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An Exhibition curated by Elettra Stamboulis with Doris Hakim and Danae Stratou




O katdAoyog ek&6OnKe pe TNV evkatpia tng €kOeong «All Eyes on Palestine. 20
Palestinian Contemporary Artists», tou emipeAndnke n HAékTpa ZTAUTOVANR KAl CLVE-
TipeAndnkav ot Ntopig Xakiy kat Aavan Ztpdtou, atnv ABrva amnd tig 11 Askeufpiov
2025 £wg 11§ 25 lavouvapiov 2026.

H ékBeon MpaypaTOTOLRONKE CTOLG AVAKALVIOHEVOUG XWPEOUG TOL VEOKAAGLKOU KThpi-
oL oL BpIloKEeTAL 0TO KEVTPO TNG TTOANG, Kapodpn 15 kat Bopou 4, kat mapaxwpndnke
amno tov k. Fadi Otaqui

H £kBeon eival pla tpwtofouvAia tov meta - To KEvtpo yia tov MeTaKamItaAloTLKO
MoALTLlopO, EVOG UN KEPSOOKOTILKOU EPELVNTLKOD OpyaAVIGHOL Tou 1&pLONke to 2020.

The catalogue was published on the occasion of the exhibition «All Eyes on Palestine.
20 Palestinian Contemporary Artists», curated by Elettra Stamboulis and co-curated
by Doris Hakim and Danae Stratou, in Athens from December 11, 2025, to January 25,
2026.

The exhibition was held in the renovated spaces of the neoclassical building located in
the city center, 15 Karori str & 4 Voreou str, made available by Mr. Fadi Otaqui.

The exhibition is an initiative of méta - The Centre for Postcapitalist Civilisation, a non-
profit research organisation founded in 2020.



An exhibition curated by Elettra Stamboulis
Co-curators: Danae Stratou and Doris Hakim
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All Eyes on Palestine
Mia moaén uaptvpiac

H ékBeon All Eyes on Palestine gival pyia mpd§n MOALTIOTIKAG avtiotaong Tou
Haptupad tn SOvaun Tou AvePWTILVOU TIVEDBHATOG KAl AmodeLlkvOEL OTL N KAAAL-
TeEXVLKN eAevBepia emiBlwvel akdpa kat oTig o Pdavavoeg ouvnkeg. MNapou-
oladovtag ta £pya gikoot a§loAoywv MaAatotviwv kaAAtexvwy, to méta - To
Kévtpo yia tov MetakamitaAloTiko MoAttiopo emixelpel va otpéPpel to BAEpHaA
Hag mépa amnod Ta MPWTIOcEALSA, OE £Vav XWPEO OTIOL UTIOPOUHE TIPAYHATLKA vVa
Sobpe évav Aad va vnepaoTmidetal g yEVVALOTNTA TNV TALTOTNTA TOU, TN Snut-
OULPYLKOTNTA TOU KAl TN cLVEECN ME TN YN TOU.

Edw kal dekaetieg, n MaAaiotivn Aoyiletal wg 16TOG oYaynis. Tirmota dgv anav-
Bpwmomnolei meplocdteEPO £vav Aad Amod TNV AMELKOVLIOH TOL WG HJolpaio Bvua
HLOG avaTOWELKTNG YevokTtoviag. ‘Ooo ta péoa padlkng EVNUEPWONG CLVOPTIA-
Jovtal amnod ekPEELS KAL ALPATOXVOLEG, £vaG TTAOVOLOG KAl OPXOLOG TTOALTLONOG
vrnoBiBadetal o€ “mpoPAnua tpog entidvon”. H €kBeon All Eyes on Palestine pag
mapakvel va So0pe tnv MaAaiotivn 6xL wg medio eBvokabapong kat Hallkng
SoAowoviag, ovte kav wg BEpa akadnuaikng cu{Atnong, AAAd wg £vav TOTo
TIOL QTIOKOAUTITETAL EK VEOUL PECA ATO TA PATLA TwV KAAALTEXVWY Tou. Kabwg
avtikpldete Ta £€pya TOLG, Ba HOLPACTELTE KL E0ELG TIG AVAUVACELS TIOL PWALA-
Jouv OTOUG EAALWVEG, TOUG OTLXOUG TTOL HOVPHOLPL{OVTOL OTA COKAKLA TWV TO-
A£wv, Ta AVUTIOTAKTO KEVTAMATA TIOL OTOAL{OUV HPE VONHA TIG TIOPASOCLOKES
PopeaLEG. Mavw art’ 6Aa, Ba viwoete TNV £§adn PLaG paviaoiog Xwplg opla ou
OpLapBevel avTlpETwn e KATA T AAAA avuTtEPPBANTES AVTLEOOTNTES.

OL gikooL KAAALTEXVEG AUTAG TNG €kBeoNG CLVOETOLY £va PWOoAikd YEVEWY, Ye-
WYPAPLKWY TIEPLOXWV KL KAAALTEXVIKWYV TtpakKTikwv. Kdmotot {ouv kat epyado-
vtal otnv Lotoplkn MaAatotivn, dAAoL avikouv otnv MNaAalotviakn Slacmopd.
Ta pé€oa mou XPNoLPoToLlolV Kupaivovtal amnod tn {wypa@ikr KAl tTn YAUTITLKA
£wg TNV eykatdoTtaon, To Bivieo, Tn pwrtoypapia kal Tov AX0. ZTa XEPLA TOUG, N



All Eyes On Palestine

TEXVN YylveTal N apXaLloAoyLkr okamdvn Tou §£0ABel TPOCWTILKES KAl GUAAOYL-
KEG AANBOELEG KATW ATO CTPWHATA LOTOPLAG KAl EKTOTILOHOUV. AUTEG OL aAnBeLEg,
ME TN OLPA TOLG, AVABLWVOLV TOTIA KOL CLUVTNPOULV OVOHVACELS TIOU CLVEXWS
amnstlovvtal pe e§apdvion, VW TALTOXPOVA CLUVLOTOUV SOMLKA CTOLXELOL TOL
opapatog yia éva péAdov tng MNaiatotivng pl{wpévo otn Stkaloovn, TNV €Lpn-
VI KL TRV OHOP@LAL.

Qg KAAATEXVLG TTOL SOUAEDEL CUXVA HE TNV 8LA TN YN, T KOWWVIKOTIOALTLKES
Slalpéoelg kat tn oxéon PETAEL Twv avBpwnwy Kot Tou TEPLRAAAOVTOS TOUG,
aitoBdvopal pia Babld cuyyévela Pe Ta £pya autig NG £€kBeong. 'ETol, ek p€poug
TOoL Méta, o€ PLa ETOXN TIOL OL LoXLPOL OTLENSOLV VA LTIOKPLOOVV OTL N YEVOKTO-
via twv MaAalotviwy €XeL TEAELWOEL, 0OG TPOCKAAW va oTpéPpoupe ‘OAa ta
BA£upata otnv MNaAawotivn. MNati 6tav BAEMovpe payHATKA, §EV UTOPOVHE
va mapapeivovpue asdidgopol.

Mg guyvwpoolvn TIPOG TOLG KAAALTEXVEG YLOL TNV EUTILOTOCVUVN TOUG KAl TO £§alt-
PETLKO TOULG £pYoO.

Aavadn ZTpdtou

KaAAitéyvig & ZuvemueAntpia tng ékBeong All Eyes on Palestine, mpoebp0¢ tou
méta [ To Kévtpo yia tov MerakamitaAiotikd lMoAitioud



All Eyes on Palestine

An act of bearing witness

All Eyes on Palestineis an act of cultural resistance, testimony to the resilience
of the human spirit, proof that creative freedom survives the most brutal of cir-
cumstances. In bringing together the works of twenty remarkable Palestinian
artists, méta - The Centre for Postcapitalist Civilisation intended to move our
gaze beyond the headlines to a space where we can truly see a people valiantly
defending their identity, creativity, and connection to their land.

For decades, Palestine has been looked at as a site of carnage. Nothing dehu-
manises a people more than their depiction as natural victims of an inevitable
genocide. While the media are mesmerised by explosions and bloodletting, a
rich and ancient culture is being reduced to a problem to be ‘solved’. A/l Eyes
on Palestine seeks to train our eyes to seeing Palestine not as a site of ethnic
cleansing and mass murder, not even as a debating topic, but as a place to be
discovered anew through the eyes of its artists. As you encounter their works,
you too will share memories embedded in olive groves, hear poems whispered
in the streets of Palestinian cities, feel the defiant embroidery bestowing mean-
ing on traditional dresses. Above all else, you too will feel the thrill of boundless
imagination overcoming otherwise unbearable odds.

The twenty artists in this exhibition represent a mosaic of generations, geog-
raphies, and artistic practices. Some live and work within historic Palestine,
others are part of the Palestinian diaspora. Their mediums range from painting
and sculpture to installation, video, photography, and sound. In their hands, art
becomes an archaeologist’s tool with which to dig up, through layers of history
and displacement, personal and collective truths. These truths, in turn, help
revive landscapes and preserve memories that are under constant threat of
erasure while, at once, functioning as the building blocks of an imagined future
for Palestine rooted in justice, peace and beauty.
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As an artist whose own work often engages with land, socio-political divides,
and the relationship between humans and their environment, | feel a deep
kinship with the works in this exhibition. So, on behalf of méta, at a time the
powerful are eager to pretend that the Palestinian genocide is over, | invite you
to turn A/l Eyes on Palestine. For when we truly see, we can no longer remain
indifferent.

With gratitude to the artists for their trust and their extraordinary work,

Danae Stratou

Artist & Co-curator of All Eyes on Palestine, chair of méta - The Centre for Post-
capitalist Civilisation



H texvN €lval tkavn
VA JOC (PEPEL OTNV
OlKLa pag

HAéktpa ZTaumoLAn

“Acv glual mETpa va ue pi&els oro vepo,
gluaL omopO¢ yia va orElpELS TO ywodpt”

Tayeb Salih, H Emoxn tng Metavdotevong otov Boppd

Metd tnv Atta twv avBpakwpLxwyv otn Bpetavia, o T{ov Mnépykep Eypaye
€va MOAD GOVTOHO KELPEVO TTOL HOLALEL EV HEPEL HE TIPOCELXN KL EV JEPEL ME
gpyaleio amokdaAvPpng'. MIAA yla APWEG TIOL EKSLKOLVTAL, AUTOLG TTOL OAoL
avapEvou e otav n asdikia yivetat agpodpntn. MAd yU auth TNV avAykn Tov cu-
vOOSEDEL TIG OTLYHEG TtPLY TOV DTIVO 6oWV avTiAauBavovTal TG avonteg kal Biat-
€G MPAeLS TNG e§ovoiag — €va «TPLYPEPS OPAPA» OTO OTIOLO OL KATATILEGHUEVOL
yivovtal oL dyyeAol ov ekSikolbvtal 6ooug dev £€d&l§av oikto. O Mmnépykep
YPAWEL OTL umopel va ouuBel o Apwag, f} ol mBavoi Rpweg, va {ntricouvv va
{wypawiocouv 1 va aocXoAnBolv e TNV TEXVN: «AEV UTTOPW VA COG TtW TL KAVEL
N TEXVN KOl WG TO KAVEL, aAAA E€pw OTL ouXVA £XEL SLKAOEL TOUG SLKAOTEG,
£XEL TIApEL €kSikNon yLa Toug abwoug, kal £xeL Seifel oto HEAAOV TL LTTEWPEPE
10 MaPeABOV, WOTE va PNV §EXAOTEL MOTE Y.

Mavta Bavpada autd To GOVTONO KELPEVO, TOOO yLa To WG Elval ypapuévo 600
KAl ylo 0oa A€€L, kal £XeL Slaitepn onuacia yta 6Aoug dg, OTwG EYw, TOL

1 J Berger, Miners, otov katdAoyo tng €kBeong Paintings and Drawings by Knud and
Solwei Stampe, The Cleveland Gallery, Middlesbrough, England, 1989.
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aoxoAolOpaote heE TN oLVOeTn oxéon MeETAafL TEXVNG Kal TOALTLKAG. Qotdoo,
gyw Ba aatpovoa tnv teAevtaia npodtacn. Asv uropouvpe va Baocl{épaocte
otn PvAuN® mpEnel va tnv Savaxti{ovpe KABe pEpa, Kal N TEXVN £lval To avTti-
Soto yU auto.

‘Otav £eKlVACANE VO OTAVOULME AUt TNV £€kBeon, eixape Yla pévo avnouyia:
OtL Ba ymopovoE va PAVEL «TIEPLTTA». TN CTLYHN TTOL SLATPATIETAL PLOL YEVO-
Ktovia, glval Suvatév va aoXOAOVHOOTE HE HLa KAAALTEXVLKH GUAAOYLKOTNTAO;
Na, eimape otov €autd pag. Eival emeiyov. EviwpetagDd, ol {wég twv dnuilovp-
ywv 1ov eixape emAe€el aAAalav. O Paegvr lod, yia mapddsiyua, £puye anod
tn Mada. Itig 22 TenteuPpiov pag eypaye: «Eipatl kaAd kat katdyepa va Byw
amno tn Fada, aAAd £puya Xwpelg va dpw Kavéva £pyo N otldnmote dAAox». Etol
EKTUTIWOAME TA £PYya TOUL, yLaTi TAEov Sgv vtdpxouv. Agv gival 0 HovadLlkog
ano tov omnoio AdBape mapduoLa ynvopata.

Ta emAeypéva £pya apnyolvtal avth tnv apefatdotnta ot {wES Twv KaA-
Attexvwy, To aicbnua va gicatl mdvta pe pia BaAitoa oto xépt. O Moxdapavt
T6xa, mou (el twpa otn MNaAAia, eival anod tn Mada aAAd €xeL kat LTAALKO Si-
apatniplo. Eival yvwotég yia ta koAdd Tou, tov anodisouv Pe TN AETTH TOLG
TEXVLKN TOV POB0o KABe petakivnong. MNpotewve, wotdco, KATOLA TIOAD TPOCPa-
Ta £pya Tou, @LAoteXvnuéva to 2024 kat to 2025, e titho «IMou Ba mdpue;», Ta
omola annyolv TMEPLEKTLKA TO SIAnuPa docwv KpatoLv auth tn BaAitca and to
1948. Ydpxel KATOLO ACWAAEG HEPOG Yia Toug MaAatloTivioug, TTov avaykd-
Jovtal and to 1948 va eival mpooyuyeg otn SLKA TOUG YN, VA TIAVE OE YEL-
TOVLKEG XWPESG Ko va yivouv ekel «to MaAatotviakd {ATnpa», i va BaAouvv
€vav wKeavo avapeoa otoug idloug kat tnv MaAatotivn; Avtn €ival yla and
TG TOAAEG EPWTACELG IOV BETEL AuTr) N cUAAOYLKOTNTA OTO KOO tNG. H Aé€n
yla 1o «omit» ota apafikd givat prdnt (wse), kat ota efpaikd eivat pmét (2n)
-OUOLAOTLKA O€ OAEG TG ONMLTLKEG YAWOOEG- AVTLOTOLXEL OTOV AXO ToL SelTE-
POUL YPAMHATOG TOL YOoLVIKLKOD aAwafntou: B - Mret, wopéag tng agiag tng
SuadiLkotnTag Kal ToL HOLPACHATOS.

Agv TpOKELTAL ATAWG YA TECOEPLS TOLXOLG" auTto gival cawég. H petatpau-
MOTIKN EUTELPIA TWV YEVEWVY PETA TN NAKuTaA, aAAd kol TnG mpwing lvtupad-
via mov ekivnoe 1o 1987, apopd ouoLACTIKA OAOLG TOUG TIPOCKEKANHEVOUG
KAAALTEXVEG, AVEPEG Kal yuvaikeg. OL HapTUPLES TOLG, TTOL PTIOPELTE VA OKOU-
ogte oTIG ouvevtelEelg OGowv aAmodEXTNKAV TNV TTPOSKANCH VA HIACOLV yLa
TOV €QLTO TOULG KAL TO £PYO TOUG, TO amodelkvbouv ekdBapa: «=ekivnoa va
aOoXOAOUMAL HE TNV TEXVN YLATL HOL ALVOTAV TO TILO TIPOOCLTO £pyaAEio yLa va
EMELEPYAOTW TO TPALHA, VA SpACW HESA OTNV KOLVOTNTA KAL VA SNULOLPYACW
kowvotnta». Me aAAa Adyia, yla va miBLwocL.

H Ntoud Kicta, ylia mapddetyua, to tovidel avtd ye cagnvela. Fevvnuévn to
1991, &ev £€qnoe 1o Teixog Tov BepoAivou, aAAd ciyovpa yvwpilel TOAD kaAd
tnv moAwopkia tng Ndag. Nruxlovxog Mabnuatikwy, dsv Bprike otouvg apLd-
MOUG eMapKEG vonua yia tn {wn NG Kal £yve avtodidaktn KaAAtexvig. Ot
SouAelEg TG Maywtd AA-AouvTta, TTOL ATAV TA TTEWTA YAUTITA OTNV TPWTAP-



XLKR TNG AToPLKR €KOe0N, Pag TTPOKAAOLV Pe Eva akavOwdeg epwtnua: Mwg
MTOPOUUE VA SLATTPOAYHOTELTOVHUE ELKOCTLKA TA OKANPA YEYOVOTA PE KALVO-
TOHO TPOTOo; MWwG PMopolpEe va eMAVEEETACOVE QUTA TA YEYOVOTA WOTE va
KOTOOTOUV TpooeyyioLlha eltkaoTtikd; To 2014, to voookopeio AA-Aouvta -Eva
idpupa ou cuvexidel va AELTOLPYEL WG KOLVWVLKOG OPYAVLIOHOG KOL TIAPEPELVE
o€ Kpilolun Asttovpyia akoun kat Hetd tnv 7n OktwRpiov 2023, mapéxovtag
OULCLACTLKNA LATPLKN YpovTida otn Bopela Mada- v ATav Lkavo va vmodextel
TOV TEPAOTLO aPLBUS Bupdtwy. Katd ouvemela, KAtapUKTES TPOYPLHWY Xpnot-
pomolénkav yla va amobnkeutolV oL copol Twv TALSLWY IOV oKoTwOnKav
amo TNV LopanAwvh oTPATLWTLKA eMLXeipnon Mpootatevtikn ALXun.

H Ntoud mrpe cuvevtelEelg and Tov LSLOKTATN TOL KATAPUKTN, KAToypdyo-
VTOaG TNV PUXOAOYLKA TOU KATACTAON HUETA TNV MTPOCWPELVA HETATPOT QUTAG
TNG OLKLOKAG CLUOKEVLAG O€ ESOTALOHO VEKPOTOUELOV. ZUVAVTIABNKE EMLTTAEOV PE
10 Kévtpo AvBpwtivwyv Alkaliwpdtwyv tng Paya kal pe mevBoloeg oLkoyEVEL-
£G, vloBeTwvTag HEBOSOAOYLKEG TPOOEYYLOELS TNG KOWWVLKAG £pguvag. Auth
N SLAR WBLOTNTA TOL KAAALTEXVN-EPELVATA £lval KOWO YyVwWwPLoPA TwV oOYXPO-
vwV MaAalotiviwy SnULoupywv oL JETEXOLV O AUTH TNV £kBeon.

OAokAnpwvovtag tnv £peuva TNG, SNULOVPYNOCE TO KAAALTEXVLIKO tpoTekT Ma-
ywto AA-Aouvta — YAUTITIKEG oLVOEoeLg and Kepl, £va LALKO WSLaitepa emip-
PETEG oTNV MEPLBAAAOVTLKH AAAOLWGN TTOL TAPASOCLAKA XPNOLUOTIOLELTAL OE
LEPOUG XWPOUG, OTIWG OTLG EKKANOCLEG KAl ta tepévn NG Madag. ESL xpovia ap-
YOTEPQ, ALTA T AVOKATACKELAGHEVA YALTITA (Ttou SnulovpyROnKav £k VEou
oth Macoalia petd tnv e€apdvion toug otn Mada) mtpoBdAAouvv we nuiSiaa-
velg, pLdi{ovoeg HOPYESG TIPOKAAWVTAG TN MVAMN Kol ekouyxpovidovtag tnv
amnovuoia . Kat’ avtév tov tpéno, n eikéva psratpénst OV xapé o€ dueon na-
poucna smts?\wvraq aUTO oL 0 MTépykep nsptypacpst wg €va amno ta faocikd
ctOLsta NG TEXVNG, TO «va CUAAAMPBAVELG TOV KOGHO KO VO TOV (PEPVELG OTO
oTmit». O KlvnuaToypAWog, avilf£Twg, cuvBwG PETAPEPEL TOLG BeaTtéG AAAOD
— €KTOG OV MPOKELTAL YA BLVTEOTEXVN. L€ TETOLEG TIEPLMITWOELG, N ELKOVA €V
UTIOLKOVEL OE KLVNHOATOYPOAWLKESG CLUMBACELS, aAAA Asltoupyel akpLBwG OwG
OE YVEVIKEG YPOMHES N ELKAOTLKA TEXVN. ZTOV KAVOTLKO Ttivaka ZTi¢ 8 w.u., elval
akpLBWS 0 PWTLoPSG Ttov tnyadel amnd 1o omitt (ko tapanéunel o Kapada-
10), TTOL CULVLOTA TO OTTLKO EMKEVTPO TNG oLVOEONG.

Agv gival Tuxaio OtL Amod Toug €ikooL KAAALTEXVEG, Ol TIEVTE EKTIPOCWTIOUVTOL
ME OMTLKOOKOUOTIKA Héoa. H Aapica Zavoolp -avaupifoAa pia e€€xovoa
Hop®n TNG o0VOETNG KAAALTEXVLKAG Yewypawiag tng MNaAailotivng- opapartile-
TAL TOV EMAVATIATPLONO OAOKANPOUL TOL TTAAALOTLVLAKOU TTANBLCHOL otn Bdon
Ml SLOTOTLKAG LTIOBEONG, TNG METEYKATACTACNG TOLG EVTOG HLOG KABETNG
AOong o £vav povadikd ovpavofvotn: to Nation Estate. Autd cuvePn to 2012,
TO £T0G TNG S£0TEPNG HEYAANG OTPATLWTLKAG eMLXEipnong tou lopanA evavri-
ov tng Madag, pera tnv Emxeipnon Zupnayég MoAGBL. A§loonpeiwtn eivat n
adtaploBATnTn cbvdeon pe €va dAAo £€0vog, amod To omoio onuepa Asimel n
gLpnvn: 1o Zouvddv BopPapdiotnke and to lopanA tnv idta nepiodo.
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To £pyo NG Zavta ZapAavtl -uLog KAAALTEXVLISAG TNG oTtoiag N tapouvcia otnv
MmievdAe =€vol Mavtov touv 2024 Atav 8Laitepa onNUAVILKA- HETOOXNHATL-
{eL To MapeABSV, To TOPOV KAl TO HEAAOV PEoA ATIO PO PHETAPOPYWON ATO
aoTpopavpPn glkovoypaia oe Tpwtoyoveg HopWEG. NMpookalel To Koo va
apploBntiosl avtd mou BAETEL, KOBWG ATITLKA GTOLXEla avadluovTal anod tnv
eninedn eikova. Mnopolpe va ayyifovpe tnv 086vn; Autd 1o £pyo amoteAel
M€POG pLag olVOEeTNG eykatdotaong, HOVo £va andcTACHA TNG oTtolag Ymopel
va TtpoBAnBel edw, ov e6pAdeTal JE CUVETELO OTNV TIPOCWTILKN EUTELPLA TWV
ouLVOpPWYV, TNG andéoTacng KAt Tng £yyodtntag.

Ta £pya tng NtépLg Xakip,mov cuvéBale yevvalddwpa otn dnulovpyia tng
£kBeong pEow NG SLITAARG TNG TTAAALOTLVLOKAG KAl EAANVLIKAG KATAYWYNAS, AEL-
ToupPYoULV o€ MOAAATAA entimeda. MNépa and to Asv poiadeis ue Apafiooa, Tou
Slepeuva tnv enipgova pevath YOON TWV AVTL-0PABLKWY TIPOKATAAAPEWY, TO
£pyo tng Ta aropadyta/The Leftovers avacuvBEtel -péoa amnd tnv teAstouvpyia
TOU PAYNTOL KAL TOL GTNCIMATOG TOL TPATESLOD- TA ATIAYOPEVMEVA, AOYOKPL-
MEvVa XpWHATA TNG MAAALOTVIOKAG onuaiag. Tavtdxpova, ekBETeL TAVW OTO
tpanédl (katavontd 0o weg SemMVIKA empdvela 600 Kol WG TAAETOL KAAAL-
tEXvN) TN BOLALULKA KATAVAAWGH TNG TAAALOTIVIOKAG EMKPATELAS ATt TV
amnolklokpatikA e€ovoia. Q¢ MaAalotivia touv ‘48, tov TeAlkd eméAe€e va eyKa-
taotabei otn Xxwpa tnNg HNTEPAS NG, TNV EAAGSA, N NTopLg EvowpaTwVEL TPo-
OWTILKA TLG EVTACELG QUTEG.

To Ayarnntri AétAa tob Mntadce Zapd PAG TPOCKAAEL TN OTILTLKA TOU OLKELO-
TNTA WG MATEPQ, EMKEVIPWHEVO OTNV LOTOPLA TNG OLKOYEVELOKNG €0TiAG OTO
TPooLYLKO aTtpatomnedo AA MNappolk otn Aapackoé. Itn SIkA Touv mepimtwon,
TO VO «PEPVELG OTILTL» UTIEPPALVEL TN HETAPOPLKA £VVOLA KOL YIVETOL PLOL OU-
veldntA npd&n. Evw 10 £pyo mapouvoidletal ouvnOwg o YeoTIBAA, mMpooLtd
povo yia cOvtopo Sidotnua oe £vav fsatn kAOs wopd, motEéPape OTL To va
TOUL MIPOGWPEPOULHE HULOL HOVLHOTEPN OTEYN CLVLOTA LA AT TTPAEN KATOLKiAG
TOUL £pYyoOu.

I10 Qpa yta Mmavio, o Zapip Ovakevt £oTlAleL TO £pyo TOUL OTN {WLKN PE-
Tapdpwaon Kat tn Yoon tnG avtiAnyng: xwpig mAaiolo, to £€pyo mupodotei
OTOXAOoHOUG yLa TNV TALTOTNTA, TOV EEWTLONO, TNV TapeVOLCLA, TLG TIOALTLOML-
k€ eppnveieg Twv {WwV WG CLPPBOAWYV KAl TN oX€on TNG AvBpwndTNTag PE TA
{wa OTav aUTA AVTLKELPMEVOTIOLOUVTAL. QOTO0O0, £6W N EUTIVELON TIAPOUEVEL
plwpEvn og Eva TpayHaTiko yeyovog: to 2009, o {woloyikog kAmog tng Madag
UTIECTN KATACGTPOWLKO BouBapdioud amd to lopanA. Ol ctpovBokdaunAot kat
Hla kapnAa okotwOnkav, evw ol 0o {ERpeg MéEBavav amnod neiva — yeyovog
Tov wWlnoe tov POAaka va Bayetl 0o yaidovpla wg (ERPES.

Ztov katdAoyo No Man’s Land (I'n tov Oudevédg) touv 2013, tou £k&60nke amnd
tnv MkaAepi Eslite, o kKaAAITEXVNG pavidotnke pLa cuvévtevgn e tnv Evayua,
TN yaidoupa mou mpwtaywviotel oto Bivieo:



«lMwg¢ nrav to vroug, Evayia;»

«Anaiolo. Toavriotnka. Kat npayuarikd... S5nAaén... Exete xaoet kaBe aiobn-
on tov Xpovou; Asv TeAsLWVEL MOTE... TL ovufaivel edw; Aev iuat kat téoo Bpo-
Hikn! Mapeumintoviwe, Ekava Ta KAKd LoV OKOTLUA TNV WEA TOU yUpiouarTog.
Hrav n mio ekAsntuougvn poppr AvTioTaocn§ mov Umopouoa VA OKEPTW».

AUTO TO £pY0, OTNV OTITLKI TOL ATIAGTNTA -HETAHNOPPWVONEVO HECA ATIO LA O~
vadikn ouvexn akoAouBia- aAAdlel katevBuvon Kol vonua Pe KABe otolxeio
Tou mpootibetal | agatpeital. O PeAivt mepléypaPpe KATOTE TOV KAAALTEXVN
WG «EVOV EMAPXLWTN, OTOOPELPEVO KATIOL AVAPECA OTN PUOLKN KL TN PETA-
(PUOLKN TPAYMATIKOTNTAY, KAl €lval akplBwg o€ «auth TN peBdpPLo avdpeoca
OTOV aTTo KAl TOV AVAO KOOHO» OTIOL KaTtolkel 0 OLAKEVT.

To BAépupa touv Zavtl AAakloOk £o0TIA{eL eMiong O £€VOV TTPOCWTILKO £0W-
TEPLKO Xwpo. O Zavtl eival masi tng e§opiag mov Biwoav écol peydAwoav
OTOULG OTIWPWVES TNG MNAwag: «eméotpePe» otn Mdda 1o 1995 poévo yia va tnv
gykataAeipel ava. Aneltkovilel TOV £0UTO TOU OE QUTA TN CLUYKAOVLOTLKN Q-
TOTMPOCWTIOYPAWPLA, ATIACKXOANUEVOG JE TN YAARVLA TIPAEN TNG AvAyVwWonG Tou
Kopaviou, e tnv mavk Poikdva tou va aPpned T Tpocdokieg, evw oL L.oxupol
TOUL KOOHOUL £§ATOAVOULV TO XAOG HECA OTOV TILVOKA TIOL KPEUETAL OTOV TOiXO
TOL SWHATIOL TOU. To ECWTEPLKO KAl TO £EWTEPLKO gavi{ovTal AVIECTPAM-
MEva: n avAayvwon, TOPEMTILITOVIWG, £LVOL TO TPWTO ELKACTLKO B€ua ov ava-
maploTatal otnv oBwpuavikn peaAlotikn {wypawlkn tng dekaetiog tov 1870,
XOPOKTNPLOTLKA TNG OTolag ATaV KAAALTEXVES OTIwG 0 Oopdv XauvTi, mov emi-
ong apeckOTAV 0T CLHBOALKA AVTO-avanapdoTaoh.

