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50 ®eotifaA I'pwtonopiakou Kivnuatoypdpou

[TpoKANTIKO Kal dnuIouPyIKO

To ®eoufal Mpwromopiakou Kivnpatoypdeou, pia mpwtoBouAia tng Taviobrikng tng
EAES0G, pihodotel va anoteréoel To undotpwpa yia Tnv avdmuén piag véag «Kivnuato-
YPAPOPINIAG» HE TNV TTPOOTTTIKY TNG HeTeykatdotaong tng Taviobrikng otn «Adiday. Me
autd to okemtikd otribnke éva mouaoio MPdYPapPa TTou CuVOEel T oUyXpPovn TIPWTOTTO-
pia pe tnv mpoBAnuatikr Tou @UAoU Kal TIG TTO TIPOXwPNHEVES avalntrioeig os Béuata ai-
OONTIKAG KAl KOIVWVIKAG KPITIKAG.
To ®eotifdA otnpitetal oe Svo dgovec. Mia peydAn ékBeon tng VALIE EXPORT otnv AZKT
Kal MPOPoAEG Taviwv oto «Tplavdvy mapdMnAa pe diaré€eig mou Ba mpaypatoroinfouv
and Toug KAAEOPEVOUG KAMITEXVEG oTIG aibouoeg tng EXHEA kar tou MNavermotnuiou ABn-
vav. 'Etol to eMnviké koivé Ba €pBer oe emapr pe pePIKOUG Ao TOUG ONPAVTIKOTEPOUG
dnuioupyolg TnG olyxpovng MPWIOToPag Ye TPOEeEEXOUCA TNV AUOTPIAKK KAAAITEXVISA
VALIE EXPORT mou avantiooel to povadikd tng Upog téo0o oTIg ep@Oppavs doo Kdi
OTIG £YKATAOTACEIG KAl TIG TAvieg TN Mia olvtopn avagopd otoug dAoug onuavtikoug
KAANITEXVEG, TIG eKONAWOEIG Kal TIG BePATIKES efval apkeTr yia va yivel pavepd 1o elpog
Tou PeoTIfAA.
— [MpoPolr| tng taviag Etd eldkoAa koppdua, tng Mapiva Aurmpdpopits tng Mmapmét MavykoAt.
— Avadpopikr] mapouciacn tou épyou tnG Zeppév NTIAGK, yalidag ouyypagéwd, dnuo-
oloypdou kdl oknvoB£TIdag, Tou MPWTOOTATNOE 0Td MPWTOTOPIAKd KIVAUATA TPV
and to 1930.

— H npoPAnuatikr mou tpopodotel Tov olyxpovo didhoyo otig omoudéc uhou (gender
studies) EedmAwvetal ota agiepwpata otn Xéike Zdviep kar t Adpa MdaABei. H mpw-
N AertoUpynoe oto Adiolo NG PICOOTIACTIKOTIONNONG TOU YEPHAVIKOU (OITtNTIKOU Kal yu-
vaikefou KIivApatog To 1968, evwy n MAABei, kopupaia BewpnTikdg, eMavéPXeTdl OTO KAa-
01kd NG Kefpevo «OrTtikég amoAaUoelg Kal agnynuatikog KIvnatoypdeosy kai to anmodide
e tn ouvepyaoia tng Eua Xévurtg.

— Agiépwpa otic eAnvideg dnpioupyols EAévn AheEavdpdkn kal Mapia HAiod, mou Sie-
peuvoUlv Tn Bepatikr Tou vOOTOU Kal TG YUvaikeiag Tautdtntag.

— Agiépwpa otov Molvt AAdvi. O 1opanAivég dnpioupydg B€tel enl Tdmntog TG pideg TG
oUykpouong Peta&y lopanAiviv kai MNahaiotiviwy kal EeTuliyel To Peydho eikovorAaoT-
KO TOU TAAévTO.

— To agigpwpa otov eMnvIkd mpwtomoplakd Kivnuatoypdgo eivar 1diaitepa evoiapépov.
MepidapPdver duo taivieg Tou Kwota 2orika, o omofog digpeuvd To MPoPRANUa NG tau-
TéTNTAg Kal NG yA\woodag péoa amd to €pyo tou Kdpka, kai dUo taivieg tng Aviouavet-
Tag Ayyehidn, mou Siapopwvel éva povadikd OTA MPWTOTTOPIAKOU Kdi EIKOVOTTAAOTIKOU
Kivnpatoypdgou. ['lapoucidlovtal emiong éva VIOKIAvIEP TNG 2ZTEAAG @eodwpdkn), pid
nepedppavs tng Mémmg Pnyorovhou, aciopévn oto kavoupyio tng BIBAo, kal pia ev-
diagépouoa olvBeon tng Mdpoag Makpr| pe Bua tn Bia.

5th Avant-garde Film Festival
Challenging and Creative

The Avant-garde Film Festival, an initiative of the Greek Film Archive Foundation, aims at
cultivating a new cinephilia, to mark the move of Tainiothiki at the Lais movie theatre. Thus
a festival which proposes a rich programme that combines contemporary and pre-war avant-
garde cinema with the gender problematic and films proposing debates on aesthetic and
social critique.

The festival is organised around two main events. An expansive exhibition of the work of
VALIE EXPORT at the Athens School of Fine Arts and film screenings at the Trianon movie
theatre, together with lectures by visiting artists, which will take place at the auditoriums
of the Athens Journalists’ Guild and Athens University. The Greek public will thus be pre-
sented with the opportunity to meet some of the most important artists of the contem-
porary avant-garde, of which and most prominent is the Austrian artist VALIE EXPORT, who
has developed her unique style in her work as a performance and installations artist and
as a filmmaker: A brief reference to the other important artists, events and themes that com-
pose the festival is necessary:

— Screening of the film Seven Easy Pieces, by Marina Abramovic¢ by Babette Mangolte.

— Retrospective of the work of Germaine Dulac, the French writer; journalist and filmmak-
er, who pioneered the avant-garde movement before 1930.

— Reflections that arise from the dialogue of gender studies are revealed in the tributes to
Helke Sander and Laura Mulvey. The former worked within the framework of the radi-
calisation of the students’ and women’s movement in Germany in 1968, while the latter; a
leading theorist, returns to her classic essay Visual Pleasures and Narrative Cinema with the
collaboration of Emma Hedditch.

—A tribute to Greek women auteurs Eleni Alexandraki and Maria lliou, who explore the
subjects of repatriation and female identity.

—ATribute to Udi Aloni. The Israeli artist examines the roots of the Israeli-Palestinian con-
flict and reveals his mastery in image-making.

—The tribute to Greek avant-garde cinema is especially interesting. It comprises two films
by Costas Sfikas, one inspired by Marx’s Capital and the other by Kafka's Metamorphosis.
It also presents two films by Antouanetta Angelidi, who has created a unique style of avant-
garde and gender poetics. The section also features a documentary by Stella Theodoraki,
a performance by Pepi Rigopoulou based on her latest book, and new and interesting
composition by Marsa Makris on violence.

—The Greek documentary section features two award-winning films, one by Alida Dimitri-
ou on the women who fought in the Greek resistance, and the other by Vouvoula Skoura,
which is on the Lebanese poet Etal Adnan.

— A digital blog in which five well-known Greek directors — LenaVoudouri, Despina Karvela,
Giorgos Karypidis, Thanasis Skroumbelos and Alexandros Papailiou — focus on Athens.



— 2NV mapouaciaon Tou eAANVIKOU VIokIpaviép mpofdArovtal dUo Bpafeupéveg taivieg,
NG AANivIag Anuntpiou yia Tig yuvaikeg otnv Avtiotaon, kai tng BouBouiag 2koupa yia
T APavéda moirjtpia EtéA Avtvav.

—"BEva ynoiakd nuepordyio pe Béua tnv ABrva twv TEVIE YWOOTWV EAMAVOY OKNVOBETOV

Névag Boudoupn, Aéomoivag KapBéa, lopyou Kapuridn, @avdon kpoupmelou kar AAE-
Eavdpou [NamanAiou.

— AQIEpWPAa OTOUG KIVNUATOYPagIoTé Twv Balkaviwv oe ouvepyaoia pe to PectifdA Oeo-
oahovikng kar to SEEDOX. ©a mAaioiwBei pe oulrtnon yia tnv Kiviuatoypdoikr mapd-
yovyr] ota Baikdvia.

— And tnv Mmevdie tou Apotepvtap kai to Nederlands Film Museum emAéxtnke to agié-
PWHA OTOUG KOopU@aioug oAAavOoUg TPWTOTIOPOUG dnuIoupyouc, TTou emueArBnke o
Mapk-T1doul Méyep, empeAntric tng OMavdikrg Taviobrikng.

— 2uvexiCovtag tnv mepoivr) MpwtofBouiia tou PectfdA yia Tn otrpIEN Twv VEwV dnpi-
oupywv Trapouaiddovtal tavieg gortntwy and ta Tuuata EMME, AZKT, to Tpua Ki-
vnuatoypdeou tou MNavemotnuiou @ecoahovikng kai to Turjpa Apxitektovikig tou Na-
vemotnuiou ©gocoaliag.

[Miotedoupe AT To GUVOAO TwV EKSNAVOEWY CUVOETE Eva TIPOKANTIKS, Snpioupyikd PeoTiBAA

yia thv AN tng ABrvag, ou Ba dwoel epebiopata kar aiobnukr andiauon oto Kové Pag.

Mapia Kopvnvou

— A tribute to Balkan filmmakers, held in collaboration with the Thessaloniki International
Film festival and SEEDOX. It will be accompanied by a round-table discussion on Balkan
cinema production.

— Selections from the Amsterdam Biennale and the Netherlands Film Museum featuring the

masters of Dutch avant-garde filmmakers, and curated by Mark-Paul Meyer, curator of the
Dutch Film Archive.

— Continuing last year's initiative to support young artists, the festival presents the work of
students of the University of Athens Media Department, the Athens School of Fine Arts,
the Thessaloniki University Film Studies Department and the Thessaly University De-
partment of Architecture.

We believe that our programme will provide a challenging and creative Festival for all Athe-
nians, as well as intellectual stimulation and aesthetic pleasures to the cinephiles.

Maria Komninos



50 ®eotifaA I'pwtonopiakou Kivnuatoypdpou

[oAtiopdg Tpdnog (wng

H Aé€n mpwromopia avaktd tnv apxikr) avatpemtiky tng onuacia oto 50 PectfdA MNpw-
tonopiakou Kivnuatoypdpou, mou diopyavivel n TavioBrkn tng EAAdoq. 2e didotnua
Séxa nuepwv (13-22 Mdiou) to KIVNPAToyPa@OPINO KoIvVO aAAG kal KABe avriouxog QINGTE-
xvog NG ABrivag Ba BopPapdiotel pe MPoBOAEG VIOKIHAVTIER KAl TAIVIOV HIKpoU Kal Jeyd-
Aou prikoug aAAd kari e SIaAéEelc TIpwToTdpwy SnuIoUpYWY TToU ETNPEacay Kal eEako-
MouBouv va ennpedfouv TV OTTTKr Jag Mdvw OTd MEdypdta mou cupBaivouy péoa pag aAd
kal yUpw pag. EEdAou auth eival kal n onpacia tng mpwtonopiag.

Me 1a @eotifdA mpwtomopiakoy Kivnuatoypdgou n TavioBrikn tng EMddocg kabigpwvel éva
Beopd o omoiog avadeikviel TNV TTOAUHOP®IA TNG KIVAPATOYPAPIKAG YPAPAG Kal KAANIEPYES
NV avdmmuén piag VEag KKIVNPAToypa@o@Aiacy.

®€t0g, 10 50 PeoTIfAA avadeikvUel TIPWTOTIOPIAKES KIVNUATOYPAPIKES TACEIG TOU CAEPA
al\d kar avadpopikd, and Tig apxég tou 200U aiwva, ipoBdAel To €pyo anokatdotacng Kal
YPn@Iomoinong Twv KIVNHATOYPA@IKWV APXEWV KAl CUPHETEXE! evepyd OTn dnuioupyia evog
SiktUou @eoTIBAA petall twv TavioBnkwv dAou Tou kdopou. Ermiong, xtiter «yépupeg otnv
Notioavatohikr] Eupwrn kar ta BaAkdvia» pe tavieg and toug YelToveg pag, Tmou Tpémel va
YVWPEIoOUE Kal va pag yvwpioouv kKaNitepa. AUTEG, SHWG, TTOU €XOUV TNV TIMNTIKY TOUg @é-
106 eival o1 yuvaikeg dnuioupyof.

To kevtpikd yeyovog Tou PectifdA eival To agigpwPa otny MEOKANTIKY pop@r TG Siebvoug
KAANITEXVIKIG OKNVIG, TNV QUOTEIAKH EIKACTIKO, TTEPPOPHEP, KIVNUATOYPApioToia aAld Kkal
Bewpnuikd VALIE EXPORT. NapdMnia agiepwpata Ba undpxouy kal oe dANeG OnPavTKE
yuvaikeg Tou kivnuatoypdpou: tn Zeppév NTAAK, tn Xéhke Zdavtep, tn Adpa MAABe], aAd
Kal og eEMnVideg dnpioupyou.

To ®eotifdA Mpwtomopiakol Kivnuatoypdgou diopyavivetal oe OTevr Cuvepyacia pe Tov
MNoAmiopikd Opyaviopd tou Afjpou ABnvaiwv. O otdxol kar or avalntrioeig tou PeotiBdA
ouvddouv pe 1o dikd pag dpapa yia tov MNoAmiopd otnv ABrva, yia pia diapkr| Kai wvia-
vr] avadftnon VEwv OTTTIKOV KAl CUVAVTACEWY HETAEU SnpIoUpywV Kal TIOATWY Kal TNV Je-
TAAQUTAdEUON TWV TTOATIOTIKWY TPORANHATIOHWY 08 SAOUG TOUG aBnvaioug TTOATEG.

Qg npdedpog tou MoAtiopikot Opyaviopgol ald kar wg yuvaika motelw o' évav [NoAiTi-
opikd Opyaviopd o omoiog CUPMOPEUETAl OTOUG VEOUG OPAHOUG TIOU QVOIVEl N TEXVN, OTN-
piCel tnv Mpaypatikr] dnuioupyia KAl AVTICTEKETAlI OTNY APTNEIOCKARPWAON TTOU CUXVA (E-
pouv ol dnpdalol opyaviopol. EEaMou to olvBnud pag omwg emavelnupéVWG EXOURE OpIoEl
eival «l'oAtiopdg Tpdmog Zwrigy.

26¢n Aaokardkn-MutiAnvaiou
Mpdedpog A2 tou MoAtiopikol Opyaviopou tou Afuou ABnvaiwy

5th Avant-garde Film Festival
Culture as a Way of Life

The word “avant-garde” regains its original subversive significance at the 5th Avant-garde
Film Festival, organised by the Greek Film Archive Foundation. Over the course of ten
days (May 13-22) film buffs and every restless Athenian art aficionado will be ‘bombarded’
with documentaries, shorts and features, as well as with lectures by pioneering artists who
once influenced, and who continue to influence, our outlook on the events that take place
within us and around us. This, after all, is the very essence of the avant-garde movement.

Through its avant-garde festivals, the Greek Film Archive Foundation has succeeded in es-
tablishing an institution that promotes the diversity of the cinematic idiom and cultivates the
growth of a new appreciation of cinema.

This year the 5th Festival reveals modern-day trends in avant-garde cinema but also casts
a retrospective glance on those of the early 20th century. It showcases the restoration
and digitisation work of the Film Archive and actively participates in establishing a network
of film archive foundations from around the world. Furthermore, the festival endeavours to
build bridges in Southeast Europe and the Balkans by screening films from neighbouring
countries in an effort to create a better understanding of our respective cultures. Howev-
er, the true stars of this year's event are women filmmakers.

The highlight of this festival is the tribute to one of the most challenging figures of the in-
ternational art scene, Austrian artist, performer, flmmaker and theorist VALIE EXPORT. Par-
allel tributes will also be held for other prominent women in cinema, such as Germaine Du-
lac, Helke Sander and Laura Mulvey, as well as Greek women filmmakers.

The Avant-garde Film Festival is organised in close collaboration with the City of Athens Cul-
tural Organisation. The aims and pursuits of this festival are attuned to our own vision of cul-
ture in Athens: a constant and lively pursuit of new perspectives and encounters between
artists and citizens, with the aim of handing the torch of artistic questioning to every citizen.

As president of the Cultural Organisation, but also as a woman, | firmly believe in a cultur-
al organisation that walks along the new paths forged by art, that supports true creativity
and resists the narrow-mindedness that so often befalls such state-run bodies. Besides, our
slogan, as we have so often said, is “Culture as a Way of Life".

Sophie Daskalaki-Mitilineou
President of the Board of the Cultural Organisation of the City of Athens



TPITH I3 MAiOY

18:00-20:00
ZEPMEN NTIAAK H puxr| Tou KaAAi-
exvn (fadiia 1925) 100

20:00-22:00

MIAMIIET MANTKOAT Ertd edkoha
koppdtia, tng Mapiva Apmpduofitg
(HMA 2007) 95°

22:00-00:00

IBONA TOYKA Kortdlovtag tn pépa
(Kpoartia 2005) 74°

TETAPTH 14 MAIOY

18:00-20:00

MOYNTI AAONI Mia taivia yia to
Kaopip (lopanh — HIMA 2007) 75°
[Napouoia tou oknvoBétn
20:00-23:00

XEAKE ZANTEP EAeubepwtég

Kkal eAeuBepwpévol, |-2

(Teppavia 1991/2) 907,102°
23:00-01:00

XEAKE ZANTEP

Xavehdpe Méipmpr — Eva moptpéto
(feppavia 2005) 327

Xwpid (feppavia 2001) 90°

Eykaivia tng €kBeong tg VALIE
EXPORT otov ekBeaiakd xwpo
Nikog KeooavArig, AXKT (Meipaiwg
256), wpa 20:00

MEMMTH 15 MAIOY

18:00-20:00

KQXTAZ 2OHKAZ Metapdppwon
(EAG8a 2007) 60

[Napoucia tou oknvoBEtn
20:00-22:30

VALIE EXPORT H mpaktikr tng
aydmng (Auotpia 1984) 90°
[Napousia tng oknvobéudag

10

22:30-00:30

FTOYNTI AAONI Tormikdg dyyerog
(lopanA — HIMA 2002) 70°

MNapouoia tou oknvoBEtn

Aia\egn g VALIE EXPORT oto
Ap@i0€atpo ApakormoliAou, KEVTIPIKSO
Ktipio tou Mavemotnpiou ABnveov
(Mavemotnpiou 30), wpa 12:30

MAPAXKEYH I6 MAiOY

18:00-19:45

XEAKE ZANTEP Katapeoic oto male-
stream. AlaUdXeG yIa TIG OTPATNYIKEG
Tou VEéou yuvaikeiou kivipatog (lep-
pavia 2005) 92

19:45-22:00

NOPA MAABEI

Koitdlovtag oto kplotahho (AyyAia
1982) 92°

Orruikég kal dMeg amoladoeig (AyyAia
2007) 20°

[Napoucia tng oknvobBétidag
22:00-00:00

MOYNTI AAONI Zuyxwpeon (lopanh
— HIMA 2006) 97°

[Napoucia tou oknvoBEtn
00:00-01:30

VALIE EXPORT Aigbvrig téxvn tng pd-
ong. Ntokoupévta yia tov digbvr ak-
oloviopd (Auotpia 1983) 737

Aié\eEn tng AOPA MAABEI oto
moAitiotiké kévtpo Kwotrig Makapdg
(Axadnpiag 48), dpa 12:30

YABBATO |7 MAIOY

18:00-20:00
MAPIA HAIOY ANeEdvdpeia (EMESa
2001) lo”

[Napouocia tng oknvoBétidag

20:00-22:00

KOXTAY >OHKAX Movtého (EAGSa
1974) 84°

[Napouocia tou oknvoBEtn

22:30-00:00

VALIE EXPORT — Taivieg pikpoU prikoug
Eppivte [EAvex. Néa amd to onft (Au-
otpia 1989) 30°

[Mouata (Auotpia 1966-1980) 8°
Opyaopdg (Auotpia 1966-1967) 130"
Autoripocwtioypagia pe Ke@ahl (Au-
otpia 1966-1967) |
[NapakoAouBwvtag tny oikoyéveia (Au-
otpia 1971) 5°

Alakorrtépevn ypappr (Auotpia [971-
1972) 6°

2Uvtaypa (Auotpia 1983) 18°

Yuvaulia twv MINIMAXIMUM,
Trianon Film Center (Ko&piyktwvog
21), dpa 00:00

KYPIAKH 18 MAIOY

17:30-19:30

>TEANA ©OEOAQPAKH Amd to po-
vadiké oto moMaré (EMdda 1993) 80°
[Napoucia tng oknvoBétidag

19:30-21:00

ANTOYANETTA ATTEAIAH
Metamorphosis OFBY AA (EMada 1977,
1985, 1995, 2001, 2007) 47
Tehetoupyikd 121280 Ritual (EMGSa 1980,
2008) I5°

[Napoucia tng oknvoBétidag

21:00-23:30

XEAKE ZANTEP

2i\Bo (feppavia 1967) I
MpoowmKkdtnTa Pelwpévn and Kabe
dnoyn — Redupers (feppavia 1977)
95’

Mapouoia tng oknvoBétidag

23:30-01:00

XEAKE ZANTEP

Subjektitude (feppavia 1966) 419
Toakiote v e€ouoia Twv XeiPaywywv
(Teppavia 1967/8) 48°

[Napouocia tng oknvoBEtidag

AEYTEPA 19 MAIOY

18:00-20:30

AENA BOYAOYPH, AE2MOINA
KAPBEAA, TOPIO> KAPYTTIAHZ,
ANEZANAPOX MATAHAIOY,
OANAZHS >KPOYMIMEAOX
@thens Blogs (EAMdda 2007) 92°
[Napousia twv oknvoBeTwv
MAPZA MAKPH Ztov tofxo
(EMGSa 2003) 77

MNapouaoia tng oknvobéuidag
MEMH PHIOTOYAQY Schreber vs
Schreber (EA\G&a 2008) 127
[Napousia tng oknvobétidag

20:30-22:30
VALIE EXPORT Adpartol avtimiahor (Au-
otpia 1976) 108°

22:30-01:00

XEAKE ZANTEP O unokelpevikdg
napdyovtag (feppavia 1980/8l) 138°
[Napouocia tng oknvobéudag

AdAe€n tng XEAKE ZANTEP cto
Apgi0€atpo ApakormoluAou, KEVTIPIKSO
Ktipio Tou Mavemotnpiou ABnvav
(Mavemotnpiou 30), wpa 12:30.

TPITH 20 MAIOY

18:00-20:00

XEAKE ZANTEP

Mmdévoug yia TV Ipéve (feppavia 1971)
50°

Ané TG avapopES Twv Opddwy
aopaleiag kai mepimoAiag, 1, 5, 8
(Teppavia 1984, 1986,1986) 117,107,
556"

MPOIrPAMMA EKAHAQXZEQN

Aaipapyia; Taiote toug dAhoug! (Tep-
pavia [986) 13°

Mava (o — Mdva dvBpwiog (feppa-
via [998) 63°

20:00-21:30

ZEPMEN NTIAAK

H Spopen kupia dixwg ofkto ([aAAia
[921) 87°

[NpoAoyicer n Taui fouiNiapg
21:30-23:00

OANNANAIKOZ TEIPAMATIKOX
KINHMATOTPA®O2—-MPOTPAMMA |
(OMavbia 1968-1996) 715~
[NporoyiCel o Mdpk-Ildoul Méyep
23:00-01:00

>PATZAN KETZA Metd tov méAepo
(ZepPia 2006) 45°

[Napouocia tou oknvoBEtn
NENTZANT MIEMKOBITZ Eviehdg
npoowiké (Boovia-Epleyofivn 2005)
78’

>tpoyyulrj Tpdnela «€pupeg ota
BaAkdvia kai tn Notioavatohikr
Eup®mny, AiBouca AlaAégewy tng
EXHEA (Akadnpiag 20a), dpa 12:30

TETAPTH 21 MAIOY

18:00-19:30

EAENH AAEZANAPAKH H vootaiydg
(EMG8a 2005) 82°

[Napouocia tng oknvoBétidag

19:30-21:30

AAINTA AHMHTPIOY lMouAid oto
BdAto (EMGSa 2007) 107

MNapouoia tng oknvobétidog
21:30-23:30

ZEPMEN NTIAAK

H iomavikr yioptr| (faia 1920) 8°

H xapoyeAaotr kupia Mmevté (falia
1923) 38~

MpdokAnon oe ta&iér (1927) 39°

H yuvaika otnv dAn mieupd tng Kdpe-
pag: Aedv Ntavoy, avapvroeig evog
pdptupa (faAia 2005) 8.30°
2kdvdaho twv Oupooulivav (TalAia
2007) 15°

[NpoloyiCel n Tapi foufAiapg
23:30-01:00

OANNANAIKOX MEIPAMATIKOX
KINHMATOTPAGO2-TNMPOIPAMMA2
(OMavbdia 1968-1996) 85°

[NpooyiCel o Mdpk-Idouk Méyep

AidAegn tng TAMI TOYIAIAMX oto
Apgi0€atpo ApakormoUlou, KEVTPIKS
Ktipio Tou MNavemotnpiou ABnvav
(Mavemotnpiou 30), kpa 12:30

MEMMTH 22 MAiOY

18:00-20:00
TAINIEZ NEQN AHMIOYPION

20:00-21:00

BOYBOYAA >KOYPA Etel Adnan.
E€Spioteg Aé€eig (EAMGSa 2007) 52°
[Napouoia tng oknvoBéudag
21:00-23:00

TeAetr Aq&ng

ZEPMEN NTIAAK

O¢uara kal mapalaveg (laMia 1929) 127
Kivnuatoypagikr) omoudr| og pia
apapréok (faMa 1929) 97

Aiokog 957 (lahAia 1929) 6°
[MpooyiCer n Tapi fouihiapg

To koxUN kai o kAnpikdg (falhia 1928)
40

>uvodelel oto Mdvo o€ SIKr ToU Pou-
olkr) ouvBeon o MHNAS | AAEZIAAHS
23:00-01:00

XEAKE ZANTEP

Anapxr| k&Be Tpdpou o €pwtag
(Teppavia 1983) 1127



TUESDAY I3 MAY

18:00-20:00
GERMAINE DULAC The Soul of an
Artist (France 1925) 100°

20:00-22:00

BABETTE MANGOLTE Seven Easy
Pieces, by Marina Abramovic (USA
2007) 95°

22:00-00:00
IVONA JUKA Facing the Day (Croatia
2005) 74°

WEDNESDAY 14 MAY

18:00-20:00

UDIALONIA Film about Kashmir (Israel
—USA 2007) 75°

In presence of the filmmaker
20:00-23:00

HELKE SANDER Liberators Take
Liberties, |-2 (Germany 1991/2) 90°,102"

23:00-01:00

HELKE SANDER

Hannelore Mabry — A Portrait
(Germany 2005) 32°

Village (Germany 200l) 90°

VALIE EXPORT’s Exhibition Inaugu-
ration, Athens School of Fine Arts
(256, Pireos St.), Nikos Kessanlis
Hall, 20:00

THURSDAY IS5 MAY

18:00-20:00

COSTAS SFIKAS Metamorphosis
(Greece 2007) 60"

In presence of the filmmaker
20:00-22:30

VALIE EXPORT The Practice of Love
(Austria 1984) 90°

In presence of the filmmaker

22:30-00:30

UDI ALONI Local Angel (Israel — USA
2002) 70°

In presence of the filmmaker

VALIE EXPORT’s Lecture,Athens
University, central building,
Drakopoulou Auditorium, (30,
Panepistimiou St.), 12:30.

FRIDAY16 MAY

18:00-19:45

HELKE SANDER In the Midst of Male-
stream. Disputes on Strategy in the New
Women's Movement (Germany 2005)
92’

19:45-22:00

LAURA MULVEY

Crystal Gazing (UK 1982) 927

Visual and Other Pleasures (UK 2007)
207

In presence of the filmmaker
22:00-00:00

UDIALONI Forgiveness (Israel — US.A.
2006) 97°

In presence of the filmmaker
00:00-01:30

VALIE EXPORT Action Art International
(Austria 1983) 73°

LAURA MULVEY’s Lecture, Universi-
ty of Athens, Kostis Palamas building,
(48,Akadimias & Sina St.), 12:30

SATURDAY 17 MAY

18:00-20:00

MARIA ILIOU Alexandria (Greece 200I)
10”

In presence of the filmmaker

20:00-22:00

COSTAS SFIKAS The Model (Greece
1974) 84"

In presence of the filmmaker

22:00-00:00

VALIE EXPORT Short Films

Elfriede Jelinek. News from Home (Aus-
tria 1989) 30°

Poems (Austria 1966-1980) 8°
Orgasm (Austria [966-67) 130"
Selfportrait with Head

(Austria 1966/67) 1

Facing the Family (Austria 1971) 5°
Interrupted Line (Austria 1971-72) 9°
Syntactic Construction (Austria 1983)
18"

Concert by MINIMAXIMUM,
Trianon Film Center (21,
Kodrigtonos St.), 00:00

SUNDAY I8 MAY

17:30-19:30

STELLATHEODORAKI From the Unique
to the Multiple (Greece 1993) 80"

In presence of the filmmaker

19:30-21:00

ANTOUANETTA ANGELIDI
Metamorphosis OFBY AA (Greece 1977,
1985,1995,2001,2007) 47°
TeAetoupyikd 121280 Ritual (Greece 1980,
2008) 20°

In presence of the filmmaker

21:00-23:30

HELKE SANDER

Silvo (Germany 1967) II”

Reduced Personality — Redupers (Ger-
many 1977) 95°

In presence of the filmmaker
23:30-01:00

HELKE SANDER

Subjektitude (Germany 1966) 420"

Break the Power of Manipulators (Ger-
many 1967-8) 48"
In presence of the filmmaker

MONDAYI9 MAY

18:00-20:30

LENAVOUDOURI, DESPINA
KARVELA, GIORGOS KARYPIDIS,
ALEXANDROS PAPAILIOU,
THANASIS SKROUBELOS @thens
Blogs (Greece 2007) 92°

In presence of the filmmakers
MARSA MAKRIS Against the Wall
(Greece 2003) 7°

In presence of the filmmaker

PEPI RIGOPOULQOU Schreber vs
Schreber (Greece 2008) 12°

In presence of the filmmaker

20:30-22:30
VALIE EXPORT Invisible Adversaries
(Austria 1976) 108°

22:30-01:00

HELKE SANDER The Subjective
Factor (Germany 1980-8I) 138"
In presence of the filmmaker

HELKE SANDER’s Lecture,Athens
University, central building,
Drakopoulou Auditorium,

(30, Panepistimiou St.), 12:30.

TUESDAY 20 MAY

18:00-20:00

HELKE SANDER

A Bonus for Irene (Germany 1971) 50°
From the Reports of Security Guards
and Patrol Services, |, 5, 8 (Germany
1984,1986,1986) 11*,10",5 56 "
Gluttony? Feeding! (Germany 1986) I3 °
Mother Beast — Mother Human (Ger-
many 998) 63"

PROGRAMME OF EVENTS

20:00-21:30

GERMAINE DULAC

The Beautiful Woman without Mercy
(France 1921) 78"

Introduced by TAMIWILLIAMS

21:30-23:00

DUTCH EXPERIMENTAL PROGRAM |
(Netherlands 1968-1996) 78~
Introduced by MARK-PAUL MEYER

23:00-01:00

SRADJAN KECA After the War (Serbia
2006) 45

In presence of the filmmaker
NEDZAD BEGOVIC Totally Personal
(Bosnia-Herzegovina 2005) 78~

Round-table Discussion “Bridges in
the Balkans and Southeast Europe”,
Athens Journalists’ Union
(20a, Akadimias St.), 12:30

WEDNESDAY 2| MAY

18:00-19:30

ELENI ALEXANDRAKI The Woman
who Missed Home (Greece 2005) 82°
In presence of the filmmaker

19:30-21:30

ALIDA DIMITRIOU Birds in the Mire
(Greece 2007) 107

In presence of the filmmaker

21:30-23:30

GERMAINE DULAC

The Spanish Fete (France 1920) 8~
The Smiling Madame Beudet (France
1923) 38~

Invitation to aVoyage (1927) 39" The
Woman on the other Side of the Cam-
era: Germaine Dulac remembered by
Léon Danou (France 2005) 830"

The Ursuline’s Scandal (France 2007)
157

Introduced by Tami Williams

23:30-01:00

DUTCH EXPERIMENTAL
PROGRAM 2 (Netherlands 1968-1996)
857

Introduced by Mark-Paul Meyer

Tami Williams’s Lecture, Athens
University, central building,
Drakopoulou Auditorium,

(30, Panepistimiou St.), 12:30

THURSDAY 22 MAY

18:00-20:00
YOUNG DIRECTORS'
EXPERIMENTAL MOVIES

20:00-21:00

VOUVOULA SKOURA Etel Adnan.
Words in Exile (Greece 2007) 52°

In presence of the filmmaker

21:00-23:00

Closure Ceremony

GERMAINE DULAC

Themes and Variations (France 1929) 12°
Arabesques (France 1929) 9°

Disc 957 (France 1929) 6°

Introduced by Tami Williams

The Seashell and the Clergyman (France
1928) 40°

With live music composed and per-
formed by MINAS . ALEXIADIS

23:00-01:00

HELKE SANDER

The Trouble with Love (Germany 1983)
12’



levvnpévn oto Aivtg tng
Auotpiag to 1940, n VALIE
EXPORT eival kaAAItéxvig
pE TToAUCUVOETO €IKAOTIKG
€pyo, To omoio
mapouciddetal yia TpwTn
popd otnv EANGSa.
Anotelei yia mepiocdtepo
and tpidvta xpovia pia
Suvapikr poper| otov
S1€0vr} kKalITexviko
KOOHO PE ageTnpia Toug
Agloviotég g Bigvvng, ol
omoiol €5pacav péoa ota
SpIa TNG KPITIKIAG TOU
KOIVWVIKOU Kal TTONTIKOU
owpatog.

Méoa amnd g
£YKATACTACEIG, TIG
TTEPPOPHAVG Kal TIG
KIVNPATOYPAPIKES
aepnynoeig tng, n EXPORT
EPTTAEKEI TO OWHA PE Ta
péoca Tng texvoloyiag,
avadeikviovtag tnv
TIVEUPATIKY Kal
ouvaioOnpatiki didotaon
TWV EYXEIPNHUATWY TNG.
Aoulevel meipapatikd yia
™MV KoIvwvIKr aliayr,
Biyovtag moArtikd
{ntipata pe évav
TTPOCWTTIKA EKAETTTUGHEVO
TpdMOo. Zav KAAITEXVIG
NG MpwTtoTopiag
mpoAelaivel To £€8agog yia
TOUG EMOPEVOUG HE TV
XxpPHOoN Twv cUYXPOVWY
OTTTIKOUOUGTIKWY
npooeyyioswv. H
Bepatoloyia tnv omoia
avarrtiooel anod T
Sekaetia tou 1960 éxel
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VALIE EXPORT

To meipapa dev €xel akoun TeEAEIWOEl

VALIE EXPORT

The Experiment Is Not Yet Finished

Mepiocdtepo and omolovdimote dAAov auctpiakd kalitéxvn, n EXPORT
dvol&e VEoug SPSOUG OTN YUVAIKEIQ KOIVWVIKOTIOATTIKY) TEXVN KAl KATESTNOE 6a-
PEG ST oTa TIOATICTIKG SPWHEVA N YUVAIKEQ TEXVN TAUTICETal e Ty alobnTikn
guaicOntoToinon Kal TG VEEG JOPPOAOYIKEG KAl EVWOIONOYIKEG AVTIAYEIG. [ ... ]
H BaAtpdouvt Aéxvep, rj aMiwdg VALIE EXPORT, apol mapakoAolbnoe pia
OXON] EQPAPHOCHEVWV TEXVWY, EYKATEAEIPE TO YAUO TWV VEQVIKWV TNG XOOVWY
Kal evowuatwdnke otov Biewediko Kalitexvikd kdopo. Exel Solhee wg oe-
vaploypd@og, HOVIEP Kal KOPMdpoog and To 1965 éwg to 1968. Xivtoua cu-
veidnromoinoe &T GThV TEXvn ol yuvaikeg yivovtal anmodeKTeg, oty kaAdtepn
nepimwon, pévo oto pdro kopmdpoou. Eva kaivolpyio dvopa —to VALIE
EXPORT ypappévo pe kepaiaia— éxi pdvo Oa yivétav hoydtumo ard Ba aro-
KtoUoe Kal KAAITEXVIKN urtdotaon. Ao tnv dpxr| TG KapIEpag tng, To Paci-
k6 B€ua tng rjtav n kivodpevn, texvikr eikévar n EXPORT &ev oképtnke mote
va aoxoAnBel Je TATPIAPXIKEG HOPPEG TEXVNG, OTIWG N {wYPAPIKY) TTou Atav
YVwoTr wg kaBapd avdpikd medio texvng. Avtl yia TvEAO, XpnolyoTTooe thv
kdpepa — 15iwg TNV KIvuatoypagikr kal to Bivteo. To 1968 umrp&e éva amd
Ta 1I5pUTIKA pPEAN TG Evwong Auotpiakwv Kivnpatoypagiotdy kai thy idia xpo-
vid, otn 2n Maraisiade, k€pSioe To PpaBeio MoATrG Taviag Tou gecTiBdA yia
T0 @AY [Tivyr-ovyk. [ ...] Ad téte n EXPORT exmpoowmeitar og k&Be Siebvn
€KOEON TEXVNG OXETIKY| HE TN OWUATIKY TEXVN: O KATAAOYOG TwV ekOEoEwY pOY-
vel ano 1o Kévrpo Georges Pompidou oto [apiol, péxpr ta Mouoeia 2 Uyxpovng

Like no other Austrian artist, EXPORT has carried the torch of women'’s so-
clo-politically motivated art, and like no other artist, she has made clear that in
the overall cultural context, women'’s art means a sensitisation of aesthetics and
new concepts in terms of form and content.[...]

