicts: the viewers attention shifts from the
image to the sound and back again, constantly look-
ing for relationships and making correlations. Block-
ade, uses as source material newsreels and docu-
mentaries from the St. Petersburg (then Leningrad)
siege. The voices of the townspeople or the place are
not heard, however, part of the soundtrack was
recorded in the Minsk market while the film was be
ing edited

4, An exception: In Revue, the initial commentary
from the newsreels has been taken out. Cleansing
the images from the commentary restores their lost
realism. Naturally, in this film and in Blockade, the
other “period documentary’, there is sound that has
been recorded posteriori
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Akivnec (weg

10U Owpd Awapd

vatnyka. 0o elvatn nokn ewodo oto

€pyo Tou, Ta «yuahid» miou mpénetva et o
Bearric yia va 1o bel mpaypatika. To anioteuta
TINOUOL0 NYTIKO CUMMAV TIOU EIMEPIEXOLV 01 E1KO-
veq, dev eivat mapd ) Badid Toug pica, mov TI
KpaTd YEIWHEVEC 0T0 £60(p0g Tou mpayatikov. Ta
ndvra, aKopa Kai o xpdvog, Taidedouy pe Ta
QTEPA TWV wV: Ta Tpayoldia Kal ol HOOIKEG, 1
Bour} tou avéiou, To oppnTIKO pevHa Tou ToTaoD,
0106 Tou nptoviod riou ket tov mayo 1 To 0o,
1a puhdpata Twv dévipwy miov Bpoiouy, Ta Te-
perioara twvnoukiv, ot Biatot BpuBotmg lwrg
TWV INyaviy, To KeNpuapa Tou vepou, 0 TPIYHOG
70U 0i6epou mavw 0to aibepo, 0 fiyog and Ta xo-
via (mohd yi6vi) mov Aiwvouy, T Xoptdpt mou -
BupiCel, To Tomoipiopa g kautrig AdBag oto yu-
Tiiplo, yavyiopata, pouykavid, ypuliopata Kat
hwrpiopata (minppuplojiéveg ol eikveg and
oikdorta {wa), ot fyol Twv epyakeiwv Tou aypot-
kol poyBov, 1o TpiCoBonpa T gwridc, Ta Bri-
1aTa 0T0 TayWEvO ovondi, 1o Aayaviaopa g
Kopaong kai T eAagpd poxahnto Tou imvou, ol
(PVEG, Ta AOyla Kat ol Koupévres Twv avBpnwy,
Bopupot ki autoi, Omwg Kat ot unoNoimol, apovIka
EVIQy}éVOI iéoa OTO NYNTIKG peyaleio Tou Ko-
opov. Otriyot €ivai n KpUQr) HOUOIKR TwV EIKOVWV:
«...T0.QUTI £(0LV T0 TAEOVEKTNG Va EI0KWPOUV
070 E0WTEPIKO, Eve) Ta pdTia va BadiCouv oto e§w-
TEPIKOY. 01 Snuelcdoeic yia Tov Kvuatoypdgo Tou
Popnép Mnpeadv (Bepehioong kat kaBopiotikr)
enppor}) o mhripn epappioy. To Upog, ot aloBn-
TIKEG EMAOYEC Kal 0 PBO Twy TaIwV Tou, opi-
{ovrat ohoxAnpwTIKG and TV anoAuTn oyéon 0o~
buvaplac, 1ooppomiag kai aMnhe§aptnong
QVAEOQ 0TV EIKOVA KaL OTOV 0.

210 /Toptpéto, o Zwrf, To OBvdnwpo kai oty
katangn 1ov Oikigod, autég ot avBpanves oi-
YOUPEC-TIOpTPETa péoa 0T (UON, Kivnpatoypa-
(pobvIal O€ pa AoyiKr puToypagIkod oTiypioTu-
riov: pa enthoyr e try omoia 0 Aolvitoa otoyedel
va aKIVIYTonou|oel Tov agnynuatikd ald kai Tov

-I-aeeuém T0Uépyou Tou 2epykét Aolvitoael-

0T0pikd Xpdvo. «H (wr) anoteNetrar ané Ty ma-
potoa otiypr» Aéet o ibioc, Kar eivar akpia autd,
10 attimo fuggente, éva pevyakéo Bpatopa ar-
WVIOTITaG Mov EmbIGKEL va mayleuoel e 1a Ki-
Vjatoypagikd Tou iéoa, 0 dnuIoupyog ané Ty
Qukpavia. Movdya n oM n Tov ampoabokrto
kat 1 adlatapaxtn Aeroupyia Tou (puaIKoD Ko~
opou (ta SayTuha Twv yepIav TG ypidg aypotio-
0ag iov avoiyokheivouy, aav va éxouv T biki)
Toug (Wi}  éva oprivog TiouNwv mou mepvolv jiéoa
an6 1o Kadpo), |ETapiopewvouy Tov urotiBéyievo
(QTOYPAQIK (AKO OE KIVNHATOYPAQIKA KAYLEPQ.
T oy Qv Twy avBponwy TG pROIKIG yng
TV BAEmouyiE Kat TV akoUe Tautopova, «(u-
Aakiopévi o' éva alwvio mapoy, kaBag o ypovog
HotdCeIva prv dlanepvd E0KoA UTEG TIG EIKOVC.
Ot xwpikol mou Korolv akiviytol, Katapata Tov
(pakd g kapepac, Bappeic mug (ouv Eeyaopévol
ano v loTopia, o€ pia dyvwotn Enapyia e
Onapéng. zeBwpiaapiéva kadpa evag koapiou, Aiyo
mipwv yNotpriaet oto fdpabpo T Abing.

To népaayia Tou ypdvou unodnhwvetal péoa
and Ta otoigeia g poong kat Ty aMayi Twv
€moywv, 000 autd &ival Suvatdv, agod ol noyég
OUPPIKVVOVTAL OTOV QIWVIO PWOIKD YEIHWVA,
0rmou 0 xpovog MéQTel O€ Xelepia vapkn Kal,
onwg eiblotatva Aéyerar «n puoig nouxdlew. Ku-
plapyn n €ova Tov maywpévou Toniou. To yiovt
¢ 0dPavo- pavbuag mov kahunTel Ta ndvia,
aMd kat wg o0pBoko e§ayviopiol kat kaBapotn-
Tag. Movaya oto aypotikd kokydC Tou Oikigiod -
Tawiag yeyahou nBikod Bapouc- dev undpyel xiovi
Kat myoc, 1) enoxi eivat yAukid, o kaipdc paka-
KOG katn kvnpatoypdgnon «eluANaki», agol
0 Aodvitoa Békei va anahivel 1o faoavo autwv
TV YuxIka aoBeviv atopwy, npoagépoviag
TOUG I €1KOVQ KavovikOTNTAC Kal uaIoAOYIKAG
(wri¢. Aeiypa Boug, avidgiou evog Kpiotog Kio-
Mgk, 0 onolog énae otadiakd va aooAeital
QnOKAEIOTIK € TO VIOKIJQVTED KaL MEPAOE TnY
juBonhaoia, otav €ide éva mpayparikd Sakpu
010 mpdowno Tou fpwa e Mo aydmng

«0) ypovog Bev undgyer
Lepyéi Aoliron

210 pviiun tou ficspyou Tliirliov

(1974). 0 Owiudc €ivar ) Tavia no unakodel
TEPI006TEo and onoladrnote aA, oric khaat-
Kéc Bpapatoupyikég auppaaeic ai oToug napa-
booiakoUG agnynuaTIKl Kavoveg Tou voKi-
pavtép. Kataypdpet e pmpeoovir| amhGTrTa kat
g aypotikric (wric a6 0 apIoTOUpYNATIG
Magtapdhe (1976) Tou Otdp looehiaw, To népa-
0ya Tou péoa ypovou, §ekherdavoviag évav av-
Bpdmvo koopo Baoaviotikd kAelopévo oTov
€10 Tov. AKOpa, 0TO GUYKIVITTIKO Kal GUpTIOVE-
TIKO TéNog, Mavw 0Ta MOPTPETA TWV TPOPILWY,
KIvnyatoypapniéva o€ ykpo mav, akobyetai o
‘ABe Mapia, pouaikr tn Adtpwang kai g aya-
mng. Mpokerat yia v deltepn e€wrepikr myr
fixou 0o €pyo Tou, mou dev edpdlet oue kai &i-
val opyavika evraypévn ot tawia. (H k) -
va, N Aaikr} napadooiakr gouaikr kai Ta Tpa-
yoUdia mou «MEQTOLV» MAVW OTIC EIKOVES TOU
TIPWTOU TOU VIOKIPaVTED Jrjuepa Kilouye éva
omit).

370 épyo Tou Ny «ouvrpimTikr] aioBnon Tou gu-
01K00 KOOH0U»' ouvUTApye i€ aviavakAdoeIc, av-
TIKQTOMTPIOHOUG Kat Aapmupiopiata, piag ahng,
adpatn¢ mpayuaTkotnac. Auvitika napdMnla
obynavia aneheuBepvovral kat nynkd kavaha
&vepyorolobvrat: To pwoiko «umhoud» (1) mou mai-
(el pe v pmahahdika kat Tpayouda o avrpag 8-
m\a oto notdpt ot Zwrj, To @8ivanwpo, Ba ymo-
pouae va gival o paxpivog avridahog va véypikou
pmhou an6 v aXAn dkpr Tou koagiou, aTic oxBeg
Tou Miotou).

Eikoveg anpoadiopiotes Tomoypagika (oute
évac ododeikmn 1) éva anpadi karebBuvang), To-
T1{Q PUOTIKA EVOG E0WTEPIKOU YEWYPAPIKOU XApT).
Tautoypova, eikdveg peahiaTikec, pilwpévec om
V), e Tov Tporio Tov Ntopdévko, dvBpwno ap-
xaikoi, Qutpwpévol Bappeic and péoa g, nola-
POV e Tamewr unepn@aveia kat enigiov) oTabe-
pomra pnpootd oty «adpatn kdyepa: Ta
npdowna «<napehadvouv» akivita wpoatd oto
a0, adlagopwvrag yia 1o aMaTpio paTi mov
Toug napamnpel. Alwpodpevol o' éva Bukaka eve
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Still Lives

by Thomas Linaras

he foundations of Sergei Loznitsa's work
are auditory. Sound is the gateway to his
films, the“eyeglasses" that the viewer must
wear in order to really see them. The unbeliev-
ably rich aural universe contained in the images
is really the deep-seated root that keeps them
grounded to reality. Everything, including time,
travels on the wings of sound: songs and musi,
the how! of the wind, the fierce river current, the
sound of the saw cutting through ice or wood,
the rustle of the trees foliage, the chirping of the
birds, the violent sounds of the lives of ma-
chines, the babble of the water, the creaks of iron
oniron, the sound of (lots of) snow melting, the
whispering of the grass, the sizzle of hot lava in
the foundry, dog barks, bellows, growls and
whinnies (the images are flooded with domes-
tic animals), the sounds of the tools of peasant
labour, the crackle of fire, the footsteps on a
frozen path, the panting of exhaustion and the
light snoring of sleep; the voices, words and
conversations amongst people, sounds that are,
much like the rest of them, harmoniously inte-
grated in the aural grandeur of the world.
Sounds are the hidden music of the images:
“..the ear goes more toward the interior, the
eye to the exterior”; Robert Bresson's Notes on
(inematography (a fundamental and defining
influence) entirely implemented. The style, the
aesthetic choices and the rhythm of Loznitsa's
films are completely delineated by the absolute
relationship of equivalence, balance and inter
dependence between image and sound
In Portrait, Life, Autumn and the ending of
Settlement, these human figures-portraits
within nature are being filmed like snapshots: a
hoice with which Loznitsa aims to immobilize
the narrative and historical time. “Life consists of

he says. And it is exactly

0 araBag tov Tpévouv / The Train Stop -

the unexpected and the unyielding process of
the natural world (the fingers of the old peasant
woman that open and close as if with a life of
their own, or a flock of birds that fly through the
frame) transform the hypothetical photographic
lens to a moving film camera. The soul of the
people of the Russian land we both see and
hear simultaneously, “imprisoned”in an eternal
now, as time seems to not easily penetrate these
images. The peasants that stare, immovable, at
the camera lens, seem to exist forgotten by his-
tory, in an unknown province of being; faded
outlines of a world just before it slips into the
chasm of extinction.

The passage of time is suggested through
the natural elements and the change of sea-
sons as much as this is possible, since seasons
shrink in the face of the eternal Russian winter,
when time goes into hibernation and, as is often
said, “nature quiets down”. The image of the
frozen landscape prevails; the snow as shroud or
all-covering cloak, but also as a symbol of pu
rification and clearness. Only in the agricultural
kolkhoz of the Settlement there is no snow or ice,

the season is gentle, the weather is mild and the

“Time does not exist"
Sergei Loznitsa

In memory of Yorgos Tziotzios

of Krzysztof Kieslowski —who stopped making
documentaries and went into fiction when he
saw a real tear in the face of the protagonist of
First Love (1974) - the Settlement is the one film
that obeys more than any other [of Loznitsa’s]
the classical dramaturgical conventions and tra-
ditional narrative rules of the documentary
genre. It records with Bressonian simplicity and
memories of agriculturallife from the masterful
Pastorale (1976) by Otar losseliani, the passage
of interior time, unlocking a human world ex-
cruciatingly locked inside itself. In addition, dur-
ing the touching and compassionate ending, on
the portraits of aliments filmed in a wide shot,
“Ave Maria"is heard, music of redemption and
love. Itis the second external sound source in his
work that does not reside in nor s organically in-
tegrated in the film (the other one is the tradi
tional folk music and songs that are heard on the
images of his first documentary, Today We Are
Building a House)

In his work, “the overwhelming sensation of
the natural world"' coexists with reflections
mirages and sparkles of another, invisible real

ty. Potential parallel universes are set free and

: filming is “idyllic”, since Loznitsa wishes to soften auditory channels are activated: the Russiar
ente, a fleeting sliver of eter i | n }

the torment of these psychologically ill people,  “blues” (1) played by the man with the balalaika

nity that the auteur from Ukraine seexs 1o trap . . : .
: ffering them an image of normalcy and of a by the river in Life Autumr > faraway

with his cinematic means. Only the capturing of
- ey / conventional life. A paradigm of ethos, worthy 2(ho of 3 black 1T ]
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0TWTa XpOVOU, KIVIjIaTOYPagouVTal 0av fpoald-
VIa QuOIKa toria, €lvar avBpwniva puokd tonia
Tiou Ta ayyiCe povayan na tou xpdvou. Muotn-
PIOOEIC Kat QVIYHTIKEG HOPQEG, Hag atevilouv
and v A\ 6x0n Tou KaipoU, urovoyEdovTag
TNV QvrIAITTIKS] A KavoTTa. =Ggviaopia K-
atoypaqiki payelac: éivar aurol nou pac fAénouw
Kat Oyt epielc.

Autr) n diexdiknon g aiobnong Tov aneipou
ié0a a6 T ouvtoviayévn eniBeon o x@po-
Xpoviki} evarnta Tou dvou, e iy Tou 86pa-
T0¢ Tov Y0, Mpokaet priypara Kat avakohouiec:
VKpEp(CerTic agnynHaTikég yéqupec: napdyel aoa-
ei¢ Spaylatoupyikég ouvdéoei avapeaa atompv
Kal 070 {etd: vonparikd ydopiata, nayides g
Gpaong kat nynTIkeS evédpec amapyiéveg mavrov,
Bérouv o€ eypriyopon ak\d at o€ dokiiaciataar-
obntrpia opyava tou Bear. O pévog mpaypanike
YPOVOG, <Tpéxew He 24 kapé To deutepoNerto kal
lval autog g didpkelag mou avaypdpetal ota
credits.

