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Abstract

This practice-as-research thesis concentrates on the field of essayistic
filmmaking. Through my practice and the written thesis, | explore how the
montage of interwoven layers of images, sound, interactivity and networking
connectivity can potentially expand the conventions of essayistic filmmaking
practice. At the heart of my research is the creative practice of researching and
developing an online essay film, Grand Tour a film in-debt(ed). The film
explores an alternative reading of the recent Greek financial crisis without
explicitly addressing the crisis, but in the tradition of essayistic filmmaking, by
exploring the disjunctive threads that make links with the past and open the
present to new interpretations. The development of Grand Tour is grounded in
multiple iterative prototypes. Based on this incremental research process, |
explore the possibilities of multiple interwoven layers of montage and the new
creative potentials this creates for essayistic filmmaking practice. | define the
montage of multiple interwoven temporalities as metabatic, and through the
practice of developing Grand Tour, | suggest an alternative way of thinking
about the recent Greek financial crisis which challenges the dominant
narratives.

My inspiration for developing Grand Tour is drawn from the writings of
European travellers who visited Greece in the 18th and 19th centuries. For
more than eight years | immersed myself in extensive archival research and
developed several online film prototypes. Through this research | understood
the role that these travellers had in the formation of the emerging modern
Greek identity and explored their links to subsequent political and financial
interventions and the accumulation of debt in the modern Greek state.
Following the essayistic filmmaking tradition, | dialectically associate the
financial debt with the cultural debt of ancient Greece, suggesting modes of
ambiguity and speculative thinking that describe Greece as a place in a
constantly disjointed state, defined by a series of fragmented political,
economic and cultural past and present encounters. The creative process of
my practice is a montage of multiple disjunctive fragments where linearity is
constantly disrupted. My iterative creative practice and the disjunctive nature
of the film do not offer specific answers and fixed interpretations. Instead,



they suggest and explore questions, and enable new essayistic threads, that
challenge the current limited narratives about the Greek financial crisis.
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How to access and play Grand Tour

The current form of Grand Tour is not fully compatible with all web browsers
and screen resolutions or with mobile devices. To fully access and experience
the film you need to use the latest version of Google Chrome, you need a
screen with a minimum resolution of 1920 by 1080 pixels and you need to
have disabled any active adblockers, site blockers and web trackers. Grand
Tour does not collect any personal data from the viewer accessing the film;
however, viewers need to deactivate any adblockers because the film
incorporates embedded layers of social media feeds. Grand Tour can also be
accessed and fully experienced via private browsing, which all web browsers
offer without disabling adblockers, site blockers and web trackers. The film is
developed based on Google Chrome’s specifications; however, it also works on
other popular browsers such as Firefox and Edge. However, on these browsers
the film has not been user tested and might not function as expected. For
example it does not start automatically, and the viewer needs to select the
play button in the top left corner. It partially works on Android and Apple

based mobile devices.
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This film is best experienced in Google Chrome or Firefox and minimum screen resolution 1920 x 1080.
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Figure 2 - Grand Tour’s home page

To fully access and experience the film you need to use Google Chrome with a
minimum of 1920 by 1080 pixels screen resolution, and you need to have

disabled any active adblockers and site blockers.

11



If your screen does not support 1920 by 1080 resolution you can use the zoom

out option under your browser’s view menu to make the film smaller to fit

within the resolution of your screen.

Chrome File Edit  View History Bookmarks Profiles Tab Window Help

v Always Show Bookmarks Bar
v Always Show Toolbar in Full Screen
Always Show Full URLs

Force Reload This Page
Enter Full Screen

Zoom In

Zoom Out

Cast...

Developer

Figure 3 - Zoom in and out in a web browser.
If you don’t want to deactivate adblockers you can also fully access the film
using Chrome’s incognito window for private browsing (or Firefox’s private

window).
Chrome @ File  Edit View History Bookmarks

New Tab

New Window

New Incognito Window {3 N
Re-open Closed Tab

Open File...

Open Location...

Close Window
Close Tab

Save Page As...

Share

Print...

Figure 4 - Activate private view.
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The film starts automatically; however, if it does not start automatically, click
on the play/pause toggle button in the top left-hand corner of the screen (A) to
start it. The red dots at the top of the screen (B) are active hot spots and if you
click on any of them, they will take you to different parts of the film. Small
flashing arrows and vertical lines within the cinematic frame (C) suggest the

presence of interactive elements. Please use the scrolling wheel of your mouse

to interact with these parts of the film by scrolling up and down.

Hot spots
P —
¢ &Q

\ @ 01:00:08:10

@ Play/Pause toggle

N
@ Scroll up and down

Figure 5 - How to access Grand Tour.

The official URL of the film is www.thegrandtourfilm.uk; however, | created a

version specifically for my PHD submission with a visible timecode (D) that may
help you locate parts of the film that | discuss in my written thesis. This is the

URL for the timecode version: www.thegrandtourfilm.uk/index phd.html.

13


http://www.thegrandtourfilm.uk/
http://www.thegrandtourfilm.uk/index_phd.html

Grand Tour — a film in-debt(ed):

Exploring the possibilities of the essayistic filmmaking form

“You are going to see a beautiful country” — this was what | was
repeating to myself at the same time. The name of Greece, even more
than that of Spain or Italy, is full of promise. You will not meet with a
young man in whom that name does not awaken ideas of beauty, of
light, and of quiet happiness. The least studious school-boys, who
inveigh most eloquently against Greek history and Greek translations,
even if they fall asleep over their lexicon, they dream of Greece.

(About 1857, pp.1-2)

This film is best experienced in Google Chrome or Firefox and minimum screen resolution 1920 x 1080.
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OFFICIAL SELECTION
2021

Figure 6 - Grand Tour’s home page.
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1. Introduction

The online essay film Grand Tour is at the centre of this practice as research
project (PaR). The film is inspired by and based on the writings of 18- and
19%™"-century travellers to Greece. These travellers’ accounts describe Greece
200 years ago, on the eve of its first-ever default. The film also describes
Greece 200 years later, in the middle of its fourth default crisis (Manolopoulos
2011; Gourinchas, Philippon & Vayanos 2016; Varoufakis 2017; Hamilakis
2016). Greek debt has resulted in four significant default episodes and Greeks
have suffered a series of devastating foreign debt crises. In total the country
has been in a state of default for about 50 per cent of the time since 1821, the
year of Greece’s independence (Reinhart & Rogoff 2011, p.21). The solutions
after each crisis have been similar: a series of externally imposed austerity
programmes. The effects of these programmes, that are meant to rescue
Greece, have been devastating (Reinhart & Rogoff 2011, p.21). Grand Tour
draws on the discourses of the Greek crisis, suggesting an alternative reading
of modern Greek reality in the context of its relationship with the past. The
film moves backwards and forwards in time and juxtaposes and synthesises a
multi-layered montage of videos, archive images, animations and social media
posts augmented by interactivity that interweaves these elements together.
Grand Tour draws on the essayistic film's form of disjunctive, dialectic, playful
and subjective qualities to invite an open and creative rethinking of the recent
Greek economic and social crisis. The sub-heading of the title of the film (in-
debt(ed)) refers to the classical debt of the modern western world to ancient
Greek culture and the accumulated financial debt of modern Greece to Europe
(Tziovas 2014; Hanink 2017). This playful arrangement of words suggests a

dialectic and ambivalent association between these two distinct debts,
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amplifying further the dialectic tensions between past and present and

emphasising the dialectic potentials of the film.

1.1 The ‘crisis’

Most of the recent international media coverage and widespread political and
economic attention Greece has recently attracted is defined by the ‘crisis’
(Tziovas 2014; Hamilakis 2016; Hanink 2017). This trend, to reduce Greece and
Greek people to mere by-products of the economic “crisis’, has turned crisis
into the key discourse that currently defines Greece, placing it under a narrow,
restrictive and descriptive label. In ancient Greek, crisis (Greek: H Kpiong)
means ‘choice’ and ‘judgment’. In the context of the recent Greek financial
emergency its meaning takes exactly the opposite direction. The crisis limits
political and economic choices and subsequently restricts the options of Greek
people to re-invent society and imagine possible alternative future trajectories
beyond the crisis. An example of this restricted framework is how the imposed
austerity and political dependency on the Troika’s decisions were presented as
the only available option (Varoufakis 2017). My film explores ways to start
thinking about Greece beyond this restrictive straitjacket of crisis. Grand

Tour is an online essay film that is made as a response to this limiting narrative.
It aims to resist ‘Kpiong” as a reductive narrative and does so by looking at the
crisis in an alternative way that confronts the ‘crisis’ as a predominantly

financial narrative and explores new ways of engaging with the Greek past.
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1.2 The context of this research

Grand Tour contributes to the debate about the crisis that has devastated
Greek society socially, politically and economically (Gourinchas, Philippon &
Vayanos 2016; Varoufakis 2017) but also exists as a research digital media
artefact that supports the objectives of my thesis. One of the key research
aims of creating Grand Tour is to reaffirm the essay film as a form that pushes
the boundaries of filmmaking by exploring the central methodological and
practical parameters of adding interactivity and networked connectivity within
essayistic filmmaking practice through the possibilities of film montage. As
Hudson and Zimmerman argue, following the analysis of 130 digital media
projects, “digital objects are fluid, malleable, responsive and changing”
(Hudson & Zimmerman 2015, p.5) and they have the potential to expand
“thinking about analogue practices”, raising questions and challenging notions
of representation, ethics, genre and authorship (Hudson & Zimmerman 2015,
p.20). Following Hudson and Zimmerman’s argument, my intention is to
explore the further potential of what an essay film is and what it can do,
thereby expanding the understanding of the essayistic discourse.

The form of Grand Tour is unstable and fragmented and the montage of
multiple layers, including interactive and social media layers, is the catalyst
that sets a dialogical process in motion. Grand Tour employs film montage
approaches inspired by Godard’s’ historic montage methods and Farocki’s soft
montage techniques, interwoven with interactive elements and social media
feeds to produce disjunctions, openness and uncertainty, which are common
characteristics of the essayistic form (Corrigan 2011; Rascaroli 2017). The
written thesis brings together the main writings of essay film theorists and

practitioners and theories of film montage, networking and interactivity in
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order to foster an understanding of its precedents and aesthetic roots, and
explore the potentials for essayistic filmmaking. | will suggest in this thesis that
we need to consider an essay film such as Grand Tour as a novel artefact which
is expressed by the key conceptualisations of the essayistic filmmaking practice
and the expressive qualities of interactivity, networked connectivity and

montage.

1.3 The central axis of this research

The axis of my practice-led research revolves around characteristics and key
qualities of the essay film genre. Central to the essay film are dialectical
disjunctions and in-between spaces (Alter 2018; Deleuze 1997b; Montero
2012; Rascaroli 2017). Rascaroli notes that “the dialectical disjunction that is at
the basis of the essay form creates in film in-between spaces that must be
accounted for, in so much as they are central to the essay film’s functioning”
(Rascaroli 2017, p.8). The term ‘in-between spaces’ is used as a process to
develop the film and refers to the gaps, fissures and spaces between the
multiple interwoven layers of the film. In Grand Tour, in-between spaces and
dialectical disjunctions are moulded by montage and amplified by the
interactive and networking qualities of the film. My key assumption is that an
online essay film such as Grand Tour is different from a traditional linear essay
film because it is unstable and interconnected, with multiple interwoven
temporalities available throughout the film, therefore allowing viewers to
develop a critical position and construct new meanings outside the linear
temporal dimension of the film, not only in relation to the film’s expressive
subjectivity (Lopate 1992; Rascaroli 2009) but also to the montage of images,

sounds, interactivity and networking affordances of the film.

18



Grand Tour appropriates montage, interactivity and networked connectivity to
enable an alternative essayistic film practice and create opportunities for
critical reflection about essayistic filmmaking. It is worth emphasising here that
essay films have always had the potential for inviting viewers to take part in
the constructions of a film’s meanings (Alter 2018; Montero 2012; Rascaroli
2017). However, the traditional linear essay film is constructed with the
premise that the viewer will watch it from beginning to end in a linear manner
following a particular line of arguments and thoughts, linked or contrasted
with specific images within a particular timeframe. My argument is that this
potential for inviting viewers into a continuous dialogue with the film and into
the construction of a film’s meanings can be intensified by the montage of
multiple intersected temporalities and amplified by the pervasive use of

interactive and networking elements.
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1.4 Grand Tour

MARCH 12, 1824 20

Figure 7 - Grand Tour’s interface.

Grand Tour invites viewers to look at the past through the eyes of European
travellers; to examine the present through my views of visiting Greece and
collecting sound and images as another modern traveller; to interact with the
interwoven layers and social media feeds, and to experience the actual shock
of the disjunctions of all these layers folding, unfolding and interweaving
together. The role of the interactive and networked elements are designed to
draw the viewer in a simple way into the disjunctive filmic space between past
and present, presence and absence. The main aim of this approach is to allow
viewers, using the fluidity of interactivity and the plasticity of scrolling, to
reimagine historical threads, underscored by the dialectic tensions between
past and present and amplified by the possibilities of montage. In researching
and developing the film, | aimed for continuity in respect to essayistic form,

essay film aesthetics and filmmaking practice. The cinematic conception of
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Grand Tour is contingent on the widely accepted and idealised form of how a
linear film looks, defined by the rectangular cinematic fame. This form of film is
linked to certain framing styles, visual techniques, editing and sound design
principles according to accepted filming, genre and cultural conventions.
However, Grand Tour as a film is also different. It deviates from the traditional
filmmaking essayistic form by incorporating layers that do not apply to usual
cinematic conception, pacing that is controlled by the viewer, interactive hot
spots and interactive animations and embedded social media feeds. Grand
Tour’s multiple layers are constantly folding and unfolding in a fluid
movement, which occurs within the cinematic frame and is driven by
interactivity. The playful use of scrolling mainly carries the interactivity of the
film and is its primary interaction mode. Interactivity operates as a cinematic
feature of Grand Tour but most importantly as an essayistic device that aims to

amplify the fragmentation and dialogic tensions of the film.

1.5 The structure of Grand Tour

Grand Tour is a film that is constructed from multiple interwoven layers. The
underpinning skeleton of Grand Tour is structured around the axis of a 30-
minute-long video that is referred to as the narration layer. While the
narration layer is progressing horizontally, it triggers intertwined layers. The
narration layer is constructed from video footage, motion graphics and
animations and a voice-over. Its text contains letters, diaries and accounts
from travellers who went to Greece during the 18™ and 19'" centuries read by
a female voice; and reflections and thoughts read by me, a male voice. The
intertwined layers are activated by the narration layer, and they include

graphics, sounds, cut-out visuals, interactive animations triggered by the
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viewer and multiple layers of social media feeds. The external layers are
constrained within the rectangular frame of the film and viewers can interact
with these layers by using their mouse to scroll up and down. The graph below

gives a visual explanation of the logic and structure of Grand Tour (figure 8):

Visualisation of Grand Tour’s structure.

. Lo V.
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Figure 8 - Grand Tour’s layers and structure.

This graph is a rigid and one-dimensional visualisation of the structure of
Grand Tour. However, the visual conceptualisation and final disjointed shape
of the film are inspired by the broken and fragmented bodies of the ancient
Greek statues (figure 9) that | saw and studied in my visits to many
archaeological sites and museums across Greece while researching and

shooting Grand Tour.
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Figure 9 - Kritios Boy statue at the National Archaeological Museum of Athens

One particular ancient Greek statue ignited my imagination in developing
Grand Tour and | endeavoured to imaginatively reconstruct its visual qualities

in my creative explorations (figure 10).

Figure 10 - Statue in the National Archaeological Museum of Athens.

The statue is exhibited at the National Archaeological Museum of Athens and
depicts the body of a naked young man without head, arms and lower legs. Its
body and legs are covered with many scratches and scars from the past: wear

and deterioration inflicted by its being buried for many years, and by human
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determination to excavate it. In developing Grand Tour | envisioned the body
of the mutilated statue as the linear narration layer of the film, while the
interactive layers cut into the film and the experience of watching it; like the
carved lines traversing the body of the statue, these interwoven elements are
inscribed onto the body and fabric of Grand Tour, as past and present exist in
the statue. What this image and Grand Tour have in common is the emphasis
on intersected tangible temporalities embodied by the multiple layers and

inscriptions of the past.

1.6 The beginning of Grand Tour

The seed for this research was planted in my mind more than twenty years ago
when | decided to shift the focus of my work from traditional filmmaking to
interactive multimedia and web-based film production. My work has been
greatly inspired by the multimedia work of Chris Marker, and Peter Gabriel’s
Real World Multimedia company. Filmmaker Chris Marker made Immemory
(1997), a multimedia CD-ROM merging film clips and digital technology. In the
booklet that accompanies the CD-ROM, the publisher describes how “Chris
Marker has combined the key fragments of his life and work in the shape of
interactive ‘zones’, about cinema, war, travels. He maps the imaginary country
which extends before him.” In an interesting twist, indicative of the short life
span of digital artefacts, Immemory is now mainly accessible as a linear video
on YouTube. Real World Multimedia reutilised Peter Gabriel’s music and
collaborated with visual artists such as Helen Chadwick to produce a number
of interactive CD-ROMs. The two most successful productions were XPLORA 1
(Coulson, 1993) and EVE (Coulson, 1996). | had the pleasure of playing both
CD-ROMs and | still own a copy of EVE. Despite its age, EVE still looks and feels
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fresh and modern and if you can find an old enough PC to access it, is still a

very enjoyable experience.

1.7 New online frameworks

However, my attempts to integrate my filmmaking ideas into innovative
interactive films failed in one way or another because of the medium's
technical limitations. | mainly produced interactive CD-ROMs with short, low-
resolution films that failed to materialise my ambition to create a fully
immersive cinematic experience. However, during the last decade the rapid
expansion of broadband internet access and network technologies, combined
with a number of interactive video technologies and new HTML5 based video
streaming frameworks that have been developed, has resulted in the
resurrection of my very old dream. These web technologies employ new ways
of encoding and compressing data, allowing the more efficient integration of
videos, photos, comments and interactivity (Devlin 2012). All these new media
frameworks and video streaming services, merged with the increasing use of
social networking sites as central ways of connecting people (Shirky 2008;
Lovink 2012; Fuchs 2013), have created the conditions for a new type of online
video which is described as web native video (Dovey & Rose 2012, p.163). The
key feature of web native videos is that they can play directly in any web
browser without the need for specialised plugins. The early versions of all web
browsers required specialised QuickTime, Flash or Windows Media Player
plugins in order to play videos. This was considered to be a serious usability
issue (Lawson & Sharp, 2011) and also isolated the online video content from
the interconnected affordances of the web. It operated rather like a traditional

TV set in a hypermediated environment (Dovey & Rose 2012, p.164). The most
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popular plugin for accessing online video was Flash Player (Moss 2020). Apple’s
decision not to support Flash on iPhones and iPads made Flash obsolete and it
was gradually displaced by the new browser HTML5 mark-up language and
protocols (Devlin 2012). Currently, all popular browsers, including Chrome,
Firefox, Safari and Edge, support native video playback (no plugins are
required) by utilising the latest HTML5 mark-up language. Grand Tour utilises
the latest HTML5 frameworks that support web native video. The key intention
of using web native video is to draw the viewer into the cinematic space of the
film in a simple and effortless way, without any technical barriers, pop-up
windows or extra plugin requirements, and to fully exploit the interactive and

networking affordances of the native capabilities of web browsers.

1.8 Interactive essay films

Exploring interactivity and networked connectivity in the context of essayistic
film making is a problematic task because of the limited literature exploring
interactive essay films. Furthermore, the existence of only one film, Grey
Skies/Blue Skies (Brasier, 2014), as far as | know, which is defined as an
interactive essay film, makes the contextualisation of Grand Tour even more
complicated. Hannah Brasier is an academic and media practitioner who, as
part of her PhD, produced Grey Skies/Blue Skies, a film she defines as an online
interactive essay film. Brassier describes her film as interactive essay film that
“attempts to translate a strong authorial thinking voice, characteristic of the
essay film, to develop a multilinear voice specific to the online environment”
(Brasier 2017, p.28). Grey Skies/Blue Skies was made using the Korsakow
authoring software and it is accessible online on Brassier’s personal web site.

Grey Skies/Blue Skies has a very simple interface that allows viewers to follow a
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non-linear poetic narrative by clicking on different actionable short video clips
and aims to develop a multilinear essayistic voice. Grey Skies/Blue Skies is
typical film made in the Korsakow system that follows the principles of
database cinema, which | will explore in more detail in chapter two. Its
multilinearity and narrative openness is fascinating; however, it is lacking
interactive fluidity and filmic qualities. The starting point of my practice is that
in making Grand Tour | aimed for continuity with essayistic film practices and
film aesthetics. Grand Tour proposes a form of film that is an assemblage of
cinematic conventions, interactive gestures and networked connectivity,
conveyed through its montage aesthetics. Furthermore, in Grand Tour
montage and interactivity functions as an essayistic rhetoric device that
disrupts, both tangibly and metaphorically, the filmic linearity and continuity,
in order to unwrap another hidden continuity, the historical continuity of the
modern Greek nation being defined by debt, nostalgia for an elusive idealised
ancient past and external political interference. The dialectic tensions between
past and present define and drive the montage, interactivity, and social media

manifestation of the film.

1.9 idocs

Because of the limited literature and the few interactive essay film paradigms, |
expanded the scope of my study to a relatively new type of online film
described as interactive documentaries (idocs). An idoc is very broadly defined
as “any project that starts with the intention to engage with the ‘real’, and that
uses interactive digital technology to realise this intention” (Aston & Gaudenzi
2012, p.124). The definition is very open and incorporates many different

types of digital and online projects that have been labelled as web-docs,
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transmedia documentaries and cross-platform docs. The key thread that
connects all these idoc projects is that they incorporate elements of
interactivity and documentary practice (Aston & Gaudenzi 2012). My thinking
and my written thesis build on the work of interactive documentaries and the
related scholarly research and practice. | focus in particular on their work
around the concepts of interactivity. The starting point of how interactivity is
understood in this thesis is based broadly on Andersen’s classification that “An
interactive work is a work where the reader can physically change the
discourse in a way that is interpretable and produces meaning within the
discourse itself” (Andersen 1990, p.89). | also take inspiration from Gaudenzi’s
(2013) investigation of the notion of “living documentary” (Gaudenzi 2013,
p.72) and her work to conceptualise interactivity as an open and relational
process where the “The user is not ‘observing’ the digital artefact, not
‘controlling’ it, but ‘being transformed’ by it” (Gaudenzi 2013, p.75). | also
draw on the experiential dimensions of the interactive and the “potential to
produce knowledge or understanding through embodied experience” (Nash
2021, p.7) from the perspective of the viewer. A last strand of my thinking
follows and develops the notion of “para-functionality” established by Dunne
(2008, p.43). Para-functionality describes art and design projects that
exemplify functional estrangement, where function is used to encourage
reflection and not functionality. Merging these four diverse bodies of research
and thinking produces my conceptual framework in the context of my written

thesis and my online essay film Grand Tour.
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1.10 Metabatic montage

The biggest challenge of making a film such as Grand Tour is how to assemble
all the separate interactive and networked audio-visual layers. Assembling all
the individual parts of a film is what filmmakers define as montage. Montage,
in its current cinematic state, has been around for more than a hundred years.
In the early decades of the 20'" century, Soviet filmmakers created the
foundations of montage as we know it today (Dancyger 2018; Frierson 2018).
This thesis, in the context of essayistic filmmaking and creating an online film
such as Grand Tour, proposes a new conceptualisation of montage that is
conveyed through cinematic conventions, interactive creative gestures and
networked connectivity. This potential new notion of film montage is termed
as metabatic montage. The term ‘metabatic’ originates from the Greek word
puetaBaong, which describes the temporary transitional state between two
distinctive modes. In the context of my work, metabasis describes the state of
the film where the linear progression of the film is paused but at the same
time the film is still progressing through the montage of its multiple interactive
and networked interwoven layers. Grand Tour does not progress sequentially
as a traditional linear essay film, but rather reacts and interacts dialogically
with the viewer and the world and itself. Grand Tour is a film constructed by a
metabatic montage of gaps, cracks and in-between spaces, ambiguities and
disjunctions that tear apart the fabric of the film. Metabatic montage
dialectically associates all these elements together, and is the key aspect of
differentiation from traditional linear essay films. The written thesis
interrogates the gaps or the in-between spaces the viewer experiences while
watching Grand Tour. These spaces are carved into the fabric of the film and

are defined by the disjunctions and juxtapositions between images and

29



different media, between the past and the present and between the viewer
and the film. Metabatic montage is central to any understanding of Grand
Tour. Montage in Grand Tour enables viewers to make multiple connections in
an interconnected and interactive web of several layers that surround and
shape the disjunctive structure of the film. Grand Tour’s metabatic montage is
augmented and amplified by interactivity and is used as a method of essayistic
enquiry for reflexive exploration about the historical, cultural and political
dimensions of Greek indebtedness and the past. Through the accounts of
foreign travellers, Grand Tour explores the historical, political and social
developments that began/occurred in Greek society 200 years ago. But it also
explores the capacity of the film to make connections between past and
present, ideas and conceptions and trace an essayistic trajectory that has

always been there but was not visible.

1.11 The main research questions

In this written component of my PaR project, | focus on four key research

themes and enquiries:

1. What possibilities emerge from the development of an online essay film
in the exploration of the recent Greek crisis, and how might this develop
new essayistic ways of thinking that counteract current narratives about
the crisis?

2. To what degree do the creative practices of embedding interconnected
temporalities within the layers of an online essay film offer potentially
new possibilities of thinking about the Greek past and develop renewed

ways of engaging with the present?
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3. To what extent do the iterative prototypes and practical essayistic
explorations of adding interactivity and networked connectivity as part
of an online essay film potentially expand the conventions of essayistic
filmmaking practices?

4. How can film montage practices, augmented by interactivity and
networked connectivity, be deployed to explore and potentially amplify
the dialectic possibilities of an online essay film, and how do they

potentially expand earlier conceptualisations of film montage?

My research uniquely locates these questions in the exploration of essayistic
film practice and emerges through the collision of digital media practice,
interactivity, film montage and networked connectivity. The film is located at
the intersection between digital media and essayistic filmmaking. This practice-
based research is pertinent because it progresses the understanding of what
an essay film can be. It is relevant to current practice and is a continuation of
the cutting edge and experimental essay film tradition, maintaining the legacy
of experimentation with the form and the latest technological developments
(Alter 2018; Rascaroli 2017). Alter (2018) observes that “Historically, essays
tend to appear in times of crisis” (2018, p.15), and she quotes Homi Bhabha
that “In every state of emergency there is an emergence” (2018, p.15). Grand
Tour is a response to such a crisis, which is still unfolding in Greece, but it is
also an expression of this crisis. It is an attempt to create a film that reflects
the (re)current economic disasters and fragmentation of Greek society. Grand
Tour aims to resist being a reductive narrative and does so by looking at the
crisis in an alternative way that confronts the ‘crisis’ as a dominant narrative
and explores new dialectic forms of engaging with the Greek past as part of the

present of Greece.
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1.12 Thesis structure

The written thesis is divided into eight chapters. In the first chapter | introduce
the project, its main arguments, theoretical references and the main research
questions. The second chapter provides an overview of the methodological
background to this study. | position my work within the context of academic
practice-as-research (PaR), but also relate it to academic discussions that bring
together academic inquiry and creative practice, such as practice-based and
practice-led research. This discussion is followed by a review of the iterative
development of Grand Tour and the design of several prototypes over six
years, including the specific challenges and questions that | encountered
during the development of the film. The iterative progression between the
different stages of my artistic practice and exploration is also reflected in the
structure of the thesis. From chapter three to chapter seven the thesis
develops in a cyclical way through a series of layered iterative discussions
about the key themes of this PaR project: essayistic filmmaking; film montage;
Interactivity and social media. The progression of the thesis reflects my
recursive methodological approach and the disjunctive interactive structure of
the film. This mirrors the multidimensional and interdisciplinary journey across
several non-linear developmental phases of creating Grand Tour, echoing the
film’s key themes of cyclical debt dramas, (re)current defaults and political
disasters of modern Greece. Chapters three to seven each initiate an iterative
cycle that appropriates and expands upon the previous themes and generates
pertinent critical and theoretical foundations to support the research aims and
practical explorations of the thesis. This process requires frequent cross
referencing, signposting and to some degree repetitions and recurrences of

themes, theoretical clarifications and arguments between the chapters. During
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the final stages of editing the thesis | tried to minimise repetitions, overlaps
and signposting. However, in order to maintain a coherent framework and
conceptual thread, and to sharpen the focus of the understandings emerging
from my research, | maintained throughout the thesis some repetitions of
arguments and themes.

This iterative hierarchy starts in chapter three with my discussion about essay
films, which addresses the context of this study, essayistic filmmaking. This
chapter explores the fundamental theoretical concepts that underline
essayistic filmmaking. The aim of this chapter is to create a critical theoretical
foundation of key essay film concepts and to formulate a platform that will
enable a discussion around the potentials of essayistic filmmaking in the
context of this practice-as-research project.

The fourth chapter investigates film montage and attempts to provide an initial
conceptualisation of what metabatic montage is. The starting point for this
iteration is the complex layering in Grand Tour of multiple disjointed videos,
sounds, social media feeds and interactivity. This demanded that | explore new
concepts and review appropriate concepts of film montage in order to discuss
its dialogical potentials. In the first part of this chapter | revisit key concepts
discussed in chapter three about the dialogic qualities of essay films; | examine
the origins of dialectic montage with a particular focus on the work of early
Soviet filmmakers and Deleuze’s notion of in-between space. In the second
part of this chapter | critically review three key notions central to my research
themes: Manovich’s conceptualisation of spatial montage; Farocki’s notion of
soft montage; and Godard’s historic montage method.

Chapter five focuses on revealing the possibilities of interactivity. The main
aims of this chapter are initially to establish a foundation layer of key concepts

about interactivity and then to explore interactivity further in relation to Grand
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Tour as an affordance that creates a unique dialogue between the text, the
filmmaker and the viewers of the film. This chapter iterates some key concepts
discussed in chapters three and four about essay films and dialectic montage.
It focusses on exploring the dialectical relationships that open up between the
layers of Grand Tour when they are mobilised, merged and juxtaposed with
the intertwined layers of interactivity.

Chapter six investigates the networked elements of the film. In this iteration
the aim is to explore how Grand Tour renders real time social experiences
within the fabric of the film. This chapter iterates discussions from previous
sections of the thesis with the aim of refocusing them on the essayistic notion
of subjectivity and multi-vocality. Chapter six builds upon these key essayistic
notions and attempts to explore the dialogue between the film’s multi-layered
subjectivity and the social media voices captured within the space of the film.
Chapter seven is the final iterative step before the conclusion of the thesis. The
structure of chapter seven is an essayistic amalgamation of themes and
arguments explored in the previous chapters. Its conceptual thread builds
upon all the previous iterations; however, it reflects the essayistic, dialectic,
and disjunctive qualities of Grand Tour itself. It explores in essayistic way
scenes and parts extracted from the final iteration of Grand Tour, examining its
disjunctive openness, dialogic potentials, and how the film suggests a unique
way of thinking about the recent Greek financial crisis. It defines further the
concept of metabatic montage and explores the essayistic ways in which Grand
Tour goes beyond traditional sequential methods of montage by exploiting the
networked and interactive properties of native online films, which transform
viewing into a playful, digressive and dialogic experience. The last chapter of
the research seeks to illustrate how this practice-as-research project

rearticulates aspects of essayistic filmmaking, explores the implications of

34



adding interactive and networked elements, and outlines the dialectic

potentials of this form of essayistic filmmaking practice.
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2. Methodology

In chapter two | discuss my methodological approach. The main point of
departure for this PaR project emerged from my film montage practice and my
creative encounter with essayistic filmmaking, online media production
technologies, interactivity and networked platforms. My methodology's
iterative cycles of creative exploration and practice are at the heart of my
approach. The questions explored in this thesis have emerged from several
iterations and overlapping stages of creative developments and practical
experimentations that have become the foundations for this research

project. In embracing the openness of essayistic filmmaking practise and the
experimental essay film tradition, my methodology focuses on generating
guestions, exploring new paths and revealing the expressive potentials of film
montage, interactivity and connectivity in the context of essayistic filmmaking
practices. The focus of my methodological approach is on the creative research
process, rather than on finding explicit answers, providing detailed practical
solutions, or arriving at a definite end point. The methodological basis of my
research process is in effect a cycle of researching, knowledge gathering,
prototyping, developing and testing. It is a series of iterative production and
research cycles through which knowledge, practical montage approaches and
essayistic possibilities surface iteratively.

| start the discussion by defining the main methodological approaches of this
research, which aimed to build and experiment with multiple prototypes (Dam,
Siang, 2021). In the first part | review the main filming approaches and the
extensive archive research. In the final part | discuss the iterative prototyping
process | followed to develop the practical component of this PaR project, the

online essay film Grand Tour.
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2.1 Practice-as-Research

In this thesis | am exploring the research topic through my creative practice.
My film is developed within the context of practice as research (Nelson 2013)
but also relates to other academic discussions that bring together academic
inquiry and creative practice, such as practice-based and practice-led research
(Batty & Kerrigan 2018). For Nelson, practice as research (PaR) “involves a
research project in which practice is a key method of inquiry and where, in
respect of the arts, a practice (creative writing, dance, musical score/
performance, theatre/performance, visual exhibition, film or other cultural
practice) is submitted as substantial evidence of a research inquiry” (Nelson
2013, p.9).