Waltraud Lehner; alias VALIE EXPORT; after attending the technical school of
arts and crafts she escaped an early marriage to join the Viennese art scene,
where she worked as a script girl, cutter and film extra from 1965 to 1968. She
soon realised that at best women were tolerated in art as extras.A new name
—VALIE EXPORT, written in capital letters — would become both a logo and
artistic concept. The moving, technical image was her main theme from the start
of her career; EXPORT never even entertained the idea of working with patri-
archal art forms, such as painting which had a reputation as a purely male do-
main. Instead of a brush, she reached for the camera, and usually for a film or
video camera. In 1968 she was one of the founding members of the Austrian
Filmmakers Co-operative and in the same year, at the 2nd Maraisiade, she was
awarded the prize for the festival's most political film, for Ping Pong.[...] Since
this time EXPORT has been represented at every international art exhibition

Born in Linz,Austria in
1940, VALIE EXPORT is an
artist with a varied and
complex artistic oeuvre,
which is being presented in
Greece for the first time.
For over 30 years she has
been a dynamic figure on
the international art scene,
starting with her
association with the
Viennese Actionists, whose
activities critically
addressed social and
political issues. Through
her installations,
performances and
cinematic narratives,
EXPORT entangles the
body with technological
media, revealing both the
spiritual and emotional
aspects of her endeavours.
She experiments on social
change, addressing political
issues in a personal and
refined manner.As an
avant-garde artist, she has
paved the way for the next




oXx£on pe TN ouveidnon,
TNV EMKOIVWYia Kal TV
tautdtnta. Oépata
Siaxpovikd kal drpwg
emikaipa. H VALIE
EXPORT gppnvevel
poloug, eipapatifetal pe
Ta YECA KAl CUYXPOVKG
avamtiooel HECW TWV
KEINEVWY TNG Evav
Bewpntikd otoxaopd.
‘Exel 816481 o moAAG
mavemaotipia g
Euparing kar tng Apepikrig
Kal ekBéoel ota peydha
olyxpova pouceia kai
ekBeoiakoUg XWPOoUg.
Agppoditn Aitn

Courtesy Charim Gallery Wien

Téxvng otn Néa Yopkn [...]
kar tn Bigwn. [...]

2TG teAeutaieg eykataotd-
oeig tng, N EXPORT xpnoai-
HOTTOIEl VEEG TEXVOAOYIES, STTWG
UTTOAOYIOTEG KAl @OopPNnTOUG
TiPoPoAeig AéiCep, palf pe avu-
Keleva, ewtoypapieg, mpo-
BoAég Bivteo kal Axoug, Xwpig dUwG va aAdlel Tov KeVIPIKS TTPOCAVATOA-
opd TNG yia To oWpa kai TNV UAn. ‘Etol, yivetar eppavéotepn kai n oxéon pe
T YAWooa, mou amoteloloe avékabev €va ouol®deg oToixelo Tou dnpi-
oupyikou épyou tng EXPORT.[...] To €pyo tng VALIE EXPORT moté dev
apopd anhwg YopUANIoTIKA EpWTAUATA TAAOTIKOTNTAG AAG, avtiBeta, oup-
BoAikég avamapaotdoelg NG MPAYRATKSTNTAG, ToU dueiontouy To mpdy-
HATIKS Kal TN JETAUOP@WON TOU TPAYUdTIkoU oTo MEPAcud TNG 10Topiag.
[I" autd, Aéel n EXPORT: «To meipapa dev éxel akdun teleiwoel. fia péva, mei-
papa onuaiver va @épveig ta mpdypata o€ VEO, SIa@opeTikO SIANOYO, XwpPIg
va KoItdCeig yia opolopop®ia, diadyeid, al\d pudAov va otoxelelg otn pe-
taBAntéTNTa.
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Mmpiykite Xouk

Anoondopata ané to dpbpo «VALIE EXPORT. Aigupupévog Kivnuatoypdpogy. H Mmpiyite Xouk
elvar 10TopIKGG-KPITIKOG TEXVNG Kal éxel ermiueAnBer v ékBeon tng VALIE EXPORT otnv Avdtatn
2xoMrj KaAwv Texvav.

dealing with Body-Art:the list of venues ranges from the Centre Georges Pom-
pidou, Paris, to the Museum of Modern Art, in NewYork [...] andVienna.[...]
In the current installations, EXPORT uses new technologies such as com-
puters and moving laser projections, in addition to objects, photographs,
video projections and sound, without changing her
fundamental orientation on body and material-re-
lated themes. The relation to language, which has
always been an essential element in EXPORT's cre-
ative oeuvre, thereby becomes even clearer.[...]
VALIE EXPORT's work is never simply about for-
mal, sculptural questions, but instead symbolic rep-
resentations of reality, questioning the real and
the transformation of the real over the course of
history. Therefore, EXPORT says: “The experiment
is not yet finished. For me, experiment means
constantly bringing things in a new, different dia-
logue, not seeing any uniformity, clarity, but rathen,
to aim at changeability”.

Brigitte Huck
Extracts from the article “VALIE EXPORT Expanded Arts”. Brigitte

Huck is art historian-critic and curator of the exhibition on VALIE
EXPORT at the Athens School of Fine Arts.

H MPAKTIKH THX ATAMHL /
THE PRACTICE OF LOVE

MPOBOAEXZ XTON
KINHMATOIPA®O TPIANON /
SCREENINGS AT CINEMA
THEATER TRIANON

METAAOY MHKOYZX TAINIEX /
FEATURE FILMS

DIE PRAXIS DER LIEBE / H NMPAKTIKH
THX ATAMHE / THE PRACTICE

OF LOVE

1984, 35mm, 90" ZknvoBeaia — Zevdpio /
Direction — Screenplay:VALIE EXPORT
Dwroypagia / Cinematography: Jiirgen
Schmidt-Reitwein Mouoikr / Music:
Stephen Ferguson, Harry Sokal HBomoioi /
Cast:Adelheid Arndt, Ridiger Vogler,
Hagnot Elischka, k.a./et al.

Mapaywyrj:VALIE EXPORT, Biévvn / Vienna —
Konigsmark & Wullenweber
Filmproduktion, ApBoupyo / Hamburg

H taivia §ekiva pe ta yupiopata evédg
tnAgomtikoU PEMOPTAL OXETIKOU HE Ta
peepshows, Beatpikr] apéva tng QepIvVIOTI-
KrG KAl PETA-QEUIVIOTIKAG EMOXAG, KAl ava-
Sikvlel Ty moAtikr) Sidotaon peta&y 181w-
TkoU kal dnudoiou. H eloaywyr| Tou pemoptdld
EexwpiCel yia v neepia kal opop@id and
TIG ouVNBIoPEVEG EpUNVEiEG TOU peepshow:
Kabwg mE@Touv ol Tithol, yuvaikeia kopuid
MooBdMovtal Tdvw o€ YuVaikeia Koppid, éva
Todowrio o TPOPIA diaypdgetal oe pia Kol-
Nid, pduia mdvw og yAoutoUg, xefhia Tidvw og
wpoug. Autr n —idavikri— katdotaon diap-
Kel QuUOIKA HOVO YIa €va OUVTIOHO XPOVIKO
Sidotnua, n mpaypatikdtnta tou peepshow
Tou ApPolpyou eIoBAMEI Oty NXNTIKr eMév-
duon, pia SIapoPETIKY POUCIKY PEPVEl Eva
Siagopetikd pubud.

The film begins with the filming of a tel-
evision report on peepshows, a stage for the

AOPATOI ANTIMAAOI / INVISIBLE ADVERSARIES

feminist and post-feminist era, and address-
es the separation of private from public, re-
vealing the political dimension of the debate.
The introduction stands out for the calm and
beauty it presents, so different to conven-
tional views of the peepshow: as the cred-
its roll, we see women's bodies projected on
women'’s bodies, a face in profile is seen against
a belly, eyes on hips, lips on shoulders.This —
ideal — situation naturally lasts only for a short
time as the reality of the peepshows of Ham-
burg invades the soundtrack, a different mu-
sic bringing a different pace.

UNSICHTBARE GEGNER / AOPATOI
ANTIMNAAOI / INVISIBLE ADVERSARIES
1976, 16mm, 108 * ZknvoBeoia / Direction:
VALIE EXPORT, Peter Weibel Xevapio /
Screenplay: Peter Weibel, VALIE EXPORT
dwtoypagia / Cinematography: Wolfgang
Simon HBoroloi / Cast: Susanne Widl,
Peter Weibel, Helke Sander k.d./et al.
Mapaywyr) / Producers: VALIE EXPORT

H Avva, @wtoypd@og Kkal TNAEOTTTIKN
dnuoaioypdeog otn Biéwwn, akolel oto pa-
B16pwvo yia thv eIoBoAr adpatwv e§wyr-
VWV —TwV XUKCOC— TToU EMAOIMKOUY va Ka-
TAKTAOOULV TN YN KAl TOUG Katoikoug TG Autd
TIOU Jag KIVEl TO eVOIa@EPOV OTnV Taivia tng
VALIE EXPORT &ev eivar pévo to 8épa piag
oxICopPeVOUG VEAG Kal TNG OXEONG NG HE
évav matepvalNioTikd dvopa, ald kai n ai-
oBnuikr mou mpoteivel. H tavia dev ava-
mmiooel tnv aiodnuikr TG Paciopévn o'eva
EexdBapo Siaxwplopd peta&l evdg Kavovi-
KOU, QVTIKEIPEVIKOU TIEPIBAANOVTOG XWPOU KAl
pIAG apUoIknG, oXICOPEEVIKAG SIA0TPERAW-
ong kai MpoPoArg.Avtibeta, Siapoppwvel TV
aioBbnuikr tng and To 810 To yeyovds Mwg
Kiveftal kai mepiAapBdvel kai TG SUO OTTTKEG,

generation by using
modern audiovisual
applications.The subject-
matter she has developed
since the 1960s is related
to eternal and extremely
timely issues such as
conscience, communication
and identity.VALIE
EXPORT performs roles,
experiments with different
media and at the same
time develops her own
theoretical approaches
through her writing. She
has been a professor and
visiting professor at many
universities in Europe and
USA. Her works are
exhibited in the greatest
contemporary art
museums and galleries.
Aphroditi Litti

HVALIE EXPORT 6a &woel
S1aAe&n pe titho «Medial
Anagramsy» oto Augif<a-
tpo ApakomoUlou, KEVIpI-
K6 ktipio tou MNavemotnpi-
ou ABnvavy, I5/5, wpa 12:30

VALIE EXPORT will give a
lecture under the title “Me-
dial Anagrams” at the Athens
University, central building,
Drakopoulou Auditorium,
15/5, 12:30.



AIEONHX TEXNH THX APAIHI /ACTION
ART INTERNATIONAL

Anna, a photographer and television
reporter inVienna, hears a radio report
about an invasion of invisible aliens -
the Hyksos - who intend to take over
the Earth and its inhabitants. But what
makes VALIE EXPORTs film interest-
ing is not just the subject, which is about
a young schizophrenic woman and her
relationship to a father figure/man, but
also the aesthetic style she suggests.
The film's aesthetic does not evolve
through a clear separation between a
normal, objective spatial environment
and that of an unnatural, schizophrenic
distortion and projection. In contrast,
the film’s aesthetic evolves from the
very fact that it includes both points of
view.

NTOKIMANTEP / DOCUMENTARY

AKTIONSKUNST INTERNATIONAL.
DOKUMENTE ZUM INTER-
NATIONALEN AKTIONISMUS /
AIEONHX TEXNH THX APAXHX.
NTOKOYMENTA lNA TON
AIEONH AKZIONIXMO /ACTION
ART INTERNATIONAL

1989,Video, 73 * Zevdpio / Screenplay:
VALIE EXPORT

YuvevteU&elg / Interviews:Vito Acconci,
Jean Baudrillard, Karen Finley, Dick
Higgens,Allan Kaprow, Otto Muehl,
Jorgen Nash, Gina Pane, Mark Pauline /
Survival Research Laboratories, Gerhard
Rithm, Carolee Schneeman, Jens Jorgen
Thorsen,WolfVostell

Dwroypagia / Cinematography: Michael
Anderson, Bert van Munster, Joe
Friedman, Kurt Oblak, Peter Rohsler,
Walter Kéhler;, Erwin Mayer, Sepp Thoma

18

Mapaywyr / Producers: mungo-film
GmbH, AvaBeon / Commissioned by
ORF/Kunststiicke

To vrokipavtép Aibvric téxvn dpdong.
Nrokoupévta yia tov 61ebvii akaioviopo
avagépetal ota olyxpova peujata té-
xvng ano to 1945 éwg orjuepa. Zexiva-
€l U TnV TIapouciaon Kivnuatoypagl-
KoU Kal PwToypaPIkoy UNIKOU OXETIKA
e v Kataotaoiakr Aiebvry, tnv oud-
ba Cobra, to Spur kai tnv opdda tng
Biévvng otnv Eupn, katdmv mpoxw-
pdel ota d1ebvry pedpata Happening
kal Fluxus, peta&l twv omoiwv Kai ol
BiewéCol AKCIOVIOTEG, Kal KaTAAryel Ot
OWNATIKA TEXVN KAl TNV TTEPPOPHAVG
and tn dekagtia tou '70 kai €merta. O
OTOXOG AUTWV TWV PEUPATWY, Ta oroia
XAPAKTNPEIOTNKAV amd KAANTEXVIKT| Kal-
votopia kal oAtk medkAnaon, aro-
KOTINKE amd TIG TIAPASOCIAKEG HOPPEG
TEXVNG, UIoBETnoe TNV Mpaypatkdtnta
WG PECO EkpPAaong Kal urepEPn ta épia
NG YAWooag, TNG (wyPAPIKrG Kal Tou
Bedtpou.

The documentary Action Art Inter-
national is about modern art move-
ments from 1945 to the present. It
begins by showing film footage and pho-
tographic material relating to the In-
ternational Situationists, Cobra, Spur
and the Vienna Group in Europe, then
proceeds to the international Happening
and Fluxus movements, including Vien-
na's Actionists, and then onto 1970s in-
ternational body and performance art.
The goal of these movements, all of
which were defined by artistic innova-
tion and political provocation, was to

Courtesy Charim Gallery Wien

MAKPINOX... MAKPINOE... /
REMOTE... REMOTE...

break ties with traditional art forms, to
adopt reality as a means of expression
and to transcend the bounds of lan-
guage, painting and theatre.

MIKPOY MHKOYZX TAINIEX /
SHORT FILMS

MAKPINOX... MAKPINOX... /
REMOTE... REMOTE...

1973, 16mm, 12 Aouma / loop
Kivnpatoypadgikr pnxavri mpoBolrg
16mm, Aoummépa / [6mm film projector,
loop top

Ddwtoypagpia / Cinematography: Didi
Movtdl — Meppoppavg / Editing —
Performance:VALIE EXPORT

H av@pwmivn cupmepigpopa emnpe-
dCetar amd yeyovata TouU €XOUV CU-
Bei oto mapeA8dv. Yridpxel Aomdv évag
PUXIKOG TAPAXPOVOG, TTAPAAMNAOG HE
TOV QVTIKEIPEVIKO XPAVO, TTOU Ol TIPO-
OEUXEG TNG aywviag Kal tng evoxrg, Ta-
PAUOPPWOEIG TTOU EEOKICouV TO O€p-
pa, agrivouv otabepd to oTiypa Toug,.
2€ QUTEG TIG XAPAKIEG TTaiCetal To dpd-
pa piag mpoowtikig ékBeong. Opa-
TOTNTEG TTOU AMOKAAUTTTOWV T gival To
TapeA8SV oTo MAPAV KAl TO APV OTO
TapeABov.

Human behaviour is influenced by
events in the past. There is, therefore, a
spiritual parallel time running beside ob-
jective time, where the prayers of angst
and guilt, distortions that tear away the
flesh, never fail to leave their mark These
gashes are where the drama of an es-
say on the self is played out.Visibilities
that reveal what the past is in the pres-
ent and the present in the past.
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AIAKONTOMENH FrPAMMH /
INTERRUPTED LINE

AIAKONTOMENH rPAMMH /
INTERRUPTED LINE
1971-1972, 16mm, 6 *

dwtoypagpia / Cinematography:
VALIE EXPORT

Mia ypappn (évag dpduog) mou dia-
yPdpETal OTO TIAPKTPIC £VOG €V KIVAOEI
QUTOKIVITOU CUVEXICETAI OTOV E0WTEPI-
K6 KaBpEptn. H kivnon mou épxetal Kai
n kivnon mou qelyel diakdémovtal pé-
vo ané to autokivnto. Or ouvexelg dia-
KOTTEG TNG XWPOXPOVIKAG YPAUUAG &i-
val 1600 PeydAeg 600 To péyefog evdg
QUTOKIVATOU.

A line (a road) reflected in the wind-
screen of a moving car; continues in the
rearview mirror. The forward motion
and past motion are interrupted only
by the moving carThe repeated inter-
ruptions of the space/time line are as
big as a can

SYNTAGMA / LYNTArMA
SYNTACTIC CONSTRUCTION
1983, [6mm, I8

Yevdpio / Screenplay: VALIE EXPORT
Dwtoypaepia / Cinematography:
Fritz Kober

HBomoidg / Cast: Irmelin Hofer

H taivia Xdvraypa eival cav to ermi-
povo PAEppa, TTou avtaAAooE! Kaveig
HE TOV EQUTS TOU — TO KOITAyHa TwV pa-
TV Kal TO Koftaypa tng kdpepag. Avia-
VaKAJGOEIG TauTOTNTAg, © KaBPEPTNG WG
k&t adiamépaocto, wg éva eEETAoTIKO
nénho. ‘Ooo o kabpé@tng avtavakAg,
1600 MEPIOOATEPO KIVETal oTn Afdn.

The film Syntactic Construction is
like a persistent stare that one exchanges

Courtesy Charim Gallery Wien

ZYNTAIMA / SYNTACTIC CONSTRUCTION

with oneself — looking through the eyes
and looking through the camera. Re-
flections of identity, the mirror as an im-
penetrable surface, an inquisitive veil.
The more the mirror reflects, the more
it head towards oblivion.

OPFAXMOX / ORGASM

1966/7, Normal 8mm, pey€6uvon oe /
blow-up 16mm, 130"

Ddwtoypapia — Meppdppavg /
Cinematography — Performance:VALIE
EXPORT

HOomoié¢ / Cast: Peter Weibel

Mia ané g mpwteg tavieg tng VALIE
EXPORT, o Opyaopéc eival pia olvto-
pn Kkar avtikelpeviky diampayudteuon
NG ndovric. To gpwtnua edv mpdyuat
o dvtpag Kai n yuvaika cuveupgdnkav
Kal 010G Atav umeybuvog yid Tov op-
yaopd tng yuvaikag mapapevel.

One of VALIE EXPORT’s earliest
films, Orgasm is a brief, matter-of-fact
treatment of lust The question of whether
the man and woman actually had sexu-
al intercourse and who was responsible
for the woman's orgasm remains open.

SELBSTPORTRAIT MIT KOPF /
AYTOIMPOXQMOrPA®IA ME
KE®AAI / SELF-PORTRAITWITH
HEAD

1966/7, petaypaery o / transfer

to DVD: 2003, Normal 8 mm, | *

Xto mpwto tn¢ moptpEto n VALIE
EXPORT @opdel pia gavtaxtepr| mepoulka
kar xaidelel to otrfog ia yuvaikag oe
apyr kivnon, Uotepa avolyokAeivel Ta pd-
Tia NG Ke ndumdbeia. H ouvtopia kai n

apyn kivnon BupiCouv Tig Taivieg tou A.
[oudpxoA Screen Tests, otig omofeg n Ta-
papiker| Kivnon Tou mpoowTou eival opa-
™.

In her first self-portrait, VALIE EX-
PORT wears a striking wig and caresses
a woman's breasts in slow motion, then
lasciviously bats her eyes. The brevity and
slow motion are reminiscent of Andy
Warhol's Screen Tests, in which every
single one of the face's movements be-
comes visible.

EA®PINTE FEAINEK. NEA AMNO
TO XNITI 18-8-88 / ELFRIEDE
JELINEK. NEWS FROM HOME
18-8-88

1989,Video, 30 ZknvoBeaia /
Direction:VALIE EXPORT
Dwtoypapia / Cinematography:
Peter Roehsler

Movtad / Editing: Hannes Deinbock

H ouyypapéag Ehppivie [Ehvex (ouy-
YPa®éag tou pubiotopriuatog H ma-
viotpia) €xel pIAfjogl ouxvd yia TG Tn-
AEOTTUIKEG TNG ouvriBeieg. [NapakoAouBel
tAedpaon yia MOANEG WPES, WOTACO
ondvia yia Yyuxaywyia rj yia andéktnon
yvwong. AvtiBeta, ol TNAEOTTTIKEG eK-
TTOWTEG €fval TO ayamnuévo NG avti-
KEUEVO PEAETNG. TPEIG BIAPOPETIKEG
WPEG PIAG CUYKEKPIUEVNG NUEPAG, EVW
kdBetal o€ pia avamautikr MoAuBpo-
va, n EAppivte [éNvek oxohidder Tig au-
OTPIAKEG TNAEOTTTIKEG EIBAOEIG OTNV
VALIE EXPORT.

Writer Elfriede Jelinek (of the nov-
el The Piano Teacher) has repeatedly
often spoken about her television-
watching habits. She watches TV for
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MAPAKOAOYOQNTAX THN OIKOFENEIA /
FACING A FAMILY

hours, yet it is rarely for pleasure or
for gaining knowledge. On the con-
trary, TV shows are one of her favorite
subjects of study. On three separate
occasions of one single day, while sit-
ting in her comfy chair; she comments
on Austrian television news to VALIE
EXPORT.

MAPAKOAOYOOQNTAX THN
OIKOTENEIA / FACING A FAMILY
1971, Bivteo, tnAeomruikri Spdon / Video,
TV Action,5°

Auvo oikoyéveieg kdBovtal n pia
amévavtl otnv dAAn, n mPWIn otnv
006vn tnAedpaong kal n deltepn
oto Siapépiopa. Autd Tou evolapEpEl
dev eival to mpdypappa, aMd n avti-
dpaon oto mPdypaupa, yiati Kai ol
dUo olkoyévelg TapakoAouBolv Ty
idla 08dvn. Autrj n avtidpaon, dpwg,
eival idia pe tou Kkovou, yiati n avti-
dpaon autig Tng olkoyévelag eival
akoun éva mpdypauua yia tnv dAAn
olkoyévela (Kefyevo amd Ta TPOOXE-
dia tng VALIE EXPORT). To [Tapako-
AoubBdvtag v oikoyévela TTPOPRABNKe
OTNV AuoTtplakn tnAedpaocn otig 2
PeBpouapiou tou 1971,

Two families sit facing one another,
one inside the TV and the other in
the apartment. The focus is not on
the programme, but on the reactions
to the programme, as the screen being
watched by one family is also that be-
ing watched by the other:This reaction,
though, is the same as that of the audi-
ence, because the reaction of this fam-
ily is also/still a programme for the oth-
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AXIHMIA /ASEMIE

er family (extract from VALIE EXPORT'S
draft notes).

Facing a Family was originally broadcast
on Austrian television on February 2,
1971,

MPOBOAEX XTHN AXZKT /
SCREENINGS AT ATHENS
SCHOOL OF FINE ARTS

MEP®OPMANX / PERFORMANCES

O tawvieg mou Ba mpoPAnBoulv amote-
AoUv Kivnuatoypa@nuéva Viokoupévia
amé nep@dppavg tng VALIE EXPORT

The films being screened are of VALIE
EXPORT’S performances

ASEMIE - DIE UNFAHIGKEIT,
SICH DURCH MIENENSPIEL
AUSDRUCKEN ZU KONNEN /
AXHMIA 'H H ANIKANOTHTA

NA EK®PAXTEI KANEIX

MEXA AINO EK®PAXEIX TOY
MPOXQMOY /ASEMIE OR THE
INABILITY EXPRESSING
ONESELF THROUGH FACIAL
EXPRESSIONS

A6 owpatik mepeoéppavg g VALIE
EXPORT oto otolvtié g otn
Biévvn, to 1973 / Filmed action of Body
Performance by VALIE EXPORT in her
Vienna studio, in 1973, video 7 °
dwtoypagpia / Cinematography:

Kurt Talos

Yevdpio — [Meppdppavg / Screenplay —
Performance: VALIE EXPORT

Yhika / Material: pikpri e§€6pa, kap@id,
TTOUAi, paxaipl, uypd Kautod Kepi,
avBpwmvo owpa (éva Vekpd TTOUAI
Xpnoipgoroiidnke yia v mep@dpuavg) /
small podium, nails, bird, knife, hot wax,

MOAITIKH ZQMATQN / BODY POLITICS

liquid, human body (a dead bird was
used for the action)

To €pyo kataypd@el [ia TEAETOUpP-
YIKr) TEPPSPUAVG, N oTToia apopd otnv
«aonuia» dnAadr otnv aduvapia va
EKQEAOTE( 1| va yivel katavontri n xel-
povopia. Xpnaolyomoiwvtag oUBoAIKd
UNIKA —KauTo Kepl, Eva paxaipl, éva ve-
KPS TTOUAI— kaBwg emfong Kai Keiye-
vo, N VALIE EXPORT e&epeuvd tnv av-
Bpwrivn éxppacn), kar TG N eMKoVwvia
PTTOPEl va amotuxel.

This work documents a ritualistic
performance about asemia, or the in-
ability to encode or comprehend signs
such as gestures. Using symbolic ma-
terials — hot wax, a knife, a dead bird
— as well as a text, EXPORT investi-
gates human expression, and how com-
munication can fail.

MOAITIKH TOMATON /

BODY POLITICS

Video, 1974, 3"

Ddwtoypagpia / Cinematography:
Peter Weibel

H6omoi6¢ / Cast: Hermann Hendrich
Meppdppavg / Performance:VALIE
EXPORT

H @uon tng emkoivwviag petagl
Twv @UAwV eival mpokabopiopévn otnv
kolvwvia pag. O1 MoAITIKEG TG ou-
PTTEPIPOPAG TTOU EMIRAAAEI N KOIVW-
via otov dvdpa Kar tn yuvaika eivar du-
vatodv va mapousiaotolV PE QUOIKEG
JN OUMPBOAIKEG pHop®EG. H KuNidpevn
okdAa TTou KIVeltal TPog Ta KAtw dn-
AWVEI Ta UTdpxovta cucTAPATa £Ti-
KOIVWVIAG O€ TTEVIE XWPIOTEG PACEIG.

Courtesy Charim Gallery Wien

‘Evag avdpag kai pia yuvaika ouvdéo-

vtal pe éva oxolvi ou Sévetal yipw
and Ta owWPatd Toug.

The nature of communication be-
tween the sexes is predetermined in
our society. The politics of behaviour
that our society imposes upon men
and women can be represented in
physical forms.The escalator, heading
downwards, expresses existing com-
munication systems in five separate
phases.A man and a woman are con-
nected by a rope tied around their
bodies.

GEDICHTE / MOIHMATA / POEMS
1966-1980,Video, 8~

Moinon — Mep@dppavg / Poetry —
Performance: VALIE EXPORT
Arnocridopata moIfpatog tng
VALIE EXPORT

[ewvriBnka ato voookoueio mou avrikel
otnv méAn tou Aivtg

OnAaoa to otrifog mou avriker otn
pntépa pou

Kougtnka ané ug BopPes mou avikav
otn xwpa g AyyAiag

Pdpeoa ta pouxa rmou avikav otnv
abdeAerj pou [...]

‘Ednoa pe xpripata mou avrikav oto @ito pou
Avénveuoa tov aépa mou aviike oto Oed
Autr eivai n Qwr mou pou avrikel

Pdvaéa e Tt wvrj TTOU LIoU avrikel
Adykwoa pe ta 66vtia mou Hou avrikouv
‘Eéuoa pe ta vixia mou pou avrikouy
‘ExAaya pe ta 6dkpua mou pou avriikow |[...]
Koiprbnka pe ta éveipa mou pou avrikouv
Autr] ivar n Cwrj ou pou avrikel

1966
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TAINIA TOY ZIQMATOX / BODY TAPE

Abstracts of VALIE EXPORT's poetry
| was born at the hospital which
belongs to the city of Linz

| suckled at the breast which belongs to
my mother

| hid from the bombs that belonged to
the country of England

| wore the clothes that belonged to my
sister [...]

| lived on money that belonged to my
boyfriend

| breathed the air that belonged to God
That's the life that belongs to me

| screamed with the voice that belongs
to me

| bit with the teeth that belong to me

| scratched with the fingernails that
belong to me

| cried with the tears that belong to me [...]
[ slept with the dreams that belong to me
That's the life that belongs to me

1966

TAINIA TOY ZQMATOX /

BODY TAPE

1970,Video, 4"

Meppdppavg / Performance:

VALIE EXPORT

TomoBeoia / Site: Electric Cinema,
Apotepvtap / Amsterdam

Ayyiypa | Xtdnnua |AlcBnua | Akod |
[edon | Zmpw&ipo | MNepmdtnua

X pia o£1pd MIVEUPATOSAV, LiIvILA-
NOTIK®V AOKACEWY, Ol OTTOEG El0dy0-
vtal and toug peodtithoug, n VALIE
EXPORT e€epeuvd tn oxéon avdpe-
oa otn AéEn kai ) dpdon.

Touching | Boxing | Feeling | Hearing |
Tasting | Pushing | Walking

Courtesy Charim Gallery Wien

I
-
- L— -
ONMTIKH XQPOY - AKOYXITIKH XQPOY /
SPACE-SEEING - SPACE-HEARING

In a series of witty, minimalist exer-
cises that are introduced by mid-titles,
VALIE EXPORT explores the relation-
ship between words and action.

HAUCHTEXT: LIEBESGEDICHT /
KEIMENO ANAZXA:NOIHMA
ATAIMNHX / BREATH TEXT:

LOVE POEM

1970-73,Video, 2~

Meppdppavg / Performance:VALIE
EXPORT

Mia urroBAnuikd amAn meppdppave,
otnv oroia nVALIE EXPORT &nuioupyef
€VTaon P TO va avarveéel Katavayka-
OTIKd.

A powerfully simple performance in
which VALIE EXPORT creates tension
by breathing compulsively.

RAUMSEHEN - RAUMHOREN /
ONTIKH XQPOY - AKOYXTIKH
XQPOY / SPACE-SEEING - SPACE-
HEARING

1973/4,Video, petaypaepr oe / transfer
on DVD:2003,6 19 "~

Meppodppavg / Performance:

VALIE EXPORT

Ddwroypagia / Cinematography:

Wink van Kempen, Henk Elenga,
Frederic Kappelhof

Xtnv apxn mapoucidlovtal ol O¢-
O€IG OTO XWPO KAl Ol X0l TTOU €XOUV
emAeyel kal TagivounBel yadf- totepa
ol ouvduaopof Toug oto xpdvo (TAa-
oTIKSTNTA ToU Xpovou = peAwdia) pe
apaotatikd Yewpetpikd tpdmo. Ta €8
Koppdtia xwpiCovtal amd hia aAAn-
Aouxia oToixelwv cUpWVa P TNV ei-
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ANTPAX & N'YNAIKA & ZQO /
MAN & WOMAN & ANIMAL

Bupia tou KaATtExvn, pia aivBeaon mou
Eexivdel amd tnv eikdva-0£on oto Xw-
po (ap.3) 1} and Tov rxo-NXnTikr} clv-
Beon (ap. 6). H eyypaer ritav tautod-
Xpova pia mapdotaocn), apou o Beatrig
€BAeme 0TI oTNV MpayPatikdTnTa n
EXPORT mapépeve otn idia B€on kai
otdon, v otnv 08dvn mAnoiale kai
anmopakpuvaTay, yivotav HIKpdtepn Kai
peyahUtepn, ryaive and de§id ota apl-
otepd KIA.

In the beginning, we see positions
in space and the sounds that have been
selected and classed together; then
comes their combinations in time (time
plasticity = melody) in a vividly geo-
metrical manner. The six pieces are di-
vided by a sequential classification of
the elements, according to the will of
the artist, a composition that begins
with the image-postion (No. 3) or the
sound-audial composition (No. 6).The
recording was simultaneously a per-
formance, because in reality the audi-
ence saw VALIE EXPORT standing per-
fectly still, while on screen she appeared
to come nearer and go further away,
to shrink or to grow, to go left and
to go right, etc.

MANN & FRAU & ANIMAL /
ANTPAX & N'YNAIKA & ZQO /
MAN & WOMAN & ANIMAL
1970-1973, |émm, petaypadpri oe /
transfer on DVD:2003, 12"
Ddwtoypagia / Cinematography: Didi
Mepgpdppavg / Performance:

VALIE EXPORT

Dwvrj / Voice: Hermann Hendrich

n

Courtesy Charim Gallery Wien

E®ANTOMENEX EEAPOPQXEIX /ADJUNCT
DISLOCATIONS

Avti yia tnv Ayia Tpi1ada ([atrip,
Yi6g, Ayio [Nvedpa), avti yvia thv eyko-
opia TpIdda (untépa, matpida, kpdtog)
avtl yia TV kovwvikr teidda (matépag,
pntépa, maidi), n taivia mpaypateletal
TNV mpaypatikr Teidda, (dvtpag, yuvai-
Kka, {wo). AUTO TTOU EVWVEI TOV AvTpd HE
TN yuvaika (Oxi amokAeIoTIKd, AAd ou-
ykahuppéva) eival n 1otopia g euong.

Instead of the Holy Trinity — the
Father, the Son and the Holy Spirit —
instead of the earthly trinity (mother,
family, nation), instead of the social trin-
ity (father, mother, child), the film ad-
dresses the true triad (man, woman,
animal).What connects man and woman
(not exclusively, but camouflaged) is
the story of nature.

AIEYPYMENOX KINHMATOIPA®OY /
EXPANDED CINEMA

ADJUNGIERTE DISLOKATION /
E®ANTOMENEX EZEAPOPQXEIYX /
ADJUNCT DISLOCATIONS
1973,16 mm, 2 Super 8 (tpimAr} MPoBoAr
oe DVD), 10 Mnxavég Super 8 / Super
8 Cameras: VALIE EXPORT

Mnxavrj / Camera 16 mm:

Hermann Hendrich

Meppoppavg / Performance:

VALIE EXPORT (ZuMoyr Generali
Foundation / Generali Foundation
Collection)

H kalMitéxvida otéketal oTo Xw-
00O, M€ pia KIvNUAtoypa®@Ikh pnxavr
Super 8 depévn oto otriBog kal pia
Seltepn otnv MAdTn. Otav okdfel Tpog
Ta EUMPAG, N PMPOCTIVE Unxavrj kata-
vpdpel To £€5a@OG, EVW N ToW Katd-
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KINHMATOIPA®OX BAAIZQ KAI AITIZQ /
TAP AND TOUCH CINEMA

ypdgel Tov oupavd, dtav otpifel Ao&d
Ol PNXAVEG Kataypdpouwy TiG avtiBeteg
TIAQYIEG QYEIG KOK. 2UyXPOVwG, SAA au-
Td Kataypdeovtal Pe pia pnxavi twv
[6mm. ‘Etol, o mepiBdMwy Xwpog eu-
@aviletal wg owWPa, WG MPOEKTACH TOU
oWUATOG, WG TTEPIBANOVTIKG owua.

The artist stands in space with one
8mm camera mounted on her back
and another on her chest. When she
bends forward, one camera films the
ground, the other the sky, when she
twists sideways, both cameras docu-
ment opposite side views, and so on.
At the same time, these events are
filmed with a 16mm camera. Thus, the
surrounding space resembles a body
in its own right, the extension of the
body, the environment.

