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PART 1

Guest Editor Betty Kaklamanidou
Aristotle University of Thessaloniki

Introduction

The papers in this section of the jounrnal were originally

delivered at the 1st International Film Conference on Greek Cinema
The Unknown Greek Cinema: New Cartographies,

New Protagonists,

New Discoveries of The Past (1945-1967)

Organised by

School of Film Studies

Aristotle University of Thessaloniki

MAY 28-30, 2015

Thessaloniki

Keynote Speaker: Professor Thomas Elsaesser
Plenary Speaker: Professor Vrasidas Karalis

The Greek films of the period 1945-1967 have traditionally been
classified as belonging to the Old Greek Cinema, a label that has
harbored several problematic assumptions regarding the artistic
merit and the cultural significance of Greek filmmaking practices
of the time. Most writings on Old Greek Cinema seem to reproduce
the standard tenets of an equally ‘old’ trend in film historiography,
which is built on two key premises; firstly, the interest in film as an
art form and, secondly, the examination of film as a reflection or
mirror of society. Adhering to the first principle, several scholars so
far have focused on a limited number of popular films of that period
and criticized them for lacking artistic sophistication, imitating
Hollywood formulas and, above all, not being cinematic enough.
Other academics have analyzed extensively the same small sample
of films focusing on the ways they represented various aspects of
Greek society, and using the standard interpretative models of
semiotics, psychoanalysis or feminism.

Academic Committee
Christina Adamou, Betty Kaklamanidou, Eleftheria Thanouli
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PART 1

Elsaesser

Thomas Elsaesser
University of Amsterdam

Kunpatoypdadog ko EBvog: EQvikég,
AlakpaTikeG kot Alapeotkeg /
intermedial Ilpoomtikég

Metadppaon: Xwthpng Ietpidng
Empédela petddppaons: Mrétv KakAapavidov

Elwoaywyn

Me puampwtn poatid, tirota Ao dev elva o TaALOpHoSITIKO KA ATTOP Y ULWHEVO
amd TV WEx Tou «eBVIKOU KIYMPATOYPadou»: QuTH 1) ayXwdng kat Tapavoik,
al\& emiong poatatddoln kat avto-mpoonAwpévn mpoomddela va cuAA&PeLg
TV ovola Tov eBvikol yapaktpa, cuvhBws péow piag avbalpetng emthoyng
tawviwv. TIpokertat ovolaotikd yua pla &oknon mapoyxns oAANYopLK@Y
EPHUNVELDY OF QUTEG TIG TALVIEG, pE TOV/TN ovyypadéa va Ppioket akpBwg
auTd Tov Py VeL Oe pia OELPA ATTO AUTO-EMKUPWHEVEG TAUTOAOYIES 1) ATTO TNV
avtiBetn mAevpd, va Pploket auTod oL Aelmel, TPOOPEPOVTAG CUUTTWHATIKESG
AVAYVWOOELG TWV KEVWY KOL TWV RTOVOLOYV, TWY PWYHOV KOL TWV TTapaleipewy
oV «avamapdotaon Tov £€0voug». Onws yvwpilovpe ot meplocdtepot/eg: dev
HTTOPOVE VO UTIEPAOTIOTOVRE TANPWS TETOLEG EPUNVEVTIKEG KLVIOELS, AN
Sev pmopovpe kat va {ooupe X wplg auTeg.

Ynapyet éva mAeovékTnpa 6Ty EEKLVEG apyoTepa, TEdN) EXELG VTTOYT
TOOO TIG apYKEG TPooeyyloelg vép Tou €0vikol Kivnpatoypddov (Omws
™V évvola NG «oVvAAoytkrG vootporiag» tou Siegfried Kracauer, n omoia
epdavietal péow ™G adrynong, Tou GUAOL Katl TOV YopakTpa), kat Oewpelg
dedopévn TN petayevéotepn KpLTkY) Tou €0vikol Kivnpatoypddou (OtL o
€0VOG KLVNHATOYPadKOG TOMTIOHOG Elva ouVNBwG evPUTEPOG ATt TNV €O VKN
Tapaywyn kat 0Tt ta eBvikd kowva Stapoppwvovtal Tovddytotov e§lcov amod

1§ tauvieg tov Hollywood 600 kat amd Tig eyxwpleg, etdwd av oL eyxwpLeg etvat
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Elsaesser

art house kat tawvieg dnpovpyov). Me dAa Adyia, dev ypetaletal va K&VeLg
A6yo yla €Bvikd kivnpatoypddo wg pio amA Stapeowr) eméktaon 1 mtapaiiayn
™G eBvikng Aoyoteyviag, evw ovveyilelg va avayvwpilelg tnv avdykn va
emotpéPpoupe otV 3éa TOu «eBVIKOV» OTOV KIVNHATOYPAO, TA HETK Kat
TNV TOMTLKT) — ELOLKG TWPQA, TTOV 1) KATATKEVATHEVT KAt TTPOWONHEVN Ao TNV
Evpwmaikr) Evwon ewdva g Evpwnng ta tedevtaia mevivra mepimov xpovia,
Bpioketat oto yeilog ¢ Stdomaong ota dvo drpa ™G ESwd otnv EAA&S«, oto
VOTLOAVATOAKO GKkpo, kat ot Bpetavia, oto Bopetodutikd dkpo g nreipov.
O eBvikiopdg elvan kat TaAL «tng podag», otnv aptotepd (Zxwtia kot lowavia),
otn 6e€d (TaAAio kat Ovyyapia), kot otnv apiotepd kat ) de&id (EAAGSa).
Eivat yeyovdg tov ovyypovou tpomov {wig, eite pag apéoet eiTe Ot LUVETWG,
TQ ETUYEPNHATA TOV KATOTE TLoTEPape OTL elyav amodetyBel AdBog €xovv
eTOTPEYPEL Kkat AL pe exdkn Tk Xpotd kat Ba HTav TauTdYpova avonTo kat
avevBuvo va unv ta Tdpovpe ota coPapd.

Omote, ag KAVOUHE TIOW WOTE VA EMAVATPOCAVATOALOTOVHE OE QUTO TO
Spapatucd aAlaypévo tomio. Tpelg mpokAnoeig pmopolv va evtomntobovv dtav
€PYETAL OTO TTPOTKNVLO TO OEUX TNG EMAVEEETAONG TWV ETYELPNHATWY VTTEP KAt
KaTA TNG G TOU €0VIKOU KIYMUATOYPAPOU: YEWTOALTIKES, TEXVOAOYIKEG KOLL
SLokpaTIKES.

TFewmohtikés mpokAoeig: ot eBvikol kivnpatoypadol g Evpwnng, oto
BaBpod mov vtdpyouv, Exouv TNV TAON V& PNV avadUovTaL 1] VO TOYLWVOVTOL
eVTOG TWV €BVIKWY oplwv 1) eBVIKWV Kiympatoypadkwv ayopwv, aAAd cuvnBwg
kataokevdlovtat «amd €§w». Ymakovouv oTlg SladOpeg ATOKEVTPWTIKES
SUVAPELS TNG TAYKOTLOTTOIN GG, OL OTIOLESG — OTTWG EX W AVAAVOEL OE PLEYAAVTEPN)
éktaon k&mouv allov (Elsaesser 2005, 485-513)— €xouv petatpéPetl Tov €0vikod
knpatoypado s Evpwnng oe koppdtitou un ayyAddpwvou kivnpatoypédou
(world cinema), amdé avtimaho déog touv Hollywood. Ot pépeg dmov o
KLVNHATOYPAPOG TEYVNG Kat O KLVNHATOYpadog Tou dnpovpyol Bewpovvtay
WG TO KAAS aVTIKEIPEVO («TEY V1) eVAVTIa 6TO Kakd avtukeipe vo tov Hollywood
(«epTTOPLO») EXOVV TEAEWWOEL, YLOTL TETOLOL KOAAKEVTLKOL QUTO-TIPOTSLOpLOpOL
Sev elvat StaBéotpot yia kavévay eBvikd kivnpatoypado, kat alyovpa OxL oty
Evpwmn. Aev eivat ovte kav aknBewa yua ) F'adhia, n omola elvat pio etdwn
neplnTwon, kabwg ouveyifet va Snpovpyel ) va kataotpédet vmoAnpetg. Ovte
elvat aAnBeta yio ) Bpetavia, emiong pia Eexwprot) mepimtwon, aAdd y
&Aovg Adyoug (N yAdooa, ot nBomotoi, 1) totopia kat 1) kAnpovopLd $pridyvouy

Tov Bpetavikd kuvnpatoypado — kat akoOpn mepocoTtepo T Bpetavikn
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tAedpaon — k&t oav ewtepwég emektdoelg tov Hollywood). Akdun pia
evdladépovoa edaipeon elvat o kivnpatoypadog g Aaviag, o omoiog — yl
pla TETOoL pkpn Ywpa — €xet eEAUPETIKE PEYAAN ETTLPPOT) T TEAEUTALX EIKOTL
xpovia. OAwg mapaddiwe, n Aavia katadépvet va emifePatdoet Tnv 0vikn ™G
TQUTOTNTA PE TNV oadr] KL OTPATNYIKY SNpovpylo TAVIWY (Kot TNAEOTTTIKWY
oelpwv) yla SteBvelg ayopeg, ouvhBwg ayvowvtag kat TV da tng ™) YAwooa,
av okedptovpe Tov Lars von Trier. Opwg, otn Aavia to (§to To kpdtog oot pilet
KUplwg TNV KINpaToypadtky kotvotnTa, Onwg kat otn F'aAdia, g omolag 1)
KuBEpynon oL Hovo XpNHATOdOTEL TOUG/TIG KIVHATOYPAPLOTEG/TPLEG KAl TX
kunpatoypadikd GectBAA, aAdd emiong StevkoAvvel Eévoug/eg ounvobéteg
VQ EPYATTOVY 0T X Wpa: OKEPTEITE TN paKkpLd AMloTta, 1) omola cupepthapPavet,
avapeoa oe GAhoug/eg, Toug Kwota I'aPfpd, Roman Polanski, Andrej Wajda,
Krzysztof Kieslowski, Michael Haneke, Abbas Kiarostami, Hou Hsiao Hsien kot
Wong Kar Wei.

Teyvodoyucés mpokAijoetg: H Sevtepn opdda mpokAnoewv yua T €0vikég
kunpatoypadiegtnsEvpwnngeivatteyvohoyurigpuong. Idaitepa, npetdPoon
otV Ynodrakrn kivnpoatoypddnon €xel, Onws yvwpiloupe, SAwv twv eldwv Tig
AOOMTIKEG EMTTWOEL — AVAPOPIKA HE EVVOLEG PEAALOHOV, aUBEVTIKOTNTAG
kat T0 VAKO kaBeoTwg Touv Tpo-Pipikol vAkov. Ot emimtwoelg ivat emiong
kat emotnpoloywkég. o mapadetypa, 1 petdPoaon amd v Tapaywyn ot
HETA-TTapAywyn OXL pOvo apdloPntel T XpnopoTTa Tou Tapadelypatog
AVTAVAKAAOTG/AVATAPROTACNG — HETATPETEL TNV TPAYUATIKOTNTA 08 KATL TO
omoio o kvnpatoypadog dev culapPdvet, aAdd amoond. OTtwg onpelwvw o
éva dokipto:

Evw n avadoywr) kivnpoatoypddnon, pe emikevTpo v mapaywyn,
avalntd va cUAAGPeL TNV TPAYHATIKOTNTA, YL VO TNV «TALPLEEEL
0 p avamoapdotacn, 1 Pnelakn Kunpatoypddnon», n omrola
VAN BAVETAL OUTTO TN HETA-TTAPAY W YT}, AELTOUPYEL «ATTOCTTWVTAG
TNV TPAYHATKOTNTA, HE OTOXO VO TNV «TPUYNOEL> OF £VA OET
Sedopévwv. Avti yua yvwortomoinon kat arok&Avyn (1 ovtodoyia
Tou ptAp amd tov Jean Epstein otov André Bazin, amé tov Siegfried
Kracauerotov Stanley Cavell),npeta-tapaywynavripetwnilettov
kOOpO wG Sedopéva Tov mpémet va eme§epyaoToUpe 1) e§opUoupie,
WG AKATEPYATTA UMK KO TTOPOUG TTOU TTPETEL VO EKPETAAAEVOO U pLE.
Me &AAa Adyta, 1 petakivnon amd v mapaywyr oTn peta-
Tapaywyn wg kévipo Pdpoug G kwnpatoypadnong Sev
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opiletat katd kvpo Adyo amd N Swadopetikny oyéon pe TNV
«TPAYHATIKOTNTO» (OTwg vrootnpixBnke oto emuyeipnpa yvpw
amd ™V anwAel NG eVOEKTIKOTNTAG oV Yndlakn ewdva).
AvT autol, évog TPOTOG TAPAYWYNG, Y& TOV OTolo 1 HETA-
mapaywyn yivetatn kopta agia, aAAalet meplocodtepa amod pia oA
Swadikaoio: alalet v eowTepkn AOYIKE TOU KIVNUATOYPG&POU
(kat €tot, TV ovrodoyia). H épdaon o peta-napaywyn, epiet
amd v Yndrakr texvoroyia, dev Paciletat mAéov otnv avTiAnyn.
H omtikétnrd g avikel otnv T&&n Ttov Putikol: ouykplotn pe
™V kaAMépyea, T ovykopdy), v €§6puén kaL T Xelpaywynon
YEVETIKOV 1) poptakov VAkoy katd ) Stadikaoia tng PloyeveTikng
N pkpo-pnyavikns (Elsaesser 2013, 35-36).

Qotéo0, 1 Pndromoinom el emiong KATOLEG TETPUHEVES, AAAE TPAKTIKES
ovvémeleg. Ao ) pia, o Yndakodg kwvnpatoypddog avefaler To kK60TOG TNG
kunpatoypadnong (emedn to kowvd mepipévet akplPd CGI 8k edé kat
Beapatikég mapaywykeég agieg, Ta omola Balovv oe Suopevn Béon Tig eOvikEG
kunpatoypadieg ™ Evpwymng, mov — ouykpitika pe to Hollywood 1 akdpn
koL TNV Aol — £XOUV HETATPATIEL OE «PTWYEG KLVNHATOYPAPLES»), EVW ATTO TNV
&, to YmdLakd owvepd katefdfel To kKOOTOG NG KLvNpaTOyp&dnong (emeldn
oxedov o kabévag/n kdbe pia ma pwopel kot k&vet Tawvies, katakAvlovtog
™mv ayopd, mpoodépovtds teg ato YouTube kat oto Vimeo 1) otéAvovtdg
TeG o€ KATOLo amd Ta ekaToVTAdeg Kivmpatoypadkd GeotiBEA). Autd melet
TOUG/TIG TEPLTOOTEPO  EMAYYEApOTIKE  KkaTa§lwpévoug/eg «ave§dptnToug/
€¢» KWVNUATOYPaPLOTEG/TPLEG, KaBWG Sev pmopolv T v TEPHEVOUY pia
a§lompenn emoTpodn TG EMEVOUONG TOUG KAL KT EMEKTAOT) TOUG/TLG 0dnyel
otV mapaywyn ¢Onvav tavikv. Me dAa Adyta, eite Tpémel va katefdoovy
TO KOOTOG, WOTE TO GPTWYO OLVepd va yivel dTwydTePO (Kot va pot&let KLoAag),
elte avayka{el TOUG/TIG KIWNHATOYPAPLOTEG/TPLEG OE SLAKPATIKEG GUVEPYATLEG
kat cross-media oupmapaywyés, pe OAovg Toug GUpPBACHOVS TOUV AUTO
TpoUTTOBETEL, £MioNG KOt o€ ALTONTIKOVG OPOUG, £(TE EVVOWVTAG GOPHOVAEG TTOV
Twpa oxetiCovpe pe pia TuTTKY «dpeoTPakn Tavior 1) emAéyovtag Bepatikég
OV EUTEPLEYOVY TEPAOUR CUVOPWYV (ToupioTeg, peTavaoTteg, mepBailov
Stakonwv), wote va mpooeAkvoovv Evpwmaiky xpnpotoddtnon, mwov propel

va avePdoet Tov TPOUTOAOYLOHS Tévw amd Tov pEco Opo TwV €BVIKWY

KVNHATOYpadLDV (TT.X. KPATIKN XPNHaTodOTNON 1) TNAEOpao).
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Awaxpatikés mpokioetg: Ta mapandvw odnyodv otnv Tpitn TpoOkAnon yo
Toug kvnpatoypbdoug g Evpdmng, SnAadn ot pia dtakpatikij mpoaéyyion otnv
ebvikn) kivnpartoypagia Sev elvar pévo mpaypatiotik-otkovoptkt), aAdd emiong kow
plo Bewpnrikn) avaykawdtnra. Mmopolpe va ouppwvroovpe 4Tt To «eBvukd» dev
pmopel ma — av vToBEoovple OTL K&TOTE PITOpOovoE — va OpLoTEL WG Eva Baotkod
XOPOKTNPLOTIKO, TOU OTTOLOV 1] «TAUTOTNTA» 1] O «XAPAKTNPAG» PAVEPLVOVTAL
amd plo EPTEPLOTATWHEVY HEAETN 1) PO CUHTITWHATIKY VALY VWO HLag Taviog
1 £VOG§ oWHaTOG Taviwv. AAAG TLelvat autd ov o€ Bewpntkd emtinedo pmopel va
TO AVTIKATAOTHOEL 1] O€ LOTOPLKTY) TTPOOTITIKY) VO UTIEPLOXVOEL AeV elptat olyouvpog
OTLéXw Ppet pia amdvTnon Tov va pe tkavoTotel 1 Oa meloet, aAAG £xw emAEgeL
a) va avtipeTwilw to €0vikd wg vrokatnyopia Tou Slakpatkoy (1 — Omwg
LOXVELKOL OTNV TOMTIKY — WG pia ApuVTIKY-€TOETUCY) ATAVTNON) 0TO TAYKOOHLO/
Stakpatikd), kat B) va Bewpw To «eBVikd» wg katnyopia devtepng T&ENG, eite pe
Opoug «eBVIKOV-1oTOPIkoD davtaotakov» (auTd mov ékava oto BBAio pov ylx
ToV Kiympatoypado g Baipdpng to 2000), eite wg katnyopia devtepng téelg
pe TNV €vvola Tou BVikol wG PeTa-e0VIKO 1) lowg akopn kKaAUTEPA: TO EBVIKO WG

Avutd oV EVVOW pE TOV Opo «emITEAEOTIKG EBVWIKO» elvat OAeg oL Tatvie,
omov ta onpaivovta twv eBvikwv N Tou €0voug kataokevalovtal amd Kot
yta To BAEHHO TWV TOUPLOTWY 1) — O€ Pl TEPLOTOTEPO PUYAVAAUTIKE YAWTOX
- ywa tov Meydho AMo. Autd pmopel va mépet Stapopetikés popdes: yia
napadetypa, okepreite TG tawvieg IToté Tnv Kvpiakn (1960) V) Zoppmds (1964). To
«ETUTEAEOTIKG €BVWIKO» PTTOpEL VO ETTEPLEYEL YUVQikeS aTap (TOV Tpayoudovv)
y eaywyn (okedpteite ) Mehiva MepkoVpn kat v Epnvn Iland: ta
npoowma ™G EAAGdag kat tng EAAnvwkn g Tpaywdiag yia mavw amd 30 xpovia).
Mmopel va onpaivet oknvoBéteg ya e§aywyn: o Kwotag Tafpdg dovAevet
oto Hollywood kat ™ T'aMAia, o Jules Dassin ékave to akpwg avtibeto,
ano6 ti¢ HILA. ommv EAAGSa, evw 0 ®68wpog AyyeddmovAog SovAeve yla tar
evpwmaikd ovotpa Twv peotB&A. O AyyeldmovAog Sev tav avtiBetog otny
eloaywyn Stebviv oTap 0To VOTEPO KOPHATL TNG KAPLEPAG TOV, OL oTtolot elyay
ox€on pe onpavtikovg art house oknvoBeteg, 6mwg ot Marcello Mastroianni
(Federico Fellini), Erland Josephson (Ingmar Bergman), Harvey Keitel (Martin
Scorsese) kat Bruno Ganz (Wim Wenders). O AyyeAédmovdog mpaypatonoinoe
™ petaPoon amd to «emTeAEoTIKE €0VIKO» 0TO «TtdvTa 1N StakpaTikd», OTwS
duowka kdvet kat o I'wpyog AdvBpog meptosdtepo otov Agtakd (2015) — TV Lo
npoopatn peotPalkr) Tov emTvyio.
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Av ot kivnpatoypadies €§w — kat oe avtiBeon pe — and to Hollywood
ovyvd avayvwpilovtat wg to kAedi ywd Tov OXNHATIONS Twv €OVIKWVY
davtactakwyv peta tov B’ Iaykoopo IIoAepo, téc0 otnv Evpwnn 600 kat
oe pépn ¢ Aciag (lamwvia, Notia Kopéa kat Olmmiveg), ntav mavrta
EVOWHATWHEVEG o€ StakpaTikd dikTva kot Stapeoikég [intermedial] Suvapikég
OYECELG. TNV apy1), EVA TETOLO AUTO-CUVELINTO €0Vikd olvepd mpoomddnoe
va deopevoet ovykekppeveg mapadooelg g 0vikng Aoyoteyviag péoa otov
kunpatoypado téxvng (otnv EAAGSa avtd Ba propotos va edappootel kat
ot puboloyleg Tov kKAaowkov apyaiov Spdpatog kat ota kelpeva Tou Nikov
Kalavt{akn) ) mépaoe Tov Aaikd TOMTIOHO WG TO paltko péoo emttPePaiwong g
ovAAoykn§ TauTdTTaS (6TWS ot Zapovpdt otov Iamwvwd Kunpatoypddo).

Kat eméktaomn, mapdAnla pe v avaykadtnta viobétmong piag
Stakpatiky Kot plog ToYKOOHLOG OTITIKY], TIPETEL ETIONG VA UTAPYEL KAt 1)
avayvwpton g avaykng piag véag enévéuong oto eBvucd — akdpn kat av To
€0vikd Srapecorafeital amd to Slakpatko, vw TapAAANAa €XEL CUHPETOXN
oto Tomwd 1} 0To Teptdpepetako. ['a Tap&detypa, To mAeovékTnpa TG KATE TO
&M mpoPAnpatikng katnyopiag touv «Evpwmaikov kuvnpatoypadouv» eivat
ott tomoBetel omoladnmote cUAAOYN EBVIKWY TPAKTIKWY GTNV OOl ETUAEYEL
va €0TIAOEL TO ATOO, WG T&vTa HON Stakpatucd — pio OTTIKY Ywvia, 1 omola
emLTpETEL va peEAeTNOel TO «eBVWKO» o€ éva mepBaAlov mtov Staodpalilet a-priori
moAvmAokotnTa Kot aAAnAe§aptnon, evw katevBvvel TV mPoooyr HEOW
HEHOVWHEVWY TTEPITTWOLOAOYIKWY HEAETWYV ot StadopeTikd €idn e&etdikevong:
1) LOVadKOTNTA TOU YEYOVATOG, 1) XPOVIKT OTLYHT| KL 1) AETTTOREPELX TOV TOTTOV.

Néa Kivnpatoypadkn Iotopia: otnv Ynnpeoia tov EQvikov kat
tov Tomikov

Ytouvg mapamdvw TpoPAnpatiopovs, Ba Nleda va mpotelvw T ¥pnHom
kamolwv epyadeiwv g Néag Kumpatoypadukng Iotoplag kat kdmoleg oképelg
OXETIKG e T popdn) plag ektetapévng atlévrag yia to Evpwnaikod owvepd amod
QUTH) TNV TPOOTTTIKY).

Ipwta amd O6Aa, vmdpyet OVYXUON OYXETKA HE TO ToloG/a 1 Tt
«QVTITPOOWTEVEL TO €0VOG: elvat To Aikd olvepd otap-kat-eidoug to omolo
avOnoe oTIG TEPLOTOTEPEG XWPES OV TTAPNYRYAV KLVNHATOYPAPO oTa TEAN
™G dekaeTiOg TOV 1940 €wg Kot Ta TEAN NG dekaetiog Tov 1960; 'H elvat o
KWVNpHaToypadoL TéY vnG kat avant-garde, Tov cuvdéetat pe Stépopa véa KOpaTa

1 HEROVWHEVOUG dMpioupyovg-oknvobeTeg, Sextvwvtag and tov NeopeaAlopd
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otnvItaliokatto Fariucd Néo Kopa kat prdvovragototéhog mepinov ota péoa
gdekaetiagTovig8o;KattadvoemyeipnpataéyovvunootnpiyBeilentopepws
Ta televtaia xpovia. Evw vmootnpiletar ott ot Tawvieg otap-kat-eldoug
Tov Adiikol kvnpatoypddov avtkatontpi{ovy TIG aywvieg kat Ti§ emtBupieg
Twv avtiotolywv eBvikdv kowvwv Toug, Bewpeitar o6tL ou dnutovpyol eite
«OVTITPOOWTEVOVV» e0VIKEG KAAATEYVIKEG KAl AOYOTEXVIKEG TapadOoELS 1)
HEOW TNG KPLTWKNG HATLEG TOVG yivovTat ) 0w cuveldnon g Ywpas.
AelOTEPOV, VTTAPYEL 1) EPWTNON AUTOV OV €Xw ovopaoetl «Evpwmaikd
Kuwnpatoypado — tpdowmo pe tpécwmo pe to Hollywood», SnAadr) oe tt fabpod
QAVTIHETWOTLONY OAEG Ot €BVIKEG KLVNHATOYPADIEG TNV «aAVEYKT)», KATE K&TTOLO
Tpomo, va amavtioovv oto Hollywood, to omoio mapéyel oe moAAéG ywpeg
Ot HOVO €va KUPLO KOUPATL TwV Touviwv mov Ba mpodAAovtal, aAA& emiong
mapadidet To npepfoto kat efdopadiaio kotvd Tov Ba kpatoet {wvTaveg Tig
tomobeoieg TPOoPOANG, ApYIKE TOUG TPWTNG YPAHHNG KLVNHATOYPEPOUG KOTA TN
SLdprela Twv SEKAETIWV 1950 £wG 1980, KOl ATTO TOTE TOUG TOAVKIVIHATOYPAPOUG
mov akolovOnoav. Xwpic to Hollywood, n Evpwymm dev Ba eixe kabdiov
kunpatoypadies, oxt ta kévtpa téxvng [art house] N T edikég aibovoeg
oe povoela 1 moAtiopkd kevtpa. To yeyovdg ot o Evpwmaikdg Aaikog
kunpatoypadog egadaviotnke auty v mepiodo (1950-1980) — kat avtiBeTa
amd Vv Ko yvopn, dev avadivbnke ek véouv otnv TnAedpaon — amAWG
emPePatwvel TOGO KOVTE NTAV O KLVNRATOYPGPOG TNV TATpY) e§addvion Tov.
Tpitov, 1 €pWTNON TWV OWKOVOHIKWY, TNG €MSOTNONG KAl TNG
xpnpatoddmong: O eBvikds kuvmpatoypddog otnv Evpdymm, oe omotadnmote
popdn, elte Aalkdg kvnpatoypadog eidovg eite kvnpatoypadog Tov
Sdnpovpyov, mévta eaptwtav amd tn Ponbeta Tov kpdToug, elte pe TN popdn
vopobBeoiag (TocooTWOELS, TEPLOPLopOl EloaywywV, popot Ppuyaywyiag, K.AT.)
N pE TN popdn Apeons Kot ERpEONS eMEOTNONG, OTWS HECW TWV ddpopwy
OUOTNUATWY amd TO 1970 — avances sur recettes, TeEPLPEPELAKT] KOL KPOATLKT)
Filmforderung [emi8otnon tawvidbv], BpaPeia, edadpivoels dpopwv kat GAla
€ldn vmoompng mou Kkatalwvouv TOV KLVHATOYPAPO wG HEPOG TNG
eBvwn g kAnpovoptds. Emtmpoobétwg, v emoyn mov n Evpwnn eiye dnpooia
TNAEOPAON, OTIG TEPLOCOTEPES X WPEG UTNPXE VopoBeaia wote va Stoxetevovtal
XpPNHata amd TV TNAEOpAcN OTNV KWNHATOYPApIK) Tapaywyr), €liTe wg
OUPTIOPAYWYES 1) wg TpomtwAnon. Me &AAa Adyla, to Aeydpevo «ave§dptnto
owepd» otv Evpddmn mévta edaprwrtav and to kp&tog kat v TmAedpaon

Yyl Ta amottoVpeve KedaAata. Autd €xel YiveL akOpn O ERPAVEG OTHEPQ,
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otav PAémelg Tovg titAoug omotaadnmote Tatviag wov waprxOn otnv Evpwmn,
ot omoiot avaypddouvv €wg kat pio vrouliva Stadopetikovs mapaywyols,
CUUTTOPAY wYOUG, XPNHATOSOTIKA CWHATA Kot ELOKES ETTLOOTNOEL.

H amdvtnon mg «Néag Kumpatoypadikng lotoplag» oe auteg Tig
epwtnoelg Ba fta, ya mapddetypa, n entyvwon (onpepa evpéwg amodektn) OTt
Nrav o Packd kvnpatoypadikd peotBaA, kupiwg ot Kavveg kat 1 Beverla,
mov Snpovpynoav toéoo Ta Néa Kuparta 600 kat Toug Anpovpyots Toug kot Ott
auTd ta véa kOpata Kot ot dnpovpyol dev avadubnkav auBoppnta evtog g
matpldag Toug. Ot TEPLOTOTEPES TALVIEG AUTWY TWV VEWV KUHATWY (OKEPTOpAL
ya tapddetypa Tov Néo I'eppavucd Kuvnpatoypddo tov 1970 1) mo mpdodata,
tov Néo Poupdviko Kunpatoypédo yipw oto 2000) ayvornnkay 1 akdpn kot
€vBeppa ponOnkay oTi§ (BLEG TOUG TIG YWPES, KON KOL PETH TX EYKWHLO ATTO TO
e&wtepkd. Etot, ) avtiAnyn 6t autol ot kynpatoypadot TE VNG «EKTPOCWTOVV»
70 €0vog Toug H/kat Tov Toug eBvikd Yapaktipa elvat éva eldog opBaduamdarn,
7o omoio Ba pmopovoe va emlfoet povo emeldn Taupdlel oe Evav aplOpd
StapopeTikv TUKTWY — 0 kKaBEvag pe v Sikr) tov atlévra. H e€atpetikn &vOon
NG €PEVVOG OYETIKA HE TA KIVNHATOYpadkd PpeoTPEA ta tedevtaio xpovia,
kabwg kat o evdladépov yar v kwvnpatoypadpodphia etvat amodeilelg ™G
aAAoyng OTAONG O€ QUTH) TNV TEEPLOY T KO VALY VWPLOT) TG AAAQYHG OTIG OXETELG
SUvapng pakpd amd to e0vikd kat TPog To GeoTPAA WG TOV XWPO CUVAAAXYWY
Tov kivnpatoypadikol kepadaiov vog eBvikov kvnpatoypadov. Autd, emtiong,
elvat pépog g onpaciag Tov PeTa-e0vucoy wg To emtTeAeoTIkG 0VIKO.

[Ipoowmikd, T0 «peTa-eBvKO» avadépetal o TOVALYLOTOV TPELS
StapopeTikeéG TAOEG KAt ONUAcLONOYIEG: TPWTOV, 1) TGO VA AvaBLWCoEL TO
«€Bvikd» oe mepParlovta kot KaTtaoTAoel, Onwg otov abAntiopd, Tov
TOUPLOHO Kat TNV TOALTIOTIKY KANPOVOLY, KOL WG €K TOUTOV VA QOTEAEL i
peta-moAtikn, devtepng Td&ng moAttiopikn katnyopia («oknvoBetnpévne» 1
«€0PTAOTWNG» EBVLKNG TavTOTNTAS). AcUTEPOV, TO pETA-£0VIKO edappdletat oe
XWPEG, 6oV €Y el LTLEPEEL AAA YT KABETTWTOG (LETA-ATOLKLOKPATIKEG KAL PHETA-
KOHOUVIOTIKEG X WPEG), OTIOV 1] kotvwViky) Ta&n exet e§apBpwdel kat avatpamel
(Avatolwn) 'eppavia, Kevrpur Evpiymn, aAA& emiong kat Hong Kong 1) Nétwa
Adpwr) — ekel dmov éxouv avadubel Stddpopeg popdés vooralyiag (Ostalgie)
N AalkLoTikoG, paxnTIkog «eBvikitopds» (ZepPia, Pwoia, Poupavia, Ovyyapia).
Tpitov, t0 peta-e0vikd avapépetatl oe pia avaduopevn mepidepetomoinon,
OOV 0 AVTIKTUTIOG TG TTAYKOOHLOTO(N 0TS EVTOTI{ETAL 0TO TTOAV OUYKEKPLHEVO,

ToTkO emimedo, T.X. ATO Pl HIKPOTKOTILKI) TTPOOTITIKY), OTTWS OTNV TEPITTWON
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tou Still Life (2006) Tov Jia Zhangke, To Gomorrah (2008) tou Matteo Garrone 1) Tt§
Ttawvieg twv adepdpwv Dardenne, ot teplocdtepeg and Ti§ omoieg tomobeTovvTal
KOVTA 1) p€oa TNV TOAN KaTaywyng Toug Liege.

Mia mpwtn oUANOYY OUHTEPACUATWY QTO QUTEG TIG TOAPATNPNOELS

mpotelvel 6TL ) tpoogyyion s Néag Kumpartoypadukns lotopiag otov eBvikod
kivnpatoypado Ba €8tve peyahvtepn épdaon oe:
a) eBvid kat deBvry Wpvpata mou evepyomololv kot Statnpovv TNV
KIVHATOYPODIKY] TOPAYWYH MG XWPOG O TPWTO emimedo kat €youv
eviapepov va tnv mpowbnoovv: vmoupyela TOALTIOHOU KAl KANPOVOULAS,
dnpapyeia (Tpoopépovtag Ywpoug kot UTOSOUES), TOpERG ekmaidevong
kat akadnpieg Texvwy, aAlld emiong kot etapieg vPnAng texvoloyiag, o
emovopalopevog Snpovpytkdg TOHENS, T.Y. SLUPNHLOTIKEG KAl oYESLAOTIKES
Bropmyavieg, padi pe Oha T pVpaTa oL elvat VTEVBU VA YLK TOV TOUPLOHO Kot
™v avapuyn. Oa elvat pia peydAn addayr otov Tpdmo e Tov omoio epevvdTal
N konpatoypadikn totopia, cuvnbws oe avaloyloa pe TN AoyoTeEY VLK),
eoTdlovtag oe Snpouvpyols, ouoBNTIKE KIVAHATO KOl OPLOTOUPYHHATA,
kB¢ Ta Tapamdvw — Ba popodoe va LoXupLoTel K&ToLoG/a — ATOTEAOVY TIG
OUVETELEG TTOPA TIG aUTiEG oG eEMITUXNHEVNG €0VIKNG KivnpaTtoypadlag, OTay
avalvetat péoa amod Toug Oeopovg .

B) O évtova SIKTUWHEVOG XAPAKTIPA TOU CUYXPOVOU KLvnpatoypddov.
'Exeto&0vet v avtiAnyn pag ya o mwg TETolx SikTua — TPOoWTIKWYV ETAPWYV,
EMOYYEAHATIKOV aVTOAAXYWV, Slacuvoplak®wy cuvaAlaywy KOAATEX VIK@Y
TEPLOVOLAKWY OTOLYEIWY, POWY OLKOVOUIKWY KOL TOMTIOTIKWV Kedalaiwy
— Aettoupyovoav mavta. Meléteg evpwmalkwy avant-garde Touviwv omd
™ dekaeTia TOV 1920 VTS TO Tplopa TG Sapdpdwong dTdwV, GUyKpLon
VTOKIHavTEP yla dnpdoleg vmnpeoieg ot Sekaetia Tov 1930 o€ OAeg TG
moMttikeg Stanpenets petady Bpetaviag, eppaviag, Pwotlag kat HIT.A., 1 wotopia
TWV KWWNpOToypadkwv GeoTBAA wg aAAnAévieTa KUKADpOTO Kot OXt WG
avttdhoug, 1 petavaotevon EEvwy oknVvoBeTWV kat Snpoupytkod TaAévTov
TEPA ATO TIG OTEVAR TOALTIKEG KATNYOPLEG TNG HETAVAOTEVONG Kot TNG e€oplag
- quTA elvat povo pepkd amd ta Bépata mov oyetilovtal pe To AVTIKEHEVO
TOV «€BVIKOU KLVNpHATOYPG&POU», yla Ta ool ¥ PelalOHATTE VEX EVVOLOAOY UK
epyodeia kat otopweég pebodoloyleg, evid mapdAAnia Oa pabouvpe va
eykatadelmovpe 1) va avaoTelAovpe OpLOpEVEG KABLEPWHEVESG KATNYOPIES.
'ETol, oL poég Tou ToMTIopHoU TTou StevkoAvvovtat and Stakpatucd SikTva kot

TaykOopLa TEXVOAOYIKA péoa palikng evnueépwang divouy véeg 1d€eg oe autd
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OV €XW OVOHAOEL ETMUTEAETTIKOTNTA TOVU «EBVIKOV» TNV KLynpatoypadtkn
Tapaywyn Kat Katevdhvouvy Ty Tpoooy ) pog ot SLapdpdwon Tov «TOTKOU»
OTOV KLWNHATOYPAPIKO TTOAMTIONO.

y) Ot xpnoteg wg mapaywyol kat TPOypappaTioTes. To avavewpévo
evdladépov yao ™v kuvmpartoypadodiio Ba mpémet va pedetnOel amd v
ETULOTNHOVLIKE) KOLVOTNTQ, 0€ CUVEUATHO e TIG SLAPOPES TTUYEG TWV TOALTIOHWY
twv ¢av (fan cultures), ot omoieg kupaivovtar and on-line ov{nmoelg cult
OEPWV 0€ AeTTOHEPE(G TEXVIKEG KPLTKEG ekdooewv Blu-ray ayammpévwv
Tavwy, aAA& mapdAAnha otn cuvpmepiAnyn kot twv wepatikwv DVD mou
Twlovvtat oe vralBpleg ayopeg kat TG avtardayng apyelwv petadd ¢pilwy
(peer to peer file-sharing). X oplopéveg meployég - kuplwg otnv Adpikr), Acia
kot AaTIVIKY) APEPLKY) — QUTEG OL TEY VKA TTAPAVOHES, AAAX TTOMTIOTIKE YOVIHLES
popdég KoLvAG XpNoms, epmopiag kat avtaldayng, oxt povo tpodpodotovv
au&npéVeS HOPPES KATAVAAWONG TAUVLWYV, OTTWS TNG KLvnpatoypadodiiiog kat
Tov cultism («pavia» pe ovykekplpéveg oelpeg N/ikat nbomotovg), aAAd emiong
Snpoupyovv toyupovg, Snpoupykovg Ppdyouvs avddpaong mov otnpilouy
oAdKAnpeg kuvmpatoypadikés Propnyavies (oxedteite Nollywood) 1) tapéyovv
™ Aettovpyla Kot T UTNPECIEG HLag TAVIOONKNG Kkat eVOG ETUHEANHEVOU
TPOYPAHHATIOHOV, OE YWPEG TOAD PTWYES YL Vo Elvat VOULHLO, OTTOV TO KPATOG
Sev elvat e Béom va mapéyet Snpdoteg PtPAtobnrkes, Savelotucd kEvTpa TaUVIWDY
kot SlokwVv 1) ToAMTIoTKEG TapoyES. Eva kaAdd mapadetypa elvat to Polvos Azules
ot Alpa, éva katadUyto otvedil otV TEPATIKY OyopdL.

8) TéAog, n Néa Kumpartoypadukr) lotopia Oa amodeiet ) ypnopdmmtd
™G HE TNV AVOKATAOKEUN TwV dtadpopwv, cuyvd avTipaTik®wv AOywy mTou
ompilouv T15 deohoyieg TOu Kivmpatoypddov TEXVNG KAl TwV €OVIKWY
KVNHATOYPAdwV kat v pnv Sextel ampookomta Tov AGyo TNG «TEX VNG yla TNV
TEYVI TV GeOTIBEA, TNV «auTo-EkPpaon» TwV Snpovpywv 1) ™) culntnon wept
«EKTIPOOWTNONG TOV £BVikoU YapakThpar. O oTdyog Ba eivat va Stepevvioet Ta
arnhoovvdedpeva oupdépovta kat Toug StadopeTikos maiktes padl, vote va
OUYXPOVIOTOVY Kat Vo avaptyBovv ot Stddopeg atlévteg yopw amd Tov eBvikd
kinpatoypado, ya va mapayBel pua plod-ovvemng kat evAoyn adrynon,
yOpw amd TNV omola PTOPOUV VO AELTOUPYHOOUY Ol TPAKTIKEG, UTOPOVV
va mpaypatomomBoivv ta peoTPAA kAt ot KLMUATOYPAPLOTEG VA KAVOUY
tawvies. H epyaoia og autoldg toug «Adyous» eivat Stapopetikr) amd tnv amn
kaTayyeAla Toug wG eKNAWOELS TOU KATULTAALGHOV 1) TV amoddpunor Tous wg

«deohoyia», aTo dvopa kdmolag GAANG, o lKpPLYOUS avamapdoTaong. Avt
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‘avtov, auth) 1) SovAetd propel va Sei&et o OGO peydAo péPog TNG TOALTIOTIKNG
SpaotnpldTnTag oNpepa - kat OXt HOVO aToV KIvnpatoypadikd Topéa — elvat
TO0O avaykalo 000 Kot YOVIHO QUTO TOU €XWw OVOHAOEL «QVTOYWVLOTIKY
apotBatdtnTor 1) «StmA) TAnpdTNTO» 1 «Sopnpévn acddelar, TOU onpaivet
OtTL pmopel va elvat kahvtepn N «Slaxelplon» Twv eyyeviv 1 avadudpevwy

avtBéoewv, amod v tpoomadela e§aAeing 1) KATAGTOANG TOUG.

'Evag Kataokevaopévog Adyog: H Ilepimtwon tov Greek
weird wave

Ye autd To vokedpaato, o dwow Eva TapdSelypa KATACKEVATUEVOY
Aoyou, TpowbnTikov Kkat avTihaTikoy, mOou woTéoo, edumnpetel TOAAOYG
SLapopeTIKOVG KAl ETKAAVTTTOPEVOUG OKOTTIOVG. LE QUTN TNV TEPITTWON, 1)
ou(fjtnon €xet mpok el amd «E&w» kot apopd por «moAtikd Suvaptky {wvnp.
Mua tétota {wvn elvar pua TéAN 1 o Ypa 1) pa teployn, dmov éxovv oupPet
Eadvikeg 1) Plateg aldayeg, Omov avatpdmnke 1 KuPépynon, evag epdvAiog
moOhepog elvat oe e&€M&N N pua Aaikr) e§€yepon éxet pépet eAmida yia addayn)
(.. Ipdv kat n wpdown emavdotaon, 1 ApaPwr Avoln kat n Afyvrtog, to
Muwvpép N to Bletvap). Avtd elvan pépn, ya ta omola ta SteBvr) dpeatiPaA
kat to art house kowvd BéAovv va E€pouv Tt «paypaTikd» cupPaivetl KoL TwG
Ol «EK TWV €0W» AVTATOKPIVOVTAL 1] AVTIEPOUV 0TNV KATAOTAOT OTNV OoTolx
Bpiokovtat. @aivetar 6tL yio autd to €l80¢ NG TOMTIKO-EOVOypadikng
ndovoPAepiag, o ave§dptnTog kivnpatoypadog - Simda ota péoa Siktvwong -
€xet ylvel éva €idog Papdpetpov. H Suvapikn {dvn oto mapddetypd pov eivat
N EAAGSa, emeldn) e§emAdynv amd to yeyovog 0Tt mepimov To 2010-2011, Eadpvikd
epdaviotnke éva eAnvikd Néo Kopa, pe ) Stapopd otL dev ovopaldtay «véo
KU — TOVAGYLOTOV Ot 0TOV ayYAOPwVo kdopo — aAA& Greek weird wave.

H ovopaoia dnpovpyndnke mpwtiotws yo va dwoet épdaon oe dvo
Tavieg Tov £dwaoay To aTlypa Toug ot GeoTIBEA Twv Kavvawv kat g Bevetiag
-0 Kvvédovrag (2009) touv AdvOipov kat to Attenberg tng PaynA Toayydpn (2010).

O Steve Rose ™ Guardian attiohdynoe tnv ovopacia weird-wave wg €§ng:

Ta tedevtala xpovia, n maykoopa ewova g EAA&Sag €xet
petatpanel and Meooyelakd e€dVAAM0 Stakomwyv kat omiTt
EVPAVTAOTWY YApwY o€ eploTikd pépog mpoPAnpdrwy. Kat oyt
HOVO aTTO OKOVOULKNG Gmoyng - ag punv Eexvape ot 1 EAAGSa
elye TG Sikég ™G TapayEg otoug dpopoug to 2008. ‘Etal, lowg
elval avapevopevo OTL 0 KINUATOYPadog G xwpag aAiddet,
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mapa moAd. O avdavopevog apOpds twv avedptnTwy Kot
avefynta Tap&Eevwy vEwv eEAMNVIKWY Toviwy Tou yivovtat
€xetodnynoet toug appodioug va mpoavayyeAlovv v apién evog
véou eAANVIKOU KUPATOG 1] OTWG OPLOREVOL TO AToKAAOVV, £VOG
«Greek Weird Wave». Eite 1] 0t Tou Tauptalet ) Taodpikn eTETA,
av umdpyet Eva kVpa, Tapa&evo N kATt &GAAo, o A&vOog kat 1
Toayydapn eivar avapdifora omv kopudpoypapun tov. [..] Etvar
amAd Tuyaio To yeyovog OTL ) TEPLOCOTEPO PTTEPSEPEV X WPQA TOV
KOOHOU KAVEL TOV TTLO PTTEPOEHEVO KLVHATOYPADO GTOV KOOHO;
To Attenberg pmopel va pnv pA&et amevbelog yLot TNV OLKOVORIKY
kpion otnv EAAGSa, aAA& péow Tou Swov Tou TpOTou, avTavakAd
™ onpepvn yevia twv EAAMjvev kat v kAnpovopud mov €xouv

mapaldPet (Rose 2011).

Edw éyoupe éva kAaowd mapddetypa ™G B€ong «avTIKATOTTPLOUOG/
avamapdotaon», pe Paon TG mo advvapeg kot mPooPAnTikég ouykploelg
(EMN\&Sa: 1 o pmepdepévn xwpa otov kdopo; - Tt yivetar pe to Ipdx, v
Attr), ™) APon;) kat oe katdpwpn avtidaon pe T SnAwon g oknvobétidog,
OV GNHELWVEL PNT& OTL eMmpedotnke amd to Land without Bread (1933) Tov Luis
Bunuel kot to Trials of Life (1990) Tov David Attenborough kat 6ti10eAe va kdvet
pa covpeatotiky) eBvoypadur) Tawvia, Tov «tapatnpel Ta OEpaTd g, pe va
eldog emotpovikng tpudepdtTag» (Rose 2011). Qotdoo pa eTIkéETA ElVAL OTA
ptod tov dpdpov mpog v katevbuvon pag papkag kot péoa o £§L PHVEG, O
Kvvédovrag kat to Attenberg Bprkav tapéa: ot tawvieg LrpéAda (2009), Homeland
(2010), Knifer (2010), Wasted Youth (2011), AAmers (2011), Unfair World (2011) kot
L (2012) evtdyOnkav oto «kipo», kot o Stdonpog kuvnpatoypadog Arsenal
oto Bepohivo dopydvwoe oTig apyég Tov 2012 €va 0AokAnpwpévo $peoTIBEA
adptepwpévo atov «Néo EAAnvik6 Kivnpatoypddo».

To emionpo keipevo Tou ¢eotGA omnv wotooeAida tov Arsenal
avTtapadETel TGAL TNV oovopkr) Attotnta pe ) dnpovpykn apBovia wg
TEPTTTOVOIX TNG EAANVIKOTNTAG QUTWV TwV Tavidyv: «H EAAGSa €xet yivel Oépa
ou{NTNoNG - pE KALVOTOpIEG KLVNpaToypaduwol yapaktipa. M véa yevid
kvnpatoypadptotv avtiotabpilet v owovopkr e§abAiwon pe TEP&OTIO
kaAMtexvikd kepdhato, pe 0 popdn véwv awobntikwv mpooeyyioewv. Ot
ePEVPETIKES, AVTIOUUPATIKEG KAl OUYVE EVOYXANTIKESG ELKOVEG TOV Slvouv véa
wBnon atov Stebvr) kivnpatoypddo Tou Snpovpyol kat Tpokarovy culnTnon
oe onpavtikd dpeotiPdh». Xto Kkeilpevo, ot tawvieg opadomoovvtat vtd Tov
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titho «Néog EAAnvucds Kumpatoypddog», mpoketpévov va yivet 1 ovdeon
pe pa mapddoon, aAlld v o oTiypn, o/n cuvtékTng/Tpla Tapadéyetat Ot
« TepaoTia aotntky TowAia» TWV CUYXPOVWYV TALVIWY TOUG BETEL ekTOG
Tou pubikot «Néov EAAnvikov Kuvmpatoypddou» g dekaetiag tov 1970. To
umoAoLTo kelpevo elvat pa mapédaon kAog ov €xoupe Stafdoet ekatd Gopes,
OYETIKA PE «VEX KUPOATO» KOL «AVEEAPTNTO OLvepd»: «O Xvyyxpovog EAAnvikog
Kumpatoypddog eivat todpnpds, aoteiog, apnyavos, tperds, opapatiot)q
kat etepoyevng. Elvatr povadikds, pn ovpPoatwcds kot p{ik& ekkevTplkdg.
[MetpapatiCetal pe StapopeTikeq KAAMTEYXVIKEG HOPPEG KAl apnda EVKOAEG
KQTNYOpLOTTotoelg». QoTdo0, TPLY amoppliPouvpe TOV Adyo wg vOnpa Kot Tn
OTPATNYLIKY] TPOYPAUHATIOHOV TOU Arsenal wg omopTovVIoTIKY), 0§ EEETROOUpE
TQ TAEOVEKTNHATA €VOG TETOOL eyXelprpatos. [lpwta amd 6Aa, to pivi-
deoTBEA 1) n agéyaotn etkéta «mapd&evo kopa» g Guardian, emitpémovy
oTI§ Tavieg va Aettoupynoovy wg pia avt-dnpooia odaipa, evOelkTiky Tov
0,TL 0 KLIMUATOYPA&POG EXEL kO T SUVAY] V& EVIHEPWOEL, VO TEKUNPLDTEL
Kt va amtoKOAVYEL - OXL e TNV KAAOLKY) VEOPEAALTTIKY T) VTOKIUOVTEPIOTIKT)
atoBntkr), ahA& pe to Slwpa TNG VTOKEREVIKOTNTAS KAt TNG Wloovykpaoiag,
™G veohaiag kot TOu {r KOpdOpHIoHOV, TG vTtépPaocns kat g mapwdiag
— Ol AVOyVWOLHO CHHEPR WG «QUBEVTIKEG HOPPEG TOU PEXALOHOD KOt TNG
paptupiag. Agvtepov, ot tawvieg dev mpowbolvvtat amokAeloTikd Pdoel Tov
KAQOLKOU EVPWTALKOU GLVEHA TOU SMUOUPYOU 1) AKOHA KOL TNG KOLVWVLKNG
KPLTWKAG, aAA& wg €va eidog kivnpatoypadpou yapnAov-rpoimoloylopo fi/kat
kB ov-TtpolTOAOYLOpHOU OV Elval TTLO KOVTE 6TO UNSEV Kat 0TV aodnTkn
™G QKNG TOT HOVOIKNG KAl TNG oUYXPOVNG TEXVNG kat OXL TNG aoONTIKNG
TwV peyGAwv AfPpewv, Tov jump cut 1 Tov ekppactikoy close-up, dnAadn
Twv Michelangelo Antonioni, Jean Luc Godard 1 Bergman otv apyn g
mopetag tou. Tavtdypova, autodg 0 €V KIYNOEL KLVNRATOYPG&POG adnyeitat
™V eninTwon Tov £xouv ot Yndlakég TeXVoAoyieg atny Kuympatoypddnon,
kaBwg kat Tov TOANATAACLAoPS TWV KIVNUATOYPAPLOT®WY TTOU ekTaLSevoVTaL
oe oyolela TEYVNG kAt kivnpatoypadukeg akadnpies. Tpitov, autég ot Tatvieg
dev ypetaletal va eivat dlailtepa kaAEg 1) KLVNHATOYPADIKE XPLOTOVPYHHAT
- apkel 1) Vapdn Toug, OTL HAOVY YIX TO TWPQ, T1) OTLYHT) - 1] OTLYpT €06 €XEL
oUAANOel oxedOV €€’ 0AOKANPOL AT TNV OTTTIKY| YW Vi VOGS EEVOL TapATNPNTY)
kot Oyt ard TV omTiky ywvia evog/piag EAAva/idag oknvobétn mov kdvet pa
Tawvia yta to eAnvikd kowvd. Eivat oav pia tawvia 0nwg to Attenberg va eiye 10n

Swkn ™G TEX VKT KOt VP0G avaryvwpl{ovTag auTd TOoU £XwW OVOHATEL TOALTLKO-
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eBvoypadkd PAEppA, O pLa EPWVLKT 1) TPOKANTIKY TPEEN auTO-e§WTIOHOU:
OmwG évag oknvoBétng oav tov Apitchatpong Weerasethakul avayvwpilet tov
e€WTIONO N TI§ «avaTtoAi{ovoeg» TPoadokieg TOU AuTIKOU KOLVOU TOv, KaBWS
elvat 1 T mov mpémet v katafAnOel and kdmolov mpoepyOpeVO amd TO
eplBpLo ko v TepLdEpeLa, aAld Tov BéAel va Ppebeil oTo «kévtpor, SnAadn
otV Evpwnn kat to Peotifad twv Kavvav.

‘Exw emAédet wg mapadetypd pov to eAAnviko «mtapd&evo kUpo», oAl
Ba propovoa To (8o eVkoAa va €xw TOAAG amd ta (Sl ey EPHATA OXETIKE
pe Tov Tpdmo Tov 1 Aeyopevn LxoAr) tov BepoAivov £xet mpowOnOel péow Twv
SLapOpwVv YEPUAVIKWY TOALTIOTIKWY OPYRVWOEWY Kot Kupiwg To Ivatitovto
I'kaite. H Stapopd eivat i oe avtiBeon pe to eAAnvikd mapdgevo kopa, 1
Y xoAn Tov BepoAivou elvar pa kowv) mpoondBeta mpowbnong amd peoa Kot
and €&w, omov n mOAN Tou BepoAivov, T'eppavol pehetntég oe apepkavikd
TOAVETLOTRLIA KOl TO TOATLOTIKO okéAog Tou vmoupyeiov E§wtepucdrv g
Teppaviag, 6Aa €xovv T SN TOoug aTlEVTa, EVW OTNV MPAYHATIKOTNTX
moTé dev YXpeldotnKe va ouvevvondovv, Vo CUVWHOTHOOUY 1) aKOpo Kot
va to mpoypappatioovv. Edw eivat omou n apyn TG avTaywvioTIKng
apoBatdtnTag 1 (owg povo pa Tuyaio ovykupio GEPVOVY EVa «VEO KUHO»
TOU KLYNpaToyp&dov, ovopati{ovtdg To o€ auTh TNV MEPIMTWON AT TNV
TOAN OV yla Ta TeAevTaia koot Ypovia vt pée vag oxedOV akaTapdynTog
HOYVATNG Yl TOUG VEOUG, Kot (SLaiTEPX Yl TOUG VEOUG KOXAMTEYVEG Kot
KLVNHATOYPAPLOTEG ATtd OAO TOV KOGHO.

Edw to «eBvikd» ovpmukvwvetat oto dvopa Tou kepadaiov Tov,
To omolo €xeL mpowbnOel pe €va mOAV €§umvo oAdoykav: Arm aber Sexy
(pTwyol, aAl& o€&t), To omolo, dmwe eldape, Ba pmopovoe va frav emiong 1
ETIKETA Yl TO eEAAN VKO Ttap&evo kipa. Ontwg kat pe tov Néo EAAnviko
Kuwnpatoypddo mov mpowbnnke amd to Arsenal, n ovyyxpovn XxoAr tou
BepoAivou éyet mpdypatt Savelotel To Gvopd TNG amd TNV TPONYOVHEVT)
YxoAn tov BepoAivou g Sekaetiog Tov 1970 (YVWOTH Yot TOV 6kANPO Tuphva
NG TOMTIKOTOMHEVNG Kivnpatoypadiag). Xtn dekaetia Tov 1970, 1) ETKETA
aAvVadEPOTAV OUCLAOTIKA GTOVUG TTUXLOUYOUG 1] OE QUTOVG TTOVU TTAPATNOAY TNV
Axkadnpia Kwvnpoatoypddou tou BepoAivou, to DFFB, dnAadn éva oxoleio 1
pilo akadnpia pe TV KUPLOAEKTIKY) €vvola Tou Opov. EmumAéov, ovopdobnke
YxoAn tou Bepolivov, ya va Eexywploet and t XyxoAr) tov Movdayov, g
GAANG peYEANG yeppHaVIKNG akadnpiag KIvHaToyp&dov EKELVN) TNV £TOXT, TNG

omolag ot amdporrtol, eykatalenpieg kot kaBnynTeg - ya mapadetypa Wenders,
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Helmut Farber - 8ev evliadépovtav yia tov moMTikd kivnpatoypddo 1
TO VTOKIpaVTEP, aAld NTav €évBeppot owvedid twv Cahiers du cinéma, mov
ayamovoe to taAd Hollywood.

H véa ZyoAr touv Bepohivou tng dekaetiog Tou 2000, avTiBétws, dev
SnpovpynBnke evévtia oe timota, kot pmopel akdun va pnv mpowdnOnke
amo povn 6. Onwg oupPaivet ouyvd, Eva dokipo oto Cahiers du cinéma eiye
ETOTNOEL TNV TTPOCOYT) O OPLOHEVES EVOLAPEPOVTES TALVIEG TOV TIPOEPYOVTAL
amnd ) Feppavia - avth ) ¢popd Sev képdioav peydda PpaPeia otig Kévveg
-, KE(HEVO TOU OTN OCUVEYEWX TNPAV TAVETIOTNHIOKOL TPOYPOHUHATIOTES
kuvnpatoypadov kat akadnpaikol otig HILA. , ot omoiot 6t pdvo Pprikav to
BepoAivo wg eAkvoTtikr) eTkéTa - av pun Tt &AAo emteldr) SteBveig oknvobétes dmwg
o Quentin Tarantino ékavav Ti§ Tawvieg Toug oto Bepohivo (Babelsberg) - aAAd
ftav entiong otV ev)ApLotn B€om va £xouv yia pa akopn Gopd eviapépovoeg
yeppavikég tawvieg yua va §tdaouv kat va yp&douv, apov o Néog I'eppavikdg
Kunpartoypadog eixe meBdvel ota péoa tng dekaetiag Tov 1980, 0 Tom Tykwer
- oknvoBétng tov Run Lola Run (1998), po tawvia ov elye Béoel To Bepolivo
otov Kivnpotoypadwd xaptn - elxe amodpaocioel va kavel tawvieg eidoug
peydAov tpoimoloylopov, evw tawvieg 0tws Goodbye Lenin (2003) kat The Lives
of Others (2006), av kot SieBvelg emitvyies, dev elyav yevvnoet pia avBektkn
TAoN N Eva avayvwpiopo vdog.

Ontwg katadaPaivoupe amd ta mapamdvw, xpewdletat éva cvvBeTo
TAéypa Suvdpewy, TO00 VAWV 000 kat Adyou, eWOWKWVY TEPLOTACEWY Kat
TAYKOOULWY TROEWV, TTOALTIKWYV YEYOVOTWYV KAL TOTUKWV AVAYKWV, TTPOKELHE VOV
va avamapayBel To eBvikd atov kivnpatoypddo, aAlld oxedov mavta o Eva
Stakpatikd TAaioto Suvapkwv. Me dAAa Adyta, pia amd tig aduwoelg pov eivat
OTL oYL HOVO TO «SLakpaTikO» uTtEPEYEL EvavTL TOV €0ViKOY, SnAadr) 1 Stakpatiky
elvaw 1) TpoemAeypéV adlo artd trv omola To €0vikO Pyaivel emiTeAeoTIKA aTTO
poOvo Tov (wg peta-eBvuctoTikn avtioTaon 1 auTo-e§WTIKIOTIKY) CURHOPPWON),
aAd o Stakpatikd emiong ovopatifet Slaitepa aoUppHETPEG oY ETELG SuvapEwY,
puBplopeves - peTadh AAwV Tapaydvtwy, eniong - amd TNV avtallayr) StmAd

mpoPaAAdpevwy PAeppdtwy kat SITA& Taopévwy Béoewv opAlag.

H Kataokevr) tov EBvikov ané ta Kivnpatoypadpucd PeotifdA;
Mua akdpn Stevkpivion ya 1§ Stakpatikés Suvaptkés xpnlet Tpoooyns,
kévovtag epdavég kTt Tov £wg twpa €xel vrovondel. 'Ewg twpa, éxw

enavatonobetnoet 1) Béoet umd e§dhendn aAla oxt Staypdpet Tov dpo e0vikOg
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KVNHATOYPAPOG, KAOWG TOV amoKEVTPWoa Kot amd TG QOUVHHETPIEG NG
TOALTIKNG TTYKOOHLOTTOINONG Kat T1 Stakpatiky] StkoTtaon Tou TOMTIOTIKOY
kepaAaiov, TOUG OXNHATIOHOUG AOYOU KAt TNG KIVHATOYPApIKNG avTaAlayns.

Ytnv épevva pov ta tehevtaia déka pe dekamévte Xpovia, OpwS, Eva
amd Ta ONHAVTIKOTEPR ATOTEAECHATA QUTNG TNG €K VEOU TOTOBETNONG TOV
KLVNHOTOYPAPOU TEX VNG, TOU SMpoupyol kat Tou €0vikoy KLvnpatoypadou
elvat oty §ava kat §avd, ekmAnooopatl and ™ onpacia Twv GeoTPBAA kat Tov
SteBvovg KUKAWHATOG aUTWY WG Beopikoy KLvnTNPa TOu Kumpatoypddov
TEYVNG Kot SLALTNTY) TOV KLVNHATOYPADOL TOU SMpLoupyov, Kat amd To 1970 Ao
KL TTEPLOCOTEPO WG UTTOKLVNTN 1 ePeVPETN €BVIKWY KINpATOYPAPwY, HETE
™V wTon 1 v eaddvion Twv avtioTowVv e0VIK®Y KIVHATOYPaApIKWY
Bropmyaviwv. Onwg exet Ndn avapepdel, Ta peydAa GeotBEA - apxtkd Twv
Kavvwv kat ¢ Bevetiag, pe to Bepohivo kat to Pdtepvrap va émovtat
wg TpiTo Kot TétapTo - NTav vevBuva yo T Snpoupyla «VEWV KUHATWV»,
™V avokGAvYPn «véwv eBvikwy Kkvnpatoypadliv» Kot TO XpIOHa TwV
«dnpovpywvr. T map&detypa, o «Néog Teppavucds Kumpatoypddog»
énpemne va SnpovpynOel tpetg popég, mpty yivet Eva Stebvwg avayvwplopévo
dawvopevo: ya mpwtn $popd oto Kuvnpartoypapikd PeotiBdA Oberhausen
70 1962 (pe éva Mavipéoto mov avtéypade ) yarluer) Nouvelle Vague), ot
ovvéyela oto Peatfal Kumpartoypddov g Bevetiag to 1966 kat 1968 (dtav
o Alexander Kluge képdioe tov Aonpévio kat tov Xpuod Aéovta), kot ot
ovvéyela, otig Kdvveg (to 1974, 1975 kat 1976, 6tav o évag petd tov &Ado, ot
Fassbinder (Fear Eats the Soul), Herzog (Kaspar Hauser) kat Wenders (Kings of the
Road) képdioav Bpafela, pe tov Schloendorff va kepdifet Tov Xpuod Doivika
70 1979 Y to The Tin Drum). Emiong, moAloi, av 6xt 6Aot ot oknvobéteg mov
Twpa Bewpovpe dnpoupyols t6oo ot e0vikd oo kat oe TaykdopLo eminedo —
am6 Tov Bergman otov von Trier, and tov Antonioni otov Ken Loach, aAAd
oxt povo atnv Evpwymn, emiong kat otnv lanwvia (Akira Kurosawa, Nagisa
Oshima), Iv8ia (Satyajit Ray, Mira Nair), Nétwa Kopéa (Park Chan-wook, Kim
Ki-duk), TaiBav (Edward Yang, Tsai Ming-liang) ko axopn kat otig HITA — and
tov Martin Scorsese (Taxi Driver 1976) otov Tarantino (Pulp Fiction, 1994) - 6Aot
XpwoTovv TN Béomn tou SnpLoupyoy TOUVALYLOTOV, apYIKA, OF €Va EVPWTTAIKO
deaTPAA kivnpatoypadou.

To ®PeotfdA Kunparoypadpov Oecoahovikng - | pdAlov, ta 55 1 23
XPOVLa TNG LoTOPIAG TOV, AVAAOYQ HE TO TWG HETPREL KAVELG - TpoTdEPeL Eva

TAoVOL0 TTESIO YO TEPAULTEPW EPEVVA, HLE TO TTPWTOYEVES UALKO, T EYYpada, TIG
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OTOTIOTIKEG TTOV TTPOPA VWG lvat akOpa Stabéotpeg kat pe pa povaducr) sukatpio
va peAETHOEL KAVE(G TOV EAANVIKG KLVHATOYPAPO KAL TOV KIVNUATOYPAPLKO
TOMTIOpO o€ OAo TO PeoTPAA, Téo0 amd debvr/Stakpatikn mpoomtky (Yo
mapdSetypa, ool HTav ot VKknTEG Tou eThotou Ppafeiov «AAEEavEpog», Kkat
TO00 KOAG T yay auTég ot tawvieg SteBvwg ydpn oto Bpafeio Tou dpeoTiBEA),
000 Kat amd TOTMIKY TPOOTTIKY (yla mapadetypa, mwg €xet emwdeAndel n
TOTLKY) owovopia amd TNV TOAN mov To PrAoevel, kat TOTO ONUAVTIKO elval
0 $peoTPAA yx toug EAAnveg oknvobéteg ote va mapovoldoovy Tto €pyo
TOUG, OTaV €lYE - TOUAAYLOTOV TPOoWPLVE - £va SteBveg kotvo dnpootoypddwy,
ot omoiot Ba propovoav va Spdoovy wg TOAAATAACLACTEG TWV OYOAMATTWY
OV YOoVIoTolovV dAAa dpeoTiBEA dnpootomowwvtag autd mov €xouvv Set ot
Beooalovikn).

Ta ¢eotfal kivnpatoypadov amotedovv €tot €va onpavtikd medio,
évav oxnpatiopnd vroomp{dpevwv aAAnAe§apToewy Kot avTAywVIoTIK®OY
apoPadTNTAG, 0TO KEVTPO TWV OTOIWY 0TOV 2I° aLwva §akoAovBovV va elvat
ot Kavveg otnv Evpiymn (dnwg etvar amd ) Sekaetio Tov 1950), to Topdvto ot
Bopeta Apepkn) kat To Busan ™ Notiag Kopéag ya v Acia. KéOe éva anod
auta Ta kEVTpa £XEL dnpovpynoet ™ Sk Tou EEXwPLOTN HAPKA/TAUVTOTNTA
600V adopd TNV TEPLPEPELAKT) ELTTPOCWTNON KAl TLG SLAKPATIKEG ETUTTWOEL,
aAA& ouhhoywed - dtav Bewpovvtat wg éva dikTuo - Ta peoTBAA A’ katnyopiag
epdavifouv  optopéva  kowva  Sopkd  xapaktnplotikd. Kdébe deotiBaA
aPLEPWVETAL GTOV KIVNHATOYPAPO wG TEX VN, aAA& Statnpel (kat Statnpeitat
amd) pa Spaothpla kivnpatoypadikn ayopd. Kabe éva eivat adepwpévo ot
Aatpela Tou Snpovpyol, aAAd elvat emiong avavOpeEVA QVTAYWVIOTIKO OE
Oépata mpwrtotumiag kot npovpykoéTnTag, 0 évay KOopo dmov omavifouy
ta avtdyBova tarévta ya Ta omoia Tar GeoTPBAA TOAEPOVY, WOTE VO €XOUV
™V TPWTN €MAOYT) kat amokAetoTikdTnTa. EmumAéov, Ta peot A tooppomoiv
Sipopovpeva petady §vo patvopevikd avtiBetwy TOAMTIOTIKWY oPAPWY: Ao
™ pla mhevpd, mapovotdlovy afoonpeiwteg opodtnteg pe to Hollywood,
pEe TNV €vvola OTL AELTOupyouV wg TOTOG TPOPROANG, Stavopng, akdpn Kot
XPNHaTo8OTNONG TNG TapaywynG. ATd TV AAAN TAevpd, mapovotdlovv Soptkég
OHOLOTNTES PE TOV KOOHO TNG TEXVNG KL TIG EKOECLAKES TPAKTIKES, EGOCOV 1)
Svvapn dev €yetl petatomiotel and Tov/TnV KaAAtéyvn otov/my empeintr/
TP TOV TPOYPAHHATOG, OTTwWG akplBws Ta kivnpatoypadpikd GpeoTBEA, ya
kaAd 1) Yo Kok, £XOUV TAUTIOTEL pe TOUG SteubBuvTEG TOUG KA TNV TOALTIKT) TOV

TPOYPAHHUATIOHOV TOUG.
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AvuTd mov 1 oTopkog T VNG Boris Groys (2009: 56) €xeL meL yla Tov
KOOHO TNG TEX VNG LOYVEL KO YOt TOV KOOHO TWV KIVNHATOYPadK®V GeoTBAA:
«T(POKELPEVOL VO TTPOTSLOPLOELS TL Elvat TEY VT, Oa TPETEL TPWTA VO EXELS TOV
€Aeyyo Tou YWpou omov epdpavifetat. Aevtepov, Tov €AeyXo TOou GPUHATOG
oV €yyvdTal TNV aubevTkOTNTA TNG, Kot TPITOV, TOV éAeyX0 TwV AdywV Tov
TN VOppomolov». Xe autd to mhaioto, n Fadiia (péow Twv Kavvwv kat Tou
[Mapiotov) e&akolovbel va aokel Tov MO amodPaAcLoTIKO EAEYXO TOV YWPOU,
Tou (Spupatog kat touv Adyou oxeTwd pe TO TL elvat 0 Kvnpatoypddog
ektog ano to Hollywood. Ta ¢peotiBdA, télog, eival oe kpion, yla Stadopoug
mapopoovg Adyous. Yrdpyouv mépa ToAd and avté mov avtaywvifovrat yo
TIG TAYKOOULEG TIPEHRLEPESG KAl €TOL avaykdl{ovtal va YopnAwoouy Tov Ty
amodoyng. Bpiokovtat o owovopikd apoPaia aAAnAegdptnon pe v mOAn
mov T Ppthoevel, 1 omola ypnotpomotel To PpeoTPAA yi okomovg branding,
TOATLOTIKS TOUPLoPS 1} Vo emavampoodloptoTodv wg €vag HETA-PLOUNYAVIKOG
KOpPog oxedlaopoy kat SnpoVPYKOTNTAG 1) WG KEVTPA €KTAIdEVONG KOt
épevvag. Téhog, Ta peoTIPEA elvat oe kplom, emetdr) dev EEpouv aKdpa Tws va
opyavwoouv pia avayvwpion Sadiktiakn Tapovoia é§w amd v mepiodo
Tou PeTTIPAA KAl TWG VAL XPNOLHOTIO)OOUY TNV AVOYVWPLOY) TOUG OTO HETO-
DVD mepBdAhov twv YouTube, Vimeo, Netflix kat iTunes. Onwg akptpwg
Sev vmdpyet pra tawvia tov Hollywood ywpic eyywpia Beatpikr) Stavopr,
aKOpN Kot av BYGAEL Ta TEPLOTOTEPR ATTO T XPNHATA TNG, €lTE 0TO €§WTEPIKO
elte wg DVD, atnv mAedpaon kat péow streaming mAATPOPHES, ETOL KL HLO
Stakpartiky) «eBvikn» Tawvia dev vdpyet av dev €xel mepdoet amd TO KUKAWHX
TwV GeoTPAA, eV TO KABETTWG TNG WG TOALTLOTIKO KepaAato e§apTaTat amd
TN CUVEYT) TOPOVGLa TNG O AUTG T SEVTEPEVOVTA KUKAWHATA KOL OLYOPES.

H kipa emimtwon ¢ tomobémong twv kuvnpatoypadpikwv GeotiBaA
oV kapdld TwV EOVIKWYV Kot SLUKPATIKWY KIVHATOYPADWY, ETOHEVWS, SEV
elvat HOVo OTL poG VTOXPEWVEL va avabewproovpe TV 8€a Hag Yo Ta vEa
KUpaTa Kot To aveg&ptto owvepd. ApdioPntel, eniong, v €vvola tov/ng
SnpLovpyoly wG aUTOVOROU/NG KXAATEX VY, AdLEPWHEVOV GTNV €kPpacT) eVOg
povadud TPOoWTIKOU 0pdpaTog, emeldn o/n dnpovpydg vdpyet oe va 6o
kat o oVvOeTo kat cuykpovotakd medio Suvapewv. Ipémet, yla mapadetypa,
Vo OXESIAOEL TNV TAPAYWYT] TALVLOV VL& VO TUPLA{OVV HE TIG NHEPOUNVIES TWV
avtiotorywv GpeatPaA (tatvieg katd mapayyeAia), kat oTNV TEPIMTWON TWV
o kaBepwpévwy Snpovpywy, éxet va otabpiost TNV adooiwon evavTia TG

evkatpiag, 0tav amodéyetal pia TpookAnon amd éva peoTPAA kat - avdAoya pe
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™V TN TS XPNHaToddTNoNG - cu) V& e§umnpeTel TOUAGKLoTOV dVO &PXOVTEG:
avtol pmopel va elvar poe kuPépvnon mou aokel Aemth 1) ampok&AumTn
Aoyokpiota kat £tot Tpafa mpog ) pia katevBuvon (T.Y. TPog Eva «Ao§d» oTuA
kat pia aAAnyopla) evavtia ota dtebvn dpeoTBdA, mov amattovv Sadwvia,
KOLVWVIKY] KPLTIKN 1) avTiotaon and tov/ty oknvobét (okedteite v Kiva,
7o Ipdv, v Taitdavdn). Evag and toug apyxovteg pmopel va elvat 1) dnpoota
TtAedpaon, n omoia atnv Evpwmn evepyel wg o peyahitepog mapaywyog kat
ekBETNG Tov avegGpTnTOoL KIVNHATOYPAPOU, Kat propel va otpadel Katd ™G
emBupiag Tou/Tng KINUATOYPAPLOTH/TPLRG Yoo pioe Beatpikr) Stavopn kot
n tawvio va yivet amAwg tpodn) ya tnv tmAedpaocn. AMNG 1) Stdomaon propet
emiong va mpogAPet kat amd v TAeUpd& TOu Kolvou: kaBws o/n dnpovpyog
TPpooTaBel VA KAVOTTO)OEL TO EYXWPLO KPLTkO KOwvd kat eAmifovtag va
amomAavroet éva SleBvEG kotvd Tov avapével e§wTlopd, eite pe T popdr evog
Bapparéou pealiopov 1) piag ypadikng e§abAiwong (City of God, 2002, Slumdog
Millionaire, 2008). I'ta Tapddetypa, ot tawvieg Gomorrah touv Garrone kot To
La Grande Bellezza (2013) touv Paolo Sorrentino 8ev potp&lovtat ToA& kotvd
HE TNV TPWTN pHatid, aAAd kat ot §Vo otadbpilovv TPooekTIK piat KAVOTIKY
kpttkr) NG Italiog pe pa ocaynvevtikn yonTela G «€yKANHATIOTNTAG KOt
™G Plag» oV TpwT Kat «alyAng kot Tapakpn» ot Sevtepn. H kalepio eivay,
emiong, TOAV ouveldnTomompévn pag e0VIknG KVNHATOYPAPIKNG KAPOVOHLAG
(veopeaiopdg kat ITafoAivi otnv mepimtwon tov Garrone, Fellini kat Antonioni
otV mepimTwon Tou Sorrentino), pa kKANPOVOLE TOU ETUTEAETTIKA EKTEAOVV:
€vag akopn Adyog yla Tov 0Ttolo Y P1OLHOTOLW TOUG OPOUG «HETA-EOVIKIOHOG»
KOl «ETUTEAEOTIKOG EOVIKLOPOG».

Mia mapdpota «8thn) TAnpdTNTa» AAANAOCUYKPOUOREVWY TTPOTSOKLWV 1)
SmAV TpoéTWV Tapovoiaong Tapatnpeitat o€ Snpoupyols, Onws ot Kiarostami
kot Hou Hsiau Hsien, von Trier kot Haneke, aAA& kot pe apvntikd mpdonpo
pe dnpovpyovs omwg ot Kim ki-Duk kot Cristian Mungiu, ot omoiot €youv
TePLoodTEPO 1) Atydtepo TapattnBel and ta eyywpla kotva s Kopéag kat g
Pouvpaviag kat twpa k&vouv tatvieg povo yia ta GpeaTPEA, adol ayvoovvtat
kat TepippovovvTat oty Ywpa toug. Eite €tol, eite ahwg, ot Snpovpyol €xouvv
™V tdom va davellovv ta TaAévTa TOUG 0TO KUKAWHA TwV GeoTPAN wG Tpddn
{wtwkng onpaociag ywo o TOMTIOTIKO KEPGARLO TOUG KAL TNV AVAYV®PLOT).
I'a avtd, mpotetva 6Tl o/n dnuovpyds Ba mpémet emiong va avadvbel ylo
™V wavoTNT& TOu/TNG €VTOG SNUIOUPYIKNG EPYAOING YEVIKOTEPQ KOl VO

a&loloynBel yia ™V wavoTTd TOV/TNG VA SNULOVPYHOEL KAL VO CUVTNPTOEL
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pla KOV TTOV PTTOPEL VA AELTOUPYHOEL WG EPTOPLKO ONa, E(TE EVAVTIA 1) OF
ovvOUaOHO pE TO epTtoptkd onpa eveg peatiPaA: o von Trier popdel mepnpava
éva pmAou{akt, Staknpuooovtag «Persona non grata: Emionun Enthoyr». Avtd
dev kdvet Tig Tawvieg Tou Waitepa KaAEG 1) Wiaitepa kKokég, oA amoTelel
éva kaAd mapd&detypa auteurism wg katnyopia devtepng Tééng: Sev elvan
avuTto-ékdppaon £vog povadikd talavtovyou atopov N 1 nbwkn cuveidnon evog
€0voug, aA& o Snpovpyos wg «etdtkodg» €vTog evOg cuvolou SuvatoTHTWY
oV popel emiong va xpnotpomomBoiv wg dnpovpykol Teptoptopol. Autd Ta
eldn twv petaPipacewv agiag divovv éva cuykekptpévo opilovta Tpoodokiwy,
av okeptovpe popdés, onws ot Wong Kar Wei 1) Hou hsiao Hsien 1) Abbas
Kiarostami: eivat kivnpatoypadptlotég mov éxovv ouvemhexBel ws Tpdobeto
dnpovpykd mpoowTkd oTIg TAEELG TNG YOAAKNG KLVNHATOYPAPKNG TEX VNG,
Qotéoo, emPePatwvouvy tnv nyepoviky B¢on g FaAAiag x&pn otov maykdopto
TOTLKLOPG koL OYL TN SLakPATIKOTNTA TOV, KAl € auTo To onpeio, ot Kévveg
elvat mapopoteg pe to Hollywood. Amtotedovv eévav akdun TaykooiLo, Evtova
tomtklotwd nyespdva (to Hollywood eivar pior «moAn oVpmAeypa»). ‘Ocov
adpopd Tov peTa-e0VIKIOpO, TO Tapddogo elvat 6Tt N «eBvikdTnTO» €§akoAoubel
vo amotelel onpavtikd Selktn NG TAUTOTNTAG KOt TNG TPOEAEVONG. Av,
Opwg, dexTovpe OtTL ot dnpovpyol 1) Ta «véa KUPATA» OTTAVLY, (CWG KAt TOTE,
«EKTIPOCWTIOVV» TN Y WP TOUG HE OTIOLOSHTTOTE OPYAVIKS, YEVIKO, OUCLOKPATLKO
TPOTO, TOTE TO £€0VOG YIVETALOTWG €Y W TPOTEIVEL L «ETUTEAETTIKT» KATN yOplQL,
yeyovog mou Selyvet 0Tt kat elvat TAéov pa katnyopia devtepng té&ng, oyt
Atyotepo Aettouvpytk), aAAd Aettoupyikn pe évav Stadpopetkd TpoTo.

ITio ovykekptpéva, avti va yivouv akatdAAnAot 1 Tapwynpévol evog
Tov SLokpaTikol oTadiov TOV KUKAWHATOG TwV HeaTBAA, TOo0 o/ Snpovpyog,
600 Kkat 0 eBvwdg kuvnpatoypddog, Aappdvovv éva vénua oyeotakd mopd
Ospediakd, To omoio propel k&mote va elyav. O 6pog mov mpoTeivw mepl «SuTAng
TANPOTNTAG» AVTKATOTTPI(EL QUTN TN OYECLAKOTNTA, KOl GTOV TPOTO HE TOV
omoio Staywpilet Tov dnpovpyd wg Stakpatikd «ofpa TOOTNTAG Kot €OVKO
«EKTPOOWTO» KAL e TOV TPOTO Tou TOV StaXwpilel o€ AUTOVORO KOAALTEY V)
kat Snpovpykd epyden, SnAadn) Baoet pioBwong kat Tpoodokiag va mapadwoet
pra povadk) oTihtotkr) vtoypadn| kat Eva 10wk dpapa. H «8umhn tAnpdtntar
pmopel va avadepetat eniong oty Aettovpytkn SLAOTAON TOU aKkpoaTNplov,
omov 0 «eBvdg kivmpatoypddog TExvNe» ot Stakpatikt) apéva talavietat
amd dvo dvvntkd avtiBeteg mpoodokieg: amd ™ pla TAeVp&, va elvan amd ™)

HEPLA TNG AVTIOTAONG, TOV XYWV, TOU OKTIBLOROV KAL PHE AUTOV TOV TPOTTO V&
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eKTPOOWTEL TNV KPLTIKY] OUVEISN O TOoV €Bvoug, Kat amd TV &AAN TAevpd, va
k&veL To €0vog Apeca avayvwplotpo péow TPpooduyng o€ pia oepd and eOvikd
(kat ouYVa ToVPLoTKG) KALOE: avayvwplopa tomtia, puboloyleg, avtkeipeva,
APYLTEKTOVIKG PVNpela 1] aoTikd Tomtia, dAAG emtiong, o Stakpttikd 1) UTovAa,
péoa amo O,tL pmopel kavelg va amokalel «auTd-eEWTIOPO» 1) AUTO-EMEPWTNON,
dnAadn) n mieon va mapovot&oovv KETOLWO YapakTpa (kat To €8vog Tov) oTo
BAéppa tov &GAhov (tov MeydAo Ao 1) amAwg éva SteBveég kotvd), umd Toug
Opoug 6Tt 0 dAAog eppévet kat amtartel. O Apitchatpong Weerasethakul eivat
éva tpoopato Tapddetypa, evw o Takeshi Kitano oe pua tawvia 0w to Zatoichi
(2003) elvat aVTO-OKWTTIKOG OoOV adopd auTn T St TAnpoTTAL

Kémote mpdtetva va okedtoOpaoTe TOV pHI-XOAyouvTIAVO OUYXPOVO
KLVNHATOYPAPO ALtyOTEPO AT TNV ATTOYT TWV SNHLOVP YWV ) TWV TUTTOTTOUEVWV
Slakpatikwy BepaTik@y, OMWG 1 HETAVAOTEVOY, Ol TOAUTOALTIOHIKES
kowvoTNTEG, 1) Staomopd kat N emavatomobétnon, ovTe and TNV dmoyn Tovu
EUTTOPLKOV pn-ayYAOPwvov otvepd mov avtaywviletat oe Tomiko emimedo pe To
Hollywood otnv Iv8ia, T Nuiynpia, to Xovyk Kovyk, tnv Tovpkia ) tnv Alyvrto,
ald& va e§eTdooupe autd Tov Ba ptopovoe va ovopaoTel «Stakpatikég agieg
KOl AVNOVYIEG» TOU KOLVOU: Ao TNV TALUPA TwV adlwV, Pio OPLOpEVY «Telva
yla Knpatoypado»: melva yloo TNV TOALTIKY) OTOV KLVIpHatoypado, meiva
yla aubevtikdnTa, TEiva yla TOAAATAEG TAVTOTNTEG, TEIVA VIO TVEVHATIKES
aieg, melva yl atoOnTnpLlaKeg Kot CWHATIKEG avTIANPELS - pe GAAa Adyta,
TIG AVAYKEG KOL TOUG TOBOUG TTOV O KLVNHATOYPADOG 1) TA OTTIKOXKOVOTU
péoa Snpovpyolv kat uTOOYOVTOL VO KXVOTTOMoouv. ATd TNy mAeupd
™G «avnovylag», Ba NTav éva ovepd mov Stamveéetal and v aloOnon ™g
anwlewag, Tou dokomov Bavdtou, TG SuoTomiog, TNG KATACTPOPNG Kot
neptParrovtchs Aenhaoiag, pe Tnv «e§aBAiwon» Twv Bepdtwy Tou Tapéyet pa
ploomaoTikoToinon auTh§ TG aioBnong Tov amokAEoHOV Kat TG ATWAELAG
KaL TO ONHElO TNG AVOEKTKOTNTAG KL TNG AVTOYNS.

NopiQw ot €dh elvatl mov 0 eVPWTATKOG KIVNHATOYP&POG propel (owg
va p&Bet KETL Ad TNV KATAOTAOT TOU EAANVIKOU KLVIHATOYPADOU, KAl TO
eAAN VKO ovepd propel va adpddet - kat iowg £xet ndn adpddet - T otrypr tov.
Agev pmopel va vtdplet kapia apdptBolia Tt 0 evpwTaikdG KIVHATOYPAPOG
€xet Y&oet tn deomdlovoa BEon Tov wG atodnTkn Kkat NOwr avtioti§n pe to
Hollywood. Opoiwg, dev umtapyet apdifolia, OTLTapd TV otkovopkn apitnta
™¢ Evpwmaikng Evwong, n Evpwnn €xet xaoet v maykOopia (GTOPIKN

onpacia Tov £xeL ATOAAVOEL, yla TPWTN Popd aTI§ HEPES TNG ABNvag Kot Tov
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AAe&avdpov, TG Pwpng kat tov Auyolotov, Kot 0T CUVEXELR, TTEPLOCOTEPX ATTO
TEVTAKOOLA XPOVLX OLKOVORLKTG QTTOLKLOKPATIOG KO TEY VOAOYIKNG NyEpHOVIAG.
To kévtpo Tou KOTHOU €Yel ApEMKTH peTaKLVNOEL TPOG TA AVATOAKK - ATtO
™ Béom pag, kat Sutikd ard ™ Béon Twv Hvwpévwv TToArtewwv kat ) Evpwmn
daivetat ethkpivd a&loAimntn oe k&Be x&pTn TOU SEV ETUKEVTPWVETAL TNV
epdpavwg GO Nmelpd pag, oe cVyKkpLon o Tovpe pe v Ivdia n v Kiva.
AMG T B oupBel, av Sovpe T véa «tepOwplomoinon» g Evpwmng,
otav edappoletar otov KVNpaToyp&do, wg evkatpiar Kat OXt wG cuykupia
yia Avmmon; Me v mpwtn patid, tTa apvnTkd Gpaivovtal cuvTpLTTKE: o
eVPWTATKOG Kkivnpatoypadog Statnpeitar texvntd otn {wr pe KPATIKEG
embotnoetg, odnyleg Touv ZupPoviiov ¢ Evpdmng kat ¢pOnvég oupdwvieg
TNAEOTTIKWY CUPTIOPAYWYWYV, EVIGCXUHEVOS HOVO OTAV CUV-ETUAEYETAL YLt
TOATIOTIKO Touptopd kat branding moéAewv, pddvtag €§ ovopatog kapiag
opddag, kat wg emti To mAelotov, pAdvTag ot kapio dnpodola meplotaot extdg
ano peotiPalcd kat akadnpaikd kowva kat otvedid. AuTéG oL patvopevikd
potpaieg advvapieg Tov evpwmaikoy kKvnpatoypdov Ba propovoav aKkdpo vo
HETATPATOVV O€ TAEOVEKTNIA: AKPPWS ETTELST) UTTAPY OV Y 0TO TEPLOWPLO, TE pLa
odaipa amo-emevOVoEWYV KAL ATTO-EVELAPEPOVTOG, OL EVPWTIATKEG TAUVIEG EYOUV
éva 8laitepo pépog, To omolo elvar emiong pia Suvapn: EXoVTag «XAoEW TNV
(amatnAn) B€on ToU TPATUTTOV TNG APETNG, TNG AKEPALOTNTAG KAL TNG AVTIOTIENG
oe oxéomn pe to Hollywood, £xouv Alya 1) Timota dAXo va ydoouv. H pkpr) Toug
a&ia, TO0O0 e OLkOVOpIKOUG 000 Kat L8E0A0YLKOUS OPOVG, TOUG AmaAAdToEL Ao
TO B&POG TOU «EKTPOTWTOU» Kot ETLTPETEL Vo avartTVEouV €va StadopeTikd
eldog aoéfetag 1 €va véo eidog avtovoplag. To va pnv mpemet mAéov va
«OVTAVAKAOUV» OUYKEKPHEVEG a§ie — KOL WG €k TOUTOV OXL TLX UTTOAOYEG O€
vroPieg mov €xouv kdvel Tov eBVKO KIVMHATOYPEPO CUUTTWHATIKO QUTNG
N ™S GAANG TAoNg, €voyo ywa avtn N ekelvn TN (AaBog) ekmpoownnon N pla
alnyopia avtol 1 ekelvou Tov TOALTIKOU yeyovoTOoG — amotelel éva taitepo
el8og mpovopiov kat eAevBepiag. Etvar pa ehevBepia mov to eAAnvikd owvepd
wG e0vcdg kvnpatoypadog ailel va aoknoet kot vo StekSiknoeL yla Tov equTo
Tov, (owg aKkoOpn Kat vo Boet éva Tapddetypa yiax To vtOAOLTO EVPWTAIKO
owepd. Qg ek TOUTOU, TO EAANVIKS «Ttap&Eevo kUpa» Sev elval TEAKE Kot TGO

Tapa&eVo kat potalet TEPLOTOTEPO HE TO VEO PpuatoAoykd TG veag Evpwmng.
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Notes

1 Xpnotpomows Tov 6po «oyeotakds» (relational) pe v évvota ov tou Sivet o Nicholas Bourriaud
oto Relational Aesthetics (1998), 6mov éva €pyo TE€X VNG apEéTet 6TO TUVOAO TwWV AVOPWTLVWY OYECEWY,
BeomtiCet pia Sadcaoio apotBatdTTag pe To kowvd, pe Tovimv kaAATéy vn va amotelel Tov katahi
1 pecorafnth/tpia.
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O EAAnvikog Kuvnuatoypadog
Qg Xvyyxpovo lotoproypadiko
[Ipotaypo

(Mepikd MeBodoAoywd Zntipata)

Summary

Greek cinema began through the persistent attempts of a number of
film-makers struggling to ‘catch-up’ with the Western visual cultures by adopt-
ing and acclimatizing perspective as, introduced by Renaissance artists, as the
foundational method of seeing and being seen, though the central technolog-
ical novelty of modernity, namely the photographic camera. Most Greek cin-
ematographers began either as photographers or were related to 19* century
photographic tradition, as is the case with the Gaziades brothers. It took most
film-makers several decades to change the visual regimes of Balkan folk paint-
ing tradition and Byzantine iconography of one-dimensional non-perspectival
space by moving the camera, creating a subjective angle, removing theatricality
in acting and elevating the moving image into an autonomous material simula-
crum of the real. The paper examines how through films of the early cinema, like
Astero (1929) and mainly the Applauds (1943) a new visuality was introduced to
the Greek cinematic imaginary which led to the Golden Age of Greek cinema
after World War II. The paper examines specifically how the introduction of
montage created a new visual temporality for all cinematic representation, an
innovation which should be taken as the central methodological principle for a
future writing of the history of Greek cinema as a new morphoplastic tradition

with its distinct thematic and stylistic practices.
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Evtomni{ovtag to {nrovpevo

Eitvat mepiepyo ald evw ylo TI§ TEPLOTOTEPES EVPWTIAIKEG YWPES KOLL
TNV KWVNRATOYPADLKE) TOUG TTOPAYWYN UTAPYXOUV QPKETEG LOTOPLOYPAPIKESG
AmOTELPES, 1) TEPITTWOT) TOU EAANVIKOV KLvnpatoyp&dov amoteAel pua mapadodn
kot €v woAAoig ampoadokntn e&aipeon. H kuvmpatoypadikn Tapaywyr oty
AV eTcpaTeLa VTNPEE TANOWPLKY TAP& TIG TEPLOPLOREVEG SUVATOTNTEG
Rl pkpng ayopds, v texvohoywr| e§dptnon amd to e§wteptkd kat TV
umapén pkpov emevduTkoy kedpalalov yla TNV Tapaywyr) Toaviwyv. Qotooo,
1 mopaywyn dev emnpedoTNKe ONUAVTIKA artd TNV EAAen)n) VTTOSOUNAG, TaPdTL
KAPEPES, PIARL KO XN TIKOG EEOTALOHOG ETTPETE VO ELORYOVTOL KOLL OL KOTILEG VX
epdavifovral oto e§wtepwcd wg mepimov kat ta TEAN ¢ dekaetiag Tov 1950.
EmmAéov, n vmapén opyavwpévwv Ywpwv Tapaywyng vrthpée oxedov mavtote
mpoPAnpatiky adov ta vrdpyovta otovvtio SiEbetav meploplopéva péoa
ene€epyaoiag kat epdpavions PAp eve Tautdypova ot Tapaywyol Bacilovray
oe aotabels kot v TOANOIG TPOTWTOKEVTPIKOUG UNYAVIoROVS TPowbnog,
Stavopng Kot TpoBoAng.

Ye auta ta mpoPAnpata, Ta omolar amoTeEAOVV amd HOVA TOUG
wotoploypaducd desiderata yua mepattépw avéAvon, Ba mpémet va tpootedet
kat 1 apdiBupn ewg apvnTiky oTdomn Tov EAANVIKOY KPATOUG amévavTt 6TV
gyxwpta mapaywyn pe vymAn ¢opoAdynon twv ewottnplwv kat Spactikd
€AeyYO HEOW TWV EMTPOTWV AOYoKpLolaG TwWY OevVaplwy oKOHA Kot TWV
Suvatothtwy Tpowdnong eAANVKdV Taviwy yia Stedvr Tpofodr) ota Stddpopa
deot A oto e§wTepkd. Oheg auTég ot TapapeTtpot kaBdpLoay TNV TPOSAnYn
KaL TNV KaTavonon g e8ikng etkovomAaatikng YAwooag wov dtapopdwbnie
oTNV XWpa Kot mpoadioploe Tov «eAANVIKS €OVkO kLMpaTOYpAdo» WG L
TOTUKY KOl TauTOXpova SOTUTN €kdPpacn TG KIMUATOYpadpkOTNTAS, N
omola Stapoppwbnke wg edikd kabeoTws dpaAoNG KUl OTTIKOTNTAG HECH OTO
Snpovpykd pavtaotakod g eAAN VNG kahAttey vikng dnpovpyiag.

Eitvat pavepd wotdoo ott to péyedog, 1 meptmrAokdTnTa KAt 1) EVPUTHTA
TWY EPWTNUATWY LOTOPLOYPaPKNG €peuvag dev €xouv emapkws KaAvdOel 1)
e€etaotel Oewpntikd 1) oty Tpddn, adov ev Télel Ba pémet va avamtuyOel
PO LOTOPLKT) YN O] YL TO TLOUVERT), TTOLOL TO EMPAEAV, TOLEG CUYKEKPLUEVEG
Sopég Toug kaBdploay Kat ol VTNPEE N LOTOPIKY ATTOTEAECUATIKOTNTA TNG
Tapaywyns Tovs. Amd totoploypadikr) &ror), ot EAANVIKES KLVNHATOYPAPLKES
omovdEG akOpa Tapapévouy oe €va emimedo epmelpkng Lotoplodipiag ato

omolo akdOpa ouvAAéyovtat kat afloloyovvtat mAnpodopieg, ouvpPdvra,

36

PART 1



PART 1

Karalis

HEHOVWHEVQA ETTELOOOL, KPLTIKEG TTPOOEYYITELS kat Bloypadikég AeTTOPEPELEG,
kupilwg péow Sdaktopwwv SatpPwy 1 HEAETWV TAUTLONG KAL AVAYVOPLONG
OUYKEKPIHEVWY €eTELCOSIWY KAl oUYKUPLWYV, Xwplg va Stabétoupe akdpa
HENETEG EPUNVEVTIKTG OVVOEOG.

To wotoploypadtkd epWTNHA WOTOCO TPOKVUTTEL OTAV O EPEVVNTNG
mpoomanoet va avelpel 1) va apBpwoel cuVSETIKOUS GTOVG HETAEY QUTWY
Twv SeOHEVWYV KAl VA TA TOPOVCLACEL OE HLOL CUVEXT] KOL HOKP& adriynomn
HE EPHNVEUTIKY] TPOOTTIKY), BACIOHEVY) OE EMOTNHONOYIKEG OUYYEVELEG,
EIKOVOTTAQOTIKEG  KAULVOTOHIEG KOl TEAOG OUYKEKPIHEVEG QLoONTWKEG 1)
popdomAactikés avtdmpets. H mpooéyyion pov 8w mpoomabel va vrepPet
TOUG TEPLOPLOHOVG HLaG edpatwpévng avtidnpng mov avtipetwilet TIg
KLVNHOTOYPAPKEG TAVIEG WG ATAY LOTOPKA VTOKOUUEVTA 1) WG ToONTKES
KATAYPAPEG, AVTKATOTTPLOROVS, Lo e§wTepkng mpaypatikdTTag. O I'dv-
vng Balovkog ya mapddetypa, evdy paivetat mwg €xet peAeThoet pe «vmopia»
™v €&€A&n ™S kivnpatoypadkng yAwooag, otnv ToAD Xpotpn HEAETN TOu
yta Tov Néo EAAnvd Kivnpatoypado dndwver: «To BAio avtipetwmnilet Tig
TAULVIEG WG LOTOPKE TEKHUTPLX TTOU POPTUPOVY TTOALTIKEG XAAXYES, KaTaYp&dOUY
VOOTPOTIEG TTOV GUVTEAEOTNKAVY OTNV EAANVIKY KOWVwvia Kot Bepatomolovy
Ta kUpLar TOMTIKG Kot TOATIOUKGE yvwplopata NG HeAETOVHEVNG ETOXNG
TouG (1965-1981)» (Badovkog 2011, 13).

O BahoVkog eMKEVTPWVETAL, AOLTTOV, O€ QUTO OV ATELKOVI(EL 1) TaLViX
kat 8ev avadépetat kaBélov otn péBodo amewdviong, TV cvvTadn Twv
onpelwy kat kwdikwv g, 1 omola €xel g dwcr) ™G Sopn kat oxomobeoia,
avaAoya pe Tov k&Be dnpovpyd, TIG LOTOPLKES TOV TPOUTODETELS KaL TIG OU-
YKEKPIHEVEG avTIANPELS Yoo TV kivnpatoypadkr epmepia. O Balovkog
avtipeTwnilel TG Tavieg aAmOKAEIOTIKE WG KOolvwviohoykd dedopéva kat
KOWVWVIK& oupBavta kat oxeddv kabBoAou wg aUTOVORA ELKOVOTTAAOTIKG
popopwpata. O mpoadioptopds g peBodoAoyiag Tou elvat oA evSiapépuwv:

Qg epyaleio épevvag kat peAétng emAéxOnke 1 kpttikr) péBodog
™m¢ Dawvopevoloywkng Avéhvong. H Swampaypdrevon tovu
B¢patog otnpiyxOnie ot B€aom, mapatinpnon kat ta§lvounon k&Oe
tawiag Eexwplotad, pe otd)0o ToVv TPoodioplopd TG deoloyiog
™G, Tou aviyvevetat T6co amnd TV eyypadr TwV TOALTUKO-
18e0A0YIKWY OYNUATWY OKEYPNG, VOOTPOTILWV Kal TETOBNoEWY
(MKPO-TTOALTLKY) OTITIKY) O0O0 KOl TG CUVOMKOTEPEG AVTIANPELS
ya ) GuAn, To €0vog kat T Bpnokeia, péow TG KATAypaAPNG TWV
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peydAwv mohtikwy pobwv kat eBvikwy deoloynpdtwy (pokpo-
TOALTLKT) OTCTIKT)) (2011, 13-14).

Moapé tig pebododoyikés SnAwoelg, To altnpa TG HEAETNG TWV TAUVIWY
and v mpoorntky) TG Patvopevoloyiag dev ohokAnpwvetat otnv £v Adyw
HEAETN, awdpa Kot oV amOSWOOUHE OTOV OpO [ HAANOV TEPLOPLOHEVT)
onpaoia. Evd opB& evowpatdvetal 1) otoptoypadia Tov kivnpatoypadou ot
yevikoTepn otoploypadikny mapddoon touv eAAnvwkov kpdtoug (0 Balovkog
avadpépetat atov Kwvotavtivo Mamapnyoémovro kat tov Atovioto Kokkivo)
Sev yivetal ko TpoomdBela OTOYATHOV 1) QKOO KOl AVAOTOYATHOV TEVW
OTI§ LOTOPLOYPAPIKEG apXEG EMAOYNG, Opydvwong, Ta§Enong kat tedkd
eppnVelag Tov LoTtoptkol VAkol mou e&etdlel. Mo aAAn e§otdpnon, pe v
Swer) g Motk Suvapikt}, Ba prropovoe va ouyypadel yua v idta mepiodo,
ETUKEVTPWHEYT Yyl Toapddetypa otn otadlaky epdpEvion Tov epwTikov
KLVNHATOYPADOU, 1) EUTOPLKY) ETTUXIX KAL LOTOPLKY) QTXNON TOU OTOolov
amotelel {0wg TOAD ONHAVTIKOTEPO KOLVWVIOAOYIKE KPLTIPLO aTtd TO eVdptOpo
kowv6 mov elde T Tauvieg Tou O88wpov Ayyeddmoudov 1) tou IMavteln
BovAyapn. H kataypadr véwv mpooeyyioewv 6To owpa, T oe§ovalikdtnTa
Kat TOV €pwTa aAA& Kat otV Tapaywyn, Stavopr kot atednTiky ™ Tawviag,
vrtp&av oAl o Stadopéva kat TOAY o Bepediakd amnd tn tddoon M pn ™G
aplotepng deoloylag, mov adopolios TAVTA £V HIKPOU THNHA TOU KOLVOV,
kat HEALOTA TNG TPOVORLOUYOU Ao TIKNG TAENG, av Kpivoupe amd TV epmopkn
amotuyia oxedov SAwv TwV TAViwy mov avavet o BaAovkog.

H mpooéyyion tou BaAoVkov wotdoo emavampoodiopilet to Paoikd
Sidnppa ™G kAaoowng otopoypadiag, ™ Stadopd avépeca oe res ges-
tae ko historia rerum gestarum, o Stdkpton mov mpémel va A&Bouvpe coPapd
oy adovl, omws mapatnpel o Nathan Rotenstreich (1987, 79), vrodewviet
OTL «gviote Ta res gestae eival yeyovota 1 wpadelg, 1 mbavwg tinote and Ta
SV0.» ATt TN oTLYY) OV Bt ETTLYEPTIOOUHE VA ATTOKPUTTTOYPADITOVHE «XUTO
OV OVTWG GUVEPT» KAl V& EPUNVEVOOVE TIG autieg Tov, epdavifovtat ToA-
Aot aotdBpntol mapdyovteg mwov teAkd odnyovv oe évav Stahoyo pe GAAeg
lotopkés avaypades. Idwaitepa, o kvnpatoypddog dev kataypddet amiug
™V otopior dAA& TAUTOYPOVA ATOTUTWYVEL TNV toTopiot TNG LoTopiag Tov.
TeAkg, pio totopkn kataypadn dev avadépetal pdvo oe mpdels aAAd kat
oe okéPeLg, Tpobéoels kat ouykAioelg kat, Tapd TV dealiotikn andrAior, Oa
pmopovoape va vrrootnpi§ovpe akolovBwvtag tov R. G. Collingwood (1939, 112)
WG 0 LoTOPLKOG dev elvat évag e§wTeptkds, aveEAPTITOG KAL ATPOCWTOANTTOG
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kataypadéag Twv res gestae, dAAQ MWG 1) «LOTOPLKY) YVWON OLVIOTE TNV
QAVO-TOPAOTACY] GTO VOU TOU (OTOPIKOU TWV OKEPEWY EKEIVWY TWV OTTOlwY
™V otopla PeAeTA». AuTO onpaivel OTL O LoTOPIkOG PploKETAL OE AVOLKTO 1)
voppnTo Stéhoyo pe GAAOVG LOTOPUCOVG Kot OTL TTPOOTIAOEL VO VOOUYKPOTHTEL
TI§ povmobéoels, Stadwaoieg kat Tapdyovteg mov KatéoTnoay Suvaty v
TPAYRATOTON 0T TNG OCUYKEPIHEVNS TaLviag, SnAady) va pag met Oyt povo Tt Ka-
Taypadet alld kat TG ouvéBeoe TNV kaTaypadn TNG.

To kaboplotkd epwtnpa k&be oToploypadwng cuyypadng eivar ot
deopol kat ovv-Oeopot axolovBlag Twv CUPPAVTWY, KAL TO AV HTOPOVV Vo
StatuwBovv TumtoAoyieg ouvéyetag, aAlayng, dtakomng kat pnéng Kat Tdvw o
TOLOVG TTAPAYOVTEG, TOMTIOUKEG 1) VAUKEG TTAPAPETPOUS, BaoioTtnkay ot aAAayEg
avuteg. EmmAgov, o 1otoptkdg Tou kivnpatoypadou Tpémet va Slakpivel YEVIKES
Stadwaoieg Snpovpylag OMTIKWY OTPATNYKWY KAt KuplapywV KoOeoTWTWY
KOl VO UTTOTUTIWOEL TOV TPOTO TOu autd petapopdwbnkav. Xtnv eAAnvikn
KWnpatoypadr Tapaywyn, yo mapadetypa, Sev vmp&av oxoAég 1) kivipata
mov va NABav oe pnén pe pla eykateotnpévn vopupdmra. H kivmpatoypadikn
Tapaywyn vmApée péxpt To TEAOG NG OekaeTiag TOu 1970 &vapyn Kat
anpoPAemntn, xwpls oyvpovg Beopols mov va G TPoodidouv OpyaVWTIKES
apy€s N Aettoupytkd dpta, TEPA ATt PEPLUKOVS TTOU OL (8LOL OL KLVUATOYPAPLOTEG
avtoBéopioav. Mohovott o Néog EAAnvikdg Kuvmpatoypddog petd to 1970
AVaTPOoaAVATOACE TIG TPAKTIKES KOt TIG Stadwaoieg Tapaywyng, ot pileg Kat
ot &&oVvEg Tov PmopovV gVKOAX VO AV VEUTOUV 0T dekaetior Tov 1960, akOpa
KL OTNV QTWOTAT PTPA OAWY TwV EAMNVIKWV Tavwy, TV Adtépw (1929) TOv
Anpryepn Taliédn. Me dAAa Aoy, Paciotnkav oe pkpols kat ave§dpTnToug
Tapaywyovs 1 PpayxvPleg etalpeieg mapaywyng, mov cvvaywvilovtav 1 pio
™V &AAn oV mapovoiaon ouykekppévwy eldwv mov e§aoddAllav eUkoAn
npoaPaon ot albovoeg TPOPOANG KAl KATTOLOL OLKOVORLIKY] ETLTUYIX HE OKOTIO
™V mapaywyn véwv tawviwv. Agilet e8¢ va avadépoupe ott SimAa ot divog
DAp vpe kat ) Khak Oy, 6mwg GAAwoTe Kot ave§&ptnTeg PUKPES ETALPELEG
(AvZepPos, Iepyavg, Doifog DAUG) 1) akoOpa KAt TPOCWTOTAYELG ETALPELES,
omws autég Twv Takn KaveAhdmovdou kat Anuntpn KoAldtov. Av autd mov
KLYNTOTTOLOVOE TIG eTaupeleg auTég NTav To kéPJoG, N P, 1 patatododia, 1
deoAoyia, N ayann g eovag, autod dev amoteel OEpa TG TAPOVOAG HEAETNG.

Inpovtwed  tpnpo kéBe  wotopkng  kataypadng  katohapPaver n
EPHNVEVTIKY] TWV KUPlOPY WV OTTIKWY KABEoTWTWV SOpNong kat TpdoAnyng

™G KWNUATOYPAPKNG EKOVAG KAl TWV CTPATNYKWY TOV XPNOLHOTONoaY
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oL OKNVOBETEG yla va GUVTAEOUV KAL VO GUYKPOTIOOVY VEEG ELKOVOTTAXCTIKEG
popdég. Ao v dmoyn wotdoo ™G TPOoANPng TG ewdvag elvat eviadépov
va Satvmtwdel otL onpepa PAémovpe T Tawvieg touv T'dvvny AaAwavidn
Stadopetikd amd 0,7t Tig EBAeTe TO AOTIKO KOLVO TNG deKAETIOG TOV 1960, OTWG
ONHEPA HTOPOVHE VO EPUNVEVCOVHE ETEPOTPOTILKG TLG TOALTIKEG TALVIEG TOV
AyyehdmovAou. H otopia Twv taviwy dev avadépetat povo oty OTLYpN
mov auth) TpoPAnBnke ywa mpwtn Popd alld amoteAel éva maAippmoto
EUTIELPLOV KAL AVAHVIOEWY 0t SLadOPETIKOVS TOTOUG, amd SladopeTikolg
Beateg Kot kK&Tw amd dtapopeTikovg opilovteg TPoadokiwV. AV TO 1975, HECQ
oto petadiktatopucd avtdedtd kAipa, o Olaoog pUNVEVOTAV WG L «APLOTEPT)
exdoy1)» TNG ETOYNG 1936-1952, CIUEPA EPHUNVEVETAL KUPIWG WG HOVTEPVIOTIKOG
pvdog, pa ovyyxpovn emavaypady) g Opéoteiag: 1 otopla TNG TUVING EXEL
VTEPKEPAOEL TNV aTELKOVI(OpEVT) LoTOPIA.

OAa auté T {erpata Tpémet va evtaxBolv oe éva yevikdtepo TAEypa
Lotoploypadikng ovvBeong, epocov o kvnpatoypadog, wg to kot e§oxnv
«KOWVWVIKO Kelpevor, emmpedotnke amd T otopkés e&eAielg, Omwg T
Awtatopioa Tou Meta&d, tov Epdoio IIoAepo, ™ «Xapévn ‘Avoln» tov
1963-1967 kot omwodNmoTe Tn Awtatopla Twv Xuvtaypatapywv. Kata éva
eviladépovta tpomo, kdbe otopkr) mepiodog yapaktnpiletar and ™ Sy
NG TOPAYWYLKY Pnxavwky, tig Suweg g pefddouvg Stavopng kat téAog, mov
lowg elvat to o evdapépov, v Wdtunn Bepatikn g o Tapddetypa, o
KVNHATOYPAPOG TNG TEPLOSOV 1964-1967 mkeVTPWONKE 0 €OVO-TATPLWTIKE
1 avTwoppovviotka Spdpata, mov Stapopdhvouv pia daitepn etdoloykn
katnyopia pe ti§ Sikég Tovg atontikég mpimoBeoels kat moATikeG amoAnéets.
Touwvieg ya v Emavdotaon tov 1821, dnwg o Iamapréooas (1971) tou Ep-
piouv Avdpéov, ya Tov TOAepo TOU 1940, Omws To Avtol mov Milnoav pe Tov
Odavato (1970) Tou I'tdvvn AaAtavidn 1 akOpa Kot TALVIEG AVTIKOUHOUVIOTIKNG
npontaydvdag, onwg Xra Xivopa ts Ilpobosiag (1968) touv Anpntpn Aady-
pA ATOTUTTWVOUV HIX CUCTNHATIKY TPOOTIADEIX TAPAYWYNG LOTOPIKWY KOt
TOAEUIKWY TOUVIWV WOTE TO ToPeABOV va ATOKTNOEL TOALTIKY) XPNOLHOTNTA
k&tw and ocuvOnkeg Aoyokpioiag 1 avto-Aoyokptolag. Katw amd cuvbrkeg
amolvtapykng SwakuBépvnong 1 o0évn petatpémetar oe éva 18eoAoyko
PNXAVIOpRO cUYKAAVPEWS TOV TAPOVTOG, ETPAANOVTAG pia Npwikr) puBoloyia
and To efdavikevpévo mapeABOv kat Stapoppwvovrag ewdveg Ywpig
LoTOpKOTNTA. MOAOVTOUTO 1) aPLOTOPIKEVON TWV EKOVWYV AVAKEL KOL QUTH|

0TV oTopia TOU KLVNHATOYPGPOU Kkat TPETEL va Aap&vetal voPn, kot oyt
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va amoppintetal wg kakd 1 dedpBappévo yovoto. «H moAvonpia tov €pyou
TEYYNG KOt 1 TpoowTwky) Slautepotnta k&Be Beaty) emttpénel TV TOAAXTAY
avayvwon ¢ dtag tawviag, avaéloya pe v PpuyoovvBeon kat TiG kKataPoAeg
k&Oe amodéktn», omws mapatpel 1 Xpuvoavln Zwtnpomovdov (1989, 168).
[Tépa emopévwg amd Tn Xprion TOUG WG LOTOPIKA TEKUNPLX, TOAAEG amd Tig
TaLvieg AUTEG ATOTEAOVV TOAVONEG KAAALTEY VIKEG TApAYWwYEG oL 0Troleg agilet
va HeAeTNOOVV CUOTNHATIKOTEPR WG EKPPATELS TWV eAXXIOTWV LOTOPKWY
SpapdTwy kat TOAEPUIKWY TAUVLWY TTOV TTapiXOnoav ot Ywpa Kat Tov TPOmTov
dnAadr) mov to «€Bvog» pavtdletatl to TapeABov Tov.

Ye éva mo oVvvPeto emimedo, Ba mpémet va SepevvnPel 1 vporodikn
N kunpatoypadiky ovyyévelr 1) Stadopd OLYKEKPHEVWY EPYwV  TOU
mpoodloploay TV kahatodnoia kat Ti§ Tpoodokieg Tou kotvoL 1 Stapdpdwoay
HLO «TOTILKY) QLOONTIKN» HE avoyVwploHeS atodnTKEG TOLOTNTEG, WOTE vV
vrotunwBel TG kat edv ouvdéetan n Aotépw Tov I'altadn pe v Avarapdoraon
(1970) Tov AyyeAdmovdov, o Adgvns kar XAdn (1931) tov Adokov pe TG Mikpés
A¢ppodites (1963) Tou Kovvdoupouv 1 1 Xrédda (1955) touv Kakoydvvn pe tnv
Y1pédda (2009) tov Kovtpa. To Paotkd epwtnpa éykettat 6o av elvat Suvatd va
amoTuTtwOEl pior akoAouBia TOALTIOpIKOU AdYoU, PACLOHEVOU OE CUYKEKPLUEVQL
VAkOTEYVIKE KOl YpnpaTomotwTikd dedopéva 1) oe Sedopéveg ouvOrkeg
Tapaywyns, Stavopng kot tpdaAnyng, yeyovdg mov Ba emétpemne TNV adrynon
HLOG LOTOPLOYVWOTIKNG ouvexelng. Qotdoo n adriynon pag avamtudng dev
propel amAwg va eoTidleTat o€ pra guAAoyr) yeyovotwy ta omola cuveBnoav
oVAMBONV Ywpls k&molov opatd 1) vonTkd Seopd, aAd& otn Supynpartiky
aAnlovyia Twv cuAAOYIKWY SLAAOYWYV 1] TWV ATOCTACHATIKWY oL{NTNOEWY
OV «aVOlXTNKOV» 0TO EAANVIKO Kiympatoypadikd GavTaotako, oUTWS WOTE
1 KLNUOTOYPadLKy) KAHEPA VA AMOTUTTWVEL CUANNOYIKEG OTAOEL pHéoa Ao
QTOUIKEG ETULAOYEG.

KdBe teyvikn 1 popdomAactikn emthoyr touv I'wpyov Tlaféra 1) tov
Kakoytdvvn, ya mapddetypa, dev amotehel povo pa e§atopikevon twv
Stapopwv tey vikwV NG SteBvikng YAwooag Twv etkdvwv, aAAd TauTOY pOVa pLa
WStopopdn otrypn otnv e§€An g kivnpatoypadkns yAwooag otnv EAA&Sa.
EmmAéov, n kdpepa tov Walter Lassaly, pe v avaylvdn avtimapdBeon
AOTPWY Kot PopwV edaveLwV, SNAadi) PWTICHEVWY KoL CKOTELVWY XWPWYV,
kaTéoTn SuvaTy HECW TNG ELCAYWYNG VEWV TEXVOAOYLWV eHPEVIONG TOV PLAp
KL KATOOKEVNG TNG KAHEPAS, aAAG kat katéotnoe Suvatr v avadeldn twv

BaBewwv avtiBéoewv oTov Ywpo TG ovAloywkng epmetpiag. H avtiBeon dompovu-
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pavpov ot Mavtadéva (1960), yw mapddetypa, Sev Nrav amAwg avtibeon
emupavelwv aAlld avtimapddeon Stadopwyv, N amd pa dAAn droyn ovvimapdn
avtBéoewv. Mwx tawvia oknvoBetnpévn amd tov Kakoyuvvn Sev elvat
povo pa tawvia Tou Kakoytdvyn: elvat éva culdoykd emtitéAeopa oto omolo
ovykAivouv Tdoetg, ypadég kat Béoelg mov Eemepvoiv wg ovvolo atny Tavia
OAgG TIS OLaltepeg GUHPBOAEG TwV eTUEPOUS CUVTEAEOTWY. Me GAAa AdyLa, Omwg
Kot KOOE «KEIPEVO», £TOL kot TO «PAMLKO KEPEVO» lval TAVTA KATL TEPLOGOTEPO
amd ta pépn mov to amoteAovv. To yeyovdg emiong dtt Svo pétotkol, o Lassaly kan
o Giovanni Variano, dnpiovpynoav tig kat’ e§oxnv «eAANVIKES elKOVEG, delyvel
TO00 To TEPITAOKOL KOt TOTO ampoaddkntot eivat ot aoTtdBpnTOL TAP&YOVTEG
mov Stapopdpyvouy pua eBviky kivmpatoypadio.

Yk0oTdG TOV TapOVTOG dpBpou elvart va Stepevuvroel, va BEwpnTIKOTOLoEL
kat va TPOPANHOTIKOTOOEL TNV €VVola «EAANVIKOG KIVNHATOYPAdOG» oTn
Staypoviky NG ATOKPUOTAAAWON KAl VO QTOTUTTWOEL HEPIKEG SUVITIKEG
peBodoug eppnveVTIKNG TPOoEYYLoNG NG totoploypadiag tov. I'vwpifovpe
OTL TPETEL va Yivouv akdpa TOAAEG EPEVVES yla VA GUYKEVTPWOEL 1] LoTOPLK)
VAN ™G kumpatoypadkis mapaywyns. Xpewaldpaote HEAETEG Yl TIG
peBodovg Tapaywyng TWV TALVIWY, YOt TOUG TOPAYWYOUS, TX OGTOUVTLO
KOl TIG TEXVOAOYIKEG TOUG SUVATOTNTEG, TOUG OTAP KL TNV EUTOPLKY) TOUG
agia, To koo kat T ocVVOeoT] Tov, TIG KIvnpatoypadikég aibovoes kat Tov
KOLVWVIKOTIONTIKO TOUG POAO, TNV KPLTIKY] KLVNHATOYP&dOU kat To €pyo
OUYKEKPIHEVWY KPLTIKWY, OTwS Pefaiwg Kot HEAETEG YL CUYKEKPLHEVOUG
oknvobéteg, Waitepa dooug eivat Atydtepo yvwotol, add& Stapdpdpwoay
To kumpatoypadpkd kowvd. Avaykaia emiong elvat 1 tavtomoinon kat o
EVTOTLOHOG TaVwy mov Bewpovvtal yapéveg, aitepa and v mepiodo
1920-1940, 1 Y1 $Lomoinomn 66wV VTEPYOVY KAL 1) TOLPOXT) TOUG GTNV EPEVVNTIKY|
KOLVOTNTA, Yl Vo UTApEeEL pia TTOAVUTAEUPY) EPUNVEVTIKY) TTPOCEYYLOT TOU
OUVOAOU TNG TAPAYWYNG KL Ot HOVO SELYHATOANTITIKWV TEPITTWOEWV.

