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To avepd tov Kwvotavrivou MNdwapn, akpaio, peaNiaTike, (00ppOME( 0T TevTwjiévo aKowi Tr¢ avBpamvng mpay-
patikotntac. Xwpic dikAideg aopaheiag, Oleioduel o€ SuoNeToupyIKOUG HIKPOKOOLIOUG, aModOpGVTAC OTEPED-
Tuna, eyeipovag epwtrpata mou Eegebyouy an'ta mpopavi). Oéuata TautdTnTac, iAo Kai GuARG, N Hetavd-
0Tevon, 0 «§évogy, 1 oIKoyévela, piokovtal ato otoxaoTpo Tou dnpitoupyod, kaBpegiCoviag évav kGopo
HaKpid amé wpatomoiroeig ki ebkoAoug ouvaloBnpatiopiols.

0 Ndwapng dev otéketal apétoxog o€ doa ovpBaivouy yopw Tov. To atoBTrpi6 Tou evromilel Tig paydaiec ala-
Yé¢ ev T yevéoe! Toug. Kai tig mapadiber ato kowo, mpoxahavrag o. Ma mpiv mpokaléaet Tov Beatr, o Ndwapng
mpokahel npwra Tov i6to Tov Tov equto. Méoa an’ autr TV mpoowIkr avapétpnan, o £pyo Tou wpidlel, Ta-
papévovTag wot6ao ouvenéc oti mpoBéaeig Tov dpioupyod Tov. O Mdwapng dev agrvel Timota oty ToxN. -
petaxpIBag 1 BENeL va mel Kal, TO KUpIOTENO, TIA)G Va TO EKPPATEL LUKV, OTIG TaIViEG TOU, 1) VIOKIHQVTEPIOTIKN KI-
vnuatoypdenon, n apeodtnTa Kat n ouvimapén enayyeldatiov nBomoicv e Epaoitéxvec mou katabétouy
Blwpaikr Toug eppnvela, petatpénouy To Bearr) oe auvepyo. Ta dpla eta puBomaciag kat mpaypiaTikdTTag
poidouv va BoAcvouy, emtpénovtag aTov dnpioupyo va KAWeL TIC QVTIOTAOEIC TOU KoWo(.

2T Tawieg Tov, N eowrtepik éviaon Aetoupyei oav To Téheto AMoB. Moiddetva deiyvel akhovno, pa otav épBel
1 ektovwon, katappéel oo Aemtd. Madi ' auté katappéouv ki ol aTaBepéc, Ta Tapmov, ot mpokatahyelc, Ta oxupd.
To agiépwpatou 5200 OeomiBaA Oeaoahovikng atov Kwvatavrivo ldwapn kakei To Kowo va yvwpioel ONeq Tig mTu-
XEC TOU €pYOU €vOG TOAINPOU KivaTtoypagioT).

Anuritpng Eimiéng

(onstantine Giannaris'cinema — extreme and realistic — walks the tightrope of human reality. Without safety
nets, it enters dysfunctional microcosms, deconstructing stereotypes, raising questions that are far from obvi-
ous. Issues of identity, race and gender, immigration, the “stranger,” the family — all appear in the filmmaker’s
crosshairs, reflecting a world free of embellishment and sentimentality.

Giannaris doesn't stand apart from what is going on around him. His intuition picks up on changes as they are
happening. And he hands them over to the audience, challenging it. But before he challenges the viewer, Gi-
annaris challenges himself. Through this personal involvement, his work matures, while always remaining
faithful to the director’s intentions. Giannaris leaves nothing to chance. He knows exactly what he wants to say
and, more importantly, how to express it. Often, in his films, the documentary filming style, and the immedi-
acy and coexistence of professional and amateur actors as they interpret life experiences turn the viewer into an
accomplice. The boundaries between fiction and reality seem to blur, allowing the filmmaker to bend the re-
sistance of the audience.

In his films, inner tension functions as the perfect alibi. It appears unshakeable, but once defused, it collapses in
aninstant. And along with it collapse all the constants, the taboos, the prejudices, the strongholds. The tribute to
(onstantine Giannaris organized by the 52nd Thessaloniki International Film Festival invites audiences to get to
know all the many facets of the work of a bold filmmaker.

Dimitri Eipides
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Aev eivar puotiko: Xtnv EMada —av ki oyt Hovo edw— Hag apéaet va TomoBeToupe Ta névia oe koutdkia. 2e Ta-
KTiké¢, a\d ouyva mpoyelpeg katnyopiec. Na Ta opiadomotodjie e Tpomo mou yiveral edkoho va Ta Katatdgoupe,
V0 Ta OUYKPIVOUE, Va Ta |1EIT0Ue, va Ta anoppiloupie. O xwpog Tou avepd dev Ba pmopouae va anotehet e€ai-
pean, 101ka ata apiryava ypovia G dekaetiag Tov ‘90, 6tav o Kwvatavtivog Mdwapng eppaviaTnke He duvapn
«amo Ty axpn TG MOANG», |’ éva TaNEVIo Kal ia Kivnuatoypagiki y\waoa mou dev enetpenav kapia Taunélava
Kohvjoet mdve Toug, mépa and autr Tou aknBiva uvapniatikoy owvepd. Mmopel autd va un otapdtnoe kdmotoug
and 10 va mpoonafoiv va Tov ywpEaouy oTn GKovIopévn viouhdna T otevopuaAng Aoyikrig Toug, ad o Kwv-
otavrivog Nawapng, ol tawieg Tov, N akéyn Tou, Bpiokovrav mavra éva Brya pmpoatd: O «dnpioupydg Tou mept-
Buwpiou» mopouoe va kavet i Tavia o Ba cuvavrooe To mhatd kowd otic aiBlouoeg kat Ba e§aogdlile, oye-
dov kdBe kahokaip, Lia Béan oty Thedpacn avrpepa Tov Aekaneviadyouato. Evag «§evopeptog aknvoBéme
and tn Bpetavia Ba d1dBale kahitepa and kaBe EMnva v mpaypatikdtnta g xwpag. Evag «auBddng tomogy
Ba yvdpiCe Tov oeBaoyid kat v avayvwplon ota peyahutepa geotifaA Tou mhavin. O idvvapng avérpene avé-
kaBev Ta oTepeaTUMa, TIG MPOKATAOKEVAaHEVES anduelc, diéeude Ti kakoBouleg mpoadokieg jie Tov Mo ouola-
0TIKO TPOMO — QUTOV TOU OIVENd.

270 Qetvo agiépwyia Tov OeotiBah Oeaaahovikng, o Mdwapng kdvel o i61o yia pia akopn eopd. Mapovald-
Ce1 kawoUpia Tawia Tou Man at Sea, o€ director’s cut, eviehg dlagoperikr and v exdoxr mou mpoBAqBnke
mpw Niyoug prvec oo OeatiBdA Bepohivau, oe it Bappaléa kai avrddia g Tawiag Tou kivnan, mou dev Ba eiyav
mioMof Ta kdtoa va kavouv. Kat dev eivat yévo auto. MapdMnAa e v —yia mpw opd mjpn— mapouoiaan
TOU £pyou ToU, amd Ta mpwipa meipapatikd Tou @y kat Tig Souletég Tou oty TNAEGpacn LéxpL TV o Mpdopatn
Tawia tou, o ldwapng emguAdooe! atoug Beatéc Tou OeamiB pia e§aiperikr ékmnén. Boutwvrag fabid oty
kahetGookomikr Tou ouMoyr} and €IKove, aTiyléc, kat alobroeic, avaolpel KoppdTia GiNy Tiou éxpl Tpa mapé-
{evav auotnpd mpoownika. Tagidia oe Tomoug kat o avBpamouc, enoyéc, ouvaiobijata, 1béec, amootaypéva oe
Hikpéc BloTikég G0oelg, ou pavepwvouy Hia GAN, «puaTikr» mheupd Tou €pyou Tou. Oy oav aehideg vog mpo-
owmkod npepohoyiou o, WG, Ha apopoly andAuTa kat jag anokaAdmTowy T Auplopd, T0 Xio0Hop, TV TpU-
(epOTNTa, TNV ayleodTnta, kat m dlvayn mov xapaktnpiCouy To aived Tou fidwapn oTny Mo MPWTApKIKT Kal 0u-
01(0n ToUg HopPr}.

[dipyos KpaaaaxdmouAog

KONZITANTINOZ MANNAPHE



It's no secret that in Greece — but not only here — we like to pigeonhole everything, putting it into tidy, but often
thoughtless categories. We like to group things together in a way that makes them easy to classify, to compare, to
disparage, to reject. Cinema is no exception, especially in the awkard nineties, when Constantine Giannaris burst
on the scene“from the edge of the city," with a talent and a cinematic language that refused to be labeled, other
than as really exciting cinema. That may not have stopped some peaple from trying to fit him into the dusty cup-
board of their narrow minded logic, but Constantine Giannaris, his films and his mind were always one step ahead:
The“auteur of the fringe” could make a film that would draw the wider public to the movie theaters and would have
a quaranteed spot on TV, almost every August on the occasion of the religious holiday that his film One Day in Au-
qust refers to. It would take a filmmaker “imported” from Britain to read the reality of this country better than any
Greek. This “audacious fellow” would win respect and acclaim at the world's greatest film festivals. Giannaris has
always overturned stereotypes and preconceived opinions; has always disproved malevolent expectations in the
most meaningful way — that of cinema.

Atthe tribute to his oeuvre held by this year’s Thessaloniki International Film Festival, Giannaris has done it again.
He is presenting a director’s cut of his new film, Man at Sea, completely different to the version that screened a
few months ago at the Berlin Film Festival, in a brave move — worthy of his film — that not many would have the
quts to make. And that's not all. Alongside the first ever presentation of his complete body of work, from his early
experimental films and his TV documentaries to his latest feature film, Giannaris has a wonderful surprise in store
for the Festival’s audiences. Delving into his kaleidoscopic collection of images, moments, and sensations, Gian-
naris offers us film footage which, up until now, was strictly private. Journeys to places and people, seasons, fe-
elings, ideas — concentrated in small, addictive doses that reveal another, “secret” aspect of his work. Films like
pages of a personal journal, which, however, absolutely concern us and reveal to us the lyricism, humor, tender-
ness, immediacy, and power that characterize Giannaris' cinema in their most primary and essential form.

Yorgos Krassakopoulos
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Mo0oc kat eEAevBepia oo mpoowmo tou dAAou:

To owvepd Tov Kwvatavtivou Navvapn

Tov Kwota Tepdy

«[pémetva amoppopnBw and Ty aydmn
Omw¢ amoppopdral KAmolog amé Tov mayo,
0 Adomn 1 To popo».

Zav Zevé

Hrav n enoyr} g enéhaang tou AIDS, n enox) Tou
BdpBapou Batoepiopiov, Tou doyHaTog «n Kowwvia
dev undpyel, 1) enoxi omou o nuiBavrg Bpetavikog
Kivnpatoypapoc aMnBpiCe aneAmotika mpog Ty
aNn mheupd Tou Athavtikod. O Kwvaravivog Mav-
vapng Bpiokotav oo Aovdivo oTa xpovia ekeiva g
dexaetiag Tou ‘80, moyr mou apydrepa Ba yapaktn-
piogl «métpiva ypovia» TG yevidg Tou, BAémoviag
Toug giloug Tou va meBaivouy o évag petd Tov AMov
ano Tov Bavatnpopo (0. Mewnpévog oto Zibvei g
Avatpaiac ano ENnveg yoveic, Ba emotpépel oty
EMada oe nhikia emd exav kau oty Ayyhia Ba Bpe-
Be yia omoudég oikovopIKwY kat lotopiac. Oxt Kivn-
yatoypdgou. AN To ovepd fav i BaBorepn,
unapélakn avaykn;: «Av dev elya yivel axnvoBétng, Ba
Bpiokopouy éykhelotog oe kamolo Yuyiatpeio», Ba
et apyotepa. Karahutikr otdBnke n yvwpipia Tou pe
Tov Bappaéo kar moAomheupo Snpioupyd Ntépek
Tdpyav, mou népa and Tov ykél aktiBiopd Oev Oi-
otale va yupilel TiG Tawieg Tou e eNdylota péaa, o€
Super 8 ai énerra mpoywpoloe kateuBeiav o€ blow
up ota 35 xhootd... H «kateatpappévn» €lkova
€€0pyiCe 000U fiTav umoTaypévol oty TexvK, aN\d
1 Yuyr firav ekeL... K1 600 10 owpa tov Ntépek TCap-
{av €opnve, ekeivog ouvéxiCe vamiokepd — yia va Ka-
VEIG O1vepd apkel pia adeta 0Bovn ki éva ypijia, omug
oto Blue...

Taurdypova, o Mdwvapn Ov épiewe avennpéa-
0106 ano Try 1oxupi napadoon Tou VIokipavtép ot
Bperavia, mapddoon Kowwvikis Kataypagig, omwg
aurr) giktpapiCotav oti¢ Taivieg Tov Ztifev Opiapg g

KONXTANTINOZ MANNAPHE

dexaetiag Tou *80, ato awed Tou Kev Makpahev
(Ghost Dance), 1\ ato mepipno The Ploughman’s
Lunch...

0 Nawapng &ekivnoe pe Bivreokhin yia povaika
OLYKPOTAATA TN aveSAPTTNG POK GKNVIIG Kat pe
yaunAob mpodimooyiopo0 Tawieg pikpod priKoug, Ka-
B katmapaywyéc yia to Channel 4 kat to BBC (Jean
Genet Is Dead, 1987, i tawia didpkelag oapavia Ae-
TV yia Tov épwra oy enoxr 1ou AIDS, He keipeva
T0U ZeVé).

01 Tpedec (1989), Gidpkelag TPIGVIA TEVTE AEMTWY,
ival éva napddogo kal ouyypovwg mavéHoppo VIoKI-
yavrép yia Tov Kwvotavtivo Kadon. MnBog epaot-
Tegviké, Tagiblwikéc Myei mhékovral petady Toug o’
éva Eopevo povtad, eve kdmou avapead Toug ou-
vavtdc omépata oknvoBeoiac: eIkOveC podyupvwy
gavrapwv mov EupiCovral pmpootd otov kaBpégm, T
naidikanpoowna ayopiwv g koupdikrg kowdtntag
Tou Aovdivou, ov anotuncvovral apvidlaoTikd navw
ota NiBadia g Katahwviag 1y atoug noAudvBpwnoug
dpopoug Tou Kaipou kat g Ahe€avdpetac. Kat oy
NXNTIKT pndvea, n moinon Tou KaBaepn, mou opiyel e
€pwIKEC dovroelg TG Medoyeiou... Ot Tpdiec elval
Bpavopata eikovwy, eNertko oxediaopa piag agn-
ynong mou dev oAokAnpAVETaL TIOTE...

Eva kaBopiotikd Briyia ata 1990: Xpnyatodotmon
and 1o Arts Council katto Channel 4 yia pia peoaiov
{rikoug Tawia (58 Aemd) yupiopévn ot Apepiki.
North of Vortex, aompopaupo road movie, and v
Avarohn Ak o T gk Kahpopvia. Tpia nipo-
0w, TeLG Hovayikée dladpopiég mou auykAivouv: 0
monTrig, 0 vautng kat n mopvn. Amonyol g beat ye-
vidc, Mointrc eivat 0 2Ta0pog Zahdg, yvwordg ekeivn
Tnv enoy Hovaya atoug KOKAOUG TwV Hunuévey Be-
atpoilwv g Abrvag... Mopvn eival n epediotika
yontevtiki| Bakvia Ntpdpmha, cepBitopa ot Néa
Yopkn, dvepyn nBomoid pe pices kanou otn Ai-
Bouavia, mov oty Tawia tou MGwapn anoktd Kt

and v andpakpn, Bavarepr yonteia Eupwmaiag vii-
Bag Tov 50 — {owg ekeivn T OTUGR AVWTEPOTNTA TG
Zav Mopa. Nadtng o Xaouapvt Nanep, nBonotog o
nepipepelakole Biaooug tou Aovdivou. Kabévag and
TOUG TPEIC XapaKTrpeC Ba xpnolpomooel Toug a\-
Aoug oav ae€oualikr Tpogr, apeihikta, wpic TOYeI.
Epuwrioydc Biatog, nov Eeond avandvreya oty 0Bov.
Xwpic kpeaévto aMd pe apyo, otabepd Pruatiopd.
Evréhel, n Wuyohoyiki Hévwon Kat Twv TpIGV anodel-
kvoetal 1dlaitepa avBektikr kat To Tagdt Aemoupyel
wq avriotpogn mapaoM yia v aduvapia eowTept-
Kii¢ «yetaBaancy. Kaveic toug dev Ba petakivnBei
oure Bripa and To onpeio mov Bpiokerar. To North of
Vortex emBpapevetal oty kapdid e Apepikiic, oto
OeoripdA Tov Zikdyou T0 1992.

210 Tplavtanevrdhento Caught Looking (1991),
@M pia Bpetavikr mapaywyn, o Mdwapng xpnot-
Horolet euguag T avepyopevn HuBohoyia g virtual
reality pOKelIévou va «amoouvappoNoyoew, e TV
avadel€ Toug evidg nediov, Tic kabe eidoug oeSoua-
Nkéc pavraoiwoelg G opo@uAdping emBupiac.

To Mia Béan atov ridio (1994-1995) bidpKetag oa-
pvra névre Aemwy, kataypdeL TV EMOTPOQI| TO
ldwapn omv EMdda. Mpcytn oxnvoBeoia eni eMn-
viKob eddgoug. Opovola, mpwrebouoa Twv Bakka-
viwv. Aev mpokerat yia doknon Ugoug, ald yia avi-
yveuon eddgoug: To kaBpégtiopa 800 KAopwY, N
«emikivouvr ouvavnor Toug péoa and Tov épwta
€voc ouvtnpnikol EMnva (ndhi o Zratpog Zahydc)
yla évav veapo petavdorn, «évav ano To peyalo
KGpa» mou éprace otnv EMdda perd v katdppeuan
Tou avatohikoy pmhok. Epwrag oav Takdvreuan, pé-
XPLTO ONeio KAPYnG, EpWTag mov Mapacépyel avii-
ordoeic ka1 dlaBpavel mpokataAqueLs...

Tov Mdtotou 1995, o ldwvapng Ba Bpedet pe v
npW Tou Heydhou prikou Tawia, T Bpetaviki ma-
paywyn 3 Steps to Heaven, oto Oeonifal Kaway,
ot0 «AekanevBiepo Twv ZknvoBetvy. Npwrayw-



H ABrva ota modia tov.
0 Kwvotavtivog Nawapng ota yupiopata tou And mv dkpn me méAng

Athens at his feet.
Constantine Giannaris shooting From the Edge of the City
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viatptan omoudaia nBomotog Karpv Kapthd. Hrar-
via Ba tpapnéel mv mpoaoyr Tou XapBei fovdv-
otaiv, mou Ba T «kAeiael» yia dlavopr otic Hvwpé-
vec Mohreiec. «Bpiok6pouv oe pia mapalainy, Bamel
apyorepa o lawapng. Mapd mv aotuvopikr moki
g, N awia mpoodlopiletat oav ia «kwpwdia ekdi-
Knon kat autoouveidnang.

AkohouBouv xpdvia Soukelds Xwpic avikpiopa:
Eva £€oyo veo-voudp oevapio und Tov Titho «Map-
TO¢T, 1€ pwa évav «dieBvip» ENnva, dev Ba gtd-
0€l TIoTé 010 oTadlo T mapaywyn¢ otn Bpetavia,
Kai kari avaoyo oupiBaivel kai ot ENMdda e To oe-
vaplo yia o «Xopd maidi», factopiévo ato publoto-
pnua Tou Xpriotov Xwpevion.

0 lawapng, wotdoo, paiveral muwg eiye eviomioel
pwYEC oTo kupiapyo Hoviého Tou eNnvikoU Kivnpa-
ToypAQou, Kat TeNka ota 1998, pe T Tawia Amd v
dkpn e moAne kataBéel m bik Tou npdraon, «ava-
kahomovtac» T0 Mevidl Kai TIC QUAES TwV avéoTiwv
Pwoondvriwv mou mapatave v olkodopr yia va Y-
viotolv oty Opdvola... Av o oknvoBémng elye deiéel
e€wyiivoug atn 086w, 0w To 0ok va Tav HIKpoTepo
oti¢ EMnvikég aiouaeg, Touhdyiatov yia 6aoug eiyav
ouvnBioet va mpoomepvoLy TI oOvBETeC mpayHaTiKG-
TnTeq g «véag ENNGday o blagiopgwvoray..

Epyopevog oty EMdda and v AyyMia ota iéoa
ekelvng TG Hmepdepévng kal, Tehikd, umepgiahng Oe-
Kaetiag Tov ‘90, o Mawvapng eixe mpotelvel mpw Ty
Akpn e moAng atoug unevBuvoug Tou Kévipou Kivn-
{latoypacpou éva oevapio yia Tov épwra evo EMnva
i€ évav «jietovoTiKo» TG Autikig Opakng, oevapio
miov égepe avatplyihec ota ypageia g 0dol Mave-
mioTnyiou kat amoppieBnke Hetd moNV emaivwy...

270 Amé v dkpn g moAng, o Ndwapng naipvet
Béon o i6log oTo anielo TG kdpepac, avtikpiCoviag
HeTwika Tov fpwa Tou (21d6ng Namadémouhog) o€
jlia 1610tumn «avakpiony. Aev mpokertal anhd yia
QNYNHATIKEG «yEQUPEC, avTiBETa, KaTd T yvwpn
10U, Ta 0LYKeKpIHEva TAGva He Toug koo, eniBe-
TIoUg 61aAdyous avadelkviouy To Kévtpo Bapoug
QTG TG Tawiac-ypoBidg mou avéTpewe TIg Péxpl
TOTE «100ppoMiec» 0T0 Xwpo ToU ENANVIKOD KIVNHa-
TOYPAOU Kal YOVIHOMOINOE TIG VEEG TATELS Mov 0}~

KONITANTINOZ FNANNAPHZ

Liepa Bpiokovral oTo MPOGKAVIO.

Tpia xpdvia apyotepa, otov Aekaneviadyouato, o
ldwvapng dleupuvel Tic avalnTrioeig Tou: TV épnun
ABrva tou Auyodotou évag veapd (Kaatag Kotola-
vibng) e1oBdMhel oe Tpia dlapepiopata iag mohuka-
ToIKiag Kal «EeKAEIB@VED Ta PUOTIKA TPIEV EVTEAGS
BlaQOPETIKWY OIKOYEVEI®V: piia Bpnokeudpevn pi-
kpoaotiki} oikoyévela (ENévn Kaotdvn kai Akhag
Kapadriong) avaywpei yia mpookivnya omv Mavayia
Youpehd pe v oktaypov dppwatn kapn tous. Eva
avimavtpo, «exkevipikd» Cevyapt (Beodwpa T{rpov,
MixdAng latpomouhoc) Taéidevet mpog T Mdvn. Mia
ylatpiva e6IKEVpéVN 0TV EEWOWHATIKT YoviHomol-
non aMa xwpic maidid  idia, padi pe Tov pakov
avapigo 00Cuyd g (Auahia Moutotan, AipiNiog Xet-
Aakne) kateuBivoviat ato e§oyiko Touc. O MNawapng,
1€0a and pia «yopIkr» evopynotpwan, BéNeLva pag
dei€e1 g aobpmTweC Oladpoyiég, Tic kpavyahéa Gu-
YOKevTpeC TaoelC avBpwnwv Tou GaivopEvIKA ouvu-
napyouy, oupBidvouy atov idio xwpo aa oty
mpaypatikdmTa dlapkwg amokhivouv. Xpnoipomolei
Tov a€ova ¢ oyéong pdvac-naibiol otic moNamhég
dlaotdoeig nou AapBdvet. 01 fpwég Tou facaviCovral
and m dovagn 1 v aduvagia g yoviponoinang, 1@
opata TpaupatiCovral, UTOGEPOLV, AMOTUYYAVOLV
va elval avrikeipevo modou...

00unpog (2005) BaciCerar o'éva mpaypaTikd aup-
Bav, T Tpayikr otV kataAnén e Aewgopelomel-
pareia mou mpaypartonoinae T 1999 o ANBavoc pe-
tavaotng OAapolp Mioki: O 24xpovo ANBavdg
katéNaBe éva unepaoTik Aewpopeio otn Bopeia EX-
habayia 24 wpec, a\a otav TeNikd mépace Ta aABa-
VIKd 00vopa, T000 auTag 600 Kal évag amd Toug EA-
v ourpoug émeaav vekpoi ano Ti 0paipes Twv
avbpav Twv aABavikav owpdtwy acgakeiac. Mapd
TI¢ avtidpdagic mou §earjkwoe N Tawia and akpode-
€l0U¢ kukhoug otrv EMdba, eivat gavepd nw o Miav-
vapng kdvel puBonaaia, Gev oToyelelva e€yvidaet Tl
Tipaypatikd ouvéRn kat moia fiav Ta KivTpa yla Tig
npaceic Tou Ohapioup MNiok.

Me ta npwra mhdva TG Tawiac, o oknvoBémg i-
Kovoypaqei pia TENEToUpYIKM Kat ouvayia emBetiki
kdBodo oto yayo, atov Adn; Miow and Tov opylopévo

Buatiopo Tou petavdotn Apwa Tou (X1dbng MNana-
domouag), Bpiokovral ot MoAUTEAE(S Karolkieg Twv
VNYEv@Y, ytiopéveg ano ta bikd Tou yépia, ané Ta
xépia wv ANBavav. To ieupuvopevo Kowwviko ya-
opa Kai 1 ENewn otolyelwdoug dlkatoalvng oty
agaolkr eMnvikr kowwvia Tou 2005, Niya xpovia
mporol Boukid€oupie ohokAnpwIKd TV Kpian, 6w
anotun@Bnke otny Tawia Tov Mdwapn, mpokaeoe
and t pia mheupd vateplkeg kat pioaMadodeg avi-
dpdoeic «eBvikoppovwv» kat and v dMn meupd
katd kopio A6yo apnyavia kat oiwm.

HteNevtaia tawia tou Ndwvapn Man at Sea, petd
v mpoPol T Tov mepaapiévo DeBpoudplo ot
Mnephwale, mpoBaMetai ato 520 DeatiBah Kivn-
yatoypdpou ¢ Becoalovikng pe véo povidd, mov
eniieNqBnke o 6log 0 oknvoBétn, O kametaviog evg
de€apevomhoiou owCel Kapd Tpiaviapid épnpoug:
Apyavoug pOaQUYEC TTOU £XOLV VaUAYrOEL Heomé-
Aaya. Zto mhoio éxel mdpet kai T yuvaika Tov, 0€ pia
npoonddela va Eavaopi€ouy votepa and To peyalo
Xwplopo mou akohotBnae o Bdvaro Tou maidlod
T0U6... To Man at Sea €ivar yia Tov ldwapn éva pe-
ydho, ouataatiko, Giakoho Bria mpog T oknvoBeTiki
wpipétnTa. H otk Tou petatonietar anogaol-
oTikd and v mheupd Twv JETavaoT@V (Kat iowg auto
aipvibidoe! opiopévoug) atny omikr Tou «aMou,
Tov avtinahou-natépa. O Avtavng Kapuotvog ato
poho Tou kametaviou umodUeTal Tov o duakoho, Tov
110 00VBETO apaKTmpamou €yl aMoTUMWOEL 0T j1é-
ydAn 0BAvn péxpt anytepa o Nawapng. O kanetdviog-
natépa BubiCeral fripia Bripa oty «kapdid Tou oko-
Tadl00, 0'éva taéid1 autoyvwoiag agedialuto pe Ty
ohokAnpwrkA, Autpwtiki cuvtpiBr. Me pdria mou
BAémouv ah\a Gev aviihapBavovral, Yayvel oav Tu-
@AOC TO VeKpO Y10, Kat mave oto mhofo n évraon, 1 ia
dev mpodidouv ot oMot ekei ival «eidwha Yuyiic,
gavrdopata, ki 0 wkeavog 0AoKANpog évag mharug
Axépovrag,..

0 Kdarac Tep(ric eivat kprmkdg kviuatoypdpo. Tate-
Aeutaia 8éa ypdvia pydcetar amny pnueoida Auyq
Kai Tautdypova dlanpel To mpoownikd Tov (aToAdyio
filmforum. wordpress.com



Desire and Freedom in the Other:

The Cinema of Constantine Giannaris

by Costas Terzis

“I shall be caught in love just as one
is caught in ice or mud or fear.”
Jean Genet

It was the era of the AIDS epidemic, of barbarous
Thatcherism, of the “society does not exist” dogma,
the era when moribund British cinema desperately
gazed towards the other side of the Atlantic. Con-
stantine Giannaris was in London during those years
in the 80s, a time which he would later call his gen-
eration's “stone years,"watching his friends die one af-
ter another from the deadly virus. Born in Sydney,
Australia to Greek parents, he returned to Greece at
the age of seven and went to England to study Eco-
nomics and History. Not cinema. But cinema was a
deeper, existential need: “If | had not become a di-
rector | would be shut up in a mental hospital,” he
would later say. The catalyst was his meeting the
courageous and versatile director Derek Jarman who,
aside from his gay activism, didn't hesitate to shoot
very low budget films in Super 8 and then blow
them up to 35mm. The “damaged"” image angered
those enslaved to technique, but the soul was there...
And while Derek Jarman's body faded away, he con-
tinued to fight — because to make a film it is enough
to have an empty screen and a color, as in Blue...

Giannaris began by making music videos for the
independent rock scene, and low budget shorts as
well as productions for Channel 4 and the BBC (Jean
Genet Is Dead, 1987, a forty-minute film about love
in the time of AIDS, with texts from Genet).

At the same time, Giannaris was also influenced by
the powerful tradition of the British documentary, a
tradition of social documentation, filtered through
the Stephen Frears films of the eighties, the cinema
of Ken McMullen (Ghost Dance), or the famous
Ploughman’s Lunch...

Trojans (1989), thirty-five minutes long, is
strange and beautiful documentary on Constantine
Cavafy. A multitude of amateur travel shots are
twisted together in a crazy montage, where seeds of

direction can be found scattered: images of half-
naked soldiers shaving in front of a mirror, the child-
ish faces of boys from London’s Kurdish community
which are imprinted without warning on the mead-
ows of Catalonia or the crowded streets of Cairo and
Alexandria. And Cavafy’s poetry on the soundtrack,
blending in with the erotic vibrations of the Mediter-
ranean... Trojans is image fragments, an elliptical
plan for a narrative that is never completed...

In 1990, a decisive step: Financing from the Arts
Council and Channel 4 for a medium-length film (58
minutes), shot in the United States. North of Vortex, a
black and white road movie, from the East Coast to
mythical California. Three people, three lonely paths
that converge: the poet, the sailor and the prostitute.
Echoes of the beat generation. The poet is Stavros
Zalmas, at that time only known by the cognoscenti
of Athenian theater lovers... The prostitute is the siz-
Zlingly attractive Valda Drabla, a New York waitress
and unemployed actress with roots somewhere in
Lithuania, who in Giannaris'film acquires something
of the distant, deathly air of a European diva of the
fifties — perhaps that cutting superiority of Jeanne
Moreau. The sailor is Howard Napper, an actor in re-
gional London theater companies. Each of the three
characters uses the others as sexual fodder, merci-
lessly, without quilt. It is a violent eroticism, which
erupts on the screen quite suddenly. Without a
crescendo, but with a slow, steady pace. In the end,
the psychological insulation of all three appears to be
particularly durable, and the voyage acts as a reverse
parable of the weakness of inner“transition.”None of
them moves an inch from the point he was at. North
of Vortex received an award in the very heart of Amer-
ica, at the Chicago Film Festival in 1992.

In the thirty-minute long Caught Looking (1991),
also a British film, Giannaris brilliantly uses the
emerging mythology of virtual reality in order to“de-
assemble,” by bringing into focus every kind of sex-
ual fantasy of homosexual desire.

APlace in the Sun (1994-1995), forty-five minutes
long, describes Giannaris' return to Greece. His first
film on Greek soil. Omonia Square, the capital of the

Balkans. This is not an exercise in style, but an explo-
ration of territory: the mirroring of two worlds, their
“dangerous” meeting through the love of a conser-
vative Greek man (Stavros Zalmas again), for a young
immigrant, “one from the large wave” that arrived in
Greece after the fall of the Eastern Block. Love as vac-
illation to the point of bending, love that sweeps
away resistance and erodes prejudice...

In May 1995, Giannaris found himself at the
(annes Film Festival, in the“Directors'Fortnight” sec-
tion, with his first feature-length film, the British
production 3 Steps to Heaven. His lead actress was the
great Katrin Cartlidge. The film drew the attention of
Harvey Weinstein, who picked it up for US distribu-
tion. "l was giddy," Giannaris would later say. In spite
of its detective-story style plot, the film is defined as
a“comedy of revenge and self-discovery”.

Then came years of work without any acknowl-
edgement: a wonderful neo-noir script, “Marchetti,”
with an“international”Greek central character, never
made it to production in Britain. Something similar
happened in Greece with the script for “The Wise
Child,"based on a novel by Christos Homenidis.

However, it appears that Giannaris had found
cracks in the prevailing model of Greek cinema, and
finally, in 1998, with From the Edge of the ity he
makes his own statement, “discovering” Menidi and
the tribes of homeless Russians from Pontos who
abandon their jobs as construction workers and be-
come male prostitutes in Omonia Square... If the di-
rector had shown extraterrestrials on the screen, the
shock might have not have been as great in Greek
theaters, at least to those used to overlooking the
complicated realities of the “new Greece” which were
taking shape...

Coming to Greece from England during that mixed
up and, ultimately, arrogant decade of the 90s, before
From the Edge of the City Giannaris had submitted to
the Greek Film Center a script about the love of a
Greek man for a member of the Muslim minority of
Western Thrace, a script that raised hair at the offices
on Panepistimiou Street and was rejected with much
praise...

CONSTANTINE GIANNARIS
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In From the Edge of the City, Giannaris places
himself where the camera is, facing his hero
(Stathis Papadopoulos) in a kind of “interrogation”.
This is not simply a narrative bridge — quite the op-
posite. In my opinion, these particular shots with
their staccato, aggressive dialogue highlight the
central theme of this powerful film, which over-
turned the “balances” that had existed until then in
Greek cinema and engendered the new ideas that
now take center stage.

Three years later, in One Day in August, Giannaris
widened his scope: in the deserted Athens of mid-
August, a young man (Costas Kotsianidis) breaks into
three apartments in a building and “unlocks” the se-
crets of three completely different families: a reli-
gious lower-middle-class family (Eleni Kastani and
Akylas Karazissis) leaves on a pilgrimage to Panagia
Soumela with their eight-year-old sick daughter. An
unmarried, “eccentric” couple (Theodora Tzimou,
Michalis latropoulos) goes on a trip to the Mani. A fe-
male doctor who specializes in artificial insemination
and who s herself childless, together with her rather
immature husband (Amalia Moutoussi, Emilios Hi-
|akis) are heading for their country home. Through a
“choral” orchestration, Giannaris wishes to show us
the journeys that never intersect, the blatantly cen-
trifugal tendencies of peaple who appear to coexist,
live in the same space but in reality are constantly

KONZITANTINOZ MMANNAPHY

veering away from each other. He uses the basis of the
mother-child relationship in all its multifaceted di-
mensions. His characters are tortured by the strength
orthe impossibility of fertility; their bodies hurt, suf-
fer, fail to be objects of desire...

Hostage (2005) is based on a true story, the tragic
outcome of a bus hijacking in 1999 by Albanian im-
migrant Flamur Pisli: the 24-year-old Albanian took
over an intercity bus in Northern Greece for 24 hours,
but when he finally crossed the Albanian border, he,
as well as one of the Greek hostages were shot dead
by the Albanian security forces. In spite of the reac-
tions of extreme right wing circles in Greece, it is ob-
vious that Giannaris has made a fiction film — he is-
n't trying to investigate what really happened and
what flamur Pisli's motives might have been...

From the very first shots of the film, the director
depicts a ceremonial and aggressive descent into de-
struction, into Hades: Behind the angry pacing of his
immigrant hero (Stathis Papadopoulos), we see the
luxurious homes of the locals, built by his own hands,
the hands of Albanians. The widening social gap and
the lack of fundamental justice in the aphasic Greek
society of 2005 — just a few years before we would
be faced with a full blown crisis — as depicted in Gi-
annaris'film, on the one hand provoked hysterical and
bigoted reactions from“nationalists"and, on the other
hand, mainly embarrassment and silence.

Giannaris'latest film, Man at Sea, after screening
at the Berlinale ast February, is being shown at the
52nd Thessaloniki International Film Festival, re-ed-
ited by the director himself. The captain of a tanker
ship saves about thirty adolescent Afghan refugees
who were shipwrecked in the middle of the sea. He
has brought his wife on board with him, in an effort
to get back together after the long separation that
had followed their son’s death... For Giannaris, Man
at Seais a big, meaningful, difficult step toward ma-
turity as a director. His point of view moves resolutely
from that of the immigrants — which might surprise
some people — to the point of view of the “other,"the
opponent/father. Antonis Karystinos in the role of
the captain has undertaken the most difficult, most
complex character that Giannaris has brought to the
screen thus far. The captain/father sinks, step by step
into the “heart of darkness," on a voyage of self-dis-
covery, inseparable from the total, redemptive dev-
astation. With eyes that see but do not perceive, he
blindly searches for his dead son, while on the ship,
the intensity and violence do not betray that every-
one on board is a“soul avatar,"a ghost, and the entire
ocean a wide Acheron...

