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‘ EVERY CINEMA ‘ is a curatorial project that unfolds in two
parts. The first part, Every Cinema/ Films took place in

May 2021 when we launched a series of online screenings
implementing film practices that recognise the moving
image as a tool for engagement, solidarity, and change. The
second part, Every Cinema/ Texts is a collection of original
and republished texts by writers who are involved in film
and audiovisual media. ¢ It examines how the processes of
creation, motherhood, eroticism, and desire can develop
beyond these media.

This publication
is conceived as a flexible research platform that includes poetic and narrative texts,
transcribed conversations, and archival material.



Every Cinema/Films

In Every Cinema’s first part we selected five films that weave a multi-vocal,
hybrid thread where sensuality and desire undermine our preconceived ideas
of selfhood, as well as the predetermined interpretations of our bodies. The
program encourages the exploration of our bodies’ geographies and highlights
pleasure as the driving force of resistance, whenever the emotional and sexual
facets of our lives are regulated or restricted. The selection includes the
following films:
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Ritual Waves (2019) by Lina Bembe.
A film manifesting the therapeutic powers of sexual synergy.

Desires of the Flesh (2018) by Rafaela Camelo.
A story of sexual attraction between two teenage girls.

Pescados / Fish (2010) by Lucrecia Martel.
A film about some fish that dreamed they were a car.

Split Ends, I Feel Wonderful (2012) by Akosua Adoma Owusu.
A film focusing on African American women’s hair, and is made from

Vinegar Baths (2018) by Amanda Nell Eu.
A film about a tired and overworked maternity nurse who finds joy when
she is alone roaming the hospital corridors at night.

P5 The process of gaining access to films is still

repurposed found footage of 1970s New York hair salons and hairstyles.

mediated by the classification systems and
structures set by film festivals and dominant
film institutions. As curators, we constantly
face challenges due to the restrictions posed
by the media and platforms through which
we can connect with up-and-coming women
filmmakers. Our goal is to give prominence
to all (these) bodies, flows, agencies and
production processes that operate in the
“periphery”.

We are working towards the creation of a
common space for research (counteracting
other spaces of production and compensation),
while our understanding of our subjectivity, as
an unfinished process, renders self-evident the
need to research and practice. We anticipate the
moment when the moving image will be aligned
with the current social movements and will work
as a support structure for groups and individuals
acting beyond institutional frameworks.

Every Cinema/Films examines the possibility
to become the starting point from which we can
formulate and articulate a revised discourse in
the field of the moving image, including aspects
of language, expectations, priorities, working
conditions, context and content. Consequently, it
attempts to investigate the elements missing from
the discourse and reasoning used in screening
spaces and distribution networks. What sort of
synergies can possibly happen, and how can
we confront the structural negligence of the film
industry?
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writing. Five authors and a film club researching the moving image make use
of the written word to narrate personal stories about their bodies, motherhood,

Every Cinema/Texts is an attempt to broaden the dialogue around the political
context of contemporary film practices through a feminist perspective. It
highlights the distinction between ethics and aesthetics, and the perils in
interpreting feminism and politics as genres and categories in lieu of practice.
Whereas numerous pleas for gender equality have been made to film festivals
- and a short attention wave was directed to films where female characters
hold a central place - there is still the need to formulate new working terms
and conditions, as well as to propose new, hybrid production, curatorial and
Every Cinema is a tool for investigating the potential of the moving image

to become a practice of social organization, a feminist multidirectional
transmission of experience, and a collective form of thought and action.

It proposes a mode to produce personal and political experiences for

the reconfiguration of the ecosystem of the moving image, as well as an
introduction to feminist film practices; it aspires to contribute to the revision
of the production framework and affect the choice of subject matter in future
The publication’s methodology employs documentation and artistic expression
as a means of autotheory, balancing between creative and deeply personal
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Biographies

Having as a starting point that the best
thinking is happening collectively, the Laboratory
for the Urban Commons is an Athens-based group
that develops and produces research, artistic
practices, urban interventions and education.

All four areas are perceived as “tools” to be
shared and as “practices” to be developed via
sharing. The collective operates by creating

a self-testing and self-generating area for
research and production, developing methods that
initiate, document and expand forms of critical
discourse and conjunctural analysis, in parallel
to the unfolding of counter-hegemonic, social and
artistic practices.

Since 2018, the Laboratory’s base has been a
room in the Architecture School at the National
Technical University of Athens in Exarchia. In
2020, we started running and performing projects
and public moments that examine the potentialities
of togetherness in a space we named “Neo Cosmos”
in the area of Neos Kosmos in Athens, Greece.

We are artists, mothers, poets, studiers,
architects and weirdos, and we are interested in
everyday narratives and science-fiction forms. We
seek to celebrate together the informal and the
everyday, to inhabit together the commons.

Laboratory for the Urban Commons
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The Museum of Impossible Forms (m{if}) is
a cultural centre located in Kontula, East
Helsinki. For us, the Museum is a space in flux
— a contested space representing a contact zone,
a space of unlearning, formulating identity
constructs, norm-critical consciousness and
critical thinking, already containing within it
the potential for the para-museum, the counter-
museum, the anti-museum. “Impossible Forms” are
those that facilitate the process of transgressing
the boundaries/borders between art, politics,
practice, theory, the artist and the spectator.
The Museum of Impossible Forms was founded in
spring 2017 by an independent group of artists,
curators, philosophers, activists and pedagogists
as an antiracist and queer-feminist project,
a heterogeneous space, and as an experimental
and migrant form of expression. The Museum of
Impossible Forms opens up a broad horizon through
its political character, its accessibility and
openness, its multilingual library, an ongoing
archive, and through its projects and events.

Museum of Impossible Forms
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Kenno Filmi is a co-operative production
house in Helsinki, proposing reconfigurations of
film and media art production practices through
creative exchanges. It provides a platform from
which feminist working practices can bring
substantial changes.

Our focus is to activate and share transparent
and critical working methods; aiming to challenge
and destabilize the discriminative structures
of work, and also push for change in the content
and the context of creative work. In 2020, we
presented our open educational program, in
collaboration with the Museum of Impossible Forms,
aiming to encourage the interaction and bonding
between filmmakers, audiences, individuals and
groups from different fields of knowledge. Our
program aspires to reconfigure the ecosystem
of creative labour, while supporting critical
interdisciplinarity, the configuration of new
relations and the hybrid expertise on film.

Kenno Filmi
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Every Cinema’s publication is a collaboration between the Laboratory for
the Urban Commons, the Museum of Impossible Forms, and Kenno Filmi. It
is realised with the financial support of the Hellenic Ministry of Culture and

Sports and the Foundation for Arts Initiatives.

HELLENIC REPUBLIC
. Ministry of Culture and Sports
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In October 2017, two dear colleagues and | put together
a workshop that took place during the Pornfilmfestival Berlin.
We wanted to bring together a group of Black and Brown
performers, to take matters of representation within the porn
industry into our hands. Our official invitation read:

We would like to invite you to be part of “Reclaiming my Image”
a co-creation project for BPoC's of all genders and identities in
the porn industry and sex work. ... The purpose of “Reclaiming
my Image” is to create a safe space to share and discuss our
concerns with representation, in relation to our bodies and the
industries we are part of. We will brainstorm ideas for a filming
session to celebrate other sides of our sexualities and counter
traditional stereotypes.

With these objectives in mind, our workshop took place
over two days. On the first day, we expressed our concerns
and shared our frustrations about the ways in which we
felt either invisible or misrepresented within our industries.
We brainstormed ideas for the filming session that would
take place the next day. We talked about doing rituals and
filming interviews. At the end of the day, we didn’t have a
concrete film plan but were confident that the energy that
was built during the first session would help us come up with
something good for our film.

On the next day, we arrived at the workshop space. We
had a few cameras around, but no assigned roles in terms
of filming or performing. We engaged in whatever activities
we wanted. Some people decided they wanted to film some
statements. At the same time, what started with two or three
people wrestling, suddenly became a pile of folks spanking
each other, holding each other. Tears followed, personal
stories about loneliness and “feeling seen” were shared. The
rest of the session went by in successions of meaningful
moments of vulnerability and small rituals, in an atmosphere
of safety and togetherness.

By the end of the workshop, we had a good amount
of footage from different moments during that day. Up to
today, all the participants have the right to access it and
put together a film at their own discretion. We set a number
of rules about the uses of the footage and finished films, to
hopefully avoid potential misuses and offer as much safety
as possible to everyone involved. However, as of today,
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only one film has been made. Regardless of the thoughtful | P.15

conversations, focused brainstorming, intense moments
captured on camera and safe use precautions, something
suggests that priorities shifted at some point.

It seems to me that after the lived experiences of the
workshop, the idea of a film became secondary. The urge to
tell the world how we wanted to be represented didn’t matter
that much, after feeling seen in the ways we wanted to, by
fellow folks who were eager to make space for unfiltered,
vulnerable versions of ourselves. That workshop wasn’t a
space to perform for others. On the contrary, it became a
space to perform for ourselves. The most valuable part of that
workshop was our presence. Therefore, our representation
outside of those confines couldn’t compare to what happened
on those two days, and what that meant to many of us.

Representation is a common term among porn niches
situated outside of what is usually considered “mainstream”
pornography. Some of the usual criticisms of the latter genre
are its perceived heteronormativity, “artificial” performances
and harmful portrayal of racial, gender and marginalized
identities. In the case of some “alternative” pornographies
(feminist, queer, ethical, etc.), it is usually perceived -
among other aspects - that these alternative aesthetics and
narratives tend to bring visibility to particular bodies and
sexualities they deem worth being seen.

In multiple ways, and in their own specific terms, queer
and feminist pornographies are understood both as genres
and political discourses. This suggests the potential for
transforming the sexual representation of its subjects,
challenging dominant narratives about sexuality and power,
and hopefully have an impact on how audiences see, talk
about and live their own sexualities.

Pornography is one of the few sexually explicit cultural
productions out there. Bringing the “unseen” to the front
is about placing certain bodies, sexualities and practices
considered invisible in concrete spaces, physical or online.
This has the potential of providing much-needed validation
for specific audiences, breaking senses of isolation, putting
certain collectives on the map, educating, or preserving
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the history of marginalized communities. Also, these
pornographies can be intentional in stimulating deep, raw,
vulnerable, non-normative, celebratory, or even painful
conversations about sex that are difficult to have elsewhere.
In these contexts, representation can be a powerful process
of placing much-needed images and narratives in strategic
spaces. Pornographic representations can fulfil an uplifting
agenda, reinforce senses of community, and potentially defy,
change and diversify sexual imageries.

Representation can be an important process to help shift
imageries and narratives of power. However, the process of
representation also has some inherent problems.

The classical meaning of the complex process of
representation implies a difference between reality and what
we think such reality is. The word “representation” as such
suggests that there is an intrinsic degree of inaccuracy in
the extent to which reality and its plurality of reproductions
in the mind fit together. Under this logic, and under the
dynamics in which porn performances reach their audiences,
representation can be a matter of consumption of images, in
a process where the objectification of images and bodies is
inescapable. The reception and interpretation of pornographic
images will always be highly subjective and on occasions
quite contrary to what creators and performers intended to
convey.

Pornographic representations can paint an intimate,
sometimes visceral picture with the capacity of appealing, or
resonating with how audiences live their individual sexualities,
sexual fantasies, or aspirations. In consequence, porn
films, performers and creators can sometimes be praised or
criticized according to the degree to which they “represent”
individual consumers. A typical case is the demand for
“authenticity” as a requisite for “good” (understood as the
opposite to mainstream) porn. | have heard a porn festival
attendant complain in a Q&A session about having had to
watch one film - from an entire screening - that didn’t comply
with the specific queer themes they were expecting to see.
(The film was however relevant to the program and presented
thoughtful ideas). Similarly, porn performers receive on a
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regular basis messages either with the highest admiration or
utmost contempt and invalidation, depending on how much a
viewer feels “represented” by the body, sexuality or work of a
specific performer.

The expectation of representing audiences can thwart
the creative and political potential of porn. It paradoxically
places new normative demands on niches that emerged with
the objective of defying dominant narratives. Creators and
performers don’t need to represent anyone. They can do work
that entertains, makes audiences think about the cultural and
political relevance of this medium, enriches the possibilities
of how fucking on camera can look like and so on. All of this
without the main goal of representing anyone. As a performer
and creator, it would be materially impossible for me to set
myself the task of representing a plurality of individuals | don’t
know what | have in common with (if anything at all), or the
ideas they might have about what they see in me.

Beyond consumer entitlement logics, a heavy emphasis
on representation in porn can in some cases divert attention
from other important matters.

Pornographic representation, even within feminist,
queer, or so-called “ethical” niches, can also fall into the
neoliberal weaponisation of identity politics. Porn creators
and performers that embrace “diversity” and “inclusion” as
part of a marketing strategy, argue for the need to represent
certain bodies and identities to make the case for their
“ethical” practices. Sometimes the only point they make is
that they portray diverse bodies in “respectful” ways unlike
in mainstream porn as if that gesture alone covered the
complexity of ethics at a workplace.

Under these dynamics, the emphasis on diversity
and irreflexive echoing of “representation matters” can
excessively focus the value of performers and creators on
their mere political identity traits. I’d argue that this over-
emphasis instead devaluates people into diversity currency,
and hence, tokenism. A fetishizing of superfluous diversity
and inclusion as feel-good, socially conscious markers that
can make money. If so-called inclusive ways of representing
diversity take pre-eminence as ethical goals, then it’s easy to
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brush aside how transparency, adequate working conditions,
access to mediation and accountability mechanisms, and a
shift of power dynamics behind the scenes, play a massive
role in feminism and ethics as porn practices.

As consumers, if feeling identified or represented in
one way or another is the only focus, it can be easy to
overlook how equally important it is to maintain and support
the precarious structures that make porn labour possible.
Consumers can also inform themselves about power
imbalances within porn, question the economic structures
of the porn of their preference, be vigilant of what “diverse”
bodies and sexualities are made palatable, and what others
are still invisible. All of this is crucial in current times when
survival is the norm for plenty of sex workers and the
means for labour are scarce, when censorship, policing and
surveillance are on the rise, and in environments where anti-
sex work legislation and discourses continuously gain terrain.

In sum, representation in porn is important. It’s the act of
placing an image in a strategic space with the potential for
transforming collective imageries and telling different stories.
This can mean a lot for folks and practices who bear the
violence of invisibility and marginalization on a regular basis.
However, sheer representation — as an end in itself — will not
change any power structures on its own, and can indeed
turn against us if we don’t pay enough attention. Meaningful
representation can only be part of a larger process of
collective actions.

Sheer representation doesn’t entail agency. As a
performer, having my identity represented in a film doesn’t
necessarily mean | had more control of the narratives,
means of production, channels of distribution of said film,
or that | got paid fairly. I'd argue that agency is about
active participation, having power leverage in the different
processes. Unlike representation, agency goes beyond the
consumption of the multiple interpretations of my image in
ways | cannot control.

Porn is a cultural production, a vessel to convey a set
of ideas. Porn is a creative medium with high potential for
making visible the invisible, but it’s not a space as such.

In this sense, agency can extend beyond the act of
filmmaking. It’s a lot about what political spaces can be
created from porn. It’s about collectives. It’s the “by and
for us” that extends beyond what happens on a screen.
Agency is, for example, organizing to provide financial relief
and services to porn and sex workers who don’t qualify as
diversity currency in glossy porn productions. Organizing to
provide the means, mentorship or support for underprivileged
creators to realize their films can push for more agency. The
organization of independent festivals by and for marginalized
collectives can contain multiple senses of agency, as spaces
for bringing people together, reinforcing communities and
celebrating.

Agency in porn can be a very slippery ideal. At the end of
the day, regardless of the porn niche or labour circumstances,
this industry is extremely complex, highly affected by
censorship, stigma and neoliberal market agendas. Porn
labour can be a lot about survival. The attainability of agency
demands a good amount of work, resources and resilience,
and it can be uncertain and ephemeral.

| really enjoy looking back into our workshop dynamic
and how it all began with representation. With our aim of
placing an image true to ourselves, with the hopes of being
consumed in the ways we intended. I’ll always cherish that
effort of contributing towards changing the imagery. But
the best part will always be how quickly we forgot about it
when we realized we actually created a space to share, be
vulnerable, hold each other and bond. That workshop space
was ephemeral; the connections and their meaningfulness
still remain.
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HILDA KAHRA
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While you press in the cassette, | get myself ready
in bed. Lay a pillow beneath my swayback, with a glass
of water handy, looking at your back, and feel. Warmth.
Your mom came with the VCR and the videotape last
week, and soon after, was it already the next day? The
“danish poets” arrived in a sealed envelope. | lie in bed
as the tape starts its rattle. An intro with a logo in one
of the corners.

Left, right. No left. Wait. Upside down left. Grainy
colors, high contrasts, flickering pictures of peoples
backs. A newscast from 1990-something. “Is it about
the EU?” | ask, and you mumble “Currency”. You’re
my currency baby. Impulsively | wish to lay my hand in
your hair and pull you closer, but | lie still, stare at the
backs. You suck on a bonbon and mumble something
T about disintegrations.

Still. The sound is protracted, perchance it’s those
’ magnetic strip-thingies inside the videotape itself
that make the sound start getting a bit skewed, as if
the cassette has been damp or untouched for a long
enough time. Now there’s blueness in the picture,
under the sea, and the sound of crying whales. Upside
down it’s the same clump of animals, but the sound
transforms them into individuals. A family can hear and
communicate with each other from several kilometers
away, even though they can’t see each other they can
hear. Hear each other.

It’s October, and I’m lying with me feet up against
the wall, while you’re reading instructions from your
favorite blogger. It’s the third time that we inseminate
“danish poets” as we’ve jokingly started calling the
sperm. Danish poets, because there’s such beautiful
poetry from the sperm country of Denmark, like YAHYA
HASSAN who we’ve both read in bed at night. Perhaps
that’s where it started, the discussion about kids, when
| read aloud and you placed your warm hand over
my stomach and something interrupted us both, an
impression.
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Love is so monumental, pathetic. | think it’s
embarrassing to be in love. You’re the one who wants
us to move in together, and you’re the one who showily
makes holes in my air mattress so that | permanently
have to sleep over at yours. It’s your mom, a film
studies academic, that gives us films as gifts, and
secretly I’'m jealous of your academic mother, because
my own mom has always been long term-unemployed,
and | feel ashamed the first time you visit our home and
see my mom’s checkered oilcloth covered in stains.

It takes a while for you to be allowed into my mother’s
world, my childhood. It’s like in a movie, you say after
we leave the apartment and while the elevator goes
down, | feel the blood rising to my ears.

| know nothing about academia.

Put my hand in your hair while the sperm travels
inwards, | envision how it climbs upwards, into me. We
will build huts under the table. You are so beautiful. A
whale in the deep blue, floating around upside down,
hard to say really what’s the upside down of a whale,
it’s so round all over, only the eye provides a hint of a
top side, and the blowhole of course. | remember Willy
from my childhood. One night by the lit pool, Willy
saves the orphaned boy Jesse from drowning, but the
film’s name is “Free Willy” and in the end Jesse’s the
hero. With my hand in your curly hair | think of it as the
bud of poetry, a representation of your way of thinking.
Suddenly you say, ”It’s freakin’ Free Willy”, and | wish
to roll over on my stomach. “What!” | yell. “Is it Free
Willy, good goddamn!”

A whole lot of us kids sat tightly entangled after
we’d emptied the chips bowl and mom sat right beside
with her Saturday-wine box bobbing in between us,
which was the same on Wednesdays and at times
Fridays. The first time we saw Willy the whole living
room felt like a swimming pool, and even if it was
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impossible, | wanted to have a similar bike and the
same clothes as the main character Jesse. He wasn'’t
cute, but someone you’d like to take after, cool. A boy
I’d want to be if | could’ve been a boy. | said nothing to
mom, because we didn’t talk about things we wished to
have or be. We were already something, in a high-rise
building with hand me downs and bikes that clanked
half broken. Already at a young age we learned to
peddle what we had. Sell what we didn’t use, like video
games and tight sweaters. In the beginning you used to
laugh at my stories, until you came to the realization
that they’d formed me and were partially painful.

The videotape rattles, makes a little brake, and the
image seems to part into two. Another world breaks
into Willy’s blue pool. Is it the Currency again? You
laugh and say, “you’re my currency baby”, and | see a
cut, and Willy tenses across the screen, upside down
Willy, or Keiko, as his name actually was.

Hollywood productions often have a stereotypical
poetry that’s about longing. | read somewhere that
there’s only a few things left to cry about, that make
you feel, in cinema. Perhaps ten things that any
person, regardless of culture, reacts to, often with
tears.

You and your mom had several conversation topics
in common, like film, poetry, and images. | sat quietly
and listened to your ways of speaking that were
foreign to me. Not at all like the ways | usually spoke
to my mother, with melancholy or somethin’. You had
lives, separate lives, that you shared while eating.
Respectfully, at a distance.

It was your mom who used the term "White trash”,
one night when she discussed films that had grown
popular and were about vulnerable groups. It was
especially children’s movies about excluded kids,
which got made a lot during the early 90’s. The target
audience was the growing middle class (who could
afford VCRs), but also the large, new, dangerous
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working class that lived precariously and bought
VCRs a few years later, second-hand, from the middle
class. Going to the movies was of course an activity
for the middle class and this was where the production
companies hoped the classes could unite, “white
trash with pullovers” as your mom said. As kids we
never went to the movies, | whispered forth. Your
mom sometimes forgot to be sensitive to class issues.
Something | taught you early on through my enormous
class contempt for those who can afford to dream in
HD.

Willy. You get in under my skin. One’s actually not

supposed to think of sad things when one inseminates,

and one’s meant to keep oneself warm. Warm and
happy. “Like at a tea party or something”, | say the
first time we do it. You hold me throughout, but it all
feels too theatrical. Today it’s better as you’re nearby
on the floor and | can follow your movements. You
give yourself a leg massage while Jesse tries to free
Willy. It’s during these scenes that | remember my
mom sitting and sniffling. | myself feel a knot now,

in my stomach that’s not the child, but sorrow. Do
members of different classes have different feelings, is
the working class more empathic? Perhaps. You don’t
seem taken in by the drama at all.

Sometimes it became a class war. That | started.
Oh Willy! I feel so strongly for this whale. | must be
allowed to cry, | bite my lip and feel the knot running
through my body. The sperm! Must think more of the
sperm, the warmth. Like the uterus, actually, a pool,
right? “Can we rewind to the part where Willy’s in the
pool and all that blueness?”.

Will the child have your eyes? No, it’s impossible,
you reply. That typical Nordic darkness was all around
us and you insisted upon holding hands in the grocery
store. Two moms with contrasts. We searched for little
cookies, and later | understood what | had meant. |
meant gaze. Your gorgeous gaze that | remember from

O

our first date, when it wandered from the sun via the
ground and then over to me. An examiner. Gaze, baby.
The child is gonna have your gaze.

I’'m lying upside down with that lump in my throat.
There was something about not recognizing the movie,
like | was floating, floating around in the pool, safe and
sorrowless with Willy. Getting to know the animal. Swim
in the pool, get into connection. Orphan Jesse, Willy’s
crying mom. The giant leap. You bend forward and
press rewind, while | whisper “SWIM HOME.”

P.27

i
x| . '{"'.v'"m:ﬁ'w




| EVERY CINEMA |

| EVERY CINEMA |

| EVERY CINEMA |

| EVERY CINEMA |

| EVERY CINEMA |

| EVERY CINEMA |




MIKOLETA LEOUSI

Nights When the Numbers Don’t Add Up
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Another night and the numbers still don’t add up.
Every night, my mobile’s clock lights the screen seven
to eight times: as | close the door behind me, entering
the bedroom, to put my baby girl to sleep; an hour later,
when | fall asleep, while she bursts into tears in the
middle of the night, crying for food; lately, | get up a bit
earlier and wait for her to wake up; and the time | get up
ahead of everyone, if | manage to, so that | can put some
words on paper. The numbers 02:00, 03:30, 04:17, 05:39,
06:00, 06:42 enter my drowsy head, which struggles to
do the maths and assess them, to figure out whether |
have slept five, four or six hours.

The last time anything similar had happened was
early 2017, when | would wake up in agony and chain-
smoke in the middle of an apartment where | lived alone,
contemplating how to make my film.

Now the feeling isn’t that ambitious. Having woken
up in the middle of the night and having fed a baby on
my breast, | feel soothed - and so does she. | surrender
to the sweet sound of sucking and the sensation this
brings.

As | attempt to write atext on cinemaand motherhood,
| come across a Word document named “stuff | filmed
while pregnant.” It contains a long list of takes shot with
my handheld camera during those nine months: -
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The back window of a bus moving through the
city. It’s the old route of line 227; the
moment the bus leaves Omonia Square and enters
Athinas Street.

P.33

The “second-trimester” ultrasound image of my
baby, that is on June 7.

The Easter gathering around the table, with my
parents, my uncles, and M.’s parents.

My mother picking wildflowers from a meadow
and placing them in our car’s trunk.

The decorated houses on Poznan’s main square.

M. welcoming our “peapod” to the world, on the
day we announced to our parents I'm pregnant.

A flower growing through a crack in the
pavement.

Possibly the clouds from the aeroplane window
on the way to the Netherlands. (I can’t tell
if I was pregnant at the time.)

A surfer coming out of the water.

The boat’s front gate as it hits the harbour
of Schinoussa.

A hedgehog sitting still and us touching it.
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A tree left all alone in a parched field.

Myself reflected on M.’s glasses.

The boats in the harbour of Iraklia from above.

A beautiful sunset.

Rays of sunlight falling on dry rocks on the
way to Pori beach.

Two girls walking alone on the rocks. Maybe
they’'re sisters.

M. staring at the holes made in the sand by the
bees.

A girl learning to slide.

Some reeds, battered by the wind.

A rock, which is the island of Amorgos, the
moment the boat moves past it.

Me pointing at some birds on a tree.

A biker dropping his hat.

A seagull eating garbage.

My belly moving.
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< This material was recorded in the hope I’d make
a film one day - an experimental video diary. | wrote:
“Wherever | go, there are two of us. It’s so funny to
walk on the street and feel in love (shot of a girl who
is learning to slide). Everything seems different. |
have an idea: shooting a film that will show my view
of the world on split-screen — before and after.”

When | became a mother, the number of videos
| shot skyrocketed but it’'s my little daughter that
monopolizes their content. It is all about her -
blinking, breastfeeding, making her first sounds,
taking a bath, dancing, and laughing.

| am a young mother, or rather | recently became
a mother, as | am not that young considering the
age women tend to have kids. | read somewhere
that Virginia Woolf has written that maternity has
its own genres; it would be easier to write prose
and fiction than to write poetry or a play, as less
concentration is required. Virginia Woolf didn’t
have kids. For me, the lack of concentration started
when | got pregnant and continues to this day.
When | was pregnant, | was “suffering” from a weird
fatigue, which didn’t allow me to finish a slightly
longer online read, and later forced me to quit films
and books after a few minutes had passed. As if
my mind was denying to leave the thought of my
own reality. My gynaecologist claimed that this was
a hormonal change affecting concentration. After
giving birth to my daughter, consuming stories got
easier but producing stories, on the other hand, is
farcical, as my baby child constantly assaults the
flow of any given story. | am reading Adrienne Rich
and she writes that women who raise very young
kids have very slim chances to change things in
politics, start a revolution, or shoot a film.

The reason is that, as a mother with a very young
kid, you are forced to freeze time, stem the tide of
your thoughts around anything else other than your
own life, in order to manage to digest all those new
things, to give them the time and space to grow
inside you. The quarantine was probably helpful in
our case.

| still remember a short walk downtown without
my baby, when | met a friend who had also recently
become a mother herself. Following a familiar stroll
in the city centre without our babies who were
then only some weeks old, life, traffic, the stores,
people around felt like an attack on our senses;
they seemed to say: “you don’t belong here, you
are tourists, this is not your city.”

Little by little, my attempt to work becomes
increasingly intense. The need to write gets
stronger, arguably because of this enormous
change in one’s life and in understanding
one’s self and the world. Every time | let
go of my daughter when I’m absorbed
in writing, at once I’m interrupted by
my thoughts of her. | imagine her
learning things while she’s away
from me, running with her hands
up in the air. The moment she
pops back into my mind is
an impediment yet at the
same time an inspiration.
| breathe in and keep
on writing.

