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¶›ÚÈÔ XÔÓÎ·Û¿ÏÔ – MASTERCLASS

√ Î‡ÚÈÔ˜ Tue Steen Müller, ¢ÈÂ˘ı˘ÓÙ‹˜ ÙÔ˘ EDN, ÙÔ˘ ∂˘Úˆ·˚ÎÔ‡ ¢ÈÎÙ‡Ô˘ ¡ÙÔÎÈÌ·ÓÙ¤Ú, ı· Â›Ó·È Ô

Û˘ÓÙÔÓÈÛÙ‹˜ ÙË˜ Û˘˙‹ÙËÛË˜.

Tue Steen Müller: ∂›Ó·È ÌÂÁ¿ÏË ÌÔ˘ ̄ ·Ú¿, ÏÔÈfiÓ, Ô˘ ‚Ú›ÛÎÔÌ·È Â‰Ò, ÁÈ·Ù› ı·˘Ì¿˙ˆ ÔÏ‡ ÙÔ ¤Ú-

ÁÔ ÙË˜ Pirjo. Œ¯ˆ ÁÚ¿„ÂÈ ÁÈ' ·˘Ùfi. ªÔÚÂ›ÙÂ Ó· ‰È·‚¿ÛÂÙÂ Ù· ¿ÚıÚ· ÌÔ˘ ÛÙ· ÂÏÏËÓÈÎ¿ ÛÙËÓ ÂÈ‰ÈÎ‹

¤Î‰ÔÛË Ô˘ Î˘ÎÏÔÊfiÚËÛÂ ÛÙÔ Ï·›ÛÈÔ ·˘ÙÔ‡ ÙÔ˘ ÊÂÛÙÈ‚¿Ï. ∂›ÛË˜, ¤¯Ô˘ÌÂ ‚ÚÂıÂ› ÛÂ ·˘Ù‹ ÙË ı¤-

ÛË ÔÏÏ¤˜ ÊÔÚ¤˜ ÛÙÔ ·ÚÂÏıfiÓ. ∂¿Ó ‰Â›ÙÂ fiÙÈ Ë Û˘˙‹ÙËÛË ÌÂÙ·Í‡ Ì·˜ Á›ÓÂÈ ˘ÂÚ‚ÔÏÈÎ¿ ÚÔÛˆÈ-

Î‹, Ó· Ì·˜ ‰È·Îfi„ÂÙÂ, ÂÂÈ‰‹ ‰ÂÓ Â›Ì·ÛÙÂ ÔÏ‡ Î·Ï¿ ÚÔÂÙÔÈÌ·ÛÌ¤ÓÔÈ. ¶ÈÛÙÂ‡Ô˘ÌÂ ÂÚÈÛÛfiÙÂÚÔ

ÛÙÔÓ ·˘ÙÔÛ¯Â‰È·ÛÌfi, ÛÙÔÓ ·˘ıÔÚÌËÙÈÛÌfi, ÛÙËÓ Â˘Ê˘˝· Î·È ÛÙËÓ ÂÓÂÚÁ‹ Û˘ÌÌÂÙÔ¯‹ ÙÔ˘ ÎÔÈÓÔ‡.

∫·È ‚Ï¤ˆ Â‰Ò ÔÏÏ¿ ÚfiÛˆ· ÁÓˆÛÙ¿ Î·È ÂÓ‰È·Ê¤ÚÔÓÙ·, Ô˘ ¤¯Ô˘Ó ‰È·Ù˘ÒÛÂÈ ÂÚˆÙ‹ÛÂÈ˜,

¤¯Ô˘Ó Î¿ÓÂÈ Û¯fiÏÈ· ÁÈ· ÙÔ ¤ÚÁÔ ÙË˜, ‰ÈfiÙÈ ·˘Ùfi ÂÍ¿ÏÏÔ˘ Â›Ó·È ¤Ó· ·fi Ù· Î·›ÚÈ· ̇ ËÙ‹Ì·Ù· Ô˘ ı· ı›-

ÍÔ˘ÌÂ Â‰Ò Û‹ÌÂÚ·, ÙÈ˜ ÂfiÌÂÓÂ˜ 2 ÒÚÂ˜ Î·È 10 ÏÂÙ¿. µÚÈÛÎfiÌ·ÛÙÂ ÛÂ ÌÈ· ÎÈÓËÌ·ÙÔÁÚ·ÊÈÎ‹ ·›-

ıÔ˘Û·, ·ÏÏ¿ ‰ÂÓ ı· ‰Â›ÙÂ Î·Ì›· Ù·ÈÓ›·. £· Ì·˜ ·ÎÔ‡ÛÂÙÂ Î·È ı· ·ÎÔ‡ÛÂÙÂ Î·È ÙÔ˘˜ Û˘Ó·‰¤ÏÊÔ˘˜

Û·˜ Î·È ı· Û˘˙ËÙ‹ÛÔ˘ÌÂ ÙÈ ÛËÌ·›ÓÂÈ Ó· Â›Ó·È Î·ÓÂ›˜ ÛÎËÓÔı¤ÙË˜ ÓÙÔÎÈÌ·ÓÙ¤Ú ÛÙÈ˜ Ì¤ÚÂ˜ Ì·˜, ÙÔ

2005. ∞˜ ·Ú¯›ÛÔ˘ÌÂ fiÌˆ˜, Î·È Ó· ‰ÒÛÔ˘ÌÂ Ì›· ‰ÔÌ‹ ÙÔ˘ ÙÈ ı· Î¿ÓÔ˘ÌÂ Û‹ÌÂÚ·. ∞˜ ÍÂÎÈÓ‹ÛÔ˘ÌÂ ÌÈ-

ÏÒÓÙ·˜ ÁÈ· ÙÈ˜ Ù¤ÛÛÂÚÈ˜ Ù·ÈÓ›Â˜ Ô˘ ¤¯Ô˘Ó ÚÔ‚ÏËıÂ› Î·È Ô˘ ÚfiÎÂÈÙ·È Ó· ÚÔ‚ÏËıÔ‡Ó Û' ·˘Ùfi ÙÔ

ÊÂÛÙÈ‚¿Ï. √È ÙÚÂÈ˜ ÚÒÙÂ˜ Â›Ó·È "∏ ∆ÚÈÏÔÁ›· ÙÔ˘ πÂÚÔ‡ Î·È ÙÔ˘ ™·Ù·ÓÈÎÔ‡". °È· Ó· ¿ÚÔ˘ÌÂ ÂÌÂ›˜ ÌÈ·

·›ÛıËÛË, Â›ÙÂ ÌÔ˘ fiÛÔÈ ·fi ÂÛ¿˜ ¤¯ÂÙÂ ‰ÂÈ ·˘Ù¤˜ ÙÈ˜ Ù·ÈÓ›Â˜. ∏ ÚÒÙË Ù·ÈÓ›· ·˘Ù‹˜ ÙË˜ ÙÚÈÏÔÁ›·˜

‹Ù·Ó ÙÔ "ª˘ÛÙ‹ÚÈÔ". ∂›Ó·È ÌÈ· Ù·ÈÓ›· ÙÔ˘ 1991. øÚ·›·! ¶ÂÚÓ¿ÌÂ ÛÙË ‰Â‡ÙÂÚË Ù·ÈÓ›·, Ô˘ ¤¯ÂÈ Ù·ÍÈ-

‰¤„ÂÈ ÛÂ ‰È¿ÊÔÚ· ÊÂÛÙÈ‚¿Ï ÛÂ fiÏÔ ÙÔÓ ÎfiÛÌÔ - ÌÔÚÂ› Ó· ÙËÓ ¤¯ÂÙÂ ‰ÂÈ Î·È ÂÛÂ›˜, ·Ó ËÁ·›ÓÂÙÂ ÛÂ

‰È¿ÊÔÚ· ÊÂÛÙÈ‚¿Ï Ù· ÙÂÏÂ˘Ù·›· 10 - 15 ¯ÚfiÓÈ· - "∏ ∆¿ÓÈÔ˘ÛÎ· Î·È ÔÈ ÂÙ¿ ‰È¿‚ÔÏÔÈ". ∫·È ‚Â‚·›ˆ˜

ÙÔ "ÕÙÌ·Ó" ÙÔ˘ 1996. ∫·È Ù¤ÏÔ˜ Ë Ù·ÈÓ›· Ô˘ ı· ÚÔ‚ÏËıÂ› ·fi„Â, "∆· ∆Ú›· ‰ˆÌ¿ÙÈ· ÙË˜ ªÂÏ·Á¯Ô-

Ï›·˜". ∞˘Ùfi Ô˘ ı· Î¿ÓÔ˘ÌÂ Â›Ó·È ÙÔ ÂÍ‹˜: ı· ÌÈÏ‹ÛÔ˘ÌÂ ÂÓ Û˘ÓÙÔÌ›· ÁÈ· ÙËÓ ∆ÚÈÏÔÁ›· Î·È ÌÂÙ¿ ÁÈ·

Ù· ÙÚ›· ‰ˆÌ¿ÙÈ· ÙË˜ "ªÂÏ·Á¯ÔÏ›·˜". ∫·È ÂÓ‰È¿ÌÂÛ· ÌÔÚÂ› Ó· ı›ÍÔ˘ÌÂ Î·È Î¿ÔÈ· ̇ ËÙ‹Ì·Ù· Û¯ÂÙÈÎ¿

ÌÂ ÙË ÛÎËÓÔı¤ÙË, Ô˘ ‚Ú›ÛÎÂÙ·È Ì·˙› Ì·˜. Pirjo, Û˘ÌÌÂÙ¤¯ÂÈ˜ Î·È ÛÂ ¤Ó· ÂÚÁ·ÛÙ‹ÚÈÔ Ô˘ ‰ÈÂÍ¿ÁÂÙ·È

ÌÂ Ó¤Ô˘˜ Î˘Ú›ˆ˜ ÛÎËÓÔı¤ÙÂ˜ Î·È ·Ú·ÁˆÁÔ‡˜, fiÔ˘ ‰›ÓÂÙ·È Ì›· Î·Ù¿ÚÙÈÛË. ∫·È Â›ÛË˜ Û˘ÌÌÂÙ¤¯ÂÈ˜

Î·È ÛÂ Î¿ÙÈ Ô˘ ‰ÂÓ ÛÔ˘ ·Ú¤ÛÂÈ Î·ıfiÏÔ˘, ÛÙÔ Pitching Forum, ÙËÓ ·ÚÔ˘Û›·ÛË ÙˆÓ ÓÙÔÎÈÌ·ÓÙ¤Ú.

Pirjo Honkasalo: ¡·È, ¤ÙÛÈ Â›Ó·È.

T.S.M.: ∞ÊÔ‡ ‚ÚÈÛÎfiÌ·ÛÙÂ ÏÔÈfiÓ ÛÂ Ù¤ÙÔÈÂ˜ Î·Ù·ÛÙ¿ÛÂÈ˜, ÌÈÏÔ‡ÌÂ ÁÈ· ÙÔ ÚfiÏÔ ÙÔ˘ ·Ú·ÁˆÁÔ‡,

ÁÈ· ÙÔ ÚfiÏÔ ÙÔ˘ ÛÎËÓÔı¤ÙË, ÔÈÔ˜ Î¿ÓÂÈ ÙÈ, ÔÈÔ˜ ¤¯ÂÈ ÙËÓ Â˘ı‡ÓË. ∫·È ÌÈÏÔ‡ÌÂ ÁÈ· ‰ÈÎ·ÈÒÌ·Ù·, ÁÈ·

ÙÔ final cut, ÙÔÓ ¤ÏÂÁ¯Ô, ÙÔ ÌÔÓÙ¿˙. ŸÏ· ·˘Ù¿ Â›Ó·È ÔÏ‡ ÛËÌ·ÓÙÈÎ¿ ̇ ËÙ‹Ì·Ù·, ÁÈ· Ù· ÔÔ›· Û›ÁÔ˘Ú·

Î·È ÂÛÂ›˜ ¤¯ÂÙÂ ·fi„ÂÈ˜. £· ÙÈ˜ ·ÎÔ‡ÛÔ˘ÌÂ ÛÙË Û˘Ó¤¯ÂÈ·. ∫·È ı· ‹ıÂÏ· Î·È ÔÈ ÛÎËÓÔı¤ÙÂ˜ Ô˘ Â›Ó·È

·ÚfiÓÙÂ˜ Ó· Û˘ÌÌÂÙ¿Û¯Ô˘Ó. ªÔÚÂ›˜ Ó· Ì·˜ ÂÈ˜ Î¿ÙÈ ÁÈ· ÙËÓ ÙÚÈÏÔÁ›·; ∂›¯Â˜ ÛÙÔ Ì˘·Ïfi ÛÔ˘ Ó· Î¿-
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ÓÂÈ˜ ÙÚÈÏÔÁ›· ·fi ÙËÓ ·Ú¯‹, ‹ ÂÍÂÏ›¯ıËÎÂ ÛÙË Û˘Ó¤¯ÂÈ· ÌÂ ·˘Ù¤˜ ÙÈ˜ ÙÚÂÈ˜ Ù·ÈÓ›Â˜;

P. H.: ¶ÚÒÙÔÓ, ‹ıÂÏ· Ó· ˆ fiÙÈ Â›Ó·È ̄ ·Ú¿ ÌÔ˘ Ó· ‚Ú›ÛÎÔÌ·È Â‰Ò Î·È Ó· ‚Ï¤ˆ fiÙÈ ¤¯Ô˘Ó ¤ÚıÂÈ

ÙfiÛÔÈ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÛÙ¤˜. ÃıÂ˜ Â›¯· Û˘Ó¤ÓÙÂ˘ÍË Ù‡Ô˘ Î·È ÁÓˆÚ›˙ˆ fiÙÈ ÔÏÏÔ› Ô˘ ‹Ù·Ó ·ÚfiÓÙÂ˜

Â›Ó·È Î·È Û‹ÌÂÚ· Â‰Ò Î·È ı· Ú¤ÂÈ Ó· Â·Ó·Ï¿‚ˆ Î¿ÔÈ· Ú¿ÁÌ·Ù·. Ÿ¯È, ‰ÂÓ Â›¯· ÂÍ·Ú¯‹˜ ÛÙÔ

Ì˘·Ïfi ÌÔ˘ Ó· Î¿Óˆ ÙÚÈÏÔÁ›·. À‹ÚÍÂ ¤Ó· ÛËÌÂ›Ô Î·Ì‹˜ ÛÙË ‰Ô˘ÏÂÈ¿ ÌÔ˘. •ÂÎ›ÓËÛ· ÔÏ‡ ÓˆÚ›˜.

™Ù· 17 ÌÔ˘ ‹Á· ÛÂ Û¯ÔÏ‹ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘, ÛÙ· 21 ·ÔÊÔ›ÙËÛ·, ÔfiÙÂ ‰ÂÓ ı· ¤ÏÂÁ· fiÙÈ ¤¯·Û·

ÔÏÏ¿ ̄ ÚfiÓÈ·. ∫·È ‰Ô‡ÏÂ„· ÁÈ· ÙÔ˘˜ ÂÚÈÛÛfiÙÂÚÔ˘˜ ·fi ÙÔ˘˜ ÈÔ ÛËÌ·ÓÙÈÎÔ‡˜ ÛÎËÓÔı¤ÙÂ˜ ÛÙË ºÈ-

Ï·Ó‰›· ÂÎÂ›ÓË ÙËÓ ÂÔ¯‹, Î·È Î˘Ú›ˆ˜ ÛÂ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ ÌÂÁ¿ÏÔ˘ Ì‹ÎÔ˘˜. ∂›ÛË˜, ÌÂ ¤Ó·Ó Û˘-

Ó¿‰ÂÏÊÔ È‰Ú‡Û·ÌÂ ÌÈ· ÂÙ·ÈÚ›· Î·È ·Ú¯›Û·ÌÂ ÙËÓ ·Ú·ÁˆÁ‹ Î·È ÛÎËÓÔıÂÛ›· Ù·ÈÓÈÒÓ. •ÂÎ›ÓËÛ· ˆ˜

ÓÂ·Ú‹ Î·È Ù·ÂÈÓ‹ ÛÎËÓÔı¤ÙÈ˜ Î¿ÓÔÓÙ·˜ ÙËÓ ÈÔ ·ÎÚÈ‚‹ Ù·ÈÓ›· Ô˘ ¤ÁÈÓÂ ÔÙ¤ ÛÙËÓ ºÈÏ·Ó‰›·. ∂›Ó·È

ÌÈ· ÈÛÙÔÚÈÎ‹ Ù·ÈÓ›· ‰È¿ÚÎÂÈ·˜ 2,5 ˆÚÒÓ. ™˘ÓÂ¯›Û·ÌÂ Ì¿ÏÏÔÓ - ı· ¤ÏÂÁ· - ÌÂ ÌÂÁ¿ÏÂ˜ ·Ú·ÁˆÁ¤˜.

ª¤¯ÚÈ Ô˘ ¿Ú¯ÈÛ· Ó· ÓÈÒıˆ fiÙÈ ‰ÂÓ ‹ıÂÏ· Ó· Î¿Óˆ ÌÈ· Ù¤ÙÔÈ· ̇ ˆ‹. ∆fiÙÂ ‰ÂÓ ̆ ‹Ú¯·Ó ÂÍ¤¯ÔÓÙÂ˜ ·-

Ú·ÁˆÁÔ› ÛÙË ºÈÏ·Ó‰›·. ∏ Î·Ù¿ÛÙ·ÛË ¿ÏÏ·ÍÂ ‰Ú·Ì·ÙÈÎ¿ ÌfiÏÈ˜ ‹ÚıÂ Ë ÙËÏÂfiÚ·ÛË. À‹Ú¯·Ó Ê˘ÛÈÎ¿

ÛÎËÓÔı¤ÙÂ˜, ÔÈ ÔÔ›ÔÈ ‰ÂÓ ÁÓÒÚÈ˙·Ó Ù›ÔÙ· ¿Óˆ ÛÂ ı¤Ì·Ù· ¯ÚËÌ·ÙÔ‰fiÙËÛË˜. ∆fiÙÂ ÌÔ˘ ‰ËÌÈÔ˘Ú-

Á‹ıËÎÂ Ë ·›ÛıËÛË fiÙÈ Ë ˙ˆ‹ ÌÔ˘ ·Ú¯›˙ÂÈ Ó· ı˘Ì›˙ÂÈ ÙË ˙ˆ‹ ÂÓfi˜ ÂÈ¯ÂÈÚËÌ·Ù›· Î·È ‰ÂÓ ÌÔ˘ ¿ÚÂÛÂ

·˘Ùfi. ∂ÓÈˆı· ÔÏ‡ ¿‚ÔÏ·. ÕÚ¯ÈÛ· Ó· ÌÈÛÒ ÙËÓ ›‰È· ÌÔ˘ ÙË ˙ˆ‹, ı· ¤ÏÂÁ·. ∫·È ·˘Ùfi ÂÓ Ì¤ÚÂÈ ÂÂÈ-

‰‹ ÍÂÎ›ÓËÛ· ÔÏ‡ ÓˆÚ›˜. ∫·È Â›¯· ·ÎfiÌË ÙËÓ ÂÔ›ıËÛË fiÙÈ ‰ÂÓ ˘¿Ú¯ÂÈ Ù›ÔÙ· ÛÙË ˙ˆ‹ ÂÎÙfi˜ ·fi

ÙÔÓ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ. ŒÊÙ·Û· ÛÂ ¤Ó· ÛËÌÂ›Ô Ó· ÛÙ·Ì·Ù‹Ûˆ Ó· Î¿Óˆ Ù·ÈÓ›Â˜. ŒÎÏÂÈÛ· ÙËÓ ÂÙ·ÈÚ›·

Ô˘ Â›¯· È‰Ú‡ÛÂÈ Î·È ÓfiÌÈ˙· fiÙÈ ‰ÂÓ ı· Í·Ó·Î¿Óˆ Ù·ÈÓ›· ÔÙ¤. ŸÌˆ˜, Û¯Â‰fiÓ Î·Ù¿ Ï¿ıÔ˜, ‚Ú¤ıË-

Î· ÛÂ ¤Ó· ÌÔÓ·ÛÙ‹ÚÈ ÛÙË ™Ô‚ÈÂÙÈÎ‹ ŒÓˆÛË. ◊Ù·Ó ÙÔ ÌÂÁ·Ï‡ÙÂÚÔ ÌÔÓ·ÛÙ‹ÚÈ ÛÙË ™Ô‚ÈÂÙÈÎ‹ ŒÓˆÛË,

ÁÈ·Ù› ÌÂÙ¿ ÙËÓ Â·Ó¿ÛÙ·ÛË ¤ÎÏÂÈÓ·Ó ÙÈ˜ ÂÎÎÏËÛ›Â˜ Î·È Ù· ÌÔÓ·ÛÙ‹ÚÈ·, fiˆ˜ Í¤ÚÂÙÂ. ∆Ô Û˘ÁÎÂÎÚÈÌ¤-

ÓÔ ÌÔÓ·ÛÙ‹ÚÈ ‚ÚÈÛÎfiÙ·Ó ÛÙËÓ ÏÂ˘Ú¿ ÙË˜ ∂ÛıÔÓ›·˜, ÔfiÙÂ ‰ÂÓ ÙÔ Â›¯·Ó ·ÁÁ›ÍÂÈ. ¶‹Á· ÂÎÂ› ·fi Â-

ÚÈ¤ÚÁÂÈ· Î·È ÙÂÏÈÎ¿ ¤Ê˘Á· ¤¯ÔÓÙ·˜ Á˘Ú›ÛÂÈ Ì›· Ù·ÈÓ›·. ¢ÂÓ ‹ÍÂÚ· ·ÎfiÌ· fiÙÈ Ë Ù·ÈÓ›· "ª˘ÛÙ‹ÚÈÔ" ı·

‹Ù·Ó ÙÔ ÚÒÙÔ Ì¤ÚÔ˜ ÙË˜ ÙÚÈÏÔÁ›·˜. ∫È ÂÓÒ ¤Î·Ó· ·˘Ù‹ ÙËÓ Ù·ÈÓ›·, ¿Ú¯ÈÛ· Ó· ÓÈÒıˆ ÌÈ· ÎÏÂÈÛÙÔ-

ÊÔ‚›· ÛÙÔ ÌÔÓ·ÛÙ‹ÚÈ Î·È ‹ıÂÏ· Ó· ¿Úˆ Î·ı·Úfi ·¤Ú·. √fiÙÂ ÌÈ· Ì¤Ú· Ì‹Î· ÛÂ ¤Ó· ·˘ÙÔÎ›ÓË-

ÙÔ Î·È ‹Á· ÛÂ ÌÈ· ÎÔÓÙÈÓ‹ Ï›ÌÓË Ô˘ ‹ÍÂÚ· fiÙÈ ˘¿Ú¯ÂÈ. ŸÙ·Ó ¤ÊÙ·Û· ÂÎÂ›, Í·Ó·‚Ú¤ıËÎ· ÌÚÔ-

ÛÙ¿ ÛÂ ¤Ó·Ó ÙÔ›¯Ô Î·È ¤Ú·Û· ›Ûˆ ÙÔ˘. ∫·È ÂÎÂ› ‹Ù·Ó ÙÔ ÌÔÓ·ÛÙ‹ÚÈ fiÔ˘ Á˘Ú›ÛÙËÎÂ Ë "∆¿ÓÈÔ˘ÛÎ·

Î·È ÔÈ ÂÙ¿ ‰È¿‚ÔÏÔÈ". ∏ÁÔ‡ÌÂÓÔ˜ Â›Ó·È Ô ·Ù‹Ú Vassil, Î·È ÙÔ ÌÔÓ·ÛÙ‹ÚÈ Â›Ó·È Ô˘ÛÈ·ÛÙÈÎ¿ ‰ÈÎfi ÙÔ˘

‰ËÌÈÔ‡ÚÁËÌ·. ∂›¯· ‹‰Ë ·Ú¯›ÛÂÈ, ÏÔÈfiÓ, Ó· ÓÈÒıˆ fiÙÈ Ë "∆¿ÓÈÔ˘ÛÎ·" ı· ‹Ù·Ó Ë ‰Â‡ÙÂÚË Ù·ÈÓ›·. £·

¤ÚÂÂ Ó· ˘¿Ú¯ÂÈ Î·È ÌÈ· ÙÚ›ÙË.

T.S.M.: ∞ÏÏ¿ ·˘Ù‹ ‰ÂÓ ‹Ù·Ó ÛÙËÓ ›‰È· ÂÚÈÔ¯‹, ‹Ù·Ó ÛÙËÓ πÓ‰›·. 

P. H.: ¡·È, ‰ÂÓ ¤¯ÂÈ ÛËÌ·Û›·, ‰ÂÓ ‹Ù·Ó ··Ú·›ÙËÙÔ Ó· Â›Ó·È ÛÙËÓ ›‰È· ÂÚÈÔ¯‹. ∂›¯· ·Ú¯›ÛÂÈ Ó·

¤¯ˆ ÙËÓ ·›ÛıËÛË fiÙÈ Ë ÙÚÈÏÔÁ›· ı· ‹Ù·Ó ÌÈ· ÌÂÏ¤ÙË ÁÈ· ÙÔ ÈÂÚfi Î·È ÙÔ Û·Ù·ÓÈÎfi, fiˆ˜ ÙÔ "ª˘ÛÙ‹ÚÈÔ".

¡ÔÌ›˙ˆ fiÙÈ ÛÂ ÌÂÁ¿ÏÔ ‚·ıÌfi Â›Ó·È ÌÈ· Ù·ÈÓ›· ÁÈ· ÙËÓ ÔÌÔÚÊÈ¿ ÙË˜ Û¯¤ÛË˜ ÙÔ˘ ·ÓıÚÒÔ˘ ÌÂ ÙÔ ÈÂÚfi

ÛÙÔÈ¯Â›Ô. ∏ "∆¿ÓÈÔ˘ÛÎ·" Â›Ó·È ÈÔ ·ÌÊÈÏÂÁfiÌÂÓË Ù·ÈÓ›·. Œ¯ÂÈ ÌÂÁ·Ï‡ÙÂÚË Û¯¤ÛË ÌÂ ÙÔ Î·Îfi Ô˘ ÎÚ‡-

‚ÂÙ·È ·ÎfiÌË Î·È ÛÙË ıÚËÛÎÂ›·. √fiÙÂ ÙÔ ı¤Ì· ‹Ù·Ó ·˘Ùfi Ô˘ ÌÂ ÎÚ¿ÙËÛÂ, fi¯È Ô ÙfiÔ˜. 

T.S.M.: ∞˜ ‰Ô‡ÌÂ Ï›ÁÔ ÙÔ ÈÛÙÔÚÈÎfi, ÙÔ Ò˜ ÚÔÂÙÔÈÌ¿˙ÂÛ·È ÁÈ· ÌÈ· Ù·ÈÓ›·. ¶Ò˜ ÚÔÂÙÔÈÌ¿ÛÙËÎÂ˜

ÁÈ· Ó· Î¿ÓÂÈ˜ ·˘Ù¤˜ ÙÈ˜ Ù·ÈÓ›Â˜; ∂›Ó·È Ì·ÎÚfi¯ÚÔÓË ‰È·‰ÈÎ·Û›·; ∫¿ÓÂÈ˜ ¤ÚÂ˘Ó·; °Ú¿ÊÂÈ˜ Î¿ÔÈÔ ÛÂÓ¿-

ÚÈÔ; •·Ó·Á˘Ú›˙ÂÈ˜ ÌÂÙ¿; 

P. H.: ∆Ô ÛÂÓ¿ÚÈÔ ÁÚ¿ÊÂÙ·È ÌfiÓÔ Î·È ÌfiÓÔ ÁÈ· Ó· ‰ÔıÂ› Ë ¯ÚËÌ·ÙÔ‰fiÙËÛË. ¢ÂÓ ¯ÚËÛÈÌÔÔÈÂ›-

Ù·È ·fi ÙË ÛÙÈÁÌ‹ Ô˘ ¤¯ÂÈ ÁÂÌ›ÛÂÈ Ô ÏÔÁ·ÚÈ·ÛÌfi˜ ÛÙËÓ ÙÚ¿Â˙·! °È·Ù› ‰ÂÓ ÌÔÚÂ› Ó· ÁÚ·ÊÙÂ› ÛÂ-

Ó¿ÚÈÔ ÓÙÔÎÈÌ·ÓÙ¤Ú, ÙÔ ÔÔ›Ô Ó· ·ÊÔÚ¿ ¿ÙÔÌ· ÛÙËÓ Î·ıËÌÂÚÈÓ‹ ÙÔ˘˜ ˙ˆ‹ ÛÂ Ú·ÁÌ·ÙÈÎfi ¯ÚfiÓÔ.

ªÔÚÂ› Ó· Á›ÓÂÈ ÛÂÓ¿ÚÈÔ fiÙ·Ó Ë Ù·ÈÓ›· ·ÊÔÚ¿ ÈÛÙÔÚÈÎ¿ ÁÂÁÔÓfiÙ·, ·ÏÏ¿ ‰ÂÓ ÓÔÌ›˙ˆ fiÙÈ ÛÂ Ù¤ÙÔÈÂ˜

Ù·ÈÓ›Â˜ Â›Ó·È ‰˘Ó·Ùfi Ó· ̆ ¿ÚÍÂÈ ÛÂÓ¿ÚÈÔ. ¡·È, Î¿Óˆ ÌÈ· ÚÔÂÙÔÈÌ·Û›·. ∫·È ÁÈ· ÙÔ "ª˘ÛÙ‹ÚÈÔ" Ë ÚÔ-

ÂÙÔÈÌ·Û›· ‹Ù·Ó Ë ÂÍ‹˜: ¢ÂÓ ‹ÍÂÚ· fiÙÈ ı· Î¿Óˆ Ù·ÈÓ›·, ·ÏÏ¿ ¤ÌÂÈÓ· ‰‡Ô Ì‹ÓÂ˜ ÌÂ ÙÈ˜ ÌÔÓ·¯¤˜ ÂÎÂ›. ∆È˜

‚ÔËıÔ‡Û· ÛÂ ‰È¿ÊÔÚÂ˜ ‰Ô˘ÏÂÈ¤˜, ÛÙ· ¯ˆÚ¿ÊÈ·, ÌÂ Ù· ˙Ò·. ∆· ‚Ú¿‰È· ÏÔÈfiÓ, Ô˘ ‰ÂÓ ˘‹Ú¯Â Ù›-

ÔÙ· ¿ÏÏÔ Ó· Î¿Óˆ, ‰È¿‚·˙· Ù· ÛÙÔÈ¯Â›· Ô˘ Â›¯· ‚ÚÂÈ ÁÈ· ÙË ÚˆÛÈÎ‹ ÔÚıfi‰ÔÍË ıÂÔÏÔÁ›· ÛÙ· ÊÈ-

Ï·Ó‰ÈÎ¿. ◊Ù·Ó ·ÚÎÂÙfi ÙÔ ˘ÏÈÎfi, ÁÈ·Ù› Ë ÚˆÛÈÎ‹ ÔÚıfi‰ÔÍË ÂÎÎÏËÛ›· Â›Ó·È Ë ‰Â‡ÙÂÚË Â›ÛËÌË ıÚË-

ÛÎÂ›· ÛÙË ºÈÏ·Ó‰›·. √fiÙÂ ¤¯Ô˘Ó ÌÂÙ·ÊÚ·ÛÙÂ› Û¯Â‰fiÓ Ù· ¿ÓÙ·.

T.S.M.: ÕÚ· ÏÔÈfiÓ, ‹Ù·Ó Ë ·ÚÔ˘Û›· ÛÔ˘ ÂÎÂ› Ë ›‰È· Ë ¤ÚÂ˘Ó·, ‰ËÏ·‰‹ Ë ˙ˆ‹ ÌÂ ·˘Ù¤˜ ÙÈ˜ ÌÔ-

Ó·¯¤˜. 

P. H.: ¡·È, Ù· ËÁ·›Ó·ÌÂ ÔÏ‡ Î·Ï¿ ÌÂÙ·Í‡ Ì·˜.

T.S.M.: ŒÁÚ·ÊÂ˜ ÙÈ˜ ÛÎËÓ¤˜;

P. H.: Ÿ¯È, ‰ÈfiÙÈ ÙÈ˜ ¤¯ˆ Ì¤Û· ÛÙÔ Ì˘·Ïfi ÌÔ˘. ¢ÂÓ ¯ÚÂÈ¿˙ÂÙ·È Ó· ÙÈ˜ ÁÚ¿Êˆ. ¶ÈÛÙÂ‡ˆ fiÙÈ ÙÔ ÛÂ-
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Ó¿ÚÈÔ ÂÓfi˜ ÓÙÔÎÈÌ·ÓÙ¤Ú ‚Ú›ÛÎÂÙ·È ÛÙÔ Ì˘·Ïfi ÙÔ˘ ÛÎËÓÔı¤ÙË. ∞˘Ùfi Ô˘ ¤Î·Ó·, ‚¤‚·È·, ‹Ù·Ó ÙÔ

ÂÍ‹˜: Â›¯· ‚ÚÂÈ ÛÙËÓ √ÍÊfiÚ‰Ë ¤Ó· Ì·Á·˙› Ô˘ Ô˘Ï¿ÂÈ ·˘Ù¿ Ù· ÌÈÎÚ¿ ÛËÌÂÈˆÌ·Ù¿ÚÈ· ÌÂ ÙÔ Ï·ÛÙÈ-

¯¿ÎÈ, Î·È ÁÈ· ÔÏÏ¿ ¯ÚfiÓÈ· ÎÚ·ÙÔ‡Û· ÛËÌÂÈÒÛÂÈ˜ ÛÂ ·˘Ù¿ Ù· ÛËÌÂÈˆÌ·Ù¿ÚÈ·. ∞ÏÏ¿ ‹Ù·Ó ·Ï¿ ÛÎ¤-

„ÂÈ˜ ‹ Î¿ÔÈÂ˜ ÊÚ¿ÛÂÈ˜ Ô˘ ÌÔ˘ Ê¿ÓËÎÂ fiÙÈ Â›¯·Ó ÂÓ‰È·Ê¤ÚÔÓ. ∆Ô ÂÓ‰È·Ê¤ÚÔÓ Â›Ó·È fiÙÈ fiÙ·Ó ¿Ú¯È-

Û· Ó· Î¿Óˆ ÓÙÔÎÈÌ·ÓÙ¤Ú, ¿Ú¯ÈÛ· Ó· ‰È·‚¿˙ˆ ÔÏ‡. ¢ÂÓ ı¤Ïˆ Ó· ·Ê‹Ûˆ Ó· ÌÂ ÂÌÓ¤ÂÈ ÙÔ ÚÒÙÔ Ù˘-

¯·›Ô ÎÏÈÛ¤ Ô˘ ı· ‚ÚÂıÂ› ÌÚÔÛÙ¿ ÌÔ˘. £¤Ïˆ Ó· Â›Ì·È ·ÚÎÂÙ¿ Ì¤Û· ÛÙËÓ Î·Ù¿ÛÙ·ÛË, ¤ÙÛÈ ÒÛÙÂ ÙÔ

ÚÔÊ·Ó¤˜ Ó· Â›Ó·È ÚÔÊ·Ó¤˜ Î·È ÛÂ Ì¤Ó· ÛÂ ÌÈ· Ó¤· Î·Ù¿ÛÙ·ÛË. ™˘Ó‹ıˆ˜ ÔÈ Ù·ÈÓ›Â˜ ÌÔ˘ Â›Ó·È Ô-

Ï‡ ÛÈˆËÏ¤˜. ¢ÂÓ ̆ ¿Ú¯Ô˘Ó ÔÏÏÔ› ‰È¿ÏÔÁÔÈ. ∞ÎfiÌ· ÎÈ fiÙ·Ó ̆ ¿Ú¯Ô˘Ó, Â›Ó·È ÂÏ¿¯ÈÛÙÔÈ. ∆¤ÙÔÈÔ˘ Â›-

‰Ô˘˜ Ù·ÈÓ›Â˜ ‰ÂÓ ÂÚÈ¤¯Ô˘Ó ÏËÚÔÊÔÚ›Â˜. √fiÙÂ ÔÈ ÏËÚÔÊÔÚ›Â˜ Ô˘ Û˘ÏÏ¤Áˆ, ·ÊÔÚÔ‡Ó ÌfiÓÔ ÂÌ¤-

Ó·, ÙÔ ‰ÈÎfi ÌÔ˘ Ì˘·Ïfi. ∂›Ó·È ÌfiÓÔ ÁÈ· Ì¤Ó·, ‰ÂÓ ı· Î·Ù·Ï‹ÍÔ˘Ó ÙÂÏÈÎ¿ Ì¤Û· ÛÙËÓ Ù·ÈÓ›·. °È· Î¿ıÂ

Ù·ÈÓ›· Ô˘ Î¿Óˆ, ˘¿Ú¯ÂÈ Î·È Î¿ÔÈÔ ÌÔ˘ÛÈÎfi ÎÔÌÌ¿ÙÈ Ô˘ ·Ú¯›˙ˆ Ó· ·ÎÔ‡ˆ. ∆Ô ·ÎÔ‡ˆ ›Ûˆ˜ Î·È

‰‡Ô ÂÎ·ÙÔÌÌ‡ÚÈ· ÊÔÚ¤˜ Û˘Ó¤¯ÂÈ· fiÙ·Ó ı¤Ïˆ Ó· Î¿Óˆ ÌÈ· Ù·ÈÓ›·. ∫·È ÙÔ ¯ÚËÛÈÌÔÔÈÒ ˆ˜ Ì¤ÛÔ ÁÈ·

Ó· Û˘ÁÎÂÓÙÚÒÓÔÌ·È. °È·Ù› Ë ÛÎËÓÔıÂÛ›· Â›Ó·È ¤Ó· ¯¿Ô˜, ÌÈ· ÌÂÚ‰ÂÌ¤ÓË Î·Ù¿ÛÙ·ÛË Î·È ˘ÔÙ›ıÂ-

Ù·È fiÙÈ Ú¤ÂÈ Ó· Î¿ÓÂÈ˜ Î¿ÙÈ ÔÏ‡ ÂÛˆÛÙÚÂÊ¤˜. √fiÙÂ Â›Ó·È ‰‡ÛÎÔÏÔ Ó· ÙÔ ·ÏÏ¿ÍÂÈ˜ ·˘Ùfi - ÁÈ·Ù› Î¿-

Óˆ Î·È ÂÁÒ Ë ›‰È· ÙË ‰Ô˘ÏÂÈ¿ ÙÔ˘ Î¿ÌÂÚ·Ì·Ó ÎÈ ¤¯ˆ Î·È ÔÏÏ¿ ÙÂ¯ÓÈÎ¿ ˙ËÙ‹Ì·Ù· Ó· ‰ÈÂÎÂÚ·ÈÒÛˆ

Ù·˘Ùfi¯ÚÔÓ·. √fiÙÂ Ú¤ÂÈ Ó· ÌÔÚÒ Ó· ¤¯ˆ ·˘Ù‹ ÙËÓ ÂÛˆÛÙÚ¤ÊÂÈ· Î¿ıÂ ÛÙÈÁÌ‹, Û·Ó Ó· Á˘Ú›˙ˆ

¤Ó·Ó ‰È·ÎfiÙË. ∞˜ Ô‡ÌÂ Ô‰ËÁÒ Î·È ·ÎÔ‡ˆ ·˘Ù‹ ÙË ÌÔ˘ÛÈÎ‹ Ì¤¯ÚÈ Ó· ÌÂ Ô‰ËÁ‹ÛÂÈ Î¿Ô˘. £· ¤ÏÂ-

Á· fiÙÈ Â›Ì·È ÔÏÈÁ·ÚÎ‹˜ ˆ˜ ÛÎËÓÔı¤ÙË˜. ¢ÂÓ ¤¯ˆ ·Ó¿ÁÎË ·fi ÔÏ˘ÙÂÏ‹ ÍÂÓÔ‰Ô¯Â›·. ∞ÚÎÂ› Ó· ¤¯ˆ ÙÔ

‰ÈÎfi ÌÔ˘ ‰ˆÌ¿ÙÈÔ. ™ÙËÓ πÓ‰›·, ·˜ Ô‡ÌÂ ÛÙÔ ‰ˆÌ¿ÙÈfi ÌÔ˘ ˘‹Ú¯Â ÙÔ ¯¿Ô˜. ∞Ï¿ ¯ÚÂÈ¿˙ÔÌ·È ÙÔ˘-

Ï¿¯ÈÛÙÔÓ ‰‡Ô ÒÚÂ˜ ÁÈ· ÙÔÓ Â·˘Ùfi ÌÔ˘. ∞ÏÏÈÒ˜ ‰ÂÓ ÌÔÚÒ Ó· Î¿Óˆ Ù·ÈÓ›Â˜. ∫·È ·˘Ù‹ Ë ÌÔ˘ÛÈÎ‹ ÂÍ˘-

ËÚÂÙÂ› ·˘Ùfi ÙÔÓ ÛÎÔfi. ∞ÏÏ¿ ÛÙÔ Ù¤ÏÔ˜ ÔÙ¤ ‰ÂÓ ¯ÚËÛÈÌÔÔÈÒ ÙËÓ ›‰È· ÌÔ˘ÛÈÎ‹ ÛÙËÓ Ù·ÈÓ›·. 

