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90g AouUvtBiy Brrykevotdiy, T0Te uropoUpe va paviacToupe Kal To NS o Kivnpatoypdpog oupBare kata-

AUTIKG, G PEOO Kal WG YAWOOQ, 0TIV EMEKTAOT TV opiwv 1ou nepikAelouv Ty aviiAnyr pag yia Tov K6opo.
To vtokipavtép ouykekpipéva paiverat va efvat To kategoxmv Kivnuatoypagikd eidog mou eivat taypévo omy eke-
pedvnon Twv Ayvewotwy, apayvwplopévey muxev mg {wnig e pia npoomddela va dnpioupynbel pa ouvolikd-
TEPN, EUPUTEPN EIKGVA TV Blepyaoi@v Kat ekpavoewv g mou Ba euvorioel T kaAUtepn katavénar) me.

Av Bewpriooupe nwg «ta dpla mg YAwooag pag eivai kai ta dpla Tou K6opou pag», onwg elxe met o praGoo-

H K Aovt{wéro, and mv apxm mg Kapiépag me HEXOL kat onpepa, wOEl pe ouvénela kat mpovr Ta 6pla mg yvo-
0m¢ Kat mg ouveidnong tou Beam), pEpvovrdg Tov o€ enagr pe yuvaikeg mou {ouv kat maAetouv 0To TepIBwPLO.
Ot pukpdkoapol mou karaypdget n Aovtdwéro, enl o mAeioTov oe xwpeq dnwg n lanwvia, n Kévua kat To Ipdv, eivat
oTiypatiopévol and mv nepippévnom twv avBpwnivwy dikawpdrwv kat dn and m ouxvi katarieon —oe&oualikr,
TIOALTIKT), KOWVWVIKT|- TwV Yuvaikwv. Me 8appog kat (Ao, n Aovi{ivéto mAnaiddet yuvaikeg, ot orofes, pe dlapope-
TIKOUG Tpdmoug n kaBepia, diekdikolv mv ~napdraipn and tov unéAotrno, eupEwS anodektd kGopo— Unapér Toug.
Zuvduddovrag avBpwroAoyika atoixeia pe To EVOTIKTO EVOG aviouxou, EUMELPOU VIOKIPEVTapioTa Kat omidvia dnpt-
OUPYIKT) EuOuVEdNla, N BpeTavr] OKNVOBETIC HETAPEPEL, HE TV KGUEPG TG TIG EUMEIPIES YUVAIKGY TOU £WG TWPa
Oev efyav mv eukapia va g dinynbouv.

To €pyo ™G Aovt{wvéto eival €va owvepd and yuvalkes, pe yuvaikeg, mou aneuBivetal 6pwg o 6houg, aveEapmi-
WG QUAoU, KovwvikiG T&ng 1 nAikiag. O epviopds EempoBAAAEL 0T VIOKIHAVTIEP TG WG OUPTEPIPOPE Kat
dpdom, kai 6yt g BewpnTikdg, adidAhaktog pavatiopds. H aviikelevikémra me Kivnuatoypdenang me peta-
TPENETal O€ TPOOWIKT) KatdBeom, viupévn pe auBevtiki evaoBnoia kat Eekdbapeq mpobéaelg. Aeiypata mg
douAeldg g €xouv 1idn napouataotel oto deoTiBAA Ntokipaviép Oeaoahovikng mponyolpevwy £T@Y, akhd eluat
1d1aitepa (kavorompévos mou gEtog, omv 8n dlopydvwon tou GeotiBdA, n Kiy Aovidvéro Ba tiprioet m blopyd-
vwon Tou deoTiBAA pe my napouaiacn autol Tou APLEPWHATOS.

Anprrpng Einidng
KaAiteyvikdg AievBuvric

f we consider that “the limits of our language are the limits of our world”, as the philosopher Ludwig Wittgenstein,

has said, then we can imagine how catalytic the contribution of cinema is, both as a medium and as a language,

to the broadening of the limits that define our perception of the world. Specifically, the documentary appears to be
the cinematic genre par excellence dedicated to the exploration of the unknown, unappreciated details of life, in an
effort to create a more comprehensive image of the upheavals and expressions that will help further our under-
standing.

Kim Longinotto has, from the beginning of her career right up to today, diligently and persistently pushed the bound-
aries of the viewer's knowledge and conscience, bringing him into contact with women who live and struggle on the
fringe. The microcosms that Longinotto records in countries such as Japan, Kenya and Iran for the most part are
characterized not only by contempt for human rights but moreover by frequent oppression — sexual, political, social
- of women. With courage and zeal, Longinotto approaches women who, - although at odds with the wider, con-
ventional world - each in her own way, demands the right to her existence. Combining anthropological elements with
the instincts of a restless, experienced documentary maker and a rare creative scrupulousness, the British director
communicates, with her camera, the experiences of women who up until now had no opportunity to share them.

Longinotto's work is a cinema by women with women, but which addresses everyone, regardless of gender, social
class or age. Feminism shows itself in her documentaries as behavior and action, and not as a theoretical, intransi-
gent fanaticism. The objectivity of her filmmaking becomes a personal testimony, clad with genuine sensitivity and
straightforward intentions. Samples of her work have already been presented at previous editions of the Thessaloniki
Documentary Festival, but | am particularly pleased that this year, the 8th edition of the Festival, Kim Longinotto will
honor the Festival organization by presenting this spotlight.

Dimitri Eipides
Director
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H MOAITIKF) TOU QUAOU

Tou Anprirpn Kepkivou

luvaika pe Suvapkn mpoownkémTa, aviikoppoppiotpla, evaioBnm oe Béuata poAou Kai
etepdmrag, n Kip Aovi{voto éxel kara&iwBel HieBvag aTov Mo TOU VIOKIPAvIEp xapn ot
OuvEnEla He TV onoia kataypdgel oTiq Tawvieg MG EUQUAES OTAOEIS Kal MpayHaTIKOTITES
TI0U avatpénouv xpdvieq mpokatahipelq kat fabid piiwpéva oTepeduna. Ta vioKipaviép me
aneheuBepwvouy TIg yuvalkes and 1o paBog mg elkdvag, ato orolo eival ouyva neploplopé-
VEQ, TOMoBeTdvTag Teq 0To MPOOKNVI0 G dpdang, divoviag xmpo yia va akouoTel n euvr
OAwv ekelvwv mou katamédovral kat dev ekmpoownoovrat. Ot Tavieg mg, xwpi§ noté va
napacUpovTal and oteipa GEMVIOTIKY pnTopikr, eivat Babid MOMTIKEG, ouvioTwvTag Tavieg
avtiotaong kat xepagémong. Adlapopwvtag yla Tov piBo ™G «QVTIKEWEVIKOTTAG» ToU
1000 €€l Tahavioel To €(d0g Tou vrokipaviép, n Aovi{voto maipvel anpokdAurta To PEPOS
TWV YUVaIK®V, Yla va eKPPAoEL jia omTIkh auplaprmang me undpxouoas KoWwvIkiG Kata-
OKeung me €ppuAng Tautémrag, avadeikviovtag pia dlapopetik, pia dlapetpikd avriBem
elkdva mg yuvaikag, ané aum pe mv orola ouviBwg pag TPOPOBOTE( 1) TMATPIAPXIKT) KOIVW-
via. To €pyo mq dev meplopiletal pévo omv Kataypagr {nmudtwv mou oklaypagolv m
yuvaikela epmelpia kat npaypatikdmra oe pn GUTIKES Kowwvieg (lanwvia, Ipdv, Afyurtrog,
Kévua), a\d emtiong diepeuvd mv yuvakela oe€ouakikr etepdmra, aykahid{ovrag xapax-
peg Tou Adyw ™G dlapopeTikig Toug Bewpnang yia To PUAO Kal ToV KOWVWVIKG Toug poAo Bpi-
oKovTal KoWwVIKG ekTomiopeves. Méoa and mv npoogyylon kat mv avadel&n twv npopAnud-
TV nou avtipetwniCouv ot yuvaikeg oe pn SUTIKES XWPeg, N Aovi{wvéTo pwtilel m 8o Toug
péoa otov Hedopévo MoATIopG Kat €10t Tov oxoMdlel, Aéyovtdg pag kdt ouolaatikd yi'
autdv. Qatdoo, kat n diepelvnon Mg {wig npwidwy rou Bpiokoval 0To KoWWVIKG NepBwpIo
jag on6d va karavorjooupe KAAUTEPA Hia kouAtoupa, KaBWG pEoa amd TG SlaQOPETIKES
OUUMEPLPOPES Uropouie Va Tipoadlopioouie e peyahutepn akpiBela myv Kupiapyn. Ze kabe
nepirtwon, n Aovi{voto katagépvel va EEDIMWVEL E0WTEPIKES TOATIOUIKES dladikaoieg nou
omdvia avadetkvuovTal aTa VIoKILavtep.

H anoteheapatikémra mq Aoviivato arotelel ouvapmoan mg peBddou mg, 1 onoia oe
TIOAAG ompeia QEPVEL OTOV VOU EKEIVI TOU avBpwroAdyou: Gxt T600 eneldr Katarudveral pe
v avBpruvn e1ep6TTa, 600 ENEWDT PIEPWVEL PeYANo didompa oy Epeuva, EpxOpevT oe
enagn pe tov Ao, katavowvtag Tov Kat kepdilovrag mv eUraToaUvn Tou, Kat TEAKA Kabl-
0TOVTAq TOV OUVEPYAT ™G, O€ {ia agriynam mou €xel wg aTdXo va Petapepel m ik Tou
OTTTIKT) Y10 ToV K6oo. H patid mg elvat ndvra olkeia kat Gueon, SLakpuuikr kat pe oepaopd yia
TG {wég oTIq omoleq eprmAékeTa kat kataypdpet: douledoviag pe €va guvepyeio duo yuval-
KWV, anogelyel Ta koviva mdva kat ta adidkpira {oup, emAEyovtag pia péan andataor), nou
EMTPENEL 0TOUS NPWES ™G va ahnAerudpouv eAelBepa kat va enmpedlouv m dopr me Tai-
viag. ‘Etot, mapd m oupnévia Kat m {eaTaotd nou EKTENMEL YIa TS MPWTAYWVIOTPIES ™S, 1)
patid mg eivar ouykpampévn, oudétepn. Ot tawvieg mg Aettoupyouv aav auvaeTIKAg kpikog
HeTagl TwV Xapakmpwy G Kat Tou Beam), Tou IBIwTkoU Kat Tou dnpdatou, HETagEPOVTag Tov
A6yo Tou AMov, xwpiq n (Bia va napepBaivel, va aokel kpitikn 1 va néikoAoyel, apvoupevn va
oxoAldoel TIg elkdveq mou kataypdget. ‘Etal, ompi{opevn o€ pa Kivnpatoypdgnan napam-
pNONG, TOU AMOPEVYEL TIG TIAVOPAUIKES ANPELS, ETUTPENEL APEVAS 0TOUS XAPAKTIPES-TIANPO-
(PopNTES MG va agnynBoulv Kat va EEBIMAMaoUY TG LOTOPIES TOUS KAl AQETEPOU ToMoBETE( ToV
Beam) om B€on Tou napampen), agrivovtdg tov va Bydlet ta dika Tou oupnepdopara, xwpig
TIOTE Va TOV XEIPAYWYEL.

Ta erttd vrokipaviép meg Aovr{ivaro, mou napouotdlovral To MAQIOL TOU APLEPWHATOS TOU
8ou ONO, €xouv oknvobemBel 0e ouvepyaoia pe AAAeS yuvaikes kat diepeuvolv BEpara nou
TepLoTpépovial yupw and m B€amn mg yuvaikag omv lanwvia, to lpdv kat 1o Kapepouv. Ito
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The Politics of Gender

Kim Longinotto, a woman with a strong personality, a non-conformist, sensitive to matters of
gender and otherness, has made a name for herself internationally in the field of documentary
film making, due to the consistency with which her films record gender positions and realities
that overthrow long standing prejudices and deeply rooted stereotypes. Her documentaries take
women out of the background of the picture to which they are often confined, placing them in
the forefront of action, providing the necessary space so that the voice of all those who are
repressed and un-represented can be heard. Her films, never getting carried away by barren
feminist rhetoric, are deeply political, constituting films of resistance and emancipation.
Indifferent to the myth of “objectivity” that has plagued the documentary genre, Longinotto
openly takes the side of women, expressing her viewpoint which is a questioning of the exist-
ing social construction of gender identity, bringing to light a different, diametrically opposite
image of women from that which patriarchal society usually feeds us. Her work is not only lim-
ited to the recording of matters which outline women's experience and reality in non western
societies (Japan, Iran, Egypt, Kenya), it also explores feminine sexual “Otherness”, embracing
characters who, due to their different views on gender and their social role, are socially mar-
ginalized. Through the approach and highlighting of the problems faced by women in non west-
ern countries, Longinotto sheds light on their position in a given culture, and thus comments
on it, telling us something essential about it. However, the exploration of her socially marginal-
ized heroines’ lives also helps us better understand a culture, as, through the different behav-
iours, we can more accurately determine that which predominates. In each case, Longinotto
manages to unfurl inner cultural processes that are seldom seen in documentaries.

Longinotto’s effectiveness is a consequence of her method, which in many ways brings to
mind that of the anthropologist: not so much because it deals with matters of human difference,
but rather because she devotes a great deal of time to research, coming in contact with the
Other, understanding him/her and winning his/her trust, and finally making him/her into her col-
laborator, in a narrative that aims to communicate his/her view of the world. Her viewpoint is
always familiar and immediate, discrete and respectful of the lives in which she becomes
involved and records: working with a two woman crew, she avoids close ups and indiscreet
zooms, choosing medium shots which permit her heroes to interact freely and to influence the
structure of the film. Thus, in spite of the compassion and warmth that she radiates towards
her principals, her view is restrained, neutral. Her films function as a connecting link between
her characters and the viewer, the private and the public, communicating the discourse of the
Other without intruding, criticizing or moralizing herself, refusing to comment on the images she
records. Thus, based on an observational type of film-making that avoids panoramic shots, she
on the one hand allows her characters-informants to recount and unfold their stories, and on
the other hand she places the viewer in the position of the observer, letting him draw his own
conclusions without ever manipulating him.

The seven Longinotto documentaries presented in the context of the 8th TDF spotlight have
been directed in collaboration with other women and explore issues that revolve around
women's condition in Japan, Iran and Cameroon. In Eat the Kimono (1989), in collaboration
with Claire Hunt, she is inspired by the Japanese feminist artist Hanayagi Genshu, who she fol-
lows as she tours Japan decrying conformism, autocracy, militarism and sexism. In her next
collaboration with Hunt, The Good Wife of Tokyo (1992), she tackles love and marriage in order
to de-mystify the image of the submissive and obedient Japanese woman, contrasting the
dynamics of “respectable” wives, who react with humour and liveliness to the roles imposed
upon them by their society. In Sinjuku Boys (1995) and Gaea Girls (2000), directed with Jano

by Dimitri Kerkinos

The Politics of Gender
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®de 1o Kipovd (1989) nou éxave pall pe mv Khep Xavr, epnvéetar and m Manwvéla pepvi-
otpla kaAAitéxvida, Xavayidyki Fkévoou, mv orola akohouBel kaBag neplodeder omy larw-
via, anoknpUooovtag Tov KOUQOPUIONG, TOV autapiopd, Tov pATaplopd kat Tov oeglopd.
Zmv endyevn ouvepyaola mg pe m Xavr, omv KaAr auduyo tou Tdkio (1992), katarudverar
J& ™V ayarm Kat Tov Yapo, MPOKEIHEVOU va anopuBonolfoel my edva e UnoTaxkTikfig ka
undkoung Manwvélag, avadelkvuoviag Tov Suvaplopd Twv «kabws mpéner ouliywy, ot
orofeg avidpouy pe x1oupop kat {wvrdvia aToug poAous rou Tous emBAAeL N kovwvia Tous.
I1a Aydpia tou Zivi¢oukou (1995) kat Ta kopltata an’ mv [kaéa (2000), mou oknvoBEmoe
ali pe mv TZEwo Ouihiapg, diepeuva Tig {wEG yuvaikiy mou Aettoupyolv £6w and ta napa-
do0lakd mpdtuna ¢ lanwvikig Kowwviag. To MPWTO VIOKIMAvIEP agopd Tpels onnabes
(yuvaikeg mou ouv oav Gvdpeq Kat €xouv yuvaikes yla epwTikolg ouvIpéeous, Xwpis Gpws
va Bewpolv Toug £auTOUS TOUG OHOPUAGPIAOUG) Kal PETAPEPEL TIS anBYEI Toug Yipw and
10 UA0 Kal ™) yuvaikela oegouakikdmra, ot onoieg unepBaivouv kai enavarnpoodiopifouv Ta
Kupiapya moAtropika 6pia petagl Tou avapikou kat Tou yuvaikeiou. Zto dedtepo, eomiddel om
okAnpr} TporovnTIkY) kaBnuepvémra pag opddag yuvakdv nakaotay, divoviag Eugaon
omv npoomddela mg TakeolTol va KGVEL TO VIEUTOUTO TG 0TOV KOOHO TG ENayYEAUATIKTG
NAANG. Xwp(§ va yvwpilel mwg Ba eEehixBel n mpoomidbela mg Takeoltat, n Aovivéto axo-
AouBei otd m xpovoAoyiki Gepd TwV YeYOVOTWV TOU Kataypagel, mapouctdlovids pag pav
@Mn eéva mg yuvaikag omv lanwvia, deixvovtdg pag yuvaikeg mou Jouv xwpig dvdpes,
Tou Bev Toug EVAIAPEPEL Va MAVIPEUTOUV, TIOU MPOTIHOUV va kdvouv mpdypata yia Tov eautd
T0UQ Kal Tou emBupoly va dlakpiBolv BAoel MPoTUNWY Mo ot (Bleg £xouv EMAEEEL

01 Tawieg mou €kave oe ouvepyaoia pe my Ipavr avBpwmnoAdyo Ziuna Mip-Xooéwt, Aladiyio
aAd (pavixd (1998) kat Zkaotég an’ to omitt (2001), diepeuvolv m 0UVBET KOVWVIKT] Tipay-
patikémra Tou Ipdv: n npdm péoa and Tg ouluyIKES dlapopES 0’ Eva HIKaaTTPIO OIKOYEVEL-
akouU dikalou kat n Geutepn PEoa and my aVIIHETATION TG KAKOHETAXEIPIONG VEAPWY Kopl-
TOIOV a6 TIG OIKOYEVEIEG TOUG. Ta VIOKINAvTEP auTd, £X0VTaS WG OTOX0 va OUVEIOQEPOUV
0TV Katavenom me mpaypatikemTag Twv YUValk@v Kat va guwtioouv Tov Tpdmo enfuang Twv
0LKOYEVELK®V TIPOBANpAT@Y, avatpénouv agevag my avtiAnyn Twv AuTIK@V WS MPog Ta oTe-
pedtuna g yuvaike{ag katarieong omy 1paviki Kowwvia kat deixvouv apetépou To Sinp-
Ja rou avtigeTwnifouv Ta veapd Kopitola peta&l mapddoong Kat vewtepkdmrag — kAt mou
dlepetvnoe kal omv endpevn tawia mg, mv Mépa nou dev 6a {exdow mote (2002). Me mv
teheutala mg Tawia, Or dikaotiveg (2005), oknvoBempévn o€ ouvepyaaia pe m OAGpevs
Ayiat, n Aovt{ivoto pag mapouotddet €va akGpa MopTPETO AUVANIKWV YUVAIKWV TOU QVTIOTE-
Kovial omy katanieon mg avdpokpatoupevng napddoons, auelopnT@vIag To TEPEATUNO
mg yuvakeiag madnuikdmrag kat kablotwviag oapeg nwg 1 akhayr om dedopévn Tomik)
Kowwvia npoépxetat ané 1g yuvaikes.

Ot awvieg mg Aovt{vaTto npooEPoLV avanapaotdoelg EXWPIOTAV YUVaKWV Kat pag divouv
a GAAn ewdva 1600 yia m yuvalka 600 Kat yia Tig SlapopETIKES KOVWVIES OTIS OTOIES L&l
Eotidlovrag ato ouyKekpHEVO, 1) AovI{IvOTO KATapEPVEL Va TIPOCEYYIOEL TO OIKOUPEVIKG Kat
va pag dei€el nwg miow ané Tig moAopikES Slapopeg ot avBpwniveg avaykes eivat naviou
Kat ya 6Aoug (dieg. MapakoAoubwvrag Tov aywva Twv Yuvalk@v —mou napadoeoiakd auvi-
0TOUV TV NEPLOOATENPO KATATIETPEWT KOWVWVIKT) Opdda- yia xelpapemon Kat autodiaxelpion,
10 VIOKIpavTEP ™G pag divouv pia aioBnon awotodoiag, 61t Ta npdypata aAAdlouy, 61 akdpa
Kkat ot o Bdvavoeg napadooelg oyd atyd avarpénovrar. Oxt ERaia and pdveg toug, alra
ekatriag exelvwv mou €xouv m duvapn va aviotabouy kat va diexdiknoouv m {wn toug. Etal,
1 Aovt{voto anodelkvUeL WG Ot TIPOOWIIKES PAXES TOU avBPWIOU £X0uV MOATIKG vonua kat
nwg o1 dvepwrol mou Bplokovial aTo KOWWVIKG MEPIBWPL0 OUVIOTOUV MOAES POPES TOUS
npodyyehoug g aAAayng.

4
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Williams, she explores the lives of women functioning outside the traditional stereotypes of
Japanese society. The first is about three onnabes (women who live as men and have women
as sexual partners but without considering themselves homosexual) and communicates their
views about gender and female sexuality, which transcend and redefine the predominant cul-
tural boundaries between male and female. In the second, she focuses on the hard daily train-
ing of a women'’s wrestling team, emphasizing Takeuchi's effort to make her debut in profes-
sional wrestling. Without knowing how Takeuchi's effort will work out, Longinotto faithfully fol-
lows the chronological order of events, presenting another image of the Japanese woman,
showing us women who live as men, who are not interested in getting married, who prefer to
do things for themselves, and who wish to be distinguished based on models that they them-
selves have chosen.

The films she made in collaboration with Iranian anthropologist Ziba Mir-Hosseini, Divorce
Iranian Style (1998) and Runaway (2001), explore the composite social reality of Iran, the first
through spousal differences in a matrimonial court and the second through looking at the abuse
of young girls by their families. These documentaries, aiming to contribute to the understand-
ing of the reality of women and to shed light on ways of resolving family problems, on the one
hand turn around western notions as to the suppression of women in Iranian society, and on
the other hand highlight the dilemma faced by young girls, caught between tradition and inno-
vation — something she explores further in her next film, The Day I'll Never Forget (2002). With
her latest film, Sisters in law (2005), directed in collaboration with Florence Ayisi, Longinotto
presents us with one more portrait of high powered women resisting the oppression of a male-
dominated tradition, questioning the stereotype of feminine passivity and making abundantly
clear that the change in the given local society is spearheaded by women.

Longinotto’s films offer representations of unique women and give us another view both of
Woman herself and of the different societies in which she lives. Focusing on the specific,
Longinotto manages to approach the universal and show us that behind cultural differences
human needs are the same everywhere and for everyone. Following the struggle of these
women — who are traditionally the most oppressed social group — for emancipation and self-
determination, her documentaries give us an optimistic feeling that things are changing, that
even the most brutal traditions are slowly being overthrown. Not by themselves, of course, but
because of those who have the strength to resist and to claim their life. Thus, Longinotto proves
that the personal battles of people have political meaning and that people who are on the social
fringes are very often the harbingers of change.