Me ioto Tpono pmopel va petpnBel o xpdvog
TG avapoviis (ouviBug xapévog kai omaviwg
Kepolopévac), atov STafud Tov Toévou, Ty i
aN\dkotn Tawia Tov Aodvitoa; H pubjiki} evah-
Aayr Twv Koipiopévwy avBpwmvwy owpdTwy,
«piyvew oyedov o€ Katdotaon imvwong Tov Be-
ati), kaBag Tov Bubicel apyd kat otabepd otov,
KATOIKMEVO Hovaxa an6 Ta OVEIPa, HUOTIKO KO-
0po Tou 0nvov. To &vioa eneivetal ané Ty ek-
TIKTIKT NYITIKT HMGvTa mou ouviotaral oto pi-
anissimo TV poyXwv KAl TwV OUpIYH@V TwV
KOII0p€VWV 0w paTwV-e@ayhAn Hiag ouvauliag
Tou 21okydoulev. O «xpovoc apyileiva Kukd pe
Tov B0puBo Tou TPévou mov akouyeTal va nepva
(kaveic bev Eunva) kar akwnonoleital Eavd, otav
0 flxos ofroeL. H «nepaypévny Kivnuatoypd-
(pnon, Toriou 2okoUpoe (kai maNt oTo petaiyjiio
10U (WTOYPAIKOL oTIypidTLNOL), MapaAvel To
BAépya Tou Bearr mov BAéner (1 prinwg opapa-
tiCeta;) e Ta pama «opBavoiyta kheloTay, Lav
01 dvBpwnol auroi va éyouv 0N GTacEl oToV
TIpoopiopid Toug, mou bev elvat AAhog and 1o va
Kolpobvral mepipévovag, o' évav otaBpo mou
HotCet {e nuvoplakd GUAGKIO OT) jéan Tou Tou-
Bevd, (rehik6 mhdvo TG Tawviag kat povadikd w-
TEPIKG), TO TPEVO Yia T0 mouBeva.

Zuvaviodye kaimiaki Tov xpovo TG avapioviig,

eyKiBuriopévo oto S8emto ovoravo T Tawiag
Tonto, axwrtonoinjiévog kI autac, onawg ot av-
Bpuwrot mou mepiyiévouy. ' autry, Ty mpar) éy-
YPUwHN Tawia Tov, ) Kaepa pmaiver, ' éva ex-
TAnKTIkG TpdBeNvyk-navopapik, and Ty dxkpn
6 BouNaypévng 0To yiowi, naywyiévrg noAng oto
KEVipo TG, Katahyovrag o€ ia otdon Aewpo-
pelov: ekatovradec mpoowna-noprpéra kabe nh-
Kiag kivnuatoypagolvial o€ kovivo mavo, adid-
(90pol yia TV napouota g Kkapepac, oav autrva
v €lvat ki -oe andotaon avanvoric. KaBig ta
nipdowna (8ev EavaBhémoupie olTe yua popd To
{610), noManhaotdCovtal oe ia oeipdmou otdder
ateheltwm, To Hovorhavo EmpnKOvel To Xpovo TG
avaylovrig WG To anelpo. Zexav peydhng oknvo-
Benkrig Segjorexviag kat atoBrykiic afag, e aku-
PWHEVO ToV agnynuatiko ypovo (n avapovi) pe-
ToMdooetar o€ unapiaki owvBikn), mov
omnpiCetar €€ ohoxhpou ndvw oty 16togur}
¥prion Tou ryou. Ot guatkoi kai Teyvntoi B6puBol
g apxi, divouv Ty Béan Toug oty «puviy:
Uy o yivetai odpka»’: Aoyl Kat aKopMIEG
Koupévres Twv avBpnwv yia ta kaBnyepiva fa-
oava TG (wric, opAoUOES OKEVELS, PVEC TOU
€00 KQ1 TOU €€ KOOHOU (QOUMMTWTEG e TV €l-
Kova kau nheypéveg e Bdon To akouaTikd Toug
nxoxpwpa), dlactaupwvovtal, dlamkékovral, 0u-
voptholv, ouykpolovral, anopakpivovtal, ofri-
Vouv, yavovral Kat enavépyovtal, dnpioupyavag
éva nukvo mohugwvikd dixtu Bepehiwang, éva
nxnTiko pebpa (otaBepric éviaong) péoa oto
onoio méouv apiaora ot etkovec. 0 xpovoc evep-
yomoleftat jovdya oto TENoG, He Tov Yo TG -
YaviiG TwV QOPTWHEVWY NEWPOPEiWV o ava-
XW0POLY, EVW 01 PWVEC EYOLV OWNACEL HE TNV
enpiBaon. Tonfo piag avBpmvng katdotaong
070 00vopa TG PEaNOTIKIG aMEKOVIONG Tou
1Ipaypariko.

v katebBuvon Tov aneipou kiveitat kat 1o
«kareyuypévor obpmav Tou Aptéd, exBapBuriko
11€00 0T0 QOMPOHAUPO PWTOYPAPIKD TOU KOV-
Tpdor, éxel kan and Ty mpwroyevi divapn Twv
nahiv daokahwv (OAdeptu, Pouc, 1Bevc). i téo-
0gpic avBpwnives giyoUpeg —kaBuwg otivouy Ta
00vepyaTouq yiaTo Ydpepa- potaleiva extehodv
1AV 0TO NaYWHEVO TIOTAYL Hia Gyvwotr) O€ pag,
000 kI Tiavapyaia xopoypagia: éva TeAeToupyikd
T0U aywva emBiwong Tou avBpwnou péoa ot

pbon, nou épxetar an6 1a Badn Twv vy, Ki
€61, 0 ypovo apyiCei va Kuhd poviya oTo Téhac,
JE TOV iy Twv maywv nou Navouy.

An6 Ty dpvnon kaBe eppnveiag Tou npaypa-
Tikol kai v npdén avtiotaon oty eioBolv) tou
ypovou, mydlel yia aioBron avoikeiou, (upw-
pévn e T pehayyohia i gBopdc, nou kata-
TIpabveTal O, kai katahayidde, av Ty notioel
Kavelc oTa 0opd Adyia Tou Avipél Tapkogk: «To
aneipo Oev mopei va yivel U, NG pmopooyie va
dnptoupyrooupe T YeudaioBnon Tou aneipou:
TV EKOVDY.

270 pyo TOU 110U APEKETAI OTIC KPUIHEVES
00IKEG napakdperC kal oTa kpUGa xpovika me-
pdoyiata, abéata amo Tov KEVIPIKD QUTOKIVITO-
Spopo kai v enionpn Aewedpo Tou ypdvou, ev-
undpyel kT mepiapaxwyévo- oyt ablanépacto
EPINTIKG KAELOTO, OmwG aTo €pyo Tou Zapodvag
Mndprac (agavnc emppor)), al\d lokoha npo-
omehdoto, mov unodnAavetat and TamoMa pav-
plopiéva kadpa mou amoauvBEoLV TIC EIKGVEG Tou-
kam eykhwpiopévo yéoa oto mdvo (to vonua; n
ovoia g (wn¢;) Slagelyel, napapévovrag eocel
aotnmro. «H téyvn; Mayeia kai oxotddi nou
Méet kat o Bitohve Tkopmpapi.

Kayuid oriBeia é§wbev Aomov, kavévag eneén-
ynHarikdc axohiaapdg ) voice over, napd piovaya
Tamahid ukikd: Ao kai €ikova. Ta viokigaveép Tou
Zepykér Aodvitoa apvolvrat va unotayBolv oe i
and Tic Baoikéc apyég Tou eidoug; v Texunpiwan.
Eivai atogia kai avunepdomora Bpadopara nipay-
panikdtnrac: petewpires aknBivig {wig, kvnua-
Toypagnuévol e To andhuta npoownikd fAéupa
€v0¢ KaNhTévn, mou dev ppnvedel Tov kdopo,
aMa dnpioupyel Yuyka Toia, Aouayéva aro e§w-
TipayaTikd Q¢ Tou Bdpelou vuytepvol fAio.

Qefpoudpiog 2011

1) [T AT f2Te

1.0 Mdpuv Zxopoéde yia 1o épyo Tou Devrepiko Qehivi

2. Mnpeodv, Pounepr, 1985 (1975). Snueiaei yia tov
Kivnatoypdpo. 1o Oy & Opoamovdia Kivnpatoypa-
@ikav Aeoywv ENddag, ABrva

3. Tapkopoki, Avipé, 1987 (1986). Judedovrag to
xpovo. ABriva, Negéhn
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the world, on the Mississippi shore.

Topographically unspecified images (not
even a quidepost or a road sign), secret land-
scapes of an interior geographical map; simul-
taneously, images that are realistic, rooted in
the earth in the manner of Dovhzenko, archaic
people, seemingly sprouted from inside her,
pose with humble pride and insistent steadiness
in front of the “invisible” camera: the faces“pa-
rade” motionless in front of the lens, indifferent
to the strange eye that observes them. Floating
in a cocoon of present time, they are being
filmed like eternal natural landscapes; they are
human natural landscapes, touched only by the
echo oftime. Mysterious and enigmatic fiqures,
they gaze at us from the other side of time, sap-
ping our perceptive ability. A surprise of cine-
matic magic: it is they who watch us, not us
them.

This claim to the sensation of infinity through
the coordinated attack on the space-time unity
ofthe frame, using sound as a spearhead, causes
rifts and discontinuities; tears down the narrative
bridges; produces vague dramaturgical connec-
tions between the before and the after: con-
ceptual gaps, visual traps and auditory am-
bushes implanted everywhere produce
alertness, but are also trying to the sensory or-
gans of the viewer. The only real time has a
speed of 24 frames per second and it is the
[film's] runtime mentioned in the credits.

[n what way can time spent waiting (usually
lost and rarely gained) be measured in The rain
Stop, Loznitsa’s most bizarre film? The rhythmic
rotation of the sleeping human bodies almost
hypnotizes the viewer, while slowly and steadily
submerging him in the —inhabited only by
dreams- secret world of sleep. The alienation is
accentuated by the brilliant soundtrack, com-
posed of the pianissimo of the snores and
wheezes of the sleeping bodies, on par with a
Stockhausen concert. “Time"starts flowing again
with the sound of the passing train (no one
awakes) and stops again when the sound fades
away. The peculiar way of filming, akin to
Sokurov’s (again on the borderline of the pho-
tographic snapshot) paralyzes the gaze of the
viewer, who watches (or perhaps imagines?)

with eyes that are “wide shut”. It as if these
people have already reached their destination,
which is sleeping while they wait -in a train
station that seems like a border outpost in the
middle of nowhere (the film’s final and only ex-
terior shot) - for the train to nowhere.

Again we come across this time of waiting,
trapped in the 58-min long, single take of the
film Landscape; itis again still, as are the people
who wait. In this, his first colour film, the cam-
era enters with a remarkable panoramic track-
ing shot -starting from the edge of the snowy,
frozen city and ending on a bus stop: hundreds
of faces-portraits of all ages are being filmed in
close-up, indifferent to the camera’s presence
as if it isn't even there- in very close proximity.
While the faces (none of which is ever the same)
multiplyin a seemingly endless queue, the sin-
gle take elongates the time of waiting to infin-
ity. [Itis] a sequence of great directorial virtuos-
ity and aesthetic value, which invalidates
narrative time (the waiting s transformed into
an existential state), and is completely sup-
ported by the ingenious use of sound. The nat-
ural and artificial sounds of the beginning are re-
placed by the“voice: soul that turnsinto flesh™
words and random conversations about life’s
daily tribulations, talking thoughts, voices from
the inside and the outside (unpaired with the
image and chosen on the basis of their acoustic
timbre) cross each other, interrelate, converse,
clash, drift apart, fade away, get lost and re-
turn, this way creating a dense polyphonic net,
a foundation and auditory current (of steady
volume) in which the images float effortlessly.
Time is only activated in the end [of the film]
with the engine noise of the loaded buses that
depart, while the voices have become silent be-
cause of the embarkation: Landscape of a human
condition, on the borderline of a matter-of-fact
portrayal of what s real.

The «frozen» universe of Artel also moves to-
wards infinity; stunning in its black-and-white
photographic contrast, it shares some of the pri-
mary power of the old masters (Flaherty, Rouch,
Ivens). The four human figures —setting up their
fishing gear- seem to be executing on the river
3, foreign to s, and ancient choreography: a

ritual of man’s race for survival in nature, com-
ing from the depths of centuries. Here too, time
starts to flow only towards the end, with the
sound of melting ice.

From the negation of every interpretation of
the real and the act of resistance to the invasion
of time, emanates a sense of unfamiliarity,
kneaded with the melancholy of deterioration,
which, however, can settle and be alleviated, if
irrigated with the wise words of Andrei
Tarkovsky: “infinity cannot become matter, but
we can create the illusion of infinity: the im-
age”’

In (Loznitsa’s] work, which is keen on hidden
detours and secret time lapses, unseen from the
main highway and the official avenue of time,
there exists something entrenched: notimpen-
etrable or hermetically sealed, like in the work of
Sarunas Bartas (a concealed influence), but dif-
ficult toaccess, insinuated from the many black-
ened frames that disconnect his images. Some-
thing trapped in the shot (the essence? The
meaning of life?) escapes, always remaining
unimaginable. “Art? Magic and darkness’, said
Witold Gombrowicz.

No external assistance then, no explanatory
commentary or voice over, only the old materi-
als: sound and image. The documentaries of
Sergei Loznitsa refuse to be subjugated to one of
the basic principles of the genre: documentation.
They are genuine and defenceless slivers of re-
ality: meteors of real life, filmed with the ab-
solutely idiosyncratic gaze of an artist who does
not interpret the world, but creates mental land-
scapes, bathed in the otherworldly light of the
Northern midnight sun.

February 2011
Translated into English: Lilly Papagianni

Notes

1. Martin Scorsese on Federico Fellini‘s work

2. Bresson, Robert, 1985 (1975). Notes sur le ine-
matographe. In Film & Omospondia Kinimato-
graphikon Leschon Elladas, Athens

3. Tarkovsky, Andrei, 1987 (1986). Sculpting in Time,
Athens, Nefeli
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Onwg oTov ovpavo €10l Kat Tn yn

Tou Epik Bividh

«0 Popnép Mnpeodv elvar éva and toug aya-
TINHEVOUS pou oknvoBérecy. 2tov dlaonaayiévo
XOPO TOU GUYXPOVOU VIOKIHAVIEP N avagopd
0€ évav a6 TOUG HeyaNous EPEVPETES TG KIvi)-
Haroypagikric popuag ev eivai kati mou ouv-
BiCerar. Xwpic va Béhoupe va edpaiwooupe
OMWOBATOTE OUYYEVELEC, HMOPOUHE, WOTOOO, Va
TIapatnpric0upE 6TI 01 0 MPOOPATES TavieG To
Yepykét Aolvitoa mapouoialouv kamoleg pop-
1IaNOTIKEG OOIOTNTES JE EKElVeS TOU YaNou
oknvoBémn. To Moprpéro (2002) kai To Tonio
(2003), Kupiw, mov emiwkovy va «anodpapa-
TOMOj00LY TO TPAYHATIKO YeYoVOg, va T aro-
0Taolomolfouy and TV €Kppacn Tov anoteké-
opatdg Tou. Xe Ot agopd ota dUo mpwta
VIOKIHVTED TOU OUKPVOD OKNVOBET, WOT600,
dev elvat o Kvnpatoypaog tou Popmép Mnpe-
00v mov pag épyetal auBoppnta oo puakd,
aN\d, paNov exeivog Tov Zak Tari,

Y tawia Sriuepaktioue éva oni (1996)
10 TalyVibIapIko HovTal Twv nynTIK@V aTolxelwy
Kal TWV HOUOIK®Y HETaHOPQAVEL TIC avwduVeC
0€kave T GouAeIdg —Tr¢ KaTaokeurg vog K-
plov- o€ KataoTaoeIG aoTeleg r yeholeg, mov yerr-
VIGCoLV 1€ T YKayK, TIC EUTPANENES OUpmepIpo-
PEG Kat TIg GANEG nynikég oTiCewg mou éxel
ee0pel o Tarl. Kivnpatoypagnpévol kupiwg e
yevika mhdva, ol epyareg Tou epyotagiov poi-
Couv e autopara, je aKavovIoTES Kat adége
KIvijoelg, mou exouv eykatahelgBel otny Toxn
T0UG KI ival 1j6n o€ avapovi) -6éyia mou ena-
vépxetal oto épyo Tou Aolvitoa- Twv anogd-
0€wv Tio mpénel va napBolv Kat va epappo-
0TOLV.

