The construction of the national identity of modern Greece and its
impact on music

The national identity of European people, since8® century, is depended
on the political circumstances and the culturalteratof a nation. In these last two
centuries, politically, people think of their stgth and determination as a product,
shaped by their common historical continuity andtithg. Culturally, it is constituted
from ethnic factors such as customs, language, sny#mnd religion that are
symbolically used to represent a distinct commupitypeople. That was the main
notion put forward by Herder'Wolkgeist, which is perhaps the most influential idea
for the determination of nations.

Nations defined and built their historical narratigradually. They had to
construct their own history in order to define thmiltures. However, even if modern
European nations seem to be by definition the prtsdof a reconstruction of the pre-
modern past, all historical constructions are nmquiwalent to each other, for the
reason that some nations have a longer and diffdnstory. This is the case of
Greece, according to the sociologist ConstantinesuKalas, who claims that: ‘The
historical narratives had long preceded the emeeenh national political projects. It
is not the nations that built and reconstructedr tpee-modern histories, but pre-
modern histories that developed into natidnghe idealized shadows of monuments
and ruins had an immense symbolic value of pre-moéiellenism. This symbolic
appreciation of Greece acted in combination wita tGreek myth”, a product of
Western European modernity, and both served thsteanion of the Greek cultural
identity.

The Greek myth was produced by European intelléstuweno saw Greece as
the cradle of civilization, democracy, philosopdyama and naturalistic forms of art.
In the Renaissance Age the ancient Greek ideol@ypyidealized; the arts and science
were influenced by Greek ideas, many books of Arigehilosophers and scientists
were translated, and many Greek scholars, who méesd Byzantium to various
European countries after the Fall of Constantinoppeead the Greek cultural spirit.
Similarly, the use of Greek tragedy as the modeha formation of opera inspired
Monteverdi and his contemporaries in the lat8 46d early 17 centuries. Moreover,
during the Enlightenment, philosophers glorifiedchemt Greece. Even in the late™9
century, Wagner returned to Greek tragedy to predayeras, and Nietzsche turned to
Ancient Greek tragedy as the model for regeneratimoglern art. Therefore, it was
Europeans that revived the Ancient Greek ideologyl aiscovered their own
idealized cultural ancestors in Ancient Greecevds that imported revival of ancient
Greece that proved to be of great importance t@therging Greek state in 1830, just
after Independence. In consequence, this causeddayenous interpretation of the
past, which strengthened even more Greek natiamadiction.

The construction of Greek national identity is gigantly associated with the
Greek language itself. Despite the fact that thee@rspeaking population was one
among the various groups, which composed the nthufiie Ottoman Empire, and
that, after three centuries of Ottoman Rule, mdhkhie Greeks were poor and
illiterate villagers, ethnic Greeks were privilegedth regard to the spread of their
language. According to the Byzantine tradition$,official ecclesiastical functions
were carried out in the Greek language; so, aemrittersion of it was allowed to be
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reproduced. That, along with the European notioHa&fenism that existed in parallel
with the contact of the educated Greek speakimgtestivith Western intelligentsia,
gave the Greek language primacy. Tsoukalas, cléimats ‘The sense of pride for
speaking the Greek language was mainly importefdcawhich explains, not only
that Greek nationalism preceded its Balkan couat&pby half a century, but also
that social ascendancy and enlightened rationaldye synonymous with linguistic
Hellenizing. The Greek language thus seemed tovblriag into something like the
Latin of the East®

Although the majority of the ethnic Greeks werempand lived in the arid,
mountainous and undeveloped southern areas of #tiea Peninsula, they were
taught their language through the prayers, thenpsaind during the catechism. Their
folk music, which first appeared with the name sécular Byzantine music” in the
10" century, became the vehicle through which Greehkguage survived for
centuries. Folk music was integral to daily lifellEsong unconsciously shaped and
strengthened their national self-determinationrf@ny centuries; while later the use
of folk song turned to be used consciously foraral enhancement, organizing the
struggle for Independence.

However, the most influential aspect of the cordiom of Greek national
identity was its twofold character: Eastern and &ies Just after Independence, most
living customs were closely linked with the Orthadaith and were inevitably anti-
Western. The Christian Orthodox Church had beerosipg the Roman Catholic
West since the 1Lcentury. Oriental Orthodoxy had drawn its cultuirpiration
from the glory of the Imperial Byzantium. On théhet hand the myth of eternal
Greece was imported from the West. The notion dfdstermination of nations,
which entered the East from the West, as part@idbological framework shaped in
the Age of the Enlightenment, was to a certain eedounded on the glorification of
ideas which were traceable in Classical Antiquity.

Henceforth, the Modern Greek state had to faced#imate over whether its
culture was essentially Western European or EasfEne oriental, popular and
“Dionysian” components of the nation came agaitsstofficial, rational, European
and “Apollonian” element, creating a complicatetenima. They would either have
to consider themselves as direct successors of riahp@rthodox Byzantines, in
which case they might be obliged to give up a pathe universal symbolic aura they
owed to their ancestors, or they would have toctdfge Byzantine legacy as a “dark”
interlude. Yet, the latter option would alienaterthfrom the archetypes of their daily
cultural life, which was deeply rooted in religiobsliefs. It is worth noticing that this
debate was primarily expressed and imported byeamescholars, who viewed the
Classical Antiquity also as part of their own idgntwhile Byzantium for them was
east, heteronymous, and even “barbaric”.

The answer to this dilemma was given by ConstaatP@aparigopoulos, at his
writings of the official Greek history in 1860s ariB70s. He argued that the
continuity between pagan classicism and ByzantineisGanity could only be
appreciated through a totally new concept, credtech the amalgamation of the
above features; bringing forth a new term, the féte-Christianity” This term
combined somehow East with West, and implied aicony, which demanded the
integration of several ingredients into a singlestdrical synthesis. But most
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importantly, it placed Byzantium as the intercesdi@tween Antiquity and Modern
Greece, even though the Byzantine Empire was niutiie

The type of folk music, that with its individualitgmphasized the Hellenic
character of Byzantium, wa€leftiko song. That music was originally introduced by
the agricultural Greeks living in the mountainstloeé mainland at the beginnings of
the 18" century, and continued developing all through & century. The
significance okKleftika songs lies in the fact that, despite their ordjiming the years
of Ottoman Occupation, their musical identity wasgly Greek, because the areas
they originated had almost no contact with the &astulture. Thereby, these songs
were the musical mediation between Classical TiamesModern Times; while at the
same time they were establishing even more the imgaof the new term of
“Helleno-Christianity”. Their themes were relatedthe national conviction and their
tunes enhanced the national feeling during therg@vetlution as well as the post-
revolution period. Therefore, the use of that tygefolk music proved to be of
decisive value in the construction of the Greekamat identity.

Despite the strong impact of folk song, especi#tly Kleftiko song, to the
revolution and to the national confidence, durihg Dttoman years, an organized
band playing western music, like marches, appearé825, which is actually before
the Independence year. According to the scholas Noliotis, there was parallel
existence of the folk song and the music by mijitaands even earlier, from 1821.
The role of these bands was similar to that offtille music itself, to enhance the
struggle for Independence.

The years after Independence brought forth two sippqooles inside the
society of Greece. The one pole included the aljuial people which were the
majority of Greeks, while the other one the govegnpeople, the so called upper
class. The intermediate social levels were stifleab in those years. The folk music
was expressive only of the agricultural people led hewly founded Greek state,
while the upper class preferred exclusively westgpes of music. Thus, we realize
that the polarization of the Greek society affeatiedisively the musical identity of
the Greek state in the first decades of its exegern Athens of the 1870s, this
polarization became even stronger when the Café rAmsad the Café Santan
appeared. The latter one had program with dandéngestern Europe, while the first
one had musicians playing Greek, Arabic, Turkishm@nian, and Bulgarian music.
The strong competition that developed between th&smes reflected the opposition
that existed between the two social poles mentiabede.

The cultural isolation during the Ottoman occupatidghe slow musical
communication with Western Europe in later yedrs,mere refusal of the upper class
to approach the music of the agricultural peopleaning the folk music, and the slow
social process in contrast to the industrial rettofly caused a delayed
internationalization of Greek music. Exception whe music of Eptanisa Islands,
which were never under the Ottomans. There fromb#ginning of the 19 century,
developed a kind of music that constituted the fatsempt of the foundation of an
indigenous music, which combined East with West.

On the other hand, in Athens, such kind of atteampteared much later, at the
end of the 19 century, and that was th&thinaiko song. However, according to
Voliotis, the Athinaiko song did not succeed its aim, to create a modamula of
music, which would be able to combine the two ide®; something that verifies the
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ineffectiveness of the Greek society itself todallthe new implication3.In a way,
that type of song constitutes the earliest typ&dek urban song. Nevertheless, the
urban song and the popular song of Modern Greedged&fom the folk music of
different people that settled in Piraeus in th& aad the 28 century. Thereby, the
shell of urban and popular song is folk music; #mel line between folk music and
them, particularly that of popular music, was vagoethe first years of their
evolution. Therefore in the first decades of th& 2entury we can distinguish a great
variety of musical types: the folk music, the urbamsic and the popular music.
However, the art music remained the music of theeuglass, and so the musical
polarization mentioned above continued to exist.

Greek composers of art music faced a similar dilemianthe historical one
explained above. Should they follow the Westernmuanry with its various
compositional techniques, or should they remaiselm monophony and folk music
culture, which pre-existed and had already serhedpgtriotic and national feelings
for centuries? Which means should they create nfasia limited audience or for the
many people? Yet, because European music, at thetuhe 28 century was often
connected to “folklorism”, as Béla Bartok define the majority of the Greek
composers, worked on the synthesis of both musidaélres: that of East and that of
West. Therefore, most Greek art composers accepechew term of “Helleno-
Christianity”, proposed by Paparigopoulos, and i@glpit to music. At the same time
they continued the work of earlier composers from Eptanisa Islands, contributing
to the cultural and, thereby, social convergence.

Another attempt for the synthesis of the two musidentities was the
creation of a new type of stage art music that diatdined great popularity from the
last decade of the Tqentury and continued in the"26entury: theElliniki Operetta.