Translated by Tina Sideris

The Politics of Gender |
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Filmography / ®\poypagia

Fimography | DiAuoypagia

1978 Pride of Place / E§€xouoa B€on
1979 Theatre Girls / Ta kopitoia Tou Bedtpou
1981 Cross and Passion / Ztaupdg kai mabog (TV)
1983 Underage / AvijAikeg (TV)
1994 Tragic but Brave / Tpayikoi aAAd yevvaior (TV)
1996 Rock Wives / Oi yuvaikeg twv pokddwv (TV)
1997 Mike Leigh
1999 Steve and Dave / O Zup kai o NtéiB (TV)
Rob and Chris / O Popm kai o Kpig (TV)
2002 The Day | Will Never Forget / H pépa nou 8ev 6a Eexdow moté

With Claire Hunt / Mz tnv KAep Xavt:

1985 Firepraiser

1989 Eat the Kimono / ®de 1o kipové

1991 Hidden Faces / Kpuppéva npéowna

1992 The Good Wife of Tokyo / H kaAij oUduyog tou Tékio

With Jano Williams / Me tnv TZéivo Ouihiapg:
1993 Dream Girls / Kopitoia tou oveipou

1995 Shinjuku Boys / Ta ayépia tou ZivtloUkou
2000 Gaea Girls / Ta kopitoia ar’ tn kaéa

With Ziba Mir-Hosseini / Me tn Zipma Mip-Xoogivi:
1998 Divorce Iranian Style / AiadUyio aAd lpavika
2001 Runaway / Zkaotég am’ to ormit

With Florence Ayisi / Me tn) ®Aépevg Ayion:
2005 Sisters in Law / O1 8ikaoTtiveg

Kim Longinotto [ 8o ®eotfdA Ntokipaviép Beooalovikng



M. BPETANIA - IAMQNIA / UK - Japan 1989

®de TO KIHovo
Eat the Kimono

IxnvoBeoia / Direction: Kim Longinotto, Claire Hunt ®wroypagia / Cinematography: Kim Longinotto Movrad / Editing: John Mister "Hyog /
Sound: Claire Hunt Mouoikri / Music: Hanayagi Genshu Mapaywyds / Producer: Kim Longinotto Napaywyr / Production: Vixen Films 16mm

‘Eyxpwpo / Colour 60

0 @de 10 Kipovo elval Eva EVQUEDTATO VIOKIAVTEP YIa )

Xavayidykt Mkévoou, anwvida gepviotpla kat apavykdpvt
xopeutpla kat performer, mou €xel nepdoet m {wi mg aym-
uvrag my nepippdvnon rou deixvel 0 ouvmpenTikeg Lanwvi-
KOG MoAmopds yia mv avegapmaia kat myv aviioupBatikom-
1a. Kamyyee tov Autokpdropa Xipoxito wg eykAnuatia
TOAEHOU Kal ayvonoe Tig aneneég katd mg {wrig mg mou e&a-
névoav HeElEQ opades. «Aev MpEnel va oe GAel 10 Kilovo»,
Aéet 1 Mkévoou, avapepdpevn 010 Mapadoolakd anwviké
évdupa mou €xet oxediaotel yia va meplopilel m yuvakela
kivnom. «Mpénet va pag 1o Kiove' va 1o karappoxBioeig».

at the Kimono is a brilliant documentary about Hanayagi

Genshu, a Japanese feminist and avant-garde dancer
and performer, who has spent her life defying her conser-
vative culture’s contempt for independence and unconven-
tionality. She denounced Emperor Hirohito as a war crimi-
nal, and dismissed death threats made against her by right-
wing groups. “You mustn't be eaten by the kimono,” says
Genshu, making reference to the traditional Japanese dress
designed to restrict movement for women, “You must eat
the kimono, and gobble it up.”

8th Thessaloniki Documentary Festival [ Kim Longinotto
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®de 10 Kidovo

AKOAOUBWVTAG TIC IOTOPIEC

Tng EAévng Aotvia

«T0 Kiovo aviker ato peoudapyikd
napeA@ov me lanwviag. lMaydever g
yuvalkes. H téxvn pou exppdler mv
eheubepla [...] Eotw kat av nepiopifo-
pat. Autd elvat to motedw pou. Ot
MEPIOOOTEPES XOPEUTPIEG anodEyovTal
TOUG MEPIOPIOLIOUS |[...] dTav Xopeuouv
Le 10 Kiovo. MMatevw o autd elvai
AdBog. Aev npenet va o€ TpWel To Kipo-
V0 ... Oev npénet va o€ pBelpel. Mpenet
£0U va pag 1o Kiwovo, va to karappo-
XOloeg».

Xavayidyxt kévoou

T Wa ouvévieu§ me oto IndieWire' n
K AovtQvto avagépet: «O€Aw va aro-
HakpuvB® and mv 1G€a ToU VIOKIPAvTED
g KAt mou eivat «okAnpr doUAELd»,
KAt mou gou kdvel Kakd 1 mou To mapa-
KoAouBe(q ylati oe mAnpogope(]...]
‘Evag tpdrog va €pBelg Kovtd aToug
avbpwroug elval va akoAouBelq Tig
LoTopieq Toug, va eprmékeaat ouvaion-
HaTiKG pe autég». Ty (Bla ouvévteugn
pabalvoupe nwg o Adyog tou Ta&dlol
g oknvoBéndag omv lanwvia fitav éva
(pBpo ™Q Guardian, mou avapepdtav
omv neplmwon pag Manwvelag nou
KatadikGomke 0€ emtaunvn QUAGKLOM,
yiati erutédnke kat payaipwoe m dieu-
B0vtpla ™G Beatpikig OXOAg omv
orola gotouoe, wg €vdelEn dlapaptu-
plag kard Tou laMWVIKOU OUOTIHATOS
tepapylag. Tt eidoug Tawia ouviatd Aot-
nov 10 @de 1o Kipovd, Elvat 0apeg nwg
1 Aovt{vato B€AeL va KGvel Eva VIoKIua-
VIEp mou Bev Ba Exel oUTe TAnpogopLa-
K0 oUte exmadeutikd xapakmpa, aAkd
Tou Ba oxetiletal pe ouvawoBrpata Kat
loTopieq. Méoa o' auté to mAaioo T
Jurnopel Gpaye va onpalver 10 «akoAoudd
TIG 10T0pies Twv avBpwnwv»;

210 @de 10 Kipovo éxoupe va kdvou-
ME pe pia autofloypagia. H Xavayidykt
kévoou «dmyeltar koppdna and myv
1otopla mg {wAg Mg Kat mv (Bia oTiypr
1) loTopia auti «ouppaiver» o ouyxpo-
via ka1 kataypdgerat ané my kdpepa oe
elkoves. H Aovi{voto dnpoupyel Tov
X0po péoa otov onoio 1 Mkévoou Ba
agnynBel oe np@ro npdowno my LoTo-

pla mg. Ziyoupa, n oknvoBEng Oev
evblagéperal va kepdloelL evonpa «avrl-
KEIHEVIKGTTag», mpdypa To orofo Bpi-
OKEL 0UPpwVoUs oANoUG VToKpevTap(-
01eq onpepa. AviiBETwg, pe m ypagn
g naipvel Eekdbapa Béan, MAEKovTAg
N TPOCEKTIKA e TV TPOCEYYLON TOU
eBvoypdgpou mou mapampel xwpls, o€
npwto eninedo, va axoMdlel.

H Xavayidykt Mkévoou peyaAwoe oe
Jta owoyévela mhavediwv neornody. Ze
0An ™ didpkela e madikig g nhikiag
Ta(deve pe Toug Yovelg mg, ot orofot
€0vav napaotdoelg ané térno o oo,
Kal €101 dev miye noté oxoAeio, oute
€\ape kdnola Tumkn pépewon. Otav
HEYAAWOE OUVEYIOE TNV OIKOYEVELAKT]
napddoon kat e§eNxBnke kat n da oe
mhavédia kaAAéxvida, performer, no-
o6 kat tpayoudiotpia, divovrag mapa-
otdoelg oxedov omoudnroTte: 0 Kapna-
p€, B€atpa, KEvipa uyelag 1 Kévipa
ouveoTidoewv MG enapyiag. H Xavayid-
YKU Tkévaou elvat pua yuvaika pe ouvel-
dnon téoo ™ Tagwkig ™S Kataywyng,
600 KalL MG Karanieong mou ugiotara
AGyw Tou pUAOU Q. MiAdel duvatd kat
XPNOWIOTIOLE( EVIOVEG XEIPOVORIES, YVW-
pidovtag, 6nwg 1 (1a avagépel, 6T auté
TIPOKAAE( Kal GOKAPEL T GUVITPNTIKT Kat
natplapyki KouAtoupa mg xwpag mg,
n ornoia 6éAeL T1g yuvalkeg atov dnudato
Xpo va eivat olwrmAES kat xapoyeha-
0T€C kAl va mnapakoAouBouv TOUG
Gvdpeg. ZxoMdlel kpttikd mv napadoon
Karareong ™G Kuplapyng lamwvikig
KouAtoUpag, 6nwg aut) exppaleral pe
g dakpioelg anévavt otouq Bura-
kumin -Toug KopedTikng Kataywyng
1nwveg— aAAd kat oTig yuvaikes.

H kdpepa mg Aovr{ivéto napakoAou-
el pe ouykivnon kat Baupaopé myv av-
oupparikr dladpopr) dirynong me mavo-
dlag npwidag mg. Zav wa LoTopia péoa
0€ fa GAAn, oL apnynoelg ane To nape-
60v, ot oTIYPES TOU MapOvTog Kat Ta Tagi-
dla mg dlarékovrat og didgopa enineda
eV, OUYXpOVWS, TapakoAouBoupe éva
VIOKWQVTEP QTiaypévo and ta o amd
Kai Tanewva ulikd. Ou edveg me ayka-
Malouv pe Tpugepdmra MV eunewia

ev6g avBpwrnou mou avayvwpiler otov
€auté Tou moMard myv adikia kat Tig
Blakpioeig Twv iEpapyk@y kai e§ouoia-
OTIK@V ouomudtwy kat rou EEper néoo
€UKOAG QUTES propolv va o ouvBAl-
ouv: aré 1o Kiove e To orolo naAeoer
va pmv mv katarel 6tav 10 opde, pEXpL
mV nikpa ™G yia mv Tagwr didkpion mou
Oev otapatd noté va mg unevBupilet Ta
Gpla mg otov kdopo, i Xavaydyk Mkév-
oou autoBloypageltat, 6yt oav B0ua, pa
oav popéag dpdong kai aAhayrg, oav
npwrtaywviotpla. ZmArelel pe nddog kat
aywviotikémra mv adwia, mv kararnie-
on, mv aviodmra, kat mv Bia oTtyur pot-
padet oriq BaupdoTpiég G omy enapyia
autéypaga ndvw o Bevidhies, Tpayou-
Odet yia mv aydrm, kat Bupdrar Tig
OuoKohieg Twv naldikwv Mg xpdvwy. Ba
punopoUoaye va modpe mwe n Tautémra
mq mhavédag performer mg divel my
eukawia va et oav pa napadoln nepi-
TITWOT KPUKa TG avBp@mvIG XEpage-
ong, péoa ané mv orola, 1600 N TEXN
G 600 Kat oL paynTkoi mpog To Koo
mg «AGyow, mpwv 1j petd g mapaotd-
0elg, mg divouv mv eukawpia va diarpay-
pateuTel kat va au@oBnmoeL g Kowwvi-
KEQ Lepapyieq kat g dlaxpioels.

Tt onuaivet Aomév «akohoubad T
LoTopieg Twv avBpanwv»; H Kip Aovtll-
VOTO a@rivel pua GAAn yuvaika va pnoet
0€ Mpwro npdowno yia m {wn Kat Tov
TOATIOPG ™G, KAt TO KAVEL Pe TpAmo nou
KatopBwvel va unepPel 1a Gpla mg
«QTOpIKTIG» TMeplmwong, Tou anéAuta
Unokelevikol, defyvovrag £rol nwg ot
AvBpwrnot puidyvouv Tov kéopo Toug. Kat
€V() QuTO akouyeTal MoAU amig, To @de
T0 Kigovo 08 KAVEL va UToYlaoTelg nwg
k@8 d\\o napa eukoho eival. Mari eivat
MPOPAVES MWG, YA va UMOPECEIS va
«QKOAOUBNOELS TIS LOTOPiES>, XpetaleTat
ndve and 6Aa va miotedelg om duvard-
mra Twv avlpwnwv va g eragouy.

deBpoudplog 2006

1 www.indiewire.com
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“The kimono belongs to Japan's feudal
past. It traps women. My art expresses
freedom [...] even if | am limited. That is
my credo. Most dancers accept the limi-
tations... when they dance in the kimono.
| believe this is a mistake. The kimono
must not eat you [...] it must not con-
sume you. You must eat the kimono,
devour it".

Hanayagi Genshu

In an interview in IndieWire', Kim Lon-
ginotto says: “I want to get away from the
idea of documentary as something that is
‘hard work', something that is good for
you or that you watch because it educates
you [...] One way of getting closer to peo-
ple is to follow their stories, to get emo-
tionally involved with them”. In the same
interview we leam that the reason for the
director’s trip to Japan was an article in the
Guardian about the case of a Japanese
woman, who was sentenced to seven
months in jail for attacking and stabbing
the director of the theater school she was
studying at, as a protest against the
Japanese hierarchical system. So what
kind of film is Eat the Kimono? &t is clear
that Longinotto wishes to make a docu-
mentary that is neither informative nor
educational in nature, but one that deals
with emotions and stories. In this context,
what could “I follow people's stories”
mean?

In Eat the Kimono, we are looking at an
autobiography. Hanayagi Genshu recounts
pieces from the story of her life and at the
same time this story “happens” in real
time and is recorded by the camera as
images. Longinotto creates the space
within which Genshu will tell her story in
the first person. Certainly the director is not
interested in winning points for “authentic-
ity", something with which many docu-
mentary makers today will agree. On the
contrary, she takes a clear position with
her technique, carefully knitting it in with
the ethnographer's approach, who
observes without, at first glance, com-
menting.

Folowing the Stories

Hanayagi Genshu grew up in a family of
wandering actors. Throughout her child-
hood she traveled with her parents, who
performed from place to place, and so
she never went to school, nor had any
formal education. When she grew up she
continued the family tradition and devel-
oped into a traveling artist, performer,
actress and singer, performing almost
anywhere: cabarets, theaters, health cen-
ters or country meeting halls. Hanayagi
Genshu is a woman with an awareness of
both her class roots as well as the
oppression she is subjected to because
of her gender. She speaks loudly and
uses vivid gestures knowing that, as she
herself says, this provokes and shocks
the conservative and patriarchal culture of
her country, which requires women in the
public eye to be quiet and smiling, acqui-
escent to men. She expresses criticism
of the tradition of oppression in the pre-
dominant Japanese culture, as this is
expressed by discrimination both against
the Burakumin - Japanese of Korean
descent — and against women.

Longinotto’s camera follows the uncon-
ventional account of the journey of her
wandering heroine with emotion and
admiration. Like a story within a story, the
histories of the past, the moments of the
present and her voyages intertwine on
various levels and at the same time we
watch a documentary made with the sim-
plest and humblest of materials. Her
images tenderly embrace the experience
of a human being who can recognize in
herself the multiple injustices and dis-
crimination of the hierarchical power sys-
tems, and who knows how easily these
can crush one: from the kimono with
which she struggles when she wears it to
her bitterness at the class discrimination
which never ceases to remind her of her
social limitations, Hanayagi Genshu
describes herself not as a victim, but as a
carrier for action and change, as a pro-
tagonist. She passionately rails against
injustice, oppression, inequality, and at
the same time hands out autographs,

By Eleni Dounia

signed on fans, to her admirers in the
countryside, sings of love and remem-
bers the harshness of her childhood
years. One could say that the identity of a
wondering performer gives her the oppor-
tunity to live like an exception, as a
preacher for human emancipation. Her art
as much as her combative ‘speeches’ to
her audience, before or after her perform-
ances, give her the chance to negotiate
with and defy social stratification and dis-
crimination

So then, what does “I follow people's
stories” mean? Kim Longinotto allows
another woman to speak in the first per-
son about her life and her culture, to do it
in a way that manages to surpass the
limits of “individual circumstance”, of
absolute subjectivity, thus demonstrating
how people create their world. And while
this might sound very simple, Eat the
Kimono makes you suspect that it is
anything but easy. Because it is obvious
that in order to be able to “follow the sto-
ries” you need more than anything else
to believe in the ability of people to cre-
ate them.

February 2006
Translated by Tina Sideris

1 www.indiewire.com

Eat the Kimono
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M. BPETANIA / UK 1992

ZIxknvoBeoia / Direction: Kim Longinotto, Claire
Hunt ®wroypagio / Cinematography: Kim
Longinotto Movrd{ / Editing: John Mister
“Hxos / Sound: Claire Hunt Mouaixr / Music:
Frank Chickens Mapaywyds / Producer: Kim
Longinotto Mapaywyd / Production: Vixen
Films 16mm “Eyxpwpo / Colour 52'

H kaAry ouluyog tou TOKIo

The Good Wife of Tokyo

Kalouko XOk(, a0TEPL ™G POK, ETUOTPEPEL 0T YEVETEL-

pd mg, o Toko, Exovrag {Noet omy AyyAla ya 15 xp6-
via. Zuvodeubpevn ané to ouykpdmud mg, toug Frank
Chickens, €pxeral avuéronm pe pa Kowwvia n omnoia
~Tapa kAnoleg unepouyxpoveg mruxég me— e€akoAouBel
va elval jua kowvwvia napadooewv Kat TeAetoupylay, Wbiai-
1EPA WG TPOG TV AVTETWIION TWV Yuvalkawv. ANAG 1
KaCouko ouvavtd emiong d1dgopeq «karég oullyoug», ot
oroleg, duoavaoxeTwviag kAtw anmé Toug TEPLOPLOHOUS
Twv napadooewy, Bplokouv Tpéroug va enavaotarolv Kard
TOU KOPQOPHIOHOU G 1aNWVIKNAG Kowwviag,

Rock star Kazuko Hohki returns to her hometown of Tokyo,
after having lived in England for 15 years. Accompanied
by her band, the Frank Chickens, she confronts a society that,
despite its many ultramodern aspects, is still deeply tradition-
al and ceremonious, especially in its treatment of women. But
Kazuko also meets several “good wives” who, chafing under
the constraints of tradition, find ways to rebel against the
conformity of Japanese society.
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‘Otav p\dpe yia to Toko kal mv
lanwvia Tt elvat autd mou pag épxetat
npwra oto puakd; H texvohoyia, n
€EENEN, o1 vewteplopol mou Ba ¢Bd-
oouv oTov umdAowno KOOPO apketd
Xpovia apydrepa. Niow dpwg ané ta
Tayutata Tpéva, TG HeYAAeq QUTEL-
VEQ EMIYPAQES Kal TIG AOINES eKPav-
OEIQ ™G VEWTEPIKOTTAG, N KOUATOU-
pa ToU lanwvikoU Aaol Mapayével oe
peydho pabud auotnpr Kat KAELOTH.
To vrokipavtép mg Kip Aovt{véto H
KkaAn ouduyog Tou TOKo ETUKEVTPHVE-
10l 08 QUTES aKPIBWG TIG DOMES Kal
TG avTIBETELS NG OUYXPOVNS LanwVL-
Kfg Kowvwviag, péoa arné 1o MopTPETO
mS Kalouko Xoki, wag yanwvelag
KaAAtéyvidag rou (et amv AyyAia kat
£XEL T0 OIKG NG HOUOIKG OUYKpOTNHA
1e 10 ornofo meplodevel oe Ao Tov
k6opo. H Aovt{ivéto akohouBel mv
Kalouko, kaBwg emoTpéPel 0TO
Tokio perd and 15 xpovia oto Aovdi-
VO, TIDOKEWMEVOU va TAVTIPEUTE( TOV
Ayyho olvtpo@d mg eni 10 xpdévia.
To kivntpo ™G emoTpoPrg mg eivat
povaya va exmAnpwoet myv embupia
G UNTépag mg va et myv kGpn mg
va navrpevetat. To VIOKIHaviép ape-
viq pag napouaidler m Kalouko wg
aveEdpmm yuvaika, mou Kavel netu-
XNUEV Kaplépa, Kal QQETEPOU pag
Helyvel 1Ig npotepaldmreg mg OIKo-
yéveldg mg, andppola Twv napado-
0EWV G lanwvikig Kowwviag mnou
npootalouv 0t kGBe yuvaika ogeihel
va navrpeverat. ‘Eotw kat av n G
dev 10 emBupel.

H Aovi{véro napampei diakpirikad my
emotpo@ry mg Kalouko kat pag divel
£VQ VIOKIHAVTEP QVATPENTIKG KAl avTl-
pankd. H oxknvoBEng anogelyel va
ndpel evBEwg B€an ota dpwpeva r va
napéppel aneuBivoviag epwOELg
oug npwraywviotpieg mg. AvriBera,

Eva avarpentko
KQIl QVTIPATIKO VTOKIUQAVTEQ

TG mapakohouBel kaBwg ekeiveg
oulntolv yia Tov €pwta, Tov YAyo, Tig
KOWVWVIKES Tipoodokieg, avadelkvio-
viag m pntépa mg Kalouko -1 orola
OleuBivel m Bpnokeutikn opydvwon
«To omitt mQ Avdrttuéng», eKTEA®-
VIag Kai xpén lepéa 6tav 1o anaroly
0l OUVBNKEG— 0€ pia and Tig Paoikég
NPWTaywv(oTpIEG. AUTO TMou Xapaktm-
piCel 1 npwideg Mg KaAri¢ auduyou
Tou Tdkio elval 0 QUTOOAPKAOWGS.
‘Etol, map6ho mou 0 ydpog yia m
untépa mg Kadouko eivat moAy onpa-
VIIKGG, katd m didpkela mg TeAeTq
~mv oroia teAel 1) (Bla- dev otayatd
va dlakwpwdel m copapdmra tou
p6Aou g, &exvavrag Ta Adyla mg kat
dlaokedalovtag €101 TOUG Tapeupl-
okdpevoug. H o Kalouko epgavidetat
HeBUOPEVT Kal 0 OUVTIPOPAS G, Unv
yvwpilovtag m yAwooa, mpooraBel
va Katahdpet Tt oupBaivel.

H tawvia kuplapxeitat and mv napou-
ola Twv yuvakwv Kat mv anouaia twv
QVTPIKOV TipoTUnwy, eve pabaivoupe
yla ) OUpnEePIpopd Twv avipwv oTov
yapo péoa and TG mMeplypageg Twv
oulUywv. Ot meplypagég autég éxouv
WG Kowé mapovopaoty ) peydAn
onuaoia rmou anodidouv atov Yapo wg
narponapadoto Beopd, o onoiog evi-
oxvetat and mv avdpokpatolpevn
KOWVWVia, TIPOKEIEVOU va umoompl-
XB00v 01 QUOTNPES KOWVWVIKES DOHES
me lanwviag. H Aovt{véto katappi-
TTTEL TOV PUB0 Tou BEAEL ) yuvaika va
avalntd ak6un kal ofjpepa m atyoupld
mQ ouluyikig oTEyNG (Metd myv narpl-
kM), eve mapdAnAa avadewvier m
oxi{oppevikiy ouvunapén duo mapdi-
AnAwv kéopwv ot olyypovn lanwvia.
‘Erol, ot yuvaikeg avripetwnifouv mv
UNakor OTIg EMTAYES TWV QUOTNPWV
napadoolak@v Beopwv dlakwpwdw-
viag 10 yaunAlo TEAETOUPYIKG Kat

Tng Mdvvag Zappi

oulntwvrag avaiappa yopw ané auo-
mpa ouluyika Bépara.

0 povadikdg avipikdg xapaktipag
elval 0 matépag mg Kadouko. Aev €xet
€VEPYT Ouppetox omyv Tawia, olte
QUOIKG PEPVEL avVTIPPNIOELS Yia TIG Bpa-
ompémreg mg yuvaikag tou, {ovrag
€KTOMIONEVOG péoa 0TO (B0 Tou TO
omiti. AvtiBeta, €xel Tov p6Ao mou Tou
appdlel. Ztov eleuBepo xpdvo Tou
@opd ™ oToAr Tou Kat mpooTabel va
TeAelonomoel Tov mapadoolake anw-
VIKG Xopd, mapapévoviag Adtpng me
napddoong kat Twv agwv mg lanw-
viag.

deBpoudplog 2006
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The Good Wife of Tokyo |

A Subversive and
Contradictory Documentary

By Yianna Sarri

When we speak of Tokyo and Japan,
what is it that first comes to mind?
Technology, development, innovations
that will reach the rest of the world
much later. But behind the bullet trains,
the big neon signs and the rest of the
representations of innovation, the cul-
ture of the Japanese people remains to
a large degree closed and severe. Kim
Longinotto's documentary The Good
Wife of Tokyo centers on exactly these
structures and contradictions of mod-
ern Japanese society, through the por-
trait of Kazuko Hohki, a Japanese artist
who lives in England and has her own
band with which she tours the entire
world. Longinotto follows Kazuko as
she returns to Tokyo, after having spent
15 years in London, in order to marry
her English companion of 10 years. Her
only motive for returning is to grant her
mother’s wish to see her daughter mar-
ried. The documentary presents Kazuko
as an independent woman with a suc-
cessful career on the one hand, and on
the other shows us her family’s priori-
ties, springing from the traditions of
Japanese culture, which demand that
every woman should get married. Even
if she herself doesn’t wish to.

Longinotto discreetly observes Kazu-
ko's homecoming and gives us a sub-
versive and contradictory documen-
tary. The director avoids taking a
straight forward position on the events
or intervene by asking her protagonists
questions. On the contrary, she fol-
lows them as they discuss love, mar-
riage, social expectations, focusing on
Kazuko's mother — who directs the
religious organization “The House of
Development”, even serving as priest
when circumstances dictate — as one

of the basic leading ladies. What char-
acterizes the heroines of The Good
Wife of Tokyo is an ability to laugh at
themselves. Thus, in spite of the fact
that the marriage is very important to
Kazuko's mother, during the ceremony
— which she herself performs — she
never stops making fun of her role,
forgetting her lines and entertaining the
guests. Kazuko herself shows up
drunk and her companion, not know-
ing the language, tries to understand
what is going on.

The film is dominated by the presence
of women and the absence of male role
models, while we learn about men's
behavior in marriage through their
wives descriptions. These descriptions
have as a common denominator the
great importance that they give mar-
riage as a traditional institution, which
is reinforced by the male domination, in
order to support the strict social struc-
tures of Japanese society. Longinotto
debunks the myth that women, even
today, are seeking the security of the
conjugal home (after leaving the
parental one), while at the same time
pointing out the schizophrenic coexis-
tence of the two worlds in contempo-
rary Japan. Thus, women cope with
obedience to the dictates of powerful
traditional institutions while making fun
of the wedding ceremony and making
light conversation about grave conjugal
matters.