EmmAéov, Ba mpémet va peletnBolv ouotnpaTikOTEPR EVOAAAKTIKES
HOpdEG EKOVOTAQOTIKNG YAWOOAG, OTTWG O TEPARATIKOS 1) TOUTIKOG
KLVNpHaToypddog, kat va avevpefoiv ToAAég abnoavploteg tarvieg, Slaitepa
™G meptddov 1970-1985, Tou Aeyopevou underground owvepd. ITdte aln-
Bea apyilet 0 SNHLOVPYIKOG-TTONTIKOG-TTEPAUATIKOS KIVHATOYPADOG OTNV
EMG&Sa; pe tnv &tuyn FaAjvy (1958) tou Tpnydpn Mapkdmovlov, ta Xeépia
(1962) tov Tlov Kovte 1) pe to Lacrimae Rerum (1962) tov Nikov NikoAaidn;
H mapayvwpiopévn tawvia Aovkds o Amootatng (1974), oknvoBetnpeévn amod
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Tov yvwotd nbomotd Paidwva F'ewpyliton, ypetdletar va peletnOel yo to
€(80g, T0 Vdog kat T Sopr) NG wG éva Tapddogo Selypa «peTafatikov» under-
ground ktynpatoypadov, amod TV €T0YN TOU GTOVVTLO, OTNV ETOXT) TWV TOAY
TPOCWTLKWY TAVIWY Tov epdavifovtatl 1O amd ) dekaetior Tov 1960, aAA&
efadpavifovtar petd v idpvon touv Kévrpou EAAnvikov Kuvnpatoypddov
70 1978/9. To 8o pmopel va emwdel kat ya tov AASeBapdv (1975) Tou Av-
dpéa OwpdmovAov, to EEGpiatos atnv Kevtpikn Aswpdpo (1979) Twv Nikov Zep-
Bov kat Oavaon Pevt(n 1 akdpa kat to IIéprovy ot Xpaipes cav to XaAd{t kat
O Tpavpartiopévos KaAhitéyvng Avaorevd(et (1978) Touv Nikov Adevpd. H xpovikn
OTLYHY) TOV TAPAYOVTOL QUTEG OL TALViEG UTOJEKVVEL OTL 0 Aeyopevog NEog
EMnvikog Kumpatoypadog dev meplopiletat pdvo otov Ayyehdmovdo kat Tov
KUKAO TTOU CUOTIELPWVETAL YUPW ATt TO TTepLodukd Xvyypovos Kivnuatoypdpog
alé eivat éva o oUvBeTo, mepimAoko kat ToAvdL&oTaTo darvopevo-ékpnén
Tou Snpoupywoy pavtactakod TG eAANVikiG kowvwviag mov apyilet to
1965-66 pe To Méypt o ITAoio (1966) Touv AAEEN Aapavoy kat to Ilpdowmo e
Ipdowmo (1966) Tou PoPripov MavBoUAn kat kAeivet mbavwg pe tov Apdkovia
twv Eéapyeiwv (1983) Tou Nikov ZepPol, dtav ot teyvikés, atoOnTkés Kkat
OTPATNYKEG TTOV ETUKPATN OV YivOVTat TAE0V TapwdLakd VALKO EVW £VAG VEOG
TpOTOG TTapovoiaong yivetat Stakpttog yia mpwn $popad, 1) THAEOTTIKOTNTA.

Ye autd ypetdletar va mpootebel n pedétn g Prvteotanviog ot
dekeatioe TOv 1980 KAl TOV TPOTOU MOV AVAROPPWOE TO CUCTNHA TOPAYW-
NS Kot SLvophG Taviwy, OTwg emiong KoL TNV OmTKY atodntkr TG, Tov
ovolaotwd odfynoe oty kuplapyio TG «pHikpng 0BOvNG» TG €MOpEVEG
dekaetieg. Apov epeuvnBovv autég ol Staotaoelg, Ba kataotel dSuvatn pla
EPUNVEVTIKT) OVAYWYT TWV VONTIKWYV, PUuXOAOYK®Y Kot atodnTikwv Timwy
ov yapaktnpilovv TNV Tomikn Tapaywyr kat Oa yivet Suvatd va cuvayoupe
apx€g opototnTag N avopowdtnTag mou kabopifouv 1) xapaktnpilouvv v
kwnpatoypadiky anddoon tng kowvwvikng epmetpiag oty EAAGSa.

TéMlog, okomdg TG toTopwkhg adnynong eivar va dwoet pa 660 ToO
Suvatdv mo cuvoAkY] kataypad TNG KLVNRATOYPAPIKNG TApAywyng otV
EMG&Sa, va vtodei&et Tig tex vikég katvoTopieg mov Stapdpdpwoav v edikr
popdomAaotiky yAwooa Tng, va moapakolovdroet Tig petegelifelc Toug
Staypovika kat va ovvBeoel, Onws Statvmtwvet o Roland Barthes (1986, 137),
«HLoL KATAVON oL adynon» G otoptkng g mopeiag. EmmAéov, mapd
T15 emipurdels tov Michel Foucault yia ™) peydAn apnynon, po peydin

apnynon mpémet va apBpwBel, akopa kot av avapEpeTal o€ £va TEPLOPLOHEVO
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oupPav 1 déopn oupPdvtwv. Mia tatvia elvat éva oupPdv kat Ot va yeyovag,
ylotl EPTEPLEYEL XPOVIKT SLEPKELQ, P CUVEYT) TAPOUCIX KAt piat GUAAOYLKY)
SpaotnplotnTa Tov adopovv TNV Tapaywyn, TPocAnyn kat Wdomoinoy| Tov.
Onwg Ndn avadépape, pa tarvia and tov Kakoydvvn dev etvat pa amAwg
tawvia Tou Kakoydvvn adol o oknvobétng, akdpa Kot HEca oTNV TPAKTLKY
Tou amdAutov dnpovpyou (auteur), cuvepyAleTAL KAL CUPTTPATTEL LE EVX pLE-
y&Ao emiteheio ovvtedeotwy kat Waitepa pe Tov Stevbuvt dwrtoypadiag,
TOV pOVTEP, TOV oevaploypado, toug nbomotovg. O tawvieg Tou Kako-
yévvn ya Tap&detypa avikovv oe ekelvov aAd& kot €§l00V GTNV OTTIKNY
evatoBnoia tov Lassaly, ot tatvieg tov AyyedédmovAov oto mopwdeg PAéppa
tou ['idpyouv ApPavitn kat ot kaAVtepeg otiypég tov Takn KaveAldmovlov
oV gvaiodntn mpooAnmtikdtnTar TOV Zupadkov Aavadn. H wotopia tovu
BAéppatog twv T{oled Xem, Apioteidn Kapidn-Fuchs, Koota @codwpidn,
Ao¥ig Xem, Apn Etavpov kat Téowv dAAwv Ba propovoe va odnynoet ot
ouyypadn pag dtadopeTikng totopiag Tou eAANVIKOU KIvpatoypadou and
pia apynon E0TIAOREVT) GTOUG OKNVODETES.

H evémnta tov dpApkov Adyov edpaletal Tdvw o€ HLA «CUGTIHATLKY
QTMOOVOYETION TNG TAUTOTNTAG» katd tov Foucault (1977, 161). «Avutd
elvat amapaitnto adold auth 1 adVvapn TaVTOTNTA TOV ETLYELPOVHE VO
oo TNPi§oupe Kot Vo KPUPOUHE KATW Ao €va TPOowTElo, elvat apeavtng
pra mapwdia: elvat TANBuVTIKY. Apeétpnta Tvevpata Stekdkovy TNV kKatoyy
™G. ApétpnTa cvoTnpata dtaoTavpwvovtat kat avtaywvifovrat péoa tne»
(ibid.). K&Be tawvia eivat o 1émog oVykAlong TOAAATADY €VEPYELDV KAt
npoBecewv: 1 opopuAOPIAN patid Tov AaAavidn epwTicomotel GeTIYLOTIKA
To avdptkd oWpA, ToPd TO YEYOVOG OTL ) KAPEPA AVTKEL OTOV ETEPOPUAOPLAO
Niko Anpdmovdo 1) tov Niko Kafoukidn. Xto Ppthpikd keipevo cuvvmdpyouvv
kat ouykAlvouv moAamAég Bewpnrioets, WOlopopdieg kat deoloyieg, wote
KT QVAYKN 1) LOTOPIKN HEAETN TOUG VA ouVLOTE €§ Oplopoy pa 660 TO
Suvatd mo ovykepalatwTtiky eppnveia TG cuAAettovpyiag Tovg. Ao auThv
™V mpoomtikn, | Béon tov Hayden White (1986, 95) ot «ot meptypadeg
TWV OUHPAVTWY OUVIOTOVUV €K TPOOLUIOU EPUNVEIEG...» VOHLpOTOLEL TNV
AVAYKALOTNTA TNG EVOTOTIKNG HEYEANG adpynomG. AuTo OV TPAYRATIKE
evdladepel woTd00 o€ KADE P ATO AUTEG ELVAL OL OPYAVWTIKES TNG APXEG, OL
peBodoAoyikol TG G§oveg kAL 1) ECWTEPLKT TNG CUVOXT. AUTH TA EPWTNHATA
pag odnyovv ato (Atnpa g meptodoAdynong mov téco amacyxOoAnce v

totoptoypadia Tov eAANVIKoV kiynpatoypadov.
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Iotopukég kataypadeEg

H Atva MuAwvdkn (2014) Statinwoe 6tt «Mia and Ti§ enkpaTESTEPES
LoToploypadtkeég Tpooeyyloelg yix To eAANVIKO ovepd, mov Paoiletal otov
a&ova tov Ypdvou kat elvat 1 o Stadedopévn, dakpivel Tpelg kuplapyeg
eMOYEG: TOV TaAd eAANvikd kuvnpatoyp&do (1950-1970), Otav HETA TNV
Katoyn wat tov EpdVAio n EAXAada mapovoidlet ta mpwta Selypata
OpPYAVWHEYNG —KOL apyoTeEpPa HalIkng —KLVNHOTOYPAPLKAG TAPAYWYHS, TO
véo eEAANVIKO kivnpatoypddo (1970-1990), pia Tepiodo prEng pe Tov KLynpato-
yp&do Tou oTovvTIo Kat TNV avdduon evog ave§dpTnToy, HOVAYLKOV GLVERE
Tov Snpoupyov kat To cVYYXpovo EAAN VKO KLMUATOYPAdo (1990 £wG oTpLepa),
pa epiodo «emavapopdc» Tou oLVERd 0TO KOLVO, OTNV omola cuVVTTEpYOoUV
EUTTOPLKES Kkat kaAMTEYVIKEG Tawvieg». H emonpavon elvat kplown edpocov
uoSetkvEL OTL TO KEVTPIKO £pWTNHA KAOE LOTOPLOYPAPKNG TPOTEYYLONG
elvat To epdTNRA NG XPOVIKAG avéAdng TG KLvnpatoypadikns TéXvng
N amAdd Kot NG  KWNHATOYPAdLKOTNTAG WG EEXWPLOTNG  aoONTIKNG
EPTELPLOG, TOMTIOUIKNG pHopdNG, PuxoAoykng mpochapfavovoag kot TEAOG
EUTOPEVHATIKNG a§iag.

Avt) ™ péBodo akololBnoe o MPWTOG LOTOPLKOG TOU €AANVLKOY
kunpoatoypddov, o Dpifog HALGONG, we pa ypovoypadikn avamAaon g
TOPAYWYNG TAVIOV Xwplg kdmola SNAwon apx®V yla TG 0pYAVWTIKEG
Tapapetpoug ™G adnynong. To €pyo tov €xet pdAdov &dwa mapaykw-
vioBel kat Eeyaotel. O HALGdNG elvat o TpwyTog LoToploypddog mov katavo-
el v kuvnpatoypadky tapddoon otnv EAAGSa wg éva Stapkr) aydva yia
Vo SOKLUAOTOVY Kat Vo eTekTaBoVV oL SuvaTtoTNTEG TNG KLVHATOYpadLkng
yAwooag kat avtipetwnilet TNV Touvia wg €va ouvoAkd kat ouAAoytko
Snpovpynpa. H adnynon tov eotidletar yipw amd Ti§ mpoomddeleg
oxedOV OAwV TWV YVWOTWV KIVHATOYPAPLOTWY Vo Snpovpynoovy €va
apTio PLAp.

Ot oknvoBéteg elvat ot peydAot adiknpévot TG vrobéoews. I'ati
EVRW €YOUV 0T XEPLAL TOUG AQUTPO VAKO, TO0O KOAATEY VKO,
pe Tétotoug Bavpactovg nbomolovg, 600 Kkat TEX VKO, e Apoya
TWPA T WPYAVWHEVA OTOUVTLO, OV UTOPESAY OKOpO Vo
k&vouv Timote «peydAo» --kat ToUTO ylati ot oevaploypddot
dev Toug Tpododotovv pe timota «peydho». To oevdplo eivat n
Tpoyomédn Tov eEAAN VKo kivnpatoypddov (HAGONG 1960, 123) .
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O HMédng xwpilet Tov eAAnviko kivnpatoypddo oe Téooeplg meptodoug:
1906-1927, 1927-1935, 1935-1950 kot 1951-1960. H k&Be Sexaetio yapaktmpiletat
amo éva edukd TPOPANpLo: 1) TPWTN Ao T XPN o1 TNG KAHEPQS, 1) devTepn amtd
TNV OPYAVWHEVT TAPAYWYY], N TPITN ATO TNV EVOWUATWOY TOU HXOU KAl 1)
TétapTn anod avtd mov anokadel H Emoxr) twv ectBaA, otav

amd to kahokaipt Tov 51 0 pUBHOS TAPAYWYNG TWY VEWY TAUVLWY
€8e1&e OTL pmalvape o o€ pua véa oy, 0tL ) e§epevvnot éAnge
ko &px e 1 katdkTnot To «ppldypa TOU YOU» £0TTATE OPLOTIKA,
n mowtmta ¢ dwrtoypadiag eixe orabepomowmnPel exkelBev
TOU (KAVOTOTIKOY, 1 kaAliteyviky) oteAéywoig—nbomotot,

okNVOBETEG KaL eV pépet oevaploypador—ayytle TV apTioTHTAL

O HA&dng tehewvvet v otopia tov omnv mo aotddodn emoyn
™G KWVNHOTOYPADIKNG Tapaywyns, To 1960, mpv amd 0 Snpovpyla Tov
Deotfal Oeooadovikng, ™ oTiypn mou OAa ta eldn evdokipovoav, N
mapaywyn avdavotav, to kowvd yéple Ti§ albovoeg, ot kuvnpatoypadot
mohamAaotalovtayv, véeg dpuooyvwpies epdavifovtav kal elyav onpetwdel
ot mpwteg dtebveig emituyieg. To €pyo Tov amotelel ™V mpwtn oLVOETIKY
KL QUTOKPLTLKT) HaTd Tévw oty totopkn e&EMEN kat otopkn dtdoTaon Tov
eAAn VKoV kivnpatoypadouv.

[Mapdpola Tpooéyylon aviyvevetat oto ToAUTOpHo €pyo Tou I'tdvvn
YoAddtov, mov ovolaoTikd amotedel pla summa cinematographica g
mapaywyng oty EAAGSa. O XoAddtog kataypbdet k&Be kivnpatoypadikn
TAPAYWYY, EVOWHATWVOVTAG TNV OTO €VPUTEPO OVVOAO TNG TOALTIKNG
kuplwg otoplag oty ywpa, pe Waitepn éudaon atn dnpovpyia katdAAniov
AOYLOTIKWV VTOSOHWY OTOUVTLO, OTLG ETUAOYEG CUYKEKPLHEVWY TOPAYWYWY,
oV emlonpn KkpaTK) TOMTWKY kot TEAOG otn Oeopobétnon xwpwv
kunpatoypadpikng vrodoyng kat epmetpiag pe ) Béomion touv DeoTPAA
Oeooalovikng. H mpooéyylon tou elvar meploodTtepo KOVwWVIOAOYIKY Tapd
Lotopkr), apov paivetal va Bewpel 6Tt k&Be Tawvio avTavaKkAd TG KOWVWVIKEG
ox£€oelg mov ouvEBalav ot Snpovpyia ™G, Xe YEVIKEG YPAHUES, akoAouBel
v meptodoAdynon tov HAddn, av kat yw tov ZoAddto, to DeotifdA
Oeooalovikng amotedel Tov keVTPwd Beopd péoa amd Tov 0moio 0 LoToPkdg
pmopel va dnpovpynoet adnynpoatwkovs G€oveg yx TV KLnpatoypodur
Tapaywyn péxpt onpepa. H kotvwviodoytkr) Tov Tpooéyylon cupmAnpwvetat

and pa otabepn avadopd oToug kpaTikovg Beopovg Tov cuvtévioav Kat
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kaBdploav ™V mapaywyn, Tapdtt avayvwpilet Tov avaoyetkd polo Tov
KPATOUG pHETW TNG AoyokpLolag kot apydTepa TwV ETAEYHEVWY ETSOTHOEWY.

YNV mPWTN MEVINKOVTAETIH TOU 20°° QUWVA, O TAYKOOHLOG
KLVNHATOYPAPOG CUUTANpwoe AOTEG QAPLOTOVPYNUATWY H&
Kal EPTOPKWYV emLTUXLOV. Avtiotoya, 1 EAAGSa xpetdotnke
va ¢ptdoet otnv Sekaetia Ttou 50 ywx va epdaviotovv ot
TPWTOL OKNVODETEG TOV «OKEPTOVTAV KLVNHATOYPAPLKA»,
TEPA ATO TIG TTPOYELPOTNTES KAL TIG EVKOALEG TNG oTLypnG. Tote
HTTOPOVE, £0TW KAL OYXNHATIKE, Vo dexTovpe mwg ot 'EAAnveg
avakalvpav v 'EBSoun Téxvn. Qg tote yvwptlay tnv €§wbev
kwnpatoypadkr Bropnyavia, mov oty £dw avimTuér TG TV
QAVTIHETOTOAV HE TA oT&VTap NG OKNG TOuG XELpomoinTng
Brotexviag (XoAddtog 2010, 5).

H moAbvtopn totopla tou LoAddtou elval oe yeVIKEG YPAHUEG EVOG
TOAUTIHOG TUTOVKELTOG KIVNUATOYPAPIK@WY TANPOPopLidyV, HOAOVOTL KATTOLOG
Ba propovoe kdAMoTa va avapwtBel av To PeoTBdA Ocooalovikng propel
va elvat 0 KEVTPIKOG GEOVAG HIaG LOTOPIKNG adiynong ylx v totopio Tov
eAAnvikol kuvmpatoypddov, adov ovte OAeg ot Tatvieg TpoPANnOnkav ekel,
0UTe 0 OEOpOG ATERTNOE TO KUPOG TOU VAL TTPOTEAKVEL TIG KAAVTEPES TAPAYWYES.

H enidpaon tov LoAddtov pmopel va Stapavel oto pvnpetwdeg €pyo Twv
Ayyelov PouBé kat Xprjotov Ztabakdmovlov, opyavwTiky apyr) Twv omoiwy
vrpée 1 emthoyr) kat Tapovoioon

pe 600 TO SUVATOV aVAAUTIKOTEPO TPOTO HOVO TG pey&Aou
pnKkoug eAANVIkEG Tatvieg pubomAaciag Kot VTOKIHAVTEP (EKTOG
optopévwy  e§atpéoewyv), mov mapnyOnoav oty Sdpkela
™G ekatovtaetiag 1905-2005. H mapovoiaon avutr ylvetat
HE XPOVOAOYLKY) OELPd, TAALCLWOVETAL ATTO HIKPEG AVASPOHES
LOTOPKWY YEYOVOTWY KAt dpAong mpoowmwy mov onpadedav
™V mopela G avdmTuEng Tou eAAnvikoy kvnpatoypddou
Kkat emnpéocav apeca TN Bepatoloyla TwV EAANVIKWOV TALVIOV
(PouBég kat Etabakomovlog 2005, xii).

H ypovoloywn avamtuén twv toauvidv ava €tog tadtvopeitat kot
opadomoteltat oe €idn (kwpwdia, HeAOSpapd, ACTUVOHLKEG, TOAEHLKES,
EPWTIKEG, TEPARATIKEG K.AT) Kot ¢Paopatoypadel Tn peyaAn mouctia
KLVNpatoypadpikv popdpwv mouv Sapopdpwbnkav ot ywpa péoca oTo
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dedopévo ypovohoywkd mAaioto. H oVvBeon eivar évag ave§dvtAntog
Onoavpog TANPOPGOPLOV KAL HAPTUPLWY TTOV EVTAGOOVYV TIG TALVIEG OE Y WPO,
XpOvo kat ouykewpevikd Sedopéva, mpooeyyilovtag Tov Kvnpatoypado
wg TNV kot €§oxNV cUHPOALKY) EKPPAOT) KOLVWVIKWY TACEWY, CUYKPOVOCEWY
KO LVATIPOCALVATOAMO UGV,

Tpetg GAAeg oTtopkég kataypadég Ba mpemet emiong va avapepBoiv.
Katapydg, avty touv Mapivov Kovooupidn (1981), n omoila €yet emiong
ayvondei. O Kovooupidng elvat 0 TpwTog LOTOPLKOG TTOV ETKEVTPWVETAL OTT)
oy€an ewovag, 1Yov, nfomolol pe okomd TN Snpovpyla KIVNUATOYPAPIKWY
otap. To BiPAio dev mapabétet mpoypappata tawviwv 1 Stadnpioets, kot
dev empével otov oknvobétn N Vv otopkn otiypn. Eivat amokAetotikd
ETKEVTPWHEVO OTO TPOOWTO, TO CWHA KOl TNV eKPpaoTkOTNTA KAEOE
nbomotov, pe daitepn épdaon oe otap, 6Tws 1 AAikn BouvyloukAdkn, n
'EAAN Aapmétn (v tig omoieg €xet ekdwoet Slaitepa PAia), aAAd kot ) Zwn
Adokapn, o Anptpng Hamapryand, o Nikog Kovpkovlog, k.&. O Kovooupi-
NG wotdoo empévet kat otig «Amotuyieg kat [IpoomdBetes», divovrag pa
evliapépovoa meptodordynon.

Tnv S emoy, [oxeTkd pe Ta TéAn g dekaetiag Tov 1920],
TopATNPElTAL {HLot TEOT) Yot HEAETN) KOL ETUOTHAVOY TWV TPO-
BANp&TwY kat Twv SuvatoTHTWV Tou EAANVIKOD KIVNRATOYPA-
¢dov mov Ppioketal oe pa kaipa kopmn ™G €§€AENS Tov. To
1927 onpadevet To TEAOG TG TPOLOTOPING TOV KAL TNV apyN) HLag
ooPapdtepng TPoomdBelag Yo OpyAvVwoT), CUOTNHATOTOINOT KL
emkpdTnon (Kovooupidng 1981, 21).

H Siepedivnon twv emtuytwv tov eEAANVIKOU KIWMHATOYpAdOU yla ToV
Kovooupidn eotialetat kat &AL 6TV QUTOVOUNON TNG EKOVOG TOU TPOCWTTOY
Twv nlomowwv amd v Ttawio kat ) Snpovpyla ‘wdaApdtwy mou avti-
TPOOCWTEVOLY TNV SEATT) EKOVA TNG KOLVWVIAG YLt TOV £auTO TNG. «OtnBomotoi»,
ypddet, [tng Sekaetiog Tov 1960], avadewviovrat o «vdaApatar, yivovtat
«eldwha». Xtnv kopudr) mévta 1 AAikn BouylovkAdkn mou eivat 1 povadiky
otap, pe Tig SteBveig mpodiaypadég, oty EAAGSa» (Kovooupidng 1981, 97).

O Kovooupidng kAetvet tnv kataypadt pe tn pedayyoikn dariotwon
Yyl T0 TEAOG TWV TP 0T SEKAETIO TOV 1970, UTOTUTWVOVTAG «HLat KPLOLH)
kapmy, po Tepiodo avakatdewy, TPOCAPHOYWY KAL AVLY VEVCEWY, HITai-
vovTag o€ pla katvovupyla ¢pdomn TG otoplag Ttouv» (1981, 246). Lxedov
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elkool Xpovia HETR, TO 1997, 0 KPLTLKOG kivnpatoypddov Nikog Devék
MukeAibng Oa ekdoet ™ Ok Tou mpooéyylon oTOV KLvMpaToypddo,
Stebvn kot eAAnviko. To BifAio Tov, mapd TNV cuvtopia TOv, AmMOTEAEL
NV TPWTN CUCTNHATIKY Tpoomdbela yw T pehétn ™G Stapdpdwong
Eexwplotwy  elddv  otv  woTtopikny  €§EA&n  Tou  kuvnpatoypddov
-pehodpapdta, tawvieg nboypadikég N dovotavéldag, povlkal, dap-
cokwpwdieg 1 TEAOG Ta «pkTé» aoTikd Spdpata. Me Pdon ta €idn
avtd, o Devék MikeAidng SnAwvet dtu

o PifAio autd amomelpdtal, AmoO A TPOCWTIKY TAVTA

okomd—ev pmopovoe va yivel aAAws—va dwoet po 660 To

Suvatov mo odatpikn ewdva ™G eEEMENG TOV KLpATOYPG&POU

ot xwpa pog. O kabévag pag €xet oiyovpa ta Sikd Tov yovota

Kkat TLG dukeg Tov emhoyég. EAnifw povo 1 e§lotopnon avty, g

mopelag Tov kvnpatoypddov pag, va Sumvioel péoa 0ag TO

eviladépov yla va Seite oplopéves tawvies, eite an’ auTtég Tov

dev étuye oto mapelOoOV elte Tarvieg mov yla Stdpopoug Adyoug

TPOOTEPAOATE PLacTikd (2005, 7).

O Mwkelidng ypddet Tnv toTtopia Tou dTaV Ol TEPLOTOTEPEG TALVIES YL
Tig omoleg pthdet PAémovtav otnv Thedpaon kat 1 aiobnon ™g peyding
000vng, ™G owoyevelokn €§680V Kol TWV TOMTIKWV KLVNTOTOWOEWY
amotehoVv  avapvioel vootalywol mapel@ovtog. H adnynor tov
emkeTpWveTaL 0N otadtak Stapopdwon Twv eldwv oe Stapkr Stdhoyo pe
TOV VPWTAiKO kKot Taykoopo kivnpatoypddo. H meptodordynor tou elvat
TLO PEVOTY KAt 1 pa emoy) ovveyiletatl péoa otnv GAAN pe v emPiwon
€8V TWV TPONYOUpEVWY SEKAETIWV 1 X&pn oTNV emtTuXNpévn tdtomoinom
TOUG OO HETAYEVECTEPOUG OKNVODETEG. AeV eTPEVEL O TPOTUTA 1) TUTTOUG
Tapaywyns kot Stavopng, oAAd avtipeTwmilel ™V Kvnpatoypadkn
yAwooa wg pra £§080 amd TNV moMTiopk) artopdvwon Twv Bakkaviwy kot
™V epunveveL wg pia povadiky cupPoAn otn StdmAaon avtold Tov ovopalet
«Evpwmaiky) ouveidnon» (2005, 136).

H wotopwr} kataypadn mov wotdoo eyxwpilet ya v aptidotnTa
™G TPOOEYYLONG TNG, TNV KWNHATOYpadK] TNG aodnTiky kot TNy
ETHOVY] TNG OTNV OTOPIKY) OvTOoAoyla TnG ewdvag elvar ekelvn g
Aylaiag  Mntpomovdov, pe titdo EAnvikds Kivnuatoypdpos (1980,

2006). H Mntpomovlov eivat n poévn wotopikds mov mpooeyyilet Tov
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eA\NVKd kivnpatoypddo amd tov poro mou dwadpapatilet o autd TOUL
amokalel «afvocaléa appovia G avBpwmivng Vmapéng» (2006, 36).
Adoppwpevn amd T OBewpila tou André Bazin ywa v ovtoloyla g
dwtoypadwns ewdvag, 1 MntpomovAov oTNV LOTOPLKY NG KATAYpAP
emuyelpel va aviyvevoet ) oxéon tov EAAnva oknvoBétn pe tov xpdvo, tnv
k{VNON KoL TOV YWPO WG UTAPELAKEG TTAPARETPOUS AUTOTPOTILOPLOROY KoLt
ovpPolra avtoyvwoiag mov TpoPaAlovtat «<ktynpatoypadptkd» atnv o8ovn.

Kd&Be téyvn eival otn Pabitepn ¢ avdAvon, éva mpooyédio

abavaoiog, enPiwong. O kivnpatoypddog eivat 1 téxvn mTov

dépvel autnv ™V embupia oTO MO TEAELO, YL TNV WPA, ON-

pelo mpaypatomoinong, mov ToApd va pi&et ) yédupa avipe-

00 OTNV TPAYUATIKOTNTA, 0TV TwpLvr {wh Kat v TpoBoAr

™G, TV avtavakAaon ™G o éva okoTewvd aféfato péAAov.

M vmoouveidntn aAld Oyt ywa ToUto Atydtepo TOAUTIHN

OUYKEKPLLEVOTTOINOT) TOU TAATWVLKOY OpLopoy NG Vmapéng

HagG, ToL YU auTo akptpws ocvykivel, auykAovilet tov Beatr) pe

Suvapn ™g AavBdvovoag pimong (MntpomovAov 2006, 36).

H ovtohoywr) tng mpooéyyton eatidletal ot Stadikdota petapdpdpwong
TWY TEYVOAOYIKWY KAULVOTOHLOV TOU KIWNHATOYPAPOU amd SladopeTikovs
oK1 VODETES, KIVNPATOYPAPLOTES, oeVaployp&doug, nNbomolovs kat Tapayw-
yoUg og kaAAtex vikn katdbeon pe amotéAeopa Tr oVVOeST OAWV TWV ETLUE-
poug Katabéoewv o auTd OV OVOpAleL «XXOAN Twv ABNVWHV».

‘OAot ot ok1VoBETEG AUTNG TNG OYOANG, 0Tadol TOU APEPIKAVIKOV
KLVNHATOYPA&dOU, ETNPEATHEVOL EVTOVA ATTO TO VEOPEAALOHO,
gxouv plav aioBnon mAaotky, pa oVvvBeon {wypadikng, mov
amopevyel TV evel§ila TwV «PpovTi» kat TNV eukoia Tou «dAag
HTTOK» KOL O OLVTLIKELHEVIKA POHAVTIKOG TOVG PakdG ouAAapPdvet
TI§ o TOAAEG Popég ewdveg TG (wnS aubevTikég, paptupie
¢ vootpomiag Tou EAAnva (Mntpomodlov 2006, 201).

[Mapd v emonpavon avtr), 1 Mntpomovlov mapadéyetat dtL «moAAol
Alyot oknvoBéteg akololBnoav Tn ypappn autig TG oXOANG» Kol TwG
petd v emrtuyio tov Kakoydvvn n eAAnviky) mapaywyr YEHLOE «KaKEG
amoppnoetg s ZréAag kat pe tawvieg epwtikng Blag—kat apyodtepa topvod—
mov €BAapav apdvtaocta Tov kivnpatoypado pag» (ibid.). Opyavwtikn apyn
™G adnynong g amotelel woTdOO N EMONUAVON TWV OKNVODETWY OV
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katopBwvouv va Souv 1} va Bpouv «avBevTikég etkdveg TG {wiig» (2006, 201)
MoAovétioto tedevtaio pépog tou BifAiov n adrynon Staomdtal o keddAaia
mov Ba propovoav amd pova Toug va amoTeAoVV EEXWPLOTEG HEAETEG, AAAL
Xwpig opyavikn cVuvdeon pe To keVTPkd emiyeipnpa Tov PiAiov, To €pyo TG
Mntpomovlov mapapével pLa povadikr amomelpa ovvOETIKNG EppnVelag Tov
KLMHATOYpG&POoU wG epmelplag Tov emavanpoadiopifet To ovtoloykd elvat
kat v vrapglakn ocvveidnon tov EAAnva Bsaty.

ATo ta evoylwooa kelpeva Ba nBeda va Toviow TN CUVTON LOTOPLKY
kataypadn tov Dan Georgakas (1988) kat tnv amdmelpa touv LTpATou
Kwvotavtividn (2000) yia pra moAd mo ouykekpipévn meptodoAdynon.
Kat ta 800 ovviotolv moAd eviiadépovoes katabéoelg oe pla mpoondBeta
katavonong ™G e§EAENG Tov kKivnpatoypadcoy HEcov Tomkd Kat SteOVikd.
O Georgakas emmAéov emiyetpel pa ovoTnpatiky pHeAETN TOou TPOTOU pe
ToV omoio To TPpwTo eAAN VKO PAp [k6APw (1914/15) Tov Kwota Mrakatdpn
dnpovpynoe v ekovoloyia prag tdtaltepng avTiAnPng g KOLVWVIKNG
Kot TOMTIKAG TAUTOTNTAG Tou voBétnoav oe mOAAamAEG mapaldayég
Stadoykol 'EAANveg kuvnpatoypadlotés pe kopVdworn tov Olaco (1975)
touv Ayyeldmovlov.

M ovotnpatiky kataypadn daivetat 6To amokAetoTikd StadikTvakd
e€dtopo épyo tov Tpudpwva TlaPdAa, Greek Cinema: 100 Years of Film His-
tory 1900-2000 (2012). O TClafdAag ekmovel éva adobavpacto eyyeipnpa
ToAvpaelag kat totoptodipiag, pe okomd OTws dNAWVEL va TAPOVCLAoEL o
«XPOVOAOYLKY) OEPG» pLar 660 TO Suvatod To «akptPr) Tapovoiaon GAwv Twv
EANVIKWYV TOUVLOV» TNG TAPAYWYNG TOUG KAl KPLTIKNG TOUG TPOSANYG,
pe ovvTopeg meptypadés tTwv vrobéoewv Toug. To titdvio autd épyo eivat
anotéleopa tepaotiov pdyBov adol ouykevTpwvel aBnoavptoto vAkO amod
T AHEPIKAVIKG apYElQ KO ETTLYELPEL LA TTPOTWTILKT) TTEPLOGOASG YN OT), ATTOPED-
YovTag watdoo omoladnmote epunvevTKy) TPooéyyon. Tnv (dua otédon eiye
TPWTOG akoAovdnoet o Anpntpng KoAtodnpog (1999) otov Sikd tou Onoavpod
™G eAANVIKNG PtApoypadiag, ywpis emiong eppnvevTKES adLWOoELS, av Kot
oxedov mavta katopBwyvel va emtAvoet pe emiTuyia To {TNpa TNG HETEDpaoNS
TwV EAANVIKWY TITAWV o€ ayyAkovg.

H ektevng pedétn tov Melvin Schuster The Contemporary Greek Cine-
ma (1979) amoteAel £va povadikd VTOKOUHEVTO OUCLAOTIKA TOU AEYOpEVOU
Néouv EAAnvikov Kuvnpatoypddov katd ta €1 ™G LeYaAVTEPNG AKHNS TOV,

pe emikevtpo to €pyo tou Ayyehdmovhov. Onwg dnAwvet o dog, Eypae
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TN peAéTn Vo TNV empela «d€0VG Yyl Ta eTLITEVYHATA TWV VEWV EAAvwy
KLYNRATOYpadLotwv» (1979, 5) 0tav emokédtnre v EAA&GSa yia €8 prveg
70 1976. To PiPAio dopeitat yopw amd cUVTOpES TEPLYPAPES TWV TALVIWYV, HE
oUVEVTEVEELG KL TPOOWTILKOUG O OALALTHOVG YO ATOHX, TTOALTIKEG KATAGTA-
oetg kat tdéeg. H Siaitepn onpacia tov BifAiov eivat 6Tt pag divet pia etkdva
Twvduvapewv mov emnpéalay Tnv eEAANVIKY TAPAYWYN KATA TA TPWTA X POVLL
™G petamolitevong, divovtag yla mpwtn $popd Epdaor 0TOV TEPARATIKO
kivnpatoypddo tov @avéon Pevt(n kat tov Kwota Xdrka, Stevpvvovrag v
adnynon pe kepahata yla peptkd amod ta pAEyovta tdeooyikd epwTRpaTA
™G eMOYNS, OTwG ekelvo ™G mepipnpung «EAANvIkdTTAG» 1) TNG TOMTIKNG
«OTPATEVONG» (1979, 165-170). ITapd Tig eAheipets kat kKupiwg TIg Tapaleipelg
™G, N pehétn mapovoldlet peydAo oTopkd KAt TOATIKO evOladEpoV,
Wlaitepa av vrodoyiooupe OTL Yp&dpTnKe ATO KATOLOV OV YVWPLlE WG TOTE
eldylota ya tov eAANvikd kivmpatoypado.

‘Enpene Opws va meploovv apkeTeg OEKAETIEG HEXPL VO UTOPECOVHE
va  okepToVpe adnpnpéva mAvw oTtov eAANVKo  kvnpatoypddo, va
EVVOLOAOYIKOTIOL)OOVHE TIG QPYEG TOU KAl VA TPOPANUATIKOTOCOUHE
™V otopkr) touv €§EAEn. e autd ocuvéPale n edatpetikn pEAETN NG
AVdog ITamadnpuntpiov ya v avalymon tavtdmrag Twy eAANVIK®Y
knpotoypadikwy omovdwv 1 omola  emiyelpel pa  amoTipnon g
TEPLOSOAOYNONG TOU KIVNHATOYPAPOU, ETUEVOVTAG OTNV AVATTUEN Kot
epdavion ouykekppEVWY 8wV (povatavérra, Gidp-voudap, povlkal, k.Am.)
kat a§loAoywvTag TG eTpéPous oulnTNoELS ya TV avartuén Tou Aeydpevou
«Bvikov kivmpatoypadouv». H Iamadnpntplov cupmepaivet otu:

AvapdiBora o eMnNvikog kivnpatoypddog lvat To amoTéAeapa
TOAAXTAWY  HOPPOAOYIKWY KOl  TOMTIOUKWY  EMOPATEWY.
IMap&AAnAa €xet xpnotpomomPel yix va ekdppdoet TOAAXTAEG
deohoyleg kat eviote va  €§UMNPETNOEL  CUYKEKPIUEVX
ovpdépovta. H eBvikn tov tavtdmra emopévwg dev mpémet va
BewpnBel w¢ eviaio aA& wG To amdToko pLag ToAAaTASTTAS
TOPAYOVTWY TOU OUVEKALVOLY OF ML CUYKEKPLHEVT) XPOVIKY

OTLYHN KOL HECQ OE CUYKEKPLHEVEG HOPDES (2009, 74).

Moapd ¢ k&moteg emdpurdgelg mov Ba propolvoe k&molog va ekdppaoet
y to Oépa to €Bvikoy kivnpatoypddov N aKkOpa KoL YL TI OYNHATIKY
Stadopomoinon petadld pwpéwng kot eAAnvikng tavtotntag (n eAAnviky
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tavtoétta vmnpse mavtote moAvonpn), To kelpevo g Ilamadnpuntpiov
dnpovpyel éva adalpetikd mAaioto ov(nTHoEWV Yl TG apXEG TAVW OTLS
omoleg Ba mpémet va onpiletat 1 owouvdn tou kuvnpatoypddov kat Oeomi-
(et mAaiowx avalntioewv ta omola Bo mpémet avappiBora va akoAovdrn-
oouv ot véot pelemntég. To epwmpa mAéov Ba mpémel va emukevTpwdel
ot Snpovpyia plag yAwooag yux ) peAéTn G LoTopiag Tou eAANVKoU
kLnpatoypddov, mov va avtAel Tn onpactoloyia TG amd Toug KWSIKES, TN
onpetohoyia kat TG cUVOETIAKES TAPAPETPOUG, OTTwG Stapopdwbniav kat
oTLypn) mov Stapopdbnkay and to Snpovpywod davractakd twyv EAAMvwy
KLVUXTOYPAPLOTWOV.

[Ipog avtyv v katevBuvon, dnAadh g Béomiong plog yAwooog
mov avadépetat otnv Sopopdia aAAd kot TN SaloywkéTnTA TG
KLvnpatoypadtkng epmetpiag cupPaAdet kat 1 adloonpelwt) pelétn g
Moapiag ZtaoowvomovAov (2012, 132), 1 omoia emavampoodopilet Tnv
meptodoAoynon, evowpatwvovtag egeMEelg NG YEVIKOTEPNG TOALTIKNG
otopilag (1930-1940), TOUG VEOUG TPOTOUG ELCAYWYNG, OLAVOUAG Kot
Tapaywyns (1940-1960) kot TEAOG Twv amokAioewv peTall YPOVIKWY
ety kot TOALTKNAG 1) TOATLOpHIKNG totoplag (1960-1970). Tlapd Tig
eTpEPOVG eTLPUAGEELG OV pTTOpel KATTOLOG VA €XEL Yl TPOTEYYIOELS TOV
KLVNUATOYPaPou amd mTaykOopLia TPOOTTIKY 1) atd oVANOYLKEG ATOTELPES
mov ovvNBwg oTepoVVTAL €VOTNTAG, TO KElpeEVOo TNG ZtaootvomovAov
wpémel va AndOel coPapdtata vmoyn Saitepa otav ocu{ntape ya v
auToaVTIANYN TwV EAANVIKOV Kivnpatoypadkwy omouvdwv mov dailvetat
TwG €xovv mAEov evnAtkiwOel.

Mua apytkr) avaypoadn

O eMnvwéds kumpatoypddog Gpxloe péoa amd TG €MIMOVES Kol
adeTNPLAKES ATOTELPES HLAG OEPAES KiympaToypadlotwy va kaAvpouv To
XPOVIKO KEVO amo TNV AVAyEVvnon HEXPL TIG APYEG TOU ELKOOTOV QLWVQ,
voBetwvtag kat peteykApatiCovtag TNV TpoomTikn wg OepeAddn pébodo
Tou opdv kat Ttouv ¢aivesBal, Omws mpoodloptl{dTav ATO TNV KEVTPLKN
TEXVOAOYIKY KOLVOTOpia TNG VveoTepkdTNTaG, TN GwToypadkr KApEPA.
Eivat yapaktnpiotikd 6t ot adeddpol ['altddn Nrav madid evog and toug
ONHAVTIKOTEPOUS PwTOYPAdPoUG TOU TEAOUG TOU I9%° auwva, OTwG €miong
otL ot adeAdol Maviakn Eekivnoav wg pwtoypddot péxpt va avakalvypouy
™V kvnpatoypadikn omtiky. Xpeldotnkav moAAEG Sekaetieg womov ot
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KLVNHOTOYPadLOTEG Vo pmtopéoouy va petafdlovv otadiakd ta kuplapya
OTTIKG KABECTWTA TNG ETOX NG, VX KLV OOLV TNV KAPEPA KAl VO SMLLOVp Y oOuY
OTTIKY YwVIQ, VO EVOWHATWEOVY TOV X0, Vo ato&AAovv T BeatpikotnTa,
VO QITOKTHOOUY Hiar VEa aloBnon Tng umokpLtiknig TEXVNG kat TEAOG v
KATAOTHOOUY TNV €KOVA VA QUTOVOUO UAKO OHOIWHA TOU TPAYHATIKOU.
To emitevypa dev fjtav povo texvoloykd, aAA& kat poppomAactikod, Sott
énpene va SnpovpynBovv véol TPOTTOL OTTTIKNG ETAPNG HE TNV EUTPAYHATN
epmelplo kat va emtvondel 1 katdAAnAn andotaocn tov PAéppatog amd to
opatd Spwpevo.

H avtovopia ¢ kivnpuatoypadkiis €wovag Kot TnG «KLVNpHoTo-
ypadtkdTNTAG» WG £18tkoV TPdTOL TOV OTTIKOV oKETTTEGDAL ETTLITUYY&VETAL,
omwg ovotnpatika enedelée kat anédelée o Jean-Luc Godard, pe t otadt-
akn eMKPATNON TOV HovTd( w¢ «ouvleatakov epyaleiov» (Witt 2013, 3) g
ewovag. Meletdvtag to povtal pmopovpe va ypdpoupe v totopia TOov
kunpatoypadov, Oxt pOVo o€ ATAY] CUOYETLON HE TEXVOAOYLKE, KOLVW-
viodoywka kat tdeoloykd dedopéva ekTOG NG KIVHATOYPADLKNG ELKOVAS,
al& pe Ti¢ ou{ntoelg petadd Twv eOVWY Kot e pio Slapkn Kol ouoTn-
patwcn e€€Taon Twv ovveTELWV TG Bewpliag Tov povtal amwd toug Eisenstein
kat Vertov (Witt 2013, 2-9). To povtal dnpovpyel To omtikd medio pe toug dt-
KOUG TOU KAVOVEG Kat a§oveg. Omwe mapatnpel évag and Toug TAEov ApTLoug
vpoTtéYveG TOu povtdl, o Pofrpog MavBovAng, To povtal Snpovpyel pa véa
Stdotaon omTwoOTNTAG YLati «auTd mov BAEmoupe Sev elvar 1) pia etkdva peTd
™V &AAn. Eivat dvo ewkdveg kdvtpa otnv GAAn. Kat ot dvo etkdveg yivovrat
plo. 'H, av BéAelg Adokade Xepykél, PAémovpe tnv abéatn ewdva mov
yevviétat and tnv ovykpovon avth» (MavBoVAng 2015, 29).

Ot moAvmoiktheg mpoom&Beleg ya va SnpovpynOel n kivnpatoypadikn
OMTIKOTNTA KL VA  KOTAOTOVV epdaveis ol abéateg ewoves g tatviag
kapmTodopnoav poévo dtav texvohoykég e€eAiels, opyavwtikég mpoimobéoetg
kat awontkés avalntioelg odfynoav oty otadakh ovveldntomoinon
™G auTtovopiag Tou Kumpatoypadwoly PAEHHATOS pEoH amd Tn HeAETN
™G vAwdTTAG TNG amoTtumtovpevng ewovag. H dadikaoia dpytoe pe v
Aotépw tov T'altadn. Ztnv tawvia vtdpyovv 8vo oknvég omov 1 kapepa Sev
kataypddet amtAwg to Tt yivetar, aAA& petatpémetal 1 (Sla oe cuvTeAeoTY
VONpHatog kat ouykivnong. Otav o Tpwtaywviotng TEPTeL o€ Evav YKpepo, o
Faltadng otepwvel ™V K&pepa T&vw 0To KEPEAL TOV TLOTOV TOU OKVAOL Kt

™V meploTpédel Tavopapkd oto mtepPdAlov tomio, emtyelpwvTag va deiget
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™V adtadopia g $pvong oto avBpwmivo Spdpa. H &AAn oknvn evromiletal
omv TpéAa ™G AoTépwg, Otav yw va katadavel 1 Satapaypévn
TPAYHATIKOTTA TOU VOV TNG, 1] KAHEPA KLVEITAL OTTATHWSIKE SlaoTtyvTag TNV
evotnta Tov e§wtepkov kdapov. Me tov I'altadn dnpovpyeitat n Tpwtn téon
Tpog T Stapdpdwon onTknG ywviag, péoa and tnv omoia o Beathg kaAeitat
va eLlo€ABEL 0TV €KOVA, VA YIVEL OUCLAOTIKA CUHHETOYOG 0TO Spapa, va det
NV TPAYUATIKOTNTA pHECA amd To Ppakd Tou kivnpatoypadov. H kapepa
yivetat to pdti Tou péoa oV LoTopia, yevvivtag cupmdOeia kat EAeog yla Ta
TaONpaTA TOV AVATAPlOTAVTAL PHUNTIKE otV 000vn. H ppnten pavraocio
KQL TO CURTIAOYELY OUVLGTOVYV TNV TOMTIKY TOV pehodpdpatos wg eidoug mov
kalepyeitat aitepa avtyv v emoyn) pe ta épya tov ['aliédn, axdpa kat
T0 Adgvng kar XAdn tov Adokov, adlld cuveyiletal Kot HETE TO 1945 He TALVIEG
dovoTavérdag, aotikd Spdpata kot TENoG TIG Tatvieg Tov BaoiAn I'ewpylddn.

To devtepo Prpa yivetat amd tov I'wpyo TlaféAa ota Xetpokpotipata
(1944), pe TNV TOAY evdladépovoa evaldayn kivnpatoypadikng pubomiaciog
KAl TPUYUATOAOYIKWYV avapopwv, €va arlAnAodpactikd omtTikd malyvio
avapeoa otV Tpaypatiky {wr) Tou ATTik Kot 6To KLMUATOYPadLKO TPOoWTTELD
Tou wg otap. Avtn ) petaBdon v mpaypatomotel o T(aféAAag, xapn otov
dard tov Twvn NoPoak, pe tnv mpwtn popdr) «vrekovmdl», SnAadn, okodmipov
kat ovveLdNTov povtad, pe Toug nomotovg va kottdlovv amevBeiag TV Kapepa
N ™V kdpepa va apeotidletat amod to evrovo close-up, Stapopdpwvovrag va
ovelptkd mAaioto yla v totopia TG tawviag, kabws apyilet kat TeAetwvet pe
pa Bsatpr) oknvy (katd kédmotov TPOTo dmws o Olaoog).

O tpdmog pe tov omolo kivel Tnv kapepa o TlaBéArag, mote mapdAAnia
oto omtikd medio tov Beatr), moTEe VMO ywvia kat TOTE amnd améoTAON,
VTOSELKVUEL TNV TTPOOTADELY TOV VA TPOTSWOEL GTNV OTITIKY AVATAPATTAON
VONHO KO CUYKLVIOLOKO aVTIKTUTO, KATAOELKVVUOVTAG KEVTPLKEG DEUATIKES
kat VPONOYLKEG HEPLHVEG TNG oknvobeoiag wg oxdAo mavw ota Spwpeva.
Me tov TCaféAAa yivetatr katavonT 1 6TAdLaKY) QUTOVOUNOT) TNG EKOVAG
oYl WG <«PEAAOTIKNG» QAVTAVAKAAONG TNG TPAYHATIKOTNTAG, OAA& w§
avadepOpevNg o€ GANEG elkOVEG Kt Tpooeyyioelg otnv ottikoTtnTa. H oknv)
070 prap (mov emavadapPdvetar §vo popég) pe v TapdAAnAn kivnon g
kapepag Sev elvat amAwg €va oy OAL0 TAVW OTOVG XAPAKTPES, AAAL Kot Eva
apyelo avapopwv oe GAAeg Ttatvieg, amd Tov yeppavikd e§mpecoloviopo,
tov Charlie Chaplin, aképa kat tov mpwipo Eisenstein. Avtd Snpovpyel

po VEéa TPOOEYYLON 0TO GLAHL KL OTNV EKOVA, OTAV TAEOV O OKNVOBETNG
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dev pepvéd povo ylo TNV TPAyHATIKOTNTA KAl TNV mtapovsiacn g, oAl
yx v Tovia wg Gpipo-0€tng, dovAevovtag mdvw otnv laitepn omtiky
AOYLKT) TNG EKOVAG, TIG CUYKLVNOLOKES CURTTaPadNAWOELS TOV mise-en-scéne,
al& kat Tg TPooANTTIKEG duvaTdTNTEG TOU avOpWTLYOU HATIOV HECQ OF
oplopéva ypovikd meptBdpla. Ttnv tatvia auty), yo Tpdn $opd, 1 Xpoviky
SLApKELX TWV OKNVWV HIKPAIVEL KOl ETOREVWS 0 Beatng petafaivel amd
pta PuyxoAOyIKY) KATAOTOOT GTNV GAAN OE HLO CURTTUKVWHEVT] XPOVIKOTNTA,
™V omola B emavaldPet apydtepa ot kaAUtepeg Tatvieg tov o T{aféAlag
kat Ba ouveyioet pe povadikn evedia o Kakoytavvng.

Meta tov TClaféla, o I'pnydpng Ipnyoplov, o omoiog &pyloe va
mepapatiletal ouoTNPATIKE pe To GIAR WG VALY TToLoTNTA, elodyet Selh&
To povtal kat TN dumhotumiar (super-imposition) otTig Tawvieg Tov YVpw
ot TéAn ™G dekaetiog tov 1940. O Kékkivog Bpdyos (1949) yapaktnpiletot
and pa Sdpopdn mpooéyylon otnv kuvnpatoypadikr avamapdotao,
TAPAROPPOVOVTAG TNV EKOVA, TEPARATI(OHEVOG TAvw 0TO (dto TO PLAY,
ovpdpvpovtag oknvég kat Stapoppwvovtag pra emaAAnAioa popdwv kot
ovykwnotakwv tediwv. Téoo o T{aféArag oo kat o I'pnyopiov ovvéyioav
TOV TEPAPATIORS, pe kopUdwpa T tawvieg H Kddmkn Aipa (1955) ko H
Aprayn) g Iepoepovng (1956). e avtovg Ba mpémet va tpoatedel To €pyo TG
Moapiag ITAvtd, tSraitepa Svo povadikég tatvies, n Eda (1953) katn Aovkiooa tng
IMAakevtiog (1956), 6oV 1) EKTEVIHS XPNON TOU HOVTAL, TOU «PAag-prok» aAAd
Kal pa TpwTng popdng Tavtoxpovia atnv adnynon pe v cupmapabeon
EOVWYV OV KATAYPAPOVTAL aTOV (10 YWpo aAA& o€ StadopeTikég XPOVIKEG
OTLYHEG, AVTLOTPEPOVY TNV Kuplapyn avEpoKeVTPLKY) EVOVYPAp N TTPOOTITLKY)
KOL OLVOTPETOVY TNV TATPLAPXIKY] tepapXia TwV €KOVWY HECA ATO HIX
atoBntikn Tov yvvatkeiov PAEpHATOS.

Kata v emopevn Sekaetia, ot metpapatiopol Tov I'pnyopiov dlaitepa
malpvouv katvovpyta popdr pe ) dnpovpyia Tapallaydv Kot TOKIAOTEWY
™G 10N Swapopdovpevng kivnpatoypadwns popdng. Tawvieg dnwg 201 Ka-
vapivia (1964), Atwypds (1964) kot kupiwg to povadwkd Gpip voudp Apgifoliss
(1964), O0mwg kot to Tpovuma 67 (1967) amotelovv e§atpetucd delypata
AVOOTOYXAOHOU KO KPLTIKNG auTto-Bewpnong mov odnynoav otadiakd otnv
OAOKANpWOY KAL TNV TTWOT) TOU EMTEVYUATOG TNG TPONYOUHEVNG ETOXHG.
Tnv dua mepiodo, 1 kivnpatoypadikr) yAWOoo ATOKTE VEQ CUYKLVNOLOKG
OTPATNYNHATA, TPWTA HE TNV EMTUYNHEVI] EVOWHATWON TOU NYOU WG
oyoAiov 1 wg epdatikomoong g dpdong. H povowkr) tov Mikn @eodwpdkn
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ya mapadetypa oto EvmoAnto Tdypa tov T'kpeyk TdAAag (1953) amotelel
TNV TPWTY AELTOUPYIKT] CUYXWVEVOT] KOl EVOPHOVLON NYOU KAl ELKOVAS,
adov Tta kuplapxa TUHTAVA KOt TVEVOTE EVTEIVOUV Kol ETLOELVWVOUV TN
kuplapyn atpdodpatpa anwlelag kat vootadylag. Tnv da emoyn, otav
apyiet n kuptapyia Tov Eyypwpov GLAp, 1 ekdva yivetat €vag «SUokorog»
TOTOG AoV 1) EVTAOY TOU XPWHATOG YIVETAL QUTOOKOTOG Kat vtookeAi{et
™ ovvatoBnotakt) odokAnpia ™G ewoOvVaG. Ao TNV TPWTN £yXpwpn Tatvia
Ipwtevovatavikes Iepiméteies (1956) tou T'dvvn IletpomovAdkn péxpt v
véa avtiAnyn tov ypwpatog mov BAémovpe otnv tawvia Mia TpeAdy Tpeddr
Owkoyévera (1965) Tov Ntivov AnpdémovAou kat Tov e§apeTikd adLleGTIATHEVO
BoAd ypwpatiopd tov I'iwpyov ApPavitn omv Tawvia tov AaAiavidn Avrol
mov piAnoav pe Tov Odvaro (1970), TapATNPOVRE HLa EVTOVOTEPY KATAVONON
NG LOTOPLKOTNTAG TG EUTTELPILOG TOV XPWHATOG TAVW aTn GtApiky) etkdva. To
pétL tou Beat) ek-audeveTal yla va BAETEL TO YPWHA WG TAPAYOVTA VOTHQ-
ToG kot ouyva dpdong: autod emyelpel o Kwotag Déppng pe TIG povoypwpa-
Twkég Sumhotumieg ot Oévigoa (1974). Me tov Niko NikoAaidn kat tnv avtt-
tawia Ta Kovpéhia Tpayovdav Akdpa (1979), KOpupWVEL TNV LOTOPKOTNTA TWV
XPWHATIKWVY €vouvalodnoewy adol To ¥pwpa KLNnToTotel TV toTopla Kot
yivetat autdvopog delkTng cuVaLoBNoLaKoD AVACTOXATHOY, HIX TTPOGEY YO
oV KopudwveTat Kat (owg StaAvetat pe Ta yewdn xpwpata tov AyyeAdmou-
Aov oto MeyaAé€avdpo (1980).

AvTtdG woTdo0 OV ekpeTAAAEVTNKE 0TO €makpo TIG Aettovpyieg Tov
povtal nrav o Kakoyidvvng pe to Kvprakdtiko Zdmvnpa (1954) kot tn Ltédda
(1955), TALVIEG EGTIROUEVEG GTN SUVALKY KLVNTIKOTNTA TNG KAPEPAG KOLL OTN)
SuvaTdTNTA VO ATOTUTTWVEL, VO OTTOKPUTITEL, VO ATTOUVIHELWVEL KAl TENOG
va ouvvelpel etepoppubpeg Spdoetg emi TG kiynpatoypadikis EwOVag.
H edapetikn xpnon tov povta oto Kvptakdtiko Evmvnua, and tov Italo-
Awyvmtio AAeBile Opdavédt, Bpioket TNV kopUdwor| TG otV Tpotelevtaia
oknvh ¢ ZtéAag, kétw and tov pakod Tov Kwota Ocodwpidn, oe éva avtt-
OTIKTIKO pOVTA(, pe Tov X0opo TwV V0 TPWTAYWVLIOTWY, 0t SladopeTIKO
Xwpo, oe dtapopeTiky) atodntikn Stdotaon kat o€ StadopeTikd Y0oVATNHA.
H oknvn amotedel v mptn kivnpatoypadukr gestalt tng omtikhg epmelpiag
omv EAA&GSa kat dnprovpynoe v dwadopomomoipn pATpa yia 6Aoug
TOUG TELPAUATIOPOVG, TA TPOTWTIKE OWHATA KO TIG KPLTIKEG AVALPETELG
Tou akoAovBnoav péxpt onpepa. Avtd odnynoe otnv olokAnpworn Tovu

KLWNHATOYPAdov wG e8Ik YAWOTAG PLE OKOTTO TN HETAPPAOT) € ELKOVEG KOLL
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TeEAKA O€ KLVNUATOYPAPIKOTNTA TNG KOLVWVIKNG ERTELPLAG, TOV TPOTWTILKOV
Puylopoly Kot TNG QTOHLKAG atoONTIKOTNTAG KAT& TNV EMKPATNON TNG
KATUTOALOTIKNG VEOTEPLKOTNTAG HETA TOV AgvTepo [Taykdopio [ToAepo.

Me t1g Tavieg auTéG, 1) KOV AUTOVOUELTAL KL OL OKNVOBETEG ATOKTOVY
™ SuvatdtnTa va emedepyaoTovV To AR WG PNTPA TAPAAAXY®V, KETL TOV
mpaypatomoteltat déka X povia apydtepa, pe v tawvia I1pdowmo pe [1péowmo
(1966) Tov PoPripouv MavBoUAn, atnv omola 1 ektevrg xpron ¢ SurAotumiag,
TOU QVTLOTIKTIKOU PHOVTAY KAL 1] ATOOTTAOUATIKY aprynon vrodnAwvouv ott
€yovpe Ndn mapel Tov Spopo yx pia StadopeTIKY TPOTEYYLON 0T popdN
kat Ti§ poppomraotikég Suvatdtnres. Idiaitepn onpacio amoktd pe Tov
MavBoVAn avtd mou o (8tog amokadel «ampoadéknto povtdl», dtav «pa
ewova eppavifetatr ekel mov dev v meppévelg» (MavBovAng 2015, 84).
[Tdvw oe tétoleg ampoodoknTteg okNVEG £0TI&{OVTAL Ol «EIKOVOTAXTTLKOL
mepapatiopoi» (ibid.) tavidyv dnws H Oéviooa (1974) Tov Kwvota Déppn, To
Aévtpo mov ITAnywvoaype (1986) tou Afpov ARSeAddn, ot KpvotdAdives Niyteg
(1992) ™ Twviag Mapketdkn kat To Mdovov ¢ Zwijs tov Taéeidiov (2001) Tovu
Adkn IawaotdOn.

Tavtoypova pe tov MavBoVAn, o Takng KaveAhdmovlog, o AAE§ng
Aaptavog, o Ztavpog TowAng kat o Nikog IMamatdkng avoilyouv tnyv
kvnpotoypadikr) GOppa PACLOHEVT) OTO HIENTIKO CURTTAOYELY, ATOSOUMVTAG
™V adnyNHATIKE CUVOYT), T CURTUKVWHEVY] XPOVLKOTNTO KO T YPORHLKY
akoAoubia. Xe autovg Ba mpémel va TpooOEToupE KAt TOUG HEYAAOUG UPOTEY VEG
Tov adnynpatwkoy kuvnpatoypédov, Baoidn Tewpytadn, Kwota Avdpitoo,
Ntivo AnpomovAo kat BePata tov TohvmAevpo I'idvvn AaAwavidy, Tov xpnot-
pomolovv GAAa ototyela TG OTMTIKNAG YPAHUATIKNG, OTwG TO GPAXG-pTaK 1) TO
apdionpo tédog ya va avoiovv v popdn: H Zrepavia ato Avapoppwrtiipto
Tou Aahavidn (1966) pe TG SV0 SLapopeTIKEG TEAKEG OKNVEG UTOSEIKVVEL
otL 1) TpOoANYm Tov Kovov yivetat mAéov o kaboploTkdg TapdyovTag péoa
ot opyavwtiky Sopn g tawviag. H ¢poppa katappéet ohokAnpwtikd wg
adnyNHATIKY KL OTTTIKY EVOTNTA HE TNV apXtkn cVAANYn tou Vortex 1y To
npdowmo g MéSovoag (1967) ard tov Niko Kovvdovpo—kat n e§€Aign g ma-
paywyng kat TpoPoAng g, TeAkd To 1978, elvar pa Eexwplath) totopia.

Kata évav evdiapépovta tpomo, and dmoypn meptodordynong, n ptlkn|
QAVATPOTIH) TNG EVOTNTAG ELKOVAG, Mise-en-scéne Kot TAAVOU YIVETAL TN OTLYHY
mov enPaAAetal  AwkTatopia Tov 1967, dtav TAEOV TEAELWVEL KaL 1) aoTabng
dnpokpatikn VoppdtnTa mov eiye emtPAnOel petd to téAog Touv Epduliov to
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1949. Méxpt v Avamapdataon (1970) Tou AyyedémovAov, 6Tav o oknvobde-
¢ enedepydletal ™ poppa 600 kat To oEVEPLO, pecoA&Pnoay Tpia ¥povia
avalnTNoEwV Ko TEPARATIOUW Y, (SLAULTEPA PLE TN PLARLIKT X POVIKOTNTA, OTIWG
daivetar oe Tavieg 6mwg Zidovéres (1967) tov Kwota Zwn, Avorytr) Emotols
(1968) tov I'twpyov ErapmovAdmovAov, To Kavivt kat T Andéve (1968) Tov Idkw-
Bov KapmaveéAAn, To Kopitot tov 17 (1969) Tou ITétpov Avka kat pe kopUdwpa
to Anoteia otnv ABjva (1969) tov BayyéAn Zepvtdpn, v tawvia-yépupa
TPOG TNV EMOHEVN TEP(OSO NG AMOAVTNG KLVHATOYPAPLKOTNTAG KOl TOU
kuplapyov ¢poppaAiopov atnv eAAnviKy Tapaywyn pe tov Aeyopevo Néo
EAAnvikd Kovmpatoypado.

Eidape 6Tt TO KkUplo €PWTNHA TWV TEPLOTOTEPWYV LOTOPLDV TOV
kunpatoypadpov vinpée n meptodordoynon. Edw, Ba el va emonpdvw
otL épa amd TNV mePLodoAdYN O, TO KEVTPO TNG LoTOPLOYpadLKNS adrynong
dev pmopel va elvat amAdg to avbaipeto opdonpo Sekaetiwv, aAld Twv
KOLVOTOHLWVY TOoV eladyovtat péypt va Stapopdpwdel 1 kivnpatoypadiki
OTTIKN, 1 PIAHLKY) YAWOOQ KOl TO ONHELOAOYLKO CUVTAKTIKO TWV TOLVLWOV.
Méypt to téAog NG dekaetiag Tov 1980, 6ty avadibnke évag véog Tpomog
avTIANPng TG eOVAg KoL TNG AVATAPAOTAONG, 1 TNAEOTTKOTNTA, O
doppaAloTedg kat 0 adnyNHATIKOS KLVNHATOYPadog Ppthoviknoav yua TG
TPOTIHNOELG EVOG KOLVOV, TO 0Tt0{0, X&p1 oTnV Tapéppaocn ¢ PvteoTarviag,
davnke va tpooavatoliletat otabepd mpog ™ pkpr) 000vn, elStd Kot PLETA
™V &Ppt&n ™ Wwtikng TnAedpaong to 1989. H tedevtaia kivnpatoypadikn
katvotopio B éABeL petd to 1995, pe Toug Kwvotavtivo I'dvvapn, Zwthpn
I'kopitoa, [epkAr} Xovpodyrov, Niko Ipappatiko, ['avvn Owovopidn kot
IT. A. KoVtpa, pe pia StadopeTiky) TPoaeyyLon TNV KIVHaToypadLk) ELkOVa,
Baotopévn otnv epmetpia TOUG ATO TNV THAEOTTTIKOTNTA KOLL TO YEYOVOG OTL
eldav TI§ TEPLoTOTEPEG KAAOOIKEG TALViEG 0TV TNAedpacT 1) atnv 086V
Tov vtohoytoty) Toug. O Ayyehog Ppavtlng pe v tauvia Polaroid (2000) Ba
emeKTEIVEL TNV TNAEOTTIKOTNTA PE TNV XPNON TNG KLVNTAS YndLakng Kape-
PAG PE OKOTTO VA EKONUOKPATIKOTTOOEL TNV TAPAYWYY) TAVIWV GAAG KOl V&
TEPAPUATIOTEL HE TNV VAKOTNTA EKOVWY TTOV AVKOUV TAEOV O€ HLa HETA-
KLNHATOYpapLKT) TPOGEYYLOT) 0TV AVATAPRTTACT).

EmumAéov, otnv apyr) g véag YtAtetiag avadubnke pa véa avtidnyn
™G kumpatoypapkdtnTag, Kabwg To omTikd mapeABév  kabesoavtd
avamaploTaTAl AVAOTOXAOTIKA KOl QUTOKPLTIKA, 0t Kwpwdieg onwg To
KMépa Bynke am’ tov Iapddeioo (2001) twv MuydAn IamaBavaociov kat
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Oavaon Pénma 1y pe v evovveldntn mapwdia kat avti-pipnon kplotpwy tat-
VIV, OTtwg N Avarapdotacn otnv Kivérta (2005) Tov I'iypyov A&vOipov. Meté
TO 2005, YiveTal pavepos EVag vTOppNTOG SLIAAOYOG TWV VEWY TALVLWY HE TO
etdohoykd mapeA®ov Tov kivnpatoypadov petadl 1950 kat 1990 Kal KATA
OUVETELR, OL CUYYPOVOL KIVIHATOYPaPLOTEG ava-Bewpoly To TapeABév wg
Sta-ptApkn emavaypadr), nAadn, Savel{opevot oknveG, Staddyous akdpa Kot
vmoBéoelg kat avaokevalovtdg Teg o€ pla Tpoomabeta va Swaovv pwvr) oTLg
OLWTIES, TIG Aypadeg oeAideg kat Tig vtekduyES TG totopiag. EmmAéov, autod
OV GUVOEEL TNV EIKOVA KA TLG TOLKIAWTELG HEOW TEX VIKWY KOULVOTOULWY eV
elval Hovo 1 avamapdotact cURPAVTWY, AAAE KOt OL CUVEYEIG CUYKLVIOLAKEG
ovpmapadniwoelg Twv ekovwv. To ocuvykivnolakd vrnédadog OAwv Ttwv
eAN VKWV Taviwv apdeltnke amd TV kuplapyn atcbavtikn atpoodatpa g
veoeAAnvikn§ epmetpiag, tn Stabeon kat ) Préodatpa dnpovpynpévn amod
To Tpavpa 1) kaAvtepa ta Stadoywkd tpavpata ¢ totopiag. H aAnbeia eivat
0Tt OAeg ot eAANVIKEG Tavieg, dlaitepa aUTEG TOV BEWpOVVTAL PERALOTIKES,
amnd v Kowvwvikn) Xarida (1932) tov XtéAtov Tatacdmovdov péxpt tnv Yoy
pabid (2009) tov [TavteAr) BovAyapn, mpoimobétovv xwpis va mapovatdlovv
EPPAVWG TO TPAVHA TNG LOTOPLAG WG «loTopla KAl PVApN/toTopia WG PVAUN»
AAAG Kot WG «UVAHN-KAL-TPAVU/ VPN -WG-TPAV», OTTWS SNAWVEL Y& TV
avtiotolyn mepintwon tov 'eppavikod kivnpatoypadov o Thomas Elsaess-
er (2015, 23). To mpoTaypa ™G PEAALOTIKNG ATEKOVIONG GUVOVAOTNKE HE
™ dtapkn mopovsia Tov TPAVHATOS WG GLUYKLVNoLakoU vtdBabpou o OAeg
TG EAMNVIKEG Tatvieg, amd Ti§ kwpwdieg Tov AAékov TakeAdplov péxpt ta
povltkad tov AaAtavidn. To Ot I'eppavol ZEavdpyovtar (1948), To provlkal
Tvpvol gto Apdpo (1973) kat o Ayyedog (1982) touv Twwpyou Kavtakouv{nvol
€xovv wg umtoPadpo v epdpVAta Stapdyn, TNV TPOodUYLA KAL TOV EKTOTLOHO
WG TPAYHATOAOYIKEG avapopeg péoa otnv cuvatlocOnolakn atpoodatpa
TOU TPAVHATOG.

To tpavpa Sev eivat pédvo atopwkr) Yuyohoytkn TpaypatikdTnTa, AAAG
kat ovAdoywn atpoodpatpa kat Stabectpotnta, adov kabopilel oyéoelg
Kal vooTpoTieg oe TOMTIKO emimedo. Akdpa kat Tavieg pe ToAV €vTovo To
tadkd pnvupa, dmws Mayukrj IT6Ai (1954) Tov KovvSouvpov, Zvvotkia to Ovetpo
(1961) Tov Ahékov AAegavdpdkn, aAld kat ) Hapayyehid (1980) Tov ITavAov
Taotov €xouvv v apyn Toug ota Stadoyikd Tpavpata TG MikpaolaTikig
Kataotpodng, s Katoxng, tov EpduAiov kat g petavdotevons. To tpadpa

ntapovotaldtay ywplc va avamaplotatal, ov Kol OTOLYEI TOU UTHPYQV
td
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TAVTOU 0T mise-en-scéne, OTWGS yla ToUPASELYHA OTNV TOPAYKOVTOAY KATW
and v Akpdmodn otnv tarvia tov Kovvdoupou kat tov Ahe§avdpdikn, aAd&
KOl OTLG AVAPVOELS TNG YEVLAG TWV TATEPWYV 0TV Tatvia Tov Taolov, wg da-
yeveahoyko tpadpa. H kivnpatoypadkr) 086vn Aettovpyovoe StmAd otig
eAMNVIKEG TavieG: TPWTOV Gvolye €va TOTo yla TNV k&Bapor Tov TPavpaTog
kat deUtepo peTaTONI E TNV TAPOUGLA TOU OTO YWPO TNG GCUANOYLKNG VNG

KL ETOUEVWG GTN) OXE0N TWV VEWV YEVEWV PE TO TapeABOV.

H ovvéxeia emi g peydAng o86vrng...

H ovyypadn wotopikwv apnynoewv ya Tov eAANvIkd kivnpatoypado
Bpioketat akdpa oe éva kpiotpo otavpodpopt. H vtapyovoa Bewpntikn okéyn
enti ™G LoToploypadikng Tpd&ng ovte apkeTd avaduTikr) elvat yia va meptypdpet
ETUTUY WG TNV KLVNHATOYPAPIKOTNTA, OUTE APKETG OLVOETLKT) YL VO EpUNVEVTEL
HE €YKLPOTNTA TNV KNpATOYpadkn epmelpia. Av Opwg amodeyTovpe
otTL 0 Kivnpatoypddog elvat pa oovel YAwooo Twv eOVwY pe TNV omola
HAOVLE, KATAVOOUHE KOL AVATIAPLOTOVLE TNV KOLVWVIKY EUTELPLR, TOTE yla VX
avTiAndOel kadmolog T $pvom kat TN Asttoupyia AUTHG TNG OTTTIKAG YAWCOOG Kat
ETOPEVWG TNV LOTOPLOL TNG, TPETEL VA HEAETHOEL KO EGETATEL TN YPOHHOTIKY KOt
TO OUVTOKTIKO TG, TI§ KAVOVIKOTNTEG KL AVTIKOAVOVIKOTITEG TNG, TI) OTHELO-
Aoyia kat T oNpactoAoyio TOUG, TOUG KWOLKES KOt TQ EPUNVEVTIKG TNG KAWOLE.
H wunpatoypadwr) totopia elvar avapdiPora éva apdAyapa empépoug
adpnynoewv: texvoloylag, kKotvwviag, ToAlTkng kot Weoloylag avapeoa ota
&Aa. Aev TpETeL WOTOGO VA TN PETATPETOVE OE UTOKEPAAALO TNG TTOALTIKNG,
KOLWVWVIKAG 1) TNG ToArTLopkng totoplag. Evaw eivar dAa autd, evéyet kat kdtt
Tapandvw, Vv wotopia g Stadikaciag ocvvBeong ™G Av dev emikevTpwOel
0€ QUTG O LOTOPKOG, Ba TpokVPeL pia eVTEAWS SLadOpeTIKY LoTOPLoypadtk)
oUVOEDT), TOV AVAPEPETAL TV AUTOVOHIO TNG KLVIHATOYPAPIKTG LOTOPIKOTITOG
Kkat Ayotepo oty e§&pTNON TNG Ao TA KOLVW VLKA TNG GUHPALVOpEVQ.

O Mark Cousins meptéypape autiv v mpooéyyton, akoAovBwvtag
tov otopwkd TéXvnG E.H. Gombrich, pe tnv mpotimdBeon dti évag oknvobétng
Snpovpyel pa popdn, Eva oxnpa, pa gestalt, Tnv omoia vioBetovv dAAot dnpt-
ovpyoi, taparldooovtagoplopéva ototyeia tng. Hiotopia tou kivnpatoypé-
dovvmootnpileteivar éva «<schema plus variation» (2001, 12), pa pop 1y 6uv TG
TapaAAay£€g TG, Tp&ypa Tov eMUTPETEL va TapakolovBrooupe pe akpiPeta
TOTE ELOAYETAL £V HOPPOTAATTIKO OY AL, HLE TOLX HETQ SLOAPOPPLOVETOLL KOt
Tw¢ petadidetat amd Tov éva kivnpatoypadtoth otov &Alo. Av Sovpe mdte
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etoayetat To povtal, n Sutrhotumia 1) to close-up, propovpe va mapakoAov-
Bnoovupe motot To WLomotovvTaL, TWG TO LETAAALTOOVY KAL TWG TO TOKIA®-
vouv péoa 0to Stkd Toug vporoywko cupmav. H mapakorovBnon avtr) pag
divet ™ Sumynpatikn ¢opd ywr va katayp&pouvpe TNV otopia TwV
petalhaywv g, oe Tomkd kat Stebvikd eninedo, Tpdypa mTov ouvioTd TNV
LoTtopla Tov KLvnpatoypadov.

H petapovtépva ¢pofia g peydAng adnynong €xet ovolaotukd
avtoegavtAnBel. Ot kivduvol twv TOAAATADY pikpo-adnynoewy elvat mo
TAPATANVTIKOL ATTO TOV TELPATUO TWV HEYGAWV aPnyNHATIKWV oVVOETEWY,
apoV emPdAAovy TV avtiAnyn €vOG ATOOTACUATIKOU, QOUCYETLOTOU
kat eTePOKANTOV TapeABOVTOG Xwpls Seopovg ouyyévelag, OUVEYELAS Kot
ovvemnelag. H pakpoadnynon cuviotd éva mpotaypa GuVOAKG KL CUVEKTIKNG
oupmepiANPng Twv eTepdTpOoTTWV Aoyobesiwy (discourses) mov dtapoppwbn-
kav SLaypovikd, pe TNV EvTadn) TOUG 0€ £V EPPNVEVTIKO OY T TTOU arvapEpeTat
ot onpeptvn avtiAnyn tov mapeABovtog. K&be otopikr) ouvOeon ocuviotd
pa avéyvwon touv mapeABovTog péca amd GUYKEKPLUEVEG KATAOTAOELG KOt
ovyKupleg oTIG omoieg PplokeTat 0 LoTOPIKAG: K&OE toTopLky) Kataypadr) elvat
PO KATOOTAOLOKY] AVAOUYKPOTNOY TOou TePABOVTOG, HETA Amd TOV VOU TOU
OoUYKEKPLHEVOL LaToptkov. Otwg éypade o R.G. Collingwood, o totoptkdg Sev
TpooTadel ATAWG VO KOTAVONOEL 1) V& AVAOVYKPOTNOEL TO TapeABOV, aAA&
v T0 yvwploet «Omws gpdavifovtal Ta tyvootolyeia Tov o€ auTd TOUTO TO
Tapov: To TapeABOV Tou dtkov Tov kOopoU 1) Tou ducov Tou TapeABOVTOG, TO
TapeABOV TOV GUVIOTE TO KUPLO AVTIKELLEVO TWV LOTOPLKWY TOV EPEVVDY, [..]
onwg avadvetal katevBeiav amd Tov kOopo mov Pwvet yipw Tov [...]» (1965,
102). 't va to emttiyet, B mpémet va evromioet Tig Sopkeg adetnpieg mavw
OTIG OTOlEG VL ESPAULWOEL KL VOL TKEAETWOEL TNV AP yNOT) TOV.

O Erwin Panofksy 8iékpive ) pelétn twv ekdOvwv oe «ElkovoAoyla
wG pébodo epunveiag Twv ewdOvw» kot oe «ewovoypadia, ws peBodo
meptypadng kat Ta§vounong tov» (1955, 30-34). H Stdkpion eivar e§atpetikd
XPNotpn, yati vtodetkviel dvo StapopeTicols opyavwTikoug a§oveg mov
pmopel va avaBewprioovy TV LoTopLloypadikt) TpakTk: Twe Stapopdpwdnrav
oL KLWNHATOYPAPKEG ELKOVEG KL TWG EPUNVEVTNKAV CUVIOTOUY  §V0
ouvdedpeveg, aAld kat TavtOypova autoTeAels mpooeyyioelg. Xto mapdv
Kelpevo Tpoomddnoa va SlaTuTwow po TPooEyylon TG totoploypadiag Tov
eAAnVikoU kuvmpatoypadov, TapakolovBwvtag Tt dnpovpyla NG OTTTIKNG
ToVu YAwooag, pe ) Skn TG ypappatiky, Bactopévn oto povtdd kat To dtkd
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NG CUVTAKTIKO, PACLOHEVO GTOV X0 KOl TO XPWHA. Le auTolg Toug dEoveg Ba
mpémel va tpoateBovv Tpetg véol Tpoodioplopol TG Néag Kivnpartoypadikng
Iotoplag, 0nwg mpoadiopilovtat amd toug James Chapman, Mark Glancy
kat Sue Harper, dnhadn n perétn g wotopiag g GApnG epmetpiag amod
TN OTLYHY TNG TAPAYWYNG WG TNV TPOoANYY] TG o SLadOpeTIKEG XPOVIKES
OTLYHEG, pe VEa OLalTtepn EUdaon o TPWTOYEVEIG TNYESG KL TEAOG, PLE pLa VEQ
KATOVONOT) TWV TAUVIOV «WG TOMTIOHIKWY SNHIOVPYNHATWY pe Ta Staitepa
popdpoloykd Toug XapakTnploTikd kat aoOnTiky, ovpmepthapPovopévwy
TOU OTTIKOU VPOUG KOl TWV OKOVOTIKWY TOLOTNTWY» (2007, 6-8). Ot Tpelg
avutég peBodoloywég mpoimoBéoetg eivat amapaitnteg yo ™ ovyypadn ™G
LoTOPLOG TWV KLVNHATOYPAPIKWY ELKOVWY O€ pia KOLVwvia, adov 6Ttwg tovilet
o White (1988, 1194) o€ €va HdANOV TOpAY VWPLOREVO KEIPEVO TOV, «1] LOTOPLKN)
avaluon Twv ekOvVwy amattel évav TpoOmo avdyvwong moAy Stadopetikod
amd AUTOV OV YP1OLHOTIOLOVHE VLot Vo A§LOAOYNOOUNE YPATTE TEKUNPLAL KOl
KOTA CUVETELX O LOTOPLKOG [Tou kivnpatoypddpov] mpemet va pdbet to Ae§iko,
TN YPOUHATIKT) Kot T oVVTan) TV ELKOVOTTAXGTIKWY deSopévwv».

Avti n mpooéyylon dnpovpyel véeg mpovmobéoel yio T ouyypadn
LoToplwY kataypadpwv, akolovdwvrtag StadopeTikd TpdTLUTA CUYYPAPNS
epooov, dmws Statumwvet o Richard Waltby (2011, 34), «<n) véa kivnpatoypadikn
wotopia elvat ToAvouAdektikr) otig moAAamAEG puebddoug kat StadopeTikég
evtomdTNTég T¢». Ka dmwg Stamiotwvet,

WG TPAKTIKY LOTOPIKNG €pevvag, 1 vea Lotopla  elvat
apeoTlaopéVn), OLEPEVVNTIKY KOL OVOKTY kat amoutel ot
UTTOKEIHEVIKOTNTEG TNG TPOPOPKNG LoTopiag va ouykAivouv pe
Ta TOCOTKG OSOUEVA TNG OLKOVOIKIG LOTOPIOG KAL TLG TTNYES
TWV apXElWV pE OKOTO VO ATAVTHOOUY TO PALVOUEVIKE aTTAS
epWTNHO «TL elvat 0 kivnpatoypddog;» (ibid.).

Telwd, k&b otopkry oVvBeon odeidet va mpoPAnpartikomolel autod
akpPws To EpRTNHA pHEoA ad TN HEAETN TNG KLNpHATOYpADKNG ERTELpaG
oe k&Be emoyn, amwd kdbe T&EN kot k&Be &topo. Ot oTOPKES KaTaypadEg
Ttalavtevovtal HETad) OeTKIOTIKWY TPOOEYYIoEWY HE TN OCUYKEVTPWON
yeyovotwy emi yeyovotwv kot puag emetcodoypadikng otoplodidiag,
xwpis e§nyntikég mpoimobéoels kat alwoetg. Ovolaotikd, 1 otoploypadia
kuplapyeltal eite amd yeyovoouAAékTeg eite amd mMeEPMTWOLOAGYOVG: ATTo

totoptkos dnAadr mov Bewpovv 6Tl 1 cuoowpevon cupPavtwy e&nyel
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ETOPKWSG TO TL OUVEPN 1 amd (oToplkov mou evtomifouvv avaAvTIKE
mepTWoeLS (case studies), ywpig ouvdéapoug pe kivnpatoypaducd ovpPévta
oV TTponyovvTaL 1) émovtat. Me dAAa Adya, evw Y petalopaote po adrynon
n omola va e§nyel 1 va vrotumtwvet ™ Stadektiky) e&€M&N amd v Tavia
0oto GpUAp kot amd To GAp otnv kuvnpatoypadpikodtnTa (| PéPata kot To
avtiotpodo), n vrtdpyovoa oToploypadia ETUEVEL OE TPOTWTTOKEVTPLKES
pucpo-adpnyNoeLs, He ERPAOT OTA ATOHA KOL TIG TOPEEG, TG GUYKPOVOELG
KoL TIG €MLpayies, Ta EMELTOSIA KAl TA CUPTTWHATA SuoAELTOUPYLKWY Be-
OpwV Tou cUVERAAAY OTNV Tapaywyn plag tatviag, atn Stavopn kot v
eUTOPLKY EMLTUY (O 1) amoTUYIA TNG ] AKOUA KL OE HEHOVWHEVA YEYOVOTQ,
xwpls ovykeilpeva kat deopovg pe GAAa ovpPdvta akdpa kot Tou iStov
xwpov. H gpmepla g kivnpatoypadkotntag kot n Stapdpdpwon evog ka-
Be0TWOTOG OMTIKOTNTAG, OTWG SNpovpynOnke Héoa 0TO TOALTIOHLIKO CUVEXEG
Tou dnpoupykol dpavtactakol TG eAANVIKAG kowvwviag, dev epdaviletal
mapd povo o€ pa mepimTwon, ato PfAlo TG Mntpomovlov —kat ekel poOvo
o€ OTEPHATLKN HopdT).

Qotdoo, 1 Suvapkrn ™G etkovomAaoTikiG Pavraoiag, 1 evelia Tou
OoKNVOBETIKOV PpaVTACLAKOV KOl Ol HETAUOPPWOELG TWV OTTTIKWY CUVAPEWY
VTOJEKVYOUY OTL UTIAPXEL ONUAVTIKO KAl ONpHAivoV VALKO yla Tteptypadn
kol EppNVeia, TO OO0 AVAHEVEL TAUTOYPOVWG EUTELPKEG Kol BewpnTIKEG
mpooeyyloels, pe kabe pia va cupmAnpwvel kat Oyt va avtaywvifetat v
&AAn. Tehkd, To epdyTnpa mov TpooTaboVje Vo ATAVTOOVHE OE QUTO TO
Kelpevo eV elvaL TOLA LOTOPLKY) TPOCEYYLON TTPETEL VA aikoAouBnoovpe, aAA&
oL LoToploypadikn TPakTikn elvat Suvatr Kot EPIKTY), KETW ATTO TIG CUYKE-
KPIHEVEG OUVONKEG TNG €peuvag OTLG OVUYXPOVEG EAANVIKEG KLYMUATO-
ypadikég oToudES.

Ot KLVNUATOYPAPIKEG ELKOVEG CUVLOTOVV TUTOUG Kal TOTOUG LoTOPL-
KOTNTAG NG kABe KOvwVIG 08 CUYKEKPIHEVEG OTLYHEG TNG €§EAENG TNG.
Katé v emoyn tov Yotepou kamitalopol kot TG €mtBoAng ¢ kotvwviag
Tou BEANATOG, Ol ELKOVEG CUYKPOTOUV i YAWTOQ TOV aVTAVAKAQ, StaBAd
kot oavavonpadoTel TNV KOLVWVLKY EVEPYELA KAl EUTTELPIA—TAVTA WOTOCO
oe éva kuplapyo kabeotws ovykelpévwy kat ovpdpalopévwy. [Totevw dtt
pio TETOL OTTTIKY YAwooa pe Tt Stk ™G ypappatiky moAvpopdia kat tTnv
WSraitepn ovvtaktiky TG Tumtodoyia £xet 10N apBpwbel oTnV toTopLiY) TOpEiQ
Tou eAAn VKoV kivnpatoypadov. Otiotopikol Twpa Ba TpémeL va 6TOXAOTOVY

TAVW OTNV EMLOTNHOAOYIKY SuVNTIKOTNTA TNG KLVNpATOYpadLkng ELKOVAS,
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pe okomd va e§ayxBolv eVVOLOAOYLKEG EVOYNUATWOELS KAL ELKOVOTTAXCTIKEG
Stapopomooelg mov ocuviotovv TNV eldkdtTnTa Kot TV Wlotumia Tov
eAAN VKOV Kivnpatoypadkol GpavTactakov.

To yeyovdg 6Tt 0 eAAnvikdg kivnpatoypadog vrrpée and katafoAng
Tou évag XWpog avolktdg, Stapopdwpévos and ev moAlois anpoadoknteg
napepPacels kat dvwdev emepPaoetg dev amokheiel TNV avdAvon Tov Ot
HOVO WG «eBVIKOU KLVNHATOYPADOU», AANG WG HLAG ETEPOAOYLKNG TTPOTEYYLONG
TPOG TNV EKOVA KALTNV OTTIKOTNTA HE TAYKOTHLO SLATOALTIO LK EVELaLpEPOV.
Ka&Be totopikd patvopevo evéyet tn Sikr) Touv Suvapikn) kat v daitepn Tov
avto-Bewpnon. Lkomdg TNG TPOTEYYLIONG Hou 8w elval VA VTOTUTWOW OYL
WSrattepdTnTEG, pE TNV Evvola TwVv e§apéoewy, aAld StadoywotnTeg, dnla-
OM OUYKEKPLUEVEG BLOTIOLATELG EVOG TAYKOT IOV HETOU SnpLiovpylag ELKOVWY
0€ ML CUYKEKPLHEV KOLVW VIO KOt TTO GUYKEKPLHEVOUG avOpwTous KATwW
Ao ta TOMTIOpIKE SES0pE VA TOU YWPOU TOUG WG AVTATOKPIOELG 0€ GUVONKEG
mov dev meplopifovtat amd eBvikd cVUVopa, TOTIKEG TAUTOTNTESG 1) TagkoU§
TEPLOPLOPOVG.

Ynv wotopia Tov eAAnvikov kivnpatoypddov mov e&édwoa mpLv amd
HEPKA XPOVLIR, TPOOTAONoQA VO UTOTUTWOW TO CUVEWNTO 1] LTTOPPNTO
Stddoyo petadlh TaVwY, OKNVOBETWY, TOPAYWYWY KOl KOLYOU TOv
ktvntomoinoe ) Snpovpyia prag Taviag wg amdvtnon oe kdmwolay dAAN Kat
OUVESTNOE pLa LOLOpopdn OTIKY YAWTOoQ TNG PLAHIKNG AVATOHPATTAONG 0TV
EAAG&Sa, kat 1 omola pe T oetpd TG 081 ynoe o€ pua yevikotepn avTiAngn g
KLVNHATOYPAPLKOTNTAG WG TOALTIOHUIKIG OTPATNYLKAG KAL ELKOVOYPABIKNG
apfynong. Xto BAio pe tov Yapaktnplotko titho Mia Iotopia tov EAAnvikov
Kivnuazoypadov (A History of Greek Cinema, Continuum, 2012) mpoonddnoa
Vo oUpTTapadEow OAeG TIG TOAVEG LOTOPIKEG KATAYPADEG EVOWUATWVOVTAG
oTolYEld TOMTIKNG, KOLVWVIKNG, TOATIOHLKNG KoL TEXVOAOYLKNG LOTOPLAG.
[Tépa, wotdoo, amd avtd, pe evilédpepe va mapakolovbnow ypovoroykd
Kol va €vTomiow TNV oTOPIkN ovykupia péoa otnv omola ot 'EAAnveg
KWWNHATOYPAPLOTEG ATOKTOVV CUVEISNON TNG LOTOPLKOTNTAG TWV KLVNHA-
TOYPAPKWY EKOVWY WG AUTOVOHWY popdpwv. Aev apkel va meptypapoupe
TOV TEPKEIPEVO LOTOPIKS ¥POVO, AAAG KOL VO EVTOTIOOUHE TN XPOVIKOTNTA
eVTo§ Twv GA\pkwV edvwy. H xpovwon twv ewdvwy dnpovpyel v
XpovikoTnta TG kunpatoypadpikis yAwooag. 'ia tovto kat to kipLo
altnpa pov NTav va HEAETHOW TOUG KLVIHATOYPAPLOTEG WG ELKOVOUPYOUS,

VO UTOTUTTWOW TNV TOMTIKN TOUG, VO ATOTUTWOW TLG SLaXPOVIKEG TOV
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HETAUOPPWOELS KAl VA TPOTElVw cuvdEopovg ovyyevelag. Télog, Omwg
SNAWDVETAL OTNV EL0AYWYT), <ETKEVTPWOVOHAL 0TI TPAYHATIKOTNTEG TOU
mpoodioploav ™V kuvnpatoypadikn epmelpia ws Plwpévn otopia o€
HOKPO-LOTOPLKO eTTeSO, € {LA ATOTEPA VO UTOTUTTWOW TNV LOTOPLot TWV
ovvatodnpétwy omv EAAnvik) kotvwvia» (Karalis 2012, ix).

O okomdg TG totopkng adnynong elvat va Siepevvnoet T
dawvopevoloyia ™G kivnpatoypadikng epmepiag kat va e§eTdoel TV
ontikn avBpwmoloyia 6mws anodobnke and tov paxd EAMvwv kuvnpato-
ypadotwv. H 8ikr) pov mpoomdBeia pmopel va katavonBel mAnpéotepa
av BupnBovpe ™ Sidkpion tov David Bordwell oe «avadvtikn kat totoptky
TOMTKE» TNG Kivnpatoypadiag. Av «avaluTiky TomTik)» dTws TpoTelvel,
ONHALVEL «T1 HEAETN TWV VALKWYV KOL TWV HOPP WV TTOV Y PN OLHOTOLOVVTAL 0T
A yLa va SnAwoouy Tig apy € mov Ta Stapdpdwoav,» TéTe, dnws ouveyilet,
1] <LOTOPLKN TTOTLKY» amoTeAelTAL ATt

™mv omoud Twv apxwv T¢§ kunpatoypadiag, Omwg
npoodlopilovv Tg Talvieg péoa TG OAITEPES LOTOPLKES
Toug ouykvupies [...] H mpooéyyton Stepeuvd tov Tpodmo e TOv
omolo ot KLMpaToypadLoTég wg LoTopkws avtédfovda dvta,
epyalovtat péoa oTlg {WVEG TWV EMAOYWV KOl TWV EAEYYWYV

oV ToUg Tpoadépouv ot cuykupies (Bordwell, 2008, 54).

Ye autd Ba mpémet va mpooBécovpe TN Sdotaon NG KLVNHATO-
ypadpkdtnTag, OMws TO00 VYAwTTA TNV €VToTioe 0 Antoine De Baecque,

0TV CUUTIEPALVE TTWG

0 KLYHATOYPAPOG ELVAL TPOLKIOUEVOG PLE TNV NHL-EVVOLOAOYLKT)
Suvatdtta va mpoodépetal wg totopia. Kabiotatatr Aowwdy
éva avikd epyaldeio yia v eppnveia g totopiag. To povtdd
amotelel pla mapadetypatikny mepintwon y avto, adpov ivatn
kivnpatoypadikn popdrn mov pépvet pall oe €va oTLypdTuTo,
ELKOVEG TOV KLVNHATOYPA&POU kat ekOveg Tou awwva (De Bae-

cque 2012, 357).

Katé ovvémela, mépa amd tig poPieg kat ta adté§oda Twv HeTAHOVTEPWY
ylx ™ peEY&An adnynomn, o totopkds odeilel va amotumwoel oe o
eviala kat evomomtiky adnynon, Ti§ oTopieg Twv avlpwTwy Tov HE TNV
ETLVONTLKOTNTA, pavTacia Katl ETLHOVH TOVG SNHLOVPYNOAY KIVNHATOYP&PO

omv EA\&Sa. Autd emiPaAAet n evTipdTnTa TG OTOPKNG oUVEdNONG
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kat 1 SwatooVvn ¢ totoploypadtkns Tpdéng. EmmAéov, 1 (St ) peydAn
adfynon, ekpetaAAevdpevn v Tavoupyia TG YAwooag kat Tnv apdonpic
TwV Kwdlkwv ™G, eUmepteéxel kATt e€alpeTik& TOAVTIHO KAl TOALTIOHIKG
tedeadpopo: Ta oméppata yo va cvvtayxBel n da ™G n avaokeuvn kat
avaBewpnon.
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Péva I'adavn: Mia mpwipn yvvatkeio

kuvnpotoypadikn ypadn trn dekaetio
TOV 1960

Womanhood at its Best: The Melodramatic World of
Rena Galani

The purpose of this article is to examine the Greek filmmaker Rena Galani’s
popular melodrama film work (1964-1968) with its typical characteristics and
conventions, as well as to analyse the crucial representation / role of women
in her films and the attempt to designate her cinematic idiom as “women’s
cinema”, even in this, its earliest form. It should be stretched that, while the
Greek film industry was making in the 1950s its first attempts at systematic
production, distribution and exhibition, addressing its product to an audience
that had just experienced World War II and then a Civil War, women usually
didn’t involve in the creative process of both production and post-production
- although they typically occupied a privileged place in the film narratives as
actresses, such as Aliki Vougiouklaki, or singers like Marinella. A decade later,
although male filmmakers and technicians dominated the field from the outset,
filmmaker Mary Plyta became the first exception in the cinematic field, whilst
few other women filmmakers would join up, such as Lila Kourkoulakou and
her contemporary, the filmmaker and actress Rena Galani. With a constant
presence and an active involvement in the Greek popular cinema of the 1960s,
Galani served melodrama and participated also in small roles in her male
colleagues’ popular films, either comedies or melodramas, until the mid-1980s.

Her black & white films from the 1960s deployed well-known melodramatic
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conventions in a new mode of expression, while differing in detail in a number
of ways from other genre films. Aligning with the socioeconomical real-world
institution of the era and its everyday class conflicts, Galani tried to make “art
for the people” and to address it mainly at female audiences. Her filmwork
represents womanhood at its best: the everyday struggles for the Greek
woman’s survival in a male-dominated and bound-to-tradition world. Working
girls who face sexual harassment, poor orphans of moral excellence cope with
various everyday-problems, while they maintain their virtue, women who seek

out their place in the post-World War II urban centre.

Kwvet nbomotots, ouvvepyeio, kopmdpoouvg pe TETOl QVEDL
kat TOAMTIoNS, Xwpis vevpa kat dpwvég, mov vopilouv pepikol
oknvoBETeg OTL TOUG TPooBétovv... Talévto, wote OAot elvat
ot Suabeai ™G kdbe otiypn. IMoapakorovBwvtag “yopiopa”
vuytepvo atnv Ilevtédn, yapnkape ) ovvepyaoio nbomolwv,
oknvoBETIS0¢ kat Tex VKWV Kat vopiloupe &t pe tétola OpedL
yta SovAetd, n) Tatvia Ba elvat pa akopn EVTipn Tpoodopd oy
edpeTELV TAPAYWYN

«ART»l

'Hén amd ) Sekaetio Tov 1970, TO APEPIKAVIKS KL EVPWTTAIKS DewpnTkd
£pyo yla To apeptkavikd pedddpapia tng dekaetiog tov 1950 (Elsaesser 1972, 2-15,
Schatz 1981, Neale 1993, 66-89), 1 avaduon Twv GEPVIOTIKWV Tpooeyyioewy
oV kwnpatoypadpikn avaivon (Mulvey 2009, Kaplan 2000, Byars 1991),
al& kat 1 BewpnTiky evaoyoAnon pe «yvvaucokevtpikd» (Kuhn 1984, 18-
28) &idn, omws n dnpodAng tnAeomtiky camovvomepa (Basinger 1993, 9),
¢otpepav to evladépov oe O,tt ovopdletatl yuvatkeio Gpp (the woman'’s film)
(Neale 2000, 188-195). Zvpdwva e TV Jeanine Basinger (1993), To televtaio
mpoadopifetal amd ™V €AAOTIKOTNTE TOU OTNV AVATAPROTAOY], OTOUG
Xopakthpeg (mpaypatikol / dpavraotwol), aAl& kat otnv avtiAnydn yua o Tt
elvat €idog, adov to yvvatkeio pip epdavifetal pe dtadpopeTikég ldoAoyLkEg
TUTTOTTOMOELG?.

Qg vBptdikn edoroywr) katnyopia (Doanne, 1984, 68), mov kaBiepwOnke
0T XOALYOUVTLOVY] KIVNpaTOoypadikn) Tapaywyn ot SeKaeTieg 1930-1940,
TO Yuvatkelo GLApt ouvTnPovoe To evOLAPEPOV TwV yuvalkelwV akpoatnpiwy
y aoOnpatikés adnynoeg pe Snpodilels mpwtaywviotpleg, avlpwmivo
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TEPLEXOHEVO KAl eVapeToug Yapaktnpes (LaPlace, 1987, 138-139). Ynd auty
™ Bewpnom, oto yvvawkeio GAp kevTpkd poro kaTéXeL N yuvaika kat o
napadootakdg kivnpatoypadkos peaiiopds (LaPlace, 1987, 138-139) Tov adopd
OTIG OLKOYEVELUKEG, OLKLOKEG KL ouvatoOnpatikég epmetpieg ™. [apdro mov
1) KLYHATOYPAPLKT) TAPAYWYT) TOU eVTEYONKE 0TO TARIOLO TWV TATPLAPY LKWV
discourses yLa TNV kKQATAOKELY) TNG YUVAUKEIXG UTTOKELLEVIKOTNTAG, TO YUVALKELO
dAp Aettouvpyel WG Eval KEWHEVIKO CVATNHA, TO 0TTOLO0 OVVHBWG TAPAYETAL Kot
KATOAVOADVETAL OTTO T YUVOLKEIX AKPOATYPLAL.

Qotdo0, otv EAAGSa, mapdleg Tig oxeTkéG DewpnTIkEG SLATUTWOELG
y Tig eAAnvideg dnpovpyovg tov Néov EAAnvikov Kuvnpatoypddov
(Avtovavétta Ayyehidn, Tovia Mapketdkn, Dpivta Adnna, k.d.) (Ocodwpdin
2005), KAOWG Kot TN HEAETN TWV PEUIVIOTIKWY SLAOTATEWY CUYKEKPLUEVWY
knpatoypadikwy kepévwy (ABavaocatov 2001, Kapakitoou-Dougé 2002,
37-52), to medio Tou Ilahawov EAAnvikod Kumpatoypddouv mepropiletal
ATOKAELOTIKG 0TN) peAETN PAH avdpwVv oknvoBeTtwv, Twv omoiwv, Tap  OAa
auTd, ot yvvatkeiot yapaktpeg mapovotd{ovy Wiaitepo evdiadEépov wg mpog
™ Stampaypdtevot) Toug, OTws to Gip Lédda (1955) Tov MuydAn Kakoyidvvn.
H tipntwen ekdfAwon tov 47°° PeotifdA Kuivnpatoypddov Oeocoalovikng
(2006) ywa T oknvobétpia Mapia IMAutd €pepe €wg €vav Pabpd oto
TPOCKNVLO TNV AVOYKOLOTNTA EPEVVITIKOU £VELAPEPOVTOG TTPOG TIG TTPWTEG
yuvaikeg kivnpatoypadkeg dnpovpyols Tou eRTOPLKOy KLVNHATOYpAdov
kat, Waitepa, Tpog T Stayeipton TG avamapdotaong Tou yuvatkeiov ¢pvAov
Kot TV SlaoTdoewv Tov Ao ekelveg.

Agpnv Eexvape OTLamo TI§ apX €6 NG SdekaeTiog TOV 1960, Ta SV0 kuplapy
tdn tov [Madatov EAAnvikod Kivnpatoypddov, n kwpwdia kat to peAddpapa,
ouvdédnkav pe ™V avdduon yuvakwv nbomoldV 0f TPWTAYWVIOTIKOVG
poAovg:  Péva BhayomovAov, ) AAikn BouylovkAdkn, N Zwn Adokaprn kot
TOAAEG GAAeg mpwTaywvioTpleg SapdpPwvay Kot TUTOTOLOVOAY HE TNV
Tapovoiar TOUG KAl TO TATEPAUEVTO TOUG TOV poAo mou vmodvovtav. Me
e€alpeon oplopéveg elOkOTNTES, OMWS, TNG HOKLYLED, TG pOVTEX kL, EvioTE,
™G oevaploypadou’, o Xwpog TG EAANVIKAG KIWNUATOYPADIKNG Tapaywyh§
anotéAeoe éva kat’ e§oxnv avdpokpatovpevo dnpovpykd medio, dOmwG TNV
TePIMTWor Tov SNpodtlovg pehodp&patog, to omoio ot dvdpeg oknVOBETES, pe
e€alpeon v ITAvtd kot ™) Péva T'aldvn, mapaywyol kat texvikol kpatovoay
Ta nvio and v apyn ™S avartuéng tov eidoug.
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To mapdV kelplevo EMIKEVTPWVETAL 6TO HEAOSPAHATIKO KIVIHATOYPAPLKO
€pyo ™G nBomotol kat oknvobétplag Pévag Faldvn, To omolo avadvetal kat
a&loloyeitatoe oyx€on pe Tnv etdoroykn ekdoy ) Twv avipwv ouvadéddwv Tng.
H kompartoypadkr) ypadr g Faddvn tomoBeteital 610 koLVwVLIKOTOALTIKO
mhaioo G Sekaetiag Tov 1960, KATE TNV OTOlCt OL TUTTOTOUHEVEG AVQ-
TOPACTACELS Yot TN yuvaika, T XEpadEtnon kat ) oe§ovaAkdTTd ™G
mapapévouv kabnAwpéveg oe pia otatkn exdoxn. Téhog, Tpaypatomoteitat
pla amotipnon g oupPoAng tou €pyou g Faddvng otn Bepediwon piag
TPWLUNG ekdoxNG Tov yuvaikeiov pAp ot v EAAGSa.

H oVykpovon §vo pedoSpapatik®v kOopwv

H Péva T'aldvn, Ppevdwvupo g Ewprfvng FaAnvakn, yevvibnke otnv
ABMva 101927. Xmovdace Beatpo atn oy oA} Tov EAAnvikov Qdeiov kat §ekivnoe
™V Kaptépa ws nbomolds oto Béatpo’ kat, v ovveyeia, oTOV Kvnpatoypddpo
pe to dip H Kprjtn atis pAdyes (1947). Ka®’ 6An ) Sekaetio Tov 1950, ouppeteiye
oe nloypadikés kuvnpatoypadués tavieg, dnwg Ot amdyndes twv ABnvdv
(1953) katEva vepd kvpd- Bayyedid (1959), v ot dekaetia Tov 1960 éAafe pépog
oe kowvwVikd Spdpata pe Bépa v apaPatiky veolaia (Katpakddiopa ato
Povpko, 1962) kat ota SnpodiAn pedodpdpata g kivnpatoypadikng etapiag
KAAK ®IAM, oe oknvobBesia Andotorov Teydmovhov (Aydnnoa kot wéveoa,
1963, Etpou puar Svotvyiopévn, 1964, K.G.).

'Hén amd to 1963, n Faddvn epdaviletar ya mpwt Ppopd wg oeva-
proypddog kat oknvobétpia oto perddpapa To kopitol Tov mévov (1964), ot
napaywyh Takn (Tavayid) [epyavty, pe tov omolo ouvepydotnke o€ OAeg
71§ tawvieg ™G H oknvoBetkn kapiépa ¢ Fahdvn meplotpédetat oxedov
ATOKAELOTIKG YUpw amd To peAddpapa: katd TN Sdpkela piag dekaetiag,
ypbdet kat oknvobetel entd pelodpapatikd Gptip (To kopitat Tov wévov, 1964,
Me Aoyioe n) prayeta, 1964, Kanpol otn prwyoyettovid, 1965, Aupaopévn yu aydmn,
1965, Mnv adikijoeis oppavi, 1966, Iepippovnuévy aydmnn, 1968 kot H poipa pog
yovaikag, 1968. kat poAg §Vo kwpwdies (Ovte piAdet, ovte Aaddet, 1966 kot Kovvia
oV g€ kovvarye, 1966). ITapdAAnAa e Tig kivnpatoypadikés g epdavioets,
FaAdvn tpaypatomolel vToupnAdl? oTig pwveg Stadopwy TPWTAYWVIOTPLOV
™G €MOYNG, OF TMAPATAVW QATO TETPAKOOLEG KLVNHATOYPAPLKEG TALVIESG
(Fewpytddng 1969, 181).

H oyed6v amokAetotkr) evaoyoAnon g Faldvn pe to kivnpatoypadikd
€l80g Tov eAANVIKOU peENOSPApATOG TNV EVTAOCEL TAPAXPNHA OTNV AKpalc
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eyxwpLa Kvnpatoypadtkn Plotey via Twv atoONpATIK@Y SPAPATIKEY TAVLWY
™G Sekaetiog Tou 1960 (Ewtnpomoviov 1989, 83-84). Xe mpwyto eminedo, N
TFalavn kiveltat péoa 0to aodarég katTpokaBoptopé vo TAaioLo Tov Kupilapyou
pelodpapatikoy povtéhov: akolouBel oxeddv moTd TNV adnynpoTKn
mapddoon Tov «peAodpapatog Tov Bptapfou» (Smith 1981, 20-29, Heilman 1968,
88)%, mdvw otnv omola Paciletat oAdkANnpn 1) oxeTIKY EAANVIKY TAPAY WY £WG
Tta TEAN ™G SeKAETIOG, HE TIG MEPLMETELWIELG TEPUTAOKEG, TNV EVTAOT TWV
Stadoykv emeloodiwv kat v evtuy adnynpatikn ékPaon. IapdAinia,
a&LOTTOLEL TOVUG TPWTAYWVIOTEG KAL TG TPWTAYWVIOTPLEG TTOU KaBlepwOnkay
oe dAAeg Tawvieg ouvadédPwy TNG: oL TuTOTOMpHEVOL O avTioTOLYOUG POAOUG
nBomotoi Avt{eda Znita kat Oavaong MuAdwvag? vmnpgay To TpwTaywvLoTko
Cevydpt o€ Tpelg Tawvies g Awpaouévny yU ayann, To kopitat Tov wévov kot Me
Avyioe 1) prdyera). EEGANov, 1 ovvepyaoio tng Taddvn pe Spapatikovg kot
KWHLKOVG X OPAKTHPEG-TUTTOVG, OTTWG, ot Aavpévng AtavéArog kat Dpaykiokog
MavéAng kat veapég evievi, 0mwg 1 Natdooa Amootdlov —adeddr g
YVWOTAG YOpeVTplag ZETTag-, emPefalkyvovv T GUUTAEVON NG HE TOV
SnpodAr) kivmpatoypddo tTwv cuvadéddwv TG Kat TG ETLAOYEG TOUG WG TTPOG
TOUG TPWTAYWVIOTEG/TPLEG KAL TO KAOT.

To pedddpapa twv eAAMjvwv oknvoBetwv mpoTipd TN dnpovpyia
ETOTOUWY HE TPWTAYWVLOTEG AVEPIKOUG YAPAKTAPEG™® KAL 1) TEPITTWOT) TOV
nbomowov Nikov EavBdmovlov elvat ev8elkTikn autg TG T&ONG: 1) Tavia
Aydrnoa kar movesa (1964), pe MOpAywyd Kot oknvolétn Ttov AmodcTolo
Teyomovlo kabepwvel otn ouveldnon Tou kivnpatoypadikod akpoatnpiov
tov OnpodA] nbomold kot TIG TEPUMETELEG TOU WG TNV APXETUTILKY
pelodpapatiky) emthoyr) ywa toug oknvobéteg Ttou eidoug. Me efaipeon
HEpOVWHEVA KLVNpaTOoypadikd mapadelypata Twv TEAwv ™G dekaeTiag Tov
1950 KQL TWV apYWV TOu 1960", Stamiotwvetat pia Tpotipnon oty mpoBoAn
avipLKWV YapaKTNpwV, yipw amd Toug omolovg meplatpédpetal 1 adrynon.

To mpétumo TG avdpwng emomotiag tou Teydmovdou vioBeteitat
oUVTOpO ATTO TOUG TEPLOGOTEPOUG OKNVOBETES, 0w, Toug Kwota Etpdvtlain
(Aev Oa Eeydow moté ) popeptj oov, 1968), Odvooéa KwoteAéto (Kdve Tov mévo prov
Xapd, 1966), Emopo Zidyko (H {wij evdg avBpdmov, 1968), K.&., EVW O OPLOHEVEG
nepuntwoet, n [MAvta (O dowrtog, 1963, O vikntis, 1965) aglomolel To TPOTUTO,
mapovotd{ovtag HAAoTa TOV KEVTPIKO avpLKd YopakTnpa Kot TiG GUHPOPES
Tov and v modkr) NAkia €wg kat TNV evnAkiwon tou (Karalis 2013-2014,

45-67). 10 mMA{OL0 TOV TAPATAVW TPOTUTOV, avadelkviovTal pia oelp& amd
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potifa, 6mwg 1 Tapay wdng cuvdeon evog etepotadikov {evyapiol, n opdpavia,
0 pohog TG poipag, TG CVPTTWONG Kot NG povokng. H avadeldn twv
avpKWY YOPAKTHPWY WG VTOKLYNTWYV TNG HOIPAG TOUG KL ETAVEYYPAPEWY
NG oTOPLAG TOUG, 1] CEVAPLOKY] EMKEVTPWOT) GTNV NOKT) APeTY Kot TO Telopa
TOUG, aAAd kot 0TV KaBLEPWOT) TOUG O AOTEPEG TOV AAKOV TEVTAYPAHOU
evBuypappifovtar TANPwWG HE TNV OLKOVOUIKY KOl TPWTIOTWS, KOLVWVLKY)
kaOLEPwWa Tou KEVTPLKOY pwa SL& péagou Tou Tparyoudtov™

Alomolvtag TG TopaTdvw TROELWS, O HEAOSPAPATIKOG KOOHOG TNG
Falavn avtioTtpédel v pePeL TO KUPLAPXO KLVNHATOYPAPLKO HOVTEND pEOQ
ota meploplopéva dpté tov (Brooks 1995, 35 kat Frye 1982, 53)%, kaBwg oxeddv ot
OAa Tt HEAOSPAUATIKG TNG PLAY, ETUKEVTPWVETAL OE YUVAIKEIOUG YOPAKTNPES,
OUVTROOOVTAG QUTO OV B pITopovoe va OVOHAOTEL «yvvatkelor emomoLio»
(LaPlace, 1987, 139). H wwnpatoypadikn adnynon g Lardvn, n omola
Aettovpyel AVTIOTIKTIKG TTPOG TNV «avdpikn patid» Tov mpotvmov TeydmovAov,
ETUKEVTPWVETAL TAEOV O pla Npwida, v Avva, ™ Mapiva 1 tnv Ayvy, v
epyaoia Kat TIG KABNHEPLVEG EVOOYOAOELS TNG, TN GTWYELX KL TN OYEOT HE
Tov oVvTpodd ™G. O Tehevtaiog dev Sadpapatilet Tévta onpavtikd poho
oV adnynon, kabwg ot amopdoelg tng npwidag elvat exelveg mov Tpokpivouy
To péAdov TG kat TV adnynpatikn e§€MEn.

H éwg téte Yprion twv kivnpatoypadpikwv potifwy Tou eAAnvikov
pehodpapatog ot tawvieg g F'addvn amokta pla Stadopetikr Sitdotaon,
kaBwg 1 Aoy} ™G oupmTwong dev kabloTd Toug/Tis Npweg/ideg Eppata TG
TOXNG Tous. H avtd-avadopur) vi&n otov pdAo mov Stadpapatilet ) Toyn otig
(weg Twv Yapaktpwyv evromiletat Ndn TNV KWNpATOYPAPKY ELCAYWYT
™G FaAdvn: Aiyo petd v évapén touv dpdp H polpa pag yvvaikag, o AAkng
(KdbotagITpékag) puAd yiotn {wr) tou o€ voice off kat emtonpaivet 6t «tpokeLTat
Yl pa ppIkT LoTopid ATVY WV CURTTWOEWY KAl KUPLOG GTalYTNG Elpat eyw».

H opdévia ouyklovifet ) Onpovpyd pe €vav daitepo Tpomo:
ETUKEVTPWOVETAL 0TIG 0pDaVES Npwideg Kat Ta kP TatdLd Kot ETNPEATHEV
and tov avlpwriopd ™G IMAutd, ¢pépvel otV emipdvelx Ti§ TANYEG ™G
madikng nAkiag, T omoieg mpoomabel va emovAwoet Spapatovpykd. Xto
dA\p Me Adywoe 1 priyeia, n oppoavny podiotpa Mapiva (Avtleda Zniw)
Bewpel oav dutd ™G pdva ™ pnTépa Tou AAékov (Bavaong MuAwvag), Tov
aveTionpov appaPwviacTikoy TG evw N pkpr Avvovla (Baiept Kovtakov)
™G tawviag H poipa prag yvvaikag peyoahwvet opdavr amd pntépa. Ilpoomadet

VO QVOOUOTHOEL TO TOPTPETO TNG HEOW TWV APpnNyNoewV TNG OLKOVOHOU
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kupiag Maipng (Faddvn) kat tov matépa g Alkn (Kwotag ITpékag) kat
dTIAYVEL YL EKELVY) GTOV KNTTO TOU OTILTLOV TNG Hiat oVVBeoT ad AovAovdia,
mov oxNpatifel Tig Aégelg «yta ™) papd». Xto Kopitot tov mévov, n ndn oppav
amod matépa Avva, XAVEL TN UNTEPA TNG AMO HAKPOXPOVIX OPPWOTLA.
[ xépn ™G, Ba tpayoudnoel pe avaptAntd oTo VUXTEPLVO KEVTPO TOU
epyalotav to omapaktkd Tpayovdt «H pavvoldar, tpoomabwvtag pdtoa v’
anaAVveL TOV TOVO TN,

Ta oppavé madid eppavifovrar va vmodépouv amd ook 1N va
OTOLYELWVOVTAL ATO €Va TOALO EUYAPLOTO KOL EUTUYLOHEVO OLKOYEVELAKO
TapeA0OV. XtoAwpaapévn yra aydmn, n pucpn Matpovda (MréAla AdapomovAov)
akohovBel Tov matépa ¢ (MvAwvag) kat ™) pntépa ¢ (ZNAx) oe kKuviyL,
omov Ba TupofoAnoet katd A&Bog TN pnTEPa TG Kat Oat TN OKOTWOEL XTO GLAp
Mnyv adikrjoets oppavi),  Ahikn (Natdooa Artootdolov) omoudalet tatpukny ko (et
pe v adeAdpn ¢ Mipdvta (KAew Zkoulovdn) kat Toug eVTOPOVG YOVELS TNG.
H amootpodr) ¢ pntépag (Mipavta Mupdt) ya ekeivn, o Eapvikdg Bavartog
TOV MATEPA KAL 1) AVATAVTEYT ATOKGAVYN £V Bpacp® Puyn TNG KAKOTPOTNG
diAng ™ Mépbag (Edn Owovipov), Ba amokalvpet 6t n AAikn jrav kapmdg
TOU TTPONYOUREVOU YRHOU TOV TATEPQ TNG HE PO, VEKPT) TTLXL, YUVOIKOL.

ENpoavTikdg elvat kot 0 pOAOG TG OLKLAKHG OLKOVOHOU 1] TNG owolo™ wg
QAVTIKATAOTATPLOG TOU KNSEROVA - OE MEPITTWOELG TTOV aTovotdlet N unTépa
N av 1 pntépa emdetkviel okAnpn cupmepidpopd. Xto Aupaouévn yU aydmn, n
TLOTH 0koVOpoG tou Anuntpn AAikn (Faddvn) Bpioketal kovtd oto TAevpod
autov kot TG véag Tou yuvaikag. H St n oknvobétpia vmodvetal T
OTULTOVOLKOKUP& Kot (iAn TG opdavng mAgov Avvag, tnv omoia cupfouledet
KO TNG CUHTOPACTEKETAL, OTAV ekelvn XAvel T untépa TG oto To kopitot
Tov movov. Tty Sa towvia, o kvp ITétpog (AtaxvéArog), tdlokTnTNG TOU
VYUY TEPLYOU KEVTPOU 0TO omolo epydletat 1 Avva, TNV TPOCTATEVEL KAL TNG
Stvel ) Suvatdtnta va yivet tpayovdiotpia. Zto pip H poipa piet yvvaikag, n
TFaAdvn vrodvetal Eavd v owovépo Tou AAkn, kupia Maipn, v 1 nbomoidg
MoaAaiva Avovadkn epdavifeTal wg 1) OTTOVOLKOKUPE KOL CURTOPATTATPLOL
™G evTeAWS opdavng AAkng, n omoia mpootatevetat kat and tov Kwbota
(AtavéALoG), TaAo pido Tou maTépa TN,

Emiong, xpnowpomowwvtag pia nboypadkn mpooeyyon, 1 Taddvn
avadetkviel TNV aAAnAeyyun TG YELTOVIAG KOt TwV GLAKWY TPOCWTWY OTLG
Talamwpnpéves mpwtaywviotpleg. H kowvwviky) arindeyyun Aettovpyel
KATAAUTIKE yLa TOUG XAPAKTHPES TOU PrAp Me Adytoe 1) pradyeta: 0 mavTomAng
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kup-Avtwvng (Ppaykiokog MavélAng) evdiadépetal TPoowmkd yLo 1
Mopiva kot SLopyavawveL Tpog T TG o€ piLa Tafépva éva pkpd yAEVTAKL, 0TO
omoio AapPavet HEpog 0An N yettovid. Xtnv tawvia Kanpol ot ptwyoyettovia,
n okthtpla ™G abnvaikng avAng kupia Metpnth (Nitoa Toayavéa)
€XEL VOLKLAOEL OE €V HWOATKO YAPAKTNPWY TA TAPAXWPNHATE TNG: CTOV
momtr Opded (Kwotag Pnydmovlog) kat v owkoyéveld tov, otov padtn
Appavdo (Aptépng Matooag) kat v otkoyévela Tov kupiov Atowmov (Mipng
Dwtdmovlog), 0 omoiog epyaletat oe vtoupyeio. Otav n kdpn tov, Ayvn (Avva
Iaowvidov), méoet OO Tou véou evoikou Avdpéa (MavpopdTng), 0An 1 avAy
Ba avaAdPet vatn fondnoet. Zuyypovwg, e§ootpakilet kat tov yadié Appdvdo,
OV TPOOTIAONTE VA «EVIHEPWOEL HECW ATOPPNTNG ETUCTOANG TOV TATEPX
™G AyVNg, 0Tt 1 kKOpM Tou eivat avnBkn. Movog otav ekelvog Ba {nthoet ™)
ovyxwpeon tov Xwtpn (F'évvng Xapadapridng), Tov péAlovta dvtpa g
Ayvig, Ba tov Eavadeytovv otnv avAn.

[MapaAAnia, to ovvolo twv pelodpapdtwy g Faddvny Swakplvetat
and mpoonAwaon oe evotadikés Stadopés®. Ev avtiBéoet pe v klaokn
eTAOYY TNG APNYNHATIKNG POPHOVAAG «TTAOVOLOG-VEOG-AYATTAEL-PTWYT-VEX
| mAovola-véx-ayamael-GpTwyo-véo» (ABavaodtov 2001, 349-351), N omola
vrp&e SnpodtAng yla to pedddpapa diaitepa oTo TPWTO GO TNG SekaeTiag
TOV 1960, omtdte kat To £id0g StepyoTav v kAaowr) mepiodo tov (Focillon 2010,
26, Schatz 1981, 37-38)*, 1 Taddvn evdiadépetal meploodtepo yLa TIG OXETELS
TOV AVATTUOCOVY Ot Npweg/ideg TG (Sta Tééng, mapd yia Tnv arlnAemidpaoy
toug pe v avtibetn. Iapdho mou 1 avapopd oe TAOVGLOUG MPWES 1)
Ptwyovg dev vmoPifaletat oto emimedo ™G avamapdotaong, Aettoupyel
ovvekdoytkd kot meplopiletat oTa MALOV avaykaia cuoTaTWwd: 0 TAOVGLOG
N o dpTwyds xapaktipag eppavifetar dnAadn ws évag advikog eloPforéag,
o omolog ovvtopa Ba e§ofeliotel amd v kivnpatoypadikr) adnynon. Eto,
ta P g Takdvn eotialovv oty KAONHEPLVOTNTA TWV YAPAKTNPWY,
omw¢ Stapopdpwvetatl awd v Tadiky Kataywyr Toug. Qotooo, N yaAvn g
kaOnpepvng Stddpaong Twv TPWTwV EANOYEVEL APKETEG AVATPOTES, KAOWG
péoa otV (St Ta&n kpvPovrat ot pavAot kot ot TUYOSLWKTES HpweG™.

