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“HBeAa va kdve évav Kivnuaroypdeo TeV 10e&V, Ki OXI TNS MAOKIG, Kal va Xpnotponomos my idwa arobnti-
KN UE T Z& (K11, n onola ndvra édtve peydAn onuaocia ora aAloTikd texvdouara g Oourg,

H ypagp
ouvBeong kat Tou Kddpouv”.

Peter Greenaway

H e€éAign Tou xivnpatoypd@ou - n NOAUNAOKOTNTA TV OTUA, TV, I8V Kal TV TAoemV- ouvdéetatl oTeva
e 116 dAAeg Téxveg o€ drapopetikd enineda évraong. H otopia tou xivnparoypdgou, o onoiog npéogara
ytoprace 1a exard Tou Xxpovia, NPoo@épet apkeTd napadelypara 6rnou ot KIVNHAatoypapioTés KEpdioav noAAd
and ™ oxéon Toug e Tig dAAeg ouyyevikég Téxveg. Zxnvobétes 6nwg o Sergei Eisenstein, o Paradjanov, o
Antonioni kat o Kiarostami, yia va avagépoupie povo Aiyoug, aoxoAnBnkav 1600 pe Tnv KivoUHevn €1K6va
600 Kal He TN Z&YPAaPIKA, Kat dlepetvnoay Tig 0X€E0€LS, TOUG CUOXETIOHOUS Kal Ta 131aiTepa XapakIploTiKa
auteV TV péowv. H Snpioupyikétnta toug enextelvétay and tov éva X@po evolagpépovtog otov dAo, npo-
oBérovrag pra BaButepn npoontikn o1o dpapd toug. To Kivnpatoypagpikd Toug €pyo aviavakAovoe ouxva
autég Tig diepeuvnikég npobéoerg kai Eexapioe Tig dnpoupyieg Toug anod Tig anAouoTepes POPHES NAPATTATI-
KNG agpnynong.

To épyo Tou Peter Greenaway anokaAuntel nANpag avtég Tig 1d16TnTeg, ekBéToviag xat avavedvoviag ou-
VeXaE Ti¢ 1816TNnTeg Tou AR 0” éva BabButepo eninedo, |’ éva nAnpéotepo TeAikd anotéAeopa. Xn Sidpxeta
TV TIPIAVIa XpOVeV TG KIVNHATOYPAPIKAG TOU Kaplépag Kat nio etdikd pe 1o ZupBoAato tou Zxedraoth ota
Héoa g dexaetiag Tou ‘80, o Greenaway avavapiomi(e dieBvddg and Toug Kivnpatoypapoptloug, T600 yia
10 auBevTixké kat 1Baitepo Npoownikd Tou oTUN, kabag eniong kat yia Tig Aapnpég Tou 18éeg. Zav zaypdeog,
10 épyo ToU pavepavel 1o 0o BaBog opdpatog, aioBnon ovvBeong xat xpopatikig andédoong p’ autd nou
Bpioxoupe oTig TALViEg Tou.

I't autotg nou dev elvat 1600 efotketwpévor pe v noAuovvBern dnploupytkéTnTa autou Tou KaAATéXvn, n
éxBeon 10V ZOYpa@IK®V Tou ouvBéoewy eivat pa nOAUTIHN Kat NPOKANTIKA €UKAIPIA YIa VA KATAVORoouV
KaAUTepa To €pY0 TOU KAl va To Npooeyyioouv o’ éva ugnAdTepo eninedo.

Anpntpng Einidng

“I wanted to make a cinema of ideas, not plots, and to use the same aesthetics as painting, which has always paid great
attention to formal devices of structure, composition and framing”.

Peter Greenaway

The evolution of cinema —its complexity of styles, ideas and orientations— is strongly connected to other arts at
various levels of intensity. The history of cinema, which recently celebrated its first hundred years, offers numerous
examples where filmamakers have gained much from their associations to other related disciplines. Directors like Sergei
Eisenstein, Paradjanov, Antonioni, and Kiarostami, to name just a handful, created both moving pictures and painting,
and, as such, explored the relationships,, associations and particular traits of those mediums. Their creativity expanded
from one sphere of interest to another, adding a deeper perspective to their vision. Their work in film often reflected
these exploratory preoccupations and distinguished their creations from more simple, presentational narratives.

Peter Greenaway’s work fully manifests these qualities, continuing to uncover and renew film'’s properties at
a deeper level, with a more fulfilling final result. During his thirty years of filmmaking, and most notably with
The Draughtman’s Contract of the mid-80's, Greenaway has gained universal attention among film viewers for his
original and distinctly personal style, as well as for his brilliant ideas. As a painter, his work displays the same depth of
vision, sense of composition and color phrasing that we find in his films.

For those less familiar with this artist's multifaceted creativity, the exhibition of his paintings is a prized and
challenging opportunity to understand his work a little more, and to approach this work on a higher level.

Dimitri Eipides
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Auti n puxpn ouAoyn épyeVv Zoypa@ikng, KOAAGz kat oxediwv avTinpooonevet éva Hkpo pépog and v
BewpnTixni épeuva nov, yia péva, AapBdver xdpa o’ éva eupu nedio o€ ox€on pe TNV KATAOKEUR TV PIAKG.
OMot éxoupe avtiAngBei ota 100 xpdvia QrtAHOKATACKEUNG, Ti¢ €VOEICeLS yia TNV ApIdpOopn eNtKotvavia avd-
Heoa oTN ZOYPAPIKA KAl OTOV KLVNHATOYPAQo, €y® OH®s avTA® adidkona ouykekpipéva epebiopara ané au-
14 Ta €181KA XapaKTNPIOTIKA TG ZOYPAPLKAG KAl TG TEXVNG TOU 0xediou Ta onoia dev avranokpivoviat o’
authv my oxéon, dev unokelviat petdbeon Tou pnviparog kat Ta onoia apvouvtal otabepd va petagppdoouvv
Tn pOppHa TOoUg, TNV OUOIa TOUG, KAl TNV HETApopd TOUG OTOV KLVNHATOYPAQo.

Ta xoppdria autig Tng pxpng cuAloyng kaAuntouv nepinou 20 xpévia NapdAANANG PIAHOKATAOKEUNG Kat U-
nnpeTouV S1agopeTikéS Aettoupyies. Mepikég popés elvar dnwg oToug zawypapiopévoug xdptes oto A Walk
Through H. xat o1a eikovoypagpnuéva xeipeva oto Vertical Features Remake avTikeipeva nouv xpnoiponot-
nBnkav otnv karaokeun evog PiAp. ANeg ndAt popég undpxouv oav evdeiels yia va karadeifouv éva pépog
Tou Tagidiou nou npayparonombnke yia va grdooupe oto @iAp. Mnopei eniong va napouoidzouy evoeielg
yla pn-napayeyikd adiéfoda n Avoetg nou anopppipbnkav, i eivar evdeielg yia Avoeig nou enepvovoav kd-
Be npaxTixn epappoyn Toug. Mepikég gopég deixvouv pia exTeTapévn petayevéoTepn OKEPN pid Mou yia péva
efval ndvia dUokoAo va eykataleipe e§” oAokAnpou éva @iApL.
Kdnota oxédia dev eival napd 1a anopervdapia piag napayyng nou eykaraleipBnke opiotixd ni, ki autd éxet
nepLoooTEPO evOLAPepoV, eival évdelfn evog oxediou nou ayevizeral aképn va ndpel 0dpka Kat 00Td onwg Ta
peydAa oxédia yia 1o The cheese and the Worms.
TéAog undpxouv ki autd Ta épya nou avagépoviatl NELoHATIKA 0ToV €autd Toug av Kat dev pnope o1’ ainbeia
va notéye 6Tt undpxel T€TOLA NEPINTOON, Hia Nou Tinota dev undpxel 0’ éva T€ToLo andAuTo Kevo.

Peter Greenaway, 1993

This modest collection of paintings, collages and drawings represents a small part of the speculative investigation that,
for me, is carried on across a wide front in association with the manufacture of films.

We have all seen the evidence in nearly a 100 years of film-making, of the two-way traffic between painting and cinema,
but I unfailingly experience much very particular stimulation from those especial characteristics of painting and
draughtsmanship that will not collude in the partnership, that will not suffer a transference of message, that will
steadfastly refuse to translate their form, their substance and their metaphor into cinema.