(ostas Terzis is a film critic. For the past ten years he
has been working for the Avgi daily and also writing
his blog filmforum. wordpress.com
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H patia tov alAov

ToU Stéphane Sawas

Eva¢ EMnvag moAftng tou kdapou

H tawia And mv dxon me mdAng (1998), mpwn pe-
yhou rikoug mou yipioe o Kwvoravrivog Mdwapng
omv EN\dba, avayvwpiotnke and to Koo katamo v
KpiTik wG Topr otnv (otopia Tou eNnvikoD Kivnpa-
Toypapov. Evrdooetal oe pa mhoala, ala apketd
napayvwpiopévn gikioypaia, n omoia anoteheital
and okTd {Ikpol prkoug, €€ peaaiou katmévte jleyd-
Aou prikouc, ouvoNikd dekaewéa Tawviec. 2’ autéq mpé-
TIéL va TpooTEBOUV OEKaEVTE MEPIMOU MEIpapaTIKEG
Tawiec mov Ba npoBAnBolv yia mpwn popd Epétog
ato OeomiBah Kivnpatoypdgou Oeaoatovikng 2011.
Ta épya tou Kwvoravtivou Ndwapn napouatdCovral
TakTika ota peyahotepa Olebvr peotiBaN Kvnpato-
ypdgou: 10 Kovrd atov mapdéeigo éape, Adyou ydpuy,
Lépog ato «AekanevBripepo Twv ZknvoBetwv» Tou
OeoriBah Kawav to 1995 kai 0 Aexanevravyouatog
0t0 laywviotiko Tpripa Tov OeatiBdl Bepoivou To
2001. E§@Mou, n avadpopuikr éxBean Tou 2008 pie
titho Cuttinglance / Xy xkyn Tou patiod avéderge T
oupBoM) Tov oknvoBEm 01O XWPO TWV EKAOTIKAY
TEXVQV (puroypagia kai Bivieo).

To noAomheupo €pyo Tou Kwvatavrivou ldwapn
npaylateeTal Kowwvikd Béuata o ouvbuaopo e
NPWTOTUNEC POPPEC KIVRHATOYPAPIKNC YPAQC.
lpaypari, o1 Tawvieg Tov undyovral T600 aToV MEIpa-
patikd Kivnpatoypdpo 600 Kai 0Ta mo yvword &idn,
onwe 1o viokipaviép (Ameyvwapévn (i, EMnueg, H
&xdiknan ¢ vioo), n aotuvopiki Tawia (Kovrd otov
napdderoo), 1o road movie (North of Vortex, Aexa-

* mevradyouarog, Ounpoc), akopn kai 1o peAddpaia,
- otoiyeia Tov oroiov epgavilovrar, napadeiyparog
* xdpw, otov Aexaneviadyouaro. Qotdoo, napd v

* nowlia TWY POV KAl TWY MNYQV EPMVEDONG, 1
- gpoypagia Tou mapouaidle! peydhn ouvoxr kai 10
. gog T BlaKpiveral Tt Twv KIaTOYPQIOTIV
| TG yendcTou.

Bioypagikd edopéva oupBdiouv oty kara-

vonon pepikav muywv e KaANTeKvIKG Tou mo-
pefac. 0 Kwvotavrivog Nawapng yewr Bnke oto 2i6-
vel ¢ Avotpahiag To 1959 kai peydAwoe avdpeoa
otnv Arva, Ty Mehoméwnao (an'dnou katdyetatn

olkoyéveld Tou) kat v Avatpaia (6mou ot yoveic Tou *

€lyav peravaoredaet). Mye o€ ayyAopwvo ayoheio kat
eykataotdBnke o 1976 ot Meydhn Bpetavia yia
TITUXIQKEG KAl HETAMTUXlaKEG OmoLdEC LoTopla Kal
olkovopliag. Exe{ apy1oe va aknvoBetel. Autodidakrog
aMd Yv&oTnG TwV MPWTOMOPIAKWY PEVHATWY TG
¢BOopng Téxvng, dokipiaoe SIdQOpEC HopPE Ka Te-
JVIKEC e peyaln eNeuBepia éumveuan kat bgoug, Ot
avagopég Tou ouvdudlouv kopugaioug Eupwnaioug
ka1 ApepIkavoug KIVHAToypagiaTEC, GLYYPapeic Kai
(wypdgoug Tov eikootol aiwva, and Tov Malohiv
otov Zevé, an6 tov KaBdpn atov Qudpw. Egobdia-
opévoc e ) Sk paBnteia oTi Kowwviké emoTr-
EG Ka1 OTIG TéVEC, ENéOTpewe oTa péoa TG dekaeriag
Tov 1990 oty EMdGa, 6mou avakdhuye pia peta-
HopwHEévn Kowwvia: n matpida Tou, and ywpa e€a-
ywyig, éxel petatpanei o ywpa unodoyri petava-
otwv. H iakexmiki petagh TautoTnTag Kat erepmna
éyel aMdel piika. 0 yBeawdg petavdorng, mou frav
0 KIvnpatoypagiotric wg naidi oty Avatpahia i wg
veapg oty Ayyhia, Bpioet otou aModamou mou
(ouv ot onuepwr EXNG6a éva Onpioupyiké évav-
0410 Y10 KaIVOUPYIEC Q10BNTIKEG aviVEDOeIC.

Erepdnreg

01 Tawieg Tov yopw and To Bépa ¢ petavdotevong
mipoteivouv yiia ouvaNhayr e v ETepoTTa, 1 onoia
avavewvetal ohoéva, avaloya pe TV Eotiaon g
agiynong.

Tuvuddovrac Aupiopo kat eipwveia, n peoaiov
prikoug Tavia Mia Bon arov rikio (1995) agnyeitai
oyéon evoc ABnvaiou ' évav Bopelonmeipwn, and
v anoyn tou ABnvaiov. H avriperdeon Twv podwv

otV TeNikr oknvi} anetkoviCel v avatpon Twv me-
TIpWévwY; Bpiokel Kaveic Tov auTd Tou péoa amé Ty
enkowvwvia , m dokipacia mou poipddetar e Tov aA-
hov.

H tawia Ard mv dkpn ¢ mdAng (1998) ouvdud-
(el pBomhacia kat viokipavtép yia va napakohou-
Broel 1ig mpoondBetec veapwv ENMvwv and v
npwny 2opietikr Evwon va Bpouv pia Béon o eA-
Mvikr) kowawvia: ot ABnvaior eival deutepetovia mpo-
ownakai o oknvoBemng, o pwvr off, Bétel pwroe
070 KevTpIko Tipdowno, To omoio umoduetal 0 Z1abng
Manadomouhag, epaaitéxvg nBomoidg, mov &ivai o
{6106 Pwoondvriog. H didkpion perah Eva kai pn
EMnva yipw and to {ftnua Twv opoyevwy anokTd
véa didotaon; motog aioBavetat 6t Tov BAEmoLY g
aMov, w¢ lagopeTike;

Htawia Ounpoc (2005) avikei o Bépa e and pia
enikaipn &idnon;: évac ANBavag petavaotng Bétet o
opnpla éva Aewgopeio, {nrdel éva peyao mood wg
Aotpa kau anartei Ty aogal perdacri Tov oty
natpida tov. H rawia, 6jiw¢, TomoBeteital otov avti-
Bero moAo TG paviyaioTiki Amoyng Twv éowy pa-
(xA¢ evnuépwong, kat edikotepa g TAedpaan,
yia va agnynBei To mepiotatiké and v dnoyn Tou
ANBavou petavdotn. To Kevrpikd mpoowno eppin-
vebet 0 Pwoondvtiog nBomoidg mov mpwroeppavi-
0TnKe 0o And mv dxpn e méng. ' autd 1o road
movie e Tpaytkd téhog, 0 Ao ivai ok kovrd pag
Kl anokaAOnTel Ta TpwTa onpeia ™C poipag Tod
kd0e mpoownou. O B0 yivera Bipa kai, évBev kal
évBev Twv moNTIK@V ouvopwy, To avBp@mvo nenpw-
Hévo poiale mpokaBapiopévo. H tawia pdc kalei va
dolye Tov £autd pag péoa and T patia Tou AMov.

Téhog, o épyo Man at Sea (2011) npoopéperal,
101aitepa oto mhaioto ¢ napoloag naykdopiac kpi-
0N, y1a {ta aAAnYopIKI) Tipooéyyion: To gopTnyo, To
onolo, and Tov mopByd Tou MBpaktdp péxpt Tov Ivdixo
(xeavo, mAée1 oTa avoIXTA TWV QQPIKAVIKLY GKTAY,
potdCer pe pxpoypagia g Sutikig Kowwviag pe
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T0UG QUTOXBoVEC, TOUG OpOYEVE(S Kal ToUG HeTava-
OTEC, €K Twv ooty AN\t elvat agopiolwévol, aMol
apriagiyBévrec. 0 veapoc 2apiip, Tov onofo umodle-
tal o EMnvoapepikavog Nikog Taoupakn, evoap-
Kwvel T o0vBetn oxéon e Tov aMo 0To Epyo Tou
Kwvoravrivou Mdwapn: autdg o Ao Bewpeital wg
dlagopeTikdc ywpic va Bpiokerar oe andotaon Kai
maipvel otadlakd T Béon Tov yiou mou xel yabei
TOU YIOU TIOU TEPIIEVOUE.

01 0yéoe¢ peTagh TauToTNTaC Kal ETePOTTaC die-
peuvevtal kabe gopd jie véo Tpomo. H kivnuatoypa-
IKT Ypaon vioBetel auveldnTd yia Tov okond autd
{iiav UBpIdIKN HOpQr}: OE TaWVies Gmou EPAOITERVEC
nBomotoi maiCouv imha o€ Enayyehyatie, To VIOKI-
{iavtép ouvduddeTat e Toug 1o ToAUNpOUG MEIpapa-
Tioouc. O KvnjaToypagIoTrig, mou anoelyel §GA-
Ao kafe popgn amhomoinang, moMamaaiddet Tig
€0TIAOEIC XAPN O€ |10 KApEPA e peyaAn KvnTKOTTa:
Ta champs contrechamps egappolovial e pPETpo,
Liia eydhn kipaka ota mdva EmTpénel va Eloyw-
priooupte oy Yuyooyia TwV MPooLNWY, ia tdiai-
Tepa empeAnpévn enecepyaaia Tov mediou aboug
(profondeur de champ) oupBaMel wore Ta mpéowna
va Bpiokovrat o ouvaNhayr kai Oy1 0 OUOTNHATIKT
avtimapddeon petagh Touc,

0 aNog eppaviCetar we katahbtng TG Kpiong, N
onoia extifral oTo enikevipo TG Tawiac: mpoowIko
adie§odo (Mia 8éan arov ko, And mv dkpn e mo-
Anc), kpion Twv Slanpoownik@v ayéoewv Tou CElyoug
(Aexamevravyouatog, Man at Sea), kowwvikij kpion
(Tpia Briuara npog otov apddetao, And v dkpn T
mioAng, Ounpog, Man at Sea). H epmeipia g EMddag,
ota Opia ¢ Avong kai g Avato, xpnalpedel
pdNota wg katahdTng mou anokahUmTel TV Kpion
ToU eupwnaikod MoATIooY, OMWG otV mevidemm
Tawia Tov Kwvotavtivou Mavvapn oto ouloyiko
€pyo Visions of Europe.

Taidia

2yebov oha a épya Tou oknvoBEm agnyoubvial éva
Tagi61 mou petatpénetal o€ puntiki| Siadpopn. To
Tagiol péoa oto ywpo cuvodeletal and éva Tagdt
{1600 0TO POVO KQl I} YPayMIKT| agriynon unoywpei
P0G O(ENOG Jiag agrynan dlaomaopévng, omou ma-
pepBaivouy moMa Aag pma, e Slagopetiko kabe
(opd neplexOpevo kal didpkela. H kvnpatoypagiki
YOI ENMTPENEL ET01TT) OLVAXN 0N TOMWY, TPOOWNWY
Kat emoyv, Ta onoia gwriCovrat to éva and to aNo.
Autiy n Gopr}, anhvj Tautoypova kat o0vBetn, ovp-
BaMel AN\wote va B1a0TaupwVoVTal O UTOKEI|IE-
VIKEG BEOEIC Kal Ta POOWNA VA EMKOVWVOUV i~
1a60 Toug akopa kat &€ amootdoews, Alakpivoupe
enlong pia vootadyia g naibikig nhiklag: oe
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1ioA\G @Aag pak Tov And v dkpn e ndAng, a
Kal 010 Aekanevtatyouato, péoa ané To npoowno
TOU {IKpoU Aviwvn, 0 onofog, MavToTe jie TV Ka-
JIEPG TOU OTO ¥épI, MApamENTEL OTN HOPPI) TOV
{6lou Tou Kvnuatoypagioty. H mpotehevtaia
oKnvi} TG Tawviag, mou anokaAmTel otV oIKoyé-
vela To Badyia T faong, Eekiva ' éva mdvo Tou
Tpoomo Tov Avicovn Kat yiverat avrihnd péoa
ano Ta ydtia Tov HKpod ayopiol To omoo, 0’ éva
avriotpogo nhavo (contre-champ), auoyehdel oi-
youpo kat fpepo. O axnvoBemg emtuyyavel 06 Hia
a€iofavpaotn obvBeon Tou Adikol €idoug Tou
1eN0dpayiaTog e Tov MoInTIKO Kivnyatoypao (c-
néma dauteur). H tawia aut mou elvat n peyarite-
pn¢ ddpketac Tou Mdwvapn, GlaoTauPGVel e anote-
AeopatikdTnTa T0 MEMPWHEVO Twv Oéka KUpIWV
TIPooNWV Xdpic o'éva povidl aktepvé mou mpoadi-
det oty agriynan évav éviovo kat agIKTo pubjo.

Autég ot mahwdpoprnaEIC Jéoa OTo XWPO Kat T0
¥povo kat auth n 1B10TTa va mpoadidetar Blaitepn
onpacia o€ oTiyéC Kai mpoowna, Ta omoia dlapope-
TIKa Ba eiyav Eeyaorei, eygaviCovrar and To mpwto
aplotolpynud tou, Tous Tpdec (1989). Auth n pe-
oaiov prikoug Tawia mou oAokApwoE 0 Kivnpato-
YpagioTri¢ Otav ATav HONG TPIGVTa ETWV, EMVEETal
ano ekeivov miou unrpée aopahiq o peyahutepog a-
okahdg Tov, o K.11. KaBapn. Exoviag ota xépia tov
éva erepokANTo UNIKO, T0 ool Elye yuploTel Kupiwg
0€ Super 8, mpoteivel jia aloBadpaotn anddoon g
moinang tou KaBdgn mov emnpedel oe Bddog to ab-
voho Tou épyou Tou Kwvoravtivou Mdwapn: e adv-
TOHEC KQI TTUKVEG TTOINTIKEG EVOTNTEC, LU1a aM00Tacio-
iolnyév) Hatid o€ 6,11 iio HOY10, EmrTpémel, péaa and
10 @iktpo TG VNG Kat g mohkiig ouveidnang,
va avavewoet Ty aveinyn yia my avBpwmn poipa.
Meipapatik kat mpootts, ) MoA obyxpovn ypagr
miov yapakmpidel aut Ty Tawia anavidra eniong
Kal 0T IkpoD prjkoug Tawieg, mou Ba mpofAnBody
yla p@t @opd 1o 2011, péoa and Tig omoieg 0 Ki-
VIHaTOYPaQIOTAS OKIaYPAQE( [ia TPOOWMIKN Xap-
Toypaia, and v Mehoméwnao (MTarpida) oy Me-
yaAn Bpetavia (Aovéivo), amo v Abrva (dwudria)
oty Ahe€avdpeta (Aiyumog), kai amé v Eyyic Ava-
oM (lgpoodAua) ota Bakkavia (AABavia).

0 Kwvoravtivog Midwapng eivat évag Kvnuaro-
YpapioTrG e 6An TV anpacia ¢ A€ng: mpaypato-
TIOIE( MAVTOTE 11 Ypaqr He EIKOVEC péaa and mukvo-
Ypappéva agvapia, NNyION HovTad Kat epmveuopévn
gutoypagia. EvaioBntog ota Kowwvika (ntata
kat avalnraviag Glapkae Kaoupyles KaNNTExVIKE
Hoppéc, uwriCelTic noAGTIAOKES OxEQEIC TWV TIpOow-
TIWV TOU 1€ TOUG TIPOYOVOU( Kal TOUG amoyovoug Toug,
€ T0 KahG ka1 To Kako, je Ty ndovi] kai Ty odov,
Méoa and ta épya Tou, N patid Tou dMou odnyel oe
Jtav G patid mvw otov kAajio.
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The Gaze of the Other

by Stéphane Sawas

A Greek citizen of the world

The film From the Edge of the City (1998), the first fea-
ture-length film Constantine Giannaris shot in Greece,
was acknowledged by the publicand critics as a mile-
stonein the history of Greek cinema. Itis part of a rich,
but underappreciated filmography, which consists of
eight shorts, six medium-length and five features, a
total of nineteen films. To these, one should add fifteen
experimental films which will be screened this year at
the Thessaloniki Film Festival 2011 for the first time.
The works of Constantine Giannaris are regularly
shown at major international film festivals: for in-
stance, 3 Steps to Heaven was selected by the Direc-
tors'Fortnight at Cannes in 1995 and One Day in Au-
qust participated in the competition section of the
Berlin Film Festival in 2001. Furthermore, his 2008 ret-
rospective exhibition Cuttinglance highlighted the di-
rector's contribution to the visual arts (photography
and video).

Constantine Giannaris' multifaceted work deals
with social issues in combination with innovative
forms of film écriture. Indeed, his films come under
experimental cinema as much as more known gen-
res, such as the documentary (A Desperate Vitality,
Greeks, Disco’s Revenge), police drama (3 Steps to
Heaven), the road movie (North of Vortex, One Day in
August, Hostage), even melodrama, elements of
which appear, for instance, in One Day in August.
However, in spite of the variety of forms and sources
of inspiration, his filmography demonstrates a great
cohesiveness and its style distinguishes it from film-
makers of his generation.

His biographical data contribute to our under-
standing of certain aspects of his artistic journey.
Constantine Giannaris was born in Sydney, Australia
in 1959 and grew up in Athens, the Peloponnese
(where his family originated) and Australia (where
his parentsimmigrated). He attended an English lan-
quage school and moved to the UK in 1976 for grad-
uate and post graduate studies in History and Eco-
nomics. It was there that he began directing.
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Self-taught but versed in the avant-garde tendencies
in cinema, he tried various forms and techniques
with great freedom of style and inspiration. His ref-
erences combine leading European and American
filmmakers, writers and painters of the 20th century,
from Pasolini and Genet to Cavafy and Warhol. Hav-
ing studied both in the field of social science and the
arts, in the mid-nineties he returned to Greece, where
he discovered a transformed society: his homeland
had changed from a country that exported immi-
grants to one that received them. The dialectic be-
tween identity and otherness had drastically
changed. Yesterday's immigrant, who was the direc-
tor as a child in Australia or as a youth in England,
found a creative spark for new aesthetic explorations
among the immigrants living in today’s Greece.

Alterities

His films on the subject of immigration suggest a
transaction with alterity, which is constantly renewed
according to the focus of the narrative.

Combining lyricism with irony, his medium-length
film A Place in the Sun (1995) tells the story of an
Athenian's relationship with a man from Northern
Epirus from the Athenian’s point of view. The switch-
ing of roles in the final scene illustrates the overthrow
of destinies: one finds oneself through the communi-
cation or the trials one shares with the other.

The film From the Edge of the City (1998) combines
fiction with documentary in order to follow the efforts
of young Greeks from the former Soviet Union to find
aplacein Greek society: the Athenians are secondary
characters and the director, off screen, questions the
main character, who is played by Stathis Papadopou-
|os, an amateur actor, who is himself a Russian from
Pantos. The distinction between Greek and non-Greek
on the subject of people of Greek descent from other
countries acquires a new dimension: who feels like
he's seen as the Other, as being different?

The film Hostage (2005) takes its subject from a

topical news term: an Albanian immigrant holds a bus
hostage, asks for a large sum as ransom, and de-
mands his safe passage to his homeland. But the film
places itself at the opposite pole of the Manichaean
point of view of the media, and especially that of tel-
evision, in order to tell the story from the point of view
of the Albanian immigrant. The main role s played by
the actor who first appeared in From the Edge of the
ity. Inthis road movie with a tragic ending, the other
is very close to us and reveals the vulnerabilities of
every character’s fate. The perpetrator becomes the
victim and, on both sides of the political border, hu-
man destiny seems predetermined. The film asks us to
see ourselves through the eyes of the other.

Finally, Man at Sea (2011) offers itself to an alle-
qorical approach, particularly in light of today's world
crisis: the cargo ship, which from the Strait of Gibral-
tar to the Indian Ocean sails off the African coast, is
like Western society in miniature, withits indigenous
people, its expatriates and its immigrants, some of
whom have been assimilated, while others are newly
arrived. Young Samir, who is portrayed by Greek-
American Nikos Tsourakis, embodies the complex re-
[ationship with the other in Constantine Giannaris’
work: this other s considered different without being
ata distance and he gradually takes the place of the
son who has been lost or the son we are waiting for.

The relationships between identity and otherness
are explored each time in a different way. The film
écriture consciously adopts for this reason a hybrid
form: in films where amateur actors work next to
professionals, the documentary genre is combined
with bolder experimentations. The filmmaker, who
avoids all forms of simplification, multiplies the focus
thanks to an extremely mobile camera: the shot/re-
verse shots are applied sparingly, the large scale of the
shots allows us to penetrate the characters' psychol-
0gy, a particularly careful treatment of depth of field
contributes sa that the characters are in relation and
not in systematic confrontation with each other.

The other appears as a catalyst to the risis, which s
exposed at the center ofthe film: a personal impasse (A



Placein the Sun, From the Edge of the (ity), a crisis in the
interpersonal relationship of a couple (One Day in Au-
qust, Man at Sea), a social crisis (3 Steps to Heaven, from
the Edge of the City, Hostage, Man at Sea). Indeed,
Greece's experience, on the border between East and
West, is used as a catalyst that reveals the crisis of Eu-
ropean civilization, as it did in Constantine Giannaris'
five-minute film in the collective work Visions of Furope.

Travels

Almost all of the director’s works describe a journey
thatis transformed into a path towards initiation. The
journey through space is accompanied by a journey
through time, and linear narrative gives way to a frag-
mented narrative intercut with many flashbacks, with
different content and duration each time. The film
écriture thus allows places, people and times to res-
onate and to illuminate each other. This structure,
simple but at the same time complex, contributes to
the intersection of subjective positions and to the
characters communicating with each other, even ata
distance. We can also discern a nostalgia for child-
hood: in many flashbacks in From the Edge of the City
and alsoin A Day in August, the character of little An-
tonis, always with camera in hand, refers us to the di-
rector himself. The next to last scene of the film, where
the miracle of a cure is revealed to the family, begins
with a shot of Antonis’s face and is perceived through
the eyes of the young boy who, in a reverse shot,

smiles calmly and confidently. Here the director
achieves an admirable combination of popular melo-
drama with auteur cinema. One Day in August, Gian-
naris'longest film, effectively intersects the destiny of
the ten main characters thanks to intercutting, which
gives the narrative a tight, intense pace.

These palindromic regressions through space and
time and this ability to give particular importance to
moments and characters, which would otherwise
have been forgotten, are apparent as early as his first
masterpiece, Trojans (1989). This mid-length film,
which he made when only thirty years of age, is in-
spired by the man who certainly was his biggest
teacher, Constantine Cavafy. Having diverse material
athis disposal, which had been shot mostly on Super
8, he offers an admirable interpretation of Cavafy's
poetry which deeply affects Constantine Giannaris'
entire oeuvre: short, dense poetic sections and a dis-
tanced view of that which is most intimate allows
him, through the filter of memory and political con-
sciousness, to renew the concept of human destiny.
Experimental and accessible, the very modern écrit-
ure that characterizes this film is also encountered in
his short films, which will be screened for the first
time in 2011. Through these films, the director
sketches a personal cartography, from the Pelopon-
nese (Homeland) to the UK (London), from Athens
(Rooms) to Alexandria (Egypt), from the Near East
(Jerusalem) to the Balkans (Albania)

Constantine Giannaris is a filmmaker in every
sense of the word: he always creates an écriture with

images through densely written scripts, fast paced
editing and inspired photography. Sensitive to social
issues and constantly searching for new artistic forms,
he sheds light on the complex relationships of his
characters with their ancestors and descendants, with
good and evil, with pleasure and pain. Through his
work, the gaze of the other leads to another way of
seeing the world.
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Autdc o yvwato¢ ANog: 0 dyvwotog Eautog pag

Tou [kapévr Kamawt

Aev E€pw eav Ba ovopada Tov Mdwapn oTpatevpiévo
oknvoBétn. Ziyoupa tov Bewpa Babeid moArtikorol-
nuévo. 0 iblog, oTic Tawieg Tou, dev aoyoheital 6o pe
autolg mou maipvouy i moATIkeg anogdatic, alhd
TIPOMAVTOG € EKEIVOUG IOV TIC UpioTavTal f yivovral
QPR Kal avrikeipievo yia moATIKES oulnT e, 2Tig
Tawie¢ Tov Mdvvapn, auTa Ta «avtikeiievar bev jié-
VoLV 070 povTo aAd eldMouy ot oKNVI Kl «ka-
TahapBavouy» TV kapepa. Metatpémovral, e Aiya
AOyla, o€ «umokeieva», amokTolv 0patéTnTa, pia
dikn Toug autovopia kat mpoownikr lotopia. Mid®
TIPOMAVIOG YA TO «QVTIKE(|IEVO» TNG PETAVAOTELONC,
miov anacyoNei ataBepd ov awvapn. Av kat o idlog o
auto 1o B¢pia et ita oaor moMikr Ban, ot petava-
OTEC OT(G TaIVieg Tou GU0KOAa OLUHOPG@VOVTAL JE TG
EnkpaTéoTepes «Betikée 1Geohoyikég apnynaelc. Aev
ivar oUTe e€wTIKA Ovta 0UTE Katanieapévol «ayyehor
110G TOUG onoioug kahoOHaoTe va eKONAWOOUE TV
aNnAeyyon pac. 1 petavdoreg O¢v €ival kdnola «ma-
pd&eva» mdayata nov undpyouv o¢ jiia A, umap-
€lakn, yewypagkn kat moNmopiki tpox(d. To dpdya
TOU [l€TavaoTn, 0 omoiog, W «kpuppévos AMog» €l-
oBdMet Eagvika ot (wr|, oV MPaYHATIKOTATA Kal
OTIC Q@MYL TWV <KavoVIK®V, eivat anhévdeto e
10 81ka Toug dpdpara. Ta pikpd peyaa dpdpata g
kaBnpepvotnTag Twv «AMWY» Kl TV <KaVOVIK@Y»
eviote undpyouv bimha dima oav mapaNAnhot Biol,
Kat eviote OlamhéKovral v ayvoia Toug ) «tpakdpouy»
0av buo autokivnTa otoug Spoous g idia moAng Kat
g 61ac dladpoprc. AkohouBdvrag Toug petavdateg
0TI Tawieg Tou Mavvapn, akohouBoue Ta mabn,
Bia, To Opdpa {iag HETEWPNG KAl KATAKEPHATIOHEVNS
Kowwviag,  omofa paiveral va Bpioketal o€ aiovia e-
1apaon. To 6pdpa piag Kovwviag nou (et e éviovo
Tpomo Tig dikég g autandreg. Méoa o auto 1o mhai-
010, 01 petavdoteg Tou Ndvvapn Couv kal autoi Tig bi-
ké¢ Toug, aveAénteg, autandreg, Kat fowg ol ikég Toug
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quTandreg va eival 10 ovto 6nou avravakholvral
KalMapapopewvovVTal 0L QUTAMATEC TwV «KAVOVIKWV»
— miou anotehodv T Mheloynepia mou cuvpiPel Kat
ouvipiBeral.

Aev gipian KpITIKGC Kivnpatoypdou, Enopéva, ol
0pOLTIOV YPrOIHOMOLE MPOEPXOVTal and TV avtidpaon
€voc Beatr) kat ouyypagéa mou éxel mapakohouBrioel
T Tawieg tov Kwvoravtivou Mdwvapn. An' aut v
anoyn, yia péva Téxvn onuaivel va GEELC 0To KEVTPO
QuTo ov £xouv anwbrjoel oo mepiBwpIo f va el e
TpOno pilika OlaQopETIKO fila TeTpiyipévn aknBela. H
mip@m Aé€n mou o épxetal oto vou BAénovtac Tig me-
ploooTepeC Tawvieg Tou Mawapn —ieydhou Kat pikpol
rkouc— eivain Aé€n «AMagy. 0 «ANog» Ox1 amhd wg
&évoc aMa we aMdkorog kat mapd-Eevog. 0 AMog wg
nepiBpIo kat mapeioaktoc. H dedtepn AéSn mou pou
€pyetal otov vou €ivat n Ae€n «kpuppévoey. Mati o
«AN\og» Tou [awvapn €ivai évag «AMog» Kahd kpup-
|1év0g, ancv and Ty emkpatoloa agriynan, mov §ag-
VKA eoBaMer oty Kapepa Kat pag mpokahet. Ot ykél
Kal ol jeTavaoreg, Ta mpeCovia Kal ol lepddouleg, Ta
khegpovia kat o1 mpoaguyec otn Bakacaa poipddov-
Tat et Toug auTr T Kowr 1616TNTa T0 <KPUpLE-
vou AMou».

Eival éva maiyvit yia yepd vedpa autd To petagh
TOU «KQVOVIKoU» kat Tou «ANXou», éva mayviol e¢ou-
oiag mpomavrdc. Eivar éva maigvidt mov ouvapnddel tov
010 Tov oknvoBétn — aun €lvai  evionwon pov,
BAémovtag Ti¢ Tawieg Tov. Eva maiyvidl Tou omoiov
«katée oA Kahd Toug KadIkeg kat Ty aiofn-
TKN. Mapatnpei i napdMnAec {wég mou dldyouv
«0l Kavovikof» Kat ot «AMol» kat amokaAUmTel Toug
X0POUG KL Tr) OKNVr| TG «ouvavTnang» Hetagy toug,
an'nv onoia kaveic dev Byaivel aA@pntog — olre ol
«KavovIkoi» 0UTE 0 «AMOG.

L€ jlla oxnvi) oty Tawia Ard v dkon e noAng
0 Pwaonovtiog kevipikdg Rpwag T Tawiag Ta fddel

1€ Tous ANBavouc yia va nhwoel Ty avwTepdtnTd
Tov. Eival T600 yvwoTo Kai TETpIEvo Bépa oty
1otopia Twv «ANwv». O évag evavtia oTov aMov,
npoonaBwvrac o kabévag va neioel Tov equto Tou 6Tl
dev Bpioketal otov mdto TG Kovwviag. Mia totopia
nalid 600 o avBpwmvog Koopog. Xuepa, pmopel v’
KOUOEI, 0TI UMTOBaBIOLEVEC VEITOVIE TOU KEVTPOU
g ABrvac ANBavou petavdoreg va ta Bdouv e
TOU VeoeloepyOpevoug Apyavolg mpoaguyeg. O «AN-
Moo, 1€ Ta Ypovia, yiveTal «kavovike» Kat amévavt
Tou Badet kamolov «ARhov». Eivat évag padhog kikhog
mou dev TeNeicver moté. Mou BupiCel Tdao moAv Tov
900 KOKAO TWV «KQVOVIKGY», TUPAWpEVAY Kat Aa-
Yiaopévwy am’ Tov aywva Toug Yia T0 KOWWVIKO
otdtoug. 2’ autdv Tov padho Kikho, Aotmav, Epeic ol
«Kkavovikoi» dnjitoupyoje To biko pa alter ego, T0
omoio, 6mw¢ ypdgel o Ziykpouvt Mndoupav, Ael-
Toupyei aav kadog amoppipdTwy, 6mou cwpelovTal
0Aa ta aveinwra kakd mpoatoByata, oL dpatol ¢o-
Bol, 01 KpuPEC QUTO-UTIOTINOEIS KAl EVOYEG TIOU Go-
Bopaote moAU kat dev BéNoupie va okeqTopaaTe.

Dev &€pw dv atov Ndvvapn Ba taipiale o Tithog
ToU «alolddogou» 1y «amaioiédoéou» oknvoBém. Auto
mou Bpiokw Hovadiko OTIC Talvieg Tov, KT amo T
EUPNHATIKOTNTA TOU, £lval 0 0uvEUaopoG Tou avatpe-
TTTIKOD € T0 POVTIKO aTOIEl0. € éva Helypia pova-
b1k, mou kat auto dnpioupyet pia «yAdaoa» napei-
0aKn kat aoupBiBactn pe mv eSouatactiki agrynon.
Evtéher, auto mou petpdel o' aut Ty Eexwploti
yAwooa Tou oknvoBém eivai to unapélako dpdya tou
kaBevoc, 600 EexwploTd kal 1o mapamialo e To
dpdya Tou Simavou Tou, auto Tou yvwatod AMau:
Tou Gyvwortou Eautod pag.

0 lkaguévt Kamdvi, elvar auyypagéag
Kai énuoatoypdpog. To mpogwmikd Tou 1ToAdyio
élvai to: gazikapllani.blogspot.com



This Known Other: Qur Unknown Self

by Gazmed Kaplani

[ don't know if | would call Giannaris a militant director. | certainly believe him to be deeply political. In his films, he doesn't concern himself
as much with those making political decisions as with those who suffer their consequences or become the spark and the object of political
discussion. In Giannaris'films, these “objects”don't remain in the background, but invade the scene and “occupy” the camera. In short, they
become"subjects,"they become visible, with autonomy and a personal history. | am mainly speaking about the subject of immigration, one
of Giannaris'abiding concerns. Although he himself has a clear political stance on the matter, the immigrants in his films have a hard time
complying with prevailing“positive”ideological narratives. They are not exotic creatures, neither are they oppressed“angels” towards whom
we are asked to show solidarity. Immigrants are not some “strange” creatures who exist in some other, existential, geographic and cultural
realm. The immigrant’s drama, as the “hidden Other,” who suddenly invades the lives, reality and narratives of ‘reqular” people, is linked to
these people’s own dramas. The large and small daily dramas of the “Others”and of‘reqular people”sometimes exist side by side like par-
allel lives, and sometimes they become entwined without their knowledge or crash like two cars on the same streets of the same city tak-
ing the same route. By following the immigrants in Giannaris films, we follow the suffering, violence and drama of a suspended and frag-
mented society which seems to be in eternal transition. The drama of a society which vividly lives its own illusions. In this way, Giannaris
immigrants also live their own merciless illusions. And perhaps it is their illusions that become the background upon which the iflusions of
“reqular people”— who are the majority which crushes and is crushed - are reflected and distorted.

| am not a film critic, so the terms | use come from the reactions of a viewer and writer who has watched the films of Constantine Gian-
naris. For me, art means bringing to the center that which has been pushed to the margins, or to tell a clichéd truth in a radically different
way. The first word which comes to mind when watching most of Giannaris films — shorts and features — is the word“Other”. The “Other”
not simply as a foreigner, but as weird, strange. The other as an outsider and impostor. The second word that comes to my mind is“hidden’.
Because Giannaris“Other"is very well hidden; he s absent from the predominant narrative, and then suddenly invades the camera and pro-
vokes us. Gays and immigrants, junkies and prostitutes, petty thieves and refugees at sea all share this common status of the “hidden Other”.

This game between the“reqular”and the"Other”is a tough game, and about power more than anything else. Itis a game that fascinates
the director — at least that is my impression on watching his films. A game whose codes and aesthetics he understands very well. He ob-
serves the parallel ives of the “reqular”and the “Others”and reveals the location and the scene of their“meeting,"from which no one emerges
unscathed, neither the “reqular”nor the“Other”

In From the Edge of the City, there is a scene in which the film's central character picks a fight with the Albanians in order to prove his su-
periority. This is such a familiar and trite subject in the history of the“Other”. Pitted against each other, each trying to convince himself that
heis not at the bottom of society. A story as old as the human world. Today, you can hear, in run-down neighborhoods, Albanian immigrants
disparaging the newly arrived Afghan refugees. With the passage of time, the “Other” becomes “reqular”and he chooses another “Other”to
go up aqainst. Its a vicious circle that never ends. And it is so reminiscent of the vicious circle of the “reqular” people, blinded and breathless
from their struggle for social status . So in this vicious circle, we, the “reqular” people, create our own alter ego which, as Zygmunt Bauman
writes, functions as a rubbish bin in which are thrown all the unspeakable forebodings, the ineffable fears, the hidden self-deprecations and
the quilt that we all fear so much and don't want to think about.

| don't know if the terms “optimist” or“pessimist” director would fit Giannaris. What | find unique in his films, aside from his ingenuity, is
the combination of the subversive and the romantic. In a unique mix that creates a“language” that is strange and uncompromising towards
authoritarian namative. Finally, what matters in this director’s special lanquage is everyone’s existential drama, so different but so lose to the
drama of the person next to him, of this known Other: our unknown Self.