The only male character is Kazuko's
father. In the film he does not actively
participate, and naturally makes no
objections to his wife's activities, living
banished in his own home. On the con-
trary, he has found the role that is fitting

for him. In his free time he wears his
costume and tries to perfect the tradi-
tional Japanese dance, always the lover
of Japanese traditions and values.

February 2006
Translated by Tina Sideris
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Ta aydpia Tou Zivt{oUukou
Shinjuku Boys

M. BPETANIA / UK 1995

IxnvoBeoia / Direction: Kim Longinotto, Jano Williams Agrynon / Narration: Shuko Noguchi ®wroypagia / Cinematography: Kim
Longinotto Movrag / Editing: John Mister "Hyog / Sound: Rosie Straker Napaywyds / Producer: Kim Longinotto Mapaywyrj / Production:
Vixen Films T. +44 207 359 7368 F. +44 207 226 7874 tg@tgraham.demon.co.uk 16mm "Eyxpwpo / Colour 53'

Bpapeio / Awards

Méya BpaBeio kpinkiq enttportriq / Grand Jury Award: L.A. Outfest 1996,
Bpapelo viokiavrép / Outstanding Documentary: San Francisco Lesbian and Gay Film Festival 1996

zro KkAapr «New Marilyn» tou Tokio, 0Aeg ot epyalGpeves
elval yuvalkeg mou €xouv enéget va {ouv oav dvopeg.
Ntovovrat avBpika kat pEpovral oav AVIpeS, |ia OUPMEPLPO-
pd n onola dev eival kovwvikd anodekm omv lanwvia. Ta
ayopia €xouv auétpnreq BaupdoTpleg OTO KOV TOUG.
MoAAG and ta aydpa ouvdrrouv Bpaxupleg kat wg eni to
TAE(0TOV TMAQTWVIKEG OXEOELS HE TIG KOMEAES TOU EpyovTal
070 KAGUI, GV Kal Ol KOMEAES QUTEG OTO TEAOG EMAEYOUV
mv kovwvikd anodexm 086 Tou ydpou pe évav «aAnBivo»
dvdpa. H rawia eondlel oe pia and autd ta «aydpa». O
kaig kdvelr Tov okAnpd ki €xet MOAAEQ Qevades, alAd
katd padog gopdrar m pova&id. O Taroou (et pe ) QUAevd-
da tou. O Kaloukt éxer oxéon p' évav Tpavo€Eoual xopeu-
™. Me euBumra kat etkpivela, ot TPELS Toug WAGVE yia ™)
{wn, g OxEOEIS Kal TOUg PABoUS TOUG

In the “New Marilyn" nightclub in Tokyo, all the employees
are women who have chosen for a life as a man. They dress
like men and behave like men, a way of life that is not appre-
ciated in Japan. The boys have scores of female admirers
among the audience. Many of the boys have brief and most-
ly platonic relationships with girls that visit the club, but most
of these girls eventually prefer a socially accepted marriage
with a real man. This film concentrates on three of these
“shinjuku boys”. Gaish acts tough and has many girlfriends,
but in his heart he is afraid of being lonely. Tatsu lives with
his girlfriend. Kazuki has a relationship with a transsexual
dancer. In candid conversations, the three tell about their
lives, relationships and fears
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Ta aydpa tou Zwvtloukou l

1 Onuaivel ovaune;

Tng EAévng Aotvia

Ta aydpia tou Zvr{oukou eival €va QU
Tou Kararudverat pe €va 600KoAo B€pa.
0 tpérog mouv ot dvBpwrot Pidvouy,
KkataAaaivouv kat apBpwvouv Aéyo yia
0 QUAO Kat ) oeEouaikdmtd Toug dev
anodidetal, oute meplypdgperal eUKoAQ.
Mg propel dpaye n kapepa va Aerroup-
YOEL 0av EpUNVEUTIKG epyahelo Kal va
anodwoel pe kaBapdmra éva 1600 OUV-
Beto {fmpa; To oxeddv mevnvidAerto
viokipavtép me Kit Aovr{ivéto eruyetpel
va jag pETagépeL ato mAalolo pag pn
OUTIKIG KouAToUpag kat atov AGyo mou
napdyovial 0e ox€om We 10 QUAO, TIG
onpacieq kat Toug OUMBOAIONOUG TOU.
Aahéyel yila UAIKG TG TIS LoTopiE TPLDV
avBpwnwv nou auplopntolv TI§ Kuplap-
XES BEWPNOEIS TOU MOATIOHOU TOUG, Kat
Ox1 p6vo Tou dikol TOUG, OXETIKA |iE TO
QUAO Kat T oeEouahikdmra.

01 TPEIG MPWTAYWVIOTEG TOU QAW dla-
Aéyouv va autonpoodloplatolv Oxl wg
dvipeg 1 yuvalkeq aAAd wg ovdpme
(onnabe). H Aovt{ivoto dev Kavel Kapa
npoomndbela va Bahet autd o «Ovopa»
0 TOATIOPIKA 1} 10TOPIKA OUp@Palpeva.
Awhéyel, anevavtiag, Toug 6poug autng
G Tautémrag va toug BEaouv ot (Blot ot
GvBpwrioL Tou ™ XPNOIHOTIOIOUV Yia TovV
€0UTO TOUG, Kal Yia Toug oroloug xapa-
Kmpilet 10 pUA0 kat v epmelpla toug. Tt
onuaivel ovaune; Ovaune onuaivel autd
mnou €vag ovaune Aéet mwg eivat. Téoo
amAd. Aev paBalvoupe av elvat pa AéEn
Kawoopta 1 makd, av elvat kopudr mg
apyké kdmowag umokouAtoupag 1 évag
0pog eupUtepa diadedopévog, dev
paBaivoupe T okEgrovtal ot GAAoL yia
T0UG OVATE, av 0L OVATE evat oMol 1
Alyol, av avikouv omv euputepn Aeopla-
KN, YKEL 1} Tpavg kovdmra onwg eukoAa
Ba oupnépave éva dutikég Beamg. Me
Aya Adyia, dev gaiverat va muoTeveL n
AoviQivéto mwg pmopel va Bpet 1 va
HGBEL o MOAAG yia Toug ovaune and
6,11 €xouv va rouv ol {diot ya Tov eautd
T0UG.

Zta 50 Aemtd@ tou viokipaviép, n
kdpepa mg Aovi{voto napakoAouBel
mv kabnuepwvomra tou Tdroou, Tou
["kal¢ kat Tou KaZoukt. Ot Tpeig Toug elvat
ovdune nou epyalovial oe éva pnap-

KAapn yia yuvailkeg -katd kopio Aéyo
£1EP0PUAGPINEG— WG auvodol f owkode-
omoteq. Mapéeg Yuvaikwy emokentoval
10 pnap petd m doukeld toug 0To ypa-
¢elo, ywa va dlaokeddoouy, va mowv Eva
1otd, va nat€ouv pe 1o kapadke. Ot ovd-
une efvat eel yia va kpatmoouv ouvIpo-
Q@ omg meAdToogg Toug, va oulnT-
oouv pal{ Toug, va Ti§ ouvodedoouv 0To
Tpayoudl, npoonad@vrag va Tig Kavouv
va niepdoouv euyxdplota. EAdyiota elvat
Ta Onpela Tou VIOKIaviép Grou xpnot-
jorole(tat n tpironpéownm agrynor. Lo
HEYAAUTEPO HEPOG TOU OL TPELG MPWTa-
YWVIOTEQ PINGVE PrpooTd omv Kapepa
Xwpig va &Epoupe kav av anaviolv o€
£pWT0ELS MOU TOUg Exouv Yivel. Kal edw
1 oKnvoBETpIa xpnatpornotel Bvoypagl-
K@ epyaAela, 6nwg autd me eAeubepng
ouvévteuEng, kar To povidl gpovrilet
wote va poldler ot dev peoohapel
Kavelg petagl autwv kat Tou Beam).
Anptoupyeltal pe Tov TpMo auté pa
povadiki eukawpia va mapakoAoubrioou-
Je G €vag GvBpwrog uneppaivel oAl
TIOWIKOUG «KQVOVIOHOUG» TIOU OUYKPO-
ToUvtal om Bdom avTiBeTIKWV (euyaplav
onwg dvdpag-yuvalka, apoevikd-BnAu-
k0, avdplopdg-nhukémra. H avuinapd-
Beon twv ovaune pe T napandvw kam-
yopleg yivetal meploodtepo EUKPIVIIG
otav, ektdg and Tiq AIKEG Tou e§opoA0-
YO€Lg, 1) kapepa kataypdget eniong did-
(POPES OTIYMEG ™G KaBnuepvomtdg
TOUQ: MapakoAouBoUpe TOUG TPELG O
O0UAeLd 0TO KAQUT, OTIG OXETELS TOUG HE
¢ nehdrooeg, otg petaku Toug ouva-
vaoTpopES” pabaivoupe yia 1o MWS Ka
e noteg powpadovrat m {wr Toug, yia m
OXE0T) TOUG JIE TNV OIKOYEVELQ.
Meyawvovtag o€ pa koudtoupa
6rou Alya mpdypara epgavilovral 1600
OTEPEQ KAl QUOIKA 600 TO QUAO Kal N
oegouahikn pag embupla, elval avapgl-
opfmra e&apetikd dUoKoAo va «peta-
ppaotel» n epnepla twv ovaune. Npé-
KEITAl yla pa epnewpia mou kat@ pa
éwola dev pnopel va anokwdikonomOei
kabwq enavanpoodiopilet To vénua kat
m onuaola Twv dopwv mou xtiovral
ndve omy npaypatikdmra mge diagopds
Twv QUAWV. Ak6un o dlokolo gaiveral

onolodfnote eyxelpnua katavénong
aumg ™G epneplag. Ma and g
Kuplapyeq (5€eq mou opyavaver m (wh
pag, 6t dnAadn elpaote efte dvipeg efte
yuvaikeg, ouviotd akAévmm aAfiBeia, kat
aut) n aAjBela kataokeudler kai Tov
Kéopo. Ta 6pla avueoa oTo BrAukd kat
10 apoevikd Bewpolvral oagr kai padai-
VOUE va pAdpe ané m B€on eite Tou
€vog efte Tou GMou @oAou. Ta mapa-
delypara Twv avBpdnwy, mou péoa oe
Bldpopes KouAtolpeS kataAaBaivouv o
o@pa kat m {r Toug £&w andé mv akf-
Bela autou Tou diroAou, opidovrat ouxva
oav 1o avtiBeto mg kavovikmrag, oav
v avwpakia, To apiaiko 1 To aAAdkoTo.
To moAwiopkd akaravénto.

To katépbwpa mg Aovi{wérto eival
611, mapd 1§ TpopepéS duokoAies autou
TOU EYXEIPNUATOG, QVAKAAUTTEL PE TV
Kivnuaroypagikny ms yAwooa tpdnoug
KATAOKEUNG EVOS XWPOU OTOV Omoio ot
ovaune dev pikdve ané m BEon Tou un
KavovikoU aAAd ané m B€on mou autol
yvwpilouv 6t katahapBdvouv otov
K6opo. MNa auté kat 0 «kéapog» eivat o
Oikdg Toug K6opog. H Gouleld toug, To
omim Toug, N oUVIPO@AS Toug Kat Oxt
kdmowa yevik kai adpom Kkamyopia
p€oa omv onoia opeikouv va TornoBem-
Bouv. H Aovt{woto dev agrvel kavevav
@0 va «opioet» Toug ovapne extog and
Toug (dloug Kkat ané kdmowoug avBpw-
noug nou autoi erAéyouv. Me oepaopd
KQl AEmTémTa pag npoogePEL To npovo-
o va yvwplooupe €va napadetyua nou
anodelkvuel TV MotKiia Twv Tponwv Ue
Toug oroioug ot GvBpwrot Bidvouv To
QUAO Toug. Ta aydpa Ttou Zouvi(ikou
anokaAdnTouv ) duvatdémra Twv umo-
KEWEVWVY va dwoouv vonua Kat va owel-
onomBolv/ enavanpoodiopicouy v
Unap€n Toug akoun kat og oxEom pe Ta
mo oxupd dedopéva tou moAmiopoU.
Ané qum ™ okorud, T oUvVTOMO QuTO
VIOKILQVTED anoTeAE( Eva pikpd diapdvt
MG KIVNKATOYPAQIKNG TEXVIG

Oeppoudplog 2006
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Shinjuku Boys is a film that deals with a
difficult subject. The way people live,
understand and articulate about their gen-
der and their sexuality cannot be rendered
or described easily. One wonders how the
camera can function as an interpretive
tool and clearly portray such a complex
issue? The nearly fifty minute long docu-
mentary by Kim Longinotto attempts to
place us in the context of a non western
culture and the discourse that is produced
regarding gender and its meaning and
symbolism. She chooses as her material
the stories of three people who challenge
established theories about gender and
sexuality, and not only those of their own
culture.

The film's three protagonists choose to
define themselves not as men or women
but as onnabe. Longinotto makes no
attempt to place this “name” into a cul-
tural or historical context. On the con-
trary, she chooses to let the people, who
use this term for themselves and which
describes their gender and experience,
set the conditions for this identity. What
does onnabe mean? Onnabe means that
which an onnabe says she is. As simply
as that. We do not learn whether this
word is old or new, if it is a slang term of
some subculture, or a more widely used
term, we do not learn what others think of
onnabe, if the onnabe are many or few, if
they belong to the wider lesbian, gay or
trans community as a western viewer
might easily believe. In short, it doesn't
seem as if Longinotto believes that she
can find out or leam more about the
onnabe than what they have to say about
themselves.

In the 50 minutes of the documentary,
Longinotto's camera follows the daily
lives of Tatsu, Gaish and Kazuki. The
three are onnabe who work in a bar-club
for women, probably heterosexual for the
most part, as escorts or hosts. Groups of
women visit the club after their office
work to have fun, have a drink, play with
the karaoke. The onnabe are there to keep
their customers company, to chat with

What Does Onnabe mean?

them, accompany their singing, trying to
give them a good time. There are very few
points in the documentary where the third
person narrative is used. For the most
part, the three protagonists speak in front
of the camera without our even knowing if
they are answering questions put to them.
Here as well the director uses ethno-
graphic tools such as non structured
interviews, and the editing is such that it
looks as if no one is mediating between
them and the viewer. In this way a unique
opportunity is created, to see how it is
possible for a person to contravene cul-
tural rules, which are based on opposing
dualities such as man-woman, mascu-
line-feminine, manliness-womanliness.
The contradiction of the onnabe with the
above categories become clearer when,
in addition to his own confessions, the
camera also records various moments of
their everyday lives: we follow the three
during their work at the club, in their rela-
tionships with their clients, their socializ-
ing with each other, we learn about how
and with whom they share their lives,
about their relationship with their families.

Growing up in a culture where few things
appear as solid and natural as one’s gen-
der and sexual desire, it is undoubtedly
extremely difficult for the onnabe experi-
ence to be translated. It is an experience
which in one sense is not decoded as it
redefines the meaning and importance of
the structures which are built on the real-
ity of the differences between the gen-
ders. Even more difficult seems any
attempt to understand this experience.
One of the major ideas that organizes our
lives, that is, that we are either men or
women, appears to have qualities of
unshakeable truth. And this truth con-
structs the world. The lines between the
feminine and the masculine are consid-
ered clear and we learn to speak from the
position of either one or the other gen-
der. The examples of people in different
cultures, who understand their bodies
and their lives outside of the truth of this
duality, are frequently defined as the
opposite of normalcy, as the anomaly,

By Eleni Dounia

the unnatural or the strange. The cultur-
ally incomprehensible.

Longinotto’s achievement is that, in spite
of the tremendous difficulties of this
undertaking, she discovers with her cine-
matic language ways of constructing a
space in which the onnabe do not speak
from the standpoint of the non normal, but
from the place which they know that they
have in the world. This is why the ‘world’
itself is their world: their work, their home,
their companion and not some general
and indeterminate category in which they
should be placed. Longinotto does not
allow anyone else to ‘define’ the onnabe
other than themselves and certain people
that they choose. With respect and delica-
cy she gives us the privilege to get to
know an example that demonstrates the
variety of ways with which people experi-
ence their gender. Shinjuku Boys reveal
the power of subjects to give meaning
and to appropriate/redefine their exis-
tence, in relation even to the most power-
ful cultural factors. Seen this way, this
brief documentary is a small diamond of
the art of cinema.

February 2006
Translated by Tina Sideris

Shinjuku Boys |
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AtalUylo aAd 1pavika
Divorce Iranian Style

MEFAAH BPETANIA / UK 1998

IxnvoBeoia / Direction: Kim Longinotto, Ziba Mir-Hosseini A@riynan / Narration: Joanna Rosenthall ®wroypagia / Cinematography: Kim
Longinotto Movra? / Editing: Barrie Vince "Hxog / Sound: Christine Feice Mapaywyds / Producer: Kim Longinotto Mapaywyr / Production:
Vixen Films T. +44 207 359 7368 F. +44 207 226 7874 tg@tgraham.demon.co.uk 16mm "Eyxpwpo / Colour 80’

Bpapeia / Awards: Apyupdg Hugo / Silver Hugo: Chicago IFF 1998, Apyupd FIPA / Silver FIPA Biarritz IFF 1999, Xpuad BéAog / Golden Spire
San Francisco IFF 1999, Bpapeio FIPRESCI, FIPRESCI Prize: Yamagata IDF 2001.

oknvoBétig Kiu Aovt{véto kat n avBpwrioAdyoq Zipma

Mip-Xoo€wvi népacav €1 prveg o' Eva dikaoTpLo Olkoye-
velakoU Oikaiou omv Texepdvn, Orou TIPOEBPEUE KANPIKOG
Olkaomg. lMapakoAouBnoav kat Katéypayav MEPUTIWOELS
yuvakav ka6e kowwvikoU oTpwHaToS Kat nAkiag va aywvi-
Covral e vOyla kat pe dovtia, Pe Xloupop, movnptd, aneneg,
Bearpikémra kat dBog yia £va aglonpenég kat dikato dlalu-
ylo. Tnv Tlaphé mv Kakopetaxewpilerat o dvdpag mg, N
Mapidy npoomadel pe kabe Tpdmo va napelr my erpeAela
Twv nadiov me, kat n 16xpovn Ziuna B€AeL va xwploet Tov
38xpovo auluyo mg. To yeyovoq mapapével 6t 0 VOpoS
EUVOE( Toug Avdpeg, kal eAdyLoTol elvat ot AGyol rou ermtpe-
Touv O€ Jua yuvaika va xwpioet Tov dvépa mg. Qotdoo, 10
EekapdloTiké auto viokyaviép anodelkvuet yt' GAAN pia gopd
01t dev propoupe va kpivoupe €va Aad and Toug VopIKoug Tou
KWBIKES, KABWE MapakoAoUBOUHE TIG ATPOUNTES QUTEC EVA-
YOUOES, TUMYUEVEG 0Ta TOAVTOP TOUS, va dlarnktilovtal je
DIkaotég, ouluyous kai matepddeg, ' €va duvaplopd mou
dlayeodet my unotaypévn Toug Béan.

iimmaker Kim Longinotto and anthropologist Ziba Mir-

Hosseini spent six weeks in a family law court in Tehran,
presided over by a male clerical judge. What they saw and doc-
umented were women from all walks of life and ages, fight
alternatively with tooth and nail, humour, cunning, threat, the-
atricality, and passion for a dignified and equitable divorce.
Jamileh is mistreated by her husband; Maryam is fighting for
the custody of her children; and 16-year-old Ziba wants to
divorce her 38-year-old spouse. Despite their resilience and
artfulness, the fact is that the law favours the men, allowing
women to divorce their husband on few grounds. However,
this, often hilarious, documentary proves once again that one
cannot judge a country by its legal codes, as we watch fear-
less chador-clad claimants stand up against judges, clerks
husbands and fathers, with a vigour that belies their sub-
servient status.
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Avdueoa otov Mdptio tou 1996 Kat
Tov Artpihio Tou 1998, ouv-oknvoBEm-
0a 10 vokavtép Awaduyto a Aa pavi-
Kkd pe mv aveEdpmm Bpetavida okn-
voBénda, K Aovt{vdro. Epnvevot-
Kape mv tawia and 1o BIBAl0 pou
Marriage on Trial'[0 yapog oe dikn]
Bactopévo o€ pia eBvoypagikn Epeuva
nou efya diegaydyel ota dikaomipla
olkoyevelakou dikaiou ato Mapoko kat
oto Ipdv. 0,1t oxeddv oupBaivel om
Oidpkela mg oydovrdhenmg tawiag
dladpayariletal oe pwa pkpr aiouoa
£v0¢ Tétolou dikaompiou omv Kevipl-
i} Texepdvn. Ot Baowkol rpweg eivat
1€00epiq: n Mdai, mou BéAeL va xwpl-
0l Tov avenapkn dvdpa mg, n Ziuna,
wa vidpnpa, dekae&dypovn KoméAa,
nou pe yevvaldmra avunapatiberat
0ToVv Tplavraoktaypovo vdpa mg Kal
omv olkoyEveld tou, n T{apié, mou
myaivel tov dvdpa mg oo dikaoTmplo
yla va tou dwoel €va pdbnpa, Kat n
Eavanavrpepévn Mapidy mou npoora-
Bel ameAmopéva va avakmioer myv
knodepovia Twv 00 S KopwV.

H npam pou enagr, pe  OKnvo-
Beola, Aondy, pe eveémhete oe pakpa
oepd dianpaypatetoewy, Oyt povo
JE TIC IpaVIKES apXES Yia GBeleg Kal
np6opao, aAAd kat Pe Tov £QUTO pou
eniong: Elxa va avrpetwniow npo-
owrikd, nBika kar enayyehpatka
SiMfupara pall pe Bewpnuikd kat
peBodoAoyikd {nmuara avanapdora-
ong aAAd kat napaywyng avepwmnoAo-
YIKQV agnynoewv. To B€pa mg Tat-
viag avandgeukra ouvenaydrav mv
£xBeon me iwnkig {wng avBpwnwv
0e Koiv) B€a, aAAG kal v evaoyoAn-
on pe €va peilov BEpa nou pEpveL 0e

AUPICBNTOUUEVEC EIKOVEC
MOUOOUAUAVWV YUVAIKWV.
[upilovrac 10 Aialuyio aAd loavika

avtinapdbean toug loAApIOTES e TIG
pepvioTples: m B€on ™G yuvaikag
0TOV LOAQUIKO VOO.

Oé\w va piow Aiyo yia g dia-
Tpaypateuoelq autég Kabwg ompai-
VOUV KATL yla v MepIAoKN TOAITIKY
TOU va avanaplotdg to «lpdv» Kai g
«yuvaikeg oto loAdy». ZeKve pe Evav
aroAoylopé e OIKIG HoU EHMAOKTG
omv TOATKT @UAou oto loAdp, N
oroia 6rwg Ba douye dpnoe ta xvapia
mg omv agnynon mg tawiag. Metd
Ba ouvoyiow g avidpdoelg dlagope-
TK@V akpoampiwv omv Tavia - pa
e, 6nAadr, oepd diarpaypatel-
oewv vonuatog. Méoa ané g agnyn-
0l auteg, BEAw va dei&w Tov Tpdmo
J1€ TOV OTI0{0 BONRBNKE N «Mpaypatko-
mMia» TV 1pavev yuvakov, onwsg
napouoldletal omv tawvia pag, Kat
WG 1 «TPaYPatik6mTa» auTr EPN-
veUTnKe amno toug Beatéq.

1. MoAimikij Tou @uAou oTo lohay

H npoowriky HOU EUMAOKY HE TV
TOALTIKT) TOU QUAOU aTo loAdp Eekivnoe
ota péoa mg dekaetiag tou 1980, oto
Aa(oto 6Awv exelvwv Twv oulNmoEwV
nou die&ayovrav TotE yla My enava-
dpaomplornoinon tou loAdp WG KO-
VIKIIG Kat TOATIkiG duvapng kat tov
apvniké Tou avrikturo om B€on mg
yuvaikag omv kowvwvia. Me avnouyou-
0€ Kal ouxv@ He OTEVOXWPOUOE N
Kupiapyn mpoogyylon mg Aoyotexviag
mg dekaetiag tou '80 yia 1g yuvaikeg
0TI HOUOOUAMQVIKES KOWVWVIES, ETOL
6nwe ywotav Kupiwg and yuvaikes pe
HOUOOUAHAVIKES KATABOAES ToU £ypa-
@av ota ayyAwd 1} ota yahAka. O1 ouy-
Ypagel§ autég €poalav va poipalo-

¢ Zipna Mip-Xoogvi

VIal—Kal va evigxuouv omy neparépw
avanapywyr Toug- Tig (Bleg povrape-
AOTIKEG Kal avatoAiTikeq aviAfyelg
yia 1o @UAo oto loAdy pe moAAoUg ané
TOUG OAGMIOTEG QVTIAYWVIOTES TOUG:
6TL 1 LoAapkr 6€om yia T0 GUAO fTav
Beikd kaBoplopévn kar avalhoiwm,
avtl (6nwg ey my elxa Blwoel) peta-
BakAdpevn kat dpa avoixm oe oia-
npaypatedoelg Kat TPOMomoIioEls.
‘Opota pe Toug LOANIOTES, Katd ™V
avtiAnyr pou, oL OUYYPAQe(§ auTES
frav EMAEKTIKEG OTa Emyelprpatd
T0UG, efxav pia pn oTopIKT katavonom
yia to loAdy kat To pUAo,  orola katé-
Anye oto B0 eidog cogiotelag Kat
avtiotekdtav oe kGBe avdyvwon Ttou
LOAQIKOU VOHOU WG EVGG AKOUN VOHL-
KoU ouoTipatog, petapledovrag Tig
TIOAEMIKES TOUG ME OUOKOTIONO Kal
naparoinom. Kat ot 800 aviaywvioTes,
pe GAAa Adyua, eixav wa Loyupr Weo-
AOYIKT) TIPOOEYYLOT Kal 0€ TEAIKT] avd-
Auam kataAdBawvav 0,1t iBeAav ar’ 1o
loAdy, map’ 6t akoAouBouaav dlago-
PETIKOUG OTOXOUG, Ol HEV LOAQUIOTES
Kat 0t GAAEG PENIVIOTPIES.