T.S.M.: √fiÙÂ ÌÔÚÂ› Ó· Â›Ó·È Î¿ÙÈ ÂÓÙÂÏÒ˜ ‰È·ÊÔÚÂÙÈÎfi ·fi ·˘Ùfi Ô˘ ·ÎÔ‡ÌÂ;

P. H.:: ¡·È. ™Ù· "∆Ú›· ¢ˆÌ¿ÙÈ· ÙË˜ ªÂÏ·Á¯ÔÏ›·˜" ‹Ù·Ó ¤Ó· ÊÈÏ·Ó‰ÈÎfi Ô ÙÚ·ÁÔ‡‰È ·fi ÙË ‰Â-

Î·ÂÙ›· ÙÔ˘ '50! ªÔÚÂ› ÏÔÈfiÓ Ó· Â›Ó·È ÙÂÏÂ›ˆ˜ ‰È·ÊÔÚÂÙÈÎ‹ Ë ÌÔ˘ÛÈÎ‹ ‹ ÌÔÚÂ› Ó· ¤¯ÂÈ Î¿ÔÈ· Û‡Ó-

‰ÂÛË ÌÂ ÙÔ ÌÔ˘ÛÈÎfi ı¤Ì· ÙÂÏÈÎ¿. ∫·È ÌfiÏÈ˜ ÔÏÔÎÏËÚˆıÂ› Ë Ù·ÈÓ›·, ÊÙ¿Óˆ ÛÙÔ ÛËÌÂ›Ô Ó· ÌËÓ ÌÔÚÒ

Ï¤ÔÓ Ó· Í·Ó·ÎÔ‡Ûˆ ·˘Ù‹ ÙË ÌÔ˘ÛÈÎ‹. ºÙ¿Óˆ Ó· ÙË ÌÈÛÒ! ∞ÏÏ¿ ÌÂ ÙÔÓ ›‰ÈÔ ÙÚfiÔ Î·Ù·Ï‹Áˆ Ó·

Û˘ÏÏ¤Áˆ ÁÓÒÛÂÈ˜, ÛÎ¤„ÂÈ˜. ∫È fiÙ·Ó Ï¤ÔÓ ·Ú¯›Ûˆ Ù· Á˘Ú›ÛÌ·Ù·, ÚÔÛ·ıÒ ÂÓÛÙÈÎÙˆ‰Ò˜ Ó· Â›Ì·È

¤ÙÔÈÌË Î·È Ó· Í¤Úˆ ÙÈ ·Ó·˙ËÙÒ. °È·Ù› ÛÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú ‰ÂÓ ÌÔÚÂ›˜ Ó· ÔÚÁ·ÓÒÛÂÈ˜ ÙÈ˜ Î·Ù·ÛÙ¿ÛÂÈ˜,

fiˆ˜ ÛÙË Ì˘ıÔÏ·Û›·. ¶Ú¤ÂÈ Ó· ÙÈ˜ ·Ó·ÁÓˆÚ›ÛÂÈ˜, Ó· ÙÈ˜ ÂÓÙÔ›ÛÂÈ˜, Ó· ˘¿Ú¯ÂÈ ÌÈ· ¯ËÌÂ›·. ¶Ú¤-

ÂÈ Ó· Í¤ÚÂÈ˜ fiÙÈ ·˘Ùfi Â›Ó·È ÙÒÚ·.

T.S.M.: ∫·È ÛÂ fiÏÂ˜ ÙÈ˜ Ù·ÈÓ›Â˜, ¯ÂÈÚ›˙ÂÛ·È ÂÛ‡ Ë ›‰È· ÙËÓ Î¿ÌÂÚ·;

P. H.: ™Ù· ÓÙÔÎÈÌ·ÓÙ¤Ú Ó·È. Ÿ¯È ÛÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜, ÁÈ·Ù› ÙfiÙÂ Ô ËıÔÔÈfi˜ Ì¤ÓÂÈ ÔÏ‡ Ìfi-

ÓÔ˜ ÙÔ˘. ∫·È Â›Ó·È ÙÔ ı‡Ì· fiÏË˜ ·˘Ù‹˜ ÙË˜ ÙÂ¯ÓÔÏÔÁ›·˜ Ô˘ ÙÔÓ ÂÚÈ‚¿ÏÏÂÈ. °È' ·˘Ùfi ÏÔÈfiÓ Î¿ÔÈ-

Ô˜ Ú¤ÂÈ Ó· ÊÚÔÓÙ›ÛÂÈ Î·È Ó· ÚÔÊ˘Ï¿ÍÂÈ ÙÔÓ ËıÔÔÈfi. 

T.S.M.: ¢ÂÓ ı· ‹Ù·Ó ÏÂÔÓ¤ÎÙËÌ· Ó· ¤¯ÂÈ˜ Î¿ÌÂÚ·Ì·Ó ÛÙ· ÓÙÔÎÈÌ·ÓÙ¤Ú;

P. H.: Ÿ¯È. ∞Ó Ï¤ÔÓ ‰ÂÓ ÌÔÚÒ Ó· ÙÚ·‚¿ˆ ÂÁÒ Ë ›‰È· ÌÂ ÙËÓ Î¿ÌÂÚ·, ı· ÛÙ·Ì·Ù‹Ûˆ Ó· Î¿Óˆ

ÓÙÔÎÈÌ·ÓÙ¤Ú.

T.S.M.: ¢ÂÓ Â›Ó·È fiÌˆ˜ ÏÂÔÓ¤ÎÙËÌ· ÁÈ· Ù· ¿ÙÔÌ· Ô˘ Û˘ÌÌÂÙ¤¯Ô˘Ó; °È· ÙË Û¯¤ÛË ÌÂÙ·Í‡ Û·˜;

∂ÓÓÔÒ Ó· ÌËÓ ‹ÛÔ˘Ó ÂÛ‡ ›Ûˆ ·fi ÙËÓ Î¿ÌÂÚ·.

P. H.: Ÿ¯È, ‰ÂÓ ÓÔÌ›˙ˆ fiÙÈ ı· ‹Ù·Ó ÏÂÔÓ¤ÎÙËÌ·. ∏ Û¯¤ÛË ¯Ù›˙ÂÙ·È ÚÈÓ ·fi Ù· Á˘Ú›ÛÌ·Ù· Î·È Ë

Û¯¤ÛË Ú¤ÂÈ Ó· ÛÙËÚ›˙ÂÙ·È Î·È ÛÂ ¤Ó· ÙËÏÂ·ıËÙÈÎfi Â›Â‰Ô. ∫·È ‰ÂÓ Ú¤ÂÈ Ï¤ÔÓ Ó· ÂÓÔ¯ÏÂ›˜ Â-

Ú·ÈÙ¤Úˆ Ù· ¿ÙÔÌ· Î·Ù¿ ÙË ‰È¿ÚÎÂÈ· ÙˆÓ Á˘ÚÈÛÌ¿ÙˆÓ, Ô‡ÙÂ ¤¯ˆ ÙËÓ ·Ó¿ÁÎË Ó· ÌÈÏ¿ˆ Ì·˙› ÙÔ˘˜ ÛÙ·

Á˘Ú›ÛÌ·Ù·.

T.S.M.: øÚ·›·. ∂›·ÌÂ ÁÈ· ÙÔ "ª˘ÛÙ‹ÚÈÔ". ªÂ ÙËÓ "∆¿ÓÈÔ˘ÛÎ·" ÙÈ ¤Î·ÓÂ˜ Î·È ÙËÓ ÔÈÎÔÁ¤ÓÂÈ¿ ÙË˜; 

P. H.: ◊Ù·ÓÂ Î¿ˆ˜ ‰È·ÊÔÚÂÙÈÎ‹ Î·Ù¿ÛÙ·ÛË, ÌÂ ÙËÓ ¤ÓÓÔÈ· fiÙÈ ¤Î·Ó· Î·Ï‹ ÚÔÂÙÔÈÌ·Û›· ÁÈ·

ÔÏ‡ Î·ÈÚfi, ·ÏÏ¿ ÁÈ· Ï¿ıÔ˜ ı¤Ì·. ¶ÚˆÙÔ‹Á· ÂÎÂ› ̄ ˆÚ›˜ Î¿ÌÂÚ· Î·È ÛÎ¤ÊÙËÎ· fiÙÈ Ë ÙÔÔıÂÛ›· ¤¯ÂÈ

ÌÂÁ¿ÏÔ ÂÓ‰È·Ê¤ÚÔÓ. √ ·Ù‹Ú Vassil ‹Ù·Ó Î·Ù¿ ÙÔ˘ ÎÔÌÌÔ˘ÓÈÛÌÔ‡ Î·È ··ÁÔÚÂ˘fiÓÙÔ˘Û·Ó Ù¤ÙÔÈ·

Ì¤ÚË ÛÙË ™Ô‚ÈÂÙÈÎ‹ ÂÈÎÚ¿ÙÂÈ·. ∞ÏÏ¿ ÙÔ ¯ˆÚÈfi Â›¯Â ÌÂÁ¿ÏÔ ÂÓ‰È·Ê¤ÚÔÓ, ÂÂÈ‰‹ ˘‹Ú¯Â ÌÈ· ÌÂÁ¿-

ÏË ‰È·Ì¿¯Ë 20 ̄ ÚfiÓˆÓ ÌÂÙ·Í‡ ÙˆÓ ÎÔÌÌÔ˘ÓÈÛÙÒÓ Èı˘ÓfiÓÙˆÓ ÙÔ˘ ̄ ˆÚÈÔ‡ Î·È ÙÔ˘ ·Ù¤Ú· Vassil ÁÈ·

ÙÔ ÌÔÓ·ÛÙ‹ÚÈ. À‹Ú¯·Ó Û˘ÁÎÚÔ‡ÛÂÈ˜, Î·Ù·ÁÁÂÏ›Â˜ ÛÙË ªfiÛ¯·. °ÓÒÚÈÛ· ÂÎÂ› ÙÔÓ ·Ù¤Ú· Vassil, Ô˘

‹Ù·Ó ÔÏ‡ ÂÓ‰È·Ê¤ÚÔ˘Û· Ê˘ÛÈÔÁÓˆÌ›·. ∫·È ÙËÓ ÚÒÙË ÊÔÚ¿ Ô˘ ‹Á· ÁÈ· Ù· Á˘Ú›ÛÌ·Ù· ‹Ù·Ó

·Ï¿ ÌÈ· ‰ÔÎÈÌ‹, Ó· ‰ˆ ‰ËÏ·‰‹ ·Ó ÌÔÚÒ Ó· Î¿Óˆ Á˘Ú›ÛÌ·Ù· ÂÎÂ›. £˘Ì¿Ì·È fiÙÈ ‹ÚıÂ ÌÈ· ËÏÈÎÈˆ-

Ì¤ÓË Á˘Ó·›Î·, ¯Ù‡ËÛÂ ÙËÓ Î¿ÌÂÚ· Î·È ÌÔ˘ Â›Â „Èı˘ÚÈÛÙ¿: "¡· Í¤ÚÂÈ˜ fiÙÈ ·Ó ¤¯ÂÈ˜ ·ÌÊÈ‚ÔÏ›Â˜, Ùfi-

ÙÂ ı· ·˜ ÛÙËÓ ÎfiÏ·ÛË". ∫·È ·˘Ù‹ Â›Ó·È Ì¿ÏÏÔÓ Ë Î·Ï‡ÙÂÚË Û˘Ì‚Ô˘Ï‹ Ô˘ ÌÔÚÂ› Ó· ‰ÒÛÂÈ Î·ÓÂ›˜
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ÛÂ ¤Ó·Ó ÛÎËÓÔı¤ÙË ÓÙÔÎÈÌ·ÓÙ¤Ú! ∆Ô ›‰ÈÔ ‚Ú¿‰˘ Á‡ÚÈÛ· ÛÙÔ ‰ˆÌ¿ÙÈfi ÌÔ˘, ÙÔ Í·Ó·ÛÎ¤ÊÙËÎ· Î·È Â›-

· "ŸÓÙˆ˜, ¤ÙÛÈ Â›Ó·È!" ∞˘Ùfi Ô˘ ı· ˆ ‰ÂÓ Â›Ó·È ÌÈ· ·ÌÂÚÈÎ¿ÓÈÎË ·Ê¤ÏÂÈ·: ÙÔ Ó· ÎÈÓËÌ·ÙÔÁÚ·ÊÂ›˜

ÙË ˙ˆ‹ ·ÓıÚÒˆÓ ÌÂ ÛÎÔfi Ó· ÙÔ˘˜ ‚ÔËı‹ÛÂÈ˜, ·˘Ùfi Â›Ó·È ÙÂÏÈÎ¿ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú. ∫·ÌÈ¿ ÊÔÚ¿ ÔÈ

¿ÓıÚˆÔÈ ÎÔ˘Ú¿˙ÔÓÙ·È Ô˘ ‰ÂÓ Ê·ÓÙ¿˙ÔÓÙ·Ó fiÙÈ ı· ÎÚ·Ù‹ÛÂÈ ÙfiÛÔ ÔÏ‡. Ÿˆ˜ Í¤ÚÔ˘ÌÂ, ÔÈ Û˘-

ÓÙÂÏÂÛÙ¤˜ Â›Ó·È ·˘ÙÔ› Ô˘ Í¤ÚÔ˘ÓÂ ÙË ‰È·‰ÈÎ·Û›· ÂÓfi˜ ÓÙÔÎÈÌ·ÓÙ¤Ú. √fiÙÂ Ú¤ÂÈ Ó· Â›Û·È ÂÓÂÚÁ¿

˘¤Ú ÙˆÓ ·ÓıÚÒˆÓ Ô˘ ÎÈÓËÌ·ÙÔÁÚ·ÊÂ›˜, ¤ÙÛÈ ÒÛÙÂ fiÙ·Ó ÚÔÎ‡ÙÂÈ ÌÈ· ‰˘ÛÎÔÏ›·, Ó· ÌËÓ ÙÔ˘˜

·ÔÚÚ›ÙÂÈ˜. ∫·È fiÙ·Ó ¤¯Ô˘ÌÂ ı¤Ì·Ù· ÙfiÛÔ ‰‡ÛÎÔÏ·, fiˆ˜ ÙË˜ "∆¿ÓÈÔ˘ÛÎ·", Ë Û˘Ì‚Ô˘Ï‹ Ô˘ ÌÔ˘

¤‰ˆÛÂ ÂÎÂ›ÓË Ë Á˘Ó·›Î·, ‹Ù·Ó ÂÍ·ÈÚÂÙÈÎ‹.

T.S.M.: ¶Ò˜ ÁÓÒÚÈÛÂ˜ ÙËÓ ∆¿ÓÈÔ˘ÛÎ·; 

P. H.: ◊Ù·ÓÂ ÙËÓ ÚÒÙË Ì¤Ú· ÙˆÓ Î·ÓÔÓÈÎÒÓ Á˘ÚÈÛÌ¿ÙˆÓ. ÕÚ¯ÈÛ· Ó· ÙÚ·‚¿ˆ ÙÔÓ ·Ù¤Ú·

Vassil. ∫·È ¤ÓÈˆÛ· fiÙÈ ˘‹Ú¯Â Î¿Ô˘ ÌÈ· ‰‡Ó·ÌË, Ô˘ ÙÚ·‚Ô‡ÛÂ ÙËÓ Î¿ÌÂÚ· ÚÔ˜ Ù· ‰ÂÍÈ¿. ∆ËÓ

¤ÛÙÚÂ„· Î·È Î·Ù¤ÏËÍ· ÛÙÔ ÚfiÛˆÔ ÙË˜ ∆¿ÓÈÔ˘ÛÎ·. ∫·È ·Ì¤Ûˆ˜ Î·Ù¿Ï·‚· fiÙÈ Ë Ù·ÈÓ›· ÂÚfiÎÂÈÙÔ

Ó· ¤¯ÂÈ ı¤Ì· ÙËÓ ∆¿ÓÈÔ˘ÛÎ·. ∆Ô Úfi‚ÏËÌ· ‹Ù·Ó fiÙÈ Â›¯· ˙ËÙ‹ÛÂÈ ¯Ú‹Ì·Ù· ÁÈ· ¿ÏÏË Ù·ÈÓ›·, Â›¯· ‹‰Ë

ÔÏÔÎÏËÚÒÛÂÈ ¤Ó· ÛÂÓ¿ÚÈÔ ÁÈ· ÙÔÓ ·Ù¤Ú· Vassil. ∫·È Ï¤ˆ "∆ÒÚ· ÙÈ ı· Î¿Óˆ;". ∞ÔÊ¿ÛÈÛ· Ó· ÌËÓ

ÂÓËÌÂÚÒÛˆ Î·Ó¤Ó·Ó Û¯ÂÙÈÎ¿, ÁÈ·Ù› ·Ó ÙÂÏÈÎ¿ Ë Ù·ÈÓ›· ı· ‹Ù·Ó ÔÏ‡ Î·Ï‹, ‰ÂÓ ı· ÂÓ‰È¤ÊÂÚÂ Î·Ó¤-

Ó·Ó. ∞Ó ı· ‹Ù·Ó Î·Ï‹ ÙÂÏÈÎ¿, ÙfiÙÂ Î·ÓÂ›˜ ‰ÂÓ ı· ı˘ÌfiÙ·Ó fiÙÈ ·Ú¯ÈÎ¿ ÚˆÙ·ÁˆÓÈÛÙ‹˜ ı· ‹Ù·Ó Ô ·-

Ù‹Ú Vassil. 

T.S.M.: √fiÙÂ ÛÂ ÙÚ¿‚ËÍÂ Ë ∆¿ÓÈÔ˘ÛÎ·.

P. H.: ¡·È, ÌÂ Û˘ÁÎÏfiÓÈÛÂ Ë ·ÚÔ˘Û›· ÙË˜, Î·È Ì¤Û· ÛÂ ÌÈ· ÛÙÈÁÌ‹ ‹ÍÂÚ· fiÙÈ Ë Ù·ÈÓ›· ı· ‹Ù·Ó ÁÈ·

ÂÎÂ›ÓË.

T.S.M.: ™ÙË Û˘Ó¤¯ÂÈ· ¤ÚÂÂ Ó· ¯Ù›ÛÂÈ˜ ÌÈ· Û¯¤ÛË ÌÂ ÙÔ˘˜ ÁÔÓÂ›˜ ÙË˜; ∞fi fiÏÂ˜ ÙÈ˜ Ù·ÈÓ›Â˜, ÁÈ· Ì¤-

Ó· ÙÔ˘Ï¿¯ÈÛÙÔÓ, ·˘Ù‹ Â›Ó·È Ë ÈÔ Â˘·›ÛıËÙË, Ë ÈÔ ‰‡ÛÎÔÏË. ∂ÂÈ‰‹ ÚfiÎÂÈÙ·È ÁÈ· ¤Ó· Â˘¿ÏˆÙÔ ¿ÙÔ-

ÌÔ Î·È ÓÈÒıÂÈ˜ Û˘ÌfiÓÈ· ÁÈ' ·˘Ù‹Ó fiÙ·Ó ÙËÓ ÎÔÈÙ¿˙ÂÈ˜. ¶Ò˜ ‚Ú‹ÎÂ˜ ÏÔÈfiÓ Î¿ÔÈ· ÈÛÔÚÚÔ›·;

P. H.: ¶Ú¿ÁÌ·ÙÈ. ™Â Ù¤ÙÔÈÂ˜ ÂÚÈÙÒÛÂÈ˜ ‚ÔËı¿ÂÈ ÙÔ fiÙÈ ‚Ú›ÛÎÔÌ·È ›Ûˆ ·fi ÙËÓ Î¿ÌÂÚ·, ÒÛÙÂ ÔÈ

¿ÏÏÔÈ Ó· ÌÈÏÔ‡Ó ÂÚÈÛÛfiÙÂÚÔ. ™ÙËÓ ·Ú¯‹ ÌÂ ÙËÓ ∆¿ÓÈÔ˘ÛÎ· ‰ÂÓ ÌÈÏÔ‡Û·ÌÂ Î·ıfiÏÔ˘. ∞Ó·Ù‡Í·-

ÌÂ ÌÈ· Û¯¤ÛË ÎÔÈÙÒÓÙ·˜ Ë Ì›· ÙËÓ ¿ÏÏË, ÔfiÙÂ ‰ÂÓ ¯ÚÂÈ·˙fiÙ·Ó Ó· Î¿ÓÔ˘ÌÂ ·ÓÔ‡ÛÈÂ˜ ÎÔ˘‚ÂÓÙÔ‡ÏÂ˜

Î·È ‰ÂÓ Â›¯· Î·Ì›· Â˘ı‡ÓË Ó· ‰Â›Íˆ Ù˘ÈÎ‹ ÎÔÈÓˆÓÈÎfiÙËÙ·. ∂›¯·ÌÂ ·Ó·Ù‡ÍÂÈ ÌÈ· ÔÏ‡ ‰˘Ó·Ù‹ Û¯¤-

ÛË... ™Â Î¿ıÂ ÔÚıfi‰ÔÍË ÂÎÎÏËÛ›·, ÏÔÈfiÓ, ̆ ¿Ú¯ÂÈ Î¿ÔÈ· ËÏÈÎÈˆÌ¤ÓË Î˘Ú›·, Û·Ó "Î·ÎÈ¿ Ì¿ÁÈÛÛ·",

Ô˘ ÎÚ·Ù¿ÂÈ ÙËÓ Ù¿ÍË. ÕÚ¯ÈÛÂ ÏÔÈfiÓ ·˘Ù‹ Ë Î˘Ú›· Ó· ÓÈÒıÂÈ Î¿ˆ˜ ·Ì‹¯·Ó·, ÂÂÈ‰‹ Ë ∆¿ÓÈÔ˘ÛÎ·

Â›¯Â ÙfiÛÔ ÛÙÂÓ‹ Â·Ê‹ Ì·˙› ÌÔ˘. ∫·È ·˘Ùfi, Î·Ù¿ ÙË ÁÓÒÌË ÙË˜, ı· ÌÔÚÔ‡ÛÂ Ó· ‰ËÌÈÔ˘ÚÁ‹ÛÂÈ Î¿-

ÔÈÂ˜ È‰¤Â˜ ÛÙÔ Ì˘·Ïfi ÙË˜, ‰ËÏ·‰‹ Ó· Ê‡ÁÂÈ ·fi ÂÎÂ›. ¢ÂÓ Í¤Úˆ ·Ó Î·È Â‰Ò ˘¿Ú¯Ô˘Ó Ù¤ÙÔÈÂ˜ "Ì¿-

ÁÈÛÛÂ˜", ·ÏÏ¿ ÛÙË ƒˆÛ›· ˘¿Ú¯Ô˘Ó ÛÂ fiÏÂ˜ ÙÈ˜ ÔÚıfi‰ÔÍÂ˜ ÂÎÎÏËÛ›Â˜. ∫·È ·Ó·ÚˆÙÈ¤Û·È Ò˜ ÌÔÚÂ›

¤Ó· ÌÈÎÚfi ·È‰› Ó· ÛÙ¤ÎÂÙ·È ÁÈ· ÂÊÙ¿ ÒÚÂ˜ ÛÂ ÌÈ· ÙÂÏÂÙ‹ Î·È Ó· ÌËÓ ÙÚ¤¯ÂÈ, Ó· ÌËÓ ı¤ÏÂÈ Ó· ÎÔÈÌËıÂ›,

Ó· ÌËÓ ÊˆÓ¿˙ÂÈ. À¿Ú¯ÂÈ ÏÔÈfiÓ ÌÈ· Ù¤ÙÔÈ· Î˘Ú›·, Ô˘ ÙË˜ ‰È‰¿ÛÎÂÈ Ò˜ Ó· Ù· Î¿ÓÂÈ fiÏ· ·˘Ù¿.

T.S.M.: µÚ¤ıËÎÂ˜ ÏÔÈfiÓ ÔÏÏ¤˜ ÊÔÚ¤˜ ÌÂ ÙÔÓ ·Ù¤Ú· Î·È ÙË ÌËÙ¤Ú· ÙË˜ ∆¿ÓÈÔ˘ÛÎ·. ª›ÏËÛ¤ Ì·˜

Ï›ÁÔ ·Ú·¿Óˆ ÁÈ' ·˘Ùfi.

P. H.: Ÿˆ˜ Â›·, ÍÂÎ›ÓËÛ· ÌÂ Ï¿ıÔ˜ ı¤Ì·. ∏ ·Ï‹ıÂÈ· Â›Ó·È fiÙÈ ‰ÂÓ ‹ÍÂÚ· ·ÚÎÂÙ¿ Ú¿ÁÌ·Ù· ÁÈ'

·˘ÙÔ‡˜. ªÂÙ¿ ¤ÚÂÂ Ó· Ì¿ıˆ ÁÈ· ÙÔÓ ·Ù¤Ú·, Ó· ÙÔÓ ÁÓˆÚ›Ûˆ. ™' ·˘Ù‹ ÙËÓ Ù·ÈÓ›·, fiÙ·Ó ¤Î·Ó· ÙÔ

ÌÔÓÙ¿˙, ¤Î·Ó· ÌÈ· ÂÍ·›ÚÂÛË: ·ÔÊ¿ÛÈÛ· Ó· Î¿Óˆ ÙÔ ÌÔÓÙ¿˙ ·ÎÚÈ‚Ò˜ ÌÂ ÙË ̄ ÚÔÓÔÏÔÁÈÎ‹ ÛÂÈÚ¿ Ô˘

‚›ˆÛ· Ù· ÁÂÁÔÓfiÙ·. ◊ÍÂÚ· ¿Ú· ÔÏ‡ Î·Ï¿ fiÙÈ ˘¿Ú¯Ô˘Ó ‰Ú·Ì·ÙÔ˘ÚÁÈÎÔ› Î·ÓfiÓÂ˜, .¯. fiÙÈ ÙÔ ÌÔ-

ÓÙ¿˙ ÌÔÚÂ› Ó· ·Ú¤Ì‚ÂÈ ÛÙË ¯ÚÔÓÔÏÔÁÈÎ‹ ÛÂÈÚ¿ ÌÈ·˜ Ù·ÈÓ›·˜. ∂ÂÈ‰‹ fiÌˆ˜ ÌÔ˘ Î›ÓËÛÂ ÙfiÛÔ ÔÏ‡

ÙËÓ ÂÚÈ¤ÚÁÂÈ· Î·È ÙËÓ ÂÈı˘Ì›· Ó· Î·Ù·Ï¿‚ˆ ÙÈ Û˘Ì‚·›ÓÂÈ, Î·È ÂÂÈ‰‹ ÛÙËÓ ÔÚÂ›· Ë ·›ÛıËÛ‹ ÌÔ˘

¿ÏÏ·ÍÂ, ‹ıÂÏ· Ó· ‰ÒÛˆ ÙËÓ Â˘Î·ÈÚ›· Î·È ÛÙÔ ÎÔÈÓfi Ó· ÂÚ¿ÛÂÈ ÎÈ ·˘Ùfi ·fi ÙËÓ ›‰È· ‰È·‰ÈÎ·Û›·. •¤-

Úˆ fiÙÈ Ë ÈÔ ‰˘Ó·Ù‹ ÛÙÈÁÌ‹ ÙË˜ Ù·ÈÓ›·˜ ‚Ú›ÛÎÂÙ·È ÛÂ Ï¿ıÔ˜ ÛËÌÂ›Ô, Û‡ÌÊˆÓ· ÌÂ ÙÔ˘˜ ‰Ú·Ì·ÙÔ˘Ú-

ÁÈÎÔ‡˜ Î·ÓfiÓÂ˜. ∞˘Ùfi fiÌˆ˜ ‰ÂÓ ÌÔ˘ Ê¿ÓËÎÂ ÛËÌ·ÓÙÈÎfi. ∫È fiÙ·Ó ÚˆÙÔÂ›‰· ÙÔÓ ·Ù¤Ú· ÙË˜ ∆¿ÓÈ-

Ô˘ÛÎ·, ÌÔ˘ Ê¿ÓËÎÂ ¤Ó·˜ ¿ÁÈÔ˜. ∂›Ó·È ÂÚ›ÂÚÁÔ ¤Ó·˜ ƒÒÛÔ˜ Ó· ÂÁÎ·Ù·ÏÂ›ÂÈ ÙË ‰Ô˘ÏÂÈ¿ ÙÔ˘ Î·È Ó·

·ÊÈÂÚÒÓÂÈ fiÏË ÙÔ˘ ÙË ˙ˆ‹ ÛÙËÓ ÎfiÚË ÙÔ˘. ªÂÙ¿ fiÌˆ˜, fiÙ·Ó Í‡ÓËÛÂ ¤Ó· Úˆ› ÙËÓ ÎfiÚË ÙÔ˘, Ô‰Ë-

Á‹ıËÎ· ÛÂ Î¿ÔÈÂ˜ ¿ÏÏÂ˜ ÛÎ¤„ÂÈ˜. ∫·È ¤ÓÈˆÛ· fiÙÈ Ú¤ÂÈ Ó· ÁÓˆÚ›Ûˆ Î·È ÙË ÌËÙ¤Ú·, ‰ÈfiÙÈ ‰ÂÓ ‹-

Ú· ·¿ÓÙËÛË ˆ˜ ÚÔ˜ ÙÔ ÙÈ Û˘Ó¤‚·ÈÓÂ. ŒÙÛÈ Î·Ù¤ÏËÍ· Ó· ÁÓˆÚ›Ûˆ Î·È ÙË ÌËÙ¤Ú· ÙË˜.

T.S.M.: ∂›‰· ÔÏÏ¿ ¯¤ÚÈ· Ó· ÛËÎÒÓÔÓÙ·È ÛÙÔ ÛËÌÂ›Ô Ô˘ ÌÈÏÔ‡Û·ÌÂ ÁÈ· ÙËÓ ∆¿ÓÈÔ˘ÛÎ·. À¿Ú-

¯Ô˘Ó ÂÚˆÙ‹ÛÂÈ˜, Û¯fiÏÈ·, ‹ Î¿ÔÈÂ˜ ÛÎ¤„ÂÈ˜;

∂ÚÒÙËÛË: ™¯ÂÙÈÎ¿ ÌÂ ÙËÓ "∆¿ÓÈÔ˘ÛÎ·". ∏ Ù·ÈÓ›· ÌÂ Î·ı‹ÏˆÛÂ. ŸÙ·Ó ÙÂÏÂ›ˆÛÂ Ë ÚÔ‚ÔÏ‹, Â›¯· ¯È-

ÏÈ¿‰Â˜ ÂÚˆÙ‹Ì·Ù·. ∆Ô ÚÒÙÔ Â›Ó·È ÙÔ ÂÍ‹˜: ¶ÚfiÎÂÈÙ·È ÁÈ· ÂÚ›ÙˆÛË Î·ÎÔÔ›ËÛË˜; ¢ÈfiÙÈ Â›¯· ÌÈ· Î¿-

ˆ˜ ·Û·Ê‹ ÂÈÎfiÓ·. 
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P. H.: ∆Ô ı¤Ì· Â›Ó·È fiÙÈ ¤ÓÈˆÛ· ÔÏ‡ ¿Û¯ËÌ·. ™˘Ì‚Ô˘ÏÂ‡ÙËÎ· ‰‡Ô „˘¯È¿ÙÚÔ˘˜ Î·È ÚÔÛ¿-

ıËÛ· Ó· ‚Úˆ ÌÈ· ·¿ÓÙËÛË. ªÔ˘ Â›·Ó -·Ó Î·È ÔÈ ÁÈ·ÙÚÔ› ÔÙ¤ ‰ÂÓ ÌÔÚÂ› Ó· Â›Ó·È Û›ÁÔ˘ÚÔÈ- Î·È

fiÙ·Ó ‹Á·ÌÂ ÛÙË §Â˘ÎÔÚˆÛ›· Ó· Û˘Ó·ÓÙ‹ÛÔ˘ÌÂ ÙË ÌËÙ¤Ú·, ‹Á·ÌÂ ÛÙÔ ÓÔÛÔÎÔÌÂ›Ô Î·È ̇ ËÙ‹Û·ÌÂ

¿‰ÂÈ· ÁÈ· Ù· Á˘Ú›ÛÌ·Ù·. ∂ÎÂ› Ì·˜ Â›·Ó fiÙÈ Ë ‰È¿ÁÓˆÛË ÁÈ· ÙËÓ ∆¿ÓÈÔ˘ÛÎ· ‹Ù·Ó fiÙÈ ¤·Û¯Â ·fi Û¯È-

˙ÔÊÚ¤ÓÂÈ·. ∫·È Ê˘ÛÈÎ¿ ÔÏÏ¤˜ ÊÔÚ¤˜ ¤Ú·ÛÂ ·fi ÙÔ Ì˘·Ïfi ÌÔ˘ fiÙÈ Ë ˘fiıÂÛË ÌÔÚÂ› Ó· ¤¯ÂÈ Ó·

Î¿ÓÂÈ Î·È ÌÂ ·ÈÌÔÌÈÍ›·. √ Ú·ÁÌ·ÙÈÎfi˜ ÏfiÁÔ˜ Ô˘ Ô ·Ù¤Ú·˜ ÙË˜ Â›Ó·È Ì·˙› ÙË˜, Ô˘ ·Ú¿ÙËÛÂ ÙË

˙ˆ‹ ÙÔ˘ ÁÈ· ¯¿ÚË ÙË˜, Â›Ó·È fiÙÈ ÓÈÒıÂÈ ÂÓÔ¯¤˜. ŸÌˆ˜ ÂÌÂ›˜, ˆ˜ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÛÙ¤˜, ‰ÂÓ Â›Ì·ÛÙÂ Â‰Ò

ÁÈ· Ó· ‰ÒÛÔ˘ÌÂ ··ÓÙ‹ÛÂÈ˜. ∫·È ‰ÂÓ Â›¯· ÙÔ ‰ÈÎ·›ˆÌ· Ó· ÙÔ ‚¿Ïˆ ·˘Ùfi Ì¤Û· ÛÙËÓ Ù·ÈÓ›·. ªÔÚÒ

Ó· ÙÔ ÎÚ·Ù‹Ûˆ Ì¤Û· ÌÔ˘ ̂ ˜ ‰ÈÎ‹ ÌÔ˘ ·ÌÊÈ‚ÔÏ›· Î·È Ó· Û·˜ ÙÔ ˆ Â‰Ò, ̂ ˜ ÚÔÛˆÈÎ‹ ÌÔ˘ ÁÓÒÌË.

¢ÂÓ ÌÔÚÔ‡Û· fiÌˆ˜ Ó· ÙÔ Î¿Óˆ ·˘Ùfi ÛÙËÓ Ù·ÈÓ›·: ı· ‹Ù·Ó ·Ó‹ıÈÎÔ. ∫·Ù¿ ÙËÓ ÚÔ‚ÔÏ‹ ·˘Ù‹˜ ÙË˜

Ù·ÈÓ›·˜, Â›¯·Ó ÌÂÁ¿ÏÔ ÂÓ‰È·Ê¤ÚÔÓ ÔÈ ÔÏÈÙÈÛÌÈÎ¤˜ ‰È·ÊÔÚ¤˜. ŸÛÔ ÈÔ ‰˘ÙÈÎ¿ ¤ÊÂ˘Á· ·fi ÙË ºÈÏ·Ó-

‰›·, ÙfiÛÔ ÈÔ ÔÏ‡ ı‡ÌˆÓ·Ó ÔÈ ıÂ·Ù¤˜ Ì·˙› ÌÔ˘, ÂÂÈ‰‹ ‰ÂÓ ¤Ï˘Û· ÂÁÒ ÙÔ Úfi‚ÏËÌ·. ∞ÎfiÌË Î·È

ÛÙË ™Ô˘Ë‰›·, ÛÙË ™ÙÔÎ¯fiÏÌË, fiÔ˘ Ë Ù·ÈÓ›· ÚÔ‚Ï‹ıËÎÂ ÛÙÔÓ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ, ı‡ÌˆÛ·Ó ÔÈ ıÂ·-

Ù¤˜ Ì·˙› ÌÔ˘, ÂÂÈ‰‹ ‰ÂÓ ¤‰ˆÛ· Ï‡ÛË ÛÙÔ Úfi‚ÏËÌ· Î·È ··›ÙËÛ·Ó Ó· ÛÙÂ›Ïˆ „˘¯›·ÙÚÔ ÂÎÂ›. ∂›·

"∂ÓÙ¿ÍÂÈ, ·Ó ı¤ÏÂÙÂ Ó· ÛÙÂ›ÏÂÙÂ ÂÛÂ›˜ „˘¯›·ÙÚÔ, Â›Ó·È ‰ÈÎfi Û·˜ ı¤Ì·". ŸÛÔ ÈÔ ‰˘ÙÈÎ¿, ÏÔÈfiÓ, ‹-

Á·ÈÓ·, ÙfiÛÔ ÌÂÁ·Ï‡ÙÂÚÔ ı˘Ìfi ·ÓÙÈÌÂÙÒÈ˙·, ÂÂÈ‰‹ ‰ÂÓ ¤‰ÈÓ· ÂÁÒ ÙË Ï‡ÛË ÛÙÔ Úfi‚ÏËÌ·. ™ÙË Û˘-

Ó¤¯ÂÈ· ÚÔ‚Ï‹ıËÎÂ Ë Ù·ÈÓ›· ÛÙËÓ πÓ‰›·, ÛÂ ÊÂÛÙÈ‚¿Ï ÛÙË µÔÌ‚¿Ë. ∫·È Î·Ó¤Ó·˜ ‰ÂÓ ‰È·Ì·ÚÙ˘Ú‹ıË-

ÎÂ, ÂÂÈ‰‹ ÂÎÂ› ¤¯Ô˘Ó ÙÂÏÂ›ˆ˜ ‰È·ÊÔÚÂÙÈÎ‹ ·ÓÙ›ÏË„Ë ˙ˆ‹˜. ∂ÌÂ›˜ ÈÛÙÂ‡Ô˘ÌÂ fiÙÈ Ë ˙ˆ‹ Â›Ó·È ÁÂÌ¿ÙË

ÚÔ‚Ï‹Ì·Ù· Î·È Ú¤ÂÈ Ó· Ù· Ï‡ÛÔ˘ÌÂ. ™ÙËÓ ∞Ó·ÙÔÏ‹ ÔÈ ¿ÓıÚˆÔÈ ÈÛÙÂ‡Ô˘Ó fiÙÈ Ë ˙ˆ‹ Â›Ó·È ÁÂ-

Ì¿ÙË fiÓÔ Î·È Ú¤ÂÈ Ó· Ì¿ıÔ˘ÌÂ Ó· ˙Ô‡ÌÂ Ì' ·˘ÙfiÓ. ∏ ‰È·ÊÔÚ¿ ÛÙÈ˜ ÎÔ˘ÏÙÔ‡ÚÂ˜ ‹Ù·Ó Ê·ÓÂÚ‹!

