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ptv arnd duo xpdvia apxioape pe Tov KaAd ouvadeApo kal Giho Zolé
|_| Mavouéh Kéota, TéTe dleubuvtr| Tng Taviodrkng g MoptoyaAiag,

L ouZnTnon yia  dlopydvwaon evog dPlEPWUATOC Yia TNV Aveion
Tou Néou Kivnuatoypd®ou, YeTd Tnv mTdon Twv JIKTATOPIWV OTIC XWPES
pac. Mptv and €va xpdvo, OTnV UAOTIONGN TOU EYXEIPNUATOG UMHKAY, N
TIAVETIOTNIAKOS Kal Kavoupyla dleubuvTpla g lomavikig Tawviodnkng,
BaAépla Kaumopéle, e t Bondela tou KdpAog PiRepléyko, Kabwg Kal o
kabnynq lotopiag Kwotrg Kopvetng. Euxaplot® kal Toug T€00epiq yia
v moAUTIUN BorBeta Toug oTnV MPaypatonoinon autihg g dpdong.

AuTd Tou apaTnpErjioape eivat 4Tl kal OTIQ TPELG XWPEG Ol dlepyaoieq yla v
avaduon tou Néou Kivnuatoypdgou eixav apxioel plv and tnv ntdon Twv
dlktatoplwv. 2tnv MoptoyaAia, énwg napampeel o Zooé Mavouél Kdotaq,
«T0 TAE(OL Eekiva e éva TpoyeveaTtepo €pyo, Ta [lodoiva xpdvia (1963)
Tou Mdoho Pdéaoa, uia Tawvia-olvopo, n omola, eve yuploTnke akdua unod
T dikTatopla, daxwploe PICikd Tov “alid” amnd Tov “véo” Kivnuatoypdpo».
>Tnv lomtavia, énwg onuetdvel o Kaphog PiBepléyko evomiCoupe OTL «OKnvo-
Béteq 6nwg o Mmagihio Maprtiv Martivo kat o Kdphog Zdoupa avrikav oe
auTr) TNV opdda eEaIPETIKWY dNUIOUPYWY TTOU eMEDEIEQV KPITIKT| OTAOT aTté-
VaVTL 0TO KABeaTMC, KAl MEATEVAY WIa ALOONTIKA OTPOPY HaKPLld ard v
€0WOTPEPN EBVIKT) KOUATOUPQ TIPOG Evav TIO “eupwaikd” KIvnuaToypdpo».
AM\G kat otnv EANASa, n dvBion tou Néou Kivnuatoypdpou onueldonke
Katd Tnv neplodo tng diktatoplag, kabwg 1000 BeTepdvol G0 Kal VEOL OKN-
voBETEQ €voay TIQ UVANELG TOUG e ONUOCLoypd(Oouc, TIAVETIIOTNUIAKOUG
Kal ouyypagelg mou aywv{Covtav evdvtia 0To KATameaTikd kabeotwg. Anod
10 1966, 0 PoBripog MavBouUAng, |ie To Modowno ue mpdowrno, eixe avave-
WOEL TNV KIVNUATOYPAPIKY YPQPT) KAl TACEL TA UnvUpaTa Twv kaipwy. Méoa
oe autd To KAlua, véol oknvoBETeg, onwg o @6dwpog Ayyehdmouhog, n
dpivra Aidnma, o Nwpyog Toepmepdmoulog kal BeTepdvol Onwg o AAE-
&ng Aapiavog, dnuiolpynoav Tawvieg mou ouvdUaoay TNV KOWVWVIKY KPITIKY
e TNV aloBNTIKn KalvoTop(a.

2TIG KavoUpyleq OUVONKeG TIOU ETIIKOATOUV e TNV ermKedTtnon g Anyo-
Kpatiag, pe TNV KPaTikr| kal otadlakd kat TV eupwmaiky xenuatodétnan,
dnuiloupyeltal éva elPopo €daPog yia v AvBion autdv TwV VEWV KIivn-
HATOYPAPLAV. ZTNV eAANVIKY| TIEpMTwon EeXwPI(COUNE TO KIVNUATOYPAPIKS
opooNuo Tou Bidoou (B4dwpog AyyeAdroulog), To Xdrru Ntain (MavteAng
BoUAyapng), Toug TeunéAndec e eupopns koiAddag (Nikog Mavayiwtd-

TouAog) kal To Mia wn oe Buuduar va pevyelg (dpivta Adnna). To Biwua
G dikTatopiag ekppdletal and vewTEPoug oknvoBETeq elte pUBOTAAOTIKA
Eva tpayoudt de @tdver (ENOABET XpOVOTIOUAOU), E(TE E TO VTOKIUAVTED
Euelc, 1 eyd (Ztalipog ZTdykog).

>Tnv onavikr epimtwon o Kédphog PiBIpEyko Eexwpilel TNV OnUAvTIKA
oknvoBétida, MAdp Mipd (To ykAnua g Kouévka), 1 omola wg apxIté-
KTwV Tou «Ndépou Mipd», €dwae véa wonan otn dlddoon Twv VEWV TACEWV
OTOV IOTIQVIKG KIVNUATOYPAPO, He XAPAKTNPIOTIKO Tapddelyua v Tawia,
Ayior aBaorl, Tou Mapio Kapou.

3TNV TOPTOYAAIKY] TIEPITTTWON, ol emAoyEég Tou Zoo€ Mavough Kdota pag
AMOKAAUTITOUV TECOEPA HEYAAA ONUIOUPYIKA OUUTAVTA TIOU PEPOUV TIG
urnoypagég: PEig / Kopvtéipo, MovTéipo, KéoTa kat OMBEIpa. Eva amd
TIQ MPGOPATEG TIAPAYWYES emAéyel TNy Tawvia Tng Mapyapita Kapvtdoo,
H axtrj mou oryoyiBupilet.

OE€AW va euxaploTHow, Tov MPEaPn Tng MoptoyaAiag, kpto Rui Macheira,
Tov oUpPoulo kat avarmAnpwtr dleuBuvtn kuplo Tiego Carvalho kat Tov
umeUBbuvo Tou TIOAITIOTIKOU ToEq, kUplo XprioTo Kwtoakdmoulo. Emiong,
Tov np€apn g lomaviag, kUplo Jorge M. Domecq Fernandez de Bobadillia,
Vv oUpBoulo MOATIOTIKWY uTtoBgoewy, kupia Elena Perez-Villanueva del
Caz, kaBwg Tnv Kupia Anna Moreno Fernandez, ané to Ivotitouto Ogp-
Bdvteq. ErumAgov, Tnv kupia ‘EAla BAdxou and 1o MopowTikd 10pupa g
EBvikng Tpdnedag tng EAAAd0G, Tnv Kupia ABnvd KaptdAou amd 1o EKKO-
MEA kat tv Tawvio8nkn tng MoptoyaAiag kat eldikd Tov diebuvtn, kUplo Rui
Machado. Téhog, ©a ndeha va euxaplotiow v Ynoupyod MoAttiopou Ap.
Aiva Mevdwvn kat Tov Mepipepetdpxn ATTIKNAG K. Niko XapdaAid, Ta oTEAEXN
g AlaxelploTiking Apxng tou EZMA, 1o A.Z. kAL TOUG OUVEPYATEG [OU OTNV
Taw1o8rkn, kabwe kal Toug epyaldéuevoucg ato EZTA.

Mapia Kopvnvou
Mpdedpog Tou AZ g Taviodrkng tng EAAGS0G
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wo years ago, | started a discussion with my good colleague and friend
T José Manuel Costa, then director of the Cinemateca Portugesa, about

organizing a tribute on the flourishing of New Cinema after the fall of
the dictatorships in our countries. A year ago, the academic and new director
of the Filmoteca Espafiola, Valeria Caboresi, with the help of Carlos Riveriego,
and the history professor Costis Cornetis, joined the project. | thank warmly
the four of them for their valuable help in the realisation of this project.

What we remarked is that in all three countries the processes for the
breakthrough of New Cinema had begun before the fall of the dictatorships.
In Portugal, as José Manuel Costa observes, “the journey begins with an
earlier work, Paulo Rocha’s The Green Years (1963), a border-fim itself,
still done under the dictatorship, which radically separated the “old” from the
“new” cinema”. In Spain, as Carlos Riveriego notes, we find that “directors
such as Basilio Martin Patino and Carlos Saura belonged to this group
of exceptional filmmakers who were critical of the regime, and proposed
an aesthetic shift away from an inward-looking national culture towards a
more 'European’ cinema". In Greece, as well, New Cinema flourished during
the dictatorship, as both veterans and young directors joined forces with
journalists, academics and writers who were fighting against the oppressive
regime. By 1966, Robert Mantoulis, with Face to Face, had renewed film
form and captured the messages of the times. In this climate, young directors
such as Theo Angelopoulos, Frida Liappa, Giorgos Tsemperopoulos
and veterans such as Alexis Damianos, created films that combined social
criticism with aesthetic innovation.

In the new conditions with the prevalence of democracy, with state and
gradually European funding, a fertile ground was created for these new
cinemas to flourish.

In the Greek case, we can single out the cinematic landmark of Traveling
Players (Theo Angelopoulos), Happy Day (Pantelis Voulgaris), The Idlers of
the Fertile Valley (Nikos Panagiotopoulos) and | Remember You Leaving All
The Time (Frida Liappa). The lived experience of the dictatorship is expressed
by contemporary filmmakers, either in the fictional film A Song is Not Enough
(Elisavet Chronopoulou) or in the documentary Together We Stand (Stavros
Stagkos).

In the Spanish case, Carlos Riviriego singles out the important female
director, Pilar Miré (The Cuenca Crime), who, as the architect of “Miré Law”,
gave a new impetus to the promotion of new trends in Spanish cinema, as
exemplified by Mario Camus’s film Holy Innocents.

In the Portuguese case, José Manuel Costa’s selections reveal four great
creative universes bearing the signatures of Reis / Cordeiro, Monteiro,
Costa and Oliveira. While among recent productions, he chooses Margarita
Cardoso’s film, The Murmuring Coast.

| would like to thank the Ambassador of Portugal, Mr. Rui Macheira, the
Consultant and Deputy Director Mr. Tiego Carvalho and the Head of the
Cultural Sector, Mr. Christos Kotsakopoulos. Also the Ambassador of
Spain, Mr Jorge M. Domecq Fernandez de Bobadillia, the Counsellor for
Cultural Affairs, Ms Elena Perez-Villanueva del Caz, and Ms Anna Moreno
Fernandez, from the Cervantes Institute. Finally, Mrs. Elia Vlachou from the
Cultural Foundation of the National Bank of Greece, Mrs. Athena Kartalou
from Hellenic Film and Audiovisual Center-Creative Greece and Cinemateca
Porugesa and especially the director, Mr. Rui Machado. Finally, | would like
to thank the Minister of Culture Dr. Lina Mendoni and the Governor of Attica
Mr. Nikos Hardalias, the executives of the NSRF Managing Authority, the BoD
and my colleagues at the Greek Film Archive, as well as the employees of the
NSRF.

Maria Komninos
President BoD, Greek Film Archive
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10 H Kkpion twv diktatopidv (1975) o Nikog MouAavtldg Tévide 6Tl ol petaBdoelg
Z and ta dKTatoplkd kabeotwra otn NoTia Eupdmn ) dekaetia tou 1970 ftav

anotéAeopa evog oUvBeTou oUVOUACHOU DIEBVWY KAl ECMTEQIKWV TTAPAUETPWVY.
H katdppeuon Twv JIKTATOPIWV CUVERN €V HECW ONUAVTIKWY TIAYKOOUIWY AANAYWY,
onwa n meTpeAdikr) Kpion, n Katdppeuon Tou ouoTruaTog Bretton Woods kat n epgdvion
TNg Taykoopiorntoinong. Ot petaBdoelg Aoimdy dev MEAYUATONOoINONKav v Kevw, aAAd
nrav ennpeacpéveq anod dlebvr yeyovota: eviouTolg kabopiotnkav oe peydio Babud
amno TIG ECWTEPIKES TIOAITIKEG KAl KOVWVIKES TIECEIC KAl TA KIVIUATA aATIO TA «KATW».

>1nv MoptoyaAia, n Enavdotaon twv fapipdAwy 10 1974 avétpele To KABEOTWS TOU
Estado Novo, aAAd dgnoe avolxté 1o epdTnua av 1 xwpea Ba npoxwpouoe TPog ula
QIAeAelBePN KOWVOBOUAEUTIKY| dnuokpatia 1) 8a uloBetodoe cofleTikoU TUTOU kabe-
0TWG. H eowteplkn miieon kat ot eEavtAntikol MOAepoL OTIQ anolkieq RTav KATAAUTIKOL
napdyovTeg oTnv aAAayn Tou kabeoTwTog.

>mv EAAADQ, n mrTddon TG Xouvtag To 1974, av Kal OXeTICeTal e TNV TOUPKIKY eloBoAY
otnv Kumpo, eival meploodtepo AnMOTEAEOUA TNG E0WTEPIKNG dIAOTIAONG TNG OTPATIW-
TIKAQ Nyeolag kat TNg dpong TG UMOOTHPIENG TNG TIPOG TO KaBeoTws. Ot e0WTEPIKES
AVTIQPAOELG Kal 1 KOWVWVIKY Tiieon anotéAecav TIG BACIKEG AITieq TNG KATAPPEUONG TOU
JIKTATOPIKOU KABEOTWTOG - evad BERaIa elxe ecoAaprioel €EL Uriveg TIptv N eE€yepan Tou
MoAutexvelou.

>y lomavia, n yetdpaon amd Tov ®pdvko mpayuatomnomenke Yetd To BAvatd tou
dlktdTtopa 1o 1975, oe ouvduacud pe T coBapr aueoRrRTNoN Tou kaBeoTTog amnd
Toug Bdokoug autovouiotég g ETA. H dologovia Tou poaletpduevou yia dladoxou
Kapgpo MnAdvko to 1973 katn avtidpaon g kovwvi(ag evavTia TNy MPOOTTIKY) CUVE-
XLONG TOU PPAVKIOHOU ETITAXUVAV TIG TIOAITIKEG METAPPUBHIOELG TTou dpopoAoyTiBnkav
and Tov nMpwBunoupyd AVTOAPO Zoudped Kat To BactAid Xoudv KdpAog.

H kUpta mpoAnuatikr, Aotmdv, apopd 1o WG ol eEWTePIKES TIEDELG CUVOUAZovVTAL e
TIC E0WTEPIKESQ DUVAUIKEG OTNV KATeUBUvoN TNG ONPOKPATIKAG METARAONG Kal TO TG
Ol TIONTIKES AT TIG «KOPUPEG» CUVOUIAOUCAV [E TNV A0PUKTIKY Tiieon and tn Bdan. O
YOPYOG UETAOXNUATIOUAS TWV TRIWV KOWVWOVIWY JECA 0'aUTOV TOV 0PUHAYSG TIOATIKGOV
aAlaywy, dnuioupynoe Tpla povadikd «UovortdTiax» TTpog Tn dnuokpartia.

KwoTrig KopvéTng

Enikoupog KaBnyntng, Tunua ZUuyxpeovng lotopiag,

2xoA ®1Aocogiag kat dihoAoyiag, Autdvopo Maveriotruio Tng Madpltng /
Emurponn yla ta 50 Xpovia lomaviknig Anuokpatiag

n The Crisis of the Dictatorships (1975) Nikos Poulantzas stressed that

the transitions from dictatorial regimes in Southern Europe in the 1970s

were the result of a complex combination of international and domestic
parameters. The collapse of dictatorships occurred in the midst of major
global changes, such as the oil crisis, the collapse of the Bretton Woods
system and the emergence of globalisation. The transitions therefore did
not take place in a vacuum, but were influenced by international events;
however, they were largely determined by domestic political and social
pressures and movements from “below”.

In Portugal, the Carnation Revolution in 1974 overthrew the Estado Novo
regime, but left open the question of whether the country would move
towards a liberal parliamentary democracy or adopt a Soviet-style regime.
Domestic pressure and exhaustive wars in the colonies were decisive fac-
tors in the regime change.

In Greece, the fall of the junta in 1974, although related to the Turkish
invasion of Cyprus, was more the result of the internal split in the military
leadership and the withdrawal of its support for the regime. Internal contra-
dictions and social pressure were the main causes of the collapse of the
dictatorial regime - although of course the Polytechnic uprising had taken
place six months before.

In Spain, the transition from Franco took place after the death of the dic-
tator in 1975, combined with a serious contestation of the regime by the
Basque separatists of ETA. The assassination of the intended successor,
Carrero Blanco, in 1973 and the social reaction against the prospect of
continued Francoism accelerated the political reforms initiated by Prime
Minister Adolfo Sudrez and King Juan Carlos.