Yrapxet BePaiwg kat n MaAdk Matap, yevvnuévn otn Fada to 1999, n omnoia
petanndnoe and tig MoAttikeég Emiotnueg otig KaAAltexvikeg Inovdeg. Evepyn
oto SLadiktuo amod TNV ePnPeia TNG, AMEKTNOE EKPNKTILKN OTTLKN avayvwpl-
on otav €vag mivakdag TG xpnotpomotntnke wg e§w@uAAo yia éva BLBAilo tng
Opavicéoka AAuTtavede, av kal eiXe OGN opyavwoel TTOAAEG SLEBVELG ATOULKEG
ekBéoelg. Na tn MaAdk emiong, N TPOCWTILKA EUTELPia €ival 0 JWTLKOG XLUHOG
Tou Opécpst 10 £pYyO . To On)\UKé Kal N avamnopdotacn tov avasdvovtal du-
VOMLKA o€ TTOAAOUG ATto LTIN TiVOKEG TNG, CUPTIEPLACU BAVONEVWY TWV Mr/rpo-
nta kat Avtiotaon. O rrpwtoq ATIOKAAOTITEL pLoL SouLKA olvOeon, KOI.VF] otn
oclpd tng Orav n Owkoyévela eivat to Movabiké Kataguyto, Tou TTOPATEUTIEL
otn SlakoopNnTkA atolntikn tng Andéoxiong tng Biévvng kat twv devdpikwv
Sopwv TG (tov Bupidouvv To GiAi touv KALUT), av Kal £5W ATTOKTA HLaL EVIEAWS
Slaopetikn onuaocia. O dg0tepog ivakag avapLwvel tn cuphBoALKA, oXesOv
TPOPAPANALTLKI, ATIXNON TOL YPOVTOU, WOTOOCO ATOSOCHEVN UE TILVEALEG KOLL
OTIALOTLKA otolxeia mou Bupidouv TNV mapddocn Tov PHoupaAlopoL tng Ke-
VIPLKNG APEPLKAG KL HOPYEG atod T Adikn Kal tapadootakh {wWypa@LKA TNG
Eyy0g AvatoAng.

Méca otnv adduaoctn caipa Tov CLYXPEOVLKOD XPOVOUL -TIOL EVAVTLWVETAL
OTLG YPOAMMHLKEG AVTIAAYPELG TOL XPOVOU, TAVW o€ £va BEAOG TTOL 08nyel PO
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€vav auTtokaBopLopud Omou XPOVoG Kal XwpPog ouyxwvebovtal- {ouv ta £pya
Tou XAVt Zoupoum amnd tnv mpocyatn oslpd touv Ot Madatotiviot (2024, o
€€£MEN). H idua n Jwn tou XAvi £XeL yivel To B€pa 500 VIOKLHMAVTEP? TIOL ECKEW-
Méva XELpaywyolV TNV apnynUATLKN HOPWR WOTE VA YiVOLV KUKALKEG LOTOPLES
TIOUL EMLOTPEPOLV SLAPKWG OTLG ATIAPXES TOUG.

H téxvn touv avadietal péoa amo 1o mAaiolo Tng BlwPEvnG ToL EPTELplag” agn-
yeital otL dpxloe va oxediddel oe pla BLBALOOAKN, OTIOL KATEWPELYE TV WP
Twv BouBapdilopwy yLa va atcbdvetal o acpaing. Ekel pmopoldoe TouAdyt-
otov «va Bpioketal aAAoL Tnv wpa mov ditapade», kal ATav akpLBwg JEoa and
TNV avAyvwon Tou oL ELKOVOYPOYPNOELS HUBLOTOPNHATWY TOV EVETIVELCAV VA
oXebLAdEL WG PLOL HOPWYI TIPOCAPHOCTLKOTNTAS KAl avtoxns. H popyomoinon
TIoL KPLUPETAL HECA OTA APOPWYA TTOPTPETA ATIOKAAVUTITEL TN SUCKOALQ TOL va
AVATIAPOCTACELS TNV TIAAALOTIVLIAKA TALTOTNTA — TO VA TIAPOUEVEL KAAUVUME-
VOG KATW amo £va €i60¢ awpol Tov mapdyetal and tnv antbavotnta tov va
pnv mpoodlopidecatl wg MaAaloTtiviog, To va emAEYELS oTtoladnmote EVAAAa-
KTLKN HOP®N aUTOTIPOoodLlopLlopol, 660 PeLOTA KL av ival. Maywdevpévol péca
og AuTAV TNV KOAAWSN ouoia, ot MaAatotiviol StatnEolv PHovo Ta pATLa TOouG,
Tou pag e§etdaouv Kal anattoly, e TN oeLPd TOUG, Va TouG SOULE.

YA pXEL, EMLITALOV, KATL OVGLACTLKO KOL ETLELYOV TTOL APOPA TN YEWYPOWLa Kot
TO TOMi0: €V MPEMEL VA LTTOTLHOVKE TN XWPLKA SLdcTaon XApPLV TG LOTOPLKAS,
MEPLOTACHEVOL KABWG eipacte amnd tnv adidkonn aAAnAovyia Twv yeyovo-
Twv. O Xwpog kabopilel TNV OMTIKN, KAL TIPETEL VA PAVTA{OPACTE TO YEWYPO-
(PLKO OTOLXELO WG ML AdPATN KATAYWYH TTOL 0 KAAALTEXVNG kaBLotd opatry. To
TOTILO OTNV TEXVN EVEXEL KATL TO SLAXPOVLIKO, oAV va TIPolTRPXE TG dlag tng
avBpwmnédtntag. ‘Oxt Opwg otnv MaAaiotivn, omou sival Stapkwg Bpvppatt-
OMEVO KOl AVOSLATACCETAL O HOPYEG TTOL PolA{ouv OAOEVA KaL TIEPLOCOTEPO
ME cuvTpippLaL.

2 Htawia Mars at Sunrise (Apng oto Avkdewc) Baciletal otV TEOCWTILK EPTIELPIA TOL
KAAALTEXVN ATiO TN GOAANYN KAl TOV BAcaVIoPO TOL yLa TNV APVNOT) TOL VA CLVEPYQOTEL

ME TLG LOPANALVESG LTINPECLES TANPOYOPLWY. QOTOCO, N TTAOKH £§LOTOPETAL ATIO TNV OTITLKA
ywvia ylag Apeplkavidag mou eMOKETTETAL TO lopanA KAl AVAKAADTITEL PLld ATTEOCOOKNTN
npaypatikétnTa. Eotiddel otn cuvavinon evog lopanAvob oTpatiwn -emiong amoyon-
TELPEVOL KAAATEXVN- UE Evav MAAQLOTIVIO KAAATEXVN TTOL AelTovpyel wg To alter ego Tou
TPWTAYWVIOTA.

TtV tawia Meet Me Out of the Siege (Yuvdavtnoé pe E§w amnd tnv MoMopkia), yla avti-
otEn PeTafh SO0 KOANTEXVWV SLAYOPETIKWY NAIKLWY KAL OTIA -TOU 510V TOL ZOUVPOHTL KAl
oL KapdaA MrtovAdrta- Snutovpyel €va e(dog xpovikoL AToTPOocAVATOALCHOUL. XTO TEAOG,
yivetat adbvaro va Siakpivel kavelg mola Bloypaia e§LOTOPETAl — AV AVAKEL KAL GTOVG
800, | o GAoLG Pag.

Kat ot dVo tawvieg oknvoBetnBnkayv amnod tnv T{éoka XapTi, pla kaAAtexvida pe Baon to
Yav Ppavoicko, N otola €XEL APLEPWOEL CNPAVTIKO £PY0 OTNV TEKUNPLWGN KAl Eppnvela
NG MaPAywyNng Twv MaAaloTiviwy KAAMTEXVWY PECA aTtO TA VIOKLPHAVIER TNG, XPNOLHOTO-
WVTAG TN HOPPH TOL VIOKLHAVTIEP WG EPYAAELD KAAATEXVIKNAG EPELVAG.



H £psguva touv MovOep TIaovaUTPEX KLveital o auth thv katevBuvon. Av n
katevBuvon evog Tomiov amoteAsital and 1o MW SLAPOPYWVEL TN Paviaoia
TWV KATOLKWV ToL, KataAaBaivouue yLati ota £pya auTol TOL KAAALTEXVN -TIOU
YEVVNONKE GE MPOGYPULYLKO KATALALOHOS kKal Twpa {eL otn BnOAe€éy- To TOLPEVTO
yivetal oxedov éva xpwpua otov kapfad. Epgpavietal wg n ovoia evég tomiov
oL avacouvtibetal atéppova otn waviacia. H yewypapio aokel pgia moALtt-
OHLKNA EMLPPEON OTN YAVTACLA, KOL O CLUVEXNG EMAVATIPOCSLOPLOKOS TNG PLw-
MEVNG MAAQLOTIVIOKAG YEWYPAWPILOG HEOW TNG XPAONG TOL TOLHEVTOUL ATO TG
LopanAwvEG apxEG yivetal n idta n OAN NG KAAALTEXVLIKAG TPA&NnG. H SuokoAia
amodoonG TWV CUVIPLUPLWY WG TOTLOL TMAPATEUTEL OTNV TTIPOKANCN TNG ava-
TopdoTaong TNG EPAMOLV — TOUL €Lval OTATLKN KAl OXE6OV Un-aTELKOVIOLUN.
‘Exet yivel n NaAawotivn épnuog; Eival Suvatdv va amelkovioTel To Tomio tng;

H omtikn StactpéPAwon mouv xapaktnpilel to £pyo touv Maxpoiovt AAXartq yi-
veTal n 8La yewypawlkd cuotatiko. AeSopévou OTL N YwTtoypawia agpopd Be-
MEALOKA TO (WS KOLL TOV XPOVO, N apaiwon TwWV OTOLXELWV TOL TOTioL KAl N €K-
TTWON TWV PLYOLPWV PTPOCTA OTOV PAKO OTLS BACLKEG TOUG HOPYES, EELPW-
VOUV TO TOTILO -TO TPAYHMOTIKO QVILKELYEVO TG YwToypawiag (umopel kaveig
va BupnBel, yla mapddelypa, gLa cknvA amno tnv mpdcatn Tawvia tng ZepLév
Ntaunic What Remains of You, 6mou pia vogn, £€vag youTpog KAl PLoL OLKOYE-
vela amelkovidovtal umpootd o€ éva {wypaplopévo oknviko Tng Nndgag péca
OTOV MPOCPULYLKS TOUC KATAVALOHO)- AKPLBWE GTO KEVTPO TOL £PYOU, MECW TNG
i6lag tng amnovoiag tou. Autd to HEYAANG KALPaKkag eyXeipnua meptAapuBavet
MLO OUCLACTLKN HEAETN TNG TEXVOAOYLKNAG LTIOSOMNG TToL amoteAel TN Bdon NG
ovotnUkAg Biag. Fevvnuévog to 1990, o AAxat{ £xeL e§etdoel peBodikad To ap-
XELO ELKOVWV TIOL TIOPAXONKE, EV HEPEL HECW TEXVOAOYLWV PN@LAKOL EAEYXOU,
amno 1o 1987 £€wg 1o 2023, emavepuNVeDOVTAG TEG Kol SLATOTI{OVTAG TEG UE YL
véa agnynpatikn {wn.

O Apép ZopAAL TAPOLOLALEL PLO ATIOTIAQLGLWHEV ELKOVA TIOL, HECW YEWYPOL-
(PLKNAG KOL TIPOOTITLKAG METATOTILONG, ToTtoBeTEL TNV apica Touv Ppavig Kpdoug
oL 1936 -Ttov SnuLoLPYABNKE ApPXLKA Ao To ZIWVLoTIKO Kivnua yla va amo-
KTAOEL TNV amnapaitntn kpiown pada yia tnv ispuon tov Kpdtoug tou lopa-
NA- og éva véo onuacloAoyLko mAaioto. To 1995, évag AAAOG KAAALTEXVNG, O
NtéBvt TaptakoBep, EMAVEKSWOE TNV APioa YLA VO YLOPTACEL TG ZUHPWVIES
Eiprivng tou’OcAo. O ZopdAL OLKELOTIOLELTAL QUTA TNV E£1KOVA, TNV EUTIOTIOPEVN
ME owwVLOTIKA Weoloyia, aAAddovtag poOvo Tn HopwYn Kal TNV £yyLuTnta Tou
TolXou o€ oxéon Pe to BAEPUA TOL Beath. AUTN N YEWYPAWLKA HETATOTLON,
evw StaknplOooEeL TV amnotuyia Ylag avBpwmivng Stadlkaciog mov oToXeLEL
OTNV LOTOPLKA KATAOKELNA TNG cuvLTapPEng, enavanpoodlopilel Tavtdoxpova
TO00 TN Yewypapia 600 KAl TNV AvaTapAcTACH TG HECA 0Tn GUAAOYLKA MOG
pavtaocia evég toixou mou £xel yivel egBANpATIKOG oto MaAalotiviako tomio.
To anotéAecpa avtAg TG onpacloAoylkng oAicBnong, mou edpdadetal o€ PLa
ELPWVLKA XELPOAYWYNON TNG onuaciag tng €lkovag, €ixe éva ampocdoknto
anotéAecpa: to Mouvoeio touv Tel ABIP TNV eKTOTIWOE, KAl £TUXE ATIPOCHEVNG
annxnong t0co oto lopanAwvé 6co kat oto MaAatoTtviakd kowod. EmmAoy,
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avamnapaxdnke xwpig adsla og kolTEG kal prmtAov{dkia, pe mepimov 500.000
avtituna tng awiocag va mwAovvtal wg ocouBevip ano toug Ayioug Toémoug.

H mpdékAnon va Bpebel yia omtikn amnd Tnv omoia va AMELKOVLIOTEL TO TOTiO TNG
radog amaoxoAnos kal tov Zapiy Zapxav, £vav QuToypao Kot KOAALTEXVN
oL €MEAEEE VA EKTUTIWOEL TIOAAEG ATIO TLG PWTOYPAPIEG TOL TIOV ATIELKOVIi-
Jouv Avdpeg, yuvaikeg kal matdid tng Awpidag mavw oe tolpévro. H oelpa
Ayanntr pou lada (My Dear Gaza) sival eKTevh§ £8w, HAG TIPOCPEPETAL LA
OULVOTITLKNA OTITLKN £L0AYWYH OTOV KavOova ToL ZapXAv. Ao TOTE Tov £EKAELoaV
ta obvopa tng MNadag, n avdykn va Bpebei éva péco yia tnv mpoPoAn evog
SLaopeTikol AvOPWTILVOU TOTIiOL -Ttou Ba PTIOPOUCE VA TTPOCWPEPEL EATILSA
1600 o€ auvtolg ouv {ouv péca otn Mada 6oo Kal o avtolg ouv Bpiokovtal
ar’ €§w- €ywve emtaktikn. ‘Etol, and to 2007, péow tov UAAOYLKOD EYXELPA-
patog MapdBupa and tn Mada ywa tnv Opdda Toyxpovng Téxvng (Windows
from Gaza for Contemporary Art Group), £XeL epyactei o€ Sldopa HEca yia
va Tpoodwaoel £va SLaopeTLKO PwG. AuTo dev eival Hovo HETAYOPLKO, KABWS
pia oo TIG Lo ONUAVTLKEG TOL EYKATOOTACELG NTOV £VAG AELTOVPYLKOG (PAPOG
o1o Atpavt tng Madag, KATAOKEVOAOHEVOS ATIO OLKOSOMLKA LALKA OV owonkav
amnoé ta cuvipippia BopPapdiopévwy ktnpiwv. O pdpog, padi pe 7.000 akoépun
AvTlKEiPgEVA TTOL SNULOVPYNCE 0 KAAALTEXVNG, SV LTIAPXEL TTAEOV. QOTOGCO, N
TEXVN TOL £ival mapoloa, SeiXvVovTag pag Eva Qweg.

H Pava Mmadpa £epe 10 (610 TNG TO CWUA CTOV xubpo ™mg ékeacnq Héow
™ng rtsp(poppavq Opyr] Zw,uaroq (Body Rage). ‘Onwg kdmote mapatipnos o
Evrouapvr Talvt, To pioog ival pdralo, aAAd o Bupdg dev sival. Eival akpL-
BwGg auvtdg 0 BLPOG IOV PETATPEMEL TO WA tTNG Pdva og éva {wvtavo mve-
Ao otoug §pduoug tng MaAaiotivng kat touv lopanA. EkteAeopévn vnd peya-
An migon katd tn Sidpkela MoAAwV StadnAwoewv Stapaptupiag oto lopanA
-Mla TPAEN oL TNV KATECTNOE EMIKiVOLVA OpPATH OTA PATLA TWV LoPAnALVWY
apXWwV- N MTEPPYOPHAVS TNG YIVETAL £va TEAETOLPYLKO EPYAAELO HECW TOL OTIOL-
OUL N MPOCWTILKA 060VN aAmooTAleTal 0€ CUAAOYLKN ATIAXNON, HETATPETOVTAS
aULTO TOL SLOWPOPETLKA B TTAPEPEVE HLOL HOVOXLKN KPOWLYK O€ LoXupen Snuooila
MHapTupia.

H MavdaA Mayapivt, XpnolUomouwvTag avarmapAagLHeS TEXVIKES OTIWE N ME-
tagoTuTia KAl N XOPAKTLKH, SLEPELVA TIG TIEPITTAOKES OXEOELG HETAED ATIOLKL-
okpartiag, TavtotnTag Kol HeTaAAayuévwy tottiwv. H Malaiotiviakn Fadéda
(The Palestinian Gazelle) sival éva TMOALETEG £pyo aTtd YAUTITA, EYKOTOOTA-
ocLGg, Bilvteo KAl EKTUTIWOELG, TTOL YEVVAONKE Ao £€vav TIOLNTIKO KAl TTOALTLKO
TPOoBANUATIONO yia TO TPAd A TTOL TIPoKAAEiTAL oTN YOO -Kal OXL HOVo TNV
avBpwmndtnta- Anod TNV AMOLKLaKN kKuplapxia kat emtBoAn. H meptBaAAovTikni
Sikaloobvn Bplokel ti§ pideg NG AkOuNn Kal o yYAwoolkd nedia, kat o {wo-
AOYLKOG KATIOG yiveTal yia AAAN Pl Yopd £vag XWPoS EYKAELOHOL, OTIoOL N
KAAALTEXVLS MavaA Bpiokel tov €autd tng va tavtidetal pe tn yaldéla, mou
opidetal wg «maAaloTtviakn yaléAa» 1060 ota ayyAlkd 600 Kal ota apafi-
KA, aAAG amokalAeital «iopanAwn yaléAa» ota gBpaikd. Autd cuvioTd HLa



€0KEPMEVN TPAEN emavaTa§lvONNoNG TTOL CUCTNHATLKA SLAYPAWPEL YLa TIEPL-
BaAAovtikn Lotopia ov tpolmApXe touv 1948. H cuunadntikA tng ocbvéeon ue
10 {wo ePPaBLVONKE: EMOTPEPOVTAG VLA VA TO TTOPATNPNOEL HEPES ApYOTEPA,
AVaKAALYPE OTL N yalEAa €lXE LTTOOTEL AKPWTNPLAGHO TOL TIOSLOL — PLa TTPAEN
TIov, OMWG €§RyNoEe 0 YUAAKAG, £YLVE «yLa va cwBel to {wo». H petagopd ntav
adtaplofATnTn: N amolkiokpatia Asttovpyel akpLBwg pe avtdv ToV TPOTO,
SLaTNPWVTAG KATL HECW TOL OKPWTNPLACHOD, «cWIOVTAG TO» KOL KABLOTWVTAG
TO OLCLACTLKA AYVWPELOTO.

ZTLG ELKOVOYPOYNOELS KOL TA KOHULK TOL MOYXAMAVT ZOAUTAAVE, ETLOTPEWPOUHE
og £VOV JETALXHULOKO KOOHO TTPOOKEIHMEVO 0T oVYXpPovn TEXVN — £vav KOOHO
TIOL AUECA KAl PNTA TIOPATEUTIEL OE KAAALTEXVIKEG TTOPASOCELS, EMAVATIAAL-
owwvovtag pla maAaiotviokn Nkepvika. H etkovoypd@non xpnotpelel mi-
oNG WG APNYNHATLKO KAl ELKACTIKO gpyaleio tng Mrayidav Apmot NaxAa, n
omoia, PoOALg 25 etwy, €ibe ta SIKA TNG £pya va XAvovtal ot SLAPKELA TNG
eniBeong oto matpLkd NG omitt to 2023. Ektoniotnke otn Pd@a kal otn cuvé-
Xela otnv Alyurto, apyotepa tafidspe otn MaAAia yia tnv LatpLkn @povtida
NG MNTEPAS TNG, OTOL AMAcXoANONKe WG KAAALTEXVLG. OL vdatoypawieg NG
OULVLOTOUV Lo AUECH HapPTUPLa, AVATIAPLOTWVYTOS TO VONHUA APETPNTWY {WwwV
mouv Bpuppatiotnkav, avaBAndnkav i StaAbOnkav. Mg éva kwvnto tnA£pwvo
OTO XEpPL, UTIOPEL KAVELG va KATAPEPEL TTOAAA — (OWG AKOMN KOL VO HETASWOEL
o€ AAAoug auto mouv ektuAiooetal. Ta £€pya NG anelkovi{ouv TPAVHATIOHEVA
owpata Kot BAEppata tpoonAwpéva otov Beatr, anoSoopéva e akovapeAa
omnaviag téxvng. H téxvn tng tépvel tnv idta tn {wn Pe €vav TPOTo oL £ival
AUECOG, EMElYyWV KAl HEAAYXOALKOG — pia {wn onuadepévn amnd MANYES Ko
pla Babid aicbnon neploplopol. H aduvapia va cuopmeptAng@Oolv oL emintw-
OELG TOL TTOAEMOU KL TNG ATIWAELAG OE £Va HOVO £PYO EVOAPKWVETAL OTA XO-
POKTNPELOTLKA TWV NPWWV TNG, KAAVHHEVA JE HWAWTIEG TToL aAAAdouV XpwHA
avdloya Pe Ta cuvalocOAPATA TTOL ATTOTUTIWVOVTAL OTA TIPEOCWTA TOUG.

H Mrayidv avag@épetal cuxvad o€ GUVEVTELEELG TNG OTOV CLVASEAPO Kal Yilo
NG Moxdpavt ZAuL, o onoiog okotwOnke katd Ti§ eMdpopEg oto Noookopeio
Bamntiotwv AA-AxAL. OEAape eMioNng VO ATOTICOVHE YOPO TLUAG OTN HVAMN TNG
Mayxdocev AA Xatipm, mouv okotwOnke otig 18 OktwRpiov 2024. Avo Bdopa-
6eg mpv amd tnv 7n OktwPRpiov, gixe Sltabéocel OAeG TIG OLKOVOULES TNG YLA
va avoi§el éva gpyaoTtnplo kKal mapédide Sladlktuakd pabnpata oe 6Goug
nOsAav va aoolwbolv oTnV ELkovoypa@non KAt tn Snuioupyia XapaKInpwv.
To teAevtaio ox€dLo mov dnuoocicvoe oo MPOWiA TNG oto Instagram eixe tov
titAo «[Teg pou Tt atoBdaveoat orav BAEneis kamotov va kaiyetar» (Tell me what
you’re feeling when you see anybody burning), pihotexvnuévo otn pviun tou
Zapmav aA NtdAou, evog 19Xpovou Ttou oKoTwONKE KATA Tov LlopanAvo Bou-
Bapdlopod touv voookopeiov AN Akoa. Alyeg pEpeg apyotepa, okotwOnke padl
ME Ta MEPLOCOTEPA PEAN TNG OLKOYEVELAG TNG. Eixe emiong ouvepyaoTtei dpeca
ME TNV emtpotn vnép NG MalAatotivng Gernika. H yewypagia touv mévOoug
KOl TNG Katamieong aivetal va akoAouvBel povordria mou enavacuvoEouV
onueia og OA0 TOV KOGHO. ATTOWACICANE VO TUTIWOOUKE OPKETEG ELKOVOYPA-
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(PIOELG IOV PAPTVUPEOLV TO TOT OTIA TNG, TN OLVOETLIKA TNG LKOWVOTNTA KAl TN
dwnpn NG KAAALTEXVLIKN gualoBnoia — yevvaldodwpn Kat ot otn s0vapun
NG TéXVNG va kablotd tn {wn Buwoiun.

OL CUKOMOUVPLEG glval LEPEG KAL OTLG TPELS povoBeiotikeg Bpnokeieg. Ztnv Ma-
Aaa AlaBnkn, o TPoENTNG APWG TLEPLYPAWPEL TOV EQUTO TOL WG «KAASELTH CL-
KOMOULPLAG», KOBWG TOL OUKA TNG CUKOUOUPLAG XA PACCOVTAL VLA VA arteAeLBOe-
PWooLV ALBUAEVLO, WOTE VO WPLHACOULV Lo ypryopa. Aev KAVEL TO i8Lo Kal n
TEXVN; XAPACOEL TNV MTPAYHATIKOTNTA, TNV WPELHAJEL KAL PG ETLTPETEL VA TN
Solpe dwvtavn, Xwpig ta @iAtpa tng tdeoAoyiag, Tov YatplacpoL A TnS Aoyo-
Kplolag. Ta maAatotviakd xwpld xtilovtav yopw amnd ocUKOHOUPLES, ELSLKA
KOVTA oTNV aKtn, 6nwg otn MNada. OL CUKOPOUPLEG LPWVOVTAV CAV ULVAPESEG.
H amouocia toug eival plo akOun L) TOL AKPWTNPELACHOU TIOUL £XEL UTTOOTEL
TO TOTIiO ATO TNV ATMOLKLOKPATIO, TIOU OTOXEVEL OTO Sepi{wHa TWV OXECEWV
Tov MePLMAEXONKav yopw amnd 1o §évipo. Npoonabroape va kabicovpe padi
yOpw Ao TN CUKOHOULPLA TNG TEXVNS, VA ATEAEVOEPWGCOLHE TO ALBUAEVLO TNG,
gAntidovtag va KAVOUHE TO HEAAOV VO WPLHACEL TILO Ypryopa.

H MaAawotivn kataBpox6iletal KOPPATL-KOPUATL, KOLYETAL JE PJLa £VTaon Ttou
BupideL TNV amoacLoTikoTNTA TWV Pwpadiwyv kataktntwy va e§aAsiPpouv Toug
nNttnuévous. H téxvn xaptoypawel thv MPaypaTikOTATA, HEPLKES POPEG MAAL-
ota TNV mpoavayyEAAeL. H téxvn €XeL TNV LkavotnTa va Pog KAVEL va S00HE
aUuTO oL BEAOULME VA ATIOWUYOULHE" MOG ETILTPETEL VO ATIELKOVICOVE TO dp-
PNTO, va cLUPBLRACTOVOHE PE TNV ATIWAELA KAl va KPATAME {wvTavi tTn PvAEN
avOpP WMWYV KAl TOTWV TIoL SLaopeTikd Oa Yaivovtayv yia mdvta XapEVOoL.

Opyavwvovtag autA tnv £ékBeon BEAa e va anodei§ovpe otL n MNaAaloTviakn
KOUATOUPA, ol MaAailotiviol KAAATEXVES kal SLAVOOoDEVOL, LTIAPXOLV Kal Ba
ouvexloouv va LTIAPXOULV €V HECW TNG YEVOKTOViAG. H HETATPAULMATLKA pvAHN
AULTAG TNG YEVLAG -Ttov Sev €XeL BLwoel Kapia Opeon, Tapd POVO Th cuveXn
emdeivwon tng katdotaong twv MaAatotwviwv- anoteAel tnv idla TNV ovoia
OAwV TWV £pywV OV eKTiBevTal. AuTd ta £pya HOPTUPOUV PLa KAAALTEXVLKA
KoL avOpwTILvn ToLdTNTA, KoL Yo Emelyovoa avaykn va peivouv ta BAEupata
TOL KOOMOUL TtpoonAwpéva otnv MaAaiwotivn.



Art can bring us
home

by Elettra Stamboulis

“l am not a stone to be thrown into the water,
but a seed to be sown in the field”

Tayeb Salih, Season of Migration to the North

After the miners’ defeat in the United Kingdom, John Berger wrote a very short
text that reads partly like a prayer and partly like a tool of revelation'. It speaks
of avenging heroes, whom we all await when injustice becomes unbearable. It
speaks of that need that accompanies the moment before sleep for those who
perceive the idiotic and violent actions of power — a «tender vision» in which
the oppressed become the avenging angels of those who showed no mercy.!
Berger writes that it may happen that the hero, or potential heroes, might ask
to paint or make art: «l cannot tell you what art does and how it does it, but
| know that often it has judged the judges, pleaded revenge to the innocent,
and shown to the future what the past has suffered, so that it has never been
forgotten.»

| have always admired this short text, for how it is written and for what it says,
and it holds special importance for those of us who deal with the complex re-
lationship between art and politics, like myself. However, | would remove the

1 J Berger, Miners, in the catalogue of the exhibition Paintings and Drawings by Knud and
Solwei Stampe, The Cleveland Gallery, Middlesbrough, England, 1989.
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last sentence. We cannot rely on memory; we must rebuild it every day, and art
is an antidote for that.

When we began organising this exhibition, we had one concern: that it might
seem «superfluous». At a time when a genocide is taking place, is it possible to
think about an art collective? Yes, we told ourselves. It is urgent. Meanwhile, the
lives of the artists we had selected were changing. Raed Issa, for example, left
Gaza. On September 22 he wrote to us: «l am fine and | was able to get out of
Gaza, but | left without any work or anything.» So, his works were printed be-
cause they no longer exist. He is not the only one from whom we have received
similar messages.

The selected works tell of this unpredictability in the artists’ lives, this feeling
of always having a suitcase in hand. Mohammad Joha, who now lives in France,
is from Gaza but also holds an Italian passport. He is known for his collages,
which capture with this delicate technique the fear of every move. However,
he proposed some very recent works titled «Where shall we go?» created dur-
ing 2024 and 2025, which succinctly represent the dilemma of those who have
been holding that suitcase since 1948. Is there a safe place for Palestinians,
forced since 1948 to become refugees in their own land, to flee to neighbor-
ing countries and become «the Palestinian problem» there, or to put an ocean
between themselves and Palestine? This is one of the many questions this col-
lective poses to its viewers. The word for «house» in Arabic is bayt (o), and
in Hebrew it is bayit ('n) -essentially in all Semitic languages- corresponding to
the sound of the second letter of the Phoenician alphabet: B - Bet, which also
carries the value of duality and sharing.

It’s not just a matter of four walls; that much is clear. The post-traumatic ex-
perience of the generations that followed the Nagba, but also the first Intifada
which began in 1987, essentially involves all the invited artists, both men and
women. This aspect clearly emerges in their testimonies, which you can listen
to in the interviews of those who accepted the invitation to speak about them-
selves and their work: «| started making art because it seemed like the most
accessible tool to process trauma, to act within the community, and to build
community.» In short, to survive.

Duaa Quishta, for example, emphasises this very clearly. Born in 1991, she did
not directly experience the Berlin Wall, but she certainly knows the siege of
Gaza very well. A Mathematics graduate, she did not find sufficient meaning for
her life in numbers and became self-taught in art. Her sculptures, Al-Awda Ice
Cream, which were the first pieces in her very first exhibition, challenge us with
a thorny question: How can we visually address cruel events in an unusual way?

How might we reexamine such events to render them visually approachable? In
2014, Al Awda Hospital - an institution that continues to function as a social or-
ganism and remained critically operational even after October 7, 2023, provid-
ing essential medical care in northern Gaza - proved incapable of accommodat-



ing the overwhelming number of casualties. Consequently, food freezers were
repurposed to store the bodies of children killed during the Israeli military’s
Operation Protective Edge.

