H onpacia TnG nNpwToTUNNG KIvhpatoypdenong' otrnv avantuin TngG KIVHAaToypdad@IKAG
agiynong.

Mia ouvonTikn €loaywyr OTIC BAOIKEG apXEC TNG KIVNUATOYpdQIKNnG Onuioupyiag, HME £ugaacn aoTn
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MEYEDN TwV KAdpwV, TENOC B N aAIoONTIKMA NMou NPOKUNTEl anod To cuvOuaouo auTwV TwV Npodiaypa@wyv. H
npoBoAn Hiag Taiviag PIKpoU WNKOUG Ba ouvodeloel TNV €I0NyNnon, AEITOUPYWVTAG UMNOOTNPIKTIKA OTIC
npotacel nou Ba avantuxBoUv, HPe oTOXO Mia MIkpr) oulnTnon nou Ba ene€nynosl Toug mBavoug

npoBAnuaTiopolc nou 6a NPokUWouUV.
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The meaning of original cinematography in the development of cinematic narrative
Dimitris Theodoropoulos, Associate Professor, Director of Photography, School of Film Studies,
Fine Arts, Aristotle University of Thessaloniki

I would like to thank you for the invitation. It is really amazing what's been happening here. I have
learned a lot within these two days. To be honest, I have never been involved in secondary education as
far as my field of expertise goes, which is Cinematography. According to the American terminology, I am
a cinematographer, which means that I collaborate with filmmakers to capture visual content and provide

my own aesthetic qualities to a possible film narrative either in fiction, or in documentary films.

This is a professional field, focusing on the creative use of lighting and camera movement. This is what I
am teaching in the newly founded Cinema School of the Aristotle University of Thessaloniki, which has
been around for almost a decade. It's sad to think that we had to reach the 21st century in order for Film
Education to become an academic subject. On the other hand, the existence of other institutions aiming
to fill the void as far as film education is concerned, and I am referring to the different Festivals and
mechanisms developed by visionaries, such as the Exile Room presented yesterday by Valerie Kontakos,

are certainly impressive.
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I much appreciate this invitation for just another reason. This is a gathering between Greece, Poland and
Hungary. I have been raised with Greek Cinema and at the beginning of my career I worked as an
assistant cinematographer mostly in Greek, but also in foreign productions. A Fulbright scholarship
provided me the opportunity to study Cinematography in the American Film Institute. At the time, Deszu
Magyar and Gyula Gazdag, both exceptional personalities of Hungarian cinema and film education, taught
at the Institute. Deszu Magyar was the Rector. My mentor in Cinematography was another great artist,
Louis-Lajos Horvath with whom I had the pleasure to study for three years. Most of what I know, I have
learned through Horvath’s creative and artistic approach. I was shown a method and an aesthetic

approach applicable to any narrative possibility.

In a way, I feel that I am returning something back to this (Hungarian) academic culture shaped by
Hollywood’s entertainment industry. Within this culture the subject of filmmaking was taught by
Hungarians, who used an American film, Chinatown, 1974, directed by Roman Polanski-a representative
of the Polish approach to filmmaking, to analyse and emphasise on the narrative process. Film analysis,
the most popular course offered by the Center for Advanced Film & Television Studies at the American
Film Institute, was an in-depth examination of Polanski’s Chinatown and covered a whole academic year
throughout. A shot-by-shot analysis seminar took place each week, initially focusing on the film’s opening
sequence and titles and addressing the aesthetic choices made by the filmmaker, emphasising even in the
musical notes that accompanied the editing rhythm of the opening credits. This course was compulsory
to all filmmaking students. The cinematography students (fellows as we were called) though, had to
attend the course for a month. Our focus then shifted purely to the visual approach. In our case, it was

the imagery, the visual approach in cinematography that mattered most.

I must admit feeling intrigued by our distinguished guests' diverse approaches and by the distinctiveness
and significance of their film schools. From what has been heard, one realises how grounded film
education is in these two countries and how operational the presented educational systems prove to be.
We have been informed, for instance, about the 800 or 7.000 film educators respectively in each country,
who lack an all-round education in film, or about kindergartens where five year olds who participate in 6-
month art projects are given the opportunity to use not just a basic camera, as was politely indicated
yesterday by Mr. Spyrou, but a historic camera from the beginning of the 20th century. To experiment,
especially from such an early age with Fresnel projectors, the lenses of which concentrate light so
beautifully, is of great importance. Familiarising oneself from an early age with the formative
characteristics and substance of image brings a natural ease that is necessary if it is to turn to the arts

later in life.

I have never had any Hungarian or Erasmus students in our Cinema School. However, during the past
decade, a considerable number of Polish students attended my course. All, even the freshmen, felt
comfortable with the subject. They exhibited a natural ease in their manipulation of light, providing the
simplest lighting composition with an aesthetic appeal and structural cohesiveness. Of course, this
doesn't necessarily mean that after completing their degree they would be able to present the century's
masterpiece. Simply, when compared to our own students, Polish ones make me realise how tragically
blocked our education is. As mentioned many times throughout these two days, studies (on how to

incorporate film in primary or secondary education), have been developed and have remained inactive for



decades. There come periods of re-evaluation due to an eagerness for radical changes, however they
come and go as waves and are characterised by ignorance as far as the absolute basics go. However the
existence of cinema, of media education, depends widely on primary and secondary education. There
should be groundbreaking changes in the way in which the Greek education system is structured, since it

is a system that tears apart the arts.

In the average Greek family the child who wishes to pursue the arts, is usually posing a problem because
it is a child that will never attend Law School for instance. What will become of him/her? This is a matter
of great concern. It originates from a certain kind of conservatism emerging from the narrow-mindedness
of the past. It still persists nowadays and most probably will carry on in the future. It is very difficult to

change all these in our education-environment.

Despite my individual assessment of the situation, I have been invited here to contribute on the basis of
my expertise. Let me take you through what I consider as basics. Cinema as such cannot be integrated in
our education system in such an arbitrary manner and early stage. There should be first an intermediate
period preparing the ground for film to become established as a taught subject. For a guru like Dimos
Avdeliodis, whose speech we had the pleasure to experience, the basis may be language; for myself and
my own field of expertise-cinematography that is, the basis is photography. Film always followed
photography, technically, as well as artistically. It is through photography that young people learn how to
handle creatively the focal size of lenses, a shattering standard for any type of narration, given that a
wide-angle lens accelerates natural movement, a long-telephoto lens decelerates and that the lenses’
different focal lengths create diverse perspectives and dramatic possibilities upon the same convention.
This is a basic element for the art of cinema and it is understood only through the study of still art-
photography.

In defence of that, I would like to stress the restitution of an enduring value which had been lost from
cinema and which again depends on photography. Traditionally cinema, established 120 years ago,
depends on the aesthetics established by 35mm film in motion pictures. I shall distinguish between the
35mm film used in still-photography and the one used in motion pictures. The difference being that a
motion picture camera exposes a completely different (actually half a) frame (vertically) compared to

that of a still camera (horizontally).

After about 50-60 years of 35mm motion pictures, came another film format, the 16mm one, a low-
budget, commercially viable alternative. Technological advances and lenses exclusively designed for the
16mm film format, gradually led to higher resolution image quality approaching the 35mm one. Smaller
and less expensive, the 16mm film became a favourite in certain aspects of professional filmmaking.
Ultimately, visual culture, which counts 120 years of cinema history, was shaped by these two film

formats.

The advent of electronic cinematography during the '60s and the television formats of the mid-seventies
have contributed in the devaluation of film. The process of capturing motion pictures as digital images,
rather than on film, was made possible through video-cameras originally designed for television
broadcast with sensors smaller than 35mm and 16mm. This affected greatly the image's aesthetic

quality, which seemed a lot different. What does different mean in this case? It means that the smaller



the format, the more “in-focus” everything is. When everything is in focus, there is no distinction
between layers and thus the image is objectively flat. However, this flat image and these types of sensors

were intended for a very particular use, for home-viewing on a relatively small TV-set.

