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Abstract:

In this paper we examine people’s critical views about sociopolitical reality in a
suburb of Athens due to Greek financial crisis. We are doing so by asking them to
comment about certain dancing scenes in films. By giving people the chance to
respond to what they see we come to achieve a certain degree of interaction, which
enables us to shape our analysis. We draw upon recent anthropological research
and its attention to visual and media systems. According to this perspective, we
suggest that people can guide research to a fruitful fieldwork leaving aside several
presuppositions that sometimes result in dilemmas. For avoiding it, we make use
of a questionnaire with open-ended questions. This works as a methodological tool
that can transform people answering it from commentators into communicators of
exchanging thoughts. The result is a creative understanding of the issues involved.
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Introduction

Phrases such as “dance of politics”, “dance of populism”, “we are in
dance and we have to dance”, “the case is a strong Zeibekiko dance”, and
“they dance us on the baking pan” are very common in everyday life in
Greece nowadays. Even though some of them are parts of our cultural “stuff”
they have come forth with strong presence due to the severe sociopolitical
situation that people are facing in Greece. Having participated in several con-
versations as well as dance events, we’ve seen a nearly metaphorical usage of
dance. A number of cinematic dialogues, and cinematic dances is intertwin-
ing in our everyday discussions and practices revealing amongst others a
special relation between people and certain films and actors of the cinema in
Greece. Some films remain strikingly popular becoming part of people’s life
(Sutton 2009), “these are not just about cinema, she is our Aliki’, these are
our Saturday nights” as several interlocutors have argued about. They have
been so deeply woven into cultural stuff that as Wogan suggests (2009) that
they can be part of a deeply critical commentary. This is because they are
either intimate to people’s lives, or used metaphorically. Adopting the stand
that anthropological study should “take people seriously” in order to under-
stand how they interpret social world around them and how they act in it
(MacClancy 2002, 4) by searching in simple, usual events of everyday life
(Dubisch 1995, xviii) our focus is on the social engagement with these Greek
films and especially with of their cinematic dance. Inspired by visual anthro-
pology’s methods towards an interrelation between researchers and people
during the production of a film, we adopt this perspective and we move on an
anthropological analysis of the cinematic dance. Thus, leaving aside certain
screenings and audience relationships through the focus on a rather personal
program of viewing and embodiment of the favourites, we concentrate on
how people understand and meet performatively, politically, historically and
culturally difficult situations such as the Greek financial crisis by analyzing
their thoughts and acts about their “favourite films” and especially some cin-
ematic dance scenes during this period.

In this paper we will discuss the usage of a questionnaire as a research
tool.” We will present how this tool helped us to establish our argument on the
engagement of cinematic dance to the nationalization of certain socio-
political events in Greece. Facing a double dilemma about which films and
which dance scenes would be the corpus of the study, the usual categori-
zations could not fit to our point of view. In Greek films, people do not dance
only in musicals and comedies, and furthermore just dancing in the taverna

*«Our Aliki” is for Aliki Vougiouklaki, very famous actress in Greece, well-known
as “national star” with great popularity in cinema in 50s, 60s and 70s.

> This is part of Mimina Pateraki’s methodology for her PhD research which we‘ll
present briefly later on.
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for fun was not the kind of dance scene we had in our minds. Furthermore,
some films could not be included even though they had important cinematic
dance as Zorba the Greek, which although it is a classic film with an unforget-
table cinematic dance, it cannot be categorized in films with music and dance
or musicals in Greek cinema, or Greek films generally. Still it has provided a
great negotiation of national identity both inside and outside Greece for a
long time since its release in 1964 (Zografou & Pateraki 2007).

Cinematic dance is the central axe which moves in between and amongst
different films leaving aside exclusions that commercial criteria usually
shape in order to build film genres (Kartalou 2006) and brings forth how peo-
ple enact films in their lives. Our first thought was either to contradict or con-
firm that people do focus on cinematic dance. If they do, where of their focus
on. And for what reasons do they focus on certain cinematic dances? So
we’ve decided to ask people to present to us their point of view guiding us to
our research field. We asked questions such as: “Which films do you pre-
fer?”, “Which scenes?”, “Which are the reasons?”. These particular open
questions were actually acting as a sort of mini-interview, which could pro-
vide a good amount of knowledge about our informants. Ultimately, their
answers were shaping our research. Furthermore, this line of questioning
could be an effective way to find and finally enact people to participate to our
research. Asking people these specific questions in turn led us to think that it
would be appropriate for us to use a questionnaire.

The turn towards the study of visual mediation by broadening the field
and including all the visual media (MacDougall 1997, 292-293) and repre-
sentative systems (Morphy & Banks 1997, 2) opened the road to the study of
every visual documents permitting every cinema film to be perceived as a
rich ethnographic research field (Pink 2007, 1; Crawford 1992, 74; Morphy
& Banks 1997, 13). On the other hand the use of visual mediums in dance
study® (Thomas 2002; Sklar 2001; Ness 2003) feed this work by giving cen-
tral role to the necessity of the anthropological perspective for the study of
cinematic dance as a visual system of mediation and interpretation.