Gasmed Kaplani is an author, journalist and blogger at: gazikapllani.blogspot.com
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Oavparomotog

e 20¢iag Dwkd

YenoMoUg apéaetva ouvdéouy Tic Tawies Tou Kwvotavi-
vou [tawapn e 1o véo Kujia EMVIKol Kivnjatoypagov.
H Kot KOWWVIKI] KDk Mo Glamvéel T Tavieg au-
Téc anotehel Baoikr Bepaiki) kat oo épyo Tou liGwapn.
Fva, G, aurog o véog «ahokotog eNuikag Kivnuaro-
ypagocy Gelyvel va Eemidnoe péoa an' tov avaBpaoyo
TG oIKoVOHIKri kpiong kai T Babid amotévwan, oi Tawvieg
Tou [ 1awapn tepeuvolv aute Tic Beplatikéq 5 kal Tpelg
dekaettec.

01 piCec Tou mave niow ot Gexaeia Tou ‘70 kat oTov €v-
punaiko evakhakTiko Kvnpatoypdeo Tou Oaopmiviep kat
10U Madohivi kat oty KAnpovoyid mov denoe o T{dppav
oTic Tawiec katota Biveeo Bpetaviwv kakhmeyvev mou ku-
piapyotoav m dexaeia tov ‘80.

Mio mpdoara, o1 Tawieg Tou lawapn ouvbéovear e Tov
queer (opoquAo@IAIKG) KivnjiaToypapo Kal clyPoveG u-
pWGKE NapaywYES oV KATamAvovTal je TV ayKoapia
|l€TavdoTeuon, 0w auTr apouoidleTal oig Tawvies Tou
Maukh l'ovivreppmotop kai Tou Mixaeh Xaveke.

Avkai o épyo Tou liawapn jmopei va 10wBe we mpody-
yehog Tou Kuvadovra (2009) Tou Midpyou AdvBiiou Kat tou
Attenberg g ABnvac-PayiA Toayydpn, Ba fav iowg ma-
pamhavyTiko va mepiopioupe éva Toao moAuay1déc pyo
katw amo pia kat povo tapméha, autr tou Neéow EXnvikob
Knuatoypdgov.

H nptm awia Tov o eMnvikd £6agog, To Amd mv dkon
¢ maAng (1998), anpatodotnae éva koppikd onpeio
—T1000 WG MPog T Hoper} 000 Kat WG PO T0 Mepiey0-
{1evo— Kal avayvwpiotne dleBva. Ze yotepo ano pia
dekaetia, o awapng kviBnke and Tov Bpetaviko ykél
TIEIPAMQTIKO KIvnpaToypdo oTic jieydhou KoL Tawvieg
kat ot dlepedvnon G moNTKrG TG HeTavaaTeuong oty
ENada.

Or\upikéc avanapaotdoelg Tou moBou, uyvd KIvnHato-
ypagnuévec g iy Super 8, katagiwoav Tov awapn
¢ évav oA uooy6pevo dnpioupyd ot Meydn Bpe-
Tavia péoa an6 Tawies onwg 0 Zav Zevé elvar vekpdc
(1989). Zbvtopa, 6w, 0 oknvoBET¢ éviwae va duoa-
VOOXETE( € TO TIEPIOPIOMEVO KOIVO TwV MEIPAHATIKWY
iIKpoD prikoug TaWIdV kat apyioe va eSepeuv TV véa
moAiTIk Kat aloBnTir Tou queer KivnuaToypagou atig
HIA, onwg BAénoupe oto Caught Looking (1991) kal
oto North of Vortex (1993).

'Hén 10 1995 ToAd va okipdaet Tig Suvdyerg Tou akn-
voBetcviag pia peydhoug ukoug Tawvia mou ouypnpa-
TobotriBnke and 1o Channel 4 kai 1o BFI (1o Bpetaviko
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Kinuatoypagikd Ivotitolto), pe titho Kovad arov ia-
pddelao, eve) Ba mepipiével £wg To 1998 yia va enava-
mipoadlopioet Ty TautdTTa To Kat va (bwhei wg EMn-
vac oknvoBemg.

0 kpimikoc Kat BewpnTikdg Tou Kivnpatoypdgou Mapk
Nag Bhénet mhéov T Souleid Tou Ndwapn «a EeywpiCel
dleBvadcyiaic Aupikec e€epeuvrioelg Tou moBou kat g la-
onopdc e pdvro T abyypovn nokn. Aviaviag otoiyela
N TO VIOKIJQVTED, GUKVA Xpraiomolei epaorTeyveg no-
mololc yia va oploBetrioel Tov euperaBno ybpo petath
moAiapikric Slagoperikatmrac kai oe§ovaikiig napapa-
TKOTTAE.

Ev 0 queer mokmkonoinyiévog Aoyog kai moBog eSao-
MouBotv va 1pogodotodv T épyo Tou, pia 1beokoyikr avn-
ouyia yia ) petavdorevon kai ) petatomon g EAddag
Qo TV nepIgépeia ato kévpo T véag Eupamng Ba yivel
0 Baoikog Tou mpoBAnpatiopdc.

10 And mv dkpn g méAn¢, auto o atoiyeio ival eupa-
véc oty unokouktoUpa Kalakwv kat ANBavcv. Autoi ka-
TOIKOUV 0TI Mapu@ég TG Kupiapng kouktodpag e xa-
pac unodoyic. Aouhedouv o€ oikodojiéq, oy mopveia,
dlakwolv vapkwikd kai emdidovral oe pikpokhonec.
Evd aurof ot énfot nrobv avayvwpion e Béang karmg
TauTOTITAG Toug, 0 Mawapng eSupvei e povadiko Tpomo
™ dlapopetikdmmd Toug. Ot apakTipe mov oklaypagel
Kparolv anootdael and Tov adiakhakto eNnvio eBviki-
00, embeikviovTag Tov avBpIoHO Kal T ykél Tautomd
T0UG.

()¢ mpog T poper T, N Tawia dlatnpei yapaktnpl-
OTIKA TV TavIGV Tou [Kovidp, XprolponolwvIag ou-
VEVTEQEEIC- WEVBOVTOKIPaVTED TOU aKnvoBEm pE Tov
2doa (mov evoapkvel 0 0bvtpogag Tov, 21d8ng Mama-
domouhoc) pe Bépatn oeovahikr Tov (wr. ZavTov Ma-
(ohivi, 0 iawapng xenaiponole pn enayyehyiarie nfo-
moloug, divovrag pohoug oe topa am'Tov mepiyupd Tov,
Yeyovog mou and pdvo Tou anotehei éva eta-oxoNo
nidvw oty oNTIki] Kat oTov mioBo.

Orhupikég Myeic g emapyies Tou Kadakotdv tpaBnyyé-
VEG 0€ (AW Super 8, iapanéumouv aTa mpaia épyatou kat
unodnA@vouv m vootakyia yia T yapévn natpida, otor-
yelo-Kkheldt amny Téyv tou Fiawapn, o ooiog eivat maidi
¢ eMnuikilg dlaomopdg,

0T1awapng eSakohouBei va e€erdlel autdta npatakat
atov Aekanevradyouoto (2001). Evag Kalxog khéptng
Katagedye! e pia abnvaikn nohukatoikia katd m 8idp-
Kela T eBvikilc apylag Tou Aekanevratyouatou, yioptii

iov owvodelerat and padikr é6odo an' v nokn. H kor-
vwvikr) Béon T kaBe oikoyévelag urodnAwvetal and Tov
0p0o0 TOV 000 KATOIKE], HE TOUG HeTavaaTe oTa umd-
Vel Kal T peaaia taén ota mo Ynhd natwpaa.

KaBa o peravaotng Anotrc axahiel ta mpoownikd av-
TIKE[EVa TwV OIKOYEVELWY, anokaAMTel Ta Kpuppéva
TOUG uotikd alAd Kat ia eIk Tadiki] dlaoTpwyd-
Twon mov Baciletat oy mpokardAnun. K1 6w, o' au-
TOV TOV eppNTIKd KAEIOT KOOH0 UMApYEL ia Kowr Emt-
Bupia, n onofa dianvéer autq Ty otopia- ival n
ava{itnon tov Badpatog o Ba e§akeiel TV koww-
VIKr adikia.

Yov Qunpo (2005), o Kwvatavtivog Midwapng ixvnAatei
éva véo mebio. Autr) n aAnBuvr} 1otapia mapouoidlet évav
anoyonteujiévo ANBavo epyam, miou evaapkavel katmakt
0 21d8n¢ Manadémouhoc, 0 omoiog katahapBdvel évae-
wopeio BMovrac €tot va ndpet ekdiknan yia Tov kuplo-
AexTIkO Kat peTagopiko Biacpi6 Tov ané Toug auvoplogu-
haxec. 0dnyei 1o Aewgopelo omv akBavikd mpuwtedouaa,
Ta Tipava, e mpoNéUia pIKTEC OUVEElEC.

Autr 0 yewaia kat dypia kprikr Tou eNqviko Kpdroug
éoepe Tov Mdwapn aviiérwno e embéaeic ano pietove-
Treg TG Oe€idg kau Xpiatiavol auvTnpniku.

ToMan at Sea (2011) efvat iow n mio okoTe kal QId-
do€n —péxp1 onepa—Tawiatou Miawapn, kabag e€etd-
(et duokoheg nbikeg muyég T maykoopionoinang. O
Kanetdviog evag mhoiou, mou aw(et pia oada eéabhwpié-
VW pietavaoray, Bhémet kai T &k Tov (wr va avatpé-
ieTal Kat TeNikd va anelefat.

0w 1o Aewgopeio atov Ounpo, €101 kat To mhoio ivat
évac KhetotooBIkag HikpaKooHog, Omou ol Veapoi mpo-
OUYEC axVoUV aMEyvwaEva Evav TROTO Va Eloywpr oo
010 oyupd g Eupwng. Ev ayvoia Tou kanetdviou, otmio
veapoi nwholvial o€ OWHATELNOpOU, Yeyovdg Miov odn-
vl o¢ avtapoia oto mofo.

Ta mioMand agnynuatia viara, n oixtodeévn eu-
Toypagia, 6Aa cupBaMouy otova ouvtaipia§ouv o po-
0wk dpdyia kat Tov oploguhogihikdg mofo o' éva nept-
BaNov aveinwrng Biag kat anoéévwang.

['@hAn pia @opd, o Mdwapng katagépvelva tpafiiermy
TIpOOOY T HaiG aTIG OKAN PEG KOVVIKEG SlaywpIaTIKEG ypaj-
{é mou yapdovral ot maykdagia oAk ok, drou
01 Bopeloeupwnaiot ouvuridpyouv o€ EGUANQKES jiego-
YEIQKEC OKTEG € TTWHATA PETavaotav and to vro, ot
onofol Thnoav va eNnioou o' éva Bavyia kai va poipa-
0T00v ToV KOO Hac.



Man of Miracles

by Sophia Phoca

Many are keen to connect the films of Constantine Gi-
annaris with the new wave of Greek cinema. The dark
social critique that pervades these films is also a key
trope in the work of Giannaris.

But while this new“weird Greek cinema”may be seen to
have originated in the country’s economic turmoil and
deep disaffection, Giannaris'work has explored these
themes stretching through the last three decades.

His roots trace back to the European 1970s art-house
cinema of Fassbinder and Pasolini, and the Jar-
manesque legacy of British artists' film and video
prevalent in the 1980s.

More recently, Giannaris'films are associated with queer
cinema and contemporary European works that explore
global immigration, as seen in the films of Michael Win-
terbottom and Michael Haneke.

While Giannaris' work can be seen as the precursor to
Dogtooth (2009) by Yorgos Lanthimos and Attenberg
(2010) by Athina Rachel Tsangari, it is perhaps mis-
leading to confine Giannaris' multifaceted work to the
single umbrella of New Greek Cinema.

His first film produced in Greece — From the Edge of the
(ity (1998) — marked a pivotal moment, both formally
and conceptually, and earned wide acclaim. In less than
a decade, Giannaris has journeyed from British gay ex-
perimental film into features and the exploration of the
politics of immigration in Greece.

Giannaris'lyrical representations of desire, often shot on
Super 8, located him as a prominent artist filmmaker in
the UK with short films such as Jean Genet s Dead (1989).
But soon enough he was becoming impatient with the
limited audiences short experimental films could reach
and beginning to explore the emerging politics and aes-
thetics of queer cinema from the United States seen in
(aught Looking (1991) and North of Vortex (1993).

By 1995 he was venturing into the feature film terri-
tory, co-funded by Channel 4 and the BFI, with 3 Steps
to Heaven. It was not until 1998 that Giannaris rede-
fined his identity and now became seen as a Greek
filmmaker

Film critic and theorist Mark Nash sees Giannaris' work
as being “admired internationally for his lyrical explo-
rations of desire and diaspora set against the backdrop
of the moden city.

Drawing on documentary modes of filmmaking, he
frequently uses non-professional actors to map out

the volatile space between cultural difference and sex-
ual transgression.”

While queer politics and desire continue to inform his
work, anideological preoccupation with new migration
and Greece's shift from the margins to the center in the
new Europe has become a key concern.

In From the Edge of the City, Kazakh and Albanian sub-
cultures play this out. They inhabit the margins of the
dominant host culture. They work on building sites, in
prostitution, sell drugs and resort to petty theft.

While these teenagers seek recognition of their status
and identity, Giannaris uniquely celebrates their differ-

ence. His characters distance themselves from abigoted

Greek nationalism by flaunting their masculinity and
queer identities.

Formally, the film retains a Godardian reflexive approach,
employing pseudo-documentary interviews, where the
director interviews Sasha (played by his companion
Stathis Papadopoulos) about his sex life. Like Pasolini,
Giannaris uses non-actors, casting his milieu, which
acts in this context as meta-commentary on the politics
and desire.

Lyrical shots of a Kazakh rural world filmed on Super 8
are reminiscent of his earlier work and a nostalgia for his
lost homeland, a key concern in the art of Giannaris
who s also a child of the Greek diaspora.

Giannaris continued to explore these issues in One Day
in August (2001). A Kazakh thief takes refuge in an
Athenian apartment block during the national 15th of
August holiday, which sees a mass exodus from the
city. The status of the families is stratified by the floor
they inhabit, with immigrants in the basements and
the middle classes on the top floors.

As the immigrant thief rummages through their belong-
ings, he reveals their hidden secrets but also exposes a
(Greek class system based on prejudice. Yet in this film's
class-locked world there is a common desire underlying
the story: the search for a miracle to undo social injustice.
Hostage (2005) ventures into new territory. This true
story follows a disaffected young Albanian worker, again
played by Stathis Papadopoulos, who hijacks a bus in re-
venge for being literally as well as metaphorically raped
by Greek border police. He leads it to the Albanian cap-
ital, Tirana, with predictably terrible consequences

This brave and brutal critique of the Greek state saw
Giannaris attacked by right-wing minorities and Chris-

tian conservatives.

Man at Sea (2011) is possibly Giannaris' darkest and
most ambitious film to date, exploring the harsh ethical
concerns of globalization. A ship’s captain rescues a
group of destitute immigrants, only to see his own life
unravel and ultimately come under threat

Much like the bus in Hostage, the ship is a claustropho-
bic microcosm, where the young refugees desperately
search for any way into fortress Europe. Unbeknown to
the captain, the youngest are sold to body traffickers,
leading to mutiny on board.

The multiple narrative threads, the tightly framed cine-
matography, all conspire to bring together personal
drama and homoerotic desire against a background of
unspeakable violence and disaffection

Once again, Giannaris succeeds in drawing attention to
the savage social divisions inscribed in global politics

where northern Europeans share idyllic Mediterranean
shores with corpses of southern immigrants who had
the audacity to hope for a miracle and share our world

CONSTANTINE GIANNARIS
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Mia mpwiun ektipnon

Tou Tovi Péivg

[pauuévo mpwv o Kwvatavivo [idwapn kdver Ty mpaitn peydAou rikoug tawia tou, aurd To dp6po ov Tovi Pévs cuMaypBdver Ty ovoia g
douAetdc Tov kat ac emanuaivel To EeywpiaTd TaAévro evag avepyduevou dnuioupyal.

An’ oheg Ti¢ ave€aptntec o€ aUMNYN Kal extéheon
Tawvieg mou Byrkav o Bpetavia ta teheutaia xpovia,
ol tawieg Tov Kwvotavtivou Mawapn eivai ot o 8-
0koAeG Va oploTouv kat va TagvopnBoov. [ewnpévog
omv Avotpahia amo EMveg yoveic, jie omoudég ota ol-
Kovopika kat atny 1atopia, o awapng rjpBe o€ enagn
(1€ n) oknvoBeoia péoa an'm avayerr Tou oto Les-
bian and Gay Youth Project, To omoio auvtdyBnke yia
va dnpioupyroel To viokipaveép Framed Youth (1984),
Kal 0T auvéyela nayiwoe To poko Tou wg oknvoBEm
avahapBavovrag T oknvoBeoia ouotkwv Bivieokhin
ovykpotnaTwy omwg ol Bronski Beat kat ot Commu-
nards. Ewg éva Babyo, ot katomvég Tawieg Tou avia-
VakhoOV QUTEC TI MPWIpEC EvaoyOM|OELG: N EIKOVIATIKT]
TIpOCEyyion {TUATwY TIoU A9epOLY ToV OOGUAOQI-
Mo moBo, ) Oe€lotexvika aedlaapiévn ommikr amo-
doon kai n don mpog ia agnynuaTikr agaipeon &i-
val 6Aa otolia mov éxouv TIG piCec Toug OTIg
napad6aeic akTiBiopol kai mpwronopiag m bekaetia
700 ‘80, Omwg mopoljie va aviyvelooupe o€ Bivreo-
oK oelG e Bépa Tov kowoTikd aktiBiopo aMa kai o
1 oupBaikd Bivreokhim.

AMG 10 épyo Tou Navapn ekteiveral moAd o
népa an’autéq Tic piCec. O Toaec (1989) eivat ek mpty-
TG 0w éva Bloypagike VIoKIHavTép yia Tov ToInTA
Kwvotavrivo Kapaepn, eivai 6w emiong pia anéneipa
dnioupyiag To KIVNHATOYPAPIKOD QVTITOIYOU €V
molfpatog Tou KaBden, kaBag Kai éva oxohio ndvw
oty eNnvoaheavdpuvri oplogulogihiki} Kouktolpa
omwg éxel emplaael g Tic pépeg pac. To North of Vor-
tex (1991) Baciletal o évav Bevrepikijc gong épwta
yla TV apepIkaviki) elkovoypagia —tonia atikd, To-
mia TG unaiBpou, N kakoyouoTId TwWV HIKpWV mo-
Aewv—, WOT600 aLVBETel TNV pviaNioTIKr road-mo-
vie agjynon Tou oav éva koAd( UMOKEILEVIKGY
TIPAYHATIKOTATWY, QVALVIOEWY Kal QAVIAOIWOEWY,
nipoofAénovrag ehdiota oe pia opBodoén agnynuia-
Tikr Aoyik. To Caught Laoking (1991), o€ mapaywyn
1ou Channel Four, Ba pmopotioe va eppinveutei wg i
onuelohoyiki] £peva Mavw oToug KWAIKES Tou YKél
EpTIOHOD 0¢ OIAOPEC ENOYEC, GG, 0T Baon TG
00Nnrc Tou Bpioketar pia toTopia emoTnOVIKNG
(gavraoiag e Kevipikd fipwa évav dvdpa kal jia ou-
okeur] BlabikTuaKfic, eovikr¢ mpaypatikdTnag, ye-
yovoc o kablota kdANioTa Ty Tawia pia epwviki
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avaropiia me noovoBeyiac. Téhog, 1o Mia Béon arov
fihio (1994) €ival pia ovpBamikr agnynuaik Tawia
10U 0TNPICETAl O OUYKEKPIEVES KOWWVIKE TTayHa-
TIKOTITEC, Kat ) onoia dlapkw avatpénetal yéoa ané
evBEaeIC pn-agnynuatikod uNKoU: aOwepa mou Tpé-
0LV aTov oupavo, entayupéva pAag pnax, agnpn-
LIEVEC OKIaypaprOEIC TOMWV, TOMiwV Kal TG Mepippé-
000 aTPéopaIpag.

Oa qutd taAéw yiava toviow ot o Ndwapn et
oAU ekAeKTIKG evlagépovia kal aloonieiwto £3pog.
0 quvohikGG TOVOG TOU £pyoU ToU Eival TePIOn0TEPO EU-
puwnaikog mapd oteva Bpetavikac. Tou eival puaikd va
Kdvel avapopéc ata £pya Tou Zevé (ato omikdd Tou
North of Vortex) fy va avaouvBétet etkdveg Tou Malohiv
(6mw¢ autr Tou pwroypdpou ato (aught Looking mov
BaBerar mwe n umpérpia Epihia ato Becdprua). Onwg
unodnA@vouy autég ol avagopég, o Mdwapng dia-
ywpiCetn Béon Tou and o moArKwS 0pBo pelpa g
yKé kouktoupag. Aev Tov evBlagépouy ol «BeTikeg el-
KOVE- 01 TaWiEC ToL KaTabUovTal TG OKOTEIVEC a-
payddec oumoBou, 6mou Tanddn eivai akdbapra kal
ouyva piwpéva otnv qutandar, kat omou ) Bia Ppi-
oKetal o€ andotaon avanvoric. Me Aiya Adyia, o Mv-
vapng Hmopei 1o idio e0koha va mpoaBdhel toug A€loug
EKTIPOOWINOUG TOU YKEL KIvIjatog 600 Kai va Eevioel
Toug GoypaTikoUg Tou aBavykapvt Kvnpatoypdgou.

Eyovtag and 16100uyKpaocia TV KavoTnTa va eg\-
ooppone avdpeaa aToug KWOIKES TG agrynang kat
OTNV I aenynatiki moinon, To €pyo Tou Kwvotav-
Tivou Mdwvapn unodetkvoel mbavav éva véo bpopo
11O Ta LMPOG OTOV upwniaiko Kivnuatoypdgo. Xti-
(etmavo ota Bepeéhia mou épiav ot dokahol Tou ave-
Eaptnou Kivnpatoypapou T Eupdmng, mpoodétel,
0w, Kal véo UNKO WG TIpog Tr) HopaI Kai T &lkdva
yia va ouvroviotet pe TV mpwronopia. OAeg Tou ol Tat-
vieg éyvav pe oo yapnA mpoimooyiopo, aMd ka-
{iia dev paivetat va umogépeL and Toug OIKOVORIKOUG
nieplopiopodc. O liawapng pa deiyvel Tt imopei va me-
TUxel kdBe oknvoBéng, dtav Katavoei Ty Tpéxouca
€upwriaikr OKOVOHIKI) kal dnpioupyIkr mpaypatiko-
.

O Tow Péive efvan kprmkd¢ Kiviatoypdgou, auyypagéag
Kat oevapioypdgpog.

0 Zav Zevé ivai vekpdg

1987 40'éyxpwpio 16mm

Yuvduddovtac Aueic ano kdpepa Zoomep 8 kat Biv-
TEO Kal aglepwjiévn atn purin Tou Mapk Aatov, ykél
noitikod akilotr mov méBave an6 AIDS 1o 1987, n
Tawia diepeuva Tov kAop0 Tou opo@UAPINIKU Epw-
Tiopol péoa and pia aMnhouyia unépoxa diaBabi-
0}évwv 0ekdve mou ouvodeboval amd Tn Qi vog
natbtod mov taPadet keiyieva Tou Zevé ndvw otV
aylotnTa, Tov yKAEIopo, TV aydnn kai t guia.

North of Vortex

1991 8'aompdpavpo 16mm

To North of Vortex EeSimavetal e @ovo To omTika
mhobalo apepikaviko Tomfo, amo okoTewd dwpdtia
Eevodoyeiwv ot Néa YOpKn éwg TIC Epnpeg, ayaveig
ektdoelq e Avong. Méoa ané pia tuyaia ouvavinon,
01 TPEIG TIPLTAYWVIOTEC TG Tawviag xpnatponotoly o
évag Tov aN\o yia va (1j00uv TIC EPWTIKEG Kal 0eCoua-
MG T0UG pavtaciaelg o'évav dxpovo koapo ofou
KatmaBouc,

Caught Looking

1991 35"éyxpwpio 16mm

Xpnaigonotwvrag évav umohoyloTr EIKOVIKIG mpay-
pamikeTnTac, n tawvia xaproypagel my odiooeia vog
dvrpa péoa an'ti ndovoAenikés aeouakikég pav-
T0IWOELG ToV. H EIKoVIKT mpaypaTikéTnTa yivetatyia
TOV XprjoT Tou UMOAOYIOTH KEVTpIKGG AEovag Twv
OKEEWY TOU Y10 TIC EPWTIKEC ENMEIpiEC Tou Mapeh-
Bovto —aydpta mou moBnag, ayopia mou ouvavinae
K1 GManou éxaoe— eve mapaknAa anokahureL Tov
aKOpEOTO KI WG €K TOUTOU aévaa enavalaBavopevo
XapaKtpa ¢ embupiac,

Mia B¢an atov ridio

1994 50 éyypwpo-aompépavpo 16mm

Tupiopévn oty ABiva, n Tawvia napoualddelm geu-
yakéa oxéon Tou metuynpévou ENnva Hhia kat to
ANBavou mpoaguya Mavayiwn. Me gdvio Ty Kako-
guvia nywv karadvnou xapaknpilelmy Ava wg
noAn mpog T Aban, o1 Guo dvtpeg uvavtiobvrat kal
ywpiCouv e Tpdmo mov avakahei Ta eupuTEa KoWw-
VIkd Tpadpata Tou UoTepoL EIKOOTOU QILVA.
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An Early Appreciation

by Tony Rayns

Written before Constantine Gannaris made 3 Steps to Heaven, this article by Tony Rayns captures the essence of his early works and informs us
about the singular talent of an up-and-coming auteur.

0f all independently made and minded films pro-
duced in Britain in recent years, those by Constantine
Giannaris may be the hardest to define and classify.
Bornin Australia to Greek parents, trained as an econ-
omist and historian, Giannaris came to filmmaking
through involvement with the Lesbian and Gay Youth
Project, which was formed to make the documentary
tape Framed Youth (1984), and consolidated his new
line of work by making music videos for the bands
Bronski Beat and The Communards. To some degree,
his subsequent films reflect these beginnings: their
imagistic approach to questions of gay desire, their
carefully crafted visuals and their tendency to narra-
tive abstraction all have roots in the activist/avant-
garde traditions of the 1980, as seen in community-
action tapes and non-mainstream music videos.

But Giannaris'work ranges far beyond these roots.
Trojans (1989) is ostensibly a biographical docu-
mentary about the poet Constantine Cavafy, but it’s
also an attempt to construct the filmic equivalent of
a Cavafy poem, not to mention a commentary on
(Greek-Alexandrian homosexual culture as it survives
today. North of Vortex (1991) is founded on a Wen-
ders-like infatuation with Americana — cityscapes,
landscapes, the tawdriness of small towns — but
frames its minimal road-movie narrative as a collage
of subjective realities, memories and fantasies with
scant regard for orthodox narrative logic. Caught
Looking (1991), made for Channel Four, could be
thought of as a semiotic investigation into the codes
of gay erotica of various vintages, except thatitis con-
ceived as a sci-fi narrative about a solitary man and
his on-line virtual reality terminal, which makes the
film as much a wry anatomy of voyeurism as any-
thing else. And A Place in the Sun (1994) is a con-
ventional narrative movie, anchored in specific social
realities, that is continuously subverted by inserts of
non-narrative material: racing clouds, fast-motion
flashbacks, abstract vignettes of places, atmospheres
and landscapes.

All of this is to say that Giannaris has eclectic in-

KONITANTINOZ FANNAPHE

terests and a remarkable range. The overall timbre of
his work is more European than narrowly British; it
comes as naturally to him to quote Genet’s writings
(in the voice-over of North of Vortex) as to quote im-
ages from Pasolini (in the physique photographer in
(aught Looking who buries himself like the maid
Emilia in Theorem). As these references suggest, Gi-
annaris stands well apart from the politically correct
currentin gay culture. He has no time for‘positive im-
ages’; his films get down into the dark crevices of de-
sire, where passions are impure and often rooted in
self-delusion and where violence is often only a kiss
away. In short, Giannaris is as likely to offend the wor-
thies of the gay movement as he s to alienate purists
in avant-garde film circles.

[diosyncratically balanced between narrative
codes and non-narrative poetry, Giannaris' work
points to a possible new way forward for European
filmmaking. It builds on the foundations laid by Eu-
rope’s art movie masters, but adds formal and visual
ideas more in tune with the avant-garde. All of his
films have been made on low budgets, but none
feels constrained by financial limitations. Giannaris
shows just what is within reach of any filmmaker
with a grasp of present-day European financial and
(reative realities.

Tony Rayns is a film critic, author and screenwriter

Jean Genet Is Dead

1987 40 color 16mm

Shot on a combination of Super 8 film and video and
dedicated to the memory of Mark Ashton, a gay po-
litical activist who died of AIDS in 1987, this work ex-
plores homo-erotic imagery in sumptuously layered
séquences that are accompanied by a child's reading
of a text by Genet that speaks of sainthood, impris-
onment, love and friendship.

North of Vortex

1991 8'b&w 16mm

North of Vortex unfolds against the visually sumptu-
ous backdrop of the American landscape, from dark
hotel rooms in New York City to desert wastelands in
the West. Meeting by chance, the film's three main
protagonists use each other to play out their erotic
and sexual fantasies in a timeless world of desire and
passion.

(aught Looking

1991 35’ color 16mm

Using a virtual reality computer, the film charts the
experiences of one man’s odyssey into his own
voyeuristic sexual fantasies. The virtual reality be-
comes a focus for the player's thoughts about sexual
experiences in the past — boys he wanted, boys he
met and boys he lost — and at the same time reveals
the implicit unfulfillment and thus endless repeti-
tion of desire.

A Place in the Sun

1994 50'b&w and color 16mm

Setin Athens, the film deals with a fleeting relation-
ship between llias, a successful Greek man, and
Panayotis, an Albanian refugee. Against the back-
drop of the cacophony of voices and peoples that
characterizes Athens as the gateway to the West, they
meet and part in a way that evokes the wider social
traumas of the late twentieth century.
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[pokalovpe tn ouppatikoTnTa
dlappnyvuovrag ta mémia

100 Bikavr 2nek

Orav ota téhn ¢ dekaetiag Tou ‘80 o Kwotavrivog
l1awapng éave v €ioo86 Tov ot Olebvij oknvr, Bpt-
0KOpacTav oy apxr autol mou abviopa fa ovopa-
(6tav «New Queer Cinema» (Néog Opo@uAo@INikdg
Kivnuatoypdpoc). Aéowc o Mdwvapng Ba yivel évag
1IoAU TAPayWYIKGG EXPOCWIIOG QUTG TG TPITNG He-
Tanohepka yevidg ykél aknvoBetcv, n omoia auvéBake
oto avaypdyio g lotopiac, cupminpwvovtag
ouN\oyikr| auveionan Tou koou e Hia opoguAo@IIK
Bewpnan Tou koapiou — edio éwg Tte avelepedvno,
10U €y€ i€ apKETr) entruyia kataotalei Hetamoepika.

Kt evw n mapouoia Tou opouAd@iNou Kivnuato-
ypd@ou yiverai 6Ao kat o évrovn ano dexaeria oe de-
Kaeia e 1o noAv éva-60o avrimpoowneutikd épya av-
T00 Tov €i6oug, Ba ypelaoei va gTaooupe oTic dekaeTie
700 ‘60 ka1 To ‘70 yia va bel 1o eupl Koo yia mpwm
©0pd T0 MPOGW0 T0U 0HOQUAOQIAKOU KivnpiaToypd-
@ou xwpic némho. Kata m didpkeia autrg g noAv yo-
viung meptodou moAmikod Kai aioBnTikol avaBpaciiod,
0 Kivnparoypdgog doknoe Ty mohimik Tou &€ouaia
ypnotHomolwvrag Ty mpokARon wg pia kaANTeRvIKN
(@Oppamou holoe EVBEWG Kal XwPIC MEPIOTPOES 0E
HeyahUtepeg opiddec Beatv. Autoi ftav diyaayiévolyia
aMayi} kat mpoBupiol va dextobv otidrmote Ba Toug
BonBrioel va unepkepdoouv TIC avapiBynTes Poppég
G oupBaTikdTTac.

OMa autda otoiyeia ta Bpiokoupie fn oTig MpGTES
HIkpod prikoug Tawieg Tov Kwvatavtivou lawapn, kat
{dNoTa oy Mo MpWIGTUN Hoper ToUG; ot Tawvia
0Zav Zevé eivai vekpdc 1ou 1987, évaveapd aydpi dia-
BaCe1 b0gopa Keijieva Tou Zevé yia TV ayl0TTa KAl
0€0UaNKOTITa, €V 1 EvTova EIKATTIKR agriynon HAg
«BuiCer ot ayéon aydnng, otopync, moBou kai(wti-
kotnag 600 avipwv umo T dapikhelo oman mg emi-
dnpiag Tou AIDS, o€ pia emoyr mov 0 kdapiog dev elxe
mdpn aveAnyn Tou Tt afpawe auto. H tawia yopa-
kTnpiomKe «noinua» and Tov Mavppevt ZahlyKep-
e, MoAUYpaOTaTo 10TOPIKG TOU Kivnpatoypdgou
ot 'eppavia, 0 onoiog éepe Tov Mawapn katTi Tal-
vieg Tou ato OeomiB i\ Bepohivov. Malf pe Tov liawapn,
iia xahapr opdda Bpetavav oknvoBeTwy e éviova
(TOMIKIOTIKA YAPAKTPIOTIK Kai TIoN) TaAévto, o1 omofol
Kivobvrav yopw and Tov Ntépex TCdppav, éyvav auyvol
eniokénes 1ou Bepohivou: and Tov Mok Mnéreh kai tov
épiB Oviv EBave g Tov TCov Méymep, kat a6 tov Pi-
toapvt KBievioBoki g tov AiCak TCooNev kai, BéBata,
Tov {610 Tov Nrépex TCappav, Tou onoiou n Tawia Ka-
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papdrqio aupeteixe, 10 1986, ato Alaywviotikd Turpa
Tou OeotiBdA Bepohivov, omwg Ba ouppeTelye kat 0 de-
Kaneviayouatog Tou ldwapn to 2002

Mapdti o mpdyovoi autav Tic dekaetieq Tou ‘60 Kat
Tou 70 &ev fyrav mohudpiByol, mpogava pdBavav o
évac an'Tov Ao, 1€ Tov HIKG TOUG ATOYIKIOTIKO TPOTIO
— ka1 didaokav e mpoBupia Toug amoydvoug Kai khn-
povopoug Toug. Anid Tov Tak 2B iéow Tou Bépvep
Ypérep otov Ntépex T(apyav, and tov Kéved Avykep
kaitov Avt Quapywh o Tov Daopmiviep kat tov Pola
ov Mpdouvyaiy, Lmopodje va dlakpivouyie Ta fyvn
MG mpokATkGTTag katmy ayanm yia T {wr mov k-
dnhaveral péoa and my vioBétnon g otdong «Ba
Kdvew auto mou Oev €xw avakdvel, auto mou ev éxel
Eavayivew. H dlekdiknon xwpou kat mpoaoxrc yia pia
yKéL ékppaon e unapéng umrpée (wTIKo KoppaTimg
enavdotaong g enoyric. 00riynae oe pia véa ane-
AevBépwan e ékopaang, éxdnhng ota épya e yevidg
Tou [1dwapn, mou HopporolrBnke umé Tov Titho Néog
OuoguAogihikdc Kivuatoypdpog n matpoTnTa ToU
onoiov amodo6nke otov T(appav. Ty endpievn Tawia
Tou [1Gwapn, Tpaieg, Tou 1989, ywopaate HApTUpES
T0U EVIUNWOLAKOD TPOTIOU 1€ TOV OMoi0 1) EMpPON TV
TIpoavagepBEVTWY dnpioupywV Kal N MpWIoTuMia Tou
kahhtéyvn odnyolv éva moAdmhoko €pyo, To onoio
gunveloTnke and Tov peydho ENnva mointr Kwv-
otavrivo KaBdon. Emyeipwvrac pia ehedBepn ano-
boon g {wric katou épyou Tou KaBaon, autd n &€i-
00U TIOINTIKT Tawia ival yepdtn umoBAntikr dbvapn,
e GOVTO évav OVEIPIKO KOO0 QOPTIOHEVO HE EQrjE-
PEC EPWTIKEC OuVavVTT0eIc: évanapapuB povaidg, mé-
Bov, pviung, anwhelag, pehayxoMiag kat xapdg e
(wric.To 1990, ot Tpdiec éxavav mipepiépa ato Bepoivo
ki anéonacav o véo Bpapeio opo@ulo@ihikod Kivn-
Hatoypapou, o Teddy, To mpiyto Bpapeio yia Tawieg
Qurg TG katnyopiag mou kabiepwBnke o€ n ykél
OeoriBah. Avianokpivoyievi) atov peydho apiBiuo tai-
viav Tou &fbou mov napovaidlovrav ato Mavopapa
Tou OeoriBdh —xaimov anoteholoe Kaworopia ekelvn
v €noyi o1o x0po Twv dlebvwv geotifdl—, pia
opada dikwv oe Bépata yKél Kvnuatoypagou Bpé-
Binke oo OeotiBal BepoNivou. Exovtag wg onieio ava-
(opdg autr) TV opdda, ot uneiBuvol mpoypdppatog
Tou lavopapatog kaBiépwaay, 1o 1987, 1o BpaBeio
Teddy. Tn mpwrn ypovid am6 v KaBiépworj Tou, T
Bpapeio anoveprBnke atoug NéGpo AApodoBap Kat
[kac Bav 2avt — dyvwaroug Tote aknvoBéreg nou éxa-

Vav TNV TP TOU £Ipavion ato dlebvéc kivnuato-
YPAQIKO OTEPEWHA.