As electronic cinematography progressed and its technical standards improved, and because traditional
cinematography and its respective equipment, film cameras and lenses, were high-budget, creators and
field professionals began making systematic use of analog professional video cameras when shooting
fiction, or documentary films. Initially, electronic cinematography was mostly used in documentaries.
Consequently the image, originally produced for the big screen, lacked in quality as per resolution, color-
reproduction, dynamic range in terms of luminance and separation, from the highlights to the shadow-

areas of the image captured.

In the mid '90s a smaller-in-scale revolution took place with electronic cinematography being rebranded
as digital cinematography. The digital MiniDV format emerged as an alternative, offering much greater
quality to that provided by the analog formats, which preceded it. Launched as consumer goods, MiniDVs
were low-cost and gave to a large number of people the opportunity to produce audiovisual content.

w

Francis Ford Coppola commenting on that said, “..one day a nice young girl in Ohio is going to make a
beautiful film with her father’s little camera-corder and for once this whole professionalism about movies

will be destroyed forever and it will become an art form...."”

The developments observed in still photography during the last decade were influential. New generation
cameras, the renowned HDSLRs, originally designed for photographic use, had a movie mode capable of
recording high definition motion video and made the return to the 35mm cinematic format feasible.
Indicatively, one of the digital cinematography camera vendors sold, within a five-year period, an
astonishing number of cameras - if I remember correctly, 4 million digital cameras were sold within this
limited amount of time. An incredible revolution took place in the fields of visual culture and motion

pictures respectively.

(Cinema) camera vendors observing the digital cinema revolution and the huge appeal those cameras
had, reverted back to reclaim their market niche. Digital cinema cameras, although I admit I prefer the
french terminology - numérique - as it has a more philosophical approach, are now incorporating in their
standard design the “traditional” aspect ratio offered for more than a century as defined by the well-
known formats 35 & 16mm, with sensors sized at super-35mm with an aspect ration of 1:1.77, while by
popular and professional demand 16mm, is back as well as an alternative digital option, offering us, film
industry professionals, who were raised with a medium we inherited from the last century, an original
means for capturing and creating image of high quality suitable for screen projection, exactly at the very
moment when we initially experienced the loss of film and of film projectors. Let me remind you that by
the end of 2011 officially, the production of film cameras ceased and that in 2013 Fuji, one of the major
manufacturing companies of negative film, together with Eastman-Kodak, stopped the production of the
majority of motion picture film products and announced that there will be stock available for only another

year.

We have lost however the archival properties of film and as Mr. Spyrou said, what is now given to the

projection-operator is a tiny box consisting of all file formats. The staggering difference is that they are



not readable as film is. Digital output has nothing to do with camera negative, a transparent gelatine
film base coated with an emulsion containing layers of chemical compounds. Once exposed to light the
emulsion produced a chemical reaction that made the image appear. The images that made up a film
became moving images once placed in a film projector. This cannot happen with digital-born “film”.
Unfortunately, there is no budget allocation for film preservation, even in budgets submitted to public
institutions like National TV or the Greek Film Center.

As digital media works are not immune to deterioration, vendors have resorted to archival film, which is a
high quality film suitable for permanent preservation of digital records with a useful life of almost five
centuries, according to research and testing trials, when kept under archival storage conditions. This is
because the intangible digital media works depend on physical containers and hardware that
progressively deteriorate, or may easily become damaged and inaccessible.The fact that one may shoot
an amazing film from production to projection, by means of awesome digital technology and that at any
point the file format become obsolete, is indeed alarming. There is no protection for born-digital “film”.

Having said all that and wishing not to take advantage of time, I would like to add that my field is
cinematography as expressed by creative lighting, the selection of camera angles and lenses - Russian,
Japanese, British, French, Korean, German - all of which possess different artistic potential in the way
they treat and interpret light and composition. My main subject, however, and what I teach to mature
final-year students, is original cinematography. By mentioning original cinematography, 1 am

basically returning to the title of my proposal and to a very specific narrative approach.

By original cinematography, 1 am referring to a term I have invented and which derives from the
ecumenical expression, principal photography, used to describe the initial filming/shooting process. If
translated in Greek, principal photography may either be main photograph or main photography. How
does this relate to cinema? It is directly related because, as I have already told you, cinema is based on
photography. What I am really saying is that principal photography, in other words the initial filming/
shooting process, the original cinematography, is the approach adopted to visually interpret narrative or

III

the absence of narrative and thus create an original work of art. Apart from “conventional” collaborations
I maintain as Director of Photography, conventional in the good sense as part of a larger team including
Director & Production Designer, I sometimes develop personal short projects wherein I explore fields and
narrative possibilities that interest me visually, mostly by returning to cinema history basics. To a time of
great cinematographers such as Dziga Vertov, Joris Ivens, whose art led to others like Johan Van Der
Keuken in the 70s and 80s, a competent successor who developed his own cinematographic concept and
narrative possibility, while a more contemporary representative of this approach is surely Gianfranco

Rossi (Fuocoamare, 2016).

It is on a level as such, and basically for research purposes, that I experiment with a lens and its
properties, or try a new camera. Having tested performance and being aware of creative potential, I
introduce new elements in my storytelling. The last couple of years I shoot portraits of musical
instruments, echoing the work done by Jim Jarmusch in his short film formats like the Coffee and
Cigarettes series.



In my own series of short documentaries, there is the following one (Piano-play, 2015), I have selected
to show to the conference's audience, due to its relatively unconventional film language tropes.

Immediately afterwards, I will deconstruct content and form, as well as expand on personal choices to

indicate significance and relevance to the conference's main considerations.

[video projection, Piano-play, 2015]

Now, I would like to expand on my own choices, something I wouldn't do if this was a conventional
screening and not planned within the conference's educational context. One element you may have
probably noticed is the typography in the film's titles. Yesterday, for instance we watched a high-school
(silent movie of a) project, wherein inter-titles were inserted intermittently between sequences of the film
to provide supplementary narrative material. However the choice of fonts in that project's expository
titles didn't respect the aesthetic qualities of the silent era same as for instance in the extraordinary
Spanish film, Blancanieves, 2012), did with its updated recourse to the techniques of this particular

cinematic period. There has been, here, an aesthetic conflict.

In my case, the typography used, is the one appearing in the instrument's interior — you may have
possibly noticed a shot focusing on the instrument's brand and year of production, 1978. I discovered, in
quite an unorthodox manner, that this typography is named military and learned — not in retrospect
because that was something I already knew before deciding on this diversion and the short's title, that
this portable musical instrument, the Fender-Rhodes electric piano, was originally designed by army
officials and used in military rehabilitation centres offering treatment and psychological support to
recovering soldiers and war veterans. Much alike digital technology, which was initially seen as a low-cost
substitute for film, Fender-Rhodes became popular because of their low-price. During the ‘60s and as
the instrument transcended its original medical intent, emblematic musicians such as Frank Zappa, Miles

Davis or the Doors began making use of it. To return back to the typography issue, I would like to stress



the fact that choices in general have to add up to something coherent and visually strong. Consequently,
my choice of this particular typeface was an aesthetic decision based both on narrative and on content.

[TTRIS THEODOROPOULOS. 65 S

This short film seems to be a documentary, however, it is not. Almost everything in its narrative structure
is pre-ordained. For instance, the film starts-off with two individuals carrying an instrument from a
basement, up and over the stairs. Most probably one would think that the basement is where rehearsals
take place. Of-course, as a documentary-maker, I never expected that they will move the piano up the
stairs. I have asked them to do it because I wanted to show that portable is a relative term. The removal
of an instrument of such a massive weight and delicate internal components requires at least two
individuals and considerable time to put it back together, once destination is reached. The amount of time
needed is captured in a 40sec scene constructed with nine (split) screens. Structurally this scene refers
to a period in cinema's history located in the late '‘50s, when the multiscreen performance first made its
appearance. Groundbreaking designers, filmmakers and intellectuals, Charles and Ray Eames, who were
at the time preoccupied with different modes of visual communication, presented in the 1959 American
Exhibition in Khrushchev's Moscow their film, Glimpses of the USA, wherein images were combined into
seven separate film reels and projected simultaneously through seven interlocked projectors.