TAPP UND TASTKINO /
KINHMATOIPA®OX BAAIZO
KAI AITIZQ /TAP AND TOUCH
CINEMA

1969, Video, 3*

Ntokoupévto tng mpwtng Kai
Seltepng CWPATIKIG Kal KOIVWVIKIAG
Spdong Sieupupévou Kivnpatoypd@ou
TAPP und TASTKINO = TAPP und
TASTFILM (1968) ané pwtoypaepieg,
Kkeipeva kai Bivieo oto Mévaxo, and
toug Helmut Dinko kai Peter Hajek /
Documentation of the first and second
body and social action of expanded
cinema TAPP und TASTKINO = TAPP
und TASTFILM (1968) through photo-
graphs, texts and a video from Munich
by Peter Hajek and Helmut Dimko.
Meppodppavg / Performance:

VALIE EXPORT

Courtesy Charim Gallery Wien

To TAPP und TASTKINO eivar ané
ta onuavtikdétepa €pya tng VALIE
EXPORT, pia Beapatikr @edivioTik
dpdon, péow NG ormoiag N KAANTEXVI-
&a diadnAwvel evdvtia otnv actikr 16¢-
oAoyia Tou KIVNHatoypa@ikoU pnxavi-
opou. Me éva am\é kouti Sepévo oto
ot0og tng, n EXPORT Byaiver otoug
Spdpoug eupwTaikwv MOAewv (Biéwwn,
Mévaxo, Apotepvtay, Aovdivo) kai
KTPOOKAAE( TOV KOOHO» Va EMOKEPTES
TOV KIVNHATOYPA®Po yia TEVTE AeTTd.
To owpa piag yuvaikag yivetal 084-
vn, Taivia, n orofa dev mpoBdAetal, al-
Ad SleupUvetal yia va mepIAdBel pia dh-
An aioBnon, tnv aen. Emkoivwvia pe
™V aer kai oxi pe tnv 6paon. Etol,
KOIVwVIOAOYIKE HOVTEAQ TToU eixav ermi-
BAnBel otig Taivieg katappéouy, véa
avadiovtal, OmwG N KOIVWVIKOTIOMon
NG oeCoualikdtntag. Téhog otnv 1610-
KTnofa Tou pWTIOHOU, KOIVWVIKOTIOIE-
ote Tn oegoualikdTnta.

Tap and Touch Cinema is one of VA-
LIE EXPORT's most important proj-
ects, a spectacular feminist action in
which she protested the burgeoise
ideology of the cinema establish-
ment.With a simple box tied to her
bare chest she went out into the streets
of several European cities (Vienna, Mu-
nich, Amsterdam, London) and “invit-
ed people” to visit the cinema for five
minutes. The body of a woman became
the screen, the film, which could not
be seen but was instead expanded to
include another aspect of perception,
the sense of touch. Tactile instead of
visual communication. Sociological mod-
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AINAH OOONH - XOAIWIEMOX / SPLIT
SCREEN - SOLIPSISM

els, as reinforced in movies, are thus
broken down, new ones such as the
socialisation of sexuality emerge. Stop
private ownership of eroticism, so-
cialise sexuality.

SPLITSCREEN - SOLIPSISMUS /
AINMAH OOONH - XOAIYIXMOX /
SPLIT SCREEN - SOLIPSISM
Aigupupévn taivia, eykatdotaon @iAp /
Expaned movie, film-installation 1968,
Kivnuatoypagikr pnxavri mpoBoArg
16mm, Aoummépa / [6mm film projector,
loop top, 3* Pwtoypaeia /
Cinematography: VALIE EXPORT
HOormo166 / Actor: Hubert Weniger
(XuMoyrj Generali Foundation /
Generali Foundation Collection)

2’ éva KOPPAT aAoupIvexapto Ote-
pewpévo otnv 08ovn kabpepticetal n
elkéva tng mpoPoic. Etor emtuyxdvo-
vial e YPeudaiobnong (o évag muypd-
x0g Yivetar 8o, évag dANOG Tuypaxel pe
TOV £aQUTO TOU eVAVTIA OTOV €QUTO TOU).

A strip of aluminum foil attached to
the screen mirrors the projected im-
age. This achieves an illusory effect (one
boxer becomes two, another spars with
himself).

MINTK-NMONIK / PING PONG
Aigupupévn tavia, eykatdotaon Bivieo /
Expanded movie, video-installation 1968,
N8mm, petaypaeprj oe / transfer to
DVD,2 30 Aoura / loop

«TnAeomukry Spdony katd tnv
opvupn @IApikr Spdon / “TV action”
after the film action of the same name
Tpaméd, pakéteg, pmmaAdkia mvyK-
movyK, tTnAgorrukr} 08dvn, Kové /

Courtesy Charim Gallery Wien

I Vi

MINFK-NMONFK / PING PONG

ping-pong table, rackets, balls, audience
Dwroypapia — Meppdppavg /
Cinematography — Performance:
VALIE EXPORT

Edv motevete 61 n cwpatikr kai n
TIVeUpatikr) doknon eival Slaokedaotikr,
16t 10 [ivyk-mévyk eival KatdMnAo via
oaq. [idote pmaAdki kal pakeTa Kai mpo-
omabriote va TETUXETE Ta onyeia mou
@afvovtal otnv 08dvn. Amailaypévn
and kdbe onuacioloyikd ixvog, dia-
@aivetal kabapd n oxéon petagu 0bo-
vng Kkai Beatr: epébiopa kar avianod-
kpion. H aiodntikd Twv cupPatikwy
Taiviwyv eivar Puxoloyia TnG CUPTIEPI-
@opdg, 0 TPOTIOG EMIKOIVWVIAG TNG Ye-
yovég tng avtiAnygng. To [Mivyk-mévyk
(pavepwvel tn oxéon e€ouoiag avdpe-
0a otov Tapaywyod (oknvobétn, 06o-
vnG) Kai Tov katavaiwtr (Beatr).

If you believe that physical and men-
tal exercise is fun, then Ping-pong is for
you. Get the ball and the racket and try
to hit the areas shown on the screen.
The relationship between screen and
viewer is clearly defined, free of se-
mantics: stimulation-response. The aes-
thetics of conventional movies is about
the psychology of behaviour; the man-
ner in which we communicate is an act
of perception. Ping-pong reveals the
power game between the producer
(director, screen) and the consumer
(viewer).
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O kivnuatoypdeog, érwg tov avuraufavépaote orpepa, dev eivar mapd o kabpéptng twv dMwv texvav. Aoimdy, mapaeivai ZEPMEN NTIAAK
omoubaioc yia va napaeivel anAai¢ évag kabpéptne, mpémnel va anereubepwBel ané tic aluoide¢ tou Kar va tou bobei n O ka eréC KIVI']}JGTOYpCIICPOC

aknbivrj tou mpoowmkdtnta. Germaine Dulac
GERMAINE DULAC
Pure Cinema

Cinema as we conceive it today, is nothing but a mirror of other arts. Well, it is too great a thing to remain only a mirror;
it must be freed from its chains and be given its true personality. Germaine Dulac

Exmpdowrog padi

pe tov Zav Enmotdiv

™G MPWIING YaANIKriG
KIVNpaToypa@Ikig
mpwtomopiag tou 1920,

n Zeppév NuAdk
(1882-1942), eivar amé

TG TIPWTEG YUVaiKeG TTIow
and tnv Kdyepa.
Apaoctiipia gepiviotpia,
epyddetal apxikd wg
Sdnuocioypdgog Kai
KpItikdg Bedtpou. To 1916
18pUel pia pikpr| etaipeia
mapaywyng pe tov ouduyd
g, and Tov ormoio
ouvtopa Ba xwpioel, yia
va goipaoctei and téte N
o TG pe T
ouvepydtuda tng Mapi-Av
MaABiA. Me évtovn tnv
emppor Tou cupPoiiopou
OTIG TIPWTEG TNG TAIVIEG
(1915-1918), n aywvia tng
NuAdk yia évav
«kabapo»
KIvhpatoypdgo,
amodeopeupévo amnod
eEWPIAUIKEG EMPPOEG,
Siamepvd to ouvolo tou
KIVNpatoypagikou g
€pyou ot pia mpoomdbeia
va cuvavtnBoulv ta
KIVnpatoypa@ikd £idn: ol
EUTTOPIKEG, AAAG Kal ol TTo
TTPWTOTTOPIAKES TNG
Taivieg — amnod tov
iumpeaioviopd (1919-1928)
oto ooupeahiopo (1927)
Kkal tnv agaipeon (1929)
Kal Té\og ta emikaipa Kai
TO EMOTNPOVIKO
vtokipavtép (1930-1936).
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®Pepiviotpia, coclalicTpia Kal IPMWTOTMOPOG KIVNUATOYPAPIoTPIa TNG
yaMikig mowtomopiag tou 1920 kai 1930, n Zeppév NuAdk enai&e kabopi-
oTIkO pOAo otV EEANIEN TOU KIVAHATOYPAPOU WG TEXVNG AMA Kal WG Kol-
VVIKAG TTeaktikAG. [Mépa amd ta Bewpntikd TG yeamtd (CUYKEVIPWHEVA
otnv ékdoon Germaine Dulac, Ecrits sur le Cinema, exd. Paris Experimental,
Paris 1994) kal Tov maBiaopévo tnG aywva yia Ty avayvwplion Tou Kivnuad-
Toypdpou, oknvoBetnoe meplocdtepeg amd 30 taivieg, elodyovtag Veeg Td-
OEIG, amd TOV IUMPETIOVIOUS Ewg TNV agaipeon. Emiong ypioe 10dpiBueg tal-
VIEG EMIKAPWV Kal VIOKINAVTER, EPMAOUTICOVTAG TO TOTTO Tou pn puBomacTikoy
KIvnuatoypdgou.

O1 MpwIpeS TaIvieg TNG ekppdlouy TG EMPPOEG Tou oupBoAiopoy Tou [9ou
alwva, InG wYPAPIKNG TWV TTPOPAPANAITWY, Twv Beatpikwy Epywv tou ey,
NG HoucikAg Tou NTepmof Kal Tou 20Tey, OTwG EMoNG KAl TwV Xopoypa-
@10V TG AdI PoUAep. 20vtopa, n NTuAdk Ba i1oxuploTel TWG o Kivnuato-
yPdpog, Baci{ouevog ota idia Tou Ta ekpPAcTIKd YEoa (avanapioTwvTag th
Cwry HE TIG YPAPKEG KAl TIG HOPYEG TNG, TNV Kivnon Kal To pubpo) umopel va
OTTTIKOTIOINOEI TIVEUPATIKEG KATAOTAOEIG Kal va diafifdoel —éow NG «ai-
0BNONG»— OUYKEKPIPEVEG IOEEG XEIPAPETNONG. 2€ KIA KOIVWVIA TOAUUATIOUEVN
and Tov MOAEPO KAl OTIYPATIoPEVN amd Tnv eviovn aviiBeon avdueoa oe
évav enfonuo ouvtnenukd NOiIkS Adyo Kal TG VEEG eAeuBepieg Twv «années
folles» (@opuBwdng Sekaetia tou '20), n NTAdk mioteue ot O Kivnpato-

Feminist, socialist, and pioneer filmmaker of the French avant-garde in
the 1920s and '30s, Germaine Dulac played a founding role in the evolution
of the cinema as both art and social practice. Beyond her theoretical writ-
ings (Germaine Dulac, Ecrits sur le Cinema, ed. Paris Experimental, Paris 1994)
and her passionate combat for the legitimization of the cinema, she direct-
ed more than 30 fiction films, many developing new tendencies, from Im-
pressionism to abstraction. She also made an equivalent number of news-
reels and documentaries, which greatly enriched the landscape of non-fiction
cinema.

Her earliest flms express the influences of 19th century symbolism, pre-Raphaelite
painting, Ibsen’s theatre, the music of Debussy and Chopin, as well as the dances
of Loie Fuller: Early on, Dulac forged the conviction that the cinema, by relying
on its own expressive means (life with its lines and forms, movement and rhythm),
could visualise spiritual states, and transmit — via “‘sensation” — certain notions of
emancipation.In a society traumatised by war,and marked by a striking contrast
between a conservative official moral discourse and the new liberties of “les an-

Germaine Dulac (1882-
1942), together with Jean
Epstein is one of the
leading representatives of
early French avant-garde
cinema of the 1920s and is
considered to be one of
the first women to stand
behind the camera.An
active feminist, she first
worked as a journalist and
theatre critic. In 1916 she
founded a small
production company with
her husband whom she
divorced shortly after,
before going on to share
the rest of her life with
her colleague Marie-Anne
Malleville.With symbolism
making its appearance as a
major influence from very
early on in her work as a
filmmaker (1915-1918),
Dulac’s struggle for “pure”
cinema, liberated from
influences that were
outside its world, runs
through her entire opus
in an effort to merge
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H NuAdk 6a ypdyel
avapibunta dpbpa yia v
mpaktkn kai tn Bswpia
Tou Kivnpatoypdgou, 8a
Swoel mabiaopéveg
SiaAégeig, Oa ekdwoel éva
KIVNpatoypagIkd
mepiodiko, Ba ouvidSpuloel
1w FaMikry Opoomiovia
Kivnuatoypagikwv
Aeoxav. MNoAumAeupn,
mapaywyikr, Teicpatapa
Kal ToAItikG evepyn,
OUYKATAAEYETAl OTOUG TTIO
akoUpacTouG UTIEPPAXOUG
TOU KIVNPAToypd@pou wg
avegapTNTNG HopQrig
TEXVNG.
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yPdpog, autd To olyxpovo epyaleio, Uropel va ekppdoel kaNitepa amod omol-
adimote dAN TExvN TNV KEoWTEPIKN {wr» Kal TNV KOIVWVIKY) TTPAyHaTIKOTn-
TA TOU «dvtpa NG VEAG eMOXrG», OTIWG EMIONG KAl TNG Kyuvaikag tng véag
emoxr|ey. [la o okomd autd XpnoIoTToincE TIPWTOTTOPIAKES OTPATNYIKES Kal
TEXVIKEG, AT AVAOTOXACTIKEG APNYNUATIKEG SOUES Kal TPATTOUG Tapouoia-
oNngG HEXPI APNPENHEVOUC OTTTIKOUG CUCXETIOHOUG KAl TEXVIKG EQE, TIOU TNG
EMETPEYAV VA EKPPATEI TIG TTPOOSEUTIKES TNG KOIVWVIKEG amOPelg péoa amd
éva moAumAoko diktuo onueiwv Tou Bacietal otov umaviyud. Etor avaka-
AUTTTOUpE, TOOO OTIG TIAEOV KEUTTOPIKEG» OTO KAl TIG TNO KMPWTOTTOPIAKES
TAIVIEG TNG, TNV OHOP®IE, TNV TTOAUTTAOKATNTA KAl TNV TOAUN TOU OUVOAIKOU
NG €pyou, AMAd Kal Tnv amdAaucn ekeivou Tou N 1d1a cuvéAafe kal ovopace
«kaBapd Kivnuatoypdeo.

Méxpl pdopata wotdoo, kal Tapd tnv tepdotia GUVEIoPOoPd NG OTOV Ki-
vnHatoypd®o, n yvoon pag mdvw oto ouvoAikd €pyo tng NTAdK meplopl-
Cétav o Aiyeg pévo tawvieg: otnv tavia tng lomavikr yioptrj (1919), Baciopé-
vn og Aipmpégto tou Aoui NuAdk, H xauoyeraotr) kupia Mmevté (1923), diaokeun

nées folles” (the Roaring Twenties), Dulac believed that the modern instrument
of cinema could express, better than any other art, the “inner life” and social
reality of the “New Man", as well as the “New Woman".To this end, she pio-
neered new strategies and techniques, ranging from reflexive narrative struc-
tures and performance styles to abstract visual associations and technical effects,
which allowed her to communicate her progressive social ideas through an elab-
orate signifying network based on suggestion. Thus, it is in her most “commer-
cial”, as well as her most “avant-garde” films, that we discover the beauty, com-
plexity and boldness of her oeuvre, and the delights of what she termed “Pure

Tou Beatpikol twv Avtpé Oumé kal Ntevi A\, kar To kKoxUAI kai o KAnpi-
ké¢ (1928), Baciopévn oe oevdpio Tou coupealiotr Avtovév Aptd — Tou
avtiotoixa Bewpolvtal N TPWTN INTPESIOVIOTIKY, GEUIVIOTIKY KAl COUPEAN-
OTIK Talvia Tou YaAikou kivnpatoypdgou. EmmAéoy, v ol ayyAdewvol Kai
YEPHAVOPWVOI EPEUVNTEG EBwaaV EUpAcn otn eepiviotik didotaon tou €p-
YOU TNG, N YAAAOITAAIK TACN ETIKEVIPWVETAI OTIC KAIVOTOUEG AIoBNTIKEG
TIAEUPEG TOU.

Me tnv dpodo Twv xpdvwy, Bpédnkav mepioodtepeg amd 25 taivieg g,
ol oTToleg OXI HOVO PETABAAOUV TIG UEXPI TTPOTIVOG ATTOWEIG OXETIKA HE TN
B€on tng NuAdk otnv 10Topia Tou Kivnuatoypd@ou Kai TNG TEXVNG, AAAG
kai dieuplvouv TNV avtiAnyr] Hag oxetikd pe To €pyo TG H ocuotnuatikr
npoomdBela anmokatdotaong Twv TAVIOV TN and didpopa Kivnuatoypd-
@ikd apxeia (TaAhikr TaivioBrkn, OAMavdikh TaivioBrikn) kar diavopeic
(Lightcone) pag emtpénel va emaveEeTdooupe KAl va EMAVEKTINACOUNE TO
OUVOAIKS NG €pyo. [Nepioodtepo amd to €va TPITo Tou €pyou TNG, TIEVTE
taivieg amd tnv mepiodo tou Ipmpeaioviopou (1919-1927) kar téooepig
amd tnv mepiodo g
apaipeong (1929) 6a
TapouciacTolV otnv
Abrjva yia va ¢ ava-
KaAOEeTE.

Tdpi louihiapg

Cinema". Until recently,
howeverand despite her
vast contributions to the
cinema, our knowledge
of her oeuvre has been
limited to a few films: notably La Féte espagnole (I919), based on a libretto by
Louis Dulac; La Souriante Madame Beudet (1923), adapted from a play by An-
dré Obey and Denys Amiel; and La Coquille et le Clergyman (1928) based on a
script by Antonin Artaud — respectively considered the first Impressionist, femi-
nist and surrealist films. Furthermore, while Anglophone and German-speaking
researchers have emphasised the feminist dimension of her work, the Franco-
ftalian tendency has been to focus on the innovative aesthetic aspects.

Over the course of the years, more than 25 of her flms have been found, which
not only modify commonly held ideas regarding this filmmaker's position in the
history of cinema and art, but which also expand our perception of this his-
tory.With the restoration of most of her films by sev-
eral partners, a re-evaluation of her work is now pos-
sible. More than one third of these works, including
five impressionist films (1919-1927) and four abstract
films (1929) will be presented here in Athens for your
discovery.

Tami Williams

different cinematic genres:
her commercial, as well as
her more avant-garde
films — from
impressionism (1919-1928),
to surrealism (1927) and
abstraction (1929), to
newsreels and scientific
documentaries. Dulac
wrote numerous articles
on both practical and
theoretical aspects of
filmmaking, gave
impassioned lectures,
edited a cinema journal
and co-founded the
French Federation of
Cine-Clubs.Versatile,
prolific, opinionated, and
politically engaged, Dulac
was among the most
tireless advocates of
filmmaking as an
independent art form.




H Tami Williams 8a ddoel
Si1aAegn pe titho «Kabapdg
Kivnpatoypdgog — Xopo-
Ypaepieg Tou PUlou oG tal-
vieg tng Zeppév NTAdk»
oto AugiBéatpo Apakorou-
Aou, kevtpikd ktipio tou Ma-
vemotnpiou ABnvay, 21/5, wpa
12:30

Tami Williams will give a lec-
ture under the title “Pure
Cinema — Choreographies
of Gender in the films of
Germaine Dulac” at the
Athens University, central
building, Drakopoulou Audi-
torium, 21/5,12:30
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H Tam M. louikhiapg eivar Emikoupog KaBnyrtpia
oto [Navemotruio tou Ouiokdvaolv oto MiAoudk Twv
HIA. ‘Exer empeAnBel mpoypdupata oxetikd de v
NtiAdk via to Mouoegio Opaoé oto [Napiol, to @eot-
BdA II Cinema Ritrovato kai tn NdaoiovaA [kdAepi
otnv Oudoivyktov. Exel emfong emueAnBei tnv €xdo-
on Germaine Dulac, au dela des impressions, ekd.
Association Francaise de Recherche sur I'Histoire du
Cinéma & Cineteca Bologna, 2006. Ta gpeuvnukd kai
ekmaldeutikd tng evdlagépovta mepiAayfdvouy Tov
BwPS KIVpAToypa®o, Tov TIAyKOOUIO YUVAIKEIO KIVN-
patoypawo, tig €Ovikég kivnuatoypaeieg (HIA,
Acia, Méon AvatoAr)), aA\d kal T ox€on Tou KIvn-
patoypdoou pe TG AAEG TEXVEG (POUTIKH, XOPAG,
Béatpo, Cwypawikr, Wneiakd Péoa).

Tami M. Williams is Assistant Professor in Film Studies at the University
of Wisconsin, Milwaukee (USA). She is currently working on a book length
manuscript on 1920s French avant-garde filmmaker Germaine Dulac. It ex-
amines the relationship between early 20th c. feminist writing and activism
and subversive narrative and aesthetic strategies in 1920s and '30s avant-
garde and commercial cinema. She curated film programmes on Dulac for
the Musée d'Orsay (Paris), Il Cinema Ritrovato (Bologna) and the National
Gallery (Washington DC), and recently edited the anthology “Germaine
Dulac: Au dela des impressions” (AFRHC/Cineteca Bologna). Her research
and teaching interests include Silent Cinema, Global VWWomen Filmmaking,
National Cinemas (USA, Europe, Asia, Middle East), and Film and the Oth-
er Arts (music, dance, theater, painting, digital media).

H IZMNANIKH FOPTH /
THE SPANISH FETE

LA FETE ESPAGNOLE /

H IZNANIKH rOPTH /

THE SPANISH FETE

1920, 35 mm, 8"

2evdpio / Screenplay: Louis Dulac
Ddwtoypaegia / Cinematography: Paul
Parguel HBormoloi / Cast: Eve Francis,
Gaston Modot, Jean Toulout,Anna Gray

Kata tov 16T0piké kivnuatoypdpou
Z4pC 2avtouA n taivia eiodyel o Ki-
VNHA TOU IUTTPECIOVIOHOU OTOV KIVN-
patoypa@o, yvwotd Kal wg «Mpwtn
YAAAIKY) KIVUATOYPA@IKA TPWTOTTO-
pia». To owldpevo autd KoAdC duo r
TPIWV OUVIOHWY ATTOOTIACHATWY El0d-
VeI €MioNG Kalvotopieg dnwg ta e&w-
TEPIKA OKNVIKA, TN VATOUPAAICTIKN
gpunveia, kar avtavakAd, dnwg mapa-
tneel kal o Zav Emotdw, tv kivnon kai
TO PUBUOS, XaPAKTNPIoTIKA-KAEISIA oTnV
KIvnatoypaikr| mpoogyyion tng Nt-
AdK. 2tnv mpwtdtumn taivia, ol dUo
AVIPEG TTPWTAYWVIOTEG HAXovTal HEXPI
Bavdtou yia v eAKUCTIKY 20Aeddd, n
orofa, aouykivntn amod Tov aywva Toug,
pelyel pe évav Tpito dvopa. Onwg kai
oto To taiydpo (1919), n tavia avtava-
KAQ to xdopa avdpeoa otnv avdpikn
Kal TN YUVAIKEQ EUTTEINIA TOU TTOAEOU.

The Spanish Fete was credited by
historian Georges Sadoul as the film
that launched France’s first cinemato-
graphic avant-garde, the Impressionist
movement. This surviving collage of two
or three short extracts also employs
outdoor settings, naturalistic acting, and,
as Jean Epstein noted, a reflection on
movement and rhythm, the key fea-
tures of Dulac’s approach to cinema.
In the original film, two male protag-

H OMOP®H KYPIA AIXQEX OIKTO /
THE BEAUTIFULWOMAN WITHOUT MERCY

onists fight to the death over attrac-
tive Soledad, who, unaffected by their
combat, leaves with a third male. Sim-
ilar to La Cigarette (1919), this film re-
flects the post-war crisis in masculini-
ty and the gap between men’s and
women's experience of the war.

LA BELLE DAME SANS MERCI /
H OMOP®H KYPIA AIXQX
OIKTO / THE BEAUTIFUL
WOMAN WITHOUT MERCY
1921, 35mm, 87 * Zevdpio / Screenplay:
Iréne Hillel-Erlanger

Pwtoypapia / Cinematography:
Jacques Oliver

H6oroloi / Cast:Yolande Hillé, Tania
Daleyme, Jean Toulout, Denise Lorys,
Jean Tarride, Pierre Mareg, Lucien Glen,
Louis Monfils

H taivia daveiletal tov titho tng
and 1o opwvupo Toinua tou Tov Kitg
TV apxwv tou |9ou aiwva, «La Belle
Dame sans merci» Kal TNV apXeTuTIKA
poper] NG «femme fatale» énwg ama-
Bavatiotnke amd Toug MPoPAPanAteg
(wypdeoug louotepxdoug kal NTiE|.
21NV 181aftepa autr MPOCWTTIKN Taivia,
n NtuAdk emavépxetal ota otepedTu-
Ta tng téxvng tou 19ou aiwva yia va
mpofdAer pia duvapikr kapikatolpa
™G npwidag tng, tng AdAa vie 2a-
VIOBAA, TV omoia otn cuvéxeia aro-
Sopel. 1" autdv to okomd, emoTpa-
Telel T oupPolioTikr) oknvoBeoia kal
TO OUVEIPHIKS povtdl,

The film takes its title from John
Keats’ early 19th century poem *“La Belle
Dame sans merci”, and the mystical

femme fatale archetype eternalised by
the Pre-Raphaelite painters Water-
house and Dicksee. In this highly per-
sonal film, Dulac revisits the stereo-
types of 19th-century art in order to
set up a powerful caricature of her
heroine, Lola de Sandoval, which she
then proceeds to deconstruct.To this
end, she employs symbolist mise-en-
scene and associative montage.

LA SOURIANTE MADAME
BEUDET / H XAMOIEAAXTH
KYPIA MIMENTE / THE SMILING
MADAME BEUDET

1923, 35mm, 38"

Yevdpio / Screenplay: André Obey
Ddwroypagia / Cinematography:

A. Merrin

H6omoioi / Cast: Germaine Dermoz,
Alexandre Arquilliére, Jean d’Yd,
Madeleine Guitty, Yvette Grisier, Raoul
Paoli, Thirard

H XapoyeAaotn kupia Mmevté O¢-
WPEE(Tal TO INTPECIOVICTIKS apicToup-
ynHa g NuAdk. Baoiopévn oto opw-
VUHO TipwtoTioplakd Beatpikd €pyo Tou
pouaIkO@IAoU Kal aBAntikoy Sokipio-
ypdpou Avtpé Opré, Sinyeital Ty «eow-
TepIkr {wr» PIag veaprg olyxpovng
yuvaikag, mou eAmiCel va amalayel and
TOV KAtameoTikd yduo tng. H OnAukr
NG patd kai n embupia tng va die-
peuvroel T olyxpovn (wr] ekppdalo-
vIal pe tn otdon, TV kivnon, to pub-
PO Kal Ta TIPWTOTIOPIAKE TEXVIKG EQE.
H NuAdk kdvel emfong avapopég otov
MrmovtAép kal Tov Ntepmol aAAd kal
otV MPoPAPAnAITIK (wyYPApIKr, TPO-
OKAAWVTAG HAG VA OUYKPIVOURE TNV K-
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H XAMOIEAAXTH KYPIA MMNENTE /
THE SMILING MADAME BEUDET

(PPACTIKN IKAVATNTA TOU VEOU HETOU
HE EKEVN TWV AWV TEXVV.

The Smiling Madame Beudet is con-
sidered Dulac’s “Impressionist” master-
piece. Based on an avant-garde play of
the same title by music aficionado and
sports essayist André Obey, this film
presents the “inner life"” of a young mod-
ern woman hoping to escape an op-
pressive marriage. Her feminine point
of view and her desire to explore mod-
ern life are communicated through ges-
ture, movement, rhythm, and innovative
technical effects. Dulac also employs ref-
erences to Baudelaire, Debussy, and Pre-
Raphaelite painting, which invite us to
compare the expressive capacity of this
new medium to that of the other arts.

AME D’ARTISTE / H WYXH

TOY KAAAITEXNH / THE SOUL
OF AN ARTIST

1925, 35mm, 100

Yevdpio / Screenplay: Germaine Dulac,
Alexander Volkoff

Ddwroypadgpia / Cinematography: Jules
Kruger; Nicolas Toporkov

H6omoioi / Cast: lvan Pétrovich,
Nicolas Koline, Mabel Poulton, Yvette
Andréyor, Henry Houry, Jeanne
Bérangere, Félix Barré, Gina Manés,
Charles Vanel, Lou Davy.

Itnv mpspi€pa TG Taiviag H yuxn
ToU KaAITéxvn, éva kelevo oto mPo-
ypappa pe titho «Eiote @ihol Tou ki-
vnuatoypdpou;» KaAoUoe toug Beatéq
va avof&ouv to mvelja Toug Kai va uro-
otnpiouv évav kabapd kivnuatoypd-
@O, arodeopeupévo and TG AANeG Té-
XVEG, 2TV 81a TV Tavia n NuAdk ermxelpef
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va eunAégel evepyd tov Beatr| oe autr
TNV orrtkr. Autr] n kwpwdia Tapackn-
viwy, Baciopévn oe pia Beatpikr drepa
Tou Téhoug tou |90ou aikva tou davou
rointr| Kpfotiav MéAumek, pwtiCel Tnv
181aItePATNTA TOU KIVNUATOYPApIKoU JE-
ooU o€ oxéon Ke To B€atpo PEow TG
TIPWTOTIOPIAKTG XPrONG TWV EMKAPWY,
TWV TEXVIKOV €QE KAl TNG KEIKOVAG [é-
0a OTNV EIKOVA».

At the premiere of The Soul of an
Artist, a text included in the programme
entitled “Are you friends of the cine-
ma?” asked spectators to open their
spirits to a pure cinema, free from the
other arts. In the film, Dulac further
interpolates the spectator in this regard.
This backstage comedy, based on a late
[9th-century play by Danish poet Chris-
tian Molbech, highlights the specificity
of the cinematic medium in relation to
theatre through its innovative use of
newsreels, technical effects, and mise-
en-abime.

LINVITATION AU VOYAGE /
MNMPOXKAHXIH XE TAZIAl/
INVITATION TO A VOYAGE
1927, 35mm, 39 °

>evdpio / Screenplay: Germaine Dulac
dwtoypagpia / Cinematography:
Paul Guichard, Lucien Bellavoine
Hbomoioi / Cast: Emma Gynt,
Raymond Dubreuil, Robert Mirfeuil,
Paul Lorbert, Tania Daleyme, Djemil
Anik, Lucien Bataille

H tawvia, pia «pelwdia EIKOVRV» Ka-
Td v NuAdk, ouviébnKe wg amdvinon
OTOV KIVNHATOYPd@PO TNG EMOXNG, EVIO-

MPOXKAHIH XE TAZIAI/
INVITATION TO A VOYAGE

va ennpeacpévoy amnod tn Aoyotexvia
kai to Bedrpo. Me Titho mappévov amnod
éva oupPoAioTikd moinua tou MroviAép
Kkal pia peAwdia tou Ntmdpk, amoteel
QVTMPOOWITEVTIKG Oefya Tou Aeydpe-
VOU «KIVNATOYPA(OU TOU UTAIvIyHoUs,
kaBwg emxelpel va cUMAPeI kal thy Ta-
PApIKEr XeoId Twv ouvaicBnudtwy mou
avantiooovtal avdpeoa o €vav vea-
pd aflwpatikd Kal pia TTavVIPEPEVN YU-
vaika. H kivnon, o pubudg kai ta ena-
valapBavopeva KukAikd potifa tng
Taviag mpoetolpddouy to €6agog yia
TIG AeyOpEVEG «KaBAPECy TaIvieg mou
Ba emakohoubrioouy, driwg n tavia A
okog 957 (1929).

Dulac referred to Invitation to a Voy-
age as a ‘melody of images” composed
in response to cinema of the time, which
was profoundly influenced by literature
and theatre. Named after a symbolist
poem by Baudelaire and a melody by
Duparg, it is one of the best examples
of the director’s “cinema of suggestion”,
as it seeks to capture the slightest nu-
ances of the evolving sentiments be-
tween a young officer and a married
woman. The film’'s movement, rhythm,
and recurring cyclical motifs can also be
seen as laying the groundwork for her
‘pure’ films, such as Disque 957 (1929).

LA COQUILLE ET LE
CLERGYMAN / TO KOXYAI KAI
O KAHPIKOX / THE SEASHELL
AND THE CLERGYMAN*

1928, 35mm, 40

2evdpio / Screenplay: Antonin Artaud
Ddwrtoypadgia / Cinematography:

Paul Guichard

TO KOXYAI KAI O KAHPIKOX /
THE SEASHELL AND THE CLERGYMAN

Hbéomoloi / Cast: Alexander Allin, Genica
Athanasiou, Lucien Bataille
Mapaywyrj / Production: Germaine Dulac

* Yuvo8euel oto mdvo og Sikrj Tou
pouoikr ouvBeon o Mnvdg .
AAe€1ddng / With live music composed
and performed by Minas I. Alexiadis

Katda tn 8idpkeia tng mpwing on-
péaoiag mpofoAng tng, otig 9 de-
Bpouapiou tou 1928, n tavia To
KOXUAI Kal o KANpIKSG, Baciopévn oe
oevdpIo TOU COUPEAAIOTH TIoINTH
Avtovév ApTd, €yive avtikeluevo aix-
pneEAG Kar {wneRG MOAEUIKAG TTOU Yia
oAU kaipd xpnoipomoindnke yia va
duopnuioer Tnv NTAdk. Av Kkai opl-
opévol Bewpnoav ot mpodidel To
Kelevo tou Aptd, N Taivia pmopel va
EavadiaBaotel oto MAaioio Twv anod-
Pewv NG NTIAGK yia Tov Kivhuato-
vpdpo wg dokipio yia to pubud.
[Mpdypat mepiypdpoviag tnv taivia
vypdpel KOAn pou n mpoomdBeia
Atav va Yd&w yia ta appovikd on-
pefa otn 6pdon oto oevdpio Tou
Aptd Kal va 1ta ouvdEéow e KaAd
umoAoylopévoug pubpoua. [..] Ymdp-
xouv Suo €idn pubuol: o pubudS NG
€IKOVAG Kal 0 PUBUOG TWV EIKOVWY.
AnAadr, kdBe xeipovopia TpEmel va
éxel Sidpkela avdhoyn pe TNV appovi-
k| a&fa tng €xkppacric tnNg Kai n
onofa g&aptdtal and to pubud mou
mponyeftal rj akohouBel: pubudg otnv
eikéva. Katémy, o pubudg twv eiko-
vwV: éva aképvto and Sidpopeg ap-
povieg. Mmopw va mw ot kapid
eikdva otnv taivia dev yevvribnke
katd twxn [..], 1@ €@é eixav yia péva
HIKpSTEPN onuacia arm &,u To TEWTO,

0 PUBUSG Kal N OTTTKY EVOPXOTPW-
on, TnG oroiag amoteAovcav éva
pOVO CUCTATIKOY.

During its first public projection on
February 9, 1928, this film, which is
based on a script by surrealist poet
Antonin Artaud, became the object
of a sharp and lively polemic that has
long been used to discredit Dulac.
While the film was considered to be
a betrayal of Artaud's text, it can also
be reread in the context of Dulac’s
conception of cinema as an essay on
rhythm. Indeed, in describing the film,
she writes, “my entire effort has
been to search for the harmonic
points in the action of Antonin
Artaud’s script, and to link them
through well-thought-out composed
rhythms. [...] Two sorts of rhythm
exist: the rhythm of the image and
the rhythm of images. That is, a ges-
ture should have a length which cor-
responds to the harmonic value of
its expression and which is depend-
ent on the rhythm that precedes or
follows it: rhythm in the image. Then,
rhythm of images: a chord of several
harmonies. | can say that not one
was delivered by chance [...] the ef-
fects had less importance for me
than the tempo, rhythm, and visual
orchestration, of which they were
only one component'.

DISQUE 957 / AIXKOX 957 /
DISC 957

1929, 35mm, 6~

Yevdpio / Screenplay: Germaine Dulac

(Baciopévo ota lMNperoudia ap. 5 & 6
tou Xomév / based on Preludes n.5 & 6
by Frédéric Chopin)

O1 TpEeIg «aPnENUEVES» TAIVIEG TTOU
yUpioe n NuAdk to 1929, o Afokog
957, n Kivnuatoypagikr amoudn mdvw
0€ pia dpauméok Kal ta Oéuata Kai
mapalayég, ftav kapmog piag pa-
Kpdg mepiddou oTtoxacpoy TG dnui-
oupyoy, mou avalntoloe €vav
«kaBapd» 1 «aképaio» Kivnuato-
ypdpo mou Ba kataktoloe TnV ou-
ofa tou véou péoou kal dev Ba
XPWOTOUOE TIMOTE OTIG AAAEG TEXVEG.
Kar o1 tpeig eival oxediaopéveg yia
va maiovtal BouPéc. H mpwtn, o A
oKkog 957, éxel TNV évvola NG «OorTtl-
KAG evtunwong [..] oto dkouopd twv
[Nperodbiwv ap. 5 kal 6 tou 2omévy.
O TitAog NG Kal To maixvidl ye To
QWG TAvw OToV TIEPIOTPEPSHEVO Oi-
OKO, OTNV €vVAPKIAPIa OKNvr, OxI
pévo avayy€AAouv To KUupidpXo Ku-
KAIKG potiBo Tng taiviag, aA\d @ép-
VOUV OTO VOU pia amd TIG KUPIEG
TNYEG €umveuong TnG dnuioupyoy,
Toug eAikoeldeig xopolg tng Adi
Doulep.