Duaa conducted interviews with the freezer owner, documenting his psycho-
logical state following this temporary transformation of domestic appliances
into mortuary equipment. She further engaged with Rafah’s Human Rights
Center and bereaved families, employing methodological approaches charac-
teristic of social research. This dual practice of artist-as-researcher distinctly
unites the contemporary Palestinian artists featured in this exhibition.

Upon concluding her investigation, she developed the artistic project «Al-Awda
Ice Cream» — sculptural works crafted from wax, a material notably suscep-
tible to environmental transformation and traditionally employed in sacred
spaces throughout Gaza’s churches and mosques. Six years later, these recon-
structed sculptures (recreated in Marseille after their disappearance in Gaza)
manifest as translucent, iridescent forms that evoke both incandescent and
contemporary memory.

The image thus conjures absence into immediate presence, performing what
Berger elsewhere describes as «fetching the world and bringing it home.» Cine-
ma, by contrast, typically transports viewers elsewhere — unless manifested as
video art. In such instances, the image operates not through cinematic conven-
tions but functions precisely as visual art generally does. In the poignant paint-
ing At 8 pm, it is precisely the Caravaggesque illumination emanating from the
house that constitutes the visionary core of the composition.

It is hardly coincidental that, out of twenty artists, a full five are represented
through audiovisual media. Larissa Sansour -undoubtedly one of the most
prominent figures within Palestine’s complex artistic geography- envisions
the repatriation of the entire Palestinian population through a dystopian hy-
pothesis, relocating them into a vertical solution within a singular skyscraper:
the Nation Estate. This was in 2012, the year of Israel’s second major military
operation against Gaza following Operation Cast Lead. Notably, the connec-
tion to another nation currently devoid of peace was unmistakable: Sudan was
bombed by Israel during this period.

The work of Shada Safadi -an artist whose presence at the 2024 Strangers Eve-
rywhere Biennale was particularly meaningful- transforms past, present, and
future through a metamorphosis from black-and-white imagery into primitive
forms. She invites viewers to question what they are witnessing, as tactile ele-
ments emerge from the flat image. Can we touch the screen? This piece forms
part of a complex installation, of which only a fragment can be displayed here,
consistently rooted in the personal experience of borders, distance, and prox-
imity.
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Doris Hakim, who generously contributed to the exhibition’s creation through
her dual Palestinian and Greek heritage, presents work that operates on mul-
tiple levels. Beyond You don’t look Arab, which explores the persistently fluid
nature of anti-Arab prejudice, her piece The Leftovers reconstructs -through
the ritual of food and table setting- the forbidden, censored colours of the
Palestinian flag. Simultaneously, she lays bare on the table (understood both
as a dining surface and artist’s palette) the bulimic consumption of Palestinian
territory by colonial power. As a ‘48 Palestinian who ultimately chose to settle
in her mother’s native Greece, Doris embodies these tensions personally.

Basel Zaraa’s Dear Layla invites us into his domestic intimacy as a father, cen-
tred on the story of his family home in Damascus’ Al Yarmouk refugee camp. In
this instance, «bringing home» transcends metaphor to become a consciously
sought and deliberate act. While the work typically circulates through festivals,
accessible to one viewer at a time for brief periods, we believed granting it a
more stable residence constituted a concrete act of giving it a home.

In Bath Time, Sharif Waked concentrates his work on animal metamorphosis
and the nature of perception: devoid of context, the piece triggers reflections
onidentity, exoticism, transvestism, cultural interpretations of animals as sym-
bols, and humanity’s relationship with animals when they become objects. Yet
here, the inspiration remains rooted in factual occurrence: in 2009, Gaza’s zoo
suffered devastating Israeli bombardment. The ostriches and a camel were
killed, while two zebras starved to death — prompting the keeper to paint two
donkeys as zebras.

In the 2013 catalogue No Man’s Land published by Eslite Gallery, the artist im-
agined an interview with Enaya, the donkey featured in the video:

“How was the shower, Enaya?”

“Terrible. | really lost my temper. And really... | mean... have you lost all sense of
temporality? It’s never ending... what’s going on here? I’'m really not that dirty!
By the way, | intentionally pooped in the middle of the shoot. It was the most
elegant form of resistance I could think of.”

This work, in its visual simplicity -transforming through a single continuous se-
quence- shifts direction and meaning with each element added or subtracted.
Fellini once described the artist as «a provincial stationed somewhere between
physical reality and metaphysical reality,» and it is precisely this «borderland
between the tangible and intangible world» that Waked inhabits.

The gaze of Shadi Alzagzouq is similarly focused on a private interior. Shadiis a
child of the exile experienced by those raised in Jaffa’s orchards; he «returned»
to Gaza in 1995 only to leave it once more. He portrays himself in this powerful
self-portrait engaged in the peaceful act of reading the Quran, his punk mo-
hawk defying expectation, while the world’s powerful unleash chaos within the



painting hanging on his room’s wall. The inside and outside appear inverted:
reading, incidentally, is the first visual theme represented in Ottoman realist
painting of the 1870s, exemplified by artists like Osman Hamdi, who likewise
favoured symbolic self-representation.

Then there is Malak Mattar, born in Gaza in 1999, who transitioned from Po-
litical Science to Art studies. Active online since her adolescence, she gained
explosive visual recognition after one of her paintings was used as the cover
for a book by Francesca Albanese, though she had already mounted numerous
international solo exhibitions. For Malak, too, personal experience is the vital
sap nourishing her work. The feminine and its representation resurface power-
fully in many of her paintings, including Motherhood and Resistance. The first
reveals a structural composition common to her series When the Family is the
Only Shelter, evoking the decorative aesthetic of the Vienna Secession and its
arboreal structures (reminiscent of Klimt’s The Kiss), though here it acquires
an entirely different significance. The second painting revives the symbolic,
almost Pre-Raphaelite resonance of fruit, yet rendered with brushwork and
stylistic elements that recall the tradition of Central American muralism and
forms from the folk and traditional painting of the Near East.

Within the untamed realm of synchronous time -standing in opposition to line-
ar temporal conceptions, within an arrow that leads us toward a self-definition
merging time and space- reside the works of Hani Zurob from his recent series
The Palestinian (2024, ongoing). Hani’s own life has become the subject of two
documentary-style projects? which intentionally manipulate narrative form to
become circular stories, perpetually returning to their beginnings.

His art emerges from the context of his lived experience; he recounts begin-
ning to draw in a library, where he sought refuge during bombings to feel
safer. There, he could at least «be elsewhere while reading,» and it was pre-
cisely through reading that illustrations in novels inspired him to draw as a
form of resilience. The figuration concealed within the amorphous portraits
on display reveals the difficulty of representing Palestinian identity — remain-
ing submerged beneath a kind of foam produced by the impossibility of not
identifying as Palestinian, of choosing any alternative form of self-definition,
however fluid. Trapped within this adhesive substance, Palestinians retain only

2 Mars at Sunrise is loosely based on the artist’s personal experience of detention and
torture for refusing to collaborate with Israeli intelligence. However, the story is nar-
rated from the perspective of an American Jewish poet visiting Israel who discov-
ers an unexpected reality, focusing on the encounter between an lIsraeli soldier -also
a frustrated artist- and a Palestinian artist who serves as the protagonist’s alter ego.

In Meet Me Out of the Siege, a counterpoint between two artists of dif-
ferent ages and styles -Zurob himself and Kamal Boulatta- creates a kind
of temporal disorientation. By the end, it becomes impossible to discern
whose life story is being told — whether it belongs to both, or to everyone.
Both films were directed by Jessica Habie, a San Francisco-based artist who has dedicated
significant work to documenting and interpreting the output of Palestinian artists through
her documentaries, utilising the documentary form as a tool for artistic research.
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their eyes, which scrutinise us and demand, in turn, to be seen.

There exists, furthermore, an essential urgency concerning geography and
landscape: we must not underestimate the spatial dimension in favour of the
historical, distracted as we are by the relentless succession of events. Space
determines perspective, and we must envision the geographical element as
representing an invisible origin that the artist renders visible. Landscape in art
possesses something timeless, seeming to predate humanity itself. But not
in Palestine, where it is perpetually shattered and reconfigured into forms in-
creasingly resembling debris.

Monther Jawabreh’s research moves in this direction. If a landscape’s «ad-
dress» consists in how it shapes the imagination of its inhabitants, we under-
stand why in the works of this artist -born in a refugee camp and now residing
in Bethlehem- concrete becomes almost a pigment on the canvas. It appears
as the substance of a landscape perpetually reconstructed in the imagination.
Geography exerts a cultural influence on imagination, and the continuous re-
definition of Palestinian lived geography through the Israeli authorities’ use
of concrete becomes the very material of the artistic act. The difficulty of ren-
dering debris as landscape evokes the challenge of representing the desert —
which is static and almost un-depictable. Has Palestine become a desert? Is it
possible to depict its landscape?

The visual distortion characterising Mahmoud Alhaj’s work itself becomes a
geographical constituent. Since photography fundamentally concerns light
and time, the rarefaction of landscape elements and the reduction of figures
before the lens to their essential forms elevate landscape -the true subject of
photography (one might recall, for instance, a sequence from Cherien Dabis’s
recent film What Remains of You, where a bride, groom, and family are por-
trayed against a painted backdrop of Jaffa within their refugee camp)- pre-
cisely to the centre of the work through its very absence. This large-scale pro-
ject involves a profound study of the technological infrastructure underlying
systemic violence. Born in 1990, Alhaj has meticulously examined the archive
of images produced, in part through digital control technologies, from 1987 to
2023, reinterpreting them and imbuing them with a new narrative life.

Amer Shomali presents a decontextualised image that, through geographical
and perspectival displacement, relocates Franz Kraus’s 1936 poster -originally
created by the Zionist movement to build the critical mass necessary for the
establishment of the State of Israel- into a new semantic framework. In 1995,
another artist, David Tartakover, reissued the poster to celebrate the Oslo
Peace Accords. Shomali appropriates this image, saturated with Zionist ideol-
ogy, altering only the form and the proximity of the wall relative to the viewer’s
gaze. This geographical shift, while declaring the failure of a human process
aimed at historically constructing coexistence, simultaneously redefines both
the geography and its representation within our collective imagination of a wall
that has become iconic in the Palestinian landscape. The effect of this seman-



tic slippage, rooted in an ironic manipulation of the image’s meaning, yielded
an unexpected outcome: the Tel Aviv Museum printed it, and it achieved un-
foreseen success among both Israeli and Palestinian audiences. Furthermore,
it was unauthorisedly reproduced on mugs and T-shirts, with approximately
500,000 copies of the poster sold as souvenirs from the Holy Land.

The challenge of finding a perspective from which to depict the landscape of
Gaza also engaged Shareef Sarhan, a photographer and artist who chose to
print many of his photographs portraying the men, women, and children of the
Strip on concrete. The series My Dear Gaza is extensive; here, we are offered
a concise visual primer of Sarhan’s canon. Since the closure of Gaza’s borders,
the urgency to find a means of showcasing a different human landscape -one
that could offer hope both to those living inside Gaza and to those outside-
became imperative. Thus, since 2007, through the collective project Windows
from Gaza for Contemporary Art Group, he has worked across various media
to cast a different light. This is not merely metaphorical, as one of his most sig-
nificant installations was a functioning lighthouse in Gaza’s port, constructed
using building materials salvaged from the rubble of bombed buildings. The
lighthouse, along with 7,000 other objects created by the artist, no longer ex-
ists. Yet his art remains here, showing us a light.

Rana Bishara has brought her own body into the exhibition space through her
performance Body Rage. As Edward Said once observed, hatred is futile, but
anger is not. It is precisely this anger that transforms Rana’s body into a living
brush upon the streets of Palestine and Israel. Executed under great duress
during numerous protest demonstrations in Israel -an act that rendered her
dangerously conspicuous in the eyes of Israeli authorities- her performance
becomes a ritual instrument through which private anguish is distilled into
collective resonance, transforming what might otherwise remain a solitary cry
into potent public testimony.

Manal Mahamid, employing reproducible techniques such as silkscreen and
art printing, explores the intricate relationships between colonialism, identity,
and altered landscapes. The Palestinian Gazelle is a multi-year project mani-
fested through sculptures, installations, videos, and prints, born from a poetic
and political reflection on trauma inflicted upon nature -not just humanity- by
colonial dominance and imposition. Environmental justice finds its roots even
within linguistic domains, and the zoo once again becomes a space of confine-
ment where the artist Manal finds herself identifying with the gazelle, desig-
nated as the «Palestinian gazelle» in both English and Arabic, yet labeled the
«Israeli gazelle» in Hebrew. This constitutes a deliberate act of reclassification
that systematically erases an environmental history predating 1948.

Her empathetic connection with the animal deepened: returning to observe it
days later, she discovered the gazelle had undergone aleg amputation — anact
purportedly done to «save the animal,» as the keeper explained. The metaphor
became unmistakable: colonialism operates precisely in this manner, preserv-
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ing something through mutilation, «saving» it by rendering it fundamentally
unrecognisable.

In the illustrations and comics of Mohammad Saba’aneh, we return to a limi-
nal world adjacent to contemporary art — one that directly and explicitly cites
artistic traditions, recontextualising a Palestinian Guernica. lllustration also
serves as the narrative and visual instrument of Bayan Abu Nahla, who, before
turning twenty-five, saw her own works disappear during the assault on her
family home in 2023. Displaced to Rafah and then to Egypt, she subsequently
traveled to France for her mother’s medical treatment and secured an artist
residency. Her watercolours stand as immediate testimony, reconstructing the
meaning of countless lives shattered, suspended, or dismantled. With a mobile
phone in hand, one can accomplish many things — perhaps even communicate
to others what is unfolding. Her works depict wounded bodies and gazes fixed
upon the viewer, rendered with watercolour mastery. Her art intersects with
life itself in a manner that is direct, urgent, and melancholic—a life marked by
wounds and a profound sense of limitation. The impossibility of containing the
ramifications of war and loss within a single work is embodied in the features
of her characters, covered in bruises that change colour according to the emo-
tions imprinted on their faces.

Bayan frequently references in interviews her colleague and friend Muhammad
Sami, killed during the raids that resulted in the massacre at Al-Ahli Baptist
Hospital. We also wished to pay tribute to the memory of Mahasen Al Khatib,
killed on October 18, 2024. Two weeks before October 7, she had allocated all
her savings to open a studio and was conducting online courses for those wish-
ing to dedicate themselves toillustration and character creation. The last draw-
ing posted on her Instagram profile was titled Tell me what you’re feeling when
you see anybody burning, created in memory of Shaban al Dalu, a 19-year-old
killed during the Israelibombardment of Al-Aqgsa Hospital. A few days later, she
was killed alongside most of her family. She had also collaborated directly with
the Guernica (Gernika) pro-Palestine committee. The geography of grief and
oppression appears to follow paths that reconnect points across the world. We
decided to print several illustrations that testify to her pop style, her capacity
for synthesis, and her artistic vitality — generous and coupled with a faith in
art’s ability to render life livable.

Sycamore trees are sacred in all three monotheistic religions. In the Old Testa-
ment, the prophet Amos describes himself as a «dresser of sycamore trees»
because sycamore figs are scored to release ethylene, making them ripen fast-
er. Doesn’t art do the same? It scores reality, makes it mature, and allows us to
see it vividly, without the filters of ideology, factionalism, or censorship.

Palestinian villages were built around sycamore trees, particularly near the
coast, like in Gaza. They towered like minarets. Their absence is another aspect
of the mutilation inflicted upon the landscape by colonialism, which aims to
uproot the relationships woven around the tree. We have tried to sit together



around the sycamore tree of art, to release its ethylene, hoping to make the
future ripen faster.

Palestine is being devoured piece by piece, burned with an intensity reminis-
cent of the Roman conquerors’ determination to erase the vanquished. Art
maps reality, sometimes even anticipates it. Art possesses the capacity to
make us see what we wish to avoid; it allows us to represent the unspeakable,
to come to terms with loss, and to keep alive the memory of people and places
that would otherwise seem forever lost.

Organising this exhibition means demonstrating that Palestinian culture, Pal-
estinian artists and intellectuals, exist and will continue to exist, amid the geno-
cide. The post-traumatic memory of this generation -which has experienced
no thaw, only a continuous worsening of the Palestinian condition- constitutes
the very substance of all the exhibited works. These works bear witness to an
artisticand human quality, and to an urgent need to keep the world’s eyes fixed
on Palestine.






Mrieyiav Aumob NaxAa

‘Ixvn {wnRg, amotumwuaTa Aviiotaong

Traces of Life, Imprints of Resistance

Bayan Abu Nahla

H Mneyidv Apmot NéxAa (Féda, 2001)
glvat MaAalotivia €lkaoTtiky KAAATE-
XViG. MeyaAwpévn otn Pdga, Bilwoe
aTd MPWTIO XEPL TOUG TIOAEPOUG, TOUG
EKTOTILOMOUG KL TNV KATAGTPOWPN TIOL
otwypartiouv tn Awpida tng Madag. H
KOAALTEXVLKA TNG TPOKTLKK, TIOL TE-
phapBavel Jwypawlkn, XOPOKTLKA,
OXESLO KOl ypa@loTikn, eival Babdia
CULVUPACHEVN HE TOV TIOALTLKO KOl Tto-
ATLOTLIKO aKTLBLoPO. EXovtag omoudda-
o€l ypawlotikn otn Mada, onuepa et
otn NaAAia, omouv cuveyidel va dnut-
OULPVYEL KaL VO KATAYPAWEL, HETOLOLW-
VoVTaG TNV anwAe&La kal thv e§opia o€
€LKAOTIKN XELPOVOMIiaL KOl aVOeKTLKA

pvAuN.

To £pyo tNnG Kiveital avdueoa oto 6n-
MLOUPYLKO TIVEDMOL KOL TNV TIOALTLKN
avtiotaon. Zwypa@lkr, XOPOKTILKN,
OXE6L0, YPOWLOTLKA: KABE eK@POAOTL-
KO MECO yiveTal yU auTAV Pla YAwooo
péow TNG omoiag awnyeital to Babv
TPaLHA TNG YNG KL TNG YEVLAG tnG. H
TEXVN YEVVIETAL OE AKpPAleEG CUVONKES
-autég NG MNadag, Ylag moAlopknpévng,
BouBapdiopevng, ATTOPOVWHEVNG ETIL-
KPATELOG- aAAA amd autov akpLBwg
TOV PNMOYMEVO XWPEO AVOSUETAL MLOL

Bayan Abu Nahla (Gaza, 2001) is a
Palestinian visual artist. Raised in
Rafah, she experienced firsthand the
wars, displacements, and destruction
that mark the Gaza Strip. Her artistic
practice, which includes painting, en-
graving, drawing, and graphic design,
is deeply intertwined with political
and cultural activism. Having studied
graphic design in Gaza, she now livesin
France, where she continues to create
and bear witness, transforming loss
and exile into visual gesture and resil-
ient memory.

Her work navigates between creative
gesture and political resistance. Paint-
ing, engraving, drawing, graphic de-
sign: each expressive form becomes
a language through which she tells
the deep wound of her land and her
generation. Art is born in an extreme
condition -that of Gaza, a besieged,
bombed, isolated territory- but from
this same fractured space emerges a
force of imagination that transforms
memory into vision, and loss into an
act of presence.

From a young age, Bayan experienced



All Eyes On Palestine

S0vaun wavtaoiag mov pJeracynuati-
{eL TN VAN O OPOOL KOL TNV OTIWAEL-
a o mpagn mapovciag.

Ano veapn nAwkia, n Mneyiav Biwoe
v eumepia Tng olykpouong HE
dueco Kal Tpavpatikd tpodmo. E{nose
MTtAakdout, BouBapdiopols, amouos-
vVWaon, KAl YVWPLOE TOV TOVO TNG (pu-
OLKAG Kal GUPPBOALKAG KATAOTPOWNG:
10 2021 10 OTitL TNG LoonedwOnke: S00
Xpovia apyotepa, to 2023, £éxaoce 10
MEYOQAUTEPO PEPOG TOU KAAALTEXVLKOD
NG ApPXElOL KAl TNG OLKOYEVELOKAG
™G MVAMNG. ‘Opwg amd autd ta kevd
AvtAnoe TNV eneilyovca avdykn va xa-
PAgeL to apov, va emiBeBAlWOEL TRV
TOUTOTNTA TG HECO ATIO TNV TEXVN.

Ita £pya tng, ouxva Snuiouvpynuéva
Me geuteAR LALKA Ttov BpilokKel enti TOTOL
(kapévo xapti, vtoAsipypata, QuoLkd
XPWHOTA, PAUHEVA LPACHATO) O ATO-
MLKOG TIOVOG SLATAEKETAL PE TN OULA-
Aoylkn pvAEN. To cwpa £XEL KEVTPLKA
TOPOLOLA: CTIACHEVA, LTIOCLTIOMEVA,
AKPWTNPLOOKEVO CWHATA, PLYOVPES
anpoowneg, ULPPLOIKEG, TEPOOTLKEG.
Agv mpokeltal amAwg ywa cOuBoAa
™™g aoknBeicag Biag, aAAd yia Soxei-
a PVAMNG, TOUTOTATWY OLWPOVUEVWV
avdapeoa otnv OTtaPEN Kat tnv e§aPd-
vion. OL elkoveg tng 6gv {NTOLV CLUTO-
via, aAAd €uB0vn.

H emoyn tng va Peivel, va pHop@w-
Ogl, va JolpaoTel, ival PHEPOG HLaG
OTAONG TALTOXPOVA KAAALTEXVLKAG KAl
TIOALTIKAG. X€ €vav TOTO OTOL N TEXVN
ouXVA YiveTAl AVTIANTITA WG TIOAUTE-
Agla, N MmeyLdv tn petatpEnel o avd-
ykn. Kabe £pyo tng eival pyia mpagn
TOALTLOTLKNAG eMLBiwong, €vag Tpomog
ywa va emiPeBaiwoel o Sikaiwpa va
UTIAPXEL, VA SnULoLpPYEL, va dinyeital
Vv wotopia g £§w amnd ta Kupiapxa

the conflict directly and traumatically.
She endured blackouts, bombings,
segregation, and knew the pain of
both physical and symbolic destruc-
tion: in 2021, her family home was
razed to the ground; two years later, in
2023, she lost most of her artistic ar-
chive and family memories. But from
these voids, she drew the urgent need
to etch the present, to affirm her iden-
tity through art.

In her works, often created with cheap,
locally-sourced materials (burnt paper,
debris, natural pigments, stitched fab-
rics), personal pain intertwines with
collective memory. The human body
holds centre stage: broken, malnour-
ished, mutilated bodies; faceless, hy-
brid figures in transit. These are not
just symbols of endured violence, but
containers of memory, of identities
suspended between being and dis-
appearing. Her images do not ask for
compassion, but for responsibility.

The choice to stay, to educate, to
share, is part of a stance that is simul-
taneously artistic and political. In a
territory where art is often perceived
as a luxury, Bayan transforms it into a
necessity. Each of her works is an act
of cultural survival, a way to affirm the
right to exist, to create, to tell one’s
own story outside of dominant narra-
tives. Her gaze seeks complicity, close-
ness, recognition.

After yet another displacement, Bayan
left Gaza with her mother, finding ref-
uge first in Egypt and then in France.
But exile, even if physical, does not
sever the bond with her land; on the
contrary, it strengthens it. The themes
of loss, distance, memory, and the
body as a locus of history now perme-



apnynuata. To BAéuua tng avalntd
OULVEPYELQ, EYYUTNTA, avayvwpLon.

‘Yotepa amnod €vav akOpn EKTOTILOKO, N
Mrneyidv £puye and tn Fada pe tn unté-
pa tng, Bplokovtag kataplylo TPWTA
otnv Aiyurtto kat émetta otn MaAAia.
‘Opwg n eopia, akdpa KL av ival cw-
patikn, 8ev SlappnyvieL Tov Seoud Pe
TN yn ™NG: avi£twg, tov evioxvel. Ta
O£pata NG anwAsLag, TG andotacng,
NG MVAMNG, TOL CWHATOG WG TOTIOL TNG
Lotopiag, Statpéxouvv cAPEPA To £pyo
NG M€ akOpa HeyaAltepn €viaon.

KdBe £pyo tng gival pua mpoomndbela
va cwBel avtd mMou o MOAEPOG KATA-
OTPEWPEL OL SETOL, Ol £lkOVEG, N Suva-
TOTNTA VA PAVIOCTOUHE £va PEAAOV.
Ze €évav KOOHO TOL (paivetal va BEAeL
va katadikdoel tn Mada otn owwnn, n
Apmob NdxAa amavid pe tn Snuovp-
yia: pla ebBpavotn aAAd Loxupn Xet-
povopia, Ttov anvel ixvn, avolyest Xw-
POULG, YEVVA OPOP@LA, aKOMA KOl EKEL
Tou OAa paivovtal va odebouv TPog
v e§ovtwon.

ate her work with even greater inten-
sity.

Each of her works is an attempt to save
what war destroys: bonds, images, the
possibility of imagining a future. In a
world that seems to want to condemn
Gaza to silence, Abu Nahla responds
with creation: a fragile and power-
ful gesture that leaves traces, opens
spaces, and generates beauty, even
where everything seems destined for
annihilation.
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Bayan Abu Nahla
Endless episodes
watercolour on paper
30x50

2024



Bayan Abu Nahla
Mobile telephone
watercolour on paper
30x50

2024
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Maxaoev AA-Xatiut

MNépa and tn Pwtid:

H Téxvn wg Maptupia

HMaxdoev AA-Xatipm (1993 -18 Oktw-
Bpiov 2024) Atav pla Malatctivia
ave€Aaptntn KAAATEXVLG, ELOLKEVUEVN
oTtnNV E€LKOVOYPAPNON KAl ToV oXedla-
ouo xapoaktnpwv. Eywve yvwotn katd
™ Sdpkela NG LopanAwvng eloBoAng
otn Mada. e avth tn S0VoKOAN mepio-
60, ev HEOw TOAEMOUL, XPNOLUOTIoiNCE
TNV £LIKAOTLKA TEXVN yla va a@nynOei
v 080VN KAl TN PpPikn NG LopaAnAVAg
OTPATIWTLKNAG EMLXELPNONG, VA TIPOowW-
OnosL tnv evatocbntomnoinon yopw amno
10 MaAalotviakd {NTNPO KOL VAL LTIE-
pooTiotel Ta avbpwrmiva Sikalwuata.
To teAevtaio kat polpaio tng £pyo,
Me TitAo «Meg pou T awcBaveoal étav
BAénelg kamolov va kaiyetaw» («Tell
me what you’re feeling when you see
anybody burning»), to {wypdyios otn
MVAMN Tou Zapmdv aA-NtdAov, gvég
19xpovou ayoplold Tou okKotwOnkKe
amno TN PWTLA TTOL TTPOKAAECE O LopPa-
NAwoG BouBapdlopdg Tov VOoOKOoUEL-
ou AA-Akoa. H Maxdoev néBave Aiyo
apyotePA oTn YELTOVLA TNG, and BoAn
oL LopanAwvoL TTVPEOROALKOU.

H Mayxdoegv AA-Xatipym Atav pla and
TLG TTLO SUVAULKEG KAAALTEXVLKES (PWVEG
g NaAaiotivng, o KAAALTEXVLG TTOL
eméAeEe va MIANCEL YA TIG PPLKAAES-
TNTEG oL Bilwve n Xwpa NG OXL Hovo
HE To OXESLO TNG, AAAG KAl PE TIOALTL-
kO akTLBlopd. Méoa amd Tig €Lkovo-
YPAWNOELS TNG, N Maxdoev B£Anos va
ap@opnticeL tnv Kupiapxn aprynon,

Mahasen Al-Khateeb (1993 - October
18, 2024) was a Palestinian freelance
artist, specialising in illustration and
character design. She rose to promi-
nence during the Israeli invasion of
Gaza. In that difficult period of war,
she used visual art to tell the suffering
and horrors experienced during the Is-
raeli military campaign, spread aware-
ness of the Palestinian cause, and
defend human rights. Her final work
was titled «Tell me what you’re feel-
ing when you see anybody burning,»
and it was drawn in memory of Shaban
al-Dalu, a 19-year-old boy killed by the
fire caused by Israeli bombings on the
al-Agsa hospital a few days prior. Ma-
hasen died shortly after, struck by an
Israeli artillery shell while in her neigh-
borhood.

Mahasen Al-Khateeb was one of Pales-
tine’s most powerful artistic voices, an
artist who chose to tell the atrocitiesin
her country not only with her drawings
but with political activism. Through
her illustrations, Mahasen sought to
challenge the dominant narrative,
using art as a tool to denounce human
rights violations and convey the Pales-
tinian cause to the entire world.

Her art came to life in the context of
a perpetual war, where images of de-
struction are daily and where every
voice, every gesture of resistance,



Mahasen Al-Khateeb

XPNOLHOTIOLWVTAG TNV TEXVN WG EPYa-
Agio yla va katayyeiAel 11§ mapafLa-
Ol TwV avOpwTivwy SlKAlwPATWY
kal va Stadwoel to MaAatotviako {n-
TNHA o€ OAOKANPO TOV KOGHO.

H téxvn tng yevvnOnke oto mAaiclo
EVOG ATEPHOVOL TOAEHOUL, OOV OL £L-
KOVEG KATOOTPOWNG ELlvaL KABNUEPLVES
KoL OTtov KABE Ywvn, KABE XeLpovopuia
avtiotaong, KlvSLVEDEL va ATTOCLWTIN-
O<i and ta MME. Z€ autd T0 OKNVLKO, N
Mayxdoev enéAe€e va XpNOLUOTIOLAOEL
€va mom oTIA oxediov yLa va KAvEL To
adpato opatd, va SwaoeL pHopwn Kat
wvn og 6coug Kal 60eg otePnOnKav
™ Suvatdtnta va piAfoouv. EméAege
va anynBei, ge tn yYAwooa tng €lko-
voypdaynong, T LoTopleg toévVou, anw-
Aglag kat eAntidag mov kabopidovv TNV
npayuatikotnta tng NaAalotivng vmod
kaBeoTwg ToALopKiag.

Z10 £pyo TNG, N TOALTIKA S£ouegvon
OUMPUETOL JE TO KAAALTEXVIKO Opapa.
‘'Onwg eixe meL o SLAPOPES TEPLTTW-
oclg: “Agv Pmopw va TopapEivw ot-
wnnAn pe 6ca cupPaivouv otov Aad
pou. KaBe stkova tou Snuovpyw gival
pua mpdgn avtiotaong”. Ta épya tng
Sev glval amAwg LKOVEG” ATAV TPAEELG
katayyeAiag, ékpacn gvog BAppousg
mov &gv vmokLMTeL otn Bia. H Maxad-
OtV EKMETAAAELTNKE TN SnuowlAia
NG Yl va PLARCEL yla Ta avBpwriva
Slkalwpata, TNV KOWWVLKA Slkalo-

Art as Testimony

risks disappearing in media silence. In
this scenario, she chose a pop style in
her art to make the invisible visible, to
give form and voice to those deprived
of the possibility to speak. She chose
to tell, through the language of illus-
tration, the stories of pain, loss, and
hope that define the reality of Pales-
tine under siege.