Nights When the Numbers Don’t Add Up

MIKOLETA LEOUSI
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EXT. ‘ ACROPOLIS ROCK ‘ ATHENS ‘ NIGHT
Establishing Shot

This text is written under the Acropolis hill, on the night that
the monuments on the Rock are illuminated by a new system
of lights. Two days prior to the harvest moon - the moon that
once helped the farmers collect their crops during the small
hours of the night, before electricity was invented - the launch
of this complex set of lighting gradients and shades of white
did more than enhance the ancient marbles’ texture. From
tonight onwards, every future picture of the Parthenon would
be granted with a piercing sense of three-dimensionality (as
if the still image could unfold in space). Yet what happens
in the physical space is all the more interesting: bathed in
this new, artificial light, the most photographed ancient
Greek ruin emerges self-aware of its photogenic qualities and
performs the immense reproducibility of its exterior. As if it
was feeding on its digital representations, the Parthenon feels
like a successful experiment in (in-camera) white balance: a
product of immeasurable mediations. As the avatar of the
always-already-new monument tries to find its roots into the
Rock, the inauguration ceremony is live-streamed worldwide
on multiple platforms. In a dry year for media harvesting, the
virtual postcards from the appeasing realm of antiquity are
kept for winter storage. Even if the Acropolis didn’t exist, we
would have to invent it.

INT. ‘“ELEFTHERIOS VENIZELOS”‘ATHENS‘INT’L AIRPORT ‘ NIGHT
Matching Shot

After their successful landing at Athens airport, a smiling
hologram of a woman working for the Greek national carrier
welcomes all passengers to the gate. The hologram is set on
the very same spot where, ten years ago and amid the 2009
swine flu pandemic, a monitor connected to a thermographic
camera displayed the images of those who crossed the sliding
doors. Absorbed by the reflection of their near-fluorescent self,
the people would at times gather around the monitor (only to
be kindly pulled away by the airport’s personnel); but mostly
they fashionably bypassed, intuitively aware they would be
conned into a hall of mirrors. Today, the smiling hologram
may as well be a mirror image - or a mirage in the desert of
the real - but the passengers no longer find the encounter
uncanny. Holography, we read, is a photographic rendering of
a light field; a real-world recording of an interference pattern.
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So meeting holographs is safe in a reality where any sort of
interference is threatening, whereas the world feels already
recorded following these months of online interactions on
screens and monitors. Outdoors, under diffused ambient light,
holograms are non-existent. Indoors, in controlled spaces,
we, the people, are nothing but holograms - frozen moving
subjects interfering with the environment. In this case, the
hologram of the smiling woman is not mirroring, but mirrored.
| wonder whether she’s scared of our encounter. P39

INT. ‘“ELEFTHERIOS VENIZELOS”‘ATHENS‘INT’L AIRPORT ‘ NIGHT

Tracking Shot ‘

| drift through the arrival’s gate, pushing a cart that only
carries a small convertible suitcase. Having lived in-between
two countries for a short while, | tried to keep my baggage
to a minimum, worrying too much about what was once
called first-world problems: extra charges in low-cost flights,
superfluous commute time, compliance with the “travelling
light” doctrine. (Does sharing problems with the cosmopolitan
lend you a cosmopolitan status? Does sharing problems
with a different class equate everyone in the face of a global
crisis?). As | cross this luminous non-place, | stumble across
an interactive screen: the fleeting image of a caryatis serves
as a background to the national campaign for the return of the
Parthenon Marbles to Greece - prompting an informal vote
for or against the appropriation of the Acropolis antiquities
by the British Museum. Similar to the way the six sculpted
female figures supported the superstructure of the Temple
of Erechtheion, the image of a woman, framed as a binary
question (a promise or threat, a presence or an absence) and
an object of possession, carries the weight of a holy mission
on her shoulder: the campaign reads simultaneously as a
plea for putting an end to the colonization of the past or a
patriotic quest for a motherland - what an oxymoron - that
capitalizes on ancient and modern ruins alike? The virtual
status of a representation of a woman gone missing (out
of the six statues, only one is kept outside, “away from her
family,” as the campaign puts it) is not limited to the online
space. In 1978, the five Caryatids were removed from their
original location and placed in the controlled environment
of the Acropolis Museum, so they could be protected from
the dangers of the “real” world outside: air pollution and the
intense touristification of Greece after the fall of the Colonels’
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Regime. The replicas that replaced them have assimilated
the aura of antiquity, but this near-perfect emulation only
highlights the tension between the real and the possible.
Besides, the formulation of our collective imaginary is a
process of negotiation between the copy and its original -
wishful thinking for meeting the “real” thing. The Caryatids
live in-between two countries for a short while, but can the
ban on international travel affect the mobility of the statues?
Having lived in-between two countries for a short while, |
should have known by now - if only | weren’t too distracted
thinking which version of my life is more “real” than the other.
I wonder whether the sixth Caryatid thinks the same, as if she
were my virtual reflection.
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INT. ‘DIONYSIOU AREOPAGITOU ‘ ATHENS ‘ DAY
Shot Reverse Shot

In my work environment, | share the same desk with a dear
friend and colleague. Our trajectories collided several times in
the past with this man, a former schoolmate and housemate,
who also happens to have a side job as a translator. Oftentimes
we talk about films, but all the more often we discuss
words, periods and paragraphs, trying to find solutions for
untranslatable texts, convinced that there is an element of
virtuality inherently lying in the process of moving from one
language to the other. We find resort in etymology, digging
layers of meaning, the same way archaeologists use their
mattock to break up compacted soil and sift through the spoil.
In one of his latest endeavours, he picked the Canadian Alden
Nowlan, and his poem Weakness: “Old mare whose eyes / are
like cracked marbles,” he writes in the first verse. My friend
translates “cracked marbles” as spasmena marmara - the
Greek word for the limestone that is found in abundance in
the Greek topography, the material that is identified with two
contradicting features in the collective imaginary: the texture
of weakness and the status of the ruins, but also the glory of
the times past and the eye-blinding reflection of the Athenian
light. Yet | point out that cracked marbles might just stand for
gyalinous volous — an ornament or a child’s toy, the small glass
balls with the crystalline structure: kids knock one another’s
marbles in a game with straightforward rules and a sprawling

arrangement that looks like science graphics — the nucleus
of an atom or the dissemination of digital information. In my
friend’s eyes, the gaze of a living being can only be informed
by its past and the passage of time. In my eyes, it can only
exist because of its dynamic quality, its potential to bleed
into the future and meet another being. | remind my friend
of the short story A Separation, written by the Greek author
Marios Chakkas, set by the ancient cemetery of Kerameikos:
“l observe the veins of the marbles and find consolation in
the thought that one day your legs will be full of veins.” The
female body carries its own archaeology. If we understand
marbles as a metonymy for decay, it can only signify division
and decline. If we see marbles as a metaphor for encountering
one’s futurity in a playful, spontaneous fashion, there is still a
chance for a reality devoid of a constant sense of an ending
that feels already prescribed.

VOICE OVER | |

The rapid social, political and economic developments that
followed the widespread of the COVID-19 pandemic prompted
all those inhabiting a globalised, highly-mediated public
sphere to consider whether they are witnessing in real time
a major paradigm shift in all aspects of human activity. Even
if narratives of crisis necessarily stem from a condition of
rupture, a radical split between what was once normative and
what was the state of exception — and the subsequent shift
between these two modes of existence - the “translation” of
an overriding number of physical activities in the online world
triggered a new, profound understanding of this rupture as
a binary opposition that resists our ability to get a grip on
reality. As this crisis still unravels, we are still struggling with
the perception that our online interactions are far from the
“real life” that only ties with the sensation of physicality and
materiality. Our conviction is not a mere aspect of denial in
the face of trauma, but proof of the complex mechanism in
which humans experience and reflect on their lives, a system
of synaesthesia and intellect, emotions and drives. It is this
system that prompts us to resist the thought that the virtual
is no less real than the actual, and feeds our perception that
what we see today is nothing but the debris of the old world,
or the dust raised by the threatening galloping of the future.
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Nonetheless, the experience of cinemais more thaninformative
in this attempt of humanity to meet its double. Archaeology
of cinema and film theory have traditionally rendered the
medium a mechanism of duality: an interplay between light
and shadow, even in a configuration alluding to Plato’s allegory
of the cave, so yet another narrative of disillusionment and
power. The cinema’s dispositif emerges as the sum of elements
that stand in-between two poles - the projection machine
and the screen; the reproducibility of film from the negative
to the positive; the digital imprint of the moving image as a
combination of ones and zeros; the controversy around cinema
as high art or popular entertainment; cinema as the Lacanian
mirror, where each viewer can have an experience of oneself
outside their bodies, through a process of identification with
one’s own reflection. At the same time, the history of film
abounds with crises: there is a “death of cinema” each time
a new technology adds to the virtuality of the medium - in
other words with what Gilles Deleuze calls the “transformative
potential of the real”: the advent of sound, early experiments
with the three-dimensional image (already from the sketches of
Sergei Eisenstein), video imaging, television, the rise of home
entertainment, digital media, streaming platforms. Having
been tested under different conditions, the latter prevailed
in the lockdown period, adding to the discussion about the
death of the movie theatre and movie-going as a collective
experience. As cultural institutions rallied to substitute the
cancelled physical events with “open content,” the streamed
moving image was now framed to signify absence, loss,
vanity. Even if the death of cinema wasn’t already foretold, we
would have to invent it.

But no matter its manifestations, film, the most modern
of all media, does not proliferate binary opposition and
separation, but union and transformation. Film cultures are
the marbles of our times, with their material and intellectual
properties repeatedly subjected to narratives of ruinisation
and degeneration, of experimentation and regeneration. If the
science of archaeology brings to the present the artefacts of
the past, only to give them a virtual life and encourage people
to discuss the possibilities for the distant past and future
(two temporalities impossible for humanity to experience), the

discipline of media archaeology “has always been fascinated
with ‘remnants’ of past media cultures - monuments from past
media ages” gives us new tools to cope with the aftermath
of the pandemic. If we see film as “cracked marbles,” the
materialities of both its analogue (the silver emulsion, the slow
corrosion of the rushes travelling before the projection lamp)
and its digital condition (the elusive, modified qualities of each
live screening), makes us confront fragility and uncertainty as
inherent attributes of the “real”. If we focus on the “cracked
marbles” of film in the configuration of online streaming, we
witness how narratives of the past and future are reflected,
performed and inscribed in the present, through and beyond
technical media.

This text, written on the foothills of an ancient world, by no
means aspires to frame the paradigm shift in cinema viewing
as a positive turn, nor does it ascribe streaming cultures to
theories of evolution and “natural selection” in media. Rather,
it aims to see the virtual space of the Web as a laboratory
for recognising or imagining new structures of thoughts and
feelings in the face of crisis; as an environment where moving
images maintain their agency, mobilising the imaginary when
actuality is confined. The form of this text hopefully performs
this virtuality, as an artefact of in-between. Conceived both as
a text and a hyper-text, as a piece to be accommodated on
a web- and a printed page, articulated in two distinct parts,
juggling between varied sets of discourses, torn between a
charged first person singular and a sanitised undetermined
third person singular, blending fact and fiction, seeing cinema
through a comparative vein, this text is a gesture towards
reclaiming the possibilities of critical thinking around the
virtual (i.e. the potential) life of the moving image; a text that
translates as a take against losing one’s marbles in the face of
a catastrophe that feels already programmed. Even if a crisis
didn’t exist, we would have to invent it.
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~ Geli Mademli ~
How Not to Lose One’s Marbles: Takes for the Virtual Life of the Moving Image
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In March 2018 I was invited to collaborate on the development
of a short film directed by Ella, a 27-year-old Italian woman
based in Mexico. This short film was Ella’s first excursion into
the cinematographic field, therefore, she only needed a semi-
experienced person to be in charge of building the proposal,
applying for funding, and, if possible, producing the actual
shooting. I was the perfect candidate for the first two requests
(and I was also a woman, which for this project was important),
but I’d never worked in a film as a line producer. I told her that
on the phone and we agreed we’d solve that later. We’d learn
together.

Since she lived in Malinalco, a very small town an hour away
from Mexico City, we arranged to have our first meeting at her
in-laws, located in one of the finest neighbourhoods around. I
arrived at the house on a Friday afternoon and, after confirming
a fairly comfortable property, I knocked at a beautifully carved
wooden entrance. Ella opened the door. It was there when I
found out that making her first film was not her only novice
experience but she was also the mother of a five-month-old girl.

At first, I thought that her baby had clashed with her wish
of being a film director, but then I knew that as much as it had
overlapped with her intentions of being an artist, being a mother
was actually what motivated her to make a short film. The script
was about giving birth; giving birth outside the standardized
sanitary measures that tend to detach the mother from the
child by being so excessively assisted during her pregnancy and
childbirth. In Ella’s words: a pregnancy shaped by patriarchal
perspectives of medicine and motherhood. I agreed with most of
her ideas although I’d never given them a lot of thought. Never
before had I wondered seriously about how and where I would
like my children (if T ever had them) to be born.

Ella told me that as soon as she had found out she was
pregnant she became part of Malinalco’s midwives because
she wanted to explore alternative possibilities for her delivery
and, in the future, to promote them among other women of the
region. She didn’t want her baby to be born in a hospital, where
mothers are assisted in every possible way, and thus have almost
no control over their body during the childbirth effort. She also
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wanted her pregnancy to have a closer relationship to nature.
She thought that the Malinalco midwives’ wisdom would give
her what she wanted. When her delivery finally arrived, she
gave birth to her baby at home in the foothills of the mountains.

When [ finished reading the script I could see perfectly how
she was inspired by that experience. The film script contained a
powerful idea about how childbirth, despite being a thoroughly
feminine experience, had been transformed by a long line of
male doctors’ perspectives on the female body, combined with
(or supported by) modern sanitary measures. It also expressed
how childbirth has somehow been detached from women’s
biological rhythms, and even from women’s intuition. Although
some of that sounded a little cliché” to me, I wanted to know
more about her perspective. I also had the sudden urge to build
for myself a much more solid idea of motherhood. Or at least to
take the time to think about it.

I must admit that as much as I felt excited by Ella’s script,
I felt more driven by the fact that she had that creative urge at
such a demanding moment in her life. I guess that, somehow,
I wanted to be witness to somebody who had the impulse and
energy to translate her new motherly emotions into a creative
process. I wanted to see Ella succeed. But everything was too
simultaneous. Soon I knew that the rhythm she talked about in
her script would also set the pace for her short film.

The short film and the mother

Our meeting at her in-laws didn’t go that well. Her daughter
was very ill (apparently she had influenza) and wouldn’t stop
crying. And so, there were two women in a professional meeting
discussing the film script, trying to define discursive strategies,
work plans and budgets, counterpointed by a constant feeling
of angst, anxiety, or just distraction. Although Ayelen, the baby
girl, from time to time managed to feel better and play or just
be calm, it was hard for Ella and me not to pay attention to her;
she would capture our sight whether through her suffering or
by her joyfulness.

At some point, I asked her about her husband, who I
thought to be at a film festival presenting his latest film. She
told me that indeed he was away but that he’d be back the next
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week and would help take care of the baby so that she would
be able to work on our most important funding application. The
deadline was in three weeks, so we divided the tasks and started
working immediately.

Not long after that meeting, Ella presented me to Anne, an
elder and more experienced producer that would assist us in
defining the most delicate parts of the budget and who would
also look through our work from time to time. We met on
the phone, well, more precisely, we met through a WhatsApp
voice note, which from that moment on became our main mode
of communication. Through those phone notes, I learned that
Anne was also a new mom of a seven-month-old girl.

For the next few weeks, the three of us communicated
several times during the day to catch up and there was not
a single message that wasn’t accompanied by the sound of a
baby. The girls weren’t necessarily crying all the time, they were
just there, being present. Budget discussions, shooting plans,
schedules, administrative strategies, and possible ways to visually
represent childbirth and motherhood were accompanied by a
baby spectrum, and by a very real experience of being a mother.
I was amazed by that, but I was also worried because I felt that
Ella was having a hard time keeping up with our schedule.

A few days before the deadline, Ella and I agreed to meet
at her place to finish the application and upload the documents
online. I drove to Malinalco and arrived at a beautiful house
exactly at the slopes of the mountain; a giant and allegedly
magic mount of soil. I got out of my car, took my backpack, and
walked into an adobe house, encroached by climbing plants,
trees, and flowers. There was no bell.

Suddenly I heard what sounded like a male voice moaning.
Hesitant, I continued walking inside the house, and soon I could
identify that it was Ella’s husband complaining about the public
reception of his last movie in Latin America. I knew that he had
just come back from Mar del Plata International Film Festival
and that his movie had been awarded for best male leading
performance. “I should just have been a cinematographer. That
way, you just care about nothing but your work. But no, I
wanted to be a director. That award has nothing to do with me.”
While silently standing under the threshold, listening to the
conversation, I remembered that his film had also been awarded

in the Locarno Film Festival for best original script, for which
he was co-writer.

I was about to go back to my car and pretend I'd heard
nothing when Ella suddenly appeared with Ayelen in her arms.
We hugged each other happily as I also greeted the baby. I
told Ella how glad I was to see her daughter so healthy now.
A moment later, her husband also appeared in the room. He
briefly said hello to me, while he crossed the hallway ranting
something about how useless making the film was, especially
if one of us was trying to direct it. She looked at me with
resignation. “Let him be. He is just angry because he didn’t
receive what he wanted."

We went to an amazing terrace on the second floor to drink
something and relax before starting to work. Ayelen looked so
different now that she had recovered from the flu, and Ella
seemed calmer. This allowed us to have a long conversation
about why she wanted to make a film now and not at another
time, maybe before Ayelen was born or maybe in a few years
when her daughter was a bit more independent. “I need this
now. I need to focus on all these beautiful and also challenging
emotions. Sometimes I feel that I’'m being diluted.”

We returned to the house to work. Ella’s husband took
Ayelen for a walk, but he came back just half an hour later
and returned the baby to her mother’s arms. Aside from those
brief minutes, the three of us were glued to the living room for
hours. Of course, Ella was mad because it was really hard for
her to concentrate on both things and the deadline was around
the corner. I concluded then that he had not helped her at all
in the past weeks.

I recalled the voice notes and the constant presence of both
babies. During the night, when I was trying to fall asleep, 1
remember imagining her husband talking on the phone with
his co-workers while carrying a babbling or crying baby in his
arms. It was just laughable.

I woke early that next morning and found Ella breastfeeding
Ayelen in the living room. I made us something for breakfast
and sat near her to continue with the application. We had until
2:00 pm that day to upload it, and there was still a long way to
go. While cooking, I wondered: was she too shy to demand that
her husband assume his paternal responsibilities? Was he too
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blind to realize that she needed him to take care of the baby?
Or was he simply too selfish and hypocritical to stop thinking
about himself for a second? Not surprisingly, his films attempt
to condemn capitalist maelstroms through apparently complex
male and female characters, while, in the realm of the private,
he impassively keeps reproducing sexist violence.

We managed to complete the application barely on time.
Although it wasn’t perfect, we had made it and the first
opportunity for us to continue with this project had been opened.

Later that day, Ella had a reunion with other midwives
and new mums. She told me that I could join her if I wanted;
it was going to take place in a sort of plant nursery that had an
outdoor cafeteria. “Maybe you can just rest there. I'm sure you’'ll
love it," she said. On our way, Ella confessed that midwifery was
also a way for her to channel what she was experiencing as a
mum and taking advantage of it. That led her to tell me that
this eagerness to find new disciplines or artistic approaches had
probably been inside of her since she was young. She had been
a photographer, she had also written poetry before she became
a midwife, and now she was trying to make a film.

I told her that I identified with her, but that I sometimes
found that versatility to be related to a lack of personal strength;
a weakness that arises when someone tries to stick to her real
interests and obsessions. She told me that she could understand
that, but that she also thought it had something to do with a
feminine principle or quality, for good or bad. For some reason,
both of us recalled at that moment that we have had very long
and intense relationships at very young ages. It was not the first
time I related that weakness to the way I presented myself at
that time; to how I thought about what loving somebody meant
(trusting that he would most likely have a better judgment than
you). For a long time now I thought of that as a cause and
consequence of this weakness. It sounded nice to me, to see it
now also as a positive and utterly creative versatility.

We arrived at the plant nursery. A group of seven women
were sitting down around a low wooden table. Some of them
were on the floor, others on the couches; all of them were carrying

a baby in their arms, and some of them were breastfeeding their
children. Ella introduced me to the women and told me that I
could choose any couch to rest on after our crazy few weeks. I
walked around the place, admiring the wide variety of plants
and pots around until I found a couch that was facing the
mountains and lay down on it. As I was falling asleep I thought
that some sort of vision or powerful dream was going to reveal
the answers to all the questions I had been having for the past
weeks. The energy of the mountain and the women might have
been able to tell me something. But nothing happened, I just
had the most pleasant nap of the year and woke up. A few
hours later, I returned to Mexico City with a mixture of images
about the women in the nursery, Ella’s husband, and a huge
sense of empathy for mothers. It was very unusual for me.

Epilogue

Finally, May arrived with the news that the Mexican
government had denied Ella’s residence permit, which was
the main requirement for the national funding we applied for.
She said that she couldn’t appeal the immigration authority’s
decision and that, consequently, we would also be out of the
competition for the funding. After all that we had been through,
and that our difficulties were clearly due to others, this was not
the kind of failure I expected.

Some weeks later, other projects came along and made me
forget for a while about fully developing the project. Besides,
I was only going to receive payment if we won the fund, and I
couldn’t afford now to invest more time in it. Somehow, after
experiencing the difficulties of just applying for the financial
funds, I also felt that Ella was kind of relieved that she would
no longer have the responsibility of actually directing a movie.
I tried to convince myself that maybe this period was just for
building the project, seizing the intense and ephemeral emotions
of having a baby. I told myself that the project would only take
full form afterwards; once being a new mum was not that new,
and there was time left for experimenting with other possibilities
of creation.
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We can hold hands like this! Hello!

Hello! Did you get my notification that we
are recording now?

Yes! Maybe we can start by introducing each other. So,
I'm Rewina, I am a student. I’'m becoming a youth work and
community educator. I am also ..

A hairstylist!
A hairstylist, yes, an amateur.

In five years, you will be paying for our trip to Miami!
Hi, my name is Alice. What am I? I would describe myself
as a producer of many things. I am a social media marketer
or social media manager or something like that. I am also
very much obsessed with skincare, and I also love Beyoncé.

I am Fiona and I am a visual artist, also a filmmaker and
a writer. And 1/3 of Ubuntu film club. We are the Mamas!
Hey girls, what are your aspirations for the UFC?

When I think of aspirations, I just keep thinking of
saying “my aspiration in life is to be happy!” But we

are talking about our aspirations for Ubuntu Film Club.

I would love for it to continue to grow, to continue to
be a safe place for Black and Brown folks, for all the
minorities that maybe don’t have this space in other
places. I want it to continue to be 1like this safe

haven for everyone, for all the people to just come, be
themselves and be able to express themselves as much as
they want, and I just want it to continue to be a platform
for movies that maybe have been forgotten or for movies
that many people couldn’t have access to, couldn’t afford
to see them or didn’t even know about them. And hopefully
in the future when we get more funding and we get bigger
and we have a bigger budget, we’ll be able to bring films
from lots of other countries and not screen Hollywood
movies that you can find on Netflix or anywhere else. I
would love for Ubuntu film club to continue to uplift.

Very well said.

How about you Fiona?
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UELNTU

I agree. I think it was very well said. I like what you
said about the “movies that

might have been forgotten”. I think that’s really
important, to make them accessible, to give access to a
variety of films and not just “Hollywood films” like you
said, films from different countries and cultures and make
those accessible to our audience — I think that’s a huge
aspiration.

I would add to the accessibility to movies, the amount of
people that will actually learn about them. Especially for
specific events, I am always hoping that the conversation
will become deeper and will include as many people as
possible. I hope that all the visitors of Ubuntu Film Club
will be part of the conversation. My aspiration is that
people will learn new things and will get new narratives.

That’s actually our motto ..

Yeah, “expanding narratives with a twist of fun!”

Yeah, I think we’ve been able to keep up our motto.
Someone will just make a joke and then we all leave with
a smile on our faces. We’ve been able to learn new things
and even though some people may have had to revisit their
traumas, depending on the topic of the film, it’s been a
good place to do that.

I think we could say that not only are we trying to make
cinema accessible, but we are also trying to make learning
accessible.

You can see it on social media but also with books:

they are so difficult to read, there can be a book about
feminism and it’s full of so many academic words and you
have to google them to be able to get through one page.
I think this scares a lot of people because they come

to believe that they are “not smart enough for that” or
that they have not completed this level of education to
be able to participate. In Ubuntu, we are able to open
those conversations without having to use any academic or
difficult words. It makes those things easier and more
accessible.

So, what kind of audience does Ubuntu Film Club have? Do
we want to expand or are we good the way we are? What do
you think about our audience?
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I would definitely love to expand it! I think from the
very beginning it has been formed by a lot of friends;

it has been very fun but not challenging enough. You
kinda know already who is coming, you don’t have a lot of
expectations regarding the audience. Sometimes it happens
that new people come and we’re like “oh my god! How did
you find it?” We are always surprised when someone “new”
comes. I want that new people coming to Ubuntu is not
only a nice surprise. I want it to become the norm. Then,
even when our friends won’t be able to come, others will
be there, who will have heard about it, even people from
other cities.

I think that there are new, random people in each
screening that we have, quite consistently. We started in
January 2019 and before the pandemic, for one year we had
random people in every screening and at least one person
had found it through Facebook.

Instagram also!

The screening where we didn’t know a lot of people was
that of Moonlight. I remember that there were so many new
people there!

Also, The Mask You Live In, the one about toxic
masculinity. We had a few people there that I didn’t
recognize.

I think it was the most male dominated one. It was the
only time we've ever had that many men at one of our
screenigngs.

Yeah that’s true, in our audience there are mostly women.

What do you think our “target audience” is? If we could
put that in words.

I would say “young adults”. Until now, we’ve had quite
young, even some under eighteen, but mostly I would say
it’s like eighteen to twenty-five.

Sometimes they are a bit older, but asides the age, it
is the nature of the films we screen that determines our
audience. The films tend to be “Black films”, or films
made by Black people, with mostly Black actors etc., so
I think that the films themselves attract certain people
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and that is something that forms our audience. It’s not
something that people really discuss, but I think that
when you know that the people who organize certain things
look like you, then you are more comfortable attending
their events because you know that you will gain a certain
feeling, like “this was done for me” or like

“they had me in mind while organizing this”.

I think I would say also that our target audience is
young, Black women, young adults. I think it is important
that the film club, like Alice said, is for everyone, but
I want to emphasize that mostly, it is a safe space for
Black cinema fans — at least for me — that’s who I think
of first and then we can expand it, as we did with the
screening at the beach. I think that it was the one with
the most different ages and also the one that had more
white people than usual which is nice, but again, I want
to stress that UFC is a safe space for Black cinema fans,
and of course, our aim is to expand and reach out to more
audiences.

Expand but maybe in the sense of reaching those within

our target audience who aren’t yet aware of the club - who
don’t know us and whom we don’t know. That’s of course a
matter of marketing ... But even in the beach screening
that you mentioned, there weren’t a lot of people from our
target audience - because it was in collaboration with
another organization and there were also people who live
in that area and because it was an outside beach screening
and anyone could attend it, not only for the movie but
also for the vibes — but even in that case, it was our
thing. It was a safe space for Black people. We did our
thing there. We were exactly as we always are during

the other screenings. And this audience, that wasn’t
really our own and those people that maybe didn’t really
understand what we’re doing, were nevertheless seeing us,
watching us and learning something new. And they were
like, “oh so they have this kind of space!” They didn’t
change our thing, they just came to our thing. We had
claimed it.

We claimed Aurinkolahti; we left our mark!

Even yesterday, I was at Clubhouse and there was

this room with lots of Somali young people, and they

were asking: “When are we going to have the beach event
again? We were supposed to come but we missed it!” Please



tell that to the president so they can open up, give at
least the permission for that, give Ubuntu film club the
exclusive permission!

Fiona, do you have anything to add on our audience?

No!

UELNTU

I love our audience!

Me too! Their energy ..

The friendship that has evolved among all those people.
When you think about it, it was supposed to be just a
film club, a place where people could have a few drinks,
watch a film and go home and it ended up being this huge
community.