210 PiBAio pou Marriage on Trial
—jla PEAET) OIKOYEVEIQKWY dlapaywv
0Ta pavika kat papokiva dikaompla—
npoomnaénoa va peraronion mv avi-
napddean pera&u WAApIKOU vOpOU Kat
yuvaikwv oe dlaopetikd eninedo.
Avti va karadikdow Ttov VOO TOU
Zdpi-a wg unedBuvo yia 6Aa Ta npo-
BAfjuata Twv yuvawkwv, npoomnaénoa
va kataAdfw nwg Aetroupyel kai pe
noloug tpémoug oxetiletal pe g
OTHEPIVES HOUOOUALAVIKES KOIVWVIES,
nwe ta dropa, Avdpeg Kai yuvaikeg,
Byalouv vonua ané toug Bpnokeuti-

1 Marriage on Trial: A Study of Islamic Family Law, Iran and Morocco Compared (London, |. B. Tauris, 1993)
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KOUG Kavoveg mou kpupovral miow
ané kae koppdt mg vopoBealag mou
puBpiCet Toug ydyoug toug. Mpoomd-
Bnoa, enfong, va petaroniow v
eot(aon ané Toug LOAGMIKOUG Kavoves
nou kataréouv TG yuvalkeg, o€
eKkelvoug and Tiq avipdoelg Twv oroi-
WV 01 Yuvaikeg Hropouv va Enweein-
Bouv. Ze dikeg mou mapakoAoubnoa
7o Ipdv kat ato Mapdko, napampnoa
nwg MoAAES yuvaikeg tav evijpepeg
yla TETOIEG avVTIPAOEIS Kal TIg Xpnot-
HoToloUoay TIPOKEWHEVOU va emava-
dlanpaypateutouy, Kat HEPIKES POPES
va &avaypdyouv, Toug 0poug TV
Yapwv toug. Kdvovtdg to HEPIKES
QOopéG yupi{av umép TOUG TA IO
natplapyikd otoiyeia Tou VGHoU Tou
Zdpl-a TPOKEIEVOU va Emtiyouv
TOUG TPOOWMIKOUG Kal OUTUYIKOUG
T0UG 0T6YOUG. ‘Hpouv (kavr) va 10
avtiAngBw, ev peépel, enewdn to (Bto
aKpIBWS eixa katopBwoel va kavw Kat
EYW MEPIKA xpovia vwpitepa otav
KATEPPEUOE Kal 0 DIKOG ou YApoS.
To Marriage on Trial anotéAeoe eni-
0MG ) HOnOT) HOU TNV TOALTIKT) UAOU
Tou loAdy. To éypaga Otav ak6pa
fiHouv aBepam yia mv akadnuaikn kau
TIPOOWTIKT) HOU OTPATEUOT JIE TA GEL-
VIOTIKG {nmpata, ahAd kat To loAG.
‘Otav dpyloa mv €peuva pou ata dika-
oTfipla olkoyevelakou Oikaiou oy
Texepdvn, vopla nwg dampoloa my
apepoANYia Tou «avTIKEIPEVIKOU» aKa-
dnuaikou epeuvnm, ONwG Hou mv elxe
€VOTaAGEEL 1) EKTaidevoT) pHou OTIS Kol
VWVIKES emoTpeq To 1970. H €peuva
pou ota dikaompla tou Mapdko TO
1989 -n npwm rou elxa kAvel ektog
Ipdv— pe BoriBnoe va arnodexbw Tq
HOUOOUAHQVIKEG HOU KATABOAES Kal va
enavefetdow T OyEon Hou pe mv
niom pe mv orola yevvriBnka, aképa
Opwe Bplokw 6UOKOAO va OUPPINWOW
mv auEavepevn TMPOOWIUKY Hou
EUMAOKT JE Ta QEMVIOTIKA {nmipata
Kat 10 loAdy pe Tov akadnuaikd otoxo
mg «aVTKEevIKomrag». Tnv enoxn
nou oAokAfpwoa v Epeuva 0T
Mapdko, ouveldnronoinoa nweg o otd-
X0G Hou frav avéiktog, blotala 6pwe

2 loAdy kat guAo (HTgp. TOU EMUUEANTH)

akopa va 1o avayvwpiow - néoo paA-
Aov va ouppetdoyw evepyntikd ota
6oa pehetovoa. Koupahouoa akéua to
Bapu poptio TwV avTikpOUGPEVWV TAU-
TOTTWV Kat MOATIKGY, TIOAU 0duvnpd
yla va 1o §EpopTwld My enavpio mg
enavdotaong tou 1979 om x@pa pou,
10 Ipdv. ‘Etol, eve katéypaga 1o UAIKG
g €peuvag pou and o Ipdv kai 10
Mapdko, mpoondbnoa va kpatmiow
600 T0 duvatdy MepLoodTEPO TV ATG-
0Ta0T) HOU, Kat va pnv eloaydyw m
LK} HOU Qwvr) OTO Kelpevo.

And g apyeq me dekaetiag Tou
'90 ot oulnmoelg yia To PUAO Kat To
Ipdv, kau TO OUYKeKpIPEVa yla TIg
yuvaikeg oto Ipdv, dAhagav eotiaon
Kkat évo. H mio mpdopam Aoyotexvia
elvat Atydtepo 1BeoA0YIKOTIOMUEVT Kat
np6Bun va dlepeuvioel TIg Mepimho-
kdmteg tou Ttomou. Aev Bewpeital
mAéov dedopévo Ot 0 dlaywplopog
TOU VOHOU Kat g VopIkig dladikaoiag
ané m Bpnokela BeAtiwvel olyoupa m
Bgon mQ yuvaikag, olte 6T n emi-
aTpogr 0To Zdpt-a neplopilel unoxpe-
WTIKA TG yuvalkeleg emhoyeg. Tauto-
Xpova, 1 akadnuaikr pou mposgyylon
elye ah\d@&et. To 1995 dpxioa va epeu-
Vi) TO TG Ol MPNTES ToU ZGpt-a 0TO
Ipdv —ot KAnptkof Zi-a- mpoomabouoav
Je dlapopoug Tpdroug va dlaiwvioouy,
Va TPOMOTooouy, va anodoprnoouv
Kal va enavadopnoouy Ti§ avriAnyelg
yla 10 QUAo, Tou Bplokovrav am pila
TOU LOAQpIKOU OIKOYEVELQKOU dlKaiou.
210 deutepo BiBAio pou, Islam and
Gender?, eykatéAea 10 QVEQIKTO LOE-
0deq Mg akadnpaikng anootagionol-
NoNg Kat nepteypaya m dikn Hou eva-
OxO0Anon pe wa oelpd Kewévwv Kal
OUYYPaPEWV WG pia poowrukn avali-
mom yla karavonon.

ZTQ apxéq Tou 1996, drav Eekvou-
oa To deutepo BiAio pou, €vag gikog
jou pe ouvEoOE 0T OKnvoBETda
viokipavtep, K Aovtlivéro, mou
1BeAe va kavel pa Tawia yia to lpdv.
Tng eixe Kot 1o evdlapépov 1 avi-
Beon avapeoa otiq elk6veg mou napr-
yayav ta enikaipa mAEOTTIKG VIOKIHa-
VIEP Kal 0€ eKeiveq mg Souleldg okn-

voBetwyv puborhaoiag 6rwg o Aundg
Kiapoatap. Ot npareg napovoialav to
Ipdv w¢ pa xwpa gavarkey kar ot
deltepeq petédidav pa moAd o
€UYEVIKA, o momTik aioBnom tou
ToATIopoU Kat Twv avBp@nwy. Avaka-
Aoyape nwg poipaldpactav myv (i
paraiwon yia ta atepedtuna Twv duti-
K@V péowv padikiq eviuépwong yia
0V pougouhpavik kéopo. Zulnmoa-
pe mv €peuvd pou Tou 1980 ota dika-
otipla mg Texepdvng, n Kiy didBace
10 Marriage on Trial kat anogacioaye
va ouvepyaotoUpe. H Kip emikevipo-
Bnke oto va avalnmoe! Xpnuatodém-
on ané toug unedBuvoug e Bpetavi-
K¢ MAedpaong kat eyw £xava afmon
0e 1pavolg agwpatolyoug yia mpé-
opaon kai Gdela Kivnpatoypaenans.
Tov Mdptio tou 1996 uroBdhaye
péow ™S lpavikig Mpeopeiag oto
Movdivo pa mpdtaon va yupioouye
€va VIoKWavtép oe éva Okaotmplo
omv Texepdvn. ‘Exovrag emiyvwon
Tou 6o euaioBnto rrav To B€pa, dla-
nwoaye mv mpotaon MPOCEKTIKA.
An\woape nwg 0 okomnog pag frav va
kdvoupe pa Tawvia mou Ba dyyile éva
£UpU akpoamplo kat Ba apopnroloe
Ta emkpatolvra oTepedTuna yia g
yuvaikeg kat 1o loAdy. O€haye va -
TUXOUPE TOV OTOXO Hag, mapouotalo-
Viag €va OlKoupeviké B€pa mou Ba
Eenepvouoe Ta MOMTIOTIKG Kal Ta Kol-
VOVIKG enOdia Kat e To omoio ot Kol-
voi dvBpwriot Ba prnopovoay va ouvde-
Bouv ouvaoBnuatikd alAa kat duavon-
KA. O yapog, 1o Saduylo kat n Tuxm
Twv nawdwy, unoompilaye, napeixav
T0 TEAEL0 BENA YIa pua TETOLa Tawia.
Tov Okt@pBpto n atmer pag anoppi-
9Bnke Xwpig va pag mouv Tov Adyo.
Epel§ 6pwg elyaye ndn apoowsei oto
0x€810 pag kat ouveyioape va muélou-
HEe mv paviky npeoBeia. Tov Aekep-
Bplo akovoaue NS wa ané Tg aim-
01§ pag ya xpnuaroddmon eixe
€YkpIBel: To Channel 4 frav datedel-
uévo va pag avabéoet m dnuoupyia
EVOQ VTOKIQVTEP peydhou prkoug ya
mv éykupn {@vn twv «AAnBwvav loto-
puwv». AvaBapproape oe tepdatio
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BaByd. Xra péoa tou lavouapiou tou
1997, n K kat eyw miyape omv
Texepdvn ya va mpowBrooupe mv
afmor pag kat va eniyelpnuatoAoyn-
00UpE TPooWIKG yia To {fimpd pag.
Mi\fjoape yia 1o oxédlo pag pe 6pn-
OKEUOPEVES Kal pn yuvaikeg Tmou
eUMAEKovVTaV 0TI avinapaBeaelg yia
10 yuvaikela dikawwpara oto Ipav: aka-
Onuaikoug, Siknyépoug, dnuoatoypd-
(PoUg, e avBpwroug SlapopeTIKoUg —
ané aveEGpmroug OKnVoBETES e
avti-BpnokeuTiky patid, péxpt aTeEAEXN
™S mAedpaong, o Yroupyeio Kabo-
dnynong, yuvaikeleq opyavwoelg K.AT.

Im didpkela Twv danpaypatevoe-
wv ipBa &ava avripéTwm pe TIG ToA-
Aarmég pou Tautémres. Bpébnka oe
a avegnynta owkela kardotaon peta-
T0rmong TPOOTTIKIG Kal enavanpoo-
dloptopol Tou eautou pou. Otav Eeki-
vnoa 1o ox€dio, Tov Mdptio tou 1996,
elya pohig apyloet va ypdgw to deute-
po BiBAio pou, Baciopévn O EKTETAE-
VEG OU{NTOELS TOU TPOnYOUpEVOU
£10UG HE KAnpikoug oto Mkop. Me Toug
KANpIoUg €npene va Okaohoyw
(QEHIVIOTIKT) pou OTdom), eVl KAvovtag
mv tawia féeka va TPRow T Hou-
OOUAPQVIKEG Kal IpAVIKES TAEUPES TG
TautémTag pou. Zuveldnronoimoa te-
Aik@ 6t To mpopAnua rrav kat péoa
pou. Aev propouoa va ouvBEow TIQ
noAaréq B€oelg kal avanapaotd-
OEIG TWV Yuvaikwv oto Ipdv, oute kat
TG AIKES PoU TAUTOTNTES KAl OXETELS.
Awagwvoloa 1o (B0 pe Ta avikd kat
He 1a dutikd otepedTuna Twv «yuval-
K@v Tou loAGp», elkdveg mou dev avra-
vakhouoav v nep(rmAoKN Mpaypartiké-
mra. O¢ gepviotpia, Ipaviy kat pou-
oouAudva, evavtiwvopouv otov Tpono
PETayelplong Twv yuvakwv oto loAdp
kat fjeeAa va tov aAAGEw. Ot avrippn-
0€I1G pou Gpwg dev rrav (Bieg pe exei-
VEG TIOU unaiviooovrayv ol oulnmoelg
ota dutika péoa n pe ekeiveg mou umo-
ompilav oL pepuvioTpieq peTd my ena-
vaotaon: dev EBAena g yuvalkeg oto
Ipdv oav Bupara, aAAd wg npwrond-
poug ot €va olvomua naywdeupévo
avaueoa om Bpnokeutikr napadoon
Kal M oUyxpOovn npaypankémra.

Aev firav 10 eldog ™G npaypatiké-
NTAg MoU 0L NP0 TWV HETAppUBHioEwY
apx€g Tou Ipdv riBelav va de&ouv otov
£Ew Kkdopo. To emeypévo pag Bépa
-10 Owadlylo- amnoteloloe emiong
Bépa Tapmou kat anethoUoe va urnovo-
pevoel éva paoikd agiwpa me npwng
PNTOPIKIG G loAapkrg Anpokpariag.
ZTov {d10 Tov Muprva g KPLTKAG S
lohapkig Anpokpatiag yia ™ Auon
Bptokdtav To yeyovdg 01 oL OIKOYEVEL-
aKeg agieq elyav katappedoel, mpdypa
TOU paptupouoe 1 avgnom Twv dladu-
yiwv. H lohapkn Anpokpatia nepnea-
veudtav yla m otaBepdmra Twv oIKo-
yevelwv me. Katdhapa yiati ta otehé-
X1 Tou Yroupyelou loAapkiiq KaBodn-
ynong anéppipav mv npdraor pag: Ba
frav oav va Byalape ta Grutd pag
om @dpa. Tautdxpova Opwg, Eviwoa
ot rtav éva B€pa pe To oroio Ba Enpe-
TIE Va KATamaoToUpe, kabwg ot vopol
Twv dlaluyiwv eiyav yivel To o opaté
Kpimplo, WETd Tov «oAapkd» Tpomo
€vduang, HETPNOMG ™G XELPAEMONG
| MG KaTamieong Twv yuvakwv oto
loAGp. T6éoo ta dutikd péoa paliknig
eVnUEPWONG, 600 Kat 1) LOAGUIKT) prTo-
piKr avrpetwmiav 1o 6Ao Bépa Tou
olkoyevelakoU Oikaiou 1deohoyikd kat
ayvoouoav T UvVBE) npaypatikémra
Tou térou. To xprjoworoloiaav wg Eva
HEOO «dlayWPLOHOU TOUG amd Toug
@A\oug», yU' auté Kat fitav amuaviké
va aoyoAn6oupe pal( tou.

To 1997 ot npoedplkES ekAOYEQ
mou épepav Tov Moyduavt Xatapi amv
efouoia, npokdAeoav pia perarornion
om B€om Kal omv MOATKT ™G pavi-
Kig kuBépvnong. ‘Etal, mpape ddela
va yupioouye pa tawia yia mv npay-
patkdmra péoa and ta pdna Twv
yuvaik@v mou maipvouv dialuyto. Ot
Yuvaikeg mou oup@@vnoav va epgavi-
oToUv omy Tawvia pag, poipddovrav 1o
Opapa pag kar ddpakav mv eukapia
va akouotoUv Ol QWVES TOUG, va
ekgpdoouv Toug eautoug Toug, va
uagouv aut mv tawia pal( pag.

2. Avnidpaoeig oTnv Taivia.
H rawvia €kave npepiépa oto Kivnuaro-
ypagiké ®eotiBdA tou EdwBoupyou,

Tov AUyouato Tou 1998. Zm) ouvéxela
ipoBAriBnke o€ MoAAG GAAa geaTIAA,
képdloe TOAG Ppapela kat €hape
MoAudpBUes KpITIkEG amé ta péoa
Hadwig evnuépwang. H mpwm npopo-
A mg oto Channel 4 oto Hvwpévo
BaoiAelo, €ywve tov Alyouoto Tou
1999, aAAd pua pikp6Tepn (mevnvrane-
vidhertm) ekdoyr g, mv orola efxa-
Jie povtdpel yia To Channel 4, eixe fdn
npopAnBel oe AAAa kavaha, petagu
TWV omolwv kar 10 YaAAo-YEPHAVIKG
KavaAt Arte, 1o oroio propel kaveig va
el kat omv taia péow GopuPopikng.

Ot avtidpdoelg anévavl omy Tawia
rnolkihav oAU, amokaAuroviag oyt
H6vo To dlaPOPETIKG TPGMO ME TOV
oroio ta akpoatmpla oxetilovrav pe
mv agrynor pag, alAa eniong mv
TIEPITAOKOTNTA TG IPAVIKTIG MOALTIKTG
YUpw ané mv Tautémra Kat 1o gUAo.
Ot Kkpttikoi kivnuatoypdgou, Ipavol
aAAG kau E€vol, ritav katd kuplo AGyo
evBouowwdelg. Niwoaye nwg kardha-
Bav mv Tawvia, kat nwg efyape emryet
TOV KUplo 0Ttéxo pag, va apgopnmi-
OOUIE AMAOUOTEUTIKES 1BEES Onwg 6Tt
10 Ipdv elvat pua xwpa pavatikwy Kat ot
poucoulpdveg yuvaikeg aporénta
B0parta. H tawia pag Borenoe va xti-
OOUHE pia YEQupa, va eEavBpwnioou-
Jie Toug Ipavoug Tou, petd my enavd-
otaon, eixav dawovoromBel ota pdria
Twv Autik@v. Zxeddv 6Aot ot Autikol
Kpttikoi, oxoAiaoav auté to onpelo,
HEPIKO a@iEpwoav pa 0AGKANpn oeAi-
6a omv tawia kat ota Bépara mou
¢€06ete. ‘Eva napadetypa eivat n Kputikr
mS AovdpeQkng Evening Star mou
TEAEIWVEL WG EENQ:

«[pwv ané névre ypdvia ato Beyond
the Clouds o ®\ AykAavt katéppupe
Tov naynaiaio puto mg avekiviaomg
AvatoArig, deixvovrdg pag nwg ot
kabnuepvéq eAnideg kar gépol Twv
Kiwvélwv Aiyo dagépouv ané Ttoug
Olkoug pag. Xteg 10 Bpddu n K
AovtQivéto kat n Zigna Mip-Xoogvt
katépBwoav kdt mapépolo ya 1o
Ipdv... defyvovrdg pag nwg undpyouv
neploodrepa npdypara va Bavpdoou-
Je omv pavik kowvwvia an’ 6,1 va
Qopopaote. Me peyakltepn anmymon
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Kau and oanouvénepa, egavBparnioe
€va had rou moAu ouxva daiovorolel-
Tl ané ta péoa palikng evnuépw-
ong.»*

H {810 opogwvia dev napamprnke,
wot600, avaueoa otoug Ipavoug tou
Novdivou. Metd mv npopoAr mg tat-
viag oto Channel 4, oplopévol mAepw-
vnoav oto RadioPars -to pévo padio-
QWVIKO TPGYpappa o€ TEPOIKT) YAWO-
0a 0to Aovdivo- yia va ekppdoouyv Tov
Bupé kat ™ duoapeokeld Toug e myv
Tawia. Mapdt eyw 1 (Bia elxa avakol-
vwoel oo RadioPars mv npopoAr mg
Tawiag and 1o Channel 4 pua epdopdda
vwp(tepa, yia va ewdomnotriow Toug Ipa-
voug mou dev didpadav ayyAke tdro,
apviiBnka va Adpw pépog o {wvtavn
EKTIOpT), POBOUEVT OTL O mapouala-
omg -0 KUplog Xooelv Kaip- kat
@AAot Ba propouoayv va xpnatyorour-
00UV TV Tawia wg PECO Yia va eme-
Bolv oto loAdy kat omv loAapkn
Anpokpartia kai dpa Ba pe mapgéoupav
0€ pa pdram moAwkr ougjman, mv
orofa i6eAa va anoguyw. H dpvnon
pou Bipwoe tov Kupto Kapip, mou did-
Baoe wa mapdgpaon Ttou e-mail mou
Tou éotelha, e TO omoio anéppurte
v 1d€a 6Tt To MPAYpappa frav moAt-
K6 1 phouoe TipooBANTIKG yla TO
loAap. Ot epwTOELg Kal ot mapampr-
0€1G TIoU €ylvav 6HwS Katd m didpkela
T0U Tpoypdppatog anédelgav mwg
elya dikuo.

Me mv e€alpeon Twv akadnuaikwv
Kal Twv Ipavwv dedtepng yevidg, mou
avtédpaoav BeTik@ oy Tawia kat pot-
pdomkav Ttov (B0 Tpomo avayvworg
G e epdg, 6rou Kat va rpoparidrav
ot Tawvia, moAhof mapovreg Ipavol mv
gUpLokav efte MPOOBANTIKY yia Tov pa-
VIKG TIOALTIOHO, E(TE ™ Xpnotpomolou-
0av yla va kavouv TOATKG OxOAO.
‘OAot Toug avrkav oe pla and g duo
QUTEQ Kamyoples.

Kat' apydg urmpxav ekeivol mou
tautifovray TMOATIKA ME TV IPAVIKY
avrirnoAlrevon tou e€wrepikou: eidav
mv tawia wg éva edog nponaydvdag
unép me lohapkng Anpokpariag. H

tawia, unootpiav, dev delxver mv
«npaypatikémra» me yuvaikelag ka-
tanfeong oto Ipdv kat uneparhou-
otevel ta dewd mou uglotavrar and
Tov (oAapkd vopo. Ev oAiyolg, Bew-
polv v Ttawia pn opbr moAitika
kaBwg dev ekBETEL TIG adikieg kat mv
anavepwrud tou toAapkoU KaBeotw-
106: 0 BIKaoTrg eival oAU Kakdg kat ot
yuvaikeg eivat oAU duvatég, Xm dev-
€PN kamyopia Bpiokovral ot pn mMoAL-
TiKorompévol Ipavol me dlaomopd,
JIKpoaoTikoU Kupiwg uridBabpou, Tou
glnav 6t n Tawia Toug «€kave va viw-
Bouv VIpoTIAOPEVOL HMPOOTA OTOUS
&évoug». H tawia, dlatelvovtay, dev
Ba énpene va €xel mpopAnBel moté
oto eEwtepkd, pa kat ot EEvol dev
KaTavoouv v MepimAokamTa mg (pa-
VIKTS Katdotaong Kat vopiouv 6Tt 6Aot
ot Ipavol eival «oraBodpopikoi». Eva-
vawvovtal enetdn n tawia dev delyvel
«HOPPWHEVOUG Kal KAAAIEPYTHEVOUS
avBpwroug» mapa povo «abAwa pépn»,
«omioBodpopIka €0ipa» Kat «avepw-
Toug XapnAng Tagng».

Ot dUo autéq opddeq avumabolv
mv Tawia kat auelopntoly Ta Kivntpa
TIOU pag €kavav va m yupiooupe. Eva
1 Tpwm opdda unavioaotav nwe xet-
paywynerkape ard mv loAapukn Anpo-
kpatia, n deutepn eide «Bpetavikd
daktuAo» niow ané my tawia. Katd m
dldpkela Twv oulnToEwV MoU aKoAoU-
Boloav Tig MpoBoAég G Tawiag, pag
pwtovoav mavra ylatin loAapukn Anpo-
Kpatia pag enepeye va yupiooupe mv
Tawia, yati n Bpetavikny TnAedpaon
(wg Tétola Bewpouv pdvo o BBC, mv
eheyyopevn dnhadr and myv Kupépvn-
omn mAedpaam) pag xpnuaroddmoee ya
va kdvoupe ja tawia ya to dalliyo
0to Ipdv, ola frav Ta npaypatika pag
kivntpa, T BEAape va moupe pe pa
Tétola rawia. Kat ot 8uo, wot6oo, oup-
Quwvouoay 0Tt 10 MPOPANua pe mv Tat-
via firav nwg «dev eival avunpoow-
TIEUTIKT» Kat Bivel pua dlaotpepAwpévn
EIKOVA G «Tipaypatikomragy.