In her work, political commitment was
intertwined with her artistic vision.
“l cannot remain silent in the face of
what is happening to my people. Every
image | create is an act of resistance,”
she stated on several occasions. Her
works are not just images; they were
acts of denunciation, expressions of
a courage that does not bend to vio-
lence. Mahasen used her visibility to
speak about human rights, social jus-
tice, and freedom. Her art was never
apolitical, but always deeply rooted in
the reality of her country, a cry against
the occupation and the policies that
suffocate her people.

Her most well-known work, «Tell me
what you’re feeling when you see any-
body burning,» is symbolic. Created in
memory of a young Palestinian burned
alive by Israeli bombings on the al-
Agsa hospital, this piece not only de-
nounces the horror of military violence
but also represents a gesture of resis-
tance against the absence of justice.
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obvn kal tnv gAevBepia. H téxvn tng
S8ev NTav MOTE AmoAitikn, Atav Tdvia
Babld pllwuévn OTNV TMPAYHATLKOTN-
TA TNG XWPAS TNG, ML KPALYH EVAVTL-
a OTNV KATOXM KO OTLG TIOALTLKEG TTOL
mpokaAolv acwugia otov Aad Tng.

To «[Meg pou Tl atcBdaveoal 6tav BAE-
TELG KATIOLOV va Kalyetaw, glval cu-
BoAlkd. ®dudotexvnuévo otn PvVAMN
£VOG vEQPOU, TO £pyo Sev KaTAyYEAAEL
HMOVO TOV TPOHO TNG OTPATLWTLKAG Blag,
aAAG cLVLOTA PLd XELpovopia avtiota-
ong evavtia otnV amnoucia SLkalocL-

vng.

O tpayLkog Bavarog tng Maxdoev, tou
okotwonke anod opanAwo BouPBapdi-
ouod evw PPLOKOTOV OTN YELTOVLA TNG
otn lada, evioxuoe mepattépw tnv ma-
pakatadnkn tng. Alyeg HEPEG TTPLV Ao
tov Bdavatd tng, N Maxdoev SAAwve:
“H téxvn pag €ival n avtiotaon pag.
Agv umtopoULE va eMITPEPOVE N LOTO-
pla pag va ofnotel.” Avtd ta Adyla,
OMwWG Kal OAa ta £pya tNG, €lval Tek-
MAPLOL TOL AyWVA TNG KL TOV OPAHATOS
™G yla €va PEANoOV Xwplg katarmieon.
MNépa amo tn PwTLd, TEPA Ao TNV Ka-
TAOTPOWN, N TEXVN TNG TTAPAPEVEL VOGS
pAdpog eAntidag kat Sikatoobvng.

Mahasen’s tragic death, struck by
an lIsraeli bombardment while in her
neighborhood in Gaza, has made her
legacy even stronger. Just days before
her death, Mahasen stated: “Our art
is our resistance. We cannot allow our
history to be erased.” These words,
like all her works, remain a testament
to her struggle and her vision of a fu-
ture free from oppression. Beyond the
fire, beyond the destruction, her art
remains a beacon of hope and justice.



Mahasen Al Khatib

Palestine

digital illustration

2023



All Eyes On Palestine

WE ARE BURNING

Mahasen Al Khatib

Tell me what you’re feeling when you
see anybody burning...

digital illustration

2024



> avtt AAlak{oLK

Xaptoypawwvtag tnv Emiotpown

Mapping the Return

Shadi Alzagzoug

O Zdvu AA{ok{oUk eival MaAaiotiviog
EIKOOTIKOG KOANTEXVNG, aKTBLOTAG KAt
MOLGLKOG, yevvnuévog otn AyBon to 1981.
‘Exovtag peyaAwoel avapeoa otn Beyyad-
{n kou tn Mada, kartowkel otn MNAAia and
10 2007. To umneppealloTtikd TOL £pyo
SlampaypatedeTal TG TTPEAYHOTIKOTNTES
NG KatEXOUEVNG YNG Kat TnG Slaomopt-
KRG OaPENG. Me teXVIKN pagoTpla -Xo-
POKTNPELOTIKO TNG omolag €ival oL oXo-
AQOTIKEG KAl KOWYTEPESG gav §upApt Ae-
TItopEPELEG- 0 AA{OKTOUK LETOOPPWVEL
MOPWEG, TOTTiaL KOl APXETUTILKA oUUBOAA
O€ ELKOOTIKEG HOPTUPLEG TNG TTAAQULOTIVL-
OKNAG AvVTioTOoNG KOL TAUTOTNTOG.

Pwllwpévn oto mpoowriko Biwpa -e§opia,
QTIOKAELOHUOG, ATIWAELOL- N TEXVN TOUL Elvall
BaBLd TTOALTIKR, EVW avTNXEL wg CUANOYL-
KN\ aupriynon. tn osypd tou «Evolution
Underground», avBpwriva cwpata §e-
mpofdAlovv péoa and ocApPaAyyes, oav
{wvtava amoAlbwpata Touv AaxTopolV
NV enavaclVSeon HE PLa TtaTpida Ttou
£xouv otepnBsel. Auti n anekovion na-
VaTPOoSLOPI{EL TNV AVOYKAOTLKI) HETO-
vdotevon wg €§eAKTIKO Tapddoo: pia
aKpaio TPocapPUoyn TOL Eival TAUTO-
XPOVQL TIOLNTLKH KOLL TIOALTLKH.

Shadi Alzaqzouq is a Palestinian visual
artist, activist, and musician born in
Libya in 1981. Raised between Beng-
hazi and Gaza, he has resided in France
since 2007. His hyperrealist work con-
fronts the realities of occupied land
and diasporic existence. Through
technical virtuosity -marked by metic-
ulous, razor-sharp detail- Alzagzouq
transforms figures, landscapes and
archetypal symbols into visual testi-
monies of Palestinian resistance and
identity.

Rooted in personal experience -exile,
denied mobility, loss- his art is deeply
political, while resonating as a collec-
tive narrative. In his Evolution Under-
ground series, human bodies emerge
from tunnels like living fossils, driven
by the longing to reconnect with a
denied homeland. This visual imagery
reframes forced migration as an evo-
lutionary paradox: an extreme adapta-
tion that is both poetic and political.

Alzagzouqg’s activism also takes form
in public interventions. In 2015 he
participated in Banksy’s Dismaland
project, where he staged a protest by
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O aktPopdg tov AA{ak{oUK Taipvel
HopWn Kol PE SnUOoLEG TIOPEUPRACELS.
To 2015, evw ocvpueteixe oto project
«Dismaland» touv Banksy, tpoépn o pia
Slapoptupia: KAALYE Ta £€pya TOL HE
OEVIOVLA TIOL £ypawav «Avamadoou v
eipnvn lada - Mmnoikotdpete 1o lopanA»
kat EamAwoe SirmAa toug. H mpa€n tou
AoyokpiBnke amod Toug SLOPYAVWTES WG
«€18eX0Ng Stapaptupiar, WoTOCGO TLPO-
80tnoe ek véou tn ou{ATNON YL TO TTOAL-
TLOTLIKO PTtOiKOTAL WG HoPWH avtiotaong.

H téxvn tou amoppimtel Tov cuvalodn-
HoTlopo. AVT auTol PETEPXETOL atXHneEn
ElpwVEila, OULUTAEKOVTAS BpPnoKeLTIKA
OUUBOAA, KATOXLKES SOMEG, KOL KATOKEP-
MOTIOMEVO CWHOTA TIOL TIOPATTEUTIOUV
o€ pApTLPES kAl TTPAgeLg dlapaptupiag.
Z€ AUTH TNV OTTLKN YAWOCOQ, N avtiotoon
peTatpénetal o€ eEEALEN: ONPAYYES, UTIO-
YELOL XWPEOL KOl CWHATA TIOU KLVOUVTOL
Méoa otn yn yivovtal oOuBoAa emfiw-
ONG KOl PAVTAGCLOKAG EMLOTPOWPNS.

O Zavt AA{ak{oUk amodelkvieL OtL O
UTEPPEOAIOUOG  Tapapével  pllooTta-
OTkOG. Me Yelpoupylkni akpifela, ot Ti-
VOKEG TOL OKi{ouV TO TETAO TNG KOVOVL-
kOTNTAG, avaykadovtag toug Beatég va
avapetpnBolV PE ALTO TIOL CLOoTNUATL-
kA e€alelpeTaL: TN yn, TO CWHA KAL TNV
TautotNTa 0 ouvlnkeg Katoxns. Edw,
KAOe TveALd eival TOATIKA — OXL Katd
SnAwon, aAAG péca amod TRV akAdvnn
CAWAVELA TNG OTNV ATELKOVION TNG LTIO
dpvnon TautoTNTog.

covering his own works with sheets
reading «R.I.P Gaza: Boycott Israel»
and lying beside them. The organisers
censored the act as an «ugly protest,»
yet it powerfully reignited debates
about cultural boycott as resistance.

Hisartrejectssentimentalism.Instead,
he wields bitter irony, intertwining re-
ligious symbols, structures of occupa-
tion, and fragmented bodies evoking
martyrs and protest actions. In this
visual language, resistance becomes
evolution: tunnels, underground spac-
es, and bodies moving through earth
transform into emblems of survival
and imagined return.

Shadi Alzaqzouq proves hyperreal-
ism can remain radical. With surgi-
cal precision, his paintings pierce
through normalisation’s veil, forcing
viewers to confront what is systemati-
cally erased: land, body, and occupied
identity. Here, every brushstroke is
political — not by declaration, but by
its unflinching clarity in depicting the
denied identity.



Shadi Alzagzouqg
Read

oil on canvas
100X130 cm
2015
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Shadi Alzagzouq
Reproduced

Print in Fine Art from the
original Oil on canvas
70x50
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MaxuoOvt AAxatd

EmBiwon, Aldackalia, Avtiotaon.

Zxedwalovrag éva MéAAov o KaBeotwg MoAlopkiag

Surviving, Teaching, Resisting.

Tracing a Future Under Siege

Mahmoud Alhaj

O Maxpoovt AAxatd (yev. 1990) sivau
ELKAOTIKOG KAAALTEXVNG KAL EKTIALSEL-
TIkOG mouv {ovoe kal gpyaldtav otn
Awpida tng Madag pexpt to 2024, Katé-
XEL rtuxio Anpooioypapiag Kat amnd to
2017 S16AOKEL ELKAOTLKEG TEXVEG OTNV
MaAawotviakn Etaipeia tng Epubpdg
HuwogAfvou. OAokANpwoe KAAALTEXVL-
kn Stapovn otn Cité Internationale des
Arts oto Mapiot, PeTd TN CLUPMETOXA
TOUL o€ PoypAppata Aofeviag kaA-
Auexvwv 1o 2021 otn BaolAikn Aka-
dnuia tng lomaviag otn Pwun kat otn
BaowAikn Akadnuia Texvwv otn Xayn.
Tnv i8wa xpovid, mapouvoiace YLa ato-
ULKA £€kBeon Baolopévn ot OELPA TOL
«402 touv Mkpu».

H mpaktikn tou yevvAOnke kot ava-
MTOUXONKE PE€oa oTa EPELTLA LG HOVL-
pNg moAwopkiag. Xtn Mdda n téxvn ivat
pla kabnuepwv mMpPAgn avtictaong
KOL TO (XVOG €VOG PEANOVTOG €V HECW
kataotpowng. To uvmoéBabpd touv otn
Snuoocloypaia ocuvuaivetal Pe TO

Mahmoud Alhaj (b. 1990) is a visual
artist and teacher living and working
in the Gaza Strip until 2024. He holds
a degree in Journalism and has been
teaching visual arts at the Palestinian
Red Crescent Society since 2017. He
recently completed a residency at the
Cité Internationale des Arts in Paris,
after participating in artistic residen-
cies in 2021 at the Royal Academy of
Spain in Rome and the Royal Academy
of Artin The Hague. That same year, he
presented a solo exhibition based on
his series “402 of Gray.”. He moved to
France after living in a tent during the
bombings.

His practice was born and developed
amidst the rubble of a permanent
siege. In Gaza art becomes a daily act
of resistance and a trace of a future
amidst the destruction. His back-
ground in journalism intertwines with
his artistic work in a search that ex-
plores the mechanisms of storytelling,
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KAAALTEXVLKO TOUL £pyo o€ Hla avaln-
TNoN TMOU EPELVA TOUG HMNXOVLOHOUG
NG apniynong, tng HVAPNG Kol tng
avamnapdotacng, MEoa o€ £va TAaioLlo
OTLYMATIOMEVO Ao TNV £MLTAPNON, TN
AoyokpLoia Kat tnv anopovwon.

H S18aokalia ELKACTIKWYVY TEXVWV TNV
MaAawotviakn Etatpeia tng Epubpdg
HuwogAvou EVOWHATWVEL PLoL APooi-
won otnv gknaidsvon mnou eival tav-
TOXPOVA TIOALTLOTIKA Kal TOALTLKN. To
€pyo TOU OTOXEVEL VO KAAALEPYNOEL
N Povtaoia, TNV OHOPWLA Kol ThV
KPLTLKA OKEPN o€ £vav TOTO OToL Ku-
pPLOPXOULV N OLWTH KAl N madntikotn-
ta. H 8baktikn Spactnpiétnta sivatl
QVATIOCTIAOTO HEPOG TOU KOAAALTEXVL-
KOO TOL OPAMATOG: VA EKTIALSEVOEL TO
BAéupA, va e§aocknoEL TNV Tapovcia
KOl va amokataotioel to Bdabog o€
€vav opidovta mou n katoxn O€AsL va
neploplosl.

Ta teAevtaia xpoévia, o AAXAT{ €xel
OUPMETAOXEL O TOAAA &Lebvh mpo-
ypappata  @uAofeviag KaAALTEXVWY
kopilovtag tn wvh Huag {WVTAVAG
MaAawotivng, tkavAg va emefepyaotel
TO TPaLHA PeE BabLég kal TOAVETiTE-
8eg popywEg. H atoptkn Touv €kBeon tou
2021, Baolopévn otn ospd «402 tou
Mkpw, eival éva mMapddelypa autng
™G aLodntikng tov Bpalbopatog, TG
AVAOTOANG KAl TNG acdyelag. Ta Eépya
tou Sev ameikovi{ouv tn MAda poévo wg
oMo 080UVNg, AAAA WG Evav XWPO YE-
HATO AVTUPACTELS, OTIOL SLATAEKOVTAL N
opopWLd Kal N Bia, n kadnuepwvn {wn
Kal N Tpaywdia, n eAnida kat n anw-
Aewa.

H paktikA touv AAXAt Kiveitol avape-
oa otn {wypawlkn, TNV gyKatdotaon
KAl To oX£6l0, XPNOLUOTOLWVTAG Ta-
mewad | onuadepéva LALKA -OKLPO-

memory, and representation within
a context marked by surveillance,
censorship, and isolation. He never
thought that his art would eventually
become his destiny.

Teaching visual arts at the Palestin-
ian Red Crescent Society develops an
educational commitment that is both
cultural and political. His work aims
to cultivate imagination, beauty, and
critical thought in a land where silence
and resignation prevail. This teaching
activity is an integral part of his artistic
vision: to educate the gaze, train pres-
ence, and restore depth to a horizon
that the occupation seeks to render
opaque.

In recent years, Alhaj has participated
in several international residencies
bringing with him the voice of a living
Palestine, capable of reworking trau-
ma into layered and profound forms.
His 2021 solo exhibition, based on the
series “402 of Gray,” is an example of
this aesthetic of the fragment, of sus-
pension, and of ambiguity. His works
do not portray Gaza solely as a place
of suffering, but as a space filled with
contradictions, where beauty and vio-
lence, daily life and tragedy, hope and
loss intertwine.

Alhaj’s practice moves between paint-
ing, installation, and drawing, using
humble or marked materials -con-
crete, burnt paper, faded photo-
graphs- that evoke ruins and ghosts,
but also possibilities for reconstruc-
tion. His work is deeply political not
for its explicit content, but for the
context from which it emerges and its
refusal of simplification: it rejects the
pietistic image, spectacular heroism,
and the media’s reduction of pain. In



Sepa, kapévo xopti, EEBwpPLOCUEVES
(PWTOYPOPLEG- TTOL TIOPATIEUTIOUV OF
gpeimia kal @avidopata, oAAd kal
oe eAnideg avolkodopunong. To €pyo
Tou eival Babld TOALTLKO, OXL yLa TO
PNTO TEPLEXOMEVO TOL AAAA XApPN OTO
mAaiolo amnd to omoio avadietal kal
otnv avtibeon tou otnv amAolotevoN:
amnoppintel tnv PpevdeBAafn ekdva,
TOoV OEQPATIKO NPEPWLOHO KOl TOV LTTORL-
Baouod tou moévou and ta HECA EVNUE-
pwong.

Zta £pya tou, N MaAaiotivn dev eival
€va apnpnpévo oOPBoAo, aAAd Eva
AnTO CWHA, £VAG KATOLKNUEVOG TOTIOG,
MLO TIPOCWTILKN LOoTopilal Ttov yivetal
OUAAOYLKOG aVTIAQAOG. «Agv PTOpPE(g
va Slaxwploelg tnv téXvn amd tnv
TEAYHOTIKOTNTA», (PAIVETOL va HaG
A€l e kAOe tou kivnon. Ze évav KOG O
omov n lada ouvxva avamapiotatol
MOVO HEOW TNG KATAOTPOWNG, N TEXVN
oL Mayxpouvt AAxAt{ amokaBbloTd TIg
ATIOXPWOELG, TIG CLWTEG KAl T SLAKe-
va. MouBeva v LTIAPYXEL HLa YwvaxTA
KatayyeAia, aAAd PAAAOV pla mtpod-
OKANONn va Kolta§ouue MEPLOCOTEPO,
va viwooupe o Babiud. MNati akoua
KOl KATW amno ta gpeimia, e§akoAouOel
VOl UTIAPXEL £vag Xwpog dnulovpyiag,
MVAMNG KAl Suvatdtntag.

his works, Palestine is not an abstract
symbol, but a concrete body, an inhab-
ited place, a personal history that be-
comes a collective echo. “You cannot
separate art from reality,” he seems to
tell us with every gesture. In a world
where Gaza is often represented only
through destruction, Mahmoud Al-
haj’s art restores nuance, silences, and
interstices. There is never a shouted
denunciation, but rather an invitation
to look longer, to feel more deeply. Be-
cause even beneath the rubble, there
still exists a space for creation, memo-
ry, and possibility.
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Mahmoud Alhaj

Long Exposure Memories #1

Digital Photography/archive material
30x40
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Pava Mmioapa

H MoAwtikA tTng MvAuNg

Fevvnuévn to 1971 oto Xwpd Tapoixa
g NAkaiag, n Mmodpa ivat pa
TOAVOXLENG KOAMTEXVIOA. AMEKTNOE
Metantuyiako ot KaAég Téxveg anod
1o KoAéylo Téxvng kat Ixediov tng Za-
Bava (Savannah College of Art and
Design) to 2003. Megtafd 2009 kot
2011, &nbBuve 1O TPAMA TEXVNG OTO
Mavemnotiuio AA-Kouvtg otnv lepou-
oaANM, cuPBAAAOVTAG OTNV EKTTASEL-
On VEWV YEVEWV QQOCLWHEVWV KAAAL-
TEXVWV.

‘EXEL CUPMETAOXEL o€ TIOAAEG SLebveig
€KOE0ELG, ATOPLKEG KOl OMASLKEG, Kal
T €pya TNG ATOTEAOLV PEPOG Onua-
VILKWV OUAAOYWV Taykoopiwg. To
2012 8nuwodpynos éva pvnueio yla
™ oYayn NG ZAPTPA KAl Zatila oto
MmavioAg, oto Mapliot.

H Mmodpa ouvupaivel yAuTTikn,
gykatdotoon, wrtoypapia Kot mep-
(POPHAVG OE PLA TIPAKTLKA Babild TToAL-
TLKA KAl pL{wWHEVN OTNV TTAAALOTIVLIAKE
mpaypatikétnta. To £€pyo tng mnyadel
amno tnv £€vtacon avApEoa GTO AVAKELY,
v €§opla kal tnv avtiotaon, Kot Ki-
vntpodoteital amnd pia L.oxupn SEcuev-
on yla TNV KatayyeAia Twv CUVETELWY
NG ATOLKLOKPOATIOG KO TNG TIOALTLOTL-
kNG Swaypawng. MaAailotivia touv ’48,
{eL TO TPALMA TNG EKTOTLONG OTN SLKN
™™g Xwpa. To 1948 avaknpLXOnke to
Kpdtog tou lopanA kat yia toug MaAat-
otwioug avtd onRuave tnv €vapén tng

Born in 1971 in the village of Tarshiha,
in the Galilee, Bishara is an interdisci-
plinary artist. She earned a Master of
Fine Arts from the Savannah College of
Art and Design in 2003. Between 2009
and 2011, she directed the art depart-
ment at Al-Quds University in Jerusa-
lem contributing to the education of
new generations of engaged artists.
She has participated in numerous in-
ternational exhibitions, both solo and
group shows, and her works are part
of important collections worldwide.
In 2012 she created a memorial to the
Sabra and Shatila massacre in Bagno-
let, Paris.

As an interdisciplinary artist, she
weaves together sculpture, installa-
tion, photography, and performance
into a practice that is deeply political
and rooted in Palestinian reality. Her
work springs from the tension be-
tween belonging, exile, and resistance,
and is fueled by a strong commitment
to denouncing the consequences of
colonisation and cultural erasure. She
is a ‘48 Palestinian, living the trauma
of being displaced in her own coun-
try. In 1948, the state of Israel was de-
clared and for Palestinians it was the
start of the Nakba, or «catastrophe»:
a part of them stayed inside the bor-
ders and that’s why they prefer to call
themselves by that year and not “Arab
Israeli”

Her artistic research focuses on collec-
tive memory and the reappropriation



Rana Bishara

NAKUTIA, | «kKATACTPOWPAG»: EVA HEPOG
TOULG MAPEHELVE EVTOG TWV CLVOPWV KalL
yU autd MPEOTLHOLV VA AUTOATTOKAAOL-
VTOL JE QUTAV TN XPpovoAoyia Kot OXL wg
«ApaBoicpanAwoi».

H kaAAitexvikn tng Epeuvva ectidleLotn
OULAAOYLKN MVAHN KOL TNV ETIOVOLKELO-
moinon meplBwplomolnUévwy edapwv
Kal anynoswv. Ta VALKA Tov Xpnot-
HoToLEl -OTIOpPOL, TIETPES, AYKAOLA KA-
KToU, aAdtL- €ival yepdta cuuBoAtkn
KOl LOTOPLKA onuacia, ouxvd ouvoe-
Sepéva Pe TNV MAAALOTVIOKNA QYPOTLKN
wn KAt TN cLOTNPATLIKA AmMAAAOTPIW-
on AUTAG TNG HVAENG. AUTA TA OTOLXELOL
yivovtal 1o g€oo yila pLa a@nynon mouv
avtitifetal otn Staypawn kot Xtidet
YEQUPEG AVAPECA OTO TAPEABOV Ko
1O A POV. MpoKeLtal yla pLa modoyw-
YLKA TOUL BAEPPATOG TNG «COUPOUVT»: N
OOULHOUVT — TOUL oTa apPAfLKA onuai-
VEL «QVTIOXN, EMLMOVA» — «OTOTEAEL
£VOV OTMOATOLKLAKO TPOTO HABnong
kal Snuovpylag vonuatog YEow Tou
oTolou Ol PJELOVOTLKOUG OMLANTEG €TIL-
6idovtal og YAWOOLKEG KOl CNUELWTL-
KEG TIPAKTLKEG yla va emiBefatwoouv
NV mapouvcia Toug», OTwsg Eypade n
Awayed-Bishara to 2023.

To 2012, oto MmnavioAé dnuovpynoe
€va pvnueilo a@lepwpévo otn o@ayn
™¢ Idumpa kKal Xatida, €va £pyo
OV HAPTLPEL TNV awooiwon Tng ot
Mo UVAMN EVEPYN, KPLTLKNA Kol cuxvd

of marginalised territories and narra-
tives. The materials she uses -seeds,
stones, cactus thorns, salt- are laden
with symbolic and historical meaning,
often connected to Palestinian rural
life and the systematic dispossession
of that memory. These elements be-
come the medium for a narrative that
opposes erasure and builds bridges
between the past and the present. It is
a sumud pedagogy of the gaze: sumud
- steadfastness in Arabic - “is a deco-
lonial mode of learning and meaning-
making through which minoritized
speakers engage in linguistic and se-
miotic practices to reassert presence”
as Awayed-Bishara wrote in 2023.

In 2012, in Bagnolet she created a me-
morial dedicated to the Sabra and
Shatila massacre, a work that testifies
to her commitment to an active, criti-
cal, and often uncomfortable memory.
“To remember is to resist,” she stated
in an interview. “Every work is a form
of return, even if only symbolic.”

Bishara’s art is an invitation to interro-
gate history and the present, to shake
reassuring beliefs and narratives. It
does not seek consolation but force-
fully affirms the existence of those
who have been denied, marginalised,
or exiled.

Today, Bishara lives and works be-
tween the Galilee and Jerusalem, con-
tinuing to develop an artistic language
that unites aesthetic gesture and po-
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AapoAn. «To va Bupdoal gival va avtt-
OTéKEOAL», SNAWOE O€ PLa cLVEVTELEN.
«KdBe £pyo €ival pLa popwn emotpo-
NG, £0TW CUUPBOALKAGY.

Ta épya tng YLAoevolvtal og onua-
VILKEG SleBvelg OULANOYEG Kal €Xouv
napovcolactei otnv Evpwrn, tn Méon
AvatoAn kat 1§ Hvwpéveg MoAwteieg,
O£ OTOMLKEG KOl OMASLKEG £KBELoELG.
H téxvn tng Mmodpa sival pla mpod-
okAnon va e§etdoouvye TNV LoTOpPia
KAl To apdv, Vo AU@LoBNTACOLHE Ka-
OnouxaoTikéG MEMOLOACEL KAl an-
ynoeig. Aev etudnteil mapnyopld, aAAd
emPBefouwvel Suvaulkd tnv LTapén
gekelvwv mouv uvméotnoav dpvnon, Te-
plBwplomoinon kat e§opia.

IAMepPa, n Mruodpa Jet kat epyddetot
avdapeoa otn MAtdaia kat thv lepou-
ocaAny, ovvexidovtag vo avamtlooel
HLa KAAALTEXVLKN YAWoOod Tou ouvdu-
adel TNV aloONTIKA XELPOVOpia PE TNV
oAtttk SnAwon. Ta €pya tng {ntovv
OxL uévo va ta SoLue, aAAd va Kata-
VONOOUE TO TTAALCLO TOUG Ka TG pideg
TOUG. Z€ JLOL EMOXN ToL Xapaktnpidetatl
amno apvnoia, n Mniodpa cuveyilel va
gpyadetal OTO PNETALXMLO AVAPETSA OTN
MVAMN KOl TOV aywva, XOpAooovTag
MOVOTIATIOL TIOU KPATOUV TN Haptupia
{wvtavn.

litical statement. Her works ask not
only to be seen but to be understood
in their context and rootedness. In a
time marked by amnesia, Bishara con-
tinues to work on the threshold be-
tween memory and struggle, tracing
paths that keep testimony alive.
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Body Rage
performance in Haifa
picin 2025

Filming & Video Editing for the Athens performance
by 576 digital
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Body Rage
performance in Haifa
picin 2025
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NtopLc Xakiy

Living the Border

Zwvtag Ta Zovopa

H Ntépig Xakip yevvnOnke otn Nada-
PET, and MaAawotivio matépa kat EA-
Anvida pntépa. Poitnoes o efpaiko
oxoAeio, plwa oduvnpn ePmELpia TTOL
énafe BepeAlwdn poAo oto kKaAAte-
XVLkO NG Tagidt, wbwvtag tnv va die-
PELVNOEL TIG EMLEPACELS KAl TLG EVVOL-
£G TNG kowwviag, tng Bpnokeiag, tng
TOALTLKAG KAl TNG TALTOTNTAG, TLPO-
Sotwvtag évav Babi mpoBAnuATIONO
yla tnv aicbnon touv avAKew KAl tng
tavtotntag — B€épata mov Ba Adupa-
vav KEVTIPLKA B€on otnVv KAAALTEXVLKN
™™g £pevva. Emikévipwoe tnv £€pguva
™™g oe {nTAPata OTwg N dnuokpartia, n
LlooTNTA Kol Ta obvopa — B€pata mov,
padi YE TO TMPOCWTILKO TNG LOTOPLKO,
Slapoppwvouv MAEoV ToV TTUPAVA TNG
KOAALTEXVLKAG TNG TIPAKTLKAG.

MeyoAwvovtag o€ pLla PLKTH OLKOYE-
VELQ O€ Pl TTOAN YEUATN OPNOKEVTLKES
KOL TIOALTLOMLKEG EVTACELS, OVOYKA-
otnke amnod veapn nAtkia va acxoAnBet
ME TNV £VVOLA TWV OLVOPWV — OXL HOVO
VEWYPAWLKWY, OAAA KAl YAWCOLKWYV,
TIOALTLKWY KOL TIVELHOTLKWY. 10 £pYO
NS Xakiy, ta obvopa Sev eival dka-
pTiteg Staxwplioelg aAAd aotabn Kat
Sianepatd petaixpa. EEumnpetolv
™ Slepedivnon Twv adpATWV YPOUHWY
mov Xwpiovv YAWOOEG, LOTOPLEG KA
TIOALTIOMOUG, KOL TAUTOXPOvVA OULVL-
oTo0V YOVIHOUG XWPEOULG ETLKAALYNG

Doris Hakim

Doris Hakim was born in Nazareth
to a Palestinian father and a Greek
mother. She studied at a Jewish
school, a painful experience that
played a fundamental role in her ar-
tistic journey, prompting her to ex-
plore the effects and concepts of so-
ciety, religion, politics, and identity
, triggering a profound reflection on
the sense of belonging and identity
— themes that would become cen-
tral to her artistic research. She fo-
cused her research on themes such
as democracy, equality, and borders
— topics that, together with her per-
sonal history, now form the core of
her artistic practice.

Growing up in a mixed family in a city
charged with religious and cultural
tensions, she was led from a young
age to confront the concept of bor-
ders — not only geographical but
also linguistic, political and spiritu-
al. In Hakim’s work, borders are not
rigid separations but unstable and
permeable thresholds. They serve
as an investigation into the invis-
ible lines that divide languages, sto-
ries, and cultures, but also as fertile
spaces of overlapping and possibil-
ity. Here, identity does not emerge
as a “given,” but as an ever-renewed
territory where meanings can be re-
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kat Suvatotntag. Edw, n tavtétnta dev
POKUTITEL WG SeSopévo, aAAd wG Eva
SLapKwG avaveolPeVO €64og TTAVW
OTO omoio oL onuacieg Pmopolv va
avayevvnBOoulv kal ol Kuplapxeg awn-
YAOELG va applofntnOoiv.