The main problematic, then, concerns how external pressures combined
with internal dynamics in the direction of democratic transition and how
policies from the “top” conversed with the suffocating pressure from the
grassroots. The rapid transformation of the three societies in this vortex of
political change created three unique “paths” to democracy.

Kostis Kornetis

Assistant Professor, Department of Contemporary History,

Faculty of Philosophy and Arts, Autonomous University of Madrid /
Committee for the 50 Years of the Spanish Republic



EANGOa

v EAAGDa, N dvBion tou vEou Kivnuatoypdpou onuelddnke katd tnv mepli-
Z 000 Tng diktaropiag, kabwg T600 BeTepdvol OO0 Kal VEOL OKNVOBETES Evwoav

TIG duvdpelg Toug e dNUOCLoYPAPOUG, TIAVETILOTNIIAKOUG Kal OUYYPAde(g Tou
aywv{Covtav evdvTia 0To KaTaMieoTIKO KaBeoTwS. And 1o 1966, 0 Pofrjpog MavBouAng,
e To Mpdowro e mpdowro, elxe MAPOUCLIAoEL TIG UNIOBACKOUCES CUYKPOUOELG UETAEY
TWV HIKpopeoa{wy OTpWUAETWV Kal TNG METATPATIKAG A0TIKAG TAEng. Méoa o autd To
KAlpa véol oknvoBETeg, dnwg o ©8dwpog AyyeAdmnouhog, n dpivra Adnma, o Nwpyog
Toeumepdmnoulog kat Betepdvol dnwg o AAEENG Aaulavdg, dnuiodpynoav Tawvieg mou
elte eE€ppalav aAAnyopikd Tnv avTiBeTikr dnudola opalpa efte uloBETnoav Tn Hoper
TOU VIOKIMAVTEP TOU AUECOU KIVNUATOYPA®OU, YIa VA avaTiapaoTrioouV aypoTIKES Kal
QOITNTIKEG KlvnToTomoelg. Me mpoeEdpxovta Tov AyyeAdmouAo, TIou eykatéAelye Tiq
VEOPEQAIOTIKEG eTIIOPACELG KAl UIOBETNOE TNV UMEEXTIKY avTiAnwn, dnuiolpynoe uia
KIVNUATOYPAPIKY] YPAPT| TIOU apveltal TNy Quaolkomoinon Tng avanapdotaong, kal divel
0TO HovTdC Tov kuplapxo pdAo. Ot dAAol/eq oknvoBETeq eneEepydoTnKay eMPPOES and
Tov MkovTtdp kat Tov MacoAivi, To voudp Kal TIG ouvapBpwoav e TIG TOTIKES KOUATOUPEG,.

O Néog EAMnvIkGG Kivnuatoypd@og edpaiwae Tnv nyepovia Tou otnv eAANVIKY 08évn
v niepiodo 1974-81 petd v mtawon tng diktatopiac. O AyyeAdriouhog, otov Oiaco ava-
Bewpel Tov TPOMO avdyvaaong Tng nedoeatng oToplag kal xpnoluorolel To HovTdl kal
TO MA&vo 0ekdvg yia va dnuioupyroel «JIaAEKTIKEG elkdveg». H Tawvia aroteAel kal To
opdonuo g kata&lwong tou NEK, yiat( petd tnv mpoBoAr] g oto ®eoTIBAA Twv Kav-
Vv 0drynoe oTnv Katdrtagn Tou AyyeAdTouho oTny xwpla Twv oroudaldtepwv dlebviv
dnuoupywy (auteur). To Xdrmu Nrain Tou MavteAr) BouAyapn dpopoloyel Tnv enavekTi-
unon g ouyxpovng lotopiag. Me agopur Tov eykAelouod Tou oTn Udpo, enaveEetdlel
v nepfmtwon ™G Makpovrioou drou eEoploTnkav Kal BacavioTnkav KOUUOUVIOTEG,
ONUIOUPYWVTAG Eva 00UPEANOTIKG OKNVIKS Yia va agrynBel to uaptuptd toug. H dpivta
Adrma, epmveduevn oe peydAo Babud amd v tawvia Tou NikoAag P&l T¢ovi Mkitdp, oTiq
Tawvieg TN MpayuareveTal pia dlaitepn pop@r] Tng BnAukdtnrag kat tTeAikd o Tkovtdp
avtikabiotaral arnd tov hap&opd. O Nikog MavayiwtonouAog, divel Tn SIKK TOU OaTIPIKY
ekdoxN TNQ «dIAKPITIKAG YonTelag TNG EAANVIKIG AOTIKG TAENG>» € APIOTOTEXVIKO TRATIO.
Auo vedtepol oknvoBéTteg, n EANlodBeT XpovoroUAou kal o ZTaupog 2Tdykog, divouv Tiq
JIKEQ TOUG, TTIOAU TTO TIPOOPATES eKOXEQ YIA TICQ EMIMTWOELG TNG DIKTATOPIAG, N TTRWTN KE
ula pubortAaoia Bactopgvn oe €va aevdplo TIoU eUMVEETAL AMd TOV EYKAEIOUO TNG UNTEPAG
NG KAl TIG ETUTTTWOELG OTNV OIKOYEVELA TNG Kal ) deUTePn e éva VIOKIMAVTEP TIou Baoi-
{eTal 0g OUOTNUATIKY €PEUVA VIO TOUC TIPWTAYWVIOTES TNG eEEYepaNg Tou MoAuTteyveiou.

Mapia Kopvnvou
Mpdedpog Tou AZ Tng TawvioBrkng Tng EAAGDOG

/ Greece

In Greece, the blossoming of new cinema occurred during the dictatorship,
as both veteran and young directors joined forces with journalists, academ-
ics and writers fighting against the oppressive regime. Since 1966, Robert
Manthoulis, with his Face to Face, had presented the underlying conflicts
between the lower middle classes and the comprador bourgeoisie. In this
climate, young directors, such as Theo Angelopoulos, Frida Liappa, Gior-
gos Tseberopoulos and veterans such as Alexis Damianos, created films
that either allegorically expressed the oppositional public sphere or adopted
the documentary form of direct cinema to represent rural and student mobi-
lizations. Prominently led by Angelopoulos, who abandoned neorealist influ-
ences, adopted a Brechtian perspective and created a cinematic style that
denied the naturalisation of representation, giving montage the dominant
role. The other directors elaborated on influences from Godard, Pasolini and
from film noir, integrating them with local cultures.

The New Greek Cinema established its hegemony on the Greek screen
in the period 1974-81 after the fall of the dictatorship. Angelopoulos, in
The Travelling Players, revises the way of reading contemporary history
and uses editing and shot sequences to create “dialectical images”. The
film is also a milestone in the recognition of the NEK (New Greek Cine-
ma), because after its screening at the Cannes Film Festival it brought
Angelopoulos into the ranks of the greatest international auteurs. Pantelis
Voulgaris's Happy Day launches a reassessment of contemporary histo-
ry. On the occasion of his incarceration in Gyaros, he revisits the case
of Makronissos where communists were exiled and tortured, creating a
surrealistic setting to narrate their ordeal. Frida Liappa, heavily inspired
by Nicholas Ray’s film Johnny Guitar, in her films deals with a particular
form of femininity and eventually Godard is replaced by Marxism. Nikos
Panagiotopoulos, gives his own satirical version of the “subtle charm of
the Greek bourgeoisie” in a masterful way. Two younger directors, Elisavet
Chronopoulou and Stavros Stangos, give their own, much more recent,
versions of the effects of the dictatorship, the former with a fiction based
on a script inspired by her mother’s incarceration and the effects on her
family, and the latter with a documentary based on systematic research on
the protagonists of the Polytechnic uprising.

Maria Komninos
President BoD, Greek Film Archive



EAAAAA / GREECE

Ntokipavtép/Documentary, 70’
1973, EAAGD0/Greece
Aomipdépaupn/B&W

2knvo@eaia/Direction
>dkng Mavidtng,

Mwpyog Toeunepdnoulog/
Sakis Maniatis,

Yorgos Tsemperopoulos
dwToypagia/Cinematography
Ydkng Mavidtng/

Sakis Maniatis
Movrtdg/Editing

Tdkng Mavidtng/

Sakis Maniatis

Anokardortaon/Restoration

H véa Ynotaxr kéria dnuioupyrienke
oto MAaiolo Tng dpdong «Xwpa,

oe BAEnw». / The new digital copy
was created in the framework of

the action “Motherland, | see you”.

Méyapa

Megara

To Bappahéo VIOKIMAVTER Twv ZAkn Mavidtn kat Mapyou Toeure-
pdmoulou, akoAouBwvTag To UPoG TOU AUECOU KIVIUATOYPAPOU,
TIPAyUaTeUETal TOV aywva mou €dwoav ol aypdteg ata Méyapa eva-
VTla 0TV ané@aan g Xouvtag, oto TAQ(OI0 Twv veopheAeUBepwv
TIONTIKGV TNG, VA AnaAOTPIWOEL Jia PeYAAn Tieploxn] eAQIvwY yia
v eykardotaon duAiotnpiou etpehaiou. To TeAeutaio Yépog ™Q
Tawiag karaypdeel v andeaon Twv aypotdv va evwbouv e Toug
pormtég tou MoAutexvelou Tov NoguBplo Tou 1973 petd v Adikn
QVTILETAOMON Toug arnd To KPdTog Kal To dikaotmplo. H avtiotaon Twv
Katolkwv Twv Meydpwv ftav n mpdtn padkh ekdriwon katd mg
diktaroplag, kat Ta Méyapa éuevav oty eNINVIKY KIVNUATOYPAPIKN
loTopia wg éva arnd Ta oNUAvTIKATEPA OUYXPOVA VIOKIUAVTEQ.

B The courageous documentary by Sakis Maniatis and Giorgos Tse-
beropoulos, following the style of direct cinema, deals with the struggle
of the peasants in Megara against the decision of the junta, in the con-
text of its neoliberal policies, to expropriate a large area of olive groves
for the installation of an oil refinery. The last part of the film documents
how the peasants, after hearing the court's decision to support the
expropriation, join in protest the uprising of the Polytechnic School in
November '73. The resistance of the people of Megara and the posi-
tive outcome of their struggle was the first mass manifestation oppos-
ing the dictatorship, and Megara left its mark in the annals of Greek
cinema history as one of the most important modern documentaries.

Ntokipavtép/Documentary, 110°
2024, EN\GOa/Greece
‘Eyxpwun/Color

ZknvoOeoia/Direction
>Talpog Ztdykog/
Stavros Stagkos
‘Epeuva/Research
leptvupog Aikapne/
leronymos Lykaris
odwroypagia/Cinematography
Mwpyog Matepdkng/
Giorgos Paterakis
MovrdaZ/Editing
Tdkng Mnapddkog/
Takis Mpardakos
Mouaikry/Music
Alovuong Toakviig/
Dionisis Tsaknis

Epeig, oxt eyw
Together We Stand

H eE€yepan tou MoAutexveiou To NoguBplo Tou 1973, amotéheoe
TO KopuQaio yeyovdg avtiotaong ot xouvta mou kuBepvouoe ToTe
v EM@da. H tawvia avarAdBel v dladpour| Tiou odrjynoe otiq &L
nuépeg Qg eE€yepong, KATaypagel Ta yeyovaTa ekelvav Twv nue-
PWV, pwTICoVTag TIAEUPEG TTOU HEXOL ONEPA TIAPEEVAV OTO OKOTAD)L,
aMd Kuplwg petagpépel v ouala G eEéyepong péoa amnd ta Adyla
TWV QVOVULWV TTIPWTAYWVIOTWY TNG: TIOIEG TIPOOWTIKEG OIAdPOUES
odriynoav Tov KaBéva va CUULETEXEL e TOV éva 1] TOV GANO TPOTIO o8
auTd, Tl OUVERN KEoa Toug amd TO YeYovog TNG CUUKETOXTG TOUG Kal
TI TOUg denoe oav anotunwua ot {wr) Toug. Eva VIOKIWavTEp Tou
OUVOUAZEL TOMEQ HapTUpieg avBpwIwV (PortnTELdY, Jadntwyv, epya-
TWV Kal epYaloUEVwY, KTA.), XPron apXEIaKOU KIVIUATOYPaPIkou Kal
QWTOYPAPIKOU UAIKOU amd Tpoowrtikd apxela kabwg kat apxela dia-
POPWV 0PYAVIOUWY, oUyXPoveq AMUELS, APALPETIKA OPAUATOTIONUE-
VEG OKNVEQ KAl KATAYPAPT] VEWV TTPAYUATOAOYIKWY OTOLXElwV and v
€peuva og enionpueg myEg, Tou PEXPL arjuepa dev elxav a&lohoynBel.

B The Polytechnic University uprising in November 1973 was the turn-
ing point of the resistance against the military junta that ruled Greece
at the time. This documentary recreates the events that led up to those
six days and reveals details that have stayed in the shadows until now.
At its heart, though, it's about the personal stories of those who were
there —what drew them to the uprising, how it transformed them, and
the lasting imprint it left on their lives, shaping them in ways that words
can hardly express. A documentary that combines many testimonies
of people (female students, pupils, workers and employees, etc.),
using archival film and photographic material from personal archives
as well as archives of various organizations, contemporary footage,
abstract dramatized scenes and recording new factual data from re-
search in official sources, which until now have not been evaluated.
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MuBorAaoia/Fiction, 84’
1966, EANGOQ/Greece
Aompdpaupn/B&W

2knvo@eaia/Direction

Popripog MavBouAng/Robert Manthoulis
Zevdpio/Script

Popripog MavBouAng,

Kwotag MoupoeAdg/Robert
Manthoulis, Kostas Mourselas
dwroypagia/Cinematography
>Tapding Tpunog /Stamatis Trypos
Movrtdg/Editing

Mdvog Manakuplakémoulog/

Panos Papakyriakopoulos
Mouoikry/Music

Nikog Mapaykdkng/Nikos Mamangakis
H6éoroloi/Cast

Kwotag Meadpng, EAEvn Ztauporouiou,
Oeavw loavvidou, Addunpog Kotalpng,
ANEENG lewpyiou, Maipn Mkéton/Costas
Messaris, Eleni Stavropoulou, Theano
loannidou, Lambros Kotsiris, Alexis
Georgiou, Mary Gotsi

Anokardotaor/Restoration
Arokatdotaon kat Yngloroinon oe 4K ané
TO APXIKO APVNTIKS IA, OTO £QYAOTH IO
L'immagine Ritrovata, ané mv Tawiobrikn
™G EMGd0G e yevikr) unelbuvn Ty
HAEkTpa Bevdkn, kai toug Xprioto
Faptaydvn kat tov Kaota Bapuproriadm
otov r{xo. / Restoration and digitization in
4K from the original negative film, at the
L'immagine Ritrovata laboratory, by the Film
Archive of Greece, with Elektra Venaki as
general supervisor, and Christos Gartaganis
and Kostas Varybopiotis on sound.

MNMpoocwmno pe npécwno

Face to Face

B H Tawvia apopd évav grwxd kaBnynt AyyAK®OV Tou KAvel GppovTl-
OTNPIO OTNV KAPN HIAG OIKOYEVELAS VEOTIAOUTWV Kal pAepTdpel TO00
e v képn 600 Kal pe T Ydva tg. ©a uropouoe va XapaKTNeLoTEl
WG 1 TPWTN peydAou urkoug Tawvia Tou Néou EAnvikou Kivnuaro-
YPAPOU, KABWG HE YKOVTAPIKG UPOG KATAPePe VA AroTUTIWoEL TNV
unopdokouoa olykpouon UETAEU NG aoTIkAg TAENG Kal Twv TTTuxIoU-
XWV NG Mikpopeoaiag TaEng, ot oroiol dev efxav MOAEG dleEddoug,
ekTdQ and T PeTavdoteuorn, Yia va UIOPECOUV VA TTPAYATOTON -
oouv TIG PIN0dOE(eq Toug. H ABrjva petatpendtav TAEovV oe pia oUy-
XPOVN UeyahoUToAn Kat Ta OUMBOAA TOU LOVTIEPVIOUOU EpXovTay O
avtiBeon ue n pehayxoNa Tou mpwtaywviotr| g. Ot EMMTOoelg TG
METAMOAEIKYG QOTIKOTIOMONG Wnopouv emiong va eviomaoTouv oTov
TIOPTOYANKS KIVNUATOYPAPO OTO KaVOTOUO €oyo Tou Pdoa Ta rmod-
owa xpévia. O MavBoUAng evowudtwoe emiong VIoKoUUEVTa arnd Tiq
KIVNTOTIOIOEIG KATA TOU AeYOUEVOU «BAOIAKOU TIPAEIKOTIHATOG» TTOU
odrynoe otnv Tapaimorn tou ekAeyuévou mpwburoupyou Mapyou
MNanavdpéou, B€tovtag Tiq BATEIQ Yia TNV avatportr TNG KOIVOBOUAEU-
TIKNG MAsloynolag.