BouBéc puhoviklec |eBuopévw, akatavonTeg
Aextikéc Aoyopaylec, payari, abpdveia: oTo &p-
yordélo aurd nou vopiCoupe out dev Ba katop

Baoei moté va Spioupyroel va kanoio o1kod0-
{InHa, |ovo Ta avtikeipeva potalouv va éyouv
(wvravéper and pia eowtepikr (wrl. Autovopa
Kat adidgopa otous kaBydde kai Tig avBpani-
veq epleNi€elc, Ta epyaleia Kat ol pnyavég «xo-
pedouv» kata kuplohega e Toug Ayoug T Aai-
ki Houalkr¢, éva pnxavikd-mointikd pnahéto
Byahiévo and aMn enoy.

lapareivovrag To fma 6yioio auté Gpog, Ta
dexatéooepa kepdhaia TG Tawiag H Zwr, 1o
@Bvdnwpo (1998) avtholy and pia Aupiki
(@6ppa mov anouoiale and v mpw Tawia.
Tpugepd xpovikd Hta BoukoNikrc yng dmou ot
@vBpwrot katta {wa owv dimha-Gimha, n Tawia
glval, I’ évav ehdooova Tpomo, pia wdr o€ pia
ayporikr {wn ndvw an‘tnv onofa awpefta yia
aveinwn Beikr napovoia, mov otolyeloBeteital
and ta anenikd ykpiCa obwepa mou emoTpé-
@ouv. Xwpic 0ToH(o, aMA i pia yvrola TpUpe-
pOTNTa 0N PaTId yia Toug Kanwg ATuyoug autolg
XWPIKOUG TIou Kvnatoypagel, o oknvoBeétng
Karaypapel Tig kowotomeg mpagel g kabnpe-
plvoTTac, 6mwg 1o 0pagiHo evc youpouviod i
10 UAaypa Tou koradlov, PEpIkES yapaktnpi-
Covrat ano pia aMokotid mou bev otepeital xi-
00pop (pia katoika kanviCel éva Tolyapo, évag
akopvreoviotag emifral Aektika o€ pia aye-
Adda). H opopepid Twv ekova (twv fehobdivav
ompopaupwY Kape Tou PIAUTwY 35 mm), Ta &l
Kaotika mhdva piag navrayol napotoag eoong
— 10 Vepo, 0 Qvepog, N Katatyida, To xiovi —
gvappoviopéva pe T Cwi Twv avBpanwy kai
1wy {wwv, n nhipng kataAnyn TG agiynong
and 1a tpayoldia (1otopies avéQIKTWY YapwV
Kat eykatahewng), o xpdvog nou ouykpareial
Jié0a OTIC napareTapéveC 0exave, Tooa OTolxgia
110V Tépa and Ti ouvaloBnpatiég eEiVelS kat

i eIkal6peves UNkéG duakoNiec, umoypapyi-
(ouv, nap' 6Aa autd, pa oyéon yahnvepévng kai
€0Bupng ouvevoyric p* évav kopo fidn nakio
TIPOOPIOHEVO Va E€QQaVIOTEL.

‘Evanapépolo ouvaioBnpa, Gong apde kat
pali anwheiac, diatpéyer Tov Oikigud (2001).
Mapdho mou 1) mpoaIwvia KAToIKia, O MPWIVES
OptiNEG KaI Ta OKOTEIVIAOpEVA GWEPQ TWV TpG-
Twv 0ekdve emkahobvral ia evieAds oupavia
Kataywyl Tov kéapou, n ant évdelgn e av-
Bpwmvng napousiag evoapkdveral moAd ypri-
yopa oto &eriNiypa Twv SpaoTnpioTiTwy TG
Avaouvtayévol o éva Quoikd mepipalov
Gyplag opop@Idg, mov EEUYVETal and Tov k-
@paotikd mhotto T nxnuiki¢ enévéuang (mhn-
B)pa QUOIKWY KAl QUYKEKPIPEVAY YWV, OUYKE-
XUHEVEC KI UMOKWQEC PWVEC), 0t AvOpEC Kat o1
yuvaikeg emdidovrar oe ayporikéc douleléc.
Onwg kat oTig mponyoUpeveg Taivieg Tov, 0 Aol-
vitoa umevBupiCel Tic kvioeig g Souleldg (to
KOWIHo Twv §0Awy, To palepa TG natarag, ™
JeTaopd Tou aavou), xwpic va Eexva va kovio-
OTEKETQI 0Ta NpITovia TG adpdvelag kat T &&-
Kobpaong. Eite tpve, Eexoupddoviar i ovelpo-
noAoly, Ta mapatetapéva akivita mdva mou
OUVOJEUOLV HEPIKES (POPEC Ia aonyaven Kel-
povoyia péxpt o téhog g, Omwq yia napadeya
10 déoipo Twv manoutaiwy, §axohouBolv va
£Youv i umvwtikr enidpaan, nou Sev anéxel
oAU, napd ndoa npoodokia, and Ty napacta-
Tk Téxvn (v ad nauseam emavanyn piag
onolaodiinote kivnang). ZuvBetovrag éva ouy-
Tiav and ovelpIkéC napu@é nou PaciCetal oe &-
KOveC e evaioBnteg gwrookidoelg, o Aolvitaa,
diver undotaon, xwpic diahdyoug i) extag ka
dpov arynan, wa yakivia kowdtnta nou ote
PERTaL 0PATOTITA EKEIVN TwV VONTIK OTEPNE
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On Earth as in Heaven

by Eric Vidal

“Robert Bresson is one of my favorite filmmak-
ers.” In the, albeit splintered, field of contempo-
rary documentary cinema, reference to one of
the great inventors of cinematic form is not a
common occurrence. Without seeking to estab-
lish a connection at any cost, one can say that
the most recent films by Sergei Loznitsa and
those of the French filmmaker do share certain
formal similarities. Portrait (2002) and Land-
scape (2003), especially, which aim to take the
heat out of the event, to distance the effect from
its occurrence. Yet when presented with the two
first documentaries by this Ukrainian director, it
is not so much the cinema of Robert Bresson
that springs to mind, but that of Jacques Tati.
In Today We Are Going to Build a House (1996),
the playful editing of sounds and music trans-
form harmless work sequences — the building of
a house — into situations that are funny or ludi-
crous, reminiscent of the gags, the burlesque
behavior and the sonorous punctuation invented
by Tati. Filmed essentially in wide long shots, the
construction workers resemble automatons,
their gestures erratic and maladroit, left to their
own devices, and already in waiting, a recurring
theme in Loznitsa’s oeuvre, for decisions to be
made or to be applied. A wordless skirmish
among drunkards, incomprehensible verbal
rows, far niente, inaction, in this construction site
where one can hardly imagine any kind of edi-
fice ever being built, only objects seem ani-
mated by an interior life. Autonomous and obliv-
ious to human quarrels and convolutions, tools
and machines literally “dance” to the sound of
folk music, like a poetic-mechanical ballet burst-
ing through from another era

Prolonging this gently offbeat mood, the

fourteen chapters of Life, Autumn (1998) draw
from a lyrical form that s absentin his first work.
An affectionate chronicle of a bucolicland where
man and beast live side by side, the film s, in a
minor key, an ode to rural life above which hov-
ersan inexpressible divine presence, enunciated
by the menacing grey skies that keep returning.
Without pretension, but with a genuine tender-
ness in the way he looks at these luckless peas-
ants whom he films, Loznitsa documents hum-
drum acts of everyday life, such as slaughtering
a pig or herding a flock, some of them tinged
with a bizarreness that s not devoid of humor (a
goat smokes a cigarette, an accordion player
shouts ata cow). The beauty of the images (the
velvety blacks and whites of the 35mm film),
the painterly shots of an omnipresent nature —
the water, the wind, the thunderstorm, the snow
—intune with the life of the people and the an-
imals, the way the narrative is taken over com-
pletely by the songs (stories of impossible mar-
riages or abandonment), the way time is held
back through the length of the sequences, these
are all elements which, beyond the emotional
gaps and the presumed material difficulties, un-
derscore, despite everything, a calm rapport and
a complicit gaiety with a world that is already
ancient and destined to disappear.

An identical feeling of naive joy and loss
combined runs through Settlement (2001).
Though the primordial home, the early-morming
mists and the veiling clouds of the first se-
quences evoke an utterly celestial origin of the
world, the tangible appearance of a human
presence is very soon incamated by the activities
setin motion. Gathered together in a natural en-
vironment of wild beauty, enhanced by the ex-

pressive richness of the soundtrack (the profu-
sion of sounds both natural and concrete, the
muffled sounds of voices), men and women at-
tend to their workin the fields. Following the ex-
ample of his previous films, Loznitsa presents the
gestures of work (cutting wood, gathering po-
tatoes, loading hay), without forgetting to linger
on the tenuous periods of inactivity and rest.
Whether the people are eating, resting or day-
dreaming, the long fixed shots that often ac-
company an insignificant gesture to its comple-
tion, tying one’s shoelaces, for example, have an
almost hypnotic effect, not unlike, against all ex-
pectations, the art of performance (the repeti-
tion ad nauseam of some gesture or other). By
composing a universe of dreamlike borders,
based onimages of delicate gradations, Loznitsa
creates, without any dialogue or voice over, a
peaceful community that lacks visibility: that of
the mentally retarded. In fact, swept away by a
rustic Ave Maria, the battered faces observing us
atthe end of the film are returning the, all too of-
ten absent or distant, gaze we cast on them.
An interest in the daily work of the “little
people” and communities which occur by
chance or function under constraint, attention
paid to the gestures, the postures and the
thythms of bodies; even though common char-
acters connect one film to the other, The Train
Stop (2000) certainly constitutes a break. Evolv-
ing at the outer limits of a dream, the film —
travelers in transit are asleep in a station —
stands out for it radically plastic style and bale-
ful atmosphere. The extreme fragmentation, the
close ups of open mouths or hands that hang
feebly in the void, as if dead, the straight travel-
ing shots over limp bodies, the heavy pace: the
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vwv. lpaypati, auvenapyéva and éva pouotik Ave Maria, 1a napa-
HoPQWyIEva poowa Mou jiag napatnpoly oto TéAoG TG tawviag 1po-
nonoioly, avranodidovid pa, 1o agnpnuévo f andpiakpo PAépyanou
110AU Quxva ExOUpE Epelc anévavr Toug,

Evblagépov yia g kaBnyepivéc douherés Twv «aorpaviw avbpw-
TIWV» KA1 Y1 TIC TEPIOTAOIAKES I} MEPIOPIOIEVES KOWVOTHTEG, MPOCOY(|
10U OTPEETAL OTIC XEIPOVOEC, OTIG OTAOEI Kal 0TOUG puBoUG Twy 0w-
Jdtwv- v kowol fpwec dlatpéyouy Tig Tavieg Tov, 0 arabudg tou Tpé-
vou (2000) onpatodorel oyoupa pa prién. E¢eNaodyievn ota olvopa
100 OVEipou, 1 Tawia ~1agdicteg mov Kotpolvral o¢ evdidpeao otabo
EpIpEvoVTag To 1pévo — Eexwpilel yia t piCoonaotiki mhaoTikoTTa
NG Mpo0EyylonG TG kai Ty mbavdria atpéopaipd mg. 0 akpalog ka-
TAKEPHATIONOC, Ta KovTiva mAGva 0Ta QVOITA OTOHATa Kal 0Ta XépIa
710U KPENOVTal Aveupa oto Kevo, 0av vekpd, Ta evbuypappiopéva 1pd-
Behvyk navw ota kataPephnpéva odpata, o fapls pubpoc: ta mdva
dovolvral ano i pakaBpia éviaon mou LNOVOEi TO XWPO EVO Ve-
Kpotopeiov, ota aovopa T Biveeo apr (The Act Of Seeing Tov Ztav
MnpakarC). Kai mpaypiarikd, timote O¢v joiale| meIoooTEPO He WA
and éva owpa nov koiudral. AnBapyiki euneipia and odpkeg mou
OTOIYEIWVOVTAL M TIG EKTMVOEG TwV avanvowV katTa oviopata Twv ev-
TO}wv- Bavdoiyiog piaNmg f moNIKI} jieTagopd piag mapahupévng xo-
pag;

Ot ki av eival, 0 arabuog tou Tpévou, deiyvel Tv anwela piag
aBwornrag kat blakomTel T oxeTKr apyovia petadh Twv avBpdnwy kal
TOU KOO0V TNV 0Tiofa 0KIaypagoUoE 0Ta MporyoupEva épya Tov.

To floptpéro (2002) evioyel autr v eviomwon. To «iokipevia-
ploTiko DO TWV EIKOVWY TWV AYPOTAV KAl TWV TERVITAV Mov ola-
POLY OTO QUOIKO Toug nepIBaMov dev pmopei va v ag BupiiCe i Tu-
nooyie¢ Twv moptpéTwy Tou feppaved Aouykouot Zaviep otov
iaonohepio, f IS pwroypagies e Awpobéag Advyk, mou Tpapiyt-
kav petd and napayyehia g Aoiknong Aypotikii AopdAetac yia va
Kataypayouy Ty aypotikr Apepikr ota xpovia tng Yoeong. Mnpo-
oTIveG MUelg, Enegepyaciiévo aompopaupo, Eotiaon, mpoaoxs OTig
hermopépetec, o1 amoxpwoelC kat ot dlaPabpioeic, aioBnon didpkelag,
0€1pa: Ta optpéta autd, otepnuéva and 1o Adyo (aMd oyt and Toug
flxouc) apanéumnouy, xapn oto puBo Tou povidl Twv ekave, oTov
T0ix0 )¢ ykahepi 1y ot oeNibomoinon Tou BiAiov g ékBeong. Eral
0w Tépvetal ano padpe 0BoveC, and eIKOVES KaTEOTpajpEVWY O~
TIwv, and mdva peavoxpwpwy LAATWY Kat OKOTEVWY TomwV e évav
£EMpEOloVIOTIKO TpOMO, 1) Tawvia anokahomTeL, mépa and Toug xapa
KTPEC TIow aKwvnTonotBnkav and n pnyaviki kataypagr), jia Kate
OTPAYHEVN IIEPLOXT) OMOU AVTEVOUHE TNV TpayuTnTa TV UU\'G!]WV me
omapénc. Ki b, niong, dev unapyouv Aoyia, ala éva mhololo nyn
TIKO nedio pe Geonaopara kpavywv kai didgpopous akaBopiotoug fxoug
Jiéa oTou omoloug doveltal o KIvnpatoypagoc,

Avouyla, anwAeia Twv onpeiwv avapopdg, kpion, n Pwola Tov
BAQVTIHIP [lobTIV APEIOQPUEL |IE Tr) HOPPN LOATOYPAYPNHATOC OTO /0

)03). AykahiaCovtag e pia povadikr mavopapiki kivnon éva
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shots throb with a macabre tension suggestive
ofamortuary, at the furthermost limits of video
art (The Passing by Bill Viola) and experimental
cinema (The Act of Seeing by Stan Brackage). In-
deed, nothing resembles a corpse more than a
sleeping body. The lethargic experience of flesh
haunted by the air being exhaled and the hum-
ming of insects; a morbid nightmare or a polit-
ical metaphor for a paralyzed country?

Whatever it is, The Train Stop indicates the
loss of a certain innocence and shatters the rel-
ative harmony between people and the world
outlined in the previous films.

Portrait (2002) reinforces this impression
The “documentary style” of these images of
peasants and artisans posing in their natural

environment s in no small way evocative of the
typology of the portraits by the German pho-
tographer August Sander during the interwar
years, or the photographs of Dorothea Lange,
commissioned by the Farm Security Adminis-
tration (FSA) to document rural America during
the Great Depression. Frontal shots, processed
black and white, attention to detail, focus, nu-
anced gradations, a sense of duration, series:
these portraits, deprived of speech (but not of
sounds), by virtue of the pace at which the se-
quences have been edited, refer us to the wall of
a gallery or the lay out of an exhibition cata-
logue. Intersected by black screens, images of di-
lapidated houses, shots of charcoal black water
and darkened land in an expressionist fashion,

Aptéd/Artel

the film unveils, beyond the characters frozen by
the mechanical registration, a devastated terri-
tory, where one can quess at the harshness of
the living conditions. Here, again, there are no
words, but rather a field of sound rich in shouts
and varied murmurs in which cinema resonates.

Anxiety, disorientation, crisis, Viadimir Putin’s
Russia insinuates itself like a watermark in Land-
scape (2003). By embracing in a single panning
shot a crowd of unknowns who are — still and
always will be — waiting in front of a terminus
for a hypothetical bus, Loznitsa makes heard the
chronicle of an exhausted country. Alcoholism,
violence against women, the war in Chechnya,
military power, etc., the endings of phrases,
scattered along the soundtrack like punctuation

13th Thessaloniki Documentary Festival
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nhjBog ayvwotwv mou nepiévouv-aévaa-
Jinpootd and éva otaBpo Aewpopelwy éva uno-
Ti0¢yevo Newgopeio, 0 Aolvitoa napouoiddei 1o
XPOVIKO piag e§avihnpévng xwpac, AAkooAiadg,
Bla kard v yuvaikay, noepog oty Toetoevia,
1 otpatiwtik e§ovoia kKA., Ta TéAY TwV ppd-
0€wv dlaokopniCovial oav onyiela otiéng o€ oA
10 1apKeta TG nxnTIkG pnaveag dnAwvovtag,
dlakpitika, Ta priypata evog yaotikol ouoTAHa-
10¢. H akpiBeta tou povrdd kat tou piéad tov
NXNTIK0D UNIKOD €vepYOMOIEL TIG OYEOEIG ThG Hov-
olkotnrac (nxdypwpa, Tvo, évtaan) avayeoa
ota noManhd Bpavopata Twv GuVAV o ov-
VEVIVOVIaL yia va dnjitoupyraouy pia yopwbia.
An'autiv v Aapnepr mohugwvia pag épyovtat
olavrirahot pag yng eykatahehelppiévng, omou o1
1o adbvayior duokohetovrat va emdjoouy. Kar'
QUTT TNV EWOLd, JE TIC TIQVOTITIKES OUVEKBOKEG
g nou BupiiCouv To xpo piag puAakrc, f, 0'éva
aN\o kaBeotag exovav, je Tic anpopeneq Aj-
eic piag TAemapakohouBnang, n emoy) Mg
TIvopayIkrG popHac exppdlel kahd To Kale-
0TWG TG avopiag piag katd 1a AMa dimokAer-
duwjtévng kowawviag.