Nowadays, it’s even impossible to go out without meeting
someone who you have met in Ubuntu! That is amazing.

What is our motivation as a collective?

I think it goes to the same box as aspirations. I said

my aspiration is for people to learn and expand their
narrative, and if I have to work for this one upcoming
event and if I don’t have the energy and I'm looking for
motivation — it is that. We want it to be good, we want it
to happen and what do we want to happen? It’s the thing we
said in the “aspiration” part.

Expanding the audience is also a part of motivation.

What motivates me? Sometimes i’m getting emotional
thinking about it - there are times when I think “I'm not
good at anything”, sometimes you get this feeling - what
am I doing with life? What is actually the thing that I
have achieved? Our club is the number one thing that comes
to my mind. We all did that. It feels too big to say, but
it motivates me to live, to stay alive, to continue to
live. It has given me purpose, it has given me a sense of
worth that I cannot get from any other work that I do.
Also, I think another motivation is legacy — what is going
to be left behind for the next generation, for them to be,
“they did that, so we can do it too.”

That’s beautiful.
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We give each other the good kind of push, encouragement.

I think we hold each other up, like sirkustemppu; they
pull each other but they don’t fall because of equal
weight.

Do you have anything to add in terms of motivation?
No, Alice said it very beautifully.

Goals, I want to be able to work at Ubuntu full-time. I
want it to be my number one job. And, you know, a little
production company wouldn’t hurt. Just imagine at the end
of the film it says “Ubuntu Production”. It has a ring to
it.

I love it too.

Imagine, Black women-owned production house operating in
Helsinki, Finland. Can you imagine?

Yes, I can see it.

Second part would be a film festival. To be able to have

masterclasses for people who aren't able to afford it. If
we could be able to do that, even maybe for free or at a

very low price that would be great.

With the festival idea, it would be much easier to
dedicate a whole day to just panel discussions. So,

we would have a nice balance of screenings but also

equal weight to panel discussions that we already do,

but weren’t able to do as much. One of my goals for us
collectively would be to put a lot more weight into panel
discussions and “after-digesting of the film”.

I can add, first of all with the goals - the concept

in general, why we do what we said in the aspirations
part. This concept could be actually spread and given
to different communities to implement there, because
obviously, there are just three of us, and we cannot go
everywhere, but we also want people to be educated on
different stuff. That would be some kind of a goal for
me, and also different collaborations with different
organizations, so we could be some kind of “mum
organization” for different starting communities.
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And different types of collaborations and collaborators
could bring their products and we could be like a

host, give them a platform to showcase their art, their
merchandise, and we could collaborate that way also.

One of my goals is to be able to do events like this back
home, maybe in Rwanda. When you have something already
established and you can explain to people “this is what we
do” — I think it would be such a sick idea. Go to Accra
and do an outside screening; go to Rwanda and do the same
thing there. And they have their own existing events and
we could collaborate and be able to get to know other
people from other countries doing community work. World-
wide baby.

Absolutely, expanding, having our events all over the
place.

UEUWMTU FILM CLUB

A conversation between Alice Hutoni, Rewina Teklai and Fiona Musanga
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-> To  [EVERYCINEMA] g{yoil £V
ETLUEANTIXO €pYO0 65 300 KépY. To
TOWTO UEPOG ATOTEAEL i oELPA
TEOBOA®Y TOUV TAPOVLOLAGTNROY
oLadtxtvaxd Tovy Mato Tov

2021 cvpTeplAapPBavovTog
XLVNUATOYQOPLREG TOOURTLREG
TOU oavTltAopPavovrot TNV

XLYOVLEVY] ELXOVO G EPYOAELO
CLOYETLOYG, AAANAEYYOTG %L
oaArhoynsg. H mwopodoa £Exdoon,
mwiot OGUAAOYY TEWTOTLTWY XKoL
LY XELLEV®OY OTO GUYYOPOAQPLOGEG
XOL YUVOIXEG TTOL OGYOAOVYTOL
LE TO OLVEUA XKL TNV XLVOOWUEVTY
ELXOVO, OTOTEAEL TO OeVTEPO
népog. Ilpdxertar yia xeipevo
TTOUV YPYNGLLOTOLOVY TTOLNTLXO %O
AONYNUATLXO AOYO, OOAAO XOL YLO
XELUEVO OTOULAYVNTOQWYNULEV®Y
ocu{NTNGE®Y TOL ONULOLEPYOVY
EVO EVEALXTO TeOLO PEAETNG TYG
XLYVOOUEVYG ELXOVOG TTPOOPLOLEVO
voo €EeTdosl TWG UTOPOVY VO
ovaTTLY00oVY YOpW %ot TEPA ATO
TN ONULoVEYLiX, TN UNTEPOTNTO, TOV
cowTiond xat Ty emtbopio. 79



Every Cinema / Torvieg

2170 mpwTto MEPog Tou Every Cinema, mévre Tawvieg
oxnuatifouv éva moAvPwvikd Ki LBPISIKO 10TO OToL ©
aiodnolacpdg Kar n emnBupia Kadoovvtal va avtitaxéoovv
OTIC TIPOKABOPIOPEVEG €VVOIEC TOU €AUTOL Kal OTIC
TIEPIXAPAKWHEVEG €punveie¢ Tov cwpatog. To Every
Cinema/Tawvieg npoteivel Tnv e§gpevbvnon Tng yewypadiag
TWV CWHATwyV pag Je okorod va avadeifel tTnv andAavaon
w¢ TNV KivntApla dovaun avrtiotaong, KaBe ¢opd mou ot
ouvalodnuaTikEG Kat ot 0eEOVAAIKEG TITUXEG TNG CWAG pag
puBuiCovtal, meplopifovtal | evoxomotovvtal. Ot Tawvieg
Tov TPoBARBNKav ATav:

Ritual Waves (2019) tng Lina Bembe.
Mia taivia yUpw omd T1G OEPAMEUTIKEG €UEPYEOiEG
TNG 0€&OUAALIKNG OUVEPYLAG.

Desires of the Flesh (2018) tng Rafaela Camelo.
Mia 1otopia yia tnv epwtikh €AEN peTa&u dUo epRBwv
KOP1TO1QV.
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PESCADOS (2010) tng Lucrecia Martel.
Kamoia Ydpia, ovelpeUutTnkav 0Tl umnp&av €va apd&l.

SPLIT ENDS, I FEEL WONDERFUL (2012) tng Akosua Adoma Owusu.
Mia Toivia yia Ta POAALA TwV AQPOOUEPLKAVAOV YUVA1KOV PE APXELAKO
UA1KO amd veoUopKEZIKA KOPPWTAPLA KAl 0aAdOV1ia OuopQldg Twv 70G.

Vinegar Baths (2018) tng Amanda Nell Eu.
Mia e€&avTAnuévn amd tTnv douAeid TNG VOOOKOUA damoAapfdvel va
nepi1diaBaivel TN vUXTA OTOUG B10dPOHUOUG TNG MALEUTLIKNG MTEPUYAG.

KaBweg n 6uvartotnta mpdéoBaong oe
Tawvie¢ akopa SwapeocoAafeitar and tnv tafivéounon
Kal TI¢ 6opég mov KaBopiCovtal and ta peoTIBAAN Kal
TOUG KaBliepwpeEvoLg KivnuatoypadilkoLg Beopolg,
w¢ ETUHPEANTPLEG, avTipetTwriCovpe OLVEXWG
MPOKANCEIC amd TOUG TIEPIOPIOPOUEC TWV MPECWV
Kat Twv mMAatdoppwyv KAtad Tnv mpoomnabeld pag va
ouvdeBoLE PE TIC VEEG KivnuaTtoypadioTpleg. ZTOXO0CG
pag eival va avadeifovpe 6Aa Ta cwpata, TIC POEG,
TIC Aettovpyieg kal TI¢ Sadlkaoie¢ mapaywyng mou
TomoBeToLvVTAL AKOUQ OTN «TEPIPEPELA>.

AovAelovupe yia tn Snulovpyia €vog Xwpou Ormov
0a peAetape padi (avti yia autoLg TOugG XWwpPOug
napaywyng kKar avranodoTikoTnTtag) Miag  Kai,
wW¢ nNUITEAN UTOKEipgeva, e€ivalr avtovontn o€ HaAg
n avaykn yia efaoknon Kat PEAETN. 2ZTOXOCG HaAC
eivalt va esvBuypappiotei n Kivoopevn €lkOva pe TA
TPEXOVTA KOIWVWVIKA KivAipata Kat va AeIToupynoel
w¢ vrtodopn vrooTAPLENG yia opadeg Kal ATopa mov
SpaoTtnplomnololvTal EKTOC BeopoBeTNUEVWY TTAAiICIWV.

To Every Cinema/Talvieg diepeuva 1o mwe pia mpoBoAn
Hrtopei va anmoteAéoel apeTnpia yia tnv dwiapdépdwon
evoc avaBewpnuévou AOYOUL GTO TOPEQ TNG KIVOUUEVNG
€lkovag oe oxéon pe TN YAwooa, TIC TPOodOoKieg,
TIC TPOTEPAIOTNTEG, TIC OULVOAKEG e€pyaociag, TO
MAQioclo Kal To TEPLEXOUEVO TOU KivnuatoypadikoL
Xwpou. EmmA€oyv, enixepei va pEpel otnv emipavela
0,TL vrnoAeinetat amnd 10 AefIAdyl0 Kal yevikdTEpQ
TNV eKpopa TOL AOyoL TOL €ival ewg Kal chPeEpa
eyKabibpupévog oTOUG Xwpoug TPOPOARC Kal
Swavoung tTwv Taviwv. Tt €idouvg cuvEpPyleEG POPOUV
va NPOKLYPOLV KAl TWCE UTTOPOUHE VA AVTIHETWTIICOVHE
™ &61apOpwTik OAlywpia TNG Kivnpatoypadikng
Blopnxaviag;



Every Cinema / Ketpeva
To Every Cinema/Keipeva eivat pia mnpoomndbela
élevpuvong Tou OSlaAdyou yOpw ard TO TIOAITIKO
TTAQIC10 TWV CUYXPOVWV KIVNHATOYPAPIKWYV TIPAKTIKWV
andé pia ¢epvioTik omTikh. Tovilel Tt S81dkplon
HETAEDL NOIKAG Kal ailoBnTIKAG Kal Toug KivdLvoug
gepunveiagc tTou PePIVIOPOD Kal TNG TOAITIKAGC WG
€ibn Kal Katnyopieg avti yia mMPakTikEG. Evw €xouv
vivel eKKANOEIC eLpEwC ota PeoTIBAA yia TNV ion
avTigetTwriion Twv LAWYV Kal apdAo Tou £XEL Yivel
aicdntd éva BpaxvBlo KOpA TPOCOXNG OE TAIVIEG
IOV ETIONUAIVOUV TNV KEVTPIKOTNTA TWV YULVAIKEIWV
XAPAKTAPWYV, TAPAMEVEL N avaykn va vrnap&ouv véol
opol Kal mpolnoBEoelg epyaciag KabBwe Kat va yivouv
nmpotacelg yia véa vBpdikd povrtéAa mapaywyng,
EMIPEAEIQCG KAl EKTTAISELONG OTOV TOMEA.

To Every Cinema/Keipeva eivat éva epyaleio
élepevvnong Twv SuvatoTATWV TNG KIVOUHEVNG
€IKOVAC WG TPAKTIKA KOWWVIKAG opydvwong, Hia
depvioTikn ToAuKateLBLVTIKA peTddoon eumelpiag,
pHia cuAAoyikn popdn okeEPne Kal mpaéng. Mpoteivel
€va TPOTIO TAPAYWYNG TPOCWTIKWY KAl TIOAITIKWY
EUTIEIPIWV KAl TNV €l0aywyn PEPIVIOTIKWY TIPAKTIKWYV
yia tnv avadidpbpwan Tou KivnuatoypadpikoL Xxwpou.
MapaAAnAa emiSiwkel va cUPBAAAEL OTNV avaBewpnon
TOUL TAALciou TMapaywyng¢ TwV HEAAOVTIKWV TAIVIWV
aAAd kat Tov i8lov ToL TIEPLEXOUEVOU TOUG.

H peBodoloyia TOU €vrOmMOU XPNOIMOTIOIEL TNV
Kataypadn kKat tTnv KAAAITEXVIKA €KPpacn wg HEoa
avTto-Bewpiag, akpofatwvtag HeTAED SnUIOLPEYLIKOL
Kat oAU mpoowriikoL Adyov. MNévte yuvaikeg kat yia
opdada mov peAeTOUV TNV KIVOUPEVN £1KOVA, ALOTIOI0VV
TO ypantd AGyo yia va pyag apnyndbolv mMPoowriKEG
loTOopieg yia Ta cwyatd TOoug, TN MNTPOTNTA, TOV
EPWTIOHO, TN SNUIOLPYIKOTNTA KAl TN CUAAOYIKOTNTA.

©OO

H Lina Bembe eival eppunvedTpla mopvo Taviwyv, oknvoBETISa Kal ouyypdadlooa
pe €6pa to BepoAivo. Exel epdpaviotei o €va evpL paopa TopvoypaplKwy
apnynoewyv, anod eumnopIKEG Kal GeMIVIOTIKEG PHEXPL Kal oe DIY queer post-
porn. Eniong n Lina ypddel kat eripeeital mpoBoAég yia Tov peUIVIoHd, Tov
TOAITIONO Kal TN 0e§OLAAIKOTNTA. ZTO Keipevo pe TitAo ‘[Sheer] Representation
Doesn’t Matter’, mepiypadel Tnv eumelpia NG anod £€va epyacThplo TTov
npaypartonolenke katd tn diapketa Tou Porn Film Festival oto BepoAivo. 1o
€PyacTnPLo cuykevTpwOnkav opadeg BIPOC gpunveutwy, yia va avaAlcouv To
{ATNpA TNG EKMIPOCWTNONG oTov kKAAdo Tng mopvoypadiag .’

H Hilda Kahra yevvABnke otn Zounbia kat epyaletal Kupiwg Pe BEPATIKEG
mov oxeTtiCovral ge 1o Taglko {ATNUA Kal TNV 1I0ToPIKA Sidotacn Tng aicbnong
Tou avhkelv. Tnv evélapEpouv ol Bpadeieg Siadikaoieg dnuiovpyiag. H Hilda
OULPPETEXEL YE TO Keipevo ‘We're floating’ To omoio gival aplepwpévo oTIq
UNTEPEG, TOV KivnuaTtoypado Kat Ti¢ pAalaiveg.

H NikoAéta Aeolon yevvABnke otnv ABAva Kal cmovdace XNULKA PNXAavikA

Kal Kivnpatoypado. Ot Tawvieg Tng eival 1otopieg nmov cuvéuvalovv apnynoelg
HE XAPAKTNPIOTIKA TOAITIKOD KIVNUATOYPAPIKOD VIOKIHAVTEP. ZUHHETEXEL

oto Every Cinema/Keipeva pe 1o keipevo 1ng ‘Bpadiég nou && Byaivouv ta
voUpEPQ’, Yia TIOINTLIKN TiEPlypadn Tou Mwg BlWVeL TN UNTPOTNTA OE GXEON PE
TNV Kivnuatoypdaonon. Mia Aiota pe TiI¢ wpeg mov Eumnva péoa oto Bpdadu, pia
Aiota pe ta nmAdava nov Tpapodoe Katd tn SldpKela Twv evVid PNnVWV KONoNG Kal
TEANOG, pla avaoa yla va cuveyioel To ypagiyo.

H N'kéAv MabepAn onovdaoce dnuocioypadia kat Bewpia Kivnuatoypagou Kat
€PELVA TIG EVVOIOAOYNOEIG TNG KPiong p€oa anod S1adopeTIKEG EKOPATEIQ

NG Kivnuatoypadikng kKAnpovopildg otnv EAAGSa. Z1o keipevo pe titho ‘How
not to Lose One’s Marbles: Takes for the virtual life of the moving image’,
TAPABETEL TIG TIPOCWTIKEG TNG adnynOEIG 0 GXEON PE TN KOUATOUPA TOUL
Kivnuatoypagou, Ta Hdpuapa, TNV EIKOVIKA TMEAyHATIKOTNTA KAl TV KIVOUHEVN
elkova. Adnynoelg ypappéveg Katw amnod to BPpaxo Tng akpomoAng yia To
aepodpouio EAevBEplog Bevi(ENog, mapadeiypata apeTappacTwy KEIPEVWV
Kal Ae§INoYIKWV JeTadopwV Kal EVTACELG oL SivovTal e adopun Tov 10,
OUVOETOLV €va MEPIBAANOV PE TIPWTAYWVICTPIEG TIG YUVAIKEG.

H Sofia Secin gival ouyypadilooa kat kadBnynTtpia Aoyotexviag pe €6pa to
Me&iké. H epumelpia tTng otnv mapaywyn Tawviwyv tnv ékave va avtiAngOei tnv
TOAUTTAOKOTNTA TOL VA €ical yuvaika 6Tov XWPEO TOU KIvuatoypagou, To oroio
Kal dianpayyateVeTal HEOW TNG YPAPNG KAl TWV OTMTIKOAKOUOTIKWY £€PYyWwV. ZTO
Keipevo tTng pe TitAo ‘Work in Progress’, meplypagel Tn yvwplipia tng pe pia
yuvaika mou npoéodata £€ylve UNTEPA KAl OKOTIEVE va YUPIOEL pia Tavia oXeTIKA
pe TN unTPoTNTA Kat TN Stadikacia Tng kunong. H Sofia cuvepyaotnke padi Tng
yla tn cObvtagn tng mpdTaong Xxpnuatodo6tTnong Tng Tawviag Tng Kal CUPHETEIXE
oTNV KABNUEPLVOTNTA TNG OIKOYEVELAG KATL TIOL TNG eMETPEPE va HETADEPEL TO
S61k6 TNG Biwpa og oxéon Ye TN UNTPOTNTA.

To Ubuntu Film Club givai gia kivnuatoypadikn Aéoxn oto EAcivki ou
16p0BNKe TO 2019 amnd tnv Alice ‘Mutoni’ Dusabe, Tn Rewina Teklai kat Tn
Fiona Musanga. Ztoxe0ouv otnv avasdelfn kat Tov E0pTacud Tou pavpou
Kivnpatoypagou aAld kat otnv Snuiovpyia piag kowvotntag yopw anod

avuTov. MpoBdaAlouv Tawvieg oe diadopoug xwpoug oto EAcivki, ou
ouvodelovTtal and cu{nTAcELG Kal TadveA. ZTnV napoloa €kdoon mapabéTouvue
aropayvntodwvnuévn pia culTnor Toug Katda TNV omoia CUGTAVOVTAL KAl
napovciafouv To dépaua TG opadag Toug.

lMa tnv ékdoon Every Cinema £xoupe emunAéov Ppnolonoinoel Ta 0o TedXN Tou
"Mouoibwpa", TOL MPWTOL AVTOVOHOUL, EAANVIKOD EVTUTIOU yid TN yuvaika Kal Tov
Kivnpatoypado. To mpwTo TELX0G €K66ONKe TO kKalokaipt 1984 kal To 6e0TEPO TO
XEPWva Tou €Toug 1984-1985. Z10 omioBOPUANO TNG £€kdoong Ba Bpeite To QR
Code mov pmnopeite va okavAapeTe yla va petapeite ota avriotolxa apxeia.

1To akpwvopio BIPOC (Black, indigenous and other people of color) avagpépetal oe padpa, 1Bayevi) kat pn Aevka aropa.
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Epyaothpto yia ta Aotika Koiwva

‘Exovtag wg apetnpia 6T n SnUIOLPYLIKA OKEYPN Kal n mapaywyn tdewv
npokOmTel cLAAOYIKA, To EpyacTiplo yia ta Acotika Kowva eival pua
opada mov avantLooEl Kal TTapayel £€pevva, KAAAITEXVIKEG TIPAKTIKEG,
AaoTIKEG tapeppfaocelg kal eknaidevon. Kal ta té€écoepa nedia dpdong
avTigeTwmiCovral €ficov wg «epyaleia» Kal WG «TMPAKTIKEG» TIOUL
npénel va avantuxBolv py€ow TNG KOIVAG Xpnong. H opada Aeitovpyei
SnuiovpywvTag £€vav avto-avaAuTIiKO Kal auTo-avanapaywylko Xwpo
yla €peuva Kal mapaywyn kKat avantvocoel peodouvg mov Eekivoolv,
TEKUNPIWVOUV KAl ETEKTEIVOUV MHOPPEC KPLITIKAG ouvlATNONG Kat
«OUYKLUPLAKAG» availvong mapdAAnAa pe TIC €EEAICOOPEVEG QVTL-
NYEHUOVIKEG, KOWVWVIKEG Kal KAAAITEXVIKEG TIPAKTIKEG.

An6 10 2018, n Baon touv Epyaoctnpiov eivar éva Swpartio otnv
ApxITeEKTOVIKI ZXOA Tou EBvikoO MetobdBiov lMoAutexveiov ota
E€dpxela. To 2020, Eekivicape va dnuioupyolpe é€pya Kat dSnuooieq
OTIYHEG Tou e€eTAlouV TIC SduvaTtdoTnTeEG TOL Haldi, oe éva Kawvolpylo
Xwpo otn yeitovid Tou Néov Koéopou pe to 6vopa Neo Cosmos.

Eipaote KAAANITEXVEG, UNTEPEG, TOINTPLEG, POITATPIEG, APXITEKTOVIOCEG
Kal eKaltdevTikoi Kal oLAAEyoupe 6,TL mapdevo kal dpopdo pmnopei
va Sievplvel Tov KOGHo pag. Mag evladEpouv 1600 oL KaBnNUeEPLIVESG
adnynoelg 6oo Kat ol popPég TNG pavraciag (EMICTNUOVIKAG A KN) oL
avantdooouV TNV MPAYHATIKOTNTA Kal TV unepBaivouv. EmiSiwkoupe
va yloptacovpe padi To ATtumo, To AVEMioNUO KAl To Kabnuepvo: va
Katolkfoovpe padi Ta kKowa.

Museum of Impossible Forms

To Museum of Impossible Forms (m{if}) eival €va MoAITIoTIKO KEVTPO
mov Bpioketal oto AvatoAiké EAoivki. Na epag, n €vvola tTou povoeiov
eivalpevotn Katappiofntoopevn. Avtinpoowrneel Eva onueio enadng
Kal éva Xwpo amo-pdénong Kal avto-pdaénong, emavasdiatinwaong
TAUTOTATWYVY, KPITIKAG CLUVEISNONG KAl KPITIKAG OKEYNG, IOV GLUVNYOpPEL
JE TNV €vvolda TOU Tapa-PouCcEioV KAl TOL avTi-Houvoeiov. «Aduvarteqg
HopdEC» BewpPOUPE AUTEG IOV S1EVKOADVOULV TNV LTEPBAcN TwV opiwv
KAl TwWV ocuvopwv HETAEL TNG TEXVNG, TNG TOAITIKAG, TNG TPAKTIKAG,
Ng Bewpiag, Tou KAAAITEXVN Kal Tou Beatn.

To Museum of Impossible Forms 16p08nke tnv advolén Touv 2017 and pia
ave&aptnTtn opdda KaAAITeEXVWy, eMIHEANTWY, PIA0cOPWYV, AKTIBIOTWY
Kal maildaywywv w¢g €évag avTIpaToloTIKOG, queer-geUIVIOTIKOG,
ETEPOYEVNG XWPOG, WG Hla TEIPAPATIKA Kal peTaBaAAdpevn popodn
ékppaong. To Museum of Impossible Forms mpoteivel éva gupld
nAaiclo 6§pacTnPlOTATWY PECA amd TOV TOAITIKO XAPAKTAPA TOUu,
TNV mpocofaciydédTNTA KAl TNV AVOIKTOTNTA TOU, TNV TMOAUYAWOOIKNAG
BIBAIOOAKN TOL MAPEXEL, TA E€PYACTAPLA KAl TIC CUVAVTAOCELIC TOUL
¢1hoeveil kal TNV cuvexn Mapaywyn apxelakon LAIKOD.

Kenno Fimi

H “Kenno Filmi” eivat pia ouvepyatikn eTtalpeia mnapaywyng
Tawiwyv kKat Pnodlakwv texvwv pe €6pa to EAcivki. Mpoteivel Tov
EMAVATIPOOSIOPIONO TWV TPAKTIKWY Tapaywyng Kat diavopng tng
KIVOUUEVNG €lKOvag pEow SlaBepaTikwy S1aAOywvV Kal CLUVEPYIWV.
Amnotelei pla mMAatdopua HECW TNG omoiag GEPIVIOTIKEG pEBoSOL
ouvepyaciag eival eAedBepeg va ocuvvnyopnoouv otn Snuiovpyia
HeTABOAWV.

ZT6X0OC HMaAG €ival va €VEPYOTIOINOOULHPE KAl Vva HOIPACTOUHE
KPITIKOUG TpoOMoug (ouv-)epyaciag pe okomod Tnv audlofiTnon Kat
TNV amnoctabepormoinon Twv HEPOANTITIKWY UTAPXOVTWV Sopwv
Kal TNV emnavasdianpayyareucn ToU TAAICIOU Kal TOU TIEPIEXOMEVOU
¢ SnUIoVPYIKAG epyaciag. To 2020, mapovcidoapye €va avolxto
EKMAISEVTIKO MpoOypappa oe cuvepyacia pe To Museum of Impossible
Forms yia va evioxboovpue TNV aAAnAemiSpdoelg Kal TIC OUVOECEIQ
peTAED KivnuatoypadloTwy Kal akpoaTtnpeiwyv Kal atépwyv Kal opaswv
and mnolkiAa yvwoTikd media. To mpoypaupd pag AarmooKormei otnv
avabewpnon TOL OLKOCLOTAMATOG TNG ONMUIOVPYIKAG E€pyaociag,
vrootnpifovrag mapdAAnAa Tnv KPITIKA SlaBegpatikéTnNTa, TN
Slapoépdwon vEwvV oxEoewV Kal TNV LRPISIKA eunelpoyvwoolvn oToV
Kivnuatoypado.

~Jaboratory
for the Drban Oommons

H ¢€kdoon Every Cinema e€ivail é£va ouvepyatiko/kKoivd E€pyo
yetagl Tou Epyaotnpiou yia ta Actikd Koivd, Tou Museum of
Impossible Forms kai tng Kenno Fimi, ka1l mpaypatomolieital pe
TNV UumootnpPili&n Tou Ymoupyeiou MoAiTiopoU Kal ABANTioWOU KAl
Tou Foundation for Arts Initiatives.

M} e

Museum of Impossible Forms

FILMI
EAAHNIKH AHMOKPATIA H I
Yroupyeio MoMTiopow kat ABAnTIcHOU
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H avanapdaotaon &ev £€xel onuacia

LINA BEMBE

I.

Tov OKTORP10 TOU 2017 diopyavwoaue pali pe dUo ayamnuévoug
pou oOuvadEAQOUC £va €PYACTAPLO TOU TPAYHATOMOLNBNKE KATA
Tn &1dpkela Ttou Porn Film Festival oto BepoAivo. O&hape va
OUYKEVTPWOOUPE p1a opada amd TMePPOpUEP HE palpn n okolpa
en1deppida, pPeE OTOXO va TAPOUUE OTa XEplia pag Inthpata
avanapdotaong otTtn Biopnxavia tou mopvo. H emionun mpookAnon
pyag eixe wg €&NG:

Oa BfAape va 00G TPOOKAAECOUME Vva Yivete WEPOG TOU
«EmavadiekdikovTag TNV €1kO6va Poum», E€vAd  OUVEPYATLKO
MEOTIEKT yi1a WPn AeUKOUC OUMPMETEXOVTEG KABe @UAOU Kal
TautdTNTag Tou dpactnplomoiolvial oOtTn PBiounyxavia Tou
mopvd KAl TNG o0eEepyaoiag.. ITOXoC Tou «EmavadiekdikmvTtag
TNV €1kKOvVa pOU» €ival va dnuioupynoel €vav aoc@aAn Xopo
yld vO pO1pacToUPE KAl va oulnTACOUPE T1G dvnouxieg pag
yla TNV avamapdotacn o€ OxECN HE TA OOUATA PAG KAl Tig
Biounxavieg o0T1¢ OMOieg GUUUPETEXOUME. Oa TMAPOUPE PEPOG O
€VaAV KATA1lYy10WO 18€(V OXETLKA UE P1a Klvnuatoypdenon, OOTE
Va T1PAOCOUHPE B1APOPETIKEG TMTUXEG TNG O0£EOUAAN1IKOTNTAC pag
KOl va avOapeTpnOoUpe Pe TaA mMAPAd00laKA OTeEpPedTUNA.