Fva akopn BpapeioTeddy nepijieve Tov Kwvoravtivo
Tdwapn o 1992. H tawia tov Caught Looking vioBe-
T000€ éva Tekeiwg OlagopeTIK OTUN O€ Oxéan e TG
mponyoUpevec. Aoukeloviag akopn oo Aovdivo, o
OKnVoBETnG epmvéeTal and TI EQapHOYE TWV VEWV é-
0V Yl va anetkovioe! éva auBevikd npo@nike, pou-
TouploTIkd adpmav avBpamvng diadpaong. Metagé-
POVIAG T VEOTEPN HOPPr] KIVOUHEVNG EKOVAC, auTr)
Tou uriohoyior, ot peydhn oBovn, o Mdwapng e€e-
TaCel mw¢ pmopel Kavel va mpooavatoNoTel, urid 10
QwGautol mov ariepa Ao Wwpi(oupE WG «koNwVIKG
1éoa» (social media). [t'akopn pa popd, Taidedoupe
{éoa amo dexaetiec oAoKANpeC opo@uAOPINIKal Mo~
Blou ka1 mpoopiovrc, auTr T Gopd, GUWG, HE EIPWVIKT
QUTONAPATTPNGN KAl O€ ndoTacn ané T0 AVTIKE(Evo
Tou TidBou yia va mpooTateutel autog riou emBupei an’
™ bikr Tou evdhwn uvenkn. H oupBatikémnta npo-
kakeftal Slappnyvboviac To némho kal nmtpénelva ga-
vei [1ta doon alviBetac, 0dnywvrag o'éva yloupoploTIk
anoTéNeajia: [ MONTIK TERVIKI) LETAQIETNEVN WG
BeAxtikr Yuyaywyia, 1900 moAmikr) 4o Arav e€apyrc
ol Tawieg Tou Nawapn.

Exovrag mohmkonoinBet péoa an'my eumelpia g
karanieang kat g adikiag mou empBaovrar atoug
0Ho@uAGINoUG 0'évav oHo@oBIkG KOO, N avaykaid-
Ta G moAwrG pdong petatomiCeral oTic Katomveg
Tawiec Tov Ndwvapn amé v ykéi eunelpia o' évav ev-
plTepo, kaBoAikd SuVapIopo e WHova To Ko Kako
0w paivetar otic Tawieg Amd mv dkon me méAng,
Ounpos a1 Man at Sea, mov SladpayariCovtal oy
ENda, ypa kataywyiig Tou oknvoBém. Aev xdvel
niap’ 6Aa QuTd MoTé TV EPWTIKM, HaTid, TV moITIKr
avdhuon Kai Ty YuxaywyIkr TPOOITTIKI TwV MOWIHWY
£pywv Tov, oTolyela mov dlagaivovrat 1doo oTig Melpa-
HaTIKE, e KOKK AqUelg Tou and mopeieg opo@uAoi-
Awv oto Aovdivo, 600 kal aTa mpaTa Tou BIvieokAim ykél
HouoIK@V eldwhwv omw o TC{u 26pepBiA kat o Mapk
Ahpovr. 01 meptoodrepeg and Tig Tawieg Tou Kwvorav-
Tivou lawapn éavav v npepiépatoug oto OamiBah
BepoMivo, oo Mavopagia kat oto AaywvioTiké Thrua.
it mepripavog nou napouaiaoa moMéc an' autéc,

0Bavr Snex ivan axnvoBéme, auvidoutic Tou BpaBeiou
Teddy kai AievBuvrric Tov Mavopdyatog Tou QeamBdA
Bepohivou
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Provoking Convention by Piercing the Veils

by Wieland Speck

When Constantine Giannaris stepped onto the inter-
national stagen the late 80s, it was the very first mo-
ment of what was soon to be called“New Queer Cin-
ema.” He immediately became a prolific representative
of this post-war third generation of queer filmmakers,
which provided yet another step in re-writing history
by complementing the public consciousness with a
queer view on the world, a then still unexplored and
— during the post-war period — quite successfully
suppressed undertaking.

Whilst the visibility of queer work in film jumped
in seven-league boots from decade to decade with
merely one or two oeuvresin each, it took the 60s and
70s to show queer cinema'’s unveiled face for the first
time to a wider audience. During that fruitful period
of political and aesthetic upheaval, cinema exercised
its political power by using provocation as an art
form that spoke directly and unfiltered to larger
groups of viewers — viewers who were hungry for
change and willing to take any inspiration that might
help to overcome the many forms of convention.

All of these elements we find already in the first
short films of Constantine Giannaris, and we find
them ina most original form: in his 1987 Jean Genet
Is Dead, a young boy is heard declaiming diverse
writings by Genet about holiness and sexuality, while
the highly visual narrative makes us dive into the
loving, caring, desirous and life loving relationship of
two young men under the sword of Damocles —
which was the then sweeping, deadly AIDS epidemic,
at the time not fully understood by the world. This
film was praised as “a poem” by one of Germany's
most prolific film historians, Manfred Salzgeber, who
brought Giannaris and his films to the Berlin Film
Festival. Along with Giannaris, a whole loose group
of highly individualistic and talented young British
filmmakers from Derek Jarman's orbit became requ-
larsin Berlin, from Paul Bettell and Cerith Wyn Evans
to John Maybury, from Richard Kwietniowski to Isaac
Julien — and Derek Jarman himself, whose Caravag-
gio played the Berlin competition in 1986, as would
Giannaris'film One Day in August in 2002.

KONXTANTINOZ FTANNAPHX

Although the forefathers in the 60s and 705 were
not numerous, they seemed to have leared from
each other, in their own extremely individualistic
way — and they were willingly teaching their off-
spring and heirs. From Jack Smith via Werner
Schroeter to Derek Jarman, from Kenneth Anger or
Andy Warhol to RW Fassbinder or Rosa von Praun-
heim, there was a trail of provocation, a lust for life by
doing the undone, the unparalleled. The claiming of
space and attention for queer expression of existence
was an inherent part of the revolution of the time. It
had led to a new freedom of expression, now visible
in the works of Giannaris generation, known as“New
Queer Cinema” of which Jarman was named as a fa-
ther. In Giannaris next film, Trojans, of 1989, again we
can witness how impressively the aforementioned in-
fluences and the artist’s originality led to a complex
work inspired by the great Greek poet Constantine
Cavafy. A free interpretation of Cavafy’s life and work,
this — once again — poetic film s full of suggestive
puissance set in a dreamlike world charged with
ephemeral erotic encounters; a tale of loneliness, de-
sire, remembrance, loss, melancholy and joy of life. In
1990, Trojans premiered at the Berlin Film Festival
where it won the new queer film award, the Teddy,
the first award of its kind at a non-queer festival. At-
tracted by the Panorama section's prolific program-
ming of queer films, which was then a novelty in the
international film festival circuit, a congregation of
queer film specialists from all over the world gathered
at the Berlinale. Out of this group, the Teddy was es-
tablished by the Panorama programmers in 1987
and was awarded in the year of its introduction to Pe-
dro Almodovar and Gus Van Sant — two still un-
known filmmakers, making their first international
debuts.

Yet another Teddy was waiting for Constantine
Giannaris in 1992. His film Caught Looking provided
quite a different tone to his previous work. Still work-
ing out of London, the realm of a new media era
had inspired the filmmaker to portray a truly clair-
voyant, futuristic universe of human interaction.

Transferring the newest form of moving imagery
from the computer onto the screen, Giannaris ex-
plored how to get one’s bearings in the light of what
today is known as “social media”. Again, we drift
through decades of queer desire and longing, but
now with self-observing irony, with a distance from
the object of desire in order to protect the one who
desires from his own vulnerability. Provoking con-
vention by piercing the veils and by allowing a
glimpse of truth is humorously executed: a political
technique in the quise of seductive entertainment, as
political as any of Giannaris'films up until then.

Politicized by the experience of suppression and
injustice as encountered by a gay individual in an
anti-gay world, the necessity of political action is
transferred i later films by Giannaris from the queer
experience into a broader universal validity in terms .
of the public good: like in From the Edge of the City,
Hostage or Man at Sea, now made out of Giannaris’
native Greece. But he never lost the touch, the erotic
eye, the poeticanalysis, and the entertaining prospect
of his early work, be it grainy experimental footage
shot at queer demonstrations in London or first mu-
sic videos with queer pop music icons like Jimmy
Somerville and Marc Almond. Most of Constantine
Giannaris'films premiered in Berlin, in the Panorama
and Competition sections. | am proud to have pre-
sented many of them.

Wieland Speck is a filmmaker, co-founder of the Teddy
Award and Director of the Panorama section of the
Berlin International Film Festival.
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0 Kwvaravrivog Ndvvapng pag Eevayei otn Soulerd tou, plwvrag
Y10 TIG Tatvieg Tov, TI¢ Bepatiké Tou, TNV TEXVN TO, TOV £QUTO TOU.

- The Films

In his own words

Constantine Giannaris leads us through his work, discussing his
movies, his themes, his art, himself.
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H EAévn mavtpeveTal oruepa

[Eleni’s Funeral Day]

‘Eyxpwpo/Color 61979

H ENévn méBave and Aeuyaipia. Kndederal t pépa mou Ba émpene va mavipedetal. 1o
(EPETPO (popdet vugIKo. Avri yia kOMuBa poipdlouv kougéra. Mia abyypovn MNepoe@o-
vi) o' éva oo mio onapaktik and onoladiinote Tpaywdia, e pia Tawia cuykAovioTiKa
EMnVIKN.

Eleni died of leukemia. She's being buried on the day she should have been married. She
lies in the coffin wearing her wedding dress. A modern-day Persephone in a myth more
heart-rending than any ancient tragedy, in a film that is intensely Greek.

New York Club

Aompopavpo/B&W 7' 1981

Strobe lights, dvBpwnot atnv iota, go-go boys, akiég nou xopetou. Mia viyta o' éva
khaym ¢ Néag Yopkng. Oxt ota auvnBiopéva kapé, o1 1) ouvnBiojiévn HoUaIk, Oxt Le
T ouvnBiopévn patid.

Strobe lights, people on the dance floor, go-go boys, dancing shadows. One night in a
New York club. Not the usual frames, not the usual music, not the usual way of seeing.

The Kiss

[To @IAi]

Aompopavpo/B&W 51985

Ao aydpia @iNiobvrar o€ pia Tapdroa, oto pubo Tou «The Roof is on Fire» Twv Rock
Master Scott & the Dynamic Three. H otéyn naipvet guwid, n moAn yopw dev umdpyel.
Tinota Oév éxet onplacia. Movo o gINi Toug.

Two boys are kissing on a rooftop, to the rhythm of “The Roof Is on Fire” by Rock Master
Scott & the Dynamic Three. The roof catches fire, the city around them no longer exists.
Nothing matters. Only their kiss.

Spin Me Round

[Zrpofihiouocg]

Aompopavpo/B&W 3'1985

OAa yupiCowv. Aytibec gurdc, o aknvoBém otpoBihietal. To «Inertia Creeps» Twy
Massive Attack opiCel tv dbvapn mou Tov ompayvel.

Everything is spinning. Rays of light, the director is spinning.“Inertia Creeps” by Massive
Attack defines the force that pushes him.

KONZTANTINOZ MMANNAPHZ

America Homage: Contagion

[Apepikaviko agiépwpa: Eménpial
Aompopaupo/B&W 3'1986

FEva koAdC and eikoveg andAuta apepikavikeg, andAuta aupBoAikéc. To TéNog evag moAé-
iou, n mONIKN HeTadoon Hiag VooTpomiag Héaw Twv EIkovw. Movo mou 6 avaro-
doyupiCovrar, epayiCovral, aMoidvovrar. Autd miou vidBeig ki autd mou BAémelg Oev
oupBadiCouv.

A collage of pictures that are absolutely American, absolutely symbolic. The end of a
war, the epidemic-like spread of a mentality through images. Only here they're over-
tumed, cut up, altered. What you feel and what you see don't go hand in hand.

The Blue Sea

[H yahalia 6aracoial

‘Eyxpwpo/Color 21986

Owyoupeg kovipa atov o, owpata ato xefhog Tou vepod. Mme gwc. Oha éyouv To
¥ptpa ¢ Bdkacaac, . 2

Silhouettes against the sun, bodies at the edge of the water. Blue light. Everything takes
on the color of the sea.

Rock Globe, Rock Globe I, Rock Globe lli
[Mérpivn uSpdyelog, MNétpivn udpoyeiog |,
Métpivn udpodyeiog lli]

‘Eyxpwpo-Aompopavpo/Color-B&W 3, 3; 11986

Eva néxpwo povondr, avBpwot. Evag Bpdyoc, oav pia mérpvn dpdyelog. 2yedov atpl-
goyupiCer. Aiya Bripata. Emavanyn. (Tawia o 3 pépn.)

Astone path, people. A rock, like a stone globe. Almost rotating. A few steps. Repetition.
(A 3-part film.)

You Ripped It Out of Me: Eduardo | Love you
[ByaApuévo amo péca pou:

Evrouvdpvro o’ ayanw]

Acmpdpaupo/B&W 4'1986

0 Nrepx Mnoykapvr Biavel To Spdpa Twv anayopeupéva ouvaioBnudtwy Tov oto
Victim tou Basil Dearden, pa oav avrionién, Ta aydpia oty napalia oepgapouv dixwg
evoxéc ota kbpata. Kat ot Yello 8ev vipémovrai va to mouv: «l Love Youn.

Dirk Bogarde is experiencing the drama of forbidden feelings in Basil Dearden’s Victim,
but as a counterpoint, the boys on the beach are uiltlessly surfing the waves. And Yello
aren't ashamed to say it:“l Love You",



Mia moAUTIUN, TUPETIKI GLAAOYR MO EIKOVEC

Av xpeialOpaotav pia akopn anddeién tov nooo yepdmn exnhiéelc eivain (o, oty
AyyNia dev mya va omouddow owvepd. Mfya yia omoudég OIKOVOMIKGV Kal toTopiac,
Tore Oev €ie ejpavioTel akopn To 6papa Tou business manager, nou Aol B
va ioikouv kat kavei va pn Souhedel. Zmovdala oikovopikd, Meaaiwvikr kai vew-
TEpn Eupwnaikr loTopia, alAd mepvooa TOV MEPIOTOTENO KAIPG [HOU OTO OIVEN. =¢-
kivnoa va BAénw kivuatoypdgo yopw ota 15 e 16 —pikpd ol yoveic pou dev pie -
yavav ovyvd— kat oty AyyNia guaikd BuBiotnka otic eiovec. Tore To BFI eiye
akopn pia ahvoida and kivnpatoypdeou mou énaifav oAb GuaenpeTeC kat ouyva
duovoneg Tawieg, mpaypata nov dev Ba éPAemeg moté ato epmopiko kukAwpa. M-
yaiva oivepd TpeIC jie Téooepic popéq Ty ePdopdda, éPAema tawieg pe pavia.

Orav petakopioa ato Aovdivo, €1dika 600 fovy Avepyog, mepvoboa TIC MepIoooTE-
PEC HEPEC pov oTo Scala, auTov Tov unépoxo Kivnpartoypdgo ato King's Cross, pia aA-
Aokotn, Tepdotia aiBouoa. Me pia e€ioov Tepdatia 0Bovn ki éva mepiBaNhov mov o
¢Bade kupiohekikd o’ évav aNho koopo. Zuyva myawva otig 11 1o mpwi kai épevya
oti 1110 Bpddu, éyovrag et oto evdidyieao névie Tawieg Tou Gaopmiviep f mévie Tov
MaoNivi péoa o€ pia unépoxn viexkavdvg, 6mou i e\dyioTa Aegra yia 1o €lortrpio
avakdAuntec kavoupyloug KvnuatoypagIkoig KAHoUG.

Dev Epw av ixa okeprei 0Tt BEAw va kavw owvepd, Tote. H mpwn pou tawia éyive
oxed0v katd Toyn. 2 pia gay epnuiepida, diaBaca pia ayyehia yia kdti mov etoijiale
10 Channel Four, éva Aeorrtixd npdtCext yia gay and lesbian véoug. Exeivn mv emoyi
£Jleva o€ Jia kataAnyn pe Tov Jimmy Sommerville, mpwv aképn yivet didonpog ou-
0IkoG, kat dnAwoayie ouppeToxr. 25 ayopia kat kopitola éwg 25 xpovav enexd-
kaye va Souhéyoupe ouhhoyika o'éva viokipaveép mou Ba ameikoviCe Tig (wég pag kal
pihodo€ouoe v' avatpéel Ti kateotnpéveg andweis yia T opoguogiia. To Fra-
med Youth, nov katéAnge va kepioei éva papeio Bafta kahitepou viokipaviép, fitav
éva QIAy ano pac yia pac, Ox1 amo éva «avrikelyleviko pdri» Kanolou e§wTepikol ma-
patnpnt. Mia eowtepiki patid ot Ok pag eikova, iia npoondbeia auto-eppn-
velag, auto-anobopnong. Bprixa Ty epneipia e§aipenika evbiagépouaa, edikd 1o
KoppdT Tou povrdd, omou Ao To uhikd mou eixapie TpaPncel, ano ouvevteOEei pé-
YpLoTypéc and T (wig pag, £npene va evwBel o€ ia agrynon mou va eivat ka mpo-
ownikr kar mohrmik kar kowwvikiy. Hrav ouvapnaotikd, priaypévo ¢ jia enoyr), ap-
YEC Twv‘80s, pe T Odroep oy ouaia, dmou piia opdda gay kat AeoPiwv eixe Ty
buvardtnra va Byet e pia kapepa otoug Spdpoug kai va epikaper kaBwaonpénel ku-
piec, nou avrihapBavovrav Oni pia Aeopia Toug émaipve ouvévieud).

Black Derek Boy

CONSTANTINE GIANNARIS 3
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Blue Eyes 2

[MmAe pania 2]

‘Eyxpwpo/Color 6'1987

To BAéjipa kai To avtikeipevo Tov: Eva avdpikd Koyl o€ pa metogta otov ko, Avo
jidmia 1doo pme doo n Bdkacoa.

The gaze and its object: A male body on a towel in the sun. Two eyes as blue as the sea.

European Son: Queer Demonstration

[European Son: Queer Ailadi\Awan]
Aompopavpo/B&W 121988

Mia diadrihwon oto Aovivo, Tén TG Sekaeria Tou ‘80, yia Ta dikaidpata e Kowo-
Tnac GLBT (Gay, Lesbian, Bisexual & Transgender). Kovtiva ata npdowna, ekdveg and
10 mhviBog, avBpwnol nov auvavrdg, xdvel, §avappiokeic. Advapn kat anemaia, opyr
kat eknida. MaBog kai ouNNoyikotnta. Amaitnon katyioptr. Y6 Toug fixous Tou Aou Pivt
kai Twv Velvet Underground.

A demonstration in London, in the late eighties, in support of the GLBT (Gay, Lesbian,
Bisexual & Transgender) community’s rights. Close ups of faces, shots of the crowd,
meeting people, losing them, finding them again. Strength and despair, rage and hope.
Passion and collectivity. Demands and celebrations. To the sound of Lou Reed and the
Velvet Underground.

Me as a Soldier

[Eyw, @avtapoc]

Aonpopaupo/B&W 7°1988

0 oknvoBétng atpatibmng. Eva Tolyapo ot pia Tapdtoa. H ABrva amaveral yipw Tov.
MoNukaroikiec, éva ddaog and kepaiec. X1o Pdbog n Akpdmohn. O aknvoBém koralel
v kdpepa. KanviCer. Xapoyehd. Ztpafa, 6mwg kat 1o mAiKi Tou.

The director as a soldier. A cigarette on a rooftop. Athens spreads out around him.
Apartment blocks, a forest of antennas. In the distance, the Acropolis. The director looks
into the camera. He's smoking. He smiles, Crookedly, just like his peaked cap.

Black Derek Boy

Aompopaupo/B&W 8’1989

Eva aydpt Samwpévo ndovikd o éva kpepai. Auo xépia Tou yaidedouy v mdtn. Mia
avtavakhaon otov kaBpégm. To cuvraktikd g emBupiac. H yAwoaa Tou awepd. To
anelo mou cuvavtiolvral.

A boy lies sensually on a bed. Two hands caress his back. A reflection in the mirror. The
syntax of desire. The language of cinema. The point where they meet.

London Garden

[O kimog pou oto Aovdivo]

Aonpopavpo/B&W 41989

«Eva TpiaviaguMo eivar éva Tplavidguho eival éva Tpiavidgulo», aMd Ta
puMapara &voc kirou anoktodv pic aAnBivd Kivuatoypagiki moIGTTa o' autd T0
@Iy Mo Kataypdgel avatperikd kdni 1000 ouvnBiogiévo, Kat To emevBlel e pia
XTIk UnAvia o KupLOAEKTIKG TO HETAHOPQUVEL,

“Arose is a rose is a rose;" but the foliage of a garden takes on a truly cinematic quality

in this film which subversively records something so ordinary and gives it a soundtrack
that literally transforms it.

KQONITANTINOX FANNAPHX

Maurizio Siciliano

‘Eyypwpo-Aonpopavpo/Color-B&W 7 1989

Fva ta€idi pe To autokivyro Tou Maoupitato. Eva ta€i6l oto bwpdmé Tov. Zto PAéppa
Tov. 270 0wpa Tov. Luvodeia Tou «Heroin» Twv Velvet Underground. fari, pepixa ayd-
pla pmopei va elvat oav vapKwIiko.

A journey by car with Maurizio. A journey around his room. His gaze. His body. To the
accompaniment of‘Heroin” by Velvet Underground. Because, some boys can be like a drug.

Americal

Aonpdpavpo/B&W 1990

Ta€i61 pie autokivyro aoug Apopoug T péaa Apepikiic. Nrahikeg, avoixtoc opiloviac,
Eeokénaota apdda, n dogaktog mou Tpéxel. Mia anoluta apepikdvikn epmelpia. Eva
Tagior aAnBuva Kwnyatoypagiko.

A road trip through inner America. Eighteen-wheelers, an open horizon, convertibles,
the asphalt rushing by. The ultimate American experience. A truly cinematic journey.

Barcelonetta

‘Eyxpwpo/Color 1990

Makid Aoutpd, ot Bapkehdvn, @avrdopata evoc mapeNdoviog” Bupiata e mpoddou,
G aMayrig Tou Tonov. Twpa ma undpyouv Hovo aav EIKGVEC. Zav jvijHeq yia GAoug Toug
LIovayIKoUG GVTpeg ou Kamote TpIyUpIlav eKel.

01d baths, in Barcelona, ghosts of a past; victims of progress, of the changes of the land. They
only survive as pictures. As memories for all those lonely men who once frequented them.

Silences

[Ziwméc]

DVD Aompdpaupo/B&W 10’ Mey. Bpetavia-ENAdda / UK-Greece 1990

Yy kapdid g moAng, 1 Hépa xapader kai pwriCel pia paolva mov el eSokeiNer otV
0xBn Tou motapol. AN dev undpyel kaia undoyeon avayéwnang i Aitpwong. Auta mou
Eexwva, avriBeta, eivar évag apeihiktog kikhog amopovwang kat afeatonrac: éva e€aipe-
TIKG ouyKIvTIkO Opdpa yepdro kateotahyiéva mabin kat auykpoudpevoug noBoug. HmoAn,
guolkd, makelel evdvria oty anoodvBean. Mavw and v nokn, Tukiypévn o éva udapég
(g, OTEKETal pia povayikr yuvaika. Kat tore apxiCet n puwvr: Wayver, katnyopei, yeudm
opyr kat anéyBeta yia Tov iblo T Tov €autd, apveitat va olwnioel f va dextei mapnyopid.

In the heart of the city, day breaks over a stranded river-barge. But here is no promise of
renewal or redemption. What unfolds instead is a relentless cycle of isolation and uncer-
tainty; an intensely moving drama of submerged passions and conflicting desires. The
city, of course, s in the throes of decay. Above the city, shrouded in watery light, a soli-
tary woman stands. And then the voice begins: searching, accusing, full of fury and self
loathing, refusing to be silenced or consoled.

Ta 8akpua Tou EKOKaéa

[Tears of the Excavator]

Aompopavpo/B&W 1990

Mia enioxeyn ot Paopn, pia Bokra oty mapahia e Qotia. Zroug Témoug mou €(noe kal
néBave o Miep Moo Nadohivi. H avaoa Tou epmvéel Tig elkdveq T Tawiag ™ ot Aéelg g
moinor Tov, Ti¢ emevotouy (davikd.

A visit to Rome, a walk along the beach at Ostia. Wandering through the places where
Pier Paolo Pasolini lived and died. His breath inspires the film's images; the words of his
poetry are the ideal commentary.



Kdnwg éto1, o ovepd yia péva fpBe oav iia ouvéyeta e epnpikng ov evaoyo-
Anong yie v apiotepd — mou ftav jita noAd avriotahiki eNevBepiakr aplotepd
6nou npotepaidtna firav n npoawnikr eeubepia kat na¢ avtr oupBadidel e pia
aplotepry okéyn. Aev eiye kad oxéon e 10 KKE ede olte pe To Bpetavikd Kop-
pouvioTikd Koppa. 01 Béoeig T Rrav moA mio mpoxwpnIéveg, ot andyeig e moho
110 QIPETIKEC. AMG akopn kat n evaayoAnan pe v aplotepd Hnopoloe va oe grd-
0€L HOVO ()G éva onpeio. 2ov pdBaive To H1GAoyo, va okéQTeaal, va pnTopevels, mug
vanapovoiadeic Ti 16éec aov, frav éva poPepd oxoheio, aMa épolale evtehd ate-
Magopo, éva adié§odo. K av riBeNec va mpoywprioeig, va pn peivelg oe pia oékta —
ylati OAn n apiotepd eivai TeNkd pia oékta —, Enpeme va pOyel,

1 péva n &ié€odog fipBe amd o awvepd, To omoio To éBNena ndvra e pia Koww-
VIK| paTid, oav pia mpoéKTaon autol Tou mpdypatog. AKGpN ki av ol autandreg Hov
yI'auté ypriyopa dtahiBnkav. Onwe, yia mapddetypa, n «aulhoyikr Tou @ony, £tol
onwg v Blwoape otnv dnuiovpyia Tou Framed Youth. Kanola oty katahapaivelg
7w, mapd Ty aplotepr) 00V okEYn yia v ouMoyikdTnTa, pia Tawvia dev pmopei va
yivel padi pe aNa névee dropia ot oknvoBeoia, oUte jie déxa dtopia oto povrdd. Xpel-
aear pua tepapyia. Eutuyac, To katahaBa moo viwpic, akopn ki av o€ kamoloug pd-
vIKa dnohutapyikog f eywioTrc. Zuyyvapn, aAAd o Kivnuatoypdog eival Teika n
WV TOU €O,

01 nparec Eexabapa ikég pou bovhelég ixav To apakTipa nelpapatiopdy.
Hrav amhd kdnola «time lapses» Tou eauto pou Kat piag GiAng Hou, mou amote-
Aovoe ToTE «jloboax piac opddag avBpwnwv nou kavaie Ta npwta pag Priata otiq
1éyveC. Htav anohuta mpoownika mpdyparta, o€ i enoyr mou dev eixa Souked,
{oboa and To Tayeio avepyiag, katoikovoa o€ katahnYel kai mpoonabotoa va
HABw T1 Elvar Ovepd — e TIC KAUEPES MOV ) OIKOVOHIKI OV KaTAaTaon pou €né-
Tpene va éxw, kai 0on mpoopaon oty Texvohoyia, o€ GIAy, 0 povia(iépeg kat o
€pyaoTiipia yia T eyeavion pnopotoa va eéaopaliow, mAnpwvoviag, mapaxa-
A@vrac, akopn kai kKAEBovrac.

Onou nryawva, 6,1 ki av ékava, €iya ndvra padi pov pia kdpepa Super 8 f pia Pv-
Teokayepa kat TpaBodoa ouvexwe. Neipapani{Opouy Péow T KIVOUEVNG EkOvag
aA\d kat péow TG @uToypagiac, mou e BorBnoe v anoktrow ia aioBnon tou kd-
dpov, va peherrow T Suvapikr Tou, v' avakaAoyw Tt Hou apéoet. Hrav o Sikdg pou
Tpomog va pabuw ovepd, agob Sev miya o€ oyoi, kati mov Tehikd vopilw o firav
ebaipenixa anehevBepwrixo.

FpaBa ovepd PAénovrag Tawieg, ki autog motedw TeAika om givar 0 kahiTepog
Tpdmoc yia va 1o kaveig, Koralovrag t doukeid Twv aMwv, avahbovidg Ty, &
ywpilovrag T 0ov apéoel kai i Ox1, npoonaBwvra va kataAdBeiC To yiati. Kanoia
onypn, égraca o éva dkpo: katéhn€a va PAénw Tawvieg kai va napaxohouBw povo
v kdpepa, T peBodohoyia g, Ta mAdva, kai r) oknvoBeoia, napaBénovag Ty
nhoki, TV a@iynon

Kai yopila oxedov poviaxd. Hrav ot pépec nou {ovoape pe T dapoxAeio ondbn

ey y

Maurizio Siciliano

New York Club
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A Matter of Life and Death

[ZAtnpa {wig kat Bavartou]

DVD Eyxwpo-Aompopavpo/Color-B&W 20’ Mey. Bpetavia / UK 1991

Annx@vrag e Tov Titho Tou pia kaBopiotik Taivia Tov Bpetavikol owepd, To A
Matter of Life and Death kataypae! pita e€foou kaBopiotiki mpaypatikéTnTa e
Bpetavikic kowwviag T dexaeria Tou 90: Ty pdatiya Tou AIDS mov otoiioe Tig
(wég yidadwv avBpanawv. N eivar va Ceig kat va mebaivelg and pia «peyain
aoBévela pie éva ikpd Gvopa; (enetoddio Tou Qut on Tuesday, ogipac Tou petavi-
koU Channel Four)

Echoing the title of a definitive film in British cinema, A Matter of Life and Death cap-
tures an equally definitive reality of British society in the nineties: the scourge of
AIDS that cost thousands of peaple their lives. Whats it like to live and die of a“big
illness with a small name"? (segment of Qut on Tuesday, a series shot for Channel
Four)

MuoTtpadg kat Mepaki

[Mystras and Geraki]

‘Eyxpwpo/Color 81991

BuCavmvéc exkAnoiec, apyaia epeima, yahddies avravakAdoei i Bakacoac, Babu-
mipdaiva kunapioota, o emBAnTIKGG dykog Tou Tabyetou, n Aakwvik medidda. ENn-
VIKE Ikovec mipelc kaBapotntac kai dwpirg akiBelac.

Byzantine churches, ancient ruins, blue reflections of the sea, dark green cypress
trees, the imposing mass of Mount Taygetos, the Laconian valley. Greek images filled
with clarity and Doric truth.

Andreu in Paris

[Opovora]

Aonpopavpo-Eyxpwpo/B&W-Color 1993

And Ta Bouva g Poupiaviag ota atevd ¢ Opdvolac. 0 Avipéou mepimhaviétat oty
mhareia, o€ o moAn péoa atny oA, 2t aknBiv kapdid g ABrvac. 21o pug kai
oto okotad1. 2ta BAéjpata Twv AMwv. 210 Qako e kdpepac.

from the mountains of Romania to the narrow streets around Omonia Square,
Andreu wanders around the square — a city within the city. Wandering. In the real
heart of Athens. In the light and darkness. In the gaze of others. In the lens of the
(amera.

Natpida

[Homeland]

Aonpdpavpo-Eyypwpo/B&W-Color 1993

Apxaie néTpeg aoTpdgTOLV OTO YW, WIOOKPUWEVES avdpieoa ota Xopta. Qpipa
(@poura yepdra xupol, okiepd Oévipa, aykaBepéc ppaykooukiéc. H wpiki koyid
g Mavng, ) aykahia g 8aAacoac. H aulj Tou amitiod, ot yeitoveg, Ta mepiBoMia,
01 KaAoKQIIVES OKIEG, To ywHa, o fikiog. ONa mepiypdpouy kati 100 peydho, mou
Hmopeic va 1o belg 1ovo anoonacparikd.

Ancient stones sparkle in the sun, half-hidden in the tall grass. Luscious fruit, shady
trees, thriving prickly pear cacti. The Doric profile of the Mani, the embrace of the
sea. The courtyard, the neighbors, the orchards, the summer shadows, the earth, the
sun. It all describes something so big that you can only see it in fragments.

KONITANTINOZ MMANNAPHZ

Awpdtia

[Rooms]

Aompopavpo/B&W 1994

«PavteBod oy ABrivay. Ayopia oe pnvd Eevodoxela, noldpouy, yapoyehaby, ydbvov-
Tai, §amdvouy, Kortadv Slanepactikd my Kdyepa. To yioupop agomhilel v nbovo-
Bhermuk) idBean, aM\d o epwriodc napapiéver: Qpdc, kabapdc, anpoadoknta abioc.

“Meet me in Athens.” Boys in cheap hotels, posing, smiling, undressing, reclining,
staring back at the camera. A sense of humor disarms any voyeuristic mood, but a
sense of eroticism remains: raw, pure, unexpectedly innocent.

Novdivo

[London]

Aompopavpo/B&W 1995

Adtuvopiikoi Kat Toupiotec, Spopol kat autokivnta. Ztevd dwpdria, peyahec marei-
€. To mordpt mou o dlaoyiCer. YnAd ktripia, abpBoha otkovopikrg d6ac, dvBpwrol
ota neCodpopia mapadopévol oe pia kabnpepwotnTa dixw aiyhn. Mia moAn oav
KUYENn, yepdrn (wn, eukaipie, toTopiec, adié€oda.

Policemen and tourists, streets and cars. Narrow rooms, large city squares. The river
that runs through it. Tall buildings, symbols of financial glory, people on sidewalks
who have surrendered to an everyday life without glamour. A city like a beehive,
filled with life, opportunities, stories, dead ends.

Aiyurrtog

[Egypt]

Aompopavpo/B&W 1996

Mupagidec, Neitog, épniiog. Axpova adpBoha piag kouktolpac, HayIKeS EIKGVEG ov
HiooyopupiCouv totopia, puBoug, avagopéc. Kat padi, avBpwnol, abyypoveg mokei,
évag koopog o€ kivnon. Mia (wvravij avtipaan, o' éva Aupikd mownTikd ta&iét.

Pyramides, the Nile, the desert. Timeless symbols of a culture, magical images fra-
grant with history, myths, references. And alongside them people, modern cities, a
world in motion. A living contradiction, a lyrical, poetic journey.

lpnyopng

[Grigoris]

‘Eyxpwpo/Color 1998

v Opovoia. KorraCel v kdpepa He nepiépyeta. «Me i aoxoheioar;». O Fpnyopng
douhedet ae ypageio kndewwv kat BAémel 1o Bdvaro pe Slapoperikd Tpomo an’ 0,1
€0€ic. Aouheid va undpyel...

Omonia Square. He looks at the camera inquisitively. “What do you do?” Grigoris works
ata funeral parlor and sees death differently than you do. Business is business...

Avayvwon ogvapiou

[The Reading]

‘Eyxpwpo/Color 1998

01 veapoi mpwraywviarég Tou Amd v dkpn me méAng SiaBacouv yia mpwtn gopd To
0evapio T Tawiag. Kart a6 Tiq {wég Toug ivai ekei, miow an’Tiq ypappég, mayideu-
1évo oTic oeNideg.

The young protagonists of from the Edge of the City read the screenplay for the first
time. Something of their livesis there, between the lines, trapped among the pages.



