








MIMOPEI O KINHMATOIPA®OX NA T'INEI
XQPOX AFQNA KAI AAAHAETTYHL ;

CAN CINEMA BECOME A SPACE
OF STRUGGLE AND SOLIDARITY?



Eipaote éva diktuo €pyalopévwy OTOV KLVNUATOYPAPO ToU dpactnplomoleital
eMayyeAUatika otnv EANASa. Ttekdpaote aAANAEYYLOL-EG-A PUE TOUG AVBPWTIOUS
¢ MNaAatotivngg aAAd kat OAoug Toug AaolG Tou aywvidovtar ywa Tnv
aneAevbEPWON TOUG.

E6w kal mavw amo 77 xpovig, 0 TAAALOTIVIOKOC Aaog (el umO Katoyn Kal
katanieon. H gwvr Tou péow anevbuvetal Eavda otn dtedvr) kowvdTnTA:

“Xpetafouaote N Borifela oag yia va aoknOOUKE TE0N OTO KPATOG ANAPTYALVT TOU
lopanA - ye unoikotdZ, andoupon eNeVOUCEWY KAl KUPWOELG WOTE VA TEPUATIOTEL N
Katoxn KalL o EMOLKIOUOC, va Tepuatiotel n ametAf 1n¢ €6vokdbapong, va
e€aopaliotei mAnpne todtnTa yta 6Aoug toug lMaAatotivioug Kat va avayvwplotel
T0 SIKaiwpa eMOTPOPNG TWV MPOTPUywV.”

Otav Ta KpPATn amaviolv pe adpdvela Kal GULVEVOXHA, N €vBlvn Tepvd otnv
Kowvwvia Twv oAttwy. H MNaAatotivn Bpioketal 6to KEVTPO TG dpaong pag yiati
aroteAei wvtavr) paptupia TG amolklakng Biag kat Tng eKPeTAAAELONG TOL
aokoLV oL Kupiapxeg duvdapelg og OAO Tov KOOWO. MATL CUPTIVKVWVEL OAOUG TOUG
aywveg Twv Aawv yla eAevBepia kal aflompéneta. Mati n Makalotivn oRpepa pag
KaAel KL gpag va otabolpe amevavil 0T PAcloTiKomoinon Kat Tng SIkAG pag
Kolvwviag Tov ouvepyddeTal OTEVA UE TO KPATOG amdpTXatvt Tou lopanA.

H dnuovpyia twv Filmmakers For Palestine Greece kat n dpdon pag ivat pa
TpAgn eubLVNG Kat HEcpeLVoNG Tov pag Kahei va Eavabeoovpe Ta epwTHPATA:

TL  Kwnuatoypapo @TIAXVOULUE, TL Klnuatoypdgpo Oeixvoupe Kkat TL
Kivnpatoypdgo BAEmovpe onuepa; Eival pla mpdokAnon va avacke@tolye Tov
KLVNPaToypdpo we Xwpo aywva Kat aAAnAeyyung.

Ag unv BlacTtoupe va apxeLoBeTAOOVE TOUG AywVeG TIou Sivouv oL Adoi yla tnv

aneAevBEPWON TOUG.
H aAAnAegyyln kat o aywvag xtidovtal 6To Tapov.

Filmmakers for Palestine Greece



We are a network of film workers active in Greece. We stand in solidarity with the
people of Palestine and with all peoples who struggle for their liberation.

For over 77 years, the Palestinian people have lived under occupation and
oppression. Their voice once again reaches out to the international community:

“We need your help to pressure the apartheid state of Israel - through boycotts,
divestments, and sanctions - to end the occupation and colonization, to stop the
threat of ethnic cleansing, to ensure full equality for all Palestinians, and to recognize
the right of return for refugees.”

When states respond with inertia and complicity, responsibility passes to civil
society. Palestine stands at the center of our action because it is a living testimony
to the colonial violence and exploitation exercised by dominant powers across the
world. Because it embodies all peoples’ struggles for freedom and dignity.

Because today, Palestine calls on us, too, to stand against the fascistization of our
own society - one that collaborates closely with the apartheid state of Israel.

The creation of Filmmakers for Palestine Greece and our collective action is an act
of responsibility and commitment - one that urges us to ask again:

What kind of cinema are we making, what kind of cinema are we showing, and what
kind of cinema are we watching today?

It is an invitation to rethink cinema as a space of struggle and solidarity.
Let us not rush to archive the struggles of peoples fighting for their liberation.

Solidarity and struggle are built in the present.

Filmmakers for Palestine Greece






Motec bpdoeig, mota epyaleia, moleg BE0EIC MaipvoUUE ANEVAVTL OE [ld
yevoktovia; MNwg¢ propei n Maiatotivn va YeTAPOPPWOEL TOV TPOTIO LIE TOV
oroio dnutoupyoulpE n MpoypaupaTiJoupe KIVNUATOYPaPLKES Tatvies; Mwe
UTopEl 0 MOAITIOUOG VA AMOTEAETEL EMIONG €va YWPO avTioTaong Kat
OUYKEKPLUEVWY EVEPYELWY; WG UTTOPOULE va OKEPTOUNE padl thv
MaAatotivn kat TNV aneAevBEpwon Tne;

AUTd gival Ta epwTHEATa ov €0g0e n oudda pag o epyadoUEVoOUs aToV
Kivnuatoypdeo, BeAovtag va evioxuoetl Tnv mpwTtoBoulia mouv Eekivnoe
ano 1nv koAektiBa La Palestine Sauvera Le Cinéma otn laAAiq, otnv omoia
OUUUETEXOLV MioNG PEAN LAG.

What actions, what tools, what positions can we take in the face of
genocide? How can Palestine transform the way we create or curate films?
How can culture become a space of resistance and concrete action? How
can we think together about Palestine and its liberation?

These are the questions our team posed to film workers, seeking to

strengthen the initiative launched by the collective La Palestine Sauvera Le
Cinéma in France, in which some of our members also take part.

Filmmakers for Palestine Greece
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H kapepa ivat omAo
Tou Tan Safi

Kt duwg, 6ev umopw va pnv avapwtnbw - mol Atav ot dAAot
apnynteg; Agv xpetadotav va ptAfjoouv ek pEpoug Twy MaAatotiviwy, aAdd
6ev nBedav TouAdxtoTtov va evioxuoouv Tn Qwvnh Toug; EBploka avutolg
TOUG KIVNUATOYPApLOTEG 0 aiBouoeg, va UAolv yla avtiotaon kat va
efuuvolv TNV enavdotaon - XwpIic OUwWC va evepyouv pe mpobeon n
akepatdtntTa. ... Opwe ri€epa apkeTou¢ mou umopovaoayv - mou nevovoav
yla tTnv anwAela Kat tnv Kataotpopr), aAAd dev xpnotuonotovoayv ta onAa
TOUC yla va avtiotabouv.

Av gipaocte avBpwrol TNG aAlayng, ToTe €10l OTWG TIPETEL VA XPNOLUOTIOLOVE
Tov XpOvo pag TAvw OTn yn oTnv umnpecia Twv AAAwv, €10l TPETEL va
XPNOLUOTIOLO0YE Kal TG LKavotnTeG pag. Ou kavotnteg pag eival epyaieia
avtioTtaong, av TIg xpnotyomolobye Pe okomod. Qg apnynTeg, N KAyepa eivat eva
omho.

MeydAlwoa otn enovopalopevn AvotpaAia amod yoveig mou eixav dlagplyel anod
TI¢ lopanAwvég loBoAég otov AiBavo tn dekaetia tou 1970 kat Tou 1980. O
€0BVIKOG Kal dleBvng Klvnuatoypapog Tou amelkovide Tov Aad pou mpoPale
KUPLWG LoTOPieg MOAEPOL, TPOHOKPATIAC, VAPKWTIKWY Kal eyKARuarog. H tawvia
™n¢ Nadine Labaki, Caramel, Atav n mpwTtn mou €ida n omnoia eMiKeVTpwWVOTAV O
€TEPOPUAEG Kal queer popdvi{o. H kinuatoypagnon Atav marxvididpikn. Ot
XapakTnpeg aglohatpevtol. H ypapn mowntikn. EEepeuvvovoe TO O€f, TOV
paTolopo, TN Bpnokeia, TOV PEPVIONO, TNV EPUNVOTIAUOT), TOV ULOOYUVIOHO KAL TN
@Wia — 6Aa evwpéva oe pla PmaAa Alwpévng Zaxapng. Xta €ikooi pou, pe
KATEKALOE 0 evBoLOLAOUOG yvwpiZovTag OTL €va Koo art’ OAo tov KOopo EBAETE
KATL SlapopeTikod amod tov Aifavo, iowg yla mpwTn popd otn {wr) Tou.

Opwg PEPog autol Tou evOOLGCLACHOD TIPOEKLYE WG CUVETIELD AVATPOPNG HECA
0€ [l PATOLOTLKA Kowvwvia, amd Tnv aneyvwopeévn avaykn va e€avbpwricovpe
TIC TWEC Pag yeoa armo LoTopieg Ye TIG omoieg ol AAAOL umopoloav va TauTLoToLy,
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woTe va eCalewpBei 0 POBoOG Toug amévavtt pag. ‘HeeAa va alAa€w avtiAnyeLg,
va avTloTadpiow TG MPOKATAAAYELG KAl TO picog Tou Tooeg Tawvieg eixav ndn
PUTEPEL OTIG KAPSLEG Kal TA HUAAA EKATOPHUPLWY AVOPWTIWV.

Q¢ dtopo Tou SpacTNPLOTOLELTAL OTOV XWPO TOU KLVNUATOYpdgpou oTn dlaomopd,
TpooTddnoa va LooPPOTINoW AUTEG TLG dUO TTOAVETMEdEC MPaAYHATIKOTNTEG. OL
KowoTNTEG pag dev eival Apwveg. Aev eipaocte diodlactatol. Eipaocte dvBpwrot.
Aev €xoupe TNV €uBLVN va aAAdfoupe To PUAAG Kavevog. Ouwg, WG apnynTeg,
ylati va punv BonBnooupe oTo va SLAPopPWOoLUE evav KAAUTEPO KOoUO; AuTd
EEKLVA ATOATIOLKLOTIOLWVTAG TO HUAAO, TOV PAKO Kal TO AQTTOT pag.

Mpwv amo Xpovia, oTPAPnKa amod Td TMAPAdOCLaKA PECA OTA PECA KOWWVIKNAG
S1kTOWOoNG — OXL ylati To RBeAq, To €kava ylati NEepa mdéco onuaviikd polo Ba
enatdav ekei oL LoTopieg Twv TEPLOWPLOTIONPEVWY KOVOTATWY. MioTteva oOTL
XPELATOPAOTE  KLVNUATOYPAPLOTEG Kal  LmMeLBuvoug aPnynteéG TOUL  va
TpowodoToLuv Tov aAyoplBuo pe tnv aknBela. EBAETA €vav auTovopo XWpPo yld
TIOALTLKH), OTITIKN Kal TOALTIOPIKA avTiotaon, Omou oL TePLocOTEPOL (POPELG
eMLYOpNYNoswy Ba anéppintav os eva Kupiapyo neptBailov. Autd ofpatve 0TL Ba
pmopovoape €mITEAOUG va eAeygoupe TIC (Oleg pag TG apnynoelg, xwpig ta
YPAPELOKPATIKA EUTIOOLA EKELVWV TIOU YLd Kalpo Kpatoloav TG LOTOopIeg Pag otn
oW,

Kl énetta ekivnoe n yevokTovia tng Madag and to lopanA. Eida kat mdAL 6t ntav
ol Malatotiviol oto medio, kal ekeivol ov otn dZa otoyomoloLvIAvV yld TN
dnuoctloypagia kat T apnynoeLg Toug — avtoi mou pag rapedidav tnv alnbelq,
ouxvd pe To Tipnua tNg {wn Toug. Tnv dla oTiyun, €BAema avBpwroug Tou
KAMoTe OgPROUOUV WG ONUOCLOYPAPOUG N KLVNHATOYPAPLOTEG VA CLWTIOLV.
MpoomabwvTtag va avtidopdcw o€ autd, apooLwOnKa MEPLOCOTEPO ATO TTOTE OTNV
HiKp @Opua, douAeloviag €BeAovTIKA pe TNV opdda PECWV evnueEPWONG TOU
Freedom Flotilla Coalition yia va euaieOnTomoL ooupe TOV KOO0 OXETIKA UE TOV
AoPUKTLKO €Aeyx0 Tou lopanA otn Mada kat Tig Siebveig KuPBepvhoeLg Tov ixav
avoifel tov dpopo yla tn ageillktn yevokTovia. Ziyd olyd €BAema Tov KOGUO va
«Eumva».  Zlya olyd €BAema  TIC OUTIKEG KAl EUPWTAIKEG YXWPEG va
ouveldntomolovy OTL oUTE oL idleg ATav eAelBepeg. H kdApepa i To KvNTO
TNAépwvo nTav OmAo avtiotaong To povadiko epyaheio mou Eavaxtile TN
SlaoTpeBAWPEVN elkdva TOL KOOHOUL yila Toug MaAaloTivioug, Kat eL81KA yld Toug
HOUGOUAPAVOUG AvEpEG.
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Kt opwg, dev pmopw va pnv avapwtndw — 1oL ftav ot AAAoL apnynteg; Agv
xpewadétav va MINAoouv €K pépoug Twv MMalaiotviwy, aAAd 6ev nBehav
TouAdxlotov va evioxboouv Tn QwvhR Toug, ‘'EPploka autoug Toug
KLVNpaToypaploteg oe aibouvoeg, va PIAOLY yla avTiotaon kat va e§uuvolv Tnv
enavactaon — Ywpig OPwg va evepyolv pe TPOBEON I AKEPALOTNTA.
Yuveldnrtomnoinoa nwg dev eixav 6Aol To mpovoplo Plag teétolag wng, Kat OTL
ToAAoi KaAALTEYveG dev pmopoloav va evtaxbolv eBelovTika og €va Kivnua yla
MAVEG A Xpovia cuvexopeva. Opweg Agepa apketolG ToOu prmopoloav — TOU
mevboloav yla TNV anwAeLa Kal TNV Kataotpoen, akAd dev xpnolponolovoav ta
OTIAd TOUG YLld va avTLoTABoUV.

Kivnuatoypa@loteg, XpnHatodoTes, EMPEANTEG TIPOYPAPHATWY, PECTIRAN — OL
loTopieg 60wv PBlwvouv Tn PadluTepn adikia dev amotelolv Slakdounon ouTe
moAuTéAeLa. Elval ekkAnoelg otn ouveidnon. H douleld pag, ot MAATPOPUES pag
Kat ot poUmoAoyLopoi pag dtapopPwvouy Tig LoTopieg mov Ba Byouv o0To pwe. H
aKEPALOTNTA, N avBpwTLd Katl 0 oKoTOG agidouv MePLOCOTEPO and tnv dveon r To
KUPOG. OL €lKOVEG TIOL €TUAEYOULUE va Oeifoupe Kal eKELVEG TIOL ETILAEYOLYE va
ayvorooupe, XTidouv Tov KOopo Tou {oupe. OL ETILXOPNYNAOELG KAl OL TTAATPOPHEG
pag eival epyaleia mou pmopoUlv eite va evioxvoouv TNV Katarmieon €ite va tnv
artodopnoouv. H kapepa eivat €va omAo. Kat o tpomog mou Ba emAéEoupe va To
Xpnotuomnotnoouye Ba yag Eenepdoet.

13



Maher Abi Samra

14

OeAw va mdpw Eekdbapn Bgon, avadeikviovtag TNV €IKOVA TNG
avtiotaong kat ™ voupdTNTd TNG, KAl OXL TIG ELKOVEG IOV TPOUOKPATOUV
Kat pag rmaytdevouy otov poAo Tou Buuatog. To BeueAiwdec Sikaiwpa otn
{wn npenet va ekppaotel w¢ katdepaon. H giprivn, av dev givat popeag
6lkatoouvng, givat pyovo ula popen tameivwong Kat TinotTd nePLOCOTEPO.
OéAw va Kivnuatoypapw Toug {wvTavoug, OxL TOUG VEKPOUG, yiati ol
wvTavol eivat avtol mou BLwvouv TV Tpaywdia Kat mov avTloTEKOVTAL.
AG apriooupe Toug vekpoUG va avamavBouv.



Mpwta ar’ 0Ag, BEAw va dleukpLviow OTL OTO TAPOV KEIPEVO BA XPNOLUOTIOLoW
TNV €Kppaon <«AeukdG dAvBpwTog», TOU Oev aAvapEPsTaAl OTO XPpwHa TNG
emdeppidbag, aAAd oTnV KOWWVLIKA Katnyopia tng «Aeukotntag». H €kppaon
aUTNA TPEMEL, ETMOPEVWG, VA EKAauBAveTal Pe TOALTLKA onpacia. Onwg cuppaivel
TAVTOTE TPLV apXioetl €vag MOAEPOG, N UNXAv TWV HECWY EVNPEPWONG TiBeTAL OE
Aettoupyia, StaBdAlovtag Toug £xB8polG TOU WOTE VA KATAGTOLV “OKOTWGLHOL”.

Otav o0 AgUKOG AvOPWTIOG KAVEL TIOAEPO O AaolC TwWV Xwpwv Tou NoOTOUL,
avadlovTal TPeLG TUTIOL ELKOVWV:

- H ekova Twv agdyxwy Bupdatwy.

- H ewkova Twv opddwv mou aywvidovtal evavTla OTOV KATATILEOTH, Kal Tou
opiZovtal we Bappapol, TPOUOKPATEG.

- H elkova tou npwikol AeUKOL avBpwWTIOL TIOU LTIEPAOTILETAL AVWTEPES AEiEG,
TIOU PAXETAL YLa VA «AG aneAeuBepwWaoE» — OTWG CUPBALVEL OTOV LOPANALVO AGyO
KAatd Tn Slapkela Tou MoAEPoL evavTia otoug MaAatotivioug, Toug AlBavedoug,
TOUG ZUPLOVG, TOUG YEUEVITEG OMWGE GUVERN HPE TNV AUEPLKAVLKN €L0BOAN OTO
Ipdk, oto Agyaviotdy, oto Bietvap- ) pe tn yaAAwkn katoxn otnv AAyepia, kat
o0Tw KaBe€ng. Autoi oL TOAepoL €xouv Taviote Odikatoloyndei wg
«EKTIOALTLOTLKI ATOCTOAN» YL TNV ETUTEVEN «EUYEVWYV OTOXWV».

Avtol oL Tpelg TUTOL €lkOVWY KaTtaokevuddovtal Kat mapdyovrat amd Tov
KATATILEOTH.