In my own multiscreen approach, I interrupted linear narrative form, to bring an ever-changing mosaic of
moving images so as to simultaneously re-enact the different phases in the piano setting process during
a group rehearsal. In terms of filmic time, the scene's 40sec duration contains in reality a compressed

visual representation of a real time of 6 minutes, due to the multiscreen factor.

My musician friend told me that he was planning to open the instrument and asked if I wanted to see its
interior. As you understand, this is not interesting in itself as there are numerous videos on the net
informing on everything having to do with musical instruments service. Basically, the introduction of the

service process in the narrative, turned the project from being a mere account of a Rhodes piano, into a



Rhode's musician portrait, with instances showing the latter taking care of the instrument and making

adjustments to improve sound quality.

Returning back to my multiscreen approach, I would like to add that it allowed me to present the
preparation for rehearsal — as it was impossible to include a gig in my 7min short — the musician
performing through his Rhodes, the sounds the instrument produces when aided by other sources and
even the distortions creative experimentation brings about. Simultaneously, I have resorted to
observational cinema for my storytelling. I suggest that you refer to James Benning, a great filmmaker

and academic who teaches film in the emblematic California Institute of the Arts, founded by Disney in




Valencia CA. Exploring narrative and anti-narrative modes, Benning introduced the term observational
cinema. He is a documentary maker who shoots mostly with a static camera into increasingly long

durations.

Personally, what intrigued me the most was the observation of ants. I found extremely appealing their
minuscule size and the way they appeared on screen. On the one hand, it was the contrast between shiny
black ants and earth, which brought to mind the contrast between the piano's black and white keys. On
the other hand, it was the ants' symbolic power as hardworking and industrious, that enabled me to
speak of the musician's committed work and struggle to ensure performance. I should say that I started
with the intention of making a film about a musical instrument and ended up making a film about the

working process. Where do all these lead? That personal approach is of outmost significance. Thank you.

ORIGINAL TRANSCRIPT

EuxapioTw yia Tnv npookAnon. Eival npaypaTtikd kaTanAnkTIkO auTo nMou oupBaivel. & auto To SINPEPO
EXw MABel ndapa noAAd npdyuata. MNa va sigal €INKpIvilg, dev €xw aoxoAndei kaBoAou pe Tn HEoN
eknaideuon ooov agopd TO YVWOTIKO HOU avTikeiyevo nou eival n Oleubuvon @QwToypa®iag Tou
KivnuaTtoypagou. 'Exw pia 3InAf nopeia, €ipgal Kivouatoypa@ioTng, ME TNV APEPIKAVIKN opoAoyia,
cinematographer, kal guvepydalopal e oKkNVOBETEG Nou PE NPOCEeyYiCouv yia TNV ONTIKN €punveia nou divw
Kal yla TNV aigdnTikn nou Pnopw MiBavmg va npoodwow oTnV apnynuaTikn nieavotTnTa TwV oUuVEPYATI®V

Jag, €ite gival Taivieg pubonAaaciacg iTe gival vrokigyavTep.

H e1dikoTnTa autn divel éu@acn oTn dNUIOUPYIKN XPHON TOU QWTIOHOU, 0TNV Kivnon TNG KMNXavng ARwng
Kal auTo Kdal TO avTiKEigevo To onoio d1ddokw oTo Tunua KivnuaTtoypdgou Tou AMO nou eival €va
veoouaTaTo TURMA, dnAadn HOAIC éxel kAsioel pia dekaeTia: ¢Tdoaue oTov 210 alwva yia va evraxBei n
KivnuaTtoypagikn naidsia oe akadnuaiko eningdo, €ival peAayxoAiko. And Tnv AAAn, €ival evTtunwaoiakd To
nw¢ unapxouv aiAol Beopoi Onwg sival Ta didpopa PeoTIBAA, 01 PNXaviopoi ovelponoAwyv, ONwg gival To
Exile nou pag napouaciace x0ec n BaAepu KovTakoc ol onoiol npoonaBouv va kKaAUwouv 0Aa auTd Ta Kevda

Mou undapyouv aTnV KIvnuaToypa@ikn naideia.

AAMOG évag Adyog nou nBeha va euxapioThow yiI' auTtn Tnv npdokAnon e€ival yiaTi, onwg PAENOUNE,
NPOKEITAl Yia Wia ouvavtnon Tng EANGdacg pe Tnv MoAwvia kair Tnv Ouyyapia. Ey®m kaitol €xw yalouxnOei
aTov eAANVIKO KivnuaToypdgo £xovTtag Eekiviiasl douAelovTag oav Bondog dlIeubuvTn PWTOYpPAPiag KUpiwg
oc eAANVIKEG NApPAYWYEG Kal MEPIKEG OIEBVEIG, OTN OUVEXEID MRApa Mia unoTpogia kal onoudaca To
avTikeigevo Tng dielBuvong wToypagiac oto Auepikaviko IvoTitouto Kivnuatoypdgou. Ekeivn Tnv
nepiodo (1990), npuTavng nTav €vag OUyypog, Kid TEPACTIA NPOoWNIKOTNTA, o Deszu Magyar, 6nw¢ eniong
€vag and Toug MEvTopec NATav AAAog £vag Ouyypog, Gyula Gazdag, noAU peydAn npoownikoTNTA TOU
OUYYPIKOU KIVNUATOYypa®ou Kal Tng eknaidsuong Tou, o Ot OIKOC Hou MévTopag otn disuBuvon
QpwToypagiag ATav niong pia YeydAn npoownikoTnTa, o Louis-Lajos Horvath, dinAa oTov onoio kaitol ndn
€ixa pia OekagTn eunelpia enayyeANaTikn, €gada “ta navra” kal ypaduva o Jia oTpaTnyikn Kal aigénTikn

NPOCLyYION NOU YNOPEi va £papUoaTEi g onoladnnoTe apnynuaTikn méavoTnTa.

KaTtd kanoio Tpodno, viwbw OTI €NICTPEPW KATI O AUTH TNV KOUAToUpa, n onoia Siapoppwbnke oTn

Biounxavia Tou BeapaTog, oto XOAIYOUVT, aAAd o€ auTn Tnv ekdoxn TnG naideiac péoa orn Blounxavia Tou



BedpaTog, To avTikeigevo di1dackoTav and OUyypoug ol OMoiol OTO AVTIKEINEVO TNG OKNVoBeoiag aveluav e
Tn os1pd Toug Mia Taivia evog MoAwvou, Tou MoAdvokl. OnoTe yia napadsiyya, To Yadnua oknvobBeaiag,
film analysis, ekeivn Tnv nepiodo kal autod To PABNUa npaypati anoTeAoUoe To EEXwpPIOTO OTOIXEIO nMou
npoosPepe n oxoArn, dnAadn To Center for Advanced Film and Television Studies Tou American Film
Institute, ATav n avdAuon yia €éva oAOkAnpo akadnuaikd £To¢ piag kair govadikng Taiviag, Tng Chinatown,
1974, Tou lMoAdavoki, onoTe eni eBdopadiaiac Bacewe, NAAvo-nAavo, Eekivwvtag and Tnv i0aywyn Tng
Taviag kal Toug TITAOUG, oI PoITNTEC oknvoBeaiag avéAluav OAEC TIG aigBNTIKEG €nIAOYEG Tou dnuioupyou.
AUTO NATav UMOXPEWTIKO MPABNUA Yid TOUG OKNVOBETEG, ev® €MEIC o dIEUBUVTEC QwToypagiac To
napakoAouBoUoape yia €va Pnva kal oTpepOPacTav PeTA otn dIKIA Jag NPoogyyion NMou fTAav dnokAEIoTIKA
n dnuioupyia KIVOUUEVNG EIKOVAC.

