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MotdZet mapddo&o aAAd 6tav n {wr), oL auverikeg, oL eEwTEPIKOL TapdyovTeg Oev EMITPE-
Touv 1} kavouv dUoKoAN v evagxoAnan pe dpacmpLOTNTES TOU TIVEUNATOS, 4Tav N
erupiwon, n nveupariki 1} BpnokeuTiki eAeubepia, 0 TOAEHOG Kal Ot OUYKPOUOELS ATOTE-
AoUv oTolxeia ™G kabnuepvémTag, TéTe elvat mou 1) TEXV, eNelyouoa Kat avaykala,
Bpiokel pbapopo £dagog yla va avarvedoel. Mia tétola okéyn e&nyel iowg toug Adyous
yia Toug oroioug n reptoxn Mg Meang AvatoArg, €vag Torog mou pacaviletat akGun
ané oelpd mpoBAnuaTwy, SlEVEEEWY, GUYKPOUTEWY, EvVag TOTOG MOU UNOQEPEL amnd
KOWVWVIKES QVIOOTNTES, TIPOTPEPEL QUTT TN OTLYHI| LA am6 TIG 1o SUVAKES Kat evala-
(PEPOUOES KIVNUATOYPAPIKES TIPOTACELS TOU TIAQVIT).

Méaa ané g Tawieq rmou nepapBavel 10 aPEPWA aTov Kivnpatoypdeo mg Méang
AvatoAnig, €va aplEpwpa 0To omoio PPIOKOUV EKTIPOOWMINON XWPES LE DIAPOPETIKES
KIVNHATOYPAPIKES, KOWWVIKES KAl TIOMTIOHIKES TIPAYHATIKGTNTES, YIVETAL 0AQES WG
10 Owepd propei va eivat epyaleio ekpopdg oALTikou AGyou, TpOTog 0ploBEmang wiag
TauTémTag, KEO yia va dnhwoelg my Unapér oou kat va dlekdIknoelg Ta dikaiwpatd
oou. Mevwnuévo péaa oe avtioeg ouverkes, To avepd me Méang AvatoAng dev prnopei
napd va mafpvet 6€on yia ta 60a oupBaivouv YUpw TOU Kal va TPOTPEPEL Uia Xpriotyn,
BIEL0BUTIKT paTid oV aABELa TV XWP@Y aMd TIC OTIO(ES TPOEPXETAL, Hia PaTid TIoU
propel va unv €xel mv auampn YAwooa mg Gnpoatoypagiknig kataypagns, Exel Opws
mv aArBela mg Blwpévng epmnelpiag.

Avdpeoa oTiq Tavieg Tou aplepwpatog Ba Bpelte npotdoelg and XWPeS Ue pakpd kivn-
patoypagikn napddoon, aAAd kat and xWPES Mou Twpa praivouv oto mayviol Twv
elKOVOV' kataBéaelg dnuioupywv AANoTe pe Teploodtepn, GANote pe Aydtepn neipa
omv agrynon totoplwv. Kottdloviag pwg To mpoypappua ouvolikd, To oTolxelo mou
evorolel Ta mapandve eivat kATt MoAU Tio OTEPEO KAl GAPES amd T YEWYPAPIKT) TOUQ
eyyumra. Eivat 1o nwg o kaBevag and Toug Knuatoypaploteg autols xpnatpornotel
T0 OIVEpd yla va ayyi&et {nmjpata mou apopolv Gueaa Toug YUpw Toug Kat Toug Bloug
— Kat ouxva pe Tporo mou kdvel m dlagopd avapeoa ot {wn kat Tov BAvato’ 1o nwg
népa and my 0Bdvn, ta peoTiBdA, Ta Bpapeia, o Kvnuatoypdpog uropel, omy nepi-
TTTWor| Toug, va aAAG&et Tov (310 Toug Tov KAapO.

Agonoiva MouZakn
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It may seem strange but when life, circumstances, external factors prohibit or make it
difficult for one to pursue activities of the mind, when survival, intellectual or religious
freedom, war and conflict are part of everyday life, it is then that art, vital and necessary,
finds fertile ground to breathe. Such thinking perhaps explains the reasons for which the
region of the Middle East, a place still plagued by a series of problems, conflicts and
clashes, one that suffers from social inequalities, is producing at this moment in time,
some of the most dynamic and interesting films on the planet.

Through the films included in this spotlight on the cinema of the Middle East, a retro-
spective in which countries with different cinematic, social and cultural realities are repre-
sented, it becomes clear that cinema can be a tool for articulating political discourse, a
way of defining an identity, a means that enables you to affirm your existence and claim
your rights. Born in adverse circumstances, the cinema of the Middle East cannot but take
a stand on everything that is going on around it and offer a useful, penetrating look at the
truth of the countries from which it comes, a look that may not possess the stern language
of a journalistic chronicle but which does contain the truth of life experience.

Among the films in the retrospective you will find some from countries with a long cine-
matic tradition and others that are just now joining in the game of images, and films by
directors with more or less experience in telling stories. But looking at the program in its
entirety, the element that unifies the above is something much more solid and clear-cut
than geographical proximity. It is how each of these filmmakers uses the cinema in order
to broach issues that concern directly — and often in a way that makes the difference
between life and death — those around them as well as themselves. It is how beyond the
screen, the festivals, the awards, cinema can, in their case, change their world itself.

Despina Mouzaki
Translation: Elly Petrides
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To gdvraopa mg 117 Zentepppiou kat 1 dlatkvion eBVIKGY OTEPEOTUWY OTOIXEDVOUV TV aVTi-
Anyn tou dutikod KGaopou yia ™ Méan AvatoAr, n omoia kat’ enavaAnyn napouotdcetat povo-
dldotam Kat amhouoTeupévn. Mia yevikeuan — dlaotpéBAwan, Ba propouoe Kavelg va met —
EMIKPATE! OXETIKG |IE TO TS 0 AUTIKGS KGOp0g avTiAapBdveTal my katdataon ot MEan Avatohr),
aM\@ kat mv idta mv neploxr. MeydAn oe yewypagiké e0pog, OUVUGAOEVT) GPPNKTA HE TOUG
TIOAEHOUG Kal Ta BpnokeuTika ™S ppoviuata, n Méan Avatohr dev elvat €va oIkodopnpa griay-
Jévo eEohokAripou amo Ta idla UAkd. ZUpgwva e Tov Eviouapvt Zaivt, «0 0pleviaMopes [pepo-
ANITKES EppNveieg yia Toug AvatoAlkous moAITopoUs kat Aaods] anotehe [...] pia onpavki
didoTaon mg olyxpovng MOALTIKNAG Kal MVEUHATIKTG KOUATOUPAG».

Xwpig ap@iBoAia, autol Tou £{BoUS 0L TIEPLOPIOKEVNS AVTAANYNG EPHNVEIES LOXUOUV Kal Yia TI
TOAUGPIBES Kivnuatoypagieq TG Méang AvatoAng. Zmy mpayuatikémTa, 1 nolkopopgia —
TIOAUYPWHN, OUCLACTIKI], CUVAPTIAGTIKY — &ival Sedopévn. AlyEQ KnHATOYPAPIKES TIapaYwYES
and m Meon Avatolij éxouv poANBe( EUpEwg Ki auTéQ ival Kupiwg Tawvieg and myv Aiyurtro,
Tov AiBavo kat To loparjA. KaBe pia and autég Tig XWpeg €xel T OIKG TG 0UVOAO amd KOWwVIo-
\0YIKOUG, TIOMTIOHKOUG Kat TIOATIKoUG apdyovTeg, oL omoiot KaBLaTolv Tig Tavies autég eEaym-
YILES TIpayHaTIKOTTES Kal, EVIOTE, emtTuxieg Kal oTiq (dleg Toug Ti§ Tatpides. To Ntoupmadt kat
1a Eppdra dlaknpuooovtat kg To VEO EMKEVIPO dpaocmelémrag me HecavatoAkiq Kivnparo-
YPagIkig avayévvnong. Meyahdnvoeg oupgwvieg HeTagl apePIKAVIK@V Kal EUPWIaiK®V £Tat-
PEL®V (kal oTolvVTIo), Kau emixelpraewv MME kat yuxaywyiag Twv Eppdtwv Aappdvouv xwpa pe
puBO KatatyloTiké. Evroutolg, ot @IAGD0EES QUTEQ ENMOPIKES DoTOANYIES deV eyyumvTal anapai-
ra Kat eEay@yleg Tawieg moldmrag — n ENAeWn Kwnuatoypagikig nadeiag eivat Eva npogaveg
€UnAo10 0Tn oUOTao Wag Knuatoypapikng Blopnxaviag. Ze AAAES XWPES, Ot TaViEg mapaye-
Vouv 13€€EG, XWPIG Kapia mpaypuatikn eukalpia va mpaypatonomeouv: Kpatikr kat BpnoKeuTIKY
AOYOKpLO{a, TEPLOPLOPEVOL IGPOL KA, UaLKd, MOAEOL Kat Baoikd mipoBAnuata empiwong, ouxva
KaBioToly ) dnuioupyia Tawviwy pa akatdpbwm Lotopia.

Anotelei, emiong, ouyvi mapavonon to 6Tt pa Tawia ané m Meon AvatoAn — pia tepdotia kat
€EAPETIKG TIOAUTIAOKN TiEPLOXT] aMo KGBe Aroyn — MPETEL va aoyoAe(Tal pe {nujpata MoAERWY Kat
ouykpoUaewy. Kdmoleg and Tiq tawieg mou €xouv ermhexBel y' autd to agiépwpa Boutdve pEaa
oe autd ta ayatopappeva Bépata (BaAg pe tov Mnaoip, Ovelpa, Kdtw an’ 1i¢ Boppe). ANNES
Katayivovrat pe {wTikd moAwtika B€PATa, Pe TPOTO apaipeTike 1 AGYLO (Xwolc kdAuyn), kal KAToLEg
anelkoviCouv éva teeiwg dlapopetikd dpapa, emdekvuoviag eite Tdam uyng amod To mpayua-
TIKO, ete ™V npdBean va Mpoo@Epouy pia GAAn 6yn g Unapéng Toug atov kaopo (0 mAdTog
Aurou Paévt, Mia véa pgpa amv naAwd Zavad). To aAdt autrj¢ m¢ 8dAacoag kat 0 Akduag xpnat-
portolouv v mapaBoAn mg epWTIKNG aydrmg yia va napouatdoouy Ta peyahitepa yeyovota, Tig
eupUTEPES AAT|BELES — PE€TQ M6 TO MPOoWTUKG avaAuetal, €101, To dnudato. Me tawvieg 6nwg o
AAeavopela... Martt;, o MNouoep Zayiv Gvolge Tov BpGHO, TPELS DEKAETIES TIPLY, ETOL WOTE Atyu-
TTAKES Tawvieq onwg To Evudpelo va €xouv KaAeq rubavomTes va yuplotolv onpepa. Kat ato ;
AmericanEast, yuplopévo ot HMA Kat apepikavikig mapaywyng, yopHaoTe anodeKTes mq Hova-
OIKNG eK TwV E0w Aroyng yia mpdypata mou omavia KaTapepVouv va eTdaouv am) peyan obavn.

Ze aut) mv ékdoam, Ta keipeva mou auvodeldouy TIQ Tawvieq eival amv mMAeloYngia Toug ypay-
péva ano toug (dloug Toug oknvoBETES. H avayvwar) Toug eival mavta pia dlagwTioTkn epnelpia
Kat, oAU auyvd, jia Goknon Tanevoppoalvng — MPOCPEPOUV TNV MPOOTTTIKT MOU Kaveig GAAog
Oev propel va dwoel. Aev elvat puoTikG 0Tt 0 Knpatoypdpog eivat pia anarmtiki evaoxoAnan,
1dlafrepa y1' autd To povayiké mhdopa, Tov aveEdpmro oknvoBEm. Ot dnutoupyoi autoi and m
Mgon AvartoAr eivat, ouxvd, 1600 a@oolwpEvol oTIq IBEOAOYIES Kal Ta MOTEUW TOUS, TIOU PTavouv
070 £Minedo Tou aKTIPLOTI), TOU UMEPAOTIOTY) KAl Tou dlapapTupdpuevou. Emy nopeia yivovral
udptupeg mQ LoTopiag kat kdvouv éva edog Kivnuatoypdgou mou Hove Tayuévo Ba pnopolae
va xapakmpiotel. ‘Eva npaypa eival ofyoupo: dev mpokeLtal yia owvepd anootagionoinong, aAAa
Yia owepd ndboug kat ouvaloBnpatiknig npooniwang. Autég elval Tawvieg rnou dlabétouv akona,
Tou ouxva €xouv Eenepdoel kohooolaia epn6dia kat mou €Xouv AEITOUPYHOEL W EUMEIPIES
kaBapong yia 1oug 61oug Toug dnpoupyous Toug.

Aiku M. Nanayiavvn

e BB e L e e ab s L
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The spectre of 9/11 and the perpetuation of ethnic stereotyping fall heavy on the perception of the
Western world about the Middle East, which is consistently presented as one-dimensional and over-
simplified. There is a generalization — distortion even — at play in how the Western world perceives the
Middle East situation and the region itself. A huge geographical area, irrevocably tied to its wars and
religious creeds, the Middle East is not a construct made out of unified materials. According to Edward
Said, «Orientalism [discriminatory interpretations of Eastern cultures and peoples by outsiders] is ...a
significant dimension of modern political and intellectual culture».

Without doubt, these types of narrow interpretations also apply to how the numerous national cinemas
of the Middle East are often perceived. In reality, diversity — colourful, substantial, fascinating diver-
sity - is a given. Few Middle Eastern productions have been widely showcased and these are mostly
films from Egypt, Lebanon and Israel. Each of these countries has their own set of sociological, cultural
and political variables, which make their films exportable realities and, on occasion, successes in their
own homelands. Dubai and the Emirates are being touted as the new hub of Middle Eastern film renais-
sance and high-profile deals are being made relentlessly between American and European firms (and
studios) with several Emirati media and entertainment companies. Nevertheless, big business does
not necessarily guarantee exportable, quality films; a lack of cinematic education is an obvious imped-
iment in the creation of a film industry. Projects in other countries never become anything more than
ideas, without a real opportunity for their realization: state and religious censorship, limited resources,
lack of cinematic education and, of course, warfare and basic survival issues often render the making
of films an impossible business.

Itis also a frequent misconception that any film from the Middle East — a huge and extremely compli-
cated place, in every sense — would or should deal with issues of war and conflicts. The films that
have been chosen for this Spotlight might fall headfirst in these bloody topics (Waltz With Bashir,
Dreams, Under the Bombs). They might go about critical political issues in an abstract or circuitous
manner (Out of Coverage) or they might illustrate an utterly diverse vision, exhibiting an escapism of
sorts or wanting to offer a different view of their existence to the world (Captain Abu Raed, A New Day
in Old Sana’a). Salt of this Sea and Akamas use the parable of romantic love in order to depict the
bigger facts, the wider truths and thus use the personal to talk about the public. With films such as
Alexandria... Why? Youssef Chahine paved the way, three decades ago, so that Egyptian movies like
Aquarium would stand a good chance of being made today. And in AmericanEast, produced and shot
in the USA, we get the singular insider's view into things that rarely make it on the big screen.

In this book, most of the directors themselves have written the texts that accompany the films. To read
them is always an eye opening and quite often a humbling experience; they offer the viewpoint that no
one else can. It's no secret that making films is a demanding occupation, especially for that lone crea-
ture, the independent filmmaker. These directors from the Middle Eastern region are often so closely
attached to their ideologies and beliefs that they might rise to the level of activist, advocate, and protester.
In the process, they become witnesses to history and make what can only be referred to as a committed
kind of cinema. One thing is certain: this is not a cinema of detachment, but a cinema of passion and
emotional commitment. These are works of purpose that, more often than not, have surmounted
tremendous obstacles and have functioned as cleansing experiences for their own creators.

Lilly M. Papagianni
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Aiva Karipn
Kivnpartoypagog: €va aotépl yevviEtal
atn) Méan AvartoAr

0 kwnuatoypdgog mg Meong AvatoArig evioxUet m B€am Tou oAogva Kat eploadtepo. Enetta
arnod OeKaeTieq Katd Tig omoieg mapépeve MePIBWPLOMOMUEVOS OTIG TEEPIOOOTEPES XWPES NG
nepLoyng, diekdikel Twpa, pe yopyousg puBpoug, Evav olaitepo pAo aTo TAaiolo G MoALTL-
OTIKAG Tapaywyng mg Méang AvatoArg. An6 ) pia 1o Yeyovog 0Tt oL Tawieg peyahou prkoug
slval kare€orv mpoiévra g pavraciag Kat, and mv GAAN, n TaUTion Tou OIVEPA e T dlaokE-
daon, €kavav To Koo oy eupUTEPN MEPLOXT) VA AVTIHETWICEL TOV KIvnuatoypdpo wg arhr
Yuyaywyia. Eviote ndAy, o kwnuatoypdpog avtipetwmniomke ot Méan Avatohr) anokAEoTiKA
G HopQn KAAMTEXVIKTIG EK@paa, o Ba Enpene va npooeyyi(etal pe atobnTikd kat 6yt 1deo-
Aoyika epyaheia. Oyt rua.

dUOIKd, 0 Kivnuatoypdgog eivat xwpiq aggiBoAia pa kablepwpevn popen téxvng. Nopporot-
g(tal kavelq va eotidlel omv aodntikn Tou dtdotao. Tautdypova, GHwS, dev UMOPEl KAvelg va
UMOTIAOEL KL TV Puxaywyikn Tou agfa. Ma napadetypa, dev pmopel va apglopnmBein emuxia
TOU aLyurtTiakoU Kivnuatoypdgou ot Méan AvatoAr — ipokeLtat yla my Tpim nakadtepn K-
jatoypagr Blopnxavia atov KGO, e dIAaNHOUS AOTEPES, HE KIVNHaToypapikd £idn kat dopEg
TIoU £Y0uv ouvapmdoel Toug Beatéq ae oAdkAnpn v mepLoxy yia dekaetieg. Tnv Bla atiypr,
OpWG, 0 KIvuatoypdgog eivat kat évag mavioxupog TpOmog napaywyng MoAttopou. Aettoupyel
¢ 0X0AlaoT¢ ™G Kowwviag kat wg kaBp€pmg mg. AuTo dev anualvel, BEBaia, 0Tt To Ovepd
am\wg avanapdyet autd mou ouppaivel omv «mpaypatikomra». AviiBeta: o puiog, n pavracia
Kat 1 Yeudaiobnom mou MPOKUTITOUV amd v KWnUatoypagikr dnutoupyia, anotehovv Ki autd
HEPOG TG KOWWVIKNG Tipaypatikdmtag. O Kwnuatoypdgog eivat kaBpepmg, pe my Evvola ot
EMITPETEL OTIG KOWWViES va Bouv HETA 0 QUTOV TOV £QUTG TOUG. H vBiam g Kivnpatoypagiknig
TEXVNG 0€ XWPES OMwg N Yepévn Kat 1o Ipdk amoteAel TEKUNAPLO Yia TOV Onpaviiké poAo Tou
OUYKEKPILEVOU HEDOU, TO omoio divel aToug avBpwroug T duvatdmra va anekovioouy Kat va
avaAUuoouy TV KOWVWVIKT, TIOATIOHIKT], LOTOPLKT) KAl TIOALTIKY] Toug ouvernkn. MapaiAnAa, anoteAel
anodelEn yla 1o nwg o Kvnpatoypdpog Aettoupyel wg kataokeuaotq oveipwv. Etal, o€ MoAES
neploxeg mg Méang AvatoArg o Kivnpatoypdpog €xel dlaoy(oet Tov XPOo TOU KOWWVIKOU PEaAL-
opoU, yia va BpeBel MAEov TO TOMi0 TOU paylkol pEaAapOU.

AuTd mou eviunwolalel oxeTikd pe mv e€€xouoa BEaT Mou KATEXEL ONpEPA 0 KIvnpatoypdpog
ot Méon AvatoAn eivat n peyahn andotaor) mou Exel dlavioel 0€ Eva OXETIKA OUVTOHO XPOVIKG
didompa. H anepavrootvn kat n mokopopeia mg Méang AvatoAng avikatortpifovral, 6xt
J6vo ata dlapopeTikd dn Tawiwy mou epgaviCoviat oTig H1aPoPETIKES XWPES, AAAA Kal 0Toug
ToIK(AoUG TPOTOUG KE TOUG OMO{OUG EVOWHATWVETAL O KIVnpatoypdgog. Eva xwpeg oav mv
Alyurtro kat Tov AiBavo €xouv pia egolkeiwan He Tov Kivnuatoypdpo, and i anapxeg Tou akopn,
ota TéAn Tou 19% awbva, GAAeg xwpeg atm Méan AvatoAr dev diéBetav aiBouoeg péxpt kat m
dekaetia tou '60 (.. n Aun), evid GAAeG Exouv HOAIG IPGOPATA UITEL OTOV XWPO NG KIvnpa-
TOYPaIKG napaywyng (onwg n Zaoudiki Apapia katn Yepevn). ANAeS, AAL, dev €xouv akopn
v urodopr yia va avantugouy eyxwpla Kivnuatoypagikr plopnxavia (mapdAo nou xwpes onwg
1 Tuvnoia kat 1o Mapdko dlaBetouv enapkwg eEeAypéva Kpatika ouoTHaTa unoompiEng ya
mv eBVIKT) TOUG Kivnuatoypagia).

0 kwnpatoypdpog mg Méang Avatong €xel onjpepa va Eenepaoel ki GAAa epnédia. H uropad-
HLOMEVN BEOT TWV KIVIHATOYPAPIKWMY BLONXavI®V 0€ TIOAES XWPES TG MEPLOXIQ dev opeeTat
H6vo oy EAelyn mopwv. O Kvnpatoypdpog mMANTTETAL OUXVA amd pa droyn mnou Tov Bewpel
TIOAUTEAELQ, J1E QMOTEAEONA VA PNV QVTIHETWNITETAL WG TIPOTEPALOTITA OE TIEPIOXES OMOU Baaikd
MEANHQ Eival N 0IKOVOUIKI Kal 1) moAwtkr) otaBepdmnta. Ztov AiBavo, yia napddetypa, ot Kivnua-
TOYPAPLOTES TIAPAMNOVOUVTAL YIa TNV ANEIPoeAdXIoT) UNoaTLEN Tou AapuBavouv armo my Kupsp-
von. Erum€éov, apketéq xwpeg me Meang AvatoAiig dev £Xouv Kapia Kivnuatoypagikr napd-
doon: n kpttiki, ta epyakela anotipnong kat avaluong Tavidv dev nepiappdvovial oo
EKTIaEVTIKO 0UoTNHa Kat Bev ekppaloval napd povo MEPLOPLONEVA HETQ OTO OGVOAO TG Bijo-
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0l0YPAPIKNIG mapaywyng. Auté onpaivel 6Tt 1o Kowd, o€ apketd pépn meg Méang AvatoArg, xet
UEYAA@OEL PE ENAXIOTT YVAOOT NG KIVNUATOYPaPIKIG YAWOOAG.

l'a 6Aoug Toug mapandvw napdyovieg — peta&l AAAwv — 0 Kwnuatoypdeog dev ouvioTd pa
amoAUTWG KaBLEPWUEVT LOPPN| TIOATIOUIKNIG EKPPAOTS, OTIWG Eivat yia T OUYKEKPIUEVT TIEPLOXT]
N Houaikr 1 n moinon. MapdA’ autd, o Kwnuatoypdpog ExeL EVIOXUOEL Kat TV Tapousia Kat m
dnuoTIKGTNTA Tou. AuTé ogeiletal o€ ekeivoug Toug Tahavtouyoug aknvoBETeg g MEang
AvatoAiig mou Katdgepav va dnpioupyroouy aglopvnudveUTES Tavieg, av Kat avaykaopévol va
douAelouv e meviypd péaa. Ot KUBEPVATELS 0NV TEPLOXT] EXOUV apyioetl va avayvwpilouv m
onuaoia Mg Knuatoypagikng t€xvng. Ta diebvr) peaTiBAaA €xouv oTpappévn 6Ao Kat MePLOas-
TEPO TV MPOCOYXT| TOUS 0Ta MOAUTIHA Kivnpatoypagikd metpddia mg neptoxng, mou agifouv myv
naykéopa avayvapton. To ovepd mg Méong AvatoArig kaBauto yivetat oAogva Kat o ToAUnpo,
1600 010 UPog 600 Kal 0To meptexdpevo. O Tawvieg rou mpogpxovrat ard 6Ao To eUPOG G
Méang AvatoArg erthéyouv va oxoAidoouyv Bgpata 6rwg o MEAEHOG Kat 0L GUYKPOUCELG, T TIOAL-
Tk OlapBopd, n Tautémra kat n matpida. Yiobetwviag mpwtotunes HOPES, LOPPES KAl amoxpw-
0€lg, oL 01agopeg Kwvnuatoypagieg mg Méong AvatoAng €xouv dnuloupynoel Tig dIKES Toug
TQUTOTNTES KAl TIG EXOUV XPNOLHOTIOWGEL Yia va HIAO0UV Ya {nTiHata KoWwVIKA Kat TOATIKd,
nou auyva dev epgaviovral oe kapia GAAn Bepatoloyia. To tpakwe vrokipaviép, Adyou xdpn,
naiet onpavtiké poAo yia va €xouv ot Ipakwoi pwvn om diebvri apéva. ‘000 yia TG peyaou
prikoug tawieg and m Méon AvatoAr, o uBomAacTikdg Toug xapakmpag Toug divel m duva-
Témta va petatpénovral oe nedio atoxaopou yia 1o mapeABAv, aAAG Kat yla 1o mapov.

H 1d1aitepn ox€am Tou Kvnpatoypagou e Tov XpOvo ToU ETUTPEMEL va KAAMEPYNOEL Jia anéataar
and 10 «yeyoveg» Mou avanaplotd. Zuvenwg, eve Ta mAeomtikd deAtia om MeEon AvatoAn
neplopifovral oTov 0XOAaoud TOU «TPa», aprvovtag EAAXLOTO XWPO Yia OTOXATHO, O KIvipa-
T0YPAQpog propel va BETEL EPWTHOELS, VA QOKE( KPLTIKT), QKOUN Kat va Katadikalet 1o mapeA@ov
Kat to mapdv. Mmopel eniong va anoBewvel, va kataypdaget om Pviun 1 va tpd 1o napeA8ov
Kat to mapdv. 0 Kwnuatoypdpog Unopel, akoua, va axoAMadeL myv Mopeia mou EMAEYOUV 0L KOWV®-
vieg npog 1o pEANOV Toug. '’ auto eival onpaviiko va eEETAoeL Kave(g Tt avIPoawEeUEL 0 Kivn-
paroypdgog me Méong AvatoAng: ivat éva mapdBupo oto maperBav, Eva axoAlo yia To mapov
Kat éva epyaheio mou divel 0TI kowwvieg ™ duvatémra va Kottagouv To HEANOV.

Metdgpaon: Aikv M. Manayidvvy

H Ap Aiva Karipn eivat Aéxtopag oto Turpua Media Arts tou Royal Holloway (Mavemotmuto Tou Aovdivou).
Eivai eniong ouyypagéag twv épywv Filming the Modern Middle East xai Lebanese Cinema: Imagining the
Civil War and Beyond.
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Lina Khatib
Cinema: A Rising Star in the Middle East

Cinema in the Middle East is going from strength to strength. After decades of being relegated to
the margin in several countries in the region, cinema is rapidly claiming a special place in Middle
Eastern cultural production. Partly because of the fictional nature of feature filmmaking, and partly
because of the association between film and leisure, its audiences sometimes reduced cinema in
the region to the realm of entertainment. In addition, Middle Eastern audiences sometimes regarded
cinema as a mere form of artistic expression, to be approached purely aesthetically, not ideolog-
ically. Not any more.

Cinema of course /s an established art form. Paying attention to its aesthetics is legitimate. And
its entertainment value cannot be underestimated. In the Middle East, one cannot turn a blind eye
to the success of Egyptian cinema for example — the third oldest film industry in the world, with
its recognizable stars, genres and structures that have enthralled audiences across the region for
decades. But cinema is also a powerful means of cultural production. Cinema acts as a commen-
tator on and mirror of society. That is not to say that cinema simply reproduces what is happening
in «reality». On the contrary: cinema’s creation of myth, fantasy and illusion is itself a part of the
social reality. Cinema is a mirror, in the sense that it allows societies to see themselves in it. The
rise of cinema in places like Yemen and Iraq is testimony to the importance of this medium in
allowing people to represent and reflect on their social, cultural, historical and political conditions.
But it is also testimony to the role of cinema as a manufacturer of dreams. Thus, in many places
in the Middle East, cinema has gone beyond the realm of social realism and into magic realism.

What is impressive about the prominence of film in the Middle East today is how far it has come
in a relatively short period of time. The vastness and diversity of the Middle East is reflected not
only in the different genres of films emerging from different countries, but also in the variety of its
encounters with cinema. While countries like Egypt and Lebanon have been familiar with cinema
since its invention in the late nineteenth century, many other countries in the Middle East did not
have film theatres until the 1960s (Libya for example), and others have only just started partici-
pating in filmmaking (like Saudi Arabia and Yemen). Other countries still do not have an infra-
structure to nurture an indigenous cinema industry (though countries like Tunisia and Morocco
have quite advanced state support systems for their indigenous cinemas).

Middle Eastern cinema today is also overcoming a number of other hurdles. The disadvantaged
status of cinema industries in several countries in the Middle East has not been simply due to the
lack of funding. Cinema has often been afflicted with its being regarded as a luxury, and therefore
not considered a priority in states whose main concern is economic and political stability. In
Lebanon for example, filmmakers lament the Lebanese government’s miniscule support for cinema.
Moreover, several countries in the Middle East do not have an established film culture: film criti-
cism, appreciation and analysis are not covered in school curricula, nor do they form a large part
of journalistic output. This means that audiences in diverse places in the Middle East have grown
up with little knowledge of film language. Due to those factors — among others — film is not as
established as other forms of cultural expression, like music or poetry, in the region.

But film has been increasing in presence and popularity in the region. Credit has to be given to
those talented filmmakers in the Middle East who have managed to create memorable films even
when forced to rely on very modest means. Governments in the region are beginning to recognize
the importance of the medium. And film festivals internationally are paying more attention to those
precious cinematic gems from the region that deserve worldwide appreciation. Middle Eastern
cinema itself is becoming more daring in both style and representation. Films from across the
Middle East are commenting on issues like war and conflict, political corruption, identity and
belonging. Using unique structures, forms and flavours, different cinemas in the Middle East have
created their own identities and have used those filmic identities to comment on social and polit-
ical issues that are often not represented elsewhere. Documentaries from Iraq, for example, are
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playing an important role in giving Iraqis a voice in the international arena. And when it comes to
feature films in the Middle East, their fictional nature has allowed them to become a space for
reflection on the past and also on the present.

The temporality of cinema allows it to cultivate a distance from the «event it is representing. Thus,
while television reports on the Middle East are caught up with commenting on the «nows» with little
space for reflection, Middle Eastern cinema can interrogate, criticize and even condemn the past
and the present. It can also celebrate, commemorate, and honour them. Cinema can also comment
on the direction societies take in the future. This is why it is important to examine what Middle
Eastern cinema represents: it is a window on the past, a comment on the present, and a tool
enabling societies to look into the future.

Dr Lina Khatib is Senior Lecturer at the Department of Media Arts, Royal Holloway, University of London. She
is also the author of Filming the Modern Middle Eastand Lebanese Cinema: Imagining the Civil War and Beyond.
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BidAa Zagik
0¢gog, MoAepog, Aydnn kai Tpéa...
Aneikovilovrag T M€on AvartoAn

«0edg, MoAepog, Ayarmn kat Tpgha»: €vag Tthog KaAGG yia tawia rou, ouv Tolg GAAoLG, Ouvo-
YiCel pe Tov AEOV MEPLEKTIKG TPOTIO TA KIVNUATOYPAPIKA BEpaAta rmou mpaypateletal 10 apié-
pwHa otov Kvnpatoypdgo me Méang AvatoAig ato ®eoTiBdA G Oeooahovikng. AUTEG TIG
\éEeig Dlaeke o Ipakvog oknvoBEmg Moxdpet AA-Ntapdtdt ya va meplypayet Tig EpMelpies
Tou and Ta yupiopata mg tawiag Ovepa (2005) ato dlahupévo amo Tov oAepo Ipdk. H douAeld
o1 A\-Ntapatdl emBepawvel, uatkd, auto rou ndn £xouv avtingBel ot dvBpwrot omv Eupwrm,
om Auon kai, kupiwg, ot Méon AvatoAr: oto Ipdk emkpatel xdog. ErumAéov, xdog emnkparel
KaL o 0AOkAnpn mv meptoxn. Kat, 6mwg guvexws mapanovouval ot EKEL KIVNPatoypaploTes,
o€ XGog BpiokeTal kat o apapikeg Kvnuatoypapog.

Mmopei va pnv eivat anapaimtwg 0patd oto aplEpwpa Tou deatiBdA, aAAd €va ané ta napa-
9001aKa MPoBAHATA TWV APABIKWY KIVNEAToYpagldv eivat To oxiopa avayeoa oto Aaiko, Epmo-
PIKO OWVENG atyurTakiiq mPo€Aeuang Kat Tov KAAAITEXVIKO 1)/Kat MOMTIKG OTPATEUREVO KIVIHa-
T0YPAQo Twv GnpoupywV (auteur), Tou xapakmpilel mv napaywyn mg neploxis, Toukdylatov
arné mv enoxn Twv dlepyactwv arnoamnolKIoKPaTKoomong, oTig apxég me dekaetiag Tou 1960.
AuTO eixe wg amotéAeopa, PETa&l GAAWY, Ta KIVNHAToYPagIka dlapdviia oy EXoUV OUYKEV-
TpwOel €dw) oV EANGda va pnv napouatdfoviat— amy meloyneia toug — oty ev AGYw TEPLOXT).
Oplopéva and autd, pdiwota, dev nepthapBavouv kaboAou apapikd KovduAla aToug MPoUToAo-
YlopoUg Toug. EviouTolg, oL Tawieg Tou aglepwpatog — napd To YEYoVOq OTL ETIKEVIpOVOVTAL
07Ta o mpoPavr MPoBANLaTa mou avtipeTwni(ouv ol Xwpes Toug, aAAd kat e€attiag aumig mg
OTTTKTIG — IPOOPEPOUV [La TEPAOTIA TIOIKIA{Q WG TIPOG TO UPOG, TOV TPOTIO MPOCEYYIONG Kal ToV
npooavatoAlopo, mpdypata eniong ouvoedepEVa He Vv 1BLattepn OLKOVOHIKT Kat TOALTIKY katd-
otaon kabe xwpag. Auti n mowkkia aviikatorTpiletal eviEAEL Kal aToug dnutoupyIkous TpOmoug
| Toug omoloug autofl ol oknvoBETe] mpoomadouv va ekppaatoly, mapd 1§ t6oeq avti&oo-
mreg, avalnrwvrag napdAAnAa kawoupyleg AUoELG oTa mpopAruata xpnuatoddmong Kat napa-
YWyng mou avtipetwniouv yia Tig Tawvieg Toug, mapott yvwpilouv 0Tt propei va pnv mpopAn-
Bolv TOTE 0Ta TOTIKG EXMOPIKA KIVNUATOYPAPIKA KUKADUATA.

01 6uo ayurttiakeg Tawieq [tou aplepwpatog] BonBouv omv avadeldn autol Tou SIANHATOS.
Ze avtiBeon e T UNGAOLTES, EXOUV TNV TUXN va MPOEPXOVTAL anod pia xwpa nou Eekivnoe va
avantjooel my Knpatoypagikr me Blopnxavia oto t€Aog g dekaetiag Tou '20 kat ou ExTioe
M Qrpn ™G ENAvw OTn HOUOIKT| KAl 0€ Eva EUPEWS KaTa§wHEVO eYXWpLo star system. H atyu-
TITLAKT) Kvnpatoypagikn Blopnxavia empinoe enewdn katdpepe va KAtaktmoeL TG ayopeg Tou
apaBikou kAopoU (yla MoAAA xpovia, akdpa Kat n opanAivi mAe6paa MPOBAAAE Hia atyurttiakn
Tawia ka6e Mapaokeun), T6oo ato Maapik (Méon AvatoAn), 600 kat ato Maykpéurn (Bopela
Appikr)), Orou To Koo Aatpeuel Ta mpoidvra mg, mapd ta moAAd Toug eAatTT@parta.