∂ÚÒÙËÛË: £· ‹ıÂÏ· Ó· ÚˆÙ‹Ûˆ ÌÂÚÈÎ¿ Ú¿ÁÌ·Ù· ·ÎfiÌ· ÁÈ· ÙËÓ "∆¿ÓÈÔ˘ÛÎ·". ¶ÚÒÙÔÓ, Ò˜ ‹-

Ú·ÙÂ ÙËÓ ¿‰ÂÈ· ÙË˜ ÔÈÎÔÁ¤ÓÂÈ·˜; °È·Ù› ‹ıÂÏ·Ó ÔÈ ‰ÈÎÔ› ÙË˜ ¿ÓıÚˆÔÈ Ó· Á˘ÚÈÛÙÂ› ÛÂ Ù·ÈÓ›· ·˘Ù‹ Ë

ÈÛÙÔÚ›·; ¢Â‡ÙÂÚÔÓ, ÙÈ ÓÔÌ›˙ÂÙÂ fiÙÈ ‰ÒÛ·ÙÂ ÂÛÂ›˜ ÌÂ ÙËÓ ·ÚÔ˘Û›· Û·˜ ÛÂ ·˘Ù‹ ÙËÓ ÔÈÎÔÁ¤ÓÂÈ·;

P. H.: ∏ ÔÈÎÔÁ¤ÓÂÈ· ‰ÂÓ Â›¯Â Î·Ì›· ·ÓÙ›ÚÚËÛË ÁÈ· Ù· Á˘Ú›ÛÌ·Ù·. µ¤‚·È·, ÛÂ Ù¤ÙÔÈ· Ì¤ÚË Ë ÎÔÈ-

ÓˆÓ›· Â›Ó·È ÈÂÚ·Ú¯ÈÎ¿ ‰ÔÌËÌ¤ÓË, ¿Ú· fiÏ· ÂÍ·ÚÙÈfiÓÙ·Ó ·fi ÙÔÓ ·Ù¤Ú· Vassil. ∂¿Ó ·˘Ùfi˜ ¤ÏÂÁÂ Ó·È,

Ë Ù·ÈÓ›· ı· Á˘ÚÈ˙fiÙ·Ó. º˘ÛÈÎ¿ ÂÁÒ ‰ÂÓ ı· ÌÔÚÔ‡Û· Ó· ÙÔ Î¿Óˆ, Â¿Ó ¤ÓÈˆı· fiÙÈ Ë ÔÈÎÔÁ¤ÓÂÈ· Â›-

¯Â Î¿ÙÈ ÂÓ·ÓÙ›ÔÓ ÙÔ˘ Ó· Á˘ÚÈÛÙÂ› ·˘Ù‹ Ë Ù·ÈÓ›·. ¡ÔÌ›˙ˆ fiÙÈ Ë ÔÈÎÔÁ¤ÓÂÈ· Â›¯Â ÂÚ¿ÛÂÈ ÙfiÛÔ ÔÏÏ¤˜

‰˘ÛÎÔÏ›Â˜ ÛÙË ˙ˆ‹ ÙÔ˘˜, ÒÛÙÂ ‚Ï¤ˆ Î·È Î·Ù·Ï·‚·›Óˆ ÁÈ·Ù› ÔÈ ¿ÓıÚˆÔÈ Ì·˜ ·Ê‹ÓÔ˘Ó Ó· Á˘Ú›-

˙Ô˘ÌÂ ÙË ˙ˆ‹ ÙÔ˘˜ ÛÂ ÓÙÔÎÈÌ·ÓÙ¤Ú. ¡ÔÌ›˙ˆ fiÙÈ fiÏÔÈ Ì·˜ ¤¯Ô˘ÌÂ ÙËÓ ·Ó¿ÁÎË Ó· Ì·˜ ‚Ï¤Ô˘Ó ÔÈ ¿Ï-

ÏÔÈ, Î·È ›Ûˆ˜ ·˘Ùfi Â›Ó·È ÌÈ· ·Ó·ÎÔ‡ÊÈÛË. √ÚÈÛÌ¤ÓÔÈ Â›Ó·È ÈÎ·ÓÔÔÈËÌ¤ÓÔÈ ·ÏÒ˜ Ô˘ ÙÔ˘˜ ‚Ï¤ÂÈ

Ô £Âfi˜, ¿ÏÏÔÈ fiÌˆ˜ ı¤ÏÔ˘Ó Ó· ÙÔ˘˜ ‰ÂÈ ÎÈ ¿ÏÏÔ˜ ÎfiÛÌÔ˜. ∞ÈÛı·ÓfiÌ·ÛÙÂ fiÙÈ ‰ÂÓ ˘¿Ú¯Ô˘ÌÂ, ·Ó ‰ÂÓ

Ì·˜ ‚Ï¤ÂÈ Î·ÓÂ›˜. ø˜ ÚÔ˜ ÙÔ ‰Â‡ÙÂÚÔ ÛÎ¤ÏÔ˜ ÙË˜ ÂÚÒÙËÛË˜, ‰ËÏ·‰‹ ÙÈ ÈÛÙÂ‡ˆ fiÙÈ ÙÔ˘˜ ¤‰ˆÛÂ Ë

Ù·ÈÓ›·: ¡ÔÌ›˙ˆ fiÙÈ ·˘Ùfi Ô˘ ÙÔ˘˜ ¤‰ˆÛÂ Ë Ù·ÈÓ›· Â›Ó·È fiÙÈ ¿ÏÏ·ÍÂ ÙÔÓ ÙÚfiÔ Ô˘ ·ÓÙÈÌÂÙÒÈ˙·Ó ÙËÓ

∆¿ÓÈÔ˘ÛÎ· ÔÈ Û˘Ó¿ÓıÚˆÔ› ÙË˜, ÂÂÈ‰‹ ¤‚ÏÂ·Ó ÔÈ ÓÙfiÈÔÈ ÙÔÓ ÙÚfiÔ Ô˘ ÙËÓ ·ÓÙÈÌÂÙÒÈ˙· ÂÁÒ,

Ô˘ ÙË˜ ¤‰ÂÈ¯Ó· ÛÂ‚·ÛÌfi. Œ·„Â Ó· Â›Ó·È ·ÓÙÈÎÂ›ÌÂÓÔ ¯ÂÈÚ·ÁÒÁËÛË˜ ·fi ÙÔ˘˜ ¿ÏÏÔ˘˜. ¶Ú¤ÂÈ Ó·

Û·˜ ˆ fiÙÈ ¿ÏÏ·ÍÂ Î·È Ô ‰ÈÎfi˜ ÌÔ˘ ÙÚfiÔ˜ Ô˘ ¤‚ÏÂ· ÙÔÓ ·Ù¤Ú· Vassil, ¤ÓÈˆı· Ï›ÁÔ ÈÔ ıÂÙÈÎ¿ ÁÈ'

·˘ÙfiÓ ·' fi,ÙÈ ÂÚÈÁÚ¿ÊÂÙ·È ÛÙÔ ÊÈÏÌ. ª' ·˘Ù‹ ÙËÓ ÔÈÎÔÁ¤ÓÂÈ· ÙÈ ¤ÁÈÓÂ; ∂›¯·Ó ‰ÔÎÈÌ¿ÛÂÈ Ó· ¿ÓÂ ÙËÓ

∆¿ÓÈÔ˘ÛÎ· ÛÂ „˘¯È·ÙÚÈÎ‹ ÎÏÈÓÈÎ‹, Ë ÌËÙ¤Ú· fiÌˆ˜ ÙËÓ ¤‚Á·ÏÂ, ÁÈ·Ù› ‹ıÂÏ·Ó Ó· ÙË˜ Î¿ÓÔ˘Ó ÂÓ¤ÛÂÈ˜

ÈÓÛÔ˘Ï›ÓË˜, Î¿ÙÈ Ô˘ ¤¯ÂÈ ÛÙ·Ì·Ù‹ÛÂÈ Ó· Á›ÓÂÙ·È ÛÙË ºÈÏ·Ó‰›· Â‰Ò Î·È 40 ̄ ÚfiÓÈ·. ∏ ÌËÙ¤Ú·, ÏÔÈfiÓ,

ÂÓÛÙÈÎÙˆ‰Ò˜ ¤ÓÈˆıÂ fiÙÈ ·˘Ùfi ‰ÂÓ ¤Î·ÓÂ Î·Ïfi ÛÙËÓ ÎfiÚË ÙË˜. ™ÙË Û˘Ó¤¯ÂÈ·, ‹ıÂÏ·Ó Ó· ÙËÓ ¿ÓÂ ÛÂ

·˘Ù¤˜ ÙÈ˜ "Ì¿ÁÈÛÛÂ˜", Ë ƒˆÛ›· Â›Ó·È ÁÂÌ¿ÙË ·fi ·˘Ù¤˜, ·ÏÏ¿ Ô‡ÙÂ ÎÈ ·' ·˘Ù¤˜ ‚Ú‹Î·Ó ‚Ô‹ıÂÈ·. ∏ ÎÔÈ-

ÓfiÙËÙ· ÙÔ˘ ·Ù¤Ú· Vassil ‹Ù·Ó Ë ÙÂÏÂ˘Ù·›· ÙÔ˘˜ ÂÏ›‰·. Œ¯Ô˘ÌÂ, ÏÔÈfiÓ, ·˘ÙfiÓ ÙÔÓ ¿ÓıÚˆÔ ÛÂ ÌÈ·

ÎÔÌÌÔ˘ÓÈÛÙÈÎ‹ ¯ÒÚ·, ÛÙËÓ ÔÔ›· Â‰Ò Î·È 25 ¯ÚfiÓÈ· ¤¯ÂÈ ··ÁÔÚÂ˘ÙÂ› Ó· ·˘Ùfi˜ Ô ¯ÒÚÔ˜. ∫·È ÙÂÏÈ-

Î¿, ‚Ï¤Ô˘ÌÂ fiÙÈ ·˘Ùfi˜ Ô ¯ÒÚÔ˜ Â›Ó·È Ë ÙÂÏÂ˘Ù·›· ÙÔ˘˜ ÂÏ›‰·. ¡ÔÌ›˙ˆ fiÙÈ Â›Ó·È Î·È ·ÚÓËÙÈÎfi ·˘Ùfi,

ÂÂÈ‰‹ ÁÈ· ÙËÓ ∆¿ÓÈÔ˘ÛÎ· ·˘Ùfi ‹Ù·Ó ÙÔ Ï¿ıÔ˜ Ì¤ÚÔ˜. ∂›¯·Ó ¤ÚıÂÈ ÂÎÂ› Î¿ÔÈÔÈ Ó·ÚÎÔÌ·ÓÂ›˜ ·fi ÙËÓ

¶ÂÙÚÔ‡ÔÏË, ÔÈ ÔÔ›ÔÈ Â›¯·Ó ‰ÔÎÈÌ¿ÛÂÈ Ù· ¿ÓÙ·. ∞ÏÏ¿ ÙÒÚ·, ÎÔÓÙ¿ ÛÂ ·˘ÙfiÓ, ¤ÚÂÂ Ó· ÛËÎÒÓÔ-

ÓÙ·È Î¿ıÂ Úˆ› ÛÙÈ˜ ¤ÓÙÂ, Ó· ËÁ·›ÓÔ˘Ó ÛÙËÓ ÂÎÎÏËÛ›·, Ó· ÚÔÛÂ‡¯ÔÓÙ·È ÁÈ· Ù¤ÛÛÂÚÈ˜ ÒÚÂ˜ Î¿ıÂ

Úˆ›. ∫È ÂÎÂ›ÓÔ˜ ÊÒÓ·˙Â Î·È ÙÛ›ÚÈ˙Â Î·È ÙÔ˘˜ Ì¿ÏˆÓÂ. ∫·È Û' ·˘Ù‹ ÙËÓ ÎÔÈÓfiÙËÙ·, Î·ıÒ˜ ˙Ô‡Û·Ó ÛÂ

·˘Ù‹ ÙËÓ ·Ú¿ÏÔÁË ÎÔÈÓˆÓ›·, ·Ì¤Ûˆ˜ fiÔÈÔ˜ ‹Ù·ÓÂ ·ÚÎÂÙ¿ ̆ ÁÈ‹˜, ¤‚ÚÈÛÎÂ ÌÈ· ‰Ú·ÛÙËÚÈfiÙËÙ·, ¤Ó·

ÚfiÏÔ Ô˘ ÌÔÚÔ‡ÛÂ Ó· ·Ó·Ï¿‚ÂÈ, .¯. Ó· ÎÔ˘‚·Ï¿ÂÈ Î·È Ó· ÌÂÙ·Ê¤ÚÂÈ ÙÔ‡‚Ï·. ™ÙÈ˜ „˘¯È·ÙÚÈÎ¤˜ ÎÏÈ-

ÓÈÎ¤˜ ·˘Ùfi Ô˘ Û˘Ì‚·›ÓÂÈ Â›Ó·È fiÙÈ, ·fi ÙË ÛÙÈÁÌ‹ Ô˘ Á›ÓÂÙ·È Î¿ÔÈÔ˜ Î·Ï‡ÙÂÚ·, ÙÔÓ ÛÙ¤ÏÓÔ˘Ó ›-

Ûˆ ÛÙËÓ ÎÔÈÓˆÓ›· Î·È ÂÎÂ› ‰ÂÓ ¤¯ÂÈ Î·Ì›· ı¤ÛË, Î·Ó¤Ó· ÚfiÏÔ. ∞ÏÏ¿ ÂÎÂ›, ÏÂÈÙÔ˘ÚÁÔ‡ÛÂ ÔÏ‡ ıÂÚ·-

Â˘ÙÈÎ¿ ÙÔ Ó· Â›Ó·È Î·ÓÂ›˜ ·ÚÎÂÙ¿ Î·Ï¿ ÁÈ· Ó· Î¿ÓÂÈ ÔÙÈ‰‹ÔÙÂ, Ó· ÌÔÚÂ› Ó· ·›ÍÂÈ ¤Ó· ÚfiÏÔ, Ó· Î¿-

ÓÂÈ Î¿ÙÈ ÁÈ' ·˘Ù‹ ÙËÓ ÎÔÈÓˆÓ›·. ∞˘Ùfi ‰ÂÓ ‹Ù·Ó ÙfiÛÔ Î·Îfi ÁÈ· fiÏÔ˘˜. ∞ÏÏ¿ Ë Ù·ÈÓ›· ·˘Ù‹ ÂÚÈÁÚ¿ÊÂÈ
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ÙËÓ ∆¿ÓÈÔ˘ÛÎ·, ¤Ó· ÌÈÎÚfi ÎÔÚ›ÙÛÈ, Ô˘ ‰ÂÓ ‚Ú›ÛÎÂÙ·È ÂÎÂ› ·fi ‰ÈÎ‹ ÙË˜ ÂÈÏÔÁ‹, Î·È ÓÔÌ›˙ˆ fiÙÈ ·˘-

Ùfi Â›Ó·È ÙÔ Ï¤ÔÓ ·Î·Ù¿ÏÏËÏÔ ÁÈ· ·˘Ù‹Ó Ì¤ÚÔ˜. ¡ÔÌ›˙ˆ, fiÌˆ˜, fiÙÈ ÂÌÂ›˜ ‚ÔËı‹Û·ÌÂ ÙË ı¤ÛË ÙË˜

ÛÙËÓ ÎÔÈÓˆÓ›·. ∫·È Ê˘ÛÈÎ¿ ÙÔ ÁÂÁÔÓfi˜ fiÙÈ Â›Ì·ÛÙÂ ‰˘ÙÈÎÔ› Î·È ¿ÓÙ· ÛÎÂÊÙfiÌ·ÛÙÂ ÙÈ ÌÔÚÔ‡ÌÂ Ó·

Î¿ÓÔ˘ÌÂ ÒÛÙÂ Ó· ÙË ‚ÔËı‹ÛÔ˘ÌÂ Î·È Ó· Î¿ÓÔ˘ÌÂ ÙÔ ¤Ó· ‹ ÙÔ ¿ÏÏÔ. ∞˘Ùfi Â›Ó·È Î·Ï‹ ÚfiıÂÛË ‚¤-

‚·È·. ∞ÏÏ¿ ÌÂÚÈÎ¤˜ ÊÔÚ¤˜ Ë ˙ˆ‹ Â›Ó·È ÙfiÛÔ ÛÎÏËÚ‹, Ô˘ ‰ÂÓ ÌÔÚÂ› Ó· Î¿ÓÂÈ Î·ÓÂ›˜ Ù›ÔÙ·. ƒÒÙË-

Û· ¤Ó·Ó „˘¯›·ÙÚÔ ·Ó ı· ÌÔÚÔ‡Û· Ó· ‚Úˆ ÁÈ· ÙËÓ ∆¿ÓÈÔ˘ÛÎ· ÌÈ· ı¤ÛË ÛÂ ÌÈ· „˘¯È·ÙÚÈÎ‹ ÎÏÈÓÈÎ‹.

∏ ÊÚÔ¸‰ÈÎ‹ ıÂˆÚ›· ÂÎÂ›ÓË ÙËÓ ÂÔ¯‹ Â›¯Â ··ÁÔÚÂ˘ÙÂ› ÛÙË ™Ô‚ÈÂÙÈÎ‹ ŒÓˆÛË Î·È ˘‹Ú¯·ÓÂ ÌfiÓÔ

Î¿ÔÈ· ‚È‚Ï›· Ô˘ Î˘ÎÏÔÊÔÚÔ‡Û·ÓÂ ÎÚ˘Ê¿ Î·È Î¿ÔÈÔÈ ÁÈ·ÙÚÔ› Ù· Â›¯·Ó ‰È·‚¿ÛÂÈ ÛÂ Î¿ÔÈÂ˜ Â-

ÚÈÔ¯¤˜. °È· ·Ú¿‰ÂÈÁÌ· Â¿Ó ¤Ó·˜ ÓÂ·Úfi˜ ¤ÊË‚Ô˜ Â›Ó·È ÛÙÔ ÎÚÂ‚¿ÙÈ ÂÓfi˜ „˘¯È·ÙÚÂ›Ô˘ fiÏË Ì¤Ú·, Í¤-

ÚÂÈ˜ ÁÈ·Ù›, ‰ÂÓ ı¤ÏÂÈ Î·È ÔÏÏ‹ ÛÎ¤„Ë, ·›ÚÓÂÈ Ó·ÚÎˆÙÈÎ¿. ∞ÏÏ¿ ÂÎÂ›ÓË ÙËÓ ÂÔ¯‹ ÔÈ ıÂˆÚ›Â˜ ÂÚ› ̄ Ë-

ÌÈÎÒÓ Ô˘ÛÈÒÓ ‹Ù·ÓÂ ¿ÁÓˆÛÙÂ˜ ÂÎÂ›. øÛÙfiÛÔ, Î¿ÔÈÔ˜ ÌÔ˘ Â›Â fiÙÈ Ë ∆¿ÓÈÔ˘ÛÎ· ˙Ô‡ÛÂ ÛÙÔ ‰ÈÎfi ÙÔ˘

ÎfiÛÌÔ, ÙÔ ÌfiÓÔ Ô˘ ÙË˜ Â›¯Â ·ÔÌÂ›ÓÂÈ ‹Ù·Ó Ë Û˘ÓÂ›‰ËÛ‹ ÙÔ˘˜, Î·È ‰ÂÓ Ú¤ÂÈ ·˘Ùfi Ó· ÙË˜ ÙÔ ÛÙÂ-

Ú‹ÛÔ˘ÌÂ. ¢ÂÓ ˘‹Ú¯·Ó ÏÔÈfiÓ ÔÈ Î·Ù¿ÏÏËÏÔÈ „˘¯›·ÙÚÔÈ ÛÙË ƒˆÛ›·. ∫È ·fi ÙËÓ ¿ÏÏË, ‰ÂÓ ‹Ù·Ó Î·-

Ï‹ È‰¤· Ó· ÙËÓ ¿Úˆ Ì·˙› ÌÔ˘ ÛÙË ºÈÏ·Ó‰›·. Ÿˆ˜ Û·˜ Â›·, ‰ÂÓ ÌÔÚÔ‡Û· Ó· Î¿Óˆ ÔÏÏ¿ Ú¿Á-

Ì·Ù·, ¤Ú· ·fi ÙÔ Ó· ÙË˜ ‰ÒÛˆ Ï›Á· ¯Ú‹Ì·Ù·.

∂ÚÒÙËÛË: ∂ÂÈ‰‹ Â›Ì·È ™Ô˘Ë‰fi˜ …

P. H.: ÕÚ· ı¤ÏÂÈ˜ Ó· ‚ÔËı‹ÛÂÈ˜; ∫·Ïfi˜ ™Ô˘Ë‰fi˜, Î·Ïfi˜ ¿ÓıÚˆÔ˜!

∂ÚÒÙËÛË: Ÿ¯È, fi¯È. ¢ÂÓ ı· ·ÌÊÈÛ‚ËÙ‹Ûˆ ·˘Ùfi ÙÔ ı¤Ì·. ∂ÁÒ Â›Ì·È ÂÓÙÂÏÒ˜ ‰È·ÊÔÚÂÙÈÎfi˜. ∏ ÂÚÒ-

ÙËÛ‹ ÌÔ˘ Â›Ó·È ÙÂ¯ÓÈÎ‹˜ Ê‡ÛÂˆ˜. ŸÙ·Ó ÂÛÂ›˜ Â›ÛÙÂ ¤Íˆ Î·È Î¿ÓÂÙÂ Á˘Ú›ÛÌ·Ù·, ‰ÂÓ ÛÎËÓÔıÂÙÂ›ÙÂ Ù›-

ÔÙ·; ∂¿Ó ÙÔ ̆ ÔÎÂ›ÌÂÓÔ Î¿ÓÂÈ Î¿ÙÈ, ÛÙÔ ÔÔ›Ô ÙÔÓ ¤È·ÛÂ Ë Î¿ÌÂÚ· Û·˜ ÂÎÂ›ÓË ÙË ÛÙÈÁÌ‹, ÙÔ˘ ̇ ËÙ¿ÙÂ

Ó· ÙÔ Í·Ó·Î¿ÓÂÈ, ‰ËÏ·‰‹ ÔÚÁ·ÓÒÓÂÙÂ ÙËÓ Ú·ÁÌ·ÙÈÎfiÙËÙ· Ô˘ ÎÈÓËÌ·ÙÔÁÚ·ÊÂ›ÙÂ;

P. H.: ∞˜ ·Ú¯›ÛÔ˘ÌÂ ·fi ÙÔ ÚÒÙÔ ÛÎ¤ÏÔ˜. ¡·È, ‚·ÛÈÎ¿ ÙÔ Î¿Óˆ, ·ÏÏ¿ ‰ÂÓ ÙÔ˘˜ ˙ËÙ¿ˆ Ó· Î¿-

ÓÔ˘Ó Î¿ÙÈ Ô˘ ‰ÂÓ ı· ¤Î·Ó·Ó Ô‡Ùˆ˜ ‹ ¿ÏÏˆ˜. ∞Ï¿ Ú¿ÁÌ·Ù·, Ó·È, ÌÔÚÒ Ó· ÙÔ˘˜ ˙ËÙ‹Ûˆ, .¯.

"ªÔÚÂ›˜ Ó· ÌÂÈ˜ ·fi ÙËÓ fiÚÙ· Î·È Ó· ÂÚ·Ù‹ÛÂÈ˜ ÚÔ˜ Ù· ÂÎÂ›;", Ù¤ÙÔÈ· Ú¿ÁÌ·Ù·, fi¯È fiÌˆ˜ Î¿-

ÙÈ Ô˘ ‰ÂÓ ı· ¤Î·Ó·Ó ÔÈ ›‰ÈÔÈ. ªÂÚÈÎ¤˜ ÊÔÚ¤˜ ‰ÂÓ ÙÔ ‚Ú›ÛÎˆ ÙfiÛÔ Î·Îfi, ·ÚÎÂ› Ó· Â›Ó·È ÙÂÏÂ›ˆ˜ È-

ÛÙfi ÛÙË Ê˘ÛÈÔÏÔÁÈÎ‹ Û˘ÌÂÚÈÊÔÚ¿ Î¿ÔÈÔ˘, ·ÏÏ¿ Î·È ¿ÏÈ ‰ÂÓ ı· ¤ÏÂÁ· fiÙÈ ·˘Ùfi ÛËÌ·›ÓÂÈ ˆ˜

ÙÔ˘˜ ÛÎËÓÔıÂÙÒ.

T.S.M.: ŸÌˆ˜ ÂÍ·ÎÔÏÔ˘ıÂ›ÙÂ Ó· ‰ÈÛÙ¿˙ÂÙÂ Ó· "ÛÎËÓÔıÂÙ‹ÛÂÙÂ".

P. H.: ¡·È. ∆Ô Î¿Óˆ ÌfiÓÔ fiÙ·Ó Â›Ó·È ·ÔÏ‡Ùˆ˜ ··Ú·›ÙËÙÔ, fiÙ·Ó Â›Ì·È Û›ÁÔ˘ÚË fiÙÈ ¤¯·Û· Î¿ÙÈ

Î·È ÙÔ ¯ÚÂÈ¿˙ÔÌ·È ÛÙËÓ Ù·ÈÓ›·. °È· ·Ú¿‰ÂÈÁÌ·, ÛÙË "ªÂÏ·Á¯ÔÏ›·", ÙÔ ·ÁfiÚÈ, Ô ‹Úˆ·˜ ÙË˜ Ù·ÈÓ›·˜,

ËÁ·›ÓÂÈ ÛÙÔ Û›ÙÈ ÙÔ˘ ·fi ÙË ÛÙÚ·ÙÈˆÙÈÎ‹ ·Î·‰ËÌ›·. ∞ÔÊ·Û›Û·ÌÂ Ì·˙› fiÙÈ ı· ¿ÚÂÈ ÙÔ ÌÂÙÚfi Î·È

fiÙÈ ‰ÂÓ ı· ¿ÂÈ Î·ÓÂ›˜ Ó· ÙÔÓ ·Ú·Ï¿‚ÂÈ, fiÙÈ ı· ‚Ú›ÛÎÂÙ·È ÌfiÓÔ˜ ÙÔ˘ ÛÙÔ ÌÂÙÚfi. ¢ÂÓ ÓÔÌ›˙ˆ fiÌˆ˜

fiÙÈ ·˘Ùfi Â›Ó·È ÛÎËÓÔıÂÛ›·. º˘ÛÈÎ¿, Î¿ÔÈÂ˜ ÊÔÚ¤˜ Ú¤ÂÈ Ó· Í¤ÚÂÈ˜ ÙÈ Î¿ÓÂÈ˜ fiÙ·Ó ÎÔ˘‚·Ï¿˜ ÌÈ· Î¿-

ÌÂÚ·, ·˘Ùfi fiÌˆ˜ Â›Ó·È Î¿ÙÈ Ô˘ Î¿Óˆ Û˘Ó¤¯ÂÈ·. ™ÙËÓ "∆¿ÓÈÔ˘ÛÎ·", ¿ÏÈ, ‹Ù·Ó Î¿ÙÈ ÂÓÙÂÏÒ˜ ‰È·ÊÔ-

ÚÂÙÈÎfi. ∞˘Ùfi Ô˘ ¤Î·Ó· ‹Ù·Ó ÙÔ ÂÍ‹˜: .¯. ÂÂÈ‰‹ ‹Á·ÈÓ·Ó ÛÙÈ˜ ¤ÓÙÂ ÙÔ Úˆ› - fiˆ˜ Û·˜ Â›· - ÛÙËÓ

ÂÎÎÏËÛ›·, ÂÁÒ ‰ÂÓ ‹ıÂÏ· Ó· Í˘Ó‹Ûˆ ÙÔ Û˘ÓÂÚÁÂ›Ô ÙfiÛÔ Úˆ›. ¶‹Á·ÈÓ· ÏÔÈfiÓ ÂÁÒ Ë ›‰È· Î·È ÎÚ·-

ÙÔ‡Û· ÙËÓ Î¿ÌÂÚ·, ÁÓˆÚ›˙ÔÓÙ·˜ fiÙÈ ‰ÂÓ ı· ¤Î·Ó· ÔˆÛ‰‹ÔÙÂ Á˘Ú›ÛÌ·Ù·, ·ÏÏ¿ ‹ıÂÏ· Ó· ‚Ú›-

ÛÎÔÌ·È Û˘ÓÂ¯Ò˜ ÂÎÂ›, ÒÛÙÂ Ó· ‚Ï¤ˆ ÙÈ Á›ÓÂÙ·È Î·È Ó· Û˘ÓËı›ÛÔ˘Ó Î·È ·˘ÙÔ› Ó· ÌÂ ‚Ï¤Ô˘Ó Ó· ÙÚÈ-

Á˘ÚÓ¿ˆ ÌÂ ÙËÓ Î¿ÌÂÚ·. ∆ÂÏÈÎ¿, ·fi fiÏ· ·˘Ù¿ Ô˘ ‚Ï¤ˆ, Á˘Ú›˙ˆ ÔÏ‡ Ï›ÁÂ˜ ÛÎËÓ¤˜, ÂÚÈÊ¤ÚÔÌ·È

fiÌˆ˜ ÔÏÏ¤˜ ÒÚÂ˜ ÌÂ ÙËÓ Î¿ÌÂÚ·.

T.S.M.: ¢Ô˘ÏÂ‡ÂÈ˜ ÌÂ Î¿ÌÂÚ· 35 ‹ Super 16;

P. H.: ∫˘Ú›ˆ˜ ÌÂ Super 16. ™ÙËÓ "∆¿ÓÈÔ˘ÛÎ·" ‹Ù·Ó ÌÂ 35.

T.S.M.: ∂›Â˜ ÏÔÈfiÓ fiÙÈ ÔÈ ÛÎËÓ¤˜ Ô˘ ÙÂÏÈÎ¿ Á˘Ú›˙ÂÈ˜ Â›Ó·È ÂÏ¿¯ÈÛÙÂ˜. ∂ÂÈ‰‹ ·ÎÚÈ‚Ò˜ ‰ËÌÈÔ˘Ú-

ÁÂ›˜ ÌÈ· Ì¤ıÔ‰Ô Ó· Û¯ÂÙ›˙ÂÛ·È ÙfiÛÔ ÔÏ‡ ÌÂ ÙÔ ı¤Ì· ÛÔ˘. ¶ÔÈÔ ·ÎÚÈ‚Ò˜ Â›Ó·È ÙÔ ˘ÏÈÎfi Ô˘ ÙÂÏÈÎ¿

¯ÚËÛÈÌÔÔÈÂ›˜;

P. H.: ™ÙËÓ "∆¿ÓÈÔ˘ÛÎ·" ‹Ù·Ó ¤Ó· ÚÔ˜ ‰‡Ô. ™ÙÔ "ÕÙÌ·Ó" ‹Ù·Ó 4 ÚÔ˜ 3. ∫·È ÛÙË "ªÂÏ·Á¯ÔÏ›·"

‹Ù·Ó ÏÈÁfiÙÂÚÔ. ∂›Ì·È ‰ËÏ·‰‹ Ë ÛÎËÓÔı¤ÙÈ˜ ÙˆÓ ÔÓÂ›ÚˆÓ ÙÔ˘ Î¿ıÂ ·Ú·ÁˆÁÔ‡!

T.S.M.: ¢ÂÓ Í¤Úˆ ·Ó ÌÔÚÂ›˜ Ó· ··ÓÙ‹ÛÂÈ˜ ÂÛ‡ ÛÂ ·˘Ù‹ ÙËÓ ÂÚÒÙËÛË. ∆Ô ÁÂÁÔÓfi˜ fiÙÈ Î¿ÓÂÈ˜ Ùfi-

ÛÔ Ï›Á· Á˘Ú›ÛÌ·Ù· Â›Ó·È ÂÂÈ‰‹ Â›Û·È ÙfiÛÔ Î·Ï¿ ÚÔÂÙÔÈÌ·ÛÌ¤ÓË;

P. H.: ¡ÔÌ›˙ˆ ˆ˜ Ó·È. ∫·È Â›ÛË˜ Û¿ÓÈ· ÎÈÓËÌ·ÙÔÁÚ·ÊÒ ÛÎËÓ¤˜ ÌÂ ‰È¿ÏÔÁÔ ‹ ÔÌÈÏ›·. ¶.¯.

ÛÙËÓ "∆¿ÓÈÔ˘ÛÎ·" Á‡ÚÈÛ· Ï›ÁÂ˜ Ù¤ÙÔÈÂ˜ ÌÂ ÙË ÌËÙ¤Ú· Î·È ÌÂ ÙÔÓ ·Ù¤Ú·. ™˘Ó‹ıˆ˜ ÂÚÈÌ¤Óˆ Ì¤¯ÚÈ

ÙËÓ Î·Ù¿ÏÏËÏË ÛÙÈÁÌ‹ - Î·È ÂÏ›˙ˆ fiÙÈ ı· Â›Ì·È ÙfiÛÔ Î·Ï¿ ÚÔÂÙÔÈÌ·ÛÌ¤ÓË Ô˘ Ë ÛÙÈÁÌ‹ ‰ÂÓ ı·

ÌÔ˘ ÍÂÊ‡ÁÂÈ - fiÙ·Ó Ë ›ÂÛË ÛÙÔ ·›Ì· ÌÔ˘ ı· ÌÂ ÂÓËÌÂÚÒÛÂÈ fiÙÂ Ë ÛÙÈÁÌ‹ Â›Ó·È ÛËÌ·ÓÙÈÎ‹ Î·È Ú¤-

ÂÈ Ó· Î¿Óˆ Á‡ÚÈÛÌ·. °È·Ù›, Î·Ì›· ÊÔÚ¿, fiÙ·Ó ·˘Ùfi ÂÚÓ¿ÂÈ Ì¤Û· ·fi ÙË ‰È·‰ÈÎ·Û›· ÙË˜ ÛÎ¤„Ë˜,
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Â›Ó·È ‹‰Ë ·ÚÁ¿. ™Ù· ÓÙÔÎÈÌ·ÓÙ¤Ú Ú¤ÂÈ Ó· ÁÓˆÚ›˙ÂÈ˜ ÂÎ ÙˆÓ ÚÔÙ¤ÚˆÓ, ‰È·ÊÔÚÂÙÈÎ¿ Â›Ó·È ·ÚÁ¿.