EK0¢ a6 v moidtnTa g NXNTIKIG Epya-
ofag mou Sope Tov Adyo 0To ¥wpo T avana-
paoTaon, n Tawvia elvat eniong pia eKMANKTIKT
mvakoBrikn npoodnwy. Av 1o Mloptpéto ava-
QepOTaV O€ Jia ano TI¢ onpavikég TAOELS TG
(pwTOypagiag TV VIOKIPAVTER TOU [eaomohé-
{iov, To orio, yié T Xpwpatikr Tou naAéta Kat
10 7IPO0WNA TOU, KIVHATOYpapnHéva oav yw-
poug «uPnric povagide BupiCel neploadtepo
TOV QVIOUXO HOVTEPVIOPO TWV NPWWY ToU Av-
TOVIOVI, Ta «ploviéha» Tou Popmép Mnpeady, 1,
0 KOVTA 0€ €pdc, Ta peydha pwroypagika
(OPHA, TI EVIENQS anooTepnpéves and Kabe
(uyohoyia, Tou yeppavol kaAhiréxvn Topag
Povg. H aiypah@tion g duvatotnag evog
1IpOoWNOoU 0€ OAN Tou T yOpvIa, 1 GOMRUN TG
KpUNC e10BoAr¢ Tou -kai oyl TG ovoiac Tou-,
10 va 10 PAénouyie va e§agaviCetal péoa otny
tay0tnta g kivnong oav dAuto aiviypa, oav
£va Yapaktnplotiko miou e€aheipoupie: auro &l-
val, hoindv, 1o wpaio aoBntikd kar moAriko
atoixnua tou forriov

Emotpégovrag otov Kvnpatoypdgo Twv

NPWTWV XPOvwy» ano Tov onolo otnv ovala

dev anoyaxpuvopaote noré, Hgpdunpika (2004)
glvar kari nohd napandve and éva anko vioki-
Havtép yia T bouhetd oto epyootdoio. Eve
1awia napovoidCel ndpa noMd eikaotikd otor-
¥ela o€ oxéon e T Guokohia Twv pyaciay mov
nipénel va exteheatoby, £rol omwg uhonoieftal
Kuplw péoa and T pnavir enavanyn twv
yelpovopcy, dev Aeet inota, avtiBea, yia Toug
QY(VEC Kal Yia TIG 0uyKpoUEIG ou mavra Aap-
Bavouv ypa o' éva Tétolo épog. Zyediaopévn
¢ dimuyo, N Tawia anapviéral EoKeppEva TO
A6yo, atous avrinodec vog naykoopiomoiniévou
0goug kai Tovou mov oTnpicetat oty unepoyr
TG OUVEVTEUENG, TG aIiynong €KTog kadpou
Kat Tou oyoNaapol mou aToxebouy oty dpean
kaBodriynon tou Bearr. Onwe oupBaiver ovyva
otov Aodvitoa, n didpBpwon Twv mhdvwv Kat
TV NYNTIK@Y oTolyelwv dlatnpei v ekeubepia
TG 0€ OYE0N e TNV Kataypagi ¢ mpaypart-
kotntac. Omwg kat ota mponyoUyieva épya Tou, To
mpaypariko eivar € éva ebmhaato UAiko mov
Jmopei va perapop@wlel and v Kivnjatoypa-
1k dladikaoia, pe Tov ibto Tpomou mov évag
yhorrTng divet poper any dpopgn VAN

H Kuptapyia Tou opatou kat Tou aKouoTIKOD
évavrl To AektikoO amokd, ot Odunpika, éva
N\o ebpog mov otnpiCeral kupiwg oty €eped-
vion Tou éyxpwiou @y kat oy avadinan
Kawoupylwv xpovikotitwy. H gon kat n mot-
0TNTA TwV QWTEVGY TMywV (Tou anouaialouv
ano Ty mpwn mpagn), 01 aMoyPAOEIS TwV Xpw-
HaTIOTWV (paopdTwy, ol Aemopepeic auvBéoei
TV Ka6pwy, N nxnIk névduan ota pia Tou va
anotehel ouyKekpIpévn HOUOIK, 01 SldpKELEC
Jié0a OTIG omoieg Kataypdgovtal ol KIVAGELC: 0
oKnvoBEtng ouvBetel, e ) AimA éwvola, Eika-
OTIK| Kal HOUOIKT), Tou Gpou, jia oelpd mAdvwy
HepIka an’ ta omoia pag Bupilouy TV Kov-
otpoukTiBloTike Cwypagikr xat T mpotinon
TG Y10 T PNyavi) Kat T yewpetpia twv potifuv
11][¢

Evwon g «eikévag-ypovoun (tou Kivnpiaro-
ypacou) e n «pdppa-nivaka» (tn (wypagiki),
1 @dumpixa avoiyeral otoug tiyyoug Tou gavia
0lako ka1 T puBomAaoiag ki auto pag entpé
1€t va avahdooupe Kat lowg kat va katahdBouye
KaAUTEPa, amo pia nio awoBnnpiaks okomd, Ty

aixuaAwoia Tov avBpwmou and m pnxavr). YAka
o€ <N, Ppoxr) and Kokkivwnoug omvenpec,
0U00WPELON ApopewY anoBAfTwy, 0 mpokexT-
K¢ QuTog kOopog, poiadel npdypam e peimo
e medio payng. Xe éva mepipaMov mou Bupiler
apyxaikoug xpovoug  To OUMQY PETa TV mupn)-
VIKI| Kataotpo@n, ot GvBpwnot poialouv e av-
Topata. Ahahol, akivTonoinpévor ano Tig
VEC TTOU TOUC £Y0UV KaTaKupieoel, ex@paouy

Xa-
Jié0a an'Tov napaoylopo Twv epyact 0
vaioBnpa kevo, piag napadevng kat avnouynTi-
KNG povagac
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marks, declare, with feigned indifference, the
flaws of a chaotic system. The precision of the
editing and sound mixing establish links of mu-
sicality (timbre, pitch, volume) between the
multiple fragments of voices that come together
to form a choir. It is from this starry polyphony

that

we receive the echoes of an abandoned

and, where the weakest struggle to survive. In
§ sense, with its panoptic connotations that

€VOKe a prison or, In another system of Imaqes,

10ts of telesurveillance, the choice

the
NnE

form expresse

s very well

ety which is, otherwise

To puw tov Boppd / Northern Light

interwar years, Landscape, with its colorful
palette and its faces filmed like spaces of “higher
solitude”, evokes more the anxious modernity of
Antonioni's characters, Robert Bresson’s “mod-
els”, or, closer to us, the large photographic for-
mats, devoid of any emotion, by the German
artist Thomas Ruff. To capture the possibility of
afacein all its nakedness; to seize its furtive ir

ruption, and not its essence; to watch it disap

pear in the speed of the movement like an un

solved riddle, like a trait that is erased: that is

indeed the excellent aesthetic and political we

qer of Land

carried out, illustrated especially by the me-
chanical repetition of gestures, it tells us noth-
ing about the struggles and conflicts that never
fail to arise in such a place. Conceived as a dip-
tych, the film willfully retreats from speech,
contrary to the alter-globalized style and tone
that rest on the predominance of the interview,
the voice over or commentary in order to quide
the viewer with a firm hand. As is often the case
with Loznitsa, the articulation of the shots and
the elements of sound takes liberties with the
registration of reality. In tune with his earlier
films, reality here is a malleable material, sus-
ceptible to being transformed by the cinematic
process, just like a sculptor gives shape to raw
material.

The primacy of the visible and the audible
over the spoken takes on, in Factory, an added
scope, related mainly to the exploration of the
color film and the search for new temporalities.
Nature and the quality of the luminous sources
(absentin the first act), nuances of ranges of col-
ors, the meticulous composition of frames,
soundtracks bordering on concrete music, the
durations in which gestures are filmed: the di-
rector composes, in both the pictorial and mu-
sical sense of the word, a series of shots, some
of which are reminiscent of constructivist paint-
ing, with its taste for machines and the geom-
etry of its motifs.

A combination of “images-times” (cinema)
and “form-tableau” (painting), Factory exposes
itself to the vertigos of the imaginary and the fic-
tional, which in turn allows us to analyze and
perhaps better understand, from a more sensory

angle, man’s enslavement to machines. Mate
rials in fusion, reddish sparks raining down, ac
cumulation of formless waste, this pre-speech
world indeed resembles a ruin or a battlefield. In
an environment that evokes archaic times or a

people appear like au

post-nuciear un [

tomatons od to their devouring ma
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0 010npodpopkd¢ oTabpog

100 2€pC Mepdv

0Otav o Unvoc jiag Oev eivar napd éva pdm
Jéyt~tmvoc-nBonotog mov maiev/..
Tkevavn Aiyl!

du Réel o Mdprio Tou 2004, 0 Zepykél

Aolvitaa o dinyrABnke pia matbiki Tou
QUAVNON TIo QOTENEDE T0 vauapiayla Ty pi-
KpoU prikoug Tawia tov 0 oTabudc tov Tpévou.
Mia popd, mou o1 yovei¢ o ki exeivog tagfbevav
VUXTA € TO TPEVO Yia va EMoKepToly T yiayid
10U, avaykdoTnkav va katéfouv o' évav anopo-
VWJEVO Enapy(ako oTaBo Katvamepipévouy ke
10 Tpévo avrandkplong. Otav umrkav jiéaa, Aol
koipovrouoav. H oikoyévela éguye an’ v ai-
Bouoa avapovii mpw Enpepwoel, iooKoly-
opévn. «AtoBavoyiaotav oav va (oboayie o€ pia
@GN\ npaypatikdTnTa, o€ pia Katdotaon petagh
Omvou kai E0mviou. Mia dBuoaog xipide Tig 6bo
Qutéc kataotdoeley, Bupdral o oknvoBétng.

Mg kvnuatoypaqei Kaveic Tov ivo; Ta Kol-
popiéva o@para napadidovrat oto fAEppa o pia
katdotaon evBpavototmag kat auyvd odbvng. To
om0 Bearric Toug maparnpel, Tou pokale éva av-
TIpaTKG ouvaiobnya, cav va mpoKeral yia jia
@vopn npdén, jia kakoriBn mepiépyela. Noao paA-
AovTiou Toug KoiIopévoug avBpawnoug éxel gépel
iai To Tuyaio €voc Tagiblov iéoa an'Tic KAELOTEC
nopreg iag aifouoag avagiovric. O auyypwTIopg
To ywpou Toug avaykaletvandpouy dBohe, fa-
0QVIOTIKEC OTAOEIC,

0 ywpog autag, dev avrimpoownelel TENKa Tov
nipoBiahayio Tov Bavatou, Ty KoWOTTA TWV 0W-
{drwv mou Tupawvidvial and T é§odo;

Kanolol kaN\iréyvec éepav nw va petagpd-
(ouv mapoylole¢ kataotdoel; anogelyovrag Tig
ouvenakohouBec nayideg kai npoxahvrag, avri-
Bera, otov avayvaorn A 1o Beatr), To ouvaiobinyia
riou mpokahei n Béaon g Bvnrig opoppIdc, yiava
enavahaBoupe v ékppaan Tou dyyhou mointr
[Cépapvt Mavhe Xomkive, Mou épyetatoto puakd
0 yAbrmng Xévptr Moup, 6tav oxediale, To 1940,
10u¢ AovBpéCoug va Koio0vTal 0To HETpo Kata T

Z € o ouvéviedn yia To meplodikd Cinéma

didpxeia twv agporopikiv Poppapdiopwv. 0 ap-
Jiévn oknvoBiétng Aptapadvr Meheotdv kvpato-
Ypdqnoe yie dlabyeta Kar ayann Ta Koipiopéva
ipdowna Twv EmBarav evog Tpévou mou Toug §a-
vapépvel ot xopa toug (Fin, 1982).

TNV TIpWTT To QUTH Tawvia pikpol PrKoU, e
Titho 0 oTaduds tou pévou, 0 2epykél Aolvitoa
€€EpeuvA évav oplakd ypo péaa and e€aloteg er-
KOVEC TIG OMoieg To 0KoTAdI Kal To Qg owval-
dogovtar. O Ba kavel kal oTiG EMOpeveC Tawvieg
T0U, 0 oKnVoBéTne emhéyel va kivnpatoypagrioel
J0vo éva y@po, v aiBouoa avapovrig evdg otab-
100, GUVEV@VOVTAG ia KovatnTa g petaBaong,
TOUG KOIHWHEVOUG, KaBwg mepiévouy TV auy
o 6 péper T dpin Tou Tpévou.

Kinuatoypagel pe napatetapéva mhava-oe-
KQVG TOUG KOIUWHEVOUG, HOVOUG I O IKPEC Od-
de¢, Ta mpoowna 1 Ta 0WHATA TOUG, TIC KIVIOEI
Toug nou méte-note (wvravebowv TV akwnaia
T0UG,

0 riyoc elvat €€aou onpavTIkGG e T lkova,
av 0yt meploaotepo. Eite mpokeral yia 1 ogu-
PIYHA TOU TPEVOU Kal TO OTPiyYAIOHA TwV TPOYWY,
ToTpi€Ho an'tig moprec, 1o BpuxnBHO Tou avépov,
€{T€ Y10 TIG QVANVOEC, TOUG QVAOTEVaYHOUG Kl TOUG
Aerrrol¢ pdyxoug. Ot BopuBol Slamepvouv To ukvo
0KoTddt kat v okipTd, (wviavi).

Me Tov 610 Tpmo, AhNd, e TO GG, 0 OKVo-
Béng gépvel ot pviun Tov 0§udepkr Beard To
TIEPACHA TwV ENOYWV KAl TV QMOHOVWHEVN al-
wviTnTa péoa oty onoia elvai fublopévn n ai-
Bouoa avapiovric kat ot Kol@pevoi TG, v apxi
TG Tawiac, akobje To Tepémiopa Twv TdiKiav Kal
10 BounTo evo¢ EvTpoU éoa ato akotddl. X ou-
végela Eebmaveral jia pouoikr oupgwvia Bo-
pUBwvov BupiCouv o VoMo, To Yelpdva, T
Bpoxn kat ) Blaidtra Tou avéiou.

01 neploodrepol TagIOIWTES KololvTaL Kou-
Aouplaayiévor. MipoanaBodv va nipoatateutolv ané
TOV QUYXPWTIOHO HE KIvijoelS eyahng éviaong
Mepikéc popéc poidCouv va umogépouy. Evag ve-
apoc eBvogpoupdg kodtal e 1o kegdh ywiiévo
avapeoa ota yovard Tov. Ta owpaTa TwV KO-

opévw katpakuhoo o1o kevo. Evac dvbpac ypr-
oiponotel w oTrpiypa éva Eokvo raykdk..

Kdfe popd mou évac koipiopévos akoupnd to
dimhavd Tou oTov Gmvo Tou, apéows anopakpive-
Tal, J€ ia anetopn Kivon.

H aiouoa avapovric eivar évag y@po pova-
§dc, §agvikd Opiwg 0 oxnvoBémne ouMapBavel
TV AGYN Twv QVOVUHWY YepIaV Hiag opddag
Kolgliopévey avBpanwy, 6pioia e Tov appd piag
divng.

To BAéppa emkevipdvetal ota kepdhia Twy
Kopopévwv. Evac nhikiwpévog, e pardkpa nou
MV QuTooTepavevouy Aiyootd Aeukd pakhid,
KpUPe! To pdownd Tou Héoa oTa xépia Tou, ou
éyouv kataotpagei and T Gouleid e T v, 1@
dayTuNd Tou efvar doynua podiaopéva.