Drawing upon contemporary visual anthropology, anthropology of me-
dia, film studies, anthropology of cinema and anthropology of dance our
work is operating a journey in people’s local commentaries (Kirtsoglou
2010) through the vehicle of cinematic dance. In the first section of this paper,
we‘ll present the theoretical framework for this work, the cinematic dance
and our commentators, citizens of Korydallos and, in the second section,
we’ll present the principles under which we designed our questionnaire and
its action.

% For an extend study on the contribution of visual anthropology in dance study see
Pateraki, M. 2012.The contribution of visual anthropology in dance study. Science
of Dance 6: 1-18.
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Section A
1. Theoretical framework

The study of public culture in contemporary urban context, even though
it was not a preferential locus for anthropology for a long time, was gradually
occupied by Appadurai’s (1996) influential proposal about mediascapes that
transcended the margins. The relationship amongst media, nation-states,
local and global motion provided the shift towards mediation of power, prac-
tices of normalization as well manipulation of media (Ginsburg 2002). This
reveals that production is shifted beyond the studios and reception is con-
structed beyond sitting rooms. The shift (in the 80s) towards the study of ac-
tive forms of social engagement provided that media consumption “is not
only recycled but is differentiated and resisted” (Fiske 1987; Hall 1980; Hall
1997 in Ginsburg, Abu-Lughod, Larkin 2002, 3). The public is not a homog-
enous mass constructed by extended groups of people with certain prefer-
ences. Instead, people as viewers make their own interpretations that are mu-
tually related to their social experiences. Furthermore, films can have their
own biography throughout their career (Kopytoff 1986).

Due to a continuous process of ethnographic research (Pink 2006, 118)
films are perceived as ambivalent visual images between which the sub-
jectivity of producers and viewers meet (Pink 2006, 117). That is, films are
representations rather than evidence of certain meanings (Pink 2006, 128)
that compose rather than reproduce “natural” or “given” events. Visual and
verbal data composed by what films say and what people say about them
constitute the key for a deeper understanding on how people engage films in
their lives.

We have found a great number of influential works published in Greece
on film analysis to be especially thought provoking. Through different theo-
retical genealogies, researchers provide their analysis of film texts, the gen-
re’s shaping and a number of aspects that have great significance for
filmmaking and cinema institution based mainly on researcher’s criteria.
More specifically, there is a huge range of criteria we can use in order to or-
ganize our film analysis. Sometimes this becomes difficult to manage and
building our own research castle has several dilemmas which create ambigui-
ties. Etic perspective has also a strong relation to reception studies. Statistics
about how many people go to the cinema to see a certain film is a good way to
see the tendency for a specific time in the biography of a film in a specific
place. But this data can provide us with little knowledge about the film’s con-
temporary social engagement. For instance, we can know the popularity of a
certain film in its production year in specific cities of the world but nothing
more about other places or the subsequent years after its first screening. It is
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difficult to follow its numbers in circulation as well as to follow its re-
circulation for instance ten years after its first screening.

We are focusing on etic/emic perspective as it is not rare in social re-
search and since it is common as well both in film and dance studies. An emic
point of view turns the focus on the establishment of a research methodology
socially, culturally and historically (Guba & Lincoln 1984, 106). As Gray
points out (2010, 138) cinema has a complex history especially if we under-
stand cinema beyond the normal boundaries of Hollywood, Europe and may-
be Japan and India. Through complex connections and disconnects, between
various times, genres, national endeavors, and events we have to keep in
mind that film rather exists in its constantly shifting relationship with people.
Content and filmmaker, issues of appreciation, theories about film as art
form, national context, social and cultural context of production are certain
issues of research — a research that stays apart — that is, stays apart from com-
municating with other disciplines leaving the study of cinema isolated, as of'it
was something out of society. Regarding that cinema is “more than the pic-
tures on the screen but involves a network of relationships that stretches the
local sites of exhibition to global political and economic maneuvering” (Gray
2010, 137-138), the anthropological perspective suggests that cinema as a
part of our life can really enrich its study and give us a deeper understanding
of'the social world.

In looking at the literature, researchers usually choose specific films of a
specific genre in order to discuss that particular film and/or genre with peo-
ple. Additionally, researchers follow people, the viewers, to the cinema to
watch with them a certain film or at their homes for a certain television pro-
gram. In our case, there was not a certain television program that we were
interested in or a certain film. Furthermore, there was not a set of criteria,
which could address our research needs. So which film would we select and
with which criteria? Or if we wanted to choose more than one, how would we
select it and why? As our point is to elaborate on the ways that people engage
cinematic dance in their lives this requires more than one film and most im-
portantly it should stress on what people choose.