T.S.M.: ∫¿ÓÂÈ˜ ÌfiÓË ÛÔ˘ ÙÔ ÌÔÓÙ¿˙; °ÓˆÚ›˙ÂÈ˜ ·fi ÙËÓ ·Ú¯‹ ÙË ‰ÔÌ‹ ÙË˜ Ù·ÈÓ›·˜;

P. H.: ¡·È. ªÂÚÈÎ¤˜ ÊÔÚ¤˜. Ÿˆ˜ Â›·, ÛÙËÓ "∆¿ÓÈÔ˘ÛÎ·" ‰ÂÓ ÙÔ ‹ÍÂÚ· Î·È ÂÎ ÙˆÓ ˘ÛÙ¤ÚˆÓ ·Ô-

Ê¿ÛÈÛ· fiÙÈ ı· Î¿Óˆ ÙÔ ÌÔÓÙ¿˙ ÌÂ ÙË ÛÂÈÚ¿ ÌÂ ÙËÓ ÔÔ›· Á˘Ú›ÛÙËÎÂ. ŒÓ· ÔÏ‡ ÂÓ‰È·Ê¤ÚÔÓ ÛËÌÂ›Ô

ÌÂ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú Â›Ó·È ÙÔ ÂÍ‹˜: "¶fiÙÂ ÛÙ·Ì·Ù¿˜ ÙÔ Á‡ÚÈÛÌ·;". ™Â Ì¤Ó· fiÌˆ˜, ·˘Ùfi Ô˘ Û˘Ì‚·›ÓÂÈ

Û¯Â‰fiÓ ¿ÓÙ· Â›Ó·È, fiˆ˜ Î·È ÛÙËÓ "∆¿ÓÈÔ˘ÛÎ·". •‡ÓËÛ· ¤Ó· Úˆ› Î·È Â›· ÛÙÔ Û˘ÓÂÚÁÂ›Ô ÌÔ˘

"∆¤ÏÔ˜, ·˘Ùfi ‹Ù·Ó". ◊ÍÂÚ· fiÌˆ˜ fiÙÈ ‰ÂÓ Â›¯· ‚ÚÂÈ ·ÎfiÌ· ÙËÓ ÙÂÏÈÎ‹ ÛÎËÓ‹ ÁÈ· ÙËÓ Ù·ÈÓ›·. ◊Ì·ÛÙÂ

¤ÙÔÈÌÔÈ Ó· Ê‡ÁÔ˘ÌÂ. ¶‹Á·ÌÂ Ó· ¯·ÈÚÂÙ‹ÛÔ˘ÌÂ Î·È Â›¯·ÌÂ ‹‰Ë Á˘Ú›ÛÂÈ ›Ûˆ ÛÙÔ ·˘ÙÔÎ›ÓËÙÔ. ¶‹Á·

Î·È ÂÁÒ Ó· ¯·ÈÚÂÙ‹Ûˆ Î·È ‹ÍÂÚ· fiÙÈ, ¤ÛÙˆ ÎÈ ·Ó ‰ÂÓ Â›¯· Ù¤ÏÔ˜ ÁÈ· ÙËÓ Ù·ÈÓ›·, ¤ÓÈˆı· fiÙÈ Ù· Á˘Ú›-

ÛÌ·Ù· Â›¯·Ó ÙÂÏÂÈÒÛÂÈ. ∫·È ÙfiÙÂ ‹Á·ÌÂ ¿ÏÈ Ì¤Û· Î·È Ë ∆¿ÓÈÔ˘ÛÎ· - fiˆ˜ ‚Ï¤ÂÙÂ Î·È ÛÙËÓ Ù·ÈÓ›·

- ¿Ú¯ÈÛÂ Ó· ÎÏˆÙÛ¿ÂÈ ÙÔÓ ÙÔ›¯Ô Î·È ÙËÓ ÛÈ‰ÂÚ¤ÓÈ· ‡ÏË. ∆fiÙÂ Á˘Ú›˙ˆ ›Ûˆ ÛÙÔ ·˘ÙÔÎ›ÓËÙÔ Î·È Í·-

Ó·‚Á¿˙ˆ ÙËÓ Î¿ÌÂÚ·. ÕÚ·, Î·Ù¿ Î¿ÔÈÔÓ ÙÚfiÔ, Ë ›‰È· Ë ∆¿ÓÈÔ˘ÛÎ· Â›¯Â ·ÔÊ·Û›ÛÂÈ ÁÈ· ÙÔ Ù¤ÏÔ˜

Ô˘ ı· ¤‰ÈÓ· ÛÙËÓ Ù·ÈÓ›·. ÕÚ¯ÈÛ·, ÏÔÈfiÓ, Ó· Á˘Ú›˙ˆ ÙË ÛÎËÓ‹ Î·È ÂÎÂ›ÓË Û˘Ó¤¯È˙Â Ó· ÎÏˆÙÛ¿ÂÈ Î·È,

fiÙ·Ó Á˘Ú›Û·ÌÂ ÛÙÔ ·˘ÙÔÎ›ÓËÙÔ, ‹ÚıÂ Ë ∆¿ÓÈÔ˘ÛÎ· ÛÙÔ ·˘ÙÔÎ›ÓËÙÔ Î·È ÁÈ· ÚÒÙË ÊÔÚ¿ Â›Â Î¿ÙÈ

Ô˘ Û¯ËÌ¿ÙÈ˙Â ÌÈ· ÔÏÔÎÏËÚˆÌ¤ÓË ÚfiÙ·ÛË. ∂›Â "¶·Ù¤Ú·, ‰ÂÓ ÌÂ ‰È¿ÏÂÍÂ˜. ªËÙ¤Ú·, ‰ÂÓ ÌÂ ‰È¿ÏÂ-

ÍÂ˜", Î¿ÙÈ Ù¤ÙÔÈÔ. ◊Ù·Ó ÙÂÏÂ›ˆ˜ ÂÍˆÚ·ÁÌ·ÙÈÎfi. ∞˘Ù‹ ‹Ù·Ó Î·È Ë ÙÂÏÂ˘Ù·›· ÛÎËÓ‹ ÙË˜ Ù·ÈÓ›·˜. ∫·È ÌÂ-

Ù¿ ¤‚·Ï· ÌÚÔ˜ ÙÔ ·˘ÙÔÎ›ÓËÙÔ Î·È Ê‡Á·ÌÂ. ∞˘Ù‹ ·ÔÊ¿ÛÈÛÂ ÁÈ· ÙÔ Ù¤ÏÔ˜ ÙË˜ Ù·ÈÓ›·˜, ·˘Ù‹ ‹ÍÂÚÂ Ô-

Ï‡ Î·Ï‡ÙÂÚ· ·fi Ì¤Ó·. ™˘Ó‹ıˆ˜, fiÌˆ˜, ÙÂÏÈÎ¿ ‚Ú›ÛÎˆ ÙÔ Ù¤ÏÔ˜ ÁÈ· ÌÈ· Ù·ÈÓ›·. ªÂ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú,

·˘Ùfi Â›Ó·È ·Ú¿ÍÂÓÔ. ™ÙË "ªÂÏ·Á¯ÔÏ›·" ‹Ù·Ó ·ÎÚÈ‚Ò˜ ÙÔ ·ÓÙ›ıÂÙÔ. ∂›¯· ÌÈ· Û˘ÁÎÂÎÚÈÌ¤ÓË ‰ÔÌ‹. ∏

‰ÔÌ‹ ‹Ù·ÓÂ ÙÔ ÛÂÓ¿ÚÈÔ. Ÿˆ˜ Í¤Úˆ, ÔÏ‡ Ï›ÁÔÈ ·fi ÂÛ¿˜ ¤¯ÂÙÂ ‰ÂÈ ÙËÓ Ù·ÈÓ›·, ÂÂÈ‰‹ ı· ÚÔ‚ÏË-

ıÂ› Û‹ÌÂÚ·. £· ‹Ù·ÓÂ Ï›ÁÔ ·Ú¿ÏÔÁÔ Ó· ÌÈÏ‹ÛÔ˘ÌÂ ÁÈ· ÙËÓ Ù·ÈÓ›· ÙÒÚ·. 

T.S.M.: ∞˜ ÌÂ›ÓÔ˘ÌÂ ÛÙË Ì¤ıÔ‰Ô Î·È Ù· Ì˘ÛÙÈÎ¿ ÙË˜ ‰Ô˘ÏÂÈ¿˜. ™˘Ó‹ıˆ˜ fiÛÔ ÎÚ·Ù¿ÂÈ Ë ‰È·‰ÈÎ·-

Û›· ÙÔ˘ ÌÔÓÙ¿˙; 

P.H.: £· ¤ÏÂÁ· fiÙÈ ·˘Ùfi ¤¯ÂÈ Ó· Î¿ÓÂÈ ÌÂ ÙÔ ˘ÏÈÎfi. ¡ÔÌ›˙ˆ fiÙÈ Â›Ó·È ˙‹ÙËÌ· ¯ÚfiÓÔ˘. Œ¯ˆ ·ÏÏ¿-

ÍÂÈ, ‚¤‚·È·, ÙÂÏÂ›ˆ˜ ÙÔÓ ÙÚfiÔ Ô˘ Î¿Óˆ ÙÔ ÌÔÓÙ¿˙. ∆Ô "ÕÙÌ·Ó" ‹Ù·Ó ÁÂÚÌ·ÓÈÎ‹ ·Ú·ÁˆÁ‹. ◊Ù·Ó

Ë ÌfiÓË ÌÔ˘ Ù·ÈÓ›· Ô˘ ‰ÂÓ ¤Î·Ó· ÂÁÒ ÙÔ ÌÔÓÙ¿˙. ¶·ÏÈfiÙÂÚ· ‰ÂÓ ÂÌÈÛÙÂ˘fiÌÔ˘Ó ÙË ÌÔÓÙ·˙È¤Ú·. £Â-

ˆÚÔ‡Û· fiÙÈ ‹Ù·Ó ¤Ó· ÔÏ‡ ·ÓfiËÙÔ ÌË¯¿ÓËÌ·. ∆ÒÚ· fiÌˆ˜ ¿ÏÏ·Í· ÁÓÒÌË. ªÔÚÒ Ó· ÙË ¯ÚËÛÈÌÔ-

ÔÈÒ. ¶‹Á· ÏÔÈfiÓ ÛÙÔ ‰ˆÌ¿ÙÈfi ÌÔ˘ ÛÙÔ ÍÂÓÔ‰Ô¯Â›Ô Î·È ¤Î·Ó· Ì¤Û· ÛÙÔ Ì˘·Ïfi ÌÔ˘ ÙÔ ÌÔÓÙ¿˙ ÙË˜

Ù·ÈÓ›·˜ ·fi ÙËÓ ·Ú¯‹ Ì¤¯ÚÈ ÙÔ Ù¤ÏÔ˜. ∫·È ÌÂÙ¿ ‹Á· ÛÙË ÌÔÓÙ¤Ú Î·È ÙË˜ Â›· fiÙÈ ·fi ÙËÓ ·Ú¯‹ Ì¤¯ÚÈ

ÙÔ Ù¤ÏÔ˜ ¤ÙÛÈ Ú¤ÂÈ Ó· Â›Ó·È ÔÈ ÛÎËÓ¤˜. ∫·È ·˘Ù‹ ¤Î·ÓÂ ÙÔ ÌÔÓÙ¿˙ Î·È ÌÂÙ¿ ‰ÂÓ ·ÏÏ¿Í·ÌÂ Ù›ÔÙ·. ∆Ë˜

Â›· Ó· Î¿ÓÂÈ Î¿ÔÈ· Ú¿ÁÌ·Ù· Î·È Î¿Ó·ÌÂ ÔÚÈÛÌ¤ÓÂ˜ ÌÈÎÚ¤˜ ·ÏÏ·Á¤˜, ·ÏÏ¿ ÌfiÓÔ ÂÂÈ‰‹ ÂÁÒ ‰ÂÓ

ÂÌÈÛÙÂ˘fiÌÔ˘Ó ÙË ÌÔÓÙ·˙È¤Ú·. ¶Ú·ÁÌ·ÙÈÎ¿ ÈÛÙÂ‡ˆ, ‚¤‚·È·, fiÙÈ ¤ÙÛÈ Ú¤ÂÈ Ó· Á›ÓÂÙ·È ÙÔ ÌÔÓÙ¿˙,

Ì¤Û· ÛÙÔ Ì˘·Ïfi ÙÔ˘ ÛÎËÓÔı¤ÙË, Î·È fi¯È ÛÙË ÌÔÓÙ·˙È¤Ú·. ¡ÔÌ›˙ˆ fiÙÈ ‰ÂÓ Ú¤ÂÈ Ó· ÍÂÎÈÓ‹ÛÂÈ ÙÔ ÌÔ-

ÓÙ¿˙, ÚÔÙÔ‡ Ó· ˘¿Ú¯ÂÈ Ë Ù·ÈÓ›· ÂÍ ÔÏÔÎÏ‹ÚÔ˘ Ì¤Û· ÛÙÔ Ì˘·Ïfi ÙÔ˘ ÛÎËÓÔı¤ÙË.

T.S.M.: £· ‹ıÂÏ· ı· ÙÂÏÂÈÒÛˆ ÌÂ Ù· ˙ËÙ‹Ì·Ù· ÙË˜ ‰Ô˘ÏÂÈ¿˜. ∆Ô ı¤Ì· ÙË˜ ÌÔ˘ÛÈÎ‹˜ ÙÒÚ·. ª·˜ Â›-

Â˜ fiÙÈ Ë ÌÔ˘ÛÈÎ‹ Â›Ó·È ¤Ó· Â›‰Ô˜ ÌÂıfi‰Ô˘ ÁÈ· Û¤Ó·.

P.H.: ∆Ô ı¤Ì· Â›Ó·È fiÙÈ ÙË ÌÔ˘ÛÈÎ‹ ÙË ÛÎ¤ÊÙÔÌ·È Û˘Ó¤¯ÂÈ·, ·ÏÏ¿ ÙÔ ÌÂÁ·Ï‡ÙÂÚÔ Ì¤ÚÔ˜ Û˘Ó‹ıˆ˜

·ÔÊ·Û›˙ÂÙ·È Î·Ù¿ ÙÔ ÌÔÓÙ¿˙. ™Â ¤Ó· Û¯ÂÙÈÎ¿ ÚÒÈÌÔ ÛÙ¿‰ÈÔ, Û˘Ó‹ıˆ˜ Ë ÌÔ˘ÛÈÎ‹ Á›ÓÂÙ·È ÂÈ‰ÈÎ¿ ÁÈ·

ÙËÓ Ù·ÈÓ›·. ∫·È ¤¯ˆ Û·ÊÂ›˜ ·fi„ÂÈ˜, Í¤Úˆ ·ÎÚÈ‚Ò˜ Ò˜ ı¤Ïˆ Ó· Â›Ó·È. ∂ÁÒ ‰ÂÓ ÁÓˆÚ›˙ˆ ÔÏÏ¿ ·fi

ÌÔ˘ÛÈÎ‹ Î·È ‰ÂÓ ÌÔÚÒ Ó· ÙËÓ ÂÚÈÁÚ¿„ˆ ÛÙÔ Û˘Óı¤ÙË ÌÂ ÌÔ˘ÛÈÎÔ‡˜ fiÚÔ˘˜. •¤Úˆ fiÙÈ ·˘Ùfi Â›Ó·È

ÔÏ‡ ÂÎÓÂ˘ÚÈÛÙÈÎfi ÁÈ· ÙÔÓ ‰ËÌÈÔ˘ÚÁfi, ·ÏÏ¿ ÙÔ˘ ‰›Óˆ ·Ú·‰Â›ÁÌ·Ù·. •¤Úˆ fiÙÈ Â›Ó·È ‰‡ÛÎÔÏÔ Ó·

‰Ô˘ÏÂ‡Ô˘Ó ¤ÙÛÈ, Ó· Ú¤ÂÈ Ó· Î¿ÓÔ˘Ó ÙË ÌÔ˘ÛÈÎ‹ Ó· ·ÎÔ‡ÁÂÙ·È ¤ÙÛÈ fiˆ˜ ˙ËÙ¿ˆ ÂÁÒ.

T.S.M.: ¶¿ÓÙˆ˜, ÛÂ ÁÂÓÈÎ¤˜ ÁÚ·ÌÌ¤˜, ÈÛÙÂ‡ÂÈ˜ fiÙÈ Ë ÌÔ˘ÛÈÎ‹ Â›Ó·È ÔÏ‡ ÛËÌ·ÓÙÈÎ‹;

P.H.: ¡·È. ™ÙËÓ "∆¿ÓÈÔ˘ÛÎ·", ·˜ Ô‡ÌÂ, ˘¿Ú¯ÂÈ Ï›ÁË ÌÔ˘ÛÈÎ‹, ·ÏÏ¿ ÌÂ ÌÂÁ¿ÏË ÛËÌ·Û›·. 

T.S.M.: ¶Ò˜ ı· ÙËÓ ÂÚÈ¤ÁÚ·ÊÂ˜; ∆È ÛËÌ·›ÓÂÈ Ë ÌÔ˘ÛÈÎ‹;

P.H.: Œ¯ÂÈ ‰È·ÊÔÚÂÙÈÎ‹ ÏÂÈÙÔ˘ÚÁ›· ÛÂ Î¿ıÂ Ù·ÈÓ›·. ™ÙÔ "ÕÙÌ·Ó", Ë ÌÔ˘ÛÈÎ‹ ¤ÁÈÓÂ ˆ˜ ÂÍ‹˜: ™ÙË

µÔÌ‚¿Ë ‹Á· ÛÂ ¤Ó· ÛÙÔ‡ÓÙÈÔ Î·È ÂÎÂ› ‚Ú‹Î· ÎÔÚ˘Ê·›Ô˘˜ ÌÔ˘ÛÈÎÔ‡˜ ÁÈ· Ó· Ë¯ÔÁÚ·Ê‹ÛÔ˘ÌÂ ·-

ÏÈ¿ ÈÓ‰ÈÎ¿ ÌÔ˘ÛÈÎ¿ fiÚÁ·Ó·. Œ‰ˆÛ· ÛÙÔ˘˜ ÌÔ˘ÛÈÎÔ‡˜ Î¿ÔÈ· ‚·ÛÈÎ¿ ı¤Ì·Ù·, .¯. "fiıÔ˜", "Â˘Ù˘-

¯›·", "ÛÎfiÓË", Î·È ÙÔ˘˜ ˙‹ÙËÛ· Ó· ·˘ÙÔÛ¯Â‰È¿ÛÔ˘Ó ÌÂ ‚¿ÛË ·˘Ù¿ Ù· ı¤Ì·Ù·. √fiÙÂ ¤Ú·Û· ÔÏ-

Ï¤˜ ÒÚÂ˜ ÌÂ ÙÔ˘˜ ÌÔ˘ÛÈÎÔ‡˜ Ô˘ ·˘ÙÔÛ¯Â‰›·˙·Ó, ·Ó¿ÏÔÁ· ÌÂ ÙË ‰È¿ıÂÛË ÙË˜ ÛÙÈÁÌ‹˜. ¶‹Á· ÙÈ˜ Î·-

Û¤ÙÂ˜ ÛÂ ¤Ó·Ó ÊÈÏ·Ó‰fi Û˘Óı¤ÙË Î·È ÙÔ˘ Â›· "∫¿ÓÂ ÙÒÚ· ÌÈ· Û‡ÓıÂÛË". ∞˘Ùfi˜ ¤‚·ÏÂ ÙÈ˜ Î·Û¤ÙÂ˜ ÛÙÔ

ÎÔÌÈÔ‡ÙÂÚ Î·È Û˘Ó¤ıÂÛÂ ÙÔ˘˜ ‰ÈÎÔ‡˜ ÙÔ˘ ·˘ÙÔÛ¯Â‰È·ÛÌÔ‡˜ ‚·ÛÈÛÌ¤ÓÔ˘˜ ÛÙÔ˘˜ ·Ú¯ÈÎÔ‡˜ ‹¯Ô˘˜.

∆ÔÓ ÚÒÙËÛ· "ªÔÚÂ›˜ Ó· ÙÔ Î¿ÓÂÈ˜;" ∫·È ÂÎÂ›ÓÔ˜ Â›· "°È·Ù› fi¯È;" ∞˘Ùfi ÙÔ ¤Î·Ó· ÂÂÈ‰‹ ‹ÍÂÚ· fiÙÈ ÛÙË

ºÈÏ·Ó‰›· ‰ÂÓ ̆ ¿Ú¯Ô˘Ó ÌÔ˘ÛÈÎÔ› Ô˘ ı· ÌÔÚÔ‡Û·Ó Ó· ·›ÍÔ˘Ó ÈÓ‰ÈÎ¿ fiÚÁ·Ó·. ◊ıÂÏ· ¤Ó·Ó Û˘Ó-
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‰˘·ÛÌfi ÈÓ‰ÈÎÒÓ ÌÔ˘ÛÈÎÒÓ ÔÚÁ¿ÓˆÓ Î·È ‰˘ÙÈÎ‹˜ ÌÔ˘ÛÈÎ‹˜.

T.S.M.: ŸÏÂ˜ ÔÈ Ù·ÈÓ›Â˜ ÛÔ˘ Â›Ó·È ÌÂÁ¿ÏÔ˘ Ì‹ÎÔ˘˜;

P.H.: ¡·È. 

T.S.M.: ∞˘Ùfi Û˘Ì‚·›ÓÂÈ ÂÂÈ‰‹ Í¤ÚÂÈ˜ ·fi ÙËÓ ·Ú¯‹ fiÙÈ ı¤ÏÂÈ˜ Ó· ·È¯ÙÔ‡Ó ÛÂ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÎ¤˜

·›ıÔ˘ÛÂ˜;

P.H.: º˘ÛÈÎ¿ ı¤Ïˆ Ó· ÚÔ‚ÏËıÔ‡Ó ÛÙÈ˜ ·›ıÔ˘ÛÂ˜, ·ÏÏ¿ ‰ÂÓ Â›Ó·È fiÙÈ ÙÔ ÛÎ¤ÊÙÔÌ·È, fiÙÈ ÙÔ ¤¯ˆ

Û·Ó ÛÎÔfi. ¡ÔÌ›˙ˆ fiÙÈ Û˘Ì‚·›ÓÂÈ fiˆ˜ Î·È ÛÙË ÏÔÁÔÙÂ¯Ó›·: ¿ÏÏÔÈ ÁÚ¿ÊÔ˘Ó Ì˘ıÈÛÙÔÚ‹Ì·Ù·, ¿ÏÏÔÈ

ÔÈ‹Ì·Ù·, ¿ÏÏÔÈ ÂÈÎ¿ ¤ÚÁ·. ¡ÔÌ›˙ˆ fiÙÈ, Â¿Ó ·ÎÔ‡˜ ·˘Ùfi Ô˘ ÛÔ˘ Ï¤ÂÈ Ô Â·˘Ùfi˜ ÛÔ˘, ‚Ú›ÛÎÂÈ˜ Î·È ÙË

ÊfiÚÌ· Ô˘ Â›Ó·È Ê˘ÛÈÎ‹ ÁÈ· Û¤Ó·.

T.S.M.: ∂›Û·È, ÏÔÈfiÓ, ÚÔÛÂÎÙÈÎ‹ ÛÙË Û‡ÓıÂÛË ÂÈÎfiÓˆÓ. ∂Û‡ Ë ›‰È· Î¿ÓÂÈ˜ Ù· Á˘Ú›ÛÌ·Ù· Î·È ¯ÂÈ-

Ú›˙ÂÛ·È ÙËÓ Î¿ÌÂÚ·. ¢ÂÓ ı¤ÏÂÈ˜ ÔÈ ÂÈÎfiÓÂ˜ Ó· ÛÙÚÈÌÒ¯ÓÔÓÙ·È ÛÂ ¤Ó· ÌÈÎÚfi ÎÔ˘Ù¿ÎÈ, ¤ÙÛÈ ‰ÂÓ Â›Ó·È;

P.H.: ∞Ó Â›¯· ÔÏÏ¿ ̄ Ú‹Ì·Ù·, ‰ÂÓ ı· ¤‰ÂÈ¯Ó· Î·Ó ÛÙËÓ ÙËÏÂfiÚ·ÛË ÙÈ˜ Ù·ÈÓ›Â˜ ÌÔ˘. ∞˘Ùfi ‚¤‚·È·

ÂÍ·ÚÙ¿Ù·È. ¢ÂÓ ÓÔÌ›˙ˆ fiÙÈ Ë "∆¿ÓÈÔ˘ÛÎ·" ¯¿ÓÂÈ È‰È·›ÙÂÚ· ÛÙËÓ ÙËÏÂfiÚ·ÛË. ∂ÓÒ, ÁÈ· ·Ú¿‰ÂÈÁÌ·, Ù·

"∆Ú›· ‰ˆÌ¿ÙÈ·" Î·È ÙÔ "ª˘ÛÙ‹ÚÈÔ" ‰ÂÓ ·Ó·‰ÂÈÎÓ‡ÂÙ·È Î·ıfiÏÔ˘ ÛÙËÓ ÙËÏÂfiÚ·ÛË.

T.S.M.: ∆È Î¿ÓÂÈ˜ ÌÂ ÙÔÓ ‹¯Ô; ¶Ò˜ ÙÔÓ ÔÚÁ·ÓÒÓÂÈ˜;

P.H.: ∂ÓÓÔÂ›˜ ÌÂ ÙÈ ¿ÙÔÌ· ‰Ô˘ÏÂ‡ˆ; ∞˘Ùfi ‰È·Ê¤ÚÂÈ ·Ó¿ÏÔÁ· ÌÂ ÙËÓ Ù·ÈÓ›·. ™Â ·˘Ù¿ Ù· ÓÙÔÎÈÌ·-

ÓÙ¤Ú ¯ÚËÛÈÌÔÔÈÒ ÂÚ›Ô˘ ‰¤Î· ¿ÙÔÌ·. ¶ÈÛÙÂ‡ˆ fiÙÈ Â›Ó·È ÂÍ·ÈÚÂÙÈÎ¿ ÛËÌ·ÓÙÈÎfi Ó· ÌËÓ ÚÔÛÔÈ-

Ô‡Ì·È, ÂÂÈ‰‹ ÙÔ Ó· Â›Û·È ÛÎËÓÔı¤ÙË˜ ÛËÌ·›ÓÂÈ Ó· ·Ô‰¤¯ÂÛ·È fiÙÈ Î¿ÓÂÈ˜ ·ÓÔËÛ›Â˜. √fiÙÂ ı¤Ïˆ Ó·

Â›Ì·È ÌÂ ¿ÙÔÌ· Ô˘ ÓÈÒıˆ ¿ÓÂÙ· Ó· ‚ÚÂıÒ ÛÂ ·˘Ù‹ ÙË ı¤ÛË. ∞˘Ù¿ Ù· ¿ÙÔÌ· ÌÂ Í¤ÚÔ˘Ó. µÚ‹Î· ÏÔÈ-

fiÓ ÌÈ· ‚ÔËıfi Î¿ÌÂÚ·Ì·Ó - ÂÂÈ‰‹ fiÙ·Ó ‰ÂÓ ¯ÂÈÚ›˙ÔÌ·È ÌfiÓË ÌÔ˘ ÙËÓ Î¿ÌÂÚ·, ¯ÚÂÈ¿˙ÔÌ·È ¿ÓÙ·

‚ÔËıfi. ™˘Ó‹ıˆ˜ ÔÈ ÛÎËÓÔı¤ÙÂ˜ ÓÙÔÎÈÌ·ÓÙ¤Ú ‰ÂÓ ¯ÚÂÈ¿˙ÔÓÙ·È ‚ÔËıfi, ÂÁÒ fiÌˆ˜ ¯ÚÂÈ¿˙ÔÌ·È. Œ¯ˆ

¤Ó·Ó ∂ÛıÔÓfi Ë¯ÔÏ‹ÙË Ô˘ ¤¯ÂÈ Ê˘ÛÈÎfi Ù·Ï¤ÓÙÔ. ¢ÂÓ ÌÈÏ¿ÂÈ Î·ıfiÏÔ˘ Î·Ù¿ ÙË ‰È¿ÚÎÂÈ· ÙˆÓ Á˘ÚÈ-

ÛÌ¿ÙˆÓ. ∆Ô ‚Ú¿‰˘ fiÌˆ˜ ÌÔ˘ Ï¤ÂÈ ÙËÓ ¿Ô„‹ ÙÔ˘, ÌÂ Ì›· ÌfiÓÔ ÊÚ¿ÛË ÌÔ˘ Ï¤ÂÈ Ù· ¿ÓÙ·, Â›Ó·È Ô-

Ï‡ ¤Í˘ÓÔ˜. ∂›ÛË˜, Â›Ó·È ÛËÌ·ÓÙÈÎfi ÁÈ· Ì¤Ó· Ó· ‰Ô˘ÏÂ‡ˆ ¿ÓÙ· ÌÂ Ù· ›‰È· ¿ÙÔÌ·, ‰ÈfiÙÈ Í¤Úˆ Ò˜

ÛÎ¤ÊÙÔÓÙ·È ÁÈ· ÙË ˙ˆ‹ ÁÂÓÈÎfiÙÂÚ·. ™˘ÓÂÈ‰ËÙÔÔÈÒ fiÙÈ, ÎÚ·ÙÒÓÙ·˜ ÙËÓ Î¿ÌÂÚ·, ¯¿Óˆ Î¿ÔÈ· Ú¿Á-

Ì·Ù·, ÁÈ·Ù› ‰ÂÓ ¤¯ˆ Ï‹ÚÂ˜ ÔÙÈÎfi Â‰›Ô. √fiÙÂ Û˘˙ËÙÔ‡ÌÂ ÂÎÙÂÓÒ˜ ÙÔ ‚Ú¿‰˘ ÌÂÙ¿ Ù· Á˘Ú›ÛÌ·Ù·,

Î·È ÔÏÏ¤˜ ÊÔÚ¤˜ Û˘Ì‚·›ÓÂÈ ÔÈ Û˘ÓÂÚÁ¿ÙÂ˜ ÌÔ˘ Ó· ¤¯Ô˘Ó ÚÔÛ¤ÍÂÈ Î¿ÙÈ Ô˘ ‰ÂÓ ¤¯ˆ ÚÔÛ¤ÍÂÈ ÂÁÒ,

fiÙ·Ó ‹ÌÔ˘Ó ›Ûˆ ·fi ÙËÓ Î¿ÌÂÚ·. ∫·È ·˘ÙÔ› ÔÈ ¿ÓıÚˆÔÈ Â›Ó·È ÔÏ‡ ÛËÌ·ÓÙÈÎÔ› ÁÈ· Ì¤Ó·. ∂›ÛË˜,

¯ÚËÛÈÌÔÔÈÒ Î·È ÓÙfiÈÔ˘˜ ÛÙÈ˜ Ù·ÈÓ›Â˜. ™ÙËÓ πÓ‰›· Ù· Á˘Ú›ÛÌ·Ù· ¤ÁÈÓ·Ó ÌÂ ÊÈÏÌ 35 mm, Î·È ÎÔ˘‚·-

ÏÔ‡Û·ÌÂ ÂÍÔÏÈÛÌfi Ô˘ ˙‡ÁÈ˙Â 600 ÎÈÏ¿. ÃÚËÛÈÌÔÔÈÔ‡Û·ÌÂ Ù· Ì·˙ÈÎ¿ Ì¤Û· ÌÂÙ·ÊÔÚ¿˜. °È' ·˘Ùfi

ÛÎ¤ÊÙËÎ· fiÙÈ ı· ̄ ÚÂÈ·ÛÙÒ Î·È ‰Â‡ÙÂÚÔ ‚ÔËıfi Î¿ÌÂÚ·Ì·Ó. µÚ‹Î· ÏÔÈfiÓ ¤Ó·Ó πÓ‰fi Ô‰ËÁfi Ó· ·Ó·-

Ï¿‚ÂÈ ÙÔ ÚfiÏÔ ÙÔ˘ ‰Â‡ÙÂÚÔ˘ ‚ÔËıÔ‡. ™Î¤ÊÙËÎ· fiÙÈ ı· ¯ÚÂÈ·˙fiÌÔ˘Ó Î¿ÔÈÔÓ È‰È·›ÙÂÚ· ÌÂÁ·ÏfiÛˆ-

ÌÔ. ∞˘Ùfi˜ ‰ÂÓ Â›¯Â Î·Ì›· Û¯¤ÛË ÌÂ ÙÔÓ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ, ·ÏÏ¿ ÙÔÓ ÂÓ‰È¤ÊÂÚÂ ÔÏ‡ Ó· Î¿ÓÂÈ Î¿ÙÈ Î·È-

ÓÔ‡ÚÁÈÔ ÛÙË ˙ˆ‹ ÙÔ˘. ∫·È fiÙ·Ó ‹Á· ÛÙËÓ ∫·ÏÎÔ‡Ù· Î·È Û˘Ó¿ÓÙËÛ· ÙÔ Û˘ÓÂÚÁÂ›Ô ÌÔ˘, Ô ‰Â‡ÙÂÚÔ˜

‚ÔËıfi˜ Î¿ÌÂÚ·Ì·Ó ‹ÚıÂ ÓÙ˘Ì¤ÓÔ˜ ÛÙ· ¿ÛÚ·. ∫·È ·Ó·ÚˆÙ‹ıËÎ· ÁÈ·Ù›, ÂÂÈ‰‹ ˘ÔÙ›ıÂÙ·È fiÙÈ ·˘-

Ùfi˜ ı· ÎÔ˘‚·ÏÔ‡ÛÂ ÙËÓ Î¿ÌÂÚ·. ∫·È ÌÔ˘ Â›Â: "§˘¿Ì·È, ·ÏÏ¿ ÂÁÒ Î·Ù¿ÁÔÌ·È ·fi ÂÈ‰ÈÎ‹ Î¿ÛÙ· Î·È

‰ÂÓ ÚÔÔÚ›˙ÔÌ·È ÁÈ· ‚·ÛÙ¿˙Ô˜"! ∞Ô‰Â›¯ÙËÎÂ ÏÔÈfiÓ fiÙÈ Â›¯· Î¿ÓÂÈ ÔÏ‡ Î·Î‹ ÂÈÏÔÁ‹. ŒÚÂÂ ÏÔÈ-

fiÓ Ó· ÂÎ·È‰Â‡Ûˆ fiÏË ÙË Ó‡¯Ù· ÙÔÓ Í¿‰ÂÚÊfi ÌÔ˘, Ô˘ Â›Ó·È ‰ÈÎËÁfiÚÔ˜, Ó· ÊÔÚÙ›˙ÂÈ ·˘Ùfi˜ ÙÈ˜ Ì·-

Ù·Ú›Â˜. ∆ÂÏÈÎ¿ Ù· Î·Ù·Ê¤Ú·ÌÂ. ∂ÂÈ‰‹ Ë Î¿ÌÂÚ· ‹Ù·Ó ÔÏ‡ ‚·ÚÈ¿, ‰ÂÓ Â›¯· ·ÚÎÂÙ‹ ‰‡Ó·ÌË ÁÈ· Ó·

ÙËÓ ÎÔ˘‚·Ï¿ˆ ÛÙÔ˘˜ ÒÌÔ˘˜ ÌÔ˘. ™Ù· "∆Ú›· ¢ˆÌ¿ÙÈ· ÙË˜ ªÂÏ·Á¯ÔÏ›·˜", Ë Christina, Ô˘ ‹Ù·Ó Ë ·-

Ú·ÁˆÁfi˜, Î·È ‚Ú›ÛÎÂÙ·È Â‰Ò Ì·˙› Ì·˜, ‹Ù·Ó Ì·˙› Ì·˜, Î·Ù' ÂÍ·›ÚÂÛË, ÛÂ fiÏ· Ù· Á˘Ú›ÛÌ·Ù·. ™ÙÔ ÙÂ-

ÏÂ˘Ù·›Ô Á‡ÚÈÛÌ·, Ù· Ú¿ÁÌ·Ù· ¤ÁÈÓ·Ó ÔÏ‡ ÂÈÎ›Ó‰˘Ó· Î·È ÔÈ ‰‡Ô ÔÌÔÏÔÁ‹Û·ÌÂ fiÙÈ ‰ÂÓ ÌÔÚÔ‡ÌÂ

È· Ó· ÚÈÛÎ¿ÚÔ˘ÌÂ ÙË ˙ˆ‹ ÙˆÓ ¿ÏÏˆÓ. ™˘ÓÂ¯›Û·ÌÂ, ÏÔÈfiÓ, ÔÈ ‰˘Ô Ì·˜. ∏ Christina ¤Î·ÓÂ ÙËÓ Ë¯Ô-

ÏË„›· Î·È ‹Ù·Ó ÔÏ‡ Î·Ï‹ Û' ·˘Ùfi. ∂›Ó·È Î·È ÔÏ‡ ÂÚ‹Ê·ÓË Ô˘ ÁÚ¿ÊÙËÎÂ ÙÔ fiÓÔÌ¿ ÙË˜ ÛÙÔ˘˜ Ù›Ù-

ÏÔ˘˜ ˆ˜ Ë¯ÔÏ‹ÙÚÈ·. √fiÙÂ, ÙÂÏÈÎ¿ ÂÍ·ÚÙ¿Ù·È ·fi ÙËÓ ÂÚ›ÙˆÛË. ∞˘Ùfi ‹Ù·Ó Î·È ÙÔ ÌÈÎÚfiÙÂÚÔ Û˘-

ÓÂÚÁÂ›Ô Ô˘ Â›¯· ÔÙ¤ ÛÂ Á˘Ú›ÛÌ·Ù·, ‰ËÏ·‰‹ Ë Christina Î·È ÂÁÒ. 

T.S.M.: ÃÚËÛÈÌÔÔÈÂ›˜ ¿ÓÙ· Ê˘ÛÈÎfi Êˆ˜;

P.H.: Ÿ¯È, ¯ÚËÛÈÌÔÔÈÒ Î·È ÙÂ¯ÓËÙfi ÊˆÙÈÛÌfi. ¢ÂÓ ÓÔÌ›˙ˆ fiÙÈ Â›Ó·È ·Ì·ÚÙ›·!

T.S.M.: ¶ÔÈÔ˜ Â›Ó·È ˘Â‡ı˘ÓÔ˜ ÁÈ· ÙÔ ÊˆÙÈÛÌfi;

P.H.: ∂ÁÒ Ë ›‰È·. ªÂÚÈÎ¤˜ ÊÔÚ¤˜ ̄ ÚÂÈ¿˙ÔÌ·È Î·È ‚Ô‹ıÂÈ· ÛÙÔ ÊˆÙÈÛÌfi. °È· ·Ú¿‰ÂÈÁÌ·, ÛÙËÓ ÙÂ-

ÏÂ˘Ù·›· ÛÎËÓ‹ ÙÔ˘ "ÕÙÌ·Ó". ™ÙËÓ πÓ‰›· ¤¯Ô˘Ó ÙËÓ Û˘Ó‹ıÂÈ· Ó· ÎÚÂÌ¿ÓÂ Ï¿ÌÂ˜ ÊıÔÚÈÛÌÔ‡ ÛÙ·

Û›ÙÈ·, ÛÙ· ‰¤ÓÙÚ·, ·ÓÙÔ‡. ¶‹Á· ÏÔÈfiÓ Î·È ‹Ú· 30 Ù¤ÙÔÈÂ˜ Ï¿ÌÂ˜. °˘Ú›˙·ÌÂ ÙË ÛÎËÓ‹ ÌÂ ÙÔ ÁÏ¤-

ÓÙÈ, fiÔ˘ ÔÈ Î¿ÙÔÈÎÔÈ ÙÔ˘ ¯ˆÚÈÔ‡ Á˘Ú›˙Ô˘Ó ÙÔ ‚Ú¿‰˘ ·fi ÙÔ ÚÔÛÎ‡ÓËÌ·. ∂›·, ÏÔÈfiÓ, ÛÙÔÓ Í¿-

‰ÂÚÊfi ÌÔ˘, ÙÔÓ ‰ÈÎËÁfiÚÔ, Ó· ‚ÚÂÈ Î¿ÔÈÔÓ ÓÙfiÈÔ ·fi ÙÔ ¯ˆÚÈfi Ó· ÙÔÓ ‚ÔËı‹ÛÂÈ, ÂÂÈ‰‹ Â›Ó·È ‰‡-
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ÛÎÔÏÔ Ó· ÌÈÌËıÒ ÙÔÓ ¿¯·ÚÔ ÙÚfiÔ Ô˘ ÎÚÂÌÔ‡Ó ·˘Ù¤˜ ÙÈ˜ Ï¿ÌÂ˜ ÔÈ ÓÙfiÈÔÈ!

∂ÚÒÙËÛË: £¤Ïˆ Ó· Ì¿ıˆ ÁÈ· ÙË Û¯¤ÛË Û·˜ ÌÂ ÙÔÓ ·Ú·ÁˆÁfi. ¶Ò˜ Â›Ó·È Ë Û˘ÓÂÚÁ·Û›· ÌÂÙ·Í‡ Û·˜;

∞˜ Ô‡ÌÂ, ÌÂ ÙË Û˘ÁÎÂÎÚÈÌ¤ÓË ·Ú·ÁˆÁfi Ô˘ ‚Ú›ÛÎÂÙ·È Â‰Ò. ¶ÚÒÙË ÊÔÚ¿ ·ÎÔ‡ˆ ·Ú·ÁˆÁfi˜ Ó·

Â›Ó·È Ù·˘Ùfi¯ÚÔÓ· Î·È Ë¯ÔÏ‹ÙË˜!