Batty and Kerrigan recognise the difficulty of defining practice-based
methodologies in creative research. However, for methodological purposes
they define two main types of creative practice research: practice-based
research and research-led practice; practice-led research and practice as
research. (Batty & Kerrigan 2018). Practice-based research is the “result of
research and therefore preforms the research findings” and practice-led
research “is used as a site for systematically gathering reflections on the
process of doing/making in order to contribute knowledge to the practice of
doing/making” (Batty & Kerrigan 2018, p.7).

Based on these definitions the methodological approach of this research is
closer to Nelson’s definition of practice as research (PaR); however, it
appropriates concepts from both methods. It is comprised of two main
elements: an online film which is the “product” of the research; and a “durable
record”, a written thesis which provides evidence of the process and context,

and includes a conceptual framework for the research. Grand Tour, the
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“product” (Nelson 2013, p.26) of the PaR, is the result of research of “multiple
modes of evidence reflecting a multi-mode research inquiry.” (Nelson 2013,

p.26) and the final online film preforms the research findings; however, it also
includes elements of systematically gathered critical reflections on the process

of creating the film (Batty & Kerrigan 2018, p.7).

2.2 Filming

The main body of location filming for Grand Tour was completed relatively
early, between 2015 and 2018, but sporadic filming continued after 2018. The
first location filming took place in Athens in 2015. The focus of my filming was
on places and locations. | used a combination of static filming on a tripod and
handheld filming. The main camera | used was a lightweight 4K mirrorless
video camera which allowed me easy access to public spaces. Through the
filming | was interested in emphasising two main visual modalities: a multi-
layered modality that represents the many visible layers of history that are
omnipresent in most parts of Greece, and a fluid modality that embodies
movement and visually represents the journeys of travellers in Greece. The
first modality is mainly represented through the use of long and wide shots of
spaces with visible layers of history, such as the ancient agora in Athens (figure
11) and Thessaloniki (figure 12), the ancient site of Delphi and the ancient
oracle in Dodoni. The aim is for the camera to capture the accumulated layers
of history, which are clearly visible, and highlight their juxtaposition with the

modern Greek reality (figure 12).

38



-

¥ |
""..\

LNE

Ih'ﬂ LT
‘l!’ ol N

Figure 12 - View of Navarino Square, Thessaloniki. Screenshot from Grand Tour.

The second modality embodies movement and is represented through
handheld and tracking filming. Traveling to the actual places the early

travellers went to on their journeys, and filming some of these real locations, is
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an effort to instigate what Rickly-Boyd describes as ‘existential authenticity’
through the use of film (Rickly-Boyd, 2013). Through my filming, temporal and
spatial locations that are separated by 200 years, one belonging to the
travellers and the other my own in the present, unite dialectically inside the

online shared space of Grand Tour (figure 13).

Figure 13 - View from inside the car, loannina. Screenshot from Grand Tour.

2.3 Archive research

Archives play an important role in the research and production of Grand Tour.
Visualising and voicing out archive materials has a significant role in the film.
However, Grand Tour’s archival dimension is structured not only of historical
texts and visual documents, but also of social media assemblies of posts, feeds,
videos and hashtag collections. My archival research explored a very wide
bibliography of British, French and Italian travellers and included images,
maps, sketches and diagrams written by European travellers who visited
Ottoman-occupied Greek territories from the 18t to 19'" centuries. Views of

Greece have been deeply influenced by the writings of Lord Byron and his
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description of modern Greece as a land haunted by its ancient past and as “a
female needing rescue from a Turk by a saviour from the West” (Roessel, 2002
p.8). Lord Byron described the early British travellers to Greece as the Levant
lunatics, unleashed for the antiquities of Greece (Tregaskis 1979). Eisner
comments, for the same period, that the age of “travel to Greece — to paint
her, loot her and write about her, had just begun” (Eisner, 1993 p.89). An
anonymous critic in the Quarterly Review of July 1814 wrote: “No man is now
accounted a traveller, who has not bathed in the Eurotas and tasted the olives
of Attica; while, on the other hand, it is an introduction to the best company
and passport to a literary distinction, to be member of the ‘Athenian Club’, and
to have scratched one’s name upon a fragment of the Parthenon” (Eisner,
1993 p.89). The majority of the travellers' writings are digitised by Google and
are out of copyright and freely available for any type of use and re-use through
the www.archive.org website. Giving voice to the archive and my
considerations about how it is presented and performed are key parts of my
creative research. By removing the journals from their original context, | have
decontextualised them, but they still possess and preserve some of their
indexical qualities. Furthermore, these qualities are loaded with specific
historical weight. By re-appropriating these journal passages and juxtaposing
them into the new context of the film, they clash together and produce new
meanings and new interpretations, although all the raw archive materials and
direct quotes are carefully kept in their original form, highlighting my key
motivation to construct and maintain a direct and authentic thread with the
actual past of early Greek history. Based on the collected archive texts and
direct quotes | recorded the voice-over of the female traveller in the narration

layer of the film (see Appendix 3 for the voice-over script).
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2.4 Prototyping

In this section | will discuss the process of prototyping as | would like to
introduce my initial creative work, experiments and thinking process, including
specific challenges and questions that | have encountered during the iterative
development of the film. The PaR project is grounded in many prototyping
experiments. All prototypes were low fidelity small scale versions of online
films, but sufficient to explore different scenarios and allow me to make
decisions about aspects of: the editing; the style of motion graphics and
animations; the length of film segments; the interactive elements; and the
manifestation of social media within the film. These prototypes were limited
online working models of specific concepts that allowed me to visualise my
ideas and explore their appropriateness. This iterative prototyping PaR
methodology helped the development of Grand Tour immensely by allowing
me to visualise my ideas as something more tangible that | could use, see, feel,
play with and test.

There are multiple layers to the methodology of this PaR project, and it is
grounded in an iterative process that constantly moves back and forth
between practice and conceptualisation, and between different sections of the
thesis. The iterative methodological approach is based on design thinking
practice and its iterative prototype-based methodology (Brown 2009). My
main motivation in following this methodological approach was to not allow
myself to form ideas and concepts too early, but rather to allow fluid notions
and conceptions about essay films, montage, interactivity and social media to
undo fixed ideas in order for new thinking about montage and essayistic

filmmaking to emerge.
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2.5 Prototyping as ideas generator

One of the key values of prototyping is that it is generative, which means

that as you work through the prototyping process of experimentation and
testing you generate and reject ideas (Brown 2009). The activity of building
prototypes encouraged my reflections and thinking about different
possibilities. Working between multiple iterations and practical experiments
with the film, new ideas emerged and unique connections were formed that go
beyond a simple dialectics of trial and error. Prototyping helped me to decide
what worked and what did not work well in an essayistic filmmaking context,
and also to discover and define the limitations of the technologies | used and
consider alternative solutions. The prototypes were used mainly as conceptual,
creative and technical springboards to test diverse approaches and explore
different parts of the film, in order to integrate the interactive and networked

layers inside the film frame (see Appendix 1 for links to the porotypes).

2.6 Prototyping process

| started developing Grand Tour in 2016. Grand Tour’s final iteration was
completed by December 2019 however it formally went live on the 1% of
January 2021. During these five years of creative practice working on the film |
took multiple and diverse roles. The task was daunting and involved applying
multiple skills and using completely different mindsets. In the early stages of
my creative practice, | followed a holistic approach and worked on the
different components of the film in parallel, for example, by editing the film
and developing the interactive online elements at the same time. This working
pattern was unproductive and led to frustrations and many unfinished

prototypes. Reflecting on these initial frustrating delays and poor results |
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decided to experiment with the double diamond process. This process was
developed by the British Design Council and describes a “process of exploring
an issue more widely or deeply (divergent thinking) and then taking focused
action (convergent thinking)” (Design Council, 2019). | started making much
smaller scale prototypes and followed a role based working process. | worked
on each individual component of the film with a single role, mindset and
skillset, for example as film editor, sound designer, graphic or web designer.
This shift in my artistic practice allowed me to break the film into small parts
and creative tasks. This gave me the creative freedom to be more experimental
in my practice and also the structure to finish the multiple creative tasks.
However, this approach created gaps, overlaps, repetitions, and lags between
the several components of the film. Usually in online interactive projects such
as Grand Tour there is a team of people with diverse skills working together at
the same time throughout the project or during specific development stages.
Typically, the core team consists of a producer, director, researchers, writer
and a designer, along with the support roles of film editor, cinematographer,
assistants, sound designer and web developer. In creating Grand Tour, | played
all these roles. Therefore, several parts of the film (video and audio, interactive
elements, and social media) did not progress uniformly during the several
iterations. Until the last and current iteration of the film there were always
delays and conceptual and developmental lags and gaps between the diverse

elements and dimensions of the film.
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2.7 The prototypes

During the development period of Grand Tour, | have developed the current
final version of the film, two core prototypes, and many smaller scale
experiments. | cannot review all the different stages and prototypes |
developed, before | reached the final form of Grand Tour. However, | will
examine two key iterations of Grand Tour to illuminate how, through my
creative practice, | explored my research queries. | believe it is important as
part of this PaR project to trace and review the key iterative developmental
stages of my creative research work because developing digital media projects
is part of what Murray (2012) defines as a “broader collective effort of making
meaning through the invention and refinement of digital media conventions”,
and by creating new digital media artefacts and develop new methods “we
expand our ability to understand the world and to connect with one another”

(Murray 2012, p. 2).
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2.8 Grand Tour — First prototype (2016)

The first iteration of the film was developed based on the assumption that the

final film had two divergent interactive paths (figure 14).

The Grand Tour
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Figure 14 - Screenshot from the first iteration of Grand Tour.

My initial motivation was to allow viewers to access the film though two
different non-linear paths that moved in opposite directions: the present path
on the left and the past path on the right (see Appendix 1 for the link to first
porotype). | believed at this stage that the past/present dichotomy needed to
be very clear from the opening of the film and would allow viewers to choose
their non-linear paths from the very beginning of their online experience. In
line with this approach, the early iterations of Grand Tour were largely based
on the concept of an online interactive digital object with multiple non-linear
paths and an interface that links together semi-autonomous interconnected
blocks. The film based on the first prototype consisted of a number of
interconnected building blocks/web pages and each individual block/page had

an embedded short YouTube video (figure 15).
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Figure 15 - Screenshot from the first iteration of Grand Tour.

These blocks/pages have been described as clips (Manovich 2002) “SNUs” or
“smallest narrative units” (Soar 2014), “shots” (Miles 2008), and “story
currents” (Weinbren 2007). These descriptions largely reflect the concept of
the film as database (Manovich 2001, Lovink and Niederer 2008). Manovich
attributes new media work “as the construction of an interface to a database”
(Manovich 2001, p.226). Developing Grand Tour as an online film driven by a
database of searchable YouTube clips, and sequences with stable and firm
boundaries between the separate elements, was intended to fulfil one of the
aims of the film which was to create dialectical tensions between the distinct
parts of the film. However, after a number of screenings, reflecting on the
feedback and echoing my initial research aims, | realised that this approach
lacked the cinematic qualities and potential to invite viewers into an open
dialogic exchange and to generate the dialectic tensions and disjunctions |
wanted Grand Tour to embrace. | wanted Grand Tour’s online assemblage to

operate on another level, in line with essayistic thinking and filmmaking
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practices: a cinematic experience that echoes the ambiguous relationship
between past and present and embodies the diachronic oscillation of Greece’s
perceived image in Europe between the imaginary ancient classical ideal and
the exoticization of the land of modern Greeks (Tziovas 2014; Hanink 2017).
Greece’s image in Europe is inspired by 19'™"-century Romanticism and German
Classicism (Roessel 2002). Goethe, in his reworking of the ancient Greek
tragedy “Idyévela év Tavpolg” by Euripides, describes this 19'™" - century

longing for a vanished ancient Greek greatness when he writes:

My sad soul seeking from the Grecian soul,
But to my sighs the waves bring no reply
Save hollow murmurs rolling from afar.

(Goethe 1851, p.2)

Delacroix also expressed his philhellenism in his famous painting the Massacre
of Chios (1824), while Shelley declared that “We all Greeks” (Shelley, 1866). In
contrast, David Hume found that “the intelligence, industriousness and
efficiency of ancient Greeks has nothing in common with the stupidity and
laziness of the current inhabitants of the region” (quoted by Glykofrydi-
Leontsini, 2016, p.359). Also in a more recent statement the French president
Valéry Giscard d’ Estaing (2020) stated, “To be perfectly frank, it was a mistake
to accept Greece .... Greece simply wasn’t ready. Greece is basically an Oriental
country” (Spiegel 2012, para.13). This ambiguous perception of modern
Greece by other European countries originates with Jakob Philipp Fallmerayer,

who arrogantly declared in 1830 that:

48



The race of the Hellenes has been wiped out in Europe. Physical beauty,
intellectual brilliance, innate harmony and simplicity, art, competition,
city, village, the splendour of column and temple — indeed, even the
name has disappeared from the surface of the Greek continent [...]. Not
the slightest drop of undiluted Hellenic blood flows in the veins of the
Christian population of present-day Greece” (Fallmerayer 1830,

translated from the German by Elsie, no date, para. 1).

As Jusdanis notes, “the peculiar situation of Greek culture is reflected in its
very name: modern Greek. The qualifier reinforces the advantages of
survivalism yet urges negative comparisons. Modern Greeks feel themselves
belated in respect to the European and inferior in respect to the classical”
(Jusdanis 1991, p.67). However, this admiration for an idealised classical
Greece and a contempt for modern Greece is still a reality. It is clearly reflected
in the representation of Greece in the international media during the years of
the Greek crisis started in 2010 (Tziovas 2014; Hanink 2017; Hamilakis 2016).
An “orientalist” view of Greece, echoing Edward Said (1978), is full of stories of
laziness, corruption, lack of discipline, recklessness and dishonesty, qualities
that can be also found in abundance in the journals of many European
travellers to Greece in the 18™ and 19*" centuries (Jusdanis 1991; Glykofrydi-
Leontsini 2016).

The compartmentalised rigidity and absence of fluidity of the database logic
was not able to embody and capture the openness and uncertainty of these
dialectic tensions and create an online cinematic space with the dialogic
qualities that materialise the disjunctive coexistence of past and present, the
key modality that | wanted viewers to sustain while watching and interacting

with Grand Tour.
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2.9 Grand Tour — Second prototype (2017)

|
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Figure 16 - Screenshot from the second iteration of Grand Tour.

In the second iteration of the film, | explored montage methods, cinematic
qualities and embedding interactive fluidity, that were missing from the first
database driven version of the film (see Appendix 1 for the link to the second
prototype). The key challenge was to create a cinematic interface between
viewers and the film and give agency to the viewer-user to interact with the
film in ways that embody the main modalities of the film. There is a short text
that describes in very broad terms what the film is about and what the context
of the film is. This short text is merged with the image of the Greek parliament
in Athens, with demonstrators holding banners, and establishes the main
context of the film. However, the most important addition in the new opening
screen was not the elimination of the two divergent paths but the addition of
simple and playful interactivity embedded in the fabric of the film. In this
screen the viewer can use the scrolling button of her mouse to play back or
scroll back a series of static frames. If the viewer scrolls up and down fast

enough it looks and feels as if they control the film. The viewer can slow it
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down, reverse it and fast forward it. The discovery of this simple playful way of
interacting and playing back the film was a major creative, conceptual and
technological breakthrough. It acted artistically as a conceptual springboard to
redirect Grand Tour’s development in a completely new way. Through
interactive scrolling, the film grants access to the viewer to control the speed
and direction of the film. Therefore, these static frames acquire duration and

become an integral part of the fabric of the film.
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Figure 17 - Screenshot from the second iteration of Grand Tour.

This frame by frame and pixel by pixel scrolling navigation approach allowed
me to unify the film’s fabric with the viewer and achieve an interactive
simplicity that through montage can potentially amplify dialectic tensions and
add the cinematic qualities that were missing from the earlier prototype of
Grand Tour. However, despite the major technical, conceptual, and creative
breakthrough and the development of the frame by frame scrolling as a way of
controlling the film and unifying it with the viewer, | used this method only in a

few sections of the final film and on a much smaller scale. The main reason
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was the technological boundaries posed by online development, and
specifically, by the restrictions of the online platforms and the limitations of
bandwidth which arise from the size of the frame-by-frame image sequences.
In online performance tests that | completed, the downloading time of the film
was far too long. Even fast connections required a substantial amount of time
to download all the images and allow the viewer to interact with the film. In
some cases, it took thirty to sixty seconds, and this delay altered the flow and
performance of the film. The constraints of the frame-by-frame approach,
combined with problems with the interactive development platform | used for
the prototypes, shaped my creative practice and redirected the development
of the final prototype and current form of the film in very different directions

that | discuss in more detail in the next chapters.

2.10 Final thoughts

My practice as research is grounded in many iterations of multiple prototyping
experiments. This methodological approach is based on design thinking
practice and its iterative prototype-based methodology (Brown 2009).
Prototyping helped me to decide what worked and what did not work well. |
used all these prototyping experiences as conceptual, creative and technical
springboards to test diverse approaches, visualise my thinking and explore
different parts of the film, in order to integrate the interactive and networked
layers inside the film frame. However, the technological boundaries posed by
the online media framed my artistic practice and defined the development
path and the form of Grand Tour. As | stated in the introduction of the thesis,
recent technological innovations and fast networks are mature enough to

allow web native films such as Grand Tour to exist. However, there are still
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many limitations. For example, there are still many inconsistencies between
browsers, operating systems and hardware. Currently, online applications and
web sites, before they go public, have to complete specific performance tests,
compatibility and accessibility testing. These tests are usually performed by
dedicated teams or outsourced to specialised companies that employ large
teams specialised in testing websites. For the scope of this thesis, | did not
have the technical capabilities and budget to test and evaluate Grand Tour’s
performance and compatibility across all web browsers, devices and operating
systems. As | discussed in the introduction, Grand Tour is specifically
developed to perform on a computer with a minimum resolution of 1920 x
1080 pixels and a relatively fast internet connection. Also, Grand Tour is
specifically optimised to play only on a browser on a personal computer. It
would not be possible for it to be projected onto a big cinema screen as the
videos, graphics and animations are relatively low quality, adjusted specifically
for web use and optimised for faster downloading times. One of the early
prototypes | developed aimed to explore mobile phone compatibility. |
developed a very simple way to interact with the film based on the orientation
of the phone. Holding the phone horizontally the viewer can watch the film,
rotating it vertically the flow of the film pauses, and a scrollable interactive
layer is added. However, despite the simplicity of the prototype, the amount of
advanced programming involved and the need for very complex coding
frameworks made it almost impossible within the PhD timeframe and my
current coding knowledge to develop it on my own. The development of a

mobile compatible version is my main priority for the next iteration of the film.
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3. The past meets the present

This chapter aims to explore key theoretical conceptualisations that underline
essayistic filmmaking. The objective is to create a theoretical foundation of key
essay film concepts and formulate a platform that will enable a discussion
about the potentials of essayistic filmmaking in the context of this PaR project.
In the first part of this chapter | will review the Greek essay film Agelastos
Petra (2000) and identify the potential differences between traditional linear
essay films and an essay film such as Grand Tour. In the second part of this
chapter | will depart from the main theoretical conceptualisations and focus on

the subjectivity and dialogic potentials of the essay film.

3.1 The past meets the present

To start the theoretical exploration of the essay film genre and how it informs
my practice, | will begin by discussing the Greek essay film Agelastos

Petra (2000) (Mourning Rock). Agelastos Petra is one of my key inspirations in
making Grand Tour. Agelastos Petra shares with my work the thematic thread
of exploring the ambiguous relationship between ancient and modern Greece.
Agelastos Petra was produced and directed by Filippos Koutsaftis. Koutsaftis
took more than twelve years to make the film. After its official premiere at
Thessaloniki International Film Festival in 2000, the film received an
“unprecedented positive response” from Greek audiences and film critics
(Papadimitriou 2015, p.31). The film was also recently presented as part of the
2020 Essay Film Festival organised by the University of Birkbeck in London
(Essay Film Festival, 2020). The film is about the ancient city of Eleusis. The

contemporary name of the city is Elefsina (Greek: EAeuaoiva). Elefsina is a
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relatively small city about thirty kilometres outside Athens in the region of the
Peloponnese. It is known for the vast oil refinery located very close to the city,
and for its rich and spiritual ancient past. The city and the broader area around
the city are heavily industrialised and profoundly damaged by the pollution
produced by the oil refinery. However, in ancient Greece Elefsina was a highly
significant sacred place. It hosted the “Elefsinia Mysteries”, a series of rituals in
honour of the ancient Greek goddess Dimitra and her daughter Persephone,
who had been abducted by Hades. The myth says that Agelastos Petra is the
name of the petra (Greek word for rock or stone) where Dimitra rested to

mourn the loss of her daughter Persephone.

3.2 Agelastos Petra: an essay film

The film utilises the common essayistic approach of a strong subjective and
diaristic voice-over directly addressing the viewers (Rascaroli 2009, pp.36-39),
narrated by the director Filippos Koutsaftis. Laura Rascaroli clearly and directly

IlI”

links the use of the “I” with essayistic filmmaking and describes voice-over as
“a privileged tool for the author’s articulation of his or her though (in
conjunction with sound and images), and hence a prime location of author’s
subjectivity, as well the main channel of the enunciator’s address to the
spectator.” (Rascaroli 2009, p.38). Rascaroli suggests in contrast to widespread
negative reception of voice-over in documentary studies that the voice-over's
main use in essayistic filmmaking is to deflate its authorial power and
encourage viewers to interpret the text in more personal and diverse ways.
The diaristic style and subjective tone of the voice-over has similarities to Sans

Soleil (1983), the emblematic essay film made by Chris Marker (Alter 2006).

Lopate describes Sans Soleil as “a meditation on place in jet age, where spatial
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availability confuses the sense of time and memory” (Lopate 1992, p.251).
Agelastos Petra shares comparable meditative and confusing qualities with
Sans Soleil. In Agelastos Petra the filmmaker makes extensive use of dialectical
juxtapositions of images of oil refineries and the surrounding industrial
landscape, alongside ancient Greek ruins and recent archaeological excavation
sites. Koutsaftis’ poetic voice-over fluctuates between past and present and as

a result the viewer never knows when and where they are.

Figure 18 - Screenshot from the film Agelastos Petra (2000).

In Agelastos Petra, the past and the present of Elefsina coexist in a cinematic
space, contaminated by modern industry and infused by the ceremonies that
immersed the ancient Greeks in commemorating life and the alternation with
death. Within the film, multiple fragmented temporalities are presented and
these temporalities are entangled together; thus the links between past and

present become blurry and indistinguishable. This filmmaking approach is used
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to disrupt the notion of continuity and uninterrupted history. The film is also
interwoven with observations about the dramatic ecological destruction of the
area, the multiple layers of buried history and the influx of refugees from Asia
Minor, who relocated to Elefsina after the catastrophic thrashing of the Greek
expedition army in Turkey in 1922. Papadimitriou comments that “The uneasy
relationship between the ancient and the modern in Greece is nowhere as
evident as in Eleusis” (Papadimitriou 2015, p.32). Koutsaftis uses a loose linear
narrative following a series of archaeological excavations from the late 1980s
to the late 1990s; however, the central thread of the film is loosely driven by
an inhabitant of Elefsina, Panagiotis Farmakis, a “scavenger of ancient ruins”
and “a fool with a foolish relationship with the ruins, rejected by those around
him,” as Koutsaftis introduces him in the voice-over. Farmakis is presented as
an elusive figure who meanders around and whom the director meets
accidentally in different parts of the city. Watching the film you feel that
Farmakis has been transported from the past, from the time of the Eleusinian
mysteries, to play the role of a modern priest keeping the memory of the past
alive within the present. Farmakis is always walking fast, searching for or
carrying on his shoulder heavy ancient fragments. In contrast to the usual
urban meandering, which focuses on the present, Farmakis is meandering in
another invisible temporality, amid the past and the ancient ruins. Farmakis’
presence in the film crosses historical time and creates an in-between space of
time. He softens the limits between ancient and modern ruins and perhaps
even between human fragments (the Greek refugees from Asia Minor) and
ancient fragments. Farmakis also becomes the emotional thread of the film
when the director reveals to us, near the end of the film, that he was
accidentally killed by a car during the period that the film was being shot, while

scavenging for more ancient fragments. Koutsaftis’ direct address to the
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audience establishes a reflexive dialogue, asking us to participate in the
construction of the film’s meanings. The film is saturated with references to
death and renewal, the key themes of the Eleusinian mysteries and also part of
the myth of Persephone. It depicts an ephemeral and recurrent multi-layered
historical experience that reflects on the relationship between ancient and

modern Greece and the multiple manifestations of the past within the present.

3.3 Grand Tour and Agelastos Petra: two different essay films

Grand Tour and Agelastos Petra both have reflective subjective voice-overs
and share the same obsession with dialectic montage and the exploration of
the relationship between the ancient Greek past and the modern present.
However, Grand Tour, apart from the different thematic and aesthetic
approach, utilises film montage intensified by interactivity, and multiple voices
supported by networked connectivity, to amplify its essayistic potentials. In
Grand Tour, montage and temporality are dimensions to be manipulated by
the viewers exploiting the interactive affordances of the film. Linear filmic time
in Grand Tour is in a fluid state compared with the specific and linear
experience of watching Agelastos Petra. In Grand Tour the viewers make
associations between the sequential images of the film but also between the
disjunctive unstable images that emerge by scrolling up and down, and the
absent voice-over that is submerged somewhere within the fabric of the film.
Both Grand Tour and Agelastos Petra utilise film montage techniques to create
dialectic tensions and juxtapositions; however, Grand Tour’s montage is
intensified by interactivity and the ephemeral properties of the social media
feeds and posts. The result is a magnification of the duration of the filmic

space, like an expanding crack within the fabric of the film that invites the
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viewer to literally descend into the fabric of the film, to play and interact with
it. While experiencing the fragmentation, disjunctions and juxtapositions
between the folding and unfolding images and the narration layer, the viewers
shift further away from the lingering narration layer, get detached and in a
sense become misplaced and lost. This new detached temporality invites
viewers to shift perspective. Viewers try to reconnect and adjust between the
new point of view and the paused narration layer and link it to the new fluid
images, thereby creating multiple new dialectic associations and potential
meanings. For example, in this part of the film at 08:30 we can see at least four
different juxtapositions generated by the movement of the unstable social

media posts within the same filmic space (figure 19).

Figure 19 - Screenshots of how scrolling operates within Grand Tour (08:30mins).

Additionally, in this example another unique notion emerges as a result of
networked connectivity and the viewer’s active engagement with the film: the
notion of multi-vocality, and the parallel existence and juxtaposition of

different voices embodied by the fluid embedded social media Twitter feeds.
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The Twitter feeds are dynamically linked to the active Twitter social media
account of Grand Tour and is fluid and continually updated. All the interactions
are happening outside the film, in another, completely different public space,
the space of social media. Because the feeds are formed algorithmically, they
are in a constant fluctuating state and therefore there are gaps between their
fluid voices and the stable voice located in the narration layer. These gaps
create ambiguities and in-between spaces that further undermine the
certainty of the film and amplify the dialogic tensions between the stable parts
of the film and the open-ended uncertainty of the feeds. | explore the notion
of multi-vocality in more depth and with specific examples from my work later
in this chapter and in chapter six of the thesis. In Grand Tour, simple and
playful interactivity is the key modality through which the viewers physically
engage with the film. The viewer, through her fluid vertical and horizonal
scrolling, draws attention to the dialectic tensions between the interwoven

layers and fragments of the film in relation to each other (figure 20).
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Figure 20 - Screenshots of how scrolling operates within Grand Tour.
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In a linear essay film with conventional montage techniques, these dialectic
tensions, disjunctions and juxtapositions are the result of the sequential
progression of stable images, sound and cuts. According to Montero, essay
films stage dialectic tensions and clashes “through the counterpoint of images
and soundtrack and also by contrasting pictures and written text and by
playing different worldviews off against each other in a way that demands a
reaction from the viewer.” (2012, p.106). In Grand Tour, dialectic tensions are
produced by montage of contrasting pictures in line with Montero’s
statement; however, they are also motivated and amplified by viewers’
physical interaction with the film and the unstable openness of the social
media feeds. These interactions construct an invisible conceptual and bodily
metaphor that shapes the way viewers are invited to form a dialogue with the
film and sense the abstract notion of the invisible historical threads of the
current Greek present and ancient Greek past. Grand Tour threads a
constellation of shards of the past embedded in the present, where tangled
temporalities and tangled images and sounds are edited together to create
unstable in-between spaces. The in-between space generated and traversed by
the rewinding and recurrent scrolling movement can be regarded as
embodying the past and present historic thread and serving as a visual-kinetic
metaphor of return and the recurrence of past events. The notions of
recurrence, return, folding, and unfolding are key expressions of the film and
operate as conceptual metaphors and essayistic thinking devices to invite new
dialogic interpretations about the links between past and present in Greece. |
will discuss in more depth the interactive elements and networked dimensions
of Grand Tour and the notion of metabatic montage in the next chapters of the

thesis.
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3.4 The main qualities of essay films

The aim of this part of the thesis is to review key definitions, notions and
conceptualisations and attempt to outline the key qualities of the essay film
genre relevant to this PaR project. | am primarily interested in exploring how
the essayistic filmmaking heritage can guide my practice and theoretical
explorations to form a platform that will enable a discussion around the
potentials of essay films such as Grand Tour. The conception of essay film has
never been static and defined. Rascaroli recognises that defining the essay film
is not as simple as it might seem, and suggests that it is “a hybrid form that
crosses boundaries and rests somewhere in between fiction and nonfiction
cinema” (Rascaroli 2009, p.24). In the introduction of her first book about
essay films, The Personal Camera, she accepts that there is a lot of confusion
about what the term “essay film” means. She hesitates to make a definite
categorisation, saying that they are “deeply idiosyncratic and form a diverse,
paradoxical, heretical body of work” (Rascaroli 2009, p.2) but she isolates a

number of shared features such as:

Metalinguistic, autobiographical and reflective, they all posit a well-
defined, extra textual authorial figure as their point of origin and of
constant reference; they strongly articulate a subjective, personal point
of view; and they set up a particular communicative structure, largely
based, as | will argue, on the address, to the spectator, or interpellation.

(2009, p.3).

Alter (2018) recognises a recent increase in the use of the term “essay film” by

non-fiction practitioners and defines its key characteristics as “indeterminacy,
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hybridity, openness, playfulness” (2018, p.4). Corrigan adds another dimension
to Rascaroli’s and Alter’s definitions of the essay film, describing the essay film
as “a kind of encounter between the self and the public domain” (Corrigan
2011, p.6). According to Corrigan, in an essay film, the author’s “unsettled”
subjective experience confronts, asks and provokes the public to experience
the real world in order to establish a shared connection where dialogue and
reflective communication can take place. In Grand Tour this shared connection
and dialogue is materialised through the multiple threads interwoven into the
fabric of the film social media feeds. My creative practice and essayistic
experimentations and the written thesis focus on the potential of relating the
critical qualities of the essay film, the authorial and subjective presence and
the dialogic structure based on the direct address of the viewer as a public
encounter between the author and the viewer, to the montage of the

interactive and networked affordances of digital media.

3.5 In-betweenness

In Rascaroli's second book, How the essay film thinks (2017), she departs from
the significance of dialogism as expressed in her first book (2009) and focuses
her discussion on the “dialectic tensions between juxtaposed or interacting
filming elements” of essay films (Rascaroli 2017, p.8). Rascaroli argues that
these juxtapositions between the filming elements in an essay film generate
gaps. These gaps create discontinuities and essay films build their meanings in
these “in-between” spaces. For Rascaroli, examining this in-betweenness of
essay films is key to understanding how “the essay film thinks” (Rascaroli 2017,
p.8). Rascaroli argues that the essay film has the capacity to think, and she

locates it among the predominantly nonverbal methods of montage, genre,
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sound design, temporality, framing and composition. Rascaroli places
Deleuze’s writings on film as her key point of reference, particularly Deleuze’s
notion of cinema as image of thought (1997b) and his concept of interstice,
which Deleuze describes as the space “between two actions, between
affections, between perceptions, between two visual images, between two
sound images, between the sound and visual” (Deleuze 1997b, p.180).
Rascaroli argues that for Deleuze, what matters “is no longer the association of
images but the interstice between two images, as a result of which these
become radically external to each other” (Rascaroli 2017, p.10). For Rascaroli,
essay films function in this in-between space. They develop through fissures
and disjunctions and their interstitial operation between images generates the
possibility of new “thought from the outside” (Rascaroli 2017, p.10).
Rascaroli’s conceptualisation of “in-betweenness” is a key departure point in
this thesis. | will further explore in-betweenness in the next chapters, as |

attempt to answer the key question of this thesis.