Its political and social thematic material strerggtéd the national conviction of
Greeks during the years of the Balkan Wars, pdaibuin the big urban centers,
whereas folk song remained the main way of patrieipression for peasants. But,
the Elliniki Operetta was a western type of music that, even thouglag wmfluenced
by eastern musical features, as “folklorism” img|i& remained closer to West than
to East. As a result, it did not succeed its goal, dhereby it was unable to play any
social role; that is why its fame faded very quycith 1928).

In the 28" century, two political dramatic eras, the one frb®12 to 1922, and
the years from 1940-1949, have been fundamenthleteultural, social and political
development of the Greek nation. The tragic mométite Devastation of Smyrna by
the Turks in 1922 with the forcible resettlementGreeks of Asia Minor in 1924
brought many refuges in the Greek mainland, butiteldby it strengthened the will
for National unity and indeed affected music. Teiigees from Asia Minor brought
with them their own musical tradition, the so cdlfmyrneiko, which was influenced
by the music of the East. TiBayrneiko song was talking about the national defeat of
Greeks in 1922; it was expressive of the Greekonatifeeling, in particular of the
nostalgia and the pain of the refugees. On therdihad the folk song had more
recognition away from the urban centers, among uilagers and the places it
originated.

In parallel toSmyrneiko song, there was another kind of song with the same
origins, that was highly developed during the war years; that was thieebetiko
song. The case &ebetiko is very special. In the beginning it symbolized ttie and
the society of the very low poor class. The refgggem Asia Minor and the poor
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urban people had common issues and problems du8i2@s.Rebetiko song carried
the Greek folk element while at the same time is waiongly influenced by Eastern
musical elements. Thugebetika songs were both considered as belonging to the
Greek society and culture while at the same tinegy there named as Eastern songs.
And for that reason there was a strong debate coimcetheir identity, deriving once
more from the issue mentioned above, of the twoiidahtity, that of East and that of
West.

During the interwar years, there was a similar kfidnusic that earned much
popularity asRebetiko song had got; that was the so-called urban pop anusi
astikolaiko tragoudi. Its development went in parallel to the developtr@ the big
urban societies, like Piraeus, and Athens; itsestagflected the stages that these
societies passed through. It was an amalgamatioglemhents of folk music with
influences of thdRebetiko song, and of the musical tradition of the sevaralorities
that had settled in the Piraeus. Its significanes that it managed to create cultural
interlinks between the poor people and the uppessgland thereby bridging the two
social poles. Because it talked about the worhes tirban people were facing inside
the modern societies, it was the principal typenokic which continued existing after
Il World War. After a short pause of progress ifQ9, there was a quest for urban-
popular music to change root in order to developaglern identity. It was then that
after a century of search for a modern musicaltilethe eastern and the western
element typically fused in one, by harmonizing plog tunes; a technique that was, in
a way, imported by abroad and the music of the Ksreemmunities in other
countries. From this stage on, urban-pop music @easmercialized, and thereby it
gained popularity in all social levels.

Dahlhaus has stated that ‘the national side of enigsio be found less in the
music itself than in its political and socio-psytdgical function’® a notion that
indeed reflects the case of Greece. Any researdhei®Greek musical culture has to
focus on the fundamental questions of the compwsdf the national culture, placing
the Greek music in the context of two conflictingtbrical models of the nation; two
models, which despite they have derivate from #@es nation and its continuous
history, brought about internal cultural rivalrgeblogically that was answered by the
new term of “Helleno-Christianity”; a term that,sitmusical sense practically
preexisted to its theory. However, the debate betvibe eastern side and the western
side of Greek music remained an issue from tleudto the mid 28 century. This
twofold musical identity represented the two opfsocial poles of the newly
independent Greek state. It was only in 1950s vithersociety managed to develop
some kind of intermediate social levels that the-sied musical identity seemed to
have fused into a single one, the so-cdlékb tragoudi.

® Dahlhaous, Cartl9" century Music, trans. J. B. Robinson, University of Californieess, Berkeley,
Los Angeles, 1989, p. 217
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Introduction

This paper focuses ofv Mévov e Zwijc tov Taleiorov (The Only Journey of His
Life) (2001), Lakis Papastathis’s film adaptation of lleeonymous short story written by
Georgios M. Vizyenos. | will attempt to contextuali my reading of this film with
references to other areas where Vizyenos has bemhin contemporary Greece, namely
Michel Fais’s noveE/invikn Avzvio (Greek Insomnip(2004) and its stage adaptation by
Rula Paterake (2007). My aim will be to assess huuch the myths surrounding
Vizyenos's life influence contemporary works, andurther ask why this happens.

Owing much to discussions about the role of imagedy engineered processes in
nation building (Anderson 1983) current debateModern Greek Studies are centred on
the construction of the Greek literary canon foliora{Lambropoulos 1988, Jusdanis 1987,
1991). At the periphery of contemporary culturese€ae has always employed
ethnocentric policies towards literature in orderconstruct a national identity (Tziovas
2003). Literary scholars and critics were considemaportant in circulating national
canonical literature with clear political meanirig. this framework, film adaptations of
Greek literature, interwoven in a dialogue with treional cultural narrative, sometimes
supporting it sometimes subverting it, form a ferfield where the understanding of the
articulation and circulation of literature in Greezan be explored.

As | will try to illustrate, Vizyenos constitutesralevant case in point, and this paper
aims to show how the work of contemporary Greeistaracts as a conduit for the artistic
formulation of founding literary myths. Critics veeralways interested in Vizyenos's
personal life Vizyenos because it ‘rivals the livéshis heroes in tragic nature’ (Peratzaki
1999: 9}. A very popular view is that his hospitalization Dromokaition Clinic was the
consequence of his intelligence or his critics\sagge and unfair criticism of his work.

The examination of the cultural myth of an authad ats role in the context of
modern sociocultural anxieties would be severetytéd if it were approached in the light

! “Eivon mov ko 1 {on N 1610 ToV CLYYPAPEN CUVAYOVILETAL GE TPUYIKOTNTA TA TEXPOUEVA TOVG [ie. TV
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of the so-called ‘fidelity’ discourse. Fidelity dgsis is based on the discussion revolving
around the extent to which adaptations are faittdulhe literary source they purport to
adapt® Theoretical investigations in Reception Theory d@aer 1975, Martindale 1993)
and Cultural Studies Theories depart from the ablowe of thought and explore the
historical framework of adaptations’s policies obguction, exhibition and distribution, as
well as their reception both by critics and audesnim this framework the relationship
between literature and adaptations is seen as amatgd in its intellectual practices and
indicative of intricate interconnections betweestdiy, literature, power and culture. As
these approaches go beyond dualities such as mirftbmed or original/ secondary text,
they offer a political and cultural understandirigadaptations in the Greek context that can
be very useful.

Lakis Papastathis Reading Vizyenos: Reading as Sewi

In the last few years Greece has witnessed an agigzgrowing interest in film
adaptations. Initiatives from national organisasiofor example, from the National Book
Centre and the Greek Film Centre, include masteselaand workshops, retrospectives and
awards for the best script based on a novel, itidigghat adaptations are being promoted.
Moreover, the massive migration wave of ethnic, ntyaBalkan, minorities to Greece
followed by discussions about identity politics bgbt again issues of cultural connections
and Greek distinctiveness to the fore. This is t¢batext in which Lakis Papastathis
decided to adapthe Only Journey of his Lifen the big screen.

Papastathis’s well-known interest in literature gback to 1960s when he took part
in the so-calledNew Greek Cinemmovement GC).2 NGC directors’ self-conscious need
to make a rupture with the long-prevailing genred atyles in Greek cinema made them
form a new aesthetic paradigm with a clear edunatiaim (Soldatos 2002, Kechagias et
al.)* Their lack of public support, the monopoly of I@t films and the sociopolitical
instability in Greece were among the reasons tle¢yrmed to the past. They adopted a
hellenocentric approach to the past, depictedeir gubject matter and cinematography, in
order to find the ‘real’, the ‘authentic’ and theverlasting’. Paradoxically enough, they
were not completely cut off from Europe since thegd acquired European filmic
education, aiming at making films which would goybed the borders of Greece. Indeed
the so much needed nationally distinct cinema fioward-looking film-makers did not
rely on distinctions such as local/foreign or Gredlestern-European, a fact that explains
to a large extent the affiliations of this movemavith belated modernism in Greek
literature.

After a closer look at the interviews Papastatt@segafter the release dhe Only
Journey of his Lifehe reader would observe that, apart from detdotsut the production,
the director often referred to his status as aruauEven if contemporary viewers had not
heard of him before they would then learn that VWG C, history, literature and Greek

2 An illustrative example of this might be Peter B& contribution to the special isue #GSon Greek
cinema. His account on the two film adaptation&atantzakis’s novels does not comply with the oathe
editor of the volume for papers which could ‘seasa springboard from future debates and [..] d&tau
further research o&reek fim in the English language in the next centiConstantinidis 2000: 1.

® Papastathis worked as assistant director in 1968-hnd contributed to the publication of the
journal Zbyypovo¢ Kivyuozoypdpoc [Contemporary Cinema 969].

* In those years, cinema equalled the highly megast movies of comedies, populist melodramas,
musicals, war and mountain films. See Mitropoul®@8@ 274, Constantinidis 2000: 7, Soldatos
2002:13.



everyday life was rediscovered by directors to beeam matter of self-knowledge and
moral order.

[H yevid tov Néov EAAnvikod Kwvnuatoypdeov] [...] ékave T otpoen
oV 1otopia, otV Aoyoteyvia, otnv kadnuepwn Con [...] [Tote] éyve
GTPOQY GTNV 10TOPia, TOV NTAV £VO E100C AVTOYVWTING, LE TPMOTOGTAT
oV ®00wpo AyyehOmOvAO, TOV O TANPT], TOV O CNUOVIIKO, MG TPOG
™ ypagn, oknvobEtn avtig g yevidg [...] Hrtav vadbeomn dapopetiknig
nOikic  wlng, Oyt vmdbeon emayyeluaticpod (Papastathis in
Georgakopoulou 2002- my emphasis).