100 AIDS névew an'ta kegpdMa pac. Mia aneh mou kaveic Oev ToAoUoE V' avtijie-
Twnioet. Motoc &lye To Koupdyio va kdvel v eétaon; Eidika otav n «Bepaneian exel-
VEC TI e fitav mBavov va o oKotaael Mo ypryopa an' Ty acBéveia. Ohot t6te
douhetape mupetikd. Zav ki va pag ékarye. MpoonaBoloayie va kdvoupe o0 o
oA\ mipdypiata pmopovoaye, oo mo ypryopa ywotav. Hrav n avaykn v agroeig
katiniow oov, yiati Oev §€pelg Ti o€ mepiével T endpevn pépa. MoMd and autd ta
@Ay pov yupiotnkav Kupiohextika diywe kaBohou Aega, dMa e ekayiota yprjiata
an6 1o Arts Council- ah\d an'6tav o 0 Zav Zevé eivar vekpdc égraoe w¢ 1o DeotiBal
Tou BepoMivou, Ta mpdypata dpyloav va maipvouy To dpdjo Toug. Exava vokiiav-
T€p Y1 eKmopnéG Tng TAe6paong, omwg n Amewwayévn (wri: Or tawie tou MMiép 1d-
oAo [TaoAivi 1 ot EMnveg, katw and mo enayyeharikég ouveieg, av katn epneipia
dev fitav mavra omwg ™ gavralopowy. Bupdpal xpeiGotnke moAUC Komog yia va
nifow Tov umebBuvo Tou BBC2 61t o Malohivt fitav évag kakhitéxvng mou To kavahi
a€iCe V' agiepwoel xpdvo, f 600 amoyonTeVTIKR fTav yia {éva ) Enagr |ou i€ To
gay and lesbian kivnpa ot EMdda dtav fipbla €6 yia va yupiow tous EMpvec. ANG
yla yéva, onpaoia elfye va doukebw. Na kavew owepd.

Eva peyaho pépog Twv pikpo prKoug Taviwv Mo mapovalaletat o’ auto To
QQIEPWHA Elvar YUpIopEva eKelv T enoxr, ) e Hia vooTponia mou yTioTnKe péoa
lov ekeivn TV enoyr. Alagopetikd o€ HQOG Kal 0To édo e To omoio Ta yupioa,
éva ielypa peragh Super 8 kau digital video, @iy i Yn@lakd, viokipaveép i pu-
Bomaoia, neipapatika ) agnynuatikd. Mdva nov yopia oty Sidpkela Tagidiwy
jov, oknvé and 1o Aovivo kat v ABiva, eikoveg and T (wij Hov oav mpoow-
ik nuepodyLa. Avapeod Toug eivat kat To MPWTo QIAUAKI Mo poviapa Petd To
Framed Youth, 1o H EAévn mavipedierar arjuiepa, aNa axopn kat midva mou yupioa
10 2010, poig npiv éva xpovo. MAdva and ta npwra pov Pripara oto awvepd, Ty
enotpor otnv ENNG6a, and v marteia Opovoiag péxpt Ta epeima piag apyaiag
EMadac, to onitt jov, Tov autd pov.

BAémovrdg ta 6Aa padj, eiva oav va TpaBdc a kouptiva kat va Koradeig niow o
Mipdypata mou ynopei va elvat moAd npoownIKd, r 0€ Jia ENOXT Mo EXEIC agriae! Miow
000. Ot pikpoU prikou autég diaépouv petagd Toug atov Tpono mou yupiotnkav, oTo
1€00 i€ T0 omoio KivnpatoypagriBnkav, oto bpog Toug. Kanoteg eivar axotewvég, aA-
Aec aoreiec, kanoteg voralovrat jovo yia To aioBnTikd Toug beog, AANEC yia T pikpi
«i0Topia» mov apnyolvrar. OAeg éxouv Jia aviouxn MEPapATIK HaTId, Hia vooTpo-
i da@opeTikr) and aut piag peydhou prjkoug Taivia. Kata m yvapn pov, uvbé-
TOUV €va YonTeuTIKO peiyua, yia cuNoyr and gy mou Aerroupyouv Aiyo oav apyeio
Ekovwv ka1 ouvaioBnpdrwv. Tng ABrvag, Tou Aovdivou, Tou Tore Tou Twpa. Eyéva tov
ibiov péoa ota ypovia...

Awpania [Rooms)
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Boupapdiopog

[Bombardment]

Aonpopavpo-Eyypwpo/B&W-Color 1999

Eva 6doog ano kepaiec. Kapgavovtal oto pdr. MpatCouvave tov oupavd. Mvw an’
TIG Tapdroeg — enkonTepa, noheptka agpomava. Mépa eBvikrc eoptrc. 2tpatiwt-
ki mapéhaon. 6a ymopoua va eival oheoc. BopBapdiopidc,

A forest of TV antennas. They poke you in the eye. They scratch the sky. Above the
rooftops — helicopters and fighter planes. It's Greek national day. There’s a military
parade. It could be war. Bombardment.

lepoadAupa

[Jerusalem]

Aonpopavpo-Eyypwpo/B&W-Color 1999

Mia petwmiki} abykpouan Bpnokeiwy, vootpomiwy, avBpanwv. Tpoakivnpa Kat oup-
latonhéypiata, katdvugn Kal apétpnTol Toupioec. Mia kakowvia rfiywy, éva Bpn-
oKeuTikd kalavi Tiov aryoBpade, eove mov o€ (aNiouv oav enavahnmuiki) Yahpwdia.

A head-on collision between religions, mentalities, people. A pilgrimage amid
barbed wire; reverence and countless tourists. A cacophony of sounds, a religious
seething cauldron, images that make you dizzy, like a repetitive chant.

Auopydg

[Amorgos]

‘Eyxpwpo/Color 2003

Qdhagaa kar métpa. A€ukd kat yahd(io. Movaarripia yavi{wyiéva otov Bpdyo. Mepi-
m\dvnon o€ pa EN\dda mou Cet é€w amo 1o xpovo, eprpny TG Haridg Twv Kahokai-
PIVAV EMOKEMTQV.

Sea and stone. White and blue. Monasteries perched on rocks. Wandering through a
Greece that lives outside time, oblivious to the gaze of summer visitors.

AABavia

[Albania]

Aompopavpo-Eyxpwpo/B&W-Color 2004

Bpuwyikol pdpor, apérpnta TodAa, Ktijpia mou uavovtat aotapdtnra. Mia xwpa
nov yricerat and v apyn. Ta mpbowna Twv avBpdnwv —autav mov &ival axopn
ekel— avravakhaon Twv dowv Atmouv. Evag yerrovikdg TOMog mou mapapiével ayvw-
0706 Kal ave€epeovToc,

Streets covered with trash, countless bricks, buildings that keep springing up. A country
being built from scratch. People’s faces — the people that are still there — reflecting the
faces of those who are absent. A neighboring land that remains alien and unexplored.

Movepfaoia [Monemvasia]

‘Eyxpwpo/Color 2004

Mia moheia oav aywoc. Zav gpaykdouko. Khewot, anokhelopiévn. Mepikukhwpiévn
ano Teixn. Evac Bpdyoc omn Bakacoa. Eva vnai ato ypdvo. Av aou avoiTei, av oe agn-
081 va melG, 01 eIkveg Ba eival Gho adpka. Beg va Tig yeuteig, va Tig kataBpoyBioec.

A town like a sea urchin. Like a prickly pear. Closed, blocked off. Surrounded by
walls. A rock in the sea. An island in time. If it opens up to you, if it lets you come
in, then the images will be full of flesh. You'll want to taste them. You'll want to
devour them.

KONXTANTINOZ FANNAPHX

Thai Box

‘Eyxpwpo/Color 2006

Ayopia oo pivyk o' éva youvaotiipio g Tadvdng. H awpariki} Bia oav Bprokeuti-
ki tepoteheatia. Eva GBAnpa Tou kopyitod mou mepioadtepo and duvatd péh, anat-
Tel duvard puahd. Mia yopoypagia 16para, éviaon, afpatog.

Boys ina boxing ring in a Thai gym. Physical violence as religious ritual. A sport that
demands not so much powerful limbs, but a powerful mind. A choreagraphy of
sweat, tension, and blood.

Americalll

‘Eyxpwpo/Color 2008

Kivnuatoypagnuévn &ava kai §ava. Eikoveg tunwpiéveg oto aouveidnro. To «jieydho
iAo, « mOAR mou ToTé dev Koipdtar, Toaeg Tawieg. Mnopei va deig h Néa Yopkn
i€ kawoopyla pdria; Mmopeic va deig miow and v empdveld mg;

Filmed again and again. Images imprinted on the subconscious. The Big Apple, “the
city that never sleeps’, so many films. Can you look at New York with fresh eyes? Can
you see behind its surface?

Zwn kat 8davarog oto abnvaiko PeTpo
[Life and Death in the Athens Metro]
‘Eyxpwpo/Color 2010

v anoBaBpa, évag dvrpag oto maykdk ogiyyet 1o otrfog Tov. [pw Tov ouvent-
Bareg, undMnhor Tou petpd mpoonaBodv va BonBrcouy, i amd koralouv cav
xapévor. O ouppoc ebyet, T mdvo ofrivel. Oa (foel; Oa neBdver;

On the platform, a man is sitting on a bench, clutching his chest. Around him fellow
commuters and subway employees are trying to help or just look dazed. The train
starts to move. Fade out. Will he live? Will he die?

066¢ Nepaiwg

[Pireos Street]

‘Eyxpwpo/Color 2010

210 Babog Tou kadpou, npoonabei va atadei. MNégtel. Inkaveral. Zavanéprel. Ta
pobya yhatpodv and To owpa Tov. Ta avaonkwvel. Mapanaiel. Metagl (wig kat
Bavdrou. Mia eikdva aokapiotika kabnpiepvi.

In the distance, he tries to stand. He falls. He gets up. He falls down again. The
clothes slip off his body. He pulls them up. He falters. Between life and death. A pic-
ture which is shockingly ubiquitous.



A precious collection of feverish images

As if | needed more proof of how full of surprises life can be... | didn't go to England to
study filmmaking. | went to study Economics and History. The business manager ma-
nia — this obsession with managing others instead of working yourself — hadn't bro-
ken out yet. | was supposed to be studying Economics, and Medieval and Modern Eu-
ropean History, butin fact | was spending most of my time at the movies. | started going
when | was about 15 or 16. My parents didn't take me that often as a child, so of course
inEngland | immersed myselfin film. The BF still had a network of movie theaters back
then, screening hard-to-find — and often impossible to understand — films, things youd
never see on the mainstream distribution circuit. Id go three or four times a week. | was
insatiable!

When | moved to London, especially while | was still unemployed, Id spend most
of my days at the Scala, that wonderful cinema at Kings Cross. It was an enormous the-
ater, with an equally enormous screen and an enchanting, otherworldly atmosphere.
| often arrived at 11 o'clock in the morning and left at 11 0'clock at night, watching five
back-to-back films by Fassbinder or Pasoliniin between. It was a beautifully decadent
atmosphere where a very small amount of money would buy you a ticket to new cin-
ematic worlds.

| don't know whether making films had even occurred to me at the time. My first
film was almost an accident: | had read this ad in a gay newspaper about a TV project
by Channel 4 targeting young gays and lesbians. | was living in a squat with Jimmy
Somerville — before he became a famous musician — and we decided to sign up. They
chose 25 boys and 25 girls to collectively work on a documentary about their lives, with
a view to breaking down prejudice aqainst homosexuality. framed Youth, which
ended up winning a BAFTA award for best documentary, was a film by us about us, not
the objective observation of a third party. It was us trying to gain perspective on our
own lives in an effort to interpret and deconstruct ourselves. | found the experience very
interesting, especially the editing part, where we had to piece together interviews and
raw footage from our day-to-day lives in an intimate, political and socially conscious
narrative. It was simply fascinating! It was the early 80s, when Thatcher was reigning
supreme and a group of gay and lesbian kids could still roam the streets with a cam-
era, freaking out prim and proper ladies who suddenly realized they were being in-
terviewed by a lesbian.

Filmmaking was like an extension of my teenage involvement in left wing politics

- avery anti-Stalinist libertarian leftism, mind you, where the number one priority was
personal freedom and how it went hand-in-hand with left wing thinking. Nothing to
do with the Greek communist party [KKE], nor the British one, for that matter. Its po-
litical stance was much more advanced and its views much more radical. But even my
political activism could only go so far. It taught me how to conduct a dialogue, how
tothink, how to deliver a speech and get my ideas across, it was a huge education, but
it somehow seemed futile, a dead-end struggle. And if you didn't want to be part of
asect — because, at the end of the day, a sectis all it was — you had to move on

Filmmaking was the perfect outlet for me. | had always viewed it from a social per

Movdivo [London]

Tpnyopnc [Grigoris]
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vToKipavtép / GovAetéc oty TnAedpaon
documentaries / television projects

Disco’s Revenge

[H ekdiknon tng vrioko]

IknvoBeaia-Zevapio/Direction-Screenplay: Kwvotavtivog Mdwapne/Constantine Gi-
annaris ‘Epeuva/Research: Jon Savage Mapaywyr/Production: Fulcrum TV Produc-
tions, Channel Four, Abseil Production DVD Eyxpwpo/Color 24 Mey. Bpetavia / UK 1989

(Dopéate nanobtola yia xopd! Eva vokipavrép yia Tig kataBoéc, v mapddoon kat v
enidpaon ¢ povaikrc disco. 1a To «gay yovidio» T, yia 1oV TUpET6 Tou GKOPMIOE GTI
ioTeg, yia Tov Tpormo mou e Ty ekdiknar| T, anoteA@viag énveuan yia T poval-
Ki) TwV NpepV iag kat kepdiCoviag Ty avayvapion mov g A¢iCe.

(emei0010 Tov Qut on Tuesday, oipdc Tov Bpetavikod Channel Four)

Put on your dancing shoes! A documentary about the roots, the tradition and the impact
of disco music; about its “gay gene” and the fever it brought onto the dance floor; and
about the way it got its revenge, by inspiring the music of the present and winning the
acclaim it deserved.

(segment of Qut on Tuesday, a series shot for Channel Four)

Greeks (Greek Love

and Sapphic Sophistication)

[EAAnveG (EAANVIKOG épwTag Kal

Can@IkéG GUVOUIAIEG)]
IknvoBzoia-Eevapio/Direction-Screenplay: Kwvotavtivog Mavvapne/Constantine Gi-

annaris Napaywyr/Production: Fulcrum TV Productions, Channel Four, Abseil Production
DVD ‘Eyxpwpo/Color 25’ Mey. Bpetavia / UK 1991

Mia patid otov «eMnvikd épuwra», TV mipaypatikotnta e opoguhopiNiac ot EXdda
10 1991. MNpwraywviotés Tov Kivipatog GLBT (Gay, Lesbian, Bisexual & Transgender)
Kivpatoc, | anha avBpwmol mou &iyav To Bdppog va atalolv pmpoatd oty kdpepa Kat
va pihqoouy yia v {wi Toug, pag divouv pia kabapr ekova. Mov duotuyw dev polddel
va éyel aacel moh and Tore. (enetoddio Tou Out on Tuesday, olpag Tou Bpetavikod
Channel Four)

A look at"“Greek love"and the reality of homosexuality in Greece in 1991. Leaders of the
GLBT (Gay, Lesbian, Bisexual & Transgender) movement or simply people who had the
courage to stand in front of the camera and speak about their lives, paint us a clear por-
trait. And, unfortunately, things don't seem to have changed much since then. (segment
of Out on Tuesday, a series shot for Channel Four)

KONZTANTINOZ FIANNAPHZ

A Desperate Vitality - The Films by

Pier Paolo Pasolini

(Ameyvwopévn {wn - Ot Tawvieg Tov

Mép Maolo MNMafoAivi)
IknvoBeoia-Levapio/Direction-Screenplay: Kwvortavrivog Nawapng/Constantine Gi-

annaris Mapaywyry/Production: BBC2 DVD ‘Eyxpwpo-Aompopaupo/Color-B&W 20’
Mey. Bpetavia / UK 1992

Yriypéc amd Ta @y Tou ftahol aknvoBé evaMdocovtal e ouvevTelEeic ouvepyaTv
Kal ouvodoimopuwv, yia TV mpoowniIkéTTa Kai 1o pyo Tou. Eva homage ato aveyd kal
ot {wn evog aknvoBém mov anotéheoe anyieio avapopdc yia Tov Mdwvapn.

Scenes from Pasolini's films are intercut with interviews of people who worked with him
and knew him, talking about the man and his work. An homage to the cinema and life
of a director who was a major influence on Giannaris.

Visions of Europe: Room for All
[Oyeig Tng Eupwmnng: Xwpog yia 6Aouc]

IknvoBeoia-Levdpio/Direction-Screenplay: Kwvotavrivog Navvapng/Constantine Gi-
annaris Qwroypagia/Cinematography: 05uaoéac Mauhémouhog/Odysseas Paviopoulos
"Hyo¢/Sound: Nikog Manadnyntpiou/Nikos Papadimitriou Movtd{/Editing: Mike Mi-
nakiotis Mouakiy/Music: Akng Aaoitng/Akis Daoutis Mapaywyaoc/Producer: ANét
Mndraon/Lilette Botassi, Mikael Olsen Napaywyi/Production: Zentropa Entertainments
7 & IDF in collaboration with ARTE Zupmapaywydc/Co-Producer: Meinolf Zurhorst
ZIupmapaywyry/Co-production: Danish Film Institute DigiBeta Eyypwpo/Color 6’ Aa-
via-EMdda-TaMia-Teppavia / Denmark-Greece-France-Germany 2004

Eva pwoaiko avBpwnwv and dlapopeTikég xwpeg, He dlagopeTikég (wég, BlagopeTikolg
0TOXOUG, KI Evav Koivd Tomo katoikiag. Exel owe n EN\da xwpo yia 6Aoug;
(Eneto0d10 Tou Owelg e Evpaimng: 25 aknvobéteg, 25 yipes)

A mosaic of peaple from different countries, with different goals, all living in the same
place. But does Greece have room for everyone?
(The film is a segment of Visions of Eurape: 25 directors, 25 countries)

Gender Pop
IknvoBecia-Levapio-Owroypagia-Movrdl-Hyoc/Direction-Screenplay-Cine-
matography-Editing-Sound: Kwvotavtivog Ndwapng/Constantine Giannaris Napa-
ywyn/Production: Goethe-Institut Athen, Kwvotavrivog lidvvapnc/Constantine
Giannaris Digibeta Eyxpwpo/Color 40" ENdda / Greece 2008

AnpiNiog 2008, atov nohuxwpo Tou BIOS, ato kévipo g ABivag, éva Tpijepo kaNite-
XVIKQV Spwpevwv mivw o€ Bépata poAwv pUNoL Kal TauToTnTac,

April 2008, at the BIOS café theater in downtown Athens, a three day event showcasing
contemporary artistic directions in gender role and identity issues.



spective, as an extension of my social consciousness, although | soon had to part with
my illusions. Like its collective nature, for example, as experienced while making
Framed Youth. At some point you realized that, despite your leftist sensibilities, it was
impossible to make a movie with five people in the director’s chair and ten more in the
editing suite. You needed some kind of chain of command. Luckily, | realized that early
on, although some people might have thought me overbearing or eqotistical. I'm sorry,
but a film only has space for one voice.

My first solo projects were very experimental. They were just a series of time lapses
starring me and a female friend, whom a group of us newcomers to the world of art
considered our“muse”It was very personal, made at a time when | found myself un-
employed, living on the dole, living in squats, trying to find out what filmmaking was
all about. Using the only cameras my finances would allow and taking advantage of
whatever access to technology, film, editing suites and labs | could get by paying, plead-
ing, and even stealing.

No matter where | went, | always took a Super 8 or a video camera with me and
filmed incessantly. My experiments with the moving image and still photography
helped me gain a sense of frame, explore its dynamics and narrow down what | liked.
[t was my own private film school, since | never received any formal training, which,
ultimately, | consider extremely liberating.

| learned how to make films by watching films and | think that's the best way to go.
Looking at other people’s work, analyzing it, separating what you like from what you
don'tand trying to understand why. | did go alittle overboard at some point: | realized
|was only watching films for the camera movements, the methodology, the shots and
the directorial choices instead of the plot and the narrative.

Plus, | was filming like a maniac. We were allliving with the possibility of AIDS hang-
ing over our heads, a threat nobody dared face. Who was brave enough to take the test?
Especially when the “cure,"in those days, was likely to kill you faster than the disease.
We were all working feverishly, like something was burning our insides. We were try-
ing todo as much as possible in the least amount of time. We all felt the need to leave
something behind because you never knew what tomorrow might bring. Many of these
films were made practically with no money or some meager funding from the Arts
Council, but when Jean Genet Is Dead made it to the Berlin Film Festival, | knew things
were getting underway. | made documentaries for television like A Desperate Vitality:
The Films of Pier Paolo Pasolini and Greeks, which was made under more professional
working conditions, but the experience wasn't always what | thought it would be.

| remember it took a lot of effort to convince the BBC2 commissioning editor that
Pasolini was important enough to deserve some air time or how disappointing my first
contact with the gay and lesbian movement in Greece was when | came back to film
Greeks. But the mostimportant thing for me was to keep working. To keep making films.

Alarge portion of the short films you'll see in this retrospective was shot during
that time or was made with a mentality crystallized in that era. They were shot in dif-
ferent styles and different format, a mix of Super 8 and video, 35mm and digital, doc-
umentary and fiction, narrative and experimental. Footage shot on my travels,
scenes set in London or Athens, images from my life like pages out of a journal.
Among them you'llfind the first short film | edited after Framed Youth, Eleni’s Funeral
Day, along with footage | shot in 2010, barely a year ago. From my first steps in the
art of filmmaking to my homecoming, from Omonia Square to ancient Greek ruins,
from my home to myself.

Watching them all together is like drawing a curtain and looking back on things that
may still feel personal or might belong to a distant past. These shorts might differ in
style and format — some are dark, some are funny, some are concerned with style over
essence, some are very story-driven — but they all have a restless experimental out
look, a mentality that's very different to a feature film. They're a charming medley, i |
may say so myself; a collection of films that function like a historical archive of images
and emotions. Of Athens and London, of then and now. Of myself through the years

Disco’s Revenge [H exdiknon tn¢ vrioko]
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Jean Genet Is Dead

[O Zav Zevé gival vekpoc]

Eva kohdC etkovawy, jia petagopd yia Tov épwra ota xpdvia Tou AIDS, pia mpoowniki avayvwan e kKAnpovopidg
ToU Zav Zevé atn ykél kouktodpa Kat v queer aioBryTike). Xtioévn oav Yngiowto ekovwv Kai fiywv, n Tavia
(EpVel TIC AE€eIG Tou Zevé e mpwto MAVo Kal TIG petagpdel oe mhdva mou Oev €lkovoypapoly To €pyo Tou AN\
10 avacaivouy, pag To peradidouv oav epwikd @I g (wiig.

A collage of images, a metaphor for love in the time of AIDS, a personal reading of Jean Genet’s influence on gay
culture and queer aesthetics. Put together ike a palimpsest of images and sounds, the film brings Genet’s words
to the foreground and translates them into shots that do not merely illustrate his work but breathe it, resuscitat-
ing us with an erotic mouth-to-mouth.

42 KONITANTINOZ FTANNAPHZ

IknvoBeaia-Levapio-Owroypagia-Movral-Kahrexviki Siev-
Buvon-Napaywydc/Direction-Screenplay-Cinematography-Ed-
iting-Art Direction-Producer: Kwvatavrivog Ndvvapne/Constantine
Giannaris Mouoki/Music: Sally Herbert Mapaywyiy/Production:
Maya Vision Production, C. Giannaris Films

16mm Eyypwpo-Aompopavpo/Color-B&W 38’

Mey. Bpetavia-ENAdda / UK-Greece 1989

HBomotoi/Cast: Steven McLean, Rafael Penas

Bpapeia/Awards:
Navopapa - OeamiBdA Bepohivov 1989/ Panorama - Berlin IFF 1989




0 Bdvatog tov Zevé, n yévvnon voc dnpiovpyou

AdBaoayia mpwn popd BBt Tou Zav Zevé épnBog
otnv EMdda kai n ouvaviner ou e To €pyo kai T
(wn Tov frav kdti mov pe onpddeye Padid. Kapd
(gopd ebyopatva nv eixe BpeBel oto Gpopo pou, yiat
Tavriotnka padi ou 100 moA kai 1600 andhuta. Me
ouvapnace n kova evog mepiBwpiov mou elval Tav-
Toxpova 1blaitepa £§unvo kai kauaTiko, Ox1 amhd ma-
papatikd, aN\a amodopniko. O Zevé eixe évav amo-
Auto Kuviopd anévavl oy Kowwvia, ge Tov omoio
Tavtiotnka ohokAnpwikd. EpwredtmKa to Adyo Tou
kai anogdoloa va blaBdow otidrriote elye ypdvel,
ovrac kai BiBMogdyog — vai, kdmote o1 avpwnol b1d-
BaCav avti va Ydyvouv am\d kdri oto Google. Karé-
Anéa va ayopalw otidrimote 61k6 Tou ixe TunwOel o
onoladrjmote yAwooa, akon Kt av bev Ty Katahd-

Bawa. Otav ida 1o Chant damour o€ pia pBappévn
Bivteokaoéra oto Mapio, avakGAuya pia and Tic Tai-
vieg mou pe kaBoptoav. Mnopei kdmola oiyr va Tov
Eenépaoa, aMd dev navel va eivar évag and Toug av-
Bpdmoug mou pe emnpéacav abutata.

Htawia ftavyia péva pia avayvwon twv Blopdtwy
T0U 0T QUAKH, WG HETaPopa yia Tov HIKO pag eykAer-
06 exeivn v enoyr ot guhakr Tou AIDS: n kupio-
Aextikr Gir Tou puhaxn, oav pia aviavakhaon g bi-
Kr¢ Hag puhdkiong ato poBo piag aoBévelag nou pag
Tpopokpatotoe. H voonpdtta, n maladie ou épyou
TOU 0€ QvTInapdBean e T KUPIOAEKTIKT appawoTia Twv
nuepwv pac. To @i fitav mpwToAelo, YUPIOpEVD i
ehdylota ypripata an6 T Arts Council (e€akdotec Nipeg
ONeg K1 ONec), mou Hou 66BnKav e Twv uotépwv. To i

evunwoiaoe Tov Manfred Salzgeber ou OeoTidh Be-
pohivou mou mipwae Ty Komia yia Ty npoBold Tou
eei. H omoia 6ev miye kaBoAou kakd. To koo kupio-
Aextka n xhetace. ANG oTnv mipaypatik6Tha, f Tar-
via Oev eixe yivel yia kavéva kowo. Tnv €fya kdvel yia
Héva, a1 Swpdmd pou, kai To va Bpiokopial agvika o€
ita aiBovoa iwv atéwy fjtav and H6vo Tou éva oK.
Ouoikd avianédwoa Tov Toapmoukd Toug, aha exeivn
n 6t akpIBac evyapiotn eunelpia e BoriBnoe va ka-
Tavorjow Kat KA. Mwg akopn Kat 1o o npoywpn-
VO, QVOIXTO OTOUC MEIapATIOHoUG Kovo, O fitav
autd g Berlinale, xpeiddeTai kamoloug avayvwpiaipoug
KwIkec: mw¢ n agrynon anartei éva pubo- mwg pia
Tawia ypeidCerar kai Toug Bearéc. Ze péoa an’ autolc,
Kal {0 Toug ogeilelc kamoieg napaywprieL...

The death of Genet and the birth of an auteur

| first:read Jean Genet's books as a teenager in
Greece and my encounter with his life and work left
an indelible mark on me. Sometimes | wish we
had never crossed paths, just because | identified
with him so completely. | was fascinated by the
idea of a social margin that was at once intelligent
and scathing — he didn't just violate boundaries, he
deconstructed them. Genet was totally cynical in
the face of society, something | identified with
completely. | fell in love with his prose and, being
the bookworm that | was, | decided to read every-
thing he had ever written — yes, once upon a time
people actually read books instead of just Googling
stuffl | ended up buying everything he had ever
published in every lanquage, even if | didn't speak

it. When | saw Chant d‘amour on a faded videotape
in Paris, | knew | had discovered a film that would
define me for life. And even if | grew out of him at
some point, he was still someone who affected me
very deeply.

For me, Jean Genet Is Dead was his experiences in
prison seen as a metaphor for our being locked up in
the prison that was AIDS. His literal prison cell was
areflection of the new confines inflicted on us by the
terror of this disease. The morbidity, the maladie of
his oeuvre was a perfect contrast to this literal mal-
ady we were now forced to live with. The film was
pretty rudimentary, shot with very little money from
the Arts Council (600 pounds in total), which | only
got after it was finished. Nevertheless, it managed to

impress Manfred Salzgeber from the Berlin Film Fes-
tival, who paid to have a print made for it to be
screened there. It didn't do well at all. The audience
actually mocked it. But, if 'm being honest, the only
audience it was meant for was me. | had made it for
myself, alone in my room, and suddenly sharing it
with a thousand people was a shock in itself. Of
course | gave as good as | got, but this not-so-pleas-
ant experience also made me realize something:
That even the most forward-thinking, open-minded
audience, like that of the Berlinale, needs some rec-
ognizable codes it can connect with, and just like
every narrative requires rhythm, every film needs
its viewers. It lives through them and sometimes
you owe them a concession or twa..
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Trojans/Tpwec

Mia kahetbookomii} patid ot Cwrj Kai oTo épyo Tou nointr Kwvotavtivou KaBaen. 181dtumo viokiavtép, eN-
KpwviiG Bloypagia kat palf ouvapnactikij «jierdgpacn To KOO, TWV EPHOVAV, TwV ndOVIK®Y aioboewy T
noinong kai g (wriG Tou, O€ EIKOVES Kat fiyoug.

Akaleidoscopic look at the life and work of the poet Constantine Cavafy. A singular documentary, an honest biog-
raphy and at the same time an exciting “translation” of the world, the obsessions, and the pleasurable sensations
of his poetry and his life, in images and sounds.

BpaBeia/Awards:
Bpapeio Teddy Kahtrtepne Mikpod Mijkoug Tawiag - ®eamiBdl Bepohivou 1990/
Teddy Award for Best Short Film - Berlin IFF 1990

Bpapeio Kahitepng Mikpod Mrkoug Tawiag and T Znovdaotikr Emrponn kat ) Atebvi Kpiiki Empom/
Best Short Film Award by the Student Jury and the International Jury - Turin IFF 1990

Kahorepn Aompopaupn Mikpod Mikoug Tawia/Best Black and White Short Film- Cork IFF 1990
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IknvoBeoia-Levapio/Direction-Screenplay: Kwvotavtivog Ndwa-
pn¢/Constantine Giannaris ®wroypaepia/Cinematography: Duncan
Reekie, James Welland, Kwvatavtivog Mdvvapng/Constantine Giannaris
Movray/Editing: Phil Woodward KaAAwrexvikij Siev8uvon/Art Di-
rection: Patrick LeLarge Mapaywyr/Production: EKK/Greek Film Cen-
ter Lupmapaywyi)/Co-production: The Arts Council of Great Britain
16mm ‘Eyypwpo-Aonpdopaupo/Color-B&W 35’

EMdda-Mey. Bpetavia / Greece-UK 1990

HBomotoi/Cast: Cyril Epstein (o KaBdpng o€ peydhn nhikia/Cavafy as an
old man), Rupert Cole (o KaBagn o€ veapri nAikia/Cavafy as a young
man), Anpritpng Ztepavidng /Dimitris Stefanidis, Osman, Kwvotavtivog
Keayid¢/Constantinos Kehagias, Blackie, Mitog Adytog/Miltos Lagios,
Harry Donnison, Ta aypta and 1o Koupdiotdv/the boys from Kurdistan
(Sukru, Vakkas, Tahir, Ibrahim, Salman), Steve McLean, Hugo Owen, Mau-
rizio Melluso, Yannis Giannaris, Rafael Penas, Zraupog Zahpd (puwvij tou
KaBdepn ota eN\nvika)/Stavros Zalmas (the poet’s voice in Greek), Aé€ng
Mniotikag (eNAnvikr) agriynon)/Alexis Bisticas (narration in Greek), Kevin
Graal (wvr) Tov Kadepn ota ayyhikd)/(the poet’s voice in English), Mark
Hammond (ayyr} a@rynan/narration in English)




H motnTikn Kat n moAEWKR TV EIKOVWV

Merd ) opahidpa Tov Jean Genet Is Dead, Ba ené-
otpega 1o Bepohivo T endpevn xpovid, Mdk oto
Mavopapa, akAa katw and evieha lagopetikéc ouv-
Birikec. Ot Tpiec owvavinoav Ty akpiBac avtifem
unodoyr and v mponyoupevn Tawia pov. Otmpofo-
Mg Tou iy fitav BpiayBeutikég, ki éuye and to De-
otBah éyovrac kepdioei To BpaBeio Teddy, axopn ki av
dev fpouv exei yia va 1 napakdBuw, pia mou Oev elya
apketa Aegtd yia va minpwow T dagiovr Hou népa
ano Ti¢ TPl pépec mou e phogevouoe n Berlinale.

O1 Tpadec opehouv apkerd oty mponyolpevn el
neipla pov and to OeoniPal, ota doa e didae. Eow
anoAoloa va ipiai o OUYKPOTNEVOG 0NV agrynan,
110 OuyKpaTévog ot popua. Towg maki e 0drynoe
€ei kan i6tan moinon Tou KaBagn, Tou pévou fowg EX-

Mva mointi} e Tov omoio pmopa va pw éva onieio
€nagi, va viwow pia oupndBea. Aev lval povo To
€PWTIKO OTOIyEi0 Tou, AMA Kai 1 patid Tou oty (0To-
pla, TO TIEG 01 PavTaoieoelS VoG 0TopIKOD apeNdov-
To¢ pmiéovtat aéediahuta ' évav 6apKIkO EpWTIONO.

H tavia fieke va eivat payniki evavria otov
Tpomo mou ot peketnég g moinang Tou Kapden, kai
€101kd o [ewpylog Lappidng, enéheSav va mpoonepd-
00UV, Va anoolwmmoowy TV EpTIKA meupd g, va
v mowv kav v Aé€n opopulogihia, avrikabioTav-
Ta TV e avonteg yevikotntee mepi emBupiac. Ot
Tpudeg riBehav va kavouy §exdBapo oti pia tétota Be-
(0pNON TOU TOINTA KAl TOU £pYOV TOU FTav €K Mpool-
piov AaBog. H avayvwon mou éxete kavel otov Ka-
Baen, kopiot, eivat kovtogBaun kat umokpITikA.

The polemics of poetry

After | got knocked in the teeth with Jean Genet Is
Dead, | was due back in Berlin the following year. |
was in the Panorama section again, but under com-
pletely different circumstances. Trojans ot the exact
opposite response from my last film. The screenings
were triumphant and | won a Teddy Award, even if |
wasn't there to receiveitin person, since | didn't have
enough money to extend my stay beyond the three
days | was offered by the Festival.

Trojans owed a lot to my prior experience with the
Festival and everything it had taught me. | had de-
cided to be more focused on the narrative, more re-
served in terms of form. Or maybe | was led there by

the poetry of Cavafy, the only Greek poet  could ever
connect or feel any kind of kinship with. It's not just
the eroticism in his poetry, it's his outlook on history
and how fantasies of a historical past are intertwined
with the desires of the flesh.

[ wanted the film to confront the way Cavafy schol-
ars — and especially Georgios Savvides — had chosen
toignore, to suppress its erotic aspect and even avoid
using the word homosexuality, replacing it with fool-
ish generalizations about desire. Trojans wanted to
make it crystal clear that these readings of both the
poet and his poetry were wrong from the get-go:
“Gentlemen, the way you have chosen to interpret

Heepa anohitwg EekdBapa T iBeNa va nw, figepa i
€IKovec BeNa va ypnaiponoifow yia va €lxovoypa-
@row Tov K6opo Tou. MoAé¢ and autég Tic eixa kivn-
patoypagrioet fn, Taipialav oty Tawia pou, Tai-
platav otov Kapden, ypeidotnkav povo Gio
€Bbopddec yupiopdtwy o’ éva otobvrio yia va oho-
kAnpwBei 1o iy To Super 8 dev fitav povo pia -
ofnikr emhoyn. Edive aric ixoveg v ugn evog ap-
X€lakol uNikol, oav va €xelc va kaveig pie found
footage. Hrav oav n tawia va fiBehe va npoomoinBei
0Tl &lvar éva viokipavrép yia tov mointr. Mévo mou
Quaika Oev elvar viokipavrép. Eivar ki auto éva gily
yia Tov Bdvato kai T anwAela, TV QTOMIKI Kai Ty
1otopikr]. Kat eivai ooo éva gihy yia tov KaBdgn 6oo
elvarkatyla péva.