3.6 The essay film dialogism and subjectivity

According to Montero, the central viewing modality of the essay film is dialogic
and includes an exchange between many voices, 'utterances’, views in multiple
dialogues with images. Montero, following Bakhtin, claims that in essay films
“images are approached as visual utterances, firmly rooted in heteroglossia”
(2012, p.57). Montero constructs his thinking on essay films based on two key
ideas: the idea of “heteroglossia”, seen as the “multiple” voices present in a
language, and of “dialogism”, understood as the different ways that
heteroglossic voices relate within texts. According to Corrigan, “The most

commonly highlighted feature of the essayistic is the personal or subjective
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point of view that organizes its observations and reflections,” (Corrigan 2011,
p.79). For Rascaroli, subjectivity is the result of the communicative structure of
essay films, that suggests the presence of a strong enunciator in a dialogue
with the viewer. For Rascaroli the direct address of the spectator by the
enunciator is a fundamental point and key quality of the essay film form
(Rascaroli 2009, p.34). According to Rascaroli, the use of voice-over is the most
common way for the enunciator to achieve that. The viewer is invited to enter
and experience this dialogue as an individual exchange, “eminently personal”
(Rascaroli 2009, p.12) between herself and the enunciator/narrator. Ten Brink
adds a third dimension in this dialogic relationship between filmmaker and
viewers by discussing the mediating qualities of the essay film. For ten Brink,
essay films use cinematic language and the organisation of time and space to
create narrative and non-narrative structures “methodically-unmethodically
edited together” (ten Brink 1999, p.75). Ten Brink draws attention to and
intensifies the role of the moving image, and how image, sound and editing
construct the cinematic text. According to ten Brink, the essay film is not only
the dialogic relationship between the subjectivity of the filmmaker and the
embodied spectator, but also includes a third pole, the cinematic text. Hence,
the essay film is defined inside this triangular dynamic formation between the
experience of the filmmaker, the experience of the film and the experience of
the viewer (ten Brink 1999, p.75). Rascaroli also introduces the concept of
“openness” of the essay film. She describes it as rhetorical structure that opens
up problems instead of giving answers or complete “closed” arguments. For

Rascaroli, in the essay film:

rather than answering all the questions that it raises, and delivering a

complete, closed argument, the essay’s rhetoric is such that it opens up
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problems, and interrogates the spectator; instead of guiding her through
emotional and intellectual response, the essay urges her to engage
individually with the film, and reflect on the same subject matter the
author is musing about. This structure accounts for the “openness” of

the essay film. (Rascaroli 2009, p.34).

In other words, Rascaroli argues for a dialogic relationship between the
enunciator and the spectator / viewer. In this dialogue the enunciator takes
the risk of presenting her subjectivity by directly addressing the viewer in order
to initiate and establish this dialogue. The types of dialogic relationships
Rascaroli describes are key in Grand Tour. For the purposes of this study,
Rascaroli’s openness and Bakhtin’s dialogism and polyphony are utilised as the
main conceptual framework for expressing dialogic relationships and tensions
in this thesis. Interactivity and montage, in particular, construct a powerful
conceptual and bodily metaphor that shapes the way viewers form a dialogue
with the film and perceive the abstract notions of the invisible historical

connections between the current Greek present and the ancient Greek past.

3.7 Literary heritage

In recent academic literature the essay film and the literary essay have been
associated in many ways: with the essay writing of Michel de Montaigne
(Lopate 1992; ten Brink 1999; Renov 2004; Corrigan 2011; Montero 2012 ) and
with the writings of Georg Lukacs, Aldous Huxley and Theodor Adorno (ten
Brink 1999; Renov 2004; Alter 2003; Rascaroli 2009; Corrigan 2011; Montero
2012). Alter (1996) finds a strong connection between the literary essay form

and the film essay and suggests that the essay film is “Like ‘heresy’; in the
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Adornean literary essay, the essay film disrespects traditional boundaries, is
transgressive both structurally and conceptually, it is self-reflective and self-
reflexive” (Alter 1996, p.170). Adorno, in his famous article The Essay as Form,
states that “the essay’s innermost formal law is heresy” (Adorno 1984, p.171).
For Adorno, the essay follows a fragmented and non-linear development of
thinking in order to escape from systematic or scientific knowledge production
(1984, pp.151-171). For Adorno, the essay “urges the reciprocal interaction of
concepts in the process of intellectual experience” and its power is in its
capability to undermine “the jargon of authenticity” (1984, p.155) through

III

“methodically unmethodical” strategies (1984, p. 161). He describes a type of
essay writing that exists somewhere between art and science; it is not theory
but it is not illogical, it values experience but it is not a diary. Adorno explains
that: “Instead of achieving something scientifically, or creating something
artistically, the effort of the essay reflects a childlike freedom that catches fire,
without scruple, on what others have already done” (1984, p.152).

Adorno’s main contribution to the understanding of the essay film is his
emphasis on the text as a subjective, self-reflective, fragmented and hybrid
form that subverts systematic thought and constantly challenges the limits of
knowledge. Rascaroli (2009) observes that the use of a literary term such as
“essay film” to categorise a type of film is an indication of how difficult it is to
classify them. She observes that with the extensive use of the term to label
various unclassifiable experimental films as essay films, “we will end up
equating very diverse films, as sometimes happens in the critical literature—
for instance, works such as Sans Soleil (Marker, 1983) and Fahrenheit 9/11
(Moore, 2004), which have very little in common aside from the extensive

voice-over and the fact that they both present problems of classification”

(Rascaroli 2009, p.25). Corrigan and ten Brink both recognise the literary
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heritage of the essay film. Ten Brink locates essay film within an essayistic
tradition with roots in Montaigne’s work, and Corrigan investigates the
relationship between essay film and its literary heritage as part of the wider
historical engagement between film and literature, arguing that essay films'
literary heritage is one of the main factors shaping the fundamental nature of
the essay film (Corrigan 2011).

Grand Tour builds upon the literary and travel heritage of essayistic filmmaking
(Naficy 2001). It is designed around archival textual resources as a collage of
passages from journals, essays and accounts written by 18™ and 19 centuries
European travellers. My research for Grand Tour started in 2014 when | read
Kuriakos Simopoulos' (2007) four volume Foreign travellers in Greece (Greek:
Zevol Taéibiwtec otnv EAAada). Simopoulos' work systematically explores the
post-Byzantine period until after the Greek revolution in 1821. He meticulously
collected news, books and journals related to the public and private life of
Greeks, and the political and financial conditions of Greek society. | completed
reading Simopoulos' books in the early stages of my research project. The
precise and vivid descriptions inspired me to think about the potential of using
the European travellers’ views and opinions of their encounters with Greece
and Greeks as key reference points for Grand Tour. My key research direction
was to find testimonies, diaries, essays and direct quotes that could not only
describe and provide information but would also be able to reconstruct some
of the atmosphere of Greece 200 years ago. My intention was to research,
collect and present the views of the travellers and associate them in essayistic
and dialogic ways with the current economic, political and social situation of
Greece. As | was researching the travellers' writings, | observed them shifting
between real and invented localities. Edward Dodwell states that “[In Greece]

almost every rock, every promontory, every river, is haunted by the shadows
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of the mighty dead” (18193, p.iv). | began focusing more and more on the
theme of imaginary spaces — the imagined space of ancient Greece invented by
these travellers in their imaginations, as well as their frustrations when they

discovered it, and their eventual disappointment. Dodwell writes in his book:

The sentiment, indeed, with which | feel myself most constantly
affected, since | came within sight of Greece, and particularly since |
landed, has a strong resemblance to that which | experienced in walking
over a country churchyard. Everything reminds me of the departed. The
works of the living serve only to inform us of the virtues and excellence

of the dead. (1819b, p.50).

This theme of the search for an imagined Greece, travels to Greece and the
dialogic juxtapositions of past and present became the key essayistic theme for
Grand Tour. Travel and travellers are key themes for many essay films.
Corrigan, in his discussion about Marker’s films Letters from Siberia and
Sunless, comments that “a multitude of many other essay films have
emphasised travel and space as a central motif around which complex ideas

and reflections have put in play” (2011, p.105).

3.8 Essay films and documentaries

In this part of this chapter | explore the relationship between essay films and
documentaries. Laura Rascaroli argues for an open categorisation for the essay
film and suggests that “it does not constitute a coherent genre but is a field or
domain still very loosely linked to the documentary tradition” (2009, p.39).

However, she agrees with Corrigan, who suggests that essay films need to be
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distinguished from the documentary tradition. (Corrigan 2011, p.5). Montero
comments, in describing the relationship between essay films and
documentaries, that “the tendency has been to place the form at the limits of
documentary filmmaking without questioning its belonging to this category”
(Montero 2012, p.26). Arthur observers that very few documentary filmmakers
will adopt the essay film label “Given nonfiction’s long-standing reticence
about asserting personal ‘opinions’ or other markers of subjectivity” (Arthur
2003, p.59). On the opposite site, Renov considers the essay film as part of the
documentary tradition and in his collections of essays, published in his volume
The Subject of Documentary (Renov 2004). Based on Mekas’ film Lost, Lost,
Lost (1976), Renov discusses the relationship between essayistic films,
documentaries and avant-garde. Renov situates Jonas Mekas’ film as part of
the genre of personal documentary and links its essayistic subjectivity to
autobiographical filmmaking “in relation to the documentary traditions’
historical concerns for the expressive potential of the medium” (Renov 2004,
p.69). Montero (2012) traces the persistence of associating essay films with
documentary filmmaking in the early conceptualisations of the form and the
lack of critical tools to examine essay films’ links to reality. Montero argues
that “it is essential to go beyond documentaries in order to engage fully with
complex non-fiction film practices, which in many cases set out to
problematize the very principles that have historically sustained documentary
filmmaking” (Montero 2012, p.53). Ten Brink (1999) agrees with Renov on the
strong literary heritage of the essay film but also rejects the notion that the
essay film belongs to the documentary tradition. He argues that essayistic
filmmaking is an independent genre and tradition that “owes more to avant-
garde and literary essay practices than to the documentary genre” (ten Brink

1999, p.7). Tim Corrigan, in a similar tone, argues that “First and most
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prominently, | contend that the essay film must be distinguished from broad
models of documentary or experimental cinema” (Corrigan 2011, p.5).
Corrigan dismisses all recent attempts to classify essay films as “meta-
documentaries” or to categorise essay films within the documentary traditions
as “limited in their ability to fully acknowledge the critical intervention that the
essay film makes in the history of cinema” (Corrigan 2011, p.5). To summarise
the relationship of the essay film to the documentary, apart from Renov, who
clearly situates the essay film within the documentary film domain, the
majority of scholars situate the essay film as completely independent from
documentary (Arthur, ten Brink, Montero), or in a fluid space (Corrigan,
Rascaroli) where diverse cinematic traditions are able to exist side by side but
also “Although sitting at a crossroads, the essay film occupies its own place”

(Rascaroli 2009, p.43).
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3.9 Final thoughts

Grand Tour occupies what Corrigan describes as “a place where the essay film
inhabits other forms and practices” (Corrigan 2011, p.198). It builds upon the
literary heritage of essayistic filmmaking and is situated between diverse
filmmaking traditions and practices. Grand Tour utilises montage, interactivity,
and connectivity as essayistic conceptualisations to directly address the viewer
and craft invisible threads that carry fragmented recollections, thoughts, and
images of the past and present. These fragments are assembled and
materialised in-between the temporalities of the film as drifting images and
recurrent moments, producing not facts and arguments but rather expressing
the essayistic qualities of the film. The polyphony of voices embodying the
social media feeds invite viewers to pause, scroll and engage in an open multi-
vocal dialogue of different voices with the film, with the subjective voice of the
author and in-between the layers and temporalties of the film. Corrigan argues
that “Essay film provokes an active intellectual response to the questions and
provocations that an unsettled subjectivity directs at its public” (Corrigan 2011,
p.55). In line with Corrigan, Grand Tour employs essayistic filmmaking
approaches to invoke the past and the interrelationship between the journeys
of European travellers to Greece in the 18™ and 19" centuries and the recent
debt crisis, inviting an imaginative rethinking of aspects of modern Greek
history. Grand Tour evolves within the tradition of essayistic filmmaking. Its
unstable and interactive form is not looking for the truth, and it does not
provide clear answers. Grand Tour’s openness invites questions about and
suggests an essayistic attitude towards thinking about Greece’s connection

with the past based on fragmentation, dialogic tensions and in-betweenness.
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4. The possibilities of film montage

“The search for a specific place in the filmmaking process in which theory turns
into practice takes us not to the author’s desk but to the editing room.”

(Pantenburg 2015, p.153).

The evolution of digital media technologies and networked platforms created
the conditions for Grand Tour to exist. Fuchs states that “The rise of computer
technology and computer networks (such as the internet) has enabled the
convergence of media and machines” (Fuchs 2013, p.43). As | discussed in the
introduction to the thesis, it wasn’t possible to make an online essay film with
Grand Tour’s particular qualities twenty years ago. However, the shift to digital
production and the widespread use of digital technologies also creates new
practical and theoretical challenges to essayistic filmmaking. Grand Tour is an
attempt to address these challenges by focusing on the montage of the audio-
visual, interactive and networked layers of the film. The biggest challenge in
making an essay film such as Grand Tour is how to assemble the multiple
disjointed layers and create a cinematic digital artefact. Assembling all the
individual parts of a film is what filmmakers define as montage and is usually
one of the unseen parts of filmmaking (Pantenburg 2015). In this study,
montage is used as an important way of researching through practice, and it is
crucial in acknowledging montage as one of the key themes of this study.

For Farocki, “A montage must hold together with invisible forces the things
that would otherwise become muddle” (Ehmann and Eshun 2009, p.74). For
Godard it is “simply bringing things together” and montage “makes people see

things” (Godard 2014, p.9), while for Willerslev and Suhr, through “the
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juxtaposition of montage components” we see “the opening of a gap or
fissure, through which the invisible emerges” (Suhr & Willerslev 2013, p.1).
The terms “film editing” and “film montage” are often used interchangeably.
However, in this study these two terms are used as two intersecting notions,
following Farocki’s statement that “Montage is an intellectual linking of
images” and editing is for “creating flow, finding rhythm” (Pantenburg 2015,
p.157). For the purposes of this study, montage refers to how the intersected
layers of Grand Tour are connected to evoke intellectual and dialogic
relationships between disjunctive spatial layers and temporalities of the film.
Editing is perceived as the process of creating flow and continuity by
assembling all the audio-visual elements, aiming for unified linearity and
rhythm between shots. In contrast to continuity editing principles, Grand Tour
takes advantage of montage mobilised by interactivity and connectivity to
disrupt the spatial unity and temporal linearity of the film.

The broad aim of this chapter is to construct a foundation layer of concepts
and theories related to film montage. Drawing on these concepts | will develop
my thinking and understanding about the metabatic montage of Grand Tour.
The first part of this chapter | provide a brief historical overview of the
development of montage, and | examine the origins of dialectic montage with
a particular focus on the work of early Soviet filmmakers and Deleuze’s notion
of in-between space. In the second part of this chapter, | critically review three
key notions central to my research themes: Manovich’s conceptualisation of
spatial montage; Farocki’s notion of soft montage; and Godard’s historic

montage method.
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4.1 The trauma of the early days

In this part of the chapter, | step back chronologically and discuss the early
attempts to conceptualise film montage and the work of early Soviet
filmmakers experimenting with film language, in particular Eisenstein’s and
Vertov’s conceptualisations of montage. Filmmakers over the years have
developed a number of practical methods, concepts and classifications to find
ways to edit shots together in order to build coherent films. The starting point
of the traditional film montage and editing theories assumes a film with a
stable structure, that presents a linear and sequential progression of a series of
fixed shots and sequences (Bordwell & Thompson 2001; Bowen 2018; Frierson
2018; Dancyger 2019; Zettl 2008). In the early days of cinema the concept of
film editing did not exist. Particularly before 1904, movies were made as single
long shots, as for example in the films of the Lumiere Brothers (Bordwell &
Thompson 2001). However, in the early 20" century cinema embraced many
innovations, such as Porter’s parallel editing, used for the first time in his
hugely popular film, The Great Train Robbery (1903), and it increasingly
adopted narratives based on the sequential arrangement of individual shots.
Over the years, movies became more complex and starred linking sequential
shots and tableaux to represent some form of narrative progression over time.
The links between the tableaux were simple; however, the viewer had to fill in
the gaps between the tableaux and provide “some small degree of mental
labour” (Aumont 2013, p.7). Aumont argues that even before the invention of
cinema, the notion of filling in the missing parts existed. For example, in
literature readers had to complete the small or bigger gaps in the narrative of
novels. However the early cinema goers did not have any pre-existing

experience of watching films in the way that readers of literature had, and the
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process of filling in gaps in the context of cinema was something completely
new for early cinema viewers. Aumont, referring to early cinema viewers,
argues that they “had to overcome the small trauma that each jump from one
moving image created” (Aumont 2013, p.7). Aumont describes the
perceptually disruptive spatiotemporal dislocation that the viewers

experienced when a cut between two shots occurs as trauma.

4.2 Softening the trauma

The elimination, softening, or exaggeration of the trauma and the relationships
between two sequential shots in a film has been a subject of reflection for film
theorists and an area for intense experimentation for film practitioners over
the hundred years of cinema’s existence (Aumont 2013). In particular, the
complexity of narrative and film editing techniques proliferated when Griffith,
“the father of film editing in its modern sense” (Dancyger 2019, p.4), released
his film, The Birth of a Nation (1915). Griffith’s innovations in editing instantly
influenced mainstream movie production (Dancyger 2019, p.4). From that
moment, most filmmakers strived for continuity and linear coherence between
shots, and the primary function of editing was to advance the narrative in a
way that smoothed and softened the abrupt transitions between shots. This
type of editing, defined as continuity editing, had an overarching aim of
allowing the spectator to remain orientated to the on-screen action. Bordwell
and Thompson write that the basic purpose of continuity editing “is to create a
smooth flow from shot to shot” and that mainly “through the handling of
space and time the editing furthers narrative continuity” (Bordwell and
Thompson 2001, p.262). A good example of the role of continuity in the early

American films of the 1920s and 1930s is Slobodan Sijan’s comment about how
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Howard Hawks applied continuity in his films: “My theory is that his films are
captivating because they build a sense of continuity which is so strong that it
allows the complete participation of the audience” (Bordwell & Thompson
2001, p.263). However, Soviet filmmakers, particularly Eisenstein, approached
editing in a different way. Eisenstein, in his essay Word and Image, argues that
“two film pieces of any kind, placed together, inevitably combine into a new
concept, a new quality, arising out of that juxtaposition” (Eisenstein 1957, p.4).
For Eisenstein, the juxtaposition of two shots “resembles not so much a simple
sum of one shot plus another shot—as it does a creation” (Ibid, p.7). Eisenstein
introduced the notion of attractions. The attraction was the ideal weapon to

guide spectators in a desired direction, and he describes it as:

every element of it that brings to light in the spectator those senses or
that psychology that influence his experience - every element that can
be verified and mathematically calculated to produce certain emotional
shocks in a proper order within the totality - the only means by which it
is possible to make the final ideological conclusion perceptible.

(Eisenstein 1957, p.232).

In other words, Eisenstein was already aware of the importance of montage
and its power to guide and influence the experience and emotional reactions
of the spectator. For Eisenstein, a calculated assembly of emotions, reactions
and associations can guide the spectator through a film. A key idea in
Eisenstein’s thinking is the notion that the montage of a film is a dialectic
process; from the dialogic relationship between two shots that are joined
together, a new idea emerges. Deleuze, in his discussion of Soviet montage

comments on how Eisenstein uses collision and conflict between two shots to
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develop new meanings: “How one becomes two in order to produce a new
unity” that raises them beyond their duality (Deleuze 1997a, p.180). Eisenstein
developed montage methods that link together different visual elements in
variety of arrangements; through the combination of these elements
something new and undepictable emerges, creates a surplus, and adds
something extra. This ‘extra’ produced destabilises the visual and symbolic
meaning of the individual components. This instability creates a fracture that
echoes back to the film and new meanings may emerge. During the same
period that Eisenstein was experimenting with novel film montage techniques,

|II

Vertov introduced the term “visual interval” to describe the movement
between the shots. Vertov’s conceptualisation of the interval was the first
attempt “to think of filmic in-betweenness” (Rascaroli 2017, p. 9). Vertov
defines the interval as the visual correlation between the shots, and it consists
of five key correlations: of planes (close-up, long shot etc.); of foreshortening;
of movements within the frame; of lights and shadow; and of recording speeds
(Vertov 1984). Based on these five correlations, the filmmaker begins the
“montage battle” (Ibid., p.91) and decides on the sequence of shots and the
length of each shot. For Vertov, the perfect edit is the one that reduces the
multitude of intervals to a “simple visual equation, a visual formula expressing
the basic theme of the film-object in the best way” (lbid., p.91). Vertov’s key
correlations bring similarities to recent discussions about montage such as
Zettl’s notion of screen space and motion vectors (Zettl 2008). Zettl, in
structuring the on-screen space as a dynamic field of visual forces, defines
three types of dominant vectors: graphic; index and motion. Zettl argues that a
“solid understanding of the vector theory will help you immensely in
preproduction placement of camera and postproduction editing” (Zettl 2008,

p.119). Vertov’'s and Zettl’s concepts both explore the invisible relationships
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between shots. However, both concepts are limited, because they mainly
explore the aesthetic and rhythmic formulas that allow editors to find the

perfect ways to visually edit shots together.

4.3 The space in-between

My motivation in exploring the experimentations of early Soviet filmmakers is
centred around their vigorous engagement with theories that sought to
elucidate and define what montage is, and also their early conceptualisation of
montage as an inter-space between frames and shots. However, the montage
as an intra-image and space in-between is also explored by Deleuze (1997b).

For Deleuze:

...it is montage itself which constitutes the whole, and thus gives us the
image of time. It is therefore the principal act of cinema. Time is
necessarily an indirect representation, because it flows from the
montage which links one movement-image to another (Deleuze 1997b,

pp.34-35).

Deleuze, in his discussion of Godard’s unfinished film Here and Elsewhere,
introduces the concept of interstice and defines it as the space “between two
actions, between affections, between perceptions, between two visual images,
between two sound images, between the sound and the visual” (Deleuze
19973, p.180). Deleuze’s notion of interstice relates to two important concepts
in his discussion about cinema, and the two regimes of cinematic image: the
movement-image and the time-image (1997a, 1997b). Deleuze argued that the

key quality of the movement-image found in classical cinema is its ability to
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associate sequential action-images in a continuous flow that follows the
sensory-motor linkage, while in the more developed post-war period, time-
image disruptions and discontinuities interrupt the flow of images. The
discontinuities of time-image loosen the sensory-motor linkage and generate
gaps and cracks in the relationships between images and between images and
sounds. Deleuze states that in time-image, “Time ceases to be derived from
the movement, it appears in itself and itself gives rise to false movements”
(Deleuze 1997b, p.xii). The progression from movement-image to time-image
and the notion of interstice led to new approaches to cinematic montage.
Deleuze explores the new method of montage based on Godard’s disjunctive
and discontinuous montage methods and explains them as “method of
BETWEEN” (p.180). For Deleuze, in this in-between space, “Film ceases to be
'images in a chain... an uninterrupted chain of images each one the slave of the

"

next"” (p.180). Deleuze’s notion of between is a key guiding concept in this
thesis. In Grand Tour, viewers are invited to interact with multiple layers that
juxtapose and combine multiple temporalities. They interact with the
temporalities of the narration layer and the temporalities and the false
movements of the embedded interactive and networked elements in the
intersecting layers. Therefore, “the images are no longer linked by rational cuts
and continuity but are relinked by means of false continuity and irrational
cuts” (Deleuze 1997b, p.xii).

In the next part of this chapter | explore Godard’s key montage concepts with a
specific focus on his seminal eight-part video essay, Histoire(s) du cinema

(Godard 1998). Histoire(s) du cinema is a key point of reference for the initial

realisation and later development of Grand Tour.
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4.4 Godard’s poetico-historical images

Histoire(s) du Cinéma (1998) is a visually complex analysis of the history of
cinema and its relationship to the other arts, and of Godard’s reflexive
investigation of his films. In eight episodes Godard presents a fascinating,
meticulously edited collage of his work on other films, by superimposing and
juxtaposing textual quotes and visual layers with additional references to other
arts forms. Michael Witt, in the Introduction to a True History of Cinema and
Television (2014), discusses how the film, initially conceived in the 70s, took
Godard over twenty years to complete. The film was based on a series of
lectures that Godard co-produced with the Conservatory of Cinematographic
Art and gave in Montreal in 1978 at Sir George Williams University. Warner
states that “Histoire(s) is the apotheosis of Godard’s search for a critical form
wherein sound and image comment directly on sound and image” (Warner
2018, p.93). In Godard’s Histoire(s) du cinema, montage is the operational
principle. Through complex video montage techniques, Godard uses
fragmented parts of films mainly borrowed from other sources and re-
assembles them, together with animations, photographs, art films and titles,
through superimpositions and visual and historical associational connections.
Music, voice-over and short literary on-screen citations further complicate the
heavily edited visual space of the film, creating multiple layers of meanings and
connections. Grand Tour and Godard’s Histoire(s) share many visual and
montage qualities; for example, Grand Tour’s montage also revolves around its
multi-layered and disjointed progression; it is a dynamic composition of multi-
layered fragments of images, texts and sounds. Godard’s Histoire(s) was a

great inspiration in making Grand Tour. In particular, Godard’s method of using
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sound and image to comment directly on sound and image inspired my
creative practice and set the conceptual foundations for adding multiple layers
of interactivity and social media feeds. In developing Grand Tour | adapted
Godard’s Histoire(s) montage method as a critical approach and a way of
creating connections between things that have never been brought together
(Godard 2014, p.218). Grand Tour is shaped by heterogeneous fluid visual and
audio components, and its online presence demonstrates what Godard,
inspired by Reverdy, calls “the rapprochement” (Warner 2018, p.99).
Pantenburg defines rapprochement as “convergence between different types
of images, from whose differences and similarities theoretical potential can be
gained” (2015, p.75). However, Godard uses it very often as a synonym for
montage: “That’s what | call montage, simply a rapprochement” (as cited in
Temple & Williams 2000, p.229). A better way to explain Godard’s
rapprochement is with a specific example that can be found in Histoire(s) du
cinema, chapter 1A (1998, 43:30). In this short section Godard juxtaposes and
superimposes Elizabeth Taylor’s footage from the film A place in the Sun (1951)
and archive footage from the concentration camps and ovens of Auschwitz and
Ravensbruck. The “the im/perceptible” (Alter 1996, pp.169-170) connection
between the interwoven clips is George Stevens (1951). Stevens was one of
the first filmmakers allowed to access the concentration camps of Auschwitz
and filmed inside the camp with his 16mm camera, using colour film for the
first time (Wright 2000, p.51). After the war, Stevens continued his filmmaking
career in Hollywood as cinematographer and director. In 1951 he directed the
film A Place in the Sun (1951) with Elizabeth Taylor and Montgomery Clift.
Godard in Historie(s) Du Cinema, Chapter 1A (1998) juxtaposed footage from
both of Stevens' films, commenting in the voice-over that: “if George Steven

hadn’t used the first 16mm colour film in Auschwitz and Ravensbruck,

82



Elizabeth Taylor would never have found a place in the sun” (1998, Chapter 1A,
47:15). Contrasting Farocki and the Soviet Filmmakers, Godard did not write
systematically about film montage. His thoughts and philosophy about film
montage can be found scattered in many TV and magazine interviews. Godard,
in an interview with Gavin Smith for the magazine Film Comment, describes
this particular part of Histoire(s) Du Cinema as “historical montage” (Smith
1996, para.52). Godard constructs an image of history by juxtaposing
completely different images, creating an invisible thread between Taylor’s
smile and the burned bodies in the ovens of Auschwitz. Godard suggests in the
interview with Smith that the qualities of Taylor’s smile are linked to Stevens’
previous experiences of filming in the camps: “And because George Stevens
had shot the Holocaust, kept it hidden away for many many years in his cellar,
but when he was shooting A Place in the Sun there was kind of both smile and
disaster” (Smith 1996, para.49). By superimposing these two diverse realities,
Godard is probably trying to answer the unimaginable question of how
humanity reached the inconceivable state of building Auschwitz. He does not
give an answer but seems to suggest, through this impossible montage, that
both realties are part of the same cruel reality of being a human, or, as Wright
concludes, that Godard’s montage “produces an apparition of the Real, a
sublime recognition of the impossibility of doing justice to reality” (Wright
2000, p.55). In one of his interviews, translated into English by Michael Witt
and included in his book Introduction to a True History of Cinema and
Television (2014), Godard gives another example of his historiographic

montage method:

I’m discovering today that Griffith was the contemporary of

mathematicians such as Russell and Cantor. At the same time moment
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that Griffith was inventing the language of cinema, roughly the same
year, Russell was publishing his principles of mathematical logic, or
things like that. These are the sorts of things | like linking together
(Witt 2014, p.xix).

Grand Tour echoes Godard’s approach to film montage, that entails linking
together “disparate phenomena to create poetico-historical images” (Witt
2013, p.xix). However, as | will discuss in more detail in later chapters, Grand
Tour’s montage techniques can potentially expand Godard’s approaches as
many elements of the film are fluid and lack stable form because they are
assemblages of incomplete disjunctive layers and ephemeral social media

feeds that are constantly changing.

4.5 Shades of softness

In the first part of this chapter, | discussed how filmmakers endeavoured to
find ways to soften the trauma viewers experienced while watching films
constructed through a series of sequential shots. However, the notions of
“soft” and “softness” in the context of film and the language of montage have
also been discussed by Farocki (2009) and Manovich (2001). Manovich uses the
term “soft” to describe a film that does not have a specific hard structure
(traditional narrative) and the media fragments of the film can be edited in
several variations. Manovich defines the approach used in his Soft Cinema
(2002) project as soft aesthetic and argues that the soft aesthetic of database
driven narrative will replace the hard aesthetic of traditional narrative because
the media fragments included in the database can have several connections

with many other clips. Soft Cinema is a dynamic driven media installation
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created by Len Manovich and Andreas Kratky (2002). Originally it was
conceived as a multiscreen video installation, and later on was developed for
DVD with a new narration, music and graphics. The novelty of the Soft Cinema
project is the installed software. This custom-made software edits the movie in
real time by choosing videos and music from the database. The real time
editing of the film is based on editing rules programmed by the authors. The
foundations of the editing rules are a set of 10 parameters that describe each
clip. The parameters detail the location in which the clip was shot, the subject,
brightness and contrast, motions, etc. However, the editing rules incorporate
elements of ambiguity and the progression between the clips can be random
or semi-random, based on the selection of previous clips and other randomly
selected parameters. Manovich’s Soft Cinema DVD was an important
inspiration when | started developing Grand Tour. However, as | discussed in
chapter two about prototyping, after the early iterations of Grand Tour |
decided to change the direction of the development of Grand Tour and deviate

from the aesthetics of the database driven framework.

4.6 Harun Farocki and soft montage

Soft montage is a term used by Harun Farocki. There is no clear and formulated
definition, but Farocki uses it in the context of discussing his installation work
with multiple projections running at the same time and describes soft montage
as “where the relation between images becomes as important as the images
themselves.” (Ehmann & Eshun 2009, p.69). In the context of Farocki's work
the presence of two images in a soft montage is a recurring theme. There is a
particular piece of Farocki's work that inspired my work and | will examine it in

the next section of this chapter. Schnittstelle (The World of Photography:
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Interface, 1995) is a 24-minute double channel video installation. The
installation was screened in an art gallery and originally had two separate
monitors positioned next to each other (Farocki 1995). However, there is a
version of the film on YouTube with two juxtaposed videos in one screen. | was
only able to access the YouTube version and my comments are based on this
version of Interface and also on descriptions and pictures accessed on Farocki’s
foundation website. Interface was Farocki's first experimental installation with
two visual channels. He continued exploring it in later works such as: Eye /
Machine (2000); Deep Play (2007); Feasting or Flying (2008); and his last work,
Parallel (2012). During Interface, Farocki sits at a video editing desk with two
monitors in a laboratory environment. He watches his own previous films,
reflecting on the process and implications of montage and explaining his
decisions. We watch Farocki, throughout the film, editing his footage and at
the same time looking at his two monitors, or we look at the two monitors at
the same time. This soft montage of the two video channels allows the clips
from one monitor to open a dialogue with the other or with the video of
Farocki, in just the way that Farocki states in the film, allowing “image to
comment on image”. The clips on the two monitors are from his previous films:
Inextinguishable Fire (1969), Between Two Wars (Zwischen Zwei Kriegen,
1978), An Image (Ein Bild, 1983), and, co-directed with Romanian filmmaker
Andrei Ujica, Videograms of a Revolution (1992), and the Workers Leaving the
Factory (Arbeiter verlassen die Fabrik, 1995). Farocki, in Interface, foregrounds
the actual physical effort of editing and through the implications of soft
montage is trying to examine the changing technological conditions and how
the images technically and associatively interact when they are placed in
opposition or superimposed, asking the questions “What do these two images

share? What can an image have in common with another?” (Ehmann & Eshun
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2009, p.72). The image the video camera captures, and the separate images of
the monitors, generate multiple temporalities that mirror and intersect with
each other and at times short circuit. At one point in the film Farocki shows a
close-up of a scar on his hand. The scar is the visual evidence of his burning his
hand with a cigarette during the shooting of his film Inextinguishable Fire
(1969); at the same time we see in one of the monitors the actual film of the
moment he burns his hand. Farocki describes this montage methodology as
soft montage. Soft montage relates to the presence of many images inside the
visual space and how they relate to each other in a soft way to create new
meanings, without excluding each other as in the case of single projection. It
allows images to produce new, or unfold hidden, inaccessible meanings, by
short circuiting the images in an infinity loop or what Deleuze describes as
“tearing a real image from clichés and turning it against them” (Deleuze 1997b,
p.21). According to Farocki, this type of montage does not “predetermine how
the two images are to be connected” (Silverman & Farocki 1998, p.142). In
Farocki’s soft montage we are confronted at the same time with several
images. The images do not replace or negate each other but invite exchanges
between them. “The image comments on the image,” says Farocki, pointing at
each of the television screens, and the viewer is allowed space in which to
freely construct their own associations and meanings. The disjunctive
relationship between tangible and visible, presence and absence emphasises
the in-betweenness of the film.