The above statement was made by Papastathis, wi&watetre explained that he was
interested in prose fiction and poetry because thegyict ‘Greek life, Greek landscape,
language, action, human behaviour (Fais 2002 8).his discussion about Greekness,
discourses of continuity, patrilineage and ethresagnt came strategically into play. He
stated, for instance, that he felt as if he was dtieic decendant of ‘Papadiamantis,
Vizyenos, Cavafy, Seferis and Elytis’ (Georgakopou2002: 68§.0n a personal level, he
subtly yet indirectly made a connection betweeny¥ims who narrated stories of his
childhood, with the days of his own (that is, theector’'s) adolescence when his first
encounter with literature took platéihat is more, it is obvious that he is consciously
aware of Vizyenos’s place in Greek literature amel discussions about the author’'s work
in criticism, a fact that made the interviewer VeBaorgakopoulou ‘feel as if | were a
student in a literature class’ (Georgakopoulou 20@&}®

Papastathis’s strong feeling of living on the fengf mainstream film industry fuelled
a hellenocentric approach or what Katsounaki callegllenocentric, literary passion’
(Katsounaki 2001). His status as a peripheral]l@atial director determined his purpose
when adapting’he Only Journey of his LifeQuoting Panagiotis Moullas’s belief that the
story is about a ‘study of death’ (Moullas 1980p&stathis defined the role of his mission
as drugging Vizyenos out of the past and his matgtace where his contemporaries had
placed him (Georgakopoulou 2002: 20). Accordincghit® own words, his inspired duty
towards the author and his work was to make a carhorewriting itself. Nearly ten years
before the shooting of this film took place, heided the role of the adaptator. He stated
that

®a vroPabuilape Tpaykd T Aoyoteyvia ov motedape 6Tt T0 LdVo TOL
umopel va pog odoet  givor  kAmoww  TpavtoyTd  Oépato  yuo
KIVILOTOYPOQIKT EKUETOAAEVGN N onplakomtoinoT. AALoD PBpioketon 1
ovoio: miow and ™ Spdon, oty ido ™ ypaen (Papastathis 1990:
523).

> ‘H edvikhy {on, 10 EAAViKO tomio, 0 Adyog, 1 Spaom, ot avOPOTIVES GUUTEPLPOPES TEALOVTOL Omd TIG
TVELHOTIKEG EMeVOVOELG TNG moinong kot tng meloypaeiag’, in Fais ‘Den mporeis na xefugeis apo te zow
kanontas kenematographWivliotheke 28/06/2002. Papastathis’s involvement with Gresknean be also
manifested, apart from his three full-length filtashis recently published short storlde Nuchterida Petaxe
andHe Heseche kai Alla Diigemata

® ‘Nowhope mardié tov Homadopdvn, Tov Biunvoo, tov Kapaen, tov epépn, tov EAvty’, ibid. 48.

" Papastathis goes back in his childhood in Mytelehen Epyaiopovv oe éva oeaiptotiplo Tic Gpec Tov
dev giyo oyoleio, poipalo pdpkeg kot EpTiayvo Kapedeg. Zoyvaloav ekel Aoyotéyves, Lopemuévol avlpwmot,

ot omoiot pue pomoav otn Aoyoteyvia'. See Papastathis Eikones

8 See also Georgakopoulou’s articleSieftherotypiae online 13 May 2000.



In other words, Papastathis was interested neith@dapting a literary text freely, just
because he has an affinity with it, nor in creaangecondary film based on the literary text
using cinematic tools (Zannas 1990: 199). Papastathnted to go beyond this dilemma.
His aim, he says, is not the ‘literary work’ buettext in its textuality (cf. Barthes From
Work to Text). He decided to turn the book to ciatimimage aiming at the revival of the
story as well as of the book and ofgigphe

Let us now turn to the film and see howtlal above come into play. Had it not been
for the addition of a frame-narrative, the film idtnave been a rather dull adaptation. Not
only did Papastathis retain the main story ofditBiorgis, his experience as an apprentice
tailor and his trip back to his hometown to see drandfather before he dies, but he
deployed the same narrative tools as the authdeitting them to the demands of the
cinematic medium. When casting the parts, the ttiregave the role of both grandfather
and Vizyenos to the same actor (Helias Logothetns) the role of the little kid to a girl
(Frangiski Moustaki) indicating the shift of idéres and (in the latter case, cross-
dressing) experiences between grandfather andrkab doing, he seems to have taken on
board to some extent Michalis Chrysanthopoulostgjce that

by identifying the ‘I’ of the discourse with the ‘of the character or
the narration Greek criticism has not only projdcecertain image of
the author, but also excluded the possibility of #uthor's being
inscribed not in the narration but in the other rabters

(Chrysanthopoulos in Beaton 1985:12).

Editing literally follows the rhythm of the book,hile the imposing photography blends
tale and fantasy with narration, pictorialism wiftiklore. Let us see now how and why
Papastathis, contrary to his statements, is fdjtlafart from the adapted story as briefly
discussed above, to the myths surrounding the @entiglace of Vizyenos in Greek letters.

Where Papastathis might have had the chance tpedickelity was exactly in the
first level narrative of the film. The adapted ghstory functions as a second level
narrative in the film for in the opening scenes see Vizyenos’s last moments before his
admittance to Dromokaition mental clinic. Notwitlaistling the scenes about his passion
for the adolescent Bettina and his consignmentiécasylum the film is certainly not about
the human side of the writer. If the opposite i tlase it is due to the following images of
the author recollecting or reading his short stooyn the journalEstia in the premises of
the clinic. | argue that the moment Papastathisgsld/izyenos in the asylum the director’s
playful reconstruction of the figure of the authegins.

Dromokaition is a place which exists and does magtealmost a non-topos, where
the writer becomes figure living on the fringe otciety. After some initial scenes where
Vizyenos wanders around aimlessly among other mgaths in corridors, bearing a cap
which differentiates him from the others, in thetref the film he is still, sitting in isolation
from the rest. As far as cinematography is conakrtiee asylum becomes almost an ideal
— idealised even- space: mise-en-scene impliesetvextything is clean-cut or politically
correct, and the light of the sun beaming insideahthor’'s room creates such a dramatic
tension that the viewers cannot do but identifyrtkelves with the author. In terms of its
emotional impact the film is successful with no bbu

Only with his death can the author leave his cadjrperipheral space. But even then
he is still alive. When in the last scene the autias just died, his life, Papastathis seems
to imply, would have been lost forever had it nee for ‘his books [.].his manuscripts’
which a nurse places with care in a suitcase. 3hitcase, essential in the film as several
close-ups indicate, stands as a metaphor fortitexaThe author, through his work, will be



literally handed in, circulated by the new generati Only through his written work can
the author leave his confinement and make the fjmmimey’ of his life.

Papastathis was not interested in making any regstsen about or interpretation
of the novel per se but, contrary to his own waatleut his focus on the writing,
he focused on the author. He did not engage himgt#ifthe human aspect of the
writer but rather with the idealised image of himusing any means the camera
could offer. On a deeper level, he commented onpthwer of cinema per se to
construct identities.

By narrating both the short story and the mythsutating by Viyenos'’s life the camera
renders the film not so much an adaptation ofadrty text but rather a comment on the
power of the act of cinematic narration in consingcidentities.

With The Only Journey of his LifPapastathis talked about Vizyenos not from a
peripheral position. The adaptation was financed Gneek, Turkish and European
production companies and was highly celebratedhénprestigious 42 Thessaloniki Film
Festival, where it won eight awards, among whicar@rPrix for Best Feature Film, Best
Cinematography and Best Film/ Dewards Audience AWaThe subject-matter of the film
and its production privileged the film over otherpre daring and distinctive, films which
took part in the Festival, nameBekapentavgoustaandPes sten Morphini pos Akoma tin
Psachlrgo Except for national, the film got internationalckim in festivals throughout the
world.

How was the film received by critics? Maria Katsakintraced the ‘Greek soul,
honesty, original passion’ in the film (Katsoun@kiO1), which later Vena Georgakopoulou
praised as being ‘not only very good [...] [but algtkllectual’ (Georgakopoulou 2001).
Stratos Kersanidis mentioned the ‘moral justifioatof New Greek Cinema’ (Kersanidis
2005) and Mare Theodosopoulou went as far as indlaat ‘it has already become a
myth’ (Theodosopoulou 2003J. In other words, it was believed to have raised the
spectrum of ‘quality’ cinema. Interestingly, thensaview about inspiration and fidelity in
the film have the speakers in the conference om$taghis work in 200% Although it was
not the most successful movie in 2001, it stangk m the ranks of popular films in 2001.
If in Thessaloniki Film Festival the film attractetie attention of the critics, Greek
audience went for comedies, nam@&byKidaua Byike ano tov [apaddeico [To Klama Vgike
apo tonParadeis®, 2Zzarxouav [Stakamahand O Kalvtepog puov @ilog [O Kalvtepog pov
®ilog], or even the avant-garde film adaptati@ss oty Mopgivy tawe Axduo v Poyva
[Pes sten Morphini poskomaten Psachnp which was provokingly neglected in the
festival (Rouvas 2002). Moreover, critics placed thovie in the genre of period piece
(towvio. emoyng) or historical (octopikr)) (Rouvas 2002: 532) and thus indicated that the
story of and about Vizyenos bears the burden abhisand memory.

It is obvious, as | have tried to show, that Pegthst, just like the grandfather in the
original short story, tried to piece together digiet fragments surrounding Vizyenos and

° The rest awards were Bet Cinematography, BesD8sign, Best Music, Best Sound, Best Make-Up and
Best Costume Designer.

191t was screened in the 26th Contemporary Worlde@ia (Toronto, 2001), Soffalnternational Film
Festival 2002 (Best Cinematography), in Medfilm Rorilm Festival (2003, Best Film) and in the
international film festivals in Hong Kong, D’AmouMons (Belgium), Chicago, Istanbul, Cleveland,
Singapoore. See Rouvas 2002: 532-533. It was steuhfor the 78 Academy Awards in the category
Academy Awards for Best Foreign Film.
M EMmvucn woxs, evipotnta, yvioto wdooc’, ‘H nowy ducoioon tov Néov EAnvicod Kivnpatoypéeov'.
‘H edMnvikny mapovoio oto 420 deotifdh Oeocarovikng dev eivar omAdg moAD kaAn. Htav kot wning
nvevpatikodtTog’, [0 kvnuatoypagikdc Bilunvog tov A. TTarnaotddn] éywve 1om pobog'.
12 As later published in Tomai- Konstantopoulou (2001



various readings of Vizyenos'’s short story. It meresting that, in order to direct this
adaptation, Papastathis was supported by stateifuhgstry as well as well-structured
politics to promote abroad this film, and, througgjHocal cinema production and the image
of Greece. In my view, it was exactly Vizyenoste lihat made Papastathis suture together
different fragments about Vizyenos and his worlo iatlarger narration in Greekness and
Greek cinematography in 2tentury.