2. Cinematic Dance

Dance as an embodied practice socially and culturally structured which is
mutually related with identity (Desmond 1997) and when it concerns a col-
lectivity as Pipyrou (2010) has argued studying kinesis is transformed to the
study of a medium of negotiation. Thus, dance is not just a self or community
expression, or a collective symbol, but additionally, it “cultivates a dialogic
and practical narration infused with political considerations” (Zografou &
Pipyrou 2011). The interpretation based on how deep inside to cultural
knowledge can people be initiated (Farnell 2001) is facilitated due to an in-
tersubjective social evaluation (Pipyrou 2004, 56-57) of dance symbolic
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demonstrations of the social system of the certain community (Cowan 1990,
180). This specific “visibility” led Pipyrou (2010) to turn the focus on the
“viewer” and the relation to dance performance highlighting the agency of
dance for the interpretation of social action. This work is drawing upon her
suggestion to define dance as a methodological tool for exploring social rela-
tions putting in central position the relation of the “viewer” with the cinemat-
ic dance. What can a certain cinematic dance enact today? By what can it be
mediated? At first sight, there is probably a sense of nostalgia or flabbiness
that cannot reveal any deliberateness. However, what is really happening
when people use cinematic dance in order to criticize their lives during a se-
vere sociopolitical situation?

Adopting Seremetaki’s concept about embodied practices we argue that
dance in Greece embodies “symbolically thick social descriptions” bringing
meanings from “areas of discontinuous historical experience” (Seremetaki
2008, 18, 21). It constitutes a culturally significant embodiment that can me-
diate communication among different historical periods without the preoc-
cupation of continuity but instead reveals that it has its own historicity and
constitutes a “mediated transformation of previous systems, beliefs and insti-
tutions” (Seremetaki 2008, 46). Under this perspective, by discussing a cer-
tain cinematic dance scene the viewer can see a collectivity in dance perfor-
mance and not just a dance performer. Furthermore, what is happening in
front of our eyes shapes a dialogue each time with everyone that provides the
event (either a director, or an institution etc). As far as its materiality is con-
cerned, cinematic dance connects common experiences of the past, the pres-
ence and the future extending dialogue between the screen and the viewer
beyond the traditional line of separation. Even though someone cannot really
understand or define by certain dance name what is screening in front of their
eyes, however, what can be understood is that something is significant for
them based amongst others on performers’ powerful expression. It is plain
that these performances are not just “pretty pictures” (Morphy 2011, 281).

Drawing upon concepts, we argue that cinematic dance can be studied as
a visual system of mediation and interpretation. This visual system in our
case, following people’s narrations and dance performances in Korydallos, is
shaped by cinematic screening of dance based on well-known, cultural sig-
nificant motifs, invented, performed, recorded and produced for films that
were mainly addressed to “Greek” society constituting amongst others, cer-
tain personal experience, cultural production and social interaction (Pink
2001). We are interested in discussing their relation to Greekness, in order to
explore how people in a suburb near Athens nowadays engage them with
their narrative and bodily critique due to a process of nationalization which is
still challenged by them. Even though they have been produced 40 or 50 years
ago there is an established although rather invisible relation between people
and them. Adopting that dancing bodies “are not just reflecting themselves or
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the community but construct and spread cultural meaning through ‘embodied
dance practices’” (Thomas 2003) we are suggesting that cinematic dance can
guide us in sociopolitical life as well, highlighting discontinuities and gaps
inside homogeneity.

3. Citizens of Korydallos & the Cinema

Adopting Gray’s concept, that the cinema is rather a global phenomenon
and that it has the power to move people and enact relationships that are at
heart dialogic (Gray 2010, 137) our proposal turns the focus on people’s
views in a more extended concept than just “audience”. In film and generally
media studies, people are defined as “audience” but as Fiske points out — and
we adopt he’s concept — we have to be concerned with living and breathing
people, that have their own lives, history and understanding of the world
around us, making their meanings through their social engagement. Our fo-
cus is on specific people in a certain place, and in a certain time. People that
live, study, and work in Korydallos, active citizens in a place in-between
Piracus and Athens. We followed and discussed with them in different places
inside and outside the city, following them in cinema screenings, in cinema
club, where after the screenings people talked in public about the films, some-
times with directors and actors. Additionally, we followed them in dance
club, their living room, in theaters for staged dance performances socializing,
drinking, eating and dancing.

The ethnographic data was selected by Mimina Pateraki due to fieldwork
amongst November 2009 to November 2012 in Korydallos, a contemporary
city in Attica, Greece, in-between Piracus and the west suburbs of Athens.
The citizens that live and work in Korydallos as well collectivities that are
activated and the political action of local government are shaping a complex
cultural web. As Korydallos is located between two important and influential
city — centers as Piraeus (the central port in Greece) and Athens, the capital
city, Korydalliotes, citizens of Korydallos, faced great influences in different
historical periods. We’ll briefly present them due to archives as well people’s
oral histories.

According to historical resources for the surrounding area that are en-
dorsed by the public archives’ of municipality of Korydallos, Korydallos
(means the name for a bird with great colors and sound) was introduced in
history references as one of the 100 municipalities of Attica at 508 B. C. by
Clisthenes who made the political reformation for the citizens of ancient clas-
sical Athens. After that and almost until 7" century B.C. there was a great
number of people living in Korydallos. After that the history of Municipality
is reported again by the scholar and clergyman Theofilos Korydalleys (1563-

" Koridallos, History of the City and the Municipality 2002; Business Plan of Munic-
ipality of Korydallos, 2008.
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1646). The next historical point presents the ciftlik® of Emmanuel Kout-
sikaris (1812-1865) in 1870 and 40 people living and working in it as colligi
(peasant-workers). Emmanuel Koutsikaris was the owner of the land and the
first mayor of the local council in Athens during the first years of the New
Greek State. At that time the place was identified as a suburb of Athens in
countryside. In 1922, after the Asia Minor Catastrophe, a lot of refugees came
to the extend area and a great number of them was settled in Korydallos. In
1928, according to registration of population archives, there were 2.429 resi-
dents in the place.