‘Evag ané toug ekmpoownoug meg Blopnxaviag autg frav BEBata kat o npdopata eANWv
lMovoeg Zaxiv, nou Eekivnoe mv Kaplépa Tou aTig apxeq g dekaetiag tou ‘50 pe woudikal kat
pehodpdpara, aAAd ypriyopa atpdgnke mpog Evav PEAALOTIKO KIVNHATOYPAPO LE EVIOVOTEPO
KOWVWVIKO Kl TIOALTIKG TIpooavatoAlopd, pa Kivnon n oroia dev eKTiriBnke oute and Toug napa-
ywyoug, oute angd To kowo. Maviwg, unrp&e o MPWTog oknvoBEMG nou elanyaye éva pIka
TIPOOWITIKG KIvpatoypagikd Upog He mv nut-autoploypagia tou AAeéavdpera... MNar, tawia pe
mv oroia kEpdloe mv Apyupr] Apkto ato ®eoTiBAA BepoAivou, To 1978. Aev npokettat amweg
y1a pia arno 1§ rmo oAOKANPWHEVES Tavieg Tou, aAAd QnoTEAEOE Kal rnyr EUNVEUONS Yia TOUS
VEOUG OKNVOBETES 0€ A0 TOV apaBiké kGapo, Tou avadnrouoav jia véa apapiki Kivnpatoypagia
- Kupiwg, Tov ZUpto Mohamed Malas kat Tov Tuvijoto Nouri Bouzid, ot onoiot €kavav otvepd oe
XWPES Orou, o€ avtiBeon pe mv Alyurtro, firav anapaitm 1 KPatikr napéupaon nPoKeévoy
va dnpoupynBodlv ot anapalmTeg KIVNHATOYPaPIKES UNODOHES.
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To petayeveatepo €pyo Tou Zaxiv €xel xapakmpa uBpLdIKG, TG00 OE apnynuatiké 600 kat oe
UQOAOYIKG TiiTiedo, kat dlakpivetat and m KiEn Twv KVNHAtoypagIK®y E0WV (EVOWHATHVOVTaS
apyELaKo UAIKG VToKipavtep, Beatplkeq eppunveieg, Tpayoudia, xopoug kat flashbacks), mou
OLaHOPPWVOUV EVTEAEL LA UTIOKEWMEVIKT HaTIA EMAVW OTO OTEVO KOWWVIKG, GANG Kal aTo EUpU-
TEPO KOWWVIKOTOALTIKG Tou TiepIBAANOV. To ompavtikotepo, OUwg, NiTeuypa Tou Zayiv — 1o
orto{o kKAnpodadmoe atov mipwnv BonBé tou, Modapt Naopdha — urmpée n eloaywyn omv Alyurtto
MG AOYIKIG TwV EEVWV oUNMapaywywv, apyrg YEVOUEVNS amnd to Zrmoupyitt (1973), mou frav
a ouprapaywyr pe tov téte dnudato opyaviopd ONCIC mg AAyepiag. Ze OAeq TIG EMOpEVES
Tawvieg Tou (6Mwg Kat o€ AUTES KAnolwv padntwv tou, 6rwg Tou Naopdha kat Tou Atef Hatata),
N eTawpeia tou eixe m duvarémra va mpooeyyioet d1dpopoug YaAAkoUg MOATIOTIKOUG T KpaTt-
KOUG opyaviapous, KaBwg Kat eupwmnaikd mAeortikd kavaAla, aAAd Kat va anokoeL, apyotepa,
€vav aplBpo eNmopkwv albouowv mpoRoAng.

0 lNouoeg Zayiv, mapd Tiq guVeEXE(§ MPOOTIABEIES TOU Va dNULOUPYIOEL TO BIKG TOU, TPOCWTTKG
Upog, mapgpeive €vag andyovog Tou XoAtyouvt atov Neiko, mdvta emppemnmq oTIC MPAKTIKES
Tou Yuxaywytkou kwnpatoypdgou. 0xt, 6pwg, o dlavooupevog Mouapt NagpdAa: ot Tavieg Tou
urmp&av epnopikeS anotuxieg amy Aiyurtro, e€attiag Twv dUOTpOMWV Cevapiwv Kat me nepi-
TEXVNG OKMVOBETIKI|G TOU TEXVIKT|G, TG Omoiag To 1o eUYAWTTo mapdadetypa anotelei n mpoopam
Tawia tou, To evudpeio (2008). 0 Naopdha avayvwpile mavtote pe évav dlalodnTiké Tpomo Tig
«00BEVEIEG» AMO TIG OTIO{ES UMEPEPE N TOTIIKT] KOWWVIa, MPAyHa Mou EKTIUABNKE TOAU MEPLO-
00TEPO and Toug avBpwroug Tou yeppavo-yarAikou kavaAlod Arte, apd and Toug GUUMATPLHTES
Tou. Xwpi§ ap@iBolia, To Evudpeio eival pia dUoKoAN Tawia, ot Hovo eMeLdr n npwtaywviotpla
elval oxeddv axI{oppevg, Hia KapooKomog e TIPOPANHATIKES EPWTIKEG OXETELS, AANG Kat yiar
T0 KEVIPIKG BEPA ™G LoTopiag, n ndovopAeyia, dlarepvd kat eunotilet 1600 ) d6pnan Twv xapa-
KTpwv, 600 Kat m oknvoBeTiki patid. H okotewn kat apydoupt aledntiki mg taviag npo&evel
oxedov vautia kat aoguéia, avanapdyovtag v otk KAnolou mou potdlet va Bpioketal katw
ané mv em@gavela Tou vepou, anokoppEVos and KABe KoWwVIKY ouvavaaTpogr kat katadika-
OpEVOG va KoTalel Toug GAAOUG. Ze KOWWVIKG Kat MOALTIKG eminedo, aut) 1) meplypagr anotu-
NVEL Ta adrpata 60wv avrikouv oV KOoHIKN atyurttiakn Aplatepd (6nwg kat o Nagpdha), ot
orolol Bp€Bnkav ato neplBwpLo katw and mv nieon evog auéavopevou HOUCOUALAVIKOU GUVTY-
pnuopol, aAAd kat e&atiag Twv pn AnUOKPATIKWY MPAKTIKWV Uiag HaklaBeAIknq kat arnoAutap-
XIKNG ETUXEPNHATIKTG OALyapyiag.

‘Evag €pwrag mou nepmAéketal e€attiag mg MoOATIKNG €ivat To B€pa kat Mg ouplakig Tawviag
Xwpic kaAuyn (2007) tou Aunvieatip Aurvteyapivt, o ornoiog, oe avtiBean pe tov NaopdAa,
£ivat o 1o dnPoPIANg Kat mPoottég auplog OknNvoBEMS ™G Yevidg Tou. H dnpotikdmra, 6pws,
elvat Evvola e&apeTikd oxeTikr o Zupia, pla xwpa n omnoia eyKATEAEWE MV EUMOPIKT KIVNHa-
Toypagiki mapaywyn (mou ouvdedtav ev PEpeL pe Tov AiBavo) ota péoa g dexaetiag tou ‘70,
yia va nepacel oe €va ouoTmua aptyws kpatikonompevo. 0 dnpootog Kivnuatoypagikog Opya-
viopdg mg Zupiag €xel, avaugiBola, yevvroel oplopeva eEAIPETIKA Epya TEXVNG, Xapn O pia
opdda oknvoBeT@y mou exnalbeimkav om Pwaia, petagl Twv omoiwv kat o AprvieAxapivt. And
mv dAAn, 0 opyaviopdg autog EyIve EMONG YVWOTOG yla Tig «Tawvieg Tou ormAaiou», dnAadn,
TG exaTovTadeg propmiveg nou elte anoppipbnkav and m Aoyokpiaia, eite dev kpibnkav apketd
KAAEQ Y1a 10 Koo, ite BewpriBnkav unepBoAikd dUOKOAES Kal QVIYHATIKES Yia va Yivouv Kata-
vonteg. Mpdypaty, autdg 0 pwoIKiG MPOEAEUANG OKOTEIVOS Kat Blalog oupBOAIONOS, epgaviq
ot rawvieg H vuyratou Mohamed Malas (1991) kat Quoieg Tou Usama Muhammad (2002), dev
Ba propouoe va extiunBel and Tov HEOO Kivnuatoypagdptho g Zupiag, Tou onoiou To youoto
€iXe napapopewBEl PHETA and JEKAETIES PTMVWV TOTUKWV NAPAYWYWV.
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BéBata, opeikel kavelg va napadextel 0Tt 0 anopovwTIoN6s emBAnBnke OTov KIVNUatoypapo me
Suplag and mv kpatiki Aoyokplola, 1) onoia dev Ekave Gueoeq napeppdoels, aAAd anootpdyyi&e
OAOUG TOUG 0IKOVOLKOUG TIOPOUS Kat 6Aa Ta kavaAla dlavoprg, o€ oTHElo TIOU, HEXPL KAl 0 Tapa-
YWyIKOTatog AUnvTeAXapivt, va pnv propei va kdvet o0te pia, éotw, Tavia emoiwg, napd va xpet-
aletau va repiuévet duo kat Tpia xpévia — Ao, 6nwg o Malas kat o Muhammad, dev propotoav
va kavouv Taivia ywa déka xpovia i kat napandvw. Aev eivat, Aoy, va anopel Kave(s rmou o pia
XWpa n oroia dlanpénel 0V mapaywyr MAEOMTKWY OEIPWY, EXEL ATOPEVEL POVO EvVag KIVIHa-
T0YPagIkag dlavopéag, v o aplBpog Twv alBouowv Exel pelwBel atig 38 (ue 71 aiouoeg va
Bplokovral extdg Aettoupyiag). Mmopoupe, Aotndv, paypatikd va extipriooupe mv elkikpivela me
Tawiag Xwpic kdAuyn, ) oroia dev HL0TATEL va aMOTUNWOEL WG TO KATATIETIKG TIOALTIKG 0UOTNHa
™G Xpag kal, EMMEOV, va To KaTaoTroeL dueaa umedBuvo yia Tig TUXES Tou nmpwtaywviotr. O
Avdpag autag mepva To HeYaUTePo HEPOG G Tawviag alwpoUpevog oav TpEAGS avapeaa oe dUo
yuvaikeg kat Ta mawdla toug, dikd Tou Kal Tou Yihou Tou Mou eivat MOMTIKOG KpaToUHEVOS, Tou
omoiou Vv olKOYEVELa EXEL amogaaioel va ppovtilel, LEXPL TToU epwTeleTal mapapopa m yuvaika
T0U. TG00 MOAU, TIOU QTGVEL GTO OTLEiD va eival p6Bupog va katadwael Tov Giho Tou aTo KpdTog,
TIPOKEIEVOU VA NV arOQUAAKLOTEL KAl va PNV EMOTPEPEL TNV OIKOYEVELA TOU.

Eivat evdlaggpov 0tt, autn 1) 0Xed0V OWHATIKT) GUVaIoBnuatiki} €vaor) rnou ouvavidpe oto Xwpic
kdAuym, xapakmpilel kat pwa GAAN Tawia Tou aglepwpatog, n omoia eniong yevviBnke ano avaoya
aBnuata adikiag kat dwypoul, mapdtt Eekwva and pa Teheiwg dlapopeTikn epnelpia. To Bag
Lie Tov Mtaaip (2008), Tou topanAwol aknvoBEm Apt doAyav, eivat Hovadiko e MoAN0UG TPOTouG:
ouvdualel, ano ) pua, €va VIOKOUHEVTapIOTIKO TEPLEXOHEVO Lie Kivoupeva oxEdla Kat, ard my
GAAN, TIQ TIPOOWTIKES TOU EUMELP{ES WG MAWBIOU Hiag OIKOYEVELAS EMI{OVIWY ToU AouaBitg e
MV NMPooTaBeld Tou va avakahéoel TG OIKEG TOU PVILES WG VEapOU aTPATIATN OTOV MOAEHO PE
Tov AiBavo (o uykekpipéva, Ta yeyoveta mou 0drynaav am apayn Twv Zaunpa kat Zatiia —
M YevokTovia, onwg o {d10g to ovopdlel). KaBwg o doApav avadopei priua-pripa Tig avapvioelg
T0U, 0L EPLAATIKEG, TIAPALOBNOLAKES EIKOVES TWV KIVOUPEVWY OXEDIWV Katapepvouv va eEoBEA(-
00UV TIG EIKGVES NG TIPAYHATIKOTTAG, 0& BABO MO E0XWPOUV OTO YVTIOL0 ApXELaKG UAIKG ano
TO XTUMNWEVO 0TPATOMEDO KAl TO EMEVOUOUV HE MEPLIaOTEPN PPIKN Kal Hia EvTaar nou GoKApEL.

H tawia BaAg pe tov Mnaaip xpnpatodomBnke ki aum ané mv Euporm (peta&l aAwv kat and
T0 TAEOMTIKO KavaAt Arte) aANG, o€ avTiBeon pe TIG MEPLOOOTEPES APABIKES TAWVES, (0WG va Bpet
€UKOAGTEPQ KOWVO 0T XWpa ™G. Q¢ Twpa, ot lapanAwvoi kpttikol Exouv undpEet ev oAoig evBou-
0LWdELS, KaBWS n Tawia, e my mapadoxr) ™G evoxng, avoiyel Eva veo mapabupo autoauveldnong
070 £0WTEPIKG adIEEDO ToU lopanA Kat anokaAUTTTEL TV QVTIKEIHEVIKT eUmAoKT Tou OAokauta-
jparog pe my kpion om Méon AvatoAr. To nwg Ba avtidpdoet 0 pEoog Beatnq HEVEL va anodel-
XTel apou, mv wpa mou Ypdgetat auto To Kelpevo, 1) tawia dev €xel akopa Byet otig aibouoeg. Ev
YEvel, 1) katdotaon ato lopanA, o€ 6,TL apopd T XPNHatodoTan TaVIGV Pe KAAAMTEXVIKES QAO-
dokieq (dedopEVNG ™G UMApPENG APKETAV OXETIKWV 0pyavIop®y, Orwg to lopanAwvo Tapeio ya
Tov Kivnpatoypdgo kat 1o Néo lopanAwe ‘I5pupa yia tov Kivnuatoypdpo kat mv TnAedpaan), eivat
TOAU KAAUTEPN ArT’ 0, TL OTIG YELTOVIKES XWPEG, TPAyHa arnod To ormoio enweeAnBnkav ato napeAdov
OPIOMEVES N OUPBATIKES TaWV(ES, GUMMEPINANBAVOHEVWY KA LGPANAWVO-APABIKWY MAPAYWYWV.

H katdotaen yia Toug malaiotivioug oknvoBETeS, petagu dAhwv o Michel Khleifi, o Tawfiq Abu
Wael, o Hani Abu Asaad 1) o Elia Suleiman, ot ortoiot dlaBetouv (opanAwvd diaBatpto aAAd xouv
eMAEEEL (extdg ano Tov Wael) va {oouv ektdg loparh, elval puotkd evieAwq SlapopeTikry, EdiKa
yia ekelvoug mou ev BEAouv va dexTouv xpripata and oupnabolvieq opanAvolg xpnuato-
d01eq, onwg n Avpapi T¢aoip, nadi maAaloTiviev npoopuywv nou katéAnav atig HMA. Ot
TPOOTIABEIEG TG va OTIAOEL TOV KIVNHATOYPAPIKO KAl IPOOWIIKG TG AMOKAEIONO and Toug
Ayioug Téroug kat va phfoet yia To peidov avandvmto atmua me o0ykpouang, oy anotéAeae
Kat 10 1o Kauto onpeio oe 0Aeg TIq maraldtepes oupgwvieq petafu Malawotiviwv Kat lopan-
Avav - 10 diKaiwpa Mg emotpogng — urmpEav EapeTika apgionpes. Av KotGEe! Kaveig Toug
Tirhoug téhoug G Tawiag g Avpapi T¢aoip, To adn aumi¢ m¢ BdAagoag (2008), kataAa-
Paiver OAG: oupnapaywyr oKT® eTaipwy, Exel xpnuatodomeei and évav peyao aplBpo eupw-
naik@v opyaviopy, and mv lomavia péxpt mv OMavdia, alkd dev éxet kaBoAou apapiki xpnua-
Toddmon. Emréov, To yeyovag 61t dev BEXmKe va xel oute évav uneiBuvo napaywyig and
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10 lopanA €xkave e&alpetikd dUOKoAN v €kdoon adelwv yia ta yupiopata. H tawia, pdiota,
Kvouveye va pnv ohokAnpwBei dtav anayopeumke omv T{aoip — onwg ouppaivel kat pe mv
MPWTAYWVIOTPLA ™G — va UrietL ato daog Tou lapari, enewdr Sev CUPHOPPWONKE LE TOUG Kavo-
VIopoUg G opanAwrg idag. H tawia mg enpoketto va npopAnBei oto Aiebvég deatiBal g
PapdAa, npdypa mou tekika dev ouveéRn, apol v kora mv HETEPEPE 1) (Bla — akopn kat 1o
KIvnpatoypagiko me ouvepyeio dev katdpepe va det mv tawia.

Ouoikd, edw Exoupe pia akpaia nepimrwon, mou opeetat omv dlattepn katrdotaon Twv naiat-
oTiviwv Kvnuatoypaglotay, elte mpogpxovrat and to loparjA eite and m Awaoropd. Ot naAat-
OTIVIAKES Talvieg mapapévouy Tavieg peaTIBANKEG 1}, 0TV KaAUTEPN TepirTwon, mpopdiioviat
otig owvepil aiBouoeg mg Auang, 6nwg ouvepn pe mv tawia tou Hany Abu Asaad O ydpog mg¢
Pdva (2002) kat mv uroynela yia ‘Ookap /Tapddetoog twpa (2005, Elia Suleiman). Zmv idla mv
MNahaworivn, Gpwg —1n, 6,TL EXEL aMopeivel ané auT) — oL KVNUATOYPAPIKES aiBouoeg EXOuV KAE(DEL
€0W Kat kapd AOyw Twv oUVEXWV VTLOAVTA Kal TwV ATEAEWTWV anayopeloewv G KUKAOPO-
piag. ‘Etat, n mpoBoAr} MaAaloTIvVIaK@V Taviev neplopiletat ato mAaioto Kanolwv eAGXI0TwV MoAL-
TWOTIK@V YEYOVOTWY, 6rwg eival 1o ®eoTiBAA g PapdAa.

0 nakaiotiviakdg Kivnuatoypdgog dev eival o Hovadikeg oty meploxr mou egaptdrat andAuta
and mv Eupwrm. To AiBavéliko awvepd, mapd to yeyovag 0Tt S1EBeTe Bik Tou Blopnxavia mpwv
arno Tov eppuAL0 G0, ompileTat mEov eE0A0KATpOU 0€ eupwaika kovduAa. Mdvo mpéogpata
€xouv apx(oel Ta apaBika mAeorttika kavaAia va oupBAAAOUV OIKOVOULKE, OTIwG TNV MEP(Twan
¢ Tawiag KapauéAa mg Nadine Labaki (2007). O oknvoBémg Gin Apaktivykt eival €vag and
Toug Aiyoug AiBaveoug mou Katépuyav aTig U OUPBATIKES LeBABOUG XpNUATodGTaNG: yia mv
NpWm Tou Tawia, Bosta (2005), Mpooepe HETOXES OE WBIWTES EMEVOUTES KL TIG XPNOIHOTIOMN0E
pad{ pe 1o mpoowrukG Tou kepahato. H tawvia oAokAnpwOnke, €ixe enttuyia akdpun kat ato Apa-
VE{IKO KowvO, aAAd dev Katdpepe va KaAUYeL TO KGOTOG TG, TIPOG HEYAAN amoyorTeuan Tou
oknvoBém. MapdX’ autd, xapn omv emtuyia Tou Bosta, ot uneuBuvol mpoypdppatog tou Arte
anogaaioav va euraTeuTolv Tov ApakTivykL xpnuatodotwvtag ev pépel my tawvia Kdrw an’ ¢
Boupes (2007), g omoiag n WB€a yevvrBnke HEaa 0To 0OK TOU POKAAETav 0L PGaPatoL Lopan-
Awol BopBapdiopol. ‘Onwg kat ato BaAg ue tov Mnaaip, n tawvia Xpnoorolel €va Gavopevika
HuBomAaoTiké mAaiolo — v autooxgdia LoTopia plag pnTépag rou Yayvet yia to nawdi mg om
Oldpkela Twv Wpanvav Boppapdlopwy, To kahokaipt Tou 2006 — wg npdoynua yia m dpaya-
Tomoinam Tou mpaypuatikol UAKoU rou yup{onke ev pEow roAEpou. O AiBavelikog epQUALDG, 1)
peTéneLta WwpanAwr Katoxr Kat oL oTpanwtkeg exBpornpa&ieg frav kat mapapévouv 1 Bactkn
Tmyn €unveuong yia Tov alyxpovo ABavé(iko Kivnpatoypdpo Twv dnploupywy, and toug Mikpous
noAguoug Tou Maroun Baghdadi (1982) kat petd. Zuykekpiuéva, o avti-pwag 1 n avii-npwida
Kat o1 avBpwrveg aduvapieg kat auplonuies Toug, eivat Ta poviua Kowa xapakmploTika OAwv
auT@V Twv Tawiwv. H idia Aoykn avadietal kat 0to Kdrw an’ 1i¢ Boupeg, 6mou o KEVIPIKAG xapa-
KTrpag, o mpaypanoms, oxedov apetdq Ta&itdng, nou gaivetal va volaZetat H6vo yia 1o kEpdog,
oto TéA0G dev PEVEL aguykivnTog and Tov n6vo me neAdTioods Tou Kat pixvetat padl mg omv
avadimon Tou WKPoU g YIou.

Toukdyotov, ot AiBaveTIkeg Tawvieg €xouv kanoleg duvatdmreg va ppouv diavopr omy natpida
ToUg, mpdypa rou dev gupBaivel 0To Ipdk: xwpi§ apgiBoAia, n eloBoAr} dev oriBnoe myv katd-
gTaom oUTE Yla TOUS KIVIUAToYpagLoTég, oUTe yia Toug Beatéq. Ot pormtég omv Akadnpia Kakav
Texvwv unogépouv To (dlo and mv ENAeWn UAKOU Kat EEOMALONOU Orwg Kat katd m didpkeia
TOU EUNAPYKO, EVA TO MPWTO Ipakivd deatiBdA Kivnpatoypdgpou, mou Eekivioe To kahokaipt Tou
2006 kat firav a@lepwpévo oy LOTopia Tou Ipakivol ovepd, emokidomke ané toug Boppapdi-
opoUg oo EBvikd O€atpo. H didowan mg KIVHAToYPaPIKNG LOTopiag G xwpag anoteAel éva
BUokoAo eyxelpnua, apoul 12 npwrétuna apvntikd and tg 99 (apaBo-)PakIveg Tavieg mg eyxw-
plag napaywyng (apxiovrag and mv npwm Tawia nou yupiomke note, 0 yio¢ me AvaroAic
Tou 1946, mv onoia oknvoBEmoe Atyuntiog), xdbnkav ot didpkela G apePIKAVIKTG ELOBOANG,
£V TOAAG and Ta undAotna €xouv 0oBapeg PBOPES.

Autd dev onpaivel 6T 0 ipakvag kivnpatoypdpog dev eixe npopAnpata vopitepa. AviiBETwG,
napéupaon 1ou kpdroug om Siavopn Twv Taviwv Eexivnoe 1o 1972. Me my katdkmon mg e§ou-
oiag and Tov Zavrdp Xouoelv, To 1979, n napaywyn kat n diavopr petatpdrmkav aradiaka oe
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Jla anoAUTWS Kpatikn unéBeam, PEXPL IOV £pTacav 0€ katdataon OuVoAIKNG napaiuaiag my
€rnoy1} Tou eunapyko, To ornoio amnd 1o 1990 oupnepiAaupave kat v AN anayépeuor) oe
€EOMALONO, XMUKA kat AL, Me ™y €waBoAr, ot Ipakivoi anékmoav Eava exelBepn nipdopaon
0€ QUTA Ta Mpdypata, aAAG Twpa Tiua 6AoL poBovIouoav yia Tiq {wEG Toug, onoTe MoAAOL raAiof
Kat véol oknvoBETeg eméAeEav va PetavaTteloouy.

‘Onwg eival puotkd, n napaywyn HeTd myv eloBoAr anapti{étav kupiwg amnd Aiyeg, xpnuatodo-
uEves and eupwaikd kovoUAla Tawvieg, Tou EMIKEVTPOVOVTAV o€ £va enavahappavopevo BEua,
v napdvola g katoxng Kat mv evdokowotikn Bia, 6nwg 1o Underexposed (2003) tou Oday
Rasheed kat ta Ovelpa (2005) tou Moydpet AA-Ntapatdi. H teheutaia aut dnpioupyia xtiomke
yUpw and mv akAnyopia Tou «Blacpévou €Bvoug» 1) Tou Blacpévou Aaol (omv mepimTwon aut)
Toug 21iteq). H tawia, mapdpota pe To Underexposed, xwpiCetal ae d1dpopes napdAAnAeg Spdoelg,
KUpiwg e Z1iTeq Xapakmpes, kat mawoiwvetat ané mv lotopia me AxAdap (1o 6vopd mg anuaivet
«OVelpa»), Jag veapng yuvaikag mg ormoiag o appapwviactikdg ouNAapBAveTal ané my Kpatikr
aopdlela om didpkela me yaunAag TeAemq Toug. Ekeivn pével miow, n dlavonTikr mg oop-
poria dlatapdooetal kat kAeivetal o€ dpupa. Xm didpkela me el0RoANS, 1) dokipacia mg ouve-
X{letal kai, kabwg n owoyéveld mg aduvatel va mv Bonbrioel, e&apaviletal, fialetat Kat mayl-
devetal oe €va BopBapdiopEVo KTiplo MEPIKUKAWLEVO and apepikavika otpateupata. H AxAday
gival To anoAuto oUPBOAO EVOS PNUAYUEVOU KPATOUG ~ Kal EVOG PRHayUéVoU Kivnuatoypagou.

To méoo dUoKOAO ivat va 0Ol Hia EMapKig Kvnpatoypaeikn urodopr, Adyw EAAeWng aopd-
\elag 1 e€attiag mG anopdvwang mg TomkNG ayopdg, elvat éva {imua rou anacyoAel MOAES
JUIKPES apaBIKES XWPES TOU BEV EXOUV 0pYAVIOLOUS Xpnpatoddmong, 6nwg 1 lopdavia, n Yepévn,
n AiBun, To Xouddv 1 n Mauptravia. H lopdavia mpéopata eEapgbnke and Tov mapandvw kavova,
X@pn o€ KAMoLoug aPOOLWHEVOUS IBLWTEG, EvaV KIVNHATOYPAPIKG OUVETAIPLONO Kat T Baothkr
Emtpor yia tov lopdavikd Kivnpatoypdgo, mou mpoomabouv va avepacouv To eminedo twv
UMOBOUMY Kat va dnpioupyoouv ukaipieg yla véoug Kvnpatoypaglotes. Autol, BEpata, eivat
akopn avaykaopévol va aoifovral oTiq dIKES Toug dUVAELS Yia va BPouv xpnuatodotmor, onwg
0 Auiv MatdAka (mou aroidace amv Apepikr Kat (et ato Aog Avi(eAeG), o oroiog dev eivat o
TPWTOG TIOU OKNvoBEmaE |a peyahou prikoug tawvia pubormiaciag omv lopdavia, aAAd eivat o
TPWTOG TOU Tapouciace pia axetikd ohokAnpwpevn douleld. O MatdAka Bprke €vav apoolw-
JEvo apepikavo mapaywyo kat yuploe my tawia tou 0 mAdtog Aumou Pagvt (2007) wg avegdp-
mm napaywyn. Auti n BaBid avBpwrmivn kat guxva acteia wotopia, avadidel pwa atpéopapa
eAnidag, oupmoviag kat adeApoaivng. 0 NAKIWLEVOS, HovayIkag kaBaploTq Tou agpodpopiou,
0 AuroU Paévr, mepviétat katd AdBog and ta nadid mg yettovidg tou yia mhdtog. Apridalet mv
eukaipia kat Ta&devel Ta maidld e PavIaoTIKES TEPIMETELES, AEYOVTAS TOUG LOTOPIES YEHATES
eknida, ya Ta&dla oe xWPeQ mou Oev EXEL avTKP{OEL MOTE Tou. Av Kat 0UVTOpa Eva amo Ta Heya-
AUtepa ayopla Ba arnokahuyet To YEpa Tou, ekeivog Ba mdpet Ta nadld uneé mv npootacia Tou,
NPoOTaBwVTag va ta urepaoTioTel evavia otig didpopeg adikieg mou upioTavial arne Toug oTepn-
JEVOUQ YOVE(Q Toug, o€ anpelo mou va eivat mpdBupog va Mpoogeépet ) {wr) Tou yia Xapn Tous.

H eknida kat n averuguAakm miotn ot duvaun Twv oveipwy, napd g duokoAies: autog eiva
0 KOWVOG MapovopaoTq oTig dnuloupyieg mou Epxovtal anod T MPWIoEHPavI{OUEVES KIvpa-
Toypagieq mg lopdaviag katmg Yepévng. H tawia Mia véa pépa omv nakid Zavad (2005) eivat
1 npwm Tawia puboraoiag mou €xet MOTE yuplatel and moAim mg Yepévng. O oknvoBEmg
Mndvrep Mnev Xipot peydAwaoe otn Bpetavia kat yia my tawvia Tou Katapepe va KIvTonomoet
BIWTES Y0opnyoug kat oTig o natpides Tou, CUNMEPINAUBAVOHEVWY Kal TWV KPATIKWV BEOUQV
mg Yepgvng, 6rwg to Yroupyelo Mohmiopol kat Touptapou. Onwg kai 1) ponyoupevn doueld
Tou, 1o viokyaviép The English Sheik and the Yemeni Gentleman (2000), n tawia Mia véa pépa
omv naAid Zavad anoteel yia Tov Mrtev Xipot pa npoondeta va oupgiiiwBei e ta awodipara
dlagopeTikomTag Kat anogévwong rou Biivel ouykpivovtag Tig duo natpides Tou - kat Ta onoia,
duotuxwg, note dev Eenepva. To eowTtepiké Tou PAEUA elval auto evog Eupwnaiou, evag ttakou
pwroypdgou, apnyntr mg tawiag, o onoiog pIAdel Baupdaia ayyAika kat 8éAet dlakawg va
KoITagel Tiiow and to némho Twv yuvak@v me Zavad. Imv nopela, yiverat paptupag piag napa-
HuBEviag LoTopiag aydnmg, avapeoa atov elnopo Bondo Tou Kat o€ wa rwyxy, Guopen veapn
Tou Byadet 1o Ywpui mg otoAilovag vigeq pe oxédla xévag,
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Anewovilovtag ta yeyovota kat ta mpoowna pe mv aodntikr oxedov me kapikatoupag, o Mrnev
Xipot dev katapepvel va kdvel m Zavad ro dideavn kataknBuwr. AvtiBeta, n navépopgn apxaikr
apXLTEKTOVIKT] TG AEITOUPYEL WG QPOVTO TIOU PAIVETAL VA GUUTIUKVAVEL TOV UMOTIBEPEVO Tapado-
01aK0 TPOTo (WG Kat TV KOWVWVIKG dlaXwpLope6 TwV Yuvalkwy, oav Ti§ «XMES Kat pia voxteg»
o€ GAAn ekdoxn. To Mia véa pépa omv naAid Zavad detyvel 6TL n anodopunom 10U EUPWKEVTPIKOU
0oplevtaAlopou xpetdZetal oAU peyalutepn npoomddela and To va emuyelpel kaveig va egnynoet
UepIKoUg oroBodPOIKOUG KOWVWVIKOUG Kaveves. Mpénel va Baailetal o€ pia anelkovion nou
ETHEVEL 0TV EBVONOYIKT), TTOATIOWIKT), BPNOKEUTIKT] Kal IGEOAOYIKT] TIOKIAOpOpPia ™G {wrig 0T
Mégon AvatoAr kat ammv avigaon Twv MOANAM@V MPaypatkoTiTwy me, KATL Iou ) apeptkavikn
napaywyn AmericanEast (2007) tou Xéoay ladout netuyaivel pe mapadetypatiko tpomno. 0 oplev-
TaAoPGG Kat n MOALTLOKKT apaywyr Tou AANou avayvwpileTat wg KeVIPIKT GuVakr, Tou €Xel
kaBopioel Tov TpOTO e Tov omoio yivetal katavon) Kat arewkoviletat  Méan AvatoAr kat ot
Aaof mg, Yevikotepa atov HUTIKG KGapo Kat eldikotepa oTig HIMA. EIKA 0TIG apepikavikeg Tawvieg,
N elk6va tou Apapa xelpotépee Ta teheutaia xpovia, mepvwvtag and tov EWTIKG, Euyevr} Gyplo
KaL apévin Tou xapeptlol, aToug akéAaaToug o€ixndeg, Toug Haviakoug doAoPOvoUS Kal Toug
TPOHOKPATES, Hia dlepyaaia rou Eekivnoe petd tov B’ Maykdaopo MoAepo, 6tav ot HIMA mpoora-
Bouoav va anokTmoouv HEYAAUTEPA MOATIKG, OKOVOLIKA KAl 0TPATIWTIKG epeiopata omv nepLox).
Aut n dladikaoia avriotadpiomke npdogata pévo ané ouyypageig onwg o Jack Shaheen kat
ano Aiyeg peyalou mpoUnoAoyLopo0 TIOAEHIKES KAl KATAOKOMEUTIKES TaWVIES, OTwG Ol TPEIS IPWES
(1999) katn Zupidva (2005), oL oMoiEG EMBIWKOUV VA TIPOOPEPOUV HIa HLAPOPETIKT) OTTTIKT).

Metd mv 111 ZemepBpiou mapampeital, eniong, pia andtopn alénon oTa VIOKIHAvTEP Kal TIG
Tavieg pikpoU prikoug ané apaBo-apepikavoug dnuioupyoug, mapdGAAnAa pe €vav onuavtiko
apiBpd oevapiwv Kat Beatpikwv Epywv ToU MEPILEVOUV va Tidpouv adpKa kat 00Td, Ta meplo-
00TEPA EK TWV OTO{WV ETUKEVTPWVOVTAL 0NV KATAoTAoT TwV apaBwV HETAVAOTWVY OE {ia EMOXT|
TIOU 1) eMionpn Ka averionun Tpopo-popia £XEL XTUTTOEL KOKKIVO 0T XWPa TOU TOUS PAOEEVEL.
AuTo eival, Quokd, kat To B€pa e To oroio aoyoAeital 1o AmericanEast, TOU YEVWNEVOU 0TIV
Atyurtto lodout. H woTopia «netder» Tov — oxed6v ayldtpeuta alo6dogo — ayurio fipwd mg,
Tov Mouotagad (tov omoio unoduetal o ouv-oevaploypdgog Sayed Badreya), péoa oe autiv
AKPIBWS TNV LOTOPIKT) OTLYHN).

MNapa ta kaBe eidoug epnodia, o Npwag pag e&akoAoube( va MOTEUEL 0TO MPOOWTIKG TOU BVEPO
yla oudeTepPOTNTa Kat AVEKTIKOTNTA. [BLOKTING evAS HIKPOU Kal apnkUaopuévou Kape ato Aog
Avtleheg, npoomabei va kpatoel Tiq BPNOKEUTIKES Kal OALTIKES dla@opES Hakpld aro To payad(
TOU, EVW N TIGPTA TOU Elvat tdvta avoryT yla 6Aoug: LOAQHIOTES, XPLoTiavoug Tou Ipdk Kat Koopt-
KoUg avTi-olwvioTég. 0 Mouataga avtioTéKeTal, akopa Kt 6tav oL anonelpég Tou va oToeL ia
enuxelpnon e tov eppaio piko Tou Zay (tov unoduetat o atap Tou XdAtyouvt Tony Shalhoub, o
orofog ouveBaAe mdpa oAU 0To va BpeL N Tawia mapaywyo) Tivaloviat ouvexwsg atov agpa
AGYw TwV YEYovOTwY, kaBwg Tov (Blo Tov avakpivel n kpatiki acpdAela evw, apyotepa, n aotu-
vop(a nupoBoAei Tov veapd ouvepydm tou, Tov Oudp. Mapanéunoviag omv kapiépa tou dlou
Tou Sayed Badreya ato X6Atyouvt, o néorot6g Oudp naifet pévo pooug dpapa Tpopokpatn —
eUMAEKETaL £T01 0€ €va TpayIko NepLoTatiké opnpeiag. Qotdoo, To dvelpo Tou MouoTtaga yiveta
Tnipaypatikémra 6rav 1o £0TIATOPLO MOU PTIAXVOUV LE TOV Zap avoiYEL TIG MOPTES TOU O OA0 TOV
KGOWO: pia peTaopd Mg apepikavikiig, aAAd kat mg peoavatoAkiq noAunoAtopkdmrag. ‘Etot,
N Tawvia Tou Xéoap lodout, pAdvrag pe My anéotaon Tou petavaom, péoa and to PAEpNA Tou
AA\ou GAAG Kat evavtiov TOU, KaTaPEPVEL VA OUYKEVIPWOEL GAa Ta OKGPTILa VIHATA TG MEPLOXTS
o€ €va Kauto plypa: moAepog, aydrm, Be6q kat TpéAa — kat [owg mpénet, mpog xdpwv mg opo-
mrog, va npooBEcoupe: Kat n Avon!

Metdgpaan: Aldu M. lManaydvwn

H Ap Bidha Zagik eivat oxnvoBETQ, oupBouAog MPOYPAUKATOS OE Kivpatoypagkd peoTiBaA kat Bewpn-
KOG TQU Kivnpatoypdgou, kabwe kat ouyypagéas Twv exdooewv Arab Cinema: History and Cultural Iden-
tity xa1 Popular Egyptian Cinema: Gender, Class and Nation.
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Viola Shafik
War, Love, God and Madness...
Picturing the Middle East

«War, Love, God and Madness»: if this is a good title for a film, it also summarizes expressively
the cinematic topics presented during the Thessaloniki Middle East Spotlight. With these words
Iraqi filmmaker Mohamed al-Daradji tried to describe his experiences shooting his fiction film
Ahlaam (2005) in war-torn Iraq. Al-Daradji’s work confirms, of course, what is already in Euro-
pean, Western and even more in Middle Eastern minds: Iraq is in a mess. Moreover, the region is
in a mess. And as its cineastes have always been complaining: Arab cinemas are in a mess too.