P.H.: ™ÙËÓ "∆¿ÓÈÔ˘ÛÎ·" Ë Û¯¤ÛË ÌÔ˘ ÌÂ ÙÔÓ ·Ú·ÁˆÁfi ‹Ù·Ó Ë ÈÔ ÂÚ›ÏÔÎË, ‰ÈfiÙÈ ÂÁÒ Ë ›‰È·

‹ÌÔ˘Ó Î·È ·Ú·ÁˆÁfi˜. ∞ÏÏ¿ ÌÂ ÙËÓ Christina ‹Ù·Ó ÔÏ‡ ÈÔ Â‡ÎÔÏ· Ù· Ú¿ÁÌ·Ù·. •¤Úˆ fiÙÈ Û·˜

Ê·›ÓÂÙ·È ·Ú¿ÍÂÓÔ Î·È ·Û˘Ó‹ıÈÛÙÔ ·˘Ùfi!

Christina: ¢˘ÛÙ˘¯Ò˜ ÂÁÒ ‰ÂÓ ÙË ÁÓÒÚÈ˙· ·fi ÚÈÓ, ÁÓˆÚÈÛÙ‹Î·ÌÂ ÛÙËÓ ÙÂÏÂ˘Ù·›· Ù·ÈÓ›·. ∫·È ÓÈÒ-

ıˆ fiÙÈ ·˘Ùfi ‹Ù·Ó ÌÂÁ¿ÏË ÙÈÌ‹ ÁÈ· Ì¤Ó·. ∂È‰ÈÎ¿ ÁÈ· Ì¤Ó· ̂ ˜ ·Ú·ÁˆÁfi ‹Ù·Ó ÛËÌ·ÓÙÈÎfi Ó· ‰Ô˘Ï¤„ˆ

Ì·˙› ÙË˜. ∫·È ÌÔ˘ ¤‰ˆÛÂ ÔÏ‡ ÌÂÁ¿ÏÔ ÂÚÈıÒÚÈÔ Ó· ÂÌÏ·ÎÒ, Ó· Û˘ÓÂÚÁ·ÛÙÒ Ì·˙› ÙË˜ ÁÈ· ÙËÓ Ù·È-

Ó›·. Ÿ¯È ·Ï¿ Ó· ¿ÚÂÈ Ù· ÏÂÊÙ¿ ÌÔ˘ Î·È Ó· Î¿ÓÂÈ ÙËÓ Ù·ÈÓ›· ÙË˜. ∞fi ÙËÓ ‰ÈÎ‹ ÌÔ˘ ÏÂ˘Ú¿, ÌÔ˘

¤‰ˆÛÂ ¤Ó· Î›ÓËÙÚÔ. ¢Ô˘Ï¤„·ÌÂ ÌÂ ·ÏÏËÏÔÛÂ‚·ÛÌfi Î·È ÌÂ ·ÏÏËÏÔ‚Ô‹ıÂÈ·, fiÔÙÂ ·˘Ùfi ̄ ÚÂÈ·˙fiÙ·Ó.

∫·È ÌÂ Ì¿ı·ÈÓÂ Î·È Ù· Ì˘ÛÙÈÎ¿ ÙË˜ Ë¯ÔÏË„›·˜, Ò˜ ÏÂÈÙÔ˘ÚÁÔ‡Ó Ù· Ú¿ÁÌ·Ù·, .¯. ÌÔ˘ ¤‰ÂÈ¯ÓÂ ÈÔ

ÎÔ˘Ì› Ó· ·Ù‹Ûˆ. µ¤‚·È·, Ú›ÛÎ·Ú· ÙË ˙ˆ‹ ÌÔ˘ ÛÙÔ ÙÚ¤ÓÔ ÛÙË ªfiÛ¯·. Œ¯ˆ ‰ÂÈ ‚¤‚·È· ÛÙËÓ Ú·Á-

Ì·ÙÈÎfiÙËÙ· Ò˜ Á›ÓÔÓÙ·È ÔÈ Ù·ÈÓ›Â˜ Î·È ¿ÓÙ· ·Ú·‚Ú›ÛÎÔÌ·È ÛÙ· Á˘Ú›ÛÌ·Ù·. °È·Ù› ·ÏÏÈÒ˜ ‰ÂÓ Í¤ÚÂÈ˜

ÙÈ Î¿ÓÔ˘Ó ÔÈ ÛÎËÓÔı¤ÙÂ˜ Î·È ‰ÂÓ Í¤ÚÂÈ˜ ÔÈ· ÚÔ‚Ï‹Ì·Ù· ÚÔÎ‡ÙÔ˘Ó, Â¿Ó ‰ÂÓ Â›Û·È ÂÎÂ›. ¶·Ú' fiÏ·

·˘Ù¿ Â›¯Â ÂÓ‰È·Ê¤ÚÔÓ, ÂÂÈ‰‹ ¯ÚËÛÈÌÔÔÈ‹ıËÎ·Ó ÛÙË Ù·ÈÓ›· ·˘Ù¿ Ô˘ ¤Î·Ó· ÂÁÒ.

P.H.: Ÿˆ˜ Â›· ÏÔÈfiÓ, ‰Ô˘ÏÂ‡ˆ ÌÂ ÙÔ ›‰ÈÔ Û˘ÓÂÚÁÂ›Ô, ·ÚfiÏÔ Ô˘ Î·ÌÈ¿ ÊÔÚ¿ ÛÈ¯·›ÓÔÌ·È

ÙÔÓ Â·˘Ùfi ÌÔ˘ Ô˘ Â›Ì·È ÙfiÛÔ ·˘Ù¿ÚÎË˜. ¡ÔÌ›˙ˆ fiÙÈ ÙÔ Û˘ÓÂÚÁÂ›Ô Â›Ó·È ÔÏ‡ ÛËÌ·ÓÙÈÎfi ·fi ÔÏ-

Ï¤˜ ·fi„ÂÈ˜. ∂¿Ó Í¤ÚÔ˘Ó Ó· Î¿ÓÔ˘Ó Î·Ï¿ ÙË ‰Ô˘ÏÂÈ¿ ÙÔ˘˜, ÂÓÛÙÈÎÙˆ‰Ò˜ Í¤ÚÔ˘Ó Ò˜ Ó· ÍÂÎÈÓ‹ÛÔ˘Ó.

ŒÙÛÈ ÏÂÈÙÔ˘ÚÁÂ›. ∂ÁÒ ‰ÂÓ ̄ ÚÂÈ¿˙ÂÙ·È Ó· Î¿Óˆ Ù›ÔÙ·. °È· ·Ú¿‰ÂÈÁÌ·, Ë Christina Â›Ó·È ÔÏ‡ Î·Ï‹ ÌÂ

Ù· ·È‰È¿. ™ÙË "ªÂÏ·Á¯ÔÏ›·" ‹Ù·Ó ¤Ó· ·ÁfiÚÈ, Ô˘ ˙Ô‡ÛÂ Ì¤Û· ÛÂ ¤Ó· ¯·ÚÙÔÓ¤ÓÈÔ ÎÔ˘Ù›. ¶Ú·ÁÌ·ÙÈ-

Î¿ ıÏÈ‚ÂÚ‹ ÈÛÙÔÚ›·. ∏ Christina ÙÔÓ ¤Î·ÓÂ Ó· ·ÓÔÈ¯ÙÂ›. ™Â ¤Ó· ÓÙÔÎÈÌ·ÓÙ¤Ú, ÏÔÈfiÓ, ÙÔ Û˘ÓÂÚÁÂ›Ô

ÌÔÚÂ› Ó· ‚ÔËı‹ÛÂÈ Ú·ÁÌ·ÙÈÎ¿. ™ÙËÓ ÂÚ›ÙˆÛË ÌÂ ÙÔ ·ÁfiÚÈ, Ë È‰¤· ÙË˜ Christina ‹Ù·Ó Ó· ·ÁÔ-

Ú¿ÛÔ˘ÌÂ ˙ˆÓÙ·Ó¿ ÎÔÙfiÔ˘Ï· Î·È Ó· ÙÔ˘˜ ‰ÒÛÔ˘ÌÂ Ù· ÔÓfiÌ·Ù¿ Ì·˜ Î·È ·˘ÙÔ› ÌÂ ÌÂÁ¿ÏË ¯·Ú¿ Ù·

ÊÚfiÓÙÈ˙·Ó. ¢ÂÓ ÓÔÌ›˙ˆ fiÙÈ ÎÚ‡‚ˆ ÙÔ ‡ÊÔ˜ Ô˘ ÚÔÛ·ıÒ Ó· ÂÙ‡¯ˆ ‹ ÙÔ ı¤Ì· Ô˘ ÚÔÛ·ıÒ Ó·

Î·Ù·Ï¿‚ˆ. ∫·È fiÏ· ·˘Ù¿ Ù· Û˘˙ËÙ¿ÌÂ Û˘Ó¤¯ÂÈ· ÛÙË ‰È¿ÚÎÂÈ· ÙˆÓ Á˘ÚÈÛÌ¿ÙˆÓ.

T.S.M.: £¤ÏÂÈ˜ ÏÔÈfiÓ Ó· ‰ËÌÈÔ˘ÚÁ‹ÛÂÈ˜, ·˜ Ô‡ÌÂ, ÌÈ· ÔÈÎÔÁ¤ÓÂÈ· ‰ÂÌ¤ÓË, ÌÈ· ·›ÛıËÛË ÔÈÎÔÁ¤-

ÓÂÈ·˜, Ó· ˘¿Ú¯ÂÈ ÂÌÈÛÙÔÛ‡ÓË, ÛÂ‚·ÛÌfi˜.

P.H.: ¡·È, ·Ó Î·È ‰ÂÓ ÌÔ˘ ·Ú¤ÛÂÈ Ë Ï¤ÍË "ÔÈÎÔÁ¤ÓÂÈ·". Œ¯ÂÈ Ó· Î¿ÓÂÈ ÂÚÈÛÛfiÙÂÚÔ ÌÂ ÙÔ Ó· ¤¯ÂÈ˜

Â˘Ê˘Â›˜ Î·È Â˘·›ÛıËÙÔ˘˜ ·ÓıÚÒÔ˘˜ Ô˘ Û¤‚ÔÓÙ·È ÙÈ˜ ·fi„ÂÈ˜ ÙˆÓ ¿ÏÏˆÓ Î·È Í¤ÚÂÈ˜ fiÙÈ ÌÔÚÔ‡Ó

Ó· Î·Ù·Ï¿‚Ô˘Ó ÙÈ ÚÔÛ·ıÂ›˜ Ó· Î¿ÓÂÈ˜.

T.S.M.: °ÓˆÚ›˙ÂÈ ÙÔ Û˘ÓÂÚÁÂ›Ô ·fi ÙËÓ ·Ú¯‹ Ò˜ ·ÎÚÈ‚Ò˜ ı· Â›Ó·È Ë Ù·ÈÓ›·; ∞˜ ÚˆÙ‹ÛÔ˘ÌÂ ÙËÓ

Christina. ◊ÍÂÚÂ˜ ·fi ÙËÓ ·Ú¯‹, ‹ Â›¯Â˜ ÂÚˆÙËÌ·ÙÈÎ¿ ÛÙËÓ ÂÚ›ÙˆÛË ÙË˜ "ªÂÏ·Á¯ÔÏ›·˜";

Chr.: Ÿ¯È. ◊Ù·Ó ÔÏ‡ ÍÂÎ¿ı·Ú· Ù· Ú¿ÁÌ·Ù· ·fi ÙËÓ ·Ú¯‹. ¶·Ú¿ ÙÈ˜ ‰˘ÛÎÔÏ›Â˜ Ô˘ Û˘Ó·-

ÓÙ‹Û·ÌÂ ÛÂ ÂÎÂ›Ó· Ù· Ì¤ÚË. ∂¿Ó ÛÂ ÂÓ‰È·Ê¤ÚÂÈ Ë Ù·ÈÓ›· ÛÙËÓ ÔÔ›· Û˘ÌÌÂÙ¤¯ÂÈ˜, ÙfiÙÂ Â‡ÎÔÏ· Î·Ù·-

Ï·‚·›ÓÂÈ˜ fiÙÈ ¤Ó·˜ ÛÎËÓÔı¤ÙË˜ ·Ó·˙ËÙ¿ ÙÈ˜ ÛˆÛÙ¤˜ ÛÙÈÁÌ¤˜. ∫·È ÙÔ Î·Ù·Ï·‚·›ÓÂÈ˜ fiÙÂ ÙÈ˜ ÂÙ˘¯·›ÓÂÈ

Î·È fiÙÂ fi¯È. ∫·È ÙË ÚÒÙËÛ· ÛÂ Î¿ÔÈ· Ê¿ÛË "ª‹ˆ˜ Ó· Á˘Ú›ÛÂÈ˜ ÎÈ ¿ÏÏÂ˜ ÛÎËÓ¤˜; Œ¯Ô˘ÌÂ ·ÚÎÂÙfi

˘ÏÈÎfi;" ∫·È ÌÔ˘ Â›Â "ºÙ¿ÓÂÈ. ∂›Ó·È ·ÚÎÂÙ¤˜". √fiÙÂ, fiˆ˜ Â›Â Î·È Ë ›‰È·, ÙÔ Û˘ÓÂÚÁÂ›Ô Â›Ó·È ÙÔ ›‰ÈÔ

ÛÂ ÔÏÏ¤˜ Ù·ÈÓ›Â˜. ∫·È Û˘ÌÊˆÓÒ ÛÙÔ fiÙÈ ÔÈ Û˘˙ËÙ‹ÛÂÈ˜ Ô˘ Á›ÓÔÓÙ·È ÛÙÔ Ù¤ÏÔ˜ Â›Ó·È ÔÏ‡ ·ÓÔÈ¯Ù¤˜.

ŸÏÔÈ ‹ÍÂÚ·Ó ·fi ÙËÓ ·Ú¯‹ Ò˜ ı· Á›ÓÂÈ Ë Ù·ÈÓ›·.

∂ÚÒÙËÛË: ¶fiÛÔ Î·ÈÚfi Ì¤ÓÂÙÂ Ì·˙› ÌÂ Ù· ¿ÙÔÌ· Ô˘ ÎÈÓËÌ·ÙÔÁÚ·ÊÂ›ÙÂ; ¶ËÁ·›ÓÂÙÂ ÚÒÙ· ÌfiÓË Û·˜

Î·È Ï¤ÙÂ ÔÈ· Â›ÛÙÂ Î·È ÌÂÙ¿ ¤Ú¯ÂÙ·È ÙÔ Û˘ÓÂÚÁÂ›Ô; ∆È ‰È¿ÚÎÂÈ· ¤¯ÂÈ ·˘Ù‹ Ë ‰È·‰ÈÎ·Û›·;

P.H.: ∞˘Ùfi ÂÍ·ÚÙ¿Ù·È ·fi ÙËÓ Ù·ÈÓ›·. ¡ÔÌ›˙ˆ fiÙÈ ˘¿Ú¯ÂÈ ÎÈ ¤Ó· fiÚÈÔ ÛÙÔ fiÛÔ ÌÔÚÂ›˜ Ó· ÌÂ›-

ÓÂÈ˜ Ì·˙› ÙÔ˘˜. ªÂÚÈÎ¤˜ ÊÔÚ¤˜, fiÙ·Ó Á‡ÚÈ˙· ÙÔ "ª˘ÛÙ‹ÚÈÔ" Î·È ÙËÓ "∆¿ÓÈÔ˘ÛÎ·", ¿ÓÙ· ¤ÓÈˆı· fi-

ÙÂ Á›ÓÂÙ·È ̆ ÂÚ‚ÔÏÈÎ‹ Ë ·ÚÔ˘Û›· Ì·˜. ¢ÂÓ ÓÔÌ›˙ˆ fiÙÈ Î¿ÙÈ Ù¤ÙÔÈÔ Â›Ó·È Î·Ï‹ È‰¤·. ¢ÈfiÙÈ Â›Ó·È Û·Ó Ó·

ÂÈ‚¿ÏÏÂÈ˜ ÙËÓ ·ÚÔ˘Û›· ÛÔ˘. ™ÙÔ "ª˘ÛÙ‹ÚÈÔ" ‹ÌÔ˘Ó· ‹‰Ë ¤ÓÙÂ Ì¤ÚÂ˜ ÛÙÔ ÌÔÓ·ÛÙ‹ÚÈ Î·È ›ÛÙÂ˘·

fiÙÈ ÔÈ ÌÔÓ·¯¤˜ Ì·˜ Â›¯·Ó ‚·ÚÂıÂ›, Â›¯·Ó ÌÔ˘¯Ù›ÛÂÈ. º‡Á·ÌÂ, ‹Á·ÌÂ Ó· Ê¿ÌÂ Î·È ÌÂÙ¿ Í·Ó·Á˘Ú›-

Û·ÌÂ, Î¿Ó·ÌÂ ¤Ó· ‰È¿ÏÂÈÌÌ·. ∞˘Ùfi Â›Ó·È Î¿ÙÈ Ô˘ ÙÔ ÓÈÒıÂÈ˜, Â›Ó·È fiˆ˜ fiÙ·Ó Â›Û·È ÌÂ Ù· ·È‰È¿: ¢ÂÓ

¤¯ÂÈ ÛËÌ·Û›· Ë ‰È¿ÚÎÂÈ· ÙË˜ ·ÚÔ˘Û›·˜ ÛÔ˘, ·ÏÏ¿ Ë ÔÈfiÙËÙ·, Ë ¤ÓÙ·ÛË. 

∂ÚÒÙËÛË: ¶fiÛÔ Î·ÈÚfi ‰ËÏ·‰‹ ÌÂ›Ó·ÙÂ ÌÂ Ù· ·È‰È¿ ÛÙË Ó·˘ÙÈÎ‹ ·Î·‰ËÌ›· fiÙ·Ó Á˘Ú›˙·ÙÂ Ù· "∆Ú›·

‰ˆÌ¿ÙÈ·"; º·›ÓÂÙ·È Ó· Â›Ó·È ·ÚÎÂÙ¿ ‰ÔÌËÌ¤ÓË Ë ·ÙÌfiÛÊ·ÈÚ·.

P.H.: ¶‹Á·ÌÂ ÔÏÏ¤˜ ÊÔÚ¤˜ ÂÎÂ›, ‰ÂÓ ı˘Ì¿Ì·È fiÛÂ˜. ¢‡Ô ÊÔÚ¤˜. ∞ÏÏ¿ ‹‰Ë Í¤Ú·ÌÂ ÔÏ‡ Î·-

Ï¿ Ù· ·È‰È¿. ¢È·Ï¤Í·ÌÂ Ù· ·È‰È¿ ÔÏ‡ ÚÔÛÂÎÙÈÎ¿, ÒÛÙÂ Ó· ÓÈÒıÔ˘Ó ÔÏ‡ ¿ÓÂÙ· Ì·˙› Ì·˜. 



∂ÚÒÙËÛË: À‹ÚÍ·Ó ÂÌfi‰È· fiÙ·Ó ‰Ô˘ÏÂ‡·ÙÂ ÌÂ ÙË ÌÈÎÚ‹ Î¿ÌÂÚ·;

P.H.: ¡·È, ˘‹ÚÍ·Ó ÚÔ‚Ï‹Ì·Ù·. ™Â ÁÂÓÈÎ¤˜ ÁÚ·ÌÌ¤˜, Ë Î¿ÌÂÚ· ·˘Ù‹ Â›Ó·È Î·Ï‹. ∞ÏÏ¿ ÛÂ ¯Ú‹-

ÛË Â› ÙfiÔ˘, Â›Ó·È ‰‡ÛÎÔÏÔ Ó· ÙÔÔıÂÙËıÂ› Ë Î·Û¤Ù·, ÂÂÈ‰‹ ÌÔÈ¿˙ÂÈ ÌÂ ÌË¯·Ó‹ 35 mm. ¶Ú¤ÂÈ Ó·

·ÓÔ›ÍÂÈ ·fi ÙÔ Ï¿È Î·È Â›Ó·È ÔÏ‡ ÌÈÎÚfi˜ Ô ¯ÒÚÔ˜, ‰ÂÓ ¯ˆÚ¿ÓÂ Ù· ‰¿¯Ù˘Ï·, ¿Ú· Â›Ó·È ÔÏ‡ ‰‡-

ÛÎÔÏÔ. ∏ ‰È¿ÚÎÂÈ· ÙË˜ Î·Û¤Ù·˜ Â›Ó·È ¤Ó· ¿ÏÏÔ Úfi‚ÏËÌ·. ™ÙÔ "ÕÙÌ·Ó" ‹Ù·Ó 4 ÏÂÙ¿ Ë ‰È¿ÚÎÂÈ· ÙË˜

Î·Û¤Ù·˜, Î·È ı¤Ï·ÌÂ 20 ÏÂÙ¿ ÁÈ· Ó· ÙÔÔıÂÙ‹ÛÔ˘ÌÂ ÙËÓ Î·Û¤Ù·! ¢ÂÓ Â›Ó·È ÙfiÛÔ ÌÂÁ¿ÏÔ Úfi‚ÏË-

Ì· Ë ‰È¿ÚÎÂÈ·, fiÛÔ Ë ‰˘ÛÎÔÏ›· ·˘Ù‹. ªÔÚÂ›˜ Ó· ÙË Û˘ÓËı›ÛÂÈ˜, ‚¤‚·È·, ·ÏÏ¿ Â›Ó·È ÔÏ‡ ÂÚ›ÏÔ-

ÎË. ¡ÔÌ›˙ˆ fiÙÈ Â›Ó·È Î·Ù¿ÏÏËÏË ÁÈ· ¯Ú‹ÛË ˆ˜ ‰Â‡ÙÂÚË Î¿ÌÂÚ·.

∂ÚÒÙËÛË: Œ¯ˆ ÙËÓ ·›ÛıËÛË fiÙÈ Ë "ªÂÏ·Á¯ÔÏ›·" Â›Ó·È Ë ÌÂÁ·Ï‡ÙÂÚË Û˘Ì·Ú·ÁˆÁ‹ Ô˘ Î¿Ó·ÙÂ.

∞˘Ùfi ÛËÌ·›ÓÂÈ fiÙÈ Î¿Ó·ÙÂ ÔÏÏÔ‡˜ Û˘Ì‚È‚·ÛÌÔ‡˜; °˘Ú›Û·ÙÂ ÔÏÏ¤˜ ‰È·ÊÔÚÂÙÈÎ¤˜ ÂÎ‰Ô¯¤˜ ÙË˜ Ù·È-

Ó›·˜; ¶Ò˜ Û˘ÓÂÚÁ·ÛÙ‹Î·ÙÂ ÌÂ ÙÔ˘˜ Û˘Ì·Ú·ÁˆÁÔ‡˜;

P.H.: ¢ÂÓ ¤Î·Ó· ÔÙ¤ ÔÏÏ¤˜ ÂÎ‰Ô¯¤˜. ªfiÓÔ ÁÈ· ÙÔ "ÕÙÌ·Ó", fiˆ˜ Â›· ̄ ıÂ˜ ÛÙË Û˘Ó¤ÓÙÂ˘ÍË Ù‡-

Ô˘. ∞ÏÏ¿ Â›¯·ÌÂ ÔÏÏÔ‡˜ ·Ú·ÁˆÁÔ‡˜, Î˘Ú›ˆ˜ Ë Christina ·Û¯ÔÏÈfiÙ·Ó Ì·˙› ÙÔ˘˜. ∂ÁÒ ‰ÂÓ ·Û¯Ô-

Ï‹ıËÎ· Î·ıfiÏÔ˘. ÕÚ·, ‰ÂÓ ¤Î·Ó· Î·Ó¤Ó·Ó Û˘Ì‚È‚·ÛÌfi.

T.S.M.: ¡· Ì·˜ ÂÈ Ë Christina. ¶fiÛÂ˜ ¯ÒÚÂ˜ Û˘ÌÌÂÙ¤¯Ô˘Ó ÛÙËÓ ·Ú·ÁˆÁ‹;

Chr.: Ÿ¯È ÔÏÏ¤˜, ‰ÈfiÙÈ ‰ÂÓ ı¤Ï·ÌÂ ÂÚÈÛÛfiÙÂÚÂ˜ ·fi fi,ÙÈ ‹Ù·Ó ··Ú·›ÙËÙÔ. ∂›Ó·È fiÏÂ˜ ÔÈ ¯Ò-

ÚÂ˜ ÙË˜ ™Î·Ó‰ÈÓ·‚›·˜, Ë ºÈÏ·Ó‰›·. ∫·È ‰ÒÛ·ÌÂ ‰ÈÎ·ÈÒÌ·Ù· ÚÔ‚ÔÏ‹˜ Î·È ÛÙÔ Î·Ó¿ÏÈ ARTE. ∂ÁÒ

·fi ÙËÓ ·Ú¯‹ ‹ıÂÏ· Ó· ¯ÚËÛÈÌÔÔÈ‹ÛÔ˘ÌÂ ÈÓÛÙÈÙÔ‡Ù· ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘ Ô˘ ‰ÂÓ ˙ËÙÔ‡Ó Û˘ÁÎÂ-

ÎÚÈÌ¤ÓÂ˜ ÚÔÛ·ÚÌÔÁ¤˜ ÛÙËÓ Ù·ÈÓ›· ‹ Ú¿ÁÌ·Ù· Ô˘ Í¤ÚÔ˘ÌÂ fiÙÈ ‰ÂÓ ı· ‹Ù·Ó ‰È·ÙÂıÂÈÌ¤ÓË Ë ÛÎË-

ÓÔı¤ÙË˜ Ó· Î¿ÓÂÈ Ô‡Ùˆ˜ ‹ ¿ÏÏˆ˜. 

P. H.: ŒÁÈÓÂ Ì›· ÂÎ‰Ô¯‹ ÁÈ· ÙËÓ Ù·ÈÓ›·, ¯ˆÚ›˜ Î·Ì›· ÚÔÛ·ÚÌÔÁ‹, ‰ËÏ·‰‹ Ì›· Ù·ÈÓ›·.

Chr.: ª›· Ù·ÈÓ›· ÌÂ ÙÔ˘˜ ˘fiÙÈÙÏÔ˘˜ ÛÂ ‰È¿ÊÔÚÂ˜ ÁÏÒÛÛÂ˜.

P.H.: •ÂÎ›ÓËÛ· Ó· Î¿Óˆ ÙÔ ÌÔÓÙ¿˙ ÁÈ· ÙË "ªÂÏ·Á¯ÔÏ›·" Ì·˙› ÌÂ ¤Ó·Ó ºÈÏ·Ó‰fi ÌÔÓÙ¤Ú. ∂ÎÂ›ÓÔ˜

ÌÔ˘ ¤‰ÂÈ¯ÓÂ Ò˜ Ó· ÙÔ Î¿ÓÔ˘ÌÂ. ∆Ô Î¿Ó·ÌÂ ÛÂ ‰‡Ô ÌÔÓÙ·˙È¤ÚÂ˜ ÛÙËÓ ·Ú¯‹. ∆Ô˘ Â›· fiÙÈ ‰ÂÓ ı¤Ïˆ

Ó· ˘¿Ú¯Ô˘Ó ‰È·ÊÔÚÂÙÈÎ¤˜ ÂÎ‰Ô¯¤˜ ÙË˜ Ù·ÈÓ›·˜. ªÔÚÂ›˜, Ê˘ÛÈÎ¿, Ó· Î¿ÓÂÈ˜ ·ÏÏ·Á¤˜ ÛÙÔ ÌÔÓÙ¿˙,

·ÏÏ¿ ¤ÙÛÈ Î·Ù·ÛÙÚ¤ÊÂÈ˜ fiÙÈ ¤¯ÂÈ˜ ‹‰Ë Î¿ÓÂÈ. ∂ÂÈ‰‹ ‰ÂÓ Ì¤ÓÔ˘Ó ¿ÏÏÂ˜ ÂÎ‰Ô¯¤˜ ÙË˜ Ù·ÈÓ›·˜, ‰ÂÓ ·Ô-

ıËÎÂ‡ÔÓÙ·È. ¢ÂÓ ÌÔ˘ ·Ú¤ÛÔ˘Ó ÔÈ ÂÎ‰Ô¯¤˜. ¶ÈÛÙÂ‡ˆ fiÙÈ Ú¤ÂÈ Ó· ‰ÈÔ¯ÂÙÂ‡ˆ fiÏË ÌÔ˘ ÙËÓ ÂÓ¤ÚÁÂÈ·

ÛÙË ‰ËÌÈÔ˘ÚÁ›· ÙË˜ ›‰È·˜ ÙË˜ Ù·ÈÓ›·˜. £ÂˆÚÒ fiÙÈ Ô ÌÂÁ·Ï‡ÙÂÚÔ˜ Î›Ó‰˘ÓÔ˜ ÌÂ ÙË ÌÔÓÙ·˙È¤Ú· Â›Ó·È fiÙÈ

Î·Ù·ÛÙÚ¤ÊÂÈ ÙÔ ˘ÏÈÎfi ÁÈ· ÌÈ· Ù·ÈÓ›·, ÛÎÔÙÒÓÂÈ ÙÔ ˘ÏÈÎfi ÛÔ˘, Î·È ÌÂÙ¿ ‰ÂÓ ÌÔÚÂ›˜ È· Ó· Î·ıÔ‰Ë-

Á‹ÛÂÈ˜ ÙÔ ›‰ÈÔ ÛÔ˘ ÙÔ ˘ÏÈÎfi. ∂›Ó·È È· ÓÂÎÚfi ˘ÏÈÎfi, ÂÂÈ‰‹ ¤Î·ÓÂ˜ ÔÏÏ¤˜ ÂÎ‰Ô¯¤˜. ¡ÔÌ›˙ˆ fiÙÈ ¯ÚÂÈ-

¿˙ÂÙ·È ÌÂÁ¿ÏË ÚÔÛÔ¯‹ ÛÙÔ ÌÔÓÙ¿˙ ÒÛÙÂ Ó· ÌËÓ Î·Ù·ÛÙÚ·ÊÂ› ÙÔ ‰ÈÎfi ÛÔ˘ Û˘Ó·›ÛıËÌ· ·¤Ó·ÓÙÈ

ÛÙÔ ˘ÏÈÎfi Ô˘ ¤¯ÂÈ˜. ∂¿Ó Û˘Ì‚Â› ·˘Ùfi, ¯¿ÓÂÙ·È ¿·Í Î·È ·ÓÂÈÛÙÚÂÙ› Ë ·Ú¯ÈÎ‹ ·ÁÓfiÙËÙ·, Î·È ÌÂÙ¿

‰ÂÓ ÌÔÚÂ›˜ Ó· Â·Ó·Ê¤ÚÂÈ˜ ÙÔ ·Ú¯ÈÎfi ˘ÏÈÎfi. ∂›Ó·È ÂÈÎ›Ó‰˘ÓÔ Ó· Á›ÓÔÓÙ·È ÔÏÏ¤˜ ÂÎ‰Ô¯¤˜ ÁÈ· ÌÈ·

Ù·ÈÓ›·. ªÂ ÙÔÓ ÌÔÓÙ¤Ú, ÏÔÈfiÓ, Î¿Ó·ÌÂ ÙÚÂÏ¿ Ú¿ÁÌ·Ù· ÛÙÔ ÌÔÓÙ¿˙. ∞Ó·Ï¿‚·ÌÂ ‰È·ÊÔÚÂÙÈÎÔ‡˜ Úfi-

ÏÔ˘˜, ÂÂÈ‰‹ ‰ÂÓ ‹ÌÔ˘Ó Û›ÁÔ˘ÚË Â¿Ó Â›¯· ·ÚÎÂÙfi ˘ÏÈÎfi ÁÈ· ÌÈ· Ù·ÈÓ›·. √fiÙÂ ¤Î·Ó· Ù· Á˘Ú›ÛÌ·Ù·

Î·È ‹ıÂÏ· Ó· ‚Úˆ Î¿ÔÈÔÓ Ó· ÙÔ˘ ÙÔ ‰Â›Íˆ ̄ ˆÚ›˜ Ó· ¤¯ÂÈ È‰¤· ÚÈÓ, Û·Ó Ó· ‹Ù·Ó ·˘Ùfi˜ ÙÔ ÎÔÈÓfi. ∫·È

‚Ï¤ÔÓÙ·˜ ÙËÓ Ù·ÈÓ›· ÛÎÂÊÙfiÌÔ˘Ó Î·È ÂÚ›ÌÂÓ· Ó· ¤ÚıÂÈ Ë ÛÙÈÁÌ‹ Ô˘ ı· ˆ "∞˘Ùfi Â›Ó·È". ªÂ fiÏ·

fiÛ· ÌÂ ··Û¯ÔÏÔ‡Û·Ó ÂÎÂ›ÓË ÙË ÛÙÈÁÌ‹, Ô ÌÔÓÙ¤Ú ‹Ù·Ó ÙÔ Î·Ï‡ÙÂÚÔ ÎÔÈÓfi Ô˘ ‹ıÂÏ· ÁÈ· ÙËÓ Ù·È-

Ó›· ÌÔ˘, ÙÔ È‰·ÓÈÎfi ÚfiÛˆÔ. ŒÙÛÈ ÙÔ ÌÔÓÙ¿˙ ¤ÁÈÓÂ ·Â˘ıÂ›·˜, Ì›· ÊÔÚ¿, ¤¯ÔÓÙ·˜ ÌÈ· ÔÏÈÛÙÈÎ‹ ·›-

ÛıËÛË, ¤¯ÔÓÙ·˜ fiÏ· Ù· ÎÔÌÌ¿ÙÈ· Ì¤Û· ÛÙÔ Ì˘·Ïfi ÌÔ˘, Ì¤Û· ÛÂ Ì›· Ó‡¯Ù·. ¶ÚÔÛ·ıÒ, ÁÂÓÈÎ¿, Â¿Ó

·˘Ùfi Â›Ó·È ‰˘Ó·ÙfiÓ, Ó· Á˘Ú›˙ˆ ÌÈ· ÛÎËÓ‹ Î·È ÌÂÙ¿ ÛÙÔ ÌÔÓÙ¿˙ Ó· ·ÏÏ¿˙ˆ ÙÔ ÔÏ‡ 10% ·fi ÙÔ ·Ú-

¯ÈÎfi ˘ÏÈÎfi.

∂ÚÒÙËÛË: ¶È¿ÓÂÙÂ ÙÔÓ Â·˘Ùfi Û·˜ Ó· ·ÏÏ¿˙ÂÙÂ ÙÔ ‡ÊÔ˜ ÙË˜ Ù·ÈÓ›·˜ Î·Ù¿ ÙË ‰È¿ÚÎÂÈ· ÙˆÓ Á˘ÚÈÛÌ¿-

ÙˆÓ; ∂ÓÓÔÒ, ÂÁÒ ÔÏÏ¤˜ ÊÔÚ¤˜ Î¿Óˆ ‰ÔÎÈÌ·ÛÙÈÎ¿ Á˘Ú›ÛÌ·Ù· Ì¤¯ÚÈ Ó· ‚Úˆ ÙÔ ÛˆÛÙfi ‡ÊÔ˜.

P. H.: ™Â Ì¤Ó· Ù· Á˘Ú›ÛÌ·Ù· ÚÔÎ·ÏÔ‡Ó ÌÂÁ¿ÏÔ ¿Á¯Ô˜, Ì¤¯ÚÈ Ó· ¤ÚıÂÈ Ë ÛÙÈÁÌ‹ Ô˘ ı· ˆ

"ŒÙÛÈ ı· Á›ÓÂÈ Ë Ù·ÈÓ›·", fiÙÈ ·˘Ùfi ı· Â›Ó·È ÙÔ ‡ÊÔ˜ ÙË˜ Ù·ÈÓ›·˜. ∫·È ÌfiÏÈ˜ ¤ÚıÂÈ ·˘Ù‹ Ë ÛÙÈÁÌ‹, ÙfiÙÂ ¯·-

Ï·ÚÒÓˆ. ∫·È Ê˘ÛÈÎ¿ ÌÔÚÂ› Î·ÓÂ›˜ Ó· ·ÏÏ¿ÍÂÈ ÙÔ ‡ÊÔ˜ ÛÎfiÈÌ·, fiˆ˜ ¤Î·Ó· ÂÁÒ ÛÙË "ªÂÏ·Á¯Ô-

Ï›·", fiÔ˘ ÙÔ ‡ÊÔ˜ ·ÏÏ¿˙ÂÈ ÙÂÏÂ›ˆ˜ ÚÔ˜ ÙÔ Ù¤ÏÔ˜ ÙË˜ Ù·ÈÓ›·˜. £· Ú¤ÂÈ fiÌˆ˜ Ó· Â›Ó·È ÂÂÈÛÌ¤ÓÔ˜

·fi ÙËÓ ·Ú¯‹ ÁÈ· ÙÔ ‡ÊÔ˜, Ó· Í¤ÚÂÈ Ò˜ ı· Â›Ó·È. ∂ÁÒ Ú¤ÂÈ Ó· ÙÔ Í¤Úˆ ·˘Ùfi. ∫·È ÙÔ ›‰ÈÔ Î¿Óˆ Î·È

ÌÂ ÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜. ∂›Ì·È ÔÏ‡ ·Á¯ˆÌ¤ÓË Ì¤¯ÚÈ ÙË ÛÙÈÁÌ‹ Ô˘ ı· Í¤Úˆ Ò˜ ı· Á›ÓÂÈ Ë Ù·È-

Ó›·.