Cavafy is short-sighted and hypocritical.”| knew ex-
actly what | wanted to say and | knew exactly what
images to use toillustrate his world. Some of them |
had already shot. They fit the film and they fit Cavafy
s0 | only needed a two week studio-shoot to com-
plete the project. Using a Super 8 wasn't only an
aesthetic choice. It gave the images the texture of
archival material, as if it were found footage. It was as
if the film wanted to pretend it was a documentary
about the poet. Only of course itisn't a documentary.
It's another film about death and loss, both individ-
ual and historical, which makes it just as much about
Cavafy as it does about me.
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Caught Looking

Evag vrpag dokipade va mepimhavnBet ato AaBupivo ¢ emBupiac, 1éoa amo T EIKOVIKT MPayaTIKGTNTa Evog
virtual mpoypappatog otov uoAoyloTr Tov. Ao TIC SnpGaleg ToUaNETES Kal TIC «aBAMTIKEG» QAVIAOILIOEIS TV
(IpTIC, éwG TG KAWVOUG TWV EITIC KOl T OKOTEWA GOKAKIG e TOUG VauTeg, oA n aA@aBnTog Twv yKéL epuTik@v
gaviaoiwoewy Eetuhiyeral kvnpatoypagika. Opwg o moBog, Tt Béan éxel o autov Tov Bauyaoto(;) véo virtual
KOOHO;

A man attempts to wander through the labyrinth of desire through a virtual reality program on his computer.
From public rest rooms and 50 sports fantasies to 80s clones and sailors in dark alleys, the entire alphabet of gay
erotic fantasies unfolds on the screen. But what place does desire have in this brave new virtual world?

Bpapeia/Awards:
Bpapeio Teddy Kahutepng Mikpod Mikoug Tawiag - OeamiBdl Bepohivou 1991/
Teddy Award for Best Short Film - Berlin IFF 1991

BpaBeio Kahutepng Mikpod Mrikoug Tawviac/Best Short Film - Festival des Homosexualités 1991 - Belgium
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IxnvoBeoia/Direction: Kwvotavrivog Ndwapne/Constantine Giannaris
Zevdpio-Screenplay: Paul Hallam @wtoypagia/Cinematography:
James Welland, Denzil Armour-Brown 'Hxo¢/Sound: Martien Coucke
Movra{/Editing: William Diver, Deborah Field MouowryMusic: John Ea-
cott Kahhireyvikr) SievBuvon/Art Direction: Joey Attawai Maxi-
yid/Make Up: Steve Frizell Napaywyd¢/Producer: Rebecca Dobbs
TNapaywyry/Production: Maya Vision Production Zupmapaywyry/Co-
production: Channel Four

16mm Eyxpwpo-Aopopavpo/Color-B&W 35’

Mey. Bperavia / UK 1991

HBomotoi/Cast: Luis Selwyn (o ndovopAeyiag/the voyeur), Bette
Bourne (a@nyntri¢/narrator), Derek Van Weenen (A" dvtpag oto omi-
Tdk1/1st man in cottage), Paul James (Ken Geary), Jonathan Kemp
(Richard), Doneagh 0'Leary (Mark), Grant Cottrell (A" vattn¢/1st sailor),
Johnny (B"vattng/2nd sailor)




®

|
|
-

H aydmn mov Aéel v’ dvopd tng

To Caught Looking fytav ia dikr piou mpdtaon mpog To
(hannel 4, yia va oknvoBetjow petd and apetd vio-
Kipavtép, onwg 1 Exdiknan me vriako, ol EMiveg 1y o
Mia aneyvwopévy (wrf, va agnynuatiko ey Eia
anodeiéel Ont pmopw va «rapadwow To mpoiov» mov
fiBehav kai iBeha Topa va dokidow va ndw éva fripa
mio népa. H 1¢a mou €lya frav va napouoldow, péoa
and éva gy pwBonhaoiac, jia Spagiatonomévr (oto-
pla Tou gay epwTiopol Kat TG opopUAGPIANG TauTo-
TNTAG TOV MEPAOHEVO QIEVA. =EKIVIVTAE 0TV ouoia
an6 tov Ookap Qudivt kai Trv oy Tou, Kai gTavov-
Tag jéxpi 1a 90s, Siapéoov Ohwv Twv «khioé» piag gay
oeovahikomac, Mapdr fouy (kavoroinpévog e To
oevdpio mou €lya ypayel kat Ta yupioata giyav oho-
khnpwBel biywe mpophara, gravoviag ato povial

avakdhuia 6t 1 Tawia Oev Aerroupyouoe. Hyaotay
otic apxég e dexaetiag Tov ‘90 kar, pooraBeviag va
Bpuw Tov Tpomo mou To @ik Ba éBpioke Tov PryiaTiopo
ToU, OKEQTIK T A€Sn cyberspace, k1 6Aa ékavay KAK.
OAn n &pdon Ba AdpiBave ywpa ota mhaiota evog virtual
maividiot, kati miov dev vopilw oL umrpye ToTe, mépa
an6 m ogaipa ¢ gavraciac. Aev unmpye kav 0 In-
ternet mw 1o §¢pouple. H ¢a piag elovikrg npaypia-
TIKTNTac fTav T £0pna, fTav UT6 Tou éKave TV Tal-
viavaheroupyei. To @iy yupiotnke yia Ty Ti\edpaon,
aMd €lye pia kapiépa mou Eenépace Moo Ta 6pid T,
Eexivwvrag and to OeatiBal Tov Bepohivou, bmou kép-
dioe ToTeddy. 2n ukpr 0Bovn, napdNiyova pnv mpo-
An@ei moté — maiytnke apyotepa and To kavovika slot
e eknopniic ut on Tuesday, apyd to Bpddu, aMd kai

nidA pmhokape To TAE@wviKG kévipo Tou Channel 4. Ta
{ltod an6 Ta heguvijata pavalav ot Hou ypeiale-
Tat paoriywya kat ot Aot ool Eheyav pmpdBo. Hrav
EVIUMWOIaKG 600 aOAUTA HOIPACEVEG fTav o1 avTi-
dpdoeic Tou KowoU. Ak6pn éxw Tic amopayvTowvIi-
0€l¢ and ekeiva Ta hegwviiata oto kavak. Mepika
€vai aAnBiva anohavorika. Mépa and to piivi okdvbaho
mou dnpiolpynoe, Opwc, Teika vopilw 6t autr n Tar-
via fizav To dynpa mov BoriBnae kat Ti mponyoljieveg
Tawieg pov va anokTrioowy éva peyalitepo Koo, va
dlaoyioouv v Apepikr kaiva mpoBAnBolv o'éva koo
mipdypapyanou Hou xApioe jia peyaNitepn avaywpl-
olpomta. Kamimohd evbiagépov, av okeqreic o, éxpt
v Tekevtaia oxedov otiyur, 0 @i épotale va Bpi-
oKetal ota mpoBupa T anotufac.

The Love that dares speak its name

Caught Looking was the first time | had proposed a
narrative film to Channel 4, after directing a number
of documentaries, like Disco’s Revenge, Greeks and A
Desperate Vitality. | had already proven | could deliver
the goods, so to speak, and | wanted to go one step
further. My idea was to present, through a fiction
film, a dramatized story of gay eroticism and homo-
sexual identity in the last century. Beginning with Os-
car Wilde and his era, all the way to the 90s, by way
of all the usual gay clichés. Although | was happy
with the script and the shooting was problem-free,
when | got to the editing stage I realized the film

wasn't working. This was the early 90s, and while |
was trying to hit the right pace, | suddenly though of
the word cyberspace and everything just clicked into
place. The entire film would take place inside a virtual
game, something that didn't yet exist outside of sci-
ence fiction. The Internet wasn't what it is now. The
virtual reality angle pulled the whole thing together.
The film was essentially made for television, but it
went above and beyond the small screen, starting
with the Berlin Film Festival, where it won me an-
otherTeddy Award. In fact, it almost never made it on
TV. It screened later than its scheduled Out on Tues-

day slot, but the phones still rang off the hook. Half
the callers wanted me bullwhipped and the other
half wanted to congratulate me. It was interesting
how equally divided audience reactions where. | till
have the transcripts from those late night calls and
some of them are priceless. Mini-scandal apart, |
think this film was the vehicle that helped expose my
work to a larger audience, crossing the Atlantic in a
neat US package that earned a lot of stripes. Which
Was pretty interesting, considering this film was tot-
tering on the brink of disaster until the very last
minute!
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i eykataheimel T Néa Yopkn kat e To avolxto Tou apdél kateuBiveral dutikd. Kab’ odov Ba auvay-
atn kat pa oepBiropa kai Ba ta€idéwouv padi, oto apepikaviko Tomio, ota objBoka pag kouktodpag
oTi¢ pmepdepiéveg blabpopiég TG epwikig emBupia.

oet leaves New York and heads west in his convertible. On the way, he'll meet a sailor and a waitress. The three
will travel together, through the American landscape, amid the symbols of a culture and along the con-
voluted paths of sexual desire.

Bpapeio/Awards:
Apyupr) mhdka Kakirepow Mikpod Mijkoug Apdapatoc/Silver Plaque for Best Short Drama - Chicago IFF 1992

48 KONITANTINOZ MANNAPHX

IxknvoBeoia/Direction: Kwvotavrivog ldwapng/Constantine Giannaris
Owroypagia/Cinematography: James Welland Movra{/Editing:
Deborah Field Mouakr/Music: John Eacott Mapaywyde/Producer:
Rebecca Dobbs Mapaywyr/Production: Maya Vision Production Zup-
napaywyr/Co-production: Channel Four, The Arts Council of Great
Britain, C. Giannaris Films 16mm Aompdopavpo/B&W 58

Mey. Bpetavia / UK 1991

HBomotoi/Cast: Ztatpog Zahydc (o mownric)/Stavros Zalmas (the poet),
Valda Drabla (Jackie), Howard Napper (0 vattng/the sailor)




0 xaptng prag dAAng Apepikrg

Orav 1o oxégropat twpa, o North of Vortex, poiddei e
kaBapr) tpéha. Avahoyioreire iovo aurd: Eixapie dexa-
névte yNadec Aipe¢ mpoiimohoyiopo, auv Oéka yiNGde
niov rifpape and to Channel 4 yia Ty anonepdtwon
10U Zuvohikd 25 yiNddec yia a Tawia e€fvra Ae-
WV yupiopévn €€ ohokAfpou oty Apiepikr. Kat pia
napaywyr mov frav oxedov OAn aToug WHOUS Hov,
ané 10 va khelow Ta eormpia Twv nfonoldv éwg va
exhmapa gpihoug va pou Saveioouv 1o lapépiopd Toug
ot Néa Yopkn — auto ki av fitav Sokoho! Kat perd,
€lkoot 1épec 010 OpOyo, |'éva avolyTo auToKivTo ToU
Bprikayie o€ pia pdvepa tou Niod T¢épd. Mpaypatika
bev Epw Tt okeqTopouy, Epw Opwg T RBeNa. Hoeha

va 0uMdapw pia kaBapr €xova piag Apepikic péoa
ané eIkove¢ mou annyoloav T puBoloyia piag ywpag,
10U On the Road tou Képouak, pia dikr gou 1béa yia to
€amp ka1 Ta apepIKAvIKa icons TwV oi€TiC kal Twy oé-
Bevric. Omwg kai 0 Zav Zevé eivar vekpdc kat ol Tpdeg,
€101K1 QUTH 1 Tawia eiye Aoyoteyvikéc kataBohéc. Ep-
Xeta and Tov Akev Tkivomepy, ano o noinyid tou Re-
turning North of Vortex. Eva and ta onpavrikd aveimo-
Nepika mopara tou '60. O Mkivopnepyk fitav pia
Koy Aoyoteyvikij piyoupa tou underground mou i
¢iye ennpedaet moND. Tehikd, n apxikr] 6éa o Oev Ael-
To0pynoe, 0 Ayog Tou épiolale aypeiaatog, ot A€l
Tov ékavav To anotéNeapia pAUapo. To @iy ompi-

A map of another America

Thinking about it now, North of Vortex was sheer
madness. Consider this: We had a 15,000 pound-
budget, plus another 10,000 from Channel 4, which
amounted to a measly 25,000 pounds for a 60-
minute film shot entirely in America. | was in charge
of the entire production, from ticket bookings to des-
perate pleas with friends to let me use their apart-
ment in New York — and man was that hard! And
then 20 days on the road with a convertible we found
ata New Jersey scrapyard.

| really don't know what.! was thinking, but |
certainly knew what | wanted. | wanted to capture

a pure version of America through images that
would reflect the mythology of the country, Ker-
ouac’s On the Road, my own obsession with camp
and the American idols of the 60s and the 70s. Like
Jean Genet Is Dead and Trojans before it, this film has
a literary background. It comes from an Allen Gins-
berg poem called Returning North of Vortex, one of
the more significant anti-war poems of the 60s.
Ginsberg was another underground literary figure
that had really influenced me, but in the end my
idea didn't work. The poem seemed unnecessary, his
words made the end result sound verbose. The film

YTNKE 0’ QUTEC TIC AOTIPOAUPES UMEPOXEC EIKOVEC, TIOU
Ba umopovoav va eivai and To e€fvra f kat and 1o orf-
iepa. And To o1vepid Tou Avroviovi, akAd kai Tou Paodh
PouiC. Hrav pia doknon oto Kivnatoypagikd oTuk.
HBehava w av autd To o pou Taipiale. Kaimapdm
atoBnikd pou dpeae, kaimapdti 6Aot Bprkav iblaftepa
yonteutikd To @iy, firav ki mou bev akoholBnoa ot
ouvéxela o1 awvepd pov. KardAaBa ot pmopotaa va
10 KGvw, aAd dév fitav autdc o Tpdmog mou fiBeha va
€kppacT(. lowg OAec autéc ot yieoaiou HKOUG Tavieg
{ou va fitav meipdpata. Aokroelc, péxpt va fpw To
Upoc mov Ba kataotahdéw. H éxpt v anogaciow ot
bev Ba kataotahdéw mouBeva...

was based on these gorgeous black and white im-
ages that are both 60s and contemporary. They're
both Antonioni and Raul Ruiz. It was an exercise in
style, a visual approach | wanted to try on for size
and even if the aesthetics pleased me no end and
everyone found the film particularly charming, it's
not something | decided | wanted to pursue. | real-
ized | could do it but this wasn't how | want to ex-
press myself. Maybe all these mid-length movies
were experiments until | settled on the style that
suited me the most or until | realized | was never go-
ing to settle at all...
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A Place in the Sun/Mia 6éon otov Ao

ABrva — moAn mipog T Abon. £1a andvepa e KaTdppeuang Tou KopHouvioTkol pmAok, GNo éva Tpévo Kata-
Bavel, yeudTo oIkovopIkolG etavdates. Avajieoa oToug aneATiopévoug kai grwyolc eivai ki o Navayidmg, 18
ypovayv, éva gihodogo naidi an’ v ANBavia. Ztoug katdgwroug vuytepivolc dpopoug, o Hiag, Gpopgog Kat
{ovayIkoc, WwviCeral, yupetovrag kanolov mou Ba Tov anoondoel and Ty Kevi) Tov {wr. Me povto To xdog g
0lypovng MAng, autoug Toug 600 xapakipeg Toug xwpilet ) QUMM TOUG Ha Toug Evivel 0 EpWTac, évag povog,
kat n Aaytdpa Tou yia i B¢on otov fAo.

Athens, gateway to the West and, in the wake of the collapse of Eastern bloc communism, another train arrives
carrying economic refugees. Amongst the flood of desperate poor is Panayotis, 18, Albanian and ambitious.
(ruising the neon lit streets is lias, 35, handsome and solitary, looking for someane to distract him from the
emptiness of his life. Against the chaotic backdrop of the modem city, these two characters are separated by race
and bound by love, murder and their desperation to find their own place in the sun.

50 KONXTANTINOZ MANNAPHX

IknvoBeoia-Zevdpio/Direction-Screenplay: Kuvotavtivog Nawa-
pn¢/Constantine Giannaris @wroypagia/Cinematography: Baaikng
Kayoupog/Vassilis Kapsouros Hyo¢/Sound: Kaatag Mouhavr{dc/Costas
Poulantzas Movtd{/Editing: Jake Martin Movaukiy/Music: John Eacott
KaAhirexvikn SieoBuvony/Art Direction: Hhiag Mappapdc/Ilias Mar-
maras Mapaywydc/Producer: Christopher Collins Mapaywyr/Pro -
duction: Maya Vision Production Zupmapaywyry/Co-production: Arts
Council, Channel Four, C. Giannaris Films, EKK/Greek Film Center

16mm ‘Eyxpwpo-Aompopavpo/Color-B&W 44’

EMdda-Mey. Bpetavia / Greece-UK 1994

HBomotoi/Cast: Ztatpog Zahudg (HNiag)/Stavros Zalmas (Ilias), Mava-
yiwng Togroog (Mavayiwmg)/Panayotis Tsetsos (Panayotis), Hhiag Map-
papag (Bopa)/llias Marmaras (victim), Valentino Hagi (ayopt and m
Poupavia/Romanian boy), Mdvva Mout{oupoyiwpyou (kopitat ato
Tpévo)/Yanna Moutzouroyorgou (girl on train), Anprtpng Odvog (veapd
aydpt ato Tpévo)/Dimitris Thanos (young boy on train)

BpaBeio/Awards:

Bpapeia Kakitepng Tawiag, Kahotepng Bahkavikiig Tawiag kat
Bpapeio ETEKT - OeoniBdA Tawiwv Mikpou Mijkoug Apdpag 1995/
Best Film, Best Balkan Film & Association of Greek Film &

TV Technicians Award - Drama Short Film Festival 1995, Greece



Mia 1otopia «evnhikinone»

KaBe popd nov enéotpepa oty ABriva, Kai £16KG
v nepiodo ¢ otpatiwtikig pou Bnreiac, mpo-
onaBotoa v' avakahoyw §ava v moAn eikaotikd,
iéoa and to Super 8. TpaBoloa ouvexd oTo kévipo
— €Kel fiTav T0 OIKOYEVEIaKO oniti, auTd pe ago-
poloe —, dokigada Tic SuvatoTNTEC TOL QIAY, TV
Qakwv, v gitpwy. Méoa and autr m diadikaoia
avakahuya pia dlagopetikr Abrva, mov €iye alha-
€1 pIlika pe T kdBodo Twv Bakkaviwv. Yty Ay-
yhia, O1aBadec yi'auto oti egnyiepioec, ald dev To
eixapie akopn {roel. Xpeidotnke €€ €gtd xpovia yia
va gtdoel 1o kbpa auté oto Aovbivo. Kat fitav ev-
dlagépov nax, péoa o' autd To nepiBwplo mou Ppi-
OKOTaV N XWPQ Hag, €va KOVWVIKO Kal MOATIKG ne-
piBwpto oto omoio eiye aedei va Ppebei povn g,

Jéoa 0’ autd To kavtagiko kaBeota nou aciNeve
™ dekaeia tov ‘80 (kati mov &ipar vyvipwy mou
bev é(noa), BpéBnke, ABeNd T, oTo enikevipo pitag
Kawouplag koapoyoviac. Mou elye va kdvel pe
yetavaortevon. EOw firav n mpayn atdon 6Awv 60wy
riBehav va pmouv oty Eupamn. Nopilw mw¢ Arav
ka ahnBivd ameevBepwriko yi'autr T xpa, T
avdykace va mpoaapydoEl Tov HIKPOAOTIONO TG
anévavrl ot xlovootiBada Tou abyxpovou KOopou.
Mou dvoiée ki epiéva ta pdia, pov éeiée ol émpene
va ndel n Bepatikn pov, fitav kATt evBouoiaoTiko.
Eypaya 1o evdpto e €€ uépec, kain avtiopaon Tou
Arts Council frav an6Auta Betikn. lupiotnke emiong
moA0 ypriyopa, oxedov péaa oe pia Boopdda. Byrke
anduta aBiaota, épotale kaTt eviehw Guaiko. Ao

A“coming-of-age” story

Every time | returned to Athens, especially during my
military service, | would try to rediscover the city pic-
torially through my Super 8 camera. | kept filming the
city center — that's where my family home was and
that's what interested me. | would test the limits of the
film, the lenses, the filter. This process helped me dis-
cover a different Athens, radically changed after the de-
scent of the Balkan peoples. In England we'd read
about tin the papers, but we had yet to experience it.
It took about 6-7 years for the wave to reach London.
And it was very interesting how Greece, having al-
lowed itself to slip into a social and political margin
where it stood alone, thanks to the Gaddafi-like regime

that reigned supreme in the 80s (which I'm grateful |
missed), suddenly and unwittingly found itself at the
center of a new universe born out of immigration.
Greece was a necessary pit-stop for everyone wanting
to enter Europe. | think it was a very liberating cir-
cumstance, which forced the country to readjust ts pe-
tit-bourgeois mores in the face of a human avalanche.
It was a real eye-opener and it pointed me in the right
direction in terms of my subject matter; it was exhila-
rating. | wrote the script in six days and received a
very favorable reaction from the Arts Council. It was
shot just as quickly, almost within the space of a week.
It came together effortlessly, it felt completely natural.

T0 0evdplo péxpl To TéAOG Tou povtad Oev é€uoa
0UTE pia popd 1o ke@aMt pov. [upiCape oty Opo-
v0Ia O€ it enoxr mou n mhatefa ftav n kapdid av-
¢ ¢ aNayng, oulapBdvape T otiypr. Zugva
BNémapie kT va oupiBaivel Kat oTAvValIE TIC OKNVEC
névw o' auto, épiyva Tov nBomold mou énaile tov Ma-
vyl péoa oTov KOOWO Kal Tov Kivuatoypa-
@oloa. Tnv {b1a atiyr, oo népipeva va otnBef pia
M(n, tpaBovoa o€ Super 8 Ta mdva mou 0To A
anoteholv T patid Tou AMou fpwa pov, Tou HAia.
0Aa éywvav ypryopa, nAektpiopéva. To anotéAeapia
(peoe Moo kat vopilw 6t kpatdet akopn T dvapn
Tov. BAémei¢ o’ autd v aNhayr, fowg Ty wpipavon
av Bec. Tooo g moAng, 600 kal Tou KivnpaToypd-
90U Jov.

From the script to the final editing, | didn't scratch my
head once! We were filming in Omonia Square, in the
heart of all these changes, capturing a moment in
time. We would often spot something happening and
set up the scenes accordingly. Id thrust the actor who
played Panayotis right in the middle of it all and start
shooting. At the same time, while waiting for each shot
tobe set up, [d film point-of-view footage with my Su-
per 8 for my other character, llias. Everything hap-
pened so quickly, it was almost electric! The result was
very well received and | think it st retains its power.
You can see change in it, or maturity, if you will. In
terms both of the ity and of my cinema.
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Tawieg peydhov prikouc

Feature Films




3 Steps to Heaven

[Kovta otov mapadeioo]

Ya oaoméve kai padpn kwpwbiag, pia yuvaika mou BéNel va padet my ahiBeia yia

yihov ¢ katahrjyet va paBel mohd mepioadtepa an’ 6oa unoyialotav. Otav o Xwv Bpioketat
ané éva dlaitepa Eégpevo mapt, n gihevada Tov Guokoheletat va miotéyel ot o Bavatog Tou v
/10 B€pia oav epaoméxvng vretékmip. Ziya oiyd, 8' avakahiiel ot Tpia npdoia —av

UTWV TWV TIEV, T600 Mo TIoAD Tapaletat and Ty mapdgevn kat anokpouaTIKR Kowwvia oty
va vioBel va Bubilerar o' évav axotevd koopo eykAipatog kai dlapBopdc.

more than she ever suspected. When Sean is found dead after attending a particularly

end finds it hard to believe that his passing was entirely accidental, and she begins

mateur detective work on the matter. In time, she discovers three minor-league public figures were

0 see him alive. The deeper the woman digs into the lives of these three, the more disturbed she becomes

about the strange and society that they inhabit, and she's drawn into a dark netherworld of crime and cor-
Tuption

BpaPeio/Awards:
Xpuon Kapepa «AekanevBripepo Twv ZknvoBetav» - Oeonifdl Kavvav 1995/
Camera d'Or“Directors’ Fortnight” - Cannes IFF 1995

Bpapelo ZxnvoBeoiac/ Best Director Award - Cattolica Film Festival 1995, Italy
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IknvoBeoia-Levapio/Direction-Screenplay: Kwvotavrivog Ndwa-
pn¢/Constantine Giannaris @wroypagia/Cinematography: James
Welland Movral/Editing: Budge Tremlett Movotkiy/Music: John Ea-
cott KaAArreviki) SievBuvon/Art Direction: John Reid Kootou-
pa/Costumes: Joey Attawai Maxiyta{/Make up: Darlene Forester
Napaywydc/Producer: Rebecca Dobbs Mapaywyr/Production:
Maya Vision Production Zvpmapaywyé¢/Co-Producer: Ben Gibson
Iupnapaywyn/Co-production: Channel Four, British Film Institute
DigiBeta Eyypwpo/Color 87’

Mey. Bperavia / UK 1995

HBomotoi/Cast: Katrin Catrlidge (Suzanne/Candy/Billie), Frances Bar-
ber (Andrea Wallis), James Fleet (Harry Roberts), Con 0'Neil (Angel Farn-
ham), Stuart Laing (Sean)




AmoyapeTiopoc ato Aovdivo

To Kovtd arov napddetoo firav 1y guoikr e§EMER ¢
Bouhetdc jou TG IKPOD piKOUG TaIviE kal Tng ov-
vepyaoiag pou pe o BFI kai to Channel 4. Efyawa
ano T pdon Tou queer cinema, npoaniaBoloa va bw
TI épyETal erd, frav oav va Yayvw KI yw T Tav-
T0TNTA pov.

Kortaovrag miow, To @iy Aermoupyet Myo aav armo-
yaipenapdg oo Aovdivo, o€ Ay ) (i ou exel. Bpi-
OKOJ0L 0'éva onjielo o ela annubriol, 6x1 povo pe
10 gay lifestyle aN\d kar e Toug Epyatikolc, otoug
~ omoloug fHouv opyavwpévog, He Ghov auTov Tov avep-
~ XOpevo, oAb aviapo, TeAeiwg aupBiBaopévo Tpomo
(wrg, pe v kaBeotnkuia avriAnyn g gay Tautom-
Tac katnpaypanikdtntac. Hoeha va 1oekdpw To mooo
1ep6oulog jmopeic va eioat o€ pa tawvia. Na kdve éva
U\ ov va Kprtikdpel katdpoutpa autd To lifestyle.

lowg £o1 kuvik va fTav Kat n dmoyi pou yia T
(wr tore. Avaykaotika vopiw. Otav éguya and v
EMada, fpouv Boutnypévog omwe oAt pag oto pero
G petanoitevong. Auté Tic agéheteg, Moo ypri-
yopa n Ayyhia Ti¢ Todkioe, Oev agnoe kavéva ixvog
Toug. H enoyr g Odroep, n tepdotia fTra mov voi-
woape Ohol, kai o€ mpoownIko kai Ta§iko eninedo,
oou dnpiovpyel évav BaBu kuviopo anévavl ot
(i, oty 1otopia, anévavti ota ndvra. Kai tauto-
xpova fitav pia nepiodog nov Biwveg tov Bavaro ¢i-
Awv, ouvepyatav, Epaotwv — GAwV QUTWV TwV av-
Bponwv mov épevyav, eve €ov Epevee miow. Mag va
1N YIVEIC KUVIKOG;

Nopilw nwg 6Aa autd ta npdypiara, ) i6ia n wn,
6ptoav 1o UPog TG Tavia. Kat puotkd To ylovpop.
Eva yio0op padpo, andAuta aviepo, mov dev xapi-

(erat o¢ kavévav. 000 yia T gOpya TG, autr mipo-
fAB ano pia oagn oikr pou emBupia va Sokipdow
kdrt dlapopetikd. Ano To aevapio kiohag, fieha v
akohouBrjow kdroteg oupBdoels mou Ba ékavav o
QAU TIIO TPOOITO 0"€val EUPU KOO, ZKEQTOHOLY «ylaTi
mpénel kaBe Tawvia gov va €ival 1000 MPOCWNIKT,
1600 “in your face"»; Hoeha va kavw éva awepd mo
ovykpatnpévo, mo ouvtnpniké. Ogo ouvinpniko
0epd pnopw TouhdyloTov va kdvw. A’ auth TV
anoyn, T Kovrd atov mapddeiao fitav aav jia ouvel-
St prn e To mapeNov iov. Kari mov iowg eényed
Tov Betikd Tpomo e Tov onoio T umodéTKav ge-
otiBa omw auto Twv Kawav. To Taid g Taiag
Iov €Kei fitav éva pIkpo aok. Akopn Kai orjiepa, Oev
€lpar aiyoupog yia to av fitav pia Betiki epneipia. i-
youpa éviwBa dBoka e m evépyeia Tov DeotiBal, e
10 «<hype», T business vootponia, mou fjtav 100 év-
Tovn wote oxedov T ékoPec e To payaipt. Bprika
v atpooaipa noo embetiki, akopn kai fdpBapn.
Eiye pia ampoxdhumn eumopikr wpoTNTA, Mou Tpay-
parika dev éxer oxéon e kavéva peotiBal mou éyw
ndel ot ouvéyela. Aev pou Taipiae kaBoou. Aev
&épw av elye va kdvel e To Ot fpovy MOAD véog kal
bev pmopodoa va 1o dlayelpiotw, aMa oxedov pe
mhAywae. M éave va okégTopal 6Ti Ta ndvta ival
aonpavra, mw Tinota dev Ba peivet miow. Twpa ipat
€000, J1€ YEIPOKPOTOUV O€ pia yepdn aiBouaa, 1 pa-
yela Ba kpatroel pepikéC LépeC Kat petd B’ axohov-
Brioouv aMot kat ietd aMol, yhidde oknvoBéte
kai tawiec. Mével kar apaye;

Miow oty AyyAia, akOun Kat jeta Ty enmtuyia otig
Kadwec, n aviperanion frav pdkhov uxpr. Aev Ba

éheya om evBouaidoTnkav e Ty Tawvia. Eixav pia ovy-
KeKpIpévn 10¢a yia 10 Ti €lval 0 «ave€apTnToy, «eval-
AakTiko¢» kivnpatoypdgog kai To Kovrd otov napd-
deigo bev Taiptale oto pového Toug. Epotale nohd
(pTi0 yia To EvaMaKTIkG Kowo, Oev fTav apketa gay 1)
apKeta gay positive yia 1o queer napehBov o ka, yia
10 €0p0 Kowo, fitav unepBoikd pavpo. lowg éprarye
Aiyo kat To 6t bev fipiouv Bpetavoc. lowg o iy eixe
{tta unepBoAikr oikeIdTrTa e TV KouktoUpa Toug Tiou
Toug ékave va vioBouv apryava. H mapaywyog Hou
TOTE, 1ov éNeye Mw ékava éva @iy mou agroe miow
6Mo 10 background pou, Aa doa eixa rioel, To ava-
ywpioipo Ugoc, Tic Bepatikéc pov, ki ékava pia Tavia
oav otoixnua. Mia tawvia nov dev eiye kavéva dexaviki,
niou Oev riBeke va ampiCetar oe Timota. Ki ixe dikio.
Eixa ouveidnonoiroel 6Tt autd mou pi‘evdiépepe firav
va KQvw oepd, K1 0x1 va Kmpoownrow onoiadrote
opdda, omotadrinore 1éohoyia. Khwradw kabe nare-
piroa, kBe aMoBi kar otékopal petéwpoc. Kar va,
éleva oviwg Niyo petéwpog, aANd povo tot umopeic va
otaBeic ot’ aABeia ora modia oov.

Kordovrag to @iy oryiepa, 1o Aénw kar ava-
pWTIEPaL Qv Elpat &yw mou To ékava. lowg frav ol
€mppoéc T petavikrc Thedpaong, iowg 1o €idog
TOU XI00pOp TOUG MU i€ €ixe pmotioel, aAd orjuepa
 Tawia poiddet Niyo pakpw. Ty €iba npdogara kai
' éxave kai yéhaoa. M’ éxave kai yéhaoa kat pe Tov
1610 Tov €QUTO pHoU, € TO TG00 KUVIKOC Kal paivopie-
vIKa okAnpoc deixvw. Eivar Aiyo mapagevo to mag
ynopeic va korradeic kati mou égriade €00 kaiva viw-
Beic om poialer oav va To ékave évag SlapopeTikdg dv-
Bpwnoc. Mov mpogave¢ iow kai va fEou TOTE...
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Farewell to London

3 Steps to Heaven was the natural evolution of my
workin short films and of my collaboration with the
BFfand Channel 4. | was coming out of my queer cin-
ema phase, | was trying to see what comes next, it
was a bit ike | was searching for my identity.

Looking back, the film is like a farewell to London,
to my life there. | was at a point where | was fed up
not only with the gay lifestyle but also with the La-
bor party of which | was a member, with the very
boring, utterly conventional lifestyle which was gain-
ing ground, with the established notion of gay iden-
tity and reality. | wanted to test how sacrilegious you
can be in a film. To make a film which criticizes this
[ifestyle outright.

Perhaps my view on life was just as cynical then.
I think by necessity. When | left Greece, | was as
steeped as all of us in the melodrama of the post-dic-
tatorship era. These naive notions were quickly
crushed by England; no trace of them was left. The
Thatcher era, the great defeat we all felt both on a
personal and a class level, created a deep cynicism to-
wards life, towards history, towards everything. And
atthe same time it was a period where | experienced
the death of friends, colleagues, lovers, all those peo-
ple who were going while | was left behind. How can
one not become cynical?

I believe all these things, life itself, determined the
film's attitude. And of course, its humor. A dark humor,
absolutely unholy, which spares no one. Astoiits form,

KONXTANTINOZ MANNAPHZ

this came from my clear desire to try something dif-
ferent. Even from the script stage, | wanted to follow
some conventions which would make the film acces-
sible to a wider audience. | thought to myself: “Why
must every one of my films be so personal, so'in your
face”? | wanted to make a cinema that was more re-
strained, more conservative. At least as conservative
as | could make it. From this point of view, 3 Steps to
Heaven was a conscious break with my past. A fact
which perhaps explains the positive reception it had
at festivals, such as Cannes. My film's journey there
was a small shock. To this day 'm not sure if it was a
positive experience. | certainly felt uncomfortable
with the festival's energy, with the hype, the business
outlook which was so intense you could cut it with a
knife. | found the atmosphere very aggressive, even
barbarous. It had an overt commercial harshness that
really had no relation to any festival I've gone to since.
Itdidn't suit me atall. | don't know if this was because
[was too young and couldn't deal with it, but it almost
wounded me. [t made me think that everything was
insignificant, that nothing would remain. Now I'm
here, they are applauding me in a large theater, the
magic will last a few days and afterwards others will
follow, and then still more, thousands of directors
and films. Does anything remain?

Backin England, even after the success at Cannes,
the reception was rather cool. | wouldn't say they
were impressed with the film. They had a definite

.
1

idea about what“independent’, “alternative” cinema
is and 3 Steps to Heaven didn't fit their model. It was
too well made for the alternative crowd, it wasn't gay
enough or gay positive enough for my queer past,
and for the wider audience it was too dark. Perhaps
the fact that | wasn't British also came into play.
Perhaps the film had too great a familiarity with
their culture, which embarrassed them. My producer
atthe time told me that | had made a film which left
behind all my background, everything | had built, the
recognizable style, and my themes, and that | had
made a film like a wager. A film that had no crutch,
that didn't want to lean on anything. And she was
right. | had realized that | was interested in making
cinema and not in representing any particular group,
any particular ideology. | kicked away every crutch,
every alibi and stood suspended. And | really did
remain a bit suspended, but this is the only way-you
can truly stand on your feet.

Looking at the film today, | see it and wonder if it
was | who made it. Perhaps it was the influence of
British television, perhaps their sense of humor which
had permeated me, but today the film seems a little
distant. | recently saw it and it made me laugh. It
made me laugh at myself, with how cynical and out-
wardly tough [ seem. It’s a little strange to be able to
look at something you've made and feel as if it was
made by a different person. Which obviously | may
have been, then...






Apo tin akri tis polis

[AT6 TV dkpn TG MOANG / From the Edge of the City]

01 mhakeg ot yewovid, To khaym, ot oATeC 010 pmopvréha Kat aTou Heyahoug BpGHOUG PG TO KEVTPO, HIKPO-
Khoméc 1o YvioTrpt oty Opévola, Elval OTOIXEI TIOU (palvopievika ouvOgoLy T pIkpr napéa Twv Pwoonévtiwy
a6 1o Mevidi. Exouv épet mpiv amo hiya ypovia ané 1o KaCakotdv katviaBouv anokheiojiévot ot véa Toug matpi-
Ba, Tapd o Yeyovog o1 —omw¢ Mgt o Soa, 0 ApyNY0G TouG—To aipa o kuhGel aTig ONeec Toug ivar eNnvi-
k0. Bpiokovtal otnv eqnpeia ka, péoa ot pia OdBean Tpehc mepimételac, amotohuolv, XpnaiHomoIGVIag 0,1t
{E00 £0UY, TNV KQTGKTOn T noAng now amhavetat npoxhnikr ota nodia Toug. Opwg, o1 {wég Toug, ot agieg mov
kouBahave, Kat ot Seayiof aijiaToc Kal GYYEVEIQG TIoU TOU EvGvouv, Katappéouy 6Tav épBou o€ enar e Tov
avehénTo kdojo, Tou e Toom opy| Eexivroav an Ty Gkpn TG MOAG va KATaKToouy.