'EXovTag nel auto Kal napakoAouBmvTag HE (POBEPO evdIAPEPOV TIG MOIKIAEC MNPOCEYYIOEIC KAl TWV
OUyypwVv Kdl TwV MOAWVOV EKAEKTMOV KAAEOWEVWV aANO AUTEC TIC IDIAITEPEG KAl POPBEPA ONUAVTIKEG
KIVNUATOYPAQIKEG OXOAEG, OUVEIDNTOMOIEI KAVEIG TO MOCO I0YXUPEG €ival ol Bdacelg kal BERaia noco
AEITOUPYIKO €ival To anoTEAEOPa nou NpokUNTEl and auTéG TIC BAcelg kal OTav n.X. akousl yia 7.000
d10aokovTec 1 800 6mou To NPOBANMPA sival Nwc dev £xouv £E£IDIKEUTEI TOOO NMOAU ) 6Tav BAEnel os €va
vnniaywyeio To onoio €ival yia éva €Eaunvo, Ye pia kateUuBuvon KAAANITEXVIKR, MIKpd naidid KATw Twv 5
€TV VA PNV XpnoidonoloUv pia sUTEAR KAPEpPd, Onwg Opoppa £01Ee XBeG 0 K. ZnUpou, aAAa pia opopen
view-camera, QWToypa@IKr ano TIC apXEG Tou 20o0u aiwva Kal va ewTilouv Pe NPoBOoAEiG TUnou DpeveA,
Ta KpUOTAaAAa OPeEVEN NMOU CUYKEVTPWVOUV T OECHUN TOU PWTOG TOOO OPOPPAd, KAl va KAVOUV OHOPPOUG
oxedlaopouc wTIoNoU ano T6oo veapr nAikia, npdyuaTi gival and 6An autn Tnv upaduvon atnv dAnBivn
YAWOOoa kal oudia TnG €IKOvag anod TOoo veapn nAikia, nou dnuioupyei TEAIKG YiIa QUOIKA AVECH av MOTE

Kaveic oTpaPei g€ KANoIo KAAANITEXVIKO AVTIKEIUEVO.

Aev €ixa noTe OUyypoug @oITNTEG oUTe Erasmus oTto TuApa KivnuaTtoypdgou, €ixa OHWG apKeETOUG
MoAwvoU¢ auth Tn dekaeTtia. 'OAol pYa OAol, akOPa Kal Ol MPWTOETEIG, €ixav MIA (PUOIKR GVECN ME TO
avTikeigevo, dnAadn pia Quaoikn aveon Pe Tn Slaxeipion akdpa kal piag anAoikng ouvenkng ewTIoHoU n
onoia €ixe pia eikaoTikn d1doTacn, 6nwg eniong Kal hia QUOIKN KATAOKEUdaTIKN d1aBgan. AuTd dev onuaivel
anapaitnta o7l oAoKANPWVOVTAG TIC OMOUdEG TOUG TAUuTOxXpova napoucialav kal To apioToupynua Tou
aiwva. AnAd ouykpivovTag Toug pe Ta naidid Tou dikoU HAG CUCTAMATOG, auToU TOU CUCTAMATOG Mou
akoUyovTag Toug nponyoUHEVOUG OMIANTEG CUVEISNTONOIEI Kaveig noco dpauaTtikd NNAOKApPIoOPEVO €ival, JE
“PoBePEG” PENETEG Mou eknovoUvTal Kal PHEVOUV avevepyeg yia 20eTieg, PETA enaveEstalovTal Kal PETA
unapxel auth n d1aBson nou oav KUPa npénel Kaveic va dlopbwoel Ta ndavra, EExvamvTac Td anoAUTw
Baoika kal Ta Bacika €ival yia va nepacel pia Kivnuatoypagikn €knaidsucn, onTIKOAKOUOTIKA, OAa auTad,
OTNV KOUATOUpPA TNG NpwToBaduiag kai deuTtepoPabuiag eknaideuong, NpéEnel NpayuaTika v’ aAAagel 6o 1o

€AANVIKO €kNaIOEUTIKO oUOTNKA To onoio gival éva cuoTnPa Nou 1I00NedWVEI TNV TEXVN.

>Tn MEoNn eAANVIKN oikoyeévela, To naidi nou €xel pia T€Tola dIdBeon, noINTIKA, KAAANITEXVIKA 1 OTIONMOTE
ouvnBwg eival npoBAnua. To naidi auto av dev Ba pnopécel va dwael e€eTdoelg otn Nopikn, TI 8a anoyivel;
Eival €vag @oBepoc npoBAnuUATIonNOC nou npokUNTEl and €vav ouvTnpnTiIono, Kal dUOTUXWG ouvavTdel
AaAAov évav ouvTnpnTIoPd Mou unnpxe, undapxel kalr 8a undapyel. Eivar napa noAl dUokoAo va aAAagouv

OAa auTa oTnv eknaideuaon.



MapoA’ auTtd, eneidf NpEnel KI eyw va N KATl, 1| va NpooBEow KATI 1 va dwow Hia dnuioupyikn 10€d, n
dnuIoupyikn Hou 10€a €ival Ta Baoikd. Aev PNoOpei 0 KIvANAToypagog va evraxBei €Tol auBaipeTa og pia
TOOO MPWIKN XpoVIKr nepiodo av dev €xel yecoAaBnaoel pia ena@r Pe Tn BAcn Tou KivnuaTtoypdgou, Onou n
Baon Tou KivnuaToypd@ou yia évav ykoupoU onwg €ival o Anuog ABdsAI®wdng nou akoUCAUE VwpPITEPA
Jnopei va gival o Adyog, yia héva nou degv €ipal autoU Tou €ninédou, n BAcn TOU KIVNUATOYypAgou €ival n
pwToypagia. O KIvnuaToypda®og navra akoAouBoUoe Tn pwToypagia kKal TEXVIKA Kal KAANITEXVIKA Kal
gival and Tn @wToypagia nou o véog Ba pabel va diaxelpileTal Kal Ta PEYEBN TWV QPAKWV, ONOU gival yia
OUVTAPAKTIKN npodiaypa®n oc onolddAnoTe aprynon - av dexBei kaveic OTI €vac €upuy®VIOG PAKOG
emiTaxUvel pdia Quaikn kivnon n €vag TnAe@akog, €vag HEYAAOC (AkOG OnwG AEPE OTNV APYKO TOU
KivnuaTtoypagou, Tnv enifpaduvel Kal Yovo WE TNV €mAoyn SI1apOpPETIKAG £0TIAKNAG andoaTacng, otnv idia
ouvOnkn nNpokUNTel €va JIAPOPETIKO SPAPATOUPYIKO anoTEAECHA. AuTO, AoINov, TO OToIXEIO TO Baciko Ba

To pabel kaveic povo oOtav eufablvel kal Mo anAoika akopd, OTnV TEXVN TNG OTATIKNG KAAAITEXVIKNAG

QwToYpaAPiag.

'Exovtag nel auto, Ba nbeha va To unooTnpi&w unevBupilovTag OTI KAl OAPEPA av ENICTPEYANE OF Hid
oTabepd TOU KIVNUATOYPA@OU MOU XAOAPE — Kal nold €ival auTtn n otabepd;- o@eileTal kal naAl orn
QwToypagia. O ouPBATIKOG KIVNHATOYPAPOC nou &ekivnoes npiv and 120 xpdvia BaocileTal oTnv aigbnTikn
nou npokUNTel and Tn Xpron Tou KIVNUAaToypa®IikoUu QIAR 35mm. Afw KivnuatoypagikoU yiaTi To 35mm
@IAY €ival To i0l0 nou xpnoigonoloUTav Kdl OTn OTATIKA QwToypagia He Tn diagopd OTI OTOov
KIVNHATOYpAa@o Xpnaoigonoloutav akpifwG To WICO kapeg, dnAadrn “eTpexe” KABeTaA evw OTn QWTOYpPAPia

KIveiTal opifovTia.

MeTd ano 50-60 xpovia Kivnuatoypd@ou 35mm, fnpBe AAAO MIKPOTEPO (OPHUA TO OMOIO UMMPXE Yia
NEPICOOTEPO KATAVAAWTIKN N avayuxXng Xprnon nou NTav 1o GIAY 16mm, To WIoo and autd. Siya-oiyd, He
TNV €EEAIEN TOU PECOU KAl TNV €UKPIVEIQ MOU APXIOE va AMOKTA KAl TO HIKPOTEPO AUTO QOopHd Twv 16mm
onw¢ Kal ol (pakoi nou oxedidoTnkav €1dIkaG yI’ auto, nAnciace Tnv eukpiveld Tou 35mm Kkal OvTag
MIKPOTEPO Kal OIKOVOUIKOTEPO, TONOBETAONKE KAl AuTO JNMIOUPYIKA OE Wia enayyeAPaTIKn TEXVIKN Xpnon
oTo Kivnuatoypa@ikd yiyveaBai. OnoTe, hoipaia ota 120 xpovia Tou KIVNUATOYpAa®ou, n onTIKA KouAToUpda
TNV onoid anokTd Kaveic w¢ BeaTng aAAd kKal agav dnUIoUpYOG, NPOEPXETAl ANO TNV XPNon autwv Twv dUo

poppa.