In 1931, Koutsikari was disassociated from Municipality of Athenians
and is connected to the administration of Municipality of Piraeus. Finally, in
1934 is mapped out the Community of Koutsikari and its state autonomy and
we have the first Local Council elected by the people. Until 1936, the place
was identified as Koutsikari and, after that, the local council voted for renam-
ing the place “Korydallos” according to its ancient name. The name of Ko-
rydallos was actually closer to biota of the place as well to history and to new
state of getting again public governed. At that period the place was half pine-
clad and half full of olive trees and vineyards, friendly healthy dry climate
and a great amount of underground potable waters. This was also a reason for
being a countryside resort near by Athens for several urbanite families. In
1946, the Community was recognized as Municipality according to the
growth of the population (14.360 residents).

After the end of Second World War, the hard time during German Oc-
cupation and Civil War, the first elections took place in 1951. In the 1950s
there was a new wave of population identified as “inside migration” from
peripheral countryside to urban centre based on hard economic recession and
the anonymity that large cities could provide after civil war. In 1961, the re-
sults of registration of population (National Statistics Service of Greece) for
Korydalliotes were 31.199 residents showing a great tendency to be redou-

¥ Ciftlik system for land had operated since the end of the sixteen century generally
in Balkans. Ciftliks were originally land grants made by the Ottoman sultans to Mus-
lim settlers in Turkish-occupied lands (Karavidas 1931 in Knight 2011, 94). The
occupiers of the Ottoman public land after 1830, becoming privately owners by the
meanwhile introduced in Greece Romano-Germanic law withdrawn selling “rights”
in Greek capitalists at bargain prices (Vergopoulos 1975 in Kallieris 2010). The new
Ciftlikades were the absolute owners of their lands. However, especially in “Old
Greece” Attica and Peloponnesos they rarely exercised these absolute rights and
therefore the peasant workers did not pursue their ultimate desire of devolution of all
land ownership. This was partially because on the issue of the “common lands™ —
land that was deemed “civic* and fell outside the domain of the ciftliks; the landlords
and the peasants were united in seeking unconditional devolution of ownership and
thus the opposition between the two interest parties was somewhat nullified (Aroni-
Tsichli 2005, 27 in Knight 2010, 95).
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bled. In 2001, population in Korydallos run into 67.456 residents (National
Statistics Service of Greece).

From colligi to refugees, from starving people during German Occu-
pation to small tradesmen after the victimization of civil war and the inside
migrants of the 50s problems such as the dark roads at nights, the closed ra-
vines that very often resulted in floats, the life out of the city plan, the absence
of state welfare for a number of problems such as public health, education,
transportation, were almost common problems that people had to face. Local
people that were living and working in Korydallos contested for a better way
of life against these problems that were sharing with everyone else that was
living beyond the river Kifissos that discriminates the Athenian centre from
the west suburbs. It’s really interesting that in 1962 the First High School was
built (History of the city and municipality of Korydallos 2002, 38) even
though the central state prison was built in the area at the end of 1950°s and
the Asylum for juvenile delinquents a decade before.

One of the first buildings that owned by the municipality of Korydallos
came after long time and it was the result of a well-organized action by the
local government close to the needs of the citizens identifying one more con-
test in the local history of Korydalliotes. The ownership of open-air cinema
“Victor” and its reworking was based on the enactment of a group with young
people that was interested in the cinema.’ In early 1980’s young people
shaped a cinema club and organized cinema screenings and discussions about
films every Wednesday in open cinema “Astron” (meaning “Star”). The his-
tory of cinema in periphery and its destiny in the global cinema institution
was the step for inviting Tornatore'” to inaugurate the municipal open cinema
in Korydallos, at the 4th of August in 1989. “Cine Paradeisos” is for more
than 20 years a local cinema with great recognition to the extend area and to a
lot of viewers from inside and outside the city. The cinema club has a very
activate role in the schedule of the screenings and organizes as well close
theater screenings into the Municipal Cultural Center of Korydallos. Recent-
ly (2011) they started the publication of a electronic journal (Montage).

“Cine Paradeisos” was the leader for a movement of the endorsement of
local cinemas and the growing of municipal cinemas. Korydallos participated
to “Cities and cinemas of Europe” and welcomed the conference “Villes et
Cinemas”. It as well was participated in European networks such as “Europa

? We have to see this event under the concept of early 1980°s where globally cinema
theaters were closing one after the other and were transformed into supermarkets.
These were the ancestors of village centers due to 1990’s. This was part of a global
transformation in cinematographic institution with a time differences form place to
place (Page 2009) and was not exclusively Greek phenomenon.