The items in this modest collection cover some 20 years of parallel film-making, and serve various functions. They are
sometimes, as in the map-paintings for A Walk Through H and the image-texts of Vertical Features Remake, objects
used in the construction of a film. Sometimes they exist as evidence to indicate some part of the journey taken to reach a
film. They can show evidence of unproductive cul-de-sacs or rejected solutions in a project, or are evidence of solutions
way beyond practicality. Sometimes, they demonstrate an extended afterthought since it is always difficult for me to
leave a film behind. Sometimes the drawings are all that remains of a project that has been entirely abandoned or, more
interestingly, are evidence of a project that is still striving to begin as with the large drawings for The Cheese And The
Worms. Finally, there are those works that ostensibly refer to themselves - though I can never really believe that that
could ever be the case, for nothing exists in such an impossible vacumn.

Peter Greenaway, 1993



O ZOI'PA®OZ XTHN AINI'MATIKH KAMEPA
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“Zmv réxvn oAa eivar emtpenrd.

Ta BiBAia tou Ipdonepo’ eival eikoo1Téooepa, 6nwg Kat 1a kapé tou gidp ava devtepdAento. To SidUpO zwypapikn Ki-
VNAToypagog eival oupnAnpepatiks, onwg xai mg Aoyotexviag pe tov kivnpartoypdgo. O teAevtaiog yia tov Peter
Greenaway eival 1o “alter ego” g zwypagikig Kai 10 aviioTpogo.

O zwypdapog KATAOKEUAZEL OPIOPEVA EIKAOTIKA €pya TOU, XPNOIHONOIOVIAG G¢ apetnpia kat nnyr éunvevong, oxédia
HE zaypagié Kal Keipeva and ta oevapia raviay 1ou. Eniniéov, entkoAG anoxdppara nepLodikay, puToypapioy, Xpw-
HaToTeV Xaptoviay. Metarpénel Tig onpeidoetg Tou oe nivakeg. H 18éa xai n npoetotpacia yia pua tarvia, ouxvd fexiva
ano éva zwypagikd oxédio. To oevdpio g tatviag ota xépia Tou oknvoBén eival Kivnparoypapiko Kai zwypapiké npo-
OX€EDI0.

“Euvovrag pia kaAn potoypagia dnuiovpyeitar pua xkan zoypapid.” *Kabe eikéva 1ov xiMiddwv piag tarviag peyd-
AOU HAKOUG XPNOLHONOLE! TNV 10TOPIA TNG ZWYPAPIKNAG, HETALOPPOVETAL O€ JIA HIKPN ZwYPapid.

Koivé onpeio avaykaio yia m zoypa@iki Kat Tov Kivnparoypdo eivat 1o kadpo. Zuxvd, 1a nAdva tou Greenaway
SiakoopouvTal and zeypagikoug nivakeg n nepiéxovyv napdbupa, népreg ki GAAa napépoia oxnpara nou eépvovy o’autd
Tou Kadpou. H xpnotponoinon tou kGdpou péoa 1o kadpo Bupiizer Tnv texvotponia tou Vermeer. Ta povxa Tov Taividv
1ou oknvoBémn eivar avieypappéva and viuoipara HovIéAeV zoypa@ikav épyav. H atoBntiki Tou efvar oxeTiki pe
Z@YPAPIKN Napddoon KAAAITEXVEV TG avayévyvnong Tou deutepou pioou Tou 17ou at. kat €181kd tov Vermeer, Frans
Hals, Velasquez. O oxnvBémng xpnotonotei Tnv zwypaiki wg Baoiké tou oxnvobetiké epyaleio.

Zm tarvia'Eva Zhta xat 800 pndevikd (Zoo), n AApna, n 0Uzuyog pe ta Koppéva noodia, eivar vivpévn p'éva gopepa
navopo1oTuno pe Tg yuvaikag oto nivaka tou Vermeer, «Euyevikég dvopag xat kupia oto xAouBi». H AApna ouvavider
€101 T0 €0WTEPIKO TOu Nivaka, Aentopepeiakd avanapiotdpevou ot oknvi. O oxnvoBémg-zoypdgog epBabiver péoa
0T0 ZWYPAPIKO X@PO Kat Tov dtanAativel, petrapépoviag Tov omy Kivnpatoypapikn o86vn. H oxnvi enavalapBaverat
o€ noAAG onpeia g tarviag. O xivnpatoypdgog Aettoupyei oav kaBpépng g zeypagiknig, eivat o Baoikég kAnpové-
pog . H 086vn yiverat zoviavég nivakag, ppoUpevos To PeUTIKo zaypapiopévo oto navi, divoviag tou aknbivn did-
otaon. Zoviavevel pia anpayparonointn ¢aviacioon.

Onwg oy Aoyotexvia napadexGHaoTe Nwg EXOURE UNOXPEwon va TIHNCoUpE To napeABov kdvoviag avagopés oe na-
Ai6Tepa keipeva 1 Baoizépevol oe anoondopara Bydzoupe katvoupia oupnepdoparta, oxnuartizoviag 1déeg i dnplovpye-
viag éva dialoyo pe 1o napeABov, xar avdloyo npénet va yiverat otov Kivnparoypdgo. O TeAeutaiog pepikag npoépxe-
1at ané mv zoypagikn. H e§dptnon, 1o 8éoipo pe T zoypagikn napddoon Kat Ty avay€évvnon autng, dianAarivouy,
epBabuvouv kal MAouTiZouy To KIvnpaToypa@iké vpaopa.

O1 ypriyopeg peTakivinoelg g kapepag anogpevyovial. Xy tatvia Zoo, oav niveAiég avunépovou zaypdpou oTny Ki-
vnpartoypa@ixn oBévn-nivaxa, netiérat éva Bazo pe toulineg o1o Aeukooévrovo KpeBdrtt tng yuvaikag xopic nédia, vru-
pévng pe povxa Byaipéva ané tov nivaka tou Vermeer. ;

Ta nevrdAenta otanikd nAdva otn 1atvia To cupBéAato tou oxedraocth Bupizouv v akivnoia g zeypagiknig. H
xapepa opizel 10 di1k6 g nedio, ondvia akoloubei Tov nBonotd.

Ta unepBolixd xovTivd nAdva Aeinouv.To evdiapépov Tou Peter Greenaway eival enikevipopévo oty ditm Béon-
oxéon tou avBpénou oto x@po. To avBponivo ooua ondvia x6Betar and 1o kGdpo. Akpepidzerat Opes and Tov idio
rov avBpwno, 6nwg 10 devtepo n6d1 Tng AApna oy tawvia Zoo.

H Béon kat o1 peraxivioeig g xdpepag fexapizouvy and m ouvnbiopévn yA@ooa ennpeacpéveg and my “anootacto-
nomon” tou Mnpéxt. H npotipnon g anéotaong enyeitat ané mv avnouxia tou oxnvoBém yia mv otvBeon, Aoy
TV UNAPX6VI®V APVNTIKOV X@p@V, HeTall Tng PuxoAoyikig katdotaong Tou kdfe xapaxkmpa me Tarviag kai Tou nepi-
Bahovrog g dpdong. H oupnepipopd Tou nBonotol kpard andéotaon and myv npoownikéTta nou unoduetat Kat tou Be-
am ané my dpapanki npddn. O Npweg efval npog ano@uyn kat 6xt NPog pipnon.

“EmiBupc va deite Toug avBpenous nov Kivnuaroypaps, va rous karavorioere, aAAd dev Bédw va emdidkete va ravnoteite

e avrovg.”*

To ouvnBiopévo yux6dpapa xavel 1o evOIapéPoV Tou, n Yepdn zen Kivnparoypaikn o8évn kpubBer GAAeg avaznm-
o€ig and keiveg T apnynong piag otopiag p'éva npea, apxn, péon kat €Aog.

H otyxpouon Bpiokertar perafv 1otopikev yeyovotov kat puBiotopriparog. To Spdpa npoxaleitar ané my Sia\ekTiki
oxéon - Béon, aviiBeon, oUvBeon - petafu g npaypaTkéTNTAg KAl TG Karaypagng g, g lotopiag xat Tov pubiotopn-
HATOV epnveuopévey and xeivn.