TéAog, pia eviadépovoa mapatrpnon apopé oto kabapd popdoroyikd
eminedo: ta GpAp ™G Fakdvn, to vtekoumd{ kat 1 kivmpatoypddnon
akolovBovv £wg évav Pabpd v avtiotolyn aobnTky Twv avdpwy
oknvoBetwv Tov eidovg. Xpnopomotel pe pasotpia edwtepwd TAGvVQ

KATOWKLWY, QUVAWY, Opdpwv péoa otnv ABMva, amokaAvmrovrag €va
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Tpdowto mov evdladépetat yia v TOAN wovu (et Xwpig va meptopileTat
pévo otnv mpwtevovoa, dev mapaleinel va tomobetnoet TAGva amd TN
Becoadovikn oty apyn touv GpAp H polpa prag yvvaikag. Zuyxpovws, 1)
Faldvn ovvepyaletal pe memetpapévous dtevbuvtég pwtoypadiag, OTwg
o Giovanni Varriano kot o I'wpyog Kafdyiag, kabwg kat povtép, 0mwg
o Avtwvng Tépmog. Zta GAp TG, vmdpxel oAl KIVNUATOYPAPIKWY
TAGVWYV Kkat 1 k&pepa Sev elval TavTa oTtatk)®, v TapatnpeiTatl xpron
TP&PeAtvyk’™, kaBwg kat éva evELapEpov KASPAPLOHA TWV TPWTAYWVIOTHV™.

H yvvaukeia dnprovpyio oto emikevTpo Twv aAdaywv

Yt dekaetio TOV 1960, 1 CUVTNPNTIKN TOALTIKY Ypappr otnv EAAGSa
oe ovvdvaopo pe v vravantudn ot Propmyavia (Mov(éAng 1978, 274-277),
1 KaTakOpuPn avENom TNG ECWTEPLKNG KL TNG UTTEPTOVTIAG HETAVACTTEVONG
(Kayser 1968, 107-113) kat T0 GALVOUEVO TNG QCUUHUETPNG QAOTIKOTOMONG
(NwoAaidov 1993, 118-122) oTtnv ATtk Kot o€ TepLdePELakEG EAANVIKEG TTOAELG
amoteAoVV TG KUPLEG EKPPAOELS TNG HETATOAEMULKNG KOLVWVLKOTTOALTIKNG
ovykupiag. H ovykpommon g pwpoaotikng tavtdmrag (FkiléAng,
Kavtavt{dylov, Temépoylov, Dikiag 1984, 17-30), pe v avalftnon piag
kaltepng Bgong epyaciag kat 1 emdiwkopevn PeAtiwon tou ProTikov
emumédov, odnyel évav ToAD peyalo apOpd katolkwv ™G TEPLPEPELNG Kot
TOU VNOLWTLKOV XWPOU 0T HEYAAN TOAT), 6TTOU Ot KaABNpHEPLVEG EVKAULPLES YL
epyaoia kat kovwviky avél§n ototyetoPetovv éva véo mAaioto Stafiwong
kat emwotvwviag. H Stapkng aywvia tov «emapytdmn» 1 «BAdyou», 6mwg
Satvnwvetat thapotpaywkd otov ITadatd EAAnvikd Kuvnpatoypddo (o
Kwotag Xat{nypnotog wg o emapywtng Kitoog, ®@vptog 1) Afpog 1 o Taoog
INavvémovlog wg Kitoog) kat n avaykn tov yla mpooappoyn 0to adtrodevo
aotikd mepPdAov eyypddetal wg eni o mAeiotov oTto dnpodirég eidog
™G KWpwdiag.

Amd ™V GAAn mAevpd, To peAdSpapa emAVASLATPAYHATEVETAL QUTY|
T Bepatikn vd &GAhoug dpoug. Ilapd ™v amoovvdeon Tou and To gvpliTEPO
Kkat €18kd KOLVWVLKOTOALTIKO Tedio kat TNV TPOokOAANON TOV O€ £va GUVOAO
ovvtnpnTkeyv discourses ylo TN OLVTPOPLKY, KOLVWVIKY KAl EPYAOLOKT)
eunpepla, To HEAGSpapa ePTEPLEXEL UKPES Kl PEPOVWHEVEG VOEELS Yl pia
kowvwvio Tov mpoomabel va Looppomnoel avapeca otnv mapadoon kat Tn
vewtepkotTa. Idwaitepa, ta perodpapata twv teAwv G Sekaetiag Tov
1950 KOl TWV apYWV Tng Sekaetiag Tov 1960, Omws emonpaivel n Aylaia
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MntpomovAov (2006, 31), AVATAPLOTOVV EVOY AVTEGTPAUHEVO KABPETTN NG
OKANPNG HETATIOAEHLKTG KOLVW VLA,

Yuyxpovws, elvat evdapépovoa 1 avamapdotacn TnNG yvvaikag
0to «avdpkd» pelodpapa: pe eAdyloteg SuvaTOTNTEG ETAYYEAHATIKNG
kat KowwVknAG Kkoata&iwong, ot yuvaikelol yoapaktnpeg uvobetovv Ta
XOPAKTNPLOTIKE Tov StmtdAov oepvy yuvaika — OOpa 1) potpaia / adévrpa
(Kopvnvov & Kaooafétn 2012, 165-200). XNV mpwTn mepimtwon, 1 yvvaika
avtipetwriletal wg éva «atwvio Bupa» 1 «ékmtwtn» (Jacobs 1987, 100-103) Kkat
UTIOUEVEL OTWIKA TA KAONPEPLVE TPOPANHATA KAL TIG OYECLAKEG AVATTOOLEG.
Méoa and ahhemdAAnAeg mayideg mov otyvovtat amd tn $pavAdtnra Twv
UTTOAOLTTWY X APAKTIPWV-AVTAYWVLOTOV/ PV, 1) Npwida vepvikd ta epumodia
TPOTATCOVTAG TNV APETH) TNG KAL VOHLLOTIOLEL TNV UTTOTAYY TNG OTNV Kuplapyn
KOWVWVLKY) oLVOKN oVVNBWG pe évay TAovolo yapo (AStknuévn, 1964, Adkpua
opy1s, 1968). H Sevtepn ekdoyn amattel pa potpaia mpwtaywviotpla e aoTiky
KOTAYWYT KOl OLKOVORLKT) AVEDT) VO TTAEKEL OKEVWPLEG 0 BAPOG TWV PTWY WV
TPWTAYWVIOTPLWV Kot va dtayetpiletal pe StadopeTikd TPOTO TIG AvOpwTLVEG
OXEOELG HE CUYKEKPIHEVES TTPOTdoKies yla TOUG aviplkolg YapakTpeg™.

Ytov  pelodpapatikd KOOHO, N AVATAPROTAOYN TNG  YUVOUKelg
OUPTIEPLPOPAG TUVADEL €V HEPEL HE TIG TEKHNPLWOOELS TNG VOpWTOAOYIKNG
épevvag (MovoovUpou 1993, Du Boulay 1986, 139-168). H Siepedivnon twv
evvolwy Tou ¢pUAou kat G oe§ovaAikdTnTag atn pecoyelakn Evpwmn kat,
On, atnv EAAGda, avadekviel n8n amd tig apyég g dekaetiag tov 1960 pia
OEpd amd SLATOTWOELG OYETK HE TN PapdTNTA TG Yyuvaikag, ta (nthpata
™G TIHAS Kot VTPOTNG, KABWwE KaL TG OXETELG UTOTAYNG HE TO avdptkd pUAo
(Marata&épyns 1994, 11-98). H avamapdotaon ¢ yvvaikag wg «Eva», pe
0,TL CUVETTAYETAL 1] APVNTIKY KAl EKTTwTN VoM TNG, peTaoynpatileTat oe
«Jlavayia» povo vmd to KaBeoTWS TNG YAPNALAG CUHTANPWHATIKOTNTAG
(KakAapavékn 1979, 107).

Tnv emoyn mov o KNpHaToypddPog wg Aaikd Béapa ouvioTd €vav ToAY
ONHAVTIKO PNXAVIOHO Ypuyaywylag Kol KOLVWVIKOTOINoNG Kupiws yla To
yuvatkelo akpoatrpto (Kopvnvol 2001, 87-88), to eAAnviké peAddpapa
Swadpapatifel évav tehetoupykd polo (Altman 2002, 27) ywx ta Adiké
otpwpata. H mapakorovBnon kat mpdoAnn twv atodnpatikwv GprApkoy
lotopltyv  pe v evtvyn €kPaocn Sakpivovtar amd plo  e§hewTikn
Sidotaon, evw mapéyouv oToug/TiS Oeatéq v oupmayég oupBoAkd

VAKO yla TQUTLON) HE TOUG/TIG EKAOTOTE TAAAUTWPNHEVOUG/EG NPWEG KL
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npwideg. H kuvnpatoypadkry ypadn g Faldvn kiveital pev ota acdhaln
opta G KkaBepwpévng oppovlag, amopakpuvetal 8 amd TIG TUTLKEG
AVATOPACTATELG TOV HEAOSPAPATIKOV HOVTEAOL.

Ot oppavég npwideg g ovyvd médtovy Bdpata amatewvwy, aAld
aywvifovtat pe emtvyio evavtiov Toug Kat, ovotaotucd dnptovpyodv ot iSteg
™ poipa touvs. Evwy datvopevikd Stakplvovtal amd voTtéAela Kot vToTaym,
elvat, map’ OAa avtd, avtdpaotikés dtav Stamiotwvovy Ot To Siklo Toug
kataotpatnyeitat. [aipvouv ™ {wr ota xépla Toug kat epyalovtatl, OTwg
oto To kopitol Tov mévov N avBoTtwAL o€ vuYTEPLVA KEVTPA Avva, 1) omola
«amd toTe MoV MEBAVE O TATEPAG TNG, OUTE Hia OTLYHH OV avaoave», VW
n ¢otttpia Avva oto Ilepippovnuévy aydmr), mov «yvwptle ) {wn amd
okAnpn NG TAeVpA», mapevoyxAeital oeovaAikd amd Tov mAoVoLo epyodotn
NG, o€ pia eToy 1) Tov «eivat Tooo dvokoho va BydAet To Ywpi TG pa koméAa,
otav eivat véa kat OpopdN», EVE AVTIKPOVEL TI§ TPOTATELS TOV e§loov pTwy 0
ouvtpodov g Kwota yua yapo, yratl O SovAevel pdvo exelvog kat ekelvn
«Ba kortdlet Ta TSt kot To omitey, KaBwg emBupel va Stoplotel peTd TNV
QTOKTNOT) TOV TTUYIOV TNG.

«Evmpemne», ovpaviotpla, yvvaika

[Mapdro mov ot tarvieg TG F'addvn StakpiOnkav amd péTpla eLOTPAKTIK
emtuyla®?, oxetkd Oetikr] vmodoyn? kat apal] THAeomTiky TPOPOAY),
Eemepvolv TNV NOKOTAQOTIKT ETTLTAYT TWV AVIPWY OKNVODETWY HE TN HEPLKT)
1) TApn Bupatomoinon ™G yvvaikag kot Tou Tatdlov Kat ETIKEVTPWVOVTAL OE
Swapopetikég Staotdoelg TG opdaviag kot Twv evdotadkwy atoOnpaTikwy
oxéoewv. MdMota, «emBupwvtag va yupioet oevapla, mov dev Ba €youv
tinote and ta ovvhn Bépata we W8éeg, mov dev Ba TeploTpédPwvTal yupw
amd “povovdeg”, -amd “apapTwlAég KOpeS”, K.AT», KAAECE AVOIKTR TOUG
avayvwoteg ¢ edpnpepidog Eumpds va otelhovv TG oevapLakeg Toug td€eg aTo
ypadeio g [Tepyavtng PIAM*. H épdao ¢ o€ yuvalkelovg YapakTnpeg e
oadn mpoPAnpata kotvwvikng BEong kot puAoV TNV KATATROOEL, ATO KOLVOU
pe v ITAutd, o€ mpdipn e€doknon pag yvvakeiog ypadng, n omola cuviotd
TePLooOTEPO pia oxéon: popdomoteitar kat vonpatodoteitat akpPwg T
oTyp) ™6 TpoaAnyng s (Kuhn 1994, 13).

«H téxvnp, emopévwg, «ya tov avBpwmo» (lewpyddng 1969, 181): avtd
elvat to potro ¢ Faddvn, to omoio Stamvéet To ovvoro Tov €pyou ng. «Dépavy
pNx Ve kot Sev BEAovV avBpwToug», Aéet 0 AAEKOG, 0 PTwy 0§ POLTNTHG 0TO GLAp
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Me Abyroe n pradyeta, dtov Tov Stwy vouv amd to epyoatdoto émov epyaldTav, eve
1N Avva oto Kopitat Tov mévov, 6tav Y&vel to Ppédog ¢ pwvdlel omapaktikd,
«T'atl, €€ pov, pov Ta 'SWOoEG yla fLa GTLYHN KOt HOU T THPEG apéowsy» H
Cohdvn okOPet pe aydmn kat OURAVIOHO GTOVG XOXPAKTNPES THG KAt 0TS adLkieg
OV TOUG TATTOVY, o€ pia StédBeom avddedng ™G éwg toTE Yapévng yuvatkeiog
OTITIKNG OTOV KLVNHATOYPAPO TNG ETOYNG TNG KL SNHLOUPYWVTAG KATTOL ATt

Ta TPWTA yuvatkelo Pap g Sekaetiog Tov 1960 onv EAAGSa.
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TYmog / mepLodiké
E)evBeplar

Enumpég

Ta Osapata

Apyxeio EATA

Notes

1 Epmpdg, 18 XemtepPplov 1965, 6.

2 BA. 1o ktvnpatoypadud €pyo yuvaikwv-Snpovpywv, 6mws ) Lois Weber, n Germaine Dulac,
aAA& kat avSpwv oknvoBeTwyv, dmwg o Martin Scorsese (Alice Doesn'’t Live Here Anymore, 1974).

3 BA. g paktyéq tov IIEK ABnvé Mrobva-Toepeykwd kat g Kaoodvdpag Xmabomovov.

4 BA v mepintwon ™ povtél Idvvag Xmupomovdov, n omola epydotnke Oxt pOVO VTG
mhatoiov tov ITEK - H {wrj evés avBpwmov (1968)- aAr& kot NEK (H ¢povigoa 1974).

5 BA v Kaitn Aet{wptln, n onoila ouvepydotnke pe Tov oknvobeétn Ayyelo F'ewpytddn (Adikia,
1966) kat Tov HAia Mayaipa (Xovoovpdda, 1960 kot Pnuaypévo amitt, 1965), Tnv Kikn Xeyditoa oto
G H kpavyn piag aboag (1965) 1) T ZovAa Mamaddakn oto dphp H arrjbeta eivar mikpr) (1974).

6 ElevBepia, 9 DePpovapiov 1960, 4 kat tn ovppetox) ™G [ahdvn otov veoovotato Biaco g
Aaikng Zknvng, n omola 8pvBnke onv ABva Tov AgképPpLo Tov 1959 Kt TNV TPWTN TAPATTAOY)
Tov épyov H Nriapvrpn twv OAipewy oto Béatpo g EAoag Bepyn. Emiong, EAcvbepia, 9 IovAiov
1961, T ovppetoxn) ™G Faddvn wg «povadikr) kovdepaoté» oTo Puxaywywkd TpOypappa Tov
«Knmov Movoeiov».

7 Epmpds, 31 IovAiov 1965, 6. LOpdwva pe To kodakevtkd dpBpo-rtapovoiaon yua T Taddvn,
St elva yvwoth) «pe ™) Aégn ‘H Ppwvi’», VTOURTAGPOVTAG PWVNTIKE «TIG YVWOTEG KAL... NHLE-
yvwoteg nbomotovs pag.. Exet thyet —dAho andppnro—oe pia tawvia va ‘pikoel’ §éka poAovg,
AMAVTOVTAG HAALOTA 08 Tpiot KAl TECOEPA TPOCWTA OV VTOUPTAGPL(E TaUTOXPOVWG, XWPiG ot
Beatég va kataddfouv 6Tt empdkelto TePi VOGS Kat TOV auToV TPoowTov». [TapdAAnia, n Taddvn
eppavifetat 0to padidpwvo ws N «Mikpr) Katwvitoa» pe moAloig pkpovg omadoivs amd 0An Ty
EMG&Sa. Eniong, EAevfepia 25 Noepfpiov 1963, 0. 2 kat tn oetpd twv «[Tapapvbidy g Nivagy,
1 omola ekdddtav and eAAnvoapepikavikn etapia «Nivar kat otnv omoia ovppeteiye n Fald-
vn. Entiong, Epmpds, 7 AekepPpiov 1962, 7. T cuppetoxn g Faddvn ot oeipd Sexamevtalentwy
mapapubwv Tov Nikov Povtoov oe pwvoypadikois diokoug g Music Box pe mepiételeg Tov
T'kaovp, Taplav, Kapaykidln, k..
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8 Oukvplot xapakTipeg g adrynong tov «pehodpdpatog Tov OptapPou» Stakpivovrat ard Ty
QAPETN KAL TNV AYWVIOTIKOTNTE TOVG, HE TIG 0Ttoleg avTipeTwi(ovy Ti¢ avandvteyeg Suokolieg
™G poipag, Tov épwta kat TG {wng, kat OptapPedovy ev TéAel Tapd T CWPEIX AVTIKEPEVIKOV
mpofAnpdtwy.

9 To mpwraywviotiké Sidupo ™G Taddvn éxet ovppetdoyet kat oe pelodpapatikég
Kivnpoatoypaduces tatvieg dAAwv oknvobetwy, 6mws Iatl yevvifnka ¢prwyr (1965) kat Xwptopds
(1966).

10 BA. yx mapddetypa, ta pedodpapata g KAAK OIAM O (ntidvog pag aydmng (1964) kot
Kapdia pov, mdpe va movds (1965) touv TeydmovAov, pepovwpéva pip tov Kwoterétov, dnwg
Aokpaoioa kar Kdve tov wévo prov yapd (1966), Tov Xtpdvtladn (Aev O Eeydow moté tn) popeprj oov, 1968)
1) tov Zidrykov (H {wrj evds avBpwmov, 1968, 1) Xtov (Atyyo g {wijs, 1969), kaBws kat apkeTd GpLAp Tng
IM\vtd (O dowrog, 1963).

11 Yt ovykekpipévn mepiodo, 1 kwvnpatoypaduwn apnynon Swakpivetar amd pia emipovn
XPNHoM Tov potifou Tou €kBETOV TEKVOU WG KAPTOU HLag ETEPOTASIKNG OXEONG, AVASEKVVIOVTAG
™ $uoloyvwpia TG HNTépag péoa amd Tov kabnpeptvd aywva yx emtBiwon, TV KOWVWVIKY
katakpavyn efautiag ™G avemBOpNTG EYKLHOOVUYNG KL TNV 0ptoTiki) oupdthiwon Twv
KOWVWVIKWV T&§ewv pe To opi§ipo Tov {evyous. BA. Ay. ta GpAp Avo aydmeg, Svo kdopor (1958),
Ouatdotnka yia to moudi pov (1960), k..

12 Tlpokettan yia pic Tumtiky) oOpPaom, n omoia aviyvebetat ota peAodpapaticd GAp Twv pHEcwy
™G Sekaetiog Tov 1960 kat VoTEPR. LUpPWVA HE QUTAV, OL GTUXOL KIVNHATOYpAPIKOl HPWES
Eedpevyovv amd ™ Pprwyelx kat TNV avepyia X&pn oTIG e§AUPETIKEG WIIKEG KAVOTNTEG TOUG.
Dréavovrag ota TéAn G Sekaetiag, dnpodireis tpayovdiotég (TOANG BookdmovAog, Aovkiooa,
IT&vog TCavetng, K.&) Ba TPWTAYWVLOTNOOVY 08 OYETIKEG TALVIES, TwV 0omoiwY 0 TITAOG oLUYVE
elvat kot pia dnpodiAr) Toug emitvyia, PA. Asv Eyw Spdpio va St (1968) | Aywvia (1969).

13 H pelodpapatiky tumomoinon g meptddov virayopedel v kuplapyn XpNon g 6EVapLakng
ovpPaong «Pprwyds-ayand-mAovolar kat To avtiBeto, evtdg piag adnynpATIKNG OVELPLKNG
tooppomiag mov O avatpanei e§attiag piag mape§nynong yua va katainget otnv anokatdoTaom
KoL TNV eVTUYT EKPaom.

14 O owoiag Tapovotdletat ws apnyNpaTIKo evppa Tov Aettovpyel wg otabepomomtikr) StkAeida
™G owoyevelakng {wng Kkat 1) Xpromn Tov, Kuplwg amd tn oevaptakr) éva tov Nikov DwokoAov,
xpnopomoinke oe pelodpdpata tov Teyomovdov, dnwg O dvbpwmos mov yipioe an’ tov wévo
(1966), H kapdid evdg aditn (1968), k.&. Baoiletat otnv avtibetiky ¢pvon Twv opolwv petadd Tovg,
Toug omoioug e§dAAov dével kat adeAdikdg Seapds, AANE KA OTNV AVTIKATEOTAOT) KATTOLOV VEKPOY
TPWTAYWVLOTH HE EVAY 0WOLX e OKOTIO TNV ATTokaTdoTaon NG pubomAaotikng Taéng.

15 T mapddetypa, poévo pia kotvwviky) Tén apopd oto Gptip Mnv adikrioets oppavij: 1) ooyéveta
™G ANKnG kat 1 prhkr) okoyévela Tatpd avikovy o avidTepn KOLVwVLKE T&EN Kkat 1) povn emt-
kotvwvia TG AAKNG HE KATWTEPA KOLVWVIKG oTpwpaTa elvat pe Evay taditln, Tov Stevbuvtr evog
Eevodoyelov KL TO UTNPETIKO TNG TPOCWTILKO.

16 «KAaotk6» WG mpog TNV TUTtoToinon kat KaBLEPwon X apakTthpwy, supPdoewv kat potiPwv, mévw
ota omola Paciletar n Tumiky) pehodpapatik Sopun Twv péowv tng SekaeTiag Tov 1960: GTwyol Kat
TAOVOLOL YOPAKTHPES, 1) Evvola TNG Tape€nynong, ) otabepr) kat avayvwplown eikovoypadia, To
paviyaiko SimoAlo kadov-kakol kat 1) TPOoKOAAN oY 0& EVA KAELTTO AdNYNUATIKO CUUTIAV, TO OTCO(0
TAPAUEVEL AVETAPO ATTO TIG EGWTEPIKESG KOLVWVIKOTOMTIKEG £§EAIEELG.

17 Zto g Me Aoytoe ) dpTwyela, o portnTig AAEkog amolveTat amd To epyooTdoto, dmov Sov-
Aeve. Xvvavtd tvyaia Tov maAtd Tov ovpportnt) Epid (BaoiAng Mavpopdtng), o omoilog tov Sa-
OKQAEVEL Vo PTTEL 0T PEYAAX TaAOVIA, OTTWG EKAVE eKEIVOG Kat amokataotddnke. Eniong, oto
dAp Kanpol ot prwyoyettovid, n pddobevn Ayv (Iacwvidov) tapacipetat amd Tov TuxodtdKTn
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nBomotd Avdpéa (Mavpopdtng), o omolog katotkel o€ éva mapadinda Siapéplopa o KoLvr) avAn
kat v eamatd.

18 BA, A.x., ot0 pAp Ilepippovnpévn aydmn T oknvi TOU VEAVIKOD TAPTL, 0TO omoio 1 Avva
avalntd évav mhovoto yaurpo. O $pakdg amelevbepwvetal and v kataypadr tng Beatpikng
otatwomTag mov emPdAdet n awobntkhy tov IMEK kat akolouvBei katd mddag Toug veapovg
KOUTLAPOOUG OTOV XOPO KOL 0TO PAEPT TOUG.

19 BA. ta evepik Tov pup H poipa piag yvvaikos.

20 ITapdAo mov n kivnpatoypadnon ota Gpip g Fakdvn Sev Eepevyet amd v tumomompévn
popdoloyia Tov «PwWTO-POUEVTOOUHE TNV AVTIOTOLYT XPNOT) KOVTLV®WY KOt HECKIWY TAGVWY, T
dAp TG Srakpivovtat yia TNV Totkthopopdia Twv teAevtainy. Eniong, oe oxéon pe ta «prowyucd»
(evepik Twv perodpapdtwv ™G meptddov (He TNV amhf ypappatooelpd o padpo $povTo), ota
perodpapata g Faddvn o Beathg ektAnooetal evydplotar ota {evepik Tov GpAp To kopitot Tov
TOVOU, Ot TIAOL TEPTOUV TEVW 0TO TAGVO TWV XEPLWV £vOG Se§loTéxvn povoikol va mtailet coAo
prov{ovkt péoa 0To okoTtddt. Metd ™V avaypadr TG oknvoBETPLAG, TO TAGVO TOU HOVOLKOV
dwtietal kat pe €va zoom out eppavifetat 6An n opynoTpa.

21 BA v avoamapdotaon g mapaoTpatnpévng kot polpaiag yvvaikag oto ¢ip EZtédda
(MuydAng Kakoytdvvng, 1955) 1} TV nbkomAaotiky) mpooéyyton tov oknvobétn I'. AaAwavidn
otV kwnpatoypadukr) tawvia Xtedavia (1966), otnv Opyr (1962) 1) kat Ta kdkkiva pavdpia (Baoing
TewpyLadng, 1963).

22 A.y., To kopitat Tov mévov (60793, 81.687 €10.), Me Abyoe n prdyeta (62793, 77.986 e10.), Kanpoi ot
pTwyoyeLTovid (647101, 74.203 €10.).

23 Epmpdg, 8 Iavovapiov 1966, 6, to pthp Kanpol atn prwyoyeitovid oknvobetiOnke pe «meploom
Sedroteyvior kat yapilet «oTO KOLVO EVYEVEIG EVTUTWOELS AT pLo ‘TOATIOHEVY KOHEVT» KL
Eumpés, 23 OxktwPpiov 1965, 6, 6mov oxoAta and tov «ART» yia to GpAp Atpaouévn yra ayémn: «Ev-
TPETNG N TaLviar, pe «eviiadEépov Bépa, Tov cuykivel Toug Beatég Tov apéokovtat 0To eid0g auTo,
Kkat pe kaAn eppnveia ané tov nbomotd tov Kovv, k. Oudtvétnp».

24 Epmpdg, 31 IovAiov 1965, 6.
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Achilleas Ntellis

YTpatnykeg SLapopdpwong evog
(@AAov) kovovos XtéAAda vs To
TedevTaio Péua

Strategies of Establishing An(Other) Canon.
Stella vs. A Matter of Dignity

In this essay I examine how the origins of the Greek Film Canon were estab-
lished and the problems that arise from ideologically-driven criteria in consid-
ering the value of films through specific films by Greek-Cypriot director Michael
Cacoyannis. Cacoyannis belonged to the Diaspora, had Anglo-Saxon mentality
and embraced centred-right politics. These personality aspects made him at the
time a sui generis Greek director, who did not quite fit in the division between
Right and Left, High and Low culture, Greekness and the Other. The small artis-
tic community of Athens in the 1950s had specific tastes regarding a film’s quali-
ty, and held the Italian neorealist paradigm as the model of artistic achievement.
In this article, I focus on Cacoyannis’ Stella and A Matter of Dignity, released in
1955 and 1958 respectively, in order to show the division, which privileged the
neorealistic paradigm of Greek Film Criticism for the last half of the 20th centu-
ry, dominating also the first academic Greek studies. I use four criteria (thematic
elements, acting, mise-en-scéne and critical reception) to compare both movies
and to deploy my argument. The first connects issues of artistic aura and filmic
maturity and reminds the first steps of the construction of film criticism; the
second promotes the cultural paradigm of the archetypical Greek extravagant
behaviour (Mercouri’s performance) over more esoteric knowledge of the Greek
psyche (Lampetis’ acting); the third examines issues of authorship and especially
the European ideal; the last one (critical reception) connects issues of literary

ideas (the genre of ithographia, i.e. study of manners or study of morals) with
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Greekness in order to demonstrate the domination of the Left in the Greek film
canon, as it is detected in the two votes of the Association of Greek Film Crit-
ics (1986 and 2006). Finally, I present a new vision for the Greek Film Canon,
which substitutes the division between Left and Right, High and Low Art with
a cognitive reading of the film A Matter of Dignity, which represents aspects of

Greekness more accurately, both artistically and culturally.

Yto &pbpo autd Ba mapovoiaotel pia mepimtworn peAétng Svo
Tawiwv and tov (8to oknvoBetn, pe otoyo va deiel mwg Stapopdpwbnke o
aovoTHaToToinTog, TANV  Opws  Stdyutog kavévag otnv  eAAnviky
kwnpoatoypadia. [podkertat ya tig Tawvieg LréAa ko To tedevtaio pépa tov
MuyaAn Kakoytdvvn, evog and toug dvo pall pe tov Kovvdoupo yevépyeg
™G eAANVKNG kvnpatoypadiag. Apddtepeg améyovy tpia Xpdvia amod v
poPoln (1955 kat 1958 avtiototya), eival popdpikd TapdpoLes, pia oelpd OpwG
oToLYElWV KEPEVIKWOV (BEATIKNG) Kt TEPIKEREVIKWV (KPLTIKNG TPOTANYMG)
€xet odnynoet oe pa oxedov maywpévn Stadopomoinon: n LtéAa Bewpeitar
epPAnpatiky kot kopudaia Tawvia tou Kakoyidvvn kat tov eAAnvikov
kunpatoypddov, evw To tedevtaio Péua TAPAPEVEL TAPAYVWPLOPEVO VLo
TOAAOVG, av OXL dyvwoTo oe apketous. H ddkplon avtn evroniletatl apyiké
otov apdpd eortnpiwv g mpwtng Toug TpoPolns. H Xrédda elvatr 1 mo
ETUTUYNHEVY ELOTIPAKTIKA [E 134.142 ELOLTHPLA, KATAAAPPAVOVTAG TNV TPWTN
0¢on katd ™V kwnpoatoypadkry mepiodo (1955-1956), evw To tedevraio
Péua 1 Atyodtepo emtuynpévn, kabwg pe 50.156 eotthpla TomobeTeitan
oV mEpmTn B€om otnv mepiodo 1957-1958 (XoAdd&tog 1982, 283). Extog amd
avayvwplopdmra, 1 ZtédlMa vtubnke €€ apyxng wkat pe ™V aiyAn g
kaAtex vikdTNTaG péow tou Ppafeiov Xpuong Zoaipag kadvtepng §Evng
Tawviag and Toug avTamokptteg EEvou tumou oto XoAvyovvt. Emtmpdobeta, n
tawvia €xet kataypadel ato ovAloykd dpavtactakd Twv EAMjvewv pe dpoug
Aaikng povowng: To tpayoldt «Aydmn mov ‘yveg Sikomo payaipy €xet
eppunvevBel amd dAlovg évteka kaAAitéyveg (Stixoiinfo 2016), evw vmap-
xouv 8vo pepi& yx avtd (epdlovrag n Meriva/ Playing with Melina 2014).
Ta &AAa dvo tpayoddia, «EdTd tpayoidia Ba cov mw» kat «To peyydpt eivat
KOKKLVO», £€X0UV yvwploet €€ kat TEoTePLS eMavekTEAEoELG avTioTorya (Stixoi.
info 2016). TéAog, n atdka «XTtéAa, PUye, kpatdw payaipy xet avayOel oe
dpdon otepedtunn kot oxeddv PeTiyloTkr, SNAWTIKY TOU AVIKAVOTTOINTOV

TOV £pwTa KOl TNG mopayopevng ameAmiolag kat alobnong cuvtpPng mov
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TAPAYETAL ATTO TNV AKVPWOT) TNG EpWTKNG ekTApwonG. H kabnpepivy xpn-
o1 NG OTNV UETAROVTEPVA ETTOXT) EXEL, EMTALOV, oTOLXElX Tapwdiag, dTwg
amotuTwveTatl kot oty tawvia Straigth Story (2006) kat oty epuPOALUN okNvY
Ppevdo-avamdpaocTaong TG ykél ekSoxng, otav 1 ¢ppdon éxet tpomomonOel
oe «XTéMo, PpUYE, kpatdw payaipw. Avtibeta pe ™ Ztéda, To tedevtaio Péua
dev éxel xapayOel pe dpouvg Aaikng povatkn§ kat Ae§thoyoy PeTiyiopov aTo
ovAoywd pavtactako.

Avt akppwg N avicopportia vrtép G tawviag Ltédda €yel vioBetedel
A&Bpa 6TOV ATUTTO, RCVGTHHATOTTOMNTO KAVOVA TOU EAANVIKOU KLVNpHATOYP& DOV,
OMWG UTOG amoTUTTWVETAL 0TN 8IG péYPL ToVdE Yndodopia TWV KPLTIKWY TOV
eAAnviKoU kivnpatoypddou kat Tov Beopikot toug opyavov ¢ ILEK.K. (Ta-
veAvia Evwon Kpttikwv Kuvnpatoypddwv), To 1986 kat o 2006.

Me a§loloyikn oepd ot 10 kaAVTEPES TaLViEG

IT.LE.K.K. 1986 IT.LE.K.K. 2006

1 Evdoxia O 8pdwog

2 O dpakog Evdoxia

3 Avamapdotaon O Bilaoog

4 O Blacog YTéA

5 H kéAmucen Alpa H kéAmucen Alpa

6 Xpwpata ™G (ptdog Avamapdotaon

7 Kapkarov Pepmético

8 To mpo&evid g Avvag H ¢pwroypadia

9 Mmodapdg Kapkaov

10 YtéNa -TAvkiéd Zvppopia
-H eapuvr) ovvadig twy
AypodpuAdkwv

Yy wpwtn Yndodopia 1 Lrédla katadapPdver v teAevtaia kat
Sékatn Bgom, evw otV Pndodopia Tov 2006 TNV TETAPTN. [TwG e&nyeitat avtdg
0 avaPBacpds kat 1 IO EVTUTIWOLOKY AVOKATATAEN) HETAED TWV TAUVIOV TNG
Aotoag ) ottypn pdAota mov vedtepot oknvobéteg dev ouppepilovtat v
St kprtkr) odpeldr); T Tapddetypa, vedtepot oknvobétes, Onwg o XVAAag
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TCovpépkag (yevvnpévog to 1978) emavalapPdvel oe ouvévtevér Tou pe
adoppry v wpoPodn g tawviag tov, Ekpnén (2014), v €A§n tov mpog To
tedevtaio Pépa kot To kopitol pe Ta podpa. LUYKEKPLHEVQA, KL OE EPWTNON
Too0 TOV EXeL emnpedoet o Kakoytavyng emonpaivet:

O MuydAng Kakoyidvvng pe éxet emnpedoet moAd. Idwaitepa

to «Televtaio Pépa» kat to «Kopitot pe ta pavpar. Eivat to

TwG 0 Stdhoyog tou Sadvikd ylvetat Eupadt, TwG katapepvet

va atnpi€el yep& to Spdpa TWV NPWwWV TOU 0TV KOLVW VI TOV

BAémel yopw Tov, TWG XWpl§ Vo XAVEL TNV KAVOVIKOTNTA TWV

KATAOTACEWY, KOTAPEPVEL VO KAVEL TTOAD TOAUNPEG OKNVEG [...].

(ZovpmovAGkng 2014)

Tt eivat autd mov dtaywpilet Tov véo oknvobétn amd v makatdtepn
YEVIA TwV 6UVOSOTOpWY TOV, OKIVOBETWV TPWTIOTWE KAL KPLTIKWV SEVTEPEL-
ovtwg; Elvat tédya 6Tt 600t yevvOnkay petd v pHeTamolitevon éxouv av-
SpwBei pe vootpomia amaAlaypévn and 10 GUVEPOHO TNG VOTEPNONG KAL TNG
kayvmopiag 1 pTws elvat étL N vedtepn yevid dev vioBetel TNV petamolept-
k1) GLVHBeLa TNG TAVTLONG TOV EPYOV pHE TO TPOSWTO; MNTTWG cUVTPEYOLY OAX
avtd pali Tov odnyovv tov Tlovpépka va vrepPepartioet yio to StdAoyo Kat
™V KoWVwVIKY guBkpioio ¢ tawviag Xtov avtiroda, otn dekaetia Tov 1950,
Sexaetia mov o Kakoytavyng apyilet tn oknvobetikn mopela Tov, To auTOoVO-
NTO TOVU Sy WPLoROY TOU KXAALTEY V) atd TO €pYO0 TOU AVTIKATAOTEONKE Ao
™V AP TAUTLON, OTWG aToTUTWVETAL 0T Stampuota KPLTIkY apBpoypadio
APLOTEPWY KPLTIKWYV TNG ETOYNG Kkat e8tk& Tov Avdpéa MooyoBdkn oto mept-
0dkd EmBewpnon Téxvng. Evdewktikd avtov elvat 1 kprtikr) tov Mooyofdkn
yua v touwvia To tedevtaio épa:

Mua andia kAeivel péoa tov o k. Kakoytdvvng yw évav kdopo
OV, OTWG PALVETAL TOV YVWPLOE KAAK KO TTOU HTTOPEL VO HOG TOV
meptypapet 6oo pmopel Pabitepa. Elvat o kdopog tov mAovtov
mov &edtifel pépa pe TN PP Kol TEPLOTOTEPO KATASIKATUEVOG
v apaviatel an’ ™ StadpBopd Tou Kot TNV ECWTEPLKT) TOU OHPN
tov [...] H avtimapdBeon ™¢ amAng kat kaAdkapdng xwptkng,
mpoPdAet o yTumnTéd ™ StadBopd Twv TAovGiwv. Opws otov
oknVoPETN Aelmel 1) WPLUOTNTA, Ol ATOKXAVTITIKEG OTLYHEG lvat
Aiyeg kat ot yapaktipeg Sev €xouvv ouvémela kat peatotnta. To

TpOPANpa mov amaocyolel Tov k. Kakoyidvvn elvar n Adtpwon
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auTov Tou KkOGpoU Kat Vopilel Twg T Pploket oe po OpnokevTikn
€€apon. AAG ot kapmdveg Tou prvade oav vavat moAy Povepég
kot oa va Béhovv va okemdoouvv kamoleg AAAeG PwVEG, OAn N
oknvn oa va Bélet va Snpovpynoset po pédn, éva mapalipnpa
mov Ba vigel kamoleg apdptPolries (MooyoPdung 1958, 267).

Amd ™V mopaldAn Twv WE0AOYIKWV HETATOAEHIKWY oU{NTHOEWY TTOY
€lafav ywpa eldikd oe éva tepLodkd, dmtwe N Embewpnon Téyvng (Kapadr 2005)
Kkat TNV eTOeTKOTNTA, TNV o&ela KL PPEVIPN, TWV KPLTIKWYV Yot KAAALTEY VIKE
TpOowTa KAt aoOnNTk& €pya, avadVeTtal, oTIG apyég Tou 21 auwva, pio
Stadoywdtnta. Kat and v petamolepikr) kat avOpwroloyiky cupmepidopd
touv EAAnva, TV TepLopLaTikr), HOVOAOYLKY) KAl GUVAHA AKUPWTIKY, dpalveTal
va avadvetat éva 1og, o evply kat pio StayeveakdtnTa, AoONTIKY Kot
KAAALTEY VIKT) LOTOPLKNG X POLEG, OTTWG AMOTUTWVETAL 0T CUVOHLALL £VOG VEOU
oknvoPETn, Tov Tloupépka eV TPOKEPEVW, [LE EVAY TIPOYEVETTEPO OHOTEY VO
Tov, tov Kakoytdvvn.

Av aut6d ovpPaivel pe 6poug kaAAteyvikovg kat avOpwmoloykols
ev yével, yati 8ev amoTumwveTal KATL AvTiOTOLXO OTO YWPO TNG KPLTIKNG
TPOTANYNG AV Sev TPOKELTAL YL CUPTTTWHATOAOYIN, TWG e&§nyeital ev TéNeL
auTth 1 evTumwotaky avakatdrtadn g Xtédag otov kavova; Eivar pa
mpoomaPela va mpoatatevBel  tawvio and pa vdpépmovoa amokabniwon 1)
avtifeta éva i80¢ TVEVPATIKOV SLATLOTEVTNPIWY TWV VEWV KPLTIKWYV TTPOG
Ta TaladTtepa;

To mapdv &pBpo B PpwTioel TAVPEG WG TPOG AUTA TA EPWTNRATA,
ovykpivovtag ek mapaAAniov kat ek Stapétpou tig SVo Tawvies (EtéAda kat To
TedevTalo Pépa) pe Ta kpLTNPLAL TNG BEPATIKNG, TNG UTTOKPLTIKNG, TNG H{evoéy
KaL TNG KPLTIKNG TPOTANYPNG, VOOUHEVNG TOOO e dpoug dnpoctoypadtkolts 660
KaL TAVETLOTNHLIAKOVG, TIG dVo Kuplapyes popdég Adyou kat egovoiag, ovy-
XPOoViké 600 kat emlokomikd. XTdY0G eivatl va katadetyBovv ta kpLthpLa pe Ta
omola Stapopdpwbnke 0 ACVOTHHATOTOMTOG KAVOVAG TOV EAANVIKOU KIvNpa-
Toypadov, Stiyutog, aArd eAdylota apdLoPnTOVHEVOG KAt NKLOTA EPTTAOUTL-
OpEVOG. AelTepog oTOX0G, OpoAOYNpHEVOGS TtpokaTafolkd, elvat va pwtiotel
pe pla véa mapapetpo pia Stebvng oulnmon ya ta otédia, T Snpovpyia kat
™V eykabidpuon evdg kavova.

AG TApOUpE TA TPAYHATA HE TN OEP&, AAAG pe TPOTO KAUAKWTS, Ao
Ta o pHupd ws Ta o peydha. Kat otig dvo tatvieg mpwtaywviotovv dvo
YUVQIKEG 0TO HETO 1) KOVTA 0TO TENOG TNG TPiTNG SekaeTiog TG {wng TouG. X1
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Xrédda, PAEmovpe ToV ad€opevTo YapakThpa pag Axikng tpayoudioTplag Kot
™V mopeia Sododpoviag g and tov epacti| tnG. Eivat éva povikd, Avtpwtikd
KOt TPAYKO, Auptcd Kot UPVNTIKO Yl TO TAB0G TNG yuvaikag Kot To KOupayLo
TOV AVTPA Kot TAVW amd A yia To adVVaTo Tou amOAUTOU £PWTA KAL YLoL T
Vo pUAa. Xto Tedevtaio pépa, PAETOVHE TO YOAPAKTIPA HLOG HOVOXOKOPNG
apLoTOKPATIKNG oo yEVeLag Tov KoAdwvakiov, mov €xet Eemeéoel amd tnv Téén
™G, €xet Sedptioel amd v alyAn pe v omola TO ¥pHHaA KAt 1) CUVaKOAOUON
puBoloyia tov vrivel cupmepidpopés. To Pépa Opws Tov ydoket emwduva pHeTd
70 Bavatwd g vmnpétplag whel v kopn va eykatadeiPpet Ta Prpvbiwpata
™G mpotepaiag Pevdemiypadng (whg ¢, avaPamtllopévn v nuépa Tov
Agkamevtadyovotou otn Atavikn Topm) ¢ Meyaldyapns otnv THvo.

‘Hén amd tn ovvomtwkr €§lotdopnon ¢ mAokng Twv V0 TAUVIKV
oktaypadeitot To TpTo oTESL0 dNpovpylag VOGS kavOVa, OTIWG TO TEPLYpadeL
1 Janet Staiger (Staiger 1985, 5). & autd, Aéet, oL TpyToL KPLTIKOl Kot OewpnTikol
YL VO VOHLILOTIOOOUY TOV KLVIHATOYPG&PO 0T odaipa TNG TEX VNG, EYElpOUY
{nmpata ovotag, Wiattepdtntag kot wptpdtntas. Edw ta ovtodoykd {nthpa-
TA EMKEVTPWOVOVTAL OTO WG O KLVNHATOYPAPOG EVOWHATWVEL PATIKES APYES
AA WV TEX VWV, OTtWG amAoTnTa, tooppoTtia, pavtacia kat TAnpodopia. H kpt-
Twkr) Tov Mooy oBdkn mov Tapatédnke mo t&vw BETEL exTOG TWV (SE0AOYIKWY
(Npétwy, tétol ovtoloykd {ntipata, Otav emonpaivel v €AAewn
WPROTNTAG, HEOTOTNTAG KOL ATOKAAVTITIKWY OTLypwV oto Tedevtalo pépua.

To devtepo otddlo, vrootnpilet 1 Staiger, TPoEpYETAL AT TO TPWTO KL
meploTpédeTat yopw and otoryeia Stapopomoinong Tov kKivnpatoypddpov anod
aAAeg TEYVEG Kat kuplwg Tou Bedtpou (Staiger 1985, 6). Xtnv EAA&Sa To Batpo
daveloe Bépata kat €idn otov kivnpatoypddo (BA. evdektikd, kwpedVAALO
kat toawvieg dovotavéArag, Kymionis 2000, Agppevt{émovlog 2002)- mio
appidpopn, Opws, NTav n oxeon Be&TPou Kot KIVNHATOYPAPOU WG TPOG TOUG
nBomotovg kat v umokpttikr). O kKivnpatoypddogdaveloTnke TPOoCWTKOTNTEG
amnd to Béatpo ya va voppomomBel, Onwg kat To avtioTpodo, UTOKPLTEG TOV
KLVNpatoypddpov voptpomoOnkav ws kaAAitéyveg oto dppa touv Beomidog.
EnePatwticd ws mpog avtd elvat ) kaptépa Twv V0 TPpWTAYWVIOTPLWV OTLG
Svo tawvieg mov e€etdlouvpe, LtéAa kan To tedevtaio Péua.

Ot mpwtaywviotpleg (Mehivae Mepkovpn, EAAn  Aapmétn) elvat
epPAnpatikég TpoowmkdTTEG TNG VTokpLTkng otnv EAA&Sa. H mpwtn
e€wotpedn, pe Adyo moAttkod kat mapepPatikd, émage oTov KIvnpatoypddo
o€ 18 tawvieg and To 1955 pe T LtéAa wg 1o 1978, 0T0 BEATPO ATTO TO 1944 WG
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TO 1992 KOL OTNV €vePYO MOMTIKY amd To 1981 wG Tov B&vatd ™G To 1994.
HAapméménadeoeiotavieamdto1946 wGTo1968,katotoféatpowsdvoypodvia
TpLv amd tov Bdvato g, To 1983. Kowvd otoryeio apdotépwv Twv nbomotwy
elvat OTLTipnoav To dppa Tov B€omidog ya peyadutepo Xpovikod Stdotnpa awod
autd ™G peydAng 000vng (Mepkolpn: O€atpo-48 étn vs. Kumpatoypddog-23
€, Aapmét): Ocatpo-39 €11 vs. Kivnpatoypadog-22 €tn). I'ivetat avtiAnmtd
OTL 1) EAANVIKT) TAUTOTNTA TPOETATOE KATA TOV 20° QULWVA, TOUA&XLOTOV, TNV
UTTOKPLTIKY] VORLHOTIOMON Kat TNV KAAMTEYVIKY voTepodnpia péoa amd v
epnpepn téYVN Ttouv Bedtpov Tapd Tou kivnpatoypadov. Eva dAlo mapé-
detypa, akpaio pev, aAAd evioyuTkd autov, elvat 1 mepimtwon tov diwdlov
Kapén-BovytovkAdkn. Av kot wg To 1972 apdOTEPEG MPWTAYWVLOTOVOAV
otov kwnpatoypado, n Kapeéln adooiwdnke oto Beatpo, evw 1) BouytoukAdkn
ovvéytloe kot otn dekaetion Tov 1980 TG epdavioelg otn peydAn 0Bovn,
ouppdArovtag otnv mayilwon pag capovg dtadopomoinong kot a§loAoyikng
katnyoptromoinong: H Kapéln eivat to Betikd mapadetypa, evw ) BovytoukAdkn
TO APVNTLKO HE OPOUG KATA TELP& KAAALTEY VLKOVG, SLAVONTIKHG UTTOGTAONG KL
épduAng avamapdotaong (Kaptdhov 2008). Autd mov pével va Sovpe elvat
HE TTOLO E(80G VTTOKPLTIKIG VORIHOTTOLOUVTAY Ol TPWTAYWVIOTPLEG AUTEG OGOV
adopd TN peyaAn 086,

[Tepropilovtag To €VPOG KAt OLYKPIVOVTAG TNV UTOKPLTIKY) OTOV
kuwnpatoypado kat eldwd otig dvo tawvies, Ba vmootnpilape OtL N pev
MepioUprn QVTITPOCWTEVE TEPLOCOTEPO TNV OQUTOVOUN UTOKPLTIKY) CTOV
kumpatoypddo, 1 8 Aapmétn v evowpatwpévn/olokAnpwpévn (Malt-
by 2003, 388-389). Kat& tov Richard Maltby, n mpw, n avtdvoun etvar n
UTTOKPLTLKY] TNG OTTOlOG 1) TAPOUOIX HECA ATTO TNV TEPOOVA £VOG oTap elvat
€xdnAn kat yopw amd v omola ytiletar n adfiynon, evw otn Sevtepn,
TNV EVOWUATWHEVT)/OAOKANPWHEYT), 1] TEPOOVA €VOG OTap HETPL&{eTal KAl
VTOTAOOETAL 0TNV adiynom 1 kot otV KeAAttey vk vtdotaon g Tawviag,
Xwpig va amokAeietal va cuvumtdpyel 1) pia pe TV AN péoa o€ pua tavia.

H mo yoapaktnplotiky oknvi yw To €(80¢ NG UTOKPLTIKAG 7OV
vnnpETnoe N Aapmét) otV Tawvia autn eivat, otav wg kopn g Semeopévng
owkoyévelag (XAom) tpafiétat and to pmpdtoo €€w amd to Aaikd povoko
KEVTPO amd Tov avtpa pe tov omolo pAEptape (MiyaAng NikoAvakog) kot
TOAVOV VA TAVTPEVOTAYV, AV 1) OLKOVORIKY) KATACTPOPT) THG OLKOYEVELRG SeVv
™V odnyovoe otnv aykalid evog mAovotou koopomoAitn EAAnva (Mnvég
Xpnotidng). X oknvy avtr), to PALppa g XAong/Aapmétn dev ovvopilet
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PART 1

Eidog Ymokpitikng
Avtovopn Evowpatwpévn /ohokAnpwpévn
evtunwaotodnpia-atpadov apnynon
dpaon eppnvela
TapAoTOON avoamTapioTao
opaty adpatn
emidel€n petapdieon
vmepPoAn aAnBoddvetla
TEY VKA TPOTEPTHATA Ppuyoloyla yapaktipa
XApnAO status vPnAd status

poévov tn dpapatiky) BEon NG oOYEVELRG, AAAG amOTUTTWVEL Kkat TO Stkd NG
tpaywo adie§odo. EE apyng, oto mpdownd g (wypadiletar pe adpd tpodmo n)
opynf kat emBeTIkOTNTA, pa 1) TPWTN TapépPacn Tou dvtpa (Al podakwvet
Ta okANpd ouvauoOnpata TG avtokpLtikng. Me T devtepn mapépuPaon (Pihi)
ov akoAouBei, To yepdto dpvnon kat aneAmioio Tpdowmo g XA6nG vroy wpel
KL o IKEVTWKT TTapdkAnom epdavifetatl oto mpoéownd ™G, Kupiwg amd v
ATOPACLOTIKOTNTA TOV AVTPA V& TPOTELVEL CUYKEKPLHEVES AVoels. Kat oTig dvo
TEPUTTWOELG, HETE TNV mapépPacn Tov dvtpa kat Tn cvvakolovdn otiypaio
alayf) Twv apvnTwwv cuvaloOnpdtwy ot mo ovdétepa, N XAon emotpédet
Eava otnv afovAia, To adté€odo kat TV avamtodpacLloTKOTNTA, AV KAL 0 &VTPAG
™G TPoodEPeL TNV epwTiky) evutuyia pali pe tnv owovopkn Bepameia. Kat dpwg
07O TENOG TNG OKNVNAG, 1) &pynon g AL aAA&let, oav va vToXwpel Kot ooy
va Avyilet ) (St prpoota oo telyog mov cuvavtdel. To epwtnpa av Ba Seytel
TNV TPOTEWVOHEVT AVON TOPAPEVEL AVOLYTO, AVATEAVTNTO TAP& TIG APYLKEG
apvntweg Tpobéoetg . Kot pe autd Ba mopevtel n) tawvia yio apketd Aemtd.
H pukpnig dtdpretag oknvn (kovtd 0To I:10) elvat VA TPOTWTLKO ETTITEVY A
™G AQUTETN TOV TAPOHOLO TNG deV LTTEPYELOTOV EAANVLKO KLVNpHOTOYP&PO TNG
mepLddov ekelvng. Ta epyadeio g elvat eddytota: Ta pdtia ™G, ot {uylopéveg
KLV OELG TNG KEPAANG KOL OL EAAYLOTEG TOV VTTOAOLTTOV TWHATOG TG, KAL KUPLWG
N Yuyoloywr katafubion ot pa TPOoWTIKOTNTA TOU PLOVEL TA TPAYIKE
adté§odd ™. H Steioduon autr), moAUmAokn otn oA KL ATTALTHTIKY TNV

eKTENED), ATOTUTIWVEL TLG GUVEXELG PUXOAOYIKEG HETATITWOELS (AUTTO TNV 0Py

92



PART 1

Ntellis

otv amodoyn kat and to adié§odo ™G aUTOKPLTIKNAG 0TV ameATiolo Kot T
Aitpwon) mouv dnAwvouv Ott elvat evdAw kat yla avtd eVBpavoTr), EVHETE-
BoAn kat ywa avtd pupokivouvn. Autdg o PuyoAoykog Stakoopog ™G KOpNG
vropvnpatifetat and tov XopunAoé Gwtiopd, ) pelayyoAkn pHovolky Kot
To Tp&Pelvyk ™G k&pepag. Me avtdv Tov Tpdmo TovifeTat ) avddvon tov
XOAPAKTNPA KOt OYL TNG TEPTOVAS, 1) aAnBoddvela TNG AvaTAPEOTACTG TAPA 1)
vrepPolr) ¢ mapdotaons. Me Alya Aoy, Sev PAémovpe ™) AapméTn per se,
aAlé ) XA6n péoa amd ) AapméT.

Tnv oAtydpreta ™G vTokpLTKnG TNG 1 AQUTETY) TNV UTNPETNOE o€ OAN
oxedov ™V kiynpatoypadikt) Topeia TG, eV avtiBéoet pe TV TANOwPKOTNTA
™G vmokpltikng ™G Mepkovpn. Kat €8 AavBd&ver pa avBpwmoloykn
dwaotaon G eAAnvikng tavtotntag. H Mepkovpn amotumwver pe Tov
o epPAnpatikd tpémo v e§wotpédeta tov EAAnva kat v aicBnon g
kotvédTNTag oty omola BéAel va avnkel, o avtiBeon pe TV E0WTEPKOTNTA
™G AQUTETN, 1) omola ATALTEL OPYAVWOY) ECWTEPIKOV KOTHOV, EAEYYO KOl
avtoyvwoia. ['ta avtd kat n GpApkn tepodva g Mepkolpn, ev avtidéoet pe
™V TEPOOVA TNG AQpTETY, VTTEPTEPEL O NN Kot voTEPOPNpiaL, Lot kot PpUe-
TAL O€ £V TETOLO TOALTIOHLKO TTEPBEAAOY.

Yndpyet opws kat évag Sevtepog Adyog ylo Tov omoio vrofialetat
to Televraio Péua pe dpoug vokprtikng. H olokAnpwpévn vmokprtiky) mov
vmnpétnoe N Aapmét) amd TN dekaeTia TOu 1950 Gpynoe va kaBiepwbel
otov eAANVd kivnpatoypado. Xto kpiotpo paAtota yoptopa tng dekaetiag
TOU 1970, 1) UTOKPLTIKY EVOWHATWONKE 0TO Kkivnpa Tov ¢poppaiiopol kat
™G evdookomnong (Karalis 2012, 143). e autd TO KiVNpQ, 1] CUVALEONHATIKY
tavtion eykatalelpOnke, 1 kvnpoatoypddnon otphdnke oe adnpnuévesg
évvoleg kat 8€eg kat kKaBEPWoe TV aUETNPOTNTA KAl TNV ATAGTNTA HLAG
€Y VNG, oXedOV apyailovoag, Omws Tou PwBou kivnpatoypadov. H vrokpitikn
dev mpoétade Ta aTotyela TG PuYOAOYIKHG TAVTIONG HECW TWV XAPAKTNPWY,
allé ) Stavontk) Tepltoodtepo péoa and v avadeldn dewv. And autd to
a&loAoywod kpttnplo 6oV apopd TNV UTOKPLTIKY SETETAL O KAVOVAS, adov
ot kpttwcot otnv ILEK.K., otnv mAetoPpndia toug, avdpwbnkav oe éva tétoto
mepPaAov kaBoAn T Sidpkela TpLakovTaeTIOG 1970-2000, 660 dnAadn Siap-
Kel pLo YEVIQ: kat amo auTo €0 TO ONHELO EKKLVEL 1) TAPAYVWPLOT) TNG TAULVIAG.

[Moapdpola molotiky) akpioio mapatnpeitat kot ywx tv a§loAdynon
™G plevoév. H levoév 1 mo owotd 1 kumpatoypadkdtta, cupdwva
pe TN petaypadr tov 6pov and tov Mdapto ITAwpltn TO 1946, kat 0 OpLOpOG
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™G péoa and TG oelideg g epnpepidag Edevbepia (IMAwpitng 1946) wg
€vOG ouvduvaopol tou povtal, ™G PwToypadiag, TNG VTOKPLTIKAG KoL TNG
oknvobBeoiag, 0,7t TéAog mM&vTwv ovviotd Vv Wautepdtta ™G £RSoung
téxvng (NteAlng 2010, 53-69),-n kvnpatoypadkdtnTa Aotmdv opotdlet kat
ot1g Yo tawvieg Tapd To 6,7t ot ouvTeAeoTEG Sev elvat ot idlot amd Tavia oe
tawvio. Xt Zréda StevBuvtig pwtoypadiag eival o Kwotag Oeodwpidng kat
oto Televtaio pépa o Walter Lassaly. Av 1 Béon Sedopévwv g totooeridag
™G tawvodnkng g EANGSag evotabel, otn dpdpoypadio Twv 44 Tavidyv tov
Oe0dwpidn Eexwpilovv o Apdkog (1956) kat 1 XréAda. Xtov Lassaly dpwg emw-
pifovtan tawvieg, 6mws 1 Mavrtaréva (1960) kat o AAéEns Zopumds (1964). Xt
Xréda kan To tedevtaio pépa, emiong, ol epPANHATIKEG TTPOTWTKOTNTEG TOV
['évvn Toapoivyn kat tov Mdavou Xat{iddakt evBvvovtat ya to oknvoypaducod
kat povotkd amotéleopa avtiotorya. Iicw amd v mapdBeon auvth twv
ovopdtwv, kpuPetat n &pomn prag Tape§nynong, oudénote oporoynpévng aAdd
€€akoAovONTIKE SLakivOUpEVNG, AVEHESH GTOVG KPLTLKOUG TTOU Stapdpdpwoay
Tov kavova péoa and v Ypndodopia, ot o Kakoydvvng dev fjrav évag
oknvoPétng-dnpovpyds (auteur), alld Siekmepaiwg (metteur-en-scene):
OTL GAMot ouvTedeoTEG evBUVOVTAL Yl TO KOAMTEYXVIKO QTOTEAECHA, KO
Tavw and OAa 6tL Ta oevépla Sev Pacilovral o dikég Tou 8éeg. H Paotkn
ETLYELPNHATOAOYIX TWV KPLTIKWY TPOG AUTHV TNV KatevBuvomn ftav dtt oL o
dnpodiAeis kat Ppafevpéveg Tarvieg Tov Kakoyldvvn wg ™ dekaetia tov 1970
elvau petadopes (Xtédda, HAéktpa (1962), AAEng Zopumds).

Qg TG apxég G dekaetiog Tov 1970 Oa amokpuoTarAwbein Wéa dtLpdvov
KOTAPYWVTAG N AVTIKAOLOTWVTAG TO GEVAPLO TTOU PETAYPADETAL I AVIKA GTO
b, ovvtiBetatl  TpoowmikdtNTa TOU oknvoBéTn (Elsaesser and Buckland
2002, 86). Me &Aa Aoy, pdvov dtav To oevdplo elvat TpwTtdTLTO KAt HEp-
VEL TNV vTtoypadr) Tov oknvobETn, TdTe avadvetat kat o dnpovpydg (auteur).
Empdketto ovotaotikd yio pa kedpadatwdn oUykpLlon avapesa 6TO YVHOLO Kot
70 kiBdnAo, To VPNAS ka To ¥BAPAAS, Kot TAVTOYPOVA GVYKPOUGT) OVTOAOYIKTG
dvoewg: O kivnpatoypddog dtebvwg voppomotovvtay avbimapkta peEoa amd
™V avadeldn Tov oknvobETn KAl TNG POHAVTIKNG alpag Tov Snpovpyou Tov
adatpel kot cuvOéTeL, pa Thvw and oAa opapatifetal Tov KOGHO 0TOV 0Tolo
(e, péoa amd Tov mpwtaywvioTikd podo g Téyvng.

H kuvnpatoypadeotnta, Opws, twv dvo tavidv wov e§etdlovtat edw,
™G Ztéddag kat tov Tedevraiov Pépatog, av pehetnBolv ek Tov cVUVEYYUG KL

ev akohouBia, Ba deifel OTL appoTEPEG EVTATOOVTAL OE €VA YEVIKOTEPO TTPO-
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BAnpatiopd Tov Kakoytdvvn pe tov epyopd tov 6to eAAadikd k€vtpo amo
pnTPoToAn touv Aovdivov. O oknvobétng npoonabel va kataktioet Vo mTpdy-
pata: TNV TEX VKN TS ERSOpNG TEX VNG Kat TN onpacia Tou va eloat EAAnvag.
Xv tpwn, o Kakoytdvng mpoomabdel va n&Bet pe tov tpémo tou’EAAnva (to
avtodidakto) tn B€on ™G KAPEPAS, TNV UTOKPLTIKY, TOV pOAO TOu cevapiov,
To povtal. Aselyvel pdAdota va €xel KATAKTHOEL aoOnTKd T Svvapn Tou
povtd{ pe autyv v tétaptn tawvia tov. Entl mapadelypatt, otn oknvy tov
Bavartov g vnpétprag (EAAN Zadepiov) to povtal mailet 1600 kataAutiko
pOAo kat yprowpomoteitat pe akpiPeta xelpovpyou mov kabioTatat vTodetypa
ypappkig oekave. H wooppomia avapeoa otov Adyo, ta mAdva, Ti§ Béoelg
™G Kapepag péoa 0To SWHATIO KAl TIG KWWAOES TwV Nlomolwy Tpowbdovv
kAtpakwta ) dpapatkr évtaon. H kivnpatoypadikdtnta otn oknvn auth
avamapdyet évav kAeloTtodoPikd TOVo, 6TaY N uTNPETPLX TPAPd ATOPATIOTIKE
T CUPTAPWTEG TOPTEG, ONHUIOVYWDVTAG HLot ATHOOPALPA AVAPETPNONG KL
eykAwPopov mov emttelvetat and ta mavt{ovpla Tov cuokoTi(oVV TO CaAAOVL.
Ekel, ot tpetg yvvaikeg apyilovv va SamAnktilovtal, otn cuvéyelx va
dwvaokovy kat v TéAeL va tadhevovv. Me TNV kK&pepa 0TO XEpL, 0 OKNVODETNG
kot 0 StevBuvtng pwtoypadpiag CUPHETEXOVY 0TO TABOG TWV YUVALKWYV, GKOWY
kat OTav pe cut kat pe APn ektdg Tapabupov Stappnyvietat o TepikAeloTog
Xwpos. Kat 6pwg avth 1 emdoyn, av kat abwa, Oa cupmAnpwdel otn ouvéyela
pe €éva &AAo TAGvo, yla va dnAwdel pla Tpwtn amootactonoinon. H xpron tov
evdodyntikov Nyov (padtdpwvo- avapwvnon wpa EAAGSog, Stamepaotikd
koVSOVVIOHA TNAEDWVOU) KOPUPWVELTN CWHATLKT), PUYLKT) KOL OV VALTONHATIKT
TaAn. tavet €Tt 1 kivmpatoypadptkoTnTa vaor SteupUvel T SPAHATIKOTNTA
NG OKNVNG OTA OpLa TOU OTAPAYHOU KAL TNG TPAYIKOTNTAG. AUTO ETLTUYYA-
vetat pe TAdvo TAov(E, and YnAd, and ™ ywvia Tou caloviov, ToAy kKovTé
070 mA&vo tou Beov. Elvat 1 otiypr) mwov ) Tpwtn amootactonoinon taipvet
T™n popdn £vog oyoliov, yua ta dpta Tov okdToug TG avBpwrivng Ypuxng. H
kwnpoatoypadikdtnTa oxoAtdlel to Tébog kat Sev To ewkovoypadel povov
adnynpatkd. Bpiokdpaote ma oty kopUdwon, dTav Ta CWRATA TNG KOPNG
KOL TNG HAVAG ATOHAKPUVOVTAL ATTO TO MTWHA TNG VEKPNG UTNPETPLAG OAV
OnAaotwd mov oodpifovtat dti 1) emAoyn Tov Bvpatog Sev Hrav owortr. Entt-
TUYXAVETAL HETQ ATTO TN CUHRETPIKOTNTA TNG ATORAKPUVOTNG TWV CWHATWY
petadl TG HNTEPAG Kat TG KOPNG kat T pubpkdTTa NG avaPabpidag Twv
ovvaleOnpatwy (o v aneAnioia otV arotpdmala O¢aon Tov eykApHATOS)

pa kuvmpatoypadpuotnta mov katd tov Karalis dev elvat ma pdvov 1
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kaTdkTNon ™G YAwooag, (ntovpevo tov eAANVIKOU Kivnpatoyp&dov, aAAd
kupilwg 0 atodntkog TpoPAnpatiopnds péoa and t Snplovpytkn ouvopAia
Adyov kat ekdvag (Karalis 2012, 78).

Ymyv mpwtn oekdvg TG Toawiag 1 amAf Aettovpyla Tou cut
moMamAaotdletal, otav 1 XAon ondet emitndeg To PTOUKAAL pe TO VTTOTIOEpE VO
oviokl. XTo eTMOUEVO TAGVO SV QKOUNE TIG AVTIOPATELS TWV TPOCWTWYV TTOV
éxovv palwytel oV Pepdvta Tou omitioy yla Yapromaiyvia, Sev PAEmovpe Ta
BAéppata, Onwg Ba avapévape: avtiBeta, npidws kaAvTTEL TO ETOHUEVO TAGVO
0E €VA OKOTELVINOHEVO KUPLOAEKTIKA Kkat HETAPOPIKE Tpoowmo. To povtal
€8 Aettovpyel mpooBetikd, adol tovilet ™MV amdkpuPn kat TV vTtokpLoio TG
OLKOYEVELAG TTOVU ATOOLWTR PE KABE TPOTO TNV OKOVORIKY KataoTpodt| NG,
avTOETIKA, AoV Sev eKTANPWVEL TI§ AVAYVWOTIKEG TTPOTOoKieS, OTwG elyay
kaAAepynBel €€ apyng ™G Tawviag and v anewdvion ™G atpdodatpag Kot
™G YohapotTag kot TOAAATAACIAoTIKE WG TPOG TO aoBNTIkd amotéAeopa
™G Tauviag, apol emtayVvel péow TG ATOTNTAG TNV TAOKN KOl TPOAYEL
tavtdypova T ¢avracia kat v vdoloywn Spapoatikétnta. O dog o
Kakoydvvng eiye emttiyet Bavpaotd anotedéopata pe 1o mapdAAnio povtad
otV TeAn) oknvn ™G XTéddag, 6tav oL XWwPLOPHEVOL EPAOTEG TTOU XOPEVOUY
evwvovtat kivmpatoypadikd (Thomson & Bordwell 2011, 358).

Av o Kakoytdvvng mpoomabel vo kQTAKTOEL TNV TEXVIKY] TOU KLVIHO-
Toypa&dou authVv TV meplodo, Tov o aywva k&vel 6gov adopd T onpacio
tov va gioat ENAnvag. Ané v mpwtn tawvia, o Kvpiakdtiko Ebmvnua (1954),
QATOTUTIWVETAL PE TPOTO Stavyr) 1) motkthopopdia Tov €pyov, epOcoV o€ AUTO
EVUTAPYOVV HOVTEPVLOTIKOL A§OVES TTPOG TNV KarTevBU VG TOV SNptovpyoL Kot
NG TAVTOTNTAG KL HETAROVTEPVEG PUYOKEVTPEG SUVAHELS WG TPOG ETULHEPOVG
aoOnTkéd otouyela (pi&n otoryelwv kat edwv) mov dev evtdoocovTav oTa
petpa g emoxng (NTteAANG 2011, 429-448). ZuvéPale oe autd Kkat 1 wopela
™G (wng tou dov tou Kakoyldvvn mov ftav meplocdTepo HETOKOG, HLaL
kat elye kumplakn kataywyn (mapadidetat dtt o matépag Tov eixe Tov Tit-
Ao Tovu Sir) kat elye OnTevoet ota NON NG PPETAVIKNG TPWTEVOVOAG KATA TN
Sdpketa tov B’ ITaykoopiov IToAépov. Ztnv mpwt tawvia, ) adrynon voice
off pe ™ Pwvh tov dov tov Kakoyidvvn, apéows petd to {evepik, elvat
N patd Tou &Evou mou PBAETEL TPAYHATA TPWTOYVWPA Yl QUTOV KOL TO
oxoM&lel pe meplogdTepo SniTikd PpeTavikd YLOVHOp (KOKOPLA GTO KEVTPO
™G TOANG, nYoppuTavTiKd Tpap, vraibpia talapépata kat avtooyédia Ae-
woopeia). Me T endpeveg tpelg tawvies, ™ Xréda, to Kopitol pe ta padpa
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(1956) kot To tedevtaio Pépa, avthv TNV dtumn Tptloyia Tou yla Tn yuvaikeio
TautodTTa (KATA Olpd TO TOPTPETO TNG aovpPifactng, ™G ovpPipacpévng
KL TNG LoOPPOTLTTPLAG), TNV TOAVTAOKOTNTA THG TPOCWTIKOTNTAG AAAX Kot
ta adté§odd g, o Kakoytdvyng avakalimtel Tautdxpova TV TpaykoTnTa
™G eAANVIKNG TAUTOTNTAG KOt TNG Kowvwviag oty omola emélele va {noet
kot Kuplwg Tou Bdpoug mwov autd ta dVo kovPardve. Me authv TV evaywvia
avalntnon ek pépoug touv Kakoydvvn, n kivnpatoypaducdtnta wpémet va
e€etaletal, pa kot ouyypovik& §vo Ntav ot &&oveg yvpw amd Toug omoioug
kLvNONke 1) apdLoPrTnon Tov €pyou Tou Kot WG TNV EAevon TG Siktatoplag, wg
ot dnhadr) mov Sivet Tig kUpLeg TPOPANHATIKEG TOV KLVNpATOYPaApIKoD Epyou
Tou: ‘O,tt Sev E€pet v eAAvikn TpaypaTikdTTa Kot Sev Katavoel To eVPog
™G AalkdTNTAG.

H wuwnpatoypadpikdmta, Aowmdv, avadbetar wg Lot €VOTOHEVN
a1 yNnon oTIG TECTEPLS TPWTEG TOU TALVIEG. ATIO TO VOHULLOTOMUEVO ALTTU TOV
Kuvprakdrikov Zvmvipatos, Tepvd 0T0 NUITOAPE VOO TOV pEPTETIKOV 0T XTéAar
KaL ATt TV AYPOTIKN-VNOLWTLKY) KOUVATOUPQA TNG TLHNG KOt TWV OplwV THPNONG
™G map&doong oto Kopitol pe ta padpa, foutd oto peyahoaotkd H0og g
TPWTEVOVOAS HE TLG VEUPWOELS YL VO TPOTELVEL TOV CUHPLPACHS TOV AOTLKOV
HBoug pe To aypoTikd, pe To epPANpaTIKO TAGVO TOU TEAOVG 6TO oTolo Ba emta-
véNOw o€ Alyo oto Tedevtaio pépa. Avuth 1 ovvexng TAAdvTEVOT &OTV-X WPLO-G-
OTU oupTiTTEL pE TN publoTtopnpatiky Tapddoon Tou 20° atwva TG EAANVIKAG
Aoyoteyviag, otnv omola kuptapyel n oUykpton TOAewg-ywpLov (Beaton 1996,
137-152, Vitti 2002, Kaotpivdkn 1997). Ze avtr ) ou{ntnon edp&letat kat 1
emapkwg amodetyBeloa kat ou{ntndeloa amd HeAETNTES KAl KPLTIKOVG AOTLKN)
1 vnowwtkn ndoypadio taviwyv (Karalis 2012, 68-79, Mooy ofdkng 1995, 17-47).
[Tiow and v tapméa g nBoypadioag vdpyetl To AVTAoHR TOU pEAALTHOV
oV TaAGVLoe TNV eAAN ViKY kivnpatoypadia kot Stavonon, ek to devtepo
pod tov 20%° arwva. Kat tiow and to pdopa tou peadiopol vtdpyet TdvTo To
moArtwo otoryeto. Na yiati To tedevtaio pépa oxdvrape: [ati i8wpévn pe dpoug
pealiopol avékumtav de§ld ototyela- n omoladnmote avadopd otV kKoye§ia
TOV Ao TIKOV oTolYEloV, OTwG To Teptypadet 0 KovduAng, (KovdvAng 1990, 9-10)
akOpT Kkat pe Opoug EKTTWOoNG, Tpokadovoe T Bupndia kat v amootpodn
TWV APLOTEPWY KPLTIKWYV, OTwG Tov Mooyofdkn, 6tav phdet yo tnv andia
€VOG kOopoL TTov E€pet TOAD kadd o Thovatog Kakoytavyng (Mooyofdkng 1958,
267). Eivat yeyovdg ott oe pua ypa e§atpeTik& moAwpévn kat HeTEPPUALAKE

Suyaopévn, n 0€om mov kaheltat va TapeL kavel§ elvat avaloytkd amdAvuTn Kot
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poaviyaiotiky) Ywpls evilapéoeg pdAota amoypwoels. I'ta avtd dev ywvotav
eVkola amodektd atifaoca eléw kataywyng, avvrdkova Adyw deoloyiag
kat puvoet 8Loppudpa pEAN, dmwg HTav o Kakoytavvng.

‘Etot, katd tn ovvtadn Touv Kavova, TO KPLTHPLO TNG KLYNUATO-
ypadtkdTNTAG Ao TNV drodn) TG TEXVLKNG Kat TG EAANvikdTTag anékAeLe
to Tedevtaio Péua, epdoov kKaTd TNV eMKpaTOVoA TOTE AOYIKT TPOKPLVOTAV 1)
€vvota ™G pH&ng pe TPOONHO APLOTEPO TOV VA ATTOTUTIWVEL LE VEOPEXALOTLKY)
EVAPYELX TNV KOLVWVIKT TPAYRATIKOTNTA KAt TO Aaikd ototyelo, mpdonpo
7o omolo dev To S1€BeTe 1) Tavia Kot ya auTo dev propovoe va cupmteptAndOet
og auTd. Opwe pe autdv TOV TPOTTOo ELOEPYOHAOTE 0TO TPiTO aTAS0 Snpovpyiag
TOV KaVOVa, dTav oL Tatvieg wov emAéyovtat katd ) Stapdpdwon Tou kavova
EKTTANPWVOVYV TO KPLTHPLO TNG TOUNG 1) TNG adpeTNplag yia pLa kivnpatoypadia.

Me &Ma Adyla, TiBevtar Xpovoloylkég TOpEG oTnV oTopla TOV
KLVNUATOYP&POU, ylati VTdpXEL 1] APETAKANTY AVAYKY Yl TPOGSLOPLOHO
APETNPLAKWY TALVLWV WG P popdr) ekkivrong HEAETNG TOV kKynpatoypddov
WG TEYVNG, Omws éywve pe g Tawvieg tov Griffith eni mapadelypatt kat
pog vtevBupifet n Staiger (Staiger 1985, 9). e avtiBeon pe v totopia TG
AUEPIKAVLKNG KAL TNG EVPWTAIKNAG KPLTIKAG Tov SUvaTal va eTLOTPEPEL OE
SLapopeTIKEG LOTOPLKES TTEPLOSOUG (APYEG TOV 20°° ALV, HECOTTOAEULKES) YLt
v ava{nTHoEL KLVNUATOYPAPIKEG TOUEG OE €V LEYAAVTEPO X POVLKO EVPOG, O
eAAN VKOG KLvpaTtoypddog e§attiag ™G TPOTOAEUIKNG VATEPNONG 0€ OO TO
oVoTNHO TAPAYWYNS, SLaVOpNG kat TPOBOANG TALVIWY avaykaoTkd TauTilet
TNV XPOVOAOYIKN apeTnplar e TN HETATOAEULKT) TPWTY KATAYPAPT) TETOLWY
Bepatikarv kat texvikwv. Katn mtpwtomopia €xet mpwta and 6Aa To oToLyelo
™G PNHENG, To omoio 0o peTepPUALaKkS Sty aoTIkd Kot suykpovotako milieu g
EAAGSag pe T oepd Tov €xet aplatepd mpdonpo. Kat avtd fjtav apketod yuax
va ayvonBovv, énwg oty mepintwon ¢ Xtéddag, ototyeia TpoPAnpatikd,
OTWG 1) KOKN TOLOTNTA TOU YOV Kot 0 EAMTHG oknvoypadtkds St&KoopHOG
(Karalis 2012, 61).

Kat ot téooepig mpwteg tawvieg twv dvo Ynpodpopuwv tov TNEKK
EVTAOOOVTAL O ML TETOWX AOYIKN] OTOV OQOUOTNHATOTONTO €AANVLKO
kavova, ya StapopeTikols Adyoug 1) k&Be pia. Kat amod pia tétoa adpetnpia,
exkviOnke o Stapkng ePTAOVTIONOS TwV avayvwoewy g Xtéddag. Kowo
KPLTHPLO QUTWV elvat 1 VTOyela evavTiwon oe éva TAEYHA HETATOAERIKNG
e€ovoiag kat 1 kukhodopio dPpNTWYV VOOTPOTLWY KL TOMTIOHIKWYV Lo tePO-

twv. Etoy,  Zédda éxet StaPaotel mokA\dtpoma amd TV aploTept] KPLTIKN
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™G EMOYNG WG pOAVVOT Tou Aaikov ototyeiov amd aAnteg (Mooyofdung 1958),
and o ouvdvaoTikn papdloTkr kKot GeRLVIOTIKY avayvworn wg VUVoG oTo
PEUTETIKO TPayouSt kat TOV adEoeVTO TPOTO {WNG KAL WG ML HOVTEPVIKY|
aAnyopia ¢ yvvaikeiag mapovaiag (ABavacdtov 2001 177-198), Kot amwod T
Bewpntikn TpoomTiky) Tov Snpovpyol ws avamTudn Twv Packwy BepaTik®@y
kot kimpatoypadpitkwv texvikwv tou (Georgakas 2005, 24-30), emttvy)xAvo-
vtag TV €080 Tou KvNpaTtoypddov oTov eEAANVIKO TOATIONS (AnpdmTovAog
1995, 8). OAeg oL avayvioelg TpoodEpouy eTepOKANTA CUPTTEPATHATA, XAAG KL-
VOUVTOL YUPW ATTO Lot puBoTonTikn axAn EVvolwy, TePLoodTEPO SE0AOYIKWY
KQL TTOALTICHIKWV TP PLE OPOUG YVWOTIKNG ETULOTNUNG, TWG TAPEYETAL AUTO 1)
€KELVO TO VONHA HET ATTO TNV KLVNHATOYPAPIKOTNTA.

Me autiv TV €vvola, 0 kavovag Tov eAANVIKOU KLVNpaTOYp&dpou
YEVVA €pWTNHATIKE yia TNV a§loAoyiky) kaTdTadl) TOU KAl TOV ATOKAELGHO
™G étepng tawviag, Tov Tedevtaliov Ppéparog. Daivetar Tt meptoodtepo and
™MV KwnpatoypadkotnTa, PBapvvovta Adyo e€yxet maidet n Oepatkn. H
ZréMa mapamépmel o apETUTKES OLOTNTEG TNG EAANVIKAG TavTdTnTag: T
Sipa yia tnv elevBepia per se, v ehevBepia and omoradnmote déopevon
kat TNpnon vmoxpewoewv. M Tétowx elevBepia amotumwveTtar 1o
KATAOTATIKA 0TOV «YUVO €1G TNV eAevBepiav» tou Aoviotov XoAwpov.
[Tpémet Spws va tovioTel epdatikd 6tL N évvola TG eAevBepiag ot LTédda
elval auToKATAOTTPOPLKY), EGOCOV 1) TPWTAYWVICTPLX CKOTWVEL TOV EAUTO
™G, TOV EPWTA TNG KAL TIHWPEL TOV AYATNHEVO TNG. AUTOG O UTTOUVNHATIOHOG
™G kaTaoTpodkdTNTAS TNG EAeVOEpiag, Tov Tpokalel pn&n mapd ovvéyela,
akolovBeltat amd (Yvr AmOOTACLOTOINONG KAl KPLTIKAG TTPOG TO €0Vikd
oOpPolo oe GAAa petayevéotepa kaAliteyvika épya. YrevOupiletal évag
av&Aoyog TPoPANHATIOROG 0TV APKETE PETAYEVESTEPT Talvia Tou LUAAX
TCovpépka Xwpa I1poédevang (2010).

AvtiBétwg, To Tedevtaio Péua  metvyaiver Evav  ouvlvaoud
KLnpatoypadkotnTag Kot Bepatkig mov Pploketat otov avtimoda g
Xréddag. Kabwe 1 puBoroyia Tov dotewg, dmwg autd okodopnOnke petamo-
Aepud kot péoa oto omolo avdpwlnke o T(ovpépkag eni mapadeiypartt, St-
appnyvvETaL amo TO 2010 Kot evTevBev, 1) Bepatikh) ™g Taviag (katdppevon
€vOG PeVTIKOV KOOHOU oV cuvTnpeltal pe alhdtpla davela, eBeloTudAia,
patatodoéia, katpookomtiopd kat avaPAntidtnta) pall pe v kivnpato-
ypadkdTNTE TG (Tpoaywyr TG ouvéxelag mapd s pnéng péoa and to
povtdd) Betouv kaipla {npata. Qg mpog to Tedevtalo, elvat ePPANHATIKY
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n televtala oknvy ™G Taviag 1 omola £XEL TPOKAAECEL il OELP& ATTO
AVTIKPOVOREVEG AtOPELS, VW ExeL ayvonBel To TeAkO pOVOAETTO POVOTTAGVO.

Kpttikot kat pedetnteég €xovv avadpepdel katd kOpov oTo TEAOG TNG
tawiag yatl khaiet kot Tehkd phdet To ddpwvo madl otnv aykald g
XAong (Aapmétn) mov Eeotopilel omapaytikd ™ ¢ppdon «adnote pe va
TEPAOW, TO TSl pov elval &ppwoTo» Kot OTTPWYVEL TO TANBOG TWV TOTWY
yta va mpoptéoet ™) Artaveio g Bavpatovpyng ewovag g Havayiag. O
Dan Georgakas vrootpilet 6Tt T0 yoepd kAdpa tou matdlov PIpooTtd oTo
TANB0G vTTOVOEL TN SV VAT TOV EKOTACLATHEVOU KOTHOU TTAPX HLO UTTEPPUOLKT)
1 vtepkOopa Svvaun (Georgakas 2005, 24-25). O Mooyofdakng €yt Tnv &mo-
Yn OtL T0 «Badpar Sev €xetl vepkdopiia Suvapkn, aAAd ot elvat puotoloyt-
k0, EpOTOV «€va 00K £lye adalpéoel TN AL, Eva AAAO GOk TNV eTavVadEPEL
(MooyoBdkns 1995, 28). H Mntpomovou akohovbel tnv dmoyn tov oknvobétn
oV pPAGEL YL eTLoTNROVIKO Badpa (Mntportovdov 1980, 151). Tt amd dAa avtd
€xet oupPet;

Av Ba Bélape va otabovpe otnv deohoywn N tadur Stapdyn ™G
XPOoVL&g TpoPoAng tng tawviag, To 1958, Ba vrootnpifape Tt TpdKkeLTAL Yo pLa
TpooTacia TNG AoTIKNG TAENG TPOG§ TO avOBeuTo Aikd oTOLYELO KL YLt piLa
anodéapevon apdotépwy amd To TapeAdov, Omws to dnAwvouv n puyn kat Ta
Sdkpua NG TpwTaywVioTpLag Kot apol Tpwrta xeL Tep&oet 1) Bavpatovpyn
ewova G Meyaloyapng.

Yrdpyet opws kot pra &AAn Sidotaon. Katd tn ovvhbn taktky tov
Kakoytdvvn mov ocuvavtépe kat oto Kopitor pe ta pavpa kot ot Ltédda, 1
kunpatoypdadnon yivetat emti tomov (on location). Kat otig Tpetg autég tavieg
n adrynon prohdletar pe otoryeia vrokpavtép. H kapepa mapakorovdet
Toug vnowwteg ato Kopitat pe ta padpa, Toug Blaotwtes g mapeAaong g 28™
Oxtwpfplov otn Xtédda kat oto Tedevtaio Péua Toug TLOTOUS VAL OTPLHWY VOVTAL
epmpdg otn Bavpatovpyn ewova g Iavayiag. To mAdvo pe to omolo
Tteletwvern) tavia elvat TA&Gvo pey&Ang Stdpelag (kovtd 0to 1 Aemto). AkoVpe
KOUTTAVEG YOUppOoLVES kot PAEmovpe TV ekotatiky XA0N va mepmatdel pe
TO ylatpepévo maudi otV aykaAl& Kat e TLoTH va TV TopakoAovBel kat va
™G akoupnd tv TAd. Tatl yivetat avtd; I'a tov Kwvotavtivo Kupako,
TPOKELTAL Yl pax kivnomn cupfoAtopon, mov vtodnAwvet Tov cupPpacpod twy
Vo kataywywv, g actwng kat ¢ Aaikng (Kuptakdg 2011). Qotdoo, ot ka-
pmaveg kat 1 kivnon ™G kapepag (tpafeAtvyk mpog ta miow amd éva Hipog
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Alyo 1o Tévw amd To KePAAM TWV TPWTAYWVLIOTWY) SNAwVeL OxtL povoV T oVv-
Beon kat Tov ovpPpacpd, aAAE KUPLwG TN CURTIOPEVON TWV TPLWV XPOVWYV TTOV
EVWVOVTOL KO HETAKEVWVOUY TNV LOTOPLX TOUG OTO TLO HIKPO PEAOG: TapeABOV
(ypt&r), Toapdv (yuvaika) kot péAdov (raidil) mopevovtat amd Kotvov ato peéA-
Aov €xovTag ouveldnTomomoet Ta GpLa Kat TOuG Opovug NG autoyvwaoiag. Me
opoug deodoylag, pa TéTola avtoyvwoia eivat 1 ovvBeon mapeA@ovToG Kot
aypoTIKOU TOALTIoHOY, TapdVTOG Kot aoTucov HBoug kat VoG VEou péANOVTOG
ov Ba epmeptéyet kat Ta V0. Me 6poug MVEVHATIKNG YEVLAG, elval 1) ovvOeon
KOl 1] CUPTTOPEVON NG Aaikng Tap&doong, OTws e§upvnBnke amd T yeVI& Tov
1930 pE TN HETATOAEHIKY VEX YEVI& TTOV avTitpoowTeVel o Kakoytdvvng. To
eviladépov elvat akpPwg to opdpavo péAhov, o pkpds Baothdkng, to madi
Bavpa Tov EAANVIKOV kiympatoypadov mou avakaAvpOnke tuyaia amd Tov
Kakoydvvn (Zav madid atvepd 2001). Me T v TtpdyTn auTy) TAUVIX TOU O TEVTA-
Xpovog Baothdkng kepdilet pe v amwAela TG PNTEPAG TNV TVEVHATIKOTNTA
HLOG VERG OLKOYEVELXG, EVPUTEPNG Kat Lo Staypovikng. H gvputnta €ykettat
oV kwnpatoypadwr) wopeia tov BaoiAn Kaila mov €éywve to madi-0adpa
Kkat 1 Sty poviKOTNTA, 600 AUTH KPATNOE, TNV EVOWHATWOT TNG TASKOTNTAG
Tou otn puBoloyla Tou petamolepkov eAAnvikol kumpatoypadov. To
peya&Ang xpovikng ddpreta, emiong, TA&vo pe éva adtdpato kat and peoaio oe
kovTLvd Sev elvat pa eokeppévn afAepia Tov petdvel v arodntikn agia kat
amoduvapwvel apnynpatikd tTnv Tawvia. AvtiBeta, n Gopd mpog ta ePTPIS,
n ¢uyn and To kEVTpo TG VtdBeang TPo§ pa Suvapky) Tov vTtepPalvet Ta
oTEVA OpLa, TpEPouv To odpiyog tov Tedevtaiov Pépatog.

Yrdpyet opwg kat éva devtepo atoryelo Bepatikng mov elvat g§loov
onpovtikd. H telkr) oknv pe TO €kOTAOLOREVO TANBOG UTPOOTE 0T
Artavir) wopm) Savadépvel To (iTnpa ™G AelToupylag ™G TEXVNG KATE TNV
meplodo Tov povtepviopov. O Znotpog Aopevt{dtog oto Sokiptd tov, To yapévo
kévtpo, avémtuée autod movu £PAeme NN va oynpatileTat pe ™ yLyavtwon g
EUTOPEVHATOTOINONG TNG TEX VNG TO 1961 (AopevT({&TOG 1994, 332-419). AvTi av-
™G, 0 Aopevt{&tog mpooePAeme o€ pa Aettovpyla TG TEY VNG HECW TNG ETAVAL-
k&Avng ¢ amoheobeioag mvevpaTikdTnTAS, TPAYHA TO OTOl0 TO StéPAemary
kat aAhot ovykatptvol Tov, 6mws o Walter Benjamin (I[TatoaAidng 1999, 128-
132), TOV ATTOKAXAOVCE QUTNV TNV TVEVHATIKOTNTA AATPEVTIKY AetToupyia ™G
TEY VNG, N oTola {LE T OElP& TNG EpXETAL O€ avTiBeom pe TNV ekBeotakt) Aoyt
TOV poVTEéPVOU KOapov, TTov TpoPialel TV amobéwon NG ekkoopikevong,

™G emkovwviag kat Tov katavadwtiopov (Wollin 1988).
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Me &AAa Aoy, autd mou Toviletat o autd To kedalato eivat akpPwg
otL ta otddia Snpovpyiag evég kavéva mov meptypddovtat amd tn Staiger
TEPLYPAPOVY pia TEPLOGO TOV HOVTEPVIOUOV TTOV OLVEX WS TPOTEPAETE GTNY
avantuén kat T cuvexn mpdodo TG TEXVNG, HEow kuplwg NG ekBeotakng
Aoywng Tou povTépvou Kkéopou. Xe emoy€g interregnum, autd Tta TPla
otédia dpaivetal va avikovv oe €va GAAo mapddetypa, To TApAdELypa Tov
HOVTEPVLOHOV, GTO OTTOLO TO TOALTLKO GTOLYELO KO TO EKTTOPEVOHEVO aaONTLKO
{ntodpevo kaBdpLoe TOV AOUOTNUATOTOMTO EAANVIKO KAVOVA. XTIG APXES
TOU 2I” AWVA, 1 €vvolx TOu TOATIKOU emavakabopiletat kat pall kat to
atoOnTkd artovpevo, eldwd av avadoytotel kavels Ta adé§oda Tov YoTepov
KQTUTOALOpOU Kat TOV atoOnTucd eykAwPLopé g éBSoung Téxvng.
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EykAnpo oto KoAwvakt: To «aBnvaixo
QLOTUVOHLKO puBLoTopnpo» Tou
I'idvvn Mapn) otig eAAnvikeg 000veg
TOV 1960

Murder at Kolonaki: an “Athenian detective story”
by Yannis Maris on the Greek screens of 1960

Eglima sto Kolonaki (Murder at Kolonaki), first novel by Yannis Maris, is first
published in the weekly magazine Oikogeneia (Family) in 1953 with the subtitle
“an Athenian detective story”: indeed, the novel takes place in modern Athens,
has Greek heroes/heroines and is adapted to the Greek social reality of the
time. In this novel, obviously influenced by the work of prolific Belgian novelist
Georges Simenon, Maris introduces the figure of detective Bekas -which will
appear in many of his later works- and creates an impressive gallery of suspects
around the mysterious murder of painter Nasos Karnezis, a former Nazi
collaborator. Murder at Kolonaki is adapted for the screen in 1960 by Tzanis
Aliferis, who is both the director and producer of the film, using a screenplay
written by Maris himself and utilizing a brilliant cast of major actors of the
period (Gelly Mavropoulou, Andreas Barkoulis, Michalis Nikolinakos, Eleni
Chatziargyri, Christos Tsaganeas, Maro Kodou, Stefanos Stratigos, Dionysis
Papagiannopoulos). The paper proposes a comparative reading of the emblematic
Maris novel and its film adaptation. Aliferis’ film belongs to the category of
film adaptation called “transposition”, where a novel is directly given on the
screen with the minimum of apparent interference; the screenplay retains most
of the important episodes and characters of the novel, while several dialogues
of the novel are transferred verbatim in the film. The main topics of the novel
(German Occupation, betrayal, identity theft, happy ending of the affair

between a man and a woman who fell in love under adventurous circumstances)
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are also eminent in the film. In both works the historical center and the suburbs
of Athens play a major role and the film keeps all the exciting monitoring and
tracking episodes of the novel, most of which take place at night and are filtered
through the superb expressionist images of Aristeidis Karydis-Fuchs and
Giannis Hatzopoulos and the exciting musical score by Kostas Kapnisis. The
film utilizes the novel’s flashbacks and offers numerous point-of-view shots,
which correspond to the variable internal focalization of the novel and create an
intense claustrophobic feeling. Aliferis’ adaptation, however, omits episodes of
the novel taking place in the houses of positive characters, favors the domestic
milieu of negative characters and proposes a slightly different ending. Other
issues discussed are plot twists, time, space, delineation of characters, choice

and interpretation of actors, and critical reception of both works.

To EykAnpa ato Kodwvdkt Eexivé tn {wr) Tou wG €va «abnvaikd aotuvopkd
publotopnpo» otig oeAideg tov efdopadiaiov meplodikol Otkoyévela To 1953.
[Ipdkettat yio to TPWwTo pubotdpnpa Tou petémetta didonpov I'évvn Mapn,
0 omolog Tto voypddet pe to mpaypatiko Tov ovopa (I'évvng Toppuwkog),
apov €xet MO Saypdpel pa TOAY EMLTUYXNHEVY) TOPEIX GTOV YWPO TNG
dnpootoypadiag. ESw, 0 Mapnig etodyet tn popdr) Tov aotuvopov Mméka —mov
Ba KUPLAPYTTEL OTA HETAYEVETTEPA EPYQA TOU— KOLL OTHVEL EVAV XOPS UTTOTTWY
yopw amd €va puotnpuwdes €ykAnpa, akoAovbwvtag, HE EVIUTWOLAKY
WPROTNTA KOt vean), Toug KWSIKES TNG aoTUVopLknG Aoyoteyviag. To BiAio
HETAPEPETAL OTOV KLVNHATOYPE&PO TO 1960 amd Tov Tlavr) AAupépn, o omolog
avalapPdavel ) oknvobeosia kat TNV TOPAYwYn, XPNOLHOTOLOVTAG OEVAPLO
Tov dov Tou Moapr), emOTPATEVOVTAG €Va AAUTIPO KAOT TPWTAYWVLOTWY
(T'kéAv  Mavpomovdov, Avdpéag MmépkovuAng, MiyxdAng NuwkoAwvakog,
EXévn Xat{napyvpn, Xpnotog Toayavéag, Mdapw Kovtov, Xtédpavog
Ytpatnyds, Awoviong Ilamayiavvémovhog) kat aflomolwvtag ouvepydrtes,
onws ot Aptoteidng Kapiudng-@ovkg kat 'dvvng Xat{omovrog (Stevbuvon
dwtoypadiag), ot I'wpyog Oeodwpov kat Ntivog Maykpél (kaAliteyvikn
StevBuvon) kat o Kwotag Kamviong (povowr). Ilpoteivw edw pa ovykpttiky
avayvwon tov epuPAnpatikoy pubotopnpatog tov Mapn kat g dnpodpthoig
KLVNHATOYPadLKG SLOKEVNG TOV, OV, KOTA KATOLOV TPOTO, avolyel TOv
Spoépo ato eAANVLKO Pphp voudp Tng dekaetiog Tov 1960.

To 1953 amotedel Lot ONUAVTIKY XPOVIL 0TV toTopiat TOU €AANVIKOY
aoTUVOHKOU pubioTopripatog, Adyw tng Snpooievong tov EykAjuatos oto
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Kolwvdkt, yeyovotog mov Ba onpével v apyn) g OptapPevtikng Kaptépag
Tov Mapr| oto cuykekppévo €idog, ato omoio Ba Onrtevoet pe emrtuyio wg To
télog ™G (wng Tov, To 1979. Duoikd, €xovv TponynBel meCoypadrpata Tov
Aoyotexvikoy kavéva pe aotuvopkd evdadépov katd tov 19° awwva (O
ovpPolatoypapos kot  Exbpopn eig I1épov tov ANé§avSpou Pilov-Paykaf),
Ioiog fitov o poveis Tov adeAdpov prov tov I'ewpylov Billunvov)?, dmwe kat kot oTig
Tpwteg Sekaetieg Tov 20 awdva (H pévicoa tov AAé§avSpou Mamadiapdvtn
kat To EykAnpa tov Wuyikod tov ITavAov NipPdva)’, aAd& kat teoypadnpata
OV KLVOUVTAL 0TOV YWpo NG mapadoyoteyviag, dnwg to O Xéplok XoAyg
od{wv Tov k. Bevi{édo, Tov ypddTnke To 1913 and dyvwoto ovyypadEa kot
H ovQuyog tov katackdmov Kdawlep (1918) tou Aploteidn Kuprakov. EmuAéov,
Anotpwd pubotopipata (O Mabpos ApytAnotis oto Iapiot kat n puotnpLadng
ovppopia Twv 333 tov HAla Owovdpov, 1922) 1 pubiotopnpata 6nwsg Ta
puatiipla Twv kataokénwy (1931) touv I'dpyov ToovkaAd, To pvotikd s {wiis
Tov IIétpov Bepivn (1938) Tng EAévng BAdyov, amotelolv kelpeva, mov wg emt
To mheloTov, elvat ppnoelg Eévwv ovyypadéwy 1 kal TPpwToOTUTTH KElpeva
pe &€voug pweg ov Spovv atnv EAAGSa, 6mws tov Nikov Mapékn kat Tov
DeM& Kap —Ppevdwvupo tov Opdéa Kapapia (Tonnet 2005, 331- AToatoAidng
2009, 278). Opwg, To cuykekptpévo pubtotdpnpa tov Mapn Eexwpilet, yati
elvat torobetnpévo ot ovyypovn ABNva, éxet EAAnveg flpweg kat elvat
TPOCAPHOTHEVO GTNV EAANVIKY) KOLVWVIKY) TTPAYHATIKOTNTA TNG ETOXNG?, HE
vay Npwa, Tov aoTtuvopo Mméka, Tov odeihet apketd oe pulp meplodikd
omwg 1 Mdaoka kat to Muatijpro, Tov kvkAodpopovv Hdn amd ) dekaetia Tov
1930, aA\& kat ota pubiotoprpata Tov Georges Simenon (Marcou 2014).

To pubotépnpa tou Moapn, Yapaktnpotkd Selypa aoTLVOLKOV
HUBLOTOPNHATOG-LVIYHATOG, OTTOU «O VoY vWoTng TapakoAovbel tnv e§€Aln
Tov pBov pe Ta ooty ela Tov dtabéTel 0 epeuvNTNG TNG VTTOOEONG» (MapTividng
1994, 254)°, TEPLOTPEDETAL YUPpW AT TIG TPOOTAOELEG TOV ATTUVOHOV MTéKa,
Tou dnpoctoypddov Makpn kat tou moAttevtry Aédov va e§iyvidoovv To
puotipro ™G doAodoviag tou Stdonpov {wypadouv Naoov Kapveln, To mrwpa
Tov omolov BplokeTatl pe TO TPOCWTO GPLKTE TAUPAHOPPWHEVO GTO SLApHEPLTPE
tov 010 KoAwvékt. Ot vtopieg otpédovtat otov ypnpatioty PAwpd, ovluyo
™G yontevtkng Zaveét, pe v omoiax o Kapvé(ng Satnpoloe epwtikeg
oxéoetg. O PAwpdg cuAapPdvetat, £V 0 YL0g TOU ANpATPNG ETLOTPEDEL ATTO
to ITapiot kat mpoomaBel kat avtdg va arodeiel v aBwdtnta Tov Tatépa
Tov, pe N ovvdpopr ™¢ veapns Muptwg Kapm.
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To puBotopnpa dtatpeitat o€ okTw KePEAata, TOV pEPOUV TOUG TITAOUG
«O Soropdvog Npbe ™ vioyxTar, «O actuvopog Mmékag», «O (tykold», «To
aAoBt tov T{Ovu TTavAidn», «Mavtap ZovAEt», <Eva mtwpa ota pnya»,
«O &vOpwmog pe TNV TPAYLAOKO», «AUTOG...». IIpdkettar yua Bepatikodg
titAovg, mov amodidouv To Bépa Twv kepadaiwv kat Snpovpyodv avapoveg
otov/TVv avayvwotn/tpa. Ot Tévte amd autols —OmwG kat o TiTAog Tovu
publotopnpatog— TEpLEXOUVY AEEELG aOTUVORIKOU eVladEépovTog (EykAnpa,
SoAodpdvog, aoTUVOHOG, GANODL, TTWpA), kKATTOLOL AVaDEPOVTAL OE XAPAKTNPES
mov Bewpovvtatr vromtol («O {tykoAd», «To &AhoBt tov T(ovvu [MavAidn»,
«Mavtdp ZovAiét»), kdmotot avadépovtat o€ Yapaktipeg Tov doAopovolvvrtat
(«Eva mtapa ota pnyé», «O &vOpwmog pe TNV tpaytdokar), Evag avadépetat
oTOV Yapaktnpa tou Mméka, evw o TitAog Tou Tehevtaiov kedalaiov
(«AvTdG...;») amodidet To oTolyelo NG LoXupng EKmAngng, Tou ook, OV
vdloTavTAl KATTOLOL ATTO TOVG XUAPAKTNPEG —KAL O/1) AVAYVWOTNG/TPLa—, OTAY
AmoKAAVTTTETAL 1) TOWTOTN T TOU SoAodpdvov.

Yto Eykinua oto Kodwvdki, Onwg kat oe OAX TO HETAYEVECTEPQ
pubotopnpatd tov, o Mapng akorovBel 6Aoug TouG Paokovs «VOHOUG» TNG
mhoknG (ABavaocomouAog 2005, 33-34), SnAadr) Tov «vopo» ¢ aAnBodavetag
(oVppwva pe Tov omoio n mAokr| melBel Tov/TNV avayvwoty/Tpla pe Ta dud
™G pHéoQ, HE pa OVVETELR TNG SpAoNG), TOV «VOpHO» TNG EKTANENG (CUpPWVaA
pe Tov omolo emdtwketat To Edpviaopa kat 1 dtdpevon Twv TPoodokiwv Tou/
NG AVAYVROOTN/TPLAG), TOV «VOpO» NG aywviag (mov dnpovpyeitat pe v
eTiyvwon ™G apykng afePatdtntag o pa katdotaon, pHe T Stapopdovpeveg
AVOYVWOTIKEG OLVAPOVEG VO LKAVOTIOLOUVTOL HEPLKWG) KAL TOV «VOHO» TNG
evotntog (cVpdwva pe Tov omolo 1 TAOKN Katavoeltal wg pa povadu,
TANPNG KOt opyavwpévn Sopn Twv Tpdgewyv, 1 omola katevBVVETAL TPOG TO
ETUSLWKOPEVO ATTOTEAETA KOL OTTOU KAVEVX HEPOG SEV Elval TEPLTTO).

AM\G kat oToV YWwpo Ttou eAAnvKoU kuvnpatoypddov, to EykAnpa oto
KoAwvdkt pmopel va Bewpnbel to mphto mpaypatikd eAANvikd Gip voudp.
DQuotkd, £xouv TponynOel Tawvieg pe aoTuVopLko eviladpepov, dmws to Xapévot
dyyedot (1948) kot To movtikdkt (1954) 1) pe voudp ototyeia dmwg O Apdkog (1956)
kat O avBpwmog Tov Tpaivov (1958). Etdik&, tnv televtaia avtn tawvio —méAt
oe oevaplo Tov Mapn, Bactopévo ae BiPAio Tou— o AAEENG N. Aeppevt(dylov
™ Bewpel emionpun évapén tou eidoug omv EAAGda, Sivovtag tng moAv
eviladépovoeg moMtikég Tpoektdoets (Aeppevt{oylov 2007, 10). O Ayyedog
BeQupomoudog tn StaBdlet amod pua Ypuyavadvtikn oxomid (Be{upodmovrog 2007,
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39-42), A&, Kot TNV dmoyn pov, 1 Tawvia elvat éva popavtucd peAddpapa,
pe ototyela puotnpiov: o dtog o Maprg, To 1955, dTaV TPWTOSNHOCLEVEL TO
oXeTWKO publotdpnpa o€ ouvéyeteg oty edpnpepida Akpdmodis pe Tov titho O
avBpwos pie To yKkpt kooToVpL, TO XapakTnpilel wg v «atodnpatkh Tpaywdia
pog yvvaikag mov eide oto map&Bupo £vdg tpaivou évav vekpd mov dAAade
telelwg ™ (w1 ™¢» (ATooToAIdNG 2012, 150).

H kwnpatoypadukr petdmiaon tov BpAiovEykAnua oo Kodwvdkt avijket
oV katnyopia ™G petdBeong (transposition), 6mov to AoyoTeEXVIKO €pyo
petadepetat otn peyaAn 08ovn pe eAdytotn €kdnAn emépPaon (Wagner 1975,
222+ Kakhapavidov 2006, 39). O Mapr|g, Tov vtoypddet o (8tog to aevapLo g
tawviag , éyet Statnproet SAa ta onpavTKE YEYOVOTQ, OAES TIG TPWTEVOUOES
Aettoupyieg® (tov apytkd Gpévo, ™) cVAANYN Tou DAwpd, Tov POVo ™G ZOUALET,
TOoV pOVO TOV AVOPWTAKOV HE TNV TPAYLAOKX, TOV EVTOTLOpHO Tou doAopdvou
amnd tov Anprten kat T Muptd) kat Toug xapaktipes Tou BiAiov tov, ywpig
a&loonpeiwteg dladpopomo)oeLg, eV Kot apkeTol amd Toug Staddyoug Tovu
puBlotopnpatog petapépovtat avtoleéel oty 006V,

Ymv tawvia Tou Ahpépn Statnpodvtal dha ta kuplapya potifa Tou
puBlotopnpatog, potifa mov emavalapPdvovtal otabepd oto cuvolo oyxedov
™G meCoypadiag tov Mapn. Etat, o potifo g Katoyng? katéyet kat 8
e€éyovoa Béom, pe tov Kapvé(n va Bewpeitat o mbavotepog mpodotng g
avtiotaotakng opddag otnv omoia avike kot ™ Muptw Kayn va Bewpeitat
apyud Vo, Adyw TOv YEYOVOTOG OTL O TATEPAG TNG NTAV 0 apXNyos NG
opddag. Aratnpovvtat oty tawvia, emiong, to potifo g TAaotonposwiag,
pe tov Kapveéln va mpoomoteital Tov VEKPO, EVW OTNV TPAYHATIKOTNTA TO
ntwpa aviket atov Néotopa Kavtavt{oylov, to potifo tou {tykold (péoa
amnd v vrto-mthokr) oXeTk& pe Tov T{wvv I[TavAidn, évav maladtepo epaot
™G ZaveT), aAA& kot autd ™G alolag katdAnéng tou elduAiiov dvo kaAwv
VEWV TOV gpwTeVOVTAL VTS TEPLTETELWSELG oLVORKeEG (To (evydpt auTd eivat o
AnpnTpng kat n Muptw).

Y7o PPAio kat otV Tawvia TPpwTaywvioTel N TOAN Twv ABnvwv, pe
emtikevtpo to KoAwvdki, «mpwto Afppa otov kdopo tov [dvvn Mapny»
(AmooToAidng 2012, 88), pe avadopés otnv 086 Lkouvdpd 6mou PpilokeTat To
Swapéptopa tov Kapveln. to pubiotdpnpa avadépovtat moAA& onpela Tov
LoTopIkoV KEVTPOU, 0w to {ayapomAaoteio «DAoka» (Mapng 2012, 8), to
EBvikd @¢atpo (Mapng 2012, 8), Tae Avéaktopa (Mapng 2012, 14), ot KAPETEPLEG
«Jvvakn», «Oppavidn» kat «Zovape» (Mapng 2012, 31), To kadpevedakt Tov
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Zammelov (Mapng 2012, 33), ta &evodoyela «MeyaAn Bpetavviar (Mapng
2012, 34) kat «Kwvyk Tlwptl» (Mapng 2012, 122), to BipAonwAeio «Aetdg» ot
Boukoupeotiov (Maprg 2012, 59), ta tafepvakia g [TAdkag (Mapng 2012,
89), n AkpoémoAn (Maprg 2012, 89), 1 0806 Akadnpiag (Mapng 2012, 109), 1)
mhateia Kdviyyog (Mapng 2012, 109), 1 08066 3™ Zemtepfpiov (Mapng 2012,
109), 11 0866 Iatoiwv (Mapng 2012, 109), n 086g Aylov Meletiov (Maprg 2012,
109), 1 Opdvowx (Maprg 2012, 110), 0 kivnpatoypddog «KotomovAn» (Mapng
2012, 110), 11 0866 Ayiov Kwvotavtivov (Maprg 2012, 110), o otaduds Aapiong
(Mapnig 2012, 110), 1 0666 [Tetparwg (Mapng 2012, 111), kaBwG KAt TPOATTIA OTTWG
n BovAwaypévn (Mapng 2012, 37) kat 1) Béprila (Mapng 2012, 205). Eviadépoyv,
emiong, mapovotdlel To yeyovdg 6Tt o Anpntpng mpoPAnpatifetal yua o e&v
Ba emPrdoovy Ta Tadand ktipla yopw amd tnv [MAatela Zuvtaypatog (Mapng
2012, 55). £t0 PAp Sev PAEmOUVpE TA TEPLOGOTEPA ATTO TA TAPATAVW HEPT),
alé avayvwpilovpe v 080 Xkovdd, Tnv mAateia Kodwvakiov, T BouAy,
™V TAATE ZUVTAYRATOG, TNV «AlyAn» Tou Zammelov, TOV KIVNHATOYp&dpo
«AoTpoV», To TOUPLoTIKO ypadeio «I'ktoApav» kat ™) Bapkila.

[Map&AAnla, oplopéva amd ta emewoddia tov pubotopipatog (avtd
OV TEPLOTPEPOVTAL YUpW ATO TIG EMOKEPELS TNG ZOVALET GTO pPUoTNpLwdeg
XQAHOOTILTO KAl QUTE OV €X0UV WG A§oVa TOV HIKPOXTIATEWVA XwTNP,
mov emuyelpel va exkPidoet tov dodopovo) Swadpapatifovral oe TaTELVEG
ouvoukieg Tou ITepatd, dmwg n Ayia Zodia yeyovog mov o Didimwog Giintmov
exhapPdvet wg Selypa tou eviadépovtog tov Mapr yua v epyatiky Taén
(@\inttov 2010). QoTé00, aVTA Ta £EGOSLA, av kKot KOpPkd yra v e§€AEn
™G TAOKNG, ElVAL OXETIKG TEPLOPIOREVA KAL O KOLVWVIKOG TTPOPANRATIONOG
pé&Ahov mepvdel empaveoakd. Ot TeploTdTEPOL YAPAKTNPES KIVOUVTAL OF
«kahég» meplox€s (KoAwvakt, Wuykd, Baprila, Kndlowd) kat avikovv ot
HEYAAOQOTLKTY) KOl HECOATTIKY) TAEN (XpNHaTIOTES, (wypddot, dnpoctoypadot,
TOAMTEVTEG). Avtiotolya, oty tawvia epdavifovrat ot nAektpkol otabpol
Ttouv Néov @aAnpov kat twv Kétw [Matnoiwv, To Tpap Kot KATolEG GTWYIKES
ouvolkieg tov Iletpatd, 6OV EKTUAIGGOVTAL OL OKNVEG TWV CUVAVTNOEWYV TOV
dorodpdvou pe Tov ZwThpn KL T1 HOVTAp ZOUVALET.

Emiong, Swatmpovvtat oto ¢GAp 6Aa ta ovvapmaoTtikd emelcdda
napakoAoVBnong kat katadiwéng, Tov StadpapatifovTat kuplwg TIG VUXTEPLVES
wpeg kat GtATpdpovtal péoa amod TG £§oYEG eETPECLOVIOTIKEG EKOVEG TWV
Kaptdn-®ovks kat Xat{émovhouv: 1 mapakolrotbnon g ZovAét and tov
Anpntpn (Maprg 2012, 109-116)°, To €meloddo 6mov 0 AéAog TapakolovBel
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ToVv Xwthpn péxpt to kpnoduyeto touv Kapvéln otov Ilepatd (Mapng 2012,
159-165) Kat, VTTEPAVW OAwV, 1) VLYXTEPLVY TapakoAovBnon tov Kapvéln amod
Tov Anpntpn kat tn Muptw otnv epnpwn Pida g Bapkilag (Mapng 2012, 212-
214) Alyo mptv amd v amokdAvyn ¢ arnBetag, emetocddo Tov avePalet v
adpevalivn T600 TWV AVAYVWOTOV/TPLOY TOU PUBLETOPHUATOG OO KAl TWYV
Beatwv ™G Tawviag.

Ytnv tawvia tov AAudépn kuplapyobv Stapopa TAGva Tov Tapovota{ovv
pohdyta Tolyou, akolovBwvtag avtiotolya onpeia oto PPAio’, wote va
vroypappiletaln onpacio Tov xpovov oTi§ kplotpeg yla tnv e§€AEN TG TAOKNG
otypés. Emmpdobeta, voypappiletar o kopPikds porog g tnAedwvikng
emkowvwviog o pav emoyy), PePfaiwg katd v omoia Sev vmpyav olte
kvNTd ™AEPwva, olte Awadiktvo: To PBAlo kat 1 Tawvia ektvovv pe ToO
vuytepvo tmAepwvnpa tov GAwpd otov Kapveéln, eved dwatnpovvtat oto
bAp ot puoTnpLddets kA oeLg TPOG TN ZOVALET, Ta THAehw v pata TG MupTdg
oTOV ANpNTeN KAt TO TNAEPWVNHA TOV EVAYWVIWG TEPIHEVEL O LWTHPNG OTO
kageveio tov [Metpatd.

To puBiotédpnpa tov Mapr) meptéxet avadpopés TG00 GTV ACTUVOHLKY
Aoyoteyvia («H (wn S8ev elvar actuvopikd pubiotdpnpa», Aéet kdmola
oTypn o AéAog otov Anpntpn, Maprg 2012, 42) 600 KAl OTLG XOTUVOHLIKEG
Tavieg: To €melocodio ™G TapakoAovdnong ¢ ZovAéT and Tov AnpnTen
(Mapng 2012, 109-116) elvat YEPETO amd kKivnpatoypadpodthikés avadopes,
pe tov Anuntpn va avaloyiletar «mdoo wpaia ki evkola eivat OAa
auT& OTIG TALVIEG TOU KLVNpaToypadou», aAdd «mtdoo Svodpeota otnv
mpaypatikotntar (Mapng 2012, 114) kat va Stepwtatat Twg Ba avtidpovoe
o Humprey Bogart oe avdloyn mepintwon («O Xappped Mmoykapvr,
ovAAdoyiotnke, Ba mndovioe Thpa tov Toiyo, Ba éptave oto omitt kat Oa
€Bale To auti Tou 0To KAelopéVo TapdBupo. O Grouye ki (owg Oa "PAeme
KLOAaG. AuTOG OpwG SV NTAV TPWTAYWVIOTHG KIVHATOYPAPLIKNG TaLVIoG»,
Mapng 2012, 115). AvTéG ot avadopég dev mepthapPdvovtatr otnv tavia,
omov, Opwg, evtomi{ovtat avadopég oe SLAGNHES TALVIEG TOU AOTUVOLKOU
eldovg, omwg O peydlog apaptwrds (White Heat, 1949) tov Raoul Walsh (n
ntwon tov Kapvéln omv tapdtoa Bupilet to avtiotoryo tédog Tov Cody
Jarrett, Tov omolo vrodvetatl o James Cagney) kat O tpitog dvBpwmog (The
Third Man, 1949) touv Carol Reed (ta mAdva pe Tt okld TOV dYVWOTOU TOY
TeAkd amokaAvmTeTatl 0Tt avikel otov —pepopevo wg vekpd— Kapvéln

Bupifovv avrtiototya TAGVA TG HUOTNPLWOOUG OKLAG TOU XTOKAAVTTTETOL
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ott 8ev elval &Ahog amd tov —emiong Bewpovpevo wg vekpod— Harry Lime,
tov ooio vrodvetat o Orson Welles).

Yto kunpatoypadikd Touv ocevaplo o Mapng emidpépel OpPLOHEVES
alayés oe kataliteg/devtepevovoeg mpagelg”. Amovotalel evTeAWS 1)
otkoyevetakn (wn tov Mméka, 0 0Tolog KAl 0TO CUYKEKPLHEVO pHUdLoTOpNpa
kot o SLddopa HETAYEVEOTEPA «ElVAL TAVTPEREVOG, €XEL pia koOpn [...]
kat (et oe éva pkpoaoTkd Stapéplopa, 6mov deomdlouv 1 ApLOTOTEY VKT
HOYELPLKY] KAL 1) OTOPYN TWV ToA®Y KaAdv Tpdmtwv» (IIpefehdxn 1992, 98).
Amovoialovv, emtiong, n avakplon tov PAwpd and tov Mreka (Maprig 2012,
33-34), N avalvtwr) ov(tnon Makpn-Anpfitpn-AéAov yua tnv mbavi) Topeia
ov akoAovBnoe o dyvwotog SoAdodpdvog (Maprg 2012, 89-93), 1 cu{yTnon Tov
aotuvopouv KaAhépyn pe tov Anpntpn (Mapng 2012, 100-102) kot 1) arddpaon
kat dolodovia touv Aabpépmopov NwoAdouv (Maprg 2012, 124). EE&AAov,
TO Opyavo Tou eykANpatog oto Gdp dev eivat o pkpds ydAxivog Eppng
tovu [Ipa&itélovs (Maprg 2012, 14), aAAd Vo knpomnya. Akopa, 1 TaAAida
otputtl(é tov kapmapé «KaAdapalov» (Mapng 2012, 35-37), mov datnpel
Seapd pe tov IMavAidn, yivetat tpayovdiotpla otnv tawvia. EmumwAéov, éyouvv
npootebel §Vo oknveg mov dev vmapyouv oto PAio kat Tovifouv TNV KaAn
oxéon tTov pulakiopévou DAwpd pe ™ MupTw, AELTOVPYWVTAG WG «AVETESH
npepiag omv katatytotiky §pdon kat av§dvovTag TNV aywvio: oTnV TpwT),
o Anuntpng kat 1 Muptw emokéntovtat tov PAwpd atn puAaky| kat Tov
dépvouv kamota PBPAia, evew ot devtepn, o PAwpdg Tpoopépet ot MupTd
TO S TUAISL TNG PNTEPAG TOV, EMIONHOTOLWVTAG TOV SeOPO TNG KOTEAAG HE
TOV YLO TOU.

Ye oxéon pe TOV £0WTEPIKO YWPo, Ba TPETEL VA VTTOYPAHULOTEL OTL
0To KLvnpatoypadtkd oevéplo, o Mapng amaloipet OAeg TG OKNVEG TOU
publotopnpatog mov Stadpapati{ovtal oTa OTiTIO TWV «KAAWY» XAPAKTNPWY,
omws 1 Muptw, o Makprg, o Mrékag kat o Anprtpng. AvtiBeta, mapapévouy
—KOLL KUPLOPYOUV— OL OLKEIOL YWPOL TWV «kak®v»: To Stapéptopa touv Kapveéln
o010 KoAwvakt, 160G Tou £ykANpatog, aAAd kot xwpog TG VToTTnG ZOVALET,
To Yapdomito tov Ilepatd kat ) amopovwpévn Bida ot Bapkila, xwpot mov
XPNOpeEVOVY WG Katadpvyla Tou SoAopdvou, Tto Stapéplopa ™G potpaiag
Zavet, T0 kapmape kat o dwpatio tov Gptnvol Eevodoyeiov, dmou pEvel
o T{ovv IMavAidng. Xtov avtimoda, Ppiokovrat dnpdotot ywpot pe Betikd
Tpéonpo, 0w To ypadelo ™G edpnpepidag dmov eival apyLoVVTAKTNG O
Maoaukpng 1) ot kaeTEPLEG OTTOV CUVAVTIOVVTAL 0 AnprTpng kot 1) Muptw. OAeg
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QUTEG OL €TAOYEG avadoplkd pe TOV XWPo AelToupyouv mapdAAnAa pe v
KATWG amdAUTN KATNYOPLOTTONoT TWV YUPAKTPWY TOV ETLYELPEITAL OTNV
Tawvia: ot «kadoi» dev €youvv va kpvpouv Timota kat 1 WwTky odpaipa Toug
dev mapovotdlet Waitepo evdadépov (pe efaipeon to €8VAA0 MupTwg-
AnNpiTn), £V 0L «<KAKOD» KLYOUVTAL O€ KAELOTOUG Y WPOVG, TPOooTadwvTag va
«TPOCTATEYOUV» TA HUOTIKG KL TA PERATA TOUG.