Dulac’s three 1929 “abstract” fims,
Disque 957, Arabesques, and Themes
and Variations, were the results of a
long period of reflection by the film-
maker, who sought to create a
“pure” or “integral” cinema that
would capture the essence of the
new medium and owe nothing to
the other arts. Each of these three
studies was designed to be played
silent. The first one, Disque 957, is
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conceived of as a ‘visual impression
[...] in listening to Frédéric Chopin’s
Preludes n. 5 and 6". Its title and its
opening shot of lightplay on a spin-
ning record not only announce the
film's dominant cyclical motif, but
also evoke one of the filmmaker's
major sources of inspiration in Loie
Fuller's serpentine dances.

ETUDE CINEGRAPHIQUE SUR
UNE ARABESQUE /
KINHMATOIPA®IKH XNMOYAH
XE MIA APAMIMEZK /
ARABESQUES

1929, 35mm, 9~

>evdpio / Screenplay: Germaine Dulac
(Baciopévo o SUo apapméok

tou K\ovt Ntepmioi / based on two
arabesques by Claude Debussy)

H popen tng apapmnéok (otn pou-
OIKr), TO VIEKOP Kal T Xopoypadeia), ei-
var kupiapxn otnv taivia, éva «kivnua-
ToYPAQIKS PMAAéTo» katd tnv NTAAK.
[Napdho mou ta potifa tou vepou Kai
ToU QWTOG mapamnépmouy oto Aloko
957, n omtikr] dopr) TnG taiviag amo-
teAeftal kKupiwg amd maparayég mévw
OTNV dPAUMEoK: TOEA PWTAC, Of(POUVEG,
iotof apdxvng, Sévipa mou avBidouy,
AouloUdia kal UAAOPATA, TO Xapoye-
Ao pIag yuvaikag, Xépia mou TeVIWvo-
vtal, éva xépl mou divel pubud oe pia
kouviotr moAuBpdva. Xpnaoigormoiw-
VIag ta QuUoIkd otoixefa (Qwg, ka-
OpEpteg, vepd Kal agpag) Kal TG puw-
TOYPAPIKEG TEXVIKEG (TOMAMAEG ekOETEIG
Kal gakoug), Tapapop@wvel ta did-
(POopPa OTOIXEIa evioxUovTag To Tepi-
YPAUHd TOUG.
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KINHMATOIPA®IKH XMOYAH
XIE MIA APAMIMEXK / ARABESQUES

In Arabesques, which Dulac con-
ceived of as a “cinegraphic ballet”, it is
the form of the arabesque (found in
music, decor, and choreography) that
dominates. While the motifs of wa-
ter and light recall Disque 957, the film'’s
visual structure is principally composed
of variations on the arabesque: arcs of
light, water spouts, spider webs, bur-
geoning trees, flowers and foliage, a
woman'’s smile, arms stretching, an arm
giving rhythm to a rocking chair. It us-
es natural elements (light, mirrors, wa-
ter; and wind) and photographic tech-
niques (multiple exposures and lenses)
to distort the various elements, or
to intensify their design.

THEMES ET VARIATIONS /
OEMATA KAI MAPAAAATEXL /
THEMES AND VARIATIONS

1929, 35mm, 12~

Yevdpio / Screenplay: Germaine Dulac

Xnv taivia Oduata kar mapaMayé,
To PotiBo NG apauméok emavépxe-
Tal P€ow Tou BEUaTog TOU XOPEUTH.
O onpeidoeig tng NtuAdk amokahd-
mTouv 0TI Opyavwvel Tnv taivia pe
Bdon tnv kAacikr pouacikh dopn
TOU OTIXOU KAl TOU PEPPEV 1, OTTWG
ypdopel, «Bépa... mapaliayEg...
emavaAnyn tou Bépatogy. Xpnoiyo-
molel To x0pd WG Kevipikd d€ova
Kal TPayuatomolel pia ogipd CUyKpI-
ogIG Kkal avtiB€oelg, 1] mapalAayeg,
avdpeoa otov Xopeutr| (WG ypauun
Kar gop@r)), TN @Ucn Kai Tt Pnxavr.
O xopeutrig, mou ouvoudlel kivnon
Kal pUBPS oe pia TPAypatikh Hop-

on (oe avtiBeon pe tg «Cwypapi-
KEG» taivieg twv Bikivyk EykeAivyk
kar Xavg Pixtep), amoteel tnv emi-
tou twv avuAjyewy tng NTAdK
yia tov kaBapd kivnuatoypdgo.

In Themes and Variations, the
arabesque reappears via the theme of
the dancer. Dulac’s notes reveal that
she organised the film based on the
classical musical structure of verse and
refrain, or as she states “theme... vari-
ations... reprise of a theme”. Dulac
takes dance as her central theme, and
effectuates a series of comparisons and
contrasts, or variations, between the
dancer (as line and form), nature, and
the machine. The dancer, who com-
bines movement and rhythm in a re-
al-life form (unlike the painterly films
of Viking Eggeling and Hans Richter),
epitomises Dulac’s conception of pure
cinema.

LA FEMME DE UAUTRE COTE DE
LA CAMERA: LEON DANOU,
SOUVENIRS D’UN TEMOIN /

H N'YNAIKA ETHN AAAH
MAEYPA THE KAMEPAX:

AEON NTANOY ANAMNHEEIX
ENOX MAPTYPA / THE WOMAN
ON THE OTHER SIDE OF THE
CAMERA : GERMAINE DULAC,
REMEMBERED BY LEON DANOU
laM\ia / France 2005, Beta, [0 *
2knvoBeoia / Direction: Tami Williams

O Agdv Ntavou, fonbdg tng Zeppév
NuAdk, Bupdrtal Tig oulnTtrioeg Tou e
NV TIPWTOMéPO  KIVNUatoypagictpla
(1932-1939).

OEMATA KAI NMAPAAAATEL /
THEMES AND VARIATIONS

Germaine Dulac’s assistant, Léon
Danou, recalls his conversations with
the pioneering director (1932-1939).

TUMULTE AUX URSULINES /
TO IKANAAAO TON
OYPIOYAINQN / THE
URSULINES’ SCANDAL
laM\ia / France 2007, 15 °

Keipevo / Script: Alain Virmaux
2uvévteudn / Interview:

Prosper Hillairet

>knvoBeoia / Direction:
Alexandre Deschamps, Nicolas Droin,
Laurent Navarri

To 1928 n Zeppév Nukdk Oa yupi-
oel tnv Tavia To KoxUAl kai 0 KAnpIKAG
Baociopévn oe oevdpio Tou CoUPEAN-
oty mointr) Avtovév Aptd. Qotdoo n
ouvepyaoia toug kataArjyel oe Siapd-
xn, n omnoia Ba kopupwOel otnv mpe-
pIgpa tng Taviag, otig 9 PePpoudpiou
tou 1929, oto Ztolvtio twv OupoouNi-
vov. H Bpadid autr kal to okdvoaro
Tou mpokArBnke Ba xapaxtolv aveg-
TNAQ OTnV I0ToPIa TOoU KIVhuatoypd-
pou. [upiopévo otnv idia aiBouoa pe
TNV TIEWIEPA, TO VIOKIUAVTEP auTd apn-
veital tnv eniBeon Kkai to yiouxdiopa
oG v NTAdK pe Tpwtoug toug Avto-
vev Apto, Avtpé Mmpetdv kai Aoul Apa-
ykov. O ANév Bippd, yvwotng tou cou-
peaNioTiKoU KIVAPATOG Kal 181aftepa tou
Apto, e€lotopel Ta mepioTatikg mpiv
and v mpepiépa kai ekbéter Tig dia-
POPETIKEG eKOOXEG yia TN Bpadid exei-
vn. To vtokipavtép amotiel enfong @o-
00 TPAG oto 2ToUvTio TwV OUPCOUAVKY,
afBouoa-otabud tng Kivnuatoypa@i-
kg mpwtomnopiag tou 1920.

O AMNév Bipud eivar ouyypapéag Bi-
BAlou oxeTikd pe tnv taivia To KoxUuAl
Kal 0 KANPIKGG KAl TIG OXECEIG Tou ApTd
kai tG NuAdk (exd. Paris Expérimental).
O lMpootiép INepé  eivar kabnyntrig Kai
1010pIKdG. O AeEdvtp Nteody, Ao-
pdv NaBapf kar NikoAd Ntpoudv ei-
var KIVNPatoypagIoTeg.

In 1928, Germaine Dulac shot the
film The Seashell and the Clergyman
which was based on the script of the
surrealist poet Antonin Artaud. How-
ever, their co-operation ended in dis-
pute which in fact culminated during
the premiere of the film on February
9,1929 in Ursulines Studio. That night,
as well as the scandal it caused, was
indelibly printed on film history. Shot
in the same cinema as that of the pre-
miere, this documentary gives an ac-
count of the attack and booing against
Dulac, primarily provoked by Antonin
Artaud,André Breton and Louis Aragon.
Alain Virmaux, a connoisseur in sur-
realism and particularly Artaud's, re-
counts the period prior to the pre-
miere and expounds the different
versions of that night.Also, the docu-
mentary pays tribute to the Ursulines
Studio, a landmark cinema of 1920s
avant-garde film.

Alain Virmaux has published (ed. Paris
Expérimental) a book on the film The
Seashell and the Clergyman and the re-
lationship between Artaud and Dulac.
Prosper Hillairet is a professor and his-
torian.Alexandre Deschamps, Laurent
Navarri and Nicolas Droin are film-
makers.
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levvnpuévn to 1937 oto
Bepohivo n Xéhke Zdvtep,
TIPWTOTIOPOG Kal
TPWTIAYWVIioTPIa ToU
PEMIVIOTIKOU KIVAPATOG,
£Bale ) oppayida tng
otV emoxij NG aAAd kai
oTov Kivnpatoypdgo. To
moAuBpafeupévo €pyo tng
EMKEVIPWVETAI OTIG
avugdoelg petagu
moATtIKIjG ouveidnong Kkai
TipoowTkrG Spdong.
Ddoitnoe ot 2xoAj
Apapatkrig Téxvng tng
‘Ivta ‘Epe oto Apfoupyou
(1957-1958). To 1959
TIAVTPEUTNKE TOV PIVAaVES
ouyypagéa Mdpkou Adteha
KAl aTTEKTNOE TOV YIO TG
2iABo. Ztn PivAavdia
oknvobétnoe oto Béatpo
Kal v tnAedpaon). Ané to
1966 £wg to 1969 omoudaoe
ot leppavikr) Akadnpia
Kivnpatoypdepou kai
TnAedpaong tou Bepohivou.
To 1968 iSpuoe padi pe
AMeg yuvaikeg To
«ZupBouio yia v
aneleuBépwon twv
YUVaIKGVy». AYwVioTnke yia
v Katdpynon tou dpbpou
218 (amaydpeuon twv
EKTPWOEWV). ZUVeAjpOn
pdMNiota amd v actuvopia
yiati Kivnpatoypdenoe pia
SiadnAwon umép tng
Katdpynong autou tou
dpBpou ev®d KataoxEdnke
Kal TO KIVNuaToypa@Ikd
UAIKG. Trv umepdorion tng
Zavtep avélaBav o1 ‘Oto
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XEAKE ZANTEP

Me 1a média otn yn, HE TO KEPAAN ota olvwvepa

HELKE SANDER

Feet on the Earth, Head in the Clouds

Xnv teleutaia oknvA NG taiviag [ooowmKkdtnta peiwuévn amoé kdabe droyn
— Redupers n uwvr] tng Xeke Zdvtep ouvoyicer «[looa dev avuiapfavopacte,
KI ag efyacte PEPTUPEG NG eMoxnG Hag. Etol mpoxwpolv ta mpdyuata, Aiyo Af-
Yo, og 8d0eiG. Me ta média ot yn Kal To KEPAN 0Ta CUWEPT».

H tawvia dev eivar autoBioypaikr, eival dpwg aubevtikr. Tpeig pépeg and tn {wr)
HIAG pWTOYPAPOU TIoU PEYAAWVEl Jovn tng to maidi tng. Mia (wry Katatepaxi-
OMEVN avdpeoa O UMTOXPEWTEIG, TIPOOWTTIKEG KAl EMAYYEAATIKEG. H XeéAke Zd-
VIEP YWWPICE KaAd Tnv katdotaon Tou Tepieypage. Otav to 1965 o yduog tng
He Tov @ivAavoo ouyypagpéa Mdpkou Adteha Aibnke, eykatéAenpe tn Piviavdia,
omou oknvoBetoloe oto BEaTpo Kal oTnv ThAEOPACH KAl EMECTPEYE HE TovV €G-
XPOoVo yio TG 2iNBo otn leppavia, dmou BEAnce va kdvel pia kaivoupyia apxr.
AUTH N MPWTN PeydAou prikoug tavia tng XeAke ZAviep epmepléxel Adn oAa
Ta OTOIXElQ TTOU Xapaktnpifouv To €pyo TNG. Tn poutiva tng Kabnuepivotntag
Kkal Tov TTOATIKS ASyo, TV e amoAuTn akpiBeia KaTovoUaopevn MPaypatikoT-
Td KAl TV OUTOTTIA TNG KN aMOTPIwPEVNG gpyaciac. [lapdAo mou diatumiver pid
0aPWG PEUIVIOTIKY) dron, To €pyo TG Xéhke Zdavtep dev umopel va eviaxBel
aBaodviota oty «Katnyopia tou yuvaikeiou @IA. O APEUEG OKNVEG, O UAKPEG
avayvwpIoTIKEG Sladpopeég ato Redupers amokaAUmtouy Ty MoINTKOTNTd TG
HeAayxoAiag Kal Ta onpeia Twv kaipwv. Kal evey autd to otoixeio Bupicel tig mpw-
TeG Tavieg tou Bip Bévtepg, To povtdad tng taviag kar o oxoANiaopog oe voice
over ouyyevelel de v aioBnuikr| evog AeEdviep KAolyke.

In the final scene of the film The All-Around Reduced Personality — Redupers,
Helke Sander herself summarises:“How many things we fail to perceive al-
though we are witness to our own times. Things do advance in this way, lit-
tle by little, in doses.With feet on the earth and head in the clouds”.The film
is not autobiographical, but it is authentic. It shows us three days in the life
of a photographer who raises her child on her own. A life fragmented be-
tween responsibilities, both personal and professional. Helke Sander was
all too familiar with the situation she describes. In 1965, when her marriage
to Finn writer Markku Lahtela came to an end, she abandoned Finland, where
she was theatre and television director, and returned with her six-year-old
son, Silvo, to Germany, where she tried to make a fresh start.This, her first
long feature film, includes all the elements that later came to define her work:
Daily routine and political discourse, a reality described to precision and the
utopia of non-alienated work. Although her viewpoint is overtly feminist,
Helke Sander's work cannot be facilely placed “in the category of female
film"”. The peaceful scenes, the long exploratory journeys in Redupers reveal
her melancholic poetry as well as the signs of the times.And although this

Born in 1937 in Berlin
Helke Sander, pioneer
and protagonist of the
feminist movement, left
her mark on her era as
well as on cinema with
her work. Her prize-
winning oeuvre focuses
on the contradictions
between political
conscience and personal
action.She studied at the
Ida Ehre School of
Dramatic Arts in
Hamburg (1957-1958). In
1959 she married the
Finnish writer Markku
Lahtela and had a son,
Silvo. In Finland she
worked both as a theatre
and television director.
From 1966 to 1969 she
studied at the German
Academy of Film &
Television in Berlin.In 1968
she and a group of other
women founded the
Action Committee on the
Liberation of Women. She
fought for the abolition of
paragraph 2I8 (prohibiting
abortion). In fact, she was
arrested for filming a
protest rally in favour of
the abolition of this
paragraph and had her
material confiscated.
Acting in her defence
were Otto Schilly and
Alexander Kluge, and her
case reached as far as
German parliament.In
1973 Sander and her
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2iNi kar ANeEdvtep
KAouyke, n uméBeon
€ptaoe UExpl Kai To
YEPHAVIKS KoIvoBoUNio.
To 1973 iSpuoe pe ™
oknvoBétuda KAdouvta
@ov Alepav to A” AigBvég
DeotufdA yia Tarvieg
luvaikwv oto Bepohivo kai
10 1974 1o mepIodikd
Frauen und Film, tou
omoiou utrp&e ekddtpia
Kal cuvTdKTpIa PEXPI TO
1982. To 1985 eixAéxOnie
péhog g Axkadnpiag Twv
Texvwv tou Bepolivou,
armé 4rou anoxwpnoe To
1989. Tnyv id1a xpovid
iSpuoe padi pe aAoug to
Ivotitouto
Kivnuatoypdpou —
TnAedpaong g Bpépng,
Tou omoiou utrp&e Kal
ouvdieuBuvtpia péxpl To
1993. H Xéhke Zdvtep
Sietéleoe emiong
kabnyrtpia otnv Avitatn
>xoMn Eikactikdv Texvav
tou Apfoupyou, eve
avémtu&e Kal onuavikni
ouyyPaQIKN
Spactnpiotnta.

‘Epya tng, peta&u dAwvy,
O1 10T0piEg TWV TPIVV KUPIDV
K., Q,Aoton (vouBéha),
EAeuBepwrés kar
ExeuBepwpévor. lMéAepog.
Biaapoi. Maidid (to PipAio
NG OHWVUUNG Talviag,
ypappévo amd koivou

HE TNV 1I0TOPIKS
Mndppmapa lop).
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To pBvémwpo tou 1966 dpxioe va Asrtoupyel n leppavikr) Akadnuia Kivnpa-
Toypdgou kal TnAedpaong tou Bepoiivou (DFFB). Ané tig 850 artrioeig ei-
xav emAeyel 32 &vopeg kal TPelg yuvaikeg. H Xéhke Zdvtep ritav pia amd tig
tpeic. O dieubuvtrig EpPiv AdiCep eixe TIc au@IBoAieg Tou: tn pwnoe av eival
o€ Béon va avtamokpiBel — wg yuvaika Kal Pntépa mou avatpEéel yévn to
maidi tng. .. «Ipdyuat Arav eEavtAnuikd, Bupdtal n Zdaviep. «Na douleleig
—ékava téte Petappdoelg and ta @ivAavoikd—, va omouddleig kal va peya-
AQVEIG éva TTaIdf* EMPeTTe avaykaoTtikd va opyavavelg Tidpd oAU KaAd TV Kd-
B¢ pépa oou»

H DFFB urrip&e oxupd tou kivrjuatog tou '68. O1 omoudaoTég EBAemav tov
KIVNHAToypd®o wG HECO dIapWTIoNG, WG HECO A@UTIVIONG TTOANITIKWOV CUVEI-
Srioewv. 2NV Tpwtn douAeld TG ZAviep, Ty Taivia pikpou prikoug Subjectitude,
umrelBuvog yia tov fixo ftav o XoAykep Mdivg, To mpwto pérog tng RAF ou
néBave to 1974 and amepyia meivag katd tnv TPOPUAAKICT| TOU.

H Xélke Zdvtep dev mapacipOnke moteé amd Tov eMavactatikd pouavi-
opd NG eEwkoVoBoUAeUTIKAG avtmoAiteuong, mou avBouoe exkeivn Tnv emo-
Xn, Kal kKpdtnoe dlagopotoinuévn otdon amévavl otg MPAKTIKEG TG 00-
OIANIOTIKAG QOITNTIKAG Evwaong, av Kai €Bpioke MOMd cwotd ota emxelprjudtd
™G «2e mieav kavovikd: Av dev gioarl padf pag, téte sioal evavtiov yag. Ki au-
16 Atav kdt Tou yvwpida kaAd kai dev to ABeha mma.

H kevtpikd diamfotwon otn deltepn peydhou prjkoug taiviag g, O urokel-

particular characteristic may remind us of Wim Wenders' early film, the mon-
tage of Sander’s film and the voice-over commentary relates to Alexander
Kluge's aesthetics.The German Academy of Cinema and Television of
Berlin (DFFB) was founded in the autumn of [966.Thirty-two men and three
women were selected from
850 applicants. Helke Sander
was one of the three women.
The co-ordinator, Erwin Leiser,
had his doubts: he asked her if
she could handle the workload,
being a single mother... “It was
certainly exhausting”, Sander
remembers.“To work — | was
translating into Finnish — to
study and to raise a child.You
had to organise your time ef-
ficiently".

The DFFB was a fortress for
the 1968 students’ movement.
Students perceived cinema as
a means of enlightenment, as
a means of awakening politi-
cal awareness. In her first work,
a short entitled Subjectitude,

UEVIKGG Tapdyovtag, eivar: «YTdpxouv MoAAd oto AAnBEG TTou Sev eival aAr-
Beiay. Autd Spwg Sev epmddice tn Xéhke Zaviep va dpactnpiomnoinOe.
Méoa oto vevikd KAUa evog VEoU EEKIVAPIATOG Yid TNV KoIvwvia, EyIve €va améd
Ta 15puTIKG PEAN Tou yuvalkeiou Kivijuatog otn leppavia kar Bewpolce mdvia
TOV KIVNPATOYPA®PO KAl WG OTEATEUPEVN TEXVN.

‘Ooco evtunwolakr] ki av eival n @iAoypagia tng, moAAd eivar exefva mou oxe-
diale kar Sev katdgepe va UAoTIOINOEl, EMEIST) ouvAVTINnoEe avTiOPAoEIg I ETel-
rj Sev Pprike olkovopikr unoctipI&n.

>To xwpo tou BiPAioy, dev xpeidletal va diampaypateveodl Pe Tpdmeleg, va
(nuiavelelg ota kavdAid rj va CUPTTANPWVEIG AITAOEIG EMIXoprynong. Qg
OUYYPAaPEaG N XeAke ZAvTep eixe EMTUXIA PUe TO MPWTO TNG KIGAAG BIBAIo Die
Geschichten der drei Damen K. (lotopieg twv tpicv kupiwv K.). H epnuepida
Die Zeit To xapaKktripIoe wG «To KANITEPO AOYOTEXVIKS VIEUTOUTO NG XPO-
vidg [987». Or kpitikof To eykwuiaoay, To avayvwoTikd Koo To KataBpdxdi-
O€, EVW) JETAPEAOTNKE OE TIOMEG YADOOEG,. [1a Tnv ayyAikr Tou ékdoan, n ®én
Ouéhvtov gypaye: «ExkmAnktiké BiAo. Auvatd, eukorodidBacto, kafpio. Mia
TOVWTIKY| €VECT OTOV VEO QEUIVIOUS — TTAPAKAA®W KI AAAODS.

Holger Meins, the first member of RAF to die in 1974 of hunger strike dur-
ing his imprisonment, was in charge of the sound. Helke Sander was nev-
er carried away by the revolutionary romanticism of the extra-parliamen-
tary opposition movement that was flourishing at the time. She maintained
a distance from the practices of the socialist students’ union, though she
did agree with many of their positions: “They put pressure on you: If you
are not with us, then you are against us.And this was something | knew
only too well and didn't want any more of.” In her second feature film, The
Subjective Factor, the main point she makes is: “There are many things in
Truth which are not truth”. This, however, never prevented Helke Sander
from playing an active role.

colleague, director Claudia
von Alemann, founded the
Ist International Festival
for Women’s Films in
Berlin, and the journal
frauen und film (Women
and Cinema) in 1974; she
served as editor-in-chief
and writer until 1982.In
1985 she was elected a
member of the Academy
of Arts in Berlin, a post
she later left in 1989. She
co-founded the Institute
of Cinema and Television
of Bremen that same year
and served as its co-
director until 1993.Sander
taught at the Hamburg
School of Fine Arts, while
also developing her skills
as a writer. Her work as
an author includes The
Three Women K., Oh Lucy
(short story) and
Liberators Take Liberties.
War. Rapes. Children

(the book which served
as the basis of the film

of the same title, which
she co-authored with
historian Barbara Johr).

31



H XéAke Zdvtep Ba dwoel
S1aAe&n oto ApgiBéatpo
Apakoroihou, Kevipikd Ki-
pio tou NMavemotnpiou Adn-
vav, 19/5, dpa 12:30.

Helke Sander will give a lec-
ture at the Athens University,
central building, Drakopoulou
Auditorium, 19/5,12:30.
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[NapakaA® ki Ao, mapdAo Tou n) uAoTioinon KdBe eyxelprjuatog anartel évav
aywva anmd tnv apxr). OAeg o1 tavieg tg Xéhke Zdvtep uhomoirBnkav oe mei-
opa twv SUoKoAwV cuvBNKWY, Kai armoteAoly Ta avandonaoTto KOPPdT Tou
YEPHAVIKOU KIVNHATOYPd@Oou — TO GUVOAIKS €pY0 TNG Cwr| TNG éXel TTEPJoEl
otn veppavikr iotopia. Exeivn dpwg dev éxel oupPifactel. Kai dev eival olte
aroyonteupévn oute mKpapévn. EEakorouBel mdvta va Bpioketal ye ta moé-
d1a otn yn Kal Pe to ke@dA ota olvvepa.

Mikae Tétepumepyx

Anoonidopata and to oudtitho dpbpo tou Mikaeh Téteumepyk, yeppavol auyypa@éa, Kpiti-
KoU Kivnuatoypdeou, emueAnt, uetaél dMwy, g ékdoong twv pywv tou Paoumiviep, ou-
vek64tn tou Aoyotexvikou mepiodikou Text und Kritik.

Within the general atmosphere of a new beginning for society, she became
one of the founders of the women's movement in Germany and always
considered filmmaking as a political art.

However impressive her filmography may be, there are many projects that
never left the drawing-board either due to the objections she encountered
or for lack of financial support.In the world of letters you don't have to ne-
gotiate with banks, go begging to TV stations or fill in applications for
subsidies.As a writer, Helke Sander's success came with her very first book,
Die Geschichten der drei Damen K. (The Three Women K.). The newspaper
Die Zeit described it as ‘the best literary début of the year 1987'. Critics
praised it and the public devoured it, while it was also translated into many
different languages. On its English publication, Fay Weldon wrote:“Aston-
ishing book. Dynamic,An easy read, timely.A stimulating shot on new fem-
inism — more please!” Yes, more please, even though the achievement of
every goal demands a struggle from the very onset. Every one of Helke
Sander’s films was completed in spite of harsh conditions, and they con-
stitute an integral part of German cinema — indeed, her oeuvre has passed
into the annals of German history.Yet, she never compromised. She is
not disappointed or bitter. She continues to stand, with her feet on the
earth and her head in the clouds.

Michael Téteberg

Extracts from the article of the same title of Michael Téteberg, German writer; film crit-
ic, editor; among others, of Fassbinder's works, co-editor of the literary journal Text und
Kritik.

SUBJECTITUDE / SUBJECTITUDE
1966,4° 19"~

2evdpio / Screenplay: Helke Sander
dwtoypaepia / Cinematography: Gerd
Conradt HBomoloi / Cast: Barbara
Lamers, Riidige Minow, Wolfgang Sippel
Mapaywyr / Production: DFFB
(TFeppavikry Akadnpia Kivnpatoypdgpou
kal TnAedpaong, BepoAivo)

H np@tn taivia tng Xéhke Zdvtep.
Tpeig nBotolof oe pia otdon Aew@o-
peiou. H taivia eivar yupiopévn amnd tn
oKoTId TWV SIAPOPWY TIPOCWTTWV.

Helke Sander’s first film.Three ac-
tors sit at a bus stop. The film is shot
from the respective viewpoints of the
different characters.

ZIABO / SILVO

1967, 11

Yevdpio / Screenplay: Helke Sander
Dwroypaepia / Cinematography: Gerd
Conradt Xuppetéxouy / Cast: Silvo
Lahtela, Hartmut Sander; ¢ioi tou yiou
™G Zdvtep / friends of Sander’s son
Mapaywyrj / Production: DFFB

H ka@npepivétnta tou entdxpovou
TATE YIou TG ZAVTEp.

The daily routine of Sander's seven-
year-old son.

BRECHT DIE MACHT DER
MANIPULATEURE /

TIAKIETE THN EZOYZIA TON
XEIPATQIroN / BREAK THE
POWER OF THE MANIPULATORS
Nrokipavtép / Documentary 1967/8,
48" Yevapio — MNapaywyrj / Screenplay
— Production: Helke Sander

TIAKILITE THN EZOYZIA TQN XEIPATQIrQN /
BREAKTHE POWER OF THE MANIPULATORS

Ddwroypagpia / Cinematography:
Skip Norman

H diamiotwon 6t o1 Snuooiedoeig Twv
£pNuEePIdwV améxouv onuavtikd and tnv
QVTIKEIMEVIKT] TTANPO®SPNON, KAl EVOE-
XOPEVWG €EUTINEETOUV CUYKEKPIPEVA
OUNPEPOVTA, ATTOTEAEDE €va and Tta QAE-
yovta ntrpata Tou Qortntikoy KIvAa-
T0G Tou 1968. H «exotpateia Springer»
eixe kupiwg otdxo va anodeitel dt to
eKTETApEVO SikTuo @nuePidwy Tou &n-
HOOIOYPAPIKOU OUYKPOTAUATOG Springer
Tigpouciale Ty emionun aUePIKavIKY ex-
Soxr yia tov méAepo oto Bietvdpy kai
anéxhele KABe AN eppnveia twv yeyo-
VOTWV.

‘O\a 1a kefpeva tng taiviag eival map-
péva autolola and e@nuePIOeS Tou opi-
Mou Springer: ané tn Welt kai tnv Bild.
lia ug Sidpopeg kvnromoioeig tng APO
(E&wroivoBouleutikr) AvTimoAiteuon)
€xel xpnolgoroinBel aubevtikd UNKKS, ol
OKNVEG HE TOUG EKTTOOOWTTOUG TOU ETTI-
XEIPNUATIKOU KOOWOU eival KaTAOKeEUa-
OEVEG.

The realisation that what is published
in newspapers is not simply objective in-
formation, but serves various interests
and may be used to manipulate people
was one of the most important issues
that the student movement of '68 was
interested in.The principal aim of the
“Springer Campaign” was to prove that
the extensive Springer Press network
was representing the official U.S. version
of the Vietnam War and propagating this
notion in its publications without giving
column space to any other viewpoint.All
the extracts used in the feature film

are original quotations from Springer pa-
pers: Die Welt,and Bild. The scenes relat-
ing to the non-parliamentary opposition
are based on archival material, while the
scenes with representatives of the busi-
ness world are manufactured.

EINE PRAMIE FUR IRENE /
MIMONOYZX A THN IPENE /

A BONUS FOR IRENE
Nrokipavtép / Documentary 1971, 50
Xevdpio / Screenplay: Helke Sander
Dutoypagpia / Cinematography:
Christoph Roth

H@omoloi / Cast: Gundula Schroeder,
Sarah Schumann, Helga Foster; k.d./et al.
Mapaywyrj / Production: F. Kramer,
H. Sander

H enmayyeApatkn kai mpoowikry {wry
NG lpve, piag yuvaikag mou peyaAwVel
poévn dvo maidid. H kdpepa mapako-
Aoubnong, mou ol yuvaikeg KataoTpé-
(OUV OTO TENOG TNG Taiviag, Sev unrpxe
aKdpn otnV MPAYHATKSTNTa ekeivng T
emoxr|G. H tawvia eixe yupiotel, yeta&u
ANV, e oKoTIS Va AOKAGCE! KOITIK OTh
«BEPONVECIKN £QYATIKF TAVIa, TTOU AOXO-
Aouvtav katd KUplio AOyo Ue TiG ou-
YKPOUGEIG OTOV EPYAOIakd XWPO Kal €i-
KEVIPWVATAV OTOUG AvOPEG EPYATEG.

The film portrays the domestic and
working life of Irene, a single mother of
two. The surveillance camera the women
destroy at the end did not actually exist
in those days. The film was also conceived
as a sort of criticism of the “Berlin work-
er's film", which primarily followed con-
flicts in the workplace, and was above all
concerned with the male worker.
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REDUPERS / REDUPERS

DIE ALLSEITIG REDUZIERTE
PERSONLICHKEIT - REDUPERS /
MPOXQMIKOTHTA MEIQMENH
AlO KAGE AINOWH - REDUPERS /
THE ALL-AROUND REDUCED
PERSONALITY - REDUPERS
1977,95°

>evdpio / Screenplay: Helke Sander
Dwrtoypaepia / Cinematography: Katia
Forbert, Hille Sagel HBomoloi / Cast:
Helke Sander, Joachim Baumann, Frank
Burckner k.d./et al.

Mapaywyrj / Production: Basis-Film-
Verleih Berlin, ZDF

O Aéviv, Tou armacx6Anoe moJ tn Su-
TIKOYEPHAVIKT) APIOTERG OTIG SEKAETIEG
tou 1960 kai tou '70, eixe ypdyel dtu oto
KOMHOWVIOTIKS KaBeoTwG KABE VOIKOKU-
pd mpénel va EEpel va xelpiCetal kpati-
KEG unoBéoeic. H Taivia O€tel to epw-
TnHa ToTe akpIBWG mEEMel va yivel autd
péoa otn @optwpévn Kabrikovia ka-
BnpepvoTnTd TG H mpwrtaywviotpia g
taviag Sev eival voikokupd ald eled-
Bepn emayyeAuatiag wtoypdgog oto
Autikd Bepohivo. Exel éva maidi, évav ou-
VIPO®PO Kal KAANTEXVIKEG pihodogiec. Ki
autd onuaivel St Souhelel |6 WPEG TNV
nrépa. O tithog mapwdel 1o coolaNioT-
K& 18avikd NG Kab' dAa avertuypévng
TPOOWMIKATNTAG Kal AMOTEAE EIPWVIKSG
OXONIO OTO £pWTNWUA YIati ol yuvaikeg
ondvia katapépvouy va diakpiBouv.

Lenin, so avidly discussed by the West
German Left in the '60s and '70s, wrote
that under the Communist regime every
housewife must learn to conduct state
affairs. This film asks when exactly she
should do so, considering the burden of
her daily tasks. The main character is not
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a housewife, but a freelance photogra-
pher living in West Berlin instead. She
has a child, a boyfriend and artistic am-
bitions, which means that she works a
|6-hour day.The film satirises the social-
ist ideal of the all-round developed per-
sonality and composes a sardonic com-
mentary on why women rarely succeed
in distinguishing themselves.

DER SUBJEKTIVE FAKTOR /

O YMNOKEIMENIKOX NMAPATONTAL /
THE SUBJECTIVE FACTOR

1980/8l, 138"

Yevdpio / Screenplay: Helke Sander
Ddwtoypagpia / Cinematography:
Martin Schifer Mouoikr / Music:
Heiner Goebbels HBomoloi / Cast:
Angelika Rommel, Nikolaus Dutsch,
Dominik Bender k.d./ et al.

Mapaywyn: H. Sander yia Aoyaplacpd
tou ZDF

Moi€g ftav o1 amapxég tou yuvaikei-
ou kivApatog; INwg Atav n dwr og pia
Koppouva; MNwg die€dyovtav ol ouln-
tioeig; Me agetnpia autd Ta epwtrjua-
1a, N taivia avacuvbetel and v orrt-
kr} Tou 1980 ta yeyovdta tng mepiddou
[967-1970. Ti Ba eixe oupPei av og ou-
YKEKPIMEVEG XPOVIKEG OTIYHEG CUYKEKPI-
pévor dvBpwrrol eixav dpdoel dlagope-
TKd i kal kaBdAou; [MNola emidpaon éxel
O UTTOKEIUEVIKGG mapdyovtag, SnAadri ol
TIPAEEIG TWV JEHOVWUEVWY ATOPWY, OTO
oUvoAo, 0Ta Iotopikd yeyovdta; To 1980
TO EPWTINMA auTS TPokaloUoe ducapé-
okeleg. Me to mapddelypa tng mpwta-
ywviotpiag Awi, Tiou el e To maidi g
o€ KoIvopio, n Taivia aprivel va Siagavel
TG €va Kivnua mou UndoxXeTal €va VEO

AMNAPXH KAGE TPOMOY O EPQTAX /
THETROUBLEWITH LOVE

Eexivnua propel va méoel otny mayiéa
Tou doypatiopou.

Where does the women’s movement
originate? What was life like in a com-
mune? How were discussions carried
out? Beginning with these questions, the
film reconstructs through the 1980 per-
spective the events that took place
between 1967 and 1970.What would
have happened if certain people had act-
ed differently, or not at all, at given points
in time? What influence do individuals,
‘the subjective factor', actually have on
the masses and on historical events? In
1980 this was a very unpopular ques-
tion. Using the example of the protag-
onist, Anni, who lives with her child in
a commune, the film implies that a move-
ment promising a new beginning could
fall into the trap of dogmatism.