Avdpeoa oe autég Tig duo akpaieg
avuidpdoelg, undpxet pa tpim mou 6yt

Hévo anoppinte m «Bewpla mg ov-
vwpooiag» aAA@ nalpver Béon kard
WV 0YUpIoPGY 6Tt 1) Tavia dev elvar
«QVTINPOoWNeuTIK», T BAENEl WG
pa pop@n kard tou loAapkod végou
kat mg lohapkrig Anpokpariag. H kpi-
T ™G Tawviag omv Keyahan, pavik
epnuepida pe £6pa 1o Aovdivo, ypap-
pévn and Tov Parto Noori A'la exppalet
Je KopyémTa auty akpiBeg v
droynm.

Aev undpyet apiBoria ot ot yuvai-
KeQ autéq (ommv tawia) dev eivat avti-
TIPOOWMEUTIKEG EKElVWY TIOU £Youv
Jeivel avarmpeg and ta gopepd xtu-
mmuara Twv oullywv Toug. OUTe avti-
TIPOOWMEUOUV AdAE(S Kal ayproTEUpE-
VEG Yuvaikeg mou, Qopoupeves mv
OIKOYEVELG TOUG 1) ™V Kovwvia 1 yia
va pelvouv pe ta nawdid Toug, avéyo-
viat mv 0d0vn mg dlaBiwong pe Evav
averulopnto dvdpa. Mapopoiwg, ot
Gvdpeq Toug dev avtinpoowrnetouy
TOUG TOAAOUG MPOKATEANUPEVOUS Kal
emBeTIkoUg 1pavoug avdpeg, oute o
Okaotig NteAvtdp eival avtmpoow-
TEUTIKGG OAWV Twv IKaoTwv oto Ipdv.
Aev eival nepiepyo, wotdao, o1t opi-
OpEVOL KpLTIKOL, O€ pia erunéAarm aglo-
Adynon, kamyopouv v Tawia on
€ylve katd mapayyeAia (dnA. mg loka-
KNG Anpokpartiag) yia va deiet va
KaAG Tp6owro Twv dikaompiwv mg
loAapknig Anpokpatiag kat pua pn pea-
AOTIKT) €lkOva ™G poipag Twv pavav
yuvaikav; Ané mv GAAn, pepikol BAE-
nouv mv Tawia oav va delyvel yewai-
€6 yuvaikeg va moAepouv yia ta dikat-
Qpatd Toug Kat va Ta KatakTouv.

Napdt napadeydpacte 61 WS OKN-
voBETdeq mou yupioaye pia Tawia ato
Ipdv dev pmopouoaye va dei€oupe myv
npaypatkdmra, kanolol Beatég gai-
VETQL VA UTOVOOUV MWwe OV mpaypa-
TKOMTa epei xelpaywynoaue Tg
apxéQ: Eivar guokd nwg wa tawia n
ornoia €xet yuplotel pe mv adeia tou
LoAapkoU KaBeatwrog dev pnopel va
deiyvel 1g ppikaledmreg kat Ta peyd-
Aa rpopAfjuata nou avtipeTwridouv ot
pavég yuvaikeg. Opola o Beamq dev

3 Evening Standard, 24 Auyouotou 1999, oel. 29. Kpiikég oniq The Daily Telegraph kat The Times,
mv (B1a pépa, exppalouv napopoles aviidpaoelg
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uropel va mepyével pia Tétola Tawia
va Oelxvel to mpaypatké mpéowno
TWV KANPIK@V BIKaoT@v Tou dikaoTikou
owpatog Tou lpdv, oute ™ ouvnBIopE-
V| oupnepipopd twv epyalopévav. Ot
€Eunveq oknvoBéTideq G tawiag
Opwg, xwpig va karapiyouv o€ OAG-
yKav 1 va uneprovioouv 10 B€pa, pe
dedmra kar avriAnmukémra, péoa
ano amhég EIKGVES Kal pua petplomaen
YAwooa, pe xoopop, katépBwaav va
Eeokendoouv TOUG O OKOTEWVOUS Kat
KATAMIEOTIKOUG VOHOUS OLKOYEVEIQKOU
dikaiou mq loAapkig Anpokpatiag
nou Bacilovrat oe BpnokeUTIKOUG
VOHOUG.

Zupnépaopa

Erutpéyte pou va oAokAnpwow ouvde-
0vTag v agriynor pou yia m dnpt-
oupyia Tou Awadiyio aAd lpavixd e Tig
dlapopeTikég avidpdoelg Tou Kowvou
anévavtl tou. Tt pag Aéve yla mv
nipaypatikdmra mou mapouaidletat
0TQ VTOKIAVTEP Yia TIG pavéq yuvai-
Keq eldikdtepa Kat yia 1o Ipdv yeviké-
1€pa;

Kat' apyxdg, 6nwg unovoeital omv
apriynor| pou, eda mv tawia wg éva
pépog mC avtrmapdbeong ywa ta
yuvaikela Swawpatra oto lpdv, pa
avtnapdbeon omv ornoia eixa pe
naBog eprakel and g apyég Tou
1990. 'HBeha va del€w nwg undpyouv
dlagopeTikég pwvES 0To loAdy Kat aTo
Ipav. H wvr) mou akouyetal ouyvoTe-
pa elvar exelvn tou vépou: mMOAU
QUTAPYIKT) Kal TatplapyIkr kat augave-
Jeva avevnuépwm yia 1§ erudiwéelg
Kat 1§ npaypatkdmreg me {wng Twv
avBpwnwv. Tautdypova, undpyet pia
Quv} looTipiag omv KaBnuepvomra,
nou omdvia akoUyetat amé Toug
anégw. Aum m ewvry exppalouv ot
yuvalkeg kat aut m ewvii iBeka va
KGvw va akouotel. ‘HBeAa n tawvia pag
va Selyver myv avaypovioTiki euom Tou
1pavikoU VOHOU Kal MWG N KOIVWVIKT
alayr anoduvap@ver kaBnuepivd m
HovoABIkT| TOU Kuplapxia.

AeUTEPOV, N «NPAYPATIKO™TA» TWV
yuvakelwv {pwv 6nwg napouvoidleral
oto AalUyio aAd lpavikd \pBe o€ avti-

Beon pe edveq mou kdmolot agwpa-
TouyoL ato Ipdv kat kdrotot Ipavoi, mou
(ouv oo eEwrepikd, BEAOUV va Tpow-
Brjoouv. Me eviunwoiaoe n opoldmta
Twv aviidpdoewv Twv aglwpatolywy,
JI€ TOUG omoioug dianpaypateuTkape
1§ adeleq omyv mpo-Xatau( nepiodo
Tou Ipdv, pe Toug Ipavoug Tou e&wre-
pIKoU Tou ldav mv Tawvia o€ PeaTIRAN
f omv mAebpaon. Tnv anéppupav,
AEyovTag nwg anétuye va avrarnokpl-
Bel om dikn Toug exdoyr ™G mpaypa-
TikOmTag mg (WG TWV Yuvakwv 0To
Ipdv kat unoompiloviag nwg divel
otoug &Evoug «ua SlaoTpeBAWHEVN
Kat AavBaopévn ewdva» Tou pavikou
TOATIOHOU Kat MG Kowwviag. Eivat
evdlapépov nwg n Baoikn avrippnon
Kat Twv dUo opddwv elxe va kdvel pe
mv emoyr Tou Béparog, To diadlylo:
éva T€tol0 B€pa dev Ba €mpene va
elxe emeyel e§apyig. Ma toug Ipa-
voug g dlaomopdg, mapouatdlovrag
TOV QyOva TWV «QuépewIwV yuval-
Kwv», 1 Tawvia Bpuppdtioe mv ewkdva
TOU TOATOpoU Toug, €tal 6nwg ot
HopowpEvol Kat ekAemTuapévol Ipavol
elyav npoomalnoel va Tov dnpioupyn-
00UV OTIG KOWVOTNTES TOU Toug dEXBN-
Kkav. Ma touq a&wparolyous, delxvo-
viag T yuvaikeg va aywvitovral yia
v anekeuBEpwor Toug and avereo-
untoug ydpoug, N tawvia pel@vel mv
elkdva ™G LoXupfg OIKOYEVELQS TIOU
Bpioketat om Bdon Tou OAGpIKOU
ouotuarog. Map’ 61t ta doo eidn Twv
avtipprioewv dlagopewvovtal and dia-
(QOPETIKEQ (DEONOYIEG Kal TIOATIKES
1d0elg, Kat Ta duo €xouv m pia Toug
oTov @6Bo Tou va kplBouv kat va napa-
vonBouv ané tov AMo - dniadn m
Adon. MNap’ 6t kGBe opdda xalpetal va
kpivet m Avon - n wa mv GAAn-,
glval avikaveg va aveyBouv ormoladn-
TOTE KPITIKT} Yla TOUG EQUTOUS TOUS.
TéAog, oL agnynoelg autég pag
AEvE WS €va VIOKILAvTEP MoU oTdet
1a Opla perafy «and péoa» / «am’
£Ew», petal Wwtikou / dnuéolou
unopel va yiver kaBpégmg, omou ot
Bearég pnopouv va douv MEUPES TOU
SikoU Toug moAtmopoU kat MG Swng
1oug Tautémrag. To eidog mg npay-

patikémrag mou mapouaidlel o
OUYKEKPIMEVO VTOKIPavTED 1) BEwpE(-
Tar 6 mapouodlel- bev propel va
dlaywptotel ané 1o PAEppa pag, m
oxéon pag pe to dik6 pag moAriopd
Kat 10 nwg BéAoupe va pag AEMEL 0
AMog. H apvntikiy avtidpaon kanowv
Ipavav Tou eEwtepikol pAGel yia m
OLpopoUpevn OxEam Toug pe Tov dIKG
T0UG TOAITIONO Kal ekelvov TG XWpas
nou Toug GéxBnke. Z1o KATW-KATW O
KaBpEpteq amag avravakAolv, aAhd
1 opopPLa eival oTa pdtia exelvou rou
Kottdel.

To napandvw keiuevo mapouoidotmke
010 ouvedplo «H Méon AvatoAj ato
Novdivo», 27-29 louviou, om ZxoAn
AvatoAk@v Kat Agpikavik@v Zrmoudwv
tou Maverompiou tou Aovdivou
(SOAS).

Metdgpaon: Zwi-Muptw PnyonouAou

AwaZUylo aAd pavika
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Divorce Iranian Style |

Challenging Images of Muslim Women:
Making Divorce Iranian Style

By Ziba Mir-Hosseini

Between March 1996 and April 1998, |
co-directed the documentary film
Divorce Iranian Style with an independ-
ent British film-maker, Kim Longinotto.
The film was inspired by my book
Marriage on Trial, based on ethno-
graphic research undertaken in family
law courts in Morocco and lIran'.
Almost everything in the 80-minute film
takes place in a small courtroom in
central Tehran. There are four main
characters: Massy, who wants to
divorce her inadequate husband; Ziba,
an outspoken 16-year old who proudly
stands up to her 38-year-old husband
and his family; Jamileh, who brings her
husband to court to teach him a lesson;
and Maryam, remarried and desperate
to regain custody of her two daughters.

Thus, my first exposure to film-mak-
ing, involved me in long series of nego-
tiations, not only with the lIranian
authorities for permission and access,
but also with myself: | had to deal with
personal ethical and professional
dilemmas as well as with theoretical
and methodological issues of represen-
tation and the production of anthropo-
logical narratives. The film's subject-
matter inevitably entailed both exposing
individuals’ private lives in a public
domain, and tackling a major issue
which divides Islamists and feminists:
women'’s position in Islamic law.

| want to talk a little about these
negotiations, as they say something
about the complex politics of represent-
ing “Iran” and “women in Islam”. | start
with an account of my own involvement
in the politics of gender in Islam, which
as we shall see came to leave its traces

on the narrative of the film. Then | will
summarize the reactions of various
audiences to the film - that is, a final
series of negotiations of meaning.
Through these narratives, | want to
show the ways in which the reality of
Iranian women as portrayed in our film
came to be constructed, and how this
reality came to be interpreted by the
viewers.

1. Politics of Gender in Islam

My own involvement with the politics of
gender in Islam started in the mid-
1980s, in the context of discussions
then current about Islam’s resurgence
as a social and political force and its
adverse impact on women’s status in
society. | was concerned and often dis-
mayed by a dominant approach in the
literature of the 1980s on women in
Muslim societies, mostly produced by
women from Muslim backgrounds writ-
ing in English or French. These writers
seemed to share — and thus helped to
reproduce - the essentialist and
Orientalist assumptions about gender in
Islam, which were held by many of their
Islamist antagonists: that the Islamic
position on gender was divinely
ordained and immutable, rather than
(as | had experienced it) changing and
thus open to negotiation and modifica-
tion. Like the Islamists, it seemed to
me, these writers were selective in their
arguments, had an none-historical
understanding of Islam and gender,
resorted to the same kinds of sophistry,
and resisted any readings of Islamic
law which treated it like any other sys-
tem of law; and they disguised their

polemics by obfuscation and misrepre-
sentation. Both sets of antagonists, in
other words, had a strongly ideological
approach; and in the final analysis, they
read what they wanted into Islam,
though in pursuit of different agendas,
the one Islamist and the other feminist.
In my book Marriage on Trial - a
study of family disputes in Iranian and
Moroccan courts — | tried to shift the
debate on the relation between Islamic
law and women to a different level.
Instead of condemning the Shari'a as
responsible for all women'’s problems, |
sought to understand how it operates
and in what ways it is relevant to
today’s Muslim societies; how individu-
als, both men and women, make sense
of the religious precepts that underlie
every piece of legislation regulating
their marriages. | also tried to shift the
focus away from the ways in which
Islamic rules oppress women to the
ways in which women can find empow-
erment in the contradictions embedded
in these very rules. In the court cases |
had witnessed in Iran and Morocco, |
noticed how many women were aware
of these contradictions and manipulat-
ed them in order to renegotiate, and at
times to rewrite, the terms of their mar-
riages. In so doing, they sometimes
turned the most patriarchal elements of
Shari'a law to their advantage in order
to achieve their personal and marital
aims. | was sensitive to this, in part
because it was exactly what | had man-
aged to do myself some years earlier
when my own marriage broke down
Marriage on Trial was also my initia-
tion into the politics of gender in Islam.

1 Marriage on Trial: A Study of Islamic Family Law, Iran and Morocco Compared (London, |. B. Tauris, 1993)
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| wrote it when | was still feeling my
way in terms of my own academic and
personal engagement with both femi-
nist discourses and Islam. When | start-
ed field research in Tehran family
courts in 1985, | sought to retain the
impartiality of the “objective” academic
observer, as firmly instilled in me by my
1970s social science training. My field-
work in Moroccan family courts in
1989 - the first research | had done
outside Iran - helped me to come to
terms with my own Muslim back-
ground, and to re-examine my own
relationship with the faith into which |
was born, yet | still found it difficult to
reconcile my growing personal involve-
ment in feminist discourses and Islam
with my academic aim of objectivity. By
the time | finished research in Morocco,
| had realised that this aim was impos-
sible, but | still hesitated to acknowl-
edge it, let alone to participate actively
in what | was studying; | still carried a
heavy baggage of conflicting identities
and politics, too painful to unpack in the
aftermath of the 1979 revolution in my
own country, Iran. So, while writing up
my field material from Iran and
Morocco, | tried as far as possible to
keep my distance and not to insert my
own voice into the text.

Since the early 1990s, discussions
of gender and Islam, and on women in
Iran in particular, changed in focus and
tone. More recent literature is less ide-
ological and is willing to explore on-the-
ground complexities. It is no longer
taken for granted that secularization of
the law and legal process necessarily
enhances women'’s position and that a
return to the Shari'a necessarily limits
women's choices. And at the same
time, my own academic approach has
changed. In 1995, | started research on
how the custodians of the Shari'a in
Iran - Shi'a clerics — attempt variously
to perpetuate, to modify, to deconstruct
and to reconstruct the notions of gen-
der that lie at the root of Islamic family
law. In my second book, /slam and
Gender, | abandoned the impossible
ideal of “academic” detachment, and

described my own engagements with a
series of texts and their authors as a
personal search for understanding.

In early 1996, as | was starting on
this second book, a friend introduced
me to the documentary filmmaker, Kim
Longinotto, who wanted to make a film
in Iran. She was intrigued by the con-
trast between the images produced by
current-affairs television documen-
taries, and those in the work of Iranian
fiction filmmakers such as Abbas
Kiarostami. The former portray Iran as a
country of a fanatics, the latter convey
a much gentler, more poetic sense of
the culture and people. We discovered
that we shared the same frustration
with Western media stereotypes of the
Muslim world. We discussed my 1980s
research in Tehran family courts, Kim
read Marriage on Trial, and we decided
to collaborate. Kim concentrated on
seeking funding from British TV com-
missioning editors, and | applied to
Iranian officials for access and permis-
sion to film.

In March 1996 we submitted through
the Iranian Embassy in London a pro-
posal to shoot a documentary film in a
court in Tehran. Aware of the sensitivi-
ty of the theme, we phrased the pro-
posal carefully. We stated that our aim
was to make a film that would reach a
wide audience and challenge prevailing
stereotypes about women and Islam.
This we wanted to do by addressing a
universal theme cutting across cultural
and social barriers, to which ordinary
people could relate emotionally as well
as intellectually. Marriage, divorce and
the fate of children, we argued, provide
a perfect theme for such a film.

In October, our application was
rejected no. reasons given. But by now
we were committed to the project, and
continued lobbying the lIranian Em-
bassy. In December, we heard that one
of our applications for funding had
come through: Channel 4 TV was pre-
pared to commission a feature-length
documentary for its prestigious “True
Stories” slot. We were enormously
encouraged. In mid-January 1997 Kim

and | went to Tehran to follow up our
application and argue our case in per-
son. We talked about our project with
both religious and secular women
involved in debates on women'’s rights
in Iran: academics, lawyers, journalists;
and people ranging from independent
film-makers who were anti-clerical in
their outlook, to officials in television,
the Ministry of Guidance, women's
organizations, and so on.

In the course of these negotiations
that | came once again to confront my
own multiple identities. | found myself
in an uncannily familiar situation of
shifting perspectives and self-redefini-
tion. When | started the project in
March 1996, | had just started writing
my second book, based on extended
discussions the previous year with cler-
ics in Qom. With these clerics, | had
had to justify my feminist stance, while
in making the film | wanted to honour
the Muslim and Iranian aspects of my
identity. | came to realize that the prob-
lem was also inside me. | could not
integrate the multiple discourses and
representations of women in Iran, nor
could | synthesize my own identities
and positions. | disagreed equally with
Iranian and Western stereotypes of
“women in Islam”, images that did not
reflect a complex reality. As a feminist,
an Iranian and a Muslim, | objected to
how women were treated in law, and
wanted to change it. But my objections
were not the same as those implied in
Western media discourses or those
aired by feminists after the Revolution: |
did not see women in lIran as victims,
but as pioneers in a system caught
between religious tradition and modern
reality.

This was not the kind of reality that
authorities in the pre-reformist Iran
wanted to be shown to the outside
world. Our chosen topic - divorce —
was also a taboo theme, that threatened
to undermine a central tenet of the early
Islamic Republic's rhetoric. At the very
core of their critique of the West was
that family values had broken down,
witness rising divorce rates; the Islamic

Divorce Iranian Style |

8th Thessaloniki Documentary Festival [ Kim Longinotto 23



Divorce Iranian Style l

Republic prided itself on the stability of
the family. | understood why officials in
the Ministry of Islamic Guidance reject-
ed our proposal: it would be like wash-
ing dirty linen in public. But at the same
time, | felt strongly that it was an issue
that should be addressed, as divorce
laws had become the most visible yard-
stick, after the Islamic dress code, for
measuring women's emancipation or
repression in Islam. Both Western
media and Islamist rhetoric treated the
whole issue of family law ideologically,
and ignored the complex reality on the
ground. It was used as a means of “oth-
ering”, and there lay the importance of
addressing it.

The 1997 presidential elections
which brought Mohammad Khatami
into office also brought a shift in gov-
ernment discourse and policies in Iran.
We got our permit to make a film about
reality as seen through the eyes of
women going through divorce. The
women who agreed to be in our film
shared our vision, and seized the
opportunity to have their voices heard,
to express themselves — to make the
film with us.

2. Reactions to the Film

The film was premiered at the Edin-
burgh Film Festival in August 1998,
was later screened in numerous other
festivals, winning many awards, and
was widely reviewed in the media. The
first Channel 4 broadcast in the UK
was in August 1999, but a shorter (55-
minute) version, cut by us for Channel
4 International, had already been
broadcast elsewhere, including the
Franco-German Arte channel, which
can be seen in Iran by those with satel-
lite dishes.

Reactions to the film have been high-
ly varied, revealing not only the differing
ways in which audiences related to our
narrative but also the complexity of the
politics of identity and gender. Film crit-
ics in both the Iranian and foreign press
were mostly enthusiastic. We felt that

2 Evening Standard, August 24,1999, p. 29. The critics in The Daily Telegraph and The Times,

they understood the film, and that we
had achieved our main goal, to chal-
lenge simplistic ideas both of Iran as a
country of fanatics and of Muslim
women as helpless victims. The film
helped to build a bridge, to humanize
Iranians who have been demonized in
the West since the Revolution. Almost
all Western reviewers commented on
this point, some devoting a whole page
to the film and the issues that it raised.
An example is the review in the London
Evening Standard, which ends: Five
years ago in Beyond the Clouds, Phil
Agland dispelled the hoary myth of ori-
ental inscrutability by showing us that
the everyday hopes and fears of the
Chinese are little different from our own.
Last night Kim Longinotto and Ziba Mir-
Hosseini accomplished something sim-
ilar for Iran... showed that there is more
in an Islamic society to admire than
fear. More engrossing than a soap, it
humanized a people who 've too often
been demonised by the media.?

The same kind of consensus, how-
ever, does not exist among Iranians in
London. After the broadcast of the film
on Channel 4, some people phoned
RadioPars — the only Persian-language
radio programme in London - to
express their anger and dissatisfaction
with the film. Though | had announced
the Channel 4 broadcast of the film on
RadioPars a week earlier, to alert
Iranians in London who do not read the
English press, | declined to take part in
the phone-in, fearing that the presenter
- Mr Hossein Qavimi — and others
would use the film as means of attack-
ing Islam and the Islamic Republic and
thus drag me into a futile political dis-
cussion which | was trying to avoid. My
refusal angered Mr Qavimi, who read a
paraphrased text of my e-mail message
to him, strongly rejecting the idea that
his programme is political or uses
offensive language about Islam. But the
questions asked, and the remarks
made during the programme, proved
me right.

the same day, express similar reactions to the film

With the exception of academics and
second-generation Iranians, who react-
ed positively to the film and shared our
own reading of it, wherever the film was
shown, many Iranians present either
found it offensive to “Iranian culture” or
used it to make a political point. They
fall into one of two categories.

First are those who identify politically
with the Iranian opposition abroad: they
saw the film as a kind of propaganda for
the Islamic Republic. The film, they
argue, does not show the reality of
women's oppression in Iran, and trivial-
izes their suffering under Islamic law. In
short, they find the film politically “incor-
rect” as it does not expose the injustices
and inhumanity of the Islamic regime:
the judge is too nice and women are too
strong. In the second category are the
non-political Iranian diaspora, largely
middle-class in background, who said
that the film “made them feel ashamed in
front of foreigners.” The film, they con-
tended, should have never been shown
abroad, as foreigners do not understand
the complexity of the Iranian situation
and think that all Iranians are “back-
ward”. They objected that the film did
not include “educated and cultured cou-
ples” and only showed “shabby places”,
“backward customs” and “low-class
people”.

These two groups disliked the film,
and questioned our motives for making
it. While the first group implied that we
had been manipulated by the Islamic
Republic, the second saw a “British
hand” behind the film. During the
Question and Answer sessions that fol-
lowed the film screenings, we were
always asked: Why did the Islamic
Republic allow us to film? Why did
British TV (which for them is only BBC,
i.e. government-controlled) gave us
money to make a film about divorce in
Iran? Why should they be interested in
such a subject? What were our real
motives? What did we want to say with
such a film? However, both agreed that
the problem with the film was that “it is
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not representative”, and gives a distort-
ed picture of “reality”.

Between these two extreme reac-
tions, there is a third which not only
dismisses the “conspiracy theory” but
also takes issue with objections that the
film is not “representative”. It sees the
film as an indictment of Islamic law and
the Islamic Republic. The review of the
film in the London-based Persian news-
paper — Keyahan — written by Parto
Noori A'la, eloquently expresses this
view.