AuTA n ap@lonuia Twv ocuvopwyv ava-
SelkvieTaL epavwg oto «Agv Molalelg
pe ApdBiooa» (2022), éva pwtoypa-
PLKO £pYO TOL TAPOLOLALEL TTOPTPETA
MNaAalotiviwv yuvalkwv oto lopanA,
oL omoleg ouXvd katnyopoulvrtal otL
«&gv potalouv pe Apdflooeg» — LA
£€kpaon ocuvnNOLoPEVN OE PATOLOTLKA
mAaiowa, mov mpokaBopilel tnv TOWw-
totNTa PeE BAon OMTLKA OTEPEOTLTA.
Méoa and auvteg Tig €lKOVEG, N Xakiy
amokaAUTTEL Tn clwnnAn Bia Tng mpo-
KaTtAAnYng, Seixvoviag nmwg ta PAEu-
HaTa TwV GAAWV PTIoPoLV va yivouv
obvopa amokAseiopol. H mpdagn ng,
OMWG, TNYOQLVEL TEPA ATO TNV ATAN
KOTOYYEALO: QVTLOTPEWPEL TNV OTTLKNA
ywvia, TpookKaAWVTAG TO KOO VoL OKE-
QTEL TL MPAYHATIKA CGNUALVEL va «@ai-
vecal» Apafag koL va avayvwpioet
tnv moAAamAdTnTa NG LIApPENg Micw
amnd kdbe npdéocwto. Avayvwpilovtag
Ta olbvopa WG SLATPEAYHATEVCLUOUG
Xwpoug, N Ntoplg kataokevddel pia
TEXVN oL SEV OTOXEVEL OTN SLaypawn
AAAA TNV AVAKTNON. ZE L0 CUVEVTED-
€n, e€nynoe 6t «n téXvn gival o S1KOG
HOUL TPOTOoG va SlampPayATEVOHAL TV
TALTOTNTA KOl VA apgLofBntw tnv e§ou-
olay», el8lkd péoa amd tnv anodoun-
on otafgpwV KAl TIPOKATEIANUHEVWY
AVOTIOPACTACEWV.

Metd and omnouvdég otnv EAAASa kal
tnv lomavia -omouv eknmadedtnKe OTN
Beoloyia, TIG KAAEG TEXVEG KAl TNV
akadnuaikn épevva- n Xakiy avéntuge
pLa KAAALTEXVLIKN YAWOOO TIOU EKPPA-
{etal emiong pEow epPoOppavg, Bivie-

generated and dominant narratives
challenged.

This ambivalence of borders is pow-
erfully represented in “You Don’t
Look Arab” (2022), a photographic
project that features portraits of
Palestinian women in Israel, often
accused of “not looking Arab” — a
common expression in racist con-
texts that prejudges identity based
onvisual stereotypes. Through these
images, Hakim reveals the silent
violence of prejudice, showing how
others’ gazes can become borders
of exclusion. But her gesture goes
beyond mere denunciation: it flips
the perspective, inviting viewers
to reflect on what it truly means to
“appear” Arab and to recognise the
plurality of existence behind every
face. By acknowledging borders as
negotiable spaces, Doris constructs
an art that aims not at erasure but
at reclamation. In an interview, she
explained that “art is my way of ne-
gotiating identity and contesting
power,” especially through the de-
construction of fixed and prejudiced
representations.

After studying in Greece and Spain
-where she trained in Theology, Fine
Arts, and academic research- Hakim
developed an artistic language that
also expresses itself through per-
formances, videos, installations,
and documentaries. Each work is
conceived as a political gesture that
questions dominant narratives and
makes room for multiple, complex
identities.

In a world that tends to build walls
and simplify differences, Doris
Hakim chooses the threshold as a



O, EYKATOOTACEWYV KOl VTOKLHOVTIEP.
KdbBe £pyo tng voeital wg TOALTIKA
XElpovopia mouv aplofntel g Kupi-
APXES APNYNOELS KOL APAVEL XWPEO yla
TOAAQTIAEG, OOVOETEG TALTOTNTES.

Ze évav KOoMO Tou Teivel va xtidel
telXn kAl va amnAotmolel tig SlawopEg,
n Ntépig Xakip emAéyel va S€L 10 pe-
TAiXMLO WG XWwPOo oXEong Kal avtiota-
ong. H téxvn g pag nmpookalei oe
aotabn €8dyn, omouv pmopolue va
OQl(POLYKPOACTOVHE LOTOPLEG, VA HOAL-
VOUE TA CUVOPA KL VO XTIOOUHE VEEG
HOpPYEG cuvAvTNONG KAl PPOVTISAg.

space of relationship and resistance.
Her art invites us to stay in the most
fragile territories, where we can lis-
ten to stories, contaminate borders,
and build new forms of encounter
and care.
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Doris Hakim

Sima_Gray_You Don’t Look Arab project
Digital print on canva

7100x130

2022
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Doris Hakim

The Leftovers

still from the video
2025
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Paevt loa

On the Threshold of Silence

Z1o Katw@AL tng ZLwmnAg

Fevvnuévog OTOV MTPOCGWULYLKO KATOL-
Aopo aA-Mmpéttd, otnv kapdld tNng
Awpidag tng Nadag, o Paévt loa sival
€vag olyXpPovog KAAALTEXVNG TIOL ME-
TATPEMEL TNV EMOWYAAELO O YAwooa,
TNV AMWAELA 0 CUAAOYLKN MVAHN Kal
tnv eniBiwon og moAttikn mpagn. Exo-
vIag MEYOAWOEL PECA OE gpeimia Kal
TmoAlopkieg, {o0oe otnv MOAN tnG Nadag
pe TN o0luyd ToL KAl TA TALSLA ToU,
Opwg to 2023 £€yve mpdowuyag OTO
Ntélp aA-MmaAdy, omou £pydoTtnke
kat 6idae o€ YLa oknvnA Tou €ixe yivel
TO EPYOCTAPLO TOL. ITO TEAOG ATOWA-
oloe va uyeL Tov ZemtéuBpLo tov 2025
Kal €xaoe oxedov OAa Ta MPWTOTUTIA
£€pya tEXVNG tou.

MeydAwoe avdpeoca ota gpeima tng
e€oplag Kal T OLAEG TNG TTOALopPKIAG.
H Zwn kat n téxvn tou gival pLl{wPEVES
o€ £€va tAaiolo SLapkolg eMLo@AAELAG,
onou n kabnuepvny {wn onuadsistatl
and moOAgpo, AMWAELA KAl avtiotaon.
T€ QUTEG TIG AKpPAieg OUVOARKEG, N TTPa-
KTLKA] TOU E€KSNAWVETOL WG TOALTIKNA
npadgn emBiwong, HVARNG KAL aywva.

H téxvn tou yevviétal gv péow Ka-
TAOTPOPNG, PE TN XPAon TPOXELPWY
UVALKWV: POKEAAKLA TOAYLOU, CUCKEL-
QOLEG PAPHUAKWY, PUOLKEG XPWOTLKEG,
MEPLTUALYMATA TG  OVOPWTILOTLKAG
BonBelag. Autd dev yivetal poévo amo

Raed Issa

Born in the al-Breij refugee camp,
in the heart of the Gaza Strip, Raed
Issa is a contemporary artist who has
transformed chronic precarity into
language, loss into shared memory,
and survival into a political act. Having
grown up amidst rubble and sieges,
he has been living in Gaza City with his
wife and children, but in 2023 he be-
came a refugee in Deir al-Balah, where
he worked and taught in a tent that
became his studio. He finally decided
to leave in September 2025 and he
lost almost all his original artworks.

He grew up amidst the rubble of exile
and the scars of siege. In this extreme
context, his practice takes shape as a
political act of survival, memory, and
struggle.

His art is born amidst destruction,
using makeshift materials: tea bags,
medicine packaging, natural pig-
ments, humanitarian aid wrappers.
This is not only a response to scarcity
but an aesthetic and political choice.
Each work bears witness to a reality
made of siege and deprivation, trans-
forming ruin into narrative.

His works portray anonymous faces
-women, men, children- suspended in
a fractured time. They are not heroic



avaykn, €ival hLa alodntikn Ko ToAL-
kN emdoyn. Kabe £pyo paptupd tnv
TMPEOYHATIKOTNTA TNG ToAlopkiag kal
TWV OTEPNOEWV, HETATPETOVTAG TA X0
Adopata og agprnynua.

Ta épya tou amelkovi{ouv avwvupa
MPEOCWTA -YLVAIKES, AvEpEeg, TtaldLd-
ALWPEOVHEVA OE £VAV KOTOKEPHOATIOME-
VO XPOVo. Agv €ival NPWLKEG ELKOVEG,
aAAd mapovoisg e0OpavOTES KAl Ov-
BektikéG. H téXvn yivetal £toL apxeio
NG KATATTPOWNG, AAAA KAL HLa HOP®N
ppovtidag, yvAUNG KaL avtiotaong.

I8putikd péAOG Ttou [Mpoypdpuatog
KaAwv Texvwv tng MaAadlotviakng
EpuBpdg HuioeAvou kal tng OULA-
Aoyikotntag Eltiga, o lod ouvéBale
otn dnulovpyia evog amo toug Alyoug
ave€ApTNTOUG XWPEOUG cLYXPOoVNG TE-
xvng otn lMada, mou KataoTpAwnkKe
amno BouPapdlopod tov AskéUBpLo Tou
2023.'Ektote ouve)ilel va 818AoKeL OE
TIPOCPLYLKOVG KATAUALOHOUG, H€CA OE
OKNVEG TIOL PETATPETIEL OE AVTOOXESLA
gpyaotnpla.

Ta £pya tou £xouv ektebel otnv Ma-
Aauwotivn, tnv lopdavia, tnv Avctpai-
a, tnv EABetia kat tnv IpAavdia. Ztnv
£kBeon Under Fire (Appadv, 2024), na-
pouciace £pya QTLAYHEVA TAVW OFE
UVALKA amd CUCKeELAOiEG avOpwTLoTL-
kNG BorBelag. «Avtd ival Ta LALKA PE
Ta omola 0 KOOHOG MAG BAETEL», ALeL.
«ZaV va €lgaoTe amAWG cwuaTa oL
Xpeladovtal ppovtida, OxL oAokAnpw-
HEvoL AvBpwToL».

IUEPA, OTO ALTOOXESLO «EPYAOTAPL-
O» tov, o lod cuvexioe va dnulovpyei.
KdBe £pyo tou eival pla mpdgn pap-
Tuplag Kal Lo TPOokAnon yLa avain-
Pn €vOOVNG. «H TEXVN», AEEL, «glval n
YAWwooa Pou evAvTLa oTh Staypapn».

icons, but fragile and resilient pres-
ences. Art thus becomes an archive of
destruction, but also a form of care,
memory, and resistance. A founder
of the Palestinian Red Crescent’s Fine
Arts Program and the Eltiga collective,
Issa helped create one of the few in-
dependent spaces for contemporary
art in Gaza, which was destroyed by
a bombing in December 2023. Since
then, he has continued to teach in ref-
ugee camps, transforming tents into
makeshift workshops.

His works have been exhibited in Pal-
estine, Jordan, Australia, Switzerland
and Ireland. At the Under Fire exhi-
bition (Amman, 2024), he presented
works made on materials from human-
itarian aid packages. «These are the
materials with which the world sees
us,» he says. «As if we were only bod-
ies to be cared for, not whole human
beings.» In his «field studio,» Issa con-
tinued to create and now he looks for
a way to return. Each work is an act of
testimony and a call to responsibility.
«Art», he says, «is my language against
erasure.»
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Raed Issa

Faces of My Country

ibiscus and ink on medical paper
39x50

2024 (original destroyed)
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Raed Issa

Sleeping with open eyes
ink on paper

39x50

2024 (original destroyed)
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MovBep TlaovauTmpe

O Moéveep Tlaovaumpé [yev. 1976,
TPOCUYLKOG KATAUALOHOG ApOoUpTT,
AvtikA ‘Ox6n, MaAatotivn] sival sika-
OTLKOG KAAATEX VNG, {WypPAYos KaL Xa-
paktng mou el kal gpyddetal otn Bn-
OAgép. OAOKANPWOE TI OTOLSEG TOL
oto EOviké Mavemiotiuio AA-Ndatla
™ NapumAoig to 2001 kal TAPE HEPOSG
O£ TTOAUVAPLOUES ATOPLKEG KOLL OMASLKEG
ekBoelg. To évtovo kal ToAveminedo
€pyo Tou eival amotéAecua Bablag
€peuvag MAvVw otn OXEOn OVAMNECQ
OTO CWHA KAl To £50p0g, TNV ELKOVA
KOl TN HVAMN, TNV QVOTAPAcToon Kat
v g€ovcia. O T{aovaumpé Sev avtl-
AapBdvetal TNV TEXvN WG KATAPULYLO,
aAAd wg Spdon: Pl Jopwn avtiota-
ong TMOUL XPNOLHOTIOLEL TNV ELKACTLKA
yAwooa yla va apelofntiost tnv asdt-
Kia Kal va emBePAlWoEL PLOL QLUWPE-
vn aAnBeia.

Eumotidel to £pyo Tou pe To BApog Kall
™ Suvapn pLag unapEnq onpa&spsvnq
and artommoxpana OTPATLWTLKA KO-
ToXN KAl ecwteplkn e§opia. H Bloypa-
@ia tov Sev gival anAd éva mAaioto,
glval yla ekpPaoTk HATPA: N APECH
EUTELPLO TNG OTEPNONG, TNG SOMPLKNAG
Blag kat TG afefaidtnTag peTawpd-
{etal o€ ELKOVEG IOV SEV AVTLITPOCW-
mebouv 10 Bdcavo, aAAd to emefep-
yalovtal, 10 petaoyxnuatifouv kat
TO ATMOTUTIWVOULV CTO XAPTL KAl CToV
KauBA wg avefitnAo onuddt.

Monther Jawabreh [b. 1976, Arroub
refugee camp, West Bank, Palestine] is
a visual artist, painter, and printmak-
er who lives and works in Bethlehem.
He graduated from Al-Najah National
University, Nablus in 2001 and he par-
ticipated in many solo and group exhi-
bitions. His intense and layered body
of work is the result of deep research
into the relationship between body
and territory, image and memory,
representation and power. Jawabreh
does not conceive of art as a refuge,
but as an action: a form of resistance
that uses visual language to interro-
gate injustice and assert a silenced
truth.

Jawabreh imbues his work with the
weight and strength of an existence
marked by colonisation, military oc-
cupation, and internal exile. His biog-
raphy is not just a context, but an ex-
pressive matrix: the direct experience
of deprivation, structural violence and
instability translates into images that
do not represent suffering, but pro-
cess it, transform it, and etch it onto
paper and canvas like indelible marks.

Jawabreh’s artistic language is char-
acterised by extreme versatility:
painting, printmaking, installation,
and performance coexist in a practice
that does not shy away from engaging



Monther Jawabreh

H kaAAtexvikn yAwooa tou T{aoua-
MTIPE Xapaktnpidetal anod akpala gve-
Ala: {wypaplkn, XOPOKTLKN, EYKOTA-
oTaoN KAl TEPPOPHAVS CUVUTIAPXOLV,
O€ JLa TIPAKTLKI TIOL 8€V ATOWELYEL TN
S1ddpaon Pe To LALKO R e To Xpovo. Ta
£pya. TOL XPNOoLUOTOLOoUY cLXVA apXai-
£G TEXVIKEG -OTIWG N XOPOAKTLKN o€ Al-
VOAEOLU N TO OXESLO- AAAA glval Yop-
TLIOMEVA PE HLa oOyXpPovn £viaoh Tou
TO KAVEL ELKOOTLKA €MElyovTa. ZwHaTa
Kol TMpoowTta ofnopéva A EMLKAAL-
ntopeva emavaiapBdvovtal ota £pya
TOUL, oAV PAVTACTHATA EVOG TTARBUCHOU
Tov €ival mAvTa TapwVv AAAA CUVEXWG
kaBiotatal adépatog.

O Tlaovaumpé mpaypatevetal TN Bla
NG avamapdotaong. Zta £€pya Tou, N
katoxn 8ev eival amAd éva YewToAL-
TLKO yeyovog, aAAd éva cbotnua mou
€MLEPA KL OTO PAVTACLAKO, 0TO SLKal-
wpa otnv avanapdotacn. Ol eLkOVeg
Tou emiSiwkouv va Stappngouvv auvtn
™ SuVOMLKR, amokaBloTWVTAS TNV
aglompémela kal TNV MOAUTAOKOTNTA
€kelvwv OV TapovoLladovtal wg oTa-
TIOTIKA OTOLXELQL | PLVTLOKES ELKOVEG.
ZKOTOG Tou Sev €ival va ATELKOVIOEL
tnv MNaAatotivn, aAAG va tnv evoop-
Kwoel: otn {wypaWlohévn CAPKaA, OTA
ofeldwpéva XpwuaTa, OTLS PBapUEVES
ETLPAVELEG.

Z1a mo mpooyara £pya tou, o T{aou-

with material or with time. His works
often use ancient techniques -such
as linoleum print or drawing- but are
charged with a contemporary tension
that makes them visual urgencies.
Erased or overlapping bodies and
faces repeat in his works, like ghosts
of a population that is always present
yet constantly rendered invisible.

Jawabreh confronts the violence of
representation. In his works, occupa-
tionis not just a geopolitical fact, but a
system that also acts upon the imagi-
nary, on the right to be represented.
His images seek to break this dynamic,
restoring dignity and complexity to
those who are reduced to statistical
figures or media icons. It is not about
illustrating Palestine, but about em-
bodying it: in the drawn flesh, in oxi-
dised colors, in worn surfaces.

In his more recent projects, Jawabreh
has also questioned the very concept
of borders, creating altered maps,
deconstructed geographical charts,
or shattered identity symbols. These
works clearly reveal a poetic and radi-
cal practice capable of imagining other
ways of inhabiting, resisting, and ex-
isting.

His artistic gesture does not seek con-
sensus, but truth. Every mark is a dec-
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AuTPE EXEL Ap@YLOPBNTACEL KAl TNV dLa
NV £vvola Twv cLvopwv, SNULOLPYW-
viag aAAOLWUEVES YEWYPAWLES, ATo-
Sopunuévoug xapteg N BpvupaTiopéva
obpBoAa tavtétnTag. Auvtd ta £pya
AmokaAOTITOLV §EKABAPA PLA TTOLNTLKA
kal pL{OOTIOCTIKN TPOAKTLKN, LKAV va
AVTaoTeL AAANEG HOPWES KaTOolkNONG,
avtiotaong kat vrapEng.

H kaAALtexvikn tou tpd€n dev emdntel
TN ovvaiveon, aAAd tnv aAnBsila. Kdbe
onuadL givatl dnAwon, kabe kevd pLa
avolytn mAnyn, KABs @LyoLpPaA VIOKOL-
MEVTO €VOG TTAPOVTOG TOU SeV UTIOPEL
va ayvonBei. Etol, n {wypapikn yivetal
OxL uévo yAwooa, aAAd Kal paptupior
£1KOVOL KOLL TIOALTLKO OWHA TAUTOXPOoVA.
Ze éva mAaioto 6mou n MaAatotviakn
TaLTOTNTA SLOPKWG apyLlopnteitat, &i-
aypagetatl A e§opiletal, n T€Xvn TOUL
MovBep Tlaovaumpé eival mpagn emt-
Biwong kat avumakong. ‘Evag tpomog
VO X0 PAEELG KUPLOAEKTLKA TOV KOGO.

laration, every void is an open wound,
every figure is a witness to a present
that cannot be ignored. Thus, painting
becomes not only alanguage but testi-
mony; image and political body simul-
taneously. In a context where Palestin-
ian identity is constantly questioned,
erased, or exiled, the art of Monther
Jawabreh is an act of survival and in-
subordination. A way to literally carve
into the world.



Monther Jawabreh

Untitled

cement and mixed media on canvas
90x120cm

2025
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Monther Jawabreh

Untitled

cement and mixed media on canvas
7710x90cm

2025



Moxapuevt T{oxa

H Emavacuppaywn tng MvAung

Mohammed Joha

O Moxdpevt T{oxa (yev. 1978 otn Mada)
eival MaAaiwotiviog KAAALTEXVNG TOL
vevvnOnke otn Nada kat edpebel otn
FaAAia. Améktnoe mruxio ot KaAég
Téxveg ano to Mavemotiuio AA-Akoa
10 2003 KkaL apyotepa poitnoe otn O¢-
pwn Akadnuia Texvwv tou 16p0duatog
Khalid Shoman otnv lop&avia. ‘Exel
gpyaotel oto Mapiol kat otnv ItaAi-
a, OAOKANpwvovtag TNV KOAALTEXVL-
kN Stapovn tou otn Cité des Arts oto
Mapiot to 2005. Tupueteixe eniong oe
£€va TPOYypaAMMa SLAPOVAG KAl éva gp-
yaotipLo tou I6pvuatog Dar Al Funun,
SinAa otov kaAAttexvn Mapoudv Ka-
odun Mndtolw. To 2004 képdloe TtO
BpaBeio Néouv KaAAttéxvn yla to £pyo
tou Clothesline (Zxowi prouyédag).

H mpakTtikn tou ekteivetal otn {wypa-
(PLKNA, To KOAAY, TNV gykatdoTacn Kat
TOo Bivteo. XpNOLUOTIOLEL HLa EKPPOOTL-
KN KoL TTOAVETIIES N ELKAOTLKA YAWooA
kal Stepevvd BEpata énwg n €§opia, n
TOUTOTNTA, N AVOEKTIKOTNTA KOl N ATTW-
Agla tng abwodtntag ota MaAatotvo-
movAa. H téxvn touv T{oxa avadvetal
og €éva TAALOLO OTLYHOTLOMEVO aTd
TIOAEPO KOl EKTOTILOMO — KL OPWG Ao
autn tn ocuvlnkn avtAel tn d0vaun va

Mohammed Joha (b. 1978) is a Pales-
tinian artist born in Gaza and based
in France. He earned a degree in Fine
Arts from Al-Aqgsa University in 2003
and later studied at the Summer Acad-
emy of Arts at the Khalid Shoman
Foundation in Jordan. He has worked
in Paris and Italy, completing an ar-
tistic residency at the Cité des Arts in
Paris in 2005. He also participated in
a residency and workshop at the Dar
Al Funun Foundation alongside art-
ist Marwan Qassab Bachi. In 2004, he
won the Young Artist Award for his
work Clothesline.

His practice spans painting, collage,
installation, and video, employing an
expressive and layered visual language
to explore themes of exile, identity,
resilience, and the loss of innocence
among Palestinian children.

Joha’s art emerges from a context
marked by war and displacement — yet
from this condition, he draws strength
to mend, through signs and forms, the
torn fabric of Palestinian memory. His
work is not only aesthetic but deeply
political, an act of resistance that gives
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emdlopbwosl, péoa amnd onuddia Kat
HOpPYES, Tov Stappnypévo Lotod tng MNa-
AawoTtviakng pvApnG. To £€pyo tou gv
glvat pévo aodntikd aAAd Babid TtoAL-
TLKO, pLa IPAEN avtiotaong mou Sivel
WV Og EKELVOULG TTOL £XOLV PLUWOEL.
‘Onwg SnAwvel o i8log 0 KAAALTEXVNG:
«ZTO £pYy0 HoL TpooTadw va paléPpw
TOL VAPOTA TRG LOTOPLOG Hag, va pAdpw
Eava O,TL £xeL OKioeL 0 TOAEPOG KAl N
Katoxn».

Ol eyKATACTACELG KAl OL {WyPAPLEG TOL
AVTLKATOTTPI{OLV TNV TPAYHATLKOTNTA
™G KABnuePLVNG ToAlopkiag: StaAvpé-
VEG KATAOKEVES, OpLUHATIOPEVA ap)XL-
TEKTOVAMATO KAl TATEWVA LALKA yivo-
VIOl OTTLKA oUPBOAA eYKAELGHOU Ko
emBiwong. Epya 6nwg The Jasmine
and Bread Revolution kat Dream in
Black and White xpnotpomnotolv évto-
VOl XPWHATO [} OKOUPOULG TOVOUG YLa VO
avaepboulyv otnv anwAcla tng abwo-
NTag, To TPAvHa TNG KpAtnong avnAi-
KWV KOl TNV dpvnon Tou TIPOCWTILKOV
Xwpou.

O T{6xa Soxetebel TNV awooiwon Tou
og £€pya ou ayyidouv tnv Lotopia, Tov
TOALTLOHO Kal TNV 080vn Tou Aaol Tou
- XWPIG TTOTE va XAVEL ATtO T HATLOL TOL
v avBpwrtivn aflompEmnela 1 tnv eA-
nida yia éva mbavo pEAAov. Me oxoAa-
OTLKOTNTA KOl ELPUO, EVOAPKWVEL TOV
POAO TOU KOAAALTEXVN WG PUAGKA TNG
OUAAOYLKNG MVAMNG, METATPETOVTAS TO
Tpalpa o€ Yo kaboAlky yA\wooa. To
0pog Tov cuvdualeL Tov avBopunTLopd
HE TNV auToKLPLAPXLA, SNUIoLPYWVTAS
ouvBéoelg mou poladouv va Eemndolv
Ao TNV EPTIELPLO TOL TPOGPULYLKOU KO-
TAVALOHOU — KABE onUASL £UYopTo HE
MVAUN Kol GLHPBOAIkS Bdpog. Ou kap-
Badeg touv anelkovidovv £va Tomio mouv
Sev gival povo uaoikd, aAld kat vonto,
SlapopwpEvo amnd tov TOAENO, TN PuL-

voice to those who have been silenced.
As the artist himself states: «In my
work | try to gather the threads of our
history, to stitch back together what
has been torn apart by war and occu-
pation.»

His installations and paintings reflect
the reality of daily siege: fragmented
structures, shattered architectures,
and humble materials become visual
symbols of imprisonment and sur-
vival. Projects like The Jasmine and
Bread Revolution and Dream in Black
and White use intense colours or dark
tones to evoke the loss of innocence,
the trauma of child detention, and the
denial of personal space.

Joha channels his commitment into
works that engage with the history,
culture, and suffering of his people —
never losing sight of human dignity or
the hope for a possible future. With
rigour and coherence, he embodies
the role of the artist as guardian of
collective memory, transforming trau-
ma into a universal language. His style
blends spontaneity and control, creat-
ing compositions that seem to emerge
from the experience of the refugee
camp — every mark heavy with mem-
ory and symbolic weight. His canvases
depict not just a physical landscape,
but a mental one shaped by war, con-
finement, and resilience.

His art is a subtle form of activism:
it does not shout denunciations but
stitches collective history together
through visual secrets, icons of surviv-
al, and echoes of denied daily life. The
artistic gesture becomes political be-
cause it reclaims the dignity of Pales-
tinian existence, rejects oblivion, and
breathes life into the smallest details.



AdKkion Kot tnv avOekTikoTNTAL.

H téxvn tou eival pua Ama popwn
aKTLBLOPOL: Sev KaATAyYEAAEL wva-
X1d, HoOvo cuppdfel Eavd tn cuAAo-
YLK LoTopia péoa amd OMTILKA YUOTL-
KA, €lkoveg emiBiwong kAl TV nxw
MLag otepnUévng kabnuepwvotntag. H
KAAALTEXVLKN TtPAgn yivetal moALtikn,
ylati Slekdikel tnv aflompénela tng
MaAowotviakng dapéng, amoppirntel
™ AARON kat Sivel mvon oTLg PLKpOTE-
peg Aemttopépeteg. O Moxdpevt T{oxa
Sev ametkovilel tn Nada wg Tovpiotag
1 mapatNENTAS, AAAG WG TTOALTNG HLOG
TOANG OV €XEL JETATPATIEL TAVTOXPO-
va o€ KAouBL katl yvAun. H mpoowrikn
KOLL OTITLKI) TOU LoTOpia YivETaL £TOL TTO-
ATk apriynon: n téxvn wg gaptupia,
TO £pYO TEXVNG WG AVTIoTAON, TO CNUA-
&L wg PAgn {wn.

Ta épya Tou ektiBevtal otnv ékBeon
SnulovpynOnkav katd tov BopPapdi-
opod tng MNadag petd to 2023, kAl Xapto-
YPOWoLV guBANUATLKA TO Tpadua NG
anwAeglag tov heimat -tng natpidag,
onwg tnv opidouv oL Meppavoi- aAAd
Kal autol Tou Sgv PTIOPOULHE va Ta-
pPoupue padl ag oTo auTtokivnto, dnAa-
én to omit pag. To ypdupa B - Mrnet
OTO (POWVLKIKO aA@afnto avdyetatl
aKpPLBWSG OTO OTiTL - TO OmMoio €ylve
pTElt ota Apaflkd kol pmait ota
EBpaikd. Inuaivel 1o i8lo oe OAeg TIg
ONULTIKES YAWOOES.

Mohammed Joha does not portray
Gaza as a tourist or observer, but as a
citizen of a city turned into both cage
and memory. His personal and visual
story thus becomes political narrative:
art as testimony, the artwork as resist-
ance, the mark as an act of life.

The works on display at the exhibition
were created during Gaza ‘s bomb-
ing and iconically map the trauma of
losing one’s heimat -as the Germans
define it- but also of losing the object
we cannot transport by car: our home.
B - Bet in the Phoenician alphabet re-
ferred precisely to the house - which
became bayt in Arabic and bayit in
Hebrew: it has the same meaningin all
semitic languages.
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Mohammed Joha

Where Shall We Go # O1 Acrylic and pencil on canvas
7100x80cm
2024



Mohammed Joha
Where Shall We Go #02
Acrylic on canvas
140x740cm

2024
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MaovaA Maxapivt

Znuadepévol Opilovteg

Eival pua KaAATEXVLS YEVVNUEVR OTO
XwpLd Mouafiyla, kovtd otnv Oup
EA-Paxép otnv MaAawotivn. Ao 1o
1996, 10 £pyo TNG £XEL MAPOLOLAOCTEL
ot mdvw and 60 opadikég ekBEoeLg,
pMeTaf0 AAAwv oto Aovdivo kail otn
Néa Yopkn. To 2007 £Aafe to BpaBeio
Alapévovtog KaAAutéxvn tng Mmeva-
Ae Riwaq amod to 16pupa Delfina kau
emMAEXONKe wG wvaAiot ywa 1o Bpa-
Beio Néou KaAAtéxvn A.M. Qattan 1o
2005. Ta MOAVHESLKA TNG £PYQ EOTLA-
Jouv otnv malaloTtviokn OTapEn Kot
ToutotnTa.