M’ autolU¢ TOUG OTOXOUG KATA VOou, TO €PYACTAPLO pAC O1NPKECE
SU0 pEPeEC. Tnv TPWTN HEPA EKPPACAPE TIG AVNOUX1EC pAG KAl
UO1PACTAKAYE TNV AMOYOATEUON yld TO OT1 viwbape €ite aopata
€itTe uUMoOEKMpoOOowNOUPEVA OT1G Plounxavieg paAG. ZIUVELCPEPAUE
18€e¢ yia TNV Kivnuatoypdenon mou 6a yivotav Tnv emndpevn
yépa. MiAAocape yia T1C TEAETOUPYieC Kal yia Tov TPOTMO ToUu
KaTaypd@oupe oOuvevTeUEelg. TeAikd dev KataAn&ape o’ £va
OUYKEKPLPEVO OXES10 y1ld TNV Kivnuatoypdenon, GAAG eixape tTn
BeBaioTNTO MWC N EVEPYELA TOU XTIiOTNKE, KATA TN S1dpKELA TNG
mP®TING ouvavtnong, 6a pag PBonboloe va KaTtaAn&oupe o0€ KAT1
KaAO6 yia TNV Taivia pag.

Tnv enduyevn pé€pa OTOV XOPO TOU e€pyactnpiou eixape yupw
UaG PEP1IKEG KAPEPEG, OAAG Sev e€ixauye poipdoel poOAoug vyia
Tn oknvoBeocia i tnv idia Tnv mEPEOPUAVG. KATAMLAOTAKAUE HE
omoia dpactnpidétnta OEAape. Kdamoiol amo@dolicav MG HBeAAv
Va K1vnuaToypa@noouv KAMOoleg dNA®OelG. [MapdAAnAa, KAT1 Tou
épo1ale pe MAAN avapeoa oe U0 R Tpia dtopa £EeArixBnke Eagvika
o’ €évav owpo amd avepwmoug Tou pmdtoilav o £€vag Ta omicbia
Tou GAAOU | KpatidvTouoav XEPAKL XEPAKL. AkoAou6noav kKAduata,
TO TAPEUPLOKOPEVA ATOPA HO1PACTNKAV TPOOCWNLIKEG 10TOPiEC yia
Tn pova&id Kal yia TO va VviwBelg ekteBeipévo. H umdloimn
ouVAVTNON OUVEXI1OTNKE W’ €uUaiocOnteg oTiypéEG yepdteg vonua,
OANG KOl P1KPEG TeEAETOUPYieg, og pia aTtpdoPA1Pa ACPAAELAG KAl
OUVTPOP1KOTNTAG.

MEXP1l VA TEAELWOEL TO EPYACTAPLO E€IXAPE APKETA €KTEVN TMAAva
and S1aQOPETIKEG OTIYUEC €Keivng Tng nuépag. Méxpl onRupepa
Ta dtopa Tmou oupdeteixav diatnpolv To dikaiwpa mpdofaocng
0’ autd TO UA1LKO, Ot Tmepimtwon mou B€éAouv va @Ttid&ouv pia
Taivia TNg emiAoyAg Toug. OE£0apE pla O€1pd KAVOVWV yia TN
XPNON QUTOV TV APovTAPloTOV TAAVOV KAl TO TeA1kO povtdal,
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MPOOTMAB®OVTAG va amo@UYOUHE OTO HPETPO TOU €QLKTOU TNV mibavn
KaKn XPNon Kaili ylia va MPoc@EPOoupe OCO TO dUVATOV MEPLOCOTEPN
ao@AAEla oTa ATOHA TOU gPTMAEKovVTAV. QOTOCO, HEXPL ONUEPA E£XEL
OAOKANPpwBei povo pia taivia. MNapd TiG¢ 0TOXAOT1iKEG oculnTAOELG,
Tn ouvtoviopévn avtaAlayn 18eq@v, T1G £VTOVEG OTLYUEG TOU
anaBavdtioce n KAPEPA KAl TN XPAon MHETPWV TPOEUAAENG, KAT1
UTovoel MG 01 MPOTEPALIOTNTEC AAANAEAV KATO1d OTLYHA.

Fvopn pou €ival mwg, METE amd TIG EUTMELPIEC TOU ATMOKTHOAUE
0TO €pyactAplo, n 18€a TNG dnuioupyiag¢ piag TAlviag PMAKE OE
deltepn poipa. H opodpn emibupia pag va molpe otov KOOUO TWG Ba
0éNape va eivai n avanapdotaon pag dev €ixe téon onupacia, otav
V1OoOpe MwG TO BAEppa mAvw pag ATAV AuTto mou emibupoloape, KAl
MAA10TO AVAKE O0€ O1A1KA PAG ATOPA TOU NTaAv mPoBupa v’ ag@noouv
XOPO yla TNV a@iATpdplotTn, €UAA®TN TAgupd Tou eautol pag.
AUTO TO €pyacTApPlo dev NTAV £€va mMepiBAAlov Omou 6a divape pia
MeEPEOPUAVG yia GAAouC. To mio MOAUTIPO UEPOG TOU €pyactnpiou
nTtav n mapoucia pag. ETOl, n avamapdoTacn pag mépa amod autolg
TOUG TEPLOP1OUOUC Sev Ba PmopoUCE va OuykplBei pe Ta oO0a
ouvéBnoav €keiveg T1¢ U0 NUEPEC KOl PE TO T1 OAUAlvav yia
TMOAAG amd €Pdag.

II.

H avamapdotaon (mou oTa ayyAikd PeETAQPAZETA1l €mMiong KAl G
aVT1MPoo®neuon) e€ivai €vag pAAAOV ouvnliopévog Opog otTnv
mopvoypdeia mou ameuBUveTal o’ €va €E€181KEUPEVO KO1VO KAl
Bpioketal pakpid am’ 6,T1 BOewpeital kavovag Ttou mainstream.
01 mio ouvnBiopéveg avtidpdoelG OTO mainstream agopolv TNV
€TEPOKAVOVIKOTNTA TNG MPOCANYAC TOu, TNV €AAELIPN QUOGIKOTNTAG
0T1G TMEPPOPUAVG KA1l Ta €milnPlad TOPTPETA TWV QUAETIKQV,
EUQUAWY KAl TEPLOWPLOMOINUEVOV TAUTOTATOV. TNV TEPIMTWOON
KATO1WV «EVAAAAKTLIKOV» TOPvVoypa@lwmv (QPePivicTiKeav, queer,
neikwv, K.d.), akKoUyeETAl ouxvd —peTAEU AAAwv— OT1 aQUTIAR N
€VAANOKTLKNA A100NTL1KA KA1l TA €VAOAAGKTLIKG a@nynuaTa amookomouv
OTO VO KOTAOTAOOUV 0PAaTd TA OUYKEKP1PEVA OOUATA KAl T1G
oeEouaA1koTnTeG Mou a&ile1l va 1dwboUlv.

Me TmoOAANOUG TPOTMOUG KAl HE TOUG O1KOUG TOUG OUYKEKPLHEVOUG
Opoug, Ol queer KAl @EULIVIOTIKEG TOPVOoypagieg vyivovtal
AVTLIANMTEG TOOO WG €idn 600 KAl w¢ TMOALT1KAG €idn Adyou. AuToO
TO @QAU1vOPEVO UTMA1VioOoeTAl TN SUVAP1KA TNG HETAPOPQWONG TNG
0eE0OUAALIKAG avamapdoTaonG TWV UTOKEIPEVOV TIOU GCUHHPETEXOUV
0€ QUTEG, KAl TNG AUE1oBATNONG TWV KUpiapXwv a@nynoewv yid
™n ogEouaAikoTnTta Kaili TN d0vapn, &€ve, KAAOG EXOVIOV TV
MPAyPdATeV, UTOPEL va EMNPEAcEl TO MWG TO KOivd BAEmeil, oulntd
Kol Biovel Ttn O1KA Tou og&oualikoéTnta.

H mopvoypagia €ival €va anod ta Aiya aulydg 0EEOUAALIKA TOAITI0U1KA
mpoidvta mou umdpxouv ekei €Ew. To va QEPVELG OTO TMPOOKNV1O
To «00€ato» a@opd TNV TOMOBETNON OPLOUEVWV OWPATWV, EKSOXMOV
TNG 0€EOUAALIKOTNTAG KAl TMPAKT1KOV TOU BewpoUvTal adpdTeC OE
OUYKEKPLUEVOUG —(QUOLKOUG 1 81ad1KTUAKOUG— XWPOUug. AUTO HE TN
0€1pA TOU £XE€1 TNV TMPOOMT1KN VA TMPOCPEPEL O€ pia Pepida Tou
kKo1voU Tnv moAumoentn emiBePfaiwon, va ondoel tnv aiocBnon INng
anopyovwong, va PRAAEL oTov XAPTN OPLOMEVEC OUAANOY1KOTNTEG,
va eKkmaidevoel 1 va diatnpnoel JwvTavh TNV 1o0topia Twv
MEPLBWPLOMOINUEVOV KOLVOTATWV. EmMiong, QUTEG 01 TMOPVOYPAPiEG
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ymopei OKOM1pa va evepyomoloUv €eVSOUUXEG, e€uaiobntTeg, N
KAVOV1OTL1KEG, TAVNYUP1KEG N K1 EMOBUVEG OUZNTNOELG yld TO
0cg, 01 omoieg e€ivaili SUOKOAO va yivouv omoudAmote aiAol. I’
autdé To mAaicio, n avamapdctacn pmopei va eivai pia 1oxupn
81081Kaoia TomMoBETNONG MOAUTIOBNTWV €1KOVOV KA1l A@NynUATOV o€
OTPATNY1KEG B€0e1g. 01 MOPVOYPAPLKEC AVATAPACTACELG HPTMOPEL Vv’
aVTAMOKP100UV 0€ pi1a aTléVTa PeE KAAEG TMPOBECELG, va evioXUoouVv
Tnv aiocBnon TNG KO1vOTNTAG KAl, €VOEXOHEVWG, V' aynenoouv,
v’ aAAGEouV KOl va 31a@OPOTMO1RCOUV TO OEEOUAALKO (QAVTACLAKO.

III.

H avamapdotaon pymopei va amMOTEAECEL pla onuavtTikn di1adikaocia,
oUPBAANOVTOG  OTNV  Avampoodppoyn  TOU  @avTacolakoU  Kal
TV €EOUCLACTIKAOV aA@nynuatev. Qotdéoo, n diadikacia 1Tng
avanapdotaong PMopel emiong va @€PeL EYYEVAOG KATO1a MTPORARUATa.

To oupBAT1KO voOnua TNG oUvBeTng d1081Kaciag TNG AvamapdoTtaong
apivel va evvonBei mw¢ umdpxel pia diagopd avdpeca otTnv
MPAYHATLIKOTNTA KOl OTO T1 BOewpoUPe €peic mpaypatikotTnta.
H 1id1a n A€En umovoel mw¢ umdpxel evdoyevwg €vag PRabudc
«aVOKpiBeiag» OTO WPETPO TOU N TMPAYHATIKOTNTA oOupmimtel
UE TNV TMANBOPA TWV VOEPOV aAVATAPAYWY®V TNG. Ym’' autd To
mpiopa, KAl BAcel TNG SUVAPLKAG HYE TNV OMOid 01 TMOPVOYPAPLKEG
nep@épuavg Bpiokouv TO KO1vO TOUG, n avamapdotacn €ivai ZATnua
KatavaAwong €1KOVWV, O€ pia d1adikacia oOmou eivail avamdédpaoctn
N avTikelpevomoinon Twv €1KOVWV KAl TWV OWHATWV. H umodoxn
KAl n €punveia Twv TOPVOYPAQYIKOV €1KOVWV BOa Tapauyévouv yid
MAVTa €£01PETIKA UTOKELPEVIKEG KA1, UTO OUVBNKEG, Ba €pxovtal
oe avtiBeon pe Ta 60a mpotTibevTal va petadwoouv 01 dnuioupyoi
KA1l 01 MEPPYOPUEP.

01 TOPVOYPAP1KEG avamapactdoelG WmopoUv va oOuveEéoouv pia
TpueepPn, ouxvad avayAuen €1kova, n omoia £€xe1i tTn duvatoTnNTa va
MPOCEAKUOEL I VA OUVTOVIOTEL PE TOV TPOMO TMOU TO KO1vd PBiavel
TN 0€&0UAALIKOTNTA TOU, T1G (QAVIACLWOELG TOU N T1G MPOOdOKieg
Tou. Katd ouvémelia, 01 TOPVOYPAQ1KEG TALVIEG, 01 TMEPPOPUEP
Kol o1 o&nuioupyol pmopei PeEP1KEG @OPEC va emaivolvTal
N va KpilTikAdpovtal, avdloya pe Tov PBaBud mou BewpouvTal
«QVT1MPOOWNEUTIKOL» amd OUYKEKP1PEVOUG KATAVOAWTEG. Mia
eVOELKT1KN MeEPIiNTwon €ival To aitTtnua yid «auBevtikdTNTA», TOU
€ival TPOAMALITOUPEVN y1ld TO «KaAdo» mopvd (To omoio yivetai
Katavonto ®w¢ TO avtiBfeto Tou mainstream). QuuApal KATMO10 WENOG
TOU KO1VvoU o0’ €va @e0T1BAA TMOPVO va mapamoviEéTal otn oulAtnon
JeTd TNV mPoPOAN yia To OT1 £mMpemne va €1 pia OoAOKANnpPn Ttaivia
—amnoé To oUVOAO €VOG MPOYPAUPATOG TPOoROoA@vV— mou dev ocupPdadile
ME TN OUYKEKP1WEVN queer Ogpatoloyia mou mepipgeve va del.
(Mdvtwg n Taivia ATAv OMWOSATOTE CUVAPAG HE TO MPOYPAPMA KAl
Mapouciale €UMEPLIOTATWPEVEG OKEPELG. ) OPoiwG, 01 MEPPOPUEP TOU
mopvod dExovtal o€ KaBnuepivn Bdaon pnvlpata mou €ite ek@pdalouv
andAuto Baupacpd eite amoOAuTn TMEPLPPOVNON KA1l EKPNSEVIOUO,
avaloya pe TO Katd méco évag BeatAC VIWOEL AVTIMPOCWMEUTLKA
TNV avamapdotacn TOU OWUATOC, TNG O€EOUAALKOTNTAG N  TNG
S0UAe1dC e€vOC OUYKEKPLUEVOU dnuioupyou.

H mpoodoKia TNG «aVT1MPOOWNEUTIKAG» AVATAPACGTACNG TOU KOivoUu

ymopei va ouvtpiPel TN SNULIOUPYLKA KAl TOALT1IKA SUVAP1KN
Tou mopvd. Me mapddofo TPOMO, TOMOBETEL VEEC KAVOVIOTLIKEG
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npoodokieg oe e€Eeidikeupéva €idn mou avadlovial HPE OTOXO
va avtikpoUuoouv Ta Kupiapyxa agnyAuata. 01 dnuioupyoi kai o1
nep@opUep Sev XPE1AZETAL VA AVAMAPLOTOUV N KAT’ €MEKTAOH Vva
eKkmpoowmoUVv Kavévav. MmopoUv va kKAvouv KaAn douleid mou Oa
Yuxayoyei, 6a MOPAKIVEL TO KOLVO VA OKEQPTEL T1G TMOALTIOH1KEG
KOl TOALT1KEC TPOEKTACELG aAUTOU TOu WEoou, Ba mapoucidlel
gia moikiAia amd evdexOpeva ylia TO TMOC UmMopel va @aivetai
€va yaunol otTnv KAYepd, Kali Oa umopei va OAOKANPwOEel xwpig
va avamnapilotd N va avTinpoowmneUel KAvVEvA ATOPO. MiA@VTAC WG
mep@OPUEP KAl dnuioupyog, 6a pou ATAv TmpakTtikd adlvato va
avaldBw TO KABAKOV TNG EKMPOOCAMNONG HM1ag opdadag aTopwv Xweig
va E€pw av po1palOpacTE KOLVA XAPAKTNP1oTiKA (R otidAmote
GANO) 1N T1C OKEPelg ToOU pmopei va €xouv yia Ta o6ca BAEmouv
oe péva.

Iv.

NMépa amd Tn AOY1KA TOU d1KA1OUATOG TOU KATAvaAwTh, n 181iaitepn
éupaon mou divetaili otTtov TOpEA TNG AvATMAPACTAONG OTO TOPVO
Umopei O£ OPLOPYEVEC MEPIMTOOELE VA PAG ATMOOMACEL TNV TMPOCOXN
and AAAQ onuavTika Inthuata.

H mopvoypa@ikn avamapdotaon, aKOUA KAl PECA OTA QPEUIVIOTLKA,
queer 1 «nBikd» eEeidikeupéva €idn, umopeli emiong va
UTIOTIECEL OTN VEOPLAEAEUBEPN €pyaAeiomoinon TNG TMOALTIKAG TNG
TauToTNTAag. O1 dnuloupyoi KOl 01 TEPPOPUEP ToOu aomdalovTtal
N «31OQOPETIKOTNTA» KA1l TNV «EVOWPATOON» ©G HEPOG p1ag
OTPATNY1KAG HAPKET1VYK umootnpilouv tnv avdykn ToUu va
CEKTMPOOWTOUV» OPLlOYEVA OOUATA KAl OPLOPEVEG TAUTOTNTEG,
®OTeE va eyeipouv TO IZATNUA TNG «NO1KAG» TOUG TPAKTLKAG.
Mep1KEG QOPEG TO WOVO ToUu 1oxupilovtal e€ivai mw¢ mapoucidlouv
510popeTIKG ompata pe «oeBacpd», avtiBeta pe 6,T1 oupPaivel
oTo mainstream mopvo, cav auth n Xeipovopia va kaAlmtel amod
povn Tng tTn olvleTn @UONn TNG NO1KAG OTOV E€PYACLAKO XWPO.

¥To mMA0ic10 AUTAG TNG SUVAP1KAG, N £UEACH OTN «S31APOPETIKOTNTAN
KOl TNV aotoxaotn emavaiAnyn TnNG «onpaciag Tng avamapactacng»
umopei va otpEéPel TNV afia TwV TEPPOPUEP KA1l TWV dNULIOUPYOV
OTMOKAE10T1KA 0TA anmAd XAPAKTINP1OT1KA TNG TOALT1KAG TNG
tautéTnTag. Oa umootnpila MG, AVTIBETWG, AUTA N UTEPPROALKA
€y@aocn ama&imvel TOUC aAVOPOTMOUG, BewphvTag Toug €Eva €idog
«OUVOAAAYHOTOC S1aPOPETIKOTNTAGY KA1, WG €K TOUTOU, TEKUAPLO
yla TNV TPOOYXNUATLKA UTMOOTAPLEN Twv HELOVOTATWV. [poOKElTAL
yia £€vav @eTiX10pd TNG UTMEPQLAANG S1AQOPETIKOTNTAC KAl TNG
evowuAaToong — duo AéEeic pe feel-good TOVO Tmou dnA@vouv
KOLVWV1KNA ouveidnon, aAAd pmopoUv va amo@épouv KEPSOG. Av 01
AEYOUEVOL OCUUTEPIANMTLIKOL TPOMO1l TNG avamapdotTaong UTeEPEXOUV
neika ¢ otoxol, TOTe eival e€UKOAO va TaApPAYKwvV1oTel amo
™n oulATnon To MG n d10@Aveld, N EMAPKELA TWV EPYACLIAKAOV
ouvenkov, n mpdoBacn OTOUG MNYXavicpoUg OS1aPecoAdBnong Kai
avaAnyng €uBuvev KAl n peTATOMiOon TNG SUVAPLIKAG TNG €&ouciag
OTOV X(OPO TWV YUPLOPATWV 31APOPOOVOUV SPUOTLIKA TOV (QPEUIVIOHO
KOl TNV NO1KA ©¢ MPAKT1KEC TNG Topvoypagiag.

AV n TMPOTEPALOTNTA PAG OG KATAVAOA®TEG €ival va VIOOOUUE
Taltion N AaVTL1MPOOWNEUON, MTMOPEL €UKOAA va TapaBAEPoupe Tnv
e€iocou peydAn onupacia TNG d1aTAPnong KAl TNG UTOOTAP1ENG
TOV EMLOPAADOV UTOSOHOV TOU KabioToUv duvdadTh TNV TOPVOYPAPLKA
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epyacia. 01 KATAVAAWTEC pmopoUvV €miong va TMAnpo@opouvTal yid
T1¢ €E0UC100T1KEG SOUEG PEOA OTNV TMOPvVOypaeia, va apeiofntouv
T1GC O1KOVOWP1KEG SOPEC TNG TMOPVOypPaAQiag TNG mpotipnong toug,
va Bpiokovtali oe eyprAyopon ylid TO TOld «31OPOPET1KA» oQOUATA
Kol ogEouaA1kOTNTEG yivovtal eumpdodekTa KAl ylia TO ToOld
napapévouv aopata. OAa autd eivai ZntApata ZwT1KAC onupaciag
oTNV €MOXN MAG —OTNV omoia o aywvag yia esnifiwon €ivai n vépua
yia TOAAOUG oefepydteg ka1 oefepydtpieg, Ta péoca epyaciag
gival mevixpd, n Aoyokplioia, n aoctuvOdeEuon KAl n E€M1TAPNON
KaAnmdlouv— ka1l oe mepifdAAovTa ota omoia n vopoBeosia ka1 Ta
€18n Aoyou evdvtia otn oefepyacia kepdilouv B31APKOG £8AQOC.

Yuvoyilovtag, n avanapdotaon €ival onuavTikn TNV mopvoypagia.
Eivai n mpd&n tng tomoBEéTnong piag €1kKOvAG o' €va OTPATNY1KO
onueio, amd TO omoio £€xel TN OSUVAW1KNA VA HETAPOPPH®OEL TO
OUAANOY1KO @aVvTAo1lakO KAl Vv’ agnynbei 810@QopeTikEG 10TOPiEg.
Autd upmopei va onpaivel MOAAA yia Ta ATOUA KA1 T1G TMPAKTLIKEG
mou KouBaAdve mdvw TOUG o€ KABNuUepivh Bdon tn Bia Tolu va €ivai
adpata Kal mepibwpiomoinuéva. QotdCO, N auiyng avamnapdotaocn —
WG auTooKomog— dev B’ aAAdEel amd povn TNG Kauyia €EouciacTtikn
doun, €ve pPmopeil mMPAyMAT1 va OTPA@el evavtiov pag av dev TNG
S(OOOUPE OPKETN onuacia. H ouciaoTikn avamapdotacn dev pmopei
mapd va amoteAei €va povo pEPOG piag euplTeEPNG 61ad1Kaciag
OUANOY1KOV TPAEEWV.

V.

H avamapdotacn kai poévo dev mpolUmoBETEl TNV AUTEVEPYELd.
OC TEPPOPUEP, N AVTIMPOOWNTEUCN TNG TAUTOTNTAC pOU O pia
Talvia eV CUVEMAYETA1l AMAPALTATOG TOV HPEYAAUTEPO EAEYXO TWV
apnynuATwV pou, TwV HPECWV TAPAYWYNG, TWV KAVAA1QOV S1avoung
NG €v AOyw TO1lviag, evd dev pmopei va emifeBaiwcel TO OT1
MANPOONKA KaAd. Oa £€Aeya MwG N AUTEVEPYE1A a@opd TNV €eVePyYN
OUUMETOXN, TO VA WUTMOPEIG VA AOKELIC €M1PPON O B1APOPETIKEG
d1ad1kaoieg. AvtiBeta amd TNV avtimpoowneuon pEéoca amd TNV
avanapdotaon, N AUTEVEPYELA TMPOXWPA TMEPA AMO TNV KATAvAAwon
TV TOAAATMAG®V AVAYVOOEWV TNG €1KOVAG POU, PE TPOTMOUG TOU dEV
UToP® va eAEVEW.

To mopvd eivail moAiticpikd mpoidv, eivai €va Oxnua Tou
UETAPEPEL £€va oUVoAo 18ewv. To mopvd eivail €va SnNPioupyiko
péoo pe peydAn mibavéTnTa va KAvel To adpATo 0paTd, AAAA dev
€ival and pdévo TOUu £€vag XWPog.

Yo auth Tnv £€vvold, N OAUTEVEPYEld emMekTteivetal mépa amd
TNV mPAgn TNG Kivnuatoypdenong, agopd 1diaitepa To T1 €idoug
MOA1T1KO1 X®Opo1l pmopei va mpokUYouv péca amd To mopvd. Exel
va KAvel PE T1G OUANoylkoOTnTeg. Eivail to «amd epdg Kai yia
JaG» TOU EKTEIVETA1l MEPA AMO QUTO TOU oupBaivel otnv 0006vn.
O¢ autevépyelia opiletal, yia Tmapddeiyya, n opydvwon HE
OKOTO va BpeBei o01kKovoplkn evioxuon ylia Toug e€pydTeG KAl
T1G epydTpleg TOU TmoOpvd KAl Tou o0€f, mou dev Aoyilovtai
WG «OUVAAAQyua 510QopeTIKOTNTAGY 0T1Gg AOUOTPAPLOUEVECS
TOPVOYPAP1KEG TapaywyEC. H opydvwon yia va Bpebolv ta péoa, n
kaBodrnynon N n umootnPiEn TwV PN MPOVOoU1loUXwV SNU1ioupyov yia
va kKdvouv Taivieg mou Ba pmopoucav va 81EKSLKACOUV TMEPLOCOTEPN
autevépyela. H diopydvwon aveEApTNTwV @e0TIRAN Tou Eekivouv
and T1¢ TEP1OWPIOMOINUEVEC KOLVOTNTEG Kal ameuduvovtal o€
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QUTEG, KAl pmopel va TmMEPLKAEiouv TOAANATMAEG £VVO1eEG TNG
QUTEVEPYELAC KOG XMOPEO1l TOU UTOPOUV va @QEPOUV TOUC avepamoug
KOVTd, €vioXUOVTAG KOl TIUOVTAG T1C KOLVOTNTEG.

H autevépyeia 0To MOPVO Umopel va €ival €va 1810itepa QeuyaAréo
18avikO. & TeA1KNn avaluon, mépa and Ta £Eei1dikeupéva €idn
mopvoypa@iag N T1C €PYAclaKEG OUVONKEG, auth n PBiopnxavia
eivai e€&aipetikd ouUvBetn, emnnpedletal 1diaitepa amdé TN
AOYOKp1loia, TO OTiypa Kali T1G @Q1IAEAEUBepeg aTLEVTEG TNG
ayopdg. H Biopnxavia Ttou mopvo umopei va €xel va KAVEL TOAU
pe tnv emifiwon. H emiteuEn Tng autevépyelag amaiTel TOAAR
Souleid, MOPOUG KAl AVTOXN, €VGO Pmopel va eivail aBéBain Kai
epnuepn.

Quudpal pge Xapd Tn SUVAHPLKA TOU €PYydoTNPiou pag, avakaA@vtag
To 6t1 OAa Eekivnoav amdé TNV avamnapdotacn- He oTOXO TNV
TomoBETNON P1aG €1KOvVAG TMioTNG otTov €autd pag, PeE TNV eAmida
MwG N €1kOVA 60 KATAVOAWVOTAV PE TOV TPOMO TOU €M1BUPOUCAME.
0a £€xw mavTa oTtnv Kapdid pyou AuTH TNV MPOOTMABEla va CUUBAAOUUE
oTtnVv aAlayn Tng €ikovoypa@iag. AAAG TO KAAUTEPO ATAV TO TOGCO
ypnyopa EexAoape TNV APX1KN PAG OKEPYN OTAV CUVELSNTOTMO1NCAUE
MWG O0TNV TPAYPATIKOTNTA dnulioupynoape €vav X®po yia va
JoipactoUPe, VA VIWOOUME EUAANTEG K1 €UAAWTOLl, VA KPATAOOUME
TO £€va TO GANO Kal va deBoUpe. EKeEivog 0 X(OPOG TOU gpyactnpiou
ntav eenuepog. 01 ouvd€0oelC KAl n onuacia Tou epyactnpiou
€ival akopa ZwvTaveg.
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HILDA KAHRA

‘000 €00 BAleig tnv Kacf€ta, €ym maipve B6&on oto kpeBati. Bdalw

éva POE1Adp1l KATw amd TNV KAWUmUANn Ttng péong, @Eépve dimAa pou
éva motnpl vepd, Koi1Tdlw TNV TMAATN OOU KAl V1in6w. Zeotaoid.
Tnv mepacpévn eRdopdda ApPBe n papd ocou Pe TO Bivieo ka1 tTnv
KAOETa, KAl apéowg WeTd —-va ’'tav K1iOAAG TNV EMOUEVN HEPA;—
€QTacav 01 «Advol MO1NTEG» OE OPPAYLOHUEVO QPAKEAO. ZAMAGOVW OTO
KPERATL Kai n kacéta apxilei to KpotTtdAioud tng. Eicayeyn u’
éva Aoyotumo oe kdAmoia ywvia.