AUTOG gival TIou Toug KaBLoTd duvatolg, AuTOg CTAVEL TO OKNVLKO Kal Kabopilel
TIG AemTopEpPELEG TOUG. Elval, emiong, ekeivog Tou Kpivel Tn onuacia avtwy Twy
elKOVWY, anoacifel yia tn 6tadoon r TNV andkpuyn Toug, EAEyXovTag Ta peoa
EVNUEPWONG KAl TA HPECA KOWWVIKAG OLKTOWONG YevikoTepa. Oa nbeAa va
avantOgw Tn SUTAN €1KOVA TIOU €XEL KATAOKEUVAOEL YlA PaAG: aPevog TNV ELKOVA
TOL BVPATOG KAL APETEPOL TNV ELKOVA TOUL TPOPOKPATH.

1- OL ELKOVEG TWV BUPATWY

AUTEQ oL elkdveG ouxvd 6ladidovTal EKTOG TWV EMICNPWY HEOCWY, KUPiWG PEoW
TWV JEOWV KOWVWVLIKNAG IKTOWoNG. Agv Ba RBehka edw va avoifw tn ouZntnon ya
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TO av eivat avaykaio f 0L va KvnuatoypagolvTal Ta B0UATA, TIPOKELEVOUL Va Td
OUUTIOVECOUIE ) VA KLVNTOTIOLooLV TN 61EBv KowvoTnTa.

a TOULG ATIOLKLOKPATOUHEVOUG TIOU TNV Ttapdyouy, n idta n etkéva anotelel mpdagn
avtiotaong, mpdgn empiwong. Qotdoo, Ba NBeAa va auplopnTHow Tov TPOTO pE
Tov omoio dlaBdfoue AUTEG TIG ELKOVEG TIOU PTAVOUV OE EUAG, HIAWVTAG ATO TN
OLKN POV OTITIKN WG KIVNPATOYPAPLOTH.

AvapwTLépal ylati XpelddeTal va KataPpevyoupe 0TNV ELKOVA TwV SlapeALopEVWY
CWHATWY Pag, TWV CWHATWY Hag wg BupdTtwy, yia va dwooupe Jla gaptupia yia
Tn Bia mou umopévouye, yla va anodeifovpe TN Bia Tov eMITIBEPEVOL. Kal akoun,
amno Tolo onveu e€O6vVTwoNG Kal PETA apyidel va mpokaAeital evouvaiodnon Kat
opyn otn Auvon;

Ta Tanewwpéva, dlapeNLopeva, KATECTPAPPEVA, VEKPA cwuata eival TAvTOTE [N
AeuKd ocwpata. Xmavia BAEMEL KAVEIG EIKOVEG CWHATWY AEUKWY BupATwy. Agv
UTIAPXOUV ELKOVEG ATO TA CWHATA TWV Bupdtwy TNG 110G XemteuPpiov, obTE aAMO
ekelva NG 7n¢ OkTwRpiou. AKOUN KL av TETOLEG ELKOVEG ULTIAPXOULV, EXOLV
AoyokplBei- kaL 6oeg Sladidovtal eival MPOOEKTIKA ETLAEYUEVEG YL TIOALTLKOUG
Aoyoug.

IXETIKA pe TNV 7n OkTwPpiou, oL MePLooOTEPES €IKOVEG ToU Seiyvouv vekpd
LopanAlva cwpata Aoyokpidnkav. Eva pgovtad mou eToipace o topanAvog otpatdg
Slavepnonke tov NogpuBplo tou 2023 oe OpLOPEVOLG ETILAEYHEVOUG KUKAOULG OTN
Abon, ywa mapadelypa, oe Onpoctoypdpoug Kat Bouleuteg TNG TaAALKAG
EBvOOUVEAELONG, TIPOKELPEVOU VA TIAPOLCLACTEL N TMANALOTIVIAKT «TPOUOKPATIA»
WG ATIELAN TIOL TIPETIEL VA KATATIOAEUNOEL.

H anogaon va pn do068ei otnv gupltepn dnpooldtnta €ival TMOALTIKN ETLAOYN.
Katd tn yvwpn Pou, auteg oL lkoveg Ba amokdAumtav eva lopanA, f, evpuTepq,
gia Avon - e€aoBevnuévn Kal TAmMeWwHEVN oTo eminedo Twv pn Asukwv. Opwg
ToTE 6gV TOUG MapoucLadouy w¢ Bupata.

Agv xpelaeTal va KatapLYoue OE ELKOVEG TWV BUPATWY TG 11ng ZemtepBpiov,

¢ 7n¢ OktwPpiov 1 tou Bataclan, ywa va viwooupe O,TL Biwoav kat va
KATAVONOOUKE TIOLOG €ival LTELBLVOG Yla AuTEG TIG Blaleg mpaelg. Tote ylati
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elval anapaitnTo va deixvoupe Ta cWHATA TWV PN AEUKWYV BUPATWY, TIPOKELUEVOU
va anodeifoupe 1o £yKANUA Kal va mpokalEooule evouvaiobnon;

H &npoctoypdgog kat plthocopog Susan Sontag acxoAndnke ye avto To {ATnpa
o710 BLBAio TNG «Mmpootd otov Tovo Twv dAAAwv» (Regarding the Pain of Others).

Katd tnv Sontag, 600 o pakpld Bpioketal €vag TOMOG - 000 THO «EEWTLIKOG
Bswpeital - 1600 Mo gVKOAA eKTiBevTal dnudaola oL EIKOVEG TIOU TIPOEPYOVTAL
and autov.

0 6uTikoG Beatng pmopel TOTE va apatnpei OAEG TIG AEMTOUEPELES TOL BavdATou,
Ta dtapeAilopéva owuaTa Kat To aipa, Xwpig avactolEg. AUTEG OL ELKOVEG, YPAPEL
n Sontag, UTMAKOUOUV Of PATOLOTIKEG AOYLKEG KATAOKELAG TOU AAAOUL:
uTtodeLkvOouY otov SUTLKO KOOPO OTL auTtol Tou €idoug n Bia kal o TOAEHOS
UTIAPXOUV POVO OTIC PTWYXEC Kal «UTIOBABULOUEVEG» XWPEG - OXL OTIQ
«TIOALTIOPEVES» KOLWVWVIEG.

ErumAgoy, n padikn €kBeon oe Blaleg €lKOVEG yevvd, KATA KATOLOV TPOTO, pid
aBeBatdotnTa TNG NOIKNAG Kpiong - pla ouvalcOnuatikn @Bopd Tou TeEAKA
METATPETEL AUTEG TIG ELKOVEG O€ KALOE, adela amnd meplexopevo. H umepBoOALKN
XPNON PPLIKTWYV EIKOVWYV PE OKOTO TNV TPOKANCN cuvalebnudtwy, yag Bubidel oe
evog €idoug nBiko ndovoBAentiopd (ethical voyeurism), omwg TO amokaAel n
Sontag.

dtdvw, Aowmdy, 0To €ENC EPWTNUA: OULVLOTA N OTTIKA PapTupia Twv BupdTwv
KaBauTr anodeLKTLKO OTOLXELD - PLa AVTLKELPEVLKN anodeLen;

Me aAAha Aoyla, StaBadoupe TIg lKOVEG oL AapBdavoupe Pe Tov idlo TpoTo «edw»
Kal «gkei»; tn Abon, n Kupilapyxn avayvwon Tng elkévag dev eival pla patoLoTiki,
LOAQUOYOPBLKN Kal amOLKLOKPATLKEA avdyvwon;

To Judith Butler BiyeL autd 10 ¢rTNUA 0TO KEiPeVO Tou yla Tov Rodney King, évav
Hadpo Apepilkavo avopa mou cLVEARYPON amnod TNV actuvopia oto Aog AvT{eAeg TO
1991 Kkat XTumRBnKe BAvavoa. KAamolog kateypaye tuxaia tn oknvr. Oa uymopouos
va unoBeoel kaveig 6tL To Bivteo autd amotelei amd poévo tou adldoelotn
anodel&n NG patoloTikng Biag tng aotuvopiag. Qotdoo, Katd tn Slapkela TG
6ikng, ol €vopkol - AeuKkoi oTNV TAELOVOTNTA TOUG - EPUNVELCAV TIG ELKOVEG TNG

17



wung Bilag mou uméotn o Rodney King, evw Bplokotav oTo £€dagog Katl dexotav
aveAénto EuAodapuo, wg anodelgn tng 61k Tov EVOXNAG.

OL evopkolL dldBacav TIG €lkOveEG UMO TN PATOLOTLK TOUG OTITIKA, TOU
TpoUTOBETEL OTL TO PN AgUKO cwya €ival amd Pévo Tou €va emikivduvo, €voxo
owya.

Katd tn yvwpn toug, To owpa tou Rodney King eival évoxo. To x€pt Tou Rodney
King ov onkwveTat yia va ipoguAayBei and ta XTuniyata tng actuvopiag eivat
XEPLTIOU eTUTIBETAL.

To 1610 cupBaivel kat otnv MaAkaloTivn: N NYEPOVIKNA avayvwon otn Abon Teivel va
apploBntel dlapkwg TV idla TNV MPAypATIKOTNTA TOU EYKARPATOG Kal Thv
€KTaon Tou- To BAEUUA apapével kaxVMomTo anevavit otoug Malatotivioug, ot
otoioL cuxva BewpoLvTal uTteLBLVOL yLa TN SLKN TOug poipa.

‘ETOL, Ol EIKOVEG HEV UTIAPXOLV TIOTE AVTIKELYEVIKA: eV amoteAolv anodeifelg.

MTmopoULV va onuaivouv KATL 1 To avTiBeTo Tou, avaloya Pe Ta oTepedTLTA ECA
amno ta omoia TG BAETIOVHE KAl TG EPUNVEVOUE.

KatevBuvovtatl kat diaBddovratl yéoa amo avtd mou o Frantz Fanon amokdAeoe
«(PUAETIKO LOTOPLKO LOVTENOY.

>tnv nepintwon tou Rodney King, onuelwbnke peydho KLPa e€€yepong YETA TN
Oikn. OL elkoveg, emopévwg, amodeixbnkav XPAOCLUEG - €ylvav agoppn yua
OULAAOYLKN) opyn Kat Kivntoroinon. AANG av dev eixe vnapgel kapia e€€yepon, Ba
elxav auteg ol elkdveg XpnoLueloeL o€ KATL,

‘H pAnwg Ba eixav otpagei evaviiov Twv {dlwv Twv BUPATWY TOU PATOLOHOU,
TPOHOKPATWVTAG TQ;

Ol €lKOVEG TIOV PTAVOLY Og epdg amo tnv MNakaiotivn opeilovy va pag wlnoouvv

og OULANOYIKN Opdon: SlapopeTikd, Ba oTpapoLv evavtiov pag — Ba pag
TPOHOKPATIOOUV.
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2 - OL ELKOVEG TWV «TPOHOKPUATWV»

Aev eilvat véo OTL n avriotaon - n €lkOva TG KAt n vogidomoinon tng va
avtapatibeTal otn Bia TNG KATOXAS - anocwwratat. KL 6tav oL EIKOVEG AUTEG
eQ@avidovtal, avtd oupBaivel yua V' amodeiouv OTL ekeivog Tou aywvidetal
xpnoldomowwvtag Pia evepyel umép TG Blag: otL eivat  «BdpBapog,
«TPOPOKPATNG», UTIELBLVOG TOGCO yla TN Bia Tou emITIOEPEVOL GCO Kal yld TOUG
Aapaxoug vekpoug.

H avtiotaon undpxet €6w Kat TOAL Kapo- dev Eekivnoe pe Ta LOAQULKA Kvrpata.
Mavtote vmpxav €6VIKEG, APABLKEG KAl APLOTEPES AVTIOTACELG TIOL 0T Alon
amoKPUTITOVTAV ) TIAPOUCLAZoVTAV WG «TPOHOKPATIKEGY.

Tnv emoxi Twv Kupiwg pn LOAQPIKWY aVTLOTACEWY, TIOANOL OKNVOBETEG TOUL
NoTou Kvnuatoypdgnoav tTnv EVorAn avtioTaon Kat mapousiacav Toug avidpteq
WG VOULUOTIOLOVPEVOUG va TIOAEURooLY. Opwg, He TNV NTTA TWV APLOTEPWYV Kal
apaBlKWV €BVIKWY KWNUATWY KAl PE TNV avaduon LOAQUIKWY KLVNUATWY
avtiotaong, mMpogkuywe pia Babld apnyavia oe OAAOUG dnuloupyoug Tou NoTou,
ol omoiol 61oTddouy va MapoucLacouy TNV LOAAULKN avTiotaon wg VOULUn.

Ot AoyolL eivat moAloi: o @OBog pAMWG BewpnBolv ouvévoxoL NG
«TpopoKpatiagy, n dapwvia pe tnv oAaylotikr Wdeohoyia, aAAd kat n e€aptnon
amno to 6UTIKG cLOTNUA TIaPaAywyng Kat SLavopng.

Evw tn &ekastia Tou 1970 moAAoi ApaBeg oknvoBETeg xpnuatodoTolvTav amno
€bvika 1pbpata kalt Bsopolg Tou otAplav TNV avtiotaon - ONMwg TO
Mahatotwiakd  Ivotitovto  Kwvnuatoypdpou 1 1o Alyepwvo  Kévipo
Kiwnuatoypdagou -, onuepa ot meplocdtepol dnplovpyoi Tou NoTou e€apTwvtal
oxedov amokAeloTIKA amd xpnuatodotnoslg tng A0ONG [ TWV XWPWV TOU
KoAmou, mou anoteAolv cUUPAX0UG TNG.

‘EToL, KaTagpeLyouv ONOEvVa TIEPLOCOTEPO OTNV ELKOVA TOU BUHATOG - pla €lkéva
TOU, JE TOV KalPO, €YLVE O KLPLOPXOG TPOTOG HE TOV Omoio BAETMOLUE TIC
Kowwvieg pag. ®dtacapge akdun oTo onueio va KATAoKELAJoLPE Kal va
avanapdyoupe eUEig oL idlol auTrv TNV £IKova.
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Ol «KaKOi» aywvloTeg, €miong, KATAOKELAZOULV TIG OIKEG TOUC EIKOVEG. TN
S0UAELA Pou TAvw oTNV €lkOva Tou Tapayet n XedumoAdy kat otn &iddoon tng
amnod Ta PEoa evnuEpwong, o0To TAaiolo TNG €peuvag yla tTnv tawvia pouv Muvaikeg
NG XeZumoAdy (1999), mapatrpnoa OTL oL EIKOVEG TIOL TIAPAYAYE TO KOUUA NTAV
ouxva (6leg e ekeiveg OV KUKAOYopoLoav otn Avaon.

Qotdoo, av &gl Kaveig To ouvodeuTkd OXOAlO 1| TO TAaiclo Péoa oTo omoio
evtaooovtal, dlamotwvel OTL 0Tn AOON AUTEG OL ELKOVEG XPNOLUOTIOLOUVTAL Yid
va mpoPdAAouv Tn Bia Kat Tov YavaTtiopo tng XedumoAdy, evw To {6lo To Koppa
TIG TTAPAYAYE yla va Teioel To SIKO TOU KOLVO - KL EUAG - YL TN VOULPOTNTA Kal TN
60vaun tng avriotaong.

Oupdpal, Katd To Jovtdl Tou Nuvaikeg tng XedumoAdy otn FaAAia, évav umebBuvo
VTOKLUJAVTEP TOUL Arte Ttou PO va SeL TNV TEALKA KOTILA.

Katd tn yvwyun tou, €Aelmav oknveg Tou va deixvouv tn «Bia» Tng XedumoAdy:
Hou ATNoE va TPOCOHECW ATOCTIACHATA Amo TA TPoTayavoloTikd Bivieo Tou
KOUpATOog, ylati - Onwg eime - auteg oL €lKOveG, yla ekeivoy, dev e§eppadav tn
60vapun tng avriotaong, aAld tn BapBapotnTta NG opyavwong.

AvapwTiepatl Aowmov: ivat duvatn yua ePdag, TOUG KVNUATOYPAPLOTEG, Ula B€on
€€w amno avteg TIg SVo ELKOVEG;

3 - Na emavolkelomotnfolpe TNV ELKOVA HaG

QG KLVNUATOYPAPLOTAG, AVAPWTLEPAL TIOLEG ELKOVEG UTIOPW VA KLVNHATOYPAProW
Kal va 61adwow, amod Tn OTLyHr IOV Ol ELKOVEG TWV BUPATWY €X0OUV peTaTpanel
o€ B€apa, oe €kBeon Kal og edELEN TTOVOU.

MNwg pmopolue va umepBoupe TO SUMAG XAPAKTNPLOPO TOu «BUUATOG» KAl TOU
«TPOHOKPATN», IOV ETURANAETAL ATIO OCOUG PAG KATATILETOULY;

OéAw va KAvw Tawvieg €Xoviag wg agetnpia tnv apxn OtL o Beatng - eite
AELKOG €iTe PN AELKOC - elval ioog pou.

Av elpaoTe ool dev xpeladetal va deifw ta vekpd cwpatd wg gaptupia tng Biag
TIOU UTIOJEVOULE, OUTE yla va amodeifw OTL €xoupe To dikaiwpa va avtlotabolpe.
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Motebw oTL, 6Tav e1g otn Avon, eival ovolwdeg V' avapwTnBeig Mwe undpeoav
va GLPBOLY OAd AUTA, TIOLOG €ival 0 PpOAOG TWV KUBEPVACEWY PAG KAl TL UTIOPOVKE
va Kavoupe gpeig, ano tn dikn pag B€on.

Qg Apapag Klvnuatoypaplotng, dev BeAw va deiyvw Ta KATECTPAUPEVA CWHATA
pag: moTedw TWG AUTEG Ol ELKOVEC, TIOU HAG TAPOUOLAZoLY HOVO WG Bupata,
KATaAfyouv va AELToupyolV w¢ OTIAO yLd va Hag TPOUOKPATHOOULV.

OL lopanAwvég apxég Blvteookomouv MaAaloTivioug KpaTtoUPeEVOUS YUUVOUG Kat
61a6i60LV AUTEG TIG EIKOVEG.

AuTO Tou B£AoULV gival 0L HOVO VA TPOUOKPATHOOULV TOUG KPATOUHEVOUG, AAAd va
TPOUOKPATAOOLY €vav OAOKANPO Aad (TMAAALOTIVIOKO Kal apaBlkd) kat va
KATAaoTpEYOULV KABe TvelUa avIiotaong, kabe Tubavh e§€yepon, va KATApynoovv
NV aglompEneld pag.

N’ avtdé 6éAw va mdpw &ekdBapn O€on, avadelkvlovIag TNV €lKOvVA TNG
avTtioTaong Kat tn VOPLHOTNTA TG, Kal OXL TIC ELKOVEG TIOU TPOHOKPATOUV Kdl pag
nayldevouv otov poAo Tou BUpaTog. To BepeAlwdeg dikaiwpa otn {wr TPETEL va
ekppaotel w¢ katdgaon. H epivn, av dev eivat popeag dikatoouvng, eivat pévo
Hla poppn tameivwong Kat Timota meplocdtepo. OEAW va Kvnuatoypapw Toug
{wvTavoug, OxL Toug VeKpoug, ylati ot wvtavol eival avtoi mou Blwvouy Tnv
Tpaywdia Kat Tov avtloTéKovTal.