' When open-air cinema “Victor” became municipal in 1989, a film that afterwards
won Oscar was on screens — “Cinema Paradiso” by Italian director Giuseppe Torna-
tore.

ETtnomomko-anTpormoomike cBecke 25, (H.c.) 14 (2015)



38 Unannwm u cTyamje

Cinemas” and “Eurokids” and was part of the council “Youth and Cinema”.
Cine Paradeisos became the symbol of cultural action of the city providing
the interests of citizens’ for cinema and the society. Due to period 2006-2008
there was a reconstruction of the building with two theaters (open-air and
close) and a contemporary technological outfit. Especially in the period
2008-2010 there was a coordinate action for getting closer to the mythical
world of cinema. Municipality and Cinema Club organized Open University
and Cinema Workshop, where citizens had the opportunity to study Theory
and Practice of Cinema attending courses by a great amount of theoretical and
practical professors from the University and cinematography in Greece.
Additionally, they organized festival for short films related to migration and a
special event for social history due to oral narration presenting the trilogy of
Alinda Dimitriou which was based on the presence of women in Resistance
to German Occupation, in Civil War and in Junta (1967-1973). During the
event, people had the opportunity to discuss with the director.

“Cine Paradeisos” is located almost 200 meters far from the state’s prison
in Korydallos. Unfortunately, it is not rare when media refer to persons who
are punished with prison to refer generally to the city as if the city is identified
with the prison. Especially people who live in Athens or somewhere opposite
to west suburbs, beyond the river, refer to Korydallos stressing on a marginal-
ity as they ask with a smile “do you live in or out?” meaning the identification
of prison with the city. This joke is not naive. However, citizens of Koryd-
allos contest for a better way of life for everybody inside or outside the prison
challenging local as well supra—local boundaries and marginalities.

Section B
1. “Open-air” questionnaire vs Dilemmas

Methodology is the strategy followed by each research effort in order to
fulfill its aims. It is established under the theoretical orientation of the re-
searcher on how to carry out the research and what methods of collection and
analysis of research material are appropriate to use (Kantza 2011, 10). Under
this notion, we can see that researcher acts as a “bricoleur” composing a cor-
pus of methods that needed. Furthermore, it seems that methodology has to
be interactive, rather moving than being static.

Fieldwork constituting researcher’s own paths is imbued with “multiple
negotiations and ethical dilemmas” (Patch 1994, 84). As observation and
interviewing are central in social life and not unique in social science (Sil-
verman 2010, 123) following people and the interconnections between their
textual personas, as Marcus suggests in multi-cited ethnography, is a journey
that is not to be a “static setting” (Hunt 1984, 185 in Patch 1994, 87). Fur-
thermore, it is a journey where we have to “think seriously [about] the politi-

ETtnomomko-anTpormoomike cBecke 25, (H.c.) 14 (2015)



Muwmwuna [Tatepaku u Maraa 3orpadoy 39

cal and ethical dimensions of what we are about to experience” (Patch 1994,
83,94).

As discussed by Denzin & Lincoln (2005) modern fast pace of life has
developed rapid social changes where key feature is the deeply competitive
environment. Facing these new challenges, the research was asked to manage
with required to manage these social contexts by taking initiatives in line with
the needs minimizing this way the possible failures of traditional methodolo-
gies and avoiding wasted time and manpower. Towards this direction, the
usage of quantitative tools is very useful for collecting specific data as well as
assisting in the formation of a group of subjects in a general population (Flick
2002 in Denzin & Lincoln 2005, 11).

In this research we have chosen a “flexible strategy” (Gefou-Madianou
2011, 21) based on principles of “multi-sited ethnography” (Marcus, 1998)
following the paths of cultural procedure involving them in different places
of activity (ibid). Drawing upon this, our methodological schema was based
on mobility and on the monitoring of the thread of cinematic dance. This way
we form the subject of study by creating connections through transitions,
interpretations and correlations of multiple research sites following the dis-
persion of the subjects (Marcus 1998, 80-81). More specifically we followed
people in different environments (cinema, theaters, tavernas etc) crossing
their narratives, their metaphorical reviews interweaving different aspects of
their lives (Marcus 1998, 90-94).

Ethnographic data was collected due to a “multi-method” (Saunders
2009) which was orchestrated by composing quantitative and qualitative
research tools (Lydaki 2001, 133), in order to achieve a deeper and enriched
understanding (Denzin 1989). That is participant observation, semi-
structured interviews, personal and group (2-3 or more persons) composed
with video projection of films and recording viewing and discussion on them,
as well questionnaires. This construction of methodology is gradually articu-
lating the research facilitating the shaping of corpus of films that are related to
this project.