AUTO ¢ Tn dekasTia Tou ‘90 “E&€neoe”, av HOU €MITPENETAI N OpoAoyid, HE TNV €AEUCN TNG NAEKTPOVIKNAG
KivnuaToypa®iag nou nponABe ano Ta TéEAn Tng dekasTiag Tou '60 kal KUpIa oTa péoa TnG dekasTiag Tou ‘70
TWV TNAEONTIKOV (Opud. Ta TnAeonTikd Qopud f “BIvTeokduepeg”, sixav PeYEOBN aiobnTripwv nou nATav
MIKpOTEPA Kal anod To 35mm kal and To 16mm, Je anoTEAECNA N €IKACTIKOTNTA, N MoldTNTA TNG EIKOVAG
NMou MPOEKUNTE va €ival noAU diagopeTikn. TiI onuaivel dia@opeTIKM; Znuaivel 0TI 600 Mo WIKPO €ival To
@Oopua, TOoo NMio NoAU eoTiaopéva eival 0Ad. ‘OTtav OAa €ival €oTiacpéva, dev undapyel diaxwpIioPog oTd
enineda, onoTE QVTIKEIYEVIKA N eikova eival nio flat. Auth opwg n flat eikdva kai autd Ta HEeEYEDN
aiodnTrApwv npoopilovrav yia pia noAU CUYKEKPIPEVN XPNON, Yia £&va JOVITOP MOU EiXE KAVEIC OTO OaAOVI N

otnv koudiva r apydTepa oTo UNVOdWHATIO TOU.

Kabwg opwg BeATiwvoTav kal n avaAuTikh dUvapn autng Tng npodiaypagng, auTtng nou ovoupaoa
YEVIKOTEPA «NAEKTPOVIKN KIVNHATOYypa®ia», kal akpiBwg eneidn To NPwTOTUMNO HECO TO KIVNHATOYPAPIKO,

OnAadn To apvnTIKO PIAM, N Kauid gopd Kdl To BeTIKO QIAY NTAV NpayuaT noAU akpifd, onwc Kal To JETo



auTo kabauTto f pAAAov o Qopéac Tou HEoou, dNAAdN ol KIVNUATOYPA@IKEC PNXAVEG AfWNG, Ol (PAKoi,
apxioav KaAAITEXVEC Kdl E€NAYYEAMATIEG TOU XWPOU VA EVTACCOUV OTOV CUMBATIKO KIVNHATOYPAQo
MuBonAaciag kal VTOKINAVTEP —MEPICOOTEPO OTO VTOKIMAVTEP- TNV NAEKTPOVIKA KivnuaToypagia. Me
anoTEAEOMaA, n €IkKOva n onoia €npene va npoopiletal yia Tn JeydAn oBdvn va pnv ival apketd KaAn, n.x.
EANEIYN €UKpIVEIag, ONWG Kal EANEIYN KAANG XPWHATIKAG avanapaywyng, dUvapikng eupuTnTacg, onou &ival
n duvaroTnTa evog HECOU va KaTtaypage! hia QWTIOTIKA cuvBnKn and TNV nio uWwnAf JEXP! TV IO XaunAn,

TN OKId.

Epxopaote, Aoindv, ota péoa Tng dekaegTiag ‘90, ot pia MIKPR ENAvAacTacn OTO XWPO TNG NAEKTPOVIKMAG
KivnuaTtoypagiag, n onoia nAéov petovoualetal «wn@lakn Kivnuatoypagia», Ye TNV EAEUCN TWV HIKPOV
HNxavov Anywng Tunou MiniDV, ol onoieg diaBETouv €vav aiodnTnpa nou ATav PIKPOTEPOG KI anod Ta 16mm,

yla TNV akpiBeia HIKpOTEPOG KI and Ta 8mm.

Tautoxpova, €neidf NapoucidoTnkav oav £€va KatavaAwTikd npoiov, gixav éva noAlU XapunAoTepo kOOTOG,
Me anoTéheopa va divetal n eukaipia o NoAU NEPICOOTEPO KOOWO va Wnopei va OnuIoupynaoEl
OMTIKOAKOUOTIKO MPOoidv, TO OMoio XapakTnpioTnke noAU XIOUHOPIOTIKA and €vav d@opiouo Tou Ppavaig
®opvT KdnoAa, nou €ine 0TI «kdnoia Pépa Oa pnopei Ki €va kopital and 1o Oxdlo va KAvel KI auto Tnv
Taivia Tou». To NpoBANua, Opwe, gival 0TI MBaAvwe va Pnv €xel evdia@Eépov n Taivia Tou kopiTalol and To

Oxdl10 1 Kal va Pnv €xel Kal Kavéva €1KkaoTikO evilapEpov.

'OAa auta “dlopBbwblnkav” anod Tn oTaTikn @WToypagia Tnv TeAeuTaia dekdaeTia, OTAv n Kaivoupyld Yevid
PWTOYPAPIKWV PNXAVOV E€NECTPEWYE OTO MPWTOTUMNO PWTOYPAPIKO Kal OTN CUVEXEId KIVNHATOYPAPIKO
@opua 35mm pe TIg nepipnueg HDSLR nou evw eixav npoTtabei, oxediaoTel yia pia Xprnon ewToypa@ikn,
gixav kal Tnv npodiaypadrn ANwng oc Bivreo. XapakTnpIioTIKA, Hia anod duTeg TIG €Talpiec, noUANCE o€ pia
nevrasTia, JeTa&l 2009-2014 €vav anioTeuTo apiBuo Pnxavav AQPEewc, dnAadn ewToypaPIK®V, Ol OMNOIEg
MnopolUoav va npaygatonoinoouv kal Afwn BivTeo, ol onoieg — av dsv kKavw AdBog nrav 4 ek. Teppaxia/
oWHATA PWTOYPAPIKA OTOV KOOHO IAYYI®ING apiOPog YEoa o€ €va TOOO HIKPO XPOVIKO dIaoTnua. AuTo

€ival yia poBepn enavacTacn oTo XWPO TNG €IkOvVAC Kal KaT’ eNEKTACT OTO XWPO TNG KIVOUUEVNG EIKOVAC.

BAE€MovVTag Ol KATAOKEUAOTIKEG ETAIPIEC TIG KIVOUWEVEG EIKOVEG TNG NAEKTPOVIKNG KIvnuaToypagpiag and tnv
@oBepn d1ad0o0nN aAUTWV TWV PWTOYPAPIKWV PNXavwv, enavnibav poipaia NpwTa yia va avakTrioouv, av
BEéNeTE, TO gunopikd nedio nou eixav xaoel, oe oxedlAopd NAEKTpoviKwV Wwnelakwy, digital dnAadn onwg
€NIKPATEl va TIC XapakTnpioUPE — MNPOTIH®W Mo NMoAU To YAAAIKOG OpoGg numérique, o onoiog €xel Hid
J1apOopPETIKN PIAOCOQIKN dIACTACN, EVTACOOVTAG OTO oXedlaoud Toug Ta Baoikd formats, To 35mm kal To
16mm onou nAgov To Baaoikd format piag “kaAng” wneiakng KIvNUAToypagIkng UNXavig €ival To Aeyopuevo
Super-35mm, nou €xel Adyo 1/1.77 kai oiyd-olya Tnv TeAsuTaia TeTpasTia enavAABe kal To Baupaacio
akoOpa nePIOCOTEPO Yia “vTokihevTapioTikn" xpron format Twv 16mm wc Digital 16, ye anoTéAeopa va
£XOUME EMITEAOUC — EVVOW EWPEIC o1 “"GvBpwnol” Tou KIVNHATOYPAPOoU NMou £XOUNE yaAouxnBei oTo PEGO TO
onoio kAnpovounoape and Tnv nponyoUMEVN €KATOVTAETIA, €va MNPWTOTUNO KHECO KATAypagng Kal
dnuioupyiag €ikdvag, To onoio va sival npaypaT uwnAoU €ninédou yia npoBoAn o PeydAn oBovn, dAAd
EXOUHME napdAAnAa odnynBei o€ pia aiviydaTikng ouvlnkn HE TNV AN®AEId TOU QIAJ KAl TV
KIVNUATOYPAQPIK®WV UNXavwv otnv onoia 6a avapepdw - Bupifw OTI oTo TEAog Tou 2011 oraupdrnoav va