B A poor English teacher, who tutors the daughter of a nouveau riche
family flirts with both the daughter and her mother. It could be consid-
ered as the first feature film of the New Greek Cinema, as it managed
to capture in a Godard-style the underlying conflict between the social
classes. Athens was now turning into a metropolis and the symbols of
modernism are contrasted with the melancholy of its protagonist. Post-
war urbanisation can also be traced in Portuguese cinema in Rocha’s
innovative work The Green Years. Manthoulis also incorporated docu-
mentaries from the mobilizations against the so-called "royal coup" that
led to the resignation of the then Prime Minister Papandreou, leading
to the overthrow of the parliamentary majority.

MuBornAaoia/Fiction, 105’
1971, EAAGSa/Greece
‘Eyxpwun/Color

ZknvoOeoia/Direction

ANEENG Aapiiavdg/Alexis Damianos
Zevdpio/Script

ANEENG Aapiavdg/Alexis Damianos
odwroypagia/Cinematography
Xprjotog Mdykog/Christos Mangos
MovtdZ/Editing

Matt McCarthy

Mouaikry/Music

Mdvog AotZog/Manos Loizos
Heormoloi/Cast

Mapia Baotheiou, Mapyog Koutollng,
KouAa Ayayidtou, Xpriotog Zopundg/
Maria Vassiliou, Yorgos Koutouzis,
Koula Agagiotou, Christos Zorbas

AnokardoTtaon/Restoration

H véa ynotakr) kdra dnpioupynenke
010 MAaiolo g dpdong «Xwpa,

o€ BAEnw». / The new digital copy
was created in the framework of

the action “Motherland, | see you”.

Eudokia
Evdokia

m O yduog evég \oxia o urtoBaBuIoEVN TiePLoXT) KOVTA OTO NIAVL e
ia tépvn), N orola ouvexwq xAeudZetal kal Aoldopeltal yia To mapeA-
Bdv Tng, amnotelel ™ PAXOKOKANA TNG agriynong autig g eupAn-
patikig Tawviag. ‘Otav mpopAinke péoa atn xouvra, alpvid{aoce To
KOS pe Ty évtovn Katayyehia Tou ermikivouvou ouvduaouou Katarl-
€0UEVNG 0eEOUANKATNTAG KAl OTEATIWTIKAG TelBapxiag. 2e ua xopa
Orou 0 OTPATOG EVOPXNOTPWVE A TEPATTIA TTPOTIAYAVILOTIKY| TIPO-
omdeld YIa va eUPaVIOTEl WG 0 CWTHPAS TOU €BvVOUG, N ArtoKAAUYN
NG Kvwd{ag Kat Tou TIapaAoyiopoy TG {wrq OToUG OTPATwvVES dev
TIPEMEL va dIEPUYE amd TO AmaImTIkG Kové Tou elxe ekmnaideutel va
QMOKPUTTTOYPAPEl TOUQ KPUUHEVOUQ KWOBIKES. Bupifovtag MaloAivi,
TO UTIOMPOAETAPIATO QvaTaP(oTaTAl JE QVUTMIOKPITO TPOTO, XWPE(Q
Kapla mpoomndbela eEwpaiopou. Mmnopel va urntoatmptxBel ot n Tawvia
OUVOMIAE( e peTayevEoTepeg LoTIaVIKESG Tavieg drwg To Ayior abdol,
€KBETOVTAG TN OKANPATNTA TNG ayPOTIKAG (WG KAl TIQ TIATPIAEXIKES
vopeg rou eEakohouBouoav va KUpLapxXouv otny TiepIpEPELal.

B The marriage of a sergeant in a run-down area near the harbour to a
prostitute, who is constantly mocked and ridiculed for her past, forms
the backbone of the narrative of this emblematic film. When it was
shown during the junta, it surprised audiences with its strong denun-
ciation of the dangerous combination of repressed sexuality and mili-
tary discipline. In a country where the army was orchestrating a huge
propaganda effort to appear as the saviour of the nation the exposure
of brutality and absurdity of life in the barracks must not have escaped
the discerning audience trained to decipher the hidden codes. Remi-
niscent of Pasolini, the sub-proletariat is unapologetically represented
without any effort to embellish it. It can be argued that the film enters
into a conversation with later Spanish films such as The Holy Inno-
cents, exposing the harshness of rural life and the patriarchal norms.
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MuBorAaoia/Fiction, 20
1974, EAAGOa/Greece
Aompdpaupn/B&W

Zknvo@eaia/Direction

®pivia Adnina/Frida Liappa
Zevdpio/Script

Opivra Adnna/Frida Liappa
dwroypagia/Cinematography
Nikog Zpapaydiq/Nikos Smaragdis
MovTtaf/Editing

Mwpyog Koppdg/Giorgos Korras
Héomoloi/Cast

Nikog Katoapdg,

Tdkng Manaylavvidng,

Kwotag Zonkag/

Nikos Katsaros,

Takis Papagiannidis,

Kostas Sfikas

AnokardoTtaon/Restoration

H tawvia Ba mpoBAnBel oe véa
QroKATeaTNUEVN Ynelakn kora 2K rou
Snuioupynenke and v Tawiodrikn g
EMGdog oe ouvepyaoia pe tov Kupidko
Ayyehdko kat To PecTiBAA Tawidv Mikpou
Mnkoug Apdpag oto epyaotriplo AN MAR
FILM LAB, pe ™ dwped g Etaipeiag
KowwvikoU ‘Epyou kat MoAmiopou. / The
film will be screened in a new restored 2K
digital copy, created by the Greek Film
Archive in collaboration with Kyriakos
Angelakos and the Drama Short Film
Festival at AN MAR FILM LAB, with the
donation of the Social and Cultural Affairs
Welfare Foundation.

Metd capavta pépeg
After Forty Days

u ‘Evag gavtdpog meplpépetal otoug dpduoug g ABrjvag oty
mpwtn ddela g Ontelag Tou. H mepimAdvnon) Tou og dlAPopous
XWPOUG -KAPETEPIES, TAREPVES, 0lkoug avoxNQ, TIAPKA- ATTOTUTIWVEL
T0 KAUQ TG eMnVIKAG KaBnuepvdttag eni xouvtag, oe éva VIOKI-
pavtep(oTikou Upoug UIKPOU WUrKoUug (AU TIOU YUp({oTKe ev JEpEL
KoUpA, OTwg Yivetal avTAnmTd Kal ota TTAAva [e TIG TIEPITONES TwV
avdpwy g EMnVIKNG Ztpatiwtikng Agtuvopiag. Mopdkerral yia my
TPWTN eupdvion ato oveud g dpivrag Aidrma, n orola yuploe Ty
Tawvia apéong Petd v ano@uAJKIoN NG OTIC PUACKEG TOU JIKTA-
TOpIkoU KaBeoTwTog, 0e TAPAywyr) Tou ermdpacTikoU Teplodikou
«2Uyxpovog Kivnuaroypdpog», rou téte dleubuvatay and tov BaoiAn
PapanAidn.

m A soldier roams the streets of Athens on the first leave of his service.
His wanderings in various places -cafes, taverns, brothels, parks- also
captures the climate of Greek everyday life during the junta, in a docu-
mentary-styled short film that was shot partly in secret, as can be seen
in the footage of Greek Military Police’s patrols. This is the directorial
debut of Frida Liappa, who made the film immediately after her release
from the prisons of the dictatorial regime, produced by the influential
magazine "Contemporary Cinema", then managed by Vassilis Rafa-
ilidis.

MuBornAaoia/Fiction, 44’
1977, EAAGSa/Greece
Aompdpaupn/B&W

ZknvoOeoia/Direction

Opivta Aidnma/Frida Liappa
Zevdpio/Script

dpivta Aidnma, TNdpyog Koppdg/

Frida Liappa, Giorgos Korras
dwroypagia/Cinematography

Nikog Zuapaydng/Nikos Smaragdis
Movtag/Editing

Tdxng Mavvoérouhog/

Takis Giannopoulos

Mouoikr)/Music

Mwpyogq Mamnaddkng/Yorgos Papadakis
Heéomoloi/Cast

Anurteng MouAikdkog, Néva Mevt,
Kwotag MnaAadruag, Elprivn
Koupaplavou, Ztapdtng ®acouic,
YBovvn MaAtéZou, Mopyoq MixanAidng,
Mmétu ApBavitn/Dimitris Poulikakos,
Nena Menti, Kostas Baladimas, Irene
Koumarianou, Stamatis Fasoulis, Yvonne
Maltezou, Giorgos Michailidis, Betty
Arvaniti

Anokaraoraon/Restoration

H véa arokareatnuévn Ynolakr kérua

4K dnuioupyriBnke and ta mpag yevidg
apVNTIKA elkGvag Kat rxou 16mm, Ta orola
dlarébnkav arnd tov Kuptdko AyyeAdko
Kal ouvinpouvtal otnv TawvioBrkng g
EM3do0g. / The new restored 4K digital
copy was generated from the original
16mm film negatives, which were provided
by Kyriakos Angelakos and are preserved
at the Greek Film Archive.

Mua {wn oe Bupdpar va pevyeig

| Remember You Leaving All The Time

B Mia epwTikr lotopia oty Abrjva tou 1977, avdueoa oe Jia apl-
otepr] dnuooloypdpo Kkal évav nBorold Tou €xel eykatalelpel To
Béarpo. Malpvovrag tov TTho evdg AdikoU Tpayoudlol Tou Anuriten
Mntpordvou, To «Mia {wry oe Bupdpual va gedyelg», n dpivra Aldnma
XTiCel mévw o autd wia Tawvia peoaiou prjkoug, oty orola Bdlel A
Ta oTolKEld TG MEOCWTIKAG TG MuBoAoyiag: amd tov Tortodvn wg
Tov PEluovT TodvTAep Kal amd Ty MONTIKY|, TV AploTepd, TO KAAITE-
XVIKO adléE0d0 Tou dnpioupyou, To BEatpo kat v Midela, UEXPL TIG
OXE0€Iq apoevikoU-BnAukou, e Tov dvrpd dvta va gelyel, Katd rwg
Aéel kal o T{Thog NG Tawiag (kat Tou Tpayoudloy). H oknvobEéTida and
™ Megorjvn okiaypadel avdyAupa Kal pe atxuneo TPOTo Jid OUYKe-
KPLUEVN YEVIA KA IOl OUYKEKPLUEVN ETOXT: QUTH TNG LETATIOATEUONG,.

B Alove story set in the crucial transitional political period of the 1970s
Greece. In Athens, a radical female journalist and a former stage actor
share their lives against the backdrop of the regime change, right after
the fall of the military dictatorship and the first legislative elections in
1974. Using the title of a folk song by Mitropanos, Frida Liappa builds
a medium-length film around its premise, in which she puts all the ele-
ments of her personal mythology: from songwriter and bouzouki player
Tsitsanis to Raymond Chandler and from politics, the Left, the artistic
impasse of the creator, the theater and Medea to male-female rela-
tionships, with the man always leaving, as the title of the film (and the
song) suggests. Liappa vividly and sharply portrays a specific genera-
tion and a specific era: that of the transition to democracy.
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MuBorAaoia/Fiction, 105’
1976, EANGBa/Greece
‘Eyxpwun/Color

2knvo@eaia/Direction

MavteAng BouAyapng/Pantelis Voulgaris
Zevdpio/Script

MavteAig BouAyapng (Bactopgvo
070 publotépnua O Aoiudg tou Avipga
Opaykid)/Pantelis Voulgaris (based on
novel The Plague by Andreas Fragias)
dwroypagia/Cinematography
Mwpyog Mavouodmnoulog/

Yorgos Panoussopoulos
Movra/Editing

AploTeldng Kapudng douks/

Aristidis Karydis Fuchs
Mouaikry/Music

Aloviong Zappémnoulog/

Dionyssis Savopoulos

H6ormoloi/Cast

KwvoTtavtivog TZoupag, Zopt

>appen, Nwpyog Mooxidng, Zravpog
KaAdpoyhou, Nikog Mnouodoukog/
Konstantinos Tzoumas, Georges Sarri,
Yorgos Moschidis,Stavros Kalaroglou,
Nikos Bousdoukos

' Me T xpnuaros6mon
EM 60. .0 “ Tng Eupwaikiig Evwong

NextGenerationEU

Xannu Ntain

Happy Day

e éva vnoat, Tou To Kalel 0 HAI0G kal To dEPVOUV oL Aveplol, éva oTpa-
TOMES0 MONITIKWY KOATOUEVWV TIEQIUEVEL TNV ETHOKEWN TNG «UeYAANG
UNTEPAG», €TOIACOVTAG TIPOG TNV NG Mia yiopt. ‘Evag kparou-
Hevog, Tou apvital emfpova va dnAwoel etapélela, eEagpavideral,
Kal ol ApX€Q ToU OTPATOTIEDOU TOV dNADVOUV VEKPO, WG AUTOXELRAL.
Ouwg, ™ pépa v ermionung emiokedng kat katd n didpkela g
YI0pTNAG, 0 «vekpdg» epaviCeral. ZUpgpwva pe ™ Mapia Kopvnvou, «H
Tavia avtipeTwiCet To MPGRANUA TG Makpovrioou oav JIKPOKOOUO
Tou dixaouoU kai g didormaong g dnudolag opaipag otnv EMEda.
[...] 0 BoUAyapng mpooeyyiCel To B€ua Tou e Evtovn VEoPEANOTIKY
KAl OUMAVIOTIKT] HaTLd...».

® On a sun-scorched, windswept island, a concentration camp of po-
litical prisoners awaits the visit of the “great mother”, in honor of whom
they have prepared a celebration. One of the prisoners, who stead-
fastly refuses to renounce his beliefs, disappears and is pro- claimed
dead by the camp’s authorities. They claim he has committed suicide.
However, on the day of the official visit and during the celebration,
the “dead man” reappears. According to Maria Komninos, “The fim
addresses the problem of [the concentration camp of] Makronisos as
a microcosm of the division and split in the public sphere in Greece.
[...] Voulgaris approaches his subject with a strong neo-realistic and
humanistic view...”.

AmokatdoTaon/Restoration

H ynotormoinon oe 4K mpayuatornoirénke and 1o €pyo «SUB.4.7 — Epyaotriplo Wnola-
K1 Anokardotaong Tawidv Mg TamoBrikng g EMAd0g», He T xenuatoddmon g
Next Generation EU, oto mAaiolo Tou EBvikou Zxediou Avakapyng kat AvOeKTIKGTNTAS,
og ouvepyaoia pe To epyaotriplo L'Immagine Ritrovata. / The digitization in 4K was
carried out by the project "SUB.4.7 - Digital Film Restoration Laboratory of the Greek
Film Archive", funded by Next Generation EU, in the framework of the National Recovery
and Resilience Plan, in collaboration with the L'lmmagine Ritrovata laboratory.

MuBorAaoia/Fiction, 118’
1978, EAANGOQ/Greece
‘Eyxpwun/Color

2knvo@egia/Direction

Nikog Mavaywwtdémnoulog/

Nikos Panagiotopoulos
Zevapio/Script

Nikog MavayiwtdrnouAog (arnd To
puBiotépnua Tou AAumép Kooepf)/
Nikos Panagiotopoulos (adapted

from the novel by Albert Cossery)
odwroypagia/Cinematography
Avdpéag MnéAAng/Andreas Bellis
Movtag/Editing

Mopyog TplavtapuAiou/

Giorgos Triantafillou

ZKknvika/Set Decoration

Aloviong dwtdnoulog/Dionysis
Fotopoulos

Heormoloi/Cast

‘OAya KapAdrou, Nawpyog AlaAeypévog,
Nikritag ToakipoyAou, Anuiteng
MouAikdkog, BaoiAng Alapuavtdnoulog,
Kwotag 2erikag, ‘HBn Maupidn,
©avdong Kovidpng/Olga Karlatos,
George Dialegmenos, Nikitas
Tsakiroglou, Dimitris Poulikakos,
Vasilis Diamantopoulos, Kostas Sfikas,
Ivi Mavridi, Thanassis Koniaris

ArnokardoTtaon/Restoration

H véa ynoetakr kéria dnpuoupyndnke
oto MAaiolo g dpdong «Xwpa,

oe BAénw». / The new digital copy
was created in the framework of

the action “Motherland, | see you”.