O xivnpatoypdgog HAG yia Tov Kivnpatoypdgo, avazntd Ta YEVVEOLOUPYA TOU OTOIXEIQ, EMIKEVIPAVETAL OTOV TPONo
XpRong g kapepag akoAouBdvTag Ty TexviKi TNG ZwyPagIKNg.

“O vixnrri¢ eivar eniong o xapévog.”®

Xpnotog KaAAitong
Bewpnuxd¢ Kivnuaroypdpou

' Luisa Kracklite, H ko1 tou apxitéktova.

* Prospero’s Books : a catalogue , 1989, 81x112 cm - Pencil on Card.

' Galeries magazine, Oct/ Nov 92, interview P. Greenaway with Jacinto Lageira
‘ op. cit.

*Smut , Zuvexépevor nviypoi.



THE PAINTER IN THE ENIGMATIC CAMERA

“Everything is permissible in art.”

There are twenty-four Prospero' s books ?, twenty-four like the number of the frames in a film per second. The twin
couple of painting and cinema complement one another in.the same way as literature and cinema. For Peter Greenaway
cinema is the “alter ego” of painting and vice-versa.

The painter produces some of his work using drawings and extracts from his scripts as his starting block and source
of inspiration. By adding press cutings, photographs, and coloured paper, he transforms his notes into tables. The idea
and the preparatory work for a film, after all, often starts with a drawing. The script in the hands of the director is a
rough draft of a movie and a painting.

“If you scratch a good photograph a good painting comes out”. Every frame of the many thousands in a long film draws on
the history of painting, and is essentially a painted picture in miniature.

The frame is necessity for both painting and film. Greenaway’s work is usually adorned with paintings or else contain
windows, doors and other similar frame - like forms. The use of the frame within a frame is remininiscent of Vermeer’s
style.

The costumes in Greenaway’s films are usually coppies of the costumes of painter’s models. His aesthetics are those of
the late 17th century rennaissance artists, in particular Vermeer, Franz Hals, Velasquez. The director’s basic tool for his
cinematographic work is the painting.

In the film A Zed Two Noughts (Zoo) (1986), Alba, the woman who has had her legs amputated, is dressed as the
lady in Vermeer’s painting: “Gentleman and the lady in the cage” and she meets the inside of the painting which is
represented in delails in the scene.

The director - artist delves deep inside the space of the painting,and by transfering it onto the cinema screen difuses it.
The aforemented type of scene is repeated several times throughout the film’s duration. The cinema mirrors painting
and is essentially its heir. The scene becomes a living picture which imitates the artificial painted canvas, giving it a real
dimension, reviving an unrealised illusion.

Maps and designs are abundant in Vermeer’s paintings: The Geographer, The Astronomer. The map aside from being
decorative; turns on the glance into a medium for direct contact with knowledge. A fact which becomes all the more
interesting given that the educational character of the picture is dubious (platonian and cartessian philosophy). Good
vision leads to good thought and from that idea comes the necessity for education of vision.

In literature we accept our obligation to honour the past by quoting from older works or else we use them as a
foundation on which to base new conclusions; expanding our knowledge, forming ideas or creating a dialogue with the
past. Something similar has to be done in the cinema which has so many of its origins in painting. The dependence and
engagement with the tradition of painting and its renaissance penetrate, enlarge and enrich the cinematographic textile.

Quick mouvements of the camera are avoided. In the film Zoo like brush-strokes of an impatient painter a vase of
flowers is thrown in the cinema screen where Alba, the handicapped woman is dressed by Vermeer.

The fiveminutes static scenes in the film The draughtsman’s contract (1982) remind of the immobilisation in painting.
The camera defines its personal field and rarely follows the actor.

Close-ups are absent. The interest of Peter Greenaway is centralised in the double position-relation of the human in
the space. The human body rarely is cutted by the frame; but it is handicapped by the human, like the second leg of Alba
in the Zoo.

The position and the movements of the camera are separated from the usual language, influenced by Brecht’s
“distanciation”. The predilection of distance is explained by the uneasyness of the director for the composition, because
of the existing negative spaces between the psychological situation of every character in the film and of the place in
action. The behaviour of the actor keeps a distance from the personality he impersonates and that of he viewer from the
dramatic action. The hepoes are to be avoided and not to be imitated.

“I wish that you sow and understood the people I filmed, but I don’t want you to be identified with them ™.

The usual psychodrama loses its interest, the vivid cinema screen hides other pursuits from such as that of narration
of a story with a heroe, a start, a middle and an end.

The collision is between historical events and fiction. The drama is created by the dialectical relation - position,
opposition, composition - between reality and its depiction, between History and the fiction inspired by it.

Cinema is about cinema, searching its constitutional elements, centralised in the way of using the camera following
the painting’s technique.

“The winner is also the loser”*
Christos Kallitsis
Cinema Theorist

' Luisa Kacklite, The belly of an architect.

* Prospero’s Books : a catalogue , 1989, 81x112 cms - Pencil on Card.

* Galeries magazine, Oct/ Nov 92, interview P. Greenaway with Jacinto Lageira
* Op.cit.

*Smut , Drowning by numbers
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OANATOZ ZTO ZHKOYANA: ANAPIKO YOMA (DEATH IN THE SEINE: MALE CORPSE), 1989
51x70 cm, Mixtii texvikni oe xaprovi (Mixed media on card)
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OANATOZ XTO THKOYANA: 'YNAIKEIO *OMA (DEATH IN THE SEINE:FE MALE CORPSE), 1989
51x70 cm, Mixtii texvixn oe xaptovi (Mixed media on card)
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AN MITIOPOYZE KAI TO ®IAM NA KANEI TO IAIO (IF ONLY FILM COULD DO THE SAME), 1972
36x25 cm, Add1 xat koAAdz (oil and collage)

‘Eva dintuxo yepdro oxnvég, zoypapiopévo xupiog pe Babu poz, pnAe xat kagé nou eivat 1a Xxpepara 1ou av-

Bpanivou dépparog oe KATAoTaon dyxoug, TV HEAQVIAoUEVOVY XTUNNUATEV Kat Tou AAIOU, v Kat auti n
oxéyn éyive ek TV voTépwV. To xpdpa eivat 0 ouvSeTIKSS LOTOC TWV DIAPOPETIKDY OKNVY - TA TEHAXIOHEVa
poAGyta xai Ta Aoupdxia, o NAeKTPIKOG e€onAtopdg, oL YpapeloKpatikég OPHES Kal n Tanetoapia Toixou - o
xpovog kat 1o Uplopa, nnyaivoviag 01o oxoAeio kat n déopeuvon... évag kardhoyog and D’s, éva keipevo
1péAAag kar n Death Valley... 1o apudpé xat 10 08U, To eninedo xai 1o {eBwplaopévo, 10 doypatiké xat 1o 1a-
newo. .. v unopouoe Kat To @IAp va KAvel 1o (010... an’ 1o @iAp SH@¢ NPOodOKOUHE NEPLEXOHEVO KAt agnyn-

HaTKNA ouvéxela xat dev anodexépaoTe Tov unetBuvo poAo Tou OXNPATOS KAl TOU XPAHATOG, 0N Siapdppaon
g TEMKNAG evOTNTAC.

A diptych full of incident, mainly of deep pink and blue and brown which are colours of the human skin under stress,
bruising and the sun, though that is an afterthought. The paint and the colour efortlessly hold the various contents
together - the fragmented watches and the buckles, the electrical equipment, the bureaucratic forms and the wallpaper -
Time and shaving, going to school and bondage... a list of Ds and a text of madness and Death Valley... the dim and
the sharp, the flat and the faded, the assertive and the self-effacing... if only film could do the same... but we expect

content and narrative continuity of film and could never conceive of shape and colour being responsible enough to
provide coherence.
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O ©OPIAMBOZX TOY ANAITHPOY 1 - SKITTLES' (HANDICAP CATCH 1 - SKITTLES), 1988
81x112 cm, poAvbt oe xaptévi (pencil on card)

Oxr Skittles Bpiokovtal 0’ éva ayyAikoé Tonio. Ot entd @ryoUpes ouvodevovIal and oKIASeELS
naixreg, eve éva @épetpo Kdavel 1o TeAeutaio Tou Tagidt npog 1o udpaywyeio, oto BdBog Tou opizo-
via.