With Michel Fais and his bodkreek Insomniathe mythical embroidery is being
unsewed as a proof that Vizyenos’s myth does nmoane fixed, yet still retains its status.

Michel Fais’s Greek Insomnia From Sewing pag1) to Writing ( coyypagi)

The next case study | am going to turn t&reek InsomnidEiiyvikn Avmvia] where
Michel Fais, departing from an approach which idesl and marks Vizyenos out of his
contemporaries, is interested as much in his autobiography as in a biography of
Vizyenos. Fragments of glossaries, archive matémah Dromokaition Clinic and letters
written by the author and addressed to Vizyenosndltogether in a single whole. The
presence of Vizyenos can be traced in the glossaiiid words of his works as well as in
guotations from his works in the letters. Moreoverjginal archive material from
Dromokaition clinic describing diseases and thergptestifies to crude realism, while
letters represent Fais’s main contribution in tretitfous aspect of the book. However,
Vizyenos is omnipresent in the whole book since llies and his work, together with
interpretations of it by critics of his time all enge from the hybridic writing.

Vizyenos is omnipresent, but always absent, | wadd. Fais follows postmodern
literary trends, especially in their awareness @ ftunction of the form in constructing
meaning. In their work, postmodernists offer muéiglternatives which invite the reader
to take an active part not in the constructioneality, but in the construction of his or her
own version of it (Tziovas 1987§reek Insomniain the form of a postmodern hybrid,
dismantles Vizyenos’s life which has been for saglacontaminated with myths and
inconsistent assumptions made by his critics affgdhe reading public. For Fais, his aim
is

Vo, akpeTNpLalo 1 va pdfio ototyeio mov £xm Aabpakovoel, Tov Ex® Ol e
KAE0TA pdTio, mov pov yubipilovv ot apddeg mov dev a&imbnka vo cupw
(Fais 2003: 106).

Fais’s technique is sewing different patches so ttie@ outcome is a patchwork, or,
using a word of Vizyenos, anpwro (quoted in Fais 2004: 178). In so doing the writer
takes the figure of Vizyenos out of its mythologdicaist while challenging on the same
time a single biography. There &biography out of many others and every reader is
invited to make up his or her own version, accaydim his or her own will. WithGreek
Insomnig what remains in the end is a figure of Vizyen@zahstructed, dismantled,
dissected, purified from long prevailing discoursbsoken into tiny parts, only to be
rearranged in different pieces, quotations andmpsans. Vassilis Lambropoulos would
certainly add that with Vizyenos

neither the sources nor their contemporary amalgamaeem to belong to
or form an organized whole, a linear narrative anrorganic tradition.[...]
[OJriginals lose their quality of origin and becomemadic: they circulate
but cannot function as tmpos a commonplace, a shared site of ancestry,
feeling and reference (Lambropoulos 2002: 192).



What Fais and Vizyenos have in common isirthearginality, expressed in
geographical terms. Fais considers himself &sic’ povipng BaAxkdaviog - dniadn
uetapulavtivog- youévog oe kevrposvponaikés Pipaodnkec’ (58). Born in Thrace from a
Christian mother and a Jewish father, Fais livedkamotini most of his time,in the in-
between of two religions and two places. At facédueaGreek Insomnias about the
biography of Vizyenos. On a closer look, howevernsian autobiography of the writer
through his symbiotic relation with another writas visualised in the front cover of the
book. It is not coincidental that in his previousok Honey and the Cinders of Gddo
Mél kau n Xtaytn tov Oeo0] (2002) Fais constructed the life of recluse Javpainter Julio
Kaimi, born in Corfu, again in the form of pasticles he argues, by writing

[...] mpoomabd va ddow amdvinon oto mov PBpickouat [...] Potilm
avTO OV LE EVOLOPEPEL HECH TNG Proypaiag tov dAlov. Bételg, pe
Ao Aoy, évav kaBpEéet Kot PAETEIC TO TPOCO®TO GOV UEG® TOV
dAlov (Fais in Pimblis 2005).

Vizyenos, for Fais, is minor because he writes£d pvbiotopriuate pog ekmatplopévng
YPOPNC uésa oTov id10 TNG TOV TOTOo, uéca oty idto g T yAwooo (174), talking from a
minoritarian viewpoint and departing from both tBehodoxy of Papadiamandis and the
Europeanism of Roidi§ From the instability of Vizyenos's life Fais dealth the
instability of his critics vis-a-vis his place ihg Greek literary canon throughout the years.
Vizyenos is a case in point as criticsuoroydptndes (52),

TPOoTafovy Vo, GOG KOWYOLV KOl VO 060G PAYOUV GTO OVOO KOO0V
eBvikod otdyov. EE ov ko ota ypovie cag m Acoypoeio kot 1
nboypagic (cav  vo  Aéue  oONUEPO T UETOVEMTEPIKOTNTO)
yvevvoPoiovoav cav kovvéleg Apocivndec kot Kovdvidxkndec. Eoeig
OUMC, Eva TPOCPLYAKL TNG AEVKNG GEMDAG, TN LOVY Aooypapio Kot T
uévn nboypagio mov exBvpoVGAUTE VO EKPPAGETE NTOV TO, TOPAYLEVOL
EVOTTVIOL TNG TOUOIKNG GO NAMKING- TOVG ACUTUSIOCUEVOVS LAPTUPEG
™G AdGUAoTNG ADTVING OO,

Following Fais’s line of thought, literatureritmue, Greek identity and national
narrative are all fluid and complex constructedabsewing practice. The book went out of
print within two months after its first publicaticand has been reprinted three more times
since. As for the critics who commented®reek Insomnidhey praised it because, among
other things, it deals with a ‘Greek’ and natiosabject® and has a ‘political meanindy.
Greek Insomniaseems to be part of Fais's general project on &ipg since he has
published other works on him, included Vizyenostavg photograph in a photo-album,

13 See H mapagpooivy cag eivan n omévinon oag agevoc oty miotn tov Momadapdvn Kot apetépov oty
gipoveia tov Poidn. To véonuo tov pvelov givorl n TpdTN TOPAKAUYN TOL ETLXEIPEITE TOGO GE GYEoT LE TNV
Kbtwbev opbodo&ia, 660 kot pe tov dvmbev e&evpomaiopd mov doperilovv tov 16mo. H yevikn moapdlvoic
TV PPEVOV UETE KIVHTIKNG 0T0Cllog €lval TO 1OYVPOTEPO EMYEIPNUO UIOG HUEIOVOTIKNAG AOYOTEXVIOG OV
@hodotei vo mapapeivel petovotikry’ (60- italics in the original).

14To 0épa eivon eEdyme eEMVIKd, dnhadn avavBpdmwo’, in Exarchopoulou 2004,
15 To va Stahéyeic wg mpoTumo Tov Bilomvod kon oyt tov Iomadiopdvn ovte tov Poidn, éxel o onpacio
TOMTIKN OV 6Tavia TV d1dackopacto 6to oyoAgio’, in Chartoulari 2004.



exhibited a painting at an exhibition of works ab¥izyenos and edited a book with short
stories written by authors inspired by Vizyerbs.

Roula Pateraki’'s Dramatic Theatrd&Reading Fais'sGreek Insomnia The Performance
of Nudity

When Roula Pateraki decided to ad@peek Insomnian stage in winter 2006-7, she
kept some of the ‘marginal’ aspects that Vizyenogsais’s view, had. The dramatization
of the book in theatre, under the same title, wagesl between December, 18 2006 and
January 20 2007 in Embros Theatre, an old printingse turned into a theatre, in Psyrri
district in Athens. The performance was the outcaimBateraki’s collaboration with Fais,
something which is clearly mentioned in the programand visualised on the front cover
of programme notes., where, apart from the titMichel Fais’s Hellenike Aupnid’ it is
Vizyenos's grave photograph as supposedly takeRais'’ It should also be added that
this was not the first time that Fais’s novels wadapted on stadé.

There were three actors on stage on the same g, of whom stood in a different
place and represented a different narrative voicth@® novel. The voice of the author-
meticulous researcher was performed by Tassia r8d6a who was behind a bench,
reading the archive material from Dromokaition wh#moking, video recording and
listening to music. On the other side of the staigere was Aglaia Pappa who was reading
letters addressed to Vizyenos. The two actressessmmally removed the two portraits of
Roidis and Papadiamandis hanging against the wviadlieating the presence of other
authors on stage. If the two actresses, who peddrthe two aspects of Fais were in a
delirium of creativity, reading and throwing awaggqes of paper, Vizyenos (Konstantinos
Avarikiotis) was in a delirium. The actor was clgaset apart from the rest due to his place
in the centre of the stage. Moreover, his perfomearwas the most unconventional of all
the three. The audience could follow his life frtme early days, when his coquettish figure
with a fancy costume, top hat and cane stood ffihancial support by his sponsors, up to
his latest days in the asylum. What followed a tmikiko song danced magnificently by
Avarikiotis'® was the most powerful moment that would not shiiek audience if the
performance was not about Vizyenos. Avarikiotis ktooff his clothes and started
masturbating on scene. Pateraki, with this realfgiysical enactment, saw Vizyenos in all
his lurid truth in Dromokaition hospital.

1% Tedpyioc Bilonvée. Bifiioypagpuci Ipéraoy. Athens: EKEBI (1996) Yotepo Biéuua, Athens: Patakis
(1996), Art ExhibitionGeorgios M. Vizyenos Choros Technes 24 in 20086lotel- Evoixor g I pagiic. Me
tov I'. M. Bi{onvo, AAd kou Xwpic Avtév. Athens: Patakis 2006, respectively.

" The programme includes photographs of Dromokaitjtuas taken by Fais.