No doubt these women (in the film)
are not representative of those who
have been crippled by the crazy blows
of their husband. Nor do they represent
unaware and uncapacitated women
who, out of fear of their family or soci-
ety or in order to stay with their chil-
dren, tolerate the suffering of living with
an unwanted man. Likewise, their hus-
bands do not represent the many
biased and aggressive Iranian men, nor
is Judge Deldar representative of all
judges in Iran. It is not strange, there-
fore, that some viewers, in a hasty eval-
uation, accuse this film of being made
to order (i.e. by the Islamic Republic) to
give a kind face to the courts of the
Islamic Republic and to show an unreal
picture of Iranian women'’s fate. On the
other hand, some see the film as show-
ing the brave women who fight for their
rights and obtain them.

Though conceding that, as film-mak-
ers who made a film in Iran, we could
not show the reality, she seems to be
suggesting that it was we who manipu-
lated the authorities: It is natural that a
film that is allowed by the Islamic
regime cannot display the atrocities and
great problems that Iranian women
face. Likewise, the viewer cannot
expect such a film to show the real
faces of clerical judges in the judiciary
in Iran nor the usual behaviour of its
employees. But the intelligent directors
of the film, without resorting to slogans
or over emphasizing a point, with skill
and awareness, through simple ima-
ges, in an unexaggerated language,
with humour, succeed in unveiling the

darkest and most oppressive family
laws in the Islamic Republic which are
based on religious laws.

Conclusion

Let me conclude by relating my own
narrative of making Divorce Iranian
Style to the varied audience reactions to
it. What do they tell us about the reality
portrayed in documentaries about
Iranian women in particular, and Iran in
general?

First, as implied in my own narrative,
| saw the film as part of the debate on
women’s rights in Iran, a debate in
which | had been passionately involved
since the early 1990s. | wanted to show
that there are different voices in Islam
and Iran. The voice most often heard is
that of the law: highly authoritarian and
patriarchal, and increasingly out of
touch with people’s aspirations and
lived realities. But there is also an egal-
itarian voice in everyday life, seldom
heard by outsiders. It is this voice that
women are expressing and | wanted it
to be heard. | wanted our film to show
the anachronistic nature of Iranian law,
and how social change is daily chipping
away at its monolithic authority.

Secondly, the reality of women’s life
as portrayed in Divorce Iranian Style
was at odds with images that some
officials inside Iran and some Iranians
living outside wish to promote. | was
struck by the similarity between the
reactions of those officials with whom
we were negotiating for access in pre-
Khatami Iran, and those of Iranians out-
side who saw the film either in festivals
or on TV. They dismissed the film,
objecting that it fails to correspond with
their version of the reality of women's
life in Iran, and arguing that it gives for-
eigners a “distorted and wrong image”
of Iranian culture and society. Inte-
restingly, the core objection of both
groups was to the choice of theme,
divorce: such a theme should never
have been chosen in the first place. For
diaspora Iranians, by portraying the
fight of “uneducated women”, the film
shattered the picture of their culture that

educated and sophisticated Iranians
have been trying to build in their host
communities. For Islamic officials, by
showing women fighting for release
from unwanted marriages, the film
undermined the image of the strong
family that lies at the foundation of the
Islamic system. Though the two kinds
of objections are informed by different
ideologies and political tendencies, they
are both rooted in the fear of being
judged and misunderstood by the
“other” - i.e. the West. While each
group is happy to look at the West — or
each other - critically, they are unable
to tolerate any criticism of themselves.

Finally, these narratives tell us how a
documentary that breaks the bound-
aries between insider/outsider and pub-
lic/private can become a mirror in
which viewers can see aspects of their
own culture and identities. The sort of
reality that documentaries portray — or
are perceived to portray — cannot be
separated from our gaze and our rela-
tionship with our own culture and how
we want to be seen by the “other”. The
negative reaction of some Iranians
abroad speaks of their ambivalent rela-
tionship with their own culture and that
of the host country. After all, mirrors
simply reflect, but beauty is in the eye
of the beholder.

The Middle East in London Conference
(27-29 June 2001, SOAS)

Divorce Iranian Style I
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Ta kopltowa arr’ v MNkaga
Gaea Girls

M. BPETANIA / UK 2000

ZknvoBeoia / Direction: Kim Longinotto, Jano Williams ®wroypagia / Cinematography: Kim Longinotto Movrag / Editing: Brian Tagg "Hyos
/ Sound: Mary Milton Mapaywyds / Producer: Kim Longinotto Mapaywyr / Production: Vixen Films 35mm “Eyxpwyo / Colour 106’

Bpopeio / Awards: Bpapelo viokaviép — Edikr pveia / Documentary Award — Special mention: AFI (Los Angeles) 2000, Apyupdg Hugo / Silver Hugo

Chicago IFF 2000

10 Tawia pe B€pa to BAPPOG, T HETAUGPOWEON Kal Ta

ovelpa. «Aev Eexwpilw avaueoa otoug AAAoUG», A€eLn
TakeoUtol ZAka. «OéAw va yivw kat om {wr pou». EdW K
€va ypdvo (el ot oxoAr) Gaea Japan. Meploodrepo and kabe
(Ao, B€Ael va metlxel ot e€etdoelq kat va kdvel my
npwm mg eppdvion ato pvyk. H tawia mapakoAouBel myv
lotopla me. Ta kopltowa an’ mv kaéa pag elodyouy oTov
KOOHO ™G 1anwVIKTG Yuvaikelag ndAng. Oa yvwploete, eni-
ong, m veooUAekt Ouakapnayidot, mou 10 €0KQOE MV
TeAeutala gopd ahAa twpa Eavayuploe, MapakaAwvrag ya
ja dedrepn eukaipla. Tn Zdvo, pa kokakidpa 16xpovn mou
BEAel edw kat Tpla xpdvia va €pBet o ZxoAr), aAAG ToU
HOAIG Tpa katdpepe va neloel Toug yovelg me. Kai, guot-
kG, m Naykdyio Towykoooa: alalovikr), XQPLOHATIKY Kat
Aatpepévn, kavel koupdvro ota kopitola kat ipooabel va ta
nAdoel kad' opoiwor| me

film about courage, transformation and dreams “I don't

stand out in a crowd,” says Takeurchi Saika, “I| want to be
someone.” She has been living in the Gaea Japan training
camp for over a year and is desperate to pass her test and
make her debut in the ring. The film follows her story. Gaea
Girls takes you into the world of Japanese Women' s
wrestling. You'll also meet new recruit Wakabayashi, who ran
away last time but has now come back, begging for a second
chance. And Sato, a spindly 16-year-old, who has wanted to
join for three years and has only just managed to persuade her
parents. And, of course, Nagayo Chigusa. Arrogant, charis-
matic and adored, she rules the girls and tries to fashion them
in her own image
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Znuéld)oelq Yia [a kopiroia ar’ tnv [kaea

Mpoowrkd, dev Bprika noté mv naAn,
10 pro€ 1} Ta A\\a abArjpata mg enay-
YEAUATIKTG Tuypaxiag ouvapraotikd.
Zmv npaypatikémra, Bpiokw m Bia
okAnpn kat avweeAn. Avdpeoa o autd
1a a6Aqpara, 6w, N enayyeAUatiky
TAAn dutikou oTUA Exel a tBlaitepn
avaAutikn yonteia egairag Tou «apgl-
Aeyopevou» xapakmpa me. Anairel
Tipaypatikd moAAG o€ owpatiké enine-
00 ané Toug MaAQOTEG — OUXVA pE
Bdppapo tpémo. Map’ OAa autd, oe
avtiBeon pe mv epaottexviky mAAn
(Autikr), ENAnvopwpaikn kat GAAa eidn)
KQl TO lan@VIKG 0oUHO (ETayyEAUaTIKG
GAAd Kal epaottexvikd), oL aywves me
elvat oxeddv mdvra ompévol kal Ta
aroteAéopatd toug mpokaboplopéva
(av ka1 0 6pog «xopoypapnuéva» (0w
va elval meploadtepo peyahoyuyog).

H enayyehpatikr ndAn dieupuvel ta
6pla mg €vvolag Tou aBApatog (wg
0PYQVWHEVOU OWUATIKOU  dlaywvi-
opou). Eivar opyavwpévn oav GeAnua
(e aywveg, opadeg, Toupvoud Kat Tit-
Aoug) kat anartel Kahd mpomovnuévous
Kal pe 1dlaitepeq (kavomreq aBANTES.
Zuviotd Opwg ABAnua; Oxt kat téoo.
EKBABEL TIG BANTIKEG MPAKTIKES Kal
10 B€aya o pua kakdyouom, anioteu-
10 dnuoiAr) Kat oAU erukepdn Hopen
dlaokédaong. To yeyovdg aAnBelel
1600 yia mv lanwvia 600 kai yia mv
Bdpeia Apepikn) katd to deltepo piod
T0U €lkoOTOU awwva. H ndAn avdpwv
KOl YUvVaQIK@V 0€ aQUTEQ TIG dekaetieq
€XEL YIVEL EMAYYEAUQTIKT), EXEL EMMO-
peupatoromBel kal Exel yivel neplood-
TEP0 OMuavtkn Kat dnpong omv
lanwvia and 6,1 o Bépela Apepikr). H
enayyeApatkn ndin dutikou tUmou
aroteAel palikr diaokédaon yia myv
lanwvia and ng apxég me dekaetiag
Tou '50 (napén eixe ndn wa npdrepn
TiporoAepkn otopia). H enayyeApat-
K1} AAN Twv avdpwv fitav 10 SnuoPué-
otepo ABAnpa omy lanwvia tou '50 kat
QnotéAEcE 10 Oxnua yia m paydala

e€dmuwon mq mAedpaong, oe peya-
AUtepo Babuo kat and to baseball. H
EMAyYEAPATIKY TAAN TV YUVAIKGV
(yvwot ota lanwvikd ws joshi pu-
roresu), avartUyBnke o apyd kat mo
avepola, aAG Kat aum) étuxe evBou-
01wd0Ug Unodoyng T600 0TI APEVES
600 kaL omv mAedpaon.

To ev A6yw vrokipavtép apopd pia
opada enayyeAHaTI®V Yuvalk@y rnaAat-
otwv me lanwviag, yvwot wg Mkaéa
lanwviag, yuptopévo and duo BpaBeu-
PEVES Kivnuatoypagiotpleg, mv Kiu
Movt{véTo kat TV TaKTIkT) auvepyatida
mg, T¢éwo Ouihapg. MNa neploaérepo
and elkoot xpévia, n GnuLoupyIKY Kat
kawotdpog AoviQvto €xel mapaydyet
pa eupeia ykdpa viokipaviép. And
10te mou dpxloe ™ ouvepyasia me pe
mv Ouihiapg, karotko lanwviag 6w Kat
APKETO Kaipd, Ta anwvika Toug VIoKI-
pavtép niepappdvouy ta @de To Kiplo-
vo (tou 1989, mou eoTialel omv apav-
Yk@pvt xopeutpla Xavayidykt lkév-
oou), H kaAn auduyog Tou Tokio (tou
1992, ato ornoio n Kagouko Xokt, apxn-
Y6G ™G EKKEVTPIKIG AovOpETIKNG pnd-
viag The Frank Chickens, ematpépel
omv lanwvia ya va navipeutel Tov
and dekaetiaq dyyo ouvipopd Q)
kaL 1a Aydpia tou Zvt{oukou (tou
1994, yia g yuvaikeq Bapwveg Ttou
KAaurt tou Tokio «New Marilyn», ot
oroleg vrovovral kai {ouv oav Gvdpeg).
‘Exavav eniong ta Kopitaia tou ovel-
pou (1994), éva viokavtép ya mv
Takarazuka Review. ‘OAa Toug Ta vToKI-
pavtép dlaBétouv kowd ouvBetikd,
Bepatika kat oTuAloTika potiBa.

Ta Kopitawa an’ mv kaéa npooge-
pouv €va TMoPTPETO EVOG lamnwvIKou
aBAntikoU Beduarog [...] ahAd ayvoouv
0€ peydho pabué toug aywveg nAAng,
TUC avTMaAdmTES Kat Vv MOALTIKY.
Avtl autwy, ot Aovr{wvdro kat Ouihiayg,
aoyolouvral oxeddv oAoKANPWTIKG pe
10 MAPAoKAvIQ: T MPOETOWHAO(ES, ™
oxkAnpry mpondvnon kat m {wn omv

Tou William W. Kelly

aypoTiki) katacknvwon m¢ opddag.
Meplotaoiakéq pévo patiég pixvovrat
0T0UG ayWVES G apévag Katw ané ta
Aapnepd gata, m duvam HOUOIKT Kat
Toug ahahdloveg omnadoug, Tou eivat
Kal 0 an@tepog OKOMOG Twv maAal-
otwv. H kaBnuepwn aut poutiva kata-
Tiovel T600 To mveupa Kat my Yuyr Twv
VEQPWY QUTAV Yuvaik@v, 600 Kat ta
KOPHLG Toug. XT0 PIvyK dev oTidve Hovo
KOkaka, aAAG diavovtal Gvelpa Kat
ouvBAiBovtal ouvaloBnuara.

[...] Napd m didpkeld Toug Ta Kopi-
towa an’ mv Mkaga eival éva viokiua-
Viép TOAU MeEPLOOOTEPO EOTIAOUEVO
(kAewoTogoBIka;) and 6,1 1a Kopitowa
ToU ovelpou. H kdpepa omdvia pevyel
anoé 10 E0WTEPIKO ™G KATAOKAVWANG
Kal ol Kivnuatoypagiotpleg Xpnaiuo-
Toouv auté rou Ba pmopoloape va
QrOKAAEGOULE YUXPN AVTIKEWWEVIKOTT-
10, Xwpig va napeyBaivouv ol dieg Kat
aprivovrag mv kduepa va anoppodd
nadntikd ta yeyovota KaBwg ektulio-
covral. Map’ 6Aa autd, mpog To T€A0G
™G Tawiag kai o PEOT TWV MPOETOL-
Haolov yla mv mpwm epeavion meg
TakeouUtat, BAEMoupe a and g eAd-
X\0TeG Gueoesq ouvevteUEelg. Mpokel-
Tal yla g peydin oe didpkela kat
apketd amokaAurttiky e€lotépnom mg
Naykdyto yia 1o olkoyevelaké mg und-
BaBpo (évag Pdvaucog matépag, ot
Euhodapyiof Tou omolou mv €kavav o
OKkAnpr} OwpatikG kat m onpddeyav
ouvaieBnuarikd), m @ogogia Mg wg
niporoviTplag kat Tg anéyels me
YUpw and mv ndAn. Katd pa éwola,
TUOTEUW TWG 1) OuvEvTEuEn aut eivat
TIEPITTT) JLAG KAl HETAQEPEL (KAAQ) pia
TTTUYT) TOU €auToU S, TV onola 6pwe
€xoupe ndn karaAdper and g pexpL
10te npdfelg mQ. Opwg, katd m
yvopun pou n totopla mg Naykdylo
B€tel €va and 1a Pabutepa epwmpara
mg Tawiag - rmou dev tiBetal and ug
KIVIHATOYPaQIOTPIES, Ot OMOIES EOKEY-
péva ano@evyouv mv avdiuon, aAAd

Ta kopitowa an’ v Mkaéa
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Ta kopitowa an’ tnv Mkaga |

avtiBera, ano 1g nPOoWNKGMTES Kat
10 oKnVIKa. Anhadn, mtoto eivat auté to
OiKTU0 TWv BEOMIKWV TEPIOTATEWY,
WV DIOQOPETIKWV XAPaKTPWV Kal Twv
HOVTEAWV KOWVWVIKWV OXEOEWV TTOU
Kk@vouv mv karaokivwon kaéa evoel-
KUK TV KaBeotdtwv abBANTIKAg
eknaideuong kat ouvdpa téoo dlago-
petk; Méoo ané Ao autd agopd mv
lanwvia; To guAo; Tig BlatrepdmTeg
™G enayyeAuatkiq ndaAng; Tn dedo-
uévn ottypr) omv wotopia mg Mkaéa;
oMol &€vol kpttikol maparnoveen-
Kav 0Tl TO OUYKEKPIUEVO VIOKIHAVTEP
dev mpoogépel kavéva mhalolo kata-
vonong Tou kKOapou Tou joshi puroresu.
Edw, mépa and mv mdAn, autég o
1anwvIK6g kOapog G MdAng xwpiletat
0€ QVTIAYWVIOTIKEG OHAdES (mou aro-
Kkahouvtal mpoaywyss). 0 aplBu6g Twv
opddwv motkAet and duo oe dwdekar
kal neploadtepeg. H Mkaga lanwviag
elval pa ano autéq Tig opddeg. Avape-
0a 0TI GA\\eg opddeq mephapBdvovrat
ot JWP Project (Japan Women’s Pro
Wrestling), LLPW (for Ladies Legend
Pro Wrestling), Jd' Beauty Athlete,
ARSION Hyper Visual Fighting,
NeoLadies, kat OZ Academy. Kdbe
opdada daBetel o k6 ™G duvapiké
MaAQLOTAV, 0pYAV@VEL TOUG dIKOUG TG
QyWVES Kat Toupvoud kat ouxva dlexdi-
Kel B1koUg mQ «tithoug mpwrabAnua-
10¢». Mdvo meplotaotakd dlopyavavo-
vial petagl toug aywveg. Zuvibwg,
jla opdda erkevipwvetal yupw and
évav 1) 6uo peydloug mahalotég. Ot
NEPIOoOTEPES OPADES EXOUV WIKPO
KUKAO Cwiig, pe TG aBAfqtpleq g
yuvaikelag maAng va petakivouvrat
ouxva ané m pa opdda omv GAAN.

H Naykdylo Totykoloa yevvriBnke
Tov Aeképpplo Tou 1964 kat €kave 10
VIEUToUTo ¢ omv ndAn 1o 1980.
Katd m didpkela me dekaetiag tou
'80, n@Aeve atopka av Kat firav nepLo-
001EPO YVWOT WG wa and 1g Crush
Girls, pua ex Twv Méov dnuopav opd-
dwv m¢ Naykdylo kat mq Lioness
Adouka. Ta Crush Girls képdloav apke-
16 npwradAnpara npwv anooupBolv kat
01 duo koméAeg 1o 1989 (o1 peyahute-
peq opddeg me enoxniq rbekav e

aBAATPIEG TOUG va anooupoval oty
nAkia twv 26, napoho mou HEPIKES
avaykadovrav va anoxwpoowv vwpl-
1epa Adyw Twv Tpaupatiopav). H
Naykdylo kat n Lioness enéotpegav
mv dekaetia tou 90, pua dekaetia mou
QVETPEYE TIG TIPOMYOUMEVEG VOPUES
kapiépag kat fitav Mo aotaérg. To
1995 n Naykdyo (Gpuoe mv lkaéa
lanwviag pe g Kadpou Maévia kat
Bomber Xikdpou. To 1999, Aiyo mpwv n
Novt{wvéto kat n Ouihapg apxioouv va
Kinpatoypagodv, 1 Lioness Acouka
KkatatdyBnke omv Mkaga, aAAd TeAka
ovépnape m Naykdyo pe mv (Gpuon
Jag avrinaing opddag mg SSU (Super
Stars Unit), pal( pe moA\G G\Aa didon-
Ja ovépata. Auté fiTav To KNVIKG Twv
aydvwv omyv apyr mg tawiag. g 4
Anp\iou Tou 1999, n Lioness Aoouka
Tmpe Tov EAeyxo MG opddag and mv
Totykouoa, ahAd n Tatykodoa exdIkr-
Bnke apydtepa m Lioness Acdouka
otov enavahnmikd ayava. (H SSU dia-
ondomke ToTe, Kat dnuioupyriBnkav
TOAEQ pIKpOTEPES OHADES pE TOUG
MaAaoTéS TwV dUo TMAEUPWY va aAAd-
{ouv otpatdnedo, unevBupilovaq pag
m omoudaldmTa Twv HeAODPapaTKwy
apnynoewv mou evundpyouv o€ autd
1a Bedpara).

To vtoKiavtép, 0€ OUVAUAOUG pE
mv épeuva Mg Zdpov Méep ya mv
gnayyeAuatiki mdAn twv avdpwv otig
Hvwpéveg MoAtteleq katd mv nepiodo
e dlag dekaetiag, pépeL omy emd-
Vela pia oelpd ané onpavtikd {nmipara:

H eihikpivela kat n e€opoiwon gaivo-
viat va Aetroupyouv 6@ 0€ TOAAG eni-
neda. Moo eival To anotéAeopa oTig
{81eq 11q yuvaikeg; Mvwpilouv note ot
@AAot elvat ethkpivels; Elvat autd aro-
TPO0QAVATOALOTIKG;

H e€ouBevwikr npornévnom evduva-
HAVEL Kal TaUTéXPOVa ArodUVAHWMVEL

Mota ivat eda 1) SlaxwpLoTkn Ypap-
pq petal vopng Kkat amapalmmg
TPONGvnong Kat napavopns kaxkomnoi-
ong; MMotog Ba npénet va to kaBopilet
auto;

Zmv avaykn kat mv embupia twv
VEOOUAAEKTWV YL TIPOOOXT) EVUTIAPXEL
Jla elpwveia, mou Exel va Kavel pe To

61 600 neploodtepo didompa napa-
pévouv omv MAAN Kai HECOUPAVOUY,
1600 Miy6tepa elvat ta dropa rou pro-
POUV Va EKTIUAOOUV TO TMOIEG £lval Kat
I €XOUV KATAPEPEL.

Efvar aAfBewa 61t ta anoteAéopara
TV aywvev kaBopiovral ek Twv fpo-
TépwV Kat 6T 01 aywves elvai xopoypa-
gnpévol. Auté Opwg dev odnyel oto
oupnépaopa 0t 6Aa elvar omuéva kat
6Tl o yuvalkeg dev €xouv «kavévav
€heyxo». Mpénet va OBlaywpiooupe
petagl atopkng mpomévnong Kat
Kapiépag —orou undpyet Eviovog avia-
Yovioués pe apépaia anoteAéopara—
Kat otoug aywveg enideEng. Eivat oav
€va Beatpikd, 0o onoio undpyel £vio-
VOG QVTIaywviopds yia mv andkmon
poAou Tou akoAouBel 6pwg Eva ypartd
TPOANOPactopPEVO 0evApLo.

H Naykdywo elvat n kupiapyn - n
nakaiotpia aotépt, 1 pdvatlep, n mpo-
niovijtpla. Aut Ba mpémel va pag umev-
Bupilel 6t n apyikn aBAntkr oxEom
ftav oL ynpaiétepot aBAnTES va rporo-
volv Kkat va empdlhouv meiBapyia
0ToUG VEWTEPOUS. ‘Onwg oL guverkeg
ota dnudata oxoAela mg AyyAiag Tou
dekdtou evarou awwva, 6rou ot kabn-
YNTéQ aokouoav omuavtikram e€ou-
oia otoug veapoug pabntég. H avader-
&N Twv nporovnTav Kat pdvatep eiva
omV Tpaypatikémra wa ouyypovn
Tdon. (Eivat elpwvikd To 0Tt oL epaotre-
Xve§ pavat{dpouv pévol Toug Toug
€auToUg TOUG, EVW OL EMayyeAuatieg
xpetdlovrat pdvarlep, aAAd o Adyog
niow and autd eivat n «1agn».)

Katn okAnpr Bla aAAd kat 1o yeyovag
6 o1 aBATpIeS eival yuvaikes poidlouv
va anokAivouv anpavtikd and m yevikn
1don mQ Kowwviag. Autd drretal mg
oudmaong yla 1g HeAETES Twv aBAnua-
Twv. Eivat Ta aBAruara évag dlagopeT-
KOG KGOHOG ard mv Kowwvia 1 eivat
£vag HkpdKoopog e Kovwviag; Kat 1t
npotelvouv Ta kopitowa an’ mv [kaga,

Turua AvBpwroAoyiag,
Maveruompio tou MEA

Metdgpaon: Avra KakAaudvn
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| have never personally found wrestling,
boxing or other pugilistic sports to be
compelling; indeed, | find the violence
to be cruel and gratuitous. Among
these sports, though, professional
Western-style wrestling does hold a
certain analytical fascination because it
is s0 «ambiguous». It is indeed physi-
cally demanding on the competitors,
often brutally so. However, unlike ama-
teur wrestling (of Western, Greco-
Roman, and other forms) and Japanese
sumo (both professional and amateur),
matches are almost always rigged and
their outcomes predetermined (though
perhaps “choreographed” is a more
charitable term).

Pro wrestling thus pushes the limits of
what we might call sport (as organized
physical competitions). It is organized
like a sport (with matches, teams, tour-
naments, and titles) and it requires well
trained, highly skilled athletes, but is it a
sport? Not really. It elides sporting
practices and show business in a
gaudy, immensely popular, and hugely
profitable form of entertainment. This
has been as true for Japan as for North
America during the second half of the
twentieth century. Both men’s and
women's wrestling have been profes-
sionalized and commercialized, and the
distaff side has been much more
prominent and popular in Japan than in
North America during those decades.
Professional Western-style wrestling
has been a mass entertainment in
Japan from the early 1950s (although it
has an earlier pre-WWII history as
well). Men's professional wrestling was
the biggest sport in 1950s Japan, and
even more than baseball it was the
vehicle for early television's rapid
spread. Women's professional wrestl-
ing (known in Japanese as joshi pu-
roresu) developed more slowly and

Viewing notes for Gaea girls

more unevenly, but it too has been
enthusiastically received in arenas and
on television.