[t may not necessarily be visible in the festival's choice, but one of the traditional problems of Arab
cinemas is the schism between popular commercial cinema of Egyptian provenance and the artis-
tically and/or politically committed «auteur» film that has characterized the region’s output at least
since the decolonization processes of the early 1960s. One of its results is that those cinemato-
graphic pearls assembled here in Greece largely are not on display in the region. Some have not
even had any Arab financial contributions to their budgets. Notwithstanding, the films present in
this retrospective — despite and because of their concern with the most obvious problems of their
homelands — display a huge variety in style, approach and orientation which is again linked to each
country’s specific economic and political situation. This variety is last but not least reflected in the
creative ways in which these filmmakers try to express themselves against all odds, while at the
same time they look for new ways to solve their budgetary problems and to get their films produced,
even if they know that they may not make it into any of the regional commercial film circuits.

The two Egyptian films may help illustrate this dilemma. In contrast to the others, they have the
privilege to come from a country that started developing a film industry in the late 1920s and has
built its fame on music and on a well-established star system. It survived due to its ability to conquer
the markets of the Arab World (for many years even Israeli television used to air an Egyptian movie
every Friday), both in the Mashrig (Middle East) and the Maghreb (North Africa), where the audi-
ences adore its products despite all its flaws.

One of the representatives of this cinema was of course the just deceased Youssef Chahine, who
started his carrier in the early 1950s with musicals and melodramas, but shifted soon towards a
more socially and politically committed realist cinema, a move that was neither honoured by
producers nor audiences. Notwithstanding, the director was the first to introduce a radically personal
cinema with his semi-autobiography, Alexandria... Why?, which in 1978 brought him the Silver
Bear Award at the Berlin Film Festival. Itis not only one of his most accomplished films, but inspired
young directors in the whole Arab world in their quest for a new Arab cinema, most notably Syrian
Mohamed Malas and Tunisian Nouri Bouzid, who worked in countries where, unlike Egypt, the
state had to be called in to help establish a cinematographic infrastructure.

Chahine’s subsequent work was characterized by its narrative and stylistic hybridism, mixing of
genres and film types — from archival documentary footage to theatre performances, songs, dances,
and flashbacks — all adding up to a subjective statement on his familiar as well as socio-political
surrounding. Yet Chahine's real achievement — from which his former assistant Yousry Nasrallah
also profited — was the introduction of the concept of foreign co-production to Egypt, first with The
Sparrow (1973) that was co-produced with the then Algerian public organization ONCIC. For all
his subsequent films and the projects of some chosen disciples like Nasrallah and Atef Hatata, for
example, his company was able to approach different French cultural and official institutions as
well as European television networks and to acquire later a number of commercial movie theatres.

Youssef Chahine remained, despite his constant efforts to create an individual style, a child of
Hollywood on the Nile, always keen on using an entertaining formula. Not so the much more intel-
lectual Yousry Nasrallah: his films always flopped at the Egyptian box office, with his sophisticated
scripts and highly calculated mise-en-scene, for which his most recent Aquarium (2008) is a most
telling example. Nasrallah always showed a sense for the diseases that have taken hold of his
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society, but was far more appreciated by the editors of German-French TV channel Arte than by
his compatriots. And doubtless, Nasrallah’s Aquarium is a film which is difficult to access, not
only because of its almost schizophrenic female protagonist, her opportunism and congested rela-
tionships to the opposite sex, but also because of the story’s subject matter, namely voyeurism,
that reaches deep into the construction of the characters as well as into the director’s mise-en-
scene. With its dark and slow imagery the film produces the almost nauseous and muffled under-
water-like perception of someone who is cut off from social interaction and doomed to observa-
tion, a description that, on the social and political level, reproduces exactly the feeling of the secular
Egyptian left (to which Nasrallah belongs) who has been forced into retreat by growing Muslim
conservatism and the undemocratic practices of an increasingly Machiavellian and autocratic busi-
ness oligarchy.

Love complicated by the political system is also the topic of the Syrian film Out of Coverage (2007)
by Abdellatif Abdelhamid who is, unlike Nasrallah, the most popular and accessible director of his
generation in Syria. But popularity is highly relative in Syria, a country that has abandoned commer-
cial production (which was partly linked to Lebanon) since the mid-1970s in favour of a completely
state-run enterprise. The public Syrian Film Organization has undoubtedly brought some extraor-
dinary art works to light thanks to a number of Russian trained directors, among them Abdelhamid.
Yet it came also to be known for its «cave films», hundreds of film rolls which have been either
closed away by censorship or not good enough to find an audience or simply too difficult and
cryptic to be understood. In fact, this Russian inspired dark and violent symbolism, obvious in
Mohamed Malas’ The Night (1991) or Usama Muhammad's Sacrifices (2002), could hardly be
appreciated by the regular Syrian moviegoers, whose taste had been spoiled by decades of cheap
public imports.

One has to admit though that isolationism has been enforced on Syrian cinema by a state censor-
ship, that did not as much interfere directly as simply drain away all film resources and distribution
outlets, to the effect that even the prolific Abdelhamid was unable to direct every year, but usually
waited from two to three years, while others — like Malas or Muhammad — were unable to shoot a
film for up to ten years and more. No wonder then, that even though the country excels in the produc-
tion of television serials, it has only one film distributor left and the number of movie theatres has
been reduced over the years to 38 (with 71 inoperative). Still we may appreciate the outspoken-
ness of Out of Coverage, which does not hold back in direct representation of the country’s oppres-
sive political system but holds the latter directly responsible for the protagonist's situation. This
man spends pretty much of the film hovering madly between two women and children, his own
and his friend’s, a political prisoner, and for whose family he decided to care until he falls desper-
ately in love with his friend’s wife. This, to the point that he is even willing to denunciate his friend
to the state authorities in order to prevent him from being released and coming back to his family.

Interestingly, Out of Coverage shares its almost physical emotional intensity with but another film
in this retrospective, likewise born from the sense of injustice and persecution, even though issued
from a completely different experience. Waltz with Bashir (2008) by Israeli filmmaker Ari Folman
is extraordinary in many ways: it combines a documentary content with animated pictures, and
his personal experiences as an offspring of a family of Auschwitz survivors with an attempt to
recover his own memories as a young soldier during the Lebanon war; in particular, the events
that led to the Sabra and Shatilla massacre, or genocide as he calls it. While Folman reconstructs
his memories step by step, the animation’s nightmarish hallucinatory images succeed in out-
beating real-life pictures, to the extent that they even refurbish the archival real-life footage shot in
the raided camp with new horror and a shocking intensity.
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Waltz with Bashir was also supported by Europe (among others, the TV channel Arte) yet, unlike
most of the Arab films, it might find an audience at home more easily. Israeli critics have so far
been largely enthusiastic, as the film, with its admittance of guilt, opens up a new window of aware-
ness to the deadlocked Israeli inner situation and exposes the factual entanglement of the Holo-
caust and the Middle East conflict. How the regular moviegoer will react to that is still open, as the
film had no commercial release at the time of writing. As a whole, the film funding situation in
Israel for artistically ambitious works (with the existence of several film funds, like the Israel Film
Fund and the New Israeli Foundation for Cinema & TV) is much better than in its neighbouring
countries, a fact from which unconventional movies, including some Israeli-Arab productions,
were able to profit in the past.

The state of Palestinian filmmakers, like Michel Khleifi, Tawfiq Abu Wael, Hani Abu Asaad or Elia
Suleiman, who do all carry an Israeli passport but have chosen (except for Abu Wael) to live outside
Israel, is completely different of course, particularly for those not willing to accept any money from
sympathetic Israeli sources, such as Annemarie Jacir, an offspring of a Palestinian refugee family
who ended up in the United States. Her attempts to break her on- and off-screen isolation from
the Holy Land and to talk about the major remaining unresolved question of conflict that shook up
all past Israeli-Palestine agreements — the right of return — were highly ambivalent. Just looking at
the credits of Annemarie Jacir's Salt of this Sea (2008) is telling: co-produced by eight partners,
it has received money from a large number of European funding institutions, ranging from Spain
to Netherlands, but no Arab funding. Moreover, the fact that she did not even accept an Israeli
executive producer made it very difficult for the production to get shooting permits. In addition, the
film’s completion was jeopardized when Jacir was, just like her film protagonist, denied entry to
Israel for not complying with Israeli visa regulations. When her film was supposed to screen in
this year's Ramallah International Film Festival, it did not make it, as she was carrying the print
herself; even the film crew was unable to see the film.

0Of course this is an extreme case, due to the special situation of Palestinian filmmakers be they
from Israel or the Diaspora. Palestinian films remain either festival films or get released, in the
best-case scenario, in the art house movie theatres of the West, as it happened with Hany Abu
Asaad's Rana’s Wedding (2002) and the Oscar-nominated Paradise Now (2005, Elia Suleiman).
However, in Palestine itself — or what's left of it — movie theatres have been closed down long ago
as a result of the consecutive intifadas and the innumerable curfews; so that the projection of
Palestinian films remains confined to screenings during few cultural events, such as the annual
Ramallah Film Festival.

Palestinian cinema is not the only one in the region to be totally dependent on Europe. Lebanese
film, despite the fact that the country possessed its own film industry prior to the Civil war, is now
completely dependent on European financing. Arab TV channels have started helping out only
recently, like in the case of Nadine Labaki's Caramel (2007). Director Philippe Aractingi was one
of the few Lebanese to resort to really unconventional financing methods: for his first film, Bosta
(2005), he offered shares to interested private investors and used it along with his personal capital.
The film got made, was a success even with Lebanese audiences, but never recuperated to the
great regret of the filmmaker. However, due to the success of Bosta, Arte program editors were
willing to entrust Aractingi with some of the necessary funds for Under the Bombs (2007), which
was conceived under the immediate shock of the last Israeli raids. Like Waltz with Bashir, the film
uses a seemingly fictional framewaork, namely the improvised story of a mother who searches for
her child lost during the first days of Israeli bombing in summer 2006, as a pretext for dramatizing
the documentary material shot in the midst of war. The Lebanese civil war, the subsequent Israeli
occupation and military hostilities were and still are the major inspirational source for current
Lebanese auteur cinema since Maroun Baghdadi's Little Wars (1982). In particular, the anti-hero
or anti-heroine and their human weakness and ambivalences have remained the most shared char-
acteristics of all. This trope comes also to the fore in Under the Bombs, with the character of the
pragmatic, almost dull cab driver who seems to only care about profit, but cannot in the end prevent
himself from being touched by his customer's pain and join her in her quest for her little son.
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; Yet at least Lebanese films have a chance to get a release at home, unlike Iraq: there is no doubt,
f that not only for filmmakers but also for audiences the invasion has not necessarily facilitated the
situation. While film students at the Fine Arts Academy still suffer the same lack of material and
equipment since the embargo, the first Iragi Film Festival, launched in summer 2006 and dedi-
cated to past Iragi production, was overshadowed by bomb attacks on the National Theatre. Trying
to recover the country’s cinematic past has become a difficult undertaking due to the fact that 12
masters of the 99 (Arab-)Iraqi fiction films produced in Iraq since its first Egyptian-directed fiction,
Son of the Eastin 1946, were lost during the American invasion and much of the rest damaged.

This is not to say that Iraqi cinema had no problems earlier. On the contrary, state interference in

film distribution started in 1972. With Saddam Hussein’s ascend to power in 1979, film produc-
i tion and distribution eventually became a complete state affair until its almost total paralysis during
the embargo, which included, since 1990, a complete ban on equipment, chemicals and film stock.
With the invasion, Iragis regained free access to all this, but now everybody feared for their lives,
so that many old and new filmmakers chose to immigrate.

No wonder the post-invasion production consisted largely of a few European-funded films that
underlined one recurrent topic, the insanity of occupation and inter-communal violence, such as
Underexposed (2003) by Oday Rasheed and Ahlaam (2005) by Mohamed al-Daradji. The latter
capitalized on the allegory of the «raped nation» or raped people (in this case Shiite). The film,
similar to Underexposed, is split into a number of diverse parallel actions with largely Shiite char-
acters and is framed by a young woman’s story, Ahlaam’s (lit.: dreams), whose bridegroom gets
dragged away by state security during their wedding; she remains behind, mentally disturbed and
hospitalized. During the invasion Ahlaam’s ordeal continues, with her family unable to rescue her
from getting lost, raped, trapped in a bombed building and surrounded by US troops. She is the
ultimate symbol of a devastated nation — and a devastated cinema too.

The difficulties of setting up a proper cinematic infrastructure due to lacking security or the confine-
ment of the local market, is a problem many smaller Arab countries share, particularly those who
have no viable film funding institutions, such as Jordan, Yemen, Libya, Sudan or Mauritania. Jordan
has become a recent exception with some dedicated individuals, a film cooperative and the Royal
Jordanian Film Commission trying to raise the standards and create opportunities for young film-
makers. The latter still have to depend on themselves in their search for financing though, like US
trained and Los Angeles-based Amin Matalga, who is not the first to direct a full length Jordanian
fiction, but the first to present a relatively accomplished work.

Matalga, who found a dedicated American executive producer, produced his Captain Abu Raed

(2007) independently. This highly humane and at times humorous story radiates an atmosphere

] of hope, compassion and solidarity. The old and lonely airport janitor Abu Raed is mistaken by the
children of his poor neighbourhood for a pilot. He seizes the opportunity to take the children on
imaginary journeys, telling them hopeful stories about flying to countries he has never seen. Even
though soon after one of the elder boys exposes him for lying, he takes up the cause of the chil-
dren, trying to defend them against the numerous injustices brought upon them by their deprived
parents, to the point that he is willing to give his own life for them.

Hope and the overt insistence on the power of dreaming despite all obstacles: this is shared in the
work from those newcomer countries of Jordan and Yemen. A New Day in Old Sana’a (2005) is
the very first fiction film to be shot by a Yemeni. Director Bader Ben Hirsi grew up in the UK and
for his film he was able to mobilize private sponsors in both of his homelands, including Yemeni
ministerial institutions such as the Ministry of Culture and Tourism. Like his earlier documentary,
! The English Sheik and the Yemeni Gentleman (2000), Ben Hirsi's A New Day in Old Sana'a is an
attempt to come to terms with difference and alienation that the director experiences in comparing
his two homelands — and unfortunately never surpasses. His inner eye is that of a European, an
ltalian photographer, also the narrator of the film, who speaks astonishingly polished English and
is dying to cast a look behind the veil of Sana’a’s women. On the way he becomes the witness of

I
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a fairy tale-like love story between his affluent assistant and a poor young beauty that earns her
money by decorating brides with henna ornaments.

With its almost caricatured depiction of events and characters, Ben Hirsi fails to make Sana’a more
transparent and real. Instead, its beautiful ancient architecture serves as a curtain that seems to
cement its supposedly archaic life styles and its women'’s folk segregation into but another 1001
Nights trope. A New Day in Old Sana’a shows that deconstructing Euro-centric Orientalism needs
a much bigger effort than explaining a few retrograde social mores. It has to depend on a depic-
tion that insists on the ethnic, cultural, religious and ideological diversity of Middle Eastern lifestyle
and the contradiction of its multiple realities, something that the US production AmericanEast
(2007) by Hesham Issawi achieves in a quite exemplary way. Orientalism and the cultural produc-
tion of the Other has been identified as a major dynamic that has governed occidental perception
and depiction of the Middle East and its peoples in the West in general and the US in particular.
Particularly in American movies, the image of the Arab deteriorated over the years from the exotic
noble savage and master of the harem into lecherous sheiks and evil maniacs and terrorists, a
process that started interestingly after World War Il with the attempts of the US to gain a stronger
political, economic and military foothold in the region. This process was countered only recently
by writers like Jack Shaheen and a few big-budget war and secret agent films, like The Three Kings
(1999) and Syriana (2005) keen to offer a different approach.

Moreover, since 9/11, a steep increase in documentaries and shorts made by Arab-Americans
can be observed, along with a number of screenplays and scripts waiting for realization, mostly
concerning the state of Arab immigrants at a moment when official and non-official terror phobia
has reached its peak in their host-country. This of course is what AmericanEast by Egyptian-born
Issawi deals with. The story drops its almost incurably positive Egyptian hero Mustafa (played by
the film's co-author Sayed Badreya himself) into this particular historical moment.

Yet, against all odds, our hero keeps on believing in his own dream of neutrality and tolerance.
Owner of a small and dilapidated Los Angeles neighbourhood café, he tries to keep religious and
political controversies out of his establishment while leaving his door wide open to everyone from
Islamists, Iraqi Christians and secular anti-Zionists. Mustafa is resisting, even as his attempt to
set up a business with his Jewish friend Sam (Hollywood star Tony Shalhoub, who did a lot to
find a producer for the film) gets constantly jeopardized by events, as he gets investigated by the
state security and, eventually, as his young partner Omar ends up being shot by the police. In an
allusion to Sayed Badreya's own career in Hollywood, the actor Omar is only allowed to play roles
of Arab terrorists; he gets involved in a desperate and tragic hostage-taking incident. Yet Mustafa’s
dream materializes and his and Sam’s restaurant opens up to everyone, a metaphor of cultural
diversity in America and, likewise, in the Middle East. And with this Hesham Issawi's film, speaking
out of the distance of immigration and through and against the eye of the Other, is able to recol-
lect all the loose threads of the region into one boiling hodgepodge: war, love, God and madness
—and maybe we should add for the sake of correctness: the West!

Dr Viola Shafik is a filmmaker, curator and film scholar and the author of the publications Arab Cinema: History
and Cultural Identity and Popular Egyptian Cinema: Gender, Class and Nation.
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Mupaivn Zoppnd
To BAEppa Tou AAAou

Me Tt pdtia, dpaye, eipaote oe B€on va doupe TI§ Tavieg ToU aPlEepOUATog aTo alvepd mg
Mégong AvatoArg tou deoTidl Kivnuatoypdgou Beooakovikng; Me noleg emikalpes elkOveS
0TOV VOU, JIE TTOLa OUValoBrpata Kat He TOLEG TPOKATAOKEUAOUEVES EVVOLOAOYTIOELG OTO OUVEL-
ont6 kay, o Badid, oo unoouvednTo; Meplépyeta yia Tov WOAaUIKG KGO0, ayavakmaon yia Tig
OUYKPOUOELS Tou dlaiwviouv Tov KUKAO TOU aipatog, MoALTIkY dlapaptupia, EMQUAKTIKOTTA
Kat duoTuoTia anévavtl 0€ KAMoOIEG amnd autég TIG XWPES, POBOG YIa TIG TPOUOKPATIKES EVEP-
YEIEG 0€ BApog abwwv MoAtwy: 6Aa Bapaivouyv ndn o patid pag Kabwg Pnaivoupe o OKOTEWN
aiBouoa. Ki énetta ekelva ta pavrilia ato kedAl Kat oL patpeg KAAUMTPES TWV YUVAIK@Y, Ol
EKTEAEDELG TWV OLOPUAGPIAWY, Ta QUTApPXIKG kaBeaTTa, ot EUPUALOL, 0 EEEUTEALONOG TWV
aduvatwv and toug duvatoug, 6Aa oTPILWYHEVA aTO PUAAG Tou Beatr oav £va UMGOTPWLA TIOU
TAvw Tou Ba MEPTOUV 0L KAaVOUPYLES aPnYNOELS TWV OKNVOBETWY, KaBwg Ba dlatumwvouy oV
0680vn ta véa toug dAupata. Nwg va anopopTioTe(g Kat va EENABELS yia va uTLoTE 0 pakdg
TOU patou kakutepa; Mmg va amopakpuvelg ané tov vou myv TouploTikn Métpa, to Kdpo Tou
Toipka kat Tou Mookwg, v lepouaahny, mv MaApdpa, Tov naviké mg Bayddmg napapovég
TOU TIOAELOU, Toug YiBUpoug Tou Apog O ato auti oou, T xapoyeAaoti pwtoypagia pe ta Eumnd-
Auta nawdid o€ pa &exaopuévn LeoavatoAitikn enapyia, mv autapyikn otpatiwtiva mou éyayve
va Bpel anodeitelq ot eixeq TagdEPel o duTikn OxOn;

Oudlopyavwtég Tou deaTiBdr, yvwpilovtag Tig mayideg, frav mpooekTikoi Ot Hévo omv emthoyn
TWV TAWL@V, AAAG Kat omv opydvwan Tou B€patog, aTov TPOTo Mou auvdiaacav Tig TOATIOTIKES
napapétpoug: dleupivovtag ta Yewypapika 6pta, dieupuvav Tov moupallopd kat aveédelgav m
oUvBen noAloTikY Ugaven mg neploxng. TonoBeTWvTag Ta avimapaywylkd ouykpouaolaka
o6iroAa — ané ta onoia ndoyel n MANywpévn yewypagia kat wtopia mg Meang AvatoAng — oe
€va euputepo TAaioto, Ta poryBnaav va ouvoptroouv. EMAEyovTag MepIOoOTEPES OMTIKES YWVIES,
gpriagav €va repiBaiiov mou, avti va dlaomd, poomadei va eVWoeL KL autd, Xwpig va anornel-
paBouv va oTpoyYUAEWYOUV TIG avTIBETELS. ATGBELEN O TITAOG, 0TOV OT0(0 £PELvav ot Huo EVVOIES,
«dldomaon-evomra», aprivovtdg pag va Bpoupe epelg ol eivat n ypappn me prigng kat mou n
YEQupa EMKovwviag.

AAN\G Bewpw MG, 60€S KL av elvat oL PriEELS 0TO E0WTEPIKG aUTNG NG TEPLOXTS, EKEIVO TIOU
ouveyilel va Bapaivel endve mg elvat n duTKi patid, o K6 MG NYEHOVIKOS 0PLONAS, 1) Bk
™G napéyupaon, Ta&vopunon Kat MOALTLOTIKY a§loAdynon. Xpwotdpe otov Zaivt enewdr) npoond-
Bnoe va pag &epdbet autd mou Bewpouoape ot onpaivet AvatoAr] kat Avon: «H AvatoAr) dev
eival éva eppeveg yeyovog me uang. Aev undpxet anhag exel, onwg GAAWaTe 0UTE Kat n
Auon», Aéet otov OpteviaAiouo Tou. AUTEG 0L YEWYPAQIKES, LOTOPIKES Kal TIOATIOKES Taglvo-
proelg dev elval mapd avBpwrniveq kataokeues. «Onwg kat n ida n Auan, n AvatoAr eivat pa
15€an orola €xel woTopla kat pia napddoon okeYng, elkovoroliag kat Ae§oyiou, mou mg napeg-
XOUV TV Mpaypatikémra Kkat mv napouocia me anévavtt ot Avon». Aev 8a Unopouoe va urdpyet
N Hla Xwp(g mv GAAn, aAA@ aut dev eival pua amir kat eipnvikn dtadikacia: ag pn plactouv ot
QUEPNVIOTES va Telvouv kAddo eralag. AvtiBeta, ) apolBaia etepdmTa npounoBETEL aUykpoua,
aAAnAoamnokAELOpG Kat TV €vvola g avwTepdmTag Tou evag endvw atov GAAo, «mv 1d€a mg
eupwNaikig Tautémrag wg avwTEPNS € OUYKPLOT HE GAOUG TOUG GAAOUG | EupwraikoUg Aaoug
Kat KouAtoupeg». O Zaivr pag épabe va diapaloupe Tov opleviaAlopd «wg pia popen doknong
TIOATIOHIKNG LOXUOG» KaL auTiv akpipwg my doknon a&ilet va aoupe o€ dokipaoia BAEMovrag
TIG Tavieg Tou aplepwHaTog.

And mv EAAGda, mou avraoidveral nwg eival To otaupodpdpt Avatodng kat Avong, eravel va
e€eTaoeL KAMOL0G M patid pag anévavit omy avikpvr Meupa tou Atyaiou yia va avakahoyet
néoo n erepdmra dloykwveral, napagoppaveral, Weoloyikonoweitat. Moo oraupodpop; Edv



26 | AIAINAIH & ENOTHTA | O KINHMATOrPA®OL LTH MELZH ANATOAH

OUOKOAEUGLAOTE Va KATavoroouPE TV TIO KOVTIVY Hag mpaypatikémta, Tov eyyotato AAAo,
WS prhodo&oUpe va katavorooupe  péom npaypatikdmra; O Tpérog mou PIOOaE Kat ouve-
X{Coupe va Blwvoupe 1o dikd pag eBviko Tpadua arodeixBnke kak6g aupBOUAOG Kal KakGG pnya-
VIKGG. AuT6 TO TEpipnpo aTaupodpoptL 0To omolo TormoBeToUpE TOV €AUTO pag, 6Ao xtiletat ki
0M0 YKpepiletal, aprvoviag avandvinta ta epwpata Kat AEWES Ti§ anaviroelg. AuTEG TG
AewWeég anavmoelg Ynhagolv oL Tawv(eg Tou aPlEpOHATOG, TIOTE HE PaTId aKTIBLOTIKT), ETUBETIKY
Kat oAk}, méte pe eualoBnaieq kat unapglaka epwmpata.

Néel 0 ToUpkog oknvoBEmG Fatih Akin 0€ pia Tou ouvEVTEUEN, [e A@Opur TNV IEPOIVI| TOU Tavia
H dkpn tou napadeioou: «To 611 BEAW va aANGEw Tov k6apo onpaivel, dpaye, 6Tt eipat moALTt-
Koroinpévog; To 6L ot Tawvieg pou BENouv va aAAa&ouv Tov KGO0 onuaivel 6Tt eivat MoALTIKo-
Tompéves; O€Aw GpwG va elval epLaa6TePo PIAOTOPIKES O€ |ia EMoXT} 6Tou Ta mavra, navrou,
givat moAwtikr. Motelw 6t eivat aduvatov ma va dlaywpioelg {wr) Kat MOALTIKY| and mv Téxvn.»
‘lowg autég eival €vag dpOpog mou dEiXVouV OL Tawvieg Tou aplEpOUaTos, eite Hholv yla Tov
TIOAE}0, EITE Yy1a TOV EpWTA, £iTe yia Tov Bdvarto. Mia moAttkr) andvmon wg PIAoCoPIKT| andv-
mon o€ 6,1l ouppaivel Yipw pag. Ot oknvoBETEG ™G veGTEPNG YEVIAS {(0WG Ta KaTagEpouv 0”
autd kahutepa and Toug maAols. «Mropw Hovo va unoBEaw 0Tt 1 BIKT) HOU YEVI, ) YeVId TG
TIAYKOGHIOTOMoMG Kat Tou H1adikTuou, £xet peyahuTepn mp6opaacT naviou, EE0IKEIDVETAL EUKO-
Adtepa pe T duokoAieg, Tagdelel EukoAdTepa, Hadaivel kat KaTavarwvel MEPLOTATEPO Kat
TeAIKa €xel e€olkelwBel pe Tov popo. Eite autdg Aéyetal popog mg MOALTIKIG, Eite @OBOG Tou
Bavdrou», kataAryet o Akin.

ANAG, Tolol eivat ot oknvoBETeg; Motot elvat autof Tou avéAapav «tm BplapBeuTk TEXVIKT Tou
va nafpvel kdmolog mv tepdotia yovipdmra mg AvatoAng Kat va v Kablotd guotmpatika
YVAOOIN Yia T0 GUTIKG aveldikeuTo Kowve»; ATd o avtAoUv EUMVEUOT) KAt O€ TIOLOUG OTEAVOUV
T0 privupd toug; Av €xel Tiyel va iidaete o AeomnTiké diktuo AA T{alipa yia va deite g
Olebvelq e1dnoelg oe EAANVIKT dleppunveia oTig evvea To Bpddu, TOTE POPEL va EXETE {ia anav-
mon oe autd To epwmua. 0 6A0g autég G EVNUEPWONG, TG avaAuang kat mg eldnaeoypa-
olag, mou xapakmpiomke BBC mg AvatoAriq kat Tou apapikou KAopou, TOToBEMHEVOS KaBwE
elval o€ €va aolatike peaavatolkd KEVTOOo kat HlEkDIKWVTAg va amnoteAel KEVIPO maykdouag
evnpépwang, tpehaivel my mugida. Mia Bewpolpevn WG TWPA MEPLPEPELAKT] YWVIA TOU TAQVITT
Kataokeuadel 1o dikd G kévipo kat rthodo&el va det pe ta Oika mg pdria toug AAoug. Aev
E€pw av To melpapa Ba metiyel, aAAd ota pdtia pou eavidlel oav eTepoTonia, oav pia uppLokn
TPAYMATIKGTNTA 1) OTo{a HETATPEMEL KAVOVES Kat AETOUPY(ES, TIpOKAAWVTAG T Baprnwyévn and
Ta gwta mg Avong patid pag mou duokoAeletal va dlakpivet mv AvatoAr] o€ GAAo mAaloto Kat
poho. Beatéq Tou detiou ewdnoewv Tou AA Tlallpa, onwg Kat va 'vay, &evidel. AvtiBeta, dev
£XOUHE TIPOBANA va OUPTABrO0UHE TO KOPLTAAKL TTOU TIpooTiaBouce va MouAoEL Ta auya Tou
oruriol yia va ayopdoel tetpddio (Hana Makhmalbaf, O Boudag Aimo8uunae ano viporm) kai va
ayavaktiooupe pe Ta aydpta mou nailouv to matxvidt tou dyplou AilBoBoAlopou. Autég eivat
OKNVEG Y1a TIG oroieq eiaote anoAiTwg npoideaopévor va Tog mdAt 0 0pIEVIAAIONOS «wG Ha
Hop@r) Aoknang MOATIOMIKNG LoxUog». To (610 eUKOAQ E(HATTE ETOILOL VA QYAVAKTOOUHE Yia TV
abikia omv tawia tou Eran Riklis, H Agpovid. Tuyivetat 6pwg dtav BENouv va pag dwoouv mnpo-
@opnoan, va pag S1dagouv, va atabouv anévavti pag ki ox1 ot okid pag autoi oL kdopor; Tt yivetat
Alyo 1o népa, Grav Biyovral {nmjpata mou dUOKOAQ T KATAVOOUHE e TOUS IKOUS pag TMoAlTt-
OHIKOUG KWBIKEG KL ETUXEIPOUV va pag Ta e&nynoouy; Mnopolye va dextoupe my aduvayia pag
va karahdpoupe 1| xwpig dedtepn okéyn Toug pixvoupe v euduivn ot dev EEpouv va egnyouy;

Me 116 napandve okéYels, avapwtiépal prnws o Hovog Tpomnog emkovwviag pe autov Tov ANo
KOO0 &ival va BAEMOUE Tawvieg mou avtAolv Eunveuan Kat WAOUV 0TO GVOUQ EKEVWV TIOU deV
Ba g douv noté’ €va owvepd nou dev Pnopel va ouvavrioe! keivoug Tou Tou eEopoAoyBnKkav
10 TPGBANKUG Toug, AAAG Maipver T GV TOUG Kat T HETAKIVE Onwe 0 Gvepog TV dppo: va
Owepd anod \akvoug oknvoBEteg mou fouv oy AyyAia, lopdavoug mou {ouv o ApEpIK,
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ABavédoug mou {ouv otn MahAia: pe kepdhaia eupwnaikd, apepikavika i moAueBvikd, mou avaln-
TOUV OTIG QMOOTACELS Kal 0TI HEOAVATOAIKES KOWWVIES ToV VEO eEWTIONG Tou 219V awva...

ZuhhoyiCopar 6L To eUkoAa guvaloBnuatikd, amhoike, Aaikd kat peXd ovepd tou 60, anopubo-
rnowBnke ota pdtia pag dtav 6Aot kataAdpape nwg dev HAOUOE yia pag, aAAd yia kamoloug mou
dev urmpxav, KL €101 énaye va pag apopd. To onuepwvo owepd Twv geotiBAA avaldntdel péoa
and ta oovopIka npopApata me napaywyng, Tov aviaywviops, TiS anatmaoelg mg Kivnuarto-
YPaQIknq Plopnyaviag aAAd kat Tig TMOALTIKES Kal 1DEOAOYIKEG DUOKOAieg, T Aoyokplaia, Tov
Qovtapevtahlopd kaBe eidoug, va Bpel €vav dpopo yia va ouvavimoel Toug Beatéqg tou. AANG
auto{ o1 Beatéq dev unopoupe va eipaate povo Epelq Ba npémel va eivat kat ot ANAot. Awago-
PETIKG, N MePIGBNTN ouvavnen dev Ba Unopéaet va yivel moTe.
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Myrsini Zorba

The Gaze of the Other

With what eyes do we propose to watch the spotlight on Middle Eastern cinema held by the Thes-
saloniki International Film Festival? With what topical images in mind, with what feelings and with
what prefabricated conceptualizations in our conscious and, deeper, in our subconscious? Curiosity
towards the Islamic world, indignation at the conflicts that perpetuate the cycle of blood, political
protest, reserve and suspicion towards some of these countries, fear of the terrorist acts against
innocent bystanders; it's all already there, weighing down our gaze as we walk into the dark theatre.
And then there are those headscarves and the women’s black veils, the executions of homosex-
uals, the authoritarian regimes, the civil wars, the weak humiliated by the powerful, all of it packed
in the filmgoer's mind like a substratum upon which the filmmakers’ new narratives will fall, as
they express their new dilemmas on the screen. How can you let go of the emotional charge and
unlearn, so that the lens of the eye can receive more light? How can you put out of your mind the
tourist attraction of Petra, the Cairo of Stratis Tsirkas and Kostis Moskof, Jerusalem, Palmyra, the
panic in Baghdad on the eve of the war, Amos Oz whispering in your ear, the photograph of the
smiling, barefoot kids in a forgotten Middle-Eastern province, the high-handed female soldier who
kept looking for proof that you had travelled to the West Bank?

Aware of the pitfalls, the Festival organizers were careful not only in the selection of the films, but
also in the organization of the tribute’s theme, the way they combined the cultural parameters: by
broadening the geographical boundaries they broadened the pluralism and highlighted the complex
cultural texture of the region. By placing the unproductive, conflicting polarization — of which the
wounded geography and history of the Middle East is suffering — within a broader context, they
helped the two sides to talk to each other. By selecting more visual angles, they constructed an
environment which, instead of dividing, strives to unite; and they have done this without trying to
round off existing contrasts. The proof is in the title, which includes both concepts, division and
unity, leaving it to us to find where there is a rift and where a bridge of communication.

But | believe that, however many rifts may exist in the interior of this region, what continues to
weigh heavily on it is the Western gaze: its hegemonic definition, its intervention, classification
and cultural assessment. We owe Edward Said because he tried to un-teach us what we thought
East and West meant: «The East is not a permanent fact of nature. It is not simply there, as neither
is the West», he says in his Orientalism. These geographical, historical and cultural classifications
are nothing but human constructs. «As is the West, the East is an idea which has a history and a
tradition of thought, imagery and vocabulary which provide it with its reality and presence vis-a-
vis the West.» One could not exist without the other, but this isn't a simple and peaceful process:
peace lovers shouldn't hasten to extend an olive branch. On the contrary, mutual otherness presup-
poses conflict, the exclusion of each other and the idea of being superior to the other, «the idea
of European identity as superior in comparison to all other non-European peoples and cultures».
Said taught us to read Orientalism «as a form of exercising cultural power» and it is precisely that
exercise which it is worth putting to the test as we watch the films in this spotlight.

As regards Greece — which fantasizes about being the crossroad of East and West — one need
only examine the way we look across to the other side of the Aegean to discover how otherness
is distended, distorted and ideologized. What crossroad? If we have trouble understanding the
reality closest to us, the nearest Other, then how can we aspire to understand the midale reality?
The way that we experienced and continue to experience our own national trauma has proved a
bad advisor and a bad engineer. This famous crossroad at which we place ourselves is being
constantly built and constantly torn down, leaving questions unanswered or giving answers that
are incomplete. It is these incomplete answers that the films in this spotlight try to explore, some-

times from an activist, aggressive, political point of view; other times through sensibilities and
existential questions.
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The Turkish filmmaker Fatih Akin says in an interview on his 2007 film The Edge of Heaven: «Does
the fact that | want to change the world mean that | am politicized? Does the fact that my films
want to change the world mean that they are politicized? But | do want them to be more philo-
sophical, in a time when everything, everywhere, is politics. | believe that it has become impos-
sible to separate life and politics from art.» Maybe that is one path shown by the films in this spot-
light, whether they are talking about war, love, or death. A political answer as a philosophical
answer to what is going on around us. The younger generation of filmmakers may do better at this
than their forebears. «I can only assume that my generation — the generation of globalization and
the Internet — has greater access everywhere, adapts more easily to difficulties, travels with greater
ease, learns and consumes more and, in the end, has familiarized itself with fear. Whether it is
fear of politics or fear of death», Akin concludes.

But who are these filmmakers? Who are they who have undertaken «the triumphant technique of
taking the enormous fecundity of the East and rendering it systematically knowable to the Western
lay public»? From where do they draw their inspiration and to whom do they send their message?
If you have ever tuned in to Al Jazeera to watch the international news in Greek at nine in the
evening, then you may have your answer to this question. This source of information, analysis
and news reporting, described as the BBC of the East and the Arab world, located as it is in an
Asian Middle-Eastern centre and asserting itself as a centre of world news, sets the compass spin-
ning. What was, up until now, considered a regional corner of the planet is setting up its own centre
and is aspiring to see Others through its own eyes. | don’t know if the experiment will work, but
to my eyes it seems like a heterotopia, like a hybrid reality which transforms rules and functions,
challenging our gaze which, blinded by the lights of the West, has difficulty seeing the East within
any other context or in any other role. «Watching the news on Al Jazeera» — it sounds strange, no
matter how you cut it. On the other hand, we have no trouble liking the little girl who tries to sell
the household’s eggs in order to buy a notebook (Hanna Makhmalbaf, Buddha Collapsed out of
Shame) or become indignant at the boys playing the cruel game of throwing stones. These are
scenes for which we are totally prepared; there’s that Orientalism again «as a form of exercising
cultural power». We are just as easily prepared to feel indignation at the injustice in Eran Riklis’s
Lemon Tree. But what happens when these worlds want to give us information, to teach us, to
stand opposite us and not in our shadow? What happens a little further on, when issues are touched
upon which it is difficult for us to understand with our own cultural codes and they try to explain
them to us? Can we accept our inability to understand, or do we, without a second thought, blame
them for not being able to explain?