Ot tepnélndeg tng eUpopng kothadag
The Idlers of the Fertile Valley

Baolopévn omv aMnyopla tou Urvou, N Ttawia ameikoviCel
voBpr| Cwr] TPV VEap®dV YIwV Kal Tou TTAoUCIoU Tatépa ToUg, TIoU
€Xouv kKAnpovourael pia oAuteNy Biha oe éva abnvaikd mpodario.
Araaypévol and v avdykn epyaciag, gaivovtal va €xouv ouupl-
Baatel pe v TUxn Toug Kal aKOUnN Kat ol TipooTiAabeleq ToU UIKPATE-
pOU Ylou va amodpdoet He T BoriBela T alobnolaknq UrmPEETELAq
anotuyxdvouv. Onwg o AyyeAdroulog otoug Kuvnyoug (1997), o
MavaylwtémouAog og QUTHY TNV TaIvia eTKevTpwOnke otn dlepelvnon
TOU KOOMOU TNG ZwNg TG EMNVIKIG QOTIKNG TAENG. Alopelyovtag Tiq
OUYKEKPIUEVEQ IOTOPIKEG AvapOPES, UTTOPEL va elmwbel &Tl mpoopepel
€vav OTOXAOoUO Tdvw ot eAayxohia Tou KatéAaBe v aoTIKr| TaEn
LETA TA TIPWTA EUPOPIKA XPOVIA ETE TV TITdhon TG SIKTaTop(ag.

B Based on the allegory of sleep, the film depicts the idle lives of three
young sons and their wealthy father, who have inherited a luxurious vil-
la in an Athenian suburb. Unburdened by the need to work, They seem
resigned to their lot and even the younger son’s efforts to escape with
the help of the sensual maid are frustrated. Like Angelopoulos in The
Hunters (1997), Panagiotopoulos in this film focused on exploring the
world of Greek bourgeois life. Avoiding concrete historical references,
it can be said to offer a meditation on the melancholy that overtook
the bourgeoisie after the first euphoric years after the fall of the dic-
tatorship.
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MuBorAaoia/Fiction, 230
1974-75, ENA&da / Greece
‘Eyxpwun/Color

2knvo@eaia/Direction

©6dwpog Ayyehdrourog/

Theo Angelopoulos
Zevdplo/Screenplay

©6dwpog Ayyehdrourog/

Theo Angelopoulos
dwroypagia/Cinematography
Mwpyog ApBavimg/

Giorgos Arvanitis

Movrdg/Editing

Tdkng AauAdmouog,

Mwpyog TplavtapuAou/

Takis Davlopoulos,

Giorgos Triantafillou

Mouaikry/Music

Noukiavég Knhanddvng/

Loukianos Kilaidonis
MaiZouv/Starring

Eva Kotapavidou, ANKA MewpyouAn,
>Tpdroq Maxng, Mapia Baoielou,
BayyéAng KaZdv, Métpog Zapkadng,
Kuptdkog KarpiBdvog, Mpnydpng
EuayyeAdrog, Mdwng ®uplog,

Niva Marnalageiporoviou,

AAgxog Mrodung / Eva Kotamanidou,
Aliki Georgouli, Stratos Pahis,

Maria Vassiliou, Vangelis Kazan,
Petros Zarkadis, Kiriakos Katrivanos,
Grigoris Evangelatos, Giannis Fyrios,
Nina Papazaphiropoulou,

Alekos Boubis

O Oiacog
The travelling players

O Ayyehdérouhog atov Olaco amopakpuvetal arnd Jia PEaNOTIKN
agriynon Tou ToAépou, n orola Ba umopoucoe va ouykpIBel e T uebo-
dohoyla Tou 1oTopikiopou. Onwg eneorjuave o oknvoBEmg: «Emperte
va Bpw évav TPATIo va anoguyw TIG CUPBATIKEG eIKOVEG TTOU §X0UV
anotunwBel otn oUAOYIKA Uvrun ard TIg Tavieg Kat TIG agriynoelg:
nefva... Bdvarol... dwyuol». Etol, n agriynon Eekivd kat edpdletal oto
1952, katd Tn dlApKela TNG TIPOEKAOYIKYG ekoTparte(ag Tou Mardyou.
To PWTO TMAAVO 0eKAVG TOU AyYEAGTIOUAOU glval TIpAYUATL [ia dlae-
KTIKN elkOvVa, agpou To tapeABdv Tou 1938 €xel ouprttuxBel oto napdv
™G agriynong to 1952. Mo ouykekpléva, Aertoupyel wg vuv Xpovog
nou avtihauBdvetal o Beatriq kdBe popd Tou MEoRAMeTaL N Tawvia,
wq ¥povikA dlakA&Gdwon péoa and my oroia dleEdyetal SlapKdg 0
aywvag yia v eEINéwon Tou TIapeA8dévTog (BnAadn g \TTtag mg
Aplotepdg Katd T SIAPKELQ TOU eUPUAIOU TIOAELIOU Kal TwV SIOEEWY
TWV UTIOOTNPIKTWY NG, yia T dikaiwon twv ornofwv aywviCetai n Néa
Aplotepd -Je v ortoia TauTiZeTal 0 oKnvoBEg).

B Angelopoulos in Travelling Players breaks away from the mode of a
realist narrative of the war, which could be compared to the method-
ology of historicism. As the director pointed out: “I had to find a way
to avoid conventional images which have been imprinted to collective
memory from films and story telling: hunger...deaths...persecutions”.
Thus the narrative in Travelling Players begins and is anchored in 1952,
during Papagos'’s electoral campaign. This first sequence shot of An-
gelopoulos is indeed a dialectical image, since the past of 1938 has
been telescoped to the present of the narrative in 1952. More precisely
it acts as now-time perceived by the spectator each time the film is
projected, as a juncture in time through which the redemption of the
past is perpetually fought (i.e. the defeat of the Left during the civil war
and the persecutions of its supporters, which the New Left - with which
the director identifies himself - struggles to vindicate).

MuBornAaoia/Fiction, 118’
2003, EAA&Oa/Greece,
35mm, Aoripduaupn/B&W,
‘Eyxpwun/Color

Zknvobeaia/Direction

ENlodBeT XpovortouAou/

Elissavet Chronopoulou
Zevapio/Script

ENodBet Xpovorouhou/

Elissavet Chronopoulou
odwroypagia/Cinematography
Xpnotog AAeEavdpng/

Christos Alexandris

MovraZ/Editing

ENodBet Xpovorouhou/

Elissavet Chronopoulou
Mouaikry/Music

MaviAng AyyeAdkng,

IMdvwng Kokiaopévog /

Manolis Angelakis,

Giannis Kokiasmenos

Heéomoloi/Cast

Foyw Mrpéurou, Mdawng
Kokiaopévog, AAeEavdpa Kapawvn,
®évia MNanadddnua, Avwa Koutoagtikn,
>TpatouAa Beodwpdrou, Kaaotag
Kdnmnag, Aliovn Kouptdkn/Gogo Brebou,
Yannis Kokiasmenos, Alexandra Karoni,
Fenia Papadodima, Anna Koutsaftiki,
Stratoula Theodoratou, Costas Kappas,
Dioni Kourtaki

‘Eva tpayoudt 3¢ ptavel
A Song Is Not Enough

Tov xewwva tou 1972, n elkoaloktdypovn Elprivn odnyeital otiq
PUAaKEG Kopudalou yia avtiotaotakr] dpdon. Ma my evwidxpovn
képn g OAva, n QUAdKior) ™Q Bapaivel oav TTEOCWTIKY eyKatd-
Aewn. Ma Ttov emméAalo mpwnv dvipa g Mavohn, gpxetal yia
Wt @opd n oty va avaidBel mv eubidvn tou nawdlou Tou. H
nadikr) eiAn g Elprjvng, Bdola, mailet dBeAd g KataAuTikd pdAo
OTIq looppOTTiEg TTou aANdZouv. H (dia n Elprivn avakadrrel uéoa o
QUAGKY pia G TAeupd g Cong Kat Tou eautou g, Otav anogu-
AakiCetal, Tov Alyouato tou 1973, dev Bpiokel Timota otn B€on Tou.
2TV MEWTN ™Q deydAou prikoug Tawvia, n ENodBet XpovoroUuhou
dlvel 0dpKa kal 00Td OTIG BIWHATIKEG TNG UV UES artd TV Tapaxwdn
Cwn) TQ KAANTEXVIKNAG TNG Olkoyévelag otnv ABriva g diktaroplag,
o€ éva aneAeuBepwTIKAG SUVAUNG PIAU TIOU JIAMAEKEL [E YVMON TG
OLOAEKTIKNG Kal evioTe Kal XI0UHOop TO eldIkd (TPOOWTTIKG) HE TO YEVIKO
(KOWWVIKO-TIOAITIKO).

B In the winter of 1972, 28years-old Irene is sent to prison for resist-
ance activities. For her nine years-old daughter Olga, her imprison-
ment makes her feel as though she has been abandoned. For her
superficial ex-husband Manolis, it is the moment when for the first
time he shoulders the responsibilities of fatherhood. Irene’s childhood
friend, Vassia, unwittingly plays a catalytic role in the changing bal-
ances. In prison, Irene herself discovers another side of life and of
herself. When she is released in August 1973, she finds that nothing is
the way she left it. In her feature debut, Elizabeth Chronopoulou gives
flesh and bones to her own memories of her artistic family’s turbulent
life in Athens during the dictatorship, in a film of liberating power that
interweaves with logical argument and occasional humor the specific
(personal) with the general (socio-political).
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Aoyr| autr| dev EMIKEVIPWVETAL TOOO OTNV avanapdoTacn Twv TOAITIKWY Kal

KOWVWVIKWY yeYovoTwy Tou 1974-75 —Tng mTwong tg dIkTatopliag Kal Tng ena-
KOAoUBNC emavaoTaTtikng meplddou— 600 oTnv dvelon evog vEou KIvnuatoypd@ou
mou avanTtuxBnke Petd and autd 1o LOTOPIKO dpLo. AUTO TOU eTIKAAOUNAOTE AoLmovV
edw elvalto E€omaopa evdg Hovadikou Kal IOIOUoPPOU KIVIUATOYPA®IKOU OUUTAVTOG,
Tou ormolou n {dla n euBpaucTtéNTa oe Plounxavikd emnimedo, e ouVdUACUS Ue Eva
KPATIKO MAEovV oUOoTNUa XENUaToddTNoNG amaAAayuévo amd MepaTépw MePLOPL-
opoug, auxvd dvotye To dPOUO O EUOVWUEVES KAL LOXUPEG KAANTEXVIKEG EKPPATELS.

Q VTATOKPIVOUEVN OTOV BACIKG 0TOX0 autou Tou Kolvou TPOYPAUNATOG, N eml-

To TaE(dL Eekivd pe éva poyeveaTepo €pyo, Ta [odova ypdvia (1963) tou MdoAo
Péoa, pla Tavia-ouvopo, 1 omoia, evd yuplotnke akdua umd tn diktatopla, dlaxwploe
PIZIKA TOV «TTaALd» amd TOV «VE0» KIVNUATOYPAPO Kal dvol&e To OpAuO yia Tnv dveion
Tou enéTpee TeAIKd N Katdppeuon Tou kaBeoTwTog. At ekel Yetannddue oTo mAai-
0olo UeTA TO 1974, Mpwta We Tov Poul ZIudeg, pe TNV 0duvner] Kal KavoTouo avatouia
MG enMavacTatikhg meplddou Kal TG 0paTrg Kat Alydtepo 0patig mPAYUATIKATNTAG
TIOU armokAAuWe, Kal 0Tn ouvexeld e Tpia peydAa dnuioupyikd ouunavta, Tou avTl-
TIPOoWTEUOUV JIAPOPES YevIEG auTou Tou dAAou Kivnuatoypdgou. ‘ONol Toug omou-
daia mapadelyyara g ev Adyw avBogpopiag, autd mou kdvouv autol ol dnuioupyol
(Péiq / Kopvtéipo, Movtéipo kat Kéota), mépa arnd 1o Tl mapatnpouly TG VEEG KOWVWVI-
KEQ ouvenkeg, elval mwg okdBouv Babutepa otny {dla TNV TAUTOTNTA WIAG XDPAG TTOU
elxe and kaipd Eebwpldoel, KdTw amnd T ENTOPIKN TNG dIKTaTopiag kat To Eéomaoua
g enavdotaong. Kat autd akpiBmg kdvel ki o ONBEIpa —eKmPdowmog Wiag TTaAald-
TEPENQ YeVIAQ oTnv omoia 0 VEOQ KIVNUATOYPAPOG AMETIoE POPO TIMAG— OTNV TOAUNEN
avTi-newikr Tou dlepelvnan NG CUANOYIKAG TTIOPTOYaAIKAG poipag. Téhog, n tawvia
™G Mapyapivta Kapvtéoo pdg enavagépet 0to Bacikd dEova g dIKNG Hag loTopi-
ag ou elval n mepiodog Tou Amoikiakou MoAéuou (tnv omoia emiong mpayuarevetal
o ONBEIpQ), péoa amd To BAEUMA Wiag oknvoBETidag ou eupabivel oTo eupUTeEPO
{Nua g B€ong NG yuvailkag oe €va TETAPEVO Kal auoTnEA KAVOVIKOTIOMUEVO KOl-
vviké mAalolo.

Zol€ Mavouél Kéota
Mpwnv AleuBuvtic g TavioBnkng
g Moptoyahiag (2014-2024)

%l_loptoya)\ia

/ Portugal

Responding to the core aim of this joint project, this selection does
not concentrate so much on the representation of the political and
social events of 1974-75-the fall of the dictatorship and the subse-
quent revolutionary period-but rather on the bloom of a new cinema
that evolved in the aftermath of that historical border. What we thus
evoke here is the outbreak of a unique and idiosyncratic film universe
whose very fragility on the industrial level, together with what was now
a state funding system free of further constraints, frequently opened
the way to single and strong artistic expressions.

The journey starts with an antecedent, Paulo Rocha’s The Green Years
(1963), a border-film itself, still done under the dictatorship, which
radically separated the “old” from the “new” cinema, and opened the
way to the blossom eventually allowed by the collapse of the regime.
From there we jump to the post-1974 context, first with Rui Simoes—
in his poignant and innovative dissection of the revolutionary period
and of the visible and less visible reality that it unveiled—and then with
three great authorial universes, representing various generations of
this other cinema. All of them great examples of the referred blos-
som, what the latter group (Reis/Cordeiro, Monteiro and Costa) does,
beyond witnessing a new context, is to dig deeper into the very identity
of a long-obliterated country, beneath the rhetoric of the dictatorship
and the outburst of the revolution. And this is precisely what Manoel
de Oliveira does—only representative of an earlier generation to whom
the new cinema paid tribute—in his daring anti-epic interrogation of
our collective destiny. Finally, the film by Margarida Cardoso brings
us back to the essential branch of our own history that is the Colonial
War period (also addressed by Oliveira), now through the eyes of a
woman filmmaker, delving into the larger issue of the place of women
in a tense and strictly normalized social context.

José Manuel Costa
Former Director of the Cinemateca
Portuguesa (2014-2024)
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MuBorAaoia/Fiction, 89’
1963, MoptoyaAia/Portugal
Aompépaupn/B&W

2knvobeaia/Direction

Paulo Rocha

Zevapio/Script

Paulo Rocha,

Nuno Braganca
odwroypagia/Cinematography
Luc Mirot, Elso Roque
MovraZ/Editing

Margarethe Mangs,

Emilia de Oliveira

"Hyog/Sound

Heliodoro Pires

Mouaikry/Music

Carlos Paredes

H6éomoloi/Cast

Isabel Ruth, Rui Gomes,

Paulo Renato, Candida Lacerda,
Carlos José Teixeira, Irene Dyne,
Harry Weeland, Ruy Furtado,
Alberto Ghira, Oscar Actircio

Anokardoraon/Restoration

H véa ynolakr| anokardotaon €yive
ané éva véo Ynelakd master mou
BNuLoUpYReNKe 4Tav 0 OKNVoBETNG
Arav akdpa ovravog Kat pe SIkr Tou
npwtoBoulia. Ta didpopa otddia
NG arnokardotaong empBAEnovIav
arté Tov oknvoBE Médpo Kdota
omv TavioBrjkn g MoptoyaAiag -
Mouoe(o Kivnuatoypdpou. / The new
digital restoration was made from a
new digital master created when the
director was still alive and on his own
initiative. The different stages of the

restoration were supervised by director

Pedro Costa at the Cinemateca
Portuguesa - Museu do Cinema.