napayovTdl NAEOV KIVNHATOYPAPIKEG UNXAVEG ANWNG, evw To 2013 n Fuji n pia and Tig dUo eTalpieg



napaywyng apvnmikoU @IAM paldi pe Tnv Eastman Kodak avakoivwoe 0TI oTapatdsl Tnv napaywyn
apvnTikoU QIAY Kal OTI Ba €ixe oToK yia aAAov €vav xpovo, dnhadr nEpal, Nponepal.

H onuavTikoTaTtn auTth anwAegia, apopd TNV apxelakr 1010TNTa Tou npoidvTog nou “kataokeudaloups” — av
HOU EMITPENETAl N €KPPACN- Kdl, ONWC €ine o K. ZNUPoU, To TEAIKO MAEOV MPOIOV €ival €va HIKPO KOUTI, 0
PopNTOG “OKANPOG-JioKOC”, TO OMoio EUNEPIEXEI Ta apXeia Ta onoia 6a dWOOUME OTOV UNXavikd nPoBoAng
yla va Ta npoBdAel, ye Tn dlagopd OTI auTd Ta apxeia dev pnopoupe va Ta “dlaBacoupe”. Aev €ival oav To
apvnTikOd QIAY Mou ATaAv €va KopuaTi, pia eAativa, pia Bdon nAAoTiKoU Nou €iXe YIA OEIpd EMICTPWOEIC
apyupou. O apyupog O0Tav €kTIBETO OTO PWC dNUIOUPYOUdE TNV €IkOva PEoa and {UPwon Kal pnopoUoeg
Kal Hnopeic navta va BAAEIG KOVTPA OTO PWG AUTO TO KOPMATI Kal va To deiG. Av Bgg va To JeIG KIVOUUEVO,
TO (POPTWVEIG 0L HIA Pnxavr npoBoAng n onoia 6a To KIVACEl KAl undapxel €va ¢wg and nicw nou To
npoBaAel. Autd dev undpxel oTnV Wwn@lakn ouvenkn. AuoTuxwc¢ Otv UndApxel Kapia npoBAEwn oTOUG
npolnoAoyiopoUc, akdua kal oToug npolnoAoyiohgoUc Nou eKnovel Kaveic unoBaAAovrag oe évav Qopea
onwg sival miBavd n kpaTikn TnAedpacon oTav apyioel va kavel &ava napaywyeg n 1o EAANvIKO KévTpo

Kivnuatoypagou, dev npoBAEnel kaveig Tn diatrpnon autol Tou UAIKOU.

Ki dpwg, To TeAeuTaio nponUpylo TO KATAOKEUAOTIKO Yia TIG €TAIPIEG €ival To QIAY apxeiou, nou €ival &va
@IAY €10IKO OTO OMoio KaTtaypagovTal Ta Yn@Iiaka OToIXEia yia va Jnopei va diatnpeital autd To UAIKO
TOUAAXIOTOV YIa 5 alwveg, oUPNQVa WE TIG HEAETEG KAl TA NEIPANATA TEXVNTAG NAAAIWONG NOU €XOUV YIVEl
Kal va pnopei va sival avlpwnivwg avayvwoigo, man readable, kal ox1 yeéoa and pia ynxavn n onoia Tou
XPOVOU WMNOPEi va Pnv undapxel n ano évav dioko o onoiog Pnopei va TapakouvnBei 1| va unooTei kanoia

MayvnTIKn unoBoAr Mou va Tou KaTaoTpEWE! TO apxEio.

MpayuaTikd, auTo €ival @oBepa avnouxnTIKO OTI UMNOpPEi KAVEIG ONUEPA va KAVEl Jia KatanAnKTIKN Taivia Pe
€va UnéPoxo MECO ONWC €ival To Wwnglakd, MNopei va To PovTdapel Kal va Kavel OAn Tnv enegepyacia aTov
UNOAOYIOTR TOU Kal va To (QE€pel aoTnv aiBouca npoBoAng aAAd autd To UAIKO pnopei va xabei avd naoca

oTIydn. Agv undpyel kayia Baon npooTaaiag.

'ExovTag nel auTd, Kal Xwpic va BEA® va kKAavw AAAn Kataxpnon Tou Xpovou, va npooBecw OTI val, To
AVTIKEIMEVO Hou €ival n digtBuvon pwToypagiac onwe auth ekPpaleral and To dNPIOUPYIKO PWTIOKO, ano
TIG EMIAOYEG YWVIOV ANWNG KAl QpAKWV, PWOIKWV, YIANWVEYKWY, BPETAVIKOV, YAAAIKWOV, YEPHAVIKWOV
KOPEATIKWYV, ONou OAOI auToi Ol (pakoi €xouv Hid OIAPOPETIKA €IKACTIKN O1G6€0n OTOV TPOMO HWE TOV OMoio
avTigeTwNi(ouv To QWG Kal Hia OIa@OPETIKA €MNioNG NMPOCEyyIon OTO NWG dnMIoupyouv Mia AlYOTEPO N
NeEPICOOTEPO avayAupn €1kova, aAAd kUpla TO AVTIKEIMEVO HOU Kal auTo mnou JI0A0KW AMOKAEIOTIKA OF
TETAPTOETEIG, WPIYOUG @POITNTEC nou Ba odnynbouv oOTO NTUXio, €ival To NWG N MANPWTOTUMNN
kivnuatoypdenon 0dnAadn kAsivw enavepXOPeEVOG oOToV TITAO TNG €I0NYyNnoNnG Mou, odnyei oe pid

OUYKEKPIMEVN apnynHUaTikn npoosyyion.

'OTav A&w NpwTOTUNN KIVNUATOYPpd@pnaon, ava@Epopdl o€ £va VEWTEPIONO JIKO OU NMOU MPOEPXETAl and TNV
OIKOUMEVIKN €KPpacn nou xpnaolgonolsital yia Tn diadikaocia Tou yupiopaTog n onoia A&ysTal oTa ayyAikd
principal photography. Av petagpdoesl kaveic principal photography orta eAAnvika, Aéyetar «n kupia
pwToypagia» n «kupla pwToypaenaon». TI ox€on auTo WE Tov Kivnuatoypdgo; 'Exel anoAutn oxEon yiarti

ONW¢ 0ag €ina, o KIVNUATOypa®og £Xel Tn Bacn Tou oTn GwToypagia.



onoTe, eyw Afw OTI auTn n kKUpla pwToypa®naon, dnAadn n diadikagia autoU Tou yupiopaTtog kadauTou,
agopd HIa ApWTOTUMNN KIVAUAToypd@non n onoia €ival n npoogyyion n ONTIKA Mou £X&l KAanoiog

avTigeTwnilovTag pia 10Topia f akdua Kal hia anouaia 10TopidG.

Avapeoa and TIGC ouvepyaoieg Pou TIC “OUMBATIKEC”, PE TNV KAAR évvold, ¢ OIEUBUVTAC pwToypaiac,
Kavw Kapid qopa kal kanoia PIKpOTepa project yia 1o dikO pou yoUOTO €nNavePXOUEVOG OTNV ITOPIA TOU
KIvnuaTtoypagou, atn Bacn Tou, 6nou nrav “ol avBpwnol PE TNV KIVNUATOypagIkh Toug punxavn”, o Dziga
Vertov, o Joris Ivens, QoBepEC NPoOWNIKOTNTEG Ol onoiec apyoTepa odrynoav oe AAAEC NPOCWNIKOTNTEG
onwg ATav o Johan Van Der Keuken otn Oekaeria ‘70 kal ‘80, OUVEXIOTNG TOU £pyou aAUTWV TWV
avBpwnwyv, dnAadn &vag HovayIikog KIVNHaToypa@IoThG Nou JE TNV KAPEPA TOU AVENTUOOE €va NPOCWNIKO

Tou concept, Hia mBavoTnTa aPrynong.