In our work, the use of a mainstream quantitative tool such as a ques-
tionnaire is close to the classic tools of fieldwork such as the participant ob-
servation or semi-structured interviews. Personal and group (2-3 or more
persons) sessions composed of video projection of films and recording the
viewing and discussion of them seems like an illustrated idea in order to fas-
cinate. Instead, this method is rather an orchestrated event, based on “multi-
method” effort (Saunders 2009) which comprises of quantitative and qualita-
tive research tools (Lydaki 2001, 133) in order to achieve a deeper and en-
riched understanding (Denzin 1989). The questionnaire can enrich data from
participant observation as the researcher can extract opinions and notions of
informants that cannot be crystallized due to everyday observations. Alt-
hough open questions can introduce us to participant thoughts and attitudes,
still we do not have the possibility to go back and to re-examine them in order
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to clarify some of them (that’s why we ask if some of them want to participate
further).

Furthermore, this composition gives us the opportunity to establish an
anthropological perspective of cinematic dance providing the turn of our
informants into interlocutors by giving voice to them in order to achieve their
mutuality in shaping the texts of our analysis. This construction of methodol-
ogy is articulated gradually and the research facilitates the shaping of the
corpus of films that are related to this project and the gathering of data, leav-
ing apart “producing people as objects” (Smith 1992). A questionnaire which
is situated culturally and historically makes lived experience central and,
based on an open dialogue, can provide enriched documentaries for analysis.
The open-ended nature of questions provides ethics of caring and responsi-
bility not imposing and taking anything for granted. As MacClancy (2010,
10) highlights, “the rise of worldwide telecommunications has contributed to
the ending of any real sense of isolation” so we have to take very little for
granted “since different people comprehend the world in different ways (...)
we have to be prepared for even our most cherished preconditions to be over-
turned” (ibid).

However, Mac Clancy discusses questionnaires in a rather opposite di-
rection of that of making friends commenting that is more important to “get to
know people” before trying to learn what they know”. Insisting that a ques-
tionnaire is about “collecting fabrications” as people are not trusting and just
give the favorable answer (yes) where the questioner is perceived as a senior,
he points out that we have to stress “what is important to people rather than to
impose (our) own ideas and categories on others”. We argue that the ques-
tionnaire can engage people to a dialogue instead of gazing upon in a Fou-
cauldian sense (Rosaldo 1986, 92) and can “evoke” (Tyler 1986, 123) miss-
ing voices that are kept silent, thus keeping the researcher and fieldwork on a
moving position (Pratt 1986, 32).

The questionnaire, as a connecting ring, can create bonds between re-
searcher and participants and guide the fieldwork. It is a highly structured
data collection technique whereby each respondent is asked much the same
questions (De Vaus 1998, 80) and, according to Pershing (2006), has to bring
answers that are solid and favourable. Selecting questions is a very important
procedure where we have to remember three questions: “Can this question be
understood?”’; “Can people answer it?”’; and finally, “Will they answer it?”
(Bell 1999). Constructing questions has to do with effective wording. It is
important to use simple language, brief and clear, asking one question at a
time and evaluate to see if the question is leading the answer (De Vaus 1998).
Quality of response (De Vaus 1998, 107) is geographically dispersed. The
questions are constructed in order to see attributes for segmentation, behav-
iors (what people do), attitudes (what people think is desirable) and beliefs
(what people believe). “The art of questionnaire design involves thinking
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ahead about the research problem, what the concepts mean and how we will
analyze the data. The questionnaire should reflect both theoretical thinking
and an understanding of data analysis” (De Vaus 1998, 81).

For coding written answers to open questions we applied content analysis
addressing units of registration (Lydaki 2008, 61-62). For accessing thoughts
of participants we conduct discourse analysis to data in order to explore the
way people understand social and political life (Louise & Marrianne Tonkiss
1998 in Rose 2001, 140). Discourse analysis has been referred in several
ways in social research. We approach our work through Foucault’s concept.
According to Foucault, discourse is an organized unity of rules and conven-
tions that guide the production of meaning. Phrases that are part of this unity
are linked for constructing the shape that formulates the meaning. Simultane-
ously, there is an effort to lighten every discontinuities, gaps, thresholds and
boundaries (Foucault 1987, 50-53), due to study of forms and types of se-
quence, the dissemination of notions and every selection, every issue of pref-
erence, under this notion the focus is turned from difference into dissemina-
tion (Foucault 1987, 55-60).

Every questionnaire is a representation of unity for its responder and the
number of questions is the unity for the people that are mutually shaping the
textuality. Our questionnaire is voluntary and asks for pseudonyms. Most of
them were administered by us where we introduced ourselves and our work
in order to achieve people’s response. We trained also two “interviewers” to
administer questionnaires as well as to help participants in any misunder-
standings. The questionnaire needed about 20 — 30 minutes to be answered.
We split them in three ways: a) by being present in order to help and waiting
to collect them b) by arranging a next meeting for selecting them c) by send-
ing e-mails. The questions are intertwined gradually each other. The first
three questions constituted the first section which acts as the first part and
introductory to our theme and can help us to explore, to contradict or to con-
firm people’s focus on cinematic dance. The second section is constituted of
four questions about films with music and dance, dance scenes and the rea-
sons why they choose them (performance, choreography, music, costumes or
other comments). For attributes about segmentation people answered about
age, gender, education, profession, addresses. Questions were about film
genres revealing the plurality of viewers’ choices, aiming to explore behavior
trends about films and scenes, related to “music and dance”. Additionally,
exploring attitude trends questions were on certain cinematic dance and why
they focus on them. Afterwards, the focus was turned to the beliefs on rela-
tions between dance and Greek films and the possible linkages between
dance and Greek cinema. Finally, there were also two questions about how
they manage their viewing nowadays and how it was on previous times.
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2. Questionnaire in action