Ta npaociva xpovia
Os Verdes Anos / The Green Years

To Kivnuatoypagiko viepmnouto Tou MNdouko Pdoa Ta mpdoiva xoo-
via elval pia kabnAwTikr lotopia evnAikiwong rou dladpauatiCetal om
NioaBéva g dekaetiag Tou 1960. O dekagwwidypovog XoUAo, évag
unodnuarorolég and v enapx(a, petakopiCel oty oAn kat apxicet
éva eldUNo e v T\vta, pa urnpeétpla. Kabwg n oxéon toug ava-
TtUooeTal, Ta JAPOPETIKA KOWVWVIKA TOUG MePIBANOVTA -1 ayPOTIKN
KOTaywyr) Tou XoUAIo Kalt N OXETIKA eyyutnta g TAvta ge v aotikn
Cwr— ouykpoUovTal, QVTAVOKAWVTAG TIG TIONITIOTIKES QVAKATATAEEIG
NG EMOXNG, CUUTEPIAAUBAVOUEVWY TwV AMAY®V NG TIOANG Kal TG
aoTikng Cwng und T diktatopia. O Pdoa, €xovtag HONG emioTpéel
amnd TIQ omoudEq Kivnuatoypdgou ato Maplal, émou eide To E€omaoua
™G NouBEA Bayk kal €kave TPAKTIKY doknon e Tov Pevoudp, otnv
Talvia ouvdUACel TO eKAETITUCEVO TIOATLOTIKG Tou uTtdBabpo e ogela
KOWVIKN ouvaioBnan), avolyovtag To dpduo yia 1o Néo Moptoyahikd
Kivnuatoypd@o Héoa oTov TAPAKUIaKO 0wpd TWV EUMOPIKWY Tapa-
ywyov. H Tavia képdioe 1o BpaBelo kaAltepng nMpdmg Tawviag oto
®eotiBAA Tou Nokdpvo To 1964.

B Paulo Rocha’s debut The Green Years is a haunting coming-of-
age tale set in 1960s Lisbon. Nineteen-year-old Julio moves from the
provinces to the city where he becomes a shoemaker’s apprentice and
begins a tentative romance with llda, a confident housemaid. As their
relationship develops, their differing social environments —Julio’s low-
class stigmatization and llda’s relative closeness to urban bourgeois
life— clash, reflecting the cultural upheavals of the time, including the
changes of the city and urban life under the dictatorship. Just return-
ing from his film course in Paris where he witnesses the outburst of
the Nouvelle Vague and does an internship with Renoir, Paulo Rocha
combines his sophisticated cultural background with acute social
sensiblity, opening the road to the New Cinema amidst the decaying
panorama of commercial productions. Winner of Best First Film at the
1964 Locarno Film Festival.



/ PORTUGAL

Ntokipavtép/Documentary, 130°
1980, MoptoyaAia/Portugal
Aompduaupn/B&W

Zknvo@eaia/Direction

Rui Simdes

Zevdpio/Script

Teresa Sa, Rui Simbes
dwroypagpia/Cinematography
Acdcio de Almeida, Gérard Collet,
José Reynés, Mério Cabrita Gil,

José Luis Carvalhosa, Russell Parker
MovTtdg/Editing

Dominique Rolin

"Hxog/Sound

Lufs Martins Saraiva, Rui Simées,
Richard Verthé, Carlos Alberto Lopes,
Paola Porru, José Loupa
Mouaikry/Music

Ed. Pais Mamede, José Pedro Caiado,
T Zé da Fonseca Mendes

AmokardoTtaon/Restoration

H tawia arnokataotddnke kau
ynotlorotenke ard myv Taviodnikn g
Moptoyahiag — Mougeio Kivnuaroypdgpou,
oto mAaiolo Tou Zxedlou Avakapyng kat
AVBEKTIKATNTAG, He TN XPnHaToddTon g
Eupwniaikng Eritportrig — Next Generation
EU. / The film was restored and digitised
by the Cinemateca Portuguesa - Museu
do Cinema, as part of the Recovery and
Resilience Plan, with funding from the
European Commission - Next

Generation EU.

O kaloi avBpwnot tng Moproyaliag

Bom Povo Portugués

The Good People of Portugal

B Metd and pia npwtn peydAou prikoug Tawvia, érou eixe eEetd-
oel ™ dlktaropia Tou Zahaldp Kuplwg péoa amd To UAIKO Twv Oeh-
Tlov eldnoewy Kal pe MEWTOTUNESG OUYKPOUTELG OTO HOVTAL, o Poul
Z1udeq amelkoviel edw v enavaotatikr nepiodo amnd tov AmpiAio
Tou 1974 gwg tov NoéuBplo tou 1975, amotunavoviag Ty atud-
opalpa, Ta Babid aitia kat Tiq avTipAoelg TNG Kal TTAPAKOAOUBDVTAG
Vv dvodo, TNV KopUdwon Kal TNV mapakur| mg. Me évav ouvduaoud
Kal TIANL DLAPOPETIKAOV TUTIWV EIKOVAG KAl APNYNUATIKWY ETIMEDWY,
n tawia repthapBdvel apyelakd UAIKO Kal Tipwtdtura MAGva, Tekur-
pLa KAl UETAPOPIKEG EIKOVEG, OdTIpa Kal dpapatomnolroelg, divovtag
oNUAvTIKG POAO 0T HOUOIKY. ASIAUPIORATNTA TEOCNAWMUEVO OTO
avtikeluevd Tou, ouvOUALeL TOV TIOAITIKO OXOALAoUS e TO ouvalodn-
MaTIkO BdBog, delyvovtag T600 T CUNUETOXT) Tou Aaoud 6o0 Kal To
pAA0 TOU wq Beatr| o€ AUTH TNV KOWBLKY| OTLyur| TNg lotoplag.

B Following a first feature where he had scrutinized the Salazar dicta-
torship mainly through newsreel footage and original editing clashes,
Rui Simées now portrays the revolutionary period from April 1974 to
November 1975, capturing its breath, deep causes and contradic-
tions, and witnessing its rise, peak and decline. Again with a mix of
different types of image and of narrative levels, the film includes archi-
val material and new footage, documentary and metaphorical images,
satire, re-enactments..., and gives a significant role to music. Unmis-
takenly committed with its object, it blends political commentary with
emotional depth, showing both the people’s involvement and their role
as spectators in this pivotal moment in history.

Ntokipavtép-MubomnAaacia/
Docufiction, 111’
1976, MoptoyaAia/Portugal
‘Eyxpwpun/Color

ZknvoOeoia/Direction
Anténio Reis,

Margarida Cordeiro
odwroypagia/Cinematography
Acdcio de Aimeida
MovTaZ/Editing

Anténio Reis,

Margarida Cordeiro
‘Hyog/Sound

Jodo Diogo, Filipe Manuel,
José Carvalho

AnokardoTtaon/Restoration

H tawia amokaraotdbnke

Kat Ynolorotrinke and

v Tawiobrikn g Moptoyahiag -
Mouaceio Kivnuaroypdgou. /

The film was restored and digitized
by Cinemateca Portuguesa -
Museu do Cinema.

Tpal-0{-Mbvteg

Tras-os-Montes

B H mpddt Kat o epPAnuaTtikr) douleld Tou Zeuyoug PElg / Kopvté-
10O, ONUIOUPYWY HIaG Oelpdq TPWTOTUTIWY KAl ATAITITIKGOY TAVIGOV.
H tawvia dev diepeuvd ) oTwyn Bopeloavatohkny meploxn Toal-
ol-Mévteg wg wa «Buolaopévn» enapyia, aAd wg kortida evog
apxaiou, mouatou AdikoU TIOAITIOOU, avTinapaBAAoVTAS moINTIKA
TOV KUKAIKO TNG XPOVO LE TOV YPAUMIKS XPAVO TNG «TTp0odd0ou». Xwpig
fxvog mapaxdpa&ng 1) Lubomoinong TG KOWWVIKAG TG TTEAYUATI-
KOTNTAC, TPAYUATEUETAL TA HUBIKA AMOHEVAPIA TOU KEATIKOU TIOAITI-
ouou. Onwg eixe Tovioel kdmnote o Zav Poug otov peydAo €naivo Tou
yla TV Tawia: «Autr| n Tawvia eival yia Jéva n anokAaAuyn uiag veéag
KIVNUATOYPAPIKAG YADooag. [..] Mapd Ta eunddia oe uia YAwooa
mou elval 1éoo Tpaxid éoo o ypavitng ota Bouvd, Ta Gavtdopara
evog avaugiBoia ouclwdoug pUBou eupavidovtal Eagvikd, otnv
oTPOPN €vOQ VEOU oVOTIaTIoU, eMEIdY| TA £XOUME avayvwpIoel oLy
QKGN T OUVAVTHOOUE.

B Trds-os-Montes is the first feature and most emblematic work of the
couple Reis/Cordeiro, authors of a short but unique set of films which
stand among the most original and demanding Portuguese cinema.
Done as a portrait of a region -the remote and then radically impoverished
northeastern Portuguese region of Tras-os-Montes, significantly emptied
by emigration- the film does not look at it as a “sacrificed” province, but
as the repository of an ancient, rich popular culture, poetically contrasting
its cyclical time with the linear time of “progress”. Without a hint of falsifi-
cation or mythification of its social reality, it addresses the “essential myth”
of old (but present) Celtic cul-ture. As Jean Rouch has once underlined
in his high praise of the film: “This film, to me, is a revela-tion of a new
cinematographic language. [...] Despite the barriers in a language that is
as rough as the granite in the mountains, the ghosts of an undoubtedly
essential myth suddenly appear, in the curve of a new path, because we
have recognized them even before we met them”.



MOPTOTAAIA / PORTUGAL

MuBomAaoia/Fiction, 99’
1989, MoptoyaAia/Portugal,
Aomipdpaupn/B&W

2knvo@eaia/Direction

Pedro Costa

Zevdpio/Script

Pedro Costa
dwroypagia/Cinematography

Martin Schafer

MovTtaf/Editing

Manuela Viegas

"Hxog/Sound

Pedro Caldas, Gerard Rousseau
Mouaoikr/Music

Antdnio Pinho Vargas

HBomoloi/Cast

Pedro Hestnes, Nuno Ferreira, Inés

de Medeiros, Luis Miguel Cintra, Canto
e castro, Isabel de Castro, Henrique
Viana, Luis Santos, Manuel Jodo Vieira

AnokardoTtaon/Restoration

H yneptoroinon oe 4K €yive ané 1o
TIPWTATUTO apvNTIkG 35mm o 0apwTr
uypnig UAng Oxberry-Cineric katn
nxoypdenon rirav und v eniBAeyn

Tou Franco Bosco. To uhiké 35mm
@uAdooetal oty Tavobrikn g
Moptoyahiag — Mouoelo Kivnuatoypdgou
- ANIM. / The 4K digitization was made
from the original 35mm negative on an
Oxberry-Cineric wet-gate scanner and

the audio recording was supervised by
Franco Bosco. The 35mm material is held
at the Cinemateca Portuguesa - Museu do
Cinema - ANIM.

To aipa
O Sangue / Blood

H tawia apxiCel pe éva xaotoukl. O TaTépag XAoTOUKICZEL ToV YIO.
O vyi0g poldZel pe tov Médpo Kéota. O Kdaota rrav tpidva etwv dtav
YUpIoE TNV TTPWTN Tou auth Tawia. Ta ototxela éuwg mou Bpiokoupe
OTa EMOUEVA £QYA TOU Elval 1idN TTIAPAVTA, AKOUN KL av deV €X0UV KON
KataotahdEel TAPWS: TO PWS (TO OKOTADL), ol dvBpwrtol, autd Tou
Aéve, 0 TpdTIOG Mou Kortdlovral 1) aykahiddovral. H iotopia apopd duo
adéAPIa, Tov peyaAUTepo Bivagvte kat Tov pikpdTepo Nivo, Tov eEapa-
VIOEVO TIATEPAG TOUG, KI éva Kopital, Tnv KAdpa. ‘OAot Toug potdlouv
va TIEPMATOUV KAT® amd yia peydAn okid, pakpld ano kdbe Eépwrto.
TUPLOUEVO OE EKTTANKTIKG AoTIPOUauUpo, To Alua elval pia 1otopla yia
v anpoaotdreutn Tadikr Kat veavikr nAikia ot {ogepr] aTuéopaipa
TWV TTPOACTIWV [IAG HEYAAOUTIOANG, Jid loTopia pOROU TTOU TIPOKAAE!
évav dAo, BabUtepo, LeyaAUTEPO Kal TIo eVOXANTIKS PORo.

B The film begins with a slap. The father slaps the son. The son looks
like Pedro Costa. When Costa made this film, his very first, he was
thirty years old. Of course, the things we find in his subsequent works
are already here — even if they haven't yet settled in properly: the light
(darkness), the people, what they say, the way they look at each other
or embrace. The story: two brothers, Vincente the eldest and Nino the
younger one; their father, who has disappeared; and a girl, Clara. All of
them seem to be walking under a large shadow, away from any clear-
ing. Shot in stunning black-and-white, Blood is a tale of unprotected
childhood and youth in the gloomy atmosphere of the outskirts of a
big city, a tale of fear that evokes another —deeper, larger and more
disturbing- fear.

MuBomnAacia/Fiction, 119’
1989, MoptoyaAia/Portugal
‘Eyxpwun/Color

Zknvo@eoia/Direction

Jodo César Monteiro
Zevapio/Script

Jodo César Monteiro
dwroypagia/Cinematography
José Anténio Loureiro
MovTd{/Editing

Helena Alves, Claudio Martinez
"Hyog/Sound

Vasco Pimentel

Heéomoloi/Cast

Jodo César Monteiro,

Manuela de Freitas, Ruy Furtado,
Teresa Calado, Duarte de Almeida,
Maria Angela de Oliveira,
Antdnio Terrinha, Sabina Sacchi

AnokardoTtaon/Restoration

To @I\ UAGOOETAL Kal oUVTNPEELTAL
ard v Tawodrikn g Moptoyahag -
Mouoeio Kivnuatoypdgou. /

Film copy preserved by Cinemateca
Portuguesa - Museu do Cinema.

Avapvriosig ané to kitpivo omitt

Recordac¢des da Casa Amarela

Recollections of the Yellow House

2 aut ™V Tawia, To hovadikd ouumnav Tou Zodo 2€Cap Movtéipo
€PTA0E 08 HIa arnd TIC KOPUPWOELG TOU KAl TAUTAXPOVA ONUelwonKe
ia Kaprm, péow mg dnuioupyiag Tou dAou Tou eautod, Tou Zodo
Nte Ntéoug. O xapaktipag, Tov omoio urnodueTal o {Blog, Tapouat-
dletal wg évag Armopog KATOIKOG TwV TIAAAIWDY YETovIdVY TNG AloaBo-
Vag, ToU EAKeTAl ard Tov ZOUUMEPT Kal TIG VeSTEPES Yuvaikeg Kal O
oroiog dlaytyvaoketal e dvola. Mapd v kapikaroupd, To BASUua
Tou MovTéLpo HTav TIPOKANTIKS Kal armpoodléploTo, kabwg ouvduace
éva delypa amoikng TEAayUaTKOTNTAg Kal JeyaAoTIpEnelas. Zuxvd
KIVNUATOYPAPnUEVN oe TIAGva Ttou kéBouv v avdoa, oty Tawvia n
EKAETTTUOUEVN KOUATOUPA ouvavtd T wépla, T OkANEr KOWVWVIKY
OUVONKY), TO AETTTO XIOUHOP KAl TOV €QWTIONO, e arapduiMn dekl-
oteyvia.

® In this film, the unique universe of Jodo César Monteiro reached
one of its peaks, and at the same time had a turmning-point, through
the creation of his alter-ego Jodo de Deus. The character, played by
himself, is portrayed as a destitute inhabitant of the old Lisbon neigh-
bourhoods, attracted by Schubert and younger women, who is diag-
nosed with dementia. With it, and despite the caricature, the provoca-
tive Monteiro’s touch only got even more provocative and indefinable,
built upon a mix of the basic, down-to-earth reality and the sublime.
Not rarely filmed in breathtaking shots, here the sophisticated culture
meets misery, harsh social condition, fine humour and eroticism, in a
way that no one could ever imitate.



NMOPTOTAAIA / PORTUGAL

MuBonAaoia/Fiction, 108’

1990, MoptoyaAia, lomavia, MaAAia/
Portugal, Spain, France

35mm, ‘Eyxpwun/Color

Zknvobeaia/Direction

Manoel de Oliveira
Zevdpio/Script

Manoel de Oliveira,

P. Jodo Marques
dwroypagia/Cinematography
Elso Roque

Movrtdg/Editing

Manoel de Oliveira,

Sabine Franel

‘Hxog/Sound

Gita Cerveira

Mouoikrj/Music

Alejandro Masso
Héomnoloi/Cast

Luis Miguel Cintra, Diogo Déria,
Miguel Guilherme, Luis Lucas,
Carlos Gome

Anokardotaor/Restoration

To @\ pUAGooETAl KaL CUVINPE(Tal
and mv Tawtodrikn g Moptoyahiag -
Mouoeio Kivnuatoypdgou. /

Film copy preserved by Cinemateca
Portuguesa - Museu do Cinema.