Ap10TEPG.. Ae&1d. Aev umdpxel aploTtePd. Micod Aemto. Mpota
avdnoda, MPETA apPloTEPA. Xpwpyata Pe KOKKO, uPnAd kovtpdoT,
€1kOvVeG Tou Tpepomailouv deixvovTtag TG TAATEG KAMO1WV
avlpanwv. Eva deATio £13A0swv and T1C APXEG TNG SEKAETIiAg ToOu
’9Q. «l1a tnv EE Aée1i;» pwtdw, K1 €00 YOUPUOUPIZELG «VOULOUA».
EoU €ical TO POVO POU VOP1OUd, HwPO POU. EVOTIKTOOOG BEAW V'’
AMAQO® TO XEPL WYOU O0TA PAAALd oou KAl va o€ TPaBn&w Kovtd pou,
OAANG oTEKOpal akivntn, xaleUovtag T1G MAATeg. MimiAileig £va
0OKOAOTAK1 Kal pouppoupilelg KATL yla AMOCUVBECELG.

Akivntn. O AX0G £xe1l KABUOTEPNON, €VOEXOUEVWG VA QTAive aUTEQ
01 payVvNT1lkEG Taivieg péoa otnv idia Tn PlvTEOKACETA, TOU
KAvouv TOV NXO va aKOUYETAl KAMwG OTPERAOG, oav va £miace
uypaocia n kKac€ta f oav va £xel Kaipd va xpnoipomoinBei. Topa
oTnVv €1koOva €xel povo yahalio, umoBpUxia, KAl AKOUYETAl O
Nxog amd @Aalaive¢ mou KAaive. Avdamoda gaivetail n idia opdda
ooV, AaAAG O AXOC TO HETAUOPQOVEL ot dAtopa. Ta WPEAN piag
01koyévelag UmopoUV va akoUOOUV KOl va €E€M1KOLVWVACOOUV TO €va
UE TO GAAO amd XiAiopetpa. Akdpa Ki av dev BAEMOUV TO €va TO
GANo, pmopoUv va akoUcoouv. N’ akoUoouv TO €va To dAlo.

Eivai OKToOBpNG ka1l eyd EamAove pe Ta mOdia KOVIPA OTOV TOixo,
eve) €00 &1aBdalelg odnyieg oto ayamnnuévo oou WJmAoyk. Eivai
n teitn @opd mou S0oKIYAZOUYE TNV £yxuon «Aaveov TOINTOV»,
OMwG €XOUPE apxiocel v’ amoKaAoUUE TO OMEPUA yla TAAGKA. Aavoil
moinNtég, yliaTi otn X@pa TOu OmMéPPATOg, TN Aavia, @Tidyxvovtal
TOCO OpopP®a Tolnpata, oav Tou YAHYA HASSAN, mou &iaBdloupe
K1 01 duo o0To KPePRATi tn vuxta. Towg £€to1l va Eekivnoe Ki n
KouBévta yia maidid, otav d1dBala @wvaxTtd Kai £oU €RAAEG TO
CeoTO OOU XE€P1l OTNV KO1A1dG HOU, (OOTMOU KAT1 pag O1ékoye Kal
T1g¢ dU0o, pia evTUmwon.

0 épwtag €ival tdéoo Peyaie1ndns, Tooo a&106pnvntog. Nopilw mug
€ival vTpomiaoTikd va €100l €pwTEUPEVOG. EoU €icail mou B€Aelg
va Znooupe pali oto &1KO pag omiti, €00 €ical MAAL TOU TPUTAG
€M18E1KT1KA TO QOUOCKWTO UOU OTPWHUA WOTE VA TMPEMEL CUVEXELA va
Koipduai oe oéva. 000 yia Tn papd cou, mMoOU €ivail akadnuaikog
TOU K1lvnuatoypd@ou, auTn pag OTEAVEL TaAlvieg vyia dwpa, Ki
€T01 0T KPUPA IZnAelw TN PNTEPA cou, Tmou €ivail akadnupaikoécg,
yiati n 81knA pou papd e€ivai dvepyn €30 Kali Xpovia, K1 €viwoa
VTPOTA TNV TMPKOTN @opd Tou NPOe¢ omiTli pag Kol €ideg TO Kapod
TpaneloydavtnAo TNG HPAWAG HOU, TOU NTAV VEUATO AEKESEC — av
Kal aAékiaoto. Oa mpémel va mMeEPAcel Aiyog xpOvog yia va oou
eniTPANEL n mMPpooBacn OTOV KOOWO TNG UNTEPAG POU, OTA TMA1d1KA
Jou Xpovia. «Eival Omw¢ 0T1¢ Talvieg» Aeg KaBwG @eUyoupe amo
TO d10péPiopa, K1 €VO TO AOAVOEP KateBaivel, pou aveBaivel to
aipga oTOUG KPOTAPOUG.
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Aev E€pw TimoTa yia tnv Akadnuia.

Xtevildw pe TA SAXTUAG pOU TA WOAALG OOU, KABOG TO OmMEPUa
Tag1delel mMpo¢ TA PEOA, @AVTAZOpAl TWG avappiXdtal mPog Ta
mdvw, OTO €0WTEP1KO Hou. Oa xTicoupe KAAUBEG KATw amod TO
Tpanéli. Eicai toéco Opopon. Mia 6dAacca oto BabUy yaldlio
a1wpeital TPiyUpw KAl TAV® KATw, €ival ot’ aAnBeia SUOKOAO
va Eexwpioel kaveig tTnv avdamodn oYn piag @daiaivag, n edAaiva
givail toéoco otpoyyuAn, mou pévo TOo pATLI TNG, OMWG QUO1KA KAl
n omn am’ Omou metdve vepPoO, Sivouv pia €vdeilfn yia TO TO10
€ival To mMAve PEPOC TNG. Ouudual Tov NouiAl amd Ta MA1d1KA pou
Xxpovia. Kdamoio Bpddu, SimAad o0Tn QWTiodEVn miciva, o louili
onlel €va op@eavo ayopli pe to Ovopa TZEo1 amd BERAlLo MViyuo,
aANd o TiTAOC TNG Tailviag eivai EAeuBepnote Tov [ouili, Ki
€T01 0TO TEAOG O TCéo1i yivetai npwag. Me To XEP1l pou aOTa
oyoupd ooU WOAALG, TA OKEPTOPAL WG TO AmMAvVOiopa TNG moinong,
TNV avanapdoTacn TOU TPOTOU TOU OKEPTECAl. =a@V1iKa Ae¢ «Eivail
to EAeuBepwote Tov Nouililn, K1 ey® OEA® va yupiow pmpoUpuTa.
«T1;», ewvalw. «Eivail to EAeuBepwote Tov louili, S1doAe!».

MoAAd maidid kaBdépactav o £vag mave otov dAAlo, a@oTou
ade1dlaPye TO WUMOA UE TA MATATAKLIO KAl PE TN papd va kKaBetal
napadinmAa kai v’ aveBokateBdle1l to ocaBBatidTiko Kpaoi TNg —
mou ATav To id10 pe autd TNG Tetdptng A mMou KAl moU KAl TNG
Napaokeung. Tnv mpotTn @opd mou €£idape Tov [louili, OAo TO
oalovi époiale Pe miciva kai, 0600 amiBavo k1 av Atav, nABeAa
va €xw €va mapouo1o MOSAAATO KAl TA 1810 poUXd PE TOV KEVTPLKO
XOPAKTAPA, Tov TZéoli. Aev NATAV XOAP1lTWHEVOG, OAANA, evtdagel,
ATav KATMO10¢ Tou ABEAEC va MApelg umd TNV mpootacia cou. Oa
nBeAa va ’'pouv oav K1 autd To aydpi, av upmopolca va eipail
ayopi. Aev egima timota otn papd, yiati dev oculntoUcaue yia Ta
npdypata mou BOa B&Aape va €XOUPE N va €ipacte. ‘Hpaotav ndn
KAT1, 0’ £€va TMOAUOPOPO KTiplio pe mpdypata amd SeUTEPO XEPL
KOl p1oodialupéva modAAaTa mou £kavav BopuBo. HEN amd veapn
nAikia paBaivape va mouAdue Ta umdpxovtd pag. Na TouAdue
6,T1 dev xpnoigomoioUcape, OMwG TA Bivteomaixvidia kai Tig
OTEVEG WPMAOUZEG. STNV apxn YeEAOUOEG WE TIG 10TOpPieg pou,
(OTOU OUVELSNTOMOINOEG TMWG AUTEG d1aPoOPEWOAV TOV XAPAKTNPaA
pou ka1 o€ KAmMo1o BABPO ATAV OdUVNPEG.

H Bivteokaocéta Bpuxdtail, KAVELl pld pikpn malon kKai n €ikéva
po1dle1l va kOBetTa1l ota dUo. Evag AANoG KOOUOG BouTdel péoa otTn
yaAdZia miociva tou louiAi. Eivail mdA1l yia To vopiopa; FeAdg
Kol AeG «EoU €icdal TO POVO POU VOU1OHd, PWPO pou», BAEmw €va
cut k1 o Nouilil TevIOveTal kaAatd PAKOG TNG 066vnGg, O avdamodog
Fouili — 4 o KEi1ko, OMWG ATAV TO MPAYHATIKO TOu Ovopd.

01 mapaywy€G Tou XOAlLyouvt €xOouv oOuxXvd pid oTePedTUTN
MO1NT1KOTNTA TOoU €Xel va KAVEL Pe TN Aaxtdapa. Ai1aBalwm KAToOu
nw¢ TMAEov €ival Aiya Ta mMPAyPATA OTO O1lVEUA TOU OOU QEPVOUV
ddkpua ota pdtia, mou oou EumvoUv ouvaioBAiupata. Towg va €ivail
SEKO MPAypata ota omoia OA0o1 pag PmopoUPe v’ avtidpdooupe HE
KAGpa, ave&dptTnta amod TNV KouAtoUpad pag.

Me Tn PaOpPG ocou €xete MOAAG Koivd Bépata oulAtnong, OMWG yid
mapddelyya To olvepd, TNV moinon i Ti¢ €1kOveg. KaBdpouv Kai
dkouya o1wnNAd Toug TPOTMOUG 0aG va P1IAAGTE, TPOTMO1l TMOU HOou ATav
Eévol. Aev £€poialav KaBOAOU Pe TOUG TPOTMOUG TOU piloUoa e€y®
OuUVNBWC PE TN PNTEPA HOU, TOUG OAO HEAAYXOA1id A KAT1 TETO1O0.
Eixate Cwég, Eexwpiotég CwéG, TOUu poipaldoacTtav Tnv ®Pd TOou
@ayntolU. Me oegBaoud ki amd amndotaon.
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/// Otav erunAéovpe

H paud oou ATAV TOU XPNnoilpomoinoe Tov OpO «AEUKA OKOuTidiay,
Kdmoia vUuxTa mou MiAoUCE yia T1G Taivieg¢ mou eixav yivel
dNUOP1AeiG¢ Kal agopolUoav eumaBei¢ opddeg. M10 OUYKEKPLlpEva,
01 Talvieg mou eixav peyaAlTepn amnyxnon ATAvV MA181KEG TA1Vieg
y1la amOKAglopéva maidid. To KO1vO-0TOXO0G ATAv n pecaia Td&n
mou TOTE BpiokoéTtav umd avamtugén —ta PEAN TNG omoiag eixav
Tnv moAuTéAela v’ ayopdoouv Bivteo—, aAAG KAl n peydain, véa,
emikivduvn epyatikn TAEN mou ZolUoe pe e€M10@AAELA KA1l AyOpACE
Bivteo Aiya xpdévia apyoTeEpd, HETAXELPLOPEVO, aAMO TN MHecaia
TAEN. H €E0d0C y1a 01vePd ATAV ACPAADG pla dpactnpelidTnNTa yia
Tn pecaia TAEn, K1 €101 01 €TAlPEieg mapaywyng AAmilav mwg o1
TAEe1g Ba pmopoUoav va £pOoOUV KOVTA YE AUTA TNV AQOPUR, «AEUKG
okoumidia pe mMOuAOBep», OMWG €ime n pauyd cou. OTaAv Auactav
ma1d1d dev mnyaivape moté oivepd, Y10BUpica apéows. H papd oou
Eexvoloe KApld @opd va deixvel suaioBnoia oe Ta&ikd ZntAuata.
Kati mou oou €paBa amd vwpig, HEoa amd TNV TEPAOTiA TAE1lKN
pyou TMEP1EPEOVNON Y1’ AUTOUG TOU €XOUV TNV TMOAUTEAELA va KAVOUV
ovelpa UPNANC €ukpiveiag.

Fouili. TpuMOVELG KATW am’ TO S£pUa Pou. YTMOoTifetal mwg Sev
MPEMEL VA OKEPTEOCAL dUOAPEOTA MPAyHATa KATA tTn S1dpKeEld TNG
€yxuong, UumoTileTal mwG mMPEMEl va @POvVTicelg¢ va €ical oTa
Ceotd. Kdamou Zeotd ka1 euxdploTa. «Iav va Tmnyaiveig emiokeyn
og omitl @ilou yia Kagéx», €ima TNV mMPOTN Yopd TMOU TO KAvape. Me
aykaA1dZleig 600 kpatd n di1adikacia, aAAd eivai ocav va mailoupe
0éatTpo. SAueEpa e€ivail kaAlTepa, plag TMOU €1ical KOVTA POU OTO
MATOPA K1 EY® MWMOP® VA AKOAOUBNOW T1C KLVAOELG oou. Kdveig
paocdl oto mOd1 cou, KABWG o TZEol mpoomabei v’ ameleuBepnoel
Tov Fouili. I’ QuTEG T1C OKNVEG €ivail mou Bupdual Tn papd pou
va KABeTal KAl va PuEokAaiel. Twpa viwbw K1 eyd €vav KOUTO
010 otopdxi, dev e€ivai To maidi, aAAG n BAiYn. Apaye Ta PEAN
31a@opeT1IKOV TAEewv vinbouv B1aPopeT1KA ocuvaicOiuata, dpaye
Ta PEAN TNG EPYATIKAG TAENG deixvouv peyadltepn oupmdvia;
Mmopei. KaBdéAou dev @aiveTal va o€ MAPACEPVEL TO dpdud.

MoU ka1l moU £MU1PVE TOV XAPAKTAPA TAE1ikoU mOAEPOU ToOu eixa
Eek1vnoel eyd. Ax, NouiAi! Moco kovtd viwbw o’ AuTA TN GAAd1lvd.
0a MPEMEL VA POU EMITPEMETAL VA KAAY®, SAYKOVW TO KATW XELAOG
KOl V108w TOV KOUTO va KUAG o’ OAO pou To owupa. To omépupa! Na
OKEPTOPAL TMEPLOCOTEPO TO OmMéEPUA, TN Ceotacid. Onwg n WATEA,
TOU AAAWOTE €ival pia miociva, owotd; «Na To yupicoupe ekel mou
€ivail o NouiAi, otnv miciva pe 6Ao autd TO YOAAGZ10;».

0a €xe1 to ma1di ta pdtia cou; Ox1, amokAeietal, amavtdg. Mavtou
yUpw pag ATAV auTd TO XAPAKTNPLOTLKO OKAVOLVARLKO OKOTAd1, K1
€0U EMEPEVEG VA KPAT1OPACTE AN’ TO XEP1l OTO MAvIomMwAeio. AUo
UNTéPeg OAO avtTiBécelg. WAafape yia pmiokotdkia, K1 apyoTeEpPa
KatdAaBa T1 evvoolUoca. EvvoolUca To BAéupa. To umépoxo BAEppa
oou, TOU Bupdpal amd TO MPWTO Pag pavteBol, OTav mepimAavidTav
and Tov AA10 O0TO £30P0G KAl PETAG KATd mAvw pou. EEetactikd. To
BAEppa, pwPO pou. To maidi Ba €xel TO BAEPPaA cou.

ZanmA®Ve avAokeAa P’ autd TO KAPOUUTAAO 0TO Adipd pou. Zav va
unv avayvopila Tnv Ttaivia, €vinba va €MinMA€w, VA EMIMAEW OTO
VEPO TNG M10ivag, A0@AAAC Kal E€yvoiaotn e Tov louidi. Na
yvwpilnw oiyd oiyd to Zho. Na KOAUUT® OTnV miciva, va amoKTIe
emapry. O TZ€o1 mou e€ival op@avog, n papd Ttou Tlouidi mou
kAaie1l. To peydlo dApa. T€pvelG MPOG TA UMPOG KAl TATAC TO
rewind, kabwg Yi16upilw «KOAYMMNA ZMNITI».
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NIKOAETA AEOYZH

AAAN p1a Bpadid mou dev Byaivouv Ta voupepa. To poAd1L Tou
K1vnToU poU @wTilel emtTd HYE OXTO @QOPEG KABe BpAdu: Tnv wpa
mou KAgivw Tnv mopta kai BAalw TN W1KPNA yia UTMvo, TNV Opa Tou
ynaivew otnv KpeBatokdupapa. 10 va koipunbw, pia opa apyotepa.
Tnv @pa TMOU n PiKPR KAaigl otn pé€on tng vUXTAG yiati meivdel.
Teleutaia onk@vopal Aiyo vopiTepa KAl TNV MEPIPEVK VA EUTIVACEL.
Ka1i av pou Byel, Tn OoTiypn mou Ba onkwb® mMpoomabovtag va €ivai
yia opa vwpitepa amd OAoug, via va ypdyw. Ta volUpepa 02:00,
03:30, 04:17, ©05:39, 06:00, 06:42 €10BAAAOUV OTO KOLU1OHEVO
pou Ke@dAl, Tmou mpoomalei péca amd MPocBaPalpEcsl¢ va TaA
aE10AOYNOEL KAl VA KATOAGBELl av €xw KO1unOel mMEVTE N TECOEPLG
n €€1 opeg.

H TtTeleutaia mepiodog moOu KAT1I TMAPOUO1O ATAV TOUG TPWTOUG
UAVEG Tou 2017, oto omiti oOmou Zouca poévn pou, OtTav Eumvoluoa
and aywvia kail kAmvida OKEMTOPEVN TMOG HA KAV® TNV Taivia pou.

Topa TO ouvaioBnua dev eival To 1d10 @1A0d0E0. ‘EXovTag
Eunmvnoel otn PEon TNG vUXTAC Kal €xovtag taioel €va pwpd O0TO
0TABOG pou, Nnpepw. To 1810 K1 ekeivo. Mapadivopal oTov YAUKO
NX0 TOU POUQPAYUATOC KAl oTnV aiclnon mou pou dnuioupyei.

NMpoomaBovtag va ypdyw €va Keipevo pe B€ua TO O1VEPA KAl TN
UnTEoTNTa, MEPTW MAVw o’ €éva apxeio Word pe oOvopa: «mpdypata
mou TPARNnEa 6co Auouv €ykuog». MepilauBdvel pia peydAn Aiocta
Je Ta mAAva mou TPaBoUca PE TN UIKPN HOU KAPEPA E€KEIVOUG TOUG
EVVED UAVEG:

To miow mapdBupo e£vOG Aewgopeiou oe Kivnon, Tou
maAioU 227 Tnv ©pa Tou oTpiBel amd Opdvoia Kai
ymaiveil otnv ABnvag.

Tov umépnyxo Tmou J&egixvel TO PwpO pPOU OTn «B'
eninedour», dnAadn otig 7 Iouviou.

To maoxaAivé Tpaméll Pe TOUG YOVELIG poOu, TOUG
Beioug pou kali Toug yoveig Tou M.

Tn untépa pou va paleVel AVEPOVEG aAMO €va XwPaQl
KOl va T1¢ BAZel OTO MOPTUMAYKAL TOU QUTOKLVATOU
yag.

Ta oToAlopéva OmMiTia OTNV KEVTIP1KNA TAateia Tou
nogvav .

Tov M. va kKaAwoopilel TO «@ACOAAKL» OTOV KOGUO,
TNV nUéPa TOU TAYAUE VA AVAKOLVOOOUHPE TNV
gyKupooUvn OTOUG Yoveig pag.

Eva  AouAoUd1 Tmou Aveioe O€ Wld OX10PNn TOU
nelodpouiou.

Towg Ta olvvepa amd To aegponAdvo Tagidelovtag

otnv OAAavdia (dev eipai PERain av Auouv ndn
€ykuog). Evav o€poep va Byaivei amd tn OdAacoa.
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Bpadiég nouv &¢ Byaivouv Ta voluepa

Tnv UMouKAmMOPTA TOU KapaBiol KABOG mpoocapdlel oTN
Yxo1ivouoa.

‘Evav okavtlox01po TMOoU KABETAl aKivnTog K1 €udAg va
TOV aKoupmdue.

‘Eva SEVTPo oAopdvVaXo 6’ €va KATAEEPO XwPAQl.
Tov €autd pou pé€oca ota yuaArid tou M.

Tig BApkeg o0TOo A1pdvi tng HpakAeidg amd YnAd.
‘Eva Opop@o S€1A1vo.

Tov AA10 ota Eepd Bpdxia, oto dpouo yia to Mopi.

Auo Kopitoia mou mepmatdve poéva TOUG OTA PBpdxida.
TowG va e€ivail adepeég.

Tov M. mou xalelUel T1¢ TPUMEG TmOU KAvVOUuv oO1
UEN1OOEG oTnV dupo.

‘Eva kopitol mou paBaivel va kKAvel TOOUARBpPa.
KaAduia mou Ta XTumd O a€pag.

Tov Bpdxo mou €ivai n Apopyog, TN OT1yPn TOU TO
KapdB1i mepvdel oipd Tou.

Epéva va deixvew kdT1 mMOUA1d mAvw o’ éva SEVTPO.
‘Evav modnAdtn mou TOU MEPTEL TO KATMEAO TOU.
‘Evav yAdpo mou Tpwel am’ TA okoumidia.

Tnv KO1A1d POU VA KOUVIETAL.

Autd TO UA1KO TO KatTéypaya pe TNV €AMida va kKAvw KATOTE
yio tTaivia, éva melpapatiko video diary. Eypaga: «Omou mAw
eipal dUo dtopa. Exel MOAAR MAGKA mou mepPmATdw OTO dPOUO KAl
ViOOw epwtTeupévn (MAGvo amd Kopitol mou pabaivel va kdvel
TOOUANRBpPa). OAa pou @aivovtal d1a@opeTikd. Exw pia 18€a: va
KAvew p1la Taivia mou deixvel oe split screen mog BAEmw TOV
KOOPO TWPA KOl TOG TOV ERAEMA TP1V».

0 ap1Bpog tTwv PBivteo mou TpaBdw auinBnke Katakdépuga oOTaAV
€y1va pntépa, aAld To mepiexdpevd TOUG POVOTMWAEL n P1KPR poOu
Kopn. To dAvolypa TwV HPATI®V TNG, O OnAacpdg, 01 MPOTO1 TNG
NX01, TO UMAV1O, TO QAYNTO TNG, Ol X0POi TNG KAl TO YEA1O TNG.

Eipgal untépa €dw ka1 Aiyo kaipd. AidBaca KATMOU OT1 N UNTEPOTINTA
€X€1 TA B1KA TNG AOYOTEXV1KA €idn: TO pub1oTOPNUA KA1l TN
dokiploypagia, kil O6x1 TA O€ATPLKA KA1l TA TMOlAUATd, yiati ta
MPOTA amaitolv A1yOTEPN OUYKEVTPWAN.

F1a péva n €AAeiyn ouykévipwong Eekivnoe amd tTnv eykupooulvn

Kal ouvexiletal €wg KAl CAUEPA. TNV EYKUPooUvn «EMAcxXa» amo
yia mepiepyn kKolUpacn TOU MWE €KAVE va pnv Pmopd va diaBdow
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UEXPL TO TEANOG €va €AAPP®G HEYAAO dAPOPO OTOV UTMOAOY1OTA KAl
oTn ouvéxelia va mapatdw Taivieg kai PBifAia petd amd Alya
AEMTA. av va apviotav TO PUAAG pou va @Uyel amd Tn OKEYn
NG S1KAG MOU TMpaypatikdéTnTag. O yuvaikoAdyog umootnpife OT1
EMPOKELITO Yy1a OPUOVIKNA aAAayn Tou emnpedlel TN OUYKEVTPWON.
MeTd tn yévvnon tng KOPNG HOU N KATAVAAWON 10TOPlwv poU e€ivail
EUKOAOTEPN, N TMAPAYWYN 10TOP1OV, OPWwG, €ival €QLKTA WOVO OF
aveEKSOTOANOY1KO enimedo AOyw TNG ouvexoUg enibeong mou eE§anoAlel
To pwpd-ma1di evavtiov TNG POAG OMO1ACdATMOTE 10Topiag. Onwg
d1dBaca otnv Adrienne Rich, 01 yuvaikeg mou peyaA@vouv TOAU
Uikpd ma1d1d £xouv €Ea1peTiKA P1KPEG mM1BavoTNTEG va aAAAgouv
Ta MPAyUATa OTNV MOALT1KA, va EEK1VACGOUV pla smavactacn n va
yupicouv pia Taivia.

F10ti ©w¢ pntépa pe TMOAU pikpd maidi avaykdleocal va MAYWOELC
TOV XPOVO, VO OTAUATACE1G T1G OKEYPE1G yia KaBetTi €Ew amo tn
d1kn ocou Zwh, yla VA WPTOPECELIG va XWVEPELC OAA €Keiva Ta
KaivoUpyia mpdypata, yilia va Toug d(OOelg XWPO Kali xXpovo va
Jeyalwoouv Kal va avBicouv péca ocou. H kapavtiva iocwg va
Bonbnoe otnv mepintwon pag.

Ouudpal akopa pia PikpR BOATA OTO KEVIPO XwPig Hwpd KAl
Tn ouvavtnon He pia @iAn mou €ixe yivel mpdogata K1 aAuth
untépa. MepmatovTag¢ O W10 YVWOTA pag Siadpoun xwpig Ta
Aiywv €Bdopddwv TOTE pwpd pag, aviidapyBavopactav  tn Zwn,
Tnv kivnon, ta payalid, Tov KOOWO oav €miBeon oTig¢ ai1cOncelg
Jag, oav mPAypata TOoU Pag eAEyav «dEV AVAKETE €dw, e€iotTe
Toupiotpieg, auth dev €ival n mMOANR caAG».