Montage allowed Farocki to interweave his film clips, not as separate
temporalities but as parts of a dialogue with the same source: the horrors of
the war and the terrible consequences to humans. Elsaesser, commenting on
Farocki’s work, states that “the habit of thought to express one thing through

another, and to ‘see’ the self in the other” is so prominent in Farocki’s films
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that “it must be considered the founding gesture of Farocki’s body of work and
the signature of his mind at work” (Elsaesser 2004, p.19). This articulation of
thought requires a dialogue between images that enunciates its meaning
through the associations of many voices to make visible the invisible. | want to
note here that | have great admiration for, and feel an affinity with both
Godard and Farocki as a practice-based researcher, creative practitioner and
active film editor, because they not only reinvented montage and changed the
direction of cinema but were both active film practitioners who edited most of
their ground-breaking films themselves. Although Farocki edited most of his
films himself, he often used the pseudonym of Rosa Mercedes as the editor of
his films. Godard, who worked only with the film editor Agnés Guillemot

(2005), from the late seventies onwards he edited all his own films.
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4.7 Metabatic montage

Within Grand Tour’s cinematic frame, the cuts happen not only between
frames in progressive order, as in traditional filmmaking, but images emerge
from within the fabric of the film. This contrasts with traditional essay films
where the edits between images are presented sequentially. In Grand Tour,
the Eisensteinian surplus meaning , Farocki’s soft montage, “where the relation
between images becomes as important as the images themselves” (Ehmann &
Eshun 2009, p.69), and Godard’s historic montage between different types of
images (2015, p.75) are amplified by the dialogic junctures between the
unstable and malleable intersected layers of moving images, sounds,
interactivity and multiple voices of the social media feeds to make visible the
invisible and imperceptible (Gaudenzi 2013; Andersen 1990; Suhr & Willerslev
2013; Alter 1996). In this part of this chapter | expand on the potentials of
montage and conceptualise it as a process in which the dialectic linkage of the
layers of the film underlines the heterogeneity of the incorporated layers and
temporalities. Instead of stressing the linear continuity, montage in Grand Tour
rather emphasises gaps, false movements (Deleuze 1997b), disjunctions and
in-between spaces (Rascaroli 2017; Deleuze 1997b) as the result of the clashes
between the interwoven temporalities. The fracturing of the linear progression
and the disjunctions generated are initiated by the viewer through simple
interactive actions. Viewers, through interactive scrolling up and down,
experience Grand Tour as a fluid transitional artefact in between stable and
moving images, that constantly oscillates between these states. They can play
with it, scrutinise each edit, and scroll from one shot to another. This form of
montage is augmented by the physical engagement of the viewer with the

fluid interactive layers of the film as they inscribe multiple sets of dialogic
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relations and poetico-historical threads into the fabric of the film. In soft and
unstable associative imperceivable fibres, montage, augmented by the
interactive movement of the multiple intersected layers, constructs the
impression of false filming temporalities but also, through juxtaposition,
energises images to comment on images. This engagement of the viewer feels
inherently more dialogical than the montage occurring within the sequential

cinematic space of traditional linear essay films.

4.8 Spatial montage

Metabatic montage builds upon and expands Manovich’s conceptualisation of
“spatial montage”. Manovich argues that “Spatial montage represents an
alternative to cinematic traditional temporal montage, replacing its traditional
sequential mode with a spatial one” (2001, p.322). He makes a distinction
between spatial and temporal montage, and suggests that spatial montage
“involves a number of images, potentially of different sizes and proportions,
appearing on the screen at the same time” (2001, p.322). Manovich suggests
that new digital technologies and desktop computers offer new experiences to
viewers through multiple overlapping windows and multifaceted GUI that
guide them away from the traditional cinematic “logic of replacement”
towards “a logic of addition and coexistence”. In his discussion about Olia
Lialina’s web-based work My boyfriend came back from war! (Lialina 1996),
Manovich argues for a new dimension of montage: “As the narrative activates
different parts of the screen, montage in time gives way to montage in space.
Put differently, we can say that montage acquires a new spatial dimension”
(2001, p.325). In cinema the narrative is activated by the sequential movement

of the images and in spatial montage by “the position of images in space in
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relation to each other” (2001, p.325). Betancourt (2016) questions aspects of
Manovich’s spatial montage theorisation and argues that it is founded upon an
opposition of a sequential mode with a spatial mode that does not exist. For
example, in My boyfriend came back from war!, when the viewer selects the
different windows and the images inside the windows change relations
spatially, this transformation also happens over time. For Betancourt,
Manovich disregards the temporal dimension that the accumulation and
repositioning of images intrinsically involves, and argues that in spatial
montage “duration is not considered in relation to the form.” (2016, p.54).
Betancourt concludes that this limitation means that Manovich’s theorisation
“does not conceive or address any of the other potential combinations
possible within cinema (motion pictures) precisely because the theory is not
constructed to consider the inherent temporal dimension, resulting in a static
conception of these potentials” (Betancourt 2016, p.54). Manovich’s notion of
spatial montage as a starting theme within which to analyse Grand Tour’s
montage approaches is very useful but is also limited. His conception seems
static, describing primarily the accumulation, layering and coexistence of
windows at the same time, rather the gaps and the in-between spaces these
layers can create within the cinematic frame. Manovich developed spatial
montage based on the common GUI desktop design approach of dividing the
screen into multiple windows rather than creating a unified cinematic frame.
Manovich also focuses mainly on the position of the images and their
relationship to each other within the frame and not off-screen relations,
addressing the viewer by means of unfolding images buried within the fabric of
the film. In Grand Tour there is one unified cinematic frame, and the multiple
fluid intersected layers unfold inside and outside the film frame. The

intersecting layers pierce the filmic fabric and when the viewer scrolls over the
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in-between lower space of the frame, spatial and temporal montages operate
at the same time in a fluid state. In Grand Tour the cracks and gaps in between
the interwoven layers, and their presence and absence, underscore the in-
betweenness of the film. Exploring these in-between gaps and disjunctive
spaces and not the accumulation of static overlapping windows is key to
understanding how Grand Tour is formed and how metabatic montage
operates. In the next part of this chapter | will examine the opening of the film
extracted from the final iteration of Grand Tour. | will use it as departure point
to explore and refine the qualities of metabatic montage and how it is
implemented to create dialectic threads that explore the key themes of the

film, and the research aims of this thesis.

4.9 Grand Tour starts here

The viewer is confronted by the metabatic qualities of the film immediately
with the opening titles. The viewer is presented with a simple animated
flashing arrow pointing down. This visual animated cue prompts viewers to use
their mouse to scroll up or down to interact with the page and reveal more
content. The animated arrow, combined with vertical intersected lines on the
screen, overlapping the image, are simple invitations for the viewer to act and
explore these lines but also indications of the presence of hidden layers

outside the cinematic frame.
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A FILM BY
FOTIOS BEGKLIS

Figure 21 - Screenshot from the opening scene of Grand Tour.

In contrast with the hidden interwoven layer, the narration layer of the film
follows traditional cinematic conventions and starts with opening credits that
include the names of all the key collaborators, as in any typical linear film. The
adherence to cinematic aesthetics is further highlighted by the typical sixteen
by nine (16 x 9) cinematic aspect ratio of the film. The reason | use a standard
cinematic frame is because | want to communicate the feeling of a sequential
film and emphasise the dialectic tensions in between the clashing
temporalities. As | stated earlier my overall aim throughout this PaR has been
to create a film that maintains the qualities and illusions of a cinematic
experience in order to build dialogic spaces between the traditional linearity
and the disjunctive structure that exists within and outside the filmic frame of
Grand Tour. Practical frameworks and techniques that incorporate
interactivity, video and social media are not new and already exist. For
instance, Facebook and Twitter integrate all these elements in a very

successful way. However, Grand Tour amalgamates them inside the cinematic
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frame and as part of the fabric of the film in an attempt to reproduce and then
destabilise a linear cinematic experience. On top of the screen a thin red bar is
overlaid across the frame. The bar functions as simple directional layer with
active hotspots that signposts some form of linearity and emphasises the
hybridity of the film. The top layer is simple and transparent; it does not attract
attention to itself but invites viewers to jump to other parts of the film and
interact with the horizonal temporal dimension of the film in a non-linear way.
The main graphical components are familiar navigational elements such as
simple buttons with text tooltips. The tooltip above each red dot includes a
short description that suggests some form of structure and associations with
other parts of the film. The main aim of the top layer is to exploit viewers’ pre-
existing experiences and knowledge of interacting with online films and web-
based video applications by using familiar interaction patterns that allow
viewers to navigate easily inside Grand Tour. However, Grand Tour is also
different; for example, there is no progression bar and indication of the length
of the film, as in all films found on online video platforms such as YouTube and
Vimeo. Thus, the viewers do not know how long the film is and do not know
where they are in relation to length of the film. This approach makes the film
temporally unpredictable, disorientates viewers and reinforces the uneven and
disjunctive qualities of the film. The uneven and unquantifiable spaces
between the dots of the bar, that in traditional online linear films usually
indicate specific and measurable segments of temporality, further confuse the
viewer and emphasise the inconsistent and fragmentary progression of the
film. The top bar invites viewers to interact and move freely within the
narration layer of the film and move freely between discrete parts of the film.

When viewers jump from one part to another part through the top bar they
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can see dates on the lower part of the screen that create the sensation of

some kind of progression within the temporal dimension of the film (figure 22).

01:03:44:00

MARCH 12, 1824

Figure 22 - Screenshots from Grand Tour with non-linear dates (03:44mins).

However, the on-screen dates are not in chronological order; all the dates are
from the 19% century and progress in an unsystematic way. The main idea
behind the unpredictable temporality of the progression bar and the
unexpected use of dates is to undermine the notion of linearity and the
constructed concept of filmic and historical linear progression. Grand Tour’s
non-sequential openness invites viewers to 225 possible junctions between
different types of images augmented by the interactive affordances of the bar
(15 red dots by 15 red dots). Furthermore, because the film automatically
progresses each time the viewer jumps to a new section of the film, the
potential combinations are much higher. Instead of forming a linear
relationship between past and present, Grand Tour, through its interactive

fluidity and unpredictability, compresses multiple past and present threads,
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fractures time and resurfaces memories and narratives of the past. In line with
Godard’s and Suhr & Willerslev’s definitions of montage as an intensity that
opens gaps through which the invisible emerges (Godard 2014; Suhr &
Willerslev 2013), Grand Tour’s montage amplified by interactivity generates
temporal shifts, ambiguities and in-between spaces that make visible the
invisible cracks and holes of the constructed narrative of the historical

continuity of modern Greece from its ancient past (Herzfeld 1986).

4.10 The unbroken link with the past

The notion of uninterrupted continuity has been a central principle based upon
how modern Greece is constructed (Herzfeld 1986). As the historian Fleming
has argued, “Greece’s brief modern history has been shaped entirely by the
socially-constructed belief that it employs an unbroken link with the classical
past” (cited in Hanink 2017, p.105). Konstantinos Paparigopoulos (1891) and
Spyridon Zambelios (1881) (Demertzis and Stratoudaki 2020) were the first two
key historians of the 19*" century who endeavoured to construct a linear
historical narrative of Greece as the foundation for a unified Greek identity. In
their studies, the focus was on constructing a linear continuity and finding
similarities between modern Greek culture, customs and folk songs and those
of their ancient ancestors. Paparigopoulos’, lotopia tou EAAnvikou EGvouc
(1860) and Zambelios’, lepi nnywv tn¢ EAAnvikn¢ eBvotntocg (1857) were “in
some way a response to the ideological needs of their emergent polity”
(Herzfeld 1986, p.9). They formed the foundation for the official historical truth
which, through the formal educational system, was transferred to and widely
adopted by their contemporaries and by subsequent generations. Their work is

still taught in Greek schools, where it is propagated as the key national
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narrative (KouAoupn 1988; Kouoepn 2015; Opaykoudakn 1997). Grand Tour’'s
metabatic montage, materialises one of the key themes of the film, which is
the relationship between the Greek past and present. Grand Tour exploits
montage amplified by interactivity to form relationships between and link
fragments of history by creating Godard’s poetico-historical (Witt 2013)
threads between the apparently distant images of the ancient Greek past and
the reality travellers faced visiting Greece in the 19'" century and today. At any
time, the viewer can interrupt the linear progression, shift further away from
the surface of the film, rupture it and play with it. The suspension of the linear
flow of the narration layer of the film - as in linear essay films - is meticulously
constructed in advance, shifting the power to the viewer. The viewer controls
the film, in an open dialogue with the film which is supported and maintained
by the interwoven layers and social media feeds. The viewer takes control of
her own vision and the film is literally assembled in her hands and mind.
However, as the movement takes place vertically, the interactive top-bottom
schema becomes part of the symbolic structure and language of the film and
serves as powerful metaphor. The top parts of the layers, potentially linked
with the present, are interchangeable with the lower parts of the layers, which
potentially relate to the past. For example, in this part of the film (figure 23),
the narration layer includes images of modern Athens shot from above. The
intersecting interactive layer includes cut-out images of the Acropolis; and an
on-screen text with the famous quotation, “I am afraid we are bankrupt”
(Greek: “DAuotuxwe emtwyevoapev”’), from the Greek Prime Minister Xarilaos
Trikoupis in the Greek parliament in 1893 (Tpixa 2016); the dates of all the
Greek defaults; and an archive cut-out image of two Greek farmers from the

19%" century.

97



1 hope we give the neo-Bbewal elites a0d thew
comept ideology 3 good Mck op the ane. =
R ~N
p 'y

Figure 23 - | am afraid we are bankrupt. Screenshot from Grand Tour (01:25mins).

The playful scrolling movement generates unpredictable montages,
interchanges between different types of layers, false movements and junctures
in an unstable dialogue between past and present, and between images, feeds
and on-screen text. This montage of images that pivots around an illusory
unbroken temporality, linking them in a poetico-historical way, resembles
Godard’s methods of historical montage (Smith 1996), and “makes people see
things” (Godard 2014, p.9). However, the unstable embedded social media
feeds capture and reflect the current Greek reality that exists outside the film,
further underscoring the open and disjunctive dialogue in-between images and
temporalities. Grand Tour’s playful metabatic montage operates as a magnet,
bringing past and present close to each other, embodying the anthropologist
Faubion's observation during a field trip to Greece in the 1990s that “I still
know of no other place in which history past and present has been so
dominant an ethical concern; no other place in which history past and present
has been at once so productive a moral burden and so compelling a modern

object of sociocultural recreation” (Faubion 1995, pp.12-13).
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4.11 Final thoughts

As | discussed at the beginning of the thesis, the current theoretical
frameworks of the traditional notions of montage language are problematic
when being applied to online films such as Grand Tour. Therefore, a new set of
notions is needed, supported by new ideas and practical conceptual
frameworks. In my discussion of the montage of Grand Tour | incorporate and
amalgamate shades of softness and openness to explore the potential of
metabatic montage. Grand Tour’s metabatic montage can be described not as
a simple accumulation and juxtaposition but more as a soft and open dialogue
in-between the hard progression of the linear narration layer and the
interwoven layers. The new poetico-historical images that emerge or disappear
through the viewer’s interactions with the film deviate from the continuous
flow of the linear sequence, and as a result parts of the image break up and
fracture from the main progression of the film and generate multiple cracks
and gaps. These gaps can be seen as a metabatic montage. This type of
montage allows viewers to explore the in-between openings and engage in an
open and unpredictable dialogue with the film. From the dislocations and the
dialogic associations between the unstable points of view that the fragmented
and tangled layers present, new thoughts and meanings emerge. Merging
Farocki’s notions, “where the relation between images becomes as important
as the images themselves”(Ehmann & Eshun 2009, p.69), and the “The
essayistic approach”, which is “not to impose a definite meaning to the images,
but to create an opening” (Tode 1997-1998, p.41, quoted in Rascaroli 2017,
p.1), metabatic montage is perceived in this thesis as a creative practice for
generating dialogue and instability in an open process of continuous meaning-

making and meaning-breaking through disjunctions and in-betweenness within
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the cinematic space of Grand Tour. It assembles, represents and contrasts
multiple voices and unstable points of view within the film and creates a
physical connection and bodily engagement with the viewer. Montage
amplified by playful interactivity manifests in Grand Tour as a dialogic spark
producing a multitude of associations, emerging like invisible fibres that
traverse all the discrete concepts and elements of the film, making visible the
imperceivable. This approach makes clear, at a cognitive level, the multiplicity
of the Greek past and embodies Godard’s theorem as expressed in the
Histoire(s) (1998), that “The past is never dead. It’s not even past” (quoted in
Witt, 2013, p.i ). The quote is from William Faulkner’s Requiem for a Nun
(1951).

Because of the multiple layers of images, social media feeds and interactivity
that are so prominent in Grand Tour, it is important to review some
appropriate discourses that will enable me to discuss this complex layering of
multiple layers. In the next two chapters | will explore key concepts
surrounding interactivity and social media in relation to my artistic practice. |
will test and problematise the boundaries of these qualities with a focus on
digital media theories in order to expand the definitions of essay film and

embrace notions of interactivity and networked connectivity.
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5. Oscillating between past and present

It is argued in this thesis that linear essay films are time-based and are
constructed on the basis that the viewer will watch them in a sequential
manner within a particular timeframe. Grand Tour, in contrast, through its
metabatic montage plays with the sense of linear progression and constantly
oscillates between intersected temporalities. It generates disjunctive in-
between spaces that allow the viewer to engage in unpredicted and non-
sequential ways. The focus in this chapter is on interactivity, particularly on
discussing the dialectical relationships and spaces that open up in between the
different, interrelated layers of Grand Tour when they are mobilised, tangled,
merged and juxtaposed with viewers' actions and interweaved interactivity.
The aim of this chapter is to depart from the heritage of film montage and the
essayistic discourse and explore some of the ways interactivity can heighten

and potentially generate in-between spaces and intensify dialectic tensions.

5.1 Attempting to define interactivity

Interactivity is one of the most frequently mentioned terms in digital media
analysis. It became a significant buzzword during the late 1980s and 1990s.
Many studies of the concept of interactivity have highlighted the difficulties of
defining it (Hansen 2004; Lister 2009; Manovich 2001; Murray 2012), and
despite some innovative research, a theoretical agreement regarding the
concept has not been reached. Manovich (2001) finds that the term
‘interactivity’ is too generic to be used in the analysis of new media and
questions the very concept that new digital media is interactive. He argues that

“As with digital | avoid using interactive in this book without qualifying it, for
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the same reason — | find the concept to be too broad to be truly usefu
(Manovich 2001, p.55). However, Lister defines interactivity, as “the user’s
ability to directly intervene in and change the images and texts that they
access” (Lister et al. 2009, p.22). Murray (2012) examines interactivity in the
context of interactive design and notes that “the structures by which we script
computers with behaviours that accommodate and respond to the actions of
human beings” (Murray 2012, p.12). The starting point for how interactivity is
understood in this thesis incorporates elements of the previous definitions and
is broadly based on two key conceptual axes: Gaudenzi’s (2013)
conceptualisation of interactivity in the context of interactive documentaries
(idocs) as an open and relational process where “The user is not “observing”
the digital artefact, not ‘controlling’ it, but ‘being transformed’ by it” (Gaudenzi
2013, p.75); and Andersen’s extensive classification that “An interactive work
is a work where the reader can physically change the discourse in a way that is
interpretable and produces meaning within the discourse itself” (Andersen
1990, p.89). Gaudenzi, following second order cybernetic theories, suggests an
interactivity that is not the result of a reciprocal two-way action/reaction
exchange between the user and the computer, but rather an autopoietic
assemblage that entangles viewers/users, digital technologies and their
creators. Gaudenzi describes this complex and open autopoietic assemblage as
“living entities” (Gaudenzi 2013, p.80), stating that “interacting with them is a
way to relate, and construct, our world” (Gaudenzi 2013, p.80). Anderson
argues that for any work to be defined as interactive requires a meaning
making process that results from the user's active physical input.

Manovich (2001) defines active engagement as a key quality of digital media.
Manovich argues that “The new media image is something the user actively

goes into, zooming in or clicking on individual parts with the assumption that
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they contain hyperlinks . . .” (2001, p.180). Hansen (2004) emphasises the
strong link between digital media and physicality and argues, “[t]he image can
no longer be restricted to the level of surface appearance but must be
extended to encompass the entire process by which information is made
perceivable through embodied experience.” (2004, p.10). Barry (2001),
explores interactivity as a concept related to politics and active citizenship,
arguing that “Today, interactivity has come to be the dominant model of how
objects can be used to produce subjects. In an interactive model, subjects are
not disciplined, they are allowed” (2001, p.129). Expanding Barry’s thinking,
the viewer’s experience in Grand Tour can be described as a cinematic
experience that is defined by its ability to allow them to bring together and
hold apart, restrict and open up, exclude and include within and around the
limits of the film. In Grand Tour the viewer is an essential element of the film.
The film does not exist without direct engagement and physical manipulation
from the viewer. The viewer performs the film and at the same time is “being
transformed by it” (Gaudenzi 2013, p.75) as she constructs new levels of
interpretation and new meanings. The notion of positioning the user of an
interactive work as a performer is suggested by Marsha Kinder (2002). She
proposes perceiving the user or player “like an actor interpreting a role or a
musician playing a score, contributing her own idiosyncratic inflections and
absorbing the experience into her own personal database of memories” (2002,
pp.5-6). In this sense, Grand tour is an interactive work because viewers’
physical interactions are integrated as part of the film and their actions
produce multiple exchanges in-between the layers and temporalities of the
film and generate meanings within the film. A consequence of this is an added
emphasis on the process of interaction from the perspective of the viewer and

what the viewer does in relation to the interactive elements of the film
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(Gaudenzi 2013; Andersen 1990). However, focusing on viewers’ experiences
highlights an interesting question: how can an interactive essay film such

as Grand Tour be experienced and performed to create a unique dialogue
between the text, the filmmaker and the audience of the film? | will address
this question by discussing and exploring parts of Grand Tour in the next part
of this chapter. In this example taken from the film | will focus on the
interactive aspects of Grand Tour. However, the dialectic qualities of Grand
Tour will be examined further in the following chapters. It is important to note,
here, that | am isolating interactivity purely for analytical reasons, as all the
film's interactive, networked and audio-visual layers are connected as one

online cinematic experience.
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5.2 Excavating the past

The scene starts at 00:46 and opens with a short text-based description on the
screen explaining what the term ‘grand tour’ meant in the 18™ and 19t
centuries (figure 24). In a couple of short paragraphs, the viewer is introduced

to the meaning and significance of the Grand Tour.

went out to photograph the Perseid
meteor shower at Pentre Ifan Burial Chamber in

Pembrokeshire, and caught this HUGE fireball at 2am
which lit everything green 3

Figure 24 - Screenshot from Grand Tour (00:46mins).

A vertical white line appears on the right edge within the cinematic frame and
a small flashing arrow located in the lower middle part of the frame indicates
and invites the viewer to scroll down and explore the concealed layer buried
outside the cinematic frame of the film. The moment the viewer starts
interacting with the film the linear flow of the film pauses and the viewer can
slowly “excavate” and bring to the surface of the film the submerged
fragmented images of ancient broken artefacts that exist within the buried
layer. Scrolling further down, the viewer excavates more ancient broken

artefacts. Scrolling promotes a kind of free-flowing movement and encounter
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in the space in between the linear (but now lingering) film and the interactive
layers. Murray (1997), in her discussion of online games and immersive
environments, argues that viewers experience a sense of agency when what
they do within the environments creates tangible results. She states that
“Agency is the satisfying power to take meaningful action and see the results
of our decision and choices” (1997, p.126). In line with Murray’s argument,
Grand Tour gives viewers agency to experience the film, be transformed by it
(Gaudenzi 2013), and perform it (Kinder 2002) by disrupting its linearity and
carving into the surface of the film, excavating the buried layers as ancient
artefacts in a way that mirrors the physicality of the archaeological excavations
as a metaphor for the interactive performance of the viewer. It challenges
viewers to try to understand how the disjunctive cut-out images work, explore
the in-between cracks in an open dialogue with the narration layer of the film,
making their own mental connections between the generated juxtapositions of
the emerging images (Andersen 1990). It also triggers the viewer's curiosity,
encouraging them to explore the intersected layers more deeply, reveal more
buried elements and produce further in-between fissures and combinations.
Interactive scrolling is equated to excavating and highlights active engagement
of the viewer (Manovich 2001; Hansen 2004) but can also be perceived as
oscillating between past and present or getting deeper or closer to the subject,
revealing all the different folded layers of the film. From the perception of the
viewer, the playful up and down scrolling of the interactive interwoven layers,
is where the in-between spaces surface and the potentials for montage and
the emergence of new meanings “within the discourse itself” develops

(Andersen 1990, p.89).
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Figure 25 - Screenshots of the interactive layers of Grand Tour.

The figure 25 visually demonstrates how the interactive intersected layers are
connected with the narration layer. The intersected layer is relatively long and
includes many snippets of interactive JavaScript and HTML code. The layer is
around five to six times higher than the actual size of the cinematic frame,
approximately 4500 pixels. The vertical up and down movement of the page is
entirely controlled and performed by the viewer. The JavaScript code,
combined with the cut-out images, creates the impression of movement and
the illusion of folding and unfolding of the visual elements within the frame of
the film when the viewer uses her mouse to scroll up and down. The
movement of the mouse folds and unfolds the visual elements within the filmic
frame and produces gaps and spaces in between the intersected layers and

entangled temporalities. These spaces that emerge through interactive
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movement and disjunctions echo what Deleuze and Rascaroli describe as “in-
between spaces”. For Rascaroli, in-between spaces are essential qualities of
the essay film form (Rascaroli 2017, p.9). This in-betweenness and interactive
fluidity of Grand Tour provides the foundations for what | defined in the
introduction of this thesis as metabatic montage, and | explore further in the

next two chapters.

5.3 The challenges of interactivity

Discontinuity, opening gaps and carving in-between spaces are the key
dialogical methods in essayistic filmmaking, but are also key interactive
embodied metaphors in Grand Tour. However, the discontinuity and inherited
fragmentation of the film can potentially daunt and challenge viewers. The
challenging experience of interacting with the film is reflected in the collected
views analytics from VIMEO, the video platform on which Grand Tour is hosted

(figure 26).

Figure 26 - Screenshot of Grand Tour’s VIMEO analytics page.

The graph in figure 26 demonstrates that overall, the film attracted a relatively
substantial number of visitors, especially around the period when the film was

part of the Thessaloniki Film Festival in June 2021. However, a relatively small
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number of the viewers succeeded in watching the whole 30 minute narration
layer which is the only part of Grand Tour is tracked by the VIMEO online
platform. This is indicated by the number of views and finishes. Grand Tour
had, in total, more than 550 views but only a small number of finishes. | was
aware of the deterring potentials of the challenging nature and the possible
difficulties arising from viewing Grand Tour. However, | decided, in my creative
practice, to explore “poeticizing” the gaps between viewers and Grand Tour,
through “estrangement” and “alienation” as “an aesthetic approach” (Dunne
2008, p. 24). Dunne states that “In design, the main aim of interactivity has
become user-friendliness” (2008, p.21) and argues that user-friendliness and
transparent, seamless interfaces help naturalise digital objects and the values
and ideas they represent. Many of the interactive elements of Grand Tour are
intended to communicate ideas and implicit meanings rather than offer
practicality and navigation. My key aim is not to create a user-friendly
interactive experience, but to provoke thinking and engage viewers in
consonance with Godards’ poetico-historical montage in an open essayistic
dialogue with the film. In line with the research of Antony Dunne, who, with
Fiona Raby, established the term ‘critical design’, | developed Grand Tour not
for interactive user-friendliness but to “seduce the viewer into the world of
ideas rather than objects” (2008, p.147) and perceive the imperceptible (Alter
1996). Dunne explains critical design as a way “to make us think. But also
raising awareness, exposing assumptions, provoking action, sparking debate,
even entertaining in an intellectual sort of way, like literature or film” (2008,
p.17). Dunne devised another term called “para-functionality” (2008, p.43).
Para-functionality describes art and design projects that exemplify functional
estrangement. Dunne states that “The term means here a form of design

where function is used to encourage reflection on how electronic products
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condition our behaviour” and “go beyond conventional definitions of
functionalism to include the poetic” (2008, p.43). Paraphrasing Dunnes’s
definition, | suggest viewing the notion of para-interactivity as one conceptual
axis, along with the concepts of interactivity | discussed earlier in this chapter,
to expand the essayistic qualities of Grand Tour. The prefix para (mapa) has
Greek origins and means multiple things, such as ‘proximity’, from’, ‘before’,
‘beside’, and stresses closeness. Such a view considers para-interactivity as a
carrier of expression woven into the fabric of the film, and not just as a carrier

of functionality.

5.4 Grand Tour’s hybridity

Grand Tour is an essay film with interwoven interactive and para-interactive
and networked layers and can be described as a hybrid essay film. Its hybridity
is explained by the borrowing of essayistic practices and the remediations of
other media within the film (Bolter & Grusin 2000). Grand Tour’s hybridity is
suggested by its embedded social media feeds, and its interactive intersected
layers but also by the blending of different styles, for example the extensive
use of motion graphics, animations and visual collages in the narration layer.
Furthermore, because all the layers of Grand Tour are based on digital data,
they can easily be isolated, alternated and combined with new digital data in
many different ways that expand the expressive potential and contribute to
the open and fluid character of the film; as Manovich claims, “A new media
object is subject to algorithmic manipulation” (Manovich 2001, p.49).

The representation of digital media in digital code generates another unique
feature which is that “they can be interfaced with one another, and be

connected through networks” (Gane & Beer 2008, p.7), and also that
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“information in digital form can be shared and exchanged by large numbers of
users simultaneously” (Feldman 1997, p.6). According to Jenkins’s (2006)
media convergence theory, the old media are not just disappearing but rather
are altered and forced to coexist with the new emerging media and new
technologies. Jenkins argues that “Each of us constructs our own personal
mythology from bits and fragments of information extracted from the media
flow and transformed into resources through which we make sense of our
everyday lives” (Jenkins 2006, p.3). In Grand Tour, the convergence and
remediation of photos, visual collages and interactive animations of statues
and ancient artefacts is used as part of the broader conversation with the past
and present. Photos of statues are visual evidence of the ancient past, serving
as an alternative mode of representation, in clear contrast to how they were
used by the early travellers mainly as a proof of having been there
(Angelomatis-Tsougarakis 1990). However, Grand Tour does not reconstruct
past events or truthfully represent the past. Grand Tour, through the
remediation and digital manipulation of multiple layers of images, “becomes a
mosaic in which we are simultaneously aware of the individual pieces and their
new, inappropriate setting" (Bolter & Grusin 2000, p.47). The essayistic
intention behind this fragmented remediation of digital images is to create the
illusion of historical continuity that is constantly disrupted and interrupted by
other temporalities, that in turn generate questions and reveal other forms of
poetico-historical continuities, and soft and metabatic montages such as debt

and political dependence.
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Figure 27 - Screenshot from Grand Tour (03:50mins).

5.5 Grand Tour’s playfulness

In this part of the chapter, | will explore the concept of playfulness, a concept
used frequently in this thesis. ‘Playfulness’ and ‘playful’ are two terms often
used in describing and defining essay films and in discussions about
interactivity and interface design. In the 1940s, avant-garde filmmaker Hans
Richter explained why he used the term ‘essay’: “The term essay is used
because it signifies a composition that is in between categories and as such is
transgressive, digressive, playful, contradictory, and political” (Alter and
Corrigan 2017, p. 91). Papazian and Eades (2016) define the essay film as a
distinct form of filmmaking “characterised by a loose, fragmentary, playful,
even ironic approach the essay film raises new questions about the
construction of the subject, the relationship of the subject to the world and the
aesthetic possibilities of cinema” (2016, p.1). Harun Farocki, in his response to

a question about the use of commentary in his films, stated: “I make such

playful use of the commentary, | propose this meaning and then another
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meaning, and then exchange them, as one does when playing cards in a game”
(Elsaesser 2004, p.187). Ha and James (1998) argue that interactivity is “the
extent to which the communicator and the audience respond to, or are willing
to facilitate each other’s communication needs” (1998, p.462), involving:
“playfulness; choice; connectedness; information collection; and reciprocal
communication” (1998, p.462). Murray states that “new technologies trigger a
state of playful exploration when they afford direct manipulation with
immediate feedback” (2012, p.380). Playful exploration is a key part of my
filmmaking approach. Through a mixture of scrolling, simple interactions and
unexpected visual disjunctions and juxtapositions, | try to stimulate the viewer
to play, explore and manipulate the temporal dimensions of the film in order
to experience agency, develop a playful physical attachment and engage in a
dialogic exchange with the text.