>e auTd To £ninedo, Kal KUPIwG yia €peuvnTIKOUG AOYOUG, YMNOPEl KAnola oTIyhn va BéAw va doKINAow TNV
1310TNTA €vOC¢ akoU I va JdoKIYacw pia kaivoupyla pnxavr AQWnG: agou PeAET® TI npokUNTel and Tn
Xpron Toug, npoonabw va Ta evra&w oe kanoia niBavoTnTa apnynong. OnoTe, Ta TeAeuTaia Xpovia KaTd
KalpoU¢ KAvw HIKPA MopTPETA HOUCIKWV OpYAvwY HE Tov idlo Tpono nou €kave o T T{apuoug auTda Ta
MIKpd KivnuaToypa®ika okKeTg, Ta Coffee and Cigarettes kai €101 palelw O €va TAodkl Kanoid

KIVNKaToypagika-anoToiyapa, nou KAnoTe Unopei va Ta npoBaiw oAa padi.

‘Eva €& autwv akpifwg €neidr n ouvavinon autn aneuBuvetal kal o€ avBpwnoug ol onoiol kai 6a

SNUIOUPYNOOUV OMWG EVNUEPWONKA Kal Hid Oipd and MIKpA OOKIMIAKA VTOKIMAVTEP, ONWC Kal OTOoUG
avBpwnoug nou Ba Toug eniBAéwouv, enéAe€a éva and auTda Ta MPIKPA project, Ta onoia gunepiEXouv dia
oglpd anod “kKAgloigaTa Tou paTioU” TNV KivuaTtoypagIkn dnuioupyia kal noAU cUvTopa PETA TNV NPoBOAN
8a oag anodounow kal 6a oag UnNoypaupiow KAMoleg €nIAOYEC, Mou nioTeUw OTI €xOUvV onuacia akoua
NEPICOOTEPO Kal OTO €Ninedo Twv JelyHATwV nou €idape XOeC.



(npoBoAn Bivreo, Piano-play, 2015)
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OnoTe, Twpa 6a You sMITPEWETE va oag PIANOW Aiyo yia TIC emAoOYEC pou. Aev Ba To €kava auto Ot dia
oupBaTikn npoPoAn, anAd Twpa cipaote oe €va nepiBdAlov eknaideuTikd. 'Eva oToixeio To onoio Ba
naparnpfioate nibavwg €ival n ypaguaToosipd Nou XpnoldonolsiTal oToug TiTAouG. XBeg PAEnovTag pia
epyaocia nou &yive o €vad YUPVAOoIo TO onoio napgneune mbavda oto BwBO KivnuaTtoypda®o (Kaitol €ixe
Houoikn), nepieAappBave KapTEAEG £vBeTEC nou nepléypagav Tnv avanTtuén Tng dpacng ME TN yvVwoTh
yipAavTa nou sixav ol BwPEG Talvieg f kal o1 veo-BwPEG Nou €xoupe del Ta TeAeuTaia xpovia - ONwg Bupilw
Tnv Blancanieves, 2012- unépoyxn Ionavikn Taivia - 6nou OJwG N YpauuaTooslpd nou €ixe xpnoiyonoinOei
nTav andAuta olyxpovn. AnAadr, edw eixape pia cUykpouan aigdnTikn.

>tn OIKf MOU MepIiNTwon nou WE anacyxoAoUv auTd, n ypaupaTtoosipd Tnv onoia xpnoldonoinoa sivar n
YPAUUATOOEIPA MOU MEPIEXETAI OTO ECWTEPIKO TOU Opydavou — mBavwg va naparnpnoarte €va ypriyopo
€vBeTo NAAGvo nou éxel pia “oTtauna” nou npoodiopilel kal Tn XPovid NMou KaTtaokeudoTnke, To 1978.
Mapadd&wce, avakaAuwa OTI AuTh N ypaupaToosipd ovopaleral military kar napadofwg €paba — OXl €K TwV
UOTEPWYV, AUTO TO YVWpIda npiv avantu&w autd To PIKPO naixvidiopa yiaTi npdyuaTi yia €va naixvidiopa
npokeiTar — €§ ou kai o TiTAoG Piano-play — &6TI To dpyavo auto, To NAekTpikd miavo Fender Rhodes, €va
@opnTO dnAadr niavo, eixe oxedlaoTei and OTPATIWTIKOUG Kal €vTACOOTAV O KEVTPA AMNOKATAoTAONG

OTPATIWTWV Ol onoiol eNéaTpePav and Tov NOAEPo, anod To BieTvap yia AOyoug WUXOAOYIKNAG unooThpIENG.

AUTO OTn ouvéxela, akpiBwg nsidn ATav eBnvoTepo ano €va “cupPaTike” miavo, Pe Tov idio TPOMo nou
EVTAXONKE OTO ONMIOUPYIKO KIVNHATOYPA®Oo TO “Wwn@iako” oTnv nNpwTn TOU HOPE®R TNV avdAoyikn,
napopoiwg evraxbnke kal oTo Houaiko yiyveoBal, 131aitepa TNG dekasTiag Tou ‘60 TO CUYKEKPIYEVO Opyavo,
xpnoigonoindnke ds neEpav Twv IAUATIKWV MNPOBECEWV Yyia TIG Onoieg €ixe apxika oxediaoTei, anod
KAANITEXVEG guBANMATIKOUG TNG €NOXNG Onwg o ®dpavk Zana, o MaiAg NTEBIg n ol Doors, 0 8€ HOUGTIKOG
Mou KaTaypaew “KAEIVEI TO YATI” O QUTNAV TNV €Noxn dNUIOUPY®VTAC NMOAU HIKPEC HOUCIKEG-BIVIETEC KATA

TN OIAPKEId OPICHEVWV aAPNYNHATIKOV OTIYU®OV, Onou akoUyeTal ApaydaTi n HOUCIKA TWV



npoavaeepBeVTwV dnuioupywyv. OndTe vouilw 0TI KaBe emAoyr, akopa Kai n emAoyn TnG YpauHaTooeipdc

TV TITAwV Ba Npénel va €xel pia ouveneia, ival Yia aiodnTikn andgaaon angévavTi aTnv agnynon.

Eivar karm “oav vrtokigavtep”. Aev gival vrokigavTép. 'OANd n Ta NeEPIOCCOTEPA OTOIXEia TNG “KATAOKEUNG”
AuTAG eival oknvoBeTnuéva. M.x. n Taivia &ekivasl ge dUo avBpwMoug Nou PETAPEPOUV £va Opyavo anod £va
unoyelo kal To aveBalouv oTo KAlJakooTdacoio. MBavd PeTad va avTIAngBei kaveig, av To OKEPTE(, OTI Ot

auTd To unoyelo yiveral n NpdRa Tou PHouaikoU OXNAHATOG e To onoio nailel o HoUaIKOG.