Xpnolpomotel Bivteo, egykatdotaon,
JWYPOUPLKN, YAUTITIKE KO pwToypa@ia
yla va SLEPEVVACEL TIG EVIAOELS AVA-
peca otnv MaAalotviakn tavtotnta,
TO TOTILO KOl TLG ATIOLKIOKPOATLKES alpn-
YAoelG. H KaAALTEXVIKA TNG TIPOKTLKA
TPpowodoteital amnd TNV £psuva MAVW
OTnN GUAAOYLKN HVAMN KAL TOV JETAOXN-
Matlopd Twv Tomiwv tnG MaAalotivng,
Slaitepa péow tov £pyou H Malaiori-
viakn ladéAa, mouv amnodidel cupBoAt-
KA TNV katdaotaon twv Malalctviwv
€VTOG TOU ATOLKLOKPOATLKOU KAl KATOXL-
koL cuothpatog. H yaléAa, tov cuyxvad
petovopddetal oe lopanAwvn MaléAa
otoug {woAoyLkolG knmoug tou lopa-
NA, anelkoviletal Yye €va akpwtnpLa-
opévo mMOSL — MLa LloXLUPN METAYOPA
YLOL TOV AKPWTNPLACHO TNG TAUTOTNTAS
KAl TNG E6APLKNG OLUVEXELQG.

AUTA Ta £pYO EVOOPKWVOULV TNV TIETOL-
Onon tng OtL n téxvn Sev eival amin

She is an artist born in the village of
Muawiya, near Umm El-Fahem, in Pal-
estine. Since 1996, her work has been
featured in over 60 group exhibitions,
including shows in London and New
York. In 2007, she received the Riwaq
Biennale Resident Artist award from
the Delfina Foundation and was se-
lected as a finalist for the A.M. Qat-
tan Young Artist Award in 2005. Her
multimedia works focus on Palestin-
ian existence and identity.

She uses video, installation, painting,
sculpture,and photographytoexplore
the tensions between Palestinian
identity, landscape, and colonial nar-
ratives. Her artistic practice is fueled
by research into collective memory
and the transformation of Palestine’s
landscapes, particularly through the
project The Palestinian Gazelle, which
symbolically represents the condition
of Palestinians within the colonial and
occupier system. The gazelle, often
renamed the Israeli Gazelle in Israeli
Z0o0s, is portrayed with an amputated
leg — a powerful metaphor for the
mutilation of identity and territorial
continuity.

These works embody her conviction
that art is not mere aesthetics, but
a political commitment, a way to re-
store dignity to the Palestinian narra-
tive, both through ironic subtlety and
the visual force of form. Through the
metamorphosis of the animal from
a silent victim to a symbol of resist-
ance, Mahamid deconstructs colonial



Manal Mahamid

aloOntikn, aAAA PLa TIOALTLKE) SECuEL-
on, €vag TPOmog va ATMOKATOOTNOEL
v alompEneia otnv MNaAaloTviakn
apnAynon, 16co Péow MLag emSESLag
glpwviag 6co kat pécw ™ms ormKr']q
Sovaung g Hopwrs. Méoa amd 1
METANOPYWON TOL (wou and BouRo
00pa o ocOuBoAo avtioctaong, n Ma-
XOMLVT aMOSOUEL TIG ATIOLKLOKPATLKEG
TMPOOCEYYIOELS YlO va avadnuLovpyn-
OEL LOTOPLEG TOVL AVAKELV.

Ito £€pyo tng Mvnueio, Avti-Mvnuei-
0, H€POG TNG €kBeong Ztyulaiog Mo-
viepviopog (I6pupa Qattan, Paudia,
2023), n Maxapivt apeopntei v
16€a tov pvnueiov wg gpyaleiov NG
amolklakng efovoiag, mpoteivovtag
€va JOVTEAO TIOL ATMOPPLTTTEL TNV NPW-
LK) aylotoinon Kat avtibeta otoxevel
otnv €mMavolkelomoinon tNg MVAPNG
amno tn Bdon. H téxvn tng Stepeuvd
ox€on avAapeca otnv avlpwrivn Kat
Vv TEPLBAAAOVTLKA TALTOTNTA, OVA-
MECQ OTO TPALHA KAL TNV avayEvvnon,
METATPETMOVTAG KAONUEPLVA QVTLKEL-
HEVA OTIWG OTIOPOL KAl OKOVIN CE an-
ynNUAOTIKA €pyaAsia mou plAovv yia
TNV ATMOLKLOKPATLKA SldBpwaon kal Tnv
avOeKTLKOTNTA TWV TavToTNTWV. H Ka-
Onpepwvn {wn Kat N oALtikn Stdotaon
OLVULTIAPXOULV oTa EAdCoOoVa oToLXELa:
TO YUOLKO TtePLBAAAOV, TN XAwpida, Ta
{wa, TNV TAnywpévn yn.

EnéAe€e va {RoeL otnv IpAavdia yati

glval pLo Xwpa «Tou £XEL ATIOATIOLKLO-
motnBel edw kaL KaLPO».

narratives to regenerate stories of
belonging.

In her work Monument, Anti-monu-
ment, part of the exhibition Instant
Modernism (Qattan Foundation, Ra-
mallah, 2023), Mahamid challenges
the idea of the monument as a tool
of colonial power, proposing a model
that rejects heroic canonisation and
instead aims for a grassroots reap-
propriation of memory. Her art in-
terrogates the relationship between
human and environmental identity,
between trauma and rebirth, trans-
forming everyday objects like seeds
and dust into narrative devices that
speak of colonial erosion and identi-
tarian tenacity. Daily life and the po-
litical dimension coexist in the mini-
mal elements: natural habitat, flora,
animals, wounded earth.

She chose to live in Ireland because
it’s a country that «underwent decol-
onization a long time ago.»
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Manal Mahamid
The Palestinian Hug
Mixed media

21x 29,7 cm

2015



Manal Mahamid

Monument - Anti-monument
Silkscreen

140X740 cm

2023
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MoAdk Matdp

NMoawdaywylki tng Avtictaong

H MaAdk Matap yevviAbnke 1o 1999
otn Awpida tng lNdag kat peydAwos
untd katoxn. Mpoegpxduevn amd olko-
YEVELA KAAALTEXVWV KAl SnULoLpywv,
Apxloe va acXoA&ital Ye TNV TEXVN WG
€pnPn katd tn SLAPKELA PLAG TIEPLO-
Sov evepyng olppagng, MoOLAWVTAG
olvTtopa Ta £pya TG oTo SLadikTuo Kat
ekBEtovtag ta Siebvwg. Képdloe pia
uTmotpowia yia va omouvddcel MoAltt-
kéG Emiotiueg katl akopa pia ywa éva
Metantuxiako ot KaAég Téxveg oto
Central Saint Martins touv Aovéivou
10 2023. H MaAdk eival ouyypawéag
KOl €LKOVOypAwog tou Bpafevuévou
rtadikou BLBAilov «Sitti’s Bird» (2021),
mov PBaocidetal ot MPOCWTILKES TNG
eumelpieg kal TAEov Slaviel tn Selte-
PN €kdoon tou. Mapd toug avotnPEolLg
TIEPLOPLOMOUG OTL METAKLVAOELS, TA
£pya NG £XouV amnoktnBel, ekdobei ka
TOPOLOLACTEL OE TIOAAEG TTAYKOGULEG
OMOSLKEG EKBEDELS.

MeyaAwpEvn LTIO OTPATIWTLKA KATOXN
evtog Jlag adldkomng cuppagng, amno
v gpnPeia tng, 6tav {eomovioe n PBia
OTPEPOTAV OTNV TEXVN VLA VA EKPPACEL
6oa Biwve n idla kat o Aadg tng. Mpo-
£PXOMEVN ATIO OLKOYEVELA SNULOLPY WV,
HETETPEPE TOV TTOVO KOl TIG SUCKOALEG
O£ HLO LOXUPN ELKACTLKN YAWOGCO oL
NG EMETPEYPE va EKOETEL KAL VA TTWAEL
£pya MAYKOOHiWG — Tapd TouG TEPL-
OpPLOHOUG Ttov eTIBAAAOVTAL OTLG HETA-

Malak Mattar was bornin1999 in the
Gaza Strip and grew up under occu-
pation. Coming from a family of art-
ists and creatives, she began mak-
ing art as a teenager during a period
of active conflict, soon selling her
works online and exhibiting interna-
tionally. She earned a scholarship to
study Political Science and another
for a Master’s in Fine Arts at Lon-
don’s Central Saint Martins in 2023.
Malak authored and illustrated the
acclaimed children’s book Sitti’s
Bird (2021), based on her lived expe-
riences, now in its second printing.
Despite severe travel restrictions,
her works have been collected, pub-
lished, and featured in numerous
global group exhibitions.

Raised amid military occupation
and relentless conflict, from ado-
lescence, during bouts of open vio-
lence, she turned to art to articulate
her own and her people’s experi-
ences. Hailing from a family of cre-
atives, she transmuted pain and
adversity into a potent visual lan-
guage, enabling her to exhibit and
sell works worldwide — despite the
movement restrictions imposed on
Palestinians.

Her academic path is dual and tell-
ing: this fusion of political engage-



Malak Mattar

Pedagogy of Resistance

KwAoeLS Twv MaAalotviwy.

H akadnuaikn tng mopeia sivat duttn
KOl OCNMUAVTLKA: O CUVSLACGHOG TOALTL-
KNG S£0PELONG KAl KAAALTEXVLKAG ETTL-
6e€10TNTOG KOBLOTA TO £pYO TNG TAL-
TOXpPOVa Ul AUECN papTupla Kal Pl
OTOXAOTIKA TIPORBOAR TNG TTPAYHATLKO-
NTag NG matpidag ng.

To £pyo tng umepPaivel TNV KaAAite-
XVIKN €K@paon Kal yivetal matdayw-
YLKO €pyaAegio, TTOL LALVEL APNYHOELG
MaAaloTviakAG avtiotaong Kat tou-
oTNTAS. Me 10 SNUOPIAEG TTAUSLKO TNG
BBAlo «Sitti’s Bird» (2021), n MaAdk
METETPEPE TO MPOCWTILKO TNG TPAVUA
O€ LA TIPOOoLT LoTopia — ekmaldevo-
vTag VEEG YEVLEG kal SlevplvovTag TaL-
TOXPOVa TNV TAYKOCHLA Katavonon
Twv ayu’avwv oL AaoU tNG. H Sbvaun
g TEXVNG TNG BchKstaL ot énpiovp-
yia deopwv cuprtovomq, svmccovmq
10 MPOCWTILKO TNG Blwpa péoca o€ gu-
PUTEPA LOTOPLKA KAL TIOALTLKA TTAdioLaL.

Mapd toug ALOTNPEOUG TEPLOPLOPODG
METAKivnoNng, Ta £pya TnNG ATMOKTAON-
Kav, €k6OOnNkav KAl TAPOLVCLACTN-
Kav o€ oHaSLKEG ekOEoelg o ONo Tov
KOOHO, KAl £ylvav KataAlteg evaoon-
Tomoinong kat SLATOALTLIGHLKOD SLAAG-
you. ‘Onwg dnAwvel n idta n MaAdk:

«H téxvn pou nnyddel and tnv avaykn
va 8elw OTL akOpa Kol HECA OTLG PE-

ment and artistic mastery makes
her work both an immediate testi-
mony and a meditative reflection on
her homeland’s reality.

Her work transcends artistic expres-
sion to become a pedagogical tool,
weaving narratives of Palestinian re-
sistance and identity. With her cel-
ebrated children’s book Sitti’s Bird
(2021), Malak transformed personal
trauma into an accessible story —
educating new generations while
expanding global understanding of
her people’s struggles. The power
of her art lies in forging empathetic
connections, merging intimate lived
experience with broader historical
and political contexts. As Malak her-
self states: «<My art stems from the
need to show that even in the most
extreme adversity, life persists —
and our Palestinian stories must be
told, especially for younger genera-
tions.»

Through a visual language both
simple and piercing, Mattar crafts a
pedagogy of resistance that emerg-
es from suffering yet opens toward
hope and rebirth. Her educational
commitment turns art into a bridge
between cultures — one that dis-
mantles invisible walls and ignites
global consciousness about reali-
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yoAutepeg avti§ootnteg, N {wn MpE-
VEL — Kal ot MaAaloTviakEég pag LoTo-
pleg mpEmneL va etmwOoy, ELSLKA yLa TI
VEOTEPEG YEVLEGY.

Mg o OTTLKR YAWOOO OULUYXPOVWS
amAn kat Stamepaoctikn, n Matdp én-
Mlovpyel pla maldaywylkn tng avrti-
otaong mou mnyddel and tnv oduvn
aAAd oTpEeTal Pog TtV eAnida Kat
Vv avayévvnon. H mawdeutikn tng 6¢-
OUELON PETATPETEL TNV TEXVN OE YEWPL-
PA HETOED MOALTIOHWY — MLA YEQULPA
oL YKPEPI{EL AdPATOLG TOLXOLG Kall
PwTtidel TNV MaykOouLa cuveidnon pe
aAnBeleg ov ouvxva Siaypdwovtal n
amnoclwmnolvTaL.

To oTA TNG anéktnoe PeyaAn dnuopt-
Ala 6tav €vag mivakdg tng XPNoLuo-
molndnke wg e€wuAAo gvog BLBAiou
tng Francesca Albanese.

ties too often erased or silenced.
Her style became very popular after
one of her paintings was used as the
cover for a book by Francesca Alba-
nese.



Malak Mattar
Motherhood
oil on canvas

60X80 cm
2021
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Malak Mattar
Resistance

oil on canvas
60X80 cm
20217



Ntova Klota

H Téxvn wg Maptupia kat AKTLBLOMOG

Duaa Qishta

Art as Testimony and Activism

MaAcuoTtviakng Kataywyng amd 1n
rada, yevvndnke to 1991 otn Zaoubti-
Kk Apafia omouv SoOAeve o mAtEépag
™G, aAAd peydAwoe otn Mada. Zeu kai
gpyaletal otn NaAAia and to 2020.
Inobdaoce Mabnuatikd, o6mwg embvu-
poOoE N olkoyEveld TnG (kat n pnté-
pa g £XEL TTuXio ota Madnuatikad),
aAAQ otn cuvéxela eméEAeSE va aKo-
AouvBnoet to dnULouvpPyLkd TNG TVELHA.
AUTOSISAKTN ELKACTIKOG, TA £€pya TNG
€xouv €vtovn avBpwtiivn Sldotaon
Kal SlEpELVOLV CULUYKPOUVOELS, TOAE-
MOUG, KOTOOTAOELS TOALOPKIAG, Kol
TG SLAPOPES KPLOELG TTOL TIPOKUVTITOLV
amno avtég. Ta £pya tng Kiota kopidouv
eniong éva caTLPLKO PAVLHA Yyl TNV
TIOALTLK] KOl KOWVWVLKH T(POAYHOTLKO-
mrta. Ta Ofépata mouv mpayuatedeTal
ouvééovtal otevd pe tnv MaAatotvi-
akn tavtotnta. Epyadetal og éva gupL
pdopa pécwv: Jwypawlkn, oxEdto,
YAUTITIKE, EYKATAOTACELS, (PWTOYPO-
@ia kat Bivteo. EXEL CUPPETACYEL OE
TOALAPLOEG OPASLKEG EKOECELS KaL TO
2019 mpaypatonoinoce TNV mPwIn NG
atopikn €kBeon pe titho Al-Awda Ice
Cream, pe tnv vmootipl§n tou 16p0-
patog A.M. Qattan otnv MaAaiotivn.

Of Palestinian origin from Gaza, she
was born in 1991 in Saudi Arabia where
her father worked, but she grew up in
Gaza. She lives and works in France
since 2020. She studied Mathemat-
ics, as her family wanted (her mother
also has a degree in Mathematics),
but then she chose to follow her cre-
ative spirit.»A self-taught visual art-
ist, her works have a strong human
dimension and explore conflicts, wars,
sieges, and the various crises that
arise from them. Qishta’s works also
convey a satirical message about po-
litical and social realities. The themes
she addresses are closely linked to
Palestinian identity. She works across
a wide range of media: painting, draw-
ing, sculpture, installation, photogra-
phy, and video. She has participated
in numerous group exhibitions and,
in 2019, held her first solo show, Al-
Awda Ice Cream, supported by the
A.M. Qattan Foundation in Palestine.
In2019/2020, she was an artist-in-res-
idence at the Cité Internationale des
Arts in Paris. Recently, she obtained a
one-year residency from the College
de France in the cities of Cherbourg,
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To 2019-2020 Atav Slapévouvoa KaA-
Autéyxvig oto Cité Internationale des
Arts oto Mapiol. Mpdowarta e€acyad-
Alog POVOETH KAAALTEXVLKN Stapovh
amno 1o College de France otig moAeLg
XepBolpyo, MkpevoumA kat BaAdvg
otn MaAAia.

H téxvn tng mnydadel anod tnv mpocw-
TIKN EPTElPlO CUYKPOVLOEWY, TOAE-
Hou kat e€oplag Kal ekSNAWVETOL WG
pLa mpd€n pL{oCTIACTIKAG MOPTLPLOG
Kal TIOALTLKAG katayyeAiag. Mpdyua-
TL, N Kplon €ilval To évavopa yla tnv
KAAALTEXVLIKN TNG YAwooa: kABe £pyo
SlapopwveTal amd PLa TPAYHATLKA
TANYN, Ao MO TIPOCWTILKN EUTELPLa
OLVLWPACHEVN PE TN CLAANOYLKN LoTOoPL-
a tng MaAatotivng. O moévog Sev ival
TOTE POVO TPOCWTILKOG, AAAA avoliye-
TOL o€ PLa evputePN Sldotaon, HETOU-
OLWVETAL Ot €LKOVA, XELPOVOMIa Kat
KpLTLkn okEPn. To avBpwrivo tpadua
avtipetwnidetol wg LALKO £kppaong,
o€ PLa omtikn e§gpebivnon Tou €XEL TN
Slvapun va HETATPEMEL TOV TPOHO OfF
EVEPYN HVAKN.

H yAwooa tng eivat moAveminedn kat
Babid, apbpwpEvn HEOW TOAAATIAWY
EKPPOCTIKWV PECWV: amd tn {wypa-
PLKA HEXPL TO OXESLO, Ao TN YAUTITLKA
HEXPL TNV EYKATACTOOCT), CUNTIEPLAQU-
Bavopévng tng pwtoypaiag Kal Tou
Bivteo. Kabe péoco yivetar éva medio
TMELPAPATIOHOU. Ta £pya TNG TAAAVTED-
ovtal JeTAgD Tou AYnENUEVOL KAl TOL
napaoctatikol. Eviote kopupwvovtal
O£ MOALTLKA CATLPA -ELPWVLKI] KOLL TPO-
KANTLKNA- TTOU OTOXEVEL VA EKOECEL TIG
oxéoelg e€fouciag, amokaAluTTOVTAG
v moAvmAokotnta tng MaAalotvia-
KNG katdotaong HEoa amnod pia kabapn
AAAQ TTOTE KUVLKI OTTTLKN.

Ta épya tng aviavakAolOv Tn Ouve-

Grenoble, and Valence, in France.

Her art stems from direct experience
of conflict, war, and exile, and mani-
fests as an act of radical testimony
and political denunciation. Indeed,
crisis is the trigger for her artistic lan-
guage: each work is shaped from a
real wound, from a personal experi-
ence intertwined with the collective
history of Palestine. The pain is never
only personal but opens to a broader
dimension, transforming into image,
gesture, and critical reflection. Human
trauma is processed as expressive ma-
terial in a visual exploration that has
the power to turn horror into active
memory.

Her language is layered and profound,
articulated through multiple expres-
sive means: from painting to draw-
ing, from sculpture to installation,
and including photography and video.
Each support becomes a field of ex-
perimentation. Her works oscillate be-
tween the abstract and the figurative,
sometimes culminating in political sat-
ire -ironic and provocative- that aims
to expose power dynamics, narrating
the complexity of the Palestinian con-
dition with a clear-eyed but never cyni-
cal perspective.

Her works reflect the constant tension
between the individual and the collec-
tive, between the personal dimension
of trauma and the broader context of
national identity. Waiting, loss, exile,
and hope are recurring themes, told
with a sensitivity capable of moving
the viewer’s conscience. Palestinian
identity is not only evoked; it is lived,
embodied, and questioned through
every creative gesture. For Duaa Qish-
ta, art is a political and civil act. As she



XA évtaon petagd Tou AtdPoL KAl TNG
ouAAoyLkotntag, Hetafd NG mMpoow-
KNG SLAoTOoNG TOU TPAUMATOS Kal
TOU €LPULTEPOL TAALCiOL TNG €OVIKAG
tautoétntag. H avapovh, n anwAela, n
efopla katL n eAnida eival emavaAiap-
Bavopeva Bépata, emefepyacuéva ue
pla evalocOnoia Lkavr va CUYKLWVACEL TN
ouveibnon tou kowov. H MaAatotivia-
KN tauvtotnta Sev avakaAeital povo.
BLwveTal, EVOOPKWVETOL KAL Ap@LoRn-
teital, yEoa anod KAOs SNULOVPYLKA XEL-
povopia. MNa tnv Ntovad Kiota, n téxvn
glval pua ToALTLkn ko Snudcia mpagn.
‘Onwg n idta SnAwveL: «H té€xvn givat o
TPOTOG HOL VA HETAHOPPWVW TOV TIOVO
oe Suvapun, TN YvAUN o€ avtiotaon».

Méoa amnd ta €pya tng Slvel @wvn
oToug aavelg, dnulovpywvtag Evav
XWPO aKpPOAoNnS KAl QvVayvVWwELONG
omouv 1o Boufd avbpwmivo TpaLUA
yivetal pavipéoto. OL S1eBveig KaAAL-
TEXVLKEG TNG Slapovég, and to Mapiot
pEXpL to College de France, tng emé-
TPePav va SLUVOPWOEL ALTH TN PWVA
TMEPA ATIO YEWYPAPLKA KOLL TIOALTLOTIKA
olbvopa, Xwplig va xavel to BAadog kat
Vv aAnBela Tng paptupiag Ing.

herself affirms: “Art is my way of trans-
forming pain into strength, memory
into resistance.”

Through her works, she gives voice to
the invisible, creating a space of lis-
tening and recognition where silent
human trauma becomes a manifesto.
Her international artistic residencies,
from Paris to the Collége de France,
have allowed her to amplify this voice,
carrying it beyond geographical and
cultural borders without losing the
depth and truth of her testimony.



All Eyes On Palestine




Duaa Qishta

Sculpture “1” Al-Awda Ice Cream wax
casting in silicone mold

15X7X7 cm,

2019 (remake in 2025)
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MoXAuAVT ZAPTIAAVEY

H’Evatn TéXvn tng Avtictaong

O Moxapavt Zaunadvey eival MoAat-
OTIVIOG KOPTOLVIOTOG KOl KOPLKOATOUPL-
otag amno t Tleviv, mouv {eL onpepa otn
PapadAa. Eivat evepyod pédogtou Cartoon
Movement amnoé 1o 2009. O Zaumadvey
gival eniong okitooypdwog ya tnv Al-
Hayat al-Jadida, tnv emionun epnuepida
¢ MaAalotviakng Apxng, kat epyade-
TaL oto Apafo-apeptkaviko Mavemotn-
Mo tnG Teviv otn Avtik ‘Ox6n. Yninp&e
TIOALTLKOG KPATOUHEVOG oTo lopanA.

'ExetAdBettoANd BpaBeia, HeTad AAAwWY
10 Prix d’Or oto AleBvég PectBAA Kap-
Tolv NG MaoocaAiag to 2017. To 2021
énuooicvoe otig Hvwpéveg MoAtteieg to
kOULk tou «Power Born of Dreams: My
Story is Palestine» (Abvaun amnd ‘Ovel-
pa: H lotopia pou sival n MaAawotivn),
oL BewpPELTAL TO TPWTO TIAAALOTIVIOKO
kOMLIK. H SouAeld tou €xel petaypaotel
oTa ayyAlka, YoAALKA, TO LTOALKA KAl Ta
eAANVLIKA.

To 2023 opydvwoe tnv tpwtn cLAAoyL-
Kl €kBeon MaAcLloTWIOKWY KOPIK. Mo
TOLXOYPOpLO TOL EKTEBNKE OTNV EMETEL-
o twv 75 Xpoévwv and tn Nakumna otnv
£€6pa twv Hvwpévwv EBvwv otn Néa
Yopkn.

O Zapmadvey TAvIa ouVOWALVE TNV
TEXVN TOL MHE TOV TIOALTIKO QKTLRLOMO,
amnelkovi{ovtag TNV TpPaAypoTikOTNTA

Mohammad Saba’aneh is a Palestin-
ian cartoonist and caricaturist from
Jenin, currently residing in Ramal-
lah. He has been an active member
of Cartoon Movement since 2009.
Saba’aneh is also a cartoonist for
Al-Hayat al-Jadida, the official daily
newspaper of the Palestinian Au-
thority, and works at the Arab Amer-
ican University of Jenin in the West
Bank. He was a political prisoner in
Israel.

He hasreceived numerous awards for
his commitment, including the Prix
d’Or at the Marseille International
Cartoon Festival in 2017. In 2021, he
published his comic «Power Born of
Dreams: My Story is Palestine» in the
United States, considered the first
Palestinian comic. His cartoons have
been translated into English, French,
Italian, and Greek.

In 2023, he organised the first col-
lective exhibition of Palestinian
comics. One of his murals was dis-
played during the commemoration
of the 75th anniversary of the Nakba
at the United Nations headquarters
in New York.

He has always intertwined his art
with political activism, depicting the



Mohammad Saba’aneh

€evOg Aaol os TOAEMO, Xwplg ToTE va
€yKATAAEIYPEL TN YN TOoL. Me TO TOAUNPEO
0@OG TOL KAl TNV ELPWVELA TNG KOPLKOL-
TOUPAG, AVATIOPLOTA TIG TPAYWSIEG Kal
TG KaBnuePWVEG adlkieg TOL TARTIOLV
v MaAawotivn.

‘EXEL alepwoEL TNV KAPLEPO TOL CTNV
OmTLKN) Snuocloypawia. Ta kaptolv Tou
elval cuvemEi PopEeig TOALTIKWY apnyn-
OEWV TIoL amelkovi{ouv TG kaBnNUEPLVEG
SuokoAieg mouv avtetwnilouvv ol Ma-
AauwoTtiviol uTtd KAToXn. ZKOTIOG TOL £ival
va dwaoel pwvn otnv MaAatotivn, og pa
npoomnddsia va ennpedoesl tn Sebvn
kown yvwun. To £pyo Tou WG KAPTOLVI-
ota 8ev exvd v kKAnpovould tou Naji
Al Ali, Tou MaAatoTiviouv KAAAMTEXVN TIoU
Ntav pdéowuyag oto Aifavo kat dnut-
oupynoe tov xapakthpa Handala. Tav-
TOXPOoVa, XApPn OTO ONUAVTIKO SLEBVEG
SlKTUO TOUL, PEPVEL LA TTAAQLOTLVLIOKD
OTITIKA KO apnyNMATLk obvOeon otov
KOGHO.

To 2017 £€Aae to Prix d’Or oto Alebvég
deotfar Kaptovv tng Maococaliag yia
10 8dppPog pe TO omoio avtiueTwtidel
€va 80ckoAo mAaiclo. To 2021 dnuooi-
£UOE TO TPWTO TOL KOULK «Power Born of
Dreams: My Story is Palestine», ou B¢-
WPEELTAL TO TIPWTO TIAAALCTIVIOKO KOMLK.
Metapaopévo oe TOANEG YAWOOES,
10 £pyo ToL awnyeital tnv MaAaiotivn

reality of a people at war without
ever straying from his land. With his
bold style and the irony of carica-
ture, he has been able to represent
the tragedies and daily injustices
that afflict Palestine.

His cartoons consistently carry polit-
ical narratives that depict the every-
day hardships faced by Palestinians
under occupation. His commitment
aims to give voice to Palestine, seek-
ing to influence international pub-
lic opinion. His work as a cartoonist
does not forget the legacy of Naji Al
Ali, the Palestinian cartoonist who
was a refugee in Lebanon and cre-
ated the character Handala. At the
same time, thanks to his important
international network, he brings a
Palestinian visual and narrative syn-
thesis to the world.

Joe Sacco said that his comic is “an
artistic triumph that will long stand
as a testament to the spirit of the
Palestinian people. Sabaaneh is a
master.»

«Every cartoon | create is a small
battle, a fight against the invis-
ibility of our cause. Comics are our
way of resisting, of telling the world
that we exist, that we are alive, and
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HEoa amo ta pdtia ekeivwy Tou tn {ouv.

O Joe Sacco 8NAwoe OTL TO KOULK TOU
glval «évag kaAAtexvikog Optaupog ou
Ba mapapeivel yia TIOAD Kalpd pApTL-
QOGS TOL TIVELHATOG TOL TIAAAULOTLVLIOKOU
Aaov. O Zapmadvey ival SACKAAOG».

«KdBe kapTtoLv Ttov SnuULoLPYW Eivat pLa
HlKPr HAxN, Hla TTAAn va KAVW TOV OKOTIO
pag opatd. Ta KOMLK glval O TPOTIOG HAG
VO QVTLOTEKOUAOTE, VAL AEE OTOV KOOHO
OTLUTTAPXOULE, OTL ElpaoTe {WVTavol Kalt
6t n MNaAavotivn 8ev Ba Eexaotel MoTER,
&nAwvel. Méoa and to £pyo tou, o Mo-
XAMavT Zaumadvey ocuvexidel va apn-
yettaw tnv MoaAauotivn wg pla wotopia
avtiotaong kat aglompémnelag, Otovtag
TO TAAEVTO TOL OTNV LTINPEECLA TNG EAEL-
Bepiag kat TnG Sitkaloovvng.

that Palestine will never be forgot-
ten,» he stated. Through his work,
Mohammad Saba’aneh continues to
tell Palestine as a story of resistance
and dignity, using his talent in the
service of freedom and justice.



Mohammad Saba’aneh
GuerNakba

digital print

2022
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Mohammad Saba’aneh
Untitled

digital print

2022



> AVIA ZopAVTL

H Ewkova wg Avumtakon

Shada

Safadi

Image as Insubordination

H Zdvta Zagdvtt [yev. cto MatlvidA
Tapg, ota katexopeva Yyimeda tou
lkoAdv otn Zupia] sivat slkaocTiki
KOAALTEXVLS KOL EKTALOELTLKOG, TOU
onuepa {eL kat gpyddetal otn Popd-
Aa. H mpaktikn tng Kveital avapeoa
oTN XOPOAKTLKA, TN {Wwypaylkn Kol ToV
TELPOAMATIONO HE LALKA, OAAL OTNV LTIN-
pecia plag otaBepig MOALTIKAG ava-
YKOLOTNTOG: VO HETATPEYPEL TNV TEXVN
oe mpagn avtictaong. locoppomnwvtag
aVAPECO OTO AVAKELY Kal tnv £€opi-
a, avdueoa otn pidwua Kal ToV €KTo-
TILOPO, TO £pyo TNG Za@AavTtl gival yla
ELKOOTLKN ATAVTINGCN OTOV ATOLKLOHO,
TNV KATOXN KAl TN Staypawn tTng TauTto-
TNTAG KOlL TOU TIOALTLOMOU o€ apyLofn-
tolpeva €6apn.