Tva mardi koidrat e o ket piypévo miow,
e To oTopa Ehagpd avoiytd. Ta pahhid tou éyouv

KoMrioet an'tov paa. H kdyiepa pedyer oryd an’ :

10 p6owWNO Tou Kat kateBaivel yia va otabei ato
0WHa ToV ToU €ival GQMVWEVo avapea ota yo-
VATa TG HNTEPAC Tov.

Evag Gvdpac e aparr yeveidda koipdral e 1o
XEP! AKOULMIOHEVO OTO éTWNO Tou. Avanvéel e
duaxoNia, agrvovrac éva ehagpu poyyo. Mia yw-
PIKI} §unvd, nepud To XEpi TG 0To Mpdawnd TG,
Taktonotei To pavtili oo Aaid Tou kai §avakol-
JdTal apéowg.

H dladox) Twv MopTPETLY TWV KOWWYEVWY
avBpanawv ag mpokalei éva auvaioBinya oav va
&xel pmer n vixta oto Aéppa pag, oav va youpe
§aquika peagepBei owpatikd o'autr m Sedrepn
(wry mov €ivaiTo dvelpo, 01 MOPTEC Tov amoiov pag
xwpiCouv and Tov adpato kdapo, nwg mioTeve o
Zepap vie NeppBal.

Metdgpaan: Zwi-Mupta PryonodAou
IMAGES documentaires, ty. 50/51, 10-20 Tpignvo 2004

INUEWOEIS
1. Festivités d'hiver, jeragpaon and 1a pworka and Tov
Léon Robel, Les Editeurs Frangais Réunis, 1978
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The Train Stop |

by Serge Meurant

When our sleep is nothing but an eye / no —
sleep-actor acting/...
Gennady Aigui'

film festival in March 2004, Sergei

Loznitsa told me of a childhood memory
that gave him the idea for his short film The
Train Stop. On his way to visit his grandmother
on a night train together with his parents, they
found themselves having to get off at an solated
station in the countryside and wait there for a
connecting train. When they arrived at the sta-
tion, everyone was already asleep. The family left
the waiting room before daybreak, half asleep.
“We feltas if we were living in another reality, in
a state between wakefulness and sleep. There
was an abyss between these two states," the
filmmaker recalled.

How does one film sleep? Sleeping bodies
surrender to the gaze in a state of vulnerability
and, often, suffering. Contemplating them pro-
vokesin the viewer a feeling of annoyance, as if
it were an indecent act, something done out of
morbid curiosity. Even more so when those
sleepers have been brought together by a
chance journey within the closed doors of a
waiting room. The lack of privacy of the location
obliges them to take on uncomfortable, tortuous
poses.

Afterall, doesn't this place represent the an-
techamber of death? A community of bodies
tormented by their departure?

Certain artists knew how to translate similar
situations by avoiding the consequent traps and
by arousing in the reader or the viewer the emo-
tion evoked by looking upon mortal beauty, in
the words of the English poet Gerard Manley
Hopkins. The sculptor Henry Moore comes to
mind who drew, in 1940, Londoners sleeping in
the Tube during the air raids. The Armenian film
director Artavazd Pelechian lucidly and lovingly
filmed the sleeping faces of passengers on a

During aninterview at the Cinéma du Réel

train to the country (The £nd, 1982).

In his first short film, The Train Stap, Sergei
Loznitsa explores a state/limit through sumptu-
ous images in which darkness and light har-
monize with each other.

As he will do in subsequent films, the direc-
tor chose to film a single location, the waiting
room at a train station, gathering together a
community in passage — the sleepers —as they
wait for dawn and the arrival of their train.

He shoots long takes of sleepers, alone or in
small groups; of their faces or their bodies; of
movements that sometimes animate their im-
mobility.

Sound is equally important as the image, if
not more so. Whether it be the whistling of the
train and the roaring of the wheels; the grating
of the doors; the howling of the wind; or the
sound of breathing, sighing or wheezing. The
heavy darkness is broken by noises and the night
stirs, coming alive.

[tis in the same way, but by using light, that
the film director evokes, for the perceptive is-
tener, the passing of the seasons and the insu-
lar eternity in which the waiting room and its
sleepers are immersed. In the beginning of the
film, we hear the stridulation of the cicadas and
the drone of an insect in the darkness. This
evolves into a musical symphony of sounds
evoking autumn and winter, rain or the force of
the wind.

Most of the travelers are sleeping folded in on
themselves. They're trying to protect themselves
from the lack of privacy by extremely tense
movements. At times it is as if they're being tor-
tured. A young militiaman sleeps with his head
between his knees. The bodies of sleepers top-
pleinto the void. A man braces himself against
awooden bench

Whenever a sleeper brushes against his
neighbor in his sleep, he immediately sits up
straight with a jolt.

The waiting room is a place of solitude, but

suddenly the filmmaker captures the flash of
the anonymous hands of a group of sleepers
like the foam of a whirlpool.

The gaze concentrates on the heads of the
sleepers. An old man, his baldness crowned
with a halo of wispy white hair, hides his face in
his hands which have been ravaged by working
the land, his fingers severely gnarled.

A child sleeps with its head thrown back, its
mouth slightly agape. Its hair sticks to its brow
with perspiration. The camera slowly leaves the
child’s face and moves down, focusing on its
body wedged between its mother’s knees.

A man with a sparse beard sleeps with his
hand on his brow. He's having difficulty breath-
ing and emits a slight rattle. A peasant woman
awakens, passes her hand over her face, read-
justs her scarf and goes straight back to sleep.

The succession of these portraits of sleepers
arouses in us a feeling that the night has entered
our gaze, as if we have been suddenly physically
transported to this second life which is our
dreams, its gates separating us from the invisi-
ble world, as Gérard de Nerval believed.

Translated into English: Mary Kitroeff
IMAGES documentaires,
n.50/51, 1st-2nd Trimester 2004

Notes
1. Festivités d'hiver, translated from the Russian by
Léon Robel, Les Editeurs Frangais Réunis, 1978. (When
our sleep is nothing but an eye / no — sleep-an actor
acting...)
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H mohiopkia

¢ Mokiva Mnapokopa

oo kat o1 méplopiopiol Twv oknvoBe-

TV 0T0 XEIPLOO TWV KIVNHATOYPAGIKQV.
m\Qvwv (Tou Kivnpatoypagikod uNikod ano) evog
ioAépiou; H Bewpoupievn mpoéNeuon g napd-
Goong autrg eivat Ikavr| va pag §agviaoel e Ty
gawopeviki T abwdtnta, «to npwro napd-
detyya avanapdotaon nedfou pang nou Bew-
prinke we aAnBivo eivar paMov n Tawia The
Battle of Santiago Bay (1988) g etaipeiac Vi-
tagraph. O kwnpatoypagiotric, AAumept E. X6
elxe Tagibéye oty KobBa ka elye Tparicel pe-
pikd mhdva TG mpaypaTikdtrTac, 6tav owg To
glnav 0Tl Gev frav apKetd dpapatikd, exeivog
€KaVe flla YEOTIKN avanapdotaon Tng payng
Xpnotponoiwvrag pia deSapevr) vepou, yapto-
vévia nhola kat kanvo ano Ta Tolydpa Tov ov-
vepyeiou (Chapman, 2008: 36).

AvapiBunta KivnatoypagIka épya éxou ép-
Be1 éxtote avtipérwna pe 1o moAdmheupo mpo-
BAnpa g auBeviikri avanapdotaon Tou noké-
iou. TompoBhnyia dev éxel pikpuvet e To ypovo kal
{nopoUe va Bewpriooupie 0Tt diapoppvel TV
eNoyebovoa emotnpohoyia TG moAd gnpiopé-
viiG Tawiag Tov Zepykél Aodvitoa, AmokAeigudc.
2TV nepimwon Tou, wotoao, 10 Béjianepimhéke-
Ta1 and v emmpoobern didotaon TG apgion-
llag; eKTOC Q1o 6T MPEMEl va avTIETwNioE To
EPUITN}IQ «T1 0UVIOTA pia auBevir| avanapdotaon
ioképou;» 0 Aolvitoa nipénet va aviene¢éNdel oty
TipOKAr01) 10U Va QvaKaTAOKEUoE! avabpopikd T
{0TOPIK YE/OVOT, 10 KQI TO VIOKIIaVTED TOU YU-
ploTnke 55 xpovia petd o yeyovdc. H povopayia
10U oknvoBém pe Ty lotopia elvar ouvBemn: o
Nolvitoa npénei va avayvwploel Ty e€aipenika

|—| OIEG JMOpE( va Eival o1 OTPATNYIKES, 01 I~

Katakeppatiopévn glon Tou ukikod rou iye Tpa-
Bnxrel yia To Kivnuatoypagikd €idog kinosbornik
[2.TM. kvnpatoypagiko mepiodikd] To 1941-42,
mipéneLva avtimahé el tig 1doeic ohokAnpuwiopiod
6 18eohoyikric Aoyokpiata g Mohopkiag Kat,
1110 0NavIIKO, va Uneppei Tic avTIKpoUGHeveg ma-
poppael e pvAung e Mohopkiag — téo0
€KiV Tou emiyiével atn dlaypar] Twv Tpaupiat-
KAV €lkOVwY, 600 Kal EKeivr mou anartef pia ene-
&nynuatik) agriynon nou Ba enéBale éva opya-
VWTIKO 0UVEKTIKO TAQ(010 OTIC KATAKEPATIOEVES
exOnhdoeig g lotopiac,

0 AmoxAetadg Tov Aolvitaa, napouoidlel
Ja o€lpd pavopevikd Tuaiwv yeyovdtwy and
v noNopkia tou 1941-44. 0 axnvoBém Bprike
T0 OY€TIKO LNKO dlaokopmiaiévo va padelel
oKovn oe d1agpopa apyeia g Ayiag Merpoumo-
M. NopiiCw mw¢ moN\d and Ta eupriata mov
enéhece va oupnepdBel oty Tawia eivaitaAo-
YokpIpéva anopeivapia e Mdyng tov Aéviy-
Kkpavr (1942), Tou Bacikod Kwnpatoypagikod
£pyou g emionung mponayavdag yia v Mo-
Mopkia.? Eyoupie T andvia eukaipia va niapako-
AouBrioouyie T Aoyikr TG akpwnplaoTIKAG €p-
yaoiag TG Aoyokprikig pnxavic: n oulimen
iou ékavav yia t Mdyn tou Aévivykpavt otnyé-
Te¢ Tou KuBepvwvrog koppartog (Zvidvog, Mon-
k0@, Kouvétao) éxet dlaowBel oe éva otevo-
YPQNYEVO Eyypago.

Otnporewopevol Topieic BeNtiwong, alppwva
e TNV e€apeTika Baplvouaa yvapn Toug frav ol
axohouBol. Katapyac, n éMen ouvoxrc kat n
anouvoia kuplapxne a@rynong: «ta eneloodia e
Tawiag éxouv ouvdedel petald Toug pe xawdn
Tpono. Oéhouy va bei€ouv éva xwpo ~tny oAy

iou kaBapiCetai- kat peranndolv o évav Ao,
Htawia potaler p' évav tepdatio aytapyd. Oho-
KApo To €yyeipnua npénet va blapoppwlel wg
éva olotnya ... eni Tou mapdvrog bev undpyel
aprynon €toc kadpou —pia Tétola agfynon
Ba e€nyouoe moMd!» Aeltepov, n unepagBovia
TV GPIKIOTIKGV AeTTopepEIdv: «Z€ 6T apopd
Tamapata—niov odnyodvra; Aev vopiluw om ei-
vai avaykaio va efyvouv 1oa moMd... Ba kara-
Niget o unepBohiég duakohiec. Eva kateatpay-
iévo KTipto, mov 10 éyel KuKAWOEL N puTid, OAa
€ival kahuppéva pie mayo, ot dvBpwnor ogedov
dev pmopotv va kivnBouv kai n évomhn avtiotaon
dev paiveral... H {nuid umeprovileral omy Ta-
vian. Kattpitov, To «éppiovo» evdiagépov yia Ty
devonaBoloa opop@Ia TG moANG: «To Bépia Twv
pvnpeiwv npénet va anogeuyBel —yiari ev eival
1600 Ta pvnyiéia nou mpénet va deryBoly, oo To
(wvtavo Aévivykpavr (Fomin, 2008: 210-11).

€\ dexaerieg pevd v kpion autd kaiig Ao-
YOKpITIKEC Eneppaatic mou akohouBnoav’ o Aol-
vitoa npoUpynoE Jia Tawia mou avatpenel pi-
(Qika Toug Kkavoveg kai Tic mpoodokie Tou
Yopietikol fjBoug yia v avanapdotaon e
MoNiopkiac. O diké¢ Tou AmoxAeigudc emikev-
Tp@veTal aToug o a@dpnToug Tomoug {wig oy
riohiopknpévn oA —8pdpiol yepdtol mapara,
Newgopeia kat goprnya kaAuppéva and nayo,
avéAmdec amoaTolég yia v eebpean vepol
Kat Ywitov- 0 oknvoBétmg napaxohoubi e ou-
vaioBnpatiki katavonon i aMayéc oty &r-
KOva TG MOAC —Tnv €§a@avion Twv pvnyeiwy,
10 QVaYWYIAT Kal TI TPoadyelg, «mAnywpévan
and Toug aotapamrous BopBapdiopou kat 1
0QUPOKONNHQ

ety mean
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The Siege

by Polina Barskova

What might be the strategies, aspirations and
[imitations for film directors manipulation of
war footage? The alleged paint of origin of this
tradition may well strike us with its seeming
innocence: “The first example of a battlefield re-
construction passed off as the real thingis prob-
ably the Vitagraph Company's The Battle of San-
tiago Bay (1898). The cinematographer, Albert
E. Smith, traveled to Cuba and shot some actu-
ality footage, but when it was considered not to
be dramatic enough Smith faked the battle us-
ing a water tank, cardboard ships and smoke
from their cigars” (Chapman, 2008: 36).
Countless cinematic works have since con-
fronted the multifaceted problem of the au-
thentic representation of war. The problem has
not diminished with time, and may be seen to
form the underlying epistemology of Sergei
Loznitsa’s much acclaimed film The Siege. In his
case, however, the issue is complicated by an ad-
ditional layer of ambiguity: as well as facing the
question “what comprises the authentic repre-
sentation of war?"Loznitsa must rise to the chal-
lenge of reconstructing historical events retro-
spectively, since his documentary film is made
some 55 years after the fact. The director’s duel
with history is complex: he must acknowledge
the highly fragmented nature of material shot for
the genre of kinosbornik in 1941-42, he must
fight the totalizing desires of the ideological
censorship of the Siege and, most importantly,
overcome the conflicting urges of Siege memory
~ both that which insists on the erasure of trau-
matic images and that which requires a sense-
making narrative that would impase an organ-

izing frame of coherence on the fragmented
manifestations of history.

Loznitsal’s The Siege presents a series of seem-
ingly random episodes from the siege of 1941-
44.The director found these materials dispersed
and collecting dust in various Petersburg
archives." | would suggest that many of hs find-
ings chosen for inclusion are the censored re-
mains of the Battle for Leningrad (1942), the
main cinematic text of the official propaganda of
the Siege.” We have a rare opportunity to follow
the logic of the censoring machine's mutilating
work: the discussion of the Battle of Leningrad by
the leaders of the Party government (Zhdanov,
Popkov, Kuznetsov) has survived in a shorthand
record. The suggested areas for improvement,
according to their highly influential opinion,
were as follows. First, the lack of cohesion and
absence of master-narrative: “Episodes of the
film are cobbled together from all over the place.
They want to show one location — the ity be-
ing cleaned up — and they jump to another. It
presents itself as one great hodgepodge. The
whole thing needs to be shaped into a system...
currently there is no voice-over narration — a
voice-over narration would explain a lot!”. Sec-
ond, the redundancy of gruesome details: “As far
as the corpses are concerned — where are they
being driven? | don't think it is necessary to
show very many... It will result in too many dif-
ficulties. A ruined building, surrounded by fire,
everything covered in ice, people scarcely able to
move, and the armed resistance is not shown...
The damage is overdone in the film." And third,
the “obsessive”interest in the suffering beauty of

the city: “the question of monuments should
be steered clear of — because it’s not so much
monuments that need to be shown as the living
Leningrad” (Fomin, 2008: 210-11).

Six decades after this trial and the censoring
surgeries that followed,” Loznitsa has created a
film that radically reverses the rules and expec-
tations of the Soviet ethos of the Siege repre-
sentation. His The Siege concentrates on the
most unbearable topoi of life in the besieged city
— corpse-filled streets, buses and trucks frozen
into ice, Calvary Way-like expeditions to obtain
bread and water; it also empathically follows
the changes in the city’s image — the disap-
pearance of monuments, the embankments
and facades“wounded" by the constant shelling
and bombing.