This is a documentary about a group of
professional women wrestlers in Japan
known as GAEA Japan, done by two
award-winning videographers, Kim
Longinotto and her frequent collabora-
tor, Jano Williams. Over twenty years,
the prolific and innovative Longinotto
has produced a stunning set of wide-
ranging documentary pieces. Since
teaming up with Jano Williams, a long
time resident of Japan, their Japan titles
have included Eat the Kimono (1989, a
focus on the avant-garde dancer
Hanayagi Genshu); The Good Wife of
Tokyo (1992, in which Kazuko Hohki,
frontwoman for the eccentric London-
based band The Frank Chickens returns
to Japan to marry her English boyfriend
of ten years); and Shinjuku Boys (1994,
about the female regulars of Tokyo's
“New Marilyn" nightclub, who dress
and live as men). The pair also pro-
duced Dream Girls 1994 documentary
on the Takarazuka Review, and there
are some compositional, thematic, and
stylistic continuities.

(Gaea Girls does offer a portrait of one
Japanese sporting spectacle [...] but it
largely ignores the wrestling bouts
themselves and the rivalries and poli-
tics. Rather, Longinotto and Williams
locate themselves almost entirely
behind-the-scenes: the preparations,
the hard training, and life at the group’s
rural camp. There are only occasional
glimpses of the arena fights under the
bright lights, loud music, and scream-
ing fans, which are the ultimate aim of
the wrestlers. This daily routine is pun-
ishing, as much on the spirit and psy-
che of these young women as on their
bodies. More than bones are broken in

By William W. Kelly

the ring. Dreams are shattered and spir-
its are crushed.

[...] Despite its length, Gaea Girls is a
much more narrowly focused (claustro-
phobic?) documentary than Dream
Girls. The camera seldom leaves the
camp interior, and the videographers
use what we might call deadpan objec-
tivism, never inserting themselves,
seeming to let the camera passively
absorb the unfolding events. Near the
end of the film, however, in the midst of
Takeuchi's debut preparations, we are
shown one of the very few direct inter-
views. This is a long and quite revealing
account by Nagayo about her family
background (an abusive father whose
beatings left her both physically tough
and emotionally scarred) and her phi-
losophy of teaching and her view of
wrestling. In a sense, | suppose, the
interview is redundant because she
articulates (well) a sense of herself that
we have already largely gathered from
her actions to that point. But Nagayo’ s
story does raise for me one of the deep-
er questions of the film — not raised by
the videographers, who deliberately
avoid all overt analysis, but certainly
posed by the personalities and the set-
ting. That is, just what is the complex of
institutional circumstances and individ-
ual character types and social relation
patterns that render the GAEA camp at
once so generic of sport training re-
gimes and yet so distinctive? How
much of this is Japan? gender? The
peculiarities of professional wrestling?
That moment in GAEA history?

Several foreign reviewers of the docu-
mentary have complained that it offers
no context for understanding the world
of joshi puroresu. Even more than
wrestling here, this Japanese wrestling
world is divided into competing groups

Gaea Girls |
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(called promotions). The number of
groups has varied from a couple to
twelve or more. GAEA Japan is one
such promotion group; others at the
moment include JWP Project (Japan
Women's Pro Wrestling), LLPW (for
Ladies Legend Pro Wrestling), Jd'
Beauty Athlete, ARSION Hyper Visual
Fighting, NeoLadies, and OZ Academy.
Each group maintains a roster of wrestl-
ers, produces its own matches and
tournaments, and often claims separate
‘championship titles . Only occasionally
are there special interpromotional bouts.
A group is usually centered around one
or two star wrestlers; most groups have
short organizational lives, and there is
much switching back and forth of
wrestlers.

Nagayo Chigusa was born in De-
cember, 1964 and made her wrestling
debut in 1980. Throughout the 1980s
she wrestled individually but was even
better known as one of the Crush Girls,
an immensely popular tag team of
Nagayo and Lioness Asuka (seen
below). The Crush Girls won several
championships before the two retired in
1989 (the main promotions at the time
required their wrestlers to retire by age
26, although most were forced to leave
earlier because of injuries). Both
Nagayo and the Lioness came out of
retirement in the 1990s, a decade that
turned away from earlier career pat-
terns and featured much instability. In
1995, Nagayo founded GAEA Japan
with Kaoru Maeda and Bomber Hikaru.
In 1999, not long before Longinotto and
Williams started filming, Lioness Asuka
joined GAEA but snubbed Nagayo by
starting a rival faction, the SSU (Super
Stars Unit), with several other well-
known stars. This was the background
to the matches at the beginning of the
film; on April 4, 1999, Lioness Asuka
defeated Chigusa to win control of the
company, but Chigusa later got revenge
on Asuka in the rematch. (The SSU then
fragmented, with various factions form-
ing since then and wrestlers on both
sides switching sides, reminding us of

the centrality of melodramatic narrative
flows in the attractions of this and other
spectacles).

The documentary, particularly in con-
junction with Sharon Mazer's case
study of men's professional wrestling
in the US during the same decade, rais-
es a host of provocative issues
Sincerity and simulation seem to oper-
ate here on multiple levels. What is the
effect on the women themselves? Do
they know when others are sincere? Is
it disorientating?

The gruelling training is both empower-
ing and disempowering.

What is the line here between legitimate
and necessary training and testing and
illegitimate abuse? Who should be
determining this?

There is an irony in the need and desire
by the would-be recruits to be noticed,
and that is that the more they remain
and rise, the fewer are the people who
can really appreciate what they have
done and who they are.

Itis true that the results of matches are
determined in advance and even their
courses are choreographed. But this
does not lead to the conclusion that
everything is fixed and the women have
“no control”. We must distinguish
between individual training and careers,
in which there is intense competition
with uncertain outcomes, and the
match performances. It is like a play,
then, in which there may be intense
competition to read for and win a role —
in a play that follows a written, pre-
formed script.

Nagayo is the prime mover: the star
wrestler, the manager, the coach. This
should remind us that the original
sports relationship was that of older
players training and disciplining
younger players. Note conditions in the
nineteenth-century  English  public
schools, when teachers came to dele-

gate considerable authority to senior
student prefects. The rise of coaches
and managers was actually a modern
move. (It is ironic that amateurs were
accorded self-regulation while profes-
sionals were thought to need man-
agers, but the reason is ‘class’.)

Both the extreme violence and the fact
that the actors/athletes are female seem
at wide variance from mainstream soci-
ety. This touches on a debate of wide
salience in sports studies: are sports a
‘world apart’ from the larger society, or
are they a ‘microcosm of that society ?
What does GAEA Girls suggest?

Department of Anthropology

Yale University

http: //classes.yale.edu/
anth254a/videos/VN_GAEA-Girls.htm
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M. BPETANIA / UK 2001

IxnvoBeoia / Direction: Kim Longinotto, Ziba Mir-Hosseini
O®wroypagia / Cinematography: Kim Longinotto Movrag /
Editing: Ollie Huddleston "Hxog / Sound: Mary Milton Napa-
ywyoi / Producers: Kim Longinotto, Ziba Mir-Hosseini
Nopaywys / Production: Vixen Films 35mm "Eyxpwpo /
Colour 87’

2KAOTEC art’ TO OTiTL

Runaway

pia xpdvia peTd 1o yUpLopa Tou EQIPETIKOU VIOKILAVTED

AwalUuyio aAd pavixd, o1 oKnvoBETIBES EMIOTEPOLV OTO Ipdv
yia va kwnuaroypagricouv m {wr o' €vav Eevava yuvakwy
omv Texepdvn. Ot konéAeg ou pévouv ekel, OAeq KATw TwV
20, €xouv puUYeL and To ot Toug yia va Eepuyouv elte and
v Kakoroinon &ite and apdpnroug nMeploplopous. H Atéva,
yia napadetypa, eiva 18 etav ki avaykaleral va uyel ard 1o
orin 6rav o natpiég me anonepdral va m Pidoet. H avridpa-
0mn mg pntépag mg eivat va npoomabroet va mg BaAel puwnid.
Map' 6Aa autd, n Atéva BEAeL aneyvwopéva va yuploer omit
m¢e. H Zetapdy, an’ mv GAAn, éneoe BUpa Blaopou eve frav
axopa nai, kat dev €xet omin oto onolo va pnopel va yupi-
oeL. 0 Eevavag dianpayparedetal pe Toug YOvelS yia Aoyapia-
OHO TWV KOPITOWWY, TPOOTIABWVTAS va EMIPEPEL TT) OUNPAIW-
on. Orav autd dev eival duvardv, Ta BonBaet npoomabwvrag
va Toug Bpet oTéyn kat douleld.

ollowing their thought-provoking documentary Divorce

Iranian Style, the filmmakers returns to Iran for this eye-open-
ing account of life in a Tehran women's hostel. The runaways in
question are Iranian girls, all under twenty, who have fled their
homes to escape abuse and intolerable restrictions. Atena, for
example, is eighteen and forced to escape when her stepfather
tries to rape her. Her mother's response is to try and set her on
fire. Despite all this, she is desperate to return home. Setarah,
on the other hand, was raped as a child and has no home to go
back to. The hostel negotiates with the families on behalf of the
girls, attempting to reconcile them, and, if this is not possible,
helping them towards a hard-to-come-by independence by
arranging for accommodation and jobs.
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EIKOVEC KAl IOTORIES MOU IAOUV

Qo JOVEC TOUG

Tng Cynthia Rockwell

Avupetwnidovrag pa peydAn avgnon
0TovV apIBHd TWV KOPLTOIWYV TOU TO
okdve and ta omita toug e§artiag mg
auompdmrtag Kar MG Kakoro(nong
nou ugioTavial OV OIKOYEVELAKT|
T1oug (N, To Ipdv €xel, Ta Teheutaia
Xpévia dnpioupyroet €va diktuo dnpo-
TKWV aoUAWV yla Kopitola guyades.
To Bpetaviké viokipaviép Zkaotes an’
10 omin, oknvoBemuévo and myv Kip
AoviQvéto kat m Zipma Mip-Xoogw
(Aafuyio a Aa Ipavikd), pixvelr pa
patd oe €va tétolo douko Kat OTIQ
{WEQ TWV KOPITOLWY MO KATapeyyouv
€Kel.

Ot 1oTopieq Toug kakumTouv éva paopa
10TOPI®V TPGHOU, aMd TOV VApKOavn
natépa mou weel mv Epnpn kdpn Tou
omv nopveia wg m Atyétepo dpapati-
K aAA@ eEfoou Bacaviotiky pZépla
TWV KOPITOLWV Tou KAevovtal 6An mv
nuépa péoa oo omitl Toug, €xovrag
otepnBel to dikalwpa va kdvouv mapé-
€Q pe olhoug. «Elma otoug Yeitoveq
Jou 6L adepgr) pou xaBnke» Kat pou
elmav «[Mowa adepon;» «Aev mv ixav
Oel moté», Aéel €vag ahAdgpovag
adeppoq.

Elpwvikd, dpwg, auté to evvoel oav
ja Btk GnAwon, oav wa anddetEn
OTL 1) OIKOYEVELG TOU OEV ™G OUUMEPL-
gépetal Goynua. To va pével pakpld
and 0Aa ta PAéppaTa mEpav ekelvwv
me Gueong owoyéveldg mg, To va
elval aépam, Bewpeltal omy (pavikn
Kowwvia wg n npénouoca oupnepipopa
yla g yuvaikeg. Ot kowwvikol Aet-
Toupyol mou epydlovrat oto GouAo,
Loopporoly 0€ pa Aenm ypappr,
kabwg mpooaBolyv va eakpiBooouy
av 1a Kopitola Aéve mv aAfBela 1 av
amwg BéAouv va Bpaneteloouy and
e auompn owkoyevelakr L. Autd
rou dev Aéyetal omv tawia, eival kard
000V ot «QualoAoyiKol» KaBnuepvol
neploplopol mou erupdilovral oe €va
Kkopltol 010 Ipdv npdypatt 1o ouveAi-

Bouv. H tawia —mou dev €xel voiceover
apnynt 1n on-camera epWIOEIG—
Biyel To Bépa pe €va dlakpiTikG Upog
Tiou dev aokel KpITIk.

«MepIkég popég XGvw TOV EAEYXO.
Eivai ta vedpa pou. Kaveig dev E€pet Tt
oupBaivel pe epévar, AEeL pia €pnpn
konéha. Tn ouvavioOpe ya mpwm
Qopd omv evapkmipla oekdvg mg Tat-
viag, va kAaiet ka va pixvel vepé oto
npéowndé me mv wpa mou my napn-
Yopel €vag Kowwvik6g Aettoupydg
pwtavrag m: «Aev BEAEIS va Yupioelg
niow;». Ekelvn dev BéAeL. «O€Aw va
{fow pakpd toug yia Ayo», Tou ama-
vid. Aev mv agrivouv va ByetL and 1o
omit,, Mg Aéve Tt va GopETEL Kal Tt va
odel. To €xel okdael 20 pe 30 popég,
Aéel, ahA@ dev pmopel va egnyrioet To
ylati. «To va o okag dev eivar Adom»,
G anavrd o KOWWVIKGG Aeltoupyos.
«Mou Ba mag; Mowa elvat n evaAAakTki
AUon;» Mpaypatikd, Gev undpyet evai-
AakTikiy AUon yia autd ta Kopitola —
&(te Ba enavevwBouV LIE TIG OIKOYEVEL-
£¢ Touq &ite Ba peivouv oTo doulo, av
Kat pévo 6rav dlarotweel 4Tt T0 olKo-
Yevelako mepiaAov TIG Kakomolel He
anapadexto Tpormo.

Autd mou mpaypatik@ OTOIXEIDVEL TOV
Beam Gpwg, dev Aéyetal omv Tawia.
To mpoowriké Tou douAou aAAd kat Ta
{dla ta kopltrowa Oev umopolv va
apBpwoouy MWG TO MPAyMaTiKe mpo-
BAnua (owg eival n (G1a n kowvwvia Ka
0l anayopeuoelg mou empdAlel otig
yuvalkeg. «Aev E€pw ywati 10 okdw
ouvéxela», Aéet To Kopital, pooBETo-
viag 0t €xel 6eL apketoug Yuyidtpoug
Kat kavelg dev pnépeoe va npoodiopi-
0€L TL TG ouppalvel.

H enkoyn va Eexkviioet 1) tawvia pe mv
L0TOp(a QUTOU TOU KOPLTOLOU Kat Gt e
TG METEMEITQ LOTOPIES TWV KOPITOLWV
nou €xouv BlacBel N kakomown6el,
eival évag tpomog yia mv tawia va
QEPEL 0TO0 TPOOKAVIO pe emdEElo

TP6Mo 10 MPGPANUA TWV AUOTNPGY
anayopeUoewv Tmou uglotavrar ot
yuvaikeg 0To Ipdv aAAd kat oe GAAeg
Kowwvieg m¢ Méong AvatoAig. H
uévn Kakoroinon nou unéa auté To
£gnBo Kopital eivat exeivn mou unoker-
vtat 6Aa Ta puatohoyika kopitola oV
egnpela Toug oe aut| ™V Kowwvia,
Xwpl¢ pdhiota va avayvwpiletar wg
kaxorofno. Ta ddkpua kat 1) andyve-
o mg dev avtpetwnilovial pe ou-
pndbela, amhag aum eivat n oxkAnpr
npaypatikémra mg {wig Twv Kopi-
T0l0v. Aev undpyel katagoylo.

Aut elval kat n euguia mg Tawviag, n
erdegiomra ka n miom mou €xet 6t
0L loTop(EG TWV KOpTOwDY Ba arnokaku-
@Bolv oTov Beam) xwpiS va ypelaotel
N anpokdAurtm napépacn tou dnu-
oupyol. Aev xpewal6paote agnynm
yia va pag met 6t auto To Kopitol uro-
Qépel, dev xpelaldpaote pendptep eni
G 080vng yia va emutebel oo mpo-
OWMIKG TOU aoUAOU 1) 0TV Kowvwvia
Tou xet dnuioupynoeL aum) mv katd-
otaon. AkohouBwvtag mv mapdadoon
Tou pevt Quaduav, 1o Zkaotég an' ro
OTiT a@iVel TIG EIKGVES Kal TS LoTo-
pleg va prioouv and poves Tous.

Metdgpaon: Avia KaxAaudvn
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Contending with the rising number of
girls fleeing their strict or abusive fami-
ly lives, Iran has in recent years set up
a network of municipal shelters for run-
away girls. Screening at this month's
Vermont International Film Festival, the
British documentary Runaway, directed
by Kim Longinotto and Ziba Mir
Hosseini (Divorce Iranian Style),
glimpses inside one of these shelters
and the lives of the girls who seek
refuge there.

Their stories run the gamut from horror
stories of a drug-addicted father prosti-
tuting his teenage daughter to the less
dramatic slow misery of girls shut inside
the house all day, denied the right to
socialize with friends. “I told my neigh-
bours my sister was missing, and they
said ‘What sister?” They had never even
seen her,” says one distraught brother.

Ironically, he means this as a positive
statement, as proof that his family does
not mistreat her. Being kept away from
all eyes outside immediate family,
being invisible is proper behaviour for
women in this society. The social work-
ers who staff the shelter walk a fine line
as they try to determine the girls who
are telling the truth or merely trying to
escape a strict family life. What is left
unspoken in the film, however, is
whether the normal everyday restric-
tions on an Iranian girl are themselves
abusive. The film - with no voiceover
narration and no on-camera question-
ing - broaches the topic gently with an
unobtrusive style that makes no judg-
ments.

“Sometimes | lose control. It's my
nerves. No one knows what's wrong
with me" says one teenage girl. We first
meet her in the film's opening
sequence, crying, splashing water on

Images and stories that speak

her face, and being consoled by a
social worker who says “Don’t you
want to go back?” She doesn't. “| want
to live apart from them for awhile,” she
says. They don't let her leave the
house, they tell her what to wear and
what to eat. She has run away 20 to 30
times, she says, but can't articulate
why. “You won't solve anything by run-
ning away,” says the social worker.
“Where would you go? What's the
alternative?” Indeed, no alternative is
presented for these girls — either they
are reunited with their families or they
stay at the shelter, but only if it is deter-
mined that their households are unac-
ceptably abusive.

It's what the film does not say that has
a particularly haunting effect. The shel-
ter staff and the girls themselves are
unable to articulate that it may be the
society itself and its restrictions on
women that is the real problem. “I don’t
know why | keep running away,” the girl
says, adding that she’s seen many psy-
chiatrists and none can determine
what's wrong with her.

Beginning the film with the story of this
girl, rather than with the later stories of
girls who have been beaten or raped, is
one way Runaway subtly foregrounds
the problem of severe restrictions on
the lives of women in Iran and many
other Middle-Eastern societies. The
only abuse suffered by this teenage girl
is that suffered by every ‘normal’
teenage girl in this society, yet it's not
even recognized as abuse. Her tears
and her frustration are met not with
sympathy, but with the harsh reality
that this is simply the way life for girls.
She has no recourse.

This is the film's genius, its subtie hand
and its confidence that the story's sub-

forthemselves

By Cynthia Rockwell

jects will reveal themselves to the view-
er without the overt manipulation of the
filmmakers. We need no commentator
to tell us that these girls suffer, no on-
screen interviewer to attack the shel-
ter's staff or the society that has creat-
ed this situation. In the tradition of Fred
Wiseman, Runaway lets the images
and the stories they tell speak for them-
selves.

Runaway
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Ol Aikaotiveg elvat pia ouvapriaoTik kai
ouyva Eekapdotik| pand oto £pyo
nou erutehel éva pikpé Bikaotiplo oto
Kapepolv. Me anogaoiotikdmra kai xwpic
ouvaloBnuatiopods, n dnuéola katmyopog
Bépa Nykdoa kat n np6edpog Tou dikaotn-
piou Mneatpiq Ntoopna BonBolv T
yuvaikeg 0TO HOUOOUAPAVIKG TOUG XwpI6
va Bpouv t0 Bdppog va katabéoouv o€
ouyva 6UokoAeq uroBETels kakomoinoms,
napd Tiq MEOEIS MG OIKOYEVEIAS Kal TG
Kowomtdg toug va owwrnroouv. Me duva-
Mop6 aAAd kat oupndvia, ot duo yuvaikeg
arovépouv dikaloalvn pall pe Yrypata
oogiag aAAd kat veupat@dn oxoha, erm-
BaAAovtag auoTnpég mowveg o’ 6ooug kpi-
vovtat £voyol.

Me 10 xapakmplotiké mg oti\, ) dia-
Kpitkd mapouoa kdpepa mg Aovi{véto
Kataypdgel pia meldda povadikawv yapa-
Kmpwv KaBwg Eedimuvouv apiaota Tig
LoTopieg Toug xwpiq ™ BorBeta agnyn.
Awe1oduTiké Kat aio6dogo, 1o VIOKIHAVTED
autd mapouotdlel —npdypa omavio- pa

O l 6 lKQO‘l’ (VSQ BuvaT Kat BETIKN EKOVA TWV YUVAIKGY NS

Appikrig, apaiwtioviag €va avadubpevo

= = nvedpa Bdppoug kat eAmidag kat m duva-
SISte I'S | n LaW Toma yia akhaym.

Sisters in Law is a totally fascinating,
often hilarious look at the work of one
small courthouse in Cameroon. The tough-
minded state prosecutor Vera Ngassa and

M. BPETANIA / UK 2005 i court president Beatrice Ntuba are helping
IxnvoBeoia / Direction: Kim Longinotto, Florence Ayisi ®wroypagia / Cinematography: women in their Muslim village find the

Kim Longinotto Movrd{ / Editing: Ollie Huddleston "Hyog / Sound: Mary Milton Mouaik . b

/Music:gD' Gary nupu%vdc/groducer: Kim Longin)éttf)/napnvmvn /rl!roductinn: Vixez courage to Aflght often-difficult ca;es of

Films, UK T. +44 207 359 7368 F. +44 207 226 7874 tg@tgraham.demon.co.uk 35mm  abuse, despite pressures from family and

‘Eyxpwpo / Colour 104’ their community to remain silent. With
fierce compassion, they dispense wisdom,
wisecracks and justice in fair measure —
handing down stiff sentences to those
convicted.

In signature style, Longinotto’s unob-
trusive camera captures an abundance of
colourful characters, allowing their powerful

g:;’ﬂ:: gtA::s’:: Cannes IFF 2005, EWdwkr pvela Kprokr / Special Ji SEERS: 1) Joia SRS WA e
' I TIK] ETT| {f : :

Mention, Europa Cinemas: Cannes IFF 20(?5.u Bpuﬁe‘i)o x(rl]}?mepo%owgmuovﬁi;a/ Bg f0‘r narrqtlon. Both insightful and uplifing,

Documentary: Hawaii IFF 2005, BpaBeio kowou / Audience Award, IDFA (Amsterdam)  OISters i Law  presents a rare strong and

2005, Bpapelo kowou / Audience Prize: Royal Anthropological Institute FF (Oxford) 2005,  Positive view of African women, and cap-

Bpapelo Grierson «Kahutepou viokiiaviép olyxpovou Bépatog» / Grierson Award “Best  tures the emerging spirit of courage, hope

Documentary on a Contemporary Issue” (UK) 2005 and possibility for change
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EElOTopd)VToq uIa DIAPOPETIKN ICTOPIA

Elval nepiepyo 1o nwg péoa evnuépw-
0ng naBlaopéva e Ta emredypuata Twv
Bpetavwv kardpepav va napapAéouv
jpia peyan emuyia pag ppetavidag
Onpoupyol oto petvé deaTiBAN Twv
Kawav, 10 BpaBeupévo viokavtép
me Kip Aovi{ivéto, Or dikaotiveg.
‘lowg eneidn to Babid avBpwruvo Kat
XWPI§ VO EVIUNWOIAONG TIOPTPETO
TWV APPIKAVAV YUvValkwv rou pdyovrat
yia autonpoodioplopd ayned Tig ouvn-
Blopéveg avrnyelg mepi yuvakwy Kat
Tpitou kdopov. ‘lowg akdpa emewdn n
Aovi{ivéto eival pa dnpioupydg mou
dev BEAeL va TipoBaAel Tov eauté g
kal dev apéoketal om Aduyn kar mv
npoBoAY. Mpaypatikd, n ikavomd me
va pnv autorpoBdiietal eivat €va arné
10 PUOTIKG ™G TEXVNG TG,

210 Bpapeupévo pe BAFTA Awadiyio
aAd Ipavikd agnynBnKe To XPOVIKG TwV
MPoOTABEIDY (pavWV YUvValK@V va
Bpouv dikaloouvn oe éva avdpokpa-
TOUPEVO OIKAOTHPLO OIKOYEVELAKWV
unoBéoewv omv Texepdvn. Im Mépa
nou 0gev Ba Eexdow moté, mapakolou-
Bnoe éonpeq Mg Kévuag mou pdxo-
viav evavtiov mg pakpdg edpalwpé-
V¢ napadoong akpwmplaouol Twv
Yuvalkeiwv yevwnukav opydvev. Kat
ong duo tawieg, onwg kat oto Ot dika-
0oTiveG, 1 OKNVOBETIC TPOOPEPEL OTO
Koo 10 mpovopto me npdopaong oe
KPUHpEVOUG KGOpOUG, pEoa amd pia
Blopatik kat diakprrikr kduepa. Mpod-
KEITal Yia oIKela, ooyevelaka dpdpa-
1a nou Biyouv B€para maykéopiag
onuaoiag.