To “Handicap-Catch” —nou naizetai pe Skittles— eival éva npo@ntiké naxvidt oto @iAp Zuvexo-
pevor IMviypoi. Ed®, n didratn tou naixvidiov, n Tpoxid 1oV Skittles, 10 UAO T@V NAIXTGOV, N Ye-
@peTpia Tou naixvidiov kat n kaBahoTikn guon Tev aptBudy, npoogépouv UAIKS yia oToxaopd
kat unoBéoerg.

“Skittles: Eva ayyAk6 naxvidi 01o onoio o naixtng npoonaBei va pi€er xdre 9 Skittles (kuAivdpika avrikeipeva - nidvia)
XTUN@VTAG T pe pia pndAAa i GAAo avTikepevo.

Eight skittles feature on an English Landscape. Seven of the figures are accompanied by shadowy players
whilst a coffin makes its last journey towards the water-tower on the horizon.

“Handicap-Catch” —played with skittles— is a prophetic game in the film Drowning by Numbers. Here
the order of play, the trajectory of the skittles, the sex of the players, the geometry of the game’s “winding-
sheet” and the cabalistic nature of the numbers involved provide material for rumination and speculation.



|
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OI ZKAAEZX (THE STAIRS), 1988
31x41 cm, x0oAAdz oe xapri (collage on paper)

AuT6 eivar pia oehida oevapiou e Tig avTioToixeg npooBnkeg kar onpeidoelg... and éva oxédio nov ovopazo-

1av O1 ZxdAeg xat 10 onoio, diadpapatizerar ot PApn xat agopd T zen evog zwypdgou nou eidikevetat
o10 trompe 1" oeil (eudaioBnon).

This is a script-page with appropriate additions and annotations... from a project called The Stairs which is set in
Rome and concerns the life of a painter who specialises in trompe |’ oeil.



PETER GRESNAWAY NOVERTEWNor “Toe Séaivvy : 75
SCENE LIST.

And then, F)M“’kw

the painter has taken the soprano home ami/}dr‘esserf her as
Felicien Rops's &t r Pornokrates’ - knee-high
gartered stockings and a erimeon sash, with a white blindfold and an
extravagant black feathered hat and nothing elee .... a pink pig
pulls on a leash she holde in gloved hands ..... the soprano is not
used to such sexual extravagance and fhm is enjoying herself ... ehe's
a large lady with plump limbs and a wemy white ski A paimter—e
u

old boy dressed in a mavaged
there's a phonme-call for the
goes out to the phone-box in the

abetted by the

L7 dmen pffo= +*

= a jgungle o] supporting timbere -. a vast stau"':we u)'t’x a
high rzunrphal arch at t’le top and a river-frontage at the bottom -
' ical ornament, hidden
rty - a flag is placed
ﬂuy uyvhe otairs - the boy and
*l p a togeth or the f'n-st time - the painter §s a;mowei - such
e not eeem to be part of hie plan - the painter makes
e _female producer - and at members of the flemale c-hcnus -

.| the etairg - working down m the top - they break|TD
overs touchingly strip to make love on the apparen
staire - they lay on the stairk - oblivious of the r-_uz'ng paiﬂt - the
pamter wakee and watches them -\enviously - he int§rrupts them -
seeing the marbling pattern on thair bodies - he calle the costume
department who take photos of the Iguers mrbled bojlies - the painters
mtur-n and paint further marbling on
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Exel einwBei ané opiopévoug Ayyloug Zaignnpikous xaBapoAdyoug 61t otnyv tarvia Ta BiBAia tou Ilpé-
onepo, unnpxe ndpa noAvg Greenaway Kt 6xt apketog Zaifnnp. Mia pdAiota and Tig eVoTdoelg Toug, €0Tidze-
TaL oty el0ayeyn 1V BiBAiwv Tou Ipdonepo. H dikn pou dpwg dnoyn, eivat 61t 1o 1éxvacpa tou BiBAiou,
eivat Beputo. O @ihog Tou Ipdonepo I'kovzalo eixe BdAel, oav npdgn iAiag, pepikous and Toug ayannpuévoug
16poug Tou IIpéonepo péoa oty TpUnia Bapka nou odriynoe tov Ipéonepo kat T k6pn Tou Mipdvta otov
t6no g eopiag Toug. Yotepa ané Balacoorapaxn xat kararyida, évag anAdg Aovkag Tou Middvou yiverat
Bavpatoupyd évag autokpdTopag Tng payeiag, 0Tou onoiou To vNnoi, ot AX0L €UPPAiVOUV pa dev NANY@VOUV.
Mg yiverar autd;

Z' éva épyo oXeTIKA He TIG XPNOELS KAl TI¢ KATaXPNOe€Lg TnG payeiag, ekel onou n payeia eivat ouvOVUpHo g
yv@ong nou enidetkvieral pnpootd o’ évav avnouxo James I (o oUyxpovog npootdrng Tou Zaignnp nou goBo-
1av ToV anokpuptopo), 1o ddpo v BiBAlwv Sev pnopel napd va eivar éva kAetdi.

Enivonoape etkooitéooepa 1étola xkAetdid, évav BiBAloypagixé Bnoaupd nou kalunrtel 1o oTpdpa mg €-
pnelpiac: éva yia myv xAwpida, éva yia my navida, éva BiBAio yia v ApxitekToviki xat Tnv Mouoikn, éva
yta mv nopvoypagia, mv koopoAoyia, éva Aeixé, éva BiBAio ouykpitikdv Bpnokeidy, éva BiBAio yAwooayv,
xai éva BiBAio pe xaBpégreg yia va BAénoupe 1o napeAB6v, 1o napov kat 1o péANov.

H rawvia ohoxAnpafnke oy lanwvia pe ™ BonBeia prag véag texvoloyiag nou xpnotponoteitar otny m-
Ae6paon —exel 6nou 10 nAexTpovIKG BiBAi0 pe Tig exatoviadeg xiAiddeg eppuxwpéves oeAideg eivat ndn yeyo-
vOg- K1 exel onou 1a BiBAia Ba avoiyouv xai Ba avBizouv unpootd ota pdna oag, §éxetha anéd oupBola, 18éeg,
ypevdaioBrioeig, Bavpara kat unoBéoelg, xapizoviag T payikAn Toug yveon yia anepiopiotoug 0TOXATHOUS.

AUTO6G 0 KATAAOYOG TWV EIKOOITE00AP®Y TOP®Y, Napouotdzetal pe kabBapd apxelaxkn popen oe pua arzévia
€61 eni 1éooepa — 10 kdBe BiBAlo ToU €iBoug TOU évag ouyKekpIpEVOg TOHOS Kal éva apxéTuno.
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It was said by some English Shakespearean purists that in the film Prospero’s Books, there was too much
Greenaway and not enough Shakespeare. One of their objections must surely be the introduction of Prospero’s books.
But I believe the book device was legitimate. Prospero’s friend Gonzalo had, as an act of friendship placed some of
Prospero’s favorite volumes into the leaky boat that saw Prospero and his daughter Miranda into exile. After a passage
of sea and storm, a mere Duke of Milan miraculously becomes an emperor of magic on his island whose noises delight
but hurt not. How come?

In a play about the uses and abuses of magic, where magic is a synonym for knowledge performed before an anxious
James I (Shakespeare’s current patron who was fearful of the occult), the gift of books can be a key. We invented twenty-
four such keys, a bibliographical thesaurus covering the ground of experience: a floral, a bestiary, a book of Architecture
and Music, a pornography, a cosmology, a dictionary, a book of comparative religions, a book of languages, and a book
of mirrors to watch the past, the present, and the future.

The film was completed in Japan with the help of the new televisual technology —where the formidable electronic book
with a hundred thousand animated pages is a possibility— where books will now open and burst in front of your eyes,
flowering with symbols, notions, illusions, splendors, and speculations, bouncing out their magical knowledge for
limitless contemplation.

This cataloque of the twenty-four volumes is presently arranged for inspection in neat archival fashion in a four by
six agenda — each book of its kind a definitive volume and an archetype.



8's huiband m-pcm mead to .ugaut

tugt a8 laga.‘L spouses, who mvl?ht be a curb even on

% : 2 A@d t-d to euggest a J'madm-k of legitimacy
i3 1 atd Cailieto's uugmm pregnancy.

mike love = whtuh i8 not too often - with
her waiat and arbon icles in her hair".

initial for sensitive or azplo-tv- words. Though
implosive".