To PPAio kAeivet pe to mpwtaywvioTikd {euydpt va pmaivel oto
avtokivnto petd tov Bdvato tou Kapvé(n kat va Siver dpkoug aimviag
ayanng, evew 1 televtala oknvy TG Tawviag tapovotdlel Tov Anpntpn kot )
Muptey va vrodéyovtat tov DAwpd otnv €£086 Tou amd TN Ppulakr kat va
ayvooUV eMOEKTIKA TN ZaveéT, mwou dedyet povn . To kuvnpatoypadkod
dvake kuveltat mpog pa mo nOkomAaotikny katevBuvor, emdiwkovtag
va mpofalet v Tpwpla TG amotng ov{uyou, 1 omola pEVEL oAopdvay,
oe avtiBeon pe v enPpdPevon g evipetng Muptwg, Tou oTo TENOG NG
nepumételag epdavifeTarl va £xet Bpet Oxt povo ouluyo, aAld kat €va TaTPLKd
VTTOKATAOTATO (0TO TPOTWTO TOV peAoVTIKOU TeBepov TNG).

Yto GpA\p Statnpovvtat apkeTéG amd TG avalnpelg mov evromifovrat
oV adnynon Tov publoTopNHaTOS, He KUpLdTEPY TNV avadpoptkn adrynon
™G doAodoviag tov Kavtavt{dylov kat TG TOATOTOMNONG TOV TPOCWTOU
Tov, mov Sivetar amd tov idto Tov Kapvé(n Alyo mpv and to tédog (Mapnig
2012, 220-221). AlaTnpovvTaL, OHWG, KAL Ot AVOAPELS OYXETIKA HE TNV KOLVY)
¢€080 DAwpd-Zavét-Kapveéln (Mapng 2012, 8-9), TNV TPWwTN £pwTLKY emtadn
™G Zavét kat tov Kapveéln (Mapng 2012, 10-11), To mapeABov g oxéong
Kapve(n-ZovAiet, 6nwg to adnyeitat o BaApdg (Maprg 2012, 105-106). Qg et
To mTAeloTOV, TPOKELTAL Yot «pikpeG avaAnmTikés adnynoels (flash-back), pe
amokAton Alywv wpwv 1) NHEPWYV, TTPOKEIHEVOL VA OUPTTANPwWOEL TO VoMo piag
oknViG atd aAAeg ovvTopeg, devtepevovoes» (lwaketpidov 2005, 49).

O Moaprig o010 HUBOTOPNHA TOU  XPNOLHOTOLEL TNV €0WTEPLKY
evallaoodpevn eotiaon, pe TN ouxvny petdPacn amd Tov €vav €0TIAOTH
otov GAAov (Kapveélng, vanpétpla Avva, Mrékag, Anpntpng @PAwpdg, T(ovv
[MawAidng, povtap ZovAiét, Makpng, A€Aog, Muptw, dvBpwmog pe v
Tpaydoka). Mio amo Tig avTiotoLy leg auThG TNG ECTIAONG OTOV KLVNHATOYPAPO
amotelel 1) Texvikn ™G vtokepevikng ANYng (KakAapavidov 2006, 53), g
TAUTOTOINONG TNG KAUEPAG HLE TA HATLX EVOG XOPAKTHP, TNV 0Ttolar 0 AAtdEPNS
XPNOpoTOLEl APKETE CUY VA KAl CUOTNHATIKE, EMEWKOVTAG VO SnpLOVpyToEL

éva évtovo kAewotodpoPkd aiobnpa otoug/tig Beatég: yo mapadetypa,
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o Kapvélng and to mapdBupo tov Stapepiopatos tov PA€met oy avdpuxr) oxtd
otov §popo, N vINPETPLX PAETTEL TO TTWRX CWPLAOHEVO OTO TATWHA, 1) ZALVET,
evw avakpivetat awd tov Mréka, BAEmet evrpopn Tov EevuyTiopévo DAwpd, 1
Mvuptey BAémet TNV UTOTTTY OKLE péT 0T VOYTA.

[Swaitepa mpooektky) kat emituyng Oa mpémel va Bewpnbel 1 emdoyn
TwV 100TOLWYV TOV EVOAPKWVOUV TA TPOCWTA TNG LOTOPLAG, HE EVIUTWOLX-
K1), OUYVQA, QAVTATTOKPLOT) OTLG TEPLYPADEG TWV AVTIOTOLY WV XAPAKTPWY TOV
pubotopnpatos. Ekmpdowmog g mpoodpthods otov Mapn katnyopiag g
«mtoAvteAoV§ yvvaikag» elvat edw 1 ptAndovn Zavet, Tov EVOAPKWVETAL OTO
dAp amd ™ Mépw Kovtov, ) omola avadiet epwtiopd oe kabe epddvion g
kat anodidet ™) Simpoowmia pag femme fatale, wpaiag kat yupddovg, aAdé
WKavng yix Ta Tavta. Xtov avtimoda ¢ Zavet, kiveltat o e§ldavikevpévog
XAPAKTHPOG TNG AEPLVNG, YAUKLAG kat goPapns Muptwg, mov Bplokel Tnv (Se-
wdn eppnvevtpa ov I'kéAv Mavpomovlov, 1 omoia ouvvdualet Pprvétoa,
atoBavtikdotTa kat Suvaptopd kot oxedidlet pia etk npwida mov epmveet
epmiotoavvn. O Tpitog Paockds yuvvaikeiog yapaktipag Tov pubiotopnpa-
TOG, 1] HUOTNPLWONG KOl «OKOTELVT)» HOVTAR ZOUALET, [LE TO AUOTNPO TPOOWTO,
eppnvevetat and v EAévn Xatlnapyvpn, n omola nhektpilet otig Atyooteg
epdavioelg G kat Yapilet K&mola EKTANKTIKA YKPO TAQV 0T oKNVT) TG do-
Aodoviag . ['ta tov péAo tou {tykoAd T{wvu ITavAidn, mov oto PifAio epda-
vietat wg TO apoeVIKO AVTIOTOLYO TNG ZAVET, e Eudaot 0TO KOPPO TOV VTU-
otpo, amodetkvietat eatpetikr) emloyn o Xtépavog ZTpatnyog, mov wailet pe
XoUpop kat pav ehadpd epwviky) arootactonoinon. O Avdpéag Mrépiov-
Ang evoapkwvel telotcd tov Anpntpn PAwpd wg pav Npepn Svvapn, Evay
V€O AvTpa ov Tov Yapaktnpilet ) evripdTTa Kat  kaAoovvn. ZToug Yapa-
kthpeg Tov Kapveén kat touv ypnpatiot) PAwpd, o MuydAng NikoAwvdikog kat o
Xpnotog Toayaveag avtiotorya mAdBovv Vo a&éyaotes pryovpes: o mpwTog
epdavifetat wg yonTeutikog {wypddog TnG HOdag oTIG TPWTEG OKNVEG KL OL-
VIYHOTWKOG, OKOTELVOGS Kat oX eSOV mapddpwv §oAdodpdvog oTig TedevTaieg kat o
SeVTEPOG TAVEL TIG AETITEG ATOY PWOELG TOU ATATpEVOU cu{Uyou, Tou odnyel-
Tat 0t puAaky) KatnyopoUpevog ya povo mov Sev exet Stamphget.

Yto BiPAio, dtwg NN avadépbnke, etodyetal n popdr Tou acTtuvépou
Mméka, o omotog vmhp&e «epuPAnpatiky) puotoyvwpia Tov eEAAN VKO aoTUVO-
pikoV publotopfpatog» (AmooTolidng 2012, 29), pe évtovn avBpwmoloyuwkr
opototnTa pe Tov emtBewpnt) Matykpé, npwa touv Georges Simenon, kat Baot-

k6 koo &G&ova tov emapywtiopd toug (Tookdmoudog 1995, 158). H mapovoia
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TOV elval TLO TEPLOPLOUEVY] OE OYEDT) HE HETAYEVEDTEPA PUBLOTOPT AT TOV
Mopr) kat otnv tawvia Sivetat o podog otov kapatepiota ['évvn Mmépto, Tov
HOVO OYETIKE &Y VWaTO 1100700 o€ pia Stavopn YERAT amd StaonpoTnNTES TNG
eMOYNG TG0 070 puBLoTdpnpa 600 Kat aTto PtAp, 0 Mmékag, «4vBpwmog vTo-
HTPOG, Tipog, aubopunTog Kat Atydt tpwtdyovog» (Mapng 2012, 15), Ste§dyet
TIG TPWTEG EPEVVEG APUECWS PHETA TNV AVAKAXAVYN TOU TTWHATOG KO KATOTTLY
Xévetat and TNV adrynon, yo va enavéABet Suvapkd peta T péan.

Qotéoo, avtibeta pe TOUG VTOAOLTTOUG YAPAKTHPES, 1] EMLAOYT) TwV 100-
TOLWYV YA TOUG POAOUG TOU apytouvTditn Makpr kat tov moAttevtn AéAov
dev avtamokpivetat o Teptypadég Tou publotopripatog tov Mapn. O «ye-
poG dpopdog Gvtpag Twv Tptdvta Xpovwv» (Maprg 2012, 41) kat 0 «advvaTog
SLavooupevog pe Tt pkpn paddkpa kot Ta pUwTkd yuvadid» (Mapng 2012, 41)
améyouvv moAy gpdpaviolakd and tov Ayyedo Mavpomovlo kat Tov Atovion
[MamaytavvémovAo, Tov Toug uTTodVoVTaL —TOAD LKAVOTOTIKA— 0TV 006V,
'E€oy 06, TéAog, elvat kat o Ndoog Kedpdkag, otov poho Tou Zwtnpn, TOU «ov-
Opwmdkou fe TNV TpayL&oKa».

KaBoptotikd pdro otnv emttuynpévn kivnpatoypadiky amoédoon tov
kAipatog Tou pubiotoprpatos Stadpapatilet n povowkr) tov Kwota Kamvion,
n omola, katd tov Bpacida Kapady), eival « éva e§wtikd pelypa Stadpopwy
AWV, TOU AVOKATEVOTAV He TNV apyn aAld atpoodaipkr Spdon pe évav
opyavikd tpoémo» (Karalis 2012, 93). KopPikd poro mailet kat to tpayovdt
«Eyd otyd ENpépwaoe», TOU AKOVYETAL T OKN VY] TOU KapTapé kot ouvduadet
™ pelayyolia pe to caonévg. O Kdotag MuvAwvéag (2001, 53) mapatnpel
OTL «T0 odUpLypa NG peAwdiag Tov elvat To Adutpotid mov vrodnAwvet v
mapovoia Tou Sodopdvou: k&Be Ppopd Tov To aKove, Eépoupe 6Tt BplokeTat
ekel kovtd» (MuAwvag 2001, 53). TéAog, ot atiyot Tov amoteAovV avtavdikiaon
™G oLVALTOMHATIKAG KATAOTAONG KATTOLWY ATTO TOUG Y XUPAKTHPES.

H tawia mpaypatomotel v abnvaikn g mpeptépa TN Agutépa
18 Iavovapiov 1960- 1 Stadnpor ™G oTtov nuepnoto Tumo® mwpoPdrlel ot
TPWTO TAAVO TO TPWTAywvIoTkd (evydpt Avdpéa MmdapkovAn-T'kéAAug
Mavpomovdov, pe dVo avdpikég oktég kat tnv EAévn Xatl{napyvpn oe Sevtepo
TAQVO, €V, TEPA ATO YAPAKTNPLOPOVG TOU TUTTOU «OUVAPTACTIKO... HE
TEPAOTIO eVOLAPEPOV... aywviwdn TAokY... Pabid cuykivnon», «timota dev
éxet va (MAéPet amd ta kahvtepa Gip Tou e§wTEPLKOV», UTTAPYEL 1) CUHBOUVAT)-
TapdkAnon mpog toug/Tig voPrdlovg/eg Beatég, mov Bupilet avtioToryeg

Swapnpioerg &vwv tawvwv puotnplov: «IIpocoyn!!! TlapakadeioBe va
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mapakolovboete ™V Tavioe amd TNV apyn KOl va PNV amokaAUpete TO
HUOTIKO TG O€ KAVEVAV».

H «kpitikn g emoxng avtipetwmnilet paAlov Betikd v tawvia (BA.
Moapdung 1960- IlamapiydAng 1960- Mdtoag 1960- Mooyofdkng 1960
Yrtapatiov 1960 kat BAdyov 1960). T'ivetat avadopd oty Aoyotey vikn Tnyn g
Tawviag kat otov poro tou Mapr| ot Beperiwon tov eAAN VKO AGTUVOLKOY
puBotopnpatog, vroypappiletar 6tL  Tpwtn TpoomdPela yioo dnpovpyia
eAMN VKNG aoTuvoptkng tawviag eival emttuynpévn, ematvovvtal laitepa
1N oknvobetkn paeotpia, N pwrtoypadia, pe Ta TOAAE vuyTEPLVA TAGVQ, TO
OKNVIK&, ot eppnveieg Twv nbomowwv —daitepa ™G Xat{napyvpn kot tov
NwoAwvdkov—. Qotdoo, yivetat Aoyog kat yo Bpadutnta kat emavaAnelg
oV mAokn kat EAAewn puokdTnTag oToug Staddyous, evw, Tapadoiws, dev
umtapyet kapia avapopd ot povowr) Touv Kamvion.

Qg mpog Vv TPOécANY TG Touviag ota vedTepa XPOVLA, OL LOTOPLKOL
Tou eAAnVikoy kuvmpatoypddov eite mapalelmovv va TNV avapEpovv
(MntpomovAov 2006) eite avapépovtat oe QUTHY TOAV ETLYPAHHATIKE
(ZoAd&tog 2010, 248), eite vrotipovv v aia ¢ (KokkaAéviog 2007, 15).
E&aipeon amotelel n mpdodatn ayylodpwvn totopia tov Kapaln, o omoiog
ekppdlet Tov Baupaopd Tov yia To GLAf, ETAUVOVTAS TO SuvaTd oeVEpLo Tou
Mopy), pia eAAnvikn pei&n Raymond Chandler kat Simenon, tn oknvoBetwr
epyaoia tou AApépn, ) dwrtoypadia tov Kapidn-Dovkg kat Tn povoikr) tov
Kamvion (Karalis 2012, 93). Towg 0 yeyovog 6tt o AAupépng dev €dwoe dAAeg
TPAYHOTIKE onNpavTikég Tawvieg va e§nyel v ampobupio ™G eAAnvikng
KLVNUATOYPapIKG  KPLTIKAG V& TN OUpTepAdPel otov kavova, Omov
e€etdlovtat ovyvotepa kat afiaota to EykAnua ota mapackijvie (1960) Tovu
Ntivov Katoovpidn™, o omoiog cuvéyioe v e&epedvnon tou eidoug kat v
Tpooappoyn Tou ota eAAnvikd dedopéva pe To e§atpetikd pap Ot adiorakTot
(1965). QoTd00, N aydmn oL TPEDEL Yior TNV TALViot —kat Yot TO pubLoTtopnpa
Tov Mapn— to vedtepo kowvo, ot ou{ntoelg Tov yivovtat oto Awadiktuo, ot
OUYVEG TNAEOTTIKEG PETABOTELS TNG Kot 0 VPNAOG aplOpdS TPOPoAwY TNG 0TO
youtube paptupotv tnv e&éxovoa Béon tng otV Lotopia kat TN puboloyia Tov
eAAN VKOV kiynpatoypadov.
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Notes

1 Metd to télog tou B’ Ilaykdopiov IToAépov o Maprg Eekivéet va aoyoleitat emayyeApHaTIKG pe
™ Snpoooypadia. Epyaletat otnv apiotepr) epnpepida Mdyn wg apytovvtdkng, oxoAoypadpog
KO KPLTIKOG KLVNpaTtoyp&pov. Avalutikd ya tov Bio Tov Mapr), BA. Agovtapitng 2013.

2 O EZtpdtog Mupoyidvyng vrootpilet 0Tt 1 eAANVIKY) AOYOTEXVIKY TAPAywyr TOu I19*
awwva eppavilet kelpeva tov Paykafr), Tov Buiéda kat tov Billunvov, oto mAaiolo twv omoiwy
SoktpdovTal TEPAPATIKE SEYHATA YPADNG HLAG TPWLHNG, WOTOCO AVAYVWPIOUNG, ACTUVOULKHG
mAokng. (Mupoyl&vng 2012).

3 BA. oxetwd Marcou 2014.

4 BA. v emofpavon ¢ Avvag KovroniSou: «O §popog avoiyet mAéov kat yia dAhovg EAAnveg
ovyypadels va mAGoouv Toug Stkovg TOUG HPWES Lot ATAANAYHEVOUG OO TO EVPWTAUKO 1)
ApEPIKAVIKO TEPBAAAOV KAl EVTAYHEVOUG T TTLO KOVTE 0TO EAANVIKO KOLVWVIKO KOL LOTOPIKO
yiyveobawr (Kovtomidov 2009). IIf. v tomoBétnon tov AvSpéa AmootoAidn: «Ymnp&av
ovyypadelg Tov Eypaday AoTUVOpLKE HEXPLTO 1950 Kat TV epd&vion tov Mapr), aAAd ppovvtay
Toug EEvoug, Eypadav pe ayyroapeptedvika pevdwvupa katn Spaon twv BAiwy Toug e§eliooeTal
mévta og TOAelg Tov e§wTepkol. Ot totopieg Toug Snpootevovtav otig epnpepides. [...] [Tavtwg pe
70 “EykAnpa oto KoAwvékt” to ’53 elvat mov mAéov 1 oknvoypadia evég eAAnvikod aoTuvopKol
OXL HOVO HEVEL HECA 0T CUVOPA TG XWPAG AAA& Kat 0TV Kapd& TG mpwTevovoag. BéPfata
yla TNV arokatdotaon g alfbelag £xet mponynOel  EAévn BAdyov, mov ypddet and to 1938
oe ovvéyetes otnv Kabnpepwvr) “To puotikd g wiig tov TTétpov Bepivn”, éva aoTtuvopkd pe
eAAnvikn oknvoypadia» (Maotpoytavvitng 2015, 20) .

5 O 6pog «pubotdopnpa-aiviypor» Tpwtoypnopomnoteitat and tov Todorov, o omolog Stakpivet
Tpla eidn aoTVVOHIKOD pUBLOTOPNHATOG KpivovTag TO £(00G TWV LOTOPLWY OV StatAékovTat 6To
£pyo: To publotdpnpa-aiviypa, To pavpo pudiotdpnpa, To omoio potdlet eldoloytkd pe to eidog
mov StapopeTikol epevynTEG Yapaktnpilovv okAnpd, kat To pubotépnpa aywviag (Todorov 1986,
221-240).

6 Xpnowonow TV katnyoponoinon touv Gérard Genette, mov ywpilet tovg tithovg o€
Bepatkovg (thématiques), pnpatikovs (rhématiques), avtovg SnA. mov avadépovrar oTovg
TPOTOUG [LE TOUG OTOLOVG TO KEIHEVO TPAYHATOTOLEL TIG TPOBETELG TOV, HEKTOVG (Mixtes), avTovg
SnA. mou meptéyovv €va Bepatikd kat éva prpatikod ototyelo, kat apdionpovs (ambigus), ot omoiot
Sev gpminTovy og KATOLXY Ao TI§ TapaTdvw katnyopies (Genette 1987, 54-97).

7 Amotelel mdyta TakTiky) Tov Mapr}, pavatikod kivnpatoypadpodilov, va vtoypddet o iStog Ta
OEVAPLA TWV KLYNHATOYPAPIKWY TaVLwY, tov Bacilovtat oe PiPAia tov: O dvBpwmog Tov Tpaivov
(1958), EykAnua oto KoAwvdkt (1960), Mwpé pov /' Evag Aov Zovav yia kAdpata (1960), EykAnua ota
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napaokivia (1960), Xwpis tavrétnra (1963), AupiPodics (1964), Mia yvvaika katnyopeitar (1966),
Avtdptes v médewv (1972), Q¢ v tedevtaia otiypr) (1972), Zitnpa {wijs kar Oavdrov (1973), To
xapdyedo ¢ ITvbiag (1979). Tpdodet, emions, mpwtdtuna oevipla ya T Tawvies: Evag EAMnvag
oto Iapiot (1959), H Aila téokaoe (1959), KaAnuépa ABrjva (1960), Adbog atov épwta (1961), O dvrpag
s yovaikag pov (1962), O prapmds pov ki ey (1963), To mpdowmo T1)6 nuépag (1965), Ot teAevtatiot Tov
Pobmel (1971).

8 Ot mpwtevovoeg Aettoupyleg, oUNPWVA HE TO HOVTEAD TWV APNYNHATIKWV AELTOVPYLOV
tov Barthes, mov mpooappdletat yix tov kivnpatoypado amd toug McFarlane, Cartmell kot
Whelehan, avapépovtat oe onpavtikd yeyovota, Ta omoia adpopoldV Gpeca TNV avamTudn g
otopiag (Barthes 1985, 167- 206- McFarlane 1996, 14-15- Whelehan 1999, 10- KakAapavidov 2006, 38).

9 Tnv tédon tov Mapy va ekpetaddedetat Tig pvqpeg ™G Katoxhs ota pubiotopipatd tov
emtonpaiver kat o Henri Tonnet, vroypappifovtag, wotéoo, tnv éAkenpn avadopwv oTov
EpdpuAio kat 0Tov KATATPEYRO TWV KOPOVVIOTWY, OTOLYE(O EVOEIKTIKO TOU «KUVIYLOU HAYLOTWV»,
mov toTe kuptapyovoe otnv EAA&GSa (Tonnet 2005, 333). A6 ) Sikn) Tov omTiky) ywvia, o Bacing
BaoiAik6g vrtevOupilel v aploteph mpoédevon tov Mapn kat tovifet: «[...] dev aoyoleitat pe
TO TPy TapoV G emoxng Tov (EpdvAtog, kuviyt avedénto aplotepwy, efopieg, amootaoieg,
xovvta), aAAd PBpioket otnv mepiodo g Katoxng ) de€apevr) an’ émov avtAel to anapaitnto
B&Bog mediov mov mpémet va £xet Eva kahd puboTdpnpa. OAot ot “kakol” ota PtAia Tov viTthpEav
k&mote dwothoyol, petapdiecpévol oe “évtipovg” petakatoykovs moAites. Tétoov koAado
katd tov Swothoytopov oty EAAGSa Sev ouvavtnoa oe dAAov EAAnva ouvyypadéa, ovte aToug
akpaiovg ™G Aplotepds» (Baothikdg 2013). TIP. kat Tig evliadépovoeg emtonpavoetg tov Avipéa
Amootolidn: «Eivat mBavo adoppn yix tov Mapr) va Tay To Tpaypatikd yeyovog mws oplopévol
SwxBontot ouvepydreg Twv Ieppavayv, tpootabwvtag va cwoovv ™ (w1 Toug, e§adpavifovtav,
£ofnvav Ta {xvn Toug 1} TpoomoloVVTAY Toug vekpoUs. To 1953, HOALG 0KTW YXPOVia ard To TENOG
Tov TOAépov, To Bépa TG TIpwpiag Twv ouvepyatwV Twv valotwv oty EAAGSa mapapévet
avory T o€ ToAAEG TepITTWOELG» (ATOoTOAISNG 2012, 53).

10H ovykekpyévn oknvi ¢ tawviag, katd Tov Avdpéa Avavidn, amotehel povtédo
kumpatoypadikng katadiwgng yux ta eAANVik& Gpip voudp, kabwg «ot okiég Tov epdavifovtat
otoug Tolyoug TG mOANG av§dvouvv v aywvia kat Snpovpyolv pia emAéov atpdodatpa
avnovyiag» (Avavidng 2015).

11 BA. evdektik& oto pubiotdpnpa tov Maph: «To poldt, oto kopodivo, édetyve tpetg» (Maprg
2012, 7)- «To poAdt Tov Yoh ytimnoe pior). Teooeplonpioy; Koitade v wpa otov peydlo Aevkd
Sioko... Htav mévte kat ponh» (Mapng 2012, 13)- «Z1ig mevtéptot. Eida to poAdl. To drovoa mov
xtumovoe kat koitaa...» (Maprg 2012, 19).

12 ATOKQAOUVTaL KATAAVTEG 0L SeVTEPEVOVOEG TTPAEELG OTO OYNHA TWV APNYNHATIKWY AELTOVP YLDV
tov Barthes, o omoio mpooappdletal yia tov kivnpatoypado and toug McFarlane, Cartmell kat
Whelehan (Barthes 1985, 167-206: McFarlane 1996, 14- 15- Whelehan 1999, 10- KakAapavidov 2006,
38).

13 EdevBepia, 1960. 17 lavovapiov.

14 XOpdpwva pe tov Loic Marcou, névtwg, to EykAnpa oto KoAdwvdkt kot to EykAnpa ota napaokivia
amotedovV Ta SVo epfAnpatiké Selypoarta Tou GpAp vovdp “ala grecque” (Marcou 2013).
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Movotkn kat povoikol oToV
[TaAd EAAnviké Kivnpatoypado:
Mia eBvoypadikn mpooeyytion
TNG TTOALTLKN)G OLKOVOHIAG TNG
KLVHOTOYPoPLKNG HOVOLKNG

The historical scrutiny of the phenomenon of cinema has been mainly
affected by various literary and text-centred approaches. Unlike standard
analyses, which usually move in the context of critical evaluation and documental
investigation, alternative theories have appeared that propose different ways of
“reading” filmic practices. Otherwise stated, both the archival and the artistic
dimensions are no longer the only, unique and exclusive film interpretation
parameters. The examination of specific social, economic and cultural aspects is
(at least, if not more) equally important as it highlights various aspects of the
phenomenon.

In this paper, I seek to investigate the political economy of music of the Old
Greek Cinema during the 60s, with reference to the production of the Finos Film
company. My study is based on extensive ethnographic field research conducted
through face-to-face semi-structured interviews with individuals involved
in the process of film music production during the 60s (mainly composers,
arrangers, musicians, singers, directors, producers, actors and technicians)
which methodologically could be part of the “new film history” as “cultural
ethnography”. In particular, the focus is on the emergence of the relations of
power and production developed within the music-cinematic framework, the
mapping of the existing or new-formed cultural networks oriented towards
music and the broader film production, as well as the presentation of the

management, the promotion and the purchase of film music as a consumer
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product with respect to the aesthetic perceptions and the stylistic preferences
of that time. Such features include the relations between the composer, the
director, the producer and the rest film staff; the composer as score-creator,
song-writer and music-arranger; film music recording; the playback technique;
music, song and the editing process; symphonic and popular music in film;
music improvisation in film; the economics and marketing of film music; the
visualization of popular music through film; film music songs and discography;
film music as part of the culture industry; the eclecticism of film music genre;
film music and song festivals; the original and the compilation scores; film
music and the star system; film music and television.

This is a pilot research which is oriented towards deeper empirical micro-
history to apply a critical approach concerning the terms and conditions under
which popular film music culture is produced, disseminated and consumed.
Finally, reference is made to particular issues, such as the synergy between
the record and the movie companies, the star system phenomenon and the
revival of music of the Old Greek Cinema during the period that followed its
commercial edge. As part of a “new film music history”, it is likely that further,
alternative approaches of this phenomenon, deriving from personal stories and
testimonies, encapsulate and illustrate a tradition that is not outdated but still
modern, active and recognizable, even to younger television audiences of the
Old Greek Cinema.

H ouvimapdn kwnpatoypddpov kat moltiopkng avBpwmoloyiag
xpovoloyeitat Hdn amd TG AmMAPYES TNG «PEAALOTIKAG» AMOTUTTWONG TNG
TpAyHATIKOTNTAG, pEoa oo Ta TpwTa e0voypadikd GLAL KOt VTOKLUAVTEP.
A v &AAN peptd, n StakekTikr) oY €0m TNG KOUATOVPAG pE TOV puBomAaoTikd
knpatoypddo Sev amavtdtal cuy v oo avOpwToAOyIK& Kelpeva, HOAOVOTL
1| CUOTNHOTIKY TPOOTIAOELl TOMTIOHIKNG HEAETNG TWV KLVHATOYPAPIKDY
TPAKTIKWY elye EekvnoeL apkeTd vwpis.' EmmAgov, péoa amd tnv emtokonnon
™G oxetwkng PiBAoypadlag, yivetatr epdaveég OtL 1 oTOPIKY| €&€Tao TOUL
knpatoypadikot datvopévou €xet emnpeactel katd KOpPLOo Adyo amd TG
TOKIAEG PLAONOYLKEG KL KEWHEVOKEVTPLKEG TTPOCEYYIOELG. LTIG HEPEG PAG, OF
avtifeon pe TG kaBlepwéveg avaAUoELS, Ol OTTOlEG KIVOUVTAL TEPLOPLOTIKY,
ovvnBwg oe éva mAaioto kpttikng a&loAdynong 1 TekUNPLwTKnS Stepevvnong,
gxouv KG&vel TNV epP&vion Toug véeg, evaAAakTikég peBoSoAoyikég

tomoBetnoelg, oe pia mpoomdBetar SlapopeTikoy TPOTOU AVAYVWONG TWV
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KLVNpatoypadik@y popdpwpdtwyv. Me dAa Adyta, Téo0 1 atontikr 6co kat 1
totoptodipkr) Stdotaon Sev amotehodv TAL0oV povadikoUg Kot ATOKAELOTIKOVG
agoveg eppnveiag tov kivnpatoypadou. H e€€taon Twv empPEPOUS KOLVW VKWV,
OLKOVOHLKWV KOL EVPUTEPWY TTOATIOIKWV TapapeTpwy elvat e§ioou (€&v oyt
TEPLETOTEPO) ONUAVTIKT], kaBWG pwTileLeviiadépovaes dPelg Tou patvopévou.

¥to kepdhato autd SiepeuvaTar 1 OYEON TNG  HOUCLKNG  HE
ToV Kunpatoypado, oto mAaioo pilog véag OMTWKAG TNG HOVOLKNG-
kwnpatoypadikng totopiag, 1 omoia elodyet T Pwpatiky avOpwrtoloywr
Tpoogyyton mov otnplletat otnv eOvoypadikr) peBodoloyia Twv TPoowWTKWY
Np-Sopnpévwy ouvevtev€ewv kat divel épdaon ot Swadoywkn mapdbeon
Stadopetikwy Ppwviyv. Ipdkettat, mpoPavws, ya pio TAOTKY edappoym,
n omola mpooavatoAiletat oV katevBuvon Twv PadiTEpwV EUTEIPKWY,
HIKPOLOTOPIKWY  AVOAUCEWY, TPOKEIHEVOY VO €PAPUOOTEL Hiot  KPLTIKY
TPOCEYYLON TWV OpwV KAl TwV ouvOnkwv umd Tig omoieg 1 Smpodting
povokn-kiympatoypadik] KouvAtoUpa  koataokevaletal, Sakiveitar Kot
katavadwvetat. H ev Adyw peBodoloywr) mpwtotumia pumopel va evtayOet
070 €VpPUTEPO TAQLOLO TNG VEAG KLVIHATOYPADIKNG LOTOPING WG TOALTIOHIKNG
edvoypadiag, n omolar avalntd toug TPOTOUSG TPOSANYNG Kot avtiAnyng
TOU PALVOREVOU OO TA AKPOATHPLAL, TO CUOTNHA TAPAYWYNS, Slavoung kat
TPOPOANG TOV, TIG KOLVWVLKEG Kkat TOATIOHIKEG Tov poekTdoels (Elsaesser
1996, 13). Emtmpoobétwg, evw 1 emkpatovoa TAON OTIG KOLVWVIKEG ETULOTHHES
Bewpel 6T okovopia amotelel Eeywptotd kat dlaitepo medio TG avOpwmivng
Spaotnpotrag, 1 oAtk owovopio evdadépetal ya ™ Stacvvdeon tov
OLKOVOULKOV OTOLYEIOV e TO KOLVWVLKO, SnAadn yia tnv aAAnAemtidpaon petady
OLKOVOHLKNG KAl TTOALTIOHKNG TPpaypaTikdTNTag (Jessop 2005). Q¢ €xdpavon
TOV TOALTLOpKOV TTePPAANOVTOG, OTtwG avadépet o Jacques Attali (1991, 17), «n)
HOVUOLKY ElVaL KATQ play €vvola a§lomiotn PeTadopd Tov Tpaypatikov. Agv
elvat 0UTe QUTOVON SPATTNPLOTNTA OVTE AVTORATH CUVETELX TNG OLKOVOULKNG
vrodopung».

Edwdtepa, oto mapdv kelpevo mpotelvetat 1) Stepelivnon Tng ToALTkNG
otkovopiag TG eEAANVIKNG Kivnpatoypadkhs povatkng tov [aAto EAAnvikov
Kumpatoypéddov g Sekaetiog Tov ‘60, e ETIKEVTPO TIG EPTOPIKESG TALVIEG
™G Pivog DAy, eotialovtag otn HEAETN TwY OXECEWY €§OVTLAG, LOXVOG KOt
TAPAYWYNHSG TOV AVATTUOCOVTAL O HOVOLKO-Kivnpatoypadud TAaioto, otny
ATMOTUTTWOoY TWV TOMTIOHKWV SkTOWV Tou vdiotavtar 1 oyxnpatifovtat

ek véou pe &fova T povokn kat kumpatoypadiky) Snpovpyia, kabwg
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kat otn depevvnon ¢ Sayelplong, ™G TPowbnong Kat TG ayopls g
KLVNHOTOYPAPLKTG HOUOIKNG WG KATAVRAWTIKOU TPOLOVTOG 0€ OXEDT HE TLG
aotnTkég avTIANPELS KAt TG OTIAOTIKEG TTPOTIUNOEL TNG €moXNG. T€Aog,
e€etalovtat e€etdikevpéva {ntApata, OMws 0 GatvOpUEVO NG GUHTPAENG
TwV SLokoypapkwV fe TG KIVHATOYPAPKES ETALPElES, KAOWE KAl aUTd TNG
avapiwong g povowkng tou oo EAAnvikov Kuvnpatoypadov katd v
eplodo OV akoAOVONTE TNV EUTOPLKY] AKHT] TOV WG TIG HEPES HOG.

Ymv mapovoa €pevva emAEXONKE 1) TPOCEYYLON HECW QAVOLKTWYV
oUVEVTEVEEWY LE TPOTWTIO APECH EPRTTAEKOPEVA PLE TOV KLYUATOYPAPO KOt TN
povatkn otn dekaetia Tov 60 (CUVOETEG, HOUTLKOUG, TP YOUSIOTEG, oK VODETEG,
nbomotovg, TeEX VKOV, K.G), oL omoieg €ywvav otnv ABAva v mepiodo
2001-2005, 070 TAalolo ekmovnong TS Sdaktopikng pou StatpPrg. Etig
OUVOLALEG aUTEG atodpeVyOnKe va xprotpomomBel auoTnpd Kot CUCTNUATLIKO
EPWTNHATOAOYLO Kot Ot Bepatikég kivnOnkav ot P&orn oplopévwy yeEVIK@Y
AVOAVTIKWY KATNYOPLWY, £TOL WoTe 1 popdn, n Stadoy kat | ekpopd Twv
EPWTHOEWY VA TPOKVTTTOVY artd Tr ou{fTnon kat Oyt va wpokabopilovrat amod
TOV eMOTHHOVA-EPEVYNTH. Me Tov Tpdmo autd, N eBvoypadiki) cuyypadr —
wG amoTéAeopa NG eOvoypadikig Epevvag— elvat duvatd va avadeiet v
TOAAATAG TN T TNG EPUNVEVTIKNG TTPOTEYYLoNG Tou e&etalopevov (NThHpaTog,
XPNOpoTOLOVTAS WG Pactkd onpelo avadopds Tov Adyo Twv CUVORIANT®Y
Kot Ot aAG TV av&Avon TwV KAAMTEX VKWV HOPPWHATWY WG QUTOVORWY
TOMTIOHUKWV TPOLOVTWYV.

Av otaBoVpe avolutikd pHOVO OTN HOUOWKY onpeloypadia  mou
QTOTUTIWVETAL  OTO  TEVTAYpappo, dwaltepa otnv  mepimTwon G
KLVNHOTOYPadLKG HOVOLKNG, Ba kaTaANEOVHE 0TO CUNTTEPATHA OTL O HOVOIKOG
NX0G elvat amwoAuTog, eudldkpLtog, eviaiog kat povodidotatog (Altman 1992,
15-16). @ TePLOPLoTOVE, dnAadn, o Eva ovotnpa Stayeiplong mov amoppimtet
Ta GALVOHEVOAOYIKE YAPAKTNPLOTIKA TNG HOUOLKNG wG &vOG ovvOetov,
€TEPOYEVOVG, BLdTuToV KOt moAuddotatou  ¢atvopévou. Emiong, elvar
oadeg OTL, OTAV AVAPEPOPATTE OTN HOUGLKN TOU KLVIHATOYPG&POU, HAGHE
TpwTapykcd yo SnpodptAn povotkn, otov Babpd mov o (8tog o kiynpatoypadog
amotelel éva dnpodirég péoo (Poulakis 2011). Kat ovpdpwva pe ™ Bewpia twv
oUyXPOVWV TOATIOHIKWY oTtouvdwyv, atn dnpodtAn kovAtovpa ta {nTrpata
TOAMTIKNG otkovopiag elvat kepadatwdoug onpaciag (Strinati 1995).

H povowr) t600 yla Toug Tapaywyous 600 Kot ylo Toug oknvobBETeg kat

Toug ovvBéteg tou Iaiov EAAnvikov Kumpatoypadov amotelel kpioipo
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TaApAyovTa, 0 0moiog oupPaAAet ouolaoTKE 6TV ALoONTIKY ApTIOTNTA KOt TNV
epmopkn) emrtuyia tng tawviag. H povown, pe dAAaAdyia, dev mepropifetat otny
TOAQLE PORAVTIKY TNG SLAoTAOT WG «TEY VN Yl TNV TE€Y VN> (art for art’s shake),
alé mapdAAnAa Statnpel OLKOVORLKES TTPOEKTATELG 0TO TAXIOLO AVATITUENG
plog palkng moAttiotikng Propnyaviag (Adorno kat Eisler 1969). Xtn ®ivog
Op Sivetat Waitepn onpacia kot otig Vo auTég OPelg (Tnv atodnTkn Kot
TNV EPTOPLKY) TNG KLVNpaToypadns povatkns. O idtog o Dhomoipevag divog,
and ™ pla pepld, TPWTOOTATEL OTIG TEYVIKEG KOl TEX VOAOYIKEG avaPabpioetg
TOU HETOV KaL, artd TNV GAAN, emdtwket T dtaThpnon TG ETALPELNG TOV OTIG
TPWTEG BECELS TWV TVEAKWY HE TA ELOLTHPLX TWV EAANVIKWV Tauviwv.? OTtwg
adnyeitat o oknvobétng I'dvvng Aaiiavidng:

'Htav Beio dwpo yax tov eAAnvikd kivnpoatoypddo 1 mapovoia
tov ®lvov ota mMpdypata, TOvAdyloTov 600V adopd oTnv
kwnpoatoypadukr) texvikr). Otav miya eyw, n divog Dl eiyxe dn
avdpwbel. Htav to tepd tépag touv eAAnvikol kuvnpatoyp&dou
ekelvng g emoxng. O Divog eiye TePAOTEG YVWOELG KOt
OAn tov 1 {wn NTav aplepwpévn ¢ autn TNV aoXoAla peE TOV
kwnpotoypddo. Xe ovvepyaoia pe évav EAPetd kataokevaot
BeAtiwoe Ti¢ duvatdTnTEG TOV PopnTov payvnrodpwvou Nagra.
‘Hrtav éva ehapply payvntédwvo, pe to omoio pmopolvoeg va
KAVELS £YYpadT) HOVOLKNG HE TTOAD KOAY) TLOTOTNTA KOt GVYYPOVN
AP, xwpis va eloat ouvdedepévog amevbelag pe v kapepa, pe
éva aoVppato pikpdpwvo. E§aipeticd mponypévn texvoroyia yia
™V emoy 1 ekelvn!

Emniong, pla yevikn edva g katdotaonsomn ivog Dk, oe oyéonpetig
TEYVIKEG KOL TLG OLKOVOHLKES SLAOTATELG yLa T Snpovpyla KINUATOYpadIKIG

HOVOLKNG oTLS Tatvies TG, Sivet o kovtpapmaciotag Avpéag Podovodikng:

H ®ivog Didp eixe ta epyaotinpa kat TO OTOVVTIO Yyl TNV
nxoypéednon g povowng oty 086 Xiov. [...] Zvyvé ywdtav
HE TaUTOXPOVN TPOPOA) TWV KOUHATIOV TNG Tawviag. Amdvw
otn Aovma €ypadav povowy). [..] H cuppetoxn twv povokdv
frav évtovn, €dvav 8éeg. Aev ékavav kat TOAAEG TTpdPeg Kot
TAnpwvovtav pe v wpa. Xt Pivog DA T OKOVOHIKE KAt O
TPOYPAHUATIONOG vt Tnpovvtav pe evAdPeta. Eixe avotmpd
OKOVOpLKO cVoTnpa, Ywpls omatdhes. [..] H Sokoypadio kat 1
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NXOYPAPNOT NTAY APY LKA PLE TO KOPUATL KO LET EYLVE HE TNV WPC.
Ot povowol to €PAemav kabapd emayyeApatikd, wg €§tpa
SovAetd. AANAG avtol Sev mhpav peydAn dnpoototnra. [...] Yanp&av
$opég mov, AOyw OKOVORIKWY StapwVvidv 1] Adyw TVEVHATIKWY
Stcatwpdtwy, dev dpnoav Tig {wvtavég MPeLs Twv HOUSK®M V.

H Snpovpyio ™g povowkng ya pia kivnpotoypadikn tawvio eivan pio
uroBeon ovvBetn.’ Ot cuvTedeoTéG NG, 0 VAIKOG e§0TALOUSOG KOL OL TTPAKTIKES
epyaciog SLapopPpwvouV Vo GUYKEKPLUEVO LOVOLKO-KIVNHATOYPAPIKO CUGTNHA
TAPAYWYNG, OTWG 0€ aVTIOTOLYEG TEPMTWOELS GMwv Ywpwv. Kevtpwd
poowna ot Stadikaoio auty) elvat o Tapaywyog, o oknvobETng, o ouvlétng, o
OTLYOUPYOG, O TPAYOUSOTTOLdG, O EVOPXNOTPWTHG, OL TPAYOUSLOTES, OL HOUGLKOL,
o nyoAmTNng kat o povtép. Eikd oty mepimtwon g Divog DAy, o Divog
£YEL TOV TPWTO KAt TOV TEAELTAIO AdYO Yyl TNV TTapaywyr 0To oVVOAS TNG.
Emopévwg, akdpo kat aTtny Tepintwon TG HOVOLKNG, 0 Tapaywyos, cuvnbwg oe
oTeV) ouvepyaoia pe Tov oknvobétn), eivat autog mov amodaoilet ya pia oepd
and kaboplotikd Oépata. I'a mtapddetypa, emiAéyel Tolog Ba elvan o cuvOETg
kot puBpilet To ypnpoatkd Toad mov Ba StateBel yio TV kKdAvYn TOV poveLKOY
pépoug ¢ tawviag. Me Bdon ta avwtépw, propovpe va avtiAndBoipe otL o
TAPAywyos Sev NTav €vag SLYEPLOTAG TWV HOUOK®V-KLVNHATOYPAPIKWY
TPAKTIKWY. AVTIOETWG, TPETEL VO TOV TTPOGEYYITOUHE WG «UEPOG TNG HOVOLKNG
KOLVOTNTAG» TWV KLnpatoypaduwwv ouvteleotwv (Scheurer 2008, 44). Me
™ divog O\ ouvepydlovral katadlwpévol povotkol kot ouvOETeg, Omwg
oupPaivet kat 6NV TEPIMTWON Twv GAAwV kivnpatoypaduwv elduottwyv. O
BroAtotiig Nikog Avyépng avadépet:®

O ouvBéG kat 0 mapaywyds kabdpay Tov appd TWV HOVoIKWY
yott frav kow Bépa kootoddynong. Eiye, PéPawa, [o Divog] toug
KOAUTEPOUG pOUOKOUG NG ayopds. «AvePaiver» 1 tawvio dtav
ot ovvteheotég elvat Sidompot, ovopaotol, dmwg frav o divog, o
Xat(ddktg, n BovyovkAdun. [...] O mapaywyds €dve Aeptd yo ™
povown kot dev HPeke va PdAet povowy mov mpovmmpye. HOee
mpwtotum). O Divog avéPace to eminedo pe tov Mwpdkn, Tov
[MAéooa, tov Kamvion, tov Xoat(Wak. Kpatovoe ta mvevpatkd
Swanwpata Twv ouvvbéoewv. Hrav dwkd tou pe ta oupPoéiata mtov
vréypadav kow Ta ekpetarevotay mepartépw. O Xat(iddkig pdAtota
£61Ve Tl SUCOUWHOTOL TNG HOVOLKNG TWV TOUVIWY Yatl Sev Tat eKTILOVOE

kot ta Bewpovoe yeAoldtTeG. Aev TOV VELEDEPALY T TParyoudia.
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O AaAwavidng Aéet oxeTucd:’

AT ™ OTLYHY] TTOV TAPWVE 1) ATTO TN CTLYHI) TOU XPEWVOTAV —
yotl ovvéyeta xpén elye— [o Divog] Bele va €xet &moyn ya 6Aa
ta Oépata g tawviag. [Tdvrote Nrav péoa okovopkd. Ot tatvieg
Tou kooTi{av Ta SimAdoia and Twv dAAwY Tapaywywv. Eixe Sikd
Tov epyaotnpla. ‘Enpene, opws, va kével andoPeon, aldd Sev
NBeke va avadapPavel kat Souletég GAAWY kAL QUTO T YALVE OTO
KO0TOG TwV Taviwy. Elye povipo mpoowmnikd kat dev €matlpve
meplotactakd ovvepyates. To ypadeio expetallebosws —NTay
omv Kdviyyog— 8ev pmopovoe va to eAéyet yati avtdg nrav
oV mapaywyr. Ekel dev Stayeplomnkay cwotd ta mpaypata.
Evtuywg, BéPata, mov SovAevav ot Tatvieg, omote elye Atydtepa
XPEN X4&pn o€ auTéG. [...] O Pivog HTav autdg TOU EVEKPLVE TO
OEVAPLO. XE HEPLKEG TEPLTTWOEL NTAV UTOYPEWHEVOS VO TO
deytel. Av, yla mapadetypa, elya kdvet éva povlkal emtvyia,
TWG va pov apvndel petd va yupiow to emodpevo; [..] T
HOUGLKY EXE YVWHUN Kot Groyr). Aev PTopovoe, OpUwG, TAVTA V&
v emtPB&AAet. [ToANEG popég, dpwg, emépeve: « Tt elvat autd Twpa;
[N oY elvar avtd; I'Y avt) ) oknv Sev eivat kahd. Ileg otov

[MAéooa va pag ypapet kTt dANo».

Poulakis

XapakTnplotiko eivat Kot TO TAPAKATW TEPLOTATIKO TOU adnyelTat o

ouvvO€tng Nikog Mapaykdkng yio tn dnpovpyia tov tpayoudiov «X’ Ayanw, ¥’

Ayamdy», oe otiyoug Nikov Dhyokolov and v tawvia H Acwdpdpos tov Misovg

(1968):®

To tpayoudt autd €ytve peydAn emtvyia pe v T{évn Bavou
péoa amd pia tawvia. Katoape Hapaokevn Ppddu kat eidape v
tawia o ®ivog, 0 DokoAog, eyw Kat GAOL Ol TPWTAYWVLOTEG.
O ®wokoAog, Aowmdv, pov Aéet: «Magotpo, koita! Katt otiyot
exmAnktikoi». To B&let emdvw oto mavo [...] kat mailw. Mov Aéet
o ®ivog: «Auto, Niko, Ba yivel emttuyio. 1o Aéw eyw, aAnBetar.
Eexvaw, Opws, TI§ voTeg mavw oto midvo. I'vpi{w v Tpity yx
nxoypadnon. Mmaivovtag péoa, TEPUEVAVE OL HOVOLWKOL Kot
pou Aéet o Divog: «Qpaio tpayoldl. OéAw va to akovow». Agv
Mw Timota, pralvw péoa kot HTav o Aapadds, NYoANTTNG Kat

texvwos. Tov Adw: «Pe Mk, pmopels va pou Kavelg pa xépn;
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Na pov yapioetg eikoot Aemtd, por wpay» Byaivel €é§w avtdg kat
Aéet «Pe Didn), €xel kATl TO PNYEVNHQ, TPETEL VO TTEPLUEVOUNE
Atyo». KAetvopat kat o ypddpw amevbeiag otig maptes. Kat apyifw
™V nxoypadnon pe avtd. O divog kaboétav ato ypadeio Tov kat
epxdtave kat koitale arn’ To T{dpt Tov oTovvTlo. « Tt va okédpTeTat

QUTOG TWPA;», EAEYQR ATTO PETT pLOV.

O ovvbétng amotedel tov kate§oyfv Snpoupyd g mpwtdTumng
povuotkng otnv tawvia, eite mpoKelTal yla vTOKpovon eite ywa Tpayovdia.
Mepwég Ppopég kadeitar va ypapet pHOVO TN HOUOLKY VUTOKPOUOT], EV®
TAUTOYPOVA —OTAV UTAPYEL QVAYKY Y& PeXALOTIKY Tapouoiaoy Twv
TPOYOUdLWV— ETOTPATEVETAL ATTO TOV XWPO NG €hadpds 1 TS Aailkhg
povatkng évag dnpodthng tpayovdomords. Emiong, cuvavtdrtal n) mepintwon
mov 0 ovvhéng kat o Tpayoudomolds Sev evopynotpwyvouv ot (Stot T
povotkn toug. Tote n epyacia auty avatiBetalr oe &AAo evopynoTpwTtr, 0
omolog emipoprtifetal pe TNV avamwtudn KOl TNV TPOCAPHOYY TNG HOVOLKNG
UTTOKPOUOTG KL TWV TPayoudlwv ota katdAAnAa kat Stabéoipa opynotpikd
povotk& avvola. H emipépoug katavopn epyaciwv 6to tAaiolo TG vAomoinong
™G povotkng Twv tawvwv amotehel pio dtadedopévn mpaktikr —daitepa
0T OpYAVWEVA HE BLOpNYavikoUg kat palikois 0poug Kimpatoypapikd
OTOUVTLO— IOV AVTAVOKAL, OTtWwG €xel evoToya emtonpdvet o Attali (1991, 73-
74), TO KATUTOALOTIKO CUOTNHO HOVOLKNG TTAPAYWYTG, 0TO 0Tto{0 «0 pOAOG Tov
oUVOETN KaTaVERETAL 0E ONO KAL TTEPLOTOTEPOUG CUVTEAETTEG, KATA OELPA ATTO
TOV EPUNVEVTN HEXPL TO PUBULOTY] TOV YOV, TOV O KaBEVaGg TOUG €YEL kL Eva
Snpovpykod Suvapikd». e k&be mepinmtwon), pe dedopévo 6TLn evopyoTpwon
elvat pia amd tig Paowég moldtnTeg o Yapaktnpilouv ) Snpodidr) povowk),
Waitepa otV Kivnpatoypadkr g SloTaom, TO €PYO TOU EVOPXNOTPWTH
kabiotatat e§apetikd onpavTikd otn Snpovpyia TG PoVokhg ™G Tatviag.?
[T&dvtwg, ot Tepioodtepot ovvBéteg Tou ooy EAAnvikov Kuvmpatoypddov
EVOPYNOTPWYOUY ot {Slot T povowr mov cuvBétovv yla Tig tawvieg. O
k@apiotag Titog KaAlipng avapéper:®

TnvevopyxNoTpwon TNV Ekave 0 oUVOETNGT) GANOG EVOPYNOTPWTS,

onwg kat otoug Siokouvg. O KAaPPag kat o Kamviong vrav

kodol. Ziyd-otyd, Opws, oTapdtnoe autd To emdyyeApa TOou

EVOPYNOTPWTN.
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O AaAavidng amokaAmTel oYETUE PE TNV LkAVOTNTA TOV cuVOET Mipn
[TAéooa v EVOPYNOTPWVEL KLVIHATOYPAPLKT) HOUOLKN:"

O Mipng [MAéooag eiyxe ) povadikn wavotnta va oov etotpddlet
povuotk& akovopata k&Be eidoug. Av 11Beleg pa Aettoupyla Tou
Haydn, Ba ™v eiyeg. Av 1)0ekeg pa povotkr) oty €pnpo, Ba v
elyeg kat avti. Htav tpopaktikég o evopynotpwoetg tov. HEepe,
AKOHA, VO KAVEL KL TIG EYYPAPES TOVU CWOTA O GTOVVTLO, ylaTi
oUTe TOAAG pikpdPpwva StabéTape oUTe kat YWPoug katdAAnAovug.
[ToAAég dopég ématpve kamota dpyava kat ta €fale €&w amd
™V aibovoa mov ypadape, ato dpovayté, ya va amoduyet
pey&An ovyyvon! IIdvta fpovva Tapwv OTIS NYOYPAdHOELS.
Avtdg dpyle pe TOUG HOVOIKOVG KAl EYW TOV pwtovoa: «Mipn,
yta Tov eivat auth) 1) povoikty» Edeye: «Elvat yua ™) oknvi) t&de».
T dxovya kat mepipeva. [ToAAég popég Gpytla TIG TapatnpioeLs
mptv kav etopaotel Oho. Tati autdg empokerto va mpoobéaet
kat GAAa dpyava, Ta ool Sev TA AKOVYA THV WPA THG TPWTNG
avayvwong. Kat apyile n ykpivio: «Aev elvat dptwyd avtds», tov
éleya. Ilepipeve, Ppe I'idvn, Sev T’ dkovoeg akdpal».

O Kamviong adnyeitat Tnv mpoowikn Tov Lotopia:?

Ynv apyn éypopa k&mowax Tparyoudia o€ pia tavio kot VoTEPX O
Divog pe EPTLOTEVTNKE Kot EYpaa HOVOLKY YLt OAN) TNV Tawvia. [...]
O ®ivog dev pe €leyye, pe adnve va kdvw pHOVog pHov 6,Tt 1feAa.
To telkd amotéleopa T0 dkovye, aAlld Sev pov 'kave kdmolo
mapépPaon. H povowkn nrav mo wohd Bépa [tov] oknvobét.

Ytov ITaAdd EXnvikéd Kumpatoypddo g Sekaetiag touv 60, n
Snpovpyia ™G povowng dev akolovBel mAvVTOTE TA TPOTUTA TWV EEVWY
TAPAYWYWYV, OTWG TOU QpEPKAVIKOU 1) Tou (vdkoy Kuvmpatoypadov.?
Metd ™) ouyypadn kot v avémtuén tov oevapiov, avatiBevtal ) oVvbeon
kat 1 nxoypadnon twv tpayoudwv (cuvvnbwsg kAT TG ATALTHOELS TOV
TAPAYWYOU Kot Tou oknvobétn), yeyovog mou e§umnpetel v O00 TO
Suvatd kahvtepn kuvnpatoypadnon twv playback oknvadyv g tawviag. Xt
ovVvéyela, Tpaypatomoleital to yiplopa, pall pe TNV €lKOVOTOINON TWV
dmyntikwv tpayouduwv. H emdpevn dpdon eivar to povtdl, pe to omoio
oAokAnpwvetat N Stapdpdwon Tov Kupiwg omTikov pépoug tng tawviag. H
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oUvBeon kat n nyoypadnon ™G un-8nynTkng HOVOIKNG TPAYHaTOTTOLELTOL
070 TéAog oXedOV TNG TapaywyNG, KAToLeG Ppopég Ywpig 0 ouVOETNG var €xeL
det Ta mponyovpeva otadia dnpovpylag g Tawviag. Télog, mpoatiBeTat
N MXNTKN prdvta (ta Tpayoudia, 1 HOUoLKY UTOKPouoY Kot ot ¢uotkol
nxov kat 1 towvia teAetomoteitat. Xtnv ek mepintwon Katéd v omola
XPNOtpHoTOLOVVTAL POVoLKY )/ kAt Tpayovdia Tov mpolimdpyovy kat elvat 10N
YVWOT& 0TO KOLVO, TOTE O HOVOLKOG ETTLUEANTHG Kot 0 HOVTEP avalapPavouy
TNV TPOOAPHOYY TOUG oTNV Tatvia ovpudpwva pe Tig 0dnyieg Tov oknvobé.
Tn Swadwcacia avt, wG cvVOVAoHd TOWKIAWY TEXVOAOYIKWY, atoONTIkwY,
OTIMOTIK@WY, TOPAYWYIK®V KOl OLKOVOHIKWY TTUYWYV, OTwG avtioTtorya
avantvooet yla v tepintwon tov Hollywood n Kathryn Kalinak (2015, 50),
TEPLYpddet 0 AvyEpng:s

Y70 6TOVVTLO, TO OTOol0 TAV PEYAAO, YUPI{aV KO TO OTTIKO HEPOG

™G tauviag. Metd to &detalav kat nyoypadovoav katvovplo

HOUOIKNY HE KATGAANAQ CUOTHHOTA Yl VO PNV €XEL AVTIYNOT.

[...] O ouvBétng NTav amokAetoTikd kat dtevBuvTthg opynoTPag,

HoEaTPOG. [...] Ze pua Tawvia mov elye ypapet povowkr) o Mipng

[TAéooag, €mpeme va yivel amdéAvtog ovyypoviopds, omdte

mpoPalav awd miow v Tawia. To é¢ma€av moAAEég Ppopég, Ta

kpdTnoav OAa kat StéAegav to kahvTepo.

O Kamviong katabétet tn Sikr) Tov poptupia:'®

Hpovv oye86v autodidaktog 0To & VO Kot 6TV EVOPYNOTPWAT).
Ovte katddafa twe émaa mavol AAAG kot 6TV TPWTN Hov TaL-
via 8ev elya ovte Ta péoa ovte HEepa MW yp&dave. Aev propw
va Tw Tws ¢paba avth) ) dovAetd. KdBe dpopd épayva kat €Bpt-
oka tov Tpomo. EfAena ot povPidra v tawvia, petd émala oto
mdvo kat £ypada T HOVOLKT Kat To evopynotpwva. Ola Htav
ypappéva kat petpnpéva. Hrav dvokohn n mpooappoyn eodvag
Ko YOV pe Ta SevtepOAemTa.

AAAoL ouvBETEG [UAOUY Yo TNV epTepia Toug oty TeX ViKY Stadt-
kaola ylo T ovvBeon kat v nyoypddnon g povowng. O ITAéo-
oag adnyeltoe:”

Tnv TeAkn KOTLA ETPETE VO TNV EYELG HETPNOEL TPOOEKTIKA KaL
0g OUVEVVONON HE TOV OKkNVOBETY va PAAel povotkn ota onpela
eKelVa IOV TTPETEL, £TOL WOTE VA TPOEKTEIVEL KAt Vo StopBoet ev-
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deyopévwg oplopéva amd Ta Tpaypata wov 1oy €xovy yivet. O
KLVNHOTOYP&POG elvat 1) CUVIETAHEVT) TOAAWDY CUVICTWOWY KAL 1)
Tintkn B€om mov elye TOTE 0 OLVVOETNG, O poVoKOG, B&lovTag To
ovopd tou TAGL 6TOV oK VOBETY, Tou eméPale va elvat pla amd TG
KOAEG CUVIOTWOEG.

[Mpwta BAémape v Tavia otV KOvooAa, onpadevape mov Oa
HTTEL 1) HOUOLKY), HETPOVOQHE T PEPT) KAL VOTEPQ TN YALVAHE OTTUTL
pag kat Sovdevape. Eyw ta éypada kat ypryopa. Eyw ta épepva
OAa ETOLLOL pLe TTOPTLITOVPEG, AAAG TOAV cuY V& Ekava kat aANayEG
1) TPOCAPUOYEG KT TNV XOoYpadnon. Aev Beda va Tadatmw-

povpat Omws ékave 0 Xat{dakis kat Ta Epepva €TOA.

Opoiwg kot o ouvBétng Kwotag KAappag:”

[E]ly®w touvAdytotov, dAeg tig dpopég elda tnv tawvia xwplig tov St-
&Aoyd g, povykn amd Hxovs, Tévw otn pouvPoda. Na BdAoupe
povotkn amd 8 péypt ekel. Kat ywpic va 'yet avtdpatn pétpnom.
Metpdyape pe ta devtepdlenta. Kat ek Twv votépwv épmatvay
ot orototdnmorte fyot. To poévo mov "PAema NTav 1) totopia kat To
tortio. [...] ITdvw ot pouPréral Avtr) eiv’ n wotopia. Kat tn fAémerg
kat y Tpwtn popd ktohag. IToAAEG dopég dev oov *Stvav olte
To aevapro. Iotopia ywpig Nyovg dArovg, Ywpic timota. «Amd 8w
péxpt ekel, Ba P&houpe, and ekel Oa k&vouper. Me mieon ypdvou.
Ek twv votépwv, éBAemeg TV Tawvia kat dkovyeg kat Bopvoug
Kkat TPpaypata kot GAAoVG kpdToug. [...] [X]Tn povowr) Ttapdro mou
XPNOHOTIOLOVOApE OPXNOTPES HEYAAES, pe TiG Stadikaoieg TAn-
PWHNG, KaBVOTEPNON 0TOUG POV KOVG, YKPLVIEG Kt auTd OAa, dev
Sivave onpacia xpovikd. Anhad, dvte Twpa €XOVpE va K&VOL-
pe to povtdl. Autdg €leye: «@éAw pia Béopdda va To kdvw, Ta
yuplopata mdéoovg prvegy. [...] [Ipoodiopifave tnv mpepépa kat
T povaotkr) TNV apnvave. Olot kaBuatepovoav amd Aiyo kat ep-
xotav ) Aevtépa kat pov éleye: <EAa va odpe mavw ot pov-
Buoda v tawvia, va wépovpe Ta pétpa, va BéAetg to soundtrack.

Tnv emdpevn Aevtépa éyovpe v mtpeptépar. KatdhaPeg; ['vo-

Poulakis

Emiong, o ouvOétng Nikog Mapaykdkng AéeL yoapakTnpLoTikd:™®
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Tav o Ttetowx mieon. Etuyxe pepovuyta, tpla cuveyopeva pe-
povUYTA, Vo elpat —OxtL povo eyw, kat o Kamviong kat o ITAéooag
OV YPAPAVE TIG HOUOLKEG— TN VUXTQ 0TO oTOVVTLO. TNV npépa va
YPadeL§ kot TN VUXTA 0TO OTOVVTLO, Yl va elvat Kot oL povoukol
ehevBepot. NUyTeg yvétay wg eni o mAeiotov. Oupdpat péAtota
™V wepimtwon tov Oivov. Avo viyTeg, amd Tig dwdeka PEXPL TIG
TéVTe-£8L TO Tpwi, NYOYPaPNoN. AotmdV, yvdTay pe TéTola Tieon),
TAPOAO TOV YLVOVTOUOAV TTOAY KAAEG HOVOLKEG OE 00T PE TWPX

mov Balovv éva appdvio, Eva ovvBeodulep.

AAMG kot 0 AoAtavidng pAdet yia To (8o B¢po*®
Eiya to oevépro, yoplla TIG oknveég Kot HETA €kava TO HOVTAl.
[ToAAég dopég, kata TN oknvobecia NG OKNVAG, «AKOUY» X
povotkn. [..] AAAG, kupilwg, adol ékava To povtal, epxdTav o
pouotkdg, Ematpve Ta PETPA, ouvevvooUpaotav. To kataddfatve,
BéPata, kat autdg 6TL €dw .. TPEMEL Vo ToVioTel kK&TwG. Twpa,
av avto Ba yvdtav péoa amd TNV EVopYNOTPWOT), HE KATTOLO AAAO
opyavo 1) pe éva kpovoto. Eniong, xpetaldtav moAAég popég kdtt
HOVUOIKO yloe va Tovioet TNV adAayr) Tov TAdvov. Xul{ntroels &i-
XOpEe TEpa TOAAEG yLO VO LTTOPETEL 1] HOVUOLKT) VO EPHNVEVTEL O,TL
ovvéPatve oto mavi. Zuvepyaldpaoctav pe Tov povotkd. Avtdg
énatpve ta pétpa. ' HEepe. Tooa devtepdAenta, onpelwve. Autod to
ékave HETE TO povtaplopa ¢ kdbe oknvng. [...] [ToAAég popég to
ypdprpo yvotay pe mpofoAn g oknvhg miow and Tov paéoTpo
ya va katadaBaivouy kat ot povatkol Tt yivetat, Tt maiovv kat
va Byet akptBwg. [...] [ToA& e§aptidtav kat awd tnv taydtnTa pe
v omola SovAevav ot cuvBéTeg, aAA& Kot ad To TOCO OLKOVO-
pkol NTav. Agv NToY HOVO 1) IKAVOTNTA TOUG KOt 1) TOLOTNTA TNG

HOVOLKNG TOUG.

Katd v mepiodo touv ITaAtov EAAnvikod Kuvmpatoypadov ot cuvbéteg,
Omws kat GAAot eldwol mov epy&lovTat oToV XWpo, elvat katd Bdorn avtodida-
ktol. Mepukol dev dtaBéTovv ovotnpatikn povotkn madela ev yEvel, TOGO pHAA-
AoV 0TOV TOpE TOU KLVNHATOYPAPOU, [e XapakTnpLoTkdTepa Tapadelypota
tov Xat(i8dkt kat tov Kamvion. Ot teploodtepot elvat emayyeApatieg povot-

kol, CUVBETEG KAl EVOPYNOTPWTEG TTOV £XOVV JOKIHAOTEL GTH HOVUGLKY ayopd
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ekTOG KLVNHATOYpA&dOU. AUTH TN ONHAVTIKY epTelpla KahovvTal va epappo-
oouV 0T oUVOEDN KAL TNV TAPAYWYT) TNG KLYNRATOYPadIkiG povotkng. Méoa
Qo TNV TAKTIKY) CUHHETOXT) TOuG 0T Stadikaoia kat e ™ cUHPWVN YVWHN
TWV TOPAYWYWYV, opLopévol kabiotavtal oxedOV AmMOKAETTIKE «KLVHATOYPX-
dkol ovvBéTegy. [lapatnpeital, Aotdv, 6t evaoydAnon twv npovpywdv pe
TN HOVUOLKT) GTOV KIVIHATOYP&PO EKKLVEL KUPLWG ATTO TIG ATUTEG TTPAKTIKEG TTOU
ovvnBilovtat oty Aaikr) pOVOLIKY, GPTAVOVTAG OPKETA CUXVE GE TUTTOTTOL|LE-
veg Spdoelg mov mpooopotdlovy pe ekelveg TG €vteyvng mapadoong. Me tov
TpOTOo T StapoppwveTal pia véa katdotaon, 1 omola avadveTat wg evdi-
apeon TpaypaTkOTNTA Kot elvat epdavig atn SnpodtAn povotkr) KovAtovpa
™G meptodov extdg Tov Kivnpatoypddov. Katd tov Attali (1991, 17), ouvdéetal
pe v mpoomddeia StevBETong Twv «BopuPwv», EAEYYOU TNG «ATAKTNG» KOt
«amelBapyne» $pvong oplopEvwy 18wV povoucoy Nyov kat aAAnAodieiodvong
TNG OLKOVORING KAt TNG ALTONTIKNG, AmoSek VIO VTAG «TTwG 1) HOVOLKY Elvat TTpo-
DNTIKN KL TWG 1] KOLVWVLKT] OpY&VWO) €LVAL 1) YW TNG».

2t Swxdwcaoia Topaywyng TG ROVokng pHiag kKivnpatoypadtkng tat-
viag, 0 ouvBETNG ouyva avadapPavet emttAéov Ta Tapepdepn) kKabNKOVTA TOV
povowol mapaywyol. Etvat vmeiBuvog yla Tov oXNRATIONO TWV HOVOIKWYV
oxnpé&twy mov Ba wai§ouv ™ povoikn, Tpokepévou va nyoypadnOel kat va
evowpatwdel otnv Tawvia. Ot povokol elvat emayyeApatieg kat mpoépyovrtat
KOTA PAOT ATO TIG YVWOTEG OpXNOTPES KAXOKNG, Adik1§ kat eAadpdg povot-
kTG, oL oToleg SpaatnplomolovvTat eKToOS Kivnpatoypddov. Me dedopévn v
mieon xpdvov, ot povool mTov epyalovTat 0ToV XWpo BewpolvTal amd Toug
mAéov wavovs. Ilpocappdlovtal ypryopa oe véa povowda dedopéva, dayet-
pilovtat emapkws Ta Stddopa povowd i kat kATEXOVV TOCO TIG KAAOLKEG
600 Kot TIG AkEG poVotkeéG TPakTKEG. AAAeG Popég ot nyoypadnoelg yivo-
vrat apyd to Bpddu, dAheg popég dev elvart Stabéatpeg oL TANPELS TAPTEG TWV
HOVUOIKWYV 1) TO KOUPATLO potpalovTat TV TeAevTaia oTLypr kot dAAeG Ppopég
yivovtat ouveyeig tpomomooetg mov odeilovtal oe alayég TG televTaiag
OTLYHAG Ao TOV GUVOETY. Xe k&Be TEPITTWOT), EMLOTPATEVETAL 1) EVYEPELD TWV
HOUOIKWY KOTA TNV TOAVWPY CUUHETOYXT) TOUG OE NYXOYpadnoeLs, kabwe kot
1 SetvoTNTA TOUG 0TOV QUTOOYESIATHO KOL TNV prima-vista (ek TPWTNG OPEWS
avayvwaon). O Auyépng avadEpel YapakTnpLoTka:

Ey BonBovoa otig avtiypadEg g povatkng kat eiya tnv evbovn

yta ™) ouykpdTnon ™G opXHoTpas. Exava kat Sty etplotikég dov-

Aetég. Maeva Toug povokovs, ématpva Ta AePpTd KAt TOUG TANpw-
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va. EnéAeya and toug kadiTepous, TOUG KOVTLVOTEPOUG, GAAG Kat
TOUG TILO CUVEPYAOLHOUG HOVOLkoUS. Mepikég Gpopég dev Ematpva
ToV KaAUTEPO atAAG TOV TTLo BiAo 1) auTOV oL elye peyaAutepn ot-
koVopLkr) avaykn. K&vape, katapydg, éva ouykpotnpa to omoio
Nrav aglompemés, A& KA VOTOLOVOAE KOL TTPOCWTILKOVG GUVAL-
oOnpatikovs Adyoug kat kivtpa. [...] Mov elyav epmiotooivn yx
T15 ovvevvonoets. EBAema tnv maptitovpa kat avaAdyws kaAovoo
TOUG povowovg. Owovopkd PA®VTAG, 1) KLynpatoypadikn pov-
oK) TAY KATTOLL EETPAL XPHHATA, ATTAPALTNTA YL TOUG GUVOETEG
Kal Toug pouowkovs. [...] H povowr) otov kivnpatoypdado nrav
ovvBwg pa Sevtepn SovAetd. Hrtav to emmAéov g otabepng
SovAeldg. [...] Xta otkovopkd pthovoav pe Tov cuVOETT Kal AUTOG
pe tov mapaywyo. [IAnpivovtav pe ™mv wpa. Me tov Xat{ida-
KL )Tav kaAvtepa yati Toug kpatovoe teptoodtepn wpa. Otav o
napaywyog 0eke tov Xat(ddkt émpemne va mAnpwoet. Htav kaA&
Aedptd. Eiyav kdvet omitia ot povatkol wov elyav ovvepyaotel oe
tawvieg pe Tov Xat{ddkt. [...] Etov divo kdbe povotkdg TAnpwvo-
Tav Eexwptotd. Ot dANot Tapaywyol TOAAES Ppopég pov Ta €dtvay
oo pall Ta Aeptd kat eyw ta poipala. AMNG dev Eématpvayv ddot
ot povotkol ta (St Aeptéd. Hrav avaloya pe T cuppetoxn Toug
ota koppatia. Ooot jtav o ovopaotol, NBedav exwplotd kaoe
kot émapvay Tapandvw. Lo mapadetypa, epeis maipvape tov Za-
préta. Aev E€pw TL TANPwVOTAY auTdG. Aev TOV €ypada eyw otV

katdotaor. Avtdg ovvevvoovvtay katevbeiav pe tov divo.

O Mapaykdkng Teptypidet avaAoyeg KATAOTAOELG:?

Ye avtioTouyo kAipa, o ouvBETng Kwotag KA&PPag oxoAialer:
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O ouvbétng StevBuve kioAag v opyHoTpa. [...] Toug povowois eyw
Toug StiAeya. Eiya Svo-tpetg Paoikovs. Kat Apovva modd avetpds.
Etya gubbvn peydAn. [..] Erapva tévta Toug kaAUTepoug povat-
KOUG. A€V UTLAPYEL XELPOTEPO ATd TO Va YO YPaDE(S YL ekaTovTddeg
WPES KL VO £XELG KAKOUG HOVOLKOUG, VO UV cuvepyal{ovTal, va pnv

AVTATOKPIVOVTAL 0 QUTG TOL TIP&YHOLTA TTOV 1TV EVEAMKTAL.

[Z]tig apyeg malpvape povowots g [Kpatwng] Xuppwvikng
Opynotpag. Metd epmdovtiotnke kat 1 Opyxnotpa ™¢ EPT pe
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TEPLOTOTEPA TPOOTWTA, TLO KAV, MeTA, k&mola eToxn, KAVapE
ykpoutt. [..] Aniadr), 6tav fHBeda —ota PoAd kuplws— OKTW
BroAwd, dVo 1 Tpetg PLodeg kat dVo Toéda, extog am’ T dAAa dpyava,
AedpwvayaotovKaBdko katédpepve to ykpouvm tov. Evtwpetaly,
SnpovpynOnke éva avtimalo ykpour pe dANov, pe Tov Aeomotidn
tov [Tavtedr) —kat p’ autdv elpaote TOAY cuvepydrtes. Hrave pa
opéda. AnAadny, Sev propolvoeg va Tdpels, av oov "Aettte £va BLoAd,
amd kémolou &GAhov v opddal [...] Tov "Aeyeg: «OéAw onpepa €8t
BroAwd, duo PoAeg, dvo toéhar. «Evtdéet. Epyopaocte. MebBavpilo
ot1§ Séka 1 wpar. Tov "Aeyeg: «OéAhw Séka ProAia». Efploke kat
&Movug kat toug édepve. 'Hrtav oav emkepaing, epyodotng,
maporo Tov o kabévag mAnpwvotay Eexwptotd. Etya omovdaiovg
povotkoVg! IlpoomaBoloape va €xoupe kadolvg pHovatkovg oToV
kwnpoatoypddo. [...] Hrav ot dvBpwmor ¢ mdtoag, ot omoiot

€LY OVE TIATHEVA KATIWG KAL TA TOOTA.

H moapaywyn ¢ povowng otov [Maid EAAnvikd Kuvnpatoypddo
TPEMEL va elvat 600 TO SuVATO TLO CUGTNUATIKY], OPYAVWHEVY KOl CUVTOW),
kabws ot alayég twv dedopévwv odnyovv oe vmepPdoelg Tou kOGTOUG
NXOYPAPNONG KAL, CUVETWS, TOU YEVIKOU TTpoUmoAoylopov. Amd T pepld
Tou ouvBETN, 1 apoPr) yla Ta TVEVpATIKG dkatwpata TG epyaciag Tov
dnAwvetat e§apyng 0To CURPOAALO TTOU CUVATITEL PLE TNV KLVIHATOYPADLKT)
etatpeia. Ot olkovopkeéG amolafég Tov SNpoupyol KAt TWV EKTEAEOTWY TNG
HOVOLKNG elvat oxeTIKE VPNAES Yyl TNV €TOYN, HE CUVETELA 1] ATTOLOXOANOT)
TWV HOVUOLKWY OTOV KIVNpatoyp&do va Bewpeital apketd mpooododpdpa,
TouAdytotov 600V adopd TN CUVEPYAOIX HE TG HEYAAVTEPES €TALPELES
TAPAYWYNG. ATO TNV &moYn NG TOATIKNAG OLKOVOHIAG TNG HOVOLKHG, Of
avtiBeon pe maladtepeg oTOopKEG TEPLOGOUG 1) pe GAAEG TOALTIOHIKES
avtiApeg mepl pouvowkng, otig omoleg dev elvar cadng o Staywplopds
peTagl TNG HOVOIKNG WG £kPPAONG KL WG EMKOLVWVING OUTE TPOdGAVWG 1)
SLakpLon aVApETH 0TI HOVOLKT WG TEX VN, WG EPYATia KAl WG EMLOTAHHY, 0T
obyyxpovn Sutikn koopoBewpia, 1 HOVOIKN WG TOALTIOHIKS pdpdwpa elvat
oUpPUTN pE TNV KOUATOVPA THG KATILTAALGTIKNG VEWTEPLKOTNTAS, EL8LKOTEPX
oto mAaiolo ™G ocuvimapdng ™G pe éva amd Ta TAEOV YAPAKTNPLOTIKE
Snpovpynpata TG povtépvag ouvOnkng {wng: Tov kivnpatoypddo (Adorno
kat Eisler, 1969).'Etot kat atov [TaAté EAAnvikd Kivnpatoypddo, ) otkovopia
amotelel oLOTATIKO OTOLYEIO TNG HOVOIKNG-KIVHATOYPAPIKIG TapAYywYNS.
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O nyoA g Oavaong 'ewpyddng avadépet oyetikd:™

Ot ovvbéteg éypadav Stapopa tpayoudia kat ékavav diokoug
ekTéG kKLVNpatoypdpov, aArd dev propovoav va (Hoovv pe avté

ta Aedptd mov €matpvav ywati Sev elyav moAV vnA& mooooTd.

'Etot, otpédovtav kat 0TNV KIVNRATOYpadLKT] LOVOLKY.

Evw o Mapaykdkng Statvmwvet Tig Sikég Tov epmelpieg:”

Yt @ivog Dp vrtrpye éva kaog, To omoio av§dvovtay aviloya
HE TLG EMLTUY EG OOV, AV 1) TALVIX TTETVUYALVE KAL) LOUOLKY] T YOLVE

kaAd, o Divog EAeye va TAPELG KATL TAPATAVW.

T ™ Stadikaoio TwV TANPWRWOV Ao TIG ETALPEIEG TAPAYWYNG KL TN

otdon mov akolovBovoav ot ektedeoTés, o KAdPPag adnyeitan:

Qo TNV AVATPETTIKY TPOCWTKATNTA TOV Kot TNV ave§dpTtnTn mapovaia Tov
0TO HOVOKO-KLvnpatoypadkd otepéwpa. O WOdppubpog TpdTog pe TOov omoio
o XatQdakig avtipetwmifel ™V KWNHATOYPADIKY) HOUOIKY, TOOO KATA TN
Staducaoio tng ovUvOeoN§ 000 KA KATE TNV X OYPadnoN, amoTelel kevTpucd onpeio

avapopig OTIG GUVEVTEVEELS HE TOUG TEPLOTOTEPOUG ATTO TOUG CUVOANTEG.T O

AT Ot éxw akovoe, o Divog ftav o pudvog mov TANpwve
kavovikd. Kat autdg, dpws, pe kamoteg kabuotepnoelg. Avtog
ékave atnv apyf malapt. AAAG avtd mov oupdwvovoe, To ‘Suve.
[...] Ot &Alot dhot oou Aéyave: «Evtaget, Ba ta Ppovpe. [1doa Oeg;
Evté&ew. [...] [TapdN avtd, nTav Alya yprpata yo va ypapeLs 45
Aemté povowkn! Me puotoroykd pubpd va ypadelg Eva prva. [...]
Ot povowol Ntave pe ™MV wpa oTov Kivnpatoypddo. Evw otoug
SloKOUGNTAVE PLE TO KOPHATL, ELYAVE WG KATEKTNOT OVVSKAALOTIKY|
7o 0Tt ekel TANpwvovTAY pe TV wpa. I'C autd ToANEG dopég [...]
kdmolog ékave emitndeg éva A&Bog, evw to elyape kavel TpoPa,
ya va to Eavanai§oupe.

H epdpévion tou (veapot tote) Xat(idawt otn Divog Ddp yapaktnpileton

Aahavidng Teptypadet ta tpwyta Prpata tov Xat(iddkt ot divog Didpu:?®
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O ®ivog Tpowbnoe oo otvepd tov Xat{dakt. EEPETE, oL povoLkol
elvat oAy okAnpol kat dev amodéyovtat eVkoAa Tov OmoLO
povotkd va toug SevBivel ‘Otav, Aomdv, tov TpwtdPade va

StevBlvel v opynoTpa, maipvouvve TN povowkr kat apyilovve
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ta yéha. «ITotog elvat avtdg o veapdg mov édepe o Divog va pag
StevBivey» K&Be povowodg mioteve OtL frav kaAdTepog amd Tov
pagotpo. TeAwkd, o (dtog o Divog Tov emeéPale 0TOUG HOVOLKOUSG.
Tote o Xat(i8&kig dev NTav yvwotdg ato gupl kowvd. Tote eiyxe
K& veL pévo to yopodpapa.

Opoiwg, o Nikog Avyépng avadpéper:”

H epdavion tov Xat(idakt kat ¢ povokng tov tépade Ta
vepd otov Xwpo. Aev akolovBnoe v mapddoon kat dev eiye
daokahovug. [...] O Xat(idakig dev €ypade TOTE TN HOVOIKT) TOV.
‘Enawle oto midvo, tpayovdovoe kat, katdmiv, €dtve odnyieg
EMLTOTOV 0TOVG povotkos. Autooyediale kat oty HOUOIKT Kat
OTNYV EVOPXNOTPWON. XTO BEaTPO KL 0T YOPEVTLKA, BEPata, HTay
AVAYKOOHEVOG va ypdpet spartito (00nyo) ya T tpoPeg. Tldvw
0" autd Eypade peT& TNV EvopyNoTPpwon. AAAG TapTitovpa dev

. ,
£ypade TOTE.

O Mapaykdkng pddet ywx tov Xoat{daxt kat ) Swadwaocio

. , . L0
WPAPLO TWV HOUOIKWY KAL TOV TPOYPAHUATIONS TNG TALVING:

O ®ivog eiye évav kanpd. Enatpve tov Mévo Xat{tddkt kat avtdg
Tov Snpovpyovoe mpOPAnNpa emeldn) Sev ypade T povokr) aAAg,
kupiwg, avtooyediale. O Divog elye Pptdoet ato apnv. Yanpyav
KOUL TTEPLTTTWOELG TTOV 1] HOVUOLKY] KOOTI(E T Lot art’ OTLn vTdAoumn
tawvia. [...] Kat ot povotkol mAnpwvovtay pe v wpa. Avtd Rray
o peydro mpdPAnpa. Elyave nyoypadnon pe tov Xat(idékt,
KOLHOTAVE QUTOG, TEPILEVAVE OL HOUOLKOL KL EPYOTAV HETE ATt

TPELG WPEG VA YPAPEL.

O KA&BPoag oyxohdlet v mepimtwon tov Xoat(ddkt péoa

TPOCOWTILKEG LOTOPLEG TOV:!

Mapadeiypatog xépiv, o Mavog Xat{ddkig eixe pavtefov otig
déka. T'ta va apyloovv va ypadovv, ékletve pa efdopada v
Columbia. [...] [TAnpwvave ywa tov Xat{idakt povowkovg! Aev Aéw
ywx tov (8to. Aev Epw. Kat Tou &&ile doa kat va 'Oele va mdpet.
[Inyaivave oTig déka oL povotkol —kaptd SekATEVTAPLE LOVOLKO(-

kot ivave kadpé. IINyava kat eyw —etya oto Stmhavéd atovvtio

Poulakis

TTov

akoAovBovoe 0TI TPOPES KAL TG NYOYPADTOELS TNG HOVUOLKNG OE OYEON HE TO

ard
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nxoypa¢non. et oag, madid!» Ekava SdAeippa eyw otig
evtekGpon. IInyawva. «[Toudid! ITéAL oTig TupOTLTEG ALGAEpLOs»
Oy, Aget, «dev Npbe akdpar. Epyodtav kata tig pia. Apyile,
Aotmtdv, ywplg maptes, Xwpis timota. Kabotave oto mévo —avtod
elvat ToAY eviadépov— [...] kat éheye: «Avtn elval n pedwdion.
Yav v avtooyedtdlovv ya va T pdOovv améfw. [...] Movo o
Xat(8akis ékave €tat. Eixe v dveon. Epeic dev Oa eiyape v
aveon. [pdt am’ 6Aa, va mdw ey®w KAt vV amaoyoAjow TECTEPLS
WPEG TO GTOVVTLO, KdvovTag TPoPeg 1) Payvovtag va Ppw katd [...]

Oa pe e§adpavilav! Aev Hrav Suvato.

Avtiotolya, o Kamrviong Aéeu:®

Kavévag moté dev npbe va pov met gpéva ylatl KO6OTIOE TOGO 1
opxnotpa. Enatpvav 100 Spaypés v wpa téte. Eyw péoa oe
SéKa WPeG el TEAELWTEL TNV NYOYPE&PNOT) PLE TNV OpXNOTPQ, YLaT
Ta elyo oA owoTd, ypappéva kat kaBapd. Movo ta Adbn toug
Eavakavape. [ToAAég Ppopég, palota, pepucol ékavav emitndeg
AdOn yu va ta avamaifovv kat va TANp@WVOVTAL TAPATAV®.
[...] O Xoat{dduig €kave 300 WPEG Yo va ypApeL TN HOVOLKT) yLot
pa tawvial Tloté Sev édepve Tig votes. Eypade tedelwg amAé
TPAYHATO KAL APETTA.

Onwg éxet avadepbel, to Tpayoudt katéxel Eexwploty Béon ot
povotkn tov IMoAtod EAAnvikod Kuvnpatoypddov, kabwg yivetar oxedov
TAUTOONHO ME TN PEAAOTIKY pHovowY (ava)mapdotacn kot T SynTiky
pouotkn adnynon, ave§dptnTa pe To €&v cuvdéeTat 1 OxL pe TN GIAHKN
mhokn. H ewcovomoinon tov dnpodthotg tpayoudiot, yla mapddetypa, péoo
amd aVATUPACTACELS TNG HOVOLKNG EMITEAECHG TOV 08 KEVTPa dtaokédaong,
amoteAel TO YOPAKTNPLOTIKOTEPO Selypa HOVOLKAG EKOVOXDHYNONG OV
epdavifeTal kot ¥pnoLHOTOLELTAL KATE KOPO GTNV EAAN VKT KIVHATOYPadLKY
mapaywyn tng emoxne. H mpaktikr) avt akolovbeitat kat amd tn Givog Didp
0TO HEYAAVTEPO HEPOG TWV TALVIWY TNG. Xe avTioTolyo mAaiolo, oYeTWd He
TOV KAQOWKO apepcdviko kKivmpatoypado, o Audissino (2014, 62) avadépet:
«TO «OLKOVOHLKO KivNTpO» yla TNV mapovaia £vog Tpayoudlol oe pio tavia
KQAUTITOVTAY TPOOEKTIKA HE EVAL TPAYUATIOTIKO k{vnTpo: TO Tpayoudt
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epdavifovrav oe Snyntkod eminedo wg pia {wvtavy emitédeon N wg pia
EKTIOPTI) OV TTPOEPYOVTAY ATO K&TTOLO 0paTO GTNV 006V padtopwvor.

11§ tawvieg tov [Tadto EAAnvikov Kuvnpatoypddov, to tpayouvdiotikd
HOVoWKO oTolYelo Xprnotpomoleltal cvotnpatkd. Mia oknvny pmopel va
Baototel otV emitédeon evog kat povo tpayoudiov. Yrdpyovv tapadeiypata
amd tawvieg mov otnpilovrar apnynpatikd oxeddv e§olokAnpov oe eva
TpayoVdin oe évav tpayoudiot).? [ToAég popég Ta Tpayotdia «Sokpdlovta»
oV Kunpatoypadpikn 00ovn—omws ovvéPatve talatdtepa otnv eTOedpron-
TPLY  TEPAOOUV  OGTO EUPUTEPO KOO TG eumopkng  Stokoypadiog.*
AvTtiotpddws, TOAAE Tpayovdia vrepPaivouvy TV KLVNHATOYPAdLKY) TOUG
mapovoia kat ovveyifouvv ave§dptnm OSwadpopr ektds kivnpatoypddov.
E&loov cuvnBiopévn mepimtwon amoteAovv kat ta Tparyovdia Tov elvat yvwotd
0TO aKPOATHPLO AT TPOYEVETTEPY kukAodopia Toug ot Stokoypadia, mpty
akopa ypnopomomBoiv otig tawvieg. O Kwotag KA&PPag apnysitan®

[O], 7t Hrave ocovgé amd kel to €depvav va to PdAovpe otnv
Tawvia ya va mpowdnBel kat n tawvia povowd. [...] H tawvia Sev
elye apyloet va yvpiletar. Bynke to tpayoddt kat eirav va to
B&Aovpe omnv tawvia. Katr ¢ptidymre. Topa dev &pw oe mo
Babpd mpooappdotnke 0 €va oto dAMo. ITdvtwg pia amd Tig
TaLVIEG TTOV NTAV TTPOYPARHATIOHEVES YL T1) XPOVLA TNV ETOHEVY,
70’64, TAVE QUTY) TTOV OpYaAVWONKE £TOL, e 0TOYO TOU OKNVODETY
—tov Adokov, vopi{w- To Tpayoludt va elvat To kVpto otoryelo TG
tawiag. [...] Eyw éxw éva tpayoidt, to omoio to Yo &exdoet kat
Bynke amd pia touvia. [...] Aev Bupdpot amd mota. To eida pua popd
kot Aéw: «A, €dw elvat Tov to Aéew. Tov [TAéooa Bynkav mapa
TOAAG& Tpayovdia am’ tig tawvieg. Ta peydra oovéé mov ékave
ATav am’ T§ tawvieg. Agv vrpye 1 mAedpaon. Ot Siokol Htav ot
oAU pkpn) TwAnon. Ta Stokdkia dev rav... Me moAAég Suokolieg
va ypadpoupe éva Stordict pe Suo Tpayoudia kat vo TouvAnOet.

H epmopwkny ovpPiwon ™G kumpoatoypadtkng kot Tng HOVOIKNG
Bropnxaviag ypovoloyeital Ndn amd tn dekaetia Tov 30 kat TNV epP&vion
Touv opthovvta kwvnpatoypddov. H oupPiwon avtr oplobeteitat pe Pdon
™V eyyOTNTA, TNV apecdTTa kat T pakpoypovn dtddpacn petadld twv dvo
eldwv g dnpodtrotg kovAtovpag. O dpog «ovpTpadn»/«ocuvépyeta» (synergy),
obpdwva pe ™ Bewpla ™G epmoptkng daryelplong, SnAwvet v avtiAnn oTt
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1 kowvompaia Svo emiyelpoewy elvat entkepdeéatepn €vavtt NG auToTeAOVG
Spaotnpottag Toug. Me adpetnpia ) Aoyikn opydvwong Twv cuoTNRETWY
™G Propnyaviag Tov Oedpatog oto e§wtepikd, kabepwvetat kat otrv EAAGSa
1 EUTOPLKY Kot KAAALTEY VKT OOUTPa&N/CUVEPYEL HETAED KIVUATOYPUDIKWY
kat Sokoypadwy etapeldv pe otdyo T palikdtepn mpowbnon Ttwv
Tawvwy kot Twv Slokwvi® Aaikol Tpayoudomolol emtoTpaTEVOVTAL QATTO
TOUG TOPOYWYOUS TIPOKEIHEVOU VA EVIOXVOOUV HE TPAyoudla TI§ TaLvieg,
€XOVTAG WG OTOYO TNV €UPEld AVAYVWPLOT KAl TNV EUTOPLKY ETLTUYIC.
Ovopaotol TpayoudtoTeég kat TpayoudloTpleg TG €TOXNG TPOTEAKVOUV TO
kowvo oTI§ Kivnpatoypadikeég albovoeg, ouvdéovtag pe Tov TPOTO AUTO TNV
avayvwplotn TpayoudloTiky TOuG TEPOOVA HE TNV OTTIKY (ava)Tapdotaoy
™G 0TV KLvnpatoypadkry 000vn.

Katéd tov Altman (2004, 245), o omoiog phéet yoo to Hollywood, n
otadakr kabiEpwon tov atap olotep odnyel o€ Stapopomomoetlg otnv €vradn
KOl TTAPOUCLX TNG HOVOLKNG GTOV KLVNUATOYPAdO, oL 0moleg adopovy kuplwg
«otnV Tapddon £vTaon avapesa 0TI ATTALTHOELS TOV PeaALopol (rov BéAovy
Toug nbomolovg va eadavifovtat péoa 0Tov pOAo TOUG) KAL TOUG EPTOPLKOVG
oToY0VG (Tov mpobmobéTouv 6Tt ot nBomotol Ba Tapapeivouvy avayvwpiotpot
wg nBomotol, mTapd Toug HuBoTAAGTIKOVG POAOUG TOVG)», EVW CURPWVA HE TLG
wapatnpnoelg Tov Manuel (1988, 178) yla v kivnpatoypadikr mapaywymn
Tov Bollywood, «to ocbompa twv otovvtio avtikataotddnke amd to oot
TwV otap» kat «o GpOPog yla amotvyia oTI¢ TWANOEL TWV eottpiwy odnynoe
TOVG Tapaywyovs va Pactotodv oe pia atabepr) GpoppovAa: évav aotépa, €8t
Tpoyoudia kot TPELG YOpoUg».

Mia aiopn Stdotaon TG TOMTIKNG OLKOVORIAG TNG KLVNUATOYPApIKNG
povowng elvat to (itnpa ¢ TpoomdBetag kabépwong «otabepwv opiwv
OYETIKA HE TO TL Bewpeital «EVTEYXVN HOUOWKT» Kat Tt OXL, ATOPATELS
mou puBpifovtat pe P&on Oxt HOVO TG KOLVWVIKEG-TAEIKES Kal £OVOTLKEG
Swapopomo)oetg, aAdd kat v TOATLoTIKY TOALTIKY TG Styotopiag
avapeoa atnv kabapn kat TV TPOYPARHATIKY povokr» (Neumeyer 2000,
38), pe amOTEAETHA EVaL EMTIOTIKO TTPOROTAPLOPA TOU KAQTIKOV GUHPWVLKOD
WBidpatog évavtt ¢ Snpodthovg povokng. Ltnv mepintwon tov Mooy
EAMnvikov Kuvnpatoypadou, mapdlo mouv ot eKTEAECTEG-HOVOLKOL TWV
kAaowwy ouvpdpwvikwv opxnotpwv (tng Opyxnotpag ™G EAnvikng
Padiodwviag, Tng Opynotpag tg EBvikng Avpung Zknvnig kat g Kpatikng
Opxnotpag ABnvwv) cuyva amevyovtat Tn oVpmpadny Toug pe Aaikoug
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opyavomaikteg, Bewpwvtag 0tt toug umoPabuiler, ot eAAnvikég Tatvieg
™G meptddov amoteAoVv To kovd Plwpatikd pédo OOV TO KAAOLKS KAt TO
Aaikd eldog ovvavtiovtat dnpovpykd. H povown otov IaAd EAAnvikd
Kuwnpatoypado kiveitar mépa anod tig mapadootakeg eldoroykeég ouppdoetg
kat Stakploelg, SlatnpPWVTaG WOTOCO TOV EKAEKTIKO TNG XAPAKTNPA. LTLG
QAVTIOTOLYEG OUVEPYAOIEG TOU pE AATKOUG OpyavOomaikTeS, avadepeTal o
KAaPBpag:

‘OAot Tov Zapméta maipvape va maifel 0TI Tavies, dtav elyape
Aaikd. [...] Epydtave omity, Aowtdv, kat tov ‘mala oto Té&vo To
Tpayoudt va péBet ta pépr tou. «X’ apéoel, N'iwpyos», elma yua ™
yvaoun tov. «I[ToAd wpaio, pe matdi pov, aAA& dev eivat oo Aovkt.
Na pret 6to Aovk», pov ’Aeye. To Aeye el xpdvia, kdbe popd!

O Kamviong Bupdtot tnv avtidpacn Twv KAXCIK®V POVOLKWOV
yta T SUppeTOX) AATK®WV PHOVOLK®WY 0TV opyNoTpa:®
Otav T)ya KATOU V& XPNOHOTOow TO HTou{ovkt eKel, HOU
elmav ot povotkol 0Tt Ba pe okoTwoovve! Luvepy&otnka, OpwS, Kot
pe Aaikovg povowovg ov dev nEepav va Stafdlovv maptitovpa.
O Zapmétag pov eiye met pdhiota: «Maéotpo, ey dev elpat

HOONpaTIKOG.

Yto (810 pnrog kvpaTog kivovvtal ot amopelg Tov IAéooa
OXETWKA e TN ovVUTapén Tou AdikoV KAl TOU KAXGLKOV
povotkoV Vpoug:*
[Tiotevw 6tL To TOOO ayamnpévo €idog NTav o kKvnpaTtoypddog
pég emétpene va dokpdlouvpe TETOEG «paylovelegy! Tatl av
£Ryawva tote Kot éAeya 0T oUpdwVLKT 0pYHoTPa va dexTel TOV
omovdaio Zapméta oav cohiota, OAa Ta mpwTa avaAdyn Oa
onkwvovtayv va puyovv. Xpetkotnke 1 ay&mnn wov £detée To koLvo
ot Aaikr) povotkn yia va kédBovtat oo idto avaAdyto o Kordong
pe 8vo pmovfovkia.

H Swpydvwon tov ®eotifdA EAAnvikov Tpayoudiol, apyuwd otnv
ABMva kat oty ovvéyela ot Oegoadovikn katd T SdekaeTia Tov 60, amotelel
éva véo medlo avevpeong ocuVOETWY, HOVOIKWY KAl TPAYOUSLOTWY YL TLG
KLVNHOTOYPAPLKES Kot TIG SLOKOYPAPKES TAPAYWYEG TOU EAAN VKOV AdikoV,
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eladpov kat edadpolaikov eidovg povowns. I'a to Bépa Tov DeoTPAA kat
NG OXE0TNG TOU PE TNV TAPAYWYT TNG EAANVIKNG KLVNHATOYPAPLKHG LOVGLKTG,
pAdet o Avyépng:+©
Avtd ftav éva deoTPal véwv ovvBetwvy, éva PeoTPAA
mapaywyns véwv tpayoudiwv. Enale exel kat ) opxnotpa g
EAnvikng Padodpwviag. Epdavifovtav téte ot mapaywyoi Tou
kwnpatoypddov. HBedav va dovv tt mailetar kot va kheioovv
Tov ouvBétn kat toug Tpayoudotég. Na toug Swoovv Ta
StkaLOpPATA KL VO TTPOCAPRATOUY TO TPayoUdt o€ TaLVieg ) va To
mpowbfoovv oe dlokovg. Xtapmapav Tt Oéhave, Tt apéoet, Tt Oa
€L pEANOV, TL propel va ev8ladEpet 1) TL prtopel va amodwoet Kot
énatpvav to Tpayoldl. Pwtovoav tov ouvBétn av propodoay va
S . : . :
TO eKpHeETAAAEVTOVV YU auTd TOV AdyO Kat, BEPata, kat ot GuvOETeg

Ko oL eKTEAETTEG TO 110eAay TOAV auTo.

To eyywpto otap olotep ™G emoyns otnpiletatl oe peydro Padbpod ot
oUVEPYELXL KLVNUATOYPAPIKWOV Kot Stokoypadikwyv etatpeldv. AAwOTE,
dev elvat tuyaio OTL ApKETOlL ATO TOUG TMPWTAYWVIOTEG TWV TALVIWY
avadetk vOOVTaL Ko wGTPAYyoudloTEGKAL AVTLOTPOPWS, APKETOITPAYOUSIOTEG
KAVOUVY KAPLEPA OTOV KLYNHATOYP&do wg nBomolol.# Aveddptnta, Opwg, e To
av TPOKELTAL YLl TPWTOTUTT HOVOLKT) ] yia uBptdikn emtévduon mov BaoileTat
ot ovAhoyn mpolmapyovoag povotkng —to Aeydpevo compilation score— M
anAd yla évav §ioko k&motov and Toug TPWTAYWVLIOTES 1) TOUG Tpayoudtotég/
HOVOLWKOUG OV CUHHETEYXOVY Ot pla Tawvia, 1 TpoPoAr) kat 1 dtddoomn g
KLNpatoypadtkng taviag kat tou pouvowov Siokou epdavifovrar wg
epmoptkéG SpaotnpLotnTeG aAAnAévdeteg kat ovpmAnpwpatikeés. Idtaitepa n
HOVOLKT) TapaywyT) lvat autr) mov mtpoomabel va avadetyBel epmopikd amwod
™ oVpmpadl) TG pe ToV kivnpatoypddo, o omoiog amotelel TNV kate§oyVv
éxdpaon ™G palkng dnpodtlovs kovAtovpag péoa amd tn Suvapwkn g
OTTIKOAKOVOTIKNG TtapaoTaotakng TpoPoAng. O kibapiotag Titog KaAlipng
EPUNVEVEL TN) OUY VY Tapovsiar SNYNTIKAG HOVOIKNG Kot TPAyoudStwv oTLg
eANVIKES TaLVieg TNG ETOXNG:#

O kunpatoypadog etvar kare§oynv éva Ak eidog Staokédaong. Ot
meplocdTepol ToTe Sev elyav Slokobrkn omitt Toug. Emopévwg, otov
kinpatoypédo dev myarvay povo yo va douvv v tawvio, aAAd

KoL YL VoL akOVaOUY povotkt). Avo (0 Staokédaong pe Eva elotthpro.
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Emtiong, o [IAéooag onpetnver:®

To tpayoVdLeivatvtoypewpévo va akolovBnoeL tov otiyxo kaL Ty
ekpopa ™G YAwooag. To tpayovdt otig tatvieg NTav poda ekelvn
v emwoxn). Kat 6yt pévo eAAnvikr). To tpayoidt to «kouvParde»
evkoAdTepa Ty Pyaivelg and v aibovoa.

H emwpdtnon tov compilation score odnynoe, pe 0 oepd TG, TNV
voBetnon evog povtélov dnpovpylag kat évta&ng Bepatikwy Tpayoudiwy
OTIG TAUVIES, OTTWG TTIONG KOl OE ONUAVTIKEG OTIALOTIKEG AAAAYEG OTY) HOUGLKY)
Tov Kuwnpatoyp&dov (Smith 1998, 154-155). H ovotnpatikny mapovoio twv
Bspatikwy Tpayoudiwyv oTiG Tawvieg oxetileTal emiong HE TNV EUTOPLKY
oUpTpadn HETAED TWV KIVNHATOYPAPIKWY KAl TwV SLoKOYPAPIKWV ETAPELDV.
H tavtomoinon evdg povowol BERATOG e CUYKEKPLHEVT) KIVIHATOYPAPLKT|
Tavio amoTeAEl XPIOLHO EHTTOPLKO PN X AVLOHO, EVKOAT KL YP1]YOPT) GKOUOTLKY)
oUVOEDN TNG HOVCIKNG HE TO €PYO KO TOUG NPWEG TOU KAL ETMTALOV TNy
mpodnong kat SéBeong Twv KIWNUATOYPADKOV KAl TwV SloKoypadik@y
TpolovTwv. Oplopéveg tavieg pmopovv va yivovv meptocdtepo dnpodtAeig
péoo amd v Tavtomoinor Toug pe Oepatikd Tpayovdia. O IIAécoag
avadpépetat o€ Eva Sucd Tou KIVNHAToYypadLko Tpayoud:#

'Hrtav tétowx 1 emtuyia tov tpayoudov «Avoe [Métpar» amod
™V tawvia [opyoves kat Mdykeg Tov «€otnoe» T HeYAAN kupla
Tou Tpayoudiol, T Maptvélda. Xe ehdyloto Stkonpa édptace
va {nTiETat mavtov kat va malletal péypL Kot 0Ta TavnyvpLa —
peyd&An dvvapun va akovoelg kAapvt(n va mailet tpayoudt gou!
Amnotéheopa; Xtn Sevtepn mpoPoAn ovopacav v tawia H

ITétpa kan Ekave TEPLOCOTEPA ELOLTHPLAL.

H epddvion ¢ mAedpaong ota péoa TOU TPONYOUHEVOU qUWVA
kat 1 paydaia e§amAwon ™G aAA&let oe peyddo Pabpd tov Tpdmo
TPOOANYNG kot AVTIANPNG TWV OTTTIKOXKOVUOTIKWY HECWV KAL LBLATEPX TWV
KLVNUATOYPAPIKOV TAVLDV, Teptopilet aoBntd v Tpooélevon Tou Kotvov
oTIS KIvnpatoypadikeég aibovoeg kat petatpémet TNV TPoPolr oe WOLwTLk
untéOeom, TPOKPIVOVTAG TNV ATOROKEVTPLKY] EMAVAANTTIKOTN T 0€ avTiBeon
HE TN OUAAOYIKY TOPAOTATIKOTNTA TNG KLVIHATOYPAPLKIG KOUATOUPQS.
Ot tatvieg mov mwpoopilovtat ya Tov KIvnpatoypddo pmopovv TAéov va

TpoPAnBovv kat oty TnAedpao, dnpovpywvtag pla Eexwplot) oyéon pe
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70 kotvd Ttous. To yeyovog avtd dtapopomotel —ektdG amd v tatvia avty
kabavtin— TOV TPOTO TAPAYWYNG TNG HOVOIKNG TNG Tawviag Kat To mAaioLo
TAUTLONG TNG PE TOVG/TLG DEATEG.

‘Ocov adopd otig tawvieg tov [aioy EAAnvikov Kuvmpatoypddou kat
TN HOVOLKY) TOVG, 1) TTopeiar Toug petd tn Sekaetia Tov '60 —kat kKuplwg amd
Ta peoa G dekaetiag Tov 70 kat €kTOoTE- akoAovBel TV TpooappoyY 0TO
TNAEOTTIKO HOVTEAO CUGTHHATIKNG TPOPOANGY KL, GE OPLOHEVEG TTEPITTWOEL,
Tov Jpdpo G dtokoypadkng Tapaywyns kat Stakivnong. Znpavtikd pépog
TOU TNALOTTKOU XpOvou oTo eBSopadiaio TPOYPAPHA TWV KPATIKWY KOt
TV BWTk®y kavalov kaAvmtetat and tawvieg tov Moot EAAnvikov
Kumpatoypédov, pe amotédeopa peydrog apOpds Beatwy va épyetal o
emadn pe autég pEow TG TAedpaons. EmmAéov, and ™ dekaetia tov 8o,
omdte apyilet va dwadidetar To mpdTLTO TNG eVvdo-OwLaknG Puyaywylag,
AVOTTUOOETAL KOL EVAG TUTTOG OLKOYEVELXKNG TPOBOANG KLVHATOYPAPIK@Y
TAVIWY HEOW TWV CUOKEVWY OQVATAPAYWYNG avaloykol kot Yndrakol
OTTIKOAKOVOTIKOV UALKOU (Brvteokaoéteg kat DVD).

To {NTnpa ™G TOALTIKAG OKOVORING TNG KIVNUATOYPAPIKNG HOVOLKNG
€xel emavéNDeL 0TO TPOOKNVIO TNV TeAeutaia EWKOCAETIH HEOA QO
motkiAeg mpoomdBeleg «emotpodng» oTig Tauvieg tou IMaAiod EAAnvikov
Kumpatoypéddov kat ) povowr toug. Ot emavekdodoels makatwy diokwv,
ouvnBws pe katvovpla NNty emeepyaaoia, ot véeg kKukhopopieg HOVTIKNG
TaAaLdV EAAN VKWV TAVIWV, dAAE KoL Ot OUYVEG ETAVEKTEAETELS 1) OLAOKEVEG
KLVNHOTOYPAPIKWY KOPHATLW Y UTOSNA®VOUY piat TROT TOATIOHIKNG (HOVOLKNG
KOl KLVNHATOYPaPING) avaPiwong NG CUYKEKPHEVNG KLVIHATOYPAPLKNG
meptodov. Xe Bewpntikd emimedo, pe Pdon TG Oéoelg Tou Attali (1991)
ylo TV TOALTIKY) OKOVOpIQ TNG HOUOIKNG, HTTOPOVUHE VA CUUTEP&VOURE
OTL PBPLOKOHAOTE LOTOPIKE KoL TOATIOHIKE OTO TEANOG TNG €mOXNG NG
«emavaAnPne» 1), kaAitepa, oTIG apyES TG Teptodov g «auvleang». ' Exovtag
TEPROEL ATO TOV HETACYNHUATIONO TOU BeaTpkov/oknvikol «Spapatog» o€
TUTTOTTOMUEVT] HIUNOT), CUOTNHATIKY QVATTOPAYWYT) KAL TOUYKOOHLOTTOLHEVY)
Staivnon wg «Beapa», N povok) avayyéAdet ™ ovyxpovn, veoptAeAevBepn
mpaypaTikdTTa  plag  €v TOAAOIG  avOSMHIOUPYLKNG,  EKOVIKNG Kot
TPOOWTOTOHEVNG YPuyaywylag, oTnpl{Opevng o€ TPakTKES Tov odpellovTat
kuplwg otV avdmtudn katvolplwy popdpwv teXxvoloylag kat emtkotvwviag,
OMWG 0 KLYNUATOYPAdOG Kat, apyoTepa, 1 TAedpaon kat To Stadiktvo. Etot,

kot otV mepimtwon mov e§etalouyle, N pHovotkn kat ot povowkol Tou [TaAov
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EAnvikod  Kumpatoypadov  «§avalwvtavedouv» OMTIKOAKOUOTIKE OTN)
pkpn 006V kat otig Yndrakés 006veg TwV VTOAOYLOTWVY KAl NYNTIKE pHEoQ
amd ™V emavakukAodopia TwV TaAAOTEPWY SloKwV 1 TIG ETAVEKTENETELS
KAt TLG SLKOKEVEG HOVOLKWY KOHHATIWY Ao TOV KLvnpatoypddo. Xto mAaioto
plog véag povokng-kivnpatoypadikng otopiag, ivatr Suvatd avtiotoryeg
eVaANKTIKEG TPOOEYYIOES TOU PALVOHEVOU VA QTOTUTWOOUV KAl VX
avadei§ovv, péoa amd TPOoWTKEG adnYHoELS Kot papTupleg, pia Ttap&doon
ov Gyt povo Sev eivat Eemepaopévn, oA Tapapével aUyYpOvY, EVEPYN Kat

AVOYVWPLOLT), AKOPA KAl OTIG VEOTEPEG NAKIEG TOU OTHEPLYOV KOLVOU.
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Notes

1 BAéme yapaktnplotikd Powdermaker 1950, tnv pwytn), ovolaotikd, avOpwmoloyikr) eBvoypadio
ya Tov apepdviko kivnpatoypado tov Hollywood.

2 T ta {nripata ™G yevikdTepng otkovopkng Stayeiplong kat g tex voloytkng e§€AENG ot
Divog Dy, BAéne Kuptwvig 2002.

3 Tdvvng Aalavidng, mpoowmikn ouvévtevdn, 25 PePpovapiov 2005.
4 Avdpéag Podovodkng, Ttpoowikr) cuvévtevdn, 10 ZentepPpiov 2003.

5 Avtiotoya, yw ) Stadikaocio Snpovpyiag g kKiynpatoypadikig HOVoIknG oTn Propnyavia
tov Hollywood, BAére Karlin kat Wright 1990.

6 Nikog Avyépng, Tpoowmikr) cuvévtevdn), 17 AekepPpiov 2001

7 Tudvvng Aahavidng, mpoowmniky ouvévtevdn, 25 DePpovapiov 2005.

8 Nikog Mapaykdkng, mpoowmniki) ouvévtevdn, 21 DePpovapiov 2005.

9 T tov pdlo TG evopyNoTpwong ot SNHOPIA KLVNHATOYPAPLKT) HOVOLKT) TOV AHEPIKAVIKOU
kunpatoypddov, BAéne Smith 1998.

10 Titog KaAAipng, mpoowmiky) ouvévtevdn, 20 AekepBpiov 2004.

11 T'évvng Aawavidng, Tpoowmikn ouvévtevdn, 25 ePpovapiov 2005.

12 Kwotag Kamviong, mposwmikn cuvévtevén, 11 lovviov 2002.

13 Tt Stadikaoio kat TNV 0py&vwon) NG HOVOKNG-KLVIHATOYPpAPLKHG TAPAYWYHG OTA OTOVVTLO
tov Hollywood, BAéme Prendergast 1992, 37. Avtiotouya, ywx to Bollywood, fAée Morcom 2007, 27.

14 H mpoktkn oavty podlel, oe kémowo Babpd, pe Vv avtioTolyn OTOV QUEPIKAVIKO
Kknpatoypddo, dmov 1 Stadikacio emAoyNg TWV ouyKeKPHEVWY onpeiwY oTa omoia Ba TpooTedel
NX06 (edp€ kat povoikn), To spotting, elvar amotéAeopa evéeleyodg aviyvevong Kot CUCTNUATIKNG
ovvepyaoiag petadd oknvobétn, ouvOET kat povowol empenty (Burt 1994, 217-223). [ v
avadutikn opoloyia mepl «SmyNTIKAG» («PeAAOTIKNG») KAl «HN-OMyNTKNG» («pn-peaAOTIKNG»)
KLNHATOYPadIkG povotkng, PAéme Gorbman 1987, 11-30.

15 Nikog Avyépng, Tpoowmikr) cuvévtevdn), 17 AekepPpiov 2001

16 Kwotag Kamviong, npoowmnikn ouvévtevn, 11 Iovviov 2002.

17 Mipng IAéooag, mpoowmikn ouvévteudn, 1 Maptiov 2005.

18 Nikog Mapaykdkng, mpoowmnik) ouvévtevdn, 21 OePpovapiov 2005.
19 Kwotag KA&BPag, mpoowmikn cuvévteudn, 28 NoepPpiov 2001.

20 I'évvng Aahwavidng, tpoowmikn ouvévtevdn, 25 PePpovapiov 2005.
21 Nikog Avy£png, Tpoowmikr) cuvévtevdn), 17 AekepPpiov 2001

22 Nikog Mapaykdkng, mpoowmniki) ouvévtevdn, 21 DePpovapiov 2005.
23 Kwotag KA&BPag, mpoowmiky cuvévteudn, 28 Noepppiov 2001.

24 Oavdong Fewpylddng, tpoowmnikr cuvévtevdn, 10 Ampiiiov 2002.
25 Nikog Mapaykdkng, mpoowmnk) ouvévtevdn, 21 PePpovapiov 2005.
26 Kwotag KA&PPag, mpoowmikn cuvévteudn, 28 Noepppiov 2001.

27 O Mévog Xat(1ddkig Oewpooe mwg 1 eAapp& HOVOIKY) TOU yLot TOV KIVNHATOYPADO —Kupiwg
Ta Snpodidn Tpayoddia Tov— Tpoodidet otov Sto pia «avemOOPNTY AaikéTnTOy TNV oMol Sev
mpoodokovoe kat Sev amodeyotav. ['a avtd Tov Adyo, apydtepa otnv mopeia tov Ba amoknpiviet
peydAo pEpog NG Hovotkn o eiye ypdnpet yia tov kivnpatoypddo. F'ia v idtétunn mepintwon
tov Xat(ddkt pe avapopég otV kKivnpatoypadkn povok awodntiky) tov, PAéne Andreopoulos
2001
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28 T'évvng AaAwavidng, mpoowmikn ouvévtevdn, 25 PePpovapiov 2005.
29 Nikog Avyépng, Tpoowmikr) cuvévtevdn, 17 AekepPpiov 2001

30 Nikog Mapaykdkng, Tpoowikr cuvévtevdn, 21 DeBpovapiov 2005.
31 Kavotag KA&PPag, mpoowmikn ouvévteudn, 28 NoepPpiov 2001.

32 Kdotag Kamviong, mpoowmikr) ouvévtevdn, 11 lovviov 2002.

33 ‘Onwg, ylo map&detypa, ot Tatvieg oTig omoleg epdavifetat wg nbomotds o TéAng Bookdmovhog,
epmAovtifovtag Toug poAoug Tou pe v TpayoudioTikr Tov Tapovosia. Ta Tpayovdia Tov dAAote
ovvdéovtal pe TNV TAOKN TOV €pyou kat GANOTE OYL XTIG MEPITTWOELS TTOV OAOKANPN 1 Tavia
otpiletat o€ éva CUYKEKPIUEVO TPayoldt, ouY V& auTd peTaoynpatileTal amd SnynTky oe pn-
Smyntkn povotky pEow Stadpopwv mapaAlaywv otV v, TNV EVOPYNOTPWoT, TN Sopr Kat To
€(80g Tou aAA& Kkat péow NG amalodris Tou pwvnTwoH Tov PEPOUG KAt Tn Stathpnon Hovo g
HOVOIKNG.

34 Auto6 ovpPaivel kuping pe Ta eAANVIkG Aalk& Tpayoudia. Te yEVIKES YPAPHES, 0TIG EAANVIKEG
Tavieg TG €TOYNG SeV akOVYyOVTAL APKETG OUY VG YVWwoTEG EEveg emituyieg, mbavotata e§atiag
TwV VPNADV TVEVHATIKOV SIKALWHATWY TOovG. [l Tov Adyo auTd, ot eyxwptot kKivnpatoypadtkol
Tapaywyol TpoTpovy va mAnpwoovy eapyng Evav ouvbéTn, o omoiog Ba ypdpet TpwtdTLTY
HOVOLKY) YLt TNV TaLvia TOUG, TPOKEINEVOU VO EXOUV T XTOKAEIOTIKE SKAULWRATA XP1oNg TG
HOVOLKNG QUTNG.

35 Kaotag KA&BPag, mpoowmikn ouvévteudn, 28 NoepPpiov 2001.

36 I'ax ™ ouvépyela atov Topéa G SuTknG Kivnpatoypadkng povotkrg, BAéme Denisoff kat
Plasketes 1990, kaOuw¢ kat Reay 2004.

37 Kaotag KA&PPag, mpoowmikn cuvévteudn, 28 NoepPpiov 2001.

38 Kwotag Kamviong, mpoowmikr) ouvévtevdn, 11 lovviov 2002.

39 Mipng [TAéooag, mpoowmnukn ovvévtevdn, 1 Maptiov 2005.

40 Nikog Avyépng, TpoowTiky) cuvévTevdn, 17 AekepBpiov 2001

41 T to {YTnpa Tov eAAN VKOV star system Kot Tr 0X€0T) TOV He TLG KWRwSIeS kat T ptov{kaA Tov
IMaAod ENAnvikod Kivnpatoypddo, BAéne Iamadnuntpiov 2009, 237-67.

42 Titog KaAAipng, mpoowmiky) cuvévtevdn, 20 AekepPpiov 2004.

43 Mipng [MAéooag, mpoowmnukn ovvévtevdn, 1 Maptiov 2005.

44 Mipng ITAéooag, tpoowmik) ouvévtevdn, I Maptiov 2005. 't o Tpayoddt vdpyet pia Sevtepn
ekTEAEOT), 1) OTTOLL EYLVE YLt TIG AVAYKEG TOV S{OKOU TNG HOVUOIKNG TNG KLVNHATOYPAPIKNG TALVING.
Tnv mapaywyn eiyxe aval&Bet ) Stokoypadun etarpeia Lyra. Enedn n Mapivéla avike og GAAn
etatpela, To NYoypapnoav TeAkd pe ™ veapr) kat mpwtoepdavi{opevn tpayouvdiotpia Iletpn
SoaAméa.

45 T ™ oVvdeon tov IaAov EAAnvikoy Kivnpatoypéadov pe v eAAnvikn tnhedpaon, PAéne
Kapwpévog 2002.
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Sandra M. Nikolic

Mv1pun kat apnynomn Tov ToAEpov
oto ZvméAvto Taypa kat tnv
Ilpodooia

Memory and Narration of War in The Barefoot Batallion
and Treason

This paper is aimed at exploring war narratives in the Old Greek Cinema
through the prism of The New Film History. Taking film as a cultural artifact
that transmits cultural and political values, myths, memories, histories and
traditions, this paper offers a detailed insight into the narrative structure
and style of The Barefoot Battalion (1953) by Gregg Tallas and Treason (1964)
by Kostas Manousakis with an eye to proving a theoretical perspective of
functioning and importance of the narrative of memory. Special focus will be
put on the concept of (collective) memory and history through the theories of
Assmann, Nora and Hayden White. Remembrance and memory have special
importance in the process of constructing the political and national identity.
Today, the mass media are the main catalysts in creation of cultural frameworks
for individual and social memory and film has become the main medium
assisting the mediation of memory in the modern world. In war films, the
narrative manipulates the characters’ memory to express the national identity
whereby individual memories are visually transformed into cultural memory. In
that way Manousakis’ and Tallas’ films reflect the ongoing political discourses
and the national past (through the character’ memory) in which flashback, as
the most prominent way of articulating memory, is playing the fundamental
role in the establishment of characters and the development of the narrative.
In both films, flashbacks are used to transform subjective memory into a

historical fact. Tallas uses it to provide an answer to the question how the event
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happened, while Manousakis is using it also to explain why something has
happened in a certain way. Thereby, individual memory is being transformed
into cultural, nostalgic memory or individual histories of war are turned into
war history. Both films portray nostalgia with regard to the nation’s past
(Greece in the Second World War) along with transforming the social, national
and economic circumstances, bounded identities of the war-time period and
deterritorialization of the German Nazi ideology. In The Barefoot Battalion the
social and cultural response to the enemy’s identification is the construction
of a hero-patriot with not only Dimitris and the ‘Barefoot Battalion’ as hero-
patriots, but also all Greek soldiers, that is the entire generation of people who
fought in the Second World War. The Greek national narrative was faced with a
crisis, but Dimitris and other members of the Battalion managed to save it from
potential ruin. It is now passed on to Dimitris’ heir Stavros, who allegorically
represents his son or disciple. The transition from Dimitris’ memory to Stavrosin
the present implies that the next generation has inherited the national identity
and memory for which many Greeks laid down their lives. In Treason, Carl von
Stein’s identity is fragmented and boasts a labyrinth structure. His physical
and mental condition is characterized by a breakdown of body and mind. By
means of this subjectivism , the film opposes the triumphant perception of
the German national identity, with deterritorialization as an instrument for
criticizing social control i.e. the critique of the German culture. But apart from
the narrative structure, every film includes a so- called the stylistic system,
according to Bordwell (1985). In this sense, in Manousakis’ and Tallas’ films the
quality of the mise-en-scene is in real shooting locations, documentary style of
shooting, minimal musical stylization and the use of film silence and sounds
coming from the environment so as to emphasize on important narrative parts,

intensify the effect of reality etc.