18 pvrofioypagia Evée Bifliov, directed by Thodoris Gones, was staged in Korhatid Patras in
2005 only for two performances respectivelfy Avipoyvva, adaptation of part oAegypius
Monachusdirected by Pandelis Choursoglou, in Metaxourddieatre in Greece only for a limited
number of performanceé] 116y ota I'évaza, directed by Thodoros Anastasopoulos in 20-30 May
2006, in Amore-Exostes Theatre in Athens. It halsgainderlined that all these plays were staged
only for a couple of days. In cinema, he has writtike script forDelivery (2004), directed by
Nikos Panagiotopoulos, based on Faid'$l6in ota I'6vora [The City on its Knee2002], the
book-album from Fais’s photographic exhibition. By time these lines are written, he is co-
wrting the script for Theo Angelopoulos’s next film

9 Nikos Xydakis’s music of Greek Insomnia includedgmal music from Thrace, music composed by
Sopin, Strauss and Beethoven, rembetika and Thakidts music. See the programme of the performance.



Pateraki remained as close to the original noudlshe shiftedher attention from the
autobiography of Fais to the biography of Vizyen8fie wanted to present him in a
realistic way, having fully grasped the author’scis that propelled him to a top place in
Greek literature. In an interview she charactexély stated that

Epeig o EAMAnveg elpoaote mavta Alyo koumAelikol, Aépe cuvéyeia “a, oev

&yovpe peydAovg ouyypageic, oev éxovpe Evav Mmolldx, évav TLotg, évav

[Ipovot”, aAld eyd dev EEpw av ot Eévor €yovv €vav Poidn, évav

Mamadioapdven, évav Bllonvd. [...] tétoeg dovielég otnv EAldda [...]

EYOUV GYEOT HE TNV EAANVIKOTNTA LOG KOL HE TNV €0VIKN Hag KOLATOOpA.

Ot Beatég Ba avayvopicovy Kt and v “maTpida TOV YPOURATOV” Kol

mv “motpida g YAdocac” tovg, mov givar moAd onuovtikny (Pateraki in
Birbili 2006).

Pateraki is interested in adaptations because ith@jve the transformation of the
written, enclosed yet theatrical text to its reatlisn in the form of a performance (Pateraki
in Birbili 2006 and in the programme of the perfamae). In the case @reek Insomnia
by staging a performance instead of a conventipltegl, the director retained the original
language of the book and its intense and monotorfeeng, as caused by the
palimpestuous form to the book (Pateraki in Birl@006 and Cleftoyianni 2006).
Notwithstanding her purpose not to treat Vizyensaanyth she still held the view that it
was Vizyenos and the language which he used, linke@reekness and Greek national
culture, that made her adapt Greek Insomnia. Tims,twith her project about Vizyenos,
she managed attain financial support by the J.oStdpoulos Foundation. The programme,
which included reviews about Faisdreek Insomniaand advertisements of Fais’s novels
and Papakostas’s publication of Vizyenos's lettevas printed with the assistance of
Patakis, the publishing-house which put Gueek Insomnia

Concluding Remarks

So why did a contemporary film director, author atage director adapt Vizyenos
then? It seems that the distanced relation betwdeyenos and his adaptators allowed
them to draw upon different prevailing myths sundumg him. Their touchstone was
Vizyenos's peripheral place in 1&entury Greece. Papastathis worked from the camite
transformed Vizyenos into a hero who has stoodstoty and still holds a special place in
Greek Letters. If the film consolidated the mythiaamage of Vizyenos, Fais'&reek
Insomniawas less about the generally circulated myth afy®inos and more about the
function and role of minor literatures in modernriglo Last, by directing Fais’s book,
Pateraki used nudity to present Vizyenos in an owentional way. The adaptations of and
about Vizyenos discussed go beyond binary oppositisuch as centre/periphery,
national/international, rupture/continuity and hbiaghy/ autobiography.

In my paper | did not seek to provide a full-fledgenalysis of the formation of the
figure of Vizyenos in the latest years in Greeoethiat case, | should have equally referred
to adaptations for Greek televisfSras well as Demos Avdeliodis’s famous performances
with Anna Kokkinou inMorphes apo to Ergo tou Vizyen{2000) and Lydia Koniordou in
To Monon tes Zoes tou Taxidig2007). Although | did not seek to provide an axdiave

2 n the first one, directed by Vaggelis Serdarimr@os Kimoulis plays the role of Vizyenos (ERT)itehin
the second one, entitlededpyioc Bilonvés and directed by Christophoros Christophes, Andonis
Theodorakopoulos plays the role of the writer (ERT)



analysis of how Vizyenos has been adapted, itrdehd to show some of the connotations
and discourses involved when adapting literarystdat the big screen or for stage. In
addition, it was an attempt to show how the refetiop between literary texts and
adaptations is complex, intricate and interwovemnstitutional discourses and practices.
There is no doubt that this is not a simple taskehlity, it is controversial especially when
power and influence have been accrued to the woftdve original text. Adaptations either
accept the fixed views concerning the writers awbgnize a coherent and stable order or
shake off their authority of the writers and thaaxts questioning the national rhetoric
about them. In my mind, adaptations are culturatatizes. Investigating the dynamics
inscribed in these texts is as much daring asfassinating.
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“Super hero comics fandom and psychosocial identitgonstruction in
late modernity”
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Abstract -This paper deals with the Psycho — Social Ideictitystruction as
an evolutionary process in the socio - culturalteghof post - modernity.
Readership choices are thought to be a psychoialdogestment on the
way to the adulthood and to identity constructiad also a significant code
which can reveal not only the meaning of the pesbalevelopment, but
also the reader’s perception of the Zeitgeist. f@search gleanings hold up
a model about the appearance of specific psychocials“growing up”
stages according to the readers’ internal and meateeality. These phases
and phenomena are common both for readers antidorfavorite heroes:
there aren't only the individuals who are on theywa adulthood here; we
find the same patterns in society’s “growing upogedure through its
projection in the media products. In this contéxppears that individuals,
societies and cultural capital seem to follow thme specific steps at least
in terms of structure and proportion. The qual&timethodological
approach follows the multi - perspective deal & #ubject, practicing the
“montage” technique of the “Bricoleur”: a perforntanof a various number
of diverse tasks, ranging from the Life Story Apmeb to the semi —
structured interviewing and from the in depth cabtenalysis and
projection techniques to the interpretive reading.

Key words — Fandom, popular culture audiences, psycho - km#atity,
imaginary, post — modernity, moral development.

THEORETICAL AND METHODOLOGICAL DIMENSIONS

Philosophers of our time (Giddens, 1990; Beck, 19B2auman, 2002,
Balandier, 1994) talk about the end of history pag out that we are trying to
understand and to find a meaning to reality throoghcentration in the fragments of
everyday life; generally through what used to bevkm during the Hellenistic Times
as the “minima” (Cioran, 1988). Today the storyingl of mass media is the profound
narrator of our history: history of the individual its society, of its time and of its
culture. With their persistent cataclysmic preseimceomics, cinema, advertisement,
television, in objects we like, in every spontare@n more systematic choice we
make, media narratives introduce a MacLuhanic ekbenof our selves projecting out
there, available for consumption, what is insidej at the same time expressing our
comment for what is happening around us.

Here we study the narrations of super hero confing. we try to understand
their meaning through the point of view of theinsamer, their systematic reader; the
comics fan who is not a pathetic hypnotized figafeconsumption, or a victim of
subculture, as more then 30 years of study abauiosoand their audience is trying
desperately to prove (Wertham, 1954), but an indiali who keeps the power of its



personal choice. We point out the importance of rsership choicand we are
trying to show what this choice means psychosacfall the person who makes it. In
this context we put under theoretical and methaglo#d discussion 3 questions:

* Which are the basic terms that analyze and desdhibereading
condition where the reader appears to be “imadiynadnvinced” by
the hero and the story he/she reads?

* What is the description of the heroes and the edotat appear to
convince imaginarily the reader in every stage isf psychosocial
development.

* What these specific readership choices tell us attmuway that the
individual face his inner and external reality?

We will show how Greek super hero comics fans chagecific_types of super —
heroesin every stage of their psycho- social developmentacs (1960) and Eco
(1994) have suggested that when we talk aboutmcay hero” we describe a person
who can convince his reader for its social, paitipsychological or historical truth.
In our study we understand that a typical hero nestimaginarily convincing” for
his reader, in other words must be capable to sgpwehat the reader finds true
referring to his internal and external reality.

To understand this idea we first need to discussrtically a few basic terms.

The fandom

Generally it is defined as the regular, emotionadiyolved consumption of
a given popular narrative or text (Sandvoss, 2@l it is associated with
a particular form of emotional intensity or “affécto the reader
(Grossberg, 1992).

Psychoanalytic approaches to fandom (Creed, 1998 1994, Elliott,
1999; Hoxter, 2000) emphasize the intense emotiboat between fans
and their objects of fandom through processes sglprojection and
introjection (Freud, 1905/1977; 1927/1982; 1923A)3& the intermediate
function of the object of fandom located betweea spheres of self and
object world as transitional object (Klein, 19463020 Winnicott,
1951/2000).

Psycho- social approaches to fandom (Sandvoss,) 20@bed that the
relationship between fans and their object of fande based on fans self
— reflecting reading and hence narcissistic plessuas fans are fascinated
by extensions of themselves (McLuhan, 1964), whibey do not
recognize as such.

The imaginary

Lacans’ “imaginary” (“imaginaire”) (1949) as bagpart of inner reality:
Refers to the “mirror stage” to describe individsdhith to be captured
for ever in the image of an “identical other” (lmsage on the mirror). The
personal meaning we recognize in every object dsfithe “imaginary”



area. We suggest that the meaning that every coiac$inds in every
super- hero that recognizes as “convincing” reveasmaginary.

» Kastoriades’ theory (1978) about the “imaginary stamction of the
social” suggests that imaginary social meaningsareedded in everyday
life’s time and place defining the area betweerology and Culture. We
introduce that the super hero comics content, alitg the personal
meaning that their reader finds in them is captunede.

The idea of the development of self in stages

Developmental psychosocial changes in stages frioildhood to adolescence and
then to maturity support the diversity of the raatlg choices. We refer among
others to:

» Eriksons’ theory for “the eight ages of the indival’ (1990).
» Kolberg’s work about the stages of the moral dgwelent (1963, 1969).

|dentity and post — modernity

Giddens (1990) and Bauman (2002) describe a new aypdentity which is defined
as constructed by the fragments of modern life.feethis kind of identity projected
at the readership choices of the comics fans at taee stage of their history as
comics readers.