DER BEGINN ALLER SCHRECKEN
IST LIEBE / ANTAPXH KAGE
TPOMOY O EPQTAX / THE
TROUBLE WITH LOVE

1983, 112~

Yevdpio / Screenplay: Helke Sander,
Dorte Haak

Ddwrtoypaepia / Cinematography:

Martin Schifer

Movuoikr / Music: Heiner Goebbels
HOormoioi / Cast: Helke Sander, Lou
Castel, Rebecca Pauly k.d./ et al.
Mapaywyrj / Production: Provobis, Helke
Sander Filmproduktion, ZDF

livetal pia yuvaika va ayandei évav
dvtpa XwpiG va anapviétal Tov eautd
g livetar Suo yuvaikeg va ayamolv tov
Blov dvtpa xwpig va kataomapd&el n
pia TV dMn; livetar évag dvrpag va aya-

ANA®OPEX TON OMAAQN AXOAAEIAX KAI
MEPIMOAIAL, | / REPORTS OF SECURITY
GUARDS AND PATROL SERVICES, |

nider Suo yuvaikeg xwpiG va Aéel Péparta;
[Noia eival ta SIAuuata Twv oIKoyeVvel-
WV KAl TV AWV Twv guriekopévay; Epw-
Trjuata oduvnpd kal dvta emikaipa.

How can a woman love a man with-
out denying herself? Can two women
love the same man without tearing each
other apart? Can a man love two women
without lying? What are the dilemmas
of the families and friends of the par-
ties involved? To this day these are re-
curring and often painful questions.

AUS BERICHTEN DERWACH-
UND PATROUILLENDIENSTE, I /
AlO TIX ANA®OPEX TON
OMAAQN AX®PAAEIAX KAI
MEPIMOAIAL, | /| FROMTHE
REPORTS OF SECURITY GUARDS
AND PATROL SERVICES, |

1984, 11

Yevdpio / Screenplay: Helke Sander
Ddwtoypaepia / Cinematography:
Martin Gressmann

Eppnveuel n Silvia Klaas / Performed by
Silvia Klaas Mapaywyrj / Production:
Helke Sander Filmproduktion

Mia pntépa okap@alwvel pe Suo pi-
kpd Taidid mévw o' éva yepavd Kai arel-
Aei va Tndn&er av dev Tng e&acpahicouy
HEXI To Bpddu éva orit ou va pmo-
el va to m\npwvel. Taivia Baciopévn oe
aAnBivd yeyovadra.

A mother with her two small children
climbs onto the arm of a construction
crane and threatens to jump off if no af-
fordable accommodation is made avail-
able to her before nightfall. The film is
based on true events.

ANA®OPEXL OMAAQN AXDAAEIAX KAI
MEPINOAIAL, 8 / REPORTS OF SECURITY
GUARDS AND PATROL SERVICES, 8

AUS BERICHTEN DERWACH-
UND PATROUILLENDIENSTE, 5/
Ao TIX ANA®OPEX

TOQN OMAAQN AX®AAEIAX

KAI MEPIMNOAIAL, 5 / FROM THE
REPORTS OF SECURITY GUARDS
AND PATROL SERVICES, 5
1986,10°

>evdpio / Screenplay: Helke Sander
Ddwroypaeia / Cinematography:
Eberhard Geick

H@oroioi / Cast: Nina Franoszek,
Jochen Baumert, Dominique Horwitz
Mapaywyrj / Production: Helke Sander
Filmproduktion

X pia uniéyeia diaBaon), €vag dvipag
YAT@vel pia yuvaika andé Piacpd. Metd
N Bidler o id1og. ‘Evag mepaotikdg mpo-
opépel otn yuvaika tn BoriBeid tou. H
aotuvopia cuMapBdver tov AdBog dv-
Bpwro. H tawvia eivar povorAdvo kar Ba-
oiCetal o aAn®ivr| Ictopia.

A man saves a woman from a rapist
in a tunnel. He then rapes her himself. A
passer-by comes to the aid of the woman.
The police arrest the wrong man.The
film is shot in one take and is based on
a true story.

AUS BERICHTEN DERWACH-
UND PATROUILLENDIENSTE, 8 /
AlO TIE ANA®OPEX TON
OMAAQN AX®PAAEIAX KAI
MEPIMOAIAL, 8 /| FROM THE
REPORTS OF SECURITY GUARDS
AND PATROL SERVICES, 8
1986,5° 56"

>evdpio / Screenplay: Helke Sander
Ddwrtoypagpia / Cinematography:
Martin Gressmann

AAIMAPTIA; TAIETE TOYX AAAOYX! /
GLUTTONY? - FEEDING!

H6oroioi / Cast: Dinko Bogdanic,
Burghart KlauBner

Mapaywyrj / Production: Helke Sander
Filmproduktion

‘Evag meAdtng oe katdotnua pe mop-
oehdveg (nrdel eNaveINNUUEVWG pia amr
mAnpogopia. Tavia Baciopévn oe ain-
Oivry 1oTopia.

A customer in a china shop repeatedly
demands a simple piece of information.
The film is based on a true story.

VOLLEREI? FUTTERN! TEIL DES
EPISODENFILMS “SIEBEN
FRAUEN - SIEBEN SUNDEN” /
AAIMAPTIA; TAIETE TOYE
AAAOYL! ENA EMEIXOAIO THX
TAINIAX «EMTA N'YNAIKEX -
ENTA AMAPTHMATA» /
GLUTTONY? - FEEDING! ONE
EPISODE FROM THE FILM
“SEVEN WOMEN - SEVEN SINS”
1986, I3 *

Xevdpio / Screenplay: Helke Sander;
Dorte Haak

Ddwroypagia / Cinematography: Nurith
Aviv HBoroloi / Cast: Gabriela Herz,
Michael Dick Mapaywyr / Production:
Helke Sander Filmproduktion

To YV®oT6 mponatopiké audptnua
ot véa exdoxr). H Eda éxel mpdypau dia-
npd&el apdptnua. H mepiépyeid tng tv
Kkdvel AvBpwITo, WoTOoO N Yewaiddwen
X€eIPOVOUIa TNG MPOOPOPAG HETATPE-
retal o emOupia yia KaTavaykaoTikd
tdiopga AMwv...

A new take on original sin. Indeed,
Eva did commit a sin. Her curiosity makes
her human, but her generous gesture
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EAEYOEPQTEX KAI EAEYOEPQMENOL, I-2 /
LIBERATORS TAKE LIBERTIES, I-2

of offering turns into a compulsion to
feed others.

BEFREIER UND BEFREITE, I-2 /
EAEYOEPQTEX &
EAEYOEPQMENOI, I-2 /
LIBERATORS TAKE LIBERTIES, I-2
Nrtokipavtép / Documentary 1991/92,
1:907,2:102°

Xevdpio / Screenplay: Helke Sander
Pwrtoypagia / Cinematography:

Hille Sagel Mouoikrj / Music:Wolfgang
Hamm [Mapaywyrj / Production: Bremer
Institut Film-Fernsehen, Helke Sander
Filmproduktion, WDR

H taivia ivai kapmég moAuetolg eri-
OTNHOVIKIG €PEUVAG YIa Toug Biacpous
Tou 1945 oto BepoAivo kar oe GMeG yep-
HaVIKEG TIEPIOXEG, 2.€ OUVEPYAOIA PE TV
lotopikd Mridpunapa liop, n Zaviep epel-
vnoe €Bvikd kai Siebvry apxeia og vooo-
KOWEIQ, BIOIKNTIKEG UTTNPEDIEG, opyavi-
opoUg uyelag kal eappakofiopnxavieg
Kal TIPE OUVEVTEUEEIG.

2TO TIPWTO PEPOG TNG TAVIAG Of Yuvaikeg
HIAGVE, TIOMEG amd auTEG yia TIPWTN Qo-
pd otn (wr| TOUG, YIa TIG EUTEIPIEG TOUG
OXETKG Pe Toug Biaopouls kai TG avti-
dpdoeig twv olkeiwv toug. [MNpwnv otpa-
TIWTEG, AVOPES Kal yuvaikeg, Tou Kkkivou
2Tpatol agnyouvial doa yvwpidowy, doa
vopiCouv WG yvwpilouv f 6Tl €xouv
akoUoel yia Ta yeyovata.

To Seltepo PEPOG ETIKEVTPWVETAl OTIG
ouvérneieg. O Aoyog Sivetal oe maidid mou
vewnBnkav and Biaopoug, evaw Sigpeu-
vdrtal Kal N aVTKETWITION TOU QAVOUEVOU
and TG SIGPOPES UMNPETIEG KAl APXEG.
To opdutho BiBAio, Tou eixe KuKAO@O-
prioel apxika and TG exddoeig Kunstmann
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Verlag, emavexkd60nke to 2005 and tov
exdotikd ofio Fischer TB.

The film is the result of many years of
scientific research into rape in Berlin and
several other places in Germany in 1945.
Accompanied by historian Barbara Johr,
Helke Sander spent years going through
national and international archives, the
records of hospitals, municipal district of-
fices, various medical institutions,and phar-
maceutical factories, as well as interviewing
individuals. In the first part of the film the
women — often for the first time in their
lives — talk about their experience of rape
and the reaction of their families. Former
Red Army soldiers, male and female, re-
late what they know about these events,
or what they think or have heard about
them.The second part focuses on the
consequences. The children born of these
events are given voice, while the film ex-
amines the way the institutions deaft with
this phenomenon. The book, which was
first published under the same title by
Kunstmann Verlag publications, was re-
released in 2005 by Fischer TB.

MUTTERTIER - MUTTERMENSCH /
MANA ZQO - MANA
ANOPQINOX /| MOTHER BEAST -
MOTHER HUMAN

TnAeomtiké Sokipio / TV essay 1998, 63
Yevdpio — MNapaywyr) / Screenplay —
Production: H. Sander ®wtoypacgpia /
Cinematography: Philipp Pfeiffer; Patrick
Orth HBoroloi / Cast: Claudia Richarz,
Elisabeth Badinter, Marie Marcks, k.d./et
al,Aotoi n / as “Lucy” H. Sander

H Aouoai, 1o mbnroeidég mdopa, n appl-
Kavr] IPoYovdg Pag, IoxXupiCetal TTwg ol

XQPIO / VILLAGE

mpwtol dvBpwrol ritav pPntépeg: H un-
pa épuale Yia pwAd yia va mpoota-
TEPel To pIKPS e Etol epnipe to onfu.
Me T @wvri tng SiamepvoUoe TV Tukvr
BAdotnon yia va diatnprjoel Ty enagr
pe o pIkpd tne. ‘Etor emvénoe tny opi-
Nia. [uvaikeg Tou avupetwmiav mapdpola
mpofBArjuata BonBoloav n pia Ty AMn:
OTOV TOKETS, 0To BnAacud, otn @Eovti-
8a twv pikpwv. Etor emvénoav tov mpw-
TO Katapepiopd epyaoiag, Bétovtag TG
Bdoeig tng avBpuwndtntag. 2rjuepa n/Aod-
Ol PWIAEI TIG PNTEPEG, KOUVWVTAG TO Ke-
@3N NG «Ti 0T KAAS EXETE KAVel amd
TOTE PEXQI ONUEPT»

Lucy, an ape-like creature, our African
ancestor, claims that the first human be-
ings were mothers: It was a mother that
built a nest to protect her young. Thus
she invented the house. Her voice re-
sounded through the dense vegetation
to keep contact with her child. Thus she
invented language.VWomen with similar
problems helped each other in giving
birth, in breast-feeding, in watching the
children.Thus they invented the first di-
vision of labour setting the fundaments
of humanity. Today Lucy asks mothers,
shaking her head:"What on earth have
you achieved since?”

DORF / XQPIO /VILLAGE
Nrokipavtép / Documentary 2001,90
Yevdpio / Screenplay: Helke Sander
Pwtoypagpia / Cinematography:
Roswitha Ziegler Mouoikrj / Music:
Barbara Milde HBormoioi / Cast:
Kdroikol tou xwpiot Képtevumepyk
Villagers of Kortenbeck Mapaywyr /
Production: Helke Sander; mdr, NDR

Mia yuvaika and tny méAn mnyaivel va
(rjoel ¢’ €va xwpld ToU KATOIKETal amd
N ABivn akdpn emoxr} kai avagépetal
VIa TIPWTN Qopd o€ ypartr nyrj tov 130
aiva. Ti pdxver; Ti Bpioker, H iotopia eri-
Bivel oe avtikeipeva, apnyroeig, €Biua.
2rjuepa n thAedpacn opiCel véoug pub-
poug, N mMAnBwpa twv ayabwv tou cou-
TIEPUAPKET SNWIOUPYEl VEEG SIATPOPIKEG
ouvrBeieg. To xwpld eEakoloubel, iowg,
va eival pia ouvexng avtaiAayr eurel-
PIOV KAl KApTwV TNG yNG, N TaAid Tou
OpWG Aertoupyia xdvetal.

A woman from the city moves to a vil-
lage that has been inhabited since the
Stone Age, and is first mentioned in a
written source from the 3th century.
What is she looking for! What does she
find? That history survives in objects, sto-
ries, traditions. Today television dictates
new rhythms and the excess of food in
supermarkets creates new eating habits.
The village may, perhaps, continue to func-
tion as an exchange of experiences and
the yields of the earth, but its older func-
tions are dying out.

MITTEN IM MALESTREAM.
RICHTUNGSSTREITS IN DER
NEUEN FRAUENBEWEGUNG /
KATAMEZIX XTO MALESTREAM.
AIAMAXETX A TIE ETPATHIIKEX
TOY NEOY N'YNAIKEIOY
KINHMATOL / IN THE MIDST OF
THE MALESTREAM. DISPUTES
ON STRATEGY IN THE NEW
WOMEN’S MOVEMENT
Kivhpatoypagiké Sokipio / Film essay
2005,92 “ Zevdpio — ‘Epeuva —
Mapaywyr / Screenplay — Research —

KATAMEXIX XTO MALESTREAM /
INTHE MIDST OF THE MALESTREAM

Production: Helke Sander
Pwtoypagpia / Cinematography: Nurith
Aviv, Eberhard Geick Zuppetéxouyv /
Cast: Halina Bendkowski, Gisela Erler;
Peggi Liebisch, Johanna Mierendorff
K.dlet al.

MoAAég yuvaikeg 8a RBelav va aro-
ktrjoouv TaidId. Exeivo mou dev BéAouv
eival va «upwpnBolvy amd v Kolvwvia
yI" autd. Emfong Sev BéAouv va pépouv
maidid og évav ohogva kal o Piaio Ké-
opo. H mpoAnuatikr autr] anaoxdAnoe
To yuvaikeio kivnua otn leppavia mpiv
ané 40 xpdvia. Zrpepa n oudritnon au-
1] €xel oxeddv Eexaotel. H koivr| yv-
N doxoAeftal HOVO E TIG CUVETTEIEG —TNV
dpvnon Twv YUVAIKWV Va TEKVOTIOINCOUV—
ouxvd JdAIoTa XwpiG va epwtwval ol
dueoa evolapePSIEVEG: O YUVAIKEG,

Xpnoiporoiolval VIOKOUUEVTA ToU YU-
vaikefou kivijuatog mpiv and 40 xpdvia
Kal armoondopata piag dirjuepng oudri-
TNONG HE OKTW YUVAIKES YIa TIG aPXEG TOU
onpepPIvou, VEOU QEUIVIOTIKOU KIVAUATOG.

Many women would like to have chil-
dren.What they don't want is to be pun-
ished by society because they do. Nor
do they wish to raise children in an in-
creasingly aggressive world. This problem
preoccupied the women’s movement in
Germany some 40 years ago. Today this
discourse has almost been forgotten. The
debate deals only with its consequences
— women on birth strike — while often
ignoring those it concerns most: women
themselves. The film uses documentary
material concerning the women move-
ment 40 years ago, as well as extracts
from a two-day discussion with eight

women which focused on the early days
of the new feminist movement.

HANNELORE MABRY - EIN PORTAT
XANEAOPE MEIMIPI -

ENA NMOPTPETO / HANNELORE
MABRY - A PORTRAIT

2005,32°

Yevdpio — Epeuva — Mapaywyrj /
Screenplay — Research — Production: H.
Sander ®wtoypadgia / Cinematography:
Alfred Tichawsky Yuppetéxouv / Cast:
Hannelore (Lorley) Mabry, Monika
Brandmair, Solveig Senft

‘Exe1 oxed6v AnopovnBsi: n Xavehd-
pe Méiumpl (yewv. 1930) unrjp&e unéppa-
XOG TWV YUVAIKEIWV SIKAIWHET®Y, KOIVWw-
VIOAGYOG, NBOTTOIBG, YWWOTH Yia TV KOITIKY
NG otdon anévavu otnyv EkkAnoia. 2u-
vepydotnke pe To «PEpoUY YUvVaIKWV»
yia tn Snpioupyia evog QERMIOTIKOU KO-
patog, drou to maidi Ba Bpiokdtav oto
emikevtpo kdBe moNtikoU TpoBAnuati-
opou. To yuvaikeio kivnua, mou anapti-
(6tav amnd ohoéva kai mo veapd péAn,
ouppepi¢otav Ao kal Alyotepo auth
n OewpnTikr TPOCEYYION.

Now almost forgotten: Hannelore
Mabry (born in 1930) was a women's
rights activist, sociologist, actress and vo-
cal critic of the Church. She worked
with the “Frauenforum” (Women's Fo-
rum) toward establishing a feminist par-
ty in which children would be central
to all political considerations. The women's
movement, which comprised younger
and younger members, embraced this
theoretical approach with decreasing
fervour

4



H Adpa MaABei
yevvribnke otnv O&pdpdn
tov Aldyoucto tou 194l.
>noudaoe 1otopia oto
TIAVEMIOTAWIO TNG
O&pdpdng kai apydtepa
£YIVE KPITIKOG
Kivnpatoypdgou.To 1975,
1o Sokipd tng Otk
aréAauon Kai apnynuatikog
Kivnuaroypdpog cuvéBaie
otnv kabiépwon tng
QEPIVIOTIKAG QIAPIKAG
Bewpiag wg yvwotikou
nediou. Me tov mpwnv
oUduyo g, emiong
YVWOTO KPITIKS Kal
TTEIPAPatiko
Kivhpatoypagioth lNitep
loudAey, ékave €81 Talvieg.
Ta Awviyuata tng Zeiyyag
gival to 1o yvwoTo.

Eivai kaBnyrjtpia
Kivnuatoypdgou kar MME
oto Mavemotrpio Tou
Mmippméx oto Aovdivo.
To teheutaio tng PifAio
€xel titho Odvarog 24 kapé
10 beuteporento (2006).

H Adpa MaABei 6a dwoel
S1d\egn oo MONTICTIKS KE-
vipo Kwotrig MNalaudg tou
Mavemotnpiou ABnvay, 16/5,
opa 12:30.

Laura Mulvey will give a le-
cture at the University of
Athens, Kostis Palamas build-
ing, 16/5, 12:30.
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H ypaer tng MaABsi, téco n Bewpntikr doo Kar n @IAUIKY, kaBwg xpwuati-
Cetal and tnv eATida kal apydtepa TV aroyorTeEUsH Yid TO QEPIVIOTIKS Kivua,
eEaxkohouBel va yontelel kai va mpoPAnuatiCel. Htav n mpwtn mou avtétale oto
OTPOUKTOUPANIONS Twv AdkdV — METG pIa QERIVIOTIKN) TPOOTTTIKY, KAl OTOV T1a-
TPIGPXIKO AVTI-OTTUKOKEVTPIOHO TOUG TO aftnua pIag MEWTOMOPIaKAG KIVUaTo-
YPAPIKAG YPaPrG. To QPEUIVIOTIKS TNG HAVIQESTO €iXe 0av AMWTEPO OTAXO Tr) OU-
YKO3TNoN HIAG YUVAIKelag Ekppaong Tou Ba anoteholoe Bripa yia Ty EKppeaon
TV PICOOTTACTIKWY YUVAIKEIWY artnpdtwy. To eyxeipnua tou mAdvnta oto oroio
emdidetar n MAABel amoteAel i0wg Kal TO MO YONTEUTIKG OTOIXEID TOU £PYOU TNG.
H id1a anwBeftal kar éAketal and tnv avanapdotdon tng eIKOvVag tng yuvaikag.
2Tnv MePIMAGvNoTr| NG pag odnyel amd TG akpaleg ikdves urmoPdbuiong tou yu-
vaikeiou owpatog onwg anodwbnke amo Tov Akev T{oouvg €wg Ty anmoBewtl-
K] €kppacn NG eTwxidg pegikdvag pdvag otig ewtoypapieg tng Movidt ka
TNV aneikdvion tng mdoxouoag padpng [MNavayidg otoug mivakeg tng KdAo.

To kivnuatoypagikd TG €pyo TPOETOINALE! TO £€6aPOg YIa TO KAANTEXVIKS €Y-
xefpnua mou, dnwg ypdeel ) d1a, oToxelel TNV MOATIKH-aIGONTIKY TIOWTOTTO-
pia otov KIvnuatoypdpo Oxi Hévo wg avtiot&ny. To aftnua autd ekppdotnke
and tnv Kivnpatoypa@ikr] Soueid tng MAaABei, oe ouvepyaoia pe tov [itep fou-
OAev, eV OTNV TTIO TIPGO0PAtn SOUAEId TNG ouvepydotnke pe Ty Eua Xévarg,

Mapia Kopvnvou

Laura Mulvey’s writing, both in her theoretical and her cinema work; is
coloured first by hope and later by disappointment for the fate of the femi-
nist movement and this renders her work both fascinating and thought pro-
voking. She was the first to elaborate a feminist critique of the structuralism
of Metz and Lacan and to contest their phalologocentism by proposing an avant-
guard feminist film —making practice. Her feminist manifesto aimed at giving ex-
pression to the demands of a radicalized feminist movement. Her voyages
and her itinerary as a modern flaneur constitute the most fascinating aspects
of her oeuvre. She is both attracted and repulsed by the images of women in
the world. She contrasts the extreme degradation of the feminine form as de-
picted by Allan Jones to the sublime expression of the poor Mexican mother
in the photographs of Tina Modotti and the portrayal of the black suffering Vir-
gin in the paintings of Frida Kahlo.
Her work in films prepares the ground for a project which in her own words aims
at "political and aesthetic innovation in cinema not merely as juxtaposition». This
was expressed in her films many of which were co-directed with PeterWollen.
In her recent work she has collaborated with visual artist Emma Heditch.
Maria Komninos

KOITAZONTAX XTO

KPYXTAAAO / CRYSTAL GAZING
1982,92°

>evdpio / Screenplay: Laura Mulvey, Peter
Wollen ®wtoypagia / Cinematography:
Diane Tammes Movtad / Editing:

Larry Sider Mouoikr / Music: Lora Logic,
Mike Altman HBormoloi / Cast: Gavin
Richards, Lora Logic, Mary Maddox

H Aépa MaABei «ai o lMitep loudAev dia-
OTauP®voLV Ta BAEUUATA TOUG OTO TAUMAW
tnG Oatoepikrig Upeong. H tavia mepiypd-
(PEI TOV KOIVWVIKS aQVTIKTUTIO TV TTOAITIKGOY
NG «OIGNPAG KUPIAG. TNV EUNVEUCT| TOUG
Ol KAANITEXVEG-KPITIKO! €ival ykovtapikol. H
axkivnoia tng eikévag ald kar ol MEPIoTPO-
PIKEG KAl KOUOTAMOEISIG IATIEG, Ta PEA TNG
arnootacionoinong. H tavia unopei va méoel
Aiyo Bapid yia oToudaoTéG TNG CNUEIWTIKAG
Kkal YPuxavd\uong Kai Yevikd TG KOrtKAG, apou
0 PBpdyxog tou Bavdtou o@iyyel Kal aprivel
€va TNAEOITTIKG ONpEiwpa yia TTapakatadrikn).
H MdaABei katnyopriBnke u oty tavia arou-
01dCouy Ta PENIVIOTIKA EPEiONATd, WOTOCO
nAdpa Adtk kai n Mépl Mdavtog umodio-
vial BeTikd MPSoWTIA e YUVAIKEES ISIGTNTEG,
L. Mulvey’s and P. Wollen’s glances meet

on the tableau of the Thatcher recession. The
film describes the social impact of the Iron

AOPA MAABEI

['loAITikA-a1c0n Tk TpwTonopia

LAURA MALVEY

Political-aesthetic Innovation

Lady policies. The artists-critics draw their
inspiration from Godard. Still images and
their revolving and crystalline approach make
for a sense of detachment. The film may be
slightly unpalatable for scholars of semiotics,
psychoanalysis and critique in general, as the
death grip tightens and leaves a televised
message in trust. The film was criticised for
not having enough of a feminist foothold, yet
Lora Logic and Mary Maddox play positive
characters with female virtues.

OMTIKEE KAI AAAEX AMOAAYXEIX /
VISUAL AND OTHER PLEASURES
2007,20 * Zevdpio — Movtdl / Screenplay —
Editing: Laura Mulvey, Emma Hedditch

Xvo Bivteo auté nAdpa MaABei Eavadia-
Badel tnv mpwtormoplakr} KEITIKY TG yia Ty
XEIPAyWynon NG YUVAaIKeag ikdvag oe oxé-
on e To oe§ Kal Ty embupia and Tov Kivn-
patoypdpo tou XoAiyouvt. H emotpopr| pé-
oW TNG OTTIKOTIOMNONG MPOCBETel MO
€va onpeio oto oWPa NG KPITIKAG TTOU VE-
miveuoe n MAABei. >e ouvepyaoia pe Tty -
kaotik kaMitéxvida Epa Xévrrtg, Slopyd-
VWOQV TO OITUKOAKOUOTIKS <«XATTEVIVYK OTNV
ykahepl foudtoameA oto Aovdivo, Tov lou-
No tou 2007. PETog Exoupe TNV TIUr va ei-
val POoKeKANpEVN pag oto PectifdA n idia
nAdpa MaABei, n omoia ene&epydotnke ek
VEOU TO UAIKO TNG KAl pag mapoucidlel to
HAVIQEDTO TNG PE 0dPKA Kal 0O0Td.

In this video Laura Mulvey re-reads her
seminal critique on the manner in which the
female image was treated in relation to
sex and carnal pleasure by Hollywood.A re-
turn to these trends through visualisation
adds another point in the body of critique
inspired by Mulvey. In collaboration with vi-
sual artist Emma Hedditch, they organised
the event in the Whitechapel gallery in Lon-
don in June 2007.We have the honour to
present Laura Mulvey as guest of our festi-
val. She has re-worked her material and pres-
ents it to us in person.

Laura Mulvey was born in
Oxford in August, 1941.
After studying history at
Oxford University, she
became a film critic. In
1975, her essay Visual
Pleasure and Narrative
Cinema, helped establish
feminist film theory as a
legitimate field of study.
With her ex-husband, also
a prominent critic and
experimental filmmaker,
Peter Wollen, she made six
films, Riddles of the Sphinx
being the most influential.
She is currently working as
a professor of film and
media studies at Birbeck,
Univesity of London.
Mulvey’s most recent
book is entitled Death 24x
a Second: Stillness and the
Moving Image (2006).
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levvnuévog oto Teh ABiB
10 1959, o Mouvt AASvi
onoudaoe KAAEG TEXVEG
oto lopaniA kai oto
NticeAvtope. Zei kai
epyddetal wg kalItéxvng
otn Néa Yépkn amé to
1995, dmou €xel emiong
Souléyel pe emtuxia otn
Siagrjpion. O ANovi
avupetwidel TG taivieg
TOU WG OUVEXEID TOU
€IKAoTIKOU Tou £pyou,
oto ormoio mepihapfdvetal
1o Book of Sham (1995)
Kkai n Siadpaoctikr €kBeon
Re-U-Man (Mouceio
Metpomohitay, Néa
Yopkn, 1996).
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FMOYNTI AAONI

H aMqBeia eival xapaypgvn otnv Texvn

UDI ALONI

The Truth Is an Effect of Art

H ypaen tou 1opanAivou lMouvtr AAGvi, £vTurn, Kivuatoypagikn r €l-
KAOTIKN, EMPEVEI OTNV avalitnon evog KoIVOU XWPOU, EVOG KOUVAPTIAoTI-
KoU» mediou oulritnong kai dilaAdyou avdpeoa otn Beoloyia kai TV MoAI-
TIKA. 2& OAEG ToU TIG SpaoTnPISTNTEG, amd TIG TTAVEMOTNHIAKEG SIAAEEEIG
HEXPI TN CUPHETOXM Tou o€ ouvedpia kal d1adnAwoelg, o Mouvti AASvI
amoTeAEl Pia Ioxupr] @wvr] UTEP NG Sikaioolvng, TNG €IPrvNG, TNG AAANAey-
yUng kar tng aydmng avdpeoa oto lopanA kai tnv [MNaiaiotivn. O1 taivieg kai
Ol EIKACTIKEG TOU TTAPEHPAOEIG €XOUV TAPOUCIAOTEl O€ PHEPIKA amd Ta on-
HavtkSTEPA PJOUOEIa Kal KIvUAToypd@Ikd @eoTIBAA avd Tov KOOHO, OTwg
10 Mouogio MetpomdAitav otn Néa Yopkn, to Mouoeio lopanA otnv le-
poucaAnu kai ta diebvry PeoTIBAA Kivnuatoypdpou Tou Bepohivou, tou To-
povto kal tou Mmougvog Aipeg. Ta teheutaia mévie xpdvia o ANSvI €xel eTi-
KevIpwOel otn dnuioupyia tavidv Kai tn ouyypaen. 2to BiPAio tou, Gilgul
Mechilot, aA\d kar otnyv taivia tou Tomkdg dyyehog, mepiAapBdvetal p€pog tng
aMnAoypapiag Tou pe PEPIKOUG amd TOUG KOPUPaioug QIAOGOPOUG TNG EMO-
XAG Hag onwg o 2AdPoi Zicek, o ANev Mmavtiot, n ABItdA Povel kai n T¢ou-
vTI® MndtAep, ol omoiol avayvwpifouv 0To TPOOWTTIO Tou évav povadikd Kal
€MAVACTATIKG OTOXACTH.

O ANév Mmavtioy, oto dpbpo Tou pe Titho «The Dimensions of Arty, yodepel
yIa TNV Taivia tou AASVI 2uyxdpeon: «QEAw va eMpeivw oto &G onueio: exei-
VO TToU pag Aéel autr n taivia, n 16€a g, dev eival oe kapia mepfmwon yia

The idiom of Israeli director, Udi Aloni, be it in print, cinema or the visual
arts, is constantly in search of common ground, of an “exciting” platform of dis-
course and dialogue between theology and politics. In every one of his activi-
ties, from university lectures to conferences and demonstrations, Aloni repre-
sents a strong voice in the service of justice, peace, solidarity and love between
Israel and Palestine. Both his films and his visual art projects have been displayed
at some of the world's top museums, galleries, and film festivals, such as the
Metropolitan Museum in New York, the Israel Museum in Jerusalem, and the in-
ternational film festivals of Berlin, Toronto, and Buenos Aires. Over the past
five years,Aloni has concentrated on making films and writing. His book Gilgul
Mechilot, as well as in his feature film, Local Angel, include extracts from his cor-
respondence with some of the most pre-eminent philosophers of our times,
including Slavoj Zizek, Alain Badiou, Avital Ronell, and Judith Butler, who see in
him a unique and revolutionary intellectual.

In his article “The Dimensions of Art” Alain Badiou says of Aloni's film Forgive-
ness:“l want to insist on the following point: what this film tells us, its Idea, is in
no way a political thesis in the current sense of the term.The truth is inscribed,

Born in Tel Aviv in 1959,
Udi Aloni studied art in
Israel and Dusseldorf. He
has lived and worked as
an artist in New York
since 1995, where he has
also enjoyed a successful
career in advertising. Aloni
regards his films as a
continuation of his work
as a artist, which includes
his project The Book of
Sham (1995) and the
interactive exhibition
Re-U-Man (Metropolitan
Museum, New York, [996).
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moAtik] B€on pe tnv eupltepn évvola Tou pou. Edw n aAribeia eival xa-
paypévn otnv téxvn. H aArBeia eival amotéAeopa tng téxvng. H taivia deixvel
oto (610 MAdvo Tl oupBaivel, T Oa pmopouoe va cupPaivel kai T Ba émpere va
oupBaiver. Auté Tou oupBaiver xwplopdg, moAepog Kai Bia. Autd mou Ba pro-
pouoe va oupPaiver: apoiBaia aydrm yia Tov TOTo WG OIKOUPEVIKY KAl TIavi-
oxupn a&fa, érou etepoyevr] otoixeia ouvoudlovtal o€ pid Aveu TIPONYOULE-
vou peAwdia (o xopdg Kkal N Houaoikr otnv tdivid Tou AASVI HIAOUY K TwV £0w
yla tn paptupia ekeivou mou Oa pmopouoce va undpxer). Kai téhog exefvo
mou Ba énperte va oupBaiver: pia véa diakrjpuén mou Ba emétpere €va véo Ee-
kivnua, diakrpugn mou avake@aiaiwvel o TTAOG NG Taviag: 2uyxapeon. Mo-
Ai¢ diatunwBel péoa otnv Kivnon Tou unapKTou, TO TPOTIATOPIKSO ApdpTnUa
XAvel TNV 10TOPIKY Tou 1oXU. Agv uttdpxel MAéov Adyog va emavaineBel o
XWPIoUOG TTou éptia&av ta Yeuarta. 2 uvdudlovtag TG SpdaoEIg TouG O [id N
Siaipepévn miepioxr, N eBpdikr} kal n TAAAICTIVIAKY olkoupevikdTnta Ba emi-
Spdoouv eipnveutikd kal dnpioupyikd oe dAov Tov kdopo, autd Tou o Mdo
ovéuale ‘pia Mveupatiky atopikr] fopBa’™.

here,in art.The truth is an effect of art. The film shows in the same shot what
is, what might have been, and what should be.What is: separation, war and vi-
olence.What might have been: shared love of place as a powerful universal val-
ue, combining heterogeneous elements in an unprecedented melody (music
and dance, in Udi Aloni's film, speak from the interior of what is to attest for
what might have been). And finally what should be: a new declaration that
would allow to start again, and which the title of the film, Forgiveness, recapit-
ulates. Once spoken within the movement of what exists, the original sin loses
its historical power. There is no longer a need to repeat the separation cre-
ated by lies. In combining their action on an undivided territory the Jewish and
the Arab universality would have a pacifying and creative effect on the world

what Mao called ‘a spiritual atomic bomb’.

TOMIKOX AITEAOX /

LOCAL ANGEL

Katd / After Walter Benjamin &
Gershom Shalom

Nrokipavtép / Documentary

HIMA / USA — lopari) / Israel, 2002,
Digital Beta, 70~

dwtoypagpia / Cinematography:
Amnon Zalait

Mouoikr} / Music: Tamir Muskat
Mapaywyr} / Producers: Shimon Azulay,
Udi Aloni

Yupmapaywyr / Co-Production: Noga
Communications — Channel 8, Israel

H taivia aoxoleital pe ta Babite-
04 afma Kal TG oUyxpoveg dIapdxeq
G avumapdbeong lopanAivav kai
MNaAaiouviov Kkal amotelel Tautdxpo-
va pia Babid mpoowrikr) odlooeia
avadrtnong, €va OoUPEANIOTIKO EPYO
TEXVNG TIoU oUVOUdCel tnv moinon Pe
TN POUOsIKH, EIKOVEG OpoP®IAG padf
Kar @pikng. Av kai n tavia eéper tov
untéTIitho «@eoloyIkd TTOAITIKG aro-
omdopatay, emxelpel 0To KAgiod
NG va ouykepdoel ta MoAd kai dia-
(POPETIKA OTOIXE(@ TTOU TNV AMapTi-
Couv pe TPOTIOUG (OWG avamdviexoug
yia tov Oeatr).

Me apoppr| Tov avtikTuro Twv Yeyo-
votwv g ling ZemtepPpiou kar tnv
kataotpo®r tou AieBvoig Kévtpou
Eumopiou otn Néa Yépkn, Tou vaou
Tou KammtaANiopoUy, o AAOVI EMOTPEEI
oto lopanA yia va avapetpnOef pe Tig
€VVoIeG TNG «Buciacy kal Tou igpoUs»
Snwg autég amodidovtal péoa and v
I0Topia eVOG ApXaIOTEPOU KTIpiou, Tou
Naou tou 20AopwVIog, evdg eBpai-
KoU pvnueiou-opdaonpou, ota epeima

Tou oroiou opBwvetal orjpgpa to Mou-
oouluavikd Tépevog tou Bpdxou.
Kevtpikd onpeio tou viokipavtép amo-
teAel n mpoomndBeia tou ANSvI va Ka-
tavoroel To Beoloyikd Kal TTONTIKS
unéBabpo mou kAnpovounoe amd tn
pNTépa tou, 2ouhapit ANV, 1I5pUtpia
tou lopanAivou Kivipatog yia ta Ai-
kaiopata Twv [NoAitwv kal kopugaia
aktiiotpia unép g lprivng. H taivia
TTapoucIddel MioNG EKTETAPEVEG OU-
{nrioeig e th Xavdv Acpafi, umd ToA-
MG évvoleg TIaAaIOTiVIA «aBEAPA» TNG
2 ouhapit ANV, kal Tov TéTe MPOESPO
[idoep Apapdt, twv omoiwy or andyelg
avahdovtal Kal JEAETWVTAl TIEPAITEPW
pe tn BoriBeia apatnerioewy kai oxo-
Nwv amd toug kupidtePOUG Poodeu-
TIkoUg maAaioTivioug Kar IopanAivoug
Siavooupévoug.