Grand Tour’s playful montage, which is mainly expressed through the use of a
scrolling mouse, echoes game designer Paul Pethick’s (2021) proposition about
play, that “the appeal lies not in any wild freedom it seems to offer, but in the
very nature of its limits.” Furthermore, “It’s these strict limitations which draw
you in and make it satisfying” (Pethick 2012, p.29). Pethick’s comments refer to
his discussion about play and playfulness, an attitude, he argues, that we can
apply to everything (Pethick 2012, p.26). Pethick points out that a few years
ago, the US National Museum of Play introduced a new toy as part of its Hall of
Fame section. Usually, they include commercially produced toys, but the new
toy was a humble wooden stick. The curator decided to include it because of
its imaginative simplicity. Its power lies in its inventive unsophistication. It can
be “a wild west horse, a medieval knight’s sword, a boat on a stream, or a
slingshot with a rubber band” (Curator Chris Bensch, cited by Pethick 2021,

p.30). Playfulness in Grand Tour is inspired by the imaginative potentials of the
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wooden stick and takes advantage of the simplicity of scrolling to intensify
dialectical tensions, inviting the emergence of new meanings and thoughts. It
traverses the fabric of the film as another essayistic thread in an attempt to
extend interactions and challenge viewers’ interpretive ability in a stimulating
feedback loop between past and present, stillness and movement.
Paraphrasing Bazin’s famous quote in his review of Chris Marker’s montage in
his film Letters from Siberia (Marker 1957), for a montage “from the ear to the
eye” (as cited in Stob 2012, p.37), in Grand Tour interactive scrolling is used to
reveal and create new mental connections and understandings “from the
finger to the eye”. The online space of Grand Tour functions as an echo of the
connection between what the viewer sees and touches, a co-occurrence of the
two senses of touching and seeing. Through the interactive actions and
reactions of the viewer, these two different dimensions, in a physical and
visual way, come together to unify space and time and engage viewers in a
dialogical relationship with the spatial and temporal dimensions of the film.
John Berger and Jean Mobhr, in their visual essay book Another Way of Telling
(1982), argued that their book, even if it looks cinematic, works very differently
from cinema because it allows readers to pause, go back one or more pages
and jump forward through the pages in the book. This type of
“hypertextuality” allows readers to expand their understanding of the text and
the photographs and can result in a number of different readings of the same
text. They argue that a key difference between viewing images in a book and
watching a film is the forward temporal force of the filmic apparatus, which
Berger describes as producing a kind of “temporal anxiety” caused by the
constant forward movement of the film. Berger writes: “In a film ... there is
always a third energy in play: that of the reel, that of the film’s running

through time” (1982, pp.288-289). Grand Tour invites users, unrestrained by
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temporal anxiety, to navigate among the threads of the film, para-interact with
the images, explore new associations and meanings and be changed by the

film (Gaudenzi 2013; Andersen 1990).

5.6 Interactive documentaries - idocs

As | stated in the introduction of the thesis, because of the limited literature
and the few interactive essay film paradigms, | have expanded the research
area of my study to the scholarship of interactive documentaries (idocs). My
motivation to explore the literature related to idocs, apart from their historical
and genealogical affinity to the essay film and documentary genres which |
explored in previous chapter, is that idocs have become an established area of
research and practice over the last 10 years. Scholars of the field (Judith Aston
(2012); Jon Dovey (2008), Kate Nash (2021); Sandra Gaudenzi (2013)) and
interactive documentary practitioners (Katerina Cizek; Florian Thalhofer;
UPIAN) have researched and explored concepts related to my practice and
thesis research questions. This thesis builds on that body of research and draw

in particular on the concept of interactivity.

5.7 Alma - A tale of violence

| would like to start my exploration of some key idocs concepts by reviewing an
important source of inspiration for the development of Grand Tour, namely an
interactive documentary (idoc) by Miquel Dewever-Plana and Isabelle Fougere,
Alma - A tale of violence (2012). This idoc tells the story of Alma, who was a
member of a notoriously violent Guatemalan gang. The film is a testimony to
the gang violence in Guatemala, was included in many documentary festivals

around the world and collected a number of awards, such as the IDFA Award
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for digital storytelling (2012) and the innovation Award in Sheffield Doc festival
(2013) (docubase 2012). Alma tells the story in a confessional style, with Alma
looking straight at the camera and talking directly to us. It is filmed and edited
in a simple but powerful way, focussing on Alma’s face and voice, highlighting
the authenticity of her confessions. What | find particularly inspiring in this
idoc is the subtle use of interactivity. Throughout the duration of the film there
is a hidden layer that plays simultaneously with the actual film. The hidden
layer is located on the top of the frame and can be activated only if the viewer
moves her mouse close to top edge of the screen. The concealed top layer
includes mainly static photos (Miquel Dewever-Plana, one of the directors of
the film, is an independent photographer). The images are directly linked to
and support Alma’s testimony. The idoc enables the viewer to watch and at
the same time to switch between the two visual layers that run in parallel. The
first layer is created from Alma’s personal confessions, in which she tells her
story facing the camera. The second layer, which runs in a parallel level, is
created from photos and drawings which blend together and bring Alma’s
violent past to real life. The subtle interactive revealing of the hidden layer
creates a horizontal split screen effect that produces juxtapositions by allowing
the viewer to access parts of Alma’s painful past memories while she watches
the film. Although Grand Tour is a very different film, there is a functional
affinity between Grand Tour’s playful and fragmented configuration and
Alma’s dual screen interface design. However, Alma is an idoc grounded in
reality with strong affinity to documentary genre. Alma’s real and honest first-
person testimony produces a space for an explicit understanding of her past
and of her interpretation of time. Her story is real and authentic, and as the
directors state, “this web-documentary is her path to redemption” (docubase

2012). All the elements of the interactive experience support the reality of her
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life, the truthfulness of her testimony and the real consequences of her past
actions. Alma is an idoc rooted in the documentary tradition. In contrast,
Grand Tour’s aim is to create ambiguities and suggest in-between spaces that
offer opportunities to reimagine past and historic time in the context of Greece
and the journeys of the European travellers. Grand Tour is speculative and
within the filmic space there is no linear time of reality but a fluid poetico-
historical thread that connects past and present. Grand Tour teases the
viewer's imagination in playful ways by letting them take control of the
interplay between spatial and temporal proximity and distance. The dialectic
between proximity and distance is an interface design approach in both Grand
Tour and Alma. In Alma it is used as a device to support the truthfulness of
Alma’s testimony, while in Grand Tour it is used as a key conceptual metaphor
to amplify dialectic tensions between past and present and to playfully invite
the viewer to ‘excavate’ buried ancient relics that are hidden outside the filmic
screen. For example, a scene in Grand Tour that starts at 03:50 (figure 28)
captures the open and disjunctive relationship between past and present. The
scene starts with an animated sequence of cut-out graphics that slowly come

together and reconstruct an old image of the Acropolis and Athens.
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Figure 28 - Screenshot from Grand Tour (03:50mins).

The photo is an old photo taken from far away. The landscape around the
Acropolis is clearly visible and depicts Athens as it was 150 years ago. In the
foreground two figures sit on top of a hill. Their faces are not visible, as they
are both looking at the Acropolis. The figure on the left is dressed in the
traditional Greek white fustanella (Greek: douvotavéla) and the other in a
typical 19t century western type dark suit. This digitally reconstructed image
sets the ambiguous sentiment of the film and highlights the main thematic
juxtapositions that run throughout the film: the ancient and the modern, West
and East, past and present. Both are looking at the Acropolis, both are situated
in the present of the photo, looking at the past, placed within the fluid present
reality of Grand Tour. The figure on the right looks like a European traveller,
peacefully envisaging the next entry to his journal, and the Greek in the
fustanella is perhaps his guide or servant. Travel writing about Greece after the
early 19th century played an important role in constructing how modern

Greeks were perceived in Europe (Hanink 2017; Tziovas 2014; Roessel 2002;
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Eisner 1993; Angelomatis-Tsougarakis 1990). The travellers were inspired by
their own classical education and a desire to visit the land that produced so
many great thinkers and raised human civilization to such great intellectual
heights. However, as Kolocotroni & Mitisi argues, “Travel writing on Greece
reflects the ambiguous position of the nation itself. Situated at the threshold
between past and present, East and West, Greece for the traveller questions
the opposition between Europe and the Orient, but is also divided between its
idealised timeless image and its modern incarnation” (Kolocotroni & Mitisi
2008, p.xi). In line with this uncertain location of Greece, Grand Tour’s
disjunctive nature is shaped by these ambiguities and the ambivalent

perception of both past and recent European travellers.
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Figure 29 - Screenshot from Grand Tour with embedded Twitter feeds (03:50mins).

The viewer’s interactive scrolling brings together images of the Acropolis as it
was 150 years ago and as it looks today. Thus, within the frame of the film,
multiple uneven temporalities intersect in some kind of disjunctive order. At

the same, the juxtaposed Twitter feeds recontextualise these temporalities as
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part of the present (figure 29). The viewer, through her constant playful
movement, continually estimates her position and reimagines and negotiates
the dialectic associations between the images. She can playfully move further
away from the frozen narration layer, and in a sense, she can become absent,
lost and disconnected. She does not have a fixed position within the film, she
exists in the in-between space and is detached from the certainty of reality and
stable meanings and reality. Grand Tour resembles Corrigan’s description of
Alain Rensais’s Night and Fog (1956) as a film that “drifts through horizontal
tracks, punctured by archival stills” (Alter & Corrigan, 2018 p.210). However, its
direction is not only sequential and horizontal but unstable, unpredictable, and
ambiguous. This ambiguity of the film invites the viewer to constantly
reposition herself within the space of the film and ask what is hidden beyond
the frame and under the surface. Grand Tour viewer’s ambiguous and
unanchored position within the film continually subverts the assumption that

there is one objective reality.

5.8 Grand Tour as idoc

One of the first researchers who studied the interactive documentary as an
independent form is Sandra Gaudenzi in her thesis The Living Documentary:
from representing reality to co-creating reality in digital interactive
documentary (Gaudenzi 2013). One of Gaudenzi’s key arguments is that idocs
are not just the digital extensions of traditional documentaries but are
“something else” (Gaudenzi 2013, p.73). This argument resonates with how |
locate Grand Tour in relation to the essayistic filmmaking discourse and | will
explore it in more detail in this part of this chapter. Gaudenzi proposes four

modes of interactive documentaries, based on key conceptualisations of
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interactivity that expand Bill Nichol’s documentary modes of representation
(Nichols 2002): the conversational mode; the hitchhiking (or hypertext) mode;
the participative mode; and the experiential mode (Gaudenzi 2013). Similarly,
Nash (2012) offers another classification of interactive documentaries that
defines them as “webdocs”. Nash defines three types of webdocs: narrative,
categorical and collaborative. (Nash 2012, p.203). From the different
classifications of interactive documentaries, Grand Tour is closest to
Gaudenzi’s hitchhiking or hypertext mode, since this mode is primarily
characterised by a more or less defined set of interactive elements and options
for the viewer. Gaudenzi argues that in hypertext idocs, their interactive
structures “guarantee a dynamic relation between the interactive product and
its environment (user, platform, author) that do not exist in linear film”
(Gaudenzi 2013, p.88). In Grand Tour, viewers have a degree of freedom to
decide what parts of the film to access and interact with, although the actual
parts they can access and interact with are specific and definite. However,
within the interactive layers of the film, several social media feeds are
embedded. These feeds are constantly being updated, as they continually draw
live information, posts and external real-time content from the web. In Grand
Tour, viewers can potentially like, comment and retweet any embedded posts.
Viewers’ contributions will be automatically amalgamated in real-time by the
embedded social media feeds in the film. Therefore, viewers can influence the
film and in a limited way change it. This limited participatory aspect of Grand
Tour bears some similarity to Gaudenzi’s participative mode, where the
content of the idoc is open to constant change because users can upload new
material. However, as | will discuss in more detail in the next chapter about the
networked connectivity of the film, this is not my primary motivation for

embedding social media feeds. Grouping Grand Tour under the hitchhiking or
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hypertext idoc mode raises the question of whether Grand Tour can be
classified as an idoc. To answer this question we need to step back and explore
the key definition of what an idoc is. Gaudenzi and Aston define idocs as “any
project that starts with the intention to engage with the ‘real’, and that uses
interactive digital technology to realise this intention” (Aston & Gaudenzi
2012, p.125). This definition is very broad and potentially includes many digital
based projects. However, Nash (2012) argues “that the webdoc can and should
be situated within the documentary tradition” (Nash 2012, p.208). She points
out webdocs have a number of characteristics that form a “family resemblance
with the traditional documentary” (p.197). These affinities start with the
organisations that produce and fund traditional documentaries, and who also
produce and fund webdocs. Furthermore, many webdocs follow the
representational logic and techniques of traditional linear documentaries. For
example, the idoc AlIma - A Tale of Violence, which | discussed earlier in this
chapter, is based on traditional documentary conventions and with “an
intention to document the real” (Aston & Gaudenzi 2012, p.125). Finally, Nash
identifies continuity with the traditional forms of documentary in terms of
purpose and the similar structural, narrative and thematic patterns established
in linear broadcasted documentaries, and argues that “The content and
approach of webdocs can often be indistinguishable from television
documentary” (Nash 2012, p.198). Drawing on Gaudenzi’s definition, Grand
Tour can generally be categorised as an idoc, as her definition is very broad,
potentially including a vast range of digital projects. However, following Nash’s
argumentation about the “family resemblance” with the documentary
tradition and the suffix doc of webdocs and idocs highlight some form, link

or continuity with the documentary tradition, | would hesitate to clearly define

Grand Tour as an idoc or webdoc. Also, as | stated in the introduction, the key
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point of departure of this thesis is the intention in this PaR project to explore
specifically the addition of interactivity to the context of essayistic filmmaking,
and Grand Tour is a film defined by its essayistic heritage. Moreover, as
Montero argues that in order to explore the complexities of essayistic
filmmaking “is essential to go beyond documentary” (Montero 2012, p.53).
Grand Tour is an essay film that incorporates other forms, styles and genres
and is situated “between fact and fiction, between the documentary and the

III

experimental” (Alter & Corrigan 2017, p.198). Grand Tour emerges “out of
those documentary and avant-garde traditions” and it develops the notion that
“the essayistic should not necessarily be seen simply as an alternative to either
of these practices (or to narrative cinema); rather it rhymes with and retimes
them as counterpoints within and to them” (Alter & Corrigan 2017, p. 198).
This PaR project echoes Rascaroli’s claims that “essay film is an open field of
experimentation, sited at the crossroads of fiction, nonfiction, and
experimental film”, and, “although sitting at a crossroads ... occupies its own
place” (Rascaroli 2008 p.43). In line with Alter’s argument that “The form of
the essay film is characteristically unpredictable because it does not follow
conventional rules” (2018, p.5), and consistent with the essayistic tradition of
avoiding classifications and definitions (Alter & Corrigan 2017; Rascaroli 2008),
| locate Grand Tour primarily as an online essay film situated in the in-between

space of non-fiction essayistic filmmaking traditions and online digital media

practices.

5.9 Final thoughts

In line with the dialogic qualities of the essay film, | discussed in Chapter three,

| argued in this chapter that Grand Tour’s playful trial-and-error interactivity
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and para-interactivity amplify dialogic tensions, generate gaps and in-
betweenness and give agency to the viewer to create openings and
disjunctions between her and the film (Rascaroli 2017; Deleuze 1997b;
Gaudenzi 2013; Andersen 1990). The interactive elements of Grand Tour are
intended to provoke thinking and engage viewers in a dialogic tension with the
film, rather than offer practicality and ease of navigation (Dunne 2008).
Interactivity in Grand Tour is woven into the fabric of the film and its dialogic
configuration is intended to summon the in-between spaces defined by the
cinematic frame, interactive movement, fluid layers and viewers’ physical
engagement. In Grand Tour, the nature of viewers' experience is not only
related to the linearity of the film but also to the interwoven interactive
elements of the film. Grand Tour invites the viewer to interact and reposition
herself within the multiple temporalities of the film. The conceptualisation
behind this approach is to create the illusion of historical continuity, using a
linear thread that is constantly disrupted and interrupted by the interwoven
layers, that in turn oscillate and reveal other forms of continuities, such as
financial and cultural debt that | will explore in the next two chapters of the

thesis.
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6. Living dialogic shards in Grand Tour

In this chapter | will focus my exploration on the networked elements of the
film. The networked connectivity of Grand Tour is expressed through its online
space and its social media presence. Viewers can visit the online Grand Tour
web site, experience and interact with the film and at the same time engage
with it through popular social media platforms such as Twitter, Facebook,
Instagram and Pinterest (see Appendix 2 for the links to social media
platforms). While having a dedicated web URL and web space on the internet
is crucial in making Grand Tour active and visible, its social media presence
gives viewers the opportunity to feel part of something thriving, alive, reactive

and tangible.

"% Diogenes of Sinope
@DiogenisSinof

The Pergamon Altar was built about 150 B.C., on the

Acropolis (high point of the ancient Hellenic city of

Pergamon) in Asia Minor.

Photo: Statues from the Pergamon altar, now located at

the Pergamon Museum in Berlin. s i oy ent isHOM

V=il #Greece #Greek_Art ; REitsicottupt mecha ;
o Al L -

e middle of its fourth dead crisis.

Figure 30 - Twitter feed screenshot from Grand Tour (01:18mins).

Grand Tour’s social media presence is rendered within the film through

interweaving social media fluid feeds, capturing, in real time, social
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experiences that allow a co-existence and a simultaneous presentation of
multiple voices. In this chapter the emphasis is on how Grand Tour renders real
time social experiences within the fabric of the film and in the dialogue
between the film’s multi layered subjectivity and the captured social media
voices within the space of the film. In particular, it explores how the fluid
voices conveyed by the social media feeds clash at multiple levels with the
stable voices in the narration layer, generating disjunctions and unexpected
dialectic tensions. The conceptualisation of social media in this chapter builds
upon the notions of gaps, fissures and in-between spaces that | explored in
chapters three and four (Rascaroli 2017). It also follows on from Corrigan’s
notion that the “essayistic describes the many-layered activities of personal
point of view as public experience” (Corrigan 2011, p.13) and expands his
definition that the essay film is a “tripartite structure of subjectivity, public
experience, and thinking” (Corrigan 2011, p.63). Following these notions, |
could suggest that in an online essay film such as Grand Tour, the embedded
social media feeds define and form this tripartite space where the author’s
subjectivity encounters many public voices within the dialogic space of the
film. Within this framework, | will explore how Grand Tour’s interwoven social
media layers, and the fluid visual and textual juxtapositions they generate
within the film, are indicative of the ways in which this form of online essay
film can foster dialogic tensions and reach far beyond the cinematic space of

the film.

6.1 Multiple voices of social media

The social media feeds in Grand Tour can be understood as utterances,

following Bakhtin’s notions of heteroglossia and dialogism and Montero’s
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(2012) discussion emphasising the presence of multiple voices in essay films.
As | discussed in chapter three, Montero argues that essay films are based on
two of Bakhtin’s notions: the notion of “heteroglossia”, seen as the “multiple”
voices present in a language, and of “dialogism”, understood as the different
ways that “heteroglotic” voices relate within texts (2012). The social media
feeds interwoven into the fabric of the film, enriched by the online discussions
that develop around them and amplified by interactions such as likes and
reposts, present a multitude of voices relate within Grand Tour. However,
there are more reasons why Grand Tour may be considered dialogic in
Bakhtinian terms. Grand Tour does not answer questions on the issues it
explores. It unfolds conceptual associations and raises questions for the
viewers to answer themselves. Viewers can interact with the social media
feeds within and outside Grand Tour’s filmic space. Exchanges and open
dialogue between many voices are inscribed into the very fabric of the film. In
this sense, Grand Tour can be understood as a Bakhtinian “rejoinder” (1982).
Bakhtin argues that a work should be “determined by its interrelationship with
other rejoinders in the same dialogue (in the totality of the conversation)”
(1982, p.274). The social media feeds add layers of visual and textual
complexity that grow and expand within the cinematic space and expand
beyond the confined filmic frame. Figure 31 demonstrates how generally
Twitter feeds are presented and integrated within the cinematic frame of

Grand Tour.
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Figure 31 - Embedded Twitter feed.

6.2 Twittersphere

Grand Tour exists as an online public virtual space, as a technology, as a
medium and engine of and for online interactions. The sense of space for the
interactions is defined by the technical possibilities of the digital network, the
social media platforms, the author and the viewers. For Castells (2009), distant
interactive communication does not eliminate space. It transforms the sense of
space to something new, which he calls “the space of flows”. The space of
flows is an assemblage of digital and electronic networks and information
systems, but it also “has taken over the logic of the space of places, ushering in
a global spatial architecture of interconnected mega-cities, while people
continue to find meaning in places and to create their own networks in the
space of flows” (Castells 2009, p.xliv). Grand Tour is part of this changing and
constantly shifting topology that people and texts experience in network

driven societies. According to Castells, “networks constitute the new social
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morphology of our societies, and the diffusion of networking logic substantially
modifies the operation and outcomes in process of production, experience,
power and culture.” (Castells 2009, p.500). Grand Tour‘s multiple layers of
social media connectivity expand the film beyond its specific temporality and
offer opportunities for the film and viewers to connect, engage and situate
themselves in relation to the world around them in a fluid online space of
interlinked space of flows. There is a body of literature that defines social
media areas of online activities as virtual spaces that resemble the notion of
public and social spheres (Shirky 2008, EI-Nawawy & Khamis 2010) and it is
common in the literature discussing social media to label the areas of online
interactions as spheres, such as “Twittersphere” (Ausserhofer & Maireder
2013). The term “public sphere” was first coined by Jirgen Habermas (1964).
The notion of the public sphere emerged in early capitalism as a socially
common area between state and society. It can broadly be defined as the area
of social life where common political activity takes place, where concerns for
public welfare are debated and public opinion is formed and expressed
(Hohendahl & Russian 1974). Peter Dahlgren (2005) argues that the public
sphere functions as a “constellation of communicative spaces in society that
permit the circulation of information, ideas, debates—ideally in an unfettered
manner—and also the formation of political will” (Dahlgren 2005, p.148).
Shirky (2008) observes that new participatory media have been given many
names, such as “social software”, “social computing” and “social media”, and
he argues that social media are tools that “increase our ability to share, to co-

operate, with one another, and to take collective action” (Shirky 2008, pp.20-

21).
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6.3 Grand Tour’s social media presence

Building upon Castells’ (2009) ideas about the new networked social
morphology and following Barry’s (2001) exploration of interactivity as a
concept related to politics and active citizenship, Shirky’s (2008), and
Corrigan’s (2011) arguments, my key approach, from the start of assembling
Grand Tour’s social media presence back in 2016, was to interact and engage
with the complexity of everyday life by gradually building links with the wider
community of active users within social media networks related to: Greece in
general; ancient Greece; the celebrations of 200 years since the Greek
revolution; and the economic crisis that started in 2010.

The active presence and participation of social media are key expressions of
the networked nature of Grand Tour and are assembled by multiple online
platforms. The key social media platform used in Grand Tour is Twitter.
Additionally, a Facebook page, an Instagram account and a number of
Pinterest boards form its social media online presence. | am the single owner,
author and moderator of all the social media accounts. Grand Tour’s social
media presence creates a shared online filmic space for viewers to explore,
follow and potentially form virtual relationships with other users through the
technical infrastructure affordances of the social media platforms (Rathnayake
& Suthers 2018). Grand Tour’s multiple social media outlets allow viewers to
engage with the film in several ways, by interacting with the embedded feeds,
following threads and searching for relevant topics, liking, linking and sharing.
Although Greece, ancient Greece and the crisis are the central themes of
Grand Tour’s social media focus and presence, gradually more themes
emerged through reaching out and interacting with the social media sphere,

such as democracy, economy, migration, BLM, and even Brexit and the political
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crisis in UK. This reflects Hinton and Hjorth’s observations that “Social media
bleeds across platforms (desktop computers, mobile phones, tablets and on
modern network-capable televisions), across social and media contexts, and
creates various forms of presence” (Hinton & Hjorth 2013, p.1). However, this
“bleeding” and omnipresence of social media in the context of Grand Tour
deepens its essayistic qualities and emphasises its Bakhtinian living utterance
dimensions, opening closed and fixed meanings, and expanding further
Rascaroli’s argument that “the essay film is a fragile field because it must
accept and welcome the ultimate instability of meaning and embrace

openness as its unreserved ethos” (Rascaroli 2017, p.16).

6.4 Twitter feeds

Grand Tour’s most active social media presence is through Twitter. | decided to
use Twitter as the main social medial platform because of its open
architecture, its flexibility with sharing content, its easy interface for
embedding feeds and hashtags, and its ability to support conversations (Hinton
& Hjorth 2013, Rathnayake & Suthers 2018). For example, the Greek crisis that
started in 2010 dramatically unfolded day by day in real life but also, post by
post and tweet by tweet, and through retweets and likes across multiple
Twitter accounts, posts and feeds (Ferra 2019). In particular, Twitter hasn’t
only mirrored and reproduced the dramatic events of the Greek crisis but in
many instances has influenced or even created them. As The Guardian
reported about the Greek crisis, “Twitter actively shapes fast-moving events”
(Harding 2015, para. 1). The Greek Prime Minister Alexis Tsipras and his
Finance Minister Yanis Varoufakis used Twitter to gain the initiative in their

negotiations against the old fashioned non-tweeters, German Prime Minister
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Angela Merkel and her Finance Minister Wolfgang Schauble, and attracted
thousands of likes and retweets. In the screenshots taken from Twitter during
the summer of 2015 in figure 32, BBC journalist Ros Atkins reported that the
Greek government imposed a withdrawal limit in the banks. In the same
period, Lithuania’s Foreign Minister, Antanas Linkeviciu, laments Greece and

criticises the Greek government that “lives in a parallel world”.
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Figure 32 - The Twitter feeds of BBC journalist Ros Atkins and Lithuania’s Foreign Minister Antanas Linkeviciu.

In contrast, Greek Prime Minister Alexis Tsipras and Finance Minister Yanis
Varoufakis used Twitter to summon the progressive political forces of Europe
to support Greece and to expose the EU’s plans to enforce new austerity
programmes on the Greek people (figure 33). This was crucial period for

Greece, as the just elected leftish government led by Alexis Tsipras was
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negotiating the terms of the second bailout. Grand Tour captures in real-time
all these interactions and incorporates them as part of the fabric of the film.
This interrelation between the feeds and the layers of the film yields gaps and
juxtapositions that form in-between dialogic spaces and promote exchanges

between the “utterances” of many voices and produce new meanings.

Alexis Tsipras @
A majority progressive government may now be able to form. Our Yanis Varoufakis Q
offorts are being vindicated. E 2 Is changing! ? ; = S g
efforts arebeing vindicated. Europe fs changing While Greece is burning, the troika is implementing the 5th (!)
consecutive Austerity Program: Speaking through Klaus Regling, the
Alexis Tsipras @ troika demanded that the gvt primary deficit falls from 7.2% of GDP in

Austerity has now been politically defeated in , as well. Parties now to 0,3% in 2022 => Total Austerity (spending cuts & new taxes)
seeking to serve society made a strong showing =15 billion

Alexis Tsipras @

defends its rights, along with the universal values of - .
solidarity, and soci ) Yanis Varoufakis @

Tnv wpa Tou o To1og Kaiyetat 1o 50 Mvnuoévio eivat rién edw: H
TPoéIKa anaitnoe péow PEYKALYK Eva TIpwToyeveS EAAswpa 0,3% ya
10 2022 => TuvoAkr) Attdtnra (epikotég & véol pdpol) = 15 dig!
(Téon AtotnTa Xpetaletal yia va TIaet To TIPWTOYEVES amno -7,2%
¢€tog oo 0,3% 10 2022)

Figure 33 - The Twitter feeds of the Greek Prime Minister Alexis Tsipras and Minister Yanis Varoufakis.

6.5 Grand Tour’s Twitter account

Grand Tour’s Twitter profile has gathered more than 600 followers and shared
more than 2200 tweets and retweets over the last five years. In the context of
Grand Tour, Twitter is used in three different ways: to post and share content;
to retweet posts from other users that Grand Tour’s Twitter avatar follows;
and to bookmark and moderate feeds and posts. The tweets are incorporated
into different parts of the film through TweetDeck, Twitter’s specialised

sharing and publishing platform.
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Figure 34 - Grand Tour’s TweetDeck and walls (25 June 2020).

TweetDeck allows users to view multiple timelines in one unified online
interface and is used to create Twitter walls. Twitter walls allow users to
capture and visualise real time updates based on key algorithmic parameters
such as themes, users, popular topics and likes (Rathnayake & Suthers 2018).
TweetDeck’s lists and feeds are constantly active and are formed in real time
by the online activity (likes, retweets etc.) of Twitter users such as Greek
ministers, the Greek Foreign Office and the EU Commission, and themes are
sourced through Twitter hashtags such as: #greekcrisis, #greekdebtcrisis,
#ancientgreece, #igreekhistory, #europeantravellers and #greekeconomy. A
Twitter hashtag is a very useful functionality that is used to catalogue and
organise keywords, themes, ideas and words in posts to make it easy for
Twitter users to find, follow and get the latest updates about topics and issues
they are interested in. All these algorithmically driven updates capture users’
interactions and are instantly reflected and included intrinsically in Grand

Tour’s film fabric through the addition of a standard piece of HTML code.
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Figure 35 - Grand Tour’s Twitter wall (25 June 2020).

These web pages are part of the wide nexus of remediated videos, sounds,

images, code JavaScript snippets and social media that live under Grand Tour’s

space of flows. Any updates on Grand Tour’s embedded social media walls,
feeds and posts are automatically remediated and mirrored inside the

cinematic frame without my intervention or input.

6.6 Grand Tour’s social media curation

The social media feeds are curated by me and updated daily, and to some
extent are another voice among all the other voices, but are also my own
subjective voice. The social media strategy of the film is inclusive and mixes

personal observations and comments on political and social issues that are
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related to Grand Tour’s political and philosophical point of view. In that respect
the social media feeds are not very different from the voice-over of a
traditional essay film. However, the social media engagement captured within
Grand Tour is also formed through algorithms that | have limited moderating
control of. As a result, most of the multiple textual and visual juxtapositions
between the fluid real time feeds and the more stable elements of the film are
completely unintentional, introducing temporal gaps and unpredictability.
Terranova and Donovan (2013) describe this nexus of networked and
remediated elements as “A new topology of distribution of information ...
based in ‘real’ social networks, but also enhanced by causal and algorithmic
connections” (2013, p.297). Therefore, one key difference between the voice
of sequential essay films and Grand Tour is that the social media feeds
operating as multiple interlinked voices of Grand Tour are fluid and constantly
changing, based on algorithms that the film and the author do not have total
control of. The feeds in Grand Tour do not have a final and stable form like an
essay film does, where the voice-over is meticulously constructed and stays
stable and unchanged throughout the life of the film. The feeds take the form
of a dialogue within the film, with my online exchanges, with parts of the film
and with the world, and address key social and political issues including Greek
history, economics, political movements and democracy. For example, the
Twitter feed includes a post (on 26 August 2021) by the ex-Greek finance
minister Yianis Varoufakis that comments (in Greek) about the evacuation of
Western forces from Afghanistan. Yianis Varoufakis is followed by Grand Tour’s
Twitter account and because of his proliferate and dynamic online presence
appears frequently in Grand Tour’s feeds. Varoufakis’ Twitter post is
momentarily juxtaposed with the part of the film picturing the size of the loans

the European Commission provided to Greece and the timeline of the bailout.
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e middle of its fourth dead crisis.

Figure 36 - Screenshot from Grand Tour (01:16mins).

Scrolling further down the Twitter feed, there is a review of a Greek film and a
discussion, in Greek, about the film. The post about the Greek film is from the
user Diogenes of Sinope, a user Grand Tour is actively following on Twitter.
Diogenes’ post is fleetingly juxtaposed with a public debt clock and the images
of modern Athens from the narration layer, which is constantly updated and
presents in real-time the expansion of the Greek total national debt and the

progression of Greece’s gross domestic product (GDP).
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Figure 37 - Screenshot from Grand Tour (01:15mins).

The dialogue between the two voices is formed in the gaps and cracks in
between the social media feeds and the film, and is shaped and maintained by
the social media contributions, sharing and discussions that transpire within
the cinematic space of the film. However, the feeds are fluid and unstable;
they do not have a firm visual and contextual form like a linear essay film does
and they continually shift form every minute. They ascend and descend
through viewers’ interactions as threads of the present, generating temporal
gaps and disjunctions by penetrating the fabric of the film and disrupting its
linearity. Diogenes of Sinope’s post about the film mirrors the social now of
Greece and reflects the reality of the living experience outside the film;
however, it might not appear again within the film. The embedded social
media feeds and Grand Tour’s overall online presence capture and remediate
in real time the social present of Greece. Bakhtin, in his critical essay Discourse
in the novel (1981), argued for artists to overcome the divide between style
and formalism and reach beyond the social boundaries of the arts. Bakhtin
advocates for an art that does not ignore “the social life of discourse outside

the artist's study, discourse in the open spaces of public squares, streets, cities
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and villages, of social groups, generations and epochs” (1981, p.259). Bakhtin,
in his effort to reintroduce discourse into everyday social life, established the
notion that living utterances always exist in a social dialogue with other

utterances as part of a web of living dialogic threads. Bakhtin explains:

The living utterance, having taken meaning and shape at a
particular historical moment in a socially specific environment,
cannot fail to brush up against thousands of living dialogic
threads, woven by socio-ideological consciousness around the
given object of an utterance; it cannot fail to become an active

participant in social dialogue. (Bakhtin 1981, p.276).