AG a@rjooupEe TOUG VEKPOUG va avamavBoov.
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‘Eva olvepd e BpwHLKa TTpOcwTa

tov Olivier Marboeuf
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Anopaoioaye va anopakpuvBolue amd autd TO Olveud, va
Eepuyoupe and tnv adadovelia Tou, va apvnBoulue to Sikaiwyd Tou OTNV
enipaon ptag abwotntag. Na okeptolue Twpa tn dnuiovpylia eLKOVWY we
TN dnutovpyia KowvwWy avaykwy yta tn dnuiovpyia evog KOOUoU Ue OAEC TG
TAPOUTIEG OV TOV CUVOETOULY, e OAa TA MPOOWTTA, AKOUN KAl Td BPwuLKa
NMPOoWMa, TA TAPAUOPPWUEVA MPOOWTA, TA TMPOOWNA 0Td ormoia Oegv
UTopouUlE va avayvwplooupe TOV €auTd pag Kat va ouu@iAtwbolue pe
auTov.



‘Eva and Tta moAAd MOALTIOTIKA TeAeTOUPYIKA TNe MaAAlag, to Etats Généraux du
film documentaire de Lussas (Zuveédplo yla TO VTOKLUAVTEP) AVOLYEL TIG TIOPTES
Tou Tov Alyouoto. Mwg eivat duvatoy, oe autod TO KEVIPO €VOG OLVEUA TIOU
OVELPEVETAL va €ival KOWWVIKA £ualoBNTOMOINUEVO, VO KAAWOOPIOOUUE TIG
PL{OOTIAOTIKEG ELKOVEG KAl PWVEG TIOU pag oTeAveL n MaAalotivn;

MoANoi améd epdg motebovpe OTL ALTA N Kpavyn &ev unopei va anoteAEoeL TNV
TPWTN VAN yla €va akoun KWnuatoypapLlko €pyo, yla UEPLKEG OELPEG TIPOPROAWY
Kdl OUYKLVNTIKEC OULVAVTNOELG. Agv gipacTte oto 16lo onueio. AlOTL Auto TOUL
ouvpBaivel otnv MNaAatotivn oTNV MPAYUATIKOTNTA onuatodotei 1o TEANOG €VOQ
eiboug Kvnuatoypdgpou kat Tng kabapng tou cuveidnong. H MaAalotivn omdel
gvav KaBpePTn. AUTOG 0 KABPEPTNG avTLOoTEKETAL £dW Kal TOAD Kalpd, wg LoXupo
TPOTIUPYLO TNG aBWOTNTAG EKEIVWV TOU €Xouv avaAdBel Tnv aAMOoTOAn va
«KAVOULV TOV KOGUO va PIANCEL», AKOAOLBWVTAG TA BAUATA TWV LEPATIOCTOAWY Kal
AA\wV SuTIKWY avBpwTtoAdywv. Kat o koopog andavinoe Bialg, yia dAAn pia gopd,
0€ QUTA TNV TMPoTacn wag BoAlkdtepng dlapecoAdBnong. Eival dpaye akopa
€MBLUNTO va OLVEYXIOOLUE AUTA TN HIKPR LOTOPia TOU KLVNPATOYPA®You OTNn
FaAAia ocav va pnv ouvéBn TimoTa; evw n MNalalotivn pag mpookaAei and tnv
kOAaon, evw 1o lopanA pag umevBupidel wpa Kat xwpig pdokeg TL eival n Avon
Kal ToLo fTav mavta 1o oxedLo 1ng;

O KaBpeWPTNnG eival oTacpEvog.

Oa €xoupe dpaye To BApPPOG va KOLTAEoupE péaa amod ta Bpavopatd Tou Kat va
dextolue emTeAOVG va Aepwooue Ta Xepla pag; To pévo mpayuatiko 0pelog
and avto To atéAelwTo dpdpa eival iowg OTL oTapatdpe va Kavoupe dxpnoTeq
oLZNTAOCELG PJE AVOPWTIOUG TIOU €XOUV WG HOVadIKO OTOXO va KpaTrHoouy Ta XepLa
TOUuG KaBapd kat dlavyn Tn ouveidnorn Toug, Ye auToLg ToL Koltalovtal o' &vav
VAPKLOOLOTIKO KABPEPTN, HE auTOLG TOU BAETOLV PECA TOU TOV €AUTO TOUG,
avdpeoa oTtoug Kahoug TnG Lotopiag, Toug avBpwrioTéG mov divouv padhiuata
oToV KOGHO0. AUTOUG TIOU, TIEPLOTACLAKA KAVOULV Talvieg yU' avTtd.

0 KaBpe€Ptng eival omacpEvog.
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Onwg kdde amolklakn avtokpatopia, n MaAAia XTiotnke mMAvw O pla pakpd
napadoon AenAactwy, padikwy ovwy Kal aprayng. To mapadéxopal, dev eivat
auté Tou Pabaivoupe oto oXoAeio, oUTE OTLG OLKoyeveLleg. Kal dev eival akpLBwg
auTo Tou pabaivape yia OAD Kalpo ota PeoTLRAN Kvnpatoypdpou. Xtnpifovtag
TO KPATOG Tou lopanA pe t1éoo Aiyn emupvAagn, To YaAAIKO KpaTog dev eivat pévo
OUVEVOXO OE Pla YEVOKTOVia, aAAd oTnv mpayuatikotnta ouveyxilel, Aoylkd, Tn
O6lkf| Tou loTopia. Kal xpeldotnke €va maxld oTpwpa abwotntag - oTo omoio
ouvéBaAe o peydho BaBuod o YaAALKOG KvnpAaToypdpog pe Tnv TolklAopopgpia
TOUL - yla va dnuloupynBei évagc Aadg Lkavog va ayvoei oe TETolo Babud tnv
TPOEAELON TOL TMAODTOU TOU KAl VA TLOTEVEL £TCL OTOV HUBO TOU TIVELUATOG TOV.
MNw¢ aAAwg va kataAdBoupe tnv embupia va BAEMOLHE TOV KOGUO e PATLA TIOU
Tdoyxouv ano TETola Puwrtia; Mati n mpayyatikn dveon anattei va pnv cuvogoupe
TIOTE TIG XELPOTEPEG BLALOTNTEG PE TA EVTEAN TIPOVOULA TIOU ATIOAANBAVOULE, e
TO VA KAAUTITOUHE TNV OLKOVOULA TOU EYKAAUATOG HE Pl KAAALTEXVIKN AodpeLq,
va a@AVOUpE €va eVOXANTIKO KOPUATL TNG totopiag oTn oKld, va To Kpatdye
pakplg, oe evav BdpBapo kdcpo oTov omoio pLAodogolpEe va pooPEPoupe Aiyo
WG, opaToTNTa, OTIWG AEPE.

Kat tnv idla otiyury va oTpE@oupe TIG HIKPEG HAG avnouxieg oe PEYAAES
uroBeoelg. O Knuatoypdpog autd To €xel Kdvel TMOAD kald. H TahAia
urtootnpidel kat omAidel To lopanA. Kat av Tou kavel akdpa KAmoleg eTUMAREELG,
aUTEG aopolV POVO OE OPLOPEVEG AEMTOUEPELEG TNG eKTEAEONG. MNati TeALKA,
elvatl n ektéAeon mou Sev mael KAAd. To poOBANpa pe tnv mhetopneia tng Kvéoet
elval 6Tt ol BoUAEVTEG, amd Toug BLACWTEG TNG AVWIEPNG PATOAG HEXPL OAN TNV
akpodegLa, katéAngav va kavouv 6,TL Aéve Aeyovtag To XELPOTEPO art’ O,TL KAVOUV.
To mpofAnua eivar avto. Eivar apnynpatikd. Onwg kat AAAeg akpodegleg
KuBepvnoeLg, To lopanA anogactoe va dLlwel To BEATPO KaAL TOV KIVNPATOYPAYo,
Tou eival ayanntd otoug MAANOLG KAl OE PEPLKEG AANEG EVUTIOPEG dnUOKPATiEQ
g Euvpwmng. Aev ta xpewdfovtat twa. H OouAewd €ywve, n amMOGTOAR
oAokAnpwénke. H cuppwvia €xel umoypagei, xwpic mpooxnuata Kat YeUTIKEG
UTIOKPLOLEG, XWPIG Klvnuatoypago: va Kataotnoel Tov Bdvato kat tn AenAacia
TipoimdBeon yla TN «dnUOKPaATLKA» (W €vog AAoL TIOU KAUWVETAL YAVEPA TIWG
To agi¢el. 'Eva peydlo PEpog Tou LopanAwvol TANBuopoL €XeL UETATPATEL OE
otpatd amod {OUTIL IOV €XOUV XAOEL O0TO OpOPO Ta aAmopeLvdpLla TNG avBpwrLdg
Toug. Emopévwg, dev undpyouv TAEov ToAAOL va meiocouv otnv aibouvoa kat dev
UTIAPXEL TIAEOV AvAYKN Yla Klvnuatoypdgo yia va dinynbei otopieg. Mpopavwg,
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XwWpPIg TG YAUKEG YeudaloBRoELS TOU Klvnuatoypdgou, n Bia Kat n acxnuia tng
amolklokpatiag €ivat Alyo TeEPLOOOTEPO OOKAPLOTIKEG KAl HAG BPLOKOPACTE
QVTLPETWTIOL Pe TNV €mAoyn va amnogpacicoupe pe oB€vog va yivouue TdAL
AvBpwroL f} va oTapatnooupe va eipaote mavteAws. Auto Aéel n MaAatotivn, o
oTmolov B€AEL va TO AKOVOEL.

Eival eKTIANKTIKO va TapaTnPOUKE TO0OG XPOVOG XPELAOTNKE OE AUTOV TOV HIKPO
avOpWTILOTIKO KOOUO TOU KLVNUATOYPAPOU yld va avayvwpioel pe dlotayud oTL
lowg autn n Tpopepd actpPeTPN cVyKpouaon ATav kadapn epikn. Eivat akpBwg
TO (610 EVTUTIWOLAKO TOOOG XPOVOG XPELAOTNKE AUTOG O (810G HIKPOG KOGHOG yia
va mapadexBel TIG YEVOKTOVIKEG CUVETIELEG TNG ATIAVOPWTING PETAXEIPLONG TWV
Mahatotwviwy, Tapd tnv KpavyaAéa Kat emavelAnpuéva dlaknpuypévn dnAwon
NG amod Toug LopanAlvolg otpatnyols. AuTtdg o Xpovog eival avdhoyog e To
TAX0G TOUL KABPEWPTN TNG aBwOTNTAG, OTOV OTOL0 AVTIKATOMTPLJeETAL Pla HIKPN
Kowwvia Tov ek@pdaleTal mavta Pe TNV KATAAANAN p€Tpnon, Tov enavagepel
adldkoma TNV PndAa oTo KEVIPO €VOG ynmeEdOL epeLmiwy Kat emavalappavel oe
otmolov BEAeL va akoLOEL OTL IPETEL TIAVW art’ OAa va Katayyeilovpe tn Xapds weg
€K TWV OUK Aveu TpolmodBeon ylwa tnv avBpwrivn aflompéneld pag. Mua ayia,
KOBWOTIPETEL KOWVWVIA KAANTEXVWY KAl ETMAYYEAUATLWY TOU TIOALTIONOU TOU
onkwvel YnAd oav tpomato Toug lopanAvolg ounpoug —agpoul oL OpnpoL dev
Umopolv va eival mapa lopanAwod, yiati ot aAhot ivat atxpudAwTol TToAEov— cav
va Atav akopa duvatd va TUOTEWPEL KAVELG yla pla oTypn OTL n mMpoYaon tng
aneAevBEPWONG TWV TPAYHATIKWY opnpwy dev ntav mapd €vag deutepebwy
0TOX0G Yyla pla KvéoeT mou €dw Kal Kalpd Oev OTAPATNOE va KPUBREL TIQ
ETEKTATIKEG TNG PLA0dOEiec. ESw €xoupe pla umEPOXN AUAN TIOU guPnpideL Ta
eykAfuata tou lopanA mpoormolovpevn OTL dev Ba TpooBaAel kavévav. Eival
(AOKOTIO Vd TIEPLPEVOUHE ATIO AUTOUG TOUG UTEP-AVBPWTILOTEG va avaldBouy TV
€ullvn yla tn @pikn otnv omoia €Xouv yivel cuvevoxol, Kat €ivat dokotmo va
EMWHLOTOUE KAl TO KOOTOG TNG adpdveldg Toug. Auth N aBwotnta Ba £€xeL mdvta
HePIKA TEXVACHATA OTO Pavikl TNG, HEPLKA MPOTIETACHATA KATvoU yLa va EexAoeL
Tn xBeown dethia TG Kal va avacuvBeEoel Toug Tio BOALKOUG KABPEPTEG TNG. Z€
KB mepimTwon, avtn N abwotnta dev umnopet va pavtaoTel Tov €auTo TG apd
HOVO WG €va POTUTO Kal £va AVTIKELJEVO TOU OpAPATOC.

Yiyoupa eivat duokolo va BAEMELS Eagpvika TNV acynuia Touv eauvtoL cou. Kat ot
EUKALPLOKOL PEANIOTEG, TTIAVTOTE LKAvoTolNUEVoL amd Tnv TEAEUTALA TOUG TIPAEN
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KOl HE TIG UTMEPOXEG OUVEPYAOIEG TOUG, OL AMANCTOL AVTAYWVIOTEG TIOU
TEEPLUEVOLY PE aywvia TG TEAETEG TWV PEOTIRAN, oL €UKOAA EUXAPLOTNHEVOL
OPETEPLOTEG TOU OLVEUA, OL XAUEVOL OTA YPEUATA TOLG TIAPAYWYOL, oL BEATEG TIOU
g€xouv €pbel yla va BepameloouV TIG VEUPWOELG TOUG, OAOL AUTOL OL UTIEPOYOL
avepwmol Ba avalntnoouv ypriyopa KATag@Lylo OTnV opyn Twv TAdlwv Twv
omoiwv To Taxvidl €xouv YaAdocel. PaTtoloTIKOG TELPACGHOG KAl PACLOTIKA
ouvalodnuata divouv ta xépla oe OAOLG eKelvoug TIOU apvolLVTAL va KOLTAEouv
pEoa amod auTOV TOV OTACUEVO KABPEPTN KAl TOU oLVALVOUV va XAoouv Thv
avBpwrtd Toug av n avBpwrid Toug Toug ¢NTd va KAVOULV POooTdBEeLeg IOV eV
B€Aouv va katapBalouv. Eival aknbela opwg 6t To maryvidt €xet xaldoel. Eival
HAAlota avemavopbwta XaAaopévo. Kat bev  €xoupge TAEov Xpovo va
KoAvpTioovpe ota Kpokodeilia ddkpua dowv Avtolvtal. Mapa moAAol kdouol
€xouv Non kataoTpaPei yla va tkavotmotnBouv OAEG AUTEG OL HIKPEG LBLoTpoTtieq
Kal va dlapkeéoouv. Mati, akoun Kat xahaouévo, 6Aol yvwpidouv OTL gival mdvta
duvatod va ouvexiosl va AELTOupyel auto To NAIBLO maiyxvidl Kat n Pikpn Tou
eMxeipnon, va Badovpe €MIOECUOVE OTOUG PAYLOPEVOUS TOLXOUG TOU YLydvTLov
OLKOSOPANATOG TNG EMEKTATIKAG Haviag Kal va oKEMAZOVPE TA KEVA PE YEVTLKN
ouveibnon.

Epeic anod tnv mAevupd pag, anopaciocaye va anopakpuvBoupe and autod To oveud,
va geplyoupe amod tnv aladoveia Tou, va apvnBolue To dikaiwpd Touv oTnNV
enipaon ylag abwotntag. Kat va okeptobue Twpa Tn dnuioupyia ELKOVWY WG TN
Snulovpyia Kowwv avaykwv yla Ttn Onuioupyia €vog KOOHOU HE OAEG TIC
TIAPOUGIEG TIOU TOV OUVBETOULV, JE OAA TA TMPOOWTA, AKOUN Kal Ta Bpwyika
TMPOOWTLA, TA TAPAHOPPWHEVA TPOCWTLA, TA TPOCWTIA OTA OTtoia dev PTopoLE va
avayvwpiooupe Tov €auTO pag Kat va cup@Alwbolpe pe avtov. Mpodowrna mou
Tavouv va eival KaBpePTeG, MPOoWTA TIoU Aéve autd Touv Ba BEAoUV va AEve.
Mpoowta mouv Ba prmopoloav va apvnBolV va pag PLARooLY Kal va YEUIOOLV TLG
HikpeG pag Tawvieg. O 'EAov Maok dAAwoe mpoopata OTL TO KAKO Twv
EVPWTATKWY KOLWVWVLWY gival n umepBoALkn Toug evouvaiodnon. Baotkd, dev €xeL
adlko. AAG 6a pmopoloape va To TOUPE Pe dAAa Adyla Pakplvd amd Tig
avopoKATNAEG PAVTACLWOELG €vOG dloekaToppuplovyou. Mati n evouvaicbnon
bev €xel Kapia ox€on pe tnv aAknAegyyon. Aev ival €vag Tpomog «va JETEXELG». H
gvouvaiobnon OTIC KOWWVieG TNG TpoomolntAg abwdtntag eivar pa
VOPKLOOLOTIKN HOP®R TPOBOAAG TOU €auTOU TAvw oOTov dAAov, mou Oev
ovuBadidel pe kapia €vvola LooTNTAG Kal Kupiwg dev dlakivduveLel timota. H
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gvouvaioBnon dev Aepwvel Ta xépla tnG. PEpvel ToV KOOPO KOVIA OTOV EQUTO
00U, OTLG EMIBUKIES oov, 0Ta TPOTUTA cou. H ouvaioBnon yia Toug MahatoTvioug
pmopel  va eivat  ouvykataBatikn. Agv  OUVETAyETAL TNV  MPAYUATIKA
amnoarotklonoinon tng Malaiotivng, oute To dikaiwpa otnv avtodldbeon. ALoTL
TO OUUTIOVETLKO PATL B€AeL ol MahaloTiviol va gival akpiBwe OmMweg To eTBUYEL,
va dnuLoupynooLY pla Kolvwvia dnuokpatiki KaTd To TmpdTuTo TNg Abong. Mévo
uTé aUTA TNV TPolTOBeoN aLTod TO PATL Ba dexTel va pigel €va dakpu Kal lowg
akopn Kat va mapaktvnogel oAOKANPO To cwia va dpdoeLl.