And, most importantly, this film challenges
the overpowering desire for a teleological mas-
ter-narrative that would ascribe meaning to the
hellish world of the Siege. The final version of
the Battle for Leningrad was permeated by the
consoling commentary of its voice-over narra-
tion, uplifting soundtrack, and the montage
principle of organization took the Smolny Party
headquarters' point of view on the Siege.
Loznitsa’s film, on the other hand, works rather
as a Siege diary, reflecting on the notions of
limited space and the difficult progression of
time. As would a citizen caught unawares in the
besieged city, this film dashes from one im-
pression, experience, and tragedy to the next. In
a sense, Comrade Zhdanov was right: such an
approach may well evoke an atmosphere of
chaos: but itis the chaos of vision sharpened by
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Kar, mo onpaviko, 1 tawia aut appioprel
TV akatavikn emBupia yia pia tekeohoyik
Kupiapxn agrynon nou Ba npooédie vonyia
otov d1aBoMko koopo g Mohiopkiac, H teNiki
exboxr| g Mdyng tou Aéviykpavt eiye Sanori-
0tel and Ta napnyopntikd oyoNia g ektog k-
dpov agynorg Tov, TV eSuPLTIKY HoUOIKN
€névduon kai 1o yeyovag ot oto povead vioBe-
TrBnKe wg apxf opyavwong g tawviag n dnoyn
Tou €niteheiou Tou koppatog oto pohviyia v
Mohopkia. H awia tov AoCvitaa, avtiBeta, Aet-
Toupyel pakhov wg éva nepohdyio g Mohop-
Kiag mou aviavakhd Tic Evoleg Tou Teplopiojié-
Vou ¥Wpou Kat Tou Uokohov Mepdapiatog Tou
xpovou. Onwg évag moAitng mou mayidevtnKke
aviiéepog atny moNopknévn ToAn, €tal kat
Tawia qutr oppd and T pla evionwon, epnelpia
Kat paywdia o endpievn. Kard ua éwola, 0
00vTpoQog Zviavoo elye dikio: ita Tétola mpo-
oéyylon avakahel mohu ka\d pia atpdogaipa
yaoug: elval OpwG 1o Xaog T Haridg mou 0§0ve-
Tat and v kataotpor}. O Biktop Zkhopokil
£ixé 10N yapaktnpioer autol Tou eidoug Ty av-
TiAnUn ota anopvnpovebpatd Tou pe titho Sen-
timental Journey, éva épyo mou mepleixe HePIKEC
and i mo ogudepkeic mapatnpriogis yia 1o
mNyya miou enépepe oty Ayia Metpodmon n
MoMopkia (fjtav T0 1919 kat n dlvayn Kata-
010N fTav 0 oTpatog Tov atpatnyol fouvte-
vitc). 0 ZkhoBokit avarthooet r 16éa tr amo-
e€oIkelomoinong wg anotéNeapia g loTopikiig
peraromong. Ipdpet: «n Baoikr 1B10TTa nou
opiCettn (wr) kata m bidpkela g navdotaong
elval O Tpa kdnolog vikBel Ta ndvra. H (wi
Eyetyive téyvrp (Shklovskii, 1923: 383). Katd
biapkeia g MNokopkiag ané Toug Nadj, n (wiy
EYIVE K1 QuTA TéxVI, katd Tov po Tou ZkAoBokil
— Beapanik kar aver. 0 Aodvitoa pag eiyvel
punid ka1 popPapdiopole, apuvtika agpiwbol-
iéva (riov otr) yA@ooa Try¢ Mohiopkiag firav yvw-
0T0 WG «EAEPaVTECY), KpIOHaTa — OAa Ta Kal-
vobpyla kai dpa Beapatikd otoiyeia Tou
«oknviko0» ¢ MNohopkiac.

Enion, 1o povidC Tou akohouBel motad éva

orolyelo T aotikrg (wric now oMol kdtoikor
¢ 16MG katénav va Bewpobv we faoikd jo-
1iBo ¢ dnapéng Toug aTo Aévivykpavr, 1600
ipv 000 Kat Kata T 6idpkeia ¢ MoNopxiag —
1a Tpay, mov yia moAoug oupBoNCav T bia-
gopd avayeoa ot «{wi» kai To «Bdvaton
Tn\e/otny oM Toug. Av kanolog Békei va avaln-
TAOE EVWTIKEG OTPATNYIKEG OTO KaTaKeppaT-
opiévo otpa g Tawiag Tou Aolvitoa, propel
(veTava unooTnpieL 6T To Tpay iveral o mpw-
Taywviotr TG Tawiac. Anoatohr} Tou €ivai va
delyvelTo mépaopa Tou xpovou oty Mok, drov
0 Ypovog, aUpwva He mohoug ypovikoypd-
gouc, Blwvtav oav va el otapatrioel BAé-
TIOUHE T0 Tpap Tov Okt plo, Melopatapiko Kat
aKOpa evepynTIko, To BAénoupe Tov NoépBpio wg
devonabngiévo B0pa g duatpogiag (n apyd
Tou Kivon €6 pmopel va e§nynBel and v po-
vipn mBavotnta Eaguikol BopBapdiopot) kal
Jed Tov lavoudpto. Twpa To Tpay ival mayw-
11€v0, KAAUJILEVO ano EMOTWATA MAYOU KAl 1)
Aetmoupyia Tou éet ki aut) aMagel —€xet yivel
Tkéov éva autooyédio vekporojieio. To Tpayl yi-
vetal 1 evodpkwon tou Bedpatog TG Molop-
Kiag, eiyvel Tic avapvioeic kat g ekmiideg yia pia
enoyf| ywpic Mokiopkia, ak\d kat Ta véa vorj-
{ata mov yypagnkav 0To aoTIKO Kelievo and
TV npaypatikotnta e Mohiopkiag,

Mia dMn mheupd g Mokiopkiag mou evdia-
(pépet Tov Aolvitoa elvat mwg ot GvBpwnol fAé-
miouv 0 évag Tov aN\o. H kayepa pag emtpénetva
ouppetoyoupe otnv dpapatikr aviaMayi
Beppdrwv avapeoa otous avBpanoug mou mep-
vdve and T Aewpopo NeBokil kai Toug yepyia-
VOUG OTPATIWTEC MoV €xouv MmaoTel aiyudAwrol 1o
YelHva o 1941. Ta mpdowna Twv Katolkwv
Tou Aévivykpavr exppdCouv opyr, andia kat pia
kanola kaxuropia — ot aipdAwrol yeppavoi
OTPATIWTES fTav Omaviol EKeVO To YelHwva, otav
EKQTOPNOPIA PWOOI OTPATIWTEC Efxav MAOTEi
aiyualwror. Ta BAéppata autd eivar evepynikd,
0xebov ulika, poidCouv e omho. Eival kataga-
vae lagoperikd and exeiva mou o Aolvitoa pe-
Aetd aro ene0610 iov anewkovier v mio odu-

vipr low oy, T Mohiopxiac ~Toug moAreg
niov mepnatave bima o€ M@pata oTo KEVipo
¢ noAng. H Ohya Mnepyxkdktc, pa and Tic mo
aéiomorec puvég e gihoroyia yopw and ty
Mokopkia, mepiyppe! Ta pdtia Twv Bupdtwy
T Moopkiac;: «déeia, alohinmta kai oTia-
oyléva- éva dtopio €ibe kdT QPIKTO Kar Epewe
eel j1adi Tou (Berggol'ts 2000: 201). AvBpwnol
nepvoiv —kormotv 1} ox1; Kai yiati kormob; Kai
nwg; Eivar pepikd ano Ta facikd epwirpata ou
ouvavrape ota ypovikd ¢ Mohiopxiac, fa ma-
paderyyia, 0 ouyypagéa Aeovivt Mavrehécg, G-
wpel T oTyp autr (va kortaéel kavelc 1 va
v kordge) we (wrikrc onpaciag yia Tov opi-
oy ¢ avBpwmd katd  didpxeia g Mo-
Mopkiac;: 600 kdnolog Glabérel TV mveupatiki
duvayn va mpooé€er 10 Vekpo awya, 600 Kavel
TV npoonddeia va Komagel kat va pny npoome-
PACEL T VeKPO 0jia— TOTE Mapapiével avBpa-
mvoc, H ouvBiikn autr kaBopilei mv évraon Tou
€Nl000iou: ELE(C, TO KOO, EXOULIE TPOLOKPA-
e and 1o Béapa Twv mMwpdtwy oty Adw-
@po NéBoxi kai kata prikog Tou kavahiod Mkpip-
méviop, evad Tautdypova éyoupe napakioel and
TNV Mpoagiov) — 10 aoTiké pedpia Ba emPBpadi-
Vel dpaye yia To vekpo; Zopgwva pe 1o Aolvitoa
HEPIKEC (POPEC TO EKaVE Kal AMEG OyL.

Mia and i noMéc atoBntripteg avtiBéoeig
g Mokiopkiag firav nwg napét kabiépwae pia
véa ka1 onapakTiki) exdoyr) Tov aoTikol Bedpa-
T0G, TAUTOXPOVA 1) OPATOTIT aMepmoAiaTTKE 0
Jeyalo Babpo kar katd ouvénela Snpioupy-
Bnke éva ovadiko axouatikd mepiakov.* Ze
il noAn anoatepnpévn and To nAEKTpIKO, Gmou
TanapdBupa ixav yivel adiagavr), ot dvBpwnol
énpene va pdBouv va eppnvetouy noMa eni-
neda TG akouaTii Mnpo@dpnong. Extdg and
™ didanun «pwvi e e§ovoiac» T onoia ev-
0dpKwve To padidpwvo Tou Aévivykpavt (xal
niou anouoiddet oxedov tekeiwg and v Tavia
Tou Aolvitea), 10 aUoTNUG TwV AWV KaI TWV
BopuPwv g Mokiopkiag Arav mukvo kai moi-
kiho: kaBopilotav o¢ peyaho Pabyo amd m oy
khovioTik) aviBeon avapieoa otoug ouvnBiopé
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disaster. Viktor Shklovskii had characterized such
perception already in his Sentimental Journey, a
work containing some of the most acute ob-
servations on Petrograd struck by siege (it was
1919, and the oppressing force then was Gen-
eral ludenich’s army). Shklovskii develops the
idea of defamiliarization as a result of historical
shift. He writes: “The main defining quality of
the life during revolution is that now one feels
everything. Life has become art" (Shklovskii,
1923: 383). During the Nazi Siege, life also be-
came art, in Shklovskian terms — spectacular
and merciless. Loznitsa shows us fire and
shelling, protective dirigibles (known in the
language of the Siege as “elephants”), scaffold-
ing — all the novel and thus spectacular ele-
ments of the Siege “stage set"

Also, his editing keenly follows one element
of urban life that many inhabitants of the city
came to see as a crucial leitmotif of their exis-
tence in Leningrad both before and during the
Siege — the streetcar, that for many symbolized
the distinction between the “life” and “death”
of/in their city. If one were to seek unifying
strategies in the fragmented body of Loznitsa’s
film, one might claim that the streetcar becomes
this film's protagonist. Its task is to signify the
flow of time in the city, where time, according to
many diarists, was experienced as having come
to a halt. We see the streetcar in October, stub-
born and still energetic, we see it in November,
as a suffering victim of dystrophy (its slow
movement here might be explained by the con-
stant possibility of sudden shelling), and then in
January. By now the streetcar is frozen, covered
withincrustations of ice, its function changed as
well - now turned into an improvised morgue.
The streetcar becomes the embodiment of the
spectacle of the Siege, signifying both the mem-
ories of and hopes for the time without the Siege
as well as the new meanings inscribed into the
urban text by the reality of the Siege.

Another aspect of the Siege site that interests
Loznitsa is how people look at one another. The

AnoxAetopdc/ Blockade

camera allows us to participate in the dramatic
exchange of gazes between passers-by on
Nevskii Prospect and German soldiers taken in
captivity in the Fall of 1941. The faces of
Leningraders express rage, disqust, and a certain
disbelief — captive German soldiers were rare
that Fall, when millions of Russian soldiers were
taken in captivity. These gazes are active, almost
material, weapon-like. They are markedly dif-
ferent from the gazes that Loznitsa studies in the
episode depicting perhaps the most painful in-
stance of the Siege existence — citizens walking
by corpses in the centre of the city. Olga
Berggol'ts, one of the most trustworthy voices of
Siege culture, describes the eyes of the Siege vic-
tims: “empty, wretched and intent; a person saw
something terrible and then it stayed right there
with him* (Berggol'ts, 2000: 201). Passers-by —
do they look or don't they? And why do they
look? And how? These are some of the central
questions that we find in Siege diaries. For ex-
ample, the writer Leonid Panteleev sees this

moment (to look or not to look) as crucial to a
definition of humanity during the Siege: aslong
as one possesses the spiritual power to heed
the dead body, while one still makes the effort
to look and not walk over the dead body — one
remains humane. This condition defines the ten-
sion of the episode: we, the audience, are hor-
rified by the spectacle of corpses on Nevsky and
along the Griboedov Canal, and equally we are
petrified by the expectation — will the urban
flow slow down for the dead? According to
Loznitsa, sometimes it does and sometimes it
doesn't.

One of many sensorial contradictions of the
Siege was that though it established a new and
poignant version of the urban spectacle, visibil-
ity was simultaneously severely compromised
and consequently a unique auditory environ-
ment was created.* In a city robbed of electric-
ity and where windows were blacked out, peo-
ple had to learn to interpret many layers of
acoustic information. Besides the famous “voice
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VOUG IYOUG TwV QVTIOEPOMOPIKWY OEIPTVAV Kal
Twv BopBapdiopav (o1 noMreg elxav pdbeiva ev-
ToniCouv v tonoBeota tou fopBapbiopol avd-
Aoya pe v évraon tou riyov, BeoniCovrag éror
gva véo €ldog eppnvevtiknc Tomoypagiac) kat
0¢ pa aouviiBiotn orwnd nov npokahefto and
TV EMNEI Twv auToKIVTWY Kal Tn¢ dnpdoiag
OUYKOVWVIag, TNV OYETIKI omavioTnTa Twv av-
Bponawv kattnv pBivouoa iopnavik dpaotn-
plotnTa g noAng.

And Tn oy 110V T PayHATIKG «aKatépya-
010» apxelaxd uhikd riou o Aodvitoa ypnatportol-
10€ yia v Tawia Tou ev eiye fiyo, douheld Tov
oknvoBémn Arav va avadnpioupyrioel, va avaxa-
Méoel, va egelpet Toug rxoug T moMopkiac. O
Aodvitoa Mgt yia Tic anopdaeic Tou: «Aev rieha
Va XpNaIHOmolfow 0UTe Houalkr, 0UTE aabyypovn
(exoc kadpou) agrynon yia évav oA amé Abyo
— kat T &0o dlatapdooou T dladikacia e
Gpaong kat epmhékouy ki aMa €6 avtiAngng’
Avt'autos, 0 AoCvitaa Snpiioupyet éva kdopo and
fixoug T MoNopkiag nov avarrtogouy pia 1816~
{iopon oxéon petagd Tou, BupiCovrdg pag eve-
YOHEVWC TNV EVOpYTTPWON TwV fiYwV T &ni-
kAnong Tou potpaiov €toug 1953 mou Kavel o
Ahe€é1 Tkeppav oty Tawia Tov Kpovatakidy, T
audéi pou! (1998). X tawia tov Aodvitaa, ol
fiXol €lval ki qutoi katakeppatiopévol, alno-

TKaAUITTCoevor, anodiopyaviapiévor: 0 okmvoé-
1 ouMoyiCerar: «Kavape to bidhoyo buodid-
Kpito.... Mia 0€ipd evoxhixav flxwy kata-
okevdornav kai diaondpBrixav: pia kpauyr <My,
{iapdby, pia ppdon and jia covéra tou Mnetopey,
0 106 YUVAIKEIWY TAKOUVIQY, T0 OAOI0 TrG
onovbuNikrc otring ot oknvi) Tou Kpepdaparoc,
jiia kpauyr: «Ay, Oeé pou» kar oitw kaBeéric.