Putting this schema in practice we approached objest in a purely ethnographic
gualitative context, based on the life story tejliand the interpretative content
analysis of 40 semi- structured interviews with ékrasystematic super hero comics
fans (Brooker, 2002). All men as described by #levant theory (Barker & Brooks,

1998), based in Athens and Piraeus and aged 188 gld.

A. ANALYSIS OF THE “IMAGINARY CONVICTION”

Readers develop an important bond with their obgfcfandom when they feel
“imaginarily convinced” by it. This happens wheretbuper hero they favor projects
their empirical truth about their selves and theleveéhey live in. This condition of
“imaginary conviction” is analyzed with 3 speciferms:

1. The “imaginary credibility” Refers to specific claims for credibility thaetheader
has in connection to what every time thinks of getine “truth” in his internal and
external reality (definition about the “human” inper hero comics, representation of
the social, ideas about the moral and ideologg.g.t.

2. The “empathetic enchantmenbDescribes the sense of enchantment that the reader
feels physically the moment that he reads sometthiagis imaginarily convincing. It
often appears in reference to 1) the sentimentaradres of the favorite hero, 2) the
super — hero powers, 3) the “bad” character anditiience in the stories.

3. The “imaginary escape’lt is what readers describe as “escape fromty2and it

is at the same time an elusion of the inner realitd an appeal to the time of the
narcissistic childhood almightiness.




These 3 basic terms of “imaginary conviction” appeabe transformed in time and
from stage to stage in reference to the specificeldpmental stages of identity
construction and also in connection to how thevildial responds to the changes of
external reality (see Postmodernity).

B. THREE STAGES IN THE COMICS FANS READERSHIP STORY

Our research suggests that what comics fans fav@aid at every significant point in
their history as super hero comics readers refléeterent psychological, cognitive
and psychosocial dimensions of their identity depslent. In this context we can
organize their readership choices in 3 specifigegain reference to their age,
preferences and imaginary motivations.

1. 1*'Stage (8-13 years old): classic super — herosiéBmian)

Emphasis to the body super hero powers and tolthendn” dimension of the
character, idealization, absolute “good — bad”

2. 2" Stage (13- 17 vears old): super — hero groupsIBN)

Emphasis to the impressive super — hero powersimgrik synergy, to the social
life of super heroes as members of their group;téen boyish” personality
characteristics as independence, masculinity, ciapness

3. 3" Stage (17- 36): postmodern anti — heros (Spawngdr8an, Sin Sity,
Watchmen)

Emphasis to mental super — human powers, relatiniterms of ideas, morals,
ethics, absorption, violence, social realism

If we have a good look at these tree stages wengctce a series of basic transitions
that describe the individuals’ change through time.

- From the absolute to the relative in terms of valumoral,
ideology in narrations

- From emphasis to physical super — hero powers fzhasis to
mental super — hero powers

- From “human realism” to “social realism”

- From focus to the super — hero to focus to itstorsa

- From a “modern” type of reference to a “postmodemé

CONCLUSION

The study of the readership choices can revealthethat comics fans deal with
their inner and external reality in specific stagise psychosocial study of a mass



medium that appear to be “imaginarily convincingincreveal the way we are
growing up as psycho — social individuals in a pugtern context. In this context
we can understand how the personal and the stlegalndividual and its culture
follow specific parallel steps. We are all growing together, simultaneously with
our society and our ideology. Our identity appe&os be adapted to the
environment. Even (according to the concept of timsaginarily convincing”
symposium) the Greek identity to a Greek way of lidgawith a Greek
description of late modernity.
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Lieutenant Natasha: indirect support or critical
assessment of the Greek dictatorship?

(The burden of history in Greek cinema)

Ntellis Achilleas, PhD student, University of the Aegean (IKY scholar
for Film Studies) a.ntellis@ct.aegean.gr

Introduction

In this paper I am going to examine one crucial aspect of one particular
film through three different dimensions. This position refers to a general idea
but never justifiable, so far as I know. After 1974, in the 15" Thessaloniki
Festival, some opinions surfaced arguing that epic films such as Lieutenant
Natasha/Yriodoxayoc Natacoa (YN) supported the Colonel’s regime and did
not confront it at all (Kamvasinou 2006: 242). In the extremely political
atmosphere of the mid 70’s, due to the defamation of the so-called Old Greek
Cinema/llaAioc EAAnvikoc Kwvnuatoypagoc I1EK and the eminence of a new
generation of directors with Angelopoulos’ explicit thematic and stylistic
domination, the film industry and popular films collapsed. I am going to
examine this general idea in the film YN because the latter displays some not
so symptomatic characteristics. First of all, YN was screened at cinemas the
same year as Angelopoulos’” Avanagdotaon (Av). At the box office YN is
IIEK largest commercial success and Av occupies one of the last entries. It
seems to me that both pay heed to the historical narrative of crucial periods of
Modern Greek life, the first being right-wing and the second being left-wing,
however not exclusively. The former uses all the stylistic and thematic
conventions of Greek film tradition from a slightly different viewpoint, the
latter introduces the Brectian “Verfremdungsetfekt" or the "alienation effect”
in both narrative and form. In other words, Av introduced the then
contemporary European ideas to Greek cinema, while the former observed
quiescently Greek identity. From these perspectives, I think the commercial
success of YN constitutes the best paradigm of the examination of its
historical dimension which has been constructed via three factors: Aliki
Vouyouklaki’s (A.V.) persona, Nikos Foskolos’ career as screenwriter and
director and the genre of epic drama films.

1.1. Aliki Vouyouklaki’s star persona

Department of Cultural Technology and Communication 1
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At first, I want to outline briefly the main ideas that have arisen in
relation to stardom. In film studies, Richard Dyer’s seminal book ‘Stars” deals
with actors and actresses as texts and signs with explicit ideological and social
references (Dyer 1979: 22-98). Stars embody audience desire and from the
origins of this phenomenon around 1910, the American film industry
developed several tactics to feed the media’s lust for information about their
employees’ personal and artistic lives. Gradually, separate on and off screen
lives became at times fused and unrelenting. As Christine Geranthy
demonstrates, ‘it is this duality of image which is deemed to mark a star, a
duality which emphasizes a balance between the site of fictional performance
and life outside...between the glamorous film world and the surprisingly
ordinary domestic life of the star.” (Geranthy 2004: 185)If this is the main
characteristic of the persona of a star, there are another three features of
stardom, according to Pramaggiore and Wallis: the film industry, the persona
and finally subculture/fandom. (Pramaggiore, Wallis 2005: 331-332)

Aliki Vouyouklaki is an example of a star, because her personal and
cinematic life is inseparable. Her private and professional lives feed each
other. The Greek film industry depended on her persona. A.V appeared on
screen in 1954 as a protagonist and after 1959 as a star. Until 1971 her career
could be divided into the following periods:

1. 1954-1959: The Progressive Period. She is very unphotogenic in
comparison with the joyful, blonde and strongly made-up face after
1963 with the film To AdAwpua. She connects herself with young people

and consumerism.

2. 1959-1961: The Consolidation Period. The film To VAo Bynxe amo tov
napddetoco was not only a big hit. In this movie she costarred with
Dimitris Papamichail and they appear together in sixteen films
between 1959 and 1971. The persona in this period begins to form.
Main characteristics: androgyny, camp, puerility.

3. 1961-1966: The Affirmation Period. She adds her sexual image and
epitomizes the sartorial identity of Greek women.

4. 1966-1967: The Parenthesis of Renewal. With two movies
(AtmAomeviéc, H kopn pov 1 cootadiotpia) A.V. tries to disengage her
star persona from the foolish blonde school teenager figure in terms of
genre and ideology.

5. 1967-1969: Return to the Standard. The artistic and commercial failure
of the previous films forces A.V. to adopt the path of her secure star
persona.

6. 1969-1973: The Still-born Renewal. A.V is getting on for her forties and
cannot be a joyful young woman. She tries to change herself. The epic
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drama film YroAoxayoc Nataoa (Lieutenant Natasha) can be seen from
this perspective.

1.2.A.V. as a star in YN

AV/’s new dimension to her star persona was given impressive
reviews by Greek newspapers. Reviewers agreed more or less that «amofdAet
TA YVOLUA KALOE, auTd ota ool opeidel TNV MAATELX TG dONUOTIKOTN T
; and

«oav apxn N k.B. Ba moémel va evOapouvOr) va ovvexion Ttov
dpodpo mov daitvetal va 0EAN va xapdén pe v Tawvia TG avt).
Ymdoxovv otrypéc mov OupiCouv Ot av OeArjon pmoel va ekpodon
KATAOTAOELS Kol QOAOLG TIOL TIOAD ATEXOLV ATIO TV «TTETIATNLEVT)»
TWV TAWVIOV TG TV TeAevtaiwy etwv».(Kousoumidis 1979: 171)

In the initial stages it seems that film critic journalism pinpoints the
difference in her role in comparison with other movies. Thirty years later, two
other scholars, Yannis Soldatos and Maria Paradeisi, shared the same opinion.
Paradeisi believes that there was a new variation to A.V’s persona, which was
distant from the popular girl who achieved her goal with her audacity,
ingenuity, determination and naughtiness (Paradeisi 2006: 233-234) . Soldatos
claims:

«OAa kpavyaAéa oy tawia [YN], oto yvweuo vpog tov PawokoAov,
pe OQdom Kol KAAUa TEQA QMO TA HETOX TNG XAQOVMEVING OLUNG 1
aVAOOLUNG  TAOVAAG TOL WG  TOTE  €VOAQKwVE otnv  oBdvn 1N
BouvywovkAdxn. Kat 1 EOvikr) Avrtiotaon mépaoe oto GOVTO Y vo
TEOPANO0VV T aloOMpaTa Kot Tar KAAAN TG Mewtaywviotouxs» (Soldatos
2001: 59)

The first opinion echoes the reviews. The second one repeats some
general thoughts about the actors’ position in Greek cinema, as the generation
of the breakthrough periodical Xvyxpovoc Kwnuatoypadoc developed a
fragmentary theory. I am not going to focus on this. Rather I believe that
Soldatos’ second opinion was negated by the film itself. Let's see the final
sequence, in which two scenes correspond with two stages of A.V. star
persona new construction.