∂ÚÒÙËÛË: ∂›·ÙÂ ÚÔËÁÔ˘Ì¤Óˆ˜ fiÙÈ ÓÈÒıÂÙÂ Ó· Î¿ÓÂÙÂ ·ÓÔËÛ›Â˜. ªÔÚÂ›ÙÂ Ó· Â›ÙÂ ÂÚÈÛÛfiÙÂÚ·

ÁÈ' ·˘Ùfi;

P.H.: ø˜ ÎÈÓËÌ·ÙÔÁÚ·Ê›ÛÙÚÈ· ÓÈÒıˆ fiÙÈ Â›Ì·È ·Ú·ÙËÚ‹ÙÚÈ·. ∂›Ì·È ¤ÙÛÈ Î·È ÛÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔ-
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Ï·Û›·˜, ·ÎfiÌË Î·È ÙfiÙÂ ‚Ú›ÛÎÔÌ·È ÂÎÂ› ÁÈ· Ó· ·Ú·ÙËÚÒ ÙÔ˘˜ ËıÔÔÈÔ‡˜. √È ËıÔÔÈÔ› ‰ÂÓ ÌÔ-

ÚÔ‡Ó ÔÈ ›‰ÈÔÈ Ó· ·Ú·ÙËÚÔ‡Ó ÙÔÓ Â·˘Ùfi ÙÔ˘˜. ÕÚ· Ú¤ÂÈ ÂÛ‡ Ó· Á›ÓÂÈ˜ ·Ú·ÙËÚËÙ‹˜. ¶Ú¤ÂÈ fiÌˆ˜

Ù·˘Ùfi¯ÚÔÓ· Ó· ‰ËÌÈÔ˘ÚÁ‹ÛÂÈ˜ Â› ÙfiÔ˘ Î·È ÌÈ· ·ÙÌfiÛÊ·ÈÚ· ÁÈ· ÌÈ· Ù·ÈÓ›·. ∫·È ÙÔ Ô˘ÛÈÒ‰Â˜ Â‰Ò

Â›Ó·È Ë ÂÛˆÙÂÚÈÎ‹ ·ÓÙ›Ê·ÛË - Î·È ÛÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ ·ÏÏ¿ Î·È ÛÙ· ÓÙÔÎÈÌ·ÓÙ¤Ú - ˆ˜ ÚÔ˜ ÙÔ

ÂÛˆÙÂÚÈÎfi ˘ÏÈÎfi ÛÙÔ ÔÔ›Ô ÛÙÔ¯Â‡ÂÈ˜, ·˘Ùfi Ô˘ ÌÈÏ¿ÂÈ ÁÈ· ÙËÓ „˘¯‹ ÙˆÓ ·ÓıÚÒˆÓ. ∫·È ÛÙ· Á˘Ú›-

ÛÌ·Ù·, ‚ÚÈÛÎfiÌ·ÛÙÂ ÛÙÔ Ì¤ÛÔ ÌÈ·˜ ÂÍˆÙÂÚÈÎ‹˜ Î·Ù¿ÛÙ·ÛË˜ ¯¿Ô˘˜, ÙÂ¯ÓÈÎ‹˜ ÔÚÔÏÔÁ›·˜ Î·È ÂÍˆÙÂ-

ÚÈÎÒÓ ·Ú·ÁfiÓÙˆÓ, .¯. Ó· ¤Ú¯ÂÙ·È Ô ÛÙÚ·Ùfi˜ Î·È Ó· ÚÔÛ·ıÂ› Ó· ÛÙ·Ì·Ù‹ÛÂÈ Ù· Á˘Ú›ÛÌ·Ù·. ªÂ-

ÚÈÎ¤˜ ÊÔÚ¤˜ ÏÔÈfiÓ ‰ÂÓ ÌÔÚÂ›˜ Ó· ÛÎÂÊÙÂ›˜ Ò˜ Ê·›ÓÂÙ·È fiÏË ·˘Ù‹ Ë ‰Ú·ÛÙËÚÈfiÙËÙ· ÛÂ fiÛÔ˘˜ Â›-

Ó·È ·¤Ó·ÓÙ› ÛÔ˘: ∫¿ÔÈÂ˜ ÊÔÚ¤˜ Ú¤ÂÈ Ó· Û˘ÌÂÚÈÊ¤ÚÂÛ·È ÌÂ ÁÂÏÔ›Ô ÙÚfiÔ ¯ˆÚ›˜ Ó· ÓÙÚ¤ÂÛ·È

ÁÈ' ·˘Ùfi, ¤ÙÛÈ ÒÛÙÂ Ó· ÂÈÙ‡¯ÂÈ˜ ÙË ‰˘Ó·ÙfiÙËÙ· Ó· Û˘ÏÏ¿‚ÂÈ˜ ·˘Ùfi ÙÔ ÂÛˆÙÂÚÈÎfi ˘ÏÈÎfi Ì¤Û· ÛÂ ÌÈ·

ÂÍˆÙÂÚÈÎ‹ Î·Ù¿ÛÙ·ÛË ¯¿Ô˘˜. ∂¿Ó ı¤ÏÂÈ˜ Ó· Ê·›ÓÂÛ·È ¤Í˘ÓÔ˜, ‰ÂÓ ı· ÙÔ ÂÈÙ‡¯ÂÈ˜ ·˘Ùfi. ∫·È Â›Ó·È

Ê˘ÛÈÎfi ÙÔ ›‰ÈÔ ÛÔ˘ ÙÔ Û˘ÓÂÚÁÂ›Ô Ó· ÁÂÏ¿ÂÈ Ì·˙› ÛÔ˘. ∞ÏÏ¿ ·˘Ùfi ‰ÂÓ ÂÈÚ¿˙ÂÈ, ·˘ÙÔ› Â›Ó·È Ê›ÏÔÈ ÛÔ˘.

∂ÚÒÙËÛË: ∆È ¿Ô„Ë ¤¯ÂÙÂ ÁÈ· ÙÔ „ËÊÈ·Îfi ‚›ÓÙÂÔ;

P.H.: ∞Ï¿ ÌÂ ÌÈ· ÂÏ·ÊÚÈ¿ „ËÊÈ·Î‹ Î¿ÌÂÚ· ÌÔÚÒ Ó· Û˘ÓÂ¯›˙ˆ Ù· Á˘Ú›ÛÌ·Ù· ÁÈ· ÂÚÈÛÛfi-

ÙÂÚË ÒÚ·! ¢ËÏ·‰‹ Ë ÛÙ·‰ÈÔ‰ÚÔÌ›· ÂÓfi˜ ÛÎËÓÔı¤ÙË ÂÍ·ÚÙ¿Ù·È ·fi ÙÔ fiÛ· ÎÈÏ¿ ÌÔÚÂ› Ó· ÛËÎÒ-

ÛÂÈ; ∞˘Ùfi Ô˘ ÂÓÓÔÒ ÂÁÒ ‚·ÛÈÎ¿ Â›Ó·È fiÙÈ Ù¤ÙÔÈ· Ú¿ÁÌ·Ù· ‰ÂÓ Â›Ó·È ÙfiÛÔ ÛËÌ·ÓÙÈÎ¿ fiÙ·Ó Á˘Ú›˙ˆ

ÌÈ· Ù·ÈÓ›·, ÂÂÈ‰‹ ·˘Ùfi Ô˘ ÌÂÙÚ¿ÂÈ Â›Ó·È Ë ÔÌÔÚÊÈ¿ ÙÔ˘ ·ÔÙÂÏ¤ÛÌ·ÙÔ˜. °È· Ì¤Ó·, ÙÔ Ó· Î¿Óˆ ÓÙÔ-

ÎÈÌ·ÓÙ¤Ú, ÙÔ Ó· ÛÎËÓÔıÂÙÒ Ù·ÈÓ›Â˜, ÛËÌ·›ÓÂÈ Ó· ‚Ú›ÛÎÔÌ·È ›Ûˆ ·fi ÙËÓ Î¿ÌÂÚ·. °È· Ì¤Ó· Â›Ó·È

ÂÓÙÂÏÒ˜ ·‰È·ÓfiËÙÔ Ó· Ï¤ˆ ÛÂ Î¿ÔÈÔÓ ¿ÏÏÔ ÙÈ Ó· Î¿ÓÂÈ, ÂÂÈ‰‹ ÓÔÌ›˙ˆ fiÙÈ ÂÁÒ ¤¯ˆ ÙÔÓ ‰ÈÎfi ÌÔ˘

ÙÚfiÔ Ó· ÚÔÛÏ·Ì‚¿Óˆ Ù· Ú¿ÁÌ·Ù· Ì¤Û· ·fi ÙËÓ Î¿ÌÂÚ·. £· ‹Ù·Ó ÁÈ· Ì¤Ó· ·‰È·ÓfiËÙÔ Ó· ¤¯ÂÈ

¿ÏÏÔ˜ ÙËÓ Î¿ÌÂÚ·.

∂ÚÒÙËÛË: ¢ÂÓ ÈÛÙÂ‡ÂÙÂ fiÙÈ ˘¿Ú¯Ô˘Ó ‰˘Ó·ÙfiÙËÙÂ˜ ÛÙËÓ „ËÊÈ·Î‹ Î¿ÌÂÚ·;

P.H.: ¡ÔÌ›˙ˆ fiÙÈ Î¿ÙÈ Ù¤ÙÔÈÔ ÈÛ¯‡ÂÈ. ∆Ô ‚›ÓÙÂÔ, ‚¤‚·È·, ‰ÂÓ ¤ÊÂÚÂ Ù›ÔÙ· ¿ÏÏÔ ·Ú¿ ÚÔ‚Ï‹Ì·-

Ù· Î·È ·Û¯‹ÌÈ·. ¶ÈÛÙÂ‡ˆ fiÙÈ Ë ÔÈfiÙËÙ· ÙË˜ „ËÊÈ·Î‹˜ Î¿ÌÂÚ·˜ ‚ÂÏÙÈÒÓÂÙ·È Û˘ÓÂ¯Ò˜ Î·È Â›Ó·È ÂÓ-

‰È·Ê¤ÚÔÓ ÙÔ ·ÔÙ¤ÏÂÛÌ·. ªÔÚÂ› Ó· Ô‰ËÁ‹ÛÂÈ ÛÂ Î¿ÙÈ Î·ÈÓÔ‡ÚÁÈÔ. ŸÌˆ˜, Ô ÙÚfiÔ˜ Ô˘ ¯ÚËÛÈÌÔ-

ÔÈÂ›Ù·È Â›Ó·È ÚÔ‚ÏËÌ·ÙÈÎfi˜, ÂÂÈ‰‹ ‰ÂÓ ÌÔÚÂ›˜ Ó· Á›ÓÂÈ˜ ¡ÙÔÛÙÔÁÈ¤ÊÛÎÈ ‹ ª·ÚÛ¤Ï ¶ÚÔ˘ÛÙ ÂÓ Ì›·

Ó˘¯Ù› ÂÂÈ‰‹ ¤¯ÂÈ˜ ÌÈ· „ËÊÈ·Î‹ Î¿ÌÂÚ·. ∞˘Ùfi Ô˘ ¤¯ÂÈ ÛËÌ·Û›· Â›Ó·È Ò˜ Î¿ÓÂÈ˜ ÙÔ ÌÔÓÙ¿˙. ŸÙ·Ó

‹ÌÔ˘Ó Ì¤ÏÔ˜ ÙË˜ ÎÚÈÙÈÎ‹˜ ÂÈÙÚÔ‹˜ ÛÙÔ ÊÂÛÙÈ‚¿Ï ÙÔ˘ ÕÌÛÙÂÚÓÙ·Ì, Â›‰· ¤Ó· ÛˆÚfi „ËÊÈ·Î¤˜ ÂÈÎfi-

ÓÂ˜. ŒÓÈˆı· fiÙÈ ·ÓÙ› Ó· ¤¯ˆ ÌÈ· Î·ÏÏÈÙÂ¯ÓÈÎ‹ Î¿ı·ÚÛË, ÎfiÓÙÂ„· Ó· ¿ıˆ ÂÈÏËÙÈÎ‹ ÎÚ›ÛË! ¶Ú¤-

ÂÈ ÏÔÈfiÓ Ó· ̆ ¿ÚÍÂÈ Î¿ÙÈ ÂÚÈÛÛfiÙÂÚÔ ·fi ÙÔÓ ÙÚfiÔ Ô˘ ̄ ÚËÛÈÌÔÔÈÂ›Ù·È ÌÈ· Î¿ÌÂÚ·. µÏ¤ˆ fiÙÈ

ÌÔÚÂ› Ó· ̄ ÚËÛÈÌÔÔÈËıÂ› Ë „ËÊÈ·Î‹ Î¿ÌÂÚ· Î·È ÛÂ ÌÂÁ¿ÏÔ˘ Ì‹ÎÔ˘˜ Ù·ÈÓ›Â˜. ™ÙËÓ ·Ú¯‹ ‹ÌÔ˘Ó Â-

ÂÈÛÌ¤Ó‹ fiÙÈ ı· ÌÂ ‚¿ÏÔ˘Ó ÛÙÔ Ê¤ÚÂÙÚÔ ÌÂ ÌÈ· ·ÏÈ¿ Î¿ÌÂÚ·, ·ÏÏ¿ ‰ÂÓ Â›Ì·È Û›ÁÔ˘ÚË Ï¤ÔÓ! ™Â

ÔÚÈÛÌ¤ÓÂ˜ ÛÙÈÁÌ¤˜ ÛÙËÓ ∆ÛÂÙÛÂÓ›·, fiÔ˘ Ù· Ú¿ÁÌ·Ù· ‹Ù·Ó ÔÏ‡ ÂÈÎ›Ó‰˘Ó·, ¯ÚÂÈ¿ÛÙËÎÂ Ó· ¯ÚË-

ÛÈÌÔÔÈ‹Ûˆ „ËÊÈ·Î‹ Î¿ÌÂÚ·.

∂ÚÒÙËÛË: ∂›·ÙÂ ‹‰Ë fiÙÈ Î¿ÔÈÂ˜ ÊÔÚ¤˜ ̄ ÚËÛÈÌÔÔÈÂ›ÙÂ Î·È ÊˆÙÈÛÌfi. À¿Ú¯ÂÈ ÁÈ· Û·˜ fiÚÈÔ ÌÂÙ·Í‡

ÓÙÔÎÈÌ·ÓÙ¤Ú Î·È Ì˘ıÔÏ·Û›·˜;

P.H.: ∞˘Ù‹ ÙËÓ ÂÚÒÙËÛË ÌÔ˘ ÙËÓ Î¿ÓÔ˘Ó ¿ÓÙ· Î·È ‰ÂÓ ÌÔ˘ ·Ú¤ÛÂÈ, Î·Ù¿ ‚¿ıÔ˜ ÙËÓ ·Â¯ı¿-

ÓÔÌ·È. ¢ÂÓ ˘¿Ú¯ÂÈ Ù›ÔÙ· ÈÔ ‚·ÚÂÙfi ·fi ÙÔ Ó· ·Ó·ÚˆÙÈ¤Û·È Â¿Ó ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú Â›Ó·È ·ÓÙÈÎÂÈÌÂ-

ÓÈÎfi, Â¿Ó Â›Ó·È Î¿ÙÈ ·ÏËıÈÓfi. ∂ÁÒ, ÂÂÈ‰‹ Î¿Óˆ Î·È ÓÙÔÎÈÌ·ÓÙ¤Ú Î·È Ì˘ıÔÏ·Û›·, ıÂˆÚÒ fiÙÈ ·fi ÙË

ÛÎÔÈ¿ ÙÔ˘ ÛÎËÓÔı¤ÙË, Ë ‰È·ÊÔÚ¿ Â›Ó·È ÔÏ‡ ÌÈÎÚ‹. ∫·È Ù· ‰‡Ô Â›‰Ë ÌÔÈ¿˙Ô˘Ó, ÁÈ·Ù› Î·È Ù· ‰‡Ô

·ÂÈÎÔÓ›˙Ô˘Ó ÙËÓ ·ÓıÚÒÈÓË ̇ ˆ‹. ¶ÚÔÛ·ıÒ Ó· ¤¯ˆ ÛÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ Ù· ›‰È· ı¤Ì·Ù· Ô˘

¤¯ˆ Î·È ÛÙ· ÓÙÔÎÈÌ·ÓÙ¤Ú ÌÔ˘. ™˘¯Ó¿, ·ÎfiÌ· Î·È ÔÈ ÛÎËÓÔı¤ÙÂ˜ ÓÙÔÎÈÌ·ÓÙ¤Ú ‰ÂÓ ı¤ÏÔ˘Ó Ó· ·ÓÙÈÌÂ-

Ùˆ›˙Ô˘Ó ÙË ‰Ô˘ÏÂÈ¿ ÙÔ˘˜ ˆ˜ Ù·ÈÓ›Â˜, ı¤ÏÔ˘Ó Ó· ÙÈ˜ ·ÓÙÈÌÂÙˆ›˙Ô˘Ó ˆ˜ ÓÙÔÎÈÌ·ÓÙ¤Ú. ¡ÔÌ›˙ˆ fiÙÈ

Ú¤ÂÈ Ó· Î¿ÓÔ˘ÌÂ ÌÈ· Î·ÈÓÔ‡ÚÁÈ· Û˘ÌÊˆÓ›· ÌÂ ÙÔ ÎÔÈÓfi, Î¿ÙÈ Û·Ó ÙÈ˜ ·Ú¯¤˜ Ô˘ Â›¯Â ÔÚ›ÛÂÈ Ô Lars

Von Trier, Ô ÔÔ›Ô˜ ¤Î·ÓÂ ¤Ó· ‰fiÁÌ· ÁÈ· ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú. ¶.¯. ‰ÂÓ Ú¤ÂÈ Ó· ¯ÚËÛÈÌÔÔÈÂ›˜ ÙÂ¯ÓËÙfi

ÊˆÙÈÛÌfi, ‰ÂÓ Ú¤ÂÈ Ó· ‚¿ÏÂÈ˜ ÂÎ ÙˆÓ ̆ ÛÙ¤ÚˆÓ ÌÔ˘ÛÈÎ‹ Î·È Ù· ÏÔÈ¿. ¡ÔÌ›˙ˆ fiÙÈ ÛÙÔ ̄ ÒÚÔ ÙÔ˘ ÓÙÔ-

ÎÈÌ·ÓÙ¤Ú ¤¯Ô˘ÓÂ Û˘Ì‚Â› ÔÏ‡ ÂÚÈÛÛfiÙÂÚ· ·fi fiÙÈ ÛÙÔ ¯ÒÚÔ ÙˆÓ Ù·ÈÓÈÒÓ Ì˘ıÔÏ·Û›·˜. Œ¯Ô˘ÌÂ

ÂÚÈÛÛfiÙÂÚ· ÛÙ˘Ï, ÂÚÈÛÛfiÙÂÚ· Â›‰Ë, ·fi ÙÔ Â›‰Ô˜ ÙÔ˘ ÚÂÔÚÙ¿˙ ¤ˆ˜ Ù· ÓÙÔÎÈÌ·ÓÙ¤Ú Ì˘ıÔÏ·Û›·˜.

∫·È ı· Ú¤ÂÈ Ó· Ì¿ıÔ˘ÌÂ fiÙÈ, ·ÓÙ› ÁÈ· ÙËÓ ·ÏÈ¿ Û˘ÌÊˆÓ›· ÌÂ ÙÔ ÎÔÈÓfi, Ó· ıÂˆÚ‹ÛÔ˘ÌÂ fiÙÈ ÙÔ ÓÙÔ-

ÎÈÌ·ÓÙ¤Ú Â›Ó·È ÌÈ· ·ÓÙÈÎÂÈÌÂÓÈÎ‹ ·ÂÈÎfiÓÈÛË ÙË˜ Ú·ÁÌ·ÙÈÎfiÙËÙ·˜, fiÙÈ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú ÛÙËÓ Ô˘Û›· Â›-

Ó·È Î¿ÙÈ ¿Ú· ÔÏ‡ ˘ÔÎÂÈÌÂÓÈÎfi. ŸÙ·Ó Î·‰Ú¿Úˆ ÙÔ ÚÒÙÔ Ï¿ÓÔ, ·˘Ùfi Â›Ó·È Î¿ÙÈ ÔÏ‡ ˘ÔÎÂÈ-

ÌÂÓÈÎfi. ŸÙ·Ó ÚÔÛ·ıÔ‡ÌÂ Ó· ÂÚÈÔÚ›ÛÔ˘ÌÂ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú Ì¤Û· ÛÂ ·˘Ù¤˜ ÙÈ˜ ‰ÔÁÌ·ÙÈÎ¤˜ ·Ú¯¤˜,

ÙfiÙÂ ÁÈÓfiÌ·ÛÙÂ ¿Ú· ÔÏ‡ ËıÈÎÔÏfiÁÔÈ, Ú¿ÁÌ· Ô˘ Î·Ù·ÓÙ¿ÂÈ ·Ì·ÚÙ›·. °È· Ì¤Ó· Â›Ó·È ·Ì·ÚÙ›· ÁÈ·

·Ú¿‰ÂÈÁÌ· Ó· ¤¯ÂÈ˜ ÛÙËÓ Ù·ÈÓ›· ÛÔ˘ ¤Ó·Ó ··›ÛÈÔ ‹¯Ô ·ÓÙ› Ó· ¯ÚËÛÈÌÔÔÈ‹ÛÂÈ˜ Î·ÓÔÓÈÎfi ÌÈÎÚfi-
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ÊˆÓÔ. ¶ÈÛÙÂ‡ˆ ÏÔÈfiÓ fiÙÈ Ú¤ÂÈ Ó· Î¿ÓÔ˘ÌÂ ÌÈ· Î·ÈÓÔ‡ÚÁÈ· Û˘ÌÊˆÓ›· ÌÂ ÙÔ ÎÔÈÓfi, Û‡ÌÊˆÓ· ÌÂ

ÙËÓ ÔÔ›· Î·È ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú Ó· ıÂˆÚÂ›Ù·È ̂ ˜ Î¿ÙÈ ¿Ú· ÔÏ‡ ̆ ÔÎÂÈÌÂÓÈÎfi. ∫·È ·˘Ùfi Â›Ó·È Î¿ÙÈ Ô-

Ï‡ ÈÔ ÂÈÏÈÎÚÈÓ¤˜ ÛÂ Û¯¤ÛË ÌÂ ·˘Ùfi Ô˘ ÚÔÛ·ıÂ› Ó· Î¿ÓÂÈ Ô Lars von Trier, Ó· ÚÔÛ·ıÂ› ‰ËÏ·-

‰‹ Ó· Ì·˜ ÂÈ‚¿ÏÏÂÈ ·˘Ù¤˜ ÙÈ˜ ‰ÔÁÌ·ÙÈÎ¤˜ ·Ú¯¤˜ ÁÈ· Ó· Î¿ÓÔ˘ÌÂ ¤Ó· ÓÙÔÎÈÌ·ÓÙ¤Ú ÒÛÙÂ Ó· Â›ÛÔ˘-

ÌÂ fiÙÈ ÙÔ ÓÙÔÎÈÌ·ÓÙ¤Ú ı· Â›Ó·È ·ÓÙÈÎÂÈÌÂÓÈÎfi. ¡ÔÌ›˙ˆ fiÙÈ ·˘Ùfi Ô˘ Î¿ÓÂÈ Â›Ó·È Ó· ˆıÂ› ÙÔ˘˜ ÎÈÓËÌ·-

ÙÔÁÚ·ÊÈÛÙ¤˜ ÚÔ˜ ÌÈ· ‰È·ÓÔÔ˘ÌÂÓ›ÛÙÈÎË ·ÓÂÈÏÈÎÚ›ÓÂÈ·.

∂ÚÒÙËÛË: ŒÙ˘¯Â ÚfiÛÊ·Ù· Ó· ‚Ú›ÛÎÔÌ·È ÌÂ ÙÔÓ Lars von Trier ÚÈÓ ·fi ÌÂÚÈÎ¤˜ Â‚‰ÔÌ¿‰Â˜. ¢ÂÓ

ÈÛ¯˘Ú›˙ÂÙ·È Ô‡ÙÂ ·˘Ùfi˜ Î¿ÙÈ Ù¤ÙÔÈÔ. §¤ÂÈ ÙÔ ›‰ÈÔ Ô˘ Ï¤ÙÂ ÎÈ ÂÛÂ›˜.

P.H.: ∆fiÙÂ ÁÈ·Ù› ÚÔÛÎ·ÏÂ› Ó¤Ô˘˜ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÛÙ¤˜ ·fi fiÏÔ ÙÔÓ ÎfiÛÌÔ Î·È ·˘ÙÔ› ÙÔÓ ·ÎÔ-

ÏÔ˘ıÔ‡Ó ·ÓÙÔ‡ Ù˘ÊÏ¿; ¶ÔÈÔ Â›Ó·È ÙÔ ÓfiËÌ·; ¡ÔÌ›˙ˆ fiÙÈ ·˘Ù¤˜ ÔÈ ‰ÔÁÌ·ÙÈÎ¤˜ ·Ú¯¤˜ ·ÔÙÂÏÔ‡Ó ÌÈ·

Î·Ï‹ ÚfiÎÏËÛË ÛÙËÓ ÂÚ›ÙˆÛË ÙˆÓ Ù·ÈÓÈÒÓ Ì˘ıÔÏ·Û›·˜. ªÔÚÂ› Ó· ‰ËÌÈÔ‡ÚÁËÛ·Ó ¯ÈÏÈ¿‰Â˜

··›ÛÈÂ˜ Î·È ÙÚÂÈ˜ Ú·ÁÌ·ÙÈÎ¿ Î·Ï¤˜ Ù·ÈÓ›Â˜, ·ÏÏ¿ ·ÔÙ¤ÏÂÛ·Ó ÌÈ· Î·Ï‹ ÚfiÎÏËÛË. À¿Ú¯ÂÈ ÌÈ· Ù¿-

ÛË ÛÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ Ó· ̆ ¿Ú¯ÂÈ ÌÈ· ÊÂÙÈ¯ÈÛÙÈÎ‹ Û¯¤ÛË ÌÂ Ù· ÌË¯·Ó‹Ì·Ù·: fiÛÔ ÈÔ ÔÏÏÔ‡˜

ÁÂÚ·ÓÔ‡˜ Î·È fiÛÔ ÈÔ ÔÏÏ¿ ÊÒÙ· ¯ÚËÛÈÌÔÔÈÂ›˜, ÙfiÛÔ ÈÔ ÛËÌ·ÓÙÈÎfi˜ ÛÎËÓÔı¤ÙË˜ Â›Û·È. ™ÙËÓ

Ú·ÁÌ·ÙÈÎfiÙËÙ· ÓÔÌ›˙ˆ fiÙÈ Â›Ó·È ÌÈ· ÎfiÏ·ÛË Ó· Â›Ó·È fiÏ· ÙfiÛÔ ÂÚ›ÏÔÎ·. ∞fi ·˘Ù‹ ÙËÓ ¿Ô„Ë,

ÈÛÙÂ‡ˆ fiÙÈ ‹Ù·Ó Î·Ï‹ ÚfiÎÏËÛË. ªÂ ÙÈ˜ Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ ›Ûˆ˜ Ó· ˘‹Ú¯Â Î¿ÔÈÔ ÓfiËÌ· Ó· Ù·

Î¿ÓÔ˘ÌÂ fiÏ· ·˘Ù¿. ∞ÏÏ¿ fi¯È ÌÂ ÙÈ˜ Ù·ÈÓ›Â˜ ÓÙÔÎÈÌ·ÓÙ¤Ú. º˘ÛÈÎ¿ ÔÈ Ô·‰Ô› ÙÔ˘ Ê¤ÚÔ˘Ó ÙËÓ Â˘ı‡ÓË

ÁÈ· fiÏ· ·˘Ù¿.

T.S.M.: ∏ ÁÓÒÛË ÙÔ˘ ÁÈ· Ù· ÓÙÔÎÈÌ·ÓÙ¤Ú ‰ÂÓ Â›Ó·È ÙfiÛÔ ÌÂÁ¿ÏË. ∫·Ù¿ ÙËÓ ¿Ô„‹ ÌÔ˘, ÙÔ Î›ÓËÙÚÔ

ÙÔ˘ Lars von Trier Â›¯Â Ó· Î¿ÓÂÈ ÌÂ ÙÔ ÁÂÁÔÓfi˜ fiÙÈ Â›¯Â ‰ÂÈ ·Ì¤ÙÚËÙ· ÓÙÔÎÈÌ·ÓÙ¤Ú, Â¿Ó ÌÔÚÂ› Î·ÓÂ›˜

Ó· Ù· ÂÈ ÓÙÔÎÈÌ·ÓÙ¤Ú, Ô˘ ‹Ù·Ó ‚·ÚÂÙ¿ Î·È ÔÏÏ¿ ·˘Ù¿ ÂÚÓÔ‡Û·Ó Ù· Û‡ÓÔÚ· ÙË˜ ¯ÒÚ·˜ ÙÔ˘˜.

¶ÚÔÛ¿ıËÛÂ ÏÔÈfiÓ Ó· ‚ÚÂÈ ¤Ó·Ó ÙÚfiÔ Ó· ‰ÒÛÂÈ Î¿ÔÈÂ˜ ·Ú¯¤˜. ¶·ÚÂÌÈÙfiÓÙˆ˜, ÔÈ ¤ÍÈ Ù·ÈÓ›Â˜

Ô˘ ¤Î·ÓÂ ›Ûˆ˜ ‹Ù·Ó Ú·ÁÌ·ÙÈÎ¿ Î·Ï¤˜. ÿÛˆ˜ Ó· Ú¤ÂÈ Ó· ÂÚÈÌ¤ÓÔ˘ÌÂ ÏÔÈfiÓ Ó· ‰Ô‡ÌÂ Ù· ·Ô-

ÙÂÏ¤ÛÌ·Ù·.

∂ÚÒÙËÛË: ¡ÔÌ›˙ˆ fiÙÈ ‹Ù·ÓÂ ÌÈ· Û˘˙‹ÙËÛË ÂÚ› ËıÈÎ‹˜ Î·È ÔÏÏ¿ ·fi Ù· ÊÈÏÌ Ô˘ Á˘Ú›ÛÙËÎ·Ó

‹Ù·Ó ÔÏ‡ ÂÓ‰È·Ê¤ÚÔÓÙ·. ∞ÏÏ¿ ‰ÂÓ ¤‰ÈÓ·Ó Î¿ÔÈ· ·¿ÓÙËÛË. ∞Ó ¤¯Ô˘ÌÂ Î¿ÔÈÔ˘˜ Î·ÓfiÓÂ˜. ∆·

ÓÙÔÎÈÌ·ÓÙ¤Ú ı· Ú¤ÂÈ Ó· ‰ÒÛÔ˘Ó ÙËÓ ÂÏÂ˘ıÂÚ›· ÛÙÔ˘˜ ·ÓıÚÒÔ˘˜, ›Ûˆ˜ Ó· ˘¿Ú¯ÂÈ ¤Ó·˜ Â›ÏÔ-

ÁÔ˜ ÛÙËÓ Ù·ÈÓ›·. ÿÛˆ˜ Ó· ‰ÒÛÔ˘ÌÂ ÙËÓ Â˘Î·ÈÚ›· Û' ·˘ÙÔ‡˜ Ô˘ ·ÚÔ˘ÛÈ¿ÛÙËÎ·Ó Ó· Ô˘Ó Ò˜ ÓÈÒ-

ıÔ˘Ó.

T.S.M.: ŒÙÛÈ ÌfiÓÔ Î¿ÓÔ˘ÌÂ ÎÔÈÓˆÓÈÎ¤˜ Ù·ÈÓ›Â˜. ∫·È ÙfiÙÂ, ÌfiÏÈ˜ ‰ÂÈ˜ ÙËÓ Ù·ÈÓ›· Ô˘ ¤ÊÙÈ·ÍÂ˜, ÏÂ˜ "∆Ô

¤Î·Ó· ÛˆÛÙ¿". ªÔÚÔ‡ÌÂ Ó· ÙÔ Û˘Ó‰¤ÛÔ˘ÌÂ ÌÂ ·˘Ùfi Ô˘ Î¿ÓÂÈ˜ ÂÛ‡, Pirjo. ¶¿ÓÙÔÙÂ ¤¯ÂÈ˜ Ó· Î¿ÓÂÈ˜

ÌÂ ·ÓıÚÒÔ˘˜ ÛÂ Û˘ÁÎÂÎÚÈÌ¤ÓÂ˜ Î·Ù·ÛÙ¿ÛÂÈ˜ Ô˘ Â›Ó·È ÔÏ‡ Â‡ıÚ·˘ÛÙÂ˜, ¿Ú· ÂÈ‚¿ÏÏÂÙ·È Ó· ¤¯ÂÈ˜

¤Ó·Ó ÎÒ‰ÈÎ· ‰ÂÔÓÙÔÏÔÁ›·˜ Ì¤Û· ÛÔ˘.

P.H.: ∂ÊfiÛÔÓ ¤¯Ô˘ÌÂ Ó· Î¿ÓÔ˘ÌÂ ÌÂ ·ÓıÚÒÔ˘˜, ‰ÂÓ ¤¯ÂÈ ‰È·ÊÔÚ¿ Â¿Ó Î¿ÔÈÔ˜ ÛÎËÓÔıÂÙÂ›

Ù·ÈÓ›Â˜ Ì˘ıÔÏ·Û›·˜ ‹ ÓÙÔÎÈÌ·ÓÙ¤Ú. À¿Ú¯Ô˘Ó, Ê˘ÛÈÎ¿, ÌÂÁ¿ÏÂ˜ ‰È·ÊÔÚ¤˜ ˆ˜ ÚÔ˜ ÙË ‰ÂÔÓÙÔÏÔ-

Á›·. ∆Ô ÓÙÔÎÈÌ·ÓÙ¤Ú Â›Ó·È, ‚¤‚·È·, ÌÈ· ÔÏ‡ ·Ú¿ÍÂÓË ÌÔÚÊ‹ Î·ÏÏÈÙÂ¯ÓÈÎ‹˜ ¤ÎÊÚ·ÛË˜, ÁÈ·Ù› ¯ÚË-

ÛÈÌÔÔÈÂ›˜ ÙË ˙ˆ‹ ¿ÏÏˆÓ ·ÓıÚÒˆÓ ÁÈ· Ó· ÂÎÊÚ·ÛÙÂ›˜. ∞˘Ùfi ÂÌÂÚÈ¤¯ÂÈ ÔÏÏ¿ ËıÈÎ¿ ‰ÈÏ‹ÌÌ·Ù·.

¶Ú·ÁÌ·ÙÈÎ¿ ‰ÂÓ ÂÁÎÚ›Óˆ ÙÔ Ó· ÔÚ›˙Ô˘ÌÂ Î·ÓfiÓÂ˜, ·ÏÏ¿ ÓÔÌ›˙ˆ fiÙÈ ·˘Ùfi ÂÍ·ÚÙ¿Ù·È ·fi ÙÔÓ Î¿ıÂ

ÛÎËÓÔı¤ÙË Î·È ·fi ÙËÓ ÂÎ¿ÛÙÔÙÂ Ù·ÈÓ›·, ÙÔ fiÙÈ Ú¤ÂÈ Ó· Ï·Ì‚¿ÓÂÈ˜ ̆ fi„Ë ÙËÓ ËıÈÎ‹. ∫·È Â›Ó·È Û¿-

ÓÈÔ Ú¿ÁÌ· È· Ë ËıÈÎ‹, È‰È·›ÙÂÚ· ÙÒÚ· ÙÂÏÂ˘Ù·›· ÌÂ ·˘Ù¿ Ù· ÚÈ¿ÏÈÙÈ. ªÂ Ù· ÚÈ¿ÏÈÙÈ, ·ÛÎÂ›Ù·È ¤ÏÂÁ-

¯Ô˜ ¿Óˆ ÛÙËÓ Î·ıËÌÂÚÈÓfiÙËÙ· Î·È ÎÈÓËÌ·ÙÔÁÚ·ÊÂ›Ù·È Î·È Ë ·Ú·ÌÈÎÚ‹ ÏÂÙÔÌ¤ÚÂÈ·. ∆Ô ̇ ‹ÙËÌ· Â›-

Ó·È Ó· ı¤ÛÔ˘ÌÂ fiÚÈ· ÌÂÙ·Í‡ ÙË˜ È‰ÈˆÙÈÎ‹˜ Î·È ÙË˜ ‰ËÌfiÛÈ·˜ ̇ ˆ‹˜. À¿Ú¯ÂÈ ·˘Ùfi ÙÔ fiÚÈÔ ÁÈ· Ó· ÌÔ-

ÚÔ‡ÌÂ Ó· ‰Ô‡ÌÂ Ò˜ ÌÔÚÔ‡Ó Ó· ÙÔÔıÂÙËıÔ‡Ó ÔÏÏ¤˜ Î¿ÌÂÚÂ˜. ∫·È Ê˘ÛÈÎ¿ ÙÒÚ· È· ˘¿Ú¯ÂÈ

‰˘Ó·ÙfiÙËÙ· Ó· ÙÔÔıÂÙËıÂ› ÌÈÎÚÔÎ¿ÌÂÚ· Î·È Ì¤Û· ÛÙÔ ·ÓıÚÒÈÓÔ ÛÒÌ·. ÕÚ· ÏÔÈfiÓ, Ú¤ÂÈ

ÔˆÛ‰‹ÔÙÂ Ó· ˘¿Ú¯Ô˘Ó ËıÈÎÔ› Î·ÓfiÓÂ˜. ŸÏÔÈ ·˘ÙÔ› ÔÈ Î·ÓfiÓÂ˜, ·fi ÙËÓ ¿ÏÏË ÌÂÚÈ¿, ÌÔ˘ Ê·›-

ÓÔÓÙ·È ÔÏ‡ ‚·ÚÂÙÔ›. ∫·È ÔÈ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÛÙ¤˜ ·Á·Ô‡Ó ÙÔ˘˜ Î·ÓfiÓÂ˜. ¢ÂÓ ¯ÚÂÈ¿˙ÂÙ·È Ó· ˘¿Ú-

¯ÂÈ Ô Lars von Trier ÁÈ· Ó· ÂÈÛ¿ÁÂÈ Î·ÓfiÓÂ˜, Ó· Ï¤ÂÈ ‰ËÏ·‰‹ ÔÈÔ˜ Â›Ó·È Ô ÛˆÛÙfi˜ ÙÚfiÔ˜ ÁÈ· Ù· Á˘-

Ú›ÛÌ·Ù·, ·fi ÔÈ· ÏÂ˘Ú¿ Î¿ÙÈ Ê·›ÓÂÙ·È ¿Û¯ËÌÔ, Î.Ô.Î. À¿Ú¯ÂÈ ÌÈ· Ù¿ÛË ‰ËÏ·‰‹ Ó· ÊÙÈ¿¯ÓÔ˘ÌÂ Ù¤-

ÙÔÈÔ˘˜ ËıÈÎÔ‡˜ ÎÒ‰ÈÎÂ˜. ∞ÏÏ¿ ÓÔÌ›˙ˆ fiÙÈ fiÏÂ˜ ÔÈ Ì¤ıÔ‰ÔÈ Â›Ó·È Ú·ÁÌ·ÙÔÔÈ‹ÛÈÌÂ˜.