SapéoTarta, eyw dev NeEPIPNEVA WG VTOKIPNAVTEPIOTAG va KATeRACOUV To 6pyavo ano Tn okaia. Toug {nTnoa

va To KAvouv yiaTi nBsAa va dsi&w OTI TeAika dev gival kal Toogo QopnTod. Eival évac peyaAog 6ykog nou
xpelalovTal dUO ATOMA va TO WETAKIVAOOUV, XPelaleTdl £vag ApKETA MeyAAog Xpovog yia va oTnBei oTig
BAOEIG TOU K.AN KAl AuTOG 0 XPOVOC anoTUNWVETAl and Tn Pikprn oknvh 40 deuTepOAENTWY NouU anoTeAsiTal
anod 9 oBoveg (split-screen). AuTn n oknvr napanéunel yia PEva KATAOKEUAOTIKA, O Hia MNEPiodo Tng
IoTopiag Tou KIVNUATOypdagou n onoia Tono®eTeital ota TEAN Tng dekaesriac Tou ‘50 ano Tnv npwTn
NOAUMPICHATIKN €YKATAOTAON — D&V UMNPXE TOTE O OPOG «EYKATAOTAON» - TNG NMPOBOANG Mou €kavav To
unépoxo dnuioupyikd leuydpl Charles and Ray Eames, oXedIaoTEG, KIVNUATOYPAPIOTEG, S1AVOOUMEVOI, YIa
TIG avAyKeg TNG MEYAANG dapepikavikng €kBeong oTn Mdoxa Tou XpouTow®, napouaialovrag &va

NOAUNPICUATIKO VTOKIYHAVTEP Nou AeyoTav America Sees, 1959.

Tautoxpova, gheva Pe eEunnpetolos auth n didonaon Tng 086vNnG oTa evvia nAaioia, yiati o pia didpkeia
40 deuTepoAeénTwyY, BAENEl Kaveic €va QIAMIKO anoTUnwua Xpovou To onoio eival noAAanAdcio, 4 ni 9 =

36, 360 dsuTepdAenTa, 6 €ni 6 =36, dNAadr BAENEl KAveic ouaiaoTika 6 AenTd os 40 deuTepOAENTa.

To €vauopa yia va Kavw 0A0 auTd To PIKPO naixvidl JE TOV KIvAPAToypdago rTav To service Tou niavou. O
PIAOC HOU O HOUCIKOG HOU €iXe ava@epel NwG €npOKEITO va avoi&el To dpyavo kal av B w va dw nwg
gival ano péoa. Autd, Opwe, dev Pnopei va €xel eva €101k evdlapépov. Av wagel kaveic oto Google r aTo

Youtube «0£pBIg KIBApAG» 1 «OEPRIC KPoUOoTWV», Ba Ta del OAa auTd HE £€va Pnxavikdo Tpono. OnoTe,



€VTAOOOVTAG Ta O Wia mBavoTnTa agriynong, oucidoTIKa evw NPOKEITal yia €va NopTPETO Tou opydvou,
€ival Tautoxpova anoTeAEl Kal €va AAAO MOPTPETO, TO MOPTPETO EVOG HOUGCIKOU Nou Oev aoxOA&iTal HOVo HE
To va “yTundel” anAd Ta NARKTPA, aAAd npénel va @povTilel, va To avoiyel yia va Toug aAAdadel Tig
“TolhoUxeG”, va TonoBeTel kaivoUpyla OToIXEid KpoUong TwV MANKTPWV HE TOUG NAEKTPIKOUG aAioBNTAPEG
nou dnuioupyoUV ToV X0, TEAOG € TAUTOXPOVA VA CUHMETEXEI KAl OE €vd JOUGIKO OXNMa, NMou eyw €Kpiva
OTI dgv pou “xwpdel” og yia 7AenTn agnynon.

OnoTe enavépyxoudl oTo  OTI ol 9 006vec pou Xpnoiyewav oto va OeiEw OTI auTd To Pouoikd oxhua vda
NPoeTOINAleTAl KAl WETA va €PBabUvw oTo dikd Tou nai§iuo oTo WOUOIKO Opyavo, yiaTi To épyavo autd
népav TN CUMBATIKAG NXNTIKAG Tou anodoong, ouvdeOnevo e GAAa oTolxeia unoBonBnong, dnuUIoUpyYEi Hia
oglpa and nAekTpovikoUG MAXOUG, Mou gival OAol oI AXOl MouU VTPECAPOUV TNV nXNTIKA HNdvra nou
akoUoape. AkOpa Kal ol napapopPwoelc, nou “yxtundve” navw and To “KOKKIVO” ot €va MWIEAl, nou

NpoEpYovTal ano Tn dnNUIoUpPYIKA Xpron autoU Tou opydvou.

TauToxpova, evTAcoeTal YEoa O AUTh TNV a@nynon kal €va “aAAo olveud”, To olveud napartnpnong, To
ornoio 0ac¢ ocuoTNVw va €€eTdoceTe. YNApXel €vag onuavTikog ddokalo¢ Tou KivnuaTtoypdgou, o TIEIUG
Mnévivyk, nou dIOAOKEI TO AVTIKEIYEVO OE pia eUBANUATIKN OXOAR nou éxel 1Id9puoel o NTiovei oTnv BaAévaia
NG KaAhipopvia, 1o CalArts. Eival autdég nou €3woe Tov 0po «@IAY napatipnong». MNpokeiTal yia

VTOKIJavTEpioTa nou dnuioupyei akivnTeg ouvnBwc ouvBeaelg oTa kadpa/nAdva Tou.

Epéva pou apeoe n ouvOnkn napaTtnenong TWV HUPHNYKIOV akOPa nepliocdTeEpo, €neldn €ival TO00 HIKpd

Kal avadeikvuovTal TOoo Ohopgpa aTn HEYAAn o00ovn yia dUo AOyoug. AQevOG WeV YIaTi To JaUpPo oWUA TOUG
nou yuaAilel KATw and To QWE ToUu NAIOU KOVTPA OTO XWMA, AnOTEAEl €va MApOUOIO KOVTPAOT HE TO
KOVTPAOT TWV ACTMpwV Kal Javupwv NANRKTPwY oTo midvo. Tautoxpova, OPwG, ONWG TA HUPHAYKIA
douAelUouv aoTapdTnTa, Pe evdIEPePe va Oei&w OTI KAl O HOUCIKOG auTdg “doulelel”, npenel va KAvel
npofa, va BeBaiwbei 6TI OAa AsiTtoupyoUv owoTd OTA PNXAVIKA HEPN TOU Opyavou Tou K.o.K. OndTe, and



€va NopTPETO €VOC MOUOIKOU opydvou Ba éleya OTI mBavwg va odnynbnka oc éva QIAY yia Tnv

€pyaTikoTNTA: 0dNynenka CUVEN®C OE KATI NOU HOVO eyw Ba ynopoloa va dnuioupynow.

MoU BéAw va kaTaAn&w; 'OTI ival ndpa noAU onuUavTikh N NPOCWNIKN NPOCEYYION.

EuxapioTw.

1 Principal photography (n kUpia pwToypda®ion), €ival o 6pog nou napadociakda XpnoldonolsiTal yia va
unodeixbei n diadikagia Tng KivnuaTtoypdpnong (cinematography) piag Taiviag. O vewTepIOPOG nou
anoTeAsei n ékppacn “NpwTOTUNN KIVNUATOypa®non”, €ival akpiBECTEPOG Ot OxEOn ME Tn Onuioupyia

KIVOUHEVNG €IKOVAG, ONWG Kal Je To B€ua aAAd kal Tnv oudia Tng €10yNonG.

2 The decisive moment, 1952, npokeiTal yia Tov TiTA0 TNG ayyAIkng €kdoong Tou NpwToTunou PBiBAiou Tou
euBANUaTikol [FadAAou @wToypdgou-kaAAiTéExvn Henri Cartier-Bresson, Images & la sauvette (nou
MeTappaleTal w¢ “Eikovec orta ypnyopa”/n EAANvikn €kdoon, H ano@aoioTikn oOTIyun, AOyoc¢ yia Tn
QwToypapia, €kdooceig ArPA 1998, 2013, agopd Tnv slcaywyn Tng npwtdTUNnG €kdoong). MNa Tov
Bresson, n npd&n Tng QwTOypaA®iag ouviotaTtal oTnv TAuTOXPOVN avayvwplion €vog YeyovoTog Tnv idia
OTIYMN Kal 0 KAGOPATA TOU JeUTEPOAENTOU, NAPAAANAA HE TNV EMIPEAR ONTIKA opyavwaon TnG ¢popuac nou
npooAapBaveral kai nou ek@palel €IkaoTIKA auTod To yeyovog (Photographier: c'est dans un méme instant
et en une fraction de seconde reconnaitre un fait et l'organisation rigoureuse des formes percues

visuellement qui expriment et signifient ce fait).