Epeiq anopaciocape va dei§ovpe aAAnAeyyln Kat yla va To KAVOURE auTo, TIPETEL
Va TIEPACOUIE ATO TOV KABPEPTN, VA KAVOUUE TIG WEG TwV MalaloTviwy LodagLeg
Je TG OlKEG pag, avalauBdvovtag TO Hepidlo TOu KLOUVOL KAl TNG
TowvIKoToinong Tou Bapaivel Ti¢ {weEG Toug. Agv XpeladoPacTe KLVNUATOYPAPo
Tou va TpoKaAei evouvaioBbnon, ylati autog o Kvnuatoypdpog mapamolei tnv
TPAyHaTIkoTNTa 6tav avtn dev Talptdlel pye tnv ouvveibnon Tou. Tnv Evpwnn to
mepacpévo kalokaipt Atav advvato va pnv avtiAngBei kaveic Tig dekddeg
Butpiveg mov €pepav ta ocuvBnpata «yuvvaika, {wn, eAevBepia» oe uOOTAPLEN
Twv lpavwy yuvalkwy —TouAdxlotov ekeivwy Tou embupoloayv dlakawg va pnv
aprnoouV Toug JOUAASEG va Toug LTIayopPeLOLY TOV TPOTO {WNG Toug. AANAA TTOLOG
Ba pavtagotav otL ot MNakatotivieg yuvaikeg €xouv To dikaiwpa otig idieg agieg,
evw mebaivouv KATw amo T BOUBReG; H molog Ba ToApoloe va cuunapactadei
0TS¢ Ipaveg, pe N xwpic pavtidag, pepviotpleg OMwe TG ayandpe edw, f va pnv
ouunapactadei kaboAov, 6Tav oL LopanALveg BOPBEG EMEPTAV KAl TTAVW TOUG; Oa
ETIPETE APAYE VA TIC PWTHCOVUE MPWTA Yld TA CLVALCOAPATA TOUG ATEVAVTL OTN
Xapdg kat otoug PouAddeg, yla va eipacte olyoupol O0TL owdoupe {WEG TOU
mpaypatika agigouy;

Opwg, omwg OAot yvwpidoupe, 0 KvNUATOoypd@og ouveXiel va umapyel oxl
EMELON €XEL KATL va TEL, OUTE EMELON AMOTEAEL HEPOG TNG KOLATOVPAG Hag. ALOTL
gxoupe RdN xdoel oe peyalo Baduod tnv avtiAnyn tou T eival KovAtolpa Kat Tt
onuaivel Tpaypatikd va cuvtnpoue TIg ouvenkeg dtaBiwong pag yia to pEANovV.
Tig O1kéCc pag ouvlnkeg OlaBiwong kat ekeiveg Twv ANwv. AuTog o
Klvnpatoypdgog dev dlatnpei pia KOuAToupa, avamapdyel Pia Jikpr olkovopia yia
TNV omoila TPEMEL TWPA Va OKEPTOUUE €VOANAKTLKEG AUCELG Kal AAAES
OLKOAOYIEG.
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2tn laAAig, éva peydAo PEPOG TWV KLVNUATOYPAPLIKWY TEAETOULPYLWY EXEL
petatpanei o €va pavieBol Yevdoug, OOV TILOTEVOVE OTL AVAKANUTITOUHE TOV
KOOHO, EVW TO POVO TIOU KAVOUUE €ival va KOLTAJoUpE ateAelwTa Ta TeAevTaia
amnopelvdpla Pe TNV €migacn Hlag Kakng ouveidnong oe €vav mapapopPwTIKO
KaBpEPTn. e OOOUG TUOTEVOLV AKOUA OTL Ba CWOooLV KATL SlaTnpwvTag pia
aduvapn oudETepn O0TACN, UTIOPOVE va ATavTooupe OTL Sev Bd CWOETE TiMoTq,
0o0TE TIG PIKPEG 0AC KAPLEPEG, OVTE TIG PIKPEG OAG TALVIES, OUTE TLG TIOAND PLIKPES
oag aibouoeg kal Ta MOAL HIKpd oag geoTBAA. Timota amd 6Aa avtd dev Ba
owbel. MNarti kaveig dev pmopel MAEOV va ayvoroeL OTL dev LTIAPXEL TILA AVOPWTILA
ebw. H avBpwrud 6ev eival moteé 6ebopévn, mMpEMeL va Onulovpyeital, va
avamnapdyeTal Kal va ePeVPIoKETAL CUVEXWG.

H MaAatotivn eivat yla epgdg to dvopa tou T€Aoug tTng abwodTtnTag. AuTto To dvoua
Tov pwvadouvpe SLaAleL Tov TALSIKOG HUBO TOU ayamnNUEVOL Hag KVNUAToypapou.
Eival emiong 1o o6vopa plag avBpwndTnTag mov £pxETal amod TtTnv AAAn mAevpd
TWV OTIACHEVWY KaBpePTWV TNG Abong. AuTtd Tou cupBaivel UmpooTtd ota pdtia
pag, pag avaykadel va §avackePToUUE TL TIEPLPEVOUE ATO AUTO TO AVTLKELUEVO,
QaUTH TNV TPAKTIKNA KAl AuTOV TOV TOTIO, TIOU OVOUACOUUE e pla Kat TNV idla A&gn:
KvNpatoypdpog. Oa mpenel v\ avapwtnOoupe ENKPLVA Qv AuTO TO AVTIKE{UEVO
elval kavo va pag ouvodevoel oto SVORATO POVOTIATL PLag AELOTIPETOUG Kal
avBpwrvng <wng. Mag {wng Pe BpwHLKa TipOcwWA.
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Theo Panagopoulos

H aeriynon eivar pa énudéota avdAnwn evbovng, amoteAel
paptupia kat mpoopEpel OUvaun. Aev  umdpxouv o  yevvaiol
KLvNUatoypaploteg and autoug mouv dpouvv otn dda onuepa yati €xovv
nmAnpn ouvaiobnon OTL To mapautkpo Kadpo - akoua Kt av eivat Tpapnyuevo
ue Kvnto - ynopel va aAAdéel Tnv avtiAnyn ekatoupupiwy avepwnwy o
0Ao tov kdauo.

Mpokettal ya 1o tpito Alebveég deoTIBAN Kivnuatoypagou Oecoalovikng mou
AapBdvel xwpa katd tn Slapkela TNG TPEXOLOAG PACNG TNG YEVOKTOVIAG TOU
dampdttel To lopanA otn laga. Tu onpaivel Kvnpatoypdog - r Kat TEXvN,
YEVIKOTEPA - OE KALPOUG YEVOKTOVIAG, AUTO €ival TO TILO PAEYOV €PpWTNHA TWV
KALpWYV Hag.

Qg NaAatotiviog Kvnuatoypa@Llotng Tng dlaomopdg, mapadexopat OTL N epneLpia
HOU KaL N TPAyPaTKOTNTA TIoL BLWVW €ival EVTEAWG SLAPOPETIKN amd auth TWV
MaAatoTviwy Tov ¢ouv otn MaZa, kat oe oAOKANpEnN TNV Katexopevn Makatotivn,
OXL povo ta teheutaia 2 xpdvig, aAAd ta TeAeutaia 77. H dagopd autr pou
eTURAAAEL TO KABAKOV Kal TNV €vBLVN va yivw paptupag, va avaldpw dpdon kat
va avTlotabw O OmMOolodATOTE KABEOTWG KAVOVIKOTOLEL 1 uTooTnpilel tn
yevokTovia. To va mapakoAouBw TOUG CUUTIATPLWTEG POL VA OKOTWVOVTAL amo
Hakpld, pe tO0on €ukoAia kal xwpig va divel kaveic Aoyo oe kavevay, Pe €Kave
TPAYHATIKA va avaloylotw OXL HOvVo Tov Tpomo We Tov omoio ot Mahaiotiviot
e€ovTwvovTal oruePa, aAAd Kal To WG Ta BgPEALA yLa T yevokTovia eixav tebel
oAU Tptv a6 tn Nakpma touv 1948 kat Tnv idpuon Tou lopanA.

YTn SLKA POU KLVNUATOYPAPLKN KAl EPELVNTIKN SOUAELY, EEETACW TA OKWTOETIKA
anolklaka apxeia tng dekastiag touv 1930 kat Tou 1940, Ta onoia napovoldouvv
Hla xwpa mov avapgloBiTnta dev polddet ge tn onpepivn. QoTOC0, TO ATOLKLAKO
BAEupa poldlel otabepd Kal mavtayoL rapov. Eival To id1o BAEPPa ov BAETIOLUE
ota duTIKA pEoa PadlkAG EVNUEPWONG, TA OTOlA ATIOYUHVWYOULY Th {Wwh Kat To
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8dvato Twv [Malatotwviwv amd omotadnmote avepwrid. To PBAEupa TOUL
Kataokevddel ouvaiveon yla meploootepn Big, Tov dlaypd@el TNV TMAAALOTIVIOKA
napovcia anéd mpoowtou yng. To idlo BAEpua oL TPEPEL TO paToloud otn Avon
SlwKovTag QLAOTIAAALOTIVIOUE AKTLBLOTEG Kal Xpnuatodotel Tnv mwAnon 6o kat
TEPLOCOTEPWY OTIAWYV OTO lopanA.

Tn Oekaetia tou 1960, o Frantz Fanon pag umevlOuloe OTL N YaAAKA
amnolklokpatia otnv AAyepia eixe avamtuxBei pe tnv vmobeon 6tL Ba Kpatovoe
yla mavta. Opwg dev kpdtnoe. ANAAEE popPr, TPOCAPHOCTNKE KAl avamntuXOnke
yld va UTOPECEL va avTloTaBel OTIG TILECELG. AV TIPOKELTAL Yld APETAKIVNTN
TPAYHATIKOTNTA, aAAd pla wvTtavr) dovapn Tov ETSLWKEL va PAdelL amod ta Addén
Kal TIg ATTeG Tou TapeABOVTOG. O KLvNUATOYpAYOSG KAl n TEXVN TPEMEL va
TPOCAPHOCTOUY KL AUTOL avaAoywg. MpEMEL va TOUG OPAATIOTOUHE amd TNV apxn
w¢ KvnTApla duvaun, wg epyaleio gvavtia otnv adikia. Ocol epyddovtal oTov
KIVNPaToypd@o TPEMEL va agLoToL ooy Tn dNULOVPYLKOTNTA TOUG - N omoia €XEL
w¢ Twpa avalwbei otn dopn, TNV TAOKN Kal TV ETAUCH TWV TAWVLWY TOUG - 0TN
dopr TNG TMOALTIKNAG TOug dpdAong, TNV AVTLUETWTILON APNYNHATIKWY KEVWYV OTNV
KULBEPVNTIKA TpoTaydavda Kal oTnv avalnTtnon anaviioswy os YEPLKA and Td Tio
KAUTA EpWTAPATA TNG EMOXNAG HAG.

Ma tov maAalotwviakd Aaod, n TEXVN TNG agnynong dev €xeL va KAvel Pe Tn
Slaokedaon kat tn dlapuyn amnod TNV TMPAYHATIKOTNTA, aAAd pe tTnv eTuBiwon. H
agrynon eivat ga dnuoota avalnyn subovng, anoteAel yapTupia Kal TPooPpepeL
dlvapn. Aev uTApYoLV TILO yevvaiol KLVNHATOYPAPLOTEG anod autolg Tou dpouv
otn Mada onpepa yati €xouv TMARPN cuvaicdnon OTL To Mapaptkpd KAdPo - akopa
KL av eivat TtpaBnydevo pe Kwntd - pmopeil va aAld€el tnv avtiknyn
EKATOPPLPIWY avBpwTwy 0 OO TOV KOOWO. AG Unv Eexvdpe AAAWOTE OTL TO
onuavtiko €dw Oev eilval n aobnTiki Twv €lKOVWY, aAAd n Tpoomabela va
Kpatnooupe TwvtavolG TOug Katoikoug tng lddag kat Tng Katexopevng
Mahatotivng. Ta eOTIBAN UTOPOLV VA TPOCYEPOULV HLA CNPAVTLIKA TIAATPOPUA,
apol PEPOLV PECA TOUG UL OAOKANPN KANpovopld, Tou cuxvd KalAlepyeital
OLOTNUATIKA €dw Kal deKAETIES, e amoTEAEOUA N 0TACH TOUG va ival akdpa Tio
yevvaia otav amogacidouv va evavtiwBolv oTnv Kavovikomoinon tng adikiag
oTov KOO0 yOpw Hag.
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Mpokettal yia 1o Tpito Alebveég deoTIBAN Kivnuatoypagou Oecoalovikng mou
AauBdvel xwpa katd tn Slapkela TNG TPEXOLOAG PAONG TNG YEVOKTOVIAG TOU
dlampdttel to lopank otn Mdda. Auto To Keipevo Ba pmopouoe va eixe ypagtel
avtoAegeil mpLy amd 2 xpdvia. AANA kaBe “onpepa” e€aptdrtal anod to HEANOV Tov
€XOUUE WUMPOOTA pag. Xnuepa €ivat mMoAD apyd yla va QEPOUNE ToOW TOUG
VEKPOUC, aAAd TO onpepa sivat n Jovadikn oTLydr) OTIoU N YVAUN TOug Umopei va
kpatnBei Cwvtav pe oePfacpd kal aflompenela. AutoO TO Kelpevo eival
aPLEPWHEVO 0 OAOLG TOUG CUVASEAPOUG Pag Tou EexAoTnKay, EyKataleipBnkav
Kat dlaypdgnkav amod Toug avBpwroug Kal Toug Beopols ou utnotiBetat 6Tt Ba
TOUG TIPOCTATELAY.

EAevBepia otnv MaAalotivn kat TEAOG GTOV AMavtayxov Yaclopo
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Julie-Yara b~ s>

Jtnv [lNaAatotivn, mpoomaboUue va OwWOOUUE €va  (xvog
avlpwrtidg. Mia vrtévota Tou (5tov pag Tov eauTol. Apvoluatl va Clwiow,
€70l WOoTe va eunodiow T €§dAelpn autAg TG avBpwrids amo peoa ou
Kat arod 6Aov Tov KOouo.
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2Tn Zupia, KATOLEG POPEG €A TNV EVTUTIWON TIWG TO ATIAO YEYOVOG TNG LTIAPENG
nTav avtiotaon oto kaBeotwg Acavt (Xpnoldomolibnkav Kegalaia ypduyata
oKoTa-ASSad).

Kdroleg opeg Oev umnpxe KATL va Kkavelg. Apkolboe va eioal, ywa va
AvVTLOTEKEDAL.

Y1tn ovyxpovn Malatotivn, n amhr poopd TNG AEENG paiveTal kapld gopd rnén
oav pLa IpoKANnaon, Hla anaitnon, pla apoppn yla AoyokpLoia.

Y1a apafikd, n Ae€n «vepd» (moyyeh) pokaAei RdN TV MepLPEPELAKT TIOALTIKH.
Eivat to ovopa Tng ydtag €vog @ilou, oL TPoEpETAL KaBnuepvd os pla
OLWVLOTLKI) YELTOVLA.

Mwg pmopolpE va HIARCOULE Yla Jld YEVOKTOViq;

O AEEeLg Bev PTOPOLY VA EPTIEPLEXOUV TOV TIOVO, OTIWG OL ELKOVEG YPAPLOTIKAG
6EV UTIOPOLV va EPTIEPLEXOLV LA TIPAYHATIKA yyLTNTA.

Tinota dev pmnopei mLa va to apnynbei.

2Tn Zupia, 0 ePLAATNG HOL ATAV UATIWG XAoW OAOKANPN TNV OLKOYEVELA HOU
Tavtoypova.

Ytnv Malatotivn, kamnotol €noav Tov EQLAATN Lou.

Eival coupealloTiko.

H @avtacia xavel To €6agpog PmpooTd 0TV ABUVCCO TNG MPAYHATIKOTNTAG TWV
PPLKAAEOTATWY.

Mavw tov eauTto Pou va Tpoomabei va To EEMeEPATEL, va dw TPOG TNV aydmn, n
otoia BpiokeTal oTnv TNy Kade movou.

«It only hurts because we love.» Movdel KATL pdvo eneldn ayandaye.

Mapabetw 6w TOV €QVTO POUL Kal VIwWOwW yeAoia.

2tnv Mahatotivn, mpoonabole va cwooule €va ixvog avBpwriidg. Mia uttdvola
Tou {610V pag touv eavtol. Apvolpdl va CLWTHoW, £TOL WOTE vVd EUNodiow TN
e€ANELYN AUTAG TNG avBpwTILAG amnd peoa pou Kat amd OAov Tov KOGHO.

ANAG WG PTtOPOULPE va SLAKPIVOUNE pLa Kpauvyn;

Mwg PTIopPOoULE va SWOOVPE ATIOXPWOELG OE PLd KPALYD;

Na tnv yibupicouyps;
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Mbéoeg popéG Mpoomadnoayv va Pou eEnynoouy ta mpdyuata yia Tov TOTo Houv,
otav {nTovoa Xpnuatodotnon yia yia tawial;

MNoéoeg Popeg pou eimav mwg APOLY TIOAD cuUVALGBNPATLKA Kal OXL ApKETA
anopakpn!;

Yav va ATav dppwoTo va SlagapTupeTaAl KAveig yia Pla diktatopia.

Yav va ATav urmePPBOALKO va SlapapTUPETAL KATIOLOG Yia TIG BOUBES.

Yav va fTav mapdAoyo va dlapapTupeoal yia Tn YEVoKTovida.

Xavw ta Aoyikd pou mpoonabwvtag va Slatnpnow auTryv TV ENipacn vonpatog.
Tirmota and 6ca cuppaivouv dev ival PUOLOAOYLKO.

H dueon Zwn pou dev €xel kaveva vonua av n dikr toug wn dev €xet afla ota
HATIa TWY KUBEPVACEWY paAG.

OAa ta Ae®Td TOU KOGHOU, OAN N ETULTUY (A TOL KOGHOU, TO TILO WPAL0 TIAYWTO TOU
KOGOHOU, N KAAOTEPN TaAVia TOL KOOHOU, TiroTa dev £€XeL vonua.

KapougAdpoupe tn cuvevoxr Hag.

0 TLo Xapévog TG eMoxNG Hag... n Makawotivn; To T€NOG pLag EMOXAG;

Oupdpal Tnv anepyia meivag TG PNTEPAG pou otnv EABeTIiq, yla Tn Xupia. Htav
povn. e pla peydin mAateia otn BEpvn.

Mta xelpovopia aydmnng xwpig Aoytkn.

Mta apaloyn xelpovopia aydmnng yia tnv Makatotivn, iowg Tn owoeL.

Mtia xeLpovopia kadapr yla Tov Kafeva pag. Zav Ta anoTumwpaTa Jlag makdung:
povadika, €Tola yia ovvdeon.

MeTagu touv edw Kat tng Mahatotivng.
Avdpeoa o€ ePAg Kat Tov UTIOAOLTIO KOGO.
Agv UTopoUlE va TO AProoUE va CLUBEL.
AuTO eival To povo Tou EEpw.
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Lola Maupas

JTOUG LoYupousg aviket n 6&ovaun va amogacifovv T givat
npayuatiko kat Tt 6ev eival, evw To SIKO PaAg MPayuatiko eivat tooco Babid
mAnywpevo Tou  SUOKOAELOUAOTE TmA va TO avayvwpiooUue w¢
npaypatikd: 0oo kdmotol €xovv amoAutn e€ovoia mdvw OTO MPAYUATIKO,
10 81KO uag mpayuatiko. oxetTikonoleital. ETol yivetal EMITAKTIKA eNelyoy,
OAot guelc, va bitekbiknoouvpe Eava Ta Stkalwuatd pag mdvw og avTo.