“’Oxt” | n patain 36€a tng dratayng
"Non" ou a Va Gléria de Mandar

Non, or the Vain Glory of Command

u To Ox elval pia Tukvr kal akpd TPOETolUacpévn dlepelivnan TG
lotopiag kal tng Tautdttag Mg MoptoyaAiag, n omola BaciCetal om
MVAUN Kal TNV avarnapdoTtaon KATaoTPOPIKOY OTEATIWTIKWY NTTWV.
Ta 1oTOPIKA eMeladdla (KIVNUATOYpaPnUEVa e éva Jefypua UmEpoxwy
OKNVOBETIKWV OTOIXEIWV KAl IAC UAIOTIKNG, «XELPOTIOMTNG>» TTPOCEYY!-
ong) mapouctdaloval kal avakahouvtal and gvav avBuroAoxayo, evw
0 AGX0G ToU Kive{tal atnv AQPIKY|, O€ LI QIMOIKIOKPATIKY) ArOCTOAN,
Ayo Tpv and mv katdppeuon Tou kabeotdtog To 1974. Mia and
TIq BaoIkEQg Tawvieg ToU TEPATTIOU Kal avekT{untou éoyou Tou OARE-
lpa, elval emiong pia ard TiG TIo TOAUNEES TIPOCEYYITEIG OTO PAEyoV
mua, via toug MoptoydAoug, TNG CUAOYIKAG TOUQ TAUTATNTAG.
‘Eva eAelBepo €pyo evdg ehelBepou avBpwmou, o omolog avtiue-
Twmniel v éwola G lotoplag pe JLaAEKTIKO TPATIO, AVENNPEAOTOQ
and Adikd 1) dlavonTikd KAIOE, etionueg Mpooeyy(oelg 1 GTOIXEIDOEIG
TIATPIWTIKES AMOYELS.

B Nonis a dense and long prepared interrogation on Portugal’s his-
tory and identity, built upon the memory and reenactment of cata-
strophic military defeats. The historic episodes (filmed with a mix of
splendorous mise-en-scene and a material, “handcrafted” touch) are
introduced and recalled by Alferes (second lieutenant) Cabrita (Luis
Miguel Cintra) while his company moves in Africa, in a Colonial War
mission, just before the collapse of the regime in 1974. One of the
key films of the immense and invaluable work of Oliveira, this is also
one of the boldest approaches to the (very “Portuguese”) issue of our
collective identity. A free work of a free man, who addresses the sense
of History in a dialectical way, unaffected by popular or intellectual cli-
ches, official approaches, or elementary patriotic views.

MuBomAaoia/Fiction, 120’

2004, MoptoyaAia, TaAAla, feppavia/
Portugal, France, Germany
‘Eyxpwpn/Color

Zknvobeaia/Direction
Margarida Cardoso
Zevdpio/Script

Margarida Cardoso, Cédric Basso
odwroypagia/Cinematography
Lisa Hagstrand

Movtag/Editing

Pedro Filipe Marques
"Hyog/Sound

Carlos Alberto Lopes
Mouaikry/Music

Bernardo Sassetti
Heormoloi/Cast

Beatriz Batarda, Filipe Duarte,
Ménica Calle, Adriano Luz,
Lufs Sarmento, Jodo Ricardo,
Dinarte Branco, Sandra Faleiro,
Bia Gomes, Fernando Lufs,
Carlos Pimenta

Amnokataotaon/Restoration

H ynelomoinon &yve and

v Tawiobrikn g Moptoyahiag -
Mouoelo Kivnuatoypdgou

JE TNV OLKOVOUIKT} UTTOOTHPIEN

Tou EBvikoU Zxediou Kivnuaroypdgou. /
The digitisation was implemented by
the Cinemateca Portuguesa - Museu
do Cinema with the financial support

of the National Cinema Plan.

H aktr nou ciyodBupilet

A costa dos murmurios

The Murmuring Coast

n Onwg kat 1o Oxitou ONBEPQ, N TIPWTN peyAAou prikoug Tavia tng
Mapyapivta Kapvtdoo, Baotopévn oe publotépnua g Awtia Xopxe,
pag unevBupiCel 8Tin xwpa oTnv orola kaTéppeuce TeAkA N dKTaTopia
ATaV UIa XWPa 08 TTIOAEUO (0 amoIKIaKAG TIOAEHOG 1y 0 AMeAeUBEPWTIKAG
TIOAELOG YA TOUG EVOTTAOUG aPPIKAVIKOUG Aaoug) Kal OTL 0 TIOAEUOG
ATav 0 MUPMVAG TWV AITIWY TIOU 0drynoayv OTnv TITOon Tou KabeoTw-
10G. ®1dvovtag otnv anolkia Tng MolapBikng yia va mavtpeute! évav
otpatiwTiké, n ERita Bubicetal ypriyopa oty unofdokouoa mpayuatt-
KOTNTa TNG TeXVNTNAG, BeaTpormolnuevng, oXeddv OVELPIKAG KOWWVIKNG
CNGQ pIag kowaTtnTag ota mpdbupa TG kenéng. O dinynTikdg Xpdvog
NG Tawiag eival 0 xpdvog TG ECWTEPIKNC UETAUOPPWONIC TNG, META-
TPEMOVTAQ OAeq TIQ Yeudalobnoelq Og apOENTN CUVEIBNTOMOMGN TWV
HETAUOPPWOEWY TwV AAAWV. Mia SIapOPETIKT UATId Yia TOV TIOAEO Kat
TIG Yuvailkeg amo Jia onuavTiki yuvaika oknvoBeTida.

m Like Oliveira’s Non, Margarida Cardoso'’s first feature reminds us that
the country where the dictatorship finally collapsed was a country at war
(the Colonial War, or the Liberation War for the African peoples in arms),
and that the war was at the core of the very causes for the regime to fall.
The film adapts a novel by the contemporary writer Lidia Jorge, on the life
of the Portuguese community in colonized Mogambique, in the last years
of the regime. Arrived in the colony to marry Luis (the groom mobilized
for war), Evita quickly plunges into the underlying reality of the artificial,
theatricalized, almost dreamlike social life of a community on the verge
of explosion. The diegetic time of the film is the time of her inner trans-
formation, converting all the illusions into the awareness of the others’
transformations (above all Luis, but also Helena, his captain’s wife, the
other strong female character of the film) to the point of the unbearable.
A “reverse shot” on the war and women by an important woman director.



loTtavia

ETIAOYN TWV TAWVIOV ETIKEVTIPWVETAL 08 EKE(VEQ TIQ TAPAYWYEG TTOU A0X0AOU-
vTal pe Tov éva fy Tov AANo TPOTO [e Ta yeyovaTa NG IOTIAVIKAG TIOAITIKNG

HeTARaoNg, elte oe XpOVO TPOYEVESTEPO TWV LOTOPLIKWOV YEYOVOTWV E(TE HETA
10 TéA0g Tng diktatopiag. Mapouctdlouv pIa OPICUEVT TIOIKIAOKOP®Ia aAloONTIKOY
npooeyyloewv ano v nepiodo peta&y 1973 kat 1984, ot omoleq katd Kdmolov TPOMo
mpoTe{vouv TG00 WIa IOTOPIKA amoTUNWOTN Kal KOWWVIKY) avIavdkAaon Tng emoxng
TOUG, 600 Kal Pl EKPPACT TWV «aMEAEUBEPWHUEVWV» EIKOVOV TOU LOTIAVIKOU KIVNATO-
ypdoou, o omnoiog BePaiwg elxe ndn apxioel v WOlaitepn petdBacn Tou oTn dekaegTia
Tou 1960 pe tov Aeydpevo «Ngo lomavikd Kivnuatoypdgo».

2KnvoBEteq dnwg o Mnalihio Maptiv Mativo kat 0 KdpAog Zdoupa avrikav oe autr| Thv
oUAda eEQIPETIKWY ONUIOUPYWVY TIOU eMEDEIEAV KPITIKK) OTAON anévavTl 0To KABeoTwg,
av Kal mdvta ek Twv €0w, Kal TPATEVaV Uia AloBNnTIKY) 0TEOQN Hakpld arnd v eow-
oTpePr} €BVIKA KOUATOUPA TIPOC €vav TIO «eUPWTIAIKG» Kivnuatoypd@o. NToKIuavtép
onwq 10 Tpayoudia yia UETA ToV MOAEUO, TIOU TIPACPATA AMOKATACTAONKE arnd Tnv Tal-
vioO1kn Tng lomaviag, kat H armoudyeuon, GUUMUKVOVOUV TO TIVEUUA UIAg XHPag Tou
avaroAel pe elpwvela TIq emionueg MOMTIOTIKEG elkdveq (dnAadn TIq TponayavdloTl-
KEQ eIONOELG, TN UETATIOAEUIKY] AQiKY| LOUOIKY| KAl TOUG TIOINTEG TOU KABeaTWTOG), TNV
{d1a oTtyur) mou TNV arnelkoviCouv oty mapakun ™g. H MiAdp Mipd, onouddaTpla otnv
Enlonun ZxoAn Kivnuatoypdgou (Escuela Oficial de Cinematografia), fitav uia and tiq
Alyeq yuvaikeg Tng KIvnuaToypadikrg Blounxaviag, To €pyo tng omnolag avadelxdnke
wg €voelEn Tou paydaia eEeNlooduevou podAou Tng yuvaikag otnyv lomavia and ta péoa
g dekaetiag Tou 1970 €wg ) dekaeTia Tou 1980. H mepimtwon tou EykArjuarog g
Kougvka, yvwoTr| wg «unéBean Mipd», €yive €va and Ta oAU omdvia napadelyuara
Aoyokplaiag tnv mepiodo g dnuokpatiag. Otav n oknvoBétida dlopiotnke To 1982
dleuBuvtpla Tou IvoTtiToutou Kivnuatoypdgou kat OmTIkoakouoTIK®v Texvav (ICAA),
Beomiotnke 0 «voudg Mipd», OXETIKA e TOUG KAVOVIOUOUG Kal TIQ eMIDOTH0EIQ OTOV
KIvnuatoypagikd kAddo.

AUTEQ Ol TIOAITIKEG dnuIoUpynoav éva ovTEAO eBVIKOU Kivnuatoypd@ou mou Ba aro-
TehoUoe TN Bdon Tou Kivnuatoypdgou mou Ba akoAouBouae, dnwg n dleBvig emtuxia
Tou Mdplo Kapou pe to Ot dyior aBaor. 3xeddv mevivta xpovia Yetd tnv mTdon g
dikTatopiag, o dlebvidg kata&lwuévog oknvoBETng MEdpo AAuodoRdp, otnv Tawvia
MNapdAAnAeg untépeq, eméleke va BiEel (ntriuata cuAAoyikou dlayeveakou Tpalua-
T0G, HEOW TNG loToplag TNG avakdAuPng opadikwy TAPwY avTIPEOVOUVIWY and v
nep(0d0o Tou PPAavKIoHoU.

Kdaphog PeBipiéyko
AleuBuvTng Mpoypappatiopoy / AvanAnpwtr|g AleuBuving
g TawvioBrkng Tng lomaviag

/Spain

The selection of these films focuses on productions that deal in one way
or another with the events of the Spanish political transition, either in antic-
ipation of historical events or after the end of the dictatorship. They show a
certain diversity of aesthetic approaches from the period between 1973 to
1984, which in some way propose both an account of history and a social
reflection of their time, as well as an expression of the “liberated” images
of Spanish cinema, that certainly already begun its particular transition in
the sixties with the so-called “New Spanish Cinema”. Directors like Basilio
Martin Patino and Carlos Saura were part of this group of excellent auteurs
that regained a critical attitude towards the regime, although always from
within, and proposed and aesthetic shift away from national self-absorp-
tion culture and towards a more “European” cinema.

Documentaries such as Songs for After a War, recently restored by Fil-
moteca Espafola, and The Disenchantment, encapsulate the spirit of a
country that looks back with irony to the official cultural icons (meaning
the propaganda news, the post-war popular music and the poets of the
regime) at the same time that they portrait its decadence. Pilar Miré, a
student at the Official School of Cinematography (Escuela Oficial de Cin-
ematografia), was one of the few women in the film industry whose work
was highlighted as an indication of the rapidly evolving role of women in
Spain from the mid-1970s to the 1980s. The case of the Cuenca Crime,
known as the “Miré case” became one of the very rare examples of cen-
sorship already in the republic. When she was appointed director of the
Institute of Cinema and Audiovisual Arts (ICAA) in 1982, the “Mird law” was
enacted, concerning regulations and subsidies in the film industry.

These policies created a model of national cinema that would form the
basis of the cinema that would follow, such as Mario Camus'’s international
success with The Holy Innocents. Aimost fifty years after the fall of the dic-
tatorship, internationally acclaimed director Pedro Almodédvar, in his film
Parallel Mothers, chose to address issues of collective intergenerational
trauma through the story of the discovery of mass graves of dissidents
from the period of Francoism.

Carlos Reviriego
Programme Director /
Deputy Director of Filmoteca Espariola
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Ntokipavtép/Documentary, 115'
1971, loravia/Spain
Aomipdéuaupn/B&W, ‘Eyxpwpun/Color

Zknvo@eaia/Direction

Basilio Martin Patino
dwroypagia/Cinematography
José Luis Alcaine
MovraZ/Editing

Basilio Martin Patino
Mouaikr)/Music

Manuel Parada

AnokardoTaon/Restoration
Arnokatdotaon and v Filmoteca
Espafiola. / Restoration by
Filmoteca Espariola.

o
g
—/

Tpayoudia yia peta tov néAepo

Canciones para después de una guerra

Songs for After a War

> qutr v Tawia o oknvoB€mg Mnaciho Mapriv Mativo avakalel
Ta XPOVIQ TNG HETAMoAeUIKNG loTtaviag péow Uag kKauoTikng doknong
MOVTAL. Xpnoluottolel elpwVIKA Kal QVTIOTIKTIKA SnUoQIAr] Tpayoudla
NG €MOXNG, EMAVAVONUATOd0TWVTIAG TO «ETONUO» APXEIAKO UNKO.
Me autév Tov TPOTO, AMOKAAUTITEL TO TIPAYMATIKG TTEACWTO HIag
Xwpag Bublopévng oty mefva kat m duotuyia. To Tpayoudia yia uetrd
TOV MOAEUO, YUPLOKEVO TO 1971, apXIkA AOYOKPIONKE Kal GUPPIKVED-
Bnke og Tawvia pecaiou prikoug, Tiplv TeAIkA anayopeutel and tov Téte
npwBumoupyd, Aoulq Kapépo MmAdvko. H Tawvia mpopArenke oty
lortavia petd to Bdvaro tou diktdropa Gpdvko o 1975 kal v otadl-
akr| éAeuon g dnuokpatiag.

B In this film the director Basilio Martin Patino evokes the years of
post-war Spain through a poignant editing exercise. With ironic and
contrapuntal style, he uses popular songs of the era, re-appropriating
the “official” archival material. In doing so, the film reveals the true face
of a country plunged into hunger and misery. Shot in 1971, Songs for
After a War was initially censored and shortened into a medium-length
film, before finally being banned by the then Prime Minister, Luis Car-
rero Blanco. The film was shown in Spain after the death of dictator
Francisco Franco in 1975 and the gradual advent of democracy.

Ntokipavtép/Documentary, 92'
1976, lonavia/Spain
Aomipdéuaupn/B&W, ‘Eyxpwpun/Color

ZknvoOeoia/Direction

Jaime Chavarri
odwroypagia/Cinematography
Teo Escamilla

MovraZ/Editing

José Salcedo

H anopayesuon

El desencanto / The Disenchantment

O Xdiue TCZ&Bapt divel pwvry oTnv olkoygvela Tou AgomoAVTO
Mavépo, ToU eMiONUOU TIOINTY) TOU PPAVKIKOU KABEOTWTOG, 0 0ro{og
areBiwoe 10 1962. Mpdkeltal yia éva KAAATEXVIKS €pYO0 He TNV a&fa
evoq I0TOPIKOU VTOKOUPEVTOU. O oknvoBETNg, unaivovtag oTo eow-
Teplkd auTAG TNG IBIOTUTING OlKoYEvelag, Ba Kdvel Tn Xrea Kal Ta mal-
d1d Tou ToINTA va JiIAoouv. H xrjpa tou, ®eAlolvtdvt MmAavk Kal ot
TPELQ Yiot Tou, Mital, Xoudv Aou(g kat Aeotdivto Maplia, ekppdlouv
Tikpleq Kal Tpaupara, avadelkvyovtag T oTadlakr anoouveeaon
LG OlKoYEvelag Tou el ayIOEUEVT 08 LA UTTOKPLTIKY) TIPAYUATL
kétTa. H tawvia Aettoupyel wg TéAela petapopd TG MAPAKUNAG TIoU
Xapaktrptle Tnv lomavia ota teAeutaia xpdvia Tou Gpavkiopou. H
arroudyevon itav n teheutala Talvia mou unéoTn T Aoyokploia Tou
KaBeoTWTOG.