Y1yd o1yd n mpoomndBeia yia SOUAELAG YiVETALl AKOPA 1O €VTATLKA,
n avaykn yiad ypdyipgo HeyaA®vel, Mmopel ka1l €&aitiag AuTAG
NG TEPAOTIAG AAAAYAG otn Zwn KAl otTtnv aviiAnyn Tou eautou
KOl Tou KOopou. 01 @OpPEC TMOU Eexved TNV KOPN HOU AOY®W TNG
anoppdéenong oTo ypAPipo S1aKOMTOVTAl auTtopata amd Tn OoKEYn
™nG. Tn @avtdlopal 600 €ival pakpid pou va pabaivel mpdyuata,
va TPEXEL ME TA XEPLA ONKWUEVA OTOV O€pa. H OT1yun TOU MOU
EavApxeTal o0TO MUAAG yiveTal epmddio, aAAG TAuTOXpPOva KAl
éumveuon. Maipve pia avdcad kKai ouvexilw TO ypayipo.
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EZQTEPIKO — AKPOMOAH — NYXTA
Fevikd mAdvo

AUTO TO Keipevo ypd@eTal oTn OK14G TNG AKPOMOANG, TO PBpAadu mou
eykaividletal €va véo olOTNUA QWTiopoU yid TA Pvnueia Tou
IepoU Bpaxou. AUO pépeg mpiv amd tnv MavoéAnvo Tou Ogpicpoul
—TOU @eyyapioU TOU KAMOTE, TMPOTOU TNV €AEUCN TOU NAEKTPLKOU
pelpatog, PBonBoloe TOUG YewPyoUG va paléPouv TA OMAPTA TIG
U1KPEC @PEC TNG vUOXTAg— €yive n emionun mapouciaon evog
OUVOETOU HOVTEANOU @QWTOOKLACEWV KAl &1aBabuicewv Tou AgukoU-
evOC OUOTAPATOC TOU umopei va eixe otoxo va avadeifei tTnv
uepn TOV apXainv Pappapwv, OAAG TEALKA £€pepe TMOAAG TmepicodTEPA
0TO1X€la OTNV emi@dveid. ‘Htav ca@eg, yia mapddeiypa, mwg KABE
UEAAOVT1KN €1KOva Tou MapBevova Oa mpipodotolviav WeE pid
S1amMEPACTIKA aiclnon Tou Tpicdidotatou (oav va WPTopoUce n
KivoUpevn €1kéva va Eed1mlwBei oTOV XOPO TMPOG KABe katelBuvon).
AvT1i0TpOQwG, autd TOouU EeKTUuAicoetaili oto €ENG OTOV QUOLKO
X0Opo €ivai akdépya mio evdiagépov: Aoucpévo o’ autd TO VEO
TEXVNTO QWC, TO TM1O0 TMOAUQOTOYPAQPNUEVO HVNHEIO TNG €E€AANVIKAG
apxaiotntag avadletal amd Ttov Bpdxo PE ouveldntn @QTOyEveEld,
EMITEAOVTAG TNV aKpaia avamapaywylpotTnta TG €EWTEPLKAG TOU
oPng. av va ouvtnpouvtav OAouG auToUG TOUC dalOVEG XdApn
0T1¢ YNPLaKEG TOU avamMapaotdosig, o MNapBevovag po1dlel HE
emituxnuévo meipapa mdvew otnv €E100ppOTMNCN TOU AEgUKOU OTOV
@PakO TNG KAPEPAG: aKOPA KAl OTN QUOLKA TOou mapoucia, poidlel
Je TPOIioV ampoouETpnTwV dilapecolaBnoenv. Kabng To dpBatap
autoU Tou agiBaAol¢ pvnueiou maoxilei va pilwnoel otov Bpadxo,
n TEAETN TWV €YyKAlviwv avapyetadidetal Jwvtavd oe TOAANATMAEG
MAATEOPUEG pEOW TNG TeXvoAoyiag Tou live-streaming. I’ é£va
€T0G avouBpiag via ta péca evnuUéPwong, 01 YNQLAKEC KAPT TMOOTAA
andé To KABnouxaotikd PBaciAeio TNG apxaidTNTAG QUAACCOVTAL OTO
KEAAP1 yla TOV Xelpwva. AkOpa Kai av n AKPOTOAn dev umnpxe, 6a
EMPETE VA TNV EMLVONCOUME.

EXOTEPIKO — AIEGNHX AEPOAIMENAX AGHNON «EAEYOEPIOX BENIZEAOZ»
— NYXTA

Pakdp

Y€ KAMO1a amd T1C MUAEG Twv apifewv Tou agpodpopiou tng ABRvag,
€va OANOYPAUHA P1aG XOUOVEAAOTNAG YUVAiKaG Tou €pydAleTal yild TOV
€0V1iKO AEPOHUETAPOPEA, KAAwoOPilel TOUG €mMiBATEC piaAC TTAONG
UETA TNV EMITUXNMEVN TMPOOYEiwOn TOU AEPOOCKAPOUG. To OAOypauua
EempoBaAAel oto id10 onueio oOmou &éka Xpdévia vepitepa, Kai
ev Péow TNG mavdnuiag TNG ypimng Twv Xoipwv, NATAv oTnuévn
yia o06dévn mou eixe ouvdebel pia Bepplkn KAYEpaA, yia va
MPORAAAEL T1G €1KOVEC O0wv S1€0X1ZAV T1C QUTOUATEC OUPOUEVEG
noptTeG. Amoppopnuévol amd TNV aAVTAVAKAQOn TNG MOPYNG TOug,
EVOG 0XeSOV QuOo@oPllEé AUTOELISOAOU, 01 AVOPWNOl KATO1EG (QOPEC
yalevovTav yupw amdé Tnv oBovn (Gomou va Toug CNTACEL €UYEVIKA
TO TMPOOWNM1KO TOU agPOdpopiou va amopakpuvBouv), aAAd ocuvhBng
6a tnv mpoomepvoloav EMISE1KT1KAG, HE £€va mpoaiclnua mwg Ba
EeyeAloUvTav ylia vad WMOUV OTNV aiBouca HPE TOUG KOBPEQPTEG.
SAUEPA TO OAOypaPPa UTopPel va €ival kKol autd KaBpéeTiopa -n
€VOG AVTLKATOMTPLOMOG OTNV £€PNUO TOU TMPAYUATiKOoU—, OAAG TOUG
Tag1d1wteg dev TOUG E&evilel mia pia TETOla ouvaAvInon. Onwg
d1aBdloupe 0TO 510d3iKTUO, N OAoypapia €ival n EOTOYPAPLIKA anddoon
eVOG @wTeElvoUu mediou, p1a KATAypa@n €vog poTifou mapepBolav
OTOV «MPAyPaTikO» KOopo. Emopéveng, kABe ouvdAvTInonR pag HeE Ta
OAOYPAUUATA TMAPAPEVEL ACQAARG, aKOPA KAl av CUVTEAEiTAl 0 pia
MEAYUATIKOTNTA TOU KAB10TA amelAnTiKh KABe €idoug mapeuBOAR-
OKOUO KOl av O KOOWOG po1dlel NdN KATAYEYPAUPEVOG, HETG TNV
mdpodo TOOWV PNVOV 31a81KTUAKAG aAAnAemidpaong péoa amd 008OVeCQ

2.99



TKEAY MAAEMAH

| EVERY CINEMA |

KAl povitop. e €&wTepikoUC XWPOUG, UTMO TO S1AYXUTO @wG TOU
MEPLBAAAOVTOG, TA OAOYPAUHATA €ival avUMOPKTA. &€ €£00WTEPLKOUG,
eAEYXOUEVOUG XOPOUG, €Ueig o1 dvBpwmol mou Tagideloupe, Sev
€iyaoTe mMapd OAOYPAUUATA —AK1VNTOMO1NUEVA K1VOUPEVA UTIOKEIpEvVa
mou mapepBaivouv oto meP1BAAAOV. TE AUTAV TNV TEpimTwon, TO
oAOYpPaAPUA TNG XOMOYEAAOTAG yuvaikag dev avtikatomtpilel, aAAd
avtikatontpiletal. AvapwTtifépal av @oBATal TN OUVvAVTNON HaAG.

EXQTEPIKO — AIEONHX AEPOAIMENAX AOHNQON «EAEYOEPIOX BENIZEAOX»
— NYXTA

TpdBeA1vyk

Nepvdn agnenuévn TNV MUAN a@ifewv, ompOXvovTag £va KapoOTol ToUu
deV PETAQPEPEL MAPA POVO pila PIKPN TMTUCOCOUeEvn PBaiitoa. ‘Exovtag
¢noe1l yia Aiyo kaipo PeTA&U dUO Xwpwv, Tpoomdénoa va meplopiow
T1C AMOOKEUEG POU OTO €AAX10TO, AVNOUXOVTAG UTMEPROALKA yid
kdmoia «mpoBAnuata Ttou Mpwtou Koopou», OMWG AEyovVTAV KATOTE:
EMIMAEOV XPEMOELG OE MTAOCELG XaAPnAoU KOOTOUG, TMEPLTTOG XPOVOG
Jetakivnong, ouppopewon pe to ddypa Tou «travelling light» ka1
TNV apxn TNG eukivnoiag. (Apaye Ta Koivda MPOPRAAPATA TOU £XE1G
UE TOUC KOOHPOTOALITEG 0OU TMPOOdidouv £vav a€pa KOOHOTOALT1OHOU;
Apaye Ta MPOPRAAUATA ToU €Xouv amd KoivoU Aavepwmol S1aQOPETIKOV
TdEewv TOUG €El00vel evomiov MP1aG maykéopiag kpiong;) Kabwg
d1a0Xilw auTtov TOV Aaumepd Un-TOMO, KOVTOOTEKOPAl OE Hpid
8108pa0T1KA 060vVN TOU CUVAVI® TUXAia HMPOCTA POU: N QEUYOAEQ
€1KOva p1ag Kapudtidag Ae1Toupyel wG OVTO TNG €BVIKAG KAPTMAvV1Ag
yla TNV EM10TPOYHR TwV Hapudpwv Tou MapBevava otnv EANGda -
TOU TPOTPEMEL O€ pila ATUTN YO UTEP N KATA TNg 1diomoinong
TOV apXO1l0TATWV TNG AKpomoAng amd Tto Bpetavikd Mouceio. Omnwg
01 €E1 OP1lAeUpEVEC YUuvalkeieg pop@EG umootnpilouv TNV o0po®n
T™ng votiag mpootaong Ttou EpexBeiou, £€tol kai n eikdéva piag
yuvaikag, mou TiBetal wg duadiko epwTnua (UTMOOYXeEon f AmMelAn,
mapoucia n amoucia) KAl ®WG AVTIKELIYEVO 1810KTNO1AG, QEPEL OTOUG
©OUOUG TNG TO BAPOC M1AG 1€PNAG AMOCTOANG: N Kaumavia Pmopei va
d10Baoctel TauTdXxpOva WG €KKANON yla va pmMeEl €vd TEAOG OTOV
AMO1K1O0WO TOU TMAPEABOVTOG I WG TMATPLWT1KA €KOTPATeia yia 1Tn
untépa matpida —-néco o&Upwpn @pdon!—, n omoia kamnAeletal TOCO
Ta apyxaia 600 ka1 ta olUyxpova gpeimia. H duvntikn avamapdotaon
yia¢ yuvaikag mou ayvoeitai (amd Ta €E1 aydApata, poévo éva
BpiokeTtal ekTOC, «pakpld amO TNV 01KOYEVELA TNG», OMWG TO
0éTel n kaumdvia) Sev TeEPlopileTal OTOV B1ASIKTUAKO XWPO.
To 1978 o1 mévie KapudTideG HETAKLVAONKaAv amd To onueio omou
OTEKOVTAV apX1KA Kal TOMOBETNONKAV O0TO €AEYXOHEVO TEPLBAAAOV
Tou Mouceiou TG AKPOTOANG, GOTE va pmopoUvV va MPOooTATEUTOUV anod
TOUG K1Vv8UVOUG TOU «TMPAYyHATiKOoU» €&w KOOPOU: TNV ATUOCQALPLKA
pumavon Kal tn paydaia ToupioctTikomoinon Tng EAANAdAG peETA TNV
MTOoN TNG XoUVTag Twv ZuvTaydatapxov. Ta akpifn avtiypaga mou
T1¢ AVT1KATEOTNOAV €XOUV A@OPO1WOE1l TNV aupa TNG apxaidtntag,
aAAd auth n oxeddv dyoyn mpocopoiwon AMAOG Tovilel Tnv €vtaon
avdpeoa O0TO MPAYHUAT1KO KAl TO duvnTikd. AAAWOTE, N d1apdPOwon
TOU OUAANOY1koU @avtaciakoU pag dev eival mapd pia diadikacia
d1ampayUdaTeUonNG avAPeoda OTO AVTiypa@o KAl TO TPWTOTUTO TOu
— évag euoeBnAg mOBOC va OUVAVTAOOUPE TO «auBevtikd». O1
Kapudtideg CZouv pEeTAEU SU0 Xwphv €80 Kal kKaipd. Oa pmopoloe
dpaye, OPWG, TO AMAYOPEUT1KO 0T1¢ &1e€Bveig PeTAK1VAOELG Vva
emnNPedoel TNV K1vNTiKOTNTA TwV ayaApdtwv; Exovtag Znoel peta&u
dU0 XwpoOv yia Alyo kaipod, Ba £€mpemne MAEov va EEpw — av Sev
NUOUV TOCO AMOPPOENHUEVN TMPOOTABMVTAC VA OKEPTHO TMO1ld EKSOXN TNG
CwAG HMOU €ival TM10 «TMPAYPATIKA» amd TNV AAAN. AvapwTiépal av
Kai n €ktn Kapudtida oké@TeTal TO 1810, oAV va ATAvV n duvnTikN
you avtavdakiaon.
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lMNa ta pappapa nmov xavovtat:

loTopieg yla tn SuvnTikA {wN TNG KIVOOHPEVNG €IKOVAG

EXQTEPIKO — AIONYXIIOY APEOMATITOY, AGHNA — MEPA
Shot Reverse Shot

SToV XWpo TNG e€pyaciag pou poipdlopail to idio ypageio u’
évav @ilo ka1 ouvadelpo. 01 Jdpdéuol pag £€xouv diacTaupwbel
TMOAEG QOPEC OTO TAPEABOV pe aQUTOV TOV AVBPwNo, Tov TaA1ld
OUPQOLTNTA KAl TPONV OUYKATO1lKO, TOU OUUTMTWHATIKA €£X€1 KAl
autdg (Omwg Kal eyd) Tn YeTdppacn wg mdpepyo. MiAdpe ouxvda yid
Taivieg, aAAd akOpya ouxvOTEPA ylda Keipeva, OpHOPEVOLl amMd TNV
MEMOiONON MWG KATA TN MeTABaon amd TN Pid YAOOOA oTnv AAAN
aANGZe1lg duvnTika TpPAyuaTikoTnTa. Bpiokoupe kataglylio oTnv
€TUPoAoyia, avaokAmMTovTag Ti¢ AEEELG KA1l PYEAETMOVTAG VONUATIKEG
3100TPWHATOOELG, OMWG SoUAelel £€vag aAPXALOAOYOG HPE TO XWUd,
Kdvovtag xpnon Tng okamdvng yia pmeEL OAO KAl Tio PBaBid oTo
€30(0C. € pla TMPOCEATN SOK1WA Tou otTnv moinon (éva €idog
KATAa®1KAOUEVO VA TAPAPEVEL AUETAPPACTO), EMIAEYEL Tov Kavado
‘OAvtev NoouAav kaili To moinupa Weakness (Aduvapia): «0ld mare
whose eyes / are like cracked marbles» Aéve o1 mpOTOl oTixo1i,
Kai o @ilog¢ pou petagpalel to «cracked marbles» wg «payiopéva
ydpuapa» — avagepOUEVOG OE pld TPOTN UAN Tou agbovel oTo
eAANV1KO TOMio, O’ €va UA1KO TOU yld TO GUAAOY1KO (AVTAC1AKO
€ivaol Tautiopévo pe SUO BLAPETPLKA AVTIBETA XAPAKTNPLOTIKA:
Je TNV uen TNG aduvapliag KAl TNV €1KOvVA TwV €peliminv, aAld
KAl HPE TO KAEOG TOU £VB0EOU TMAPEABOVTOG KAl TNV EKTUPAWTLIKA
avtavakAaon Tou aTTikoU @wToG. Emionuaivew otov @iAo pou Twg
n idia ¢@pdon pmopei va mapamnéumel oTOUg PBOAOUG — OE AUTO
To mMapadoolakd mailxvidl pe TIG YUudAlveg o@aipeg: Ta maidid
XTumoUV To éva Ta «ykaldkia» Tou AGAAou, mailovtag PE auotnpoulg
Kavoveg, xapdooovtag oTo €38apog vonta oxAuata mou Bupilouv
€M10TNUOVIKA YpaAQAUATA, O©Av TOV TUPAVA TOU daTOpou N oav To
JovTEAO d1a0mopdg TNG Yneiakng mAnpogopiag. Ita pdtia TOU
@ilou pou, TO PBAEupa Twv ZwvTavov Kabopiletai povo amd ToO
MapeABOV KAl AMO TO MEPACHUA TOU XPOvou. 3Ta d1Kd pou pdtia, TO
BAEppa TwV ZWVTAVOV HTOPEL va umdpyxel poévo XdApn oTn duvaplkn
Tou @Uon, otn duvatdéTNTd Tou va Eexeililel oto WEAAOV yia va
ouUVavVTAOE1l KAMO10V N KAT1 dANO. OQuuilw otov @iAo pou TO diAynua
«Evag Xwplopog» Tou Mdpiou Xdkka, TOU e€KTUAicoetai dimAa otn
VEKPOTOAN Tou KepapeikoU: «Ilo-pa-tn-p& Tl QAE-Beg OV pop-pa-
pWV Xt &-YaA-Aopot oth oxé-n TG x&-mot-o Lé-pa O ye-pi-cov-ve o
T6-3Lor 60V UL-XPES QAe-PBitoeg.» (ANWOTE TO yuvalkeio ohpa KouBaAd
Tn d1knA Tou apxaioAoyia.) IKEETOPAL TNV TMOAUCNUia TNG AYYALKAG
AEENG «marbles», ka1 18iaitepa Tov 181iwpatiopd «losing my
marbles», Tou onpaivel «xAvw TA AOY1KA POU» f «aduvat® vad
OKEPT® Kabapd». Av OKEQTOUMPE TA MPAPUAPA WG METwvUpia yia Tn
©Bopd, TOTE auTd dev pmopolv MAPA va pag odnyoUv GUVELPULIKA OTN
d1aipeon KAl otov papacuo. Av dolUpe Ta pdpuapd wG PHETAPOPd yid
TN ouvAvInonR pAaG PE KAMO1lOoU €1i80UG WEAAOVTIKOTNTA, HE TPOMO
€UQEAVTAOTO, auBOPUNTO KAl mMa1lyvindn, diatnpolye Tnv mibavéTnta
TNG EUMELPIAG P1AG MPAYUATIKOTNTAG XwPig TN d1iapkn aicnon Tou
TENOUG, €VOG NdN mpoavayyeABEvtog Bavdtou.

VOICE OVER

01 paydaieg KO1VWV1KEG, TMOALITIKEG KAl O1KOVOU1KEG €EeAiEelg mou
akoAoUBnoav tnv eEdnAwon tng mavdnuiag tou Covid-19 ®6noav 6coug
evdnuolVv O€ P1d TAYKOOHU1OTMOLNUEVN, TOAAATMAGG SiapecoAraBnuévn
dnudéoia oeaipa va ouAloyiotoUv av e€ival PAPTUPEG W1AG AAAAYAG
Mapadeiypatog o€ OAEG T1G MTUXEG TNG avBpwmivng dpactneioTnTag,
0 TPAYUAT1KO XPOvo. AKOUO KAl 4V 01 4QNYACELG TwV Kpioewv
MPOKUTTOUV aVAYyKAoT1KA and pia ouvenkn pnéng, pia pilikn Toun
avAyeoa 0€ auTO TMOU NTAv KAMOTE KAVOV1KO KAl o€ autd Tou ATav
Katdotaon €&aipeong —kail TNV emnakOAoudn petatomion avAueca o€
autoug Toug dUo TPOMoug Umap&ng—, N «UeTA@pacn» €vog eupUTEPOU
ap16pol  OCWPATIKGOV dPACTNPLOTATOV OTOV  31ad1KTUAKO  KOGHO
TMPOKAAECE P1a VEA, £€1¢ BABog katavonon authS TNG PAENG wg piag
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duadikng avtibeong mou TMPORAAAEL AVTIOTACGELG OTNV 1KAvVOTNTA
Jag va mpooeyyidoupe TNV MPAYPATLIKOTNTA. Kabhg auth n Kpion
ouvexile1l va eEeliocoetal, e&akoAouBoUue va TMAAEUOUPE HE TNV
avTiAnyn OT1 01 B1031KTUAKEG HAG AAANAEM1dpAoelg améXouv amod
TNV «MPAYHUATLKA {wh» TOU CUVOEETAL OMOKAELOT1KA PE TNV aiocbnon
TNG OWPATIKOTNTAG KAl TNG UALKOTNTAC. H memoilbnon pag dev e€ivai
anA@¢ €va otoixeio dpvnong amévavii oTo Tpalupa, AAAG amnodeifn
Tou oUvBeTou pnxaviopoU pe Tov omoio o1 dvBpwmol Biovouv Kail
avaotoxdalovtal Ti¢ CwéG TOug, €va olUoTnua ouvaiobnoiag Kai
vonong, ai106nudtwyv Kal oppev. AuTo €ival to cloTnua mou pag wbei
Va avTiotaBoUpe oOTn OKEYN OT1 TO duvnTikO dev €ivaili Alyotepo
aAn®ivo amd TO MPAYHPATLIKO, KAl TPoWodoTteil Tnv aviiAnyn pag mwg
autd mou BAEMoupE onuepa dev eival Timota mapd TA GUVTPippia
Tou maAloU KOGPOU, N n okOvn TOU ONKWONKE amd TOV AMEIANTIKO
KaATaopd Tou HEAAOVTOG.
Qotdéoo, n eumelpia TOU Klvnuatoypdgou e€ivai 1O
A1yOTEPO KATATOM1OTIKN OE AUTA TNV Mpoomddeld TNG AVOPWMOTNTAG
va yvopiocel to €1idwAd Tng. H apxaioAoyia Tou oivepd kKai n Bewpia
TOU @1AY €XOUV TaPad0oolakd amod®woel OTO HPECO €vav pnXaviopo
duad1KOTNTAG: pi1a aAAnAemnidpaon peTAU QWTOG KAl OK1AG, aKOUdA
Kal o€ €vav oxnuatiopd TOU TAPAMEPTEL OTNV aAAnyopia Tou
onnAaiou Tou MAdTwva, dnAadR o€ pia akoun aenynon amopdyeuong
ka1 e€&ouociag. To Aeyopevo dispositif Tou kivnuatoypdgou, n
«OKEUN» TOU O1VEWA, TMPOKUTTEL WG OUVOAO OTOLXE1wV TMOU OTEKOVTAL
avdueoa oeg d00 MOAOUC — TN pnxavn MPOROANG Kaili Tnv oBdévn- Tnv
avanapaywyipdtTnta Tou @iAY and To veykatig oto molitip- ToO
Yne1ok6 amoTUTWHA TNG K1VOUPEVNG €1KOVAG 0G OUVAUACOHOU HOVAdwY
KAl pndevikwv- TNV aviinapdbeon yUpw amMO TOV KLVNUATOYPAPO ®G
uPnAn TEXVN [ Aaikn 31a0KEdAon: TOV K1vNUATOYPA@o ®wG AQKAVIKO
KaBpEptTn, OmMoOU KABe BeatTng Wmopei va PBilwoel pla  eumeipia
TOou €autoU Tou €Ew amd TO owpa Tou, péoa amd pia diadikacia
TalTtiong PeE TOV 1810 TOU TOV AVTIKATOMTPLOWO. Tnv idia otiyun,
n 1otopia Tou @i1Ap Bpibe1l kpicewv: €vag VvEOG «BAVATOG TOU
K1VNUATOYypPA®ou» AVOKOLVOVETA1l KABE @opd mou pia véa TeEXVoAoyia
MPooBETEL TOV OBOAO TNG otTn duvntikn ZwhR Tou péoou — HE AAAa
AOy1a, o€ autd mou O ZiA NTeAEL dAMOKAAEL «UETAPOPOWTIKA
duvaToTNTa TOU TMPAYHATIKOU»: TNV £AEucn TOU RAXOU, TOUG
MPO1IUOUC MELPAPATIONOUG PE TNV TPlodidotatn €ikova (Adn amd Ta
ox€d1a Tou epykél Ailevotaiv), Tnv TeXvoAoyia Ttou Bivteo, Tnv
TnAgodpacn, TNV Avodo TNG 01K14KNAG Yuxaywyiag, ta ynoiakd péoa,
T1¢ TmAATEOpueC streaming. 01 Teleutaieg, €xovtag OSoKipaoTeil
UTO JO1AQOPETIKEG OUVOBNKEG, €M1KPATNOAV KATd tTnv mepiodo Tou
€YKAE1OpOU, TpocOETOVTAG VEEG S1A0TACELG 0Tn oudnTtnon vyia
TOov B4Avato TNG Klvnuatoypa@ikng aiboucag kai TNg «&eEOdou
y1la O1VEPA» WG OUAAOY1KNG eumeipiag. KaBm®G 01 TMOA1TiOM1KOi
Beopol oOmMeUdOUV VA UTOKATACTACOUV HE «AVO1XTO TEPLEXOUEVO»
T1¢ 314 CwonG €KdNAOOELG TOU AKUPOONKAV, N K1voUUevn €1kéva o€
streaming mAdic1¢veTOl mila HPE TA OUP@paldépeva TNG amouociag,
NG amoA€1ag, TNG HPATALOTNTAC. AKOUA KAl av o 6dvatog Tou
Kivnuatoypdgpou &ev e€ixe Ndn mpoavayyelBei, 6a EMPeENe va TOV
€M1VONOOUUE.
AANG aveEdptnta amd TIG OMOLEC €KPAVOELC TOU, TO QIAH,
To mM10 povTépvo amd O6Aa Ta péca, Sev emiteivel TN SUAd1KA
avtiBeon ka1 tn d1dkKpion, GAAG TNV £VeOn KAl TN HETAPOPYWON.
01 KOUATOUPEG TOU @1APY €ival Ta pApUAPA TWV KA1POV HAG, HE
T1G UA1KEG KOl 810vONT1KEG 1810TNTEC TOUG va UMOKE1VTAl KatT’
emavainyn o€ aQNynoe1g €PEiMWONG KA1l EKQUALOUOU, TMELPAPATIONOU
Kali avayévvnong. H emiotAun TNG apyxdailoAoyiag @EPVEL OTO MAPOV
Ta TEXVEPYA TOU TAPEABOVTIOG, OAMAOG yla va TOUuG B®OEl pid
duvntikn Zwn Kal va evBappUVELl TOUG aAvOP®MOUG va oulnthoouv
T1¢ SUVATOTNTEC TOU HAKP1voU TAPeABOVTOC KAl PEAAovTOG (duo
XPOV1KOTNTEG Tmou €ivail aduvatov va Biwcel n avepwndTnTa)-
KaT’ €mMEKTAON, O KAGS0C TNG apxaloAoyiag Twv HEOWV «EBPLOKE
aVEKOBEV OUVAPTAOT1KA TA AMOUELVAPLA TWV TMOALITIOHOV TWV UECWV
TOU MAPEABOVTOG — pvnueElad amd MEPACUEVEG EMOXEC TWV UECWKV» HAG
divel véa epyaleia yia va avtaneEEABOUPYE OT1G OUVETMELEG TNG
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lMNa ta pappapa nmov xavovtat:

loTopieg yla tn SuvnTikA {wN TNG KIVOOHPEVNG €IKOVAG

navdnuiag. Av doUue TO QLAY WG «PAYIOMEVO UAPHAPO», N UALKOTNTA
TO00 TWV avaloyikov @opud (n mativa and peiypa apylpou, n apyn
d14Bpwon Twv Awpidwv ToOU TPEXOUV WPTMPOOTA amd TN Aduma TNG
unxavng mpoBoAng) éoo Kai tng Yneiakng ouvelnkng (o1 @euyaAéeg,
Tpomomoinuéves mo1dTNTeG KABe CZwvTavhg TPOROANG) pag wbouv
va avTlPeTwniocoupe Tnv €UBpauctn @uon KAl tnv aBefaidtnta g
€YYEVNA 0TO1XE1a TOU «TMPAYUATLIKOU». AV €0T1ACOUPE OTA «PAY1OPEVA
Jappapa» TOU @1AY OTn ouvlnkn Tou d1adikTtuakou streaming,
TMapakoAouBoUPe TO TMOG 01 APNYNOELC TOU TAPEABOVTOG KAl TOu
UEANOVTOG avTikatontpilovtal, e€mitelolVvTaAl KAl €yypdpovTal 0TO
MapoVv PEOW TNG TexvoAoyiag, aAAd kal mépa amo AUTAV.