[Keiuevo mouv ypdptnke yia va Stafactei katd Tn SldpKela pLag ouvavinong oto YeaTiBAA
Cinéma du Réel pe toug Fatma Chérif, Catherine Libert, Maher Abi Samra kat Tariq Teguia, petd
vV avdyvwon Tou kelpgvou «Trompe l'ceil» Tou Ghassan Salhab kat oto mAaioto Tou
epyaotnpiov tou. |

O Ghassan (faodv) pov MPOTELVE va PIANOW TIPLV Ao PEPLKEG PEPEG. Ekelvn TN
oTLyur dev Agepa mpaypatikd, TL va Tou anavinow. To Bpddu yvploa ormitt pou.
Onwg kabe pépa, apxloa va BAENW Kat va gotpdadouatl, eikoveg and tn Mada ota
Kolvwvika diktua. MNa va deifw, og dooug pye akolouBovy, atn Adon, autod Tou n
TnAedpaon anootwmd. HTav €IKOVEG PPLKTEG, HOLV aTEATILOPEVN, AAAA TO €kava
oxeddv pnxavikd, SlaAéyoviag amAwg TOLEG OKNVEG va aveBdow yla va pnv
6nuooleloW TAMEIVWTIKEG ELKOVEG.

To emopevo mpwi, €ida €va Bivteo, mov dev €polale pe kaveva and 6oa sixa det
TIG Tponyoupeveg peépeg. ‘Htav €va pikpd aydpl, Klvnuatoypapnuévo amd tn
pntépa Tou Aiyo mply Eavapyioel n yevoktovia. AnAadn oe pla otiypn ekexelpiag.
JTEKETAL TEPAPAVO KPATWVTAG €va TUATO YAUKE, OTn OKNVI TOUG. =A@VLKA,
apxiZoupe va akoLpe €va agpomAdvo Tou TANoLaZel. To aldi akoupmd To PIKpo
TOL X€pL oTO TOdL TNG pntépag Tou. Ekeivn dev otauatd tnv Kataypaegn, To
Kvntd tpapaet edw ki ekel. Kovtivo MAAvo OTO VEUPLKO XEPL. EKKWOAvTIKOG
06puBog amo PBouBapdlopod. Ekeivn xdvel tnv avdoa Tng KAl TO ayopL tnv
napnyopei. Yotepa tov mapnyopei ekeivn. To TNAEPWVO xdveTal p€oa oTo XEPL
NG yuvaikag, oAU Kovid OTO TPOCoWTOo Tou Tatdlov: . BAémoupe tov @oOpo.
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BAémoupe emiong oe KovTwd TMAAGvo TO AAAO XEPL TNG PNTEPAG va AyKaALAleL
oQLXTA TOV Ylo TNG. Ao TNV Kivnon tng, gaivetat, 6Tt Ba RBeAe va pmopei va tov
TipooTatePel, ahAd E€pel OTL dev pmopel.

Autd TO Bivteo pe 6LEAuce. OxL ta MoAudplBua Bivieo Pe T KOPPATLACHEVA
owlaTa, Ta VEKPA BPEWPN, TOUG AVIPEG TWV OTIOLWY PAiVETAL 0 EYKEPANOG PETA
anod TO OKEAETWHEVO Kpavio. OxL, ATav avtd to Bivteo, omou, oxedov, dev
paivetal Tinmota- eKTOG aMO PEPLKA Tuxaia KOVTLVA TAAva - TIOUL HE €Kave va
geomdow oe kAduata. Ita dAAa Bivteo, BAEMELG TA MAVTQ, OPJWG OLVABWG TA
Koltdw amnd amdotaon. Kat dev miotebw OTL auto oupBaivel, Omwg A€el A.X. n
You0Zav XovTayk, and avatodnoia n ano cuvnBela: alAd amAwg and andotaon.

IKEPTNKA TOTE KATL TIOV Pou eixe oLPBEL, o€ pla pdon Tng yevoktoviag. Kdatt mou
Hou GUVERN oTAdLAKA, KAL TIOU ATAv yid Yéva JEYAAN VIPOTIH.

lowg og pla amo TIC o Bialeg meplodoug, viwoa oav va pPnv cuveéRdlve n
YEVOKTOVia. Zav Ta vekpd maldld, ol yuvaikeg mov €kAatyav KL €BAema ota Bivteo,
va unv Atav aAndwd. Kt 6pwg ouvéxiZa va aywvidopal kadnueptvd, va gotpaopat
TIG €lKOVeG, va e€opyilopat. AlavonTtikd fEepa OTL autd ToU CuLVERAlvE RTAV
TPAYHATIKO, AAAA OTO owWHaA Pou &viwea OTL dev ouvéBalve ot’ aAnBeta. OTL ATav
€va PEPOC Tou €polale Pe TOV TOTO HOU, PE TApPOpOLd KTipla, Ye Taldid mou
gpotaZav Pe Ta PKpd pou £adEp@la, ahAd OTL TO OVELPEVOHOLY, PLd ETILVONGCH TOU
pualoU pou. Eva mapaAnpnua. Xpeldotnke va cuPBEel paypatikd otov oo Hov,
oe pépn kat oeg Spopoug Tou avayvwplla, ywa va favaocuvdebw pe TNV
TPAYHATIKOTNTA.

Kupiwg O0pwe XpeLdoTnkav mo KabnuepPLVES, TILO OLKELEG €LKOVEG (OTwG To Ttatdi
pe Ta yAuka), Tou agvikad €kavav Tnv mpaypatikoTnTa va ekpayel kat pe éRyaikav
amno avThv TNV KataoTaon apvnong.

210 Kelpevo oou, Maody, UTIOTITEVEDAL TO XAOUA AVAUEDA OTLG «DIKEG HAG» ELKOVEG
Kal OTIG «OLKEG Toug». Nopilw OTL mpdyyatt cupPaivel kATt t€tolo. OTL N
TIPOEAEVON TNG ELKOVAG EMNPEATEL. TOV TPOTIO E TOV OTIOLO TNV TIPOCAANBAVOUE,
TNV apVOLPACTE KAl KOTA CUVETIELA TNV ATIOVOULUOTIOLOULE.

38



AN\G avapwTLEPal PATIWG €ival emiong kdtL ov dev oxeTidetal Ye tn @von TG
1dlag tng ekdvag, KL autod KAveL akOUa KL EQAG, oL €ipaoTe amo eKei, ov dev
KOUBOAGUE QUTEG TIG PATOLOTLKEG N TIOALTLKEG TIPOKATAANYELG, va UTopolUE va
Blwooupe pla apvnon TNG €lkOvVag, KATMOLEG POPEG aKopa Kat dpvnon tng idtag
NG MPAYUATIKOTNTAG.

Motebw WG UTApXEL €va 0plo TEpa and Tn Ppikn, TOL eival pia kawovpla
TiEPLOXN TNG ouveidnong - eyw mpoowTiikd dev eixa Eavadei t€tolo emninedo Biag
0€ €LKOVEG- MO TO OTOLO KAl HETA HEV PTIOPOUVE TiLa va anodeToLPE TNV ekova.
Kt ekel eivatl ou apyioupe va ap@Balloupe yla Tnv mpaypatikoTnTd tng.

Alevkpvidw: dev AW yla pua ap@lBoAia mouv Ba onpaitve OTL N €lkova eivat
Kataokevaopévn Kabe aAlo! MAdw yla pla mio acagn ap@LlBoAia oxeTIKA Ue TO
av auto Tou BAEMOUPE, PTOpei OVTIWG va AVAKEL OTO TPAYUATIKO. Mia pop@r
OTOLXELWOOULG OKETITLKLOHOV.

AvapwTtnnka av autd Tou VIwBoupE eival TApOpoLo, ), KATWG SLAPOPETLKO, amnd
TNV dpvnon Tou ouvodelEL TIG ELKOVES TWV oTpatonedwy Bavatou. Ouunenka oTL
w¢ €PnPN eixa €pBel TOAAEG POPEC QAVILUETWTIN UE TIG ELKOVEG TOU AOUGRLTG,
OTIOU OKOTWONKE €va PEPOG TNG OLKOYEVELAG TOU TATEPA Hou. Quudpal €va
KATIWG dLaQopeTIKO ouvaiobnua. EKel LTPXE Pla Jop®n WN TPAYHATIKOTNTAG,
aAAd TepLocOTEPO €MELON AUTEG OL ELKOVEG €ival ATIOOTIACHATIKEG. Zav €va TadA
Tou Tou Aeimouv Kopupdtia. Emeldr) eival ouxvd €lKOVeG TPABNYHEVES PETA TO
oupBav. Omou n dla n e€ovtwon 6ev eival opatr TPEMEL Aowmdv va TV
(pavVTAoTOUE PECA Ao Ta {XVN IOV £X0UV ATIOHEIVEL.

M’ avtd ot elkoveg amod tnv Mada eival 1000 dlagopeTikeg. Kal pmpootd Toug, n
duokoAia va amodeyTw TO MPAYUATIKO e XTUTIA aKOpa TiLo €vtovd. Na dLdpopoug
Aoyoug:

Katapxdg yiati BA€moupe 1o adiavonto, PAEmoupe Tov BdAvato Katduata,
KUPLOAEKTIKA TN OTLydp Tou Bavdtou, Kal pAAloTta Bavatou-paptupiov. Agv
UTIOPOUE KAV va pavtactoUPe Tov eauTtd pag otn 8€on touv dAlou. Eival Aotmndv
Hla oknvh 1600 akpaiag Biag mov mapaddgwe pmopei va KOWeL TN eveuvaicbnon
- 8ev pmopw va pnw otn 8€on touv AAAou - ‘ETol yivetal duvatn n dpvnon Twv
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elkOvVwY. Kaveig dev pmopel va umopepel €ToL — Kat Kaveig dev pmopei va Kavel
KAmolov va vropepeL €Tol!

Kt autd eival To mapadolo, emeldi AUTEG oL EIKOVEG €ival aKATEPYAOTEG, KL £TOL
eival To Mo TAEovV TPAYHATIKO TIOU UTIAPXEL POVO KaTayeypaupeveg, tn ida
OTLYMN, XWpIg va eival povtaplopéveg... ESw n elkova eival 1600 mMpayuatikn mov
bev pnopoupe mia va tn dolpe.

YképToyal emiong OTL AUTA N APVNON CUVOEETAL PE TO YEYOVOG OTL oupPaivel
TWPA, aAAoL aAAd Twpa. OTL AUTEG OL TPAYHATIKOTNTEG CLVUTIAPXOULV TO idLo
devutepolento. H dikn pag edw kat n &ikn Toug ekei. Kat avtn n ouvomapén Twv
KOOHWY, OvTag amoAlTwG avuttdpopn Kal Tepatwdng, pag KAvel va dtaypdyoupe
Tov €vav ano toug 00 KOGHOUG. Agv UTtopel va UTIAPXEL.

OAa autd deixvouv evav dpOpOo TIPOG HLa VEA HOPYr) ApvNong TNG £LKOVAG, TIou dev
eival moALTikr aAAd wuxoAoyikn. Mou dev eival amovoptyonoinon Tov AOyou Tou
AaAou, aAAd amAwg aduvapia amodoxng Tng PPIKNG TOL TPAYHATLKOL, e€attiag
NG €VTaong Kat TNG CLYXPOVIKOTNTAG TOU.

Kt ekel eipaote dumha xapévol.

Emeldn n pn amodoxn Tou TMpaypatikol €pXETAL va TPOOTEDEL Kal va eVIoXVOEL
TNV TOALTLKEA APVNON, TIOL OVTWG UTIAPXEL, KAl AoKeiTal anod Tov Kupiapxo Aoyo.

Emeldr) {ovpe Aowmov oe évav KOOoPo HeTa-aAnBelag, Oomou KAbe gpdon Tou
EKPEPETAL YiveTal Tmpaypatikn (0Tav TPOPEPETAL aAMd TOUG «OWOTOUGH
avepwmoug), aAAd amévavTl Og AUTO TO «AUBEVTIKA» TPAYHATIKO, £XeL XAOEL TN
S0vaun Touv WG MPAYHATIKO.

Kt ekel og ouvavtw, Maody, oe authv Tn Stapopd avaueoa otnv TPOCANYN Twv
OlKWwV pag elkévwy Kat Twv dikwv Toug. Mou eival otnv mpaypatikdTnTa n
dlapopd avdpeoa atnv OTApEn Tou HIKOL pag MPAYUATIKOV Kat Tou Htkol Toug:

2TOUG LoOXUPOUG avhkel n duvaun va ano@acifouvv TL eival MPAyPATIKO Kal TL dev

elval, evw TO OIKO pag mpaypatikd eival 1600 BaBLd TANYWHEVO TOU
HUOKOAELOUAOTE TILA VA TO AVAYVWPIOOULHE WG TIPAYHATLKO:
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Ooo kamolot €xouv amoAutn efoucia TAVW OTO TPAYUATIKO, TO OLKO pag
TPAYHATIKO. oxeTikomoleital. ‘EToL ylveTal €MITAKTIKA €Meiyov, 6oL gPeig, va
Slekdiknoovpe Eava ta dikaltwypatd pag ndvw og avTto.

ATTQVTNOEIG OTIG EPWTHOEIG

Mwg¢ va avtipeTwnioovye TNV enciyovod katdotaon; Me note¢ npdéelg, mMpoTdoels
n Aéelg;

AuTO TOU pe wBnoe apéowg va piAfow, oTig 7 OkTwRpiov, NTav n adikia tng
dnuocLoypaikng KAALYNG Kat n TARPNG Ayvola EKEVWY Tou TtapeveRatvav edw
KL €KEl, apvoLuevol OAOKANPWTIKA TNV LOTopPia TNG TAAALOTIVIAKAG KATamieong
amno 1o lopanA. Ma péva, To ouolwdeg €pyo oL TPETEL va yivel edw, otn Avon,
eival va olkodopnooupe pla agrynon Tou va amokadiotd tnv lotopia kat va
PwTtiel TNV Kataméon mov umeotnoav ot MalatoTiviol. AvTIKaBLoTWVTAG AuTh
TNV agnynon, otn B€on TNG LopANALVAG ATIOLKLOKPATIKAG Ttpottaydvdag, umopei va
TpoKLYEL anokatdotaon kat pvrpn. ANAA eival eniong, kupiwg, évag Tpomog va
pmeL gpevo otn cuvevoxn tng Evpwmng kat Tng FaAAiag, n omoia ekdnAwvetat
péoa amo MoAAAnmAd KavaAld: TOALTIKA, OTPATIWTIKA Kal olkovoplkd Befaiwg,
aAAd Kal Eoa EVNPEPWONG, TIAVETILOTNHLAKA KAl TIOALTIOTIKA.

Ma va anokatactabel avtr n aprynon, IPENeL va agLlomoLiocoupe KABe Xwpo Tov
€XOoule yla va dinyndoupe tnv Lotopia Kal va avadei§oupe TIG ATOLKLOKPATLKEG
SuvaPLKkeG €vOG OLOTAPATOG IOV cuve)iZeTal, TOoo otn MaAAia 600 kal aAlov.
Ao TN 61K You TAELPA, ALTO Tepvd peoa amo tn dLddoaon mnywy: yla apddetypa
Tawvieg and TI¢ onoieg dnuoolevw anoondopata, Kabwe Kat Keigeva. OAOkAnpo
10 apyeio Tou Revue d’Etudes Palestiniennes (Review of Palestinian Studies) siva,
yla tapddetypa, eAevBepa mpooBdcipyo oto SladikTuo: ival TinyEg o MPEMEL va
a&lomotnoouyv.

Alkaiwg, aokeital KPLTIKA 0Ta PE€ca KOWWVIKAG SIKTOWOoNG, aAAd TULOTELW OTL
HTIPOOTA OTNV ETMELYOUOA KATAOTAON TIAPAPEVOUV AVATIOPEUKTOL Xwpol (5tddoong
NG MAnpogopiag) : apevog, eneldn n dlapoppwon Tng cuveibnong dev mpenet va
HovorwAeital ano QIAeAEVBEPOLG Kal PACLOTIKOUG AOYOUG: TIPETEL KL EPEIG va
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eTuBAANOLPE TIC OIKEG pag agnynoelg. AQetépou, emeldn onuepa anoteloly
ouoLaoTIkO gpyaleio yla va dtatnpeital o deopog pe dooug Bpiokovtal otn Mada
Kat B€louv va petapépouv pnvopata. MNpémet va pnopolpe va petadidovpe Tig
PWVES Toug. To lopanA eumodiel tov 6iebvy Tomo va pmet otn Mdga, map’ 6Aa
autd, oL QWVEG XLAAdwV avBpwmnwyv eKel (PTAVOUV Ot €PAG, AOYW HECWYV
KOWWVLIKNAG Siktdwong.

NMwe¢ kdvels Kvnuatoypd@o o€ Kaipo yevokToviag; Kat molto¢ Kivnuatoypdypog
elvat epikTog; lMuwe¢ aAddlet n [lMaAaiotivn) TOUG TPOMOUG HAG VA KAVOUUE
Kwnpatoypdepo (i ox);

Mn évtag dnuioupyodg, dev Bewpw MWE PTIOPW ATIAPAITATA VA ATAVTAoOW 0’ ALTd
TO EPWTNHA" WOTAOO TUOTELW OTL MPETEL va TEBOUV SLdpopa EpWIAUATA OXETIKA
HE TN OXEOn HAg HE TNV €lKOVA QUTA TN OTLYHR: KUpiwg n OXeEon Me 1N
XPOVIKOTNTA, Ye TNV anocuvdeon (dissociation) amd 1o yeyovdg Kat pe tnv noKn.

Ooov apopd TN XPOVIKOTNTA, £vag amd Toug POAOUG TOU KLVNUATOYpApou Uropet
va eival va fonBnoet Toug/TIg MaAalotivioug/eg va Eepuyouy amnod To YopuAT Twv
30 deutepoAemTwy TOUL «reel» oTo Instagram, TPOCPEPOVTAG TOUG AAAOUG TOTIOUG
€KPPAONG TIOV ETUTPETOLY VA AMOS0OEL TILO TILOTA N TIPAYHATLKI XPOVIKOTNTA TNG
yevokTtoviag. H amokatdotaon tou BABoug auTtol Tou Tpaypatikol Jou gpaivetal
KaBopLOTLKN.