Hanging out in the neighborhood; going to night-clubs and brothels; wandering along the avenues that lead to
the heart of the city; committing petty thefts and getting picked up by men at Omonia Square — these are all ele-
ments that seem to bind together this small group of Russian refugees, living in the town of Menidi outside
Athens. They came from Kazakhstan a few years ago, and the truth is that they feel excluded in their new home-
[and, even though, as their leader Sasha says, the blood that runs through their veins is Greek. Fuelled by their
adolescence and feeling adventurous, they venture out to conquer the city that spreads out before them so invit-
ingly. However, theirives, their values, and the blood and family ties that unite them will collapse as soon as they
come in contact with the merciless world they set out so eagerly to conquer from the edge of the city.

BpoBeio/Awards:

Bpapelo ZknvoBeaiag & Kakotepn Tawiag, Aedrepo Kparikd Bpapeio - OeamiBal Kiv/gou Oeaoahovikng 1998/
Best Director & Best Film, Second National Film Award - Thessaloniki IFF1998

Mavopapa - Oeoriak Bepohivov 1999/ Panorama - Berlin International Film Festival 1999
Sydney IFF, Jerusalem IFF, Constantinople IFF, Ankara IFF, Edinburgh FF
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IxknvoBzoia-Levapio/Direction-Screenplay: Kwvotavrivog Nawa-
pn¢/Constantine Giannaris ®wroypaepia/Cinematography: wpyog
Apyuponhiémouhog/Yorgos Argyroiliopoulos Movtay/Editing: lwdwa
ZmhioriovAou/loanna Spiliopoulou Hyo¢/Sound: Nrivog Kittou/Dinos
Kittou Mouatki/Music: Akn Aaottn/Akis Daoutis KaAArrexvikm 81-
€0Buvon/Art Direction: Mixd\ng Zapwtng/Michalis Samiotis Ko-
oroupa/Costumes: Zdvu A\pméptn/Sanny Alberti Maxtyiay/Make
up: EAeuBepia EuBupiiou/Eleftheria Efthymiou Mapaywyoi/Producers:
Drovbong Zapiane/Dionysis Samiotis, Avactdatog Baotheiou/Anastasios
Vasiliou Mapaywyry/Production: MiBog Evépyeteg Mohmapol ENE/My-
thos Cultural Action Ltd. Zupmapaywyr/Co-production: EKK/Greek
Film Center, Rosebud/Hot Shot Productions

35mm Eyxpwpo/Color 94'

EN\Gda / Greece 1998

HBomoroi/Cast: Z1dbng Nanadonouhog (Zdoa)/Stathis Papadopoulos
(Sasha), Kwatag Kotalavidng (Kotaidv)/Costas Kotsianidis (Kotsian),
Navayiwng Xapropatlidng (Mavayiwtng)/Panayotis Hartomatzidis
(Panayotis), Avéatng Mohuxpovidng (Avéatnc)/Anestis Polychronidis
(Anestis), Anpritpng Namouhidng (M@pyoc)/Dimitris Papoulidis (Yor-
gos), Oeodwpa T{rpov (Natdoa)/Theodora Tzimou (Natasha), Aipikiog
Xeakng (Nikog)/Emilios Hilakis (Nikos)



Avakahomrtovrag pta moAn. Kat pia tawia.

Mpw plyw an'to Aovdivo, népaca pia tepdoria bn-
JoupyIkr| Kpion, oye66v pia kavoviky katdoAn.
Dev i&epa nol ndel o queer cinema, ol fiBeAa va
ndw eyw, dev éBNena a kvnpatoypagii é§odo kal
bev iBeha va pnw o' aurég TIC atéppoveg oulnTroEIg
|I€ EmTpOMEC yia eykpioeic kal ypnuatodortroel. Etol-
padopouy va yupiow pia akopn tawia, ald n oxéon
Je TNV mapaywyd pov €iye katappeloel Kai dev
¢Bhena AN\ evaMaktkéc, Eixa BapeBei oMo 0 gay
0KnVIKG, efxa Bapebei ta ndvra ato Aovdivo, oxebov
€lya BapeBei ov 610 yov Tov equtd. Erot eina «f Tav
1) enf Tac» K1 épuya.

Devi€epa av enéotpega yia ndvra. Epxopouy yia
£€1 v, yia va kAvw pia Tawia, GNn ané autr mou
TeNika ékava. ANG i (Wi 0€ ompayver oTIC Mo
anpoodoknTeC KaTeuBOVOEIS KI €101, TENEiwG avémi-
ota, Bprika oty EMGSa kdti mou ev pmopovaa noté
VA (AVTAOTW: TN) QUOIKI) OUVEXEIQ TOU queer cinema
110V éxava — ylari yia péva, 1o Ard mv dkpn g né-
Ang eivai auto akpI.

To otoixnua avékaBev ftav av To queer owvepd
€lye kAT va Mel, v éxel pia Enagr K T Koo, pia
OX£OM) JE TNV KOIVWVIKT MpayHaTikTnTa Kat tny akn-
Biv) Cwi. Karyia péva 1o kheidi BpéBnke ot Bepa-
TIKf TG petavdotevong. lupiCovrac oty EMdda ta
kahokaipta, 1o doya, BAena autd v TepdoTia Kol-
vwvikonoAmkr, avBpwnohoyikr aMayr mou ouvé-
Bawe oty Abrva. Ki avapwridpouy av autd mou
Kavuw €x€l kamola oxéon e doa yivovral exel €§w, av
Jnopei va 1o dlepunveloeL.

Autd mou ouvéBaive oty ABriva exeivn T me-
piodo firav kdm moAD wpo. Aev fiTav kdTt Ayvworto oTo
Aovbivo, ahd exel unrpyxe pia auBAuvon T npay-
patikotnag péoa and dopéc, Beopole, emmponéc,
and v kouktodpa, and Ti¢ anootdoei g moAng,
v eowtepikonra g {wrc, 6n dAa ovpaivouy
niow and KAE1OTEC NOPTEC, QKON KI an' TIC KAIPIKEC
ouviikec. ES® firav Oha mohd mio xUpa, mo §0-
@Balya, oto kévipo ¢ ABrivac, akpiBac oty kap-
818 ¢ noAng. H ABriva firav Tekeiw «in your face»,
yia doou fiBehav Touhdyiotov va 1o ouv. Mpogave

bev fitav moMoi autol, agov Kaveic bev ixe phqoel
yU'QuTo, ektoc and éva ovepd avriparoloTiko, biek-
diknTiko, ' évav apnynuatiké Adyo nou eixape &a-
vadel kai e jita moN) GuyKexpipévn apioTepr| patid
ka1 ouavioTikr vootponia. Ki eyw bev Aowy ndvia
10laitepa oupavioTric yia va nw T aBela...

Tomapadogo eivai on Bprika T dié¢odo yia n dou-
Aéid j1ov € i kowwvia mou Bpiokdtav oxedov eikool
Xpovia miow an’auté mou dgnoa. Ki Opwe, pmopotoa
va kavew éva nipaypa moNd mo pnpootd oe TOMN Kaiki-
viatoypagir vootponia — kdti mou éoiade eveeAw
avakohovBo. AMA tore oty EMdda (ovoapie pia
enoxf} nohttkiic aMayfiG, To Téhog ¢ petanoNtevang
—vopiCape. Av ki auto pdMov o (olpe Topa.

Tnv ABriva exelvn Ty enoyr eyo T Adtpeya.
Metd tn pavia yia ypriua kat n podyha tou Aovéivou,
Bprika a noAn dnou n Cwi firav mo npoottr}. Mno-
poUoEG va (AeIC umoépika e AyoTepa xprpiata kal
mio avoiytd. Ot mpokataAqUelc anévavi aToug peTa-
vdorec dev efyav axopn opBuwBel oo Uog mou Ti¢ ov-
vavtaye ofjepa. Ynmpxe pia dopwon, pia mepiodog
miou 6Aa éylotalav eiktd kat Ta nahid khioé néBawvav.
0Aa elyav pa aolodogia. Ki évav toagmoukd. Autov
Tov Toapnoukd fiBeha va dw oTo oIvepd, o€ pia me-
piodo mou oTo xwpo pag OAa égiotalav T600 TaKTIKA
Kai Bohepiéva.

07p6mog mou éxava TeAikd Ty Tawvia fArav oxedov
querilla. Hrav oav va BpéBnka Eava atig pépeg mou
€Kava TIC Kol Hou prikouc. AN\G eneldr) ey elya
ouvnBioe1 va Souhevw evrehas low budget, bev pe &¢-
vIoe, avtiBiera pov €dwoe pia e\evBepia.

To And mv dkpn ¢ noAng, Awate, fypBe oyedov
anpoodokna. Exeivy v nepiodo, éxava kdotvyk yia
i, Slapopetikiy Tawia, ald napdMna e€epev-
vouoa évav aN\o kdopo, nou {0U0E 0€ YEOVIES TIoU
bev eiya Bpedel noté mpwv. H ouvavaotpogi pov '
autd Ta maibid, nov apyotepa énaigav oty Tavia
Jiov, firav kdti mou pe Siandmioe, pe aMage, kai pe
0driynoe amv Axpn m¢ ndAn. Hrav kdm ouykhovi-
o6, oav va {oboa pia Sedtepn epnBeia. Nétata and
ndvw pou 0 T podxAa Tou Aovdivou, éviwoa Sava

(wvtavoc Kat OwHaTIKA EVepyoc.

Otav n tawia mou apyika exoiyala kOMnae, né-
Taga 6Ao auo to mpdypa and ndvw gou |’ éva Po-
Aovtapiopd kai mpoywpnoa pmpootd. O ibée, ol on-
HEIWOEIC, 01 OKEWEIG Mo €lya Kavel yia éva
VIOKIHavTép o TI epmelpiec pov 0" autr v M
Hepid TG moAng petapopeBnkav oto gevdpio G
Tawiag. H 1otopia xtionke mavw oToug fpwee, oTn
Yertovid Toug, oty mpoownikr| you @ikia i Tov
21d0n Manadomoulo, pie Tov omoio N ouvdvnon
umpée onpadiakn. AN vopilw ot autd eivar kdti
miou oupBaivel o€ OAeC TIC TawieC Hov — pia katahu-
TIKA| ouvdvinon pe kamoiov A pe kanoia. Eivar pia
ouvapnactikr oxéon, yia napagevn duvapixr avd-
Jieaa o oknvoBETeC kai Toug nBonololg Toug mou
éel dokipaotei Eava kat §avd o1 owvepd.

To oevdpio ypdgtke péoa oe névie Poopadec.
KuAnae oav yeipiappoc. Ymrpxe oxedov évag autopa-
TIOHOC 0TN Ypar), Kat iowg Tehika autoc va eival o
0wotd¢ Tpémog va doukelelc. lowg otav naibedeig
kdriva Byaivel dpio o1o xapti, aMAd vopiw 611 autd
10 X€lpappwdec mpdypa, omou Ppiokeoar oxedov o
autdparo mAGTo, 6mov auT Mo YPAPEIC doU Yaive-
101 QUTOVONTO, (0w QUTOC ival 0 0WATAC TPAMOG.

Ta yupiopara, an’ v GNAn, fitav anéAuta opya-
vwpéva. Me 6houg Toug nBomotolc eixape kdvel
e€aviAnuikéc mpdpec, ot pokot frav npokaBopiapiévol,
fi€epav anoAuta T npémer va kavouv, akopn Kai otV
napapikpr) Toug kivnon. Mia nou autd ta naibid dev
fitav enayyehyariec, énpene va kavei Ta ndvia ypr-
YOPQ, TNV ENOpEvn pépa UMopei va fTav oTa xépia e
aotuvopiac. Ty ibia omiypr) ixav pia unépoyn evép-
yéia. Evoiwda 6mi kdvw kAT otkeio, kdTi mou ou gar-
votav {wvtavd, epwiko, nAextpiopévo. Hrav dpwg
ita noAo évrovn) gdon, pe T {wr pou va éxer pne-
xtei anoAuta e Ty Tawvia. T pa oriypr fouv otov
oupavo kai v G Bpiokdouv ota taptapa. Biwva
pia napagevn kardotaon, 1o Suvatd, nou €iial oi-
youpog ot énaie pdho oto Tehikd anotéheopia. AMG
padi firav kat a Siadixacia nou dev vopi(w 6n Ba m
0uvioTob0a we péBodo yia va kdvei ovepd...

CONSTANTINE GIANNARIS
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Discovering a city. And a film.

Before | left London, | went through a huge creative
risis; almost a bona fide depression. | didn't know
where queer cinema was going, where | wanted to
qo; | couldn't see a way out cinematically and | did-
n't want to get into those endless discussions with
committees for approvals and financing. | was getting
ready to shoot another film, but my relationship with
my producer had crumbled and | couldn't see any al-
ternatives. | was fed up with the whole gay scene, |
was fed up with everything in London, | was almost
fed up with myself. So | said “either carrying your
shield or lying on it,"and got up and left.

| didn't know if | was coming back for good, | was
coming for six months to make a film, different from
the one | finally made. But life pushes you in the
most unexpected directions, and so, completely un-
expectedly, | found in Greece that which | could never
have imagined: the natural evolution of the queer
cinema that | had been making — because for me,
From the Edge of the City is exactly that.

The question has always been whether queer cin-
ema had something to say, whether audiences can
relate to it, whether it has anything to do with social
reality and real life. And for me, the key lay in the
theme of immigration. Coming back to Greece in the
summers and at Easter, | would see this huge so-
ciopolitical, anthropological change that was hap-
pening in Athens. And | kept asking myself if what |
do was in any way related to what was happening
out there, if it could interpret it.

\What was happening in Athens at the time was
something very raw. It wasn't something unknown in
London, but there reality was mitigated through or-
ganizations, committees, the culture, the distances
within the city, the introversion of life, the fact that
everything happens behind closed doors, even by
the weather. Here, everything was much more un-
structured, more blatant, in the center of Athens,
right in the heart of the city. Athens was completely
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in your face, atleast for those who wanted to see. Ob-
viously they weren't many, since no one had spoken
aboutit, aside from a cinema that was anti-racist, as-
sertive, with a narrative style we had seen before
and with a very specific left leaning attitude and hu-
manistic mentality. And | haven't always been much
of a humanist, to tell the truth...

The odd thing is that | found an outlet for my
work ina society which was almost twenty years be-
hind the one | had left. And yet | could do something
much more forward in terms of boldness and cine-
matic mentality, which of course made no sense at
all. Butat the time, in Greece, we were living in an era
of political change, the end of the post-dictatorship
years, we thought. Although that’s probably what
we're living through today.

| adored Athens of that era. After the moneygrubbers
and mildew of London, | found a city where life was
more accessible. You could lead a bohemian e with
less money and more openly. Prejudice againstimmi-
grants had not yet risen to the level we see today. There
Was an osmosis, a period where everything seemed
possible and old clichés were dying. There was opti-
mismin the air. And a lot of spunk. | wanted to see this
spunk on film, at a time when everything in our field
seemed so orderly and comfortable.

The way | finally made the film was almost
querilla. It was like being back in the days when |
made shorts. But since | was used to working com-
pletely low budget, it didn't bother me; on the con-
trary, it gave me freedom.

From the Edge of the City happened almost com-
pletely unexpectedly. During that period, | was cast-
ing a different film, but at the same time | was ex-
ploring another world, which lived in
neighborhoods | had never visited before. My asso-
ciation with these quys who later acted in my film
was something that permeated me, changed me,
and led me to The £dge of the City. It was something

very intense, like | was living through a second ado-
lescence. | threw off all of London's mildew, | felt
alive again and physically active.

When the film [ was initially working on got stuck,
| rid myself of it with voluntarism and moved on. The
ideas, the notes, the thoughts | had had about a doc-
umentary on my experiences in this other side of the
ity were transformed into the film’s script. The story
was built on the characters, their neighborhood, my
personal friendship with Stathis Papadopoulos — our
encounter was truly fateful. But | believe that this is
something that happens with all my films — a cat-
alytic meeting with a man or a woman. It s a fasci-
nating relationship, a strange dynamic between di-
rectors and their actors, which has been tried in
cinema over and over again.

The script was written in five weeks. It qushed like
astream. There was a kind of automatism to the writ-
ing and perhaps thisis the right way to work after all.
Perhaps if you struggle with something it comes out
beautifully on paper, but think this flow, where you're
almost on automatic pilot, where what you write
seems self evident, perhaps this is the right way.

On the other hand, shooting was completely or-
ganized. We had done exhaustive rehearsals with all
the actors, the roles were predetermined, they ab-
solutely knew what they had to do, down to the small-
est gesture. Since these quys weren't professionals,
you had to do everything very quickly — next day they
could very well be in the hands of the police. At the
same time, they had a wonderful energy. | felt | was
doing something familiar, something that seemed
alive, erotic, electrified. But it was a very intense period,
with my life absolutely enmeshed with the film. One
moment | was in heaven and the nextin hell. | was liv-
ing through a strange situation, so powerful that I'm
sureit played a role in the final result. But at the same
time, it was a process that | don't think | would rec-
ommend as a way of making cinema...







Dekapentavgoustos

[Aekanevtavyouotog / One Day in August]

Abyouotog otV

August in Athens. A time to escape. The summer is coming to an end. In the city center, the residents of a three-
storey apartment building are preparing to get away for a few days. Through the eyes of a 17-year-old burglar
who breaks into empty apartments, we catch a glimpse of the “dark side’, people’s hidden desires; we violate the
secrets of the main characters and wait to see whether dreams become reality. Three apartments, three parallel
stories, three takes on the daily life of a handful of people and the miracles they pray for.

Bpapeia/Awards:

Enionpn emthoyr - OeomiPal Bepohivov 2002/0fficial Selection - Berlin IFF 2002

Bpapeio Kahirepou Zevapiou/Best Screenplay - Trdia IFF 2002, Italy

Bpapeio Kakorepng Tawviag Tng MaveMdviag Evwong Kpimikav
Kinparoypdpou - Oeoipah Kivnpatoypdpouv Beaoahovikng 2001/
Best Film Award by the Greek Association of Film Critics - Thessaloniki IFF 2001
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ABrva. Enox anapacnc. To kahoxaipt TeNewdvel Kat ot XapaKTrpeg TG Taviag avalryrolv éva Badpa
Aaéetn Cwn Toug, AvalrTodv T guyr mpog pia kavodpia apxr. H Céatn éyel prdoel ato anpoypnto. Mopei-
¢¢. MoBot kai oveipa kaBnuepiva, kavouv tn (wrj va poidCel afdotaymn. 1o kévipo T noAng pia Tpidpogn
0lkia adelaler amo Toug evoikoug mou eroialovral va Spaneteboouv yia Niyeg Hépe. Tpia Slayiepiopiata, Teig
napaNnheg totopiec, Tpeig andwelg T kaBnpepng (wrg Kal Ta «Badjata» mou GAol Toug MPOOELKOVTaL Va yivouv.
Auto o Aekanevradyouoro... Méoa and To dtia vog 17xpovou dlappriktn miov eloBaMel ota ddela dlapepiopara,
laBaivouyte T axotewn mheupd, Tic GMeG emBupiiec, mapaBialoupE Ta HUOTIKA TV NPWWY KAl EPIEVOUE va Bo0jE
av 1a dvetpa Ba yivouv mpaypatikotna. Kabe Aekanevialyouoto AAwarte, Mot jiag éxoupie avaykn éva Badyia.

IknvoBeoia-Levdpio/Direction-Screenplay: Kwvotavrivog Nawa-
pn¢/Constantine Giannaris @wroypaepia/Cinematography: Ayyehog
Biokadoupdkne/Angelos Viskadourakis Movra{/Editing: lwdvva Zm-
MonouAou/loanna Spiliopoulou Hyo¢/Sound: Nrivog Kitrou/Dinos Kit-
tou Mouatkry/Music: Akng Aaoug/Akis Daoutis KaAAeegviki Siev-
Buvon/Art Direction: MiydAng Zapwmne/Michalis Samiotis
Kooroupa/Costumes: Kwvotavriva Mavikn/Constantina Maniki Ma-
Kiyia/Make up: Ndwng Magovknc/Yannis Pamoukis Mapaywyée/Pro-
ducer: lMavrehic Mntpomouhog/Pantelis Mitropoulos, Mapaywyr/Pro-
duction: Attica AE/Attika SA Zupmapaywyr/Co-production: Mpo-
orrikr) AE/Prooptiki SA, J.N. Leoussis Group, EKK/Greek Film Center
35mm ‘Eyxpwpo/Color 106

EN\dda / Greece 2001

HBomoroi/Cast: EAévy Kaotdvn (Mopgouha)/Eleni Kastani (Morfoula),
Axohag Kapalriong (@dvnc)/Akyllas Karazissis (Fanis), Apahia Moutouon
(Kaua)/Amalia Moutoussi (Katia), Atpihog Xehakn (Kworac)/Emilios
Hilakis (Costas), Beobwpa T{npov (Zdvrpa)/Theodora Tzimou (Sandra), Mi-
XaAng larpémouhog (MixdAnc)/Michalis latropoulos (Michalis), Kaorag
Kotatavidng (Tiavwng)/Costas Kotsianidis (Yannis), Mapia lwavvidou (Ba-
véaoa)/Maria loannidou (Vanessa), Xprjotog Mitaéhog (Avrcovn)/Christos
Mitselos (Antonis), Apydpng Zagng (Nikog)/Argyris Xafis (Nikos), Avi{eAa
Mnpouokou (yuvaika oto atixnua-pntépa tou Miawvn)/Angela Brouskou
(woman in accident-Yannis' mother)
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Tueivat EN\ada;

Aexaneviadyovaro. Mg npoékuye évag 1000 €pi-
BAnuatika eNnvikog tithog; Kdnou péoa piov iotwg
eia BapeBei va dkouw T Aé§n «mepiBipion, T
@pdon «oknvoBémg Tou nepiBwpiov (etd To Amd
v dkon e noAng. KaBe dpBpo mou ypagotav yia
Jéva, kaBe kprmike, mepieiye autr T A€, Zkeqro-
pouv iwg fitav oav va Béhovv va pe Barowy o éva
Koutd, va e kavouv va poid{w ypagikdc. lawg Aoimdv
va fitav kat pia avtidpaon o Adyog yia Tov omoio
ékava Tov Aekaneviadyouato. Mnopei va fitav pia
emPePaiwon e Aeyopevng o€ eloaywyika «eNnvi-
Kot pou, Twv kataBoAdv pou. Na Oei€w oti ka-
Tahaaivw ki qutr T kouktoupa, mou vopiiCete ot Sev
elvat mepiBwpto. Na Aomov mou v katahaBaivw,
aMd pe Tov O1Ko pov Tpmo. Oyt e Tov Tpomo mou Ty
avtihapBaveral évag apyeniokono f éva péhog au-
TG TG Ta€ng. Aeg Aomév v Kouhtotpa cou, Héoa
an6 ™ dikf pov patid. Na péva, 0 Aekameviadyouatog
fitav Niyo oav autd nou ékava e 1o Kovrd atov ma-
pddetoo ahG oy EMviki Tou exBox Tou: Mropa
va kataAdBw  {wn oov, akoun ki av dev Ty (o,
akopn ki av dev v aonalopal.

0 Aexanevratyouatog fitav pia Tawia mou éyive e
101wTIKd ypriuara. Mia Tawia mov firav e§apyric ¢1-
hodo€n. Mia tawia mov fiBeha va eivar «eMnviki»
onote €ina «ag kavoupe ENdda»! ENdda, pe gike!
«lets do Greece»! Autr n xwpa nou eiva, Omwe Aéve,
éva oounep okonedo.

Kat §exivnoa an ta Paoikd. Tt eivar EMdda yia
péva; EMba eivar pnpiapyia. Autd kupiapyei. Ot
appevec eivar unodeéotepa ovia. Ti eivar EGa; Ei-
vai yehd. TrdMo eivar EXNGOa; Mahakiopiéveq ykope-
ve¢ niou naipvouv ndpa moMd vapkwrikd. Eivar kat
beth apoevia. Eivar ki evoy. Eivar kai Bpnokeia. Ei-
val kat kahokaipy, &ivat pndwia, Ta yapnpéva navn-
yopia, 0n autr) n @ikt npoondBeia emPeBaiwong

NG HovadIKoTTag 0ou {€aa 0TO KOWWVIKO GUVOAO.
Eivat kai n adeia ABrva. lowg n povadiki moAn oty
Eupamn mov adeiade to00 padika tote. Hrav Oha
QUTATIO 0L PAVNKAY T6G0 TIOAU KIVHATOYPAAIKG...

To cevdplo ypdagtnke mohl ypriyopa. To mpwro
draft Teheiwae péoa o’ éva kahokaipt mou mépaoa
otnv ABrva. Tov ndyievo xpovo To yupioaje.

Hrav éva kahd kahokaipt yia piéva. Ta Tpadpiata
g Akong €lyav emouwBei, Apouv moAD oTaBEpog
Kai oto {ualé Kai oty kapdid pov Kai vai, 0 Aeka-
neviadyouaro fitav éva épyo ayanng. EvotwBa mo oi-
youpoc, fiuouv xapodpevog. Metd and mohv kaipo,
nepvodoa wpaia. Ki éviwba éroipog va e¢epeuvijon
npdypata nov kouBaotoa péoa pou xpovia. To Ba-
VaTo OUYYEVWV, TN OEON HE TNV OIKOYEVEID OV,
npdypata mou e €lyav mAnywoel yia xpovia kai mou
¢ éva onpeio pe wBnoav va elyw £§w, Twpa évol-
wBa 6T pnopoloa va mdw Miow kat va Ta Kortagw jie
{ita patid mou dev irav avaykaotikd emBenikn A ouy-
kpouoiakn. Kat ieha va w na pmopeic va minaid-
0€1G EWOIEC TO00 POpTIOEVEC 600 auTr) Tou Badpia-
10¢. Mwg pnopeic p' évav kahonpoaipeto Tpémo va
e€erdoel T miotn Kat ma évag amatog pnopei va
miotéyel oto Bakoapio Tou Badpato Ot ot pe mel-
Bouv autd ta npdypata, aMd rifeka va ta korrdéw,
va 1a dokipdow. Na péva frav kai pia evkaipia, éva
otoixnua va naiéw e To pero. Eva eldog nov ayanw:
av 0w Tawvia Tou Nrdykhag Zepk, kAaiw aotapdmra.
AN ki éva €ibog mou €ixa pdBer va To Bewpuw eute-
Méc, pa gopya unodesarepn. Mia anoyn nou eixe va
KQVel J€ Jia €oTéT, amodopnTikr vootponia, pe TV
onoia peydwoa ki épaba va BAénw 1o oivepd. Kai dev
€lval kaBOAou €rot — To peAd eival pia @opya ovy-
KAOVIOTIKH).

0 Aekaneviaiyouarog |’ éxave eniong va kata-
AdBw v atia Twv nBonoicv. Makid dev ayanoboa

Tou nBomolotc, To mapadéyopial. Toug eixa mepiood-
TEPO 0QV pavekév, EIBIKA OTIC PIKPOD LoV PAKOUC.
Me Tou¢ epacitéve atnv Axpn, Gpxioa npaypatika
va ayando 1o uxo bNKG piag Tawviac. Ki edw €ixa
éva 600 dlagopetikd pieiya nBomoiwy, mou ékave T
biadikaoia Twv mpoBwv va eivat ouvapmaotik).

0 Aekaneviadyouatog e¢émnge moMouc, Aev fitav
QUTO oV EpIHEvaV WG EMOHEVN TaIVia pou PeTa TV
Axpn e méAnc. ANG Oev mioTedw 0Tt pmopeic va &l-
oat povoyvotog. NopiCw mwg kdBe dvBpwnog kpiBer
Jiéoa Tov e§vra yINiddec mpoowmkoTnTeC. Kal npé-
et va TiG e§epeuviioeic. Towg éxerva kavel kat e Tig
kataPohé pou. lewnpévog o€ i xpa, peyarwyé-
VoG 0€ jiia GNn. Me 80o, av o1 Tpei¢ SlagopeTikég
yA@aoe ot OnfL..

MoMoi Néve oti o va akhdCeic oTuh Geivet Ott dev
€loat peyahog dnpioupyoc: Mia Tawia ou Mnépykpav
€ivaimdvra, avayvwpioipa, pia tawvia tou Mrépykpav.
AMG gyt avréxw Tov Mnépykpav povo g éva on-
Jigio. Mmopeic, Opwg, va éxelc éva épyo erepoxAnto,
kpatavrag Tov BaBi nupriva Tou aképaio. Auté To
Baupalw. Mnopeic va dei pia poppaNioTikr ouvéxeia
oto owvepa tou Malohivi; Oy,1 aMd Ta épya Tou eival
andhuta dika tou. Nopilw 6T avikw o’ autr v ka-
Tyopia, Sixw¢ va pe ouyKpivw QUOIKG | EKEivov.

Aev aviéxw, 0w, va BAénouv pia Tawvia pou kaiva
Néve «A, o [awapng, kdvel Ta ibia nakm. Av dev ne-
paariCeoar, noto €ivai to vonua; Hiow defyvel kai kdn
Mo yia v npoowmkoTTa pou. Eye noté dev fiBeka
va ipiat 0 €autdg pov. And pikpd naibi. Navra Behava
€ian kdm aMo. Aev riBeka va €ipar auto nov eial,
axopn ki av dev iéepa ndvia —1 dev §Epw axdun-—
€iar. Navra {Heva kdm aNo. Mpéner paNov va ioar
oAU 0iyoupog f} IKavOMOINpEVO, Le TV EQUTO 00U YIa
va kdveic ouvéxeia v «idia» Taivia. Ki eyw, evtuya A
Suotuyw, Oev fiiouv axedov note...
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What is Greece?

One Day in August [Original title Dekapentavgous-

s*]. How did such an emblematically Greek title
come about? | quess somewhere deep inside | was
getting tired of the words “social margin” and the
phrase“the director of the social margin," which was
all heard after the release of From the Edge of the City.
Every single article written about me, or one of my
films, always contained the word margin. | started
feeling like people were trying to pigeonhole me,
turn me into one of those quaint little eccentrics.
Perhaps One Day in August was a reaction to all that.
Perhaps it was a confirmation of my origins, my so
called“Greekness'” | wanted to show people that | also
understood this other culture, which they consid-
ered mainstream. | understand it alright, but in my
own way. Notin the way an archbishop or a member
of that class would understand it. So take a look at
your culture through my eyes. To me, One Day in Au-
qust was, to a certain extent, the Greek version of 3
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Steps to Heaven: | can understand your life even
though | don't live it, even though | don't necessarily
embrace .

One Day in August was a film made with private
funds. A film that was ambitious from the start. | really
wanted it to be“Greek,"so | thought to myself, “What
the hell, let’s go all the way. Let's do Greece!” A prime
slice of real estate, if ever there was one!

Sol started with the basics. What s Greece to me?
Greece is matriarchy. That's the prevalent element. The
male is a lesser species. What is Greece? It's melo-
drama. And what else? Stupid-ass chicks who do way
too many drugs. And wimpy little boys. And quilt. Re-
ligion. Summertime, hanging out at the beach, those
freaking religious festivals, a desperate attempt to as-
sertyour uniqueness in the context of society. And then
there’s the deserted streets of Athens, possibly the
only city in Europe vacated en masse in mid-August.
It all seemed so movie-worthy to me...

| wrote the script very quickly. The first draft was
completed in the space of that one summer | spentin
Athens. The following year we filmed t. It was a good
summer for me. The wounds of the £dge had healed,
| was very focused, both mentally and emotionally, and
yes, One Day in August was a labor of love. | felt more
self-assured and a lot happier: | was enjoying myself for
the first time in ages and | felt ready to explore things
| was carrying around inside me for years: The death of
relatives, my relationship with my family, all the things
that had hurt me throughout the years and, to a cer-
tain extent, drove me to leave Greece. | finally felt |
could go back and look them in the eye through a per-
spective that wasn't necessarily aggressive or con-
frontational. And | wanted to see what it would be like
to approach a concept as emotionally charged as that
of a miracle. How you can explore religious faith in a
well-intentioned way and how a non-believer can
believe in the balm of miracles. Not that | find any of




it particularly convincing, but | wanted to look into it,
| wanted to give it a go. It was a unique opportunity to
flirt with melodrama, a genre | absolutely adore.
Whenever | see a Douglas Sirk film | cry my eyes out!
Atthe same time, it's a genre | learned to consider in-
ferior, a lesser form of cinema. It was an opinion de-
rived from the elitist, deconstructive mentality | was
raised on and, inevitably, learned to judge films by. And
it couldn't be further from the truth. Melodrama is a
devastating art form.

Another thing One Day in August did was help me
understand the value of a good actor. I'll readily admit
Ihad never loved actors before. | mostly used them as
models, especially in my short films. It was the ama
teur cast of the £dge that first taught me to appreciate
the manpower of a film. And this time around, | had
such a diverse group of actors at my disposal that each
rehearsal was fascinating

One Day in August surprised a lot of peaple. It was

n't at all what they expected me to do after From the
Edge of the City. But | don't believe in one-track minds.
| think each person has sixty thousand different per
sonalities buried inside them and they need to ex-
plore them all! Maybe it has something to do with the
way | was brought up. Born in one country, raised in
another. With two, if not three, different lanquages
spoken at home...

Many people think that a change in style means
that you'e not a great filmmaker. A Bergman movie is
always, recognizably a Bergman movie. But | can only
stand Bergman up to a certain point. However, you can
have a diverse body of work and still keep your artis
tic core intact — that’s what | really admire! Can you
pinpoint a stylistic continuum in the work of Pasolini?

No, but his films are absolutely his own. | think | belong

to that same category, without of course comparing
myself to him in any way

But | can't stand the idea of people watching one of

my films and going“Ah, there goes Giannaris, up to his
old tricks again!” If you can't experiment, then what's
the point? Or maybe it shows something else about
my personality. | have never wanted to be myself
Since | was little, I've always wanted to be someone
else. | didn't want to be who | was, even if | didn't al

ways know — and perhaps I still don't know — who

am. | was always pining after something else. You
have to be very confident or very pleased with yourself
to keep making the “same”film. And |, for better or for

worse, almost never was
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Omiros
[Opnpog / Hostage]

iBBato mpwi, évag veapdc vBpag maipvei To Tomkd Aewpopeio Tou KTEA ano éva ywpid £6w an't Beooahovi-

On ¢ e Kahdoviko Kat yeipoBopBidec, andyel 1o Aewpopeio Kat Kpatdel opirjpous eptd ano Toug nt-
.0 6pdotng, 0 24xpovoc ANBavog petavdotng EAov Zévia, amarrel 50 ekatoppdpia dpaypiég oe Abtpa yia

va Eavagriagel m Cwrj Tou» kat va e§aogakioel Ty ematpogi ot Xwpa Tou. H anaywyn petadideral {wvrava
116 1V Thedpaon. Tia Tic Enojieveg elkoot pec, axohoudet éva Tpehd, av oyt Tpayehagko, kuvnyntd mou blo-
oyiCet tn Bopeia EANGSa kai ) véTia ANBavia, pe emkegalic To Aewpopeio kai niow Tou jia aN\aKoTn autokiviy-
Tomopnn ano mepmoNKd, TNAEOMTIKG auvepyeia, ameAmopévoug auyyeveic kai didgpopoug mepiepyouc. To Aewpo-
pelo odedel et eumodiwv mpog Ta aABavikd alvopa...

One morning, a young man boards an intercity bus on its daily route to Thessaloniki in northern Greece. He hijacks
the bus at gunpoint and takes seven of the passengers hostage. In his left hand he holds a grenade. He turns out
to be a 25-year-old Albanian immigrant by the name of Elion Senia. His main demands include a ransom of half
a million euros and safe passage back to his homeland. The hijacking is transmitted live on national television.
For the next 20 hours, a wild and at times bleakly comic chase ensues through northern Greece at the head of a
convoy of police cars, television crews, desperate relatives, and curious onlookers... all the while heading towards
the Albanian border.