Given the thoughts mentioned above, | wonder if the only way to communicate with this Other
world is to watch films that draw their inspiration from and speak in the name of those who will
never watch them; a cinema which cannot meet those who confess their problems to it, but which
takes their voice and moves it like the wind moves the sand; a cinema made by Iraqi directors who
live in England, Jordanians who live in America, Lebanese who live in France; a cinema made with
European, American or multinational funds, that seeks out, in the distances and societies of the
Middle East, the new exoticism of the 215t century...

| believe that the effortlessly sentimental, naive, popular and melodramatic cinema of the sixties
was demystified when we all realized that it wasn't talking about us but about some other people
that didn’t exist, and so it was no longer relevant to us. Through the financial problems of produc-
tion, competitiveness, the demands of the film industry, as well as political and ideological diffi-
culties (censorship and all manner of fundamentalism), the cinema of today's festivals is looking
for a road that will lead it to its audiences. But these audiences cannot only be Us; they also have
to be the Others. Otherwise, this much-longed-for encounter will never take place.

Translation: Mary Kitroef
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Ot Tawiec | The Films
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Iskanderiya... Lih? | AAeEdvdpeia... Nari; | Alexandria... Why?

35mm | EMXPOMO 1 COLOR | 125

ZKHNOGEZIA | DIRECTION Youssef Chahine
SENAPIO | SCREENPLAY Youssef Chahine, Mohsen Zayed
©OTOrPAGIA | CINEMATOGRAPHY Mohsen Nasr
MONTAZ | EDITING Rashida Abdel Salam
MOYZIKH | MUSIC Fouad El-Zahry
IXEAIAZMOZ NAPATQTHE | PRODUCTION DESIGN  Abdel Fattah Madbouly
MAPArQrol | PRODUCERS Youssef Chahine, Raouf Abdel Hadi, Mahmoud Bakr,
Mohamed EI Gohari, Mohamed Hassan
MAPATQrH | PRODUCTION Misr International Films, Egypt & Algeria TV
HBONOIO! | CAST Naglaa Fathi (Sarah), Farid Shawqi (The Pasha), Ezzat Al-Alayli (Morsi),

Gerry Sundquist (Tommy), Mohsen Mohiedine (Yehia)

Bpapeio | Awards

* Apyupr Apktog, Eibiko BpaBeio Kpruikiiq Emurporig - ®eomiBdh Bepoivou 1979 | Silver Bear, Special Jury Prize - Berlin IFF 1979




To AAe&dvdpera... Nari; gival n 1oTopia Tou padnTi yupvaoiou
MNéxia Moupdvr — Kivnpatoypa@ikou alter ego Tou Zayiv — kai
anoTeAEi TRV MPWTN auTOBIOYPOPIKI TaIVIO TNV I0TOPia TOU
alyunTiokou Kivipartoypagou. Ev p€ow BVIKIOTIKWY avTina-
puBEocwv mou PEpvouv avripéTwnoug Apafeg kai Bperavoug
OTPOTIWTES KOl EYEIPOUV MOMTIKES, UAETIKES Kal TOMITIOIKES
OUYKpOUOEIG, 0 MEXIO KATAPEPVEI va PEIVEI OPETOXOS OVEI-
ponoAwvTag, KaTapeuyovTag oc BEATPA Kal KIVPaTOypaPous.
KoBwg avepaler To d1ko Tou BearTpike £pyo ovelpEUETal TO
XoAyouvt, £wg 6TOU NOPaCUPETAI TPOCWPIVA OTOV POITNTIKO
okTiBiopd. Kata@gpvel, TENIKG, va mpaypaTonolfogl To 6veIpo
TOU GTOV TOU GMOVEPETAI PIO UNIOTPOYPIT YIa va OTIOUSA0E! 0TI
HMA. 0 Zayiv eivai €INIKPIVIG an€vavTi OTIS OUPBACTEIS Kal Ta
TOPMOU TS ENOXIS TOU Kal, PETAEU MOAAWY 10TOPIWVY TTOU OUVU-
Qaivovral oTnv Taivia, npofdAAer T ox€on avapeoa oE pia
eppaia yuvaika K1 €vav poucouApdvo akTIBIoT, ONWGS Kai TV
opo@uAo@iAikii ox€on avapeoa oTov mAouoio Beio Tou MNEyia
K01 0€ €vav BPETAVO OTPATIWT).

Erulektikr) dApoypagia | Selected Filmography

1950 Baba Amin | Papa Amin

1951  Ibn al-Nil | O yiog Tou Neihou | Nile Boy

1954  Sira’ Fi al-Wadi | Struggle in the Valley

1958 Bab al-Hadid | Kawo: kevipik6g otaBudg | Cairo Station

1958 Djamila Bouhired | Jamila the Algerian

1965 Biyaa El Khawatem | The Ring Salesman

1969 Al-Ard | The Land

1970  Al-lkhtiyar | Emthoyny | The Choice

1973  El Asfur | The Sparrow

1978 Iskanderiya... Lih?

1982 Hadduta Misriyah | H pvijun (Mia aryurrtiakr wotopia)
An Egyptian Tale

1986 Al-Yawm al-Sadis | The Sixth Day

1994  Al-Mohagir | O peravdomg | The Emigrant

1997  Al-Massir | The Destiny

2007 Heya Fawda? | Xdog | Is this Chaos?
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1978

Aiyurttog - AAyepia | Egypt - Algeria |

Alexandria... Why? focuses on the story of high school student
Yehia Mourad, Chahine’s cinematic alter ego; it is the first
autobiographical film in Egyptian cinema. As the strains of
nationalism place Arabs against British soldiers, political
factions against one another and races and cultures at odds,
Yehia manages to escape by daydreaming and through the
theatre and the movies. He is dreaming of Hollywood as he
stages his own theatrical plays, until he’s temporarily swept
up in student activism. Yehia succeeds in making his dream
come true by winning a scholarship to study in the USA. No
stranger to challenging conventions and taboos, Chahine

features, among the many stories that are included in the film,
a romance between a Jewish woman and a Muslim activist,
as well as a homosexual relationship between Yehia's wealthy
uncle and a young British soldier.

Movoeg Zayiv

[evvnenke 1o 1926 omv AAeEdvdpeta mg Atyurtou Kat néBave
otg 27 louiou 2008 oto Kdipo. Ze nAwia 21 etawv €guye ano
mv Afyurtro kat ijye 01o Aog AvieAeg yia va omouddoet Kivn-
patoypdgo. Emotpépovrag omv Aiyurtto, To 1948, dpyloe va
yupilet Tawieg. Yrmp&e napaywyog, nbornoldg, oevaploypagpog
KaL oknvoBEmg pe diebvr) avayvopion. H ipoypagia Tou apib-
pel mave ané 40 tawieg kat vrokpavrep. TiurBnke pe to Bpa-
Beio Zuvohikng Mpoagopdg omy Téxvn oto PeoTiBAA Kavvwv
Tou 1997.

Youssef Chahine

He was born in 1926 in Alexandria, Egypt and died on July 27,
2008 in Cairo. At the age of 21 he left Egypt and went to Los An-
geles to study Cinema. In 1948 he returned to Egypt and started
shooting his own films. He was an internationally acclaimed pro-
ducer, actor, scriptwriter and director, having made more than 40
feature films and documentaries. In 1997 he received the Lifetime
Achievement Award at the Cannes IFF
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Alexandria Story

H tawia AAe&dvdpea... Mari;, mou képdioe 1o Edikd Bpapeio mg
Kpuukiig Emurporig oto ®eotipaA Bepohivou tou 1979, anotehel
@\\o £va 0pdono 0TO Kivnpatoypagiko Ta&idt tou Movoep Zaxiv,
1€ T0 Oroio &enépace Kal Tov eauTo Tou Kat Tov apapiko Kivnpa-
T0YPApo. AELTOUPYWVTAGg 0€ auT) ™V Tawia pe andAut eAeu-
Bepia, katékmae véoug opifovieg kat edpaiwoe  BEaN Tou aTOV
xapm mg dieBvolg kvnuatoypagiag. Ed®, o Zaxiv BETEL dU0
£pWTIUATA O€ OXEON HE TNV ALYUTTLaKT) LoTopia: ToLeg Eivat ot
artieq ywa 6oa ouvéBnoav o yevid tou; Kat rtoto eivat 1o pepidio
G dIKNG Tou EUBUVNG; MpoKeLTal yia évav KIvnpatoypapLoT rou
aviikel 0 yevid 1) onoia unokivnoe my enavaotaon (i enava-
otaon tou Naoep, To 1952), aAAG mpokdAEaE kat my nrra me (o
MoAepog Twv & Huepwv, To 1967). Tt TOUG EKAVE va eVepyT|-
00UV e auTtév Tov Tpéro; Ot anavmoelg 6a BpeBouv péoa ano
TV EMaTPOYI 0T0 MapeABOv, oty AAeEavapela, Orou peyaAwoe
0 Zayiv: A\e&avdpela, yiati; Eival pua 1oTopikr kai, my idla otypr,
LETAQUOIKT| amopia.

A\eEavdpela, 1942. Tithol mépTouv endvw 0€ MAAva oy
deiyvouv ™ BdAacoa kat mv napaAaki Aewpopo. AAAa mdva
TPOEPXOVTaL and apyetakd UAIKG Tou B’ Maykdapiou MoAEpou kat
(M\\a and Tig xoAyouvtiaveg Tawieg mg Esther Williams. BAEmoupe
Tov Xithep va dnhwvel 6Tt Ba grdoet pexpt mv ANegavdpela. Ekeivn
v enoyr, 0 MNouoe Zayiv evnhkiwvetat kat Blavel, padi pe Toug
VEOUQ TG NAIKIaG Tou, Wia aguvion G Guveidnong mou yewad
£pWTAHATA: TIOLOG EiHAL KAl TIola €lval 1) Yevid pou; Zmv tawia
UTAPYOUV OPKETEG APNYNUATIKES YPAUHES TIoU BETOUV AUTO TO
£pWMUA Kal To anavtouv. H yevid tou eival aut) mg gAGd0ENG
QLyUTTTIaKNG peoaiag Ta&ng, 1) omoia katopbwoe va kataglwBel
JeTAEU TWV QVAOTATWY KOWWVIKWV TaEewv aTéAvovTag Ta nawld
g oto KoA€ylo Biktdpla (Eva oxoAeio yia mv eAlT, Tou ibpuoav
ot Bpetavoi). H undBean tou AAeédvipera... [ati; ETIKEVIPOVETaL
(o€ eninedo puBomaciag) aTo MwG o idlog 0 Zayiv Katdpepe va
unet oto KoAéylo Biktopia. O diknyopog matepag tou 1BeAe va
TOU TIPOOGEPEL T KAAUTEPA EPGDLA, YU QUTG Kat Tov EOTENE OTO
oxoAeio G ehit. Katt t€toto Ba Tou €aopaAile v KaAlTepn
duvat HOpewoT, aKOHa Ki av UMEPERAIVE TIG OIKOVOUIKES duva-
TOMTES ™G OIKOYEVELAG TOU' 0 MATEPAG TOU QVaYKAOTNKE va davel-
0oTel Kat va mouAraet oxed6v 6An Tou v meplouaia.

MNapahAnAa pe 1o e€alpetiké eninedo mg exknaidevang, 10
KoAgylo Biktdpia eixe To mAeovékmpa va BplOKETAL 0NV KOOHO-
ToAiTikn AAeEavdpela, ou plogevouae avBpmnoug SlapopeETIKWY
eBvikomTwy kat Bpnokel@v. 0 Zaxiv, Opwg, 0 PTWXOS PormTg
ToU Biktdpia, mou ev priopouoe va akoAouBnoeL TOUg OUPpa-
Bn1ég Tou ota napti yiati dev ixe TL va YopEDEL, OVEIPEUGTAV TO
owvepd. To Gvelpd Tou yia To owvepd Tavti{dtav pe 1o Gvelpd Tou
va et oy APEPIKT, Kat To GVELpo G AHEPIKTG fTav To VEIpo
0AOKANPNG G yevidg Tou.

Zmv A\eEavdpela tou 1942, 1 tawia pag ouoTnvel jia notkiia
KOWWVIK@V TAEEWV Kal Xapaktmpwv: n BactAikr aplotokpartikr 1aén
KaL T avaTepn Peoaia Tagn (ouvepyol Twv KATaKmT@v), N Kavoupyla,
avepyopevn Ta€n (exeivol mou mhoutioay ano Tov NMOAEN0) Kat 1
Tipiykimooa, omv oroia aneuBuvetal 0 ipwdg pag, o Méxia Moupdvr,
avalnravrag xpnuatodomon yia m Beatpikr napdotaon mou Ba
avadelEet Tig kaAMTEXVIKEG TOU IKaVOTNTES, ZUVaVTALE, EMiong
Tov AviEl Mnek, o onoiog emoTpatelet Tov apynyé Moupat yia
va Bpet Evav veolnhavdo noAeptoTr mou Ba Tov OKOTWOEL, £T0L
@ote 0 Mriek va ieBavel e m xapd va Bewpel 0 KGOHOG GTI aviKel
010UG «EBVIKIOTES» (avTi va Tov BOAOPOVIHOEL 0 QEIWHATIKGS TOV
epwievetal). Yndapyel eniong o kouviddog tou Mnek, o Zakip
Mndoa, evag epyoAaBog mou MAOUTIOE OTOV GAERO Kal BE(XVEL
va yropel va ayopaoe Ta ndvia pe 1a XpRpatd tou K 6pwe, o
Mnadoa eivar avaykaopévog va kpiBetal and toug unahAioug

ToU péoa 0To TEBWPAKIOPEVO auTOKIVITTO Tou. KaBag eEoikeiw-
VOHAOTE PE aUTGV ToV KOoHo akohouBwvtag Tov Mouyolv, yio Tou
Mnéaoa kat oupporm Tou Méxia oto Biktépia, katériv praivoupe
o€ €va GAo Kovwviké oupmav péow tou NTEBIVT, eveg Tpitou
oupgorm). AUT6G £ival 0 K6OPOG EKEVWV TIOU pdxovTal katd me
aploTokpatiag kat mg Ta&ng Twv KUBEPVAVTWY: napakoAouBoupe
ToV veapd koppouviaT diknyopo, Iurpariy, va BonBaet toug Awe-
VEPYATES OTOV AYWVA IO Ta JIKAIWUATA TOUG EVAVTIA OE EKpE-
TaAEUTES, 6wg 0 Mmidoa kat o1 Bpetavoi agevieg Tou.

Ot tpetg oidot, 0 xplotiaveg Méxia, o pouaouhpdvos Mouyoiv
Kat 0 eBpaiog NTEPwT, avtnpoownedouv T ouvinapén Twv TpIoV
Bpnokelv oy AAeEdvdpela tou 1942. Auth n MOMTIONEVT
oupBiwon anoteAei éva kate&oxv atyurTiaké HovieAo. Auto dev
Onuaivet 6TL oL TPELS PormTEG OUPBOAIlouV auT T ouvunapén pe
TPOMO AOYOTEXVIKG — Oev undpyel oupBOAION6S oy Tawvia. Avti-
Beta, yia tov Modoeg Zayiv n AAegdvdpeta Tou 1942 poidlet oav
Jua owKoyévela. 0 KivnuatoypagloTiq aviipeTwidet oto Bio nvedpa
TOUG XAPAKTIPES TWV TaVIWV Tou, and mv Tawia Entdoyr (1970)
Kat Enetra.

Tmv tawia AAe&dvopea... MNari; 0 dnudoiog kat o IIWTIKGS
XWpog dlaoTaupwvovTal He Evav TPOTo OTOXAOTIKG Kat SIaAEKTIKG.
Eva ywopaote pdptupeg twv 60wv oupaivouv atov MExia om
dnudota ogaipa, mapakoAouBole EMIONG TV MPOOWIKY Tou {wi:
v Gpvnor ToU va GUNPETATYEL 0€ OPadIKO OEE e pia mépvr oy
«jwvioav» ot pikol Tou, TV avakAnen me Hoperig Tou Inoou kaBwg
BA€mel To mwpa evog oTpatiwym va Eeppaletat and m Baaoaa,
10 neiopa va anodei€et myv a&ia Tou omv napdataon Tou axoAeiou
070 TEAOG NG XPOVIAS Kal TNV ETUHOVT TOU va MAeL 0TV ALEPIKT]
yia va omouddoet UMoKPLTIKY, Mapd my anoTuymuévn Tou Eppn-
veia omv napdotaor. Qatéoo, atov nuprva Tou AAeédvopera...
[ari; BpiokeTal n ouyxwpeom Kat o Zaiv aviyetwilel Toug xapa-
KTPEQ Tou e {eataotd. Aev Katadikalel oUTE Kav EKEVOUS TIOU
70 a&iCouv. AvtiBeta, deixvel katavonon yia T ouverkesg me {wig
TOUG Kat Bpnvel yla ) Hoipa Twv KaTatpeyUEVV.

To AAe&dvdpera... Mari; TEAEWVEL e TOV NPWA pag va ExEel
KATaKTOEL TO GVELPG TOU, TOU OMoiou EipaoTe Kowwvol ndn and
T0 MPWTo MAGvo ™G Tawviag: mv emBupia Tou va TagdEYeL oy
Ayepikr kat va omouddoet kivnpatoypdgo. Eival, 6pwg, n Apepikn
TO Mpaypatiko dvelpo; drdver om Néa Yopkn Exoviag kepdioet
unotpogia kat petd and moAA€EQ Buaieg. To AyaAua mg EAeuBe-
piag deon6lel eTuTENOUG UMPOOTA TOU. AVTE WG Va XOPEUEL Kat
va pwvael ané eutuxia, onwg oto Auepikr... Augpin tou Hhia
KaZdv — G\An pa autoBloypagikn tawvia — o Féxia otpeger my
TIpooox1] TOU OTIS PwVES TwV EBpaiwv mou akouyovrat va npoogy-
xovtat endvw o€ €va mioio. O dvdpag, 0aoTIOUEVOS, KOlTa TO
‘AyaApa g EAeubepiag, To mAGvo peTaAAAooETaL OE KIVOUUEVO
0x£D10 Kat 10 AyaApa Tou KAe(vet To pdtt 0apkaoTikd. H Apepikn
dev eivat yI' autév. H Apepikr) dev elvat 1o Gvepo.

Zopip Gapivr

Metdgpaon and ta ayyAixa:
Aidu M. Manayavwn

IHMEIOZH: O Zapip Gapiv eival KpIukog Kvnpatoypdgou omy Alyurrro.




Alexandria Story

Alexandria... Why?, which won the Special Jury Prize at the Berlin
International Film Festival in 1979, is another milestone in Youssef
Chahine’s cinematic journey, during which he transcended himself
and Arab cinema; having exercised complete freedom in this film,
he conquered new horizons and placed himself firmly on the map
of international cinema. Here Chahine poses two questions about
Egyptian history: what are the causes of what happened to his gener-
ation? And what is the degree of his responsibility? He is a film-
maker from the generation that instigated the revolution (Nasser's
revolution of 1952), but also brought its defeat (the Six Day War of
1967). Why did it act as it did? The way to answer these questions
is by returning to the past, to Alexandria, where Chahine grew up:
Alexandria, why? It is both a historical and metaphysical question.

Alexandria 1942. Captions are superimposed on shots featuring
the sea and the promenade. Other shots have been taken from
archives of the Second World War and from the Hollywood films of
Esther Williams. We see Hitler saying that he will reach Alexandria.
Youssef Chahine reached adulthood during this time and joined his
contemporaries in an awakening, a wondering: who am | and who
is my generation? In the film, there are several dramatic parallels
that pose this question and answer it. His generation is that of the
ambitious Egyptian middle class, which achieved its prominent place
amongst the governing classes by entering Victoria College (an elite
school founded by the British). The plot of Alexandria... Why? actu-
ally revolves (in a fictional context) around how Chahine himself
ended up entering Victoria College. His father, a lawyer, wished to
provide him with the best qualifications possible, so he sent him to
the school of the elite. He was to have the best education available,
even at the expense of his family's livelihood; his father borrowed
money and sold virtually all his property.

Alongside an excellent education, Victoria College offered the
attraction of being located in cosmopolitan Alexandria, host to people
of different nationalities and religions. But Chahine, the poor Victoria
College student who could not attend his classmates’ parties because
he did not own the appropriate attire, was dreaming of cinema. His
dream of the cinema was the dream of going to America and the
dream of going to America was the one of his entire generation.

In the Alexandria of 1942, the film introduces us to various
castes and characters: the royal aristocratic class and the upper
middle class - collaborators of the occupying powers —, the newly
ascendant class - the war-rich — and the princess to whom our
hero, Yehia Murad, turns to in order to obtain funding for a theatrical
show in which he demonstrates his artistic abilities. We also meet
Adel Bek who summons the warlord Mursi to appoint a New Zealander
officer to kill him, so that Bek could die satisfied that he would be
seen as one of the «nationalists» (instead of killing him, the officer
falls in love with him). Then there is Bek's brother-in-law, Shakir
Basha, the war-rich construction manager whose money can seem-
ingly buy everything; even so, Basha has to hide from his employees
in his bulletproof car. As we gain access to this world by following
Muhsin, the son of Basha and Yehia's classmate at Victoria College,
we in turn enter another social universe through a third classmate,
David. This is the world of those fighting against the royal and
goveming classes: we observe the young communist lawyer, Ibrahim,
helping the port workers in the fight for their rights against exploiters
such as Basha and his English masters.

The three friends, Yehia, a Christian, Muhsin, a Muslim and
David, a Jew, represent coexistence between the three religions in
the Alexandria of 1942. This civilized coexistence is an old Egyptian
norm par excellence. That's not to say that the three students actu-
ally symbolize this coexistence in a literary manner; there is no
symbolism in this film. Instead, the Alexandria of 1942 seems to
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Youssef Chahine to represent one family; this has been the film-
maker’s stance towards the characters of his films ever since The
Choice (1970).

The public and the private intermingle in Alexandria... Why?
and they do so in a mature, dialectic manner. While we witness
what is happening to Yehia in public, we also observe his private
life: his refusal to take part in group sex with a prostitute whom his
friends had picked up; his remembrance of Jesus upon seeing the
corpse of a solider coming out of the sea; his will to prove himself
at acting in the school’s end-of-year show; and his insistence in
going to America to study acting, notwithstanding his failure to
deliver a convincing performance during the show. Forgiveness,
however, stands at the core of Alexandria... Why? and Chahine
embraces his characters with warmth. He does not condemn even
the ones who deserve condemnation. Instead, he shows an appre-
ciation for the conditions of their existence and he laments the fate
of the miserable.

Alexandria... Why? ends with our hero having achieved his
dream, which we were privy to since the first shot of the film: the
dream of travelling to America to study cinema. But is America the
true dream? He arrives in New York after having obtained a schol-
arship and after much sacrifice. The Statue of Liberty stands in front
of him at last. But instead of dancing and screaming with joy, as in
Elia Kazan's America... America— another autobiographical film —
Yehia turns his attention to the rising sounds of the Jews praying
on a ship. The perplexed man looks at the Statue of Liberty; the shot
mutates into animation and the Statue of Liberty winks in sarcasm.
America is not for him. America is not the dream.

Samir Farid

Translation from Arabic: Atef Alshaer
Edited by Dr Lina Khatib

NOTE: Samir Farid is a film critic in Egypt.
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Ahlaam | Oveipa | Dreams

35mm | EMXPOMO 1 COLOR | 110

ZKHNOBGEZIA | DIRECTION Mohamed Al-Daradji

JENAPIO | SCREENPLAY Mohamed Al-Daradji

©OTOrPAGIA | CINEMATOGRAPHY Mohamed Al-Daradji

MONTAZ | EDITING Ghassan Abduall, lan Watson

MOYZIKH | MUSIC Naseer Shama

SXEAIAZMOZ MAPATQrHE | PRODUCTION DESIGN  Hasan Falih

MAPArQrox | PRODUCER Atea Al-Daradji

MAPATQrH | PRODUCTION Human Film, Iraq Al-Rafidain

HeonoIol | CAST Aseel Adel (Ahlaam), Bashir Al-Majid (Ali),

Mohamed Hashim (Dr. Mehdi)

Bpafeio | Awards

» Ediko Bpapelo Kpinikng Emtpormig | Special Jury Prize, Arabe du Monde Cinema in Paris 2006

Bpapeio Kahutepng Tawviag | Best Film Award, Bangladesh IFF 2006

Bpapeio KaAutepng Tawiag | Best Film Award, Netpac 2006

Bpapeiv Kahutepng Nveupankig Tawiag, Bpapeio Kakutepou HBomotou (Bashir Al-Majid) | Best Spiritual Film Award,
Best Actor Award (Bashir Al-Majid), Brooklyn IFF 2006

Bpapeio Kahutepou HBonoiov (Bashir Al-Majid) | Best Actor Award (Bashir Al-Majid), Cartage FF, Tunisia 2006

Eidiko Bpapeio Kpinkng Emtpormg | Special Jury Prize, Istanbul International Meeting of Cinema & History 2006




Baydarn 2003: ouyxuon, avaogdAcia kai Bavatog yupw and
10 BopBapdiopEva ouvTpippia evos Yuyiarpeiov. Kivoupaore
avapeoa 0To napeABov ka1 To mapov TpIwV IpaKIv@V mou
BpeBnkav xapevor oTo xdog Tou moA€pou. H AxAdap, mou €yive
paprupag Tng Bimng oUAANYNG Tou appaPwVIACTIKOU THG TV
NUEPa Tou yapou Toug, {1 pia {wij nepiopiopgvn, yepdrn napai-
00noeig. 0 yiatpog Mevri, Evag epyatikog 13€aAIOTHS 0 onoiog,
napa g IkavoTnTES Tou, PpEBNKE va douheuel 0’ auTo TO
idpupa, opapariferal Eva eheuBepo Ipak omou n avBpwmd
dia@uAdooeral kai mpooTareueTal. 0 AAi, vuv Tpo@Ipog Kai
MPWINV OTPATIWTAG, AVUNOPOVOUOE KATOTE Va UNNPETHOEI TNV
narpido Tou, TWPa OPWE EXEI pETATPANE] OE pia QoPiopgvn
0KIG, TpaupaTiopEvog Yuyika and Tig EmBEoEIg Twv Apepl-
kavwv. Kard tn diapkein evog oppapdiopou, o1 TPEIS MpwTa-
ywvioTEG poomiaBouv va yupicouv aTa omiTia Toug 1 va BonBi-
00UV, 0 KnBEvag pe Tov TPONO TOU, TOUG AVBPWIOUG YUPW TOUS.

Enhektikn dhpoypagia | Selected Filmography

2005 Ahlaam
2008 War, Love, God & Madness
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Ipdk - M. Bpetavia | Iraq- UK | 2005

Baghdad 2003: bewilderment, insecurity and death surround
the bombed ruins of a psychiatric asylum. We move between
the past and the present of three Iraqi lives entangled in the
chaos of the war. Ahlaam, a confused young woman, confined
to the asylum after witnessing the violent arrest of her fiancée
on their wedding day, lives a restrained, utterly delusional
existence. Dr. Mehdi, a hard working idealist exiled to work
at the institution despite his abilities, longs for a free Irag
where humanity is cherished and protected. Ali, a patient and
former soldier, once a man eager to serve his country, now
a shell-shocked shadow, is traumatized by the American
attacks. During a bombing of the asylum, all three of them try
to return home and help others in their own way.

Moydper AA-Nrapdr{i

evviiBnke o Bayddm 1o 1978. Znoudace BEatpo Kat kivnua-
T0YpAgo oto Ivatitouto Texvav g Bayddmg. Zuveyioe Tig
omoudEég Tou omv Akadnpia twv MME oto XiABepoep mg OAAav-
diag kat ato Northern Film School mg AyyAiag. Képdiae To EBvikd
Ma6nuké BpaBeio Kodak Kahutepou Alagnpiotikod Zrot. H npawm
Tou peyahou prkoug tawvia, Ovelpa, npoBArBnke oe MepLoad-
tepa ané 40 kwvnpatoypa@ka geotiBAA oe Ao Tov KGOUO Kat
€xel kepdioel MoANG Bpapeia.

Mohamed Al-Daradji

He was born in Baghdad in 1978 and studied Film & Theatre at
the Art Institute of Baghdad. He continued his studies in Holland
at the Media Academy in Hilversum. He then went on to study
Cinematography and Directing at the Northern Film School in
England. A winner of the prestigious National Kodak Student Award
for Best Commercial, his first feature film, Ahlaam, has screened
at over 40 film festivals worldwide and received numerous awards.
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Mpoidv moA€pou

Ta teleutaia Tpia xpovia To puakd pou Kat n kapdid pou eivat
mAnywpéva. Ovelpeimka 6Tt Ba dnuoupyoloa pia Tawia ya m
XWpa Hou, yia va opiow €k V€O ToV MOMTIONG pag, mou xaenke
p€oa ané xpovia diktatopiag, mOAepou kat katoxng. ‘HBeAa va
YKPEiOW Ta epnédla mou eixe uywoel n diktatopia Tou Zavidy —
Va YEQUPWOW TiG B1agopég Tou YEWWNOE 0 TIOAEHOG Kat va &ava-
Xtiow pa xopa yia my olkoyEVvela kat Toug eioug Hou, pia xwpa
yia va {roouv epnvika. ‘Heeka va dwow eATida 0NV OIKOYEVELQ
Jou Kat va kAve Kt ey KAt yia 1o lpdk. Mepikeg popég, popauat
WG 0 MGVOG TOU MPOKAAETa 0NV OIKOYEVELA LOU Kal ot Buoieg
Tou ékavav, {owg eviéAet va pnv GEav.

Kdmowa otiypr), Bprika To koupdyto kat katéBaca 1o UAIKG ané
b-rolls mou amnoBrikeua ot BIBAWBIKN Hou €8W Kal Tpia Xpévia.
KaBwg dpytoa va 1o &avakotdw kat va evovew Ta Koppdtia Tou
nad), katahapa nwg aut) frav n andvmon rou {nrouca. ‘HBeAa
va adeldow 1o HUad pou and To mapeABov, OuPMUKV@vovVTag Tpia
XPOvia ™G MPOCWIKTIG HOU Kvnuatoypagikig Bepaneiag o 72
Aemtd, yia va ta Souv 0 Bedg kat 0AGkANpog o K6apog. Ot Tavieq
autéq (ta Ovelpa kat 1o making-of viokipavtép me tawiag, pe
Titho War, Love, God and Madness, To omoio povtdpetat &ava yla
va Byel otig aiBouoeg To 2009), anoteholv dika pou, POOWTIKA
1a&(da Kai, Tautéypova, €ivat 0 TPOMOG HOU Yia va ylatpeYw TIg
TANYEQ L0U, KaBWG ETIXEP® va {wYPagiow mv EIKGVA TOU KOTHOU
YUpPW HOU Kat Tou K6apou evidg pou. Ot tavieg autég pou Edwaoav
M duvardmTa va Katavorow Tov MOAepo, mv aydrm, Tov &6 pou
Katmv dia pou my tpéha, e€atiag g onoiag Bprika m BEANON
va EMpow.

MNioteya 61 kAvovtag pua Tawvia Ba priopouca va Bonbriow Tov
£0UTO pHOU Kat Toug @ikoug pou. Méoa oV napappoauvn Twv
Yuplopdtwy, katdeepa va anootactonomBd ané myv npaypatt-
KOTnTa Mou pe MepikukAwve. Emotpépovrag amv AyyAia, fitav
BU0KOAO va POoappoaT® Kat MaAL 0V KOUATOUPA TOU KaQE Kat
TNV KOOPOTOATIKY {wr} YUPW HOU, YlaT{ GKEPTOHOUV TNV OIKOYE-
VELO Kat Toug @ihoug pou o Bayddm. Ma tov enépevo evapan
Xpdvo, pou ritav adivato va Bpw yaArvn kat katdAapa 6Tt Enpene
va Kolta&w oto mapehBov kat va pabw.

‘Otav oAokAipwoa mv MW peYAAou WrKoug Tawia pou, Ta
Oveipa, mou eival 1 10Topia TPIWV Ipakvidy KAEIOPEVWY Péaa o
€va Bopapdiopévo Yuyiatpikd douho ot Bayddm, dpxioa va
ouveldnTonow 0Tt autd mou cuvéBawvav miow ané mv kapepa
fitav o dpapatikd ané m pubormhacia kat dev propoloa va Ta
ayvorjow. KatdAaBa 6Tt 1o ko6 £npene va padel yia g kadn-
HEPIVES TIPOKANOELS TOU OUvVavVTHoaye 0Tn SldpKela Twv yupl-
oparwv. Etot npogkuye 1o viokaviép War, Love, God & Madness.
0g KnuaroypagLoTig moTelw 0Tov PEAAOKO Kat Eviwoa 6Tt
ETIPETIE VO XPNOIPOTIOMOW aUTO TO OKOTEWVG Ta&idL oTo Ipdk yia
va eEEPELVIIOW TO TG 1) MpaypaTIKGTTa Kat 1) puBorhaaia ouyxé-
ovrat. ‘HBeAa 1o Koo va Katavoroel kat Tov BIKG pag ay@va yia
emiBiwon. Kaifieha va eAnidw 6t urmpxe yia 1o Ipdk éva péhhov
rou Bev Ba opiletar ané eoveq MGAEHOU.

‘Onwg kaw ta Oveipa, 10 War, Love, God & Madness fitav pa
dnuioupyia arno kapdiag: kat eAnilw, pe Tov (1o Tpdro, va ayyilet
aneuBeiag Tig kapdiEg Twv avBpwnwy. AnoteAel pa okAnpr patd,
Tiow-ané-ng-kapepes, endvw 0To GVeIp6 pou va dwow pia Evkalpia
Kat eAmida oto Ipdk. Ki 6pws, n mpaypatkdmra elval, péxpL Kat
ofuepa, 6Tt oL PAoL PO, 1) OIKOYEVELA POU KAt Ot OUPTIOAITES poU
napouataZovral wg voUpepa o€ OTATIOTIKEG, Xwp(§ Mpéowna i
ouvaloBnpara. EAniw va avoi&w Ta pdmia tou KGOPoU 0TO i Tpay-
Hatika oupBaivel o€ pia Xwpa KaTeoTPappEVT arne Toug MOAEHOU,
Vv MOALTIKT Kat To meTpéAato, eAmidovrag 6Tt KATL Popolpe va
udBoupe and autd.

Elxopal autég oL Tawieg va ivat pa eukaipia yia toug Ipaxi-
voUg va dei§ouv aTov KGopo ) Bikr Toug aArBeLa, EmwpEvn ané
ekeivoug mou Jouv ekel ki 6xL a6 karmolov eEWTEPIKG mapampn.
Elopat autég ot Tavieg va Hou dkoouv anavirioels kat vonua yia
Ta teheutaia tpia xpdvia mg {wrig pou, yia Tov MoAepo, mv aydrm,
Tov Oed, autd mou éxaca, v TpéAa pou. O poAog Toug eivat
Kaiptog yia mv karavonon eveg €Bvouq o€ MoAep0, apou HEoa 0
QUTEQ Pmopel kaveig va det Toug mpaypatikoug Ipakivoug Kat mv
anogactoTikGTAd Toug va emBLdoouv. To va Kivnuatoypags m
X@pa Hou eivat 0 dikdg pou TPOMog yia va KataAdpw ta yeyoveta.
Kat payidé oupBaiver 6tav pa kapepa doulelel 0e pia xwpa:
onuaivetl 0Tt undpyet ekel {wrj kat eArida.

Autéq eivat oL aAnBwveg totopieq MPATMATIKQN avBpanwv.

Moxdper AA-Nrapar{i

Metdgpaon:
Aidu M. Marayidvvn




A Product of War

For the last three years my head and my heart have been injured. |
dreamt that | could create a film for my country, to redefine our
culture that has been lost after years of dictatorship, war and occu-
pation. | wanted to break down the barriers that Saddam’s dicta-
torship had put up; bridge the divides that war had created and
rebuild a country for my family and friends to live peacefully in. |
wanted to give hope to my family and do my part for Iraq. At times,
| fear the grief and sacrifice | caused my family may not have been
worth it.

| finally built up the courage and reached up to grab the footage
of b-rolls that I'd been storing on my bookshelf for the last three
years. As | started sieving through the footage and putting the pieces
of the jigsaw together, | knew this was my answer; | wanted to clear
the past from my head by cramming three years of my own film-
making therapy into 72 minutes of film for the world and God to
see. The films (Ahlaam and its making-of documentary War, Love,
God and Madness, which is being re-edited for a 2009 release) are
personal journeys for me and also my way of healing my own
wounds, as | try to paint the picture of my inner world and the world
around me. They have allowed me to make sense of the war, the
love, my God and my own madness, which has given me the deter-
mination to survive.

| believed that by making a film | could find myself and help my
friends. During the insanity of the production stage, | was able to
detach myself from the reality that surrounded me. On my return to
England it was difficult to readjust to the coffee culture and cosmo-
politan lifestyle around me, as | thought about my family and friends
back in Baghdad. For the next year and a half, | was unable to find
peace and knew | needed to look back and learn.