Ocov agpopd tnv amoolvdeon amod To yeyovog , TIPETEL VA avayvwpiooupe OTL N
avelnwtn Bia autwy Tou BAEMOUKE UTIOPEL VA TIPOKANECEL HLAPOPEG AVTLOPATELG
duoriotiag amévavtl otnv elkéva: aiobnon Pn-MpaypatikoTnTag, MNXAvikn
anoppopnon i Katavaiwon... Yidpxouvv TMOAAEG dUVATEG CUPTIEPLYPOPES: IOWG O
KLVNpaToypdpog va pmopei va Bpel TPOTOUG WOTE N €lKOVA va «XWVEDETAL, Va
mapayet—av OxL PLa Lyt EIKOVA—TOUAAXLOTOV JLa €LKOVA IOV WOl 0T OKEWYN Kal
otn 6pdon.

Ocov agopd Ttnv nbikr, dlakivolvtal mdpa TMOAAEG €EALPETLKA ULTIOTIPNTLKEG

ELKOVEG" €LKOVEG TIOL TUBavVWG dev Ba BAETAUE av EMPOKELTO yld AEVKA owata.
ElAlkplvd, 6ev €€pw TWG va KPivw TNV avaykalotnTd auTwy TwV ELKOVWY WG
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paptupia n anddel€n yla TNV avatporr Tou KAaBeoTwTog Tov B0paTog. QOTOCo
ToTelW OTL PTIOPOVHE VA ETLOTPATEVCOUUE TNV KOV AOYLKI TOU KABevVOg: gival
OXETLKA €VKOAO va aloBavlei kaveig TOTE TEPVANPE OTO UTIOTIUNTIKO. Nopilw 6Tt
OAOL pag TPEMEL va BETOVPE CUVEXWG ALTO TO EPWTNUA OTN OXEON Wag WE TNV
€lKOVa Kal TN XprRon Tng, yati avtn eivatl kat oxéon pag Pe Tov AANo.

Mota epyaleia dpdong paivovtat AMOTEAEOUATIKA, OXETIKA 1) AKOHA KaAl TPOG
EMVONOT) CTOV XWPO TOU MOALTIGHOU/TOU KIVNIATOYPAPOU;

Eival ouolaotiko va dtadidovral 660 to SuvaTov MEPLOCOTEPO Ol TIAAALOTIVIOKES
aPnynoeLg yla va avtlotabuloTel 0 KOPEOHOG TNG CLWVIOTIKAG agrynong otn
dnuooa opaipa. Nopilw OTL Ol TPOYPAUUATIOTEG/TPLEG €XOULV va Tai§ouv
oNUAavTIKO polo ¢’ autd. Yndpyxouv TIOANEG Talvieg (Kupiwg amo tn dekasTia Tov
'60) yOpw amo To {ATNHa, TAvVTa TOAL LOXUPEG Kal o€ TIOANA SLapopeTIKA POPHAT.
Eival mpaypatikd €VKOAO va «yALOTPROOUV» PIKPOU HRAKOUG €8w KL eKel o€ €va
TPOYPAUPA, WOTE va HIANOOUV O KOO Tou yvwpilel ehdayiota rn dev
evdlapepetal dlaitepa.

Yndpxel eniong €va Baoikd, aAAd anoteAeopaTiko €pyaleio, TO OTOIO KATA TN
YVWHN pou 8ev Xpnolpomololue apketd: To Pmoikotdl. To Bpiokw oxedov
mapdloyo va agelopnteital T6co TMOAL €va Peco dpaong anoAvTwe eLpnviko. H
eQAppoyn TOALTIOTIKOU WTOlKoTA] eival amoAOTwC avaykaia kat TpEmeL va
otapatnoet n dikatohoyia 0TL autd «kOPeL Tov HLAAoyo»: To pPmoikoTtad dev eival
o0Te doypatikd o0Te AKAUTTO, €ival €VEALIKTO Kal PTIOPEL va TpooappoleTal.
Yrapyouv lopanAwvol epeuvnTEG/TPLEG N KLVNHATOYPAPLOTES/PLEG TIOL KAAOLVTAL
og Xwpoug Omov ePapUOleTAl TO UMOIKOTAL, aKPLBWG EMELSN €XOULV KPLTIKA
anootaon and TG Tpagelg tou lopanA kat yiati eivar duvatov va umdapgel
Sl1aloyog padi Toug, 6wg AAAWOTE Pe KABe dvBpwro Tou dev eival aAAnA€yyvog
UE €va amoLKLOKPATIKO KPATOG. IXETIKA W auTo, cuVIOTW £vBepua to BLBALO Twy
EyLa\ ZiBav kat AppéN Aapmopi Un Boycott legitime ( 2016).
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‘Exete ta teAevutaia xpovia mepdost emetoodia (pipwon, duokoAisg i avtiBeta
véeg deopueuoelg) mov BEAETE va HolpAoTEITE, va apnynBeite, va oulnNTHOETE;

Eixa tnv tepdoTia TOXN va pn yvwpiow (mpog To mapdv) Aoyokploia 1 gipwon,
evw EEpW OTL AUTO €ival N MPAYHATIKOTNTA yLa TIOAAOUG avBpwTtous. AVTIOETWG,
Undpeoa va EMIKEVTPWOW, AKOUN TIEPLOGOTEPO GTNV £PELVA OV, YUPW aMd AUTEG
TIG ATOLKLOKPATIKEG TPOBANUATIKEG. QoTtoco &ev Tepvd PEpa TOU va pnv
avapwTLEPal yia tnv eppnveia dowv ypdpw, yla kamola AEEN Tov pmopel va
(pTACEL OT AUTLA TOU TAVETLOTNULOL HOUL Kal va Pe KAvel va xdow tn Souleld
pou... Kal miotebw OTL 8a avapwTtiopactav TMoAD Alyotepo yla OAd avtd av
unnpxav neplocdtepa Siktua aAAnAeyying, av E€paye OTL Ba eiyape MPAYHATLIKD
untootnpLEn oe mepintwon duckoAiag. M’ avto Bswpw OTL €va amod ta PeydAa
SdlakuBelpata onuepa gival n evioxuon auTwy Twv CUANOYLIKOTATWY: dev TIPETEL
va umoTidovpe TN OSlvapn Twv GCULANOYIKWY opyavwy, eite mpPOKeLTAl yld
OKTIBLOTLKEG OPAdEG, €iTE yla cuvdIKATA...

Mpotdoetg tawviwy, BiBAiwv, KePEvwy 1) AAAWV MNYWV yld va OKEPTOUPE TNV
MaAatotivn kat Tnv aneAsvBEpwon;

Yrapyouy, po@avwg, TOAANEG TALViEG TIOL TIPETEL va OEL KAVELG yla va oKePTel
tnv MNaAatotivn kat tnv aneAevBepwon. Enetdn eival Kat 1o avTtikeipyevo tng
S1aTPLBAG HOU, CLVIOTW TPAYHATIKA TLG TALVieg Tov yupioTnkav otov AiBavo Tn
bekaetia Tou '70 kat ‘80, kupiwg amno to Palestine Cinema Institution ou idpuoce o
Mouotapd Apmod AAL aAAd kat OAeg TIG ABavETIKES TaAlvieg TTOU aoyoAovvTal Je
TNV WopanAwvr Katoxn Kat BonBolv va oKEPTOUUE TNV €VOTIAN KAl TIOALTIOTLKA
avtiotaon.

0Oco ywa Ta BLBAia, Ba mapabéow pia PBLBAoypagia, arld vrevBupidw otL dev
TpENeLl va mapapelolpe TIG SLAOLKTLUAKEG TNYEG: OAa Ta TELXN TOL Revue
d’Etudes Palestiniennes kat tou Journal of Palestine Studies sivat dia8éoipa
dwpedv: umdpxel emiong n mAatgopua About Continual Nakba, n omoia
OUYKEVTPWVEL HEYAAO aptBud BIBALwWY Kal KELPEVWY TIdvw oTo BEPa
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The Camera Is A Weapon
by Tan Safi
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But I can't help but wonder - where were the other storytellers? They
did not have to speak on behalf of Palestinians, but did they not want to help
amplify their voices? | found those filmmakers in rooms, talking about
resistance, and glorifying revolution, but not acting with intent or integrity. |
realised that not everyone was afforded that life, and that many artists could
not voluntarily join a movement for months or years on end. But | knew many
that could, and who mourned the loss and destruction, but did not use their
weapons to resist it.



If we are people of change, then just as we must use our time on this earth in
service of others, we must also use our skills. Our skills are tools of resistance if we
use them with purpose. As storytellers, the camera is a weapon.

| was raised in so-called Australia from parents who fled the Israeli invasions of
Lebanon in the 1970’s and 1980's. National and international cinema that reflected
my people mostly told stories of war, terrorism, drugs, and crime. Nadine Labaki's
‘Caramel’ was the first film | watched that centered on straight and queer romance
and comedy. The cinematography was playful. The characters were lovable. The
writing was poetic. It explored sex, racism, religion, feminism, menopause,
misogyny, and friendship, all rolled into one ball of melted sugar. As a 20-year-old,
the excitement consumed me, knowing that audiences worldwide were seeing
something different from Lebanon, maybe for the first time in their lives.

But part of that excitement came as a consequence of growing up in a racist
society, and desperately wanting to humanise our lives through relatable stories
that would eradicate people’s fear of us. | wanted to shift perceptions - to
counteract the prejudice and hatred that so many films had already fed into the
hearts and minds of millions.

As a filmmaker in the diaspora, I've tried to balance those two layered realities. My
communities are not voiceless. We are not two-dimensional. We are human. We are
not responsible for changing anyone's mind. But as storytellers, why not help shape
a better world? It starts from decolonising our minds, lenses, and laptops.

Years ago, | pivoted from traditional media to social media, but not because |
wanted to. It was because | knew how important stories from marginalised
communities would play in that space. | believed that we need filmmakers and
responsible storytellers to feed the algorithm with truth. | could see an autonomous
space for political, visual, and cultural resistance that most grant bodies would
reject in a mainstream setting. It meant we could finally control our own narratives,
without the red tape of those who had long kept our stories silent.

And then Israel’s genocide of Gaza began. | saw that once again, it was Palestinians

on the ground, and those in Gaza who were being targeted for their journalism and
storytelling, that were doing the work in handing us that truth, often costing them
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their lives. Meanwhile, | saw the people that | once respected as journalists or
filmmakers were silent. Trying to counteract that, | dove into short form harder than
ever before, volunteering with the Freedom Flotilla Coalition media team to help
raise awareness of Israel’s chokehold of Gaza and international governments that
had paved the way for its relentless genocide. Slowly, | watched the world “wake
up”. Slowly, | watched Western and European countries realise that they were not
free themselves. The camera, or the smartphone, was a weapon of resistance - the
one tool rebuilding the world’s distorted image of Palestinians, particularly of
Muslim men.

But | can’t help but wonder - where were the other storytellers? They did not have to
speak on behalf of Palestinians, but did they not want to help amplify their voices? |
found those filmmakers in rooms, talking about resistance, and glorifying
revolution, but not acting with intent or integrity. | realised that not everyone was
afforded that life, and that many artists could not voluntarily join a movement for
months or years on end. But | knew many that could, and who mourned the loss and
destruction, but did not use their weapons to resist it.

Filmmakers, funders, programmers, and festivals - the stories of those facing the
deepest injustice are not decoration or indulgence. They are calls to conscience.
Our work, our platforms, and our budgets shape the stories that reach the light.
Integrity, humanity, and purpose are worth more than comfort or prestige. The
images we choose to tell, and the ones we choose to ignore, build the world we live
in. Our grants and platforms are tools that can either reinforce oppression or help
dismantle it. The camera is a weapon. How we choose to use it will outlive us.
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Maher Abi Samra
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As an Arab filmmaker, | don’t want to show our destroyed bodies,
because | think that the images representing us as victims become a tool to
terrorize us. The Israelis film the naked bodies of Palestinian prisoners and
distribute these images. Not only they want to terrorize the prisoners, but
also terrorize a whole population (Palestinians and Arabs) and destroy every
glimpse of their spirit for resistance, every possible uprising, and annihilate
our dignity. This is why | highlight clearly my point of view about the
resistance and its legality, and not about the images that terrorize and frame
us into the victims’ role. If peace doesn’t bring about justice, it becomes a
form of humiliation. | want to film the living and not the dead, because they
are those who live the tragedy and resist. Let the dead rest.



First of all, | would like to point out that | will be using the term “white man” in this
text, which does not refer to skin color, but to the social category of “whiteness.”
This term should therefore be understood in a political sense.

As always, before a war begins, the media machine mobilizes to demonize its
enemies, so that they become killable.

When white men wage war on the peoples of the Global South, three types of
images emerge:

1- The image of civilian victims.
2- The image of groups fighting the oppressor, defined as barbarians and terrorists.

3- The image of the heroic white man defending higher values, fighting to “liberate
us,” as is the case in Israeli discourse during the war against the Palestinians, the
Lebanese, the Syrians, the Yemenis, during the American invasion of Iraq,
Afghanistan, Vietnam, during the French occupation of Algeria, etc. These wars
have always been justified as a “civilizational mission to achieve noble goals.”

These three types of images are manufactured and created by the oppressor. It is
the oppressor who makes them possible, who goes so far as to construct their
setting and details. It is the oppressor who then judges the importance of these
images, their dissemination or suppression, by controlling the media and social
networks in general. | would like to elaborate on the dual image they have
constructed of us: on the one hand, that of the victim, and on the other, that of the
terrorist.

2 - Images of victims
These images are often disseminated outside the official media, particularly on
social media. | do not wish to open a debate here on whether or not it is necessary

to film victims in order to elicit empathy and prompt a response from the
international community.
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For the colonized people who produce them, images are in themselves an act of
resistance, an act of survival. But | would like to question the interpretation of the
images that reach us, from my perspective as a filmmaker.

I wonder why we need to resort to images of our scattered bodies, our victimized
bodies, to bear witness to the violence we suffer, to demonstrate the violence of the
aggressor, and at what degree of extermination we begin to elicit empathy and
revolt in the West.

The bodies that are humiliated, torn apart, damaged, and killed are always
non-white bodies. It is rare to see images of white victims' bodies. There are no
images of the bodies of the victims of 9/11, nor of the bodies of the victims of
October 7. Although these images exist, they have been censored, and those that
are broadcast are only a few images selected for political reasons.

As for October 7, most of the images showing Israeli dead bodies have been
censored. A montage prepared by the Israeli army was broadcast in November
2023 in certain select circles in the West (to selected journalists and members of
the French National Assembly, for example, to show the Palestinian terrorism that
must be fought). It is a political choice to refuse to broadcast them more widely: in
my opinion, these images would portray Israel/the United States as weakened,
reduced to the level of non-whites. However, they are never shown as victims.

We don't need images of the victims of 9/11, October 7, or the Bataclan to feel what
they went through and understand who is responsible for this violence. So why do
we need to show the bodies of non-white victims to prove the crime and elicit
empathy?

Journalist and philosopher Susan Sontag addressed this issue in her book
‘Regarding the Pain of Others’. According to her, the more distant a place is, the
more exotic it is perceived to be, and the easier it becomes to freely display images
from it. Western viewers can then look at all the details of death, mutilated bodies,
and blood without restraint. According to her, these images obey a racist logic in
constructing the Other: they suggest to the Western world that this type of violence
or war only exists in poor and backward countries, and not in civilized societies.
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Moreover, massive exposure to violent images creates a kind of moral ambiguity, an
emotional weariness, which ultimately transforms these images into meaningless
clichés. The escalation of horrific images to create an emotional impact plunges us
into a kind of moral voyeurism (what Sontag calls ethical voyeurism).

This brings me to the following question: is the visual testimony of victims proof in
itself, objective proof? In other words, do we interpret the images we receive in the
same way here and there? In the West, isn't the dominant interpretation of the
image a racist, Islamophobic, and colonial one?

Judith Butler discusses this in her essay on Rodney King, a black American man
who was arrested by the police in Los Angeles in 1991 and violently beaten.
Someone happened to film the scene. One might think that this scene is itself proof
of racist police violence. However, during the trial, the (white) jurors interpreted the
images of the extreme violence suffered by Rodney King, as he lay on the ground,
beaten mercilessly, as proof of his guilt. This is because the jurors viewed these
images through their racist lens, which assumes that a non-white body is a
dangerous, guilty body.

In their view, Rodney King's body was guilty. Rodney King's hand, raised to defend
himself from the police blows, was a hand that attacked.

The same goes for Palestine: the hegemonic interpretation in the West constantly
questions the reality and scale of the crime; the view of Palestinians is suspicious;
Palestinians are considered responsible for what happens to them.

Thus, images never exist objectively. They are not evidence. They can say one thing
and its opposite depending on the prejudices through which we see and interpret
them. They are directed and interpreted through the “historical racial model,” as
Franz Fanon said.

In the case of Rodney King, there was a major uprising following his trial. The

images were therefore useful. But if no uprising had taken place, would the images
have been useful?
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Have they not turned against the victims of racism, terrorizing them? The images
we receive from Palestine must spur us to collective action, otherwise they will turn
against us and terrorize us.

2- The images of the terrorists

The fact that the resistance, its image and legitimacy to address the violence of the
occupation are concealed, is nothing new. When these images are shown, it is to
demonstrate that the one who fights employing violence acts for the violence itself.
They are «barbarian», «terrorist» responsible for the violence of the abuser, as well
as the victims of the civilians. The resistance has already existed for a long time, it
didn't start with the Islamist movements. There were always national, Arabic and
left resistances which were silenced or presented as terrorist movements in the
West.

During the era of the non-Islamic resistance movements, many filmmakers of the
South captured the armed resistance and demonstrated the legitimacy of the rebels
to fight. But, with the defeat of the left and Arabic national movements along with
the emergence of the Islamic resistance, a discomfort rose among the filmmakers
of the South, who refused to show the Islamic resistance in its legality. The reasons
explaining their position are numerous: the avoidance of their classification as
complicit in terrorism, the disagreement with the Islamic ideology, but also their
dependence on the production and diffusion system of the West. Although at the
70s, Arab filmmakers could be financed by their national institutions and by
institutions supporting the resistance (as an example the Palestinian Film Institute
or the Algerian Centre of cinema), nowadays the filmmakers of the South are
limited, almost exclusively to find their fundings from the West or their close allies,
the Gulf countries. Thus, they became more drawn into the image of the victim, a
gaze that became dominant to look upon our societies. Moreover, we are at the
point where we fabricate and distribute this image all by ourselves.

The «bad» rebels also produce their representations. Throughout my work for the
image produced by Hezbollah and distributed by their media, during my research on
my film “Women of Hezbollah" in 1999, | realized that the images presented by the
party were usually similar with those in the West. However, if we observe the text
accompanying the image, we realise that in the West it is the violence and the
fanatism of Hezbollah that are exposed by these images, whereas the same ones
are demonstrated from Hezbollah to convince the public and to convince us for the
legality of their resistance and its strength. | remember, during the editing of the film
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“Women of Hezbollah", a responsible of the documentary series of Arte came to
see a version of the movie at the end of the editing. According to him, the images
representing the violence of Hezbollah were absent. Hence, he asked me to add
scenes from the videos of Hezbollah' s propaganda, because for him, they didn't
incarnate the force of the resistance but instead the violence of the party.