Ewoaywyn

AvTikelpevo auTtol Tou KEPEVOU amoTeAOUV oL adnYNOELS TNG HVIENG
kat Tov ToAépov otov [ad EAAnvkd Kivnpatoypddo kat ouykekptpéva oe
S0 oTopLrég MOAepKES Tavieg TNG SekaeTiag TOV 1950 Kat 1960, 0T0 ZvméAvto
Taypa (1953) Tov 'kpeyk Ta&AAag kot [Ipodoaia (1964) Tov Kwota Mavovodkn.
Ot Tavieg autég emAey Koy wg detypa ya dvo Pactkovg Adyoug: TpwTov,
€TELSN) YPNOLHOTOLOVY TN PV (TWV XAPAKTHPWY), VL& VO KATAOKEVKOOUY
™V adynon yLa tov TOAERO TOV 1940 kat va eKPpAoouv TNV eBVIKH TaVTOTNTA.
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Agitepov, emeldr) mapovotdlovv pe Slaitepo TPOTO TOV XPOVO KAL TN HVAHY),
Xpnopomolwvtag eite ypappkr apnynon in media res pe dvo dpAdopmax (To
Evmélvro Tdypa) elte pn ypappikn apnynon (H Ipobooia).

Me epyaleio v Ilototiky) Avadvon Ilepieyopévov Ba akolovOnoet
pla Katd To SuvaTov TANPNG AVAAUOT] OXETIKE HE TO TTWG Ol CUYKEKPLUEVEG
TALVIEG XPNOLHOTOOVV TIG TPOCWTIKEG HAPTUPLEG Yyl va Snpovpynoouvv
™V €bvikr) apnynon. Oa Swamiotwbdel dtt ot Tawvieg To Evmddvto Tdypa ka1
Ipobocia avtwatontpifouv T0 eBvKd TapeABOV kat Tavtdypova Selyvouv TIg
Stadkaoleg yla TV avaouykpdTNon TG TPOTWTIKNG TAVTOTNTAG (HECH GTOV
XPOVO), pe TN PV va Ttailet Tov kevTpikd poAo. Xt cuvéyela, Oa Sovpte Twg
Ol KLVNHOATOYPAPIKEG TPOOWTIKEG HVNIES Kot O{wG Ot PVAHEG TOV TOAEHOV
HETAUOPPWVOVTAL OTITIKE OE TTOMTIOTIKES PVIHEG.

O kumpatoypadog elvat Eva oNpAVTIKO HECO YL TN HETES00T) TNG HVAHNG
otn ovyypovn mohrtiotiky) {wr). Eite pe ) popdn g kpitwehg avadpopng
elte péoa amd Tt Ak KOUATOUPQ, 1] HYNHY GTOV KLVNHATOYPApO amoTeAel
avandomacTto PéPOG Tou Kivnpatoypadikol ToAttiopov. O TTaiidg EAAnvikdg
Kumpatoypddog frav yonteupévog amd tv mhovota eAAnviky otopio kot
PVAHT), OTtwG amodeucvieTatl amd TOAVAPIOpES TAVIEG PE TTOAEHUIKA LOTOPIKG
Oéparta (touvieg pe Oépa v eAAnviky) emav&otaon tou 1821, 6mwg H Aipvy
TV oTevaypdv (1959) Tov I'pnydpn I'pnyopiov, MrovumovAiva (1959) Tov Koo
Avdpitoov 1 Tawvieg yiax Tov TOAEpO TOV 1940 OTtws To viol twv yevvaiwv (1959)
tov Ntipn Aadipa, Ovpavds (1962) Tov Takn KaveAdomovAov, Awwyuds (1964)
tov I'pnyopn Ipnyopiov kat To MmAdko (1964) Tov Adwvt Kipov eivatr povo
Aiyeg tawvieg mou ailet va avapepoupe). OAeg ot tawvies, ave§aptTws ™G
TOALTIOTIKIG TOVG 1) TOALTIKHG TOUG OTAONG, ATMOTEAOVY ONHAVTIKO aVTIKEHEVO
perétng. Tnv amoyn avth) ekdppdlet o James Chapman, onpetwvovtag 0Tt oe
avtifeon petnvIadd Iotopia Kumpatoypadov, nomoia eotiale oto (o tg
auBEVTIKOTNTOG TWV LOTOPKWYV adnynoewV, ) Néa Iotopia Kivnpatoypddov
ETUKEVTPWVETAL 0T OXE0N OVAPESA OTNV KLVNHATOYpadIKN Tatvia kat To
KoWVwVIkO TAaiolo, Sivel peyaditepn Tpoooyn oty Tapaywyn kot e§eTdlet
7o VoG kat To mePLeXOpevo Twv Tauviwyv (Chapman 2007, 55). Avayvwpiet
emiong OtL, EKTOS amtd TV adrynomn, To otud ¢ Tawviag mailet onpavtikd poro
oV TpoomdPela katavonong pag tawviag. To otthtotikd cvotnpa opiletat
WG KATNYOPlO CUGTNHATIKNG XPNONG TWV KLVIHATOYPAPIKWY TEX VIKWYV, OTTWG
1N pllavoév, n kumpatoypadiky pwtoypadia, to povtdl kat o 1x0G TavTa oe
ox€on pe o Tt amattel n otk adrynon g tawviag (Nikolié, 2012, 87).
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Adrynon tov moAépov

H a¢rynon eivat évag tpomog va molpe pua totopia. O okomdg elvat
va doBel 1 am&vTnon oto epWTNHA TWG YPAPTNKE €va KEIPEVO KAl TTWG
emkolvw Vel TNV totopia. Xe k&Be aprynon, vdpyovv dvo TAeupég — Tov/Tng
apnynTh/TpLag kat Tov akpoaty/Tpag/Osaty). Me Bdon Tig BewpnTikég Béoelg
tov Gérard Genette, o Jakob Lothe opiCet tnv adpnynon wg advoida yeyovotwy,
OXE0ELG aUTIOG KOl ATTOTEAECHATOG OE HLOL OUYKEKPLUEVT) XPOVLKE) OTLYHT) Kot
oe éva ovykekppévo ywpo (Lothe 2000, 11). 't va pmopéoet pua Tavia va
ETUKOLVWVNOEL HE TO KOWVO elval amapait)To va vdpyel (Ol TOALTIOTIKY
mapadoon kat wapopoto oupPoAkd ovotnpa. o va pmopel n Ttawvia va
HETADEPEL EVa PNVUHQ, elval amapalt)To va eKPPAoeL TIG TETOONOELS Kot
115 a&leg Tov palwov akpoathplov (Zikié 2010, 30). Me auty ™V évvola,
HTOPOUHE VO OplOOUHE TIG APNYNOELS TOU TOAEHOU WG LOTOPLEG Yot TOV
TOAENO, TPOOWTILKEG LAPTUPLES elTe o€ Tpodopikt) popdn| eite oe ypamt. O
Walter Holbling miotevet 4Tt ot Latopieg Tov moAépov amekovifouv Tig Paotkég
TOMTLOTIKEG EVVOLEG, TIG TPOOSOKIEG Kt TNV ekOVA TOV €auTd pag. XTnv
adnynomn Tov TOAEHOY, TO &TOpO (GUVIHBWG 0 NPWAG TNG LOTOPLAG) AVAHEVETOLL
va Buotaoet ) (wr) Tou yua xapn ¢ matpidag. 'Etol, n ovykpovon yivetat pa
attia yla Tov EAeyY0 NG EYKUPOTNTAG TWV ATOHKDV KOt CUANOYKOV a&LdV
KOL TNG €VVOLAG TOU €0VTOV Kot GAAwV, €€ OVOMATOG TOU OTTOlOU KATOLOG

nebaivel (Holbling 2010, 218).

EvméAvto Taypa

H tawia Evmédvro Tdypa tou T'kpeyk T&ANag elvar pa otop,
moAepukn) Tawvia og oevépto Nikov Katowwt, Paciopévo o 8éa twv ['kpeyk
TaAAag kat Nikov Katowwtn, mapaywyr [Tétpov Mmovvtovpn, povokry Mikn
Oeodwpdn kat pwrtoypadia MuyanA Taliédn. H tawvia eivat aocmpdpavpn,
35mm, yuplotnke oto akadnpaikd poppd 1.37:1, xapaktnpiletat amd yvpiopata
oe puokolg ywpoug kat divel v aloBnon g toTopkng aAnboddavelag.
Moévo 1 oknvn TG pavpng ayopds yvplotnke ya kabapd Tpaktucoug Adyoug
omv meployf) tTwv Gulakwv ARépwd oty ABHva, dmov kat Aertoupyovoe
TPAYHATIKA 1) pavpn ayopa ota xpovia ¢ [eppavikng Katoyng (ewdva 2).
Téhog, To ZEvmddvto Tdypa Swapkel 110 Aemtd.

H tawia avamapiotd tov moéhepo tov 1940 otnv EAAGSa, pe moAAég
OTIMOTIKEG OpoLOTNTEG pe TN Tawvia Tov Roberto Rossellini Papn, Avoyipwtn
IT6An (1945). To Evmddvto Tdaypa éxave mpepiépa ot Néa Yopkn To 1954, eved
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éva xpovo apyotepa képdioe To Méya Bpafeio «Xpuor) Addvn» oto AeBvég
Deotfdr Kumpatoypadov tou Edipfovpyouv kat €tol €ywve 1 mpwtn
eAMnvwkn tawvia mov Ppafevbnke oe SteBvég peotifdA. H tauvia kodotioe
38.000 Soldpta kat yuplotnke pe eAdxtoto teXVikd e§omAlopd, K&TL TOU
mpokdAeoe peyaAn ékmAndn otnv Apepwr). I'ta tov Adyo avtd, n Sioiknon
™6 Akadnpiag Texvwv kat Emtotnpwy dtopydvwaoe tov 1953 oto Academy
Award Theatre €dkn) mpofoldn, TipwvTAG £€TOL Yl TPWTN Ppopd Tatvia pn
apepkdvikng Tapaywyns (To Neaviké ITAdvo). To Evrédvto Taypa Bacileton
otV aAnBuwvr) otopia 160 opdpavwv tadiwv mov {ovoav otnv Oecoalovikng
katd ™ Feppavikn katoyr).

H mhokr} g tawviag elvar n €§n¢: évag veapds &vdpag, o Anpntpng
(Amdotodog Mmekiapng), mavet eva oppavo madi, tov tavpo (Nikog
Zayapiag), va kAéBet éva TopTtodOAl Kat TEPTATWVTAG TOV adnyeitat TNV
totopia tou, dnAadn v wtopia Tov «§umdAutov Tdypatogy. Ilwg, dniadn,
Ta opdpavd Siwypéva and to opdpavotpodelo kAefav and tovg [eppavoig
TpOPLpa kat pappaka kat ta poipalav oe 6ooug Ta eiyav avaykn. Xdpn oty
EMnvida Steppnvéa, Ahe§avdpa (Mapioa Kwoty), katddpepav va fonbnoouvv
Tov Apepucdvo atwpatiko, Xappu Ziud ) T{oe (Xpnotog ZovkovpoyAov), 0Twg
Tov ovopaoay ot (dtot, va Stapvyet ot Méon Avatodry. Zto téAog, adov akovet
™V wotopla, 0 pkpds Etavpog akolovBel Tov Anprtpn oto oppavotpodeio
kat aropaciCet va pelvel ekel kat va peyoadwoet tipa. H ypovikr) dopn g

OUVOALKNG adprynong oxnpatomoteitat wg &§nG:

mapeA@ov——p mapév ———p mapeAB6v ———) mapdv
(pAdopmax) (PpAaopmax)

Exnpa 1. To xpovodidypappa g adriynong

Htawvia avoliyet oe peoaio TAGVO pe TIG KN VEG TWV TTOSLWOV TwV 0pdHaAV@Y
Tadlwy Tov TPEYouv oty mOAN (ewodva I). AkoAovBel pakptvd TAdvo Tovu
Agvkov ITYpyov kat mAdva g mapakiog g Oeooahovikng Me avtd ta
YeVIK& TAGva TNG TOANG 0 okNVOPETNG pag Yupvd oto mapov. O xpovog g
TAokNG elvat pag pépag (1) Alyeg wpeg), 6o dnAadn Swapkel n cuvavnon tov
Ytavpov pe Tov AnpnTpn:
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Ewova 1. Meoato mAévo twv Todiwv Ewodva 2. Tevikd mAévo g pavpng ayopds

H towvia xapaktpifetat amd ypappikn apnynpatkr Sopn pe Svo dpAdopmax.
Avtd onpaivel 6tL N oepd Twv yeyovdtwy, N Sidpkela kat n ovyvoTnTA
OUUTITTTOVY pE TNV por TNG TAnpodopiag TG TAokng. H adnynpatucr dopn
™G tawviag Tapovotdletat 0to akdhovbo Tynpa 2:

n apykn katdotaoy ——p Opdon ——» 1 véx katdoTaon
O Anuntpng mdvet Tov dAdopmax O Etavpog amodacilet va peivet
Ytavpo va kAEPet oto opdavotpodeio

Exnpa 2. H apnynpartr Sopn

H a¢nynon oto pAdopmak yapaktnpiletar and oXeTIKE AVTIKEUEVIKO
B&bBog, Sedopévou dtL n mAoky Sivel kupilwg mAnpodopieg oYeTIKA pe TO TL
k&vouv 1 Aéve ot Yapakthpes. Ymdpyouv Alya vmokelpevikd TAdva, OTwg
yla Ttapé&detypa ) oknvi otnv omoia ) MapBa (Kaitn I'kivn) kAaiet 1 o pkpdg
Anpntpng (Etpatog Kpdlog) oculdoyiletat mwg kat mov va Ppet Tpodn. Xto
oUvoAo TG Tatviag, To BaBog TG adrynong elvaL VTOKEHEVLKO. ZUYKEKPLUEVQ,
TPOKELTAL YLOL VO TLKT) UTTOKEREVIKOTNTA, KABWG 1) Tatvia lvat 1) UTTOKELHEVLKT)
RV €VOG YopakThpa (Tov Anptpn).

Emiong, xapaktnpiotiky) elvat emtthoyr) pn emayyeApatiwy nfomwotwy, ota
TPOTUTI TOV LTaAKOV veopeaAiopov. Ta meptocodtepa matdid mov mpav pépog
ota yvplopata {ovoav oe avapopdpwtipla TG ABHvag kat tng @eooaovikng

kat ot pévotemayyeApatieg nbomotol tav o Nikog Déppag kat ) Mapia Kwotn.
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Evtinwon, emiong, mpokahobv 1 xpron tov xapniov Gpwtiopov (n punyovi
AYnG mov ypnopomoinke ya v Tawvia HTav Tov 1924 kat o Miy&Ang
Faluadng eiye otn 8udBeor) tou povo €&t mpoPoleis ya Tov PpwTlopo), Ta
eAdytota povokd potifa, 1 XpNon TG OWTNG KL NYXWV TOU TPOEPYOVTAL
and to meptB&Alov yax va Tovioouv onpavTikd adnynpHaTIKE pEPN Kot va
TPOoSWoouY TNV aloBnon Tou «peaAloTkov». EnpHavTikd adnynpatikd polo
mailetn povatkr) Tov cuvebeae o Mikng Ocodwpdkng oe extédeon g Kpatikng
Opynotpag ABnvav. H povowr) tov Ocodwpdkn ovvodelet TIg oknveég dmov
Ta Tadid kAéPovv amd toug I'eppavoig 1 amd Tov pavpayopitn KATETAVIO
Mavpo (Nikog Déppag) kat Bpiokovtat oe kivduvo. Ta povowd Bépata g
Tawviag ypnotpomoovvtal yia va €§nynoouvy v atpoéchatpa TG oKnvng Kot
va dnpovpynoovv évtaon kat aywvia. O Vrasidas Karalis (2012, 64) vitootnpilet
OTL pe TN povotkt) Touv Oeodwpdkn evioyvetat ) ovvateOnpatkr Svvapn ™g
avapvnong, n vootadyio kat to Tpadpa. Ot avTiKpPOUSHEVOL X0l TVEVOTWY
kot eyxopdwv Snpovpyolv pa atpdopapa NPwKnG amodotaons, aAA& Kot
katemelyovoag avaykng. H povown petatpémet ta madid oe ovpPfora pag
Staprovg TéAng evévtia otov ¢péPo. O Jan Assmann (Assmann 2010, 187-188)
TLOTEVEL OTL 1] povuotky] otnpiletal oe Svo SLadopeTIKEG HOPPEG TNG PV,
Amd ™) o mhevpd, vrdpyovv ot mapadootakol puBpol kat pedwdieg mov
avayvwpifovtat evkoda kat yevikdtepa Sev AettoupyoldVv wg «onpaivovTar.
AT ™V GAAN TAeupd Kot KATW ATO OPLOHEVEG OUVOTKEG, 1] HOVOLKY] pTtopel
va dnpovpynoet To «tapeABOv» kat T pVhpn Tov TapeA8ovTog, kKabwg auty
EedumAdvetat atov xpévo. Tnv mpdn popdn pviung, o Assmann ovopddet
«e§wkelpevikip (extratextual), emeldn] avadépetar oe otoryeia €€w amd to
HOVOLKO Kelpevo, evw 1 SevTepn elvat evdokepeviky (intertextual), kabwg Ta
povo L oToLYElo AVAKOUVY 6TO povoLd Bépa Tov akoveL o/m Beatng.

H Ipobocia

Kaun Ipodosia tov Kwota Mavovodkn avaraplotd Tov TdAepo Tov 1940,
kaOwg amotelel éva totopikd Tohepkd Spépa oe oeviplo Kwota Mavovodin
kot Apn AAe&avdpov, mapaywyr KAéapyov Kovitowwt, povown Xpnotou
Movpaprd kat pwtoypadio Nikov F'apdéAn. H ITpodosia eivar aompdpavpn,
Yyuplopévn o€ 35 mm kot Stopkel 96 Aemta.

Eivat pavepn 1 emppor) tou Jean-Pierre Melville, ka®wg 1 ITpodoasia
mapovotdlet TOAAEG opotdTtnTES pe TN Tawvia Le Silence de la Mer (1949) wg
Tpog To Bpa kat TIG apnynpatkég texvikes. H mpeptépa g tawviag ytve
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tov NoépPBplo tov 1964. H ITpodocia katatdooetat oty 61 0éon avépeoa
oe 93 tawvieg TN 0e(dv 1964-1965, kOPOVTAG 439.753 elotthpla. Képdioe tpia
BpaPeia oto PeotPal Oesooalovikng: pwtoypadiag (Nikog FapdéAng), o
avdpucov pohov (ITétpog Duocolv) kat kaAvTepnG Tatviag peydAov pKovus.
To 1965 képdioe, emiong, To PpaPeio epnvng oto PeotPdA s Mdoyag kat
ouppeteiye oto AeBvég DeotifaA Kivnpatoypadov Kavvwv (TarvioBrkn
™G EANGSog) av kat pepucol kpttikol Tnv ovopacav «ipuvo tov vallopov»
(Karalis 2012, 109). O Karalis (2012, 109-110), wotd00, Stapwvel pe TNV dmoyn
AUTWV TWV  KPLTIKWV kat Yp&det 0Tt 0 Mavovodakng andwg e&étaoce ™V
KEVOTNTA TWV TapeAdoewV, avTimapabétovtag Tig ekB€aetg TG oulloyikng
peyalompénetag pe TG ekdNAwoelg TG atoptkng evtédelag. EmmAéov, péoa
and v avapopd oty e§dvtwon twv ERpaiwv, e§epedivnoe Tn yevokTovik
vooTtpomia Kot TOuG vToouveidnToug TpOTOUG pe TOug omoioug 1 valloTiky
deoloyia emmpéace v avBpwmivy cupmeptpopd petd Tov TOAEpO. OTwg
vrtootnpilet o Tzavalas (2012, 109-110),
O Kwotag Mavouvsdkng dnpovpynoe, Onwg €kave kot oTNV
mponyoUpevn Tawvia tov, pa woAy Pabd kat kaAng modtnTag
tawia, ToApwvrag va Eepvyer amd TG HeAOSPARATIKES,
OTEPEOTUTILKEG, EAANVIKEG TaLVIEG ekelvNG TG Tteptddov. Eméhede
peyého avBpwmiotucd Bépa kat Stayetpiotnke emtdega tnv otopia
touv valopov. H eykAnpatodroywky deohoyia tov valiotkov
TpoOTOUV okEYNG NTAY cadws epdavng o€ auTtoug Tov eldav TV
tawvia (...) po eapeTiK), LOYVPY| KL ATOTEAETHATIKY LOTOPLA, EVOL
Spapatikd xpovikd g yeppavikng katoyxns otnv EAAGSa.

H tawia avolyet pe tig oknvég tov Bavatou tov Kaph dov Ztduv
(ITétpog Duocovv) kat amd TV apy1) To kowvod pabaivet 6Tt 0 Pacikdg Npwag
elvat vekpdg. Me autd tov Tpomo, 0 Mavouodkng owodoptel pio X1Tokoktkov
oaoTEVS adnynon. LTV eTOUEVY oknVi), 0 Ap. Paivyapt Etokpav (Anpitpng
Mupar) pAdet 6NV KALVIKY TOV fLe TOUG AOTUVOLKOVG Yo Tov KapA kat adprvet
va mtaiel kaoéta pe T GwVr) TOU VEKPOV, 0 0Ttolog pag adnysitat Tnv otopla
Tov. AkohouBel to pAdopmak dmov pabaivoupe ot ot eppavol (noav and
Tov kaBnynm Biktwp Kaotpiwtn (Mavog Katpakng) va «pthoéevioer» oto
omitt tou Tov dpov Xtéuv. Ekel, o Kaph yvwpilet kat epwtevetat tnv avapid tov
Kaotpuwt, Aifa (EAA Qwtiov), ywpic va yvwpilet ot eivan EBpaia. Otav o

KapA pabaivet tnv aAnBeia, mapadidet tn Ata otnv ['keatamo, aAAd dev mavet
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va ) okédretal Metd v katdppevon Tou peTwov 6mov Bploketat, 0 Kaph
pabaivel ya ta eykAMjpata katd twv ERpaiwv kat tov Bdvato ¢ Ailag.
H tawvio pog yupva kot &AL 6To Tapov Kot 6TV KAk touv Ap. EZtokpay,
o0 omolog kAeivet To kaoeTOPwvo. AkoAovBel To pAdopmak Tou Ap. Etokpay,
omov dmyeitat T ovvéyela g totopiag touv KapA kat tnv anddaocn tov va
dwoet Tpaykd Télog ot {wi) Tov.

H a¢prynon mapovotdlet pun-ypoappikn Aoytkr) artiov-amoteAéopaTOS,
kat plo wohveminedn wkat amoomacpatiky xpovikr Sopr. Xapaktnpiletat
amd amepLOpLaTo €VPOG adYNONG Kot VTTOKELHEVLKO BABOG pe apkeTd TA& VA
AVTIANTITIKAG (EKOVA 3) KO VONTIKNG UTOKEIHEVIKOTNTAG (EWOVa 4). ETnV
ewdva 3 PAEmovpe kat akovpe autd mou PAémet o KapA, Snhadn ™ Aila anod
Ta ktaha touv KapA. H ewodva 4 Seiyvet Tov mAgov tpavpatiopévo Kaph va

davtdletar kat va €xet eptadteg 6Tt okotwvet T Aila.

Ewcova 3. AVTIANTITIKY) UTTOKELHEVIKOTITOL Ewodva 4. NonTikn vtoketpevikdmto

H adnynpatiky Sopn g tawviag éxet dvo emineda : To mapdv kat to
mapeABov. To xpovodidypappa Tov TapodvTog elvat:

n apyikn katdotaon — )  Spdon ) 1 VEQ KOATAOTOOT)
O KapA elvar vekpog avadntnon g aAnbeag 1 aAnbela yla To TWG OKOTWONKE

Exnpa 3. To ypovodidypappa Tov TapdvTtog
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H adrynon avoiyet pe tov B&vato tov KapA . H apywkn katdotaon g
tawiag (O Kaph eivat vekpodg) odnyet ot Spdon. Andadn, n aotuvopio Eekivd
™V avadntnon tov Tt Tpaypatikd exet oupPel pe tov KapA.'Yotepa amd v
katOeon tov Ap. Xtokpav kat TNV nyoypadnuévn adrynon tov Kaph, om
Beathg pabaivel v aAnBeta yia Toug Adyoug TG autokToviag Tov - 1 véx

kaT&oTaom 0To Tapdv. Ocov adopd To TapeAdov, Aottdv, To oy £XeL wg €§NG:

napxwn katdotaoy  ——»  Sp&on P 1 VEX KATAOTOOT
KapA épyetatomv ABnva  KapA kot At epwtedovral KapA mapadivelt ™ Aila,

n Aia elvat vekpn)

Exnpa 4. To xpovodidypappa tov TapeAddvTog

Yto mapehBév, o Kaph épyetatr otnv ABfva oto omitt Tou kabnynt
Kaotpuwt, kat n 8pdon apyilet pe tov épwta tou Kaph kat tng Ailag. H
ayamn toug B tov odnynoet oty emBuptio yia yépo, péxpt wov pabaivet 6tin
Aia eivan Efpaia. H véa katdotaon mov Snpovpyeitat eivat n {wr) touv KapA
petd v map&doon g Atlag otn F'keotdmo kat 1 eidnon ywx tov B&vatd .

Y v Touvia, KupLlapyoUv Ta KOVTLVE Kot TTOAD KOVTIVE TAG VA TTPOCTWTWY
(ewdva 5) kar TAGva AeTTopépeLag (ko va 6). Me autd Tov TpoTo, 0 oknvobETg
ekppdlet Tov PuYoAoylkd KOOHO KL TO ECWTEPIKO SPAHA TWV XAPAKTNPWY
kat tavtoypova e§aodalilel peyahvtepo Pabpd tavtiong. Ta 96 Aemwtd — 1
Stdpreta ™G Taviag — KAAVTTOUY OUCLAOTIKG TNV adrynon Tou Ap. ZTokpay,
EVW 0 XpOVOG TNG toTtoplag elvat kamota Xpovia. O/H Beatg katadaPaivet
Xpovikt) Stdpketa amd TOAAEG AeTTTOpEPELEG, OTWG 1] AAAALYT) TWV ETOX WY, TX

polya Tov GopAVE OL XAPAKTHPES, K.ATT.

Ewoéva 5. [ToA) kovtivde mAdvo g Alag Ewova 6. ITAGvo Aemtopépetag Tov KapA
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Apketd ovyvhelvatn ypron tovthovié. [a mapddetypa, otnv ewcdva 7,1 ywvia
APNG amd YnAd mpog ta k&Tw X protpomoteitat yta va Teptypapet To Swpdtio
Tov omLTIoY, va dei&el dveon xwpou kat Tov mAovTo Touv kaBnynt Kaotpiwtn
EVW otV ewova 8, n xprnon touv mAov(E eivar yix kabapd PpuyoAloyikoig
Aoyoug ekdppalovtag v kuplapyia Tou PAEHRATOS TOU UTTOKELLEVOL ETTL TOV
QAVTIKELHEVOV TNG KLVHATOYP&PNOoNG.

H xpnon ¢ pwrtoypadiag kot Ta VTOKOVHEVTAPLOTIKG TAGVX amd TO
Koppatikd ouvédpro g Nupepfépyng To 1935 elvat emiong YoXpakTNPLOTIK.
[Mapadelypatog ydpiv, pe v owoyevelaky dwTtoypadia Tov Vekpovy
yeppavov atpatiwt) wov o Kaph Bpioket otnv toénn tou, o Mavovodkng
Sivet avBpwmivn Sidotaon otovg I'eppavois kat pag Bupilet dtt o yapaktipag
kamote {ovoe elpnvikd pe TNV owkoyéveld tov. Emiong, ot pwrtoypadieg
EBpaiwv kot kateotpappévev molewv kot kTiplwv elval €va  €log
TLOTOTOMTIKOV Ttapovoiag. Yroypappifouv étt ) dwrtoypadia eival faokod
epyoalelo petddoong TG HVNHNG, OTMTIKO TEKHUNPLO, ONHAVTIKO apXelo kat
paptupia evavtia oty AnOn. Ta vrokovpevtaplotikd TAdva amd Tt vOXTa TG
NupepEpyng Kot To VTOKIHAVTEP YL TX VALOTIKG 0TPATOTESX CUYKEVTPWOELG
mov o Kaph mapakorovbel 610 oLvepd, ektog amd adnynpatiky Aettovpyla
(mapoyr) mAnpodoptwv yia ) pdon), £XOUV OKOTO VA TAPOVCLACOVY KOt VX
Eavaypdpouv v adrynon tov TtapeABévtog mov Stapopddvet T PV Kot

TN YVWOT) HOG yla TNV totopia.

Ewodva 7. TTAov{E — Swpdtio tov omitiod Ewdva 8. ITAov(E — KapA €§w and to omitt

159



Nikolic

To «kipo adnynpatikd otolyelo ™G Tauviag eivar évag SdAoyog
EUTTOTIOREVOG PE NYNTIKE EPE, OTWGS oL BOpuPoL TWV AVTOKLVTWY, TPEVWY,
kAm. O David Bordwell kat n Kristin Thompson emonpaivovv ott o
StdAoyog, wg dopéag Twv TANpodopLwV yla TNV toTopia, KataypddeTat Kot
avamapdyetat ya va emtevyBel 1 peyaditepn Suvath Stadyela, aAld ot
Stadoyot dev elvat mAvTa oL oNUAVTIKOTEPOL (1990, 249). Ta NNtk autd edé
elvat {wTtwn§ onpaociag yla tn oekdvg dpaong kat fonbovv ot Snpovpyia puag
EVTUTTWONG TNG TPAYHATIKOTNTAG KOL EVTATUOTOMNONG TWV CUVALTONHATWY
Twv Beatwv. Ocov adopd Tov Y0, 1) TO XAPAKTNPLOTLKY OKNVY] TNG TaLviag
elvat 6tav 1 Ao armopacilet va et Tnv aAnbeia otov KapA. Evw o/n Beatng
BAémer ) Alla mpdowmo pe mpdowmo pe tov KapA, akovyetat o 06pufog tov
Tpevou movu Ttepva dimAa Toug. 'Etot, dev pabaivet Tt €xet et n Alla. Qotodoo,
and TG ekPPAOELS TWV TPOOCWTWY TOVG, HTopel va pavTépet Tt akplPwg
€ywve. O Mavouodkng, yla pa popa akOpr, XPNotpomoLlel TV adnynpHatkn
Aettoupyia Tov Nyov, 6ov 0 80puPog dev amotelel TOV TLOTO YO TNG ELKOVAG
(tov Tpoowmov ¢ Atfag kat Tou Kap]), addd mapéyet Spapatkr petdfaon.
O 086puog kat To adpUptypa Tou TPEVOU VTOSNAWVOUY EVTAOT KL SPApATIKY

€&€MEN kat mpoavayyeAAovv To Tpaytkd TENOG.

IIpooeyyioelg ™G pviApng ato EvwdAvro Taypa ko tnv Ipodooia

H pvipn elvat n ovveldnt atopn i cuAdoywkr) ox€om mov ot &vBpwmot
KOL Ol KOLVWVIKEG OpAOEG €XOUV pHE Ta YEYOVOTA TOu TapeABOVTOG Kot TNV
omola ypnotpomotovv ya va StadoporomBodv amd toug &AAovg kat va
Snpovpynoovv ™v tawtdtntd Tous. o map&detypa, oto Evmddvro Tdayua,
otav o Anuftpng Bupdtat v maudiky) tov nAwkia kat Vv adnyeitat oTov
Etapo vrapyeL ) atopkr) pvipn kot oty I1podooia, oL ATOKEG PVNHES TWV
apnynoewv twv KapA kat Ap. Ztékpav.

H atopwn pvipn petaBaAdetal kat yla pog amoktd vonpa povo eav
€xet vonpa oto mapdv kot aAddlet oupdwva pe To Tws alAalet Eva dTopo.
Yto Evmbdvro Taypa o Anpntpng adnysital Ti§ avapvioelg tov and ta
EumoAuta oppava ¢ Oecoadovikng. Av kat TPOKELTAL Yl pla Suodpeatn)
totopia, 0 AnpNTENG, WPLHoS ma, TV mapovotdlet pe xapovpevn dtdbeon.
'Etot, 1 v Tov 0To TAQ{oL0 TOU TapOVTOG ATOKTE €va VEO vONpa, KaBws N
OAPepn) avapvnon Tov mapeABOvTog yivetat pa StdakTikn loTopia mou Exet

WG OKOTO VO wBNTEL TOV [ikpd XTAVPO 0T 0WoTH amodaon.
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I'a tov Maurice Halbwachs ta &topa eivat avtd mov Bupovvral, wg
HEPOG paG KOWVWVIKNG opadag. I'U autd tov Adyo, 1 pvipn egaptatat anod
T KOWVWVIKG TAaiolx ota omola ot &vBpwmot evtdooovtat (o€ Nikoli¢ 2013,
45). Av kat o Halbwachs amodidet peydAn onpoaocio ot cuAhoywkr) ¢pvon g
KOLVW VKNG CUVEISNONG KO GUVEEEL TNV ATOHLKT) VI HLE T1) OUAAOYIKT) VNN,
o lan Assmann avtwaBiotd ™) ouAlloywkn pvipn tov Halbwachs pe Toug dpoug
ETUKOLVWVLOKY Kot TOALTLoTKY) pvhpn. H emikotvwviakr) pvipn mepthapPdvet
o mpdodato mapeABov kat 1 pviun mov éva dtopo polpdletal pe TOUG
OUYYXPOVOUG TOV, EVW 1) TTOALTLOTLKT) VT elvat Stay povikn), kabwg Tepva and
™ pa yevid atnv aAAn péoa amd ta PpAia, pvnpeia, péoa palikng evnpépwong,
k.. (Nikolié¢ 2013, 47). I'ta mapddetypa, Ta 160 opdavd maudid tov «§umdAutou
TAYpatog» popalovtat v ko) pvnpn tou moAépov. Tavtdypova, OAa
Ta Tadid/evihikeg Beatég mALov, Tov cuppetelyav kat emé{noav amd Tov
TOAEPO HOLPALOVTAL TIG AVOUVHOELS HE TOVG «PAVTATTIKOVG» XAPAKTIPES TNG
tawviag. Ao v GAAn TAevpd, 1 pvpn autr elvat kat TOATLOTIKY, KaBwg ot
VEOTEPEG YEVIEG HTTOPOVY VO «paBouV» péow TNG Tatviag ylo T dpdon Twv 160
EumtdAvtwy Toudiwv.

H pvApn evég atopov elval TAVTA KOATAOKEVAOHEVY] YUpw amd TN
PV Tou €Bvoug. Autd cupPalvet emeldn 1 ATOpIKY RV ElVOL KOLVWVLKO
dawvopevo. Mvipn pmopel va vtdpyet kat va Statnpeitat povo péow NG
ETKOLVWVING KAl TWV «TPAYHATWY» Tov potpalopacte pe Toug GAAovg:
yAwooa, oOpPola, kotvwvikd kat ToATioTikd mAaioto. O Benedict Anderson
motevel OtL Ta €Bvikd publoToprpata kat ot edpnpepideg eivar ta péoa mov
Swapopdpwvovv v €Bviky ovveldnon kat 1 katavdAwon toug odnyel oto
aloOnpa Tou «avikely» o€ pa €Bvikn kowvotnTa (Anderson 1991, 58). Ao v
GAAN TAEVPE, 0 KPATIKOG PN Y AVIOHOG, U WVA pe TNV TOALTIKT) WdeoAoyiax OV
vrepaomiel, amopacilel Tt mpemetl va OUHONAOTE KAL PLE TTOLOV TPOTIO. LE QUTH)
™ Stadkaoia, to factkd podo tailovv ta péoa paltkng eVnpHépwong, Ta omola
HETATPETOUVV TNV ATOUIKT) HVIUN O TOALTIOHIKY oVUpHbwVa pe TNV KuplapyT
deoroyia.

Ta péoa paling evnpépwong etvat ot faoucol kataAvteg TG Snpovpyiag
TWV TOATIOTIKWY TAQULTIWV TNG ATORIKNG KO KOLVW VKNG pvipNG. Elvat oyedov
adVvato va e§eTAOEL KAVELS TI GUAAOYLKY) PV TNG TPAURATIKNG ERTELPAG
kat TN peETAPOAN TG 0 TOALTIOHIKY PVAHN Xwpl§ TpwTa va avaAdoet v
QAVATOPAOTACT) TNG OTA OTTIKE HECH. AUTO TOU HETATPETEL TIG TALVIEG OE
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apnynoelg ™G pvnung elvatr oplopéveg «intra-media» kat «inter-media»
otpatnywes (Erll 2008, 395). Duoikd, auTtég oL oTPATNYIKEG EXOUV ATOTEAETHQ
povo e&v vmapyet n dadikaocia ¢ vrodoyng. Ot Tatvieg mov dev €xouv
TpoPAnBel Sev Ba €xouv kapia emppor) aTNV KOUATOVPA TNG HVIUNG, QKO
kat e&v mepthapPdvouv Tig To eviiadpépovaeg paptupieg Tov TapeABovTog.
AvT 1 popdn ™G vtodoyxng dev e§apTdTat and Eva kat HOvVo ATOHO, dAAL
Aettovpyel wg ouAAOYIKS datvopevo avaloya pe Ta KEPEVA KOt HETA-KEIPEVD
ov Snpovpyovvtat petd v mapaywyn pag tawviag. H Astrid Erll e€nyet
OTL éva odpyTd SIKTUO AVATAPACTACEWY OTA HECA HAIKNG EVNHEPWONG
mpoeTotpdlovv to £€8adog yla v amodoyn Hlag Taviag Kot £Tot avolyetat n
dnpoota oulntmon mov divel otnv Tavia empvnpdéovvo yapaktipa. Tétowx
peTa-kelpeva elvat kuplwg Ol KPLTIKESG, OCUVEVTELEELS pe Toug nbomolovg,
oknvobéteg, TAnpodoplakd keipeva, Bpafeia, k.Aw. Ola autd Ta peTa-keipeva
OV KUKAOPOopoUV kat emavalapPdvovtat adopolV OTV KATACKEVAOHEVT
WOV Kat TG adnynoelg yopw amd to Backd keipevo, dnAadn, tnv tawvia
kat 8ev apopolv otV «mpaypatdTnTar. Ot eMAVOAANPELS TWV TOAEHKWVY
TAWVLOV Tov TpoPdAlovtal kdbe ¥poOvo o€ LoTOPWKES emteTEIOVG, OUPPEAAOUY
HE T OElp& TOVG 0T oTABEPOTTOINON TWV EAANVIKWY NPWWYV TOU TOAEHOU KOLL
TNV avaywyr Toug o€ oUpfoAa npwiapov.

Ot pvrpeg Tou Anptpn oto ZvméAvto Tdaypa kot tov Kaph ¢pov Ztduv
omv Ipobocia avapépovtar oe yeyovota and tov B’ IMaykoopo ITéAepo.
Méoa amd tn pvipn toug, o B’ IMaykooptiog IIoAepog ypnopomoteital wg
mAaioo péoa ato omoio katadlveTat o EAANVIKOG NPWLOHOG, TOo B&ppog TwV
ayoptwVv (OAa ta opdpava matdio Tou «§UTOAUTOV TAYHATOG») KAL TWYV YUVALK®Y
(MépBa, AXe&avdpa oto Evmddvto Taypa, Ailfa otnv IIpodooia) evavtia 6TOUG
Teppavols kaTakTnTES.

H adiynon t™¢ pvApng tov Anuntpn oto Evmbdvto Tdypa
mapovotdletat ws ypappkr). To ypappukd xpovikd povtélo avtavakAd
™V edadikn) opotoyéveta kat To eBvikd opotoyevég oVuvolo mov ekdppdletal
pEoa amd TOV TATPLWTIOHO kat TNV €Bvikn vmepndavela. Exktog amd
YPAHHIKY) XPOVOAOYLKY) OELPd, 1) pvApN Tou Anuntpn xoapaktnpiletat kot
and StamoMtiopkr) Suvapkr, kabws o Anpitpng Bupdtat évay Apepikavo,
tov T{de, o omolog tav mpobupog va Pondnoet tnv EAAGda. H kotvwvikn
Kol TOMTIOTIKY) AT&VTNOYN 0TV elkdva Tov eXOpov elvat  kataokevy| €vog
Npwa-rtatplwtn Oxt pédvo pe tov Anpntpn kot to «§umdiuto Thypo» wg
NPWEG-TATPLWTES, AAAX kot GAovg Toug EAANveg otpatiwdtes, pic 0AdKkANpN
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yevid avBpwnwv mov moAéunoav otov B Ilaykoopo IToAepo. H eAAnviky
eOvikn) adnynon Ppédnke oe kpiom, aAld o Anuftpng kat GAAa péAn tovu
«TAYHATOG» KATADEPAV VA TN owoovy and mhavr kataotpodn. H eOvikn
RV TTEPVAEL TAEOV OTOV KANPOVOHO TOU ANUATPY - TOV XTAVPO, 0 0T0l0g
ekmtpoowtel aAAnyopukd Tov yLo tov H/kat tov pabntr tov. H petdPaon and
™ VAR Tov ANpiTpn 0Tov XTaUpo 0TO «TapOV» oNpaivel OTL ) emOpevn
YeEVL& E£XEL KANPOVOUNOEL TNV €OVIKT) TAUTOTNTA KAL TH LVAHY, Yyl TNV omola
moALoi' EAAnveg Buaiaoav ™) {wr) Toug.

H adfynon mg pvapng oty tawia Ipodooia eivar pn-ypoppwn. H
aMolwon Tou ypappuov xpdvou evBappuvel tov/tn Beaty va Bewpel
VAR GOULVOREVO TTOU UTTOKELTOL O UETAOXNHATIONO kat TeAel oe Sapkr
e€€MEn kot Ot oe kapla mepimTwon dev amotedel pa gvbela ypappn pe
éva amAd «dApo» oto mapeABov. Onwg emonpdvet o Alessandro Portelli, n
PV Sev elvat oTaTog amodnkevTikos XWwpog aAAd pia evepyn Stadikaoia
dnpovpylag vonpatwy (1991, 52). AT pa mAevpd, vtdpyet | adrynon Tov
KapA kataypappévn oe kaoéta, yeyovog mov onpaivet 6Tty cUyXpovn pvipn
elvat apyetakn kat otnpiletat €§ oAokAnpov otnv vAkdTNTA TOV (Y VOUG, TNV
apecoOTNTA TG KaTaypadng kat Tnv TpoPoAr g ewodvag (Nora 1989, 13). Ao
™V &AA, vTtdpyet kot 1 adrynon tov Ap. Xtékpav, o omolog Sev NBele va
amokaAvPeL TV aAnBeta kat SnpLovpynoe o PevTikn LOTOPIX yLa TO TLOVVER
otov KapA, mov pag vevBupilet ot 1) ot adpnynoetg g pvipng cuvdualouy
TO TPAYRATIKO Kot TO PpAVTATTIKO, SNHLOVpYOUV €va VEO peaMopd kot OTL
1 HVApN Kot 1) otopia elvat popdn Suvapng kat eAéyyov. 'Etot, ) adnynon
™G HVNuNG otnv tawvia Aettovpyel oe moAA& emimeda. Omwg emonpalvet n
Eleftheria Thanouli, ) ITpodogia elvan pa Tauvia yl Ta Tapaypéva Xpovia,
amd To 1941 péxpt Alya xpovia petd tov mohepo. Q¢ tatvia mapaywyng Tov
1964, woTO00, ekPpleL Tn popd1| TG LoTopiag mov eiye Stapoppwdel ekelvn
XPOVL&, v Aettoupyel kat wg Stadnkn Twv ToMTIKWY Kot OETpIK®WY CUVONK®Y
otv EAAGSa ™) otiypn) g mapaywyng ™ (Thanouli 2015, 74).

H adfynon g Ipodooiag kar n tavtodtnta tou KapA ekdpdlet tn Sopn
tov AaPupivBou. H cwpatikn kat Ppuykr) tov katdotaon yapaktnpilovrat
amo kaTtappevon. MEow auThG TNG UTOKEIHEVIKOTNTAG, 1] TALVIO EVRVTLOVETOL
ot OpapPevtikn avtiAnyn ™G YEPHAVIKNG €OVIKNG TAUTOTNTAG KAl TOV
yeppavikov ToAttiopov. H yeppavikn valtotikn tdeoloyia elvat evowpatwpévn
otov yapaktipa Tou KapA ¢pov Etduwv. Etn oknvij 6mov o Kapl, oto ypadeio

Tov omtTiov Tou kabnyn Kaotpuwtn, dtafalet tnv optdia Tov etolpace, Aéet:
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O Apiog elvat o mo téletog tumog avBpwmov. Kat 6tav Aéw
Télelog, Sev evvow v e§untvada tov aAAd TNV eTOROTNTA TOV
va tebel otV vmnpecia tov cuvolov. O Aplog mapapepilet Tig
TpoowTkéG Tou emtBupieg ki elvatl étolpog va Buolaotel, av
TO amattovv ot meplotaoelg. To avwtato kabnkov pag elvat
va dtatnproovpe aptyn t GuAf pag. Emedr), povo pa Gudn
mov 8ev avaptyvoetal pe GAAeg, vmodeéotepeg pulég pmopet
va gemepboet kdBe kivéuvo. H avapdn twv ¢pviwv eivat to
peyahvtepo apdptnpa mov pmopel va dampddel k&moLog
amévavtt ot ¢von kat oto Anpovpyo. Emedr pua tétowa
p&&n epmodifel TNV TPBG0do Tov AVOPWTOU KAL TOU TOALTIOHOV.
Ot EBpatot givat to dkpo avtiBeto twv Apiwv. AT avtovg dev
TPETEL VA TEPIHEVOUE TNV TP60d0o Tou moAttiopov. ['ati avtol
dev katapepav moté va Pptid§ovv KATL, TAVTA KATACTPEDOLV.
Ot EBpatot elvat ot xewpdtepot exOBpot pag. Etvat kivéuvog va
poAuvBel to kabapd &pro aipa pag. Ot EBpaiot elvat n katdpa
™G avBpwmotnTag. O Aplog mapapepilel TG TPOCWTKEG TOV
emBupieg kat elvat €Tolpog va Buotaotel, av To amattovv ot

neptotdoelg. To avwtato kabnkov pag eivat va Statnproovpe
aptyn ™ $puAn poag.

To télog TG valotng deohoyiag kabpedtiletar péoa amd Tig
evépyeteg Tov Kaph - Sidomaon ¢ TavtdnTag kat g pvipng, dtatapayn
™G OKEYNG Kat TNG AVTIANYNG, ATOTPOCWTOTONON Kat 6TO TEAOG AUTOKTOVIAL.
H évvola ¢ TautdnTag €€l o oetpd amd StadopeTkeg onpacies, aAdd
omv IIpobooia ypnowpomoteitat ya va weptypdpet ) Stadikaoio ovvdeong
evog atopov (Kapd) pe pa kolvwvikd kataokevaopévn eBvucr) katnyopia,
yeppaviky valiotr) deohoyia.

Emniloyog

H eBvwr) tavtdmra avakataokevdletat ovvexws kot oupaAdet ot
Snpovpyia kavovplwy TOATIOTIKOV popdwy kat TpakTikwy (Nikolié 2013,
67). O kinpatoypadog, wg palud péco, mapdyet StadopeTikéG eppnveleg ™G
totopiag kat TG €0viknG TautoTNTaG Kot TAGOEL Ta pvnpovikd epebiopata
HE T 0Tl OL KOLVWVIKEG OpESEG OLKOSOUOVY T1 GUALOYLKT] TOUG TAUTOTHTA.
O Andrew Hoskins (oe Nevena Dakovi¢ 2012, 52) miotevel 6Tt ofjpepa
elval ONHOVTIKOTEPT 1) ATOHWKY Kot cUAAOYLKY pVipN, Tou StapecolaPeite
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and ta péoa poalikng evnpépwong. Amd avtd AapPdvet v modta, TV
avtelpevueotta kat tv aAnbea. ‘Etol, ta péoa palikng evnpépwong
emavanpoodlopi{ouy T ox€om Hag pe T PV, ETopaivouy Ta TpoPArpaTa
TOV HETAOYNHATLIOHOV TNG TOALTIOTIKNG HVARNG kat Tovi{ouv TV avaykn TG
SLaTpnoNg TNG TPOTWTLKNG HVIHNG.

Y ouv{ntnon ywx Tov KLMUaToypado Kat T WUVApN oTov YyaAAikd
kwnpatoypddo, o Michel Foucault onpetdvet 6Tt n pviqun eAéyyetat kat 6Tt
«OT0L0G EAEYXEL TN GUAAOYLKY) pviun A€y et kat T Suvapkn Tne» (o€ Grainge
2003, 2). L& autd T0 TAioLo, 1) LV yivetatl moAtkr) Svvapn, £xel T popdn
yvwong kot Aertovpyel wg 6mAo avtiotaons.

H avéAvon twv tawvwwy EvréAvto Taypa kot ITpoSocia amodeucviet ot
TPOOWTLKEG LapTUPLEG Ko avapvioelgTatdiwv (Evmddvto Tdypa) katavOpwmwy
(ITpoSocia) mov ouppeteiyav oto B’ IMaykdopo IT6Aepo, yxpnotpomoovvtat
Tpokelpévou va SnpovpynBei pua eBvikr) adrynon. Amd v dAAn mAevpd, ot
KPLTLKEG TWV TALVLWYV, OL CUVEVTEVEELG PE TOUG ok VODETEG, Ta Ppafeia kat Ta
oxOMa, ot ou({nthoets kat ot avtitapabéoetls, dnpovpynoav éva TeptPdAlov
ov petétpee TI§ Svo tatvieg oe moAtioTkn pvipn. Kat otig vo tawvieg, to
dAdopTOK XPNOHOTOLEITAL YIX VA HETATPEPEL TNV UTOKEIHEVIKY PV OE
éva totoptkd yeyovdg. O TédAAag to ypnotpomotel yia va dwoet amdvtnon 6to
EPWTNHA «TIWG CUVERN TO OUVpPEV;», eV 0 Mavouodkng To XpNotpoToLel yia
va e§nynoet «ytati k&t £xet oupPel pe auToOV ToV TPOTO;». Méoa amd avty T
Stadikaoia, 1 ATOIKY) HVAHY TWV XOPAKTHPWY HETATPATNKE GE TOALTLOTLKY)
pvipn. Kat ot §vo tawvieg amewovifouv to vootalywd taperfév tov €0voug
(EAAGSa otov B’ Tlaykoopio IToAepo) pall pe tov pHETAOYNUATIOHO TwV
KOLVWVIKWYV, E0VIKWV KL OKOVOUIKWY cuvOnkwy mou kabopilel oe peydro
Babpod ™ dpvon g adynong g RVHHNG, emeldn, dnwg to Bétel n Victoria
Stewart, n apnynon g pvnpng e§aptatat Tévw amd OAa, amd TIG TOMTIOTIKES

KOL TLG LOTOPLKEG TEPLOTATELG ATTO TIG OTOlEG TPOKUTITEL (Stewart 2006, I).
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H mepintwon tov eAAnvikov GtAp

vouap tn dekaetio Tov 1960
The case of Greek film noir in the 1960s

This paper investigates the case of the Greek film noir of the 1960s in the
context of the Greek popular cinema. While many studies in the last twenty
years have explored the flourishing of commercial film genres of the postwar
period, such as the melodrama, the musical or the comedy, the genres of crime,
mystery and fantasy has been neglected. A common critical attitude towards
these films in the time of their production was that they were a mere imitation
of foreign models without any relationship with the Greek society: this attitude
was one of the main reasons for the marginalization of this films and their
absence from the canonical Greek film history. The recent reemergence of
neo-noir thrillers during the crisis presents an occasion to trace the lineage of
these genres in Greece, and to find out that despite their marginal and discreet
presence in the history of Greek cinema, they were served by many directors
of the older generation and the filmmakers of the New Greek Cinema as well
that form an undercurrent until today. The paper discusses the reception
and the uses of the term film noir in Greece and whether it can be applied to
the crime thrillers of the 60s. Aim of this study is not the consolidation of a
strict corpus belonging to the genre of film noir but to explore the dynamics
of the genrefication process of the film industry of the 60s, the reception and
intertextuality between the American and European versions of the film noir
and the Greek examples. The author proposes a taxonomy between various
cycles of the Greek thriller that establish a dialogue with the film noir, such
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as the detective films based on “hardboiled” novels, the police procedural, the
psychological female thriller and the urban male melodrama. A few of the films
under examination are the following: Crime at Kolonaki (Tzanis Aliferis, 1961),
Murder Backstage (Katsouridis, 1960), Death Will Return (Errikos Thalassinos,
1960), Nightmare (Errikos Andreou, 1961), (Asphalt Fever, Dinos Dimopoulos,
1967). The paper continues with the exploration of the two main scriptwriters
whose work helped establishing this genre, Yannis Maris and Nikos Foskolos,
tracing their differences in terms of characterization, narrative structure and
uses of space. Furthermore, a detailed analysis of the morphological, thematic
and narrative features of the proposed group of films helps to confirm that these
films belong to the tradition of the film noir. The crime thriller appears in Greece
in 1959, in the culmination of the reconstruction period and the process of
urbanization. It negotiates anxieties and fears about modernity, westernization
and gender relations, and celebrates the dominant discourses of the economic
postwar boom, wealth, consumerism and social mobility. In the same time, the
topics of repulsed memories of the past, latent political references, forgotten
identities and the motifs of loss, oblivion and alienation emerge at this surface
of prosperity and push the cynical, immoral and ruthless filmic heroes to crime.
This integration of the themes of modernity is one of the main reasons for the

consideration of the Greek film noir as an alien genre in Greek film history.

Yto mhaiowo ™G avantuéng Tou ¢atvopévouv mouv ovopalouvpe Néo
Kbpa tov eAAnvikod kivnpatoypddov amd To 2009 £wg ONHEPA, HTOPOVHE VX
evtomioovpe ta teAevtaio Tplor ¥poOVIA pLa LoOXUpN TAON TWV VEWV EAAVWY
okNnVoBeTWVY va umouvv o SLAAOYO KL V& ETAVAYPNOLHOTOW)COVY GUHBATELS
KVNHATOYPaPIKWV E0WV pHuoTNpiov Kot EYKANHATOG, OTWS TO PLAp voudp,
1 ykaykotepkn tawvia, to Bpilep kat n tawvia tpdpov. Tawvieg, dmwg Adtkog
Kéopog tov ®ihmmov Tattov (2011), Miss Violence tov AAé§avdpouv APpavd
(2013), Tetdptn 4.45 (2014) Tov ANEEN Alediov, To Mukpd Wapt (2014) tov ['dvvn
Owovopidn kat Noppnyia (2014) tou I'tdvvn BeoAepé, avadewkvioouvv to medio
™G Stakelpe vikng avadopag oto ei8og wg TNV o Suvaptky) Téon Tov eEAANVIKoD
deotiBatikol kivnpatoypddov Twv tedevtaiwy xpovwv. Ot Tpdodates auteg
Tawvieg emavédepay 0Tov oUYXPOVO KPLTkd Adyo T oulTNoT OXETIKE HE TNV
avalAtnon ¢ mopeiag AUTWV TWV «KATAPAUEVWVY» €186V, TOU GIAL VOudp,
Tov Opilep, ™G davraciag kat Tou TPOpHov, Tou BewpnOnkav OtL TOTE Sev
pilwoav oto eAnvikd €8adog, yia Adyoug mov adopovv T6c0 TNV OtkOVOpia
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NG TOPAYWYNG GG0 KAL YL KOLVWVIKOUG AOYoug TpdaAnyng, adopoiwong kat
uodoyng amd koo Kkat KPLTiky. Ao ta mpoavadepOévta €idn, To eEAANVLKO
dA\p voudp elvat to pdvo mov kaAliepynOnke ocvotnpatikd and tov IaAd
EMnviké Kuinpartoypago (ITEK) pe évav emapkn aptBpd taviwv, av kot oxt
T600 onpavtikd 6oo ta GAa SnpodtAr €idn. Avti n TGO TOV ACTUVOHIKOD
Opihep Ba ovveyioel va amaoyolel kat Toug oknvobéteg Tou Néou EAAnvukov
Kumpatoypddov (NEK), 6mwg toug Afpo @¢o, Tovia Mapketdkn, Bayyéin
Yepvtdpn, Ztavpo TowvAn, Niko Nwolaidn kat dAlouvg, avty ™ ¢opd
EUTAOUTIOHEVO Kot pe GAAa €ldn OMWG TO KATAOKOTIKO, TO TOMTIKO Kot
Ppuyoloyikd Opilep, xwpis TOTE, woTOOO, va kataypadel wg pia oTiBapn téom
Tou AN Vikoy kvnpatoypddou. To vdyeto avtd pevpa Ba emiPridoet kat TG
dekaetieg 1980 kat 1990 péoa amd ta véo-vovap twv Nikou [TavaywwtdmovAov,
Nikov TplavtaduAridn kat Nikov I'pappatikon, eve ot dekaetio Tov 2000,
1 Tapovoia TNG EAANVIKNAG AOTUVOHLKHG TAUVING 0TNV TNAEOPAOT) EOLKELOVEL
To koo pe Sadopetikeés ekdoxeg Twv aoTuvopwv T'dvvny Mméka kot
Koota Xapitov péoa and Staokevég Twv pubiotopnpdtwy téco tov ['dvvn
Mapr) 600 kat tov ITétpou Mépkapn otig oetpég Nuyteptvd AsAtio tov ITdvou
Kokkivomovdov (ETI 1998-1999) kat Apvva Zwvng tov @idutov Toitov (ETT,
2007-2008). XTa Y pOVLXL TNG KOLVWVIKOTIOALTLKTG KOL OLKOVOHLKNG KPLomG, Ta £(0n)
eykANpaTog kat puotnpiov emavepdavifovrat mtAéov pe peyalitepn oadprveLa.

Avutr) 1 meplBwptakn, Stakprtiky), al& Stapkng mapovoia pag kdvet
va avapwtnBolpe yla To TWG - Kot av TeEAkd - auTég ot tawvieg tov ITEK
Snpovpyovv éva eAANviko map&detypa kot ot elvat 1 emidpaon avtov Tov
Tapadelypatog oe peTAYEVETTEPES EAANVIKESG EkSOXEG TTOV EyyplhddovTal aTo
€160 TV el8WV EYKANHATOG kAL LUGTNPIOV. AVTIKEILEVO TNG TAPOVOAG HEAETNG
elvat 1 e&étaon twv oupPdoswv Tou €idoug Tou PAp voudp oto eAANVIKO
kunpatoypadpikd mAaioto tov ITEK and ta téAn ¢ dekaetiag Tou 1950 Kot
kupiwg o dekaetia TOv 1960, oL 8LaTEPOTNTESG Kkat ot Stadopomoioelg Tov
eAMN VKoV Ttapadelypatog o€ ox€omn HE TO AUEPIKAVIKO VOUAP TNG KAAOIKNG
TEPLOSOV PETQ aTd TN HEAETN) HOPPOAOYIKWYV, APNYNHATIKWV Kot OepaTicwy
xapaktplotikwv. 'Eva emmAéov epdnpa mov mpokUTTEL péoQ Ao TNV
totoptoypadia kat TNV €peuva TG TPOTANYPNG AUTWV TwV TAVIWY glvat To
kot TOoo pEoa amd autég TIG Sadikaoleg «amokTnong BayEvelng» TOv
eldovg, ouykpoteltatl pla ouvekTiky opdda mov propel va BewpnBdel eAAnviko
dAp voudp. Ltoyog authg g e&étaong Sev elvat t6oo 1 avotnpr Tayiwon

€VOG OWHATOG TOALVIWV HE TUTOTOUHEVA KOLVE XOPAKTNPLOTIKE, GAA& 1)
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avadeldn g duvapkng Twv eWdomomTikwv dadikaotwv mov gpdpavifovtat
otV eAAnvkr) kvnpatoypadia ot dekaetia Tov 1960, To dikTuo EMSpAoEWY
OV TaPOoVoLA{ovV aUTEG oL TatvieG pe AANOUG EPATTOUEVOUS KUKAOUG KOt
KUPlwG 0 CUOYETIOROG QUTWY TWV TOUUVIWY TOU OVKOUV 0To TAaiolo Tov
kAaotkol apnynpatuco kuvnpatoypadou pe tapadeiypata tawvidv tov NEK
mov epdavifovrat emiong ota TEAN TG SeEKAETING TOV 1960 KAL AVATTVGTOVTOL
mapdAAnAa pe ta tapadetypata tov [IEK. H mepiodog mov Ba pag amaoyolfoet
oe autd TO GpBpo oplobeteitar amd to 1959, dnAadn v mwpwty epddvion
eAAnvikoy dpip voudp (EykAnua ato Kodwvdkt), kopupwvetal oTig apyEg Tov
1960 kat ovveyifetat éwg ta TéAn G SekaeTiog. Amd T0 1969 TepiTOU KL ETTELTQ,
adeviégn epPAVIoN VEWY EPTTOPIKWV EL8WDV, OTTWG 1) YKAYKOTEPLIKT TTEPLTETELX
KOL Y] TOUVIO KOLVWVIKNG KOTAYYEALDG, Kot APETEPOU 1) ATOHAKPUVOT ATTO TX
popporoyud kat apnynpaticd otoryeia Tov pip vovap tov IEK pe tatvieg
omwe yla map&detypa o Iavikés (Et. TowdAng, 1969) 1 n Anoteia otnv ABrjva (B.
YepvTdpng, 1969) onpatodoToVV To TEAOG AUTNG TNG TEPLOGOV TOU «KAACTIKOU»
G voudp kat TNV epdAvIon VEWY ELOAOYIKWV HETAOYNHATIOHDY, OE OTEVO
ovoXeTlopd pe v avaduon tov NEK kat pe tig moAtticokotvwvikég e€eligelg

otV mepiodo ¢ Siktatoplag.

Awadikaoieg amoktnong eAAnvikng Bayévelag evog «§évou
eidovg»: kpLTikn kot TPOoAnPn

Av kat mOAEG peléteg amd Tta TEAN NG SekaeTiag TOu 1990 £wg
onpepa €xouvv aoyoAnBel epmeplotatwpéva pe ta mo SnpodiAr eAAnviké
kuwnpatoypadpikd €dn onwg to povlikal (Lydia Papadimitriou 2006), tv
opewvn) meputétela (Xprotog Aeppet{dmovAog 2002) 1 TOV KUKAO TAUVIWY
kolvwVikhG katayyehiog (ABnva Kaptddov 2005), n uvmoBeon g eAAnvikng
QOTUVOHIKNG TaLViaG TapapéVveL avedyviaotn 1), oTnV KaAUTtepn mepimtwon,
yivetat avtikelpévou evog kupiwg ovepthitkot Adyov. Ipv mepdooupe ot
Aemtopepn avdAvon Twv adnynpATIK@®Y, HOPPOAOYIKWV Kot OepaTik@y
XOPOAKTNPLOTIKWY  TOUVIWYV, ETONHALVOUHE OTL 0 Opog «PA\p  vouvap»
VOHIHLOTTOLE(TAL APKETG apYd otV eAAnvikn BAoypadia kat otoploypadia:
ONUAVTIKY GTLYRN OTY) GUYKPOTNOT] EVOG OWRATOS SEKATPLOV EAANVIKWY GLAp
vouap vmrpée o kUkAog TpoPoAwv Tov opyavwOnKe TO 2007, GTO TAAICLO TOV
480v DeoTBEA Oeooadovikng pe titho Xe gkotetvols Spdpovs. To adépwpa
ovpmeptAappave 13 Tatvieg awd To 1958 £wg TO 2002, TOV TPOEPYOVTAV TOCO

amo to kAaowko apnynpatuco tapadetypa tov ITEK, ) yevid touv NEK, 600 kat
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amd TUViEG TwV SEKAETLHV I990 KOt 2000, AVAJEIKVUOVTAG HLE AUTOV TOV TPOTTO
pa yeveadoyla mou Statpéyet StadopeTikés meptddous kot motkiAeg OTTKEG.
Ot 8ekatpeig Tarvieg eivat ot tapakdtw: O dvBpwmos Tov Tpévov (1958), EykAnua
ota mapackivia, (1960), Epiadtng (1961), Ot adioraxtol, (1961) Ntdua Enabi, (1966),
Zeotds Mivag Avyovotog (1966), Ilavikés (1969), Anoteioa otnv ABijva, (1969),
Emikivévvo mawyviét (1982), H mapeériynon, (1983), Yrdyeta Stadpopn, (1983), KAetotr
Ztpogr) (1991) ka X1 okid Tov Lemmy Caution (2002). Ta keipeva tov kataddyou
vroypappiovv v vmtap&n evog TPoPANHATIOHOV OXETIKE PE TN VORLLOTIOM O
™G ovopaoiag evog eAAnvikoy mapadelypatog GtAp voudp kot to {HTnpa
™G EMNVIKAG TOV TAVTOTNTAG, KADWS [ ATtd TIG LOYVPOTEPEG AVTIOPATELG
amd TG KPLTIKEG TNG €MOYNS, Wlaitepa 0Tl dekaetieg 1950 Kat 1960, jTav TO
YeEYOVOG OTL ot Tauvieg autég BewpnOnkav pn-eAANVIKEG kot eTLPAVELAKES
QO OELG OHEPKAVIKWY KAl YOAMKWOV TPOTUTWY Xwpls kapio ovvdeon
pe ™V eAM VK TtpaypatikotnTa. O TITAOG TOU ELCAYWYIKOU KELWEVOU GTOV
kaTdAoyo mou cuvodevet To adtEpwpa ypappévo amd tn Aéomorva Mou{dakn
<Eva &vo eidog mov éytve eAAnvkd» (Mouldkn 2007, 7-8), aAld kat o titAog
touv AAéEn Aeppet(dyAou «Eivat Sikég pag, motéypte T0» (Agppet{dylov 2007,
9-12) avadekvOOVV TNV oY UPN avTioTaon evog TaAldTEPOL KPLTIKOU Adyou va
deytel TV avbevtikdTNTA £VOG EAANVIKOU VOUGP, O OTTOIOG TTPOTEKPOVE TRV W
oe (nipata kaBapdtrag Twv eldwv, BewpwvTag OTL oL TALVIEG AUTEG PETTOVY
TPOG TO pHEAOSpapa, TO KOLVwVIKO dpapa, To Puyoroywo Bpilep 1) tnv Tawvia
veavikng tapaPatucotntal. To adépwpa, wotdoo, déxetal v mpdkAnon g
eldoloykng vPpdwdTNTOG Kt ETLTUYYEVEL e auTh) TNV €AoYy va SnAdoet
pe capnvelx v avadeldn oyt HOVo EVOG ONHAVTIKOV TWHATOS EAANVIKWV
dAp voudp GAAa kat TV edpaiwan Tou 6pov yla To eEAANVIKS Tapddetypa.
AVo xpoVia HETA, TO 2009, TO VTOKUUQVTEP EZéves oe v ywpa TOu
Anpntpn Iavaywwtdtov tou omolov to Oepa elvatr 1 mopela Twv €W8wWV
puatnpiov kat pavtaciog otnv EANGda emtonpaivet To 6TL 1 kivnpatoypadukr
KPLTIKY] 0TEONKE ETUKPLTIKG KOt ETSOKIUAOTIKG amévavTt oe auTtd Tta €idn.
O adnynmg oto Tpétkep TG Taviag avadeépet: «EEveg oe pa EEvn ywpa:
Tvplotnkav kévtpa oe 6Aa. Tnv eAnvikdtra, ™ ocoPapodpdvea, v
KPLTIKY], TNV Ttapaywyn, ) Stavopr], v tAedpaon. Zoppayog Toug frav
povo to kowvo kot Ta EEva PpeoTIPAA oV OAeG elyav TNV kKaAUTEPT) VTOSOX ).
Méoa amd ovvevteV€elg Petepdvwy kot VEwv oknvobetwv toviletat )
yevealoyila twv eldwv tov Bpilep, TG pavtaciog, Tov TPOpOU Kot Tov GLAp

voudp mov deiyvel va vmepPaivel Tov Staywplopd avapeoa oe ITEK kat
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NEK, evwy avadewvietat pa téon emavagloddynong maldtepwy Taviwy,
ALyOTEPO YVWOTWY TALVIWY, TTOV ATOKTOVV €va cult oTdtoug ota TAaiowx pag
owvepthikng omtikng. TéNog, o€ O,TL adopd ETLOTNHOVIKEG TPOTEYYIOELS TNG
totopiag Tou kivnpatoypadov?, o Bpaoidag Kapaing xpnotpomotel ouyvd tov
6po GLAp voudp yla va tepLtypdpet auTég TIG Tavieg TIG omoleg Ba avalVooupte:
ouyKeKPLHEVE, avadpépet opadomompéves tig tawvieg EykAnpa ota [apackivia,
‘EykAnpa oto Kodwvdkti, E¢iddtng, O Aodopdvos Ayamovoe modd kaw GAAeg mou
Ba e€etdoouple 0N OLVVEYELR, BEWPWVTAG TEG ONUAVTIKEG ATTOTELPES TTPOG TO
P\ vouap, emtonpaivovtag 0Tt ot EAAnveg oknvobéTeg emnpealovtat Kupiwg
and 1o yaAlwod mapddetypa kot Bewpwvtag ott propel va dakpivel kaveig
pa up€pmovoa TOALTIKY KPLTIKY, 1) oTola Ba jtav advvatov va ekdppaoTel pe
apeoo tpomo (Karalis 2012, 93-95).

AVo epwthpata mov tiBevtat elvatl To ToTE EEKLvael auth 1) TAoN Kot
KQT EMEKTAOT TIWG VOULHOTOLEITAL 1] XPNHON TOU Opou (A voudp ylx 1
OUYKEKPLHEVT XpOoVikn) TTeplodo, kupiwg dnAadn yia tn dekaeTia 1959-1969. Xt
Bewpla Twv kivnpatoypadpkwy eWdwv, o Opog elvat tavtdypova e§atpeTikd
€VANTTOG (KaBWwG akdpa kot 0/1 Atyotepo evipepwpévog/n otvedih avayvwpilet
€va voudp Ae§AdyLo mov adopd T popdr) Kot Tr BERATIKT TWV TALVIWY), 00O Kot
TPOPANHATIKOG GTNV 0pLoBETNOT) TOV, TP&YpA TO 0TTolo odeileTat kKupiwg oTNV
€K TWV VOTEPWYV KATAOKEVATHEVT HUON TOL: TTapd TO yeyovog ottt epdaviletat
yia TpwTN Popa TO 1946 Kot ESPALWVETAL WG OPOG HETA ATTO TN HEAETN TWV
Raymond Borde & Etienne Chaumeton 7o 1955, otV ovoia 1) Oeopobétnon tov
otV kvnpatoypadk ayylooagwvikn Bewplo kat kpitikr) cvoTnpatomToLleitat
povo ota téAn g dekaetiag Tov 1960 (Frank Krutnik 2010, 15-29 kat James
Naremore 2008, 28-39). [IpoPAnpata oXeTk& pe TNV mePLOdOAGYNOY) TOV, TG
EMUSPAOELG TOV KAL TLG UTTOKATNYOPLES TOV, TIG ELSOTOTIKEG TOV TAPAUETPOUG,
OXETWKA HE TO CWHO TALVIWY TTOU CUYKPOTOUV TO KAXOWKO A voudp 1
akoOpa Kot To av To GtAp voudp propel va BewpnBel wg €idog, kivnpa, kKOkAog,
OTIA 1) PALVOUEVO €XOUV ATOAOYOANOEL EKTEVWS TOUG/TIS BewpnTikovs Tou
kLvnpatoypadov kat €xovv kataAnéet oe pa mAovowx PiBAoypadia. ITapd
Ta omota TpoPAfpata Opws Touv Opov, 1) culHTNoT) OYETWKE HE TO LA VOudp
pmopet, Bewpw, va ypnotpomomBel pe yovipo tpdmo otnv AN ViKY mepimTwon
TPOKELHEVOL Vo avadetyBovv {nmpata mov adopolv TNV Tapaywyn KaL TV
TPOCANY), TG eMSPAOELS KAt T1) SLAKELPEVIKOTNTA, TN popdr) kat Tr) tdeohoyia
TWV EAMVIKWV AOTUVORIKWOV TALVIWY e 00oTEVS aAAG kat va katappidOovv

napadedopévol pubot oxeTwd pe ToV TaALd eEAANVIKO KLympaToypddo.
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Yto mapdv &pBpo ekAapPdvw ws mpwto mapadetypa PAp vouvdp
omv EAAGSa v tawvia EykAnpa oto Kodwvdkt (1959) Adoyw ™G oxéong tov
pe TOo AoyoTeXVikO €(80G TOU AOTUVOHLKOU pHUBLoTOPNpaTOG. Oplopeveg
malidtepes Tawvieg, Onwg To ITovtikdkt (1954), Apdkos (1955), TCo o Tpopepds
(1955) ouvoptAovV, akopa Kot péow NG mapwdiag, TeplocodTepo e To 180G
™G yKakyoTepkNG Tatviag Tapd pe to GtAp vovdp. O dvBpwmog tov Tpaivov
(1958), tawvia mov BewpnBnke wg evapktpla tarvio Tov £idoug oto dpeaTPAA
BeooaoviknG, amotelel HAANOV IO APLOTOTEX VIKY) TEPITTWON PuXOAOYLKOV
OpiAep pe emdpaoelg amd TO XITOKOKIKO TaApAdeLtypa, Tapd va GLAL voudap
ka@wg Aeimet evredws kamota vToBeon eykAnpatog 1 Stepevvnon’. AvtiBétwg,
to EykAnua ato Kodwvdkt amotelel v mpytn Kivnpatoypadikn petadpopd
QAOTUVOpIKOV pubiotopnpatog tou ['édvvn Mapn. To opdtitdo pubotépnpa,
e&dANov, amotelel To TPWTO AOTUVOHLKO HVBLoTOppa TO omolo o T'tévvng
Totppwkog/Mapng vroypddet pe autd To eAANVKO Pevdwvupo, kabwes péxpt
TOTE VTEYpade TIG HUBLOTOPNHATIKEG TOV TEPLTETELEG, OL OToleG ekdiSovTav
oe ouveéyeleg oe Stadopes edpnpepideg kat ot omoieg Stadpapartifovrav extdg
EMG&Sog, wg «o T'dAdog ovyypadéag Zav Mapl» (AmootoAidng 2012, 28),
dnAwvovrtag €tat pa atpodr) Tpog T Snpovpyia TG EAANVIKNG TAVTOTNTAG
Tov aotuvopkol €idoug. To EykAnua oto Kodwvdkt Snpootedetat yo mpawtn
$opd 10 1953 o€ oLVEYELEG 0TO TEPLOSIKO Otkoyévera. Ta emdpeva xpdvia, Opws,
Ba kukhopopnoet amod Tig exdooetg IlexAPavidn, Ba yvwpioet peydAn emtuyio
kat 1 dnpooievor) Tov Ba emavaindBel and v epnpepida Amoyevpativi T01958.
H peydAn emtuyia, mov ouveyiletal kat pe Ta peTayevéoTEP PUbLoTOPHHAT
Tou ovyypadéa, Ba emPefaiwoet T yEvvnon autov mov o 8tog o Mapng
B ovopdoet «ABnvaikd aotuvvopkd publoTopnpa», (AmooToAidng 2012,
150) Sivovtag €pdaocn oTn AETTOHEPT] KOLVWVIKY Tapathpnon, v Tadwn
SaotpwpdTwon kat TV meptypadr ™ avBpwroyewypadiag g AdHvag, pe
™ 8pdon va Eekivdet oto Kodwvakt kat va avantiooetat GpuyokevTpa Tpog
OAEG TIG oUVOLKIEG KoL TNV TEPLPEPELRL TNG TTOANG.

Eva amd Ta onpavTkoTEPR  E80TOMNTIKA  XOPAKTNPLOTIKA TOU
apeptkavikod GtAp voudp elvat 1 oxéon tov pe to hardboiled aotuvopikod
pubotopnpa, kabwg peydhog aptBpos aotuvopkwv Bpithep g Sekaetiag Tov
1940 otnpl{ovTay o€ AUTOV TOV TUTTOV TO «OKANPO» ACTUVOHIKO publoTtépnpa,
pe Npwa Tov WWTIKE vTeVTEKTIR mov kabiépwoav ot Dashiell Hammett,
Raymond Chandler, James Cain xat &A\ot (Chandler 1986 [1950], 114-120,
Krutnik 2010, 33-44, Naremore 2008, 9-11). AkohovBwvtag avty ) Pactky|
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TAPAPETPO, SLATLOTWVOVE OTL yia Ta eAAN VKA deSopéva, 1) yévynom Tou Gprap
voudp oyetiletar andlvta pe v edpaiwon tov Aoyoteyvikov eidoug tovu
«ABNValkoy AoTUVOpIKOV pubLloToppatos» and Tov Mapn.

Oewpvtag Aottdv 6Tt o Gthp vovdp otnv EANGSa eppaviletar To 1959,
elvat oadég otL phdpe yo po Stapecodafnpévn kat Stevpupévn emidpaon
1 omola cupTEPAApPAVEL OYL HOVO TO KAXOIKO APEPIKAVIKO GIAR VOUap TNG
dekaetiag Tov 1940, aAAd kot ta yoadAuwd Tapadelypata 1660 TOU KAAGLKOU
polar g dekaetiag Tov 1940 Kkat 1950, OTwG TG Tatvieg Twv Marcel Carné,
Henry Georges Clouzot kat Jacques Becker 000 kat Twv oknvoBetwv tng véag
yevias, 6mws ot Louis Malle kat Jean Pierre Melville mov cupadifovv pe )
Nouvelle Vague kat Tavtdypova Tapamépmovy oTo apepkdviko mapddetypa.
[Swaitepa otn dekaetior Tov 1960, To emimedo ™G owveptdiag otnv EANGSa
péoa amd kuvnpatoypadpikd diktva elvat apkeTd wpLo wote va vrobéooupe
HLo TETOLOU TUTTOU SLOKEHEVIKOTNTA, KATL TTOU YIVETAL TOAV TTLO €VTOVO 600
npoywpape ota wapadetypata voudp tov NEK. Tavtoypova, to enimedo g
eAAN VNG kivnpatoypadikng Propnyaviag amd to 1958 kat PeTd TEPVAEEL O
evTovéTEPOUG PUBOVG TUTTOTOINONG KAt 0 adENom TG ETNOLAG TAPAYWYNS,
yeyovog mou odnyel oe pa o ovvelldnty, and v TAEUp& TwV HEYAAWY
ETALPLOV TAPAYWYNG, EKHETAAAEVON TwV TPOTWV avddeldng véwv eldwv
kat KOkAwv: €tot, evew ot dekaetia Tou 1950, Ta Opla avdpeoa ota €idn
NTAV OXETKA PEVOTA, 0Tn dekaetia Tov 1960 mMALov epdavifovtal vewTtepa
kat 6o kat o e&etdikevpéva €idn, Omws To POV KA, ot Tatvieg epnPikng
mapafatwdtnrag, To avdpkd pedddpapa, To Sikaotikd Spapa kat dAAa. Etot,
petd v emttuyio ™g Towviag EykAnpa oto Kodwvdki, B akolovbnoet pa
e€aupeTikd oUVEKTIKY) OEPE TALVLWY, oL 0TToleg StaBéTovv, 6w Ba Sove, GAa
TA YOXPAKTNPLOTIKE YL V& OVORAOTOVV «kaBapdatpar Pptip voudp. To mpiyto
kpLtpLo Tov Ba ypnopomomooupe lvat Bepatikd: avadepopaocte Snladn oe
QOTUVOIKEG TAULVIEG PLE TAOTTEVS IOV apopoVY Eva €ykAnpa kat T Stepevivnon
TOV 0c oVYXpOVvOo aoTkd TAaiolo?. X cuvéxela, Ba TPOXwWPNOOUpE oTNY
e€€Taon Twv adpnyNHATIKGOY KAt HOPPOAOYIKWY TOUG YapakTnplotikwy. Ot
Tavieg mov TAnpovV To kpLthpLo petad 1960 kat 1967 etvar ot edng déka: EykAnpa
o710 Kodwvdkt, 1959, O Sodogpdvos ayamovoe modv, 1960, EykAnpa ota mapackivia,
1960, E¢uadtng, 1961, EykAnpa oty Opdvora, 1962, Aiyo mpv Enpepoet, 1963,
Apdipolieg, 1964, Kpavyn, 1964, Mia yvvaika katnyopeital, 1966 kan ITvpetés otnv
aopalro, 1967.
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Me i ypyopn patid otov katdhoyo propolpe va Pydhovpe ta €§hg
ovpmepdopata. Katapyds, ot tawvieg autég Sev kalepynOnkav ovotnpatiké
amod évav povo oknvobetn. H Aiota mepthapfavel ekppaoteg pag maAatdtepns
YEVIAG KMUATOYPaPLoTWY (Twv omoiwv 1) TpwTn Ttatvia xpovoloyeitat amod
TN Sekaetia TOV 1940 1 TG apX£G Tou 1950), 6mws ot Twv Ntaiddag, ['pnydpng
I'pnyopiov, Ntivog AnpomovAou, Kwota Avdpitoog, aAdd kat vedtepoug,
onws o mpwroepdavi{opevos Eppikog Avdpéov, o Ntivog Katoovpidng (otnyv
TpWTN Tov oknvoPetwer) amdmepa), o I'dvvng Aalavidng kat o Eppikog
Balacowvdg. Téooepig Tatvieg elvat PaolopEVES o€ AOTUVORIKG publoToprpata
tov ['dvvn Mapr), pe anotéeopa va emtPePatdvetat £va LOYVUPO KPLTHPLO YL
Vv oploBétnon tov khaowkov vouvap, dnhadn éva oevdplo mov Paoiletal oe
aotuvopkd pubotopnpa. Ot vtohoweg Paoilovtal oe TpwTdTUTTA TEVAPLAL
Akdpa emonpaivouvpe v mapovoia touv Nikov Dwokolov ot Tpelg Tavieg
(O dodogdvog ayamovae modd, Kpavyn, ITvpetds atnv dopalto) wg onpavtkovy
ogevaploypadov ya ) pete&€MEn autov To €ldoug. XTIg AAAEG TPELG TaLVIE,
To oevlplo €xet ypadtel amd Toug (dloug Ttoug oknvobétes, tov Eppiko
Avdpéov (E¢iaAtng), Odvooéa Kwoteléto (Alyo mptv Enpepdioet) kat tov Xproto
AaBovpdmovdo (EykAnua otnv Opovora). Xt touvies EykAnpa oto KoAwvd,
‘EykAnpa ota Moapaoknvia kot EGédAtng éxovpe v mapovoia touv Aptoteidn
Kapudn ®ovkg otn Stevbuvon pwrtoypadiag, eved otnv teAevtaio Ypovoroykd
tawvia TTupetdg oty dopadto emonpaivovpe ™ ovvepyaoia tou [wpyou
ApBavitn, tov omoio Ba Eavaovvavtioovpe otig voudp tawvieg touv NEK. Xe
Oheg TI§ Tavieg, Exoupe Selyparta eAANvkAG jazz oe avtiBeon pe &GAAa €idn mov
1 mapovoia TG eAadpoAaikng 1 Aaikng eEAAN VG povotkng elvan kataAvtiky). H
povoky) vtoypdpetat oe Tpelg neputwoets (EykAnpa ota mapaokivia, E¢ditns,
Ivpetés otnv dopadto ) and tov Mipn ITheooa, oe Svo (O Sododdvog ayamoioe
7oAd, Kpavyn) ard tov N'wpyo Katoapd kat oe 8o (EykAnua oto Kodwvdkt, Alyo
mpwv énpepoet) and tov Kwota Kamvion. Télog, mapatnpovpe ott To €idog dev
OUVEETAL PE PLOL CUYKEKPLHEVT) ETALPIO TTAPAYWYNS VW KOAAALEPYELTAL KUPIWG
amd pkpeg etatpleg: n Pivog voypadet povo v tawvia Touv Anpdmoviov, v
amd peydheg etaupieg epdavifovrat povo o Aapaoknvos MuyanAidng (EykAnua
ota mapackivia ) kot ot adepdpol Povoodmovror-Aalapidng-Zappns-Wapds and
pia povo popd (Apgrfolics), odnywvtag oto oupTépacpa dTL EYOUE VX KAVOULE
pe mpaypatikd eAANVIKEG ekdoxEG Twv b-movies oe O,Tt adopd Toug 6poug
mapaywyns. H mowhia oe Stadopetikods oknvobéteg mov aoyolovvtat pe To

€100G KOl 0€ ETALPIEG TAPAYWYNG ETUTPETEL VA OVORUROOUHE QUTY TNV OpH&da

175



Poupou

«€l80¢» Kat Oyt kUKAO, adov 0 KUKAOG TaUVIWY apopd cuVBwG TaLvies pe Kovd
XAPAKTNPLOTIKE TTOU TTPOEPYOVTAL ATTO HLA HOVO ETALPLO TAPAYWYNG 1] ATTO Lo
opada koLVWV oUVTEAETTWVS.

Ektég amd ta «<kaBapdatpar voudp, utdpyovy eTTAEOV TaLVIES OL OTTOlES
EPATTOVTAL PLE TNV APYLKT) KATNYOPLOt KAL EXOUV KATA KOUPOVG X XPUKTNPLOTEL
vouap. Qotd00, Bewpw 4Tt StadopomoloVVTAL O€ KATOLX YAUPAKTIPLOTIKG TTOV
kaOLotovv TV évtadn Toug otn Paotkn opdda tpoPAnpatikn. H e§étaon toug,
OpwG, elvat xprotpn yua Ti§ Stadopomotoetg kat TiG StadopeTKEG TROELG TOV
eldovg. H aotuvopkn tawvia Bpetavikig oxoAng O Odvatos Oa Eavdpbet (1961),
ta PpuyoAoywd Opidep O dvBpwmog Tov Tpévov (1958) ko Xwplis Tavtétnra (1963)
kat To «Avipikd aotwd perodpdpatar/«voudp perodpapatar To kdbappe
(1963) kat Ot adioraktor (1965) evw potp&lovtal, wg enl To MAelOTOV, HE TX
«koBapdatpa» voudp kotvd popdpoAoykd kat adnynpatikd ototyeia, wotdco
Stapopomotovvtar otig Bepatikég toug, kabwg eite Aeimel n Oegpatikn tov
$ovov 1 g depevivnong, eite amopakpvvovtal and ta Packd potifa mTov
kaopifouv to «hardboiled» puBioTopnpatog, to omolo amoteAel v KvpL
T Y1) 1600 ToU EVOU 600 Kat TOV EAANVIKOD VOudp.

O Bdvatog Ba EavdpBet, Tov Eppikov Oalaooivoy, to onoio Baociletal oe
kwnpatoypadiky petapopd tov Beatpikol €pyov touv Nikov dwokoAlou kat
mhovola mapaywyn ™G Finos Films aviket cadpwg oto €i8og g kAaokng
aoTUVOpIKNG Taviag mov PacileTatotnv BpeTaviky Tapddoon TOU RGTUVORLKOU
puBotopnpatog tumov Agatha Christie®. H tawvia Swadpapatifetatr oe
€va amOopOVWHEVO peyaloaoTikd mAaioo, o pa Bidda otnv Kimpo dmov
Swampattetal o Gpovog evog tagiapyov. H apnynon akolovbel tnv avotnpn
APYLTEKTOVIKY) TOV PPeTavicoy pHuBloTOPNHATOS, HE APKETOVG UTTOTTOUG e
avtiototya kivitpa kat GAAoBL, Vo avtaywvioTikols HeTagl Toug VTETEKTLR
™G Ppetavikng aotuvopiag, ot omoiot Stadopomolovvtat atn pebodoroyla g
épevvag, kat evdpavtactoug Tpomoug dolodoviag dmws éva Ppapotovdeko,
TOAVTTAOKOUG AUTOOYESLOUG PNXAVIOHOUGS KAt POVIKA HOUOIKE Opyava. AuTd
T Y OXPAKTNPLOTIKA ATTOROKPVUVOLY TNV TaLVIX artd TG OeHaTikéG TOv noir, oto
omolo Baotkd oToLyelo elvat 1) TLO PEAALTTIKN KOLVWVLKTY) KATAYPadY) O€ AOTLKO
TAa{o10, 1) TPOTWTLKY) EUTAOKT) TOV EPEVVNTH 0TNV VTTOBEON £V TO KUplaPXO
ouvaioBnpa dev elvat 1 meptépyela yla To TWG €ytve To £ykAnpa, aAA& Tto
OQOTIEVG YL TNV TUXT) TOU KEVTPLKOV 1|PwaL.

To otolyelo TOV CAOTEVS KAL TNG TAVUTIONG HE TOV KEVTPLKO Npwar elvart
£€vtovo otaPpuyoroywd Opidep. O dvBpwmos Tov Tpévou, amtd TG ONHAVTIKOTEPES
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tawvieg Tov Anpoémovlov, TdAL o oevéplo Mapr) €xet eppnvevtel wg aAAnyopia
yta tov petepduitakd ovpPipacpd kat T cuAloyikr) AN TG peTATOAERIKNG
eAMnvwkng kowvwviag (Karalis 2012, 84, BeCupdmovlog 2007, 42, Aeppet{dylov
2007, 10). 'Exet katnyoptomomBel ws GpAp vovdp Adyw Tng mapévletng
vnoBeong oe flashback mov Stadpapartifetar katd tn Sidpketa ™G katoxng
kot kKuplwg Adyw NG aoONTKAG AUTOV TOV THAHATOG THG TALVIAG: VUYTEPLVY|
dpaon, katadwielg kot mTapakolouvBNoelg aTOUG OKOTELVOUG SpopoUVS NG
ABNvag, vmodpwTiopéva TAG VA pe EVTOVO KOVTPAOT Kat Xprion Hog Kuplapyng
TNYNS PWTIOHOV TOV TAPATEUTOVY GTNV ElLKOVOYpadia Tov noir. Qotdo0, oTNV
vmoAoln tawvia dev £Youpe KAVEVH OO TO TOPATTAVW OTOLXEIR, EKTOG ATTO
TO €VTOVO OTOLYE(O TOV 0aoTEVG, TO omolo yTiletat péoa amd T oknvobeaia
TwV PAeppATWY, OTWG 0T OKNVY TOU TpEVou 1) oTo Béatpo g Emdavpou
kat wov otnpiletatl meplocdtepo otV emtidpaon Tov Xitokokikov Bpidep mapd
otV aenTkn Tou voudp. Evw vtdpyetl puothplo kat aywvia, n awovoio evég
$OVov, £VOG EYKANUATOS 1) HLAG AOTUVOHIKNG ava{TNoNG KATNyopLlomoLel TV
tawvio ato Bpilep kat oxt oTo GrAp voudp. To idlo toyvet kat yo Tnv Tawvia
Xwpis Tavtétnta, pe €vtovo caomévs kat Bépa pa mAaotonpoowTia, dmov
Opws dev €xoupe puoTnplo, ykAnpa 1 Stepevvnon.

H emépevn katnyopia emPefatwyvel pa pomr Tou voudp mPog TO
peAOSpapia, KAOWG 0TS CUYKEKPLHEVES TALVIEG KUPLAPYOUY HEAOSPAPATIKES
Ospatikeg mouv Sie§dyovtar oto mAAIOLO TOU UTOKOOHOU, CUYKPOUOELS
XapakTipwVv nlucov TepleopE VoL, avalnTNOELS e ETIKEVTPO TO OLKOYEVELAKO
TapeABoV kat pa €vtovn mpoPAnpatiky yopw amd v avdpikh TautéTnTA,
EVW OTIAOTIKA TTAPATEUTTOVY 0TV Elkovoypadia Tou vouap. Emttuynpéva, n
Kaptéhov (2005,228) ovopalet tnv vtokatnyopio «Av8pucd aotikd pehddpapia»
evw Ba pmopovoape emiong va TNV OVOHATOUpE «voudp peAddpapar. Tnv
vroypadn oe auth) TNV vrokatnyopia P&lel wg oevaploypadog kat TaAL o
Nikog ®wokolog. ITapatnpovpe otovg Adioraktovs tn povotkr) enévuon Tov
I'dvvn MapkdmovAou: oe avtiBeon pe Ao ta mponyovpeva mapadeiypata
OTOV UTTEPLaYVOLY OL jazz TOVOL, 8w 1) 6TPOoPN) TPOG AalkoUg TOVOUS cupPaivet
TapdAAnAa pe ™ otpodr) and To noir Tpog To HeAGSpapLa. LT CUYKEKPLHEVT
katnyopia, Ba propovoape va mpooBéoovpe kat TIG vtOAoueg TaLvieg Tov
avnkouv oTtov KUKAO Twv avdpikwv pelodpapdtwv touv Kwota Avdpitoov
(Kpdytng, Ot oTLypatiopévor), av KaL 0€ QUTEG TIG TEPLTTWOELG 1) POTIT) TTPOG TO
peAodpapa eivat oAl o évtovn, o avtiBeon pe Ta dVo Tpwrta mapadeiypata,

OTOV ETMUTUYYAVETAL L0t OWOTY) Looppomia avapeca ot dVo katevBUvoels.
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Supmepaivovpe OTL av 0TV opdda Twv voudp €x0oupe cevapla Tdao Tov Mapn
600 Kat Tov Dwokolov, o auTég TIg dVo vokatnyopies PAémouvpe cadwg Tt
1N Ypadn Tov Mapr) teivet mpog to Ypuyoroykd Bpidep eve Tov PwokoAov Tpog
To peAddpapia.

Xoapaktipeg, popdr kat aprynon ota «kabopoatpo» voudp

O mo XopakTNPLoTKOS NPWaS Tou kAaowol noir eivat o Stwtkdg
epeVVNTAG, emayyeApatiog 11 0L, o omoiog Sie§dyel pla €pevva eite oe
ouvepyaoia €lTe O AVTAYWVIOHO HE TNV aoTuvopia kot KATAANyeL va
epTAQKEl TPOOTWTIKE 0TNV €pevva (o€ avtiBeon pe TO KAAOWKO AOTUVOLKO
Bpetavikig oxoAng, 6mov 0 epevvnTNG elvat évag e§WTEPIKOS TAPATNPNTNG
KOt AVVELTO alVLypa Xwpi§ v EPTAEKETOUL CUVALOONUATIKA). TNV TEPITTWON)
TWV TEPLOCOTEPWY EAANVIKWY voudp kat 8lwg oe autd Tov otnpilovTat o€
oevapta Mapr), o KeVIPKOG Npwag elval €vag HEHOVWHEVOG EPEVVNTIG,
ovvnBws dnpootoypddog 1 Stknydpog (Aupifolics, EykAnpa ota mapackijvia,
Epuddtng) 1 k&motog ovyyevig tou Bdpatog mov mpoomabel va amodeiget
™mv abwdmra ka&mowov vrdmtov (O Sodopdvos ayamovos modd, EykAnua
oto Kolwvdki, Mia yvvaika katnyopeitar, Xwplis tavtétnra). Av kot ta
pubtotopnpata tov Mapy| elvat TauTlopéva pe T popdr Tou AoTUVOROU
I'évvn Mréka, wotdoo otig Tatvieg o Mmékag Sev elvat moTé o kevTptkdg
Xapaktnpag mov mpowbel TN Spdom, aAAd autog mou Sivet TN Avom,
epdavifetat oe Ayeg oknVvEG Kat apnveL TOV TPWTAYWVLIOTIKO POAO GTOV
epevvnty (ev mpepté (ouvnBwg AAEEN AAelavipdkn, Avdpéa MmdpkouvAn
N Niko NwkoAwvdko). Téoo ota pubiotopnpatd Tov 000 KAl OTA TEVAPLA, O
Maoaprig Staokopmilet Tnv épevva oe Tpetg dtapopeTikovs yapakthpes. 'Etat,
éxovpe tov I'dvvn Mméka, mov Bupilel ovpdwva pe T Teptypadés tov
ouyypadEa, «OUHWHEVO YOVTPO YATO» 1] «<VUGTAYHEVO GUVOLKLOKO HTTAKAAT)»,
HLX KOPLKATOUPA EVOG EVPUEGTATOU POUHEALWTI) CUVTNPNTIKOV HIKPOATTOU,
eTLPUAAKTIKOY ATEVAVTL 0TOV EMISEKTIKG TAOUTIONO TWV HEYAAOXTTIKWY
T&EEWV KAL TOV VEWTEPLOPO KAAALTEY VWV Kat Stavvooupévwy (ATooTtoAidng,
29-32). O Titog Bavéng vmrpée n mo epuPfAnpatikn evodprwon tov Mméka
(EykAnpa ota mapackivia), tov omolov vmodubnkav emiong ot I'tdvvng
Mmnéptog (EykAnpa oto Kolwvdkt) kot Atdkog XpLotoylavvomoulog
(ApgrBolics). Qotdo0, 0 KEVTPIKOG XAPAKTHPAG O 0T0l0G ouVIHBWS Tpowdel
™ Spdiom, pmAékel o€ TEPUTETELEG KL OUVNOWG EPTAEKETAL CUVALTONpATIKE
elvat o dnpoctoypadog Anufitpng Makprg, veapos, KXAAEPYNHEVOG Kot
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yvvawkokataktntis (AAEENG AAe§avdpakng oto EykAnua ota mapackivia,
Nikog KovpiovAog otig Apgrfoldies). Tnv tptada cupmAnpiyvet o peyaditepng
NAWlaG LOTOPLKOG, TPWNYV  AVTLOTACLAKOG aploTepos AgAAiog (Atoviong
[MamaytavvomovAog) mov av kot elvat factkds Npwag Twv publoTopnpETwy Tou
Moy, epdavifetal pdvo oe pua tawvia (EykAnpa oo Kodwvdkt) kot emavadépet
TN HVIRN TNG KaToX NG Kat Tou epduliov divovtag mAnpodpopieg oYETKA pE TO
oKkOTELVO TapeABOV TWV VTTOTTWYV KL TwV BUpETWY.

Ye avtiBeon pe TV amootaclomoinon, Tov Kuviopd kot to Yuyxpd
Xovpop Twv npwwv tou Mapr, n mapo§vopkn ypadr tou Nikov
Dwokolov yapaktnpiletar amd akpaieg ovvaltoOnpatkés e§apoelg,
Bilata Eeomdopata, pnroptkovs povoldyous kat nbiukomAaotiky StéBeom,
EVW TO OQAOTMEVG TPOKVUTTEL KUPIWG amd TNV £€VTOovy CuvaLoONpaTiK
EUTAOKY TOV Npwa, ylax Tov omolo n AVon TG vrdbeong vmepPaivel Ta
emayyeApaTIk& Tou kabnkovta kat yivetat {Npa (wng kat Bavatov. Xta
oevapta tov Dwokolov dev €xovpe TN Pryovpa Tou SLWTIKOV EPEVVNTY,
aM\&  emayyedpatieg aotuvoptkovs (O Bavatos Oa Eavapber, Kpavyr,
ITvpetés otnv dopalto), mov mapekkAivovv amd ) Seovtodoyla kot TL§
peBodovg TG aotuvopiag, akolovBwvtag TNV Tpoowmiky TOug NOK.
Qg emavalapPavoépevog Hpwag epdpavifetar o vraotuvépos Mépkog, Tov
omoio vrodvetar o I'pyog Povvtag oty Kpavyr kat tov ITvpetd otnv
Aopalro. Ttig S0 auTég TEPTTWOELS, TO SlakVPevpa elval Tepltoodtepo N
npoowTikr) {wr tov Mépkov kabBwg otnv eykAnpatikr vtdbeon v omola
€&y viael epTAEKOVTAL ATPOTHEVA KOLL TUYYEVIKA TOV TTPOoWTTQ’.

H mapovoia g potpaiag, emikivéuvng kat Suvaptknig yuvaikag,
¢ femme fatale, katéotnoe to vovdp medio avtimapabeong éppuviwy
AOYywV 0TV QUEPLKAVIKY] HETATOAEHIKN KOLvwVia kot BewpnOnke ékdppaon
Twv avipwoly &yxoug Adyw NG yuvaikelag Yetpadpetnong. Eta eAANVIKA
napadeiyporta, epdpavifovrat potpaieg yvvaikeg, ot omoieg ouyvd eivat
ot dteg ot dohopdvol (Eduddtng, ApgiBolies, Mia yvvaika katnyopeitar) 7
ovvepyol oto éykAnpa (EykAnua ota Iapaockivia, EykAnpa oto Kolwvdkt).
'Evag and toug o alomepiepyovs, avoiketovg kat emkivduvoug yvvatkeioug
xapoaktnpeg evroniletatr otv tawia E¢idAtns tou Eppikov Avdpéou: n
Siyaopévn mpoowmikdTTa Avvag Mapykw / Evn Awvapdou elvat ) mpwn
mepintwon katd ovppor] dohopovou Tou eAAnvikol kuvmpatoypddov.
To potifo Tou «paykov» kabpédtn To omolo emavépyeTatl SLapkwG oTNV

Tawvia, vroypappilel To oTOLKElO TOU VAPKLOGLOHOU Kat TnG Aavldvovoag
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opodpurodphkng emBupiag ™G Npwidag evw To dpyavo tou Ppovov, Eva
PaAidt yivetar oOpPoro g StmANG TPOCWTIKOTNTAG TNG, TAPATEUTOVTAG
Tavtoypova kot otov $pofo Tou euvouytopov. Toéco To kKhaowd Gip voudp
600 Kkat TO PuyxoAloywod Opihep ypnoipomoloVv Oépata kat potifa g
exAaikevpévng YuyavaAvong, ket mov emdpd kat 0Tto eEAANVIKS Tapadetypa.
Tétowov timov Ppuyavadvtikd potia, mov apopolv Tto yvvatkelo PAEppa,
™ pvipn 1 v emBupia, evromifovtat kupiwg o€ TaLvieg e KEVTPKO Npwa
yuvaikeg, omws O dvBpwmog tov tpévov, Epiadtng, Augifolies. ta oevipla
touv Pwokolov epdavifetat n Bepatikn Tov PuyoAoykoy TPAVHATOG TOU
TapeABOVTOG KAL TWV TPAVHATIKWY Totdkwy XpOvwy Tov ypnotpomoteitat
y va Sikatodoynoet v mapafatiky oUpTEPLPOPE TwV avdphv Npowyv M
Yuyonadwv eykAnpatiwv (Kpavyn, [Tupetds otnv dopalto, Adiotaktor). Me pua
TPWTN LATLA, TAPATNPOVHE OTL TALVIEG [LE YUVAKEIOUG KEVTPLKOUG X APAKTNPES
Telvouv meploodtepo mpog to Puyoloywkd Opidep, evaw tawvieg oTiG omoleg
KEVTPIKO poAo Ttailet ) kataokewy), N appLoPriTnon kat o eTavaTpoodloplopdg
NG APPEVWTOTNTAG TEIVOUY TEPLETOTEPO TTPOG TO peAdSpapa. TG Tatvieg mov
Baoifovtat o oevépia Tov Mapn evromioupe évav eviiadépovta yvvaikeio
TUTTO, Ot TNG potpaiag yuvaikag Omws auTr VTEPYEL 0TO APEPIKAVIKO VOUGP,
aAlé TG «ToAuTEAOUG yuVaKaG», €va cVUHBOAO NG peyadoaoTikn kaAng {wng
KAl KATAVAAWTLOPOV, EVOG Tpdmov {whG otov omoio ot StedpBappévol Npweg
TPooTaBovV V& ELCYWPNOOVYV. LUYVAE, 1] yUvaika QUTF EVOAPKWVETAL OO
™ Mépw Kovto¥ (EykAnua oto KoAwvdxky, EykAnpa ota mapackijvia, AvBpwmog
70V Tpévov, Miar yvvaika katnyopeitar). O tOTOG auTtdG GANoTE Pépet BeTikod
aAhote apvnTwo NOwod mpoonpo, dev tavtiletatl dnhadn amapaitnta pe ™V
kataotpodkn kot enttkivéuvn potpaia yvvaika. Xto EykAnpa ota mapackivia,
o xapaktipag ¢ EAevag ITavAidn ocupfaAiet kat fondd otnv épevva kat
™ AVon tov eykAfpatog, oto EykAnua oto Kodwvdki, n Zavét OAwpd evad
ETUKEVTPWVEL TAVW TNG TG uTtopieg TeAtkd amodeucvietat abwa, evw oto Mia
yovaika katnyopeitar,  EAeovopa Aevpivov amodek vietat évoyn. Télog, atov
AvBpwmo Tov Tpévov, ) TTévn elvat évag Sevtepelwy YApAKTAPAS, TEPLOTOTEPO
€VOXANTIKOG, KaTd TNV drtoyn TnG KEVTPLKNS Npwidag, Tapd emtikivduvog. Katd
Tov ATooToAidn, 6Ao to ovpmav tov Mapn kiveltar yopw amd to Bepatikd
potifo tou kéapov TG moAutédelag: «Ta pubiotoprpata tov Mapn yx va
kpaTHoOVY TO £vSladEPOV TOV KOLvoU Xprnatpomotovv v ndovoPAepia, to
0e& KoL TO EYKANpA pHECA OTOV KOOHO TNG MOAUTEAELAG KAL TWV AOTHAVTWY

avOpwtwV oTI§ TapupeG Tov oTNV abnvaikn kotvwvia Tng dekaeTiog Tov 1950»
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(AmTooToAidNG 2012, 16). AvTtiBéTwg, ata oevapta tov Pwokolov Sev vrdpyet
0 XapaktHpag ™G emkiviuyng, ametAnTkn§ 1) aUTOVOUNG potpaiag yuvaikag
Tou kAaowov vovap. H «potpala yvvaika» tov Dwokolov eivat cuvnBwg pia
e&ldavikevpévn amovoa yuvatkelo pryovpa,  HnTépa Tou Npwa, Tov evduveTat
yta ta Tpavpata ™ mondikng tov nAwkiag (To kdbBappa) 1 tnv omola avalntd o
Hpwag (Ot adiotaktot), n adwoyapévn adepdr Tou aotuvopov Mépkou (Kpavyr)
1 akOpa Kot 1) ay€vvntn képn tou ([Tupetds atnv Aopalto), emPefarwvovtag
HL CUVTNPNTIKY 0TPOdT) TOU EAAN VKOV VOUGP TPOG TLG TATPLAPYLKEG GOpEG
KOl OLKOYEVELOKES BepaTucEG TOU pHeAOSpapaTog.

Mt amod TI§ MO ONHAVTIKEG APNYNHATIKEG OTPATNYIKEG TOU VOUAP
elvat n a1 ynon oe TPWTO TPOCWTO, ATO TOV NPWA, CUY VA OE Voice over Kot
oe ouvdvaopo pe avadpopég oto mapeAbov. H kaAvtepn epappoyn avtol Tov
oxnpatog eppaviCetat otnv tawvia Ivpetds otnv Acpalto, 6mov To voice over
o€ TPWTO TPOoWTOo Kkat Ta aAAemdAAnAa eykiPwtiopéva flashback Tovifouv
TNV VTTOKEIHEVIKOTNTA TOV aoTtuvopov Mépkou. H adrynon otov AvBpwmo
Tov Tpévov atnpiletat emiong oe peydAng Sudpretag flashback mwov avaoipet
and ™ Ao 1 npwida Mavtw, eved elvat TOavd autég ot avadpopés va
amotelovv Tov Adyo yla tov omoio 1 tawvia Bewpndnke PpAp voudp amd
™V KpLtky G emoxns. Xto EykAnua oto KoAwvdkt ypnoyomolobvrar ouyvd
ta flashback, evw oto EykAnua ota mapackivia, po avadpopn oto téAog g
Taviag pog amoKXAUTITEL TO TWG £yLve 0 GOVOG. AV Kat 1) AVaT Tov puoTtnpiov
ovyVé épyetat and To TapeABoV kat laitepa amd TNV Tepiodo TG KATOYNG kat
Tov gpdpVAo kat ot §pdoteg eivat ouvBws Tpwnv Sooiloyol, cuvepydTEG TWV
Ieppavwyv, Tpodoteg, atopa mov GAAa§ay tavtdTnTa N Snpovpynoay meplovoia
ot Sudpketa tov ToAépov (EykAnua oto KoAwvdkt, EykAnpa ota mapackijvie, Xwpis
TavtétnTa, AvBpwmog Tov Tpévov), 1 Bepatikn Tou okotelvol TapeABOvTog (ekTdg
and v mepintwon g tawviag O dvBpwmos Tov Tpévov) dev epdaviletar oe
flashback. H mpwrtonpdéownn avadpopn oto mapeABov e voice over dev eivat
amd TA KEVIPIKE XOPAKTNPLOTIKG Tou eAANVikoy mapadelypatog. Téhog, éva
evlladépov adpnynpatikd oxnpa epdaviCetat oty tawvia EykAnua otnv Opdvora,
OV EEKLVAEL PLE HLX OKNVT) UTTOKEIHEVIKWY TAG VWV Tov BOHATOS TN OTLYHT) TNG
katadiwdng kat Sohodoviag Tov oTov oTabpd Tov NAeKTPIKoV. XTa TEPLOTOTEPX
eAMnvik& voudp, N apnynon Eektvael ™ oTiypun Alyo mpv amd To €ykAnpa,
eV oYL omavLa ot Tawvieg EeKLVOUV pe avamdvTeXa VUXTEPLVE TNAEPw VAT
(Epradtng, AudrPoldies, ‘EykAnpa oto Kodwvdkt), ouyvo eloaywykd potifo twv
puBotopnpdtwy Tov Map.
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H vuytepuvry Spaon eivat emiong €va Koo YapakTnploTikd TwV
eAMN VKWV voudp: 1) Spdom e&eliooeTat kupilwg TN viYTA, 6TO OKOTASL KAt TO
npidpwg, dtvovtag v evkatpia otoug StevbBuvtég dpwrtoypadiag va épBovv oe
TPWTO TAGVO Kot k&vovtag Tn dovAetd Tov Povkg va Eeywpilet o oTIALOTIKY
OUVOYT). LTI TALVIEG TOV EXOVLE EVTOVO KOVTPAAT, XP1O1 HIXG EVTOVNG TTNYNG
dwTog, Pableg oKkIEG, EvTOova TEPLYPAppHATA, VUXTEPLVE TAGvVa Ppoyng Kot
Bpeypévwy dpdpwy mov avtavaklovv to ¢ws. Avtibeta, 0TI Tavieg TOV
I'pnyopiov Aupifoldics ko Mia yvvaika katnyopeitat ypnoipomolovvtat pe petdw
TQ VUYTEPLVA TAQVA EVW OUY VA 1) elkOVa elvat vtepPoAkd pwTIopEVT. e
OAeg TIG TAUVIES, 1] pwTOYpaPlX TAPATEUTEL OTNV AHEPLKAVLKT) ELKOVOYpADIa
TOU VOUGp, £XOUHE OUY VI XPTOT EVPUYWVIOU GAKOY, GUX VY XPNIoN VYMANG 1)
XapnANG yowviag oto eminedo tov Spdpov (EykAnua ota mapackivia, EykAnpa
oto Kodwvdkt, EykAnua oty Opévora, O BOdvatog Oa Eavdpber, EdidAtis,
Kpawvyn), kexhpéva kadpa (Epiadtns, ApgpiBolies, Kpavyr) 1 eykPwtiopéva
kadpapiopata péoa and kabpédtes (Aupifoliss, Xwpis Tavrétnra, EdidAtg,
‘EykAnpa oto Kodwvdkit). H ¢wtoypadia touv ApPavity otov [Tupetd otnv
Aopaldto Stapopomoteitat ard TV TPONYOUpHEVN YEVIY, KaBWG cuvdudlet Toug
TAPATAV®W TPOTOUG SLaoTPEPAWANG TNG EKOVAG HE TN XPHOT) TOV THAEPAKOV,
TWY YPYOpwV EVAAAA YWY OATOOTACEWY KOl KIVATEWY, AAAG KL TNG KAPEPAG
0TO XE€pL, He amoTEAeopa N oKNVODECIX VO TOPATEUTIEL TEPLOTOTEPO 0T
napadelypata aotuvopkov Bpidep tou NEK, dnwg 0 Anoteia otnv ABijva
(1966) tov ITaviké (1969), To kopitor Tov 17 (1969) Kot Iwdvvs o Biatog (1974),
emiong oe pwroypadia Appavitn®.

Yuyveég elval akOpa Ol KLVAOELS TNG KAPEPAS, Ta TpaPeAlyk Tpog Ta
EUTPOG KA TTPOG TA TOW, e EUPAOT) O AVTIKEIPEVA OE ECWTEPIKOVG X WPOUG,
EV®W €XOVHE KoL TLO OVVOETEG KLV OELS TNG KApepag pe yepavo. H Stapkng kat
opaAn kivnon ™¢ kapepag elvat yapaktnplotiky oty tawvia Tov Katooupidn
EykAnpa ota mapackivia kot KataAnyel o peyaAng Sudpkelag povomAdva
HEO aTA OTTOl0 OAOKANPWVOVTAL Ol OKNVEG, TTOUPATEUTOVTAG PLE CUVETIELX OTO
apepcaviko Tapadetypa. e GAAa mapadelypata, 1 kabapdtnta tov faboug
nediov Sivel T Suvatdmrta o xpnon ToAWY TapdAAnAwv emédwy dpaong,
pe kaAvtepo mapadetypa v tanvia Xwpis Tavtdtnta oe oknvobeoio AaAtavidn
kat pwtoypadia Nikov KaPoukidn. [Mapd tn ouyvn xpnon povomAdvov, 1
TtayVnta Tov povtdl elvat ota TEPLoodTEP TAPASEIYHATA OYETIKA YP1YOPT)
(péoog 0pog ddpketag mA&vwy (o€ Sevtepodenta): EykAnua ota mapackivia:
9,9”, EykAnua ato Kodwvdkt: 8,3”, Epiddtng: 9,8”, ITvpetds otnv dopalro: 8,17).
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E€aipeon amotelel n mo apyn tawvia tou Twva Ntaidpd O dodopdvos ayamovoe
oAU (15,1””), &AAa kot to YuyoAoyikd Opihep Xwpis tavtdtnra (13,2”). HmotdtnTa
oV €kovoypadia TOU VOudp kat 1] OTIALOTIKY) CUVAPELL QUTWYV TWV TALVLWY
avadekvietat e§lgou GNHAVTIKO CUVEKTLKO KPLTNPLO TOV £{80VG o€ ouVSVaTHO
pe ta Bepatikd Toug oToLyela.

‘Eva amod ta 7o YopakTnploTikd oTOoLY el TOU ApEPIKAVIKOU PIAHL VOUdp
elvatn avaTapdoTact) TOV AOTIKOU TOTIOU TNG HETATTOAEULKNG VEWTEPKOTNTAG,
1 omola ekdPpalet TavTdY POV TN VOOTAAYIX KOt TNV ATWAELA VL& XWPOUG TOV
TapeABOVTOG KOt TO AYYOG YLO TOV HOVTEPVO ALOTIKO X WPO TTOU X AVEL TO KEVTPO
TOV, EMEKTEIVETAL GOV AEKEG TTPOG TA TPOKOTIX KAL SIVEL TPOTEPALOTNTA OTLG
petakwvnoelg pe avtokivnto (Edward Dimendberg 2004, 15-16, Marc Shiel
2010, 76-77). Ta eAAnvik& PpAp vovdp Stadpapatifovtat OAa oty ABnva, pe
yuplopata o€ Tpaypatucovs e§wtepucons Ywpous mov epdavifovrat kupiwg
oe oknNVvEG mapakolovBnong kat katadiwdng, evw mapatnpeitar TAHPNG
amoVC(a HVNHELKWY XWPWV KAl TOTOONHWYV. AVTIOETWS, KUpLXPYOUV N
avayvwpliopot dpopot TG peco-aotkng ABMvag. Xe tawvieg wov Paoiovtat
oe oevapla tov Mapn, o oyfpa ¢ Spdong Eekivdet mévta oto KoAwvdkt
EVW 0T ouVEYEeLla emtekTelveTal puydkevTpa Tpog to Ilaykpdtt, tTnv mAatela
Aydpwv, tov Ayo Nwodha, to Onoeio kat mo pakpid, tov Iepard kat
BovAa. O Mapng empével va ovopartilet pe akpifeta Tig Stevbvvoelg, m.x. oto
‘EykAnpa oto Kodwvdkti, n Sododovia yivetat otn Xkovdd 10, eved avadEépovtal
1 0866 PnyiAAng, n 086¢ @piivng kat moAAéG dAAeg. QoTdo0, 1) EOVA AUTWY
TWV XWpwV elvat TOAU ovyvd pn avayvwpliotpn, kabwg dev Sivovtatl omTikég
mAnpodopieg pe PBdon kd&mowo TomOGNHO, SNpLOVPYWVTAG Eva CUVSVAOHO
avwvupiog, alld kot emoTpovikng akpifelag TG €pevvag. Xe Tatvieg
mov Pacilovtatl oe oevaplo Touv Dwyokodov, 1 pdon Eektvael ovvhBwg atov
[Mepad, WSaitepa ota mapadelypata mov elvat o KOVt oto peAddpapa.
ISwaitepn épdaon, emiong, divetat oto potifo Tov autoktvnTddpopov, EVw
avavovtat ot oknvég katadiwdng pe avtokivnro. Kat 8w €éyouvpe amovoia
EUPANpATIKWVY TOTTOOTHWY, evw avtiBeta 1 Spdon ekTulicoetal oe Ywpoug
omws  Pevivaduka, avtoktyntddpopous, mapklyk, oA&veg, amoPddpeg,
onpeia kK&tw amd kukhodpoplakovg kopPoug kat yédupeg 13 GAAouv TUTOUL
petafatikovg Ywpous xwpls kabBoptopevn Aettovpyia (Kpavyn, [Tvpetdg otnv
dopadto, Adioraktor). H épdaon otnv avwvupia, Tn p-avayvwpLopotnTa,
TNV amovoia apyLTEKTOVIKOV TaPeABOVTOG KAl £VOG OURTAYOUG KOLVWVLKOU

totov elvat éva onpavtikd SladopomomTikd oTolelo o OYEON HE TIG
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kuplapyes avamapactdoelg ™G ToAng Tov ITEK mov pévouv mpookoAAnpéveg
0€ VOOTAAYIKEG AOTIKEG EtkovOoypadies 1) ekdppalouv Ppofkovs N avtipatikods
Adyovug amévavtt ot vewteptkdTNTa. To EAAN VKO PIAH VOUGp YEVVIETALTO 1959,
dnAadn) oto amdyelo TG TEPLOSou TG AVOLkoSOHNONG KL TNG HETAHOPHWONG
TOU apyLTEKTOVIKOU Kot ToAeodoptkol meptPdArovtog omnv EAAGSa kot
EVOWIATWYVEL TOUG OPOUG TNG QOTIKOU HOVTEPVIOUOV, TNG HETATOAENIKNG
eunpeplag KoL TOV KATAVAAWTIOHOV TNV TEPLOSO TOU «OLKOVOpLKOV BXVHATOG,
7o omolo ekpp&louv ot kuvikol, YPuypol, apopaAiotég kat amatotddodot Npwég
tov. Tavtoypova, mlow amd v aoctpadptepn empavela TG gunpeplag,
emMavéPYETAL TO potifo G amwAelag, ™G anwbnong kat g ANdng mov
Stappryvietat and pvipeg Tou TapeABOvTog kat EEYATHEVEG TAUTOTNTEG TTOV
Eavapyovrtat Blata oto pws kat wbovv oto £ykAnpa.Towg, auth 1 evowpdtwon
™G VEWTEPWOTNTAS Elvat £vag amd Toug Adyoug mov to eAANVIKS PLAp voudp
BewpnOnke Tévta &€vo, un-eAANVIKS oW

KAetvovtag autég Tig mapatnproes, ewpw OTL pia TO CUCTNHATIKY
peAétn G AN VKNG TEPITTWONG TOV GLARL VOudp KplveTal amapaitnTy Ot
pévo Aoyw TG StaxpovikdTnTag KAt TNG emaveppEviong tou eidovg oTov
21° v, oAl kot emeld] CUVELCPEPEL GTOV EVTOTIOHO TPOPANHATIKWY
CUHTIEPAOHATWVY KOt PBePatoTNTWY NG TAAOTEPNG  KLVNHATOYPAPIKNG
Bewplag kat otoplag. Zuykekppéva, 1 peAETN Tou GtAp voudp Bondéet otny
emave§étaon tpiwv pubwv ywx tov IMEK: tov pubo ¢ BeatpdmTag, ™
BePatdtnta dnAadn) ot o ITEK eivat e§aptnpévog amod pa kakws EVVOOVHEVT)
BeatpikdTTa ot eminedo kepévov, nbomoloy kat Ywpou, tov pubo ™G pn-
evNAkiwong G KVNpAToypadkng yAwooag, 1 omoia cUHPWVR HE TOUG
Bswpntikots Tou NEK emituyydvetal pe v epddvion Tou HOVTEPVIOHOD
tov NEK kat tov pdbo g eAAnvikdtntag, ocbpdpwva pe tov omoio ta &idn
tovu [1EK 8ev elvat mapd amoppoels TwV AUEPIKAVIKWY ELOWY ATTOKOUHEVQ
amd ™V eAANVIKY TPAYRATIKOTNTA. AV KOL 1] VEOTEPY €PEVUVA HE TN HEAETN
T600 G deohoyiag 600 kat ™G atoOntikng tov IIEK, pe v e&étaon g
aMnAentidpaong avapeoa oe INEK kat NEK amodopel ocvotnpatikd toug
Tapandvw pvboug, evtoutolg ot pubot autol emPLOVOLY KAl AVATOPAYOVTOL
oe eyyelpidia ota omoia otnpiletat ) ditdaokaiia ™G LoTopiag Tov EAANVIKOY
kunpatoypddpov. Méoa oe autd to mAaloto, Bewpwy OTL 1) HEAETN TOU BLAp
voudp oupParlet otnv amodoépnon Twv mapamdvew pibwv, avadekviet
TNV avayKodTTa HLaG TEKHNPLWHEVNG €pEVvag Tou €pyou Twv EAAMvwy

StevBuvtwy pwtoypadiag 600 kat Twv Stadikaotwy cuyypadng Tov oevapiov
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kat pag Sivet T SuvaTdTNTA VA EMAVEKTIHNOOVHE QUTEG TIG TALVIEG OXL HOVO
WG TOALTIOWKE TTPOIOVTA KAL TEKUNPLAL TNG KOWVWVIAG OV TIG TTOPNyaye
KOL TI§ KATAVAAWOE, VO EUTAOUTICOUHE TO TAPASELYHA TWV TOAITIOHIKWOV
omovdwv, Stevpvvovtag ) pebodoloyia TG €peuvag yLot HETAYEVEDTEPES
peléteg ato medio TG aodnTikng, TNG TEXVOAOYIAG, TwV EMAYYEAPATWY TOV

KLVNHATOYPAPOU KAl TWV OpwV TAPAYWYNS.
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Notes

1 Exkt6¢ amd ta kelpeva TOu adEPOHATOG TOU 2007, VO ONUELWOOVHE OTL O OpOG €xEeL
XxpnotpomomnOel kat maAtdtepa oToug katahdyoug touv PeoTiPBAA Oecoadovikng, OTwG ya
ap&detypa 0to adépwpa ya tov Ntivo Anpomovdo, oto keipevo tov AAEEn Aeppet{dyrov «Ta
davtdopata ™G kapmapvtivag» (Aeppet{dylov 2002, 79-85), 6ov 0 ovyypadeag, StotakTucd kat
KATWG ATOAOYNTIKA, ETLYELPEL piat €§£TAOT) TOV «VOUEP» KOGHOU TWV TAVIWY TOU Anpdmovlov,
OXLTOOO pe OTOYO VA TPOTELVEL EVA CUMTIAYEG OWHAL, XANG VX EVTOTIOEL T «NOIr» XPAKTNPLOTIKE
mov epdavifovtat oe TaVIEG KOVWVIKNG KPLTIKHG Kot pedodpdpata. I'a pia oulTnon oxeTikd pe
1 XP1OM TOV noir wg emBéTov 1} wg ovotaotcovy PAéme Altman (2010 (1999), 60-62).