KaBac bnptoupyel évav avnouyaotikd api-
Bupo «bidhoyo» avapeoa oTov MApaoriko
«heukd» Bopupo TG Mohiopkiag kai Toug Bipo-
poupevoug adAo fiyous, 0 Aodvitaa Tovilel Ta
vorjuata kat Ti aioBrioeig unepPaMoviag v
évtaon. 2ta eneoodia mov aneikoviCouy Tig
EKPNEELC Kal TIC QWTIEG, 0 106 YiveTal ouvipi-
TITIKOG: 1) WHOTTA TG KaTaoTpogric avadueral
TIpIV GKOHA T0 OMTIKG TrG avT{oToly0: aKoOpe T
Badvaro mpiv va Tov doUpe. O eotieg autég g
emBetikic nynponac, fdlouy m oti€n o€ pia
{I0UOIKr, UMIGKpOUGN o EKTElveTal and 1o €d-
Bupio Tepetiopa Twv moUNGY Kal Twy Tpap To
YermepPpiou ou 1941, péxpi to eaabeviopiévo
aKouaTIkG nepiBaMov, T anovekpwIk olwni
TOU XEIHWVa Kal émerta maN —jiéxpl Toug nyn-
polG oTpatiwTIKolg xaipetiopolg Tov lavovdpio
100 1943. 0 Aolvitoa petakiveirat ypriyopa and
TOUG XEIpOTEPOUG HVES TOU Kelpcva oTic Bpiap-
Bevtikég oTypég Tou omaoipatog g Mokiop-

Klag, ané 1o yeipdtepo «vabipn 1o Gipioto «(¢-
Vi T loTopiKric eumeipiac, nou by pé 1o
Gpayd Tou, anoteheftar and oTiypég ouveidrTo-
TG K 641 GO OOOYEVOTIOIMEVEC OUVEREIEC,

Ta tehevtaia eneiodéia pag napovoialovy
b0 picoonaoTika (6 nohepikol Bedyiatog ov
pnopodv va evwBoty katw and 1r Bepatik Ae-
(avia g «avran6ooncy: of Katayiopol pwde
TWV TaVIyUPIoPEY, o apyka bev EeywpiCovy
a6 TI QUTIEG TV MPOTEPWY QEOTOpIKGY oy
Bapbiopdy, axohouBolvrar and o Béapa g
dnudotag exTENEONG VEPHAVAY OTPATIWTAY 0
i mhateia yepdrn avBpanoug. Hvikn popei va
€lvar Tavtdypova T6oo aioia kar apodiPic
600 kai ) idia n Mohopxia. Or vikntég yaipovral
kat katadikdoouy, korrolv okomia Tig aupBoki-
kéc avanapaotdoeic ¢ BpiapBeuTikiic Toug emi-
Biwong, oav va npoomaBotv va kaBopioowy T
oxra Tou péNovidg Toug. Ev w petaty, ama-
TNAG QVTIKENEVIKEG KAEPES KOOV TOUG av-
Bpdmoug Tou Aévivykpavt 1 avBpwnid Twy
onoiwv yia noMd xpovia axoya Ba Spanetevel

an’ oA Ti¢ mpoondbetec BewpnTikomoinang g

(0TOpIKOMOInanG.

Kinokutlura, ty.24 (2009)
Metdppaan: Zwii-Mupta Pyonoidou

INHEIDOEIC

1. Zuvévreugn g Mokiva MndpokoBa e Tov 2epy-
Két Aolvitoa, 15 Maiou 2008.

2. Avai dev firav BeBaitwg, n povn Tawia mou éye yia
1 Mohiopkia kard T idpkeia Tou moAégiov. Ynrp-
yav kai dNa viokipaviép (. Velikaia pobeda pod Le-
ningradom (1944)) N\ ka1 tawie puBomaoiag (Dva
boitsa (1944), Zhila byla devochka (1944)

3. [l méploadrepeq mnpopopies yia ewolooyikég
0TpaTNyIKEG Tou §avd-poviapiopatog g Tawiag H
Mdyn tov Aévivyxpavr, BAéne Ta anopvnpiovelyata
Tou Popdv Kappev, Tou onepatép mou &ixe mpoakhn-
Bei and Tn Mooya v dvoién Tov 1942 yia va povrd-
PEI 1€ T kUpog Tou moAimikd opBod To uNikd ou eixe
Tpapnger o viomog oneparép 1o Bvonwpo Kat Tov
Xewava Tov 1941-42 kai 1a nepoAdyia Tou moinTA
BoeBohovt Bioveokii, ouyypagéa tou mpwrdtunou oe-

vapiou, 0 oroiog épuye an’ v napaywyr otav Tov
nieoav va epappoaet 1deohoyikés «BeNTiaeiy. BAéme
Karmen, 107-128 kat Vishnevskii, 121

4. [la pua Texpnpiwpévn Kataypagn Twv pupwdiov
g MoMopkiag, BAéne Lapin

5. Zuvévreuén e ouyypagéw pe Tov Zepykél Aol-
vitoa, 7 OeBpouapiov 2009.

Bifhoypagpia

Berggol'ts, Olga, 2000. “Dnevnye zvezdy,” Vstrecha,
Moscow: Russkaia Kniga
Chapman, James, 2008. War and Film, Trowbridge

Cromwell Press

Fomin, V., (ed.), 2008. Kino na voine: dokumenty i

videtel'tva, Moscow, Materik: “Stenogramma ob

suzhdenila fi'ma Oborona Leningrada, sostoiavshe-
qosia usekretaria TsK VKP(b) A.A. Zhdanova. 17 April
1942', pp. 210-211.

Karmen, Roman, 1972. No Passaran: gody i liudi, Mo
scow: Sovetskaia Rossiia

Lapin, V., 2007. Peterburg: zapakhi i 2vuki, Saint Pe

tersburg: Evropeiskii dom

Shklovskii, Viktor, 1923. Sentimentalnoe puteshestvie
Moscow, Gelikon

Vishnevskii, Vsevolod, 2002. Leningrad: Dnevniki v

ennykh let vol. 1, Moscow, Voenizdat

32 2epykél Aolvitoa [ 130 Deouifal Ntokipaviép Oeoaahovikng



P——

of power"embodied by the Leningrad radio (and
almost entirely absent in Loznitsa’s film), the
system of sounds and noises of the Siege was
dense and diverse; it was largely defined by the
qripping contrast between the reqular sounds of
air-raid sirens, shelling and bombing (citizens
learnt to define the location of bombing ac-
cording to the intensity of sound, thus estab-
lishing a new kind of interpretive topography)
and an unusual silence caused by the lack of cars
and public transportation, the relative scarcity of
people, and fading industrial activity in the city.

Since the actual “raw" footage material that
Loznitsa used for his film had no sound, the di-
rector's task was to recreate, to evoke, toinvent
the sounds of the Siege. Loznitsa comments on
his decisions:“| didn't want to use either music
orvoice-over for one simple reason — both dis-
rupt the process of vision and fuse other means

- of perception.” Instead, Loznitsa creates a realm

of Siege sounds that form a peculiar relationship
with each other, potentially reminding us of
the sound orchestration of Aleksei German's
evocation of the fatal year 1953 in Khrustaley,
My Car! (Khrustaley, mashinu!, 1998). In
Loznitsa's film, sounds are also fragmented, su-
perimposed over each other, disorganized; the
director muses: “We made the dialogue indis-

tinct. ... A series of distressing sounds were de-
vised and interspersed: a cry of ‘Mum,
Mummy!; a phrase from a Beethoven sonata,
the sound of women'’s high-heels, the crunch of
vertebrae in the scene of a hanging, a cry Oh,
Lord!"and so on."

While creating a disconcertingly ambivalent
“dialogue” between the background “white”
noise of the Siege and ambiguous solo sounds,
Loznitsa highlights meanings and sensations by
exaggerating volume. In episodes depicting ex-
plosions and fires, the sound becomes over-
whelming; the rawness of destruction emerges
even beforeits visual counterpart: we hear death
before seeing it. These focal points of aggressive
loudness, punctuate a soundtrack that arcs from
the cheerful chirping of birds and streetcars in
September 1941 to the fading auditory envi-
ronment, the deadening silence of winter and
then again — to the peals of military salute in
January 1943, Loznitsa moves rapidly from the
worst months of winter to the triumphant mo-
ments of the breach of the Siege, from the ulti-
mate"low" to the ultimate “high” of the histori-
cal experience that, according to his vision, is
comprised of flashes of consciousness rather
than homogenizing continuities.

The final episodes present us with two radi-

cal species of the war spectacle that can be
united under the thematic rubric “retribution”:
showers of light from the salute, at first indis-
tinguishable from the fires of the earlier air raids,
are followed by the spectacle of the public exe-
cution of German soldiers in a square crawling
with people. Victory can be both as sublime and
bloodthirsty as the Siege itself. Victors rejoice
and condemn, looking intently at the symbolic
representations of their triumphant survival, as
iftrying to define the shapes of their own future.
Meanwhile, deceivingly a-personal cameras
ook at the people of Leningrad whose human-
ity for long years to come will evade any at-
tempts of abstracting historicization.

Polina Barskova
Kinokutlura, n0.24 (2009)

Notes

1. Author’s interview with Sergei Loznitsa, 15 May
2008.

2. Though it was not, naturally, the only film about
the Siege made during the war. There also were other
documentary (e.g. Velikaia pobeda pod Leningradom
(1944) and fiction (Dva boitsa (1944), Zhila byla de-
vochka (1944) films.

3. Formore information on the conceptual strategies of
re-editing of the Battle for Leningrad, see the memoirs
of Roman Karmen, the cameraman who was invited
from Moscow in Spring 1942 to edit with his credentials
of politically correct hand footage shot by the local
cameramen during the fall and winter of 1941-42, and
the diaries of the poet Vsevolod Vishnevskii, the author
of the original script, and who left production when

pressed to implement the ideological ‘improvements”.
See Karmen, 107-128 and Vishnevskii, 121.

4, For the well-informed account of the smells of the
Siege, see Lapin.

5. Author’s interview with Sergei Loznitsa, 7 Febru-
ary 2009.
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2pepa kti(oupe Eva omitt
Today We Are Going to Build a House

[Segodnya my postroim dom]

Bpapeia/Awards
Bpafeio Mercedes Benz / Mercedes Benz Prize - Augsburg IFF 1996, Germany

Bpapelo Kahotepou Nrokipavrép, Bpapelo «Xahkwog Apdkogy /
Best Documentary, “Bronze Dragon” Prize - Potsdam IFF 1996

Kahorepn Mpwm Tawia / Best Debut, St. Petersburg “Message to Man” IFF 1996
Bpapeio mg Kpimikr¢ Emponrc / Jury Award - Varna IFF 1996, Bulgaria

lpwro BpaPeio «Xpuod Nepiotépi», Bpapeio MOR / Grand Prix “Golden Taube” & MDR Prize - Leipzig Interna
tional Documentary FF 1996

Kahutepn Mpan Tawia / Best Debut - Ekaterinburg Documentary FF 1996

Bpapeio «Apyupr Apkto /

Iver Bear” Prize - Krakow International Short FF 1997

Kahutepo Nrokipaviép / Best Documentary - Tel-Aviv IFF, 1996

H tawia napouoialel pia pépa o€ pia otkodopr
Ytov anho napatnpnTr pnopei va paivetal ot
€\dylota npdypata cupBaivouv eel, opiwg oy
MIPAYHATIKOTATa, oW QN TV EM@QVEIaKT &l-
kova, emeheitat pua oo anodorikr dladikaoia
10 Téhog TG Jépag, To aniti elval étolpo. Ha
via BéNet va avadei€el ) divapn piag opddag
KQTAPTIOHEVQY EMQYYENLQTIEV, TIOU TOUG EVIVE
€vag Koo oToxog

This movie is about one day on the constructior
site. To the casual observer it looks like not much
is happening at the site, but in reality a v
ficient process is taking place belo
face. And by the end of the day
ready. This film is about the

trained professionals, united by

IknvoBeoia/Direction: )
Magambetov Qwroypagia/Cinematography:
Vladimir Bashta Hyo¢/Sound: Alex

kly Napaywyoc/Producer:
Napaywyn/Production:

35mm Aonpdpavpo/B&W 28

epykél Aolvitoa [ 130 OeonifdaA Ntokipaviép Beooalov



H {wn, To @Bvonwpo
Life, Autumn [Zhizn, osin]

H tawia yupiotnke otn pwaikr enapyia, kovea oty oAy Zokevok. Mag mapouoiddel éva pikpo ywpio, oto omoio éyouy piei-
Vel {10vov o1 nAikiwpévor. 1o wpid undpxel éMewn Bactkav ayaBay, an'mv dMn 6pws apBovoiv kanoleg Baotkéc atec
Kal otolyela g (wic: To xwpid, 0 xpovog, ot piAot kai n olkoyévela, Ta naibid, o ydpog, n kataiyida, o npwi, n ovlfmon,
gutuyfa, 0 Bavaroc, 0 o, 0 elwvac kai n ayann.

Life, Autumn was filmed in rural Russia, near the ity of Smolensk. It shows a small village, where all young people are
gone and only older people are left. There is a shortage of basic material necessities, but at the same time these people
arein possession of the simple, but mostimportant core values and elements of life: their village, time, friends and fam-
ily, children, marriage, thunderstorm, morning, conversation, happiness, death, sun, winter, and love.

IxnvoBeoia/Direction: Sergei Loznitsa, Marat Magambetov @wroypagia/Cinematography: Vladimir Bashta Movtay/Edi-
ting: Sergei Loznitsa "Hyo¢/Sound: Alexander Zakarjewskly Napaywyoi/Producers: Ulrich Miller, Andrea Lammers Napa-
ywyi/Production: Pop Tutu Film 35mm Aompopavpo/B&W 34 Pwaia/Russia 1998

Bpapeia/Awards

I1pwro Bpape and Prize - MediaWave Int’l Festival of Visual Arts 1999, Gyor, Hunqary
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0 otapoc Tou tpévou
The Train Stop [Polustanok]

Mepaotika tpéva okiouv T ol evo ikpol a1bnpodpopitkod atadpiod. To apUpiyHa T Aokopo-
Tia kat n Bpover) Twv TPOXWV OTIC payes xavetal éoa ot vixTa, aduvarel Opwg va §unvioel Toug
avBpamoug mou koipotvar oo otaBpo. Autoi e§akohouBouy va kotpouvtal. Tt elva autd mou mepi-
yévouv; Tt Ba katagépet va Toug Eumviiae;

Speeding trains slice through the silence of the small train stop. The whistle of the locomotive and
the thunder of the wheels disappear into the night, but fail to wake up the people at the station. They
just continue to sleep. What are they waiting for? What will wake them up?

IxnvoBeoia/Direction: Sergei Loznitsa Qwroypagia/Cinematography: Pavel Kostomarov Hyo¢/Sound:

Alexander Zakarjewskiy Napaywyd/Producer: Alexander Raffalowskiy Napaywyn/Production: Stud
Tupnapaywyn/Co-Production: RTR Vitaliy Manskiy

35mm Aonpopavpo/B&W 25’ Puoia/Ru 0

Bpapeia/Awards

Aonpévio Nepiotép

Silver Dove - Leipzig Internationa

Documentary FF 2000

11pWT0 bpape

BpaBeio Kahutepne dwroypagia
Best Camera - Krakow [rF 20(

pykél Aolviroa | 0
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Bpapeia/Awards

Apyupd Meptotépt / Silver Dove - Leipzig International Documentary FF
2001

Bpapeio ¢ Kprmkrg Emrponric / Jury Award - Karlovy Vary IFF 2001
Kahorepo Nrokipaviép / Best Documentary - Manchester IFF 2001
Grand Prix - Viborg Film Festival 2001, Ry

i Entvponrc / Jury Award - MediaWa

International

13th Thessaloniki Documentary Festival |

0 otKIopo¢
Settlement [Poselenije]

Hawia napovaiddei v kabnpepvi (wr o'éva iSpupa mov pihoSevei dlavonTikd ka-
Buatepnpuévoug avBpamouc. To iBpupia, nov Ppioketal oe eiduNNiakr TonoBeoia oy
€0y, Hotde1 va elvar évag domog, uydpiatog Tomog, mou ol dvBpwnol (ouv Kat ép-
ydCovrat padi oe andhutn appovia. Ki 0w, undpyet pia aloBnon auéavoyievou, ave-
&ryntou dyyoug kar aneAmoiag.