B Jaime Chavarri gives voice to the family of Leopoldo Panero, the
official poet of the Franco regime, who died in 1962. It is an artistic
work with the value of a historical document. Its director, by getting
inside this peculiar family, will make the poet’s widow and children talk.
His widow, Felicidad Blanc, and his three sons, Michi, Juan Luis and
Leopoldo Maria, express bitterness and pain, highlighting the gradual
disintegration of a family living trapped in a hypocritical reality. The film
functions as a perfect metaphor for the decadence that characterized
Spain in the last years of Francoism. The Disenchantment was the last
film to be censored by the regime.



IZMNANIA / SPAIN

MuBomnAaoia/Fiction, 93’
1977, lomavia/Spain
‘Eyxpwun/Color

Zknvobeaia/Direction
Fernando Colomo
Zevapio/Script

Fernando Colomo
dwroypagia/Cinematography
Angel Luis Fernandez
MovTdg/Editing

Miguel Angel Santamarfa
Héomnoloi/Cast

Miguel Arribas, Carmen Maura,

Joaquin Hinojosa, Emma Cohen,

Félix Rotaeta, Concha Grégori,
Juan Lombardero

Xaptveg tiypeig

Tigres de papel / Paper Tigers

B H npay peydhou prkoug Tawvia tou depvdvio KoAduo, Bepehw-
dNg Y1a ToV KIVNUAToypdpo TG LoTavIKiG JetdBaong, efval emiong to
€pY0 Tou eykawv{aoe ) Aeydpevn «UadpINevIkn kwpwd{a». H tawia
napakohouBel To Ceuydpl, Kdppev kal Xoudv, katd tn dIApKela Twv
TIPWTWV ONUOKPATIKWOV eKAOYWV Tov louvio Tou 1977, mpoopEpovtag
IO TOAUNEN KAl ELOWVIKY) AMEIKGVION TNG TTONTIKAG, TWV VAPKWTIKOV
Kat Tou oek. Amtotelel TTOAUTIHO VIOKOUUEVTO, KaBWG armelkov(Cel Tov
TPATO We Tov orolo ol dvBpwrol oty lomavia avtiAapBdvovtav v
TIONTIKY) TN dekaetia Tou 1970 petd v edpaiwon TG dnuokpatiag.
ATNOKAAUTTTEL TIG QVTIQACELQ ekelvwv TwV VEWV TIOU, Yla TTPWTN popd
HeTd and oAU kaipd, Blwoav v eheubepla Kat €mperme va avrano-
KplBoUv oTIq TepLoTAoelg kal va eival Hovtépvol, MapdAo Tou dev
elxav Ta KaTdMnAa eddia yia va KaTavornoouy Tn VEwTePIKOTNTA.

® Fernando Colomo’s first feature film, fundamental to the cinema of
the Transition, is also the work that inaugurated the so-called “come-
dia madrilefia”. The film follows the couple, Carmen and Juan, during
the first democratic elections in June 1977, offering a bold and ironic
portrayal of politics, drugs and sex. It is a valuable document, as it
depicts the way people in Spain perceived politics in the 1970s after
the advent of democracy. It reveals the contradictions of those young
people who, for the first time in a long time, experienced freedom and
had to respond to circumstances and be modern, even though they
were not equipped to understand modernity.

MuBormAaoia/Fiction, 91’
1980, lonavia/Spain
‘Eyxpwun/Color

ZknvoOeoia/Direction

Pilar Miré

Zevdpio/Script

Pilar Mird
odwroypagia/Cinematography
Hans Burmann
MovtdZ/Editing

Jose Luis Matesanz
Mouaikry/Music

Anton Garcia Abril
Heéomoloi/Cast

Amparo Soler Leal, Héctor Alterio,

Daniel Dicenta, José Manuel Cervino,

Mary Carrillo, Francisco Casares

To éykAnpa tng Kouévka

El crimen de Cuenca / The Cuenca Crime

u H tawia BaoiCetal oe aAnbivr lotopia Tou 1913, dtav duo gilol and
éva xwplo g Kougvka Bacaviotnkav ard tnv loTtavikr TOMTOQUAAKT)
(Guardia Civil) kal avaykdotnkav va opoAoyrioouv éva EykAnua Tou
dev elxav dlampdgel. Mpdkerral yia v lotopia piag eikiag mou dia-
Adetal and mv MapguBaon Twv apxwy, &va aypoTKO TIOPTPETO TNG
lortaviag otiq apxég Tou 200U alwva, KaBmg yia évav TIPoRANUATIONS
Yla TO TIOIOG UTTOPEPEL amd TN ouPmnayvia PeTa&U TG ekKANoLaoTI-
Kig e€ouaiag, Tou oTPATOU Kal TWV avATEPWY TAEewv, dTav poKelTal
yla v emiBoAr Tou vopou. Muplopévn 1o 1979, 1 tawvia kataox€onke
arnd 1o Yrnoupyelo Eowteplkay, Tou T Bewpnoe «pooBoAr| Tpog
TO Zdpar. H povadikn taivia mou unéotn Aoyokploia mapdAo mou N
lortavia eixe 1N vivel dnuokparia. Otav TeAkd mpopAienke gyve
TIOAU SNUOPIATG, Yeyovag rou defxvel Ta mpofAjuaTa g petdBaong
OXETIKA pe eAeuBepla NG €kPEANG METAEU TWV TIAAQUWY PEAVKIKGDV
BECUWVY KAl TWV VEWV SNUOKPATAV.

B The film is based on a true story from 1913, when two friends from a
village in Cuenca were tortured by the Guardia Civil and forced to con-
fess to a crime they had not committed. This is the story of a friendship
broken by the intervention of the authorities, a rural portrait of early
20th century Spain, and a reflection on who suffers from the collusion
between the clerical power, the military and the upper classes when it
comes to law enforcement. Made in 1979, the film was confiscated by
the Home Office, which deemed it an "insult to the Corps". The only film
to be censored even though Spain had already become a republic.
When it was finally shown it became very popular, which shows the
problems of transition regarding freedom of expression between the
old Frankish institutions and the new democracies.
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MuBornAaoia/Fiction, 105’
1976, lonavia/Spain
‘Eyxpwun/Color

Zknvo@eaia/Direction
Carlos Saura
Zevdpio/Script

Carlos Saura
dwroypagia/Cinematography
Teo Escamilla
MovtdZ/Editing

Pablo G. Del Amo
H6éomoloi/Cast
Geraldine Chaplin,
Ménica Randall,

Ana Torrent

OpcYe Kopakia

Cria cuervos

To aplotoUpynua tou KdpAog Zdoupa avarépvel Tn Bpnokela, To
yduo kat Tov Bdvaro, péoa and 1o PAEuUa evég nadlol. Extég and
éva aAMOKoTOo Spdpa olkoyevelaknig duoAeltoupylag, TTpdKetTal Kat yia
la 1oTopIkn) TIapaBoAr yia To TéAog Tou dpavkiopou. H ewidypovn
oppavr) Ava, OToleldveral arnd Tov BAvaro Tou Matépa g, evog
Bdvauoou oTEATIWTIKOU KAl TNG KAKOTIOMUEVNG UNTEPAG TG. To Ttaid(
Ba uropouoe va avipoowrelel oAOKANEN T vedtepn yevid g
lortaviag, mou €xel umootel Bdvauaon kakoroinon and 1o KabeoTwq
Tou ®pdvko. O Zdoupa waotdoo Ba uropouoe KAAIOTA va areubuve-
Tal YeVIkGTepa oty Eupwrm Kat atnv dpvnon va avayvwplotel 4Tt n
XWPA TOU arnoTéAeae I5e0AOYIKS Kal OTPATIWTIKG TEd0 DOKIMWY YIa T
vadotikr Mepuavia kat g omoiag o adlauapTUeNnTog PAcIoudg erl-
Kpdtnaoe yia oAd xpdvia petd Tov B’ aykAopIo TIOAEUO. Muplopévo
Ayo mptv Tov 8dvaro Tou ®pAvko, TO PIAU TIPOKAAEDE TNV 0PYT] TWV
OTPATIWTIKWY TOU KABETWTOG KAl TOU QVTITPOEdPOU TNG KUBEEVNONG
Zavtidyo Nidd Nte MevtiBIA.

B Carlos Saura’s masterpiece revisits religion, marriage and death
through the eyes of a child. In addition to being an uncanny drama
of family dysfunction, it is also a historical parable about the end of
Francoism. Nine-year-old orphan Anna is haunted by the deaths
of her father, a brutal army officer, and her mistreated mother. The
child could represent the entire younger generation of Spain, brutally
abused by the Franco regime. However, Saura could well have been
addressing Europe in general and the refusal to acknowledge that his
country was an ideological and military testing ground for Nazi Ger-
many and whose unapologetic fascism prevailed for many years after
the Second World War. Filmed shortly before Franco’s death, the film
provoked the fury of the regime’s military and the vice-president of the
government, Santiago Diaz de Mendivil.

MuBormAaola/Fiction, 107’
1984, lonavia/Spain
Aomipdéuaupn/B&W

ZknvoOeoia/Direction

Mario Camus

Zevdpio/Script

Baotopévn oe publotépnua
Tou Miguel Delibes,

Antonio Larreta
odwroypagia/Cinematography
Hans Burmann
MovTag/Editing

José Marfa Biurr(in
Mouoikr)/Music

Anton Garcia Abril
Héormoloi/Cast

Alfredo Landa, Francisco Rabal,
Maribel Martin, Terele Pavez,
Agata Lys, Agustin Gonzdlez

O ayiot aBwor (Ta aBoha Bopata)

Los santos inocentes / The Holy Innocents

> Sekaetia Tou 1960, Uia OlkoyEvela aypoTwy (el o€ GUVONKEQ
eEabNwong oe éva TOIPAIKL, Urotayuévn oTiq BeAOEIQ TWV YAIOKTN-
povwv. H tavia amotelel a GUyKAOVIOTIKY) KATAyPAPr| TWV TAEIKOV
dlapopwy oty lomavia tou ®pdvko. H okAnen mpayuatikdmta Kai n
Katarnieon Twv aypotwy anelkovidetal auotned péoa and tnv mpoace-
KTIKY) QWTOYPAPa TOU TOTHOU, TIG UTEQOXES EPUNVEES TWV TIPWTA-
YWVIOT@Y KAl TIG OUVAIOONUATIKES YPAUUES evag oevap(ou Tiou o€Re-
Tal To publotépnua tou NreAiumeg. H Tawvia mou maprixon kard m
dldpkela G peTdpaong ot dnuokpatia aviimpoowrevel Jia kabu-
oTepnuévn dlekdiknon, pia dlekd{knon Tou anoolwrrBnKe yia Peyalo
XPOVIKS Sldotua, KaBwe ouvéRale otV 0paTATNTA TWV KOWWVIKWV
QVICOTATWY KAl TG PTAOXELAS TTOU KABOPIZE UeYAAA TUAATA TOU TIAN-
Buopou. H tawvia Tou Mdpto Kauou avaknpuxbnke ) dekaetia Tou
1990 pia and 11 Oéka KAAUTEPEG IOTIAVIKES TAVEQ OAWV TWV EMOXWV
arnd Toug KEITIKOUG TNG XWPEAS.

B In the 1960s, a peasant family lives in squalor in a latifundio, subor-
dinated to the will of the landowners. The film is a shocking record of
class differences in Franco’s Spain. The harsh reality and the oppres-
sion of the peasants is rigorously portrayed through careful landscape
photography, superb performances by the protagonists and the emo-
tional lines of a script that respects Delibes’ novel. Produced during
the transition to democracy, the film represents a belated claim, a
claim that was silenced for a long time as it contributed to the visibility
of the social inequalities and poverty that defined large segments of
the population. Mario Camus’ film was declared in the 1990s one of
the ten best Spanish films of all time by the country’s critics.
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MuBomnAaoia/Fiction, 123’ I-I 'M\ X v
apa & TEPE

2021, lonavia/Spain P NAEG pNteEpeg

Eyxpwpn/Color Madres Paralelas / Parallel Mothers

Zknvo@eaia/Direction

Pedro Aimodévar
Zevapio/Script

Pedro Aimodévar
dwroypagia/Cinematography
José Luis Alcaine

H tawia, pe Baoikd Bgua ) unredtnra, agnyeital v otopia dUo
YUVAIKWY TTIOU ouvavtiolvtal oe éva pateutriplo. MapdAnAa, wotdoo,
TO aAU0doRaPIKS HeAddpaua yivetal Gxnua yia va Bryouv oL TIONTIKEG
NG UVrUNgG otnv loravia. H peyaAutepn and Tig duo yuvaikeg, Wdxvel
oe Tielopa SAwv €vav opadiké TAPO YEUATo amd Ta MTOUATA eKTeAe-

MovT6/Editing 0BEVTWY AnpoKEATIKWY Tou EpguAiou, ueTagu Twv omoiwv o mammouq
Teresa Font ™g. O AAU0B0BAP, €xel Tel 4Tl Ta Xpovia TG eTdRaong eixe emAEEeL
Mouoikr)/ Music VQ yVOroelL auTr) T OKOTEWVT TTAUPA TG loTopiag g lomaviag. Otav
Alberto Iglesias o0 diktdropag Ppdvko éBave To 1975, ) pikn Tou KABEOTWOTOG TOU
Heoroioi/Cast frav ddomnapt o€ OAGKANPEN TN XHPA, 08 AUETENTOUG TAGOUG XWwP(q
Penélope Cruz, Milena Smit, OTJUOVOT) YEUATOUG e TIOATER TIoU avTiTdyBnkav oty efousia Tou.

Israel Elejalde, Aitana Sanchez-Gijén,
Rossy de Palma

MoMd xpdvia Kal avayvwplopéves Tavieq apydtepa, o AAUodoRap
E0XETAl QVTIUETATOG HE TIG OUVINENTIKES TIONTIKES TNG OUMPINwONG
H€ow ™ AMBng.

® The film, with motherhood as its main theme, tells the story of two
women who meet in a maternity hospital. At the same time, however,
the Aimodovarian melodrama becomes a vehicle for addressing the
politics of memory in Spain. The older of the two women, in defiance
of everyone, searches a mass grave full of the bodies of executed Civil
War republicans, including her grandfather. Aimodovar has said that in
the years of transition he had chosen to ignore this dark side of Spain’s
history. When dictator Franco died in 1975, the horrors of his regime
were scattered across the country, in countless unmarked graves filled
with citizens who opposed his rule. Many years and acclaimed films
later, Aimodovar is confronted with the conservative politics of recon-
ciliation through oblivion.
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MEM./THURS.

13

MAPTIOY/MARCH

NAP./FRI.

14

MAPTIOY/MARCH

QPOAOTIO NPOrPAMMA / SCREENING SCHEDULE
13-19 MAPTIOY / MARCH

19:00

0 Biacog / The Travelling Players > Aigouca/Hall A

©63wpog AyyeAdmouhog / > AiBouoa/Hall B
Theo Angelopoulos

1974-75, 230’

Oa npohoyioel n Mapia Kopvnvou, Mpdéedpog

Tou A.Z. Tng Tawtobnkng Tng EAAGSog /

Introduction by Maria Komninos, President of

the BoD of the Greek Film Archive

18:30

19:30

Ac&iwon / Reception

H Mapia Kopvnvou, Mpdedpog Tou A.Z. Tng Tawiobrikng > Aiouca/Hall A
™G EMNAdog, kabwg kat ot Autwv EEoxdTnTeg, Eiood0¢ povo

ol MpéoBelg Tng Moptoyahiag kat Tng lomaviag e mpookArioelg/
otnv EN\G3a, k. Rui Macieira kai k. Jorge Manuel By invitation only
Domecq Fernidndez de Bobadilla, 6a aneuBivouv

xaipetiopolq / Maria Komninos, President of the BoD

of the Greek Film Archive, and Their Excellencies,

Mr. Rui Macieira, Ambassador Extraordinary and

Plenipotentiary of Portugal, and Mr. Jorge Manuel

Domecq Fernandez de Bobadilla, Ambassador

Extraordinary and Plenipotentiary of Spain,

will graciously address us with greetings

Ta mpdoiva xpovia /

Os Verdes Anos / The Green Years
Paulo Rocha, 1963, MopToyahia / Portugal
MuBormAaoia / Fiction, 89’

Oa npohoyioel o José Manuel Costa, mpwnv
Aleuduvtiig g Tawiodrikng g Moptoyahiag /
Introduction by José Manuel Costa, former
Director of the Cinemateca Portuguesa

OpéyPe kopdkia / > AiBouca/Hall A
Cria cuervos / Raise Ravens St e

LE MPOTKATTELS/
Carlos Saura, 1976, lontavia / Spain By invitation only

MuBonhaoia / Fiction, 105’

©a npohoyioel n Valeria Camporesi,
Aleubuvtpla g Tawiodrikng g lomaviag /
Introduction by Valeria Camporesi,
Director of the Filmoteca Espariola

Ta mpdoiva xpovia / > AiBouca/Hall B
Os Verdes Anos / The Green Years

Paulo Rocha, 1963, MopToyahia / Portugal
MuBormAaoia / Fiction, 89’




ZAB./SAT.