Ariel blew up a bladder ond stuck it with a pin.
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TA BIBAIA TOY ITPOXITEPO: ENAXZ KATAAOI'OX (PROSPERO' S BOOKS: A CATALOGUE) ,1989
81x112 cm, poAvbr o€ xaptévi (pencil on card)

Eikoottéooepa “Srevpupéva” BiBAia tagivopovvrat o’ éva nAéypa 1e00dpev oAV 1@V €5t BiBAiwv.

Eivai o xardhoyog pepikdv ané 1a BiBAia nou o I'kovzdAo miBavov va eixe BaAet ota kpupd peo’ my 1punia

Bapxa nou odrynoe tov Ipdonepo xat v k6pn Tou Mipdvia oty afopia. Avdpeoa Toug Bpioxétav oiyou-
pa éva BiBAio Botavixng, éva BiBAio yia nv Mouoixn xat Tnv Apxitektovikn, éva BiBAio yia mv Kavon, Ei-
oayeyika Avayveopara lewpetpiag kat Epotikig Téxvng, apketés EykukAonaideteg, Touhdxiotov éva Hye-
poAdyio kai ofyoupa n AutoBloypagia Tou Mivétaupou.

Twenty-four “expanded” books are arranged grid-fashion in four columns of six.
This is a cataloque of some of the books that Gonzalo may have surreptitiously placed in the leaky boat that took
Prospero and his daughter Miranta into exile. Amongst them there was certainly a Herbal, a Book of Music and

Architecture, o Book of Combustion, Primers in Geometry and Erotica, several Encyclopedias, at least one Diary and
certainly the Autobiography of the Minotaur.






22

TO I[TAETMA TOY Mc CAY (Mc CAY’S GRID), 1989
81x112 cms, puxth texvikii o€ xapti (mixed media on paper)

To nAéypa eivar davelkoé and To Snpooteupévo oe oelpég kaptouv Tou «Little Nemo», xpioTouyevvidnika,

13 AexepBpiou Tou 1908, Baupdoto yia v xavovikémid Tou, Tn cuvapnaoTiki akoloubia 1@V kapé, T pop-
poAoyia Tou, TN POoPHANOTIKIA KAl CUPHETPLKA Tou apriynon. OoT1600, pe niezav nepioodtepo GAAa npaypa-
1a -10 nwg Ba opyaveo® mv noAanAdINIa 10V apnynpankdyv andgeov ota BiBAia touv [lpéonepo- pua ex-
doxn mg “Tpikupiag” xat évag oToxaopds ndve oto “eioat autd nou dtaBdzeis”, oe avriBeon pe 1o “eloar au-
16 nou 1pwg” Tou O Mdyetpag, o0 KAéping, n F'vvaika tou xat o Epagtig tng. To nAéypa tou Mc Cay éxaoe
10 Nemo kat 10 XploTouyevvIAtiko @eyydpt kat eival 1dpa yepdro ané diagopetikés nAnpogopieg —€xet yivel
éva etkovoypagnpévo deAtio xaipou yia Tov ITpbéonepo, pe onpddia, ovpBoAa, kapnuAeg xat Aiya nopnddn
napaBépara ané tov Constable.

The grid is a borrowing. Winsor Mc Cay’s Christmas syndicated strip-cartoon of “Little Nemo” for
December 13th 1908, admired for its regularity, its sequence excitement, its reprised shapes and its formal
and symmetrical narrative. However more things were pressing - how to organise the multiplication of
points of view in Prospero’s Books - a version of “The Tempest”, a consideration of “you are what you read”
as opposed to the “you are what you eat” of The Cook, the Thief, his Wife and her Lover. Mc Cay’s grid
lost Nemo and the Christmas moon and is now full of different information - it has become an illustrated

weather-forecast for Prospero with signs and symbols and isobars and a few windy quotations from
Constable.
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H AOTI'OTEXNIA TOY MITANIOY (BATHROOM LITERATURE), 1990
81x111 cm, akpuliké o€ xaptévt (acrylic on card)

H ovMnyn Tou dev epnddioe tov Tulse Luper an’ 10 va ypdger. Apou teheiwoe 1o XapTi nou Tou eixav ddoel,
apxioe va ypagel ndve 0Toug Aonpoug ToiXoug ToU UNdviou, nou fTav n QUAAKN Tou yia entd eBSopddeg.
Orav eixe xahvpel Toug Toixoug pHéxpt To Uipog nou épBave 6pbiog ané To ndrepa, avéBnke oy xapékia Tou
pnaviou kat épBaoce ak6pn nio PnAd.

Apyotepa éyive avakaivion, iiBava yia va tipnBei n pvipn tou. Or Siakoopntég npoondBnoav va oBricouv
6,11 eixe ypdper, alld 1o Bprikav aduvarov pia nou 1o peAdvi ntav avefitnAo. H Anne Frank éypaye otoug
ToiX0Ug Tou KeALoU Tng, To {010 éxave xat o Sir Walter Raleigh. H Anne Frank e€apaviomxke yia ndvra, o Sir
Walter Raleigh anoxegalioBnke. O Tulse Luper GA\aze anAd QuAaxég yia va ypaget nepiodtepo.

Arresting Tulse Luper was not going to stop him writing. When he had exhausted the supply of given paper, he
proceeded to write on the white painted walls of the bathroom which remained his prison for seven weeks. When he had
covered the walls from as high as he could reach whilst standing on the floor, he stood on the bathroom chair and
reached higher.

Later there had been renovations, just possibly, to honour his imagination. The decorators tried to erase what he had
written but found it difficult because the ink was indelible. Anne Frank wrote on her prison walls, so did Sir Walter

Raleigh. Anne Frank disappeared forever, Sir Walter Raleigh was beheaded. Tulse Luper merely changed prisons to do
more writing.
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TA ZAAITKAPIA (THE SNAILS), 1985
50.5x61 cm, ZtuA6 drapxeiag oe xapti (Ballpoint pen on paper)

A10é\ido storyboard ané Tig TeAeutaieg oxnvég Tou piAp Z kat Ao Mndevikd.

A two-page storyboard from the end sequence of the feature film A Zed and Two Noughts.
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H zoypagixni, To Béarpo, n énepa xat 1o pnaléro, xat guoikd o Kivnpatoypdpog Kat n Tnhedpaon, undp-
xouv netBapxnpéva péoa oe éva xabBopiopévo nhaioro-xadpo. Ki auté tao nhaioto eivar évag ontkég nepi-
otaATikég pavovag.

lowg pepixés popég 1o nAaioto va pnopei va diopBwBei. Evag zwypdpog éxet  duvardmra va dialéfer o
opBoy@vio Tou, av xat Ta TeAeutaia TeTpakéota xpévia, 1o kdvel pe afloonpeioto ouvmpnuopé. H Beatpikn
apida yiverar ynAétepn Kat eapdutepn xat akdun nio otiBapn oUHP@Va pe To apXITEKTOVIKS YoUoTo, al\d
ondvia enavaoTtarei, ekpriyvutat, enexreiverat. O Kivnpatoypa@iotig éxel pia oxenikin edeuBepia kivinoeov.
Aut6g, 1 auth pnopel va enektaBel ota nAdyia pe To cinemascope. Kdnorte, uniipxav dA\a nepiepya Formats
~THpa GHEG Ol KIVIHATOYPAPLOTES NEPLOpiZovTal péoa o1a oTevd Gpta evég opBoy@viou pe v avaloyia 1
npog 1.66. H mAe6paon eivat cav kouti — pe pa avaloyia 1 npog 1.33. Yndpxel 6vIwg pia avarapaxin otov
mAeontik6 opizovia pe v opBoy@dvia npoontiki Tou 1 npog 1.78 — ala npog 10 napdv Bpioxetar paxpid
omy lanavia kat o Autik6g ouvInpnTiopés, av 6xt o AoudiTiopdg, Tnv Kpatdel oe andotaon, poBovpevog
pnv tapdadet 1o enikepdés aAAd neptoptoTiké kareotnuévo. Ki 6Aot pag oupBdAAoupe otov ouvmpnTtiops au-
10V 10V opiwv. Ot eukoAieg AUTEOV T@V NAPAHETP@V OUVICTOUV HIA AVAK@XNA avAHeoa OTOV KATaoKEUao
xat Tov Bearn.