2 Mw avalutikr) Tapovoiaon TG opoloyiag yua ta eidn eykARHATOG kat puoTnpiov Kot Toug
6pOUG AOTUVOHIKY Tawvia, QoTuVOpLKY) Tepumétela 1) Opidep omv eAAnvikn oTtoproypadio
gemepvd Ta Opla auTAG NG REAETNG. Oa NTav WoTGo0 e§AUPETIKG XPHOIHN YL TN HEAETN TNG
TPOoANPNG Kat adopoiwong Tov dpov, kabwg ocuvdéeTal Gpueoa pe Ta {nTipata «kabapodTnTag»
Kot «<€AANVIKOTNTAG.

3 Xyxetkd pe tov AvBpwmo tov tpévov, PA. Thanouli (2012, 232), BeQupdmovAog (2007, 39-42) kat
AgppetloyAov (2007, 11).

4 'Eva amd ta ototyeio mov mpoPAnpatifouvv otnv oplobétnon Tov apePkAVIKOV KAQoUKOU
noir eivat To yeyovog 6Tt TpLy amd v epPEVIOT) TOu «okAnpov» koTUVOHIKOV Bpihep pe Hpwa
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Wlwtkd vretéktP, Ndn vpyxe TAnBwpa eV mov dvmkav otnv evpltepn Katnyopia TOu
crime film: ykaykotepikég tarvies, Opilep, Tarvieg aotuvopkng Stepevvnong Tomov Ppetavikng
oXOANG, TpOpoV kat &AAe. Etnv eAAnviky) mepinTwon, wotdoo, ta mTpaypata StevkoAvvovTal
akpPws Adyw TG amovoiag mapddoong oto crime film. Etol, ta actuvopkd Opidep tng
meptodov 1958-1967 epdavifouv pe pey&An cadnvela v avadopd Toug 0To Voudp Kat OxL oTa
vrolowa gidn, Selyvovtag Tt mpodketTal TPAYHATIKE yia pia HETAGUTEVOT) EVOG GUYKEKPLHEVOU
kumpatoypadikov tapadelypatog, To omolo ot Oeatég ekAdpBavay wg TéToto.

5 O ANé&ng AAe§iov oto Tetdptn 4.45 (2015) emevdiel povowkd To veo-vouvdp Tov pe Selypata
eAMnvwrg jazz tov Kwota Kamvion kat tov Mipn ITAécoa, ta omoia mpoépyovtat kuplwg
and tawvieg epnPung tapaatwdnTag aAd& kat and  GtAp voudp, Snpovpywvtag €tot pa
Sraketpevikr) avadopd otnv eAAnvikr) tapddoon tov eidoug.

6 H ABnvéa Kaptdlov, akolovbwvtag o Bewpntkd mapddetypa tov Rick Altman ovopddlet
TNV OP&SA TWV TAUVIWY KOLVWVIKNG KPLTIKNG «kUKAO» Kkat Ot «eld0g», Sttt To TeAevtaio amattel
va mopayovtat tatvieg (Stwv e80AOYKOV XAPAKTNPLOTIKWY Ao TAPATAVW amd pla eTatpio
(Kaptdhov 2005, 7-8).

7 BAéme Karalis (2012), Katoouvakn (2007), Aeppet{dylov (2007).

8 Yyetwd pe TG Spopomow)oelg avipeoa oty Ppetaviky mapddoon TOL AOTUVOHIKOD
pubotoprpatog kat To «okAnpd» / «hardboiled» pvbiotdpnpa PAéne Chandler (1950), Krutnik
(1991) kat Naremore (2008)

9 Mmopolpe va vmoBéooupe OTL 0 YAPAKTHPAG TOV Tapo§uopikoy, Piatov, ptooydvn kot
ovvTnpnToy MéEpkou Tapamépmel TePLoodTEPO oTa PtAp voudp G Sexaetiag ™G VoTepng
neptddov ¢ Sekaetiag Tov 1950, 6w yo Tapddetypa Ta oevapla Tov Mickey Spilane (Kiss
me deadly, 1955) evd ot o Puypol kat ATOCTACLOTOMHEVOL NPWEG TwV oevapiwv Touv Mapn
Bpiokovtat o kovtd 0To povTélo Taviwy mov otnpilovtal o oevdpta tov Dashiell Hammett,
onwg to I'epdkt ¢ MdAtag (1941) v evromifovpe pia T&om Twv NOOTOLWY TPOG pLat aAVEKPPAOTN
kat eminedn vrokpttikn — deadpan acting — YapakTPLOTIKO TOU KAXGIKOU QUEPIKAVIKOV NOIr.
Sy tawvia EgudAtng, o veapds Eppikog Avdpéov €xet pdAlov wg mpdTumo Toug ypryopous,
EpwVLKOVG Kat eEAadpws oovpeaioTikovs Staddyoug tov Raymond Chandler, eve o fipwag Tov
omofo vrtodvetat o Nikog NikoAvdkog €xet TOavOV wg TPATLTO TOV XAXPAKTHpA TOV e§UTTVAKLL
atoOnpatia Philip Marlowe.

10 Av kat To mapdv &pbpo meplopiletat ota mapadetypata tov IEK, evliadépov mapovotdlovy
kat ta tapadetypata tawiwv tov NEK, émov ekel evroniovpe pua Stevpuvon tov eidovg g
QOTUVOHLKNG TaLviag pe caomévg mpog To kataokonkd Opilep (Kiéplov, 1967/1974), To PuyoAoyikd
Opilep pe katd ouppor Sohodpdvo (To kopitot Tov 17, Iwdvvis o Piatog) kat TN ykaykoTepLkr Tavio
pe emidpdoets and to yahhkd noir (Melville, Malle, Dassin) (Anoteia otnyv Abrjva, ITavikds).
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M TpeAAn TpeAAn Owkoyévera:
Mua drxpopeTikn) avayvwon
A Crazy Family: A Different Reading

A Crazy Family (Mia trelly trelly oikogenia [Dimopoulos, 1965]) is one
of the classical Greek comedies, and a great box office success of its time.
Based on the play by Tsiforos — Vasiliadis, Women prefer hard men, which was
performed a year before, the film becomes the precursor of Karezy’s triumph,
Tzeni-Tzeni (Dimopoulos, 1966), being also the first color film of the actress.
The paper examines the hidden meanings of the film, and especially how its
heroes and heroines function as symbols of the two different elements of the
Greek cultural identity: one being “Hellenic”/ Western-mode and the other
“Romeic”/ Oriental.

Taking into account that the institution of the Greek family of the 1960s
was not undergoing any crisis, and also considering that Dimopoulos had great
anxiety about the cultural future of Greece, desiring an equivalence between
modernism and tradition, the paper claims that the film may be read as an
allegory of Greeks’ oscillation between West and East, modernity and tradition,
“Hellenic” and “Romeic” way of living.

The article uses the terms “Hellenic” and “Romeic” as defined by Lydia
Papadimitriou (2009). I argue that the film’s heroines - especially Tzina (Mary
Aroni) and Mika (Tzeni Karezi) — and also Mikis (Mika’s fiancé that mimics
western habits) represent the “Hellenic” element of Greek identity; the element
that satirizes the film the most and which is also responsible for the chaos that

exists in the family. On the other hand, the two main male characters, Andreas
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(Alekos Alexandrakis) and Stelios (Dionisis Papagiannopoulos), are closer to
what we define as “Romeic”.

Examining the “Hellenic” and “Romeic”, the article also studies the choice
of the actors/actresses. I show that their social profile was compatible with that
of the heroes/heroines they were chosen to portray. Using articles of the era,
the stars’ biography and some of their interviews - all research tools of New
Film History — I conclude that this choice is not without significance, as the
majority of the audience of that era was uneducated and it used to match a film
hero/heroine with the person that was portraying those roles.

Finally, I suggest that the film should be approached in the historical
frame in which it was created, without any intention of ideological guilt. Trying
to find a harmony between the “Hellenic” and the “Romeic”, Dimopoulos
deliberately overemphasizes the foreign habits Greek society adopts, in order
to disclose what the balance between “Hellenic” and “Romaic” should be in the

very confused Greek society of the 1960s.

M and tig o Snpodileis eAANVikéG kwpwdieg Tov "60 eivat 1) Tawvia
tou Ntivov Anpémovrov, Mia tpeAdrj Tpeddr) okoyéveta, 1) omtola TpoAnOnke yio
Tpwn Pop& TNV 251 OkTwPpiov Tov 1965, pe elotThpLa TOV aviABav oTa 521.134
oe ABNva ko etpand. H tauvia katéhafe v 51 etompaktkd Béon v mepiodo
mpoPolrig TG avdapeoa oe GAAeg 101 (NoAlag 2003, 195). Zhpepa, Oa popovoe
VO XOPOKTNPLOTEL «KAQOWK», av avaloylotel kavel Ot e§akolouvBel va
kevtpilet To eviadépov Tou kowvol (Ttailetal otV TNAEOPAOT] ONHELWVOVTASG
vYmAd mocootd TAeBEaong, v vtdpyet kat oxeTikn opada oto facebook.
Atdxeg, emiong, ™G Towviag kukAopopouv oto youtube onpewwvovrag vPnAd
views), aAAG& kot VY POVWY HEAETNTWYV (AGLKOG 2012).

Ye O,TL €xeL v kAveL pe TNV avaAvon kat a§loddynon g Taviag,
optopévol kptLTikol Stékpivay apketd ototyela mov ™ Stadopomolovv amd
dAeg kKWpPWSIES, OTWG N «KivNON «HTOUPAETK», TA YPWHATA AUEPLKAVIKOU
poVlikad kat to mai§ipo aAd ovéoko» (Toylavvakng 2001, 85), evw
dMot emkevtpwOnkav oto {NTpa TG atwviag TaAng twv dvo GpuAwv
(Mooyofdkng 2001, 24). O Iavaywtng Adwkog, amd v &AAn, oe pa
e§ovuyvotikn péhetn tou PAp, eotialet oe THHATA YWPOU KAl XPOVOU,
amooupPolrifovtag péoa ota GAAA TO XPWHATA TOU KUPLXPYOVV OTNV
tawvia, OTwg kot T B€on mov kKaTaAapBEVoUV Ol PWES KL TA AVTIKEIPEVQ
0TOV OKNVIKO XWpo (Adkog 2012). Avadopd otV Tpeddij otkoyévela kévet kat
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n Avva AeABepoidn), e€etdlovtag Ta owkoyevelaka 1O (AeAPepovdn 2004,
60-61, 89-90, 403).

H napovoa pedétn otoyevet oe pua Stadpopetiky Tpooéyyon g Tpeldijs
otkoyévetag. Eldikdtepa, vtootnpiletal mwg Tiow amd TOuG XApaKTHPES HTopel
va aviyBeuBel 1 St  ToArTiopkn TawtdTNTA Twv EAAMvwv, og pua ypovikn
meptodo mov yapaktnpllotav and mokileg avTiPAoEL, AVAoLYKPOTNON KAt
ovyxvon. AapPdvovtag utdyn To KOLVWVIKO-LoTopkd TAaioLo péoa oTo omolo
SnpovpynOnke n tawvia, kKabwe kat TG Weoloykég aywvieg mov Stakateiyav
Tov oknvobEétn, e§etaleTal WG oL yuvatkelot kat ot avdpLkol YapakTNpes
pmopovv va amoteAdéoovv oUpPoAa Twv Vo avtipatikwy ototyelwv (Tou
«€AANVIKOU»/SUTIKOTPOTIOV KAl TOV «pWHEKOU»/aVTL-OuTikoV) NG eAANVIKNG
moMTlopkng Tavtotntag. [Ipotdooetat, dnhadn, pla aAAnyopikn avdyvwon
Touv PR, adov ouAA BNV 1 Tawvia pmopel va ekAndOel wg arlAnyopia ™G
Styaopévng avapeoa oe dvo mOAoug eAAN VKNG TavtotTag. [l Tov okomd
auto, mépa amod €ykpitn PPAoypadia, adomotovvtat kat epyadeia and ™)
Néa Kuvnpartoypadikn Iotopia (James Chapman, Mark Glancy and Sue
Harper 2007).

H tavio

HvunéBeom tov épyov avantiooetat yupw and §Vo tavtpepéva (evydpla
aotwv (Mika kot Avdpéag, [Tdota PAwpa kat ZTEA0G) kKat TNV TPOPANpATIKY
oxéon petadl Twv ouliywv, e§attiag ™G AVUTAKONG TWV YUVAIKWY TPOG
Toug &vdpeg toug. H tawvia extvd pe v katdotaon mov emkpatel 6To omitt
Tou ZtéAov (Atoviong Iamayavvomovrog), o omolog €xet eykataletpet Tnv
owkoyevetakn eotia Adyw aduvapiag emfoAng omv eladpopvain ovluyd
tov, [Tdota PAwpa (Maipn Apwvn). E&loov ameiBapyn elvat n pkpr toug
kopn, Zioov (Katepiva I'wyov), evew daitepa kwpkn elvat 1 $pryovpa tou
Mikn (Anpntpng KaAhBwrds), appafwviactikod g peyaditepng kopng,
Mikag (TTévn Kapéln). Me tv emotpodr) g Mikag kat tov Avdpéa (AAékog
AAe€avdpdarng) amd tn Bevetia, 0mov yvwploTnkav kot TOVTPEVLTNKAV
aotpamiaia (ta yeyovota ot Bevetia amodiSovtal povoikoyopevtikd oe
éva ovvtopo flash back), Oa Eextvnoet kat évag aywvag Twv avdpwy, ya va
TBaoevoovv TI§ culvyoug Toug, Xpnotpomolwvtag Stddopa péoa ((NAta, Pia).
O Avdpéag mapaktvel tov ZtéAto va avtidpdost. Emetta amd pio oelpd kwpkyv
enelo0diwv, 6Tov meptypldeTat 1) TEAN EMKPATNONG TOV Lo UPOTEPOL PETAEY

Twv dVo puAwv, ot dvo dvdpeg Ba katadEépouv va emtBAnBovv oTig yvvaikeg
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toug. H tawvia tehetdvet pe pia yloptr) mov €xeL tn Hopdr) LOUCIKOYOPEVTLKOV
Spwpévov, To omolo AapPavel ypa otn Bevetia.

[Mapda v amloikn mAokn, a§lompdoekTa elval TA TOPAKATW CTOLYELX,
ta omola kabiotovv ™V Touvia onpelo avapopds petadd Twv KWHWOLWY
™G Sekaetiag Tov '60. H tpeldij otkoyévera amotehel Tnv Tpwtn kwpwdio g
Divog DA emerta amd ) StdAvon g cuvepyaoiag TG pe T Aapaoknvog-
MuyanAidng (tn Sevtepn dpwg petd tov ExBpd) — emidoyn oyt tuyaia, adov
1N kwpwdia amotelovoe to o epmopkd eidog g emoyng. Eivat n mpd
gyxpwpn ™S TTévng Kapeéln' kat pmopel va Bewpnbel mpodyyelog tng
peyahiTepng epmopikng emitvyiog tng nbomowov, g towviag T¢Evn T(vy
(1966), n omoia fyfke oToUG KLYNUATOYPADOUG Alyoug pUiveg peTd. TNV Tpedds)
OLKOYEVEL CUVAVTOVE, emtiong, Yo Sevtepn dpopd oe tawvia g Divog v
akptBolwpn otov kivnpatoypddo, Maipn Apwvn. Kdatt akdpn mov adilet
va mtpooexBel elvat Twg To oevdplo Paciletal oto Beatpwd Twv Towpdpov-
Bao\etddn, Ot yvvaikes mpotipovv tovs okAnpois, mov avéPnke and tov Biaco
™G Bipag Kbpou 1o 1964 (pe povn v Katepiva I'dyov va ouppetéxet anod
TOUG oUVTEAEOTEG TNG Tatviag) — Tapdotaon wov §éxOnke Toug pudpoug g
KpLTKNG: Apxwog Tithog g tawviag Ntav to [Avké pov tipavve (Osdpata
1965). Ot dnpovpyoi g Tpeddijs owkoyéverag, akohovByvtag ) ovvibela
va petovopalovtat tedevtaia otiypn ot tawvieg (T{avvetdtog 2002, 27),
aMagav tov titho, akolovBwvtag eva dutikd mpdtumo, kabwg TV mepiodo
ekelvn mal{otav oToug KUVNpATOYp&POUG 1 apepkavikn emtvyia Evag
TpeAés Tpeddds TpedAds kbopog, evay Alyo mtpv amd v mpoPoAn g TpeAdiis
owkoyévelag Tapovotaletal oty peyaAn o0ovn pe avaloyn pe TNV mopamtdvew
tawvia wopela kat  eAANVkY kwpwdio Eivar évag tpeddds Tpeddds Béyyog
(1965)°. Ot Aemtopépeleg autég kabBoploav mpopavws, wg évav Pabpd, kat
™V TOYN TNG TUVING OTA TApElR. XE O,TL EYEL VA KAVEL, HEALOTA, PE TOV TITAO
™G, €merta amo TG avénpéveg elompaelg mov anédepe, o€ TOANEG eEAANVIKEG
Tavieg TOV £TOVTAL YPOVIKE TAPATNPELTAL i OXE0N HE TNV TPEAQ, 1) oTtola
npoegayyéletat Hdn and tov titho Tovg (H yvvaika pov tpeddbnke (1966), O
Kkdopos tperdOnke (1967), TpeAdds, madafds kot Béyyos (1967), O tperdds Ta'yet
400 (1968), Evag tperdds yAevt(és (1970), Mia tpeddi)... Tpeddij capavtdpa (1970),
O tpelomevnvtdpng (1971) — yeyovdg to omoio k&Be dANo Tapd CUPTTWHATIKO
propel va BewpnOetl. Ae B ftay, cuVETWS &Tomo, va Yapaktnplotel ) Tpeddij
olkoyévetar «opdonpo» yla T dekaetion Tou '60, Kat yx auvtd ddla mEpALTEPW
TPOCOY NG KOt HEAETNG.
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[epvvtag oe mapatnphoeg mov oxetiovrat pe to £idog oto omolo
aviket 1 tawvia, kabwg kot ta Bépata ta omola Stakwpwdel, Exovpe va
ONHELWTOVE TTWG EVTOTI{OVTALPACIKA Y VWPIOHATA TWVEAAN VKWV KWHWOLWV,
OmwG 1 acvvevvonola movu emkpatel petadl Twv HEAWV HLOG OLKOYEVELXG,
ot SumoAkég avtiBéoetg, o mapadetypatikdg Euhodappds Twv yuvakwy amd
Toug ou{Uyoug Toug Kat To aioto TEAOG Tou kAelvel pe apolPaleg uToy wpoELs,
Xx0po¥g kat Tpayoudia (Xat{nmavtalhg 2011, Xiv, 44-45, 55,67, 148), oTotyela TOU
™V kablotovv yviota eAAnvikh kwpwdioc. Xpnotpomoww eokeppéva Tov 6po
«€AANVIK» ya va eotidow oto {Npa ™¢ eAAnvikdtnTag! Tov Bewpw OTt
mpoPaAet n tavia. AkodovBwvtag v tapddoon EAMvwy kwpwdtoypadpwv
va otnltevovy ta veddepta Sutkd 1O mov mapeiobuoav pe Ppevipelg
puBpovg otV eAAn vk kotvwvia (Xat{nmavtalng 2011, 40-45, 80-81, 203-204,
210), 0 ANpOTOUAOG ETTLYELPEL VO ALOKTTEL KPLTIKY] OTNV GKPLTY pipnoTn SUTKWOV
TPOTUTWYV and pépous twv EAMvwv. H tomobétnon avtr tou oknvobét
dev elvat Goyet pe TIS 8E0AOYLKEG TOU ATOYELG, TIG OTOLEG ETLYELPOVOE
va ekdpploet péoa amd Ti§ Tavieg Tou kat 8n TI¢ kKwpwdies (Anpoémoviog
2001, 39, 96). H kpttikr) otdon tov oknvobétn amévavtt otnv Eevopavia mou
xapaktnple v eAAnviky kowvwvia Tov 60 pmopel dAAwote va Stadavel
kot 0TI emdpeves kwpwdieg Tov (T¢évn TTEvn, Ot kupies ¢ avArs (1968), Mia
Itadida am’ tnv Kvpédn (1968)). ApkeTég kKoLvEG okNVES Kat epdavels OpoLdTNTES
elvat oe Béon, paAiota, va Stakplvel Kavelg, av HEAETHOEL CUYKPLTIKA TNV

TpeAAn owoyévewx pe to T¢Evn TEvn kat to Mia ItadiSa am’ tny Kvpédrp.

To 10TopLkd-kOLVWVIKS TAXIOLO TNG TAUVING KAL T) TTPOCWTTLKT)
0¢om ToU AnpémovAov

To (ympa ¢ eBvikng TauTdHTTAG KAl TNG KIVIHATOYPAPKHS
avaTapdoTaong TG £XEL KATA KALpoU§ Amaoy0AYoeL TOUG PeAETNTES, KABWG,
ovpdpwva pe tov Mark Conelly (2007, 41) ot tawvieg maiovv ovowwdn poio
otn 86unon eBvikng TavTdTTAG KOl ATOTEAOVV ONUAVTIKG kKePpAAalo otV
Tapaywyn eppnvelwy g otopiag. Ekeivo mov Ba mpémet, emmpodobdeta, va
éxoupe vty elvat Twe 1 €Bvky TaVTOTNTA amoTeAel HEPOG £VOG Stapkwg
petafarlopevou otoptkod Tmpoldvtog arlnAemildpdoswy petall Twv
Snpovpywy Twv tawvwyv kot Twv Beatwv tovg (Hughes-Warrington 2007,
82). 't Toug Adyoug avtovs, amatteital va oulntnOel TO LOTOPKO-KOLVWVIKO

mhaiolo péoa oTo omoio SnpovpynOnke 1 Tpeddr] otkoyévera.
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H dekaetia tov 1960 mapovotdlet and totopkh TAEUpAs e&atpeTikd
eviladépov, kabws mpokettat yo pa mepiodo katd v omoia 1 eAANVIKY
kowvwvia €pyetat avTipétwnn pe Plaeg aAlayeég (touvplotikn avamtuln,
QOTIKOTIOMON, KATAVAAWTIONOS, elopor] &Evwv kedpadaiwv, oce§ovaAikn
emavdotaon, ekmTadeVTIK)  peTappuBpon, avepyia, petavaotevon)’.
[Mpokettat yia xpovia EvTovwy avtipacewv kot tdeoAoyikwy {Npwoewv. Ztnv
TOALTIKT) OKNVT) TOV TOTTOV SeomdlouV oL NyeTikég popdés Twv Kwvotavtivou
Kapapavin kat Fewpyiov Mamavpéov. Ot dvo dvdpeg, mov evarlldooovtal
otvedovaia, ekPppdlovv avtipayopevesdeoloyieg kat akohovBovv avtiBeteg
kaTeVBUVOELG AvadOpPLKA [E TNV TOPELR TG X WPAG TTPOG TOV EKCUYYPOVIOHO.
‘Exovtag 1o BAéppa otpappévo otn Avorn, o KapapavAng embuwket v
exPropnyxavion kat v Taxela owovopky) avamtuén (BakaAdmoulog 2005,
449). AvtiPeta, o ITamavdpéov akolovbel PprAolaiir) mToAiTikn, apdiopnret
7o Swalwpa TapépPaons Twv ApEPIKAVWY 0T ECWTEPLKA TOV KPATOUG KOt
KOTOPOWVEL VO CUCTIELPWOEL YUPW TOV HEYXAN pepida aplotepwv, kepdifovtag
OTLG EKAOYEG TOU 19647,

H avatapayr) mov emkpatoVos o€ TOMTIKO Kot KOLVwVLko emtinedo, Kat
mov TNV mepiodo mou pag evdiadepet (1964-1965) Eptace o€ onpelo o§uTatng
TOMTWKNG Kplong (n xwpa ota mpdBupa moAépov pe tnv Touvpkia To 1964,
vroBeon AZITIAA kat IovAiavd 1965) Sev Gddnve adiddopo kat apétoyxo Tov
Ntivo Anpomovro. O oknvobétng — aplotepds Stavoolpevog mov tayOnke
vrép G kuPépynong Iamavdpéov to 1964 — aywviovoe yw to péAAov
Tov eAANVIOpHOY, Omwg o (8tog pag mAnpodopel péoa amd cuvevtevielg
Tov (Anpdmouvdog 2001) kat to PPAio tov Evag gknvobérns Bupdrat... (1998).
Avadopwd pe tov mpooavatolopd mov Ba émpeme va akolouvBnoouv ot
'EAN\nveg apdrradavtevopevol petadd Avong kat Avatohng®, o AnpdmovAog
Taoodtayv, o Aéyape, uTEp pag e§LOOPPOTNONG TOV EKGUYXPOVIOHOV HE TNV
mapadoon, pe kVpto péANpa va pnv xdoet o EAAnvag v donpoocwmio tov.
O oknvobémg, ya mapadetypa, anexBavotav v &vapyn avowkoddpnon
KOlL TNV Ao TIKOTTo(NoN oV Tpowbovoe 1) ptAoduTikn kapapavAkn kKuBEpvnon
(Anpoémovhog 1998, 192), evw emékplve oPpOSpa TNV APEPLKAVIKY Kuptapia
akopa kot ota eEANVd kuvnpatoypadikd Tpdypata (AnpdmovAog 2001, 66),
eMOUVHWVTAG 0 (310G Yyl TOV TOTO Tov €vay Bvikd kivnpatoypddo. Qotdoo,
dev anéppinte cUAANPONV kKaBeTl apepucdviko, adol aflomoinoe kat avTdg wg
oknvobétng Sitddypata touv yoAuyouvtiavol kivnpatoypddouv TG ETOXNS.

[MoapdAAnAa pe ta Tapamdvw, o ApomovAog vrepapvvoTay g Tapadoong,
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Oxt wG «ouvtnpnon, emotpodr), omtobodpdunon», aAld «mapakatadnkn
[...], kot pTpa tepn 6mov kvodopeitat aévaa kot TAovtileTat Sivekws kat
duAdyetat {nAdtuma {wvtavo kat dpBapTo kt avakvkAwvetat to avedvtAnTto
ototyelo TG TEXVNG» (Anpdmoudog 1998, 402). H StadAakTikn kat petpromadng
aut) Béom, mov amotedel OPWG TPOOWTIKY TPOTAOT), EKPPATETAL EVKPLYWG
oV ayamnpévn tou towvia, Kvpies ¢ avlis. Tn péon 086, tov appovikd
dnAadn ovvdvaopd etepOkAnTwyv oTolxelwv (ApEPKAVIKO YOAVYOUVT —
YoAAkSG Kat pwotkog kLvnpatoypadog) akorovdnoe, GAAwote, 0 Anpdmoviog
kat oe (Tpata atodnTkng avalntnong (@avovdn 2012). Avtiv akptpwg tnv
akpopaacia tovEAAva avapeoa og ekouyypoviopd kat tapddoon emuyelpel va
avadeiet kat otnv Tpeldij otkoyévera, Tawvia Tov katadetk viet Twg, dtav yabel
1 tooppoTtia HeTa&V TwV SVO AUTWVY OTOLYEIWYV, TA TPAYHATA ELTPETOVTAL ATTO

TNV TPOXL& TOVG kat TpokaAelTat XAog kot avapyio.

H tpeAAnj otkoyévera wg adAnyopic TG eEAANVIKNG TOALTIONIKNG
TOVTOTNTOG

Tpia elvat Ta kKEVTPIKE epwTHpATA YOpw amd Ta omoia B avamtuyOel
n mapovoa avadvon: Tt avTikatontpilel N tawvia, moot elvat autol TOU
Stakwpwdovvtal kal TWG TPETEL VA TPOCEYYLOTEL 1) OTAON TOU KPAT&
o oknvoBétng. Iliow amd v tpeddij owkoyéveta, Aowmdv, vrootnpilw Ot
Swadaivetat 1 cuyyvopévn TOMTIOpIKE €AANVIKY KOvwvia, MG ETOXNS
mov, Onwg dAwoe 1 Kapéln, épotale «Xav mivakag adnpnpévng téxvng.
Mmepdepévn, akatavont, SvokoAn’. O oxuplopds, GAAwote, mwg 1
okoyevelx oURBOALleL TNV KOLVW VX GEV EVALAY VWO TOGOTNV KIVIHATOYPaPLKN
Bswpla (Pierre Sorlin 2006 kat Richard Taylor 2007). ['ta ™) otpi&n ™G B€ong
pov, apkel va avapépw Twe, LEAETWVTAG OTATIOTIKE OTOLXEIX YLot TNV EKOVA
mov mapovoiale o Oeopds ™G owkoyevelag Tn dekaetia mov e€etdlouyle,
Stadaivetat 0Tt 1) eAAnvikn owkoyéveta dev avtipetwmile kpion. Ta Tocootd
Twv Saluylwv kat ekelva Twv YEVVNOEWVY €KTOG YAROU NTAV §XLPETIKE
XOUNA&, CUYKPLTIKA HE TNV KATAOTROTN TOV ETMKPATOVOE OTIG LTOAOLTTESG
xwpeg ™G Evpwmng®. Xtnv tpeddij owkoyéveta tov Anpémouvdov emidéyetat
va StakwpwdnBel, dyt Tuyala, pa aoTikn owoyévela — emthoyr ovvnBiopévn
yta Toug'EAANveg kwpwdioypadoug, ) omola £xet Opwg TN onpacia g, adol
oUpPAAAeL otV epdaTikn VITOYpPappon Kkat eTtikplon NG Eevopaviag Twv
EAvwv. Autd oupPaivet ylati ot aotol NTav €KEIVOL TTOU TPWTOL PN ONKAY

TOUG EEVOUG KAt 0 A0S e T OELP& TOU ppnOnie Toug aotovg™. H mpiytn oknvi
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™G tawviag elval YapaktpLloTiky yla vo yiver avTiAnmth 1 kpitiky diéBeon
ATEVAVTL 0TI SUTIKOTPOTIEG GLUVNPELEG/EAATTOHATA TWV (AOTWYV) NpdwYV. Me
éva e§wTtepkd yuplopa, divetatl 1 kovBeévta dvo epyatwv oe vavmnyelo, ot
omolot ooAtd{ovv Ta otkoyevelakd TpoPAnpata tov ZtéAtov. O évag paAtota
onpewwvet: «Xahaopévn vobeon. Ot Suo képeg Tou ya To TpeAokopeio Kt 1
yuvaika tou yia d€opo. (...) Aotov tov doukapd, Tov Avmapaw. H tadkn
Stadpopomoinon kat ovvakdrovba ta dtadopetikng pvong mpoPfAnpata mTou
avtipetwni{ouy ot Npweg pe Baon TV kowvwViky Toug Béon oklaypddovtat
eukpvwg. Ot Yo Aaitkol yapakthpes (yviola «pwpékor TuToL) BplokovTat
ota aplotepd (emAoyn mov eveyopévws mpoPfarlet kat TNV deoloyiky) Toug
tomoBétnom), pe ™ ovlftnon va yivetat o€ kovTIvo TAGVO kat amd XapnAn
ywvia AqYPng. @opovv polvya SouAelds, kdvouv avapopd OTA OLKOVOULKY
TPOPANHATA TOV AVTIHETWTI{OVY KOl CUYKPIVOUV TNV «KaKM» TOUG TUXN
pe autn touv Xtéhov. Alyo mprv, éxet mpoPdAlel amd ta de§id o Etélog,
VTUHEVOG HE KOOTOUHL, O OTolog praivel oe €va ToAuTeAeg avtokivnto. To
mAavo eivat pakpivo, divovtag tnv alodnon ¢ anootwroinong pHetadld Twv
SVo kotvwvikdv taewv. A§lompdoekTn), emiong, 0TNV EVAPKTIPLO OKNVY elvat
kot 1) Ak YAwooa Twv epyatwy, N omola épyetat o avtiBeon pe to Eevikd
Ae&Adyto mov Ba Sovpe va ypnowpomotel 1) Tldota GAdpa kat o Mikng otig
oK1 VEG OV akoAovBovv. Zuvenwg, Ndn and TNV TPWTN ok €XEL TOVoBEl
7o dimoho Aaikn/epyatikn Té&n-aotol, evw aprvetal va dadavel Twg 6,Tt
emkpatel 0To omitt Tou XTtéAov eivat Tapddetypa Tpog amoduyy.

H oapdrrardvtevon touv €AAnva avépeca o€ exkovyypoviopd Kot
nap&doon” mpoPdAleTatl peoa amd cuykekplpéva oTolxela mou (pEpouv ot
NpweG. ALOTOLWVTAG TOUG OPOUG «EAANVIKO» KO «PWHELKO» TTOU Y P1OLHOTIOLEL
1 Avdia [Mamadnpntpiov oto EAAnvikd Kivnpatoypadikd Miotikal (2009)3
Ba emuyelpnow va del§w Twg oL Npweg pmopovv va ekAndBovv wg cupBola
Vo avtippomtwv Tdoewv ™G EAANVIKAG TOMTIOHIKNG TavTdTNTAG. AV KOt
pla Aemtopepns amooadnvion Twv Opwv elvat ealpetikd SVokoAn, adov
ot Vo €vvoleg elvatl PeTaParAOpeVEG, €XOUV TOMTIOUIKES KAl LOEOAOYIKES
TPOEKTACTELS Kkat YprotpomomBnkav Stapopetikd oe kdbe emoyr) (Bepéung —
KoAwbémouAog 2006, 548-553, Herzfeld 1986, Myrogiannis 2012, ITamadnpntpiov
20009, 34), O€ YEVIKESG YPARHES, O OpOG «<EAANVIKOG» Elval CUVVPATHEVOG LE TOV
€KOVYPOVIOHO Kat TNV vtoBétnon EEvwy (SuTikdv) NBwv kat TpoTiTwWY, EVW
xpnopomoteitat ywa va SnAdoet tov mpooavatodopd twv EAAvwv mpog tov

AuTikd avaTTTUYREVO KOO0, 0TOV oTolo Kat emBupel va aviket. AvtiBeta,
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1 £VVOLOL TOV «pWHELKOV» — Evvola TTov €XeL TIS pileg g otnv TovpkokpaTtia
— MopamépTEL 0 €va o mapadootakd povtédo {wng kat vtodnAwvet pa
o eowotpedn etkdva touv EAAnva. H dnpotkr) yAwooa kat 1) 6TepeOTUTIKY
avtidnyn ywax v vrepoyn touv dvtpa €vavtt g yvvaikag (Herzfeld 1986,
20) — vmepoyn Tov ekdnAwyvetat ovyvé pe emBeTikdTnTa Kot Pla — elvan §vo
amd Ta Yvwplopata oauTov Tou OVORAJOUHE «pWHEWKO». ATTO TOMTIOUKNG
amoymg, ) évvota propel va ouvdedel pe Ta prov{ovkLa, TN PERTETIKY LOVCIKN
KL Yopovg, OTtwg to Yaodmiko kot to (eipmékiko (ITamadnpuntpiov 2009, 25).
SUVETWGE, TO «pWHELKO» EVTOTI(ETAL EVKOAOTEPA KOLL KATA KUPLO AOYO 0T Aaikt
OTPWHOTA KOL TIG XXHNAES KOLVWVIKA TEEELS, EVW TO «€EAANVLKO» Qv VEVETAL
0TI peoaieg kat avatepeg Tagels (amadnpuntpiov 2009, 23-25).

To «eAAnvikd» elvat ekelvo To oToLXEl0 OV Stakwpwdeltal Katd KUpPLO
Aoyo otV Touviat — avapevOpEVO YEYOVOG, Ao T OTLYHN Tov Ta EevodepTa
10N voBethOnKkav TpwTta and tovg actovs. Evrova mdvw toug «eAAnvikdy/
Sutwkdtpomtar ototyeia dépouvv ot yuvaukeiot yapaktipes (TCiva/Ildota
DAwpa, Mika, Zicov) kat 0 Mikng. Eeklvwvtog e TG KEVTPLKES Npwideg Tou
€pyov, mapatnpovpe otL Téoo 1 Mika 6co kat 1 ITdota OAdpa éxouv aépa
EVUPWTTATKO, VTUVOVTAL KOPP&, pthovv &Eveg yAwooeg, evw dev Aoyodotovv
otoug ou{Vyoug Toug yla Ti§ Tpdéets toug. Ta otoryela avtd veptoviovrat
HE TQ KOOTOVHLA, TA XPWHATO TWV OTOlwV eTPAANOVTAL GTOV XWPO — CUYVE
KOLL 0TOVG ApPEVES YapakThpeS (Adkog 2012). H Stakwpwdnomn Tov «eAAnvikov»
ototyelov StaypddpetatEekdBapa atov yapaktpatng T{ivag, mov paivetal va
pnv €xet ovvaiodnon g katdoTaong (EVOEKTIKO TO aXOALo TOu LTEALOV OV
Stvetat tpayouvdiota «Tpia TOVAG... Tpla TovAdkia kdd...»). H amedevBepwon
(;) ™S HNTépag evromileTat, mpwTa amd OAa, 0TI CTACT ATEVAVTL OTIG KOPES
™. Etot, 8ev emmAfttel ) Zioov, dtav ) PAEmel va eloépyeTal e Evav
Ayvwoto veapd oto omitt Toug (AAékog T{avetdkog), evw dev avtidpd ovte
otavnappafwviacpévn pe tov Mikn, Mika, TG avakotvwvel OTL TavTpeVTnKe
k&molov dyvwoTo v ayvola TG oto e§wtepkd. To povo mov Ba oxohidoet
TAVW OTOV YAHO-0oTPATY) TNG KOpNG TNG elvarl «Mika, TaAL ékaveg TpEAeg!».
Ot (Sutikég) PhedeBepeg amdpelg G mepl yuvatkelog yetpadetnong
evrtomifovtat kat 0To oy ™G va Ywpioet pe Tov ETtéMto, Statnpwvtag dpws
dAkég oyéoelg pali tov. Aev dtotalet, pdAota, va tou {nTnoet kat Tpoika, yo
va tavtpevtel k&molov &AAo (oknVr) Tov Sely VEL TO ATTWYELO TWV HOVTEPVWYV
andPewv G kat 1) omoia B akoAovBnBel amd To «pwWHEKO» YAOTOVKL TOU
Ba ¢ dwoet 0 auluydg tn¢). Emtiong, n TCiva Ba emiPpafevioet ™ Mika, dtav
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ekelvn, payepevovtag ya tov Avdpéa Ba potpactel ™V amdpaot TG vo Tov
xwploet («Nat tadi povl’Exelg téooepts pépeg TavTpepévn, ToAD kpdtnoe!»),
evw Alyo mtpLy, ot B€aom ™G kOpPNG He TN payelptkn) modd Ba avadwvnoet:
«@¢é pov, dev elvat Suvatdv! Dopag modidl.. Mika payetpetetg! .Mika, Tpépw!
Tov ayamdg!». Eviddepov éxet n evéupatoroywr emhoyr) g Mikag, oe
OYEDT) HE TN «PWHEKT» TPAKTLKT) TTOV £Pappolet, va payelpéPpet SnAadn ya tov
o0Quyd 6. H oulton Mikag-T{ivag otnv kou{iva — mapovaia TG otktakng
BonBov — Sivetat pe éva peoaio mAdvo. H Mika elvat vtupévn pe eAAnvikd
Xpwpota (LTAe — Aevko) — emtdoyn kaBoAou Tuyaiar ) popdn ¢ deomdlel ota
Se€1d, apov 1 [aota PAwpa (popwvtag pmAe — pavpo) culnTé oTa APLOTEPA
pe yuptopévn v mAdtn. H oknvn elvat yapaktnpiotikn) yati tovifet, amd )
HLQ, TN POTIH) TPOG TO «PWHELKO» ATO pEPOVS TG Mikag — T&omn mov €xeL H)dn
exppaotel Aiyo vwpitepa pe T0 XAOTATLKO TOV XOPEVEL 0TA HTOV{OVKLX —, EVED),
mapdAAnAa, katadetviet Tnv emBupio Tov Stékpive Tov Anpomovldo va yivet
exdppaoth§ ™G EAANVIKOTNTAG (BA. oupPoliopod evdupaciag Mikag) peoa amd
71§ Tawvieg tov (MooyoBdkng 2001, 34).

Avo oknVEG 6TIG 0TrolEG TO «eAANVLKO»/SuTkdTpOTO TTOLYKED TTOU PEPEL
N Mika avtipetwmniletal pe oKeETTIKIOUO, elval ot TapakdTw: Me v elcodo
Tov vidmavtpov {evyoug oTo matpwd omitt TG Mikag, ot vedvupdot mivouv
apépo kat oviokv pe v Idota OAdpa, ya va yloptdoovv to evydploto
yeyovog. Otav n Mika Ba to mapakdvet pe 1o motd, oxoAdlovrag «Tpdmog
APEPLKAVIKOG O,TL ELVAL VO TILELG, TILEG TO APECWG», OTELOVTAG akoAoVOWS TO
TOTHPL TNG KAT& ouviBeta ovyyapélikov Bipov, o Avdpéag Ba g emBAnOel
«PWHEKO» AEYOVTAG: «EEpw KL GANO €va eEAANVIKS Tov otag éva kedAAL kat
dépvet Svatvyior. H oknvr Sivetar pe pecaio kat kovtivd mAdva, pe tov
Avdpéa va popd prtAe kOoTOUpL Kt AeUKO TTOUKGLLOO (X pwpaTiopol eEAAnvikol),
evw 1 Mika avadetkviet T OAvkoTnTd TG HECA ATTO TO KOKKLVO YPWHA TOU
Ttaytép ™G (Adkog 2012, 68). AevTepn oknvr) 6mov 1) Mika ekdnAdyvet €vtova
To «eAANVKO»/SuTcdTpoTo oTotyeio eivat T oTLypn mou pe pey&An dveon
KOl EVPWTTALKO ALEPA CUGTNVEL TOV appaPwVIacTikd TG oTov Gvtpa TG To
mAavo elvat pecaio atn péon Pploketat n Mika pe éva koppd kat atodnotokd
pavpo $popepa, ota aplotepd ™G eivat o Mikng kat ota de€i& o Avdpéag. O
televtaiog Oa emBAnOel «pwpétkar» aTOUG AAAOUG SV PWES, EKTTPOTWTTOL TOV
«eMNVWov» otoryelov. ATevBuvopevog 0 AvEpéag TpwTa 0Ty yuvaika Tou Kot
énerta otov Mikn, Oa et pe 00€vog kat pe «pwpékn» yAwooo: «Tapa dniadn

eaV eloat viupevn;» / «Tukottdg €00, pe; Ae PAémetg; Elvat totrtatdl n) yvvaikal
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... Kévelg pa dovAetd; @edyetg pévog oov pn o’ apmdéw kat o metdw o’
To Tap&Bupo;». LT ovYKEKPLPE VN oKV Tapatnpel, emtiong, kaveig ) detdia
kat avavdpia Tov SutikdTpoTov Mikn, o omolog Ba PpUyel TpopaypHEVOG pe
éva «Bbbye bye, pra..l», mpog tov ZtéAo, mov Alyo vwpitepa €xet elo€éABet
0TO OT{TL.

O Mikng, To dvopa Tov 0molov TapameépTeL 0To ONAvko, Mika, amotelel,
padi pe v Iaota DAdpa, Tov §evTePO Npwa Tov €pyov, OTTOU TO «EAANVLKO»/
Sutwotpomo atotyeio Ppioket Tpodopopo dadog va Stakwpwdndel. O Npwag
elvat paABoakomolopévog, £xovtag viobethoet TANPwWG T SuTkd TPOTUTAL.
To vtiopd tov elvat evpwmaiko (0 HOVOG ATTO TOUG APTEVIKOVG XAPAKTIPES
ov pop& Ppourdpl), Tivel oviokv, aoyoleltat pévo pe pdAL autoKVTWYV, dEV
epydletat, evw evtdooet TOAAEG ayyAkeg Aé€etg oto Ae&AdyLd Tou. O Mikng
XaUpetd mavta pe éva «bye», To omolo mpog To TéAoG Tov Epyou Ba elpwveuTel
0 Avdpéag, pevyovtag kat ekelvog amd to onitt. I'ta v kprtikh otdomn mov
peltat amévavtt ot SuTkOTpoTeG/«eEAAVIKEG» oLV BELEG TOV Npwa, TEPQ
and to yéMo mov TPokaAelTal pHéo Ao TA KWHIKA €meloddia, pmopel va
eTkaAeoTel KAVEIG kat TO oY OAL0 Tov owdhEép Tou Mikn, «A va yabeig, 6pviol»,
oxOAo Tov €pyetat €melta amd TNV amaitnon Tov Mikn va Tov amokaAet
«oepl». Epwvicd eivat kat To oydAo tov LtéAov mpog To T€AoG Tov €pyovu,
«Tt Aeg Bpe maudi pov! Ztnv AyyAia Bprkes va mag va yivelg avtpagly, kabwg
KoL 1) mise-en-scéne — VTUREVOL 0T HOUPA Ol TECOEPLS TPWTAYWVLOTES
TePLTPLYUPI{OVV TOV VTUHEVO O QVOLXTOXPWHES ATOYPWOELS Kkat pe SuTkd
otuA, Mikn. Yroypappiletatl pe Tov TpOTO UTO 1) UTEPOYXT] TOU «PWHELKOU»
ototyelov €vavtt Tou «eAANVIKoU», OMwG Kat 1) oTtdon apdtoBntnong mov
kpaTd 0 okNVOBETNG amévavTt oTn Avon.

Ye 6,TL £xeL va kAVEL, TENOG, He TN pkpdTEPN KAt KakopaOnpévn kopn
Tov Xtéhov kat ™G Tlivag, Xioov, to «eAANVWKO»/SuTikdTpOoTTO OTOLYELD
TpoPaAet (mépa amd TV apepkdvikn €vduan), kupiwg, péoa and Tov EEvo
X0p9 (jenka) wov yopevel pe tov depyo pilo g Milto (AAékog Tlavetdkog).
O INavayuwtng Adwkog, BéPata, Tapatnpet 0Tt 1 Licov kat 0 MiAtog, Tapd to
AUEPIKAVIKO VTUOIHO TouG, «evataldlovv éva StadopeTikd Puotoyvwpikd
otouyelo veoeAAnvikng kabnpeptvédnTag» (Adwog 2012, 49). Xe avdAoyn
TOPATNPNON HTOPOUHE VA TPOPOUHE, AV TAPATNPICOVHE TOV TPOTO HE
Ttov omoio pA& 1 npwida. ITapd to yeyovog OtL 1 Xicov emkpivetl evBéwg
«PWHEKES» CUVTDELEG, X PNOLHOTOLEL «pwELKO» Ae§IAdYLO. TN 0KV KOT& TNV

omola Ba emBeTel AeKTIKG 0T YELTOVIOOQ TOVG, Hiat CUVTNPNTLKY YUValKA PE
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«PWHELKA» EAATTWHATA, OTTWG TO KOUTGOHTIOALS, TV TpooB&Adet pe ta €&ng
Aoyl ta omola amevBUvel oty [Tdota PAwpa mapovoio g kupiag Maipng:
«Na melg otnv kuplae Maipn OtL €0V akoAouBels ya Ta kopltola cov pia
madaywytkn Tpowdnpévn. ... Ku ot dev tig adrvelg dekdé ypovia pe tov ido
dappakotpidtnl».'Exovpe dnhadn va k&voupe pe Evav mepiepyo ouykepaopd
TOU «EAANVLKOU» HE TO «PWHEKO» OE O,TL EXEL VX KAVEL pLe TN Zioov.

AvtiBeta pe Toug mapamdvw Npweg, o Avdpéag kat o XTéAog elval
TUTOL TTOV  AVTLTPOCWTEVOVY HE HeyaAUTepn Sadyelx TNy £€vvola Tov
«pwpéov». O AVOpERG XPNOLHOTOLEl «PWHEKEG» TAKTIKEG OMwS (NAta kat
Bia, ya va vrroté&et ™) o0luyd TOV, TAUPAKLVOVTAG KoL TOV LTEALO VA KAVEL
7o (8t0. Epwvikd kat yAevaotikd avtipetwnilet, eniong, tov Sutikdtpomo
Mikn), xapaktpilovtag Tov wg «t{t{iptoyko» mov «popd €va mTamtov, Alyo
pLv PdAet Tpelg peyaldowpovg Gvpeg va mpokahéoovy Kafyd o€ KEVTPO
Staokédaong (ovvnBlopévn oknvr o kKWHwWSIES, Kat, TAPAAANAL, «pWHEKO»
yvwplopa), 6mov o Mikng ouvodevet ™ Mika. To «pwpéco» otoryeio dpwg
ov pépet 0 Avpéag dev avtipetwmileTal TO0O KPLTIKA, OTwG cupPaivel pe
T0 eAANVIKS. AvtiBeta, Bewpeitat amapait)to yio va eméABet 1) Looppomia kat
1N opadotnTa. Amoyn tov Avdpéa, Tov cuvoyilel Ba Aéyape kat T B€om Tou
oknvoPét yuax tnv EAAGSa g emoxng elvan 1 €§9G: «Ot owcoyéveteg XtéAo
elvat oav Toug Aaovg TPETEL Vo "YOoUV KATTOLoV va TiG KuPepvaet, aAAWS TG
maipvetl 0 Stkorog». I'ta avtd kat, 6tav o Ltélog Ba yaotouvkioet tnv [Tdota
DAwpa, Sty vovrag émetta Piata Tov Mikto amnd to onitt, Ba emavadépet Tnv
Ta&n otV owkoyéveld tov. H evpeon ¢ YApHEVNG TOU «pwHEKNG» TAVTOTNTAS,
dnAadr), evBuvetat yla Vv owoyevelakr) npepia. A§lompooekTo, pdAoTa, elvat
OTL 0 QUTO GUVALYOVY KAl Ol YUVAIKEG, TwV omolwVv 1) TANpnG Sutikomoinon
kat yewpapétnon pavralet emipavetak). <Qpeg dpeg pég xpetdletar kat kava
XaoTovkw Ba et ) Mika otov XTéAto, TEPTovTag pe Yapd otV aykad tov,
HOAG ekelvog Ba yaoToukioet Suvatd T pntépa 6. Avtiotorya, katn [dota
DAwpa Ba Bavpdoet 0NV apéows emdpevn oknvi ) Suvaprn tov avdpa g,
pwtwvtag tov mov ) Pprke. [ap’ dAa avtd, ot Avdpeag kat XtéAog dev
daivetar va amoppinmtovy TANpwG kabeti «eAAnvucd»/Sutucdtpomo, adov
€xouv voBetroet kat ekelvol EevodepTeg ouvnBeLeg, oL omoieg otV TEpimTwon
Toug dev Stakwpwdovvtat 1), TovAaylotov, dev avTtipeTwTi{ovtal KPLTKA.
'Etot, 0 Avdpéag eivat koppd vivpévog, Tadevet otnv Evpwmn, mavtpedetat
pla dyvwotn oto e§wTepkd Xwpi§ va EVIHEPWOEL TNV OLKOYEVELYL TOU KL

mivel ovioku. Avahoya evpwmaikd VTUHEVOS elvat kKot 0 XTEALOG, 0 omolog
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amavtd pe yolikd ota yodAwkd g yuvaikag tov (0w mpokaleitat, PePata,
TO KWHLKO, YLt VA 0TNALTEVTEL OpwG TEPLOTOTEPO 1) ouviBeLa Twv EAAMvwv va
Xpnotpomotovv EEveg Aé€elg kat Oyt TOo0 ya va StakwpwdnBel o yapaktipag
TOU Npwa).

H tawia kAeivel pe évav kapvapaiud xopd twv npowv otn Bevetia
(oknvn Tov mapamépmel oTov yapo ™ Mikag kat tov Avdpéa). H tpedds)
otkoyévelar, Omws kot 1 EAAGda ¢ emoxng, dpavtalet cav éva amépavto
kapvaPaAt. «EAANVKG» kot «pwpéka» OTOLXEIX EVWVOVTAL, OTIS TWOTES
OpwG S0COAOYIEG, TTPOKEWPEVOU VO CURTOPEVTOVV appovikd. Ot apotPaieg
VoY WpNoelg amotehoVv mpoimdleon avtig g katevBuvong H tawvia,
TapOTL avTipeTwmilel pe OKETTIKIONS TOV e&evpwmaiopd twv EANvwy, dev
Ttov amoppinttel e§ohokAnpov (to ypadelo taddiwv, dAAwote, oTto omoio
tAedpwvel 0 Avdpéag ovopdletal «Evpwmnp).

OMlokAnpwvovtag v e&étaon yl TOV TPOTO AVATAPAOTAONG TOV
«€EAMANVWOU» KaL TOV «pwpEWOoV» otV TPeAAT] otkoyéveta Ba NBeda va otabw
kat otn onpacia TG €MAOYAG TWV TPWTAYWVIOTWY, Ol OTolol KATAPEPAY
VO UTEPTOVIOOUY T YVWPIOHATH QUTA TWV NpRwYV, cUUPAAlOVTAG wg éva
BaBpod atov peadiopd, kaBATL TO KOLVO TNG ETOYNG NTAV OE HEYAAO TOGOOTO
Npavaipapnro” kat cuviBle va tautilet Tov nbomotd pe tov dvBpwmo. Ty
Sutwotponn, amedevBepwpévn kat Suvapkny Mika, Aomdv, evoapkwvel n
yaAAwoBpeppévn TTévn Kapéln, nomoia Awve tov kapd ekelvo «depviotpa
HEXPL TO KOKAAO™». AUTOG 0 SUVApLOpHOG TNG dlakplveTat Kot TNV ETAOYN TNG
va mtépet StalvyLo T0 1965 and tov Zéayxo Xatl{ndwtiov. IIpoéPaAle, Sniadn, pa
yuvatkeia 1dloocvuykpaoia Tov KAT& TOAD AVTITAGEOTAY OTOV GUVTNPNTIOHO,
o omolog xapakthptle o€ peydho Padud v eAAnvikn kowvwvia. H nBomoidg,
BéBata, kot avtiototyio pen Mk, NTOV yVWOTH KO YLX «PWHELKEG» CUVNOELEG
™G (BA. v aduvapia ™ oto TEPAL OV KivypaToypadpkd Ba arodwoet oTo
T¢évn TGévny). Ocov adopd ) Maipn Apwvn, n nbomotds ftav yviola aoty
pe ombvieg epdavicels otov kivnpatoypado. O Aléxog Ale§avdpdkng,
o peyahivTtepog (ev mpepté TG emoyNG, pe e§eupwmalopévn epdavion kot
avtiMpelg mepl yapov pnéikélevbeg yia v emoyn (o nBomotdg mavtpev ke
pe aotpamiaio TayiTnTa — avaloyn pe ekelvn Tou kivnpatoypadkod Avipéa
— pa FaAAida kat pua EABetida), mapépeve, wotdoo, ot Pdon Tou «pwiidg»,
apoV evavtiwbnke amévavtt ot GtAkd mpookeipevn mpog Toug SuTkovg
kapapavAkn kupépvnon, n omola kat Tov kuviynoe (NuwoAlog 2003, 88-90),

kot apvnBnke va k&vel kapiépa oto e§wtepko, yati mioteve mwg dev Ba
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pmopovoe va aoknoel To emdyyeApa Tov nbomoloy oe kapd GAAn yAwooa
mapd ota EAANVIKE kot og Kapd GAAN ydpa (NikdAlag 2003, 68, 85-93). Téog,
adtapopo dev elvat 6t n emtPoAn ™G T&Eng Ba emeABeL pe Eva xaoTOVKL TTOU
Ba dwoet 0o Ztéhog atnv Tiva. O [Mamayxvvomovlog Bewpovvtay to mo
Bapy xépt Tou eEAANVIKOD KIVHATOYPE&POU KAl TA YXOTOVKLA TTOV €8LVE NTAV
aAndwa (Mwpaitg 1993, 79-82). Ocov adopd, HEAGTA, TN CUYKEKPLHEVY
oknvn, N Apwvn oV €koPe TV KaAnpépa kot apvnOnke vo mapaotel ota
yuplopata, yti, 6ntws dHAwoe, kavelg dvtpag dev g elxe ovpmepipepbel
KaT aUTOV TOV TPOTO (AnpodTovAog 1998, 386-389).

YupmepaopaTa

Tnv emoyn movu yupiletar n tpeddsj owkoyévera 1 EAA&GSa Stavier pa
tapaypévn mepiodo, mov, péoa ota GAAa, TN Yapaktnpilet TOALTIOpKY
ovyyvon. Iapatnpeital, emiong, €VTovr KOWVWVIKY KLVNTIKOTNTR, odpol
apxilet otadiakd va dnpovpyeital po véa tagn mpaypatwv. T tov
Aoyo autd kat ot 'EAAnveg vioBetovv — dAlot meploodtepo dAhot Atydtepo
- ta &evodepta BN, evd Oyt Alyol, avTlOTEKOpEVOL, €TPEVOUV OF €va
o mapadootakd povrédo {whg. Auth 1 dteAkvvotida Avong — AvatoAng,
EKOVYYPOVIOHOV Kol Tapddoong, «eAANVIKOU» kAl «pwpélkov» VTOPOoKEL
kat otV Tovia Tov Anpdmovdov, pta tpeddi) TpeAdij owkoyéveta. H otdon mov
KPAT& 0 OKNVOBETNG TpooeyyioTnke oTo TAaioLO TNG €TOYNG TOV N Tawvia
SnpovpynOnke, kat Siywg Tpobeon Weoloywng evoyomoinang. Avalntwvtag
pta Xpuot) Topn, o AnpodmovAog vreptovifel okomipws ta apvntwcd (Sutucd)
otolyela Tov eykoAmwvovTal otV eAAnViky kKowvwvia (.y. eAevBeptoTnTa,
Eevied Ae§iAdyLo) Stakwpwdivtag Ta, evw, amd Vv GAA, Bewpel Twg elvat
amapaitnto va dtatnpndodv ot Paon ¢ TavtétnTag Tov EAAnva «propékar
YVWPIoHATO — XOUPAKTNPLOTIKG v TL-OuTik& Tou ToV Stadopomotovy amd Toug
&€voug. OL Npweg amoktovv cupfoAikn onpacia kat 1 tavia eivat Suvatod va
SwaPaotel aAAnyopkd™.
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Notes

1 Alyoug pfveg mpuy, eixe Pyet otoug kumpatoypddouvs 1 kwpwdia Asomowvis AevBvvriis
pe v Kapéln, tov Ahefavdpdkn wkat tov Ilamaywxvvémovho va koatahapPdvouv toug
TPWTAYWVIOTIKOUG poAovg oe oknvobeaia Anpédmovdov. Xy ev Adyw tatvia, OTwG Kat oTnv
Tpeldij otkoyévera, epdpavifovrar, emiong, kot Athn Hamaydvvn, n Nitooa Mapovda kawn Katepiva
T'yyov. H Aeomotvis AtevBuvtis €xope 402.143 elotthpia otnv A’ mpofolr) oe ABfva kat [Tepad,
kataAapPdvovrag v 71 oe oelpd eloTpdEewy Béon avipeoa oe &AAeG 93 TapaywyEg TV mepiodo
mov TpoPAnOnke.

2 H Beatpwn mapaotaon avéPnke v In ZentépPpn 1964 oto Oatpo «DAdprvtar. I'ta TV kpttikn)
oV MPoTaXOnKke Tpokepévou ya TNy mapdotaon PA. evlewtikd: Ahkn @pvlov, To eAdnvikd
Béatpo, I' TopOG 1964-1966, (ABrvat: Akadnpioc ABnvav. Tpuvpa Kwota kat EAévng Ovpdvn, 1981),
407-408. H Staokevr) Beatpucddv €pywv otn peydAn oBovn frav mohd cuvnbwopévo parvdpevo.
SuvnOws, opws, 1 Beatpikr) emtvyia amoTeAoVOE TO KIVITPO TNG HETAPOPAS. LTV TEPITTWON
™G TpeAAIG owkoyévelag To Tapadofo elvar 4Tt 0 Anpodmoviog TapalapPdvel éva oyt kat T660
emTuYNpévo Beatpucod kat to kabiotd blockbuster.

3 O l'wpyog Bapehdg ota Oedpara (1965) ovoyetiCovtag Tov TiTAO pe TNV ELOTPAKTIKY emTLTUY A
Twv §0o eAAnvik@wv Taviwy oxoAdlet xlovpoptotikd mws «H TtpéAda petafiPaletar. Oa
HTTOPOVTE, AOLTOV, VO CUUTIEPAVEL KAVEIG TTWG 1) ATTNYNOT) HIAG AHEPIKAVIKNG KL HLOG EAANVIKNG
tawviag wOnoe v Tapaywyn va aA&et kat tov TitAo g Tawviag, eAnifovrtag oe peyaAiTepeg
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etompadets. To va mapamépmet de o tithog pag kwpwdiag oe éva Sutikd mpodTuTo amotedel
ovVNOOPEVY TAKTIKY TTOV HETPG atwve (Xat{nmavtadng 2011, 11).

4 Tty «e MnvcdtnTar g Tpeddijs otkoyéverag kévet Aoyo ka0 Adkog, e0TLA{OVTAG 0TA X PWHATA
oV eTkpaTovV 0ToV XWpo (ITavayiwtg Adikog, H {wn) Tov tdavikod otov kivnpatoypddo. «Mia
Tpeli) Tpeddij otkoyéverar» Tov Ntivov Anudmovlov, (A va: EkS86oeg [amalyon, 2012).

5 Evlewtwd avadépw tn oknwn pe o yao&miko mov 1) Kapéln yopevet téoo otnv peddrj otkoyéveta
600 kat oto T¢évn TCévn, OTwg kat TIG AUYHES KATE TOV AHEPKAVIOHOV TTou TtpoP&Alovtat oTn
Sevtepn tawia péoa and tov yapakthpa ™G YPOvvng (avtaywviotplag g TTEvng) kat g
pntépag ™. [oAAég meploodTepeg opotdTnTEG O emtimedo Oepatoloyiag, HOVOIKHG KAl X PWHATWY
ovvavtovpe oto Mua Itadida ar’ tnv Kvipédn. Xapaktnplotikd mapadelypata amroteAovv ot ouveyels
avadopég otnv Italia, To Eevikd Ae§ihdyto Twv npwwv, To VA0 peTE povoiknG oTa prov{ovkLa,
koOWG kot To kddpo mov {wvtavedet, TpoPdAlovTag dpws £8w povo eAAnvikd otovyela/tomia.

6 ' pa 6OVTOHN KL KATATOTILOTIKY) ETLOKOTNOT TNG TEVTAETIAG 1960-1965 PA.: «H EAA&Sa Tov
200 WV 1960-19565», 1) KaBnueptvi). Entd nuépeg, 5 AekepPpiov 1999.

7 T pua obvropn avaAvon g ToArtikng ypappns twv dvo koppdtwy (EPE kat EK) evdetktikd
BA.: «A1t6 TV dvodo ¢ Evwong Kévtpov ot Siktatopia 1963-1967», Iatopia Tov eAAnvikod €0voug:
Xvyxpovos eEAAnviopds amé to 1941 wg To Tédog Tov atwva, Topos IXT’, (EkSotikn ABnvwv: 2000).

8 T Sutikég kat avatoAkég emdploelg ot veoeAnviky) tavtotyta PA: Xpnotog Tavvapag, H
NeoeAAnvum tavtémta, (ABqva: Exdooeg [pnydpn, 2001) kat Mavaywwmg Fevvnpatds, EAAdg:
Avon 1) Avarodr). O akowvavntog kavyypoviopds oto veoeAnviké kpdtos, (ABAva: Poég, 2013). T )
SteAkvotivda ekouyypoviopov (Avon) kat Tapddoons (Avatolr)) otov eAAnviké kivnpatoypddo BA.
E. Zéyyos-TTamalayapiov, H Adikétnra otov madid eAAnvicd kivnpatoypddo, (ABYva: PappovAég, 2010).
9 «Xuvopthieg pe v T{évn. Amoondopata and cuvevteveig», H T(évn Kapéln, (ABva: Exdooetg
Kaotaviwt, 1993), 102.

10 BA. Ap. A. Mapdtov-Almpévtn, Atakpatikés OSnyds yia t1) povoyoveikétnta, (ABYva: Kévrpo
Epevvwv yua O¢pata lodmrag [K.E.O.1], 2002), 4-7, 21.

11 Evewtd: «O8vooéag EAvtnG. EAAGSa — Evpwmny», mpodoPaon 26.10.2015, https://www.youtube.
com/watch?v=hoNIcsiuUdk

12 Avadopd 0" autév Tov ToArtioptkd Suiopd mov yapaktple v EAAGSa Twv dekaeTihv 1950-
’60 kdvel ) T'idvva ABavaocdtov. Avth n avtiBeon, 6mwg emonpaivel, maipvet Stipopeg exSoyEg,:
<EM\nvag — Pwpidg», «Avatodn — Avonp, Ilapddoon — Movtepviopds» (Tdvva ABavaodtov,
EAnvikds Kivnpatoypdeog (1950 — 1967). Aaikry Mvijun ko ISeodoyia, (ABva: Finatec, 2001), 71-73).

13 BA emmpdobeta kar avéloyn avéivon g Avdiag IMamadnpntpiov: «Music, Dance and
Cultural Identity in the Greek Film Music» oto Greek Cinema, Texts, Histories, Identities, ed. Lydia
Papadimitriou & Yannis Tzioumakis, (UK / Chicago, USA: intellect Bristol, 2012).

14 H avadfmon g eAAnvicdtntag vhpge (ntodpevo yevikdtepa ) Sekaetia Tov 60 kat dn and
Stxvoovpevoug (BA. evSelkTIKG TIG TEPITTWOELG TwV Mikn Ogodwpdkn, Mdavo Xat{ndakt, Odvooéa
EAYT K.GL).

15 Evlewtwkd: Tiéving MmakoytavvémovAog, «To mpdBAnpa touv eAAnvikod kuvnpatoypddouy,
To Oedpata, AeképBpLog 1965, T. 185 kat Ntivog Anpdmovlog, Evag aknvobérng Bupdra..., 8.1t (onp.
3), 274-275.

16 BA.: XvvopiAieg pe v T{évn. Amoondopata and ovvevtevgeig», H TCévn Kapéln, 6.m. (onp.
12), 102.
17 Apketol, GAAwote, Tiow ar’ Ti§ Npwideg Tov Anpodmovlov PAémovv Ty EAAGSa (MooyoBdkng
2001, 32, Aeppevt{dyAov 2001, 84) TG emoyns. Kat o (8tog 0 Anpdmovdog dpwg elye TtapalinAioet
apkeTéG Ppopeg TG Npwideg Twv Taviwy Tov pe ™V EAAGSa (Anpodmovdog 1998, 317, 324). Xe
avdhoyeg mpooeyyioelg £€xouvv mpoPel kat dANoL peAeTNTEG Yot EAANVIKEG TAULVIEG TWV SEKAETLWV
1950-"60 (Evéeiktikd: I'tdvva ABavaodtov, EXAnvikds Kivnpatoypdgpos (1950 — 1967). Aaikr) Mvijun kat
I6eohoyia, 6.1 (onp. 15), 197-198).
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George Michelakakis: Art as
Re-collecting Goya’s The Third of May

Shape without form, shade without colour,
paralysed force, gesture without motion;

Those who have crossed
With direct eyes, to death’s other Kingdom

(T.S. Eliot, 1974)

1. Introduction

Our aim in this article is to offer an analysis of George Michelakakis’
artistic practice, viewing it as a certain kind of response to the challenge posed
by Fancesco de Goya’s The Third of May (Figure 1). In our previous article, ‘George
Michelakakis, Visual artist in the Time of Death’ (2017, p.69), we took our cue
from Picasso’s observation that Goya’s painting “truly places us in the time
of death”. From this we derived four overarching questions for our analysis:
What does death signify in this context? What is the relationship between
death and the much-discussed lantern that Goya inserts in The Third of May?
What is it for the artist/viewer to be placed in the time of death? How does
Michelakakis’ artistic practice respond to this positioning? In relation to our
first three questions we concluded that the deaths depicted in Goya’s painting,
the executions, presuppose death as the schism that operates, not on the level of
a visual event, but as the invisible field in which the viewer is forced to dwell — a
field that has been constituted through and as the gathering of death. The viewer
is therefore placed between the indeterminately gathered victims the artwork
depicts as indiscriminately receiving the force of the violent act, and the faceless
executioners. The viewer is situated in the empty space of the schism between
the formless mass of powerless people who have been disconnected from the
now ossified institutional forms to which the firing squad alludes, and the firing

squad as the formed gathering that violently imposes itself just because it is not
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connected with the mass of citizens. On this reading Goya’s lantern is death in
this deep sense of illuminating the gathering’s otherwise invisible schism. We
also suggested that, in dwelling in the space of the silent violence of the schism
— the death before deaths that The Third of May announces — Goya’s viewer is
positioned to imagine the very overcoming of the schism itself. At the same
time as looking death in the face through the eyes of the martyr standing before
the firing squad, one can imagine the transformational possibilities were the
members of the firing squad able to lift their heads and look back upon the
martyr’s face. As a fellow traveller in the time of death, George Michelakakis’
artistic practice can be read as one way of appreciating the possibilities opened
up by schism of death. Another significant link we identified between Goya’s The
Third of May and Michelakakis’ artworks is that both are activated at the site of
the inheritance of the French Revolution. For Michelakakis the violent retreat
of the vision of togetherness the French Revolution had announced, serves as
a reminder of the vision in the very moment of encountering the horizon of an
infinite failure to connect. The retreat of solidarity is pivotal for the production
of the “Curtains”, the “Books”/ “Newspapers and Magazines” and, finally, for
the “Portraits of Friends”. Because the artist arrives at the site of the production
of these visual objects only after monumental historical events have given rise
to the possibility of visual portrayals revealing that which shapes the subject’s
fundamental orientation to the world, an analysis of such works enables us
to conclude our discussion of our third abovementioned question, while also
allowing us to formulate a response to the fourth of our questions. This task is
the task of the present article.

Through our biographical reading of Michelakakis’ oeuvre in the light of our
discussion of the framing power of The Third of May, our previous article arrived
at the thesis that whereas Goya’s painting opens up the field of the gathering
of death, almost two centuries later Michelakakis finds himself dwelling in the
already established world of death, uncovering its logic through an artistic path
traversing more than forty years. We concluded by identifying the series of
works whose careful study will allow us to demonstrate their deep implication
in the world-shaping power of the historical phenomenon of the time of death.
In this article we begin by contextualizing our discussion of Michelakakis’
works in relation to Goya’s The Third of May, aspects of which we contrast to
David’s The Tennis Court Oath. We then proceed to deploy the framing power

of The Third of May to develop our account of the significance of the movement
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of Michelakakis’ artistic practice from the faces of the “Torturers” through the
all-encompassing darkness of the “Curtains”, the institutional failures in the
shape of the “Books”, and the “Newspapers and Magazines” and ultimately to
the visionary power of the “Portraits of Friends”. We argue that, as the gatherer
of faces, Michelakakis produces the face of the oppressor in order to begin
the process that will lead to the visionary face. Through this careful process of
traversing the schism of death that Goya opened up, Michelakakis produces
the self-portrait as that of the oppressor while also making this image implode
in the face of the friend through whose gaze all are connected to the retreated
visionary gathering. We end this section with a brief indication of how later
works support our reading that Michelakakis silently takes stock of the world of
the time of death. Based on this analysis we suggest that, against the receding
horizon of the future, in Michelakakis’ artistic practice the historical gathering
of death is intensified, not through the repetition of deaths but, significantly,
through the deepening of death.

2. The artist’s challenge: death and vision in Goya & David

it is a matter of drawing out the ground itself, of drawing presence not
out of absence but, quite the contrary, toward the absence that brings
it before “itself” and exposes it to self-relation by exposing it to a “we”
(Jean-Luc Nancy 2018, p. 26)

If death frames our individual and collective historical agencies how
might we respond to being placed in death as the temporal horizon of the era?
For Michelakakis this question is activated as a response to a certain historical
shift in the orientation of the gathering, which we can best appreciate
through a brief comparison of the gathering as portrayed in The Third of May
and in David’s The Tennis Court Oath [Figure 2]. This comparison will also help
to explain the significance of the relationship of the gathering to the schism
of death for Michelakakis’ artistic practice. On our reading® The Tennis Court
Oath manifests the unconditional communality that the French Revolutionary
gathering introduced into European history. In his Phenomenology of Spirit
Hegel described this mode of communal being as the “undivided Substance
of absolute freedom” in which “all social groups or classes which are the
spiritual spheres into which the whole is articulated are abolished” (Hegel
1977, #585). The abolition in question enacts a limitless gathering operating
as the visionary place from which to announce the infinite task of singularity
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freely re-gathering itself through the visionary willing of gathered yet diverse
singular beings. Upon irrupting on the historical scene this radical sense of
togetherness serves to announce a universal orientation of singular beings
operating as the bearers of communal singularity. In David’s painting the
multiplicity of singular beings are gathered and rendered as significant in the
communal gathering, while the gathering shows itself to be the fundamental
orientation of humanity. As the raising of the embracing arms of the centred
gathering figure suggest, ‘to be’ means to be as a gathered-gatherer of
everyone in the infinitely welcoming gathering of a self-conscious history
that nonetheless looks toward the future. Whereas the gathering locates its
universal orientation of togetherness in the singularity of singular being, the
singular being of every individual self finds its own orientation as a gatherer
in the communal spaces of the gathering as gathered.

At the same time, in depicting the gathered members of the communal
space as enactors of the gathering, The Tennis Court Oath also signifies the
subjective interiority of the externalized communal gathering. This is where
the multiple differently preoccupied individual faces of David’s figures acquire
their supreme significance. The manifestation of the face in its irreplaceable
uniqueness signifies the presence of the singular self in the public communal
space. As the site of the intense concentration of the individual body as
(participant in) the constitution of the whole, David’s faces not only signify
the internalized communal gathering, they are also the source of the ‘we’. In
being consumed by their visionary circular gathering(s), David’s faces reveal
nothing of the schism of death, even though this possibility is embedded in
their communal gathering, as suggested by the reflective pose of one or two
participants who appear distanced from the otherwise busily engaged collective.

Silencing time in the spatial form of a visual articulation of the gathering’s
origin, The Tennis Court Oath elevates itself to that in which the gathering is
perpetually gathered and in doing so also elevates its producer to the gatherer
who gathers the gathering as the bearer of the principle, or orientation, of
communality. In this visual articulation of the ‘we’, the artwork and the artist
can be read as radically affirming the communal gathering as their ultimate
source of meaning and significance. As we will see below, the same can be said
of Michelakakis” “Portraits of Friends”.

In contrast to The Tennis Court Oath, in its depiction of the execution
scene The Third of May manifests the human gathering as the abyss of an
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infinite self-cancelling in the sense of a cancelling of the communal gathering’s
visionary agency. This cancelled agency takes place on two levels. The schism
of death, which is visually produced with the aid of the line of faceless victims
moving towards those who have already fallen, that is, the space of death that
Goya’s lantern illuminates, is, on one level, a schism between the indeterminate
communal gathering, depicted as the mass of victims, and the formed gathering,
the firing squad, which remains uninformed by the communal. On a second level,
as signified by the figure of the martyr, the self is also a site of the schism, namely
that between the singular being of the individual and its communal singularity. In
this sense, in stark contrast to the central figure of The Tennis Court Oath gatherer,
Goya’s martyr enacts the being of the gatherer as a participant in the cancelled
gathering. It is crucial to stress here that given these new experiences of the
gathering, whether as visionary or as a dystopian self-annihilation, the gathering
is enacted through participants’ singular being in their dual capacity as gathered
and as gatherers. For the artist this enactment of the cancelled gathering is just as
disturbing as the loss of lives through which it is visually portrayed.

The above mentioned dual association of the gathering with the schism of
death has Goya desperately seeking to close the gap between the formless and
formed aspects of the gathering of death or, in other words, to overcome the
time of death itself. This desperation is revealed through the movement that The
Third of May produces from the face of the martyr to the firing squad and back.
As we observed in our previous article, the light falls on the scene depicted in
The Third of May so as to initially focus the viewer’s attention on the despairing
face of the martyr facing the firing squad with upraised arms. This is the visual
starting point for the viewer. Unlike the face of David’s gatherer, the face of the
martyr holds vision and death together as the focal point of the catastrophe. The
visual field then unfolds as the viewer moves across the landscape of death to
arrive at the site of the firing squad. On completion of this movement from the
face of the martyr through the crossing of the schism to the soldiers, this path is
then traversed in the reverse direction. The eye of the viewer, which follows the
line created by the firearms, also moves towards the face of the martyr crossing
the schism from the position of the firing squad. The disproportionality of the
distance between the formless and formed aspects of the gathering ensures
this two-directional movement, thus manifesting the artist’s longing to close
the unbridgeable gap. Accompanying this longing, however, is a suggestion of

ambivalence concerning the world of the schism.
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The abovementioned longing together with an ambivalence concerning
the world of the schism that has given rise to the cancelled gathering reveals the
source of a fundamental difference between Goya and the post-Goya artist. The
ambivalence in question is suggested by Goya’s initial self-positioning beyond
the illuminated site of the schism. With the abovementioned movement from
the martyr to the soldiers, the artist’s ambivalence becomes apparent with the
observation that he has positioned himself (and the viewer), not on the side
of the martyr but directly behind the firing squad. Even though the artist/
viewer does not identify with the firing squad, in being positioned behind the
soldiers one is nonetheless implicated in this technological world of violence,
the world that is already constituted by the schism. This is the world Goya
produces artistically with the centring of the famous lantern. The combination
of Goya’s ambivalence towards an emerging technological world and his longing
to overcome the schism reveal the powerlessness of the artist in this context.

Nonetheless, in being embedded in the world of the schism the viewer
participates through his/her singular being without, however, being absorbed
in the gathering’s violent form. Unlike the firing squad, the viewer is positioned
to recognize in the face of the martyr the gathering’s visionary singularity. This
is to embody the schism of death, which is at once the schism between singular
being and communal singularity. Goya’s viewer must therefore dwell in the time
of death while pointing to the cancelled gathering, the retreated singularity
that occupies the other side of the schism in the figure of the martyr. Although
in visually opening the schism of death Goya ultimately places both himself
and the viewer in the time of death, he is not also in a position to question the
meaning of death and challenge its origins. This is a crucial difference between
the one who opens the time of death, and an artist like Michelakakis who must
dwell in this time.

Michelakakis is at once a product of the visionary ideal and the bearer of
its moment of retreat, that is, someone who has indeed internalized the schism.
Through the selective reading of artworks that follows we will try to establish
that, having been placed in the time of death by Goya, the artist faces a double-
sided challenge: to courageously practice this condition of having been placed
in death while also alertly repositioning himself in death. Michelakakis meets
this challenge by problematizing the orientation of death itself and reading it
as the orientation of his world. In Michelakakis’ artworks, not only is the very

meaning of the time of death questioned, but the response it calls forth consists
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in a re-imagining of visionary time. Whereas Goya’s masterpiece opened the
time of death by becoming its place, so to speak, Michelakakis’ artistic practice
consists in a long and demanding process of paradigmatically thinking the very
significance of the time of death in the time of death. This is the task of what we
refer to as ‘re-collecting’ the various moments of Goya’s The Third of May. The
work of re-collecting involves a reflexivity that interrogates the orientation of
post-Goya western history as a kind of prolonged The Third of May. We turn next
to show how meeting this challenge through the artistic practice of re-collecting
the place of death ultimately demands a new, more intense engagement with

the portrait.

3. Recollecting Goya

Like you, I always feared that I would not have time for it all
(George Michelakakis)

“Torturers”: Internalizing the facelessness of the executioners

Like David and Goya before him, a significant historical event inspires
Michelakakis to produce the “Torturers”. While the 1967 military coup in
Greece thematically informs these works, nonetheless, they are also marked by
the artist’s implication in the time of death. In dwelling in death and looking
death in the face from the standpoint of the opening created by The Third of
May, the artist is the bearer of the principle of the time of death. This is how the
journey of the gatherer of faces begins.

Already from the beginning, the movement enacted through
Michelakakis’ artistic practice is a thinking movement, which involves the
artist in engaging with the fundamental principles of his era. Accordingly, not
only are the principles of death (singular being) and vision (singularity) key
to understanding the “Torturers”, but significantly, like David and Goya before
him, the site of the human face becomes central to appreciating the significance
of these works. Indeed Michelakakis’ artistic practice can be read as the artist’s
work of gathering faces that culminate in the visionary face. To this end his
visual starting point is not that of the visionary face we encounter in The Tennis
Court Oath or The Third of May, but that of the oppressor.

In producing the “Torturers” Michelakakis resembles the painter of The
Tennis Court Oath in so far as his works speak polemically in the name of the

visionary singularity motivating them. As a member of the Greek Left he uses
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his art to speak out against the military junta. Nonetheless, since his practice
is also informed by Goya’s intervention, which unavoidably locates him in the
time of death, the “Torturers” represent the moment of a struggling vision,
leading to a direct confrontation with the oppressor. The oppressor must be
exposed for what he is not, namely an absence. The face of the oppressor must
therefore be seen. The work of re-collecting Goya’s The Third of May begins at
this point with a radical reversal of The Third of May lines of sight discussed
in the previous section, from the martyr to the firing squad and back again.
Michelakakis abandons the visual starting point of Goya’s viewer and adopting
the line of sight of the martyr, he mirrors Goya’s martyr in desiring to look the
executioners’ in the face. However, he also insists on exposing the face of the
oppressor. Amid stilted, solid bodies that confirm the oppressors’ militarized
discipline, the face of the oppressor first takes on a caricatured form [Figure
3]. The grey-black face of violence and violation is also the imploding face of
an infinite absence. The distorted face of the oppressor signifies singular being
without singularity, the absence of the substantive being of the communal
gathering. In exposing the individual’s singular being as empty of visionary
singularity, this series of works serves to reveal the very principle of the
gathering’s empty formalism.

At the same time, however, as a bearer of visionary singularity the artist
cannot but see in the formalism of the oppressor’s face the universal face of
singular being in its world, the world of the artist’s singular being as defined by
the schism of death. The “Torturers” series includes, not only the caricatured
face of the junta’s enforcer, but also the lifeless face of the ordinary citizen
[Figure 4]. Here Michelakakis effectively reverses the line of sight to mirror that
from Goya’s execution squad to the martyr. The oppressor is forced to face the
artist/viewer as an effect of the artist’s self-positioning in the oppressor’s field
of vision, something which also enables the artist to take up this line of vision
himself. In so far as both oppressor and artist are placed in the very same world
in which singular being is disconnected from the artist’s visionary singularity,
the artist begins to paint his own portrait, looking at his singular being in
the world from the infinite distance of a world-less visionary singularity. The
schism between the fullness of the vison of singularity and the emptiness of
a face suggested by the lack of distinctive features, most notably eyes, has
already been enacted in the artist’s own being. The schism of the death of the

gathering is therefore reproduced in the artist’s identity. This (re)production of
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the innerness of this self serves to re-collect the principle of death.

In the abovementioned process of producing the faces of the “Torturers”
the artistic vision has been transformed. It is no longer a matter of exposing the
oppressor’s face as a way of engaging in militant opposition. Rather, the point
is to practice the radical dystopia of the schism of death while surviving the
loss of visionary singularity in order to open up new possibilities for thinkingly

moving towards its reimagining.

“Curtains”: Illuminating darkness

We suggested that the careful study of Michelakakis’ works shows that
the time of death, the death that frames particular historical events, marks
the pleasures of peace just as much as it denounces the killings linked to wars.
Paraphrasing Blanchot we might say death implicates the retreated Revolution
in the moment of European history when the human gathering reaches its
highest level of intensity in the “monstrous negation” of its orientation. This
negation is ‘monstrous’ in the sense that both the negated and negating agent
produce the (self)violence that we previously linked to the schism of The Third
of May. This is an absolute divide between the formed and the formless, the
singular being and singularity, the ideal and the real, the visionary and the
nightmarish. The level of intensity at once gives rise to a visionary beginning
for humanity and an ultimate defeat. In this context, the time of death renders
visible the meaning of the historical moment, which for Michelakakis is like
the dropping of a curtain between people who have become unrecognizable
to one another. Unlike the movement that The Third of May makes possible —
the crossing over and into the darkness — in its perfect stillness, the darkness
portrayed by the black surfaces of Michelakakis’ “Curtains” is all-consuming
[Figure 5]. This overwhelming motionless darkness gives visual presence to the
invisibility of the very schism of death that Goya’s lantern illuminates.

As we argued in the previous paper, the viewer of The Third of May
encounters the catastrophic schism of death when, having referenced the face of
the martyr as the painting’s visual centre, (s)he then turns away from this face,
taking its side, in order to view the faceless members of the execution squad,
the gathering that, in contrast to the overflowing diversity of The Tennis Court
Oath gathering, is forged with iron discipline. Yet by placing this seemingly
unnecessary object at the site of the schism, Goya references the invisibility of
the universality of the death of the human gathering, which the light of death
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makes visible. Ultimately this light shows that humanity already operates in
death. Accordingly, Michelakakis is able to throw himself into the schism of
death precisely because the schism is no longer an invisible field separating the
formless and formed aspects of the cancelled gathering; it is now the invisible
principle of death as the orientation of his world.

The move from the “Torturers” and the portraits of the oppressor, to the
“Curtains” is at once a detachment from the particular event of the Greek junta
and a turn to thinkingly immersing oneself in death’s universal historical field.
This shift to the activation of artistic thinking drives the work of rendering
the invisible visible as a matter of dwelling in death. To this end the “Curtains”
render death as an empty stage. Like a curtain falling on the stage following a
performance of visionary politics, all hope for the future ends on these black
motionless surfaces. Nonetheless, as with Goya, technological symbols work
here as the source of the light that in illuminating the darkness renders visible
the otherwise invisible. As to the source of light Michelakakis echoes Goya’s
solution when in one of his pieces he places a light bulb at the centre of the
curtain. However, unlike the lantern whose light is strong enough to illuminate
the pained face of the martyr, the dimness of Michelakakis’ light bulb
highlights the unbearable emptiness of the stage. This is the light of emptiness
and absence itself, revealing death to be at once the stage and the performer.
As well signifying the all-embracing power of the schism of death through the
production of the dark monotonous surfaces of the “Curtains”, the artist moves
from thinking death as the orientation of the world to thinking the world of this

orientation.

“Books”, “Newspapers and Magazines”: The world of death

In The Third of May the dead bodies and the line of victims heading
towards them with covered faces signify the indeterminate gathering, the
formless singularity to which the world of death has been reduced at the cosmic
level. Even the face of the martyr glows through the darkness of the indifferent
cosmic void that surrounds the scene of execution, allowing the drama of history
to play out. In contrast to Goya’s cosmically implicating scene, Michelakakis’
world is the fully mediated world.

In Michelakakis’ world logos is not merely symbolically signified through
the artist’s careful placing of technological artefacts — weapons and lantern.

Instead, it provides the very surface on which to produce anything and everything
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as belonging to the universal co-presence of particular ideas, life styles, belief
systems, wars, flows of capital and so on. In the late twentieth century the
logos of the West has been distilled into the book/newspaper artefact. With the
“Books” and “Newspapers and Magazines” [Figure 6] Michelakakis, constructs
walls made of books and fills floors with sculptured newspapers, deploying
the artefacts in whose pages everything can co-exist equally to symbolise the
uniform surface of historical making and doing. In presenting the world of
death, not simply as the written word, but also on the written word, the artist

locates the site for the re-collecting of visionary faces in the time of death.

“Portraits of Friends”: The visionary in familiar faces

Whereas Goya begins with the visionary face of the martyr which
symbolizes the shattered ‘we’, Michelakakis turns to the visionary faces of
friends in this fourth moment of re-collecting the time of death. As we observed
previously, the context of the communal gathering’s catastrophic death leads
Goya to centre the gathered gatherer who despairs at the loss of the communal
gathering. The singular face of the martyr is the site of the concentration of the
human condition in the time of death. The martyr’s screaming silence bears
the intensity of the interiority of the ‘we’. The marks on his palms reference
Christ as the symbol of the gatherer of love for the universal community. While
he stands alone in enacting the invisible and voiceless ‘we’, the martyr’s open
arms indicate a singular self, expanding through its internalized communal
singularity to embrace the absent gathering. Although Michelakakis resembles
Goya in painting visionary faces full of light and colour, his intensified
embededness in the world of death produces new constraints for the artist.

In contrast to Goya, with his “Portraits of Friends” [Figure 7] Michelakakis
activates that which points beyond death. While he cannot follow David in
celebrating the multiple diverse faces of strangers coming together in the spaces
of communal singularity, Michelakakis enacts his singularity, the interiority of
the communal gathering, deploying portraiture which, in illuminating familiar
faces, serves as a reminder of this interiority. The realism capturing a specific
moment in the life of friends is produced through meticulous attention to detail,
especially in relation to the eyes which, in insisting on returning the viewer’s
gaze, remind the viewer of a living connection to the cancelled gathering.

At the same time, despite their life and colour, the “Portraits of Friends”

are no less an encounter in the time of death. Drawn on the newspaper surfaces

219



Vassilacopoulos & Nicolacopoulos

constituting the mediated world of death, the life details of the friends’ faces
compete for attention with sewed-on buttons and the dark thread-pierced

surfaces, which ensure that the mood remains sombre.

“Bottles” and “Self-portraits”: Supreme significance of the face in death
For Michelakakis, the portrait acquires supreme significance in so far as the
faces of friends reveal the connection between singular being and the fate of the
gathering itself. Whereas, the “Bottles” [Figure 8], transform the familiar faces
of friends into labels signifying their tight connection with the contemporary
world of commodities and consumption, the artist’s “Self-portraits” [Figure
9] highlight the effects of the intensification of the interiorized singularity
on singular being. Michelakakis’ self-portraits reveal the experience of the
cancellation of universal communal being in the time of death. While David
celebrates the visionary face and Goya paints the face of the shattered “we”,
Michelakakis enacts his artistic agency by combining elements from both to
become the gatherer of faces that ultimately include, not only the nightmarish
faces of the oppressors and the visionary faces of friends, but also the artist’s

own image.

4. Conclusion

At the beginning of the 21 century we continue to find ourselves in
the abyssal spaces of the Revolution’s idea of the retreated gathering. For
Michelakakis, who has taken up the challenge posed by Goya’s The Third of May, at
the very least this means that artistic practice cannot be read straightforwardly
as a certain kind of response to the artworld. This is because through Goya
art has been elevated to the bearer of humanity’s historical orientation. In
immersing itself into social history, revealing that which is fundamental to the
human gathering, namely the power of infinite violence, Goya depicted a new
experience of the human gathering and in doing so enacted the new experience
of artistic agency, something which David first articulated in visionary form.
Both these artists understood the power of art to manifest fundamentals as
a response to the world-shaping event of the French Revolutionary gathering.

Michelakakis fully appreciates the challenge for art stemming from Goya
as that of artistically thinking the historical time of death in the place of death:
can death be historically, or does it mark the end of history itself? We have

argued that the practice of such alert artistic thinking involves re-collecting
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the place of death through the experiences of a world which, for more than a
century and a half, has unceasingly intensified the schism of death. Although,
echoing Goya, the process of such re-collecting begins with Michelakakis’
reaction to a particular political event, the artist moves on to produce works
that engagingly reveal the deeper significance of death as the universal horizon

of such particular historical events.
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Artworks

Figure 1: Goya, Third of May 1808. Oil on canvas,
268 x 347 cm, 1814. In Museo Del Prado
Madrid. Image courtesy of Wikipedia. Retrieved
20 October 2016. https://en.wikipedia.org/
wiki/The_Third_of_ May_1808.

Figure 2: David, The Tennis Court Oath 1794.
Incomplete. Image courtesy of Encyclopaedia
Britannica. Retrieved 20 July 2017. https://
www.britannica.com/event/Tennis-Court-Oath

Figure 3: Michelakakis, Torturer. Charcoal, ink,
tempera on cardboard, 79 x 80cm, Melbourne
1973. Private collection. Image courtesy of

the artist.
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Figure 4: Michelakakis, Torturer. Charcoal,
ink, tempera on cardboard, 40 x 96cm, charcoal and threads on cardboard,

Melbourne 1973. Private collection. Image 180 x 110 cm, Melbourne, 1981. Artist’s
courtesy of the artist.

Figure 5: Michelakakis, Curtain. Acrylics,

personal collection. Image courtesy of the artist.
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Figure 6: Michelakakis, Magazines. 41
magazines, knives, bottles, shells and other
materials, 6.4 x 4.5 X 0.5 cm, Pireas, 1995.
Image courtesy of the artist.

Figure 7: Michelakakis, Portrait of Elias
Diacolabrianos. Pastels on newspaper, thread
and buttons, 40 x 57cm, Pireas, Greece, 1998.
Artist’s personal collection. Image courtesy of
the artist.
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Figure 8: Michelakakis, The Blood of an Indian
Migrant in Greece. Three bottles of wine, wax and
labels, Pireas, Greece, 1999. Image courtesy of
the artist.

Figure 9: Michelakakis, Portrait of the Artist. Part
of triptych, pastels on newspaper and thread, 30
x 40cm, Pireas, Greece, 1996. Artist’s personal
collection. Image courtesy of the artist.
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Creation’ rug, designed by Joice NanKivell Loch, Ouranoupolis
https://collection.maas.museum/object/361572
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Joice NanKivell Loch: an Australian
Contribution to Byzantium’s Modern
Greek Reception

Asthe first Australian Byzantinists, it would be fair to count Joice Nankivell
Loch (1887-1982) and her husband, Sydney Loch (1888-1954). Although
neither had academic training in any aspect of Byzantine studies, Sydney Loch
wrote a book on Mount Athos (edited and published posthumously by his wife
in 1957) which is now counted among the most insightful travelogues written
on the Holy Mountain in the twentieth century. In addition, the Lochs put
into circulation an interpretation of Byzantine aesthetics that helped enfold
Byzantium into a bourgeois version of modernity in Greece: they initiated the
production of handmade rugs using Byzantine-inspired designs and set into
motion a dynamic that, in terms of aesthetic approach, mode of production,
and financial organization, remained in place for about eighty five years and
had a perceptible impact on the development of an important modern Greek
craft. This second contribution belongs to a broader phenomenon of reusing
Byzantium in the applied and fine arts of the twentieth century in various parts
of the world, which scholarship in English has mostly discussed in connection
with European and American cultural and artistic life.

As would be expected, scholarship in Greek has discussed aspects of
Byzantium’s modern Greek reception, and especially the Byzantine inspiration
in the literary and other artistic production of the “Generation of the 1930s.”
However, as far as I am aware, it has not addressed the involvement of the

Lochs, perhaps because of their focus on the applied and not the fine arts. In
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addition, treatments of the modern reception of Byzantium in other languages
mostly ignore its Greek manifestation. Joice NanKivell Loch received some
attention (and a 2000 biography) on account of her humanitarian work. She is
the most decorated Australian woman, although still far from being a household
name in her native country. As for her contribution to broadening the appeal of
Byzantine art, it is overshadowed by her other achievements and has not been
discussed as it deserves. The pages that follow aim to highlight her importance
as translator of Byzantine culture into a modern vocabulary of decorative art
and provide a point of departure for a more in-depth investigation in the future.

Joice narrated her eventful life in her 1968 autobiography, A Fringe of Blue,
and no retelling could possibly do justice to the spectacular changes of fortune
she described: born into one of the wealthiest families in Australia but raised
in rural poverty, she became an author and married a Gallipoli veteran whose
book on its battlefield was banned by Australian military censorship. Together,
they sailed to Britain and wrote a book on Ireland, which aroused the animosity
of the Irish Republican Army. To avoid reprisal, they became aid workers for
the Quacker Relief Movement in Poland. They moved to Greece in 1923, soon
after the Greek defeat in the Graeco-Turkish war of 1919-1922, which led to
the Lausanne “Convention Concerning the Exchange of Greek and Turkish
Populations” in January of 1923. The Convention determined ethnicity on the
basis of religious affiliation (Orthodox Christians were “Greek,” Muslims were
“Turkish”). As a result, between 1.3 and 1.5 million orthodox Christians native
to Turkey were deported to Greece (over 20% of the total Greek population,
estimated at approximately 5.5 million in 1920). Approximately 350,000
Muslims native to Greece became residents of Turkey in return. The result was
a humanitarian crisis of enormous proportions, which the sheer pressure of
numbers made more acutely felt in Greece than in Turkey.

At the beginning, the Lochs participated in relief operations out of the
American Farm School in Thessaloniki. The location provided Sydney with an
opportunity to visit Mt Athos, which thoroughly fascinated him. The couple
decided to spend a summer on the nearby island of Amouliani and for the
first time visited Ouranoupolis, the last civilian outpost before the monastic
republic. This was a village of ninety cottages newly built on land that the
Greek state had appropriated from the monastery of Vatopedi in order to settle
refugees. Beyond the cottages and directly by the sea-side rose the “Pyrgos,” a

fourteenth-century Byzantine tower recently evacuated by the monks with a
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little chapel at the top, which served as village church. Within a week of their
visit, the Lochs were invited to move in to the tower. It remained their home for
the rest of their lives.

In Sydney’s words, “The villagers came from the Princes’ Isles, near
Istanbul, and from distant inland Caesarea, and they looked on themselves
as two distinct tribes. Each despised the other. Farmers received a cottage,
olive trees, and a few acres to cultivate. Fishermen were given a cottage, olive
trees, fewer acres, and a promise of fishing gear. The islanders arrived speaking
Greek and Turkish; but not all Caesareans knew Greek. They were moved under
a ruling that all members of the Eastern Orthodox Church in Turkey were to
be considered Greeks, an instance of the Greek Church’s ability to keep the
nationality of a group in being. [...]. The outstanding thing about all the villagers
was their poverty and the poverty of their acres.”

The land the refugees were given to cultivate was waterless and stony,
and they had no experience farming in such conditions. Disease was rampant
and mortality high. The Lochs tried to help with medical care. One day they
went to see an elderly man dying from dysentery and starvation. He had been
a rug designer in Caesarea and, to relieve the enormous financial pressure of
that moment, his family offered to weave for the Lochs a rug with silk thread
they had brought from Turkey—evidently a valuable portable they had hoped
would help them restart their trade in their new homeland that had proven
useless that far. The Cappadocians were expert weavers. They were using their
own signature knot and were famous in the world of rug making, but found
it impossible to exercise this trade in Greece because they had no access to a
market that would absorb their products. The Lochs commissioned the dying
man’s family with a silk rug, which they did not want. He passed away before it
was finished but as Joice later wrote, “his family worked on it, and the first rug
of what was eventually known as the Pyrgos Industry came into being. A silk
rug of no great consequence and of Turkish design.” The Lochs now resolved
to help the village set up a cottage industry of weaving, but producing rugs
in Ouranoupolis and successfully siphoning them to the Greek market meant
finding a niche outside the industry of hand-knotted rugs, which was quickly
developing in Greece at the time.

Joice Loch’s memoir does not outline the economic landscape in which
the Ouranoupolis rugs had to compete, but it can be described as follows: in the

early 1920s, refugees from Turkey played a capital role in developing the Greek
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production of pile rugs and weaving more broadly. They overwhelmingly came
from Eastern Turkey: Kayseri (Caesarea), Sivas (Sebasteia), Kiitahya (Kotyaion),
Isparta (Sparte), Konya (Ikonion), Usak (Ousakeion), and elsewhere. There,
increasingly since the 1860s and into the beginning of the twentieth century,
Christian populations had been involved in large-scale production of handmade
oriental rugs and their international export. During these decades, the looms
themselves evolved little except to become larger in order to accommodate
bigger rugs, but other new technologies such as machine-made threads and
synthetic dyes were embraced. Members of these rug-making communities
who reached Greece as refugees around 1923 had the know-how, in terms of
both production and marketing, to set up factories, or work in them. They did
so mostly in the environs of Athens, but also in Thessaloniki, Veroia, Evros,
and elsewhere. These Greek factories produced “oriental” designs and their
competition was Turkish and Iranian rugs. They boomed between 1923 and
1929, primarily through exports, which absorbed 90% of their production,
especially in the US. They received a heavy hit with the American financial
crisis, which soon became international, in 1929. Some closed, others switched
into other types of production (especially weaving cotton), and a few survived
as rug making enterprises.

The Ouranoupolis weavers would have to survive a market dominated by
considerably larger scale production. Around 1925, the Lochs understood that,
if the villagers continued to weave in the Turkish tradition with which they
were familiar, they would only be repeating what the factories were doing and
would have no hope of competing with them. Instead, Sydney proposed to create
rugs in “Greek” designs, inspired from Byzantine art he had seen on Athos. As
Joice put it, “we knew that if they would only try some of the amazingly lovely
Byzantine designs from Athos they could develop a unique industry, and it could
be something which no factory could touch or take from them.” The departure
from what the Ouranoupolis weavers knew and, more importantly, what they
had been commercially successful with in the past, was so radical that they found
the proposed products ugly and were reluctant to cooperate. In spite of such
opposition, the Lochs worked together, day and night, “over squared paper we
knew nothing about.” They came up with three designs for rugs that, as Joice
reported, were still favorites more than forty years later: “The Tree of Life from
the monastery of Esphigmenou; the Vatopedi Fresco; and the Lavra Phiali”. How

the operation took off from then on is best described in Joice’s own words:
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“Our next battle was dyeing. We were determined to dye from the weeds
of the locality. The villagers were determined to use synthetic dyes. They said
anything else was absurd. Our first rugs were a compromise of undyed sheep’s
wool. Mrs Melas, President of the Committee of the Laiki Techni in Athens, was
a friend, and I wrote our troubles to her. She offered, without seeing the rugs,
to exhibit them for us at the first International Fair in Salonika. The village
rose in uproar and said we were mad, and they sent a spy to the exhibition.
They were astounded at the news that he brought back. Only our rugs attracted
any attention, and they got the Grand Prix! Those awful black and white
abominations! Orders poured in, and from then on until World War Two they
could never keep up with their orders.”

The mention of the Thessaloniki International Fair dates these events to
1926. In spite of the success there, the villagers resisted adopting natural dyes.
But the Lochs insisted, and at this point “the village midwife, Paraskevoula,
came forward, and until her death was our only helper.” She and Joice developed
a set of fast dyes from locally available plants that was still used for rugs woven
in Ouranoupolis into the 1980s.

The spirit in which Joice Loch designed and produced rugs in the 1920s
may have been generated by the concrete circumstances in Ouranoupolis,
but has obvious roots in the Arts and Crafts movement that flourished in
Britain, and later Europe and the United States, between the 1880s and the
1910s. Both valued traditional craftsmanship, drew inspiration from forms
found in medieval and folk art, and promoted social and economic reform.
The ideas and products of the British and American protagonists to the Arts
and Crafts movement like William Morris, whose rugs, printed textiles, and
wallpapers extensively and creatively reused motifs drawn from medieval
art, were known in Australia already in the closing decades of the nineteenth
century. A distinctively Australian manifestation of the movement took off in
the early 1900s. It was marked by the foundation, in 1906, of the Society of
Arts and Crafts of New South Wales, which promoted not only craft as opposed
to industrialized production but especially the use of designs, motifs, and
materials distinct to Australia, drawn from its native flora, fauna, and art.

The initiative of the Lochs also fits well within a broader Greek social
and intellectual context, of which they were clearly aware, as their connection
with the Committee of Laiki Techni in Athens indicates: in 1911, fifteen years

before the Ouranoupolis rugs received their first official accolades, the feminist
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journalist Kalirrhoe Siganou-Parren founded the Lykeio ton Hellenidon (Lyceum
Club of Greek Women), with the purpose of highlighting the aesthetic, social,
and national value of older and more recent Greek tradition. A like-minded
institution founded in 1918 was the “Museum of Greek Crafts” (Mouseio
Hellenikon Cheirotechnematon), later renamed “National Museum of Decorative
Arts” (Ethnikon Mouseion Kosmetikon Technon, as of 1923) and finally “Museum of
Greek Folk Art” (Mouseio Hellenikes Laikes Technes, from 1931 until today).

Although both the Lyceum Club and the Museum were primarily concerned
with Greek folk art post-1453, the Greek intellectual and social leadership
that brought these institutions into being was influenced by nineteenth- and
early twentieth-century European intellectual trends that located the roots of
contemporary folk art in the Middle Ages. In the Greek case, the study of folk
art could help emphasize cultural continuities between Byzantium and the
modern Greek state and offer support for the thesis articulated by the historian
Constantine Paparrhegopoulos toward the end of the nineteenth century regarding
the continuity of the Greek nation from antiquity into the modern era. At the
beginning of the twentieth century, leading Greek academics invested much of
their research and publications in promoting this idea. The most voluminous
documentation of continuities between Byzantine material culture and modern
Greek folklore is undoubtedly Phaidon Koukoules’ monumental Byzantinon Bios
kai Politismos (Athens, 1948-55), the mature product of life-long endeavors on this
topic that begun decades earlier.

Much of Joice Loch’s activity chronologically coincides with that by
Angeliki Chatzimichali (1895-1965), the mother of modern Greek ethnography,
and arguably the most important single contributor to the study and
preservation of modern Greek folklore. Like for Joice Loch, Byzantium had a
prominent place in Chatzimichali’s concept of creatively re-using earlier Greek
patrimony, as exemplified by her residence in Plaka: designed by the architect
Aristoteles Zachos in 1924, it incorporated elements from neo-Byzantine,
Greek traditional, and modernist architecture. The wooden carvings of its
interiors, inspired from folk art, were designed by Chatzimichali and executed
by traditionally trained craftsmen.

These trends further came together in the ways expatriates other than the
Lochs were implementing their cultural politics at around the same time: an
aesthetic appreciation of Byzantine art in association with its folk and modern

counterpart is evident in the activities of the American School of Classical
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Studies at Athens and contributed to establishing Byzantine archeology as an
independent discipline in Greece.

The Lochs therefore belonged to a group of Western-educated Greeks
and foreign expatriates that sought to creatively engage Byzantine and folk
traditions for the purposes of a modern Greek aesthetic and social revival.
They were pioneers in targeting the applied arts and achieving production and
distribution at a scale greater than anything else I am aware of in Greece at
the time—always, of course, within the realm of a craft and never reaching
industrial proportions.

The esthetic of the rugs designed by the Lochs was created by and for urban
tastes, which the weavers themselves did not necessarily share. On the other
hand, the financial model adopted to help Pyrgos Industries take off aimed
to ensure the independence of the weavers in the near future—an ethically
laudable and economically sensible goal, especially in the context of a regional
and national economy that desperately needed development, but one that did
not help the esthetic coherence of the weavers’ collective production without
some form of supervision. Lack of esthetic coherence risked undermining the
value and desirability of the rugs in the market. Joice concisely described this
challenge as follows: “After two or three years we gave the industry over to the
village as a going concern. The Agricultural Bank was prepared to lend money
for looms and equipment to any girl with a pair of rug-making hands, while the
Laiki Techni took all they could produce, paying in advance when necessary. We
did the designs, guided them in color schemes, and saw they kept the different
periods of design together, and in their rightful monasteries. We handed
them on many extra private orders from our friends who were all interested in
the good cause, and until we went to World War Two everyone was satisfied.
But immediately after we left the rot set in. Vegetable dyes were mixed with
synthetic; designs were mixed until rugs were produced with Athos centres and
Turkish borders, and vice-versa.”

Inconsistencies in the designs and use of dyes were introduced during an
absence of the Lochs thatlasted six years: in 1939, they were called to administer
the Polish Relief Fund. They ended up in Rumania helping out Polish refugees,
and relief work made them move on to Turkey, Cyprus, and the Holy Land. They
returned to Greece in 1945, and faced the disastrous civil war that blazed there
until 1949. Rug production had been interrupted, and it was very difficult to
pick it up again. Joice wrote: “When finally we got back to the village, things
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were still in shocking condition. The rug-making industry, which we had left in
a good state before the war, had completely stopped, and I felt it would be very
difficult to start it again, as there was little money for buying rugs. But in the
end we did get a few foreigners—chiefly Quakers—to give orders. We had lost
all our original rugs except for five which the monks had kept safely for us in
one of the monasteries. We sold these and ordered some wool with the money
we got. At last when the industry was on its feet again I turned it over to the
Queen’s Fund in Greece, an organization concerned with village industries; and
I hope it will always be a means of livelihood to the village.”

The “Queen’s Fund” referred to by Joice is the Idryma Basilikes Pronoias
(Royal Welfare Foundation), created in 1947 to care for children, an enormously
pressing social need in the midst of civil war devastation. In 1953, it expanded
its activities to promote rug making in rural areas. Under modified names after
the end of the Greek monarchy, but for several years retaining the component
Pronoia (Welfare) and therefore frequently referred to by this name alone, it
continued to support rug making until the suspension of its crafts program in
2011. I am not aware of any systematic research on the rugs produced under
the auspices of Pronoia. Its own website acknowledges its 1953 beginnings out
of the Royal Welfare Foundation without mentioning any connection with
Ouranoupolis. By 1969, seventy weaving centers throughout Greece were
running under its auspices.

Important information on Pronoia’s mode of production can be gathered
from electronic blogs by individuals wishing to record and disseminate chapters
of local history in the places where they grew up. They all convey a sense of
urgency to document a world of crafts that has vanished before it is entirely
obliterated from living memory. The combined information of Pronoia’s website
and the recordings of local history indicate that key aspects of rug making
under the auspices of Pronoia were closely modeled after the Ouranoupolis pre-
war operation: the creation of yarns, dyes, and weaving followed traditional
procedures. The designs were new, but inspired from ancient, Byzantine, and
folk Greek art. Pronoia employed professional designers to coordinate designs
and colors. This esthetic approach continued uninterrupted into 2011.

An indication that the pre-war success of the Ouranoupolis rug operation
was important at a panhellenic scale and provided a model for further similar
operations in post-war Greece, is the fact that it was visited by a figure key in

promoting traditional arts and crafts, and appears to have inspired her own
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furtherinitiatives. The woman in question is Phroso Liapi-loannidi (1896-1986),
whom her fellow citizens affectionately called “the Mother of Zagori” (i mana
tou Zagoriou) for her contributions to social life in Epiros. She is credited with
the revival of the samaroskouti (a kind of woven cloth fulled in a watermill), and
the promotion of flokati production, a floor covering that became fashionable
around the industrialized world in the late 1960s and 1970s. From 1967
onwards, she promoted the use of elements from traditional Epirote women’s
costumes in female fashion, especially wedding dresses. This, of course, followed
a trend in Western fashion that promoted traditional dress and crafts as they
were largely disappearing from most European societies. As Greece treaded on
the heels of demographic, social, and economic trends evident in other parts of
the Western world (albeit frequently at a considerably different pace), a similar
urgency was felt to maintain traditional crafts; encouraging their continuation,
especially in rural areas, was one of the expressed goals of Pronoia.

The esthetic, social, and economic pursuits of Greek rug making in
the post-war period are inscribed within a substantially evolved social and
economic landscape. WWII and the civil war that followed it until 1949
completely destroyed Greece’s infrastructure and led it to abject poverty, which
was especially felt in the countryside. Reconstruction and economic recovery
started in the 1950s. In the three decades that followed, the material conditions
of life steadily improved. Like elsewhere in Southern Europe, this resulted in
the urbanization of rural populations through internal migration, upward social
mobility through education, and a significant expansion of the middle class. For
handmade rug production, this meant a considerable expansion of its domestic
clientele. The social prestige of owning an expensive handmade rug referencing
Greek patrimony meant that Pronoia not only mirrored, but also influenced, the
tastes of an urban middle and upper class, increasingly joined by successful and
upwardly mobile educated professionals.

From its inception, Pronoia intervened in rug-making through a de-
centralized model of production. Weavers were trained at schools from which
they graduated after completing a certain number of knots. Upon graduation,
they received their loom as a gift and were free to work from home, usually
on projects commissioned through Pronoia. They were paid by square meter
woven. Schools of weaving obviously played a role in influencing design, since
weavers who became free-lancers were likely to continue producing rugs in

designs they had already executed during their training. In pre- and post-war
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Ouranoupolis, it is clear that the immense respect commanded by Joice Loch,
especially within the limited context of a single village’s production, was a force
that could guide tastes and esthetic approaches most of the time. Within the
context of Pronoia, artistic supervision was carried out by hired staff. An artistic
consultant was available when a client ordered through an urban outlet of this
organization. However, both factories and individual buyers could and did
seek Pronoia-trained weavers for commissions in designs of their own choice.
Growing up in Thessaloniki in the 1970s and 1980s, I had an opportunity to
witness that its residents (more frequently women rather than men, sometimes
but not always accompanied by their husbands) would travel to rural areas
in order to commission rugs to individual weavers, or to schools of weaving
that operated for different lengths of time in various parts of Greece. In these
cases, the design was selected based on suggestions made by the weaver, or the
school, usually by showing executed samples, but sometimes only photographs
or outlines of the knots on squared cardboard and samples of colored wool
threads. Among the different options, the individual weavers and the school
of Ouranoupolis enjoyed a more exalted reputation and were considered finer.
The Ouranoupolis rugs may have been more renowned in Thessaloniki than in
Athens, as is reasonable: the greater geographic proximity inevitably generated
closer social and economic interactions between the two places, renewed and
intensified every summer from the late 1960s onwards, when urban residents
begun to systematically seek the respite of beaches.

Joice’ surviving rug production indicates that Byzantine designs
which came into being in the 1920s and 30s continued to be executed in
the post-war period, with adjustments and modifications. The looting at the
Ouranoupolis home of the Lochs during the civil war resulted in the destruction
of almost everything that had to do with rug production, including the
looms themselves. Joice likely had to redraw her old designs from memory.
She also created new ones that referenced further sources of inspiration, such
as Minoan art. Although Joice’s memoir does not discuss her activity as rug
designer beyond the Byzantine inspiration at the inception of Pyrgos rugs in the
1920s, some information can be gleaned from a booklet she published in 1964.
It comprises a total of 42 pages, plus 8 plates of black-and-white photographs,
and is dedicated to the rugs and dyes produced in Ouranoupolis. It appears to
have been intended as a guide for those wishing to pursue a cottage industry of

handmade rugs. It includes a list with brief descriptions of twenty Byzantine-
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style designs executed by Pyrgos rugs, explaining their sources of inspiration
and the manner in which Byzantine decorative elements were distributed on
the rug’s surface.

Six of the eight accompanying photographs are dedicated to the Byzantine
rugs. Under the rubric “Further Designs and Their Meanings”, Joice listed an
additional thirteen sources of inspiration. Six reference the myths of Australia’s
aboriginals (illustrated with one photograph). The rest involve drawings found
in pre-historic caves in Africa, France, and Spain, ancient Egyptian monumental
art, and archeological finds from “Ur of the Chaldees” and the frozen tombs
of Pazyryk (a site south of the modern city of Novosibirsk), which receive the
lion’s share of Joice’s attention (one full page, compared to a few lines for all
other items). The reasons are clear: in 1949, excavations at Pazyryk yielded a
famous rug, probably made at around 400 BC and therefore the oldest surviving
pile carpet in the world. It was subsequently displayed at Saint Petersburg’s
Hermitage. One can sense some hidden but understandable pride in Joice’s
statement that she copied it: the rug’s density of 360,000 knots per square
meter makes the design exceptionally intricate and therefore difficult to copy.

Further, copies of a recently discovered rug displayed in a far-away
museum required wrestling a design on squared paper out of photographs
published in foreign-language books, which were almost luxury items: they
could be bought either in the course of rare international travel, or at bookstores
that, throughout Greece, could be counted on the fingers of one hand alone.
Compared with books in Greek, they were considerably more costly and, if not
already in stock, one had to order them and await their arrival for several weeks.
Reviving the Pazyryk design in twentieth-century rug production was, indeed,
an act of love for, and dedication to, the craft.

The 1964 booklet does not, of course, provide an exhaustive list of Joice’s
executed designs. Within it, she acknowledges an even wider scope of inspiration
and a vision best summarized in the phrase “Rugs-rugs-rugs and I dream they
are ‘history’.” Although it is hard to trace the chronological evolution of this
vision, it is clear that it started from a firm grounding on Byzantine art and,
by the time the arts-and-crafts program of the Pronoia came into existence,
it included forms of ancient art which, like art of the medieval period, were
important to modernist sensibilities throughout the twentieth century. This
included, but was not limited to, ancient Greek art. Similar sensibilities, but

more strictly focused on a Greek geography, are detectable in the early rug
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production of Pronoia: a 1969 newspaper article, published to advertise a trade
exhibition of Pronoia rugs, names the sources of inspiration for their designs as
follows: archaic (sic) and folk art (archaike kai laike techne), mosaics, and works
by contemporary painters such as Yiannis Moralis (1916-2009) and Yiannis
Tsarouchis (1910-1989). The text does not mention Byzantine art, but the only
photograph that accompanies it depicts a rug in a design unthinkable without
acquaintance with Middle Byzantine silks: interconnected roundels enclosing
animal figures.

Considerable research into the archives of Pronoia and whatever
evidence can be gathered regarding the Ouranoupolis rug production would
be necessary in order to obtain a quantifiable and reasonably documented
view of the afterlife that each of Joice’s designs may have enjoyed in the
context of Pronoia. For now, only some preliminary observations based on
readily accessible source materials are possible: the webpages of Pronoia that
advertise to potential buyers the production of its final years up to 2011
include thirty-nine photographs of pile rugs. Four among them are clearly
of Byzantine inspiration, although their appellation can occasionally be
deceiving. One of the four is labeled “Peteinaria” (cocks). It is organized in
orderly rows of roundels, which enclose not cocks but griffins, elephants, and
lions facing one another. Although this rug is not identical to the one pictured
in the aforementioned newspaper article of 1969, both are clearly variations
of the same design. Other Byzantine designs in the final wave of Pronoia’s
production are named “Pagonia” (peacocks) and “Pagonia kai vrysi” (peacocks
and fountain).

They are probably related to the one that Joice named “The Garden
of Eden.” There is an obvious similarity (though not identity) between the
Pronoia “Peacocks” and a pre-war design by Joice, a photograph of which was
published in her autobiography. The fourth among the Pronoia Byzantinizing
rugs is called “Ravenna” and is modeled after the vaulted ceiling of Galla
Placidia’s mausoleum, a blue sky studded by golden stars. Dying raw wool
with natural dyes in a uniform, intensive, and permanent blue is challenging.
When Joice managed this in the 1960s, it inspired her with a design depicting
dolphins against a magnificent deep blue background, referencing the well-
known Minoan fresco from Knossos. Perhaps the intensive blue sky of
“Ravenna” reflects the same exuberance in achieving an exquisite dye; if so,

Joice may have come up with a version of this rug during the same period.
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Yet a fifth design, not pictured, is possibly implied on the page of the
Pronoia website that enumerates the various sources of inspiration for the
textiles on electronic display. The two expressly mentioned Byzantine sources
of ideas are mosaics and vestments. Although none of the aforementioned
designs appears to reference the latter, Joice Loch had, indeed, created a design
after the “Sakkos tou Tsimiske” (The Sackcloth of Emperor John Tzimiskes), a
famous liturgical vestment of a date considerably later than the tenth-century
emperor, kept at the Athos monastery of the Iberians. Ouranoupolis weavers in
the late 1970s were still reproducing the “Sakkos”. It is possible that it remained
in the repertoire of Pronoia into 2011.

The overwhelming majority of the advertised Pronoia designs reference
Greek folk art, especially embroidery and ceramics. It is uncertain how many
of these may go back to designs by Joice. A possible such is “Louloudi Epeirou”
(Flower of Epirus), because it was definitely woven in Ouranoupolis by 1965.
We already mentioned Joice’s Minoan inspiration in the 1960s. At least one rug
in the 2011 Pronoia collection also references Minoan art, but again it is unclear
whether it is in any way connected with specific ideas originally developed by
Joice.

Although oriental designs were excluded in the pre-war rug production
of Ouranoupolis, they were embraced after the war, obviously responding to a
domestic market demand for them. By the 1970s (and perhaps already earlier),
the Ouranoupolis weavers would undertake established oriental patterns, like
the ubiquitous “Bukhara”, or motifs originating in the West-Iranian city of
Senneh. They would also execute more recherché designs, like one copied from
the Pazyryk carpet.

The Pronoia designs appear to have had a further career among the hand-
knotted rugs produced under the auspices of the Hellenic Organization of
Small & Medium sized Enterprises and Handicraft S.A. (known with its Greek
acronym EOMMEX), active between 1977 and 2011. EOMMEX primarily
supported projects other than rug making (jewelry, ceramics, wood carving,
lace, knitting, etc) but did set up weaving schools. A blog publishes information
and photographs from one that operated between 1992 and 2006 at the village
Potamoula in Aitoloakarnania. The motifs of the rugs pictured on the looms
have an obvious relationship with the Pronoia designs drawn from Greek folk
art. Byzantine inspiration is not missing, either: rolled up in the background,

one can discern a rug in the “Ravenna” design.
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The evidence surveyed above suggests that Joice Loch’s approach to rug
design—an important component of Greek material culture in the post-war
period, when urban middle-class households came to consider pile rugs as
necessary luxuries—was pioneering and widely influential, even if this fact
remains unrecognized. Her work rode on the wave of artistic and intellectual
trends already swelling in Greece and beyond (which at least partly accounts
for her success), but it gave them coherence and pointed them to particular
esthetic directions. To a scholar of modern Greece, the significance of further
studying her work and its impact is obvious. To a Byzantinist, studying the
creation and dissemination of Joice Loch’s now largely dispersed body of work
could pay rich dividends. The most obvious one is recognizing how elements
from Byzantine culture were translated to suit social and political realities in
the twentieth century; this can usefully illuminate the background against
which our Byzantine studies are inscribed at the beginning of the twenty-
first. Perhaps less obvious but equally important is the help it can offer us in
grasping, mostly through analogical thinking, some fundamental questions in
the study of Byzantine society and culture.’