In embedding social media feeds, Grand Tour anchors the essayistic discourse
into fluid everyday life “in organic unity with a work's semantic components”
(1981, p.259). Corrigan argues that essay films are “first, practices that undo
and redo film form, visual perspectives, public geographies, temporal
organizations, and notions of truth and judgment within the complexity of
experience” (Corrigan 2011, p.3). Expanding Corrigan’s position, the
interwoven layers of social media feeds present a dynamic web of multiple
subjectivities, or voices, that are in a constant interconnected fluid movement
that continually fluctuates through the online engagement of the author and

the viewers within the complexities of the experience.
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Figure 38 - Screenshot from Grand Tour (04:30mins).

6.7 Grand Tour’s voice over; Coexistence of voices

As | discussed in previous chapters of this thesis, one of the key viewing
modalities of Grand Tour is dialogic and includes an exchange between many
voices in a dialogue with the interwoven layers of the film. However, before |
explore how these gaps are produced and how new dialogic possibilities
emerge, | will examine Grand Tour’s voice over in the narration layer of the
film. Rascaroli (2009), in her discussion about the role of the enunciator, states
that the use of voice over in essay films is “first and foremost, a privileged tool
for the author’s articulation of his or her thought (in conjunction with sound
and image), and hence a prime location of the author’s subjectivity” (2009,
p.38). Timothy Corrigan (2011) has suggested that voice-over and narration in
essay film are related to the expressive subjectivity of the author and linked to
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the use of “I” in the voice-over of the films. Corrigan states that “An expressive

subjectivity, commonly seen in the voice or actual presence of the film-maker
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or a surrogate, has become one of the most recognizable signs of the essay
film, sometimes quite visible in the film, sometimes not” (2011, p.30). The
voice-over in Grand Tour is a collage of two voices, the Traveller’s voice, and
the subjective voice of the filmmaker (see Appendix 3 for script). The use of
two voices highlights the general dialectic tendency of the film, following
Montero’s argument that the central viewing modality of the essay film is
dialogic and includes an exchange between many voices and utterances in a
multiple dialogue with other voices and images. (Montero 2012, p.3). The
Traveller’s voice is a systematically selected collection of direct quotes from
diaries, letters and memoires written by 18" and 19" centuries travellers to
Greece. | researched and collected all this material myself from archives.
Giving voice to the archive, and my considerations about how it is presented
and performed, are key parts of my creative research. In the early iterations of
the film my main consideration was how the archival material would be
presented without losing the aura of authenticity, and without reducing it to
simple fragments of information. In the early prototypes the archival texts
were presented as images that looked like pages of old diaries. This approach
was abandoned quickly, mainly because of the limitations of presenting long
pieces of text as images inside the cinematic frame of the film. | asked British
storyteller Sally Pomme Clayton to perform the Traveller’s voice. | wanted a
British female voice to represent the Traveller’s voice in order to create a
strong contrast between this and the in-between comments voiced over by a
male voice with a Greek accent. | also felt a female voice would add another
layer of dialectic tension and interest to the viewers as European travellers are
usually imagined as white men and women are ignored (Kolocotroni & Mitsi,
2008). Her voice resembles what Corrigan describes as “a real fictional

persona whose quests and questioning shape and direct the film in lieu of a
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traditional narrative” (2011, p.30). | also made the choice to use a female
narrator in order to destabilise the viewers’ connection with the text. The
notion of travellers on a grand tour is strongly connected with male adventures
(Kolocotroni & Mitsi, 2008). A female voice forces the viewer to perceive
Grand Tour not as a reproduction of reality or a realistic film based on facts,
but rather as its own work with its own meanings and purposes. The male
voice, in contrast, is delivered in two languages, Greek and English (see
Appendix 3 for the English and Greek scripts). It is a personal, reflective and
subjective commentary on the history of Greece in the last 200 years. The
delivery of the subjective comments is flat, almost boring, in contrast with the
stylised and colourful delivery of the Traveller’s direct quotes. This decision
was based on the key theme of the study, which is a montage of juxtapositions
that highlight the inscribed dialectic fibres of the film. Both voices are personal
and subjective and address the viewer directly. The Traveller’s voice speaks in

lll”

the present tense using a strong “I” voice. In contrast, the historical time of the
male voice is ambiguous. His voice originates from strong subjective
recollections from undefined past moments, in particular from early school
years, usually starting with phrases such as “my teacher told me”, “I learned”
and “When | was in school”. The voice-over references to education are
important in defining the contextual dimensions of the male voice. As |
mentioned in chapter four, the notion of uninterrupted continuity has been
taught in Greek schools, where it is propagated as the key national narrative
(KouAoupn 1988; Kouoepn 2015; Opaykoudakn 1997). The two voices do not
always describe or explain the visual layers of Grand Tour but rather are
tangled and multiple in their meanings. By deploying two discrete voices as

narrators, Grand Tour introduces a “polyphony” of voices that breaks the

conventions of the one authorial voice, instead interweaving multiple
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perspectives, thoughts and meanings. The Traveller's female voice creates a
historical counterpoint to the visual images. The elusive male voice does not
offer any clarifications or explanations, but rather intensifies the juxtapositions
and multiplies the meanings. The two voices are interlocked in a dialectic
thread. The dialectic tensions are amplified by the presence of the interwoven
social media feeds within the frame of Grand Tour. The suspension of the flow
of the voice over (and the film) by the viewer enables the surface of the social
media “utterances”. The stable voice-over of the narration layer becomes an
echo of the past and the multiple utterances of the feeds become ripples of
the present, penetrating the fabric of the film. Moreover, the gaps, tensions
and disjunctions are intensified by the mingling and interaction of two
languages in the voice-over of the film, Greek and English. The combination of
two languages that alternate from Greek to English and back again, is
magnified by the visual presence of subtitles, creating a heteroglossic audio-

visual puzzle.

6.8 Grand Tour as a dialectic space of flows

In this part of this chapter | will examine in more detail a specific scene from
Grand Tour. The scene starts at 05:20 and ends at 5:55, and establishes a
certain dialogic approach to meaning creation as a result of the juxtapositions
and disjunctions between the multiple voices of the social media feeds and the

voice of the narration layer of the film.

143



01:05:25:01

éxel akdpa péoa gourig ekaloleg 15€eg
mou anotéAeoav éunvedon ota apxala xpbdvia...

Figure 39 - Screenshot from Grand Tour (05:25mins).

Through the playful arrangement of social media feeds within the filmic frame,
Grand Tour shifts the viewer beyond the cinematic space. This new space, out
of the frame, is interactive and inactive, absent and present, simultaneously
echoing the past, which is absent and present at same time. It emerges from
the interwoven presence of social media, reflecting in real-time the myriad
voices in a network that spans the world and incorporates social experiences
that potentially create an “ecosystem of connective media” (Van Dijck 2013,
p.4). These absent-present voices from the social media feeds take form within
the film and are shaped by the juxtapositions of the multiple layers and
fragments of social media feeds. The scene of the film | intend to discuss
presents the typical journey of a European traveller to Greece in the 19"
century. Most of the travellers arrived in Greece by sea, usually after a long
trip by boat. This scene serves as an interactive and visual metaphor of this

journey and of the passage from Europe to Greece (figure 40).
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01:05:25:01

éxer akdpa péoa Tou g eEaloleg 15€eq
mou anotéAeoav éunvedon ota apxala xpbdvia...

Figure 40 - Screenshot from Grand Tour (05:25mins).

In the narration layer, Greece is presented as a foreign and faraway place,
accessed by a difficult boat journey that only brave and passionate travellers
are willing to take. Images of the barren Greek land, sounds of the sea and the
voice-over all come together to depict the difficult journey. The rectangular
border of the film constrains all the elements within the frame and creates the
illusion of a cinematic experience. The voice-over and images of open sea and
remote land are used to emphasise the marginal status of Greece and the
distance between Greece and the rest of western world. However, within the
frame, the viewer can use scrolling to reveal hidden layers that form fleeting

associations, disjunctions and new layers of meanings (figure 41).
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01:05:16:04

Tt onpaoia éxet mou n Zndp,
n Aéfiva kat n Képivbog

Figure 41 - Screenshot from Grand Tour (05:25mins).

The narration layer pauses, and the social media feeds follow the interactive
graphics, the feeds visually occupying a substantial part of the screen and
covering almost half of it (figure 42). The paused background landscape image
of Greece is replaced by a similar interactive image but positioned upside-
down. The upside-down images emphasise and define the position of the
social media feeds as the contrasting pole of the scene. They traverse the film

llIII

and reside in a mutual dialectic coexistence with the “I” of the film, and also
highlight the interactive process of how, within the film, other voices are
folded and unfolded. These particular embedded feeds are generated by a
moderated Twitter deck. It is assembled based on hashtags and the themes of

migration to Europe and refugees crossing to Greece.
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A human being helping a human being.
You and |

Not us v.s them! #Refugees #Syria #Greece #sea

‘ Haris Haris
Lesvos, Greece 1 March 2020
A man holds a newborn baby as #Refugees arrive

Figure 42 - Screenshot from Grand Tour (05:25mins).

The tweets (figure 42) include multiple voices that depict another difficult sea
journey that thousands of immigrants take every year, crossing the Aegean Sea
from Turkey to the Greek islands. Both the journeys of the Travellers and of
the refugees are equally difficult, but they take place in two completely
different temporalities. The powerful poetico-historical juxtaposition of past
and present locates Greece as an in-between space where European travellers
from the past and migrants heading to Europe from the present, both
departing from different realms and temporalities, cross paths and coexist. The
scene is a collage of multiple dislocated temporalities and voices. The voices of
the feeds are reconstructed piece by piece, tweet by tweet, as the fragmented
Greek past, and the fragmented existences of the refugees, trying to cross the
same waters in the present. These dislocated temporalities exist in Grand Tour
through the use of metabatic montage and invite the viewer to re-think and re-
imagine the history of modern Greece, not as a linear narrative of past

moments, but more as an amalgamation of gaps and fissures shaped by the
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tensions between past and present, ancient and modern, East and West,
Greece and Europe. The visuals of the narration layer, in contrast, are less
fragmented and related to the voice-over, which is written as a personal
experience or diary entry. The narration layer attempts a reconstruction of the
subjective experience of an early traveller who, against all difficulties, finally
arrives in Greece. What looks simple and closed in the linear narration layer
becomes more complex and reveals new engagement possibilities as viewers
reveal the social media feeds hidden beyond the frame of the scene. This
playful visual ambiguity directs viewers’ gaze at the Twitter feed, breaking
perspectival relations and highlighting the disjunctive and fragmented nature

of the film.

‘ H}lris Haris
Lesvos, Greece 1 March 2020
A man holds a newborn baby as #Refugees arrive
after crossing the Aegean Sea borders.
Photograph & info by Elias Marcou

e MSFSea®

Figure 43 - Screenshot from Grand Tour (05:25mins).

The interactive vertical layers often digress and ramble rather than advance
the film, moving outward rather than in a linear direction (figure 43). Through

the social media feeds, hidden threads and voices emerge and come together
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and coexist in a mutual balance. In the narration layer the viewer can enter the
world of the Traveller. The space between the screen and the viewer fades,
and for a moment the film is experienced as a unified space. However, the
images are not stable like traditional linear essay films; the visuals move in
tandem with the viewer’s mouse movements. Unanticipated fragments of

IlI”

feeds, posts, visuals, the “I” enunciator, the viewer, and the unexpected

juxtapositions and disjunctions of unstable images and texts within the frame
are all linked together in a fluid movement. If the viewer scrolls up she moves
towards the present and closer to herself, if she scrolls down, she moves back

to the past and further away from herself (figure 44).

01:05:16:04

Tt onupaoia éxet mou n Zndp,
n Aéfiva kat n KépivBog

Figure 44 - Screenshot from Grand Tour (05:25mins).

The dialectic tensions in Grand Tour emerge and are amplified by the lack of
stable form and fluidity generated by the presence of embedded social media
feeds. The tandem flow from one point of view to another, and the clash of

multiple voices, creates gaps and in-between spaces that invite the viewer into
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a dialogue with and within the film. In other words, Grand Tour is in a state
that Rascaroli describes as “a constant interpellation” (2009, p.35). Rascaroli
claims that “each spectator ... is called upon to engage in a dialogical
relationship with the enunciator, hence to become active, intellectually and
emotionally, and interact with the text” (2009, p.35). Rather than being a
stable film that runs outside and independently from the viewer, Grand Tour is
a digital object in a constant fluid state, controlled and shaped in real time by
its viewers through interactive and participatory structures. This lack of
stability destabilises the viewer's connection with the text, challenges her
perception of reality, and creates stronger dialogic tensions between the
viewer and the text, creating more opportunities for more questions to
emerge. This approach recognises viewers as active participants who engage
with the multiple layers and authorial subjectivity of the film in a
transformative discussion about Greece’s past and present and the possible
social and cultural conditions that produced the recent financial and political

crisis.
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6.9 Final thoughts

Grand Tour is designed to absorb traces of fluid everyday life, social dialogue
and “thousands of living dialogic threads” that are created on the web (Bakhtin
1981, p.276). It captures and incorporates in real time the transient and
ephemeral interactions of everyday life through embedded social media feeds.
This sociality emerges from the living utterances on social media, reflecting
real-time, live dynamic content and social experiences that can potentially
create the conditions for a dialogic relationship between the film, the author,
the viewers, and the viewers with each other, within the cinematic space of
the film. As | argued in earlier parts of the thesis, the embedded social media
feeds are shaped to some extent by my online activities and choices. They also
erect an unstable grid of connections that highlight the presence of multiple
voices within the film and the fluid and ephemeral modality of the film itself.
Therefore, they give access to parts of me by collecting individual moments of
me noticing and encountering the world in an open dialogue with the other
public voices within the film. Corrigan introduces the dialogic relationship
between the subjective experience and the public and claims that “the essay
presses itself as a dialogue and reflective communal experience, stretched
between the intimate other of self and the public Other that surround a self”
(2011, p.55). Capitalising on Montero’s argument that the essay film
represents an “attempt to situate ourselves in relation to the world around us”
(Montero 2012, pp.1-20), | have argued that Grand Tour’s social media
presence exists as a stream of multiple voices in a fluid interconnected space,
evolving through online social networks and viewers’ actions beyond the
traditional cinematic frame, to become situated in the world and reflect the

fluidity of everyday social life.
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7 Unfuck Greece

Greek Debt

Curated Tweets by

euronews &
L S %

Athens rallies against austerity ahead of eurozone
crunch talks (by

TheChampsVoice
Greece may end up looking
like Europe's Cuba

Figure 45 - Screenshot from Grand Tour (2:15mins).

What differentiates Grand Tour from other essay films is its disjunctive
openness and dialogic potentials, amplified by its interwoven fluid social media
layers and interactive and para-interactive qualities. Grand Tour’s surreal and
tapestry-like disjunctive structure resembles an excavation site full of building
materials and rubble scattered with fragmented and broken ancient artifacts
all muddled up with modern-day materials. Some fragments are pushed deep,
and other fragments are broken into smaller pieces, all together a swarm of
new remains that change shape all the time. Grand Tour represents a
substantial shift from previous encounters with essay films because it gives
metabatic montage amplified by networked connectivity, interactivity and user
engagement a vital role in the dialogic formation of the film. Where traditional

essay films can be accessed and watched as autonomous sequential texts, an
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online film such as Grand Tour invites viewers to freeze, scroll, play and

physically interact and para-interact with the film.

7.1 The crisis (Greek: H Kpion)

The consequences of the global economic crisis that began in 2008 were
extremely severe for Greece. Borrowing costs rose sharply and Greece faced
extremely hostile financial markets and lack of trust from major lenders,
financial bodies and the world (Simitis 2012; Tsafos 2013; Palaiologos 2014).
Because of the big accounting revisions of the budget deficit from 3.7% to
12.5%, and past 15% of the GDP (Vayanos 2017, pp.14-15), financial markets
lost trust and stopped lending to Greece. The themes of the Greek crisis and
the financial dimensions of the debt accumulation keep coming back in Grand
Tour. The themes are introduced in the playful title of the film Grand Tour A
film In-Debt(ed) and in the scene just after the opening section “The Grand
Tour” screen at 01:13 (figure 46). The voice-over in the narration layer initiates
the section: “The history of Greece is a narrative of external political
dependence and debt. The country has been in a state of default about 50
percent of the time since 1821, the year of Greece’s independence.” And “In
total Greece has resulted in four major episodes of default, and Greeks have

suffered a series of devastating foreign debt crisis.” (see Appendix 3 for script).
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Figure 46 - Screenshot from Grand Tour (01:13mins).

The interactive vertical layer includes numbers, graphs and facts relating to the
financial assistance to Greece from Europe and social media feeds. The social
media feeds are labelled “Greek economy” and “Greek debt” and draw from
several news and finance related Twitter users. The colourful official graphs,
statistics, and numbers included in the feeds unfold in strong contrast with the
linear narration layer. The narration layer depicts a grey and blurry image of
Athens from above overlaid with animated thought bubbles of people
reflecting on the financial and social crisis: “I want to go abroad”, “The
situations is unbearable” and “There is a lot of anger ...” (figure 46). The
embedded Twitter feeds linger outside and playfully intrude into the frame,
complicating the matter of perception and representation within the film. The
unstable and fleeting content of the feeds, interlaced with the narration layer,
produces traumatic discontinuities (Aumont 2013), disjunctions and creative
associations by contrasting linear progression with vertical movement. Tziovas
argues that “The crisis has generated a retrospective discourse of cultural

trauma, which is the process of re-working earlier traumatic events ingrained
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in the collective memory” (Tziovas 2017, p.21). Vradis and Dalakoglou describe
the crisis as “the precise moment when an entire generation awoke to the
realization that the muted stories of the past have always been part of the

present” (Vradis & Dalakoglou 2011, p.14).

fé)Dlane Mantouvalos ’ 01 :02:25:01 ““i!a 4
How Long Can Greece Continue Bumping Along the O EUIOPM Electe
Bottom? [Y. Kontos

photo] Greece, Taylor Nelson Sofres Market Research poll:

.
Eurozone membership referendum

1 Remain: 72% (+3)
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Fieldwork: 7-17 June 2019

Sample size: 1,012

Figure 47 - Screenshot from Grand Tour (02:25mins).
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7.2 Greece: a crypto-colony

01:24:48:05) =

H EAAGSa Sev elval pua xdpa rnou
arnoiklotnke noté enfonua,

-

Figure 48 - Screenshot from Grand Tour (24:48mins).

The voice-over in this scene (figure 48), in English with Greek subtitles, says:
“Greece is not a country that was ever formally colonized but its antiquity has
been invaded, colonized and claimed by Europe. Not by physically occupying
Greek soil and Greek territories but by a form of crypto-colonialism
intellectually claiming ownership of Greece’s ancient classical past.”

The viewers can playfully excavate the hidden layer and oscillate in-between
fleeting images of transparent statues juxtaposed and contrasted with
narration layer’s sounds and visuals of a typical Greek landscape: dry land, a
shrine, blue waters and skies, barren mountains and grasshoppers. The
intersected transient layer through metabatic montage operates as an
offscreen force that breaks the temporality of the film and enables the
formation of disjunctions and new meanings. This shifts the film toward a

dialectic alignment and, to some extent, what Godard describes as a historical
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montage, where meaning is constructed between disparate and disconnected
voices and exchanges articulated by the notion of crypto-colonialism, the
fleeting images of ancient statues and the barren Greek landscape (figure 49).
Michael Herzfeld (2002) suggested the term “crypto-colonialism”, to describe
the state of Greece from the day of its independence until recently, under
constant financial and political interventions and interferences from Europe.
Herzfeld constructed the term to refer to modern Greece by drawing parallels
with former Asian colonised countries. Herzfeld defines it as the state of
certain countries that were compelled to acquire their political independence
at the expense of massive economic dependence. Such countries were and are
living paradoxes: they are nominally independent, but that independence
comes at the price of a sometimes humiliating form of effective dependence
(Herzfeld 2002, p.901). Crypto-colonialism is a contested term in Greek
literature. Sotiropoulos argues that Greece has never been either a colony or a
crypto-colony and rejects the comparisons Herzfeld made between Greece,
and other formally colonised Asian countries (Panagiotopoulos & Sotiropoulos
2014). However, | believe that the etymological amalgamation of the words
“crypto” and “colonialism” is powerful. In the context of the film, crypto-
colonialism describes and reflects the reality the Greek society experiences and
how Greeks perceive their relationship with the European Union today: a harsh
reality primarily defined by the decisions of the unelected Troika and European
bureaucrats who in practically colonial ways govern the country and justify the

description of Greece as “crypto-colony”.
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01:24:58:09

1

‘OXL ME TNV KUPIOAEKTIKA KATOXN
| EAANVIKAG YNG Kat EAANVIKAV eSadpdV,

Figure 49 - Screenshot from Grand Tour (24:58mins).

7.3 A dream amongst splendid ruins

As | mentioned in the introduction of the thesis, the title of the film Grand Tour
refers to the 18™ and 19'™" centuries customary trip, mainly of young wealthy
men, across the European continent. Travelling to the continent was seen as
an essential preparation for a wealthy young person. Hanink describes the
grand tour as “a rite of passage for wealthy northern Europeans, especially
those freshly graduated from Oxford and Cambridge” (Hanink 2017, p.94).
Greece was still part of the Ottoman Empire and was one popular destination
(Angelomatis-Tsougarakis 1990; Hanink 2017). The main aim of visiting Greece
was to expose travellers to the cultural legacy of ancient classical antiquity.
Dodwell (1819a) comments admiringly, in his book A Classical and
Topographical Tour Through Greece: “The whole locality is consecrated by the
memory of statesmen and warriors, of historians and poets, of critics and

philosophers, sages and legislators, of whom not only Athens but the world
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may be proud” (Dodwell 1819a, p.50). Dodwell’s commentary is part of the
scene’s voice-over (figure 50). The scene is intersected by layers of visual and
fleeting social media posts. The social media feed is labelled as Twitter
traveller, and is a moderated feed that follows several Twitter users related to
the themes of Greece, ancient Greece and Athens. The feed coexists within a
transient fragmented layer of cut out images that are controlled by the

viewer’s scrolling up and down mouse movement.

elpaoTe 1o 510 maraBol edw ka1 40 AWWVES Kal TTOTE dev
E€peig, Kahd Xpiotolyevva kai Tou xpdvou otnv MoAn!
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@V EVEK VOOV EYmV 0VOEIS TOAUNGEL TOTE €i¢ o TO TIfEVOL TO VEVONUEVQL
V7T o TOD, Kol TOD T EIC AUETAKIVITOV, O ON TACYEL TO YEYPUUUEVO TOTOILC.

Figure 50 - Screenshot from Grand Tour (00:55mins).

While the cut-out images concealed in the vertical layer do not directly belong
to the diegetic cinematic space, they are intertwined with it. The cut-out
images and the feeds are stuck together with pieces of duct tape (figure 51).
The visual metaphor of the duct tape and the interactive flow of the cut-out
shards of archive images is a recurrent visual theme in Grand Tour. They create
the sense of a fabricated image assembled from discrete fragmented objects
that belong to the past. This metabatic montage mirrors the fragmentation

and the ways the historical past of Greece was constructed shard by shard, and
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marble by marble. It also emphasises the importance of the presence and
materiality of the ancient fragments in Greece, as Voutsaki argues that “The
ancient monuments, the material traces of the past, played a very important
role in this process of creation of modern identities” (Cartledge & Voutsaki

2017, p.4).
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Figure 51 - Screenshot from Grand Tour (27:30mins).

7.4 Let’s start again

In order to prevent the immediate collapse of the Greek economy (and the
global economy) and the threat of disorderly bankruptcy, a “Troika” consisting
of the European Commission (EC), the International Monetary Fund (IMF) and
the European Central Bank (ECB) formulated and agreed with the Greek
government a “rescue” bailout plan (Henning 2017). In total the Troika
provided Greece with 245 billion euros in rescue loans. However, in order for

Greece to access the rescue loans, it had to reform many sectors of its
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economy and society first (Simitis 2013; Palaiologos 2014). The reforms the
Troika demanded for the “rescue” bailout plan and the conditions attached to
the new loans have shocking similarities with the bailout of the new Greek
nation after its first official default in 1827. In 1826, the Greek government
suspended debt payments to British banks on two loans arranged just a couple
of years earlier in order to continue the war of independence against the
Ottomans (XkAnpadkn 2015, pp.18-19). The provisional and unelected Greek
government took out two loans from the London Stock Exchange, one in 1824
and the other in 1825 (Bartle 1962). The two loans of 1824 and 1825
amounted to a total of £2.8 million, which was approximately 120% of the
Greece’s annual gross domestic product at that period of time (Bartle 1962,
p.62). The real value of the loan was £1,100,000 and only £232,558 ever
reached Greece (Bartle 1962, pp.62-63). However, for the banks to lend this
amount of money to an unelected and provisional government of a new and
unstable state, and in the midst of a continuing war against the Ottoman
Empire, was a very big risk. Their willingness to lend to Greece was a clear
indication of the intentions of the British banks and government to control the
fragile new Greek state both financially and politically (Chatziioannou 2013).
After the suspension of the loans payment in 1826, British banks stopped
lending money to Greece, similarly to what happened in 2010 before the
European powers decided to bailout Greece (Simitis 2012, pp.53-55). In 1832,
the United Kingdom, France and Russia formed the first, and original, “Troika”.
The Troika bailed Greece out with another loan of 60 million French francs.
Exactly as in the bailout of 2010, this loan from French banks was mainly issued
in order to repay the previous British loans that the provisional government
had signed in 1824 and 1825 (Reinhart & Trebesch 2015). And as in 2010, the

Troika demanded harsh control over the Greek state, its fiscal policies and its
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revenue collection, and frequently required tax increases and spending

cuts. Stavrianos noted that, since the war of independence started in 1821,
Greeks “have had to bear a crushing foreign debt that has literally sucked their
lifeblood” (Stavrianos 1952, p.25). The Troika also decided that Greece should
be a monarchy and that the 13 year old German Prince Otto von Wittelsbach
should be its first King. Troika negotiated with King Otto of Bavaria, the father
of the future King of Greece, an agreement that made very clear that the new
independent Greek state had to give priority to the repayment of all previous

loans (Chatziioannou 2013, p.53).

7.5 Some debts can never be repaid

As European travellers in the 18" and 19" centuries were dismayed and
disappointed with Greeks and blamed them for not being Greek enough, once
more the Greek people, the corrupt Greek political system and the special
‘Greek case’ (Simitis 2012) were blamed for the recent financial crisis. Paul
Thomsen, the IMF director of European Affairs in charge of managing the
Greek debt crisis argued that the severity of the Greek financial crisis was the
result of the lack of strong political backing by the dubious Greek politicians,
“Contrary to other crisis-hit countries, there was no broad political support for
the program from the outset. It was opposed from the start by the main
opposition party, and soon also by the old-guard within the ruling party.”
(Thomsen 2019, para. 31). In his regular IMF reports Paul Thomsen consistently
reproduced the narrative about generous Greek pensions and endemic
corruption and that “Greeks still retire much earlier than Germans and that
Germany is much better at collecting social security contributions.” (Thomsen
2016, para. 12). During the same period the majority of the German media

started reporting similar negative narratives about the sustainability of the
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Greek debt, the perilous state of the Greek economy and the widespread
corruption of the Greeks. (Tziovas 2017). Der Spiegel reported that “the Greek
citizens had deposited 600 billion Euros in Swiss banks accounts” (as quoted by
Palaeologus 2014 p.30). And the Bild announced "The dream is over" (as cited
in BBC News 2015, para.1). Angela Merkel reported saying that because of
Greece’s looming financial collapse “Europe's future is at stake," (Augstein
2015, para.l1). Greeks once again, with their irresponsible behaviour
disappointed and troubled the European powers. The once universal symbol of
culture and democracy became as in 1823 and 1827 once again a European
outcast. (Jusdanis 1991; Glykofrydi-Leontsini 2016; Tziovas 2017).

In reality though, in a very similar way to the events following the Greek
defaults in the 19*" century, almost 90% of the emergency loans given to the
Greek governments in 2012 and 2015 ended up back with the creditors who
originally provided the loans before the crisis during the booming period of the
Greek economy. (Mouzakis 2015; Bortz 2015). As a result of the conflicted
narratives, Greek society was once more divided between accepting a new
humiliating default or leaving the European Union and following the Grexit
dream (Varoufakis 2017). Grand Tour’s split screen at 02:25 and the interactive
layers and feeds here are an attempt to visualise this division in Greek society
(figure 52). The narration layer is divided into two fluid diagonal parts. On the
left side there is footage of a static demonstration outside the Greek
parliament. The demonstrators are holding a banner that says, “All of us we
are Greeks — Merkel and Sarkozy are freaks” (figure 52). The static
demonstration is visually juxtaposed with footage from another walking

demonstration on the right side of the split screen.
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Figure 52 - Screenshot from Grand Tour (01:40mins).

The voice-over in this section, in Greek with English subtitles, says “This
account describes Greece in 2020, in the middle of its fourth debt crisis. It also
describes Greece 200 years earlier, on the eve of its first ever default. These
events are neither new nor unique in Greek history and bring remarkable
historical parallels between past and present.” In the narration layer and the
interweaved layers, the glorious ancient past is contrasted and set against the
catastrophes of Greek modernity. This trope is evident in the writings of many
18™ and 19" centuries travellers to Greece and also in the recent international
media coverage and overall political and economic attention Greece has
recently been attracting (Tziovas 2014, Beaton 2019, Hanink 2017). These two
notions - of financial and ancient cultural debt - are the invisible conceptual
threads in Grand Tour. The playful subheading of the title, “a film in-debt(ed)”,
illustrates the importance of the notion of debt in the film. However, Grand
Tour does so through imaginative threads that open up alternative ways of
thinking that counteract the dominant narratives — narratives that are

incapable of perceiving and describing the modern Greek nation without
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resentment and judging and comparing it to the glorious ancient Greek past
and Hellenic ideal. The intersected layer ruptures the linear progression of the
film and incorporates a curated feed that includes posts related to #Greekdebt
and graphic visualisations that explain visually how Greece is affected by these
reforms compared with the rest of the Eurozone. As a result of the reforms,
Greece’s GDP per capita (real gross domestic product) declined a staggering
25% in six years, plunging from €22,600 in 2008 to €17,000 by 2014.
Unemployment skyrocketed from 7.8% in 2008 to 26.6% in 2014, and in young
people under 25 it jumped above 50% (Gourinchas, Philippon & Vayanos
2016). The total amount of rescue loans that Greece received was the largest
in world history. Even for a country that has spent 50% of its time since the
year of its independence in default or rescheduling (Reinhart & Rogoff, 2011
p.99), this bailout was huge. In Reinhart and Rogoff’s table of cumulative
scores of defaults and rescheduling, only two countries are below Greece,
Ecuador (58%) and Honduras (64%). The selected posts are all related to
#Greekdebt. The aim here is, because of the visual complexity of the scene, to
develop strong visual disjunctions between the split screen and the voice-over,
with the social media feeds incorporating symbolically powerful posts such as
“Cancel the Greek debt” and “Unfuck Greece”. The intersecting layers and the
split screen narration layer are conceptually arranged in a para-interactive
process of uncovering by opening gaps, in-between spaces within the fabric of
the film. However, this scene also has similarities to Farocki’s concept of soft
montage that | discussed in chapter four. According to Farocki, this type of
montage does not “predetermine how the two images are to be connected”
(Farocki & Silverman 1998, p.142), and the viewer is allowed space to
construct associations and meanings more freely by exploring the disjunctive

fractures in-between the interweaved tiers of the film. In Grand Tour, these
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interweaved tiers are not simply images, but splinters and shavings embedded
into the fabric of the film. The splinters surface only if the viewers consciously
cut through the fabric of the film and actively engage and para-interact with
the vertical threads. Their fragmented and unstable complexity is folded within
the surface of the film and their continuous para-interactive scrolling creates
cracks and fissures. These threads are designed to produce softness and open
up gaps and in-between spaces, as Farocki describes his montage in his double
projection video installation | Thought | Was Seeing Convicts (2000): “One
image doesn’t take the place of the previous one, but supplements it, re-
evaluates it, balances it” (Elsaesser 2004, p.302). However, in Grand Tour, this
is a process with multiple tangled temporal dimensions that belong to different
time scales. It is a type of reverse elliptical film editing that instead of removing
unnecessary temporal information adds time and new intensities to the in-
between cracks of the cinematic frames. The notion of Greece’s past, historical
progress, and a conception of continuity, become tangibly visible in a historical
montage of movement, ephemeral images and sounds triggered by scrolling
(Suhr & Willerslev 2013; Smith 1996; Godard 2014). Past and present are
absent and present, and at the same time in-between, the burden of the
classical past and the financial ruins of modern Greece in order to embrace
essayistic expression, uncertainty and discontinuity (Gourgouris 1996;

Hamilakis 2009).