This film is about a day in the life of a settlement for people with mental problems
Located in a peaceful setting in the countryside, it conveys an image of a pure, happy
place, where people live and work together in complete harmony. But there is a grow

ng, inexplicable feeling of anxiety and hopelessness

IxnvoBeoia - Zevapio - Movral / Direction - Screenplay-Editing:
toypagia/ Cinematography: Pavel Kostomarov Hyo¢/Sound:
owki/Music Julio Cochini Napaywyde/Producer: Viacheslav Tel
ction: St. Petersburg mentary Him Studios, Russia

35mm Aonpopavpo/B&W 80’ f

v Napaywyr/Produ-

Sergel Loznitsa




Moptpéto
Portrait [Portret]

Htawia eivat pia cuppagr ano wtoypapie katoikwy T pwalkng enapyiac. Xwpic kaBoou Aoyia.
Mavo napatetayiéva BAéppata ato gakd. To Tonio. H por Tou ypovou.

This film is a collection of still pictures of residents of the Russian countryside. There are no words.
Only long gazes into the camera. The landscape. The flow of time.

IknvoBeoia-Levapio-Movral/Direction-Screenplay- Editing: Sergei Loznitsa Qwroypagia/Cine-
matography: Pavel Kostomarov "Hyo¢/Sound: Valeriy Petriaschwilie lapaywyéc/Producer: Viacheslav
lelnov Napaywyr/Production: St. Petersburg Documentary Film Studios, Russia

35mm Aonpopavpo/B&W 28" Pwaia/Russia 2002

Bpapeia/Awards

Npwro Bpapeio / Grand Prix, Oberhausen IFF 200

Apyupd mepiotépt / Silver Dove
Leipzig International Documentary FF 2002

Bpaeio ¢ Kprmikri¢ Emponri
Jury Award - Karlovy Vary IFF 2003

Kahutepo Ntokipavtép
Best Documentary

Documentaires IFF Paris 2003

Ynoyr@io yia m Xpuor) Adgvr

(€Bvixo Bpaeio vrokiy

Nominated for the Golden Laure

(national documentary fiim prize
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BpaPeia/Awards
lpwro Bpapeio /
Grand Prize - Brussels “Filmer a Tout Prix” IFF 2003

Bpapeio Owroypagiag /
Best Camera - Leipzig International
Documentary FF 2003

BpaBeio ¢ Kprmixri¢ Enrtponric

1 IFF 2003, Romania

Tomio
Landscape [Landschaft]

Xeipwvag. H otdon Tou Aewpopeio evoc pixpol wpiov. AvBpwnol nepipévouy o Aewgopeio. 2u-
(ndve. Akobyovrag Ta 6oa Aéve, o Bearri pnopei va pavraotei tov koapio atov omoio (ouv. H kivnan
NG KApEPAC TOUG EVAVEI, 0 TOMoG ki ot GvBpwnol yivovta éva

Winter. A bus stop in a small village. People are waiting for the bus. They are talking. By listening to
their conversations, the viewer can imagine the world they five in. United by the movement of the
camera, the place and the people blend into one.

IknvoBeoia-Levapio-Movray/Direction-Screenplay-Editing: Sergei Loznitsa Qwroypagia/Cine-
matography: Pavel Kostomarov Hyo¢/Sound: Viadimir Golovnitzkiy I'Iupaywyo(/Produ(er Heino Deckert
Napaywyr/Production: Ma.Ja De. Flmproduction “""””v{UH"GPﬂVWV'\/(O production: MDR, ARTE
35mm ‘Eyxpwpo/Color 60’ Pwola-leppavia/Russia-Germany 200
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H @dpmpika
Factory [Fabrikal

Apoeviko-BnAuko, okAnpo-pahakd, ouvexéq-dlaxomtopevo, oAoKANpo-Tepayiopévo: Oha autd Ta
otolxela, Omwg kataypdgovral ot HdpKela piag pépag o' éva epyoataato.

Masculine and feminine, hard and soft, continued and interrupted, whole and fragmented. All this
is encompassed by just one day at the factory.

ZknvoBeoia/Direction: Sergei Loznitsa Owroypagia/Cinematography: Nikolai Evimenko, Sergei
Mikhalchuk Hyoe/Sound: Viadimir Golovnitzkiy Napaywyde/Producer: Viacheslav Telnov Mapaywyr/Pro-
duction: St. Petersburg Documentary Film Studios, Russia

35mm ‘Eyxpwpo/Color 30’ Pwoia/Russia 2004

BpaBeia/Awards
Mpdro BpaBeio / Grand Prize - Lyon IFF 2004

Kaotepn Atebvrig Tawia /
Best International Film -“Media CityToronto IFF 2005

BpaBeio g Kprmikrg Emrponric /
Jury Award - Toronto IFF 2005

Kahotepn Qwroypagia /
Best Camera - St. Petersburg
“Message to Man"IFF 2005
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H raivia napovaialel v mohiopkia Tou Aévivykpavt katd ) didpkela
Tou B' Maykoopiov MoAépov. Xwpic aprynan, wpi¢ Houoikr, povo
1100 Q1" TOUG fXOUG KQL TIG EIKOVEC piag moAng mou apyoneBaivel.

This film is about the siege of Leningrad during World War |l. There
are no words and no music, only sounds and pictures of a city that
is slowly dying

IknvoBeoia-Movral/Direction-Editing: Sergei Loznitsa: Qwro-
ypagia/Cinematography: N. Blajkow, A. Bogorow, J. Blumberg, A

N

Bistrow, V. Valdaizew, N. Golod, B. Dementiew, N. Dolgow, S. Iwanow, O

AmOKAELOpOC
Blockade [Blokada]

Bpapeia/Awards

Bpapeio T Kpmkrc Emrponri / Jury Award - “Stalker” IFF 2005, Russia
Aevkdc ENépavrac, Bpapeio Kahutepou Nrokipavrép Evwang Kprmikav 2005
“White Elefant” National Film Critics" Prize for Best Documentary 2005, Russia
Kahotepo Ntokipavrép - Bpapeia NIKA Pwaikrc EBvikric Akadnpilag /

Best Documentary - NIKA National Academy Prizes 2005, Russia

MNpwro Bpapeio / Grand Prize - “Kontakt” IFF Kiev 2005

Aeutepo Bpapeio / Second Prize - Madrid IFF 2006

BpaBeio e kupépvnong ¢ Ayiag Nerpodnolng

St. Petersburg’s Government Prize for 2005

Nparo Bpaf

B¢i0 n‘w‘.m,,"

" Grand Prize hort FF

aksohn, A. Klimow, A. Ksenovontow, R. Karmen, L. Lewitin, Gold
E. Leibowich, V. Maksimowich, 5. Maslenikow, L. Medwedew, A. Nasarow,  BpaBeio Kahirepou N 10 apy
echul. A. Pogoreliy, ( monow, B. Sinizin, V. Sumkin, G. Trof Best D tar 3l € J
Hyo¢/Sound: Viadimir 1zkly Napaywyog/Producer: Viacl ‘ :
nov Napaywyn/Production: St. Petersburg Documentary Film ~ PPAPEOR
35mm Aonpopavpo/B&W 52 f
13th Thessaloniki Documentary Festiva ergei Leznitsa



AptéA
Artel

H tawia napovoiade pia pépa an'm (wr evog pikpol aNievTikol ouvetaiptopiol otn Aeuki) @dhacaa.

A day in the life of a small fishing cooperative on the White Sea.

IknvoBeoia/Direction: Sergei Loznitsa Owroypagia/Cinematography: Sergei Mikhalchuk
"Hxo¢/Sound: Viadimir Golovnitzkiy Napaywydc/Producer: Viacheslav Telnov Mapaywyn/Production:
St. Petersburg Documentary Film Studios, Russia

35mm Aonpopavpo/B&W 30° Puoia/Russia 2006

Bpapeia/Awards
Bpapeio Kahutepou Ntokipavrép /
Best Documentary Film - Karlovy Vary IFF 2007

BpaBeio Kahutepou Nrokipavrép and my

Kevtpikn kat Avatohi Eupann /

Best Central and Eastern European Documentary Film
Award - IDFF Jihlava Czech Republic, 2007
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Bpapeia/Awards
Xpuor) ZaAmyya KaAotepou Nrokipaviép /
The Golden Horn for Best Documentary - Krakow IFF 2008

Bpapeio yia m Atatripnon ¢ Ommikoakouotikric KAnpovopuidg /
Award for the Preservation of Audiovisual

Memory - Jerusalem IFF 2008

Bpapeio Kahotepov Meyahou Mrkoug Ntokipaviép /

Best Feature Documentary Film - Ekaterinburg

Open Documentary FF 2008, Russia
Bpapeio Kahorepng ZxnvoBeoiag
Best Direction - “Radiant Angel” FF 2008, Russia

Emoxdmmon
Revue [Tredstavlenye]

H Emokdnnon BaciCeral ota apygia Twv KIVAATOYPAQIKAY ENIKAIPWY TIOU TIAPAYOVTav yia 1ipo-
nayavdiotikolc Aoyoug ot Zopietikr Evwon Tic dekaerieg Tov 50 kat ‘60. Mag napouoidCe-
Ta1 it oxed0v Eexaapévn meupd e coBIeTIKrG ENOXrG Kal Tou TPOMOU OKEYNG MOU TOTE KU~
piapyotoe. Mropoupe va Soupe T {wi Twv avBpumwy oty anépavin éktaon g Zopletikrg
Mntépac-Natpidac, nov an'tn pia BodNiade ot avéxela, Ti oTeproels kai Ta napdhoya Te-
Aetoupyika, an' v aMn gwlotav an’ m Sogaotikr Aduyn TG KoppouvioTIiG outomiag

Revue s based on archive propaganda newsreels produced in the USSR in the 50s and 60s. The
film shows an almost forgotten side of the Soviet era and the way of thinking during that pe
riod. It explores the life of people all across the vast expanse of the Soviet Motherland, full of
hardship, deprivation and absurd rituals, but at the same time illuminated by the glorious light
of the communist illusion

ixnvoﬁzoiu/Direction: erge wwroyputpla/(lnemalography rd

'H)(odSound" ladimir | .ﬂupaywyodProducer Zuunupaywyot/(o
Producers: \ av Telnov, Sv A ﬂapoyqu/Produ(uon

Germa ,Zuunapavwvn/(o produmon
piration Film na 35mm Aonpopavpo/B&W 83’
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To @w¢ Tou Boppa
Northern Light [Lumiére Du Nord]

Aiyo mpiv 0 xetpcvag Tui€et ta ndvra oo apkTikd 0KoTadl, ol TEAeUTaleC WpEC Evag anoyebpatog ota
TéA Tou @Bivonwpou apyoaprivouy ato piKpd xwpid Zobpokoi Mooavr, xikia yNiopetpa Bopeia e
Ayiag NexpobnoAng, otnv Kapehia, otic aktéq e Aeukiic OdAacaac. H alvdeon pe v undhoimn xopa
yiveral iéow evoc aoagr, Aaomepol Gpojov Kat jiag oTeviig a1npodpOMIKIG YPajjIfE oL Kavouy
10 Xwp16 va (el o€ pia aBeBam, puotnpiwdn didotaon. Autd elvat n Pwola Twv atéhelwtwy daowv
Kat Twv ywpapiv omou kaMiepyeitat n natdra. Kanotol yepodepévol kat aoupiBactol yapakpeg
gpyaovral exel fipepa, ywpic va Bivouy T micon kapiag {wrikrg avaykng. Autr n Pwoia napapé-
VEI EUTUYIOJEVN Kal aywEvn

ust before winter cloaks everything in the Arctic night, a few hours of daylight linger in late au
tumn in the village of Sumskoy Posad, one thousand kilometres north of Saint Petersburg, in Kare
lia, on the shores of the White Sea. Linked to the rest of the country by a vaque muddy track and
astretch of railway line, the village lives in a suspended and mysterious dimension. This is the Rus

fendless forests and potato fielt

5. A few robust and uncompromising characters work calmly

t driven by any vital needs. This is a still t Appy and cold Russia

IknvoBeoia-Levapio/Direction-Screenplay:
Sergei Loznitsa Qwroypagia/Cinematography:

Sergel Mikhalchuk Movra/Editing: Sergei Loznitsa
(atherine Rascon Hyo¢/Sound: Viadimir Golovnitzk

Napaywyoc/Producer: Serge Lalou Mapa-
ywyn/Production: Les Films d'lci, France Zupma-

paywyr)/Co-Production: Mus:
Arte France Digibeta Eyypwpo/Color 52°

[aMia/France 2008
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Bloypaiké oneiwpia

0 Zepykér Aodvitoa yewriBinke otic 5 ZenepBpiov Tov 1964 oty nokn
Mnapavopiral tng tote ooBierikiic Snpokpariag g Aeukopwotag. Apyo-
TEPQ N OIKOYEVELd Tou HeTakopioe oTo KieBo e Oukpavia, bmou o Zepy-
K| TeNelwoe 1o Aokelo. To 1981 éyive dexdg oto Mohuteyveio Tou Kiéfov
yia va omoubaoel epapyoopéva paBnpatikd kai ouotijata ekéyxou. To
1987 arogoftnoe e rrrux{o nyaviko kat pabnpatikav. And 1o 1987 wg
10 1991, epydotnke oto Ivotitouto KuBepvntikrg 6mou aupipeteiye otnv
avanmugn eidIKwY 0uoTNATWY, TEQVITG Vonuoalvng Kat dladikaoidv
Munc anopdogwv. MapaMnha pe autr T paotnpidtna epydotnke
Kal (G Heragpaotrc and Ta lanwvikd. Katd T Gidpkela exeivng TG me-
plodov, anéxtnoe éviovo evblapépov yia Tov KvnHatoypdgo kaito 1991
£kave afmon oto Pwaiké Kpatiko lvotirotto Kivnpatoypdpou e Mooyag
(VGIK), 6mou éywve dextoc pend and pia nohd avotnpr dladikacia entho-
yiic. £novbace oo atodvrio g Nava Tloptlarde. To 1997, anogoimoe
|I€ Emaivo e muyio oy mapaywyr kai ) oknvoBeoia kvnpatoypdgou.
To 2000 &exivnoe va epydderal oty napaywyl Taviwy 010 2tolvrio
Nrokipavrép g Ayiag Metpotmong, eva v ibia xpovid képdioe umo-
Tpopia ané 1o Npoypappa Ninkop Tov Bepohivou. To 2001, petakdpioe
e Tn yuvaika kai Tic duo kopeg Tou o [eppavia. Exel oknvoBetrioel tpia
ieyaAou KOG Kal OKTW IKPOD HiKOUG VIOKIHAVTED, EVW auveilel va
oKnvoBerel viokipavrép kat va ypagel véa oevapla.

Biographical Note

Sergei Loznitsa was born on 5 September, 1964 in the city of Bara-
novitchi, in Belarus. At the time, Belarus was part of the Soviet Union.
Later, Sergei's family moved to Kiev, Ukraine, where Sergei finished high
school. In 1981 Sergei applied and was admitted to the Kiev Polytechnic
Institute to study applied mathematics and control systems. In 1987, he
graduated with a degree in engineering and mathematics. From 1987 to
1991, Sergei was employed as a scientist at the Institute of Cybernetics.
He was involved in the development of expert systems, artificial intelli-
gence, and decision-making processes. In addition to his main job, Sergei
worked as a translator from Japanese. During that time, Sergei developed
akeen interestin filmmaking, andin 1991 he applied to the Russian State
Institute of Cinematography (VGIK), in Moscow. After a very rigorous se-
lection process, Sergei was admitted to the Institute, where he studied un

der Nana Dzhordzhadze. In 1997, Sergei graduated with honors with a de

gree in film production and direction. In 2000 he began producing films

at the Studio of Documentary Films in St. Petersburg. In 2000 he was
awarded a grant from Berlin's Nipkov Program. In 2001, Sergei immigrated
with his wife and two daughters to Germany. Sergei Loznitsa has made
three feature-length documentaries and eight shorts. He is currently di
recting several documentaries and working on new script

O\poypaepia/Filmography

1996 Segodnya my postroim dom/
Today We Are Going to Build a House/Zrpepa ktioupie éva omini
(ouv-oknvoBeaia/co-direction: Marat Magambetov) (ppi/short)

1998 Zhizn, osin/Life, Autumn/H {wi, To gBivonwpo
(ouv-oxnvoBeaia/co-direction: Marat Magambetov) (uy/short)

2000 Polustanok/The Train Stop/0 ataBog Tou Tpévou (pp/short)
2001 Poselenije/Settlement/O oikiapog

2002 Portret/Portrait/Moptpéto (pp/short)

2003 Landschaft/Landscape/Tonio

2004 Fabrika/Factory/H paunpika (pp/short)

2005 Blokada/Blockade/AnokAetopoc (up/short)

2006 Artel/Aptéh (pp/short)

2008 Tredstavienye/Revue/Emakonnon

2008 Lumiére du Nord/Northern Light/To @w¢ Tou Boppa (up/short)

13th Thessaloniki Documentary Festival
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