Local Angel is a documentary about
the root causes and present contra-
dictions of the Palestinian-Israeli con-
flict, a deeply personal odyssey of dis-
covery, and a surreal work of art
combining poetry, music and images
both beautiful and horrific. While its
subtitle is “Theological Political Frag-
ments”, the film ends by tying its many
elements together in unexpected ways.
Moved by the Sept. Il bombing of the
World Trade Center; a temple of cap-
italism, Aloni returned to Israel to grap-
ple with the concepts of “sacrifice” and
“sacrosanct” as they are delivered through
the history of a much more ancient ed-
ifice — the Temple Mount, a Jewish touch-
stone on which now sits the Muslim
Dome of the Rock.

1 et Ak

A central theme in the film is Aloni's
own effort to understand the theo-
logical and political background he in-
herited from his mother; Shulamit Aloni,
founder of the Israeli Civil Rights Move-
ment and a leading peace activist. The
film also shows wide-ranging discus-
sions with Hanan Ashrawi — in many
ways a Palestinian “sister” of Shulamit
Aloni —and PLO Chairman Yasser Arafat,
whose views are analysed and further
examined by some of the most pre-
eminent progressive Israeli and Pales-
tinian scholars.
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LYIXQPEXH / FORGIVENESS

LYIXQPEXH / FORGIVENESS
Taivia puBomAaciag / Fiction Film
HIA / USA — lopan / Israel, 2006,
35mm, 96°

2evdpio / Screenplay: Udi Aloni,
Paul Hond

Dwroypadpia / Cinematography:
Amnon Zalait

Mouoikr) / Music:Tamir Muskat
HOomoloi / Cast: Itay Tiran,

Clara Khoury, Moni Moshonoy,
Makram Khoury, Tamara Mansour,
Michael Sarne, Ruba Blal, Idit Teperson,
Omer Barnea

DAM Rappers: Tamer Nafar,

Suhell Nafar, Mahmud Jreri
Mapaywyoi / Producers: David Silber,
Lemore Syvan, Udi Aloni

Mapaywyr / Production: Metro
Communications and Elevation
Filmworks

H np®tn taivia pubomiaociag tou
ANSvi, éva uBpidio tng Babidg Bewpn-
TIKAG TOU OKEYNG TIEPACHEVO ard To
@iAtpo TNG aIoONTIKAG Tou. 2Tabpodg
oTtNV KAAITEXVIKY) Tou eEENEN, TTOU TTE-
piAapBdvel ta épya Local Angel, Gilgul
Mechilot, The Book of Sham, Innocent
Criminals, to &1adpaotikd Re-U-Man
Kal TO VIOKIPavTEP Left.

H Xuyxdpeon eivar éva yuxoloyikd-
TIOAITIKG OpiNep e KEVTPIKS HPwa Tov
NtéiBivt, évav veapd EBpaio tng Ape-
PIKAG, 0 omoiog eykA\wpiletal avdpeoa
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OF TPEIG KTATEPEGY, SUo €0vn), SUo oa-
YNVEUTIKEG YUvaikeg Kal éva puotn-
pI0deg pdvtaopa. Katatdooetar otov
lopanAivé otpatd Kkar KataArvel yKAel-
010G o€ éva Yuxiatpikd (Spupa mou
€xel XTIOTEl ota epeima evog kate-
otpapévou and toug lopanAivoug ma-
Aaiotiviakol xwpiod. O Muselmann,
€vag and Toug TPoPiuous Tou 16pU-
Hatog Tou €xel eMIPIVOEI TOU ONO-
KAUTWPATog, Ba EMIXEIPrOEl VA OWOEI
Tov veapd amd tn @PIXTr poipa Tou,
EMKOIVWVOVTAG HE TA GavIdouata Twv
Sologovnuévwy MNalaiotiviwv. Eival
aAnBivég ol pwvEG ©a katagépel o
NtéiBivt va otapatrioel tnv atépuovn
EMOTPOPN] KAl EMAVAANYPN TOU TTAPEA-
Bdvtog, eAéyxovtag o 510G TN poipa
tou; H prinwg Ba avaka\dyer mwg 6,T
KI av TTPAEel, To TIEMPWHEVO Tou eival
nén ypappévo oto mapeAddy;

Aloni’s first fiction film, this is a hy-
brid of his profound theoretical thought
and his artistic creativity on all mat-
ters concerning is audiovisual and artis-
tic aesthetic. It is an evolutionary step
in all of Aloni's work to date, which in-
cludes the art projects Local Angel,
Gilgul Mechilot, The Book of Sham and
Innocent Criminals, the Re-U-Man in-
teractive project, and the documen-
tary film Left.

Forgiveness is a psychological political

thriller about David, a young American
Jew who finds himself caught between
three “fathers”, two nations, two allur-
ing women and a mysterious ghost. He
enlists in the Israeli army and ends
up committed to a mental institution
built on the ruins of a Palestinian vil-
lage. Muselmann, a Holocaust survivor
and a fellow-patient, tries to save David
from a terrible fate by communicating
with the ghosts of the murdered Pales-
tinian villagers.Are the voices real? Can
David escape the cycle of the past re-
turning and repeating itself by con-
trolling his own destiny? Or will he find
that, whatever he does, his fate has al-
ready been written in the past?

MIA TAINIA TIA TO KAXIMIP /A FILM
ABOUT KASHMIR

MIA TAINIA TIA TO KAIMIP /
A FILM ABOUT KASHMIR
Nrokipavtép / Documentary, 2007,
Digital Beta, 75°

18¢a oevapiou / Story: Udi Aloni
Ddwroypagia / Cinematography:
Menachem Philip, A., Idan Or; Max
Stahl, Irfan Manzoor

MNapaywyoi / Producers: R. Cohen, The
Catalyst Project Japan, Udi Aloni, Altaf
Khan

Mapaywyr / Production: Arik
Bernstein (Alma Films), Sarah Kamens
(Dig the Movie LLC)

Mapouciacn ortikoakouoTikoy UNIKOU
Kal oudrTtnon yia To TEAEUTAlo VIOKI-
pavtép tou liotvt ANSvi yia To Kaopip.

A presentation and focus group dis-
cussion on Udi Aloni's latest film, a doc-
umentary about Kashmir
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KOPY®AIOI AHMIOYPIOI
TOY OAAANAIKOY MNEIPAMATIKOY KINHMATOIPA®OY
MASTERS OF DUTCH EXPERIMENTAL CINEMA

A6 TG apxég tig dekaetiag tou 1960 molof vEéol oAavdol kaitéxveg amd diIdpopous XHPoug Ee-
kivnoav va meipapatiCovtal pe To QIA. Tn dekaetia tou 70 mapatnpeitar 1diaftepn dvBnon, dtav moAof
and TouG KIVNUATOYpa@IoTES ou Bewpolvtal MAEov KAQoIkof, TTapouaiaoav ta mpwta Sefypata dou-
Aeidg toug. O Ppave ZBdptyeg (yevv. 1927) eival o yvwotdtepog dAwv. Exovtag omouddoer pouaikni
kal Cwypagikn, o ZBApTyeg dpXioe va aoxoAeitarl pe tov Kivnpatoypdeo to 1968. O Oeatrg (1970) kai ol
Zwvtavol (1971) anotelolv dUo amd ta onuaviikotepa €pya Tou, Tou Xapaktnpidovtal and tn degiote-
xvia tou otnv Kdpepa Kai to povtdd. O ZBdptyeg dpxioe va diddokel kivnuatoypdpo to 1971, exmal-
Seliovtag pia oAOKANPN YeVIA TTRPWTOMOPWY KIVAHATOYPAPIoTwy. Meta&l twv mo yvwotwv eival o [1d-
ouh vte Noivep (vewv. 1943), mou yUpioe tnv mpwtn tou Taivia Kivodpeveg eikéves (1972) padf pe tov Ppavg
ZBdptyeg kai Tov Pouvt Movotep (yewv. 1953). vwotdg wg gwtoypdpog, ol taivieg Tou Noiyep — ou-
xvd O€ ouvePyaoia PE ToV yIo Tou— digpeuvoly ta épid PETAEU pwToypdpiag, avipgéiooy, Kivnuatoypd-
(POU KAl OTTTIKWV TEXVAV. To 2e mpwto mAdvo (1989) twv NdouA kai Mévo vie Nolyep amotelel éva oto-
XaoPo TMAvw OTN OXEON TOUG PE TOV KIVNHAToypd®o Kkai tn ewtoypapia. O Pouvt Mdvotep €xel
YUpioel pia ogipd Taiviav pikpoU Jrikoug pe B€ua ta Toria Kai TNy Kovwvia — pia véa Bewpnon Tou oA-
Aavdikou tormiou. To Katd urikog tou 6pduou 5 (1986) éxel didpkeia 6 Aemtd, dTwg ol TIEPICOSTEPESG amd
TIG Taivieg tou e e€aipeon to The Great Magician (2005), éva vtokiyavtép 83 Aermtwv pe B€pa tov Ppavg
ZBdptyec. H Mndppmnapa Metep (yevv. [939) omoldace otnv Akadnuia Kivnpatoypdgou tou Auotep-
VIay, Kal TapOAo TToU améKTnoe KAAOIKY) Kivnuatoypagikr maideia kai dev unrp&e pabritpia tou ZPdp-
TYEG, TOOO TO £PYO TOU, 000 KAl EKENVO TWV BPETAVAV MPWTOTOPWY KivNpatoypd®iotwv [litep MkividA ka
MdAkoAp Ae Tkpig, TNV €kave va ouveldntomoinoel TG SuUvATOTNTEG ToU PIAU WG Yéoou. H mepiépyeld
NG OXeTKA e avdloyeg eEeNieic oto e€wtepikd Tnv 0driynoe otnyv idpuon tou Electric Cinema padi pe

Many young Dutch artists from different disciplines were actively experimenting with film from the ear-
ly 1960s and continue to do so today.There was a real boom in the 70s, when some of the filmmakers that
are now considered “masters” of Dutch experimental cinema created some of their first works. Frans
Zwartjes (born 1927) is probably the most famous and influential of them. Educated as a musician and a
painter, Zwartjes made his first films in [968. Spectator (1970) and Living (1971) are among his most seminal
works, characterised by his fascination for the female subject, and virtuoso camera work and editing. Zwart-
jes began teaching film-making in 1971 and educated an entire “‘school” of experimental filmmakers.Among
the best-known are Paul de Nooijer (1943), who made his debut film Moving Stills (1972) together with
Zwartjes, and Ruud Monster (1953). Paul de Nooijer, who later worked with his son Menno de Nooijer
(1967), has earned widespread acclaim as a photographer and his films often challenge the borders be-
tween photography, animation, film and visual art. In At One View (1989) Paul and Menno de Nooijer reflect
on their relationship to cinema and to photography. Ruud Monster has created an extensive series of short
films that focus on landscapes and society, developing a new perception of the Dutch landscape. Along
the Road 5 (1986) is only six minutes long, like most of his films, with the exception of The Great Magician
(2005), an 83-minute documentary on Frans Zwartjes, where he depicts Zwartjes as a driven, stubborn
artist who comments on the world around him and on the art of film making with a great sense of hu-
mour. Barbara Meter (1939) studied at the Amsterdam Film Academy and although she had a rather tra-
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Tov Matéiv 2€im kar dAoug Kivnpatoypa@iotéd. [ia pia mepiodo mévie Xpdvwy OTIG apXEG TG OeKasTiag
tou '/0 to Electric Cinema amotéAeoe onpeio avagopdg yia mARBog Kivnuatoypdiotay, mpofdihovtag
10 €pyo oAAavVOWV KaMitexvawy, aAd kal twv Koupt Kpey, VALIE EXPORT, [Métep KoupméAka, MaAkoAu
Ne Tkpig k.d. H Métep mdvtote yonteudtav and tnv UNKSTNTA ToU QIAY, TAPOAO TTOU PEPIKEG amd TIG Tal-
vieg NG xapaktnpiCovtal amd mapdtnproelg akplBeiag rj akdua kar agrjynon. 2to id1o mvelpa Tng UAI-
KSTNTAG TOU QIAY KAl TOU OTPOUKTOUPAAIOTIKOU Kivnpatoypdgou, o Matév 2ém (yewv. 1940) pe tnyv tar-
via tou Avonoiec (1972) amotehel fowg to mo akpaio mapddelypa. H tavia autr] ouvtébnke oav nuepoAdyio:
O KIVNHUAToypa®IoTthg anmo@doioe va dnuioupyel kabnuepivd amd Alya pétpa @i, Tomobetwvtag avu-
Kefueva Tdvw otn Awpida @Ay ouvBEtel pia yonteutikr taivia. 2to Mnv Eexdoeig (1978), o Matéic MmAovk
(yewv. 1952) eEepeuvd to mpdTumo Tou KIVNPAToypd@ou XpNnoIPoTIoIdVTAG HeydAoug Xpdvoug ékBeang
yla va dnpioupyrioel éva apnenuévo Taixvidl wtdg kai okidg. O eikaotikdg Xeévpl NAat (yewv. 1936),
TTIOU doXOAEltal Ye Tov Kivnuatoypdgo and to 1968 kal petd, epmvelotnke MOAMEG amd TG Taivieg tou
amé avapvrioeig tou B Maykoopiou [NoAéuou. Xapaktnpiotikd mapddeiyua ta Kaméda tou Aedtepou [To-
Aépou (1986), dmou mapouaidlel tnv TeAeutaia ydda ota KaméAd o€ €va eEWPPEVIKO TIOAEHIKO OKNVIKO.
210 AMeg oképeig 2 (1989) tov anmaoxoAel 181aitepa n vootalyia kai n anmootvBeon. To ®optio (1989) tng
Pevé Xdlekapm (yewv. 1962) onuatodortei pia véa tdon oTov Meipauatikd oAAavOIKS Kivhpatoypdgo mou
eotidlel oTnV KATAYPA®PH TOU X0POoU, N oroid yivetdl QuoIKd pe TTOA (aviacia, HETATPEMOVTAG OUXVd
TG TAViEG 0€ autdvoua €pya TEXVNG.

Mdpk-T'ldouA Méyep

ditional education in filmmaking and was not a student of Zwartjes’, his work and the work of British ex-
perimental filmmakers like Peter Gidal and Malcolm LeGrice made her aware of the possibilities of the film
medium. [t made her curious about similar developments abroad, and together with Mattijn Seip and
others, she was one of the initiators of Electric Cinema. For a period of about five years in the early 70s,
this was a place where you could watch experimental films by Dutch flmmakers, but also by Kurt Kren,
VALIE EXPORT, Peter Kubelka, Malcolm leGrice and many, many more. Barbara Meter always had a fasci-
nation for the materiality of film, although some of her films are characterised by meticulous observa-
tions or even narratives. A fact that has played an important part in her life and in some of her films, is
that she is the daughter of German parents who fled the Nazi regime and met in Amsterdam. Speaking of
a fascination for the materiality of film, or even of structuralist cinema, Mattijn Seip (1940) with his film Rub-
bish (1972) is probably one of the most extreme examples. The film was made like a diary: the filmmaker
decided that every day he would produce a certain amount of footage. Found objects were literally spliced
into the film strip, resulting in a visually fascinating film.In Don’t forget (1978) Matthijs Blonk (1952) explores
the cinematic model by using long exposures and creating an abstract play of light and dark.A master from
yet another category is Henri Plaat (1936).As a visual artist he felt that he could not express all that he
wanted in his paintings. He began making films in 1968 and a number of them consists of absurdist stories
and images, often nourished by his memories of the absurdist Second World War. One characteristic ex-
ample is 2nd War Hats (1986), where the latest fashion in head-wear is shown in the absurdist setting of
war. Other Thoughts Il (1989) illustrates another theme
in Plaat's work, that of nostalgia and decay. Cargo (1989)
by René Hazekamp (1962) highlights a new develop-
ment in Dutch experimental cinema that focuses on
recording dance, done in such an imaginative way that
each film stands as a work of art on its own.

Mark-Paul Meyer

O Madpk-Tdoul Méyep éxel omouddoel Pihocopia oto [Navemotruio tou Apotepviap kar Pwto-
ypaopia otn Pwroypapikr) Akadnuia otnv dia moAn. Yrrip&e ouvtdking Tou Kivhpatoypa@ikoy TepIo-
dikoU Skrien kai orjpepa eivar empeAntrg tou OMavdikol Mouoeiou Kivnuatoypdgou, ureibuvog yia
TN OUVIPNON Kal TNV drmokatdotaon Tavidy, Yid ToV UMAOUTIONO TG CUMOYAG Kal yia IdIkd mpo-
yedppata. Eivar emueAntrg tng MmevdAe tou Mouceiou kar péog tou S1dakTikoy MPoowTKoU YeETa-
TITUXIaK@V omoudwv tou [lavemotnuiou tou Ayotepviap (Turpa Preservation and Presentation of
the Moving Image). Yrmp&e ouvekddtng tou PiBAlou Restoration of Motion Picture Film (O&pdpdn
2000). Exel AdBel YEPOG 0€ MOMEG KIVNUATOYPAPIKEG Kal YNPIAKEG TIAPAYWYEG TOCO WG OUYYPAPEAS
600 Kal WG OKNVOBETNG.

Mark-Paul Meyer studied philosophy at the University of Amsterdam
and photography at the Fotoacademie in the same city. He served as
editor of the cinema magazine Skrien and is currently senior curator of
the Nederlands Filmmuseum, responsible for film preservation, restora-
tion, collection policy and special projects. He is a curator of the
Filmmuseum Biennale and a staff member of the MA course
Preservation and Presentation of the Moving Image at the University of
Amsterdam. He was co-editor of the book Restoration of Motion
Picture Film (Oxford 2000) and co-author of a number of DVD pro-
ductions while he has written and directed several films and video’s.
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POPTIO / CARGO

MPOIrPAMMA | / PROGRAMME |

OEATHE / SPECTATOR
1970, I6mm, Il * ZknvoBeoia / Direction:
Frans Zwartjes

H yvapipn méov oxéon KaMitéxvn Kai
povtélou, Beatr| kal Beduatog. Aopa-
G ow amd tnv Kduepa o puwtoypd-
@og mpoomabef va anoomndoel doa Te-
ploodtepa Prmopei and to yupvo tou
HOVTENO E TIG TIPOKANTIKEG BAEQAPIOES.

More of the same old story... The re-
lationship between the artist and his
model, the spectator and the spectacle.
Safely hidden behind his camera, the
photographer tries to absorb as much
as possible from his exposed model
with the ravishing eye lashes.

®OPTIO /| CARGO
1989, 35mm, 9 * ZknvoBeaia / Direction:
René Hazekamp

Xopog Kal ekpPacTikr kivnon evog
dvtpa umd Toug rfXoug VoG VOOTAAYI-
KoU aKOPVTESV.

Dance and expressive movement of a
man, accompanied by the nostalgic sound
of an accordion.

TOPMIIE 3 / SORBET Il

1968, 16mm, 6 * XknvoBeaia / Direction:
Frans Zwartjes

Me @avepgq avapopég otov Néo Ape-
pikaviké Kivnuatoypdgo, éva orrtkod mai-
xViBl avaueoa otn VEUpwTIKr Kivnon TG
KdpePAg Kal oe évav e§ioou VEUPWTIKO
dvdpa TpaPeoti e POV OTIG YPAVITEG,
With obvious visual references to New
American Cinema, this is an interplay
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IOPMIIE 3 / SORBET Il

between the neurotic movement of the
camera and the equally neurotic move-
ment of a transvestite with an obvi-
ous obsession for sorbet.

MHN ZEXAZXEIX / DON’T
FORGET 1978, 16mm, 5" XknvoBecia /
Direction: Matthijs Blonk

‘Eva orrtiK6 maixvidl [ie OUVEXOUEVEG

KIVOUPIEVEG EIKOVEG, IKAVEG OXI OVO va
Snuioupyrioouv VEEG aMd kai va TG dia-
owoouv amd tn Arjen.

A visual game through consecutive
moving images, that are not only able
to compose new images, but also to
rescue them from oblivion.

KINOYMENEX EIKONEX /
MOVING STILLS

1972, [émm, 7 * XknvoBeoia / Direction:
Paul & Menno De Nooijer
AMETANNAEG EIKOVEG ATTOKOPUEVEG
Kal TAUTOXPOVA AUEsa CUVOESENEVEG
peta&u toug, pag Bupifouv tnv amap-
Xr] TOU Kivnuatoypdgou.

Successive still images that are inde-
pendent yet at the same time intrinsi-
cally linked one other take us back to
the earliest days of cinema.

ANOHZIIEX / RUBBISH

1972, 16mm, 13 * ZknvoBeaia / Direction:
Mattijn Seip

To avukeipevo tou méBou dev eival
UMTOXPEWTIKA TIpdowITo. ESW eival To idlo
To @IAU. H taivia éxel tn poper| nue-
POASYIOU: O KIVNHATOYPA®IoTrG armo-
pdoloe va Tpafdel kdbe pépa pepikd
pétpa taviag. ‘Etol ta avtikeipeva tou

MHN ZEXAZXEIX / DON'T FORGET

méBou BpEdnkav poviapiopéva otnv
id1a Awpida @IA.

The object of desire isn't necessarily a
person. Here, it is the film itself. This film
is made like a diary: the filmmaker de-
cided to shoot a certain amount of footage
every day.The objects of desire were
thus found spliced into the film strip.

KATA MHKOX TOY APOMOY 5/
ALONG THE ROAD 5

1986, 16mm, 12"

>knvoBeaia / Direction: Ruud Monster

To TEMTTTO [IEPOG EVOG £QYOU TTIOU TTOAY-
patedetal and evieAwg acuvriBiotn oko-
md yeyovdta tou dpduou.

Part 5 of a series of nine addressing
events on the streets, seen from an en-
tirely new angle.

ZONTANOI / LIVING
1971, 16mm, 15 * ZknvoBeaia / Direction:
Frans Zwartjes

O Biptoudlog tnG KapEPAs Pag mapd-
Sider tnv Mo Moo Tou Snuioupyia,
eEaipetikd agpiepwpévn oto kovod. O eu-
PUYWVIOG PAKOG UMToYPAUiCel TV utto-
BAnukr| atpdogaipa tng ano&évwong.
The film camera virtuoso Zwartjes
presents his favourite film, for our eyes
only.The wide angle lens underlines the
evocative atmosphere of alienation.

MPOIrPAMMA 2 / PROGRAMME 2

TPATOYAI FA TEXXEPA XEPIA /
SONG FOR FOUR HANDS

1970, 16mm, 3 "ZknvoBecia / Direction:
Barbara Meter

ZONTANOI / LIVING

Aidloyog avapeoa ot €va (euydpl, Je
AMEMANNAEG eVaAaYEG TwV TIPOOW-
TIWY, TTOU eKPEACouV TNV aiobnon g
AuPidpouNg EMKoIVWVIag.

A conversation between a man and
a woman, delivered through successive
shifts from one face to another, ex-
pressing a sense of communication
reciprocated.

MAPAGYPOZOIPA®DIEX /
WINDOW PAINTING

1982, 16émm, 3 * XknvoBeaia / Direction:
Paul & Menno De Nooijer

H mom aie®nukn tou '80 otnv umn-
peoia g prmoyIdg Kal Tou KabpEtn, pe
dUo MoAIXpwHOoUG AvTpeg va eotiddouy
HE EVIUTTWOIaKS TPOTIO OTO XPWHA.

The ’80s pop aesthetic is put at
the service of paint and mirrors, with
two multi-coloured men turning their
attention on colour in a most impres-
sive manner.

MHNEAOIH / PENELOPE
1994, [6mm, 10~
2knvoBeoia / Direction: Barbara Meter

T KIEG KAl aVTavaKAAGEIG QVTKEIUEVWY
Kal @uong pag SnAwvouv TeEIoPatika ot
1a mpdypata Sev ival dnwg eaivovta.

Shadows and reflections of objects
and nature doggedly state that things
are not what they appear to be.

KAMEAA AMO TON AEYTEPO
MOAEMO / WORLD WAR Il HATS
1986, [6mm, 3°

>knvo@eoia / Direction: Henri Plaat

MAPAGYPOZQIPA®IEX / WINDOW PAINTING

Mia oeipd anmé kepdhia pe eEwppe-
VIKG, TIOAUTEAY| Kal EKKEVTPIKE KaméAa
EempofdMouy kdtw amnd Kamdkia uro-
VOHwV. [ToANd gpwtripata avakymtouy:
prmopouv ol dvipeg va vidvovtal oav
yuvaikeg; eival aopakég va Byaivelg amd
TOV UMTOVOUO;

A series of heads clad in absurd, sump-
tuous and eccentric hats peep out of
manhole covers. So many questions
emerge: can men dress like women? Is
it safe to come out of the manhole?

ANAXQPHXH AMA TH A®IZEIl /
DEPARTURE ON ARRIVAL

1996, |6mm, 22

>knvoBeoia / Direction: Barbara Meter

To atéppovo talidi twv avbpwnwv
HE€Oa OTO XPAVO Kal OtV TIOAN, SOopEVO
o€ BIAPOPETIKEG EMOXEG SNPIOUPYWVTAG
TNV aioBnon tng axpoviag.

The never-ending journey of peo-
ple through time and in the city, pre-
sented through different eras to create
a sense of timelessness.

IE MPQTO MNAANO /

AT ONE VIEW

1989, [6mm, 22

>knvoBeaia / Direction: Paul & Menno
De Nooijer

Matépag kai yiog oto t¢dKi, pia tai-
via yia th oxéon guwtoypapiag Kar eIy
aM\d kal yia tnv Tautdtnra.

Father and son sitting at the hearth.
A film about the relationship between
photography and film, and also about
identity.

ENAIAMEXA, ®QX / BETWEEN THE LIGHT

METAMOP®QYH EKTOX
XPONOY / TRANSFORMATION
BY HOLDING TIME 1976, 16mm, 3*
>knvoBeoia / Direction: Paul & Menno
De Nooijer

Mapatripnon kai eumeipia otov QNI
KO XPOVO: WTOYPAPiES TOAdPOIVT Bpup-
patifovtal kal avacuvBEtovtal KoppdT
Koppdt oxnuatiCovtag To 1o To avt-
Kefllevo, TTou avarapactoyoav.

An observation (and experience) on
time in film: Polaroid photos are frag-
mented and recomposed, bit by bit, with
the original objects they depicted.

AAAEX IKEWEIX 2 / OTHER
THOUGHTS 11 1989, [6mm, I0°
>knvo@eoia / Direction: Henri Plaat
AoTipOpaupEeg eIKOVEG YUPIOPEVEG O
Si1dpopa Pépn tou Kdapou i MOAG
xpdvia.

Black-and-white images shot in dif-
ferent parts of the world over the course
of several years.

ENAIAMEZA, ®QY / BETWEEN
THE LIGHT 1975, [6mm, 9
XknvoBecia / Direction: Jacques
Verbeek & Karin Wiertz

Kivnon péow tng evalayrig tou gw-
106G o€ €va poviépvo mepiBdAov. H
atpéopaipa aMdlel SIapkag, kabwg Yia
yuvaika Kivetal yéoa ce Xpwpata Kai
rxoug tng dexaetiag tou /0.

Movement through light-play in a
modern environment that constantly
changes atmosphere, as a woman sur-
rounds herself with the colours and
sounds of the '70s.
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EAENH AAEZANAPAKH
MAPIA HAIOY
AAINTA AHMHTPIOY

BOYBOYAA LKOYPA

ELENI ALEXANDRAKI
MARIA ILIOU
ALIDA DIMITRIOU

VOUVOULA SKOURA

EAAHNIAELXZ AHMIOYPIOI
GREEK WOMEN AUTEURS
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H NOXTAAIOX / THE WOMAN
WHO MISSED HOME

EAENH AAEEANAPAKH / ELENI ALEXANDRAKI

H EAévn AheEavdpdkn yewriBnke to 1957 otnv ABrjva. Zmou-
daoe kivnuatoypdgo oto [avemotrpio g 2opBdvng (Paris
[) kar oto National Film and TV School tng AyyAiag. ‘Exel
OKNVOBETHOEI PIKPOU PrKOUG TAIVIEG KAl VIOKINAVTEP Kal
TPEIG HeydAou Prikoug. H mpdtn peydhou prikoug taivia g,

2taydva atov wkeave, MpoPAriBnke oto ®dpoup tou deoti-

BAA BepoAivou o 1996, dmiou BpaBedtnke pe to Mionetto
Film Award, kai ta&i®eye oe TOANG S1eBvr peoTtiBAAN. Me Bpaeia éxer tiunOel kai n
pwTtaywviotpia tng taviag Auaiia Moutouon.

Eleni Alexandraki was born in Athens in 1957. She studied film at Sorbonne in Paris
and at the National Film and Television School in London. She has directed several
short fiction and documentary films as well as three features. Her first feature A Drop
in the Ocean was presented at the Forum of the Berlin Film Festival in 1996, where it
received the Mionneto Film Award, while it travelled to many festivals around the
world, where the leading actress,Amalia Moutoussi, won several awards.

H NOXTAAIOX / THE WOMAN
WHO MISSED HOME

2005, 35mm, 82°

>evdpio / Screenplay: EAévn
Ale€avdpakn / Eleni Alexandraki
Pwtoypapia / Cinematography:
BaoiAng Kayoupog, Xpriotog
Aocnpakémoulog / Vassilis Kapsouros,
Christos Assimakopoulos

Movtad / Editing: Tdkng lMavvémouhog /
Takis Yannopoulos

Mouaoikr| / Music: Nikog MamdZoylou /
Nikos Papazoglou

HBomoloi / Cast: Oha AaapiSovu,
ldpyog ToouAapng, Zmipog Ztaupividng
K.d./ Olia Lazaridou, Yorgos Tsoularis,
Spyros Stavrinidis et al.
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Mapaywyr / Producer: EAévn
AleEavdpakn / Eleni Alexandraki

HAvva, pia mavtpepévn yuvaika, 1o okd-
€1 and 1o vnoi érou (el e Tov apKeTd [e-
yaAitepo dvdpa tng, yia va emoTpEPel
oto anévavt vnof, v 181aitepn matpida
wnG. ‘Evag veapdg Bookdg, o Mabidg, tn
BonBdel va Spareteloel pe pia piker] fap-
koUAa. Katd ) didpkeia tou tagidiol toug,
TTou KpAatdel pia vixta, o Mabidg, puoti-
K4 epwteupévog padf tng, eAmicel mwg Ba
peivouve yia mdvta padi. Evag Aaved-
VWV gpWTIoSG KpUBETal kal otn Sk TG
Puxr), aAd n mpaypatiky artia tng euyng
NG €ival n vootaAyia yia tov téro mou
yewnBnke. O1 oknvég amd to apeAddv

H NOXTAAIOoxr / THE WOMAN
WHO MISSED HOME

g pmepdelovtarl ye To mapdy, Peta-
poppwvovtag autd to NAmouTelo Tagidi
oe éva ta&idr (wng. ..

Anna, a married woman, runs away from
the island where she lives with her aged
husband, to return to her native land, the
island across the sea. A young shepherd,
Mathios, helps her escape on a small row-
boat. During their overnight journey, Math-
ios, who is secretly in love with her, hopes
that they will stay together foreverA latent
desire lies within her soul too, but the re-
al reason for her escape is nostalgia for her
homeland. Scenes of Anna’s past intermingle
with the present, transforming this Lilliputian
voyage into a life journey...

|

AAEZANAPEIA / ALEXANDRIA

MAPIA HAIOY / MARIA ILIOU

H Mapia HAioU yevvriBnke otnv ABrjva to [960.
>moudace Aoyotexvia kar Pidocogia oto [Naver-
otiuio tng NddoPag kar Zknvobeaia otn 2xoAr
>taupdkou Kai otn 2xoAr Ipotesi Cinema tou E.
Olmi. AkoAoUBnoav PJETANTUXIAKEG OTTOUSEG ot
Paoun e urotpogia tou takikol kpdtoug, Epydotnke
oav BonBdg oknvobETn oe MOMEG Taivieg PeydAou
prikoug otnv ltaNa. Ta teAeutaia xpdvia epydletar otnv EMdda oav oknvo-
BEtig, oevapioypd@og kal mapaywyds. To 1996 turiénke pe toia PpaBeia yia
TNV Tavia g Tpeig emoxég, oto 370 PectifdA ©eooalovikng.

Maria lliou was born in Athens in 1960. She studied literature and philosophy at
the University of Padua. She studied directing at the Stavrakos Film School as
well as at the Ipotesi Cinema School of E. Olmi. She did her postgraduate stud-
ies in Rome on a scholarship from the Italian state. She worked as an assis-
tant director on many films in Italy. She has recently worked as a director;
scriptwriter and producer in Greece. Her film Three Seasons received three sep-
arate awards at the at the 37th Thessaloniki International Film in 1996.

AAEZANAPEIA /ALEXANDRIA
2001, 35mm, 110 Xevdpio / Screenplay:
Mapia HAiou, Xtéev Khrijpi / Maria
lliou, Stephen Cleary

Pwroypadpia / Cinematography:
ldvvng Apakoulapdkog / Giannis
Drakoularakos Movtad / Editing:
lopyog Tpiavtapulou / Giorgos
Triantafilou Mouoikrj / Music:
Aouvtopiko ‘Eivovt / Ludovico
Einaudi HBomoloi / Cast: Z-.Aopit,
K. MavovdkA, M. BaAél, Ayy. Aviwvo-
mouhog, Eip. lyyAéan / J-P. Lorit, C.
Panonacle, M.Valley,Ang.
Antonopoulos, Ir: Iglesi

H taivia avagépetal oe dGo EMn-
VIBEG, untépa kar képn, Tou KAvouv
éva tagid otnv Aledvdpeia. H Ni-
va avakaAdTTTel Ty mOAn NG Pnté-
pag tng, ouvavtdel tov llouopl Tou

AAEZANAPEIA / ALEXANDRIA

N yonreel. To ta&idl Toug Yetatpe-
Tetal oe avdduon oto IapeAddv Stav
pabaivel wg n pntépa tng eixe {roel
ot koopoToATIKn AheEdvdpeia Tou
1950, veapr) téte, évav peydho épwta
e Tov YaMo ouyypapéa ANTEP fia-
vookl. Mntépa kar képn €pxoval
Kovtd yia TPWTn Qopd.

The film is about a mother and her
daughter who travel to Alexandria.
Nina discovers her mother's city and
meets Yusri, who fascinates her: Their
trips becomes a journey into the past
when Nina finds out that her moth-
er had a passionate romance as a young
girl in Alexandria in the 1950s with the
French writer Albert Janowski. Moth-
er and daughter come close for the
first time.
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MOYAIA IXTO BAATO / BIRDS IN THE MIRE

AAINTA AHMHTPIOY / ALIDA DIMITRIOU

H AAivta Anuntpiou yevvriBnke otnv ABrva to 1933 kai omoudaoce >knvo-
Beofa otnv 2xoAr Ztaupdkou. [apdMnAa pe tn diopydvwon Kivhpatoypapl-
Kwv TPoBoAwv katd tnv mepiodo 1970-1975, ouppeteixe oe ogpivapla yia Ty
tavia pikpoU prikoug, kai éypaye kal etéppace dpBpa oe KIvNuAToypapika
nieplodikd. Efvar ouyypagpéag tou BiAiou Piuoypagpia tavidy pikpoU prikoug
(1939-1979), evdy apyodtepa, to 1992, eE€dwoe to Aeéiké tamviwy pikpou urikoug.

>KnvoBgtnoe mdvw and 50 viokipaviép. Petog améomnace to Bpafeio Kovou

oto PeotiBAA Ntokipaviép otn ©eooalovikn yia tnv tavia [Mouhid oto Bdto.

Alida Dimitiou was born in Athens in 1933 and studied directing at the Stavrakou Film School. During the
period between 1970-1975 she organised screenings, participated in seminars on short film, and wrote and
translated articles for cinema magazines. She also wrote the book Filmography of Short Films (1939-1979) and
in 1992 published the Lexicon of Short Films. She has directed over 50 documentaries. This year she re-
ceived the Big Audience Prize at the Thessaloniki Documentary Festival for her feature Birds in the Mire.

MOYAIA XTO BAATO

BIRDS IN THE MIRE

2007, 107 " Zevdpio / Screenplay: AAivta
Anpntpiou / Alida Dimitriou
Dwtoypagia / Cinematography:
ANEENG IpiBag, Appoditn NikoAdidou /
Alexis Grivas, Afroditi Nikolaidou
Movtdd / Editing: HAéxtpa Bevdkn /
llektra Venaki

To vrokipavtép [ouAid oto BdAto aro-
Tiel dpo TpAG oG yuvaikeg TG Avti-
otaong. And paptupieg 40 yuvaikwy
KATavooUE T ONPAVTIKY CUPBOAY TOUg
otov avtivadiotikd aywva. Onwg Aéel n
Anuntplou, N Tavia avagépetar otn oup-
HETOXN KAl TNV MPoo@opd TG yuvaikag
KaBWG Kal OTIG OUVETTEIEG TTOU UTTEOTN Ka-
1d v Avtiotaon kai Ty mepiodo tng
Katoxr|g 1941-1944. 2npiCetal otig mpo-
(POPIKEG HAPTUPIEG TWV YUVAIKWV TTOU ETTE-
{noav, Je a&ova tnyv Iotopikr| dladpopr.
Aev gotdlel SPwG otV IOTOPIKY TTEPI-
yPapr] ald otnv armokdA\uyn —péoa and
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PVIAES, Biopata rj Kal Puxoloyikd tpau-
pata— piag otdong (whg Twv Yuvaikwv
og Mpd&eig mou Bewpolpe Ot €xouv va
Kdvouv povo e Toug AvOpPEG.