AuTo TO Keipevo, ypaupévo OTOUG TPOMOdeC evOg apxaiou
kéopou, &ev @ilodoEei emoudevi va mpoodiopicel TNV aAAayn
Mapadeiyyatog 6TNV K1vnUaToypaeikn 8€aon wg pia Oetikn €EEA1EN,
oUTE VO OUOXETioel TNV KOUATOUpa Tou streaming pe Bewpieg mepi
€EEN1ENG KAL «QUOLKNAG EMIAOYNG» TV PECWV. Nep1oocdTEPO amooKomel
0TO va d€l TOV dUVNT1KO XWPO TOU A1ad1KTUOU wWG €vd €PyAoTAPLO
avayvepliong Kali €mivonong VEwV douav oKEYNG KAl ouvaicdnudtwev
EVOM10V TNG Kpiong: g €va mepifdAlov OMOU 01 KI1VOUHPEVEG
€1KOveg diatnpolv TNV  autevépyeld TOUG, KLVNTOMO1OVTAG
TO @AvTaclakd OTav n TMPAYPATIKOTNTA Teplopiletali. H @opua
TOU KEelpévou, ag¢ eAmMicoupe, emiteAleil auth tTn duvntikoTnta,
WG €va TéExvepyo ToOU evdidpyecou. AuTd eivai éva dapbpo Tmou
ypdotnke yia va @ihogevnBei Tautoxpova o€ B1ad1KTUAKA KAl
evtumn €kdoon (Aeitoupywvtag dSnAadn BAacel mpodiaypagng oG
UTEp-Keipevo): d1apBpuvetal oe dU0 Eexwplotd péPn, akpoBatel
avdpeoa oe d1dgopa €idn Aoyou, Tmapapével d1XAOPEVO AVAPECA OE
10 QOPTICoHEVN TMPWTOMPOOWIN APNYNON KAl OE €VAV AMOCTELPWHEVO,
anpood10p10TO TPIiTO €ViKO, OUVOUAZEl TNV MPAYUATIKOTNTA PE TN
yuBomAacia, BAEMEL TOV KlvnuaTtoypd@o pECA AMO W1d OUYKPLTIKA
avdyvwon. Autd To Keipevo €ivail pia xeipovopia yia Ttnv avdktnon
TOV SUVATOTATWV TNG KPLT1KAG OKEYNG yupw amd tn duvnTikn (Kai
Ox1 TNV €1kKovikn) Zwh TNG KLVOUPeEvVNG €1KOvag- €va Keigevo
MoU HeETAPPAdeTal ¢ Pia AAYN yia «Ta pdppapa mTou XAvovtdaim
0T1¢ S100TPWHATWOELG TNG OKEYNG, EVEOMIOV U1dG KATACTPOPAC TOU
po1dle1l /dn mpoypaupatiopévn. AkOpa KAl av n kpion dev umnpxe,
0a ETMPEME va TNV €M1VONOCOUUE.
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H taivia pikpoU pAKOUC

Tov Mdptio Tou 2018 £AaBa pia TMPOCKANGN Yy1ld VA OCUHPPETACX®
otnv avantugn piag taiviag pikpoU pRKoug mou Ba oknvoBetoUoe
n EANa, pia 27xpovn ItaArida mou €ixe tn Bdon tng oto Me&iko.
Autn n Taivia ATtav n mpeTn €&o6punon TNG EAAG O0TO X®OPO TOU
K1vVNUatoypagou, €eMOPEVWG xpe1aloTav £va ATOPO HE OXETIKN
euneipia yia va avaddBeil TN ouykpotnon Tng mpodtaong, TIC
01TAOE1C Yy1ld XPNUATOd0TNOn Kai, €1 duvatov, TNV Tadpaywyn
TOV YUPL1OWATWV. 'HUouv n KATAAANAN umoyneia yia Ta mpeTa duo
Ka@nkovta (Kol TO OT1 €ipal yuvaika ATAv onugavtiko yi’ autd
TO MPOTLEKT), aAAG dev €ixa douléPel moTE og yupiopata wg line
producer. Tn¢ To €ima autd 0TO TNAEQPWVO, OGAANA CUUQWVIOCAPE TWG
6a to BAEmape otnv mopeia. TeAikd 6a paBaivape padli.

ZoUuoe O0TO MaA1VvAAKO, pi1a TOAU MI1KPR TOAN pia ©pa SPOpOG
and tnv MNOAn tou Me&ikoU. JUPQPWVACAUE VA KAVOUUE TNV TPOTN
Jag ouvavtnon ota mMeEBEPIKA TNG, TOU €QPEVAV OE Piad aAmMoO TIG
KaAUTEPEG YELTOV1EG TNG TMePloxXNG. E@Taca oto omiti Toug £€va
andyeupa MMAPAOKEUNG: apEowG KATAAaBa TwG Oa EM1OKEMTOPOUV
€va apPKEeTA MOAUTEAEC akivnto. Xtumnoa To KoudoUvl piag TOAU
opopeng EuAoyAumtng €106dou. H EANa dvoi&e tnv mopta. Tote
ouveldntomnoinoa mwg SEV TNG ATAV MPWwTOyvwpn POVO n gumnelpia
NG dnuioupyiag piag taiviag: ‘Htav kAl pntépa €vog KopitoioU
MEVTE UNVAOV.

TNV apxXn OKEPTNKA TwG To pwpd 6a eixe otabei eumodio otnv
em10upia TNg va yivel oknvoBETiC, aAAA NEepa mapdAAnAa mwg -
aV KOl OUVUTIAPXE ME TNV mMPOBecH TNG V' aoxoAnBei pe tnv TEXVN-—
n UNTEOTINTA ATAV TOU TNV mapakivnoe va KAvel yia taivia pikpou
unkoug. To cevdpio a@opoUce TN yEvva- TN yévva Pakplid amo Ta
TUTIOTOLNUEVA UYELOVOH1KA HETPA TOU Teivouv va odnyoUv oToVv
amoXwWP1O0WO TNG PNTEPAC amo To mMaldi TnNg, MapPEXOvTAg UTEPRBOALKA
ekTeEVELIQ umnpeoieg katd TN didpkeia TNG e€ykupoolvng KAl TOU
TOKeTOU. XUPwva PYe Tnv idia, n eykupoolvn S1APOPPOVETAL ATO
T1G TMATPLAPX1KEG AVTIAAYELG yla TNV 1ATPLKA KAl TN pnTpdTNTa.
01 mep100OTEPEG 18€€C TNG UE €BPLOKAV CUHPEWOVN, AV KAl TOTE OTO
MAPEANBOV Sev T1G €ixa MOAUOKe@Tei. MNOTE 0TO MAPEABOV Sev eixa
d1epwtnBei coBapd yia TO MOG KAl moU 6a ABeAa va yevvnBouv Ta
ma1d1d pou (av MOTE amoktouoa).

H EANO pou €ime mMwG PE TO Mou £€pabBe OT1I NTAV €YKUOG, £€y1lve
UEAOG TNG KO1vOTNTAG TWV pAlOV TOU MaAivdAAko, yiati nOeAe
va €EEPEUVNOEL EVOANAKT1KEG TPAKTIKEGC Yy1ld TOV TOKETO KAl
va T1G TMPOWwBNROoEl O0TO WEAAOV O AANEG YUVAIKEG oTNV TeEP1LoXN.
Aev nBele To pwpd TNG va yevvnOel o€ voookopeio, OmMou o1
Untépeg umoBonBolvtal KATA Tn S1ApKELA TWV WSLVOV TNG YEvVvVAG
pe kdBe duvatd TPOMO, (OTMOU dev €XOUV OXEBOV KavéEvaAv EAEYXO
TOU OMUATOG TOUG. ‘HBeAe emiong n eykupoolvn TNG va EXEL
OTEVOTEPN €MAQ PE TN QUon. MNicTEUE WG N COPia TWV HALOV TOU
MaA1vaAko 6a tTng mpodéopepe autd mou NBeAe. Otav TeA1kd Npbe n
®pa Tou TOKeTOU, YEVVNOE OTO OMiT1, TOU ATAV OTOUG TPOTMOBEG
Tou Bouvou.
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‘Otav d1dBaca to oevdpio, €ida Eekdbapa mOCO MOAU TNV EVETMVEUGCE
auth n euneipia. To oevdplo mMepleixe pia duvath 18€a0 y1d TO MAOG
n vévva, mapoTl €YVEVWOG YUuvalKkeia epumeipia, €ixe mapapop@unbei
péoa amoé pia peydAn aAucida S1AQOPETIKOV aAVIPLKAOV BAEPUATOV
0TO yuvalkeio owpa, 0e€ ouvdUAOUO HE TA OUYXPOVA UYELOVOHPLKA
UETPA — N pe TNV UMOOTAP1ER TOug. Mepiéypage emiong tov TpodMO
ge Tov omoio n yévva eixe amopakpuvBel amd TOUG BLOAOY1KOUG
pubuouG TNG yuvaikag N akdéun K1 0Omoé TA €VOTIKTA TNG. Av
Kol Kdamoia mPAyuaTa MPOouU @aivovTav OTEPEOTUMLKA, NBeAd va
Hdbw mepicodTEPA ylia TNV omTikhA TNG. Eixa emiong tnv §agvikn
€nM10upyia va OUYKPOTAOW K1 €y®d n 1810 pia mM10 OAOKANPWUEVN
avtiAnyn yia TN pnTedéTNTA. ‘H TOUAAX1O0TOV VA OQLEPOOW Alyo
XPOVO yla va TO OKEPT®.

Opeilw va mMapadexTh MwG 000 K1 av €viwda €vOouoldopévn PE TO
oevapio tng EANG, PE K1vNTOMO1l0UCE MEPLCOCOTEPO TO YEYOVOG TWG
€iX€e TETO10 SNULIOUPY1KA OPUAR OE Y10 TOCO AMALTNTIKA OT1YHA TNG
CwAC TNG. YMOBETw Twg NBeAa Pe KATMO10 TPOMO va yivw pdptupag
NG douAe1dc¢ KATMO1aC TMOU €1xE TOV AUBOPUNTIOUO KAl TNV €vépyela
va MPETAPPAcEl TA VEQ, WNTPLKG TNG aio8npata péoa amd pia
dnuioupyikn diadikacia. ‘HBeAa va dw tnv EAAG va metuxaivel.
AANG 6Aa mapanTav aubopunTa. IUVIOPA ouveldnTomoinca mwg o
puBPOG yia Tov omoio piAolUce oto Oevdpld TNG ATAV AUTOG TOU
€d1ve TOVv pubud KAl O0Tn Y1KpoU PAKOUG Talvia Tng.

H Taoivia pikpoU pAKoOUG KAl n untépa

H ouvavtnon pag ota MeBeplkd TNG dev mAye kKal TtO6oo Kahd. H
KOpN TNG NATav moAU dppwotn (mpopavwg eixe ypimn) kai dev
otapydtnoe va kKAaiei. Kai va Aoimdév mou BplokoOpacTav EKEL,
dU0 yuvaikeg o0g e€mayyeApaTikhg ouvavtnon, va oulntduye To
oevdplo, va TmpoomaBoUUe va Opicoupe oTPATNy1lkEG diaAdyou,
nmAdva epyaciag kai mpolUmoAoyiopoug, €xovtag yia avtifapo €va
S1apKEG aicBnua opyng Kai ayoviag i anAd didcomacn MPOCGOXNAG.
Av Kal n Aylielév, TO KOP1TOAK1l TNG, KATAQEPVE ToU Kali moU
vVa V1OOoel KAAUTEpa Kal va maifei 4 anmA®g va peivel npepo,
ntav dUOKOAO TOGO yia tnv EAAG 000 KOl yld PEVA VA pnv TNg
divoupe onuacia. Oa tpaBoloe TEA1KA TNV MPOOOXN HAG €iTe pe
Tnv Ttahaimwpia Ttng €ite pe tn Zwnpdda Tng.

Y& kAmoia @don Tn POTNOA yia Tov oUluyod TNG, mou vouila Mg
NTav o€ KATMO10 K1vNUATOYPa®lkKd @e0TIBAN yld va TAPOUCLACEL
TNV Teleutaia Tou Taivia. Mou eime mw¢ mMPAyuaTi ATAV pakpid,
aANd 6a yupile tTnv emdpevn eRdopdda kai Ba TN Bonbouce ue
TN QPOVTida TOU pwPOU, OOTE AQUTA VA PTOPECEL va SOUAEYEL yia
TNV M10 ONUAVT1KA pag mpoTaon yia xpnuatodotnon. H mpoBeopia
NG aitnong ntav oe TPelg ePRS0OUAdEG, K1 €TO1l PO1PAOAUE Tig
€pyaoieg ka1 midoaue apéowg Souleld.

‘0x1 moAU apyotepa, n EANa poU cuotnoe tnv Av, pla PeEYAAUTEPN
Kal Tm10 €umelpn Tmapayewyo, n omoia B6a pag Bonbolce va
npoodiopicoupye ta mio guaiocBnta onueia Tou TMPoUMOAOY10oHOU KAl
6a mapakoAouBoUoe TN d0UAE1A pag avd d1aoThpata. NVOPloTAKAUE
péow TnAgeavou. MAANov, yia Tnv akpifeia, YVWPLOTAKAUE HEOCK
evOC NYNTiKoU pnvlipatog oto WhatsApp, mou €yive amd TOTE KAl
To PBacikd p€co e€mikolvwviag pag. Méca amd autd TA QOVNT1KA
ynvopata €uaba mw¢ Kai n Av ATav veéa pntépa, €vOG KOPLToioU
ENTA PUNVOV.
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Meg 0T1g emnopeveg €eRSOPAdEC 01 TPELC HAG EMIKOLVOVOUCAUE
UPKETEC QOPEG KATA TN S1dpKEla TNG NUEPAG yld va TMOUPE TA VEQ
Hag- dev €Aelme AMO KAVEVA PAVUPA O AXOG £VOG pwpoU. Aev ATAV
MwG Ta Kopitoia €kAaiyav OAn TNV Gpd, AMAG®G ATAV €Kel, nTav
mapovta. 01 oulntAoelg yia Tov mpolmoAoyiopd, Ta mAAva yia
Ta yupiopata, TA XPovodiaypdpuata, 0l OTPATNY1KEC diaxeipiong
Kol o1 miBavoi TPOMO1l VA AVATAPACTACOUPE OMT1KA TN Yyévva
KOl TN unTeoéTnTa ouvodelovTav amd pid pwpoudiakn alupa Kail
and Tnv MOAU TPAYHUATLKA e€umeipia tolU va eicai pntépa. Huouv
ouvemnapuévn and autd, aAld tautdxpova avnouyxolod yiaTi €viwda
mwG n EANa duoKoAeudTAV va AKOAOUBNOCEL TO MPOYPAPUA paG.

Ailyeg nuépeg mpiv amd TNV mpobeopia, n EANG K1 €Y® CUUQOVHCAUE
va ouvavtnloUpe O0TO OMiTli TNG yia va TEAE1®ooupe tTnv aitnon
ka1 v’ aveBdooupe Ta apxeia online. 08nynoad w¢ TO MaAivdAAko
©oTou £€@Taca 6’ €va MAVEPOPPO OMiTi, akpiBO¢ MAvVew oTNV TmAayid
Tou BouvoU: €va ylyavTtiaio KOl UumoTiOépeva payikd UYwpa amd
Xopa. KatéBnka am’ To apd&i, mApa TO 0akKidid pou KAl PmAKA G’
éva omiti @tiaypévo amd mAivOoug, mMviyuéVo OTA AVAPPIXWHUEVA
QuTd, oTa SEvVTIpa KAl otTta Aouloudia. Aev UuTMAPXE Koudouvi.

Za@vika dakouoa KAT1 mou 60uile avdpikn @wvhi va pouykpilel.
NMpoxwpnoa &10TAKT1KA oTa &vdOTEPA, (OOTMOU aAVAYVOP1lOAd TOV
oUZuyo TNG EANG VO MOPATMOVIETAL y1d TNV UTOdOXN TNG TeAeutaiag
Taiviag tou otn Adativikn Apepikn. ‘HEepa mwg péAig eixe yupiocel
ané To O®eotifdAN Mar del Plata kai mw¢ n Taivia tTou eixe
anoondoel TO PBpaBeio MPOTOU avdPiKoU pOAou. «Oa EmMpeme va
eixa yivel d1euBuvtng @utoypapiag. Eto1l, dev 6a voialopouv yia
Tinote AANo mapd yia TN Sd0UAELA pou. AAAG, Ox1, NBeAa va yivw
OKNVOBETNG. AUTO TO PBpaBeio dev €xel Kapia oxéon pe pévar.
KaBhg oTEKOPOUV 01lwNMNAG O0TO KATOEA1 akoUyovTadg tTn oulntnon,
Buunénka mw¢ n Taivia, TNG omoiag¢ ATAV KAl Ouv-0EvApPloypdeog,
eixe d10kp1Bei ka1 pe BpaBeio KaAUTeEpou cevapiou oto PeoTiBAA
Tou Aokdpvo.

‘Hyouv €Toilpn va yupiow o0TO APAEL KAl va TMPOOTMOLNBK TMwg SeV
€ixa akoUoel timota, o6tav n EANA eppaviotnke EaQViKA KPATOVTAG
Tnv Ayielév. AYKOA1QOTAKAUE WPE XAPA KAl XA1PETNOA KAl TO
popd. Eima otnv EAAaG mooo Xaipopouv mou mMAEov €RAema tTnv KoépN
NG uyin. Tnv emopgevn K1d6AAG OTiypn O AVIPAG TNG €p@aAvioTnke
oto dwpdtio. Eime éva ypnAyopo veia, evo S1éoxioe TO SwpdTio
yKp1v1idZovTag yld TO TMOCGO AVOPEAO ATAV vad KAVOUPE Tnv Ttaivia,
€181KA av pyia amd €Pdg €MPOKELTO va Tn oknvoBetnoel. H EANA pe
Koita&e pe ouykataBaon. «Aotov va Aéei. Eival amA®gG BUPWUEVOG
yiati dev mMAPE AUTO TOU RBEAE».

ByAkaye oe pia amniBavn Bepdvta otov deUTEPO OPOYO, Yyld va
MioUPe KAT1 KA1l VA XOAOPWOOUUE TPOTOU M1dcOoUPe SouAleld. Twmpa
Tou €ixe avappwoel, n AyieAév époiale TeAeiwg S1aQOPETIKA KAl
n ‘EAA0 mio npepn. Autd pag emétpede va KAVOUUE pia PEYAAN
oulnTnon yia TO y1aTi NBeAe va KAvel pla Taivia twpa Kai Ox1
oe kAmoid AAAN otivun, iocwg mpotoU yevvnBeil n AyieAév n Alya
xpovia apyotepa, O6TaAv n kKo6pn TNG Ha ATav Aiyo mio ave&aptntn.
«To ¥xpe1dlopal T®WPEA.. XPe1dloyal va CUYKEVTPWO®O 6’ OAa autd Ta
Opop@a, OAANG KAl AMA1TNTLIKA ouvalicOAuaTa. MeEP1KEG QOPEC VIWOW
€EacBevnuévny».

2.106

ENG-P.52

ENG-P.53

ENG-P.53

ENG-P.54

| EVERY CINEMA |

‘Epyo o€ €&ENIEN

Zavaumnkape oto omiti yia va doulégoupe. O oUZuyog Tng ‘EAAa
€ixe mdpel tnv AyieAév yia pia BOATA, aAAd emnéotpede petd amod
€va P1oawpo, EAva@EéPVOVTAGCTO HPWPO OTNV AayKAA1d TNG PNTéPaAg
Tou. EKTOG amd ekeiva Ta Alya Aemtd, 01 TPELG PAG APACTE
KOAANUEVEG y1a OPEC 0TO 0aAovi. Ac@alwg n ‘EANa Atav £EaAAn,
viati Atav €€a1peT1KA SUOKOAO Y1’ QUTH VA OUYKeEVTPwBel oe SUo
Mpdypata Kal n mpoBeopia mAnoiale emikivduva. TOTe cupmépava
MWG 0 AVTPAG TNG dev TNV €ixe BonbRoel KABOAOU T1G MPONYOUUEVEG
eBSouadeg.

AvakdAeoca Ta @vNTiKA pnvlpata KAl Tn 810pKNn Tapoucia Twv
dU0 pwpev. Katd tn didpkeia tng vixtag, oOTav mpoomadolca va
Ko1pn6w, 6Oupdpyal va @avtdalopal Tov oUluyd TNG va PiAdel oToO
TNAEQPWVO PE TOUG OUVASEAQOUG TOU W' €va pwpod mou Ba £KAalye
oTNV aykaAid tou. ‘Htav amA®g yia VEAld.

z0mvnoa vwpi¢ To emdépevo mMpwi kai PBpnka Tnv EAAa va 6nAdlei
Tnv Ayilelév oTO 0alovi. Mag €¢tia€a KAT1 y1la TPW1VO K1
€KATOO KOVTA TNG yla va ouvexiocoupe tTnv aitnon. ‘Empemne va
Tnv aveBdooupe ©G T1G dU0O TO peonuépl Tnv idia pé€pa, ailAa
eixape akopun mMoAAG va kAvoupe. KaBng payeipeua, S1epwTAONKa:
apaye vtpendtTav va Zntnoel amd Tov AvIpa TNG Vv’ avaidBel Tig
UTIOXPEWMOELG TOU WG MATEPAG; ‘000 yi1 auTOV, APAYE NTAV TUQPAOG
Ka1l dev E€RAeme mwg n EANO meEpipeve amd ekeivov va @povTiocel
TO pwpd; ‘H amA®g ATAV TOOO E£YW1OTAG KAl UTOKPL1TAG TOU &V
oTapaToUoe AEMTO va OKEPTETAL TOV €0UTO Tou; Aev mpofevouoe
EKMANEN TO OT1 01 TO1VIEG TOU EMIXE1POUV HEV VA KATAS1KAGOUV
Tn divn Tou KamitaAlopoU péoad amd oUVOETOUC avdplkoUg Kal
YUVO1KELIOUG XOAPAKTAPEG, AGAAG oTn opaipa Tou 181iwTikoU o id10g
ouveéxile va avamapdyel e andbeia tn osefiotikn Bia.

Kata@épape va OAOKANP@OOUPE TNV aitnon Tnv TEAeuTaia otiyun.
Av ka1l dev ATAv TEAEld, TA €ixape KaTageépel kai poOA1IG eixe
dnuioupynBei vyia pag Pia TMPOTN E€UKAlpia va ouveXiocoupe pe
auto To MPOTIEKT.

H Tépa

Apydtepa Tnv idia pépa n EANa eixe, upetd amd kaipd, Mia
ouvavTnon WPe AANEC paieg KAl VEEG pNTEPEC. Mou eime mwg
ymopovoa va mdw pali tTng, av nBeAa. Oa yivoTav OE KATO10U
€idoug mTépuya paieutnpiou pe umaiBpia kagetépia. Towg
unopoloa va Eekoupaot® ekei. ‘Htav oiyoupn mwg 6a to AdTpeua.
KaB’ 086v n EANO poU €EOPOAOYABNKE TMWC N MO1EUTIKA ATAV y1’
auTAV AANOG évag TPOMOG va eKQPACELl KAl va ekpeTtaiieutel 6,tT1
a106avéTav wG untépa. AUTO TNV 08AYNOE vd Pou Mel mMwG o CAAOG
TNG V' avakKaAUYeEl VEEG MPAKTIKEG N KAANLTEXVIKEC TPOOEYYioElg
paAdov Bpiokdétav péoca TNG Adn amd veapdTeEPn nAikia. ‘Htav
e0TOoYPAdYos KAl €ypage moinon mpotToU yivel paia, evod Twpa
npoomnafoloe va KAvVeEl pla taivia.

Tng einma mw¢ £viwba pia tavtion pali TG, AAAG TwG TOAU
ouxva aicBavopouv TG auth n eueAifia o@eilotav oe €AAELPN
MPOOWN1KOU 0B€VouG- o€ pia aduvapia mou dnuioupyeital Tn otiyun
mou kKamoia mpoomnaBei va otaBei ota aAnBivd Tng svdiagépovTa
KAl OT1G €YHPOVEG TNG. Mou eime mwg To KaTAAABaive autd, aAAd
KOl O0T1 mioTeue emiong MWG —KAAOG I KAOKOG— aQuTO €ixe va KdAvel
Je pla yuvaikeia apxn i moiotnta. Mia kdmoio A6yo kai o1 duo
HOG aVvaKaA£oape €Keivn TN OT1YYR TG €iXaUe PAKPOXPOV1EC,
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€vToveg oxéoelg oe/amd TMOAU veapn nAilkia. Aev ATAv n mPATN
@opd mou ékava Tn oUvdeon avAapeca o€ auth tnv aduvapia Kai
OTOV TPOMO PE TOV OMoio €31va TOTE OAO POU TOV €aUTO: PE AUTO
TOU TOTE MioTeua MwG OApalive n ayamnn (viwboviag Mw¢ KATA maca
miBavotnta autdg Ba e€ixe kaAltepn kpion amd péva). ESO ka1
TMOAU KO1pO OKe@TOWOUV TG aUTA ATAV N aitia kai n ouvémela
auTtng TNg aduvapiag. Mou @dvnke wpaia n mpocoéyyion TNG G
0ET1KAG KA1l AKPWG dNULIOUPY1IKAG eueAiiag.

dTdoaue OTO PAlEUTAP1O. Mia opdda €mMTA YUVA1KOV KaBOTAV yUP®
and éva yxaunAd EUA1vo tTpaméli. Kdamoieg amd autég Bpiokovtav
0TOo MATWHA, AANEG OTOUG KAVATMESEG, OAEC KouBalolocav éva maidi
OTNV OyKaA1d, ev® KAmoleg OAAalav Ta maidid Toug. H EANa pe
oUOTNOE O0T1G YUVOIKEG KAl POU E€1imMe MG Umopouca va S1aA€Ew
Omo1ov Kavameé ABeAd yld va EEKOUPAOT® PETA AMO TNV TPEAA TV
Teleutainwv €Bdopddwv. Mepmatoloa yUpw yUpw OE AUTO TO WEPOG,
Baupdalovtag TN MEYAAN TMO1K1Aia TWV QUTIOV KAl TWV YAAOTPWOV,
®omou Bpnka €vav kavamné pe B€éa oto PBouvod Kal EAmMAwoa TMAV®
Tou. Kabopg p’ €maipve o UmMVOG, OKEPTINKA TwG KAmoiou eidoug
opapa n €viovo OVE1PO Oa POU OMOKAAUTTE OAEC T1G AMAVTNACELG
0Ta €pwTAUATA mou pe PBacdvilav Ti¢ TponyoUPeveg ePRSOUAdEC.
H evépyelia Tou BouvoU KAl TWV YUVA1lKOV 6a £MPemne va pmopoloe
va pou mel KAT1i. AAAG Timota dev OUVERN — €ixa AmWA®G TOV
M10 €uUXdP1OTO UTVO TNG XPOovidg KAl peTA Elmvnoa. Aiyeg wpeg
apyotepa enéotpedPa otnv MOAN Tou MeE1koU Pe AVAUELKTEG €1KOVEG
and T1G YUVA1KEG OTO MOL1EUTAPLO KAl TOV avtpa 1Tng ‘EAAa,
KOl PE P10 MEAW®P1A aiclnon Katavonong yia T1G pnTtépeg. Kati
1810itepa aouvA®ioTo yid péva.

Emiloyog

0 Mdiog pacg £€@epe Ta VEA MG n KuBEpvnon Tou MeEikoU eixe
amoppiPel Tnv aitnon tng EAAG yia dAdela mMApAPOVAG, TOU ATAV
KOl TO TPOAMA1TOUMEVO Yy1ld TNV KPAT1KA Xpnuatoddtnon vyia
Tnv omoia kdAvape tnv aitnon. H EANa eine mwg dev pmopoloe
Va AaOKNOELl £@econ oOTnV amogacn TNG AielBuvong AANOSATOV KAl
Metavdoteuong, €MOPEVNG Ba BPLOKOUYACTAV €KTOC TOU 310YWV1OUOU.
MeTd am’ OAa AUTA TOU MEPACAPE, K1 €V(O 01 O1KEG PAC OSUOKOALEg
nTtav AAANg, EVIEAOG O1aPOPETIKAG @Uong, &e&v mepigeva pia
TETO1a amotuxnuévn €xkBaaon.