With the arrival at Aliartos” train station a large number of citizens
welcome her. The reception becomes a double acclamation: firstly the ovation
of A.V.'s star persona and secondly as the resistance woman who is more or
less a heroine. In this way Natasha’s double essence accepts the honors of the
army and the title of Lieutenant in a male-dominated profession. At that
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moment Natasha subordinates her female identity to the models of military
masculinity. Later on, when the camera films the plain where her dead
husband lies, Natasha passes a double row of soldiers who raise their phallic
symbols, their arms. When Natasha leaves them behind, the soldiers put their
arms down at the behest of the officer. It is at that moment when the heroine
is beyond the concept of masculinity and the hero. In fact she is in the sphere
of female bravery and posthumous fame. There, she confronts another male,
her husband, but this time, the latter is dead and mythologized.

At this point Natasha incorporates three identity shifts: the first
departs from the identifying with the version of male militarism, the second
pushes the female identity beyond the social norms of obedience and the
confines of the family and the third elevates the woman, Natasha, into the
sphere of posthumous fame. The last dimension revives A.V.’s star persona,
as it accompanies the pussycat persona from the movie To {vAo Bynke amo
tov mapadetoo. This progressive and regressive movement towards the
reception and rejection of (military) masculinity expresses a critical position to
male domination and power.

This latent critical attitude appears also in her attempt to talk, at the
end of the narrative. It is an attempt that belongs not only to the
melodramatic tone of the film, as she is a captive of her fate, but to the epic
dimension: she cannot talk to her son about the military past. She has to be
silent, to bring it within her psyche, within her fantasies mixed with
compulsion. In fact she cannot communicate freely about facts that have
marked her life since 1943, the year in which the film stopped the historical
narrative. Her emotions and thoughts are pent-up. When she tells her son,
“Yes, my son I feel you, (vat mawdt pov oe viwObw)”, she embraces him for 55
seconds. In this last scene in the plain the long embrace, the voice of the son
which comes from the past, inasmuch as it is the same voice as his father’s,
the conveyance of bravery to the new male generation creates a mesh of past,
present and future. +++

This contradiction between Natasha’s trouble to express herself in the
present, (and the present in the movie is the year 1970) and the convenience to
talk in the past (and the past in YN is WW2 until 1943, as Paradeisi argues
(Paradeisi 2006: 237-238)) and consequently to hear her voice and her
thoughts, indirectly can be seen as a latent political comment. This transfer
from the past to present strengthens from her appearance in film. The
ineffective attempt of being an old and young woman simultaneously
functions at two different levels. In 1970 A.V. is 37 years old and her role
demands two different time periods. She is playing a young girl, almost in her
late teenage period, who comes to maturity at middle age through national
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sufferings. If the time passage between the young and mature woman is fixed
more or less between 20 and 50, the 37year old V. does not realistically
represent either that she is 20 or 50 years old. She is too old to be young and
too beautified and smooth to be middle-aged. The time gap of almost 30 years
gives the opportunity to combine two different images, the rebellious but also
compromised woman. This to some degree explains the huge success of the
film with the audience and especially the female one, because this 30 years
gap constitutes an age group, guiding two different generations to identify
itself from a different standpoint: from being critical to remaining faithful
followers of the Greek idol.

Let's see now how this time gap takes place in the movie.
Vouyouklaki’s deliberate decision to be youthful is detected by two
mechanisms: the close-up where the viewer admires her fresh face and
clothes, which do not fit in with the Occupation period of the ‘40’s but with
the hippy era. For example, when she helps the villagers to roll the carriage,
the voluminous belt which ties her dainty waist, the chromatic differences
between her warm clothes and the countrymen, the symbolic blonde hair, the
pretentious movement of her body which is without question non realistic,
the distance between her and the other people, and finally slow motion forces
the narrative to be subordinate to A.V.’s star persona rather than Natasha's
character. The star Vouyouklaki undermines the movie’s historical dimension
and transfers the ideological implications of the movie to the present time of
1970 and moreover to the then her star persona.

Let's see another crucial scene, which adds a new direction to the
Vouyouklaki movie career. The example is the wedding ceremony.
According to Eliza-Anna Delveroudi, «ta yvvaukelo Xaoakmnolotikad tng
[Opdoog kal ToaXTvia] 0ev €yvav ETOKODOUNTIKA OTIAK e T OTIOlX TO
yuvaikeio pUAo Oa umopovoe va OolapPevoel emi TOL AVOQKOL OTNV
KLOLOTEQEN emdlwEr) Tov, To Ydpo.» (Delveroudi 2002:141). I do not wish to
comment on the melancholic feminism of this view. Rather I will adopt it in a
slightly different context in order to say that in fact Natasha marries her lover.
But this happens in the middle of the plot. If the marriage is the
accomplishment at the end of films after 1959, from 1965 onwards it is located
in the middle. So, this shift which is expressed clearly in YN, has narrative
complications. In YN, the orthodox marriage takes place in the middle of the
film in a highly dramatic scene. The marriage repeatedly echoes the true
marriage of Vouyouklaki and Papamichail in 1965. Even the display of
Natasha and Orestis” son calls to mind the recent birth of Vouyouklaki and
Papamichail’s son. At this wedding ceremony we do not only see the fictional
wedding. The viewer is reminded of her personal life and interprets the
cinematic-public fact through the private sphere. It is searching for the
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repetition of the famous couple and its cinemythology, but this time new
directions are added by A.V.s decision to add a new variety in her star

persona, as she repeatedly admits in interviews of this period (Kousoumidis
1979: 247).

The new star persona can now be sketched. In terms of a duple
personality in both personal and public life, the new star persona is the fighter
woman both in private and civic sphere: fighter not only to accomplish her
goals, i.e. to marry her love. She is marrying, but the obstacles after AaoxaAa
pe ta xpvod paAdid and YN comes from outside, the national and social
battles rather than erotic ones.

2. The historical narrative of Foskolos’ movies.

One of the major views of Foskolos’” movies generally and YN
specifically is that they ideologically supported the Greek Junta. Although
this opinion has never been developed and justified, it arises from the
commercial success of his movies, the technical support on behalf of the
dictatorship and Foskolos” directorial inauguration after 1967. The last belief
ignores that Filopimin Finos, Foskolos’” employer of the well-known Finos
Film Production Company, promoted already well-tried and successful
screenwriters to become directors, as for example, Alekos Sakelarios. I think
the most obvious accusation that someone could charge Foskolos’
movies with, is the analogy between social themes and political reality going
hand in hand with the melodrama genre. This mixture of different aspects led
some to grasp its meanings through the general political and realistic glasses
of the “70s’. By observing Foskolos” whole film and television career, I think it
is acceptable to admit that the melodramatic tone fits in more with his
personality, however with other Greek directors, such as Angelopoulos, the
ideological base of the movie matches.

Foskolos entered the Greek film industry in 1959. He was already 30
years old. Peter Greenaway in an interview for Greek Television once said
that an artist has formed his personality by this age ( Zacharopoulou 2005:
ET1). What prevailed in Greek cinema in relation to recording recent history
was the silence and the adoption of the dominant viewpoint with reference to
the traumatic events of the Occupation and the Civil War, as Yannis
Andritsos argues. After 1963, two major notions were formed through two
different movies. [1podotnc and MmAdko display the official version and the
socialist version of the EAM role in the Resistance respectively. According to
Andritsos, the movies of the first category
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«aAVATIAQLOTOVV T aTloTELTA KATOQOWHATA TWV CAUTIOTEQ 1)
naQovoLklovv peAodoapatikéc wotopleg pe Ppovro v Katoxr). H
avTiotaon MAQOLOLALETAL OAV  ATOKAEIOTIKO ONUIOVOYNUA  TWV
TEooT0 eV TNG ££0QL0TNG KUBEQVNONG Kol TTeQLOQILETAL OTOV Ay WVa
ULKOWV OUAdWYV OTIS 0Ttoleg nyovviat a&iwpatikol. Movadukog okomdg
etvat [n] ameAdevBéowon. Aev yivetatr kapid vOEN OTNV KOWWVIKY
dukotaon g AvTioTaong Kal amoownATaL 0 QOAOG TNG AQLOTEQAG.
‘Exovpe v oAokAnowrtikr] dwxoteéPAwon g aAnbewac kar )
onuwoveyta  plag  ewovikrg  moaypatwkotntas.  [Ot  tawvieg
xaoaktnoiCovtat]  amdé  tov  PedTko  NEWWOUO KAl TO
peAodoapatiopd.http://gr.f356.mail.yahoo.com/ym/ - _fthX Andritsos
2004:57)

In contrast MmtAdko did not create a tradition because the dictatorship
stopped such a development, mainly because the Greek cinema had already
adopted a more compromised view of recent history. Examining the film
production of the 50’s, Maria Stassinopoulou pinpoints that commercial films
followed the parody and irony in the case of comedy ( BA. Evac fpwac e
ntavtovPAec) and the melodramatic tone (BA. Ot ovpavol eivar dikoi pac). In
both ways censorship was surpassed (Stassinopoulou 2000: 37-52). This
conducted directors and screenwriters to choose an ambiguous frame for
their stories in order to speak for contemporary themes.

Under these circumstances, Foskolos entered the film industry in the
late 50’s following the tradition of compromise and the ambiguity. 1959 is the
era of the increase in competition between companies and mostly the
emergence of the Greek star system and Vouyouklaki as a national idol, as
established by Editor Eleni Vlachou (Kousoumidis 1979:203). Foskolos had
already tried his luck in theater, radio plays and literature. After 1959
Foskolos became primarily a screenwriter. It is not symptomatic that Aglaia
Mitropoulou’s influential book EAAnvikdc Kivnuatoypdagoc refers to him as
scenarist of the movie To ywua padtnke wxoxxwo. Undoubtedly, it is a
considerable movie inasmuch as it won international festival success and
principally, depicted recent history with a reference to a parabolic social
event of the past. According to Athena Kartalou, To youa padtnke xoxkivo is
a key movie for the unfulfilled genre of social accusations (tatvieg
KOWwVIKNG katayyeAiac) (Kartalou 2005, 2006: PhD, 154). In this film
Foskolos is the screenwriter and Georgiadis the director, while in YN
Foskolos is the screenwriter and director.