H Zag@dvtl peydAwoes og évav KOGHO
omouv n moAltikn Sidotaon Ssv Atav
MOTE awnpenuévn €vvola, aAAd pla
ouvOAkn NG kaBnuepwotnrag. H
TéXVN TNG MNyadel akplBwg anod auvtod:
amno TNV avaykn va SLatnpenoeL, va €TL-
BeBalwoel kat va Xapdgel O,TL Kwdv-
vebLel va e€oBeAlotel anod tnv Kupiap-
XN agpnynon. Ta XapakTikd Tng Kat ot
ouvBéoelg TNG eival PAgelg evepyng

Shada Safadi [b. Majdal Shams, Oc-
cupied Golan Heights - Syria] is a
visual artist and educator who cur-
rently lives and works in Ramallah.
Her practice moves between print-
making, painting, and material ex-
perimentation, all underpinned by a
constant political urgency: to trans-
form art into an act of resistance.
Poised between belonging and exile,
rootedness and dislocation, Safadi’s
work is a visual response to the colo-
nisation, occupation, and cultural
and identity-based erasure of con-
tested territories.

Safadi grew up in a context where
the political dimension is never an
abstract concept, but a daily con-
dition. Her art originates from this:
from the need to preserve, reaffirm,
and etch what risks being expelled
from the dominant narrative. Her
prints and compositions are acts
of active memory, where paper, the
mark, and materials become tools
to reclaim a collective and individual
existence that is denied or silenced.
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MVAMNG, OTIOL TO XAPTi, TO XApayua
KoL T DALKA yivovtal epyaAeia yia tnv
aVAKINON PG CLUAAOYLKNG KAl OTOML-
kNG bTtapPENG o avatpeital i PLUWVE-
TaL.

Ita £pya NG, TO ToTio €ival é&va oup-
BoAkd medilo paxng, €vag apofn-
TOOPEVOG XAPTNG, ML ETMUPAVELA TIOU
MPEMEL va avoKtnBel péow tNG KAA-
ALTEXVLKAG XELPpOVOuiag. Yo auth tnv
€vvola, N Zo@dvil Sev avamapLotd
AmMAWG TOTMOUG' TOUG METATPEMEL OF
TOALTIKA €6dpn. Ol €LKOVEG TNG -ME-
TEWPEG OQVAPECA OTn MopwomAacia
KOl TNV awaipeon- awnyolvtal tn &t-
aBpwon, ™ Opupparomoinon, aAAd
KAl TN POoVIPSTNTA KAl TNV avaktnon.
H xprion tou aAatiov ota £pya tng, yLa
mopadslypa, dev gival anAwg aiodn-
TLKA: QUTA N OKOvVN ToL evamotifetal
oTO XOpPTi vmodnAwvel Tnv e§dtuion
NG PVAUNG, TNV opixAn Tng anouvoiag,
aAAd kat TNV WNUATOYEVEGH MLOG TIO-
pouciag mou apveital va e§aavioTtei.

To aAdrti, éva Opyaviko Kal YAvo
VALKO, yivetal £€tol aAAnyopia yia tnv
emBiwon kat tn paptupia. ‘Onwg kat
N XOPOKTLKN -HLOL TEXVLKI TtoL amaltel
XPOVo, LTIOUOVA KAl Tieon- 1o aAdrtl
TAPATEUTIEL OTNV apyocLPTn SOLAELA
™G MVAMNG, otnV emavaAapBovousvn
KOl TIELOPOTLKNA XELpovouia Tou an-
VEL €va (XvoG. Ze autév tov SidAoyo
avAPECA OTO UALKO Kal TO vonua, To
£€pyo NG ZaWAVTIL ATOKIA TN HopYn
€VOG TIOLNTLKOU OKTLBLOHOU: KATACKEL-
adel evaAAaKTIKoOG XwpPoug Omouv n
NYEPOVLKN apriynon apglopnteitat ge
aVvOeKTLKEG Kal BaOLEG elkOVES.

Ita £pya tng N Poypayia yivetaw ye-
wypaplia, KAl n yewypagia yivetal
OUMPBOALKO €dawog avtiotaong. Kabe
XOPAYHEVO oNUASL €ival pLo TTOALTLKA

In her works, the landscape is a sym-
bolic battlefield, a contested map, a
surface to be reclaimed through the
artistic gesture. In this sense, Safadi
does not merely represent places;
she transforms them into political
territories. Her images -suspended
between figuration and abstrac-
tion- tell of erosion, fragmentation,
but also permanence and reclama-
tion. The introduction of salt into
her works, for example, is not merely
aesthetic: that dust which settles on
the paper suggests the evaporation
of memory, the fog of absence, but
also the sedimentation of a presence
that refuses to vanish.

Salt, an organic and earthly material,
thus becomes a metaphor for sur-
vival and testimony. Like printmak-
ing -a technique that requires time,
patience, and pressure- salt also
evokes the slow work of memory,
the repeated and obstinate gesture
that leaves a trace. In this dialogue
between material and meaning, Sa-
fadi’s work takes on a form of poetic
activism: it constructs alternative
spaces where the hegemonic narra-
tive is challenged with resilient and
profound images.

In her works, biography becomes ge-
ography, and geography becomes a
symbolic terrain of resistance. Every
etched mark is a political act, every
layer of colour a form of insubordina-
tion. Her artistic practice is, in every
respect, a pedagogy of resistance:
Safadi teaches not only through ed-
ucation but through the image. Her
works interrogate the viewer, forcing
them to pause in a suspended time
where the Palestinian question is
never a «theme,» but an embodied



nPAgn, kKABe oTpwon XPWHATOS Mia
Hop@n avurakong. H kaAALtexvikn tng
TEAKTLKN £lvatl, anod kabe damoyn, yia
TS aywyLkn tng avtiotaong: N Za@d-
vTL S16AoKeL OXL HOVO PECW TNG EKTIAL-
Sgvong aAAA kal gEow TNG lkévag. Ta
€pya NG avakpivouv tov Beartn, ava-
YKAJOVTAG TOV VAL KAVEL PLa Ttabon o€
€vav aveotaApévo Xpovo omou to Ma-
Aawotviako {Atnua Sev ival moté ya
«Bgpatikn», AAAA MO EVOOPKWHEVN
npaypatikotnta. H téxvn tg dvia
ZoAvTL YlVETAL MO QVOTPETTLKA
nEAgn: pla yAwooa Tou SLaUAATTEL
KOl aLoPBNTEL, TTOL AVTIOTEKETAL.

reality. Shada Safadi’s art becomes a
subversive act: a language that pre-
serves and interrogates, that resists.
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Shada Safadi

Gaze

installation detail
2079 - 2022



Shada Safadi

Impossibility

Braille print & salt on paper
41X33cm

2022
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NAopioa 2avooLp

Larissa Sansour

H Aapica Zavoolp, yevvnuévn otnv Ava-
oAk lepovoaAny, givat MaAaiotivia-
Aavn KAAMTEXVLIG TIov oTioudace KaAég
Téxvegotnv Komeyxayn, to Aovsivo kattn
Néa Yopkn. Ekmpoowmnnoe tn Aavia otnv
58n MnievaAe tng Bevetiag. Mpooyarteg
QTOUKES TNG €kBEoelg £xouv @LAoevn-
O<l peta§d AAAwv otn Whitworth Gallery
oto Mavtoeotep, oto KINDL oto BepoAi-
vo, oto Copenhagen Contemporary otn
Aavia ko oto Dar ElI-Nimer otn Bnputo.
Inpepa {eL kat epyddetal oto Aovsivo. Ot
€KBEoELG TNG -amod To MAvioeotep PEXPL
10 BgpoAivo, tn Bnputd kat tn Aavia-
£XOULV PEPEL TNV TIOALTIKN TNG ELKACTLKN
moinon, SLAMOTIoUEVN HE EMLOTNUOVIKA
(pavtaoia, oto SLleBVEG TPOoKAVLO.

H téxvn tng nnyadeL and tnv eneiyovoa
avAyKn Vo OMOTUTIWOEL £va. TIAPOV TIOL
v@ioTatal TOAITLIOMIKA KOl LOTOoPLKH &t
aypapr. Awou Biwoe TNV TIOALoPKia TNG
BnOAeéu to 2002, n ZavoolLp SHAwWOoE:
«Nal KlvnuaToypoupw EPEVA KOL TNV OLKO-
YEVELA hOU £YLVE £VOG TPOTIOR YLOL VAL TTW:
YTrtdpxoupue, utthpSape». Mia ppdon Tou
TLEPLKAELEL TOV TTLPRVAL TOL £PYOU TNG: TNV
tekpunpeiwon g MaAalotviakng vmop-
€NGS WG pHopPYN) EKACTLKAG avtioTaong.

Me ta xpdvia, £xeL avamtogel pla §exw-
pLoti yAwooa tov cuvduadel Bivieo, pw-
TOYPOWIO, EYKATACTAON KOl QUPNYNOELS
EMOTNMOVLKAG avtaociog. Epya omwg
1o «Nation Estate», to «A Space Exodus»
kot to «In the Future They Ate from the
Finest Porcelain» Siepguvolv péoa amnd
Suotomnikég e§loTtopnoElg To TPAlduaA, TV

Larissa Sansour, born in East Jerusa-
lem, is a Palestinian-Danish artist who
studied Fine Arts in Copenhagen, Lon-
don, and New York. She represented
Denmark at the 58th Venice Biennale.
Her recent solo exhibitions include
shows at the Whitworth Gallery in
Manchester, KINDL in Berlin, Copen-
hagen Contemporary in Denmark, and
Dar ElI-Nimer in Beirut. She currently
lives and works in London. Her exhi-
bitions -from Manchester to Berlin,
Beirut to Denmark- have brought her
sci-fi-inflected political visual poetry
to international stages.

Her art stems from the urgency to tes-
tify toapresent marked by culturaland
historical erasure. After living through
the siege of Bethlehem in 2002, San-
sour stated: «Filming myself and my
family became a way to say: We exist;
we did exist.» A phrase that encapsu-
lates the core of her work: document-
ing Palestinian existence as a form of
visual resistance.

Over the years, she has developed a
distinctive language blending video,
photography, installation, and science
fiction narratives. Works like Nation
Estate, A Space Exodus, and In the
Future They Ate from the Finest Por-
celain employ dystopian storytelling
to interrogate trauma, loss, and col-
lective identity. Nation Estate particu-
larly envisions a Palestinian state con-
fined to a single skyscraper — a potent



QATWAELA KO TN CLUAAOYLKN TawTotnTa. To
«Nation Estate» elbikdtepa, pavtadetan
€va MoAaloTviako KPAToG TEEPLOPLOUEVO
Méoa o€ €vav ovpavofhotn — €va LoXu-
PO cOPPBOAO SLaXWPELOHOD KAl XWPLKAG
ouprmieong.

MNa ™ ZavoouLp, N TEXvN eival eyyevwg
TIOALTLKE, WOTOCO AEITOVPYEL PE TA SLka
™G Movadika pEoa. Ou OTIALOTIKES TNG
EMAOYEG -TIOV EKTEIVOVTAL ATO TOV Kvh-
Hatoypdyo kol TN PLVIEoEyKATACTAOoN
£WG TNV TEEPYPOPHAVG- CPupnAATOLY HLa
avOEKTIKNA £LKOVOypapia Ttou ap@Lofntel
TLG CUMPBATIKES EVVOLEG TOUL XPOVOU KALTNG
MVAUNG. £to «Monument for Lost Time»
(2019), rov tapovcidotnke oto Mepirte-
po tng Aaviag otnv MrmevdAe tng Beve-
tiag, n Zavooup kat o Zopev At peto-
HOpwoav pLa Pn@Lakn owaipa o Evav
MOVOALBO, TIOL EVOOPKWVEL TO XAOHA
QVANECO OTOV YPOAUMLKO XPOVOo Kal Tn Bu-
WHEVN gumelpia twv MoaAaotviwy.

AmévavtL otn pnropeia kat tn Staypopn,
n Zavoolp SNPLOVPYEL PLaL OTTTLKA KOUA-
ToLPAL TEOL XTi{EL EVOANOKTIKA GUMTIOVTOL
— OTIOU N TLOALTLKI TLPAY HOTLKOTNTA ETA-
(pPALETAL OE TIOLNTIKO ELKOOTIKO KWSLKAL.
Ze auToUG TOUG UTIOBETIKOUG KOOHOUG, TO
lopanA cuxva eAAoxebEeL SLA TG AMouGi-
QG TOU, EVW OL OTTOKAAUTITIKES OLOXLTEKTO-
VIKEG yivovTtat aAAnyopieg tng Staypopng
KOl TwV JEAAOVTWV TIoL £X0ULV avalpebeL.

H Zavooup amnodeikviel OtL N TEXVN JTTo-
PEL va £XEL MPOYHATIKO TIOATIKO QVTi-
KTUTTIO, Xwpig va Buotddel Tov aiodntikd
nelpapatiopd. To €pyo NG amoppimtel
TG OLVALCONUOTOTIOLNUEVES  OTIELKOVI-
ogL§ G MaAawotivng, StekSikwvtag avtt-
B£TWG XWPEO yla KpLtkr 6paocn, StdAoyo
KOl GUAANOYLKI pavtooia — OTov N ru-
OTNHOVLKA pavtaoia yivetal tavtoxpova
KOBPEWPTNG KAl HAVIPESTO.

symbol of segregation and spatial
compression.

For Sansour, art is inherently political,
yet operates through its own unique
means. Her stylistic choices -spanning
cinema, video installation, and perfor-
mance- forge a resilient iconography
that challenges conventional notions
of time and memory. In Monument
for Lost Time (2019), presented at the
Danish Pavilion of the Venice Biennale,
Sansour and Sgren Lind transformed
a digital sphere into a monolith, em-
bodying the rupture between linear
time and Palestinian lived experience.

Against rhetoric and erasure, Sansour
crafts a visual culture that builds al-
ternative universes — where political
reality is translated into poetic visual
code. In these speculative worlds, Is-
rael often looms through its absence,
while apocalyptic architectures be-
come allegories of erasure and denied
futures.

Sansour proves art can wield genuine
political impact without sacrificing
aesthetic experimentation. Her work
rejects sentimentalised depictions of
Palestine, instead claiming space for
critical vision, dialogue, and collective
imagination — where sci-fi becomes
both mirror and manifesto.
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Main Lobby

still from the video Nation Estate
2012
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>aply Xapyxav

Shareef Sarhan

Ave€dpTNTog (PWTOYPAWPOS KAl OXeESL-
aotng yevvnuévog otn ldda, o Zap-
Xav eival Sputlikd HEAOG TNG OMASAG
«Windows from Gaza for Contemporary
Art» (MapdBupa otn ZOyxpovn Téxvn
and ) Mada). Anéktnoe muyio oTig té-
Xxveg anod 1o ICS ot Hvwpéveg MoAutei-
£G KOUL £XEL CUMMETACKEL OE TTIOAAEG aTO-
MLKEG KOl OHASIKEG EKBECELG, OTIWG OTO
«Xwptd Téxvng kal Xeipotexviag» kat
otn ykaAepi «To Aydv» otn Fada, evw
TO £pYO ToL £XEL ekteBEl otnV MaAouoTi-
VI KoL OTO £EWTEPLKO.

O Zapxdv eMAEYEL TNV TEXVN WG EPYOL-
Acio emBiwong kat avtiotaong, og Eévav
TOTIO LTIO CLVEX T TTIOALOPKIA KAl kaOnuE-
pwn otépnon. Ndvta enelystal va agn-
ynOei .otopieg tov cuyxvd sival adpateg
yla tov vméAouno koopo. «la péva, n
pwtoypayia eival pla mpdgn ppovti-
80, £vag TPOTOG VA ATIOKATACTACW TV
aflompEnela 6cwv pailveral va eivat
katadikaopévol otn AROn», SnAwveL.

To €pyo tou mnyddel and v embupi-
0 VO QTOTUTIWOEL TNV €uBpavoToTNTA
KalL tn Svvaun Twv avBpwTtwv Ttou {ouv
oe akpaieg ouvOnkeg, amelkovi{ovtag
TPEOCWTIA, XELPOVOMIEG KAl XWPOUG Y-
(POPTOULG HME MVAMN KoL TOVO. Xe KABE
OTLyuLOTUTIO, O ZapXAv Tpoomabel va
ATOKAAOYPEL TNV KABNUEPLVA AVOEKTIKO-

Beyond the Ruins

A freelance photographer and designer
bornin Gaza, Sarhan is a founding mem-
ber of the “Windows from Gaza for Con-
temporary Art” group. He earned a di-
ploma in arts from the ICS in the United
States and has participated in numerous
solo and group exhibitions, such as at
The Arts and Crafts Village and The Port
Gallery in Gaza, in addition to exhibiting
his work in Palestine and abroad.

He has chosen art as a tool for survival
and resistance in a land marked by con-
tinuous siege and daily deprivation.
Sarhan is always carrying with him the
urgency to tell stories often invisible to
the rest of the world. “For me, photog-
raphy is an act of care, a way to restore
dignity to those who seem destined for
oblivion,” he states.

His work stems from a desire to capture
the fragility and strength of people liv-
ing in extreme conditions, portraying
faces, gestures, and spaces laden with
memory and pain. In every shot, Sarhan
seeks toreveal daily resilience — that ca-
pacity to continue existing and fighting
against all odds.

For him, art is not just representation,
but a form of political commitment:
“When | shoot, | give a voice to those



NTA — TNV LKAVOTNTA VoL UTIAPXELS Kall
va aywvilgoal evavtia os kABe poBAe-

$n.

Ma avtov, n texvn Sev ival anAwg ava-
TaPACTACH, AAAA ULOL HOPWH) TIOALTIKAG
6&opevong: «Otav Ywtoypaidw, divw
(pWVN OE AUTOVG TIOL SEV PTTOPOLV VAL L~
Aoouv. H téxvn yivetat o S1kog pou tpod-
oG va avtiotadw otnv adikia ko tn St-
aypapn». To 2023, YETA TNV KATACTPO-
(N TOL KEVTPOU Ttou otéyade ta «Mapd-
Bupa», cuvEXLoe va Snulovpyel kat va
S8dokel, petatTpémoviag Ta epeima o
XWpPoug dnuouvpyiag kot eATidag.

H mpaypatikotnta g Madog, e€nyet
o Zopxadv, €lval @Tayhévn amd avil-
Béoelg: and tn pia, n kadnuepwvn {wn
Tov Xapaktnpiletal and emo@dAAsLa,
KaL arnod tv AAAn, to neiopa docwv Sev
madouV Vo OVELPELOVTAL KAl va Snut-
oupyoLv. AutA n &t éviaon Slanepva
KABe pia amod TG €lkOVEG TOv, OTIOUL TO
PWG QLATPAPETAL HECA aATO TA XOAA-
opata ywa va avadeifel lotopieg {wng,
movou, aAAd kot addpaotng avlpw-
Tag.

Méoa and tnv TEXVN NG YwTtoypapi-
ag, o Zapxav xtidel yEpupeg avapeoa
otn Mada kat Tov k6o po, kopidovtag éva
avOpwrtvo kat Babd BAEPpA o€ yLa to-
AOTTAOKN Kol 0duvnPEN TTEAYHATLKOTNTA.
«ZTOX0G Mou gival o Bsatng OxL pévo va
6eL, aAAd va viwoel — va viwoet tn {wn,
TOV aywva, TNV opopyLd Tov KpLReTaL
avdpeca ota gpeiman.

who cannot speak. Art becomes my
way to resist injustice and erasure.” In
2023, after the destruction of the Win-
dows center, he continued to create and
teach, transforming rubble into spaces
of creation and hope.

The reality of Gaza, Sarhan explains, is
made of contrasts: on one hand, a daily
life marked by precarity, and on the
other, the tenacity of those who refuse
to give up on dreaming and creating.
This dual tension runs through every one
of his images, where light filters through
the ruins and illuminates stories of life,
pain, but also of indomitable humanity.

Through his photography, Sarhan builds
bridges between Gaza and the world,
offering a human and profound gaze on
a complex and painful reality. “My goal
is for the viewer not only to see, but to
feel — to feel the life, the struggle, the
beauty hidden among the ruins.”
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Shareef Sarhan

My dear Gazal

detail of the photos installation
fine art printing

2025



Shareef Sarhan

My dear Gazal
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art printing
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Apep ZouaAl

Eipwveia kat Enavaotaon

O ZopdAL yevvABnke oto Koufélr,
OE JLOL OLKOYEVELO ME KATAYWYR Ao
To Mmet Zaxolp, pLa TTAAALOTIVIOKA
TOAN avatoAlkd tng BnBAgéy. Eivau
évag moAuBepatikog MaAatotiviog
ELKAOTLKOG KAAALTEXVNG, TTOL XPNOL-
MOTIOLEL TNV E€VVOLOAOYLKA TEXVN, TN
Jwypaplkn, To PNYLOKA PECO, TOV
KLVNUATOYPA@Oo KAl Ta KOULK yLa val
Slepeuvvnoel ta MaAalotviakd Kot-
VWVLIKOTIOALTIKA {NTAMOATA KAL TNV EL-
Kovoypa@ia tng emavdctaong. Avtt-
AapuBavetal tn ocbyXpovn €LKOCTLKA
KOUATOUpO 0€ 0XEON ME TNV KOLVWVL-
KOTtOALTLKRA aAAayr. O ZoudAL Xpnot-
MOTIOLEL TNV ElpWVELA KaL TO XLOoOHOpP
yla va a@nynbsi kpttikd tnv MaAat-
otivn. Ané 1o 2023 eival o véog lNevi-
KOG AlevBuvtng touv MaAailotviakol
Mouoeiovu.

To akadnuaiké touv vnéBabpo otnv
QPXLTEKTOVLKN Kal To animation cuv-
duddletal pe éva mMupeTwdeg evdia-
pEpov yla tn dtddoon NG MAAALOTL-
VIOKAG TOALTLOTIKAG KANPOVOULAG.
To épyo tou Slepeuvd TOULG TOALTL-
OMLKOUG KOL TOALTLKOUG HETAOXN-
MOTLOMOUG MECO ATO HLOL ELKOOTLKA
yAwooa mou eival tavtdéxpova Kpt-
TIKN, ELPWVLKA Kal Badid pllwpévn
otnv MaAaloTiviakni LoTopia Kal Tav-
totnta.

Shomali was born in Kuwait to a
family originally from Beit Sahour, a
Palestinian city east of Bethlehem.
He is a Palestinian interdisciplinary
visual artist who uses conceptual
art, painting, digital media, film, and
comics to explore Palestinian socio-
political issues and the iconography
of revolution. He situates contem-
porary visual culture in relation to
sociopolitical change. Shomali uses
irony and humour to critically nar-
rate Palestine. Since 2023, he has
been the new Director General of the
Palestinian Museum.

His academic background in archi-
tecture and animation coupled with
a feverish interest in increasing
knowledge of the Palestinian cul-
tural heritage. His work investigates
cultural and political transforma-
tions through a visual language that
is at once critical, ironic, and deeply
rooted in Palestinian history and
identity.

Shomali uses irony and humour as
tools for political storytelling, sub-
verting stereotypes and challeng-
ing dominant narratives. His art is
never mere aesthetics: it is a form of
cultural resistance that evokes the
memory of revolution and the strug-



Amer Shomali

O ZoMAAL XPNOLUOTIOLEL TNV ELPWVEL-
a Kol TO XLoUPOop WG epyaAeia TOAL-
TkAg e§lotopnong, avarpémoviag
OTEPEOTUTIA KAl AU@PLOBNTWVTAS TLG
Kuplapxeg apnynoelg. H téxvn tou
Sev eival moté anAn alodntikn: elvat
MLOL HOPYN TOALTLOULKAG avTtiotaong
oL €TMLKAAELTOL TN PMVAMN TNG ETA-
vAoTaong Kal ToL aywva ylad auto-
6labeon. Onwg SAAwoe og LA OL-
vévteugn: «H elpwveia eival 1o é6mAo
MOV yLa va avTLHeETWTi{w To TMapdAo-
YO TNG KATOXNG KAl TNG KABnUEPLVAG
Blag. Eival évag tpdémog va Aéw tnv
aAnBeLa pe eAapotnta, aAAd Xwpeig
ouuBLBacuoig».

To 2023 &lopiotnke Mevikog Alevbu-
vtAG tou MNaAatotviakob Mouoeiov,
€vag POAOG TOUL TOL EMLTPEMEL VA
ouvdULATeL TNV KAAALTEXVLKA TOL TIPA-
KTLKA ME pLa Becpikn &&€opevon yua
tnv npowbnon tou MaAalotviakol
TMOALTLIOPOU o€ MAYKOOMLO emimedo.
e autd 10 MAAiCLO, O ZOMAAL Epya-
{etal yla va StevplVEL TOV XWPO €K-
ppaong kat StaAoyou, mpowdwvtag
€va eyxeipnua mou eival eniong mo-
ALtiké — tnv emiBefaiwon PLag tav-
TOTNTAG oL cuXVA amnoolwneitat. H
TéXvn touv gotiddel otnv KABnuepPL-
vl {wn Lo Katoxn, AAAd KAl oTNV
LKAVOTNTA VA PAVTIOCTEL KAVELG éva
SLaopeTikd PEAAOV, Xwplg adikieg

gle for self-determination. As he
stated in an interview, «lrony is my
weapon to confront the absurdity of
the occupation and daily violence.
It’s a way to tell the truth with light-
ness, but without compromise.»

In 2023 he was appointed Director
General of the Palestinian Museum,
arole that allows him to combine his
artistic practice with an institutional
commitment to promoting Palestin-
ian culture globally. In this context,
Shomali works to expand the space
for expression and dialogue, advanc-
ing a project that is also political —
namely, the reassertion of an identi-
ty that is often silenced. His art cent-
ers on daily life under occupation,
but also on the capacity to imagine
a different future, freed from injus-
tices and divisions. «Art is a space of
freedom where | can tell stories that
would otherwise be ignored or dis-
torted,» he affirms.

Among his most well-known works
are films and comics that reinterpret
icons of Palestinian resistance with a
contemporary and provocative gaze,
inviting the viewer to reflect on the
power of images and the construc-
tion of historical narratives. Amer
Shomali thus represents an essential
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kol Staipéoelg. «H téxvn eival €vag
XWwpog eAgvbepiag Omouv pmopw va
apnynbw Lotopieg mou SlopopeTikd
6a ayvoouvtav 1} Ba dtactpeBAwvo-
vtav», SnAwveL.

Avdpeoa ota Mo yVWwoTtd £pya TOu
glval Tawvieg kal KOPLK TIOL EMAvVEP-
pnvebouv cOuBoAa tng NaAatotvia-
KNG avtiotaong Ye gla cdyxpovn Kat
TPOKANTIKA HOTLA, TPOOKAAWVTAG
TO KOLVO VA OTOXOOTEL MAVW otn §0-
VOUN TWV ELKOVWYV KAL TNV KOTAOKELA
TWV LOTOPLKWV apnynoswv. O Auep
ZOMAAL EKTIPOCWTIEL £TOL PLO OLOLW-
&n wwvn otn ocbyxpovn MaAaitotvi-
aKNA TEXVN, LKAVI VO PHETATPEPEL TRV
TOALTLKA JapTupia o€ gla dnulovpyt-
KN, ELPWVLKA Kol Tadlacpuévn mpaén
TOL MLAGEL OXL HOVOo yia Ttovo, aAAd
Kol yla eAnida kal avayévvnon.

voice in contemporary Palestinian
art, capable of transforming political
testimony into a creative, ironic, and
passionate act that speaks not only
of pain but also of hope and rebirth.
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>apip Ovakevt

‘Eva EltkovooTtouxeio Alapwviag

Sharif Waked

A Pixel of Dissent

O Zapiyp Ouvdkevt [yev. 1964 otn Nada-
p£T, MalAatotivn] elval elkacTikog Kat
TOAVOEPATIKOG KAAALTEXVNG: TO €pyo
Tou Slepeuvd TG YAwWooeg TG e§ovai-
ag, TL§ EMIONMES AYNYNOELG KAl TN OU-
vexn €viaon avAapeoa otn MVAMN Kol
N Sraypawn. MNog mpocliywv amnod tnv
KATECTPAMPEVN TTOAN MtlevTiA, {eL kat
gpyadetal avdpeoa otn XAupa Kot tn
Nadapét, og pla yewypagia mou alw-
peital avapeoa o pyia mtBaAiopevn
lopanAwvni vtNKoATNTA KA PLa SLEKSL-
koOpevn MaAalotviakn tavtotnta. To
£pyo TOL eKTElveTAL O SLdwopa pEoca
-Bivteo, eykatdotaon, wtoypawia,
PnLokn {wypa@Lkn- aAAAA TapapEVEL
EMLKEVIPWHEVO Ot £€va PL{OCTIOOTLKO
£PWTNMAL: WG UTIOPEL KAVELG va LTTAP-
XEL OTITLKA, OTAV N ELKOVA TOL XELPAY W-
yeital, StaotpeBAwvetal A anoBAAAe-
Tay

To £pyo tou OudAKevT Klveital TAvw
oTNn AEMTA YPOMUA AvAPECA OTNV EL-
pwveia kat tn Stawvia, tnv apade-
on Kat tn StakomnA. Méoa amnd pla emnt-
S6£€La xpron NG OLKELOTIOLNONG KOLL TOL
povtdal, amoSouel Toug PNXAVIoHoUG
NG MWILOKNAG KOl TNG TOALTLOMLKAG

Sharif Waked [b. 1964 in Nazareth,
Palestine] is a visual and multimedia
artist whose work investigates the
languages of power, official narra-
tives, and the constant tension be-
tween memory and erasure. The son
of refugees from the destroyed town
of Mjedil, he lives and works between
Haifa and Nazareth, in a geography
suspended between an imposed
Israeli citizenship and a reclaimed
Palestinian identity. His work spans
various media -video, installation,
photography, digital painting- but re-
mains anchored to a radical question:
how can one exist visually when one’s
image is manipulated, distorted, or
expelled?

Waked’s work moves along the fine
line between irony and dissent, cita-
tion and interruption. Through a skill-
ful use of appropriation and montage,
he deconstructs the mechanisms of
media and cultural representation.
In his celebrated videos -such as the
Chic Point series or To be continued-
the artist’s gaze becomes surgical: he
dissects, exposes, and contaminates.



avamnapdotacng. Ita SnUOWLAR} Tou
Bivteo -6nwg n oepd Chic Point A t0
To be continued- to BA£upa TOU KOA-
ALtEXVN glval XELPOLPYLKO: AVATEUVEL,
ekBétel kal emipoAlvel. H alobntikn
TOU €AEYXOUL -CTPATLWTILKOD, ATIOLKLA-
KoU, aloOnTlkoU- ATIOKAAUTITETOL Kal
OOUTIOTAPETAL EK TWV £0W.