7.6 This is hell. Come away!

In Grand Tour the cyclical drama of the loans of independence and the
recurring defaults coexists in a disjunctive dialogue between the multiple

voices of the images from the archaeological site of Delphi, where tourists
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stroll amongst the ruins of the site, the voice-over and the intersecting
interactive layers. | want to note here that Grand Tour incorporates many
visuals and social media feeds directly linked to tourism, travel brochures and
the Greek tourist industry. The widely accepted international image of modern
Greece as the cradle of civilisation and democracy was not formed only at the
archaeological excavation sites across Greece and in the journeys of the early
Travellers (Kolocotroni & Mitsi 2008, p.xi). It is also invented through travel
brochures, tourist campaigns and glossy TV advertisements funded by the
Greek Organization of Tourism (EOT). As a channel of representation, tourism
has had a profound effect on how Greece is symbolised and represented. The
travel industry offers not only touristic packages and products but also real
experiences. These experiences are marketed based on idealised
representations of places, cultures and local people. Greece has been
promoted as the idealised ancient destination, where Western civilisation, art,
theatre and democracy were invented and where the land and its inhabitants
still preserve something of its glorious past (Kolocotroni & Mitsi 2008, p.xii).
The Greek Organization of Tourism (EOT), through multimillion euro
advertising campaigns, has been directly reproducing narratives introduced by
the early 19' century travellers, while at the same the modern Greek nation
suffers the effects of the tension of this exact representation of modern
Greece. In this sense, the ubiquitous presence of hashtags, themes and posts
about visiting Greece and Greek tourism in the embedded social media feeds
and the dialogue they generate within the film make visible and emphasise

these tensions (figure 53).

167



Figure 53 - Screenshots with Twitter feeds from Grand Tour (23:30mins).

The intersecting layers about the first Greek default follow the “This is hell”
section in the narration layer. The expression “This is hell” is attributed to

Shelley in a discussion with Edward Trelawny stated in Eisner (1993, p.101).

Does this realize your idea of Hellenism Shelley?” | asked. ‘No! but it
does of hell ... Come away!” Said Shelley, “There is not a drop of the old
Hellenic blood here. These are not the men to rekindle the ancient
Greek fire; their souls are extinguished by traffic and superstition. Come

Away! (Trelawny as quoted in Eisner 1993, p.101)

The power of Shelley’s expression - amplified by the notion that Shelley is the
originator of another celebrated expression “We are all Greeks” (Shelley, 1866)
- produces clear and convincing meanings and emotional associations that
reflect the ‘hellish’ reality Greek society experiences today. The intersecting
layers incorporate cut-out images and long paragraphs of text about the loans,
presented as inscribed words on rock surfaces: an emblematic image of any
archaeological site in Greece. However, the text is faint and barely readable. |
followed this approach to highlight the lack of transparency of the terms and
conditions of the contracted loans and the lack of clarity around the
implications of agreeing to these conditions for Greek people (figure 54). This

presentation also suggests that they were literally written in stone, that their
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existence and consequences are still visible and that their burden on the Greek

people is still sustained today.
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Figure 54 -- Screenshot from Grand Tour (23:50mins).

Through metabatic montage and movement, the inscribed words develop a
textual mobility when confronted with the audio and visual tracks, whose
arrangement is interdependent, as if they are conversing with each other.
Scrolling further down the page there is an image of the archaeological site of
Filopapou, located at the foot of Acropolis. Parts of the images are missing,
leaving gaps and holes. Through the fluid scrolling movement the viewer fills
the gaps with missing parts of the images, which are ancient artefacts such as

statues, marbles and epigraphs (figure 55).
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Figure 55 - Screenshot from Grand Tour (23:50mins).

The movement creates and fills the gaps; however, there is always something
absent from the image. This montage of fragments of presence and absence
metaphorically signifies the cultural and social holes the missing artefacts left
behind once they were removed from the ground (figure 55). These holes and
instability of the film invite viewers to find and create meanings and an order
which the film does not provide for them. Viewers need to act, and through
their fluid movement of the mouse and selection of the images the fabric of
the film cracks, folds and unfolds into in-between spaces. Grand Tour is not
functioning as a traditional linear, unchanging essay film, but rather what
Godard calls a “constellation” that is formed when “certain things and
thoughts approach one another to form one or more images” (Godard, cited in
Witt 2013, p.183). Grand Tour holds together many disparate partsin a
disjunctive web of multiple layers associated with interactions and para-
interactions that invites viewers to reconstruct and reimagine a fragmented

past. The metabatic montage of this scene echoes with the conception of the
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essayistic film form as open and incomplete, and expands Rascaroli’s argument
that the essay film is a method of in-betweenness (Rascaroli 2017). Lopate
describes the essayistic mode of thinking as “continues asking of questions —
not necessarily finding solutions” (Lopate 1992, p.19). The essayistic essence of
this scene is inspired by a diary entry by the British traveller Edward Daniel
Clarke, who witnessed the removal of metopes from the Acropolis by Lord

Elgin and his team. In his book Travels Part Il wrote:

We saw this fine piece of sculpture raised from its station between the
triglyphs: but while the workmen were endeavouring to give it a position
adapted to the line of descent, a part of adjoining masonry was loosened
by the machinery; and down came the fine masses of Pentelican marble,
scattering their white fragments with thundering noise among the ruins.
The Disdar, seeing this, could no longer restrain his emotions; but
actually took his pipe from his mouth, and, letting fall a tear, said in a
most emphatic tone of voice ‘Telos!’ [‘Enough!’]

(Clarke 1812, pp.224-226)

Figure 56 - Reconstruction of Acropolis metopi. Screenshot from Grand Tour (03:21mins).
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In line with the Bakhtinian notion of dialogism, Farocki’s coexistence of several
images linked in a soft montage, and Godard’s historic montage, | could
propose that the meaning in the scene emerges from the “the coexistence of
different socio-ideological contradictions between the present and the past,
between differing epochs of the past, between different socio-ideological

groups in the present” (Bakhtin 1981, p.291).

7.7 Who knows better?

A recurring theme of Grand Tour is the reimagination of Greece in ancient
Greek terms and the appropriations of the ancient past by travellers. In many
sections of the film the viewer takes control of the progression of the film
through her interaction with intersecting sequences of frame by frame images.
The interactive intersecting layers resemble a linear progression of film
sequences; however, the viewer controls the progression with her mouse. This
is @ metabatic montage technique | developed in the second prototype of the
film and discussed in chapter two of the thesis. The viewer folds and unfolds
the film itself under the effect of two entangled temporal forces, the linear
horizontal progression of the film and the vertical scrolling movement of the
mouse. The fluidity and instability of the film, combined with the fact that the
viewer, through the interactive elements, can pause the film and thus the
narration layer and linearity, expresses the subjectivity of the enunciator,
undermining her authority and destabilising the coherent linearity and
temporality of the film. Grand Tour’s interactivity blurs the boundaries
between author/filmmaker and viewers. It is no longer only the filmmaker who
controls the sequential flow of the film and the experience of the viewer, but

also the interaction and displacement of the viewer within the cinematic space
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of the film. Grand Tour operates as if the viewer is tearing apart and displacing
the thoughts and the ideas presented in the film from their source, where the
voice of the author is located. This profoundly changes the relationship of the
viewer with the images and further undermines the author’s status in the film.
The distortion of the filmic frame, instigated by the interactive fluid
movement, amplifies this separation. It frees the film from the limitations of
linearity whilst blending it with interactivity and connectivity affordances,
carving in-between spaces. Expanding further Rascaroli’s notion of in-between
spaces, the interactive elements of Grand Tour are created not just to aid
error-free optimised navigational performance, but are carriers of expressions
filled with intersubjective relationships that need to be interpreted by the
viewer. For example, in the section “Who knows better?” the sequence of
images depicts a beautiful sunny day under the Acropolis, where modern

Athenians walk up and down the street (figure 57).

Figure 57 - Screenshot from Grand Tour (26:50mins).
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This specific view of Acropolis is very famous, and many European travellers
have commented on it, painted it and photographed it in the past. It is the

same view depicted on the screen | explored in earlier chapter (figure 58).

01:03:50:19

MARCH 12, 1824 9y

Figure 58 - Screenshot from Grand Tour (03:21mins).

In this type of metabatic montage, the viewer’s choices are presented as part
of a seemingly continuous image within the cinematic space. Through scrolling,
the viewer takes control of the images and metaphorically of the people
walking in front of the Acropolis and moves them up and down as automata.
The reason | decided to follow this approach was because | wanted to surprise
the viewers. | wanted to make them suddenly feel perplexed, mirroring the
conditions Greeks felt during the crisis, unable to control their lives, as Helena
Smith reported for The Guardian back in 2015, “After five months of bungled
handling of negotiations under Tsipras, all they know is that any deal is going
to be much, much tougher than originally thought given the Greek economy’s
freefall following the closure of Greek banks.” (Smith 2015). This is a

conceptual leap that generates metabatic montage associations augmented by
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interactivity. In Grand Tour the vertical layers and back and forth scrolling to
some extent control and reverse time, echoing VertoV’s film Kino Eye (1924). In
Kino Eye, Vertov filmed a sequence that documents how a cow is killed and
sliced into pieces for meat, then the cow is brought back to life by reversing
the film sequence in editing. In the final form of the film, Vertov added the
intertitle “The cinema eye reverses time”. In Grand Tour this reverse
movement or return to the film is used as a conceptual transition, suggesting
looking at the footage with a new perspective and therefore inviting the
viewer to consider new interpretations of the images. The fluid para-
interactivity evokes the temporal layers and linearity that are accumulated
underneath them in the way that, within the virtual cinematic frame of the
film, time is unfolded and reversed. In this way Grand Tour constructs a
metaphor and metabatic montage associations between the modern Greeks
walking in front of the Acropolis and the past, existing without agency, and
incapable of appreciating their glorious past and unable to take control of the

direction of their life.

7.8 Final thoughts

Let's be a classic country let's make an exhibition in the British Museum
of which Britons could be fantastically proud which shows our curation
of these extraordinary marbles and also shows their transportation back
to the magnificent new Acropolis Museum where they can be reunited
not in the same temple because that can never happen but within
through the glass in the blue light of Greece a country struggling
desperately under debt we can show them that no matter how much
their sovereign debt crisis means they owe us we will never ever be able

to repay the debt that we owe Greece.
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Stephen Fry (11th June 2012 at Cadogan Hall)

Stephen Fry’s comments echo the recent discussions about the Greek financial
crisis, in which the notion of the cultural debt of Europe to ancient Greece has
often been raised (Beaton 2019; Hamilakis 2016; Hanink 2017; Tziovas 2014).
This dialectic of debt associates the financial debt of modern Greece with the
indebtedness of modern Europe to classical Greece. Therefore, this
complicates further the role and the symbolic significance of the ancient past
in the discourse about the recent Greek crisis. Historian Roderick Beaton
describes how modern Greeks “experience a sense of kinship with those they
call ‘our ancient ancestors’. The phrase has become something a cliché in
recent decades and is widely acknowledged as such. Even so, it sums up a
great deal of what continues to define the Greek nation in the modern world”
(Beaton 2019, p.3). It is evident in this final chapter that the ancient past of
Greece operates as a key symbolic approach in the description of the Greeks
and the modern Greek nation. However, Grand Tour describes Greece as a
place in constant fragmented motion, where symbols and signs and their
associated meanings continually interact and embrace new meanings, as
viewers interact and discover the film. Through the use of metabatic montage
techniques, dialectical tensions in between past and present are produced,
creating a surreal and bizarre disjunctive tapestry of ephemeral layers of
images that serve as an essayistic poetico-historical articulation of the disputed
notion of uninterrupted continuity from ancient Greece to modern Greece.
However, Grand Tour’s disjunctive montage and playful configuration is also
shaped by alternative ways of thinking about why Greece’s economic and
political disasters keep reoccurring, and how the discussions about the

fundamental causes of the crisis have not moved on for over two hundred
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years. Grand Tour opens up questions and invites imaginative essayistic
interpretations framed by the notion of crypto-colonialism. A notion
established by the visits of the Europeans travellers in the 18" and 19"
centuries and originated by their dismay and deep disappointment in meeting
the Greek inhabitants because they were not enough like the glorious ancient
Greeks they imagined and subsequently they were not worthy of embodying

anything, let alone the Hellenic ideal.
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Conclusion
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Figure 59 - Screenshot from Grand Tour (27:30mins).

We who started out on this pilgrimage

looked at the broken statues

we lost ourselves and said life is not easily lost
that death has unfathomable ways

and his own special justice;

that when we died standing on our feet

like brothers inside the stone

united in toughness and weakness

the ancient dead have escaped the circle and have
been reborn

and smile in a peculiar silence (Seferis 2018, p.46).
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8.1 Return to normality

Grand Tour was officially launched in the year 2021. The year 2021 also marks
200 years from the start of the Greek revolution and the war of independence
against the Ottomans. The Greek conservative government and Prime Minister
Kyriakos Mitsotakis decided to celebrate the anniversary with a number of
grand events and celebrations. The Prime Minister believed that 2021 is a
milestone anniversary for Greece that “offers the country the opportunity to
re-establish itself in the international community after a crisis of several years”
(ANA-MPA 2019, para.4). Mitsotakis’ comment refers to Greece’s return to
financial normality after the collapse of the Greek economy in 2010 (Tsafos
2013; Simitis 2014). The Greek government appointed Gianna Angelopoulos-
Daskalaki to lead the charity Greece 2021, the organisation responsible for the

celebrations. The goals of Greece 2021 are on the official website:

To show what Greece truly is: a modern state, democratic and
contemporary, a country that imposes no discriminations or exclusions,
an integral part of the Europe that we always illuminated and by which

we were illuminated in return. (Angelopoulos-Daskalaki 2021)

Gianna Angelopoulos-Daskalaki was also, coincidentally, the president of the
organisation Athens 2004 and had overall control of organizing and running
the 2004 Olympic Games in Athens. The 2004 Olympic Games were an
extravaganza that overextended the capabilities of the Greek economy and for
many they were one of the underlying reasons for the collapse of the Greek
economy in 2010 (Sanburn 2012; Berlin 2015). One of the key themes of the

2004 Olympic Games was the “return” of the games to its natural home.
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Besides the obvious symbolic value of the “return” of the games, they also
symbolised the return of Greece as an independent, organised, modern nation
capable of coordinating a big international event such as the Olympic Games.
The return to normality, modernity and integration with Europe were key
themes in both of the above statements by Gianna Angelopoulos-Daskalaki
and the Greek Prime Minister. The theme of the return is recurring in Greek
culture and history. The return home of Ulysses. The return to the pure realms
of ancient Greece for the European traveller. The return of the Elgin marbles.
The return of the Olympic Games to Greece. The return of the financial
markets. The return to normality. The return indicates a movement, a journey
of something that leaves and then comes back again. In Grand Tour the theme
of the return is embodied by its metabatic montage of the multiple visual,
interactive, and networked elements presented within the cinematic space.
Grand Tour is based on the dialogic relationships of arriving, leaving, and

returning, of past and present.

8.2 Return to Greek crisis

One of the aims of this PaR project and creating Grand Tour was to develop a
research artefact that would support my research objectives, expanding the
creative possibilities of essayistic filmmaking, but also exist as an online essay
film that would have a life of its own, reach wider audiences and contribute to
the demand for debate about the economic crisis that has devasted Greek
society beyond the reductive and limiting narrative of crisis (Glykofrydi-
Leontsini 2016; Hamilakis 2016). | have argued in this thesis that Grand Tour
suggests a unique way of thinking about the recent financial Greek crisis. It

does so without explicitly addressing the ‘crisis’ but, in line with the essayistic
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tradition, as a disjunctive tangible thread that links with the past, opening up
the present and the future to modes of in-between thinking that counteract
the current limited dominant narratives (Rascaroli 2017). Grand Tour’s
essayistic attitude is moulded by the tension between European travellers’
unattainable ideal of ancient Greece and their desire for ownership of ancient
Greek culture (Tziovas 2014; Hanink 2017). Grand Tour’s poetic-historical
metabatic montage associates the accumulation of debt and resulting defaults
with the early grand tours of European travellers to Greece in the 18™ and 19"
centuries and their crypto-colonialist attitudes towards the unworthy holders

of the ancient Greek cultural heritage (Herzfeld 2002).

8.3 Return to Greek past and present

Grand Tour is shaped by dialectically interwoven continuities and
discontinuities. It floats in a disjunctive state between the digital and the
physical, the past and the present, and the uncertainty created by the fluidity
of the images and the unreliability and instability of what the viewers
experience and see on the screen. Grand Tour’s disjunctive configuration is
metaphorically shaped by archaeological excavations and by the ambiguities
around the disputed notion of uninterrupted continuity from ancient Greece to
modern Greece (Herzfeld 1986). The fluidity of scrolling invites the viewer to
para-interact with the film and slip into an unstable past and to explore
multiple variations of the past produced by the temporal gaps and the in-
between dialectic tensions of images, text and social media feeds (Dunne
2008). Through metabatic montage amplified by interactivity, the film turns
against the prevailing historical narrative, undermining the notion of linearity

and the constructed concept of filmic and historical linear progression. Grand
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Tour goes beyond the linear historical narratives. It invites viewers in an open
interchange that cultivate new insights, create new connections and
encourage fresh understandings from multiple dialogic disjunctions and

interactions (Andersen 1990; Bakhtin 1981; Montero 2012).

8.4 Return to film montage

What this study brings into focus is a renewed research interest in film
montage. The search for a particular juncture in the process of making Grand
Tour, in which concepts and theory turn into practice and practice feeds back
into theory, is its disjunctive state and the montage of the film. The biggest
challenge of making an interactive networked essay film such as Grand Tour is
how to assemble all the audio-visual layers sequentially and spatially and
create an open dialogic essayistic filmic space. In this thesis | argue for the
centrality of montage in online essay films such as Grand Tour and the need to
expand the scope and explore new conceptualisations of film montage. This
PaR project is an attempt to rethink the conventions of film montage through
the new conceptualisation of metabatic montage. Metabatic montage builds
upon Godard’s historical montage (Smith 1996) and Farocki’s soft montage
(Ehmann & Eshun 2009) and manifests more clearly when the viewer interacts
with the film. In metabatic montage the viewer is required to physically engage
with the film and change the sequential frame by frame or pixel by pixel
direction of the film. The moment the viewer starts scrolling, images and
interactive elements begin folding and unfolding as a result of the fragmented
and disjunctive nature of the film. The off-screen incursions extend the film
beyond the cinematic frame and suggest possibilities that viewers do not see

and need to imagine. Therefore, metabatic montage is about the malleability
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and inconsistency of the film and operates as a thread that motivates the
dialogic tensions of the multiple emerging temporalities, opens gaps and
creates cracks within the film “through which the invisible emerges” (Suhr &

Willerslev 2013, p.1), (Godard 2014; Hudson & Zimmerman 2015).

8.5 Return to essayistic filmmaking practice

This project has been an investigation to expand the essay film. Grand Tour is
an attempt to explore the space in-between the affordances offered by digital
interactive media and the conventions of essayistic filmmaking traditions
(Rascaroli 2017). My research highlights the importance of the latest digital
media technologies and their practical application in essayistic filmmaking.
Grand Tour represents a substantial shift from previous encounters with essay
films because it makes networked connectivity and interactivity parts in the
formation of the film. Traditional films offer a linear view of an already defined
reality. Unlike a traditional film, where the 24 images appear and disappear
every second, in Grand Tour viewers can experience the film by para-
interacting dialogically with the spatial and temporal dimensions of the film
(Gaudenzi 2013; Dunne 2008). Grand Tour offers a very different way of
engaging with essay films, in which viewers are personally invited to playfully
perform and interact in an open dialogue with the film and potentially
transformed by the film and create their own unique meanings interpretations
and associations (Gaudenzi 2013). Through the imaginative metabatic montage
of interactivity, and networked connectivity, Grand Tour progresses the
understanding of what an essay film can be, expanding essayistic filmmaking

practice and making it relevant to today, a continuation of the cutting-edge
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essay film making tradition, maintaining its legacy of experimentation with the

form and the latest technological developments (Alter 2018; Rascaroli 2017).

8.6 Grand Tour’s online presence

Grand Tour was officially launched on 1% January 2021 in an attempt to
synchronise its release and online presence with the celebrations of the 200"
anniversary of the Greek revolution in 1821. The video components of Grand
Tour are hosted on VIMEO, a platform which produces accurate real time
analytics about how many views the film has had and when the film is viewed.
Overall, the film had a very positive response. Based on the VIMEO analytics,
Grand Tour had a total of 568 views from 1% January 2021 to 1 January 2022.
Grand Tour’s social media Twitter and Facebook accounts have also been very
active and have contributed to the rich online manifestation of the film. It is
interesting that the vast majority of the VIMEOQ views were recorded in two
specific periods, June and December 2021, when Grand Tour was part of two
festivals. Grand Tour was accepted for the 2021 Thessaloniki Documentary
Festival, which started in March 2021, with the online section of the festival
taking place in June 2021. It was so exciting to see Grand Tour participating in
one of the biggest Greek film festivals and it was also an emotional and
personal return to the Greek city that | was born in; | used to go to the
Thessaloniki Documentary Festival every year when | lived in Greece. Grand
Tour was also accepted as part of the Acropolis Remix art exhibition with the
theme of Embraces: Utopian Proximities. Acropolis Remix is an online art
exhibition with video artists from around the world who all share and embrace
utopian visions. | was very proud that Grand Tour was recognised as a political

piece of work and exhibited amongst some great political artists from around
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the world. The overall positive response to Grand Tour guides my creative
plans for next year. | aim to submit the film to more film festivals and art
exhibitions, and engage in collaborative political actions with artists across the
world. However, my key priority after the completion of this project is to write
and submit papers around the themes of metabatic montage and the
possibilities of digital filmmaking practice as research. Finally, | aim to apply for
funding to develop the next iteration of the film. In particular, | want to make
Grand Tour’s online platform mobile compatible and offer it as an interactive

app via the Apple and Google stores.

8.7 Further research

This PaR project sought to stress the creative potential of adding interactive
and networked elements to essay films, and to define what metabatic
montage is. However, the research limits its scope to the context of montage
and essayistic filmmaking. There is scope to explore the film through research
within a multimodal analysis framework and explain Grand Tour as a semiotic
text with multiple modes of communication. There is scope to expand further
the practical film montage method | experimented with and developed in
making Grand Tour to the wider essayistic filmmaking community and to other
genres of online filmmaking practices. There is also space to explore further
the conceptualisation of metabatic montage and its potentials applications in
online and digital filmmaking practice. Furthermore, there is great potential for
further research in the use of analytics that track viewer behaviour, and how
parts of essay films might change or respond based on viewers’ choices or
even detect shuttle online activities such eye tracking and biometric

information. Finally, there is scope for a textual analysis of the social media
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feeds and, building on the research | have done here, to further explore the

online patterns of the social media contributions.

8.8 Final thoughts

Concluding a piece of work suggests some form of closure and ending.
However, in the context of essay films, finishing goes against the fundamental
notion of essayistic filmmaking, which is to open questions and not to offer
definite closed answers. Grand Tour’s disjunctive metabatic montage of
interwoven networked digital layers constantly interrupts the linearity of the
narration layer. What looks closed in the linear narration layer becomes more
complex and reveals new engagement possibilities as viewers unfold the film
and create cracks in the interwoven interactive layers and ephemeral social
media feeds hidden within the fabric of the film. In Grand Tour viewers
constantly engage in a continuous open dialogue with the multiple layers and
the polyphony of clashing voices through the interactive and playful elements
that emerge and collide within and beyond the cinematic frame. In this thesis |
argued that online essay films such as Grand Tour should be conceived as
disjunctive, unstable and the source of multiple dialogic tensions, suggesting
the potential for new essayistic practices that incorporate layers of multiple
temporalities and interactive networked openness to create a unique dialogic
space in-between the text, the film maker and the viewer of the film. Grand
Tour's metabatic montage interweaves past and present and metaphorically
associates ancient cultural debt with modern financial debt, endeavouring to
illuminate how a small country like Greece has generated such massive

international attention over the last two centuries.
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Appendices

APPENDIX 1: Grand Tour’s prototypes links

First prototype: http://thegrandtourfilm.uk/prototype01/
Second prototype: http://thegrandtourfilm.uk/prototype 04/
Final prototype: http://thegrandtourfilm.uk/grandtourfilm Phd.html

Experiments:

http://thegrandtourfilm.uk/prototype03
http://thegrandtourfilm.uk/prototype04/#scene 02
http://thegrandtourfilm.uk/prototype04/#scene 04
http://thegrandtourfilm.uk/prototype05/#The first view

APPENDIX 2: Grand Tour’s social media links

Twitter: https://twitter.com/grandtourfilm

Facebook: https://www.facebook.com/grandtourfilm
Pinterest: https://www.pinterest.co.uk/thegrandtourfilm
Instagram: https://www.instagram.com/grandtourfilm

APPENDIX 3: Grand Tour’s voice-over script in English and Greek

English Voice Over Script: Grand Tour — A film in-debt(ed)

TRAVELLER 1: You are going to see a beautiful country.

You are going to see a beautiful country. This was what | was repeating to

myself at the same time. The name of Greece, even more than that of Spain or

Italy, is full of promise.

TRAVELLER 2: The history of Greece is a narrative of external political

dependence and debt. The country has been in a state of default about 50
percent of the time since 1821, the year of Greece’s independence. In total
Greece has resulted in four major episodes of default, and Greeks have

suffered a series of devastating foreign debt crisis.
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This account describes Greece in 2020, in the middle of its fourth debt crisis. It
also describes Greece 200 years earlier, on the eve of its first ever default.
These events are neither new nor unique in Greek history and bring
remarkable historical parallels between past and present. (Reinhart and
Trebesch 2015, Stavrianos 1952 p. 25).

TRAVELLER 1: You are going to see a beautiful country. You are going to see a
beautiful country. You are going to see a beautiful country this was what | was
repeating to myself at the same time. The name of Greece, even more than
that of Spain or Italy, is full of promise. You will not meet with a young man in
whom that name does not awaken ideas of beauty, of light, and of quiet
happiness. The least studious school-boys, who inveigh most eloquently
against Greek history and Greek translations, even if they fall asleep over their
lexicon, they dream of Greece. (About, 1857 p.5)

TRAVELLER 1: So there is Greece! For her | have crossed this vast expanse of
see, abandoned my country, my parents and my friends; all for this land! And
why could | not make this journey in my own study? Could | not have read the
ancient and modern travellers, and learned painlessly about times? Yes ..., |
could have done; but then | wanted to make it in order to feel ... What does it
matter that Sparta, Athens and Corinth are gone for ever? The soil where they
stood still holds in its breast the sublime ideas that it inspired in ancient times
... And the silence! It will allow me to be moved and to breathe freely in this
majestic theatre where so many glorious deeds were done. (quoted by Saverio
Scrofani (1799) in Tsigakou, 1981 p.9)

TRAVELLER 1:The following plan for the disposal of 4 days in Athena and its
vicinity may facilitate the traveller in his selection: Sunrise from the Acropolis;
visit the monuments there: then the Areopagus, Pnyx, Temple of Theseus,
Odeum, Dionysiac Theatre (under a cavern in the south side of the Acropolis,
with 2 pillars above it), Temple of Jupiter, Fountain of Callirrhoe, Panathenaic
Stadium, Arch of Hadrian, Monument of Lyaicrates, Tower of the Winds,
Agora, Stoa of Hadrian. These objects lie within a short distance of each other;
and there is little of modern or medieval interest to withdraw the attention
from the antiquities. (Murray 1854 p.136)
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TRAVELLER 2: Travel writing about Greece, after the early 17th century, played
an important role in constructing how modern Greeks were perceived in
Europe. Views of nineteenth century Greece have been deeply influenced by
the writings of Lord Byron and his description of modern Greece as a land
haunted by its ancient past. (Roessel, 2002)

TRAVELLER 1: As a land haunted by its ancient past.

TRAVELLER 1: No country in Europe abounds with so many spots, which teem
with the most captivating associations and there is hardly a locality which is
not consecrated by some attractive circumstance; or which some trait of

heroism, of greatness, and of genius, has not signalized and adorned. (Dodwell,
1819b p.2)

TRAVELLER 2: For the European traveller, Greece represented more than a
location. Greece inspired intellectual and emotional associations on which
European culture, and the whole civilized western world, is based. The Greek
ideal of beauty was an aesthetic inspiration during the Renaissance and
Enlightenment, profoundly influencing European societies.

TRAVELLER 1: We are all Greeks — our laws, our literature, our religion, our arts
have their roots in Greece. They live in the imagination; their presence is
breathed over the hills and the rocks it haunts the dells and the groves and
animates every part of the panoramic view. The whole locality is consecrated
by the memory of statesmen and warriors of historians and poets, of critics
and philosophers, sages and legislators, of whom not only Athens but the
world may be proud. (Shelley, 1866 preface)

TRAVELLER 2: In the imaginary realm that was the European vision of Greece in
the 18" century ancient Greek life was pure simple and moral. Classical Hellas
was the source to which they had to look for the ideas of noble simplicity and
grandeur. When European travellers arrived in Greek territories looking for
ancient classical beauty, they didn’t find, to their astonishment any living
remains of Antiquity. They found Greeks leaving under the oppressive rule of
the Ottomans. It was not uncommon practice, for travellers to erase the
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contemporary Greece in favour of the ancient past, including literature,
politics, art, and even landscape.

TRAVELLER 1: The sentiment, indeed, with which | feel myself most constantly
affected, since | came within sight of Greece, and particularly since | landed,
has a strong resemblance to that which | experienced in walking over a country
churchyard. Everything reminds me of the departed. The works of the living
serve only to inform us of the virtues and excellence of the dead. Almost every
rock, every promontory, every river, is haunted by the shadows of the mighty
dead. (Dodwell, 1819b)

TRAVELLER 2: Throughout the eighteenth-century Greece’s antiquities were
the magnet which attracted a large number of travellers. Throughout this
period many travellers visiting Greece lamented the dreadful state of the
ancient ruins, and how they were used as drinking troughs and building
materials, by the ignorant inhabitants. In most accounts, the actual local
people were excluded. Instead travellers wrote in great detail about classical
ruins and the surrounding natural landscape. Many travellers had very little
sympathy for the descendants of the Hellenes. These classically trained
European travellers, idealized the mythical history of ancient Greece, creating
a Hellenic dream in which they lived. They erased the Greece that confronted
them, in favour of the ancient past. They were convinced that they understood
and valued Greece more than the Greeks.

TRAVELLER 1: A few days ago a head of Athene came to light that exceeds in
beauty anything a human being can ever have seen or felt or thought. | stood
as if turned to stone when | saw it. You will laugh at me when | tell you that it
had no head, and its arms were broken; however, it was a female figure, and
the drapery and attitude pleased me so much that | took the trouble of packing
it off on mule for Corinth. At least, it was not expensive, for giving half a crown
to a priest that belonged to a chapel near it and carried it off from the Greeks
in triumph. And carried it off from the Greeks in triumph. (Eisner, 1993 p.86)

TRAVELLER 2: Most early travellers to Greece had taken an opportunistic
attitude toward the antiquities. They would take away whatever the local
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villagers and the Ottoman governs could bribed and pressurised into allowing
them to have. Relatively small items were in high demand and the Turks
started breaking big statues into many smaller pieces to make them more
profitable.

TRAVELLER 1: Our great work was not finished until the 16th day after our
arrival, when, besides having collected sixteen statues, we completed our
researches, drawings, and measurements of the temple, which have enabled
us to make some very important discoveries in architecture. It was impossible
to be engaged in a more interesting undertaking. Every hour produced some
new discovery and the whole time was a continued succession of surprises.
(Hughes, 1820 pp. 282-285)

TRAVELLER 2: At the turn of the 19th century, archaeological and topological
research became more systematic. Collecting ancient relics, previously the
privilege of kings and noblemen, became a fashion that developed into a
mania, in which every traveler indulged.

(Angelomatis-Tsougarakis, 1990 p.3)

TRAVELLER 1: We discovered some remains of the temple of Apollo at Delphi,
a wall of large stones filled with inscription rather too large to take away.
(Stuart and Revett, 1762 p. vii)

TRAVELLER 2: Along with material relics, travellers has also taken the right to
understanding and defining the Classical past. The acquisition of architectural
fragments of the Parthenon and the Erechtheium by Lord Elgin, was an
inspiration to everybody. They "saved" the Elgin Marbles, then completed the
process by naming them after their possessor.

TRAVELLER 2: Equipped with ancient texts, and Greek dictionaries, these
travellers discovered and explored, not the Greece they encountered but a
hidden, idealized, ancient Greek civilization. Greeks caught between a western
vision of the classical ideal and the impossibility of an unmediated Greek
conception of self, stranded in no-man’s land. (Herzfeld and Absent, 2002)
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TRAVELLER 1: Rambling through the streets of Athens, one seeks in vain, in the
faces of the Greeks, those majestic features which characterise the sculptures
of the ancients. Jet black and glossy hair; sharp, diminutive eyes, shaded by
thick brows, meeting in the middle of a high forehead ; hooked nose ; thick lips
; dirty stunted teeth ; narrow chin ; a skin tawny and coarse ; such is the
general portrait of a modern Athenian.

(Laurent, 1821 p.111)

TRAVELLER 2: The omnipresence of material fragments of ancient Greek
antiquity enabled the past to coexist side by side with the present. Material
antiquities, activate and re-enact multiple temporalities. These temporalities
were experiential and non-chronological, and they were embedded in the
fabric of Greek social life. (Hamilakis, 2008)

TRAVELLER 2: Greeks came to experience the tension of seeing whatever was
ordinary, familiar, and unexceptional in their daily lives treated as sacred relics
of an idealized exotic past.