T.S.M.: OK. ∞˜ ÂÈÛÙÚ¤„Ô˘ÌÂ ÙÒÚ· ÛÙÔ ̇ ‹ÙËÌ· ÙˆÓ ‰È·ÊÔÚÂÙÈÎÒÓ ÂÎ‰Ô¯ÒÓ ÌÈ·˜ Ù·ÈÓ›·˜. ∂Û‡ ‚Ú›-

ÛÎÂÛ·È ÛÂ ÌÈ· ÚÔÓÔÌÈ·Î‹ ı¤ÛË fiÙ·Ó ÊÙÈ¿¯ÓÂÈ˜ Ù·ÈÓ›Â˜: Â›Û·È ·Ó·ÁÓˆÚÈÛÌ¤ÓË ‰ËÌÈÔ˘ÚÁfi˜, ·›ÚÓÂÈ˜

‚Ú·‚Â›· Î·È ÙÈÌËÙÈÎ¤˜ ‰È·ÎÚ›ÛÂÈ˜. ∂›Ó·È Â‡ÎÔÏÔ ÁÈ· Û¤Ó·, Â›Û·È ÈÎ·Ó‹ ÛÙÔ Ó· Ì·˙¤„ÂÈ˜ ¯Ú‹Ì·Ù· ÁÈ·

ÌÈ· Ù·ÈÓ›·, ÌÔÚÂ›˜ Ó· Î¿ÓÂÈ˜ fi,ÙÈ ı¤ÏÂÈ˜. ∂›¯Â˜ Î·È ÌÈ· Û˘ÓÂÚÁ·Û›· ÌÂ ÙËÓ ÙËÏÂfiÚ·ÛË, ¤Ì·ıÂ˜ ÔÏ-

Ï¿ ·fi ·˘Ù‹Ó. ∂‰Ò Ì¤Û· fiÌˆ˜ ˘¿Ú¯Ô˘ÓÂ ÔÏÏÔ› ¿ÓıÚˆÔÈ Ô˘ ÍÂÎÈÓÔ‡Ó ÙËÓ Î·ÚÈ¤Ú· ÙÔ˘˜ ˆ˜
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ÓÙÔÎÈÌ·ÓÙÂÚ›ÛÙÂ˜. ¶ÔÏÏÔ› ·' ·˘ÙÔ‡˜ ÚÔ¤Ú¯ÔÓÙ·È ·fi ¯ÒÚÂ˜ fiÔ˘ ‰ÂÓ ˘¿Ú¯ÂÈ ‰ËÌfiÛÈ· ¯ÚËÌ·-

ÙÔ‰fiÙËÛË, .¯. ºÈÏ·Ó‰›·. ™Â ·˘ÙÔ‡˜ ÙÈ Û˘Ì‚Ô˘Ï¤˜ ÌÔÚÂ›˜ Ó· ‰ÒÛÂÈ˜; À¿Ú¯Ô˘Ó Î¿ÔÈÔÈ Î·ÓfiÓÂ˜

ÙÔ˘˜ ÔÔ›Ô˘˜ Ú¤ÂÈ Ó· Û¤‚ÔÓÙ·È, Â¿Ó ı¤ÏÔ˘Ó .¯. Ó· ‚ÚÔ˘Ó ¤Ó·Ó ·Ú·ÁˆÁfi. ∂¿Ó Ô ·Ú·ÁˆÁfi˜

ÙÔ˘˜ ¤ÏÂÁÂ fiÙÈ ı· ‹ıÂÏÂ ‰È·ÊÔÚÂÙÈÎ¤˜ ÂÎ‰Ô¯¤˜. ¶ÔÈÔÈ Â›Ó·È ÔÈ Î·ÓfiÓÂ˜ ÙÔ˘ ·È¯ÓÈ‰ÈÔ‡ ÛÙ· ÓÙÔÎÈÌ·-

ÓÙ¤Ú;

P.H.: ™Â ÌÈ· Ù·ÈÓ›·, fiˆ˜ ÙÔ ‚Ï¤ˆ ÂÁÒ, Ô/Ë ÛÎËÓÔı¤ÙË˜ Â›Ó·È ÙÔ ·Ó, Ë ·Ú¯‹ Î·È ÙÔ Ù¤ÏÔ˜. ∂›-

Ó·È Ê˘ÛÈÎfi ÏÔÈfiÓ Ô/Ë ÛÎËÓÔı¤ÙË˜ Ó· ¤¯ÂÈ ÙÔ ‰ÈÎ·›ˆÌ· ¿Óˆ ÛÙËÓ Ù·ÈÓ›·, ÂÂÈ‰‹ ¤ÙÛÈ Â›Ó·È, ÂÂÈ‰‹

Î¿ÓÂÈ ÙË ‰ËÌÈÔ˘ÚÁÈÎ‹ ‰Ô˘ÏÂÈ¿ ÛÂ ÔÏÏ¿ ‰È·ÊÔÚÂÙÈÎ¿ Â›Â‰·. ∆Ô Û‡ÓÔÏÔ ÂÍ·ÚÙ¿Ù·È ·fi ÙÔÓ/ÙËÓ

ÛÎËÓÔı¤ÙË. º˘ÛÈÎ¿ ·ÓÙÈÏ·Ì‚¿ÓÔÌ·È fiÙÈ È‰È·›ÙÂÚ· ÔÈ ÙËÏÂÔÙÈÎÔ› ÛÙ·ıÌÔ› ¤¯Ô˘ÓÂ ÌÂÁ¿ÏË ÈÛ¯‡ Î·È

ÛÙÔ ¯ÒÚÔ ÙÔ˘ ÓÙÔÎÈÌ·ÓÙ¤Ú. ∞ÛÎÔ‡Ó ÙÂÚ¿ÛÙÈ· ›ÂÛË ˆ˜ ÚÔ˜ ÙË ‰ËÌÈÔ˘ÚÁ›· ˘ÏÈÎÔ‡. ¡ÔÌ›˙ˆ fiÙÈ ÙÔ

ÈÔ ÛËÌ·ÓÙÈÎfi ÍÂÎÈÓ¿ÂÈ ·fi ÙÈ˜ Û¯ÔÏ¤˜ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘. ∂ÎÂ›, ÔÈ ÛÔ˘‰·ÛÙ¤˜ ÂÎ·È‰Â‡ÔÓÙ·È ÛÙÔ˘˜

ÙÚfiÔ˘˜ Ô˘ ˘¿Ú¯Ô˘Ó ÁÈ· ÙË ÛÎËÓÔı¤ÙËÛË ÌÈ·˜ Ù·ÈÓ›·˜. ¡ÔÌ›˙ˆ fiÙÈ ¤Ó· ¿ÙÔÌÔ ÌÂ Ê˘ÛÈÔÏÔÁÈÎfi

‰Â›ÎÙË Â˘Ê˘˝·˜ Ô˘ ÛÔ˘‰¿˙ÂÈ ÛÂ Û¯ÔÏ‹ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘ ÌÔÚÂ› Ó· Î·Ù·Ï¿‚ÂÈ ·˘Ù¿ Ù· Ú¿ÁÌ·Ù·

Ì¤Û· ÛÂ ‰‡Ô ÒÚÂ˜. ™ÙÈ˜ Û¯ÔÏ¤˜ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘ ÚÔÛ·ıÔ‡Ó Ó· ‰ÒÛÔ˘Ó ÛÙÔ˘˜ ÛÔ˘‰·ÛÙ¤˜ ÙËÓ

ÂÏÂ˘ıÂÚ›· Ó· ÌÂÏÂÙ‹ÛÔ˘Ó ÒÛÙÂ Ó· ‚ÚÔ˘Ó ÙËÓ ÚÔÛˆÈÎ‹ ÙÔ˘˜ ÛÊÚ·Á›‰·, Ó· ·Ó·Î·Ï‡„Ô˘Ó ÙÈ Â›-

‰Ô˘˜ ÛÎËÓÔıÂÛ›· ÙÔ˘˜ Ù·ÈÚÈ¿˙ÂÈ. ªÔÚÂ› ÛÂ Î¿ÔÈÔÓ Ó· ·Ú¤ÛÔ˘Ó ÔÏÏ¿ ÛÙÔÈ¯Â›·, ·ÏÏ¿ Î¿ÔÈÔ Â›-

‰Ô˜ ÛÎËÓÔıÂÛ›·˜ ı· ‚Ú›ÛÎÂÙ·È ÈÔ ÎÔÓÙ¿ ÛÙËÓ „˘¯‹ ÙÔ˘ Î·È ı· ÙÔ˘ Ù·ÈÚÈ¿˙ÂÈ, Î·È ·˘Ùfi Ú¤ÂÈ Ó·

ÙÔ Û˘ÓÂÈ‰ËÙÔÔÈ‹ÛÂÈ. ∞ÚÁfiÙÂÚ·, ÌfiÏÈ˜ ‚ÁÂÈ ÛÙÔ ¯ÒÚÔ ÙË˜ ‰Ô˘ÏÂÈ¿˜, fiÔ˘ ˘¿Ú¯Ô˘Ó fiÏÂ˜ ·˘Ù¤˜ ÔÈ

‰˘ÛÎÔÏ›Â˜ Î·È ÔÈ È¤ÛÂÈ˜, Î·È ›Ûˆ˜ ‚ÁÂÈ Î·È ÛÙËÓ ·ÁÔÚ¿, Î·Ù·Ï·‚·›ÓÂÈ fiÙÈ fiÏ· ·˘Ù¿ Ô˘ ¤Ì·ıÂ Â›Ó·È

·‰‡Ó·ÙÔ Ó· Á›ÓÔ˘Ó. ŒÓ· ¿ÙÔÌÔ Ô˘ Î¿ÓÂÈ ÙËÓ ÚÒÙË ÙÔ˘ Ù·ÈÓ›· ¤¯ÂÈ ¿Ú· ÔÏ‡ ÌÈÎÚ‹ ÂÍÔ˘Û›· ÛÂ

Û¯¤ÛË ÌÂ ÙÔÓ ÌÔÓÙ¤Ú .¯., Ô˘ ‰Ô˘ÏÂ‡ÂÈ ‹‰Ë Â‰Ò Î·È 30 ¯ÚfiÓÈ·. ¶Ú¤ÂÈ ÏÔÈfiÓ Ó· Î¿ÓÂÈ˜ Î¿ÔÈÔ˘˜

Û˘Ì‚È‚·ÛÌÔ‡˜. ∞Ó Û˘ÓÂÈ‰ËÙÔÔÈ‹ÛÂÈ˜ ÙÈ Â›‰Ô˘˜ ÎÈÓËÌ·ÁÚ·ÊÈÛÙ‹˜ Â›Û·È, ÙfiÙÂ ı· Î¿ÓÂÈ˜ ÙÔ˘˜ ÌÈÎÚfi-

ÙÂÚÔ˘˜ Û˘Ì‚È‚·ÛÌÔ‡˜. ∫·È ı· ·ÏÂ‡ÂÈ˜ ‰È·ÚÎÒ˜ ÁÈ· Ó· Á›ÓÂÈ˜ ¤Ó·˜ ÛÎËÓÔı¤ÙË˜ Ô˘ ı· ¤¯ÂÈ ÁÂÓÈÎ‹

Â›‚ÏÂ„Ë Î·È ¤ÏÂÁ¯Ô ¿Óˆ ÛÙË Û˘ÓÔÏÈÎ‹ ‰Ô˘ÏÂÈ¿. ∞ÏÏ¿ ·Ó ‰ÂÓ ¤¯ÂÈ˜ ‰Ô˘Ï¤„ÂÈ ÔÙ¤ ÁÈ· Ó· ÙÔ ‰ÂÈ˜

·˘Ùfi, ÙfiÙÂ ı· Î¿ÓÂÈ˜ ÙÔ˘˜ ¯ÂÈÚfiÙÂÚÔ˘˜ Û˘Ì‚È‚·ÛÌÔ‡˜. ∂¿Ó ‰ÂÓ ÂÚ¿ÛÂÈ˜ ·fi ÙË ıÂˆÚ›· ÛÙËÓ Ú¿-

ÍË, ÔÙ¤ ‰ÂÓ ı· Ì¿ıÂÈ˜.

T.S.M.: ∞˜ ÌÈÏ‹ÛÔ˘ÌÂ ÁÈ· ÙË "Melancholia". ∂›Ó·È ÌÈ· Ù·ÈÓ›· Ô˘ ‰ÂÓ ¤¯ÂÈ Î·ıfiÏÔ˘ ÎÏ·ÛÛÈÎ‹ ‰Ô-

Ì‹. ∂›Ó·È ÌÈ· ÔÏ‡ ‰˘Ó·Ù‹ Î·È Û˘ÁÎÈÓËÙÈÎ‹ Ù·ÈÓ›·, ı· Ï¤Á·ÌÂ ÌÈ· ÔÏÈÙÈÎ‹ Ù·ÈÓ›·. À¿Ú¯ÂÈ ÔÏÈÙÈÎfi

Ì‹Ó˘Ì· ÛÙËÓ Ù·ÈÓ›·;

P.H.: ¡·È, Ê˘ÛÈÎ¿ Î·È Ë Ù·ÈÓ›· ¤¯ÂÈ ÔÏÈÙÈÎfi Ì‹Ó˘Ì·. µ¤‚·È· ÙÔ ÛËÌÂ›Ô ¤Ó·ÚÍË˜ ÙË˜ Ù·ÈÓ›·˜ ‰ÂÓ

Â›Ó·È Î·ıfiÏÔ˘ ÔÏÈÙÈÎfi. ¶Ò˜ ÍÂÎ›ÓËÛ· ·˘Ù‹ ÙËÓ Ù·ÈÓ›·; ŒÓ·˜ ·ÌÂÚÈÎ·Ófi˜ ·Ú·ÁˆÁfi˜ ÌÔ˘ ̇ ‹ÙËÛÂ Ó·

‰Ô˘Ï¤„ˆ Ì·˙› ÙÔ˘: ‹ıÂÏÂ Ó· Î¿ÓÂÈ ·Ú·ÁˆÁ‹ ÛÂ ¤Ó· ÓÙÔÎÈÌ·ÓÙ¤Ú ÌÂ ı¤Ì· ÙÈ˜ "¢¤Î· ∂ÓÙÔÏ¤˜", fiˆ˜

Â›¯Â ÚÔÛ·ı‹ÛÂÈ Ó· Î¿ÓÂÈ Ô ∫ÈÛÏfiÊÛÎÈ ÛÂ Ì˘ıÔÏ·Û›·. ∂¤ÏÂÍÂ ‰¤Î· ÛÎËÓÔı¤ÙÂ˜ ·fi ‰È·ÊÔÚÂÙÈ-

Î¤˜ ¯ÒÚÂ˜ Î·È ÙÔ˘˜ ˙‹ÙËÛÂ Ó· ‰È·Ï¤ÍÔ˘Ó Ô Î·ı¤Ó·˜ ·fi ÌÈ· ÂÓÙÔÏ‹. ∂ÁÒ ‰È¿ÏÂÍ· ÙËÓ ÂÓÙÔÏ‹ "√˘

„Â˘‰ÔÌ·ÚÙ˘Ú‹ÛÂÈ˜", ‰ÈfiÙÈ ‚Ú‹Î· fiÙÈ Â›¯Â ÌÂÁ¿ÏÔ ÂÓ‰È·Ê¤ÚÔÓ. ∂›‰· ·˘Ù‹ ÙËÓ È‰¤· ˆ˜ ÌÈ· Ù·ÈÓ›· ÁÈ·

ÙÔ Ò˜ ÔÈ ¿ÓıÚˆÔÈ ¯Ù›˙Ô˘ÌÂ Ì¤Û· ÛÙÔ Ì˘·Ïfi Ì·˜ ÂÈÎfiÓÂ˜ ÙÔ˘ Â¯ıÚÔ‡ Ì·˜ ÌÂ ÔÏÏ·ÏÔ‡˜ ÙÚfi-

Ô˘˜, Î·È Î·ıÒ˜ ÌÂÁ·ÏÒÓÔ˘ÌÂ ·˘Ù¤˜ ÔÈ ÂÈÎfiÓÂ˜ ÙÔ˘ Â¯ıÚÔ‡ Á›ÓÔÓÙ·È ÙfiÛÔ ·fiÚ·ÙÂ˜, ÒÛÙÂ ‰ÂÓ ·ÓÙÈ-

Ï·Ì‚·ÓfiÌ·ÛÙÂ Î·Ó ÙËÓ ‡·ÚÍ‹ ÙÔ˘˜. ∫·È ˘·ÁÔÚÂ‡Ô˘Ó ÙÈ˜ ·ÓÙÈ‰Ú¿ÛÂÈ˜ Î·È ÙË Û˘ÌÂÚÈÊÔÚ¿ Ì·˜,

·ÚfiÏÔ Ô˘ Â›Ó·È ·fiÚ·ÙÂ˜. ∫·È ÌÂ ÙÔÓ ÙÚfiÔ ·˘Ùfi, ‰ËÌÈÔ˘ÚÁÔ‡ÌÂ ÌÂÁ¿ÏË ¤¯ıÚ· Ì¤Û· Ì·˜. ∂›‰·

ÏÔÈfiÓ ·˘Ù‹ ÙËÓ ÂÓÙÔÏ‹ ̂ ˜ ¤Ó·Ó ÙÚfiÔ Ó· ·ÓÙÈÌÂÙˆ›Ûˆ ÙËÓ „Â˘‰‹ ·ÚÔ˘Û›· ÙÔ˘ Â¯ıÚÔ‡. ∞˘Ùfi ÙÔ

Ì‹Ó˘Ì· ‰ÂÓ Â›Ó·È Î·ıfiÏÔ˘ ÔÏÈÙÈÎfi, ·ÚfiÏ· ·˘Ù¿ ÂÍ·ÎÔÏÔ˘ıÒ Ó· ıÂˆÚÒ fiÙÈ ¤ÙÛÈ Â›Ó·È Ë Ù·ÈÓ›·,

Â›Ó·È ÙÔ ‚·ÛÈÎfi ı¤Ì· ÙË˜ Ù·ÈÓ›·˜. ŒÚÂÂ, Ê˘ÛÈÎ¿, Ó· ‚ÚÔ‡ÌÂ ¤Ó· Û˘ÁÎÂÎÚÈÌ¤ÓÔ ÙÔ›Ô Ô˘ ¤ÚÂÂ

Ó· Î¿ÓÔ˘ÌÂ Ù· Á˘Ú›ÛÌ·Ù·, fiÔ˘ ı· Ï¿Ì‚·Ó·Ó ¯ÒÚ· fiÏ· ·˘Ù¿ Î·È ı· ÂÌÊ·Ó›˙ÔÓÙ·Ó ·˘Ù¤˜ ÔÈ ÂÈÎfi-

ÓÂ˜. ◊Ù·Ó ÏÔÈfiÓ ÚÔÊ·Ó¤˜ ÁÈ· Ì¤Ó· ·Ì¤Ûˆ˜ fiÙÈ ÙÔ ÙÔ›Ô ·˘Ùfi ı· ‹Ù·Ó Ô fiÏÂÌÔ˜ ÛÙË ∆ÛÂÙÛÂÓ›·.

ÿÛˆ˜ Ú¤ÂÈ Ó· ·Ú·‰Â¯ÙÒ fiÙÈ Â›Ó·È ˙‹ÙËÌ· ÓÙÚÔ‹˜, Î·Ù¿ Î¿ÔÈÔÓ ÙÚfiÔ, ÙË˜ ÓÙÚÔ‹˜ Ô˘ ÂÁÒ Ë

›‰È· ¤ÓÈˆı·, fiÙÈ Ù· "¢ˆÌ¿ÙÈ· ÙË˜ ªÂÏ·Á¯ÔÏ›·˜" ‹Ù·Ó Ù· ‰ˆÌ¿ÙÈ· ÙË˜ ‰ÈÎ‹˜ ÌÔ˘ ÓÙÚÔ‹˜, ·fi ÌÈ·

¿Ô„Ë: ‰ÈfiÙÈ ÚÔ¤Ú¯ÔÌ·È ·fi ÌÈ· ¯ÒÚ· Ô˘ ·¤¯ÂÈ ÌÂÚÈÎ¿ ¯ÈÏÈfiÌÂÙÚ· ·fi ÙË ƒˆÛ›·. ∆Ô Ó· Â›Ì·È

ÛÔÛÈ·Ï›ÛÙÚÈ· Î·È Ó· ÁÓˆÚ›˙ˆ fiÙÈ ˘¿Ú¯Ô˘Ó ÁÎÔ‡Ï·ÁÎ Î·È Ó· Í¤Úˆ Ò˜ Ë ™Ô‚ÈÂÙÈÎ‹ ŒÓˆÛË Ê¤ÚÂ-

Ù·È ÛÙÔ˘˜ ÔÏ›ÙÂ˜, Î·È Ó· Û˘ÌÊˆÓÒ ÌÂ ÙËÓ ÎÔÈÓÒ˜ ·Ô‰ÂÎÙ‹ ÔÏÈÙÈÎ‹ ıÂˆÚ›· fiÙÈ ‰ÂÓ Í¤ÚÔ˘ÌÂ ÙÈ Á›-

ÓÂÙ·È ÂÎÂ›, ÂÂÈ‰‹ ÚfiÎÂÈÙ·È ÁÈ· ÂÛˆÙÂÚÈÎ‹ ̆ fiıÂÛË ÙË˜ ƒˆÛ›·˜, Ó· ÙÔ ·Ô‰¤¯ÔÌ·È ‰ËÏ·‰‹ Î·Ù¿ Î¿-

ÔÈÔÓ ÙÚfiÔ. ∫·È, ÙÒÚ·, ̂ ˜ ºÈÏ·Ó‰‹ Ô˘ Â›Ì·È, Ô˘ Î·Ù·Ï·‚·›Óˆ ÙÈ Û˘Ó¤‚·ÈÓÂ ÂÎÂ›, ÓÈÒıˆ Î·Ù¿ Î¿-

ÔÈÔÓ ÙÚfiÔ fiÙÈ "Î¿Óˆ ˆ˜ ‰ÂÓ Î·Ù·Ï·‚·›Óˆ ÁÈ· ¿ÏÏË Ì›· ÊÔÚ¿". ŒÙÛÈ, ÁÓˆÚ›˙ˆ ÔÏ‡ Î·Ï¿ fiÙÈ fiÏ·

Ù· ·ÓıÚÒÈÓ· ‰ÈÎ·ÈÒÌ·Ù· ·Ú·‚È¿˙ÔÓÙ·È ·˘Ù‹ ÙË ÛÙÈÁÌ‹ Î·È Â›Ó·È ÂÁÎÏËÌ·ÙÈÎfi ·˘Ùfi Ô˘ Û˘Ì‚·›-

ÓÂÈ. ∞ÔÊ¿ÛÈÛ·, ÏÔÈfiÓ, ·˘Ùfi Ó· Â›Ó·È ÙÔ ı¤Ì· ÙË˜ Ù·ÈÓ›·˜. ∫·È, fiˆ˜ ÌÂ ÚˆÙ‹Û·ÙÂ ÚÔËÁÔ˘Ì¤Óˆ˜
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Û¯ÂÙÈÎ¿ ÌÂ ÙË ÌÔÚÊ‹ ÙË˜ ÙÚÈÏÔÁ›·˜, ÁÈ· Î¿ÔÈÔÓ ÏfiÁÔ, ÌÔ˘ ‹ÚıÂ Ë È‰¤· ÌÈ·˜ ÙÚÈÏÔÁ›·˜, fiÙÈ ‰ËÏ·‰‹

Ë Ù·ÈÓ›· ı· Á˘ÚÈ˙fiÙ·Ó ÛÂ ÙÚ›· Ì¤ÚË. ∂›‰· ÙÔ˘˜ ƒÒÛÔ˘˜ ÛÙ· ·ÚÈÛÙÂÚ¿ Î·È ÙÔ˘˜ ∆ÛÂÙÛ¤ÓÔ˘˜ ÛÙ· ‰ÂÍÈ¿

Î·È ÙÔ Û·Ù·ÓÈÎfi ÛÙË Ì¤ÛË. ŒÙÛÈ ¤ÁÈÓÂ ÙÔ ÙÚ›Ù˘¯Ô! ∞˘Ù‹ Ë È‰¤· ÌÔ˘ ‹ÚıÂ ·fi ÙËÓ ÚÒÙË ÛÙÈÁÌ‹. ∫·È

ÛÙË Û˘Ó¤¯ÂÈ·, Î·Ù¿ ÙÔ ÛÙ¿‰ÈÔ ÙÔ˘ ÌÔÓÙ¿˙, ·˘Ù‹ Ë È‰¤· ÂÍÂÏ›¯ıËÎÂ ÛÂ ¤Ó· ‰È·¯ˆÚÈÛÌfi ÙˆÓ ‰ˆÌ·Ù›ˆÓ,

fiˆ˜ ÌÔÚÂ› Ó· ‰ÂÈ Î·ÓÂ›˜ ÙËÓ Ù·ÈÓ›· ·fi ¿Ô„Ë ÌÔÚÊ‹˜. ∂›¯· ÙËÓ ·›ÛıËÛË fiÙÈ ÛÙÔ Ì˘·Ïfi ÙÔ˘ ÎÔÈ-

ÓÔ‡ Î¿ıÂ ‰ˆÌ¿ÙÈÔ ı· ·ÓÔ›ÁÂÈ Ì¤Û· ·fi ÌÈ· fiÚÙ·, Î·È ÌÔÚÂ› Î·ÓÂ›˜ Ó· ÌÂÈ ·fi ÙÔ ¤Ó· ‰ˆÌ¿ÙÈÔ

ÛÙÔ ¿ÏÏÔ. ª¤Û· ·fi ·˘Ù‹ ÙË ‰È·‰ÈÎ·Û›·, fiÛÔÓ ·ÊÔÚ¿ ÙËÓ ÂÚÒÙËÛ‹ Û·˜ fiÙÈ ÙÔ Ì‹Ó˘Ì· Â›Ó·È ÔÏÈ-

ÙÈÎfi ˆ˜ ÚÔ˜ ¤Ó· Â›Â‰Ô, ˘¿Ú¯ÂÈ ¤Ó· ¿ÏÏÔ Â›Â‰Ô Î¿Ùˆ ·fi ÙÔ ÔÏÈÙÈÎfi, ÙÔ ÔÔ›Ô ‰ÂÓ Â›Ó·È Ô-

ÏÈÙÈÎfi. £· ¤ÏÂÁ· fiÙÈ ·˘Ù‹ ‹Ù·Ó ÌÈ· ÔÏ‡ Ì·ÎÚÔÛÎÂÏ‹˜ ·¿ÓÙËÛË ÛÂ ÌÈ· ÙfiÛÔ ·Ï‹ ÂÚÒÙËÛË!

T.S.M.: ∞˜ ÂÚ¿ÛÔ˘ÌÂ ÛÂ ÌÈ· ·ÎfiÌ· ÈÔ ·Ï‹ ÂÚÒÙËÛË ÙÒÚ·. ∏ Ù·ÈÓ›· ı· ÚÔ‚ÏËıÂ› ÛÙË ƒˆÛ›·;

P.H.: ™ÎÂÊÙfiÌ·ÛÙÂ ·˘Ù‹ ÙËÓ ÂÔ¯‹ ÌÂ ÙË Christina ¤Ó· Ù¤ÙÔÈÔ ÂÓ‰Â¯fiÌÂÓÔ. ∫·È Ê˘ÛÈÎ¿ ÔÈ ƒÒÛÔÈ

Ú¤ÂÈ Ó· ‰Ô˘Ó ÙËÓ Ù·ÈÓ›·, ·ÏÏ¿ ‰ÂÓ ÙÔ ¤¯Ô˘ÌÂ ÙÔÏÌ‹ÛÂÈ ·ÎfiÌ·. Ÿ¯È ÌfiÓÔ ÂÂÈ‰‹ Ë ºÈÓÏ·Ó‰ÈÎ‹ ÚÂ-

Û‚Â›· Ì·˜ ¤ÛÙÂÈÏÂ Î¿ÔÈ· È‰È·›ÙÂÚ· ·ÂÈÏËÙÈÎ¿ ÁÚ¿ÌÌ·Ù·. ∞ÏÏ¿ Î˘Ú›ˆ˜ ÂÂÈ‰‹ Ú¤ÂÈ Ó· Â›Ì·ÛÙÂ

ÔÏ‡ ÚÔÛÂÎÙÈÎÔ› ÒÛÙÂ Ó· ÌËÓ ·Ú·‚È¿ÛÔ˘ÌÂ ÙËÓ ÚÔÛˆÈÎ‹ ˙ˆ‹ ÙˆÓ ·ÙfiÌˆÓ Ô˘ ÂÌÊ·Ó›˙ÔÓÙ·È

ÛÙËÓ Ù·ÈÓ›·, Î·ıÒ˜ Ë Î·Ù¿ÛÙ·ÛË Â›Ó·È ÔÏ‡ ·Û·Ê‹˜ ÛÙË ƒˆÛ›·. ∆Ô ∫ÚÂÌÏ›ÓÔ Á›ÓÂÙ·È ÌÈ· fiÏÔ Î·È ÈÔ

Ù˘Ú·ÓÓÈÎ‹ Î˘‚¤ÚÓËÛË, ÌÈ· ‰ÈÎÙ·ÙÔÚ›· Ô˘ ·Ú¯›˙ÂÈ Ó· ÌÔÈ¿˙ÂÈ fiÏÔ Î·È ÂÚÈÛÛfiÙÂÚÔ ÌÂ ÙËÓ ÙÛ·ÚÈ-

Î‹ Î˘‚¤ÚÓËÛË. ™ÙËÓ Ú·ÁÌ·ÙÈÎfiÙËÙ· Ë ̄ ÒÚ· ·˘Ù‹ ‰ÂÓ ‹Ù·Ó ÔÙ¤ ÛÔÛÈ·ÏÈÛÙÈÎ‹. ∆ÂÏÂ˘Ù·›· Ô ¶Ô‡ÙÈÓ

Ï‹ÚˆÛÂ 10 ÂÎ·ÙÔÌÌ‡ÚÈ· ‰ÔÏ¿ÚÈ· ÛÂ ¤Ó·Ó ÚÔ‰fiÙË ÁÈ· Ó· ‰ÔÏÔÊÔÓ‹ÛÂÈ ÙÔÓ ‰ËÌÔÎÚ·ÙÈÎ¿ ÂÎÏÂÁ-

Ì¤ÓÔ ËÁ¤ÙË ÙË˜ ∆ÛÂÙÛÂÓ›·˜. ∆ÔÓ ÂÈÎ‹Ú˘ÍÂ Î·È ÙÔÓ Î˘Ó‹ÁËÛÂ ‰ÈÎ·ÛÙÈÎ¿ ÛÂ ¿ÏÏË ¯ÒÚ·. √˘ÛÈ·ÛÙÈÎ¿,

ÙÔÓ ‰ÔÏÔÊfiÓËÛÂ. ªÂ ÙËÓ Ù·ÈÓ›· ·˘Ù‹, ÂÚ¯fiÌ·ÛÙÂ Ï‹Úˆ˜ ÛÂ ÔÌÔÊˆÓ›· ÌÂ ÙÔ˘˜ ∆ÛÂÙÛ¤ÓÔ˘˜ Î·È ÔÈ

∆ÛÂÙÛ¤ÓÔÈ ÂÁÎÚ›ÓÔ˘Ó ·˘Ù‹ ÙËÓ Ù·ÈÓ›·. ∆ËÓ ¤¯Ô˘Ó ‰Â›ÍÂÈ ÛÂ ‚›ÓÙÂÔ ÛÂ ÔÏÏÔ‡˜ Ê›ÏÔ˘˜ ÙÔ˘˜ Î·È fiÏÔÈ

ÙÔ˘˜ ı¤ÏÔ˘Ó Ó· ·È¯ÙÂ› Ë Ù·ÈÓ›· ÛÙË ƒˆÛ›·, ·ÏÏ¿ Ì·˜ Û˘Ì‚Ô˘ÏÂ‡Ô˘Ó Ó· ÂÚÈÌ¤ÓÔ˘ÌÂ ÏÈÁ¿ÎÈ.

T.S.M.: ∏ Ù·ÈÓ›· ‰ÂÓ ı· ÚÔ‚ÏËıÂ› ÛÙË ƒˆÛ›·, ·ÏÏ¿ ı· ÚÔ‚ÏËıÂ› ÛÂ ÔÏÏ¤˜ ¿ÏÏÂ˜ ¯ÒÚÂ˜. ∆· Â˘-

¯¿ÚÈÛÙ· Ó¤· Â›Ó·È fiÙÈ ÌÈ· Ù¤ÙÔÈ· Ù·ÈÓ›· ı· Î·Ù·Ï‹ÍÂÈ Ó· ÚÔ‚ÏËıÂ› ÛÂ ÎÈÓËÌ·ÙÔÁÚ·ÊÈÎ¤˜ ·›ıÔ˘ÛÂ˜

ÛÂ ÔÏÏ¤˜ ¯ÒÚÂ˜.

P.H.: ∂›ÛË˜, ÙÔÓ ª¿ÈÔ ı· Á›ÓÂÈ ¤Ó· ÌÂÁ¿ÏÔ Û˘Ó¤‰ÚÈÔ ÛÙËÓ ∂˘Úˆ·˚Î‹ ŒÓˆÛË Û¯ÂÙÈÎ¿ ÌÂ ÙÈ˜

Û¯¤ÛÂÈ˜ ÌÂÙ·Í‡ ∂.∂. Î·È ƒˆÛ›·˜. ∏ Ù·ÈÓ›· ı· ÚÔ‚ÏËıÂ› ÛÙ· Ì¤ÏË ÙÔ˘ Û˘ÓÂ‰Ú›Ô˘. √fiÙÂ ·˘Ùfi ÍÂÎ¿-

ı·Ú· Â›Ó·È ÌÈ· ÔÏÈÙÈÎ‹ Î›ÓËÛË!

Chr.: ∏ ‰È·ÓÔÌ‹ ÁÈ· ÙËÓ ÙËÏÂfiÚ·ÛË ‰ÂÓ ÍÂÎ›ÓËÛÂ ·ÎfiÌ·. ∞˘Ù‹ ÙË ÛÙÈÁÌ‹ ÔÏÔÎÏËÚÒÓÔ˘ÌÂ ÙË

‰È·ÓÔÌ‹ ÙË˜ Ù·ÈÓ›·˜ ÛÂ 14 Â˘Úˆ·˚Î¤˜ ̄ ÒÚÂ˜, Û˘ÌÂÚÈÏ·Ì‚·ÓÔÌ¤ÓˆÓ ∏¶∞ Î·È ∫·Ó·‰¿. ∂Ï›˙Ô˘ÌÂ

Ó· ˘¿ÚÍÔ˘Ó ÎÈ ¿ÏÏÂ˜. Ã¿ÚË ÛÙËÓ ÂÈÙ˘¯›· Ô˘ Â›¯Â Ë Ù·ÈÓ›· ÛÙ· ‰È¿ÊÔÚ· ÊÂÛÙÈ‚¿Ï, ¤¯Ô˘ÌÂ ÔÏÔ¤-

Ó· Î·È ÌÂÁ·Ï‡ÙÂÚË ·ÓÙ·fiÎÚÈÛË. ∫·È ·˘Ùfi ÌÂ ¯·ÚÔÔÈÂ› È‰È·›ÙÂÚ·.

P.H.: ÃÚÂÈ¿˙ÂÙ·È ÌÂÁ¿ÏÔ˜ ·ÁÒÓ·˜ ÚÔÎÂÈÌ¤ÓÔ˘ ¤Ó· ÓÙÔÎÈÌ·ÓÙ¤Ú Ó· ‚ÚÂÈ ÙÔ ‰ÚfiÌÔ ÙÔ˘ ÛÙÈ˜ ÎÈ-

ÓËÌ·ÙÔÁÚ·ÊÈÎ¤˜ ·›ıÔ˘ÛÂ˜.

Chr.: °ÂÓÈÎ¿ fiÙ·Ó ¤Ó· ÓÙÔÎÈÌ·ÓÙ¤Ú ‚Á·›ÓÂÈ ÛÙÔÓ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ, ·ÓÔ›ÁÂÈ ÙÔ ‰ÚfiÌÔ Î·È ÁÈ· ÙÈ˜

ÂfiÌÂÓÂ˜ Ù·ÈÓ›Â˜.

T.S.M.: ∫·È ·˘Ùfi ‰Â›¯ÓÂÈ fiÙÈ ÙÒÚ· Ë ÛÙÈÁÌ‹ Â›Ó·È Î·Ù¿ÏÏËÏË ÁÈ· Ù· ÓÙÔÎÈÌ·ÓÙ¤Ú. ∆· ÓÙÔÎÈÌ·ÓÙ¤Ú

ÂÈÛÙÚ¤ÊÔ˘Ó ÛÙÔ˘˜ ÎÈÓËÌ·ÙÔÁÚ¿ÊÔ˘˜ Î·È fiÏ· ·˘Ù¿ ¯¿ÚË ÛÂ Î¿ÔÈÔ˘˜ ÂÈÛÌ·Ù¿ÚË‰Â˜ ÎÈÓËÌ·ÙÔ-

ÁÚ·ÊÈÛÙ¤˜ Û·Ó ÙËÓ Pirjo Honkasalo! ∂Ï›˙Ô˘ÌÂ Ó· Û·˜ ‰Ô‡ÌÂ ·fi„Â ÛÙËÓ ÚÔ‚ÔÏ‹!
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Pirjo Honkasalo – MASTERCLASS

Mr. Tue Steen Müller, Director of EDN, the European Documentary Network, is the coordinator of

this discussion.

Tue Steen Müller: I am happy to be here, because I am a big admirer of Pirjo's work. I have writ-

ten about her and you can read my articles in Greek in the special retrospective festival edition.

And also because we have been sitting like this several times before. So if it is becoming too in-

ternal, please stop us, because we are not that very well prepared. So we very much believe in im-

provising, in spontaneity, in intelligence and in active participation of the audience. And I see to-

day many interesting and well-known faces, which have been able to formulate questions and

comments on her work, because this is one of the key questions that we will be raising this morn-

ing for the next two hours and ten minutes. There we are in a cinema, but you will not watch any

movie. You will listen to us and to your colleagues and discuss what it means to be a film direc-

tor nowadays, in year 2005. However, let's start to create a little structure of what we are going

to do. So let's start mentioning the four films that have been screened or going to be screened.

This series of the three films is called "Trinity on sacred and satanic". And just to get the feeling of

the audience and what you have seen, tell me how many of you have seen these movies. And the

first one in this series was "Mysterion". Number two, a film that has been travelling to various fes-

tivals all over the world. Perhaps you have seen it in festival screenings in these last 10-15 years,

"Tanjuska and the seven devils". And certainly "Atman" from 1996. And then the film that is go-

ing to be screened tonight "The three rooms of Melancholia". So, what we are going to do is

briefly talk about the trinity and then we are going to talk about "Melancholia" and maybe we will

talk about the director, who is here. Pirjo, you are now participating in a training workshop main-

ly with new directors and producers. And you are also participating in the documentaries pre-

sentation, the Pitching Forum, something that you don't like very much!

Pirjo Honkasalo: Yes, that's true!

T.S.M.: And wherever we are in these situations we talk about the role of the producer, the role of

the director, which person is doing what, who has the responsibility. And we talk about rights, final cut,

control, editing. All these kinds of things are very important. And I know that you also have your per-

sonal opinion. And I wish all directors here would participate. How many directors are present here to-

day? Good, there are many of you. So, could you please say something about the trinity? Was a trinity

in your head at the very beginning? Or did you develop first "Mysterion", then "Tanjuska" and then …

P.H.: First I want to show you that I am very happy to be here with so many cinematographers.