After completing my first feature film, Ahlaam, the story of three
Iraqis confined within the surroundings of a bombed psychiatric
asylum in Baghdad, | began to realize that what was happening
behind the camera was more dramatic than the fiction and could
not be ignored. | realized that we needed to make the audience aware
of the daily challenges we came up against during filming; and this
is where War, Love, God & Madness, the making-of documentary,
came from. As a filmmaker, | have a devotion to realism and felt
that | needed to use this disturbing journey in Iraq to explore how
fiction and reality can become blurred. | needed the audience to
understand our own struggle for survival; and | needed to hope for
a future in Iraq that is not shaped by images of war.
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As with Ahlaam, War, Love, God & Madness was made from
the heart; and | hope it goes to the heart. It is a gritty, behind-the-
scenes look at my dream to create opportunities and hope in Iraq.
But still, the reality today is that my friends, family and countrymen
are portrayed by the news as numbers and statistics, without faces
or feelings. | hope to open the world’s eyes to what is really going
onin a country destroyed by wars, politics and oil, in the hope that
we can learn something from it.

| hope these films are the Iraqi people’s chance to show the
world their side of the fence, told by the people that live there and
not by an outsider looking in. | hope these films will give me answers
and meaning to the last three years of my life, and the war, the love,
God, my losses and my madness. They are crucial to our under-
standing of a nation at war, as we are able to see the real Iraqi people
and their determination for survival. Filming my country is my way
of understanding what has happened there. Something magical
takes place when a camera rolls in a country; it means life and hope
exist there.

These are the true stories of REAL people.

Mohamed Al-Daradji
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Mia véa pépa otnv nakid Zavad | A New Day in Old Sana’a

Digibeta | EMXPQMO 1 COLOR | 90’

ZKHNOGEZIA | DIRECTION Bader Ben Hirsi

ZENAPIO | SCREENPLAY Bader Ben Hirsi

OOTOrPAGIA | CINEMATOGRAPHY Muriel Aboulrouss

MONTAZ | EDITING Andy Lloyd

HX0Z | SOUND Lee Grainge

MOYZIKH | MUSIC Abbs Abdali

MAPAFQrozx | PRODUCER Abbs Abdali

MAPATQrH | PRODUCTION Felix Films Entertainment

HeOonoIol | CAST Nabil Saber (Tarig), Dania Hammoud (Ines),

Paolo Romano (Federico), Redha Khoder (Bilquis)

Bpapeia | Awards

¢ Bpapelo KaAutepng Apapikic Tawiag | Best Arabic Film, Cairo IFF 2005



0 veapog Tapik npokeiTal va navrpeutei T MmAKIS — npwro-
TOKI KOpN €vOg dianpent Kal 10Xupou diIkaaTh — TV onoia
dev £xel de1 moT€. Mia vuyrta, Ka8wg nepidiapaivel Ta KaAv-
TEpipa TG Zavad, BAENEN pia opopen, vEa yuvaika va XopeUE!
oTov dpopo popwvTag Eva vugike. Tnv epwreveTal Tpehd. H
yuvaika, 1) onoia {wypailel diakoopnTika oxEdia xEvag endvw
070 HEPPO TWV VUPWV TNG MOANG, OVIKEI OE KATWTEPN KAOTO
K0l WG EK TOUTOU 0 yapog Tng pe Tov Tapik Bewpeital anayo-
peupgvog. Zuvropa o veapog yapnpog 8a kAnBei va emAEEEL:
B0 okoAouBriogl auTo mou A€el n) kapdid Tou 1j Ba mpooTaATELOE!

TV TP TS OIKOYEVEIAE TOU;

EmAektikn ®poypagia | Selected Filmography

2000 The English Sheikh and the Yemeni Gentleman
2005 Yemen and The War on Terror
2005 A New Day in Old Sana’'a

CINEMA IN THE MIDDLE EAST | DIVISION & UNITY | 41

Yeuévn - M. Bpetavia | Yemen - UK | g

Young Tariq is about to marry Bilquis, the eldest daughter of
a prominent and powerful judge; Tariq and his fiancée have
never met each other. But as he wanders through the cobble-
stone streets of Sana’a late one night, he spots a beautiful
young woman dancing in the street, wearing a wedding dress;
and falls madly in love with her. The woman is a munagasher
(henna) artist and, therefore, belongs to a low caste, thus
forbidding her union with Tarig. Before long, the young groom
must choose between following his heart and protecting his
family’s honour.

Mndvrep Mnev Xipoi

Bpetavag uepevikig Kataywyng, unmp&e napaywyog kat oknvo-
66m¢ mq BpaBeupévng tawiag The English Sheikh and the Yemeni
Gentleman kaBwe kat Tou viokpaviep Yemen and The War on
Terror, ou apopd 0TI MPooTaBeleg G YEUEVNC va QVTIETW-
nioel mv tpopokpartia. Mpdogara, oknvoBEMOE yia To Bpeta-
viké Channel 4 v tawia Hajj: The Greatest Pilgrimage on Earth.
‘Exet epyaatei yia 1o Channel 4, Toug Sunday Times kat mv Middle
East Broadcasting, petagi aAAwv.

Bader Ben Hirsi

Born in Britain to Yemeni parents, he directed and produced the
award-winning film The English Sheikh and the Yemeni Gentleman
and a 50-minute documentary about Yemen's efforts to fight
terrorism entitied Yemen and The War on Terror. He recently directed
the acclaimed Hajj: The Greatest Pilgrimage on Earth for Channel
4, UK. He has worked on numerous projects for Channel 4, The
Sunday Times and Middle East Broadcasting, to name a few
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Taivia uné noAiopKia

Mou @awoétav avékaBev EKMANKTIKG TO YEYOVOG 6Tt oV YEpEVD
dev eixe napayBel oute pia peydhou prkoug tawvia. KaBe xpovo
d1apada yia kAnolo oUVEPYEID TOU TO EMIXEIPOUTE Kal PHEPIKOUG
jrves apydtepa pdaBawa ot n napaywyn me tawviag eixe, yia
Kkanoto Adyo, patawdel. Mpénet va napadext® nwg xaipououy,
£reldr oKePTOpOUY MW ftav {owg éva onuadt 6Tt autd To KoppaTL
¢ LoTopiag avike oe péva. Eyw omv Yepévn yupvouoa VIoKI-
Havtép kau mepipeva xpovia pexpt va EpBEeL n KatdAAnAn oTiypr.
Apxioa, Aowrtdv, va ypdew pia wotopia pe Titho O kijrog Twv nayw-
viv* huaotav oxedov Etowot va Eekviiooupe, aAAd pag mepi-
peve o ywvian 111 ZenrepBpiou. Tig nuépeg mou akohoudnaav
TS gpixTES emBéaelg mg 111 ZemrepBpiou, kat agou pabaye 0Tt
dpdomg frav n AX Kawra, katahdBape nwg 1o 6velpo pag va
KAvoupe ™V mpwm peyalou prikoug tawvia omv Yepévn eixe yivel
Koppdtia. Méoa ota endpeva xpdvia ouveldntonoinoa ot douleld
Jou wg dpaBa, BpeTavoy kat HousouApdvou oknvoBE) iXe peya-
\Utepn onpaoia and noté. AoUAeya oto viokavep 9/11 Through
Saudi Eyes, eEawtiag Tou omoiou anékmaa npdopacm oTIG OIKo-
YEVEIEG TWV UNGTTTWV 0aoudapdBwv aepomnelpatwy, fUouV avra-
Tiokpumg ot Méom AvatoAr yia mv epnuepida Sunday Times kat
yUpLoa éva VIoKiavtep e titho Yemen and The War on Terror.

To 2003, n Zavad enéxbnke wg Mootk Mpwtevouoa Tou
ApaBikoU Kéopou yia 1o 2004. KatdAaa apéowg nwg EMPOKELTo
yia pa eEaipeTiki eukatpia. Metd and priveg dlanpaypateloswy,
unoBdahaye mpog Eykplom v MP6TacT Hag yia pia tawia. Ta
Kpurmpla emhoyng MPoBAENave e QuamPOTNTA TL ETUTPENETAL KA
L6y Mpopavag, YU aute dev eixe yivel kapd Tawvia omy Yepévn.
H ik} pag 6a yupi{6tav omv navépopen apxaia Makd Zavad, pa
TOAN eviaypévn otov katdhoyo Maykéopag KAnpovoudg mg
UNESCO, pe hiBdatpwtoug dpépoug kat métpiva ktipia. ‘Epeva oe
€va wpaio Eevodoyeio omyv TaAxa, 0€ wa nouxn yerrovid mg
nakidg noAng. Népaoa Tpelg Prveq kel kat yvwploa kaka toug
Kato(koug. ZUPHETE(XA 0TO UMOXPEWTIKG pdamua Tou Kat (*) Ta
aroyeupata kai, map6Ao Tou T £kava pe kamnolov dlotaypd, TENKA
£YIVE QVanGOTaoTo KOPUATL NG OUYYPAPIKNG Hou SouAeldg. Ot
KATolKOL TIEPVOUOAV WPES HAoWVTAS Ta TKPA, dleyeptikd pUAAG
KatL A€yovrag oTopieg ané mv Tomikn Aaiki) napadoon. Towrmo-
Aoyouoa and dw Kt arné Kel TIG o gUVapracTIKEG apnynaelg Kat
¢ pdoBeTa o€ OAeS TG GAAEG TIOU EIXQ HE TOV KAIPO OUYKEV-
TPWOEL ‘Hyouv Etoipog va ypayw.

"HBeha pua oTopia rou va deixvel méoo payeutikn ivain MaAd
Zavad. ‘HEepa nwg Ba énpene va eEaopaiiow mv €ykplom TwV
KUBEPVNTIKGV apay6viwv: autd ofjpave oxt ia, oyt o€g, 6x1
£ykAnpa kat 6x1 yuvaikeg. ‘Etot, Aotmdv, anopdoioa va ypayw pia
lotopia aydnng, pe 6An mg mv abwdmra. ‘HBeAa va pudtw pia
aAnBogav) LoTopia, Mou va EXEL LEQ NG KAl TT) YUVAIKEIQ TPOOTTTIT).
Ermum€ov, n vipor kat n Tyn eivat Evwoleg mou kateuBuvouv Tig
{WEQ TwV OIKOYEVELDY 0’ QUTG TO HEPOG TOU KOGHOU, Ki QUTG ENpPENE
va arotun@vetat e A Tou m okAnpémra. Tnv wotopia pag mv
agnyelrat évag trardg pwtoypdpog and o Aovdivo, o deviepiko,
Tou Aetroupyel wg YEpupa avapeoa oy YepEvn kat Tov unéAotno
Kkoopo. ‘HBeha va vinoel o Bearr 6t Bpioketat omy Makid Zavaa,
va awBavBel My karanieon nou undpxel 0’ aut 1o PEPOS TOU
KOopou Kat va katahdpet 01, napd g dlagopéq pag, Ta aoika
aobrpara, 6nwg o névog kat n eAnida, elvat yia 6Aoug pag kowva.

Mokig e€aogakioaye ) xprparoddmon kat rmpagpe Tiq adeles,
ouveldnronoinoa 61t Ta peyahUtepa eunédia frav akopn Pnpoota
jag. Karapyag, néepa néoo peyaro npépAnua Ba ritav va Bpolpe
néonotoug, dedopévou Ot Yepevn Bev Exel KIVnUatoypagIki
Bropnyavia. ‘Egepa, Aondy, and 1o Aovdivo mv Polly Hootkins,
unenBuwn kaotvyk kat Tov Remy Bertrand, SAokaho UnokpLTKNG.
MNepdoape névie pveg Yaxvovrag nBonoloug kat eknaidetovide
10UG. To BUOKOAGTEPO FTav va KaAUYOUHE TOUS POAUS TWV VEApMY
Yuvaik@y, agou ot nBorolol nrav amy nAeloYPngia Toug avunav-

BpeG KOMEAEG Kal OUVENA@G 0L YOVE(S TouG Bev Toug ENETpenav
va naifouv o tawieg. Agou n Polly kat o Remy yuptoav 6An myv
Yepévn, kataépaye TeAkd va e§aopakiooupe Tig noroious pag,
av Kat Xpeldomke va ndw eyw péxpt m Bnputé npokeipévou va
npooAdBw v Danya yia va nai&et mv kaAMTéxvida tou muna-
gasher (Bagr xévag yia ta xépta). O Nabil Saber, o dieppnvéag
Tou Remy, arnodeixmke TEAEL0G Yia Tov poAo Tou TapIK, Tou MpwTa-
yoviot. Katakii&ape, Aotrév, o€ pia opdda néoroldv rnou ernpe-
KELTO VA OUPHETAOXOUV O€ £va EVIATIKG EPYAOTIPL UMIOKPITIKAS.
AuTG anoTéAeoe Kat mv apxr Twv NpopAnudtwy pag, yiati moAAES
and Tig nBorololg pag dpxloav va dEXoVTaL AEKTIKEG ETIBETEIS
HGAG ot didpopot mepiepyol mpboegav Ot dev ixav KaAUppEVO
0 ke@AAL TOUG 0TM) BLdpKELa TwWV OEpIVapiwV.

"Huaotav £towor va Eekvijooupe yupiopata kat apyioape va
npooAapBdvoupe Ta péAn Tou ouvepyeiou, 6tav o Mathias, o
auoTplakeg nbomotég mou Ba €natle Tov pwtoypdgo dpivipry,
£neoe BUpa enibeang pe paaipt. Apydtepa pdbape 611 10 yeyovog
Oev eixe va Kavel pe mv tawvia: évag TpeAAS YUpvoUoEe oTmVv TGAT)
Kat payaipwve «EEvoug» yia va dlapaptupnBei yia m oUAnYn tou
Zavtdy Xouoeiv. 0 Mathias petagépbnke o Biévvn kat Bprikape
yia aviikatagtdm Tou évav neornotd ané m Papn. Etal, o dpiv-
TpIY €yive deviepiko, apou dev urmpxe Xp6vos yia GAAn avaBoAr).
H kayepa kat o e&omAopdg eixav prdoet ané m Bnputd kat ta
yupiopara Eekvouoav aTig apx€g deppouapiou. Mia pdopdda mpv
ané To mpWwTo yUplopa, ébave o matépag Hou.

‘Empene Aomdv va npoxwprjooupiE. ZEKIVIOApE Ta yupiopata
Kat, v npm pépa, KAmoLot pavatikol HOUTOUANAVOL HE TIEPIKU-
KAwoav, £ompwEav oV akpn Ta PEAN TOU OUVEPYEIOU KL EY@
Bp€BnKka nay1deupévog avapeaa oe avBpwmnoug Tou puvalav: «Aev
oag BéNoupe edw», «ApTe TO MOPVO 0AG KAl TMYaiveTe AAAOUD,
€)Ieis eiaote Mouoouhpdvor». Auté auvex{otav kaBe pépa. Ot
£Qnuepideg okapwoav pia lotopia 0t 5BV YupIOAUE [a EPWTIKT
oknvi péoa oe €va Tlapi o didpkela g mpoaeuxTS. Tpopokpa-
merkape 6tav pdbaye 611 T0 KIjpUYHA EVOS LA, TTOU MEPIEYPAPE
autd To YEpa, Kataypdgnke ané kApePa Kat oL KAOETES poLpa-
{ovtav o€ 0AGKANpN ™ x@pa. Ta yupiopata npoowpiva otapdmoav
Kat 20 péAn Tou KowvoBouAiou fipBav va douv To UAIKG pag. Apxioav
va avakareyovral o douleld pag, mpoomabwvrag ouvexws va
Je avaykdoouv va aAAa&w S1ahdyoug Kat OKNVES, EVW ETUTAEOV
eEopylomkav enewdr 1o po6 ouvepyeio To anoteAovoav yuvaikeg
- peta&l dMwv, n dieubuvtpla gutoypagiag, n npatm pondag
oknvoBEm kat moAAEQ nBorotoi and mv Yepgvn. O Urvog apyloe
va yivetal omaviog kat 1) miean tepdotia — {odoape o€ €va Bwpa-
KIOPEVO OUYKPGTNHA, MEPIKUKAWHEVOL OUVEXWG QNG ao@aAela rmou
omogopouoe. ‘Eva npdypa nou kepdioape ané 6An aut) my katd-
otaon fitav 1o anioteuto d€ao petau pag. Eixape Eva ouvepyeio
oxedov 100 atépwv ané oAdkAnpo Tov kéopo: Yepevn, M. Bpetavia,
AiBavo, MaAhia, Aatvikr) Apepikr), Aiyurtro, Mapdko, Kavadad, Appevia,
akdpa kat ané mv Auotpahia. ‘Huaotav pia Tpopepn opdda kat
yivaye arfjrmrot.

‘Eva xpdvo petd to Eekivpa mg tawviag, TeAeoape emte-
Aoug Ta yupiopata. KAaiyape ané m xapad pag. Eixape katagepet
10 aduvaro. Aev Gviexa va MEPIPEVR Va UMW OTO AEPOTAGVO yia
10 Aovdivo. And exei mjya kateuBelav ot Biévvn, yia va de mv
Gppwotn adeper) pou, mv Bedryeh, n onoia néBave ano kapkivo
Alyo Kaip6 petd. H tawia eivat apiepwpévn o’ autiy.

Mnavrep Mnev Xipoi
Metdgpaan:
Aidu M. Manaydwwn

(*) Z.1E.: 10 kat elval evinuikd guid MG TponIKNG AvatoAikig Agpkng
Kat mg Apapikng Xepoovrioou. Nepiéxet pa ouaia napdpota e my
apgetapivn, n onola npokaAel diéyepan, anwAeia 6peENg kai eugopia.




Filming Under Siege

| had always found it fascinating that Yemen had never made a
feature film; every year | would read about a crew attempting to
produce Yemen's first and months later | would learn that the project
was, for whatever reason, cancelled. | must admit this pleased me
since | thought it was a sign that this piece of history was mine. |
shot documentaries in Yemen and spent years waiting for the right
time. So, | put pen to paper and worked on a story called Peacock
Garden; we were close to getting the project off the ground but 9/11
was just around the comer. On the days following the horrific attacks
0f9/11 and, as we learned of Al Qaeda being behind it, we realised
that our dream of making Yemen’s first feature film was quashed.
In the years following 9/11, | realised that my work as an Arab,
British and Muslim filmmaker was more significant than ever. |
worked on the documentary 9/11 Through Saudi Eyes, where | had
access to the families of the suspected Saudi hijackers, was a Middle
East correspondent for The Sunday Times and made a documen-
tary called Yemen and The War on Terror.

In 2003 Sana’a was chosen as The Culture Capital of the Arab
World 2004. | knew then that this was a great opportunity. After
months of negotiations, we submitted a film proposal for review.
The criteria included a number of stringent dos and don'ts; this was
clearly why no Yemeni feature film had ever been made. Ours would
be shot in the breathtaking, ancient Old Sana'a, a UNESCO World
Heritage City with cobbled alleys and stone buildings.

I moved into a beautiful hotel in Talha, in a quiet district of the
old city. | spent three months there and got to know the neighbour-
hood people. | took part in the obligatory afternoon gat chews (*)
and, despite doing this reluctantly, | realised it became an integral
element to my writing. The locals would spend hours chewing the
stimulant bitter leaves and tell stories of local folklore. | took bits
and pieces of the most fascinating tales and added them to the
stories | had accumulated over the years. | was ready to write.

| wanted a story that could illustrate how mesmerizing Old Sana’a
is. | knew that it would have to be approved by government deci-
sion makers; this meant no violence, no sex, no crime, and no
women. So | resorted to writing a story about love, with all its inno-
cence. | wanted to be able to create a plausible drama and to include
the female perspective somewhere there. Also, shame and honour
are the driving forces for many families in this part of the world; this
had to come across in all its brutality. The story is told through the
eyes of an Italian photographer from London, Federico, whose
purpose was to help bridge the gap between Yemen and the rest of
the world. | wanted the viewer to be transported to Old Sana'a; to
understand pressures unique to that part of the world and to recog-
nize that, despite these differences, we share the same fundamental
emotions including heartache and hope.

Once the financing was confirmed and permits were issued, |
knew that the biggest hurdles were yet to come. For a start, | knew
the casting would be a challenge, since Yemen doesn't have a film
industry, so | brought in Polly Hootkins, a casting director and Remy
Bertrand, a drama coach from London. We spent five months casting
and training; finding the young female roles was the hardest task,
since most were unmarried and consequently not given permission
by their parents to act in a film. With Polly and Remy traipsing round
Yemen in-search of actresses, we finally found our cast, but not
without me going to Beirut to cast Danya as the munagasher (henna
paint for the hands) artist. Remy's interpreter Nabil Saber ended up
being perfect for the lead role of Tariq. A number of actors were
therefore selected to undergo an intensive drama workshop. This
was the start of our problems, since many actresses were verbally
abused as soon as peeping toms noticed they were unveiled during
the workshops.

We were set to start filming and began hiring crewmembers,
when Mathias, our Austrian actor playing the photographer Friedrich
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was stabbed. We later found out that this had nothing to do with
the film; a madman was running around stabbing «foreigners» as
a protest against Saddam Hussein's capture. Mathias was flown to
Vienna and we found a replacement actor from Rome; Friedrich
became Federico, as there was no way we could postpone. The
camera equipment had arrived from Beirut and filming was sched-
uled to start at the beginning of February. A week before we started,
my father passed away.

So we had to fight on. We began filming and on day one reli-
gious fanatics surrounded me, crewmembers were pushed aside
and | found myself engulfed in loud voices. «We don’t want you
here». «Take your porn elsewhere, we are Muslims». This went on
every day. The papers conjured up a story that we filmed a sex
scene inside a mosque during the prayer call. We were horrified to
learn that a sermon by an imam describing this fallacy was being
recorded and tapes distributed all over the country. Filming was
temporarily stopped and 20 parliament members came to see our
footage. They interfered, continuously bullying me to change dialogue
and scenes and were also angered because half our crew was
female, including our Director of Photography, the First Assistant
Director and many others, including local Yemeni actresses. Sleep
became impossible and there was a lot of pressure; we lived in an
armed compound, constantly surrounded by armed security. One
thing that did come out of all this was the incredible bonding between
us. We had a crew of almost 100 people from all over the world:
Yemen, the UK, Lebanon, France, South America, Egypt, Morocco,
Canada, Armenia, even Australia. We were a great team and we
became indestructible.

After one year of getting the project off the ground, we finally
finished the shoot. There were tears of joy. We had achieved the
impossible. | just couldn’t wait to be on that airplane back to London.
From there, | went straight to Vienna to check up on my sick sister
Bedryeh, who died from cancer shortly after. This film is dedicated
to her.

Bader Ben Hirsi

(*) Editor’s note: qat is a plant native to tropical East Africa and the Arabian

Peninsula. It contains an amphetamine-like stimulant which causes excite-
ment, loss of appetite and euphoria.
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Akapac | Akamas

35mm | EMXPQMO | COLOR | 120

ZKHNOGEZIA | DIRECTION
JENAPIO | SCREENPLAY
ONTOrPA®IA | CINEMATOGRAPHY
MONTAZ | EDITING

HXOZ | SOUND

MOYZIKH | MUSIC

IKHNIKA | SETS

KOZTOYMIA | COSTUMES

MAKITIAZ | MAKE-UP
ZYMNAPATQrol | CO-PRODUCERS
NAPAFQrH | PRODUCTION
IYMNAPAIQrH | CO-PRODUCTION

HOONOIO! | CAST

Navikkog XpuodvBou | Panicos Chrysanthou

Mavikkog XpuadvBou | Panicos Chrysanthou

Andras Gerd

Owpdg KaAAig | Thomas Kallis

MNwpyog Moraydg | Yorgos Potagas

MixaAng XpioTodouAidng | Michalis Christodoulides

Xpiorog Aavitng | Christos Lanitis

MixdAng Kogrepdg | Michalis Kofteros, Bappdpa Nanayiwrn | Varvara Papayoti,
MnAitoa Avrpéou | Militsa Andreou

Eta Csabavolgyi

Andras Gerd, Dervis Zaim

Artimages Ltd

Marathon Filmcilik, Creator 4, EPT A.E. | Hellenic Broadcasting Corporation ERT S.A.

Xpiorog I'kpéxo | Christopher Grego (Opépng | Omeris), Ayvii Toaykapidou |
Agni Tsangaridou (Podou | Rhodou), MixaAng TepAikkag | Michalis Terlikkas
(monmg-yapdg | poet-fisherman), Bodwprig MixanAidng | Thodoris Michailides
(Naipng | Naim), AAkng Kpnmixdg | Alkis Kritikos (NikoAng | Nikolis),

KouAAng NikoAdou | Koullis Nicolaou (Kayidg | Kayas)



Kurnpog - Toupkia - Ouyyapia - ENNGda | Cyprus - Turkey - Hungary - Greece |

0 Toupkokunpiog Opepng peyaAwvel pe Toug EAAnvokumpioug
o€ pia enoxr npepiog ka1 aBwornrag. ‘0Tav OpwG EpwTELETAI
pa EAAnvokunpia, kataAafaivel 6T 0 KOOPOG yUupw TOU Eival
moAu mo moAunAokog and 6,11 gaiveral. Ano@aocilel nwg BEAEI
v MOAEPROE! YIa va PEIVEI PE THV ayannpevn Tou, T oTiypR
mou 1) KoIvwvia yupw Tou akoAouBei akpiBwg Tnv avriBeTn
nopeia: MPoXwpa npog Tov XwPIopo Kai T diaipeon. Av dev
B€Ae1 va nrTnBei, npenel va maA€Per evavria oTov napalo-
YI0p0 Tou £BvIKIOpOU Nou £10BAAAEI 0TV MpoowmIKE Tou {wH
K01 mpoonaBei va TV TOOKIOEL.

Ermkextikn ®poypagia | Selected Filmography

1987 Aemtopépela omv Kurpo | A Detail in Cyprus
(vtok. | doc.)
1993 To teixoq pag | Our Wall (vtok. | doc.)
1998  O1NadkiEg mg Appodimg | The Footprints
of Aphrodite (vtok. | doc.)
2003 MapdAAnAa ta&(da | Parallel Trips (vrok. | doc.)
2006 Axdpag | Akamas
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2006

Omeris, a Turkish Cypriot boy, grows up with Greek-Cypriots
in an age of calm and innocence. When he falls in love with
a Greek-Cypriot girl, he realizes that their world is much more
complicated than it appears to be. He decides to fight so that
he can stay with his beloved, at a moment when the people
around him are moving in exactly the opposite direction:
towards separation and partition. If he doesn’t want to be
defeated, he must fight the absurdity of the nationalism that
is invading his personal life and trying to crush it.

Mavikkog XpuadvBou

0 MNavikkog XpuadvBou yevvriBnke ato xwptd KuBpéa mg Kunpou
10 1951. Znoudaoe o Othooo@ikr ZXoAn ABnvwv. AoUAeye
omv Kunpo wg kpiuikdg Kivnuatoypdgou oe enuepides kat wg
OleuBuvtig ¢ Kivnuatoypagikng Aéoxng Aeukwaoiag, mg
Kunplakng TavioBrikng kat Tou kivnuatoypdpou TEXNG «ZTouvTio»
ot Aeukwoia. To 1987 yoploe mv npwm Tou Tavia

Panicos Chrysanthou

Panicos Chrysanthou was born in Kythrea, Cyprus in 1951. He
studied Literature and Philosophy at the University of Athens. He
worked in Cyprus as a film critic, curator of the Nicosia Film Club
and the Cyprus Film Archive and as a director of the art house
cinema Studio in Nicosia. In 1987 he made his first film
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"Evag Xxwpiopévog Koopog

[evviBnka kat peyaAwoa péoa o€ pia Mokt ouykpouor). Mipw
ota péoa me dekaetiag tou 50, o1 AvBPWTOL TOU TGOU Hou Bprikav
T0UG £AUTOUG TOUG XWPLOKEVOUS o€ EAAnvokunpioug kat Toupko-
KUTIpioug. =ekivnoe pa avinapdbeo ) oroia, Pe TET0EPIS OUYKPOU-
OELG Kal TPELS PuxpoUsg MOAEHOUG, OUVEY((ETal WG Kal OTjHEPQ.
‘Elnoa aut) Ty avunapdbeon wg €vav napahoylopd. Bupduat
6rav fpouv HIKPGQ Kat dkouoa yla mpwm gopd m AEEN dixoTo-
pman. Mou &nynaav 6Tt ot Toupkot riBeAav va xwpioouv mv Kirpo
ota 800 Kat va ndpouv To €va koppdtt. Téte, EAAnvokumnplol kat
Toupkokumptot {ouoape avakatwpévol o€ 6Ao To vnoi. Enpene va
XWPLOTOUYE Kt EHEIS OL (Blot yia va Yiver n dioTépnar, 10 Xwpto
Jou pd\oTa avike 010 Koppdtt mou diekdikouoav ot Toupkol.
[é\aoa Toe. ‘EBploka autr) mv W3€a adikm, mapdahoyn kat andv-
Bpwrm). Ekeivn mv enoyn, avika omv MAeupd Twv duvatwv oTo
N oi- ejiig ot ENAnvokUTiplot arotehouoape ) HeYAAn mAeloyneia.
Agv Uropouoa va paviaote nwg autr n TpeAr 1d€a Ba propouoe
TOTE va mpaypatornonBei. Aiya xpdvia apyotepa, 1ipouv €vag ané
Toug MOAAOUG Tou €Tpexav va owaouv ) {wn toug. H mdotyya
€ixe Yeipet ané mv GAAn meupd. BpéBnka oo otpaténedo Twv
aduvdtwy, KaBwg o TOUPKIKAS aTpatdg anofiRaotnke amy Karmpo.
Autd mou vopilape andvepwro, mapdAoyo Kt aniavo rrav i npay-
patikdmra mg {wng pag.

H tawia ptAd y'' autév Tov napahoylopd péoa arno pa lotopia.
Ot npwraywviotég g eivat duo AvBpwriol Tou epwtelovTat 0 vag
1oV GAA0, Onwg epwtevovTal 6Aot oL AvBpwoL, 0€ 6A0 TOV KOOHO.
Autoi, 6pwg, £xouv MV atuyia va epwTeuTouv € AdB0g XWpo Kat
o€ AaBog xpovo ki and edw rmydadeLn mMepIMETELA TG OXEANG TOUG.
To povo mou B€Nowy, eivat va eival pall kat va Blovouv m oxéon
TOUG WG KATL GUOIKO Kat VG, O kGO0 YUpW TOUS TOUG TO anayo-
pevel, eneldn dev Toug BAEnel aav avBpwnoug, ahAd Tov €va oav
pouoouApavo kat Tov GAAo oav xplotiave, aav ToUpko kat aav
‘ENnva. O moAttik6g mapaloylopdg eloBarier amy npoowrikr {wn
TwV avBpwnwv kat mpoomabel va m ouvipiPel — Ki €101 HelyveL Kat
T0 TIPAYHATIKO TOU TPGOWNO.

01 ipw€g pag moAepouy yia Tov £auT6 TOUg — XwPIS va To
B€Aouv, wOTA00, PETANOPPWVOVTAL O GUMBOAO EVAVTIA OTOV pava-
TIOHG Kat m poakhodogia. ApvolvTal va aviikouv o pia 1 omyv.
@M\ mieupd. '’ autouq matpida dev eivat kAt agnpnuévo, ivat
0 1010g T0UG palf e ToUg avBPWMOUG TOU KATOLKOUV EKE(, AOXETa
and mv niom kat mv eBvikn Toug kataywyr. Ot GvBpwrot yipw
T0UG, OHWG, EXOUV dnuloupYHOEL HEaA TOUG Jia natpida mou
arnokAeiel 600ug dev aviikouv oy €BVIKT Toug oudda.

To (euydpt pag, mou GuOIKA EMAEYEL va ETUREIVEL 0TV KOWVT
natpida, Bpioket ory-otyd Tov £QUTG TOU 0" Eva HAKPOTTEVO KOPATI
NG, 0€ pia vekpr {wvn avaueoa ota duo avrinapatiBépeva otpa-
1oneda. Kat 6vtwg, povo auté to koppdtt yng andpewve ané myv
Kown matpida tou napehBoviog — edw e€opilovral 600t Empé-
VOV va ayarnoov.

H otopia dlaypdget £vav kUkAo, Tou eivat kat pia diadikaoia
yvwong. 0 AkGuag(*) eivat éva adpBolo. Eivar pa xepodvnoog
povadikr oe uoIKr opop@ld. Autr evavel Ta duo naidid, 6tav
akdpa n Kumpog Zet mv enoyr} me abwdmrag me. Otav, 6w,
ekeiva umoxpewvovrtat va {foouv exkel xwpiq GAAn avBparmivr
ouvtpogLd, yiveral yi' autd €vag xwpog egopiag. To 6velps Toug
Kat n eutuyia Toug Ba fitav va {fioouv paif pe Toug avBpwmnoug.
‘Otav Tehika To katagépvouv, avakahumrouv 6Tt e&opia undpyet
KatL avapeoa otoug avBpwroug — kat eivat mo mukpr. Ot Rpwes
Hag vikiouvtat oto TEA0G yiati eivat GvBpwrot mou, eve ayarnouv
™ {wi} kat Toug GAAOUG, UTOXPEWVOVTaL va {foouv POvoL TouG.
Tautéxpova, eival kat VIKNTES, ylati eva 6Aot, ouveldnTd rj unoou-
veidnta, naiouv 10 TPEAG Matvidt Tou £BVIKIOPOU, auToi avTi-
OTEKOVTAL KAl KaTagEPvouv va peivouv padl.

Navikkog XpuadvBou

(*) Axdpag: 1. Xepadvnaog ota Bopeiodutikd mg Kumpou. 2. 0 yiog Tou
Onoga and mv ABrva. H napddoarn tov B€Aet va enoikiler m xepad-
Voo peta tov Tpwiké noAepo. 3. Weudwvupo nou édwaav otov Ougpn,
npogavaws ylati {ovoe péoa otov Akdya. 4. Etupoloyika anpaiver «axou-
paotog avBpwrog».
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A World Divided

| was born and grew up amidst a political conflict. Around the middle
of the 1950s, people in my country found themselves divided into
Greek-Cypriots and Turkish-Cypriots. A confrontation began which
included four conflicts and three cold wars and which continues
to this day. | experienced this confrontation as something absurd.
| remember when | was young and heard the word «partition» for
the first time. They explained to me that the Turks wanted to divide
Cyprus in two and seize one part for themselves. At that time, Greek-
Cypriots and Turkish-Cypriots lived side-by-side all over the island.
What's more, in order for the partition to take place we, the people,
had to be separated as well. As a matter of fact, my village was in
the area claimed by the Turks. | laughed then. | found the idea unfair,
absurd and inhuman. At that time | belonged to the side of the
strong; we Greek-Cypriots, constituted the overwhelming majority.
| could not imagine that this insane idea could ever become a reality.
A few years later | was one of the many who were running for their
lives. The scales had tipped the other way. Now | found myself on
the side of the weak as the Turkish army landed on Cyprus. What
we had regarded as inhuman, absurd and impossible became the
reality of our life.

The film speaks of this absurdity through a story. The protag-
onists are two people who fall in love with each other the way people
fallin love everywhere. Only they are unlucky enough to fall in love
inthe wrong place and at the wrong time and herein lies the adven-
ture of their love affair. All they want is to be together and to expe-
rience their relationship as something natural and legitimate. But
the world around them forbids it because it does not perceive them
as people, but as a Muslim and a Christian, a Turk and a Greek.
The absurdity of politics invades people’s personal lives and attempts
to crush them, thus revealing its true face.

Our heroes fight for themselves — yet they are unwittingly trans-
formed into a symbol against fanaticism and bigotry. They refuse
to take sides. For them, the concept of country is not something
abstract; it is their birthplace along with the people who live there,
regardless of their faith and national origin. The people around them,
however, have created for themselves a homeland that excludes
anyone who does not belong to their ethnic group.
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Our couple, which by its very nature chooses to insist on a
shared homeland, will gradually find itself in a long and narrow
stretch of land, a no man’s land between the two hostile camps.
Indeed, this piece of land is the only thing that's left of the country
that was once their common home — and it is here that those who
insist on loving are exiled.

The story forms a circle, which also represents a learning
process. Akamas (*) is a symbol. It is a peninsula unigue in its
natural beauty. It is what unites the two lovers when Cyprus is still
living in a time of innocence. But when they are forced to live there
without any other human companionship, it becomes a place of
exile for them. Their dream and their happiness would be to live
alongside others. When they finally succeed, they discover that
you can be in exile even when you're living among people and that
makes it even more bitter. In the end, our heroes are defeated
because they are people who, although they love life and others,
are forced to live on their own. At the same time they are winners
because, although everyone —consciously or unconsciously — plays
the insane game of nationalism, they are able to resist and stay
together.