The final model showed 300 participants having taken part in the ques-
tionnaires. This was a very good response out of the 400 to whom it was de-
livered. Participants were required to provide preliminary information re-
garding their gender, age, education, profession, and home address. This
information defines the categories for the comparative segmentation analy-
sis. Amongst the 300 citizens of Korydallos, 220 were women and 80 were
men. That is 72,58%, almost three quarters were women and the rest 26,76%
were men. Regarding the age of participants, we made a climax of 8 levels.
The first was 16 to 19 years old (11%), the second 20 to 30 years old (14,7%),
the third 30 to 40 years old (27,1%), the fourth 40 to 50 years old (24,4%), the
fifth 50 to 60 years old (10,7%), the sixth 60 to 70 years old (8%), the seventh
70 to 80 years old (2,3%), and finally, the eighth over 80 years old (2,78%).
The schema above shows, the base of the citizens was amongst 30 to 50 years
old. Concerning the categories of education: 17,73% had the compulsory
education (school and high school), 34,45% had a senior high school diplo-
ma, 36,12% had a university diploma, 5,69% had postgraduate studies, while
5,69% of the participants did not answer this question.

The people that participated to the research answering the questionnaire
were representatives of different neighborhoods which were shaped based on
geographical parameters of the city. More specifically, as someone moves in
the city can see three separated settlements on the north peripheral side of
Korydallos (Sxisto, Dexameni and Ano Dexameni). Getting closer to the
centre, we can see Upper Korydallos which includes the prison area. The
centre of the city is defined by the squares of Eleftherios Venizelos (the old
military camp of Germans during German Occupation), the square of Saint
George, the square of Merkatis (old land owner of the area), and, towards the
south border, the square of Memos.

Additionally, central loci for the research were the “cine Paradeisos”, the
municipal amphitheater “Thanasis Veggos”, and the municipal Cultural Club
“Melina Merkouri”. In these places, citizens of Korydallos participate for a
range of events in the life of the city, as parents in children’s festival, as mem-
bers of the cinema club, as members of the cinema workshop, as members of
music choral groups, as members in theater and dancing groups. Additional-
ly, participants were also public servants in the municipality, teachers in pub-
lic schools, members of parent’s school councils of Korydallos as well educa-
tors and students from School for second chance due to long lasting educa-
tional programs, members in public and private athletic groups, members in
dancing groups, newcomer students in universities in Greece after their pub-
lic acknowledgement for their entry, owners and workers in different trade
shops of the city (floristry, bakery, greengrocer’s shop, public market, hagi-
ographer, taxi driver, lawyer etc).
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Our first priority was the questionnaires to shape the trends of people so
that we made our research choice according their suggestions. As we were
scheduling to analyze a few scenes of cinematic dance in Greece and what
people say about them, we thought that we could start by their choices
through questionnaires and then go back to elaborate on them. What was
really interesting was that we took a lot more than we could imagine through
this path. Ethnographic data that is constructed by questionnaire is construct-
ed by several themes, concepts and discourses. Due to the questionnaire a
huge range of films is inscribed and a range of certain interests and issues is
provided and the dissemination of these themes is accommodated to the pres-
ence of cinematic dance. Certain themes that come again and again from dif-
ferent films and especially from different scenes of cinematic dance establish
certain normative standards in public culture due to cinema and television
screenings.

What is really interesting is the focus on “The unforgettable”. A number
of actors those that people really enjoy and desire to watch on screen again
and again are considered to be unforgettable. These unforgettable perform-
ers, personas, roles and plays have been recorded at least 40 or 50 years ago
but — as data in questionnaire provide — people have watched them on cinema
screens, on television and videos for numerous times, enacting a social rela-
tion with them. How have these “favourites” imbued people’s lives with
meaning and how have we engaged them in our lives?

The analysis unfolds two basic axes: the critique for films and the critique
for the contemporary situation. These two axes actually are mutually related
as the interlocutors criticize certain films, scenes, actors, choreographers and
directors by taking into consideration the criteria both of today and of the
production period, getting very close to two different historical times. This
rhetoric is double oriented as films are under the lenses of their critique and at
the same time films become the lenses of critique. Under this framework,
people unfold their discussion for the procedure of ritualization of viewing
(situations, preparation, place, time, then, now, choices, etc), the viewing
material (content of film, especially the scenes of cinematic dance, choreog-
raphies, music syntheses, performances, etc), the relations of dance and cin-
ema exploring the initiations and the engagements of dance with film and
with viewer separately.