Eto1 y’ autév 1oV 1péno neplopizoupe Kat opizoupe, KOBoupe, Tepaxizoupe, KAadeUoupe, aKp@TNPIGZOULE,
XELPAYYOUHE, OEVOUE, UAAKIZOUHE Kat AAUOOJEVOULE TO XA0G TAV ONTIKGV Npaypankomriav. Guoika au-
16 efval oAU npaxTiké pia nou pag BonbBder va xaBopiooupe ta diagopeTixd eidn Tou akpiBou, eSayopazdpe-
Vou Kat nouAoupevou oy ayopd e€onAiopou . Aev naver 6pwg va eivat pa ovpBaon xat Banpene va enidé-
XETaL avoIXTn KpITikn. Aev eival @G nepiepyo nou €xoupe NeioeL TOUG €QUTOUG HAag OTL XPELazOopaoTe Kar’ ap-
xnv éva nAaioto; Aev Bupduar nAaiota oo Lascaux.

E@doov 6Aeg o1 Buvatémtég Twv NAAOTIKGV TEXV@V, TNG TEXVNG Tou performance Kat Tng TEXVNG TG KIVOU-
pevng eixévag efvat 1600 neploplopéveg, ag eivar 1éte autd 1o Bépa pag. H oetpd Framed Life éxkave akpiBag
auto T NPAYHa” OUPNUKVGOE pa zon péoa o’ éva xadpo. H ouAAnyn, n yévvnon, n natdiki nAikia, n epn-
Beia, To o€, n aydnn, o ydpog, n poixeia, n @pipdNTA, N ApPAOTEL, To Yipag, o Bavarog —oéAa taktonomn-
péva o’ éva kaBopiopévo opBoydvio. Ta va 1o xdvelg avté- pride npota ta opfoyovia. Etot ki eyd épniaa
éva BiBAio pe dexddeg x1Addeg opBoywvia, 6Aa oto Bo péyeBog, oav pulaxn, Kkouti kat PoVTo prag kadpapt-

opévng zang. Guotka and téroleg ankés napapétpoug pnopel va fenndnoel pa otpand duvaromrwyv. Kabs-
pioe 10 nAaiolo xat 1a navia 1apidzouvy.



Painting, the theater, and as like as not, opera and ballet, and certainly the cinema, and certainly television, exist
disciplined within a fixed frame. And the frame is a visual straightjacket. Sometimes, perhaps, the frame can be
adjusted a little. A painter can choose his rectangle, though for the last four hudred years he has done so with
remarkable conservatism. The proscenium arch grows taller and wider and even thicker according to architectural
taste, but it rarely revolts, explodes, expands, The film-maker has just a little leeway. He, or she, can expand sideways
into cinemascope. Once upon a time there were other curious film formats —but now filmmakers are restricted within
the close confines of a rectangle with the proportions of 1 to 1.66. Television is ubiquitously boxy— with a proportion of
1 to 1.33. There is indeed a telelvision disturbance on the horizon of a rectangular 1 to 1.78 —but at the moment it is far
away in Japan, and Western conservatism, if not Ludditism, is holding it presently at bay, fearful of disturbing the
profitable but limited status quo. And we all concur to the conservatism of these limits. The conveniences of such
parameters are a truce between maker and viewer. This is how we restrict and confine, crop, cut, shear, prune, chop,
manacle, bind, imprison, and jail the chaos of visual realities. Of course it is very practical, helping to standardize our
various sets of expensive and buyable, sellable, marketable equipment. But it is a convention and should be open to
much questioning. If the subtle niceties of the visual satisfaction of the Golden Section are responsible in hidden
principle, then we can explain the ratio. But is it not strange that we have persuaded ourselves that we need a frame in
the first place? I do not recall frames at Lascaux.

Since all the plastic art and performance art and art of-the-moving-image possibilities are so confined, then let that
also be the case for reality. The series The Framed Life was to do just that; squeeze a life into a frame. Conception,
birth, childhood, puberty, sex, love, marriage, adultery, maturity, illness, senility, death— all held together in a fixed
rectangle. To do this —first make the rectangles. And I made a book of serveral thousand rectangles, all the same size, as
a prison and box and background to a framed life. Of course, out of such simple parameters can grow an army of
possibilities. Fix the discipline and anytjing can be fitted in.
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BIOI'PA®IKO

T'evviiBnke oto Newport tng Ouahiag 1o 1942.

Zmyv n\ikia 1oV dddexa eT1dv anogdoioe nag nbele va yiver zoypdepog xat niye 0to KoAéyto Téxvng Tou
Walthamstow.

O Greenaway épaBe v 1éxvn Tou Kivnpatoypdgou oto Kevipiké I'pageio ITAnpogopi@v, énou yia évre-
xa xpévia, and 1o 1965 éxave povidz oe 1atvieg vioKipaviép pikpou pnkous. “Huaorav xupiws vndAAnAor
€@’6Ang g vAng. Me npdxeipo 1pdno opyavavage g nAnpogopieg nov 8d’BAene 6Ao¢ o k6opos. H notétnra
pnopovoe va eivai kdxiotn aAAd n noodrmnra Beaparnxémrag itav evivnworaxn (nepinov to 1/ 6 rov nAnBu-
opoU g yrig) nooooTé nov akoua xi o Spielberg Ba zrideve. To peyaluvrepo pépog g dovAerdg ritav Bapeto
alAld ripovv povog pe pa repdomia noodrnta gily, va povidpe xdbe Booudda. Xpeiazorav va ndpeig anogd-
oeis noAu ypriyopa. To yupioua, ouxvd, dev ritav 1éAeto ki €101 €npene va pdbers va feyeddg pe 66A0.”

To 1966 Gpxioe va xaver pikpd QiAp ennpeacpévog and ty Sopukn yAwoooAoyia kat T gihocogia. Ta
npATa 10U QIAY ATAV KUPIOG UIKPA KOPHATIA KaAOPTIayHéVeV NapadofoTATeV, Yepdrta pe AoTeg Kal Xepig
onpaoia Bioypagikd otoixeia. Zto Train (1966) xivnpatoypdeioe o TeAeutaio and ta 1péva pe atpopnxavin
nou niyaive oto otabBuéd tou Waterloo kat 1o napopoinoe p'éva pnxaviké pnaléto pe voteg, and povotkn Ba-
o1opévn o€ QUOIKOUG nxoug. X10 Tree, v idia xpovid, €édeie éva xappévo dévdpo oBnopévo and pnetév éfw
anoé 1o Royal Festival Hall.

Ztn dexaetia Tou 70 ouvapndzet. To Windows (1975) npooégepe pia eildulAiakn Béa rou ayyAixou toniou
péoa and napdbupa, kabdg pia pavi anokdAunte Ti¢ TPOPAKTIKES ouvéneteg and Ty ntdon mg néAng. To a-
vinpoowneutik6 Tou @iAp To oupBoAato tou oxedraoth (The draughtman’s contract) oAoxkAnp@Bnke To
1982. Anéonace noAu Betikég xpiTikég, xabiep@vovtdg Tov g évav and Toug nid yVACLOUS KAt ONHAVTIKOUS
oxnvoBéteg g enoxng pag.

O Greenaway napriyaye noAAég puxpou kat peydAou prkoug Tatvieg kaBog eniong kat épya zoypagpikng,
vouBéheg kat GAa BiBAia. Alopydvmoe aropukés exkBéoeig kat enpeAiiBnke GA\eg oe pouaeia o’6Aov Tov K-
opo. Z10 pouoeio tou AouBpou oto [Tapiot, perd 10 ydAho gidéoogo Jacques Derida, empeAiiBnke my éxBe-
on Flying out of this world entAéyovrag xat oy ouvéxela exkBérovrag oxédia and tig anobrikeg Tou povoei-
ou pe Bépa my non.

H 1e)eutaia tou tarvia, To Kpugé npepordyto (The pillow Book) (1995) npoBAriifinke oto SiayevioTiko
1pfpa Tou eeonBAA Kavvev.



Greenaway was born in Newport, Wales, in 1942.