This documentary pays tribute to the
women who fought in the Greek Re-
sistance. The testimonies of 40 women
help us understand the significant con-
tribution they made to the anti-Nazi ef-
fort. As the director says:"... the film
refers to the participation and contri-
bution of women to the Greek resist-
ance during the German Occupation
of 1941-44, as well as to the consequences
they suffered. It is based on oral testi-
monies of those women who survived
and follows the historical sequence of
events. However, the focus is not on a
description of historical events, but rather
the memories of these women and their
emotional traumas — a stance towards
situations that are usually attributed
to men”.

ETEA ANTNAN. EZOPIXTEX AEZEIX /
ETEL ADNAN.WORDS IN EXILE

ETEA ANTNAN. EZOPIETEX
AEZEIX / ETEL ADNAN.
WORDS IN EXILE

2007,52°

>evdpio / Screenplay: BouBouUAa
YKoupa / Vouvoula Skoura
Keipeva / Texts: Eté\ Avtvdy, Paoudl
Tpapmou)oi / Etel Adnan, Fawwaz
Traboulsi

Anayyelia / Recitation: EAévn
Bapormoulou / Eleni Varopoulou

Nrokipavtép yia tnyv moirjtpid Kai €i-
KaoTikr) KAANTEXvVIOa ETEN Avtvay, yev-
vnuévn otn Bnputd and pdva 2pup-
vId kal pjoucouAudvo Tatépa amd tnv
2 upia. KoopormoAitiooa, avabpeppévn

ETEA ANTNAN. EZOPIXTEX AEZEIX /
ETEL ADNAN.WORDS IN EXILE

BOYBOYAA IKOYPA / VOUVOULA SKOURA

H BouBouha 2kolpa yewriBnke otn ©gooahoviikn. 2moldaoce [pagikég Téxveg ota
TEI ABnvwv. 2Tn didpkeia tng diktatopiag (oloe kal Sovheue oto Aovdivo. Eival
15puTIkS pENog Tou Kévtpou Eikaotikdv Texvav ABrivag. AoxoAriBnke e meipa-
HATIKEG JEIKTEG TEXVIKEG OTN (QWTOYPAPIa, TTIOU TIG EPAPUOCE TOO0 OTIG EKTUTTWOEIG
(BiBAia, agploeg) éoo Kkarl oTig Taivieg TnG. Ta épya TG oe PIAY Kai Bivieo éxouv Ta-
pouoiaotel og epioodtepa amnd 50 @eotBAA oe Sidpopeg MOAEIG avd Tov KOOHO.
H tavieg tng Eowtepikr] petavdoteuon kal Zkwpia ewtds Ppafedtnkav pe «Eidikr
pveiay oto PeotfdA thg Apduac. To Bivieo Madpo geyydpr améomace To TMPWTO
BpaBeio oto diaywviopd Video Art tng ABrvag to 1998. H taivia tng EteA Avevdv.
Eé&dpiotes Aéeic BpaBeltnke amd to EKK oto 100 PeotifdA Nrokipaviép Oeooa-
Aovikng, to 2008.

Vouvoula Skoura was born in Thessaloniki. She studied graphic design at the Athens
Technological Institute. During the seven-year dictatorship in Greece she lived and
worked in London. She is a founding member of the Centre forVisual Arts in Athens.
For years she has been involved in experimental multimedia photographic
techniques.Her film and video projects have been presented in over 50 festivals
around the world. Her films Inner Migration and Skoria Fotos received the jury's
Special Mention at the Short Film Festival of Drama, Greece.The video Black Moon
received top prize at the AthensVideo Art Competition in 1998, while her documentary
Etel Adnan. Words in Exile received the Greek Film Centre Award at the [0th
Thessaloniki Documentary Festival in 2008.

and artist, whose mother was from
Smyrna and her father was a Syrian Mus-
lim.A truly cosmopolitan figure, raised
literally between East and West,Adnan
traces the political contrasts but also
the similarities between the two cul-
tures, the fluidity and the beauty of lan-
guages. Skoura builds the portrait around
Adnan’ correspondence with her friend,
Professor Traboulsi, in which the poet
charts the position of women in key
cities such as Beirut, Paris, Barcelona and
Rome. On the island of Skopelos she
contemplates the sea and how it con-
nects different civilisations.

KUPIOAEKTIKG peta&l Avatohrig kal Au-
ong, N Avtvdv okiaypagel TiG oAITI-
KEG avTIBEoelg alAd Kkal TIG opoIdTn-
TEG TWV TTONTIOH®Y, T PEUCTOTNTA Kal
NV opop@Id Twv YAwoowv. H Zkolpa
Sopel To MopTpéto yUpw amd v ai-
Anhoypaepia tng Avtvdv e tov eilo TG
kaBnyntr] Teaumouoi, otnv oroia n mol-
ATpla xaptoypagel tn B€on twv yu-
VaIkwV o€ TOAEIG-KAeISI], drwg n Bn-
putdg, to [apiol, n BapkeAwvn, n Poun.
21n 2kémero Siahoyiletal T Bdhacoa
Kal TG QUTr) EVWVEI TOUG TTOATIGHOUG.

Vouvoula Skoura’s documentary is
about Etel Adnan, a Beirut-born poet
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EAAHNIKH MPQTOMOPIA
GREEK AVANT-GARDE

ANTOYANETTA AITEAIAH
KQLTAX X®dHKAX
ITEAAA OEOAQPAKH
MAPXA MAKPH

MEMH PHIornoyAoy

KAI

AENA BOYAOYPH, AEZINOINA KAPBEAA
rQProxr KAPYIMIAHX

AAE=ANAPOLX lNMANMAHAIOY

OANAXIHX XKPOYMIEAOX

ANTOUANETTA ANGELIDI
COSTAS SFIKAS

STELLA THEODORAKI
MARSA MAKRIS

PEPI REGOPOULOU

AND

LENA VOUDOURI, DESPINA KARVELA
GIORGOS KARIPIDIS

ALEXANDROS PAPAILIOU
THANASSIS SKROUBELOS
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ANTOYANETTA AITEAIAH / ANTOUANETTA ANGELIDI

To @uko. Kataokeurj kar eumeipia. Méoa ané pia ouvexrj apiofritnon kar uriépfaocn twv
diméAwv — Cwrj / Bdvarog, drvog / Ednviog, owpa | kéopog, BnAukd / apoevikd, Toéha /
uyeia, kpupd / pavepo, 1Epd | igpdoulo. Méoa amd avtioTpoes.

Avtouavétta Ayyehidn
Ta &vo €pya mou Ba mpoPAnBouv eival véeg ouvbBéoeig tng AyyeAidn amd dikd
NG UAIKS TToU TIPOUMHPXE — OTNV TIPWTN TIEPIMTWon and TG JeydAou Jrikoug Tai-
vieg tng, otn deltepn amd avékdoTo UAIKS TOU TIPOOWTIKOU TNG apXEiou.

Gender: Construction and experience. Through the continuous questioning and transcendence of bipolarities — life
/ death, sleep / wakefulness, the body / the world, female / male, madness / health, hidden / revealed, sacred /
sacrilegious. Through inversions.

Antouanetta Angelidi

The two films being screened are new compositions by Antionetta Angelidi based on pre-existing material.
The first is based on her feature films and the second on unpublished material from her personal archive.

H Avtouavétta Ayyehidn eival oknvoBEtig Kivnuatoypdgou, pe eikaotikd €pyo. lewriBnke otnv ABriva to
1950. >moudace Apxitektovikr) oto EBvikd MetadPio [NMolutexveio, Zknvobeoia kar Movtdd oto Institut
Des Hautes Etudes Cinématographiques (IDHEC) oto Mapiol, kai Oewpia Kivpatoypdpou oty Ecole
des Hautes Etudes en Sciences Sociales emiong oto Mapiol pe tov Christian Metz. ‘Exel oknvoBetrioel téo-
0PI peydAou prikoug taivieg pubomiaoiag. Exel 816d&er Kivnuatoypagikr Oswpia oto Turjpua Oeatpikov
>moudwv tou [Navemotnuiou tng MNdtpag, oto Turua lotopiag, Apxaiohoyiag kar Koivwvikrig AvBpwriolo-
viag kai oto Turjua Apxitektévwy tou [Navemotnpiou ©eooaliag, Kal OTo PETAMTUXIAKS TIPOYPAUUa Tou
Tpruatog Kovwvikrig AvBpwrioloyiag kai lotopiag tou [Navemotnuiou tou Alyaiou. ‘Exel emfong Si15d&el
>knvoBeoia oto Turjpa Kivnpatoypdgou tou ApiototeAeiou [MNavemotnpiou @eocoalovikng. Eivar uéhog tng
Eupwnaikrig Akadnpuiag Kivnuatoypdgou (EFA).

Antouanetta Angelidi is a film director and visual artist. She was born in Athens in 1950. She studied archi-
tecture at the National Engineering University in Athens; film direction and editing at the Institut des Hautes
Etudes Cinématographiques (IDHEC) in Paris; and film theory at the Ecole des Hautes Etudes en Sciences
Sociales in Paris, where she was taught by Christian Metz. She has directed four full-length fiction films. She
has taught film theory at the Department of Theatre Studies at the University of Patras; at the Department
of History,Archaeology and Social Anthropology and the Department of Architecture at the University of
Thessaly; and in the postgraduate programme of the Department of Social Anthropology and History at
the Aegean University. She has also taught film direction in the Department of Cinema of Aristotle Univer-
sity of Thessaloniki. She is a member of the European Film Academy (EFA).

66

METAMORPHOSIS OFBY AA

METAMORPHOSIS OFBY AA
1977,1985, 1995, 2001 & 2007, 47

To Kivnpatoypa@iké autd Sokiuio
aroteAeital and éooepa Kepdhaia, Goeg
eival kai ol Taivieg anéd TG omofeg mMpo-
€pxovtal Ta koppdria tou. [pdkertal yia
ia mopeia diauéoou Twv Taviwy, Tou
IXVNAQTES TIG HETAPOPPWOEIG TWV EQW-
TNUdTwV TePl PUAOU Kal TAUTATNTAG TG
iS1ag tng Ayyehidn. Or avanapactdoeiq
TOU YUVAIKEIOU OOPATOG Kal TO OWHa
NG avanapdotaong, pia yuvaika mou
yewd kai mebaivel, pia yuvaika mou Sev
autokTovel, N MoAAanAdTNTa tng mpay-
paTkSTTag. Amd tnv ToATikr tng Oe-
wpIag Kai Tng eIkévag, otn owHATikg
euMelpia wg TNyry KABe Kataokeung, yia
va enavéABoupe otnv MpokpoUoTeld
KOIVWVIKI] KOTAOKEUT| WG KTO TIPOG ATTEK-
Suony kal va pTdooupe otnv avBpwri-
VN Katdotaon tng evorroloy Bvntdtn-
tag. H AyyeAidn xpnoipomolel tnv
ETEPOYEVEIA TOU KIVNHATOYPAPIKOU HE-
oou ota 6pId ToU Kal eVIOXUovTag TV
ouvexr] TAAdvVIwon avdueoa oto péoa
Kal oto €&w mapdyel To aiobnua tou
avoikelou.

To épyo mapouaidotnke otny €kBeon
Metapgiéoeig — OnAukdtnra, avépompéneia
Kal dMeg Befaidtntes (6 Aek. 2006 - 4
Pefp. 2007, Kpaukd Mouoeio X0yxpovng
Téxvng, ©eooalovikn)

This cinematic essay consists of four
chapters, one for each of her films, from
which the material has been drawn. It
is a journey through her films. A jour-
ney tracing the transformations of An-
gelidi's reflections on gender and iden-
tity: representations of the female body

TEAETOYPTIKO 121280 RITUAL

and the body of representation,a woman
who gives birth and dies,a woman who
does not commit suicide, the multiplic-
ity of reality. From the politics of theo-
ry and image, to corporal experience
at the root of construction, and then
back to the suffocating social constructs
to be thrown off like an unwanted dress,
and ending up at the human condi-
tion of unifying mortality,Angelidi push-
es the limits of cinematic diversity. Mag-
nifying the continuous oscillation between
the internal and the external, she cre-
ates a sense of unfamiliarity. The film par-
ticipated in the exhibition Masquerades
— feminity, masculinity and other certain-
ties, (6 Dec. 2006 - 4 Febr. 2007, State
Museum of Contemporary Art, Thes-
saloniki)

TEAETOYPrIIKO 121280 RITUAL
1980 & 2008, 15°

Awdeka Swdekdtou tou oyddva e
vai n mapagiovr g Yéwnong Tou yiou Hou,
[Métpou. Eyw. fupvh. lia va Eopkiow to
6o pou, BAnoa va Pubiotd ota padpa
vepd, va mpofdAw kai va aykahidow tnv
KolAid piou, o€ pia avduvnon-Arién tou 6t
70 va mebaivels yewwvag eival oav va yev-
viéoal meBaivovtag. Tnv kdpepa Kpatodoe
o Nikog Zuapay6ic kai oto téhog pmai-
VEl 0TV €IKOVa n K6pn pou. Hrav avdue-
oa ot¢ tavies pou ldées fixes / Dies Irae
(1977) kai Témog (1985), avdueoa oto ‘ua-
Vil pupiCer papd kai to tpww’Kai otn yu-
vaika mou yevvd kai rieBaiver’. To uhiké &a-
vagida yia mpatn popd petd ané 28 xpdvia.
To TeAetoupyik 121280 Ritual eivar pia mpaw-
) ene€epyaaia tou. O bidhoyog twv duo

PWVV Eyive TWPA, amd euéva Kai TV Ko-
on pou, Péa Baviéy, ue v omoia ouvep-
ydCopar ard to 1996.

Avtouavetta AyyeAidn

Twelve twelve eighty is the eve of the birth
of my son, Petros. Me. Naked.To exorcise
my fear of death, | felt the desire to im-
merse myself in black water; to flaunt and
cradle my belly, in @ memory-oblivion that
dying while giving birth is like being born
by dying.The camera was held by Nikos
Smaragdis and in the end, my (then) young
daughter enters the frame.The shoot-
ing took place between my films |dées
fixes / Dies Irae (1977) and Topos (1985),
between ‘my hank smells of mummy and
| like to chew on it’and ‘a woman gives
birth and dies’. | revisited the material for
the first time after 28 years. TeAetoupyikd
121280 Ritual is a tentative editing, a work
still in progress. The two voices that are
heard were written retrospectively by my-
self and my daughter, Rea Wallden, with
whom | have worked since 1996.
Antouanetta Angelidi
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TO MONTEAO / THE MODEL

KQXTAX YOHKAYX / COSTAS SFIKAS

METAMOP®QXH / METAMORPHOSIS

# O Kaotag Zerikag yewriOnke otnv ABriva to 1927. Am’ ta epnikd Tou xpdvid epydoTnKe WG Ta-

&)

XUSPOWIKOG UMTAANAOG Kal egpaviCetal wg autodidaktog Kivnuatoypapiotig He To @IAU Eykaivia
10 1961 AkoAouBouv ta viokipavtép Avauovr (1962) kai Onpaikdc 6pbpog (1968) — to deltepo oe

ouvepyaoia pe tov 2talpo Topvé. H aywvia tou Kohota erika yia éva Kivnuatoypd@o tou Siake-
KTIKOU UNIOHOU, JE PNTEG EIKAOTIKEG SNAWOEIG, Ba petouciwBel atnv taivia Moviédo (Bpapeio kaAd-
TePNG KAMITeXVIKAG taviag oto PeotiBdA ©eooalovikng 1974). MNapduoleg diabéoeig amavtwvtal
ota yetayevéotepa €pya tou MntporéAeig (1975), AAMnyopia (1986), To mpopntikd mouli twv BAiPewv tou Mdour KAée (1995),

[pounBeds evavtiobpopwv (1998) k.a.

Costas Sfikas was born in Athens in [927.A postal service employee since his teens and a self-taught director, Sfikas debuted
in 1961 with his short film Inauguration, followed by the documentaries Wait (1962) and Dawn in Thera (1968) — the latter
was shot in collaboration with the director Stavros Tornes. Costas Sfikas' anxiety for a dialectical materialistic cinema with ex-
plicit artistic declarations was substantiated in his film Model (award for best artistic film at the 1974 Thessaloniki Film Festi-
val). Similar approaches can be traced in his later films, Metropoles (1975), Allegory (1986), Paul Klee’s Prophetic Bird of Sorrows
(1995), Prometheus Enantiodromon (1998) etc.

TO MONTEAO / THE MODEL
1974, 35mm, 90°

«E@ooov, Aoimév, o kamtahiopog dev
€xel akdpa ouvtpIBel wg odotnua, eyw
eflal umoxpewpévog va Seifw éva @iy
iou urofdMel TV 16éa &t autd To po-
viého Siapkel, umdpxel akdpa. Kai dev
Jrmop va mpoPAEYw to téhog tou. 1!
autd, to mAdvo eivar éva. fiati o xpdvog
€xel JIa anoAuTn evotnta, pia amdAutn
pon. Eival oav pia e&fowon mou éxel évav
Ayvwoto: 1o Xpovo. Ki o xpdvog 6a nd-
el va undpxel ar' th otiydr) mou 8a Au-
el n e&iowon autr), dtav Ba teleiwoel
1o povtéro. Oco péel Sev pmopeic va
TO HETPAOEIG...»

Kaotag 2¢rikag
2Uyxpovog Kivnuatoypdpog, Okt-Aek. 1974

Ol aeikivnteg ox€oeIg TNG KATITai-
OTIKAG TTapaywyrig akivntormolouvtal
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TIPOG OTIyUrv Kal avanapdyovtal e§ap-
xG oto Movtého. Or avBpwiveg @I-
yoUpeg amnoktouly {610 UAIKS kar €181KS
Bdpog pe ta mapaydpeva aviikeiyeva
kal o Khotag Zerikag dnuioupvei éva
and ta Mo ToAUNPd eyXeiPAPATa oTnV
10Topia Tou MaykOGUIoU KIVAUAaTo-
ypdgou: Ty kabaprj orrtikomoinon g
eUMOpEUPATomoINUEVNG (wnG o' éva
Blopynxavomoinuévo Kal capwg, un
TPAyuatiké xweo. H taivia anoteAei-
tal ané éva Boufé povoridvo, To omoio
anoteel pia 1diaitepn ékppacn pA&ng
e Ta Seopd NG AMeIKoVIOTIKAG auta-
ndtng Kai tn dnuioupyia piag véag
mpaypatikdTntag, n omnoia Ba mpémel
va gppnveubel kar va oxoNaotef pe Bd-
on Toug 1oxUovTeg —e8w Kal évav Te-
piMou aikva— Kavoveg TNG KamTaAl-
OTIKr G aAoTPiwong.

“As, therefore, capitalism still hasn't
been yet shattered as a system, | am
obliged to show a film that submits the
idea that this model lasts, still exists.And
| cannot predict its end. That's why the
film consists of one single shot. For
the time has an absolute unit, an ab-
solute flow It is like an equation that has
one unknown factor:time.And time will
cease to exist, when this equation is
solved, when the model doesn't exist
anymore.As long as it exists, you can't
just measure it..”
Costas Sfikas
Modern Cinema, Oct.-Dec. 1974

The perpetual relations of capitalis-
tic production are immobilised to the
moment and reproduced from the
start in the Model. The human figures
acquire the same material and special

weight with the produced objects and
Costas Sfikas creates one of the bold-
est undertakings in the history of world
Cinema: the pure visualisation of com-
mercialised life in an industrialised —
and of course, not real — space. The
film is constituted by a silent sequence-
shot, which is a particular expression
of rupture within the bonds of rep-
resentational delusion and the cre-
ation of a new reality, which should be
interpreted and commented, based
on the contemporary — in the last cen-
tury — rules of capitalistic alienation.

METAMOP®QXH /
METAMORPHOSIS

2007, DigiBeta, 60°

2evdpio / Screenplay: Kootag Xorikag /
Costas Sfikas

Ddwtoypaepia / Cinematography:
Napyog Kapdapdg / George Kardaras
Movtad / Editing: Kdotag Zerikag /
Costas Sfikas

Mapaywyrj / Producer: MNavayidtng
2acAidng / Panayotis Saslidis

O mAaoi€ Nkpéykop Xdpya peta-
poppwvetal o’ éva epmetd and ta uNi-
k& twv epmopeupdtwy tou. H otopyn
TNG OIKOYEVEIAG, TTOU XAVEl ToV KUpIo
népo (wng, PetaBdMetal o€ picog.

Travelling salesman Gregor Samsa
is turned into a reptile by the very ma-
terials he peddles.The love of his fam-
ily, which loses its primary source of in-
come, turns into hatred.

ITEAAA OEOAQPAKH / STELLATHEODORAKI

[ewriBnie to 1957 otnv Abrjva, oroudaoce Olkovopikég Eri-
otrjueg oto [Navemotipio ABnvay, 2knvobeoia otn 2xo-
A Zraupdrou, Kivnuatoypdpo kar PAocopia tng Téxvng
otn 2opPdvn, drou Kal ékave To SISakTopIkd TG He O€-
pa «H mpwronopia otov kivnuatoypdpo tng Sekagtiag tou
1920 otn [aMia kai tn leppaviay. Exer yodyel kai empeAn-

B¢l MOMA kivnuatoypagikd dpbpa, BiBAa kar kataAdyoug
@eotiBAA. Exel 816¢&el kivnuatoypdeo oto [Navemotrpio tou Pebipvou (Turipa Oe-
atporoyiag — Mouaoikoloyiag), otnv AXKT (Metarmtuxiaxd Turiua, Wneiakég popeég
TéxvNng), kal oto Apiototéieio [Naverotripio @gooalovikng (Tprjpa Kivuatoypdpou).

Born in Athens in 1957, Stella Theodoraki studied economics at the University of Athens,
filmmaking at the Stavrakos Film School,and directing and art philosophy in Sorbonne,
where she also completed her PhD on “Avant-garde Cinema of the "20s in France
and Germany". She has written and edited numerous cinema articles, books and fes-
tival catalogues. She has taught film studies at the University of Rethymnon, Crete
(Dept. of Theatre — Music Studies), at the Athens School of Fine Arts (Dept. of Post-
graduate Studies on Digital Arts) and at the Aristotelian University of Thessaloniki

(Dept. of Film Studies).

AINO TO MONAAIKO X TO
MOAAAIMAO / FROM THE
UNIQUE TO THE MULTIPLE

1993, Ntokipavtép / Documentary, [6mm
82" — Video 64" Xevdpio / Screenplay:
>t. ©g0dwpdkn), E. Maxaipa / St.
Theodoraki, H. Machaira ®wtoypaeia /
Cinematography: H. Kwotavtakémoulog
| E. Kostantakopoulos Movtdd / Editing:
A. Meddg / A. Pezas Mouoikry / Music: M.
KopéAng / P. Korelis Agpriynon /
Narration: I. MixaAakémoulog / G.
Michalakopoulos

Mapaywyrj / Producer: Zt. ©€0dwpdkn
(y1a To YTIMO) / St. Theodoraki (for the
Greek Ministry of Culture)

Movadikég gival ol oTyp€g ou xd-
vovtal xwpiG va &avayupioouv. H pory
TOU TToTapoU, © AXOG TNG BPOXMG, TO XPw-

pa twv Bpdxwy, n mopeia tou Qutdg eé-
oa otn pépa. Movadikr eival n mpooTd-
Beia va axpaAwtioel Kaveig T por va t
BdAel o’ éva xpwpa, o’ évav rxo, o’ éva
owpa. Na tnv kdver téxvn. Movadiki
efval n oppr yia dnuioupyia. H aywvia
yia tnv Unapén. H mpoondbeia va dia-
TnENBel N otyur}, vV amwBel kai va diap-
Kkéoel. 2tov 206 aiwva n povadikr tdon
yia dnuioupyia mapaxwpel T Béon g
oTNV Mapaywyr. 2To MPoidv ev oeipd,
OTo MOMAMAS avtiypapo, oTo opoiwpa.
O puBuoi aMdlouv. O kdopog emBupel
va tov anatouv. H amdtn tou tpépetal
pe To MoAAamAS kar To erigepo. O dv-
Bpwriog Eexvd o xpdvo. [Napdyer xwpig
V' avapwtiétal. H autopatomnoinon mep-
vd otnv kabnuepivr Cwr).Avdykn va &Ee-

69



pUyel Kavelg, va emoTpéel otn euon, va
katadubel ato BuBd NG pvrung, V' aki-
VNTOTTOIACEl TO XPAVO. AvAykn va epw-
TEUTEN 2TOV VEO aiwva, Ba mpérmel Ka-
VEIG va emAéEel avdpeoa otoug pubpolg
NG KOIVWVIKAG Kata&fwong Kai To po-
vadikd dyyiyua tou xepiol Mévw OTo Xw-
pa. Avdueoa otn A kai To Jovadikd
okiptnua and ) {wr] oto Bdvato, amd
TO YVWOoTtd 0TO dyvwoTo, and TO QWG
OTO OKOTdd!.

Unique are the moments that are
lost, never to return. The flow of the

river, the sound of rain, the colour of
rocks, the course of light over a day.
Unique is the effort to encapsulate this
flow, to translate it into a colour;a sound,
a body. To turn it into art. Unique is the
passion for creation. The anxiety for ex-
istence. The effort to preserve a mo-
ment, to spread it out and to make it
last. In the 20th century the unique ten-
dency to create is replaced by a ten-
dency to produce.An assembly line
product, a multiple copy, a mock-up.
Rhythms change. People want to be
deceived. This deception is fed by quan-

MAPXA MAKPH / MARSA MAKRIS

>knvoBETig kar ouyypapéac. 2moudeg Bedtpou otn Néa
Yopkn (Stella Adler Conservatory) kar kivnuatoypd-
¢ou oto Nog Avtlereg (UCLA)- cepvdpia otig HITA
(“Bread and Puppet Theater", Peter Schumann & La Mama
Theater, Suizi Terayama), tn Aavia (Odin Teatret, E. Barba)
kar tnv MoAwvia (Teatr Laboratorium, J. Grotowski). H

HIKkpoU urjkoug taivia tng To Tapévo oupyeteixe oto ermi-
onpo diaywvioTiké Tou S6ou Peotifd Twv Kavwwv (2003).

Director and writer Theatre studies in New York (Stella Adler Conservatory)
and film studies in Los Angeles (UCLA); workshops in the USA (“Bread and Puppet
Theater”, Peter Schumann & La Mama Theater, Suizi Terayama), in Denmark (Odin
Teatret, E. Barba) and Poland (Teatr Laboratorium, J. Grotowski). Her film Offered
Boy was officially selected at the 56th Cannes Film Festival in 2003.

10

ITON TOIXO / AGAINST THE WALL

tity and the ephemeral. Man forgets
time. Producing without reflection.Au-
tomation penetrates daily life. There's
a need to escape, to return to na-
ture, to dive into the depths of mem-
ory, to immobilise time. There is a need
to fall in love. In the new century, one
must choose between the pace of
attaining social rewards and the unique
touch of the hand on the ground. Be-
tween oblivion and the unique leap
from life to death, from the known to
the unknown, from light to darkness.

ITON TOIXO /

AGAINST THE WALL

MuBorm\aoia / Fiction, 2003, 35mm, 7 *
>evdpio / Screenplay: Mdpoa Makpr /
Marsa Makris

Movtad / Editing: ANékog Zapoovidng /
Alec Samsonides

Mouaikr| / Music: Mnvag AAe&iadng /
Minas Alexiades

Epunvevel / Perfomed by:

Philippe Mendes-Adlapng / Philippe
Mendes-Lazaris

Mapaywyr / Producers: Mdpoa Makpr,
Anpritpng ©sodwpdmoulog / Marsa
Makris, Dimitris Theodoropoulos

‘Onwg Aéel n oknvoBetda «Tpehdg yia
0dpKa, To adPato KIrvVog, O KATaoTPo-
@gag xaodmng. O Tperdg mnKoc».

In the director’s words “Mad for flesh,
the invisible beast, the disastrous butcher
The mad ape”.

MEMH PHIOMOYAOY / PEPI RIGOPOULOU

H Mérmn PryomoUAou yewriBnke otnv ABrva. Zmou-

daoe Xnueia oto Navermotiuio ABnvav kai lotopia

ka1 Oewpia g Téxvng otn ZopPdévn (Ecole des Hautes

Etudes) oto lMapior. Eivar kaBnyrteia Tou Tufpatog

Emkonvwviag kar Méowv Madikrig Evnpépwong (EMME)

= tou [Navemotnpuiou ABnvav. Eival ouyypagpéag BiBANwv

OXETIKA PE TNV apxaia kar tn olyxpovn puBoloyia, tn

VEWTEPIKATNTA Kal TV 150Aoyia. 2ta €pya tng mepiAapfdvovtal peta&l dAMwv

ta BiPANia Autouaroromtikr, évag Adyog yia tv téxvn kai v texvoroyia (1988), O

Ndpriooog, ota ixvn evéc uibou (1994), To Xdua:Amd tny ikeofa otnv ameidrj (2003).

Ta teleutaia xpdvia oknvoBEeTEel PIKPOU PrKOUG TAIVIEG KAl VIOKIPAVTER, EVE

and o 1992 dieuBiver tn Beatpikr opdda tou Turjuatog EMME. Exel mapou-

oldoel atopIKEG ekBEDEIG (wYPAPIKNG Kal ouvepydleTal Ye TNV epnpepida EAeu-
Ogporturia.

Pepi Rigopoulou was born in Athens. She studied Chemistry (University of
Athens) and History & Theory of Art (Sorbonne, Ecole des Hautes Etudes) in
Paris. She is a professor at the Faculty of Communication and Media Studies
of the University of Athens. She is the author of books related to ancient and
modern mythology, modernism and ideology. Her works include Automatopoetics,
a Discourse for Art and Technology (1988), Narcissus, Tracing a Myth (1994), The Body:
From Plea to Threat (2003).A few years ago she started directing short films and
documentaries, while she has also been in charge of the CMS faculty theatre
group. She has also presented solo painting exhibitions and contributes
articles to Eleftherotypia dalily.

SCHREBER vs SCHREBER Oeatég T To mapaAipnua Exel kATl

2008, Digital video, I2\emrtd

2evdpio / Screenplay: Mémn
Pnyoroulou / Pepi Rigopoulou
Ddwtoypagpia / Cinematography:
Kdotag TpiavtagpuAou /

Costas Triantafyllou

HBomoi6g / Cast: Kipwyv Pnyémoulog
/ Kimon Rigopoulos

O €ykA€I0TOG TIAPAVOIKOG 2PENTIED
amoloyeital oTo MPOESPO Tou EPe-
teiou NG Ap€odng 2 péumep mpo-
omnabwvtag va melogl autdv Kal Toug

and tn AoyIKA Kal n AoyIKr TwV yid-
TPWV, OTwG €Aeye Kal o Ppdivt, kTl
and to mapaifipenua.

Schreber paranoid and confined
to an asylum is making his defence
plea in front of the Dresden Court
of Appeal presided by Schreber. He
is trying to persuade both himself and
his audience that there is reason be-
hind his delirium and that in the rea-
soning of doctors ,as Freud also sug-
gested, there is an element of delirium.

@THENSBLOGS

@THENS BLOGS 2007, 92"

YknvoBeoia / Direction: Aéva Boudoupn,
Aéomoiva KapBéha, Nwpyog Kapumidng,
ANéEavdpog Mamanliou, ©avdong
Yipoupmeog / Despina Karvela, Giorgos
Karipidis, Alexandros Papailiou, Thanassis
Skroubelos, Lena Voudouri

Pwrtoypaegia / Cinematography:

Yrapdtng NavvouAng, Kiapid Atdk, Xdkng
Mavidtng / Stamatis Gianoulis, Kiamil Atak,
Sakis Maniatis

Movtdq / Editing: BayyéAng Katoryidvvng,
Mdvvng Kapapmivng, Bilka Tqolpa / Vagelis
Katsigianis, Yianis Karabinis, Vilka Tzoura
Mouoikr: XAdBa Xouvtdkoe / Slana Sudakov
HOoroloi / Cast: Hpd Moukiou, ‘EAeva
PiCou, BayyéAng leppavdg, lMota Péota,
Apté Amapuidy / Iro Moukiou, Elena
Rizou,Vangelis Germanos, Giota Festa,
Arto Apartian

To @thens Blogs sivai pia oriovoulwtr| tai-
via og €& pépn. MNévte oknvobEteg, o ka-
Bévag pe tn Sikr tou IoTopia, pag mapou-
o1dCouv ot pia kolv mpoomndBeia auth
Vv ave&dptntn mapaywyr. E& iotopieg mou
diadpapatiCovtal otnv Abrjva: to | Love
You (A.MaranAiou), n Awped (I Kapuridng),
n Ain Aog Toéheg (©. ZxkpoUumerog), o 2h-
uepa, x0<q, adpio (A. KapPéAa), n Ahikn me-
Baivel otn xdpa wv Baupdtwy (I Kapumiéng)
kai to Africa (/\. Boudolpn) eival ol Iotopieg
JE TNV O€IPd TOUG.

@thens Blogs is a six-part film. It is a joint
effort, an independent film that brings to-
gether five Greek directors. Each of the six
stories takes place in Athens./ Love You (A.Pa-
pailiou), Donation (G. Karipidis), Lily Los Treles
(Th. Skroubelos), Today, Yesterday, Tomorrow (D.
Karvela), Alice Dies in Wonderland (G. Kari-
pidis) and Africa (L.Voudouri) are the stories
as they appear in the film.
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To ®eoufdl, ouvexifovrag tnv mepoivr) cuvepyacia pe to Tprjua EMME tou lMNavemotnuiou ABnvav
und ) Sidackaia thg Mapiag Kopvnvou, to Epyaotripio Murtikrig tng AZKT uné tn didackahia tou lwpe-
you Admma kai thg Agpoditng Aftn, to Tujua Kivnuatoypdpou tou [Navemotnuiou @ecoalovikng umd
tn S1dackahia Tou Anprten Geodwpdmoulou Kal NG ZTEAAG Oeodwpdkn Kal To Turjua AQXITEKTOVWY
tou [avemotnpiou thg @eooakiag umd tn didaokalia tng Avtouavettag AyyeAidn, mapouaoidlel eAmdo-

(POPEG EPYACIEG TWV POITNTWV.

The festival presents the work of promising young filmmakers in a continued collaboration with the
following professors and departments: Maria Komninos, Faculty of Media and Communications; George
Lappas and Aphrodite Liti,Athens School of Fine Arts; Dimitis Theodoropoulos and Stella Theodorakis, Film
Department of the Aristotle University of Thessaloniki; Antounetta Angelidi from the School of Architec-
ture of the University of Thessaly.

TAYTIXZH / IDENTIFICATION
2006, 16"

>knvoBeoia / Direction:
Améotolog Kaloyidvvng /
Apostolos Kaloyannis

AMOUR LETTRISTIQUE

2007, 1:59°

>knvoBeaia / Direction: OUpcouha
KaooaBétn / U. Cassavetes
Movtad / Editing:

AddTech / Re-Used Parts
Mouoikr / Music:
BroodingSideOfMadness
Mapaywyr / Production:

You: Coma Films

n

Xvo Tpnpa Emkoiveviag xel diapopewBel pia mapddoon Sidackahiag
KIVNUATOYPd@ou PE TPWTOTIOPIAKEG EQAPHOYEG. 2€ OUVEPYAsia Pe TNV
Avtouaveétta AyyeAidn kai Tov Anurten ©eodwpdTouAo, Ol HETATTTUXIA-
Kof Hag @ortntég SISAXTNKAV TEXVIKESG TNG KAMEPAG KAl AvETTTUEQV KPITIKA
otdon anévavil oTo POVTEAO TOU KUPIaPXOoU apnynuatikoU Kivnpatoypd-
@ou. 2Upewva pe Tov Andotoro Karoyidwvn, n iapdAnAn didackaia pag
OTNV KPITIKr] TOU AOYOKEVTPIKOU KAl TOU OTTUIKOKEVTPIKOU HOVTEAOU £0w-
o€ T¢ duvatdtnteg yia tnv avdmtuén piag SIMAAG Ypa®eng Tou petaypd-
€l TOV KPITIKO AOYO OE OTTTIKOAKOUGTIKEG EIKOVEG,.

Mapia Kouvnvou

In the faculty of Media and Communication in the post-graduate
course of Cultural Studies we taught film with particular emphasis on
the avant-guards both pre-war and post-war. In collaboration with An-
touanetta Angelidi and Dimitris Theodoropoulos this particular group
of post-graduate students were taught both camera techniques and a
critical attitude towards mainstream cinema.According to Apostolos
Kaloyannis our parallel teaching criticising both the logocentric and
ocularcentric regimes helped him develop a double writing, which tran-
scribes the critical discourse to optical and sound images.