TRAVELLER 1: How miserably were we disappointed in our expectations!
Instead of that beautiful country, which juvenile imagination figures to itself
existing in Greece, we saw nothing but a sandy marsh and some barren rocks,
covered with a stunted and parched heath. Instead of those sumptuous
edifices, which one can hardly help representing to oneself, as still adorning
this classic land, a few ruined huts, without windows or chimneys, stood
before us. In vain we sought in the features of the miserable wretches who
crawled on the shore, traces of those manly features which characterized their
ancestors. Although not unacquainted with the account of former travellers,
such was the force of early and habitual ideas, that we stared in astonishment,
and involuntarily exclaimed, "Is that Greece?" (Laurent, 1821 p.19)

TRAVELLER 2: The new Greek kingdom was trapped between these two
oppositional models: a familiar ordered European state replete with European
institutions, and at the same time an uncivilized exotic country. Lingering over
the margins of the western civilization and at the same time at the centre of it
as the theoretical founders of western civilization.
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TRAVELLER 1: | took Shelley down to the docs at the Leghorn and introduce
him to some Greek sailors. The Greeks squatted about the decks in small knots,
shrieking, gesticulating, smoking, eating and gambling like savages. “Does this
realize your idea of Hellenism Shelley?” | asked. ‘No! but it does of hell ... Come
away!” Said Shelley, “There is not a drop of the old Hellenic blood here. These
are not the men to rekindle the ancient Greek fire; their souls are extinguished
by traffic and superstition. Come Away!” (as quoted in Eisner 1993, p.101).

TRAVELLER 2: Over 200 years since the initial proclamation of the independent
nation-state in 1821, Greeks were required to leave this ambivalence. From
one side fit their culture to the antiquarian nostalgia of Europe and as a result
found themselves detached from the European modernity and at the same
time banished to the geopolitical margins as corrupted, politically immature,
undeveloped and irresponsible to their international commitments and debt
obligations.

TRAVELLER 2: Modern Greeks were appalling; culturally and biologically
corrupted descendants of their ancient forefathers; wicked, lazy and feckless,
lacking any decency, ignorant and superstitious. For European travellers
modern Greeks form a completely different nation that has nothing to do with
the ancient Greek virtue that they expected to find. (Koundoura, 2004 p.257).

TRAVELLER 1: No one can blame this people for wishing to become a nation.
But their ambition to become ancient Greeks, and to make the Athens of Otho
identical with that of Pericles, is fraught with embarrassment and hopeless
difficulty. (Warburton, 1848 p.398)

TRAVELLER 2: Greece is not a country that was ever formally colonized but its
antiquity has been invaded, colonized and claimed by Europe. Not by physically
occupying Greek soil and Greek territories but by a form of crypto —
colonialism intellectually claiming ownership of Greece’s ancient classical past.
(Herzfeld 2002).
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TRAVELLER 1: A curious notion prevailing amongst the common Athenians,
with respect to the ancient statues, is, that they are real body, mutilated and
enchanted into their present state of petrifaction by magicians, who will have
power over them as long as the Turks are master of Greece, when they will be
transformed into their former bodies.

The spirit within them is called Arabim and is not unfrequently heard to moan
and bewail its condition. Some Greeks, in our time, conveying a chest from
Athena to Piraeus, containing part of the Elgin marbles, threw it down, and
could not for some time be prevailed upon to touch it, again affirming, they
heard the Arabim crying out, and groaning for his fellow-spirits detained in
bondage in the Acropolis. (Hobhouse, 1815 p.288).

TRAVELLER 2: Travellers not only saw themselves as the only individuals able to
appreciate their aesthetic, philosophical and historical value of Ancient Greece,
but also saw themselves as the direct descendants of the ancient Greeks who
had originally created these highly praised ancient Greek classical artefacts.

The Greek past instead of being destroyed and diminished as in many previous
colonialization cases, it was rather glorified and at the same time was
appropriated and adopted by the colonisers as their own ideological heritage.

TRAVELLER 1: My last evening at Athens was come and | repaired to the ruins
of Jupiter's temple, when the magical glow of a Grecian sunset was bathing
those immortal hills in a violet or purple light. The majestic columns of the
Temple towered into the ambrosial air, pale, but flushed with the deep
radiance of a sky that softened down all thought of ruin from the scene, and
left it only reverence.

(Warburton, 1848 p.305).

TRAVELLER 2: Greeks cannot escape this dream, they are caught, like shadows,
empty of their own agency, doomed to live like ancient artefacts found in an
excavation site, trapped between the historic past and the dream of the past.
This can be interpreted as a different type of colonization, in which history and
culture, rather land and people, have been invaded and occupied.
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TRAVELLER 1: Reader! you have been my only fellow-traveller through many
lands. Wherever | have wandered you have been. Whatever | have learned you
have known yet | scarcely venture to hope that you will share in the regret
with which | say to you, Farewell. (Warburton, 1848 p.145).

Greek Voice Over Script: Grand Tour — A film in-debt(ed)

TRAVELLER 1: Oa 6e1¢ pa mavepopdpn xwpa.

TRAVELLER 1: Oa 8e1¢ pa mavepopdpn xwpa.

TRAVELLER 1: Autd ta Adyla €Aeya péoa pou Eava kat Eava. To dvoua tng
EAAGSaG, meplocdTeEpPO KL art’ auto tng lomaviag A tne Italiag, elval yepdto
UTTOOXEOELG.

TRAVELLER 2: H wotopia tng EAAASaG eival plo e€lotopnon e€wWTepLKAG
TLOALTIKN G €€apTNONG KoL XpEouc. H xwpa eival og kataotaon abétnong
TANPWHWV (XpewkoTtiag ) oxedov tov oo katpod amnod to 1821, £€1o¢ ¢
eAANVIKNG avetaptnolog.

YJuvoAlkd n EAAGSa €xel 06nynOel oe TEooepa peyala emeLOOSLA XPEWKOTILOGC,
Kot oL EAANVEG €XOUV UTIOOTEL LLOL OELPA ATTO EEOVTWTLKEG KPLOELG EEWTEPLKOU
XPEOUG.

Auti n adnynon neptypddel tnv EAAGSa to 2020, v HECW TNC TETAPTNG
Kplong xp€oug tn¢. Meplypadel emiong tnv EAAGSa 200 xpovia vwpitepa, Alyo
TPLV TNV TPWTN TNG aBETtnon mMAnpwpwv. Auta ta yeyovota Sev eival oUte
PWTOYVWPO 0UTE alouvnBLoTa TNV EAANVLIKN LoTopia Kat dEpouv
a€LOONUELWTEC LOTOPLKEG OLOLOTNTEC AVAUECO OTO TIOPEABOV Kal TO TAPOV.

TRAVELLER 1: Oa 6eL¢ pa mavépopdn xwpa.
TRAVELLER 1: Oa 8elg pa mavepopdpn xwpa.

TRAVELLER 1: Oa 6e1g pa mavépopdn xwpo. Autd ta Aoyla EAeya HECA LOU
Eava kat Eava. To ovopa tng EAAadac, meploootepo KL ar’ auto tng lomaviag i
¢ ItaAlag, eivat yepdro untooxeoels. As Ba ocuvavinoeLlg oUTeE Evayv VEO OTOV
OO0 aUTO To Ovopa Sev EuTtvael LOEeg opopdLag, PwTOG, KAl RPEUNG
gutuyiag.
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TRAVELLER 1: Ot Ayotepo peAetnpol pabntég, autol mou katadEpovtal o
gUYAWTTA EVAVTIOV TNG EAANVLIKAG LOTOPLAG KoL TWV EAANVIKWVY HETadPpATEWY,

OKOMA KL OTAV TOUG TtaipVEL 0 UTIVOG TTAVW oTa AeELKA TOUG, OVELPEVOVTAL TNV
EANGSQ.

TRAVELLER 1: Autn eivat Aoutov n EAAadal lNa xdpn tng Stéoxloa TO0eG
BaAlaooeg, eykatéewpa tnv natpida pou, Toug yoveig pou, toug piloug pou:
OoAa yU auto tov tono! As Ba prmopouoca apaye va eixa KAveL To Taidt amod
BLBAL0ONKN pou; As Ba pmopovoa va eiya SltaBacel Toug apyaioug Kot
oUYXPOVOUG TAELOLWTEG, va elyo LABEL Xwpig KOTIO yLla KEVOUC TOUG KALPoUG;
Nat, Ba propovoa’ ABe A OUWCE VA TO KAVW YL VA VIwow... TL onuaocio €xet
TIou n Zmaptn, n ABrva kat n KopvBog €xouv xabet yia mavta; To xwpo 6mou
OTEKOVTAV KATIOTE £XEL AKOUA LECA TOU TG e€aioleg LOEEC IOV ATIOTEAEC AV
EUnveuon ota apyxaia xpovia... Kat n owrnn! Oa pou emitpePel va cuykivnOw
KoL V' avaodavw eAeVBepa o€ aUTO TO HEYAAELWSEC BEATPO OTIOU EKTUALYTNKAV
TO0EC £VO0EeC P ALELC.

TRAVELLER 1: To akdéAouBo mpoypapa yLa Lo TIEPLYNON TECoAPWVY NHEPWV
otnv ABrva Kat Ta epiYwpa TG Umopet vol SLEUKOAUVEL TOV TALSLWTN OTLC
ETUAOYEC TOU:

AvatoAn otnv AKpOToAn® emiokePn Twv eKeL pvnueiwv: Enetta Apelog Mayog,
Mvika, Onoeio, Hpwdelo, Oatpo tou AlovUoou (KATW amod pLa oTiNALA 0TOUG
vOTLoUG Ttpomodeg TNG AKpOmoAng, e dVo kioveg amd mavw tou), Nadg Tou
OAupuniou Alog, Kprivn tng KaAAppong, Navadnvaiko Itadio, MOUAN Tou
Abplavol, Mvnpueio Auaoikpatouc, Nupyog twv Avepwy, Apxaia Ayopd, Ztod
Tou Adplavou.

Bplokovtal OAa og KOVTLv anootacn LETAEY TOUG Kal SEV UTIAPYXOUV TIOAAA
oToLXElat oLYXPOVOU ) LECOLWVLIKOU evlladEpovtog yia va tpafnéouv tnv
TIPOCOXN ATTO TLG OPXALOTNTEG.

TRAVELLER 2: Ta kelpeva Twv mepnyntwy yia tnv EAAASQ, HETA TIG apXEC TOU
170vu awwva, €natgav onUavtikd poAo oto nwg EBAsmav ol Eupwmaiol Toug
ouyxpovoug EAANveG. H ekova tng cuyxpovng EAAadac emnpedotnke Babla
amo Ta ypamntd twv Evpwrnaiwyv mepinyntwy otnv EAAGda, Kol Kuplwg anod tov
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Nopbo Bupwva mou nepléypade tnv EANGASO w¢ Evav TOTO OTOLXELWUEVO ATIO
TO apxoilo Tou mapeABov.

TRAVELLER 1: Evag TOTIOG OTOLXELWUEVOC OO TO APXOlo TOU TTapPeABOV.
TRAVELLER 1: & kapia aAAn xwpa tn¢ Eupwring dev umtapyouv toca MoAAQ
LEPN TIOU VOL AVALGUPOUV TOUC TILO YONTEUTLIKOUC CUVELPHOUG, KOl EAAXLOTEG
tomoBeaieg Sev €xouv euAoynBel amod kAol EAKUOTIKI) AEMTTOUEPELQ, 1) OEV
£XOUV €Val OTOLXELO NPWLOMOU, peyaleiou Kal peyaloduiog va Tig Stakpivel Kal
Va. TIC KOOUEL.

AN EIZAI MATIAEYMENOZ 2TO ONEIPO ENOZ AAAOY THN MATHZEZ

TRAVELLER 2: lNa tov Eupwnatio taéibiwtn, n EAAada dev ntav anlwg po
tonoBeaoia. H EAAASa evémveuae SLavonTIKOUG KoL CUVALCONUATIKOUG
OUVELPHOUC TIAVW OTOUG OTtolou¢ Baolotnke n eupwmaiki KOUAToUpA Kot
OAOKANPOG O TOALTIOPEVOC SUTLKOC KOOUOG. To EAANVLKO LOAVIKO TNG OpopdLAC
QAMOTEAECE ALOONTIKA EUMVEUCN oTNV AvayEvvnon Kol oto AladwTlopo, Kal
eNMnpEace BabLd TIC EUPWTTAIKEC KOLVWVLEC.

TRAVELLER 1: E{poote 0Aot EAANVEC — oL VOUOL paG, N Aoyotexvia pag, n
Bpnokela pog, oL TEXVEG LaG EXOUV TLC pileg Toug otnv EAAASa. Zouv otn
davrtaocia pag n mapoucio Toug MVEEL TTAVW arto AOPOoUC Kal TIETPEG,
oTolxelwveLl Aaykadia kat daon, divel {wr o kKABe onUelo TNG TTAVOPAULKAG
B€ag. OAOKANPOG 0 TOMOG £lval EUAOYNUEVOG IO TNV AVAUVNCN TIOALTIKWY
avOpwWV KoL TTOAEULOTWY, LOTOPLKWY KAL TIOLNTWYV, KPLTIKWV Kol pLA0cOPwv,
codwv KoL VOUOBETWY, yLot TouG omoioug o)L povo n ABrAva aAAd o KOGHOC
OAo¢ pmopel va eival unteprdavog.

TRAVELLER 2: 210 dpavtaotikd BaciAelo mou ATAV TO EUPWTIAIKO OpAUA TNC
EAAASag tov 180 atwva, n apxatoeAAnviky {wn Atav ayvr, anAn kot nwkn. H
KAaoowky EAAada Atav n rnyn otnv omolia otpedovtav yla Ti§ LOEEC TNG
gUYEVOUG amAOTNTOG Kal Tou peyaleiov. Otav ol Eupwmaiol Taéldlwteg
édptacav ota eAAnvika edadn avalntwvtag tnv apxaia kKAaoikr opopdld, de
Bpnkav, mpog peyain toug EKMANEN, {wvtava txvn tng Apxatdtntag. Bprikav
‘EAANveG mou {ovoav KATw armo tov oBwpaviko {uyo. Agv Atav Alyol ot
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Tafldlwteg mou Stéypaav tn cuyxpovn EANGSA TpoTIUWVTOG TO apyaio
napeAOoOv, o€ TOUE(G OTWC N AoyoTexvia, N TOALTLKH, N TEXVN, AKOMO KOL TO
ToTtio.

TRAVELLER 1: To cuvaioBnua rmou SLamotwvw OTL e MANUUUPLZEL SlapKwg
Qo TN OTLYUN TIou avtikploa tnv EAAASa, Kal Kuplwg armo Tn oTLyur) mou
natnoa €6w to odL pou, potdlel oAU W' auto mou Eviwoa teptdlapalovtog
0’ éva emapyLoko Kountiplo. OAa pou Bupilouv Toug meBapévouc. Ta €pya
TwV {WVTavwyv €XOUV HOVASLIKO OKOTIO va TOVI{OUV TIC APETEG KAl TNV UTIEPOXN
TWV VEKPWV. 2XeS0OV OAa Ta BpaxLa, Ta OKPWTNELA, TA TOTAMLA, Elval
OTOLXELWMEVA OTIO TLG OKLEG TWV TTAVTOSUVAUWY VEKPWV.

TRAVELLER 2: Ka®’ 6An tn Stapketa tou 180u atwva ot EAANVIKEC OPXALOTNTEC
Aeltolpynoayv cav payvAtng rmou tpapnée évav peyalo aplOuo talldlwtwy.
OMAo auto 1o Staotnpa moAAol TalldLwTeC Tou eMLOKENTOVTAV TNV EAAGS
eEe€ppalav tn OAIPN TOUC YO TO TTOpAEANUEVA ap)aia EpeLLa Kal yLo TOV
TPOTO OV oL adaElG KATOLKOL TA XPNOLULOTIOOUoaV WE TOTIOTPEG yLa ta {wa
TOUG I WC OLKOSOULKA UALKAL.

TRAVELLER 2: Ot vtomniot anouoialov armo ta nePLocotepa Kelpeva. AvtiBeta,
oL ta&ldlwteg mepleypadav AEMTOUEPWE Ta apxaia epelmia Kal To puUOLKO
tormio mou ta neplEParde. MoAlot ta€ldlwTteg €6eLyvav EAAXLOTN CUUTIABOEL Yo
TOUG aIoyovoug Twv apxaiwv EAARvwy.

TRAVELLER 2: Autol ot Eupwraiol TaélSLwTeC e TNV KAaoLkh maldeia
e&davikevav tn puBbLIKNn wtopia tng apyaiag EAAGdag, mAabovtag Eva
apxaloeAANVIKO OVELPO PEoa oTo omoio {ovoav. AlEypadayv tnv EAAGda ou
glyav UMPooTa TOUG TTPOTIUWVTOG TO apxaio mapeABov. Htav nenelopévol otL
kataAdfatvav Kot ektipovoayv tnv EAAAdSa meploocdtepo KL amod toug idloug
Toug EAANVEG.

TRAVELLER 1: Mpwv Alyeg pépec npbe oto Ppwg Eva ayaApa tng ABnvag mou

urtepPaivel oe opopdLd otdnmote ExeL O€L, VIWoEeL | okedTeL TOTE AvOpwOC.
EpElVO 0aV HAPUAPWHEVOC OTAV TO avTikpLoo. Oa pe KOPoISEPETE av oag NMw
OTL ATV AKEDAAO KAl TA XEPLO TOU NTAV OTIOCHEVA” NTAV OUWE LLOL YUVOLKELQL
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pHopdn, KoL oL TTTUXEG TOU PoUXOU Kal N 0TAon TOU HOoU ApECAV TOOO TTOAU ToU
UTTAKA O0TOV KOTIO val To $opTwow o’ €va LoUAdpL yla tnv KopvBo.
TouAdylotov dev Atav akpLpo, adou Edwoa Lo KOPpWwVO OTOV LEPEA ATTO TO
KOVTLVO TIAPEKKANOL TTOU TOU QVAKE KAl TO TtRpa oo toug EAANveg ev Oplapfw.
Kat to mnpa amnoé toug EAANveg ev Bplappfw.

TRAVELLER 2: Ot meplocdtepol amod toug mpwtoug Taéldlwteg otnv EAAGSa
glYav OTIOPTOUVLOTIKI) OTACHN ATEVAVTL OTLC APXALOTNTEC.

Emnatpvav 0,TL propouoav Swpodokwvtag Kot TLEIOVTOC TOUG XWPLKOUC Kal
Toug OBwpavoUC AsLWHATOUXOUG. Ta LKPOTEPA O€ HEYEBOG KOopATLA ELYQV
peyaAn ZAtnon kot ot ToUpKOL APXLOAV VA OTIAVE UEYAAQ QyOALATA O TIOAAQ
ULKPOTEPA KOUMATLA YO va aluEAoouV To KEPSOC TOUG.

TRAVELLER 1: To ortoubaio €pyo pag teAeiwoe tn 16n pépa HeTA TNV AdLEN
HOG, OTav, TIEPA OO Ta SeKAEEL ayAAHATA TTOU CUAAEEQUE, OAOKANPWOAUE TLG
EPEVVEC, T OXESLA KOLL TIG LETPNOELG LG OTO VA0, TTOU LG EMETPEYP AV VOl
KAVOUUE KATIOLEG TIOAU ONUOVTIKEC aAVAKAAUELG OTNV APXLTEKTOVIKN. Ag Ba
urnopoloape va aoxoAnBol e pe katL o evdladEpov. Kabe wpa €pepve pla
Koilvoupyla avakaAupn kat n 6An dtadikacia tav pla adlakornn cepa
EKTTAREEWV.

TRAVELLER 2: 2Zt1c apx€c Tou 190U atwva, oL apXaLloAOYLKES KOl TOTIOAOYLKEG
EPEVVEC EYLVAV TILO CUOTNUATIKEG. H cuAAoyn apxatoAoylkwv Aewpavwy, ou
UEXPL TOTE ATOV TIPOVOLLO EVUYEVWV Kal Bac\éwv, €ylve poda mou e€eAixOnke
o€ pavia, otnv omnoia eveédilde kaBe TaldLwng.

TRAVELLER 1: AvakaAUope KATOLO EPELTLA TOU VAOU TOU ATTOAAWVA OTOUG
AeAdpoug, Eva Teixog amo PeyAAeC METPEC YEUATEC ETLYPADEG, TIOAU HUEYAAEC
yLOL VO LTTOPECOULE VAL TG TIAPOULE.

TRAVELLER 2: EKtog amo ta UAKA Asidava, ot tagldlwteg mpav pall Toug Kat
1o Sikaiwpa va kataAaBaivouv kat va opilouv to KAAOWKO TapeAOov. H
QTOKTNGON APXLTEKTOVIKWY TUNHATWY Tou NapBevwva kat tou EpexBeiov amnod
Tov AOpdo EAyLV amOTEAECE EUMVELON YL TOUG TIAVTEC.
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TRAVELLER 2: AdoU «E€owoav» ta EAyivela Mappapa, oAokAfpwoav tn
Stadikaoia 6ivovtdg Toug To OVopa ToU KATOXoU TOUG.

TRAVELLER 2: E¢omAlopévol pe apyaia keipeva kot eAAnNVika Ae€ika, avtol ot
Tafldwtec avakalupav kot e€epevvnaoay, oxL tnv EAAada mou elyav pmpoota
TOUG, AAAQ €vav KPUUUEVO, €ELOAVIKEUUEVO APXALOEAANVIKO TIOALTIOUO.

TRAVELLER 2: OUEAANVEC, mayLlOeUEVOL OVAUEDSA OTO SUTLKO Opapa TOU
KAaokoU LOewdouc Kal 0To AVEPLKTO LG EAANVLIKAC autoavtiAnyng xwpig
pneoalovteg, elvatl amokAElopEvoL o€ pa oudétepn Lwvn.

TRAVELLER 1: Neprnatwvtag otoug Spopouc tng ABrvag, patata Paxvel Kaveig
oTa TPOCWTA TWV EAANVWYV Ta peyaAewwdn XapaKTNPLOTIKA TTOU
QITOTUTIWVOVTAL OTO OlyQALOTA TWV apXaiwv.

TRAVELLER 1: Katapavpa Kot oTIATVA LOAALA SLATTEPAOTIKA, HLKPA HLATLOL
KATW aro nmukva ¢ppudla mou evwvovTal 0To LECO VO PnAoU LETWTOU”
yapudn poutn: xovipd xeiAn Bpouika, atpodikd SOvTLa OTEVO TyoUuvL dépua
oKoUpO Kal TpaxL auTo €lval TO YEVIKO TIOPTPALTO TOU cuyxpovou ABnvaiou.

TRAVELLER 2: H mavtayoU mapouaoio UALKWV EPELTTWY TNG EAANVIKAC
apxalotntag emEtpePe oto MapeAOOV Kal oto HEANoV va cuvuTtapéouv SimAa-
StrmAa. OL UALKEG apXaLOTNTEG EVEPYOTIOLOUV Kal emavadEPouV TIOANATIAEG
TAPOSIKOTNTEG. AUTEC OL TTOPOSIKOTNTEG ATAV BLWUATIKEG KOL LN XPOVOAOYLKEG,
KOl €LYV EVOWHATWOEL 0TOV LOTO TNG EAANVIKNEG KOWWVLKAG {WAG.

TRAVELLER 2: OUEAANnveg Blwoav tnv évtacon tou va BAEmouv O,TL Tav
KOLWVOTOTO, OLKELO Kal ouvnBLopévo otnv kabnuepivr toug Lwn va
avTlpeTwniletal ocav Lepo AsiPavo evog e€LdavikeUEVOU eEWTLKOU
napeAOovroc.

TRAVELLER 1: M600 OLKTPA ATOYONTEVUTNKAUE OTLG TPOoSOoKieg pag!
TRAVELLER 1: Avti yia TnVv maveépopdn xwpa mou n veavikn ¢avtacia pog

Bewpoloe nwg Ba umrpxe otnv EAAAda, dev eibape mopd éva appuwdeg EAog
KOLL LEPLKA Ayova BpaxLa, OKETIACHEVA HE KOXEKTLKA Kal Supaopéva peikia.

216



TRAVELLER 1: Avti yla ta peyaAomnperna ktiopota mou dev pnopel va epmodiost
KaVELG TOV €aUTO TOU va GavTaoTel OTL KOGUOUV OKO O AUTO TOV KAOOLKO
TOTO, AVIIKPLoAUE LOVO AlyeC epelmwUEVECG KAAUBEG, Sixw mapdbupa i
KOLLVAOEC.

TRAVELLER 1: Mdatata avalntoUoape oTa XApOKTNPLOTIKA TwV AOALwY
doukapadwv mou mepLdpEpovTav aTnV aKTh, xvn TNG avOpompENELaC TOU
XaPaKTpLE TOUC TIPOYOVOUC TOUC. MapoAo Tou S paG ATV AYVWOTEG OL
TLEPLYPODEC TTPOYEVESTEPWV TAELOLWTWY, ATAV TETOLA N SUVALLN TWV OPXLKWV
KuplapXwVv LOEWV LG, TTOU KOLTOUOAWE YUPW LG KOTATIANKTOL KOt
avadpwvoluoape abela pag: «Autn eivat n EAAGda;»

TRAVELLER 2: To véo eAAnviko BaciAelo Atav mayldeupévo avapeoa 6’ auta
To U0 QVTIOETIKA POVTEAQ: £VOL OLKELO OPYOVWHIEVO EUPWTTAIKO KPATOC OTIOU
adBovouoav ol eupwnaikol Oeopol, Kal Tautoxpova pLa ATOALTLOTN €EWTIKNA
xwpa. Exovrag Eepeivel otig mapud£G Tou SUTIKOU MOALTIOHOU KAl TaUTOXpova
OTO KEVTPO TOU, WG oL BewpnTikol LOPUTEG TOU SUTIKOU TTOALTIOHOU.
TRAVELLER 1: Mnpa tov 2€AAel otnv mtpokupaia tou AtBopvo Kot Tou yvwploa
pnepkouC EAANveg vautes. OLEAANVeG kaBovtav okAadOV oTa KATOOTPpW AT
O€ UIKPEC TOPEEC, GPWVATIOVTOG, XELPOVOUWVTAC, KATVI{OVTOG, TpPWYOVTAC KoL
xaptormnailovtag ocav ayplot.

«AuTn glval n €lKOVA TTOU EXELG YLA TOV EAANVIOUO, ZEAAED;» TOV pwTnoa. «OxL!
Elval 0pwg n elkova mou €xw yla tnv KOAaon... Nape va puyoupue!», ine o
YENED.

«Aev UTIAPYXEL OUTE Hiat otayova Tou madatol eAAnVIKoU aipatog edw. Asv
elval autol oL avBpwmot tou B’ avayouv Eava tnv apxaia eAAnvikn ¢Aoya: ot
PUXEG Toug €xouv ofnoel ano tn paocapia kat tn detotdatpovia. Nape va
dUyoupe!»

TRAVELLER 2: Xta 200 xpovia mou mépaocay amo tnv apxtkn dtaknpuén tou
aveaptntou eBvikoL kpatouc to 1821, ol EAAnveG avaykaotnkayv va {oUve
autn Tnv audbupia.

XPELAGTNKE VA TIPOCAPUOCOUV TNV KOUATOUPO TOUG OTNV PXOLLOAATPLKN
vootalyia tng Eupwnng, pe anotéAeopa va Bpebolv amokoppEVOL Ao ToV
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EUPWTTOIKO LOVTEPVIOUO KAl TAUTOXpOVA £EOPLOTOL OTO YEWTIOALTIKO
neplOwplo wg StedpBappevol, TTOALTIKA AVWPLLLOL, UTIOOVATITUKTOL KOl
aveVuBuvol amévavtl otig SleBveic SeopeVOEL TOUG Kal TG SAVELOKES TOUG
UTIOXPEWOELG.

TRAVELLER 2: Ot oUyxpovol EAAnvec NTav ¢pLKTol” MVEUHATIKA Kol BloAoylka
SlepBapuévol amoyovoL Twv apxaiwy TPoyovwy Toug ovnpotl, TEUMEANSEG
Kal avikavol, xwplg ixvog aflonpémnelag, adaseic kal dslodaipoved. MNa toug
Eupwrnaioug talduwteg, ol cuyxpovol EAANveC amoteAolV Eva TEAELWG
SLadbopeTIkO €BvoC TTou Sev EXEL KOOl OXEON LE TNV OPXOLOEAANVLIKH OPETH
TIOU TtEPiEVAVY VO Bpouv.

TRAVELLER 1: Kaveig 6ev pumopei va katnyoprnoeL autov To Ao yla tTnv
emBupia Tou va anoteAéoel €Bvog. Opwe n drhodofia toug va yivouv apyaiot
‘EAANVEG, KoL va kavouv tnv ABriva tou OBwva iSta pe tnv ABrva tou MepikAn,
glval vTpormaoTikn KoL yepAtn avurepBAnTeC SUCKOALEC.

TRAVELLER 2: H EAAASa Sev glval pLol Xwpa TTOU OTTOLKLOTNKE TIOTE eMionua,
aAAQ N apXoLOTNTA TNG €XEL KaTamatnOel, anotklotel kat StekSiknOel amod tnv
Eupwrtn. Oxt e TNV KUPLOAEKTLKA KAToX EAANVLIKAG YNG KAl EAANVLKWVY
edadwv, ala pe pLa popdn KpudO-ATIOKLOKPATLOG TTOU OLKELOTIOLBNKE
TIVEULOTLKA TO apXaio KAaolko mopeABov tng EAAASacC.

TRAVELLER 1: Mia mapaéevn avtiAnyn mou Kuplapxel otoug amAolg
ABnvaioug, avadoplkd pe T apyaia ayaApata, sival OTL TPOKELTAL YL
aAnBwa cwpaTa, TTIOU £XOUV AKPWTNPLOOTEL KL LETATPOATIEL OE LAPUAPLVEG
HopdEC anod payoug, mou Ba ta e€ouatdalouv ya 6oov katpod ot Toupkol
Slapevrevouv tnv EANGSQ, Kal petd Ba emaveéABouv ota mponyoU eva
CWHLOTA TOUC.

TRAVELLER 1: To mveUpa nou ta Stakatéxel ovopaletal Apapriy, Ko
aKoUYETaL ouXVa va otevalel Kal va Bpnvel yla tnv kataotaor tou. Kamolot
‘EAANVEG, oTNV €MOXN KOG, TIou KouBalovoav amnd tnv ABrva otov Melpatd pa
KO.oEAQ TIOU TtEPLEiXE KOMpATLA TwV EAylveiwv Mapudpwy, tnv adnoav
KOTOYN G KOl apvouVvTaV Yol APKETH WP Va TNV avarmidoouy, Aéyovtag OTL
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akouoav To Apaurtip va Boykad Kal va KaAel Ta AAAQ TIVEULOTO TTOU
kpartouvtav déopla otnv AKpormoAn. Mapwv

TRAVELLER 2: Ot ta&ldiwteg Bewpnoayv Toug eQUTOUG TOUG OXL LOVO WE TOUG
HOVOUC avOpWITOUG TTIOU UIOPOUCAV VA EKTLUHCOUV TNV aLoOntikn,
d\ooodikn kot Lotoptkn aéia tng Apxaiag EAAadag, aAAd Kal wg Toug
AUECOUG ATIOYOVOUG TwV apxaiwv EAAAvwyv mou eixav dnuloupynoeL auta ta
AQUTTP A apPXOLOEAANVIKA KAOOLKA QpLOTOUPYHHATA.

TRAVELLER 2: To eAAnvikO mapeABov, avti va kataotpadel kal va
urnoBabuLotel OMwG £yve o€ TTOANEG AAAEC TEPUTTWOELG ATIOLKIOMOU,
do&AoTtnke Kal TOUTOXPOVA KATAOoXEONKE Kal ULOBETABNKE o TOUC AMOiKoUG
oav va nTav Sk Toug LOEOAOYIKN KANPOVOLLA.

TRAVELLER 1:'Htav to teAeutaio pou Bpadu otnv ABriva kat anocupbnka ota
gpeimia Tou vaou tou OAupmiou ALOg, 6mTou n paysuTtikn Aapdn tou eAAnvikou
nAtoBacAépatog €éAoule Toug aBavatoug Aodoug W' éva peveéedevio N
nopdupod pwc. OL peyadelwdelg Kloveg Tou vaoU uPwvovtay otov apBpocto
agpa, xAopol aAAd podivol amod tn Babid aktivofolia evog oupavoul mou
€oBnve ano to tornio TNV aioBnon tng kataotpodng, kat ddnve povo d£og.

TRAVELLER 2: OUEAANveG bev pmopouv va Eepuyouv art’ auto to ovelpo. Eival
alUOAWTOL, oav OKLEG, ABoulol, katadlkaopévol va {ouv oav apyaia
TEXVOUpPYRUOTO TToU BpEBnkav og pLa avaokadn, mTayLldeUPEVOL AVAUECO OTO
LOTOPLKO TAPEADOV KAl 0TO OVELPO TOU TTapeABOVTOC. AUTO UMOPEL KAVELG va TO
EPUNVEVOEL WG pia StadopeTIKn popdn AmoLKIoHoU, OTOV OTtolo €lval N
LoTopla Kal n KOUAToUpQ, Kal OXL O TOTOG KAl oL AvOPWTIOL, TTOU £XOUV UTIOOTEL
NV €l0BOAN KAl TNV KATOXA.

TRAVELLER 1: Avayvwotn! 'Hoouv o povog cuvtaéldlwtng pou o’ 6Aoug autoug
TOUG Tomouc. Omou mepumAavnOnka eyw, BpEOnkeg kL eoV. O,TL €pabda eyw, TO
E€pelc KL 0V, KL wotooo Sev TOAUW va eATtiow OTL Ba polpacTeic tn AU Ue
TNV omoia oou Aéw, Avtio.
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Figure 60 - Film poster of Grand Tour
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