Bpapeio/Awards:
Enionyin oupperoxr oo Panorama Special - OeatiBh Bepohivou 2005 /
Official Selection - Panorama Special — Berlin IFF 2005
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IknvoBeoia-Levapio/Direction-Screenplay: Kwvatavrivog Navva-
pn¢/Constantine Giannaris @wroypaqpia/Cinematography: lavayiwmg
Beogavomouhog/Panayotis Theofanopoulos Movray/Editing: lwdwa
TmMorovhov/loanna Spiliopoulou ‘Hyo¢/Sound: Avtwvng Zapa-
pdg/Antonis Samaras Movotki/Music: Nikog Matpehdkne/Nikos Patre-
lakis KaAMregvikn SieoBuvon-Kootoupa/Art Direction-Cos-
tumes: Mapia Kovopri/Maria Konomi Makiytad/Make up: Ein
Zageiponolhov/Evi Zafiropoulou Mapaywyoi/Producers: Nwpyog
Aukiapdomouhog/Yorgos Lykiardopoulos, Kwvatavrivog ldwapng/Con-
stantine Giannaris, Baran Seyhan Napaywyn/Production: C. Gian-
naris Films, Highway Productions, Sarmasik Sanatlar Zvpmapa-
ywyii/Co-production: EKK/Greek Film Center, A\pa TnAedpaan/Alpha
Television, Graal AE/Graal SA, Strada Productions

35mm Eyxpwpo/Color 100’

EN\ada-Toupkia / Greece-Turkey 2005

HBonotoi/Cast: Xtdbng Nanadomouhog (Ehov, anaywyéag Aewgo-
peiov)/Stathis Papadopoulos (Elion, bus-hijacker), 6codwpa T{fpou
(Iava - ¢ikn Fpnyopn)/Theodora Tzimou (lliana - Grigori's friend), av-
vng ZrdvkoyAou (Fpnydpng)/ Yannis Stankoglou (Grigoris), Mnvag Xa-
1(nodppac (tagiapxos)/Minas Hatzisavvas (police brigadier general),
Apto Amapridv (08nydg Aewgopeiov)/Arto Apartian (bus driver), Mapi-
Mol Bahedvrn (Ayyehki)/Marilou Valeondi (Angeliki), Kwvoravriva Ay-
yehomouhou (KéNhu)/Constantina Angelopoulou (Kelly)



Anaog@ahifovtag pia xepoPoppida

Meta tov Aekaneviadyouato ouvépn kdri napadevo.
MetapioppwBnka o€ ayamnpévo maidi g dlagrpi-
0N kat autr frav fowg n povn mepiodog e (wig pou
niou €Byaha xpriuata. MapaMnha, auvavaotpdgnka '
éva eviehw dlagoperikd oupnav, Tov onofov éva pe-
yao kopyd Gev Ba pmopouiae va Bpioketai mo pakpid
an6 Tov diko pou kdapo. O Ounpoc eivat iowg n avri-
dpaon anévavti o"autr TV Tpixpovn vacoAnon pou
e ) Slagriyon: n andgaon va kdvw ki o ovola-
OTIKO Kt paynTiko. Exeivn v mepiodo ékava kai To
mpwro ov Tacidl ot ANBavia, v €ida an6 kovd.
210 puahd pov eixa, dn an’ 6tav éypaga Tov Aeka-
nevatyouato, TV LoTopia e T Aewgopeloneiparia
miou ékave o OAapiodp Mok Eixe oupBei exeivo To ka-
Aoaipt. Tnv éBhena va iadpaparileral {wvravd oty
TAedpacn kai dev mioteva ota jidmia pov. Eheya, autd
yivovtar povo atnv Apepik. HBeha va To kévw Tawia
ano Ty mpam oniypr, aMd nohoi e anétpegav va
10 Kavw 1600 ovropa. To 2003 éypaya To oevapio pe-
Aetwvrag Ta oroieia g undBeang, kdvovrag épeuva,
phevrac akopn kat pe empateg 1o Aewpopeiov. To
kahokaipt Tou 2004 Eexwvijoape yupiopara. Ki o Oun-
POC QUOIKG OUVEMEDE i€ TO [eyaNo €BVIK pag mavn-
yOp1, mou firav o1 Ohupmiakoi Aycveg, n (oxupr EMada,
10 eydho sushi bar ) eMnvikii 1otopiac; n Tehetr
évap€nc. OAn aud n mepippéouoa atpdopaipa, n
uneppiakn d6on ebvikrc unepnpdvelag ' ékave va
B€\w va neragw ki ey T pikpr pov yeipoBopBida. Ag
v anaogaliow Ki ag dodye i Ba yiver orav oxdoel,
oxégnka. Nari éyw my anoyn 6t 0 poAog Tou kakNI-
Tévn Oev eivai va oupBadiCel ipuwg pe v Tpéxouoa
1deohoyiki) avriAnyn g enoxic. Eror épiéa ki ey
bixr pou xetpoBopBida. Ki éywe g noutdvag. Avotu-
yw¢. Kathéw duatuyae, yiati epéva pou atoiyioe mokd
6o aurd nov éyve. Me e§énhnge 1) opodpdTa TG
eniBeong mou déxnka. Mioteva ot n ENVik Koww-
via Ba firav étoin va Sextei, va oot f va ano-
Baker av Be¢ my Tawia pe mo wpipec Siadikaoieg bia-

Aoyou. E6 Gev éBNenec Bidhoyo. Akouye layé, oavva
lxa knp0Ge1 Tov moAeplo, 0av va eixa oTpanatodpel my
010 16¢a Tov EMAva. Ki 6T €iya kavel pia tawia unép
Twv ANBavav kat evavriov Twv ENAvwv. Mia katd-
(opn adikia, jta avonTn avayvwon evc piA mou ka-
TaKpiver e€joou kai Tig duo meupéc. Ki oyt pévo 0
Kpdatog, a\d Kal TIG KOIVWVIKEG Kal OIKOYEVEIaKEG Vo-
otpontieg ki and Ti o meupéc.

0 Ounpoc Pyrike o€ diavopr To xewva tou 2005
Kal fjtav pta anoAutn kataotpogn, 100 atic giou-
0€¢ 000 Kal OToV TPOMO MOV QVTIHETWTIOTNKE ano
Tov mainstream tomo. v kahtepn mepintwon,
UMTpXE Hta anopia yiari ékava autr Ty Tawvia, kat
ot xelprepn umrpxe pia kaBapd exBpike, emBerikiy
katoxedov Biam avtiopaon. Eivai n enoxri nou éxoupe
HON¢ kdvel Tous Ohupmiakous Aywve, NioBoupie pia
aniotevtn mepn@dvia mov iowg avaloyr e dev
€X0UpE VIwoel Toté. Eigaate 0To €nikevipo Tou KO-
0pou 'éva Blotikd emfnedo mou dlapka yvtav Y-
Adtepo. H EMdda £pioiale pntponoAn wv Bakka-
viwv, éva payvine yia petavoteg Ox1 povo and
yerovid pac, alhd ki an6 v Aaia, Tov Kaokaoo. 0
Kopog évolwBe yiia mepn@dvia Kat pa autonenoi-
Bnon. Hrav n empBeBaiwon o 6Aa autd pag a€iav,
0TI Ta Katagépaye. Eyeic, éva takamwpnpévo Bopa
TI0U PNOPEQE va unepKepaoel Tic Suakoieq g loTo-
piag: pa eulr, éva éBvog mou dev éxel T A Tou
Nepwpévn. Aev eiaote umeplahioté, Oev ipaote
anolkiokpdtec, ald eipaote otny Evpwnn Kai Toug
naipvoupe kat Ta Aed. Eigiaate «owatol pdykee.

Kat 0 Ounpoc ripBe o’ autr) n omiypr) «€Bvikric av-
Toyvwoiag» va Tapdéel Ta vepd, putwvrag: Eneidr el
£YEIC Unogépel ota xépia AMwV 10xupav duvapewy
010 napeABov, eivai dpaye adlvato va avanapageig
auTr T oupnepiQopd o kamolov mio adivagio; Yndp-
x€tdnadi kam oto kiapo Tou ENva, kdTi mou Tov
Kdvel vie kai kaAd pn kako; Mou Tov kavel «kako
pdykax; Mou amoAeiel 1o va yivel Suvdomng

H tawia fipBe oav kapei oto pdrt tou NeoéMnva.
Exeivn ) oty Gev fiBehe pie timota v’ akoboel ki
Tétolo. AutA ) katamnkTikr (otopia miov gixe péoa
G Ty mhoki} piag Tawiag dpdong, otoiyela Bpikep,
aywvia, €0wTepikr} évraon, oyéoeic B0tn-Bupatog,
€PWTAOEIC Yia TO MoI0G €lvat molog, €neoe oAoKAN-
PWTIKG 0TO KEVO.

Autd nov fiBeha va kdvw pe Tov Junpo fitav va
nai€w e ta [kvnpatoypagikd] idn, va kdvw pia Tar-
via 6pdong. Omwg Ohot pag, elya peyahwoel ' évav
apepIkaviko Kvnpatoypdgo aav autov Tou MoAak
10U AtoUper, mou édetyve okAnpd npdypata péoa and
{la mainstream @dppa. Kai ayandw auté 1o oivepd,
bev eipiai 0 oknvoBéTng mou Béel va kvl eowtepl-
Ké¢ Tawvieg Téxvne. Mmopa va 8w MoMEC eumopikég
Tawiec oav kataBéoeig mov Ba peivouv oty (oTopia
kat Ba emépdaouv Mol nepioadTepo and kakAre-
JVikd @iy mou otn enoy Toug Ta exBeidCave. Aev
kdve kavévav iaywpiopd. Mnopa va dw kai v mo
Babid Tawvia Téxvng kai v mo EuNopIKr kai va aya-
now f va piorfow kat Tig 6o 1o idlo.

H avtibpaon ¢ ywpag anévavti oty Tawia
€KQVE va OKEQTA NWC yivetal oTnv ApepIr va ymo-
polv va dextodv Tawie mou pirolv yia npdypata
oxAnpd, doxnua, Sixwe va otivouy Tov Zivivei Aiod-
HET 0TOV T0ix0, K1 €06 O);

TiAegt Gpaye yia pac, yia ia Kowvwvia «apiotepr,
n (pmeIaNIOTIKT), OTI Ep1éva jié E0Traav aTov TOiY0 KI
dpytoav va mupoBooly;

Kortd{ovrag v Tepa, 6w, vopilw om e kdnoio
Tpono autr 1 Tawvia Ba Pper ) Béon . Ba peivel
0av ia kaTdBeon yia pia OuyKEKpIEvn Enox ot ve-
oeNnvikr} kivnpatoypaqikr lotopia. Kai Sev Ba ei-
Vel povo 0 EuayyeAdtog kai ot Mot napovaiaaTéq Twv
deriwv eibroewv va nepypdpouy autd To yeyovdg
otnv TAedpaon, va nepypdeouv pia oAdkAnpn
enoxn, pAunv e Sixaioolvng, epAunv e aki-
Beta, eprpnv m idiag m lotopia...
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Pulling the pin [on the grenade]

Something strange happened after One Day in Au-
qust. | suddenly became the toast of the advertising
world and it was probably the only time in my life |
actually made money! At the same time, | was con-
sorting with people that couldn't be further removed
from my world. Hostage s probably a reaction to my
three-year involvement with advertising, a decision
to make something more profound and confronta-
tional. It was during that same time that | took my
first trip to Albania and finally saw it for myself. The
Flamur Pisli bus highjacking had already been on my
mind while | was writing One Day in August. It had
happened that summer. | was watching it live on
television and couldn't believe my own eyes. |
thought that kind of stuff only happened in America.
| wanted to make a film about it from the very be-
ginning, but people told me it was too soon. In 2003,
[ wrote the script after carefully examining the evi-
dence, doing alot of research and even interviewing
some of the passengers on the bus.

We started shooting in the summer of 2004. And,
of course, Hostage coincided with our big national
bash, i.e, the Athens Olympic Games. Greece was at
its most powerful, serving up snippets of national
history at the Opening Ceremony like it was a sushi
bar. This prevailing atmosphere of arrogant national
pride made me want to toss a little grenade of my
own."Why don't! just pull the pin and see what hap-
pens?”| thought. Because | believe that the artist’s role
is not to go along with the prevailing ideology of the
times. And so | threw my very own hand grenade. And
all hell broke loose. The backlash was tremendous. |
hadn't anticipated the force of the attack. | honestly
thought that Greek society was ready to accept, dis-
cuss or even reject my movie through a more mature
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process. But there was no dialogue to be had. There
were only battle cries, as if | had declared war, as if |
had trampled underfoot the idea of Greekness itselfl
| was accused of having made a movie in defense of
Albanians and against Greeks. It was a flagrant injus-
tice and a foolish interpretation of a film that equally
denounced both sides. And not just the state, but so-
cial and familial mentalities on both sides.

Hostage was theatrically released in the winter of
2005 and it was a huge box office flop and a major dis-
aster in the way it was handled by the mainstream
press. At best, people wondered why | had even both-
ered making the film, though most reactions were
clearly hostile, aggressive and almost violent. It was
just after the Olympic Games and national pride was
soaring like it never had before. We were the center of
the world, with a living standard that was constantly
rising. Greece had taken on the airs of a Balkan me-
tropolis, becoming a magnet for all sorts of immi-
grants—and | don't mean just our neck of the woods,
but Asia and the Caucasus as well. There was a general
sense of self-confidence and pride. It was the absolute
validation: we deserved it all and, what's more, we
were entitled to it! Here we were, the battered victim
that had managed to overcome every historical hurdle,
the one nation that hadn't fouled its own nest. We were
neither imperialists nor colonialists, but we were part
of the European Union and we we were milking it for
all it has. We were righteous dudes!

Hostage came along at this time of supposed“na-
tional self-awareness”and rocked the boat by asking:
Just because you've suffered at the hands of other
great powers in the past, does that mean that you're
constitutionally incapable of inflicting the same be-
havior on somebody weaker? Is there something

about Greek DNA that makes us non-evil? That makes
us righteous dudes? That eliminates the possibility of
us turning into tyrants?

Hostage was like a slap in the face. It was the last
thing Greeks wanted to hear. This amazing story, with
equal amounts of action, suspense, internal tension,
victim-victimizer relational dynamics and pointed
questions about who is who, fell into the void.

What | wanted to do with Hastage was mess
about with genres, essentially making an action film.
Just like everyone else, | was raised on Pollack and
Lumet, who incorporated a lot of brutal material in
mainstream cinema. And | love that kind of cinema;
I'm not the type of filmmaker who wants to make es-
oteric art-house films. | consider many commercial
films to be statements that will prove a lot more
timeless and influential than some art-house films,
which were praised to high heaven when they first
came out. | make no distinction. | can watch the
most profound art-house film and the ultimate com-
mercial fluff and love them or hate them equally.

The country’s reaction made me wonder how
come Americans are perfectly capable of accepting
films about tough, ugly stuff, without sending Syd-
ney Lumet to the firing squad, but we're not?

What does the fact that they threw me to the
wolves really say about us, a“left-wing’, non-impe-
rialist society?

Watching it now, | think that somehow Hostage
will eventually find its place. It'll survive as a testa-
ment of a certain era in Modern Greek film history,
and it will outlive our memories of the news anchors
talking about the highjacking on TV, describing an
entire era, in the absence of justice, in the absence of
truth, in the absence of history itself.
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Man at Sea

(Director’s Cut)

=\

0 TOV JaKkpoxpovio Xwpiapa miou akoAolBnae To Bdvato Tou yio Toug, o ANE kai n Kérr auvavtiobvrar
evonholo Sea Voyager. Ty 61 pépa, 0 ANe€ owle! Tpidvta égnBoug pETavaoTeg mov éxouv vava-
ya. 0 dloiknTric T oxedov xpeokonnuévng mhotoktrtplag eraipeiag méCel Tov ANe€ va Aioel To

kdBe npoondBeld Tou odnyei o adié€odo. Ki evid kamoia péhn Tov Minpwpatog Snpioupyoly
( i€ Ta naiid —avayead Toug Kat n Kew, mov divel pia dedtepn eukaipia ot pnTpdTTa—, 0L
00V 0TI 01 EMOKENTEC» TOU €YouV Kavel kataypnon e @thogeviag Toug. Abuvatwvrag va yer-
1 £VTA0N Kal ENNPEQCEVOC amd To ¥apd Tou ylou Tou, o AN mpoxwpd € Jia oelpd and
£le¢, womou Tehikd Bpiokel o Bappoc va Eenepaael Tov EquTo Tou.

After a long separation following the death of their son, Alex and Kate meet again on board the oil-tanker Sea
Voyager. That same day, Alex rescues thirty adolescent immigrants adrift in the Mediterranean. No country grants
asylum, and the manager of the nearly bankrupt ship owner insists that Alex deal with the situation promptly.
But each one of his efforts leads to a dead end. And while some members of the crew grow fond of certain tee-
nagers, including Kate who gives motherhood a second chance, the majority feel that their “guests” have over-
stayed their welcome. Unable to handle the tension and wrapped up in his depression, Alex makes a series of
wrong decisions, until he finally finds the courage to rise above the situation.

Bpapeia/Awards:
Bpapelo Rotary International/Rotary International Prize - 12th European Film Festival (Lecce, Italy)

Enlonyn oupperoxr ovo Panorama Special - OeotiBdh Bepohivow 2011/
Official Selection - Panorama Special — Berlin IFF 2011
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IknvoBeoia-Levapio/Direction-Screenplay: Kwvotavrivog Mdwa-
pn¢/Constantine Giannaris @wroypaspia/Cinematography: Ayyelog
Biokadoupdxn¢/Angelos Viskadourakis, Mcpyos Apyuponhiomouog/Yor-
qos Argiroiliopoulos Movral/Editing: Kwvatavrivog Mdwvapne/Constan-
tine Giannaris, Mixd\nc MnvaxouAng/Michalis Minakoulis, Xprjotog Mav-
vakomouhog/Christos Yannakopoulos, lwdwa Zmnhionouou/loanna
Spiliopoulou ‘Hyo¢/Sound: Avtavng Zapapdg/Antonis Samaras Mou-
aikry/Music: Akng Aaottne/Akis Daoutis KaAArregviki SievBuvory/Art
Direction: lwpyog ewpyiou/Yorgos Georgiou Kootoupa/Costumes:
Tpiada Nanadakn/ Triada Papadaki Maktytal/Make up: lwdwva Zupew-
vién/loanna Symeonidi Mapaywyd¢/Producer: Mdpyog Aukiapdomou-
ho¢/Yorgos Lykiardopoulos Mapaywyr/Production: Highway Produc-
tions Zupmapaywyry/Co-production: EKK/Greek Film Center, EPT AE/ERT
SA Hellenic Broadcasting Corp., Multichoice Hellas (NOVA), C. Giannaris
Films, 2/35, Yafka, Black Orange 35mm Eyypwpo/Color 88’

ENdda/ Greece 2011

HBomotoi/Cast: Aviwvnc Kapuativog (ANe€)/Antonis Karystinos (Alex),
Beobipa T¢pov (Kamia)/Theodora Tzimou (Katia), Kwvotavtivog ABa-
pikiwng (Avbpéac)/Constantinos Avarikiotis (Andreas), Kwvatavrivag
Teipadakng (Mavrehric)/Constantinos Siradakis (Pandelis), Zra6ng Ma-
naddnouoc (Moupt)/Stathis Papadopoulos (Yuri), Bavdong TatatAaAng
(Névpog)/Thanassis Tatavlalis (Petros), Nikog Taoupdkng (Zapip)/Nikos
Tsourakis (Samir), Z1aBng Amoatéhou (T{dvv)/Stathis Apostolou
(Johnny), Chalil Ali Zada (Paik/Rafik), Rahim Rahimi (Kapa\/Kamal)
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¢ fabiavepa

Eyovrag Bicboel pia oxedov Tpavpatik epnelpia ji
Tov Ounpo, népaca apéowg Peta pia ano Tig mo u-
odpeoteg mepiddoug g (wiic pov. Kheiotxa otov
€QUTO 10V, anopakpUVBnKa and Tov Kivnpatoypdgo,
I€ EQTuae N dlagrpion, TV épTuoa i €yw. Aoxohj-
BnKa e Ta 0IKOVOpIKA, |INrKa O NAPEEC EIKATTIKWY,
aplepwOnka oyebov amokAeioTIkG o€ pia ateAéopopn
Kal paMov paviodn ypagn kai enavaypagr evog
KavoUpylou aevapiou, KAELOEVOC € piia IKpr| 00~
gita, B\émovrag v AkponoAn and pakpid.

[0pw pou n ywpa eixe Tpehabel atov amonyo Twv
Ohupmak@v Ayavwy, T Kevi evpdpeia piag belle
époque mpv T krpuén Tou moAépiov. fa péva frav
{ia okAnpr} emoyr) avaouykpdtmong, fieha va tehet-
(VG 1€ pIa aKOpn Tapnéla mou o eixav GopTwoEL 0
oknvoBemng Twv petavaotav. Opw mioteva Kat mi-
0Telw 6T aUTo To (fjTua TG in opyavwpévng Kivn-
on¢ mhnBuapiwv otov mavijn €ivat éva and Tamio on-
yavrikd mpdypata niov {oUpE autr| T aTiypr, KATiTIou
avadiapoppawvel ovolaotikd oAdKANPO Tov KOO Hag.
Kt av dev pmopa va 1o ayoMdow auté péoa ané 1o ot-
vepd, Oev BéMw va axohdow Timota. Aev pie agrveln
EMdda va 1o oxohdow; a ndw kanov akhov: Xtov
WKEQVO.

H a\iBeia eiva g éviwBa karm avaykn va kdve
ta Tawia omnv ayyAikr} yA@ooa, Tov fixo TG onoiag
€lya agrioel yia pia dexaeria. Kai f6eha va kdva éva
B€ya nou frav ka1 ENnVIkG kat SieBvég, kat To pévo
npdypa nov epyorav oto puahd pou firav To de€apie-
vomhoto. O eNnvoxtnTog otdho eivar évag and Toug
peyahiTepoug atov Koopo. Ki éva kapdp poialer pe ka-
Tanhnkikd Tonio yia va kdveic pia Tavia. Exer aviiBé-
0€i¢ nov e ouvapnalouv. Kheiotopopixo kai ouvaya
QvoiyT, wkeavg kat aidepévia apndpia, Aa pe odn-
yoboav exei, ka1 Oy1 povo ot exoveg nov éxula kat ol

oKéWelC nov ékava, alkd katn ibia n mpaypaikdma.
EBena ouvéxeia omic 6rioeic petavdateg va mviyoval
kat v ABrva va aMdCer 6w akpia and Ty nopra
Hov. To B¢pia ou firav exei. Oxt povo To petavaote-
TIKO A\ Kat To i) viwBw eyw yi'auto.

Bpiokopouv khelopévog o' éva dlapiépiopa oto
«BaBi» kévrpo ¢ ABrivac kai évoiwba pia andutn
olxaudpa yia 1o oknviko yopw pov. To mépiBpto
elye €pBer kuplohekika o péva. EByava and my
mOpTa Kal auvavTodoa ENAiTeg He T0 yépI amwevo,
npeCOvia va xTundve evéoelc, pia kabnpepivii Bia, pa
€§abhiwon, pia katdotaon otnv Oudvoia nou €ixe
apaipéoel KaBe epwTiopd mou pnopei va elye kat v
€lye petapopwoel oe pia nhateia pe avBpwmva
undda. Kai Sagvikd avridapBavopar ot kukAogopw
ot yermovid mou efya emhé€el va {fow Ki €lpat 100
Koupaopévog and Ty katdataon, mou viwbw va ava-
Blavouv éoa pou AKpwS QVTIATIKES, PATOIOTIKE
avtihpels. M’ évav Tpémo aouveidnto. Mnyaio. Pa-
T010TIKG ouvaloBrjata mov dev mepijieva va éyw. Exel
katahaBaiveic 0Tt auTdC 0 PATOIOpOG payHaTIKG &i-
val KAt éuguto ot poipa pag kat Tov MOATIopIKO
—av Ox1 ai Tov Brohoyikd— pag kawdika. To Béa &i-
vai ndvra Tt payn divel o anévavrl o’ auto.

H 10topia Tou kanetdviou otnv Tawia, Tou yepd-
Tov Kahé¢ mpoBéaeic natep papiNia mou nepiBaAnel
Ta naidid and ) BaAacoa, péxpt To onpeio mou dev
pnopei va Ta avié€el AMo, mpoékuye and exel. H
Tawvia fpBe and 1o nag BpéBnka eviwmiog evwniw pe
Mo autd, ' éva Brypio mou orxwoe ke@dA péoa pov.
Kam mou &€peig o kpOBei¢, akAd to va to BAéneig va
VYVETal Eival kAT TPOWEPG Kal 0oKapiaTIKe. AuTtd
firav miou fiBeAa va katabéow o’ auté To oevapio. Ki
auto nou fBeka frav va ap@ioPntiow T Paowkn
QUHQVIOTIKY) voOTpOMTia MoV PMOPEL va €xel ia op-

yavwon yia Toug petavdoteg, g omolac ) anoyn yia
10 KaAO TWV HETavaoT@v pmopei va pny eivat 1 idia
e T Bikr Toug. Evag dopnpiévog matepvahiopég mov,
070 mhofo TG Tawiag pov, katappéet padi pe T gI-
hevomhayvia, Tnv kah 61GBeon. Ta naidid oto mhoio
bev maiCouv e TOUG KavOveC TG EVyVWHOODVNG,
akpiBa onwg oupBaiver kat oty aAnBivr (. Ki
QuTo vopiCw elvar kdmi mou mnywver Ty Evpwnn,
aN\a kahac 1| kakaq étol maiCerar To naivid of-
pepa. Eivar pta kdvrpa mov poidder épgun o€ kabe
oxéon e€ouoiag — akopn Kai oTi EpwTIKEC. Ta mar-
b1 mov naiCouv oty Tawia kataAdBavav autd
Suvapkn bixwe va ypetaotei va v enyiow. Kai
fitav Autpwikd yI'autodc To 611 oTnV Tawia dev ypei-
al6tav va unoduBolv To Bpa, va avianodwoouv
JE evyvwpootvy T ikevomhayvia Twv GUTIKGY.
Hrav kdri mov Toug é6woe kai T Sovapn va aviiye-
Twnioou Ta yupiopata kat Toug AMoug nBomoioug
oav {ooug.

ToMan at Sea §ev riav pia €0koAn Tawvia va yivel.
Eixape tepdotiec Suakoieg va Bpodpe To mhoio, u-
oKohiec va Bpoupe Ta maidid, 1o pndtler dev frav
QuTd mou To 0Evapio anarouae, Ta yupiopata eixav Ta
bika Toug epmodia. Ki drav Tekeiwoav, évoiwba 1é00
Koupaopiévog, mou oxedov dgnaa Ty Tawia oty
T0xn ™. Kdvape moMa Ad6n oto povead, graiw ki
€yw. Huouv ouoiaotikd anwy, €iya e§ouBevwbei and
™ Siadixaoia kai v i6ia oniypr) ABeha va eiyar ah-
Aoo. Zovoa évav kavolpio épwra, évoiwda i auth
1) l0Topia &ixe TeNeloel yia péva, To povo mou fiBeha
fitav va &ipar xapoopevoc. Ki étor dgnoa pia Sikr
ou €vBuvn o€ AMouc. Opwe, autd n Tavia poialer va
€lye pia diaitepn empiovr}, T Sikr Mg BéAnon. Hrav
oav va énpenc va yive ndon Buoia kai va yivel oword.
Kat dev pnopotoa va v agriow xwpic va me dwow
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In the deep end

Following a nearly traumatic experience with
Hostage, | went through one of the worst periods of
my life. | lammed up, | moved away from the film in-
dustry, | was dissed by the advertising world and |
dissed them right back. | got into finance, | started
hanging out with visual artists, and | focused almost
exclusively on the vain pursuit of a new script, which
| wrote and rewrote maniacally, cooped upin a small
attic, with a distant view of the Acropolis.

All around me, the country was still basking in the
afterglow of the Olympic Games, the empty affluence
ofa belle époque before the declaration of war. For me
it was a really tough period of personal restructuring.
[ wanted to rid myself of yet another label they had
pinned on me: the director ofimmigrants. But | always
believed — and I still do — that non-organized popu-
[ation relocation is the most burning issue of the 21st
century; it's essentially reshaping our entire world.
Andif| can't comment on that through my films, then
[d rather not comment at all. And if Greece won't let
medoit, then I'll go somewhere else. Like the ocean.

Truth be told, | felt the need to make a film in
English, the sound of which | had left behind for
decade. And | wanted it to be about something that
was both Greek and international, and the only thing
that sprung to mind was an oil tanker. The Greek-
owned fleet is one of the biggest in the world. And a
ship seems like a great backdrop for a film. The con-
trasts are fascinating; it at once claustrophobic and
wide open; the ocean versus the cargo holds. Every-
thing was leading me there, not just the images | was

KONITANTINOZ MANNAPHE

conjuring up in my head, but reality itself. In the
news | kept hearing about immigrants drowning,
while Athens was changing right outside my
doorstep. My subject matter was right there. Not just
immigration, but how | personally felt about it.

| was cooped up in this inner city apartment,
loathing everything around me. The minute | walked
out the door, Id bump into beggars with their hands
stretched out, junkies shooting up, a daily avalanche
of violence and squalor. Omonia Square, stripped of
any trace of eroticism, had become a dumping
ground for human debris. And then suddenly, | real-
ize that 'm walking around the neighborhood | had
chosen to live in and that I'm so fed up with the sit-
uation that | can feel these extremely contradictory
racist thoughts rising up inside me. It was totally un-
conscious. And spontaneous. Racist feelings | never
expected to have, That's when you realize that racism
is truly inherent in our destiny and in our cultural -
if not our biological — code. The question is how hard
are you willing to fight against it?

That's where the story of the captain originated, the
benevolent pater familias who rescues the kids from the
sea until he can't stand them any more. It’s all about
how | was forced to face the beast that suddenly reared
its ugly head inside me. Knowing it there is one thing,
butsuddenly having to faceitis quite another. It can be
a tremendously shocking experience. That's what |
wanted this film to be about. And what | wanted was
to question the basic humanist mentality of an organ-
ization for the protection ofimmigrants, whose idea of

what's best for them can be very different to their own.
It a structured paternalism which, on the ship in my
film, breaks down, along with whatever compassion
and good intentions may have existed. The kids on the
boat don't play according to the rules of gratitude, just
like in reallife. And | think that's what hurts Europe the
most. But that’s the name of the game nowadays,
whether you like it or not. It an antagonism thats in-
evitable in any power relationship, even a sexual one.
Thekids in the movie understood this dynamic without
me having to explain it. And it was very liberating for
them that in the film they didn't have to play the vic-
tim, to express gratitude for the compassion of the

west. Its what got them through the shoot and allowed

them to view the rest of the cast as equals:

Man at Sea wasn't an easy film to make. We had
areally hard time finding a ship, we had a hard time
finding the kids, the budget wasn't what the screen-
play demanded, shooting had its own set of prob-
lems. And when it was finally over, | felt so exhausted
that | practically abandoned the film to its fate. A lot
of mistakes were made in the editing process and
part of it was my fault. | was essentially absent, |
was worn out and | just didn't want to be there. | was
falling in love and | just wanted to put the whole
thing behind me and be happy again. So | dumped
my responsibility on other people’s shoulders. But
this film appears to have a mind of its own and it
wasn't about to give up. It was going to get made
properly no matter what. And | just couldnt walk
away without giving it the attention it deserved.

Np——







Mn Kivoupeve EIKOVEC
Non-moving images

Ouwtoypagile axedov pavindie, et o Kovatavrivog idwvapng mou, otav dev Kortalel Tov koo péaa amd To PiGép piag Kivnpatoypagikc Kapepag, T kavet ano
10 QUKO aC QLTOYPAgIKC pmyavic. <H gwtoypagia e BoriBnae va anoktiow pia aioBnan Tou kddpov, va peketrow T Suvapiki Tou, va avakahoyw Ti Hou apé-
aeb, €€nyed yia TV vaoyoAnar o jie TV TEXVI TN GwToypapiac, mou ekivoe ki e¢ehixBke napdMnAa e autr Tou owepd.

| take pictures like a maniac,"says Constantine Giannaris, who, when he’s not looking at the world through the lens of a movie camera, is capturing itin his photo-

graphs.”Still photography helped me to gain a sense of frame, to explore its dynamic, and to narrow down what | liked,”he explains, talking about his photography
that began and evolved in parallel with his work in movies
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OEIKEZ EMITKEYEX
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DIVINE REPAIR WORK

Epydrec douketouv otn otéyn
piag ekkAnoiac atn Zigvo

Workers repairing the roof of
a church on the island of Sifnos
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ITAOTYNIA

DOUBLE EXPOSURE

Eikoveg piag oikodopric ndvaw o'

éva @y mou mepielye 0N
Qutoypagiec and éva =

+ be€apevomholo, TpaBnypévec Ty SRS
nepiodo avalfjmong Tov moiov
6nou Ba yivovrav Ta yupiopara
Tou Man at Sea

Shots of a building site on a film ]
foll that already had images of an
oil tanker, photographed while
the director was scouting ships
for the shooting of Man at Sea.
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ewiiBnke 010 Ziovei g Auotpahiac amd ENAnveg yoveic. Teheiwae To ayoleio ot EMdda kai
EKQVe TI TavemaTnlaké Tou omoudéc otn MeydAn Bpetavia — byt oo ovepd, oto onoio &i-
vai autodidaxtoc, ald otnv 10Topia kat oTa oikovopikd, oto Mavemotrpio Tou KA. To 6i6a-
KTopIkd Tou otn petanohepuikr eNnvikr] kai ooBietikr iotopia eykatakeipBnke mpv ohokhnpwBei
e€arriag Tov kvnatoypdgou. To 1987 ohokMipwoae To 0 Zav Zevé eivat vekpdc, To omoio mipo-
B\Bnke aro Mavpapa tou DeotiBal Bepohivou. Or enbpeveg Hikpol prikoug Tawvieg Tou —Tpaeg, Caught
Looking kai Mia Géan atov ridio— mpoPiBnkav oe moMa peotiBal kepdiloviac, avagieoa oe dMa, 600
BpaBeia Tévei oto OeotiBaN Bepohivou.
laoyapiaapd tou Channel 4 kai tou BBC, axnvoBémae, petadh aMwv, Ta viokipaviép Amepwayévn
(wr: Or tawieg tov MMiép MMdoAo MadoAin ka EMnueg (EMquikdc épwrag kai oangikés auvopitiec). To pe-
ydAou priKoug vtepmouto Tou Kovrd atov mapddeioo, yupioévo 1o 1995, mpoBriBnke oto «Aekanevei-
Hepo Twv ZknvoBetwvy» Tou OeatiBal Kavvdv. Mapd T metuynuévn mopeia g Tawviag kai v ayopd
™6 yia dtavopr) atn Auepikr an6 T Miramax, o ldwapng anogaoilet va emotpé el otnv EMdda.
To 1998, 10 Amé v dkon T méAng, n mpwn Tou apiyas VKA Tawvia, oupetéyel oto Mavopaya
Tou Bepohivou, evy oto OeatiBaA Beaoahovikng kepdilel To Bpapeio 2knvoBeoaiac kai to Aedtepo Bpa-
Beio Kahutepng Tawiag ota Kpatikd BpaBeia Mototntac. H endyievn Tawia tou, Aekaneviadyouatos,
umnp&e peyan elompakTki) emTuia kat cupeTeixe ato dlaywviTiko Tou Bepoivou, kaBg kal o€ pia oeipd
and ANa peotiBad, 6mwg Tov Zidth kat e MeABobpvng. Baaiopévog o éva alnBivo mepioTario, pia Ae-
wpopelonelpateia and évav ANBavo mou eiye tpayikr kataAnén, o Ounoog eixe pia e€oou kakd nopeia
ota eeoTiBaN, a\a avtipeTwnioTnke e —oxt akpiBwG aveSryntn— exBpdtnTa and Ty mo avtibpactik
Lepida Tou eMnvikou kotov. E&1 xpdvia apydrepa, n endevn Tawia Tov, Man at Sea, éave TV mayko-
opta mpepiépa g oto OeaiPal Bepohivow 2011. Aéowg jietd, o Mdwapng, Oyt anoAuta ikavomoinpé-
vog an6 1o Hovtdd g Bepatdv mou mpoBAriBnke exei, Eexivnae va doulevel pia véa exboyr Tou @iy, To
director’s cut to onoio katéAn&e Ba mpoBAnBei, yia mpwn @opd, oto maioio Tou 520v DeatiBaA Kivi-
Latoypdgou Beoalovikng.

e was born in Sydney, Australia to Greek parents. He finished school in Greece and went to

university in the UK to study — not Film, since he is a self-taught director, but History and

Economics, at Keele University. His thesis on.postwar Greek and Soviet history remained un-

finished because of cinema. In 1987 he finished Jean Genet s Dead, which screened at the

Panorama program of the Berlin Film Festival. His next short films — Trojans, Caught Laoking
and A Place in the Sun — screened at numerous festivals and won several awards, including two Teddy
Awards at Berlin.

For Channel 4 and the BBC, he directed, among others, the documentaries A Desperate Vitality: The
Films by Pier Paolo Pasolini and Greeks (Greek Love and Sapphic Sophistication). His feature film debut,
3 Steps to Heaven, shot in 1995, screened at the “Directors' Fortnight” at the Cannes Film Festival. De-
spite the film's success and the fact that it was bought by Miramax for US distribution, Giannaris dei-
ded to return to Greece.

In 1998, From the Edge of the Gity, s first purely Greek film, screened at Berlin's Panorama and at the
Thessaloniki Film Festival, where it won the Award for Best Director and the National Film Award for Se-
cond Best Film. His following film, One Day in August, was a box office hit and screened at Berlin's com-
petition section, as well as at many other festivals, including Seattle and Melbourne. Based on a true
event, a bus hijacking by an Albanian that ended tragically, Hostage also did well on the festival circuit,
but was treated with — not quite inexplicable — hostility by the more reactionary sector of the Greek
public. Six years later, his latest film, Man at Sea, had its world premiere at the 2011 Berlin Film Festi-
val. Immediately after, unsatisfied with the editing of the version screened, Giannaris started working
on a new cut. The director’s cut he arrived at will screen, for the first time, at this year's Thessaloniki In-
ternational Film Festival.
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