Although it would be absurd to claim that the Ouranoupolis rug production
developed outside of an industrial context, the conditions of desperate poverty
in which it had to take off generated certain pre-industrial limitations, and Joice
Loch’s insistence on natural dyes deliberately reversed some of the advantages
of industrialization. Relatively well-recorded because of its chronological
proximity to us, it suggests ways to think about big problems in both Byzantine
and modern history, such as the following: what provincial approaches share
regarding their interpretation of metropolitan artistic trends—in this case
how two cultural peripheries, Australia and Greece, dialogued with the British
Arts and Crafts movement, conceived and exported out of a cultural center;
this can offer avenues of understanding how artistic and intellectual trends
originating in Byzantium were adapted in its cultural peripheries throughout
its millenial history. Further, the Ouranoupolis experience can offer avenues
of contemplating how city and countryside interact in economic, cultural, and
esthetic terms; what “tradition” and “innovation” or “foreign” and “indigenous”
mean in the context of such an interaction. It can also drive home for us the
impossibility of clearly separating the “vernacular” from the “high-style”, and
show us how to look for figures that move between these two categories, and

are capable of translating one into the other.
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Notes

1 The research and writing of the present paper were conducted during a stay at the Wissen-
schaftskolleg zu Berlin. I am particularly grateful to its library staff for their effort to locate copies
of articles published in the Australian press in the 1960s and 1970s, for which my references were
imprecise or wrong.

2 Sydney Loch, Athos: The Holy Mountain (Lutterworth Press: London, 1957); Michael Llwellyn
Smith, “Athos, Mount” in Jennifer Speake, ed., Literature of Travel and Exploration: An Encyclopedia
(New York: Fitzroy and Dearborn, 2003), 42-43.

3 Two recent examples: Robert Nelson, “Modernism’s Byzantium Byzantium’s Modernism” in
Roland Betancourt and Maria Taroutina, eds. Byzantium/Modernism. The Byzantine as Method in
Modernity (E. . Brill: Leiden and Boston, 2015), 15-36 (with useful earlier bibliography); Kostis
Kourelis, “Byzantium and the Avant-Garde: Excavations at Corinth, 1920s-1930s” Hesperia 76:2
(2007), 391-442.

4 Susanna deVries, Blue Ribbons Bitter Bread: The Life of Joice NanKivell Loch, Australia’s Most Deco-
rated Woman (Hale & Iremonger, Pty. Ltd: Alexandria, NSW, 2000).

5 Joice NanKivell Loch, A Fringe of Blue: An Autobiography (John Murray: London and Southamp-
ton, 1968).
6 The call to Greece is described in Loch, Fringe of Blue, 96—98.

7 NanKivell Loch, Fringe of Blue, 101-12; on the activity of the Lochs in Thessaloniki, see also
Brenda Marder, Stewards of the Land: The American Farm School and Greece in the Twentieth Century
(Macon, Georgia: Mercer University Press, 2004), 379-80.

8 When the Lochs first visited Ouranoupolis it was not yet called by that name. Locals would
refer to it as “Pyrgos” because of the dominance of its Byzantine tower over the landscape; maps
would mark it as “Prosphorion”, a name reflecting its status as imperial offering to the monks of
Vatopedi. The Greek government renamed the village “Ouranoupolis” in 1946. “Ouranoupolis” is
used throughout the present contribution for reasons of clarity.

9 NanKivell Loch, Fringe of Blue, 116-17. More details on the circumstances of this invitation in de
Vries, Blue Ribbons Bitter Bread, 192-93. It is hard to pinpoint the year in which the Lochs arrived
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at Ouranoupolis. No exact date is mentioned in Fringe of Blue. Joice NanKivell Loch, Prospori-
on-Uranopolous [sic]: Rugs and Dyes (Istanbul: American Board Publication Department, 1964), 7,
dates this arrival to 1928—a date contradicted by the participation of the Ouranoupolis rugs to the
First International Fair in Thessaloniki (mentioned in NanKivell Loch, Fringe of Blue, 122), which
took place in 1926. For the purposes of the present contribution, I chose to consider the memory
of the First International Fair as more reliable because it is based on a fiscal event that proved
very important for Joice Loch’s life-long endeavors.

10 Loch, Athos, 13-14.
11 NanKivell Loch, Fringe of Blue, 121-22.

12 MavwAng Xovpeptavdg, «Apyaletol g Kanrmadokiag», 2002, Encyclopaedia of the Hel-

lenic World, Asia Minor URL: <http://www.ehw.gr/l.aspx?id=3718>, accessed October 2016;

Afda Iotiomovhov, H eAAnvikn tamnrovpyia kaw 1) tamntovpyds ot Mikpd Acia, 1860-1922
(BiAomtwAetov g Eotiag: ABva, 2000). Some information can also be found in Ioakeimidis,
<http://www.ioakeimidis.gr/i-istoria-tis-oikogeneias>, accessed October 2016.

13 OAya Boytat{oyAov, «H Bropmyavikr) eykatdotaon twv tpoodpvywv otn Néa Iwvia:
TAPAUETPOG TNG AOTIKNG EYkaTdoTaong» oto O Eepilwpds kat n dAAn matpida. Ot mpooduyovmodels
otnv EAAdSa (Xx oA Mwpaitn. Etatpeia Emovddv NeoeAAnvikov TToAtrtiopov kat Tevikng
Mawdeiog: ABMva, 1999), 148-63; Xdpng Zamovvt{akng, Aovkag Xprotodovhov, H Néa Iwvia ato
MeoomnéAepo, 1922-1941 (EkS. <Evwon Endptng Mukpds Aotag: ABMva, 2015).

14 NanKivell Loch, Fringe of Blue, 122.

15 It bears clarifying that hand-knotted pile rugs were a refugee specialty; obviously, other forms
of weaving had strong local traditions elsewhere in Greece. On the Chalkidiki area, see <http://
www.dimosaristoteli.gr/gr/culture/textiles-Ouranoupoli-Arnaia> accessed October 2016.

16 NanKivell Loch, Fringe of Blue, 122.

17 NanKivell Loch, Fringe of Blue, 122. An account of how Joice was inspired with Byzantine de-
signs is provided in de Vries, Blue Ribbons Bitter Bread, 212, but a Byzantinist would find it impossi-
ble to trust, given that it includes phrases like the following: “Her favorite design was taken from a
carving at Vatopedi of the Esphigmenou or Tree of Life [sic], showing amongst the blossoms a bird
which had eaten the flower of good and evil.” The photograph of a rug in this design is published
ibid., plate 3 after p. 224.

18 NanKivell Loch, Fringe of Blue, 122.

19 The first encounter with Paraskevoula, nick-named “the Witch”, is narrated in NanKivell Loch,
Fringe of Blue, 116; her death in 1939 is mentioned ibid., 160. Some details on developing the dyes
ibid., 122—23; on training the Swiss Martha Handschin in vegetable dyes after the war, ibid., 238;
see also NanKivell Loch, Prosporion-Uranopolous, 25-42; Joice painted of Paraskevoula the follow-
ing portrait: “The Witch was my favorite. There was a worldly elegance about her, and I wondered
in what Constantinople slums she acquired her gestures. She was thin from the barest necessi-
ties, but long, lean years had not disillusioned her sufficiently to blunt her excellent wit, and she
walked briskly as if life had a meaning, her ancient Turkish trousers swinging from her hips with
her movements.” (NanKivell Loch, Fringe of Blue, 125). More information on Paraskevoula in de
Vries, Blue Ribbons Bitter Bread, 199—201; more details on developing the dyes in de Vries, Blue Rib-
bons Bitter Bread, 214 ff. An explanation about this book and how it was used in the present paper
is in order here: In many cases, it fills in silences in Joice Loch’s 1968 autobiography, Fringe of Blue.
According to the author’s preface (p. 6), it is based on four years of research. In discussing the rug
industry set up by Joice Loch in Ouranoupolis, the author occasionally footnotes oral interviews
with two of Joice Loch’s assistants in the enterprise: Fani Mitropoulou (d. 2008), a manager of Pir-
gos rugs and Joice Loch’s housekeeper during the last decades of her life; and Martha Handschin
(d. 2006), an associate of Joice Loch in creating dyes for the rugs. The footnotes to the text suggest
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that Susanna de Vries also consulted, at least to a certain degree (she remarks on the difficulty of
accessing them), the private papers of the Lochs, now in Ouranoupolis, and newspaper clippings
apparently collected by Martha Handschin (de Vries, Blue Ribbons Bitter Bread, Chapter 29, note
3, p- 354). The book is therefore valuable for consulting unpublished primary sources and key
informants who are now deceased. However, it contains inconsistencies and some obvious mis-
information, which compromise its overall reliability and suggest that anyone wishing to mine it
for hard facts should do so only after checking independent sources. Some examples that could
easily be multiplied: the emperor who provided the funds for the building of the Great Lavra is
said to be Nicholas II of Byzantium (ibid., 180); the great painter, sculptor, engraver and author
Nikos Hadjikyriakos-Ghikas (1906-1994) is mentioned as “Panos Ghika” (ibid., 315, 322); the well-
known British poet, essayist and translator Philip Sherrard is said to be an archaeologist (ibid.,
329); a monk from the monastery of Panteleimon with whom the Lochs had a friendly relation-
ship is repeatedly referred to as “Brother Anaphronos”—a non-existent Greek-sounding name,
perhaps a mistake for “Sophronios”; the minute island of Amouliani is said to be uninhabited

in the year 2000 (ibid., 180), although it was ceded to refugee families in the 1920s and has been
steadily inhabited by a few hundred permanent residents since; acorns, repeatedly mentioned

as milled to produce flour and coffee for the poor diet of the villagers, are impossible to find at

a sea-side location such as Ouranoupolis; the description of a mass wedding celebration in the
late 1930s (ibid., 230-31) includes so many outright impossibilities that it can only be a figment of
the author’s imagination: the traditional costumes cannot have been worn as described because,
by the late 1930s, both men and women in the broader area of Chalkidiki around the mines

of Stratoni had entirely adopted European fashions and no longer wore traditional dress, not
even on special occasions. The rebetika, a variety of late nineteenth and early twentieth-century
songs expressing the sentiments of the urban poor at the margins of Greek society in frequently
risqué terms, cannot have been performed at a village wedding in the 1930s: they came together
as a collective category under this name only in the 1960s, and would have been scandalously
inappropriate for such a celebration, even if they were known to a rural population. Likewise, the
“threshing dance” commemorating “Greeks slaughtered by the Turks” is the kangeleftos, danced
only at the site where the execution took place in 1821, i.e. the threshing floor outside Ierissos (a
large village in the vicinity of Ouranoupolis), strictly on the Tuesday after Easter and on no other
occasion. I would like to thank my father, NAME WITHHELD (b. Stratoniki, 1929), for confirming
details of everyday life in Chalkidiki in the 1930s. For this reason, I decided to base my own narra-
tive exclusively on Loch, Fringe of Blue, and footnote de Vries, Blue Ribbons Bitter Bread only when
the information it offered appeared to be verifiable through independent testimony, or when it
footnoted a concrete primary source that could be independently pursued.

20 On William Morris in Australia, see Andrew Montana, The Art Movement in Australia: Design,
Taste and Society 1875-1900. Second Miegunyah Press Series (Book 31). (Melbourne University
Publishing: Melbourne, 2000), 223-24; although Morris’ products were a hard-to-afford luxury for
most Australians, there were other channels of disseminating a taste for medieval art, such as the
“Medieval Court” at the 1866-67 Intercolonial Exhibition (ibid., 140).

21 <http://www.australia.gov.au/about-australia/australian-story/arts-and-crafts-movement>
accessed October 2016.

22 Paschalis Kitromilides, “On the Intellectual Content of Greek Nationalism: Paparrigooulos,
Byzantium, and the Great Idea,” Byzantium and the Modern Greek Identity, ed. David Ricks and
Paul Magdalino (Ashgate Publishing: Aldershot, 1998), 25-35.

23 For details on the life and work of Angeliki Chatzimichali, see the memoir of her daughter:
'Epon Xat{npuydAn, Hepimatos pe tnv Ayyedikn (Kéktog: ABNva, 1999).

24 Kourelis, “Byzantium and the Avant-Garde.”

25 NanKivell Loch, Fringe of Blue, 123. NanKivell Loch, Prosporion-Uranopolous, 10-11 tells the same
story in slightly greater detail.
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26 NanKivell Loch, Fringe of Blue, 238-39; more details can be found in NanKivell Loch, Prospo-
rion-Uranopolous, 11-12, including the following information on royal interest: “His Majesty, King
George of Greece, was always very interested in the rug making, and in the winter of 1946 he
asked me if there seemed any possibility of getting the industry back on its old footing. I quoted
prices to him and he agreed sadly that most likely any idea of restarting it would have to be
abandoned. It was 1952 before I decided to try to start it by slowly replacing my own collection.”
De Vries, Blue Ribbons Bitter Bread, 314, describes the re-start of the operation in similar terms
(with small discrepancies). As for the royal interest in rug making prior to WWII, De Vries, ibid.,
228, reports that in 1938 the Lochs were decorated by the Greek government on account of their
humanitarian work and the founding of Pyrgos rugs; if this is so, a royal request to re-establish
the operation in the post-war period makes sense. The problem is that, according to de Vries’
narrative, the King and Queen who decorated the Lochs in 1938 were Paul and Freideriki. This is
impossible, as Paul sat on the Greek throne only in 1947.

27 <http://www.ekka.org.gr/OikotexniaShow.action> accessed October 2016.

28 A connection with royal initiative is only implicitly acknowledged on this website: <H Otkote-
xvia eivot éva amd ta ToAA& Tpovotakd Tpoypappata tov LK.ILA. [Ivetitovto Kotvwvikng
Ipootaciag kat AAANAeyyUng], To omoio W8pUBnKe TO 1947 pe apX kO 6TOYO TNV ETIAVOT KOLVW-
VKV TpoPAnpatwy vtoPabplopevwy mteptoxwv. To 1953, e TO GTHOIHO TOV TPWTOL APYXAELOV
oto xwptod AéyoPo s Kaotopidg, Eekivnoe to Owoteyvikd Ipdypappa kat pe v népodo

Twv eTwv e§amAwbnke oxeddv oe OAn ) ywpa.» [The Arts and Crafts program is one of several
launched by the Institute for Social Protection and Solidarity, founded in 1947 and initially aiming
to address the social problems of poverty-stricken regions. The Arts and Crafts program started
with a single loom, set up in 1953 at the village of Lehovo in the region of Kastoria. Over the years,
it expanded almost throughout the country]. Soberly evaluating the role of the Queen’s Fund in
the post-war development of the Greek arts and crafts stumbles upon a number of political and
ideological problems that still tantalize modern Greek society: already at the time of its inception,
the Queen’s Fund, which was not a government organization but depended on public funds and
resources in order to function, was criticized for using public assets to boost the personal image
of the Queen and the royal family. The meddlesome and destabilizing political role of the Queen
and the royal entourage during the decades that followed contributed to the unpopularity of

the Greek monarchy and its eventual fall from power—an event folded into Greece’s political
adventures during the junta of 196774 and its aftermath. This negative political baggage can help
explain the reticence surrounding how the Pronoia’s successful and influential arts and crafts
program took off.

29 “Opata yaAwx kai khipa othv €kBeon Baothikig Ipovoiag» Bijua (Vema), 27 November 1969,
107; viewable at <http://www.nationalgallery.gr/library/el/cifiopoiimena_ar8ra_efimeridon/
el_19693107_00003_ooo1.html> accessed October 2016.

30 On rug production supported by Pronoia in the 1950s in Phourka, Chalkidiki, see <http://
arhioil.com/laografia/oikotexnia> accessed October 2016. The website of the factory Ioakeimidis
offers information on the weavers it employed over the years; some were trained by Pronoia.

The website includes no dates: <http://www.ioakeimidis.gr/i-istoria-tis-oikogeneias> accessed
October 2016; on rug production on Spetses from the 1920s onwards, generated by the arrival of
refugees and specializing in oriental designs, see <http://www.spetses.gr/el/traditionaloccupa-
tions> accessed October 2016. The website of the Lykeion Ellinidon Volou on weaving: <http://www.
lev.com.gr/%CF%84%CE%AC%CF%83%CE%B7-%CE%B1%CE%BD%CE%B1%CE%B6%CF%8
9%CF%80%CF%8D%CF%81%CF%89%CF%83%CE%B7%CF%82-%CF%84%CE%B7%CF%82-
%CE%B1%CF%81%CF%87%CE%B1%CE%B9%CE%BF%CF%84%CE%AD%CF%81%CE%B1%CF
%82-%CF%84%CF%89/> accessed October 2016.

31 Website of Pronoia, last modified in 2011.

32 Brief biographic note on Phroso Ioannidi at <http://izagori.gr/biogra-
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phies/350-%CF%86%CF%81%CE%BF%CF%83%CF%89-%CE%B9%CF%89%CE%B1%CE%B-
D%CE%BD%CE%B9%CE%B4%CE%B7-1896-%E2%80%93-1986.html> accessed October 2016;
information on her husband, Ioannis Ioannidis (1880-1960) at <http://cultureportalweb.uoi.
gr/cultureportalweb/article.php?article_id=1067&topic_id=184&level=3&belongs=183&area_
id=18&lang=gr> accessed October 2016.

33 A chronicle of the supply and demand for oriental-style handmade and machine made rugs,
as well as the popularity of the flokati, can be found at the website of the now closed factory
owned by the Oulkeroglou family in Veroia, <http://www.oulkeroglou.gr/history.htm> accessed
October 2016.

34 This model is mentioned in Phourka in the 1950s, as clarified in <http://arhioil.com/laografia/

oikotexnia> accessed October 2016; something similar is explained in in Vema, 27 November 1969
(see n. 29 above) and in the detailed but unreliable de Vries, Blue Ribbons Bitter Bread, 214, 216, 227-
228 for pre-war Ouranoupolis.

o

35 The Pronoia website describes them as “éva kaAAitexviko entteleio» («artistic staff»); see
<http://www.ekka.org.gr/OikotexniaGuideShowPage.action> accessed October 2016.

36 Personal recollection, Thessaloniki in mid- to late 1970s.

37 Factories as commissioners of weavers trained by Pronoia are mentioned at the website of the
factory owned by the loakeimidis family; see note 30 above.

38 In Vema, 27 November 1969 (see n. 29 above) rugs ordered through Pronoia could have a maxi-
mum number of 250,000 knots per square meter. This was the highest quality of weaving, named
“Kassandra” and priced at a hefty 3,000 drachmas per square meter in 1969. The same number

of knots per square meter and under the same name is advertised as the highest quality in 2011;
see <http://www.ekka.org.gr/OikotexniaBargains.action?categorylD=1> accessed October 2016 .

To the best of my knowledge, this was also the highest number of knots per square meter that the
Ouranoupolis weavers would normally undertake in the 1970s and 1980s. It is possible that the
reputation of Ouranoupolis in the post-war years was based on the fact that it had a longer tradi-
tion of weaving than most other rural area supported by Pronoia and therefore possessed a greater
number of experienced weavers who could carry out more complicated projects. This reputation
may also be connected with the quality of the wool and the dying process pursued in Ouranoupo-
lis.

39 De Vries, Blue Ribbons Bitter Bread, 314, based on Loch, Prosporion-Uranopolous, 12, which describes
the difficulties of restarting Pyrgos rugs but does not explicitly say anything about how the pre-war rug
designs were recovered.

40 Loch, Prosporion-Uranopolous.

41 Loch, Prosporion-Uranopolous, 12—22; the book also includes black-and-white photographs of
rugs executed at Ouranoupolis, six in Byzantine and one in Australian aboriginal style.

42 Loch, Prosporion-Uranopolous, 12. Those who knew Joice repeatedly commented on her
life-long devotion to her native country. Under this light, the statement about dreaming of rugs
as history seems to evoke the important role that dreams and dreaming have in the culture of
Australia’s aboriginals.

43 Australian newspapers published at least two articles on Joice, based on interviews that she
gave. They both include comments on her designs that need to be verified independently. The
earlier article, Rachel Irvine, “Rugs that Saved a Village,” Melbourne Herald, 11 December 1964,
quotes Joice as follows: “As we built up the industry, we used many designs of pre-Christian times,
preserving ancient forms of Art. Now the villagers use ancient Chinese, Egyptian, Persian, Arab,
and even Australian art in the fine, handwoven rugs.” The second article, (anonymous) “Austra-
lian Dreams—Designs by the Aegean,” Sydney Morning Herald, 24 May 1973, mostly discusses the
events of Joice’s life known through her autobiography. Its illustrations (a sketch of the Oura-
noupolis tower and a portrait of Joice) are accompanied by the rubric “Beauty from Byzantium.”
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It concludes as follows: “Besides the Athos designs Mrs Loch says she has copied prehistoric
designs from cave walls and from stones to use in the rugs. And some are copied from Aboriginal
cave paintings. “The presentation of these ancient designs in the form of rugs is my way of show-
ing a little history through art.”

44 Vema, 27 November 1969 (see n. 29 above).

45 Listed under “handknotted carpets” in the categories “Product description” <http://www.ekka.
org.gr/OikotexniaShowCategory.action?categorylD=1> and “Offers” <http://www.ekka.org.gr/
OikotexniaBargains.action?categoryID=1> accessed October 2016.

46 <http://www.ekka.org.gr/OikotexniaBargains.action?categorylD=1> accessed October 2016.

47 All designs are labeled with a name in the Greek display of the webpages; the English display
of the same webpages includes names for some but not all of the designs.

48 Described in de Vries, Blue Ribbons Bitter Bread, 213.

49 The photograph is labeled “Rug made in Ouranoupolis” (NanKivell Loch, Fringe of Blue, plate
between pp. 198 and 199), though this is clearly not exactly the same rug.

50 Photograph and description of the rug in de Vries, Blue Ribbons Bitter Bread, 216 ff. and plate

5 after p. 224. Interestingly, the famous dolphin fresco cannot be reckoned as a genuine Minoan
work. It is an extensive reconstruction, based on very few fragments, by Piet de Jong, produced
between 1922 and 1930, and therefore conforming with, and greatly appealing to, twentieth-centu-
ry sensibilities.

51 <http://www.ekka.org.gr/OikotexniaGuideShowPage.action> accessed October 2016. The
sources of inspiration are described as follows: “The beauty of ancient Cretan frescos, the Vergina
treasure, the wealth of Byzantine vestments and intricate mosaics, as well as the dress, homes,
furniture, and handicrafts of more recent folklore. Greek nature is also an interminable source

of inspiration: birds, flowers, shells, fish, even rocks...” (my translation; the English version of the
same text on the Pronoia website is more terse and on occasion incomprehensible).

52 Personal recollection.

53 Personal recollection of a rug woven earlier than my birth date. A weaver reminisces about
having executed tis design at <http://wwwrodopiblog.blogspot.de/2010_03_23_archive.html> ac-
cessed October 2016 ; she remembers getting paid 1,5 drachmas per 1000 knots, but in which year
(or even decade) is not specified.

54 Design titled “Minoan Flowers” (puvwikd &vOn). The overall lay-out of this rug is closely
structured after the rug titled «Vergina diadem» (§t&dnpa Bepyivag), an object excavated in the
late 1970s, by which point Joice was probably no longer designing (she had a serious accident

in the late 1960s that permanently affected her memory and power of concentration; de Vries,
Blue Ribbons Bitter Bread, 330-31). Among the embroidered rugs advertised on the Pronoia website
one can see designs inspired from a source chronologically and esthetically close to Minoan

art, namely the frescoes of Thira (excavated from 1967 onwards), in which Joice cannot have had
a hand. The closest to Byzantine inspiration among the embroidered rugs is the design called
“Coptic.” See <http://www.ekka.org.gr/OikotexniaShowCategory.action?categoryID=3> accessed
October 2016.

55 This seems to be the case, based on the article in Melbourne Herald, 11 December 1964, quoted
above, note 43.

56 Currently called Sanandaj, an overwhelmingly Kurdish city with important Armenian,
Assyrian, and Jewish minorities into the middle of the twentieth century. There is a wide array of
Senneh patterns. It is unclear whether serendipity or other circumstances drove their selection
for introduction to the Ouranoupolis repertoire.

57 As a child of ten or twelve in the late 1970s, I recall accompanying my parents to Ouranoupolis,
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where they discussed placing an order with Fani Mitropoulou. We stayed there several hours
considering designs, qualities of weaving, and colors. We were shown samples of executed

rugs which included “The Tree of Life” and “the Sakkos of Tsimiskes”. I also remember seeing
the book out of which the Pazyryk design was transferred on squared paper for the looms of

the village, and two different versions of its motifs drawn on squared cardboard, one in higher
resolution that the other. I believe we also saw a small Pazyryk rug woven in the lower resolution,
attributed by our interlocutor to “Kyria Lok”. At least two additional Pazyryk rugs in the higher
resolution design, transferred on squared paper by Fani’s daughter Elli, were woven in Oura-
noupolis in the late 1970s. Further, I recall choosing colors from a voluminous dossier of samples:
wool threads dyed in various hues, occasionally accompanied by brief notes on dye preparation.
A newspaper article published in Kathimerini on October 8, 2006 (Paidwv Xat{navtwviov,

“Mwx Avotpadn ouyypadéag otnv EAAGSa”) mentions a color sampler at the hands of Fani
Mitropoulou. It would be interesting to know how many such color samplers existed in the small
community of weavers in Ouranoupolis because of the light it would shed on patterns in the
transmission of technical knowledge. Obviously, the type of information recorded in a color sam-
pler is elliptical; full information depends on a weaver’s personal memory and the communica-
tion of knowledge through oral explanation and practical demonstration. These are all extremely
important questions for the transmission of technology. The article in Kathimerini can be read

at <http://www.kathimerini.gr/264994/article/politismos/arxeio-politismoy/mia-aystralh-syggra-
feas-sthn-ellada> accessed October 2016.

58 <http://potamoulanews.blogspot.de/2015/03/blog-post_16.html> accessed October 2016.

59 Although Joice never published a book on her designs, it is likely still possible to reconstitute
how the designs evolved over the decades: after her death, her personal belongings passed to the
custodianship of the Tenth Ephorate of Byzantine Antiquities, which turned the tower where she
and her husband had lived into a museum of Byzantine culture. As of 2006, it includes a section
recreating the personal space of the Lochs with their furniture, rugs, and other items. On the
exhibit’s inauguration, the Australian ambassador to Greece donated one of Joice’s rugs that was
inspired from the art of Australia’s aboriginals. The donation is reported in Kathimerini, October
8,2006; a photograph of the rug (Bild 9) is viewable at <http://www.agion-oros.de/Ouranoupolis.
htm> accessed October 2016. It is unclear whether this rug is one of the nine that Joice donated
to “the people of Australia” during a visit there in 1964. The donation represented all periods of
the Ouranoupolis production and was intended for the projected Australian National Gallery

in Canberra and other museums. Subsequently, this collection was either dispersed (de Vries,
Blue Ribbons Bitter Bread, 329—30) or misplaced until all but one of the rugs surfaced again at

the basement of the Australia Council for the Arts in 2000 (Bellinda Kontominas, “The Great
Heroine Australia Forgot,” Sydney Morning Herald, July 8, 2006, viewable at <http://www.smh.com.
au/news/national/the-great-heroine-australia-forgot/2006/07/07/1152240493799.html> accessed
October 2016). One of these rugs, titled “Creation”, is exhibited in Sydney’s Powerhouse museum
(<http://www.powerhousemuseum.com/collection/database/?irn=361572> accessed October 2016).
The museum’s labeling betrays a poor understanding of the conditions in which the rug was
produced. Important information can still be recovered from the living memory of the people of
Ouranoupolis, but the passing of time will make the task increasingly less feasible. In order to
aid with accurately reconstructing the reception of Joice’s work, especially from an urban point of
view, I recorded here whatever relevant information I had to the best of my ability to recall it.

60 An analogous approach, using the modern Greek production of silk at Soufli in order to un-
derstand aspects of Byzantine silk production, was productively adopted in Anna Muthesius, “Es-
sential Processes, Looms, and Technical Aspects of the Production of Silk Textiles,” in A. Laiou,
ed., The Economic History of Byzantium: From the Seventh through the Fifteenth Century. Dumbarton
Oaks Studies 39 (Washington, DC, 2002), 147-168.
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“Cross to the other bank.”
The postmodern turn in Elytis’

Maria Nephele

Summary

This article investigates the ways 1979 Nobel laureate poet Odysseus
Elytis struggles with the forces of postmodernity and seeks how to identify the
new global space in his poetic collection Maria Nephele (1978). Through two
parallel monologues between Maria Nephele, a modern radical young woman,
and the Antiphonist, the voice of the poet, Elytis is trying to perceive the
cultural turn from modernity to postmodernity and to perform it in a dialogic
process. The dialogic interplay of Maria Nephele and the poet is diminished at
the end of the poem when the timeless ethical vision of the poet is projected
through contemplation on psychic grandeur and cultural order. Maria Nephele
as a flaneuse in the postmodern city lives in the constant transformation of
the now and opens the way to conceptualizing an international culture. In the
paper that follows I will read Elytis’ poetic choices in Maria Nephele through the
perspective of postmodern theory and also through Benjamin’s philosophy of

history.

By the way of an introduction
In a 1974 essay with the title “First Things First”, Odysseus Elytis refers

to the counterculture of the new generation, presumably meaning the youth
of the 1960s, which reached its peak in May 1968. His positive attitude and
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endeavor to praise this generation in its anarchist and revolutionary context
are obviously stated:

I also feel obliged to seriously consider some typical symptoms of
“rage”, “rebellion” and “anarchy” characteristic of today’s youth in order
to understand them and applaud them as they deserve while they are still
in their disinterested phase, that is, not yet channeled into camps seeking
advantage (Open Papers 19-20).

Furthermore, in one of the interviews Elytis gave to Pilichos he agreed
that in the verses of Axion Esti one can find the “substitution of the flower
for the gun” and he was happy to hear that if the students of May 1968 knew
Greek they would use his verses (Zvv totg dAdotg 96). This endeavor to deeply
understand and approach the new generation found its best poetical form in
Maria Nephele (Mapia NegpéAn), which was first published in 1978, though the
idea for this collection had been conceived when Elytis finished The Axion Esti
(A&iov Eoti, 1959) and met a “young woman in real life” (Odysseus Elytis 640)™.
Maria Nephele, as the poet points out in his interview to Ivar Ivask in 1975
“constitutes an exception” in his work as he turns from the Mediterranean
nature to the urban environment and especially as he moves away from his
elevated poetic tone, employing the language of the street (638). In this
interview Elytis defined three periods of his poetry. In the first period nature and
metamorphosis along with surrealist influence predominate in his inspiration
(639). The elevated tone of his poetic language kept his texts “far removed from
the everyday usage of words” (638). Elytis’ natural vision during this period
asks the audience to consider a world where the Aegean sunlight and the beauty
of nature give a spiritual force which transforms “negation into affirmation of
life” (Dekavalles, “Time versus Eternity”, 22). Eros, youthfulness, innocence
and bodily sensation tangled with nature and sun form his poetic ideas. In the
second period which includes The Axion Esti the poet proceeds to a “historical
and moral awareness” without losing his natural vision (Elytis, 639). According
to Koutrianou (33), this is the beginning of the crystallization period which
reflects the decisive impact of historical events on his poetic development.
Henceforth, his poetic thought becomes more theoretical and methodical. This
theoretical and analytical thinking leads him to the third period, as the poet
has termed it, in which he engages a “lyricism of architectural invention and
solar metaphysics” (Elytis, 639). This period is represented by the collection
The Light Tree and the Fourteenth Beauty (1971). Maria Nephele also belongs in
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this third period in which Elytis’ poetics takes on a different tone which reflects
his gradually shift from “romantic aestheticism to the stoic minimalism of
contemporary post-modernists” (Bien, 346). Maronitis (246) associates this
collection with the context and ideology of the “Generation of the “70s” due to
its questioning tone and its social criticism.

Maria Nephele has been defined as a hippie girl who represents the “new
wave and leftist intelligentsia” (Karandonis 258) and reflects the “global, modern
consumer society” (Karandonis 243). Ioannou (193, 198), has considered the
political aspect of the collection, suggesting that Elytis absorbs the ideas of
anti-colonial movements and displays the universal aspect of oppression of
both groups and individuals. According to Vitti (50), Elytis saw in the students
of May 1968 and in hippies a rebellion without allegiance to political parties
and institutions.

Actually, what Elytis perceives in the 1960s and 1970s is the new
intellectual landscape formed by post-industrial and consumer society,
multinational capitalism and the contemporary media which drove literature,
as Jameson argues, to a radical break with high modernism (Cultural Turn 19-
20). The 1960s is a decade identified with the emergence of a counterculture
that formed an early politicized aspect of postmodernism (Bertens 5)°.

Hence, this paper seeks to clarify several aspects of postmodernism that
are very important to understand the poems of Maria Nephele and have not
previously been related to Elytis’ work®. Previous studies have reported the
international aspects of the collection but have not dealt with the concept of
postmodernism. My aim in this article is to discuss the way in which Elytis
perceives the postmodern and post-colonial condition of his era. Elytis opens
a dialogue with the new cultural present which is dominated by the turn to
postmodernism. Maria Nephele is a representative figure of the new era, who
transmits the new ethical vision of a radical cultural change. Clearly, what Elytis
sees in postmodernity is the emergence of late consumer and multinational
capitalism. He moves from the world of nature to urban culture and from the
utopian pursuits of modernism to the “fetishism” of commodities and the
collapse of values®.

In this collection, Elytis, although he feels the loss of the grand narrative
(Lyotard 37), which was identified with modernism, seeks to “cross to the
other bank” to understand the new era in its ethical and aesthetical aspects.

He redefines the relationship between past and present and perceives the
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crisis of the old narrative and ancient tradition. Finally, although he ends up
strengthening his Greek national identity, he creates an authentic perspective
of the other side in the person of Maria Nephele, who holds the ideology of
postmodernity. Maria Nephele’s ideological stance can be described as the
questioning of authority which is the main postmodernist attitude beginning
in the 1960s.

The dialectics of seeing

Susan Buck-Morss, in her book The Dialectics of Seeing. Walter Benjamin and
the Arcades Project (1989), claims that Benjamin’s philosophical method in the
Arcades Project can best be described as a dialectics of seeing (6). This argument
is based mostly on the way Benjamin makes conceptual points concrete through
the power of dialectical images. The dialectic way of seeing provides the proper
axes to align antithetical elements (210). Benjamin’s dialectical thinking aims at
a “synthesis” grounding itself at the point at which the different “axes intersect”
(210). The antithetical concepts maintain their contradictory positions but
they cross each other revealing a “dialectical image” (210). Adorno (240),
who has typified Benjamin as the “dialectician of the imagination”, argues
that the dialectical images can be thought of as “objective crystallizations of
the historical dynamic” (238). As I will try to argue in the following pages,
Benjamin’s dialectical conception of modernity can promote our understanding
of Elytis’ thought in Maria Nephele and of how he conceptualizes the new issues
of postmodernity.

The initial title of the Arcades Project was “A Dialectical Fairy Scene”
(Buck-Morss 34, 49) and in the first edition of Maria Nephele, Elytis had given
the subtitle “A Stage Poem” (Eva oknvikd woinpa); both titles directly state the
dialogical “optics” of their authors and their intention to present their views
as a scene. Maria Nephele is a collection framed by two parallel monologues
spoken by a modern radical young woman, Maria Nephele, and the Antiphonist
who conveys the voice of the poet. It is divided into three sections, including
an introductory and a closing poem and two intermediary songs. In every
section, seven of the poems are spoken by Maria Nephele and seven by the
Antiphonist. Every poem ends in a short, striking and memorable phrase
that mirrors the deeper thoughts of the characters (Politi 84) or otherwise
could be read like revolutionary slogans on the city walls which imply a call

for action or subversion. The setting of the poem is an unnamed city and the
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poet makes a concession to his rules of language by using street language. It is
not a real dialogue “but two monologues side by side” as Elytis explains in his
interview (Odysseus Elytis 638), where the poet’s words are often a reaction
to the girl’s words creating a type of indirect dialogue as the two characters are
trying to establish a communication and understand each other. Actually, there
is a clear correspondence between their views on similar issues (Pourgouris
188), but from different angles. Maria Nephele and the Antiphonist are the
two individuals or actors in a scene, who represent the two different axes and
construct a dialectical image. Indeed, in the 1975 interview with Ivar Ivask,
Elytis (Odysseus Elytis 631-645) points out that the girl Maria Nephele is
the other half of himself: “it is as if you would see the reverse of me” (640),
thus substantiating the divergent but also congruent character of his binary
synthesis. In Maria Nephele this joining of opposites is manifested by the
opening line of the book: “On the other side I am the same” (Elytis, Collected
Poems 49, 289), which is drawn from Orientations (ITpooavatohopol, 1940) and
indicates an earlier but continuing view of Elytis as possible different aspects
of the same identity.

But what indeed is the “reverse” or better of his opposite side? Which is
the one side and which is the other? In the same interview, Elytis (Odysseus
Elytis 632) identifies himself with the fundamentals of “purity and sanctity.”
Therefore, if the one side is the union of purity and sanctity, the other side could
be the fusion of impurity and profanity.

The intentional joining of opposites in the characterization of an identity
becomes clear in the poem “The Map-Fix” («To otiypa»), where the Antiphonist
links two opposing concepts, “Hubris” and “Star”, in order to create a visible
sign to guide him while following Maria Nephele:

The moment came. Maria Nephele

take my hand - I shall follow you;

and the other hand I raise - look — with palm
turned up fingers opened

a heavenly flower:

“Hubris” as we'd say or even “Star”

Hubris-Star Hubris-Star

that’s the map-fix friends

we must keep the connection.
(Elytis, Collected Poems 299)°
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In the above verses, the Antiphonist/Poet attributes to a “heavenly flower”
the potentially opposite concepts of hubris and star. Hubris, in ancient Greek
thought, alludes to overweening pride and it is connected to extravagance, to
a transgression of limits. According to Cairns (32), hubris in its broad sense
should be conceived as “a way of going wrong about the honour of self and
others.” On the contrary, star as part of a constellation represents the light in a
dark scene, and a navigation light for voyagers.® If hubris refers to dishonor and
injustice then star can be associated allegorically with honor and justice. But
mostly I think this junction of “Hubris-Star” denotes the need of the poet at
that specific historical moment to go beyond his limits, to venture an overreach
in order to follow Maria Nephele who on the other side has decided to overstep
the mortal limits stating at the end of her poem: “The law I am will not subdue
me” (“The Forest of Men” 298). For that reason, he insists on the connection
between these opposing concepts: “Hubris-Star Hubris-Star/ that’s the map-fix
friends/ we must keep the connection” (299). The coexistence of these cultural
attitudes in conflict is provided as a map-fix, or as the specific position to
precede and guide him in the future. In other words, he is drawing a star-map
that presupposes a dialectical view for the process of cultural history.

A similar view of a dialectical cultural history (Caygill 73) has been
crystallized by Benjamin (Illuminations 256) in his famous phrase that “there
is no document of civilization which is not at the same time a document of
barbarism.” Benjamin’s concept of history embraces the negative aspects of
culture (Caygill 85) and defines history not as a triumphal procession by the
ruling class (Buck-Morss 288) but through the consciousness of the “eternal
entanglement of barbarism with civilization” (Wieseltier x). Both Elytis and
Benjamin ground theirideasin the dialectical coexistence of positive and negative
aspects of history. And both counter the negative, hubris or barbarism, with a
positive perspective. In “Experience and Poverty” (1933) Benjamin developed
a positive aspect of barbarism compared to the impoverishment of experience
which results from the “tremendous development of technology” and the new
economic hegemony. This poverty of experience is not personal, it is general;
it is, as Benjamin argues, a “new kind of barbarism”. But this barbarism has a
positive aspect as well because it forces the individual “to make a new start, to
make a little go a long way” (Selected Writings, vol. 2, 732). The use of poverty
can lead, as Benjamin explains, to something respectable (Selected Writings, vol.

2, 733) but it presupposes “an unlimited commitment” to the new epoch even if
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it forces the individual, cultural producer or author, to incorporate “capitalism’s
alienating ‘barbarism™ (Leslie 86).

This aspect of barbarism can illuminate Elytis’ decision to overstep his
ethical limits in following Maria Nephele who represents the new primitiveness
or barbarism that postmodernity brought about by reducing everything to its
lowest aspect, which is the value of the commodity. Elytis has commented on
the perception of primitivism as cultural alienation by the young generation in
his critical writings, Open Papers (Avotytd yaptid, 1982), where he argues:

I have no nostalgia for the primitive but, on the other hand, I
oppose every sadomasochistic deviation and, even more so, every

cultivation of artificial bliss (Open Papers 19-20).

This perception of primitiveness is also introduced in the poem “The Forest
of Men” («To 8&oog Twv avBpwmwv»). In this poem, the girl Maria Nephele
who represents the inhabitants of the great urban centers “reverts to a state of

»7

savagery”” and invites the poet to a primitive and irrational human space:

The Forest of Men

Poet my abandoned cicada

no one has noon anymore;

extinguish Attica and come near me.

I'll take you to the forest of men

and I'll dance naked for you with tom-tom and masks
and give myself to you amid roarings and howlings.
I'll show you the man Baobab

and the man Phagus Carnamenti

the old woman Cimmulius and all her breed
gnawed at by parasites;

I'll give you the man Bumbacarao Uncarabo

his wife Ibou-Ibou

and their deformed children,

the mushroomdogs

Cingua Banga and Iguana Brescus.

Don’t be afraid

with one hand out front like a storm lantern

I shall guide you

and rush upon you;
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Forward! Ahead! Scram!
With no club and no cave,
among enraged brontosauri,
see you manage things by yourself
and invent a language maybe shrieking:
eeeee
(Collected Poems 296-8)

The forest described above is obviously an African forest in which Maria
Nephele with her danse sauvage is inviting the poet to leave the culture of Attica
and invent a new primitive tongue-tied language. This primitive encounter
implies theloss of the order of civilization and brings degeneracy, fragmentation
and annihilation.? The poet’s emotions towards African culture are corrupting,
and underwritten to colonial discourse: scenes of fear and desire, lust and
anarchy, disease and other stereotypes of savagery depict Africa as a backward
and irrational place. However, the poet responds to this savage performance
tethered to stereotypes of African primitivism and cultural alienation (see
“deformed children’) with an agonizing acceptance to follow Maria Nephele — a
need “to cross to the other bank” (297) in order to escape his “slow assassination
by the past” (297). Elytis obviously crosses his boundaries, overtakes his limits,
in order to reach the new threatening sensitivity of the new generation. As
Pourgouris (193) states, Elytis in this collection “challenges himself as he has
never done before.” He defies his role as a national poet and goes beyond the
literary canon of his generation to meet the new ethics of the radical new age.

In brief, Maria Nephele is a collection through which Elytis exposes his
political and historical understanding of postmodern culture moving around
the polar concepts of civilization and barbarism, hubris and star, sanctity and
profanity. Maria Nepheleand the Antiphonist, are the “fundamental coordinates”
through which the poet will reenact the condition of the postmodern world in
its historical, political and mythical perspective. The opposed concepts in the
collection provide a dialectical presentation of postmodernity formed in a way

that applies Benjamin’s dialectic.’

A flaneuse in the global culture

Benjamin based his social theory of modernity on Baudelaire’s poetry and
in the way he perceived the phantasmagoria of the urban metropolis. The central
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figure in the environment of a big city is the flaneur, an uprooted individual who
“seeks refuge in the crowd” (Benjamin, The Writer 40). As Jennings argues the
flaneur is the modern individual who has “been stripped of the possessions and
security of bourgeois life and forced to take refuge in the street’. Baudelaire’s
heroism, in Benjamin’s interpretation, assumes his willingness to live and be
marked by the shocks of modern life (16).

Elytis identified Baudelaire with the literary current which had combined
worship of evil with narcissism, a current that struggled within his own
poetry, which always sought the ethics of the light/sun, at least before the
composition of the Maria Nephele. However, he cites in his essays and poems
many verses from Le Fleurs du mal of Baudelaire and certainly had drawn much
from Baudelaire’s “Correspondences” to form his idea of analogies (Pourgouris
75-76). But, in my view, he had never been closer to Baudelairian concepts,
certainly in a dialectical way, than when creating the girl Maria Nephele who as
a flaneuse in the postmodern world strolls through the urban crowd disputing
every authority (“I have raised my hand against the black mountains and the
demons of this world ... Judges, priests, policemen, what is your country?” 293)
and re-defining her own roots (“The present is nonexistent and half/ my hair
already waves/ somewhere else in other epochs” 360. Or “my hand is descended
from the ancient Incas” 333).

If Baudelaire in Les Fleurs du mal represented modern, capitalist society,
Elytis turns to postmodern, late capitalist society and reflects on the new forms
of urban life. In contrast to the modernist city of Baudelaire, the postmodern
city in Elytis’ Maria Nephele is unlimited, fluctuating and in its anonymity
becomes a “signless place of directionless nomads” (Parsons 8-9), an image that
can easily be found in the collection’s verses: “What a buffalo earth has become
of late!” (words spoken by the Antiphonist, 324) and “Ah this is not a planet/ all
chickens and sheep/ and other stooped stupid beings” (words spoken by Maria
Nephele, 325). These images confirm the presence of a place which has no real
signs and is “just a plain mistake that leads far back” (325). People are naught
but “stupid beings” like animals and with no intellectual direction.

Elytis in Maria Nephele, like Baudelaire in Les Fleurs du mal, intends to
reveal the living monstrosities of his own age and “the savagery that lurks in
the midst of civilization” (Frisby 19). Maria Nephele is a revolutionary with
the gaze of the alienated individual, she is a flaneuse who confronts the shocks

of modern life with feelings of exile (“mid-men I've gone into self-exile”, 293).
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In the open postmodern city, she appears as a woman wandering without aim
while she is “walking down the street in wide pants and an old trenchcoat,” she
walks “through thistles through obscurity” (291) and she looks like a “puma of
public streets” (363). She is part of the crowd but at the same time detached
from it: “holding a glass and gazing into the void” (291). Moreover, she is hy-
persensitive and nervous in front of the stores which are part of the urban land-
scape: “In front of the windows of children’s stores. Sadder then. And in record
shops, more nervous, biting her fingernails” (291).

Baudelaire’s flanerie is closely related to the prostitute “who he character-
izes as a person-become commodity” (Shields 66). Maria Nephele is not a pros-
titute but has an assumed sexual availability and a sexuality that goes beyond
the concept of bourgeois morality and is manifested by the freedom of sexual
relationships: “and when I tumble on the lawn/ of anyone when it is night/ it’s
as if I joust till dawn/ droom droom droom I fight” (321). But what distinguishes
her mostly is a holy prostitution of the soul that Baudelaire (22) has described
in Paris Spleen: “The thing that people call love is so small, so restrained, so weak
compared to this ineffable orgy, to this holy prostitution of the soul that gives
itself entirely, all its poetry and charity, to the unexpected as it arises, to the
unknown that turns up.” In a similar sense, Maria Nephele offers her body as
sacred: “Only my body remains to me and I give it. Those who know cultivate in
it sacred things” (293).

The “final alienation of the intelligentsia” which is one of the central mo-
tifs that Benjamin finds in Baudelaire’s poetry (Jennings 9) can also be iden-
tified in Maria Nephele. For instance, in the poem “Pax San Tropezana” (324)
this alienation is one of the poem’s subjects: in the modern city the “so-called
writers / actors for twenty-four hours / they piss in the sea and emit small cries”
(324). In art as in other social areas “everything gets said / happens unhappens
/ on easy terms in installments” (324). Consumption and commercialization
replace the experience of the sublime in a “Time of spare parts” (324).1°

In Benjamin’s terms, the flaneur is identified as a consumer (“Desert Spec-
tacular” 146) and Maria Nephele, in contrast to the Antiphonist, who estab-
lishes “his own white seashore / without money” (301), accepts the necessity of
consumerism while with her “one hand crumples the money up” and with “the
other smoothes it over” (300). This contrast is not accidental but a clue to show
the turn from the modern to the postmodern. If modernism was “the critique

of the commodity and the effort to make it transcend itself,” postmodernism
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can be defined as “the consumption of sheer commodification as a process”
(Jameson, Postmodernism, x). There is no “quest for the Absolute” (Jameson,
Cultural Turn 86) as in the modern period but an attempt to think the present
in its historical reality. The Antiphonist represents the necessity of the Absolute
and the girl Maria Nephele the new experience of the postmodern sensibility.
In the global space of the collection, far from the known Mediterranean
space of Elytis’ previous collections, Maria Nephele emerges as an image of the
(post)modern artistic consciousness. With her heightened sensibility, she ap-
pears as a figure of female flanerie.** She is a wandering woman, rootless and
expatriate, has a life in fragments and struggles to survive in the postmodern

morality of the urban environment.*?

Pay close attention to the frag-
mentation of my daily life

and its apparent incoherence.
[..]

It is impossible to see myself
other than

as an antinarrative synthesis

with no historical consciousness

The discontents of globalization:
a “chess game for crows trained”

To borrow Bauman’s words “it is the modern world which is the original
flaneur, the Baudelaire/Benjamin human flineur is but its mirror image, its im-
itation” (139). In our case, Maria Nephele is the mirror image, the imitation of
the real fldnerie which is the postmodern world. The process of globalization as
the central concept of the postmodern world is being criticized in the collection
and shown as a process of undoing culture in its ordered form.

In the dyad of poems “Pax San Tropezana” and “The Planet Earth” («O
mAavg I'n») the earth has been dehumanized and looks like a buffalo cow,
peace comes through the repression of “the establishment fathers” (324).
The intellectuals, writers, actors or philosophers, are all committed politically
and socially to the capitalist economy and the world management system which
is a “chess game for crows trained” (325). In these two poems, we encounter a
“planetary” description of the phenomenon of postmodernity, experienced as

shock. The new age of fashion, technology, and consumerism is described as
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a new Stone Age (“The Planet Earth”), and life under these conditions is por-
trayed as irredeemably savage amid the “enraged brontosauri” (325). What
prevails is the nostalgia for a “Patek Phillipe watch” (327), in other words,
the fetishism of commodities. In this new world, love affairs appear in the
very flux of exchange: “Time of spare parts: blow a tire-change a tire / lose
Jimmy-find Bob” (Elytis, Collected Poems 324-326). Global trade and transna-
tional exchange are crucial to imagine the character of contemporary culture:
“forever fighting over altars and hearths / over oil wells and other productive
regions” (“The Planet Earth” 325).

The mix of cultures that “leads far back / to Zeus to Christ to Buddha to
Mohammed” may drive the planet to a “total extinction” (325). In other words,
in this dialectical poem, Elytis emphasizes options in the new international cul-
ture in his endeavor to confront the passing of modernity into postmoderni-
ty. Thus, he critiques the postmodern culture, in which “culture’ has become a
product in its own right” (Jameson, Postmodernism x).

Moreover, Elytis perceives the narratives of postcolonial migration in this

new internationalism:

Clest trés practique, as Annette would say,
the beautiful waitress of the Tahiti.
Nineteen lovers signed her breasts

with their places of origin

a small tender geography.

But I think at bottom she was gay.
(Collected Poems 326)

According to Bhabha (5), “the demography of the new internationalism
is the history of postcolonial migration, the narratives of cultural and political
diaspora ... the poetics of exile.” In the above extract from the poem “Pax San
Tropezana,” Elytis illustrates an image of the exile of the migrant Annette. The
imaginary gathering of foreign cultures on the breasts of the Tahitian woman
transmits the historical fact of the loss of the meaning of belonging. So many
places of origin on the woman’s body have been written on the migrant’s silence
and her inner disavowal voids the international space inscribed on her breasts.
At this point, there is probably an underlying question concerning the ethics of
global culture and of the new world system. This questioning is probably also
indicated by the verse: “In Europeanese everything gets said,” indicating a pseu-
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do-imitation of European style, a mimicry expressed with the exclamations “in
Europeanese/ 00-00-00-00!” (324). This loss of ideological weight is projected as
the fruit of a false juncture of European globalization and centralization with-
in the world-system. The allusion of the wording “Europeanese” refers to the
shortcomings of the universalism of European thought or European cultural
imperialism.*®
One other aspect of globalization in Maria Nephele also appears in the

poem “Ich Sehe Dich” (Collected Poems 361). The poem is constructed on the
basis of the trademarks and brands of multinational companies which form a
modern heraldry:

I see mythical fish go by

Above my head burns the air

BEA TWA SWISSAIR

I'll never O my Nereids oh

Get to see my name in print just so

DIE WELT TIMES FIGARO

but behind death with his mane swept back

PHILIPS OLIVETTI KODAK

A steed awaits me in gleaming magnificence

to jump the fence to jump the fence

I of oblivion’s sound and echo

JAGUAR CHEVROLET PEUGEOT

(Collected Poems 361)

In the above verses, myth is interwoven with the consumer culture of
the market. The commonality of myths confronts the commonality of the
world market. The growing pressures of the marketplace affect and transform
the intellectual product. This interweaving of myth and the market creates a
“dreamlike space of the urban phantasmagoria” (Jennings 14) that contrasts

the ephemerality of contemporary life with the eternity of the myth.*

The interplay of past and present or the unbearable presence
of a lost past

The interplay between past and present which to some extent takes on
the meaning of the contrast between antiquity and modernity is crucial to the

creation of the present poetic work and brings to the forefront identity issues
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such as the relationship with tradition or the idealization of the cultural past. If
the position vis-a-vis commodity culture is almost identical or corresponds to
a great extent with that between Maria Nephele and the poet, the perception
of the cultural past and its signification in modern cultural configurations is
totally different for each them.

We can note this differentiation initially at their encounter in the garden
of a museum where the poet is constantly asking Maria Nephele if she remem-
bers (“He was always saying to me ‘remember?” Remember what? I only remem-
ber dreams because I have them at night.” “The Presence” 291). If we take into
account that museums are sites of remembrance and can be considered as “key
cultural loci of our times” (MacDonald), then this meeting in a museum can
raise questions about the cultural representation and reflection of how past and
present correlate.

The girl Maria Nephele and the Antiphonist are looking at each other
through a grave stele: “We both were looking at the same stone. We were look-
ing at each other through the stone” (291). The Antiphonist sees a maiden in
relief holding in her palm a little bird that Maria Nephele will never be worthy
to hold — according to his perception (“She was sitting and held in her hand a
little bird. As for you you’ll never hold a bird — you're not worthy” 292). Maria
Nephele sees a maiden who is dead (“She was sitting. And she was dead” 292).
In other words, the poet indicates the symbolic meaning of the museum cultural
piece while Maria Nephele stresses the real dimension of the depicted person:
“she was dead”. In this way, insisting on the material and not the spiritual aspect
of the maiden on the relief, she demystifies a supposed idealized and authentic
past. Moreover, she emphasizes the impossibility of communicating with the
past: “Oh, if they’d only allow me, if they’d only allow me” (292). There is a sense
of deprivation, of being kept from taking a benefit from a privileged past by “The
one who allows nothing” (292). There is an obvious ambivalence in the relation-
ship with the past, a questioning of the ability to get acquainted with it.

As we can assume from reading other poems of the collection, for Maria
Nephele there is no immediate access to a cultural identity received from the
past. This link to the past is emphasized even more in the poem “Thunderbolt
Steers” («Kepauvdg owakiler» 314) where she states that she has no relatives
but “a stony youth” (314), for her “time / is trapped like an insect in despair”
(314). More explicitly, in the poem “Paper Kite” («O yaptaetdg») she speaks of

“fragments of incredible times”:
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Paper Kite
I am of porcelain and magnolia,

my hand is descended from the ancient Incas
deontologically I must be a monster

Sometimes

the bugle’s voice from distant barracks

unraveled me like a streamer and everyone around me
applauded - fragments of incredible times

in mid-air.

Open faucets in the bath next door

prone on my pillow

I watched fountains sprinkle me with immaculate white;
how beautiful my God how beautiful

trampled on the ground

still keeping in my eyes

so distant a mourning for the past (333).

According to the above verses, Maria’s genealogical filiation is traced back
to the Incas and ancient Greek tragedy as the verses concerning the bath and
the “distant mourning of the past” imply." In this cultural synthesis, we can add
the verses from the poem “Stalin” («O Xt&Awv»): “and I start off from the Mon-
gols / I arrive like the trans-Siberian train” (364). Therefore, there is a variety of
ethnic traditions available to her reading of cultural identity.

The ancient Greek cultural tradition does not support a hegemonic read-
ing of her national identity, as can as be seen very clearly in the poem “Elec-
tra Bar” (356). Maria Nephele in this poem is identified with Euripides’ Elec-
tra, “shorn and ugly” (356), she is waiting for the message of her redemption.
Elytis probably chose this play for its provocative views about society and soci-
ety’s values (Arnott 179), so it can fit with the persona of Maria Nephele. Elytis
did not employ ancient mythology or tragic myth for his creations as Seferis or
Ritsos did, but he tried to apply a “mechanism of myth-making” in his poetry
(Odysseus Elytis 639). However, in Maria Nephele he transcends this idea by re-
flecting on how classical antiquity can influence the modern present as a burden
or as deepening the understanding of existence. Thus we find mythical referenc-
es in the poems “The Trojan War” («O Tpwikdg moAepos»), “Helen” («<kEAEv)»),
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“Electra Bar”, or minor references to the ancient heritage in the poems “The
Waterdrop” («H vepootayovar), “Aegeis” («<H Atynic»), and certainly Nephele
is a mythical name. But in most of the poems and particularly in those spoken
by Maria Nephele, the mythical material does not detract from their psycholog-
ical realism. Thus, in “Electra Bar” the tragic hero has been placed in an under-
ground bar searching for the “paradis artificiel”*” and reflecting on her fate: “you
see your Luck (but always with her back turned) / a Megaera who wronged you
and whom you never avenged ...” (356).

Drawing from Euripides, Elytis does not abandon his aesthetic principle
to “deglamorize the myth” by presenting the characters as if they were con-
temporary figures “and not distanced heroes” (Arnott 181). Euripides in Electra
“challenged the values on which the myth tradition was founded and with which
its rationale seemed to cohere” (Arnott 181). Elytis accomplishes this aim in
“Electra Bar” by the reference to the false heroes of the cinema: “It’s so lovely
when the mind muddies - there Heroes kill / in make-believe as in the movies”
(356). A question is implied of what is false and what is real in the heroes in cin-
ema or tragedy. Moreover Electra, as a real figure of the present, questions her
ancestry from Agamemnon’s blood: “if I can ever be worthy (which I doubt) of
/ that vein in which Agamemnon’s blood still flows” (356). Furthermore, there
is no redemption for her because she lives without “some unknown brother -”
(356). The past exists but our ability to establish our identity through it is total-
ly disputed. In other words, we could claim that the feeling that is transmitted
is the unbearable presence of a lost past.

Finally, Maria Nephele challenges our sense of cultural ancestry and the
“identity of culture as a homogenizing, unifying force, authenticated by the orig-
inary past” (Bhabha 37). This ambivalence in the perception of identity follows a
process that brings together the self and the Other, what Homi Bhabha (38) has
termed the Third Space, a space which is accompanied by the assimilation of op-
posites whose enunciation may “open the way to conceptualizing an international
culture, based not on the exoticism of multiculturalism or the diversity of culture,
but on the inscription and articulation of culture’s hybridity”. In this Third Space,
Maria Nephele extends our senses towards the new transnational world which
Elytis treats both as contrast and as compliance.

While Maria Nephele displaced the meaning of culture to a space without
primordial fixity (Bhabha 37) the Antiphonist, who is the poet, seeks an archaic

affirmation of wholeness in an ancestral paradise (Collected Poems 330) and in

264

PART 2



PART 2

Tachopoulou

the lost mythical Aegean island of Atlantis in the poem “Aegeis” (311) or in a
“Pelasgian masonry” (309) which he walked alongside his “whole life’s length”
(in the poem “The Waterdrop” 309). In contrast to Maria Nephele, for the poet,
there is a primordial, archaic past, replete with meaning and fulfillment.'®
The poet exhibits some nostalgia for certain aspects of the past lost to
postmodernity, and thus he has recourse to a mythical archaic and ideal past.
His longing for a lost past is expressed clearly in the poem “Ancestral Paradise”
(«O mpomatoptkds Tapddetoog»): “But truly far away / in the first days’ dew /
before our mother’s hut was there / how beautiful it was!” (330).

And in the last poem, “The Eternal Wager” («To atwvio atoiynpa»), which
is a key poem for his view of culture as ideological struggle, he envisages that
a new harmonious order will come where “a foliage of words will clothe” Maria
Nephele “in Greek so” she will “seem invincible” (367). With a messianic tone,
the poet substitutes the ephemerality of modern life with the “grandeur of
sunrise and sunset” (367). In visualizing the cultural construction of nationhood
as a source of power, he projects the idea of a homogeneous community in
modern society. The “eternal wager” is a utopian promise of redemption. Maria
Nephele, endowed with the moral forces of the sun (“That one day you will bite
into the new lemon/ and release/ huge amounts of sun from it”) will link the
national past with her own present and hence to the future which is figured
here messianically. The role of Messiah in the poem is represented here by

regenerated nature in a type of revelation of concealed truths:

1
THAT one day you will bite into the new lemon
and release

huge amounts of sun from it

2
THAT all currents of the sea

suddenly illumined will reveal you
The power of the new nature will be so strong as to defeat even death:

3
THAT even in death you will again
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be like water in the sun
turning chill by instinct

But mostly, it is the blend of cultural and natural forces that will make her
“invincible”: “and a foliage of words will clothe you/ in Greek so you will seem
invincible” (367). At this moment in the future she will be able to attain what

she could not in the past - to hold a bird in her palm:

6
THAT all the world’s unsympathy will turn to stone
on which you can sit like a prince

with a docile bird in your palm.

The above images of revelation allude to the concept of the “Angel Novus”
of Klee that Benjamin (Illuminations 257-8) interpreted in the ninth thesis
of his Philosophy of History. Benjamin calls him the angel of history and he
describes him as follows: “His face is turned toward the past. ... But a storm is
blowing from Paradise; ... This storm irresistibly propels him into the future
to which his back is turned, while the pile of debris before him grows skyward.
This storm is what we call progress.” In Maria Nephele there is no angel, but her
existence takes on a metaphysical transcendence that surpasses the storm and
transforms it to an “ethical level”: “THAT all currents of the sea/ suddenly will
reveal you/ raising the tempest to the ethical level” (367).

The “Angel Novus” in Benjamin and Maria Nephele in Elytis make the
storm the founding of progress. The hope for the coming of a Messianic age
which will end “exile” and restore nature to its paradisiacal state (Buck-Morss
234) is a concept identical in both thinkers, Benjamin and Elytis. According
to Benjamin, the “authentic concept of universal history is a Messianic one”
(Buck-Morss 244) and in Maria Nephele, Elytis transforms his poetics fusing the
historical and the metaphysical aspects of experience.

Finally, the poet’s idealization of both poetry and the cultural past, on
the one hand, contrasts with the cannibalism of capitalist markets and on the
other “conforms to a certain vision of aesthetic modernity” (Leontis 181-2). In
the last poem, “The Eternal Wager,” Elytis returns to the first half of himself,
the bright one; through his redemptive narrative, he seeks an apokatastasis
of the fragmented Maria Nephele placed in his “transcendental topos of
Hellas” (Leontis 174). Far from cosmopolitan urbanism, the poet seeks the
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reintegration “of what once was a mighty unity” (Calinescu 266) and revisits
the grand narrative of high modernism in his attempt to restitute the loss of
his country by an encounter with the new face of modernity and globalization.*
His utopian vision resonates with a certain messianic finality and an apocalyptic
attitude which allude to Benjamin’s concept of Messianism. Moreover, it seems
that Elytis, like Benjamin, sees and accepts the “eternal recurrence of the new as
sameness” (Rabinbach 123). That is the meaning of his phrase “Guess, toil, feel:
On the other side I am the same” (Collected Poems 49, 289).

Conclusion

But how far did Elytis move to the “other bank”? Did he really transgress his
Mediterranean poetics based on “solar metaphysics” and did he really touch
his reverse side, his otherness? The poet’s utopian vision in the last poem of
the collection sought finally to transcend the contradictions of postmodern
civilization and its social conflicts and to acquire a wholeness, ethical and
national, reconstituting the fragments of the epoch. Nevertheless, Maria
Nephele on the other side, as a radical woman, has a dominant presence in
the collection contributing to the creation of a perspective which cannot
otherwise be described than as a “dialectics of seeing”, that is a different way
of thinking about the meaning of history. Maria Nephele, in my view, escapes
the transcendent view of her creator and stands as the medium of historical
awakening, reveals the political conditions of the present moment and draws
attention to the politics of cultural production and cultural domination.

As Elytis states in one of his interviews Maria Nephele inaugurates his
displacement from the natural Mediterranean world to the cosmopolitan city®.
Thus, the poetic collections he published after Maria Nephele such as the Three
Poems Under a Flag of Convenience (1982), the Diary of an Invisible April (1984)
and The Little Seafarer (1985) show his reflection of the new world order and
the new postmodern sensibility. In the Three Poems Under a Flag of Convenience
the postmodern experience lies in the conflict between the production of the
ephemeral (“flag of convenience”) in postmodern society and the eternal aspect
of life in which Elytis is gradually becoming more absorbed in his later period
through Plato’s and Plotinus’ philosophy. The poem “The Garden Sees” posits
the existence of a void in the new technological age “when inventions put

themselves out of action” (Completed Poems, 372). Contrary to this sense of void,
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the poet looks through the garden and “speaks philosophy” (375)*. Arseniou
(35) commenting on this poem refers to a “postmodern idealist imagery”. This
term could be considered true for many of Elytis’ poems after Maria Nephele
while images of the new world order of globalization® are intertwined with
philosophical insights and natural images of beauty and light. It can therefore
be assumed that Elytis does not really move far away from Mediterranean
imagery but natural landscape is now re-inscribed in his poetics, echoed by
questioning thoughts and feelings of spiritual emptiness.

Comparing the collections of the 1980s with Maria Nephele it is interesting
to note that although Maria Nephele closes with the poet’s vision for regaining
the lost wholeness of life by the alienated globalized individual, the collections
that followed end in doubt as to whether poetic forces can transcend darkness
and turmoil®. The messianic message of the end of Maria Nephele will not be
voiced again in Elytis’ poems, at least not in the same tone. In The Little Seafarer
which was being written at the same time as Maria Nephele, the poet reveals
the dark aspect of Greek history, injustices and murders that were committed
from the ancient past to contemporary historical moments with political hints
of the military junta’s acts of violence. Abandoning his messianic role, the poet
now foregrounds the “adventure of the soul” (Loulakaki, 74) and the politics
of historical representation. This notion of re-presenting the past is also made
overt in the Diary of an Invisible April where the poet states that “Dawn found
me having run through the history of the death of History, or rather the history
of the History of Death” (Elytis, Completed Poems, 405). The idea of an “end of
history” is bound up with the postmodern sense of history and denotes that
the way the past has previously been represented and historicized has come to
an end (Simon Malpas, 89). With his game of words Elytis probably critiques
the debates about the politics of representation in history-writing which
characterize postmodern thinking (Hutcheon, 7).

Returning to the hypothesis posed at the beginning of this study, it is
now possible to state that Maria Nephele, real or imaginary, broadened Elytis’
awareness of the present and especially of the cultural shift to postmodernity.
Carrying the artistic and moral aspects of a counterculture which in the 1960s
was closely linked with postmodernism, Maria Nephele forced Elytis to confront
and espouse aspects of the new historical and philosophical face of modernity,
that is of postmodernity.

268

PART 2



PART 2

Tachopoulou

References
Adorno, Theodore W. Prisms. Translated by Samuel and Shierry Weber, MIT Press, 1983.

Arnott, William Geoffrey. “Double the Vision: A Reading of Euripides’ Electra.” Greece &
Rome, vol. 28, no. 2, 1981, pp. 179-192.

Arseniou, Elisavet (Apoeviov, EAtoéfert). «O knmog BAémet: Opaon kat PAéppa ota Tpia
moujpata pe onpale svkatpiag». Oépata Aoyoteyviag (ap. Odvooéag EAOTNG), no. 49, 2012,
pp- 26-39.

Baudelaire, Charles. Paris Spleen and La Fanfarlo. Translated, introduction and notes by
Raymond N. Mackenzie, Hackett Publishing Company, 2008.

Bauman, Zygmunt. “Desert Spectacular.” The Fldneur, edited by Keith Tester, Routledge,
1994, pp. 138-157.

---. Life in Fragments: Essays in Postmodern Morality, Blackwell, 1995.

Benjamin, Walter. Selected Writings. vol. 1 (1913-1926), edited by Marcus Bullock and
Michael W. Jennings, Harvard UP, 2002.

---. Selected Writings. vol. 2, part 2 (1931-1934), edited by Michael William Jennings,
Howard Eiland and Gary Smith, translated by R. Livingstone et al., Harvard UP, 2005.

---. The Writer of Modern Life. Essays on Charles Baudelaire, edited by Michael W. Jennings,
translated by Howard Eiland, Edmund Jephcott, Rodney Livingston and Harry Zohn,
Harvard UP, 2006.

---. Illuminations. Essays and Reflections, edited and introduced by Hannah Arendt,
preface by Leon Wieseltier, translated by Harry Zohn, Schocken Books, 2007.

Bertens, Hans. The Idea of the Postmodern: A History, Routledge, 1995.
Bhabha, Homi K. The Location of Culture, Routledge, 1994.

Bien, Peter. “Elytis: Surrealism, Correspondence, Imagination, Greekness”. Western
Humanities Review, vol. 36, no. 4, 1982, pp. 345-349.

Boskovié, Vladimir. The Ethos of Language and the Ethical Philosophy of Odysseus Elytis.
Ph.D. diss., Harvard University, 2014. ProQuest (UMI Number: 3626433).

Buck-Morss, Susan. The Dialectics of Seeing. Walter Benjamin and the Arcades Project, MIT
Press, 1989.

Cairns, Douglas L. “Hybris, Dishonour, and Thinking Big.” The Journal of Hellenic
Studies, vol. 116, 1996, pp. 1-32.

Calinescu, Matei. Five Faces of Modernity. Modernism, Avant-Garde, Decadence, Kitsch,
Postmodernism, Duke UP, 1987.

Caygill, Howard. “Walter Benjamin’s Concept of Cultural History.” The Cambridge
Companion to Walter Benjamin, edited by David Ferris, Cambridge UP, 2004, pp. 73-96.

269



Tachopoulou

Chatzigiakoumi, Maria (Xat{nytakouvpn, Mapia). H ‘viépfaon’ ts totopiag ato €pyo Tov
Obvocéa EAbtn, EAAnvikd T'pdppata, 2004.

Dekavalles, Antones (AekafdAdeg, Avtdyvng). O EAvtng ané to xpuod ws to aonuévio
moinua, Kedros, 1988.

---. “Time versus Eternity: Odysseus Elytis in the 1980s”. World Literature Today, vol. 62,
no. 1, 1988, pp. 22-32.

Elytis, Odysseus. “Odysseus Elytis on his Poetry. From an Interview with Ivar Ivask.”
Books Abroad, vol. 49, no. 4, 1975, pp. 631-643.

---. Open Papers. Translated by Olga Brouas and T. Begley, Copper Canyon Press, 1995.

---. The Collected Poems of Odysseus Elytis. Translated by Jeffrey Carson and Nikos Sarris,
introduction and notes by Jeffrey Carson, John’s Hopkins UP, 1997.

-- (EAVng Odvocéag). IToinon, Ikaros, 2002.
---. Zvv t01§ dAotg: 37 ovvevtevéers, Ypsilon, 2011.

Frisby, David. Fragments of Modernity. Theories of Modernity in the Work of Simmel,
Kracauer and Benjamin, Routledge, 2013.

Gotsi, Georgia (I'kdton, [ewpyla). “O fldneur: OewpnTikég HeTAGOPTWOELS HLAL TTAPLOLVHG
dryovpag.” Xoykpion / Comparaison / Comparison, vol. 13, 2002, pp. 120-138.

Hutcheon, Linda. The Politics of Postmodernism, Routledge, 2004.

Ioannou, E. Yiannis (Iwdvvov, H. T'édvvng). Odvogéag EAvTnG. Ané Ti5 katafolés Tov
Yneppeaiopod otis exfolés Tov pibov, Kastaniotis, 1991.

Jameson, Fredric. “Periodizing the 60s.” Social Text, 9/10, 1984, pp. 178-209.
---. Postmodernism, or the Cultural Logic of Late Capitalism, Verso, 1991.
---. The Cultural Turn: Selected Writings on the Postmodern 1983-1998, Verso, 1998.

Jennings, Michael William. “Introduction.” Walter Benjamin, The Writer of Modern Life:
Essays on Charles Baudelaire, edited by Michael William Jennings, translated by Howard
Eiland, et al., Harvard UP, 2006, pp. 1-25.

Karandonis, Andreas (Kapavtdyvng, Avdpéag). [ta tov Odvooéa EAjtn, Papadima, 1983.

Koutrianou, Elena (Kovtpidvov, EAeva). Me déova o pws: H Stapdppwon kat 1 kpvotdAdwon
¢ mowtikris Ttov Odvooéa EAvtn, Kostas and Eleni Ourani Foundation, 2002.

Leontis, Artemis. Topographies of Hellenism: Mapping the Homeland, Cornell UP, 1995.
Leslie, Esther. Walter Benjamin: Overpowering Conformism, Pluto Press, 2000.

Loulakaki-Moore, Irene. “Odysseus Elytis and Romanos the Melodist: a Case of
Modernization and Distortion?”. Dialogos. Hellenic Studies Review, vol. 7, 2013, pp. 56-77.

---. “The Dark Philosopher and the Postmodern Turn: Heraclitus in the Poetry of
Seferis, Elytis and Fostieris.” Byzantine and Modern Greek Studies, vol. 38, no. 1, 2014, pp.
91-113.

270

PART 2



PART 2

Tachopoulou

Lyotard, Jean Frangois. The Postmodern Condition: A Report on Knowledge. Translation
from the French by Geoff Bennington and Brian Massumi, foreword by Fredric Jameson,
University of Minnesota Press, 1984.

Macdonald, Sharon and Gordon Fyfe, editors. Theorizing Museums. Representing Identity
and Diversity in a Changing World. Blackwell Publishers, 1996.

Mackridge, Peter. “Textual Orientations: Writing the Landscape in Elytis’s The Axion
Esti.” Greek Modernism and Beyond, edited by Dimitris Tziovas, Rowman & Littlefield
Publishers, 1997, pp. 111-120.

Malpas, Simon. The Postmodern, Routledge, 2005.

Maronitis, Dimitris (Mapwvitng, Anpftpng). Métpia kot pikpd. Iepiobikd kot eprjpepa,
Kédpog, 1987.
Papanikolaou, Dimitris. “Greece as a Postmodern Example: Boundary 2 and its Special

Issue on Greece.” Kapumog: Cambridge Papers in Modern Greek. No. 13, 2005, pp. 127-145.

Parsons, Deborah. Streetwalking the Metropolis. Women, the City and Modernity, Oxford
UP, 2003.

Politi, Tzina (IToAitn, TCiva). Ot awdvieg pwleés Tng emotpopris otnv moinon tov Odvooéa
EMotn, Agra, 2013.

Pourgouris, Marinos. Mediterranean Modernisms: The Poetic Metaphysics of Odysseus
Elytis, Ashgate, 2011.

Rabinbach, Anson. “Between Enlightenment and Apocalypse: Benjamin, Bloch and
Modern German Jewish Messianism.” New German Critique, vol. 34, 1985, pp. 78-124.

Samouil, Alexandra (Zapound, AAe&&vdpa). “ITavra aptbud Siéradas”. Avaldoyia,
aptBuoloyla kar moinon, Melani, 2018.

Shields, Rob. “Fancy Footwork: Walter Benjamin’s Notes on fldnerie.” The Flaneur, edited
by Keith Tester, Routledge, 2015, pp. 61-80.

Sommerstein, Alan H., editor. Aeschylus’ Oresteia: Agamemnon, Libation-Bearers,
Eumenides, Loeb Classical Library 146, Harvard UP, 2008.

Tiedemann, Rolf. “Dialectics at a Standstill. Approaches to the Passagen-Werk.” Walter
Benjamin, The Arcades Project, translated by Howard Eiland and Kevin McLaughlin,
Harvard UP, 1999, pp. 929-945.

Tziovas, Dimitris. “Reconfiguring the Past: Antiquity and Greekness.” A Singular
Antiquity: Archaeology and Hellenic Identity in Twentieth-century Greece, edited by Dimitris
Damaskos and Dimitris Plantzos, Mouseio Benaki, 2008, pp. 287-298.

- (TQOPag, Anuntpng). O pvbog tng Fevidg Tov Tptdvra. Neotepikdtnra, eAnvikdtnta kot
mohttiopkr tSeodoyia, Polis, 2011.

Vitti, Mario. “Tpdmot pag e§€yepong: amd tov vteppeaAtopd otov onpeptvd kdopo.” I'a
tov O8vooéa EAvTn: Optdies kar dpBpa, Kastaniotis, 1998, pp. 33-50.

271



Tachopoulou PART 2

Wieseltier, Leon. “Preface.” Walter Benjamin, Illuminations. Essays and Reflections, edited
and introduced by Hannah Arendt, Schocken Books, 2007, pp. vii-x.

Wolff, Janet. “The Artist and the Flaneur: Rodin, Rilke and Gwen John in Paris.” The
Flineur, edited by Keith Tester, Routledge, 1994, pp. 111-137.

Notes

1 Chatzigiakoumi (100) refers to Maria Nephele as a real person: “the first hippie woman of Ath-
ens.” Koutrianou (412) points out that: «<H o0vBeon g Mapiag Nepédns Eekivnoe ota téAn ¢
Sekaetiog Tov 1950 1) 0TIG apXEG NG dekaeTiAg TOV 1960 ... WOTOOO CLUVEXIOTNKE HEXPL KAL OTN
Sexaetia Tov 1970» (“The composition of Maria Nephele began in the late 1950s or early 1960s ...
however, it continued until the 1970s”). Boskovic (65) provides a different view about the time of the
conception of the poem: “The work on Maria Nephele started in France in late 1940s and initially
had the title H Avéia Aéet, ‘Lydia says’.”

2 For the idea that postmodernism is “one significant framework in which to describe what
happened to culture in the 60’s” see also Jameson 178-209.

3 Loulakaki-Moore in her article “The Dark Philosopher and the Postmodern Turn: Heraclitus
in the Poetry of Seferis, Elytis and Fostieris” (2014) associates only Fostieris’ poetry with
postmodernism. Seferis and Elytis, according to Loulakaki-Moore, “exploit the Heraclitian
doctrines” in a modernist manner (91). Elytis’ poems of the late 1960s are presented in Boundary
2 as postmodern poems. For this special issue of Boundary 2 on Greece as a postmodern example
see Papanikolaou (127-145). Papanikolaou argues that “Boundary 2 reminds us that the ‘scandal of
postmodernism’ has happened in Greece. What remains is to find the scene of the crime.” (144).

4 For the conception of postmodernism as the cultural logic of late capitalism, see Jameson,
Postmodernism.

5 All translations are from Jeffrey Carson and Nikos Sarris‘ 1997 translation. References to the
translation are made by page.

6 The symbol of the star is fundamental to Benjamin’s theory of knowledge. It is interesting to see
the differentiation he makes between the light of the sun and the light of the star: “... the ideas are
stars, in contrast to the sun of revelation. They do not appear in the daylight of history; they are
at work in history only invisibly. They shine only into the night of nature. Works of art, then, may
be defined as the models of a nature that awaits no day, and thus no judgment Day; they are the
models of a nature that is neither the theater of history nor the dwelling place of mankind. The
redeemed night.” (Benjamin Selected Writings, vol. 1, 389)

7 See Benjamin (Illuminations 174) who refers to emotions of “fear, revulsion, and horror ... which
the big city crowd aroused in those who first observed it.” According to Benjamin, this image “for
Poe has something barbaric.” Benjamin quotes Valéry who claims that “The inhabitant of the great
urban centers ... reverts to a state of savagery — that is, of isolation”

8 cf. Politi (91): «Epmtet&, mtnvd, miOnkdvOpwmol, oapkofdpa kat avBpwroddyot eikovifovy pia
¢$von &-yAwoon, Tpo-Kovw ViKY OTTov 1) pdvn GpUuva Tov TOTH elvat ) YAwooa mov Kt auTr) Exet
katavTioet pio &vapBpn kpavyn “uun’» (“Reptiles, birds, ape-men, carnivores, and cannibals
depict a non-verbal, pre-social nature, where the only defense of the poet is language and this has
become an inarticulate cry of eeeee”).

9 For the dialectical image in Benjamin’s thought see Tiedemann (943), “Benjamin’s thinking
was invariably in dialectical images. As opposed to the Marxist dialectic, which “regards every
... developed social form as in fluid movement”, Benjamin’s dialectic tried to halt the flow of the
movement, to grasp its becoming as being.”
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10 The central motifs Benjamin uses in his critique of modernity, according to Jennings (9), are the
following: “the flaneur who strolls through the urban crowd as prosthetic vehicle of a new vision;
the department store as phantasmagoric space of display and consumption; the commercialization
and final alienation of the intelligentsia; the prostitute as concatenated image-of-death and woman,
‘seller and sold in one’; the gradual denaturing of art as it is subsumed by commodification and
fashion; and the replacement of experience by the new concept of information.”

11 For the female flaneur or flineuse see Wolff (124-126) and Gotsi (126-129).
12 For postmodern morality see Bauman, Life in Fragments.

13 See also the way loannou (195) interprets the exclamation“Europeanese/ 00-00-00-00"": «<H
Téxvn dev elvat mapd pa dylwoon edpripepn Puyaywyia, mov tpavAifel o’éva oonedwpévo
evpwnaikd yAwoodplo» (“Art is nothing more than a non-verbal ephemeral entertainment that
stutters within a flattened European glossary”). cf. Elytis (Open Papers, 14): “Oh yes, I think the age of
the literature of independent countries is over; we're entering the age of the illiterature of European
provinces: something readable but not exactly language, concerning thought but not occupying it,
and proffering imagination in a package, prefab as in the movies, requiring no alliance with our

»

own.
14 According to Dekavalles (152) the poem is a sham hymn with irony and bitterness.

15 The reference to the bath in conjunction with the “mourning of the past” alludes to the killing
of Agamemnon in the bath by Clytemnestra in Aeschylus’ Agamemnon (1385-1390). There is one
more allusion to the death of Agamemnon in the poem “Each Moon Confesses” (<K&Be peyydpt
opohoyei»): “You're the man on whom they threw the net in his bath but who's still/ reigning in his
kingdom there”: 329). Elytis sheds a different light on the tragedy stressing Agamemnon’s power in
his kingdom that still exists.

16 Elytis in his interview with Ivar Ivask notes that Maria Nephele means “Maria Cloud.” Both
names have a mythological connotation. But in my poem, Maria is a young woman, a modern
radical of our age” (“Odysseus Elytis” 640). See also Pourgouris (193-198) who examines Maria
Nephele through Jungian psychoanalysis and Elytis’ identification with the anima archetype. For
the mythological dimension of Maria Nephele see also Politi (86) and for the religious aspect see
Dekavalles (122-123).

17 Antonis Dekavalles (150) associates the scene of a bar in the poem with the escape to the “paradis
artificiels of Baudelaire.”

18 For the archetypal perception of the past in the Generation of the Thirties see Tziovas
(Reconfiguring, 291-293 and O pvbog tng I'evids Tov TpLdvra, 321-340).

19 For the view that postmodernism is a “new face of modernity” see Calinescu (265-269). See also
Mackridge (119) who critiques Elytis’s aspect of modernism: “Elytis’s modernism consists in the
assertion of traditional values by means of innovative techniques. It attempts ... a reintegration of
what had been fragmented by his country’s encounter with modernity and its internationalization.”

20 Elytis (Xvv totg dAdotg, 266) clearly states in his interview this shift from the natural world to
the cosmopolitan city («petatonifopat and ) Ppvon otnv moAitein kat péAtota oty cvyxpovn
‘kOOpOTOA(TIKT) TTOALTELQ »).

21 For the mystical and philosophical aspects of Elytis’ thought, see Alexandra Samouil, “ITdvra
aptBuw Siéradag”. Avadoyia, apiBporoyia kat woinomn, MeAdvy, 2018, pp. 186-216.

22 See for example the verses of the poem “Ad libitum”: “after the bell you hear in a sweet soft-
toned voice/ ‘Panamerican flight no. 330 departing for/ Riyadh Karachi New Delhi Hong Kong™”
(Elytis, Collected Poems 387).

23 According to Dekavalles (“Time versus Eternity”, 23), Elytis’ The Little Seafarer and Three Poems
under a Flag of Convenience “both end in doubt as to whether the poet has succeeded through his
lifelong message in becoming the enlightener and savior he aspired to be”. About the Diary of
an Invisible April, Dekavalles (“Time versus Eternity”, 23) argues that “Death is met face to face as
‘imminent’ and inescapable”.
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Sofia lakovidou

Democritus University of Thrace

ATto6 ™) buoToTia 0TO YKPOTETKO 1)
HETASV TTOALTIKWV KOl HETATTOALTIKWV
pvBomAaoiwyv

Aev vrtapyet apdBolio OtL k&be kaBeoTwG €xeL TN ypadr Tov..
H ypadn), kabwg eival ) évtova otpatevpévn popdn touv Adyov,
MEPLEYEL TAUTOYpOVa, e§auTiag oG TOAUTIUNG Sipopolpevng
évvolag, To elvat kat to ¢aivesbat ¢ edovoiag, autd mou
elvat kat autd mov Ba NBede va moTeEVOLY OTL Elval pa Lotopia
Twv ToMTIKWY ypadwv Ba amotedovoe Aotmdv TV KoAUTEPN
koW ViKY patvopevoloyla.

Roland Barthes

[potdooovtag autd ta Adywax tov Mmapt, o AA. Apyupiov Eekivd to
kelpevo touv «To Vdog pag yAwooag kat 1 yAwooa £vég vdoug»' To omolo
kAelvel Tov mepipnpo Ttopo Ackaoytd kelpeva cuvopillovtag to StakvPevpd
toug. Tati ta kelpeva autd avtd Sepevvovv: TwG pHAdetl kavelg 6tav Tov
akvpwvouv Tov Adyo. Towg €tot akptpug va Tou mtoAamAaotdlovv tov Tpdmo:
va Sapopprvetatl €va guAAOYIKO (HECK OTNV EYYEV] ETEPOYEVELR TOV)
vrokeipevo mov va ptA& ToAAEG yAwooeg — moinom, mpola, kpttikd Sokipio,
avtitdooovtag Téoa Vén, TOooug TPOTOUG Tov AAAWG AéyeLy, 60eG 0 Adyog
¢ edovaoiag Ba 10ele va amaleipet. Edw Ba Stepevvnooupe dvo kuplapyeg:
T dvotomia kat To ykpotéoko, mov eibotatl va cuvdéovtatl pe pubomAacieg
TOALTWOV? KOl HETATOATIKOV TUTTOV avtiototya. Ooo dpws kL av 1 Suotomia

kopudpwvet Tn Svodopia ATEVAVTL GTOV ATOAVTAPYLOHO EVW TO YKPOTEGKO
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- 0T oVyXpPoVH Tou TOovAdytoTtov exdoxr mouv Oa pe amaocyoAnoet £dw -
Statpavivel TV epnpia mov TpokvTTTEL ST ekAeiel kK&Be eldoug KOLVWVLKY
TpOodean 1 Optlo, OTAV TO EYW EXEL HEIVEL HOVO ETTL OKNVNG VO XELPOVOEL KoLt
va pop¢pdlet Ywpic va pmopel va eyyunBel v Oapd) TOU KAVEVA KOLVWVLKO
ovotnpe?, oo Aowtdv kL av ) pev Suotomtio mapwdel tov andAuto éAeyyo, To 8¢
YKPOTEOKO TNV TaVTEAN amovaia Tov, Ba apkoVoe P TPOTEKTIKOTEPT) HATLA
yta va Stakplvouple eploaotepe yelrtvidoetg mapd Stadopés. Kovtd o’autég
Ba PWTLOTOVV €K VEOU KL OL EVVOLEG TOU TTOALTIKOU KOl TOU PETATTOALTLKOV,

Av n oTyp) tou moATikoV elvat auTh) katd TNV omola pa Tagn
TPAYHATWV AvVadLATACCETAL kAt EPXETAL OTNV eTLPEVELD TO VEOS, T TeEAgVTALN
Xpovia ¢ Awktatopiag, 6tav ot dvBpwmotl Twv ypappdtwy artopaci{ovy va
ondoovv TV katd Tolpka «emiBeon olwmhe» mov eméParlav oto kabeotwg
kat va kataBéoovy pa guAdoyikn kivnon Stapaptuplag cav kat auThY Twv
AgkaoyTw KEWPEVWY, ELVAL L0 TTPOVOHLOKT] TETOLA OTLYHT.

To evtunwolakod eivat 0Tt ta kelpeva autd (Tov Ba amoteAécouv Tto
NXNPO TPOAVAKPOUTHA HLAG OELPAG avVTIOTOLYWV KIVAoEWV petady 1971-4° -
kat e§ottiog authg akpws g epPANHATIKOTNTAS TOUG Ba E0TIAOTH KL EYW
o’'auTd €dw) HETEPYOVTAL EIKOVEG KOL OXNHATO TOU QTAVTOUV HE UEYAAN
TukvoTTa Kot 0T pubomAacio vedTepwy ouyypadéwy, mov av éva ototyelo
Toug ouvamaptilel oe «yevid», T Aeyopevn yevid tov ‘90, eivat akptpwg to
otL €yovv yevvnOel petd ™ Metamolitevon, ki emopévwg dev potpdlovTat
oVte TV evoyn G Aedl&g, ovTe auThV NG ApLoTePds, Omws dnAwvouy
epdatikd. AvTiBétwg, dvtag madld TG TAYKOOHLOTOINOoNG, OOV pHia KOLVT)
umtooyeon evdatpoviopol mAavatal otnv atpocdatpa kot ta MME powdlet va
emupépouv évav ekdnpokpatiopd g mAnpodopiag (BPAia, povoikes, Tatvieg
kukAopopovv oyxedov Tavutdypova mavtov), SnAdvouvv mwg atocddvovrat
o koVTd oe EEVoug ouvopnAikoug Toug ocuyypadels, Tapd o oxéon pHe O,Tt
TpoNnyNOnke otV eAAnviky) Aoyoteyvia, kot 81 Tn HETATOAEHLKTY.

Kat 6pws, and to aktvnromompévo owpa touv acbevois mov yvpwvetat
oTadtakd 0AOKANPO atd TOUG YLATPOUS KAl EVTEAEL TPWEL KAL PO HUGTPLX OTO
oTopa, Tou yepilel YapakTnpLoTkd Kkt autd evtéAet pe tnv vdapn pada tov
yOpou otov «"hpo» tov Oavdon Bartivol kattwv Ketpévwv, péyprtov &(v)epyo
véo oto Oadpa TN avamwvors Tou AnpnTpn Zwtakn (2009), TOU KLV TOTTOLE(TOL
otadlakd ohooyepw§ péoa aTo (L0 TOV TO OTITL, ATO TA ETUTAX TTOU HETAPEPEL
ekel o etalpela TOV TOU VTOOYETAL EVKOAN EUNpeEPia, KATAAyOvVTAG vV

Tou vobnkevoel k&Be (wTkd YWPo, adPvovTdg Tov TAEOV v puopel povo
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Vavamvéet adov £xet kalupet 6Ao Tou To Tpdowmo pe PapPakt — TBavoTaTA
KaL TO OTOHA, OTWG 0TOUG VEKPOUS - 1) amdotaon Sev elvat peydAn. To iSo
Lo Vel ylo 6ca BAETEL peoa amod To kKuavokudAl Tou va Stadpapatifovtal oe
pa vowtikn) Tohixvn o adnyntrg tov «Ayia Kuplakn oto Bpéyo» tov Mévn
Kovpavtapéa kat twv Kepévwv. IMapakolovBel to poakéAepa, tov oAkod
adaviopd pag pkph§ KovoTnTag, Kot To (8o Tapakolovdel kat 0 avayvwotg
tov Mavigéotov ¢ Hrtag ¢ Avtledag Anpntpakdkn o€ 6,tt adopd TV opdda
KAAALTEX VWV TTOV €XEL OLVYKEVTPWOEL o€ Eva vnoi, OTtwg kat oty Writersland, to
vnoi twv ovyypadeéwv tou Nikov BAavt. H yevid touv '90 dev mepipeve BePata
TNV OLKOVOLKT) KP{OT YL VO OKOTWOEL TOUG ONO Kat TTLO CUY VA KOAANLTEYVESG
Npwég ™S 0 Mavipéoro ts Hrrag kat ) Writersland kvkAlodopovoav amod
TO 2006.

H mpwtdyvwpn wotdco maykdopta kpion, pe v kpion tov péAAovtog
wg medlov mpPoodokiwy mov ouvemipépel, €xel epdavwg SnpLovpynoet
avadatdgels kot otig Sikég toug Suotomies. ‘Etot, oto mo wpoéopato Toda
Mméa tov Xp. Aotepiov (2012) ot KAAMTEXVEG WG HPWEG ATOCVPOVTAL KOt OL
ovvabpotopévol oto Sikd touv amopakpuopévo vnol amodekatilovtar oto
OVOpQ EVOG TNAEOTTIKOV TEPARATOG TOU KATAPPEEL, KaBwG pootileTat kot
autd amd TV owkovopkr kpion. Xtov 8 Odvato Twv avBpimwy (2012) Tov
Anpitpn Zwtdkn kot T&AL eKAEITEL KAt QUTOG O TOTOG TOV YNOLov. £'auTo ot
KATOLKOL TNG PUKPNG KOLVOTNTAG pHE TO map&éevo dvopa OaAyn (mov potdlet
va mpokVmTel amd Ta «BaAmTwpr)» kat «kdyxn», pla kot ot woAiteg G (ovv
ekel avéyyyTol amd avTaywvioTkotnteg kat Tpég) mebaivovv kat avtol
e€attiag €vog Aopov mou Bupilet Suotomieg TaAtdTEPOU TUTOY, pE CUYYPOVA
Opws VAwd. I'ia va pnv mpotpéyw Opws aAdo kat kupiwg yio va emavéABw oto
Oépa, mov Sev eival n oVvykplon TAOKWY dAA& TPOTTWY adS0oNG VOHHATOG
KOl TPOKANONG AVayvwoTikng avtidpaons, Ba emotpéPpw o’ avtovs. Omnwg
e&dAAov tovile 0 AAEEavdpog Apyuplov, To VoG pag yAwooag eivat and pévo
TOU «TTOLPACNHAVTLKY] TTPAYUATWV».

Ytoy0g pou Aowmdv dev elvat va mpoPw o€ kpttiky avTitapddeon dvo
TETOLWYV «TTOPACTIHAVTIKWV», OTtWS 1 SuoTomior kat TO YkpoTéoko. Apdotepa
maoyouvv Hdn and onpactoloykd TANBwplopd. AAAG kat ovTte propodv va
ekAndpOovv paviyaiotikd: ovte 1 Suotomia pmopel va vondel amAwg wg to
avtifeto ¢ ovtomiag, evOg kOopoU TOAY Kalov yla va elvat aAnBuvdg, ovte
TO YKPOTEOKO UTOPEl va eMPEPLOTEL HOVO OE TPAYWKO KAl KWHIKOP Kot va

optotel T0 €va wG Tto avtiBeto Touv GANov. Tows akpPwg emetdn ot €vvoleg
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QUTEG — OUOLOOTIKG 1) YKAHA TWV TPAYHATWOEWY, HUBOTAACTIKOV KUpiws,
avutov mov mepthapPdvouvy — dev opilovtatl amAwg avTivopkd, xpnlovy eite
kprtikwv Stafabpioewv ((tnpa mov €xet N avtipetwtiotel and to medio
TWV ouToTKWV omovdwv — Sargent, Jameson, Moylan, MraAacomovAog)?
elte StakpiPwong touvg katevbelav oto eminmedo ™G mpdoAnPng, kat oL ot
oyx€omn pe €va a priori oet yvwplopatwy. H devtepn mepintwon vrootnpiletat
avapoptkd pe To ykpotéoko amd tov Rémi Astruc (Le renouveau du grotesque
dans le roman du vingtiéme siecle. Essai danthropologie littéraire), o omoiog €yet
mpoomadnoel va katadel€el TOUG TPOTOUG TPOEKTAONG TNG €VVOLAG QUTNG
mépa and TG Tapadootakég NG ekpavoels (Tnv kapvaPadikn avToTpodr TV
a&Lwv, To PTaYTLVIkO YapnAd) ot ovyypovn o).

Edw T0 ykpotéoko avayvwpiletal TePLOCOTEPO OE LK EVTUTTWON)
(etvat B Aéyape éva «oynpa alobnong»), éva amotéAeopa mov TapdyeTat
KEWPEVIKG KL OYL O€ YEYOVOTA 1] @ priori yapaktnploTikd («se reconnait a un
effet et non a des faits»)™® mov €yet va kGveL pe pa «avtidpaor amevavtt 6To
okdvdalo ™G alayng kat TnG TEPOTNTAG, TNG AAAITNTAGH™ Kot ekPp&letL T
oUyxpovn moMtioptky a-Stabeoia amévavtt oe 6,TL avékabev &yyle Ta dpLa
kot To TepBwpLa Tou avBpwmivou (to {wwdeg, To Ppwiiko, TO atoypd) o€ pia
npoomaPeia va «§opkioelto X&og, ) HdALOV To ploko Tov Y &oug mov kaleTiTo véo
EUTEPLEYEL YL TNV avOpwTLvn Katdotaon»2 Evoknrtet dlaitepa o€ ouvOnkeg
TOMTIOUKNG KPLoNG, KABWG EVEYEL Lot SUVALKT) AVOLYEVVNONG, CUVIOTWVTAG
pta -oxedov kabaptikr) —avtidpaon emPiwong. Ymd v évvola auvtn potdlet
va maipvel ™ okvTdAn and avthv mouv mapadootakd ekdpalel cuvOnKeg
ToMTIkNG kplomg, T Svotomia ) kat TV avtiovTomia kat StoAov omdvia va
eykvpoveitatl evtog toug. Kt autd ylatl oyt povo k&moteg mplopatikés ekdoyEg
TwV SUOTOTKWY adnyNoewV epTtinTouy N8N 0TO YKPOTETKO, AAAG Kat TTELdN
Svotomia kat ykpotéoko e&aptwvtat oXedov e§loov amd TOV EVTUTWOLAOHO
Kat T aPNYNHATIKE 0ok Kot Ptopovv va ocuvdeBoiv pe ToAD dtadopeTikég
TOMTWKES KAt LOE0NOYWKES TAOELG. ZuVIoTOUV apdOTEPA TPAYHATWOELG EVOG
XPOVOTOTTOU TOV AVEPIKTOU, elvat GAAotL kKOOpOL, 0NV TPOoTABELd TOVG Vo
kévouv Adyo ya to &AAo Ttou kdopov. [ati Svotomia kat ykpotéoko elvat
Babid pllwpéva oTo TPaypatiko, kot o pakdg Toug potdlet va To kabtotd oAo
KOLL TILO EVKPLVEG OGO TTEPLOTOTEPO TO TAPAPUOPPWVEL.

Exkkwvavtag amd to ev molloig ayaptoypadnto amd o TETOLA
TPOOTTIKT TOT{O TNG VEOEAAN VIKNG AoyoTey viag kat ywpig PAéPels va kaAdipw

auTo TO KeVO, Ba emiyelpnow va otabw oe €pya movu Ppwtifouv To TEdlo Kot
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oUYXPOVWG plyvouv To WLaitepo Gpwg Toug oe NTHHATA TOV KPLTikov Stahdyou
600 kat StakpivovTtat pe peyaAUTEPY EVKPLVELX X&PN) OE KETTOLX AT AUTE. LT
mhaiola avTh§ TG apotBaiag tpodpodooiag pubomAactwy kat kpttikng Bewpiag
Ba kivnbw. 'Eva kelpevo-otabpdg otnv petamolepkn poag meloypadia, po
XAPAKTNPLOTIKY) SUGTOTIKY) AP YNOT) «TNG AVTAPY KNG KATAGTOANG», EGApAAN
Eevv mapadetypatwy tou €ldoug kat oYVUPO§ TUKVWTNG TWV EYYXWPLWY
petamolepkwv kat petepduitakwy adte§odwv, o Aotpds tou Avdpéa Dpayrid
(dnp. 1972, NTav Spws ETolpog NdN and To 1967), B ypropevoet mepimov wg
$&pog mov plyVeL TEPIHETPIKE TO GWG TOV OTO METATOMTEVTIKO Tedio NG
veoeA\nvwkng meloypadiag, &Alote katavydlovtag HETATOAITIKEG TOU
AVTAVOKAQOELS Kat SLOYKWOELG/TAPAUOPPWOELG GTO EPYO TWV VEWTEPWY KAL
alote adrvovtag TupAd onpela.

Oa eivat n amootépnon and ta Tapadootakd 8e0AOYIKOTOALTIKE
éppa auth) mov Ba adnoet oto £€Aeog Tou vumap§lakov Alyyou Toug
VEOTEPOUG, KAVOVTAG AAAOVG, TOUG KATWG peyahitepoug O0mws v ‘Epon
SwtnpomovAov va tooppomoVv aTtov puxd Ttou ykpotéokou (pe tn Ddpoa
(1982) ™G va avaocaivel pOvo pEoa 0TOV TAPAAOYLOpS, 0T 0XESOV EYYEVHG
OUYKEXVHEVA OTA CUYX POV TOMTIOHIKE cupdpalopeva OpLa TOU TPAYLKOU
HE TO KWHIKO), Kot GAAOUG, VEWTEPOUG KAl (OWG AKOHN TLO LAAPOTPAYIKE
mpoPAnpatiopévous omws ™V Avtleda Anuntpakdkn kat tov Anpnten
Ywtdkn va kupaivovtat petadd «fuotomiag TG TPAyWKNG amoTuyiag» 1)
TPWTN Kkat «dOYHATIKNAG avTiovToTiag» 0 deVTepog ovpdwva pe Tn Stakpion
Mnahaoomovhov, SnA. kévovtdg toug va mAdBovv épya mov dev Aotdopoiv
TOV AVEPAPUOOTO XAPAKTNPA TWV OUTOTLKWY OPAUATWY, aAA& cuvatvouv
elte otV amotvyia TOUG - TAp& TG eVYEVEIG apylkd Tpobéoels, eite oTo
kataotpodkd amotédeopa mov Ba elxe 1 EMKPATNON TWV OUTOTIKWYV
mo0wvs. H Anpntpakdakn eyelpet To AdPapo ¢ NTTAG TNG YEVLAG TNG, TNG
YeVLds tov '90, ato Mavipéato tng TTag (2006) TéVwW o€ Eva ol Tov potdlet
pe xAwpn, Oetwdn avtavakAaon Tou Yooy TWV EKTOTLOREVWY 0TO Aotpd —
omwg aocPevrg, avé§odn potalet mavta/fdn k&Be NTTa TOALTIOHIKNG TAENG
oe ox€an pe To Papl aVTITIHO HIaG TOATIKNG. Xe ouvOfkes PéPata oav g
TPEXOVOAG OLKOVOULKNG (-kat OxL povo) kpiong ehdoyevel o kivéuvog g
€ukoAiag 1) TnG mpodavelag, Tng anevdeiag mapadoong Twv ovToTKWY TOOWY
0TN GATLPA, TOV HTTOPEL VO EEXELAWVEL KAl QUTE T OpLa TNG TAPAHOPPWANG
1 Tov ykpotéokov ama§ kat elvat BePracpévn, kivbuvo mov dev améduye o
[TavAog Mdrteois (Graffito, 2009).
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Mo va Eektvnow pe ) onpaivovoa B€omn Tou Aowod, pag TUTKAG
Suotomiag ™G aUTapYIKNG KATACTOANG, ePpAAANG Twv kopudpaiwy EEvwy
TAPASELYHATWY aUTOU TOv VTo-£id0VG, TPEMEL Vo TOViow TNV o&ela aiobnon
TOU LOTOPLKOV Opou oTNV epdavion evog €pyov mou eixe o Ppaykiag. To
YEYOVOG TG TO €pY0 AUTO SNHOCLEVETAL OTA 1972, AV KOl HTAV £€TOLHO ATTO
TO 1967 (emeldn) PAAOTA KATATEONKE CUPTTWHATIKG 0TO TUTTOypadeilo TV 21
Ampthiov, ) pépa Tov Eeamaopatog TG Awtatoplag, StaowOnke, kabwg Adyw
TwV yeyovotwy Sev mépace To amoppipatodpdpo dmov o cuyypadéag eixe
Braotikd TeTdet To povadikd Tou xepoypado) elvat onpaivov, Oxt HOvo yati
apydtepa adatpeitat 0 apytkos, Katdpwpa katayyeAtikog Tov tithog («Ta
({wa») OTwG Kot 0 VTOTITAOG («ENHElWoEL PUOLKNG LoToplagy) peE TG TPOSnAa
VATOUPAALOTIKEG TOV ATNYNOELS, AAAX KAl YTl £TOL TLOTOTOLE(TAL TTWG OEV
CUHTIOKVWVE ATTAWS TTPOT YOUHEVA OLKEIX KAKG AAAG (0WG TTPOOIKOVOHOVTE Kot
emopeva. Me v (Sta tov ™) pdppa wotdoo avorydtav dn ot Staypovia.

‘Ovtag 1 adnynpatikd mayepr mapatadn pHag OEpas EVTOAWY TOoU 1)
pia Eemepvd o€ Topahoylopo tnv GAAn, ot omtoleg e§ayyéAlovtal and dropa-
816N TEG (0 SLoKNTHG, 0 EMOTTNG, 0 EAEYKTNG, 0 ouUVOJOG), Kat amevBvvovTat
0 €va AVWVUHO TANB0G Ywpl§ ATOHLKA YOPAKTNPLOTIKA TEPAY KATOLWY
StaBeoewv (o TeptdenG, 0 ekkpepng) N eEAdytoTwV e§wTepcwv Stadopomooewy
(0 patpog okoVPog, 0 KITPLVOG TkOVPOG), TOV ELVAL CUYKEVTPWHEVO OE €V
ynol Tov To katakaiet 0 NALOG, pHe HapTUPLKE Alyo vepd yla TV emiPiwon
Toug, kat oxedov efloov paptuptkd TOAD ya N Staduyn Toug (aKOpN Kat
TO VA OUTOKTOVAoouV TmépTtovtag otn BdAacoa amayopevetat), €0KoAa
avtihapPavopacte TwG TeEPLypadel €va KAElOTO oTpatomed ko ocUpTav,
plo ATotkia TwV THWPNHEVWY oV a&lomtolel 0To €makpo OAa Ta GUOIKE
yvwplopata Tov Tomov (&vudpo, ddevkto Eepovnat) yla va TEAELOTTOLOEL TOV
EKTEAEOTIKO UNXAVIOHO HLAG AO0paTNG aAA& Tavtayov mapovoag e§ovoiag.
Avtd mov wotdoo moAtopkeitatl 8w dev elvat TOOO CWHATA 0G0 CUVELSNOELG:
QV KOl Ol EVTOAEG TWV KPATOVVTWY LOOSUVAHOVV HE PaoavioTHpLa tkava Vo
amoteAelwoovv k&Be avBpwmivn VTtapdn, otox oG Sev elvat 1) puoikr) e§dvTwon
TWV KPATOVHEVWY — yUavtd e§dAAov Sev yivovtal anAwg tovdekiopol, v
QATAYOPEVETAL AKOT) KAL 1] aUTOKTOVIA — AAAG 1) KGpPr) TG oUVEISN oG TOVG,
adov pe po amAn MNAwon petavoiag propovv va avtimapeABovy authv v
KOAXOT) KOL VO TTEPROOVY AUTOUETWS OTO GTATOUG TOV BAoaVLOTH).

Avt n evarlladipdmta twv Bécewv, pia Tou Kot oL onpepLvol ATEYKTOL

Baocaviotég elvar kat avtol mpwnv Pacavi{dpevol mov vmEKVPAV OGTO
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paptUpLo, kablotd Suvatd Ttov xBeotvod advvaro, kat Suvdapet avptavo Suvatod
ToV onpepvo Paocavi{opevo, kt autn elvat 1 povadr SuvnTky ypovikdtnTa
N HEANOVTIKOTNTA 0’ aAUTO TO KATE TA AOLTTG &YXPOVO Kat AVESEAMKTO KAELOTO
ovpmay, oAA& kot pa TpaypatikdtnTa Tov Sev potpdlovtat amAwg oo,
aAlé& mov ovotaoTiké Toug opilet. Efval emiong pia pévo amd tig OepeAiwderg
avTloTpodEg TwV avtiBétwy mov Prwvouv. H amdAvtn evalha§potnta petady
Cwn¢ kat Bavdtov, avBpwmov kat {wov, peydAov kat pkpol peyéBoug, npépag
kat voxtag, kabotd ta Stapetpikd avtiBeta dyt anAwg wodvvapa, aAA& Tov
apVNTIKO TOAO OXESOV AVWTEPO 1) KAL TTPOTLUNTEO.

‘Etot, ot kpatovpevol Sev elval amA®WG UTOXPEWHEVOL VO EKTEAOVY
e€wdpevikeg Slatayég OTWS TO va TLEVOUY £vay OPLOREVO aplOpo HUYWV Kot
akoAoVBwG ToVTIKWYV kKabnpeptvd aAAd kat Tpooopotd{ovTat ot (dtot Staprwg
pe (wa, ot Adkkot OTOU KOLHOUVTAL ATOKAAOVVTAL «TAdow», Kat pUEAloTa
«OLKOYEVELKOD», K&TL TTOU PdAAOV onpaivel opadikol, pa kat aAldlovv dhot
pall TAeUpd AOYyw OTEVOTNTAG XWPOU, T OVELPA ATTAYOPEVOVTAL OTTWG KO
TavToG TUTOV SlwToTNTA, KaBévag yertvidlet emkivéuva pe dSuvntucd tov
kaTadoTN KaBWE KAl 0 VTTVOG TOVG MLTNPELTAL KAL OL EPLAATEG TANPOVOVTAL
pe aypla Bacaviotrpla, eve kdde eidoug {widta kat epmetd Toug emitiBevTat
avevoxAnTa kat ™) vOYTQ, TN oTLypn mov oXedov Toug yAevdlovv oAnpepi,
TO00 e To apelwto TANB0G TOVG, pLa Kot elvat TEPLoTOTEPO KaAoBpeppéva kat
Loxvpd amod Toug (dlovg, 600 Kat pe TNV TavTay oL Tapovaia kat Tnv eAevdepia
Toug. Zwa kat e§ovaia, (w1 kat B&vatog toookeAi{ovtat katd évav TpOTo Tov
1 adprynon kabotd amoAiTws puotohoyko Sl TOU OTOPATOG TOU KEVTPLKOY

dopéa ™G:
«Ot &vBpwmot SovAevouv 6An pépa kat To Ppadu katePaivouv pe
TA TECOEPQ V AVOTAUTOVY OTOUG HLKPOUG OLKOYEVELAKOUS TAPOUG

(0.16) Xtov owoyevelakd tado elvar oAy kodd. M aywyn
OLWTNG KO 1] YVWPLRIR PE TO Ywpo (0. 17).

Av kat 1 avapopd o TPOCWTA KOl CUYKEKPHEVEG KATAOTAOELS ElvaL
pundeviky), yla tov €AAnva TOUALYLOTOV aVAyVWoTH TO KOAQOGTHPLO QUTO
Staypadet avaylvdpa évav amd Toug toémoug e§oplag mou Aettovpynoav
petepduliakd, oto mAaioo Tov PuypoToAEpkoy KAIUATOG TOV EMKPATNOE
TOTE, Kat 61 ) Makpdévnoo, 6mov o SnAwpévog aplotepds Ppaykidg emiong
mépaoe §V0 ¥povia, amod to '50-52. To €pyo wotdo0 auTd, OTWS Kat k&Be yvioLx

Svotomkr) adnynon, kabotd To LoTOPkd HE TO UTEPLOTOPIKO a&eEXWPLOTA,
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oav TG §V0 dPetg Tov idtov puALov yaptiov. H idta 1 Suvapikr) g ovtomikng
puBomAaciog éykettat, Omwg o James Buzard pag vrevOupilet, oto dtt elvar
Babi& eBvoypadkn:

«Ot  apnyntés ™G  elval  ‘CUHHETOXIKOL  TAPATNPNTES,

ekmtatdevpévol and avtoyBoveg TAnpodoplodoteg oy vrnpecia

pog Ywpobetnpévng kovAtovpag am’omouv 1 otopia potdlet

va €xet eadaviotel, pe Tov Xpovo va petacynpatifetal o’éva

adetavd yewloywd péoo peAlovtikdtntag X wpis opi{ovton™.

Kat eivat akpPwg avth n ovvlikn mov auTOpHATWS EKTIVAGOEL TOV
Aotpé o€ évav mukvo Stakelpevikd yodadla mov €xel 0To enikevTpd TOV €pya
onwg to Epels tov Zamyatin (1921), To 1984 touv Orwell (1948) v} To Fahrenheit
451 tov Bradbury (1953), mov eniong Sopovvtatl atn Baon TG TPOHOKPATIKNG
efovoiag, g empnong kat g owdepéviag melBapyiog, katadetkviovtag
TOCO AUTOKATAOTPOPIKY pmopel va amoPel 1 amdAutn emkp&TnOT) TOUG, Kat
oT1§ Tapudég Tou mepthapPavel €pya mov emiong amwodidovv cuyKeKPLUEVEG
LoTOpIkEG ouvOnKeg aAAG elvat moAD evpltepou, vraplakol, BeAnvekovg,
onwg n HavovkAa Tov Kapd 1 Ot piyeg Tov Zaptp, mov adopovv pev otov B’
[Maykoéopto IToAepo, pe kavévay Opws TPOTO Sev PTopolv va TEPLOPLOTOVY
ot ovyypovia®. Kat ot piyeg Tou Aotprov SnAwvouv to ave§dAnmto tov kakov,
™ Satpoviky) Svvaun mov dev pmopolpe va e§oVTwoovpe OTWS ot MUyes
TOU XapTp, KAl OGO TA CUNVY] TOUG VTTEPYELWG OTWGS KAL QUTA TWYV TTOVTIKWY
UTTOYElWG KUKAWYOUV TOUG KPATOUHEVOUG, KAL OL EVTOAEG 0T HEYEPW VA TOUG
TAPOTPUVOLV PE ONO KOl EVTELVOREVO GTOHDO «aTNV eEAAeNPN TwV PpopEwv TwV
duokwV Kot NOKWV HOAVVoEWV», TOGO KOPUPWVETAL, oYXEGOV OTEPATIKA, O
exkwPavTikdg BOpPog Oyt amAws Tov OTPd TPWTOU AAAG TOV TaPavoikol NG
vapéng - O, akptPwg dnAwvet kat ) TavovkAa otov Kapd. Tirote Sev kdvet
vonpa, T oTLypn akptPag mov 6Aa wg Sta payeiag potdlovv va kévovv: <OAa,
€80) kat TaAVTOY, TWPA KOL TAVTOTE, elvat KOUBAANHA TETPAG KAl KUVNYNTO TNG
poyag» (0. 86), katalnyet va Samotwvel o adnynTng, Tov avabupdtal Twg
kat o {810g 0To Tadwod Tov dwpdtio ovvEBMPe cadioTikd pUyeg, O,tL akptPwg
k&vouvv Twpa ot Pacaviotég pe Tov (Sto. Mavtov éva piypa oupPdocwv kat
VTTOTAYNG, TOV ATAWG eKel PLOVETAL 08 CUHTTUKVWHEVT) popd1], KOt GTAVEL Vo
ToV Kkdvel va Stepwtdtat yia Tov eauto tou: «Ma €{noe moté mouBevéd aAlov
extdg and dw; Towg kat va €ywve kamote, alld Ppioketar Eebwplaopévo

mlow amd xAadeg xpoviar (o. 85) «Ildco dpopda kat Tupavvikd yuaAle n
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Bdlaooal» katalfyet va Bavpddlet, cav oe pavpn amokdAvyn, o adnynTns.
O 16106 0AdKANPOG potdletl aihpvnG oTa HATLO TOV «TaV €Va TEPAOTLO KAPEPL
poAdvolyta Tavid YERATO oNpatovAeg, Aapmiovia, otoAidia, Tov appevilet
OptapPevtikd o€ pa teTpwpévn B&Aacca» (o. 80).

Bpiokdpaote Hdn edw omv kapdid tou ykpotéokou, Ttou amdAutov
avamodoyuplopaTog, TG TPAYRATWONG £VOG AVEPIKTOU KAt afiwTov KOTHOU
Tov wotdco Ppavtdlet oav ™V epladtiky Piya tov mwpaypatikov. O, o
avayvwoTtng mpo moAov PBuwvet wg emitaot ¢ aoduiiag tov, kabws k&be
kepdAato tov PAiou elval ) adrynon katvoipLwy, akoOpn TLO TAPEAOYwV
Bacaviotnpiwy - KOUPBAANpA TETPAG Yoo TNV avEéyepon yelolwv pvnpeiwy,
TAOHO PUYWY K.0.K - PLOVETAL QIO TOV adnyNTl] WG UTEPEVTATLKOTONON
TOU TPAYHOATIKOU KOl OTOTUTWVETHL HE OMICTEUTN EKOVIOTLKY EVTAON,
Bupifovtag mdoo yertvialetl To ykpotéoko pe ™ {wypadky®. Avti evrovtolgn
avayvwotiky Suoaveia elval xapakTnploTIky TOOO TWV YKPOTETKWY 600 Kot
TwV duoTomikwv apnynoewyv, adov eaptwvtat e§loov Ao TOV EVIUTWOLATHO
kat Toe apnynpatikd cok. AAAo kowvd toug yvwptopa givat 0tL apdoTepeg
Aettovpyolv o€ aviotopkd 1) veptotopikd emtinedo, kepdifouv dpws to 18tk
TOUG B&pog Oty oUVOEOVTAL PHE CUYKEKPIHEVR LOTOPIKE oUpdpalopeva.

Ekel 6mov ot Vo avtol timor adrynong dtapopomotovvtat ivat oto
OtTL evy ot SuoTtomikéG adnynoels arotehoVy o€ peydro Pabpd katayyeAia
TWV OAOKANPWTIKWV KAOECTWTWV KABE HOPPNG, Ol YKPOTETKES TETUYALVOUY
va dtaodpaiicovv pia oplopévn tdeoloyikr) acvlia otov cuyypadéa, adov
TOo oYNpa autod elval éva oxfpa alodbnong, adopd o pa evtimworn mov
mapayetat pakpodopikd, oto emimedo ™G TPOoANYNG, e§apTdTar Aotmdv
amod TNV epUNVElR TOU AVAYyVWOTN Kot deV MOTWVETAL WG TPOBeon Tov
ovyypadéa. [Ipokettal emopévwg yla e§atpeTikng ouyypadikng AemtotnTag
eMEVOUOT TwV OKANPWY VAWK®WY TNG SuoToTmiag, TOV plYVEL TOUG TOVOUG TNG
omotag intentio auctoris kat emipépet Spaotikd BOAwpa otnV TAdaAyWyLKY
kabapdtnra. Etot, akdun kat 1o mkpd YLOVHOp TOV KEWEVOL, 1] Tapwdnon
yla Tap&detypa tou Adyov Twv KPATOVVTWY, TO YEYOVO§ TwG kekedilouv
avayyEéAovTag TIG EVTOAEG, NYel oav €vag akopn amd Tovg KakopwVIoHoUG
TOU TAPAAOYLOHOV, KABWG eVTdooeTat 0’ éva €pyo dTov 0 kKaAdG Kat 0 kKakog,
0 &vBpwmog kat to {wo, N YAwooa kat 1 e§ovoia THKOVTAL TO EVa HECK GTO
&ANo TETPWVOVTAG O€ pa adtaywpLotn emipEveLa.

Oa propovoape va ToVpe OTL 0 Aotpds, dnpootevdpevog To 1972, HETA

™V &pon NG TPOANTTIKNG AOYOKPLOIAG TWV TPLWY TPWTWV XPOVWV TNG
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Awtatopiag, kat adol éxovv mponyndel dAAeg kivnoelg SteBvoig amnynong,
onwe 1 SHAwon Zepépn (28 Mapt. 1969), 1) «AfAwon Twv Aekaoytw» (23 Amp.
1969), 1 TpwTn dnpoota dHAwon TwV SLAVOOUHEVWY KATA TOU KaBeaTwTOog,
kat kupiwg 1 éxdoon ta Askaoytw kelpeva (kalokaipt 1970) kat akoAoVBws Ta
Néa keipeva 1 kot 2 (1971), EVTIAOOETAL O€ LA TELPA XELPOVOHULWY QVTIOTAONG
TWV XpOVwYV 1970-1974". Lta mepipnpa padAota Askaoytd kelpeva, Ta Téooepa
amotedovy duotomikég adnynoetg («O vroypndtog» tov P. Povdov, to «EA
[Tpokovpaddp» Tou O. A. DpaykdmovAov, 1 «ANagokatptd» Tov X. Tolpka kat
7o anoomacpa and tov «[tatpd Ivedtn» tou I'. Xelpwvd), to éva katadwpn
mapwdnon g pnropwng tov Sdaktopwol kabeotwtog («O yupog» Tovu
©. BaAtwvov), evw dvo elodyouv T Stdotaon Tou mapaidyou kat kAeivouv
Bupiovtag Mméket, éva Ovopa mou dev Aeimel amd Kapd peEAETN ylo TO
ykpotéako («O nbomotdg» touv T. KoupodmovAou kat n «Ayia Kuptakn otov
Bpéyxo» touv M. Kovpavrtapéa). Aev Ba ftav uvmepPoln va oXuploToUpe
otL 0 Aowds amotehel v oAokAnpwpévn kat&Beon HET& amd QUTEG TI§
QATOOTIOUATIKEG KAL £V TOANOIG XATHATIKEG KIVIOELG TTOU WOTOCO EMUPAHOVY
NN T§ SuvNTIKEG TPOTIKATNTEG TOU APATOV, TOU ATAYOPEVHEVOU KAL TOU
mapaAdyou mov Ba pvnpelwoet To pubotopnpa tov Cpaykia.