Hence, | am wondering if we -the filmmakers- have a place outside of these two
images.

3 — Reappropriating our image

As a filmmaker, | am wondering which are the images | can film and diffuse,
considering that the victims’ images became an exposition, an exhibition, a
spectacle, and how to escape from the double assignment of the victims/terrorists,
created by those who oppress us. | want to make films based on the principle that
the spectator —white or not white— is equal with me. If everybody is equal, | don’t
have to present images of dead bodies to testify the violence that we suffer and
endure and to prove that we have the right to resist. | believe that since we live in
the West, it is essential to consider how all this was made possible, what is the role
of our governments and what we can do from our side. As an Arab filmmaker, |
don't want to show our destroyed bodies, because | think that the images
representing us as victims become a tool to terrorize us. The Israelis film the naked
bodies of Palestinian prisoners and distribute these images. Not only they want to
terrorize the prisoners, but also terrorize a whole population (Palestinians and
Arabs) and destroy every glimpse of their spirit for resistance, every possible
uprising, and annihilate our dignity. This is why I highlight clearly my point of view
about the resistance and its legality, and not about the images that terrorize and
frame us into the victims' role. If peace doesn’t bring about justice, it becomes a
form of humiliation. | want to film the living and not the dead, because they are
those who live the tragedy and resist. Let the dead rest.
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Untitled by Valentin Noujaim

To narrate otherwise is already to fight. To hold the story open is to
refuse the end that power demands. That, for me, is the most radical gesture
cinema can make today: to keep time unclosed, to keep the story of
liberation alive.

| often think that cinema is not only what we film, but what we refuse to film — what
we keep outside the frame because it would be obscene to aestheticize it. In times
of genocide, silence can serve power, but it can also become a line of refusal — a
way of saying: | will not reproduce your images, your language, your spectacle.

I don't believe cinema can change the world. What changes the world is revolt —
collective, popular, material. Cinema doesn't produce revolutions; it's too anchored
in the bourgeois system to do so. It produces images, narratives, affects. It is not
the epicenter of history, but the echo of its tremors. Yet it can prepare the ground —
shake consciences, expose the architecture of domination, and help the wave
become a tsunami.

To make films today is to inhabit that fracture: between mourning and rage,
between beauty and the unbearable. Cinema cannot stop bombs, but it can
dismantle the gaze that justifies them. It can show the pipelines of violence — how
colonial power extends from the battlefield into our buildings, our screens, our
funding systems.

Palestine makes this visible in the most radical way. It teaches that every image is
political: who films, who is filmed, who is made visible, who erased. Reading
Ghassan Kanafani, you realize that every story is a form of resistance — that
narrative itself can be a weapon. His words in Men in the Sun still haunt me: “Why
didn't you knock on the tank walls?” Maybe that's what cinema must do now — keep
knocking, relentlessly, against the walls of complicity and comfort.
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Here is where Abourahme’s thought on time becomes essential. In The Time
Beneath the Concrete, he writes that settler colonialism doesn’t only occupy land —
it occupies time itself, imposing a linear story where the colonizer's future erases
the colonized past. Refugee camps, in his view, are not suspended spaces but
temporal resistances: they hold open another kind of time, one that refuses to close
the wound, refuses to accept the story is over.

Cinema, | believe, must learn from that. It must abandon the colonial logic of
narration — the cause and effect, the moral conclusion, the promise of resolution.
Those structures mirror the same ideology that wants to seal history, to declare
victory, to bury the possibility of return. Against this, cinema can tell stories that
remain unfinished, circular, haunted — stories where ghosts still speak, where
history leaks into the present, where nothing is ever truly over.

To narrate otherwise is already to fight. To hold the story open is to refuse the end
that power demands. That, for me, is the most radical gesture cinema can make
today: to keep time unclosed, to keep the story of liberation alive.

These past years have revealed how corrupted our field is — the festivals, the
institutions, the industry that pretends neutrality while profiting from colonial
regimes. Palestine exposed everything. It showed me who stands up and who hides
behind careerism. It forced me to face my own contradictions — the privilege, the
compromises, the proximity to power. I've been threatened, censored, but that's
nothing compared to what's at stake.

What gives me strength is the network that's forming — filmmakers, artists, and
workers who, like in The Time Beneath the Concrete, dig under the ruins to think of
cinema as a resistance to both space and time. People who understand that stories
can reopen history — that narration itself can be an act of return, of uprising, of
unfinished time.

The only cinema that matters now is one that stays porous, impure, contaminated

by reality — a cinema that reclaims the right to narrate beyond colonial time, that
aligns itself with liberation struggles, and keeps knocking until the walls break.
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A cinema of dirty faces
by Olivier Marboeuf
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For our part, we have decided to turn away from this cinema, to
escape its arrogance, to deny it its right to innocence. And to devise the
manufacturing of images as a manufacturing of a shared need to make a
world in common with all the presences that compose it, with all the faces,
even the dirty faces, the grimacing faces, the faces in which we cannot
recognise and contemplate ourselves.



One of the many rituals in France's cultural summer, the Etats Généraux du film
documentaire de Lussas (Lussas Documentary Film Festival) opens its doors this
August. How, in this hotbed of cinema that dreams of being socially engaged, is it
possible to welcome the radical images and voices coming out of Palestine?

Many of us believe that this cry cannot be the raw material for yet another film
project, a few cycles and emotional meetings. We are no longer at that point. For
what is currently happening in Palestine marks the end of a certain kind of cinema
and its good conscience. Palestine is shattering a mirror. This mirror has long stood
firm, a solid bulwark of innocence for those who have made it their mission to ‘give
voice’ to the world, following in the footsteps of missionaries and other Western
anthropologists. And the world has responded violently, once again, to this proposal
for comfortable mediation. Is it still desirable, then, to continue this little history of
cinema in France as if nothing had happened, while Palestine beckons to us from
hell, while Israel reminds us, without embellishment or mask, what the West is and
what its project has always been?

The mirror is broken.

Will we have the courage to look through its shards and finally accept getting our
hands dirty? Perhaps the only real benefit of this endless drama is that we can stop
having pointless discussions led by people whose sole objective is to keep their
hands clean and their conscience clear, to look at themselves in a narcissistic
mirror and see themselves as the good guys in history, the humanists who teach
the world lessons. And who, incidentally, make films about it.

The mirror is broken.

Like any colonial empire, France was built on a long tradition of plunder, mass
murder and appropriation. Granted, this is not what we learn at school or in our
families. Nor is it exactly what we have long been taught at film festivals. By
standing alongside the State of Israel with so little reserve, the French state is not
only complicit in genocide, it is in fact continuing the logic of its own history. It
takes a thick layer of innocence - to which French cinema in all its diversity has
contributed greatly — to create a people capable of ignoring the origins of their
wealth to such an extent, and thus of believing in the fable of their genius. How else
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can we understand the desire to see the world through eyes that suffer from such
short-sightedness? Because true comfort requires never connecting the worst acts
of violence with the small privileges we enjoy, covering up the economics of crime
with an artistic blur, leaving an uncomfortable part of history in the shadows,
keeping it at a distance, in a barbaric world to which we generously bring a little
light — visibility, as they say. And at the same time, turning our minor concerns into
major causes. Cinema has done this very well too. France supports and arms Israel.
And if it still has a few criticisms to make, they concern only details in stage
direction. Because, after all, the form is what is wrong. The problem with the
majority in the Knesset is that MPs, supremacists from across the extreme right,
have ended up doing what they say and saying the worst of what they do. That is
the problem. It is narrative. Like other far-right administrations, Israel has decided to
abandon the theatre and cinema that the French and a few other rich European
democracies hold so dear. They no longer need them. The job is done, the mission
is accomplished. The pact is signed, without pretence or falsehoods, without
drama: to make death and pillage the condition of democratic life for a people who
obviously deserve it. A large part of the Israeli population has become an army of
zombies that has lost what remained of its humanity. So there aren’t very many
people left to convince in the theatre, and there is no longer a need for cinema to
tell stories. Of course, without the sweet illusions of cinema, the brutality and
ugliness of colonisation are perhaps a little more shocking, and we are then faced
with the choice of deciding firmly to become human or to cease being human
altogether. This is what Palestine is saying to anyone who will listen.

It is astonishing to see how long it took the small humanist world of cinema to
grudgingly acknowledge that this terribly asymmetrical conflict was pure horror.
Just as astonishing is the time it took this same small world to reach the
conclusion of the genocidal consequences of the dehumanization of the
Palestinians, which had nonetheless been repeatedly proclaimed loud and clear by
the Israeli military leadership. This time is consistent with the thickness of the
mirror of innocence in which a small society contemplates itself, always expressing
itself with appropriate restraint, unfailingly placing the ball back in the centre of a
field of ruins, and repeating to anyone who will listen that Hamas must be
denounced above all else as a sine qua non condition for our human dignity. A fine
society of artists and cultural professionals who brandish Israeli hostages - since
hostages can only be Israeli, the others are prisoners of war — as if it were still
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possible to believe for a moment that their release was anything other than a
secondary objective for a Knesset that has long since ceased to hide its colonial
ambitions. Here is a magnificent court that euphemises Israel's crimes so as not to
offend anyone. There is no point in expecting these super-humanists to take
responsibility for the horror they have been complicit in and the cost of their inertia.
This innocence will always have a few tricks up its sleeve, a few smokescreens to
make us forget its cowardice of yesterday and rebuild its most beautiful mirrors. In
any case, it cannot imagine itself as anything other than a model and an object of
desire.

It is difficult to suddenly see oneself as so ugly. And the small-time directors,
always happy with their latest coup and their great collaborations, the eager
competitors who anxiously await festival ceremonies, the easily satisfied cinema
owners, the producers lost in their own lies, the spectators who have come to cure
their neuroses, all these fine people will quickly take refuge in the anger of children
whose toys have been broken. Racist temptation and fascist sentiments beckon to
all those who refuse to look through this broken mirror and who are willing to lose
their humanity if it requires them to make efforts they are unwilling to make. It is
true, however, that the toys are broken. Irreparably so. And we no longer have time
to wallow in the tears of those who miss them. Too many worlds have already been
destroyed to satisfy these little whims and make them last. Even smashed to
pieces, everyone knows that it is still possible to keep this silly toy and its little
business running, to put bandages on the cracked walls of the great mansion of
colonial innocence, to patch up the fractures with false consciousness.

For our part, we have decided to turn away from this cinema, to escape its
arrogance, to deny it its right to innocence. And to devise the manufacturing of
images as a manufacturing of a shared need to make a world in common with all
the presences that compose it, with all the faces, even the dirty faces, the grimacing
faces, the faces in which we cannot recognise and contemplate ourselves. Faces
that cease to be mirrors and to say what we would like them to say. Faces that may
well refuse to speak to us and populate our little films. Elon Musk recently claimed
that the problem with European societies is that they have too much empathy. He's
not wrong. But this could be said for reasons other than the masculinist fantasies
of a billionaire. Because empathy has nothing to do with solidarity. It is not a way of
‘being with’. Empathy in societies of innocence is a narcissistic form of projection
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onto others that involves no commitment to equality and, above all, no risk.
Empathy does not get your hands dirty. It brings the world back to yourself, to your
desires, to your standards. Empathy for Palestinians can be condescending. It does
not imply the real decolonisation of Palestine, nor the right to self-determination.
Because the empathetic eye wants Palestinians to be exactly as it desires. It wants
them to build a democratic society in the Western mould. Only then will that eye be
willing to shed a tear and perhaps even inspire the whole body to act.

We have decided to show solidarity, and to do so, we must go through that mirror,
make Palestinian lives equal in value to our own, and take our share in the risk and
criminalisation that weigh upon them. We don't need empathetic cinema because
this cinema distorts reality when it doesn't suit its conscience. Last summer in
Europe, it was impossible to miss the dozens of shop windows displaying the
‘woman, life, freedom’ slogan in support of Iranian women — or at least those who
ardently wished to not have their lives dictated by the mullahs. But who would have
imagined that Palestinian women could be entitled to the same honour as they died
in bombings? Or who would have dared to show solidarity with Iranian women, be
they veiled or not, feminists in the way we approve of here or not at all, when Israeli
bombs were falling on them in turn? Should we have first asked them about their
feelings towards Hamas or the mullahs, to be sure we were saving lives that were
truly worth saving?

But we know full well that cinema continues not because it has something to say or
because it is part of our culture. We have largely lost sight of what culture is and
what it really means to maintain the conditions for future life — our own and that of
others. This cinema does not maintain a culture, it reproduces a small economy for
which we must now imagine alternatives and other ecologies.

In France, a large part of cinema rituals have become a gathering place for lies,
where people believe they are discovering the world when all they are doing is
endlessly watching the last remnants of a clear conscience in a warped mirror. To
those who still think they will save something by maintaining a lukewarm neutral
position, we can say that you will save nothing: not your little careers, not your little
films, not your tiny theatres and tiny festivals. None of this will be saved. No one
can ignore that there is no humanity left here. Humanity is never a given; it must be
produced, reproduced and constantly reinvented.
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For us, Palestine is the name of the end of innocence. This name, shouted out loud,
shatters the childish fairy tale of our beloved cinema. It is also the name of a
coming humanity, from the other side of the West's broken mirrors. What is
happening before our eyes forces us to rethink what we expect from the object, the
practice and the space that we refer to with a single word: cinema. We must now
ask ourselves sincerely whether it is capable of accompanying us on the difficult
path to dignified and humane lives. Lives with dirty faces.
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A collective diary on cinema in times of genocide
by Feminist Frames

A: | am thinking through a question posed by a friend from the Feminist Frames
collective.

For myself—as a Kurdish woman filmmaker living in Turkey, | found myself asking
again, through the lens of Palestine: “How can one make cinema in times of
genocide?”

This summer, | met a friend living in exile in Greece. She told me there were
demonstrations for Palestine every day, that joining them made her feel alive again,
and then she added: “Didn't we, in Turkey, grow up supporting Palestine since
childhood? Why is nothing happening there now, why isn't there the same kind of
mobilization?”

On the way back, | kept thinking: Why indeed? When | landed, | realized something:
In this land, which has passed through smaller-scale massacres, we -women, the
poor, LGBTQ+ people, children, workers, Kurds, Alevis, and so many others- might
have turned our sense of protest and resistance into something close to futility.
With tens of thousands of political prisoners still in jails, perhaps we have come to
believe, deep down, that resistance no longer matters. The weariness of action has
turned into a quiet acceptance.

Then | look at my children, showing me videos about Palestine with horror, or hear
my students say, “When | think of Palestine, | feel like I'm living in chaos,” and |
realize how heavy seeing can be. The images | see -those | actually wish | had not
seen- trap me in a state of frozen witnessing, bringing me to what the poet said:
“Time stops in wounds.” And | freeze there.

Is this paralysis, or a crisis of the ethical threshold? Could | go on living as if | had
never seen those images? Could |, as Sontag suggests, learn to look at my own act
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of looking? Could | bear witness -without pretending to suffer in the place of those
who suffer?

This paralysis, this suspended state, immediately brings to mind Benjamin, Adorno,
Levinas, and Blanchot, perhaps they arrive from memory, by reflex. | sometimes
think about the irony of their connection to the question of Palestine, and yet, they
no longer help me move through this paralysis. Perhaps the answer does not come
from the conceptual gaze upon catastrophe, but from the cinema born of the lived
experience of catastrophe itself, from Palestinian filmmakers. From Elia Suleiman’s
quiet irony, to Mai Masri's accounts of childhood, to Annemarie Jacir's camera
tracing resistance through the everyday, and from the images brought to us by
others whose names | do not even know.

Their cinema speaks from a wounded stillness, creating language out of
devastation. It gestures toward another form of justice, another ethical stance,
shaking the suspended bodies we have become.

So when | find myself asking, what does it even mean to make films during a
massacre? | realize their cinema carries us from the impossibility of witnessing and
filmmaking to the insistence of witnessing and the possibility of cinema itself. Even
if this possibility emerges slowly, hesitantly, from our frozen selves, perhaps the
imperfect, fragmented, trembling images we will release are the only things capable
of touching children, youth, resistors, and the frozen time, the suspended justice, to
which we all still belong.

T: The question “how can one make cinema in times of genocide?” has stayed with
me for a long time. As a Kurdish woman filmmaker in Turkey, | have often thought
about what it means to create cinema in an environment marked, though differently,
by conflict and violence. The scale of what is happening in Palestine cannot and
should not be compared to what we experience here. Yet A’'s question struck me
deeply, because it touches something both personal and universal: what does it
mean to make films when destruction becomes a constant condition of life?
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I've often wondered whether making films is a lesser act than direct resistance, a
retreat into a safer ground. But over time, I've come to see that cinema need not be
measured against other forms of struggle to matter. It can stand as a form of
resistance and testimony on its own. The question, then, is also one of ethics: how
to bear witness without appropriating another’s pain?

Thinking about Palestine brings me back to the idea of imperfect cinema. In the
face of atrocity, the weight of what is shown can make aesthetics feel secondary,
even unethical. To search for beauty in devastation risks domesticating the
violence. The “imperfections” in flms made during genocide, | believe, carry their
own political force -signs of survival and resistance. Palestinian filmmakers
embody this most powerfully: their cinema speaks from within destruction, not
about it.

Mahdi Fleifel’s | Signed a Petition illustrates this. The film unfolds entirely through a
phone call between Fleifel and a friend, as he questions whether signing a petition
against Israel could endanger his right to return home to Palestine. His trembling
voice and the quiet, distant urban images on screen create a tense, fragile space.
This refusal of spectacle becomes its politics, it testifies without beautifying.

In Turkey, we live under a constant atmosphere of self-censorship. Even without
overt bans, there's an internalised pressure to remain silent, which seeps into
artistic expression and creates collective paralysis. In such a context, Palestinian
cinema becomes even more vital. It reminds us that despite fear and suppression,
film can still serve as a space of memory and resistance.

There may be no single way to respond to this urgent moment, but the direction is
clear. In the cultural field, a broad boycott remains essential. Institutions and
festivals that claim neutrality while remaining complicit in oppression must be
challenged. Silence is not neutrality -it is complicity. What we need are acts of
radical visibility: letters, collective statements, refusals that turn solidarity into
action.
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FF: We all agree that cultural and economic boycott is crucial. Severing economic
and financial ties with companies and institutions that provide material support of
the genocide and the occupation. Understanding that the consequences of severing
those ties are distributed unequally between people.

N: Above all, we must keep the issue alive, through every tool, gesture, and form of
expression we possess. Those who remain silent, indifferent, or hide behind
conditional statements, the ones who say “yes, but” can be left behind. Their
judgmental tone and hypocrisy have already become another burden for us to carry.
Our energy should be directed toward what the people of Palestine are asking for:
to come together, to organise, to keep the resistance and Palestine alive wherever
we are. The greatest challenge of this moment is despair.

And yet, as often as we fall into it, we must find ways to resist it. Political inertia
serves no one.