Panicos Chrysanthou

Translation:
Lilly M. Papagianni

(*) Akamas: 1. Peninsula in the northwest part of Cyprus. 2. The son of
Theseus from Athens. Tradition recounts that he was the one who first
settled in the peninsula after the Trojan War. 3. Nickname given to
Omeris, the protagonist of the film, apparently because he lived in
Akamas. 4. Etymologically it means a tireless man.
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AmericanEast

35mm | EMXPQMO 1 COLOR | 110

ZKHNOBEZIA | DIRECTION
ZENAPIO | SCREENPLAY

OOTOrPAGIA | CINEMATOGRAPHY

MONTAZ | EDITING

HXO0Z | SOUND

MOYZIKH | MUSIC

IXEAIAZMOZ MAPArQrHZ | PRODUCTION DESIGN
KOZTOYMIA | COSTUMES

NAPAFQrol | PRODUCERS

MAPArQrH | PRODUCTION

HOOMOIO! | CAST

Hesham Issawi

Hesham Issawi, Sayed Badreya, Brian Cox
Baotopévo o€ pia Wéa twv | based on the story by Hesham Issawi, Sayed Badreya

Michael G. Wojciechowski

Chris Wright

Harry Snodgrass, Mark Linden

Tony Humecke

Frank Bollinger

Swinda Reichelt

Anant Singh, Brian Cox, Ahmad Zahra
Distant Horizon

Sayed Badreya (Mustafa Marzoke), Sarah Shahi (Salwah Marzoke), Kais Nashif
(Omar), Tony Shalhoub (Sam), Al Faris (Sabir), Tim Guinee (Dr. Westerman),
Amanda Detmer (Kate)



0 MouoTaga givai aiyunTiog peTavaoTng, 1I510kTiTNS Tou Kage
Xapnipm, oTEKI KATOIKWV apafikig Kataywyng Tou Aog
AvtieAes. Mapa Tig meoeig TG {wri§ oTnv noAn, o MovoTapa
npoonaBei va peyoAwoel Ta naidia Tou pe NBIKES agieg — Exel
napaAAnAa avaAaper Tov poAo Tou MPOOTATN Yia TRV avunavapn
adeA@n Tou ZaAouva, oty omoia mpEnel va Bpel yapnpo. 0
ocfaopog Tou yia TV napadoon Epxeral o€ avriBean pe TRy
emBupia Tou va {HOEI TO «OPEPIKAVIKO OVEIPO»: BEAEI va
avoiel £va somiatopio pe ouveraipo €vav EBpaio. O emiong
aiyunmiog @iog Tou MouoTa@ga, o Opap, eival nBomoiog Kai
BronopileTar doueuvovrag we TagiTlig. EEmTiag Twv apafikwv

TOU XOPOKTNPIOTIKWV, MAiel mavroTe Tov Tpopokpdrn. Otav
emTEAOUS MapouoIaeTal n EvKaipia evog poAoU Xwpig GuAe-
TIKO XOpaKTNPIONO, 0 MPOKATAARYEIS OXETIKA PE TNV KaTO-
ywyr Tou Tov e&wBouv o€ pia napdAoyn and@aaor, 0dnywvTag
o€ €va Bioio TEAOG KaI oupnapacupovTag o’ auto oAa Ta
npoowWNa yupw TOU.

Erektikn ®@\poypagia | Selected Filmography

2002 The Interrogation (py | short)
2003 T for Terrorist (up | short)
2007 AmericanEast
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wa | usa | 2007

Mustafa is an Egyptian immigrant, owner of Habibi's Cafe, a
hangout for Los Angelenos with Middle Eastern backgrounds.
He provides his children with a moral upbringing despite urban
life pressures and finds himself cast in the role of protector
to his unwed sister Salwah, for whom he must find a suitor.
His respect for tradition contradicts his aspirations to expe-
rience the American Dream: he wants to open a restaurant
with a Jewish partner. Mustafa’s friend Omar is a struggling
actor, an Egyptian who supports himself by working as a cab
driver. Because of his Middle Eastern looks, he is typecast in
terrorist roles. Finally, an opportunity for a non-racially desig-
nated role arrives, but prejudices relating to his background
conspire against him, pushing Omar to make an irrational
decision that sets off a violent finale that affects all the char-
acters.

Xéoap lodour

levvriBnke amy Aiyurtto 6rou HeyYAAWOoE He pa akpeatn diya
yia apepikavikeg tawvieg. Metakopoe onig HIMA 1o 1990 yia va
omnouddoet avBpwroAoyia, oUvTopa OpwS OTPAPNKE 0TI OKMVO-
Beoia. To 1996, anogoimoe ané mv Kivnuatoypagikr ZXoAr Tou
Maveruompiou Kohoupra oto Zikdyo kat Eekivioe mv kapiEpa
Tou doulevovrag omv Torukr mAedpaon. H tawvia tou The Inter-
rogation xépdloe 10 BpaBeio KaAutepng Anpoupyikrig Tawviag
MixpoU Mrikoug oto deoTiBaA Kivnpatoypagou mg NEag Yopkng,
ev 10 T for Terrorist képdiloe 1o BpaBeio Kahutepng Mikpou
Mrikoug Tawviag ota peoTiBdA mg Boatévng kat Tou Zav dpav-
oioko.

Hesham Issawi

He was born in Egypt, where he grew up with an insatiable appetite
for American movies. He moved to the US in 1990 to study Anthro-
pology, but after taking classes in photography he changed his
major in order to study Filmmaking. In 1996, he graduated from
the Columbia College Chicago Film School and began his career
working at a local TV station. His film The Interrogation won the
Best Creative Short Film Award at the New York FF, while T for
Terrorist won the Best Short Film Award at both the Boston and
San Francisco film festivals
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H Méan AvaroAr Twv HIMA

H tawia AmericanEast rmyaer ané ouvaiobrjpara Bupou, ta oroia
npoondénoa va avadelw péoa and avBpwruves oTopleg — Kuplwg
yiati dev pou apgoel va efpat anAa undeviotnq. ZKEPTOHoUV Mg
Ja poowrkr wtopia yia ApaBeg otig HIMA dev Ba Aettoupyouoe
1oté, alan 111 Zenrepppiou mv €kave va Aettoupyrjoet. H 111
Temepppiou yEvwnae €va evolapEpov yia TI LoTopieg Twv ApdBwv
KL TV HOUOOUARAVWY ApepiKav@v eneidr) o k6opog eivat AEov
niepiepyog va pabet motot ivat autof «o1 AvBPWoL o Hag Haouv».
Epwmipara yia m Méan AvatoAr kat 1o loAGp avakUTTouv Ouvexws,
£(pO00V AMOTEAOUV A avandomnaoTo KOPHATL TWV aUEPIKAVIKWY
£10N0E0YPAPIK@Y HEATIWV KL TNG AUEPIKAVIKTG MOATIKNG. Ot Apept-
Kavoi £x0uv MOANG Tou BEAOUV Va pWTHOOUY, OL AMAVINOELS GHWG
eivat Aiyeg. (g kamotog mou apnyeitat loTopieg, £Xw Kt £YW EUBUVN
Va anokpLew.

‘OAa Eekivnoav mpwv and Alya xpdvia, 6tav o Sayed Badreya ku
£yw ouvavmnBnkape pe tov Peter Farrelly yia va koupeviidooupe
B1apopeg 10€€g Kat va pkfooupe yia €va GAAo aevaplo mou
Soulelape ekeivy my enoxr. 2m dldpkela aumg Mg oudmong,
0 Peter koita&e Tov Sayed kat Tou €ine: «Oa 'MPETE va KAVELS pla
Tawia yia Tov auto ooux. Tou andvmoa: «Katmolog Ba mv EBAETE;
01 avBpwrol Tou X6Atyouvt dev pag ouprnadouv». Nopilw nwg 1o
OYOMO o auTé Tov MATYwaE. «Aev eivat 6Tt 0ag HLoolV — arid,
dev 0ag EEpouv, eme. MUpLoa oo omit kaw Bprika pepika oevapla
TI0U £ixa YpAYel 0TO MAVETIOTIHLO, HOVOS 1} Je AAAOUG padj, Kt £Tat
Eekivnoe to 1a&(01 Tou AmericanEast.

Navra avalntd «napekkAioelg» 6tav eTopalw pa tawia. 210
AmericanEast T Bprika aTov xapakmpa kat ota Adyia Tou Moupavr.
0 Moupdvr €xel yevwnBei oy Apepikr), aAAd eivar e&ioou opyl-
OpEVOQ e Tov péoo AvBpwro atoug dpopoug Tou Kaipou, mg
Baydamg, mg Bnputou. Meydhwoa BAEMOVIAq Kat alyurmiakeg
Kat QUEPIKAVIKEG TAWV(EG. ZTIG AHEPIKAVIKES TaViEG ot AvBpwrio
BpiCouv ouvexws — OTIG alyurnTlakeég Kavévag dev Bpilel. Mote
Oev 10 katdhapa autd. Zmv Aiyurtto ot GvBpwrot BwpoAoxouv
OAn MV Wpa' 0 matépag pou eivat npwtabAntig oTo BpLoidL Kt ag
eival eruompovag. ‘Etot Aomdv, éviwba ndvra 6t undpyet kAt
YEUTIKO OTIG QLYUTTTIAKES TAIVEG, OTL HEV QMOTUMWVOUV TNV Tipay-
patikdmra. M’ autév tov Adyo, 6tav ypagape 10 0evaplo Tou
AmericanEast, einayle 0Tt ag evOlaPEPEL 0 pEANIOHOG Kal, HAALOTa,
£vag peaklopdg o akpaiog yla Tov xapakmipa Tou Moupdvr,
agoU aut6g evoapkwvel pia aiijbela yia toug ApaBeg mou dev
v EXoupe OeL oTn PeydAn 086vn: m alyypovn npaypatkemra
Twv ApaBwv, HOUOOUALAVWY Kal XPLOTIGVY, TOV OIKALOAOYNHEVO
Toug Bupo Kat Ta podopéva Toug Gvelpa.

0 xapakmpag tou Opdp avtinpoowneuel m diKn Pou Yevid:
M YEVIA TIoU ayArmoe v AHEPIKT, TIOU TOTEYE OTOV QUEPIKA-
VIKO 15EaAIONO, AANG TI0U TEAKA EVIWOE MWG I AHEPIKT TG YUPLOE
mv Aam. 0 Opdp xpeldletal pua eukapia yia va dei€et to Takévio
10U, GAAG TOU TNV apvouvral. Eyw peydAwoa omy Aiyurto m
dekaetia Tou 80, 6tav Ta ndvra frav apepikavikd: 1 HoUalkr, 10
OWVEPA — aKOpN Kat 0 TpArnog rmou Pholoape akouydtav oav Toug
XOPOKTNPES And apepikavikég Tawvieg. Aekanévie xpovia apyo-
TEPQ, 1) avTioTolyn yevid anoteAe(tal Twpa and akuploTES Kat avil-
apepikavous. Zrjpepa, 1o va pAdg AyyAika onpaivet 0Tt pihdg
YA@ooa twy drotwy. Tt ouvépn; 0 Bdvatog Tou Opdp aupBoAilEl
10 xapéva Ovelpa pag yevids. lowg yua myv endpevn yevid ta
Tipdypara va eivat kaAuTepa.

‘Onwg o Oudp eivain kapdid mg tawviag kat 0 Moupavt o Bupdg
mg, £101 0 Mouotaga, o 1dlokTmg Tou Kage Xapumium, avurnpo-
ownevel pa péon otdon): eivat o Avdpag mou oupBiBaletal yia va
enpuooel. Eiva o peravaome nou BEAeN va {ioel fiouxa, aAAG
TIOAUTIKT] KQI 0L KOWVWVIKEG TIPOKATAANYEILS DEV TOU TO EMITPENOUV.
Eivai évag avBpwriog nou dev pnopei va Eexaoet 1o napeAdov tou

Kat rou popdrat yia to péAAov Tou. Mpénel va eninéEer avapeoa
omv natpida Tou kat m véa xmpa omv onofa (et. Autég o dixa-
O6G rayIdeUel pe Tov (1o Tporo kat my abeAgr Tou, my Zahoua.
H Zd\oua pag ouoTIVETAL TN OTLYr Mou MPENEL va opBhoEL 10
avaompa mg katva aynerioet mv napadoon. ZekIvael 10 Mpoow-
KO G Takidt kat apyilet pua oxéan pe Evav Apepikave. H oxéon
gival katadikaopévn, aAAG n Zdhoua xpeldleTar autr my napa-
KQUITTPLO TIPOKEWEVOU VA OUVELDNTOMOIOEL TOV TIPOOPIONG TS
Kat va UropEoeL va el «Ox1» otov adeApé me. Tov xapaktipa
G ZaAoua Tov KIVIUATOYPaproape pe TPOMo B1agopeTIKG and
Toug uméAotrtoug. Tn BAEMOUE péaa and KaBPEPTeS. AKoUpE TN
QWVT] TG eKTOQ MAGvou. AuTé oupBaivel yiatin ZaAoua dev Exel
YEwypagia, dev €xet natpida. Eivat ouvaloBnpatika eKTOMOpEVT).

2 dldpkela me napaywyne, EpWIMHATA OXETIKG pE T OUVAV-
mon Avong kat AvatoArg, mv aviinapdbeon tou loAdy pe tov
BUTIKG TIOATLOKG, TV Katavenom me noAwikrg yia m Méon AvatoAr,
£ywvav pépog me kadnuepwng pag {wng. Tnv enoxr nou kavaye
yupioparta, o loparih BouBdpdile Tov vétio Aiavo yia €va prva.
0t oulnmoelg pag ot didpkela Tou pwivou BoriBnoav va yvwpt-
oToUpe Aol kahUTepa Kal OPLOPEVES POPES, TIPEMEL va TO Mapa-
dexT@, dnuioUpynoav kdmnola anéotaon avaueoa oTo OUVEPYED
Kat Toug nBorotolg. ‘OAa autd, 6pws, £dwoav peydin agia omy
napaywyn. Zuxva fitav 0oKoAo va ETKEVTIPWOEL Kavei§ ammv
10T0pia ™G Tawiag Kat va kpatmoeL anooTdoelg and my npaypa-
TIKOTNTA, Va BPEL TOV OWOTG TOVO Kat va GIATPAPEL TO |r) OUOIWOES.
TeAkd, n tawvia pAGeL yia ™y katavonon kat mv apavonan, kat
yia m duokoAia Tou va Eenepaaet Kavelg TIG MOATIOPIKES TIPOKa-
TaAqYeLg yia m Méon AvatoAr. O€Anoa va oulaBw Ti OKEPEIS
Kat Ta alo8nyara nou unayopetouv v avtinapddean mg Avong
nipog ™ Méan AvatoAr kat avtioTpoga, Xwpig va ndpw Bgar.
Yndpxet kdu napdhoyo o€ aut) ™ aUyxpovn Tdon va avaiuBei o
avBpwrog Mg Méong AvatoAng. To BAENW OTIS QnuepideS, GAa
KaL aToug UYXPOVOUS 0PLEVTAMOTEG: OANOI TG auUTOUG dEv ExouV
TIOTE MEPTATHOEL 0TOUG dPOHOUG G, dEV EXOUV MAPEL TO AEwPO-
peio, dev €xouv Tuel vepo and tov Neiko, dev Exouv kownBei oe
onita ané Addorm. Ki 6pwg, aigBdvovrat ikavoi va kpivouv Tig {weg
Twv avBpwrnwv. Avapwtiépal Tt Ba eixe oupBei av dev eixa Tagl-
déel MOTE omv Apepikr}, av dev elxa avakaAUYeL ToV Kivnpato-
ypdpo: To aAnBwo pou omitt, mv aAnBwi natpida pou. Oa pouv
Gpaye Kl ey® évag and autoug mou TPEXOUV aToug dpopous Tou
Kaipou pwvaloviag «Bdvarog omyv Apepki» Kal kaiyovrag m
onuaia mg; Aev E€pw. AidBaoa kanote éva noinua Tou Poupi nou
Aéet: «M€pa and mv évvola Tou 0woTou Kat Tou AdBoug, undpxet
£€vag Kmog / Ayarmuéve pou gike, Ba pe ouvavimnoelg exei;».

0 kijnog ato AmericanEast eivai n) TeAeutaia oxknr, €vag Tornog
OVELPIKAQ Grou wpaia mpdypata unopouv va oupBouv Kat r ouvu-
nap&n pnopei va emreuyBel. Aev grdvel Gpwg va euxopaote yi
autd Ta npaypara, PENEL va SOUAEYOUHE Yia va T TETUXOULE.
Eipat B€Ratog 61 o1 mapaywyoi, 10 ouvepyeio kat o nBonotoi dnpit-
oUpynoav aum) mv tawia wg éva €pyo aydrmg. AwBavopaotav
mv avdykn va kdvoupe pa dnuéowa dAwon Kat mv exppacape
péoa and 1o AmericanEast. Me autdv Tov Tpono, eAnifoupe nwg
Eekwvnoape va xtiCoupe pia yEpupa, xpnoonolwvtag m yAwooa
TOU KIVIHATOYPAPOU YIa VA PEPOULE TIO KOVTA TOUS MOATIOHOUS
KQl Yia va oupBaoupie omy ayolpaia katavonan me kowig avepa-
Twng guong pag.

Xeoay lodour

Metagpaon:
Aidu M. Ranayavvn
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The Middle East of the USA

AmericanEast comes from feelings of anger, which | have tried to
focus and tie with human stories — primarily because | don’t want
to be simply nihilistic. Never, | thought, would a personal story about
Middle Eastern people in the U.S. work, but 9/11 made it work.
9/11 made the stories of Arabs or Muslim Americans interesting,
because people are curious to know who these «people who hate
us» are. Questions about the Middle East and Islam are raised, as
they are now part of the American news and American policymaking.
Americans have lots of questions, but few answers. It's my respon-
sibility as a storyteller to respond.

It all began a few years ago, when Sayed Badreya and | had a
meeting with Peter Farrelly to discuss ideas and another script that
we were then developing. During that discussion, Peter looked at
Sayed and said to him, «You should make a movie about yourself».
I replied, «Who would watch it? People in Hollywood don't like us».
| think he was hurt by that remark. He said, «It’s not that they hate
you; they don't know you». | went home and pulled out a couple of
scripts | had written in film school or co-written with others and the
journey of AmericanEast started.

| always look for «anomalies» when | am writing a movie. In
AmericanEast| found them in the character and dialogue for Murad.
He was born in America, but he is as angry as any man in the streets
of Cairo, Baghdad, Beirut. | grew up watching both Egyptian and
American movies. In American films people constantly swear; in
Egyptian movies the characters never swear. | never understood
this. In Egypt, people swear all the time; my dad is the champion
of swearing and he’s a scientist. So | always felt there was some-
thing fake about Egyptian movies; they don’t present reality. Conse-
quently, during the writing of AmericanEast we talked about being
realistic, but also going overboard with Murad's character, because
he represents a certain truth among Arabs that has not been exposed
on screen: the modern reality of Arab Muslims and Christians, their
justified anger and betrayed dreams.

Omar's character represents my generation: the generation that
loved America, believed in American idealism, but in the end felt
that America turned its back on it. Omar needs a chance to show
his talent, but he is denied it. | grew up in the 80s in Egypt, when
everything was American, music, movies — even the way we talked
sounded like characters from American films. Fast-forward 15 years
and the current generation is militant and anti-American. Nowadays,
to speak English is to speak the language of the infidel. What
happened? The killing of Omar represents the death of the dream
of a generation. Maybe for the next generation things will be better.

As Omar is the heart of the film and Murad its anger, Mustafa,
the owner of Habibi's Café, represents the midpoint: the man who
compromises in order to survive. He is the immigrant who wants
to live quietly, but politics and social prejudices won't allow it. He
is a man who can't forget his past and is insecure about his future.
He has to choose between his motherland and the new country he
lives in. This dichotomy likewise causes the entrapment of his sister,
Salwah. We meet Salwah when she has to stand up for herself and
defy tradition. She embarks on her own journey and starts a rela-
tionship with an American man. The relationship is doomed, but
Salwah needs this detour in order to realize her destination and say
«no» to her brother. The way we shot Salwah is different from the
rest of the characters. We see her through mirrors. We hear her
voice off-screen. This is because Salwah has no geography, no
land. She is emotionally dislocated.

During production, questions of East meeting West, Islam versus
western civilization, understanding Middle Eastern politics, became
a part of everyday life. While we were filming, Israel was bombing
southem Lebanon for a month. Discussions during breakfast helped
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generate intimacy and, | admit, sometimes caused distance between
cast and crew. But all this gave the production great value. Often it
was difficult to focus on the fictional story and achieve distance
from reality, to find the right tone and filter out what was not essen-
tial. Uttimately, the film is about understanding and misunderstanding
and about the difficulty of overcoming fixed ideas about Middle
Eastern culture. | wanted to capture thoughts and feelings that the
West carries against the Middle East and vice versa, without judg-
ment. There's something preposterous about the contemporary
trend of trying to analyze people from the Middle East. | see it in
newspapers and with modern Orientalists: many have never walked
on its streets, taken a bus, drank from the Nile, sleptin mud houses.
Yet they feel they are capable of judging people’s lives. | ask myself
what would have happened if | had never travelled to America, found
cinema: my true home and country. Would | be one of those
guys running in the streets of Cairo shouting «Death to America»
and burning its flag? | don’t know. | once read this poem by Rumi
that says, «Beyond the notion of right and wrong, there is a garden
/ My dear friend will you meet me there?»

The garden in AmericanEast is the last scene, a dream place
where good things may happen and co-existence can occur. But it
is not enough to wish for these things, we must work toward them.
| know for a fact that the producers, the crew and the actors made
this movie as a labour of love. We needed to make a statement and
we found that expression in AmericanEast. In doing so, we hope
that we have begun to build a bridge, utilizing the visual medium of
film to bring cultures together and create better understanding of
our mutual humanity.

Hesham Issawi
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Captain Abu Raed | O mAdTog Apnou Pagvr

ZKHNOBEZIA | DIRECTION

JENAPIO | SCREENPLAY

O0TOrPA®IA | CINEMATOGRAPHY

MONTAZ | EDITING

MOYZIKH | MUSIC

IXEAIAZMOZ MAPATQrHE | PRODUCTION DESIGN
KOXTOYMIA | COSTUMES

MAPATQrol | PRODUCERS

NAPATQH | PRODUCTION

HOONOIOI | CAST

Bpapeia | Awards

Amin Matalqa

Amin Matalqa

Reinhart Peschke

Laith Al-Majali

Austin Wintory

Gerald Sullivan

Jamila Allaeddin

Amin Matalqa, David Pritchard, Laith Al-Majali, Kenneth Kokin,
Nadine Touka

Paper & Pen Films, Gigapix Studios

Nadim Sawalha (Abu Raed), Rana Sultan (Nour),
Hussein Al-Sous (Murad), Udey Al-Qiddissi (Tareq),
Ghandi Saber (Abu Murad), Dina Ra'ad-Yaghnam (Um Murad)

Bpapeio Koo | World Cinema Audience Award, Sundance FF 2008

Bpapeio Kahutepou ZknvoBém | Best Director Award, Seattle IFF 2008

Bpapelo Kpiukrg Emurporrg, BpaBelo Kowou | Best of the Fest Jury Award, Audience Award, Traverse City FF 2008

Bpapein KaAotepng Npawmg Tawviag Meyaiou Mrkoug | Best First Feature, Durban IFF 2008

Bpapeio Kahutepou HBorroton (Nadim Sawalha), Bpaelo Kahdtepng HBomowou (Rana Sultan) | Best Actor (Nadim Sawalha), Best

Actress (Rana Sultan), Newport Beach FF 2008

Bpapeio Kahutepou HBorolou (Nadim Sawalha) | Best Actor (Nadim Sawalha), Dubai IFF 2007



0 Apmou Pagvr, nAikiwpévog Kai povayikeg, epyalerar wg
kaBapioTiig oTo aepodpopio. Mia pépa Bpiokel oTa okounidia
€va Kangho MAGTOU KaI EMOTPEPE! OTITI PopwvTag T0. ZTN
QTWXIKN YEITOVIO TOU, IO OpAda MAIBILV TOV MEPVOUV Yia
mAGTO KaI TOV mapakaAouv va poipaotei padi Toug TIg mePI-
NETEIES MOU £XEI {fjoel mEpa and 1o Apav Kai Tnv lopdavia.
Mgoa ano TI¢ GavTaoTIKES TOU OPNYHOEIS avanTiooovTal
ox£oe1g @IAiag kai 0 Apmou Pagvt avakaAunTel T okAnpn
TIpaYpaTIKOTATA MOU BIVOUV Ta MAIBIG OTa OTITIO TOUG — AMOPa-
0iler Aomov va kaver kar yi’ autd. Evyvepwv yia Ty napga
TOUG, TO PETAQEPEI VOEPG O CUVAPNAOTIKOUG MPOOPICHOUS
0€ OAO TOV KOOPO KOl TOUG EPMVEEI MOTN OTOV EAUTO TOUG.
Z10 peragu, o Apnou Pagvt yvwpileTal pe pia yuvaika mAGTo,
™ Noup, mou npoonaBei va avTipETWNIOE! TIC METEIS TNG
{wrig aTo Apdv.

Emektikn ®d\poypagia | Selected Filmography

2003  Saliba in the Bathroom (up | short)
2004  The Big Day (up | short)

2006  Liffi Liffi (uy | short)

2007 Morning Latte (up | short)

2007 Captain Abu Raed
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2007

lopdavia | Jordan |

Abu Raed is an old and lonely airport janitor; one day he finds
a discarded pilot cap and returns home wearing it on his head.
A group of children in his poor neighborhood mistakenly
assume that he is a pilot and beg him to share stories of the
world outside Amman and Jordan. Through his imaginary
tales, friendships form and he discovers the grim realities of
the children’s home lives; he takes it upon himself to make a
difference. Happy for the company, he transports the children
to colourful places around the world through his fictional
stories and inspires them to believe in themselves. Mean-
while, Abu Raed’s friendship with Nour, a female pilot, begins
to grow as she deals with her own set of pressures originating
from life in Amman.

Apiv MatdAka

MeydAwoe omv lopdavia péxpt mv nAkia Twv SEKATPLOV ETWV Kal
KQTomv PeTavaoTeuoe e v olkoyEveld Tou ato Oxdto twv HMA,
6rou £{noe ta endpeva dekatéoaepa xpovia. Zrnoudace Aloiknon
Eruyxelprioewv oto Maveromipo tou Oxdio Kat, petd and pa enru-
Xnuévn enayyeApatikn otadlodpopia o Blopnyavia mAenkoww-
ViIwv, ano@daioe va Eekvioet pia kawvoupyla {wr perakopilovrag
010 Aog Avileleg Kat yupiovtag Tawvieg pikpou prikoug. MapdA-
AnAq, £ypaye oevapla yia tawieg peyahou prkoug Kat mapako-
Aou6bnoe 1o npdypappa ZknvoBeaiag Tou Apepikavikou Kivnpato-
ypagou Ivotrroutou. Méoa o€ tpia xpdvia Eypaye kal oknvoBEmoe
25 Tawvieg PIKPoU PIKOUG Kal Katomyv OUYKEVIPWOE MEPLOOOTE-
poug and 200 nBoroloug Kat TEXVIKOUS MPOKEEVOU va yupioet
v NpWm Tou peydhou prkoug tawia, 0 mAdrog Aunou Paévr.

Amin Matalga

He grew up in Jordan until he was thirteen, then immigrated to the
US with his family and spent the next fourteen years in Ohio. He
studied Business at Ohio State University and, after a successful
career in the telecommunications industry, he decided to start over
by moving to Los Angeles and making short films, while writing
feature screenplays and attending the Directing MFA program at the
American Film Institute. After writing and directing 25 shorts in three
years, he assembled a cast and crew of more than 200 people to
make his first feature film, Captain Abu Raed.
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NrRogig d€apieg aTn yN

(g lopdavag mou {eL otig HMA ta teheutaia 19 xpovia, Exw napa-
KoAouBrioetL my ahhayr avtinyng e aUEPIKAVIKIIG KOIVIG YVOUNG
yia m Méon AvatoAr, n ornoia népace ané mv elkova evog puoT-
plwdoug, anpoodiépiatou Térou (Bewpoloav 0Tt FTav Jia pakpvr
Xwpa, oe kamola ywvid Tou miaviim), 0mv evidnwon ot elvat
10 KEVTPO GAWV TWV OUYKPOUOEWV Kat GAWV TwV TIPOBANUATOV
T0U OUYXPOVOU KOGHOU. Duaikd, 0 «kGOpH0G» eivat ot HVWHEVES
MoAtteieg di0ti, avapgiBoAa, moAroi GvBpwriot 6@ OUTE Kav
avayvwpilouv 6Tl undpxel kat «unoAonog kGopHog» Mépa and
Tov Bik6 Toug. Kat va, Aowmdv, mou kataAngape orpepa, xapn
otov TZopt{ Mmoug, Tov Oodpa Mriv Advtev kal Ta apepikavika
péoa evnuépwang: n AEEn Apapag €xel yivel Tautéonun pe 1o
«KaKOG» 1, TLO CUYKEKPIUEVA, HIE TO «TPOHOKPATG». AuTr eivat
Tua n elkova pag.

Oplopéveq QopEg, KATOL0G HMOpPE( va MEL — KAt va TO TIOTEUEL
— 0TL 0 Kwnpatoypdgog €xeL m duvapn va aANGEEL Tov KGapo. Aev
elpat olyoupog av auté eival anaparmtwg ahijbela, aAAd eipat
BERatog 6Tt pa Tawvia Propei va aoKnoeL EMPPON Kat 0 KIvpato-
YPapog yevikOTEPQ PMopel va dnpioupyTioeL YEQUPES Katavonong
avapeoa oe HIaPOPETIKES XWPES Kal MOATIOPOUS. AUTAG fTav Kt
£vag and toug otéxouq mg Tawiag 0 Kanetdviog Aurmou Pagvr.
0 apepikavog mapaywyoq pou, o David Pritchard, pou €ine: «kave
JLa apapiki Tawia, mou va pnv €xelva KAvel oUTe pe TV MOALTIKT,
oUTE e M Bpnokeia». AHEOWS, 1) TPOOITTIKT pIag TETolag 1d€ag
Hou @dvnke MOAU yonteuTikr). ‘Exoupe 0Aot pag KoupaoTei va
BA€moupe Toug ApaBeg va ekmpoowrnolvIal oTig EWN0ELg and
eETPENIOTEG TOU Kpadaivouv Ta OmAa Toug Kat puwvalouv «ANG
Akpndp» [2.1.M.«0 Bedg eivat peyahoduvapog»]. Autd dev Exel
Kapia ox€on pe epdg. Mati va pn dei§oupe motot mpaypatika
elpaote, o€ pia topdavikn tawvia mou Ba e&ayoupe o€ GAov Tov
KOOO;

‘Etai, Aoy, &ekivnoa va Ypdew pia OKOUPEVIK LoTopia,
TIOU TIapoualadet mv kabnuepivi {wr autav Twv IBIAtEpLV NPV,
0L Oroiot MPoEpxovTal Kat ano i PTWYES Kat and Ti§ eUNopeg
TEPLOXES TOU Apdv. Zuveldnronoinoa 6t Ba frav eaipetika
dlaokedaoTiké va dei&oupe 6oo aoteiol propoUpe va eipaate,
n600 BUOKOAES prope( va eivat oL kaBnuepvég pag pdyes kat,
navw ar’ 6Aa, méoo polaoupe Aot HeTagu pag, and 6rolo PEPOg
TOU KOOHOU Ki av epxopaate. ‘ONot Exoupe dvelpa kat BEAoupe
va Ta npayyarornoujooupe. Auto eival To BEpa Tou Kanerdviou
Aurou Pagvr. ‘Evag povayikdg nAkiwpévog, o omoiog epyaletat
G kaBaploTg aTo aepodPOpL0, avadelkvUETaL OE fpwa Yia pa
opdda grwyonadwy and m yetrovid Tou, Tou moTedou 0Tt ivat
TIAGTOG TG MOATKIG agporopiag. Z1o peta&y, o kabaplomiq
yivetal 9iog pe pa aAnBwr mAdTo, pia yuvaika mou Aéyetat
Noup kat eival Bupa evag AAAou eidoug Kov@VIKNG Katarnieang,
dnhadn mv unoxpéwon va navrpeutel kamolov péoa ano Toug
KUkAOUG ™G peyaroaoTikig TaENg Tou Apdv. ZUyKEVTPWOANE
pia evBouoiwdn opdda avBpwnwy, TEXVIKOUS kat nBomoloug, Kat
yupioage mv tavia omv lopdavia péoa oe 23 nuéPES, e Tpoino-
Aoylopo 2 exatoppupia doAdpla ~ Ta xpriparta nporf8av ang
10pdavoug (BIOTEG ENeVAUTES, Mou eixav v embupia va douv
jua opdaviki Tawvia va yiveral mpaypatikémra.

To 2003, 0 Baokidg Aunvtda oUomoe m Baatkikr Erirport
Kivnuatoypdgou, pe otéxo va dnpioupyroel pia 1opdavikr kivn-
uatoypagikr| Blopnyavia, nou Ba priopovoe va unooTmpiel 1o
£YXWPL0 TaAEVTO, AANG Kat va e§a0parioe! TG unodopEg napa-
ywyns taviwv omy lopdavia, vidriwy aAAG kat Eévwv. TEooepa
Xpovia petd, n tawia 0 Kanetdviog Aunou Pagvt éywve nipaypa-
KO Ta Kat Bewpw 6Tt auté elvat omyv ouoia To MoAvavapeve-
evo Eekivnpa g topdavikig Kinuatoypagikig plopnyaviag.
Katapépape va anodei&oupe 6Tt uropei va undpéet pa opdavikr
Tawia rou va éxe arnixnamn o€ éva dieBES ko6, Metd my npepiEpa
g oo Ntoupnd, 1) Tawia képdioe To Bpaeio Kowou ato deoniBah
Tou Sundance kat GA\a déka Bpapeia oe didpopa onpeia Tou
K6opou, kaBwg ta&ideye and mv lopdavia péxpt mv lanwvia kat
v AvatoAir Acia, yia va dlaoyioet €netta mv Eup@nm kat T
apepIkavikeg moAtteies. O avidpdoelg Tou ooy urmpEav eviu-
TIWOLAKES KAt TO TePiepyo eivat 6Tt fTav mavopoldTuneg and 1o
€va pépog 0To aAro. 0 k600G TauTilETal JE TOUG XapaKTIPES g
Tawiag kat pe a npoBAfuatd toug o eninedo ouvaloBnuatike,
avBpwrvo. 0oeg PopES ETUXE va eiual apwv o€ MPoBoAES, 0To
TéAog pe mnoialav GvBpwrot mou pou EAeyav 6TLT Tawia eixe
avoi€el y!' autolg éva mapaBupo O€ ia MEePLoxT) TOU MAQvIT yia
v onoia dev yvawpiav oxedov tinota. EAni{w ot Ba undpEouv
KL G\\eg apapikég Tawieg nou Ba ouvexioouv va dinyouvral oToug
avBpwroug TI LoTopieg Hag. Enopévag, propei kat va 'vat akiBeia.
‘lowg va propoupe TEAkA, pEoa and Tov Kvnpatoypdago, 6xt Hévo
va aAAG&oupe Atydkt Tov K6opo, aAAd Kat va dlacwooupe v
aAnBwvn pag eikova yia T HEAAOVTIKES YEVIEG.

Apiv MardAxka

Metdgpaon:
AQu M. Manayidvwn
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Earthbound Flights

As a Jordanian living in the United States for the past 19 years, |
have observed the American public’s perception of the Middle East
go from an obscure, vague place (it was known only as a far-away
region somewhere out there) to the centre of all conflict of all the
world's problems today; the «world» being the United States, as
many here certainly don't even recognize that there is a «rest of the
world» out there. And so here we are today, thanks to George Bush,
Osama Bin Laden and the American media: the word «Arab» has
become synonymous with «bad guy» or, more specifically, «terrorist».
This has become our image.

On occasion, someone will say — and believe — that movies can
change the world. | do not know if that is necessarily true, but | am
certain that they can make a difference and, collectively, movies
can create a bridge of understanding between countries and cultures.
That was one of our goals with the film Captain Abu Raed. My
producer, David Pritchard, an American, said, «make an Arabic film
that has no politics and no religion». Immediately | found the prospect
of such an idea quite appealing. We are all tired of seeing Arabs
represented in the news by extremists waving their guns in the air
and yelling «Allahu Akbar». That is not who we are. Why not show
what we are really like in a Jordanian film that we can export to the
rest of the world?

And so | set out to write a universal film that depicts the everyday
life of these special characters from the poor and the rich sides of
Amman. How fun, | realized, it would be to show how funny we
can be and how difficult our daily struggles can be and, mostimpor-
tantly, that we are all the same, no matter what part of the world
we come from. We all have dreams and we want to make them
happen. That's what Captain Abu Raed is about. A lonely, elderly
airport janitor becomes a hero to a group of poor neighbourhood
kids who believe he is a commercial airline pilot. Meanwhile, the
janitor forms a friendship with a real pilot, a woman called Nour,
who suffers from another type of social pressure, which is to get
married within the circles of upper class Amman. We gathered a
really enthusiastic cast and crew and made the film in Jordan over
the span of 23 days on a budget of $2 million, raised from Jordanian
private investors who cared enough to finally see a Jordanian film
come to life.
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In 2003, King Abdullah started the Royal Film Commission to
nurture a Jordanian film industry that can foster local talent and
support an infrastructure to make movies in Jordan, both local and
foreign. Four years later, Captain Abu Raed came to life, and | believe
this is finally the long-awaited beginning of a Jordanian film industry.
We were able to demonstrate that you can have a Jordanian film
that appeals to world audiences. Since its premiere in Dubai, the
film has gone on to win the Audience Award at the Sundance Film
Festival, along with ten other awards from around the world, as it
toured from Jordan to Japan and East Asia to across Europe and
all over the United States. Audience reactions have been spectac-
ular and, most incredibly, identical from one place to another. People
relate to the characters in the film and their struggles on an emotional
level, a human level. After every screening | have attended, I've had
people tell me that the film has opened a special window for them
on another part of the world that they knew little about. | hope more
Arabic films will continue to tell our stories to the world. So maybe
it is true. Through cinema, not only can we make little changes in
the world, but we can also preserve an image of who we are for
future generations.