Suyxpovws, Ovtag pla pHey&An adnynom, éva pubiotépnpa, kot
péAota pla peta-adpnynon wg mpog v lotopia, aipet Ti¢ mpoodokieg
yla peydAeg AAnOeteg mov emkpdtnoav otnv EAAGSa petamolepikd kot
petepduAiakd oe kowvd kot ocvyypadels kat avti va Swoet pa exdoyn
™G TOMTIKNG Tapdtadng otV omoia avikeL 0 ouyypadEas wg TPog To Tt
OUVVERT TPAYHATIKE, TTOLOG EPTatée K.0.k. (OTwG O kavel o Toipkag, mov pe
1§ AkvBépvntes moditeies Sivet peoa amd pia peydAn adrynon, po tptroyia,
™v AMBela TG Aplotepds, evw TIg avtiototyeg avdykes g Aedag Ba
e&umnpetnoet n EAévn tov ['kat{oytdvvn), vrovopevel T600 TpOTOUG — €V
TPOKEIHEVW TOV VTTOTIOEHEVO peAALOPS — 600 Kot LOEONOYIKO TTEPLEXOHEVO,
pra kot Pacavi{opevol kat Pacaviotég ovyyéovtatl dtapkws, timote dev
katovopdletar, dev amodidovrtat evBiveg oe kavévav kat mpoPaAleTat
o mavtayxofev mapaloyiopds. Katapdoket evtédet, pall pe §vo akdpn
onpaivovoeg kat molvoyoliaopéveg petamolepkés puvBomAaocieg, To
kiBwtio Tov A. ANe§&vdpov (1974) kat To StmAé Biflio tou A. Xatly (1976),
oto TéAog ¢ lotoplag wg myng vonpatog kat cuAloykng Sucaiwong.
Kétt mov ovviotd, obppwva pe tov A. TQoPa, v kate§oxnv eAAnvikn
HETAPOVTEPVA OUVON KT 0TO YWpo NG te(oypadiag®.
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H petamoMrtevtiky) BéPata mepiodog k&be dAAo mapd to TéAogG TNg
moAttwomnoinong Ba onpdvel. Oa mpémel, o 6,Tt adop& otn Aoyoteyvia, va
dtdoouvpe otn Aeydpevn yevid tov 90, e ouvyypadelg Tov €xouvv yevvnOel
YUpw oTa 1974, Yo va uTtdp&et pa avoly T SHAwom pn ouVTOVIoHOV OUTE pe TNV
evoymn ¢ AedL&g ovte pe avthv G Aptotepds. To — ouyvé amoyontevTikd —
Eehovokwpa TwV CUAAOYIKWV OPAPATWY KOL TO TTEPATHA OE PLX ATOULKOTNTA
mov avalntel to Stkd ™G avikey Ba yivet Béfata otadaKd. Etadiakd Ba
exAelpouv kat Ta dmota 0hEAN TG TOALTIKOTOINONG: ALV OL KATTWG UEYAUAVTEPOL
ouyYpadelg, AUTOL TOV EVTACCOVTAL GE QUTHV TOU OUY VA ATTOKAAEITAL YEVLA
Tov '80, mpoAafav va kapTwbolv kamoleG amolafés — avayvWPLoHOTNTA,
TtayVtepn Sédoon touv €pyou Toug, KABWS OTIG POLTNTIKEG OPYAVWTELS EVal
BPAio yvotav yvwotd ev pa vuyti — yla Toug veotepoug dev Tibetat mAgov
(Npa obTe ya odpéAn ahd& olte kat yla odethég. Xdvovtal ot otabepss,
70 deohoywd amoyarakTiletal amd To TOATKO 1) KOPRATIKO, YiveTal TAoV
pa optopévn atodntikn kat ndwkn tov Piov. Eva and ta emakdlovba etvar 6Tt
otn veoeAAnvikn meCoypadio Ba avgnboiv dpdnv ot Npweg-kaAAtéyveg, ot
xapaktipeg mov Ba mpoomaboiv va Stapopdwoovy, dTwG oUYVOTATA Kot Ot
ouyypadel§ Toug, Eva VEO TUTO TOALTIKNG, AuTOV TG TavtotnTas. Eva Ao,
otTL pua kavovpta ftta Ba avateldel. Av otnv mepinTwon tov Aowpov yve
Aoyog ya «mefoypadio g fTTagy, kot avaloyia pe T Aeydpevn «moinon g
NTTAG» TNG A’ HETATOAEUIKNG YEVLAG, TWPA NTTA £lvat TO TavToTiko adté§odo,
«TO Vo UV UTopel§ va emPlwoels péoa oTi§ (Steg oov TIG eMAOYEGH OTwG
To BéteL N Npwida ¢ A. Anpntpakdkn — €§ov kat o TPAyHaTIkY £L0foAN
Tou OEpaTog TNG AmoTUXING OTOUG VEOTEPOUG, KAAALTEYVIKNG KUplwS, NG
aoduloyovov KatdoTaons, Tov cupBoAwov Bavdtov.

Yt @dpoa G 'Epong Zwtmpomovlov (1982), eivar o (II)matépag mov
nebaivel. Tooo o matépag ™G npwidag, 6co kat to onpaivov INatépag.
Oa otadw TPWTA 0’AVTHY TPOTOV TEPATW GTOUG VEOTEPOUG, Yylati To dkod
™G votepkd yéAo potdlet va mponynOnke g SKNAG TOUG UTOKEIHEVIKNG
QMEATLOIOG KoL VA TNV TEPLEYEL, VA €lvaL 1) AvVOTOSOYUPLOHEVT) TNG OY).
Hpwida ¢ ZwtnpomovAou elvat o amoTuNREV] OTA HATIA TWV YOVLOV
KL TOU KOLYWVLKOV TtEPiyvpov NG koméAa, 1 Péva, mov éxel ¢pvyet t600 amod
TNV OlKOYEVELaKY €0Tix 000 Kkat amd TG agleg TG, TPOAYYEAOG TNG AOTIKNG
TEPITAGYNONG KAl TWV OVEPHATIOTWV MPWwwV Tov Ba katakAvoouvv TNy
neCoypadia ™G eTOPEVNG YEVIAG. Awcd TG GvTpo €lval TO OKOVIOHEVO Kot

AKATAOTATO GOLTNTIKO TNG SWHATLO, HECA ATTO TO OTTOL0 KATACTPWVEL SLAPKWG
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pe v kaAvtep) ™G GiAn Aepwvikeg papoeg, avolyovtag Tov TnAedpwvikod
KATEAOYO KOl KAAWVTAG AYVWOTA TOUG GTopa. Ayvwota adAd oyt Tuyaia: ot
SV0 koméAeg, Twv omolwv OxL HOVO ot GpwveG aAA& Kkat TOAAATAG StakpLTikd
yvwplopata Stapkwg ocuyyéovtal, oe Babpd mov amopel 0 avayvwoTng moa
expépel teAkd tov Adyo (lowg pia kat n avuty dnwg €xet vrootnpryTel)”
TNAePWVOUV QATOKAEIOTIKA OE AVTPESG, KAl HAALOTA OE GTOpX HE KATOL
onpaivovoa Béom -otpatnyols, yatpols, kabnyntég mavemiotnpiov -
vrodudpeveg Stddpopeg e§wdpevikés TavtdtnTeg Kat kataAvovtag kdbe dpto
ooPapotntag 1 aAnbodavelag. Evoow yAdwooa, e§ovoia, Beopol vdpioTavtat
katedaplotiky) mapwdnon — pe to mapadootakd Tpimtuvyo Iatpig-Opnokeia-
OwoyEvela TAVTA 0TO EMUKEVTPO - 1) GAPTEP HEVEL [LE TO AKOVUGTLKO OTO YEPL
(ot «cuVOpIALEG» SLakOTTOVTAL ATTOTOHA ATTO TO «GANO TPOCWTO», AUV KAL TTOTE

dev akoUpe TN pwvn Tov):

-Tov k. OtkoVvOpOU TOUPAKUAW.

-Zuika Kavtat{dyAov and to Apyatohoywd Movoeio.

- Tt wpa Ba emioTpéet;

-Tirnota to Waitepo. O k. 'Edopog n0ere va (nthoet and tov k.
Owovoépou va ektebel 0To povoeio pag Kat...

- Nay, o (8tog avtonpoownws. Adetaoe po O¢on TAdL 6’évay kovpo
™G TPoKAao KNG TTEPLOdou ki epeis evbUG okepTrape To oVl{uyod

oag. Ot wpeg Aettovpyiag Tov povoeiov etvat...(o. 58-9)

«Mua pépoa metvyaivet pdvo dtav prdlet Tov dAlo o’éva StadopeTikd
koopo mapdAAnAo pe o Sud Tou aAAG SapeTpucd avtiBetor, Aéet oe kATOLO
onpeto N Npwida (o. 115-6), cav yo va {UYLEOEL AV 0 AVAYVWOTNG EXEL PTTEL
oe tétowa Sadwaoia. To S0 akpPwg pe v Npwida g LwtnpomovAov
vrootnpilet kat 0 Rémi Astruc avadoptké e T0 YKpOTEGKO 0TNV TEX VN Kot O
TN Aoyoteyvia: elvat TO YKPOTEGKO TOU KOGHOU TTOV TO UTALYOPEVEL, PalovTag
TOV AVAYVWOTN 0€ pia ontwodnmote &BoAn B€on (pe Tig ToAAaTAEG aouVEYELES,
TS YAWOOWKES AVWHAALEG, TIG TAPAHOPPWOELG)™, TOU OHWG TPOVTOBETEL T
CUHTOLY VIO TOU WOTE VA PTEL 0TOV avTiBeTo tp&vTa KUANONG Ao TOV CUYNON

TWV KOLVWVIK®Y TOV AVATAPACTATEWV.
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Ye éva Tétolo mapdAANAo cUpTTOY KIVOUVTOL EKOVTEG-GKkOVTEG OAotL ot
Baowol mpwtaywviotés Twv PiPAiwv Tou A. Twtdkn pe TV avnouynTkn
napagevid toug. AAlote atoBavovtat Ot ot dAAot elvat auTol OV TOUG
katadoyilovv €AAewpn cuvtoviopol pe v mpaypatikotta, Hapapwvia
(2005), émwg eivat o Tithog evdg PpAiov Tov (0 HOVOLKOG TOV TPWTAYWVIOTEL
€dw akoAovBel kavovikd TNV TaPTITOUPA TOV AVTO OpwG Tov PByaivel elvat
otabepd pa povowkr) povvt{ovpa KATL TOU KATAANYEL VO TOV TPEAAVEL) KL
&Aote vtootnpilovv oBevapd Twg elvat ot &GAAoL tepiepyot wov Toug Ppiokouy
TEPLEPYOUG KAL KAVOUY TTWG YEAOUV pe dooug yeAoUv padi tous. Xtov AvBpwmo
KQAQpUTOKL HTTA{VOUPE QT TIG TPWTEG YPAUHEG O QUTHV TN OUYVOTHTA:
«Ooo ki av akovyetat Tap&&evo, vtdpyovy dvBpwrmol Tov Bewpolv Twe To
KOAQUTTOKL SEV ELVAL TO ONHAVTIKOTEPO TPAYHA OTOV KOOpO»? AE€L 0 adnyNTNG
ov €xet oVAAGPet TN k) Tov MeydAn I8éa yia tnv €§€Agn tov avBpwmivou
TOALTLOHOV, TTOV elvat 1) oupavtkr) edpaiwon tov kaAapmoktov (!).

Katd owtpr) avaloyia pe Toug eBvicovg moboug yia pa MeyaAn EAAGSa,
Yla ETEKTAON TG X WPAG TEPAY TWV GUVOpwV TNG TTov €Bpepay yeveég EAAvwy,
1 Katd moTaywdn Tapwdnor) toug, pua kot 1) ouAAoykr) ekelvn ovtomia améfn
potpaia, otoryifovtag mAnBuopiakols Eepl{wpovs kat poakpoxpovia Setva,
0 adnynTAS Tou Lwtdkn meTu)aivel va Ppet pa TOAN oTOV KOGHO OOV TO
kaAapmokt TipdTal wepimov oav @edg, kar o dog Sev cuvavtd Saitepn
SuokoAia oto va emPAnOel wg véog Meoolag. Awkd Ttou Gvtpo ylvetat €va
onitt dmovu €youvv Ppet katapvylo Téooepa aKOpN Topa§eEva TAGOHOTO KL
ohot padl avtol ot avtoegdplotol and k&be kavovikdTTa KaTapEépvovv va
Snpovpynoovv ™ Sikr) TOUG OUTOTILKY HKPOKOLVOTNTA, 0oV €YoV e§aletdOel
k&Be eldoug avtaywviopol kat Stapopég, ki Aot otnpilovv pe adepdur)
adooiwon ™V Tpowbnon tou prloomactikov oxediov Touv pilov Toug. To omoio
TETUYALVEL 0€ AVEATILOTO QAN KO O )KWT PEYAAO BaBpo: 1) owkior kataAnyet
va ToAtopkeitat amd ayavég TANB0G GavaTUwV OTadWY Kot O TPWTAYWVLGTNG
xpetaletar va Byet otnv kuplodedia vekpolhvTavog yo va YAITWOEL, yla Ty
akpifeta (wvtavog péoa oe Ppepetpo. Evoow to mAnbog Bpnvel yvpw amd to
KEVOTAPLO, KL O TPWTAYWVLIOTNG KATAPEPVEL VA SPATTETEVTEL AVAKOUPLOHEVOG
amd TNV TOAOPKIX, O AVAYVWOTNG TTOU TOpaKOAOUBEL TNV YKpOTETKA KOPUDWON
avaloyiletatl TNV amoKAHAKWOY TWV SKWV TOU VEUPWTIKWY PAVTACLOTEWY.
Ovte 1 e§wdppevicdtepn Toug Tpaypdtwon Ba Hrav po k&mota Avon). Tt Ba
ovvéTpPe TV avekTipnt Stadopd pag, v kdmote ponT kabws toduvapel

HE VTPOTILAOTIKY] HOVAEL&, dAA& eVTENEL TOOO amapaiTnTy.
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I'a tov peyaditepo ITavdo Mdteot Ta ovtomikd opdpata €xouv yivel
oUAOYIKEG amatthoelg, «Amatrtovpe Ttov amd pnyavig Xptotd» yphdet
Yikpa&dLto oe TolX0 0TO KEVTPO NG ABNVOG Kot AUTOG TPAYUATL EPXETAL HE
™ popdr evdg Aotpov mou petadidetal aoTpamiaio Kat oKOTWVEL OAOKANPO
T0 eAANVKS kotvoPovAto, BOUAeUTEG Kat VTTAAANAOVG, EVH TO TTWHATE TOVG
amagovv va ta Gpave akopn kat ta Opuwdn (wa mov katakAv{ovv apeows
™V TpwTtebovoa kabloTwvTag To kEVTPO TG mpaypatkr) (ovykAa. Akdpn
Opwg kat av dvo ypovia petd T dnpooievon tov Graffito (2009) to eAANVLKO
kowvoPovAio éptace ato onpeio va ouvedptalet ppovpolEVO, TEPLKUKAWUEVO
amd Toliteg mov StapapTUpOVTAY Yo Ta SUTPAOTAYTA OLKOVORIKE HETPAL Kot
™ St&Avon TOU KOLVWVLKOU KPATOUG, O GMHEPLVOS avVayVWoTnG atobdvetal
Lo KOVT& oToV Aotpd Tov Dpaykid am’d,tt o€ avtdv Tou Marteot. H tpéyovoa,
HETATOALTIKNG VPNG OTtws OAa Selyvouy kpiom, amattel and tn pubomAacia va
xopdiotel og GAAN ouyvOTHTA ATTO AUTHV TNG THAEOTTIKAG TPAYHATIKOTNTASG.

<Exopa T epnpepideg, TG eldnoelg otnv TnAedpaocn, TN cofapn
evaoYOoAnon pe TG omouvdeg pov. Me dvo Adyla, {ovoa v moAttucomoinam
pou wg ouvelldntr) mapaitnon» dnAwvel eppatikd n apnyntpa s Avtlelag
Anpntpakakn®. Avalntd evTouTols Kt auTh evaywviwg T Stk TG TEAE0Ao YK
ouyvotnta kat dev apyel va ) Ppet oTo XWwpo ™G TEXVNG. Ontwg e§aAlov
avaypbdetat oo prAovldrt Tov Ppopd pio amd Tig kaAAiTéx videg pileg kat
HEVTOPAG TNG «Av dev pmopels va ofinoelg Tov kOopo, TAaoToypAdnoe To
TéAog tou» (0. 67). To télog autd Ba marytel wg mpooopoiwon dvotomiag
ov dev Ba kpUPeL AemTd Tar KapvAPAALKE TOU YOPAKTNPLOTIKA: 1) TTAPER TWV
dAwv kaAATeX VOV amtd SLAPopeg EVPWTATKEG XWPES, HIX TPOCYTHOTIKY
evpwmalkr) cUALOYIKOTNTA TTOV GLVVTEBNKE X APN OTA TPOYPEHUUATA POLTNTIKNG
KLVTIKOTNTAG, OVUYKEVTPWVETAL HEoQ OTO KaTayelpwvo, kot 8n Tov
DePpovdplo, pnva Twv ATOKPLWYV, 0" €Va Vol ATO QUTA TTOV KATTOTE X P1OIHEVAY
wg tomot egopiag. Exel Oa avalntrioet ™ Sk g oplaky) epmetpia, exelvny
mov Ba emipépetl To kaboploTikd xTUTNpa ot prAalé mapaitnon, v avia,
™ SvoBdotaytn anpagia Tov yapaktnpllet Taw peAN TNG. «AvV TEAKE KATOTE 1)
(w1 pov ywvotav dtadopetikn, ) artio Oa Nrav pia kataotpodr», avaroyiletat
1 kevTpr) Npwida kot adnyntpwa (0. 355). Kar avarapPdver apéows Spdon:
$opWVTAG GTOAN OTPATNYOU/ EKTEAECTY], OTO TEPAG £VOG TAPTY yeveOAlwy
ov PEAAeTAL VA TOToEL CUHBOAKE TO KOUUTIL UNOEVIOHOV KOl VA YKXOTIKNG
emavekkivnong g {wns Toug, kAeivel Toug GiAoug TG 0TO UTOYELO TOV OTILTLOY

WoTe va PLoovy T oTpatomedikn Katdotaon mov Ttobovv.
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Aev apkeitat Opws oTo va vtodubel ) idta Tov Mo mov dAot potdlovv va
TEPHEVOLY, AN kot kataypddet kabeti pe TNV YPndLaki) TG K&pepa ev idet
koAAttey vikov Tpotlekt. Kat 0toug €ykAeloTOUg 0TO UTTOYELO EXEL CUOTHOEL
Vo kpaTOUV NpePOoAdyLo (LOvo mou autd Sev elvat akpPwg N kataypadn Twy
NHEPWV TOVUG, aAAG oTn pia TepImMTWOoT cUVEXLON TOU «e§i0LOV TTWRATOG,
TOU TEPIPNHOV TEPARATIKOV PUBLGTOPNHATOG TWV COVPEAATTWY, TNV GAAN
avalvon g tarviag MmAainvt Pdvep k.0.k.) ke kataypadr elvatavtrypadn
1 kapvaPalopds GAhov ketpévou — kapvaPdiia e§dAlov elvat vrupévot dhot
kat dev amovotalovv duokd ovte ot avadopeég otov Mmaytiv. ANAG kot
oAdKkAnpo to publotépnpa mov Stafdlovpe, OTwG padaivoupe TPOG TO TEAOG
TOV, €lvVaL TO HETATPAVHATIKO NHEPOADYLO ToU (T amd TN povn emPrwoaca
va kpatnoet  puyavadvtpia . Etol ta mdvta ot Anpntpakdkn, TAok,
Npweg, adnynTpla — 1 onoia cuyyéetat/tavtiletal pe ™V KaAATéY VIS ToU
avoalapPdavel To poAo tou «ToBnTov dNptovy, dtws cupPaivel kat pe g dVo
Npwideg TG LwtnpomovAov mov Tl vOTATA Elval i KAt 1) QUTY — UTTAPYOVY
y va ylvouv avTikelpevo kataypadrg, mpooxnpa ypadng, eiTe KEPEVIKNG
€lTe OMTIKNG. Oa UTOPOVCAHE VA TTOVHE OTL 0TI ANUNTPAKEKN 1) HETAROVTEP VAL
puBomhaoia pe Ta rewriting, To TANB0G TwV AVAPOPWV-TAPATOUTWV TNG, TLG
aAemdAANAEG TNG TTUXWOELS, OXOAATEL TIG StkEG TNG YKUAWOELG, Ta Sucd NG
adiégoda. Eival mBavov évag akopn tpdmog yLo Tn YEVI& TNG HETATOMTIKNG,
apov «dev pmopel va offjoet Tov kOopo (] va Tov aAA&Eel pe v TEX VT, TN

puBomhacia tng) va TAactoypadel To TEAOG TOUN.
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Sradulrdkng, «IToArtikd StakvPevpata g ovyxpovng téxvne», oto To moAitikd oty abyyxpovn
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KOMHOTA KL CLVSIKATA KOL 1] KXTIOYUOT HLKG YEVIKNG ouvaiveong Sev onpaivel 6Tt evTog autig
™G HETAdNHOKPATIKAG TAPEKKALONG Sev amavTtovy popdés dpdong N avtidpaong. AvtiBétwg,
mAnBaivouy véol TUTTOL KOLVWVIKNG AUTOO0PY&VWONG, Omov cuAAOYKE vTtokelpeva, TOTOL KAt
Tpomot Stapaptupiog Stapoppwvovral autdkAnTa, £V 8L «OHIVOUG», OTWG yLa Tap&detypa péoa
améd pNvipaTA TwV HECWY KOVWVIKNG StkTdwong. I'a pia avdAvon tétowwy popdpwv avtidpaong
kot ot xwpa pag PA. A. Kiovrtktodrg, «To mAn0og g petamolitikhig oToug Spdpovg tng ABfvag»
oto IToditikég t1)6 edevBepiag. Aywviatik) Snpokpatia, peta-avapyikés ovtomies kat 1 avddvon tov
mABovs, ABYva: Exkpepég, 2011, 0. 23-63.

5 Ch. Mouffe, On the political, Aovdivo - N. Yopkn: Routledge, 2005 (Eni tov moAitikod, ptd A.
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H mtpwtn meptodog Tov Nikov
Kapou(ov kat n) aropia tng vwapéng

The first period of Nikos Karouzos and the aporia of existence

Synopsis

Perhaps no other post-war poet confronted existential anxiety and the
finitude of human existence with the persistence and passion of Nikos Karouzos.
Starting from metaphysical pursuits that remained in his thought throughout
his work, he expressed in imaginative ways the aporia for the meaning of life
and the human condition. How can one find meaning when the purpose of life
is questioned? What meaning can be found when all the answers are subject
to the law of constant change? Can writing and poetry resist the finitude of
human existence and mock death? This paper examines Karouzos’ attempts to
respond to these questions by focusing on a series of binary oppositions: time
and death, loneliness and companionship, appearance and reality, futility and
dream, which permeate the first period of his poetry. It argues that although
Karouzos finds only temporary solutions, his efforts are not in vain. By
maintaining a consistent interest in the question of existence, he keeps open

the possibility of authentic being and therefore the possibility of redemption.

Towg kavelg GAAOG peTamolepikdg mom g dev avapeTpOnke pe v
vrtapélakn aywvio kat To TemEpacpHévo TG avBpwmivng vmapéng pe v
eTmpovn kot To tabog mov avapeTprOnke o Nikog Kapotlog. Eckivawvtag anod
HETAPUOLKEG AVaLNTNOELG, TTOV TAPEUELVAY OTO CTOXAGHO TOU G OAO TOU TO

€pyo, koitage katdparta {ntnpata mov adopovv oTnv avlpwTLVn KATEOTAO),
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og pa emoyn mov katéppeav ot Pefatdtnrteg eoloykwy kot GptAocodik@y
ovoTNpaTwVY Kot e§édpace pe gupnpaTikov TPOTOUG TNV amopia yla TO
vonpa g vmapéng. Xe avtibeon pe tnv TAEWdda TWV TOMTWV TNG TPWTNG
petamoleptkng meptddov, Pprke o yovipo €dadog yla va aVTIHETWTIoEL
TI§ 0duvnpég kataotdoelg G petepduiiakns EAAGSag, adld kat yo va
QAVATANPWOEL TO VONHATIKO KEVO TOU GPnoe 1 HTTA TNG APLOTEPES 0TIV
meploy) TG vtapéng. Onwg emtonpaivet o dtog:

HETE TNV NTTA TOV AATKOU KLVAHATOG, YW ElTTa «yLaTl TPy OUpE»

kot GAAot elay «yati amotvyaper. Ey, kat oyt pdvo ey, éeoa

UTTAPKTIKG TO EPWTNHA, OL TTOALTIKOL TTOTEG TO €0ecav YuyxoAoyik&

Kot KOWWWVIKG. Eyw elpan pe Toug okoTwpévous, v ot ToMTikol

momtéG elvat pe eml{fjoavta Tokila CUPPEPOVA TWV NTTNHEVWY

untap&ewv toug. [...]'Enpene va Byet aAAuwg o movog g ovvtpng

Tov AdikoV Kivqpatog kat Oyt oav khapovptopa [..] Eyw mévtwg

Sev kAapovploa. Baoiotnka o moAv otig urapdlakég pov aywvie,

Xwplg 0UTe oTLypr) va EeXGow TNV avaykadTTa TG aAAXyNG TG

kowvwviag. Autd elvat to peydio (nrodpevo.”

Me v eotiaon otnv Vtapén eméatpee o€ oTOLXELWOETTEPA EPWTIHATA
y v avBpwmnivny katdotaor, Ta onoia Ba propovoav iowg va BewpnBovv
npolmobéoelg k&Be WSeoloykng tomobétnong. IMowx elvat 1 oxompodTHTA
™G mapovoiag pov oTov KOOopo, aAA& kat Tov kéapov Tou dov; Tati va
Tpoomadnow va kaTtaA&Pw 1 va BEow oTdYoUG 6TV 0TO TENOG OAa T TPWEL
1N $pBopd kat o B&vatog; Xt Paon Towwv adlwv propw va XTiow tn {wn pov;
Me motov TpOTo HTOP®w VoL SLATPAYUATEVTH AUTO TOU OEAW VO KAVW HE AUTO
ov emPBAAAEL ) VOPPUVEL TO KOLVWVLKS TTAXIOL0; ATTO TN OTLY Y] TTOV KATTOLOG
evtayBel 0’ avth) TV mpoPAnpatikn avoilyovtatl dYo Pacikot Spopot. Eite Ba
odnynBet oto pndeviopod kat oty andppupn omotovdnmote oTdYOUL, adol Ta
mavtaeivatr parota,eite o anodeyxBel v vmapdn kat Ba mpoomabnoet va
dépet ot pétpa touv Tov mapddogo yapaktmpa tng. H mpoPfAnpatikn tov
KapovQov avrket otn devtepn katnyopia.To €pyo tov edik& G mpwdyTNg
ePLOSOV?, TO 0100 WG eTi To MAeioToV Stakpivetal amd pLa katadatiky oTdon
ATEVAVTL OTA TAPATAV®W EPWTNUATA, CUVIOTRTOTIKY] HEAETN TNG «EVTEAWS

QUVLYHATIKNG» kat «Tpopepn§ mayidag g vmap&ng».
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1. H lItwon ko  avBpwmivn katdotaom
Ymv adetnpia ¢ mpoPAnpartikng tov Ppioketal 1 katdotaon Tou

obyxpovou avBpwmov, 1 omola amodidetal, Onwg ovyvd ovpPaivel dtay
emuyelpel va pwtioet To mapadodo tng vmapéng, pe PPAucovg dpoug. Xe éva
and ta mpwta el Tov Kelpeva ypadel oxeTd:

0 &vBpwmog avti va otadel pe tn Suvapn g adapng ehevbepiag

dpovpds péoa ato Eva g dypovng Touv gudatpooivng, Suaree

to IToAamAd, Bpuppatifovtag v apy£€Tumn Kot pOvn Tou

[Tpoowmou ekdva fe TNV ELGOPUNOT TOU XpOVOU 0T poipa Tov.

'Etot yavtakwpévo to adapikd mpotumo oe ITAN0og, aywviletal

va cuvappodoynoet Ta Bpupadd tou oe katvovpta Evotnrat

H aMnyopia ¢ mtwong mépa amd TG Opnokevtikés g
ovpmapadniwoelg, okaypadel to mAaioo péoa oto omoio EedimAdyvetal n
avBpwmivn mapovaia otV Tpoomabeld TnG va avalnTioet vonpa péoa oE Eva
pértato kéopo. Me v yéveor) tov o dvBpwmog PplokeTatl, Xwpig TNV emthoyn
TOV, QVEOTLOq O ML OPUHUATIOHEVY) TPAYUATIKOTNTA. ATOKOHHEVOG ATtd
TNV TPAYHATIKY TOV PpUOT), EVTATOETAL 0TN) poT) TOU Xpdvou 1) omola pépvel
™ $pBopd kat oTo TéNog To Bdvarto. [Ipdkettal, emopévwg, ya pra aAAnyopia
OV, HE TOV Tapaotatikd tpdmo g pubomAaociag, vroypappilet ekeivo
oV amovotdlel amd TOV TPAYHATIKO KOOHO KOl KAT EMEKTAOT AVOLYEL TNV
TPOOTTIKY Yyl va pavtaotel Kavelg Tws owg Ba propovoe va wwavoromOel
70 akdpeato vrtapdlaKd kevd mov adnvel 1 yHLvn TpaypaTikdTnTa. XTn pon
Tov XpOvou avTimapaB&AAeL TNV dxpOVN AKLYNOIO KOL GTOV KATOKEPHATIOHO
TOU GUYXPOVOU KOOHOU TNV epmelpior TG oAdTNTAG KOt THG TANPWONS,
optoBetwvtag étot éva Spdpo Tov propel va odnynoet oty avBevtiky vrapdn.
A6 Ta ToAAG Tapadelypata Tou pag TpoadEPEL TO £PYO TOV, XAPAKTNPLOTIKO
Tov TpdémoL e Tov omoio ypddetl ya TNV avOpwmivny aveotidTnTa elval To
akolovbo apddetypa:

A toxn va vapyovpe mooo talpldlet oto nAtoPaciiepa
OTUATEG GVEHOL KAL TILO TT&VW TO KOUKOVAL TNG GUHPOPES
elvat pakpLd TO OTTTL Hag

and pws AoTEPWV elval XTIOHEVO

poakpL& 0To XeMSOvIopa TNG KApTA VG

Ol KAPTIOL TOU CWHATOG WPLHOL V& TTETOUV

ekel Tov TUPAWVEL 0 PWodOPOg TOV EXPOG

. ’ , 5
OTTWG 0 VOug (XYYLCEL TO TCOGOUHEVOV. 295
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H avtipetwmnion, emopévwg, Tng aveoTlOTNTAG, TNG ATOHAKPUVOTNG
dnAadn tou avBpwmov and to mpaypatiké Elval, Bploketat oto emikevtpo
ke emidlwéng Tov avbevtikoy vapyety. I'ia va pmopéocel o dvBpwmog va
ETUOTPEPEL GTO OTIITL TOV, GVUHPwVa pe TNV Tomtobétnon touv Kapovlov, mpémet
va avapetpnOel pe Tig mvevpatikég {ntnoel mov Bétetn ahAnyopio g Iltwong.
H épdaon oty TveupatkotnTa, wotdoo, dev onpaivet tnv vtoPdduon Tov
OWHATOG KOL TNG VANG. AvTiBeTa HEALOTA, TO CWHO EMAVEPYETAL GTO €PYO TOU
KapovQov wg Paowkn mapdpetpog oy emdiwgn tov avbevtikol Puopatog,
adpov propel va tpoodépet AaPEG vmapéLakng TANpOTNTAG. ETOV «YTVOoAKKOY,
ylo Tapadetypa, ypadet:

[T&dg Ba myatva o7’ &vOn xwpis To koppi

WG Oa yapdpovy amapnyopntog v evwdld Toug

Tws Oa yvwptla ) OAWPN kat TOUG avEHOUG.

Eiv’ ayafo peydlo to koppi yia va omiet o péoa mopdupitng
(167)

Amé pdvo tov, SpwG, TO TWHA, OTWS AAAWOTE KAl TO TVEVNQ, aduvarTel
va tpododotnoel TNV oAdTNTA TNG VTapéng, apevdg yati, Tapayvwpilovtag
pa anpavtiky Steotaon g avBpwmivng vmtapéng, meplopilet aoukTKE TNV
oAdtnTar TG epmelpiag kat adetépov yati evBapplivel v amoppddnon Tov
avBpwmov oty «kabnpepvy (wwdior (126) kat TI§ avaykes g emPilwong,
ototyela Tov odnyovv pakptd awd v avbevtucr) Yapén. To TpofAnpa avtod
yivetal akopn mo emttakTikd ota vedtepa Xpodvia, Waitepa dtav A&Poupe
VTTOPN HOG OTL O TEXVOAOYIKOG TOMTIOHAG, pe TNV Epdact oTo ePHEPO Kat
™V vmepkatavalwon, Stapopdpwvel ovvOKes péoa 0TI omoieg atpodel M
avadftnon Tou avbevtikol PLwpaTog.

To owpa kat To Tvedpa, Ta omolo guY v amodidovrtarl pe peTadopég Tov
TAPATEPTOVY 0T StdaTaon yHLvo - oup&vio’, §ev cuviatovy, yia tov Kapoilo,
anAwg 6vo cuotatwd ™G avBpwmivng dpvong wov Tov kahovv va avtamokplOel
oe avTlppoma aUTHpHATA Kot Tov avayk&lovv oe ouveyn Swampaypatevon.
Amotelolv ta Paoikd péoa mov €xel otn ddbeor) Tov o GvBpwmog ylo va
avtipeTwrioet To vTap§lakd TpoPAnpa kot va Ppedel oto Spdpo mov odnyel
otV vrap§lakr) TAYpwaon, ato dpopo tov mpaypatucov Eivat. H vmtapén pmopet

va Tpadel TOGO Ao TO CWHA OCO KAL ATTO TO TTVEVHAL:

va 0 Ovntdg

£xeL Suo pAdyeg Kkat To poAdyL Twv emoywVv ddeto
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pe owdepévia oToug Yous ampagiav OTwg
YW KOLT&lw T PAdYES
1 JLa 6TOV 0UpavO TO pwg O avapeTproet pe Tov Tado

kat TG pileg Tov oWpHATOG avafet TévTa 1) &AAN. (167)

Me ) yévvnon, howtdv, o dvBpwmog Ppioketatl ékmAnkTog HTpooTtd 0T
alviypo g vtap&ng to omoio kaheltat va avtipetwmioet pe tn dupur| pvom tov.
Yto &\o dkpo ™G avBpwmivng tapovoiag Ppioketat puokd o B&vatog. Xto
¢pyo tov Kapoilov, opwg, 0nwg e§dAlov kat ot ¢pthocodia tov vrtapéiopov,
dev onpatodotel amAwg kat poévo to TéAog TG avBphmivng tepinételag. Kat’
apyNV TAPATEUTEL 0TT)V KOLVY) avOpwTTLvn polpa:

BaAe pe vov oov ™ peydAn cuvadéddwon

ov Sl we ta EedLdvpoma HiKpooKOTIA LaG TEPLUEVEL:
mapéeg-mapées ot mebapévol

ot AtyddwTa kKot TpLa (302)

MopdAAnia, ovppetéxet evepyd ommv avalfitnon tov auvbevtikov
Buwpatog kat yU autd ouvdualet apynTikeg kat BeTikég ouvdniwoets. BéPata,
omws kdBe télog, o B&vatog dpépvet pali Tou To POPo kal TNV TAPAXH TOV
ouvodelel To dyvwoto. Mével ayvwoTog, yatl elvat advvato va otoyaoTel
ka Vel Tévw otV gpmetpia Tov Stkov Tov Bavdtou. H mpoondBeia katavonong
TOU AVOYKAOTIKA PG GEpVeL kKOVTE oTOUG GAAOUG, adol O,TL HTOPOVHE Va
yvwplioovpe yU autdv propolpe va To paboupe povo oe axéon e to Bdvato
k&motov &AAov. Tnv (St oTLypn, Spws, amokaAvmTel TNV anépavtn povadid
pag, apov kaveig dev propel va popacdel 1o Swd pag Bdvato N va weBdvet
yta Aoyapracpo pag. Kat’ eméktaon, o 0&dvatog pag Oupilet 0Tt avamdpevkta
pévol pag kouvBaddpe To Papog TG vtap§Lakng pag evdvNg:

Eipaote povol yAvkeld yvvaika
oe mévo Paby evwpévol
[...] Elpaote povor

oTekOpaoTe pe Suo PwTLéG avtikpu oto O&varto. (117-8)

Mévw arm’ dAa, opws, kabotwvtag k&Be avBpwmivn evépyeta pdrau,
OéTel pE EMTAKTIKG TPOTO TO EPWTNHA YLX TN OKOTUHOTNTA TNG VTAPENS.
IToto eivat To vonpa TG Topovsia pog aTov KOopHo OTav yvwpilovpe 6Tt 6TO
T€A0G O,TL Kkat Vo KAVOULE, OTTOLo VO kat va katopBwooupe va Sdooupe ot
(wn pag, 60eg Gopég kL av TAnotdoovpe To aubevtikd Pilwpa, 0to TEA0G OAx
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Ba ta wapet 0 Gvepog Tov Bavatou; Me autd TO EpRTNHA, OTPEDEL TN paTLd
HOG CUVEXWG OTO TETEPACHEVO TNG VTTAPENG HaG KAt wG €K TOVTOV KaBloTé
emelyovoa v avalnton Tov vonpatog pe Pdon to omoio Ba pmopovoape
lowg va atttohoyfoovpe v vtapén pag otov koopo. ‘Oco ki av dpaivetat
mapddogo, o O&vatog otékeTat apwyds oty vrapén, eldikdtepa pdAtoTa dTay
avaAoytoBolpe OTLpdVo ot f&on NG OVNTOTNTEG pag, N UTapén amok T vonpa.
Av giyape, yla Tapddetypa, ) Suvatotnta va {oovpe yla T&vTa, ) aywvia
ov ouvodevetl k&Be avBpwmivo SiAnppa Ba Tav avovota, ylati ot cuvETELEg
Twv arodpacewv pag dev Ba jrav amapaitnta apetdkAntes. Mag Oupilet, €tot,
TwG k&Be amodaon kat k&Be epmetpia elvat povadkeg kat avemavaANTTEG 6TO
mépaopa tov ¥povou. IToté dev propodv va emavaindBoiv péoa otig (Sieg
ouvOnkeg kat pe v dla évtaon. I'U avto, n entyvwon tov Bavatov pag wbet
va (oovpe évtova k&Oe aTLypr) oav va jtav n TeAevtala.

Toa va yive, BéPawa, avtd, o avBpwrmog Ba mpémel va éxet Pabed
entlyvwon NG TepatdTNTES Tou. Oa MpeEmeL, OMwg vrootpilet o Kapoilog,
«vor 08gVoUpE TPOG TO BAVATO KPATWVTAG TNV TAPTLTOVPQ, OYL ATTO VI UNG».7
Moévo dtav dev kdvoupe ta otpafd paTia amévavtt 6to B&varto, propoupe
Vo avTIHeTWTIooUE K&Oe oTLypn oav va ftav n tedevtalo. H oupdthivwon pe
To Bdvato kat n emwduvn amodoyr Tov METMEPACUEVOY TNG VTTapEng odnyel
oe pla o vmevBuvn oTdom ATEVAVTL 0TO XPOVO TOU PEVYEL KAL CUVETKG
ouviotd Paotkn ouvOikn ¢ vmapdlakng aywviag kat ™S avalntnong
vonpartog. Otav mopevdpaote pe Pabdid v eniyvwon tov Bavdtov, n patid
HOG TOPAHEVEL CTPAPHEVT) 0TO TaPOV Kot aTnV emtdiwgn Tov peatol PLipatog,
HEYLOTOTOLWVTAG ETOLTIG TOAVOTNTES VO BpeBOVe 0TO TPAYHATIKO UTTAPYELV.
[N va katavonooupe to dpdpo mpog to avbevtkd Elvar mpémet emopévwg va
avaloylotovpe to pn-Eivat. Moévo tote iowg to Elvat propel va amoktroet
vonpa. Atadpopetikd, ekAapPavetal wg Sedopévo kat amoppoddTat amd T pon
TOV XPOVOU KAL TNV kaBnpePLVY avaykatdTnTa.

O Bdvatog €yet, Aowmdv, pa map&doln onpacio. Amwd ) po pepld,
dépvet o PpoPo ylati amotedel Eva TENOG, kL amd TNV GAAN, akpPwg emedn
pOvo autdg «pmopel ta kOkkadao va Seiel» (243), avalwmupwvel TV avaykn
va vrtdpyovpe kot oupBaAdet kaBoplotikd oty avaldntnon tov avbevtikov
Buwpartog. I't avtd dAwote o Kapoilog ypadet: « Tt Ba éxava tig Tpdéets pov

 av 8ev vmrpye 0 Odvatog.» (54). Kt aAov:
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I'\ukeld epnpwon Tov otBoug

N aywvia Bapaivet ota owAdyva pov evydplota.
Aev Ba prtopovoa diyws Bavaro.

EmayyeApa n Ypuyn pov

NAwia: - (37)

2. O xpovog kot to mapado&o tng vapéng
O evdidpeoog Ywpog avapeoa ot yévvnon kat oto Bdvato kabopiletal

anodpaoctkd awod To Xpovo kat T $pOopd, Tov, dTwG €xel CwoTA emLoNpavOEL,
padi pe to Bdvato ovviotovv Ta PBackdtepa OTOLKEIX TNG TOWTIKAG TOV
KapovQouv.! H Aettoupyla tou ypovou, eldikdtepa to yeyovdg OtL dpépvel
TPAYHATO GTOV KOGHO YA V& Ta apOEL ATPOTTATEVTA 6TO €Ae0g 0T PpBopag
OUVIOTA LA TPAYHATIKOTNTA pe TNy omola poAovott Ba mpoomabroet va
oupdAwdel oe dAo oxeddv ato €pyo tov, Sev Ba mdpet va TV avTipeTwmifet
WG avuTtEPPANTN amopia: «aTOPWVTAG AVTIKPY GTOV oupavoe mws Ba yabovy
edw kat ta 0otd / peo’ otn Beppr odpaipa...» (193). Otdnmote pag divet o
XPOVOG HET& ad Alyo To mailpvel tiow. Mmpootd oto avedénto Béapa pBopdg
o Kapoilog otéketal EkTANKTOG?, ooV Vo PNV HTopel va TOTEPEL TwG 1)
Aettovpyia Touv xpodvou elvat va adpatpel awd Ta Tpdypata ) StdpkeLa Kat va
Bupifel ouVEYWE TNV TPOOWPLVOTNTA TOVG:

M tplavtadpuliid oto peyyapodpwto!

Tt dpixn, ™v tpiyve Ta Sevtepdhental (260)

Av Opwg Tpdypatt ) Aettovpyia Tov Xpdvou eivat TéTola mov Tovilet v
TPOCWPLVOTNTA TWV TPAYRATWYV, TOTE ylaTl va T Gp€pvet ooV kOopo; [ati
1 opopPLd Tou kOTpOoV va PNV €xeL Stdpketa; ITepa amd v emavadiatimwon
™G amopiag ya to mapadoo tng vapéng, n por) Tou xpdvou eivat vtevbuvn
kat y éva akopn mpoPAnpa. Tn otiypr) mov o pdvog Stabéotpog tpodmog
TPOoPAONG OTA TPAYHATA TOU KOOUOU €lval HESK OO KOPHATIL XPOVOU
elvat emOpevo Twg dev popolpe va ta cUAAGPoupe kat va Ta yevBoldpe otny
oAOTNTG TouG: «kdBe oTiypn kepdilelg To vonpa tou AovAoudiov kortdlovtag
| k&Be otiypr) To YAvelo» (48).° O ypovog elvat Alyog ylo va Pmopeoels va
detg to ‘OAo. Bplokdpaote, €tot, Omws ovpPalvet pe v TplavtaduAid, oto
€Aeog Tov adndayov xpovou kat yvopaote paptupes TG $pBopdg. Amd avthv
akpPWEG TNV KATAOTAON YEVVIETAL HLat HOVLUY EAAEWPT TTOU KLVNTOTIOLEL TNV

emBupia yiax oAdtnTa, povipdtnTa kot Stdpketa. Etvat cav va kouvPaldpe padl
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HOG TN RVAHN HLOG &XPOVNG TAPOUoiag, oav va elHAOTE TPOYPAHHATIOHEVOL
va avalntovpe ) Stdpketa kat TNV oAdTNTA péoa 0N HOOPA TWV TPAYHATWY,
ekel dnAadr) Tov 1 por) Tov ¥povou kabloTd TNV €Vpeot) Toug advvatn. Baouwo,
Mooy, yvwplopa ™G avBpwmivng ovvinkng, yw tov Kapoulo, eivar dtt
Bpioketat maydevpévn avapeoa otn ¢pBopd kat otnv emBuptio ya Sdpreta.
[Mwg dpwg pmopovpe va otabolpe ameévavtt ota TrHpata mov Bétet

o xpovog; Kat’ apyfv dev éyoupe &AAn emloyn mapd va amodeyBoupe
oTWIKG TO Tap&dodo ™G Vapdng kat va vtapgoupe YwpiG va TEPLUEVOURLE
avtaAAdypata. Xta «Xoptaplaopéva Xaopatar ypadet:

Ekelvog omo¥ pmopel k” edpappdlet To xpdvo otnv vmtapén

oav To VAV YLoTO vepS Tov cupPiBdletat TévTa

pe T adppaTo YWHOTH e Ta XOpTa pe Ta Adédpla

pe ko’ epmodio oToV KOGHO KL OTTOVSHTTOTE

KapukeVLOVTAG £ToL TN OAlYT) pov

oTa Puypa Happapa tng amovoiag —

EYELXWPETEL 0T aANBELX TNV AW VLIOTNTA KL OYL

™ OAPepr) kL ampdkodtn Ppthoroyia tng.

Avtdg elv’ ekelvog mov yvwpilet

Tws 1) &ypadn {wr) dev Ba mapet va xtilet

70 BdvaTto pe katvolpyla T&vTa VAIKE pe véa v

yua va §Voet k&mote Ta oupdvia. (297)

Katéd Sevtepo Adyo, yia va ouppetdoyet evepy& otnv vmapdn, o
avBpwmog Ba mpémet va emikevtpwbel oo Tapdv. Av SexBovpe ot ) {wn, wg
ed{0 OOV TO PwG, OL OKLEG KAL TO OKOTASL CUHPLOVOUY CURTANPWHATIKE OTNV
Sl TpaypaTikdTnTO,UTAPXEL HOVO 0TO TTapdV, TOTE 1) dpeon epmelpia kat TO
aképato Piwpa Tov Tapdvtog amotelel GUVONKN TNG EVEPYOUG GUHHETOXNG
omv avBevtikn vtapén. Katd ovvémela, n vmapén Sev propel va Puwbel pe
OXESLL KO UOTNPO TTPOYPAHUATIOHO VLot TO HEAAOV, YLaTi QUTE TNV ATOOTTOVY
and v epmepla Tou mapovtog. Xpetdletar vo Byovpe amd TOv TPOTO
Aettovpylag TOv XPOVOU, KATH KETOLOV TPOTO VA AELTOUPYICOUHE EVAVTIOV
Tov, mépa, dnAadn), and t oupPartikn por) Tov. AtadopeTikd, To Tapodv TiBetal
O€ AVOHOV TTPOG X APLY TOU PEAAOVTOG:

N amtayopevetg to péAlov oAdkAnpo
0TOV €qUTO 0OV HETQ KAl VO PAETTELG NPEROG
70 SvoTvynpa TG VTEpEewg. (282).
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No eipaote, va elpaote xwpis e§nynon [...]
Na elpaotes ki GAAN xapd dev €yet, yAuké pov EAAnva. (191)

H épudoaon oto mapdv poag kadel eTOHEVWS VO AVTIHETWTICOVHE TOV
XPOVO oV pia oudETEPN KATAOTAOT) TTOU SV EPTAEKETAL OTLG SUVATOTNTEG TNG
vapéng. AAwote o xpdvog dev amotelel éva avTikelpevikd Sedopévo, aAdd
pLa avOpOTLYT KATAOKEVT) 0pYAVWONG Kot Ta&LVOpHNoNG:

O xpdvog elvat yevikodg.

Agev pmopoipe va evtomioupe Ta OpapATA [...]

H 7o peydAn wpa g {wng vdpyet oav tig GAAEG.... [...]
O xpdvog eivat kopoideuTikd.

Eivat apétoyog oav ta mepintepa atnv kivnomn. (241)"

To ovolaoTikdTEPO, WOTOCO, PHA AVTIHETWTIONG TOU OUHPATIKOV
Xpovou eivatn avalmon oTtypwv mov Stapopdpwvouy éva tAaloo vtépPaong
1 Anopovidg g porg tov. [Ipdkertat yla ottypég mAnpdtntag mov evdéyetat
va BplokovTat akdpn KoL aTa o aohpavta meptotatikd. Na pupioetg, ya
mapadetypa, £va Aovdovdt kat va oTapaThoels «yta Alyo atnv dodpnon Tov to
XPOVOo»?, 1 éva armAd mepmd TN TOoU «OAOTEAQ TO X POVO KaTAoTPEDEL (238-40),
1 €vag «ade€log YA&pog» o pe To TETAYRE Tov oPrveL «ta Opta/ TapeABOvVTOg
TaApOVTOG Kot HEAAOVTOG» (132), 1) akOpT TO GLAL V0 EpwTEVHEVWV:

‘Eva (evydpt pthtdtav apéptpvae
képSiLle e TIG OTLYES

timota dev mapatnpoloe.

O épwrtag elvat Tavta

pkpn-peyaAn n Svvapn tou'Eyxe T'ewax
XPOVOG aKATAOYETOS. (238-239)

Ye mapopola KOHRATI XPOVOU, IOV TIG TEPLOTOTEPES POPEG TTEPVOUV
amapaTHENTA, €5ALTING TWV ATALTNOEWY TNG KAONHUEPLVIG AVAYKALOTTAS, O
XPOvog ybvetr ™) onpaocio Tou kot 0 &vBpwTog PplokeTat TAHPNG pHéoa oTNV
vrapén. H moinon tov Kapoivlov, eldwd ™¢ mpwng touv meptodov, elvat
YEHATN oo TETOLEG OTLYREG: OTLYHES Baupaopov yia ) payeia mov koufalovy
T TPAYHATA TOU KOOUOU, OTLYpEG Oou pévoupe ékBapPol kat exotatikol
HTPOOTA 0 awTO TTov PAEmovpe oav va To PAémoupte yla Tpwtn popd, aAA&
KAl OTLYHEG KATA TIG omoleg péoa amd to daivesBar EeputiCer pua €vdedn
Stdpretag. H anddoon, GAAwoTe, TETOLWV OTLYHOV ovvioTd, yia Tov Kapoilo,

Baowod Tpoadloplotikd oToryelo TG moinong:
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Yto ywpo ¢ (wng avhket ekelvn n kivnon mov evt&ooeTat
OTNV XPOVIKOTNTA OTIS XPOVIKES ekPdvoelg TG (wnG. AANG oo
XWPO TNG TOINONG AVIKEL 1] KIVNOT TTPOG TN |1 XPOVIKOTNTA Elvat
pa kivnon mpog TV aktvnola 1 aAMwg pa kivnon Tpog v
abavaoia, pla evavtiwon oe k&Be pOaptédTHTA. Zw KAt TOlNON

aAAnAoovpmAnpwvovtal oty avtiBeon xpovou kot awvioTNTAG.?

Y11 por}, Aot d v, Tou KaBnpEPLVOV, GURPATIKOD, <A VTLKELLE VIKOV» X POVOV,
oL OTLYHEG aUTEG avTimapaBaAlovy évav GAlo TvTO Xpodvov, Tov vTapdlako
Xpovo 1| To Xpdvo NG Gpeong epmepiag, €vav ypdvo mou mapovotdlet
avaloyleg pe TV «eykupovovoa ottypr)» tov Kierkegaard kat tn onpacio g
«péppvag» Tov Heidegger.” Tétoleg otiypég Sivouv v eviimwon mwg 1 pon
TOV XPOVOU, OTWG TNV KATAVOOUHE 0TNV KAONHEPLVOTNTA, X&VEL TN onpacia
TNG KOL WG €K TOUTOV TTwG 1) SLAKPLOT) AVAHESA OTHV TPOCWPLVOTNTA KAL OT1)
Stdpreta TavEL va Exel VONpaL X’ QUTEG TIG OTLYHES, 0 GvOpwTtog amoppoddtat
amd to Bavpa ™G VTapdng Kot Tov EKOTATIKOV PLORATOS Kat £Tot Bploketat o’
¢va TAaiolo eyyvTnTag pe Ta Tpdypata tov koopov. ['ivetat éva pe Tov kdopo
kal oUVETWG Aettovpyel oe éva medio oto omolo, Bewpntikd TovAdyloTOV,
avatpeital 1 Stdkplon aVEHETA 0TO UTOKEILEVO KOL OTO AVTIKE(LEVO.

Mévovtag avorytds kat Stabéotpog, dev Padifel Praotikd yia va praoet
k&mov, aA& maipvel To Xpdvo Tov ya va otabel Otwg mpémet. Adprvovrtag
Tow TOU TN OKOTIHOTNTA, TO «EYW», TOu ovvABwS amotelel Tpoyxomédn
oto aubevtkd Plwpa, vroywpel pE QATOTEAEOHA TOV EVAPHOVIOUO TWV
TPOCANTITIKWY HECWYV pE T omola aVTIAApHPAVOHAOTE TNV TPAYUATIKOTNTA,
kat £ToL 0 &vBpwmog PplokeTal péoa otV dpeon epmelpio pe o OAo Tou TO
Eivat. ZOpdvtn pe avtqy ™ otdon eivar n «ayamntiky Stdbeon», 1 omola
kaBlota duvatrh plo SektTikr) oyéon pe Tov KOOHO Kat PpEépvel Tov &vBpwmo
KOVT& 0TOUG AAAOUG: «0 dvBpwT oG Tov amocuoyetifetat amd To eyw avePaivet
TOAD péoa tou kat evappovifetat pe Touvg dAlovg yla mévta.»® Autov Tov
eldovg 1 oyéon pe Vv wpaypatikdTTa anclevBepwvetal and Seopevoelg
KaL oKOTUHOTNTEG Kot SiveTat otnv vmapdn ywpis va meppévet kdtt. I't autod
propel va mpoodEpel OTLYHES HLag TApwoNG Tov Sivouy TNV evTiTwon Twg
0 xpovog mavet va vapyet. Ontwg ypadet o Kapovlog, elvat «o popog mov
pag Béhet EeCahwpévoug amd k&Be Bapog, oAdyvpvoug péoa oto Pacidelo ™G
kapdLdg, TV oinon mép” am’ v Toinon o’ ekelvn TV ekoTaTkh Sopunon g
VTapEewe».
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Kétt tétolo, PBéPata,dev pmopel va mpaypatomomnbel otn PBdon g
Aoyweh§ kat TG vonong.” Ztnv &peon epmelpio Touv avbevtikov Plopatos, dtwg
eldape, 0 GvOpwTog cuppeTEXEL WG ONo. Eotia, wotdoo, autov Tou dhou eivay,
yta Tov Kapovlo, to othfog kat oyt o vouvs. To ombog, pe avapevopevoug
ouvelppovg (mvor), avamvon, ekmvon)®, aAA& kat anpdopevous ouviuaopolg
(aVpa, pappékt, Oadaocoa, ehevbepleg, atwvidTTa)?, Kot Atydtepo 1 kapdid
ETOVEPYOVTAL CUCTNHATIKE GTO £pYO0 TOV WG Paotkol TUPHVEG TOV EKOTATLKOV
Buspartog kat wg emikevtpo ¢ Vmapéng. To otbog elvat oav évag aokdg
mov yepilel amd vTapén kat cuvapa £vag TPOTOG OPACTG HECW TOV OTTOloV
amokabioTatal pa &peon oxéon pe Ta mPAypata Tou koopouv. I'U avtod
&M woTte kat 0 TOMTAG «8ev TPéyeL mlow amod TG AE§ELG», AN TTEPIHEVEL «TNV
o T avolyel Ti§ opdoelg» (123). Exel Brwvetat ) vapélaxr aywvia, aAAd
kat To eAadpo pTepolytopa TNG GLYKIVNONG Kat TNG TANPWONG TOV OTLYHLala
€0Tw avatpel To Ypovo:

to othfog odpdlovtag epPpdvtnTn owyn:
edw péoa vtapyw kuplapyog diywg Adyo
KL OUTO ElvaL VTTEPTATO. (275)%°

3. EmiAeyopeva

To {Ytnpa, BéPata, Tng vtapéng Sev elvat {tnpa ypadns aAAd fuwpatog.
H pwpr), wotdoo, mepdiéPaon omv mpwtn mepiodo tov Kapovlou, mov
emuyelpioape e8w, pag divel Ta iy v avtov Tov Puwpartog, ta omoia, oe adpég
YPappeég, Oa propovoav va ouvoptaBodv ota akdAlovBa: a) oty mpoomabela
va mhonynOel avépeoa atoug Sutopovs mov dGépvel  avBpwmivy dpvon Kkat
okéYn kot va otabel 0To Tapovtkd Blwpa wg to povo medio oTo omolo pumopel
va avalntOet to avBevTikd Piwpa, kabodnyovpevog amd ) Sipa ya evoTnTa
og évav KOOHO oV SLakpiveTal ATd TOV KATAKEPHATIONS kat T Stdomao), B)
otV TpoomdBetla va empeivel o€ KOPPHATIO XPOVoU Yo va pwTioel péoa amod
7o dailvesBatl To VONHA TWV TPAYHATWY TOU KOGHOU Kat Y) 0TV TpoomdBeta
va avtiotadel ota adnddya devtepdlenta kat oto Bdvato pe ) Snpovpyla
kat v moinon, avturapafdAlovtag oto cupfatikd xpovo To YpOvo NG
UTTOKEILEVIKNG EUTELPIAG KAl QATOTUTWVOVTAG OTLYHEG TANPOTNTAG, OTLG
omoleg 0 AvOpwTog oUpHETEYEL Pe TO OAo Tou To Efvat.

H épdaon ot otypn, to Piwpa T0U MApdVTOG, N ATOTUTWOY TOV

BavpaTog OV VTAPYEL HECA O £VA KOPHATL XPOVOV, ONHATOS0TOVYV, waTO0O,
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TPOOKALPEG KAl OYL HOVIHEG AVOEG. ATO TN OTLYHE TOU ETMLKEVTPWVOVTAL
oe KoppdTia xpovou avamdpevkta dev pmopovv va €xouv Stdpkela ovTe
VO GUYKPOTNOOUV HIX OPLOTLKY KOl HOVIHN katdotaorn. Oupilovv ilowg
™mv «adapiky gvdatpocvny, oaAAd kpatovVv yla Alyo. ATOTUTWVOLV yla
mapadelypa, ™V ewova G TptavtaduAdg, aAdd dev katopBwvouv va
TNV OKLYNTOTOLOOVY GTNV QKN TNG KOL VO OTARATIIOOUY TNV AVATOPEVKTY
$Bop& 6. H auvOrkn, Aotdv, Tov xpdvou pag maydevet avépesa aTto vOpo
™G $Bopdg kat otnv emBupia g Stdpketag. IToBovpe To dyxpovo aAld eival
advvato va to pTdoovpe, pévoupe EkBapBol pTpooTd o€ ot OTLYHT XPOVOU
OV OHWG XA VETAL OTO TEPATHA TOV.

O 8tog, BéPara, o Kapotog, avayvwpilet 6Tt oxedov kdbe mpoomdOera
QVTIHETWTILONG TOV EPWTHHATOS TNG VTapéng dev katopbwvel va TpoodEpet
optoTikny Aotpwon: «[evviéoat kat praivelg peo” to atviypa/ mebaivelg kot T
apnvelg avémado» (299). To (o toyvel akdpn kat ya v Toinon:

ekelvo mov Ba’Beda elvat va Eemepdow Tov Bdvarto. Exelvo mou
Eemepva To Bavato elvat n aydmra. Tote povéaya pmopel o
avBpwmog va Ppebel €€w amd to PpoPo kat emopévwg €§w amd To
$6Po tov Bavatov. Me ta mompata dev katavikiétat. Elvat oav

va mupoPoleis ) BdAacoa.”

Mrmopel 1 miotn mov odnyel otnv aywdmrta va amoteAel pua Avon
ddpretag. O Kapotvlog, wotdoo, mapadéyetat ott o (dtog dev katdpbwoe
va Bpebel pévipa oto Spdpo ™G Mével €tol oto aubevtikd Plwpa kat ot
AOTpwon 1 6TV avakoVdLOT TTOU HTTOPOVV VA TPOTHEPOUY KOHHATLO XPOVOU:

E0depa pakptvoug TepLTATouS yia va KaTaAdBw:
H Qwr) 8ev éxet kat Tdom {wr) péoa tnge

6Ao to {NTnpa elvat, va Sovpe povirya

oL Byadet pAOyeg.

Tote mpooeytikd TAnatd{ovpe

KPOTWVTAG X APTOCAKKOVA

kot T yepiloupte. (272)

Yto £€pyo, Aowmdv, tov Kapoivlov, eldkd g mpwtng meptddov, Sev Ba
Bpolpe optoTikég Aoelg. Av vdpyel kATt HOVIHO GTO €pYO TOU, aUTO elvat
1 kataypadn g aywviag ya v vmapdn kat 1 Slapkng avapéTpnon pe To
mpoPAfpata wov autn Bétet. H aywvia, watdco, mov Sev ey v to B&varo, to

TAPOV KAl TNV AVAYKI avOPwonG, KL TTOU YU OUTO PWTAEL CUVEX WG TWG VAL
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Eivat, ouviotd éva mhaiolo 070 0moio cuvTnpelTatL 1) TPOOTTIKY) TNG AUBEVTIKNG
vrapéng. Exel Statnpeitar wvtavh 1 ovotaotiky péptpva ywa to Efvar kot
kot eméktaon to evdeyopevo AVTpwonG. Autod akplfwg to mAaiolo elvat
teMkd ekelvo mov Tov owlel, ylati exel dev Yavovtal Ta TAvTA 0TI Y04V
™G patadtnTag. To onpavtwd, ooy, Sev elvat av ptavel k&mov, ahAd ott
dev TavEL Vo KPATE OTO KEVTPO TOU OTTIKOV TOU TESIOU TO EPWTNHA YL TN
okompdTTa TG Vapéng kat v avalntnon tov avbevtikov Piwpatog. H
otdon avth) elvat av&oyn pe ekelvn ov meptypddet o Heidegger oto Sokipto

tov «Ktilewv, Katowkelv, Xkénteobar:

AP’ ng otypng [..] o &vOpwmog okémTETAL TNV AVECTIOTNTQ,
avut) dev ouviotd mAéov &OAa katdotaon. Edv ) okeprovpe
opBwg kat ™ StapurdSovpe kadd oTo vou, TOTE N avesTIOTNTA
elvat 1 povadiky) Tpooayopevon 1 omola kadel Toug BvnTovg va

€L0€ABOVYV 0TO Y WPO TOU KATOLKE(V.?
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University of Sydney

Gender Psychodynamics in
Margarita Manda’s Gold Dust

Introduction

Margarita Manda’s 2009 award-winning film Gold Dust (Chrysoskoni) is an
elegy to Athens, and a lament for the chaotic modernity that has overpowered
the city. Manda is a contemporary Greek filmmaker who has written and
directed stage productions, commercial and corporate videos, as well as short
and feature-length films and documentaries. She has been an assistant director
to many notable filmmakers, including Theo Angelopoulos for his films Ulysses’
Gaze, Eternity and a Day, The Weeping Meadow and The Dust of Time.

Born in Athens in 1963, Manda studied Political Science, French
Literature and Film Direction, and has undoubtedly witnessed firsthand
the transformation of her hometown from a charming and friendly city to a
faceless and unforgiving megalopolis, tarnished by unattractive and distasteful
development. In this, her first feature film, Manda explores some pressing issues
faced by today’s Athenians in their continually evolving urban environment.
She laments the rampant rate of change which mars their lives and living
spaces, causing them ongoing unease and frustration. “The film dives into the
Athenian negative, investigating the plurality of selves struggling for visibility
and domination. It is also a film imbued with nostalgia for the ideal home, in
which by now only death and absence exist” (Karalis, 2012: 274).

In this paper, I explore what different perspectives female directors

bring to filmmaking, how they may differ from their male counterparts,
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and how important it is for their films to be more broadly available and seen.
I will be doing this through the lens of Margarita Manda and her film, Gold
Dust. Based on a feminist film theory methodology, I argue for an inclusive and
nuanced feminism, inspired by the achievements of the first and second wave
of feminists who, guided by the values of the enlightenment, were opposed to
obscurantism, which has, alas, been gaining traction recently.

The significance of Manda’s film is not just that it is created by a woman,
but that it is an authentic, honest and frank depiction of the contemporary
Athenian reality. It is a complex synthesis of its history, politics, economics,
social conditions and aesthetics. It is accurately told by a woman born and
bred in the city. It is intelligently constructed and impeccably executed; a
film that speaks the voice of its creator, its auteur. As such, it goes beyond
the boundaries of its plot, and encompasses the concerns and anxieties of its

population for the future.

Living Modernity

Manda has chosen to examine themes of gender psychodynamics through
the complex prism of a family unit, specifically focusing on three siblings; two
sisters and a brother. The death of their mother, the fourth major character in
the drama, appearing only through her diary, underpins the tensions that are
explored between the siblings.!

The main protagonist, Anna, a professional pianist and single woman
in her forties, lives in twenty-first century Athens, a city undergoing rapid
transformation in an urban environment that is constantly alienating its
inhabitants; where the speed of modern life comes to a halt behind the wheel
of a car in the unabatingly heavy traffic; where human contact is marred by
constant friction with an exasperated taxi driver, an antagonistic co-worker,
an intolerant neighbour, a careless fellow pedestrian; where male-chauvinist
intolerance or sexism becomes a reaction of choice to life’s endless miseries;
where alienation between family members turns them from sources of support
for each other to sources of angst and animosity; a city whose citizens are at
war with the memory of its glorious past and its currently relentless decadence.

Anna and her siblings represent three distinct points of view; three poles
or facets that can be interpreted as Manda’s own internal debate. Anna, a
dominant personality and strong advocate, not necessarily for tradition but for

preserving what is valuable from the past, is presumed to reflect the voice of
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the director most strongly. Anna is a dynamic character, full of nostalgia for her
childhood home, which she wants to keep in the family, hoping that in retaining
ownership of it, she may honour the memory of her mother, her childhood and
a revered bygone era. For her, it is an ideal; the quintessential family home,
having captured all the sacred memories of a blissful, carefree childhood.

Anna’s brother, Alexis, a lawyer separated from his wife and guided by
pragmatic self-interest, wants to sell the house and put the money to good use
in supporting his young son. Anna’s sister, Amalia, a bank employee, vacillates
between emotion and pragmatism, no doubt representing the conciliatory
aspect of the author’s personality. Her husband wants his share of the money
from the sale of the house and, typical of an outsider, has no empathy for
Anna’s sensibilities: a constant source of friction between the couple. Like any
remaining single dwelling in Athens, the house is sure to be sold to a developer
who will erect yet another apartment block in its place, among a sea of similarly
impersonal residential monstrosities.

A ‘city film’, encapsulating experiences within the urban landscape, Gold
Dust is a reference to the ‘golden dust’ of things past, in juxtaposition to the
‘everyday dust of life’, of the Athenian urban indoor and outdoor landscape,
where time is always in short supply and the mobile phone rules. The stillness
of each apartment is shuttered as soon as its inhabitants return from work,
rushing to perform their next task or family obligations. Meetings are hurried,
occasionally interrupted by the lighting of a cigarette, a persistent pastime of
many of its inhabitants.

Within the first few minutes of the film, we witness the prearranged
meeting of the siblings at the brother’s office, to decide the fate of the family
home. Alexis is anxious to persuade his sisters to sell urgently, following an
offer he considers best timed to maximise returns. He suggests a more casual
venue for their discussion, a nearby bar for a beer, conducive to easing tensions
and facilitating decisions, but Amalia, busy as always, declines, and Anna
bluntly refuses to sell, her demeanour reflecting her dissatisfaction with what
she perceives as her brother’s lack of respect for their childhood home.

Angry, abrupt and on edge, Anna is the first to leave, ignoring the pleas
of her sister. Amalia tells Alexis that it is not an easy decision, especially under
duress, and Alexis gets frustrated at the lost opportunity to capitalise. Ensuing
camera shots of Anna walking through the noisy congestion of the unrelenting

Athenian streetscape serves as a constant reminder of the changed city and
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its impact on Anna’s daily life and wellbeing. Amalia returns to her desk at the
bank in a hurry, complaining about the awful traffic to her female colleague,
who, in turn, mumbles insolently that it is like that every day. While Alexis
resumes his daily duties, Anna visits a local park where she finds a boy playing
‘houses’ with stones and reminisces with him about her childhood memories of
playing the same game.

Back from work, the siblings are experiencing domesticity in different
ways according to their married, divorced and single status, though their sense
of frustration and alienation is similarly palpable. In her house, Amalia is
performing her household duties by cooking dinner on her own, while her son
is totally absorbed in a computer soccer game. The frustration of mundanity is
painted on her face as her husband returns, still busy on his mobile phone with
a colleague. He gets no answer when he asks her what is on the menu, or when
his son wants to be left alone “now that he is winning the game”, in this all-too-
familiar modern domestic scene. He asks Amalia what the siblings decided that
morning about the sale of the house, and when he finds out that Anna does
not agree, he scoffs, accusing her of being self-centred and living in a utopian
romantic fantasy.

Having separated from his wife, Alexis returns to an empty house. A
message waiting for him from his ex-wife reminds him that he has forgotten
to arrange their son’s enrolment for swimming lessons. He rings her back
to apologise. She is not too pleased and asks him to deal with his issues. He
imitates her words mockingly as he puts down the phone and grabs a beer.
He listens, uninterested, to the news, and the self-assured but meaningless
drivel of political leaders’ speeches. The camera cuts to Anna practising on her
piano amidst a neighbour’s shouts accusing her of insensibility and banging
on the walls to keep quiet. She opens her front door and the neighbour’s abuse
intensifies. With no other choice, she goes out to the balcony and hums a tune
while looking at the neighbouring balconies, some of which are occupied by
their tenants. At her family home, she was encouraged to play the piano, but
modern apartment living does not afford similar freedoms to their inhabitants.

Anna’s sense of frustration continues unabated the next day. In the taxi,
the clearly frustrated foul-mouthed driver is incessantly complaining about
everything; the foreigners who drive taxis without a proper licence; the age of
the Greek soccer team’s players; that half of them are foreigners and the other

half Albanians. Weary of his angry tirades, Anna asks him to stop the taxi,
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and gets out. Annoyed at her, he lashes out calling her a peasant, and turns
his attentions and angry insults to the surrounding drivers who, frustrated
as well, are beeping him to move on. Arriving late at her quartet’s rehearsal,
Anna apologises. The scene cuts out when she makes a mistake during the
insufficiently rehearsed piece.

At Amalia work, she is not faring any better. The bank queue is getting
restless and her brother is on the phone asking her to mediate with Anna, who
is not answering anyone’s calls. The customer at the head of the queue takes his
seat, asking for a loan. Under pressure, Amalia angrily ends the call by shouting
out that she is busy, and if Alexis wants to talk to Anna he should ring her up
himself. She apologises profusely to the stunned customer. Heeding Amalia’s
advice, Alexis calls Anna, leaving her messages when she ignores his calls.

Even among all the frustration, there is always some humour on display.
Alexis’ takeaway coffee is accidentally spilled by the café owner; when he
realises his mistake, he tells a speechless Alexis that he will make him another
coffee, joking that you can tell if a day will be good from the way it starts in
the morning, as the Greek saying goes. At the end of the rehearsal, Anna’s ex-
boyfriend, the group’s violinist, asks her if she would like to go for coffee, but
she has a lesson to go to and leaves. Amalia returns home with her hands full
of shopping, unable to answer her incessantly ringing mobile, still blaring as
she opens the door. Her husband has left a message that he will be home late.
When the message ends, she says mockingly; “yes; because the other days you
come home early”.

Manda continues to alternate between scenes of loneliness and alienation.
Alexis sits on abench outside a shop observing the traffic. Elsewhere, on another
bench, the camera focuses on Anna who is waiting for her bus. The man next to
her is holding a bunch of flowers and complains about the lack of state polity.
Back in her kitchen, washing up, Amalia calls out to her son to stop playing
his car-chase video game; lack of sleep is now a common complaint of parents
whose children get addicted to them. He is not compliant, and she parrots his
standard “yeah, OK” response. She good-humouredly turns off her son’s video
game and sends him to bed — a scene repeated with Anna’s nephew, Alexis’ son,
at his wife’s place, who has been playing with Anna, his aunt.

Alone at a bar, Alexis reveals to the barman his frustrated dreams. It is
a common theme among Greek families who insist on certain professions for

their children’s education to safeguard their future. Alexis wanted to become
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a pilot, but his plans were thwarted by his mother’s fear of him getting killed
in an air-crash, and his father’s threat that he would not finance his studies
unless he studied law. He fears he may later do the same to his own son. After
her nephew goes to sleep, his mother, Sophia, shares with Anna her concerns
about her son’s drawings which have recently become careless and aggressive.
Probably believing her separation from Alexis to be the cause, she pleads with
Anna to speak to him about it, but Anna refuses, because of the situation with
the childhood home. Sophia thinks that selling the house would be fairer for
everyone, but Anna retorts it would favour Sophia and Alexis, and leaves visibly
annoyed, evidently thinking that she, too, is motivated by greed.

Amalia waits up for her husband, in need of support, but he is too tired
to oblige. The camera cuts to Alexis who is preparing his house for the arrival
of his son. In a typical scene, out go the cigarette butts from the full ashtray
and the spoiled food from the refrigerator. After vacuuming, the house is clean
and ready. In another taxi, Anna listens to the news on the radio about the new
Acropolis Museum; the old museum’s exhibits are gradually being transferred to
the new museum. The taxi driver comments that they want to take the Acropolis
and move it to the museum to protect it from pollution. He acknowledges he is
not an expert and, although he has only ever visited it once at the age of 20-22,
he enjoys seeing the Acropolis from down below every day. Anna smiles. He
continues; “when the time comes, the Acropolis should be allowed to fall on
its own rock; not to be moved like a mummy to a museum”. In typical fashion,

every Greek has an opinion, though no one is an expert.

Confronting the Past

Looking for inspiration, Anna visits the old house and collects the mostly
junk mail at the gate. She opens the windows, waters the garden, drinks water
from the tap, and looks through the mail strewn on the kitchen table. Amalia
leaves her a message inviting her over for lunch with her family and Alexis. It
has been a while since the family had shared a meal together. Anna meets up
with her ex-boyfriend and discusses the house with him. She fears that her bond
with the house of her youth will be severed if they sell it to a developer who
will build another miserable residential block in its place. Their conversation
exemplifies her reservations.

“I cannot bear it any longer; there is nothing remaining from when I was a
kid. It’s like this city is suffering from Alzheimer’s”, she tells him; but he thinks
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that the city is just following its own era. “It’s only following its apathy; its
ugliness, which is what we are getting used to, also, ourselves. That’s why I don’t
want to let the house go”, she counters. “Yes, but the house was once in a nice
neighbourhood that does not exist anymore; and even if you keep it today, your
nephews will give it away. You don’t fight ugliness by going against your era;
your problem is not really the house. You cannot always be against everybody
and everything. It gets weird”, he tells her. “But someone needs to remember”,
she continues. “One must also live; not just remember” he concludes. Annoyed,
she puts an end to the conversation: “In that case, we will never be able to
communicate with each other”.

In his car, Alexis is bonding with his son by imitating the sounds of
the car horns in the traffic. At home, they play games and Alexis shares with
him stories from his childhood, and how children used to play in the past; a
childhood totally missing from Athens today. Alone on her couch Anna switches
TV channels. She rings her sister, but Anna refuses the invitation. Over for
lunch, Amalia tells Alexis that Anna “is not well”. Alexis acknowledges that he,
too, cares for the house and the memories being lost with the passage of time.
But reflecting on his son’s ignorance of all the childhood staples of his youth, he
has come to the realisation that the house died along with their mother. He now
has his opportunity to reveal his point of view.

“Buried in there is our whole life” says Amalia. “Not for me” says Alexis.
“My childhood years there had their positives and negatives; but I am sick of
Anna’s fairytale that everything old is good and everything new is bad. My son,
your son, are not worthless. It is her prerogative if she doesn’t want to grow up;
but she shouldn’t be unfair towards everyone else. Our sister is a child; a spoiled
child” he says. “She may be a fearful child” Amalia counters. “So, what is she
afraid of?” he asks. “That everything is changing, very rapidly and very badly,
perhaps? That worries me too. Every day I, too, feel that I lose something; I live
in this city and cannot recognise it anymore; it does not leave any room for me;
I am always trying to catch up, and time is always running away from me; I live
like an automaton; I've lost my happiness; I do things without happiness, with
unhappy people in an unhappy city; it scares me and what’s worse is that I don’t
know how to change things” she expounds. “It scares me too” he agrees.

Alone at the movies, Anna poignantly watches Michelangelo Antonioni’s
1964 film Red Desert, a bleak vision of a forbidding industrial landscape. The

Greek subtitles read (in translation):
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Giuliana’s son: Why is that smoke yellow?
Giuliana: Because it’s poisonous.
Giuliana’s son: You mean if a little birdie flies there, it’ll die?

Giuliana: The little birdies know by now. They don’t fly there anymore.

Leaving the cinema, Anna comes across another aspect of the city’s new
reality; two foreign immigrants are selling bric-a-brac; she briefly looks at their
wares but has a change of heart and buys nothing. She sits on a bench and
observes the new city. Alexis returns his son to his ex-wife. In his car, he tries
to call Anna, to no avail. When Anna reaches her apartment; her ex-boyfriend
is waiting outside. They embrace and go up. She shares her takeaway food with
him. She does not answer the phone when Alexis calls again.

Anna is now at a crossroads. Antonioni’s vision is still concerning, but
the world is waiting for no one. Her ex-boyfriend wants a serious discussion,
but she is unable to communicate. Alexis rings the bell, but she does not open.
Her boyfriend tries to bring her back to her senses. If she is afraid of losing
everything, turning away every loved one who disagrees with her is not the best
way to avoid it, he tells her; her behaviour is irrational. “Is it irrational to want
to live as a human being? In a place that allows me space?” she asks. “No; it is the
way you are going about it that is irrational. You see enemies everywhere; you
insist; you shut yourself in; is this any way to treat Alexis? He is your brother; he
is not against you; he only wants to talk to you” he reminds her.

“I know very well what Alexis wants to say to me” she argues. “No, you
don’t; you only listen to what you want to hear. You think you are the only one
who has sensibilities and needs. You are good, and we are all bad. OK, then; go
to your family home and lock yourself in and live as a human the way you have
dreamt of it. But stay away from people, because you can’t get on with them.
Life is changing, Anna, regardless of us. We will always lose something. And
as we get older, the world will be leaving us less and less space. The only thing
it cannot take away from us is ourselves; and our relationships. Think about
that. Bye” he says and leaves. Alexis sits out in the open trying to collect his
thoughts, while a storm is brewing. Inside her flat, Anna calls out to her mother
and weeps. Amalia is lying in bed sleepless. Anna dreams of her mother sitting
at the edge of the bed. Amalia takes time off work to visit the old house.
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Mother’s Diary

The male protagonists are full of anxiety and stress, working long and
frustrating hours, seemingly fixated on monetary gains. Their modern lifestyles
have not altered their outlook from that of a generation ago. The female
characters are equally burdened with anxieties, centred primarily around social
and family issues. The sisters are close, but they do not initially share the same
opinion. Their affinity with each other does, however, provide the impetus and
motivation to come to a joint decision.

They have each visited the forlorn family home separately, unbeknown to
each other, to experience the dimension it occupies in their psyche. While Anna
revels in the pathos of a house of absence and death, Amalia searches deeply for
any sign of a past presence that may help her decide the fate of the home. She
opens the window and closes it again; the old garden, an oasis in the concrete
jungle surrounding it, does not provide her with any answers. She opens the
wardrobe, but her dear mother’s old clothes can only bear witness to her loss.

She keeps looking for a sign of past life and finds it among other dear
mementos: her mother’s diary. Having taken the day off work, she visits Anna
ready to have a long-awaited deep and meaningful conversation with her. She
reveals to her older sister the powerlessness she felt as the youngest child among
the siblings. Her coping mechanism has always been to stay silent whenever
the older siblings fought. To be passive and agreeable and never antagonise the
older siblings, as her mother had always directed. She holds no grudges but, in
revealing this facet of her past, she can now bring an awareness of the power
dynamics in the family to her sister, to make her become more understanding
and sensitive to the wishes and thoughts of the other siblings. Anna, in turn,
reveals the reason why she was so vocal as a child: she was always afraid she
would not, otherwise, be heard.

Amalia’s phone rings; her husband wants her to pick up their son. Having
expected the call, Amalia ignores it. Failing to find an alternative, her husband
is forced to look after their son on his own for the first time, thereby having a
rare opportunity to really get to know his child. The sisters, full of nostalgia,
share tender moments singing and playing an old song on the piano, and get
ready to read their mother’s diary, filled with both terror and awe at what they
may uncover.

The narration starts with Anna, and then Amalia, and continues against

the backdrop of a bustling modern Athenian landscape, alternating between
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central and suburban areas, with familial scenes that bear a deep connection to
the mother’s diary narration in the first person, from a time when she was of a
similar age to that of the sisters’ age now, revealing her inner thoughts.

Juxtaposed to the narration runs a visual backdrop that forms the essence
of the film’s thematic journey. The sisters, sitting together, and closer than ever
before in their adultlife, are eager to find the thread that may guide them back to
their source and become the catalyst to finding their way forward. As children of
different personalities, they are keen to know how they were perceived by their
mother, in this rare and unique opportunity for self-reflection and discovery.
When their brother, Alexis, is mentioned in the narration, the background
scenery makes a temporal leap to a loving scene of separation between Alexis
and his son, returning to his mother outside her apartment. As Alexis closes the
building’s front door, Anna’s voice reads their mother’s description of him as a
tree full of cicadas, ready to explode from their amplified synchronicity.

Anna now discovers that, for her mother, she was like a stormy sea, and
her sister, Amalia, like autumn, while the visuals show the lonely receding
figure of Alexis, walking in the middle of a typically Athenian one-way street,
with a row of parked cars on either side, against a somewhat predominantly
grey background. He is driving his car just as his father’s wishes about him
are revealed. Athens is seen through Alexis’ car windows, as a city under
construction, overdeveloped and in a state of flux. Rows of old, deserted or
dilapidated buildings emerge, whose original owners have either passed away or
migrated to faraway lands. The mother reflects on the father’s plans for his son.
She could see it in his eyes when he looked at his son with pride, that he wanted
him to follow in his footsteps and become a lawyer; though never verbalised, he
never had such aspirations for his daughters.

The mother was keenly aware that Athens was changing and expanding.
The houses around their own were all being sold to developers to erect
apartments, but it was not this change per se that bothered her, but its rampant
and merciless haste. Her alienation from the formerly familiar but everchanging
environment, was now even further magnified by her husband’s refusal to leave
the house. Like so many working men of the era who worked six-day weeks,
before the two-day weekend was introduced in 1980, Sunday was a day of rest
spent exclusively inside one’s home. The house walls were oppressing her, but
he could not see it; nor did he consider her wishes a legitimate concern. In the

eyes of men, women who stayed at home had all day to socialise if they wanted
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to, when in reality, women had little opportunity to work, due, among other
things, to inflexible hours and lack of further education.

The ‘four walls of the house’ were still choking her. She had always been
there for her children and husband but felt she was taken for granted. Her
emotional alienation from her family and manifest isolation from the outside
world were becoming hard for her to bear, with the unfolding background of
the bustling Athenian metropolis through alternately degraded and attractive
areas being a testament to it. She had never complained; she had accepted
her primary role as a wife and mother, and her only time to herself was spent
secretly writing her deepest thoughts in her diary. When Amalia once saw her
writing it, the mother felt exposed and ashamed not only for the content of
those thoughts, but also for their mere existence.

Like most people, she was saddened to hear of the Kennedy assassinations.
She always wanted to travel to America, but her husband did not share her
wishes. He had attributed his lack of interest to the Americanisation of the
world, so eloquently captured in the modern buildings of foreign banks in the
background visuals. The moon landing newsreel she saw at the Athenian Cineac,
a cinema institution between the 1930s and 1970s - had given her hope; hope
for the next generation and hope for the whole of humanity.

Television was bringing the faraway world closer — now juxtaposed with
the ugly TV antennas protruding from the top of virtually every building,
dominating the visuals and obscuring part of the sky. The new technology, a
Pye TV, was taking pride of place where the old record player once stood. The
arrival of the piano would fill the house with music and bring the sisters closer
together, while also driving an imaginary wedge between them, with the older

daughter’s greater strength impacting her younger sister’s self-confidence.

Towards Reconciliation

The unfolding imagery, interspersed with antennas, balcony railings and
solar panels, while the diary is being read, reveals the repeating cycle of life
between the parents’ and children’s generations. This realisation is offering a
new understanding that could allow the siblings to acknowledge their feelings
for each other and live for the present while grieving for the loss of the past.
They could now let go of their fears and reconcile, restoring their love and
support for each other. The past can reshape the present in a way their mother
would undoubtedly have wished for but could hardly ever expect.
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It was the urgency of the impending decision that forced the siblings to
face up to their demons and, in the process, resolve their longstanding personal
differences. The catalyst was Amalia’s discovery of their mother’s diary, in which
she had been confiding her anxieties and fears. By sharing the diary, a light is
shone on the ‘gold dust’ of their childhood memories that can now be lifted and
blown away. Free of the chains of an unacknowledged past, they have learned
how they, as adults, can make their decisions jointly, and that to honour the
past, they need to make peace and safeguard their shared future.

When Anna visits Alexis at his office, ready for the conversation they
never had, he is angry she had avoided him the whole of the previous day, in
spite of his enormous efforts to speak to her. He is also very busy with clients,
but she is ready to talk and will happily wait. When he is finally free, she shows
him the diary. “Everything we have failed to speak about is in here” she tells
him. “Mother had to die for us to grow up”. She then breaks the ice by playing
with his tie, and they start a mock fight, like when they were children.

Amalia’s husband waits outside her workplace, whistling Strangers in the
Night to attract her attention when she exits the door; he invites her to go walking
with him to Athens’ National Gardens. Anna is now rehearsing with her quartet.
She walks through the streets while we listen to her narration of the diary’s final
pages. The three siblings are seen playing together as children, chasing each
other. The mother’s voice is calling them’, “Alexis! Amalia! Anna! Anna! Annal!
Come children! It’s ready. Children!” The house is obscured by a gold dust, full of

nostalgia, while Manos Hadjidakis sings his song Kyrie, and the screen turns dark.

Feminist Foundations

In line with the 1960s French critical theory of authorship, and contrary
to post-structuralist critical theory, Manda is the auteur of her film, placing
herself within it through the voice of the mother of her characters, as well
as their own, and creating her unique and authentic style, free from male, or
female, bias. Regardless of any reservations expressed by some early feminist
film critics in relation to the auteur theory, Manda is irrefutably the auteur of
her oeuvre, having carefully crafted her characters to represent distinct points
of view, in a respectful and non-polemic way, letting them subtly ‘speak’ their
truth without preaching or shouting out their message. Manda’s image of
Woman has a distinct quality; her heroines are realistic characters without any
hidden subtext or agenda (Johnston, 1999: 34-35).
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Gold Dust is a narrative film whose female voices are as strong as those
of her male protagonists, notwithstanding their distinct individuality. The
daughters’ personalities speak with authority and assertiveness, and the
maternal voice, far from being silenced, plays a dominant and defining role,
portrayed in a positive and not impotent light. Although her passing places
her in a position of exteriority, she is at the core of the unfolding narrative.
Her voice, though detached from her corporeal body is in no way disembodied
(Chaudhuri, 2006: 55).

Manda’s women are not a passive spectacle, nor do they elicit passivity in
their spectators; they are every bit as active as their male counterparts and though
they exist in a political world of patriarchy, they are never directly involved in
its politics. Amalia’s domestic duties as a wife and mother do not prevent her
from exercising her free will to decide when to make herself available to answer
the phone when her husband tries to contact her, though the feeling of guilt for
neglecting their children remains a common theme among women today, whether
or not they blame their career “for ‘undermining’ their husbands’ masculinity and
their own femininity” (Friedan and Quindlen, 2001: 18).

Manda has imbued her characters with nuanced sensitivities, avoiding
unrealistic generalisations and broad classifications. Scopophilia does not have
a narrow focus on an objectified female; the viewers can identify with each of
her characters, depending on their age, gender, space and time. Although the
males retain some traditional masculine characteristics in the scenes depicting
workplace engagement and absence from the general running of the household,
they have a certain willingness to share in those duties when the need arises -
something that may be more akin and familiar, perhaps, to a younger generation
- though rather reluctantly at first.

The alienation among family members, due to long hours of work or
disaffection with one’s lifestyle, has also created a lonely experience of living,
with or without a partner, that is typical of this century. A psychoanalytic
description of the ‘negative Oedipus complex’ as a result of separation from
the mother - in this case by her death - is arguably apparent in both female
protagonists, perhaps slightly more so in Anna, where the mother has retained
its pleasurable experience as an object of adoration past childhood, due to
unresolved tensions through to maturity. Adaptation to a rapidly changing
environment could have further delayed the separation from the mother and

created a tendency to cling to a stable past.
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In certain ways, Amalia’s conciliatory role represents Manda’s own
mature voice within the triumvirate of perspectives, as Amalia is the one who
has patiently uncovered the diary which became the catalyst in overcoming the
impasse between the siblings. Far from irrational, it is she who had the resolve,
“with rationality and transcendence of body”, to methodically explore and
discover a way to unravel the complex and impenetrable emotions that were
preventing them from understanding their intangible compulsion of preserving
the past (Chaudhuri, 2006: 16).

In this incarnation, the female is a much more complex and nuanced being
than a principally Freudian construct. Though the masculine is evident in the
three male characters, that is, the unseen father, his son and son-in-law, who
stereotypically undervalue feminine emotion in favour of materialistic gain,
other facets of their masculinity have undergone a substantial change through
the generations. Males are now more mobile and agreeable, and females more
independent, willing and able to address their own issues without keeping
eternally silent or being comfortable to rely on a male partner. The new era has
allowed them agency and the ability to exercise their own voice by speaking up
- or choosing to remain silent.

The Male has not remained the all-dominant paradigm he once was,
and gender is but one quality through which to understand each of the film’s
characters. Even the maternal voice, which had been kept silent while she was
alive, has now been heard and established as a ‘discursive agent’. In contrast to
Silverman’s pronouncement, the sisters have emphatically decided to resume
their familial bond and end their separatism (Silverman, 1988: 44).

The binary oppositions equating masculinity with activity and femininity
with passivity are essentially irrelevant in a contemporary setting and there are
multiple manifestations of masculinity and femininity, both affected by such
factors as class, race or age. Yet, the family still retains its central position as an
image of unity, forming “the traditional model for the construction of all other
collective identities (community, town, nation)” (Silverman, 2017: 41-2).

Manda’s nuanced fictional characters are created with utmost respect
for their points of view. Her sophisticated ability for introspection and
honesty never caricatures or trivialises them and recognises the importance
of acknowledging the validity of differing opinions in a pluralist society. The
humour imprinted on their occasionally mocking faces is also another candid

portrayal of a contemporary personality. Her male characters are not endowed
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with negative qualities as might have been expected from a woman, nor devalued
in the way many dominant discourses might tend to do with women. Yet, her
male characters ring true, and are not contrived or castrated. They do retain
their authentic voices but are never the only dominant contender through the
duration of the film.

Though Manda naturally speaks from a female perspective, her analysis of
power relations encompasses the respective dynamics of both her own and her
parents’ generation, and her film is neither only about women, nor against men
(Chaudhuri, 2006: 4). Instead of trying to create meaning by utilising hidden
structures and subtexts that rely on camera movement, lighting and editing,
she uses psychoanalysis to create her authentic characters, and semiotics to
place them in their environment (Chaudhuri, 2006: 8).

Although psychoanalysis was blamed in the 1960s for leading a ‘counter-
revolution against feminism’, it was not “a recommendation for a patriarchal
society but an analysis of one”, which rendered it indispensable for feminism
(Mitchell, 1990: xv). Much like a mirror that presents an ideal ego, the screen
facilitates direct rapport between the image and the spectator. For the female
spectator, each character will elicit a range of responses throughout the film.
In spite of her natural tendency to identify with the heroine, she may cross
the lines of gender to identify with the male hero, depending on her particular
preferences or circumstances (Chaudhuri, 2006: 38-42).

Manda’s gender representations are authentic with all her characters. The
three females are constructed to form an imaginary cultural representation of
Woman. They represent distinct characteristics common to all three, evident
even diachronically in their respective socio-historical specificities through
their generations; they all possess ‘agency and self-determination’ (De Lauretis,
1987: 9). Yet, this is no cinema made by a woman for women. It addresses all
points of identification in its narrative strategies.

Narrative, a key technology of gender and mechanism of coherence, is
a major feature of Manda’s film, engaging the audience with the real issues
impacting all the film’s characters. It is not characterised by dominant codes
and does not fulfil their oppressive functions. Although theirs are local issues
and their treatment bears the unique characteristics of their mise-en-scéne,
the characters’ struggles and specific conditions and history, they have global
dimensions, which manifest differently in different settings, but are relevant to
most audiences (De Lauretis, 1990: 17).
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Conclusion

Despite the fracturing and shrinking of the nuclear family, and the
spreading out of the extended one, family is still seen to play a pivotal role in
addressing enduring issues between its members. The family unit is where many
of society’s problems have their origins and where solutions may therefore be
sought.

The feminist paradigm presented here has had the power to resolve the
impasse and restore the strong familial bond between siblings, as implied in
the narrative’s closure. Irrespective of their pluralist standpoints, when women
tell their own stories, whether as filmmakers, cinematographers, producers
or actors, there are important convergences in the way they address issues
of both male and female representation and spectatorship, which defy a rigid
psychoanalytic description and add truth and substance to their characters.

In spite of certain dissenting voices arguing to the contrary, inclusion of
new pluralist elements that encompass diverse aspects of the human condition
and experience is proving to be an enriching quality in the field of feminist
film theory, and by injecting new lived experiences into a body of work that
deals with so vast a human diversity and knowledge, its viability and relevance

should be assured.
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Notes

1 Plot summary, as described by the Director: “Athens, today. Three siblings face the prospect of
selling their family home. The potential buyers will tear it down and erect a modern building in its
place. Alexis defends the sale, documenting his position with the financial benefits that this will
bring. Anna reacts negatively. For her, their family home is the memory of her childhood. Amalia
hesitates in making a decision, trapped between her emotional reservations and the practical
needs. The heroes are in conflict with themselves in a city that is in conflict with the memory of
its history. The sale of the family home functions as a pretext for the heroes to bring to light their
interpersonal relations. The image they have of each other in absentia, the “non dit” that charac-
terizes family ties and reveals raw wounds when the surface of childhood is scratched. A surface
sprinkled with gold dust, like a fairytale. But the fairytale is weakened by a chance occurrence. A
message from the past functions as a catalyst, prompting the heroes to make their own mark in
their own age. To find a balance between the debt of memory and the debt of forgetfulness. To
come of age, taking the present of their own lives in their hands.” IMDb, 2018)
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Summary

The Trojan Women by Euripides is one of the most important anti-war
texts from classical Greece, a daring tragedy in which the poet criticizes the
imperialist government of Athens of his time. In this work, the myth of the
ancient Trojan War, free from triumphalism and romanticism, is transformed
into a plea against the violation of human rights through the perspective of the
defeated opponent, and in particular the women and children.

This study analyses the cinematic version of Euripides” play by the Greek
director Michael Cacoyannis, a film-maker who payed special attention in
adapting classical texts both for the theatre and the big screen. His recreation
of Euripides’ tragedy, influenced by the Vietnam War and the dictatorships
in Greece and Spain, brings to life and reinforces the message of the original
text transforming the cinematic camera into an effective tool to denounce the

abuses of power committed against their fellow humans.

I. A Politically Incorrect Text

For many years, I have been interested in the study of The Trojan Women
(1971), the film by Michael Cacoyannis for its high pedagogical value!, as
demonstrated every time we used it in the classroom after reading the original
text by Euripides. The keen interest of the students was clear. On the one hand,
the message of the ancient Greek tragedy was completely contemporary and
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applicable to any historical moment and place, and, on the other hand, the
film maintained its ability to impress and excite. Despite the passage of time,
both works of art, far from becoming irrelevant, remained fresh and provoked
passionate debates between students and teacher. Initially, we were interested
in highlighting, from a philological focus, to what extent the film was faithful to
the ancient text, reviewing the formal structure of both.

Years later we extended the teaching experience with the study of two
more tragedies by the same author, also filmed by the Greek-Cypriot director:
Electra (1962) and Iphigenia (1977). This brilliant trilogy, which is the best
cinematographic heritage that Cacoyannis? has bequeathed us, has become
a necessary reference for all scholars who study the transmission of classical
culture today.

For this paper, I intend to look again at the film and underline the anti-
war content it proposes while highlighting the cinematic mechanisms that the
director sets in motion in order to make the original text appear to us with all
its force. In this discussion, it will be possible to demonstrate how the cinema,
in its quality as the modern artistic manifestation, has also been used as a tool
for political and social protest. The futility of armed conflicts, the destructive
struggles for immediate access to power and the negative results on the civilian
population are clearly evident for those who watch the film.

The novelty presented by Euripides to the Athenian public of the 5%
century consisted in the change of perspective in the narration of certain
mythical events which everyone knew by heart. Who could not repeat the first
verses of Homer’s Iliad without making any mistake? Even as children they had
learned to write the first letters of the alphabet reproducing the stories of the
Trojan War: the judgment of Paris before the three goddesses, the abduction of
Helena or the amzing battles of immortal heroes, such as Hector and Achilles.
However, the tragic poet intended to denounce the imperialist policy that
Athens was carrying out at that time against its neighboring cities.

To the tension that the Peloponnesian War (431-404 BC) imposed
upon Greece, which pitted the Athenians against the Spartans, episodes as
shameful as the siege of Melos in 416 were added, in which Athens massacred
the whole population of the small island without exception. Some isolated
voices were weakly felt until they were violently stifled, as would be the
case with the philosophers Anaxagoras and later with Socrates. Euripides,

meanwhile, decided to write a tragedy in which the leading figures are not the
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Greek generals who would fight against the Trojans but the women of those
Trojans turned into slaves®.

The Trojan Women is the greatest anti-war ‘argument’ ever attempted
on the theatrical stage. Its central story is focused on queen Hecuba herself,
aged and crushed by the insolence of the Greek conquerors. In the play she
tries to help the rest of the captive women while waiting for the command to
board the Achaean ships heading to Greece, where they will serve their new
masters, the victors of the war. In the course of the drama the queen will have to
overcome increasingly more painful news. First, she herself has been destined
to the boat of the deceitful and arrogant Ulysses; next, her daughter Cassandra,
consecrated to the god Apollo, won’t have her virginity be respected as she will
serve in the bed of King Agamemnon; after that, her other daughter, Polyxene,
will be slaughtered over the tomb of the glorious Achilles while her daughter-
in-law Andromache, the wife of her son Hector, will be taken by Neoptolemus.
But the height of the misfortunes is discovered when Talthybius, the messenger
of the Greeks, reveals to her that they have decided that her grandson Astyanax
will be thrown from the walls of the city so that the noble lineage of the king
Priam cannot be reborn from its ashes.

On this basic plot, Euripides masterfully weaves a series of episodes in
which the courage of the Trojan women stands out, while all male characters are
presented in the background, lacking in character. In this way, King Menelaus
appears on the scene to punish his adulterous wife, Helen, but when Queen
Hecuba begs him to kill her right there, since she is the cause of so many
misfortunes, he is incapable to execute his revenge. Thus, he decides to postpone
her punishment for when they return to Sparta, making it clear to the audience
that, in the end, his wife will remain alive, manipulating all the men around her,
as she has always done.

It is not difficult to imagine why the jury that judged this work when it
was first performed, in the year 415 BC, did not hesitate to relegate it to the last
position. This was the way to pay the playwright for his boldness to present on
stage some verses that hurtlike daggers those who then held the power in the city.
The parallelism between the atrocities of the Achaean hosts on Trojan soil and
the violence with which Athens was carrying out its political imposition on other
Greeks was evident. The booing from the stands made the author understand
that he should leave the city, and that is how, disappointed by the response of his

fellow citizens, he preferred exile instead of renouncing his way of thinking.
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Euripides, like no other author to date, discovered the immense power
that could come by the word and devoted himself to denouncing the political
corruption that was already spreading in the Athenian democracy. Through
the choral songs and dialogues which could well seem like judicial debates, he
offered the catharsis of the spectators going beyond the purely domestic sphere
and reaching the highest spheres of artistic presentation. By all means, such

catharsis was the most serious threat to the established government.

2. The Trojan Women Travel to Spain

The first theatrical performance of Euripides’ The Trojan Women by Michael
Cacoyannis took place in July 1963 at the Theater of the Two Worlds, in Spoleto
(Perugia, Italy), with Mildred Dunnock in the role of Hecuba, Claire Bloom as
Andromache and Rod Steiger as Poseidon. Before becoming internationally
famous with the box-office success of his film Zorba the Greek (1964), the
director had already triumphed at Cannes with his first film adaptation of
another Greek tragedy by Euripides, Electra (1962), and had discovered the
immense potential that his texts could offer to the theater as much as to the
big screen, identifying much more with him than with Aeschylus or Sophocles®.

Cacoyannis, who was trained at the illustrious Old Vic Theatre in London
as a theatrical director, had worked with different dramatic styles in Athenian
theaters since the early 1950s. Simultaneously, his experience at the theatre
was enhanced by a promising cinematic career, marked for the successes of his
first films, Windfall in Athens (1954), Stella (1955) and The Girl in Black (1956).
Aware that the ancient Attic drama had much to say to the modern public,
he embarked on the new project to bring The Trojan Women to international
attention in the 60s. In the same year of its premiere in Italy, it was also staged
at the Circle in the Square Theatre in New York, until 1965, while the terrible
consequences of the Vietnam War were felt all around. Surely the bitter laments
of the Trojan women, in the elegant English translation of Professor Edith
Hamilton, moved again, as had happened in classical Athens, the conscience of
many American spectators.

From 1965 to 1966, Cacoyannis also performed The Trojan Women at
the French National Theater in Paris, following this time Jean-Paul Sartre’s
translation and with sets designed by the Greek painter Yannis Tsarouchis.
Seeing the positive acceptance of his theatrical version he began the

preparations to premiere the following year at the Herodes Atticus theatre
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in Athens. His intention was that the actress Ellie Lambetti, who had starred
in many of his films, would assume the triple interpretation of the roles of
Andromache, Cassandra and Helena® with his friend Tsarouchis again as the
sets designer. However, the coup d’état by the Junta of the Colonels in April
1967 cancelled the project and Cacoyannis himself had to remain as an exile
in France®.

Curiously, one of the censorship measures imposed by the Greek
military leadership during the seven years of the dictatorship (1967-1974)
was to prohibit, among many other things, the reading of the tragedies of
Euripides because of their obvious political content. At that time many Greek
intellectuals were persecuted and most opted for voluntary exile. However,
the denunciation of the abuses committed in the interior of the country came
by many filmmakers both from outside the Greek borders and, in a more veiled
manner, from the inside’. The first to rise up against the regime was Costa-
Gavras, whose film Z (1968) exposed the lies and machinations of corrupt
generals determined to quash any political resistance, even if it was peaceful.
Several years after its release, some Greek film productions also appeared that,
mocking the strict censorship, presented a new interest in ancient Athenian
democracy. Thus, in 1972, the historical film Hippocrates and Democracy by
Dimitris Dadiras and an adaptation of Aristophanes’ Lysistrata directed by
Yorgos Zervoulakos in the Greek capital, were released at the Thessaloniki
Film Festival.

Michael Cacoyannis pursued his plan to stage the tragic verses of
Euripides’ work, even more when it became imperative to denounce abuses
and the violation of human rights in his own country. He himself decided to
write in English the film script for The Trojan Women® with the intention that
its profound pacifist message could be seen and heard in all the cinemas of
the world. But before getting down to work, he contacted all four actresses
he had chosen to impersonate the main heroines of the tragedy on the big
screen. Katharine Hepburn, whom he had met in London in the 50s, was
enthusiastic about the project from the start and immediately accepted
the role of the aged queen Hecuba, although the salary was lower than she
expected. Additionally, Geneviéve Bujold and Vanessa Redgrave accepted to
play Cassandra and Andromache, respectively, and, finally, his friend Irene
Papas, essential in the Euripidean trilogy, also accepted the role and was

to become the most convincing cinematographic Helen that has ever been
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represented. The writing of the script was carried out keeping in mind each

one of these movie stars, a cast who would eventually become one of the main
factors for the success of the film.

The cast was also completed by Patrick Magee (Menelaus) and Brian
Blessed (Talthybius), the young Alberto Sanz (Astyanax) and a group of great
British and Spanish actresses who gave life to the chorus of Trojan women®.
Furthermore, the film featured an intriguing soundtrack composed by
Cacoyannis’s friend Mikis Theodorakis, who was imprisoned by the Colonels
for two years and was recently released™.

After a rigorous study of locations, filming finally took place in the town
of Atienza, in the province of Guadalajara, Spain. There the whole team moved
in September 1970 and, taking advantage of an old Muslim fortress, recreated
the ruins of the mythical city of Troy, temporarily darkening the stones of the
castle'’. The production was secured through sources in Greece, the United
Kingdom and the United States with local extras and other Spanish specialists
who ensured that, during the eight weeks of filming, even the smallest details
of setting and costumes were always ready'. It is paradoxical that, many
kilometers away from Greece, then dominated by the extreme right, Franco’s
Spain was so passionately involved in a film that, in the long run, it turned
against the ruling dictatorial regime. Once again, resorting to the prestige of the
classical texts, a powerful political denunciation was forged without any other
weapons than the power of some ancient verses and the indiscreet objectivity

of the cinematographic camera.
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3. Symbolic Realism and Filmic Translation

In a seminal article by Sergey Eisenstein on El Greco, he claims that the
Cretan painter shows a purely cinematographic technique, and as an example
he analyses his mastery of montage, light and color™. A certain disproportion
in the representation of large planes and his drawings made from short strokes
only increased the sensation of movement. In the pictorial evolution of El
Greco, there is a gradual abandonment of the corporeal leading to the final
triumph of symbolism, since he was much more interested in the emotions
of the characters than in any minute detail. In this sense, we could establish
a bridge between the aesthetic conception of both creators, since Eisenstein
himself does nothing else but rely on the painter to synthesize his own
artistic creed. For his part, Michael Cacoyannis, a great admirer of the films
of the Russian director, looks at his style to represent on the big screen the
tragedies of Euripides’ and in many cases his compositional structures seem
also to echo El Greco’s paintings. For example, we have the astonishing silent
prologue of his Electra, loaded with symbolic elements, detailed plans and
vertiginous camera movements, a metaphorical beginning that owes much
to Eisenstein’s formalism'®. Does not the image of Electra’s nanny, lying on
the ground just before the title of the film, remind us of the forced curvatures
designed centuries ago by the great painter of Toledo? Cacoyannis’ tendency
to draw attention to the hands and eyes, the convulsions that make his actors
repeat in moments of greatest suffering and certain frames with geometric
composition are reminiscent of that same desire to bring the viewer closer
to the spiritual element'® underlining all religious experience that often leads
to ecstasy'’.

The tragic trilogy of Cacoyannis presents an approach to ancient Greece
in a realistic way but it moves away from the codes established by the epic
productions of Hollywood and the European peplum, opting for natural
landscapes and for much more credible interpretations. However, the treatment
of the sets and the austerity of the dresses manage to create an atmosphere
of a certain asceticism'®. The same coldness and uneasiness with which the
Mycenean archaeological site is used in Electra and Iphigenia is also repeated in
the desolate ruins of the burnt fortress of The Trojan Women. This stylization is
especially striking in the movements of the women’s choir'® and in the scenes
in which the director tries to create a strong opposition of characters, as is the

case with the dusty rags of the Trojans in front of the luminous tunic of Helen’s
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jewels®. In this way, enhanced chiaroscuro effects were able to highlight the
terrible disasters that the war brought with it*.

Cacoyannis fundamentally believes that the message of the original text is
able to reach the screen with all its expressive force today, avoiding unnecessary
updates, in the style of Pier Paolo Pasolini’s films. Consequently, he also avoids
excessive details which, in their attempt to contextualize the drama in specific
spatial and temporal coordinates, end up hindering the complete identification
of contemporary viewers with the characters of the tragedy. In this cinematic
interaction between the mythical and the real, the director replaced the original
prologue of Athena and Poseidon with a more modern one in which a voice
is heard over still images depicting the abuse of women and children?. This
makes it clear that men exclusively are responsible for this shameful behavior.
Cacoyannis also partially reduces the monologues of the actresses and, above
all, the choral songs in order to achieve greater dramatic effect?®. In addition,
thanks to the camera movement, he focuses and highlights aspects that
Euripides only suggested in his work?.

The symbolic realism with which Electra was filmed reappears now in The
Trojan Women following the same aesthetic pattern. The burning remains of the
sacked city could be the scene for any war. It is not a matter of reconstructing
events from a distant past in real time but of abstracting them from time to make
them timeless and, therefore, universal®. The desert landscape, the sun and even
the wind are integrated into the cinematographic representation as symbols that
convey the desolation, exhaustion and humiliation of the Trojan women against
the arrogance of the Greeks. Cacoyannis also introduces a new scene without
dialogues in which we see how Helen dares to take a refreshing bath while the
rest of the women die of thirst. Their indignation erupts in an open revolt which
is quickly stifled with violence by the Achaean soldiers. Here is another example
of the freedom with which the filmmaker approached the text by translating it in
terms much closer to the viewers of the twentieth century.

Along the same lines, the musical score composed by Mikis Theodorakis
was based on popular songs and Byzantine melodies, reinforcing the ties between
ancient and modern Greece. The musical motifs of the film are characterized by
austerity and a certain monotony, using percussion to highlight the moments of
great dramatic intensity. The only song we hear is chanted by a group of Trojans
who go to the ships to serve as slaves to their new Greek masters at the end of the

first episode. While Cassandra is driven by force to her cart, the women’s choir sings:
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“I"Il never see my son again.

My heart was buried in this place.

The sky is dark, the sound has fled,

The stones are cracked, the grass has bled.

This land is ours, it “s ours, it always has been ours.

We “ll never leave it, because our roots are deep within it.”

Even nature seems to rebel against the abuses of the Greek army. They have
razed the city to the ground and killed the Trojans, but there still remains the
suffering of the vanquished, who are driven into exile. However, the song hides
a much deeper symbolism, since, curiously, Theodorakis had composed it only
a few years before as a sign of protest against the Greek Junta and it was very
popular in Greece at that time®®. “Tha simanun i kambanes” was the orchestration
of verses from the collection Romiosini by Yannis Ritsos, a Greek communist poet,
who had interpreted splendidly Grigoris Bithikotsis and which Melina Merkouri
herself repeated over and over again in the numerous rallies against the Greek
dictatorship. The chorus of Trojans did nothing else but reiterate that even at
that moment, there were people suffering political persecution, expropriation
and exile, although many did not want to understand their song.

Cacoyannis thus rewrote the text of Euripides in his film script,
restructuring it and renouncing the unity of time, place and action, but without
ceasing to be faithful to the classical tradition?. In fact, it could be suggested
that the true protagonist in his version is still the spoken word, as it can be seen
in the intense debate between Hecuba and Helena or in the final monologue of
the queen lamenting her grandson before burying him. However, this tragedy
presents a fundamental problem of narrative structure as it is made with the
juxtaposition of long monologues that threatened to make it boring for the
modern viewer. This extensive elegy required a dynamism that Cacoyannis
achieved through a subtle play of contrasts between the monotony of dramatic

action and the montage rhythm in the filmed sequences.

4. The all-seeing camera
Comparing The Trojan Women with Electra and Iphigenia we can see that
the treatment of time here is more sophisticated, not only in concerns of the

general rhythm of the film but also in its jump-cuts and narrative leaps that
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the director employs to condense the action. A very apt example of this can be
seen in the sequence with the departure of Helen with her husband Menelaus,
followed by the fall of Astyanax and the close-up of Andromache with an empty
gaze. To increase the sense of despair, Cacoyannis also lengthens time between
episodes, delaying the arrival and departure of the Greek messenger, while the
camera remains motionless before the faces of the actresses®, as they present
their respective monologues or rise with difficulty after prostrating without
a helping hand, as with Queen Hecuba at the beginning and end of the film.
However, in other occasions, the director accelerates movement to highlight
moments of extreme anguish, making the spectators empathize with the
events on screen. For example in the scene at the cave, Cassandra, in a state
of madness, runs from one place to another, while the camera follows her with
sharp jump-cuts®, or as Andromache tries desperately to stop the Greeks from
snatching her little son Astyanax. In these two scenes the camera transmits
perfectly the restlessness and the desperation of women, the principal victims
of war.

Cacoyannis also employs accelerated staccato zooming, an effect frequently
used by the directors of the New Wave in the 70’s. In particular, we can see
this effect in the last scene with Cassandra, when she is driven by cart to the
Achaean ships®. With this device, Cacoyannis increases the feeling of anxiety
and vertigo that Geneniéve Bujold manages to create with her impressive
performance, underlined even more when the camera turns around a complete
180 degrees® and, from the perspective of the princess, shows the ruins of the
city®, indicating the total overturn of the glorious past of Troy. The recourse
to the subjective camera also makes the scene with Astyanax’s®® murder even
more painful, as the director chooses not to show directly the fall of the child

but depicts it through Astyanax’s own eyes, assuming again the perspective of
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the innocent victims®".

In addition to the various movements, the camera angle acquires special
relevance, through which the director further explores the psychology of the
characters. Helen usually appears photographed in sharp contrasted colors
emphasizing her dominance over the rest of the characters, as in the last
scene, with the camera far above her husband®, or in her presentation before
the Trojans on a rock, while Astyanax is seen through a half angle, hugging
his mother like a helpless bird*®. Similarly, Hecuba appears exalted above the
rest of the Trojans as well as with King Menelaus in the third episode, when
she is depicted on top of a hill, with the sun on her left and a tree full of sacred
connotations®. In front of such a vision, the women’s choir turns to her and
bows to venerate their queen, whose dignity makes the vistors look mean and
small. The aura of supernatural luminosity® that surrounds her at that moment
makes Menelaus look even worse in her presence than what Euripides had
presented to us.

The mission of such objectivity is to provide more information than the
characters communicate in front of the camera. In this sense, Cacoyannis is an
expert of directing in close-ups and detailed shots that speak for themselves.
In The Trojan Women the most interesting aspect is the faces of the women at
the moment of their choral performance. The director films the choir as if it
was an indivisible unit® sharing the verses of the poem about the destruction
of the city and makes the camera focus on them, thus transmitting in a very
expressive way the suffering of those who had seen their loved ones die and
now feel like caged animals. Their eyes, in addition to their lips, are crying out
asking the spectator to react and do something to save them. In an opposite
direction we also see Helen’s eyes through the wooden planks of her prison.
Her defiant look becomes the symbol of falsehood and arrogance. In that level
of detail the director highlights an evil human being who is willing to do away
with anything, no matter who else is destroyed. In the Helen that Cacoyannis
presents, there is no place for compassion or repentance, only hybris and the
desire for power.

Finally, we want to highlight two sequences with Katharine Hepburn
that emanate extreme emotional power. The first focuses on the queen’s face
at the moment when, suspecting that her daughter Polyxene has suffered some
punishment, she utters her name with a broken voice while staring into the

void distance. The second is, in the end of the film, when she holds the corpse
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of her grandson and sings the deeply moving funeral dirge. In both scenes the
uncontrolled tremors of the actress’s face only underscore her weakness and

helplessness against the barbarism she is forced to endure.

Conclusion

As he had achieved years earlier with Electra, with The Trojan Women
Michael Cacoyannis again surpassed all film adaptations of ancient Greek
tragedies, such as the academic Oedipus Rex (1957) by Tyrone Guthrie or
the Marxist Oedipus (1967) and Freudian Medea (1969), both by Pier Paolo
Pasolini*'. For his Euripides’ adaptation, he chose a text with high political
content, yet without fear of offending the sensibility of contemporary viewers.
Over the centuries, Euripides’ powerful verses have lost none of their strength
and relevance. Nevertheless, Cacoyannis simplified in his cinematographic
script the most ambiguous aspects of the work in order to accentuate its
cathartic effect and achieve a full identification of the spectator with the Trojan
slaves®. In addition, he dared to add his personal touch, using the camera to
intensify the moments of enhanced dramatic tension. In fact, he is more explicit
than the tragic author when he exposes violence towards women and children,
the true victims of any armed conflict®®. On the other hand, the masterful
interpretations by Katharine Hepburn, Geneviéve Bujold, Vanessa Redgrave
and Irene Papas, his four leading actresses, contributed to presenting women as
superior to masculine characters, something that already exists in the original
text®.

The use of music and silences, the sets and costumes, the movement
of the camera and the narrative rhythm achieved by the director through
the accomplished montage of the film effectively serve this powerful anti-
war denunciation, created at a specific moment in time when international
conflicts, fascist dictatorships and communist governments attacked again the
rights and the liberties of citizens®. In the process of creating the film, we find,
as a backdrop, not only its filming in Franco’s Spain but also the experience of
the director and his team, who suffered exile due to the oppression of the Greek
Junta®®. However, Cacoyannis avoided direct political references, keeping them
more or less veiled, in order to make his message universal?’, as Euripides had
done so many centuries ago.

As expected, the film was not released either in Greece or Spain but was

screened in the non-competitive section at the 1971 Cannes Film Festival. The
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praise by film critics was unanimous?, as for example by the National Board of
Review of North America which gave its award to the magnificent performance
of Irene Papas and the Kansas City Film Critics Circle, which gave their award,
in the following year, to Katharine Hepburn. In addition, the film received the
Prize of the World Peace Organisation, an award that Cacoyannis had already
received four years earlier for his anti-nuclear comedy The Day the Fish Came
Out. However, in spite of the artistic quality of the film and the excellent
performances, it was necessary to wait several years until specialists in philology
and classical tradition from North American and European universities rescued
it from oblivion and began to study it, emphasizing its high educational value.
The film’s reissue in Greece in 2006 and some later versions' made it possible
for this work of art to continue inspiring new readings and interpretations.
And, as is the case in the film, when the chorus of the Trojan women leaves the
screen, then the debate really begins.
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4 Goudelis T., «Drame Antique et cinema grec», in Demopoulos M., Le cinéma grec, Paris, Centre
Georges Pompidou, 1995, p. 84.

5 Ch. Siafkos, Mihalis Cacoyannis. Se proto plano, Athina, Psihoyiés, 2009, p. 192.

6  Finally, with its own translation in modern Greek, Cacoyannis will be able to stage it in Greece
from 1995 to 1997 at the Theatre of Epidaurus and at the Herodes Atticus Theatre, and his version
will be adapted by Leonidas Loisides in 2009.

7 On the political situation experienced in Greece during this period see Bakogianni A., «Voices
of Resistance: Michael Cacoyannis” The Trojan Women (1971) », BICS 52 (2009), p. 52-53.

8 This film script will be published two years after the premiere of the film, Siafkos, ib., p. 295.
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9 We mention also the performances by Pauline Letts, Rosalie Shanks, Pat Beckett, Anna
Bentinck, Esmeralda Adam Garcia, Esperanza Alonso, Margarita Calahorra, Adela Armengol,
Gloria Berrocal, Ana M? Espejo, M? Jests Hoyos, Margarita Matta, Mirta Miller and Carmen
Segarra. We must also mention the participation of the Greek actress Elsie Pitta, who in Electra
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army.

10 According to Jane Boutwell in “The Talk of the Town: Theodorakis”, The New Yorker (15-VIII-
1970), the composer was released on April 13 of that year. The recording of film soundtrack took
place in February 1971, in a London studio. Theodorakis had collaborated with Cacoyannis in his
previous films, Electra (1962), Zorba the Greek (1964) and The Day the Fish Came Out (1967), in
addition to writing in prison the soundtrack for Z (1968) by Costa-Gavras.

11 Siafkos, ib., p. 184.

12 The journalist Gregorio Medina Higes, in his blog www.gremehi.blogspot.com [accessed: 2013-
08-16], records some memories and anecdotes of the filming. The costume designer Félix Sanchez
Plaza and Lucia Cleto Martin assisted in the props. César Lucas also moved to the town of Atienza,
and took photographs of the shooting, while Natalia Figueroa, published a story in the newspaper
ABC.

13 Eisenstein S., “El Greco y el cine”, Cinematismo, Buenos Aires, Quetzal, p.178.

14 Karalis V., A History of Greek Cinema, New York — London, Continuum, 2012, p. 97.

15 MacKinnon K., Greek Tragedy into Film, London — Sydney, Fairleigh Dickinson University
Press, 1986, p. 76.

16 Examples of these details in the film are in the foreground of Helen, with a defiant look,
and in the hand of the soldier in charge of killing Astyanax, as well as in the mystical rapture of
Cassandra and in the disposition of the chorus of Trojans around of his queen.

17 Eisenstein S., ib., p. 185.

18 Garcia N., “Classic Sceneries: Setting Ancient Greece in Film Architecture”, en Berti I. - Garcia
Morcillo M. (eds.), Hellas on Screen, Stuttgart, Franz Steiner Verlag, 2008, 28.

19 Special focus is given on their movements in a circle surrounding Hecuba, Andromache and
her son, their reverence towards their queen at the arrival of Menelaus or the choral intervention
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20 Bakogianni A, ib., p. 65.
21 Cano Alonso P. L., Cine de Romanos, Madrid, Centro de Linguistica Aplicada Atenea, 2014, p. 269.

22 Garcia Romero E, «Adaptaciones cinematograficas de la tragedia griega: puesta en escena antigua
y moderna, en Garcia Novo E. - Rodriguez Alfageme I. (eds.), Dramaturgia y puesta en escena en el
teatro griego, Madrid, Ediciones Clasicas, 1998, p. 201.

23 We highly recommend reading the critique of this film offered by Roderick Heath in the On-
Line Magazine Ferdy on Films [accessed: 2018-11-5]. http://ferdyonfilms.com/tag/euripides/.

24 McDonald M., Euripides in Cinema: The heart made visible, Philadelphia, Centrum Philadelphia,
1983, p. 234.

25 Kolonias B., Mihalis Cacoyannis. 36 Thessaloniki Film Festival, Athens, Kastaniotis, 1995, p. 31.
26 Bakogianni A, ib., p. 61.
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Percorsi. Miti senza frontiere, Brescia, Morcelliana, 2009, 576.
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29 McDonald, ib., p. 181.
30 McDonald M., ib., p. 199.

31 The same device was used in Electra, at the moment when Aegisthus struck her, desecrating
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32 McDonald M., ib., p. 245.
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48 On the website of the Michael Cacoyannis Foundation in Athens (www.mcf.gr) there are
interesting documents of the film, as well as reviews of Dane Lanken and Frank Getlein published,
at the time of its premiere, at The Gazette in Montreal (20 / XI/ 71) and The Evening Star in
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New York Times 28 / IX / 71), Molly Haskell (The Village Voice 7 / X / 71) and Roger Ebert (4 / VI /
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