To £pyo tou gival éva BpLPPATIOPEVO
kal Slapkwg petaBaAldpevo apxeio
oL CLAAEyEL kal enefepyadetal LOTO-
PLKA, OTITLKA KOl YAWOOLKA LALKA oo
tov Apafikd kat MaAaloTtiviakd moAL-
TLOPO, LBPLEOTIOLWVTAG TA PE TOUG KW-
Slkeg TNG olyXpPOoVNG TEXVNG KAl TwV
PYNQLOKWV JECWV. Z€ autn T Stadika-
oila, o KAAALTEXVNG ETLTEAEL PLa SLTAR
XElpovouia: a@evog mpootatelel Tn
MVAMN, KOl QPETEPOL KATAYYEAAEL TN
Xelpaywynon tg. ApafiLkn kaAAypa-
@ia, TapadooLlaKA OPXLTEKTOVLKA HO-
TiBa, oxédla vwaoudtwy, aAAd kat lo-
PANALV YPAWELOKPATLO ] TNAEOTITIKEG
€lkOVEG: OAa pepLEdpovTal, UTTOVOUED-
OVTAL KOl HPETOTPEMOVIAL OE KPLTLKNA
0OAN. ESw Bploketal n oAtk Sbvaun
™G té€XvNG Tov OUAKEVT: OXL OTN PNTA
ATELKOVLION TNG KATATiEONS, AAAG oTO
PAYLOHO TWV HOPYWV avamapacta-
ong tng.

O Zapiyp Oudkevt evavilwveTal oTNV
Kuplapyia pwag povodidotatng Ma-
AQLOTIVLOKAG TAVTOTNTAG OTA MLVTLOKA
otepedtuma. H awoOntiki tov dev ev-
616eL o0te otov e§WTIoNS oltE oTn Bu-
patomoinon. AvTiB£twg, Tpoteivel Eva
OUVOETO, ELPWVLIKO KOL PEPLKEG POPEG
EVOXANTLKO Opapa Tov avaykAdsl to
Kowo va emavanpoodlopilel cuveXwS
TNV OMTKA Tou. Me auth tnv €vvola,
kABe £pyo Tou lval yLa docknon otnv
ATOAMOLKLOTIoiNoN ToL BAEUHATOS.

MNa tov Ouvdkevt, n téEXVN €ival éva

The aesthetics of control -military,
colonial, aesthetic- are unveiled and
sabotaged from within.

His work is a fragmented and ever-
shifting archive that collects and re-
works historical, visual, and linguistic
materials from Arab and Palestinian
culture, hybridising them with the
codes of contemporary art and digital
media. In this process, the artist per-
forms a dual gesture: on one hand he
protects memory, and on the other
he denounces its manipulation. Ara-
bic calligraphy, traditional architec-
tural motifs, textile patterns, but also
Israeli bureaucracy or television im-
ages: everything is remixed, destabi-
lised, and turned into critical matter.
This is where the political strength of
Waked’s art lies: not in explicitly de-
picting oppression, but in cracking its
forms of representation.

Sharif Waked works against the fixa-
tion of Palestinian identity in media
stereotypes. His aesthetics yield nei-
ther to exoticism nor victimhood. On
the contrary, he proposes a complex,
ironic, and sometimes disturbing vi-
sion that forces the viewer to contin-
uously renegotiate their perspective.
In this sense, each of his works is an
exercise in decolonising the gaze.

For Waked, art is a symbolic battle-
field where the fight is for the right
to complexity, contradiction, and
nuance. “Being a Palestinian artist
doesn’t mean being didactic,” he has
stated on multiple occasions. And his
work proves it: it does not offer an-
swers but creates short circuits. It
does not explain but disarms. It does
not represent but interrogates.

Sharif Waked’s art is an invitation to
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OULHBOALKO Tedio pAxng, 6ToL O ayw-
vag yivetal yia to Sikaiwpa otnv mo-
AuTtAoKOTNTA, TNV avIipaon Kal tnv
anoxpwon. «To va giocat MaAatotiviog
kKaAAtEXvng &ev onuaivel va Sivelg
padnuata», £€xel SNAWOoEeL EMAVELANU-
péva. Kat 1o £pyo Tou To amodelkviEL:
Sev MpoowEpel anavtnoelg, aAAd &n-
Mlovpyel BpaxuvkukAwpata. Asv g€n-
yel, aAAG awomAilel. Aev ekTpoowTEL,
aAAd applopnret.

H téxvn tou Zapip Ouvdkevt pag mpo-
oKaAel va avtiotafolue OxL HoOvo He
Tta AdyLa, aAAd KAl PE TA pdTia, HE
€LKOVEG, ME TNV LKAVOTNTA va Spare-
TE0OULE, £0TW YLOL MLOL OTLY MR, ATIO TNV
EMKPATELA TNG KATATIiEONG.

resist not only with words but with
the eyes, with images, with the ability
to escape, if only for a moment, the
dominion of oppression.



Sharif Waked

Bath time

still from the video
2012
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Sharif Waked

Bath time

still from the preparation of the video
2012



XAavL ZoupouTtt

H Avapovn wg NMwooa, n

Hani Zurob

E§opia wg Avti-Ynapén

Waiting as a Language, Exile as Re-sistance

O Xdvi Zovpdput [yev. 1976 oto mpoc@u-
VKO otpatdénedo Pdaga, Awpida tng
radag - MaAawotivn] gival cdyxpovog
KaAALTEXVNG Tou amod to 2006 LeL ka
gpyddetal oto MNapiol. O kAAATEXVNG
amnéktnos mwxio ot KaAég Texveg
arnoé to Mavenotiuo Al-Najah otn Na-
MTTAOUG. ZTa £pYa TOL, 0 ZOLPOUT TIPAY-
HotedETAl TTAYKOOULEG EVVOLEG OTIWG N
TALTOTNTA, O TOTIOG KA N VAN, HE OAEG
TG TTOAUTIAOKESG ATOXPWOELG TIOU OXE-
ti{ovtal pe KATAOTACEL QAVAOTOANG,
kaBuotepnoslg, avapovn, e€opia, pe-
Takivnon Kal €KTOMLOPO, amoucia Kal
avtiotaon.

O Xdavi Zoupoum eival cApepa €vag anod
TOUG TLO onuavtikolg MaAaiotivioug
kaAAtéxveg otn Stebviy oknvi. H mpo-
OWTILKA Tou {WN -oNuAdepévn amno mo-
AgpO, QUAGKLON KOl AVOYKOAOTLKI OUTTO-
MAkpuvon amd tn yn Tou- gival Badid
OUVUPOOHEVN HPE TNV KAAALTEXVLKH TOL
€pevva. MNa oxedov eikool xpovia {ei
kal epyadetat oto Mapiotl, o€ pa e§opi-
a mou Sev gival Stauyn, aAAd avaoTo-
Af: €vag Xwpog avapovAg, aKpoaong
KL TPOCSLOPLOHOL TNG LTtAPENG.

Hani Zurob [b. 1976 in the Rafah refu-
gee camp, Gaza Strip - Palestine] is a
contemporary artist who has lived and
worked in Paris, France since 2006.
The artist earned a degree in Fine Arts
from Al-Najah University in Nablus. In
his works, Zurob addresses global con-
cepts of identity, place, and memory,
with all the complex nuances related
to states of suspension, delays, wait-
ing, exile, movement and displace-
ment, absence, and resistance.

Hani Zurob is today one of the most
significant Palestinian artists on the
international scene. His personal life
-marked by war, imprisonment, and
forced separation from his land- is
deeply intertwined with his artistic re-
search. For almost twenty years he has
lived and worked in Paris, in an exile
thatis not an escape but a suspension:
a space of waiting, listening, and defin-
ing existence. His work can be found in
several private and public collections
internationally such as the British
Museum, London; the Arab American
National Museum, Michigan; Moderna
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Ta £pya tov Zovpoum Sev teplopilovrat
ATIOKAELOTIKA 01N YAwooa tng {wypo-
PLkNG. OL kapBdadeg tou eival témol Sa-
TIOTLOMEVOL JE TIUKVA, GUHBOALKA LALKA-
miooa, XPWOTIKA, YUOAL- TToL TtapaTE-
MTIOLV o€ KAUEvN YN, adlanépaocta ob-
vVOopa KAl CLVEXWG EMAVATIPOCTELoPLO-
Meveg tautotntes. H micoa, eldikotepa,
glval Keviplko otolxeio og TTOAAEG amd
TLG OELPEG TOU, WG OTITLKI HETAUPOPA YA
TNV KATATiEoN, TNV aKlvnoia, aAAd Kal
YLOL TOV JETAOXNMATIOHO Kal T PL{Lko-
ta. To £pyo tou amnavtdrtat og Stdo-
PEG OLWTLKEG Kal SNUOCLEG GUANOYEG
Sebvwg, omwg to Bpetavikd Mouoseio,
NAovbivo" to Apafo Apegpikaviko EBviko
Mouosio, Miowykav: tTn Movtépva yka-
Aepi / Mouoeio Zoyxpovng TExvng Me-
teAkoBa (MG+MSUM), AwouvpmAtdva,
IhoBeviar to Kévtpo Téxvng kau loto-
plag MoviAtapopmouvpyk, Néa Yopkn: to
lvotitovto Apafikov Kéopov, Mapiot
Ttov Z0AAoyo Pevoudp, Eoouvd, MaAAia
v MNaykoéouia MoAn twv Texvwy, MNa-
plor to Anuapxeio tov Mapilolod Tnv
Imago Mundi-Luciano Benetton, ItaAi-
a’ 1o I6pupa Téxvng MmaptdiA, Zaptia
10 I8pupa TExvng NtaAoVA (DAF), Bnpu-
16" kat tnv EBviknA MwvakoBbnkn KaAwv
Texvwv, Aguadv.

Ta £€pya tou &ev awnyouvtalL duesca
OULYKPOUOELG, OAAA KOTOLKOUV €VTOG
toug. Mpayuatebovtal maykoéoula Bg-
MOTOL -TNV OVOMOVH, TOV XWPLoHO, TN
MVAMN- HECQ OTO ALWPOVMEVES (PLyOL-
PEG, CWHATA TIOU LGOPPOTIOVV, KAl TO-
Avemtineda ecwTteEPLKA TOTA. XTO £pYO
Tou, n Bloypawia yivetal yewypapia, n
JwypapLkn yivetal paptupia.

Mo tov ZoupouT, N TEXVN €Lval pLo TToAL-
TN MPAEN akpLPwWG EMELSA TTAPAMEVEL
Babid avBpwrtvn. Aev avadntda cuven-
Hota i Apeceg KatayyeALeg, avt’ autol
Snuovpyel elkoOveg Lkaveg va loaya-

galerija / Museum of Contemporary
Art Metelkova (MG+MSUM), Lubljiana,
Slovenia; Williamsburg Art & Historical
Center, NY; Institut du Monde Arabe,
Paris; Association Renoir, Essoyes,
France; Cité Internationale des Arts,
Paris; Mairie de Paris; Imago Mundi-
Luciano Benetton, Italy; Barjeel Art
Foundation, Sharjah; Dalloul Art Foun-
dation (DAF), Beirut; Jordan National
Gallery of Fine Arts, Amman.

Zurob’s works are not confined to the
language of painting alone. His can-
vases are places imbued with dense,
symbolic materials -tar, pigment,
glass- that evoke scorched earth, im-
passable borders, and constantly re-
defined identities. Tar, in particular,
is a central element in many of his se-
ries, becoming a visual metaphor for
oppression, immobility, but also for
transformation and rooting.

His works do not directly narrate con-
flicts, but they inhabit them. They ad-
dress universal themes -waiting, sep-
aration, memory- through suspended
figures, poised bodies, and layered
interior landscapes. In his work, biog-
raphy becomes geography, painting
becomes testimony.

For Zurob, art is a political act precisely
because it remains profoundly human.
It seeks neither slogans nor direct de-
nunciation, but instead creates imag-
es capable of drawing the viewer into
a lived condition — sometimes heart-
wrenching, always authentic. Inaworld
where Palestine risks being reduced to
a media image or an abstract symbol,
his painting restores flesh, voice, and
time to the experience.

“There are no boundaries between
political issues and personal stories in



YOULV TO KOLVO o€ Hia Buwpévn katdota-
on — MEPLKEG YOpPES OALBePN, TAvta
OMWG ALBEVTLKN. Z€ €vav KOGHO OToL
n MNaAaiotivn kivduvedel va avaxbei og
MLVTLOKNA £lkOVa ] 0 apnpenHEVO GO-
BoAo, n {wypaw@ilk TOL ATOKAOLCTA
OAPKaA, YWV KAl XPOVO WG CLUCTATIKA
NG EPTELPiag.

«Agv LTIAPXOLV OPLOL AVAUECO OE TO-
Atika {nNTrpaTa KoL TIPOCWTILKES LOTO-
pleg oto £pyo poux, £xel SnAwoel. Ko
TMPAYHATL, OTO £€pya TOU SEV UTIAPXEL
SlawpLopog avdapeca otV aWnynon
KOLL TN XELPOVOMLA, AVANECO OTO XpWwHa
KOl TN VAN, AQVAPECSO OTO ETMELYOV TOU
TOPOVTOG KAl TN PeAayXoAia yia o,t
£XeL Xkl

my work,” he has stated. And indeed,
in his works, there is no separation be-
tween narrative and gesture, between
colour and memory, between the ur-
gency of the present and the melan-
choly of what has been lost.
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Hani Zurob

The Palestinian n. 9

Acrylic medium and mixed media on canvas
27x22X2 cm,

2024



Hani Zurob

The Palestinian n. 12

Acrylic medium and mixed media on canvas
27x22X2 cm

2024
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BaoeA

Zapa

H Alaontopd wg ZnuasdL:

Avdpeoa otn A€€n, To Zwua kat tnv Avtiotaon

Basel Zaraa

The Diaspora of the Sign:

Between Word, Body, and Resistance

O MnacéA Zapd sivat MaAaiotiviog
KAAALTEXVNG, YEVVNUEVOG OTOV TPO-
OWULYLKO KataLAopd Tapuolbk o1n
Zupia. Metakouwoe otn Bpetavia to
2010 yiwa va opi€el pe tnv AyyAida oo-
Juyo tou, tnV omoia eixe mavrpevtel
oto MNappoLk. Eival kaAAttéxvng tou
powopLkol Adyou (spoken word),
SNULOLPYOG OTEVOIA YKPAPLTL KAL JOUL-
OLlKOG, KOl €XEL OLVEPYAOTEL e Sie-
Oveig kaAAtéxveg onwg o Akala, n Na-
Aawotviakn xim-xom opdda Katibeh
Khamseh kauw n Tania El Khoury.

OL ovvepyaoieg tou pe tnv Tania
El Khoury oto épyo As Far As My
Fingertips Take Me kat otn 8s0tepn
gekboxn tou, As Far As Isolation Goes,
€0TiOOOV OTN CUPHETOXN ATOHWY Ao
TO KOLVO: HECW TOL APNG, TNG MOVUGLKNAG
KOl TNG TEPPOPHAVG, KATATILACTNKAV
pe Ofpata onwg n efopla, ta tali-
SLa Twv POoCEPULYWV KAl N PUXLKA Kol
OwMATIKA TouG uyeia otn Bpetavia.
Ta £épya avtd £€xouv mapouoLaotel og

Basel Zaraa is a Palestinian artist
borninthe Yarmouk refugee campin
Syria. He moved to the United King-
dom in 2010 to join his English wife,
whom he had married in Yarmouk.
He is a spoken word artist, stencil
graffiti creator, and musician, and
has collaborated with international
artists such as Akala, the Palestinian
hip-hop group Katibeh Khamseh,
and Tania El Khoury.

His collaborations with Tania El
Khoury on the projects As Far As My
Fingertips Take Me and its second it-
eration, As Far As Isolation Goes, fo-
cused on individual audience partic-
ipation: through touch, music, and
performance, themes such as exile,
refugee journeys, and the mental
and physical health of refugees in
the United Kingdom were explored.
These projects have been presented
at over 30 international festivals and
cultural institutions.



mavw and 30 tebvn peoTBAA kat o
ALTLOTLIKA SpLATA.

O Zapd €XeL PETATPEYEL TNV TEXVN OE
ML HOP®N TIPOOCWTILKAG KOL TLIOALTIKAG
avtiotaong, LKOVAG va avacUOTHOEL
TO CWHA KAl TN Ywvr 6cwv vToPLRA-
Jovtal o€ aplBPolGg 1 CTATLOTIKA OTOoL-
Xeila. A@ou petakouloe oto Aovbivo to
2010, &ekivnoe pla KAAALTEXVLIKN TO-
peia BabLd cuvdedepévn Pe TNV gumeL-
pla tng e€oplag, tng meplBwplomoin-
ong Kal Tou aywva yla Stkatoouvn.

To «Dear Laila» yevvAOnke amnd tnv emt-
Bupia tov MnacéA Zapad va deifel otn
MLKPN TOL KOPN TO OTI{TL OTO OTolo HE-
YAAWOE, 0TNV TAAALOTLVLOKK TIPOCPU-
YLK KataokAvwaon tou Mappolk otn
Aapaockd — €va NEPOG oTO omoio Sev
MTtopoloE va ThV 08NYNOEL CWHOTLKA.
AuTo ToV 06yNoE GTo va anoaciosl
vo TO avadnuUloupyNoeL wg €va Ho-
VTEAO, TNV KAPSLA PLAG EYKATACTAONG
Tou epLodedeL Tov KOGHO anod 1o 2022
kal kEpSiloe 1o BpaBeio Kool ZKB to
2023. To £pyo pmpd{srou Vv maAat-
OTWVLOKNA EthElpla ng omoxwpr]or]q
KL TNG AVTIoTAONG, SLEPELVWVTAG TIWG
o TOAepog kAl n gfopia Siamotidouv
v kaBnuepvi {wn, KABWG KAl TOug
OLKLOKOUG KaL SNUOCLOUG XWEOUS.

Mua otkeia, SLadpaoTikn eumeLpia Tov
MPEMEL va TN PLwoEL KAVELG HOVOG, TO
«Dear Laila» xpnctponomsi ™ 86vapun
TWV APNYNHEVWY PVNPWYVY, TWV OTTL-
KWV AETTTOPEPELWV KOL TWV avuKsts-
VWV ya va enavaépel otn {wn éva
MEPOG oL AoV £XeL ofnoTel.

OL Aé€elg kKal n pOuLCLKA TOL Zapd,
mpPoidv ou{ntAcewv HE @IAOLG Kal
ouVaSEAPOLG Tou EevitebTNKAV, ME-
TOTPEMOUV TNV OTOMLKA EPTELPlA OF
Mo oLAAOYLKN TIPAEN akpoaong Kol
ppovtidag. Onwg dnAwaoe kat o (dlog o

Zaraa has made art a form of inti-
mate and political resistance, ca-
pable of restoring body and voice to
those often reduced to numbers or
statistics. After moving to London
in 2010, he embarked on an artistic
path deeply connected to the expe-
rience of exile, marginality, and the
struggle for justice.

«Dear Laila» was born from Basel
Zaraa’s desire to show his young
daughter the house where he grew
up, in the Yarmouk refugee camp
in Damascus—a place he could not
physically take her to. This led to the
decision to recreate it as a model,
the heart of an installation that has
been touring the world since 2022
and won the ZKB Audience Award in
2023. The work shares the Palestin-
ian experience of displacement and
resistance, exploring how war and
exile permeate everyday life, and
the domestic and public spheres.

An intimate, interactive experience
to be undertaken alone, «Dear Laila»
uses the power of narrated memo-
ries, tactile details, and objects to
bring back to life a place that has
now been erased.

Zaraa’s words and music, born from
conversations with refugee friends
and colleagues, transform individ-
ual experience into a collective act
of listening and care. As the art-
ist himself stated, «with every arm
| draw on, | am trying to tell the
story of myself, my family and my
people.» The themes of exile, trau-
ma, and alienation are addressed
with a poetic force that never shies
away from political denunciation.
His works have been presented at
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KaAALtexvng: «Me kdbe x£pL mavw oto
omnoio {wypayilw, Tpooradw va oupn-
ynbw tnv Lotopia Touv eaLTOL Pou, TG
OLKOYEVELAG JOU KAl TOU Aaoul poux. Ta
B<pata tng e§opiag, Tov TPAdATOG KAl
™G aAlotpiwong aviipetwnidovral Ye
pla totntikn 0vapun mouv Sgv anoweL-
YEL TOTE TNV TOALTLKA KatayyeAia. Ta
£PYa TOL £XOLV TOPOLOLACTEL O€ TTAVW
amno tplavra Stebvn YeoTPAA Kal To-
AtloTtikd 16pbpata, Bpiockoviag onua-
VTLKN ATXNOoN yla TNV LkavotnTtd Toug
vl EUTIAEKOLV TO KOO cuvalednuartt-
KA KOL VO JETATPETOLV TNV aKpoaon
OE£ CWHATLKN EUMELPiaL.

Méoa amnd tig AEEELg, TN MOUCLKA KOl
0 oNuasdila tov, o MnacéA Zapd ouve-
Xilel va apnyeital tnv MaAatotviakn
TIPOYHOTLKOTNTA ATO Lo SLACTIOPLKN
kal PL{lkd avOpwTLVn OTTLKN, META-
TPEMovTag TNV MANyN tng €€oplag oe
TLOLNTLKA KO TLOALTLKA T(Pagn.

over thirty international festivals
and cultural institutions, receiving
significant attention for their abil-
ity to emotionally engage audiences
and transform listening into a bodily
experience.

Through his words, music, and
marks, Basel Zaraa continues to nar-
rate the Palestinian condition from
a diasporic and radically human per-
spective, transforming the wound of
exile into a poetic and political ges-
ture.



Basel Zaara

Dear Laila

interactive installation
2022

photo by © Altorfer
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Basel Zaara

Dear Laila

detail of the interactive installation
2022

photo by © Altorfer
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la To Mmeta

To méta - To Kévtpo yLa tov MetakamttaAlotiko MoAttiopo sival €vag TTOATLOTIKOG
KOWL EPELVINTIKOG OPYAVLOHOG TIOL CUVSEETAL PE TAl TOATIKA Kivrjpata MEPA25 ko
DIiEM25. To msta spya(stou ywa tn pAEN KE to GUotomKo Hag napov yla va @a-
VTOOTEL TOV KOOHO €K VEOU - val GUAAGEL TNV TIAPOUCA LOTOPLKH HALG OTLYMN Yia VoL
Bonbnoet Ta PL{OCTIACTIKA TIPOOSEVLTIKA Klvr]para va Xapaﬁouv MLa Ttopeia and
ToV avePXOHeVo {oWePO PETAKATILTAALOUO, TIPOG £vav atov omoio afiel va {obpue
KalL yLa tov omoio aiel va aywvi{opacte. O MOAITLIOPOG gival amod Tig KOPLEG TtPOo-
TEPAUOTNTES TOL MEta - SLOTL HESW TNG TEXVNG KO TNG EPELVOLG, TNG ETILXELPNHOTOAO-
yiag ko tng Toincng, HMOPOVHE VO TIETUXOUKE TN Pr§N KA VA OPANATICTOUE TOV
KOOHO ek VEOU. H TéXVN lvau Tpadpa, kpion, Bupdg, aywvia. H téxvn aykaAidde ko
TePLBAAAEL OAGKANPN TNV KOWwVia - Hadi, PUOLKA, KAL TI Sldpopeg BapBapoTnTég
™g. H téxvn eivan € oplopoL oALTLk KaBwG awopd, EUPESA KAL APETA, OTNV EAEL-
Bepia Touv ATOPOoUL KAl TNG CLAAOYLKOTNTOG VA ekPPAoVTaL KAl va avaAauBavouv
Spdon. Ennpeddel 1600 autolg o TV Tapdyouv 600 KOl AUTOUG TIOU T OToXA-
Jovtal. Kuplwg, HaG TIapaKLVEL VO OKEQPTOUHE KAl Va (pavtaoTtoOpe. H téxvn umopet
va EMWPEPEL AAAay — av OXL OTOV KOO0 OTO GUVOAO TOU, TOLAGXLOTOV OTLS AVTL-
ANYeLg kat TG Stabéoelg Twv avBpwrwv. ACKel KpLTlkn kat applontei. H téxvn pag
ennpeadel: JOG KAVEL vaL SOUUE TNV TIPAYHATIKOTNTA PE AAAQ JATLOL, ATIOKAALTITO-
VTOG KPLWPEG TITLXEG. EXeL T S0vaun va pavepwoel {NTANOTA TIOL ATTOKPUTITOVTOL
1N StaotpePAWVOVTAL ATIO OLKOVOMLKA KOlL TIOALTLKA CUHPEPOVTAL.



About meta

méta - The Centre for Postcapitalist Civilisation, is a cultural and research
organisation connected to the political movements Mera25 and Diem 25. méta
works to break with a dystopic present to imagine the world anew - to grasp
our present historical moment so as to help radical progressive movements
find a path from the emergent dismal postcapitalism to one worth fighting,
and living, for. Culture forms one of méta’s main priorities — since it is through
art and research, argument, and poetry, that méta works to break with a
dystopic present and imagine the world anew. Art is a trauma, crisis, anger,
agony. In art, the whole of society is embraced and encapsulated — along, of
course, with its various barbarisms. Art is political by definition, as it implicitly
and explicitly addresses the freedom of the individual and of the collective to
express themselves and to take action. It affects both those who produce it
and those who contemplate it. And, crucially, it has the capacity to make us
think and imagine. Art can effect change — if not the world as a whole, then at
least people’s perceptions and dispositions. It can criticize and challenge. Art
can affect people; it can make us see reality with fresh eyes and reveal hidden
perspectives. It has the power to disclose issues to us that are kept secret or
are distorted due to economic and political interests.
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Special thanks to

We thank the artists who attended in person and those who granted us the right
to exhibit their works. The reproduction rights for all images belong to the artists
themselves.

A special thank you goes to Fadi Otaqui, who supported our project from the
beginning and made it possible by offering the use of a newly restored building.

The project would not have been possible without the contribution of Artzotic, the
online gallery that supports many of the artists featured in the exhibition, and the
Barjeel Art Foundation, an independent UAE-based initiative established to manage,
preserve and exhibit an extensive collection of Modern and Contemporary Arab Art.

This project is also the result of all the donors, large and small, who contributed to the
crowdfunding campaign promoted by DIiEM25 throughout Europe: proof that culture
and art must belong to everyone.

A special thanks to Antonella Perazza and Anestina Argyropoulou.

Should, despite our intensive research, any person entitled to rights have been
overlooked, legitimate claims shall be compensated within the usual provisions.

All text by Elettra Stamboulis, except for the general introduction.

‘OMa ta keipeva givat Tng HAEKTPAG ZTAPTIOVAR, EKTOG AT TN YEVLKI ELCAyWYI).

XOPHIOl THE EKOEZHZ: ZYNAIOPTANQZIH:
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Yndpxet MaAatotviakn kovAtobpa; Mmopel va utdp&eL obyxpovn TExvn
EKPPOACHEVN ATIO Evav AdO o€ NOVLIN StacTtopd; Ao to 1948 kat petd, n
npoomndBela anavOpwromnoinong tng NMaAALCTIVIOKAG TOLTOTATOG £XEL
TMEPACEL HECO ATIO SLAPOPOUG KWELKEG. ATtd TNV MkdAvTa MELp Tov éAeye
otnv Oplava PaAdtol otL «oL Apafeg MPEMEL va HABouv va ayarmolv ta
TaLSLA Toug OTWG EPELG» AAAA KaL ETIELTA, O ZLWVIOHOG TTAVTA KABLoTOVoE TNV
dpvnon TG avOPWTILAG TOUG, KAL KATA CUVETELA TNG LKAVOTNTAG TOUG va
EKPPOOTOLV PEoA ATt TNV TEXVN, StaXpovikd kat opt{ovTio potiffo
Tpomayavéag.

Ev péow autng tng Stapkoig BVeANAG, EVW Ta TTAVTA Kailyovtav yopw Toug, HE
™ BaAitoa oto XEPL, oL KAAALTEXVES cuvEXL{aV va SnULOVPYOLV ME O,TL elxav
otn SLaBeor Toug. MepLkEg PopEG Aeimouy Ta TAvVTa, AAAG koA KAl JE Pl
TMETPA A ME £Va KLVNTO, PTIOPELS VO SNHLOVPYAOELS.

OL gikooL KAAALTEXVEG IOV ETUAEXONKAV ATIO TLG TPELG EMLMEANTPLES £XOLV
yevvnOel avapeca otn ekaetia tou '70 kat tn véa XLAtetia. Pailvopevikd
QAVAKOULV G€ 800 SLAPOPETIKES YEVLEG, KL OHWG Ol TPOUHATLIKES EUTIELPLEG, O
EKTOTILOUOG Kall N avalRtnon VONuaATog eivatl ta idla, ekppacuéva Je AAAn
TOLNTLKN KAl OPOG.

Mo va AVTLPETWTIIOOVHE TNV apvNoia Kot TN CUVWHOGTA TNG CLWTHG ToL Eival
OULVEVOXEG YLa TN Hovipwg Xaivouoa TtAnyn mou Aéyetal MNaAaiotivn, gival
eneilyov va otpEPpoupe To BAEUPA HOG HE TIPOCHAWON OTO KAAALTEXVLIKO £pYO
twv MaAatotviwv. Me 1o otiypa tng §eViTidg, avtiotekOpevol otn ARon, Kat
HE LA Ttvor) OHopP@LAG, ol {WEG KOLL TA £PYA ALUTWYV TWV KAAALTEXVWVY HAG
Bupidouv tnv idla pag tnv avBpwrid.

Does Palestinian culture exist? Can there be contemporary art expressed by
a people in a perennial diaspora? Since 1948 onwards, the attempt to
dehumanise the Palestinian identity has passed through various codes. From
Golda Meir telling Oriana Fallaci that "the Arabs have to learn to love their
children like we do" and onward, Zionism has always made the denial of their
humanity, and consequently of their capacity to express thought through
art, a perpetual and cross-cutting motif of propaganda.

In this continuous storm, while everything burns around them, with a
suitcase in hand, the artists continued to make art with whatever they had at
their disposal. Sometimes everything is missing, but even with a stone or a
cell phone, one can create.

The twenty artists selected by three women curators were born between the
1970s and the new millennium. They are, therefore, seemingly two different
generations, and yet the traumatic experiences, the dislocation, and the
search for meaning are the same, expressed through different poetics and
styles.

To confront the amnesia and the conspiracy of silence that are compilicit in
the never-healed wound called Palestine, it is urgent to direct our gaze,
focused on the artistic work of the Palestinians. Marked by exile, as a
resistance to oblivion, and with the wind of beauty, the lives and works of
these artists remind us of our own humanity.
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