15

MAPTIOY/MARCH

12:30

ZulATnon oTpoyyuhnig Tpanelag /
Roundtable discussion

Zuvopihouv o1 / Conversing: Mapia Kopvnvou /
Maria Komninos, Mpdedpog Tou AZ, Tawviodnkn
g EANASogq / President of the Board of Directors,
Greek Film Archive, Valeria Camporesi, Aleubuvtpla
g TawioBrikng tng lomaviag / Director of the
Filmoteca Espafiola, Carlos Riveriego, AleuBuvtriq
Mpoypdppatog-Ynodleubuvtig g Tawiodrikng
g lomaviag / Program Director-Deputy Director of
the Filmoteca Espanola, José Manuel Costa, mpwnv
AlguBuvtiiq Tng Tawiodnkng g Moptoyakiag,
KaBnyntig Kat Lotopikdq Kivnuatoypdeou / former
Director of the Cinemateca Portuguesa, professor
and film historian, Kwotriq Kopvétng / Kostis
Kornetis, Enikoupog Kanyntrg, Turua Z0yxpovng
lotoplag, Zxohr) dhooopiag kat dihohoyiag,
Autdvopo Maverotuio g Madpitng / Emttporn)
yla ta 50 Xpdvia lomaviknig Anpokpartiag / Assistant
Professor, Department of Contemporary History,
Faculty of Philosophy and Arts, Autonomous
University of Madrid / Committee for the

50 Years of the Spanish Republic

Oa undpxet duvatdtnta tautéxpovng dlepunveiag
(eMinvikd, ayyAikd) / Simultaneous interpretation
will be available (Greek, English)

19:15

Xépﬂvsq TI’YPSIQ / > Aifouoa/Hall A
Tigres de papel / Paper Tigers

Fernando Colomo, 1977, lontavia / Spain

MuBomaoia / Fiction, 93’

Mapouaoia Tou oknvoBETn /
Director in attendance

21:45

To éykhnpa otnv Kouévka / El crimen > Aigouoa/Hall A

de Cuenca / The Cuenca Crime

Pilar Mird, 1979, lonavia / Spain
MuBomaoia / Fiction, 92’

©a npoloyioel o Carlos Riveriego,
Aleubuvtig Mpoypdupatog-Ymodleubuviig
g Tawiobrikng tng lomaviag /
Introduction by Carlos Riveriego,

Program Director-Deputy Director

of the Filmoteca Espafola

18:00

Tras-os-Montes > Aifouca/Hall B

Antdnio Reis, Margarida Cordeiro
1976, Moptoyahia / Portugal, Ntokiuavtép-
Mu6orAaaia / Docufiction, 111’

KYP./SUN.

16

MAPTIOY/MARCH

> 43

20:00

H anopdyeuon / El desencanto / > Aigouca/Hall B

The Disenchantment

Jaime Chavarri, 1976, lonavia / Spain
Ntokipavtép / Documentary, 92

©a npohoyioel 0 KwoTrig Kopvérng,

Enikoupog KaBnyntnig, Tuiua Z0yxpovng lotoplag,
ZxoAn dthooopiag kat diloloyiag, Autévouo
Maveruotipio Tng Madpitng / Ermurport) yia ta 50
Xpovia lomavikriq Anpokpartiag / Introduction by
Kostis Kornetis, Assistant Professor, Department
of Contemporary History, Faculty of Philosophy and
Arts, Autonomous University of Madrid / Committee
for the 50 Years of the Spanish Republic

22:00

Npdowmo pe mpéowmno / Face to Face > Aigouoa/Hall B

PoBripog MavBoUAng / Robert Manthoulis
1966, EANAda / Greece
MuBom\aoia / Fiction, 84’

19:00

“Ox1” § n parain 36&a Tng diarayng / > Aigouoa/Hall A

’Non’, ou A Va Gléria de Mandar /
Non, or the Vain Glory of Command

Manoel de Oliveira, 1990, Moptoyahia,
lomavia, FaA\ia / Portugal, Spain, France
MuBorhaoia / Fiction, 108’

©a npoAoyioet o José Manuel Costa, mpwnv
AleuBuvtng g Tawiodrikng tng Moptoyaliag,
KaBnynTig Kat .oTOPIKOG KIvNUaToypdgpou /
Introduction by José Manuel Costa, former
Director of the Cinemateca Portuguesa,
professor and film historian

21:30

To aipa / O Sangue / Blood > AiBouoa/Hall A

Pedro Costa, 1989, Moptoyalia / Portugal
Mubomhaoia / Fiction, 99’

19:15

Xanmu Nrain / Happy Day > Aigouca/Hall B

MavteArig Boukyapng / Pantelis Voulgaris
1976, EN\G3a / Greece
MuBorhaoia / Fiction, 105’

21:15

Tpayoudia yia PeTa ToV MOAEpO / > Aigouoa/Hall B
Canciones para después de una
guerra / Songs for After a War

Basilio Martin Patino, 1971, lortavia / Spain
Ntokiuavtép / Documentary, 102’



AEYT./MON.

17

MAPTIOY/MARCH

TP./TUES.

18

MAPTIOY/MARCH

19:00 Eudokia / Evdokia > Aigouca/Hall A
ANEENG Aapiavdg / Alexis Damianos
1971, EN\G3a / Greece
Mu6omhaoia / Fiction, 97’
21:00 O1 dyio1 abwoi / Los santos inocentes / > AiBouoa/Hall A
The Holy Innocents
Mario Camus, 1984, lortavia / Spain
MuBomnAaoia / Fiction, 107’
19:30 Metd ogapdvra pépeg / After Forty Days > Aigouoa/Hall B
Opivra Aanma/Frida Liappa
1972, EN\Gda / Greece
Mu6orhaaoia/Fiction, 20’
Mia Twn o€ Gupapal va geuyelg /
| Remember You Leaving All the Time
Opivta Adnna/Frida Liappa
1977, EN\GDa / Greece
MuBom\aaia/Fiction, 45’
Oa npoloyioel n Néva MevTh, mpwtaywviotpla
Tou Mia Cwn oe Buuduat va geuyels / Introduction by
Nena Menti, lead actress of | Remember
You Leaving All the Time
21:15 O1 TepnéAndeg TnG UPOPNC KOIAGSac / > Aigouoa/Hall B

19:00

The Idlers of the Fertile Valley

Nikog Mavaywwtdroulog / Nikos Panayotopoulos
1978, EAN\GSa / Greece, MuBomhaoia / Fiction, 119’

Méyapa / Megara > AiBouca/Hall A

>4kng Mavidrng / Sakis Maniatis, Mwpyog
Toeunepomouhog / Yorgos Tsemperopoulos, 1973,
EN\GOa / Greece, Ntokipavép / Documentary, 69’
MNapougcia tou MNwpyou Toepmepomoulov,
ouv-o0knvobétn / Yorgos Tsemperopoulos,
co-director in attendance

21:00

Epeig, o1 eyw / Together We Stand > Aigouca/Hall A

Ztaupog Ztdykog / Stavros Stagos, 2023, EANGSa /
Greece, Ntokipavtép / Documentary, 113’
Aeénvaikn Mpepiépa / Athenian Premiere
Mapouaia Tou oknvoBET / Director in attendance

TET./WEDN.

19

MAPTIOY/MARCH

—> 45

19:15 MapdAAnAeg Mntépeg / Madres
paralelas / Parallel Mothers

Pedro Aimoddvar, 2021, lomtavia, FaAAia, HIMA / Spain,
France, United States, MuBom\aoia / Fiction, 123’

> Aidouoa/Hall B

21:30 H akrr mou aiyoyi0upilel / A costa
dos murmurios / The Murmuring Coast

Margarida Cardoso, 2004, MoptoyaAia,
lalAia, Feppavia / Portugal, France,
Germany, MuBomhaota / Fiction, 120°

> Aifouoa/Hall B

18:30 Avapvrioeig amno To KiTpIivo omiTI /
Recordagées da Casa Amarela /
Recollections of the Yellow House

Joao César Monteiro, 1989, Moptoyahia / Portugal
MuBonAaoia / Fiction, 119’

> Aidouoa/Hall A

21:00 ‘Eva Tpayoudi 3¢ ¢podavel /
A Song is Not Enough
EAodBet Xpovorouhou / Elissavet Chronopoulou
2003, EAN\G3a / Greece, MuBomAaota / Fiction, 118’
Mapouoia Tng oknvobEtplag / Director in attendance

> Aidouoa/Hall A

19:15 Opéye kopakia / Cria cuervos / Raise Ravens

Carlos Saura, 1976, lortavia/Spain, MuBornhaoia/
Fiction, 105’

©a npoAoyioel n Elena Pérez-Villanueva del
Caz, Z0ppoulog tng Mpeopeiag g lonaviag /
Introduction by Elena Pérez-Villanueva del Caz,
Counsellor at the Embassy of Spain

> Aidouoa/Hall B

21:30 O1 kahoi dvBpwmoi Tng Moproyahiag /
Bom Povo Portugués /
The Good People of Portugal

Teresa Sa, Rui Simdes, 1980, Moptoyahia /
Portugal, Ntokipavtép / Documentary, 130’

> Aifouoa/Hall B



> 5>

A.3. TAINIOOHKHE THE EAAAAOX
Mpdedpog Mapia Kopvnvou
AvTinpo6edpog Appoditn At

Fev. Mpapparéag Balepu Kovidkou
Tapiag Bdow Kapaumnétoou

Méhog Eudyyehog Z6poykag

H nre)on Twv SiIKTatopiwv
Kal n Gveion Tou véou Kivnuaroypagou -
EAAGSa, lomravia MopToyahia

ZuvToviopdg kai Opydvwon Mapaywynig
Anuntpa ApdroyAou
Opydvwon MNapaywyng
Pourt Ekolén

Bon6dg ZuvToviopou

kai Opyavwong Mapaywyng
lodvva Manadomnouiou
AloIKNTIK YIooTHpIEN
>udpw ZraupormouAou
Oikovopiko Turjpa

BaoiAng Mniiurnag

NPOrPAMMA

EmAoyn Taviwv

Mapia Kopvnvou (EAG3Q)

ZoZé Mavouéh Kéara (Moptoyahia)
Kaphog Peipiéyko (lomavia)

ZuvToviopdg Mpoypapparog
dadpa Maradorouiou
ldkwBog Skevdepidng

FPA®EIO TYNOY

Yreubuvn ypagpeiou TUmou
& emKkovwviag

Eudvva Bevdpdou

AHMOZIEZ ZXEZEIZ
Ynet6uvn dnpooinwv
oxéoewv & pIAoEeviag
Nikn Katoavtavn

NAPAMQrH

Texvikdg Yretibuvog

Tdoog ASApAOTIOUAOG
ZUVTOVIOPGG Kivong TaIviov

& urmooTrpIEN mMapaywyng
Nektdplog Zdkkag

Yrnetuvn online mAatpoppag,
Siayeipion 10TooeAidwV, EPApHOYWV
& pEoWV KOIVWVIKIG SIKTUWONG
Zwr) Xatdn

Anpioupyia Tpéikep-MovTag
>Tépavog MivoyAou
MeTdppaon-unoTiTAiop6g
Neavikd MAdvo

A1guBuvTpIa TOU TPRPATOG
perdppaong & umoTITAIopOU
Kartepiva ZauméAn

Pad10pwviko6 MpowenTiko6 oot
Anpritong Bpaxvaég

EKAOZH

‘Ekdoon Mapia Kopvnvou
YrietBuvog €kdoang karahdyou,
wpoAoyiou mpoypappaTog

Kal mapouciaong dpdoswv
24&BRag Kapéhng

Emiotnpoviki empéheia

Kal ouyypagn Kelpévwv karaAdyou
louNia Mépunyka

Keipeva katahdéyou

Mapia Kopvnvou (EANGSQ)
KwoTrig Kopvétng

ZoZ¢é Mavouél Kéora (Moptoyahia)
Kaphog Peipiéyko (lomavia)

Anpioupyikn eIkéva & oxXed1a0P6G EVTUMTWV
Bdow ABpapiorodiou / A4 Design
Zehidomroinon & enegepyacia eIKOVWV
Méipa Aoupdvou / A4 _Design

WnpIaKEG EKTUNTWOEIG

ArtSpot Digital EMNE

ExTunwoeig kataAdyou

“EN-TYMQ"

GREEK FILM ARCHIVE BOARD OF DIRECTORS
President Maria Komninos

Vice President Aphroditi Liti

Secretary General Valerie Kontakos
Treasurer Vasso Karabetsou

Member Evangelos Sorogas

The fall of the dictatorships
and the flowering of cinema -
Greece, Spain Portugal

Production Coordination and Organisation
Dimitra Arapoglou

Production Organization
Robbie Eksiel

Assistant Production
Coordination and Organisation
loanna Papadopoulou
Administration

Smaro Stavropoulou

Accounts department

Vassilis Bibas

PROGRAM

Film selection

Maria Komninos (Greece)
José Manuel Costa (Portugal)
Carlos Reviriego (Spain)

Program Coordination
Phaedra Papadopoulou
lakovos Skenderidis

PRESS OFFICE
Communication

& publicity manager
Evanna Venardou

PUBLIC RELATIONS
Public relations

& hospitality manager
Niki Katsantoni

PRODUCTION

Technical support

Tasos Adamopoulos

Film trafficking

Nektarios Sakkas

Online platform manager,
website management, applications
& social media

Zoi Chatzi

Trailer production-editing
Stefanos Minoglou
Translation/subtitling
NEANIKO PLANO - SUBTITLES
Translation/subtitling

general coordinator

Katerina Zampeli

Radio promotional spot
Dimitris Vrahnos

PUBLICATION

Publication Maria Komninos
Coordination of the catalogue,
timetable publication

and presentation of activities
Sawvas Karelis

Scientific editing and writing
of catalogue texts

loulia Mermigka

Writing

Maria Komninos (Greece)
Kostis Kornetis

José Manuel Costa (Portugal)
Carlos Reviriego (Spain)

Art Direction & Design

Vassiliki Avramopoulou / A4 Design
Layout

Moira Douranou / A4_Design
Digital prints

ArtSpot Digital Ltd

Printing

EN-TYPO



H EKAHAQIH EINAI ENTAFMENH ZTO MEPIDEPEIAKO MPOrPAMMA “ATTIKH” 2021-2027 /
THE EVENT IS INCLUDED IN THE REGIONAL PROGRAM “ATTICA” 2021-2027.

Me T ouyxpnuaTo86Ton ' nﬁ‘:g:gs::g
g Eupwtraikig ‘Evwong = ATTIKH»

IE LYNEPFAZIA / IN COOPERATION

9 REPUBLICA C . C ”
E PORTUGUESA g%ﬂg&ﬁrﬁ% EXTERIORES, UNION EUROPEA aecid Eso : ap ﬁe orlaac fon

CULTURA

BTt PANOLA'  EONIKi>
S EGR TG

CAMOES MOP®QTIKO
CINEMATECA PORTUGUESA FILMOTECA IAPYMA

o ee.  MUSEU DO CINEMA, LP.
tugue TPATIEZHE

ME THN YNOXTHPIZH / SUPPORTED BY

EMnvixé Kévepo Kwnpatoypédou,
OmtkoakouoTkiy Méowy & Anptoupyiag
Creative Greece

ME TH XPHMATOAOTHZH / FUNDED BY

EAAHNIKH AHMOKPATIA
Ynoupyeio MoATiopoU

ME THN YMOXTHPIZH / SUPPORTED BY

A s

Creative Europe MEDIA

XOPHrOI ENIKOINQNIAZ / MEDIA SPONSORS

EPT o 2°. Kefmes % HKAOHMEPINH

sordn o Bpowo ROSA [ st

The Black Book : MOVEIT -




TAINIOOHKH
THZ EAAAAOZ

> MOYZEIO
KINHMATOIPA®OY

TAINIOOHKH THZ EAAAAOZ
lepd Od6q 48 & Mey. ANeEAvdpovu,
Metpd Kepapekdg

#tainiothikigr

@ Tawo6rkn Tng EMGd0g/Greek Film Archive
Tawo6rkn Tng EMAGd0g/Greek Film Archive
Tawo6rkn Tng EMAGd0g/Greek Film Archive

www_tainiothiki.gr