Both films share some common elements in terms of form, narrative,
and historical representation. Natasha’s family house recalls the Chornova
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one on the Thessalian plain. Several scenes of characters riding are reminders
of unsuccessful scenes of Georgiadis’ movie. Both protagonists (Odysseas
Chornovas/Nikos Kourkoulos, Orestis-Natasha Arseni) are constructed from
the position they have to take towards one particular historical moment (In
Xoma towards the acceptance of the agricultural movement and in YN the
involvement with the Resistance). The latter challenges them to march from
ignorance to knowledge, from inactivity to action and finally from
individuality to a kind of solidarity. This transition from private happiness to
public and national maturity is followed by the intense conflict between
characters’ loneliness and the perspective of future recognition as heroes by
their citizens. When they decide to do something for their motherland, they
have to sacrifice something or no part of their private life. While In Xwua the
hero played by Nikos Kourkoulos achieves simultaneously personal and
national accomplishment, in YN the heroine played by A.V. faces up to the
destruction of love and the failure of her secret national mission. If Xoua of
1965 has explicit political references and skepticism about the Greek
establishment, as Aglaia Mitropoulou believes, in YN of 1970 the political and
cinematic dead-end is prominent, as the final scene reveals: Natasha
embraces her son and imagines her past private happiness through the new
generation. (I will explain in the next chapter)

It is clear, I think, that from the beginning of his career Foskolos was
interested in the melodramatic representation of history rather than the
ideological one. I summarize: YN must be seen through three perspectives,
the Foskolian way of looking at recent history, the compromised Greek film
industry tradition of historical narratives and the way the audience accepts
history. I do not examine at this point the last one.

I now move onto the representation of past events when referred to as
present, i.e. how the events of the Occupation era deal with the Colonel’s
dictatorship. The movie YN tells the story of a missing woman’s return
Natasha, who travels from a German sanatorium to Greece. As she
approaches the Greek landscape, her memories begin. Natasha’s past is
represented by three flashbacks. I will examine the ideological implication of
the flashback in the third section.

At this point, I want to sketch the way of entering these. I will take the
line upon which the flashback is defined: the concept of time. In YN, now is
dated in the movie back in 1965, as the opening scene shows (Konstantinidis,
Kokalenios 1997: CD ROM, website of Tainiothiki). Watching the German
cars in the movies and Natasha’s clothes, I believe that this 1965 slips into
1970. I think that this contradiction between 1965 and 1970 is a matter of
escapism from censorship. I also add that I have seen two different editions of
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the movies; one with the date (1965) shown in the opening scene and one
without it. I do not probe it at all. I return to the time and flashback. Now
(and now is 1970, not 1965) has little space in the narrative in comparison
with the past. While the camera zooms in Natasha’s stone face and straight-
faced look, an impression is formed: now lasts for a long time. It seems that
Natasha is haunted by some terrible fact of the past, which in turn obsesses
the present. In other words, although now is limited, it acquires further space
through Natasha’s expression.

When she fantasizes about past events, two important factors are
revealed as determining her involvement in the Resistance group: Max, the
German officer with Greek origin and the spectators in the theater. Max’s role
played by Costas Carras belongs to a series of characters in Foskolos
screenplays where their names show double descent, as Athena Kartalou
argues (Kartalou 2005: PhD). His father is a German officer and his mother
Greek. The implication of the Oedipus complex, the blond hair, the German
profile and his passionate love imply his anxiety to be accepted by Natasha’s
maternal figure. Although Max becomes obsessive about his costume and his
phallic arm, his figure ultimately is not repulsive. He is cute, fluent in Greek
his ambiguity between his admiration for Greek people and civilization and
his duty to obey German instructions as invader is accompanied by a double
and metaphoric discourse.

If vacillation and need for acceptance are the key points of Max’s
character, I will now focus on how Max and Natasha’s relationship is
developed. Undoubtedly, their affinity is neutral at first. As the narrative
progresses, their relationship escalates like a game of cat and dog. Mostly,
when both collide, the crowd intervenes. I refer to a scene, where Natasha for
tirst time faces the possibility of involvement with the Resistance. In a very
well constructed scene in terms of cause and effect, men of the resistance
invade the theater, where Natasha is ending her performance. After a while,
Max enters. The collision is not only between Natasha and Max. It is amongst
artist Natasha, frustrated audience and the German officer as well. The
construction of the shots is significant. Close-up for Natasha’s face, medium
shot for Max and extreme long shot for audience.

Each shot has explicit ideological implication. We are watching
Natasha’s close-up, which recapitulates A.V.’s star persona: star Aliki as the
ultimate and unique star who charms the audience of this theater and
indirectly the Greek cinema for over 10 years. She is enjoyable and a light-
hearted maiden. The least but important contribution is to show the fugitive’s
exit is ambiguous, as her star persona is ambiguous in terms of her age:
young and middle aged woman, light-hearted maiden of ‘60s and mature
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woman of the 70’s. Her contribution occurs at the time of the German
Occupation. But, if we follow Foskolos synchronic reference of past events,
we can define the boundaries, in which the artist must realize his/her role,
and his/her obligations towards the regime. This latent political stance comes
together with the general one of high culture and pop culture in this period,
as Roderick Beaton argues. In his breakthrough Introduction to Modern Greek
literature, he claims that the metaphoric and connotative discourse dominates
in the literature and culture of this era (Beaton 1996: 330-334,338-340). It is not
symptomatic that Natasha sings about metaphoric concepts such as ascent
(avndooix), descent (katndooud), and darkness (owotewvid). At the end the
crowd applauds her warmly, although it is from a more or less passive
position. People’s neutrality appears again at the end of the film, where it is
watching silently the ceremony behind the Greek contingent. In this aspect
YN indirectly produces a sensation of a latent anti-dictatorship conscience.

3. The epic drama genre

The great commercial success in 1971 coincides chronologically with
the Georgios Seferis declaration in 1969 and with the publication of
Aekaoxtw kelpeva in June 1970 (Beaton 1996: 331). Putting the movie in this
broad cultural context a crucial question appears: to what extent does the
film’s militant mood amounts directly to the support of the colonels’ regime;
and furthermore how the audience could endorse the movie’s antifascism
with 750.000 tickets in the middle of the Greek junta while at the same time
appearing antimilitaristic and democratic, if it appears?

The answer to the second question (if the Greek people of 1970 were
completely antimilitaristic) will provide some explanations for the former
(indirect support of militarism). According to most historians of Modern
Greek History( Veremis, Koliopoulos 2006: 442, Clogg 2003:191, Close2002,
140, Rizas 2003:50), the economic boom and vigor are determinants of
establishing the colonels’ regime in the first four years. Within a mechanism
of censorship art found its way by adopting ambivalence and indirect speech.
In such a way the ambiguity of Vouyouklaki’s persona and Caras’ thoughts
can be seen. Their vacillation blends with a general one of the Greek people
towards the dictatorship. Only when the Greeks realized that the Resistance
could be in vain did the opposition gain public support. Three major facts
decisively influenced the change of direction: the Polytechnic School
rebellion, the first petroleum crisis in 1973 and the Turkish invasion of Cyprus
(Gallant 2001:201-202).

If the Greek public and audience speculated and tolerated the
behaviour of the dictators, the answer to the first point (to what extent the
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film’s militant mood amounts directly to the support of the colonels” regime)
will be given if the genre of the film and the connection with popular art is
considered. Maria Paradeisi argues in an inexplicit text that the genre of the
tilm wavers between melodrama and the epic movie (Paradeisi 2006: 233-234).
In this paper, I agree with this contradiction and its” terms. I also add that the
epic/polemic frame gives the melodrama its dynamic.

The examination of this seeming contradiction between the genre of
the epic and the melodrama reveals that although the movie enlists the
glorious past of the WW?2, it eulogizes the feats in arms and the sufferings of
an ahistoric and fantastic persona. The conflict between the historical frame of
a large national and nationalist narrative and the minor fate signifies another
conflict in the level of film ideology: while the premise seems to have wide
target, the latter applies in terms of a false character. Furthermore the use of
flashback is crucial.

According to Hayward

“Flashbacks are “naturally aligned with history since they make the
spectator aware of the past. They are both history and story. But they are a
particular representation of the past because it is subjectivised through one or
several people’s memories. History/story becomes personalized and is
narrated through the heroics or the eyes of the individual. The ideological
and indeed the nationalistic implications of this are clear. By framing history
as an individual experience and because a film in flashback is based on the
premise that cause and effect are reversed (we know the result before we
know the cause), history can become didactic: a moral lesson is to be learnt-
alternatively, as in times of war, it can lead to patriotic identification.”
(Hayward 2003: 134-135)

The three flashbacks in YN through the first person narration,
introduces Natasha’s subjectivity, as in the first and second section it
analyzed.

From this point of view, the ideology of the epic movie does not
enhance the national identity, as the latter is expressed by the Colonel’s
propaganda, as someone could argue, but the melodramatic tone of one
minor-unimportant fighter undercuts the efforts of compliance in one version
of the militaristic-national identity. Thus how, (remember some tools of the
reception film theory) the plethora of the audience really saw the movie could
identify itself with one heroic version of the glorification of the martial ethos,
which vis-a-vis corresponded with the militant mood.
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This last idea brings us to the concept of the popular cinema, which, as
Elftheriotis argues, should be examined in parallel with the national identity
(Eleftheriotis 2001:25-46). At last, the whole ideology of Greece after WW2
comes to a critical point in this film. In fact, the conservative ideology touches
the extreme boundaries of insecurity.

Conclusion

In the paper I tried to change some general but never explained
thoughts about the perception of one particular film which in turn belongs to
a great film tradition of Greek cinema in a specific temporal moment. I also
tried to give some explanations why this film text should be examined in
terms not only of film studies but of cultural studies as well. And this last
point raises another great challenging question, which needs answering. Why
films under the umbrella of the term popular cinema are defamed and
moreover, why the film itself is undermined within Greek culture? I think the
answer is not located only in the dichotomy between high and popular art.
The crucial point is how the history is represented in popular and art Greek
cinema. History in Greek films is not only a matter of explicit social
dimensions, as it believed. History in Greek films is a burden mixed with
different elements, terms and points of views.

With this case study I tried to examine not a simply defamed popular
movie. YN is a milestone within Greek cinema. Whether we like it or not,
whether we have lived through the 70’s or not, whether we belong to the right
or left, movies call for consideration. Almost 40 years after its’ screening, YN
reveals its ambiguity and latent premise.
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