Aiyeg €Bdopddeg apyoTepa MPOEKUYAV AAAEC TPOTACELC TOU W’
ékavav va Eexdow yia Aiyo tnv €&EA1EN Tou mPoOTIeEKT. AAAWOTE,
6a mAnpwvopouv pOVO av Tmaipvape TN Xpnpatoddétnon Kai dev
€ixa To mep1BoOpio va emevdlow KL AANO XPOVO O€ aUTO. Katd
KAmo1o TPOMO £viwda Oti n ‘EAAa ATav KATWG avakKou®liopévn Tou
dev gixe TOpa TNV €uBUvVvn TOoU va yupicel pia TOlvia otnv
MPAYPAT1KOTNTA, HETA amd T1¢ OSUOKOAlieg mou eixe n/dn amd ToO
0Tdd10 TNG aitnong yia aveupeon moépwv. [lpoomndbnoa va meiow
TOV €aUTO POU TMWG AUTA n MeEPiodog dev ATAV TMAPA MPOKATAPKTLKA
yia Tn dnuioupyia Tou mMPOTLEKT, KABWG avTAoUce amod Ta €vTtova
KAl €@NUEPA ouvaicBAuata Ttou va Kavelg €va maidi. EAeya otov
€0UTO POU TWG TO MPOTIEKT 6a diapopewvoéTtav otTtnv oAdOTNTA Tou
otnv mopeia, oétav n véa epmelpia Tou va yiveocaili pntépa yia
MPE®TN QOPA KATO1la oTiyun 6a TeAeiwve ka1 Ba umnpxe XpPOvVog yia
MELPAPATIONO HPE AANEC €KOOXEG TNG dnuioupyiag.
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otnv Alice Mutoni, tTn Rewina Teklai @
kat tn Fiona Musanga @
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Rewina Teklai: MmopoUpe va KPaATiOUAOTE KAl XEPAKL XEPAKL,
Kameg €tox! eid oag!
Fiona Musanga: leia oag! AdBate tnv €13d0mMOincn pou TwG TOPEA N
QUvOpIAia G KATAYPAQETAL; e
©RT: Nai! MnopoUpe va EEK1VACOUYE KAVOVTAC TIC AMAPALITNTEG
ouotdoeig. Aoamdv, eipai n Peyouiva ka1 eipai @oitAtpia, 6a
vive ekmaideltpia oe INTAPATA VEAVIKAG €pyaciag Kal kKoivoTnTag.

Eipai emiong..

© AM: Y& mévTe XpOvVia Ba pAG KAVELC TA €101TAPLA yia Maidui! Feia
0ag, ey ovopdlopal AAi1g. 0co yla TO mola e€ipail; Oa mepiéypaga
TOV €QUTO POU WG TAPAYWYO TOAAQV TPAYUATWV, aoXoAoUpdl HE TO
social media PAPKETIVYK 1 PE TO pavatlepiAiki Toug n KATL
TéTo10. EXw emiong @oBepn eppovh PE TN @povTida Tou SEpPATog
Kai AatTpelw TNV Mmiyiovoé.

oFM: TEye eipal n 01déva,  eipal’ €lkacTikh  KAAAITEXVIG,
K1vnuatoypa@iotpia kAl ouyypagéag. Kai to €va tpito twv Ubuntu
Film Club (UFC). Eipaote o1 «Mdpag»! Kopitoia, T1i @iAodo&ieg
€xetTe yia to UFC?

© AM: "OTav  yiveTail Adyoc yia @1AodoEiec, okégTopal mdvta Tn
@pacn «n @iAodo&ia pou otn Cwn €ivail va eipail xapoupevn!» AAAG
TOPA piAdpe yia @iAodoEiec oe oxéon pe to UFC.. Oa nBeAa Aoimdv
va ouvexioei va peyalovel, va ocuvexiocel va eivai éva ao@alég
KaTaeUuy10 y1a avOpOTOUG YE S1AQOPETIKO XPOUA SEPUATOG, Y1a OAEG
QUTEC T1C PELOVOTNTEC OT1G omoieg pmopei va pn divetal Xwpog
og GAM\a pépn. OéAw va ouvexioel va e€ivaili yia O6Aoug auto TO
ao0@AAEC A1pdvi, va €pXOVTAl 01 AVOPWNOl KAl va £€ival O £QUTOG
TOUG KOl va ocuvexioouv va €K@pAalovTal 000 avolXTda BEAouv- Kail
0éAw va ouvexiocel va €ival pia MAATEOPHA yla TAlvieg mou pmopei
va éxouv Eexaotel R yla TOlvieg o0T1C OmMOieg TMOAAOL AvOpwmol
dev £€xouv mpoéoBacn, €ite yiati dev pmopoUV va TANPOOOUV TO
€101TAP1O yld va T1G douv eite yiati dev E€pouv yi’ auUTEG.
Kai otav oto péEAANOvV, av OAa mAvVE KAT’' €UXAV, HEYAADOOUHE K1
ATMOKTNOOUPYE PeEYaAUTEPO pndtlet, Ba eipaocte oc B€on va QEPVOUUE
Talvieg amo MOAAEG AAAEG XWPEG KAl va Pn deixvoupe Taivieg mou
unmopeic va dei1g¢ oto Netflix i kdmou aAAou. Oa nBeAa to UFC va
ouveEX10€1l va EEONKWOVEL.

©FM: Supgwve, diatumwenke MOAU KaAd. Mou dpece autod Tmou €imeg
y1la «T1G Taivieg mou umopei va €xouv Eexaotein». Nopilw mwg
autod €ival TMOAU ONUAVT1KO, TO va 80oelg mPOcRacn Oe TOAAEQ
Talvieg Kali Ox1 pOVO OE «XOALyOUVT1aVvEG TAlvieg», OnMwg €imeg,
Taivieg amd S10QOPETIKEG XWPEG KAl KOUATOUPEG, vyia vad Tig
KAVELG MPOORACIPEG OTO KO1VO pag — vopilw mwg auth n @ihodoia
€XE€1 TEPAOTLIEG TMPOEKTACELG.

© RT: '$XeTikd pe Tnv TmpoofaciudtnTta, 6a HBeAd VA TPOGHECH TWG
60 TPEMEL VA PEYOAMOEL O OP1OUOC TwV AVOPOTwvV Tou B8a pddouv
otnv oucia yi’ autég. E181kG yla OUYKEKPLUEVA yeEyovoTa, TAVTA
eAnilow mwg n oulntnon 6a yivel oe peyaAltepo PBABOG ka1l Ha
oupmeP1AABEL 600 TO duvaTOV TEPLOCOTEPOUG avbpwmoug. EAmilw
MWG 01 «EMLOKEMTEC» Tou UFC Ba pmouv otn oulntnon. ®ihodoia
gou €ivai o1 dvOpwmol va PABouvV VEQ MPAYHATA KAl va €iompdEouv
VEa apnynuata.
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©AM: AAABe1a, autd €ival To POTO pag.

© AM: Nai, vopile TG €XOUUE KATAQEPEL va PEiIvOUUE T10TEG OTO
UOTO PAG. Mmopei KATMO1@ va KAVELl €va aoTeio KAl PETA va peivoupe
u’ €va xapdyelo ota xeiln. 'EXOUPE KATAQEPEl va pdBoupe Vvéa
MPAYUOATA KAl, aKOpa K1 Otav kKAmoiol AvBpwnol XPeldoTNKe va
avaloylotoUv Ta TPalpatd TOug, avAaloya Pe TN OePATiKA TNG
€KAoTOTE Talviag, PBpiokovtav O0TO KATAAANAO PEPOG yid va TO
Kdvouv auTo.

© FM: NopiZn meg pnopolue va molpe mwg dev mpoomaboupe va kdvoupe
MPooRAo1lo WOvo TO Olvepd, AAAG kai T pdlnon. ..o

©AM: To BAémoupe ota social media, aAAd ka1 ota BiBAia: eivai
T600 SUOKOAD otTnVv avdyvwon, pmopei va umdpxei €va PBipBAio yia
TOV @eP1viopd Kal va €ivail yepdto amd akadnuaikolg Opoug Kai
Va TPEMEL OUVEXELA VA YKOUYKAGPELG via va BydAelg pia oelida.
NopiZw mwg autd Tpopdlel mMOAAOUC aAvOPEMOUC, 01 Omoiol Teivouv
va M10TEPOUV TWG «BEV €ival OPKETA €EUTMvVOl yla va TO KAVOUV
auTto» N «BeV €XOUV OAOKANPGOOEL TNV amapaitntn eknaideuon yia
va ymopoUv va ouppeTdoxouv». rto UFC pmopoupe va avoi&oupe
TéTo1eG oUINTAOELG XWPiG va avaykalopaoTe va XPNO1UPOMO10UUE
aKadNUAIKEG N SUOKOAEG A€Eelg. AuTO KAVEL TA MPAYHUATA TM10 ATAG
Ka1l mpooBdoipa.

©RT: Omnéte T1 eidouc koivo é€xeil to UFC; Oa mpémel va To
d1euplvoupe N e€ival KaAd Ta mpdypata w¢ €xouv; Ti miotelegig
ylia TO Koivd pag;

© AM: Ba nBeAa omwodAToTE V' avoifoupe o’ €va HEYAAUTEPO KO1Vo!
SKEQTOPAL TwG AdN amd To &ekivnud pag pmAkav moAloi @iloi oto
eyxeipnua: €ixe MOAAR TAAGKa, aAANG dev €Bece kapyia mpOKAnon.
Zépaue amd TNV apxn moiog Ba epxdétav, Sev eixaue 181aiTEPEG
Mpoodokieg oe 6,T1 agopd To KOoivo. MoU kai molU £€pxovtal VEol
AvOpwmol KAl TO MPEOTO MPAYyHd Tou A€Pe €ivai: «w, O€€ pou, TAG
€u0BeC y1a pag;». AvEKaBev pag e€EEMANTTE N TMAPOUCIA «VEWV»
aveponwyv. Asv B€Aw Ao1mOV va amotelei £KnMAnNEn n mapoucia autav
Tov VEwV avBpomwv oto UFC, BéAw autd va yivel n véppa. ‘Etoi,
OKOPO K1 av 01 @ilol pag 8ev Katagépouv va €plouv, Ba eivai
GANo1 eKel, Ba €xouv €pBel 6Aol autoi mou €pabav T1 KAVOUUE,
akéun kKol avepwmol amd AAAeG MOAELG. ..

©RT: NopiZe mwg €xoupe MOAAOUC KAl 514QOPOUC VEOUG avOpGTouG oe
KGBe mpPOPBOAN, 01 omoiol e€u@aviZovtal CUCTNUATLIKA. ZEKLVACAUE
Tov Iavoudpio Tou 2019 ka1 yia €vav Xpovo TmpoToU Eeomdoel
n mavdnuia eixapge TmOAAOUG avBpwmoug o€ KABE TPOPOAN KAl
TOUuAdX10TOoV €va ATOHO ToU €ixe €pBel péow Ttou Facebook.

©FM: 5 !

© AM: Kdvape pia mpoBoAn oTnv omoia dev E€pape kail moAAoUG amo
TO KO1vO, ATAv auth Ttou Moonlight. Ouudpail mwg ekei umnpxav
TOAANG VEéa mpoowmna!l

o FM: Onwg emniong kai oto The Mask You Live In, pia Taivia yia
Tnv TOE1KN appevewndTnTa. YmApxav KAmoiol AvOP®WNOl TOU EVQ
TPOOWT1KA dEV aAvayvhplod.

© AM: AV 8ev kdve AdBOC, aUTA ATAV N 10 «APGEVIKA» PAG TPOROAR,
€1XOPE TOUG MEPLOCOTEPOUC AVTIPEG.

©R

©FM: Moio vopilel¢ mwG €1val TO «OTOXEUPEVO» pAG KO1VO; Av
umopoUpe dnNAadA va PIANCOUHPE Y1’ auTod.

©RT: 0a éAeya mwg €ival 01 «véol eVAALKEG». MExpl oTiypng eixape
TMOAU VEOUG BE€ATEG, OKOUA KAl KATW TwV 18 €TV, AANd MEP1GGOTEPO
ba Acyape mog eivar petagy 18 kai 25.

©AM: MepP1KEG @OpEG eival Alyo peyaAUTeEPOl, AAAG, TéEpa amo TNV
nAikia, autd mou kaBopilel TO KO1VvO pag €ival n BePATiKN
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Mia oculATnon avapeca otnv

Alice Mutoni, Tn Rewina Teklai kai Tn Fiona Musanga

TOV TA1viQv Tou TPoRAAANOUPE. TNV MAE£10VOTNTA TOUG TMPOKELTAL
ylao «paUpeg Taivieg» 1 TOlvieg Tmou €xouv yupiceil palpol
OUVTEAECTEG, WG €mMi TO mMAeiotTov pe palpoug nBomo1oUG KAl TMAEl
Aéyovtag. Emopéveg, vopilw mwg o1 idieg o1 taivieg mpooeAkUouv
OUYKEKPLUEVOUG aVOPOMOUG, K1 autd €ival KATL TOU S10UOPPOVEL
TO KO1vO pag. Aev eivai KAT1I mou 01  AvBpwnol oulntouv
MPAYUAT1KA, aAAd vopilw mwg o0Tav yvwpilelg mMw¢ 01 AvVOPWNTOl TOU
d1o0pyavavouv d1dgopeg dpdoeilg ool poidlouv, viNBelg mio AveETA
Va TAPeUPEBEiC 0’ aAUTEG, OKP1PBOC €meldn E€pelg MwG 64 VINOELG
KAT1 OUYKEKPLUEVO, KAT1 TOU TUTOU «aUTO QT1AXTNKE yia PEVA» N
«gixav gpéva KATA vou OTav TO d10pydvevav autod».

©FNM: '0a éheya K1 €y6h MG TO OTOXEUUEVO KOLVO A €ival veavikod,
€ival o1 palpeg yuvaikeg, ol véol evAAikeg. Nopilw mwg e€ivai
onUAavTiko autd mou eime kai n AM, TO OT1 QUTA N KLVNUATOYPAPLKA
Aéoxn €ivail yia OAoug, aAAd Ba nBeAa va toviow mw¢ Kuping eivai
€VaG QOQAARG XWPOC y1ld TOUG @AV TOU MPaUPOU K1lvnuatoypd@ou -—
TOUAGX10TOV yid péva, TMOU €ipal pyia amdé autoUuG—, AUTOUG AOLTMOV
00 OKEQPTH apX1KAG, TMPOTOU UTMOPECOUUE VA EMEKTABOUPE OMWG KAVAUE
ge tTnv mpoBoAn otnv mapaiia. Nopilw n ouykekpipévn TPOROAR
€ixe mepioodTEPOUG AgukoUG am’ 6,T1 OuvABWG, KAT1 mou €ivail
®wpaio- aAAG Ba nABeha va Toviow Kol MAA1L mw¢ To UFC eivai
€VaG AC0QAANG XOPOG yld TOUG @AV TOU HaUpou K1vNuaToypd@ou Kal
QUO1KA €xoupe otTdOXO TN dieupuvon.

©RT: 'Na 81eupuvbolpe, aANd pe TNV évvold TG €magnc HeE Ta
UEAN TOu KoivoU mou dev eixav umoyiv toug to UFC — mou dev
pag E€épouv Kkai dev TOug E€poupe. AUTO @uOoikd eivai ZATnua
HAPKETIVYK. .. AAAG aKOUO KAl OTNV TPOROAN OTNV mapaiia mou
avéPEPEG, aKOUA K1 €kKel dev umnpxav TOAAA PEAN amd TO KO1VO
pag — iowg €mMe1dn TN d10pyavhoape o€ ouvepyacia p’ €vav dAAo
QPOpPEa KAl gppaviotnkav avBpwmol mou JoUcav OTNV MEP1loXN, 10m¢
eme1dn ATAvV pla umaiBpia mpoBoAnR mou pmopoUce O KaBEévag va
mapakoAoubnoel, oOx1 poévo yia va de1 TNV Taivia, aAAd vyia
va amnoAavucel TNV atpdéopaipa. QO0TOCO, AKOUA KAl OE AUuThH TNV
nepimtwon, ATAvV KAT1 31kO pag. Kdavayge tTn @don pag. OAa ATav
OKP1R®G OMWG KAl OT1C UTOAOLITMEG MPOROAEG paAg. AKOUA K1 av autd
TO KO1vO dev ATAV 0T’ aAfBeia To «d1KO pag», akOpa K1 av autoi
01 AvBpwmol dev £miavav T1 ATAvV autd TOU KAVAPE, TApd TauTa
pyag €BAemav, pag mapakoAouBoucav KAl pdBaivav KAT1 Kaivoupyio.
MAAAov Ba €Aeyav: «a, GOTE €XOUuv TETOLOU €1idoug Xwpo!». Asgv
aAAalav T @Aacn pag, €pxovTtav otn @dcn pag. Eixape Tig 81KEG
yag a&10oelg yia TOV XOPO.

©FM: Eixape KAaTAKTAOEL OAR Tnv mepiloxh Aurinkolahti, aghoape
To otiypa pag!

©AM: 'AkOpa  Kal XTeC Tou Apouv oTo Clubhouse, pia aifouca
nTtav yepdtn XopaloUg VEOUG ToOu pwToloav: «moTe Oa Eavayivel
kKdnoia dpdon otnv mapadia; Ikomelaue va €pbBoupe, OAAAG TO
xdoape!». MNeite TO 0ag MAPAKAA® oTov mMpdedpo yia v’ avoifoupe,
Va EMLITPEPEL aQUTO TOUAAX10TOV, Vva Tmapaxwpnoel oto UFC pia
amokAe1oTikn ddeia!l

H ¢@i1Aia mou é£€xe1 avamntuxBei peTA&U OAWV  AUTOV TWV
avepamwy. .. AV TO KOAOOKEQTEiG, umoTiBetal mwg dev MPOKELTAL
Mapd yla Pia KLVNUATOoypa@ikn AEoxn, €va UEPOC OmMouU 01 Avepwmol
ymopoUV va TM10UV HPEPLKA TMOTA, VA d0UV pla TAlvia Kali PeTA va
yupioouv omiti, aAAG va mou KatéAn&e va yivel auth n TEPdoTiaA
kKoivotnta! IApepa eivai mia amiBavo va Byelig xwpig va MECELG
mdvw o€ KAMO1OoV TOU Yyvwploeg oto UFC! Autd eivail umépoxo.
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MetTd amo 21 Aemtd:

©FM: T1i kivnTpo €xoUuue WG KOAEKTiRa;

©RT: Nopilw autod pmaivel otnv id1a katnyopia pe Tig @1AodoEieg.
Eima mewg yio péva @ilodo&ia e€ivai o1 dvBpwmol va pabaivouv kai
va S1gupUvouv TO aeAynud toug. Etoi, Otav Ba mpémnel va SOUAEY®
yia pia emepyxopevn dpdon aAAd viebw kataBeBAnpévn K1 avalnto
Kivntpo, 6a oképTopal autd akpiPBag. OEAoupe va Byel KAT1 KAAod,
0éhoupe va oupPBei — aAAG T1 €ivai autd mou BEAOUPE va CUUPEL;
Eival autd mou Aéyape oulnTOVTAC yida @1A0d0Eieg.

©AM: MegpPlKEG (QOPEG UE TMAPAKIVEL aAUTOG O OUAAOY1OWOG yld TO T1
KAvoupe o€ autn tn Zwh. SUYKLvoUpal KABe @Oopd TMOU TO OKEPTOMAL
— UTAPXOUV QOPEG TOU KATAAAYw TwG «dev €ipal kaAn oe timotay,
KATMO1EG AAAEG BLEPWTOPAL «T1 KAV o©€ auth tn Zuwn; Ti €xw
KATAQEPEL TMPAYHATIKA;». ONol To KAvoupe autd. To mMPOTO mPaypa
TOU POU €PXETAL OTO PHUAAO €ival n Aéoxn pag. Mmopei v’ akoUyeTal
peyaldéoxnuo, aAAG epyéva HPE TAPAKIVEL, HPE TMOPAKLIVEL va HPEIVR
otn Zwn, va ouvexiow va Zw, va peiveo Zwvtavh. Mou £xel dwoel
Tnv aiclbnon mwg €xw €vav oKomo, Pou €XEl dWOEl P1a aicBnon Mwg
afilw, éva ouvaicBnua mou Sev avTA® amo Kapia AAAn Souleid pou
— y1aTi Timote AAAO Bev PE KAVEL VA VIMOW TG KAV TA TAVTIA.
Emniong, pe wBeil ka1 n €évvoia TNG KANpovopidg: autd mou 6a
UELVEL OTNV €MOUEVN YEV1A, Y10 VA UTOPECOUV O1 EMOPEVOL VA TOUV
«0@oU TO £€KAvVAV QUTEG, Apa K1 €Peig PmMoOpPOUPE va TO KAVOUUE».

©RT: 'Aivoupe n ‘pia oTtnv dAAn éva kard omphEipo, mpoopépoupe
gvBdappuvon.

© FM: Nopilw mwg otnpiloupe n pia Tnv dAAN 6mwg KAvouv o1 akpoBdTeg
o' éva voUUEPO OTO TOipKOo: O €vag TPaBdel TOv AAAO, K1 OUWG

Kaveig dev méPTel yiati TO BAPOC €XEL POLPACTEL 100UEPKS.

©AM: AANG oe 6,T1 a@opd TOUG OTOXOUG, OEAw va eipal oe Béon va
douAelw oto UFC pe mAnpn anacxo6Anon. O€Aw auth va €ivail n Bacikn
pou douAleid. Kai, Eépete, Sev Ba ATav Kakn 18€a n idpuon piag
U1KPAG e€Toilpeiag mapaywyng. davtaoteite oto TEAOG TNG TAlviag
va ep@aviletal otoug TitAoug n @pdon «Ubuntu Production». Auth
N TMPOOMTLKNA HOU (aiveTal TMOAU €AKUOTLKN.

©AM: T1a @avtaoteite: «eTaipeia mapaywyng pe €8pa To EACivki
™ng O®ivAavdiag, n omoia avAkel o€ PAUPEG Yyuvaikeg». Mmopeite
va To diavonBeite;

©AM: To deUTepo OKEANOG TNG 18€aG €ival €va QEOTIBAN TALVIQV.
No pmopoUPE va OPYAVOVOUUE €PYaAcTAPLld TOU aMeuBUVOVTAl OF
avepamoug Tou dev  €XOUV O1KOVOP1KA dAveon. 6©a NATav TOAU
onNuUAvTikO va TO KAVOoupe auto, e€ite dwpedv eite €vavti evog
OUPBOALKOU TOOOU.

©FM: SIxeTikd pe Tnv 18éa Tou @eoTiBAA, 6a ATAV TOAU m1o €UKOAO
VO 0Q1EPOOOUPE pia OAOKANPN pépa oe mavel pe oulntnoeig. ‘Etoi
6a kpatoUoaue p1la wpaia 1o0oppomia avdpeoca o0T1C TPOPROAEG,
divovtag o6pwg Tnv idia Bapltnta 0T1¢ OUCNTACELC — KAT1 TOU
Kavoupe Ndn, aAANd Ox1 6co Ba 8éAape. Evag amd TOUg GTOXOUG HOU
yia pag ©¢ opdda eivai va Swooupe 000 TO duvatodv peyailtepn
€J@aon 0T1G¢ oulnTNOE1G AUTEG KAl oTnv emiyeuon Tng taiviag, n
omoia avadletal OTAvV TM1d TNV £XOUPE XWVEPEL.

©RT: Na TpooBéow KATL, mMpGTA am’ OAd OXETIKA HE TOUC OTOXOUG
— OXET1KA HPE TN OUAAOY1OT1KA paG Kal To yiati kdvoupe 0O,T1
KAvoupe, MOU TO KaAUYape otn oulnTnon yia tig @iAodo&ieg. Auth
N GUAAOY10T1KA 6a pmopolce va £EamAwBei ka1l va mepdoel oe AANEG

2.112

ENG-P.62

ENG-P.63

ENG-P.63

ENG-P.64

Mia oculATnon avapeca otnv
Alice Mutoni, Tn Rewina Teklai kai Tn Fiona Musanga

| EVERY CINEMA |

KO1VOTNTEG y1d va TNV €@appdéoouV, yliadti mpogaveng eyeig eipaocte
yovo TpelG Kai dev pmopolue va PBpiokdpacte mavtol, aAAG 6a
OéNape emiong va ekmaideutei o0 KOOPOG O0€ TMOAAG KAl &1dgopd
ZntApata. AuTtO 6a Atav éva eidog otdéxou yia péva, pali pe
T1G S10QQOPETIKEC OUVEPYAOiEG PE T1G B1OPOPETIKEG OPYAVWOELG,
®OToU va yivoupe £va €id0¢ «unTEPAC OPYAVWOONG» yi1a TOAAEGQ
AVEPXOUEVEG KOLVOTNTEG.

©FNM: Kal n evaiiayn oTa €i8n Twv oUVEPYAOLAV KA1 TOV OUVEPYATOV
6a upmopoUce va avadeifei tn Souleld TOUG, M1AG TOU €peicg Ba
eipaote €va €ido¢ EevioTh mMou 6a TOUG TMPOOWEPEL pia MAATEOPUA
yld va Tmapoucidocouv TNV TEXvn TOUG, Ta mpoidvta Toug, 6Ba
umopoUoaue va SOUAEPYoupe pali KAl PE AQUTOV TOV TPOMO dnAadn.

©AM: "Evag amd Toug 0TOXOUG POU €ival va pPTopecoups KAmola oTiyph
VA KAVOUUE TETO10U €id0UG BpACELC KA1l OTO OMiT1 pag, iowg oTNn
Poudvta. 0tav Ba £XOUpe T1d €3PA1OOEl KATL Yy1d VA KATAQEPOUME
va €ENYNOOUPE OTOUG AVOPOMOUG «aAUTO KAvouue» — vouilwm mMwg pida
Této1a 18¢€a Ba ta ’'omaye. Na mnyaivape otnv AKPA KAl va KAVAUE
yia umaiBpia mpoBOAR- va mnyaivape otn Poudvta kKaili va KAvaue
To 1810 ka1l ekei. KabBohg ekel €xouv Ndn Tig d1KEG TOUG dpAcelg,
6a umopoUcaue va CUVEPYAOTOUUE KAl va yvwpicoupye avBpomoug amo
GANEC XWPEG TOU KAVOUV B0UAE1d Pe TNV Koivotnta. ®iAn, PiAAPE
yia OAn TNV UPAAl0.

©FM: Evterdc. Na PEYAAOVOUHE GOUVEXELA, VA KAVOUUE OpAcelg o’
OAO TOV KOGHO.
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Texts: Lina Bembe, Hilda Kahra, Nikoleta Leousi, Geli Mademli,
Mousidora, Sofia Secin, Ubuntu Film Club ¢ Keipyeva: Lina Bembe,
Hilda Kahra, NikoAéta AgoOon, NkEAv MabdepAn, Mouvoibwpa, Sofia
Secin, Ubuntu Film Club e Edited by: Danai Anagnostou, Xenia
Kalpaktsoglou, Pegy Zali ® EmpyéAeia: Aavan AvayvwoTtou, MEyku
ZAaAn, =évia KaAnaktodyAou e Translation: EG (Geli Mademli, Eleanna
Papathanasiadi) ¢ Metadppaon: EG (F'kEAv MabepAn, EAedvva
ManaBavaociadén) ® Language Editing: Joss Allen, Melina Tzamtzi e
MMwooikh emupéAela: Joss Allen, MeAiva TCautCr ® Design: Vasileios
Gkountinas ¢ Xxebiaouo6g: Bacilelog N'kovvTtivag ¢ RISO-Printed by:
KEDA*PRESS ¢ EktOnwon: KEDA*PRESS ¢ ISBN: 978-618-85684-0-2

[EVERY CINEMA| [EVERY CINEMA| [EVERY CINEMA| [EVERY CINEMA |

Every Cinema is a common project by the Laboratory for the Urban Commons
(LUC) , the Museum of Impossible Forms and Kenno Filmi ¢ To Every Cinema
eival éva kowvd £pyo tou Neo Cosmos (LUC), Tou Museum of Impossible
Forms kait tng KENNO FILMI.
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The project is realized with the financial support of the Hellenic Ministry of
Culture and Sports, and the Foundation for Arts Initiatives (FfAi).

To €pyo MpaypaTomolROnKe PYe TNV OIKOVOUIKI LTTOCTAPLEN TOL YTovpyeiov
MoAitiopo0 kKat ABANTIopoL kat Tou FfAI.
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STILLS > P67 Ritual Waves (2019) by Lina Bembe
—> P.69 Desires of the Flesh (2018) by Rafaela Camelo

—> P.71 Pescados / Fish (2010) by Lucrecia Martel

—> P.73 Split Ends, | Feel Wonderful (2012) by Akosua Adoma Owusu

—> P75 Vinegar Baths (2018) by Amanda Nell Eu
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