As a Palestinian comrade once said, the people of Palestine do not have the luxury
of hopelessness. Then neither do we. We will hope, we will build hope, and wherever
we stand, we will demand action from our governments — to end complicity, to halt
trade and the traffic of arms. We will hold accountable the institutions, corporations,
and individuals who lend support to genocide.

Ro: | don't think people’s actions will have any significant impact on the outcome of
the Palestinian genocide. The erasing of the Palestinian populations to serve the
Zionist possession of more land has shown us that we the people are accessories
to neoliberal economic goals. Despite this, and maybe because of this:

«La mejor lucha es la que se hace sin esperanza»
Francesc Sabaté, quoted by the Democracia artist collective.

R: When, as N mentioned, Omar Barghouti said that Palestinians do not have the
luxury of giving up hope, | thought of Rosa Luxemburg, whose entire revolutionary
commitment was tethered to this idea of disappointment and failure not as an
obstacle but as an unavoidable partner on the path towards social transformation -
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not because the revolution is inevitable, but because it is possible, and depends on
the strength of our commitment to it.

M: The famous quote from Bertolt Brecht's “Motto,” written during the Second World
War, comes to my mind: “In the dark times will there also be singing? Yes, there will
be singing. About the dark times.” This sentence seems to resonate as a guiding
principle, an invitation to direct our energy and attention toward darkness, to
engage with it and bring it to the surface as a first act of awareness. In order to
transform something, we need to expose it first, in a clear and unambiguous way.

FF: Yet ultimately, the question of how to make cinema in times of genocide raises
resistance in some of us: should we question this idea of times of genocide as
temporally circumscribed? When did it start, when will it end? What happens after?
Will cinema go back to what it was before?

G: The Palestinian people have resisted settler colonialism, ethnic cleansing, and
the Zionist occupation for more than a century. Today, despite the genocide carried
out by Israel with the backing of the United States and the United Kingdom, they
continue to fight not only for their land but also for the survival of their collective
memory.

Palestinian women bear the heaviest burden of this struggle. They face
harassment, rape, torture, and invasive searches; in prisons, torture is timed with
their menstrual cycles. Their bodies become battlefields, their pain turned into tools
of propaganda. While Zionist discourse manipulates feminism to justify occupation,
Palestinian women resist both patriarchy and colonial violence.

In every tent, under every ruin, in every woman who cannot stop to mourn, a form of
resistance persists: feeding children, tending to the wounded, writing names on the
arms of the dead. These acts, small yet immense, are testimonies of endurance and
dignity.

To make these testimonies visible is one of cinema’s deepest ethical and political
callings.
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Filming under genocide is not merely about recording—it is about insisting on truth.
The image becomes a form of defiance, piercing through propaganda and erasure.
What the occupier seeks to destroy is not only life itself but also the story of that
life. Palestinian filmmakers, journalists, and documentarians continue to hold the
camera between life and death, declaring to the world: We are here.

The iconic image of the woman in the First Intifada- holding her yellow high-heeled
shoes in one hand and a stone in the other as she faces a tank- embodies this spirit
of defiance. Today, the camera takes the place of that stone: a weapon of
witnessing, of remembering, of refusing silence. The power of cinema lies not only
in what it shows, but in its refusal to look away.

R: The other day | heard Khadijeh Habashneh say that Palestinian cinema started
with one woman, Sulafa Jadallah. With Hani Jawharieh and Mustafa Abu Ali they
were the first cinema unit to join the armed struggle of a liberation movement in the
sixties. Images of Palestine from previous decades were all in Israeli and British
museums, so their mission became that of documenting everything, showing
Palestine to the world.

E: Yesterday at the Athens Palestine Film Festival, we watched Ambulance by
Mohamed Jabaly, filmed during the 2014 Gaza bombing. In the Q&A, Jabaly said he
wished he had never made this film — that he would have liked to make other
images of Gaza. He later stressed that it would not be possible for him to make
films in Gaza now.

For non-Palestinian filmmakers, it is easier to take distance and film images of
genocide and enter them into the global film market and festivals. Jabaly's
statement, of his inability to make triggering images, was echoed in the selection of
short films by Palestinian directors screened at the festival — films filled with love,
grief, humour, and resilience.

It is easier for non-Palestinian filmmakers to make or reproduce images where we
witness their subjects and makers die. It is an extraction of sorts, producing
empathetic images of martyrs from a place of safety. Not that we do not need
empathy, or that we should close our eyes to the images and sounds of genocide,
but we need an empathy that leads to direct action. A cinema full of sobbing,
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helpless viewers listening to The Voice of Hind Rajab only makes sense if this
audience takes a pledge to support Palestine’s liberation no matter what.

Sharing life and creating together with people who have experienced war, migration,
and ethnic cleansing makes me angry with the colonial capitalist political system
that creates and supports regimes of oppression, closes borders, and enforces
dehumanizing migration policies that turn people full of life and dreams into
shadows of themselves.

Through our work, resistance and solidarity are the moments when my friends and
colleagues can rest, get properly paid, and forget themselves in small moments of
joy, pride and creativity — moments when their trauma sleeps, and they can be
carefree, whoever they want to be (as most Western artists can afford to be). These
may be fleeting moments, but they keep us alive and fighting for a future free from
oppression.

Sadly, a cinema of migrant joy does not make money in the cultural market — no
“larger-than-life” storytelling in small acts of affirmation. Most circuits of cinema are
built for Western eyes to enjoy. So many times, with The Post Collective (the small
migrant collective in Belgium | am part of), we have been tokenised by
programmers and othered by Western audiences. But the most important moments
for us are when migrant and diasporic audiences and colleagues reach out and see
their feelings, hopes, and experiences reflected in the work, when we network
together to create other spaces outside institutional control.

We make art to change society and inspire people to take collective and individual
action.

R: On empathy: | don't know if you remember, but about a year into the war on Gaza,
some of us went to a screening of a film co-directed by a European filmmaker. She'd
compiled footage from publicly available documentation of the genocide -stuff
produced by Gazans on the ground, a lot of it pulled from YouTube. During the Q&A,
the director was joined online by a young Gazan doctor who'd managed to escape
to Egypt and appeared briefly in the film. He spoke in English with a translator there
for the Italian audience. His words were full of gratitude for the film's support and
for our solidarity to Palestinians, and the translator expertly rendered all this into
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Italian. That is, until a journalist on the panel suggested that what was happening in
Gaza was like a jungle. The young doctor said he wanted to correct the journalist-
that it wasn't like a jungle, because in the jungle the strongest win, and if
Palestinians weren't under occupation and had access to weapons the way Israelis
did, they would have beaten them. Those of us who spoke English understood what
he said, but somehow the translator skipped over this comment, muttering under
her breath that she hadn't quite caught it. Olivier Marboeuf says that "empathy in
societies of innocence is a narcissistic form of projection onto others that involves
no commitment to equality [...] the empathetic eye wants Palestinians to be exactly
as it desires." As soon as the young Palestinian doctor deviated from the image of
the victim, he became illegible- because it would have been too unsettling to see
him differently. The empathetic eye brought him back into the fold of victimhood so
that he may deserve our support.

FF: This reminds us again that we need more cinema of resistance, less of
victimhood.

70



Theo Panagopoulos

Narrative provides accountability, testimony and power. Gazan
filmmakers are the bravest filmmakers today, understanding that a frame,
even shot through a phone, can change the perception of millions of people.
But we should remember that this isn't about discussing images and
aesthetics. It is securing the material life of millions of people in Gaza and
occupied Palestine.

This is the third Thessaloniki International Festival during the current iteration of
Israel’s genocide in Gaza. What does film or art mean in times of genocide? This is
indeed the most urgent question of our times.

As a Palestinian filmmaker in the diaspora, | acknowledge that my embodied
experience and reality is radically different than Palestinians living in Gaza and all of
occupied Palestine during the past 2 years and 77 years. That difference demands
a duty and responsibility to witness, act and resist the status quo that normalises or
even desires genocide. While witnessing my people being killed from a distance
with such ease and lack of accountability really made me reflect not only on the
way Palestinians are being annihilating in the present but also how the foundations
have been established way before the Nakba of 1948 and the foundation of Israel.

In my own film and research work | look at Scottish colonial archives from the
1930s and 1940s, archives that undoubtedly present a land that doesn't exist in this
way anymore. However, the colonial gaze feels constant and present. It's the same
gaze we see in Western media that dehumanise Palestinian life and Palestinian
death, the same gaze that manufactures consent for more violence, that erases
Palestinian presence. The same gaze that feeds fascism in the West by prosecuting
pro-Palestine activists and that funds more and more weapons sold to Israel.

Back in the 1960s, Frantz Fanon reminds us that French colonialism in Algeria was
developed on the assumption that it would last forever. It didn't. It changes form,
adapting, growing, fighting back pressure. It's not a fixed reality but an alive power
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seeking to learn from past mistakes, past losses. Film and art need to adapt too.
They need to be reimagined as a force of action, as tools against injustice.
Filmworkers need to use their creativity that has been spent into thinking film
structure, plot and resolution in (also) thinking about structuring their political
organising, addressing narrative potholes by governmental propaganda and finding
resolutions and solutions to the biggest questions of our day.

For Palestinians, narrative has never been about entertainment or escape, it has
always been about survival. Narrative provides accountability, testimony and power.
Gazan filmmakers are the bravest filmmakers today, understanding that a frame,
even shot through a phone, can change the perception of millions of people. But we
should remember that this isn't about discussing images and aesthetics. It is
securing the material life of millions of people in Gaza and occupied Palestine.
Festivals provide important platforms and bring their legacies, sometimes
cultivated for decades, that could offer a brave stance countering the normalisation
(or even benefit from the) world around us.

This is the third Thessaloniki International Festival during the current iteration of
Israel’s genocide in Gaza. This exact text could have been written verbatim 2 years
ago today. But each “today” lies in the future we hold. Today is way too late for the
dead to come back but today is the only time when their memory can live in dignity
and respect. This is to all our colleagues forgotten, abandoned and erased by the
people and institutions that were supposed to protect them

Free Palestine and end Fascism everywhere

72



Julie-Yara - d >

In Palestine, it is some form of humanity that we are trying to save. A form of
ourselves. | refuse to stay quiet in order to stop the erasing of this humanity,
inside me and in the world.

In Syria, | sometimes had the feeling that merely existing could already be deemed
a resistance to the ASSad regime (capital letters voluntary).

Sometimes, there was nothing that had to be done. In order to oppose, one just had
to be. In contemporary Palestine, the simple enunciation of the word sometimes
already appears to be a provocation, a revendication, a reason for censorship. In
Arabic, the word "water", moyyeh, also evokes regional politics. It's the name of a
friend's cat. That we repeat every day. In a zionist neighbourhood.

How does one talk about a genocide?

Words cannot contain pain, nor graphic images the real proximity.

Nothing can tell anything anymore.

In Syria, my nightmare was to lose all my family, all at once. In Palestine, others
lived my nightmare.

It was surreal.

Imagination loses grounding when faced with the abyss of reality's horrors.

| find myself trying to go beyond, towards love, that is at the source of pain.

"It only hurts because we love."

I quote myself, and | feel ridiculous.

In Palesting, it is some form of humanity that we are trying to save. A form of
ourselves.

| refuse to stay quiet in order to stop the erasing of this humanity, inside me and in
the world.

Yet how can we distinguish a scream?

How can we nuance a scream?
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Do we whisper it?

How many times was | told | was too emotional, not distant enough?!
As if it was sick to protest a dictatorship.

As if it was excessive to protest bombs.

As if it was irrational to protest a genocide.

| lose my mind trying to preserve some form of meaning. Nothing about what is
going on is normal.

My immediate life makes no sense if theirs has no value in the eyes of our
governments.

All the money in the world, all the success in the world, the best ice cream in the
world.

The best film in the world makes no sense. We are putting make up on our
complicity,

The big failure of our time... the end of an era?

| remember my mom's hunger strike in Switzerland, for Syria. Alone. On a big square
in Bern.

An irrational gesture of love.

An irrational gesture of love for Palestine maybe will save it.

A gesture that we each get to choose.

Like the imprints of a hand: unique, ready for connection.

Between here and Palestine. Between oneself and the rest of the world.
We cannot let this happen. That's all | know.
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Lola Maupas

Those in power determine what is real and what is not, while our
reality is so damaged that we struggle to consider it real anymore: While
some have absolute power over reality, ours has become relative. And it is
crucial that we renegotiate our rights over it.

[This text was written for a panel discussion at the Cinéma du Réel festival with Fatma Chérif,
Catherine Libert, Maher Abi Samra and Tariq Teguia, after having read Ghassan Salhab's text
‘Trompe l'ceil’ and as part of his workshop.]
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Ghassan asked me to speak a few days ago. At the time, | didn't really know how to
respond. That evening, | went home. As | do every day, | watched and shared
images of Gaza on social media. So that the people in the West who follow me can
see what television doesn't show. The images were horrific, | felt desperate, but | did
it almost mechanically, sorting through the scenes so as not to post any degrading
images.

The next morning, | saw another video, which was unlike the others. It was a little
boy filmed by his mother just before the genocide resumed. During the ceasefire, in
other words. He poses proudly with a plate of cakes/biscuits/pastries in his tent,
and we begin to hear an aeroplane approaching. The boy puts his small hand on his
mother's leg. She didn't turn the video off, the phone is filming here and there. A
close-up on the feverish hand. The deafening noise of bombing. She gasps for
breath and he comforts her, then she comforts him. The phone is lost in the adult's
hand, very close to the child's head; we can see the fear. We also see a close-up of
the mother's other hand around her son. We can see in her gesture that she would
like to be able to protect him and that she knows it is not possible.

That video made me explode. Not the many videos of torn bodies, impaled babies,
men whose brains are visible through their emaciated skulls. No, it was this video,
where we see nothing (except for a few unintentional close-ups), that made me
burst into tears. In the others, we can see everything, but | watch them with
detachment. And | don't think it's because I'm numb, as has been suggested by
Susan Sontag, among others: it's detachment, not habituation.

So | thought back to something that happened to me at a certain stage of the
genocide. It happened gradually, and | was very ashamed of it.

During what was perhaps one of the most violent periods, | felt as though it wasn't
real. As though the dead children and crying women | saw weren't real. | continued
to campaign every day, to share images, to be outraged. Intellectually, | knew that
what was happening was real, but physically, | felt as though it didn't really exist.
That it was a place that looked like my home, with the same kind of buildings, where
the children looked like my younger cousins, but that | was dreaming it up, that | had
invented it in my head. That it was just a delusion. It had to happen in my own
country, Lebanon, in places and streets | recognised, for me to reconnect with
reality.
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Above all, it took more everyday, more ordinary images (like the child with the
cakes/biscuits/pastries) that suddenly brought reality crashing in and pulled me out
of my state of denial.

In your text, Ghassan, you place suspicion of the image in the gap between ‘our’
images and ‘their’ images. | think there is something to that. That the origin of the
image influences its reception, and its rejection, its disqualification.

But | wonder if it isn't also something to do with the nature of the image itself, which
means that even we, who come from over there, who don't have those racist or
political biases, can experience a rejection of the image, sometimes to the point of
rejecting reality.

| think there is something beyond horror, which is a new territory (I had never seen
this level of violence in images before), from which point we can no longer accept
the image. And that is where we find ourselves doubting its realness.

Let me clarify: | am not talking about a doubt that would amount to thinking that the
image was fabricated (not at all), but a more vague doubt as to whether it could be
part of reality. A form of basic scepticism.

| wondered whether this was similar, or not quite, to the images of the death camps,
which have also been subjected to a form of denial. | remembered that as a
teenager, | had been confronted with many images of the Auschwitz camp, where
part of my father's family was killed. | remember feeling something slightly
different. There was a sense of unreality, but more because these images are
fragmented. Like a jigsaw puzzle with missing pieces. Because these images were
often taken afterwards. The extermination itself is not visible, we have to imagine it
from the records we have.

In this respect, the images from Gaza are very different. And when | look at them, |
find it even more difficult to accept reality. For several reasons:

Firstly, because we can see the unacceptable, we see death face to face, literally the
moment of death, and a death that is torture. It is no longer possible to imagine
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oneself in the other's place. It is therefore a scene of such violence that,
paradoxically, it can cut off empathy (I cannot put myself in the other's place) and
make denial possible (no one can suffer like that — and no one can make someone
suffer like that!). Which is paradoxical, because these images are raw, and therefore
as real as can be: simply captured in the moment, unedited... The image is so real
that we can no longer bear to look at it.

But | also think that this denial is related to the fact that it is happening now,
elsewhere but now. That these realities coexist in the same second. Ours here and
theirs there. And since this coexistence of worlds is completely unsustainable and
monstrous, we suppress one of the two worlds. It cannot exist.

All of this leads to a new form of image denial, which is not political but
psychological. It is not a disqualification of the other's discourse but simply the
impossibility of accepting the horror of reality, because of its intensity and
contemporaneity.

And that is how we lose twice over.

Because the unacceptability of reality doubles the political negation, which does
exist and is exerted by dominant discourses.

Because we are in a post-truth world, where every uttered sentence becomes real
(when it is uttered by the ‘right’ people), but in the face of this, authentic reality has
lost its power of realness.

And this is where | agree with you, Ghassan, on the difference between the
reception of our images and their images, which is in fact the difference between
the existence of our reality and their reality:

Those in power determine what is real and what is not, while our reality is so
damaged that we struggle to consider it real anymore: While some have absolute
power over reality, ours has become relative. And it is crucial that we renegotiate
our rights over it.
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EuxaptotoUue and Kapdidg TouG ouyypapeic yia Tn dnuloupyikrn Toug mapouoia Kat
N yevvaiodwpn ouvepyaoia.

OepUES ELXAPLOTIEG OTO PETAPPAOTIKO TUAKNA TNG EKG00NG Yia TNV MOAUTIUN
OUUBOAR TOU 0TN SLaUOPPWON Kal ETIUEAEL TWY KEIUEVWV.

Eniong, €va peydAo euxaplotw o 6AoUG Kal OAEG mou ouvéBaAav pe omoLovénmote
TPOTO 0TNV 0AOKAIPWON AUTIG TNG ENelyovoas aAAd ouoLaoTikng €K600NG, LE TN
6ouAeld, Tov xpovo Kat Tnv apooiwaorn Toug.

We are deeply grateful to the authors for their creative presence and generous collaboration.

Our warmest thanks to the translation department of this edition for its invaluable contribution to
the preparation and editing of the texts.

A heartfelt thank you also goes to everyone who helped bring this urgent yet meaningful edition
to completion, through their work, time, and dedication.

Filmmakers for Palestine Greece

Emneiyovoa €k6oon IOV TPAYHATOTIOLONKE ATIO TN
OULAAOYLKOTNTA

Filmmakers for Palestine Greece

AiKTUO0 £pYAlOPEVIWV GTOV KLVNHATOYPAPO

Contact: filmmakers4palestine@gmail.com
Instagram: @filmmakers4palestinegreece
Website: flmmakers4palestine.gr
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