Maria Komninos

MOPTO AATOZ, 3°22”

Awpéva Toehépeykou, lewpyia
Toidvta, Mapia Kamapdkn
TANGOAFFECTED.CAMERA, 4 20"
Mdpw Todyka

TO AIKNIXMA 5

HAidva Toamatodpn

MOAYTIAEZIA, 8726, ENévn Mmiévn,
Avtpéag MAatrig, AvBouAa Tldkou
KOKKINO, 2’, Mehdi Salehi,

Avaig Mikipvtitoidy, Baow
2taupoBeodwpou

(Mavemotipio ©eocaliag, Turjpa
Apxitektévay, dvoign 2007)

AYKHZH X TO «MULLHOLLAND
DRIVEy, 338" Avva [Miykou-Pemoton
UTERO EXPOSTO 7747~

Nikog Kupitong

O KANONAZX10°507, MNévvu Mmouoka
(Apiototéleio MNavemotripio
Oeoocalovikng, Tprjua
Kivnpatoypdgou, avoign 2007)

MEIPAMATIKEX TAINIEL NEQN AHMIOYPIQN
YOUNG DIRECTORS EXPERIMENTAL FILMS

A6 1o Turjua Apxitektévwy tou [lavemotnuiou thg Gecoa-
Nag kai to Turpa Kivnuatoypdgou tou Apiototeeiou [Navemotn-
pfou tng ©eocalovikng TIPOEEXOVTAl Of POITNTIKEG EQYACIEG TTOU
TIapOoUCIddw. 2TOXOG TWV EOYACIKV €ival va AmoKTGOoWV Ol QoIth-
TEG EUMEINIA OUYXPOVNG KIVUATOYPAPIKAG EKPEAONG, VA CUVEISN-
Toroifoouv otny MPd&n tn SiakeidevIKSTNTa Kai TG SuvatdTnTeg
avTioTENG TNG KIVNPATOYPAPIKAG ETEPOVEVEIAG KAl VA EVOWUAT®-
GOV TNV UTTOKEIMEVIKSTNTA TOUG WG Snuioupyol GTo €pyo Toug.
Avtouavétta AyyeAion

In the Department of Architecture at the University of Thes-
saly, and the Department of Cinema at the Aristotle University
of Thessaloniki were made the student films which | present. The
objective in my courses is to provide students with a direct ex-
perience of contemporary cinematic expression, to help them un-
derstand, in practice, the intertextuality and potential for juxtapo-
sition that is inherent in the diversity of cinema, and to incorporate
their own point of view into their own work.

Antouanetta Angelidi

PORTO LAGOS, 322"

Lorena Tselemegkou, Georgia
Tsianta, Maria Kaparaki
TANGOAFFECTED.CAMERA, 4°20”
Maro Tsiagka

ROCKABY, 5, Eliana Tsapatsari
POLYPLEXIA, 826", Eleni Boni,
Andreas Platis, Anthoula Tzakou
RED, 2’, Mehdi Salehi, Anais
Mikirditsian,Vasso Stavrotheodorou
(University of Thessaly, Department
of Architecture, Spring 2007)

EXERCISE ON ‘MULLHOLLAND
DRIVFE’, 338 “ Anna Pigkou-Repousi
UTERO EXPOSTO, 7°47~

Nikos Kyritsis

THE RULE, 10" 50", Penny Buska
(Aristotle University

of Thessaloniki, Department

of Cinema, Spring 2007)
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A6 1o MNMavemotpio @sooalovikng, Turjua Kivnuatoypdgpou
EXW EMAEEEI TAIVIEG TETAPTOETWY (POITNTWY TIOU TIdpakoAouBnoav
TO PdOnpa «AielBuvon pwtoypapiac». To aviKeluevo NG epyaciag
TouG eival n emavanpoogyyion/remake piag oknvrig anod tnv Gertrud
(1964) tou KapA Ntpéyep pe dieubuvtr| pwtoypapiag tov Xevivyk
Mmévtotev. 2tnv tavia autr| ol Ntpgyep — Mméviotev avamicoouy
pia 181aftepn «apaIPETIKI AIoBNTIKY] OTO PWTIOPO WE TN XPron Tou
aoTIPOHAUPOU PIAY.

Anuntenc Oeodwpdmouroc

MpoBdNovtar tarvieg Twv Oeodwpag Mariapoy, Eudo&iag Kupomoulou, Mapiag
Mauidou, Mapiag Maupidou, Mavlou Znedkn, AAéEavdpou Kamddkn, ANegav-
Spag MixanAidou-TZapidou kai MNévvug Mmouoka.

From the Aristotle University of Thessaloniki Department of
Cinema, | present films by the fourth year students who followed
a course on “Cinematography” taught by me. They were assigned
to remake a scene from Carl Dreyer's Gertrud (1964),in which Hen-
ning Bendsten did the cinematography. Dreyer and Bendsten de-
veloped a particularly austere aesthetic with special lighting and the
use of black and white film.

Dimitris Theodoropoulos

The students whose work was chosen are: Theodora Malliarou, Evdoxia Kyropoulos,
Maria Pavlidou, Maria Mavridou, Pavlos Sifakis, Alexandros Kapidakis, Alexandra
Michailidou-Tzaridou, Penny Bouska.

ANQTATH XXOAH KAAQN TEXNQN
B EPTAZTHPIO TAYMNTIKHX / ATHENS SCHOOL OF FINE ARTS
SCULPTURE STUDIO

Kabnyntrig lwpyog Adnmag / Professor George Lappas

MpoBdMovral tavieg Twv / Films by: Kwotavtivou TqipouAn, Katepivag ToekoUpa,
Mopyou Zepyiémoulou / Constantine Tzimoulis, Caterina Tsekoura,George
Stergiopoulos

Enfic. kaBnyritpia Appoditn Aftn / Assistand Professor Aphroditi Litti
DYAAA / LEAVES

2007,6 29

>knvoBeoia / Direction Pw§avn Xapavtavn / Roxani Charantoni

H Mmnapnéx MavykdArt sival meipauatikr Kivnpatoypagiotpia mou Cel
kal pydletal otnv Néa Yopkn. Eivar emiong yvwotr] g ewtoypdpog xo-
poU, Bedtpou Kal TTEPPOPUAVG, EVW E€XEl OTNV KATOXM TNG €va EKTETA-
HEVO apXelo amd XOPEUTIKEG KAl AMEC TTEPPOPUAVG, To dTTolo TPdPRNn&e
Kupiwg otn Néa Yopkn tn Sexaetia 70-'80. ‘Exel ouvepyaotel wg Sigu-
Buvtpla pwtoypagpiag pe toug M. Avod, |. Pdivep, 2. Akeppuay, M. 2vdou,
[-Nidvag, 2. [dtep k.d. 2ta TeAevtaia ypamtd tng avactoxddetal tny Te-
XVN TOU QIAY KAl TNG QWToyPa®iac omwe Kai TNV Tour TG aiodntikrg ka
NG Texvooyiag. H tavia tng Emtd EdkoAa Kopudua ané ty Mapiva Aumpd-
poPitg ékave tnv mpepiépa g to 2007 otnv MmepAivdie. To 2008 oup-
peTEXEl Pe pia eykatdotaon tng otn MmievdAe tou BepoAivou, eva te-
Aeutaia ouyypdgel éva keipevo yia to Poumép Mmpeodv.

Babette Mangolte is an experimental filmmaker living in New York City.
Also known for her photography of dance, theatre and performances, she
has an extensive archive of performance and dance photographs that she
shot mostly in New York City in the 1970s and 1980s. She has worked as
a cinematographer with M. Hanoun,Y. Rainer, C. Akerman, M. Snow, . Jonas,
S. Potter and others. Lately she has turned to writings to reflect on her
film and photo practice and the interaction between aesthetics and tech-
nologies. In 2007 her film Seven Easy Pieces, by Marina Abramovic (2007)
premiered at the Berlinale. Mangolte will be included in the Berlin Bien-
nale 2008. She is currently working on a text about Robert Bresson.

EMTA EYKOAA KOMMATIA, 1a, avOeKTIKATNTA KAl QVTOXr| OTwG arnd-
THE MAPINA AMIMPAMOBITE / viwvtal oto €pyo tng Mapivag Aumpd-
SEVEN EASY PIECES, poBig. O1 meppdppavg, or omoieg dirjp-
BY MARINA ABRAMOVIC KNoav apkeTéG eBSoNAdEeC, £yivav oTto
HIMA / USA, 2007,74 " digiBETA Mouoeio lkouykevxdiu otnv Néa Yopkr),.
Pwroypagia — Movdd / H Mapiva Aumpdpopitg e&€0ete o o6-
Cinematography — Editing: Babette 1a TNG O KoIvA Béa emf epTd (peg KEBE
Mangolte pépa. H tavia akohouBel TV ypauiko-

Xvo E¢ptd eUkoAa koppdtia n Aunpd-
poPitg anmodidel avd meppdppavg and
v Sexaetia tou 1960 kai tou 1970 — twv
Mrmpoug Ndoupay, Bito Axdvtol, VALIE
EXPORT, T¢jva IMéwv kai Sikég tng. H orn-
voOETig Ael TG petagpdlel oav pia
Jouoikr| maptitoUpad. H tavia eivai pia
avtavdkAaon otny TExvn thg mep@op-
HAavG Kal Tou CWHATOG, TTOU OKIayPAapel
TN QUOIKr| uBpauoTdTNTA, TOMANAST-

TNTa Tou yeyovotog otn SidpKeld Twv
eBdopddwy, and tn cwuatikr meon otnv
avTnapdBesn Kal OULHETOXT TOU KOIVOU,
OTd TPia MPWTA KOPUATIA, HEXP! TO TEAE-
TOUPYIKS, OTTwG emteeftal and v Aurpd-
poPitg ota teAeutaia T€oogpa Kopudtia.
In Seven Easy Pieces Marina Abramovic
re-enacted seminal performance works
from the 1960s and 70s by Bruce Nau-
man,Vito Acconci, VALIE EXPORT, Gina

EIAIKH MPOBOAH
Mmapmet MavykoAt
SPECIAL SCREENING
Babette Mangolte

\}

Marina Abramovic.
© Marco Anelli. Courtesy: Sean Kelly Gallery.

Pane, Joseph Beuys and herself. The di-
rector says she interprets them as one
would a musical score. The film is a re-
flection on performance art and body
art outlining physical fragility, versatility,
tenacity and unlimited endurance as seen
in the work of Marina Abramovi¢. The
week-long series of performances took
place in November 2005 at the Guggen-
heim Museum in New York. Abramovic¢
exposed her body on display every
day for seven hours.The film follows the
linearity of the weeklong event, from the
pressure exercised on the body to the
participation of and confrontation with
the audience in the first three pieces, and
up to the ceremonial character achieved
by Abramovic in the last four pieces.
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FE®YPELXL L TA BAAKANIA KAI TH NOTIOANATOAIKH EYPQIMH
BRIDGES IN THE BALKANS AND SOUTHEAST EUROPE

H XTPOITYAH TPAMNEZA

H exdnAwon yivetal oe ouvepyaoia pe To Ivotitouto [kaite ABnvav Kai to
Aigbveg PeotifdA Kivnuatoypdpou @eooalovikng, tnv Toitn 20 Maiou 2008,
otnv AiBouoa tng EXHEA, Akadnpiag 20, 12:30 p.p.Tnv exdriiwon Ba cuvtovi-
oel n kabnyntpia Mapia Kopvnvou. H otpoyyulr| tpdmela Ba emixeiprioer va
Slgpeuviioel TIG SuvatdTNTEG MAPAYWYNG KAl OUPTIAPAYwWyrG VIOKIUAVIER OTIG
xwpeG TG Notioavatoikrg Eupamng kabwg Kal TG OXETEIG TwV XWPWY AuTwV
pe tv EAGSa, ta umdAoima BaAkdvia kai tnv eupltepn Eupwrn, kaAwviag
dUo eupwraikd QeoTIPAA pe avdloyn ePTeIpia va Mapoucidoouy T OXETIKY
dpaotnpidtnta Toug Kai va ekBEoouv Toug TIPOBANKATIoHOUG TOUG.

To goEast Film Festival, 15pU6nke to 200! pe mpwtoBouAia tou Deutsches
Filminstitut (DIF), amookomovtag otn ouvavinon Tou eUpUTEPOU KolvoU HE TO
KIVNHATOYPAQIKO €PYO TV YEITOVIKWY Xwpwv otnv AvatoAikr Eupdrmn. To
SEEDOX project (Southeastern European Documentaries) eival pia mpwto-
BouAia tou gokast Film Festival kar idiaitepa tng SieuBivTpids Tou Kpiotive Kot
karl Tou e1dikou oUpBoulou og BEpata omtikoakouoTikiG mapaywync tng No-
TIavatoAknG Eupdring emueAntr kar dnuooioypdpou Mmepvt Mmolviep. Amo-
TeAel Yia Ynepiakr) MAaTeoppa yia to viokigaviép otn Notioavatolikr Eupw-
TN, Tou UAoTToIRBnKke Ye tnv umootripign tou European Cultural Foundation's
Balkan Fund kai tou Ivotitoutou lkafte. H ynegiakr} autr matpdppa épxetal va
KAAGYEI T PEXPI TOPA EMEIPN 0pYaVWHEVNG TTANPOMSENONG OTNV AyYAIKA

ROUND-TABLE DISCUSSION

The event is organised with the collaboration of the Goethe Institute in Athens
and the Thessaloniki International Film Festival. Tuesday, May 20, Athens Jour-
nalists’ Union, 20 Academias St., 12:30 p.m.The discussion will be coordinated
by Prof. Maria Komninos and will attempt to explore the potential for doc-
umentary productions and co-productions in the countries of Southeast Eu-
rope, as well as the relationship between these countries and Greece, the rest
of the Balkans and generally Europe.The event has also invited two European
festivals with similar experiences to talk about their activities and the prob-
lems they encounter.

The goEast Film Festival was founded in 2001 on the initiative of the Deutsches
Filminstitut (DIF), and its goal is to acquaint the general public with the work of
filmmakers in nearby Southeast Europe.

The SEEDOX project (Southeastern European Documentaries), an initiative of
the goEast Film festival and more particularly of its director Christine Kopf and
its special consultant on audiovisual productions in Southeast Europe, cura-
tor and journalist Bernd Buder is a digital documentary platform for Southeast

1
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YADOOQ OXETIKG PE TNV TIAPAywyr] VIOKIUAVTEP OTIG XWEEG AUTEG HECW UIAG VE-
ag iotooehidag (oe Aertoupyia 1én and tov NoépPpio tou 2007), kal Tepl-
AauBdvel avalioeig kar Bdoeig deSopévmy OXETIKA PE TNV KIVUATOYPAPIKA
mpaypatkdtnta otn NotoavatoAikr Eupwmn. Tnv miatedppa Ba napoucidoel
o dieuBuvtr|g Tou SEEDOX Mmepvt Mmouvtep, 16ikdg oUpoulog yia Béua-
Td OTTUKOAKOUCTIKAG TIapaywyn ths NotavatoAikig Eupdmng, empeAntrig, on-
poaioypdog kai oupBoulog NotioavatoAikrg Eupanng yia to tufipa «Ale-
Bveg pdpoup yia Tov VEo Kivnuatoypdpoy tou PeotifdA BepoAivou.

To ®Peotifdl Kivnuatoypdgou Oeocoalovikng £xel YWwOTr N Hakpo-
XPOVn I0Topia Kai éxel avarti&el mhololia dpactnEISTNTa OTo XWPEO Twv Bai-
kaviwv. Tig otpatnyikég tou GeotfdA Ba mapouoidoer n 6p ABnvd KaptdAou.

H Taivio0rijkn tng EAAGS0¢, oto mAaioio tng otpoyyuArg autrg tpdmelag,
Ba mapoucidoel emiong to mpdypapua MIDAS (Moving Image Database for
Access and Re-use of European Film Collections / Bdon dedopévwy kivou-
HEVNG €IKAVAG yia Tnv mpdofaocn Kai aglomoinon Twy EUpWwNdik®y KIvnuato-
YPAPIKOY CUANOYWV), TTOU OTOXEUE! OTNV AMOTEAEOUATIKY] QVTIUETOMION £VOG
and Ta Kaipia mpoBAruata mou epmodiCouy TV MAREN avdmtuén evog BIdal-
pou SikTUou SlavoprG Tou apxelakol UNIKOU TwV EUpWIAIKWOV KIVUdToypa-
QIKWOV apxeiwv pe 181aitepn 1oTopiky Kal moArtiotiky a&fa. Meta&l twv dexag-
& apXeiwv TToU CUPPETEXOUV OTO TIPdYyPduUa eival kar n TavioBrikn tng EMddog,

Europe, which was founded with the help of the European Cultural Founda-
tion’s Balkan Fund and Goethe Institute. This digital platform also aims at im-
proving the flow of information in English about documentary productions in
these countries via a new website (up and running since November 2007), and
which includes analyses and data bases about film productions in the region.
The platform will be introduced by SEEDOX Director Bernd Buder, curator,
journalist and special Southeast Europe consultant on the ‘International Forum
for New Cinema’ of the Berlin Film Festival.

The Thessaloniki International Film Festival has a long an acclaimed
history and has organised a slew of events concerned with Balkan filmmak-
ing. The strategies of the TIFF will be presented by Dr Athina Kartalou.

Within the context of this round-table discussion, the Greek Film Archive
Foundation will also be presenting the MIDAS (Moving Image Database
for Access and Re-use of European Film Collections) programme. The aim of
MIDAS is to effectively solve one of the biggest challenges in creating a com-
plete and viable distribution network of archival material from European film
archives with special historical and cultural significance. Among the 16 film
archives participating in the programme, the Greek Film Archive Foundation
has contributed a section of its library of films, which it compiled and digitised
within the framework of the European Information Society programme.This
section contains Greek documentaries and news reels from (911 to 1986.
The second phase of the programme was completed in January 2008 and

n omola cuvelopépel Ue €va TPAPA TG Bdong de-
Sopévwv TNG GIAUOYPA®iag Tng, Tou Katdptioe
Kal Yneiomoinoe oTo MAAIcIO TOU EUPWTTAIKOU
nipoypdppatog tng Kovwviag tng MNAnpogopiag
Kkal To orofo mepIAapBdvel eENNVIKA VIOKIHAVTIEP
kai emikaipa amd to 1911 yéxpr o 1986. Tov la-
voudpio tou 2008 ohokAnpwbnke to deltepo Ye-
pOG ToU TIPOYPJPUATog Kal Asritoupyel idn n o
Kktuakr] AN tou filmarchives online. To tpfto pépog
Ba ohokAnpwBef Twv lavoudpio tou 2009. To
eyxelpnua autd Ba mapouaoidoel n Mapia Ko-
pvnvou, avar. KaBnyrtpia tou Turjpatog EMME
tou [avemotnpiou tng ABrvag kar umetBuvn amd
eAMNVIKAG TTAeUpdG yia TNV UAOTTOINON ToU TTPO-
ypdupatog MIDAS.

2T oTpoyYUAr) TpAmeda OUPPETEXOUV £T1(ONG Ol OKNVOBETEG TWV VIOKI-
HavTEP TIoU €xouv emmAeyel yia va mpoPAnBolv oto mAaicio tng mapousiaong
Nevtldvt Mméykofitg (Zepfia) kal 2pdvtlav Kétoa (Boovia-Epleyofivn):
oknvoBEteg Twv viokiyavtép mou Ba mpofAnboulv oto PeotifdA: Ahivta
Anpnrpiou, BouBotAa >kolpa kai 2téMa ©eodwpdkn: oknVoBETEG TToU €XouV
aoxoAnBel pe Baikavikd Béuata | pe g duo koivotnteg otnv Kumpo: Ayye-
Ao¢ KoBdtoog kai fepdoipog Priyac.

is already available at the filmarchives online portal. The third phase is ex-
pected for January 2009.The project will be presented by Maria Komninos,
associate professor of the Media Studies Department of the University of
Athens and the person in charge of MIDAS in Greece.

The round-table discussion also includes the participation of the directors
of the featured documentaries, Nedzad Begovi¢ (Serbia) and Srdjan Keca
(Bosnia-Herzegovina), as well as the directors of the documentaries screened
at the festival (Alinda Dimitriou,Vouvoula Skoura and Stella Theodoraki) and
those who have focused on the Balkans and both sides of the divided island
of Cyprus, Angelos Kovotsos and Gerasimos Rigas.
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NENTZANT MNErKOBITE
NEDZAD BEGOVIC

®

%

O Nevtldvt Mméykoitg yevwriBnke to 1958.3tn Sidpkeia
NG KAPIEPAG TOU WG OKNVOBETN Kal CUYYPAPEQ, Of TAIVIEG
Tou €xouv TIPoPANBel oe mepioodtepeg amd 250 mdAeig
otov kéopo. Exel kdvel avipéiooy, VIoKIuavtép arAd kai
tavieg yia Ty tnAedpaon. Exel upnBefl pe moAAd BpaPeia,
peTagu dAwv, To BpaBeio kaAitepou kaptolv oto Behiypddl, to 1985, kai kaitepng
Taviag pikpou prikoug kai Al oto BeAiypddi to 1991 Emiong, €xel emaveiAnupéva
arnoondoel PpaBeia «EidIkrAG pveiagy kprukwy oe diebvry peoTAA. To 1989 to Ymoup-
yeio [MoAtiopoy tng Booviag-Epleyopivng tou améveipe tov titho tou Avegdptntou
KaMitéxvn. To [Navtedds mpoowrmiké eivar n mpwtn Tou tavia geydAou prkoug.

Nedzad Begovi¢ was born in 1958. Over the course of his career as a director and
writer, his films have been presented in more than 250 cities worldwide. He has
worked in animation, documentaries and television. He has received numerous
awards, including for Best Cartoon in Belgrade in 1985, and for Best Short Film, al-
so in Belgrade, in 1991. He has received several critics’ awards at international festi-
vals. In 1989, the Ministry of Culture for Bosnia-Herzegovina awarded him the title

of Independent Artist. Totally Personal is his feature film debut as a director.

MANTEAQX MPOXQMIKO /
TOTALLY PERSONAL
Boovia-Epeyofivn / Bosnia-
Herzegovina, 2005, 78

Yevdapio — Pwtoypagia / Screenplay —
Cinematography: Nedzad Begovic¢
Movtdd — Mapaywyr / Movtdl /
Editing — Producer: Ismet Arnautali¢
Mouoikr / Music: Enes Zlatar
H6omoioi / Cast: Nedzad Begovic,
Amina Begovic, Sabrina Begovi¢, Naida
Begovi¢, Hasiba Begovic, Sulejman
Begovic

To lNavteAdi¢ mpoowmiké sival to pi-
KPO apioToUpynua o€ Hop®r] autofio-
YPAPIKOU VIOKINAVTEP TOU BAOVIOU KaA-
Atéxvn Nevtddvt Mméykofitg. Mdhiota

80

0 KaMTEXVNG Sev diotdlel va To Tehel-
Woel Kal va to §avapxioel, otepa and
TIaPATOUVON TwV AWV Tou. AQopd Tov
£QUTO TOU Kal TIG Yuvalkeg TTou Tov TTe-
PIBAMoUV aM\d TEPVEI TNV TIPOOWTTIKO-
TNTA ToU OKNVOBETN pe TV Iotopia TG
llouykooAaBiag kai twv medopatwy Bak-
KaVIKWV TIOAEUwV. H Kataypaepr| oto mpw-
TO €VIKS TPOOWTIO AVTIPETWITICE Ta Ye-
yovata e pia Tougepr| aiobnon mapwdiag,
H eikaotikr] 18100uykpaoia aMd kai to
KauoTikd XioUpop Tou ival and ta atou
Tou MméyKkopItg, mou Tou xdpnoav to
TpWTo Ppapeio Tou PeoTIBAN viokiua-
vIép oto Boukoupéot to 2007.

Totally Personal is a small master-
piece in documentary form and the life

MANTEAQX MPOXQMIKO /
TOTALLY PERSONAL

story of Bosnian director NedZad Be-
govi¢. The artist, in fact, did not hesitate
to finish it and start it all over again, at
his friends’ recommendation. The film
is about the director himself and the
women that surround him, though it
interweaves his personal history with
the history of Yugoslavia and the recent
conflicts in the Balkans. The narrative is
in the first person and deals with its
subject-matter with a sensitive sense
of parody. Begovi¢'s particular artistic
style and caustic sense of humour are
among his greatest assets as an artist,
and the qualities that earned him a Best
Film prize at the Bucharest Documen-
tary Festival in 2007.

META TON NMOAEMO / AFTER THE WAR

SRDJAN KECA

O 2pdvtlav Kétoa (1982) éxer omouddoel Guaikr
Kkal [ewypacpia. AoxoAeital pe Tov mpoypaupatioyd,
T0 0xedIaoud I0TOCENDWY Kal TNV AoTPovopia. 2Tou-
daoe viokipavtép oto Atelier Varan oto [apiol
= Kkal apydtepa, o€ ouvepyaaia pe dAoug, idpuoe to
AtelierVaran oto BeAypdd, to omoio aoxoAeital pe
v mapaywyn kai didackahia tou viokipaviép. Tnv mepiodo 2005-2006 n ogp-
Bikr TnAedpaon mpdPale pia oeipd and oKty viokipaviép tou Kétoa mou
apopolv otnv petamoepikr 2epPia. To Metd tov méAepo éxer SiakpiBei oe Sid-
popa @ectiBdA otnv Eupdmn.

Srdjan Keca (1982) studied physics and geography and works in computer pro-
gramming, web design and astronomy. He studied the art of documentary
at the AtelierVaran in Paris and later, in collaboration with others, founded the
AtelierVaran in Belgrade, where they produce documentaries and teach film-
making. In 2005-2006 Serbian television showed a series of eight documen-
taries which Ke¢a made about post-war Serbia. After the War has received dis-
tinctions at several European festivals.

POSLE RATA / META TON
NMOAEMO / AFTER THE WAR
XepPia / Serbia, 2006, 45

Mapaywyrj / Producers: Sradjan Keca,
David Solomon
Movtdg / Editing: Milos Stojanovic

O talavtouxog oknvobEtng >pd-
vtéav Kétoa meplypdeel tn Souleid
tou: «WnAd ota Bouvd tou KoodBou
Couv ol [kopdvi, évag PIKPOG Hou-
OoUAUaVIKOG Aadg pe oAaBikr kata-
vy, xwpig dikid Toug xwpa. O md-
Aepog tou KoodBou to 1999 €pepe
avaotdwwon o€ autd ta apapudévia
HEPN Kal OTIG (WEG aUTWV Twv avlpw-
WV, SIXvVovTds Toug Pakpid oe ava-
{rjitnon véag (wr|G. Autol TTou TTapapé-

vouv agpnyouval TV Iotopia Toug, TipV.
o aépag tnv mdpel hakpidy. Ta yupi-
Opata OTo PEYANTEPO PEPOG TOUG Eyi-
vav to 2005. O Kétoa Aéel St autr n
Tavia tov ékave autd Tou eival orjue-
pa. To vtokipavtép éxel kepdioel mévte
BpaBeia oe didpopa pecTIBAA.

The talented director Srdjan Keca
offers a description of his project:“High
up in the mountains of Kosovo live the
Gorani,a small Muslim ethnic group of
Slav origin, with no country of their
own.The 1999 Kosovo war shattered
the serenity of these fairy-tale-like
areas and the lives of the people, forc-
ing them to leave and go in search of
a new life. Those who stayed tell their

stories — before the winds carried them
away.’ Shooting went on for the greater
part of 2005. Keca says that this film
made him what he is today. The docu-
mentary has won five awards at dif-
ferent documentary festivals.
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IVONA JUKA

H IBéva liolka omouda-
oe otnv Akadnuia Apa-
patkig Téxvng oto Z4-
yrpepm. Exel oknvoBetrioel
HIKOOU Prjoug TaIvieg, pou-
olkd Bivteo, diapnuiotikd
Kkai avipgioov. Exel kepdi-
oel Sidpopa eBvika kar Siebvr| Bpafeia. Zuppeteixe
otov omnoudaotikd diaywviopd tou @eotiBal goEast
10 2004 pe TtV piIKpoU prikoug taivia Xkouridia.
To Kortddovtag ) pépa eival to mpwto tng peydiou
urikoug viokipaviép. Exel amoondoel moMd PpaBeia
oe d1ebvr) peotiBAA: BoaBeio Kahitepou Ntokipa-
vTép gokast Film Festival 2006, Meydho Bpafeio Ka-
ANtepng Taiviag tou PeotiBAA Mépeg Kpoatikoy Ki-
vnuatoypdgeou 2006, Ntokiyaviép tou Kéopou,
Aigbvég PeotiBdA Kivnuatoypdgou tou Mdvtpeah
2006.

Ivona Juka studied at the Academy of Dramatic Arts
—ADU in Zagreb. She has directed short films,
music videos, TV commercials and animated films,
and won several national and international prizes.
Her short film Smece was presented at goEast’s stu-
dents’ film competition in 2004.

Facing the Day is her first full-length documentary.
Ivona Juka has been awarded in international festi-
vals: Best Documentary Award, goEast Film Festival
2006, Grand Prix Best Film of the Festival, Croat-
ian Film Days 2006, Documentaries of the World,
Montreal World Film Festival 2006.
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KOITAZONTAX TH MEPA /
FACING THE DAY

STO SA SOBOM PREKO
DANA / KOITAZONTAX

TH MEPA / FACING THE DAY
Kpoartia / Croatia, 2005, 74
dwtoypagpia / Cinematography:
Mario Oljaca

Movtdd / Editing: Ivor Ivezic

To vrokipavtép Koitdloviag
) pépa tnG Koodtiooag IBéva fi-
oUKa TPOoWTIOYPAPE GUAAKI-
opévoug otn AemoykAdpa tng
Kpoatiag. Autol agpnyoutvtar oto
@akd amnoondopata and tov
«TTPATEPO AVEVTILO Bio» TOUG Kal
TO WG APEOAV aVTPETWITO! HE TNV
TIPAYHATKOTNTA TNG PUAAKAG. 2Ta
evdidueoa, n oknvobEtida pag
Tiapoucialel tv mpoondBeia Toug
va aveBdoouv tn Awdékatn vixta
Tou ai&mnp. Autr n dpaotn-
piétnta toug divel tn duvatdtn-
1a va épbouv ot emagr e to O¢-
atpo kai va Sigpeuvricowy Tl Ba
akohouBrioel apydtepa dtav aro-
UAaKIoToUy, Ta aioBrjpata mou
£oxovtal og avtiBeon e Ty mAd-
&n g puiakrig. H dnudoia erm-
BpdBeuon mou évolwoav and to

XEIPOKPATNHA TOU KOIVOU OTO Té-
oG TnG mapdotaong kataypd-
¢petal and T lovka kar armoteel
€va eNmdo@dpo Privuua yia Ty
KOIVWVIKF] TOUG EMaveVTagn).

The documentary facing the
Day by Croatian filmmaker Ivona
Juka presents a portrait of the in-
mates of Lepoglava Prison in Croa-
tia. They talk to the camera of
their prior; unlawful lives and the
way they confronted the reality
of prison. Meanwhile, the direc-
tor shows their effort to stage
Shakespeare's Twelfth Night. The
endeavour allows them to come
into contact with the theatre and
to examine what will come once
they are released, feelings that
stand in such stark contrast to
the tedium of prison life. The re-
warding feeling they experienced
from the public's applause at the
end of their performance, as caught
on film by Juka, provides a hope-
ful message for their ability to be-
come reintegrated into society.



Oeppég euxaploTieg ekPPAoupE:

otV k. 26¢n Aaokardkn-MutiAnvaiou, Mpdedpo tou Mohtiopikod Opyaviopou tou Arfjuou ABnvaiwy,

tov kabnyntr Tplavtdpuiro [Matpaokidn, Mputavn tng Avitatng 2xoArig Kahav Texvay, tnv k. Eda Tepln,
unelBuvn Turpatog ExkBéoewv — Dwrtoypagikod Apxeiou tng Avatatng 2xoAig KaAov Texvay, tov kabnynti
Xprioto Kittg, MNpdtavn tou EBvikoy kar Kamodiotpiakoy [Navemotnuiou ABnvay, tov k. Wolfger Pohlmann,
AieuBuvtr NoArtiotikwy [Mpoypappdtwy Tou Ivotitoltou lkafte ABnvav kai Twv IvotitoUtwy lkafte tng
Notioavatolikrg Eupwrng, tnv k. Zogia MixanAidou kai tnv k. Biku Tpaxavry, uretbuveg tou Tprjpatog
MoAmiotikwv MNpoypapudtwy tou Ivotitoutou lkaite ABnvay, Tov kabnyntr Mavtehr ZkAig, levikd fpapuatéa
g . [.Néag levidg, tnv k. Bdow MavwAd, tv k. Euyevia Tooupdvn, levikr| Toappatéa tng [ [ lodtntag, tnv k.
lpiyéveia Katoapidovu, Eidiké Zuvepydtn levikrg pappatéwg [T lodtntag, tov k. Anuritpen @eodwpdtoulo,
Enfkoupo KaBnyntr| tou Tprpatog Kivnuatoypdgpou oto ApiototéAeio Navemotripio @eooahovikng, thv
kabnyritpia Baoihikr Aevdpivou, unedBuvn uhoroinong tou [Mpoypdupatog ©OEPYAIZ tou EBvikoy kai
Kamodiotpiakou lMavemotnuiou ABnvay, tnv k. Xdpn Makpr, unelBuvn oikovopikig Siaxeipiong tou
Mpoypdupatog @EGYALZ, tou EBvikoU kai Kamodiotpiakou Mavemotnuiou ABnvay, tnv kabnyritpia 2téAa
Booviddou, tnv k. Mapia Mapadeion, Emikoupn Kabnyritpia tou Turjuatog Emkovwviag, Méowv kai IMNoAitiopol
tou MNavteiou Mavemotnuiou (Mpdypappa Zmoudwv Gulou kar lodtntag oug MoNTtikég kar Kovwvikég
EmotAiueg oto lNdvteio MNavemotrpio), tov kabnyntd 2Ztéhio INanabavaadmoudo, [Mpdedpo tou Turuatog
EMME tou EBvikou kar Karodiotpiakou [MNavermotnuiou ABnvay, tnv kabnyritpia Muptd Priyou,AieuBivtpia
Mpoypdupatog Metamtuxiakwy Zmoudwv otnv Emkoivwvia kar ta MME, EBviké kar Kanodiotpiakd
Mavemotripio ABnvay, Ty k.Aéomoiva Mouldxkn, Mpdedpo tou AieBvolg PeotifdA Kivnuatoypdpou
Oecoalovikng, TV k. ABnvd Kaptdhou,Aiebvég Peotifdl Kivnpatoypdpou ©eooalovikng,

tov k. fiwpyo IMamakid, Mpdedpo tou EMnvikou Kévtpou Kivnpatoypdgou, tnv MNpeoPeia tng Auotpiag

otnv EAESa kai 18iaftepa tov MAnpegouaio Yroupyd k. Gerhard Zettl kai tnv k. Jowanna ApyuponAiorioUAou-
Weinberger, tnv [aMikr| Noecfeia kar 181aftepa tov k. Nicolas Peyre, Akdéhoubo OrrtikoakoucTikwv Méowy,
tov Sieubuvtr Tou [alikou Ivotitodtou ABnvav k. Alain Fohr, tnv Baaihikry OMavdikr Mpeofeia kai 18aitepa
tov [MpéaPn Hans Forster kai tv k. MdpBa Tpiavtagirou, tov k. lwva Baoileiddn otnv lMNpeoeia tou
lopanh, o British Council kai idiaftepa TG kupieg Avaotaoia Avdpitoou kar Maipn Xapdyiavwn, k. Anpriten
Bpaxvd, Mouoiké mapaywyd.

Euxapiotolpe Beppud toug uretBuvoug apxeiwy, YKaepl kal ETAIPEIRV Mapaywyng yia Ty Borieia

Kal cuvepyaoia Toug:

Brigitte Huck, Miryam Charim, Kerstin Mayrhofer, Kurt Klader (Charim Gallery Wien), Sabine Folie, Doris
Leutgeb (Generali Foundation), Brigitta Burger-Utzer (Sixpackfilm), Christine Kopf, Karin Schyle (goEast Film
Festival), Bernd Buder (SEEDOX), Mark-Paul Meyer, Marleen Labjit (Nederlands Filmmuseum),Valerie
Scognamillo (Cinematheque Francaise), Andrew Youdell (BFI), Tami Williams, Christophe Bichon (Lightcone),
Marc Sandberg, Laureen Kelly (Sean Kelly Gallery),Anita & Yvona Juka (4 Film Zagreb), EastWest Distribution
GmbH, Atelje Varan-Beograd, David Siber( Metro Communications)

Enfong euxapiotolpe toug:

VALIE EXPORT, Frans Zwartjes, Oei Hazekamp, Matthijs Blonk, Paul & Menno De Nooijer, Mattijn Seip,

Ruud Monster; Barbara Meter, Henri Plaat, Wiertz Verbeek, Udi Aloni, Srdjan Keca, Nedzad Begovic,

Prosper Hillairet, EAévn) AheEavdpdikn, Mapia HAol, Aivia Anuntpiou, BouBolia >kolpa, Aéomoiva KapPéAa,
Aéva Boudoupn, lidpyo Kapuridn, ANéEavdpo [MNamaniiol, ©avdon ZkpoUpmelo, Avtouaveétta AyyeAidn,
Kaoota Zerjka, ZtéMa Oeodwpdkn, [Ménm Pryomotiou, Mdpoa Makpr] yia tnv euyevikr] Tapaxwpnon

NG Adeiag MPOoPoAiG TwV TaVIV TOUG,

Téog, euxapiotolpe GAOUG TOUG XOopPNyoug eMKOIVWVIAg yia Ty unmootipi&r Toug.
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