At the age of 12 he decided he wanted to be a painter and in due course arrived at Walthamstow College of Art.

Greenaway learnt his craft at the Central Office of Information, where for 11 years, from 1965, he cut small crappy
documentaries. “We were basically ledger clerks, organising information on bits of paper which will be seen all round the
world. The quality might have been abysmal, but the viewing figures were impressive - about one-sixth of the world’s
population, a figure even Spielberg might envy. Much of it was very boring but I was left on my own, with huge amounts
of film to edit every week. You had to make decisions very fast. Often the shooting was less than perfect so you had to cheat,
to learn ingenuity”.

In 1966 he began making short films, influenced by structural linguistics and philosophy. His early films were
mostly tiny slices of well-mannered bizarrerie, full of lists and pointless biographical data. In Train (1966), he filmed
the last of the steam trains coming into Waterllo Station, and recast it as a mechanical ballet with a musique concrete
score. Tree, in the same year, displayed a blasted tree becalmed by concrete outside the Royal Festival Hall.

By the Seventies he had become more aventurous. Windows (1975) offered idyllic sights of English landscape filmed
through windows, while a voice read out the shockingly high incidence of defenestration in the town of W.

His feature film The Draughtman’s Contract, completed in 1982, received enormous critical acclaim and
established him internationally as one of the most original and important film makers of our time.

Peter Greenaway has produced a wealth of short and feature-length films, but also paintings, novels and other books,
and has held several one-man shows and curated exhibitions at museums world-wide.

At Louvre Museum in Paris in 1992 just after the French philosopher Jacques Derida did, Greenaway curated the
exhibition Flying out of this World. He collected and exhibited in sequence draws from the museum'’s storage rooms
having as subject the flight.

His last film The Pillow Book (1995) was shown at Cannes Film Festival.
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OIAMOIPA®IA
FILMOGRAPHY

Meragpdzoviar ota EXAnvikd pévo or raivieg nov éxovv naixrel omv EAdda.

1 9 6 6 1 9 7 6 1 9 8 1
TRAIN GOOLE BY NUMBERS ACT OF GOD
5 min 40 min Thames TV 25 min
Film Festivals: Edinburgh, Melbourne,
TREE 19 7 7 Sydney, Chicago, New York
i Prizes: Melbourne Short film; Sydney Short
o DEAR PHONE P e
17 min
1.9 6 ¥
1 9 7 8 198 2
REVOLUTION
8 min 1-100 THE DRAUGHTSMAN'S
4 min CONTRACT
5 POSTCARDS FROM AL IR G TO ZYMBOAAIO TOY IXEAIAZTH
: CAPITAL CITIES BEI 41 mins BFI in association with Channel Four
35 min ; R ; Television, 108 mins Eastmancolour 35 mm
Film Festivals: London, Edinburgh, New ; : : :
: : Film Festivals: Edinburgh, Venice, London,
Directors New York, Chicago, Melbourne, >
1i 9 6 9 Hioniz Koo New York, Berlin (Forum), Rotterdam,
SO Syndey, Melbourne
Prize: Chicago, Hugo Award S ity
INTERVALS Starring: Aru.thony Higgins, Janet Suzman
i VERTICAL FEATURES REMAKE & Anne Louise Lambert.
/ min Iy s c
Arts Council of Great Britain: 45 min F renlch. Title: Meutre Dans Un Jardin
Film Festivals: Edinburgh, New Directors, Anglais
1.9 7 1 New York, Chicago
EROSION L
18 T 2
27 min FOUR AMERICAN COMPOSERS
ZANDRA RHODES Channel Four Television, 55 min
1 9 7 3 G.B. Documentary, 15 min COI Documentaries on John Cage, Robert

H IS FOR HOUSE

10 min (re-edited in 1978)

1.9 7 B

WINDOWS

4 min

WATER

5 min

WATER WRACKETS

12 min

Film Festivals: Chicago
Prize: Chicago Hugo Award, In Doc
Section 1981

1980

THE FALLS

BFI 185 min

Film Festivals: London, Edinburgh, Berlin,
Chicago, Melbourne, Sydney

Prizes: BFI Award, L'Age d'Or Brussels

Ashley, Philip Glass, Meredith Monk

1 98 4

MAKING A SPLACH

Channel Four, Media Software, 25 min
Eastmancolour

198S

INSIDE ROOMS - 26
BATHROOMS

Channel Four 25 min video - the first in a
an occasional series of 6




collaboration with the painter Tom Phillips

1 986 Starring: Sir John Gielgud, Bob Peck &
Joanne Whalley-Kilmer -
A ZED AND TWO NOUGHTS 8 episodes each 10 min
Z KAI AYO MHAENIKA
BFI, Film Four International, Allarts HUBERT BALS HANDSHAKE

Enterprises, Artificial Eye Productions Co-
production.

Eastmancolour 112 min

Film Festivals: London, Rotterdam, Berlin,
New York, Tokyo Starring: Andrea Ferreol,
Frances Barber Joss Ackland

19 8 7

THE BELLY OF AN ARCHITECT
H KOIAIA TOY APXITEKTONA

a Callender Company, Film Four
International, British Screen, Sacis,
Hemdale Co-production

Eastmancolour 105 min

Film Festivals: Cannes, Edinburgh, New
York, Montreal, Chicago

Prize: Chicago Best Actor - Brian Dennehy

1 98 8

DROWNING BY NUMBERS
ZYNEXOMENOI IINITMOI

A Film Four International and Elsevier
Vendex Film Presentation of an Allarts
Production, 108 min

Film Festivals: Cannes, Edinburgh,
Barcelona, Rio, New Delhi, Toronto
Starring: Bernard Hill, Joan Plowright,
Juliet Stevenson, Joely Richardson

Prizes: Best Artistic Contribution (Cannes
O for Peter Creenaway).

FEAR OF DROWNING

Channel Four, 26 min

DEATH IN THE SEINE

Erato Films, Allarts TV Productions,
Mikros Image, La Sept, 44 min
Starring: Jim van der Woude & Jean-
Michel Dagory

1 989

A TV DANTE CANTOS 1-8

KGP Productions in association with Channel
Four, Elsevier vendex, VPRO. Made in

An Allarts Production for the Rotterdam
Film Festival, 5 min

THE COOK, THE THIEF, HIS
WIFE AND HER LOVER
O MATEIPAZ, O KAE®THZ, H
TYNAIKA TOY KAT O EPAXZTHE THZ

an Allarts Cook Ltd, Erato Films Inc Co-
production, 120 mins

Film Festivals: Cannes, Edinburgh, Rio
Starring: Richard Bohringer, Michael
Gambon, Helen Mirren, Alan Howard

1.8 .91

PROSPERQO’S BOOKS

TA BIBAIA TOY ITPOZITEPO
Allarts, Cinea, Camera One, Penta
Film Co-production in association
with Elsevier Vendex Film, Film
Four International, VPRO, Canal
Plus & NHK, 123 min
Film Festivals: Venice, New York,
Sao Paolo
Starring: Sir John Gielgud, Isabelle
Pasco, Michael Clark, Michel Blanc,
Jim van der Woude, Gerard Thoolen,
Pierre Bokma, Michael Romeyn

1.980 1
M IS FOR MAN, MUSIC,
MOZART

a BBC, AVRO television, Artifax Co-
production, 29 min. One in a series of 6
made for television

Starring: Ben Craft

1 9 9 2

ROSA

La Monnaie de Munt, Rosas Production, 15
minutes. Based on choreography by Anne
Teresa de Keersmaeker in collaboration with
Jean-Luc Ducourt.

Starring: Fumiyo Ikeda and Nordine
Benchorf, Music Bela Bartok

Prize: Dance Screen 1992

DARWIN

a Telemax Les Editions Audiovisuelles,
Allarts Co-production in association with
Antennae 2, Channel 4, R.A.I 2, Telepool,
Time Warner, 52 minutes. One in a series
of 100 made for television.

1 993

THE BABY OF MACON

TO MOPO THZ MAKON
an Allarts Production in Co-production
with UGC-La Sept and in association with
Cine Electra II, Channel Four Filmstiftung
Nordrhein Westfalen, Canal+ 120 min.
Starring: Julia Ormond, Ralph Fiennes,
Philip Stone, Jonathan Lacey, Don
Herderson, Jeff Nuttall, Kathryn Hunter,
Gabrielle Reidy, Jessica Stevenson

1 9 9 4

THE STAIRS, GENEVA

Apsara Production. First in planned series
0f 10, 100 mins.