Yesterday I had the press meeting and I know that the same people were there, and the same ques-

tions were asked yesterday. So, no, it was not a trilogy from the very beginning. I had this kind of
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turning point in my career. I started very early. I was 17 when I went to a cinema school and I finished

when I was 21. So I did not kill too much of my life! Then I worked for the most prominent Finnish

filmmakers at the time and mostly in feature-films. And then I started a company with one guy, and

we produced and directed feature-films. And I started as a young and modest director with a film

that was the most expensive film ever made in Finland. It was a history film. So we continued with

rather big films. Until I started to feel that this was not the kind of life I wanted to lead. At the time,

we didn't have prominent producers in Finland; they all died with television. There were directors

but of course they did not anything about money. I started to feel that my life started to resemble

more like that of a businessman, and I felt very uncomfortable. I started to kind of hate my own life

in a sense. And partly it was because I started so early. And I then had the conviction that there was

nothing else in life except film. And I turned to the point that I stopped making films. I closed the

company and I thought I would never make a film again. But then, almost accidentally, I found my-

self in a convent in Soviet Union. It was the biggest convent in the Soviet Union, because after the

revolution they were closing down churches and monasteries, as you know. But this was on the Es-

thonian side of the boarder, so that way they did not touch it. And I went there just out of curiosity

and came out with a film. And that was not yet the first part of the trilogy, which was "Mysterion".

And then, while I was making "Mysterion", I started to feel a little bit claustrophobic in the convent.

I wanted to breath. One day I got in the car and I drove to a lake near the convent. When I came to

the lake there was again a wall, and I noticed that I walked in. And that was the place where "Tan-

juska and the seven devils" takes place. Father Vassil, the so-called, is in charge of the monastery. It

is not just a monastery, it is his private construction. And then I already started to feel that "Tanjus-

ka" was going to be the second film of the trilogy. And there should be a third one. 

T.S.M.: But the third one was filmed in another area, in India.

P.H.: Yes. But that was not the point that it has to be in the same area. I started to have the

feeling that it is a series of a study of the sacred and the evil, in a way, as "Mysterion". I think it is

a film very much about the beauty of being in holiness. And then "Tanjuska" is much more con-

tradictory. You could also say that it strongly deals with the evil, which is hidden also in religion.

So, it's this thing that kept me going, not the place. 

T.S.M.: Let's see the background. How do you prepare yourself to make a film? Is it going to

take a long time? Do you make research? Do you write a script? Do you back later?

P.H.: The script is only for the money. They never open it when your bank account is opened!

You cannot really write a script on a documentary that deals with people living now. Of course,

you can make a script of the history, but with this kind of film it is not possible. So, yes, I do pre-

pare myself. In "Mysterion" the preparation was in a way that I did not yet know that I was going

to make a film. I stayed for two months with the nuns and helped them to throw shit on the fields

and take care of animals! In the evenings there was nothing else to do really, I was reading what

I found about Russian orthodox theology in Finnish language. This is quite a lot, because Russian

orthodox churches in Finland is the second state religion. So, basically everything is translated.

T.S.M.: So it was in a way that your presence there was a research, to live with the nuns.

P.H.: We got along with them very well.

T.S.M.: Did you write down the scenes?

P.H.: No, because I have a head, I remember them! Yes, I think that basically the script of a

documentary is in the head. What I do is this: I found in Oxford little notebooks with a rubber band

and for many years I made notes in these. Only notes. Never like scenes or scripts. And words or

thoughts that inspired me. And this is quite typical. When I start making a documentary, I start to

read quite a lot. Cause I don’t want to be inspired by the first cliché, when I see it. So I want to be

deep in the situation, that which is obvious, to be already obvious to me also. But then, when I

make the film, people don't talk too much; usually my films are very silent. And if there is voice

also, there is very minimal. So films like such are very non-informative. The information I gather

is only for my own head. And it's not going to end up in my film. And also, for each film I am mak-

ing, there is one piece of music that I start to listen to about two million times when making the

film. Particularly I use it for concentration. Because directing is a hustle-bustle, a chaos, and you

are supposed to do something that is very introvert. It's very hard to change this - particularly be-

cause I work with the camera myself and I had a lot of technical things to do at the time. So, you
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should be able to be introvert very fast, very open. I listen to this music, till it drives me some-

where. I am very modest as a director. I don't live in five-star hotels. I don't mind a room of my

own, wherever it is. In India it can be a room with chaos, but I need at least two hours time for my-

self. Otherwise I can't make films. And this music is never in the end like that in the film.

T.S.M.: It can be completely different? 

P.H.: It can be completely different. In "Three rooms" it was a Finnish pop song from the

50ies! So it can be completely different. Otherwise it has some connection. And then after the film

is finished, I never touch this music, I hate it. But in the same way I kind of collect also knowledge

and thoughts. So when I start shooting, I try to be instinctively ready to know what I am looking

after. Because in a documentary you cannot prepare a situation, as in fiction. You have to recog-

nize, to locate the situation. There has to be chemistry. You must know when it is the time.

T.S.M.: And in all your films, you have the camera yourself? 

P.H.: For my documentaries, yes. In fiction, I don't, because I feel that you leave the actor

alone. The actor becomes a victim of all the technology, and that way I think that somebody has

to protect and take care of the actor. 

T.S.M.: Would not it be an advantage for you to use a cameraman?

P.H.: No. If I cannot shoot myself, I will stop making documentaries. 

T.S.M.: Is it not an advantage for the persons, for the relationships between you and the per-

sons? I mean not to be behind the camera.

P.H.: No, I don't think it is an advantage. I think the relationship is built before I shoot, and the

relationship has to be on some kind of telepathic level. So you should not annoy people during

shooting any more. I don't need to talk to the people during the shootings.

T.S.M.: That was about "Mysterion". What about "Tanjuska"? What did you do with the family?

P.H.: In "Tanjuska", that was a bit different in a sense that, actually I prepared myself very well

for a long time, but for the wrong subject. First I went there without a camera, and I thought this

is an extremely interesting place. Father Vassil was actually against communism, and it was good

to have such places in a communist country. But it was really an interesting village, because it had

a twenty-year fight with the communist boss of the village and father Vassil. They had a fight and

they complained to Moscow. So I met father Vassil who was quite a character. And then the first

time I was shooting, it was just a test, if it is possible to shoot at this kind of place. I remember that

an elderly woman came to me and knocked my camera and said to me quietly: "I just want you

to know that if you have any back-thoughts in your mind, you are going to hell". And I think it was

the best advice for a documentary filmmaker that you can get! Then I went to my room in the

evening and I was thinking about it, and I said "Yes, that's exactly true" - and I don't mean it in an

American sense, it sounds naive - if you are shooting ordinary people in a way you have to love

them". At some moment they get tired, because they didn't imagine that it would take so long.

Everybody who makes documentaries knows this process. You have to be so strongly on their

side, that when all these things come up, you don't reject them. And that was really a difficult sub-

ject with "Tanjuska"; I think it was an excellent advice.

T.S.M.: How did you get to know Tanjuska?

P.H.: It was the first day of real shooting. I started shooting father Vassil. And I felt some kind

of overpower drawing the camera to the right. I turned the camera and it ended up in the face of

Tanjuska and I knew immediately it was going to be a film about her. The problem was that I had

asked the money for another film and I had a complete script for a film about father Vassil. Then

I though "What should I do now?" And I decided I don't tell anybody, because if it turns out to be

a very bad film, who cares? And if it turns out to be a good film, nobody remembers that it was

supposed to be about father Vassil! 

T.S.M.: So you were drawn by Tanjuska.

P.H.: I was taken by her, and it was kind of, in a second I knew it was going to be about her.

T.S.M.: Then, you had to build a relationship with her father, mother and so on? Of all the films,

for me at least, this is the one that is most delicate, difficult, because she is a vulnerable person

and we really feel compassion when we look at her. So how could you balance?

P.H.: Yes. It is true. In these kinds of places it helps to be behind the camera, so that most of

the other people are talking. So, with Tanjuska at the beginning we were not talking at all. We
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were creating a relationship just looking at each other. We didn't have to go on bubbling and talk-

ing nonsense. So it saved me from the responsibility of sociability. And I had very strong contact

with her, so strong that - in orthodox churches there are, I call them, it is not such a nice name, I

think there are always these church-witches, the elderly ladies, who keep order and became very

nervous that Tanjuska has such a strong contact with me, that it could created in her the idea to

get out of the place. At least I don't know if you here have church-witches, but in Russia all or-

thodox churches have them. And you wonder how it is possible for young children to stand up for

seven hours in a ceremony and not to run around and not to scream and shout, or fall asleep. It

is just how the church always teaches them! 

T.S.M.: So, you were in many situations with her father and her mother. Could you tell us more

about it?

P.H.: It was in that sense that I say that I started with the wrong subject. I didn't really know

about them so much. Then I had to learn to know the father. And here, even when I was editing

the film, I made an exception: I decided to edit it exactly in the order that I experienced it. I knew

very well that there are dramaturgical laws against the order that the film was edited. But because

it made me curious and I wanted to find out what was happening, and because my thought of

what I was feeling changed throughout the film, throughout the process. So I saw that I got so

drawn by the curiosity and the will to understand what was happening, so I will let the audience

to have the same feeling. I know that the strongest message of the film was at the wrong mo-

ment, for the dramaturgical rules. But I didn't care for that. So first I saw the father as a saint. It is

so rare that a Russian man leaves his job and gives all his life to his daughter. But then, after one

morning, when he was waking her up, then I came to other thoughts. And then I felt that I had

to meet the mother, because I didn't get an answer what all this was about. This made me go and

talk to the mother.

T.S.M.: I saw that were many hands up when we talked about "Tanjuska". Are there any ques-

tions or comments or thoughts? 

Question: About "Tanjuska". I was mesmerized by the film. When it finished, I had a thousand

questions. The first one that comes up: Was it an abuse story? Because I was left with a vague feel-

ing. 

P.H.: The thing is that, of course, I felt terrible. I asked two psychiatrists; I tried to find an answer

what it is all about. And they were all saying, even they cannot be sure, and when we went to White

Russia to meet the mother, the first night we got from the hotel to the mental hospital asking if

we can come and shoot. And the hospital said they diagnosed that she had schizophrenia. And of

course many times it came to my mind that it is an incest case. The real reason why the father is

with her, why the father has left his own life, is that he is guilty. But as filmmaker we are not here

to give the answers. And I don't have the right to put it in the film. I can keep it as my own doubt

and I can say it as a person here to you. But I don't think that I can put it in the film: it would be im-

moral. So, at least this has been very interesting to show "Tanjuska", because there we see a big cul-

tural difference. The farther I go west from Finland, the more people are angry that I don't solve this

problem. Even in Sweden it was shown in Stockholm in cinema, they said that a psychiatrist has

to be sent there after the film, I said "OK, if you want to sent a psychiatrist, it's up to you". And the

farther West, people got very angry that I don't solve the problem. And then it was shown in Bom-

bay in festival, in India, and nobody demanded it, because they have a different way of life. We in

West think that life is problems and that we solve them. And in East they think that there is a lot of

suffering in life and you have to learn to live with it. So, there was an obvious difference.

Q.: Can I ask two more things about "Tanjuska"? How did you get the permission of the

family? Why did they want this story to be filmed? And the second question: What do you feel

your presence gave to this family?

P.H.: The family had nothing against us shooting. But of course these kinds of places are a hi-

erarchic society, so everything was up to father Vassil. If he says yes, then you shoot. But of course

I wouldn't have done it, I would have sensed if family had something against it. I think they had

gone through such difficulties in life, that I many times saw why people allow you to shoot docu-

mentary films. I think all of us have the need to be seen, like a relief that you are seen. Some of us

need only to be seen by God; some people need to be seen by other people. So, I think we don't
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feel we exist unless we are seen. And the other question was what did it think the film gave to

them. I think what it gave to them is that it changed the way the community treated Tanjuska.

Cause they saw us showing respect to her, so she stopped being an object for the community. But

I have to say that I changed the way I saw father Vassil, because I actually see him as a more posi-

tive character. What was about this family? They have tried the mental hospital, but the mother

took her out, because they gave her insulin shots, which in Finland haven't been given for 40 years.

So the mother instinctively felt that this in a way hurt her daughter. Then they went her to all the

witches - Russia of course is full of them - and they didn't get any help from the witches. And then,

as for almost everybody it was for father Vassil's community, it was their last hope. So, there is a

man in a communist country, who for 25 years is being forbidden. And this place was their last

hope. And he is seen more negatively, because I think that for "Tanjuska" it is an absolutely wrong

place. For example, there were some drug addicts from Petersburg and they have tried everything.

Now they had to get up at 5 o'clock in the morning, they had to go to the church, they had to pray

for four hours in the morning. He was shouting at them and yelling at them. And in this commu-

nity, as they were really in a crazy society, immediately someone was healthy enough, he did things

like carrying one tile from one place to another. Like when we think about our mental hospitals, if

people get better, then they are nobody in the society, they don't have a function in the society. So,

here it was a healing thing how mentally sick were well enough to do some things, immediately

they have a function in the society. So, in that way, it was not so bad for everybody. As with Tan-

juska: she was a young girl and she is not there because of her own will, I think it is not a place for

her. But I think that we helped her position in the society. And of course being a western person I

always think how could I help her and how could I do that. Because they always say then want to

help everybody, it's a good will! Which is good of course! But, sometimes life is just so cruel, that

there is nothing you can do. And I asked a psychiatrist how I could find for her a place in a mental

hospital, as at that time the Freudian doctrine was forbidden in the Soviet Union, so they had just

some underground Freudian books. And some doctors in some areas read them. For example, in

a mental hospital, if it's in the middle of the day and teenage young boys are in bed, you just know

why, i.e. shooting drugs! And doctors didn't know anything. At that time they didn't know anything

about chemistry. So, someone said to me that the only thing she has left was her own conscious,

don't kill that away. So, they were no proper psychiatrists in Russia. And it was a bad idea to take

her in Finland. As I said, I can't do anything, except give her some money.

Q.: I am Swedish …

P.H.: So, you want to help? Good Swedish, good!

Q.: No, no! I don't want to doubt you on that issue. I am a totally different person. It's more

of a technical-direction question. When you were out shooting, you ever stage everything at all?

Your subject is doing something, and the camera was on her, do you ever ask them to do it again,

or arrange reality?

P.H.: Let's go back to the first one. Yes, basically, but never anything they would not do any-

way. So, I ask things like "Can you go from the door and walk there?", this kind of things, but nev-

er things that they would not do. Sometimes I don't think it is a crime, as long as it is loyal to their

normal behaviour, but basically I don't direct them in that sense.

T.S.M.: But you still hesitate to arrange.

P.H.: Yes. Only when it is absolutely necessary, when I feel that I lost something and I need it

in the film. For example, in "Melancholia". Of course let's say this boy has to go home from the mil-

itary academy. We decided together that he takes the metro and nobody comes to take him, that

he is alone to the metro. I don't think it is directing or not. Of course, you have to know where you

are with the camera, but this is what I do very much. But in "Tanjuska" there was nothing like that.

The think I do is, for example, as I said, they went 5 o'clock in the morning to the church, because

I didn't want to wake up the other people, so I went there every morning myself with the cam-

era, knowing that I was not going to shoot, I hang around so much with the camera, that I see re-

ally what's going on, and they get used to having a camera around. Then I shoot very little, but I

have around the camera very much.

T.S.M.: So, it's a 35 or a Super 16?

P.H.: Super 16. At "Tanjuska" it was 35.
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T.S.M.: And you said you shoot very little. Because you are producing this method of relating

very much with your subject. How much of the material do you use?

P.H.: In "Tanjuska" it is one to two. In "Atman" I do 4 to 3. And in the "Three rooms of Melan-

cholia" a little less. So, I am the dream director for every producer!

T.S.M.: Is that because - I don't know if you can answer that yourself - is that because you are so

well prepared? 

P.H.: I think so, yes. But as I hardly shoot people talking sometimes, as in "Tanjuska" I had to

do with the mother and a little bit of the father, I wait for the moment, I hope that I am so well-pre-

pared that my blood-pressure informs me when the picture is important! Because if it goes

through your thought, you are already late. At the documentary, you have to know before, oth-

erwise you are late. 

T.S.M.: Do you do much editing yourself? Do you know the structure of the film from the be-

ginning?

P.H.: Yes. Sometimes, as I said in "Tanjuska" I didn't know and then I decided at the editing

that I edited in the order it was shot. It's only that time, which is very interesting in a documentary

film: "When do you stop shooting?" But for me it has almost always happened so that it's like in

"Tanjuska" one morning I woke up and I said to the crew "That's it". And I knew I didn't have an

end. And then we went to say hallo and we were already back to the car. I went to say goodbye

and I said: "Even though I don't have an end, I have the feeling that that's it". And then we went in,

and Tanjuska - as you see in the film - started to kick the wall, the iron wall and the gate. Then I run

to the car and unpacked he camera. So she is kind of arranging the end for me. I started to shoot

and she was kicking and then, when we were going to the car, she came at the door of the car and

for the first time she said something that was a sentence saying that "Father, you didn't chose me,

mother you didn't chose me"! It was so unreal and that was the last moment. ∆hen I started the car

and we drove away. So she made the ending, so she knew better than I did. But usually somehow

I end up with the end. It is strange in a documentary. It was the opposite with "Melancholia". I had

the structure. The structure was the script. ∞s I know very few of you have seen the film, it is going

to be screened today, so it would be strange to talk about the film now.

T.S.M.: So, let's stay with the method and the professional things. How long does the editing

take place normally?

P.H.: You can say that it has to do with the material. I think it is a matter of time. But I have

also changed the way of editing. "Atman" was a German production; it was the only film that I did-

n't edit myself. What I did was that I didn't trust the editing machine. Now I don't think that any-

more. I thought it was stupid! Now I can use it. So what I did was I was lying in a bed in the hotel

room and edited the film in my head from the beginning to end. And I went to the editor and said

from beginning to end how to use the shots. She edited and we never went backwards. So, just

told her to do that and that and we made some changes, it was only because I had such mistrust

in the machine. Which I actually think it is where editing should take place, in your head, anyway,

not in the machine. I think you should not touch anything before you remember the picture.

T.S.M.: I would like to finish with this professional staff. And then it's the music. You told us that

the music was kind of a method for you.

P.H.: The thing is that I am actually singing it all the time, but most of it comes while I am edit-

ing. At the first step, the music is made especially for the film. And I have a clear picture of how I

want the music to be. I don't know very much about music myself, so I can't describe it to the

composer. I know it is very irritating for the composer, but I give examples. I know it is very hard

for a composer to work like that, to make the music sound like I want it to be.

T.S.M.: Do you generally believe that the music is very important?

P.H.: Yes. In "Tanjuska" there is little music, but it's very important. 

T.S.M.: How would you describe it? What does it mean?

P.H.: It has a different function in different films. In "Atman" the music was made like that: I

went in Bombay, and I called the masters to make recordings of all the old Indian instruments. I

gave them themes like "longing", "happiness", "dust" and I asked them to improvise with these

different themes. So I had hours of improvisation with the masters to different moods. I took these

tapes to a Finnish composer and said "Compose". So he put it in his computer and composed im-
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provisations using the original. I asked him "Can you do it?" And he said "Why not?" Because I

knew that in Finland there were no musicians to play Indian instruments. I wanted to have a com-

bination of Indian instruments with western music

T.S.M.: All your films are feature-films?

P.H.: Yes. 

T.S.M.: Is that because you know from the beginning that you want them to be screened in a

cinema?

P.H.: Of course I would like them to be screened in the cinema, but I don't think about it, this

is not my goal. I think it is like literature: some people write novels, others poems, some epics. I

think if you listen to yourself, you can find them.

T.S.M.: So, you are so careful in composing pictures. You do the shootings yourself with the

camera. So, you don't want your pictures to be pushed in a small box. Is that it?

P.H.: No, I think if I had a lot of money, I would not make films for television. It differs. For ex-

ample, "Tanjuska" is OK on TV. The "Three rooms" suffers very much and the "Mysterion" too.

T.S.M.: What do you do for sound? How do you set up?

P.H.: You mean what kind of crew? It differs a little from film to film. But in these documen-

taries I used ten persons. I think it is extremely important that I don't have to pretend, because

being a film-director is accepting to be a fool. So, I don’t want to have the wrong people with me,

to have stress if a look like a fool. So they know me. So I hired a female camera assistant - because

when I am not shooting myself, I always want a camera assistant. Usually documentary film-

makers don't do it, but I do. I have an Esthonian soundman that was a natural-born talent. He is

very quiet when we shoot. But in the evening he says how it is like in one sentence, he is very

clever. It is also very important for me that I hire the same people, because I know how they look

at life. As I realize, behind the camera sometimes I really lose things, because my visual field is

only 60 degrees around. So we discuss intensively in the evenings after shootings and many

times they notice something I haven't. They are very important people to me. And then I use al-

so local people. In India we were shooting with a 35 camera and it was 600 kilos. We used pub-

lic transport. So I thought I had to have a second cameraman. So I hired an Indian guide to be a

second camera assistant. I had to have somebody who was very big. And he had never seen a

camera before, but he wanted to have some change in his life. So, when we went to Calcutta and

I saw my crew, there was this second camera assistant and I was wondering why he was dressed

in white, because he was the one who was supposed to carry. He said to me "Sorry. I come from

a cast which doesn't carry"! So, that was a bad choice. So, all the night I had to train my cousin

who is a lawyer, to load the batteries. But it worked out. Because it was so heavy, I didn't have

enough strength on my shoulders. In the "Three rooms of Melancholia" Christina, the producer,

who is here, exceptionally was with us in every shooting. At the end, things went very danger-

ous and we both admitted that we could not risk other people's lives anymore. So, then it was

just the two of us. Christina was taking the sound, and she was very good at it. She is very proud

of having her name as the soundperson! So, it depends on the situation. That was the smallest

crew I had, it was Christina and me. 

T.S.M.: So, you always use natural light?

P.H.: No. I use light. I don't think that it is a sin!

T.S.M.: But who is lighting?

P.H.: Me, I am lighting. I use help with the lights sometimes. For example, in the last scene of

"Atman". In India they have this habit: they hang this kind of neon tubes everywhere, on houses,

on the trees. So I took 30 tubes. We had this feast scene where the people come home from a pil-

grimage in the evening. So, I said to my cousin, the lawyer, to ask one guy from the village, be-

cause they hang lighting in such a terrible way!

Q.: I wanted to know the relationship between yourself and the producer. How you are

working together? Let's take the producer who is here today. I have never heard of a producer be-

ing also the sound-person.

P.H.: In "Tanjuska" I say that my relationship with the producer was the most complicated,

because I was the producer myself. But with Christina it was easy. Is there something strange and

weird about it? No!
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Christina: We met just before this film. I feel it was a great honour for me especially to work with

this woman. I am most proud and privileged that she allowed me to work with her together, not

only to take my money and do the film. From my point of view, she got me motivated. She

worked with me respecting each other and helping when help was needed. And the sound, she

was teaching me how this worked, for example which button I should press. Of course, I risked my

life on the train in Moscow. Of course I have seen how things work, because I am always present

during shootings, as a producer. Otherwise you never know what directors are doing, and we

never know about the problems. But it was interesting, because what I did was used in the film.

P.H.: As I said, I use the same crew, even though sometimes I really despise myself for being

too self-sufficient. I think the crew is very important in many ways. If they know their job well, they

instinctively start doing it. It functions; I don't have to do anything. For example, Christina is very

good with children. In "Melancholia" there was this child, who was living in a carton. Really sad.

Christina made him open up. So, in a documentary the crew can really help you. So Christina

bought chickens, real chickens, and gave our names to them and they were very happy to take

care of them. I don't think I hide even the work-style I am looking after or trying to understand of

the theme. And we discuss about all these things during the shootings.

T.S.M.: Let's say that in a way you want to make a family, the feeling of a family, to have trust

and respect.

P.H.: Yes, well I don't like the word "family", but anyway. It has to do more with having clever

and sensitive people with you, who respect others and you know that they can understand what

you are trying to do.

T.S.M.: Do they know from the beginning how the film is going to be? Let's ask Christina. Did

you know from the beginning, or was it a big question mark for you with "Melancholia"?

Chr.: No, it was all clear from the start. In spite of the difficulties we had there. If you find a film

interesting, you know what the director is looking for. Then you can see the right moments, when

the director is achieving this. Sometimes I asked her "Don't you think you should take more shoot-

ings? Do we have enough material?" And she said: "No, we have enough". As she said, she uses

the same crew in many films. And I agree that the discussions at the end are very open. Everybody

knows from the beginning how the film would be.

Q.: How long do you stay with the people in the filming? Do you go there first on your own,

do you introduce yourself, and then come the crew? How long does this process take?

P.H.: It really differs in every film. I think there is a limit with how long. Because sometimes,

when I was doing the "Mysterion" and "Tanjuska", I always sensed when we are too much. I don't

think it's a good idea to stay too long. I think that you force yourself to the people. So, in "Myste-

rion" being more than 5 days I thought that the nuns were really bored and tired. So we went to

eat and then came back, we took a break. So you sense that it's like being with children: it's not

the time, it's the intensity that matters.

Q.: How long did you stay with the children at the military academy when shooting the

"Three rooms"? The atmosphere looked really well set-up.

P.H.: We went there many times - how many? Twice. But we knew the kids very well. The kids

were very carefully chosen, so they were really very relaxed with us.

Q.: Were there any obstacles with the minimal camera?

P.H.: Yes, there were. It's otherwise a very nice camera. But in the spot, it is almost impossible

to load, because it is like a 35 mm camera. You have to open the whole side and the space is small,

your fingers don't fit. So it's a hell. The length of the cassette is a problem. For "Atman" we need-

ed 20 minutes to load the camera and the tape lasted 4 minutes? The problem is not how long the

tape lasts, but how long it takes to load it. Of course you can get used to this, but it is very com-

plicated. I think it is made to be a second camera.

Q.: I have the feeling the "Melancholia" is the biggest co-production. So, did you have to

make any compromises? Did you make many versions? How did you deal with the producers?

P.H.: I have never done any version. Except in "Atman", as I said yesterday in the press meet-

ing. But we had many producers, basically Christina took care of most of them, I didn't deal with

them. So, no compromises at all.

T.S.M.: I want to ask Christina: How many countries are participating in the production?
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Chr.: Not so many countries. We didn't want more countries than needed. So mostly all Scan-

dinavian countries and Finland. We granted the screening rights to ARTE channel. My idea from

the beginning was to use film institutes that do not want many versions, or they do not ask for

things that she should not do anyway. 

P.H.: So, basically, there was only one version, there was one film.

Chr.: There was one film, with subtitles in different languages for each country.

P.H.: When we started, I edited "Melancholia" together with the Finnish editor. He was actu-

ally teaching me how to edit. We edited it in two machines in the beginning. I told him "No ver-

sions allowed". Of course you can change editing, but then you destroy what you did before. That

you don't save any versions, even in the editing. And I hate versions. I think you have to put your

energy in making the film. Because I think the biggest danger of it is that it is very efficient mate-

rial-killer, that it kills your own material for you, so that you cannot lead your material any more;

it becomes dead, because you make versions. I think in editing you have to be very careful that

you don't destroy your emotions towards the material. Because if you do that, this virginity only

goes once and you never get it back, how you edited then. And I think this version thing is very

dangerous. That way it was very crazy how we edited with the editor. We really took different

parts, as I was not quite sure if I had a film. And I did one shot to me, because I thought I had to

have one person who reacts like the audience and can let me know if I have a film. And then what

I did with it is I was looking at it, thinking about it and waiting for the night when I had the feel-

ing that "that's it". But now in a state of mind, the editor would be the best possible audience for

my film, that ideal one person to be the audience for my film. And then I edited it once. Like hav-

ing kind of this wholly sense, to be in this kind of state of mind in one night. So I try - if possible -

to shoot a scene and then only change maximum 10% later.

Q.: Do you find yourself changing the style of shooting during the process of doing your

film? I mean, I have found myself gradually doing shootings until I need the right shots. 

P.H.: For me shooting is usually very nervous, until I notice from the first shot that "this is the

film", that this is really the style. And after that, I become relaxed. Of course you can change the

style purposely, like in "Melancholia" it gets more and more different towards the end. So I have

a sense of the style before I start, I am very convinced how the style is. I have to know. And it's the

same in feature-film; I am extremely nervous before the first shot that I know that this is the film.

Q.: I noticed what you said before, being a fool. Would you like to talk more about it?

P.H.: I think being a filmmaker you are an observer. Even when you make the fiction film, you

are there to observe the actors. The actors are not allowed to observe themselves. So you are the

observer, but still you have to create an atmosphere on the spot. And the essential thing is that in-

ternal contradiction - also in fiction and in documentary films - the internal which you are aiming

at, the internal material, what tells about the inside of people. And you are in the middle of the

material, external chaos, technical slang and military people trying to stop what you are doing.

And sometimes you do not thing how your activity looks like from the outside! Sometimes you re-

ally have to behave in a ridiculous way and not to be ashamed of it, in order to achieve the pos-

sibility to shoot internal material in the middle of external chaos. If you want to look like an intel-

ligent person, you never reach it. √f course your crew is laughing at you. You don't have to mind

it; they are your friends.

Q.: What do you think about digital video? 

P.H.: You mean that with a digital camera I can continue longer! It's a question of kilograms?

What I mean basically is that it is not so important, so far as shooting the film, because the way it

looks like is the beauty of the result. For me making documentary films, directing films is to be be-

hind the camera. For me it is absolutely impossible to tell somebody else what to do, because I

think that it is a different way of perceiving through the camera. It would be impossible for me

to have someone else with the camera. 

Q.: Don't you think that a digital camera has any possibilities at all?

P.H.: I think that it is true. But, on the other side, video has brought only problems and ugli-

ness. I think that the quality of the digital camera is all the time improving and it is interesting. I

think it is turning into something new. But of course the way it is used is problematic, because you

don't become Dostoevsky or Marcel Proust only because you have a digital camera. Basically edit-
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ing is important with the camera. Like when I was sitting in the jury of the Amsterdam festival and

I was looking at this endless amount of digital images and I felt that instead of getting an artistic

catharsis from the art I was getting an epileptic crisis! So there must be something more with the

way it is used. I see it possible shooting in feature-films. Earlier I thought - I could even swear - that

I will be in my coffin with a piece of celluloid in my mouth, but I am so sure any more! In some cas-

es, when things were very dangerous, I had to use a digital camera, for example in Chechnya.

Q.: As you said, sometimes you use lights. Is there a limit between documentary and fiction

for you?

P.H.: This question is always asked and I hate it, I deeply hate it. Nothing more boring. Before

you asked me if a documentary film is objective, if it is true. I think I do both, fiction and docu-

mentary, from a director's point of view the difference is very small. I am trying to portray human

life. I have the same themes in my fictions as I have in my documentaries. Often even documen-

tary filmmakers don't want to see their work as films, they want to see them as documentary films.

I think we should make a new agreement with the audience, in the way as Lars Von Trier has now

made a documentary principle, it means things like that: you are not supposed to put light and

you are not supposed to put any sound afterwards. I think in the area of documentary much more

has happened than in the area of fiction. We have more styles, from reportage to something that

is very close to fiction. And we should learn, instead of the old agreement with the audience, that

documentary is an objective image of reality, that actually a documentary is very subjective.

When I frame the first shot, this is very subjective. When we try to limit documentary, as this kind

of dogma-principle does, that is really moralistic, that is sinful. For me it is sinful if you have this

horrible non-understandable sound, because you didn't manage to get anything with the prop-

er microphone on the spot. So I think we should make a new agreement with the audience that

documentary also is very subjective. And that is more honest, compared to what Lars von Trier is

trying to do, to make documentaries with dogma-principles, which reveal that they are objective.

I think that it is encouraging filmmakers to intellectual dishonesty. 

Q.: I was actually with Lars von Trier for a few weeks. He doesn't defend it. He says the same

thing that you said.

P.H.: So, why is he calling young filmmakers around the world like rabbits following him?

What's the point? I think dogma-principles in fiction were a good provocation. It could create

films twenty times shit compared to three really good films, but still it was a good provocation. At

this point, there is a tendency in fiction to have a fetishist relationship to machines: that the more

cranes and the more lamps you have, the more important filmmaker you are. And actually I think

it is hell that it has to be so complicated. That was a good provocation. With fiction, perhaps there

is some point in making principles. But not with documentaries. Of course it is his followers that

are guilty.

T.S.M.: I think that his knowledge of documentary film is not so great. From my point of view,

Lars's motivation was instead of having endless so-called documentaries, which are boring, and

which many of them are crossing ethnical boarders, to try and give some principles. By the way,

six films he made were really good films. Maybe we have to wait for future results.

Q.: I think that is exactly a question of ethics and most of the films were really interesting.

But they gave no answer. If we have some rules, documentaries should give people some free-

dom to have an epilogue to a film. Maybe we give an opportunity to the people in the film to say

how they feel.

T.S.M.: They say it is social film. If you see the film, you say, "I portray it all right". So I can connect

it with what you are doing. You are always on dealing with people and situations that are very

fragile, so you must have a code of ethics within yourself. 

P.H.: I don't think that dealing with a subject has to do with the question if you make fiction

or documentary. But of course there is big difference in the code of ethics. And of course it is a

very strange form of expressing yourself using other people's lives. It includes straight ethical

problems. But I don't really think that we should set up rules, I think it is basically up to each film-

maker and up to each film that you have to consider the ethics. And it is surprisingly seldom any-

way to have ethics, especially now of course with this - how is it called? - docu-soap. A docu-soap

is to test everyday life and every little thing is filmed. It is a matter of where we put the limit of
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private and public. There of course it is kind of trying to see how many cameras can be put. Of

course now it is possible to put a camera in every hole in the human body. So, of course there has

to be ethics, but all these rules are very boring to me. And the filmmakers also love rules. We don't

need Lars von Trier to make rules, to tell us how to shoot. There is a tendency to a moral code. I

think that every method is possible.

T.S.M.: OK. Let's get back to the thing about versions. You are in a privileged situation, when

you are making films: you are a recognized and honoured filmmaker; it is no so difficult for you,

you are skilful to raise the money for a film. You may do what you want. I know that you also

worked for the television and that you have learned many things there. In this room there are

many people that are at the start of their documentary career. Some of them come from countries

like Finland where there is no public financing for films. What kind of advice can you give to them?

Are some rules if they want to find some money and a producer? By the way, if a producer came

and said that he would like many versions? For a documentary, which are the rules of the game?

P.H.: As I see a film, the director is the whole; he is speaking as the whole of the film. And in

that way, it is natural to have the rights on the film, because that's how it is; because the director

is doing a lot of creative work in many levels. The whole film depends on the director. Of course

I am very conscious that particularly television stations haven taken so much power also in doc-

umentary. There is a tremendous pressure to create material. I think that the important thing

starts from the film schools. In film schools, they train you how you can do this and that. I think a

person with normal brain coming out of a film schools can understand these things in two hours.

In the film schools they try to give you freedom to study what is your own handwriting, what kind

of filmmaker you actually are. And is there something that is particularly your part of filmmaking,

but in some kind of film making it is something that is called "your soul" and looks like you, to be-

come aware of that. Then when you go to the field, which has all those pressures, and sometimes

to the market, then you realise that everything you have learned in the school are not possible. Of

course I know that a person making the first film has very little power against an editor who has

been working for 30 years. So one has to make a little compromise. But when you become con-

scious of what you are as a filmmaker, then you make the smallest compromise. Then you will

struggle all the time to become a director and have the general control over the whole film. If you

never really work, you can't see that, and then you will make the worst compromises. So in your

mind you will never know.

T.S.M.: Let's talk about "Melancholia". It is a film that has no classical grammar. It is very strong,

very moving, a political film also. Is it also a political message?

P.H.: Yes, of course there is a political message. But the starting point of the film is not polit-

ical at all. The film started like that: I was asked by an American producer to be in a project: he

wanted to produce a documentary with the "Ten Commandments", as Kislofski has done with fic-

tion. And he had chosen ten directors from each country to pick up one commandment. And I

picked up the commandment "Don't bear false witness of your neighbour"; I thought it was ex-

tremely interesting. The way I saw it, it was a film about dealing with how the human beings built

images of our enemy in ourselves in many ways. And as we grow up the images of the enemy be-

come so invisible, that you don't know that they exist. And they dictate our reactions and behav-

iour, although they are invisible. And that way they also create a lot of hate. I saw this command-

ment as a way to deal with the false witness of the enemy. So this is … non-political and I still

think it is in the film, it is the main theme of the film. But then of course it is film you have to find

a concrete landscape, where all this takes place and show images. Then it was very obvious for me

very fast that it is going to be the Chechnya war. And maybe I have to admit it is question of

shame, in a way, my own shame, that they are the "Rooms of Melancholia" of my own shame, in

a way: coming from a country which is some kilometres away from Russia, being a young social-

ist and knowing how Soviet Union treats the citizens, knowing that gulags exist, and agreeing

with the common political notion that we don't see because it is their internal affair, accepting it

in a way. And as I now, being a Finn, saw what was going on, I was kind of feeling "Do I pretend

to be quiet the second time?" So, I very well know that all the possible human rights are violated

and it's a crime what is going on. So, I decided this to be the scene. And, as you asked earlier about

the form, for some reason I got an idea in my head, a triptych, that it should be in three parts. And
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I saw the Russians on the left and the Chechens on the right and evil in the middle. So, that was

the triptych actually! This was before anything. And later on, at the editing stage, it developed in

a separation of rooms, as the film is watched in a form. But I felt that there are like rooms that the

audience can enter, every room has a door to the other room, and they are kinds of doors into one

room. So, then, through this process, answering your question that this is in one level political and

underneath there is another level that is non-political. A very long answer to a very simple ques-

tion! 

T.S.M.: Let's go to a much more simple question. Will it be screened in Russia?

P.H.: We are, with Christina, on the process of thinking about that possibility. Of course it's

the Russians that should see the film, but we have not dared to do it yet. Not only because at the

Finnish embassy they have decided - from some letters that have arrived - that they take our

heads off. That's not the reason, but we have to be very careful that we don't violate the people in

the film, as the situation is so unclear in Russia. As Kremlin is more and more going into tyranny,

dictatorship and more and more resembling the Czarism rule. Never really was it a socialist coun-

try. So, and now Putin had the democratically elected President of Chechnya murdered by a trai-

tor for 10 million dollars and prosecuted him to another country. Anyway, they murdered him. So,

we are in contact with Chechens in our film totally and they totally approve the film. They have

shown it in video to many of their friends and they all want it to be screened in Russia, but they

asked us to wait a little bit.

T.S.M.: It is not going to be shown in Russia, but it will be shown in many countries. The good

news is that a film like this will end up on cinema screens in many countries.

P.H.: But also now they have a big conference in May in European Union about the relation-

ship between European Union and Russia. And it is going to be shown before the meeting to the

members. So that is direct politics!

Chr.: Distribution for television has not started yet. We are now distributing the film in 14 Eu-

ropean states plus the United States and Canada at the moment. We hope there will be more.

Thanks to the festival success of the film, we are getting more and more positive response. This

makes me really happy. 

P.H.: I think it is such a big fight to show documentary films on the screen.

Chr.: Yes. And this opens the doors for the coming films as well.

T.S.M.: It also shows that it actually is good time for documentary films. Documentaries are go-

ing back to the cinema very much thanks to stubborn filmmakers like Pirjo Honkasalo! We hope

to see you there tonight!
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