O dikaorivee diadpapatilovrar omy
noAn m¢ Koouna oto Kapepouv kat
akoAouBouv m Bouleld pag yuvaikag
£10ayYEAEWG, TWV OUVadEAPWY NG Kal
TWV NeAatayv Toug kabwg avrnapari-
Bevral oe ouluyoug mou Bialouv kat
Kakonototv g oulUyoug Toug Kal 0
eVIAIKES TOU andyouv kai XTumouv

nadid. H oduvn elvat arm), 6nwg katn
ouvIpopIO™Ta, N EvEPYEl Kal N
EPEUPETIKOTTA TWV YUVAIKWY MPWIa-
YOVIOTPLGV.

«Auth 1) Tawvia nporABe and mv mpon-
Youpev pou», e€nyel n Aovi{wéro.
«xmv Kévua, autd mou mpaypatikd
pou ékave eviimwom nrav aut n
afoBnon 6t n aAkayn npoepxdtav and
TG yuvaikeg, 0Tl EKEVEG QVTIOTEKO-
viav otiq pabid pi{wpeveq mpokatahr-
elg. Eivar pavepd 611 T€Toleg L0TOPIES
ouppaivouv pdAAov navrod omv Appl-
ki) aAA@ dev BENOUE va TIg akoUoou-
pe. Aev Bewpouvtal aglohoyeq edr-
oelq. ‘Etol 6€Anoa va emotpéyw omyv
Agpikiy kat va mw GAAn pa Lotopia.
AN\G eve) H pépa rou dev Ba Eexdow
noté fitav éva QI Pe apketd kévipa
Kat moAAarhoUg xapakmpeg, aum m
(popd B€Anoa va kdvw pa tawia mou
va EMIKEVIpWVETalL 0€ évav Tmo Kat
0€ Ja HIKpr opdda xapakmpwy. Zav
Ja tawia puBorhaciag neploa6Tepo.»
To vrokipavtép O dikaotiveg pmopel
va Kauylétal ya to yepdro ouppdvia
aAAG ouykpampévo eidog agnynuat-
KoU T6Eou Yyia To omoio ot oevaploypd-
Qol Tou XOAtyouvt Ba mouholoav Kat
TG Yuy€Q Toug. H tawia nephappaver
TAPATETAPEVES OKNVEG, TOmoBemuE-
VEG 0€ €va povo xwpo orou didpopot
EUKPIVEIG XapakTipeq aAAnAerudpouv
anokahurroviag otadiakd moAumoka
kivntpa. Me autdv Tov Tpdro npoogé-
pet évav dpapatikd mhouto mou omdvia
guvavtdral oTov OUYXPOVO EHMOPIKG
Kvnpatoypdgo, o ormoiog Bewpel Ot
10 KOWvO aduvatei va EMIKEVIPWOEL TV
ooyt Tou yia peydho xpovikd did-
omua.

Apxixd, n Aovr{wvéro kat n ouvepydaudd
me n ®AGpevg Ayiot apxilouv va kata-
ypdgouv ™ douAeld piag npwronépou
dikaotivag oe éva tunikd dikaotiplo
Hag enapylakng neploxng. Qatéoo, ot

Tou Mike Marqusee

oapdvta propmiveg mq Tawviag kara-
otpdenkav étav népacav péoa and To
pnxdvnua aktvookérmong Tou aepo-
dpoplou. Aev eivat dUokoho va gavra-
oTel Kavelg mv 0duvn Twv dnuioupywv
yla mv an@Aela Tou avavrikardotatou
Q. ANG 1 anogaoctoTikémTa ™S
AovtQvéto avunapiA@e mv atuyia
aum, 6nwg Kat pa copapr TpomIkN
aoB€vela, aAhdlovtag tonobeaia omv
otopia mQ He EKMANKTIKG aroTEAE-
opara.

H kdpepa mg Aovt{voto dev oupnd-
oxel enimdeq. Amogelyel 600 Ta
pakpivd mdva kat ta adidkprra oup
600 Kat Ta Kovtvd TAdva, MPOTIU®-
VIaq pia peoala anéotaom mou emiTpé-
MEL OTIQ Opapatikég nepodveg va
aMnAerudpouv ekedBepa. ‘Eva and ta
puompla mq peBédou me elval To
WG €va 1600 0UBETEPOD, OUYKPATTHE-
vo PAépupa propel va aktivoBoAel téom
eotaod. H napouoia mg eivat oupro-
Vet aAd kat Sakprrikr. Mag ta
katapépvel; Mg yivera n dpdon eni
m¢ 080vng va gaiveral oav va pnv
elval oknvoBempévn Kat ot dvBpwrol
va pnv eivat aprxavot;

«Agevdg dtav kdm dpapatikd n enei-
yov aupBaivel, ot vBpwoL Tou ENMAE-
Kovrat Teivouv va arnoppo@ouvral ané
auté kai va &exvouv mv napouaia mg
Kkdpepag. Apetépou, eijal povaya eyw
kat n Maipn Miktov, n nxoAnmpia, duo
yuvaikeg, onéte dev aneloupe pe myv
napouoia pag. ‘Exoupe KGVEL IEVTE Tal-
vieq pali ka1 £101 50UAEUOUE HE EUYE-
pela. Z€poupe Xwpiq va PAGue Tt mpo-
omnaBoupe va kdvoupe. Ymdpxel €va
getly, autdv Tov Kapd OTo VIOKIMa-
VIED, Y1 TIC MIKPOOKOTIKES KAUEPES,
pia droyn 6n 600 pkpdTEPN Elval n
kduepa, 1600 QuodTePn Ba elval n
oKknvi). AA\G ey €xw wa npaypatikd
peydAn kdpepa. Aev eivat Aomdv n
kduepa nou Tpopdler Toug avBpawrnoug,
@AAG o1 dnpioupyoi».

O dikaotiveg
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Ot dikaotiveg

«0t yuvaikeg mou mapakoAouBoupe
E€pouv Ot elpaote ekel yla va mouye
T1q Lotopieg Touq. Eipaote pépog tou
aywva Toug, efpacTe e To PEPOG TOUG.
To katamAnkTikG elvat o Tpomog e Tov
oroio xpnowlornololv mv Tapouaia
pag. =agvikd undpyel €vag pdptupag
Kkat autd Toug divel autonenoidnon. Na
napddelypa, otiq Akaotives, ) Auiva
Tou rpooraBe( va areheuBepwBel and
€vav o0Cuyo Tou v Kakomolel, avuro-
HOVOUCE va MV KIVIHATOYPa@rio0U|E.
‘HBehe va otyoupeutel 61t 6a fipaatav
oto Oikaomplo pall mg. ‘Heeke my
k@pepa ekel — mv €kave va aobdvetal
duvardrepny.

Ta vrokavtép mg Aovi{véto dev
TpoogEpouv oyedov Tmote oe oxéan
je Ta Kowwvika 1 moAttkd oupepald-
Heva - KAt yia 1o oro(o Exel eKPIOEL.
AN\ n Gpvnor ™Q autr va napdoyetl
gvav 16eohoylkd xdpm elvat éva
0UOIWHES KoppdTt g peBddou mg. O
Beatéq mpookakouvral va Bpouv Tov
BIKG TOUg BPGHO Kal va Blapopewoouy
m ik Toug avtidpaon ato dpdpa rou
eKTUAOOETAL PripooTd touq. Elval pa
TIPOOEYYION TIOU TIPOOPEPEL TIOAAT)
TPOQN YIa OKEYN.

MNdpre, yia napadetypa, mv otopia
mg Mdvka, evég e&dypovou kopiratol
nou £tpwye EUA0 Kal eixe ouolaoTika
yivel okAGBa mg Beia mg. Napakohou-
Bouye To MG MG napéxetal npoota-
ola kat oupnapdotaon kat 10 NAS N

Beia mQ kamyopeital kat puAakiletat
yla ta eykhjpatd mg. Yndpyet kdu
peyalelwdeq ed@: yla pa gopd n do-
vapn m¢ moAweiag evepyonoleital,
Xpnooroleftal kat aokeltat ané atpo-
UNTES, AQOOIWHEVES Yuvaikes, yla
Aoyaplaopd evog mavieAws avurepd-
omiotou avepwrivou mAdopatog. Kat
0€ auto To BEapa undpyel pia olwrm-
pr enmAngén otov TEUMEAN HETapo-
VIEPVIOHO TIOU popavTikomolel mapa-
00010KEG KowOmTEG Kal katadikdadet
1a o0yypova £6vn kpdm wg mv Tmyn
AWV TWV KAKWV.

Ot yuvalkeg, Twv omoiwv Tov aywva
kataypdget n Aovt{oro, eival 0apwg
€POG G TOTUKIG TOUG KOUATOUpAG,
Tap6Ao TOU Eival anoQaciopeves va
m Hetapoppwoouy. ‘Etal, Ta oTeEPE-
Tuna katappéouy Kat mdvw ané oAa to
OTEPEGTUTIO Yla TV nadnukémra mg
yuvaikag Ttou Tpltou kéopou. Kat oto
1éA0¢ ™G Tawviag —6tav eykwpdlovrat
OU0 pouoouAudveg Yuvalkeg emewdn
Hrav oL MPWTES TNV MEPLOXT] TOUS TOU
nétyav karadikeg evavriov twv oudu-
YWV TOUG, Yla Kakorolnon- undpyet
Xapa kat eAnida, kepdlopévn pe kono
KatL ouvenwe agérom.

Ziyoupa 1o yeyovog ot n Aovr{woro,
pa Aeukr) dutiki) yuvaika mou kata-
ypdgel pua EEvn kouAtoupa mapapével
nipopAnuatike; Mpoketral EexkdBapa yia
ja epomon mou mg yiverat ouyvd,
Kal omv oroia anavrd xwpig va arno-

Aoyeitat: «H QuAj kat N eBvikdmta
elval mdpa moAU onpavTIKEG, aAAG dev
€lvat ot povadikol avBpwrivol diaxwpr-
opol. Yndpyel eniong n 1a&n, 1o gUAO
Kat 0 0e&oualikdg mpooavatoAloués
Kat yla autév tov Adyo kdvw TIg Tavieg
pou. Aev pou apéoel n eEouaia. Aev
Jou apéaouv ot napadooelg mou kara-
nuédouv Toug avBpwoug, Kat pe eAKU-
0UV 01 loTopieg avBpwnwv mou opBw-
VOUV T0 avaomud toug evavtia omv
ekouaia kat omv napdadoam».

Aut n ipodidBean eival epgaviig 0To
gUvoho ™G doukeld mg Aovr{wéro,
apx(Covtag and mv napaywyr mg ya
10 National Film School, Eé€youoa
B€om, €va VIOKIHAVTEP Yia TO 0KOTPO-
¢elo orou eixe otakel oav Kopital —
fa urokouAtoupa TO00 EEWTIKA,
napd&evn kat okAnpry 600 timote and
60a ouvavmoe ota peténerra tagda
mG. Avaptyviovtag mv NePIEPYELD e
T0V 0EBAOHO, 1) UTOHOVETIKT), OUMTO-
Vet mg téxvn e&upvel m diapopd,
MA@ eruBepalwvel eniong mv owKou-
pevikémra, kat eival ouvenwg éva
kahodexoupevo avridoto oTg avontesg
«OUYKPOUOELS TIOATIONWY» TIoU auT
mv otyur Yepouv Tig omAeg Twv
eQnuepidwv Kat 1ig 086veg Twv mAeo-
pdoswv.

Red Pepper, Oxtwpplog 2005

Metdppaon: Avra KakAaudvn
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It's strange that a media obsessed with
Brit winners managed to overlook a
major success by a British filmmaker at
this year's Cannes festival, Kim
Longinotto’s prize-winning documen-
tary, Sisters in Law. Perhaps it's
because Longinotto’s deeply humane
but quietly unsensational portrait of
African women struggling for self-
determination defies received notions
about both women and the third world.
It may also be because Longinotto is a
self-effacing filmmaker, deeply uncom-
fortable with glitz and hype. Indeed, her
capacity for self-effacement is one of
the secrets of her art.

In the BAFTA-winning Divorce Iranian
Style, she chronicled women's efforts
to procure justice from a male-run fam-
ily court in Tehran. In The Day | Wil
Never Forget, she followed Kenyan
teenagers battling a long-established
tradition of female genital mutilation. In
both films, as in Sisters in Law, she
offers audiences privileged access to
hidden worlds, and she does so with a
camera that is both perceptive and
unobtrusive. These are intimate,
domestic dramas that raise issues of
globe-spanning significance.

Sisters in Law is set in the town of
Kumba in Cameroon and follows the
work of a female state prosecutor, her
colleagues and their clients as they
challenge husbands who rape and
assault their wives and adults who kid-
nap and beat children. The suffering is
palpable, but so are the comradeship,
energy, wit and resourcefulness of the
women protagonists.

“This film came out of my last one”,
Longinotto explains. “In Kenya, what
really struck me was this sense that
change was coming from the women,

Teling a different story

that it was women who were standing
up against deeply ingrained prejudices.
It was clear that there must be stories
like this happening all over Africa but
they're stories we don't get to hear
about. They're not considered news-
worthy. So | wanted to go back to
Africa and tell another story. But where
The Day | Will Never Forget was a film
with several centres and multiple char-
acters, this time | wanted to make a film
focussed on one place and one small
group of characters. More like a fiction
film.”

Sisters in Law boasts the kind of inci-
dent-packed but sustained narrative arc
for which Hollywood screenwriters
would sell their souls. The film includes
prolonged scenes set in a single space
in which a variety of distinctive charac-
ters interact and through which com-
plex motivations are gradually revealed.
In doing so, it offers a dramatic rich-
ness rarely found in contemporary
commercial cinema, which assumes
that audiences are crippled by a short
attention span.

Initially, Longinotto and her collabora-
tor, Florence Ayisi, set about docu-
menting the work of a pioneering
woman judge in a customary court in a
rural area. But the forty rolls of film they
shot were destroyed when passed
through an x-ray machine at an airport.
It's not hard to imagine the anguish of
the filmmakers at the loss of irreplace-
able footage. But Longinotto is a deter-
mined character, and she shrugged off
this setback, as well as a bout of severe
tropical disease, to relocate her story,
with stunning results.

Longinotto’s camerawork is deliberately
unemphatic. She eschews both estab-
lishing long shots and intrusive zooms
and close-ups, preferring a medium-

By Mike Marqusee

distance that allows her dramatis per-
sonae to interact freely. One of the mys-
teries of her method is how such an
apparently neutral, restrained gaze can
radiate such warmth. Her presence is
sympathetic, but unobtrusive. How
does she do it? How is it that the action
on screen seems so uncontrived, the
people so unself-conscious?

“Part of it is that when something dra-
matic and urgent is happening, the peo-
ple involved tend to become drawn into
it and forget about the presence of the
camera. The other part is that it's only
me and Mary Milton, the sound
recordist, two women, and we're not a
threatening presence. We've made five
films together, we work fluidly. We
know without speaking what we're try-
ing to do. There's a fetish in documen-
tary these days for tiny cameras, a
belief that the smaller the camera the
more natural the scene will be. But I've
got a really big camera. It's not the
camera that people are intimidated by,
it's the filmmakers.”

“The women we're following know that
we're there to tell their stories. We're
part of their fight, we're on their side.
And the amazing thing is how they
make use of our presence. Suddenly
there's a witness and that gives them
confidence. For example, in Sisters in
Law, Amina, who's trying to free herself
from an abusive husband, was eager
for us to film her. She wanted to make
sure we'd be in court with her. She
wanted the camera there — it made her
feel stronger.”

Longinotto’s documentaries offer
almost nothing by way of social or
political contextualisation, for which
she's been criticised. But this refusal to
provide an ideological roadmap is an

Sisters in Law
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essential part of her method. Viewers
are invited to find their own way
through and formulate their own
responses to the drama unfolding
before them. It's an approach that pro-
vides much food for thought.

Take, for example, the story of Manka, a
six year old girl beaten and effectively
enslaved by her aunt. We watch as
Manka is given protection and support
and as her aunt is prosecuted and jailed
for her crimes. There is something
majestic here: the power of the state
activated and deployed by fearless,
committed women, and wielded, for
once, on behalf of an utterly defenceless
human being. And in this spectacle is an
unspoken rebuke to the lazy post-mod-
ernism that romanticises traditional
communities and condemns the modern
nation state as the source of all evils.
The women whose struggles Longi-
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notto chronicles are unmistakably part
of their local culture, yet also deter-
mined to transform that culture. Thus
the stereotypes come crashing down,
above all the stereotype of third world
female passivity. And in the film's con-
clusion - as two Muslim women are
lauded for being the first in their area to
secure convictions for assault against
their husbands - there is joy and hope,
hard-earned and therefore credible. But
surely the fact that Longinotto is a
white western woman documenting an
alien culture remains problematic? It's
clearly a question she’s often been
asked, and she answers it without
apologies. “Race and nationality are
hugely important but they aren’t the
only human divisions. There's also
class and gender and sexual orienta-
tion and that's what | make my films
about. | don't like authority. | don't like

traditions that oppress people and I'm
attracted to stories about people stand-
ing up for themselves against authority
and tradition.”

That predisposition is apparent in all
Longinotto’s work, starting with her
National Film School production, Pride
of Place, a documentary about the
boarding school she'd been sent to as
a girl - a sub-culture as exotic, bizarre
and cruel as anything she encountered
in her later travels. Mingling curiosity
and respect, her patient, compassion-
ate art celebrates difference but also
affirms universality, and is therefore a
welcome antidote to the ‘clash of civili-
sations’ crudities currently filling news-
paper columns and TV screens.

Red Pepper, October 2005




Bioypagia

H Kt Aovt{ivéto eival pa and g onuaviik6tepeq oknvoBET-
e viokavtép g enoyng pag. Eiva Siebvag avayvwplope-
Vi) 1000 yia Ta e€apeTika avBpwriva noptpéta 600 Kal yia myv
£vaoy6Anon me pe aupieyopeva BEpara, Ta ornola npooeyy(-
et pe Eexwplom evaobnoia kat oupnddela. Oi tawvieg mg
£xouv kepdioel m diebvr} avayvapton kabwg emiong kat dekd-
0eq Bpapeia oe peoTBAA ava Tov kdopo. Meta&u autdv oupmne-
plhapBavovtal to Bpapeio mg AeBvoug Auvnatiag DOEN ato
IDFA, kat To kaAUtepo Bpetavikd viokwavtép ato Hot Docs yia
10 H pépa mou dev Ba Eexdow noté * 1o peydlo Bpapeio yia
KGAUTEPO VTOKIpavTEP 0T0 PeOTIBAA Tou Zav dpavoioko kal 1o
Bpapeio Silver Hugo oto ®eoTiBAA Tou Zikdyo yia 1o Awadiyio
aAd (pavikd KaAOTEpO vToKpaviep oto GeotiBdA Films de
femmes omv Creteil yia Ta Kopitota tou ovelpou xat to Bpapeio
emgavolq vrokavtiép oto OeomiBAA Opo@UAOPINK@Y Kat
AeoBlak@v tawidy tou Zav ®pavoioko ya Ta aydpa tou
Zwvrouxou.

H Aovt{ivéto omoudaoe pwtoypagpia kat oknvoBeaia omy
EBvikn Kivnuatoypagikii ZxoAr mg AyyAlag (NFS), érou yupt-
o€ mv E&€youaa B€om, pa KPLTIKT Hatid oTo 0IKoTPoQEid aTO
ornolo frav eowTEPIK, Kal Ta kop(tata Tou Bedtpou, e BEpa
évav Eevava yla doteyeq yuvaikeg. Zmv ouvéxela epyaotnke
WG EIKOVOAITTPLA O Jia OElpa and AEOMTIKA VIOKILAVTED,
onwg 1o Ztaupdg kat ndbog, yia Ti§ KaBoAKES yuvaikeg Tou
Mnélgaort, kat g AvijAikeg, €va xpoviké mg avepyiag pera-
EU twv egripwv oto Kopevipt. To 1986, (dpuoe pall pe myv
Khep Xavt mv etawpela napaywyng Twentieth Century Vixen.
Mall ékavav to Fireraiser, pe 8€pa tov Arthur Bomber Harris
kat to Poppapdiopd mg Apéadng katd tov B' Maykdopo
NéAepo, kabwg eniong, Ta @de to kipovo, H kaAr auduyog tou
Tokio ka1 Kpuppéva npoowna - €va VIOKIHavIEP yia Tig yuvai-
ke omv Afyurrro. Tnv dia nepiodo ékave pa oelpd déka
Blvreo yia mv mAedpaon oXeTIKA pe To BEpa TV EBIKWOV ava-
YKV, peta&l twv onolwv 1o Tpaykol aAAd yevvalol ya To
Channel 4. Me mv TZéwvo Oulhayg, oknvoBEmae ta Kopltala
Tou ovelpou, Ja napaywyn tou BBC yia évav yanwveé(ko
Houoik6-Beatpiké Biaoo, kabwg kat Ta aydpa tou Zivi{oukou.
Im ouvéxela €xkave T [uvalkes Twv poxddwy, pe BEpa TIg
oullyoug Kat i Qrhevadeq aotépwv me pok. AKoAoUBNoE 10
Aialuyto aAd tpavikd, oe ouv-oknvoBeola pe m Zluma Mip-
Xoo€wi, pe mv onola ouvepydomke Eava to 2001 oto Jka-
0TéEC an' 1o onl.

Meta 1o AwalUyo, €xave 800 Tawvieg yia mv TAEONTIKY
oelpd Best friends, 1o X8 kat o NTéiB (yia duo gikoug rou dou-
Aelouv 0" €va kKAaun wg Tpapeotl), kat 1o Poun kat 0 Kpis (yia
800 doteyoug veous). Zmv endpevn tawvia mg Ta kopitota ano
mv I'kaéa, ouvepydomke &ava pe mv TZEwvo Ouihiapg. H tawvia
me H pépa nou dev Ba Eexdow noté eoudlel o€ véa kopitowa
Tnou evavriwvovral oy napddoon me KAEITopIBEKTOMAG oV
Kévua. H tawvia aut npopAnBnke oto 5o deotipal Ntokipaviep
Beooalovikng. H teleutaia mg tawia eivar Or Awaotiveg, n
npepéEpa e onoiag €yive oto deomBal twv Kavvav népuoa,
onou kai anéonaoe S0o PpaBela. Aumi mv enoyr diegdyel
€peuva yla m véa mg Tavia omv Appix.

Biography

Kim Longinotto is one of the preeminent documentary filmmak-
ers of our times. She is renowned for creating extraordinary
human portraits and tackling controversial topics with sensitivity
and compassion. Longinotto’s films have won international
acclaim and dozens of premiere awards at festivals worldwide.
Amongst them are included the Amnesty International DOEN
Award at IDFA and Best Doc UK Spotlight at Hot Docs for The
Day | Will Never Forget, the Grand Prize for Best Documentary
San Francisco Int'l Film Festival and Silver Hugo Award at the
Chicago International Film Festival for Divorce Iranian Style; Best
Documentary at Films de Femmes, Creteil for Dream Girls; and
Outstanding Documentary at the SF Gay and Lesbian Film
Festival for Shinjuku Boys.

Longinotto studied camera and directing at England’s National
Film School, where she made Pride of Place, a critical look at her
boarding school, and Theatre Girls, documenting a hostel for home-
less women. After she graduated from NFS she worked as the
cameraperson on a variety of documentaries for TV including Cross
and Passion, an account of Catholic women in Belfast, and
Underage, a chronicle of unemployed adolescents in Coventry. In
1986, Longinotto formed the production company Twentieth
Century Vixen with Claire Hunt. Together they made Fireraiser, a
look at Sir Arthur Bomber Harris and the bombing of Dresden dur-
ing WWII, as well as, Eat the Kimono, The Good Wife of Tokyo and
Hidden Faces - a documentary about Egyptian women. Throughout
this period, she made a series of ten videos on special needs
issues, such as Tragic but Brave for Channel 4. With Jano Williams,
she directed Dream Girls, a BBC produced documentary of a
Japanese musical theatre company, and Shinjuku Boys. Next, she
made Rock Wives for Channel 4, about the wives and girifriends of
rock stars, followed by Divorce Iranian Style, co-directed with Ziba
Mir-Hosseini, with whom she will collaborate again in 2001 on
Runaway.

After Divorce, she made two short films for the BEST FRIENDS
series on Channel 4, Steve & Dave - about two friends who work
as a drag act, and Rob & Chris - about two homeless young
men. Her next film, Gaea Girls, was co-directed with Jano
Williams. Her film The Day | Will Never Forget focuses on young
girls who challenge the tradition of female circumcision in Kenya.
The film was screened at the 5th Thessaloniki Documentary
Festival. Her latest film, Sisters in Law, set in Kumba, Cameroon,
premiered and won two prizes at Cannes. She is currently
researching a new film in Africa.
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