The performances of actors have central role: “authentic”, “spontane-

» e«

ous”, “self—taught”, “human”. Additionally, central role have also the sto-
ries of scenarios: “films that come out of the life”, “direct, human”. From the
performances and their stories phrases like “7zeni’s dance” (meaning Tzeni
Karezi’s performance), “the zeibekiko of Dimitris’( meaning Dimitris Pa-
pamichail dancing), “the shake of Seilinos” etc, came up supporting and
establishing the “unforgettable” cultural (cinematic) material. This “unfor-
gettable” cultural material is constructed gradually through their references

separately to titles of films, to certain scenes, to actors, to directors, to per-
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formances and to embodied performances of the past. These references build
a system of sequence where they are moving amongst less popular but still
important themes. Everything has its own place challenging their participant
to the shaping of the Greekness of cinema in Greece (for instance, the filmog-
raphy of Theodoros Angelopoulos and the filmography of Thanasis Veggos).
More specifically, the concept of dance as principal characteristic of the peo-
ple in Greece who challenge its exclusiveness by their favorites films which
they see again and again on TV, or in videotapes, or in personal computers, as
well by the strong critique of the crisis in Greece through these films.

Citizens of Korydallos “direct” and metabolize the available material by
both the public and the private sphere and criticize the crisis. Dance is orches-
trating (“bending the film”). Cinematic dance unfolds different aspects of a
procedure of connection amongst individual and social experience. These
aspects are mutually supporting and constructed close to the concepts such as
synesthesia, memory, historicity, and heritage. Under this notion, they unfold
the mutual relations between dance and the Greek cinema, especially if dance
establishes the Greekness of cinema. This is mutually related with issues as
the cultural memory and heritage, identity and historicity. However, citizens
of Korydallos define dance as a global cultural phenomenon as well. A spe-
cial point is that dance put the film into motion, the viewer as well, and that
dance has a mutual relation with life. The above put the “unforgettable, the
favorites, our things” at the front of the issues of cultural intimacy and nos-
talgia. These films “that are coming out of life” and “our films " are the basis
for their critique to their contemporary life. This unexpected critique is cata-
lytic and arises through several cloaks with or without masks. Parody is mo-
bilized as a political tug of war activating the cinematic dance as an inventive
agent that can conclude the embodiment of disappointment, of betrayal, as
well the nostalgia of the future.

People share with us their thoughts about dance, cinema and social life
introducing us through the cinematic dance and other scenes to a veiled prac-
tice of resistance fixed by their agony and their irony about issues such as
corruption, unemployment as well their hopes for a better life. In a really
uncertain world, people define dance as the strong hope of life. Dancing was
not just “pretty pictures”, it was struggle for survival, a way of life challeng-
ing for a better way of life and for understanding this we have to situate our
readings culturally and historically, close to people who choose it.
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Mumuna [Tatepaxu u Maraga 3orpadgoy

H36eraBame auiemMa y aHaausu ¢uiama: mpemior 3a ysoheme emcke
nepcrneKTHBE y AHTPONOJIOLIKY AHATU3Y IJleca y rpYKuM puiaMoBuma

VY oBOM pajny, UCHHUTYjeMO JbYJE O BbUXOBUM KPUTHUYKHUM IOTJICJMMa Ha
JIPYIITBEHO-TIOJIMTUYKY CTBapHOCT y mpearpally ATuHe, HacTally yclen
rpuke puHaHCH]cKe Kpu3e. To ynHUMO Tpakehu o1 BUX /1a KOMEHTAPUIITY
onpehere criere y pmmosuma. Jlajyhu mancy jpyauMa 1a oAroBope Ha OHO
IITO BUJIE, IOCTUTIIA CMO OJipe)eHrn HUBO HHTEPAKIIH]je, IITO HaM oMoryhasa
Jla yoOonmmunMo Hairy aHanmu3y. Kopucrte HaM M perieHTHa aHTPOIIOJIOIIKA
HCTpaKMBarkba YMja j¢ MaKiba yCMepeHa Ha BU3YEITHE i MEJIH]jCKe CUcTeME. Y
CKJIay ¢ TAKBOM ITIEPCIIEKTUBOM, YKa3yjeMO J1a je MOTyhe CIIPOBECTH ILTOTHO
TEPEHCKO HCTPAXKUBAILE, TIOIITO CE 0J0aI HEKOJIUKO MPETIOCTABKH KOje,
MMOHEKAJI, y3pOKYyjy HacTaHak muiema. Te nuiueme n3deraBaMmo KOpHUImhemeM
OTBOPEHOT YIUTHHKA, IMTO (DYHKIIMOHHUIIIE KA0 METOIOJIONIKO opyhe Kojum
Ce WCHUTAHUIM TPaHCHOPMUINY M3 KOMEHTATOpa y KOMYHHKATOpE Y
pa3Menu Muciu. Pe3ynrar je kpeaTuBHO pa3yMeBame 00yxBaheHHX TeMa.

KibyuHe peun: Qpummcku miec, BU3yellHa aHTPOIIONIOTH]a, aHanu3a (puinma,
KOMOWHAIIMja KBaJUTATUBHOT W KBAaHTHTATUBHOT METOJA, YNUTHHUK 32
HUCTpaKHUBamkE ,,HA OTBOPEHOM®, ,,OMUJBEHO", ,,He3a00paBHO™, Kopumamnoc,
I'puxa
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