Music Patrick Mimran. Film of PG’s
installation exhibition The Stairs, Geneva
1994.

19 9 4

ROSA, A HORSE DRAMA

Opera in 12 Scenes, Music by Louis
Andriessen, Musiektheater, Amsterdam -
10 performances - I hour and 20 mins

1.9 9 5

THE PILLOW BOOK

TO KPYD®O HMEPOAOTTO
a co-production between Kasander &
Wigman Productions, Woodline Films and
Alpha Films in association with Channel
Four Films, Studio Canal Plus and Delux
Prods, 120 mins
Starring: Vivian Wu, Ken Ogata, Yoshi
Oida, Hideko Yoshida, Ewan McGregor
and Judy Ongg.
Film Festivals: Cannes
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EITIMEAEIA EKOEXEON
CURATORIAL EXHIBITIONS

“The Physical Self”
Boymans-van Beuningen, Rotterdam, Holland, November 1991,

“100 objects To Represent The World”
Academy of Fine Arts, Hofburg Palace & Semper Depot, Vienna, Austria, October 1992

“Les Bruit Des Nuages” (Flying Out Of This World)

Louvre, Paris, France, November 1992

“Watching Water”
Palazzo Fortuni, Venice, Italy, June 1993

“Some Organising Principles”
Glynn Vivian Art Gallery, Swansea, UK, October 1993

“The Audience of Macon”
Efoto Gallery, Cardiff, UK, October 1993

“The Stairs, Geneva, The Location”
Geneva, Switzerland, April 1994

“The Stairs, Munich, Projection”
Munich, Germany, October 1995

“In the Dark” - SPELLBOUND: ART & FILM

Hayward Gallery, London, February 1996
(other contributors: Damien Hirst, Ridley Scott, Paula Rego, Terry Gilliam, Eduardo Paolozzi, Fiona Banner, Douglas
Gordon’s, Boyd Webb, Steve McQueen).

“Cosmology at the Piazza del Popolo”
a history of the Piazza from Nero to Fellini using light and sound. Rome, Italy, 23rd-30th June 1996




ATOMIKEXZ EKOEXEIX
ONE MAN SHOWS

1988  Broad Streat Gallery, Canterbury, England

1989  Arcade, Carcassonne, France
Palais de Tokyo, Paris

1990  Nicole Klagsbrun Gallery, New York
Australia Center of Contemporary Art, Melbourne, Australia
Ivan Dougherty Gallery, College of Fine Arts, Australia
The University of New South Wales, Paddington, Australia
Cirque Divers, Liege, Belgium
Shingawa Space T33, Tokyo, Japan
Altium, Fukoa, Japan
Dany Keller Galerie, Munich, Germany
Video Galleriet, Copenhagen, Denmark
Kunsthallen Brandts Klaedefabrick, Oddense, Denmark
Galerie Xavier Hufkens, Bruxelles, Belgium

1991  “If Only Film Could Do The Same”
Watermans Gallery, Brentford, England
City Art Centre, Dublin, Ireland

1992  Gesellscahft fur Aktuelle Kunst, Bremen, Germany
Nicole Klagsbrun Gallery, New York

1994  “If Only Film Could Do The Same”, Arizona State University Art Museum, Tempe, Arizona
“Shakespeare in Film”, Gesellschaft fur Max Reinhardt-Forschung, Salzburg

1995  Artistes - Cineastes/Filmemacher - Kunstler - Centre PasquART Biel - Bienne, Switzerland
The World of Peter Greenaway, Nicole Klagsbrun Gallery, New York
Dany Keller Galerie, Munich, Germany

1996  The World of Peter Greenaway, Le Case d” Arte, Milan, Italy

OMAAIKEZ EKOEZEIZ
GROUP SHOWS

1989  Nicole Klagsbrun Gallery, New York
Centre National des Arts Plastiques, Paris

1992  Freezeframe - PG

John Latham, Tina Keane, Derek Jarman, Philip Ridley, Chris Gollon, Duggie Fields, Martin Richardson,
Brian Eno, Nicholas Roag, Ben Wightman, Peter Wilson, P] Harvey

1996  “The Tyranny of the Frame”, Galerie Fortlaann, Ghent, Belgium
Freezeframe, Lamont Gallery, London
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BIBAIA TOY PETER GREENAWAY
BOOKS BY PETER GREENAWAY

The Draughtsman’s Contract
L’Avant-Seine, Paris, 1984 (English & French)

A Zed and Two Noughts
Faber & Faber, London, 1986 (English & Finnish)

Belly of an Archictect
Faber & Faber, London, 1987 (English)
Haffmans Verlag, Zurich, 1987 (German)

Drowning by Numbers
Faber & Faber, London, 1988 (English)

Fear of Drowning
Disvoir, Paris, 1988 (French)
The Cook, The Thief, His Wife & Her Lover

Disvoir, Paris, 1989 (English & French)
Haffmans Verlag, Zurich, 1989 (German)

Prospero’s Books

Chatto & Windus, London, 1991 (English)
Haffmans Verlag, Zurich, 1991 (German)
Prospero’s Subjects

Yobisha & Co, Japan, 1992

Watching Water

Electa, Milan, 1993 (English & Italian)

The Baby of Macon

Rogner & Bernhard, (English & French), Hamburg, 1993 (German)
Disvoir, Paris, 1994

The Falls
Disvoir, Paris, 1993 (English & French)




KATAAOI'OI EKOEXEON
CATALOGUES

The Physical self

Boymans van Beuningen, Rotterdam, Holland, 1991 (Dutch & English)

100 Objects to Represent the World
Academy of Fine Arts, Vienna, Austria, 1992 (German & English)

Les Bruits des Nuages
Louvre, Paris, 1992 (French & English)

Watching Water
Electa, Milan, 1993 (Italian & English)

Some Organising Principles
Glynn Vivian Art Gallery, Swansea, Wales, 1993 (English & Welsh)

The Audience of Macon
Ffoto Gallery Cardiff, Wales, 1993 (English & Welsh)

The Stairs, Geneva, The Location
Merrell Holberton, 1994 (English & French)

The Stairs, Munich, The Frame
Merrell Holberton, 1995 (English & German)

Spellbound
Hayward Gallery, 1996 (English)
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O xardAoyog exd6Bnke pe v eukaipia g éxBeong Tou Peter Greenaway
omv aiffouoa téxvng Tou MYAOY, 10 NoéuBpio tou 1996.

Opyavwon éxBeong: Anprtpng Einidng
EnpéAera éxBeong: Mapia Iodvvou
Zuvroviopég éxBeang: Mapia I'koAgivonoulou, Mapia Iodvvou

H éxBeon opyavaBnke ota nAaiota tou npoypdpparog “NEOI OPIZONTEL”
10U 370u PELTIBAA KINHMATOI'PA®OY ©EZZAAONIKHI xat
1ou OPTANIZMOY ©EZZAAONIKH IMOAITIZTIKH ITPOTEYOYZA THZ EYPQITHE 1997.

Idiaitepeg euxapiotieg yia vy npayparonoinon mg ékBeong opeilovrar otoug
Eliza Poklewski Koziell, Anuntpn Einidn, Mapia I'koAgivonoulou, Avidvn Kiouka, Xprioto KaAAiton

The catalogue was published for Peter Gr s exhibiti
at MYLOS art gallery, November 1996.

Curatorial direction: Dimitri Eipides
Exhibition Coordinators: Maria Golfinopoulou, Maria loannou

The exhibition is organized by “NEW HORIZONS" section of the
37th THESSALONIKI FILM FESTIVAL and
the ORGANIZATION THESSALONIKI CULTURAL CAPITAL OF EUROPE 1997.

Special thanks to
Eliza Poklewski Koziell, Dimitri Eipidis, Maria Golfinopoulou, Antonis Kioukas, Christos Kallitsis

http:/www.magnet.gr/greenaway


http://www.magnet.gr/greenaway







/7,370 PELTIBAA
'KINHMATOTPA®QOY
‘OEXYAAONIKHE

“NEOI OPIZONTEL

HOAITIZ.'I'II(H
HPQTEYOYZA