Amin Matalga
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Kharej Altaghtya | Xwpic kGAugn | Out of Coverage

35mm | EMXPQMO 1 COLOR | 100°

ZKHNOGEZIA | DIRECTION Abdellatif Abdelhamid

ZENAPIO | SCREENPLAY Abdellatif Abdelhamid

ONTOTPA®IA | CINEMATOGRAPHY Elso Rock

MONTAZ | EDITING Ali Lailan

HXO0Z | SOUND Emile Sa’ada

IKHNIKA | SETS Mowaffaq Qat

KOZTOYMIA | COSTUMES Larissa Abdulhamid

MAPArQroz | PRODUCER Mohammad Al-Ahmad

MAPAFQrH | PRODUCTION National Film Organization, Syria

Heonoiol | CAST Fayez Qazaq (Amer), Saba Mubarak (Nada), Fadwa Suleiman (Salma),

Hiroki Okazaki (Idnwvag | Japanese man)

Bpopeia | Awards

« Eidiko Bpapelo Kpiukiig Emurporiq | Special Jury Prize, Singapore IFF 2008
* Xpuoog Axaykdp | Golden Ahaggar, Annual Oran Film Festival 2008



0 Apgp civar €vag unepdpaoTripiog peofAikag avdpag. Aev
£xe1 moTE eAeUBEPO XpOVo KOBWG, EKTOS Mo TN PpovTida TNG
dIKNi Tou oikoyEvelag, fonBagl Kal T yuvaika Kai TRV Kopn
10U ikou Tou Zouxaip. O Zouydip BpiokeTal 0T QUAGKH 6@
K01 Xpovia, onws Kai GAAoI mOAITIKOI KpATOUPEVOI OTH XWpa,
ka1 70 pEAAov Tou eival aBEpaio. O Apgp €xel kai T dIKi ToU
OIKOYEVEID, YUVAIKa KO maidi, 0TOUS OM0ioUS MPENEI va agie-
pwvel xpovo kai eveépyeia. H {wrj Tou sival €va dlapkES, ouxva
KWKo, mnyaivéAa. H yuvaika Tou duo@opei pe Tov navra
anovra avdpa TG Kai oTadiakd apyiler va {nAeuel T oxEon
nou £xel avanTugel o ApEp pe T yuvaika Tou @ilou Tou. Mapod’
auTa, o1 U0 yuvaikeg o€Bovral ) pia Tnv GAAN p’ Evav anpoo-
doknro Tpono. Otav Ta npdypara deixvouv 611 0 Zouxdip
MPOKEITAI VO aNOQUATKIOTEI, 0 APEP OUVEIBNTOMOIE! OTI TPEPE!
avappooTa ouvaioBrpara yia T yuvaika Tou Qilou Tou.

Emektikr) d\poypagia | Selected Filmography

1989 Layali ibn awa | Jackal Nights

1991 Rassaelle Chafahyia | Verbal Messages

1995 La Montée de la pluie

1998  The Breeze of the Soul

2001 Qamarayn wa zaytouna | Two Moons and an Olive Tree
2003 Listeners’ Choice

2007 Kharej Altaghtya
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Yupia | Syria | 2007

Amer is a middle-aged man leading a very busy life. He never
has any free time, which is caused by the fact that, besides
taking care of his own family, he also helps his friend Zuhair's
wife and daughter. Zuhair himself has been in prison for a
number of years; he may be one of the country’s political pris-
oners with an uncertain future. Amer also has his own family
—awife and a child — to whom he dedicates energy and time,
the tempo of his life becoming almost slapstick-like as a result.
Amer’s wife is dissatisfied with her ever-absent husband and
gradually becomes jealous of his relationship with his friend’s
wife; the two women, however, respect each other in a surprising
way. When it looks like Zuhair is about to be released, Amer
realizes that he harbours inappropriate feelings for his friend’s
wife.

ApnvreAatip ApnvreAxapivr

'evvrBnke o Zupia 1o 1954. Anogoimaoe ané 10 Pwolko lvot-
TouTo Kivnuatoypdgou (VGIK) to 1981. Epydotnke otov EBvikG
Opyaviopé Zuplakou Kivnuatoypdgou. Tnv nepiodo 1983-84,
OKNVOBEMOE U0 VIOKILAVTEP Kal 0T OUVEXELQ OUVEPYAOTIKE
e Tov Mohamed Malas (yia mv tawia Réves de la Ville) kat pe
tov Usama Muhammad (yia mv tawia Etoiles de Jour), ano 1o
1984 péxpt 1o 1987. Ot peydhou prkoug Tawvieg Tou €xouv kepdioet
TIOAAG BieBvr) BpaBeia.

Abdellatif Abdelhamid

He was born in Syria in 1954. He obtained his diploma from the
Russian State Institute of Cinematography (VGIK) in 1981. He
worked for the National Organization of Syrian Cinema. He directed
two documentary films in 1983 and 1984, then collaborated on
Réves de la Ville by Mohamed Malas and Etoiles de Jour by Usama
Muhammad from 1984 to 1987. His feature films as writer/director
have won many international awards
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KapougpAapiopévn moMITIKG

Aev 1iBeAa va kdvw pa avnAer), GKANP Tawvia yia aut) m ouyke-
KpIévn LoTopia — wg GvBpwrnog, dev eijal «eEoMAIOPEVOS» e
Tétola epodla. Amhdmra, eupumta, aioBron Tou X1oUpop Kat Eipw-
vela eival ta Baotkd epyakeia mg dikig pou Kivnuatoypagiag, paf
L€ pa pikpr doom Bappoug — £va BApPOG, WG TO PUALKE dikalwua
TIOU MpoOTateUEL T dnpIoupyIKGT™Ta.

210 Xwpic kdAuyn, o Auép kat o Zouydip eivat atevol pikot. O
Zouxawp guAakiletat yia moAttikoug Adyoug — mipdypa rou urovo-
eftai, ahAd dev Aéyetat euBEWS oMV Tawvia — agrivoviag miow Tou
MV OUVTETPIUKEVN Yuvaika Tou Kat pia K6pn. Tig ppovTidet o Auép,
0 oroiog agoowwvetat oAdyuya oe autd To Epyo — To BEpa mg
epmoToolvng Bpioketat omv kapdid mg Tawiag. O Apep douleleL
L€Pa Kal vOXTa yla va puropei va ouvmprioet To 3o Tou VOIKo-
KUpL6, aAAG Kat autd Tou andvrog e{Aou Tou, 0 omoiog elvat Bupa
adikiag. Aut 1 Kowwvikr adikorpayia odnyei pe m oepd mg oe
GAAOUG TUTIOUG KOWVWVIKTIG KAt IPOoWTTIKTIG adikiag, ae €vav dnAadr|
npaypatiké pauio KUKAO Tou mapaéyou: n auluyog tou Zouxdip,
1) QvaykaoTika eykataAewpévn yuvaika, n k6pn mou Aaxtapd va
el Tov matépa mg, n oUluyog Tou ApEp Tou adikwG MPEMEL va
Jotpaotel Tov dvdpa mg pe pa GAAn owoyEvera. Mapd my mpoar)-
AwoT] TOU 0T KaBrjKov Tou, OTmV TIUr ToU Kat aTo va Bonda toug
(Aoug, 1) katdotaon Tou AEp elvat aprxavn —n dian Tawia givat
dloTakTikn anévavit oe autr mv aAuaida yeyovotwy. Eivat éva
VIGVO, TOU OToiou Ta KoppdTia Katappeouv To €va Petd To AN,
G anotéheapa me {nudg mou mpokAAede n idla n kowwvia, pa
{npd mv omoia kaveig dev ToAud va avagépeL.

g anotéAeapa, pia unap&laki epwMOT avakUMTEL: nola givat
1] S1aXWPLOTIKY ypappr avapeoa oe €va avBp@mvo AGBog kat pia
ipaypatiki apaptia; H yuvaika tou Zouxdp umoBiBalet my otko-
yevelakr] (wr) Tou Apép. 0 Apép ™G Epetal Je andAu euyEvela
Kat aioBnpa euBuvng, ppovtidovrag Ta anattoUpeVa ToU VOIKOKU-
plov Mg oav va fitav 1) dik Tou yuvaika. Gaivetal oav va givat o
«Gvdpag» mG pe kaBe Evvola ™G AEENG, ANV ™G OWHATIKIAG —
1 B€0m 10U WG «Avdpa Tou OTUTION» JEV EXEL MPAYMATIKI LOXU.
‘0o auté arotedel éva unap&lakd adiEEodo aTo omoio &ival eykAw-
Blopévol ot xapakmipeg — kat ot Beatég — Ki and To onoio Hev
UNapxet Tpomog Slaguyng.

Autd dev elvat éva a6 epwmua. AviiBETwS, n duvapkn aute
G ox€ong aviahhayrig ouviaTouv Kevipikd Bépa me tawiag. 0
Auép amoAapBdvel oxedov GAES TIG APETEG pIag OXEOMG HE TN
yuvaika Tou @iAou Tou, eva exkelvn AapBavel oxedov 6Aa ta npdy-
jata rou BEAeL and ekevov, EKTGS arté v artTr| £VIaor) Kat Kavo-
Toinon rou npoogépet o Epwrag. Ki 6tav autés o Epwrag npdy-
pat avantdooetat petagl toug, auté ouppaiver avapeoa oe
ouvalobnpara olyyuong, aodgelag kat, Tehikd, andppuwng. H
ox€on toug Ba napapeivel Eva xwAd naBog, agou EpxeTal we
anotéAeoua pag kardotaong nou otepeital ekkpivelas, abwe-
mrtag kat aydnng —piag kardotaong avikeamg PAGRNG, mou
oaivetaiva elvat pépog mg dag mg {wrig. Otav ot duo Toug exdn-
A@vouv TeAkd Ta aloBripatd Toug o évag yia Tov GAAo, prdvouv
1a véa Mg aneheuBEpwong Tou Zouxdp and tm @UAakn (autd
napouaialeTal omv Tawia wg pia avandvrexm, aouviielom EENED).
‘AN €va epwnpa MPOKUTTTEL TWPA Yia Tov AUEP, 0 0M0iog avaka-
AUrttel 6Tt propei va maparteivel m QuAdkLon Tou gilou Tou kata-
B€tovrag evavtiov Tou oTig apx€q. Katd ouvénela, pixvetat mait
0€ {ia eEOUBEVWTIKT E0WTEPIKT) OUYKPOUOT): QuTr 1 GoTAay VT
€vahakTiki Ao €pxetat onwadnmoTe o€ aviiBeon pe my evye-
VELO TOU XapakTmpa tou. Eivat pia gpuymi emioyr, mapéAa autd
TIpayHatiki, xewporuaot). Ma GAAn pa opd, mou Bpioketat n
d1€€odog;

Me auti mv tawia npoonaénoa va Kivnpatoypagriow pia
olkeia, avBpwruvn otopia. ‘HBeAa va oupnepAdBw Kat pia EpwTKT
ok, k@t rou dev €xel Eavayivel atov kivnpatoypdgo mg Zupiag,
agouU mpokeLtal yla TepdoTio Tapmou. Aev rjéeAa va npooEpw
anavtioelg yla m {r, va npooBEow oTig 1jdn undpyouoes avt-
Myelg. Meploodtepo and otdrimnote GAAo, BEAN0a va anagiwow
T0 £YW TOU ATGHOU KAL TO £YW G Kowwviag pag rautoypova. Kat
eAnilw nwg To Katdpepa.

Apnvreharip ApnvreAxapivy

Metdgpaon:
Adu M. Manayidvvn



Politics in Hiding

| did not want to make a ruthless, hard film about this particular
story; as a person, | am not «equipped» in this way. Plainness,
amplitude, a sense of humour and irony are the key tools of my
filmmaking, along with a small dose of courage, courage as a natural
right that protects creativity.

In Out of Coverage, Amer and Zuhair are close friends. Zuhair
is sent to prison on political charges — as indicated, but not directly
stated, in the film — leaving behind a distressed wife and daughter.
They are taken care of by Amer, who dedicates himself fully to this
task; this matter of trust is quite central to the film. Amer works day
and night so that he is able to support both his own household and
that of his absent friend, a victim of injustice. This social injustice
does, in turn, lead to other types of social and personal unfairness,
a veritable Catch 22: Zuhair's wife, the forcibly forsaken woman,
the daughter longing to meet her father, Amer’s unjustly treated wife
who has to share her husband with another family. Despite his dedi-
cation to duty, honour and helping others, Amer’s situation is uneasy;
the film itself is uneasy concerning this chain of events. It is a domino
whose pieces collapse one after the other, all as a result of damage
inflicted by the society itself, a damage that no one even dares to
mention.

As aresult, an existential question surfaces: which is the dividing
line between a human mistake and a true sin? Zuhair’s wife under-
mines Amer’s married life; Amer treats her with utmost nobility and
sense of responsibility, attending to her household requirements as
if she were his own spouse. He appears to be her «man» in every
sense of the word, except for the physical; his status as the «man
of the house» is not implemented in a bona fide manner. It is an
existential deadlock in which characters — and audience — are caught
and from which there is no way out.

CINEMA IN THE MIDDLE EAST | DIVISION & UNITY | 59

This is not a passing question. Rather, the dynamics of this rela-
tionship of exchange are a central concern of the film. Amer enjoys
almost all the qualities of a relationship with his friend’s wife, while
she obtains almost all the things she needs from him, apart from
the actual fascination, the satisfaction of love; and when this love
does inevitably develop between them, it is only amidst emotions
of confusion, vagueness and, ultimately, rejection. Their relation-
ship will remain a lame passion as a result of a situation at odds
with honesty, innocence and love; a situation of irreparable damage
that ultimately seems to be part of life itself. When the two of them
do declare their emotions for each other, the news of Zuhair's release
from prison arrives (this is shown in the film as an unexpected, not
common, development). Yet another question arises for Amer, who
finds that he can prolong his friend’s imprisonment by testifying
against him to the authorities. Consequently, he is again thrown into
a gruelling internal conflict: this unmerciful option presented to him
surely must be at odds with his gentlemanly character. Itis a horrible
option, yet real and tangible. Again, where is the way out?

With this film, | have tried to film an intimate, human story. |
wanted to include a love scene, something that has never been
shown in Syrian cinema, as it is a major taboo. | did not wish to
offer answers to life, to add to its preconceptions. More than anything,
| wanted to put to shame both the ego of the individual and the ego
of our society. And | hope that | have achieved that.

Abdellatif Abdelhamid
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Sous les Bombes | Karw am’ 1i¢ poppec | Under the Bombs

35mm | EFXPQMO | COLOR | 98’

ZKHNOGEZIA | DIRECTION Philippe Aractingi

ZENAPIO | SCREENPLAY Michel Leviant, Philippe Aractingi

ONTOTPA®IA | CINEMATOGRAPHY Nidal Abdel Khalek

MONTAZ | EDITING Deena Charara

HXOZ | SOUND Mouhab Chanesaz

MOYZIKH | MUSIC René Aubry, Lazare Boghossian

MAPAFQrol | PRODUCERS Hervé Chabalier, Frangois Cohen-Séat, Paul Raphael, Philippe Aractingi
MAPATQrH | PRODUCTION Art’'Mell, Capa Cinéma, Starfield Productions, Fantascope Productions
Heonolol | CAST Nada Abou Farhat (Zeina), Georges Khabbaz (Tony), Rawya El Chab

(peaeyioviar | receptionist), Bshara Atallah (dnpoaoypdgog | journalist)

Bpopeio | Awards

* Xpuos Novu, BpaBeio Kahdtepng HBomoiou (Nada Abou Farhat) | Golden Pony, Best Actress Award (Nada Abou Farhat),
Dubai IFF 2007

* Bpapeio AvBpwrivwy Aikawudrwy, BpaBelo Altre Visioni | Human Rights Film Award, Altre Visioni Award, Venice IFF 2007

« Bpapeio Netpac, BpaBeio Kpitikav | Netpac Award, Critics’ Award, Eurasia FF 2007
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AiBavog - FaAAia - M. Bpetavia - BEAylo | Lebanon - France - UK - Belgium | 2007

Orav yiverar n karanovon Tou nupog, pera Tig 33 nuépeg
Boppapdiopwv and To lopanA, n eukaraorarn Zéiva Tag1deuel
and 1o Nroupnai otn Bnputo. NpEner va Tagid€Per otov Nato,
0€ pia nepIoyr mou akopn Bewpeital emKivauvn Kal 0 povos
Ta&iT{ng mou deixvelr mpoBupia va Tnv ndei eivar o Tovi, 0
onoiog karayeral and exei. H Z€iva BEAe1 va Bper Tov yio Tng
Kapip, Tov omoio €Xe1 a@riogl o€ Eva PIKPO XwpIOo Pe TNV 0deAQr
™G, eAmidovrag va Tov YAITWOE! Ao TOUS OIKOYEVEIOKOUS
Kapyadeg Tng idiag ka1 Tou apxiTEKTova avdpa Tng. Ortav
QTAVOUV OTO XWPIO6, TO OTIITI TNS AGEAQPRS TNG EXEI KATAOTPAPET
ka1 o Kapip dev Bpiokerar mouBevd. O oupmoveTikog Tovi

oupQwvei va peivel pali Tng €wg 6Tou Bpouv To naidi. ‘Erol,
apxiler €va Ta&idi To onoio nepiAapaver papTupies Bupdtwv
noAgpou, 1KOVES ano Boppapdiopgva Kripia, dpopous Kai
YEQUPES, P10 OUYKEVTPWON TNG XelpnoAd, dnpooioypagoug
£V dpaoel Kai TV AQI§n TWV EIPNVEUTIKWV SUVAPEWV.

Eruhektikn ®\poypagia | Selected Filmography

1992  Through Mothers’ Eyes

1993 Libre vol

1993  Beirut of Stones and Memories

1994  Chemin de femmes

1995 The Dream of the Acrobat Child (vtok. | doc.)
2005 Bosta (L'Autobus)

2007  Sous les Bombes

Upper class Zeina turns up in Beirut at the start of the cease-
fire after the 33 days of Israeli attacks, having traveled in a
roundabout way from Dubai. She is looking for a taxi to take
her to the still dangerous south and the only driver willing to
make the trip is Tony, who comes from that area. Zeina is
looking for her son Karim, whom she had left with her sister
in a small village, in the hope to spare him the domestic battles
between her and her architect husband. When they arrive at
the village, Zeina's sister’s house is destroyed and Karim
nowhere to be found. Sympathetic Tony agrees to stay with
her until they locate the boy; and so begins a journey that
includes testimonies from war victims, sights of bombed build-
ings, roads and bridges, a Hezbollah rally, journalists in action
and the arrival of the peacekeeping forces.

O1Aim ApaKTivyKI

levviBnke 1o 1964 o Bnputd, dmou kat peydhwaoe. Exel yupioet
neploodtepa and 40 penoptdl, viokwaviep Kat tavieg om MaAiia
Kkat tov AiBavo, aAAd kat o€ 0AGkAnpo tov apapiko k6apo, m Notia
Appikr}, ™ Zpt Advka kat m MoyyoAia. Metd ané 12 xpdvia ato
Mapiol, enéatpeye 0 YEVETEIPA TOU KAl EYKATAOTABNKE OTOV
AiBavo 6mou yuploe To Bosta, v NP TOU PEYAAOU HIKOUG
tawvia, n ornoia BpaBeumke o€ €€ PATIRAA KAl EKMPOOWNTOE
Tov AiBavo ota ‘Ookap.

Philippe Aractingi

Born in 1964 in Beirut, where he also grew up, he has shot more
than 40 reportages, documentaries and films, shot in France and
in Lebanon, but also in the rest of the Arab world, in South Africa,
in Sri Lanka, in Mongolia. After twelve years in Paris, he returned
to his roots and moved to Lebanon, where he shot Bosta, his first
fiction feature, awarded in six festivals and selected to represent
Lebanon at the Oscars
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Me pdpTupa TV Kapepa

Ouaypévn pe my aiobnon tou enelyovtog, and m oUAANYN pEXPL
v 0AoKApwaT| ™G, 1) Tawia Kdrw an’ 1¢ foupes undpyel edm
Kat éva xpovo. Auth n tawia arnotehel mv EVOTIKTWAN Ekppaon
Mg 0pyNq pou dtav eida m xwpa pou, Tov AiBavo, va kataotpé-
QeTaL and Tov mOAepo yia GAAN pia gopd. Axaopévog avapeoa
oV avaykn pou va dpaow tayxutata, dueca (mpwv kakd-kaka
KATaKatoet n okovn and toug BopBapdiopols) kat oy ermbupia
LOU VO Mapapeive QVTIKEIMEVIKOS (WOTE va pnv kAve pia tawia
rou Aettoupyei oav mponayavaloTiké UAAGAL0), anogdatoa va
yupiow 10 Kdrw an’ 1i¢ BouPeg ae ToAAd dlapopeTikd otddia. O
nioAepog Eekivnoe otig 12 louhiou Tou 2006. Aéka PEPES HETE,
péoa o€ pa kardotaon uynAol KivdUvou — KUPLOAEKTIKA KATW
ano Tig Bppes — Eekvijoape Ta yupiopata mg Tawiag. Xug 23
louhiou, 0pwG, 0 YaAANKGG 0TPATOG HETEPEPE TV OIKOYEVELD poU
Kkat epéva o FaAhia. Aou GlyoupeUTKa yla ™V aopdrela Twv
nawdwv pou, enéatpeya atov AiBavo, TPEIg NUEPES PETA TV Katd-
TIauom Tou Mupag, HE €va OTPATIWTIKG MAOID, Yia va Ouvexiow Ta
yupiopata. ‘Hrav i atiypr mou o AiBavog £8aBe Toug vekpoug Tou
Kat ot duvayelg Twv Hvwpévwy EBviv katépBavay otig 6x0eg pag
Xpag rou Bplokdtav akGpa uné my emmpela evog TEpAaTIOU 00K,
et and 33 npEPES OUVEXWV BOPBAPDIOHWMV.

e autov Tov TeEAeuTaio MOAELO — TOV OMoio PUOIKA EPEIS 0UTE
Tov anogacioaye, OUTE TOTE TOV KATAvVOroape — ot neornoloi, 10
0Ouvepyeio Pou KL eyw kdvape Ta yupiopatd pag akoAouBwviag m
0O TWV YEYOVOTWY, avTi va rmyaivoupe evaviia o€ autd, Kat epap-
pooaye pa anir pEBodo yia m douleld pag. Mepa pe m pépa,
otnBoroloi pou autoayedialav mapéa pe Toug aknbivoug mpwta-
YWVIOTES QUTOU TOU auBEVTIKOU dpAPaTog: Toug dnpootoypdpous,
TOUG MPOOPUYES KAl TOUG TIOATEG TOU Eixav EYKAWBLOTEL art6 Tov
Kataylop6 twv Boppapdlop@v. H mpaypatikdmra frav aneipwg
o dpayartikr ano oroladrnote Tpaywdia 6a propouoa va Exw
£QeUpel, €101 Aomdv anopdoioa va my anadavatiow akpiwg
6nwg frav. Avo priveg apyotepa kat Petd and moAAr okeyn, o
Michel Leviant ki ey® ypdyape €va oevaplo mou EVOWUATWVE TIS
EIKOVEG TIOU 1 KApEPA pag eixe anotunwoel o didpkela mg
akpaiag autg mepiddou. Aev Ba pmopoloa va avIiHETWNIow Toug
Baipovég pou kat va e&opkiow Tov pORo Hou kat Tov Bupd pou,
napd pévo kavovrag aum my tawia. ‘Enpene va Bpw m duvapn
Kai va anavimow otov BpuynBpo Twv BopBapdiopwy, naporo mou
ngepa 6t pa Tawia dev Ba aAAGEEL TOTE Tov pou ™ LoTopiag.
Tov Aeképpplo Tou 2006 enéotpeya otov AiBavo yia va yupiow
10 Koppdtt mg Tawiag nou eivat puBomAaoia.

Mpénel va oporoynow nwe autd mou ouppaivel orjpepa ot
Méan AvatoAr pe tpopdlel. Ot véeg ouykpoloels augdvouv ta
enineda Tou popou kat 0 MOAEp0G anethel OAGKANPN MV NEPLOXT].
NidBe kaveig 6Tt pokeLTal yia pa katdpa Tou napeABoviog rou
EMIOTPEPEL Y1A VA Hag OTOIXEIWOEL — £va NapeABGV mou rpoora-
Brjoape napa oAy va moTEYoupe 6Tt Ba PMopoUoE va PETapop-
QwOel o £va TuBave péAAov. Kapd opd, aioBdvopar oav Eva
nadi mou erupével va xtidel, Eava kat §avd, To kGoTpo Tou oMV
appo, mapd my nakippola mou €pxetat, pe my napdhoyn eAnida
61 Ba avriotaBei omy enéhaon Twv Kupdtwv. MAnws epels, ot
NiBavelol, kavoupe Kat TirmoTe GAAo;

Imv tawia pou, anépuya va dHeifw Ta OWPATA TWV VEKPWV.
Eidaye T60a moAAd, Té0a dyuya Koppid va amokaArrovral 6tav
napapepifovrav oL METPES Kat Ta epeima. Katw arné tg BEppES,
0L MepLogdtepot GvBpwrot YUpw pag médavav KoppaTiaopévoL.
I’ autolg Toug avBpwoug €kava £ToUT v Tawvia: wg paptupia
yia Ta fdoava auTev Twv aBwwv.

O1Ain ApakTivyki

Metdgpaon:
Au M. Manayidvvn




Camera as a Witness

Made with urgency from its conception to its completion, Under the
Bombs has only existed for about a year. This film is the visceral
expression of my anger at seeing my own country, Lebanon, devas-
tated by war yet again. Torn between the need to act quickly, imme-
diately — even before the dust of the bombings had settled — and
the necessity to remain objective — so as to avoid making a mere
partisan pamphlet of a film - | decided to shoot Under the Bombs
in more than a few stages. The war started on the 12! of July 2006.
Ten days later, finding ourselves in the most unsafe of circum-
stances - literally under the bombs — we began shooting my film.
On the 23" of July, however, the French army repatriated my family
and myself to France. After having ensured the safety of my chil-
dren, | returned to Lebanon three days after the ceasefire onboard
a military ship, in order to continue the shooting of the film. Lebanon
was at that point burying its dead and the UNIFIL forces were landing
on the shores of a country still under the immense shock of 33 days
of constant attacks.

In this latest war — which of course none of us neither decided
nor understood — my actors, crew and | filmed following the flow
of events and not against them, by establishing a simple pattern of
operation. Day by day, my actors improvised along with the real
protagonists of this authentic drama: the journalists, the refugees
and the civilians who were locked in by the deluge of bombs. The
reality was infinitely more dramatic than any tragedy | could have
invented, so | decided to simply capture it as it was. Two months
later, after having taken the time to think about it all, Michel Leviant
and | wrote a script that incorporated the scenes that were shot
during this extreme period. The only way | myself could confront
my own devils and exorcise the fear and anger in me was to make
this film. | had to brazen out and respond to the roar of the bombs,
even if | knew that a film would never really change the course of
history. In December 2006, | returned to Lebanon to film the fictional
part of the story.
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| must confess that what is happening today in the Middle East
terrifies me. The new confrontations raise the levels of fear and war
threatens the entire region. This feels like the curse of a past that
returns to haunt us, a past we tried so hard to believe had trans-
formed into a possible future. Sometimes | feel like a child that obsti-
nately rebuilds his sandcastle in the face of the rising tide, again
and again, with the absurd hope that it is going to resist the shock
of the waves. Have we, the Lebanese, ever done anything else?

In my film, | avoided showing the bodies of the dead. We saw
too many of them, lifeless cadavers discovered as the stones and
rubble covering them were removed. Under the bombs, most of the
people around us died crushed. It is for these people that | made
this film: to bear witness to the suffering of those innocents.

Philippe Aractingi
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Genenet al asmak | To evudpeio | The Aquarium

35mm | EMXPOMO 1 COLOR | 111’

IKHNOBEZIA | DIRECTION Yousry Nasrallah

ZENAPIO | SCREENPLAY Yousry Nasrallah, Nasser Abdel Rahman

®OTOTPA®IA | CINEMATOGRAPHY Samir Bahsan

MONTAZ | EDITING Mona Rabi

HXO0Z | SOUND Ibrahim EI Dessouky, Christophe Vingtrinier

MOVYZIKH | MUSIC Tamer Karawan

KOZTOYMIA | COSTUMES Nahed Nasrallah

IKHNIKA | SETS Adel EI Maghrabi

NAPAFQrol | PRODUCERS Gabriel Khoury, Denis Freyd, Karl Baumgartner

MAPAFQrH | PRODUCTION Misr International Films, Archipel 33, Pandora Film, Sunny Land Film Ltd.
HOOMOIO! | CAST Hend Sabry (Laila), Amr Waked (Youssef), Gamil Ratib (o natépag tou Youssef |

Youssef's father), Bassem Samra (Zakki), Ahmed El Fishawy (Amr),
Samah Anwar (Marguerite)
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To evudpeio, okaAiopgvo oTov Bpayo VoS ano Toug nepPipn-
poug onnAaiwdelg kimoug Tou Kaipou, divel atov Mouapi
NaopdAa Tov TiTAo TG TOIVIOS TOU KaI TRV Kupiapxn EIKova
wag pnrponoMimikig duogopiag. 01 TpidvTa nepimou Xapa-
KTHPES TG Taviag napoucidlovral oxedov oav oupBola, nepi-
@epopeva péoa oTo povrEpvo navopapa Tou Kaipou. 01 duo
anoKoppEVol Baoikoi XapakThpeS TG Taviag sivar n AdiAa,
nou NapouoIalel pia PETAPECOVUXTIO PAdIOPWVIKT EKTIOpPNT
pe Titho «Nuyrepiva YEpara» kai o MNovoe, Evag anod Toug
MO PavaTikoug aKpoaTeS TNG Kai EmTuynpEvos avaiobnaio-

Adyog, mou g1 070 auTOKivITO TOU. EKEIVN Bivel OUPBOUAES
EPWTIKIAG KOl 0£E0UAAIKIG GUONG OTOUS OKPOATES TG KI
£KEIVOC MAIPVEI POPPIV MPOKEIPEVOU Va MEIOEI TOUG MIO
neloparapndeg noBeveig Tou (oupnepiAappavopEvou Kai Tou
GppwOTOU MATEP TOU) va MApouv Ta npepioTIKA Toug. Kard
pabog, civar kai 01 dU0 akpoaTES Kal BEpaneuTES O pia
avijouyn Kai yeparn avripaoeig mon.

Erektikn ®\poypagia | Selected Filmography

1988  Sarikat Sayfeya | Summer Thefts

1993 Marcides | Mercedes

1995 Sobyan we Banat | On Boys, Girls and the Veil
(vtok. | doc.)

1999  El Medina | The City

2004 Bab el Shams | Gate of the Sun

2008 Genenet al asmak

The aquarium, carved out of desert rock in one of Cairo’s land-
mark grotto gardens, gives Yousry Nasrallah's film its title as
well as its principal image of metropolitan malaise. The
Aquarium’s thirty-something characters function as loose
metaphors floating through a modern, Cairo-set panorama.
The two disconnected protagonists are Laila, who hosts a late
night talk radio show called «Night Secrets», and Youssef,
one of her most faithful listeners and a successful anesthetist
who lives in his car. She gives advice to callers with love and
sex issues and he casually injects himself with morphine in
order to convince his most stubborn patients (including his
own ill father) to receive their sedatives. In essence, they are
both listeners and healers in a city of contradictions and unrest.

MNouopi NaopdAa

evviiBnke oto Kapo 1o 1952 kat oroudace Ztatiotikr oto Mave-
notmpio Tou Kaipou, 6mou OUPPETEXE 0T AE0YT atyunTiakou
Kivnuatoypdgou. Apxika doUAEYE pe €Evav amo Toug onuavTike-
TEPOUS OKNVoBETEG ™G Zupiag, Tov Omar Amiralay kat pe Tov
omnoudaidtepo atyorio oknvoBEm, Tov Mouoe Zayiv. H npwm
Tou Tawia, Summer Thefts, npopArBnke atig Kavveg to 1988 kat
ot ouvéxela képdioe 17 Bpapeia oe peoTiPAA. Ot emOpeveq
Tawvieg Tou emiomng napouoidomkav Kat Bpapelmkav HleBvag.
Ze peta&u Kaipou kat Mapotou.

Yousry Nasrallah

He was bom in Cairo in 1952 and studied Statistics at Cairo Univer-
sity, where he participated in Egypt’s film club movement. His early
work in cinema included stints with one of the most important
directors in Syria, Omar Amiralay and with the most significant
director in Egypt, Youssef Chahine. His first film, Summer Thefts,
played at Cannes in 1988 and later won 17 festival awards. His
subsequent films have also been widely screened and honoured
at festivals worldwide. He divides his time between Cairo and Paris
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To gvudpeio Twv avBpwmMVWV aVTIPAOEWV

Evag ano toug nepipnuoug ormAaiwdels kimoug tou Kaipou,
YVWOT6g yia 10 evudpelo Tou Tou elval oKahopévo aTov Bpaxo
MG eprHou, divel omv Tawia Tov Titho G, kaBg kat mv Kupiapxm
£1kOva aoTikng duopopiag. Mpdkettat yla éva HEPOG TOU TO TPOTI-
10UV 01 veapoi epactég, aAAG eival Tautéxpova Kat napadeloog
yia ndovopAeyieg 6rwg o Mouoep, 0 MPWTAYWVIOTNG Tou Evudpeiou
— gKel, BpiokeTal mavrote kanolog mou mapakohouBel. 0 Naopdha,
XWPIG UNEKPUYEQ, EMEKTEIVEL ETOUTN T HETAQOPA OTNV AVEPD-
Tuvn Unapén ato oUvolé g, unoompifoviag m B€an 6Tt GAot
jag {olpe oe kamotou idoug yudAa.

H noAUmAokn totopia Mg Tawiag akoAouBel Toug mapaAAn-
Aoug Bioug dUo HovayIkwv epyEvndwy, Tou awwpolvat YUpw and
T (W) aroKOKKEVOL ané auT, BldvovTag v MpayHatkemta
uéoa ané ta pdoava Twv dAwv. H dpdan neplopidetal o€ Eva
XPovikG dldompa 48 wpwv. H Adiha eivat 32 eTwv Kat GoUAeUEL
010 padiépwvo. 0 kdopog mAepwvel oy ekmoprt] g «Nuyte-
pva MuoTIkG» yia va armokaAUYeL Tig mo pUxieq okéYels tou. 0
lNouoeg eival avaoBnatoAdyoq 35 eTwv. To mpwi pydletal oe
£va anoAUTwg EVUNIGANTITO VOOOKOE(D Kat To Bpadu o€ pia mapa-
vopn KAk ektpooewv. 0 matépag Tou apyoneBaivel and kapkivo.
Tou lNoUoEY TOU APEOEL Va AKOUEL TO MAPAATPNHA TWV A0BEVHV
10U Aiyo mpw yAwtprioouv péoa atov Babu ABapyo mg avat-
o8noiag. ‘Otav Eunvouv, Toug Aéet 6Aa Ta mpdyuata rou einav.
Tou apéoel eniong va akouel Ty ekmopnm mg Adiha. Eviote, Tig
VUYTEG, TIEPVA Alyo Xpovo pe Kdrmola yuvaika mou Tou apéael, T0
£vdlaQEPOV TOU GHWG TOTE dev elval ApKETO yia va ToV KpaTroeL
pai me oAdkAnpo To Bpadu. Zet pEQ 0TO QUTOKIVITO TOU, AEG Kat
|le autdv Tov TPOTo Ba KatakToeL MV EAeUBEpIa Tou.

Kat ot 8Uo autoi xapaktipeg eivat mAdopara mg vixtag —
£VOapKOVoUV Hia duoBupia, £va aioBnpa ano&évwong moAd Koo
0ToUg 0UYYpovoug Alyurtioug e peoaiag Ta&ng. To mpdBAnua
Je ToV xapaktipa Tou MNouoe eival 6Tt moté dev e&ehiooeTal
Tipaypatika: mapapével katameopévog kat duotuyrq o€ 6An
O1GpKeLa G Tawviag kat, emméoy, Xavel mv eukaipia va Bpet pa
YEQUPQ EMIKOWVWVIag pe Tov matépa Tou. H Adia vineel emiong
0UVaIoBNpaTIKG arOKOPHEVT — NPooTatelel TOV QUTO ™G péaa
arng mv avolyT) aAAG TaUTGXPOVa andpakpn oXEam e ToUS akpo-
atég mg. Kio dikdg mg xapakmpag dev e&ehiooetat idlaitepa av
Ka, (owg, Aiyo neploodtepo ané tou Mouoe, apol aTo TEAOG G
Tawviag oKEQTETAL va QUYEL TLA M6 TO dlapéplopa e Untépag
MG Orou HEVEL

0 NaopdAa unawiooetal 61t pia aiobnan yevikeupgvou gogou
elvat 0 Baoik6g Adyog yia Tov omoio ot GvBpwriot MPoaTatelouV
T0UG £QUTOUG TOUG Miow and pdokes. O MNouoep kain Adika ekmpo-
owrouv Kat ot 6Uo HopeEg eouaiag, katd pia €vvola, mv ormoia
XProtonoLouy yia va evduvapwoouv m dikr toug 8€om. Ki ot duo
T0UG £lvat eru@uAakTikol, kpUBouV TIq AANBIVES TOUG MPOOWIKG-
mreg niow and ta puoTika twv aAAwv. 0 Motoeg kain Adia givat
1110 TIOAU TiapampnTég, mapd ouppétoxot. Kanota atypr 8a ouvet-
Bnronoioouy néoo povayikol efvat.

H aotikorofnon, 1 texvohoyia kat n kouktolpa Tou katava-
Awtiopou efvat ot ouviiBelg OrorTol, UNdpyouv Opws Kat GAAOL
napdyovteg miow ané my anoouveEeon e KOVWVIKIG doprg mou
napapévouv ave&epeuvntol. H TonoBEmoan 500 OUYKEKPIHEVWY
avBp@nwv 0To MPooKTvIo Sev EEAIPEL and v OTTTIKT pag T0 KO-
VIKG TAaioto péoa oo oroio e&eAiogovTal kat kivouvral. Me dAha
\oyla, 10 Evudpeio oupBoAilel  poloka péoa oy oroia ot
KEVTPIKOL Xapakmpeg mg Tawviag eivat QUAGKIOPEVOL. «AUTG efvat
TO TPOMAKTIKG OXETIKA pe ™V anwBnon: oprivelg npdypata aneé m
Jviin 0ou Kat mpooToleioat 6Tt dev oou auvéPnoav noté. Onwg
Kat pe Ta Ydpua, n pviiun eivat Bpaxeia kat aorpavin», SNAGVEL o
Naopdha.

0 Naopdha eneKTeveL QUTEG TIG NBOVOBAETTIKEG MIEPINYTIOEIS
yla va d1anoTioeL my Tavia pe Tiq KOWWVIKES Kat TIOATIKES OKIEG
g alyxpovng Atyirtou, 6nwg exkeivog mv avtiappdvetat. 0
MeydAog Adeppdg dev BpiokeTal moTé MOAU pakpid. H moAtik
Kal KowwVIKn katarieon, n dlapBopd kat 1 mOATIKT Tou p6Bou
€xouv évrovn napoucia amv tawia. Maketapiopévn o€ pa ouyxpovT
L0TOpia, 0 oKNVOBEMG Elkovoypagel ™ {wr) oV MOAN, Eva KO-
VIKG mavépaya me onpepvig Atyurtou: Tov péAo mg Mougoul-
pavikrig AdeAdmTag, Toug PGROUS TG XPLOTIAVIKIG HEIOVOTITAS,
Tov EPnRIKO €pwTa, TV anokatrdotaon mg napBeviag oTig yuvar-
KONOYIKEG KAVIKEG. Eival To mpoowriké 6papa eveg oknvoBem,
T0 ormoio avTikatorttpilet 6Aeg TG avTIBETELS ™G peYaAUTEPNS
npwTelouoag Tou apapikol K6apou.

‘Evag ané toug mio appieyOpEVOUS Xapakmpesg mg Taviag
glvat pa xplotiav xiea (mv unoduetat n Samah Anwar), 1) onoia
€HUEOWS QrOKAAUTTTEL TOV PGB0 NG Yia pia ruéavii Kuptapyia mg
MougouApavikiig ASeA@dTNTag Kat yia to 0t eivat n povadikn
xpwiavr yuvaika oto ktipté mg. Nowiddet to dlapéplopd me oe
Mougoulydvoug pdvo 6tav pdKetTal yia avepwroug rou Uropouv
va dextouv m dlapopeTikémra. O xapakmpag autés Tpopatet pe
MV QuBEVTIKOTTA TOUG, AMOTUN@VOVTAG Hia akAGvn ), avayve-
piown napdvola, maylwHEVT O KAMOLES XPIOTIAVIKES KOWVOTNTES
G Atyurtrou. Evioutolg kat mapd o povormheupo 6papd tou, To
Evudpeio dnuioupyei €va evOIapEPOV, UTIOKEILEVIKO TOPTPETO TG
{wiig ™G auyxpovng ayurrrakiq pecaiag Tagng. Eival pa tawia
Tou NagpdAa mou katakeppatilel m xwpotagikm Kat XPoviKr) AOYIKT)
Kat mpénet va w6l ané copapoug awvePik.

MNdaoep Moxgpn

Metdgpaan
Adu M. Manayawn

IHMEINZH: O MNdoep Mox€un eivat kpiukag kivnpatoypagou oty Aiyuro.
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The Aquarium of Human Contradictions

One of Cairo's landmark grotto gardens, well known by its fishbow!
carved out of desert rock, gives the film its title, as well as its presiding
image of urban disquiet. It is a place favoured by young lovers and
also a paradise for voyeurs such as Youssef, The Aquarium's protag-
onist; there, someone is always watching. Nasrallah implicitly extends
the metaphor to human existence as a whole, proposing that we all
live in a fishbowl of sorts.

The movie's complex story follows the parallel lives of two lonely
singles that orbit around life in disconnection and experience life
through the suffering of others. The action takes place over 48 hours.
Laila is 32 and works in radio. People call her on her show, «Night
Secrets», to reveal their innermost secrets. Youssef is an anes-
thetist. He is about 35. In the morning he works in a perfectly
respectable private hospital; at night he works in an illegal abortion
clinic. His father is dying of cancer. Youssef likes to hear his patients’
delirium, just before they go into deep anesthesia. When they wake
up, he tells them everything they said. He also likes to listen to Laila’s
radio program. Sometimes he spends parts of his nights with a
woman he likes, but he never cares enough to spend the whole
night with her. He lives in his car as if in this manner he will find his
freedom.

Both these characters are night creatures; they represent a
certain malaise, a feeling of alienation that is quite common among
middle-class Egyptians today. The problem with Youssef's char-
acter is that he never actually evolves: he remains repressed and
unhappy throughout the film and he misses an opportunity to bond
with his father. Laila also feels emotionally disconnected; she
protects herself through the explicit, but remote bonding with her
talk show listeners. She too changes little, although a bit more than
Youssef, as she is considering moving out of her mother’s apart-
ment at the end of the film.

Nasrallah suggests that a sense of omnipresent fear is the key
reason behind why people protect themselves behind layers of
masks. Youssef and Laila are both authorities in a sense and they
use that to reinforce their positions. Both are reticent and hide their
true personalities behind the secrets of others. Both Youssef and
Laila are observers rather than participants. At some point, they will
realize how lonely they are.

Urbanization, technology and the consumer culture are the usual
suspects, yet several other factors behind the disintegration of the
social fabric remain unexplored. Putting forward two individuals
does not omit the social framework where they evolve and move.
In other words, The Aquarium symbolizes the bubble in which the
principal characters of the film are imprisoned. «That's the terri-
fying thing about repression; you erase things and pretend they
didn't happen to you. Like with fish, memory is short-lived and unim-
portant», states Nasrallah.

Nasrallah extends these voyeuristic wanderings to imbue the
film with social and political shadows of present Egypt, as he himself
feels it. Big Brotheris never very far away. Political and social repres-
sion, corruption and the politics of fear make their presence felt
throughout the film. Packaged in a modern day story, the director
illustrates life in the city, a social panorama of the Egypt of today:
the role of Muslim Brotherhood, the fears of the Christian minority,
teenage love, the restoration of virginity in abortion clinics. It's a
director’s personal vision, which reflects all the contradictions of
the largest Arab capital.

One of the most controversial characters of the film is a Chris-
tian widow, played by Samah Anwar, who indirectly reveals her fear
of a possibly impending Muslim Brotherhood rule and of being the
only Christian woman in her building. She leases her apartment to
those Muslims who are able to accept difference. This character is
frighteningly authentic, exhibiting a steadfast identifiable paranoia,
entrenched within some Christian communities in Egypt.

Nevertheless, and despite its one-sided vision, The Aquarium
creates an interesting, subjective portrait of the modern Egyptian
middle-class’s life. It is a Yousry Nasrallah film that breaks space
and temporal logic and needs to be seen by serious filmgoers.

Yasser Moheb

NOTE: Yasser Moheb is a film critic in Egypt.
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Milh hadha al-bahr | To aAdr autiig Tng 8dAacoag | Salt of this Sea

Digibeta | ETXPQMO 1 COLOR | 109’

IKHNOGEZIA | DIRECTION
ZENAPIO | SCREENPLAY
OOTOrPA®IA | CINEMATOGRAPHY
MONTAZ | EDITING

HXO0Z | SOUND

MOYZIKH | MUSIC

ZKHNIKA | SETS

NAPArQrol | PRODUCERS
NAPATQrH | PRODUCTION
ZYMMAPArQrH | CO-PRODUCTION

HBONOIO! | CAST

Annemarie Jacir

Annemarie Jacir

Benoit Chamaillard

Michele Hubinon

Eric Vaucher, Peter Flamman

Kamran Rastegar

Frangoise Joset

Jacques Bidou, Marianne Dumoulin, Bero Beyer
JBA Production

Philistine Films, Thelma Film, Tarantula, Louverture Films,
Clarity World Films, Augustus Film, Mediapro

Suheir Hammad (Soraya), Saleh Bakri (Emad), Riyad Ideis (Marwan),
Sylvia Wetz (Corinne)
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H Zopdyia, nou yevviiBnke oto MnpoukAiv o€ pia kovoTnTa
£PYOTWV MpoopUywv and Trv MaAaioTivy, avakaAunTel 611 0
TPANEdIKOS Aoyapiaopog pe TIG 0IKOVOPIES TOU manmou Tig
otn T{apa «naywoe», otav ekeivog e§opioTnke 10 1948.
Nropnpa, neioparapa Kar anoQaoiopEvn va IEKSIKHOE! 0,T1
NG VIAKEL, EKMANPWVEL TO GVEIPO TNG {wig TNG va EMATPEPEI
otnv NoAaioTivy, pa xwpa nou gival 81k TnG aAAd mou moTé
dev £xe1 emoKePTEL. ZTadi0Ka dIOAUETAI ONO TV MpaypaTi-
koTnTa mou Tv nepifaiel kai, kaBw¢g avaykaleTal va avri-
PETWMIOE! TNV id10 TG TV 0PYK, CUVEIBNTOMOIET OTI T TEIXN

otnv NaAaioTivy dev eival navra opard. Kara tn diGpkeia Tou
Ta&1di0u TG yvwpiler Tov Epdvr, évav veapo MoAaigrivio o
0noiog £X&1 WG 0TOX0, O MARPN avTiBeon P’ EKEIVN, va EYKa-
TaAeier yia navra T Xwpa Tou. Mapd Ta 7600 dioPOPETIKG
TOUG Gvelpa, o1 duo Toug Ba KatapEpouv va Bpouv Katapuyio
0 €vag aTov GAAo.

Erektikn ®hpoypagia | Selected Filmography

1998 A Post-Oslo History (uy | short)
2001 The Satellite Shooters (up | short)
2003 Like Twenty Impossibles (up | short)
2008  Milh hadha al-bahr

Soraya, born in Brooklyn in a working class community of
Palestinian refugees, discovers that all of her grandfather’s
savings were frozen in a bank account in Jaffa when he was
exiled in 1948. Straightforward, obstinate and determined to
reclaim what is hers, she fulfils her life-long dream of returning
to Palestine, a country that is hers, but she has never visited
before. Slowly, she is taken apart by the reality around her
and, as she is forced to confront her own rage, she realizes
that the walls in Palestine are not always visible. During her
trip she meets Emad, a young Palestinian whose goal, in utter
contradiction to her own, is to leave Palestine forever. The
two of them, despite their conflicting dreams, manage to find
a refuge in each other.

Avpapi Taaip

H naAawotivia oknvoBeTg Avpapi Tlaoip epydleral oe aveEdp-
TTEG KIVNHATOYPaPIKES mapaywyEg and 1o 1994 kat €xel ypdyel
oevapla, Exel OKNVOBETIOEL Kat EXEL KAVEL TV APAYWYT) APKETWV
TAWVIWY HIKPOU prikoug. AOUAEUEL WG HOVTEP Kat SleuBovipla
Qwroypagiag, evw napainia diddokel. H mpwm mg peyalou
urKoug Tawia, 7o aAdn avmi¢ m¢ BdAacoag, npoBARBnke ato
Tunua « Eva Kanoto BAEppa» tou deotifal Kavvwv 2008. Zew o
PapdAa kat mv nepiodo autr ypagel T0 0EVAPLO Yia pia PeyaAou
prikoug tawvia pe titho When I Saw You.

Annemarie Jacir

Palestinian filmmaker Annemarie Jacir has been working in inde-
pendent film since 1994 and has written, directed and produced
a number of short films. She works as a freelance editor and cine-
matographer and also teaches. Salf of this Sea, which is her first
feature film, screened at «Un Certain Regard», Cannes IFF 2008
She lives in Ramallah and is currently writing a feature, When /
Saw You.
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Mia (av)é@ikTn Taivia

01 duokoieg Tou va GouAeUELg O€ jia maAaloTiviakt) Tawvia xapnAol
1POUMOAOYLOHOU, HE TIEPLO0GTEPOUS and 67 nBoroloug, XIMAIES
Kopndpooug kat mdvw andé 80 TonoBeoieg yuplopdtwy eivat poga-
VE(S. DuoIKd, To peyahutepo MpopAnua eival 6Tt {oupe o€ kabe-
0TWS OKANPIG OTPATIWTIKNG KATox1ig — kat, Emméov, 1) dpdon mg
tawviag toroBeteital 1600 om Autikr ‘0x6n, 600 kai oV 10TO-
pikr| Maatotivy (1948). Autd onpave nwg EMPETE va eijaote
EUEMKTOL KOl Va PETAKIVOUHAOTE ouxva peta&l Twv aubaipetwv
Kat napahoywv ouvopwv Tou lopanA. Ztoug MaAatotivioug, 6P,
dev emutpénetal va Tagdedouv and m pia néAn omv GAAn, napd
jovo av eEaopakioouv Gdeta and Tiq wpanAweg apxés. Me m
BorBeta tou Ma\ikou mpo&eveiou, kavape atmon 0TI apxEg yia
(6eleq £101 WOTE TO Kwnuatoypagikd ouvepyeio Mg Papdia va
ouveyioet va doukelel amv lepouaaAiy, mv T{aea kat AAAa pépn.
Oute éva péLog Tou ouvepyeiou dev rmpe ddela. Kavape atmon
Eava kat Eavd, kal kaBe opd pag aneppurrav.

Agv jag erutpdnmke va kavoupe yupiopata ato 80% Twv Toro-
Beowdv mou elyape emAéEel. Mou anaydpeuaav emniong va kavw
£va evagplo mhavo d10TL, pou eimav, eyeipoval «{nmjpata aoea-
Aetag». Ki doov apopd mv emotpoer pou ot PapdAa, aute ot
lapanAwoi to anéppupav anoAltwg. Twpa méov {w To Apdv g
lopdaviag — and ekei pnopw va dw mv MNakawotivy pévo atov
opicovta, mépa and mv kodda. Yndpxet, paMoTa, pa oknvr omv
Talvia ™y oroia avaykaotikape va yupiooupe ot FaAAia, apol
Oev pou emtpendtav ma n eioodog omv Makatotivn. Meydio
[I£00G TWV YUpPLOPATWY EyIve 0€ OUVBNKeS oxeddv mapavouiag
Kal, 0uv T0IG GAAOLG, EiYA)E Va QVTIETWNIOOUHE KAt EKTaKTa E§0da
~ yla apddetypa, pag apvriBnkav my ddeta yia va Kavoupe yuplopa
070 aEPODPOHLO, PG TO YEYOVOQ OTL EXOUV YUPLOTE( EKEl APKETES
1awieq. Ondte, avaykaoTikape va Kataokeuaooupe €va aepo-
OpOpLO-OKNVIKO.

Aedopévav OAwV TV EYYEVWY OUOKOALWV TIOU EXEL Va aVTL-
jeTwnioet n dnpoupyia plag makaioTiviakng Taviag, aAAd kat kaBe
rawiag, Pnop eKPIVA va T 0TL, HEPIKES POPES, DEV UMOPW va
TuotéYw 611 aut n Tawia npaypatika undpyet. NMpoketay, owg,
Y10 10 GUOKOAGTEPO PAYHA TIOU EXW KAveL aTn (N Hou Kat VIWBw
OT|EPQ EUYVOUWY AMEVavVTL 0TOUS NBOMOLOUG Kal T0 GuvEPYE(D
[10u ka1 GAOUG EKEIVOUG TOUG VBPWITOUG ToU Hag oTrpiEav oAdyuya.
H tawia dev Ba eixe yivel xwpig autoug. Mpotipnoa n meoyngia
T0U ouvepyeiou va ipogpyetal ané my Makalotiv, napd va pEpw
T10 EQNelpoug Texvikoug and to e&wteptkd. H douAeld e menet-
papévoug enayyehuarieg Ba frav eukoAdTEPN, AANG HETA EKEIVOL
Ba Egevyav. Kat m otypn mou n) Makawativn npoomaBei va xtioet
JLa KVHatoypagikr kowomta, To 1o onpavtiko eivat va dnut-
oupyel kavelg Torka ouvepyeia. ‘Otav Eekvioape Ta yupiopara,
10 neploodtepa PéEAN tou ouvepyelou dev elyav SouAEYEL MOTE
0TOV KWnuatoypago — npooAdpape koopo ané oAn mv Makat-
ativn: omv opdda pag ripBav véol, Tahavtolyol KAAMTEXVES, aANG
Kal KivnuatoypagloTég and mv neptoxr. Néot dvBpwrot and ta
Xwpid mg Autikrig ‘0xBng, mou dev eixav Kapla mponyoupevn
TN He ToV KOO0 G TEXVNG, EPEPAV PPETKI EVEPYELQ OTN
Bouheld kat Bprikav m BEom Toug PEGa 0’ AUTO TO CUANOYIKO EYXE(-
pnpa - 1o ouvepyelo pag elxe, petagu aAAwy, Evav diknydpo mou
EKTEAOUOE XPEN BonBol napaywyng, £vav KOoUNUATonWA, Evav
0dnyo6 aoBevopdpou kat €vav dj.

.

H teheutaia gpopd mou pa peydhou prikous tavia yuplomke
om PapdAa fitav nipwv ané névre nepinou xpovia. H npem pépa
TWV Yuplopdtwv pag otoug dpépoug me PaudAa... Moté Gev Ba
Eexdow 1o BEapa Tou ouvepyeiou, TIG KOUBEVTES Pe TOV KOOWO
KaBwg kAelvape Toug Sp6poug Kat atapatoloape my Kivroar...
omv apxn dev uropouoav va katahdBouv Tt kGvaye kat PeTa pag
urodéxovtav pe avolxtég aykdheg dtav dkouyav mota eivar n
LoTopia mg Tawviag ... yla pa mpéopuya mou EMOTPEPEL OTO OTIHTL
e omv MNakawativn... Mipw and 1o kévipo G PapdAa, oToug
dpopoug Kkat atov katauhiopd Audpt, dkouya avBpwmnoug va Aéve
gava kat &ava «aum n tawia pAGeL yla pag, yla my EMoTpogr
pag omv narpidal».

2m didpkela Twv eRBOPadWY ™G MPoEToIpaaiag Kat e napa-
ywyng, ot nBorotof kat 1o ouvepyeio Bprikav otadlakd Tov dpopo
TOUg Kat 6Aot padi mpoxwpnoaye Kat EVOoape Ti§ BUVANEIS pag
yta va dnutoupyrooupe kAt ato omoio motedape 6Aot. dTiGXMKE
£101 éva oupnayég ouvepyeio kat n douleld kUuAnoe Baupdoia.
"Hrav oAU onpaviké va pabaivw arnd Toug avBpwoug Tou OUVEp-
yeiou 0Tl péoa oToug endpeVoug Priveg auvéxioav va douhetouv
o€ 51dpopeg AAAES KIVUATOYPAPIKES TTAPAYWYES, avApead Toug
Kat €& pkpoU prikoug Tawvieg priaypéveg ané PEAN Tou ouvep-
yeiou, aAA@ kal TE0OEPIC PeyaAoU UKOUG TavieS, EK TWV OMoiwv
 pia oknvoBeToUuoe €vag and Toug MAEov apaywyikoug Maat-
aTivioug oknvoBETeg, o Rashid Masharawi, mou urijp&e mnyn
€unveuang yia moAhoug kaAAttéxves g MaatoTivg kat mou Exet
Kl eKeivog eoTidoet ) douleld Tou 6Aa autd Ta xpévia ot dnpt-
oupyia evog Tomikou Kivnuatoypapikou ouvepyeiou. Kau tpopepd
auvapnaotiké oupBaivet atov kivnpatoypdeo mg Marawotivng. Ta
Xpovia rmou €pxovral pag Un6oxovTal EKMANKTIKES VEES dnutoup-
Yieg, and moAAoug oKnvoBETES Kal, KUpiwg, anod avlpwmnoug Twv
ornoiwv To 6vopa dev yvwpiloupe akopa.

Avpapi T{aoip

Metdgpaon:
Adu M. Manayidvvn
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Movie (im)possible

The difficulties of working on a low budget Palestinian film with over
67 actors, thousands of extras and more than 80 locations is obvious.
Of course, the greatest problem is that we live under a harsh mili-
tary Occupation; additionally, the film takes place in both the West
Bank and historic Palestine (1948). This meant that we had to be
fluid and move between Israel’s arbitrary and senseless borders
frequently. Palestinians, however, are not allowed to travel from one
town to another without a permit issued by the Israeli authorities.
With the help of the French consulate we applied to the authorities
for permits in order for the Ramallah crew to continue working on
the film with us in Jerusalem, Jaffa, and other places. Not one single
member was granted a permit. Again we applied and again we were
rejected.

We were also forbidden from filming in about 80% of our loca-
tions. | was forbidden from filming an aerial shot because they told
me | have a «security issue». And now the Israelis have turned me
down entirely as regards my return to Ramallah. | live in Amman,
Jordan now — where | can only see Palestine across the valley.
There's even one scene in the film that had to be shot in France, as
| was not allowed back in Palestine. So much of the film had to be
shot in a sort of guerilla style and we also had added expenses —
for example, we were denied permission to film in the airport, despite
the fact that many films have been shot there. So we had to build
an airport set.

With all the difficulties that are inherent in every Palestinian film
and, generally in every film, | can honestly say that sometimes | don't
believe this film actually exists. This may be the single most diffi-
cult project | have done in my life and | feel grateful today for my
cast and crew and those people who supported us with their hearts.
This film would not exist without them. | wanted the majority of the
crew to be Palestinian rather than bringing in more experienced tech-
nicians from abroad. Working with experienced technicians would
have been easier, but then they would leave; and while Palestine is
trying to build a film community, the mostimportant thing is creating
alocal crew. When we began production most of the crew had never
worked on a film set before; people were hired from all across Pales-
tine. Young, talented artists came on board, as well as other local
filmmakers. Young people from villages all over the West Bank, with
no previous connection to the art world, brought new energy to the
set, finding their place in this collective project — our crew consisted
of a lawyer who worked as a production assistant, a jeweler, an
ambulance driver, a dj - to name just a few.

The last feature film to be shot in Ramallah was over five years
ago. The first day of production in the streets of Ramallah... | will
never forget the sight of the crew, the conversations with the people
of the city as we closed off the streets and blocked traffic, totally
baffled as to what we were doing and then greeting us with open
arms as they heard what the story was about ...a refugee returning
home to Palestine... Around the Ramallah city centre, in the streets
and in the Amari camp, | heard people say over and over again «this
film is about us, our return!».
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Throughout the weeks of pre-production and production, the
cast and crew gradually found their way and together we grew
and came together to make something we all believed in. A solid
film crew was created and the wheels turned beautifully. It was
so important to hear from the crew that in the following months
they would continue to find work on several other film produc-
tions, including six short films by crew members, as well as four
feature films including one by the prolific Palestinian filmmaker
Rashid Masharawi who has been an inspiration to many Pales-
tinian artists and who also has focused his work on forming a
local film crew throughout the years. Something very, very exciting
is happening in Palestinian cinema. The coming years promise
amazing new work, from many directors, and mostly from people
whose name we do not know yet.

Annemarie Jacir
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Vals im Bashir | BaAg pe tov Mnacip | Waltz With Bashir

35mm | EMXPQMO | COLOR | 87

ZKHNOBEZIA | DIRECTION

ZENAPIO | SCREENPLAY

KANITEXNIKH AIEYBYNZH | ART DIRECTOR
EIKONOrPA®HZH | ILLUSTRATOR
AIEYOYNTHZ | DIRECTOR OF ANIMATION
ONTIKA EQE | VISUAL EFFECTS

MONTAZ | EDITING

HXOZ | SOUND

MOVYZIKH | MUSIC

NAPArQrol | PRODUCERS

NAPATQH | PRODUCTION
ZYMNAPArQrH | CO-PRODUCTION

Bpapeio | Awards

Ari Folman

Ari Folman

David Polonsky

David Polonsky

Yoni Goodman

Roiy Nitzan

Nili Feller

Aviv Aldema

Max Richter

Ari Folman, Yael Nahlieli, Serge Lalou, Gerhard Meixner, Roman Paul
Bridgit Folman Film, Les Films d'ici, Razor Film
Arte France, ITVS International

* Xpuodg Mopyog Kaotepng Tawiag | Golden Tower for Best Film, Pali¢ European FF 2008
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lopanA - FaAAia - Meppavia | Israel - France - Germany | 200 8

Mia vuxra oc €va pnap, £vag nakiog gilog agnysital aTov
oknvoBETn Apt ®oApav Evav enavaAapBavopevo QIGATN Tou,
0TOV 0Moio TOV Katadiwkouv 26 aypia okuhia: kaBe vuyra, 0
i610¢ ap1Bpog anaioiwv {wwv. 01 duo Gvdpeg oupnepaivouv
071 0 EQIGATNG OUTOS OUVAEETAI PE TNV KOIVI) TOUG EPMEIPIa
ano TV EN0Xr Nou [{Tav oTov 1I0panAive aTpaTo Kard ToV MpwTo
noAepo otov Aiavo, oTig apxEg Tng dekasTiag Tou '80. 0
®oApav ekmAROOETAI NG TO YEYOVOS 611 dev Bupdrar Timota
ano Keivn Tnv nepiodo. H nepi€pyeid rou e€anTeral Kai anoga-
0i{e1 va ouvavrnBei ka1 va pIAfogr pe nakioug @ikoug Kol

oupnoAepioTES an’ 0Ao Tov K6opo. NiwBel Tnv avaykn va
avakoAuyer Tnv aAfBela yia EKEiv TRV ENOXI KAl yia Tov
£auto Tou. KaBwg o ®oApav BuBileTar 6Ao ka1 mo Babid oTa
PUOTIpIO EKEIVIG TNS aNOOTOARS KO 0TOV pOAO Mou Eixe diadpa-
PaTioel, ano Tn pvipn Tou avaduovral 00UPEAMOTIKES, ouxva
QaMOKPOUOTIKES EIKOVES.

Emuektikr d\poypagia | Selected Filmography

1991  Comfortably Numb

(vok. | doc., ouv-oknvoBeaia | co-direction: Ori Siran)
1996 Saint Clara (ouv-oknvoBeoia | co-direction: Ori Siran)
2001 Made in Israel
2008 Vals im Bashir (vtok. kwv. oxediwv | animated doc.)

One night at a bar, an old friend recounts to director Ari Folman
his recurring nightmare in which he is chased by 26 vicious
dogs; every night, the same number of nasty beasts. The two
men conclude that there’s a connection between these dreams
and their Israeli Army mission in the first Lebanon War, during
the early eighties. Folman is astonished that he cannot remember
anything at all about that period of his life. Intrigued by this
memory riddle, he decides to meet and interview old friends
and comrades around the world. He needs to discover the
truth about that time and about himself. As Folman delves
deeper and deeper into the mystery of the mission and his
role in it, his memory begins to creep up in surreal, often
terrible images.

Ap1 ®6Apav

[evviiBnke om Xdwpa tou lopanA. Zmy tawia Comfortably Numb,
TTuxLakT epyacia tou oto Tprpa Kivnuatoypdgou kat TnAedpaang
Tou Maveruompiou Tou Tek ABIB, 0 oknvoBEMG kataypaget mv
gunelpia Twv plwv Tou and mv enibeon tou Zavrdp Xouoelv 0To
Tek AB(B to 1991. H tawvia Bpapeumke ané mv lopanAwr Kivnua-
Toypagwr Akadnuia ato deoTiBAA G lepouaaAry kat poBATenke
0€ ToAudpiBpa peoTIBAA ae BAov Tov kdopo. To 1996 Eypaye kat
OKNVvoBEmMOE v NpWM Tou peyahou prikoug tawia, Saint Clara, n
oroia képdioe €&l kpatikd Bpapeia oto lopanA, oupnepthappavo-
pévou Tou BpaBelou ZknvoBeoiag kat Kahutepng Tawiag, kat mpopAn-
Bnke o€ 40 kwnuatoypa@kég aiBouoeq ot HIMA. ZTg SoUAEIES
T0U oupneptapBavovTal £miong pia oeLPa VIOKIHAVTED TEVTE EMEL-
00diwv ya mv aydrm, kabwg kat oevapla yla MAEOTTIKES OEIPES.
To BaAg e tov Mraaip npoPAiBnke 0T dlaywvioTikd Tupa Tou
penvol deatiBaA Kavvav.

Ari Folman

He was born in Haifa, Israel. His graduate film Comfortably Numb,
produced for Tel Aviv University's Department of Film and Televi-
sion, documented his friends’ experiences of the 1991 attack on Tel
Aviv by Saddam Hussein. The film won the Israel Film Academy
Award at the Jerusalem Festival and was screened at dozens of festi-
vals worldwide. In 1996, he wrote and directed his first feature film,
Saint Clara, which won the People’s Choice Award at the 1996 Berlin
Festival, six Israel Academy Awards, including awards for Best
Director and Best Movie, and was screened in 40 theatres throughout
the US. Other projects include a five-episode documentary series on
love and screenplays for various TV series. Waltz with Bashir screened
at the Cannes IFF 2008
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Xopeuovrag pe Tov Bdvaro

M6oo mBave eivat va avakaAéoel kaveig autd mou €{noe o€ Evav
MOAEHO Mou MoAEUNoe elkoat xpovia npwv; ‘H, (owg, EKOOIMEVTE;
Ta ypovia nepvouv Kat ol pvipueg pévouv {wvraveg, maifouv padl
oou natyvidia, Eava kat Eavd, enavepyovat Pe Kavoupyles HOPYES,
Jia Aertropépeia nipootiBetat, pia GAn xavetat— alalouv avaioya
JIE TIG avAyKeg G YuyNS 00U. Zagvika €xelg madid, €va nadi,
éva deutepo, €va Tpito, kat 6Ao kat Aly6tepo BEAEIS va Bupdaat
10 YeyovoTa ekeiva ota oroia KAMote OUPHETEIXES, HE PONO EVEPYD
1] wg abnTikdég napampenmq — e&aptarat and 1o Mg 10 BAENELS.
EEapraral and to nwg 1o PAENEL N pvripn oou. EEaptdrtat ané 1o
TWG 1) PV 00U TO EPEUPITKEL.

To 1982 Bpiokdpouv atov AiBavo wg OTPATIWTG TOU Lopan-
Alvou oTpatou, v EMOxT) TOU £Yvav 0L PPIXTES 0PayES aTa 0Tpa-
10neda mg Zaunpa kat me ZatiAa, HOAG Aiyeg ekatoviddeg pETpa
jakpid ano g B€oeig pag. Exel, ota epeima mg Bnputou, n
Xplotiavik Aaveqikn moAItoUAaKT, YvwaT kat wg Parayyiteg,
katéopagav yhiadeq avunepdomuatoug Mahatotivioug ot didp-
KELQ TPLOV NHEPWY — OA@ auTd, pe mv kAAuyn Tou LopanAvoul
otparou. Mou rirpe eikoot EVTE xpovia PEXPL Va AMOKPUITOYpa-
onow ekeivo 10 Zappatokupiako, mou eixe Bagtei abid o pvipn
Jou. 210 peTa&u, ypaga oevapla kat oknvoBeToloa Tavieg ya
MV evnAKiwoT), ToV £pWTa, TV OIKOYEVELD, TN pvijun kat To OAokad-
twya. Képdloa mv avayvapton oto lopan kat 01o eEWTEPIKS.
fapo\’ autd dev urmopoloa va QVTIHETWow, 0UTE OE MPOOWTIKG
0UTE 0€ KaATEXVIKG enimedo, Tov KUpLo AdYo Yia Tov oroio ENEAeEa
va omouddow Kat va douAEYw OTOV Kivnpatoypago.

H tawia BaAg pe tov Mnaoip eivat éva e€aipetikd poxto ta&idt
0E TIPOOWTIKES PVIHES, TO OMo{o OUVBUALEL pe MPWTATUMO TPGTIO
000 £idn, To VIOKIHAVTEP Kal TO KivoUupevo oxedlo. Ot kahutepot
£lkovoypdgot Tou lopanA ouvepydomkav padi pag yia va griaxtei
10 BaAg pie tov Mnaoip. ‘Eywav pia opdda n onoia Kat€ypaye, pe
NV TEXVIKT) TOU KIVOUpEVOU oxediou, ™ dladikaoia ye my onoia
0L QVapVIOELS HOU ETECTPEPQV KaL TIEPITAQVIOVTOUGAY and apa-
KTpa oe Yapaktipa: d€ka mpéowna ato aivoro, avapead Toug
otevoi gikol, Eexaopévol aUVTPOPOL amd TOV 0TPATO, PHEAETNTES
TOU JETA-TPAUPATIKOU Ayxoug, dnpoatoypdpot mou kaAuyav ekelvov
TOV TIOAENO Kal Toug TIOAEROUG Tlou akoAouBnoav. ‘OAot autol
otadlakd oAokAnpwVoUV ETOUTO TO GavTaoTiké mal\ — pTiayHEVO
ang vav okAnpd, dlanepaoTikd pEaAONG — TOU avanaplotd m
QpiKn TOU MOAENOU: EV TIPOKEIUEVW, TOV MOAER0 Tou AiBdvou.
Avotux®g, autd To mad\ anotund@vel kat maAlois MOAEHOUG, Kat
TWPIVOUS, Ki ekelvoug rou Ba Eeomdoouy karola oty oTov KGoHo
jag. ‘Etol, omy tawvia dnpoupyeltat wa oxedov npogaviig avahoyia
avayeoa ot ogayn mou avIHETWoa eyw o {31og kal oe exeivn
1ou Biwoe n okoyEveld pou mptv and oapdvra xpovia, oo oTpa-
10medo ouykEvIpwang Tou Aouopitg. Bépata dnwg n evoxn, N
Apvnan e Pvrung, 0 PTG KUKAOG Tou pakeAelou, o deltepog
KUKAOG ToU pakeAelol — Ta {ntpara autd, pe Ta onoia peydlwoa
g nadi, anékmoav véo vonua kaBwg npoonaboloa va Ta Npoaey-
yiow and pa teAeiwg avriBem onmikn ywvia.

EAni¢w 61t 10 BaAg pe tov Mnaoip - pe v nhouota, yAagupr
ToU YAWOOG, Ta EXMANKTIKA KivoUpeva ox£Bia kat v avanavieym
Bepatikr endvw aTov NOAEWO Kat ) pvijn — 6a avoiEel pia evieAds
Kawvoupyla didotaon o€ €va koo To onoio ouvriBwg anogedyel
TIG Tawieg mou aoxoAouvtat pe tétola nmpata. To BaAg e rov
Mnaaip 6a npoopEpEeL o€ QUTO TO KOG, ou anaptiletar v Pépet
and Toug auplavous OTPaTIATES Kat TOUG auplavous NYETES, pia
OlagopeTikny 6Yn g Kowotomniag Tou Kakou, Twv devev Tou
TIOAEOU — EEQIPETIKA QVTI-NPWIKT), QVTI-IBEAAIOTIKT), GAAA EVTEAEL
TOAU onpavtiki: elvat n kowotoria mou TeAkd kataAriyet o€ aa-
Toxuoia, mavtou Kai mavrote, pévo Tou vilvetal KaBe gopd e
@AAn) 16eoAoy(a.

‘Ap1 ®6Apav

Metdppaon:
Au M. Manaydvvn



Dancing With Death

What are the odds you will recall what you experienced in a war
you fought twenty years ago? Twenty-five years ago? The years
go by and the memory lingers on, playing tricks on you again and
again, reinventing itself, adding some details, removing others, all
in keeping with the distinct needs of your soul. Suddenly you have
children, a first child, then another, then another and less and less
you want to recall the events you were once partner to, an active
partner, a passive partner, depending on how you look at it. Depends
on how your memory looks at it. Depends on how your memory
invents it.

In 1982 | was an Israeli soldier in Lebanon while the horrible
massacre in the Sabra and Shathila camps went on, merely hundreds
of meters from my own post. There, in the ruins of Beirut, the Chris-
tian Lebanese militia known as Phalangists massacred thousands
of defenceless Palestinians for three days straight and all this under
the cover of the Israeli army. Twenty-five years went by before |
could decipher that same weekend, which was hidden away in my
memory. In the meantime, | wrote screenplays and directed coming
of age movies, movies about love, family, memory and the Holo-
caust. | won acclaim in Israel and abroad. Nevertheless, | could not
confront, neither on a personal nor on an artistic level, the main
reason for which | chose to study and work in cinema.

Waltz with Bashir, the film, is a very intimate journey into personal
recollection, which imaginatively combines documentary film and
animation. Israel’s finest illustrators joined us in making Waltz with
Bashir. They became a team that documented, in animation, the
process by which my recollections returned and wandered from
character to character: ten characters in all, including close friends,
forgotten military buddies, post traumatic stress disorder researchers,
journalists who covered the war in question and the wars that
followed. All these gradually complete this fantastic puzzle — made
up of harsh, piercing realism — which recreates the horrors of war.
Case at hand: the Lebanon War. Regrettably, this puzzle corresponds
to scores of past wars, current wars and wars that are yet to occur
in our world. Thus, a virtually trivial analogy is created in the film
between the massacre that | studied and the massacre that took
place in my family forty years earlier in the Auschwitz death camp.
Themes such as guilt, repression, first circle of massacre, second
circle of massacre, those themes | grew up with at home as a child,
took on a new meaning as | was investigating them from a totally
opposing point of view.

| hope that Waltz with Bashir, with its rich, picturesque language,
spectacular animation and the incorporation of an unexpected topic
of war and recollection, will open up an entirely new dimension to
an audience that, in most cases, would steer clear of films that deal
with these themes. With Waltz with Bashir, this audience, made up
in part of tomorrow's soldiers and decision makers, will be provided
a new facet of the banality, of the evils of war — extremely un-heroic,
extremely non-idealist, but ultimately most important: that same
banality that ultimately ends in bloodshed, universally, at any given
time, only it is based upon different ideologies.

Ari Folman
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